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l Ei kndh; ---

cgqr i zfl ¼ vkSj ekfeZd i n gS HkÙkQdfo l wjnkl  dk] dbZ egku xk; dksa us bl dk Hkkoi w.kZ xk; u
Hkh fd; k gS&

gs xksfoUn jk[ kks ' kj .k] vc rks t hou gkjs AA
uhj  fi ou gsrq x, ] fl Uèkq ds fdukjs A
fl Uèkq chp cl r xzkg] pj.k èkfj  i èkkjs AA
pkj  i zgj  ; q¼ Hk; ks] ys x; ks e>èkkjs A
ukd dku Mwcu ykxs] Ñ".k dks i qdkjs AA
}kfjdk esa ' kCn Hk; ks] x: M+ rft  fl èkkjs A
l̂ wj* dgs ' ; ke l qUnj] vkl  gS frgkjs AA

bl  xs;  i n esa gfjgj {ks=k ds ml h i zl ax dk mYys[ k gS t gk¡ xt  vkSj xzkg dk ; q¼ gqvk Fkk vkSj
l k{kkr~ gfj  us i zdV gksdj] l qn' kZu pØ pykdj xt  dh j{kk dh Fkh A ; gk¡ bl h LFkku ds uke l s esyk
yxrk gS ĝfjgj {ks=k dk esyk*] bl s Hkxoku fo".kq (gfj)  vkSj f' ko (gj)  dh i wt k ds fy,  vkjEHk fd; k
x; k A Hkkjr o"kZ esa i k¡poh&NBh ' krkCnh esa gh Hkxoku fo".kq vkSj f' ko dh l a; qÙkQ i wt k i zkjEHk gks xbZ Fkh
ft l dk i zek.k jkt k bZ' kku oeZu ds dk; Z&dky ds vfHkys[ kksa l s i zkIr gksrk gS A jkt k bZ' kku oeZu Hkkjrh;
l H; rk vkSj l aLÑfr l s t qM+s fo}ku~ Fks A eqxydky esa bl  {ks=k dk uke l̂ ksui qj* i M+k Fkk vkSj bl  esyk
dks l̂ ksui qj esyk* Hkh dgrs gSa D; ksafd ; g fcgkj ds l ksui qj t ks fcgkj dh jkt èkkuh i Vuk l s yxHkx
i Pphl  fdyksehVj rFkk oS' kkyh ft yk ds eq[ ; ky;  gkt hi qj l s ek=k rhu fdyksehVj dh nwjh i j  vofLFkr
gS A ; g esyk Ni jk ft yk ds l ksui qj esa xaxk vkSj xaMd unh ds rV i j  dkfrZd i wf.kZek ds vol j  i j
(xaxk&Luku)  vk; ksft r gksrk gS A bl  esyk dks N̂Ùkj esyk* Hkh dgrs gSa A bl  esyk ds l EcUèk esa dgk
t krk gS fd Hkxoku fo".kq ds nks HkÙkQ ' kkfi r gksdj xt  (gkFkh)  rFkk xzkg (exjePN)  ds : i  esa i F̀oh
i j  vorfjr gq,  Fks A mi ; qZÙkQ i n esa of.kZr ; q¼ ; gha dksugkjk ?kkV i j  gqvk Fkk] ; gk¡ gfjgjukFk efUnj
Hkh gS ft l esa gfj  vkSj gj vFkkZr~ fo".kq rFkk f' ko dh , dhÑr i zfrek gS A osn] Jhen~Hkkxor] egkHkkjr]
i qjk.kkfn esa xt &xzkg ; q¼ dk mYys[ k gS A Í Xosn esa gfjgj {ks=k dk o.kZu i zkIr gksrk gS A egkHkkjr ds
l Hkki oZ vkSj oui oZ esa bl  {ks=k dks êgkcy* , oa v̂ frcy* l Ecksfèkr fd; k x; k gS A dgk x; k gS fd
; gk¡ Luku dk i q.; i Qy i zkIr gksrk gS A rhFkZ nhfi dk] okjkg i qjk.k] ckeu i qjk.k esa bl  {ks=k dk ; ' kksxku
fd; k x; k gS A vBkbl osa eUoarj esa xt sUæ&eks{k dh i fjdYi uk i zkIr gksrh gS A bl  x̂t sUnz eks{k LFky*
vkSj esys dh vusd èkkfeZd ekU; rk, ¡ gSa A ; g i Unzg fnuksa rd [ kwc èkwe&èkke l s pyrk gS] bl ds ckn Hkh
eghuk&Hkj jgrk gS A

bl  esyk dk mYys[ k fo}ku ckS¼ nk' kZfud cq¼ ?kks"k us v i uh i qLrd esa fd; k gS A rc gfjgj
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{ks=k dks m̂Yyk psy* uke l s t kuk t krk Fkk t ks ofTt  x.kjkT;  dk fgLl k Fkk A bl  x.kjkT;  ds vkB
(vB~Bdqy)  l nL;  Fks A ckS¼ l kfgR;  ds vuql kj] ofTt  x.kjkT;  esa rc Hkh dkfrZd ekg esa l kr fnol h;
dkfrZd Luku dk esyk yxrk Fkk A

l Ei w.kZ fcgkj dh l H; rk] l aLÑfr vkSj vkLFkk dk , sfrgkfl d i fjp;  i zkIr gksrk gS gfjgj {ks=k
esyk esa A bl dk bfrgkl  yxHkx 717 ( l kr l kS l rjg)  o"kZ i qjkuk gS A gfjgj ukFk efUnj esa vkt  Hkh
o"kZ 1306 dk f' kyki V~V yxk gqvk gS ft l  i j  d̂kfrZd i wf.kZek dk mRl o* vafdr gS A bZLV bf.M; k
dEi uh ' kkl u&dky esa l ksjk ( l ksM~Mk)  dEi uh esa dk; Zjr vaxzt  ys[ kd t ku ek' kZy us 1672 esa i zdkf' kr
v i uh i qLrd t̂ kWu ek' kZy bu bf.M; k* esa l ksui qj esyk vkSj dkfrZd Luku ds ckjs esa fy[ kk gS ft l s mUgksaus
Lo; a 1671 esa ns[ kk Fkk A ykWMZ es; ks us 1871 esa l ksui qj njckj yxk; k Fkk] rc usi ky ds rRdkyhu jkt k
jk.kk t ax cgknqj dk xq.kxku fd; k x; k Fkk A bl l s i woZ 1857 esa xnj ds uk; d ohj dq¡oj fl ag us ; gha
l s gkfFk; ksa dh [ kjhnkjh dh Fkh] bl  i zdkj ; g Lora=krk l axzke l s Hkh t qM+k gS A bl l s vkSj Hkh i gys 1846
esa l ksui qj esa gh gfjgj {ks=k fj t ksY; w' ku i kl  gqvk Fkk ft l esa i hj vyh] [ okt k vCckl ] ohj dq¡oj fl ag
vkfn mi fLFkr Fks A ; gha ohj f' kokt h }kjk ?kksM+s [ kjhnus dh Hkh yksdJqfr gS A ekS; Z oa' k ds l aLFkki d
pUnzxqIr (340 bZú i wú& 298 bZ- i wú)  vkSj eqxy l ezkV vdcj us Hkh gkfFk; ksa vkSj vL=k&' kL=kksa dk Ø;
fd; k Fkk A 1960 esa i zdkf' kr l kj .k ( ft yk)  xt sfV; j  ds vuql kj] ; g esyk l k<+s pkj oxZehy esa gksrk
Fkk A t uJqfr; k¡ dgrh gSa fd ; g dHkh 500 , dM+ esa gksrk Fkk A vkt  Hkh ; g yxHkx <+kbZ oxZehy esa
i QSyk gqvk gS A i ; ZVu foHkkx ds vk¡dM+s ds vuql kj] xr o"kZ yxHkx pkyhl  yk[ k yksx esyk esa vk,  FksA
bl  esyk ds fy,  êsyk Li s' ky* jsyxkfM+; ks dk i fjpkyu i woZ eè;  jsy dh vksj l s fd; k t krk gS A ; g
, f' k; k egk}hi  dk fo' oi zfl ¼ l cl s i zkphu vkSj cM+k esyk gS A

vaxzst &dky esa bl  esyk dks i ' kq&esyk dk : i  ns fn; k x; k A 1958 esa i zdkf' kr eqt Ýi Qji qj
xt sfV; j  esa ; g ǹf"Vxkspj gksrk gS fd bZLV bf.M; k dEi uh ds ykWMZ Dykbo us 1803 esa ; gk¡ , d fo' kky
vLrcy dk fuekZ.k djk; k Fkk A usi ky jsft MsaV ds : i  esa ukWDl  uked vaxzst  bl dk dSIVsu Fkk A 1837
esa xaMd esa ck<+ vkbZ Fkh ft l esa ; g jsl dksl Z cg x; k] rc bl s l ksui qj yk; k x; k] bl l s i woZ ; g gkt hi qj
rd foLrkfjr Fkk A ; gk¡ vaxzst  vkWfi Ql j  ?kqM+l okjh rFkk i ksyks [ ksyus Hkh vkrs Fks A vkt  Hkh fons' kh l Sykuh
i ; ZVdksa dk ; g i l anhnk esyk gS A vdcj ds i zèkku l suki fr egkjkt k eku fl ag Hkh gkFkh vkSj vL=k&' kL=k
; gha l s ysrs Fks A t ax&gkFkh ds vfrfjÙkQ eqYrkuh , oa vU;  uLy ds ?kksM+s vkt  Hkh cM+h rknkn esa ; gk¡
mi yCèk gksrs gSa A xr o"kZ l hoku ds l̂ qYrku* uked ?kksM+k vkSj f̂ct yh* uked ?kksM+h dh dher yk[ kksa
esa Fkh A gkFkh] ?kksM+ksa ds vfrfjÙkQ vU;  i kyrw vkSj ' kkSfd; k i ' kq&i {kh vkt  Hkh ns[ ks t krs gSa ft udh ekax
vkl eku Nwrh gS A ; s i ' kq&i {kh esys dh ' kku l e>s t krs Fks A ; gk¡ dk O; ki kfjd l Ei dZ v i QxkfuLrku
l s l hèkk t qM+k gqvk Fkk A vaxzst ksa ds dky rd bZjku] v jc vkfn ns' kksa l s vPNh uLy ds ?kksM+s yk,  t krs
Fks A v i QxkfuLrku ds bl  : V dks m̂Ùkjk i Fk* dgk x; k A MkW- eksrhpUæ us l̂ kFkZokg* uked v i uh i qLrd
esa , sl k o.kZu fd; k gS A bl ds vfrfjÙkQ e[ key (cukj l  l s)  t jh t fM+r oLrq, ¡] d' ehjh ' kkWy vkfn dk
O; ki kj vkt  Hkh gksrk gS A ; gk¡ l s pht sa l eqæ&ekxZ l s ; wjksi  Hkst h t krh Fkha A bruk gh ugha] i ' kq&esyk ds
vfrfjÙkQ vkVZ , .M ØkÝV dh i zn' kZuh Hkh yxk; h t krh gS A Hkw&jkt Lo foHkkx }kjk yxk; k t kus okyk
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LVkWy] l aLÑfr dks c<+kok nsus ds mís' ;  l s [ ksyksa dk vk; kst u] dkWVst ] yksd&: fp ds oL=k] Hkkst u&O; at u
vkfn ds vfrfjÙkQ NksVh&l s&NksVh pht ] l wbZ l s ysdj gkFkh rd] mi yCèk gksrk gS A vkRel ei Z.k ds ckn
t knwxj cus Mkdw ekèkks fl ag bl  esyk esa t knw fn[ kkus vkrs Fks A ; gk¡ uCcs ds n' kd rd l dZl  Hkh [ kwc
yxrk Fkk A dkfrZd i wf.kZek ds vol j  i j  i ; ZVd eks{k dh dkeuk l s xaxk unh esa Mqcdh yxkdj Luku
djrs gSa A nSfud t houksi ; ksxh gj i zdkj dh oLrqvksa dks ; gk¡ ns[ kk t k l drk gS] ; gk¡ l s [ kjhnk t k l drk
gS A bl  esyk us v i uk dysoj cnyk gS vkSj t urk [ khaph pyh vkrh gS A

fcgkj dh l kaLÑfrd >yfd; ksa dk ; g i zeq[ k dsUæ gksrk gS A euksjat d xfrfofèk; k¡ i zfrfnu pyrh
jgrh gSa A ukSVadh] ukp] xk; u] oknu vckèk pyrk gS A l jdkjh , oa xSj&l jdkjh l aLFkkvksa }kjk dk; ZØe
i zLrqr fd,  t krs gSa A xhr , oa ukVd i zHkkx }kjk vusd cgqís' kh;  dk; ZØe cuk,  t krs gSa A ; g esyk dbZ
, sfrgkfl d {k.k , oa i jEi jk dks v i uh xksn esa l esVs gq,  gS A ; gk¡ vusd i zfl ¼ dykdkj gfLr; k¡ v i uh
dyk dk t yok fc[ ksjk djrs gSa A n' kZdksa] i ; ZVdksa ds fy,  xhr&l axhr dk vuwBk vk; kst u gksrk gS A
f̂Fk; sVj* bl  esys dh t ku gS A yksd&l aLÑfr ds bl  [ ; kfri zkIr esyk esa ukSVadh dh efYydk xqykc ckbZ
dk t yok fo' oi zfl ¼ Fkk A ; g og nkSj Fkk t c efgykvksa dh Hkwfedk i q: "k gh fuHkkrs Fks A xqykc ckbZ
i zFke efgyk Fkha ft Ugksaus ukSVadh esa xhr&l axhr dh i zLrqfr dk vkjEHk fd; k A rc ' kuS% ' kuS% ukSVadh esa
efgykvksa dk i zos' k gksus yxk Fkk A xqykc ckbZ bl  esyk dh ' kku Fkha A mUgsa bl  dyk ds fy,  l axhr ukVd
vdkneh vokMZ rFkk î n~eJh* (1990)  Hkh i zkIr gqvk A mUgksaus 1950 esa x̂qykc fFk, fVªdy dEi uh* dh
LFkki uk dh A mudk ewy uke xqykc t ku Fkk A ukSVadh ds dykdkjksa ds fy,  rc l axhr dk Kku vko' ; d
ekuk t kus yxk A ŷSyk et uw¡* dh ySyk] ĵkt k gfj ' pUæ* dh rkjkerh] '̂ khjha i Qjgkn* dh ' khjha dh
Hkwfedk esa xqykc ckbZ vR; Ur i zfl ¼ Fkha A fgUnh fi QYe êq>s t hus nks* dk xhr ûnh ukjs uk t kvks ' ; ke
i Sa; k i M+™¡* dks ewyr% xqykc ckbZ us gh xk; k gS A i zfl ¼ fgUnh vkykspd ds vuql kj] i Q.kh' oj ukFk ĵs.kq*
ds êkjs x,  xqyi Qke*] ft l  i j  r̂hl jh dl e* fi QYe cuh*] dh ukf; dk ewyr% xqykc ckbZ gh gSa A Jh
Ñ".k jk?ko us bfUnjk xk¡èkh us' kuy l sUVj vkWi Q vkVZ~l  }kjk ,̂ d Fkh xqykc* uked MkD; wesUVªh rS; kj dh
gS A ; gh ugha] i saxqbu bf.M; k }kjk 2006 esa ûkSVadh dh efydk % xqykc ckbZ* i zdkf' kr fd; k ft l dk
ys[ ku l qJh nhfIr fi z; k esgjks=kk us fd; k A ukSVadh ds l axhr vkSj xk; u esa xqykc ckbZ dk cgqewY;  ; ksxnku
gS A 1926 esa mÙkj i zns' k ds dUukSt  esa csfn; k t kfr ds Ñ"kd i fjokj esa t Ueh xqykc ckbZ us v i uh cguksa
dks Hkh vkxs c<+; k A 1996 esa mudh èR; q ds ckn mudh i q=kh eèkq vxzoky dkui qj esa bl  i jEi jk dks
xqykc ckbZ dh dEi uh ds }kjk vkxs c<+k jgh gSa A dkui qj&' kSyh dh ukSVadh xqykc ckbZ ds dkj.k gh
t xi zfl ¼ gS A dkui qj dh jkeyhykvksa i j  i kj l h fFk, Vj ds vfrfjÙkQ ukSVadh ' kSyh dh Nk; k v | ru
ǹf"Vxkspj gksrh gS A ; | fi  ukSVadh dh nwl jh ' kSyh gkFkjl &' kSyh Hkh gS A , d t ekuk , sl k Fkk t c ukSVadh
ds l gkjs dyk dk çn' kZu gksrk Fkk vkSj l ksui qj esyk dh ukSVadh t xçfl ¼ Fkh A yxHkx 1830 esa gh ; gk¡
l kaLÑfrd dk; ZØeksa dk vkjEHk gqvk Fkk] ns' k&Hkj ds i zfl ¼ dykdkj v i uh&vi uh i zLrqfr; k¡ nsrs Fks A
vkjEHk esa jke vkSj Ñ".k yhyk, ¡ Hkh [ kwc gksrh Fkha A ckn esa] l oZi zFke i kj l h fFk, Vj yxk,  x,  A ns' k
ds i zfl ¼ xk; d&xkf; dk, ¡&urZfd; k¡&fi QYeh gfLr; ksa dk t ekoM+k yxrk A dydÙkk dh xkSgj ckbZ] bVkok
dh fryksÙkek] bykgkckn dh t kudh nsoh] i Vuk dh eqgEen oknh] jkt s' ojh ckbZ dh egfi Qys gksrh Fkha A
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l qi zfl ¼ fi QYe vfHkus=kh ujfxl  dh ek¡ t n~u ckbZ dbZ o"kks± rd v i uh i zLrqfr; k¡ nsrh jgha A l ksui qj esyk
esa xkSgj t ku }kjk i zLrqr eYgkj&xk; u vkSj ?ku?kksj o"kkZ dk ft Ø vkt  Hkh gks t krk gS A Hkhax t kus ds
ckn Hkh os xkrh jg xbZ Fkha vkSj Jksrk Hkh t es jgs Fks A , sl s dk; ZØeksa dks ns[ kus&l quus ds fy,  ns' k&Hkj
l s yksx vkrs Fks A vkt  Hkh ; gk¡ fFk, Vj dk vge~ jksy gS A cM+h l a[ ; k esa fFk, Vj ns[ kus ds fy,  HkhM+
, d=k gksrh gS A xhr&l axhr ds cM+s&cM+s dykdkj vkeaf=kr fd,  t krs gSa A dyk] l aLÑfr , oa ; qok foHkkx
}kjk ns' k&Hkj ds l qi zfl ¼ dykdkjksa dh i zLrqfr; k¡ gksrh gSa A l kaLdf̀rd&l kaxhfrd : i  l s ; g esyk cgqr
l è¼ jgk gS A

vkt ] dbZ dyk, ¡ U; wu ns[ kus&l quus esa vkrh gSa i jUrq t c ; s vk¡[ kksa ds l keus i zLrqr gksrh gSa] v i uh
l kaLÑfrd dykRedrk dks i zkIr djus] l gst us] l ¡okjus] l è¼ cukus dks ge vkrqj gks t krs gSa A ; s t hoUr
dyk, ¡ gSa] bUgsa l hapus&l ¡okjus dh furkUr vko' ; drk gS A bl  gsrq fpUru&euu vkSj i gy dh njdkj gSA
vkèkqfudrk dh nkSj esa ge t hoUr dykvksa l s i hNs NwV jgs gSa A bl ds fy,  uhfr; ksa dk fuèkkZj.k v i sf{kr
gS A , sl h vufxur vk' kkvksa ds l kFk L̂rkse* ' kksèk&i f=kdk dk ; g vad vufxur uohu fcUnqvksa i j
' kksèk&vkys[ kksa l s fl afpr gks] v i us l qèkh i kBdksa] ft Kkl qvksa ds l e{k i zLrqr gS A vki ds cgqewY;  fopkj
gekjk ekxZn' kZu djsaxs A L̂rkse* dh i wjh Vhe dks l kSgknZi w.kZ v i sf{kr ekxZn' kZu , oa l g; ksx ds fy,  gk£nd
l kèkqokn vkSj l Hkh l qfpUrd ys[ kdksa] ' kksèk&i zKksa dks vusd' k% cèkkb; k¡ !

uo o"kZ dh uo Åt kZ ds l kFk uo&uo ' kqHkdkeuk, ¡]

( yko. ;  dhfrZ fl ag d̂kO; k*)

vii
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dqekj xUèkoZ ;kuh fgUnqLrkuh laxhr dk u;k
lkSan;Z'kkL=A dqekj xUèkoZ ;kuh cxkorA ?kjkuksa ds f[kykQ
cxkorA ,slh cxkor ftlus ?kjkuksa ds uke ij pyh vk
jgh ^Js"Brk^ dk inkZQk'k fd;kA crk;k fd udy dj
ysus ls dksbZ cM+k ugha gksrkA cM+k gksrk gS l̀tu ls] dqN
u;k jpus lsA ÞeSa rksrkjke ugha gw¡ß dguk gS mudkA

dqekj xUèkoZ dh cxkor ls ?kjkusnkj laxhr ds
fgek;fr;ksa esa [kycyh ep x;hA ftUgsa vfHkeku Fkk fd
laxhr dks ?kjkuksa us iuik;k gS] muds lkeus vc ,slk
vkneh vk [kM+k gqvk tks dg jgk Fkk fd ?kjkuksa dh gh
otg ls gekjk laxhr uhps x;k gSA ;g dksbZ NksVh ckr
ugha Fkh] og Hkh vkt ls pkyhl lky igysA

urhtk ;g fd gj rjQ ls geys gksus yxs
dqekj ijA dksbZ dgrk& ^^;s Hkh dksbZ xkuk gS b;s··
djds fcfYy;ksa dh rjg vkokt fudkyuk!^^ ¼vkpk;Z
cg̀Lifr½A cgqrksa dks dqekj ds jkx&:iksa ls f'kdk;r
gksus yxh& ^^vxj jkx ds ijaijkxr :i dh j{kk ugha
dj ldrs rks mldk uke cnydj dqN vkSj D;ksa ugha
j[k ysrs\^^ fdlh us bYtke yxk;k& ^^esjs cuk, jkx
^osnh dh yfyr^ esa rqeus rhoz fu[kkn yxk nh vkSj dg
fn;k yxuxaèkkj! gekjs jkx ds Åij rqe ,d lqj vkSj
u;k yxkrs gks!!^^ ¼ia- fnyhipUæ osnh½A xjt ;g fd
ijaijk ds çfr Hkkoqd yxko j[kus okyk gj laxhrK
dqekj xUèkoZ dks ,d [krjs ds :i esa ns[kus yxkA vkSj
;g xyr Hkh ugha FkkA dqekj us mu tM+ksa dks tksjnkj

ia- dqekj xU/koZ ds ØkfUrdkjh fopkj

eqds'k xxZ

;g ,sfrgkfld baVjO;w eSaus vçSy 1990 esa fnYyh ds xkUèkoZ egkfo|ky; esa fy;k FkkA cM+h
eqf'dy ls iafMr th blds fy, rS;kj gq, FksA tc uoHkkjr VkbEl esa bldk çdk'ku gqvk rks og brus
çlUu gq, fd fnYyh dh ,d çsl d‚UÝsal esa mUgksaus uoHkkjr VkbEl dh bl fDyfiax dks lc i=dkjksa
ds lkeus ygjk dj iwNk Fkk& ̂ ^fgUnh dks NksfM+,] D;k fdlh vU; Hkk"kk esa Hkh dHkh fdlh us esjs Åij ,slk
fy[kk gS\^^ eSa ml çsl d‚UÝsal esa ugha Fkk] ij ;g ckr eq>s ogk¡ ekStwn bykgkckn ds laxhrK LoxhZ; ia-
'kkarkjke d'kkydj vkSj fnYyh esa fgUnqLrku VkbEl ds laxhr&leh{kd LoxhZ; Jh vkj-,u- oekZ us ckn
esa crkbZ FkhA lk{kkRdkj ds le; ç;kx 'kqDy] eèkqi eqn~xy] dykfiuh dksedyh vkSj johUæ feJ Hkh ekStwn
FksA

eSa ?kjkus dh dqyhxhjh ugha djrk

>Vdk ns fn;k Fkk] ftu ij fgUnqLrkuh laxhr dk
oVo{̀k lhuk rkus [kM+k FkkA

D;k lpeqp dqekj ijaijk&fojksèkh gSa] bldh
iM+rky ds fy, geus mUgha ls iwNk& ^^dqN yksxksa dk
vkjksi gS fd vki ijaijk dks ugha---Aß bruk lquuk Fkk
fd vkos'k esa vk x,& ^^ijaijk ds Åij vki D;ksa brus
yêw gksdj cSBs gSa\ gedks le> ugha vkrkA fQj D;ksa
ugha jgrs vki iqjkuh rjg ls\ ;g bruk Qkyrw y¶t
gSA yksx blesa D;ksa brus vVds gSa\ vki vkxjk&QksVZ
ns[kus tkb, u! eSa rks udkj ugha dj jgkA ge Hkh tkrs
gSa vkids lkFkA vPNk Hkh yxrk gSA vkidks fQj jktk
yksx pkfg, D;k\ fQj cSyxkM+h pkfg, vkidks\ ;kuh]
fQj dqvk¡ pkfg, D;k\ rks ¶y'k&laMkl fudky nhft,
?kj lsA vkidks ¶y'k&laMkl Hkh pkfg, ?kj esa] uy Hkh
pkfg, vkSj dqvk¡ Hkh pkfg,A vkSj dqvk¡ dk vfHkeku Hkh
NwVuk ugha pkfg, vkidks!^^

tokc lqudj eSa gSjku jg x;kA dSlh csykx
fVIi.kh gS gekjs nksxys thou&ewY;ksa ijA ^fQj jktk
yksx pkfg, D;k* esa fdruh xgjh le> gSA fdlh dêj
?kjkusnkj ls ;g okD; lquus dks ugha feysxk vkidksA
myVs jtokM+ksa ds u jgus dk jksuk gh lqusaxs mllsA ;g
oks pht gS tks ,d rjQ dqekj xaèkoZ dh lekt&lkis{k
fparu'khyrk dk lcwr nsrh gS] rks nwljh rjQ mudh
xk;dh dk jgL; Hkh [kksyrh gSA ;g crkrh gS fd D;ksa
ijEijkxr xk;dh vkSj dqekj xaèkoZ dh xk;dh ,d&nwljs
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dks ihB fn, cSBh jgrh gSaA ,d gh mRl ls tUe ysdj
Hkh D;ksa nksuksa vyx fn'kk,¡ idM+rh gSa vkSj vkxs tkdj
mu esa bruh nwjh vk tkrh gS fd le>kSrs dh lEHkkouk
rd ckdh ugha cprhA

vly esa gekjs T;knkrj laxhrK] ftu esa
i<+s&fy[ks Hkh gSa] ^ijEijk* dk tks eryc le>rs gSa]
xM+cM+ mlh esa gSA mudh utj esa ijEijk dk vFkZ gS
fiNyh ihf<+;ksa ls feyh dykRed lEink dks T;ksa&dk&R;ksa
viuk ysukA mlh dks 'kq) vkSj vkn'kZ ekuukA ml esa
tjk&lh feykoV] ç;ksx dh gydh&lh vkgV Hkh mUgsa
fopfyr dj nsrh gSA rkTtqc dh ckr ;g gS fd bu esa
,sls yksx Hkh gSa] tks ekurs gSa fd gekjk laxhr dHkh
,d&lk ugha jgk] cnyrk jgk gSA vki muls dg nsa fd
vkt dh t:jrksa ds fglkc ls dqekj xaèkoZ Hkh laxhr
dks cny jgs gSa rks os vkis ls ckgj gks mBsaxs& Þ;g
cnyuk ugha] 'kkL=h; laxhr dh èkfTt;k¡ mM+kuk gSAÞ

tks gks] dqekj dks bl lcdh ijokg ughaA
,slk blfy, ugha fd os nqjkxzgh gSa] vgadkjh gSa vkSj
cqtqxksaZ dh bTtr ugha djrsA cfYd blfy, fd ̂ijEijk*
D;k gS] blds eeZ dks mUgksaus le> fy;k gSA og tkurs
gSa fd iqj[kksa us tks dqN iSnk fd;k] vius tekus ds
fglkc ls fd;kA og ;g Hkh tkurs gSa fd tks dykRed
fojklr gesa feyh gS] mls gekjs iwoZtksa us gh lfn;ksa dh
tíks&tsgn ds ckn gkfly djds gesa fn;k gSA mUgsa
ekywe gS fd bl èkjksgj esa ,slk cgqr&dqN gS] tks gekjs
dke dk gSA exj] lkFk gh og ;g Hkh tkurs gSa fd
blesa cgqr&dqN ,slk gS tks vkt lkFkZd ugha jg x;k]
tks ej.kklUu gSA gekjh ijEijk esa D;k thoUr gS vkSj
D;k er̀] bldks idM+us okyh ckjhd utj dqekj xaèkoZ
ds ikl ekStwn gSA bl utj us gh og rkdr nh gS] tks
dne&dne ij ckèkkvksa ds ckotwn mUgsa vius iFk ls
fopfyr ugha gksus nsrhA og etcwrh nh gS] tks pkSrjQk
geyksa ds ckotwn mUgsa le>kSrk ugha djus nsrhA
O;kolkf;d eap ls tqM+s gksus ij Hkh bruk cM+k [krjk
eksy ysus dk lkgl dqekj xaèkoZ dh dkBh dk vkneh gh
fn[kk ldrk gSA

ets dh ckr gS dqekj vius dks lPpk
ijEijkoknh ekurs gSa& Þesjs ftruk v‚FkksZM‚Dl dksbZ gS
gh ughaA dksbZ ugha gS laxhr esa esjs ftruk v‚FkksZM‚DlA^^

fdruk vkRefo'okl gS mUgsa& ÞvkSj eSa v‚FkksZM‚Dl gw¡]
blhfy, dqN dj ldrk gw¡A vki QaMkesaVy fopkj
djuk NksM+ cSBs gSa laxhr esa] rks blesa esjk D;k dlwjAß

blhfy, dqekj xUèkoZ dks LoPNanrkoknh dg
nsuk bruk vklku ughaA ^LoPNanrk* ls futh LokFkZ dh
vkSj ijEijk ds frjLdkj dh xaèk vkrh gSA dqekj esa ;s
nksuksa gh ugha gSaA mudk foæksg LoSjkpkj ugha gSA caèkuksa
ls eqfä ugha pkgrk ogA Þjkx&laxhr esa caèku gSA ftruk
caèku vki Mkysaxs] mldk ^ikoj* c<+rk tkrk gSAß fdlh
LoPNanrkoknh ls dHkh lquh gS vkius ,slh ckr \

dqekj xUèkoZ ^caèku;qä LoSj* esa fo'okl djrs
gSaA ^LoSj;qä caèku* esa mudh fnypLih ughaA caèku
T;knk vkSj fQj LoSj ;kuh LoPNanrkA ;g cM+k eqf'dy
gSA caèku og [kqn iSnk djrs gSaA jkx yxuxaèkkj ds
mrjs&p<+s nksuksa dksey xaèkkj vkSj nksuksa dksey fu"kkn
mUgksaus [kqn cuk,A [kqn caèku rS;kj fd;k vius fy,A
ckj&ckj mls fuHkkrs gSa] c¡èkrs gSaA viuh gh jLlh ls
tdM+rs gSa [kqn dksA tsoM+k rqM+kdj ugha Hkkxrs] [kqn
[kw¡Vs ls c¡èkrs gSaA exj ;g tsoM+k mudk viuk gh gS]
[kw¡Vk Hkh viuk gSA viuk dguk Hkh xyr gSA ;g jLlh]
;g [kw¡Vk viuh fojklr dks le>us] mls vkRelkr
djus ls iSnk gq, gSaA gekjh ijEijk ds ldkjkRed
fgLlksa dk fupksM+ gS buesaA

dqekj xUèkoZ dk laxhr vkneh dh iquiZzfr"Bk
dh tcjnLr dksf'k'k gSA gekjs jkxnkjh laxhr dk
vfèkdka'k vkt Hkh njckjh ekufldrk ls tdM+k gSA og
Hkh ml nkSj dh ekufldrk ls tc jtokM+s vafre lk¡lsa
ys jgs FksA njckjh laxhr iwjh rjg vkneh ls dV x;k
FkkA rkuckth dh fodjkyrk vkSj y;dkjh ds xf.krh;
peRdkj gkoh gks pys FksA vlqj{kk dh Hkkouk us vius
xqj fNikus dh etcwjh mLrknksa ds lkeus yk èkjh FkhA
xksiuh;rk dh bl çof̀Ùk us lekt ds cM+s fgLlksa ls
laxhr dk fj'rk [kRe dj fn;kA dyk tc fleV dj
fcyksa esa ?kqlus yxs rks ftanxh dh rktk gok ls mldk
eg:e gks tkuk ykfteh gSA og chekj iM+ tkrh gSA
vkneh ls Mjus yxrh gSA ;g vdkj.k ugha fd vkt Hkh
'kkL=h; laxhrKksa dk ,d cM+k fgLlk vius laxhr dks
vke vkneh ls nwj j[kus dh flQkfj'k djrs dksbZ 'keZ
eglwl ugha djrkA
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dqekj us gekjs jkxnkjh laxhr dks rktk gok
esa lk¡l ysus dk ekSdk fn;k gSA tM+ caèkuksa dks dkVdj
mls iuius vkSj fQj ls ranq#Lrh gkfly djus dk
volj fn;k gSA yksd&laxhr dk mudk vH;kl muds
jkxnkjh laxhr dks v‚Dlhtu nsrk gSA bl rjg mudk
laxhr vfHktkr gksrs gq, Hkh yksdksUeq[kh gSA yksd mlesa
vuk;kl ?kqy x;k gSA cs'kd mldk pfj= mPpoxhZ; gS]
exj [kkn&ikuh tqVkus ds fy, og ckj&ckj tehu ls
tqM+rk gSA mlls jl&xzg.k djrk gSA blds fy, dqekj
lksph&le>h dksf'k'k ugha djrsA yksd&laxhr dk muds
jä esa ?kqy&fey tkuk vutkus bl çfØ;k dks lEiUu
djkrk jgrk gSA

dqekj xUèkoZ dh f'kdk;r gS fd ?kjkuksa us
gekjs laxhr dh ltZukRedrk lekIr dj nh gSA os
dykdkj ls dqyhxhjh djkrs gSaA Þdqyhxhjh ;kuh yhd
ij pyuk] tks iqjkus dgrs pys vk jgs gSa] mls dgukA
cks> ysdj pyukA ?kjkuk rks ,d cks>k gh gqvk uA esjs
vius laxhr dk tc eq> ij cks>k ugha] rks vkidk cks>k
dgk¡ ysrk fQ:¡ eSa! eSaus dy tks xk;k] og [kre gks
x;kA vkt fQj Ýs'k fopkj d:¡xkA esjs ikl jkx gS

vkSj rky gSA tks xk;k] mldks dkgs dks] D;ksa ;kn j[kw¡\
vki tc fy[krs gSa] rks dqN ;kn djrs gSa D;k\ dfork
djrs esa dqN ;kn djrs gSa vki\ ,d dfork djus ds
ckn nwljh fy[krs oDr igyh dks ;kn djrs gSa vki\
vPNh isfUVax djus ds ckn ubZ isfUVax cukrs le;
vkidks mls ;kn j[kuk iM+rk gS D;k\ fQj laxhr ls gh
,slh mEehn D;ksa djrs gSa\ laxhr dks vki fQj dyk
D;ksa dgrs gSa\ cgqr dqN ;kn djds vki fo}ku Hkys gh
gks tk,¡] Kkuh ugha gks ldrsA ,d rjQ dykdkj
dguk] nwljh rjQ l̀tu dk fcydqy yksi] ;g dSls\
;g rks terh ugha ckrA gekjs fopkj esa ugha terhA
jkst vkidks ubZ Hkw[k yxuh pkfg,] rks gh vkidk isV gS
vkSj vki ftank gSaA vki ^E;wft;e* D;ksa curs gSa\ß

dqekj xaèkoZ ds ;s loky fdlh fljfQjs ds
loky ughaA u fdlh ,d vkneh ds loky gSa ;sA gekjk
iwjk ;qx buds ihNs fgyksjsa ys jgk gSA lkearh dyk ds
lkeus yksdra=h vk'kk&vkdka{kkvksa ls iSnk gq, lokfy;k
fu'kku gSa ;sA njckjh lkSan;Z'kkL= ds f[kykQ turU=h
lkSan;Z'kkL= dh cxkor gSa ;sA bUgsa >qByk;k ugha tk
ldrk] nck;k ugha tk ldrkA
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^LÙkksHk* in Lrqfr vFkZ dh okpd LÙkqHk èkkrq ls
fu"iUu gksrk gSA _XOsn esa xku ds fy, ̂ LÙkksHk* 'kCn dk
iz;ksx izkIr gksrk gSA ̂ LÙkksHkr%] LÙkksHkfUr*] ̂ LÙkksHkrq* vkfn
fØ;kinksa dk iz;ksx _Xosn esa feyrk gSA tSls _Xosn
1-62-4 esa Loj ds fo'ks"k.k ds :i esa ̂ lq"VqHkk* vkSj ̂ LrqHkk*
inksa dk iz;ksx gqvk gSA1 izkjEHk esa ;g ^LÙkksHk* in
lkekU; xku ds vFkZ esa Fkk ysfdu ijorhZ dky esa ,sls
xku ds fy, :<+ gks x;k tks fcuk _pk ds vkèkkj ls
xk;k tkrk FkkA _pk ds Åij lkexku djrs le;
dHkh dksbZ in ;k dksbZ v{kj dks tksM+ dj xku fd;k
tkrk FkkA bl izdkj ijorhZ dky esa ^LÙkksHk* ,d
ikfjHkkf"kd 'kCn cu x;kA

loZizFke lafgrksifu"kn~ czkã.k esa ^LÙkksHk* ds
Lo:i dk mYys[k djrs gq, Li"V :i ls dgk x;k gS
fd LÙkksHk lke;ksfu _d~ esa rks dgha ugha gksrs fdUrq
lkexku esa loZ= izoÙ̀k gksrs gSaA2 tSfeuh us ehekalk lw=
esa LÙkksHk dk y{k.k djrs gq, fy[kk gS fd os o.kZ ;k in
tks _d~ esa vfo|eku gks LÙkksHk dgykrs gSaA3 ekèkokpk;Z
us tSfefu U;k;ekykfoLrj esa tSfefu ds er dks gh
Lohdkj fd;k gSA4 lafgrksifu"kn~ czkã.k] iq"ilw= rFkk
lkerU= esa LÙkksHk dks ^lkexku* ds fodkjksa ds vUrxZr
ekuk gSA lafgrksifu"kn~ czkã.k esa vBkjg iq"ilw= esa chl

lkeosnh; y{k.kxzUFk ^LrksHkkuqlagkjdkfjdk* % ,d ifjp;

izks- iadt ekyk 'kekZ·
lkjka'k

pkjksa osnksa esa lkeosn dk fo'ks"k egÙo gSA ;g xku dk osn gS vkSj lke dk xku _pk ij
vkèkfjr gksrk gSA lkexku djrs le; _Xxr inksa dk Lo:i T;ksa&dk&R;ksa u jg dj dkQh ifjofrZr gks
tkrk gSA _pk ds vfrfjDr dqN o.kks± ;k inksa dk iz;ksx Hkh lkexku djrs le; fd;k tkrk gSa ftUgsa
^LÙkksHk* dgrs gSaA lkeosn ds y{k.k xzUFkksa esa LrksHk ds Lo:i rFkk buds iz;ksx dk foèkku izkIr gksrk gSA
LrksHk dk o.kZu _Xosn] czkã.k vkfn esa izkIr gksrk gSA ;Kksa esa lkexku ,d vko';d vax gksus dkj.k
LÙkksHkxku dk O;ogkj Hkh c<+k rFkk vusd y{k.kxzUFk LorU= :i ls ^LÙkksHk* ij gh fy[ks x;sA cgqr ls
xzUFkksa ds uke oSfnd lkfgR; esa mfYyf[kr gSaA ^LÙkksHkkuqlagkj dkfjdk* uked xzUFk esa LÙkksHk ds Lo:i]
rduhd rFkk O;ogkj dk o.kZu fd;k x;k gSA izLrqr i=esa LÙkksHk dh ifjHkk"kk] y{k.k rFkk Lo:i dk
mYys[k djrs gq, ^LÙkksHkuqlagkjdkfjdk* dk ifjp; izLrqr djus dk iz;kl fd;k x;k gSA

dqath 'kCn % LÙkksHk] lkexku

çfof/k % ewy xzUFk v/;;u

· p.Mhx<+

rFkk lkerU= esa pkSrhl fodkj mfYyf[kr gSa ftUgsa
^Hkko* Hkh dgk gSA NkUnksX; mifu"kn~ esa LÙkksHkk{kjksa dks
vR;Ur egÙoiw.kZ rFkk lke ds vo;o ds :i esa mYys[k
fd;k x;k gSA ogk¡ LÙkksHkk{kjksa dk fofHkUu nsorkvksa ds
lkFk lEcaèk Hkh fn[kk;k x;k gSA5 lkeosn ds izkfr'kkj.;
xzUFkksa esa dsoy LÙkksHkksa dk gh foLrkjiwoZd foospu fd;k
x;k gSA

^LrksHkkuqlagkjdkfjdk* lkeosn dk y{k.k xzUFk
gS ftlesa LÙkksHk dk foLrr̀ foospu fd;k x;k gSA ;g
vkdkj esa laf{kIr gSA blds ys[kd dk uke Kkr ughaA
blds gLrfyf[kr xzUFk esa ys[kd dk uke ugha gSA bl
xzUFk ds rhu [k.M gSaA bu [k.Mksa ds vUrxZr 'yksd :i
esa LrksHk ds y{k.k mnkgj.k lfgr of.kZr gSaA 'yksd
vuq"Vqi~ NUn esa gSA rhu [k.M rhu iVy Hkh dgs tkrs
gSa ftuesa i| :i esa dkfjdk ;s gSaA blesa dqy pkSokyhl
¼44½ dkfjdk;sa gSaA izFke [k.M ;k iVy esa 16] f}rh; esa
11 rFkk rr̀h; esa 17 ¼16$11$17½ dqy 44 dkfjdk;sa gSaA
fo"k; oLrq bl izdkj gS&

izFke [k.M esa LÙkksHk dk y{k.k crkrs gq, dgk
x;k gS fd _d~ ds ewy ls vfrfjDr tks dqN vfèkd ;k
f}:Dr vFkkZr~ nks ckj dgk x;k fn[kk;h iM+rk gS ml
o.kZ dks 'kkL= fpUrd _f"k LÙkksHk ekurs gSaA6 LÙkksHk xku
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djrs le; _d~in~ ds iwoZ iz;qDr gksrk gS oSlk gh ckn
esa Hkh iz;qDr gksrk gS vFkkZr~ fo|kxhrksa esa LÙkksHk vkfn
rFkk vUr esa gh fn[kk;h iM+rk gSA bu in rFkk ikn
LÙkksHkksa ds nks Hksn vUo;h vFkk vuq"kaxh dgs x;s gSaA
vUo;h LÙkksHk og gS tks in ds vkfn esa iz;qDr gksrk gS
rFkk vuq"kaxh LÙkksHk og gS tks in ds ckn esa tksM+k tkrk
gSA7 fofHkUu _pkvksa ij xk;s tkus okys lkeksa esa LÙkksHk
ds xku dk foèkku blh [k.M esa fd;k x;k gSA

f}rh; [k.M ;s X;kjg dkfjdkvksa ds vUrxZr
fofHkUu lkeksa esa iz;qDr gksus okys LÙkksHk ds izdkj rFkk
ek=kdky dk o.kZu gSA tSls ladf̀r lke ¼lke- 1-139½
esa ,d ek=k dk LÙkksHk gksrk gSA8 _pk ds in ds iwoZ ;k
i'pkr~ vkus okyk LÙkksHk in LÙkksHk rFkk _pk ds ikn
ds iwoZ ;k i'pkr~ vkus okyk ikn LÙkksHk dgykrk gSA
vH;kl inksa esa LÙkksHk rFkk xku dh HkfDr fuèku esa LÙkksHk
ds iz;ksx ds foèkku Hkh crk;s x;s gSaA jktu] jkSfg.k]
vHkzkrÒ;] ,d o"̀k] l=L;_f)] vafxjlka ozr] jFkUrj]
fo".kksozr] nhokdhR;Z] jk{kks?u vkfn lkeksa esa LÙkksHk inksa
dk foèkku djrs gq, LÙkksHk ds iz;ksx ,oa egÙo of.kZr gSA

rr̀h; [k.M esa lksyg i| gSA ;gk¡ fofHkUu
lkeksa esa LÙkksHk ds iz;ksx esa fodYi Hkh mfYyf[kr gSaA ;g
Hkh dgk x;k gS lHkh lkeksa esa _pk ¼vkEuk;½ ls fHkUurk
vo'; gksuh pkfg,A9 ,d eU= esa ;g Hkh dgk gS fd
in] ikn] foèkk] ek=k] NUn] nsork] _f"k rFkk czkã.k dks
tkudj gh lkexku dk iz;ksx djuk pkfg,A10 ogh
czkã.k lkexku ds fy, ;ksX; gS tks v{kj dk Kkrk gks]
fojke djus ds fu;eksa dk Kkrk gks] dc xku izkjEHk
djuk gS bls tkurk gks] rFkk Loj ,oa ek=k ds foHkkx
dk Kkrk gksA tks 'kCnksa dks lE;d~ izdkj ls tkurk gS]
tks ;K izfØ;k dh ehekalk djrk gS] rFkk lkeLojxkufofèk
dk Kkrk gS] og iafDroku czkã.kksa esa Hkh lcls vfèkd
ifo= ekuk tkrk gSA11 ;g Hkh èkkj.kk Fkh fd lEiw.kZ
if̀Fkoh dk Hkze.k djds Hkh ;fn ;Kdk;Z djus ds fy,
lkeksa ds izR;sd v{kj dk fpUru djus okyk lkexk;d
fey tkrk gs rks lEiw.kZ Je lkFkZd gks tkrk gSA12

lkexku esa LÙkksHk ds iz;ksx dk fo'ks"k egÙo
gksrk gSA _pkvksa ds Åij xku esa rFkk ikn esa fdl
iz;kstu ls LÙkksHkinksa dk iz;ksx fd;k tkrk gS bl ckr
dks Li"V djrs gq, dgk x;k gS fd oLrqr% lkeksa ds
¼_pkvksa ds lkFk½ uXu u gksus ds fy, mu _pkvksa ds
xku esa bu LÙkksHkksa dk iz;ksx fd;k tkrk gSA oLrqr%

LÙkksHk lke ds vkHkw"k.k gSaA13 rkRi;Z ;g gS fd _pk dk
ek= xku djuk mruk :fpdj ,oa lkSUn;Ziw.kZ ugha
gksrk] ogh xku tc LÙkksHk inksa ds lkFk Loj vkSj ek=k
esa lfEefyr :i ls fd;k tkrk gS rks xku dks lkSUn;kZRed
vyadj.k izkIr gks tkrk gSA lkexku fdruk rduhdh
Fkk fd _pk dk è;ku j[krs gq, LÙkksHk vkfn lHkh
fØ;kvksa dks lkèkdj izLrqr fd;k tkrk FkkA ifj.kker%
lkexku dh ,d gtkj 'kkj.kk;sa gqbZA ;g fo|k xq: ds
ikl vè;;u djus ls gh lh[kh tk ldrh FkhA vkpk;Z
Lo;a lkèkuk ls lkexkuksa dks d.BLFk j[krs Fks vkSj
fo|kFkhZ dks Hkh èkS;Z ,oa ifjJe ds lkFk fl[kkrs FksA
lkexku dk foLrkj cgqr FkkA dbZ ckj vkpk;Z LÙkksHk
;fn fØ;kvksa dks dFku ek= ls Hkh crkrs FksA ,slk ladsr
Hkh bl xzUFk ds vUr esa izkIr gksrk gSA ogk¡ dgk x;k gS
fd dqN vkpk;Z yk?ko dh bPNk ls ;kfu la{ksi esa dsoy
dFku ek= ls LÙkksHk ds iz;ksx dks crk nsrs Fks ysfdu
O;ogkj ds le; rks iw.kZ xku gh djuk gskrk FkkA14

bl izdkj bl xzUFk esa LÙkksHk dh ifjHkk"kk]
y{k.k] Lo:i] rduhd dk mYys[k lksnkgj.k fd;k
x;k gSA vkdkj esa laf{kIr gksus ij Hkh vR;Ur lkjxfHkZr
,oa egÙoiw.kZ xzUFk gSA bldk lEiknu] fgUnh rFkk
vaxzsth vuqokn ds lkFk izks- cztfcgkjh pkScs th }kjk
fd;k x;k tks osn fo|k dsUnz] johUnz Hkkjrh fo'ofo|ky;]
dksydkrk }kjk lu~ 1914 esa izdkf'kr gqvkA
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Abstract

This comparative study delves into the world of percussion instruments, specifically
exploring the Carnatic Mridangam Drum from South India and the Sri Lankan Kandyan
Drum. Both instruments hold immense cultural significance within their respective regions
and play vital roles in traditional music and dance performances. The study aims to uncover
similarities and differences between these two drums, shedding light on their unique
characteristics, playing techniques, and cultural contexts, while fostering cross-cultural
understanding and appreciation. The Carnatic Mridangam and the Sri Lankan Kandyan
Drum are traditional percussion instruments that have been deeply embedded in the cultural
fabric of their societies for centuries. The Mridangam is an essential accompaniment in
classical Carnatic music performances, while the Kandyan Drum plays a central role in
Sri Lankan traditional dance and music forms, particularly in the Kandyan region.
Understanding the historical context and cultural significance of these drums is essential
to appreciate their individuality and the depth of their contributions to their respective
musical traditions. This study addresses several key problems, including:Identifying and
comparing the construction, materials, and design of the Carnatic Mridangam and the Sri
Lankan Kandyan Drum to understand their impact on sound production and tonal
qualities.Analyzing and contrasting the playing techniques, rhythmic patterns, and musical
applications unique to each drum to discern their distinctive musical expressions.Examining
the cultural contexts and ceremonial occasions in which these drums are traditionally
used to comprehend their roles beyond mere musical instruments.Assessing the challenges
and opportunities in preserving and promoting these traditional instruments and their
associated musical traditions in the face of modernization and changing cultural landscapes.
This comparative study adopts a comprehensive research approach, incorporating
qualitative and quantitative methods. Ethnographic research involves engaging with
practitioners, scholars, and craftsmen from both cultures to gain insights into the
instruments’ cultural significance and nuances. Acoustic analysis is utilized to explore the
tonal qualities, sound characteristics, and overtones of each drum. Comparative
performance demonstrations are conducted by skilled musicians, showcasing the distinct
playing styles and musical expressions of the Carnatic Mridangam and the Sri Lankan
Kandyan Drum. This comparative study adopts a comprehensive research approach,
incorporating qualitative and quantitative methods. Ethnographic research involves
engaging with practitioners, scholars, and craftsmen from both cultures to gain insights
into the instruments’ cultural significance and nuances. Acoustic analysis is utilized to
explore the tonal qualities, sound characteristics, and overtones of each drum. Comparative
performance demonstrations are conducted by skilled musicians, showcasing the distinct
playing styles and musical expressions of the Carnatic Mridangam and the Sri Lankan
Kandyan Drum.

Keywords: Carnatic Mridangam, Kandyan Drum, Culture context, Musical instrument
Methodology : Secondary sources.
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Introduction

The drum, one of the most ancient
musical instruments, has a rich historical
evolution that spans across diverse cultures and
civilizations. Initially, drums were made from
natural materials like animal skins stretched over
hollowed-out tree trunks or clay pots.
Throughout human history, drums have been
deeply connected to various cultural and
spiritual practices, often serving as a means of
communication, celebration, and ritualistic
expression. As such, they have been associated
with the earliest forms of human communication
and artistic expression. The evolution and
societal contributions of early-era drums have
been profound, shaping human history and
culture in various ways. Drums have been an
integral part of human civilization for thousands
of years, and their impact can be seen across
different societies and historical periods.

Drums held immense significance in
religious and ceremonial practices of early
civilizations. They were used in various rituals,
including initiation ceremonies, fertility rites,
and worship of deities. Drums were believed to
invoke divine presence, connect with ancestors,
and induce altered states of consciousness
during shamanic practices. The rhythmic beats
of the drum were believed to connect the earthly
realm with the spiritual world

Research problems

l This research attempts to resolve some of
the issues between Carnatic mridangam and
upland drumming in Sri Lanka.

l Identifying and comparing the construction,
materials, and design of the Carnatic
Mridangam and the Sri Lankan Kandyan
Drum to understand their impact on sound
production and tonal qualities.

l Analyzing and contrasting the playing
techniques, rhythmic patterns, and musical

applications unique to each drum to discern
their distinctive musical expressions.

l Examining the cultural contexts and
ceremonial occasions in which these drums
are traditionally used to comprehend their
roles beyond mere musical instruments.

Research Objectives
This comparative study adopts a

comprehensive research approach,
incorporating qualitative and quantitative
methods. Ethnographic research involves
engaging with practitioners, scholars, and
craftsmen from both cultures to gain insights
into the instruments’ cultural significance and
nuances. Acoustic analysis is utilized to explore
the tonal qualities, sound characteristics, and
over tones of each drum. Comparative
performance demonstrations are conducted by
skilled musicians, showcasing the distinct
playing styles and musical expressions of the
Carnatic Mridangam and the Sri Lankan
Kandyan Drum.
Introduction to Carnatic Mridangam and Sri
Lankan Kandyan Drum:

The Carnatic Mridangam and the Sri
Lankan Kandyan Drum are two traditional
percussion instruments with rich cultural
heritage and historical significance. These
drums hold a central place in their respective
musical traditions, adding rhythmic depth and
complexity to the music and dance forms of their
regions. Both instruments showcase unique
characteristics, playing techniques, and cultural
contexts that have evolved over centuries,
making them captivating subjects for study and
appreciation.
Carnatic Mridangam:

The Carnatic Mridangam is a prominent
classical percussion instrument from South
India, specifically associated with the Carnatic
music and Baratha Natya tradition. Its name,
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“Mridangam,” is derived from the Sanskrit
words “Mrid” (clay) and “Angam” (body),
indicating its traditional construction using a
hollowed-out block of wood with layered and
stretched animal skin on either side. This double-
sided design enables a wide range of rhythmic
possibilities and tonal variations.

Sri Lankan Kandyan Drum:

The Sri Lankan Kandyan Drum, also
known as “Geta Beraya” is a traditional drum
native to Sri Lanka, specifically associated with
the Kandyan dance and music forms. These
drums are central to various cultural events and
ceremonies,  such as tradit ional dance
performances, processions, and religious rituals.
Crafted from wood, and animal skin, Kandyan
drums come in various sizes, each with a specific
role in the ensemble. The drumheads are
tensioned using a unique system of interwoven
ropes, which allows for precise tuning. Kandyan
drumming is characterized by its powerful and
vibrant rhythms, often accompanied by Dancing,
other traditional instruments like cymbals
creating a captivating and energetic musical
experience.

Religious Significance of Carnatic
Mridangam and Sri Lankan Kandyan Drum:

In South India, the Carnatic Mridangam
is not only a musical instrument but also
considered a divine and sacred instrument with
a deep spiritual connection. Its religious
significance lies in its association with the rich
tradition of Carnatic music, which has strong
ties to Hinduism. The Mridangam is often
referred to as “Deva Vaadyam” or “instrument
of the gods.”During Hindu religious ceremonies,
the Mridangam is frequently used as an
accompaniment to devotional songs, bhajans,
and hymns dedicated to various deities. It adds
a rhythmic dimension to the musical offerings,
enhancing the spiritual atmosphere and creating
a sense of divine presence. In temple rituals, the

Mridangam is played during the elaborate
processions of deities, symbolizing their
majestic presence and invoking their blessings.

In Carnatic music concerts,  the
Mridangam artist plays a critical role in setting
the pace and rhythm of the performance, guiding
the entire ensemble and creating a sense of
spiritual communion between the performers
and the audience. The intricate rhythms and
patterns produced by the Mridangam are
believed to have a transformative effect,
elevating the listener’s mind and soul to a higher
spiritual plane.

The Sri Lankan Kandyan Drum, also
known as the “Geta Beraya” holds religious
significance within the context of Sri Lankan
culture, especially in the Kandyan region. It
plays a central role in various religious
ceremonies,  traditional dance rituals
(Kohombakankariya ritual ceremony), and
processions. In Sr i Lankan Buddhist
ceremonies, the Kandyan Drum is used to
accompany sacred chants, prayers, and offerings
made to the Buddha. The rhythmic beats of the
drum add a sense of solemnity and reverence to
these religious observances,  creating an
atmosphere conducive to contemplation and
devotion.In Kandyan dance performances,
which often depict stories from Sri Lankan
mythology and religious folklore, the Kandyan
Drum is an essential element of the
accompanying music. The drum’s powerful and
vibrant rhythms enhance the expressive
movements of the dancers and help convey the
spiritual and mythological narratives portrayed
in the dance.Moreover, the Kandyan Drum is
utilized in traditional rituals and ceremonies
dedicated to local deities, spirits, and guardian
gods. These rituals are deeply rooted in animistic
beliefs and are performed to seek blessings,
protection, and guidance from the spiritual
realm.

In summary,  both the Carnatic
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Mridangam and the Sri Lankan Kandyan Drum
have profound religious significance within their
respective cultures. They serve as conduits of
spiritual expression, adding a sacred dimension
to music, dance, and religious ceremonies. Their
rhythmic vibrations are believed to connect
individuals with the divine and facilitate a
deeper spiritual experience, making them
integral components of the religious and cultural
heritage of South India and Sri Lanka,
respectively.

Historical Context and Cultural Significance
of Mridangam and Kandyan Drum

The Mridangam holds a rich historical
context and significant cultural importance in
the traditional music of South India, particularly
in the Carnatic music genre. Its origins can be
traced back to ancient times, and its evolution
has been shaped by the cultural practices and
musical traditions of the region. Here is a brief
overview of the historical context and cultural
significance of the Mridangam.

The Mridangam’s history can be linked
to ancient Indian percussion instruments, as well
as the broader evolution of drums and rhythm
across various civilizations. It is believed to have
evolved from the ancient two-sided drum called
“Mattaalam,” which dates back to the Vedic
period (around 1500-500 BCE). Over the
centuries, the Mridangam evolved to its current
form, with specific design modifications and
advancements in playing techniques. The
Mridangam gained prominence as a primary
rhythmic accompaniment in the Carnatic music
tradition around the 17th century. Before that,
other drums like the “Pakhawaj” and “Damaru”
were commonly used in Indian classical music.
However, the Mridangam’s versatility, tonal
range, and ability to complement the intricate
melodic patterns of Carnatic music make it a
preferred choice for percussion accompaniment.

The Mridangam is an indispensable part

of Carnatic music concerts and performances.
It plays a critical role in establishing the
rhythmic structure (tala) of the compositions and
guiding the flow of the music. Accompanying
the vocalists and instrumentalists,  the
Mridangam artist interacts with the lead
musicians through intricate patterns and
improvisations, enhancing the overall aesthetic
experience. The Mridangam’s association with
spirituality and devotion is significant. In
Carnatic music concerts, the rhythmic patterns
created by the Mridangam are believed to have
a profound impact on the listeners, transporting
them to a higher state of consciousness and
connecting them with the divine.

The Mridangam is deeply embedded in
the cultural heritage of South India. It is a
symbol of artistic expression and represents the
region’s unique musical identity. Learning and
mastering the art of playing the Mridangam is
considered a prestigious pursuit,  and
accomplished Mridangam players are revered
for their skill and contribution to the art form.
The Mridangam’s versatility allows it to adapt
to various musical contexts, from traditional
Carnatic music concerts to dance performances
and folk music gatherings. Its ability to produce
a wide range of tones and intricate rhythms
makes it a versatile and expressive instrument.

Art of Guru-Shishya Tradition: The
learning of the Mridangam follows the Guru-
Shishya (teacher-disciple) tradition, where
knowledge and techniques are passed down
through generations. This ancient pedagogical
approach fosters a deep bond between the
teacher and the student, nurturing not only
musical skills but also values and cultural ethos.

In conclusion, the Mridangam’s
historical journey and cultural significance have
shaped its central role in the world of Carnatic
music and South Indian culture. As a living
tradition, the Mridangam continues to inspire
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and captivate audiences, preserving its heritage
and contributing to the richness of India’s
classical music heritage.

The Kandyan Drum, also known as
“Geta Beraya” holds a deep historical context
and significant cultural significance within the
traditional music and rituals of Sri Lanka,
particularly in the Kandyan region. Its origins
can be traced back to ancient times and are
intertwined with the island’s rich cultural and
religious heritage. Here is an overview of the
historical context and cultural significance of
the Kandyan Drum.

The roots of the Kandyan Drum can be
traced back to ancient Sri Lankan civilization,
where drums were used for various purposes,
including religious ceremonies, communication,
and entertainment. Over time, the drum evolved
and gained specific characteristics that
distinguish it as a unique instrument in Sri
Lanka’s cultural landscape. The Kandyan
Drum’s historical significance is closely tied to
the traditional dance forms of Sri Lanka,
particularly the “Kandyan dance.”

Rituals and Ceremonies: The Kandyan
Drum plays a central role in religious and
cultural rituals throughout Sri Lanka. In
Buddhist ceremonies, the drum is used to
accompany sacred chants, prayers, and offerings
made to the Buddha. It adds a sense of reverence
and solemnity to these religious observances,
creating an atmosphere conducive to
contemplation and devotion. Kandyan Dance
Performances: The Kandyan Drum is an
essential component of the traditional Kandyan
dance performances. The drum’s powerful and
vibrant rhythms enhance the expressive
movements of the dancers and help convey the
spiritual and mythological narratives portrayed
in the dance. These performances often depict
stories from Sri Lankan mythology and religious
folklore, and the drum serves as a musical
narrative guide.

The Kandyan Drum is considered a
symbol of Sri Lankan cultural heritage,
especially in the Kandyan region. It represents
the ancient art forms, customs, and rituals that
have been passed down through generations,
preserving the island’s cultural identity. The
Kandyan Drum is often played in communal
settings during festivals, processions, and other
cultural events. Group drumming sessions,
known as “drum circles,” create a sense of unity
and connectedness among participants, fostering
a shared cultural experience.

The crafting of Kandyan Drums is a
traditional art passed down through generations.
Skilled craftsmen use jack wood and animal skin
to create these drums, following traditional
methods and techniques. This craftsmanship
adds to the drum’s cultural significance and
historical value. Throughout Sri Lanka’s history,
drums, including the Kandyan Drum, have been
used as a means of communication, signaling,
and expression in various contexts. They have
played an important  role in connecting
communities and conveying messages during
gatherings and events.

In conclusion, the Kandyan Drum holds
a rich historical context and significant cultural
importance within Sri Lanka’s traditional music,
dance, and religious practices. As an integral
part of the island’s cultural heritage, it continues
to be cherished and celebrated as a symbol of
Sri Lankan identity and artistic expression.

Structural features of Mridangam and
Kandyan Drum

Figure Mridangam
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01. Wood Structure
02. Leather straps
03. Right Head
04. Left Head
05. Karanai

The Mridangam is a unique double-
headed drum with a distinctive design that
allows for a wide range of tonal expressions and
intricate rhythms. It is traditionally made from
a single block of wood, shaped like a barrel.
The left head of the Mridangam comprises two
rings, one outer ring made of buffalo skin and
an inner one made of sheep/goat skin. These
parchments are stretched and held in place using
a plait called “chattai” or “pinnal,” which
consists of twisted leather straps. To keep the
instrument in tune, these plaits are connected to
leather braces made from buffalo/cow skin,
which can be adjusted for t ightening or
loosening. On the other hand, the right head of
the drum is coated with a permanent fixture of
black paste known as the “soru.” This paste is a
composition of manganese dust, boiled rice, and
tamarind juice or a mix of fine iron fillings and
boiled rice. Occasionally, a powdered stone,
referred to as “kittan,” is mixed with rice in
specific proportions. The black paste is carefully
applied in small grains to the inner skin and
finely rubbed for hardening using a polished
hard stone. The thickness of the paste is highest
in the center and tapers towards the edges, giving
the Mridangam its distinctive tone. Unlike the
right face, the left face is not loaded with black
paste. However, before the start of a concert, a
temporary paste made of soojee (fine flour),
boiled rice, water, and ashes is applied to the
center of the right head. The quantity of this
paste is adjusted to ensure that the note produced
by the left head is exactly an octave or a fourth
below the note tuned on the right side.The
diameter of the left head is slightly larger than
that of the right head, with the right head varying

in diameter from six-and-a-half inches to seven
inches, and the left head ranging from six-and-
a-half inches to seven-and-a-half inches.The
instrument has sixteen interspaces (holes) on the
two leather hoops. By using a small hammer
with downward and upward strokes at
appropriate points on the hoop, the pitch of the
Mridangam can be increased or decreased by
as much as a full tone.Similar to a skilled
musician showcasing creativity in music, an
expert Mridangam player demonstrates their
creative prowess in the realm of “tala” by
playing new permutations and combinations of
rhythmic patterns (jatis). The cross-rhythmic
accompaniment provided by the Mridangam
player is truly distinctive and adds a unique
dimension to the performance.

Figure Kandyan Drum

01. Bera Kanda
02. Warapati
03. Left Head
04. Right Head
05. Hakma
06. Kanwaraya
07. Kaipudiwalalla
08. weniwara karalla
09. lanuwa /Patiya

The Kandyan Drum is a traditional Sri
Lankan drum crafted from jack wood,
Kohomba, Milla,  and animal skin. It comes in
various sizes, each with a specific role in the
ensemble. The drumheads are tensioned using
an intricate system of interwoven lether straps



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 12º

(Warapati), allowing for precise tuning and
producing a wide range of tones. The drum’s
unique design and construction are influenced
by the island’s cultural practices and
craftsmanship passed down through generations.
The Kandyan Drum is deeply embedded in the
cultural identity of Sri Lanka, particularly in the
Kandyan region. It represents the rich cultural
heritage and traditional arts of the island,
contributing to its unique musical landscape.
Standing approximately 27 inches long, the
drum exhibits a subtle disparity of 0.5 inches
between its two drum eyes. The right eye is
slightly smaller and adorns a goat or monkey
skin, while the left eye is covered with buffalo
skin. To secure the drum eyes to the log, a tool
called “Hakma” is employed. The Hakma
fastens the drum eyes firmly, ensuring stability
and resonance during play. Interestingly, unlike
some drums, the Kandyan Drum does not
undergo plaster or coating application on its
drum eyes. This distinctive feature allows the
natural properties of the animal skins to resonate
fully, contributing to the drum’s unique and
authentic sound.

This traditional drum plays a vital role
in Sri Lankan culture, particularly in the
Kandyan dance and religious rituals. With its
distinctive design and craftsmanship passed
down through generations, the Kandyan Drum
continues to be a cherished symbol of Sri
Lanka’s rich artistic heritage and spiritual
connections. Its presence and use in various
cultural settings serve as a testament to the

enduring traditions and cultural expressions that
have been preserved and celebrated for
centuries.

In summary, both the Mridangam drum
in South India and the Kandyan Drum in Sri
Lanka hold deep cultural and histor ical
significance. They are not only unique in their
design and construction but also symbolize the
rich artistic heritage and spiritual connections
of their respective regions. These drums
continue to be cherished and celebrated,
representing the enduring cultural traditions and
expressions of the people who have played them
for generations.

The Fundamental Sounds of Mridangam and
Kandyan Drum

The mridangam, a traditional South
Indian percussion instrument, produces a rich
and intricate range of sounds that form the
rhythmic foundation of var ious musical
compositions. Among its fundamental sounds
are “Ta,” “Ti,” “Thom,” and “Nam,” each
contributing to the rhythmic complexity and
melodic beauty of Indian classical music. The
Kandyan drum, a traditional percussion
instrument from Sri Lanka,  produces a
distinctive array of sounds that contribute to the
rhythmic and melodic dimensions of Sri Lankan
music and dance. Among its fundamental sounds
are “Tat,” “Jit,” “Tom,” and “Nam,” each
playing a crucial role in creating the rhythmic
patterns and textures that characterize Kandyan
drumming.

The Sound producing manner of Mridangam and Kandyan Drum

Mridangam Kandyan Drum

Ta: Tat:
“Ta” is a syllable used to represent a The sound “Tat” is a foundational stroke
resonant open stroke on the left side of the produced by striking the left drumhead with the
mridangam. It is produced by striking the left hand’s fingers, typically the little finger, ring
center of the drumhead with the left hand, finger, middle finger, and index fingers. This
allowing the drum to resonate freely and stroke generates a clear and sharp tone, forming
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produce a full-bodied sound. “Ta” is often the basis for rhythmic articulation. “Tat”
used as an embellishment or to create establishes the rhythmic pulse and serves as a
accents within the rhythmic sequence. point of reference for other sounds and patterns.

Ti: Jit:
“Ti” is another stroke produced by the righ “Jit” is another important sound created by
hand, often using the small finger, ring finger, striking the right drumhead with a combination
and middle finger a combination of fingers. Ti of fingers from the right hand. It produces a
sound is a slightly sharper rhythmic structure. crisper and more pronounced tone compared to
“Ti” is skillfully woven into the rhythmic “Tat,” adding complexity and depth to the
phrases, contributing to the overall texture rhythm. “Jit” is often used to create accents and
and complexity of the mridangam’s sound. variations within the rhythmic sequence.
Thom: Thom:
The sound “Thom” is created by striking the The sound “Thom” is produced by striking the
drum edge with the point of fingers of the left left drumhead with the point of fingers of the
hand. This stroke produces a deep, resonating hand, usually near the edge of the drum. This
tone that contrasts with the sharper sounds of stroke generates a resonant and slightly muted
“Ta” and “Ti.” “Thom” adds depth and a sense tone that contrasts with the sharper sounds of
of gravity to the rhythmic patterns, enhancing “Tat” and “Jit.” “Thom” contributes a distinct
the mridangam’s tonal palette. timbre and serves to enhance the overall sonic

palette of the Kandyan drum.
Nam: Nam:
The sound “Nam” is a fundamental stroke “Nam” or “Jin” represents a resonant open stroke
produced by striking the drumhead with the on the Kandyan drum. It is produced by striking
right hand’s fingers, usually the index and the edge of the right drumhead with the right
middle fingers. It results in a clear and hand, allowing the drum to resonate freely and
resonant tone, serving as a crucial component produce a full-bodied sound. “Nam” is often
of rhythmic patterns. “Nam” provides a strong employed to create accents, transitions, and
base for the rhythm and is often combined dynamic variations within the rhythmic
with other sounds to create intricate rhythmic composition.
variations.

These basic sounds, “Ta,” “Ti,” “Thom,” and These fundamental sounds, “Tat,” “Jit,” “Tom,”
“Nam,” are the building blocks of the and “Nam,” provide the essential building
mridangam’s rhythmic language. Skillful blocks for Kandyan drumming. The skilled
manipulation and combination of these sounds manipulation and combination of these sounds
by the mridangam player give rise to intricate by the drummer result in intricate rhythmic
rhythmic patterns, improvisations, and patterns, improvisations, and compositions
compositions that form an integral part of that characterize the expressive and dynamic
Indian classical music performances. The nature of Kandyan drum music. The Kandyan
mridangam’s versatility and expressive drum’s unique soundscape contributes to the
capabilities make it a vital component of the cultural heritage and artistic identity of
rich of sounds that define Indian classical Sri Lanka, enriching the of musical traditions in
music traditions. the region.
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Analysis of the identity characteristics of Mridangam and Kandyan Drum

The Mridangam and Kandyan drum are two distinctive percussion instruments that hail
from different cultural contexts, each possessing unique playing techniques, rhythmic patterns, and
musical applications that contribute to their distinct musical expressions. By analyzing and
contrasting these aspects, we can gain a deeper understanding of the rich of sounds they bring to
the world of music. The above-mentioned facts can be summarized by the following table.

Mridangam Kandyan Drum

Playing The Mridangam, a traditional South The Kandyan drum, native to Sri Lanka,
Techniques:  Indian drum, is played with both is played with both hands, usually keep

hands. The dominant hand produces on the waist. The drumhead is struck
a range of sounds by striking the by fingers and palms to create a diverse
drumhead with the fingers, while the array of sounds. The playing techniques
non-dominant hand controls the include “Tat,” “Jit,” “Tom,” and
tension of the drumhead by pressing “Nam,” which are produced through
against it. The fingers are used to different hand and finger placements
create various strokes, including and striking techniques.
“Ta,” “Ti,” “Thom,” and “Nam,”
each contributing to the intricate
rhythmic patterns.

Rhythmic The Mridangam is renowned for its The Kandyan drum features rhythmic
Patterns complex and intricate rhythmic patterns that are deeply rooted in Sri

patterns. Its playing technique allows Lankan traditional music and dance.
for a wide range of rhythmic Its patterns are characterized by a
variations, rapid rolls, and intricate strong sense of pulse and dynamic
accents. It often accompanies accents. The drum’s rhythms often
Indianclassical music performances, accompany Kandyan dance ritual
providing a rhythmic foundation for performances and other ceremonial
intricate melodic improvisations. events, reflecting the cultural heritage

of the region.

Musical The Mridangam is a central The Kandyan drum is an integral part
Applications instrument in Indian classical music, of Sri Lankan traditional music and

where it accompanies vocalists and dance. It plays a key role in Kandyan
instrumentalists. Its rhythmic dance performances, which often depict
capabilities allow it to engage in stories from folklore and mythology.
intricate dialogues with other The drum’s rhythms provide a
instruments and performers, enhancing compelling backdrop for the dancers’
the overall musical experience. It play movements, adding depth and energy
a vital role in shaping the rhythm, to the overall presentation.
tempo, and mood of the performance.

In essence, while both the Mridangam and Kandyan drum share the role of being percussion
instruments that contribute to the rhythmic and musical elements of their respective cultures, their
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distinct playing techniques, rhythmic patterns,
and musical applications give rise to unique and
captivating expressions. The Mridangam’s
intricate patterns complement the melodic
intricacies of Indian classical music, while the
Kandyan drum’s pulsating rhythms enhance the
storytelling and dynamic movements of Sri
Lankan dance performances. Each instrument
embodies the rich cultural heritage of its region,
inviting audiences to explore the diverse and
enchanting world of percussion music.

Comparison of Tala system between
Mridangam and Kandyan Drum

The tala system in Carnatic music and
the rhythmic patterns of Sri Lankan drums
exhibit several similarities, particularly in terms
of rhythmic elements and concepts. These
shared features contribute to the rhythmic
richness and complexity of both traditions. Here
aresome key similarities.

Akshara and Matra

In Carnatic music, “akshara” refers to
a rhythmic unit that encompasses a specific
number of beats. It is equivalent to a measure
or a bar in Western music. “Matra” refers to a
single beat within the akshara. Similarly, in Sri
Lankan drumming, the concept of “matra” is
prevalent, representing a single beat within a
rhythmic cycle. The division of the rhythmic
cycle into matras allows for intricate patterns
and improvisations.

Beats and Tempo

Both traditions involve the subdivision
of beats within a rhythmic cycle. In Carnatic
music, beats are divided into counts such as 4,
8, 16, etc., while in Sri Lankan drumming,
rhythmic cycles are divided into various counts
as well. The tempo, or the speed at which the
rhythmic cycle is played, is an essential aspect
in both traditions. The tempo can influence the
mood and energy of the performance, and

variations in tempo are used to create different
rhythmic effects.

Rhythmic Patterns and Cycles

The tala system in Carnatic music
revolves around specific rhythmic patterns and
cycles that repeat throughout a composition.
These cycles dictate the structure and timing of
the performance. Similarly, Sri Lankan
drumming is characterized by rhythmic cycles
that guide the progression of the performance.
Different drums may have distinct rhythmic
patterns, contributing to the overall texture and
complexity.

Synchronization and Counting

Both traditions require precise
synchronization among performers to maintain
the integrity of the rhythmic cycle. Musicians
and drummers need to count and coordinate their
rhythms accurately to ensure a cohesive
performance. The concept of counting beats and
subdivisions is vital in both traditions to navigate
through intricate patterns and transitions
seamlessly.

Emphasis on Improvisation

Both the tala system and Sri Lankan
drumming provide opportunities for
improvisation within the established rhythmic
framework. Musicians and drummers can
creatively embellish and vary the patterns while
staying within the rhythmic cycle.

Accents and Dynamics

Accents and dynamics play a crucial
role in both traditions. Manipulating accents
within the rhythmic cycle can create interesting
patterns and textures, enhancing the overall
musical experience.

Cultural Significance

Both the tala system and Sri Lankan
drumming hold cultural significance and are
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integral to their respective musical and dance
traditions. They contribute to the unique identity
and character of their respective art forms. These
similarities underscore the universal importance
of rhythm as a foundational element in music
and performance. Despite their cultural
differences, the tala system of Carnatic music
and the rhythmic patterns of Sri Lankan drums
exemplify the profound role that rhythm plays
in shaping and defining musical expressions.

Conclusion:

In conclusion, the exploration of the
Carnatic Mridangam and the Sri Lankan
Kandyan Drum has unveiled a captivating
journey through the realms of musical heritage,
cultural symbolism, and rhythmic intricacies.
Our journey began with an introduction to these
two distinctive percussion instruments, which
have ingrained themselves deeply within their
respective cultural landscapes.

The religious significance attributed to
the Carnatic Mridangam and the Sri Lankan
Kandyan Drum underscores their roles as
vessels of devotion and spiritual expression.
These instruments serve as conduits connecting
individuals to their beliefs, enriching sacred
rituals and ceremonies with their resonant
voices. Tracing their historical and cultural
roots, we uncovered the profound impact these
drums have had on shaping the artistic and
communal identities of their regions. The
Mridangam’s history within the context of
Carnatic music and the Kandyan Drum’s integral
role in Sri Lankan dance performances highlight
their enduring contributions to the artistic
tapestry of their societies. Delving into their
structural features, we discerned the meticulous
craftsmanship and engineering that underpin the
Mridangam’s dual drumheads and the Kandyan
Drum’s robust form. These design elements not
only facilitate their distinct sounds but also
embody the cultural aesthetics of their traditions.

A closer examination of the fundamental sounds
and sound-producing techniques revealed the
exquisite artistry involved in coaxing resonant
tones from the Mridangam and generating
vibrant rhythms from the Kandyan Drum. The
nuanced variations and techniques employed by
skilled musicians and drummers underscore the
instruments’ expressive potential.

Analyzing their identity characteristics,
we witnessed the unique personalities of the
Mridangam and Kandyan Drum unfurl. The
Mridangam’s symbiotic relationship with
Carnatic music and the Kandyan Drum’s
pulsating heartbeat within Sri Lankan dance
emerged as defining traits, uniting sound,
movement, and cultural heritage. Lastly, the
comparison of the Tala system between the
Mridangam and Kandyan Drum illuminated
shared rhythmic concepts and divisions,
showcasing the integral role of rhythm as a
universal language in music. While rooted in
distinct traditions, both instruments showcase
the intricate interplay of beats, subdivisions, and
improvisation. In essence, the Carnatic
Mridangam and the Sri Lankan Kandyan Drum
stand as testaments to the enduring power of
music to shape societies, evoke emotions, and
transcend boundaries. Through their resounding
voices and rhythmic dialogues, they beckon us
to appreciate the intricate melodies of culture,
spirituality, and artistry that enrich our shared
human exper ience. As we conclude our
exploration, we are reminded that these drums
are not merely instruments; they are living
embodiments of the traditions, stories, and
vibrant energies that continue to resonate
through time.

Carnatic Mridangam and the Sri Lankan
Kandyan Drum are two culturally significant
and distinct percussion instruments that have
evolved within the rich musical traditions of
their respective regions. While the Mridangam
complements the intricate rhythms of Carnatic
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music in South India, the Kandyan Drum plays
a central role in the vibrant dance and music
traditions of Sri Lanka. Both instruments
continue to captivate audiences with their unique
sounds and contributions to the diverse world
of traditional music and cultural heritage.

The Carnatic Mridangam and the Sri
Lankan Kandyan Drum hold religious
significance in their respective cultures, playing
integral roles in religious rituals, ceremonies,
and worship practices. Their association with
spirituality and devotion is deeply rooted in the
traditions and beliefs of the communities that
use them.
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Hkwfedk& Hkkjrh; Lora=rk laxzke dk ewy :Ik vfgald
FkkA ns'k dh turk bl laxzke esa xk¡èkhth ds lkFk [kM+h
FkhA oSls rks Hkkjro"kZ dh lHkh izeq[k Hkk"kkvksa ds dfo
viuh&viuh jpukvksa ds }kjk Lokèkhurk dh vy[k
txk jgs Fks] ysfdu bl fn'kk esa fgUnh dfo;ksa dk
;ksxnku cgqr egÙoiw.kZ vkSj vfoLej.kh; gSA

vaxjsth gqdwer ds vR;kpkjksa ds ckotwn bl
la?k"kZdky esa ns'k dh jktuhfrd ,oa lkekftd fLFkfr
xeZ FkhA

vkpk;Z jkepUnz 'kqDy us Lokèkhurk la?k"kZdkyhu
jk"Vªh; vkSj vUrjjk"Vªh; ifjfLFkfr;ksa dh ppkZ ds Øe esa
fy[kk gS fd 'kks"kd lkezkT;okn ds fo#) jktuhfrd
vkUnksyu ds vfrfjDRk ;gk¡ Hkh fdlku&vkUnksyu] etnwj
vkUnksyu] vNwr vkUnksyu bR;kfn dbZ vkUnksyu ,d
fojkV~ ifjorZuokn ds ukuk O;kogkfjd vaxksa ds :Ik esa
pysA ------- bu vkUnksyuksa dk rhoz Loj gekjh dkO;ok.kh
esa lfEefyr gqvkA1

ysfdu vaxjstksa ds tqYe ,oa xk¡èkhth ds vfgald
fopkjksa ds chp Lokèkhurk la?k"kZ dk iwjk jax ugha mHkj
ik jgk FkkA

,slh ifjfLFkfr esa lkfgR;dkjksa fo'ks"kr% ftu
dfo;ksa us viuh ys[kuh dk lgkjk fy;k] muesa eSfFkyh'kj.k
xqIr] ek[kuyky prqosZnh] ckyd̀".k 'kekZ uohu] lqHknzk dqekjh
pkSgku vkSj fnudj tSls dfo;ksa dk cM+k ;ksxnku jgkA

fcgkj ds Hkh tks dfo bl Lokèkhurk vkUnksyu
esa viuh vkstiw.kZ dforkvksa ls vkgqfr;k¡ ns jgs Fks] muesa
fnudj ds vfrfjDr xksiky flag usikyh] dsnkjukFk

· foHkkxkè;{k] fgUnh foHkkx] ikVfyiq= fo'ofo|ky;] iVuk

Hkkjrh; Lokèkhurk laxzke vkSj jk"Vªdfo fnudj

izks0 ¼MkW-½ Nk;k flUgk·

'kksèk&lkj

Lokèkhurk laxzke esa fgUnh dfo;ksa dk ;ksxnku vfregRoiw.kZ gS ysfdu bu lHkh dfo;ksa esa fnudj
dk Loj lokZfèkd Å¡pk vkSj izHkko'kkyh gSA vktknh dh yM+kbZ dh Tokyk dks vkSj vfèkd izpaM djus esa
mUgksaus tks egrh Hkwfedk fuHkk;h] og vfoLej.kh; gSA

cht 'kCn& ns'kHkfDr] Lora=rk&vkUnksyu] ;qxèkeZ] tkxj.k] vktknh

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

feJ ^izHkkr* vkSj eksguyky egrks ^fo;ksxh* ds uke
fo'ks"k :Ik ls mYys[kuh; gSaA fdUrq bu lHkh dfo;ksa esa
jkeèkkjh flag ^fnudj* dk Loj lokZfèkd Å¡pk vkSj
izHkko'kkyh jgk gSA mudk ;g Å¡pk Loj vdkj.k ugha
FkkA blds ihNs ds dkj.kksa dks tkuus ds fy, gesa ns'k
dh rRdkyhu lkekftd] jktuhfrd vkSj vkfFkZd nqnZ'kk
ds lkFk&lkFk muds futh ikfjokfjd ,oa lkekftd
ifjos'k dh Hkh iM+rky djuh gksxhA

fo"k; izos'k& fnudj dk tUe fcgkj ds ,d lkèkkj.k
fdlku&ifjokj esa gqvk FkkA ek= nks o"kZ dh voLFkk esa
muds flj ls firk dk lk;k fNu x;k FkkA ifjokj dk
dksbZ lnL; mPPk f'k{kk izkIr ugha Fkk] fdUrq lqlaLdr̀
vo'; FkkA 'kke ds le; xk¡o esa jkek;.k ds lLoj ikB
dh ifjikVh FkhA jkts'oj iz0 flag fy[krs gSa fd ;g og
le; Fkk tc flefj;k xk¡o ds ?kj&?kj esa fuR;
jkepfjrekul dk ikB gksrk FkkA dbZ ?kjksa esa rks ekul
dh gLrfyf[kr izfr;kWa ¼tks lEHkor% xk¡o ds Ikqjksfgrksa
}kjk fy[kh x;h gksaxh½ Hkh ekStwn FkhaA 'kke <yrs dbZ
yksxksa ds njokts ij yksx <ksyd&>ky ctk&ctkdj
jkek;.k dh pkSikb;k¡ xkrs Fks vkSj Lo;a fnudj th Hkh]
tc os xk¡o ds ikB'kkyk ds Nk= Fks] izk;% gj jkst jkf=
esa Ms<+ nks ?k.Vs rd jkek;.k dk ikB djrs FksA2

lkaè;dkyhu bu xzkeh.k cSBdksa esa fnudj ds
iwoZt dfo HkSjks jk; dh gLrfyf[kr iqLrd ̂uxj&foyki*
dh iafDr;k¡ Hkh lquus&lqukus dks feyrh FkhaA ?kj dh
ifjfLFkfr;k¡ fodV Fkha] fdUrq bUgha foijhr ifjfLFkfr;ksa
ds chp mudh izkjfEHkd Ldwyh f'k{kk iwjh gqbZA cM+s HkkbZ
olar flag us vius NksVs HkkbZ ds fy, viuk O;fDrxr
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fgr ugha ns[kk vkSj lHkh NksVs Hkkb;ksa ds fy, mUgksaus
firk dk QtZ iwjk fd;kA ml le; tcyiqj ls ia0
ekrknhu 'kqDy ds lEiknu esa ^Nk=&lgksnj* uke dh
if=dk izdkf'kr gksrh FkhA ml if=dk esa Lora=rk&la?k"kZ
ls lEcfUèkr ys[k] dfork,¡ vkSj dkVwZu fudyrs FksA
olar flag blds fu;fer xzkgd FksA

bl if=dk us fnudjth ij ns'kHkfDr dk ,slk
tknw Mkyk fd os vius ikB~;Øe dh iqLrdksa ls dgha vfèkd
le; ̂Nk=&lgksnj* dh jpukvksa dks i<+us esa yxkus yxsA
bl if=dk ds lkFk&lkFk bfrgkl] laLdf̀r vkSj jktuhfr
fo"k;d NksVh&eksVh iqLrdksa ds iBu&ikBu esa Hkh os xgjh
#fp j[kus yxsA3 bu lcds lfEefyr izHkko ls os Hkkjrh;
laLdf̀r vkSj bfrgkl esa iwjh rjg je x;sA

1928 bZ0 esa mUgksaus eSfVªdqys'ku vkSj 1932 bZ0
esa iVuk dkWyst ls bfrgkl fo"k; esa izfr"Bk ds lkFk
ch0,0 fd;kA

bl dky rd vkrs&vkrs mudh jpuk,Wa ̂izdk'k*]
^ns'k*] ^egkohj*] ^lsukifr* tSlh ml ;qx dh izeq[k
i=&if=dkvksa esa lknj izdkf'kr gksus yxh FkhaA

1933 bZ0 esa Hkkxyiqj esa fcgkj izknsf'kd fgUnh
lkfgR; lEesyu esa mUgksaus leL;kiwfÙkZ ds :Ik esa ̂ fgeky;*
'kh"kZd dfork jph vkSj mldk ikB fd;kA bl dfork
dh dqN iafDr;kWa bl izdkj gSa&

esj s uxifr! esj s fo'kky
lkdkj fnO; xkSjo fojkV]
ikS#"k ds iqathHkwr Toky !
esjh tuuh ds fgefdjhV!
esjs Hkkjr ds fnO; Hkky!
vks] ekSu riL;k yhu ;rh !
iy Hkj dks rks dj nx̀qUes"k!
js Tokykvksa ls nXèk] fody
gS rM+Ik jgk in ij Lons'kA4

xkSjo'kkyh vrhr vkSj orZeku dh nqnZ'kk ij è;ku
[khaprh rFkk vkusokys uo;qx dh 'ka[kèofu djrh bl dfork
dh ,slh èkwe eph fd Hkkjrh; bfrgkl ds vUrjjk"Vªh;
[;kfr ds fo'ks"kK MkW0 dk'kh izlkn tk;loky mudh
dkO;&izfrHkk ij eqXèk gks x;s vkSj vkthou mudk Lusg
fnudjth dks feyrk jgkA mUgsa Hkh tk;loky th ds lRlax

dk pLdk yx x;k FkkA ;gh dkj.k gS fd vaxjsth gqdwer
dh viuh lsokofèk esa tc pkj o"kZ ds Hkhrj mudk ckbZl
ckj rcknyk gqvk rks bl izrkM+uk ls os grk'k ugha gq,]
cfYd bls volj esa cnyrs jgsA gj LFkkukUrj.k ds ckn
tks lkr fnu dk laØkfUr&vodk'k (transit leave) feyrk
Fkk] mlesa os vfuok;Zr% iVuk vkdj Jh tk;loky ds pj.kksa
esa cSBus dk lq[k ywVrs FksA os bl eksg ls dHkh mcj ugha ikrs
FksA ml le; MkW0 tk;loky dh ̂fgUnw ikWfyVh* dh cM+h èkwe
FkhA Hkkjrh; bfrgkl] lH;rk vkSj laLd̀fr esa #fp j[kusokys
vusd ns'kh rFkk fons'kh fo}ku vdknfed foe'kZ ds fy,
MkW0 tk;loky ds ;gk¡ vk;k djrs Fks ftudh lRlaxfr
dk vuk;kl ykHk fnudjth dks izkIr gksrk x;k FkkA

viuh laLdkjxr ,sfrgkfld #fp rFkk
tk;lokyth ls izkIr izkekf.kd bfrgkl&Kku us
vrhr&xoZ lEcUèkh mudh dforkvksa esa ,d vn~Hkqr rst
vkSj vkd"kZ.k Hkj fn;kA

bl ckr dh ij[k ge ^gqadkj* ds vkeq[k ds
:Ik esa Nih dfork ̂le; <wg dh vksj flldrs esjs xhr
fody èkk;s] vkt [kkstrs mUgsa cqykus orZeku ds iy
vk;s*5 vFkok ^js.kqdk* dh ^ikVfyiq= dh xaxk* vFkok
^fefFkyk* tSlh dforkvksa ls dj ldrs gSaA6

vius vrhr ij xoZ gh og izcy dkj.k gS
ftlds pyrs os jke] d"̀.k] nzks.kkpk;Z] Hkh"e] ;qfèkf"Bj]
d.kZ] v'kksd] pUnzxqIr tSls Hkkjrh;&laLd`fr ds
izrhd&iq:"kksa dh vksj dkO;kRed <ax ls vkd"̀V gq, gSaA
^fgeky;* esa os fy[krs gSa&

rw iwN] voèk ls] jke dgk¡ \
oÙnk ! cksyks] ?ku';ke dgk¡ \
vks exèk! dgkWa esjs v'kksd \
og pUnzxqIr cyèkke dgk¡ \7

os ns'kHkDr gh ugha] ns'kHkDrksa ds Hkh HkDr gSa]
blfy, os viuh dye ls muds t;dkjs yxkrs gSa&

dye] vkt mudh t; cksy
tyk vfLFk;k¡ ckjh&ckjh
fNVdk;ha ftuus fpuxkjh
tks p<+ x;s iq.;osnh ij
fy;s fcuk xnZu dk eksyA8

?kksj uSjk'; vkSj grk'kk ds okrkoj.k esa Hkh mudh
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jpukvksa esa vk'kk vkSj fo'okl dh vk¡èkh pyrh gS&

fn'kk xw¡th fc[kjrk O;kse esa mYykl vk;kA
u;s ;qxnso dk uwru dVd yks ikl vk;kAA

os le; dh uCt ij gkFk j[kdj pyusokys
tkxj.k ds dfo gSaA xk¡èkhth ds izfr iw.kZ vknjHkko j[krs
gq, Hkh os Lora=rk&la?k"kZ esa mudh vfgalk&uhfr ls
iM+usokyh ckèkk dks ns[kdj os {kqCèk gks tkrs FksA ̂dq:{ks=*
esa jkek;.k ds lsrqcaèk&izlax ds cgkus os viuk er cM+h
n<̀+rk ds lkFk j[krs gSa&

rhu fnol rd iaFk ek¡xrs
j?kqifr flaèkq fdukjs
cSBs i<+rs jgs NUn
vuqu; ds I;kjs&I;kjs
mÙkj esa tc ,d ukn Hkh
mBk ugha lkxj ls
mBh fgyksj èkèkd ikS:"k dh
vkx jke ds 'kj ls
flUèkq&nsg èkj ^=kfg =kfg*
djrk vk fxjk 'kj.k esa
pj.k iwt nklrk xzg.k dh
c¡èkk ew<+ cUèku esaA9

fnudj ds dkO; esa tM+rk ugha] vfirq fpj
taxerk gS] mlesa lrr ,oa vnE; izokg gSA os fgUnh ds
LoPNUnrkoknh dfo;ksa esa lokZfèkd LoPNUn gSaA

os lPps vFkksZa esa ,d jk"Vªdfo gSaA ,d jk"Vªdfo
ds fy, ftu xq.kksa dk gksuk vko';d gS] os lHkh xq.k
fnudj esa fo|eku FksA mudh dforkvksa esa ;qxèkeZ dk
gqadkj ik;k tkrk gSA

c;kyhl ds vkUnksyu esa ,d le; ,slk Hkh
vk;k Fkk] tc ns'k ds yxHkx lHkh izeq[k usrk tsy esa
cUn gks x;s Fks] rc fnudj dh jpuk ^vkx dh Hkh[k*
vk;h FkhA ;g jpuk ̂ lkeèksuh* esa ladfyr gSA dguk u
gksxk fd Lokèkhurk vkUnksyu dh xjekgV dks cuk;s
j[kus esa bl dfork us cM+h Hkwfedk fuHkk;h Fkh&

I;kjs Lons'k ds fgr vaxkj ek¡xrk gw¡A
p<+rh tokfu;ksa dk 'kàxkj ek¡xrk gw¡
re&csf?kuh fdj.k dk laèkku ek¡xrk gw¡A
èkqzo dh dfBu ?kM+h esa igpku ek¡xrk gw¡----10

fnudj esa mxz jk"Vªokn dh izof̀Ùk izcy FkhA
muds mÙkstd Hkko vkSj fopkj mÙkstukiw.kZ Hkk"kk esa
mudh dforkvksa esa fn[kk;h iM+rs gSaA rRdkyhu Lokèkhurk
vkUnksyu dh vkx dks rhozrk iznku djus esa ,slh
mÙkstd dforkvksa dk cM+k izHkkoh ;ksxnku jgk gSA
^dq:{ks=* esa os fy[krs gSa&

Nhurk gks LoRo dksbZ vkSj rw
R;kx ri ls dke ys
;g iki gS
iq.; gS fofPNUu dj nsuk mls
c<+ jgk rsjh rjQ tks gkFk gSA11

fu"d"kZ %

fnudj izp.M jk"Vªoknh gSaA mudh dforkvksa
esa izse ds fofoèk i{kksa] ;Fkk&ns'kizse] izdf̀r&izse] ukjh&izse
vkfn dks ns[kdj dqN yksx mUgsa fnXHkzfer jk"Vªdfo rd
dg nsrs gSaA ysfdu os ;g Hkwy tkrs gSa fd ohj vkSj
'kàxkj vkfndky ls gh ,d&nwljs ds iwjd jgs gSaA
bfrgkl lk{kh gS fd tc&tc jk"Vªizse dh xfr eUn
iM+rh gS& izdf̀r vkSj ukjh nksuksa Fkki ns&nsdj ml xfr
dks rhoz osx&lEiUu dj nsrh gSaA dguk u gksxk fd
vius le; ds lw;Z fnudj us viuk ;g lkfgfR;d
nkf;Ro c[kwch fuHkk;k gSA
lanHkZ lwph %

1- 'kqDy vkpk;Z jkepUnz] fgUnh lkfgR; dk bfrgkl] i"̀B 453]
izdk'ku laLFkku] ubZ fnYyhA

2- flag jkts'oj iz0 ¼la-½] jkeèkkjh flag fnudj] ikyus ls fprk
rd ¼jk"Vªdfo fnudj fucaèk&laxzg½ i-̀ 3] xzUFk fudsru] iVuk

3- ogh] i-̀ 05

4- fnudj] jkeèkkjh flag] gqadkj] i-̀ 70] yksdHkkjrh izdk'ku]
bykgkcknA

5- fnudj] jkeèkkjh flag] ̂gqadkj* dk vkeq[k] yksdHkkjrh izdk'ku]
bykgkcknA

6- fnudj] jkeèkkjh flag] js.kqdk& i-̀ 20&27] izdk'ku] mn;kpy]
iVukA

7- fnudj] gqadkj ¼^fgeky;* 'kh"kZd dfork½] i-̀ 72] yksdHkkjrh
izdk'ku] bykgkckn

8- ogha ¼^iz.kfr* 'kh"kZd dfork½] i-̀ 55

9- fnudj] dq:{ks=] i-̀ 36&37] mn;kpy] vk;Z dqekj jksM] iVuk

10- fnudj] lkeèksuh] i-̀ 56] mn;kpy] iVukA

11- fnudj] dq:{ks=] i-̀ 25] mn;kpy] iVuk
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^^;ksx 'kCn eq[;r% ;qt~ $ èkHk~ izR;; ls mRiUu
ekuk x;k gSA oSls txg&txg ;ksx dh fHkUu ifjHkk"kk
Hkh izkIr gksrh gS fdUrq iratfy ;ksx esa ;qt lekèkkS ls
mn~Hkqr ;ksx 'kCn dk iz;ksx gqvk gS tksfd lekfèk okpd
gS ijUrq vU; ;ksx leiznk;ksa ;Fkk ra=] ukFk] 'kSo vkfn
esa ;qftj ;ksx fu"iUu gksdj la;ksxkFkZd gSA1

egf"kZ O;kl ds vuqlkj &

;k sx&tho k Re k  dk lfPpn ku Un
¼lr$fpr$vkuUn½ Lo:Ik gS vFkkZr~ thokRek }kjk czã
ds lfPpnkuUn Lo:Ik dk lk{kkRdkj djuk A

;kKoyD; Le`fr ds vuqlkj &

la;ksxksa ;ksx bR;Drks thokR;uks] vFkkZr~ ;ksx
thokRek o ijekRek dk feyu gSaA

dSoY;ksifu"kn~ ds vuqlkj &

;ksx esa fpÙk dh ,dkxzrk ij cy fn;k x;k
gSA tc euq"; vius vUr%dj.k dks bruk ;ksX; cuk ys
fd fcuk fdlh ckg~; enn ds og fpr dh ,dkxzrk
}kjk vUr%dj.k vkSj 'kjhj ls iF̀kd~ gq, fcuk vkRek dk
lk{kkRdkj djs&okLro esa ;gh ;ksx gSA

;ksx n'kZu ds vuqlkj&

lcls vfèkd ifjHkk"kk egf"kZ iartfy }kjk nh

;ksx dk rcyk&oknu esa iz;ksx

izks0 MkW olqèkk lDlsuk·

lkjka'k

rcyk&oknu eas loZizFke ge fdl fLFkfr eas cSBdj ctkrs gS ml ij ppkZ djsaxsA rcyk&oknu
djrs le; fuEufyf[kr vkluksa ij cSBdj oknu fd;k tkrk gS& Ikn~eklu] fl}klu] otzklu] lq[kklu]
ohjklu & ;s lHkh vklu 'kjhj dks 'kfDr iznku djrs gSaA blls lgu'kfDr o n<̀+rk vkrh gSA uhan dh
leL;k& ;fn gks rks mlesa lqèkkj gksrk gSA vklu ds vfrfjDr rcyk&oknu esa ;ksx ds ;e] fu;e] vklu]
izk.kk;ke] izR;kgkj] èkkj.kk] è;ku o lekfèk vkB fu;eksa dh ikyuk iw.kZ:is.k dh tkrh gSA

ys[k ls ;g izekf.kr gksrk gS fd rcyk oknd laxhr esa izn'kZu o vH;kl djus esa Js"Brk rd
rHkh igq¡p ldrk gS tc og ;ksx ds leLr fu;eksa dh ikyuk djA

dqath 'kCn % ;ksx] rcyk] laxhr] Ikn~eklu] ;e] fu;e] vklu

izfofèk % ;g 'kks/k&i= f}rh;d ek/;eksa ls lg;ksx ysdj rS;kj dh xbZ gS A

· izkpk;Z] jktLFkku laxhr laLFkku] t;iqj

xbZ gS fd fprof̀Ùk;ksa ds fujksèk dk ;ksxkuq'kklu viukus
ij ekufld fc[kjko :drk gS vFkkZr~ euq"; vius
lEiw.kZ ckg~; O;ogkj dh flf) ds fy, ik¡p KkusfUnz;ksa
o ik¡p desZfUnz;ksa dk dj.k ds :Ik esa iz;ksx djrk gSA
blh izdkj] euq"; vkUrfjd O;ogkj ;k vkpj.k +ds flf)
ds fy, eu] cqf) o vagdkj dk mi;ksx djrk gS] ;s lkèku
vUr%dj.k dgykrs gaSA

xhrk ds vuqlkj ;ksx &

^;ksxLFk dq: dekZf.k laxR;DYokèkuat;

fl);flf);ks% lHkks HkwdRok leRo ;ksx mPprŝ  ¼2@48½

vFkkZr~ lq[k] nq[k] ykHk gkfu] 'k=q] fe=] 'khr
vkSj Å".k vkfn }Unkas eas loZ= le&Hkko j[kuk ;ksx gSA
eu dh blh fLFkfr dks leRo dgk x;k vksj ;gh lerk
;ksx gSA

lka[; n'kZu ds vuqlkj &

^iq:"kizdR̀;ksfoZ;ksxsfi ;ksx bR;feèkh;rŝ

vFkkZr~ iq:"k ,oa izdf̀r ds ikFkZD; dks LFkkfir
dj iq:"k dk Lo% Lo:Ik esa vofLFkr gksuk gh ;ksx gSA

fo".kq iqjk.k ds vuqlkj &

thokRek rFkk ijekRek dk feyu gh ;ksx gSA
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ckS) èkeZ ds vuqlkj &

^dq'ky fprSdXxrk ;ksx^

vFkkZr~ dq'ky fpÙk dh ,dkxzrk gh ;ksx gSA

tSu n'kZu ds vuqlkj &

'kjhj] ok.kh vkSj eu rhuksa ds }kjk vkRek esa
tks gypy gksrh gS] og ;ksx gSA

Lokeh n;kuUn ljLorh ds vuqlkj &

;ksx lcls cgqewY; fojklr gS vkSj ;g vkt
dh vko';drk gS vkSj dy dh laLdf̀r A

;ksx fefuLVªh ds vuqlkj &

;ksx vfuok;Z :Ik ls ,d vR;Ur foKku ij
vkèkkfjr vkè;kfRed vuq'kklu gS tks eu vkSj 'kjhj ds
chp lkeatL; ykus ij dsfUnzr gSA ;g LoLFk thou
thus dh dyk vkSj foKku gSA2

rcyk&oknu o ;ksx dk lEcUèk &

rcyk&oknu esa loZizFke ge fdl fLFkfr esa
cSBdj ctkrs gSa] ml ij ppkZ djsxsA rcyk&oknu
djrs le; fuEufyf[kr vkluksa ij cSBdj oknu fd;k
tkrk gS&

1- in~eklu3 & bl vklu esa dey ds Qwy ds
leku cSBd yxk;h tkrh gSA blh dkj.k bldks
deyklu o in~eklu Hkh dgk tkrk gSA tehu ij
cSBdj ck;sa iSj dh ,M+h dks nk;ha ta?kk ij bl izdkj
j[ksa fd ,M+h ukfHk ds ikl vk tk;sA blds ckn nk;sa
ikao dks mBkdj ckbZ ta?kk ij bl izdkj j[ksa fd nksuksa
,fM+;k¡ ukfHk ds vkl&ikl fey tk;sa A nksuks ?kqVus
tehu ij yx tk;sa blds ckn Lor% gh es:n.M iw.kZ
lhèkh gks tk;sxhA

ykHk & ;g vklu è;ku ds vH;kl ds fy,
lcls mi;qDr vklu gSA blls eu dks 'kkfUr o 'kjhj
esa ldkjkRed ÅtkZ izkIr gksrh gSA

2- fl)klu4 & n.Mklu esa cSBdj ck;sa iSj dks
eksM+dj ,M+h dks xqnk ,oa misfUnz; ds eè; Hkkx esa yxk;sa
rFkk nk;s iSj dh ,M+h dks misfUnz; ds Åij okys Hkkx
ij j[ksa rFkk ck¡;s iSj ds V[kus ij nk¡;s iSj dk V[kuk
j[ksaA blds vfrfjDr nksuksa iSj ds iats ta?kk vkSj fi.Myh
ds eè; j[ksaA ?kqVus tehu ij yxkrs gq, jh<+ dh gM~Mh

fcYdqy lhèkh j[kasA bl vklu dks djus ls Hkh eu 'kkUr
o ,dkxz gksrk gSA

ykHk & bl vklu ls ukfM+;ksa dh 'kqf) gksrh
gSA efLr"d dh Lej.k&'kfDr c<+rh gSA rcyk&okndksa
ds fy, ;g fLFkfr vR;Ur Qynk;h gksrh gSA

3- otzklu5 & bl vklu eas ik¡o dks ?kqVus ls
eksM+dj ,fM+;ksa dks ihNs dwYgs ds uhps j[ksaA ;g vklu
è;ku ds lkFk&lkFk ikpu&'kfDr ds fy, lcls l'kDr
vklu gSA ;g ,dek= ,slk vklu gS ftls Hkkstu djus
ds Ik'pkr~ fd;k tk ldrk gSA

bl vklu esa cukjl ?kjkus esa fo'ks"kdj
rcyk&oknu fd;k tkrk gSA

4- lq[kklu6 & ;g vklu cgqr gh ljy gksrk
gSA vke Hkk"kk esa vkyrh&ikyrh ekjuk Hkh cksyrs gSaA
;g vklu ,d ,slk vklu gS ftlesa vfèkdka'k
rcyk&oknd cSBdj rcyk&oknu djrs gSaA

ykHk & bls djus ls lkèkd dk fpÙk 'kkUr o
,dkxz gksrk gS ftlls ruko dh fLFkfr de gksrh gS A
iSjksa esa jDr&lapkj de gks tkrk gS vkSj vfrfjDr jDr
vU; vaxksa dh vksj lapkfjr gksus yxrk gS ftlls
fØ;k'khyrk c<+ tkrh gSA

5- ohjklu7 & tehu ij [kM+s gksdj ck;sa ik¡o
dks ;Fkklkè; ,d dne ls Hkh T;knk vkxs j[kas] rRi'pkr~
ck;s ik¡o dks myVdj ?kqVus dks eksM+rs gq;s ik¡o dks ihNs
dh rjQ fdafpr [kM+k djrs gq, dej ds Åijh Hkkx dks
iw.kZr;k cyiwoZd ihNs dh rjQ [khaprs gq;s ck;sa ik¡o ds
iats ls ysdj tka?k dk iwjk fgLlk vkarfjd 'kfDr yxkrs
gq;s lhèkk j[ksaA bl vklu esa ia- fd'ku egkjkt] ia-
dqekj cksl] lqjs'k ryoydj oknu djrs gSaA

ykHk & ;g vklu 'kjhj dks 'kfDr iznku
djrk gS] blls lgu'kfDr o n<̀+rk vkrh gSA uhan dh
leL;k& ;fn gks rks lqèkkj gksrk gSA

vklu ds vfrfjDr rcyk&oknu esa ;ksx ds ;e]
fu;e] vklu] izk.kk;ke] izR;kgkj] èkkj.kk] è;ku o lekfèk]
vkB fu;eksa dh ikyuk iw.kZ:is.k dh tkrh gSA &

1- ;e& ;e dk vFkZ vkRe&fu;U=.k ls gSA
rcyk&oknu djrs le; gkFk dh xfrfofèk;ksa dk
lapkyu djrs le; iw.kZr% fu;U=.k j[kuk iM+rk
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gSA vr% ;e ds fu;e dk ikyu fd;k tkrk gSA

2- fu;e& fu;e dk vFkZ vkRe vuq'kklu ls fy;k
tkrk gS vkSj rcyk&oknu djrs le; oknu ds
fu;e] cSBd] i<Ur vkfn ds lHkh fu;eksa dh ikyuk
djuh gksrh gS blls ;ksx ds Hkh fu;e dh ikyuk
gksrh gSA

3- vklu& ;ksx ds bl fu;e dh iw.kZ O;k[;k
rcyk&oknu djrs le; cSBd esa Åij fd;k tk
pqdk gSA

4- izk.kk;ke& izk.kk;ke ds fu;e esa ;ksx esa 'okl ij
lUrqyu j[kuk fl[kk;k tkrk gSA rcyk&oknu esa
Hkh izk.kk;ke ds iwjd] jspd] dqaHkd vkfn dh
iw.kZ:is.k ikyuk dh tkrh gSA oknu esa i<+Ur
djrs le; 'okl dks èkhjs&èkhjs ysuk o R;kxrs gSaA
foyfEcr y; esa 'okal dk Bgjko o nzqr y; esa
oknu ds ilhus ls 'kjhj ds fodkj fudy tkrs gSaA

5- izR;kgkj& bl fu;e esa bfUnz;ksa dk la;e vkrk
gSA rcyk&oknd vH;kl esa ik¡pks bfUnz;ksa vk¡[k]
ukd] dku] thHk ,oa Ropk dks l;afer dj gh
oknu esa fu[kkj yk ldrk gSA vr% iw.kZr% bl ;ksx
fu;e dh Hkh ikyuk dh tkrh gSA

6- èkkj.kk& bldk vFkZ n<̀+ ladYi ls gSA bleas
O;fDr vius y{; dks ikus ds fy, n<̀ fu'p;h
curk gS vkSj rcyk&oknd vius oknu dks
lkSUn;kZRed d.kZfiz; djus ds fy, n<̀+ fu'p;h
gksdj lkèkuk djus ls èkkj.kk fu;e dh ikyuk
djrk gSA

7- è;ku & mDr fu;eksa dh ikyuk dj rcyk oknd
;ksx ds bl fu;e&è;ku dh vksj vxzlkfjr gksrk
gS ftlesa og ije 'kfDr esa èkhjs&èkhjs rYyhu gksrk
tkrk gSa A

8- lekfèk& fpr ftldk è;ku dj jgk gks] mldk
Lo:Ik 'kwU; gksdj tc dsoy è;s; ek= dh izkfIr
djs rks og lekfèk dh fLFkfr gksrh gSA oknd èkkj.kk]
è;ku dh fLFkfr rd tkrs gq, oknu dh ukn&lkèkuk
esa yhu gksdj czg~ekuUn dh voLFkk rd igq¡p
tkrk gS vkSj ;gh fLFkfr ;ksx dh lekfèk fLFkfr
gksrh gSA

milagkj %

mi;qZDr ys[k ls ;g izekf.kr gksrk gS fd
rcyk&oknd laxhr esa izn'kZu o vH;kl djus esa Js"Brk
rd rHkh igq¡p ldrk gS tc og ;ksx ds leLr fu;eksa
dh ikyuk djsaA
lUnHkZ lwph %
1- dqekj] Mk- dkek[;k] ;ksx egkfoKku] i-̀ 21
2- yoga-https://him.wikipedia.org
3 - in ~e klu fp=- https://images.app.goo.gl/

9xAyUKNjgq2SBGTP7
4 - fl} klu fp=- https://images.app.goo.gl/

9xAyUKNjgq2SBGTP7
5 - ot z klu fp=- https://images.app.goo.gl/

9xAyUKNjgq2SBGTP7
6 - l q[ k klu fp=- https://images.app.goo.gl/

9xAyUKNjgq2SBGTP7
7 - o hj klu fp=- https://images.app.goo.gl/

9xAyUKNIgq2SBGTP7
8- ekbZ.kdj] lqèkhj] rcyk oknu dyk vkSj 'kkL= vfHkuo]

Hkkjrh; xkUèkoZ egkfo|ky; e.My 23@04@2000
9- feL=h] vkcku] rcys dk mn~xe] fodkl vksj oknu 'kSfy;k¡]

fgUnh ekè;e dk;kZUo;u funs'kky;] fnYyh fo'ofo|ky;]
izFke laLdj.k 1987

10- feJ] fot; 'kadj] rcyk iqjk.k] dfu"d ifCy'klZ fMLVªhC;wVlZ
izFke laLdj.k 2009

fp= % 1- in~eklu3 fp= % 2- fl)klu4

fp= % 3- otzklu5 fp= % 4- lq[kklu6

fp= % 4- ohjklu7
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exèk jkT; dk ifjp;

izkphu exèk jkT; dks gh exgh {ks= ds uke ls
tkurs gSaA gq,ulkax us ¼629&45 bZ-½ blds fy,
^;ks&fd,&rks* 'kCn dk O;ogkj fd;k gSA1 bldk {ks=Qy
5000 ehVj ;k 8-33 oxZehy crk;k gSA2 bl {ks=Qy ds
vuqlkj blds varxZr laiw.kZ iVuk ftyk ,oa x;k ftyk
Hkkx dk {ks= vkrk gSA M‚ fo'oukFk çlkn ds vuqlkj
çkphu exèk jkT; dh lhek mÙkj esa xaxk] if'pe esa
okjk.klh ¼ deZuk'kk unh rd½] iwjc esa fgj.; ioZr ;k
eqaxsj vkSj nf{k.k esa d.kZ] lqo.;Z ;k flagHkwe rd foLrr̀
FkhA3

exèk dh mRifÙk

exèk dh mRifÙk ds lacaèk esa M‚ fo'oukFk
çlkn us fy[kk gS&^^exèk dk O;qRifÙkxr vFkẐ ex* lqn
dks èkkj.k djus okyk crk;k x;k gSA vFkoZosn lafgrk esa
xkUèkkjsH;ks ewton~H;ks·M+sXH;kss ekxèksH;% ¼5&22&5&14½A
bl eU= esa rDeu ¼Toj½ ls dgk x;k gS fd og bu
ns'kks esa pyk tk,A vFkoZosn ds 15osa dkaM esa ekxèk
ozkR;ksa dk èkfu"B fe= dgk x;k gSA4

bl {ks= dh egÙkk bl ckr ls Li"V gksrh gS
fd& ̂ ^Hkxoku cq) us blh izns'k ds x;k {ks= esa cksfèk&lRo
izkIr fd;kA lkfjiq= vkSj eksn~Xkyk;u blh Hkwfe ds

exgh yksdukV~; esa laxhr

çks- fu'kk >k·

lkjka'k

exèk jkT; dk mYys[k çkphu dky ls gh izkIr gksrk gSA Hkkjrh; bfrgkl esa exèk jkT; dk
mPp LFkku jgk gSA _Xosn] vFkoZosn ,oa iqjk.k vkfn esa Hkh eaxèk 'kCn dk mYys[k fd;k gSA 'kriFk czkã.k
esa Hkh exèk jkT; dh ppkZ feyrh gSA ;g cq) dh&Kku çkfIr dk LFkku jgk gSA blfy, bl {ks= dh
lH;rk vkSj laLd̀fr dk egRoiw.kZ LFkku gSA ;gk¡ ukV~; dh çkphu ijaijk jgh gSA bl {ks= dh ukV~;
'kSfy;ksa] fo'ks"kdj yksdukV~; dh fofHkUu 'kSfy;ksa ,oa muds ç;qä laxhr dh 'kksèkiw.kZ O;k[;k vko';d
çrhr gksrk gSA blfy, exgh yksdukVî 'kSfy;ksa esa lkaxhfrd ç;ksx ds lacaèk esa dqN tkudkjh çkIr dj
mUgsa izLrqr djuk visf{kr gSA

'kCn % exgh] yksdukV~;] xhr] laxhr] 'kSyh] laokn

izfofèk % iqLrdksa ds vè;;u ls lkexzh ladfyr dj 'kksèk&i= rS;kj fd;k x;k gS A

· lfpo] lkaLdf̀rd ifj"kn~( vè;{k] fo'ofo|ky; laxhr foHkkx] frydkeka>h Hkkxyiqj fo'ofo|ky;] Hkkxyiqj] fcgkj

xkSjo ds çrhd FksA f'k'kqukxoa'kh vtkr'k=q us ikVfyiq=
uxj dh LFkkiuk dj mlh dks jktèkkuh cuk;k Fkk] tks
ekS;Zdky esa vkdj dsoy exèk dk gh ugha] oju~ lkjs
ns'k ds dsaæh; 'kklu dh jktèkkuh cu x;kA paæxqIr
ekS;Z vkSj v'kksd ds jkT;dky esa ;g izns'k ckS)èkeZ vkSj
fo'olaLdf̀r dk dsaæ LFkku cu x;kA bZjku dk nkjk
vkSj fo'ofot;h fldUnj dks exèk ds ijkØe ls vfHkHkwr
gksdj fujk'k ykSV tkuk iM+k vkSj lsY;wdl dks dU;knku
dj lafèk djuh iM+h FkhA5 bl {ks= esa çpfyr Hkk"kk dks
^exgh* Hkk"kk dgk tkrk gSA fcgkj dh çeq[k cksfy;k¡ gSa
exgh] eSSfFkyh] Hkkstiqjh] vafxdk vkSj cfTtdkA bu
cksfy;ksa esa cgqr dqN lkE; gS oSls iVuk] x;k ,oa eqaxsj
dh exgh Hkk"kk esa LoHkkor% varj feyrk gSA

yksdukVî

^^yksd oÙ̀kkuqdj.ka**6

ukVd ewyr% lkekftd fLFkfr;ksa dh vuqdf̀r
gSA ukVd dk fuekZ.k] lkekftd jhfr&fjokt] vkn'kZ]
lH;rk ,oa laLdf̀r ds vkèkkj ij gksrk gSA gj lekt
dh lH;rk ,oa laLdf̀r esa] jhfr&fjoktksa esa dqN&dqN
varj gksrk gSA blfy, ns'k&fons'k] LFkku& fo'ks"k ,oa
dky&fo'ks"k ds dkj.k ukVdks esa fHkUurk gksrh gSA ukVd
esa lkekftd fLFkfr dk çHkko iM+rk gSA çkphu Hkkjr esa
èkeZ&çèkku lekt FkkA blfy, ml dky ds ukVdksa esa]
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ukVd dh dFkkoLrq çk;% èkkfeZd gqvk djrh FkhaA ikjaifjd
:i ls Hkkjrh; xzkeh.k lekt esa NksVs&NksVs Lrj ij
ukVd [ksyk tkrk Fkk ftls ̂yksd ukV~;* dgk tkrk jgkA
yksdukV~; dk mís'; gS euksjatu ,oa lkekftd f'k{kk
dks le)̀ djus ds fy, lkewfgd vfHkO;fäA ̂ yksd^ dh
df̀r dks] fdlh dFkk dks laokn ds ekè;e ls ukVî:i
esa çLrqr fd;k tkrk gS] mls yksdukVî dgrs gSaA yksd
ukVî dks O;fäd u ekudj lkewfgd df̀r ekuk tkrk
gSA ekuk tkrk gS fd yksdukV~; ds orZeku Lo:i dh
mRifÙk 15oha&16oha lnh ls gSA ijaijkjkr yksd ukV~;
LFkkuh; thou 'kSyh ds fofHkUu igyqvksa dks n'kkZrk gSA
fcgkj ds fofHkUu {ks=ksa esa] ogk¡ dh cksfy;ksa esa yksd ukVî
çLrqr gksrk gS] tSls] vafxdk] okfTtdk] Hkkstiqjh] eSfFkyh
,oa exgh vkfnA

exgh yksdukV~;&

exgh {ks= dh cksyh ds fglkc ls] iVuk] x;k
,oa eqaxsj ftyk ds nf{k.kh Hkkx dks ekuk tkrk gSA bUgh
{ks=ksa esa exgh Hkk"kk dk izpyu gSA

^^exgh Hkk"kk&{ks= ,sfrgkfld nf̀"V ls vR;Ur
foy{k.k vkSj çfl) jgk gSA fdlh tekus esa exèk ,d
çeq[k {ks= Fkk vkSj mÙkj Hkkjr dk ,d çeq[k jktuSfrd
dsUæA ikVfyiq= ;k iVuk ,d le; esa iwjs mÙkjh Hkkjr
dh jktèkkuh ds :i esa fo[;kr jgk gSA ekS;Z jktkvksa
rFkk xqIr oa'k ds jktkvksa dh jktèkkuh jgus dk xkSjo
Hkh ikVfyiq= ;k iVuk dks gh çkIr FkkA ;g xkSjo fcgkj
ds fdlh Hkh vU; uxj dks lqyHk ugha gks ldkA^^7

vkfFkZd n`f"V ls ;g {ks= le`) ugha gSA
ifj.kker% ;gk¡ dk yksdthou lkekU; ,oa lkèkkj.k jgk
gSA ;gk¡ ds yksxksa esa lgtrk gS]cgqr dqN ikus dh gksM+
ugha gSA ;gk¡ yksxksa ds chp tks yksdukVî çpfyr gSa] os
gSa& cxqyh] lkekpdok] tkV&tkfVu] Mksedp] pSrk]
Hkk¡M] cgq:fi;k] pkSgj] t¡rlkj] ukSVadh] jkeyhyk vkfnA
bu yksdukVîksa dk laf{kIr o.kZu fuEukafdr gSa&

cxqyh& cxqyh yksdukV~; exgh Hkk"kh {ks= ds yskdthou
ls lacafèkr gSA blesa vR;ar lkns] lgt thou dk fp=
vfHkO;ä gksrk gSA bl yksdukVî ds lacaèk esa MkWŒ
oklqnso uUnu çlkn dk er gS fd& ^cxqyh exèk dk
yksd çpfyr xhfr ukVî gSA 'kjn _rq esa [kqys uhys

vkdk'k vkSj eSnku esa fL=;k¡ tek gksdj vfHku; djrh
gSaA ;g vfHku; çk;% vkf'ou ds lqgkous vkSj lq[kn
okrkoj.k esa gksrk gSA^ cxqyh ukVî esa ,d L=h cxqyh
dk os'k èkkj.k djrh gS vkSj yEck ?kw¡?kV dk<+ dj vU;
fL=;ksa ds chp cSBrh gSA mldh df̀=e pksap fgyrh jgrh
gSA og mNy&mNy dj bèkj&mèkj dwn&Qk¡n djrh
gqbZ fnfn;k uke dh nwljh ik= ls laokn djrh gSA yxrk
gS] ;g fnfn;k mldh cM+h uaun gSA fnfn;k mldh
vkykspuk djrh gS vkSj rc og :Bdj unh ds fdukjs
tkdj eYykg ls uSgj igq¡pkus dh çkFkZuk djrh gSA
eYykg Øe'k% viuh ek¡x c<+krk tkrk gS vkSj var esa
cxqyh ds ;kSou dh ek¡x djrk gS] fdarq] og bUdkj djrh
gSA ;gha ukV~; lekIr gks tkrk gSA bl yksd ukV~; esa
nks n'̀;ksa dh ;kstuk gqbZ gSA vkjaHk ls var rd laoknksa
dh >M+h yxh jgrh gSA8

cxqyh& fnfn;k laokn dks efgykvksa }kjk xk;k tkrk gS]
cxqyh fnfn;k laokn bl çdkj ls gksrk gS&

fnfn;k& dgck¡ ls :ly dgck¡ tk g gs cxqyh\

cxqyh& llqjk ls #ly ufgjk tk fgvks gs fnfn;kA

fnfn;k& dmus djuesa ufgjk tk g gs oxqyh\

oxqyh& pmjok N¡Vbrs [kqfn;k [kbyh gs fnfn;kA

blh rjg vkjksi&çR;kjksi dk laokn gksrk
jgrk gSA blesa xhr ds nks ny gksrs gSaA igyk ny
cxqyh ds Hkko dks vfHkO;Dr djrk gS rks nwljk ny
fnfn;k ,oa eYykg ds Hkko dksA lHkh xhrksa dk xk;u
efgykvksa }kjk gksrk gSA blesa lkewfgd xhr ds lkFk
vfHku; Hkh gksrk gSA cxqyh yksdukVî fo'ks"kdj tkM+ksa
esa vk;ksftr gksrk gSA [kqys vkdk'k ,oa gfj;kyh ds chp
efgykvksa dk lewg laokn djrk gSA èkhjs&èkhjs ;g vn~Hkqr
ukVdh; ekgkSy cuk ysrk gS vkSj ,d vn~Hkqr euksjatu
dk lkèku cu tkrk gSA

lkek pdok& bl yksdukV~; esa HkkbZ&cgu ds lacaèkksa
dh O;k[;k gksrh gSA ;g yksdukV~; dkfrZd ekg esa
vk;ksftr gksrk gSA bl yksdukV~; esa vuq"Bku dk Hkh
egRo gSA bldk ,d xhr gS&

lkeks [ksys xSyh pdok Hkb;k v¡xukA

[kjgks Hkbth ysyu yqyqvk,] uun dgk¡ vk,y gSAA
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dkrw¡ gw¡ HkkStks ysy yqyqvk;] lkeks dgk¡ vk;y gsA

tc gh jgrb ekbZ&cki ds jkt] lkeks [ksys vk;o gsA

NqVh tgsbsa ek;&cki ds jkt rtc rksj v¡xuk gSA

,rukcpfu;k lquyu pdok HkbZ;k gsAA

ekjs yxyu cjNk ?kqek; cfgfu;k¡ dgk¡ ik,c gsA

ekjsyxyu rhj >edk;] cfgfu;k¡ dgk¡ ik,c gsAA

bl yksd ukV~; esa yM+dh dks vius ek;ds ls
fdruk I;kj gS] bldks n'kkZ;k tkrk gSA blesa xhr
vfèkd ,oa ukVdh;rk de gSA

tkV&tkfVu& ;g yksdukV~; fcgkj ds gj {ks= esa
çpfyr gSA exgh {ks= ds eksdkek ,oa nf{k.kh eqaxsj ds
{ks= esa ;g yksdukV~; vfèkd çpfyr gSA bl yksdukV~;
ds xhrksa esa exgh {ks= ds >wej xhrksa dk çHkko gSA bl
yksdukV~; esa fL=;ksa ds gh nks ny gksrs gSaA fL=;k¡ gh
çk;% iq#"kksa dh Hkwfedk fuHkkrh gSaA blesa çèkku ik= nks
gksrs gSaA ,d ny tkV dk ,oa nwljk ny tkfVu dkA
tkV&tkfVu] nkEiR; thou dh dFkkvksa ,oa uksad&>ksad
ls lacafèkr gSA fL=;k¡ fofHkUu Hkafxekvksa ds lkFk] vfHku;
djrh gSa vkSj laokn gksrs jgrs gSa] tSls&

tkV& ye ds pfygsa xs tkfVu] ye ds pfygsaA

tbZls c¡lok ds fNiok yegbZ] vksblgh ye ds pfygsaAA

tkfVu& ufga, yecÅ js tVok] ufg, yecÅ jsA

ge rks ckck ds nqykjh gh] ufg, yHkcÅ jsAA

ge rks eb;k ds nqykjh gh] ufga, yecÅjsA

blh çdkj] xhrksa ds ekè;e ls ;g yksdukVî
vkxs c<+rk gSA

Mksedp& ;g yksdukVî iw.kZ :i ls ,d çglu gSA
blesa xkfy;k¡ Hkh xkbZ tkrh gSaA blesa nks&pkj dFkkvksa
dk lekos'k gksrk gS] tSls&pwM+h dk eksy&rksy] çlfouh
efgyk dk çlo ihM+k] Mkse&Mksfeu ds QwgM+ laokn
vkfnA dqN yksx ekurs gSa fd Mksedp czt;kfu;ksa dh
Lokax&ijEijk dk vo'ks"k gSA

pSrk& ;g iVuk ds vxedq¡vk] Qrqgk] uoknk ,oa x;k
esa çnf'kZr gksrk gSA ;g ùR; xhr&:id gSA bldk çn'kZu]
i'kq esys] BkdqjckM+h] jkeeafnj ;k f'koeafnj vkfn LFkkuksa
ij gksrk gSA pSr eghus esa ^lrqvku^ R;ksgkj gksrk gSA

blesa Hkh pSrk dk vk;kstu gksrk gSA

Hkk¡M& bl yksdukVî ds lacaèk esa deyk izlkn us
fy[kk gS ^^rkfy;k¡ yxkrs dqN eksVs] dqN NksVs] dqN
vdky vkSj dqN vQhe ds ekjs] thrs dadkyksa ds uewus]
thjkQ dh xnZu fudkys] fcLVh ck¡èks] uaxfèkjaxs] vkxs
vkxs yEch pksVh okys pqLr ik;tkes ?kj is'kckt yxk,]
iSj esa ?kq¡?k:] rgjnkj NksdM+s dks urZdh ds :i esa]
cs'kdherh fd'rhuqek Vksih iguk,] egfQy esa ykdj
HkkaMksa dk fxjksg tc lkeus [kM+k dj nsrk Fkk rc lHkh
pkSdUus gks tkrs FksA >qd&>qd dj vnc ds lkFk lyke
cUnxh vkSj dksfuZ'k ds ckn udy ds lkFk&lkFk xkuk
'kq: gks tkrk FkkA rkfy;k¡ rky ij ctus yxrh Fkha]
jkx esa jkx feykdj lHkh xkus yxrs Fks vkSj dq<+axs Hkk¡M+
dej ypdkrs vkSjrksa ds Hkko vkSj u[kM+ksa ds lkFk eq¡g
cukdj Å¡xfy;k¡ pedkrs bl rjg ukprs Fks fd
feuV&feuV ij dgdgs yxrs] ij Hkk¡M+ksaa ds eq¡g ij
eqLdqjkgV dh js[kk rd u vkrh FkhA xkrs rks
jkx&jkfxfu;k¡ gh] ij ogh O;aX; ds rky vkSj rkfy;ksa
ds lkFkA**9

ukSVadh& exgh {ks= esa yksdukV~; ukSVadh dk Hkh izpyu
jgkA exgh yksdxhrksa dh eèkqjrk] lgtrk] ljyrk dk
Hkko] exgh ukSVadh ij FkkA txUukFk 'k qDy ds
vuqlkj&iVuk ftys esa ,d fo'ks"k çdkj ds ukSVadh ny
dk vfLrRo Fkk vkSj mldh laokn&'kSyh y[kuÅ ;k
dkuiqj ds ukSVadh okyksa ls fHkUu gqvk djrh FkhA y[kuÅ
;k dkuiqj ds ukSVadh okyksa dh laokn&'kSyh ij ikjlh
laokn&'kSyh dk xgjk vlj Fkk tcfd iVuk flVh ds
ukSVadh okyksa dh laokn&'kSyh ij exgh yksdxhrksa dh
lgt dkseyrk dk izHkko FkkA10 x;k 'kgj esa ukSVadh
dk [kwc çpyu FkkA ogk¡ dbZ ukSVdh ikfVZ;k¡ Fkha] mudk
vDlj çn'kZu gqvk djrk FkkA muds çn'kZu ,oa laokn
dh 'kSfy;ksa ij eq[; :i ls èkkfeZd vk[;kuksa ds laokn
dk çHkko fn[krk FkkA

,d tekuk Fkk] 1940 ds n'kd ds yxHkx
exgh {ks= esa dkuiqj ,oa y[kuÅ dh ikfVZ;k¡ vDlj
vkdj çLrqfr;k¡ nsrh FkhaA vkxs pydj blesa gzkl gksus
yxkA blds lacaèk esa fo'ks"kKksa dk dguk gS fd ukSVadh
ds vk;kstu esa tks vk;kstd gksrs Fks] os eap&O;oLFkk ij
vfèkd è;ku ugha nsrs Fks] fcYdqy vfuok;Z i{kksa ij gh
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è;ku fn;k tkrk FkkA bl ukSVadh çn'kZu esa ,d iwjh
ikVhZ ¼Vhe½ gksrh FkhA laxhr dk ç;ksx fd;k tkrk FkkA

jkeyhyk& jkeyhyk rks fcgkj gh ugha] cfYd Hkkjr ds
lHkh {ks=ksa esa çpfyr jgk gSA exgh {ks= esa Hkh jkeyhyk
dks yksdukVî ds :i esa cgqr ilan fd;k tkrk jgkA
egs'k dqekj flUgk us fy[kk gS& ^^jkeyhyk ,d ,slk
yksdukVî gS tks çfl) jkeuoeh dFkk dk çpkj&çlkj
djus ds fy, çk;% fcgkj ds lHkh bykdksa esa ,d gh :i
esa çpfyr gSA exgh {ks= dh jkeyhyk dh ,d fof'k"Vrk
;g gS fd bldk vk;kstu gksus ij cgqr cM+h la[;k esa
yksx ,d= gksrs gSa vkSj eap or̀kdkj :i esa n'kdksa ls
f?kjk gqvk çk;% eè; esa fLFkr gksrk gSA usiF; dk
ç;kstu vLohdkj dj fy;k tkrk gS D;ksafd lkjs ik=
viuh iwjh os'k&Hkw"kk esa rS;kj gksdj igys ls gh cSBs jgrs
gSaA jkeyhyk dh çn'kZu&i)fr dk ;g :i fcgkj ds
vU; {ks=ksa esa çpfyr ugha gSA**11

mijksDr lHkh yksdukV~;ksa esa laxhr dh izeq[k
Hkwfedk jgh gSA gkjeksfu;e] <ksyd] >k¡>] eathjk vkfn
vusd okn~; yksdukV~; esa iz;ksx fd, tkrs jgsA laxhr
ds fcuk yksdukV~; dh dYiuk ugha dh tk ldrhA
izksQslj dsljh dqekj us fy[kk gS fd* ̂ ^ukVd dk vkjaHk
uR̀; vkSj xhr ls gqvkA**

yksd&lekt esa gf"kZr eu ds euksajtu ds fy,
gh yksdxhr] yksdukV~;] yksduR̀; vkfn dk izpyu
jgkA blesa iz;qDr laxhr iw.kZ :i ls LoNUn gS] blesa
O;kogkfjdrk ds lkFk euksjatu ds fofHkUu lkèkuksa dk
iz;ksx gksrk gSA blfy, dqN ljy okn~;ksa dk gh yksdukV~;
esa iz;ksx gksrk gSA laokn&'kSyh ds lkFk&lkFk xhrksa dh
izLrqfr gksrh gSA izk;% dksbZ Hkh yksdukV~; fcuk xhr ds
ugha gksrk gSA lHkh esa xhr&okn~;&uR̀; dk lekos'k gSA
<ksyd dh Fkki ls yksdukV~; dk laokn fu[kjrk gSA
xhrksa dh izLrqfr ls gh og iw.kZ gksrk gSaA Hkk¡M+ tSls

yksdukV~;ksa esa jkx&jkfxfu;ksa dh izèkkurk jgh gSA

fu"d"kZ %

yksdukV~; ds rRo gh gksrs gSa& fo"k;oLrq]
vfHkusrk vkSj jlA jl dh vuqHkwfr esa laxhr dk LFkku
loksZifj gSA blfy, yksdukV~; dk vkuUn laxhr ij gh
fuHkZj gSA vkèkqfud le; esa bu yksdukV~;ksa dk gh gªkl
gks jgk gS ftlesa vkèkqfud lekt dk gh izHkko gSA
vkèkqfud laLdf̀r uR̀;&laxhr ds oSKkfud iz;ksx ij
fuHkZj gksus yxk gSA blhfy, yksdukV~; esa iz;qDr
xhr&ùR;&okn~; ij Hkh vkèkqfudrk gkoh gks jghA blfy,
yksdukV~;ksa esa iz;qDr] xhr&uR̀; ,oa okn~;ksa dk laj{k.k
vfr vko';d gS] ugha rks blesa Hkh u;s&u;s okn~;ksa
(fMftVy okn~;ksa) dk iz;ksx gksrk tk jgk gSA ftlls
yksdukV~; dk ikjEifjd laxhr izHkkfor gksxkA
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Introduction:

Kathak and Maand, two distinct art
forms have forged an extraordinary bond
through artistic collaboration and the exchange
of cultures. While exploring their rich origins,
one uncovers the intricate influences, rhythmic
patterns, and melodic structures that intertwine
these captivating forms of expression. This
exploration will shed light on the captivating

*Dean, School of Performing Arts, World University of Design, Sonipat, Haryana

Exploring the Blend of Kathak Dance and Maand: Deciphering
Influences, Rhythmic Designs and Melodic Configurations

Dr. Parul Purohit Vats*

Abstract

This research paper delves into the intricate interplay between Kathak dance and
Maand, shedding light on the distinct styles that emerge from their contrasting origins.
The study specifically examines how Maand has influenced Kathak by incorporating diverse
rhythmic patterns and melodic structures. Additionally, it explores how Kathak has
reciprocated this influence by enhancing the presentation of Maand through its
incorporation of footwork, rhythmical elements, and expressive gestures. The focal point
of this investigation is to underscore the dynamic nature of cultural exchange in shaping
the ongoing bond between these art forms. The findings aim to exemplify the captivating
connection shared by these two artistic expressions and showcase the abundant diversity
present in Indian art. By exploring the source, the research will reveal the complex impacts,
temporal sequences, and harmonic arrangements that blend these fascinating forms of
communication. The investigation will also uncover the abundant historical background
and cultural relevance of these forms of artistic representation. Through this investigation,
the goal is to illuminate the intriguing interaction and shared enrichment that has evolved
between Kathak and Maand throughout the years.

Keywords : Dance, Kathak, Maand, Rhythmic Design, Melody
Methodology:

1. Historical Research: The paper delves into the historical origins and evolution of both Kathak and
Maand. It examines their development over time, their respective traditional roots, and how they
have interacted and influenced each other through cultural exchange. Historical research involves
the study of past events and developments in the evolution of these art forms.

2. Literature Review: The paper references works by musicologists and researchers (e.g., Komal
Kothari, Regula Qureshi) who have studied Maand and Rajasthan’s folk music.

3. Comparative Analysis: The paper compares and contrasts the distinct styles and characteristics of
Kathak and Maand. It explores how the two art forms have reciprocally influenced each other and
how they share common elements, such as rhythm and melody.

interplay and mutual enrichment that has
developed between Kathak and Maand over
time.

Kathak , a classical dance style with
roots in Northern India, is recognized for its
precise footwork and elegant choreography. In
contrast, Maandfolk singing tradition, a
traditional form of music from Rajasthan, is
recognized for its complex melodies and
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expressive verses. Nonetheless, this is renowned
due to its energetic and lively shows that
mesmerize spectators. Notwithstanding their
different origins, Kathak and Maand have a deep
and complex connection. The connection has
developed through cultural interaction and joint
artistic efforts. The research aims to explore the
role of music in Kathak. Additionally,
investigates the methods wherein the pair of
these creative expressions have interwoven
through the passage of time.

Origins and Evolution:

Maand is thought to have originated in
the Marwar province of Rajasthan and has since
been transferred verbally between generations.
In conformity with the view put forth by
Musicologist Komal Kothari, priorly Maand had
been sang exclusively by female vocalists at the
Royal Courts of Rajasthan with an underlying
theme which denoted relinquishment towards
Goddess Saraswathi (Kothari 1990, p.29) With
the passage of time Maand underwent changes
resulting in its growing popularity as an
entertaining music genre which is currently
being performed by both male and female artists
in different places.

Kathak’s origins can be traced back to
ancient Sanskrit texts and the temple traditions
of North India. Flourishing under the patronage
of royal courts and temples during the Mughal
era, this dance form gradually absorbed
influences from Persian and Central Asian dance
traditions. This fusion led to the emergence of
distinct gharanas or schools within Kathak, each
with its own unique style and repertoire.Kathak
was originally performed exclusively for royalty
in North Indian courts and later gained
popularity as a form of entertainment. Over time,
it transformed into a sophisticated and stylized
version of classical dance, incorporating
elements from both Hindu and Islamic customs.
The hallmark of Kathak lies in its intricate

footwork and rhythmic patterns, perfectly
synchronized with the music provided by
percussion instruments such as tabla or
pakhawaj. (Walker, M.2016)

Maand, on the other hand, developed
into a unique and complex genre of Rajasthani
folk music over several centuries. It draws
inspiration from the regal legacy of Rajasthan
and has embraced modern influences, thereby
increasing its popularity while maintaining its
traditional roots. With an expanding fanbase,
Maand started to infuse different music styles
and topics. Classical Indian music elements such
as talas (rhythmic cycles) and new ragas were
introduced by Maand starting from the 19th
century (Kothari 1990, p.29). Incorporation of
guitar and accordion by Maand during the period
of the fifties & sixties from western culture
added to a new dimension to their music
(Kothari ’90). The ability of Maand to adapt has
played a major role in its longevity as an
organization, and the incorporation of new
musical elements alongside their traditional
roots can be seen as a hallmark of the Maand
genre according to musicologist Regula
Qureshi’s comments (Qureshi 1995 p.203)
Maand continues to remain relevant and loved
in modern times through its ability to adapt.
Nowadays Maand is commonly performed on
various occasions, including festivals,
weddings, and cultural events, showcasing its
continued relevance and adaptability.

Shared Language of Rhythm and Melody:

Although Kathak and Maand are
distinct art forms, they share a common language
of rhythm and melody. In the mesmerizing realm
of Kathak performances, the dancer intricately
weaves together a tapestry of movements,
employing a wide range of techniques to
interpret and embody the accompanying music.
At the heart of this captivating dance form lies
the meticulous artistry of footwork, which
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skillfully generates a symphony of intricate
rhythms within the framework of a specific taal,
or rhythmic cycle. The dancer’s nimble feet
create a melodic percussive language, serving
as a vibrant canvas upon which the dance
unfolds.

However, Kathak is not solely confined
to the domain of the feet; it embraces a holistic
approach to storytelling through its
comprehensive gestural language. Hand
movements, known as mudras, play a pivotal
role in the narrative, allowing the dancer to
communicate a myriad of emotions, depict
characters, and convey the essence of tales.
These mudras possess a profound symbolism,
meticulously choreographed to evoke a
spectrum of sentiments, from joy and love to
sorrow and longing. As the dancer’s hands
gracefully traverse through the air, they weave
a visual symphony, further enriching the
narrative tapestry of the performance.

Yet, Kathak’s artistic arsenal extends
beyond the rhythmic footwork and expressive
hand gestures. An integral component of this
dance form is the art of abhinaya, the skillful
employment of facial expressions. Through the
subtle nuances of facial movements, the dancer
brings the characters to life, infusing them with
depth, emotion, and personality. Every furrowed
brow, twinkling eye, and nuanced smile serves
as a  brushstroke on the canvas of the
performance, capturing the essence of the
narrative and creating a profound connection
with the audience.

In essence, the multifaceted nature of
Kathak transcends the boundaries of mere
movement and embraces a rich tapestry of
artistic expressions. It is through the intricate
footwork, evocative hand gestures,  and
captivating facial expressions that the dancer
becomes a storyteller, interweaving rhythm,
emotion, and narrative to transport the audience

to a world of enchantment and wonder.

Similarly Maand musicians
demonstrate their virtuosity through the skilled
implementation of intricate ornamentation
techniques, allowing them to craft soul-stirring
melodies that are firmly rooted in specific ragas.
Maand’s complex music is just as famous for
its distinctive vocal style and the gradual
unfolding of the raga through improvised vocals
is a unique singing style utilized by the singers
in Maand called alaap.When performing an
alaap (Bhargava 2007 p. 62), singers have a
continuous harmonic backdrop from tambura’s
drone to explore nuances in ragas.

These musicians employ a repertoire of
techniques, including meend, gamak, and murki,
which serve to enrich the musical texture and
evoke profound emotional resonance. Through
the delicate execution of meend, where the pitch
glides seamlessly between notes, they create a
sense of fluidity and expressive continuity. The
gamak technique, characterized by rapid
oscillations and vibrato, imparts a sense of
liveliness and adds intricate embellishments to
the melodic phrases. Additionally, the subtle
insertion of murki, a quick melodic flourish,
further enhances the musical narrative by
providing moments of surprise and
ornamentation.

Moreover, rhythm plays an
indispensable role in the Maand tradition,
serving as a foundation upon which the melodies
can flourish. Percussion instruments such as the
tabla and dholak hold the responsibility of
establishing a firm rhythmic base that propels
the music forward. The tabla, renowned for its
versatility and tonal range, provides a complex
and intricate rhythmic structure that
complements the melodic intricacies of Maand.
Its diverse repertoire of strokes and sounds,
including the resonant bass strokes known as
“ghe” and the crisp treble strokes called “na,”
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contribute to the rhythmic tapestry of Maand
compositions. Similarly, the dholak, with its rich
and resonant timbre, adds a robust and earthy
quality to the rhythm section, offering a steady
pulse that anchors the melodic improvisations
and allows the musicians to explore the depths
of their artistry.

The Maand tradition showcases the
musicians’ exceptional mastery of
ornamentation techniques, allowing them to
weave intricate and heartfelt melodies based on
specific ragas. The implementation of
techniques like meend, gamak, and murki adds
layers of depth and emotional expression to the
music, elevating its artistic value. Furthermore,
rhythm assumes a vital role in Maand, with
percussion instruments such as the tabla and
dholak providing a solid foundation for the
melodies to soar. The interplay between these
elements showcases the profound complexity
and artistry inherent in the Maand tradition.

Exploring the Intricate Interplay: Kathak
and Maand

With cultural exchange playing a key
role in their evolution over time, the connection
between Kathak and Maand is both complex and
dynamic. Indian classical music has an ever-
evolving tradition demonstrated in how Kathak
intermingles with Maand, says Komol Kothri,
showcasing the diversity present within cultural
exchange (Kothari 1990:48).

Within the realm of Kathak
performances, the enchanting artistry is further
elevated by the presence of live music, expertly
provided by a tabla player and singer. This
collaborative effort between the dancer, tabla
player, and singer results in a harmonious fusion
of movement and melody. The tabla player,
attuned to the singer ’s melodic rendition,
anticipates the dancer’s every step, thereby
creating a synchronized and captivating
experience for the audience. It is through this

intricate interplay of music and dance that
Kathak truly comes alive,  offering a
mesmerizing spectacle that engages all the
senses.

Similarly, Maand performances, deeply
rooted in Rajasthan’s folk tradition, incorporate
the combination of vocalists and drummers to
complement the artistic expression. As the
vocalist sings the evocative melodies, their voice
resonates with the fervor of the lyrics, while the
accompanying percussionist  provides a
rhythmic foundation. This harmonious interplay
between rhythm and melody establishes an
immersive atmosphere, inviting the audience to
be transported into the world of Maand, where
every note and beat intertwines to create a rich
tapestry of sound and emotion.

In certain instances, these two distinct
art forms merge in a captivating display known
as “Jugalbandi” - a duo performance that
combines Kathak and Maand. Here, the Kathak
dancers interpret the musical composition
through their graceful and intricate dance
movements, seamlessly merging with the
rhythmic and melodic landscape.
Simultaneously, Maand artists contribute their
unique embellishments, adorning the melodious
tunes with their artistic ornamentation. This
extraordinary convergence of Kathak and
Maand results in an unforgettable experience,
where the audience witnesses the beautiful
synergy between two diverse yet complementary
art forms.

Through this exploration of the
interplay between Kathak and Maand, we delve
into the depths of artistic collaboration and
cultural exchange. It is within this vibrant
intermingling that the boundaries of tradition
and innovation are blurred, allowing for the
emergence of new dimensions of artistic
expression. By unraveling the threads that
connect these two captivating realms, we gain
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insight into the profound influence they have
had on one another, enriching both Kathak and
Maand through their shared artistic journey.
Significance for the future generation of
Kathak dancers:

Exploring the interplay between Maand
singing and Kathak dance holds great
significance for upcoming dancers. It offers
them a unique opportunity to delve into the rich
cultural heritage and artistic traditions of India,
while also expanding their artistic repertoire and
honing their skills.

Firstly, understanding the interplay
between Maand singing and Kathak dance
allows dancers to develop a deep appreciation
for the symbiotic relationship between music
and movement. By exploring the connection
between rhythmic patterns, melodic phrases, and
corresponding dance steps, dancers can enhance
their sense of musicality and rhythmic precision.
This exploration enables them to embody the
essence of the music through their dance,
effectively becoming vehicles for expressing the
intricacies and emotions embedded within the
compositions.

Moreover, the collaboration between
Maand singing and Kathak dance provides a
platform for dancers to explore the potential of
interdisciplinary art forms. By engaging with
different artistic mediums, dancers can expand
their creative boundaries, experiment with
innovative choreographic approaches, and
develop a unique ar tistic voice. This
interdisciplinary exploration fosters artistic
growth and encourages dancers to push the
boundaries of their craft, ultimately leading to
the creation of fresh and compelling
performances.

Furthermore, delving into the interplay
between Maand singing and Kathak dance
exposes upcoming dancers to diverse cultural
perspectives and traditions. Both Maand and

Kathak are deeply rooted in Indian culture and
history, reflecting the regional nuances and
influences of their respective origins. By
immersing themselves in these art forms,
dancers gain a deeper understanding of Indian
heritage, aesthetics, and storytelling techniques.
This cultural enrichment not only broadens their
artistic horizons but also fosters cross-cultural
understanding and appreciation.

Additionally, exploring the interplay
between Maand singing and Kathak dance
allows dancers to engage in a dynamic and
collaborative artistic process. It encourages them
to interact with musicians, vocalists, and other
artists, fostering a sense of teamwork and shared
creativity. Collaborative experiences strengthen
dancers’ adaptability, communication skills, and
ability to respond spontaneously to the nuances
of live performances. This collaborative
exploration also opens doors to future artistic
collaborations, paving the way for
interdisciplinary projects and the creation of new
and exciting works.

Conclusion:

In summary, when considering Maand
and Kathak as distinctive dance genres, it
becomes evident that they share a remarkable
similarity through their  harmonious
coordination of rhythms and melodies. This
connection is established through the interplay
of beats and tunes, creating an exclusive bond
between Kathak and Maand. As a result,
spectators are taken on a mesmerizing and
captivating journey.

In the style of Kathak, the artist’s
movements and actions serve as a means of
understanding and interpreting the
accompanying music. The performer becomes
a conduit for the sound, embodying its intrinsic
qualities and conveying them through their
dance routines. On the other hand, during a
Maand performance, the musicians play a
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crucial role in providing intricate
embellishments to the musical compositions.
Their exper t handling of the musical
arrangements adds depth and complexity to the
overall exhibition, elevating it to innovative
artistic heights.

When these two art forms merge
through collaboration, the audience is presented
with an exceptionally distinct and long-lasting
impression. The collaboration between Kathak
and Maand, with their shared emphasis on
rhythm and melody, generates an enchanting
fusion of motion and sound. The intricate
footwork and fluid movements of Kathak
perfectly complement the embellished melodies
of Maand, resulting in a coordinated visual and
auditory spectacle.

The connection between Kathak and
Maand goes beyond their mere coexistence as
separate artistic expressions. It serves as a
testament to the power of creative partnership
and cultural communication. By engaging with
each other and mutually influencing one another,
the dance forms of Kathak and Maand have
enriched each other. They have established a
deep connection that surpasses their individual
origins. This collaboration not only enhances
the creative range of both genres but also
enriches the cultural legacy and diversity of
theatrical presentations.

Exploring the interplay between Maand
singing and Kathak dance offers upcoming

dancers a multitude of benefits. It deepens their
understanding of the relationship between music
and movement, expands their artistic repertoire
through interdisciplinary exploration, exposes
them to diverse cultural perspectives, and fosters
collaboration and artistic growth. By embracing
these opportunities, dancers can enrich their
artistic journeys, develop a unique artistic voice,
and contribute to the preservation and evolution
of these traditional art forms.
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Introduction
The application of technology in the

field of music education has enabled the teacher
in making fundamental musical concepts to be
taught in a more effective manner. This is
accomplished by the utilization of practise and
drill-like exercises which cultivates an in-depth
understanding of rhythm and note recognition.
The design of handouts and presentations that
can further assist in the teaching of any musical
topic is made much simpler due to technological
advancements. In the same way that technology
readily assists in teaching, it can also assist in
learning. The use of technology has additional
advantage for music students. They have the
ability to record their own performances and
listen to them to analyze where they excelled
and where they fell short. Students who require
assistance have access to a wide choice of
practise tools that can assist them in the
identification of rhythm and pitch. Research has
become simpler as a result of advances in
publication and archiving, which means that
students can discover what they need more

*Associate Professor, Department of Music (I), Dev Samaj College for Women, Ferozepur City

Emerging Technologies in Music Education
Dr. Sangeeta*

Abstract

Technology is playing a vital role in the world of music production. It has
revolutionized the music arena by allowing the musicians to write, record and produce
high quality music, speed up tempo, compress sounds and remove background noises.
Technology has made the music education easier for the learners by allowing them to
create presentations and handouts which prove beneficial for learning. Both teacher and
student are benefitted by the use of technology as it has helped in saving time, making
advances in publication, archiving, making research easier and in retaining multiple
learning styles by engaging them in an interesting manner. Faster practice software are
also available for students which make them efficient in the field of Music Education.

Keywords: technology, music, education, world
Methodology : The author has tried to review all potential articles for the current study. Articles from

National as well as Inter-national level have been included in this research paper.

quickly and with less effort. Technology also
makes it possible for the students with fewer
resources to obtain less expensive instruments
at their doorstep.
Using Technology For:
Teaching fundamentals of Music
1. Rhythm – Slide shows with sound allow the

class to practice rhythm together
2. Swar Recognition – Testing software to

recognize pitch
Pitch Training
CDs containing pitches help in riyaz
Music Composition
Software aids in composing and printing music
Music Recording
1. Students may record their music and play it

again to know about their flaws
2. Music industry has a lot of scope for which

students can be prepared
How Technology has helped music
? Printing music for wide distribution and
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instruction in the form of books, journals
etc.

? Recording music for wide distribution and
use

? Amplifying music
? Easier sound production for large audience
Sound Effects Tools

The use of technology has undoubtedly
contributed to improvement in the quality of
sound.
Use of Microphones:

The voice production has undergone
changes as a  direct result of the hi-fi,
sophisticated, and variable-sized microphones
that are used in the
concerts. Now-a-days,
it is no longer necessary
for the voice to travel
great distances. Artists
now sing with a more
relaxed throat and in a
more subdued tone.
“Many artists working in the modern age claim
that the introduction of the microphone has
caused a significant shift in both the vocal and
instrumental aesthetics of music. They have
observed that the microphone has eliminated the
requirement for singers to project their voices,
which has resulted in the replacement of an
earlier “shouting” open-mouthed style with the
“crooning” style, which involves singing with
one’s mouth closed, almost in the manner of
humming. Vocalists have now lowered their
pitch in order to transcend the likelihood of
intense emotions.
Automatic Resonance: People now appreciate
the resonance of music and the implications
contained in the tracks as a result of modern
culture’s emphasis on sound. The term
“resonance” depicts to the richness and
importance of sound. The phenomenon known

as resonance can particularly relate to the
amplification and extension of a sound. The
level of resonance has been increased, which
has resulted in a sound that is more interesting
and soothing.
Change in Voice culture:

In order to sing with vigour throughout
their 18-hour riyaz sessions, early singers and
connoisseurs like Ustad Faiyaz Khan Sahib
would engage in wrestling and consume copious
amounts of ghee. When compared to those who
came before them, today’s young people achieve
success at a much younger age and with much
less work than those who came before them. The
recordings of Ustad Faiyyaz Khan, Ustad Abdul
Karim Khan and others included a greater
degree of volume and roughness in the vocal
forms. In a similar vein, older recordings of
many Ustads do not possess strong tonal quality.
As a result of the development of technology in
the music industry, vocalists may now utilise
voices that are more soothing and melodic than
ever before.”
Problems with the use of Microphone:

There is aesthetic dilemma also which
arises as a result of the utilisation of
microphones. Although the microphone has
made fine music accessible to vast audiences, it
has had a major deleterious influence on the
performance of Indian music. The microphone
is there to do the job for you, but it has led to
carelessness in voice production, a rise in
falsettos, and crooning.

However, there are a few new
techniques based on scientific and traditional
reasoning, which have been evolved to sing
effectively on mike and other digitalized
recording instruments:
? The capacity to sing appropriately on mike

in all three octaves effortlessly may be
developed by using the chest voice, head
voice, and diaphragm control over breath.
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? ‘Kharaj Abhyasa’ and practice of complex
paltas in order to strengthen the muscles and
activate the vocal chakras.

? The practise of musical ornamentations like
kana, khatka, murki, gamak, meend and
zamzama can result in an augmented voice.
It is helpful to have the appropriate voice
modulation.

Technology in pedagogical perspective:
The proliferation of online educational

opportunities has resulted in the simplification
and broadening of access to many modes of
instruction. Due to the nature of the world of
music, it should come as no surprise that there
is no competition for the revered Guru-Shishya
parampara or the Gurukul teaching. But in our
hectic environment, where one wants to avoid
long travels in the jam-packed traffic and where
one does not want to lose time striving to have
contact and taleem from a maestro, online
classes and other instructional strategies are
preferred.
Online education: Many online educational
websites, such as Udemy, Udacity, and Coursera,
amongst others, serve as a platform for students
and instructors. On this platform, an individual
may easily launch his or her courses after
sequencing them, recording them, and finally
uploading them to the website, all while keeping
the cost of the course relatively low. These
websites provide lectures that were given by
knowledgeable lecturers from major universities
all over the world. This is not only a financially
and socially beneficial way out for the teachers,
but it is also a tremendous benefit for music
enthusiasts who have a strong desire to sing and
to learn how to do so in an appropriate manner.
Raga Labs Academy Rag Hindustani, Sharda,
Surdemy, and Pratibha Music are three fantastic
websites that offer online music instruction and
classes. The Swar Ganga Music Foundation
provides online data base of Ragas, Talas and
Bandish. Chandrakantha.com has list of private

tutors in India and across the globe. Itablapro
has rich collection of instruments.
Mobile Learning

For the past eight or nine years, there
has been a trend toward downloading
applications, which has been amazing in many
aspects, including studying, playing games,
interacting with others,  and socializing.
Learning on a mobile device with the assistance
of programmes that are linked to the topic allows
one to learn for a longer period of time while
learning at one’s own speed and in one’s own
environment. The educational websites that
were just described all offer mobile apps that
can be used on mobile devices as well. These
apps make it possible to study for a class
whenever and wherever you happen to be. Even
for the rehearsals and concerts, we do not need
the electronic instruments. It is not necessary to
do much more than install the instrument apps
and connect them to high-quality speakers to
get good results. To give you an idea, an iPhone
Indian classical software like Itablapro
comprises of six instruments, including two
tanpuras, a tabla, a manjira, a sur-mandal, and a
sur-peti, in addition to the preloaded Ragas-base
drones of about 105 ragas. The sound of these
instruments, when linked with speakers, has
more rich quality (similar to the manual) in
comparison to the sound of electronic
instruments such as Ragini or Radel. In a similar
vein, studying classical music via an Android
app such as Tanpura droid, pocket raga, or Indian
Classical ragas might be beneficial. Some of the
best applications for learning instruments and
gaining an understanding of sound frequencies
are guitarlab, Percussive, Ear trainer, Note
perfect, and many others.
Teaching tools

Technology also provides plethora of
teaching techniques and courses for those who
are unaware about how to teach online. There
are ample of softwares and tools through which
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one can transform monotonous teaching
practices into pretty interesting and engaging
sessions.

Screen flow and Camtasia, these two
software enable to record the screen of your
laptop and your voice without showing the face;
one can teach by speaking and exhibiting
innovative slides/presentations and frame a
video. Simply, it will record whatever shows up
on the computer screen along with the audio.
Tools like Edmodo, Prezi, Canva, Animoto etc.
help creating mesmerizing slides, record video
clips, publish them on the teaching sites or create
website and eventually attract more and more
students. Here are the links to make us aware
about how online teaching works: http://
www.teacherkit.net/.
Live classes through skype/google hangout:

Skype has proved to be a successful
attempt at connecting two individuals through
the internet on the screen of a computer when
they are located in different parts of the world.
Live courses and other instructional trends have
gained a lot of
popularity in recent
years. This has not
only offered the
chance for those who
are interested in
gaining new knowledge, but it has also pushed
office workers and family members to resume
their preferred studies. The availability of live
sessions courses and certificates in the music
sector, offered by a variety of institutes, is
helpful for students who want to pursue
vocations and work opportunities outside of
their home country. To mention a few: the
Shankar Mahadevan Academy of music, the
Khan Academy, and the Delhi-based Nada
centre for music therapy (for music therapy).
Technology should facilitate folk music too

The rural folklore is one of the few areas

that has not been affected by the widespread
penetration of media and technology. Traditional
folk music artists still do not receive the
recognition or programmes they deserve for their
work in this genre. Radio, television, and mobile
phones are the primary means by which villagers
and folk artists engage in amusement-seeking
activities. According to the findings of a study
that was conducted by students at Berkeley,
“Mobile phones are gradually being used across
rural India,” and as of October 2009, 19 percent
of families owned a phone. An informal survey
was carried out in Luniyakhedi and the
surrounding villages in Malwa, and the results
showed that 80 percent of the households own
televisions CDS and nearly 100% of the
households own a radio. “Low-cost audio
pirated CDS and cassettes are largely
responsible for generating a more regular and
widespread audience for local folk music. Due
to the inconspicuous nature of the internet and
the widespread awareness of its presence,
audiences for rural folk music commonly store
recordings on their cell phones and listen to them
on a regular basis. The primary reason for the
lack of popularity of folk music is that traditional
regional folk songs and the artists who perform
them are never given formal stages outside of
their respective communities. The modern
period of radio has also been dominated by
Bollywood tunes which has resulted in folk
music not getting any space on the station. For
the folk audience, there are only the time-
honored radio frequencies that continue to
broadcast, such as Vividh Bharti. According to
Tapas Sen, the Chief Operating Officer of Radio
Mirchi, “The trend for indie pop vanished in
the early 1990s, and once the radio developed
into an industry by 2001, the classical and folk
traditions have limited presence here.”

At a  traditional music event in
Luniyakhedi (Malwa) that was attended by
around 3,000 people from neighbouring villages,
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hundreds of individuals in the crowd were
noticed holding their
phones up high and
aiming them at the
stage, as stated by a
researcher by the
name of Neha Kumar
(where 30-40 folk
troupes from the Malwa region were taking turns
performing from 6pm to 4 am). This was done,
in order to capture both the audio and the video
of the performances so that they could be played
back at a later time upon request. Rather than
the attendance at live performances going down,
these recordings served as “advertisements”
for local musicians, keeping the listenership
alive and growing.” Many associations such
as the Centre for Media and Alternative
Communication (CMAC), which conduct Sound
art and technology (SAT) festival, Spic Macay,
makers of Gurgaon ki Awaaz are accelerating
our folklore heritage and culture, but internet
tech-world and power are hindering their efforts.
Role of media and Promoting tools

Current beliefs and attitudes are only
reinforced by the media. The ability of electronic
media to reach millions of people in their homes
despite the widespread problem of illiteracy
gives it a great deal of value. It is not dependent
on the communication through roads and wires
for the purpose of reaching their target. The
media, particularly social media, plays an
important role in the marketing of the stuffs on
a bigger scale and on an economically viable
level. Social media websites such as Facebook,
Twitter, and LinkedIn may prove to be a wasteful
and energy-depleting medium for the people
who sit continuously waiting for the maximum
number of likes on their posts, but they are also
one of the most accessible, economical, and
easier sources of promoting products and
services. We are able to acquire information on
the whereabouts of people anyplace in the globe

with relative ease. In point of fact, marketing
events like as concerts, seminars, symposiums,
and sammelans on Facebook and Instagram
attract twice as much attention and market share
as marketing them through traditional print
media.
Conclusions :

The purpose of this study was to explore
the use of technology as a contemporary strategy
in the exist ing music programme at  the
educational institutions. The results have
revealed that the use of music software is
relatively easy to integrate and has the ability
to impact positively on students’ music
education. The use of it in educational
institutions has brought sea changes in the field
of music education and research. This
technology has the potential to impact
significantly on the standards of the educational
programmes. It has been resolved that the
equipment utilized on regular basis are
“earphones, tuner, electronic organ, metronome,
amplifier, and recorder and Bluetooth speaker”
and these gadgets are often utilized with
programming equipment. This technology has
an important place in Music Education.
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Hkwfedk %

fcgkj df̀"k izèkku jkT; gSA Qly&pØ ;k
_rq&ifjorZu ds le; laxhr] uR̀; vkSj yksdukV~;ksa
dk fo'ks"k izpyu gSA Qly ds cksus] idus] dVus ds
le; tks vkg~ykn fdlkuksa ds ân; esa gksrk gS] mudk
izn'kZu bu yksdukV~;ksa ds }kjk O;Dr gksrk gSA bu
ukV~;ksa esa ikSjkf.kd thou] ekuo&psruk vkSj lkekftdrk
dh Hkkouk fn[kkbZ iM+rh gSA yksdeu vius vux<+
VwVs&QwVs Lo:iksa ds ekè;e ls ukV~;&izn'kZu esa lQyrk

efgykvksa }kjk izLrqr xhfr&yksdukV~; % ,d v/;;u

MkW- vjfoUn dqekj·

lkjka'k

fcgkj dh yksdHkwfe vlhe vkSj vizes; gSA ekuo&thou ds ftrus jax vkSj LoHkko bl {ks= esa
feyrs gSa mrus 'kk;n gh fdlh vU; yksd {ks= esa gksaxsA lq[k ds cVksj ysus vkSj nq[k dks dkV ysus dh lgh
tehu ;gh gSA ioZ&R;ksgkj&mRlo] xkuk&ctkuk&ukpuk] g¡luk&jksuk&lksuk] ekSt&eLrh&el[kjh]
ozr&miokl&dYiokl vkfn bl Hkwfe ds 'kk'or lkFkh gSaA lHkh yksd dykvksa dh Hkk¡fr fdlh Hkh
yksd&ukVd dk dksbZ fo'ks"k jpf;rk ugha gksrkA og leLr lekt dh vfHkO;fDr dk izrhd gksrk gS vkSj
vusd izfrekuksa ds lfEefyr peRdkjksa dk lkdkj Lo:i HkhA yksd&ukV~; izk;% vfodflr gksrk gSA bldk
iz;ksx izk;% ekSf[kd :i esa gh gksrk jgk gSA ;g ,d LFkku ls nwljs LFkku] ,d O;fDr ds nwljs O;fDr rd]
ml LFkku ds izHkko] {kerk o :fp;ksa ls uothou xzg.k djrk gS vkSj bl izdkj Øec) gksdj izs"k.kh;
cudj thoar jgrk gSA bl ukVd ds lQy ;k vlQy gksus dk Js; lekt ij fuHkZj djrk gSA bl
ukVd dk rÙo eq[;r% uR̀;] xk;u] vfHku; vkfn gSaA

yksdukV~; laxhrkRed gksrk gSA blesa uR̀; o xhr nksuksa dh iz/kkurk gksrh gSA ;g lgt
yksdlaxhr ds rRoksa ls tqM+k jgrk gSA bl ukV~; dk ljksdkj nSfud thou ds fofo/k fØ;kdykiksa ,oa
lkekftd lEcU/kksa ls gSA blfy;s yksdèkfeZrk mldh izeq[k pkfjf=d fo'ks"krk gSA yksd dk vk'k; xk¡o
vkSj uxj nksuksa tu&lkekU; ls gSA mlesa f'kf{kr&vf'kf{kr] lH;&vlH;] /kkfeZd&v/kkfeZd] fu/kZu&/kuh
lHkh vkrs gSaA tkfr] lEiznk;] /keZ] oxZ vkfn ls tqM+k  fdlh Hkh rjg dk Hksn&Hkko ugha jgrkA blfy,
bl ukV~; dh lkekftd mikns;rk vuk;kl vf/kd gks tkrh gSA

efgykvksa }kjk izLrqr xhfr&yksdukV~; ,d lkeqnkf;d dyk fo/kk gSA ;g ukV~; fdlh eap ij
eafpr ugha gksrk cfYd [ksr&[kfygku] pkSjkgs] jkLrs] ?kj ds fiNokjs bR;kfn LFkkuksa ij eafpr gksrk gSA
oÙkZeku miHkksDrkoknh laLd̀fr us yksd&dykvksa dks cM+k eap rks iznku fd;k ysfdu mlesa yksdHkko]
yksdeap] yksdjax] yksdpfj=] yksd vfHkuo vkfn dk vHkko gks x;kA blh dks nf̀"Vxr dj bl vkys[k
esa efgykvksa }kjk izLrqr dqN xhfr&yksdukV~; dk v/;;u fd;k x;k gSA izLrqr 'kks/k&vkys[k xhfrukV~;ksa
esa efgykvksa ds Hkko ,oa laosnuk dks lkFk ns[kus dk iz;kl fd;k x;k gSA

cht 'kCn % xhfr] yksdukV~;] efgyk] Hkko] laosnuk

'kks/k&izfof/k % bl 'kks/k&vkys[k dks o.kkZRed izfof/k ls iw.kZ fd;k x;k gS rFkk bldh lhek fcgkj jkT; gSA

· ,lksfl,V izksQslj ,oa foHkkxk/;{k] laxhr foHkkx] ex/k efgyk dkWyst] iVuk

izkIr djrk gSA ekuo esa psruk dk fodkl vkSj euksjatu
dh bPNk us yksdukV~; ds :i dks l̀ftr fd;k gSA

efgykvksa }kjk izLrqr xhfrukV~;ksa dh fo'ks"krk
budk izLrqfrdj.k ,oa n'̀;&foèkku gSA budks [ksyus ds
fy, fdlh jaxeap dh vko';drk ugha gksrh] og
vkSipkfjd gh gksrs gSaA budh ,d fo'ks"krk ;g Hkh gS fd
bu ukV~;ksa ds vfHku; ds fy, izf'k{k.k rFkk iwokZH;kl
dh dksbZ vko';drk ugha jgrhA blds fy, fo'ks"k
oL=&foU;kl] lkt&lTtk dh vko';drk Hkh ugha
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gksrh] D;ksafd nSfud&O;ogkj ds oL= gh dke esa vk
tkrs gSaA FkksM+k&cgqr fdlh&fdlh ik=&fo'ks"k esa
oL=&ifjorZu dj Hkh fy;k tkrk gSA

efgykvksa }kjk izpfyr xhfrukV~; esa dsoy
buds }kjk gh vfHkuhr fd;k tkrk gSA blesa iq#"k ik=kssa
dk izos'k iw.kZr;k oftZr gSA ;s xhfrukV~; Lokax ds
vUrxZr vkrs gSaA bu xhfrukV~;ksa dh [kkl fo'ks"krk ;g
gS fd buesa n'kZd ,oa izn'kZd nksuksa dk LFkku efgykvksa
dks gh izkIr gksrk gSA buesa dqN dk izn'kZu rks efgykvksa
}kjk 'kknh&O;kg ds volj ij rks dqN fo'ks"k voljksa ij
fd;k tkrk gSA bl vkys[k esa buds }kjk izLrqr Mksedp]
tV&tfVu ,oa cxqyh dk vè;;u fd;k x;k gSA

xhfrukV~; dk o.kZu

¼1½ Mksedp % ;g fcgkj dk cgqr gh izkphu
vkSj izfl) yksdukV~; gS] ftls dsoy efgyk,¡ gh vfHkuhr
djrh gSaA ;g bruk O;kid xhr yksdukV~; gS fd lHkh
cksfy;ksa esa yM+ds ds fookg ds volj ij efgykvksa }kjk
izLrqr fd;k tkrk gSA xk¡o&Hkj ds yksx tc ckjkr ysdj
pys tkrs gSa] rc ml ?kj ds ikl&iM+ksl dh efgyk,¡
,d lkFk bl yksdukV~; ds ekè;e esa jkr Hkj tkxdj
viuk euksjatu djrh gSaA blds ihNs jkr Hkj tkxus dh
Hkkouk fufgr gS] rkfd ?kj esa pksjh vkfn dk Mj u jgsA

vukj dyh Mkseuh rksgj Mkse dkagk¡ xsyÃ

Mkseck xsybZ lwiyh csps

vksrgh yksHkybZ jsA1

x x x x x
cuBu ds rw xsys gs Mkseoka

ekfyd ds cfj;kr esa

dFkh&dFkh ns[kys js Mkseck

dFkh&dFkh [k,ys jsA2

mi;q ZDr xhr es a Mkse&Mksfeu e s a [k wc
gkL;&ifjgkl gksrk gSA bl xhr dks le;kuqdwy u;s&u;s
xhrkRed gkL;&lEoknksa dks tksM+rs gq, vkxs c<+k;k
tkrk gSA

bl gkL;iw.kZ ukVd esa vfHku; ds fy;s yM+ds
dh Qwvk] ekSlh] cgu] pkph ;k fdlh vU; efgyk dks

^HkkStsfru* cuk;k tkrk gSA dksM+s ;k fQj [kVksys ds ik;s
dk yM+dk cuk;k tkrk gSA flj ij dkyk diM+k
yisVdj] dkSM+h ls vk¡[k cuk dj fdlh vUu ds nkus dk
nk¡r cukrs gSaA blh ckyd :ih ^tyqvk* ds tUe ls
ysdj fookg rd dh yhyk blesa [ksyh tkrh gSA

tks efgyk vklUu&izlo dk vfHku; djrh
gS] og vR;Ur LokHkkfod <ax dk izlo&osnuk ij djkgrh
gSA lcls igys oS| th vkrs gSaA ,d efgyk oS| dk os'k
èkkj.k djrh gS&èkksrh] dqrkZ] ixM+h] xBjh ¼nok dh
iksVyh½ gkFk esa NM+h vkSj yksVk gksrk gSA ukM+h ns[kus ds
cgkus oS| th dqN v'yhy gjdr djrs gSaA ukM+h&ijh{k.k
ds ckn tyqvk iSnk gksrk gSA blds ckn tyqvk ds
fookg rd dh iwjh ?kVuk;sa fofHkUu Hkko&Hkafxekvksa ds
lkFk izLrqr dh tkrh gSaA Mksedp dk gkL;iw.kZ vfHku;
jkr&Hkj pyrk jgs] blds fy;s efgyk;sa eq[; dFkkud
ds lkFk vU; NksVh&NksVh ?kVukvksa dks Hkh Lokax ds :i
esa izLrqr djrh gSaA tSls&pwM+hgkfju] lCth cspusokyh]
lkèkw ckck] njksxk] flikgh] lsB] ukSdj vkfn ds }kjkA
efgyk ftl os'k&Hkw"kk dks èkkj.k djrh gSa muesa vR;Ur
LokHkkfodrk dh >yd fn[kk;h nsrh gSA ;s efgyk,¡ bl
ukV~; esa tks iq#"k ckjkr ugha x, gSa mudks Hkh etkd
dk ik= cukrh gSA

;g ukV~; gkL; ds lkFk&lkFk lkekftd psruk
ds Hkko dks Hkh mtkxj djrh gSA lkFk gh] viuh
l̀tukRed {kerk dks Hkh mHkkjrh gSaA

¼2½ cxqyh % vkf'ou ds eghus esa efgyk;sa
pk¡nuh jkx esa ,d= gksdj bl xhfrukV~; dh izLrqfr
djrh gSA ,d vkSjr vius ?kw¡?kV dks uhps rd [khapdj]
mlesa gkFk Mkydj cxqyh dh pksap dh vkdf̀r cukrh gS
vkSj vU; vkSjrksa ds chp mdMw¡ cSBdj Qqndrh gSA
mldh cukoVh pksap fgyrh gSA3 cxqyh vkSj vU; fL=;ksa
dk xhr laokn esa gksrk gS&

fnfn;k L=h & nqy py cxqyh] nqy py

cxqyh & dsdjk nqvfj;k nqy pyw¡

fnfn;k & lksujok nqvfj;k nqy py

cxqyh & lksujok ds iwr eksags ekfj;s

fnfn;k & lksujok ds iwr ds tngh tkjksa

& dkgsa cxqfy;k ds ek:;sA4
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blh izdkj czkã.k] tehankj] vghj vkfn lHkh
tkfr;ksa ds yM+dksa }kjk lrk;s tkus dh f'kdk;r ̂cxqyh*
fnfn;k ls djrh gSA lHkh vkSjrsa mls iq=hor~ ekudj
mu lcdks xkyh nsrh gSaA ;g izlax cgqr nsj rd pyrk
gSA

blh ukV~; ds vxys izlax esa cxqyh llqjky
ls :B dj uSgj ¼ek;dk½ dh vksj izLFkku djrh gSA
:Bdj tkrh gqbZ cxqyh ls efgyk,¡ iwNrh gSa&

fnfn;k & dgok¡ ds :ly dgok¡ tkyw ;s cxqyh

cxqyh & llqjk ds :ly ubgjokSa tkuha ;s fnfn;k

fnfn;k & dous djuok¡ ugjok tkyw ;s cxqyh

cxqyh & jksfV;k cuors yksb;k [kk fy;ks ;s fnfn;k

fnfn;k & rw&rw&gÅ yypfg;k ;s cxqyhA5

blh Øe esa vkSjrsa cxqyh dk eukou ¼euqgkj½
djrh gSa fd og vius llqjky ykSV tk; D;ksafd mlds
llqj mls ysus ds fy;s vk;s gSaA rc cxqyh dgrh gS&

llqjk ds laxok ge u tkbc ;s fnfn;k

?kw¡?kV  rkur  ft;jk  tkbZ ;s fnfn;kA

blh rjg tc vius nsoj] tsB vkfn ds lkFk
Hkh tkus ls vleFkZrk O;Dr djrh gS] vUr esa fnfn;k
¼cM+h cgu½ dgrh gSa&

vkgs lb;k¡ fyvkos rksfg ds vbgSa ;s cxqyh

vax eksjh ds py ;s cxqyh

?kqa?kV rkfu ds py ;s cxqyhA

ifr dk vkxeu lqudj cxqyh izlUu gksdj
dgrh gS&

vjs lb;k¡ ds laxok ge tkbc ;s fnfn;k

xksM+ok cfèkgs dUgok¡ yh gSa ;s fnfn;kA6

bl izdkj] cxqyh vius fiz;re ds lkFk ekxZ
esa fouksn djrh gqbZ pyh tkrh gSA ukV~; ds izkjaHk esa
d:.k jl dk mnzsd gSA tc cxqyh fofHkUu ukeksa ds
yM+dksa }kjk ihVs tkus dh ckr djrh gS rks lHkh dks mlesa
gkfnZd lgkuqHkwfr mlls gks tkrh gSA llqjky tkus dh
ckr cgqr gh Ükàxkfjd Hkko&Hkafxekvksa ds lkFk izLrqr
dh tkrh gSA ukV~; dk var fnfn;k ;k Jksrkvksa ij

Hkkjrh; ukjh ds xkSjoiw.kZ pfj= dh vfeV Nki NksM+rk
gSA

¼3½ tV&tfVu % ;g yksdukV~; mÙkj fcgkj
ds fefFkyk ,oa cfTtdk {ks= esa izpfyr gSA bl
xhfr&ukV~; dk vk;kstu dk mís'; izèkkur% o"kkZ ds
fufeZr gksrk gSA ;g ,d vkuq"Bkfud ukV~; gS tks bUnz
dh vkjkèkuk gsrq fd;k tkrk gSA bl ukV~; ds vUr esa
tV&tfVu }kjk gy tksrus dh ifjikVh gS rFkk ,slk
fo'okl gS fd fdlh feêh ds ik= esa es<+d j[kdj ml
O;fDr ds ?kj esa Qsadrh gSa] tks xkyh nsus esa fo[;kr gS
rks og O;fDr ftruk xkyh nsxk mruk vfèkd o"kkZ gksxhA

bl xhfrukV~; esa tV&tfVu nks nyksa esa c¡V
tkrs gSa rFkk ,d efgyk iq#"k&os'k esa tV dk vfHku;
djrh gS vkSj nwljh tfVu ds :i esaA blds dFkkud esa
nkEiR; thou ds fp= feyrs gSaA tfVu dh Qjekb'k
iwjh djus ds fy;s tV ukSdjh djus iwjc ns'k dks pyk
tkrk gSA tfVu mls <w¡<+rh gS] ij ik ysus ij :Bdj
uSgj ¼ek;dk½ pyh tkrh gSA tV Hkh mls <w¡<+us fudy
iM+rk gSA nksuksa feyrs gSa vkSj :Bus&eukus dk Øe
pyrk gSA

tfVu & fVdok tc tc eaxfy;b js têk

fVdok fd;s u vkuys js

vjs ckjh leb;k js têk

fVdok fd;s u vkuys jsA

tV & fVdok tc&tc vufy;m xs tfêu

fVdok fd;s u isUgys js

vjs ckjh leb;k xs tfêu

uSgj fd;s xevksys jsA7

blh izdkj lHkh vkHkw"k.kksa dk uke ysdj ;g
xhr xk;k tkrk gSA bl xhr esa nksuksa ds uksd&>kasd dh
ijkdk"Bk ns[kus dks feyrh gSA

fuEufyf[kr xhr esa tV&tfVu ds izse dh
Ükàxkfjd&Hkkouk mPp ekin.M ls O;Dr gqbZ gS&

tV& tkbrg 'kgj dydÙkk ts tfVu

[kwcs de;cÅ xs] xs tfVu [kwc de;cÅ xs

lkjh pwuj duQwy] dejèku] daxuk ys vk,cÅ xsA
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tfVu& tkds lgj dydÙkk gks tVk

gejk Hkwybg u gks tVk gejk Hkwybg u

fyf[k&fyf[k ifr;k fyg [kcfj;k

tkds fcljhg u fd vkgks jke

gEejk fcljhg u8

Ükàxkfjd Hkkoukvksa ls vksr&izksr Lusg nksuksa
O;Dr djrs gSa rFkk ogk¡ D;k&D;k vk'kadk,¡ gks ldrh
gSa] ml ij tfVu 'kadk O;Dr djrh gS vkSj tV mls
le>krk gSA

fu"d"kZ %

xhfr&yksdukV~; ds ekè;e ls efgyk;sa viuk
euksjatu rks djrh gh gSaA lkFk gh lekt] ifjokj dh
eaxy dkeuk HkhA lkekftd Hkkouk ds lkFk ekuoh;
laosnuk dks Hkh ;g xhfr&ukV~; LFkkfir djrk gSA vkt

dh miHkksäkoknh laLdf̀r esa bls lajf{kr djus dh
vko';drk gS rkfd ekuoh; laosnuk] lkekftd lEcUèk]
lkewfgd Hkko dks cpk;k tk ldsA

lanHkZ lwph %

1- JhokLro] MkW- m"kk] cfTtdk yksd ejtkn ds xhr] leh{kk
izdk'ku] eqtQjiqj] izFke laLdj.k&2022] i-̀ 31-

2- ogh] i-̀ 31-

3- tSu] MkW- 'kkafr] fcgkj ds yksd&uR̀;] Nk;kuV] mÙkj izns'k
laxhr ukVd vdkneh] y[kuÅ] vad&92] vDVwcj&fnlEcj]
2000] i-̀ 73-

4- ijEijk lsA

5- ijEijk lsA

6- ijEijk lsA

7- ijEijk lsA

8- JhokLro] MkW- m"kk] cfTtdk yksd ejtkn ds xhr] i-̀ 29
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Introduction

Cultural heritage is the entire corpus of
material sign – artistic or symbolic – pass
through generation to generation, therefore, to
all human kind (UNESCO, 1989).  Cultural
heritage preservation and promotion is an
attempt consisting of safeguarding, developing
and utilizing country’s culture. One of the
important functions of the library is to preserve
and promote cultural heritage collection of a
country. The collection ranges from books,
manuscripts, maps, works of art and artifacts,
literature, paintings and photos that reflects our
society’s history, culture and value. We can rely
on libraries in order to collect, organize, present
and disseminate cultural heritage of the country.

Cultural Heritage

The culture we inherit from our
predecessors is called our Cultural Heritage.
Every nation has its own cultural heritage.
According to UNESCO, cultural heritage is
defined as “the legacy of physical artifacts and
intangible attributes of a group or society that
are inherited from the past generations,

Library : As a Preserver and Promoter of Cultural Heritage of India
Pramanna Gurung*
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India is well known throughout the world for its rich and rare cultural heritage. The cultural
heritage reflects the country’s history, traditions, culture, glory, prestige, identity, and while
it is an irreplaceable source of pride. If the younger generation is not introduced to their
own cultural and not aware of their cultural heritage in the future they might suffer cultural
identity crisis. So it is very necessary to preserve and promote this cultural heritage for
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maintained in the present and bestowed for the
benefit of future generations”. UNESCO divides
cultural heritage into tangible and intangible.
Tangible cultural heritage includes buildings,
historic sites, monuments, landscape, archive
materials, books, work of art and artifacts. While
the intangible cultural heritage includes oral
traditions, performing arts, rituals, festivals,
folklore, social practices and wealth of
knowledge and skill that is transmitted for one
generation to next generation.
Indian Cultural Heritage

Talking about the Indian cultural
heritage, it is not only one of the most ancient
but it is also one of the most extensive and
varied.  The soul of cultural heritage of India
lies in the fact that it’s an all embracing
confluence of religions, traditions, customs and
beliefs. Over the years, numerous styles of art,
architecture and customs have developed in
India and this wide variety has made the Indian
cultural unparallel to which the entire world still
looks up to. The cultural heritage of India still
flourishes maintaining its original features
together along with changes, a key indicator of
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its strength. The contribution of Baudhayana,
Aryabhatta, Bhaskaracharya in the field of
Mathematics, Astronomy and Astrology;
Varamihir in the field of Physics; Nagarjuna in
the field of Chemistry; Susruta and Chakra in
the field of Medicines and Patanjali in the field
of Yoga are profound treasure of Indian Cultural
Heritage. Our Indian Cultural Heritage will bind
us together e.g. Indian literature and scriptures
namely Vedas, Upanishads, Gita and Yoga
system etc. have contributed a lot by providing
right knowledge, right action, behavior and
practice as complementary to the development
of civilization.

Objective Of The Study

1. To know about the Cultural Heritage of
India.

2. To give an awareness about the initiatives
taken by libraries in preserving and
promoting Cultural Heritage of India
through digitization.

3. To know why should public library preserve
Cultural Heritage?

Review Of Literature
For the current study following articles

and books were taken for the literature review
and are arranged in a reversed chronological
order.
Kanchi (2022) in his study states the
preservation of Cultural Heritage of India
through Open Access initiative and examines
and evaluates the Indian initiatives in these
respects by identifying their shortcomings,
challenges before them and their potential. Anna
(2017) discusses the role played by libraries in
building and promoting the cultural heritage
collection of Indonesia and gives
recommendation for government, to empower
information agency such as libraries to take part
in cultural heritage preservation and promotion.
He also talks about the Indonesian batik as one

of the intangible cultural heritage that must be
maintained in order not to extinct. Stshwane
and Oats (2015) discuss and share ideas and
initiatives of Kanye Public Library on culture
collection, preservation and management.
Ekwelem, Okafor and Ukwoma (2011) states
the strategic role of the library and information
science professional in South East Nigeria for
preservation of Cultural Heritage and
recommends the training of library staff,
provision of infrastructure, adequate funding
and good environmental conditions.
Why Sould Public Library Preserve Cultural
Heritage?

Public Libraries are meant to inspire
lifelong learning, advance knowledge, and
strengthen our communities. If public libraries
do not document cultural heritage it will be lost
and this means the national identity is lost.
Public libraries are to preserve culture in order
to show support for the cultural identity of the
community. As public libraries collect and
document cultural artifacts they are helping their
communities to archive their past to be used in
the future. Public libraries must document
cultural heritage so that researchers may access
it as they conduct their studies. These studies
are mostly imperative because they can be read
by the future generation.
Initiatives Taken By Libraries In Preserving
And Promoting Cultural Heritage Of India
Trough Digitization

When often we talk about preservation
of cultural heritage we think about museums,
archeological department, history department
but nobody talks about library. But in India, there
are many libraries who have immensely taken
initiative for the preservation and promotion of
cultural heritage through digitization. As an
example we can take the following libraries:
1. National Virtual Library of India:

The Ministry of Culture, Government of
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India has decided to setup National Virtual
Library of India. This is an important part of
the larger vision of putting information of the
entire Indian Culture Heritage in the digital web
world. The aim of the National Virtual Library
of India is to provide a platform for the digital
preservation of diverse cultural artifacts and to
create awareness and sense of collective
ownership among citizens about their shared
heritage. Under the ages of the National Mission
on Libraries, National Virtual Library of India
started a project named Indian Cultural Portal
(ICP) (www.indiaculture.gov.in) on 10 th

December 2019. This portal serves as a platform
that hosts data of cultural relevance from various
repositories and institutions all over India. There
are different features of portal that we can get
access to -

a) Documentary and Textual Resources
includes Rare Books, Research Papers, E-
books, Reports and Proceedings and
Gazetteers.

b)  Art and Antiquities includes Paintings,
Museum collections, Musical Instruments
and UNESCO Heritage.

c) Archival Resources includes Archives and
Manuscripts.

d) Library Records includes Library Records
and Indian National Bibliography.

e) Visual Resources includes Images, Videos
and Photo Archives.

f) Research Based Content includes Stories
on Personalities, Historical Events,
Performing Arts, Monuments and Cities
and Cuisine like festive foods, royal foods,
street foods etc.

The library has also developed the
Mobile Application named Indian Culture,
which is simple and secure with good search
features and can be access from anytime and
anywhere. Almost everything that we can see
on a website can be seen on the mobile

application.

FEATURES OF INDIAN CULTURAL PORTAL

http://www.youtube.com/nationallibraryofindia

2. Kalasampada: Digital Library: Resource
of Indian Culture Heritage (DL-RICH)

Recognizing the need to preserve the
distributed fragments of Indian art and culture,
and to serve as major resource centre for arts,
the Indhira Gandhi National Center for the Arts
(IGNCA) in collaboration with Minister of
Information and Communication Technology,
initiated a project,  Kalasampada (Digital
Library: Resource of Indian Culture Heritage),
for the development of databank of Cultural
Heritage. Reckoned as the pioneering digital
treasure of arts, Kalasampada received golden
icon award for exemplary implementation of E-
governance initiatives under best document,
knowledge and case study category by the dept.
of administrative reforms and Public
Grievances, government of India. Kalasampada
facilitates the users to access and view the
materials including over couple of lacks of
manuscripts, thousands of rare books, rare
photographs, audio and video along with highly
research publication of the IGNCA, from a
single window. Multimedia computer
technology has been used for the development
of software package that integrates variety of
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cultural information accessible at one place, This
will provide the new dimension in the study of
the Indian Art and Culture, in an integrated way,
while giving due importance to each medium.
It allows the users to interact and explore the
cultural information in a nonlinear mode by
combining audio, text, graphic animation and
video.

The DL-Rich which was established in
1985 has rich collection of tribal art, folk arts
and provides open access to cultural informatics
through five of its regional centers namely
• Sutradhara
• Kalinidhi
• Kalakosha
• Janapadasampada and
• Kaladarshana.

Kalasampada in Hindi means artistic
treasure and this repository is not only
preserving but promoting and also providing
open access to the cultural wealth of India.

http://www.ignca.nic.in/dgt

3. Traditional Knowledge Digital Library
(TKDL)

India has possessed a rich traditional
knowledge to diagnose and treat various kinds
of diseases since time immemorial. This
knowledge was passed down from generation
to generation either through archive literature
or word of mouth. Recognizing the urgent need
to preserve this rich cultural legacy and prevent
attempts by unscrupulous elements claiming
patents and rights on traditional Indian curative

and remedial knowledge the TKDL was
established by the government of India. The
TKDL provides information on traditional
knowledge existing in the country in languages
and formats understandable to patents examiners
at international patent office’s (IPO’s) so as to
prevent the grant of wrong patents, thus acting
as a bridge between traditional Indian medicinal
knowledge existing in local languages and the
patent examiners at IPO’s. TKDL was setup in
2001 by Council of Scientific and Industrial
Research (CSIR), department of Ayurveda, Yoga
and Naturopathy, Unani, Siddha and
Homeopathy (Dept of AYUSH) and Ministry of
Health and Family Welfare, Govt. of India. It
has transcribes over 34 million pages of
traditional Indian formulations into five
languages-English, German, French, Spanish
and Japanese and makes them available in public
domain (About TKDL, n.d.). The TKDL is a
representative Database of 1200 Ayurvedic,
Unani and Siddha formulations that provides
access to 25 million medicinal formulations to
patent offices through its access agreement. The
medicinal formulations are selected from
various classical texts of Indian medicine which
make use of about 291 plant materials as
ingredients, besides ingredients of animal or
mineral origin. These formulations are used to
treat 186 diseases. The TKDL is a searchable
database containing 75 books on Ayurveda, 10
books on Unani, 50 books on Siddha and 15
books of Yoga systems totaling to about 150
books on various traditional systems of Indian
medicine.

http://www.tkdl.res.in/tkdl/langdefult/
commom/Home.asp
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4. Muktabodha: Digital Library and
Archiving Project

In 1997 Gurumayi Chidvilasananda
inaugurated the Muktabodha Indological
Research Institute (MIRI). It is dedicated to
digitally preserve the philosophical and
scriptural texts of classical India and make them
freely accessible to scholars and seekers
worldwide through the online Digital Libray.
This Digital Library includes a growing archive
of 3,000 Sanskrit texts, including several
hundred searchable e-texts from the non-dual
Saivite traditions of Kashmir, the paper
transcripts of the French Institute of Pondicherry
(IFP), the Vedic Manuscript Collections of
Gokarna and other major streams of Trantric
literature. To provide broader access to the
wisdom contained within the texts, Muktabodha
is supporting scholars to translate selected
manuscripts from its Kashmiri Saivite collection
into English, many of which have never been
translated before. The texts available through
the Muktabodha Digital Library constituted, for
the last twenty years is one of the major
resources for scholars of Saivism worldwide.

https://muktabodha.org/digital-library/

Conclusion

From the above study it is now clear
that preservation and promotion of our cultural
Heritage is very essential and Library has no
fewer roles to play in this regard. It must be

mention that, if due attention is not given for
preservation of library material then there is
every possibility that our cultural heritage may
disappear one day. Therefore each librarian and
each library needs to emphasized more and look
at themselves as preserver and promoter of the
cultural heritage of its own country. There is a
need of thorough policy for preservation and
promotion of Cultural Heritage in India an the
Collaborative approach from the side of
Government, Organization and Libraries is
strongly recommended for this purpose.
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Introduction

Rāga classification system based on the
similarity of notes used or similarity of aesthetic
appeal has certainly stood the test of time.
Classification of rāgas can be studied under
three different periods viz ancient, medieval and
modern period which refers to the Trinity1

period. S+uddha-Chayalaga-Sankīrn)a system of
classifying rāgas has been mentioned in the
Aumāpatam of Umāpati and all subsequent
authors have attributed this classification to him.
Umāpati’s work is available and this
classification is found in the eleventh chapter
of his work. The date of this work could be
attributed to a period preceding Kallinatha.  The
work has also been referred to by Somanatha in
Rāga Vibodha.

S+uddha rāgas are rāgas which have their
own melodic identity and conform to prescribed
rules. A chāyālagā or sālanka or sālagarāga
combined in itself the characteristics or shades

Sankīrn+a Rāga Laks+anā
Sharanya Sriram*

Abstract

S+uddha-Chāyalaga-Sankīrn+a system of classifying rāgas became prominent in the post
Nat+yas+astra period. This system of classification was first mentioned in Aumāpatam by
Umāpati and many subsequent authors of treatises have attributed it to him. This system of
classification could be considered as a technique of deriving new melodic scales and
exploring new melodic possibilities in the ocean of Rāgas. This paper is an attempt to
throw light on a manuscript Sankīrn+a Rāga Laks+ anā (Asiatic society MSS1139) of unknown
authorship. The work contains information on Sankīrn+a rāgas that prevailed in the medieval
period.

Keywords : Sankīrn+a, Raga, Manuscript

Research Methodology : The manuscript titled “San+kī rn+a Raga Laks+anā” (MSS 1139) of Asiatic Society,
Calcutta, a copy of which is available on musicresearchlibrary.net has been taken up for this study.
As the manuscript titled San+kī rnā Rāga Laks+anā bears information on some of the San+kī rnā Rāgas
and has not been published so far, it has been edited for scribal errors and exclusively translated
for this study. The methodology adopted here is qualitative and study is exploratory and analytical.
Some of the findings have been summarised below.
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of another rāga.A Sankīrn+a, Sankrama or Mis+ra
rāga can be defined as a mixed rāga which takes
traces or elements of more than one rāga. It can
be considered as a complex amalgam of rāgas.
This system of classification is still popular in
Hindustani music while Karnatak music has
developed the Janaka Janya system of
classification.

A few rāgas in Karnatak music such as
Ghantā, Āhiri, Dwijāvanti can be considered as
Sankīrn+a Rāgas as the characteristics of such
rāgas can be understood through a set of phrases
which act as building blocks of the raga. Though
the classification dates back to the times of
Aumapatam, a list of names of some Sankīrn+a
rāgas so far is available to us from few works
such as Kohalarahasya, where Kohala mentions
about 49 Sankīrn+a rāgas.

There is also an instance of mention of
S+uddha-Salamka-Sandhi rāgas found in a work
Natyalochana (dated around 800-1000 A.D).
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O.C.Gangoly in his book mentions that Sandhi
rāgas might be equivalent to Sankīrn+a rāgas with
doubt. Therefore the current work – Sankīrn+a
Rāga Laks+anā, a standalone work on Sankīrn+a
rāgas might help us understand the names of
Sankīrn+a rāgas of medieval times and also help
us establish some missing links in the evolution
of rāgas.
Manuscript Summary

The manuscr ipt appears to be
incomplete as some information seems to be
missing and discontinuous.  There is no
information on the author in any of the verses.
The ending verse reads the year as Samvat 1798
and the second day of Krishna Paksha in the
Ashvina month, which corresponds to the year
1714 A.D. The work is mentioned by Bhavabatta
in his works Anūpa San+gī ta Vilāsā and Anupa
San+gī ta Ratnākara.

This proves that the San+kī rn+a Rāga
Laks+anā precedes the times of Bhavabatta, who
has been attributed a period of end of
seventeenth century and beginning of eighteenth
century (Raghavan, 1932).

The work has been referred as San+kīrn+a
Rāga Adhyaya by Bhavabatta in his work-
Anūpa San+gī ta Ratnakara while he describes
Rāga Adana and Kamodh and also gives the
verse which matches the description in San+kīrn+a
Rāga Laks+anā manuscript. The verses are
depicted below in Img 1 and Img 2.

Img 1: Description for Raga Kamodha in
the manuscript

Img 2: Description for Rāga Kamodha in
Anūpa San+gī ta  Rathanakara

Bhavabatta had authored three works on
music namely Anūpa San+gī ta Vilāsa, Anūpa
San+gī ta Ratnakara and Anūpa San+gī ta Ankusa
and they had references to San+kīrn+a Rāgadhyaya
and two other known works of King Hridaya
Narayana namely the Hrudayakautuka and
Hrudaya Prākasha. Both his works are very short
and deal with Rāgas only and are available in
print. His works are attributed a period of around
1667 A.D (Raghavan, 1932). Bhavabatta also
makes a mention of his father Sangita Raya
Janardhana Bhatta who was a court musician of
the Mughal emperor Shah Jehan in his Anūpa
San+gī ta Vilasa.

The work San+kīrn+a Rāga Laks+anā is set
in Anushtup metre, and Bhavabatta was known
to have held the title of Anushtup Chakravarti
i.e master of Anushtup metre (Raghavan, 1932).
Considering the above points, the work San+kīrn+a
Rāga Laks+anā consisting of around 66 verses
and information on Rāgas could have been
authored by King Hridaya Narayana as his
works predominantly dealt with Rāgas and were
very short and the metre used in his work
Hridaya Prakasha is also Anushtup.
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Contents of the Manuscript

The work starts with a colophon on
Lord Ganesha and goes on to describe Nada and
svaras. The author describes Nada as sound that
cannot be manifested and svara as a sound that
can be manifested. There is a description of
seven svaras in three octaves- lower, middle and
higher. When employed according to context, it
becomes a Rāga which is so called because it
entertains people.

The author writes that the knowledge
of S+uddha and Saranga2 is a prerequisite and
goes on to describe San+kīrn+a Rāgas. There is
no definition mentioned for any of the types of
Rāgas which make us speculate that the
manuscript has some missing information or it
is a continuation of some other work. First, the
types of Nata Rāga are given namely -Kānarā,
Āhira, Hambirā, Kāmoda, Shubhavachaka,
Mēgha, Sāranga, Kēdara, S+uddhā are the nine
Nata Rāgas .

The Five types of Kāmoda which is
born from Gō ndadvila are mentioned next
namely Kāmoda, S+uddha Kāmoda, Tilaka
Kāmoda, Samantha Kāmoda, Kalyana Kāmoda;
Kalyana Kāmoda is also quoted by  Bharata.
The subsequent verses give the names of
different combinations of Rāgas which will yield

another Rāga. Some Rāgas which are obtained
as a combination of few Rāgas are again mixed
with other Rāgas to form new Rāgas.

By carefully looking at the verses, we
could understand that the manuscript is intended
to focus on obtain new melodies by combining
existing melodies. The svaras, phrases or singing
times have not been mentioned in the work. It
seems to be a collation of names of different
melodies that existed during that time and the
work seems to have drawn inferences from
Rāgamāla which can be understood from one
of the verses, as depicted below.

||Sa cha Shuddhādhi bedhēna
Bhairavādhiranekadha

Tadhāshrithāchashraye Ragāgneyasthē
Rāgamālāya ||

Again, there are two works with the same name
-Rāgamāla by Mes+akarn+a and Rāgamāla by
Pun+darika Vitalā. But it was Pun+darika Vit+alā
who mentions about San+kirn+a Rāgas and gives
the Rāga –Rāgini classification based on that.
The combination of Rāgas and the San+kirn+a
Rāgas resulting from them has been mentioned
in the below table. The work ends with a
colophon reading “Ithi San+kirn+a Rāga
Laks+anām”.

Constituent Raga Resulting San+kī rna Rāga

Gur++jari + Asāvari Gun+akri

Shiva Rāga + Danas+ri Kumbharī

Mallāri+ S+uddha+ Mālāsri Madhumadhi

Nat+yanarayan+a+ Shankarabharan+a+ Jayashree+ S+uddha Saraswathi

Malava+ Achala+ Rudranee+Chaitree+ Gowri+Dhanasri Ūruhamsā

Dhavala + Kanara Pūrvika / Malakāshtaka

kedara+ Shailashailaja Lankādahanam

Gunakari, Ramakari, Gandhari, Shyama, Gujjari, Shakti Vallabha

Vilavala + Kedara Shankarabarana
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Sindhula+ Asavari+Gaula+ Devagiri+Bhairava Gāndhara

Dhanasri + Kaanara Vāgeeshwara

Purvika+ Shyama+Gowri Phirodhā

Vangapalā + Vibhās Varali

Mallāra+ Kānara Adāna

Phirodhā+Kānara Sahāna

Marudhavala+ Dhanashri+ Kumbhari Patmanjari

S+uddhā+Mallāra+Kānara+s+ankarābharana Deshakā

Bilāvala+ Gōnda+ Sāranga Velāvali

Saurashtra+Kauravi Kāmodhi

Maru+ S+uddha +Jayashri Ghantarava

Devagiri+Gauri+Purvika Pauravati

Dhanashree+S+uddha+Purvika Bhimplāsika

Dhanashree + S+uddha Mallara Khambhavati

VadRāga+Asavari + Deshi Andhāvari

Deshikara +Gauri + Tryambakarika Varāli

Deshikara +Jayashri Lilāvati

Trivana +Talavacana +Gauri Jayamanohari

Suddha + Kedara Hambira

Sri +Kaanara +Bhairava SadaRāga

Gujjari +Kalyana + Deshikara Abhiri

Mallara+ Kedara +Subhaga Nagadhvani

Sorati + Shankarabharana + Adana Rabhasamangala

Kumbhari, Purvika and Todi Narayani

Marwa + SriRāga Rajahamsa

Malashree+ S+uddha+ Sri Rāga+ Tanka + Bhimapalasika Ajani

Todi/ShadRāga /Deshi/Hamsi/ Dhavala/Gondi when

combined with Purva, Saranga and S+uddha Devagiri

Kalyana/Kānadā combined with Bihag Kolahala

Malashree /Harabhushana combine with Sri SriRamana
Devagiri+Purva+ Kedara +Bilavala Kakubha
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combination of Purva, Shankarabharana, Kedara,
Vilavala and Kakubha Sharmakara
Shyama and Ramakari are sung with Avahalagujjari Mangalagujjari
Dēshikara, Lalitā, and Gauri Trivana
Natyanarayani, Adana, Kānada, and Vilavala Karayikalavadini
Vagishvari combines with Purvika and Madhumadhi Suddhanata
Badahamsā+Tanka +Gouri Sri
S+ankarābharana, Madhumādhi and Vilāvala. Natyanarayana
Līlavati, Lalitapan+cama and Pūrvika combine with Bhairava Hindola
Kōkilapriya is combined with Kalyāna and Kamoda Megha
Devagiri+Nata+ Mallara+Saranga+ Vilavala Kokilapriya
Hindola, Suddha, Purvika, and Bhairava Triratna
Sarvabharana, Kedara, Sharada, and Madhumadhi Malasree
Vagishvari, Kanara, Hira, Nata, Kedara, S+uddha,
Madhumadhi+ Subhashi Kadambanata
Deshikara, Vangala, Ramakari, and Gujjari Vali Gujjari
Shorati and Lankadahana along with Velavala Sankramana

Conclusion :

This manuscript provides valuable
information on names of Sankīrn+a rāgas of the
pre-trinity period.  Its authorship is unknown
but its reference can be found in works like
Anū pa San+gita Vilāsa and Anū pa San+gita
Ratnākara of Bhavabatta, whose works date
back to end of seventeenth and early eighteenth
centuries. This work could help us ascertain the
missing link in evolution of few rāgas in both
Karnatak and Hindustani music.
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(Footnotes)
1. The Karnatak music composers Tyagaraja,

Mutthuswamy Dikshitar and Syama Shastry were
collectively known as Trinity who greatly enriched
the Karnatak repertoire.

2. The word Saranga itself means mixed or
variegated and has been employed by many early
authors of treatises. Sankīrn+a, Saranga or sankara
Raga all meant the same mixed melody. (Gosvami,
1961).
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1. Nayika: The word ‘Nayika’ in Sanskrit
is synonymous with the word ‘heroine’ in
English, which also includes a woman of merit.
But since the heroine in Sanskrit literature and
plays is mainly in a romantic role, writers like
Bharata have used the word Nayika in the sense
of ‘female lover’. The heroines in Hindustani
music Bandish-es use this very meaning.

2. Ashtanayika: Bharata and later authors
have distinguished the heroines in terms of eight
different situations or states - known as Avastha
- that come in the relationship with her hero or
Nayaka. The heroines depicting these eight

Comparative study of types of heroines in separation in the
Bandish-es of Hindustani music: with reference to Ashtanayika-s

Dr. Swapnil Chandrakant Chaphekar*

Abstract

Hindustani vocal music uses various themes for the compositions like Mahakavya-
s, Bhakti, philosophy, Nayika-bheda etc. which adds a dimension of poetic beauty to the
Raga music. Ashtanayika is one of such prominent themes widely used to compose the
Bandish-es. These Nayika-s depict various situations of the heroine in relation with her
beloved. The theme is beautifully expressed through Bandish-es and generations of music
connoisseurs have enjoyed the emotions they express.

It is seen that the emotion of separation is shared by some of these eight Nayika-
s. Then what is it that separates them from each other? Are there different shades or intensity
of same emotions? Such triggering questions lead us to conduct the comparative study of
these Nayika-s. In the present research paper, the depiction of Virahotkanthita, Proshitapriya
and Vipralabdha Nayika-s are analyzed to show how they and their emotions differ from
each other. This research also attracts the attention of composers, vocalists and connoisseurs
towards the poetic beauty of the Bandish-es; which is often neglected in classical music.

Keywords : Nayika, Ashtanayika, Bandish, Hindustani, Music, Raga

Research Methodology : The major part of this research paper is developed using the textual analysis
method. This paper required desk research method which included studying major texts in Sanskrit
to analyze Ashtanayika and referring Bandish collection books. In the present work, the primary
source text for Nayika-s, Bharata’s ‘Natyasastra’ is taken as the standard for understanding each
Nayika. Also, Acharya Kesavadasa’s treatise ‘Rasikpriya’ is used as a medieval reference for the
same. Around 3000 Bandish-es were examined ranging from the Sadarang-Adarang to contemporary
Vaggeyakar-s to find various shades of the Nayika-s. A comparative analysis of the Nayika-s in
separation is then carried out based on the findings.
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states are collectively called as Ashtanayika. The
eight Nayika-s are Swadhinpatika, Vasakasajja,
Khandita, Kalahantarita, Virahotkanthita,
Vipralabdha, Proshitapatika, and Abhisarika.

3. Bandish: The term is usually used to
refer to basic compositions a vocalist employs
to launch musical improvisations / elaborations.
However, the word composition would only be
a loose translation of the term Bandish. Every
single musical composition is not accorded
status of a Bandish. A Bandish is a composition,
which, due to its inherent completeness, can
claim to be a map of a full musical growth,
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comparable to a seed carrying within the
complete potential of a full form.

4. Hindustani Music: Hindustani music
is the classical music of northern regions of the
Indian subcontinent. It may also be called North
Indian classical music or Hindustani Shastriya
Sangeet. Its origins date from the medieval
period, when it diverged from Carnatic music,
the classical tradition of southern regions of the
Indian subcontinent.

5. Raga: Raga is a creative, improvisation
oriented and entertaining structure of Swar
(notes) and Shritis. A Raga has definite
characteristics like notes, phrases, ascend-
descend, Vadi, Samvadi, Pradhan Ang etc. The
format of improvisation of a Raga is bound by
traditions to ensure the creation of beauty and
bliss.

Study Area

The focus area of this research work is
interpretation of Hindustani music compositions
with reference to the concept of Ashtanayikas.
The interpretation is from the literary as well as
musical aspect. The ‘heroine in separation’ is
one of the most important themes portrayed in
the Hindustani classical Bandish-es. When
analyzed closely, the different shades of the
separation start to reveal. They connect the
listener to Nayika-s and the music used in the
composition justifies the lyrical meaning. The
study area is to analyze this connection between
the poetry and music to convey a particular
emotion.

Discussion

The concept of Ashtanayika has been
used as a theme in Indian painting, literature,
sculpture, classical music as archetypal states
of the romantic heroine. Legendary vocalist and
Vaggeyakar Pt. Ramakrishnabua Vaze mentions
in his book ‘Sangeet Kala Prakash’ that to
compose a Bandish, we must have one of the

eight Nayika-s in it. This triggers a researcher’s
mind who starts to search the inclusion of this
Ashtanayika theme in the compositions of
Hindustani music. The present study is in the
same direction, where a particular emotion is
analyzed in the perspective of Ashtanayika
theme.

Natyashastra by Bharata is the first text
which mentions the eight Nayika-s and gives
their description. Many poets and writers in
medieval period and later followed the theme
and used it in their creations with slight
variations. This research paper also takes
Rasikapriya by Keshavadasa, who has
elaborated upon the same theme. First of all, let
us know about all the Nayika-s from the
Ashtanayika theme. It can be noted that these is
no particular sequence for them and various
texts have used their names with slight
variations.

1. Swadhinapatika or Swadhinabhartrika:
Swadhinapatika is a heroine who enjoys that her
hero is close to her and she is having full control
over him.

2. Vasakasajja: Vasakasajja is the heroine who
beautifies herself and prepares to welcome the
hero as he is about to arrive or has already
arrived at her home.

3. Khandita: Khandita is a heartbroken heroine
whose pride of belonging to her lover is broken
due to certain circumstances or events, mostly
due to the feeling of betrayal.

4. Kalahantarita or Abhisandhita: A heroine
whose lover does not come to meet her due to
jealousy or differences is Kalahantarita. Some
treatises describe her as the one who is separated
from her beloved due to quarrel.

5. Virahotkanthita or Utka: Virhotkanthita is
the heroine who is not reunited with her lover
(Viraha), longs for union (Utkanthita) and waits
for her lover.
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6. Vipralabdha: Vipralabdha is the heroine who
is upset when her lover doesn’t show up despite
her reaching at the meeting place as per her
lover’s message.

7. Proshitapatika, Proshitpriya or
Proshitabhartrika: Proshitapatika is a heroine
whose lover lives abroad or far away since a
very long period.

8. Abhisarika: Abhisarika is the heroine who,
unable to bear the separation of her lover, sets
out herself to meet him.

It is clear that most of the Nayika-s have
some shade of separation in them, except for
Swadhinapatika. Vasakasajja Nayika is
preparing to welcome the Nayak. Currently he
is not with her, but the union is expected soon,
that is why this separation takes a back seat as
compared to excitement and enthusiasm of
having him there at any moment. When a Nayika
is Khandita , the feeling of anger  and
exasperation is more powerful than the
separation. In case of Kalahantarita, the sorrow
and regret is more prominent. Abhisarika herself
goes to meet the Nayak. In spite of uncertainty,
the separation is going to end. She is depicted
as fearless and bold more often, than the lady in
separation. But in case of Virahotkanthita,
Proshitapriya and Vipralabdha, the feeling of
separation is the most prominent one. Then what
makes them different from each other? Is there
any similarity between them? While answering
such questions, this research paper will focus on
comparative analysis of these three Nayika-s.

First, it is important to see how there
Nayika-s are described in the Hindustani music
compositions. Following are some examples and
shades of such Bandish-es which represent the
said Nayika-s.

Virahotkanthita Nayika

The Natyashastra describes this Nayika
as follows:

Anekakāryavyāsangādyasyā nāgacchati priyah|
Tadanāgataduhkhārtā virahotkanthitā tu sā ||1

Keshavadasa, in his text Rasikapriya calls her
Utka with following description:

Kaunahu heta na âiyo, prī tama jāke dhāma|
Tâkom socati soci hiya, kesava utkā bāma||2

As said in these legendary texts, the word
Virahotkanthita has two parts in it.
Viraha+Utkanthita. Which means there is a
separation, but there is eagerness and
desperation to meet the Nayak. These two
shades of the same Nayika are seen very well
caught in Hindustani music Bandish-es. For
example, see the Bandish in Raga Jog, set to
Madhya Laya Ektaal, composed by Ustad
Vilayat Hussain Khan:

Gharī  pala china kachu nā suhāya, āja morâ
tarapa tarapa jiyarā nikaso jāta hai|

‘Prānapiyā’ morā mana hara lino, bahuta dukha
dino, birahā agana aba nahīm saho jāta hai||

The text aptly describes the desperation of the
Nayika. She cannot withstand the separation
even for a second, she feels as if she is burning
in the fire of this separation, which might take
her life. The intense ‘Viraha’ bhava is thus
captured in the lyrics and the tune justifies the
emotion. The next Bandish is focussing the
second half of that word, i.e. Utkanthita:

Begī  āo, darasa dikhāo, tuma bina lāge nā jiyarā
morā piyā|

Āsa rakhata hūm, tuma bina lāge nā jiyarā morā,
dera bhaī aba to āvo piyā||3

This composition of Dr Ashwini Bhide-
Deshpande perfectly captures the eagerness of
the Nayika to meet her beloved. She is pleading
to him to come as early as possible as she cannot
endure his absence any more. Both of the shades
in that word are shown profoundly in the
following Bandish in Raga Bahar, set to Madhya
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Laya Teentaal:

Kaisī nikasī cāndanī, úarada rāta madamāta
vikala bhaî piyu piyu merata bhāminī|

China āngana china jāta bhavana mem china
baithata china bārihum daurata, kala nā parata
taraphata birahākula,  camakata jo
dukhabhāminī||4

The Raga is a seasonal one. Obviously, the joy
and ambience the season creates is making it
more difficult for Nayika, who is alone. Again
and again she is going to her windows, doors to
see whether he has come. This is a perfect
depiction of Virahotkanthita Nayika. The tune
in the notes of Bahar makes it even more
impactful.

Proshitapriya Nayika

The Proshitapriya Nayika comes in
Natyashastra with the following description:

Nānākāryāni sandhāya yasyā vai procitah priyah|
Sā rūd hālakakesāntā bhavet prositabhartrkā||5

Keshavadasa, however takes a different take and
describes her as:

Jāko prītama dai avadhi, gayo kaunahū kāja|
Tākom procitapreyasī, kahi baranata kabirāja||6

However, the Bharata’s Proshitapriya is more
popular in literature as well as music
compositions. She is not ready to let her beloved
go to the foreign land. She is requesting him
not to go as this Bandish says:

Mâno jī more saimyā nā jaiyo paradesa, binatī
karata hūm paimyā parata hūm

‘rasa’ tuma bina kachu nā suhāve|
Paradesa jāta patiyā nā bhejata,

ye dukha aba moso saho hī na jāta||

The Nayika in the above Bandish is currently
not in separation, but a very long period of
separation is in front of her eyes and she is trying
to avoid it. Pt. Babanrao Haldankar has

thoughtfully composed it in the Raga Komal
Rishabh Asavari, to suit the emotion. This is
considered as a first stage of Proshitapriya. The
next stage can be seen in this very popular
Bandish in Raga Yaman:

E rī ālī piyā bina, sakhī kala nā
parata mohe gharī pala china dina|
Jabase piyā paradesa gavana kino,
ratiyām katata morī tāre gina gina||

The Nayak has gone to foreign land which
makes the Nayika sleepless, who counts the stars
in the night, to deviate her own mind from his
thoughts. This is a central theme of Proshitapriya
which is widely used in the Hindustani music
compositions. The ‘Karuna’ Rasa Ragas are
preferred for such compositions. One more
interesting stage of this Nayika is seen, where
she asks the prophesier to hell her when he will
be back; as depicted in the following well-
known Bandish in Raga Devgiri Bilawal:

Dina gina de more bamanā āja kāle paraso re|
Pothī bācyo motī vārūm dacchinā dilāūm

donom kara re||

Vipralabdha Nayika

The word Vipralambha or Viprayoga
means separation.7 The classical literature
mentions the two types of Shringara (romance)
as Sanyog Shringara (romance in union) and
Viyog Shringara (romance in separation). The
Viyog Shringara is also known as Vipralambh
Shringara. The same concept is used while
naming this Nayika. See her description in
Natyashastra:

Yasyai dūtīm priyah presya datvā sanketameva vā|
Nāgatah kāraneneha vipralabdhā tu sā bhavet||8

The Rasikapriya also describes her in a similar
way:

Dūtī som sanketa kahi laina pathāī āpa|
Labdhabipra so jāniye, anaāe santāpa||9
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1 ** Acknowledgment: The Bandish is received from
the collection of renowned Kathak dancer Shri
Chetan Saraiya

The Hindustani music Bandish-es have scarcely
used this Nayika as per this study. Very few
compositions are found, including the following
one in Raga Bairagi, which is used in Kathak
dance to portray this Nayika:

Nehā lagāīm bairana maim tumase, aise
nithura kadarana nahīn jānī|

Jhūthī prīta jhūthī bata batiyā vacana dilāe
aura nahīm āye||1**

A perfect depiction of Vipralabdha is found in
the following Bandish; where she says that the
Nayak (Kanha in this case) has deceived me.
He sent a message to come to a certain meeting
place. I went there and he never turned up. This
Bandish is set to Ektaal in Raga Nand, which
helps to intensify the emotion.

Sanketa jhūthā, jhūthe kanhāī|
Patiyā pathāī, milana bulāī, ‘prīta’ na āye,

mohe phasāī||10

Comparative study
In the above section, it is clearly seen

how these three Nayika-s have been
incorporated in the compositions. Though all
three of them share the same emotion of
separation, their states are different due to their
situations. This section compares these Nayika-
s with the help of some important aspects.
Duration of separation

The Vipralabdha was there at the
meeting place where the Nayak did not come;
means she is in separation for a very short time.
In case of Virahotkanthita this time is more, as
she is not sure whether he is even coming or
not. But this period is comparatively huge in
case of Proshitapriya; as her beloved has gone
to foreign land since many days or may be years.
The intensity of the separation can be
determined when we know the duration.

Hope of union
In case of Vipralabdha, it is possible that

the Nayak has been busy with some other
unavoidable work and will return to her once
he is free. Virahotkanthita has a hope that sooner
or later he will come to meet her; may be in a
day or two. But, in case of Proshitapriya, it is
very difficult to guess when he will come. There
is also a fear in her mind that he might find some
other lover in the foreign land (most commonly
termed as Sautan in Bandishes). In such a case,
the hope of union is very much dim and
uncertain.
Selection of Raga

It is clearly seen that when the Rasa of
the Raga suits the lyrics, it helps to enhance the
emotion of the poetry. While considering the
above three Nayika-s who are in separation, the
Vaggeyakar-s have selected the Ragas keeping
this in mind. The sorrow and Karuna Rasa is
well captured in the Ragas with Vikrut Swara-s
such as Komal Rishabh Asavari, Marava, Jog,
Bahar and Bairagi as seen in the Bandish
examples used above. As an exception, one
Bandish of Proshitapriya is in Yaman, which is
considered as a pleasant Raga. But when
analyzed the tune of this particular composition,
it can be seen that the Teevra Madhyam is used
prominently, which enhances the mood of the
separation.
Selection of Laya

Most of the Bandish-es above are in
Madhya Laya. The tempo of the compositions
helps to enhance the emotion. Vilambit and
Madhya Laya is suitable to depict the moods of
these Nayika-s in separation.
Selection of Tala

The selection of Tala has least impact
over the emotion of the composition. Still, when
the emotions are expected to be rendered
through Raga music, the suitable Taal-s like
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Teentaal and Ektaal create the scope for the
appropriate expression. Use of semi-classical
music or light music Taal-s like Dadara,
Keherava, Deepchandi might not have created
the same impact.

Thus, we can see that though sharing
the same emotion of separation, the three
Nayika-s Virahotkanthita, Proshitapriya and
Vipralabdha have their own unique situation and
that is how they differ from each-other. Their
depiction in the Hindustani music Bandish-es
differs in similar way.

Conclusion

The comparative study of heroines in
separation as depicted in the Bandish-es of
Hindustani music makes one think about
possibility of numerous shades of the feeling of
separation. Very few of them are captured in the
concept of Ashtanayika and so they resemble in
the creations based on this theme. It is clear that
the lyrics or poetry used to portray these Nayika-
s is the one who guides the audience to the
emotion. This underlines the importance of
lyrics in classical music. Secondly, the selection
of Raga plays the important role. A suitable Raga
increases the intensity of the emotion. Similarly
Laya and Taal contribute to the overall Rasa
created by the Bandish-es.
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Introduction

Is there any individual or collective
standing at the precipice of culture/civilization
capable of experiencing and expressing beyond?
Are there any who is untouched by dominant
Eurocentric aesthetic trends and forms of
expression and styles across nations and
continents or anyone before it, unscathed by
cultural contact with other forms of expression
and technique? Are thereany untrained minds
that exist among the demographic reality
efficient and able, to remain unrestricted among
all? The study touches upon practice and view,
however selective and few, of Jean Dubuffet’s
text that almost brought a huge shift in the
reception of art and its nature while blurring the
lines between trained and untrained, coherent
and incoherent, communal and dispersive while
problematizing the terms along the way. It is here
that Dubuffet makes a significant entry with a
*Asst. Professor, Dept. of Visual Arts, Assam University, Silchar
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Excerpts from Jean Dubuffet’s “In honor of savage values”1
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Abstract

The study focuses on the text “In honor of savage values” by the French artist
and writer, Jean Dubuffet, translated and edited by Kent Minturn. The study tries to get the
understanding behind Dubuffet’s writing and definition of art brut and its essential character,
his claim, and assertions over time with observation and inference in delineating a contour
where it differs and deviates from the trends of both cultural art and the practices by
insane, spiritualists, or mediums of the time. In doing so the study has taken up a few
excerpts and focused on what constituted Dubuffet’s search of the elemental, his calling of
the untrained individuals as “author” and identifying them without names, dates, and
histories (Minturn, p. 255) while emphasizing special interest in their works beyond the
aesthetics of art yet retaining their pathological significance. Analytical, textual, and
referential, the study is qualitative in nature. The claim of pure untrammeled experience of
a section of individuals as projected by Dubuffet is at several intersections interpreted and
speculated to individual experience and moments yet tied and affected by culture and
social existence as mentioned by Malraux, Levi-Strauss, and others in the study.

Keywords: art brut, savage, pathological, outsider art, untrained, insane, other
Methodology : The present paper is based on data gathered from secondary sources

projection in search of the unknown, partially
eroticizing2 the real- the “other”3, beyond the
ethnocentric cultural legitimacy and their
discursive categories and slipping it into the
terrain of a psycho-somatic existence that seems
to be unbothered but not outside the clutches of
civilizing effects, modernity, universalist claims
and the hypnotism of commodities. The “other”
here is the pathological existence with a
fractured/disturbed memory that functions
outside intention, purpose, and recognition. In
short, one that is devoid of being penetrated yet
stays within the ambit of the familiar and the
personal- beyond any canon, style, or systematic
code. The study extends into the excerpts from
his text “In honor of savage values” and tries to
grasp Dubuffet’s claim and understand other
meanings and values that intersect along the
way. His recognition of art by untrained
individuals as documentation of lives and
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experiences alongside objects and artifacts goes
way beyond aesthetic perception and museum-
based art. The study thus attempts to understand
the meaning of untrained practitionersvis a
vislosing of the self in contrast to the ones that
are trained and purposeful with a careerist mind
as claimed by Dubuffet. The study begins with
the observation of Andre Malraux and his idea
regarding the transmission of memory,
experience, and information as something
fundamental between art and culture.

In Search of Ingenuity and Freshness

In a way, vivid and intelligible, Andre
Malraux questions, ‘What is art?’ and to which
he answers, ‘That whereby forms are transmuted
into style.’ (Malraux, 1974, p. 272). Here
attributing style4 as the “supreme object of the
artistic activity” he points to another world of
perception rather than the “real world,”
(Malraux, 1974, p. 272). In the chapter, “The
Creative Process”, he argues that “to see” is to
“imagine what has already been formed in the
work of art” (Malraux, 1974, p. 274).  He says
“seeing” is different and thus points out to the
seeing of a  common man as a real-time
experience rather than resembling real forms to
a stock of cultural data/visuals (along with their
prototypes), permeating through genres of
painting, murals, frescoes,  sculptures,
illustrations and so on that becomes both cultural
authority and mediators with a prescriptive
world view. In short, his elaboration might
have hinted at the prescribed technique of
these categories that brings a style and a scheme
to the nature of representation in art. And hence
a reduction5. While speaking of the eye and
its intrinsic relation to an oculist or a painter,
Malraux frankly expounds, “Nothing is less
unbiased than human sight” (Malraux, 1974, p.
279). He says, “…the first act whether conscious
or not, of the painter (and indeed all artists)
is to change the function of an object” and
his argument precisely hits the contour of

“…. visual experience of works of art than by
that of the things they represent…” (Malraux,
1974, p. 279). It locates to the imaginative,
innovative, or conceptual essence and an
endurance linked to a “metamorphosis”6within
a particular history of thought and practice. But
more precisely the visual experience builds up
a meaning that confirms the whole pattern of
behavior and attitude of the viewer as a worthy
audience and artists as a worthy producer.

Putting the vision, born of sedimented
and matured years within the spectrum of culture
above the one formed by the immediate and
sudden uprush of emotion, Malraux(1974)
traces the transforming process of art and
perhaps its interconnected labyrinth of
communication, confrontation, and relation in
addition to the nature of its existence. A little
later very sensibly he hatches the curious act of
drawing by a child and in a fascinating way
reveals, the words “surrender” alluding to
children’s work and “possession”of artistic work
vis-à-vis "mastery of resources”. Here he speaks
of the intervention of the will that ruins the art
and compares a child’s production to a dream-
work of charm and miracle, perhaps contrary to
the attending virtues of mastery and awareness.
Also, the untrained eye that lacks the composure
to frame an object or choose a scene and muster
decisiveness, to identify, compose, and organize
could be speculated from his deliberation on an
untrained individual vis-à-vis an artist or a
painter. His reference to art from primitive to
the modern and thereafter demystifies the
enigmatic and revelatory tendencies of creativity
and brings the disseminating and improvising
aspect of it in lieu of culture and practice as it
permeates through time via the cerebral and the
sensory streams of consciousness with a strong
sense of urgency to bring forth changes in
perceiving and realizing the world through form,
meaning, and representation (Malraux, 1974,
pp. 279-281). But then again even a child’s lens
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at a fundamental level absorbs/identifies and
adapts accordingly even if in fragments, within
a particular culture as one is familiarized and
reared gradually through time.

In a  way peculiar and somewhat
different from what Malraux elaborates, Jean
Dubuffet tries to theorize art brut and the nature
of art that comes from the restricted and the
disturbedlives, living in isolation or confined
within walls away from the effects of civilization
and culture.

Jean Dubuffet in “In honor of savage
values”7 draws certain distinctions while writing
about five artists of the exhibition held at Marcel
Evrard Book store. As he mentions the names,
Paul End, Alcide, Libel, Gasduf, Sylvocq in the
text he says,

These names might seem strange. Indeed,
they are, because they are not exactly the real
names of the artists. They are truncated
names, not expressed in their entirety. It
involves therefore the works of authors, who
remain in half anonymity. This is a change
from the normal ambience of painting
exhibitions, where on the contrary, the artists
show a great eagerness to make names for
themselves. (Dubuffet, 2004, p. 259)

He writes thus,
Artists, in normal exhibitions, are extremely
worried about the reception which will be
reserved by the public towards their works,
and the comments that will eventually be
published in the so-called art columns of the
newspapers. Each calculates his chances of
becoming, if he is not already, a professional
artist living comfortably, off the sale of his
works, showered with recognition and
homages… (Dubuffet, 2004, p. 259)

He then says,
The five artists do not care at all about the
considerations of this order…they do not

know that this exhibition is taking place.
Such things leave them perfectly indifferent.
They have preoccupation much more
immediate and much more pressing than
earning some money for their drawings, or
acting like movie stars in fashionable
circles…All five are in fact, for the moment,
kept behind the padlocked doors of an
asylum. And when one is in this situation one
has more serious things to think about…
(Dubuffet, 2004, p. 259)

He clarifies, “They are in fact people
for whom all is lost. Any undertaking is hopeless
for them. They are in the grips of the human
condition reduced to its minimum, to its most
elementary point…”  (Dubuffet, 2004, p. 259).

Here the condition of half anonymity,
typicality of names, truncated and strange, in
fact, makes their (the five artists mentioned)
authorial position inconsistent, and unsustain
their chances of survival, moresoeverbound by
the locked door of the asylum from where their
appearance could be seem absurd and
disgraceful to the public. Possibly to Dubuffet,
the bodies beyond the door in the inside of the
asylum give him the courage to preserve them
as a residue of some events or happenings,
whose reduced and precipitated condition of
negligence and surrender itself becomes an
expression to be archived and so do their
intermittent acts of art and object making. These
residues are therefore absences in their trivial
rudimentary state and are disowned by the
civility later. In the following lines, he intensifies
the “raw- emotional movements” and its
“immediate projection” of the artist’s emotion.
Here the maker is as much a participant as the
work and a metonymic situation of relation
appears thus between them. These emotions are
a state of blankness that adheres to no code or
grid and could reach heights and degrees where
obscenities and violence made from shrieks and
verbal ejaculation, fits, and distorted strains
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could make their bodies torturous and painful.
Yet they form a continuum breaking from the
causality of time, while some touch it in bits
and pieces. An inception of “other” reality, bends
into that continuum, the glimpses of which
adhere to their image. Dubuffet clearly breaks
in, into the self and its imprisoned physical
bodies instead of any physical geography or
primitive communities, and digs right into the
world of the civilized, into the cultural. He draws
a thin distinction from what Levi-Strauss
indicates of the other primitive societies and
cultures separated by distance, geography, and
cultural encounter. Dubuffet’s savage beings (a
sense of ownership or empathy?) cannot be
retrieved from their state of reality. Where
Strauss’s methodology pointed toward structural
anthropology and re-construction of categories
to interpret myth and characters, objects and
ritual items, Dubuffet’s “other” is impenetrable
and inaccessible (Minturn, 2004, p. 258).

Dubuffet very evidently makes a strong
divide of the worlds where art as intellectual
projection, discursive tool, and sophisticated
commodity vitalizes its value through
intermediaries to promote, propagate, and
transact within a sphere of cultivated audience
both as spectator and buyers in the face of
recognition and honor. Art for him, feeds a
cultural front and rehabilitates the known within
a chain of organized space of feeding, receiving,
and transmitting (with feedback thereafter).
While the half-anonymous artists are lost,
unclaimed, and immersed beyond time and
reality. His use of the word “normal”8 brings a
sense of unease within the narrative, thus.

Let at this point try to understand
"savage” in the general meaning of the term.

Savage as the term goes has its origin
from Silva (in Latin, a wood) to Silvaticus (in
Latin, of the wood) to Sauvage (in old French,
wild) to Savage (in Middle English).

As an adjective, it is understood as, “1.
(of an animal or force of nature) fierce, violent,
and uncontrolled, cruel and vicious;
aggressively hostile 2. (Of a person or group)
primitive and uncivilized 3. (of a place) wild-
looking and inhospitable; uncultivated” (Press,
n.d.).

Here the term “savage”9  seems to
originate from the “woods”, a peripheral region
at the outskirts, at the fringe, away from the
mainland - a forest bordering a city or town a
civilization. If the term acquires a shape, a
physicality, or an idea then the following
qualities could be given to build the necessary
form. It needs to be uncontrolled and fierce
contrary to a cultivated, moderate mind with
control and a sense of reasoning, vicious and
cruel to be hostile toward any kind of dialogue
and communication having a primitive and
remote background where education and
modern sensibilities haven’t reached and lastly
the physical space without proper health and
hygiene and without a hospitable and amiable
environment, the breeding ground of such shape.
Although each quality mentions a place, person,
or group but can be used for an individual or
community. The wood makes up for the
monstrous space segregated from the civilized
one and a sense of anxiety and fear is culturally
transmitted over, for its trespassing in the
collective mind of the sane (self to be precise)-
a sense of insecurity and awe mixed with
exoticism and wonder so to say, for the varied
shapes, sizes, color and appearance. The
physical site and the monstrous shape here get
intertwined and become one – the “other”.

Although, some of his statements here
are skipped for the sake of the size and purpose
of the study, Dubuffetin “In honor of savage
values” continues,

In my opinion, art consists essentially in this
display of the most intimate and most
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profound internal movements of humor,
inside the artist. And since we all have these
internal movements inside of us, then it is
very moving for us to be face to face with
their projection. In fact, we see there some
psychic facts that we possess in us, which
exist in ourselves exactly as they exist in the
artists, underneath, obscured, profoundly
buried under successive layers; and it is
precisely this confrontation with our most
profound mechanisms that appears as a
fascinating revelation, and which throws
light on our own being and the world, which
allows us to see the things around us with
eyes other than our normal eyes. With (the
infinitesimal number of) eyes that we all
possess inside of us, profoundly buried,
which do not work usually, and which the
appearance of this work of art suddenly
causes to function.” (Dubuffet, 2004, p. 259)

Here, the artist makes an easy
elaboration in a precisely readable way and
communicates the obscured mechanisms of the
mind and body. The eye an organ of the body is
multiplied into many that not only intermediates
with the receptor nodes of the neurological
sensors but become screens themselves
transmitting and experiencing the lapses that
even the sense perception fails to withhold. The
term “normal” has an addictive nature as it
permeates through the mind into the senses that
leads not only to acts but decisive acts
hypnotized and rejuvenated by reason that
replicates into thousand infected clones and
builds a hallucinated real.  Dubuffet might have
been aware of this resilient infection and hence
his project of preserving the maker from the
world of availability and indifference, the world
of “Cultural Art” (Dubuffet, 2004, p. 262), of
institutional play and progress, of commodity
and consumption. But he also preserves what
the discursive processes of function and
behavior within a cultural paradigm could lead,

to a body that loses itself under severe trauma,
miscommunication, and guilt. The multiple eyes
could be a metaphor for the extra senses that
develop after losing the sense. There could also
be a movement, a reverberation of the physical,
or a frenzied act that occurs out of an emotional
excess, a turmoil, an anxiety with a spilling both
gestural and delirious.It could be a vibration,
palpable and immersive, yet cannot be labelled
as insane or mad or a naïve performance
streaming in some odd/eccentric way, leading
to a psychological withdrawal into making of
image or object as a medium of release. Perhaps
the accumulated sensations failed to draw a
coherent system of meaning or perception.
Dubuffet shifts in several stages while theorizing
art brut10, and later confounded that such a mind
could be found in Europe itself rather than in
Africa and he realized that such promises of
‘“savage” individual’ or more precisely such
attributes could well be found around him and
his culture in Europe and America (Minturn,
2004). This was later mentioned by Colin
Rhodes in the book, “Outsider Art” where he
mentions that the West has its  own
“…primitives- peasant population, children and
the insane…” (Conley, p. 132). Here Dubuffet
comes closer to Levi Strauss (Savage Minds11)
when he says that art brut is a “kind of mental
operation or activity”(Minturn, 2004, p. 257)
rather than making a prejudiced commentary
bordering on the racial or class / ethnic
differences.

Later after some point of discussion,
Dubuffet talks about art brut and says,

We look for works marked with a very
pronounced personal character, created
outside of any influence of the traditional
arts, and which also, at the same time
(because without this there is no art) appeal
to the profound layers of the human being-
to the layers of savagery- and deliver its
burning language. After that, it is immaterial
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to us whether the author of certain works is-
for reasons foreign to our own- reputedly
sane or reputedly mad. (Dubuffet, 2004,
p. 263)

He continues and says,

Very often the most delirious work, the most
fevered, the most apparently imprinted with
the characteristics that we attribute to
madness, have as their authors, persons
considered normal. There is not really in the
majority of cases any criterion that justifies
a discrimination between a work that one
could call sane and works that one could call
pathological… (Dubuffet, 2004, p. 264)

In relation to the above he says again,
“…the phenomena of imitation, mimeticism,
affectation, which are at work with normal
people, are at work much the same way;
invention in both the cases are frequently very
poor” (Dubuffet, 2004, p. 264).

While speaking of the “pathological”
and the “normal” and placing the “Occidental
Man”12…..at the very juncture between the two
in an idiosyncratic way and partly of his disdain
for the workings of culture, Dubuffet unwraps
the most vulnerable of conditions that has been
eroding lives through punishments and
purgatorial measures, discipline and control,
violence and repression, predominantly by the
dogmas and ideological mechanism of the state,
religion, traditionand their dissemination of
knowledge/information into reality and
perception of viewing and communicating with
the world from a prescriptive order. Perhaps his
excursion into North Africa or into asylums or
penitentiaries in Europe, later, unveiledto him
the problem of “otherness” and the effects of
the criminal laws and prejudices, detention and
punishments with thecategorizing and sampling
of tribes, and indigenous communities including
retarded and senile humans, wanderer,
mendicants,  mentally disturbed, unhealthy,

amputated and old individuals subjected under
scientific inquiry and inhuman experimentations
in confined quarters of the city with individuals
as both subject and specimen for trials and tests,
both in the colonial lands and Europe whose
foremost example was the ethnographic
museums in Europe in the nineteenth century.

Dubuffet’s entry into the asylum could
be the opening of a one-to-one interrogation with
the self and a compulsion to a certain degree
for an elementary and pure state of experience
however blotched or schizophrenic /
hallucinatory or hysteric it may appear. They
became real conditions of individuals and not
as types, away from the categorization that
scientific inquiry usually labeled once. This may
appear as another kind of eroticizing such
individuals but then he hints at the certain
operation that takes place without much noise
like works made with “limited means, very
hasty, unelaborated small scribbles, drawn on a
wall with the point of a knife, or with a pencil
on a random scrap of a paper” even if “half-
realized, half completed”. Here Dubuffet is
neglecting the academic training, aesthetic
mediums and materials, classical or modern,
preparations and planning, and aesthetic
techniques and styles at the cost of insulating
the maker as a ‘“closed-circuit”’ (Prospectus1,
p. 322 cited, Minturn, 2004, p. 258). He is
focusing more on the things, like a knife at hand,
and the site like the wall as the surface. Both
are contextual by virtue of their real positioning
in t ime and space, unlike the burden of
aesthetical sophistries.

 It needs to be mentioned that Andre Breton
equated surrealism with automatism and
embarked on the relationship between
surrealism and art brut that was later named
Outsider Art by Roger Cardinal13 Cardinal
explained about three major types of categories:
‘“Schizophrenics, mediums and innocents” (35)’
(Conley, p. 132) and encompassed a wider area
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of practice by visionaries, mentally ill and
mediums (Conley, pp. 129-130). In the book,
Outsider Art by Collin Rhodes as in many other
writings, the works like the drawings, scribbles,
or jotting by untrained individuals are of
revelatory nature and are a result of heightened
conflict within the inner world and often would
take the shape of guilt, fear and anxiety. In many
cases, spiritual beliefs and assumptions would
attain neurotic proportion and hysteric behavior
verging on violent convulsions, anger, abuse,
and self-harm. Clinical observation and
innovative methods of pacifying the pressure
often included drawings and scribbles as acts
of engagement and relief. The individuals
include self-taught, untrained visionaries, folk
artists, (psychiatric) patients, prison mates,
spiritualists, and so on (Rhodes, 2000).

Conclusion

An irony stands out in the whole
prospect of preserving and documenting the
maker in comparison to what stands as the
ultimate subject - Man/knowledge or should one
say consciousness or thought. French
Philosopher and thinker, Jean Paul Satre says,
“In Knowing, consciousness attracts the object
to itself and incorporates it in itself. Knowledge
is assimilation… the known is transformed into
me…and consents to receive its existence from
me alone (BN 739; EN639)” (Moi, 1994, p. 25).
Satre also points to the futility of this relation
of the active subject and the passive object of
knowledge, where the one is both aware of
oneself and of the other, a desire to be God (Moi,
1994). Dubuffet tried to isolate those absent
spaces/ bodies that are passive and dysfunctional
or docile and surviving within fractured
temporality and existence. Then the question
ariseswhat lies outside of man vis-a-vis
consciousness? It is a sensation, an impression
that is unaware of death. This brings us to
Dubuffet’s love for impermanence and
ephemeral existence (and wittily aware of his

shift from common man to desert clown to
“Savage European”). The desire for mastery and
control brings us to Andre Malraux’ use of the
word “possession” for the trained artist/
professional who constructs a deceptive
(“phenomenon of affectation, imitation and
mimetics” in contrast to iconoclastic and ant-
aesthetic image /object of Dada and other such
forms of manifestations) real that eventually
goes into the collective consciousness of a
participative culture and into the sophisticated
neuro-cognitive mechanism thatlets the eyes see
what it is trained to see. This reminds me of
Satre’sother statement whereby he says, “To
know is to devour with the eyes…For the child,
knowing involves actually eating…” (Moi,
1994, p. 25). This oral possession is both
primitive and infantile. Perhaps it has more to
do with “surrender” than “possession”. Dubuffet
understood these qualities as liminal conditions
within a culture and not as an attribute in itself.
Almost like an archeologist  (he studied
anthropology early in life) he collected objects
and works as "documents” almost of
ethnographic relevance at the very edge of linear
time and history and often addressed
theuntrained as “author”. The author is both a
subject and object, an incessant enactment by
itself, so to speak. He left no option but the eyes
of the viewer to eat what is there upfront. The
image of art brut as unintelligible and closed,
may not be as such, as a modernist practitioner
would like to see.They may be deciphered as
compressed accumulation equaling the duration
of execution that acquires a continuum with that
span of time.

In contrast to Dubuffet’s claim, art by
patients, prison mates, affected individuals, and
spiritualists, is patterned, repetitive and
elaborate often descriptive and with a system
of co-ordination and relation with arrangements
and spatial design simulating cosmological
scheme in a diagrammatic precision- an inner
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world of symbols and motifs that communicates
the belief, security, and familiarity of the
individual (Rhodes, 2000). A world of revelation
opened through the individual who acted almost
like an intermediary. The images were often
familiar, their ingredients are taken from the
world closer to their experience and attachment
with the ordinary life.
(Endnotes)
1. Translated and edited by Kent Minturn
2. After the North African trip in 1949 Dubuffet’s

exoticism of the Bedouins of Sahara faded and the
dessert became ‘a bath of discomforts and
annoyance”- by Minturn, Kent. “Dubuffet, Lévi-
Strauss, and the Idea of Art Brut.” RES: Anthropology
and Aesthetics, no. 46, 2004, pp. 247–58. JSTOR,
http://www.jstor.org/stable/20167651. Accessed
21 Aug. 2023.

3. The Other is constructed by the quality of otherness
which is formed out of  ‘a discursive process by a
dominant group by stigmatising a difference, real or
imagined  – presented as a negation of identity and
thus a motive for potential discrimination… The
asymmetry in power relationships is central to the
creation of otherness… power at stake is discursive:
it depends on the ability of discourse to impose its
categories. ‘Women, homosexuals and the insane, all
major figures of otherness in the West, owe their
stigmatisation to something other than their location’
and ‘… are, after all, found among the self’  (staszac,
2008)

4. ‘Style, which like architecture is like language, is not
necessarily the most effective means of expressing
what it represents...all things visible serve style and
style serves man and his gods.’ Malraux while
speaking of the transformation and evolution of art
its  style, iconography  and nature was building and
interpreting specific connections with precedents and
practice of  aesthetic knowledge  in relation to
political and sociocultural history, transmission of
cultural image and objects from different geography
from the ancient to the modern times where influence
styles language and form intersects  and overlaps in
variety of combinations and artists like Picasso or
Van Gogh, Fauvists intersect with the Chinese ,
Byzantine, gothic or African/ Negro art so to say.
pp.270-272, Andre Malraux, ‘Chapter 2:
Metamorphoses of Apollo’, “the Voices of Silence”

5. Malraux says, ‘To the eye of the artist things are

primarily what they may come to be within the
privileged domain where they “put on immortality”-
but where, for that very reason, they lose some of
their attributes: real depth in painting, real movement
in sculpture. For every art purporting to represent
involves reduction. This reduction is the beginning
of art.’ Pg.275, Andre Malraux,  ‘Chapter 3: The
Creative Process, “the Voices of Silence”

6. See Pg.279, Andre Malraux, ‘Chapter 3: The Creative
Process, “the Voices of Silence”, metamorphosis
beyond mimetic effect, imaginative idealization or
photographic reproduction.

7. ‘In honour of savage values by Jean Dubuffet’
Dubuffet, Jean, and Kent Minturn. “In Honor of
Savage Values.” RES: Anthropology and Aesthetics,
no. 46, 2004, pp. 259–68.  JSTOR , http://
www.jstor.org/stable/20167652. Accessed 21 Aug.
2023.

8. Normal as reasonable and sane following dominant
cultural practice distinct from a savage and illiterate
or someone without reason and confused. Also, where
one can find the phenomena of imitation, mimeticism
and affectation at work. (Dubuffet, 2004)

9. ‘It is the Savage’ (humanity still out in nature),
etymologically the Man of the forest, opposed with
man from the cities and fields. This figure stigmatizes
the Man who has not (yet) left the natural state.
Folklore if not European reality is overflowing with
these ‘Woodsmen’. Hairy and violent they threaten
villagers (specially the women of the village.)’. ‘This
form of otherness has a spatial component …and
savages are in faraway zones (Australia) or the
interstices (our forests.)’ (staszac, 2008)

10. Art produced by untrained, isolated or illiterate
individuals “unscathed by artistic culture” (Jean
Dubuffet, “Art Brut in Preference to the Cultural
Arts,” trans. Paul Ross and Allen S. Weiss, Art and
Text 27 (1988): 31-33)- by Minturn, Kent. “Dubuffet,
Lévi-Strauss, and the Idea of Art Brut.” RES:
Anthropology and Aesthetics, no. 46, 2004, pp. 247–
58.  JSTOR, http://www.jstor.org/stable/20167651.
Accessed 21 Aug. 2023.

11. Levi- Strauss says in The Savage Minds, 1962 that
savage thought is “neither the thought of the savages,
nor that of primitive or archaic humanity, but thought
in a wild state, distinct from cultivated or
domesticated thought”

12. The euro-centric man from the western civilization,
white and scientific, rational and purposeful, morally
grained and educated, heterosexual and masculine,
adventurous and heroic with a universalist aim. Press,
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enRhodes, C. (2000). Outsider Art. London and
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Introduction: -The idea of recycling,
re-purposing and reusing fashion is not new, but
it was not until recently that thrift shops became
quite trendy. Today some of the biggest
E-Commerce sites are based on reselling second
items. Reuse of postconsumer clothes heralds
the most attention and in many ways has come
to represent one of the first steps on the journey
to sustainability. Designing with recycled
garments is also something in which consumers
can actively participate through donation. Each
of the fashion market segments of haute couture,

Recycling and Upcycling Fashion : A Reusing, Reprocessing and
Remaking The Used Clothing in a Sustainable Occurrence

Subarna Ghosh*

Abstract

Recycling / Upcycling plays a major role in the sustainability criteria of economic,
environmental and social dimensions. For the fashion sector recycling contributes to the
elimination of waste through reuse of materials and finished garments, conservation of the
environment in particular reduction in landfill and pollution through redirection of waste
to alternative uses and preservation of natural resources including water and natural
fibers through a model in which the same materials can be used repeatedly. Waste in
fashion is commonly considered a problem to be solved, whether through reduced
consumption, improved production processes, or recycling and upcycling practices. Reusing
waste materials in a manner that consumes less energy than that needed to manufacture
such materials from scratch can be the way forward. This can be done either via recycling
or by cycling. Recycling refers to the breakdown and reuse of waste as raw materials to
make new products. On the other hand, upcycling, a term coined in 1994 by Reiner Pilz[1],
involves reusing waste materials in their current state without the need to break them
down into their base state. Upcycling however, includes the performance of valueadded
activity on the material or disassembled garment in such a way as to create a product of
higher quality or value than the original used clothing. Therefore, my research is how to
recycle the discarded ones, instead of disposing them into the landfill and making mother
earth bear the burden of years to decompose the used ones and making the environment
toxic.

Keywords:- Recycle , Upcycle, Waste, Environment& Sustainability.

Research Methodology : This research paper is direct from the main source and hence, Primary data has
been used for the purpose of this study. The primary data has been collected originally from students
activities, interviews, original artwork, recycled garments made by friends, and also through market
research & surveys. It is an authentic data collected from pure sources.

*Assistant Professor, Department of Amity School of Fashion Technology, Amity University Kolkata

ready to wear (preta-porter), mass market
including premium, mid-market, fast fashion
material that can be easily recycled is said to
have high recyclability which also means its
material properties do not show significant
depreciation from those of the virgin material.
Textiles production requires a lot of land for
crops and uses a lot of water, energy, chemicals
and other resources leaving often untreated
pollution behind and has a highly negative
environmental, economic and social footprint
(Fletcher, 2008; GFA & BCG, 2017; Hiller
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Connell & Kozar, 2017; Leal et al., 2019; Remy
et al., 2016). Today’s conventional fashion and
garment industry is linear by nature and in
addition to the impact that raw material
extraction for newly produced fiber production
has, textile waste has become a major problem
in the sector (Ellen MacArthur, 2013, 2017)

The goal of recycling is one that has
been revisited many times in the past. Most
recently, the 3R model of Reduce, Reuse, and
Recycle has taken up speed. Production and
consumption trends have increasingly adopted
this model. Forty-four million tons of waste are
estimated to have been generated worldwide in
2016, and of this amount, only a fifth were
recycled. This shows how much room for
improvement there is within recycling. Fashion
and discount market experience design
challenges in recycling and upcycling. There are
many policy changes Governments can make
(NGOs and advocacy groups can undertake in
persuading them) to create incentives for
behavioral change within the sector. To promote
sustainability (recycling /upcycling) includes
waste redirection through landfill taxes; tax
deductions for donations to charities to collect
waste. Quantitative methods can also be used
to measure impact and improve quality of
process and end product including packaging/
transportation of goods e.g., benchmarks,
indices, metrics, testing, auditing, reporting and
accounting, bearing in mind however that
recycling / upcycling adds a further layer of
complexity in what is fast becoming a crowded
marketplace of textile accreditation and
certifications. According to the researcher Jo
Kellock the Director at Kellaborate[2]

However, environmental degradation
can be controlled by avoiding the entry of new
raw materials by closing the loop based on any
of the three principles: reduce, reuse and recycle
[Chen and Burns, 2006; Kuo et al., 2014]

As a counterapproach to the problems
of waste, this article explores a poetic element
that relates to an aesthetic of the worn and
wasted, and a fashion practice that elevates
rather than disguises waste.

Recycling glass bottles into home decor:

Creativity is a great idea in reducing
waste in favor of a healthier environment. In
this journey towards sustainability, designers,
artists, and entrepreneurs from all over the world
have dedicated themselves to creating exclusive
pieces through the reuse and recycling of glass
bottles.

Fig 1: Recycling Glass Bottles into decorative
purpose. (Source: Amity University Kolkata)

Recycling glass is one of the many ways
we can help reduce pollution and waste. Every
day we throw away tones of rubbish and glass
is a significant part of it. Instead of letting
landfills pile up with glass objects that are a
threat to safety and the environment, we can use
it again. Recycling glass reduces the space in
landfills that would otherwise be taken up by
used bottles and jars. Using glass for recycling
means there are less glass objects lying around
in the landfill or bin. In one of our college club
activity the students were asked to get empty
glass bottles which was to be recycled into home
decor or a reusable product. The bottles were
washed and cleaned. According to the theme the
bottles were decorated. The glass bottles were
transformed into a beautiful usable product.
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Recycling of discarded T Shirts :

Every T-shirt has a lifecycle. There’s
that first fresh-off-the-rack wear, when it feels
brand new, followed by the first few washes
when things feel extra soft and worn in. Over
many sweaty afternoons and subsequent rinse
cycles, Tees become less absorbent, until it
reaches the point where it shouldn’t be seen in
public anymore. But instead of tossing your ratty
old T-shirt into the trash, there are plenty of
ideas, far more sustainable things which can be
done including upcycling.

The reason it’s so important to upcycle
versus recycle. [“Clothing needs to be sorted
into groups of similar material content if they’re
to be recycled,” says Tiffany]. Thread Gould,
head of design at Teracycle, noting that it can
be complicated to figure out how to sort your
textiles to ensure they end up in the right place.
[ “While many Tshirts are 100% cotton there
are definitely cotton-poly and 100 % poly
blends, which would mess up a recycling
system.” So even if your T-shirts make it into
the recycling bin instead of the plain old trash,
there’s no guarantee that they’re going to be
recycled, which is why it’s more sustainable to
find a new life for them to live.]. [ “In general,
clothing has sentimental value that can play
into the reuse value of the shirt,” says Thread
Gould. “Perhaps you’ve outgrown them, or
they’re stained or faded. With a few cuts and
crafty twists, you can reuse that shirt.”]

In context to recycling of discarded
T- shirts, the designing students at our college
organized a Recycling of old T- Shirts into a
new using various techniques of hand paints,
textures, blocks, appliques etc. to give a new
look to the discarded ones and were taken to a
next level by adding few colors and patterns.

Fig:3 Old Tees in newest forms (Amity Kolkata)

Fig 4: Recycling and Upcycling Discarded
T - Shirts. (Fashion club members ASFTK)

Recycling & Upcycling Clothing: - The textile
industry has bloomed to its full potential since
the 19th century. Today we have clothing chains
producing half a billion garments every year.
According to the Environmental Protection
Agency, about 14.3 million tons of textiles were
sent to the landfill in 2012. A good step towards
avoiding such a massive landfill would be to
donate clothes to thrift stores. However, a
significant amount of these clothes is cheap and
unreliable. Thus, only 20 to 30 percent of the
donated clothes can be resold. People are getting
more interested in upcycling clothing. Recycling
is more commonly known and often practiced
by fashion consumers. It’s a great way to be more
sustainable with clothes.

There are many big differences between
upcycling and recycling clothing. Upcycling is
considered much better as it makes more
valuable items out of old textiles. It extends their
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lifespan and delivers products that can even be
recycled at the end of their lifecycle. In this
research I wish to prove through recycling and
upcycling that the best part would be , definitely
is a pollution free as the old clothing are not
ditched in the landfills but straight way could
be reused in away and also re-purposing our old
clothing is another great option. Old clothing
can be used as rags around the house and even
for compost if it is a biodegradable fabric. A
stained, oversized shirt is handy when doing any
sort of painting or other messy activities. If you
own a sewing machine, you can create a variety
of different items with something like an old t-
shirt: tote bags, quilts etc to sell on Etsy.

Fig 5: Redesigned and Recycled hand bags.

Fig 6: Clothing Recycling process example, it
is the one used by Martex Fibre

Literature Review: -

Recycling & Upcycling is one good
strategy to protect ecosystems, because the goal
of both this cycling processing is to prevent
wasting potentially useful materials by making
use of existing ones. In the process of up-cycling
garments for sustainability the article considers

what impact this has on the apparel design
process and how students learn and must learn
differently based upon this need. Participants
including students and design professionals who
undertake a project of up-cycling and recycling
are surveyed about the differences they perceive
in their design process. Results indicate that
there are some opportunities that arise and need
to be incorporated into our educational system.

Methods & Materials: -

I have collected all the primary data and
secondary data from students, Fashion
professional, magazines, journals and other
sources to collect the information on recycling
and upcycling.

We are facing an unprecedented need
for clothing recycling because of the global
population increase and the rise of rapid
consumption and fast fashion. These trends are
causing more and more clothing items to be
discarded. As an example, data from the United
States EPA showed around 16 million tons of
textile municipal solid waste was generated just
in 2015. All this waste ends up in landfills, where
it can take many years to decompose and can
release carbon dioxide and other harmful gases
into the atmosphere

Due to high levels of three key metrics
of carbon, water and waste, UK government
agency WRAP (Waste & Resources Action
Program) has identified textile products as
priority materials for reuse and recycling.
Upcycling enables a sustainable design option
for reuse techniques to be employed for greatest
economic and environmental benefit, in which
used clothing and textiles are sourced to produce
newly designed fashion products.

1. The more communities implement
solutions, the more people can actively
participate in recycling their clothing. One
obvious idea is to donate old clothing to thrift



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 72º

stores and charity shops. Only about 20 percent
of the clothing donated to places like Goodwill
and the Salvation Army even gets sold. The rest
is sold to textile recyclers. The companies get
money for the clothing, and that money goes to
charities.A donation can also be done to large
organizations that collect specific types of
clothing, such as The Bra Recyclers, Souls 4
Soles, and the Blue Jeans Go Green program.

2. For clothes that aren’t fit to be donated,
these organizations will accept a variety of
clothing in different conditions. Recycle Now,
PlanetAid Bins, Secondary Materials and
Recycled Textiles, Donation Town, Council for
Textile Recycling.

3. The classic garage sale is a great way
to give your clothing (that’s in relatively good
condition) a new life and generate a profit at
the same time.

1.1 Clothing out of landfills: - There are certain
ways to keep our clothing out of landfills and
create a reusable purpose.

1.2 Donating clothing: -To prevent clothes from
ending up in landfills, donate them locally. It’s
an easy way to give our clothing a second life.
Check for the many organizations in our area
that accept clothing donations. Many non-profit
organizations raise money for charitable causes.
We can also donate old clothing that’s in good
condition to homeless and women’s shelters,
family service agencies, immigrant support
groups, temples and churches. Donating our
clothing to someone else that may need it more
than we do is a great gesture and happiness
within.. Therefore, donating our garments is one
of the greatest procedures for recycling.

1.3 Upcycling into new clothes: - Upcycling
is cutting and sewing used garments and other
textiles to create new clothes of higher value. It
gives a new purpose to old items in our wardrobe
by making something exceptional and unique.

It’s an outstanding way to preserve the
environment. Instead of throwing old clothes
away, upcycle them to get something useful.
Today fashion industry is taking a great initiative
to upcycle old clothing and giving it a purposeful
meaning.

We can upcycle our clothing at home
without extra machinery and save resources.
Extending the life of clothes and upcycling are
very important steps to build a sustainable
fashion future.

Fig 7: Upcycling old into new cloths

1.4 Repairing and caring for cloths: -
Whenever possible we should repair and reuse
our clothes instead of buying new ones.

I know it’s fun to shop for new pieces
for our wardrobe and at the same time getting
rid of the clothes we never wear. But taking
better care of the clothes we already own has a
huge impact on the environment.

Repair old clothes to a possible extent
as much as we can. We can make our clothes
last longer by washing in lower temperatures as
well.

To build a sustainable fashion future,
we must change our behavior for the better.
Taking better care of the clothes we have makes
a huge difference.

1.5 Selling unwanted clothes: -If our old
clothes are still valuable, we can sell them to
resale shops and thrift stores for extra cash.
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Local consignment shops are one good option.

Many apps and online marketplaces
such as eBay, Poshmark, ThredUp, Tradesy,
allow us to sell our used clothing easily on the
internet.Selling our unwanted clothes is very
sustainable. We help upcycle clothes that would
otherwise end up in landfills. It’s a great way to
buy and sell second-hand and designer clothing
at a fraction of the retail price.

The second-hand clothing market is
expanding rapidly. More and more people are
buying vintage clothing and shopping in thrift
stores. Buying used clothing is becoming cool
again.

1.6 Recycling old clothes: - When our used
clothes cannot be sold or donated, we can keep
them out of landfills by recycling them. Old
clothing can be used as rags around the house
and even for compost if it is a biodegradable
fabric. A stained, oversized shirt is handy when
doing any sort of painting or other messy
activities. If you own a sewing machine, you
can create a variety of different items with
something like bags, pillow covers, curtains etc.
that will save the fabrics to dump in landfills
which would take years to biodegrade. Below
are a few pictures of accessories made of old
ties.

Fig : 8 Recycling of Old Ties, Source : Pinterest.

Reduction of Fashion Industry waste to
protect environment.

The Recycling and waste management
sector is relatively new for the textile industry;
however, the benefits from Recycling are clear.
Several companies have been researching
innovative ways to recycle fabrics. Clothes can
also be made from recycled cotton and wool,
but only about 1% of the global supply is
recycled. Manufacturers could increase that
number significantly with better technologies
and consumer education and engagement.
Humble’s clothing brand has been working
towards this goal, increasing their use of
secondhand fabrics over time as they find ways
to work within the limits of their production
capabilities. They now source preused fabric
from local thrift shops (Humble x Goodwill
Collection) and sell them at affordable prices
in conjunction with an e Commerce platform
that enables shoppers to purchase responsibly
sourced garments.

Most recently, H&M announced it is
collaborating with Eco Alpha on a wastewater
treatment plant in Italy that will be capable of
transforming a million tons of its used clothes
into new textiles every year to be 100% recycled
by 2020 and 30 % recycled materials by 2025.

The Council of Fashion Designers of
America (CFDA) partnered with the Ellen
MacArthur Foundation to launch a  new
initiative called “The New Plastics Economy.”
The goal is to create a circular economy for
fashion in which materials are reused, recycled,
and repurposed. Several high-end designers,
such as Stella McCartney and H&M, have begun
using sustainable fabrics like organic cotton and
bamboo in their collections. Some brands are
even experimenting with upcycling or taking
discarded materials and turning them into
something new and valuable. For example,
Dutch Designer Anouk Wipprecht has created
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3D high fashion clothing by using old car parts.
E.g., old car parts are upcycled into the Fashion
Industry

Fig:9 Futuristic 3D printed dresses that are
made from Audi car parts

Discussions and Results: -
Many brands are also trying to reduce

their environmental impact in other ways, such
as designing products that don’t need to be
thrown away after a single use and investing in
technology like computerized cutting machines
that can cut fabric more efficiently. It has been
found that the price of the new product in the
market is the main criteria to purchase the used
product. If new clothes are available at lower
prices, consumers will prefer to buy new instead
of second-hand clothes. So, the price of the used
product also decides its future. Focus should on
how to reduce cost during repairing or
redesigning (Zhao et al., 2013; Das and Dutta,
2015). It has also been found that collaborative
kind of redesigning facility is more cost effective
(Yang et al., 2013). Silently, saving both time
and money for manufacturers.

“The New Plastics Economy” is only
one of many initiatives the fashion industry has
taken towards reducing its environmental impact
through Recycling & sustainability. Other
programs include REPREVE (a brand owned
by DuPont), turning recycled plastic bottles into
new fibers. The Sustainable Apparel Coalition’s
Higg Index program launched last year,
encouraging companies to measure and improve

their environmental and social impact. The main
objective for this writing is how recycling and
upcycling can be done to make the environment
more sustainable and ecofriendly, instead of
throwing and discarding the clothing into the
landfills.

Most favoured option

 Reduce    lowering the amount of waste produced

   Reuse     using materials repeatedly

      Recycle  using materials to make new products

       Recovery   recovering energy from waste

          Landfill safe disposal of waste to landfill

Least favoured option

Fig 10: Flow Chart of Reduce to Landfill.

Conclusions: -

It has been observed that the main aim
of upcycling is to achieve sustainability by
increasing the life span of the product and or its
materials. An upcycling process consists of
idealization, reconstruction and fitting stages.
Upcycling has various benefits, which includes
environmental and monetary benefits for the
individual. This study is to determine the process
of designing and techniques or methods of
upcycling used clothing as a waste used
clothing. The research benefits for the fashion
Industry adds innovation to reduce waste .
Upcycle is recycling fashion products into new
products that have better value than throwing
away and making the environment polluted and
health adversely affected.
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fashionable waste till it is no longer usable and
functionable and lastly & safely dispose to
landfill.
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Hkwfedk

Hkkjr esa fQYe laxhr dk ,d viuk LFkku gSA
fgUnh fp=iV laxhr lkekU; turk esa cgqr yksdfiz;
gSA fgUnh fp=iV laxhr ds eq[;r% nks izk:i gS i"̀BHkwfe
laxhr ,oa fQYeh xhrA fons'kh pyfp=ksa ds foijhr
fgUnh pyfp= esa izFke lokd~ pyfp= ^vkyevkjk*
¼1931½ ls gh xhr 'kkfey gks x,A xhrksa dk iz;ksx u
dsoy pyfp= ds fy, lQy jgk] cfYd bl iz;ksx ls
fgUnqLrku esa ,d uohu laxhr 'kSyh dk tUe gqvkA vkxs
pydj fgUnh fp=iV laxhr dh yksdfiz;rk cgqr c<+
xbZ ,oa vU; laxhr&'kSfy;ksa ds lkFk&lkFk fgUnh fp=iV
laxhr Hkh ,d eq[; 'kSyh ds :i esa mHkjk vkSj rc ls
ysdj vkt rd fgUnh fQYe laxhr viuk LFkku cuk,
gq, gSA fgUnh fp=iV laxhr ds izk:i dks Li"V :i ls
fuèkkZfjr djuk cgqr eqf'dy gS D;ksafd bldh 'kSyh
dFkkud] n"̀VkUr] funsZ'kd] fuekZrk] xhrdkj] laxhrdkj
,oa tu:fp ij fuHkZj djrh gSA fgUnh fQYe laxhr esa

fgUnh fp=iV laxhr esa Hkkjr ds fofHkUu izkUrksa ds yksd laxhr
dk iz;ksx % fujh{k.k ,oa leh{kk

MkW- flejizhr dkSj·

lkjka'k

fgUnqLrku esa fgUnh fp=iV laxhr ,d cgqr gh yksdfiz; laxhr 'kSyh gS] tks vfèkdkfèkd Jksrkvksa
rd viuh igqap j[krk gSA pyfp=ksa ds xhr fgUnh flusek ds fy, ,d vyx m|ksx cukrs gSa ,oa bu xhrksa
dh lQyrk ij fgUnh pyfp=ksa dh vk; dk ,d cM+k Hkkx fuHkZj djrk gSA blfy, bu xhrksa dh lQyrk
laxhr funsZ'kd] xhrdkj] laxhrdkj ds fy, gh ugha] cfYd pyfp= ds fuekZrk vkSj funsZ'kdksa ds fy, Hkh
cgqr egÙo j[krh gSA laxhr funsZ'kdksa ds fy, ;g cgqr vko';d gks tkrk gS fd og xhr dh lajpuk
Jksrkvksa dh vfHk:fp dks è;ku esa j[krs gq, djsa vkSj bldk lcls ij[kk gqvk iz;ksx xhr esa yksd laxhr
dks 'kkfey djuk gSA Hkkjr fofoèk laLÑfr;ksa dh Hkwfe gS rFkk ;gka ds izkUrksa esa yksd laxhr cgqr gh fo'kky
gSA fgUnh fp=iV laxhr esa Hkkjr ds fofHkUu izkUrksa ds yksd laxhr dk iz;ksx vfr dq'ky :i esa gqvk gS
vkSj ;g 'kksèk&i= blh iz;ksx ds voyksdu ,oa dqN vfoLej.kh; xhrksa ij vk/kkfjr laf{kIr ppkZ gSA

ewy 'kCn % fgUnh fp=iV laxhr] yksd laxhr] fgUnh pyfp= xhr] Hkkjrh; izkar] laxhr funsZ'kdA

'kks/k izfof/k % bl 'kksèk&i= ds ys[ku gsrq izkFkfed ,oa ekè;fed lzksrksa dk iz;ksx fd;k x;k gSA

'kks/k {ks= % izLrqr 'kksèk&i= fgUnh fQYe laxhr ,oa yksd laxhr ds leh{k.k dk voyksdu gSA blesa Hkkjr ds fofHkUu izkUrksa
ds yksdlaxhr ds iz;ksx ls lajfpr fgUnh fQYeh xhrksa dk fujh{k.k gSA izFke lokd~ pyfp= 1931 ls ysdj 2015
rd ds cgqr yksdfiz; xhrksa dh lwph nh xbZ gS] tks Hkkjrh; izkarksa ds yksd laxhr ls izsfjr gSA

· vflLVsUV izksQslj] QSdYVh vkWQ E;wftd ,.M Qkbu vkV~Zl] fnYyh fo'ofo|ky;] fnYyh

vusd 'kSfy;k¡ LoHkkfod gh 'kkfey djuh iM+rh gSA
pyfp= dh dgkuh] n'̀;] tu:fp vkfn vU; dkjdksa
ds vuqlkj fgUnqLrkuh 'kkL=h; laxhr dh cafn'ksa]
mi'kkL=h; laxhr dh xk;u 'kSfy;k¡] yksdlaxhr] lqxe
laxhr vkSj if'peh lkaxhfrd 'kSfy;ksa dk iz;ksx xhrks aesa
fd;k x;k feyrk gSA izFke lokd~ pyfp= ̂vkyevkjk*
¼1931½ esa ikjlh ukVd ds xhr] ^cStwckojk* ¼1952½ esa
fgUnqLrkuh 'kkL=h; laxhr ls izsfjr xhr] fMLdks Mkalj
¼1982½ esa if'peh fMLdks 'kSyh ij vkèkkfjr xhr] mijksDr
dFku ds loksZifj mnkgj.k gSaA fgUnh fp=iV laxhr
'kSyh dh mRifÙk vU; 'kSfy;ksa dks ewykèkkj j[k] lhfer
le; dh fo'ks"krk fy, gq, gSA fQYeh xhrksa dh eq[;
fo'ks"krk 3 ls 7 feuV ds vUrxZr ,d Hkko&foHkksj jpuk
}kjk n'kZdksa dks rUe;yhu dj pfj=ksa ds Hkkoksa ds lkFk
lkE; LFkkfir djuk gSA blh fn'kk esa laxhr funsZ'kdksa
,oa laxhrdkjksa us fgUnh fp=iV laxhr ds lkFk vusdkusd
iz;ksx fd, gSa rFkk ckg~; laxhr dk mi;ksx djus ds
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fy, dksbZ ladksp ugha fd;k gSA ;fn fgUnh fp=iV
laxhr ds bfrgkl ,oa fodkl dks xkSj ls ns[kk tk, rks
;g fofnr gksrk gS] fd le;&le; ij fofHkUu laxhr
'kSfy;ksa dk izHkko izcy jgk gS rks dHkh eè;e :i esa
fufgr jgk gSA tgk¡ izkjafHkd nkSj esa 'kkL=h; laxhr dh
cafn'ksa gh fgUnh fQYeksa ds xhr cus] ogha nwljh vksj
yxHkx ¼1965½ ds ckn ls vU; laxhr 'kSfy;ksa dk iz;ksx
vfèkd gksus yxk] ijUrq vusd laxhr 'kSfy;ksa esa ls Hkh
yksd laxhr dk iz;ksx fujarj ns[kk tk ldrk gSA yksd
laxhr dk iz;ksx lokd~ pyfp=ksa ds igys n'kd ls
ysdj vkt rd fujarj c<+rk vk;k gS vkSj ,sls vusd
xhr fgUnh fQYe laxhr ds bfrgkl esa lnkcgkj xhrksa
dh lwph esa vafdr gks x, gSa] blfy, fgUnh fp=iV
laxhr esa yksd laxhr dk iz;ksx ,d fo'ks"k LFkku j[krk
gSA yksd laxhr ekuoh; Hkkoksa dks cgqr gh ljyrk ,oa
lgtrk ls O;Dr djrk gSA yksd laxhr dks ikjEifjd
laxhr Hkh dgk tk ldrk gS D;ksafd ;g lfn;ksa ls pyk
vk jgk gSA yksd laxhr ekuo ds lHkh Hkkoksa] nq[k ,oa
lq[k dk lkjFkh gSA ekuo ds leLr laLdkj yksd laxhr
ds lkFk gh lkdkj gksrs gSaA lgt vfHkO;fDr] izknsf'kd
Hkk"kk ,oa ljy èkqu o y; vkfn fo'ks"krkvksa ds dkj.k
yksd laxhr ekuoh; euksHkkouk ds lkFk vklkuh ls tqM+
tkrk gSA blh dkj.k fgUnh fQYeh xhr] tks yksdlaxhr
ij vkèkkfjr gksrs gSa] Jksrkvksa ds lkFk lacaèk cukus esa
lQy gksrs gSaA

voyksdu dh ppkZ

fgUnh fp=iV laxhr esa yksd laxhr dk loZizFke
iz;ksx fdlus fd;k] ;g dguk cgqr dfBu gSA iwoZ ds
laxhrdkjksa ds xhrksa esa muds izknsf'kd laxhr dk izHkko
ns[kk tk ldrk gSA vfirq izR;{k :i esa yksd laxhr dk
iz;ksx ckWEcs VkWdht ds pyfp= ^^daxu** ¼1939½ esa
jkepUæiky }kjk fd;k x;k feyrk gSA1 bl pyfp= esa
caxky ds ukfodksa dk xhr HkfV;kyh ij vkèkkfjr laxhr
dh lajpuk izR;{k gksrh gSA lu~ 1941 ds pyfp= ^[katkph*
esa xqyke gSnj us iatkch yksd laxhr dk iz;ksx dj fgUnh
fQYeksa ds xhrksa esa ,d thoUrrk Hkj nhA bl pyfp=
dk xhr ̂ nhokyh fQj vk xbZ ltuh* esa iatkch y; dk
iz;ksx vfr lQy jgk ftlesa <+ksydh ij rky dk oknu
iatkch 'kSyh esa fd;k x;k feyrk gSA2 ̂ [kkunku* ¼1942½

ds xhrksa esa Hkh xqyke gSnj us blh 'kSyh dk iz;ksx fd;kA
rRi'pkr~ ukS'kkn }kjk laxhrc) pyfp= jru ¼1944½
ds xhrksa esa mÙkj izns'k ds yksd laxhr dk iz;ksx Hkh
cgqr lQy jgkA3 d'ehjh] fgekpyh ,oa caxkyh yksd
laxhr dk izHkko Hkh blh nkSj esa lfEefyr gks x;k FkkA4

vkxs pydj vU; izkarksa ds yksd laxhr dk Hkh dq'ky
iz;ksx 'kkfey gqvkA

fp=iV ds 'kq#vkrh nkSj ls gh yksd laxhr dk
iz;ksx cgqr izHkko'kkyh jgk gSA yksd laxhr ij vkèkkfjr
xhrksa dh lQyrk ds dkj.k orZeku esa Hkh fgUnh fp=iV
laxhr esa yksd laxhr dk iz;ksx fujarj c<+ jgk gSA laxhr
leh{kdksa ds vusd ys[k fgUnh fQYeh xhrksa dh lQyrk
dk Js; yksd laxhr dks ekurs gSaA ̂ ^fgUnh fQYeksa esa ekèkq;Z
dh c<+rh ekax ds fy, yksd laxhr fVdus dk ekè;e
gSA yksd laxhr ân; ls fudyh gqbZ Hkkoukvksa dh ljy
vfHkO;fDr gS tks n'kZdksa dks viuRo dk vkHkkl djkrh
gS rFkk lgt gh vkuafnr dj nsrh gS] blh dkj.k yksd
laxhr dk iz;ksx laxhrdkjksa ds fy, lqj{kk dop ds :i
esa ns[kk x;k feyrk gSA**5 ,d vU; laxhr leh{kd }kjk
fn;k x;k fuEukafdr dFku fgUnh fp=iV laxhr esa yksd
laxhr ds iz;ksx dk ,d vyx nf̀"Vdks.k izLrqr djrs
gSaA muds dFkukuqlkj& ̂xaxk tqeuk* ls ̂ ^uSu yM+ tbZgSa**
Hkkstiqjh laxhr dk i;kZ; cu x;k] ckWch esa ^^>wB cksys
dkSvk dkVs** eNqvkjksa ds dksyh xhr dk] ̂ ^eSa rks Hkwy pyh
ckcqy dk nsl** xqtjkrh xjck dk] ^^ogk¡ dkSu gS rsjk**
caxky ds yksd laxhr dk] eèkqerh ̂ ^p<+ x;ks ikih fcNqvk**
vleh fcgq dk] ^^dslfj;k ckyek ièkkjks Egkjs nsl**
jktLFkkuh ekaM dk] ̂ jke rsjh xaxk eSyh* ls ̂ ^lqu lk;ck
lqu** igkM+h èkqu dk] ̂ fe'ku dk'ehj* ls ̂ ^cqejkS* d'ehjh
yksd laxhr dk vkSj ^fnYyh 6* ls ^^lqljky xsank Qwy**
NÙkhlx<+h yksd laxhr dk fo'kky Hkkj}kt dh ̂bf'd;k¡*
vkSj ^vksedkjk* us fgUnh fQYeksa esa yksd laxhr dks vkSj
vfèkd c<+kok fn;kA fgUnh pyfp=ksa ds mijksDr xhr
brus izfl) gq, gSa fd mUgsa lacafèkr izns'k ds yksd laxhr
ls gh tksM+ ds ns[kk tkus yxkA

fgUnh fp=iV laxhr ,oa yksdlaxhr ds lqesy
ls mRiUu vusd lnkcgkj xhr vkt Hkh izpfyr gSA
fgUnh fp=iV laxhr esa lu~ 1939 esa loZizFke ^daxu* esa
yksd laxhr dk iz;ksx izknsf'kd izHkko ds :i esa ns[kk



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 78º

tk ldrk gS rFkk fgUnh fp=iV laxhr ds bfrgkl esa laxhr ls izsfjr vusdksa yksd xhrksa dh lwph gS tks Jksrkvksa
ds eu ij vfeV Nki NksM+ x,A Hkkjr ds fofHkUu izkarksa ds yksd laxhr ds iz;ksx ls jfpr fgUnh fQYe xhrksa ds dqN
vfoLej.kh; mnkgj.k fuEukafdr gSa&

1- mÙkj izns'k ds yksd laxhr ij vk/kkfjr xhr

l >qedk fxjk js & esjk lk;k] 1965

l pyr eqlkfQj & rhljh dle] 1966

l eS vkbZ gw¡ ;w- ih- & 'kwy] 1999

l ued b'd dk & vksadkjk] 2006

l chM+h tybys & vksadkjk] 2006

l eqUuh cnuke gqbZ & ncax] 2010

l Qsfodky ls & ncax] 2010

2- fcgkj vkSj >kj[k.M ds yksd laxhr ij vk/kkfjr xhr

l fpa rk rk] fprk fprk & jkmMh jkBkSj] 2012

l oqekfu;k & xSaXl vkWQ oklsiqj] 2012

3- Hkkstiqjh yksd laxhr ij vk/kkfjr xhr

l gs xaxk eS;k rksgs & xaxk eS;k rksgs fiFkjh p<+jdks] 1963

l yqd Nqi cnjk esa & xksnku] 1963

4- iatkch yksd laxhr ij vk/kkfjr xhr

l ysds igyk igyk igyk I;kj & lh- vkbZ- Mh-] 1950

l dh eSa >wB cksys;k & tkxrs jgks] 1956

l js'keh lyokj & u;k nkSj] 1957

l mM+s tc&tc tqYQsa rsjh & u;k nkSj] 1957

l ;s ns'k gS ohj tokuksa dk & u;k nkSj] 1957

l esjh tk¡ cYys&cYys & d'ehj dh dyh] 1964

l Mksyh p<+rs gh ghj os & ghj jka>k] 1970

l NYyk & Øqd] 2010

l ckjh cjlh [kVu x;klh & cSaM cktk ckjkr] 2010

l tqxuh & ruq osM~l euq] 2011

5- jktLFkkuh yksd laxhr ij vk/kkfjr xhr

l lqfu;ks th & ysfdu] 1990

l dslfj;k ckyek & yEgs] 1991

l eksjuh ckxka eka & yEgsa] 1991
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l xyrh e~gkjs ls & dju vtqZu] 1995

l uhEcqMk uhEcqM+k & ge fny ns pqds lue] 1999

6- xqtjkrh yksd laxhr ij vk/kkfjr xhr

l gs uke js lcls & lqgkx] 1974

l <ksyh rkjks & ge fny ns pqds lue] 1999

l dkbZ iks ps & ge fny ns pqds lue] 1999

l jke th dh pky & xksfy;ksa dh jklyhyk jkeyhyk] 2013

7- vleh yksd laxhr ij vk/kkfjr xhr

l fny gqe gqe djs & :nkyh] 1993

8- igkM+h yksd laxhr ij vk/kkfjr xhr

l gqLu igkM+ksa dk & jke rsjh xaxk eSyh] 1985

9- ckaXyk yksd laxhr ij vk/kkfjr xhr

l lqu esjs caèkq js & lqtkrk] 1959

l esjs lktu gS ml ikj & cafnuh] 1963

10- ejkBh yksd laxhr ij vk/kkfjr xhr

l eyk T;kÅ ns & Qjkjh dh lokjh] 2012

l fpduh pesyh & vfXuiFk] 2012

l bafXy'k foafXy'k & uojkbZ ek>h] 2012

11- nf{k.k Hkkjrh; yksd laxhr ij vk/kkfjr xhr

l eqrq dksM+h dokM+h gMk & nks Qwy] 1973

l ft;k tys & fny ls] 1998

l f<+dk fpdk & jsM~Mh] 2011

l yqaxh Mkal & psUubZ ,Dlizsl] 2013

fu"d"kZ %

fgUnh fp=iV laxhr esa yksdlaxhr dk iz;ksx
'kq:vkr ls gh fujarj pyk vk jgk gSaA mÙkj izns'k ds
yksd laxhr dk iz;ksx 1944 ls ysdj vkt rd fujarj
tkjh gS vkSj bls dbZ vkbVe uaclZ ds fy, Hkh fd;k
tkus yxk gSA jktLFkkuh] ejkBh o xqtjkrh ds yksd
laxhr ls izsfjr pyfp=ksa ds xhr vYiekf=d feyrs gSa]
ijUrq mudk izHkko ,oa yksdfiz;rk bruh vfèkd gS fd
mldh rqyuk la[;k ls djuk mfpr ugha gSA xqtjkrh

yksd laxhr ds xjck vkSj MkafM;k uR̀; izdkjksa dk Hkh
iz;ksx feyrk gS vkSj jktLFkku ds yksdlaxhr dk iz;ksx
rks pyfp= dh iVdFkk gsrq cgqr lqUnjrk ls fd;k
x;kA ,l-Mh- ceZu }kjk ckaXyk laxhr eq[;r% iz;ksx
fd;k x;kA nf{k.k Hkkjr ds yksd laxhr ds foijhr ogk¡
ds fp=iVh; laxhr dk iz;ksx vfèkd ns[kus dks feyrk
g SA blds vfrfjDr yk sd laxhr dk i z;k sx
vko';drkuqlkj pyfp= dh iVdFkk ds vuq:i lacaafèkr
izkarksa ij vkèkkfjr gksus ds dkj.k fd;k x;k] ftlds
vkHkko esa pyfp= dh lkFkZdrk LFkkfir ugha gks ldrh
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FkhA blesa dksbZ vfr'k;ksfDr ugha gS fd iatkc ds yksd
laxhr dk iz;ksx Lokoyach :i ls cMs+ iSekus ij gks jgk
gSA iatkc ds yksd laxhr dh dbZ xk;u&'kSfy;ksa] tSls&
VIis] tqxquh] ghj] NYyk vkfn ls izsfjr fgUnh pyfp=
ds xhr cgqizpfyr gq, gSa vkSj budh la[;k fuèkkZfjr
djuk cgqr dfBu gSA bl izdkj ge ns[krs gSa fd fgUnh
fp=iV laxhr esa Hkkjr ds fofHkUu izkarksa ds yksd laxhr
dk iz;ksx cgqr dq'kyrk ls fd;k x;k feyrk gSA ;g
iz;ksx u dsoy fgUnh fp=iVh; xhrksa dh yksdfiz;rk
c<+kus esa lgk;d lkfcr gqvk gS cfYd dgha&u&dgha
yksdlaxhr dh ikjaifjd èkquksa dks mtkxj djus esa l{ke
fn[krk gSA vr% ;fn fgUnh fp=iVh; laxhr funsZ'kd]
Hkkjr ds izkarksa ds yksd laxhr dks vkSj vfèkd lkoèkkuh
ls ekSfyd :i esa gh iz;ksx djsa rks ;g yksd laxhr ds
laj{k.k gsrq cgqr gh ckSf)d iz;kl gksxk vkSj nksuksa gh

'kSfy;ksa dks ykHkkfUor djsxkA

lUnHkZ lwph %

1- HkkxZo] vfuy] fgUnh fQYe laxhr 75 o"kks± dk lQj] okM~e;
izdk'ku] okM~e; gkml] bZ&776@7] yky dksBh ;kstuk
t;iqj&302015 ¼f}rh; laLdj.k % 2011½

2- jkx] iadt] èkquksa dh ;k=k ¼fgUnh fQYeksa ds laxhrdkj½]
jktdey izdk'ku] usrk th lqHkk"k ekxZ] nfj;kxat] ubZ
fnYyh ¼f}rh; laLdj.k½A

3- foey ¼MkW-½] fgUnh fp=iV ,oa laxhr dk bfrgkl] lkseukFk
ny lat; izdk'ku] 437884&oh] 209 ts- ,u- Mh-] gkml
xyh eqjkjhyky] valkjh jksM+] nfj;kxat ubZ fnYyh&110002
¼izFke laLdj.k % 2010½

4- Evolution of Hindi Film Song, Part 2, http://
www.uperstall.com/content/evolution-hindi-film-
song-part-2.

5. Ms] nhik jk.kk] Sounds of the soil, the Tribune, Specturm
Sunday, September ( 2012 )
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laxhr ds vFkkg lkxj esa ,d vkdj ds :i eas
vofLFkr laxhrjRukdj esa eè;dkyhu laxhr ¼rsjgoha
'krkCnh ds iwokZ)½ dk lokZxha.k ,oa foLrr̀ o.kZu feyrk
gSA laxhrjRukdj ,d òg~n fo’odks"k dh Hkk¡fr ògnkdkj
xzaFk gSA bl xzaFk esa laxhr ds rhuksa vaxks xhr] ok| ,oa
uR̀; dk lekos’k gS vkSj lHkh dk lkxksaikax fu:i.k gSA
'kkjaxnso us rRdkyhu y{; dks è;ku esa j[kdj laxhr
dh igys ls pyh vk jgh y{k.k ijEijk dks yxHkx] 40
iwokZapk;ksZa ds erksa dk lkj fudkydj laxhr:ih lkxj
ds jRuksa ds vkdj laxhrjRukdj esa fuc) fd;k gSA

laxhrjRukdj laLd̀r esa fy[ks x;s laxhr 'kkL=
xzaFkks esa ,d ek= ,slk xaFk gS ftldk ikB 'kq) vfody
,oa v[kf.Mr :i esa feyrk gSA

*xhr ok| rFkk u‘=a =;a alxhr eqP;rs*

laxhrjRukdj 1@1@21@

laxhr ds bu rhuksa vaxks dk y{k.k xazFk
laxhrjRukdj gSA bu rhuksa vaxks dh O;k[;k ds vkèkkj
ij ;g lIr vè;k;ksa esa foHkkftr gS ,oa lIrkè;k;h ds
:i eas Hkh fo[;kr gSA blds lIrkè;k;&Lojxrkè;k;]
jkxfoosdkè;k;] izdh.kZdkè;k;] izcUèkkè;k;] rkykè;k;]
ok|kè;k;] urZukè;k; gSA

^laxhrjRukdj* ds Lojxrkè;k; dh izklafxdrk

MkW0 nhfIr JhokLro·

'kksèklkj

'kkjaxnso dk ^laxhrjRukdj* laxhr ds vR;Ur fo'kky O;kid {ks= fo"k; ds Li"V fu:i.k rFkk
izekf.kdrk dh nf̀"V ls vizfre LFkku j[krk gSA xhr ok| rFkk uR̀; laxhr ds bu rhuksa vaxks dk foLrr̀ fu:i.k
bl xzaFk esa LkIrkè;k;ksa esa foHkkftr gS] vr% ;g lIrkè;k;h ds :i eas Hkh fo[;kr gSA bu lIr vè;;ksa esa Lojxrkè;k;
esa Lojxr fo"k;ksa] ukn Loj] Jqfr] xzke] ewPNZuk] tkfr xhfr] o.kZ vyadkj lHkh fo"k;ksa dh 'kkjaxnso us rRdkyhu y{k.k
ds vuqlkj O;k[;k dh gSA ;s lHkh vkèkkjHkwr y{k.k vkt Hkh laxhr esa dqN laKk Hksn ls iz;qDr gSA lkFk gh] dqN esa
lkn'̀;rk Hkh nf̀"Vxkspj gksrh gSA

'kkjaxnso ,oa mudk laxhr jRukdj Hkwr orZeku ,oa Hkfo"; bu rhuksa ds fy, lnSo lelkekf;d gSA
Lojxrkè;k; esa of.kZr esa laxhr ds ewyrRo ukn] Jqfr] Loj orZeku laxhr esa Hkh mrus gh iz;kstuh; gS ftrus izkphu
laxhr esaA xzke] ewPNZuk] rku ds :Ik eas izkphu Hkkjrh; laxhr ds vkèkkj Hkwr fl)karks dk fu:i.k] lkFk gh o.kZ
vyadkj tkfr xhfr bu lHkh fo"k;ksa dks orZeku laxhr ds lanHkZ esa fu"iz;ksT; ugha dgk tk ldrkA

cht’kCn % Lojxrkè;k;] laxhrjRukdj] y{k.k] y{;] laxhr

izfof/k % ,sfrgkfld vkSj fo'ys"k.kkRed v/;;u fd;k x;k gS A

· okjk.klh

u;s ns’kdky ds u;s iz’uksa rFkk ftKklkvksa ds
vkbZusa esa fdlh Hkh VsDLV (Text) ds iquikZB dh t:jr
iM+rh gSA ys[kd ds vkHkke.My ds ckgj tkdj mlds
nf̀"V dh iM+rky djuh iM+rh gS] fdUrq 'kkZnso ,oa
mudk laxhrjRukdj Hkwr] orZeku ,oa Hkfo"; bu rhuksa
ds fy;s lnSo lelkef;d gSaA vr% laxhrjRukdj ds
lHkh vè;k; bl nf̀"V ls egÙoiw.kZ ,oa ifjiw.kZ gS rFkkfi
Lojxrkè;k; lIrkè;k;ksa esa ,d fof’k"V LFkku j[krk gSA

Lojxrkè;k; esa of.kZr laxhr ds ewYkrÙo ukn]
Jqfr] Loj orZeku laxhr esa Òh mrus gh Á;¨tuh; gS
ftrus Ákphu laxhr esaA xzke] ewPNZuk rku ds :i esa
Ákphu Òkjrh; laxhr ds vkèkkjÒwr fl)kUr¨a dk t¨
fu:i.k gS] lkFk gh o.kZ vYkadkj] tkfr xhfr bu lÒh
fo"k;¨a d¨ orZeku laxhr ds lUnÒZ esa fu"Á;¨T; ugÈ
dgk tk ldrkA Lojxrkè;k; esa of.kZr bu lÒh fo"k;¨a
dk lexz vè;;u vU; "k"V vè;k;ks ds fo"k;ksa dks
le>us esa lgk;d gSA vr% Lojxrkè;k; laxhrjRukdj
ds ÁFke vè;k; ds LFkku ij mfpr gh Áfrf"Br gSA bu
'kkL=of.kZr fl)kUrksa ds lexz vè;;u ds vkèkkj ij
iz;ksx dh lkFkZdrk dks vkSj le>k tk ldrk gSA

laxhr ,d iz;ksx f’kYi gS ftlesa gj {k.k 'kuS%
'kuS% ifjorZu gksrk jgrk gSA ,d 'kkL=dkj vius le;
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ds iz;skx dh izof̀Ùk;ksas ds vè;;u ds vkèkkj ij dqN
lkekU;hdr̀ èkkj.kkvksa dks y{k.k ds :i esa LFkkfir dj
nsrk gSA 'kkL=dkj }kjk izfrikfnr fl)kUrksa esa ifjorZu
,oa ifjoèkZu Hkh gksrk jgrk gS lkFk gh dqN y{k.k ,sls
Hkh gksrs gSa tks 'kk’or gh jgrs gSa] dky Hksn ls muds
fy, iz;qDr 'kCnksa esa ,oa y{k.k esa dksbZ ifjorZu laHko
ugha gksrkA laxhr’kkL= ijEijk esa 'kkZnso ,d ,sls 'kkL+=dkj
gSa ftUgksaus vius iwokZpk;ksZa dh le)̀ fpUru ijEijk dk
vè;;u djds laxhrjRukdj ds Lojxrkè;k; esa Lojxr
ftu fo"k;ksa dk fu:i.k fd;k gS mu lHkh fo"k;ksa esa dqN
orZeku laxhr esa laKk Hksn ls iz;qDr gS lkFk gh dqN esa
lkn’̀;rk Hkh nf̀"Vxkspj gksrh gSA

inkFkZ laxzg esa xzaFkdkj }kjk f}foèk eaxykpj.k]
iwokZpk;Z Lej.k] oa’ko.kZu ijEijkuqlkj gSaA izkphu
laxhr’kkL= xzaFkksa esa ijEijkuqlkj vius bZ"V Lej.k dh
ijEijk jgh gS ,oa 'kkjaxnso Hkh muds vuqxkeh jgs gSA
laxhr ds y{k.k ds :i esa ^xhra ok|a rFkk uÙ̀ka* vFkkZr~
xhr] ok| ,oa uÙ̀k ;k uR̀; bu rhuksa dk lfEefyr :i
orZeku esa Hkh ^laxhr* ds vFkZ dks O;k[;kf;r djrk gS
,oa bu rhuksas ds lfEefyr :i ls gh laxhr esa ykfyR;
vkrk gSA ekxZ ns’kh dh O;k[;kuqlkj vkt dk gekjk
laxhr ekxZ vkSj ns’kh dh lhek esa jgdj izokfgr gS
blesa fHkUu ughaA xhr iz’kalk esa laxhr dks èkeZ] vFkZ]
dke eks{k dk lkèku crk;k gS tks ;g bafxr djrk gS fd
xzUFkdkj ds iwoZ dk laxhr tks flQZ eks{k iznk;h Fkk vc
og èkeZ] vFkZ] dke dk lkèku cu pqdk FkkA vkt Hkh
^laxhr* izR;{k :i ls èkeZ] vFkZ] dke dk lkèku rks gS gh
laxhr esa lkèkuk ds mPp Lrj ij ;g vkt Hkh eks{k
iznk;h gS fu%lansgA

fi.MksRifÙk jRukdj dh ,d vf}rh; fo’ks"krk
gSA blds vUrxZr of.kZr pØksa esa xhrkfn dh lafl)h
;ksx o vuqHko }kjk èkhjs&èkhjs izkIr gks ldrh gSA laxhr
lkèkuk ds ml Lrj ij fØ;kRed :i ls vuqHko fl)
gksus ls iwoZ lEiw.kZ 'kjhj lajpuk dk Kku laxhr lkèkd
dks gksuk visf{kr gSA ukn iz’aklk] nks Hksn ,oa ukn dh
iapfofèkrk laxhr’kkL= esa viuk oSf’k"V~; j[krs gSaA xzUFkdkj
22 Jqfr;ksa dks ijEijk lEer 22 gh ekurs gq;s buds
vUrxZr 'kq) ,oa fodr̀ Lojksas dh LFkkiuk dj mlds
vk| izorZd dgs x;s gSa ,oa ijorhZ xzUFkdkjksas }kjk

'kkZnso ds gh Lojksa dk vuqlj.k fd;k x;k gSA Loj dh
ifjHkk"kk ̂ Lorks jk¡;fr Jksrf̀pra* vkt Hkh oSls gh LFkkfir
gS ,oa blds vFkZ esa dksbZ ifjorZu laHko ugha gSA ckbl
Jqfr;ksa ds vUrxZr gh rhu xzkeksa dh jpuk gq;h ftuesa
"kM~t ,oa eè;e ,oa xkaèkkj dks ijEijkuqlkj izkIr dj
xkaèkkj dks LoxZyksd esa iz;qDr crk;k gSA

vkt gekjh vkèkkj Lojkoyh "kM~txzke ls tqM+h
gq;h gS ,oa vkèkqfud xzke izkfIr ds fy;s "kM~t xzke ds
^e* dks ^lk* ekudj vkjksgkojksg djus ij vkt dk
vkèkqfud xzke 'kq) lk] js] e] i] èk] fu izkIr gksrk gS fdUrq
vkèkqfud xzke ds 'kq) fu dh LFkkiuk 'kM~txzke ds vUrj
xkUèkkj ij gSA

bUgha xzke ds Lojksa ds vkèkkj ij ewPNZukvksa dk
mn~Hko gqvkA ewy:i ls ewPNZuk dk mn~ns’; LFkku
izkfIr FkkA ewPNZuk ds oSfpV; ls gh jkx oSfpV; dh
l̀f"V laHko gSA orZeku esa ewPNZuk ds iz;ksx dks vusd
fo}ku ,oa dykdkj Lohdkj djrs gSa lkFk gh dqN
fo}ku orZeku lUnHkZ esa blds iz;ksx dks fljs ls udkjrs
Hkh gSaA ewPNZuk dk iz;ksx vkt Hkh xkus&ctkus dh fØ;k
esa fd;k tkrk gS fdUrq ewPNZuk laKk ogk¡ vfHkfgr ugha
gSA fo’ks"k :i ls 'kkL=h;] mi’kkL=h; ,oa lqxelaxhr
esa bldk izpqjek=k esa iz;ksx gksrk gSA izkphu xk;d&oknd
bl fØ;k dks ̂ xzke ck¡èk* dj xkuk dgrs FksA ,d izdkj
ls vkfoHkkZo ,oa frjksHkko dks blh ds vUrxZr ekuk tk
ldrk gSA ewPNZuk oSfpV; ds vUrxZr ;fn orZeku
le; esa 'kq) Lojksa ds eè; lIrd ds xkUèkkj dks lk
ekudj rkj lIrd ds xkaèkkj rd vkjksg&vojksg djus
ij iw.kZ:i ls HkSjoh ds Loj izkIr gksrs gSaA

orZeku laxhr esa ̂ rku* jkx foLrkj dk lwpd
gSA xf.kr fl) fofèk ds vkèkkj ij Lojksa ds myV&iVy
Øe ls mudh la[;kvksa dks fdl izdkj c<+k;k tk
ldrk gS] bl lanHkZ esa ^[k.Mes:* orZeku laxhr esa Hkh
iz;kstuh; gSSA

o.kZ ds pkj izdkj vkt Hkh laxhr dh
xk;u&oknu fØ;k esa iz;qDr gSa ,oa buls fHkUu dksbZ
O;oLFkk ugha gS ftuesa dky Hksn ls dksbZ ifjorZu ugha
fn[krk lkFk gh LFkk;h] vkjksg&vojksgh ,oa lapkj o.kZ
ds vUrxZr of.kZr lHkh vyadkjksa dk iz;ksx vkt Hkh
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laxhr esa djrs gSa fdUrq mUgsa mudh fof’k"V laKk }kjk
ugha igpkursA vkèkqfud dky esa Hkh laxhr fo|kFkhZ;ksa
dks laxhr f’k{kk esa izkjEHk esa vyadkjksa dk vH;kl djk;k
tkrk gS ftldk mn~ns’; Loj dk lgh iz;ksx fofHkUu
Øeksa esa Lojksa dk vH;kl gksrk gSA rnUrj vH;kl ds
QyLo:i jkxksa esa Hkh mlds lkSUn;Z dks c<+kus jkx
foLrkj ,oa Loj ekèkq;Z esa vyadkj mi;ksxh gksrs gSA
rRdkyhu y{; esa 'kkZnso ds iwoZ gh tkfr xk;u dk yksi
gks pqdk Fkk fdUrq xzUFkdkj us Lo;a ;g mYys[k fd;k gS
fd jkx ;k jkx ds vo;o tkfr esa izNUu gSaA vr,o
jkx xk;u dks le>us ds fy;s tkfr xk;u ds lEcUèk esa
,d izdkj dh èkkj.kk vko’;d gSA

xhfr ds vUrxZr gekjs orZeku laxhr esa Hkh
ekxèkh xhfr ds leku ,d&,d 'kCn ;k v{kj dh
ckjEckj tks vkof̀r gksrh gS mldk ewy inkfJr ekxèkh
xhfr ls rqyuh; gS lkFk gh ;g Hkh Li"V gS fd Bhd
oSlk gh iz;ksx vkt nf̀"Vxr ugha gksrk ijUrq izkphu
y{k.k esa fofHkUu ekxksZa esa y; vkfn ds iz;ksx dk Kku
gesa blls gksrk gSA

vr% bl vè;;u ds vkèkkj ij dgk tk ldrk
gS fd Lojxrkè;k; esa of.kZr fo"k;ksa esa ls dqN orZeku
laxhr ds lanHkZ esa fu"iz;ksT; ugha dgs tk ldrsA laxhr
esa ifjorZu gks x;k gS fdUrq muds ewy fl)kUrksa esa dksbZ
vUrj nf̀"Vxkspj ugha gksrkA

lUnHkZ&xzUFk&lwph %
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fo|kifr % thou ,oa O;fDrRo

eSfFky dksfdy fo|kifr dk tUe 1000 o"kZ
iwoZ fefFkyk ds ̂ fclQh* xkao esa gqvk FkkA os viuh fo}rk ds
ne ij lglz o"kks± rd u flQZ Hkkjr cfYd iwjh nqfu;k
esa uke dekus esa iw.kZ :is.k lQy gq,A

fo|kifr ds firk ^^x.kifr Bkdqj** ,oa muds
iwoZt fefFkyk ds jkt njckj esa ̂lHkk if.Mr** gqvk djrs
FksA fefFkyk ds jktk x.ks'oj Bkdqj ,oa muds lqiq=ksa dk
fo|kifr ds firk ,oa Lo;a fo|kifr ls cgqr lkSgknZiw.kZ
lacaèk FkkA ̂ x.ks'oj Bkdqj* ds iq= dhfrZflag ds njckj esa
fo|kifr dk vPNk LFkku FkkA fo|kifr us ̂jktk dhfrZflag*

egkdfo fo|kifrjfpr _rqxhrksa dk lkSUn;kZRed i{k

MkW0 txcUèkq izlkn·

lkj

yxHkx 13oha lnh esa fo|kifr dk vH;qn; fefFkyk ds ifo= Hkwfe ij gqvkA fo|kifr ds iwoZt
o xq#tu iwoZ ls gh vius fo}rk ds dkj.k fefFkyk ds jkt njckj esa viuk LFkku cuk pqds FksA os dbZ
izdkj dh jpuk,¡ fefFkyk ds jktk&egkjktkvksa ds lEeku esa fy[k jgs FksA fo|kifr us Hkh blh ijEijk dks
vkxs c<+krs gq, yxHkx 12 laLÑr xzaFkksa ,oa 2 vogV~V Hkk"kk esa jpuk,a dhA bruk gh ugha] mUgksaus yxHkx
2000 ls vfèkd xs; inksa dh jpuk dhA muls dksbZ Hkh fo"k; pkgs J̀axkj gks] HkfDr gks] d#.k gks] izse gks
vFkok gkL;] vNwrk ugha jgkA

fo|kifr us izÑfr ds izse dks n'kkZrs gq, dbZ jpuk,a dhA ekSleh xhrksa ds jpukvksa dks mUgksaus
cgqr vfèkd egÙo fn;k vkSj mUgksaus lkef;d vFkok _rqijd xhrksa dh dbZ jpuk,¡ dhA _rqxhrksa esa dfo
us olar] o"kkZ] ckjgeklk] pSr] iwl lHkh ekSle ls lacafèkr xhr jpsA olar _rq ds o.kZu esa mUgksaus ges'kk
izse] foHkksj] Qwy] fcgjb] fd'kksj] dkfyUnh] dqatcu] 'kksHku vkfn 'kCnksa ds iz;ksx ls _rq dh ,d thoUr
Nfo dk ifjp; fn;kA inkoyh esa f'koflag ,oa yf[kek nsoh ds vkilh lacaèkksa dks] olar _rqxhrksa tks
^^HkkoksYykl** ds uke ls Hkh tkuk tkrk gS] cgqr dq'kyrk ls of.kZr fd;kA o"kkZ_rq esa ?ku] xjtfUr]
eÙk&nknqj] frfej vkfn 'kCn ds iz;ksx ls _rq dh lqUnjrk dk c[kku fd;kA o"kkZ _rq esa mBus okyh fojg
osnuk dks fo|kifr us dqN bl izdkj O;Dr fd;k&

l[kh gs gej nq[kd ugh vksj
b Hkj cknj] ekg Hkkno] lwu eafnj Hkksj-----

blh rjg pSr] ckjgeklk] gksjh] >wej vkfn xhrksa esa Hkh fo|kifr ds dkO; esa izÑfr lkSUn;Z dk
Li"V n'kZu gks ikrk gSA

ladsr 'kCn % _rqxhr] eSfFkyh] yksdxhr] olar] ckjgeklk

izfof/k % lEiw.kZ v/;;u ds fy, iqLrdksa ds v/;;u dks ek/;e cuk;k x;k gS A

· ,lksfl,V izksQslj] laxhr foHkkx] fnYyh fo'ofo|ky;] fnYyh

dh vkKk ls ̂ dhfrZirkdk ,oa dhfrZyrk* xzaFkksa dh jpuk
dhA mlds ckn dhfrZflag ds iq= ̂ ^f'koflag** ds lkfUuè;
,oa vkJ; esa mUgksaus dbZ inksa dh jpuk dhA jktk
f'koflag ds lkFk fo|kifr dk l[kkHkko FkkA blfy,
jktk f'koflag ds lacaèk esa jfpr vfèkdrj jpuk,¡ fo|kifr
us cgqr gh Lora=rk ,oa futrk ls jpkA fo|kifr us
jktk f'koflag ,oa jkuh yf[kek nsoh ds izseiw.kZ lacaèk ij
Hkh in fy[ksaA fo|kifr th us inksa dh Hkf.krk ¼in uke½
esa ̂ f'koflag* dk uke fy;k gSA lkFk gh jkuh yf[keknsoh
uke ls Hkh dbZ in izkIr gksrs gSaA egkdfo fo|kifr ,d
egku dfo] lkfgR;dkj] laxhr fon~] dFkkdkj ,oa laLÑr]
fgUnh ,oa eSfFkyh bu rhuksa Hkk"kk ds Kkrk FksA bUgksaus
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Jàxkj] HkfDr] gkL; bu lHkh Hkkoksa ls ;qDr dbZ dkO;ksa
dh jpuk dhA egkdfo ds vn~Hkqr dkO; lkSan;Z ds dkj.k
gh budh x.kuk fgUnh ds egku dfo;ksa esa dh tkrh gSA
fgUnh lkfgR; esa mUgsa ogh LFkku izkIr gS] tks laLÑr esa
egkdfo t;nso dks izkIr FkkA mUgksaus egkdfo t;nso
Ñr xhr xksfoUn ls izsj.kk yh vkSj viuh futh ekSfydrk
cuk;s j[krs gq, ^inkoyh* dh jpuk dhA

fo|kifr ds izekf.kd xhr fdruk miyCèk gS
;g dguk dfBu gSA ijUrq dqN ikaMqfyfi;ksa ds :i esa
bu xhrksa dk ladyu fd;k x;kA ,sls izkphu ikaMqfyfi;ka
vkB gSa ¼1½ jkeHkæiqj&rkyi=] ¼2½ usiky&rkyi=] ¼3½
rjkSuh rkyi=] ¼4½ Hkk"kk xhr laxzg] ¼5½ jkxrjafx.kh]
¼6½ gjxkSjh fookg ukVd] ¼7½ xksj{k fot; ukVd] rFkk
¼8½ ukukjkxxhrA1

egkdfo us dqy 14 xzaFkksa dh jpuk dhA ;s
lHkh xzaFk fdlh&u&fdlh egRoiw.kZ fo"k; ls lacafèkr
FksA bu xzaFkksa ds uke gS ¼1½ dhfrZirkdk] ¼2½ dhfrZyrk]
¼3½ xksj{k fot;] ¼4½ Hkw&ifjØek] ¼5½ iq#"k&ijh{kk] ¼6½
fy[kukoyh] ¼7½ 'kSo&loZLolkj] ¼8½ xaxk okD;koyh]
¼9½ foHkkxlkj] ¼10½ nku okD;koyh] ¼11½ nqxkZHkDrrjafxuh]
¼12½ x;k iÙkyd] ¼13½ o"kZ&uR̀;] ¼14½ ef.keatjhA2

blds vfrfjDr mUgksaus ^oS".ko&inkoyh** dh
jpuk dh ftlesa jkèkk&Ñ".k ds izse&lacaèkksa dks lkèkkj.k
uk;d&ukf;dk ds :i esa o.kZu fd;k x;k gSA blesa jkèkk
ds :i&lkSUn;Z dk u[k&f'k[k o.kZu feyrk gSA ;s xhr
iw.kZ:is.k Jàxkfjd gSaA ;|fi ;s ogh xhr gSa ftls lqudj
Lo;a egkizHkq pSrU; nso vfHkHkwr gq, fcuk ugha jg lds
vkSj bu xhrksa dks gh os dhrZu dh rjg xk;k djrs FksA

fo|kifr us inkoyh ds lkFk gh] yxHkx 2000
,sls xhr fy[ks tks yksddaB esa izpfyr gq,A bu xhrksa ds
varxZr laLdkj] HkfDr] Jàxkj] _rq ijd xhr vkfn
lfEefyr gksrs gSaA fo|kifr xhrksa dh fo'ks"krk ;g gS fd
bUgksaus izÑfr lacafèkr 'kCnksa dk O;ogkj vius dkO;ksa esa
cgqrk;r ls fd;kA buds xhrksa esa izÑfr&lacafèkr 'kCnksa
;Fkk o{̀k] panu] paæek] Qwy] dksfdy] vacj] uoty]
fctqjh] dudyrk] lfl] vaxuek] xfN;k] dud&dnfy]
jfc&lfl 'kCnksa dk iz;ksx feyrk gS tks buds izÑfr&izse
dk lwpd gSA

izkphu dky ls gh gekjs Hkkjrh; laxhr esa
_rqvksa dk egÙoiw.kZ LFkku gSA Hkkjr ds lHkh {ks=ksa esa
_rq vkèkkfjr dbZ lkjs yksde; xhrksa dk izpyu Hkh
jgk gSA vusd _rq vkèkkfjr yksdèkquksa ,oa yksdxhr
Hkkjrh; 'kkL=h; laxhr esa Hkh xzg.k dh xbZ gSA lkèkkj.k
:i esa Hkkjr esa rhu izdkj ds ekSle ik;s tkrs gSa& xehZ]
lnhZ ,oa cjlkrA ijUrq eq[; :i ls N% izdkj ds _rqvksa
dh ppkZ laxhr ,oa lkfgR; bu nksuksa esa feyrh gSaA ;s
_rq,¡ Hkkjr esa izpfyr R;ksgkjksa ls Hkh tqM+h gqbZ gSaA blfy;s
tc ge bu _rqvksa esa izpfyr yksdxhrksa ;k lkfgR; dh
ckr djrs gSa] rks dgha uk dgha lacafèkr R;ksgkjksa dh Hkh
ppkZ ge mu xhrksa esa ikrs gSaA N% _rq,a xzh"e] o"kkZ] 'kjn]
gsear] 'khr] olar bu lHkh ls lacafèkr xhrksa dks xkus dk
izpyu gjsd yksd laLÑfr esa ik;k tkrk gSA bu _rqxhrksa
esa _rq ls lacafèkr ifjfLFkfr;k¡ ml le; ds euksHkkoksa
vkSj ml le; izpfyr ioZ R;ksgkjksa dh Hkh ppkZ xhr ds
cksyksa esa fey tkrh gSA dHkh yw ls rirh nqigjh dk o.kZu
xzh"e _rq esa] rks dHkh ek?k&iw"k dh BaM dh ppkZ 'khr
_rq esa feyrh gSA bl izdkj dHkh e;wj uR̀; vkSj nknqj
ds 'kksj dh ppkZ o"kkZ _rq esa fey tkrh gS rks dHkh olar
esa meax] mYykl vkSj Qwy ds [kq'cw dk o.kZu fey tkrk
gSA 'kjn _rq esa tgk¡ iÙks >jus] uojk=h] n'kgjk dk
o.kZu feyrk gS rks ogha gsear _rq esa isM+&ikSèks gjs&Hkjs gksus
dk] lqcg ds dksgjs okys èkwi ds vkuan dk vkSj fnokyh
ds R;ksgkjksa dk o.kZu Hkh feyrk gSA

fo|kifrjfpr inksa dks ns[kus ls Kkr gksrk gS
fd _rq vFkok lkef;d xhr ls dfo dk fo'ks"k :>ku
FkkA dkj.k bu xhrksa esa dfo dk izÑfr izse vkSj [kqydj
lkeus vk;k gSA bUgksaus lHkh izdkj ds _rqvksa ij xhr fy[ksA
,sls xhr fo'ks"k _rq ij xkbZ tkrh gSA bUgsa ^_rqxhr* dgrs
gSaA ;s xhr cM+s gh Hkkoiw.kZ vkSj ljl gksrs gSaA buesa thou
dh ekèkqjh vkSj lqUnjrk dk cM+k je.kh; fp=.k gksrk gSA
bu xhrksa esa ekuo ân; ds vkUrfjd mn~xkjksa dh vfHkO;atuk
gksrh gS vkSj lkFk gh _rq o.kZu HkhA

,sls xhrksa esa olar]o"kkZ] pSrkoj] gksjh] >wej]
ckjgeklk vkfn vkrs gSaA

olar&

_rq olar ij fo|kifr us vusdkusd in
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fy[ksA mUgksaus viuh inkoyh esa ^olar* dks ckyd ds
:i esa of.kZr fd;k gSA bl izdkj mUgksaus izÑfr olar
dks thoar :i esa izLrqr fd;k vFkkZr~ mldk ekuohdj.k
fd;k gS&

lq[klu csjk lqdqy i[k gsA

fnudj mfnr lekbZ gsAA

lksjg laiqu cfrl y[ku lgA

tUe ysy fjrqjkbZ gSAA

bl izdkj ̂ olar* dk tUeksRlo cM+s vkuUn ds
lkFk euk;k tkrk gSA vkxs ds in esa dfo fy[krs gSa fd
lHkh ;qorh ,oa tu [kq'kh ls ukp jgs gSa vkSj eèkqj xku
xk jgs gSa

ukp;s tqchr tuk gjf[kr eu

tuey cky eèkkbZ gsAA

eèkqj egkjl eaxy xko;sA

ekfufu eku mM+kb gsAA

--- eèkqy; eèkqdj ckyd n;sgy3

dey ia[kqfj ykbZ

ivksukfj rksfj lwr ckaèky dfV

ds'kj d,y cèkukbZ

uo uo iYyo lst vksNkvksy

flj nsy dnEc ukyAA

vFkkZr~ tc f'k'kq dk ukedj.k gqvk rks HkkSjksa us
mls dey ia[kqfjvksa ls eèkq ykdj fn;kA iùuky dks
rksM+dj ckyd dh dej esa ^lwr* dh rjg ckaèkk x;kA
dslj us uotkr f'k'kq dks ckèku[k iguk;kA u;s&u;s
iYyoksa ls lst fcNk;k x;k vkSj flj ds uhps dnEc ds
ekykvksa dks rfd;k j[kk x;kA bl izdkj ̂olar* _rq esa
gksus okys lHkh fØ;k&dykiksa dks fo|kifr us olar ds
egksRlo ds :i esa of.kZr fd;kA

fo|kifr us olar _rq ls lacafèkr vU; dbZ
xhr fy[ks& ftuesa ls dqN xhr bl izdkj gSa&

uo&òUnkou uo&uo r:x.k] uo&uo fodflr
Qwy] uoy olar uoy ey;kfuy] ekry uovfy dwy

fcgjb uoy fd'kksj

dkfyfUn iqfyu dqatou 'kksHku uo&uo izse foHkksjAA4

bl izdkj ^^olar&_rq** dh NVk dks dfo ds
dkO; 'kCnksa ls gh le>k tk ldrk gSA ftlesa olar _rq
esa u;s&u;s Qwy ds f[kyus vkSj uoy fd'kksj ¼vFkkZr~
;qod&;qorh½ ds fcgjus ;k ?kweus dk o.kZu feyrk gSA

blh izdkj ,d vU; jpuk gS tks HkkoksYykl
ds uke ls izpfyr gSA

^^ljl olar le; Hkyikvksy] nf{k.k iou cgq èkhjsA

liugq¡ :i opu ,d Hkkf[kv] eq[k l=ksnwj d: phjsAA5

---Hkufg fo|kifr lqucj tmofr ble yf{e lekusA

jkt f'koflag :i ukjk;su] yf[kek nsbifr tkusAA

o"kkZ _rq&

fo|kifr ds le; _rq&ijd jpukvksa esa o"kkZ
_rq xhr dk viuk egÙo gSA o"kkZ _rq dk o.kZu djrs
gq, egkdfo us dbZ egRoiw.kZ xhr fy[ksa] ftlesa o"kkZ
lEcfUèkr 'kCnksa ;Fkk ?ku] xjtfUr] eÙk&nknqj] frfej vkfn
dk iz;ksx feyrk gSA ,d xhr bl izdkj gS&

xxu xjt es?kk mBfy èkjf.k es?kk

ip'kj fg; xsy lkfyA

ls èkfu ns[kfy f[ku ftmfr vktqd fnu

ds tku fd gksby dkfyAA6

blh izdkj fo|kifr us ,d xhr esa o"kkZ _rq
esa fojg ls nXèk ukf;dk ds vius l[kh ds lkFk gq,
okrkZyki dk vuks[kk o.kZu fd;k gSA ;Fkk%&

l[kh gs gej nq[kd ufg vksj

b Hkj cknj ekg Hkknj

lwu eafnj eksj

>fi ?ku xjtfUr larfr

Hkqou Hkfj cjlfUr;k

dUr ikgqu dke nk:u l?ku [kj lj gafr;kA7

vkxs]

frfej fnx Hkfj ?kksj ;kfeuh vfèkj fctqjd iakfr;k

fo|kifr dg dbls xokvksy gfj fcuk fnu jkfr;kAA

vFkkZr~ gfj fcuk fnu jkr dSls fcrk;k tk;s]
tcfd ?kuh o"kkZ gks jgh gS] Hkfj ckfj'k esa tcfd feyus
dh bPNk rhoz gS ,sls esa gfj fcu dSls jgk tk,A
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,d vU; xhr esa fo|kifr fy[krs gSa&

tyn cfjl tyèkkj lj ivks id, igkj

dktjs jkaxfy jkfr] ckgj gksbrs lkfr ltfu

vblfu fufl vfHklkj rksfg rsft dj, ds ikj

Hke,  Hkqvaxe  Hkhe] iads  iqjy  pkSlhe

tyèkj chtqÅtksj r[kus]  xjt  ?ku   ?kkjs

lqdfo fo|kifr xkc] eg?k Hknu ijFkko8

vFkkZr~ es?k èkkjkizokg cjlh tk jgh gS] jkf=
dkty jax lh dkyh gS] Hk;kud liZ pkjksa rjQ ?kwe jgs
gSa] fctyh ped jgh gS] ckgj vkuk Hkh ijkHko gh gS]
fo|kifr dgrs gSa fd ;g izse&izlax cgqr nqyZHk vkSj
d"Vlkè; gSA

pSrekl

pSrekl fi;k Hksy tksfx;k gks jkek

tks ge tfurkS fi;k gksrk tksfx;k

cfUgrks js'ked Mksfj;k tks jkek

js'ked Mksfj;k VqfV QfV tbrs

cfUgrkSa eSa vpjk yxk;s gks jkek

Hkufg fo|kifr lquq gs lgsyh lc

fQj ?kqfe vgksrkg jke gks jkek9

pSrekg esa fi;k tksxh cu cSBs gSaA vxj eSa
tkurh fd fi;k tksxh cu tk;saxs rks mUgsa js'ke dh Mksjh
ls ckaèkdj j[k ysrhA vUr esa fo|kifr dgrs gSa fd fi;k
dgha Hkh tk, vUrr% ?kwe fQj dj okil rks ;gh vk;saxsA

pSrkoj xhrksa esa ̂ jkek* Vsd dh ijEijk gksrh gSA

gksjh ,oa >wej

_rq lacafèkr xhrksa esa oSls xhr tks _rqvksa ds
ledkyhu le; ijd xhr Fks os xhr Hkh 'kkfey gq,A

;Fkk olar ls lehi gksjh ,oa o"kkZ ls lehi
^>wej*A fo|kifr us ^gksjh* dqN bl izdkj fy[kk&

gksjh

dru>ksjh flUnwjs Hkjfy Hk:es Hk: cksdku

clg dsflj etwj xqlk pk:gq iyq iykuAA

fMfefd fMfefd Me: ckt;s blj [ksy; QkxqA

Hkles flUnwjs nqvvks [ksM+k ,dfg fnol ykxqA
la>k, flUnwjs Hk: l:lfr ykNhfg Hkjfy xksjh

bljs Hkles Hk: ujk;su fivj olu cksjh
,d rvks uk³rd vvksds mer blj èkqrqj [kk,A
vvksds mfefr [ksfM+ [ksykc, fdNq u cksyy tk,A

x#M+okgu nso ujk;su clg p<q egslA
dfo fo|kifr dkSrqds xkvksy laxfg fQjfFk nslAA10

dfo gksjh dk o.kZu djrs gSa& fd fdruh lkjh
>ksyh flUnwj ls Hkjh gS] fdruh gh HkLe ls Hkjh gSA
flag] cSy] e;wj vkSj pwgk pkjksa ij ftUuvk x;k gSA
fMfed&fMfed Me: ct jgk gSA egknso gksyh [ksy jgs
gSaA ljLofr] xkSjh] y{eh flUnqj ls Hkj x;h gSa vkSj egknso
,oa ukjk;.k HkLe ls [ksy jgs gSaA xkSjh Hkh eLr gksdj gksjh
[ksy jgh gSaA ukjk;.k x:M+ ij gSa] egknso cSy ij lHkh
lkFk esa ?kwe jgs gSaA fo|kifr iwjs ØhM+k dk o.kZu djrs gSaA

lkFk gh] o"kkZ _rq esa fudV >wej xhr xkus
dh Hkh ijEijk jgh gS&

>wej

xxu cykg ds NkM+y js cfjl dky vrhrA

dfjv fcufr rfUga vkvksc js tfUg fcuq frgqru rhrAA1AA

vc lqefr laxèkkfrfu js ckVj fugkj, tkvksA

dqfnu lc fnu ufg jg jgs] lqfnc, xeu gj [kkvksAA2AA

fo|kifr dfo xkfogk js] jl eku, jleUrA

efUr egsjkj lqUnj js] jsuqdk nsfo lqdUrAA11

ckjgeklk

ckjgeklk] ln'̀k xhrksa esa cSlk[k] tsB] v"kk<+]
lkou] Hkknks] vkflu] dkfrZd] vxgu] iwl] ek?k] Qkxqu]
pSr bu lHkh ekl dk fooj.k gksrk gSA izLrqr xhr esa
vyx&vyx ekl esa ukf;dk ds fojg dk fooj.k fn;k
x;k gSA

fo|kifr us ckjgekl dk fo'kn o.kZu vius
xhr esa dqN bl izdkj fd;k gS&

ekl v[kk<+ vur uc es?k fi;k fclys[k jgvks fujFksèkA

dvksu iq#[k lfl dkSu ls nsl djc rgka uvs tksfxuh HkslAA12

eksj fi;k lf[k xsy nwj nsl] tkScu n, xsy lky lusjkA

lkvksu ekl cfjl ?ku ckfj] iUFk u lw>, fufl vfUèk ikfjAA

ikSfnl nsf[kv chtqfj jsgA rsa lf[k dkfeuh ftcu lsUnlA
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eknc ekl cfjl ?kj ?kksjA lHkh fn, dqgd, nknqj eksjAA

psgqafd psgq¡fd fi;k dksj lek;sA xquefr lwrfy vaxe yxk;sA

vkflu ekl vkl èkj phrA ukg fudk:u ufg esy ghrAA

ljc [ksy, pdck gkWlA fcjfguh cSfj Hksy vkflu eklA

dkfrd dUr fnxUrj cklA fiv iFk gsfj gsfj Hksykgq fujklAA

lq[k lq[kjkfr lcgqadk HksyA ge nq[k lky lksvkfe n;s xsyA

vxeu ekl tho ds vUr vcgq u vkvksy fujn; dUrAA

,dlfj ges èkfu lwrvks tkfxA ukg u vkvksr [kk,r eksfg vfxAA

iwl [khu fnu nfèkfj jkfrA firk ijnsl efyu Hksy dkafrAA

gsjvks pkSfnl >ka[kvks ls,A ekg fcNksg dkgq tuq gks,AA

ek?k ekl ?ku iM+;s rqlkjA f>yfey dspqvk mUr Fku HkkjAA

iquefr lqrfy fivre dksj] fcfèkol nSc cke Hksy eksjAA

Qkxqu ekl èkfu thc mpkj] fcjg fc[kfe esfy gsjvks ckjAA

vkrqj er fid i¥~pe xkc] ls lqfu dkfeuh ftcgq lrkcAA

pSr prqj xqu fi;k ijckl] ekyh tku, dqlqe fodklAA

Hkfe Hkfe Hkejk dj eèkqiku] ukxj Hk, igq Hksy vKkuAA

cSlk[k ru [kj eju leku] dkfeuh dUr gr;s iapckuAA

u tqfM+ Nkgfj ufg cjl;s ckfj] ge ts vHkkfxuh ikfifu ukfjA

tsB ekl mij tc jax] dUr pkg;s dyq dkfeuh laxAA

:iukjk;su iqjFkq vkl] Hkub fo|kifr ckjg eklAA

fcjg.kh ckjgksekl dk mÙkstd ifjos'k esa vuqHkwfr
dj viuh l[kh dks crk jgh gSA

fu"d"kZ %

fo|kifr us o"kkZ _rq] olar] pSrkoj] ckjgeklk
lacafèkr dbZ egRoiw.kZ xhr fy[ksA ;s xhr u flQZ _rq
o.kZu ls lacafèkr Fks oju~ bu xhrksa esa _rq dk ekuohdj.k
Hkh fd;k x;kA _rqvksa esa lEikfnr gq, fØ;kdykiksa dk
Hkh iw.kZ fooj.k Hkh bu xhrksa esa izkIr gksrs gSaA ckjgeklk
ln'̀k xhrksa esa gj ekg ls thou ds dbZ lqUnj izlaxksa dh
ppkZ feyrh gSA fo|kifr ds bu _rq xhrksa ls fiz;re ls
fcNksg ,oa lekt ds ml O;oLFkk dh Hkh tkudkjh gksrh
gS tc izk;% ?kj ds iq#"k èku vftZr djus vFkok fdlh
Hkh dkj.ko'k viuh iRuh ¼izsfedk½ dks NksM+dj tkrs Fks]
rks iRuh vFkok izsfedk dh D;k n'kk gksrh gS vFkkZr~

lekt esa gks jgs iyk;uokn dh Hkh tkudkjh bu xhrksa
esa feyrh gSA vfUre ckjgeklk _rqxhr esa csesy fookg
tSlh lkekftd foo'krkvksa dk irk pyrk gS tgk¡
tkurs&le>rs gq, Hkh dU;k dk gkFk mlls vfèkd mez
,oa cká :i ls vfr lqUnj u gksrs gq, Hkh] oj ds gkFk
esa lkSaiuk iM+rk gSA ;|fi vUr esa ml oj dks ^'kadj
f=HkqouukFk* crkdj ml fookg dks iw.kZ lekt ls LohÑfr
dh ckr Hkh dh tkrh gSA bl izdkj ;s lHkh xhr gekjs
gh lekt ds rkus&ckus ls cqudj fy[ks x, gSa] ,slk
ekywe iM+rk gSA

lanHkZ lwph %

1- >k] ia- xksfoUn] fo|kifr xhr lexz] i`- IX ¼izLrkou½

2- fo|kifr inkoyh ¼ladyu½] i-̀ 75

3- flag] MkW- f’ko izlkn] fo|kifr] i-̀ 34

4- fo|kifr inkoyh ¼ladyu½] i-̀ 58

5- fxz;Zlu ¼ladyu½] i-̀ 475

6- >k] la- mekukFk] fo|kifr xhr 'kfr] lkfgR; vdkneh]
i-̀&36

7- fo|kifr laxhrkatyh] i-̀ 68

8- >k] ia- xksfoUn] fo|kifr xhr lexz ¼ladyu½] i`- 8

9- vkuUn foHkwfr] xhrukn] T;ksRluk vkuan] i-̀ 110

10- >k] ia- xksfoUn ukFk] fo|kifr xhr lexz ¼ladyu½] i-̀ 254

11- ogh] i-̀ 523

12- ogh] i-̀ 533

lanHkZ xzaFk %

1- >k] xksñ ¼2012½] fo|kifr xhr lexz] eSlwj] Hkkjrh; Hkk"kk laLFkku

2- >k] mñ ¼1993½] fo|kifr xhr 'kfr ¼r̀rh; laLdj.k½] ubZ fnYyh]
lkfgR; vdkneh

3- flag] f'kñizñ ¼1957½] fo|kifr] okjk.klh] fgUnh izpkjd
iqLrdky;

4- >k] dñ ¼1999½] fefFkyk ozr vk ikcfu frgkj] iVuk] moZ'kh
izdk'ku

5- flag] MkWñ vñ ¼1993½] eSfFkyh yksdxhr ladyu] fnYyh] lkfgR;
vdkneh

6- >k] MkW- jk- ¼2017½] fo|kifr psruk ¼ladyu½] iVuk] psruk
lfefr

7- >k] e-e-i- fefFkyk rÙo foe'kZ ¼1949½] eSfFkyh vdkneh] iVuk
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^jkx* Hkkjrh; laxhr dk ,d egRoiw.k Z
ikfjHkkf"kd 'kCn gSA blh ij lEiw.kZ laxhr vkèkkfjr gSA
jkx&xk;u Hkkjrh; laxhr dh viuh ,d çeq[k fo'ks"krk
gSA çkphu dky esa tks LFkku tkfr&xk;u dks çkIr Fkk]
vkèkqfud dky esa ogh LFkku jkx&xk;u dks çkIr gSA

^jkx* 'kCn dk ç;ksx laxhr ds xzaFkdkjksa us vusd
vFkksaZ esa fd;k gSA jkx Hkkjrh; laxhr dh og fo'ks"krk gS
ftldh dYiuk ij lEiw.kZ 'kkL=h; laxhr vkèkkfjr gSA
;g laxhr ds ekè;e ls vius Hkkoksa dks vfHkO;ä djus
okyk ,d ,slk mRd"̀V ekè;e gS ftlesa Loj] y;] rky]
Hkk"kk] Hkko] lkfgR;] dYiuk rFkk dykdkj dh dq'kyrk
bu lHkh dk lqpk: :i ls lkeatL; çrhr gksrk gSA
jkx Hkkjrh; laxhr ds lokZfèkd egRoiw.kZ rRoksa esa çeq[k gSA
jkxksa dk Lo:i] muds y{k.k vkSj fu;eksa ij gh vkèkkfjr
gS rFkk mUgha ds dkj.k lHkh jkx ,d nwljs ls fHkUu fHkUu
çrhr gksrs gSaA jkx dk vfLrRo mlds Loj mPpkj.k ls
vFkkZr~ dkSu lk Loj fdl çdkj yxk;k tk,xk] blh fu;e
ls curk gSA jkx fu;e gh jkx Lo:i dks LFkwyr% O;ä
djrs gSaA ;fn jkx ds Lo:i dks vPNh rjg ls le> fy;k
tk; rks mlds fu;eksa dks cjdjkj j[krs gq, jkx&xk;u
esa iwjh Lora=rk jgrh gSA ,d gh jkx dks dbZ rjg ls
fu;ekuqlkj xk;k vkSj ctk;k tk ldrk gSA

leLr fo'o esa gekjk jkx&fl)kar vf}rh; gSA
jkxksa dh Hkkjrh; voèkkj.kk esa fofHkUu lqjksa ds yxko dh

fganqLrkuh 'kkL=h; laxhr esa ^jkx* dh voèkkj.kk

Jhçdk'k ik.Ms;·

'kksèk&i= lkj

Hkkjrh; laxhr dh ppkZ gksrs gh loZçFke ^jkx^ 'kCn è;ku esa vkrk gS] D;ksafd Loj] rky vkfn
xq.k fo'o dh lHkh laxhr ç.kkfy;ksa esa fo|eku jgrs gSa] fdUrq jkx Hkkjrh; laxhr dk ,d foy{k.k xq.k
gSA Hkkjrh; laxhr ds vUrxZr ̂ jkx^ gekjs _f"k;ksa&eqfu;ksa vkSj rifLo;ksa dh foy{k.k çfrHkk dk çrhd gSA
jkx ekuo dh lw{ere~ ljyre~ vkSj dkseyre~ Hkkoukvksa dh vfHkO;fä dk ,d l'kä ekè;e gSA blls
ân; dh lq[k&nq%[ke;h] jkxkRed òfÙk;ksa] Hkkoksa vFkok vuqHkwfr;ksa dh ljl vfHkO;atuk gksrh gSA Hkkjrh;
n'kZu lkfgR; vkSj laxhr esa jkx dk ,d fof'k"V LFkku gSA

dqath 'kCn % jkx] jkx xk;u] tkfr ijEijk] jkx laxhrA

izfof/k % bl 'kks/k&i= ds fy, f}rh;d ek/;e mi;ksxh gq, gSa A

· vflLVsaV çksQslj] laxhr foHkkx] n;kuUn oSfnd dkyst] mjbZ

fof'k"V 'kSyh] xk;u&oknu dk le;] mu ls mRiUu gksus
okyh Hkkouk,a vkSj euksn'kk,¡ lHkh jkx ds dkj.k mRiUu
gks ikrh gSaA vusd jkxksa esa ,slh HkkoukRed fLFkfr;k¡
varfuZfgr gksrh gSa] ftu ls lHkh jlksa dk cksèk gksrk gSA

çkjEHk ls gh xzaFkdkjksa us ^jkx* dks èofu dh
fo'ks"k jpuk gh dgk gSA Hkkjrh; laxhr dk çeq[k vax
gh jkx gS rFkk jkx gh Hkkjrh; laxhr dh uhao gS] ftl
ij Hkkjrh; laxhr dk fo'kky Hkou çfrf"Br gSA jkxksa
ds ekè;e ls dykdkj dh çfrHkk] dYiuk ,oa lkèkuk
LojkRed lkSan;Z ds :i esa vfHkO;ä gksrh gSA jkx ds
dqN vU; vFkZ bl çdkj gSa& jax] jatd] oLrq] ekèkq;Z
bR;kfnA laxhr esa dsoy mu vFkksaZ dks gh ekU;rk nh xbZ
gS ftudk lacaèk jpukRedrk ls gS tSls jatd Hkko]
laosnuk] ekèkq;Z] ykfyR; bR;kfnA

^jkx* 'kCn dh mRifÙk laLdr̀ èkkrq] ^j´~t* ls
gqbZ gS ftldk vFkZ gS& jatu vFkkZr~ jatdrk gh jkx dk
vkarfjd rRo gSA Hkjr eqfu us ̂ ukVî'kkL=* esa jkx 'kCn
dks jatdrk ds vFkZ esa ç;qä djrs gq, dgk gS&

Þ;Fkk o.kksnwrs fpÙka u 'kksHkksRiknsu Hkosr~A

,oeso fcuk xku ukVîe jkxe~ u xPNfrAAß1

vFkkZr~ ftl çdkj jaxksa ds fcuk dksbZ fp=
'kksHkk;eku ugha gksrh] mlh çdkj xku ;k laxhr ds
fcuk ukVî jatdRo dks çkIr ugha gksrkA tgka jkx 'kCn
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dk ç;ksx jkxRo ds :i esa djrs gq, mUgksaus dgk gS&

ÞviVk{ksidr̀k psnkR;f;dk goZjkx'kksdkèkk%A

foPNsnL=e le% dk;ZLrKS% ços'ks rqAAß2

vFkkZr~ inkZ mBus ij g"kZ] jkx] 'kksd vkfn Hkkoksa
dk ,d larqfyr ek=k esa ç;ksx fd;k tkuk pkfg,A bl
çdkj jkx 'kCn dk ç;ksx ukVî 'kkL= esa vusd ckj o
vusd vFkksaZ esa fd;k x;k gSA ftl çdkj jax ;k jaxksa dk
leUo; fHkUu Hkkoksa dks çnf'kZr dj fof'k"V jl dh fu"ifÙk
djus esa l{ke gksrk gS mlh rjg jkx vius lkafxfrd
rFkk lkfgfR;d vFkZ esa lefUor gksdj jl&fu"ifÙk esa
l{ke gksrk gSA

^ukVî'kkL=* ls iwoZorhZ dky esa jkx ds vfLrRo
ij ;fn fopkj fd;k tk; rks lke lIrd dk fodkl]
LrksHkk{kj vkfn ds ç;ksx ls ,slk çrhr gksrk gS fd jkx
esa ç;qä gksus okys rRoksa dk fodkl oSfnd ;qx esa gks
pqdk FkkA M‚å 'kjPpaæ Jhèkj ijkatis us Hkh bl ckr dks
Lohdkj fd;k gS fd dSf'kd jkx dk mYys[k ^ukjnh; f'k{kk*
rFkk Hkjrdr̀ ^ukVî'kkL=* esa miyCèk gSA

fofHkUu xzaFkksa esa jkx dk mYys[k& iqjk.kksa esa
laxhr dk ,d fo'ks"k egRo gS ;g dguk dfBu gS fd
iqjk.kksa dh jpuk dc] dSls gqbZ ijUrq osnksa ds i'pkr~ gh
iqjk.k vk,] ;g dguk mfpr gksxkA ^gfjoa'kiqjk.k* esa
jkxksa dk o.kZu feyrk gSA bl lacaèk esa xzaFkdkjksa us dgk
gS fd NkfyD;&xku ds o.kZu esa xzke&jkxksa dk o.kZu
fuEu 'kCnksa esa gqvk gS&

Þtxzkg oh.kkeFk ukjnLrq "kM~t~xzkejkxkfnlekfèk;qäke~ A

gYyhld rq Lo;eso d"̀.k% loa'k?kks"k ujnso ikFkZ% AA**

vFkkZr~ ukjn ds gkFk esa oh.kk Fkh ftl ij
"kM~txzke ds jkx ctk;s tk ldrs FksA Lo;a Jhd"̀.k ds
lkFk gYyhld uR̀; dj jgs Fks rFkk vtqZu eǹax ctk
jgs FksA ;g NkfyD; fofoèk xzke jkxksa ds vUrxZr fofoèk
LFkku rFkk ewPNZuk ds lkFk xk;k tkrk FkkA fo}kuksa ds
vuqlkj] ok;qiqjk.k esa Hkh lIr Loj] rhu xzke] bDdhl
ewpZ~Nuk] mUpkl rkuksa dk mYys[k fd;k x;k gSA

xzaFkdkjksa ds vuqlkj ok;qiqjk.k Hkkjr ds çkphure
iqjk.kksa esa ls ,d gSaA çkphu xzaFkksa es jkx dk mYys[k
ns[kus ls ;g Li"V gksrk gS fd jkx ij vkèkkfjr ijEijk

dk fodkl ikSjkf.kd le; rd gks pqdk FkkA bl le;
jkx dh ijEijk viuh çkjfEHkd voLFkk esa FkhA ok;qiqjk.k
esa xkaèkkj xzke  dk Hkh mYys[k fd;k x;k gSA ̂ jkx* 'kCn
dk ç;ksx ̂ vfHkKku'kkdqarye~* esa Hkh vusd ckj gqvk gSA

jkek;.k Hkkjrh; egkdkO;ksa dk çeq[k lzksr gSA
egf"kZ okYehfd ds vuqlkj] jkek;.k dk fuekZ.k xs;
dkO; ds :i esa gqvk gSA ml dky rd laxhr dk çpqj
ek=k esa fodkl ;k i;kZIr çpyu gks pqdk FkkA
jkek;.k&xk;u lIr 'kq) tkfr;ksa ij vkèkkfjr Fkk ftlls
;g çekf.kr gksrk gS fd ml dky esa "kM+t xzke ,oa
eè;e xzke dk çpkj FkkA blds i'pkr~ egkHkkjr dky
esa ^laxhr* 'kCn dk ç;ksx ugha feyrk cfYd blds
LFkku ij xkUèkoZ 'kCn dk ç;ksx vfèkdrj feyrk gSA
egkHkkjr esa xhr vkSj xkUèkoZ dk mYys[k dbZ LFkku esa
feyrk gSA xs; çcUèkksa ds vUrxZr lkexkFkk rFkk
eaxyxhfr;ksa dk çeq[k :i ls mYys[k ik;k tkrk gSA
bu xkFkkvksa dk xku xkUèkoZ }kjk fd;k tkrk FkkA

tkfr&xk;u rFkk tkfr;ksa dk çkphu dky esa
fof'k"V LFkku jgk gSA mudk çpyu eè;dky ls cgqr
igys gh lekIr gks x;k FkkA ^jkx* 'kCn ds mn~Hko esa
tkfr 'kCn dk egRoiw.kZ LFkku gSA jkxksa dk mn~Hko
^tkfr;ksa ls ekuk tkrk gSA ekxhZ laxhr esa Lojksa dh
mRifÙk Jqfr;ksa }kjk gksrh FkhA Lojksa ls xzke fufeZr gksrs
gSaA xzkeksa ls tkfr;ksa dk fuekZ.k gksrk gS rFkk tkfr;ksa ls
jkx fufeZr gksrs FksA tkfr;ksa dk mYys[k jkek;.k esa Hkh
çkIr gksrk gSA tkfr dh ifjHkk"kk dk mYys[k loZçFke
eraxdr̀ ^og̀ns'kh* esa çkIr gksrk gSA vkpk;Z erax tkfr
dks gh jkx dh tuuh ekurs gSaA

dqN fo}ku ;g Hkh dgrs gSa fd tkfr jkx dh
gh iwoZ laKk FkhA erax us ;g Hkh dgk gS fd lalkj esa
tks dqN Hkh xk;k tkrk gS] og tkfr;ksa ds gh vUrxZr
gSA Hkjr lesr vU; vkpk;ksaZ us 'kq) vkSj fodr̀ lesr
dqy 18 tkfr;ksa dk mYys[k fd;k gSA jkx tkfr dk gh
fodflr :i gSa blfy;s Hkjr }kjk fuèkkZfjr tkfr
y{k.k jkxksa ds fy;s pfjrkFkZ gksrs gSaA ;g y{k.k eq[;r;%
nl gSaA xzg] va'k] eUæ] rkj] U;kl] viU;kl] lU;kl]
foU;kl] cgqRo rFkk vYiRoA

Hkjreqfu dr̀ ^ukVî'kkL=* esa xzke jkx vkSj
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tkfr jkx ds :i esa ^jkx^ 'kCn vk;k gSA tkfrjkx ds
fo"k; esa ukVî'kkL= esa dgk x;k gS fd vYi xkUèkkj&fu"kkn
okyh tkfr;ksa esa vojksg esa vUrj xkUèkkj vkSj dkdyh
fu"kkn uked ^lkèkkj.k^ Lojksa dk ç;ksx fd;s tkus ij
^tkfrjkx^ curs gSaA bl çdkj] Hkjr ds ̂ ukVî'kkL=* esa
tkfr] tkfrjkx rFkk xzkejkx rhuksa dk mYys[k feyrk
gSA

tkfr;ksa ds ckjs esa irk yxrk gS fd os vëkjg
Fkha ftuesa lkr 'kq) vkSj X;kjg fodr̀ FkhaA bu tkfr;ksa
ds vykok lkr xzke&jkxksa dk Hkh çpkj Fkk ftuds uke
Fks eè;e xzke] "kM~t lkèkkfjr] iape] dSf'kd] "kkMo rFkk
dSf'kd eè;eA tkfr&xku dks ml le; mPpLrj dk
laxhr ekuk tkrk Fkk D;ksafd muds fu;e dBksj Fks vkSj
mudk ç;ksx yksd laxhr esa ugha gksrk FkkA tkfr ds
y{k.k Hkh jkx ds rjg nl ekus x;s Fks& xzg] va'k] rkj]
eUæ] U;kl] viU;kl] vYiRo] cgqRo] "kkMo vkSj vkSMo A
ckn esa pydj] tkfr ds ;gh nl y{k.k jkx ds nl
y{k.k cusA ;s fo'ks"k y{k.k jkxksa ds Hkh Fks ijUrq èkhjs&èkhjs
buesa Hkh dkQh ifjorZu gqvkA

^tkfr^ dks jkxksa dh tuuh dgk x;k gS ijUrq
jkxksa dk çpkj ml ;qx esa ugha FkkA ̂ jkx^ 'kCn dk ç;ksx
vo'; gqvk FkkA erax us vius xzaFk esa jkxksa ds lkr xhfr;ksa
ds ckjs esa crk;k gS& 'kq)k] fHkUuk] xkSMh] jkx] lkèkkj.kh]
Hkk"kk] foHkk"kkA

Hkjrdr̀ ^ukVî'kkL=* esa xzkejkxksa dk ç;ksx
ukn ds vUrxZr iap lfUèk;ksa esa fd;s tkus dk foèkku gSA
jkx dfri; fof'k"V èofu&Lo:iksa dks gh dgk x;k gS]
tks ijEijkxr :i ls çkIr ,oa 'kkL=ksa esa mfYyf[kr
gksrs gSaA erax ls iwoZ Hkh jkx dk mYys[k dbZ
,sfrgkfld xzaFkksa esa çkIr gksrk gS tSls& jkek;.k] egkHkkjr]
ukjnh; f'k{kk] gfjoa'k iqjk.k] ok;q iqjk.k] ekdZ.Ms; iqjk.k
rFkk Hkjrdr̀ ^ukVî'kkL=*A

^jkx* 'kCn dk ikfjHkkf"kd :i ls ç;ksx loZçFke
eraxdr̀ ^og̀ns'kh* esa çkIr gksrk gS] ftlesa eraxeqfu us
jkx xhfr ds lanHkZ esa d';i dh ifjHkk"kk dks çeq[krk
nh gS&Þprq.kkZefi o.kZuke ;ks jkx% 'kksHkuks Hkosr~A l loksZ
d'̀;rs ;s"kq rsu jkx bfr Ler̀k%AAß3 vFkkZr~ pkjksa o.kksaZ ls
;qä 'kksHkuh; Lojksa dk ç;ksx djus ls tks Loj&ygjh

mRiUu gksrh gS] og jkx dgykrh gSA blh vFkZ dks è;ku
esa j[krs gq, erax us Hkh jkx dh ifjHkk"kk dks fHkUu&fHkUu
:i ls çLrqr fd;k gSA erax ds vuqlkj jkx dh
ifjHkk"kk bl çdkj gS&

ÞLoj o.kZ fo'ks"ks.k èofuHksnsu ok iqu%A

jT;rs ;su ;% df'pr~ l jkx lEer% lrkeAAß4

vFkkZr~ fo'ks"k Loj] o.kZ ;k èofu Hksn ds }kjk
ftlesa tu&fpÙk&jatu dk lkeFkZ~; gks] og jkx dgykrk
gSA Lojksa rFkk o.kksaZ ls foHkwf"kr èofu dh og fof'k"V
jpuk tks euq"; ds fpÙk dk jatu djus esa leFkZ gks] mls
jkx dgk x;k gSA blh çdkj dfYyukFk] nkeksnj rFkk
ik'kZ~onso vkfn us Hkh blh vFkZ dks dsoy 'kCn :ikarj
ds lkFk jkx dks ifjHkkf"kr fd;k gSA

jkx ds bfrgkl dks ns[krs gq, ;g ekuuk
mfpr çrhr gksrk gS fd bfrgkl ds fofHkUu dkyksa esa
lHkh jkx çpfyr ugha jgsA jkxksa dk Øe yksdof̀Ùk ds
vuqlkj lnSo cnyrk jgk gSA fdlh ;qx esa jkxksa dk
,d Øe çpfyr Fkk rks nwljs ;qx esa nwljk Øe çpfyr
gks x;kA blh çdkj Øe cnyrs jgus ls oxhZdj.k
i)fr Hkh cnyrh jghA dHkh jkxksa dk oxhZdj.k xhfr;ksa
¼xk;u 'kSfy;ksa½ ds vkèkkj ij fd;k x;k rks dHkh fyax
ds vkèkkj ij L=hjkx] iq#"k jkx vkfn dh laKk nh xbZA
dHkh jkxksa dks fofHkUu ewPNZukvksa ds uke ls iqdkjk x;k
rks dHkh tkfr;ksa] laLFkku] esy vkSj FkkVksa dh jpuk dh
xbZA dHkh çkr%] nksigj vkSj lka;dky esa xk, tkus okys
jkxksa dh vyx&vyx Jsf.k;k¡ cukbZ xbZ rks dHkh xzke
jkx vkSj ns'kh jkx ds uke ls foHkkftr fd;k x;kA

eè;dkyhu xzaFkdkjksa ds vuqlkj] ^jldkSeqnh*
esa JhdaB us lHkh oxksaZ ls lq'kksfHkr jE; èofu ls ;qä
ekuo eu dks jaftr djus okyh èofu dks ̂ jkx* dgk gSA
èofu dh jatdrk dks gh fo'ks"k egRo nsrs gq, iafMr
lkseukFk] iafMr O;adVe[kh rFkk vgkscy vkfn us jkx
dks ifjHkkf"kr fd;k gSAvkèkqfud dky ds xzaFkdkjksa esa ia-
Hkkr[kaMs us èofu fo'ks"kLrq dks gh egRo nsrs gq,
^JheYyy{;laxhre~* esa jkx dks Loj o.kZ ls foHkwf"kr
èofu dh fof'k"V jpuk ds :i esa Lohdr̀ fd;k gSA

vkèkqfud xzaFkdkjksa esa Jh iksiys ds vuqlkj]
jkx bl çdkj ifjHkkf"kr fd;k x;k gS&"Raagas are
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different series of notes within the octave, which
from the basis of all Indian melodies and are
differentiated from each other by the prominence
of certain fixed notes and by the sequence of
particular notes"5

'kkL=dkjksa ds vuqlkj  :i ;k vkdkj ds lkFk
jax dk vfoPNsn lacaèk gSA :i vfXu dk xq.k gS vr,o
vuy vkSj vfuy ds ;ksx ls mRiUu ukn ls LokHkkfod
:i ls jkx ;k jatdrk vFkkZr~  jaxus dh 'kfä ls fufgr
gS] tks bl çdkj ls fo'ks"k gS D;ksafd mldk ,d futh
Hkkoe; jax gS vkSj mls nwljksa ls iF̀kd~ djrk gSA laxhr
esa ml Loj lewg dks jkx dg ldrs gSa ftlesa jax nsus
dh 'kfä gksA

vkèkqfud xzaFkdkjksa esa QkDl LVªSaxost jkx ds
fo"k; esa vius fopkj bl çdkj çdV djrs gS& "Raga
is an arbitrary series of notes characterised as
far as possible is individuals, by proximity to
our remoteness from the note which markes the
tessitura, by a spacial order in which they are
usually taken , by the frequency or the reverce
with which they occur, by grace or the absence
of it, and by relation to tonic usually reinforced
by a dron"6

vkèkqfud dky esa jkx esa yxus okys Lojksa dh
la[;k ds vuqlkj jkx dh ̂tkfr^ cuk;h xbZ gSA jkx ds
fu;ekuqlkj jkx esa de ls de ik¡p Loj vkSj
T;knk&ls&T;knk lkr Loj gksus gh pkfg,A ik¡p Lojksa
ls de gksus ls og ^jkx^ ugha curkA vc tkfr;ksa] jkx
ds vkjksg] vojksg ds vuqlkj caVdj ukS gks xbZA

bldk dkj.k ;g gS fd jkx ds vkjksg&vojksg
esa leku Lojksa dk ç;ksx u gksukA tSls ,d jkx ds vkjksg
esa ik¡p rFkk vojksg lEiw.kZ gks ldrk gS rks vojksg
"kkMo Hkh gks ldrk gS vkSj vkjksg lEiw.kZ] vojksg laiw.kZ
Hkh gks ldrk gSA bl çdkj tkfr;k¡ ukS gks xbZA Loj
lIrd ds vFkkg lkxj ls vla[; jkxksa dh mRifÙk gqbZ
vkSj gks jgh gSA iaå O;daVe[kh us xf.kr ds vkèkkj ij
,d Loj lIrd ls 34]848 jkxksa dh mRifÙk dk ifjp;
fn;k gS vkSj ;fn bu jkxksa ds oknh] laoknh Loj cnyrs
tk,¡ rks ;g la[;k vla[; dk :i èkkj.k dj ldrh gSA

fu"d"kZ %

jkx dh vusdkusd ifjHkk"kkvksa esa o.kZ lkSUn;Z]
Loj lkSUn;Z] fof'k"V jpuk] oSfpR;Ziw.kZ ç;ksx] vyadkjkfn
ds ç;ksx vkfn ds ekè;e ls mRiUu jatdRo dks fo'ks"k
egÙo fn;k x;k gS ftlds vkèkkj ij dgk tk ldrk gS
fd 'kkL=ksä fu;eksa ds vuqlkj Loj] o.kZ rFkk vaydkjkfn
ls ifjiw.kZ og lkSUn;kZRed fof'k"V jpuk tks fur uwru
oSfpR;Z ls Hkh ifjiw.kZ gks] jkx dgykrh gS] D;ksafd
jkx&foLrkj esa dYiukRed fogkj rFkk uwru jpukRed
çfØ;k dk fo'ks"k egÙo gh jkx dks çokg çnku djrk
gSA blhfy, Lojksa] o.kksaZ rFkk vyadkjksa vkfn ls fof'k"V
vkdkj xzg.k djrs gq, lkSUn;kZRed rRoksa ds vUrxZr
fujUrjrk] lerk] fojksèkkHkkl] lerqY;rk vkfn dh çfØ;k
ds ekè;e ls jfpr jpuk gh ̂ jkx^ gS] ;fn ,slk dgk tk;
rks lEHkor% vuqfpr ugha gksxkA

lanHkZ lwph %

1- Hkjreqfu] ukVî'kkL=] vè;k; 32] 'yksd&425] i"̀B la[;k&389

2- ogh] 'yksd&413] i"̀B la[;k&389

3- og̀ns'kh] eraxeqfu] i"̀B la[;k&81

4- ogh] 'yksd la[;k&280] i"̀B la[;k&81

5- Popely, H.M., The Music of India, Page - 40

6- Trangwyas, A.H. Foxs, Music Of Hindustan,
Page- 107

lanHkZ xzUFk %

1- Hkjreqfu] ukVî'kkL= 28oka vè;k;] Vhdkdkj&vkpk;Z cg̀Lifr]
cg̀Lifr ifCyds'ku] ubZ fnYyh] çFke laLdj.k&2002

2- eraxeqfu] cg̀ns'kh] vuqoknd&dfiyk okRL;k;u] bafnjk xkaèkh
us'kuy lsaVj Q‚j vkVZ~l] ubZ fnYyh] 1994

3- ikBd] Mk0 lquank] fganqLrkuh laxhr esa jkx dh mRifÙk ,oa
fodkl] jkèkk ifCyds'ku] ubZ fnYyh] 1989

4- lDlsuk] Mk0 eèkqckyk] laxhr eèkqcu] vfHk"ksd ifCyds'ku]
paMhx<+] çFke laLdj.k] 2001

5- jktu] js.kq] fganqLrkuh laxhr esa jkx y{k.k] jkèkk ifCyds'ku]
ubZ fnYyh] çFke laLdj.k]1996

6-  tSu] Mk0 js.kq] Loj vkSj jkx] dfu"d ifCy'klZ] ubZ fnYyh

7. Popely, H.M., The Music of India, Y.M.C.A.
Publishing House, Calcutta, Second Edition, 1950

8. Strangways, Fox, Music of Hindostan, Shubhi
Publications, Gurgaon, First Edition, 2005
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ledkyhu le; foKkiu dh tknqbZ nqfu;k
dk gS] foKku vkSj rduhd ds lfEeJ.k us foKkiu ,oa
ekuo dY;k.k ds fgr esa vHkwriwoZ ;ksxnku fn;k gSA
foKkiu ds fofHkUu ekè;eksa dks uohu :i nsus esa foKku
vkSj rduhd us egRoiw.kZ Hkwfedk fuHkk;h gSA rduhdh
egÙkk dks vkt gj {ks= esa eglwl fd;k tk jgk gSA1

ftl çdkj ls rduhd ds u,&u, fodkl ls çR;sd
çfØ;kvksa esa cnyko gks jgs gSa mlh çdkj foKkiu esa Hkh
rdhuhdh fodkl dk çHkko iM+ jgk gS ,oa ekè;eksa ds
uohu :i mHkjdj lkeus vk jgs gSaA fofHkUu rduhdh
fodkl o ekè;eksa dh uohurk ls foKkiu fnu&çfrfnu
rsth ls vius y{; dh çkfIr esa vxzlj gks jgk gSA
foKkiu ds ,sfrgkfld ifjçs{; esa ge ns[krs gSa fd
'kq#vkrh nkSj ds foKkiu ds dk;Z gkFkksa ls fd;s tkrs Fks]
èkhjs èkhjs rduhd ds fodkl us foKkiu ds fuekZ.k esa
lgk;rk çnku dh ,oa fofHkUu ekè;eksa ls lgk;rk çkIr
dj foKkiu iwjh nqfu;k ij Nk x;kA foKkiu dyk ds
dk;Z dks laiUu djus esa cgqr ls ekè;e ,oa rduhdh
;qfä;k¡ lgk;d gksrh gS ¼fp= la[;k 01½ ftuesa eq[;
eqæ.k rduhd ekè;e] dEI;wVj rduhd ekè;e] QksVksxzkQh
rduhd ekè;e gSa] fofHkUu rduhdh ekè;eksa esa bl

· *vflLVsaV çksQslj] iatkc dsUæh; fo'ofo|ky;] cfBaMk] iatkc ,oa 'kksèk Nk=k] dyk ,oa f'kYi egkfo|ky;] y[kuÅ fo'ofo?kky;] y[kuÅ
· · 'kksèk funsZ'kd] ,lksfl,V çksQslj] dyk ,oa f'kYi egkfo|ky;] y[kuÅ fo'ofo?kky;] y[kuÅ

foKkiu dyk ,oa dEI;wVj rduhd ekè;e ij foe'kZ

latho fd'kksj xkSre· · pk: ;kno·

lkjka'k

ledkyhu nkSj esa foKkiu us vko';drk dk :i ys fy;k gSaA foKkiu dh pdkpkSaèk Hkjh tknqbZ
nqfu;k us gj rjQ viuk vfLrRo dk;e dj fy;k gSaA foKkiu ds Lo#i ds tUe ysus ls ysdj çdkf'kr
gksus rd vusd rduhdh ekè;e lgk;d ds :i esa dk;Z djrs gSa] mUgh esa ls lcls egÙoiw.kZ ekè;e
dEI;wVj rduhd ekè;e gSaA foKkiu dyk dk yf{kr miHkksäk ij çHkko mlds dykRed xq.k ij
vkPNkfnr gksrh gSa vkSj ;g dykRed xq.k fo'ks"kr% dE;wVj rduhd ds ekè;e ls ukuk çdkj ds l‚¶Vos;j
ds çHkkoksa }kjk çkIr fd;s tkrs gSaA dEI;wVj rduhd ds fofHkUu l‚¶Vos;j }kjk gh foKkiu dyk vadqfjr]
iqf"ir ,oa Qfyr gksdj ,d vkd"kZd Lo#i èkkj.k dj lekt o miHkksäk ds chp viuh igpku cukrk
gSA rduhd ,oa dyk ds blh rkjrE;rk }kjk ,d dq'ky fMtkbu dh çkfIr gksrh gSA

eq[; fcUnq& foKkiu dyk] dEI;wVj rduhd ekè;e] xzkfQd l‚Vos;j] fMtkbu fuekZ.k çfØ;k] dksjy Mªk] QksVks 'k‚iA

'kksèk çfofèk& çLrqr 'kksèk&i= gsrq 'kksèkkFkhZ }kjk O;k[;kRed 'kksèk&çfofèk dk ç;ksx fd;k x;k gS] iqLrdksa ds vè;;u ,oa
LokuqHko ds ckn bl i= dks rS;kj dj çLrqr fd;k x;k gSA

'kksèk&i= esa dEI;wVj rduhd ij fo'ks"k çdk'k Mkyk
x;k gSa&

fp= la[;k 01- foKkiu dyk dks lQy cukus esa
lgk;d rduhdh ekè;e

dEI;wVj rduhd ekè;e&

ledkyhu nkSj foKkiu vkSj dEI;wVj dk nkSj
gSA foKkiu ds fuekZ.k dks daI;wVj us vfèkd çpfyr]
ljy ,oa rhoz cuk;k gSA dEI;wVj ds ekè;e ls gh
foKkiu ds fuekZ.k ,oa eqfær gksdj vusd çfrfyfi esa
çdkf'kr gksus esa lgk;rk feyhA dEI;wVj ds rduhdh
ekè;e ls foKkiu dh nqfu;k esa ØkfUrdkjh ifjorZu
gqvk gSA çkphu le; esa foKkiuksa dk gkFkksa ls fuekZ.k
gksrk Fkk tks cgqr gh èkheh xfr ls lapkfyr gksrk Fkk
vkSj u fg mudh reke çfrfyfi;k¡ çdkf'kr dh tk
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ldrh Fkh] dEI;wVj ds foKkiu {ks= esa ;ksxnku ls
foKkiu ds fuekZ.k ,oa çdk'ku nksuksa gh leL;k dk
lekèkku gks x;kA dEI;wVj us foKkiu&fuekZ.k dks bruk
ljy cuk fn;k gS fd fMtkbuj foKkiu xzkfQd fMtkbu
dks fdlh Hkh pkgs x, vkdkj esa cuk nsrk gS] dEI;wVj
}kjk fMtkbu esa fdlh Hkh le; l‚Vd‚ih }kjk cnyko
o lqèkkj Hkh fd;k tk ldrk gS ,oa eqfær Hkh fd;k tk
ldrk gS fcuk xzkfQd fMtkbu ds fiDlsy ;k vo;o
dks [kjkc fd;s gq,A dEI;wVj esa fMtkbu dk fuekZ.k
fofHkUu fcUnqvksa ds la;kstu ls gksrk gS tks fiDlsy ;k
vo;o dgs tkrs gSaA ;s vo;o dEI;wVj ds LØhu ds
vanj gksrs gSa tks vk;rkdkj gksus ds lkFk çdk'k ds lHkh
o.kksaZ dks O;ofLFkr djrs gSaA n'̀; dk Li"V fn[kuk
fiDlsy ij gh fuHkZj djrk gS D;ksfd ftruh vfèkd
la[;k esa fiDlsy ekStwn gksaxs mruh gh Li"V Nfo LØhu
ij fn[ksxhA2

dEI;wVj dh çfØ;k dks iw.kZ djus esa foKkiu
fMtkbu ds fuekZ.k ds fy, fofHkUu gkMZos;j ,oa l‚¶Vos;j
dh vko';drk gksrh gS ftlesa gekjk eq[; è;ku l‚¶Vos;j
,oa fMtkbu&fuekZ.k&çfØ;k ij dsfUær jgsxkA

l‚¶Vos;j&

l‚¶Vos;j og çksxzke gS ftuds }kjk dEI;wVj
ij dk;Z dj ikuk laHko gksrk gSA vkt ds rduhdh ;qx
esa l‚¶Vos;j dh fxurh j[kuk cgqr eqf'dy gSA ;gk¡
ge foKkiu dyk ds fMtkbu esa ç;qä gksusokys dqN
xzkfQd l‚¶Vos;j ds ckjs esa tkusaxsA

xzkfQd lkW¶Vos;j&

xzkfQd l‚¶Vos;j dks le>us ls igys ge
xzkfQd fMtkbu D;k gS] ;g le> ysrs gSa] xzkfQd
fMtkbu foKkiu lEcafèkr fMtkbu gSa ftls lekt
ns[krk gS] i<rk gS o tkudkjh ysrk gSA bUgha fMtkbu
ds fuekZ.k esa fofHkUu l‚¶Vos;j dh lgk;rk yh tkrh gS
tks xzkfQd l‚¶Vos;j ds varxZr vkrs gSaA foKkiu ds
fuekZ.k ,oa çdk'ku esa MsLdV‚i ifCyf'kax ¼D.T.P.½ dh
cgqr egRoiw.kZ Hkwfedk gksrh gSA D.T.P. dk rkRi;Z gSa&
,d gh MsLd ;k est ij çdk'ku dh lkjh lqfoèkk
gksukA3 D.T.P. ds fy, ç;qä gksusokys eq[; l‚¶Vos;j
dk fooj.k fuEu gS&

l ,Mksc istesdj& bl l‚¶Vos;j }kjk iqLrd
ds lsfVax ls lEcafèkr fofHkUu dk;Z fd;k tkrk gS tSls
i"̀B la[;k] v{kjksa o ykbuksa ds chp dk Lisl lsV djuk]
Vkbi o fpf=r lkexzh dk la'kksèku vkfnA istesdj esa
vyx&vyx çHkko Mkyus ds fy, Hkh fofHkUu fodYi
gksrs gSa tks ehuwckj esa LFkkfir gksrk gSA istesdj esa
yxHkx 14 VwYl gksrs gSa ftudh lgk;rk ls bl l‚¶Vos;j
dks dk;kZfUor fd;k tkrk gSA

Type Tool- Vwy dks lsysDV dj LØhu ij tgk¡ Hkh
fDyd fd;k tk;s ogka Vkbi fd;k tk ldrk gSa o
lsysDV dj mlds Q‚.V lkbt] LVkby vkfn dks Hkh
cnyk tk ldrk gSA

Pick Tool- bl Vwy ls fdlh Hkh fyf[kr ,oa fpf=r
eSVj dks pqudj ifjofrZr ;k ml ij dk;Z fd;k tkrk
gSA

Crop Tool- bl Vwy ls dk;Z dk tks fgLlk dkVuk gks
mls dkVk tk ldrk gS o vko';drk iM+us ij iqu%
tksM+k tk ldrk gSA

Rotation Tool- bl Vwy dh lgk;rk ls dk;Z{ks= ij
fDyd dj mlij cuusokys pkjksa rjQ ds uksM~l ls mls
fdlh Hkh fn'kk esa ?kqek;k tk ldrk gSaA

Horizontal/Vertical line Tool- bl Vwy dh lgk;rk
ls {kSfrt o yEcor js[kk cukbZ tkrh gSA

Freehand line Tool- bl Vwy ls ftl Hkh vkdkj dh
vko';rk gks mlds vuqlkj js[kk [khap ldrs gSaA

Zoom Tool- bl Vwy ls dk;Z&{ks= ds fdlh Hkh fgLls
dks cM+k ;k NksVk djds ns[kk tk ldrk gSaA

Hand Tool- bl Vwy ls dk;Z&{ks= dks fdlh Hkh fn'kk
esa f[kldk;k tk ldrk gSA

Box Tool- blds }kjk dk;Z&{ks= esa vk;kr@oxZ cuk;k
tkrk gSA

Box Frame Tool- ;g c‚DlVwy dh rjg gh dk;Z
djrk gS ij mlds lkFk gh blesa Ýse Hkh cuk;k tk
ldrk gS ftlesa vyx ls fyf[kr ;k fpf=r lkexzh
Mky ldrs gSaA

Ellipse Tool- bl Vwy dk mi;ksx xksy vkdf̀r cukus
ds fy, fd;k tkrk gSA
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Ellipse Frame Tool- bl Vwy }kjk xksy vkdf̀r dk
Ýse cukrs gSa ftlesa fyf[kr o fpf=r lkexzh Mkyh tk
ldrh gSA

Polygons Tool- bl Vwy }kjk f=Hkqt] prqHkqZt vkfn
fofHkUu çdkj ds 'ksi cuk, tkrs gSaA

Polygons Frame Tool- blds }kjk fofHkUu çdkj ds
'ksi ds Ýse cuk, tkrs gSa o muesa fpf=r lkexzh dks
Mkyk tk ldrk gSA4

,Mksc QksVks'k‚i&

;g l‚¶Vos;j best ,fMV djus ds fy, lcls
mÙke ekuk tkrk gSaA blesa fp=ksa ds fuekZ.k ls ysdj
fp=ksa dh ,fMfVax rd fd;s tk ldrs gSaA bl l‚¶Vos;j
esa dk;Z djrs le; gj fMtkbu ds fy, vyx&vyx
ys;j fy;k tkrk gS ftldh lgk;rk ls ge dHkh Hkh
fMtkbu esa ifjorZu ,oa la'kksèku dj ldrs gSaA QksVks
'k‚i esa yxHkx 21 eq[; VwYl gksrs gSa vkSj bu eq[;
VwYl ds fofHkUu lgk;d VwYl gksrs gSa ftuls cgqr gh
lw{ere o ;FkkFkZ çHkko Mkyk tkrk gS ¼fp= la[;k 02½A

Move Tool- bl Vwy ds }kjk dk;Z{ks= ds fdlh Hkh
Hkkx dks ,d LFkku ls nwljs LFkku ij LFkkukarfjr djrs
gSaA

Rectangular Marquee Tool- bl Vwy ds }kjk
vk;rkdkj] xksykdkj vkdkj cuk;k tkrk gSA

Lasso Tool- bl Vwy ds }kjk dk;Z{ks= ds fdlh Hkh
Hkkx dks Lora=rk ds lkFk pquko dj vyx fd;k tk
ldrk gSA

Magic Wand Tool- bl Vwy ds }kjk dk;Z{ks= ds fdlh
Hkh Hkkx esa jax ds vo;o dks lsysDV fd;k tkrk gSA

Crop Tool- bl Vwy ds }kjk dk;Z {ks= ds fdlh Hkh
vuko';d fgLls dks dkVus o iqu% t#jr iM+us ij
tksM+k tkrk gSA

Frame Tool- bl Vwy ds }kjk fdlh Hkh vko';d
fgLls dk pquko dj Ýse cukdj okLrfod best dh
txg dksbZ vkSj best dks yxk;k tk ldrk gSA

Eyedropper Tool- bl Vwy ds }kjk dk;Z{ks= esa ç;qä
fdlh Hkh jax dk pqukodj fdlh vU; txg mlh jax
dks Hkjk tk ldrk gSA

Healing Brush Tool- bl Vwy ds }kjk dk;Z{ks= ds
fdlh Hkkx ;k Li‚V ij fofHkUu çdkj ds cz'k ls dk;Z
djrs gSaA

Brush Tool- bl Vwy ds }kjk fofHkUu çdkj ds cz'k
,oa isaflys vkfn dk mi;ksx fd;k tkrk gSA

Clone Stamp Tool- bl Vwy }kjk dk;Z{ks= ds fdlh
Hkkx dks Bhd oSlk gh nwljh txg cuk;k tk ldrk gSA

History Brush Tool- bl Vwy }kjk fdlh fMyhV gq,
fgLls dks nqckjk çkIr fd;k tk ldrk gSA

Eraser Tool- bldh lgk;rk ls dk;Z&{ks= ds fdlh
Hkh fgLls dks vko';drkuqlkj feVk;k tk ldrk gSA

Gradient Tool- bl Vwy ds }kjk best esa xzsfM,aV
çHkko }kjk ,d lkFk nks&rhu jaxksa ds çHkko dks Hkjk
tkrk gSA

Smudge Tool- bl Vwy ds }kjk fp= esa feyku ykus
dk dk;Z fd;k tkrk gS ftlls dksey çHkko çkIr fd;k
tkrk gS blesa Cyj djus dk Hkh fodYi vkrk gSA

Burn Tool- bl Vwy }kjk nks&rhu fodYi [kqyrs gSa
ftuesa ls best dks gYdk ;k xk<+k fd;k tkrk gSA

Pen Tool- bl Vwy }kjk i‚baV vkSj ,adj }kjk fofHkUu
'ksi cuk;k tkrk gSA

Type Tool- bl Vwy ds }kjk fy[kus dk dk;Z fd;k
tkrk gSA blh ds }kjk fofHkUu Hkk"kkvkas ,oa Q‚.V LVkby
o lkbt esa fy[kk tkrk gS ,oa fofHkUu çHkko Hkh Mkys
tkrs gSaA

Path Selection Tool- blds }kjk dk;Z&{ks= esa Lora=rk
ds lkFk ikFk js[kk yxk;h tkrh gS o p;fur Hkkx dk
LFkku ifjofrZr fd;k tk ldrk gSA

Custom Shape Tool- bl Vwy ds }kjk fofHkUu çdkj
ds vkdkj cuk;s tkrs gS tSls vk;r] xksy] oxZ] isM+&ikSèks]
Qwy&ifÙk;ka] tkuoj vkfnA

Rotate View Tool-bl Vwy ds }kjk iwjs dk;Z&{ks= ;k
flysDVsM fgLls dks ?kqek;k tk ldrk gSA

Zoom Tool- bl Vwy ds }kjk dk;Z&{ks= ds fdlh Hkh
fgLls dks twe bu ;k twe vkmV djds ns[kk tk ldrk
gSA
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Foreground and Background Colour- bl Vwy ds
}kjk jaxksa dk p;u dj cSd xzkmaM ;k Qksj xzkmaM esa Hkjk
tkrk gSaA5

fp= la[;k 02- QksVks'k‚i }kjk fufeZr fMt+kbu

l  ,Mksc byLVªsVj& ;g l‚¶Vos;j QksVks'k‚i ls
feyrk&tqyrk gh osDVj xzkfQ+d ,fMVj gSA blds Vwy
Hkh T;knkrj QksVks'k‚i ls feyrs&tqyrs gSa] blesa QksVks'k‚i
ds Vwy ds vfrfjä dqN vU; Vwy Hkh gSa ftuds }kjk
fMt+kbuj viuh l̀tu&'kfä dk vkSj vfèkd çHkkoh
<ax ls ç;ksx dj ldrk gSaA6

Reflect Tool- bl Vwy ds }kjk p;fur v‚CtsDV ds
tSlh gq&c&gw çfrfcEc fp= cuk;h tkrh gSA

Gradient Mash Tool- bl Vwy ds }kjk p;fur
dk;Z&{ks= esa jaxksa ds vuqØe çHkko dks Mkyk tkrk gSA

Free Transform Tool- bl Vwy ds }kjk dk;Z&{ks= ds
fdlh Hkh Hkkx dks Lora=rk ls nk;sa&ck,¡ Åij uhps
ifjofrZr fd;k tkrk gSA

Scale Tool- bl Vwy ds }kjk p;fur {ks= dk vkdkj
Ldsy ds ekè;e ls lVhd fuèkkZfjr fd;k tkrk gSA

Graph Tool- bl Vwy dh lgk;rk ls xzkQ dk fuekZ.k
fd;k tkrk gSA

Rotate Tool- bl Vwy ds }kjk p;fur fgLls dks
?kqek;k tkrk gSA

Scissor Tool- bl Vwy ds }kjk p;fur Hkkx dks
fLIyV M‚V ds vuqlkj dkV ds vyx fd;k tkrk gSaA

dksjyMªk& dksjyMªk l‚¶Vos;j ds }kjk dksbZ Hkh eupkgk
fMt+kbu ,oa vkVZ odZ dk l̀tu fd;k tk ldrk gSA
blesa QksVks'k‚i dh rjg vyx&vyx ys;j ij dk;Z
ugha fd;k tkrk cfYd blesa gj ,d vkVZ odZ dks
vyx&vyx flysDV djds dk;Z fd;k tk ldrk gS

¼fp= la[;k 03½A blesa fofHkUu dyj eksM ds lkFk gh
lkFk fofHkUu çHkko o VsDlpj Hkh gksrs gSa tSls RGB,
Gray Scale, Uniform Color, Linear Fill, Radial
Fill, Council Fill vkfn½A

Shape Tool- bl Vwy }kjk fofHkUu çdkj dh ykbuksa]
fp=ksa o v{kjksa esa eupkgk cnyko fd;k tk ldrk gS]
mUgsa fdlh Hkh vkdkj esa eksM+k tk ldrk gSA

Pick Tool- bl Vwy ds }kjk dk;Z&{ks= ds fdlh Hkh
Hkkx dks flysDV djds mlesa ifjorZu fd;k tk ldrk
gS] tSls mls NksVk&cM+k djuk] mlds LFkku esa ifjorZu
djuk vkfnA

Zoom Tool- bl Vwy ds }kjk dk;Z&{ks= ds fdlh Hkh
Hkkx dks cM+k djds ns[kk tkrk gSA

Rectangle Tool- bl Vwy ds }kjk fofHkUu çdkj ds
vkdkj] tSls oxZ o vk;r cuk;s tkrs gSA

Freehand Tool- bl Vwy ds }kjk Lora= :i ls fdlh
Hkh çdkj dh Mªkbax cukrs gSa] ;g isfUly ds tSlk dk;Z
djrh gSA

Ellipse Tool- bl Vwy ds }kjk xksy vkdf̀r cukbZ
tkrh gSA

Basic Shapes Tool- bl Vwy ds }kjk fofHkUu çdkj
ds 'ksi cuk;s tkrs gSa ftues yks pkVZ] dbZ çdkj ds ,jks
vkfn gksrs gSaA

Text Tool- bl Vwy ds }kjk Vkbi fd;k tkrk gSA

Fill Tool- bl Vwy ds }kjk d;Z&{ks= ds fofHkUu Hkkxksa
esa jax Hkjk tkrk gSA

Spiral Tool- bl Vwy ds }kjk fofHkUu çdkj ds 'ksi o
xzkQ cuk, tkrs gS ftuesa lfiZy vkdf̀r] f=Hkqt] prqHkZqt
vkfn gksrs gSaA

Interactive Fill Tool- bl Vwy ds }kjk fp= o vkdkjksa
esa jaxksa ds }kjk Nk;k&çdk'kokys çHkko Mkys tkrs gSaA

Interactive Transparency Tool- bl Vwy ds }kjk
dk;Z&{ks= ds p;fur Hkkx ds jaxksa esa ikjn'kÊ çHkko
Mkyk tkrk gSA

Eyedropper Tool- bl Vwy ds }kjk dk;Z&{ks= esa ç;qä
fdlh jax dk p;u fd;k tkrk gS ftlls fdlh vU;
Hkkx esa vko';drkuqlkj lVhd ogh jax fn;k tk ldsA
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Outline Tool- bl Vwy ds }kjk fdlh Hkh vkdkj esa
vkmVykbu fn;k tkrk gS o vko';drkuqlkj mls eksVk
;k iryk Hkh fd;k tkrk gSA7

fp= la[;k 03- dksjyMªk }kjk fufeZr yksxks fMt+kbu

dEI;wVj }kjk fMt+kbu fuekZ.k dh çfØ;k&

fMt+kbu cukus dh 'kq#vkr dEI;wVj esa ,d
ist dk [kkdk cukdj fd;k tkrk gS] ftlds Lo#i esa
lEiw.kZ fMt+kbu gksuh pkfg, A igys mldk [kkdk
la;ksftr :i ls fy;k tkrk gSA blds i'pkr~ fyf[kr
lkexzh dks Vkbi dj [kkds esa O;ofLFkr ;k la;ksftr
fd;k tkrk gSA fyf[kr lkexzh ds ckn fpf=r lkexzh
dks O;ofLFkr fd;k tkrk gS] blesa vc bl ckr dk
fuèkkZj.k fd;k tkrk gS fd fpf=r lkexzh Lo;a cukuh gS
;k QksVksxzkQ dk mi;ksx djuk gSA blds fuèkkZj.k ds
ckn vko';drkuqlkj QksVks gS rks LdSu djds dEI;wVj
esa Mkyk ;k lfEefyr fd;k tkrk gS vFkok fMt+kbu
rÙo dk fuekZ.k djuk gS rks mls fofHkUu l‚¶Vos;j }kjk
fufeZr fd;k tkrk gSA vc fpf=r rRo dks [kkds esa
O;ofLFkr fd;k tkrk gSA rRi'pkr~ fpf=r] fyf[kr o
vU; lHkh rRoksa dks iw.kZ :i ls la;ksftr dj lEiw.kZ :i
fn;k tkrk gS vkSj fMt+kbu rS;kj fd;k tkrk gSA vc
lEiw.kZ :i ls fufeZr fMt+kbu dks l‚¶V vkSj gkMZ d‚ih
esa è;ku ls ckjhdh ds lkFk tkapk tkrk gS fdlh la'kksèku
dh vko';drk gksus ij l‚¶V d‚ih }kjk la'kksèku fd;k
tkrk gSA mlds mijkar fMt+kbu ds fiDlsy] ek=d dh
la[;k] dyj eksM o lkbt+ vkfn phtksa dks ckjhdh ls
tk¡p dj eqæ.k ds fy, Hkstk tkrk gS ¼fp= la[;k 04½A
bu phtksa dks eqæ.k ls igys tk¡p djuk vko';d gS
vU;Fkk eqfær Nfo dh xq.koÙkk ij vlj iM+rk gSA

fMt+kbu ds jhtksY;w'ku ;k ek=d dh lgh x.kuk ls gh
lqLi"V fMt+kbu dk fuekZ.k gksrk gS tks M‚V ij bap
¼DPI½ vFkkZr~ best ds çfr bap esa fdrus M‚V ç;qä gq,
gSa] ij fuHkZj djrk gSA jhtksY;w'ku fMt+kbu dk vkdkj
c<+kus ds lkFk&lkFk c<kbZ tkrh gS 300 ls 500 lkekU;
vkdkj ds fy, mfpr ekuh tkrh gSaA8

fp= la[;k 04- dEI;wVj }kjk fMt+kbu fuekZ.k dh çfØ;k

fu"d"kZ %

mi;Zqä fofHkUu ekè;eksa ds ;ksxnku ls gh
foKkiu viuk tknqbZ çHkko cuk;s gq, gS vkSj le; o
rduhdh fodkl ls ;g çHkko fnu&çfrfnu c<+rk tk
jgk gSA bu ekè;eksa ds vHkko esa foKkiu dk bruh
rhozxfr ls fodkl dkYifud ek= jg tkrkA vxj
dE;wVj dh lqfoèkk u gksrh rks vkd"kZd fMt+kbu dk
fuekZ.k vlEHko gks tkrkA eupkgs çHkkoksa o ekè;eksa dk
vHkko gksus ls yksxksa dk è;ku foKkiu dh vksj cuk;s
j[kuk eqf'dy gksrkA n'̀;&lkexzh ds ekè;e ls lUns'k
le>kuk o laçsf"kr djuk cgqr vklku gksrk gS ,oa
lUns'k yksxksa dks vklkuh ls ;kn Hkh jgrk gSA vxj ge
fcuk n'̀; lkexzh ds foKkiu dh dYiuk djsa rks foKkiu
ns[k ds #d dj mls i<+rs \ tgk¡ rd esjk fopkj gS bl
HkkxnkSM+ dh nqfu;k esa dksbZ Hkh O;fä #d dj foKkiu
ds fyf[kr lans'kksa dks i<+us esa le; tk;k ugha djrkA
iwjh nqfu;k ij Nk tkus dh foKkiu dh {kerk rduhd
vkSj vU; ekè;eksa ds ç;ksx }kjk gh iw.kZ gq;h gSA bu
rduhdksa ds ekè;e ls gh foKkiu xqgk fp=ksa ls MqxMqxh
gksrh gqbZ fQj dkxt&diM+ks] jsfM;ks nwjn'kZu] fQj
eksckby LØhu vkSj vc3D ds :i esa gekjs lkeus [kM+k
gSA ;g rduhdh ;ksxnku gh gS ftl dkj.k foKkiu
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vkt gj :i esa ge rd igqp jgk gS vkSj ;g igqp
fujarj c<+rh gh tk jgh gSA

lUnHkZ lwph %

1- eq[ktÊ] çnhi dqekj( Qjojh] 2013- foKku] çkS|ksfxdh vkSj

oSKkfud nf̀"Vdks.k] laiknd& 'kekZ çnhi] foKku çxfr]

lh-,e-vkbZ-vkj- çdk'ku] ubZ fnYyh] i-̀ 21

2- tSu] çks- jes'k] 'kekZ] M‚- dSyk'k( 2009- ehfM;k ,oa lwpuk

çks|ksfxdh dks'k] iap'khy çdk'ku] t;iqj] i-̀ 323

3- flag] ;ksxsUæ çrki] MhVhih vkSj istedj] laiknd] ;ksxsUæ

çrki flag( 1998- dEI;wVj lapkj lwpuk] bafM;k ifCyds'kUl]

ubZ fnYyh] i-̀ 25] 27

4- ;kno] ujsUæ flag( 2010- foKkiu rduhd ,oa fl)kar] jktLFkku

fganh xzUFk vdkneh] t;iqj] i-̀ 273

5- esjs }kjk QksVks'k‚i l‚Vos;j mi;ksx djus ds O;fäxr vuqHko ls

6- ;kno] ujsUæ flag( 2010- foKkiu rduhd ,oa fl)kar] jktLFkku

fganh xzUFk vdkneh] t;iqj] i-̀ 285

7- esjs }kjk dksjyMªk l‚Vos;j mi;ksx djus ds O;fäxr vuqHko

ls

8- esjs }kjk dEI;wVj ls fMt+kbu fuekZ.k djus ds O;fäxr

vuqHko ls
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Preface: Every year thousands of
students take admissions in the colleges,
universities, private institutes and the gurukulas
to learn classical music. It is a matter of fact
that 50% of them just want to complete the
degree while the other 50% is of those who
really want to pursue music as a full time
profession. They dream to have the best studies
through these institutes and become performing
artists of classical music.

Most of the education today is based
on the mass education system i.e. schools,
colleges and universities where music is being
taught as any other subject by following the forty
minutes or one hour or somewhere two hours

*Assistant Professor, I.B. PG College, Panipat, Haryana.

Ideal Institute for Performance Oriented Education in Classical Music : A Layout
Dr. Monika Soni*

Abstract

India has been known worldwide as Jagadguru for its wisdom, virtues and high
standards of imparting knowledge. However, the situations have changed in the present
times.

The objective of this paper is to present the layout of an ideal institute which can
impart performance oriented education for classical music. Since music is a performing
art, so it’s essential that the educational institutes must provide lessons in such a manner
that if the student wishes to become a performing artist in the future, he/she may get benefit
from the institutional education itself. But the today’s system of education does not support
the performance-oriented style of teaching. The aspirants have to go to a Guru or Ustad
for performance oriented education and it’s not essential that he/she will find all the
favorable circumstances over there. So this layout of mine is about an institute which can
provide the students with eminent performing artists as Gurus in the campus of an institute
and they can also get a degree or diploma of this training to suit the need of the hour.

Key Words: Baithak - an informal get together of musicians; Gharanedar - the gurus associated with a
gharana; Khas-ul-khas - the senior disciples; Seena-ba-seena - one to one system of teaching;
Taleem - the class or giving lesson; Thaat - the parent octave of a raga; Ustad - the Guru or teacher

Research Methodology: I have been a part of all kinds of educational institutes e.g. college, university, a
private tuition class and a gurukul. So I have taken into consideration my personal experiences and
observations as a student of music. To authenticate my point, I conducted a survey on numerous
students of music. I interviewed several performing artists and professors of the same field. A
comparative, analytical and survey-based method has been used to mention the merits and demerits
of the existing system. I also took the help of the books, journals and articles on the topic.

span of lecture; the fixed syllabus of a few ragas;
a certain schedule of exam and a complimentary
degree in the end! That seems to be the happy
ending like a movie which is usually too
different from the real life story.

The Merits Guru-Shishya
Parampara v/s Mass Education System:-
From the ancient times till now, there have been
two kinds of education system. One being the
one to one system and the other is mass
education system. In musical terms, the former
is known as seena-ba-seena taleem* and the
later known as just taleem*. The guru-shishya
Parampara and the universities both claim to
have contributed tremendously for music
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education and it is agreed by all. But on the same
time, it is also agreed by all that both these
systems have their own merits, advantages or
benefits and both have their own sort of
drawbacks, disadvantages and faults. Here the
researcher has given a comparative analysis of
the merits and demerits of guru-shishya
Parampara and the university-colleges.
? The subtleties of swar, the minute aspect of

Shruti can only be observed under the guru’s
guidance and that too, in the one to one
taleem of guru-shishya parampara. In a class
of 25-30 students of a college/university, it
is impossible to listen carefully each
student’s swar.

? The soul concept or structure of a raga,
especially the comparative ragas, is best
possible to understand when a single raga
is taught for years together that’s possible
only in gurukulas. On the other hand, the
students in colleges have to ‘learn’ 10-15
ragas in session. So they end up writing and
cramming the alap-taan in the notebooks
without having the clear observation of any
raga.

? The Guru-shishya tradition is free from the
syllabus related issues and the Guru can
select which raga is to be taught according
to the level of the students. On the other
hand, in the colleges-universities, the
students who haven’t learnt bhairav and
yaman have sometimes a direct encounter
with bhatiyar and shuddha kalyan.

? The ragas which are sung in some specific
shrutis like darbari, Miyan Malhar and
jaunpuri about which my respected Guruji
Pt. Mani Prasadji used to say ‘beta ye to
ustadon ki raga hain’1, such ragas are taught
to the graduation students of the colleges.
And not only this, in just a ‘forty-minute’
lecture. Tell me can they justify? This is why
Bharat Ratna Bismillah Khan said,

“Darbari bade khatare mein hai, koi
bachaiye.”2

? Apart from the taleem, the tutelage under a
guru also teaches the ‘sangeet sanskar’, the
mehfil technique and the patience to keep
moving on the slow and steady path of music
where no shortcuts work. Colleges provide
no such vision.

? Pt. M Venkatesh Kumar is a performing
artist himself, he learnt under the guru
Shishya Parampara and he is a professor at
a degree college in Dharwad. So I
interviewed him and asked what is the basic
difference did you find in that system and
this. He gave a very honest answer- “hum
logo ko ek  do saal tak to sirf gala taiyyar
karvaya jata tha; sirf alankar, palte or
svarabhyas. Koi raga ya bandish to gala
taiyyar hone ke baad sikhaya jata tha. Par
yaha to hum chaah kar bhi aisa nahi kar
sakte. Direct raga pe aana padta hai. Gala
taiyyar karvane baithe to poora semester
nikal jayega or fir admin kahega ke apka
syllabus poora nhi hua! Fir hamko ek raga
mein 10-15 bandishein batayi jati thi, yaha
humko ek ek hi poora karvane me mushkil
hoti hai”3

Contributions of the Present Education
System v/s the Shortcomings of Guru-
Shishya Parampara:- Even after analyzing the
above para,  we can’t say that guru Shishya
Parampara is perfect in all means and the
universities are contributing nothing. Here are
a few points manifesting the situation vice-versa.
? The teachers say “we atleast provide the

basic knowledge of swar and the basic
concepts of raga and tala. We make a totally
non-musical student capable to seek the
tutelage of a guru or Ustad. On the other
side, renowned ustads don’t accept the
freshers or beginners as their disciples.
Infact they choose the best ones. So what
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about the beginners and mediocre! They
seek refuge in the colleges.”4

? Other thing is, gharanedar* ustads keep their
emphasis on practical knowledge only, then
what about the theoretical portion?

? To keep the home fire burning, every artist
looks for a permanent source of income but
gurus don’t provide them any degree or
certificate. Hence, even the best shishyas
are found ineligible for job in an academic
institute. On the other hand,  the
academicians enjoy a fabulous package in
ten lakhs!

? There are evidences about the gharanedar
gurus and their family member ’s
intentionally harassing the shishyas. I would
like to quote Shri Tulsiram Devangan’s
words- “ml le; ds mLrknksa ls lh[kus okyksa dks
mLrkn ds tkxus ls iwoZ mudk gqDdk Hkjuk] ihus
dh O;oLFkk djuk] ?kj cqgkjuk] xq: iRuh dh
Hkyh&cqjh MkaV lguk] brus ij Hkh mBrs&cSBrs
nqoZpu lgus ds fy;s rS;kj jguk o Kku ds uke
ij dqN Hkh ikus ds fy;s o"kksaZ eq¡g fugkjrs jgukA
cky —".kcqvk bpydjathdj 700 ehy iSny pydj
bankSj igq¡ps jke—".k ijkatis ds iklA ogk¡ xq:xg̀
esa xq: dh ddZ'kk iRuh ds vieku lgrs gq, 4 o"kZ
gh jg ik,A var esa vkRegR;k dh èkedh nsrs gq,
mUgsa fudky fn;k x;kA“5 Universities are
atleast away from these hassles.

Even after accepting any aspirant as a Shishya,
some gurus were not honest in imparting
education among their shishyas. There used to
be 3 categories of shishyas-
1. General:- they had to learn the cheez only

by listening what the guru and senior
disciples sing.

2. Scholars:- those who have spent 8-10 years
under guru’s guidance and have become
familiar with the nuances of that gharana.
They are sometimes given direct taleem by
Guruji.

3. Khas-ul-Khas*6:- only the descendants,
blood relatives and a very few close
shishyas known as the iê f'k";. This
category had the privilege to get daily
classes or the seena ba seena taleem from
Guru. The universities have no bias of this
kind.

Once again, the opposition rises! The
highest degree of a university is PhD. But there
is no guarantee that a PhD holder will be able
to sing straight octave of ten thaats* or not! Is
such a degree, anyhow helpful for a student who
has dreamed of becoming a performing artist?
Consequent Results in the form of an
Innovative System:- Observing this confusion
to the deepest, the researcher has come to a
conclusion that there is a need for such an
institute that must be a compilation of the merits
and advantages of the guru-shishya Parampara
and the mass education system. This ideal
institute must fulfill all the requirements to
prepare the best performing artists of the young
generation along with the provision of a formal
degree to present wherever needed.
The Layout of an Ideal Institute for
Performance Oriented Education in Classical
music:-

The musicians, who took part in the
survey conducted by the researcher,
undoubtedly believe that this ideal institute
should follow the ancient Gurukul system. But
it should also make a few amendments to keep
pace with the modern trends and the need of the
today’s society. So it can be something which a
mixture of the qualities of a university as well
as a gurukul. So the following points must be
taken into consideration for such an institute.
The Building and Infrastructure:-
? The institute should be away from the

hassles of city-life but it must be accessible
easily and the frequent availability of the
means of transport to and from the institute
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to the main city should be there.
? It must be residential as well as day

boarding. Separate houses for Gurus and
shishyas (boys/girls) should be there.
Students’ room should be single-seating,
nearby their Guru’s house and must be
sound proof, so that one’s riyaaz should not
disturb the other.

? An auditorium must be there to prepare the
shishyas for stage performance and to
organize baithaks* every now and then.

? A kitchen and mess hall, a faculty house for
visiting faculty,  quarters for  the
accompanists and non-teaching staff must
be there.

? Electricity, water supply and other basic
necessities are must in every room and
house.

Selection of Shishyas and Rules:-
? There are hundreds of scopes for the

‘already good’ singers, but to provide good
taleem to the deserving candidates must be
the aim of this institute. So there must be
two branches. 1. Scholars 2. Beginners.

? Children of age group above 12 may apply
for beginners, but for scholars, 15-30 should
be the limit.

? Both categories must send a CD and pass
an audition of two rounds.

? In first round, their choice raga must be
listened. For second round, a class session
should be conducted and they must be asked
to follow the guru and show their grasping
ability.

? Separate sections, classes must be there for
both. Scholars to be taught by the Gurus and
Beginners to be taught by junior gurus who
were guided by senior gurus till they become
worthy to learn under the senior gurus.

? An agreement to stay in the campus for

minimum 5 and maximum 10 years must
be signed by the Shishya.

? An annual or biannual audition for gradation
of improvement must be there.

? No formal education should be a criteria but
he/she must be able to read and write in his/
her her mother language.

? Shishyas must be provided free meals and
free boarding lodging.

? Only 5-8 shishyas must be there under each
guru.

? The day scholars must spend atleast 10
hours in the premises so that the rules of
riyaaz and class can be applied on them also.

The Appointment of Gurus, Accompanists,
Administrator and other Staff:-
Guru:-
? There must be two ranks- Senior and Junior

Gurus, for scholars and beginners
respectively.

? Since the institute is to prepare performing
artists, so it’s mandatory that the Gurus must
be performing artists themselves. But for the
regularity of classes, it should be noticed
that they are not too busy in their own
concert schedules only.

? Eminent male and female artists of various
gharanas should ornate the post of Senior
Gurus, while, junior Gurus can be young
artists or the senior disciples of the senior
Gurus.

Accompanists:-
? Every Guru should be provided with a tabla

and harmonium/sarangi accompanist who
will also help the shishyas while practice
and Manch Pradarshan.

Administrator:-
? A musician or  music lover of good

qualification and management skills who
can understand the requirements of the
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Shishyas and Gurus and can take steps for
the development of the institute.

? He should actively take part in arranging
concerts in the campus and development
programs for the shishyas.

? He must take the responsibility of financial,
administrative and legal matters of the
institute.

Office Staff, Kitchen and House-Keeping
Staff and Security Guards must be there for
miscellaneous works.
Syllabus, Class-Schedules and Pattern of

Teaching:-
? Ideal class timings are two hours in the

morning and one hour in the evening. But
the Gurus must be at liberty to adjust the
timings accordingly. Classes must be taken
on a regular basis.

? Syllabus must be left fully to the right of
gurus. They can choose any raga according
to the level of students, their own choice
and according to their gharana preferences.

? It should be left to the gurus that they will
take the classes in groups or one to one
system. It’s up to Gurus and shishyas to
decide it according to their need and plan.

? Either the administrator or the Guru must
look after the regularity of shishya’s riyaaz.
They should make sure that apart from the
classes, shishyas must spend 5-7 hours in
riyaaz.

Stage Performance and Practice classes:-
? To overcome the stage fever and develop a

performing artist’s confidence, there must
be a period of stage performance by
shishyas. It may be daily/weekly or on
alternative days.

? Accompaniment and audience must be
there. Gurus should also attend this session
to assess the progress.

? There must be 1-2 hours practice sessions
for the students. This session should be
accompanied by the tabla and harmonium
accompanists.

Listening Session:-
? To observe the raga-treatment style of

various gharanas, listening sessions must be
scheduled. A guru should be there and after
listening a  render ing, there must be
discussion about the specifications of that
cheez/raga.

Theory and Tala Classes:-
? The institute must care for the all round

development of shishyas. Hence, theoretical
part must not be overlooked. Special classes
of tala and layakari portion must be a part
of the curriculum.

The Provision of a Degree or equivalent
diploma7:-
? Though music is a performing art and the

degree itself glitters when the singer sings
good. But even then, in the competitive
world of today, it’s hard to find a source of
income without a formal degree. So there
must be a provision that all the passed out
students will be awarded with a degree or a
certificate equivalent to degree. The Shishya
who spends 5 consecutive years in the
institute be given a certificate equivalent to
Masters degree and those who spend 10
years should be given some degree
equivalent to PhD. The institute should get
recognition from UGC. Special treatment
should be given to the Shishyas of such
institute so that others may get inspired to
learn music.

Visiting Faculty Lectures & Visiting Artists’
Programs:-

Once in a month, the special lecture of
any eminent artist must be organized for the
shishyas. Any artist visiting this place for his
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concert engagement should be requested to
come and give a recital or motivational lecture
for the institute students. The shishyas must be
taken to attend the programs nearby.
Arranging Scopes and Opportunities for the
shishyas:-

Before the completion of 10 years, the
administrator should tie up and collaborate with
the concert organizing committees to give
opportunities for the students of the institute.
Student exchange programs can be organized
by collaborating with the other prestigious
institutes.
Conclusion:- All the above mentioned points
are just a layout for the smooth and successful
working of the institute. Apart from this,
suggestions and advices must be taken from the
eminent musicians and musicologists for the
further development of the institute. A
committee should be there to present a report
about the yearly progress as well as the tentative
program of the institute.

Since India is a land of mystical arts and
rich cultural heritage, so it’s the duty of every
individual to protect and conserve this heritage.
Classical music is one such thing that if steps
for its development are taken in the near future,
it may lose its originality. However, it is eternal;

it has always been and will forever be, but our
contribution for its development, progress and
prosperity is necessary to hand over it in the
safe hands of the coming generations. Young
generation is full of infinite energy and this
energy just needs to be directed in a specific
direction to bring miracles. I hope this layout
be not only a factory of young performing of
artists but also a mine of the original and
authentic structure of classical music.
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Introduction
A Puppet is an inanimate object or

representational figure animated or manipulated
by an entertainer, who is called a Puppeteer. The
word puppet has derived from the Latin word
pupa which means girl, doll or other agency that
controls your own hands or fingers. This is the
most ancient form of theatre in India. Today it
seems a quite neglected art. India is the
origination place of puppetry art. There are many
epics and literary evidence to prove that puppetry
reached great heights in India more than
thousands of years ago. Many scholars believe
that puppetry originated in India and migrate to
other Asian countries along with epics them.
Richard Pischel in The Home of the puppet
theatre (1902) says < it is not importable that
the puppetry theatre is in reality everywhere the
most ancient dramatic representation. Without
any doubt this is the case in India.) Ancient
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The Ancient Art Form of Puppetry and its different types in India
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Abstract

Puppetry is one of India's oldest art forms. Today, it seems a quite neglected art.
India is the origination place of puppetry. Puppetry is mentioned in ancient Indian literature.
In the Bhagavata Purana, God is likened to a puppeteer who, with three strings– Sattva,
Rajas, and Tamas–manipulates all human beings. Natyasastra, Cilapadikaram, the
Ramayana, and the Mahabharata are all strong evidence of puppetry art in India. There
are four types of puppetry in India. These are rod puppets, glove puppets (sleeve, hand, or
palm puppets), shadow puppets, and string puppets. Odisha and Kerala are the two states
in India where all four types of puppeteers are present today. The goal of this paper for
theatre artists is for them to read, learn, and apply it in society to change their mindset
about artistic vision. This art form has a positive impact on creative abilities, and using
puppetry in the classroom has improved emotional intelligence and social thinking. It can
be concluded that better utilization of puppetry art in society, education, and entertainment
would be beneficial. It is also used in therapeutic art.

Keywords: Puppetry Art India; Traditional; Ancient Art Form; Bhagavata Gita; Natyasastra;

Methodology - The descriptive evaluative method has been used in this paper. This paper based on study is
supported by secondary source of data e.g- books, journals and web sources.

Hindu philosophers the greatest tribute to
puppeteers. Shrimad Bhagavad Gita in the story
of the god lord Krishna says that within 3 strings
like Sattva (essence), Rajas (action), and Tamas
(vice) the God manipulates each object in
the world. Tamil Classical Literature
Cilappadikaram, written by Ilango Adikal, also
mentions this art. There is a clear reference in
the Natyasastra by Bharata Muni to mechanically
operated animals (sajeeva), which adds to the
historic records that inanimate figures were
operated by ancient puppeteers. In the Ramayana
and Mahabharata, there is also a mention
of puppets. Kamsutra and Arthashastra are full
of terms denoting puppets, and there are
metaphorical references to puppets.

It is also said that King Vikramaditya in
the 7th (seventh) century AD proposed 32
puppets and had early patrons of the art.
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'God as Puppeteer, Man as Puppet
The Sanskrit language also takes a

deeper view in calling puppets Puttalika or
Puttika, both of which mean little son. This
meaning has sunk so deeply into the minds of
traditional puppeteers. Similarly, in the Indian
theatre, the narrator was called Sutradhar, or the
'holder of strings'.

Almost all types of puppets are found
in India. Puppetry has, throughout the ages, held
an
important place in traditional entertainment.
Puppet theatre is mostly based on epics and
legends. Puppets from different parts of the
country have their own identities. Many
performance stories are adapted from literature,
local myths, or social issues. In the puppet
performances, many people worked together off-
stage, and some people performed on stage. The
puppeteers, being inherent artists, were always
there in the village markets at fairs on occasions
of religious festivals and important events in the
family. A generally unscheduled visit by a puppet
troupe was always welcomed by the village
community, which took care of the puppeteers.
the puppeteers are ready to plan the performance
of the next day. Presenting the stories of gods
and epic heroes.
Some expectations

The puppet theatre has broad social
aspects. They have a great capacity to absorb
society's life, customs, and beliefs. The puppet
tradition awaits the attention of sociologists and
anthropologists. The puppet performance is
related to religious and ceremonial events.
Puppet theatre is an integral part of performance
in India. In the art form, humans experience the
beauty of life through artistic expression Xdance,
song, ritual, sculpture, painting, etc. Most
puppeteers are effective communicators and
traditional storytellers using communicative
means such as magic of voice, speech, music,

storytelling, etc. Puppets have brought variety
and enriched many countries today. Television
has been used both for advertising and
entertainment. In Japan and Indonesia, puppets
are used for good attractions with culture.
Several Western countries use modern puppetry,
like television shows. Many countries have
abandoned this art form, while others have
preserved puppet performances. In modern
times, educators all over the world have realized
the potential of puppetry as a medium for good
communication. Many institutions, especially in
India, communicate educational concepts.
Types of Puppets

There are four types of puppetry in
India. These are 1. rod puppet; 2. glove puppet
(sleeve, hand, or palm puppet); 3. shadow
puppet; and 4. string puppet. Odisha and Kerala
are two states in India where all four forms of
puppeteers are present today.
1. Rod Puppets : This is an extension of glove
puppets, but often much larger and supported
and manipulated by rods from below. This form
of puppetry is now found mostly in West Bengal
and Odisha. In both Tamil Nadu and Karnataka,
there is a puppet form that uses both strings and
rods and is a kind of mixed form. It is a
traditional art form of Bengal, known as "puppet
dance" or Putul-Naach. It is more developed and
has a living tradition. Nadia district was very
famous for this art, where the puppets were the
size of humans, like the Bunraku puppets of
Japan. In this form, episodes from the Ramayana
and local legends like Mansa Devi and Sati
Behula are performed. The form is about 3.5 to
4 feet in height and is costumed like a Jatra
costume. Generally, these puppets have three
joints. The heads, supported by the main rod,
are the neck and shoulders attached to the rods.
The technique of manipulation is highly
theatrical. The puppeteer used a bamboo-made
hub that is tied to the waist. These are all sub-
rods attached to the main rods. The performance,
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with loud orchestral music, was high-end. A
group of musicians, usually three to four in
number, sits at the side of the stage. Musicians
use instruments like drums, harmoniums, and
cymbals. This music and dialogue are very close
to Jatra theatre.

Odisha rod puppets are smaller than
Putul Naach. Odisha rod puppet called
Kathikundehei- Naach (rod doll dance) is usually
12 to 18 inches tall. In this form, the puppeteer
mixed rod and string puppet elements, and the
manipulation technique was also different. The
puppeteer performs by sitting and manipulating
the puppets from below. The majority of
dialogues are sung, and the music tone blends
folk with classical Odissi tones and short pieces
of ritual. Performance story from the Ramayana,
with Durga killing the demon Mahishasura
2. Glove Puppets: Glove puppets are also known
as sleeve, hand, hand or palm puppets. A glove
puppet is a small figure with a movable head
and arms wearing a long, flowing skirt that the
puppeteer wears like a glove. The manipulating
technique is simple; the movements are handled
by the man's hand, the first finger touching the
head, the middle finger touching the thumb, and
the two arms of the puppets. When the puppeteer
mixed three fingers, the glove puppet came alive.
The tradition of glove puppets is very popular
in India. In Odisha, Uttar Pradesh, Kerala,
Maharashtra, and Tamil Nadu. In Odisha, glove
puppets are called Kundhei-Nach (Kundhei-doll,
Nach-dance). Glove puppet performance based
on social themes, in Odisha, Kundhei Nach
puppets danced. It is the loving environment of
Radha-Krishna. Two puppeteers sang a song and
played folk drums (dhol or dholak). The beat of
the dhol or dholak and the delivery of the
dialogues are both synchronised. In Uttar
Pradesh, the glove puppet form is named
Gulaboo-Sitabo. In performance 2, type
characters present domestic quarrels. Pava-
kathakali is the traditional glove puppet play of

Kerala in the Palakkad district. Pava-kathakali
originated in the 18th century A.D. This form is
influenced by Kathakali, the famous classical
dance drama of Kerala. 1 or 2 feet of
Pavakathakali. In form, the puppeteer's head and
arms are curved out of wood and joined together
with cloth. The puppeteer uses headdresses,
facial make-up, and costumes similar to those
in Kathakali plays. Chenda, Ilathalam, and
Shankha's musical instruments were used during
the performance.
3. Shadow puppets: India has a rich tradition of
shadow theatre and different styles of puppets.
They are made of cut-out leather and flat figures.
The earliest reference to shadow theatre in the
Tamil Sangam era is the term Sutradhara.
Shadow puppets survive in Odisha, Maharashtra,
Tamil Nadu, Andhra Pradesh, Karnataka, and
Kerala. The process of regionalism may be
related to the making of puppets. It is a highly
crafty work. Normally, figures are painted
identically on both sides of the leather. In Odisha
and Kerala, themes come from the Ramayana,
and in Andhra Pradesh and Karnataka, they come
from the Mahabharata and local legends. Odisha
puppets are about 6 to 8 inches long and are made
of deer skin. Karnataka's shadow theatre, Togalu
Gombeyatta, is mostly small. Andhra Pradesh's
Tholu Bommalatta puppet is large and jointed
at the waist, elbows, knee, and shoulder. The
theme of puppet play from the Ramayana,
Mahabharata, and Puranas In Odisha,
Ravanchhaya has no joint and more theatrical
performance. They create a lyrical shadow and
are not larger than 2 feet. The songs from God
Rama's legend and music belong to Odissi music.
In Kerala, the Thol Pava Kuthu story is always
taken from Rama, and the performance house
name is Koothumadam. The puppeteers use
mandalas and musical instruments like
Ilathalam, Ezthupara, Shankha, Chenda, and
cymbals. In this performance, a white screen is
illuminated with the help of oil lamps, and the
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shadows of these figures are projected.
4. String String Puppets: String puppetry is
widely practised in India and has a variety of
themes and techniques. Strings allow for far
greater flexibility and are the most articulate of
the puppets. Rajasthan is known for its Kathputli
(wooden doll) arts. String puppetry has
flourished in the regions of Rajasthan, Odisha,
Karnataka, Tamil Nadu, West Bengal, and
Maharashtra. String puppets provide more scope
for manipulation. Kathputli is a highly
dramatised version of regional music. The
costume and headgear are designed in Rajasthani
style. The majority of Rajasthani puppets use
the high-pitched voices of puppeteers and
usually perform musically very richly.

Odisha string puppets are known as
Sakhi-Kundhei (companion doll), Sakhi-Nata,
or Kandhai-Nata. This form is especially popular
in the Kendrapara district of Odisha and utilises
the Gopa-Lila (story based on the Krishna
legends) with a height of 9 inches and a length
of 2 feet made of paper or wood. Mostly figures
without legs. Five or seven strings are attached
to the puppet, and the costume of the puppet is
like Jatra folk theatre. Tamil Nadu's famous
puppet, Bommalattam (doll dance), is a
combination of rod and string puppets. They use
wood and string for manipulation. Puppeteers
wear crowns, and the height of puppets is 4.5
feet, weight 10 kilogrammes.

Gombeyatta (puppet dance) or Sutrada-
gombe or Sutrada-bombe string puppet of
Karnataka The Gombeyatta puppet figures are
highly stylized, and all characters are in the
Yakshagan theatre form style. Puppets are
manipulated by 5 or 7 strings, and stories are
based on epics and Puranas. an interesting string
puppet form of Maharashtra called Kalasutri-
Bahulye (Kalasutri-string and Bahulya-puppet)
or Threadskill doll. This form is in Pinguli village
in Ratnagiri district, bordering Goa. The small
puppets, finely sculpted from wood, wear

turbans, ornaments, headdresses, etc. A single
musician sang and played table cymbals. The
performance started with God Ganesha and
ended with Lord Shiva.
Some arts of puppetry and states
1. Glove puppet, Pavakathakali, Kerala
2. Krishna and Duryodhana, Pavakathakali,

Kerala.
3. Panchali, Pavakathakali, Kerala
4. Duryodhana, Pavakoothu (Kathakali),

Kerala
5. Bhima, Pavakoothu (Kathakali), Kerala
6. Rama, Tholapavakoothu, Kerala
7. Sita, Tholpavakoothu, Kerala
8. Ravana, Tholapakoothu, Kerala
9. Shiva, Tholpavakoothu, Kerala
10. Manipulation, Tholpavakoothu, Kerala
11. Hanuman, Togalu Gombeyatta, Karnataka
12. Ganesh, Togalu Gombeyatta, Karnataka
13. Ravana, Togalu Gombeyatta, and Karnataka
14. Ravana and Sita, Togalu Gombeyatta
15. Rama, Vibhishana, and Hanuman, Tholu

Bommalatta, Andhra Pradesh
16. Sita and Lakshmana, Tholu Bommalatta,

Andhra Pradesh
17. Ravana, Sita, and Hanumana, Tholu

Bommalatta, Andhra Pradesh
18. Manipulation, Tholu Bommalatta, Andhra

Pradesh
19. Rama, Sita, Lakshmana, Ravanachhaya,

and Odisha
20. Ravana and Sita, Ravanachhaya, Odisha
21. Ravana and Sita, Ravanachhaya, Odisha
22. Bali and Sugriva, Ravanachhaya, and

Odisha
23. Hanumana, Ravanachhaya, Odisha.
24. Manipulation, Ravanachhaya, Odisha.
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25. String Puppet, Kathputli, Rajasthan
26. Snake Charmer, Kathputli, Rajasthan.
27. Amar Singh Rathore with courtiers,

Kathputli
28. Court dancer, Kathputli, Rajasthan
29. Manipulation, Kathputli, Rajasthan
30. Krishna, Gombeyatta, Karnataka.
31. Arjuna, Gombeyatta, Karnataka
32. Krishna and Arjuna, Gombeyatta,

Karnataka
33. Bhima, Gombeyatta, Karnataka.
34. Ravana, Gombeyatta, Karnataka.
35. Ravana's Court, Gombeyatta, Karnataka
36. Manipulation, Gombeyatta, Karnataka.
37. Dancer, Bommalattam, Tamil Nadu.
38. Manipulation, Bommalattam, Tamil Nadu
39. Draupadi, Bommalatta, Andhra Pradesh.
40. Krishna, Sakhi-Kundhei, Odisha
41. Radha, Sakhi-Kundhei, Odish
42. Rama and Lakshmana, Putul-Naach,West

Bengal
43. Ravana, Putul-Naach, West-Bengal
44. Dancer, Ptul-naach,West-Bengal
45. Manipulation, Putul-Naach, West-Bengal
46. Man riding a horse, Yampuri, Bihar
47. Mother and Zamindar, Tarer Putul Naach,

West Bengal
48. Manipulation, Tarer Putul Naach, West

Bengal
Conclusion :

As per the discussion in this Paper you can
understand that there are many types of puppet
in India. I have found that puppetry is the world's
oldest form which belongs to Indian culture. It
is rich material in art form in india. We have to
need to preserve this art in our society. Arts

always give the same message of unity. Puppetry
art is very useful for education and art in
education, especially in NEP-2020 it has been
emphasize many times that art is useful for every
students. Also helps an artist to maintain his
existence in the society.
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fdUukSj ds nsoh&nsork ;gk¡ ds fuokfl;ksa ds
fy, j{kd o ikyugkj gSaA nsorkvksa ij yksxksa dk vFkkg
fo'okl izkphu le; ls pyk vk jgk gSA blfy,
nsorkvksa ds izfr Hkkouk ls vksr&izksr gksdj yksddfo us
buds fot;] mRifÙk] peRdkj o 'kfDr ls lEcfUèkr
xhrksa dh jpuk dh gSA bu xhrksa esa nsork ds LFkku ,oa
pquko dk Hkh o.kZu fd;k x;k gSA nsoh&nsorkvksa lEcUèkh
dFkkvksa dks dkYifud ekuuk LFkkuh; yksxksa ds fy,
laHko ugha gS D;ksafd izkphu le; ls gh fdUukSjksa esa vius
nsoh&nsorkvksa ds izfr nkSM+rh J)k vkSj HkfDr dh ygj
pyh vk jgh gSA bu yksdxhrksa ds fuf'pr jpukdky ds
fo"k; esa crkuk dfBu gS ijUrq bruk dgk tk ldrk gS
fd nsork dh mRifÙk ds dqN le; i'pkr~ bu xhrksa dh
jpuk gqbZ gksxhA blesa lansg ugha gS fd izR;sd nsoh&nsork
dh mRifÙk xhr dk jpukdky vyx&vyx gS muesa ls
dqN xhrksa dk o.kZu bl izdkj gS&

csfj³~ ukx nsork&lEcUèkh xhr
xkf;dk & larks"k usxh

mn~xe LFkku & lka³~yk

fdUukSj ds nsoh&nsorkvksa ds xhr

MkW- lfjrk usxh·

lkj

fdUukSj fgekpy izns'k esa fLFkr ,d tutkrh; izns'k gSA ^fdUukSj* ftys dh viuh vyx
igpku gSA ;g {ks= nsoh&nsorkvksa] _f"k&egf"kZ;ksa] lkèkq&larksa dh riksHkwfe jgh gSA LFkkuh; cksyh esa bls
^dUuksfj³~* dgrs gSaA fdUukSjh lH;rk fgeky; dh izkphu lH;rk gS] ;g ,d ioZrh; yksd{ks= gS] blhfy,
;gk¡ dk tuthou izÑfr ,oa laLÑfr ds vR;kfèkd fudV gSA fdUukSj ds yksdxhr izk;% fo'ks"k ?kVuk] mRlo]
ioZ] èkkfeZd dk;ZØe ,sfrgkfld izlax] laLdkj rFkk lkekftd fØ;kdykiksa ij vkèkkfjr gSaA yksddfo us
buds fot;] mRifÙk] peRdkj] 'kfDr] LFkku ,oa pquko ls lEcfUèkr xhrksa dh jpuk dh gSA ^fdUukSjh*
yksdxhr jkx igkM+h] jkx nqxkZ] jkx Hkwikyh] jkx òankouh lkajx] jkx eèkekn lkjax vkfn jkxksa ij vkèkkfjr
gksrs gSaA bu yksdxhrksa esa iz;qDr rkysa fofHkUu la[;kvksa ds vkèkkj ij ekuh xbZ gSaA ^fdUukSjh yksdxhrksa ds
lkFk ckjg ek=k] lkr ek=k] N% ek=k ftruh Hkh ek=k dh rky iz;qDr dh xbZ gSA muds vuq:i mUgsa
Øe'k% ,drky] :id rky] nknjk rky vkfn ds vuq:i ekuk tk ldrk gSA bu yksdxhrksa dk fuf'pr
jpukdky ds fo"k; esa crkuk dfBu gSA ;gk¡ ge&nsorh&nsork lEcUèkh yksdxhrksa ds fo"k; esa ppkZ djsaxsA

eq[; 'kCn % fdUukSj] yksdxhr&laxhr Lojfyfi] jkx] rky

'kksèk ekè;e % bl ys[k dss fy, f}rh;d lzksrksa ,oa yksd dykdkjksa ls laidZ }kjk lkexzh ,df=r dh xbZA

· vflLVsaV izksQslj laxhr] dU;k xq#dqy dSEil] nsgjknwu

yksdHkk"kk & gkeLdkn ¼ewy fdUukSjh½

csyh cs gksuk gk;k cs gksuk naxksY;ks n³~k 'kkS³~ cksjkyks dkseksA

cksjkyks dkseks rh'k ;q³~k jh³~tkA

rh'kY;ks fj³~tkuq 'kSKks'k ;SunSu t+ksykfj³~A

bZ ;q³~ts i³~ 'kSKks'k ;SunSu t+ksykfj³~A

vkbZ nq 'kSKks'k lqU;ks lkiuhA

nSuph nk;³~ jkuKks'k dSyklq ;B³~A

dSyklq ;B³~ lkerku ekV;k³~ nSu eSnkuks lk³~ykA

eSnkuks lk³~yk ekt³~ lkurk³~ks b rsKks dksBhA

b rsKks dksBh;q Msy³q b"V gkn rks'kA

Msy³q bZ"V yksUuk tSbZ cSfj³~ ukxsl

tSbZ] cSfj³~ ukxsl dh xksV;ks ekbD;ksabZA

dh xksV;ks ekbD;ksab± mipkanks ykxksA

mipkanks ykxks eSnkuk lk³~ykA

jkSuphlh uhjbZ dkSulk³~hlh tS'kek³~A

dkSulk³~hlh tS'kek³~ lS;kuks lh ;kuksA

xksV;ks Fkk pkyjkabZ tq ukxslq xhFkk³~
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tSbZ cSfj³~ ukxsl cksjkyks [kku³~

cksjkyks [kku³~ dhlh FkksE;kKksb±

dhlh FkksE;ktksabZ tq lkrikuq ekV;k³~A

HkkokFkZ

;g xhr lka³~yk ¼LFkku dk uke½ csfj³~ ukx nsork dh Lrqfr esa xk;k x;k gSA fdUukSj ds lk³~yk ?kkVh
esa ckSjky uked ,d LFkku esa lkr ¼ukx½ HkkbZ&cgu ,df=r gq,A nks cguksa dks fupys {ks= dh rjg chrh³yk uked
LFkku ij Hkstk x;kA vU; nks cguksa dks rk³uq ¼jksgMq½ rFkk ,d cgu dks ykjsu rFkk ,d HkkbZ dks lqugjh oknh
lkiuh Hkstk x;kA Lo;a T;s"B ukx bu lHkh nsoh&nsork dks LFkku lkSaius ds i'pkr~ dSyk'k dh ihNs lka³~yk ?kkVh
igq¡ps rFkk blh ifo= Hkwfe ij budh mRifÙk ekuh xbZ gSA

jksupks lh;kyh uhjkabZ ;kys

dh'kks ukxslq xhFkk³~k ys

i i i e js e i e js l &

jkS u pks lh ;k yh uh jk¡ b ;k¡ ys·

ie i e jsl fu+l i+ fu+l js ie i i&

jkS· u pks lh· ;kyh fu jk¡bZ ;k¡ ys· dh 'kks·

e js e & e js js l & & &

uk es lq ·xh Fkk Mx¡ · ys · · ·

lkfu+ jsl fu+ e+ fu+ & i+ & & ii &

dh· 'kks· uk xs lq · xh · · Fkk· ·³~

èkha Vk¡ Vk¡ èkha Vk¡ Vk¡ èkha Vk¡ Vk¡ èkha dM dM

bl yksdxhr esa iz;qDr rky 12 ek=k dh gSA ;g yksdrky fdUukSjh yksdxhrksa ds lkFk gh ctkbZ tkrh gSA
mijksDr yksdxhr lkjax jkx ij vkèkkfjr gS bl jkx dk vkjksga] vojksg vkSj idM+ bl izdkj gS&

vkjksg & fu+ l] js e i fu+ la

vojksg & la fu i e js l

idM+ & js fu+ l] js i e1

Jh cæh ukjk;.k ¼dke:½ nsork lEcUèkh xhr

xkf;dk & ek;qe usxh

mnxe LFkku & dke:

xhr ds cksy & gkeLdkn ¼ewy fdUukSjh] Vqdqik 'kSyh½

xksyh xks gksuk gk;kcs gksukA

xksV;ks Fkk p+kyjkbZ ckSæh ukjk;.kq xhFkk³~
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tq rksjksDpq ekuh lksrh tqxE;kDpqA

gkeph mipS+tks'k t+h cæh ukjk;k.kA

nksDp+h mipS+Kks'k eFkwjk fcUæks dksekspA

eFkqjk fcUæks dkseks ukjk;.kq jkufK'k lksu;k: ik'k³~A

nksDph jkuKks'k ckSæhLFkkuq dkseksA

fr'k izksyq dkseks egknso ikoZrhA

ikoZrh nsoh cSfj³~ Fkk nkSjhaA

cSfj³~ Fkk nkSjha b NS+yek³~ crksA

b N+Syek³~ gkpkS egknso chKks'k xaxkÅ nSuA

vkLuku ph ykuks vkseyk;sxq csj³~ xks;uh³~ rk cht+ksA

;qeyk;ks csj³~ xks;uh³~ cknqykA

rh'kizksy] chjk³~ laxeje: ikup+kuksA

b vk,u³~ Nk³~k oka&oka p+h yksnksA

ikoZrh nsoh VkSc lkjf'kl chKks'kA

VkSc lkjf'kl chKks'k fr'kizksy cSfj³~

laxeje: ikup+kuks] p+kSc Fkks&Fkks dkKks'kA

rh'k izksyq dkseks egknsoq iy³~ nSuA

nk;yS;ks ekt³~ks fr'k izksyks esa chKksA

rh'k izksys dkseks vkxy³~ p+h chKks'kA

ikoZrhl yksrks'k tq cæh;q dkseks]

gkrq ikih ckSls QkQjk u ikst+ksA

egksnsohl yksrks'k ikoZrh nsoh Qkus jh³~f'kn rksds b N+kSy crksA

egknsohl yksrh'k QkQjk rk ikSt+ksA

pkj èkkeq dkseks vk³~ lksrh³~lh ikSt+ksA

ikoZrh j³~ egknso dsnkjukFk chKks'k

cæhLFkku dkseksA

BkB ckB cS'kkyS'k cæhukjk;.k gkps'k vkusA

b eq[kk³~ gkphl rksiqj ckSæhA

vkb eq[kk³~ gkfpl vkuiqj Vhjh x<+okyq dkseksA

Vhjh jktk vkus yh chKks'k lksrh³~

vkus chKks'k vkusuq vkeks nkA

HkkokFkZ

;g xhr dke: xkao ds nsork Jh cæh ukjk;.k
dh mRifÙk ds fo"k; lEcUèkh gSA ,slk dgk x;k gS ;k
ekU;rk gS fd loZizFke os eFkqjk esa ik, x,] rRi'pkr~
dsnkjukFk ls cæh vk,] tSls fd uke ls Li"V gksrk gS
cæh esa NksVs ls ckyd ds :i esa fuokl fd;k rFkk vUr
esa dke# ¼fdUukSj½ eafnj esa budh mRifÙk gqbZA

nsork t; cæhukFk dke: ¼xkao½ lEcUèkh xhr

xhr ds cksy & xksyh xks gksuk ;kys gky;kcs gksuk

xksV;ks Fkk p+kyjkabZ ;kys ckSæh&ukjk;.kq xhFkk³~A

tq rksjksDp+q ekuh lksrh tqx³~E;kDp+q xhFkk³~A

i èk la & i & e ièk la jsala èk i

xks yks yh · · · xks · gks uk· ;k ys

e èk e & l jse js & & & lèk &

gk y ;k · cs ·· ;k · ys gks uk ·

èkk xh rk èkh DMk¡ ·u èkha DMk¡ ·u Vk¡ Vk¡ Vk¡

bl yksdxhr esa iz;qDr rky ckjg ek=k dh gSA ;g yksdrky fdUukSjh yksdxhrksa ds lkFk gh ctkbZ tkrh
gSA mijksDr yksd xhr nqxkZ jkx ij vkèkkfjr gSA bl jkx dk vkjksg&vojksg ,oa idM+ bl izdkj gS&

vkjksg & lk js ei] èk la

vojksg & la èk ie] js l

idM & ei èk i] e js] l js è+k l
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bl xhr dh 'ks"k iafDr;k¡ Hkh bUgha Lojksa esa xkbZ
tkrh gSaA2

HkkokFkZ

;g xhr dke: xkao ds nsork Jh cæh ukjk;.k
dh mRifÙk ds fo"k; lEcUèkh gSA ,slk dgk x;k gS ;k
ekU;rk gS fd loZizFke os eFkqjk esa ik, x,] rRi'pkr
dsnkjukFk ls cæh vk,] tSls fd uke ls Li"V gksrk gS
cæh esa NksVs ls ckyd ds :i esa fuokl fd;k rFkk vUr
esa os dke: ¼fdUukSj½ eafnj esa budh mRifÙk gqbZA

pafMdk nsoh

Fkwpkyk 'kkS³~k fgjek nsoh us yksA

t+k; gsuk 'kkS³~ p+kSuh ls ekSuh yksA

t+k; gsuk Xokjckj³~ vkxks yksA

vkus lkSj;kxks tk³~ ;k³~ gkfpl yksA

t+k; gsuk dksulk³~ ;q³~ts yksA

t+k; gsuk fr'k fj³~ts yksA

fr'k ;q³~ fj³~ jkj³~ ikuq³~ks yksA

mYVks MksY;ks rkEc;ks ik'k³~ yksA

yh ik'kk [ksyh nkukR;ks ik'k³~ yksA

uql rk ekuh xk³~xh P+kq tSLVs yksA

gkrq uhrks xzksluke Fkku³~ks yksA

gkrq uhrks ckcs Fkku³~ yksA

uq rk ekuh xk³~xh pq tS"Vs yksA

yh gkrq uhrks t+k³q [kkbZfu³~ yksA

yh uql rk ekuh xk³~xh pq tSLVs yksA

gksrq uhrks ukyps+ ekV;k³~ yksA

yh uql rk ekuh xk³~xh P+kq tS"Vs yksA

yh ek³~ ek³~ rkKks'k ³~kjkd lkjkdq yksA

ek³~ ek³~ rkKks'k cS"Vks: ;B³~ yksA

fj³~&fj³~ chKks'k ;h'kq Mkuh;q nSu

;h'kq Mkuh;q nSu MSl ek MSl jScKks'kA

nks MSu&Msu cUuk czS³ ukbZ VksUuk³~ps yksA

nks yks yks cUuk dkxks tksUuk³~dk

tkSUu³~dk }kUuk ykEc;ks dksVk³~A

yh ykEc;ks dksVk³~ ekyksu ekt³~ lsfj³~ks yksA

ykEc;ks dksVkfj³~ yksUuk jk{klkfj³~ dqfj³~A

phus yksUuk jk{klkfj³~ ekfV³~ yksA

Bk;e Bk;kKks'k jk{klkfj³~ dqfj³~

t+ksx t+ksx cKks rsKks jkt+klk yksA

nks yks yks cUuk xksB³~ uky³q nSuA

lq³qy&eq³qy jkt+klk xksBk³~ yksA

b cky 'kqcKks'k lk; cky nkSQukKks'kA

yh MwcSu yh MqC;kKks'k yks dksuk³q dqeksA

nqLrh dq';kKks'k ekjdkfy³~ nkSc;kKks'kA

ekjdkyhf³~l yksrks'k ekfydq NqfD'keq chjabZ Bksy³~ ns'kk³ksA

ekt³~ lkurk³~ks lkurk³~ks ek uhek nsoy³~ chjabZA

nsoyk³~ ekuhek dksbyklks chjabZA

cheyh chKks'k dksbyklq dkseksA

ekSek 'kSlew okys dqyÅ Bsik³~A

nkSyh ekuhek xkj fixkjs uhrksA

ekjdkfy³~l yksrks'k eksek ;k eksekA

dhuq izky dSjs'k dhuq vkj;kfpeq rk³~slA

cheyh chKks'k vkusuq ;q³~tsA

vkusuq ;q³~tsl okjD;ks'k rk³~Kks'k

okjD;ks'k rk³~Kks'k dquh³q dkseksA

;q³~ts+lh yksrks'k fj³~ts ;k fj³~tsA

;ksokY;ks B [;krha FokY;ks [;kphaA

fj³~ts ;k fj³~ts HkkSajklq dkseksA

lku yh lkKks'k HkkSajklq lkKks'k

Qheyh QhKks'k jkouq pheSnA

jkouq pheSn ektks dks"VkEihA

èkkSje jkuKks'k rh'kY;ks èkkSje

dhuq LoyS³~ jk, n;kjks jk; jkfr³~A

HkkokFkZ

;g xhr pafMdk nsoh lEcUèkh rFkk gkeLdkn
ewy fdUukSjh esa gSA tc fgjek nsoh xHkZorh Fkha vkSj og
izlo ds fy, ̂ Xokjckj³~* uked xqQk esa xbZ rHkh pafMdk
nsoh ;ksxek;k esa tku xbZ Fkh fd fgjek nsoh fdUukSj ds
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Js"B nsorkvksa dks tUe nsus okyh gSaA blfy, Lo;a T;s"B
cuus ds fy, og eD[kh cudj fgjek nsoh dh ukfldk
esa izos'k dj iqu% f'k'kq ds :i esa izdV gks xbZA mlds
ckn T;s"B HkkbZ lq³~jk ¼xkao dk uke½ egs'oj us tUe
fy;kA etys HkkbZ vkSj NksVs HkkbZ ¼paxko½ egs'kq us tUe
fy;kA lHkh ds tUe ds ckn tc LFkku caVokjs dh ckjh
vkbZ rks nsoh pafMdk us prqjkbZ ls lk;jkd uked Js"B
LFkku viuh os.kh ds ihNs fNik fy;k rFkk og ml xkao
dh xzkE; nsoh dgykus yxhA3

bZ'oj ukjk;.k ,oa 'kfDr ukx ¼iwcZuh½

;ks;k¡ys dhrk chrksab± gks] dksbyklq

dkseks dhrk chrksab±A

;ks;k¡ys uh³~k gkyk uhrksp gks]

jkDlkfj³~ cksfUu³A

uh³~k gkyk uhrkspA

;ks;k¡ys dksbyklq dkseks gks] tksedhp+kA

tkse'kks dksbyklq dkseksA

;ks;k¡ys Qke&Qke 'ksjab± gks] 'kadjk

ekSuf'kjk uq Qke Qke 'ksjab±A

;ksa;k¡ys Kky&Kky tkjabZ gks]

ukxk ukjsukuq Kky&Kky tkjab±A

;ksa;k¡ys cksjka³~ dkjabZ gks] 'kkj³q dku

t+eh;q vku³~ cksjk³~ dkjabZA

HkkokFkZ

;g xhr iwcZuh xkao ds nsork bZ'oj ukjk;.k
,oa 'kfDr uxj ij vkèkkfjr gSA xhr ds cksy gkeLdkn
¼ewy fdUukSjh½ esa gSA bl xhr dks edj laØkfUr ds fnu
xk;k tkrk gS] fdUukSj ds fupys {ks= esa bl fnu ls uo
o"kZ dk izkjEHk gksrk gSA bl fnu tc nksuksa nsork chl
fnu ds fy, dSyk'k dh vksj izLFkku djrs gSa rks xkao dh
fL=;ksa }kjk ;g xhr xk;k tkrk gS rFkk dgk tkrk gS
fd ;g chl fnu gekjs fy, ¼xkaookfl;ksa½ ds fy,
d"Biw.kZ gksaxsA 20osa fnu tc vki nksuksa dk okil
vkxeu gksxk] ge ml fnu dh izrh{kk djsaxs rFkk og
fnu gekjs fy, izlUurk ls Hkjiwj gksxkA4

jke.kh xkao ds nsork ukjs.kkl th dk xhr

xksyh xks gksuk gk;kcs gksukA

n³xksY;ks n³~ 'kkS³~ nks 'kkS³~&'kkS³~ chekA

nks 'kkS³~ 'kkS³~ chek ;kfy [kksukp+ks eSYykeA

[kksukp+ks eSYyke ;kfy ekt³~ lkurk³~ksA

ekt³~ lkurk³~ks ;kfy 'kqe MksEcj t+ksef'klA

'kqe MksEcksj t+ksef'kl fxflc&fxflc ;k'kks

;kfy ck;³ks nSu fgY;k'kksA

uq 'kqeY;ks ekt³~ks ;kfy gkr tS'kek³~gkr dkSulk³~A

tS'kek³~ rk yksUuk ;kfy t+kcyq ukjs.kkl

uq 'kqeY;ks MksEcks: t+kSjfex gke nqKksA

t+kSjfex rk yksUuk ;kfy tk³~rh p+ks u³~dksA

tk³~rhP+kks u³~dks 'kq Fkku³q ekV;k³~

'kq Fkku³q ekVk;k³~ ;kfy bZ uewuk yks'kksA

bZ uewuk yks'kks Fkklfexh ek p+ky'ks

Fkklfexh ek p+ky'ks ;kfy D;kyek³q ckynSuA

D;ky ek³q ckyq nSu 'kqj cksB³~A

HkkokFkZ

;g ,d izkphu xhr gS ftlesa eSYyke xkao
ukjs.kkl dh mRifÙk LFkku ds fo"k; esa cryk;k x;k gSA
xhr ds cksy gkeLdkn ;kfu ewy fdUukSjh esa gSA fdUukSj
dk eSYyke xkao igkM+ ds >jus ds lehi clk gSA xkao
ds eè; nsork dk eafnj gSA bl eafnj esa rhu nsork
tkcyq ukjs.kl] eSYyke ukjs.kl rFkk vuqt xksldh
ukjs.kl fojkteku gSA bu nsorkvksa dk mn~xe LFky
ifo= ty ds fdukjs ^'kqFkku³~* uked LFkku gSA

nsork ijdk 'kkadjl ¼iksoksjh xkao½

xksyh xks gksuk gk;kcs gksukA

n³~ xksY;ks n³~k 'kks³~ jk³~rhpq jSxsA

jk³frP+kq jSxs I;kyk Mks[kk³~ nSuA

I;kyk Mks[kk³q nSu lkerku ekfV³q nSuA

MsY;ks'k iksokjh] Msyh³q b"V gkr rks'kA

Msyh³q b"V yksUuk tS+ ijdk 'kka³~djlA

dh xksV;ks ekbD;ksabZ dhlh FkksE;kKksab±

tS+ ijdk 'kk³~djSlA

ektks lkurk³~ks fxflc&fxflc ;k'kksA
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dksbyklq ihBkj jkuksA

'kk³~djfll yksrks'k vk³~

yk[knkj dkenkjA

vk³~ nk tSfjp b gqdqe ykurksdA

vkusuq yk[knkj dkenkj] Qku;kuq

xksynkj j.k cgknqj ct+hjA

uh'k xqn gkFk tksM+;ks] fdu B nq gqdqe

uh³~ [kqfl;ks jkSufppA

'kk³~dfjl yksrks'k ikbj³~ lhD;krksd

'kqe uht+kxq iksjes chehxq rS;kjhA

lkseiks: csj³~ lh izksyq csj³~]

lkrikuq ekfV³q nSuA

u³~kjks Nkj;ks] iUue esa yks'kks gkrq

MksEcks: cksjn;kKks'kA

gkrq MksEcksj ekuh tS+bZ ijdk 'kka³~djlA

nks jh³~ jh³~ chek u³~j;k gks jhnk³~

ekSyMq³~ NkSLrSu nSuA

xqbZ uht+kxq xks,usA

b xqnks nqik³~ j³~ vkbZ xqnks dksfj³~A

nks 'kks³~&'kks³~ chek æek³~ lkurk³ksA

;ksV³~ MksEcksjs feykdkj ykuksA

;ksV³~ MksEcksjs yksUuk dklq jktsl MksEcksjsA

j³~ ijdk 'kk³~djl MksEcksjA

fxflc&fxflc ;k'kks dksbyklq ihBkj ykuksA

HkkokFkZ

;g ,d izkphu ,oa yksdfiz; xhr gSA xhr
ewyr% gkeLdkn ;kfu ewy fdUukSjh esa gSA izLrqr xhr
^ijdk'kka³djl* ¼f'ko nsork½ ij vkèkkfjr gS tks iksokjh
uked xkao ds nsork gSaA bl xhr dh iafDr;ka ;g n'kkZrh
gSa fd fdl izdkj f'ko nsork us ,d Hk;kud jk{kl ls
xkaookfl;ksa dh j{kk dh rFkk vU; iafDr;ka n'kkZrh gSa fd

os fjCck xkao tkrs gSa vkSj nsork dklq jktsl ls HksaV djrs
gSa rFkk muds vkxeu ij ogk¡ fL=;ka mudk Lokxr gkFk
esa ^Mks³~ksj* uked Qwy ,oa èkwi&nhi ls djrh gSaA5

fu"d"kZ %

fdUukSj HkkSxksfyd nf̀"V ls ioZrh;] nqxZe {ks=
gksrs gq, Hkh lkaxhfrd nf̀"V ls ;g lqxe ,oa le)̀ gSA
;gk¡ yksdxhrksa dk fo"k; ,d vksj izd̀fr rFkk jhfr&fjokt
lEcUèkh lqanj lkFkZd xhr gSa rks ogha nwljh vksj nsoh&nsork
lEcUèkh èkkfeZd xhr Hkh feyrs gSaA ;s yksdxhr jkxksa ij
gh vkèkkfjr gksrs gSaA izR;sd {ks= ds yksdxhrksa esa fdUgha
fo'ks"k jkx dh >yd fn[kkbZ nsrh gSA fdUukSjh yksdxhr
jkx igkM+h] nqxkZ] Hkwikyh] oànkouh lkjax] eèkekn lkjax
vkSj dgha&dgha tksx vkfn jkxksa ij vkèkkfjr gksrs gSaA
bu yksdxhrksa esa iz;qDr rkysa fofHkUu la[;kvksa ds vkèkkj
ij ekuh xbZ] tSls fd cSfj³~ ukx nsork dh xhr
¼mi;qZDr Lojfyfi½ ckjg ek=k esa fuc) gSA ysfdu bl
rky ds cksy izfl) ,drky ds vuq:i ugha gSA blh
izdkj tSls&tSls xhrksa ds lkFk ckjg ek=k] lkr ek=k]
N% ek=k] ftruh Hkh ek=kvksa dh rky iz;qDr dh xbZ gS]
muds vuq:i mUgsa Øe'k% ,drky] :id] nknjk rky
vkfn ds vuq:i ekuk tk ldrk gSA lkaxhfrd rduhd
ls nwj gksrs gq, Hkh fdUukSjh laxhr tgka ,d vksj fdUukSjh
yksd ân; esa LFkku j[krk gS] ogha nwljh vksj lkekU;
tu dks Hkh mruk gh yqHkkrk gSA

lanHkZ lwph %

1- lk{kkRdkj

2- lk{kkRdkj

3- usxh] Nsfj³~ Vk'kh&fdUukSjh lH;rk vkSj lkfgR; % ladyu
rFkk fgUnh vuqokn] lkfgR; vdkneh] fnYyh 2005] i-̀la- 202

4- usxh] lfjrk] fdUukSj ds fofHkUu yksdHkk"kkvksa esa xk, tkus okys
yksdxhrksa dk lkaxhfrd vè;;u] uSfrd izdk'ku] xkSrecq)
uxj] m-iz- 2020] i-̀la- 74&75

5- ogh] i-̀la- 77&78
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Introduction

Tripura was formerly referred to as
Sukshma Desh or Kirata Bhumi. Tripura, also
known as Tippra, once controlled a far larger
region than it does today. The State of Tripura
was described as consisting of a vast land with
the rivers Tri Ranga on the north, Rasanga
(Arakan) in the south, Mekhle or Manipur on
the east, and Banga on the west in the Rajmala
(Chronicle of the Manikya King), which is
thought to have been written about five hundred
years ago during the period of Dharma
Manikeya (1407-1458 A.D.).  Histor ical
Highlights: According to records from Rajmala,

*Assistant Profesor, Govt. College of Art & Craft, Agartala, Tripura (W)

The Carving and Relief Sculptures of The Northeast: Special Emphasis
on Unakoti in Tripura as A Site of Historical Significance

Debabrata Das*

Abstract

Little was known about Indian rock-cut art, either ancient or historic, a
century ago. India, like many other nations today, can look back on a lengthy
history of progress. Contrary to first impressions, this rock-cut art or sculpture is
found in similar geographical settings in Gujrat-Rajasthan, Bihar, Orissa, and if it
comes to the North East region, then of course historical examination of Unakoti
relief and Stone carving Sculpture of Tripura comes as normal because of the
enormous Siva face and numerous stone carvings and reliefs. Myth in rock-cut art
has a venerable antiquity. Unknown artisans created the original stroke on rock by
etching the contour of various animal and geometric designs. (Petroglyphs) are a
very effective way of portraying the mastery of ancient art, yet this historic site in
the northeast is solely based on Indian religion. The Stone sculptures and carved
reliefs can be seen in Unakoti, Tripura. When one thinks of stone carvings, reliefs,
and sculptures, Ajanta, Ellora, Khajuraho, Konark, Udaygiri, Khanadagiri, etc.
come to mind. That perspective makes Tripura’s stone sculptures and reliefs
practically impossible to analyse. This essay aims to examine the historical
background of the stone carving and relief from Unakoti. Sculptures in Tripura’s
northeast.

Keywords : relief, Stone carving, geometric motifs, rock-cut, petroglyphs.

Methodology : The research paper draws support from secondary sources.

Tripura was governed by 184 kings. And the
Tripura era began in 590 AD. The third-smallest
state in India is called Tripura. Location: NER
lies in the south-east latitude 22.56 N and
24.32N longitude -91.10E and 92.21E bounded
by Bangladesh on the west, south and north,
Assam on the north-east, and Mizoram on the
east. Igneous rocks make up every part of
Unakoti. In addition to this, sedimentary rocks
like sandstone, limestone, sandstone, shale,
conglomerate, mudstone, etc. may be found in
the hills of Tripura. Lignite rocks are
metamorphic rocks. Tripura, which has
produced some highly intriguing Stone Age
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enterprises centered on using fossil wood as a
raw material, is still doing research into its
prehistory. This is in contrast to Anything of
Burma. Assam, Nagaland, Mizoram, and Tripura
have not yet been reported as having Paleolithic
culture artefacts.

Rock cut relief and stone carving:

Every feature of tradition that has
concurrently changed human artistic prowess
and cultural activities in society has a major
impact on rock-cat art. The mountains have been
sculpted with rock reliefs and sculptures. Rock
Art Prehistoric or historical Indian stone carving
and rock-cut relief art were poorly understood
a century ago. Wakankar’s excavations and those
of Dr. V. N. Misra definitely demonstrate that
people have lived in these rock shelters
continuously for the past 100,000 years or so.
The earliest forms of art would date to around
5,000 B.C., based on data from rock shelters.
With this specific time frame, we have started a
more in-depth, meticulous, and thorough
investigation of the rock art at Bhimbetka.
Having replicated more than 350 paintings from
only Bhimbetka, Sri Y. D. Mathpal, Researchers
estimate that Unakoti’s stone sculptures and rock
cut reliefs date to the eighth or ninth century.
All of these historical, social, and cultural
occurrences were documented at different points
in time on Unakoti Tirtha Tripura, an important
ancient archaeological monument. These stone
sculptures and reliefs are all based on various
Indian mythological tales. Myths are not
straightforward narratives that educate people
about the historical development of art. Myths
describe how new historical, cultural, and
religious truths appear; art and architecture are
accurate windows into society. Imaginings of
mythology based on psychological analysis.
Kamadeva (Figure 1) Hindu mythology is a
synthesis of incidents resulting from numerous
old customs and influences. Hindu mythology
forms a mixture of events born from various

ancient traditions and various influences, which
Indian society unfolds over the course of its
history.

Rock-Cut Art  This art style has
prevalence in the modern world regardless of
geographical boundaries. In almost all countries,
this type of art style has various historical
excellence and aesthetic, research data,
archeology history of immense importance. In
that sense, the art tradition of rock-cut art in
India has long explored the inner experiences
and creative energies of man. According to the
principles and statements of Shukracharya, the
main characteristic of the artist’s creation is to
be attracted to his inner self and contemplation.
Art in the Indian concept was an all-embracing
discipline, capable of maintaining a connection
with the world as a whole, the ultimate reality
of the soul. Indian heritage was the foundation
of aesthetic enjoyment. And the goal was the
artistic experience that resulted in the excellence
of architectural art. On the stone hill there are
Indian mythological books in the sculpture art,
in which the artists have given many forms like
Shiva, Ganesha, Nandi Bull, Vishnu, Gaur,
Yaksha, Yakshi. Some of the strangest
representations created by the artists of ancient
India, such as human figures and animals,
include the ‘Kamadhenu’ sculpture of Unakoti
in Tripura (Figure 2).

There are many differences on this with
western countries but later the role of writers
was major and important. E. V. Hebel, Heinrich
Zimmer and A. K. Kumaraswamy, for example,
played an important role in elucidating the
concept of Indian sculpture to the Western mind.
Although the Rock-cut relief and stone carving
Sculptures of Tripura have not received much
publicity, but the rock cut reliefs and stone
carvings of Tripura are also not behind in
historical and aesthetic aspects. Today’s
sculpture is about simplification, individuality.
Which is can reflect Tripura effortlessly. It is
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rich in many archeological resources like Pilak
and Chabimura.Prominent writers and
researchers are of the opinion that the main
sculpture of Unakoti has many similarities with
the sculptures of Shiva in Cambodia’s Dev Cult.
Cambodian sculpture, however, is composed of
face carvings by placing blocks of stone
together. But the main sculpture of Unakoti is
carved into a single stone (Siva head) with a
height of about 13.50 m x 9 m 20 cm or from
ear to ear and forehead 5 m 20 cm (Figure 3).

Unakoti’s Sculpture in Aesthetic and
Historical context

Rock-cut architecture is the practice of
creating a structure carved out of solid natural
rock. Indian rock-cut architecture is more varied
and abundant than any other type of rock-cut
architecture in the entire world. From that point
of view, the Unakoti reliefs and stone carvings
of Tripura also have ample evidence. There is
no doubt about it. Indian rock-cut art style is
mostly religious in nature. Unakoti’s sculptures
are no exception. There are more than 1500
architectural sculptures in India. Most of these
are of fine art style in stone. But Unakoti’s reliefs
and stone carvings are a slightly different kind
of artwork. There is no doubt that the artists have
given the masterpieces a gigantic shape
according to the quality of the stone. But there
is an aesthetic and historical fascination in all
those sculptures. Since then, ancient and
medieval art  and engineering represent
remarkable achievements. Needless to say, it
amazes almost all visitors.The Unakoti hilltop
sculptures were carved between the 7th and 9th
centuries, representing the Shaiva-Ganapatya-
Shakta-Vaishnava religions. However, no
sculptures of Buddhist deities were found there.
Especially the stor ies of Ramayana and
Mahabharata have been visualized. Not only
beautiful from a spiritualist point of view, it is
also a famous tourist destination resplendent in
architectural and sculptural magnificence.

Unakoti is an important place after Pilak from
the archaeological point of view. Assam’s hill
sculptural art is much more extensive and varied.
According to geologists, covered by limited
graceless or sedimentary rocks, Unakoti Hills
is about ten lakh years old. (Baidya, 2007)
According to the information of Dr. Nihar
Ranjan Roy’s “bangalir Itihas” book, Unakoti
may be in the 8th century during the rule of the
Pala period. According to Dr. Dinesh Chandra
Sen, hundreds of broken, half-broken carved
sculptures indicate antiquity. Unakoti’s
sculpture of Kinnari is a mythical creature of
semi-divine character carved in colossal stone,
a hybrid form of Kinnari with a four-legged
animal body and human face carved into the
stone wall. (Bhattacharyi, 2016) The style of the
rock-cut carving at  Unakoti betrays a
rudimentary and crud Conception of the art
illustrates in a remarkable way the canons of
the different part of the body are treated only in
their broadest aspect, without any attempt to
harmonize the whole.it is extremely difficult fix
the period of rock-cut carving , as no material
for comparison with them exists in Northeast
India. On the whole, judging by the extant
remain at Unakoti, It may be conclude with some
certainty that site has been seared to the
worshippers of Siva at last from the 8th-9th

Century, if not same Centuries earlier (chauley-
2007). Simplification in the sculpture of Unakoti
has not resulted in any deviation of the sculptural
form anywhere. Indian sculpture does not fully
adopt but an aesthetic quality is preserved in
Unakoti’s sculptures. If we analyze the
ornamentation and form of Kinnari sculpture
discussed earlier, it can be seen that there is an
aesthetic form. A colossus figure of kinnari, a
mythical being of a semi-divine character, plays
a secondary part in religious complex of Unakoti
as accessory to different deities carved on the
rocky walls. The hybrid form of kinnariwith the
four legged animal body and a human face,
Unakoti Specimens. In the rock-cut sculpture
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of Unakoti appear, however, not one but various
styles mixed-up from two sources.  The
amalgamation of Indian main culture stream and
the alien culture influence might have
immigrated to Unakoti in which indigenous style
of the tribal art of Tripura have emerged.

Some Information on Historical Sculpture

Some of rock-cut relief and stone
carving sculpture of Tripura from prehistoric
time have been documented. Simplistic art style
presented in Unakoti’s Sculpture in these image
or figure bears ample evidence of primitive
sculpture style and simplification. Consider as
the best of the archeological and historical site
of northeast region. A good number of rock-cut
relief and stone carving sculpture of Siva (Figure
4) and parvati, Vishnu (Figure 5), Kartikaya
(Figure 6),  hanuman (Figure 7),  and
Chaturmukhlingas (Figure 8) were carved.

Conclusion

About the earliest humans in India, we
are continuously learning. There is a vague
outline of the evolution of his material
civilization. Typically, stone sculptures and
reliefs chiselled into rocks. The monumental
rock-cut relief and stone carving sculptures are
the most significant of Tripura’s archaeological
sources for history because they shed light on
the history of the tribal religion Brahmanism,
its iconography, and the various stages of the
development of culture and civilization during
the Middle Ages of Tripura. Technically
impressive relief sculptures in Tripura represent
the state’s art by unmistakably expressing the
psyche and creative impulse of the native
population during the Middle Ages; further
study of these sculptures is anticipated to shed
a great deal of light on both local history and
India’s history as a whole.

Figure 1 Kamdev, Unakoti, kailasahar
photography from Wikipedia

Figure 2 Kamdhenu, Kailasahar, Tripura
Photography from Wikipedia

Figure 3 Siva Head, kailasahar, Tripura
Photography from Wikipedia
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Figure 4 Gangadhara, Siva head, kailasahar
Photography from Wikipedia

    Figure 5 Vishnu    Figure 6 kartikya

Figure 7 Hanuman.
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1.0. Introduction
Lately, there has been a lot of emphasis

on digital innovations in every creative industry,
including the fashion and apparel industry.
Researchers like Rathore (2021) who calls this
digital transformation of the clothing industry
Fashion Transformation 4.0, point out that
digital fashion practices like digital marketing,
digital communication, digital e-commerce,
website optimization, social media campaigns,
mobile applications, and other digital strategies
in the fashion industry are getting increasingly
popular. However, what is imperative from this
digitalization is the need and requirement for
trained human capital who can manage this
challenge effectively.

India has also emerged as a major
contributor to the global fashion and apparel
industry. But to what extent our present apparel
industry human resources are upgraded in this
new digital need is not very clear. This present
study is therefore an effort to study the digital
*Deputy Director, Amity School of Fashion Technology, Amity University, Kolkata

Digital Literacy and its influencing characteristics for human
resources working in the fashion industry

Suranjan Lahiri*

Abstract

ICT (Information and Communications Technology) application and their
widespread usage is emerging everywhere and becoming particularly visible in all
innovative industries, including the fashion industry. Be it in creative designing, technology-
based manufacturing, or even online-based e-commerce business, digitalization is
penetrating every sphere of the design and fashion business. Nonetheless, to what extent
our current human resources are ready to take on this challenge is still not clear in the
Indian fashion industry. This research is hence an attempt to study digital literacy and it’s
influencing characteristics for human resources working in the fashion industry, in this
case, the Delhi NCR fashion industry. 60 fashion industry human resources from Delhi-
NCR were asked to respond to a self-assessment survey on digital literacy. The answers
were statistically analyzed to study the influence of various demographic and organizational
characteristics on the achieved digital literacy level of the participating respondents.

Keywords: Digital Literacy, Fashion industry, Human Resources, ICT applications, Digitalization

literacy of human resources from Indian fashion
industry, in this case the Delhi NCR fashion
industry, which is a popular apparel
manufacturing cluster in India. But before
proceeding further it is important to perceive
the current meaning and definition of digital
literacy.

Paul Gilster (1997) first used the word
‘digital literacy’ in his book with the same name
and goes on to explain that just as the word
literacy means the ability to read with
understanding, digital literacy means an
understanding of what we see in the computer
screen as we use the networked medium. So, it
is more than just another skill, but the ability to
make judgments based on what we see on the
computer screen. Many other researchers
contributed to its meaning and definition hence
forth. Finally, the UNESCO Institutes of
Statistics (Law et al, 2018) summed up the
digital literacy framework of around 47
countries from different geographical locations
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across the world and defined digital literacy as
‘the ability to access, manage, understand,
integrate, communicate, evaluate, and create
information safely and appropriately through
digital technologies for employment, decent
jobs, and entrepreneurship.  It includes
competencies that are variously referred to as
Computer Literacy, ICT Literacy, Information
Literacy, and Media Literacy.’ To further
monitor digital literacy, UNESCO also proposed
a framework viz; ‘A Global Framework of
Reference on Digital Literacy skills for Indicator
4.4.2’ with 7 broad competence areas, and 24
broad competencies. Various researchers and
policy-making bodies throughout the world have
utilized this framework to study digital literacy
for a group of people. In fact, there are several
methods to study digital literacy for a group of
people.

Lahiri et al. (2022), like many other
researchers utilized the UNESCO framework
through a survey-based self-assessment
questionnaire to identify and further analyze the
digital literacy competencies of university
students studying fashion design programs in
Kolkata, India.

Similar research work has been carried
out to study the digital literacy of students from
other disciplines, or for the general population
at large. But significant work seems to be
missing to study the digital literacy of an existing
workforce of any industry, especially for the
fashion industry in India. It is therefore
important to study the digital literacy level of
apparel industry human resources from a
popular fashion manufacturing cluster in India.
The Delhi NCR cluster, being one of the oldest
apparel manufacturing clusters, has therefore
been chosen for this study with the following
Research Objectives:

1. To find out the factors of digital literacy for
Delhi NCR fashion industry human

resources

2. To determine the effect of human and
organizational characteristics on achieved
digital literacy of Delhi NCR apparel
industry human resources.

A survey was first carried out among
the Delhi NCR workforce, and the extracted data
from the survey was utilized to first carry out
an Exploratory Factor Analysis, followed by
ANOVA analysis to determine the above
Research Objectives. The following null
hypotheses were framed to carry out the ANOVA
test:

1. H1= There is no significant difference in
digital literacy values among different
factors of apparel industry human resources,
across different (micro, small, medium, and
large) sectors.

2. H2= There is no significant difference in
digital literacy values among different
factors of apparel industry human resources,
across different genders.

3. H3= There is no significant difference in
digital literacy values among different
factors of apparel industry human resources,
across different (design, merchandising, and
production) departments.

4. H4= There is no significant difference in
digital literacy values among different
factors of apparel industry human resources,
across different income levels.

5. H5= There is no significant difference in
digital literacy values among different
factors of apparel industry human resources,
across different age groups.

2.0. Research Methodology

The instrument for this empirical study
has been adapted from the research work on
digital literacy carried out by Lahiri et al. (2022)
for fashion students. Data has been collected
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with the help of a structured questionnaire
having two parts. Part I has been framed to
collect demographic information about the
respondents, whereas Part II has been created
to collect data on the digital literacy of the
respondents (apparel manufacturing human
resources of Delhi NCR area). Part I has 5
questions (based on the 5 hypotheses already
made in the previous chapter), and Part II has
23 statements. Responses to the given statements
of the survey were scored on a five-point Likert
scale with a self-reported truth response against
the items (1 = strongly disagree, 5 = strongly
agree). The final Survey form (Part I and Part II
altogether) is given in Annexure 1. This was
electronically forwarded to the respondents
through a Google Form via WhatsApp link in
March-April 2022.

The sampling frame comprised of
designers, merchandisers, and production
technologists from the apparel industry of the
Delhi NCR cluster. These human resources have
been chosen from both MSME as well as non-
MSME organizations from the cluster. This
survey has been carried out in the months Feb-
Mar 2022.

2.1.Sample size

Generally, a minimum of 30 is
considered sufficient to conduct significant
statistics. However, since there are 2 apparel
sectors (MSME and non-MSME sectors), the
sample size for this empirical study has been
kept at 60.

As per KPMG (2016) data, employment
generated by MSME as a percentage of overall
employment in India is 28%. So, based on a
proportionate stratified sampling strategy, 17
respondents are taken from the apparel industry
belonging to the MSME sector, and the rest 43
respondents are taken from the non-MSME
sector.

3.0. Result and interpretation

The survey data in Excel format was
first downloaded from google forms. This Excel
sheet was then pasted into SPSS software for
further analysis. The statistical methods along
with their results are as follows:

1. Exploratory Factor Analysis (EFA) and the
emerged Factors

Since there are 23 variables in the
current survey, Exploratory Factor Analysis
(EFA) using standard practices was first carried
out to reduce data. Six factors emerged from
this test. These factors were suitably named
based on their component variables as given in
the following Table 1:

Table 1

Emerged factors of digital literacy

New UNESCO Factor Factor Title
Dimensions Items Loading

1 3 .856 Online
information
searching and
its utility
competency

8 .844

4 .785

9 .726

2 .584

2 12 .756 Netiquette
competency

10 .751

14 .620

22 .558

11 .557

23 .522

3 19 .844
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20 .705 Digital
communication,
collaboration,
and its problem-
solving
competency

7 .640

6 .582

4 16 .775 Digital security
and content
formatting
competency

13 .746

15 .610

5 17 .847 Digital safety
competency

18 .838

6 1 .887 Hardware
competency

16 .574

2. ANOVA analysis

Finally, a one-way ANOVA test was
carried out to find the relationship between the
digital literacy levels of the emerged factors
(competencies), as against the organizational
and human resource characteristics to determine
whether any significant difference exists
between the groups of each of these
characteristics. Thus, the dependent variables,
in this case, are digital literacy levels of the
emerged factors, whereas the independent
variables are the following groups (as also
previously noted down as hypotheses) given
below in Table 2:

Table 2

Independent variables and their groups

S.No. Independent Groups
variables
(characteristics)

1 Sectors (a) Micro, (b) Small,
(c) Medium, and
(d) Large sector

2 Genders (a) Male, (b) Female,
and (c) Others Category

3 Departments (a) Design,
(b) Merchandising,
and (c) Production
department

4 Income levels (a) Up to 2.5 lahks,
(b) 2.5 lakh to 5 lahks,
(c) 5 lakh to 10 lahks,
(d) More than 10 lakh

5 Age (a) 16-25 years,
(b) 26-40 years,
(c) 41-56 years,
(d) 56 and more years

For each of the independent variables, the
groups may be considered µ1, µ2, µ3…, µn.

The data has been analyzed in SPSS at
a 95 % confidence level. In case the significant
value is more than 0.05, then it is assumed that
the test failed to reject the null hypothesis; and
the groups µ1, µ2and µ3…, µn are all equal.
Otherwise, they are different.

In case any group has significant values
less than 0.05, then Post Hoc Multiple
Comparison (LSD method) has been also carried
out to find out which pair of groups are
significantly different. If a significant difference
exists, a mean analysis has been further seen to
compare the average digital literacy between the
groups.
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ANOVA analysis regarding the hypotheses made, and independent variables created are as
follows:

1. Sector-wise groups (First hypothesis testing)

As already stated, sector-wise ANOVA analysis in SPSS has been carried out to determine
significant differences between the sector-wise groups, i.e., between micro, small, medium, and
large sectors. ANOVA analysis table along with Post Hoc Multiple comparison tables are given
below in Table 3:

Table 3

ANOVA test result

Factor name Factor 1 Factor 2 Factor 3 Factor 4 Factor 5 Factor 6
F value .176 3.714 .489 .620 .960 .154
Significance(0.05) .912 .017* .691 .805 .418 .927

Note:* indicates the corresponding factor has sig. value less than 0.05

The result shows that Factor 2 (Netiquette competency) significantly changes (0.017) with
a change in the sector. Other Factors do not significantly change with change in sector-wise groups
and their significant values are all greater than 0.05.

A Post Hoc Multiple Comparison (LSD method in SPSS) was then carried out between the
sector-wise groups to find out which pair of groups are significantly different i.e., less than 0.05 for
Factor 2.

The result points out significant differences between the three groups (micro /medium,
micro/large, and small / medium). They are further subjected to mean analysis to compare the level
of digital literacy between the groups. The SPSS analysis is given below in Table 4:

Table 4

Mean Analysis Report

Kindly choose your 10. 11.(Digital 12. 14. 22. 23.
organization’s sector (Netiquette) footprint) (Create) (Referencing) (Training1) (Career)

Micro Mean 3.5860 3.3464 2.4000 3.2000 3.0000 2.8000
N 5 5 5 5 5 5
Std. .53568 .48373 1.14018 1.30384 1.22474 1.30384
Deviation

Small Mean 3.8000 4.1464 3.8000 3.4000 3.4000 3.2000
N 5 5 5 5 5 5
Std. .83666 .49106 1.09545 .89443 1.14018 1.30384
Deviation
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Medium Mean 4.5714 3.8571 4.2034 4.1429 4.1429 4.4286
N 7 7 7 7 7 7
Std. .53452 1.21499 1.15776 .89974 .89974 .78680
Deviation

Large Mean 3.8805 3.7085 3.3721 3.2645 3.9767 3.8140
N 43 43 43 43 43 43
Std. 1.05102 1.21977 1.21544 1.23569 1.03483 1.20031
Deviation

Total Mean 3.9298 3.7321 3.4237 3.3729 3.8667 3.7500
N 60 60 60 60 60 60
Std. .97180 1.12733 1.23787 1.19176 1.06511 1.21606
Deviation

The above result points out that micro-sector employees have the lowest Factor 2 competency
as compared to other sectors. As we move from micro to small and then medium sector, Factor 2
digital competencies increase. But when we further move to the large sector, digital competency
doesn’t seem to significantly vary anymore. Therefore, we can conclude that as the organization’s
size increases, day-to-day internet usage and the management-related competency of its related
workforce also improve. This competency reaches its peak with medium sector human resources
who probably use the internet and its related services as much as the large sector workforce. Thus,
Netiquette competency for large and small sector workforce in Delhi NCR apparel industry doesn’t
significantly vary.

2. Gender ((Second hypothesis testing)

Next, the ANOVA analysis was carried out to determine significant differences between
the gender-wise groups, i.e., between the male, female, and other category groups. Since there was
no respondent from the other category, there were only two groups, viz. male and female. ANOVA
analysis table along with Post Hoc Multiple comparison tables are given below in Table 5:

Table 5

ANOVA test result

Factor name Factor 1 Factor 2 Factor 3 Factor 4 Factor 5 Factor 6

F value .357 4.922 .250 .081 .320 1.780

Significance(0.05) .553 .030* .619 .778 .574 .187

Note:* indicates the corresponding factor has sig. value less than 0.05

Like in the previous case, Factor 2 (Netiquette competency) significantly changed between
the groups. The rest of the Factors do not significantly change.

Since there are only 2 groups, Post Hoc analysis is not required. A mean analysis of Factor
2 variables was carried out to find out the level of digital literacy between the groups. The SPSS
analysis is given below in Table 6:



Lrkse 2024; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 127º

Table 6

Mean Analysis

Report

Please specify your 10. 11. (Digital     12.        14.        22.     23.
gender (Netiquette) footprint) (Create) (Referencing) (Training1) (Career)

Male Mean 3.9757 3.8340 3.5197 3.4122 4.0213 3.9574
N 47 47 47 47 47 47
Std. .98887 1.14131 1.21125 1.15301 .94384 1.10252
Deviation

Female Mean 3.7638 3.3640 3.0769 3.2308 3.3077 3.0000
N 13 13 13 13 13 13
Std. .92556 1.03334 1.32045 1.36344 1.31559 1.35401
Deviation

Total Mean 3.9298 3.7321 3.4237 3.3729 3.8667 3.7500
N 60 60 60 60 60 60
Std. .97180 1.12733 1.23787 1.19176 1.06511 1.21606
Deviation

The above result points out that Factor
2 (Netiquette competency) digital literacy level
for the female workforce is comparatively lesser
than that of the male workforce. Be it in online
communication, availing digital e-services, or
upgrading oneself in various domain-related
digital tools, the male workforce performs better
than the female workforce in the Delhi NCR
apparel industry.

3. Department /Income level/Age

Next, ANOVA analysis was carried out
(a) department-wise, (b) income level-wise, (c)
and age-wise to test the third, fourth, and fifth
hypotheses. Since the emerging significant
values from ANOVA analysis are more than 0.05
for all six factors, it can be inferred that (a)
departments, (b) income levels, or (c) age do
not have any influence on the digital literacy
level of Delhi NCR human resources. These
independent variables are therefore not taken
up for any further analysis.

4.0. Discussion and Conclusion

This study was an attempt to examine
the current digital literacy level of the apparel
industry workforce from a popular cluster-the
Delhi NCR cluster.

Apparel industry human resources of
design, merchandising, and manufacturing
background from MSME and Large-scale
organizations were therefore approached and
asked to respond to a self-assessment survey
covering all areas of digital literacy, which are
relevant to the apparel industry. The responses
were then subjected to Exploratory Factor
Analysis (EFA) in SPSS to reduce the number
of variables to some common factors. 23
UNESCO variables on digital literacy were
reduced to 6 common factors which are
somewhat like UNESCO’s 7 broad competence
areas. Though some newer competence areas
like Netiquette Competency emerged from this
factor analysis, other conventional Factors like
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information searching, digital communication,
digital problem solving, or digital safety and
hardware competency, which are somewhat like
UNESCO 7 broad competence area also
emerged as digital literacy factors from the
statistical factor analysis.

ANOVA tests also gave some additional
insight in this regard. Though human resources
from different depar tments (like design,
merchandising, and manufacturing) have varied
exposure and usage of online tools and
equipment, their digital literacy competency
remained the same between the groups. This
may be because digital literacy competencies
are more generic competencies indirectly related
to productivity enhancement for day-to-day
working. Similarly, the income levels and age
of the respondents do not seem to have any
influence on the final digital literacy level of
the respondents. Popular digital devices like
desktops, laptops, or mobile phones with
internet connections (commonly used with
Android apps) are no more expensive and are
equally available amongst the rich, poor, young,
and adults, thereby making everyone equally
competent in using them. The group
characteristics that really influenced digital
literacy are gender and organization size, but
that  too only for areas of newer digital
competencies, like the ‘netiquette competency’.
For the female workforce, competency in this
factor (factor 2) is comparatively lower than its
male counterpar ts. This necessitates the
importance of giving more exposure and
responsibility to the apparel industry female
workforce for managing newer digital
competencies like the ‘netiquette competency’.

Netiquette competency (factor 2) also
increases for the general workforce as we move
from micro and small sector with a handful, or
no internet-based tools, to medium-sector
apparel organizations with a substantial scope
of internet-based technological proficiency in

day-to-day working. However, this proficiency
stagnates and remains unchanged as we move
on to a large-scale apparel organization with
multiple domain-related internet-based digital
tools. The reason may be again because digital
literacy is more of using generic internet-based
digital tools for upgrading one’s day-to-day
work on the internet. Thus, general internet
usage of the medium sector workforce plays an
important role in enhancing general digital
literacy competencies as compared to the large
sector workforce. All these digital competencies,
also called digital literacy in total, should play
an important role in enhancing workforce
productivity and building human capital for the
apparel sector.

This empirical research may be further
verified by involving a larger workforce in a
similar study. The influencing characteristics for
digital literacy may also be explored to improve
the current digital literacy levels of the fashion
industry workforce. Like the fashion industry,
other similar creative industries involving
digitalization may also be considered for future
study.
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Annexure 1
Survey statements based on UNESCO’s DLGF

(adapted with minor modifications). It consists of 2 parts,
Part I & Part II.
A. Part I :
1. Kindly choose your department.

a) Design
b) Merchandising (Design/Sampling / Production)
c) Production /Manufacturing

2. Kindly choose your organization sector.
a) Micro sector (Investment in Plant & Machinery

is less than 1 Crore)
b) Small sector (Investment in Plant & Machinery

is between 1 Crore-10 Crore)
c) Medium sector (Investment in Plant &

Machinery is between 10Crore-20Crore)
d) Large sector (Investment in Plant & Machinery

is more than 20 Crore)
3. Kindly choose your annual income bracket.

a) Upto 2.5 Lakh b)    2.5 Lakh-5 Lakh
c) 5 Lakh-10 Lakh d)    More than 10 Lakh

4. Kindly choose your age bracket.
a) 16-25 years b)    26-40 years
c) 41-56 years d)    56 and more

5. Please specify your gender.
a) Male b)    Female
c) Prefer not to isclose

B. Part II (Responses to the below statements are to be
numbered between 1 to 5, with 1= strongly disagree,
and 5= strongly agree)

1. I have basic knowledge of hardware, like turning on/
off, charging, and locking devices.

2. I have basic knowledge of software, such as user
account and password management, login, and how
to do privacy settings.

3. I can use different search engines to find information.
4. I can compare different sources to assess the

reliability of the information.
5. I can classify information in a methodical way using

files and folders to locate it. I usually do backups of
information or files I have stored.

6. I can use advanced features of several communication

tools (e.g., using voiceover IP and sharing files).
7. I can use collaboration tools and contribute to

documents others have created (e.g., using shared
documents).

8. I can use various features of online services (e.g.,
public services, e-banking, online shopping).

9. I can pass on or share knowledge using online
platforms like social networking or online
communities.

10. I am aware of the rules of online communication,
also called ‘netiquette’.

11. I can shape my own online digital identity and keep
track of my digital footprint.

12. I can produce complex digital content in different
formats (e.g., text, tables, images, and audio files). I
can use tools/editors to create webpages and blogs
using editors.

13. I can apply basic formatting (e.g., insert footnotes,
charts, and tables) to the content others have
produced.

14. I know how to reference and reuse content covered
by copyright.

15. I can install security programs on the device(s) that I
use to access the Internet (e.g., antivirus, firewall). I
run the programs periodically to update them.

16. I use different passwords to access equipment,
devices, and digital services, and modify them on a
periodic basis.

17. I understand the health risks associated with the use
of digital technology (e.g., risk of addiction,
ergonomy).

18. I understand the positive and negative impacts of
technology on the environment.

19. I can solve most of the frequent problems that arise
when using digital technologies.

20. I can use digital technology to solve non-technical
problems. I can select a digital tool that suits my needs
and assess its effectiveness.

21. I can solve technological problems by exploring the
settings and options for programs or tools.

22. I regularly update my digital skills. I am aware of my
limits and try to fill up those gaps.

23. I can use specialized hardware/software pertaining
to the fashion industry.
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INTRODUCTION
India’s rich culture, customs, languages,

weaving traditions, and cuisine make it a unique
global destination, showcasing its long-standing
role in fashion.
-Indian Fashion post-Colonial Rule

During British rule, Indian fashion
faced challenges due to low-quality synthetic
fabr ics. However, the Khadi movement
embraced Khadi as a symbol of the Swadeshi
Movement. After independence, British style
influenced Indian fashion, with pantsuits for

The Progress and Obstacles of The Fashion Industry in India
Post-colonial Rule; The Opportunity to Embrace Sustainability

in its Operations and The Recent Scenario Post-Pandemic
Srijana Baruah*

Abstract

India has always been one of the biggest players in the production of Fashion
Apparel and Textiles and has been producing them at indigenous levels since time
immemorial in the forms of weaves, embroideries and crafts, etc. Being an economy adept
at being self-sufficient in most spheres, India has always been able to offer skilled hands to
the global market. As such major Fashion labels li   ke Christian Dior, Versace, etc, and
other manufacturers have looked up to India tofulfill their needs for quality craftsmanship
and skills, textiles, cheap labor, art, and indigenous crafts. The Liberalization policy in
1990 opened the doors for major brands to invest and explore the Indian market and
contributed to unprecedented growth of the Fashion Industry in India. The present paper
aims to study the development of the Fashion Industry in India after the British Raj; its
significant milestones in a concise manner. The environmental impact of the Fashion
Industry and the eminent need to include sustainability in its production chain and practices
in these highly unpredictable circumstances. The uncertainty and challenges brought about
by the recent pandemic and how the fashion industry rose to meet them by changing
important aspects of its operations. In addition, this paper also leaves scope for further
discourse and discussion on the same. A secondary method of data collection has been
used for this paper.
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Methodology : The secondary data-collection method was adopted in this paper. References from research
papers, articles on the internet, newspapers, journals, and books have been used for the purpose of
this paper.
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men and petticoats for women. This led to Indo-
Western fashion, featuring Western influences
and unique Indian styles like puffed-sleeved
blouses and polka-dotted sarees. (Kumar, M.
2022).

-The Indian fashion industry started to form
post-independence

After independence, the Indian textile
sector grew and the Indian fashion industry
developed gradually. The Nehru Jacket, was
popularized by then Prime Minister Pandit
Jawaharlal Nehru which combines Indian and
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Western silhouettes. Artist Amrita Sher-Gil
mixed Indian and Western styles in her dressing,
representing post-independence Indian women.
RajmataGayatri Devi’s unique style posed as a
major influence and still continues to inspire
Indian designers. Former Prime Minister Indira
Gandi promoted indigenous textiles by including
handloom sarees in her wardrobe.

-Indian Film Industry and its Influence on
Fashion

The Indian film industry significantly
influenced Indian design preferences, with
actors like MeenaKumari, Madhubala, and
Nargis popularizing the anarkali style of kurtis.
Actors like Sharmila Tagore revolutionized
Indian fashion in the late 60s, wearing swimwear
and transparent sarees. The long kurta silhouette
continued to develop in the 1970s, with costume
designers like BhanuAthiya experimenting with
fashion. Ritu Kumar, an Indian fashion designer,
revived traditional handblock printing and
developed Indian textiles and embroidery
techniques like zardozi. NGOs and
organizations worked to revive traditional
embroideries, crafts, prints, and weaves. Post-
independence, there was a strong emphasis on
reviving local textiles and styles, leading to the
creation of “ethnic chic.” Handicrafts and
handlooms were primarily unorganized,
decentralized, and dispersed among rural homes
and small enterprises.

- Design education commences in India.

In 1961 establishment of top design
colleges like NID transformed India’s fashion
industry, training first-generation designers like
RohitKhosla and Satya Paul. In 1986, the
National Institute of Fashion Technology (NIFT)
was established in Delhi, leading to numerous
new institutions offering high-quality design
education.

- Expanding textile industry in India

India’s textile industry contributes
significantly to the economy, contributing 20%
of industrial production, 9% of excise revenue,
18% of industrial sector employment, 20% of
export revenue, and 4% of GDP. However,
during colonial rule, the industry faced
significant challenges. The first modern textile
mill was established in Calcutta in 1818, and
the cotton industry began in Bombay in 1850.
The industry’s growth was primarily attributed
to Parsi merchants’ trading activities in India,
Africa, and China Chellasamy, P(2006).The
partition of India significantly impacted the
cotton textile sector, with 423 textile mills
temporarily closed, leaving 409 remaining in the
Indian subcontinent and 22% in Pakistan. India
had to import cotton from Pakistan and other
nations for years. The All India Handloom Board
was established in 1952 to promote handloom
weaving and textile trades. The number of
spindles doubled between 1951 and 1982,
reaching over 26 million by 1989-1990
(www.vam.ac.uk).

India’s textile industry, valued at $152
billion in 2021, is projected to grow by 12%
annually to reach $225 billion by 2025, with
top manufacturers in jute, cotton, silk, and hand-
woven textilesRathee,B(2023). India’s textile
industry, second-largest after agriculture,
contributes significantly to exports and creates
60 million indirect jobs and 40 million direct
ones. With over 1800 mills, it produces a variety
of fibers and yarns, making it a profitable
sourcing hub. India’s abundant raw material
resources and skilled workforce make it a vital
economic hub (P. Raichurkar and M.
Ramachandran. 2015).

- The expansion of the fashion industry
following liberalization

The 1991 liberalisation policy initiated
significant economic reforms by allowing
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foreign investment, leading to significant growth
potential for the Indian Apparel and Textile
Industry, establishing it as a key export center
and attracting international brands. (S. Kasi and
P. Balamurugan. 2016).

Global brands have increasingly
targeted Indian markets due to the growing urban
population. Indian designers, like Rahul Mishra,
SuketDhir, and Manish Arora among others,
have been able to establish their brands globally
and gained international recognition. High-end
international companies like Versace,
LoroPiana, and Tommy Hilfiger heavily rely on
India for their manufacturing, with needlework
being a key component of their products. India
is now a major center for clothing and textile
production, with Delhi and Mumbai being key
fashion hubs.

- The current state of the Indian fashion
industry

India’s economic liberalization in 1990
significantly boosted the fashion sector, leading
to a boom in the following decade. Designers
like SuneetVerma established their mark, while
Western brands entered the market, enabling
expanded manufacturing capacity and advanced
methods to meet international quality standards.

In order to be able to cater to the
domestic market, designers like Manish Arora
and MonishaJaisingh started reinventing their
brand’s strategies by adding prêt-à-porter lines
to their collections. The Fashion Design Council
of India was established in 1998 to promote
India’s design expertise and organize India
Fashion Week. Bollywood and fashion designers
like Manish Malhotra popularized trends like
cocktail sarees andlehengas( flared long skirt).
The Indian Fashion Industry was valued at 2.9
billion in 2009. However, the global community
has led to concerns such as artificial demand,
overproduction, fast fashion, resource
overutilization, worker exploitation, and

environmental pollution. The internet and
smartphones have also contributed to the rise
of online influencers and fashion bloggers.

-Pandemic-related challenges and
opportunities

The 2020 coronavirus pandemic, the
world’s worst, disrupted business and human
activities worldwide. India was severely
affected, affecting the apparel industry as well.
Design houses cancelled shows and production
plans, while plant closures and lockdowns left
many manufacturing workers jobless and caused
them to flee to their hometowns. The economic
consequences of the pandemic are still felt today.
(Mani et al., 2016; Mani & Sharma 2015; Mani
et al., 2018). The informal sector faced a
significant lack of social security, leading to
workers leaving without transportation or
money, and production activities in Asia were
halted due to cancelled orders and raw material
shortages. (Khurana, K.2022).

The export garments sector suffered a
significant setback, with over 83% of orders
partially or completely cancelled, resulting in
unsold orders being stored in warehouses,
particularly affecting daily wage earners.
(Majumdar et al.,2020). The cancellation of
Fashion Weeks and the closure of malls have
severely impacted designers and small and
medium-sized clothing companies, leading to
increased losses. On the positive side, the
pandemic disrupted the garment industry’s
production stream, reducing air quality and
environmental pollution. The cessation of
Chinese imports from the Indian market
provided local firms with opportunities to
expand. The pandemic also accelerated
digitalization, with more firms selling online and
more shoppers shopping for clothing.

- Importance of embracing sustainability

Indian culture places a high priority on
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sustainability, particularly among rural and
indigenous groups. Traditionally, up-cycling and
mending have been common practices among
rural communities, however, these practices are
dwindling. The rise of fast fashion companies
as a result of liberalization has resulted in forced
labour and the exploitation of valuable natural,
human, and other resource resources. Despite
the benefits, these practices are waning in
popularity in rural areas. (Baruah S., 2023).
India, a major global producer of fashion
apparels and textiles, is increasingly turning into
a fast fashion producer, employing low-wage
workers in hazardous conditions. EU countries
like the UK are sourcing cheap labor from
developing countries like India and Bangladesh.
The global fashion industry has caused
numerous injustices, inequalities,  and
environmental damage. The Rana Plaza Tragedy
in Bangladesh highlights the disastrous
consequences of fast fashion and human
exploitation, with garment workers buried alive
under collapsed buildings and forced to work
long hours. The industry’s detrimental impact
threatens to reach a  point of no return.
(D’AMBROGIO, E. 2014). To ensure a
sustainable future for future generations, it is
crucial to incorporate sustainability into every
step of the fashion chain for traceability and
accountability.

THE EIGHT MOST IMPORTANT ISSUES
IN SUSTAINABLE FASHION

The Centre for Sustainable Fashion at the
University of the Arts London employs eight
core problems to comprehend the connection
between sustainability and fashion (CSF
Factsheet, 2018).

1) Climate Change -The fashion
industry’s rising CO2 emissions pose a
significant threat to global climate, potentially
increasing the frequency of extreme weather
events and causing displacement (CSF

Factsheet, 2018).

2) Water Stress- 1.1 billion people do not
have access to clean water, despite the fact that
the fashion business uses water in the production
process, fibre growth, and garment care. It can
take up to 2700 litres of water to create one
cotton t-shirt, which could offer up to 3 years of
drinking water for one person (CSF Factsheet,
2018).

3) Hazardous Chemicals and Pollution-
Textile manufacturing contributes to 20% of
water pollution, with synthetic fibers releasing
nitrous-oxide emissions, which are 310 times
more hazardous than carbon dioxide (CSF
Factsheet, 2018).

4) Biodiversity and Land use-The
fashion industry is causing biodiversity loss due
to land use,  habitat  degradation, cotton
cult ivation, livestock husbandry,  and
mismanagement, resulting in the destruction of
fertile soil.

5) Depleting Resources - Fashion
production, transportation, and consumption
rely heavily on fossil fuels, while hand-based
skills and indigenous crafts are disappearing due
to faster, cheaper manufacturing methods. For
instance- Jacquard looms are replacing many
handlooms in Assam, India.

6) Consumption and Waste -Since 2000,
global apparel production has increased, but
average individuals only maintain clothes for
half as long, with only 20% of waste clothing
being repurposed or recycled while a major part
ending up in landfills.

7) Modern Day Slavery -Modern slavery
persists, including forced work, human
trafficking, and child exploitation. Victims face
assault, threats, coercion, punishment, or fraud.
Due to sector inefficiency, 77% of UK-based
businesses suspect modern slavery in their
supply chains.
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8) Wellbeing- The fashion industry’s
current state and pace pose a threat to the welfare
of employees, consumers, pets, and the
environment. Workers are paid half of the living
wage in most countr ies, and marketing
initiatives drive consumer behavior in shopping
encouraging them to buy more.

THE FOUR AGENDAS OF SUSTAINABLE
FASHION

The Centre for Sustainable Fashion
(CSF) identifies sustainability themes and
sectors within the fashion industry, including
sustainable fashion initiatives, and outlines
specific challenges. (www.arts.ac.uk/research/
research-centers/centre-for-sustainable-
fashion).

The interconnected agendas provide a
structured or perspective for studying and
understanding sustainability.

1) SOCIAL-The Social Agenda posits that
all humans are born with equal rights and
freedoms, regardless of their race, creed, or
economic status. However, this is not the case
in the clothing industry, which is characterized
by injustice and exploitation. The globalization
of fashion brands has led to a supply chain that
works across borders, creating jobs in various
industries. However, this has also led to severe
social injustices, violence, carelessness, and
oppression,  particularly among women.
Clothing businesses often seek cheaper labor
and raw materials in countries like India,
Bangladesh, and Pakistan, but workers endure
long hours, poor working conditions, and unsafe
conditions. The Social Agenda aims to address
the issue of human interactions causing dignity
loss, social inequality, and employment crises,
addressing the crisis in society due to unequal
treatment of all people. This agenda calls for
improved working conditions, fair pay, and
stronger harassment regulations, requiring
fashion to change.

2) ECONOMIC- The agenda argues that
financial development without considering
environmental and social costs is untenable. It
calls for a new economic perspective on fashion,
redefining wealth beyond current business
practices and considering environmental and
human costs. The fashion industry must
transform to ensure sustainable prosperity in
terms of the environment, society, and finances.

3) ECOLOGICAL- The Ecological
Agenda focuses on planetary boundaries and the
importance of a safe environment for people and
living things. It addresses how luxury fashion
can honor nature and address the irreversible
loss of nature due to human actions. The agenda
addresses issues such as our interaction with
nature, learning from nature’s systems, and
respecting and learning from nature’s resources.

4) CULTURAL -The Cultural Agenda
advocates for equal rights and liberties for all
people, recognizing the planet’s boundaries as
a safe haven for all living things. It examines
cultural factors based on science, technology,
reason, art, human, and intuition, focusing on
fashion’s contribution to culture. The agenda
addresses the lack of equality in accepted
practices and the impact of fashion on the
perception of luxury. By modifying its
definition, goals, aesthetics, and viability,
fashion can help create sustainable cultures.
(Mazzarella, F., Storey, H., & Williams, D.
2019).

Indian designers like Anita Dongre and
NehaKabra among others are promoting
sustainable practices in their production chains,
while companies like Srujan, Eco Kari, and B
Lanbel are focusing on providing employment
and fair salaries to women and rural artisans.
(Pariani, S.2017)

LITERATURE REVIEW

Despite the fact that there is a tonne of
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research on handloom, textiles, craft traditions,
and the history of Indian costumes,  the
emergence of the Indian fashion sector has not
been extensively researched in academia.
(Ananthakrishnan and Jain Chandra’s 2005)
study examines the impact of the removal of
textile and clothing quotas and the changes in
India’s textile and apparel industry due to the
1991 Liberalisation Policy, highlighting
structural flaws and offering policy
recommendations for strengthening these
industries. Kumar M’s 2022 book explores the
history of Indian fashion, its impact on the
British Raj, western silhouettes, the Indian film
industry, and its recovery post-independence.
(Rathee, B. 2023) highlights India as a top
textiles and apparel producer globally,
highlighting its financial standing, future growth
potential, exports, and GDP contribution, while
also highlighting the potential for growth in the
cotton sector. In addition, (Khurana, K. 2022)
explores the impact of the pandemic on the
Fashion and Textile Industries, highlighting the
challenges they faced and suggesting necessary
steps for recovery. On the other hand, (Kumar,
M. 2022) explores the growth and development
of Indian fashion, examining its impact on the
British Raj, Western silhouettes, Indian film
industry, and its post-independence reform.
Again, (Baruah, S. 2023) highlights the negative
impact of the fashion industry on the
environment and advocates for the widespread
adoption of sustainable practices.Chellasamy,
(P., and Karuppiah, K. 2005) studies the growth
and development the textile sector in India has
experienced due to its role in job creation,
foreign exchange profits, and industrial output.
Tereza Kuldova’s 2016 book Luxury Indian
Fashion: A Social Critique explores the history
of Indian luxury fashion, highlights its roots and
inspiration from the Mughal Empire, Gulf
monarchies, and Indian Maharajas. Kuldova
examines the labor requirements of rural artisans

and their exploitation in upscale design studios.

The Indian fashion industry has
undergone significant development and
evolution, with few academic studies focusing
on its evolution since gaining independence.
This study aims to organize fragmented data on
the industry’s growth, highlighting key turning
moments and causes that have influenced its
growth. It also provides room for further debate
and discussion on the subject, highlighting the
importance of understanding the Indian fashion
industry’s unique identity.

RESULTS AND DISCUSSION

This paper analyzes the significant
turning points the Indian fashion industry has
undergone to establish itself as an organized
sector in the global fashion scene. It discusses
topics such as the development of Indian fashion
after independence, the textile sector, the
influence of Indian film on fashion, the effects
of liberalization policy on textile and fashion
sectors, the pandemic, online sales,
sustainability challenges in fast fashion, and the
need to integrate sustainability into production
and distribution chains. The analysis helps
understand the adjustments and actions needed
to ensure the Indian fashion industry’s long-term
viability. The industry must become transparent
and conscious producers to ensure long-term
growth. The constraint, however, is that the
information has been gathered from secondary
sources that were dispersed over multiple
sources. To give a comprehensive picture of the
stages of the industry’s growth, however, and
to leave room for additional discussion on the
subject, care has been taken to arrange and
structure the information in a simple and lucid
manner.

CONCLUSION

In our multicultural Nation, fashion has
always played a significant role in the lives of
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its inhabitants. Major brands like Versace, Loro
Piana, Tommy Hilfiger, etc., and manufacturers
in Europe and throughout the world rely on India
for its skilled labor, raw materials, workmanship,
and resources. The recent pre-fall fashion show
held at the Gateway of India in Mumbai by
Christian Dior under the aegis of its creative
director Maria Grazia Chiuri that paid homage
to its long-standing ties with Indian
craftsmanship has been proof of this (Mower,
S. 2023). India is a leading producer of quality
textiles and apparel, with prominent designers
like Rahul Mishra, SuketDhir, and Manish Arora
establishing themselves on major fashion weeks
and international platforms. They have played
a significant role in the resurgence of traditional
crafts, prints, and embroideries. This paper
explores the Indian fashion industry’s
development since independence, highlighting
its growth stages and setbacks. It emphasizes
the industry’s potential for the future and the
need for sustainability in operations for stability
over time, highlighting the industry’s resilience
and adaptability.
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izkphu xzaFkksa esa laxhr dks xk;u] oknu ,oa uR̀;
bu rhuksa dk lexz :Ik ekuk x;k gSA 'kkjaxnso dr̀
^laxhr jRukdj* ds vuqlkj ̂xhra] ok|a rFkk ùR;a =;a laxhr
eqP;rs* vFkkZr~ xhr] ok| rFkk uR̀; dks laxhr dgrs gSaA
izkphu laxhr iz.kkyh izcaèk ij vkèkkfjr Fkh fQj ekxhZ o
ns'kh :Ik esa iz;ksx dh tkus yxh vkSj èkhjs&èkhjs ;g 'kkL=h;
laxhr ds :Ik esa xk;h tkus yxh ftldh 'kk[kk,a fofHkUu
xk;u 'kSfy;ksa ds :Ik esa iz;ksx dh tkrh gSaA Hkkjrh;
laxhr esa 'kkL=h; laxhr] mi'kkL=h; laxhr] lqxe laxhr
,oa yksd laxhr dks LFkku fn;k x;k gSA izkphu le; ds
ekxhZ ,oa ns'kh laxhr eas ifjorZu dj vkèkqfud fo}kuksa us
bl izdkj oxhZdr̀ fd;k gS vkSj bUgha ds varxZr xk;u
'kSfy;ksa dk foHkktu fd;k gSA

'kkL=h; laxhr ftlesa fu;eksa dk izeq[kr% ikyu
gksrk gS] esa [;ky] èkzqin] èkekj] rjkuk] f=oV] prqjax
xk;k tkrk gSA

mi'kkL=h; laxhr esa] Bqejh] nknjk] VIik] gksjh]
dtjh] ckjgeklk] pSrh vkfn xkrs gSaA

lqxe laxhr esa x+t+y] Hktu] dhrZu] lwQh]

mi'kkL=h; laxhr ds varxZr izeq[k xk;u&'kSfy;ksa dk lkSUn;Z i{k ,oa iz;ksx

MkW- Le`fr f=ikBh·

lkj&la{ksi

Hkkjrh; laxhr HkkOkkfHkO;fDr dk ,d vewrZ lkèku gS tks fofHkUu jlksa dk iku djkus esa l{ke gSA
izkphu le; ls vkèkqfud dky rd fgUnqLrkuh laxhr vkè;kfRed ,oa HkkokRed thou dk vfuok;Z vax
jgk gSA Hkkjrh; laxhr dh nks èkkjk,¡ izokfgr gksrh gSa izFke] èkkfeZd tks èkeZ ls tqM+h gS] f}rh;] ykSfdd
tks yksxksa ds euksjatu ls tqM+h gSa ysfdu lHkh dk mís'; jlkLoknu ;k vkuUnkuqHkwfr gSA laxhr ân;xr
Hkkoksa dh vfHkO;fDr gSA lHkh euq"; ds ân; esa Hkko fo|eku gSa ftls tkxr̀ djus ds fy, laxhr esa fofHkUu
xk;u&'kSfy;k¡ iz;ksx dh x;h gSA izR;sd xk;u 'kSyh vyx&vyx jax esa izLrqr gksrh gS] dgha la;ksx] dgha
fo;ksx] dgha _rqvksa dk vkokxeu rFkk dgha ioZ ds }kjk d̀".k dh yhykvksa dk o.kZu gesa ns[kus dks feyrk
gS vFkkZr~ laxhr ,d vFkkg lkxj gS ftlesa jl] Hkko] lkfgR;] laLd̀fr vkfn lHkh dk lekos'k gSA
mi'kkL=h; laxhr ds varxZr Bqejh] VIik] nknjk] lknjk] dtjh] pSrh] >wyk] ckjgeklk] gksjh vkfn xk;h
tkrh gS ftlesa gekjh fofHkUu Hkk"kk,¡ o laLd̀fr Hkh ifjyf{kr gksrh gSa ftls fu;eksa esa ugha ckaèkk tk ldrk
flQZ Hkkoksa ls iznf'kZr fd;k tk ldrk gS vkSj jlkuqHkwfr djuk bldk eq[; è;s; gSA

Ekq[; 'kCn & jatdrk] lkSUn;kZ] HkkokfHkO;fDr] jlkuqHkwfr] fof'k"Vrk] mi'kkL=h;A

izfofèk & izkFkfed ,oa f}rh;d ekè;eksa }kjk ;g 'kksèk&vkys[k rS;kj fd;k x;k gSA

· lgk;d izkè;kid] laxhr foHkkx] laxhr ,oa yfyr dyk ladk;] fnYyh fo'ofo|ky;] fnYyh

xhr] dOokyh vkfn xkrs gSaA

rFkk yksd laxhr] tks yksxksa dk yksxksa ds fy,
laxhr xkrs gSa vkSj laLdf̀r dks n'kkZrs gSa] ;g Hkh gekjs
laxhr dk vge fgLlk cu pqdk gSA izLrqr foèkkvksa esa
'kCn&izèkku ,oa Hkko&izèkku xk;dh gh loksZifj gSA Hkko
izèkku xk;dh ftlesa 'kkL= i{k ,oa yksd jax nksuksa dk
:Ik feyrk gS og gS mi'kkL=h; D;ksafd blesa iatkch]
voèkh] fgUnh tSls vU; Hkk"kkvksa dk Hkh izHkko feyrk gSA
jkx dk Lo:i] vfoHkkZo&frjksHkkZo lkSUn;kZRed rRoksa
tSls&ehM+] [kV~dk] eqdhZ] xed] rkuksa vkfn dk iz;ksx Hkh
fd;k tkrk gSA

mi'kkL=h; laxhr esa 'kkL=h; i{k ls vfèkd
Hkko&lkSUn;Z ,oa jl&ekèkq;Z dks izèkkurk nh tkrh gSA
blesa in ds lkfgfR;d lkSUn;Z dks vkèkkj ekudj mlds
Hkko&i{k ij cy fn;k tkrk gSA bu Hkkoksa dks Li"V
djus dk ekè;e Loj gh gSA ,sls laxhr esa Jàxkfjd
Hkkouk vfèkd gksrh gS vkSj rkysa Hkh papy izdf̀r dh
iz;k sx djrs gSA bu 'kSfy;ks a es a Loj&yxko dh
peRdkfjdrk ij vfèkd cy fn;k tkrk gSA1
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mi'kkL=h; xk;u 'kSfy;k¡&

Bqejh & euq"; ds ân; dh tfVy Hkkoukvksa
dks fpf=r djus ds fy, NksVs&NksVs jkxksa dh ;kstuk
cukbZ xbZ gS ftlesa Hkko] vfoHkkZo] frjksHkko ls 'kSyh dh
vyx gh felky izLrqr gqbZ gSA ^Bqejh* 'kCn vkSj Loj
dh dbZ ubZ&ubZ Hkkoukvksa dks izLrqr djrh gqbZ fofHkUu
jkxksa dh NVk,a fc[ksjrh gSaA2

izeq[kr% Bqejh xk;u foèkk mÙkj izns'k dh
Jàxkfjd xk;u 'kSyh gSA Bqejh uke ls gh Bqedus tSlh
Hkkouk eu esa vkus yxrh gSA lkekU;r% Bqe vkSj jh] bu
nks 'kCnksa ds ;ksx ls gh ^Bqejh* 'kCn cuk gSA vkpk;Z
cg̀Lifr ds vuqlkj ^Bqejh 'kCn ds ^Bqe* vkSj ^jh* nks
va'k gSaA ^Bqe* Bqedus dk |ksrd gS vkSj ^jh* 'kCn lHkh
ls viuh vanj dh ckr dgus dk gSA*3

Jh lquhy dqekj cksl dk fopkj gS fd ^Bqe*
vkSj ̂jh* bu nks 'kCnksa ds ;ksx ls ̂Bqejh* cuk gSA ^Bqe* 'kCn
^Bqedr pky* vFkkZr~ jkèkk th dh pky vkSj jh 'kCn
^fj>kor* vFkkZr~ Hkxoku d"̀.k ds eu dks fj>kus dh vksj
bafxr djrk gS A vr% Bqejh 'kCn esa jkèkk ds Bqed dj
pyrs gq, d"̀.k ds eu dks fj>kus dh vfHkO;atuk gSA4

^Bqejh* 'kCn ds lacaèk esa foLrr̀ :Ik ls fopkj
djus ij ,slk yxrk gS fd ;g ewyr% fgUnh ds cztHkk"kk
dk L=hfyax 'kCn gSA MkW 'k=q?u 'kqDy ds vuqlkj]
O;qRifÙk dh nf̀"V ls laLdr̀ ds ̂ LrqEHk* èkkrq ls fodflr
^Bqe* ds lkFk eRoFkhZ; ^j* izR;; ds L=hfyax :Ik ^jh*
¼j $bZ½ ds la;ksx ls cuk ^Bqejh* lkè;ek rn~Hko Js.kh
dk 'kCn gS ftldk vFkZ uR̀; ds lkFk xkbZ tkus okyh
xs; jpuk gSA vr% O;qRifÙkxE; vFkZ ls Bqejh ds ewyr%
uR̀;xhr gksus dk vkHkkl feyrk gSA5

blds bfrgkl ij vxj nf̀"V Mkysa rks ;g
eq[; :Ik ls njckj esa xk;k tkrk Fkk ysfdu laxhr ds
dqN fo}kuksa us Bqejh xk;u&'kSyh ds izpkj o izlkj esa
cgqr ljkguh; dk;Z fd;k gSA Bqejh esa okftn vyh
'kkg] lkfnd vyh [kk¡ rFkk y[kuÅ ?kjkus ds fcUnknhu
egkjkt dk uke loksZifj vkrk gSA 18oha 'krkCnh ls
vkjEHk gksdj ;g vkt izpfyr xk;u&'kSyh ds :Ik esa
xk;h tkrh jgh gS ftlesa dykdkjksa us ifjorZu o
fof'k"V xk;dh }kjk bls vkSj Hkh izpfyr dj fn;kA
Bqejh dks iwjc ,oa iatkch nks :iksa esa xkrs gSA iwjc vax

ds varxZr y[kuÅ ,oa cukjl ?kjkus ds dykdkjksa dh
xk;dh ekuh tkrh gS ftlesa czt] voèkh] mnwZ Hkk"kkvksa
dk izHkko jgkA xk;dh ds vankt ds vkèkkj ij cksyckaV
rFkk cksycuko dh Bqejh iwjc vax tkuk tkus yxkA
iwjc vax dh Bqejh esa okftn vyh 'kkg dh Bqejh ̂ ckcqy
esjk uSgj NwVks tk,* cgqr izfl) jgh vkSj èkhjs&èkhjs
jlwyu ckbZ] v[rjh ckbZ] dsljckbZ ,oa fxfjtk nsoh
tSls izeq[k dykdkjksa esa iwjc vax dh xk;dh esa fof'k"Vrk
iznku dhA cksyksa dks utkdr o uQklr ,oa Hkkoqdrk
ds lkFk dguk gh bldh fo'ks"krk gSA ogha iatkc vax
dh Bqejh esa fo'ks"k vax dk vfoHkkZo rFkk xk;dh dk
izHkko] rkusa] [kV~dk] Loj oSfo/; izeq[kr% iz;ksx fd;k
tkrk gSA blds dykdkjksa esa cMs+ xqyke vyh [kk¡]
cjdr vyh [kk¡ ,oa vQty gqlSu [kk¡ vkfn gS] tgk¡
ifV;kyk ?kjkus dk fo'ks"k izHkko Hkh fn[krk gS vFkkZr~
iatkch] flaèkh Hkk"kk ds lkFk VIik xk;dh dk jax Hkh
feyrk gSA orZeku esa Bqejh xk;u&'kSyh dk iz;ksx
xk;u] oknu rFkk uR̀; rhuksa eas iz;ksx gksrk gSA

VIik & VIik xk;dh mi'kkL=h; laxhr dh
tfVy foèkk gS ftlds vkfo"dkjd y[kuÅ ds xqyke
uch 'kksjh FksA iatkc ds yksdxhrksa ls izHkkfor gksdj VIik
xk;u&'kSyh dk vkfo"dkj fd;kA VIik vFkkZr~ mNyuk
;k dwnuk ekuk tk ldrk gS vkSj ogh iz;ksx xk;dh esa
fd;k tkrk gSA 'kkL=h; laxhr ,oa iatkch Hkk"kk dk
iz;ksx dj ,d u;h xk;u&'kSyh dk iz;ksx vkèkqfud
le; esa cgqr izpfyr gS D;ksafd ;g xk;dh xkus esa ftruh
tfVy gS lquus esa mruh gh T;knk izHkkfor djrh gSA
bldk Lo:Ik piy gS vkSj piy jkxksa dk iz;ksx Hkh
fd;k tkrk gSA ,d Hkkjrh; fo}ku us VIik dk vFkZ
^iM+ko ¼eqdke½ ;k Bgjko dh txg* yxkrs gq, ;g
fopkj O;Dr fd;k gS fd pw¡fd VIik esa ,sls pkj Bgjko
gksrs gSa blfy, bldk uke VIik iM+kA Tappa literally
means a stage or a halting place on a journey
and since there are four such stages in the Tappa
measure. The style is named as Tapa itself.6

VIik dk lkSan;Z mldh xk;dh esa gS ftls
fuHkkuk ,d pqukSrhiw.kZ dk;Z gSA blesa lhèkh likV rkuksa
dh txg] Vs<+h ;k oØ rkusa iz;ksx gksrh gSA fo'ks'k :Ik
ls NksVh&NksVh nkusnkj rkusa] cksy rkusa] eqdhZ] [kVdk]
tetek vkfn ls lq'kksfHkr gksrh gSaA vfèkdrj vojksg



Lrkse 2024; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 139º

izèkku NksVh&NksVh rkuksa dk iz;ksx Lojksa ds fof'k"V
izdkj ds leqnk;ksa ds lkFk gksrk gSA vR;ar dfBu Loj&
leqnk;ksa dh rkusa ysdj le ij vkuk VIik dh fo'ks"krk
gSA blh xk;dh ds vkèkkj ij VIik] v)k] Ik'rks tSlh
rkuksa dk iz;ksx fd;k tkrk gSA feJ dkQh vkèkkfjr
VIik ds cksy& ^os fe;ka os tkus okys rSuwa vYykg nh
dle* izpfyr VIik gS ftls dykdkj fo'ks"k n{krk o
uohu dYiukvksa ds lkFk izLrqr djrs gSaA

nknjk & Bqejh dh rjg xk;h tkus okyh
xk;u&'kSyh nknjk dks Hkh HkkokRed ,oa jlkRed ekuk
tkrk gSA N% ek=kvksa ds nknjk rky ds lkFk cksy&cuko
djuk o dgu eas fijksuk vklku ugha gSA Bqejh ds jkxksa
dk fo'ks"kr% p;u dj mleas jatdrk mRiUu djuk gh
izeq[k mís'; gSA ;g Bqejh dh vis{kk y; esa Hkh piy
gksrh gS vFkkZr~ nzqr ;k eè; esa bldk lkSUn;hZdj.k gksrk
gSA Jz̀axkj jl ds la;ksx ;k fo;ksx blds dsUnz LFkku gSaA
NksVh&NksVh Loj laxfr;ksa] eqdhZ] [kV~dk] ehM+ vkfn
blds izeq[k lkSUn;kZRed rRo gSaA

dtjh ,oa >wyk & dtjh uke ls irk pyrk gS
fd oLrqr% lkou ds dkys dtjkjs cknyksa ds dkj.k bldk
uke dtjh iM+kA lkou esa dkys ckny] fjef>e Qqgkj
esa dtjh vkSj isM+ksa ij >wyk iMs+ rks >wyk xk;u dk Hkh
izpyu jgk gSA fo'ks"k :Ik ls la;ksx ,oa fo;ksx jl dk
Hkko iznf'kZr gksrk gSA dtjh dk lacaèk ,d èkkfeZd rFkk
lkekftd ioZ ds lkFk tqM+k gqvk gSA Hkknksa ds d"̀.k i{k
dh r̀rh;k dks dTtyh ozr ioZ euk;k tkrk gSA ;s izeq[kr%
fL=;ksa dk R;kSgkj gSA okLro esa ̂dtjh* ;k ̂dtyh* 'kCn
laLdr̀ ds ̂dTty* ls fu"iUu gS vkSj o"kkZ _rq dk izeq[k
mRlo gS ftls jkrHkj euk;k tkrk gSA8 dtjh mRlo
eq[; :Ik ls cukjl vkSj fetkZiqj eas euk;k tkrk gSA
izkjEHk esa yksdxhrksa ds :Ik esa xk;u gksrk Fkk ysfdu fof'k"V
dykdkjksa us blesa Bqejh tSlh xk;dh dh fo'ks"krkvksa
dk iz;ksx dj mi'kkL=h; xk;u&'kSyh esa iz;ksx fd;kA
>wyk Hkh fo'ks"kdj blh izdkj izpyu esa vk;k ftlesa
>wyk rFkk o"kkZ _rq dk o.kZu lkFk esa feyrk gSA izLrqr
xhrksa esa o"kkZ&_rq fojg o.kZu] jkèkk&d"̀.k yhykvksa vkSj
jke&lhrk dk o.kZu vkfn feyrk gSA

pSrh & gksyh ds ckn Hkkjrh; iapkax ds vuqlkj
pSr ekl 'kq: gksrk gS vkSj mlh le; pSrh xk;u 'kq:

gqvkA ;g eq[;r% mÙkj izns'k ds cukjl esa xk;k tkrk
gSA bls Hkh mi'kkL=h; xk;u 'kSfy;ksa esa iz;ksx dj ,d
u;k :Ik fn;k x;kA dykdkjksa dh dYiukvksa ls izLrqr
xk;u 'kSfy;k¡ vkt mRlo vkSj dk;ZØeksa ds ekè;e ls
izLrqr dh tk jgh gSaA pSrh dh fo'ks"krk gS fd mlesa ̂vjs
jkek* 'kCn dk ckj&ckj iz;ksx gksrk gSA blesa vfèkdrj
iwohZ Hkk"kk dk iz;ksx gksrk gSA

gksjh & gksyh R;kSgkj Hkkjrh; laLdf̀r dh
igpku gS vkSj ;g èkekj xk;u 'kSyh dk ,d :Ik gS
ysfdu yksd laxhr ls m)r̀ gksjh ;k gksyh xhr gh
mi'kkL=h; foèkk dh igpku cuhA ewyr% ;g czt 'kSyh
dk xk;u gS vkSj blesa jkèkk&d"̀.k vkSj d"̀.k&xksfi;ksa
dh yhykvksa dk o.kZu feyrk gSA

fu"d"kZ %

oLrqr% mi'kkL=h; laxhr dk lkSUn;Z] Hkko i{k
gSA Hkko ftruk gksxk jlkuqHkwfr mruh gksxh vkSj ;gh
mi'kkL=h; laxhr dh xk;u 'kSfy;ksa dk mís'; gSA
mi'kkL=h; foèkk dh fo'ks"krk ;g gS fd fo'ks"k voljksa
ij blds vusd :Ik o jax gesa lquus dks feyrs gSaA ;g
jl] jax vkSj Hkko&izèkku gS vkSj bu 'kSfy;ksa dk le;kuqlkj
xk;u dj jlfoHkksj djus dk izpyu gSA vr% blds
lkSUn;hZdj.k ij fo'ks"kr% è;ku j[kuk vko';d gS vkSj
lkSUn;kZRed rRoksa dk mfpr iz;ksx dj jlof̀"V djuk
gh mi'kkL=h; laxhr dk mís'; gSA

lanHkZ lwph %

1- lgxy] MkW- lq/kk] MkW- eqDrk] csxe v[+rj o mi'kkL=h;
laxhr] jk/kk ifCyds"kUl] ubZ fnYyh] izFke laLdj.k&2001

2- iksgudj] vatyh] lQ+j Bqejh xk;dh dk] dfu"d ifCy'klZ]
ubZ fnYyh] izFke laLdj.k&2003

3- cg̀Lifr vkpk;Z] Bqejh esa lukru lkaxhfrd rRo] laxhr
fparkef.k] i-̀la-&103

4- Bose, Sunil, Thumari & Love Lyrics on Radha and
Krishna, page-1

5- 'kqDy] MkW- 'k=q?u] Bqejh dh mRifÙk] fodkl ,oa 'kSfy;k¡]
fnYyh fo'ofo|ky;] 1983] i`̀̀̀̀̀̀̀̀̀̀̀̀̀̀̀̀̀̀̀-&15

6- flag] izks- Å"kk- Hkkjrh; laxhr lfe/kk] lkfgR; laxe iz;kxjkt]
izFke laLdj.k&2013] i-̀&101

7- ogh] i-̀&105

8- flUgk] MkW- T;ksfr] dtjh xhrksa esa fo"k;&oSfo/;&,d nf̀"V]
IJSIRS / Vol.5. No.6, June-2017, i-̀&25
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izrhd ,d ,slk fpUg ;k 'kCn gS tks fdlh
fopkj] oLrq ;k lEcUèk dk izfrfufèkRo djus ds :i esa
bafxr djrk gS ;k n'kkZrk gS ftls 'kCnksa] èofu;ksa] fopkjksa]
vn'̀; o n'̀; Nfo;ksa dks lEizsf"kr djus ds fy, mi;ksx
fd;k tkrk gSA ^^izrhd 'kCn Ýsap iqfyax laKk *flEcksy*
ls fudyk gS tks 1380 bZ0 ds vkl&ikl ,d èkeZ'kkL=h;
vFkZ esa izdV gqvkA dqN fo}kuksa ds vuqlkj izrhd 'kCn
^ySfVu* ls fudyk gS ysfdu ;g 'kCn xzhd ds ̂ flacyku*
ls fudyk gSA**1

laLdr̀ Hkk"kk esa ^izrhd* 'kCn dk iz;ksx fpUg
;k ladsr ds vFkZ esa gksrk gSA orZeku esa izrhd 'kCn dks
vaxzsth esa ^flacy* dgrs gaSA ij laLdr̀ Hkk"kk esa izrhd
'kCn izrh $ bd ls cuk gSA lkekU;r% izrhd 'kCn dk
vFkZ ladsr] fpUg] izfr:i bR;kfn le>k tkrk gSA
tSls& fdlh vn'̀; oLrq vFkok Hkko dks O;Dr djus ds
fy, fdlh n'̀; oLrq dk iz;ksx ml vn'̀; ¼oLrq vFkok
Hkko½ dk izrhd gksxk vFkkZr~ lkfgR; esa vewrZ] vn'̀;]
JO;] vizLrqr ¼vizLrqr dk vFkZ gS&vuqifLFkr] tSls&bZ'oj½
fo"k; dk izfrfufèkRo ewrZ] n'̀;] JO; ,oa izLrqr }kjk
fd;k tkuk gh izrhd gSA mnkgj.kkFkZ fdlh ns'k dk

· lgk;d v/;kid] ,l-,-,e- b.Vj dkWyst] lgkjuiqj] mÙkj izns’k

vewrZ dyk ds izrhdksa dk egRo

MkW0 lquhy dqekj iVsy·

lkjka'k

dyk laLd̀fr dk og egRoiw.kZ vax gS tks ekuo eu dks lqUnj rFkk lqO;ofLFkr cukrh gSA
Hkkjrh; dykvksa esa èkkfeZd rFkk nk'kZfud ekU;rkvksa dh vfHkO;fDr ljy <ax ls izLrqr gqbZ gSA Hkkjrh;
pk{kq"k dykvksa esa nk'kZfud rRoksa dks izrhd :i esa latks;k x;k gS vkSj èkkfeZd izlaxksa dks foLrr̀ #i ls
izfrfcfEcr fd;k x;k gSA izkphu dky ls gh dyk ds }kjk laLd̀fr] lH;rk] foKku vkfn dk izokg gksrk
jgk gS vkSj ekuo lH;rk ds fodkl ds lkFk gh lkFk fujUrj dyk dk Hkh fodkl gksrk jgkA fo}kuksa ds
vuqlkj Hkkjrh; dyk dh mRifÙk ,oa fodkl dk Js; izrhdksa ls gh ekuk x;k gSA izrhdksa dh viuh ,d
vyx Hkk"kk gksrh gS] ftldksa izLrqr djus gsrq dykdkj fofoèk izrhdksa] fpUgksa vkSj ladsrksa dk lgkjk ysrk
jgk gSA izrhdksa dh jpuk dykdkj ds psru] vopsru o fof'k"V psru eu ij iM+us okys izHkko ds }kjk
gksrh gS ftldh vfHkO;fDr og fdlh fpUg ;k lw{e :iksa }kjk djrk gS rks izrhd Lor% gh uohu :i esa
tUe ysus yxrk gSA

eq[; 'kCn % dyk] izrhd] laLd̀fr] jpuk

'kks/k izfof/k % f}rh;d ek/;eksa ls vko';d lkexzh laxzghr dj izLrqr 'kks/k&i= rS;kj fd;k x;k gS A

èot ml ns'k dh jk"Vªh; Hkkoukvksa dk izfrfufèkRo djus
ds dkj.k jk"Vª ds lEeku ,oa xkSjo dk izrhd gksrk gS
ysfdu ;g xkSjo fn[kkbZ ugha nsrk] og vewrZ gSA blh
vewrZ dks ewrZ :i iznku djus ds fy, èot dk iz;ksx
djrs gSaA bl izdkj frjaxk èot gekjs jk"Vªh; xkSjo dk
izrhd gS vFkkZr~ & izrhd dk lkèkkj.k vFkZ gS fdlh
vewrZ oLrq] n'̀; vFkok O;fDr dks lkdkj :i nsus ds
fy, mlds LFkku ij ewrZ vFkok n'̀; phtksa dk iz;ksx
djrs gSaA ftUgsa ge ns[k ldrs gSa mls izrhd ;k flEcy
dgrs gS vFkkZr~ izrhd ,slk 'kCn gSa tks fdlh lw{e] Hkko]
fopkj ;k vxkspj rRo dks lkdkj djus ds fy, iz;qDr
gksrk gSA euksoSKkfud ǹf"V ls izrhd dk mn~Hko loZizFke
efLr"d ij gksrk gSA ̂ ^blfy, teZu euksoSKkfud flXe.M
Ýk;M2 us viuh euksfo'ys"k.kkRed nf̀"V ls izrhd dks
ns[kk vkSj mlds egRo dk vkdyu djrs gq, Li"V
fd;k gS fd izrhd nfer oklukvksa vkSj vkdka{kkvksa dh
vfHkO;fDr djrs gaSA ;gh nfer bPNk,¡ laosxkRed ¼euksox½
:i esa os"k cnydj izrhdksa ds :i esa vius Lo:i dk
Li"V djrh gSA**

bl izdkj izrhd dk 'kkfCnd vFkZ gS vo;o]
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va'k o fpUg] vFkkZr~ og fpUg tks vius ewy fcUnq dk
ifjp; nsrh gSA dykdkj ekul iVy ij dYiuk }kjk
vkus okys lw{e fopkjksa] HkkokfHkO;fDr;ksa vkSj vuqHkwfr;ksa
ds n'̀; ;k JO; ladsr ;k fpUg izrhd }kjk izLrqr
djrk gSA ^^izrhd 'kCn dk iz;ksx ml n'̀; vFkok oLrq
ds fy, fd;k tkrk gS tks fdlh vn'̀; ;k vizLrqr
fo"k; dk izfriknu djrh gS vFkok ;g dg ldrs gSa
fd fdlh Lrj ij leku :i ls oLrq }kjk fdlh vU;
Lrj ds fo"k; dk izfrfufèkRo djus okyh oLrq izrhd gSA
vewrZ] vn'̀;] vJO;] fo"k; dk izrhd izfrfoèkku ewrZ]
JO;] izLrqr fo"k; }kjk djrk gSA**3

izkxSfrgkfld dky ls ysdj orZeku le;
vFkkZr~ 21oha 'krkCnh ds rhljs n'kd rd fofHkUu dykvksa
esa ewrZ o vewrZ dk egRoiw.kZ LFkku jgk gS vkSj Hkfo"; esa
Hkh jgsxkA dyk esa igyh ckj izrhdkRedrk dk ladsr
izkxSfrgkfld fp=ksa esa ifjyf{kr gksrk gSA dykRed
fo'ys"k.k ls Li"V gksrk gS fd izrhdkRed fopkjèkkjk dk
vkjEHk iwoZ&ik"kk.k dky ls gh gks pqdk Fkk ysfdu izrhd
;kstuk dk iw.kZ fodkl mÙkj ik"kk.k dky ds cus fp=ksa
esa fn[kkbZ nsrk gSA ^^ftudk le; fo}kuksa us yxHkx
50]000 ls 10]000 bZ0 iw0 ds chp j[kk gSA**4 ftlesa
vfrekuoh; ¼,slh ?kVuk,¡ ;k fp= tks euq"; ds fy,
vlEHko izrhr gks½] T;kferh; ¼Kku dh lcls izkphu
'kk[kkvksa esa ls ,d gS ftlesa fcUnq] js[kk] oØ] f=dks.k
bR;kfn 'kkfey gaS½ rFkk dYiuk;qDr vkdf̀r;ksa dk l̀tu
vR;fèkd :i ls fd;k x;k gSA

fp= la0 1 fp= la0 2

izkxSfrgkfld xqQkvksa esa feys vo'ks"kksa o fp=ksa
ds vkèkkj ij ;g Li"V gks pqdk gS fd Hkkjr esa dyk
,d fo|k ds :i esa vkfndky ls izpfyr jgh gS ftlesa
eq[; :i ls T;kferh; vkdkjksa dk iz;ksx dj Hkko dks
fpf=r fd;k x;k gSA izkxSfrgkfld dky dh dyk esa

izfrdkRed vfHkO;fDr gS D;ksafd og vfHkO;fDr izèkku
dyk FkhA j0 fo0 lk[kydj5 dh iqLrd ;wjksih; fp=dyk
ds bfrgkl esa fy[kk x;k gS& ^^eè; ik"kk.k dkyhu
:f<+c) o izrhdkRed dyk ls uo ik"kk.k dkyhu
oLrqfujis{k dyk ds le:ih dyk dk LokHkkfod o
Øe'k% fodkl gqvkA**

fp= la0 3                 fp= la0 4

izkxSfrgkfld dky ds vkfnekuo us lkekU;r%
vius Hkkoksa dks nwljksa rd igqapkus ds fy, iRFkj ds
vkStkjksa] dks;yk rFkk feV~Vh ds js[kkadu] 'kCn fpUg
rFkk izrhdksa vkfn dks ekè;e cukdj le>kus dk iz;kl
fd;k] ftlds mnkgj.k gesa xqQkvksa vkSj pV~Vkuksa dh
fHkfÙk;ksa ij ns[kus dks feyrs gSaA ^^ftlesa jaxks rFkk
vkd̀fr;ksa ds :ikRed lkSUn;Z ls okLrfod vkuUn mRiUu
gksrk gSA :ikRed lkSUn;Z dk vFkZ ;g ugha gS tks
lèkkj.kr;k le>k tkrk gS cfYd ;g T;kferh; vkd̀fr;ksa
dk lkSUn;Z gSA tSls& js[kk] f=Hkqt] oxZ rFkk oÙ̀k vkfn
:i lqUnj oLrqvksa ds izrhd gSA**6

dyk leh{kd o bfrgkldkj ds erkuqlkj
izkxSfrgkfld dky ds vkfnekuo dh psruk tkxr̀ gqbZ
gksxh rks mlh ds mijkUr og izkdf̀rd lkSUn;kZUkqHkwfr
¼izkdf̀rd lqUnjrk ds voyksdu ,oa foospu ls mRiUu
gksus okyk Kku ;k vuqHko½ ds izfr vkdf"kZr gqvk gksxk
ftlesa fo'okl] jhfrfjokt] tknwVksuk] uR̀;] vk[ksV o
vU; Hkkoksa dks js[kkafdr djus dh ekuoh; dyk,a fodflr
gksrh xbZ ftlds ekè;e ls ml LFkku dh lH;rk o
laLdf̀r dk irk pyrk gSA izrhdkRed  vfHkO;fDrdj.k
ekuo dk lgt LoHkko gS ftlesa og viuh vfHkO;atuk
dks ^^lw;Z o LokfLrd**7 tSls izrhdksa ds lkFk gh lkFk
^^f=Hkqtkdkj] vk;rkdkj] oxkZdkj] o{̀k] tkuoj] igkM+
o vU; eux<+Ur T;kferh; vkdkjksa**8 'kCn] èofu ladsr
o lw{e fpUgksa dks fp=kafdr fd;kA muds js[kkaduksa dks
è;kuiwoZd ns[ksa rks ;g Li"V gks tkrk gS fd muesa
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vn'̀; Hkk"kk dh y;kRedrk fn[kkbZ nsrh gSA

fp= la0 5            fp= la0 6

izkxSfrgkfld fp=ksa ds ckn flUèkq?kkVh lH;rk
esa nks izdkj ds izrhdkRed fpUg ik;s tkrs gSaA
izFke&T;kferh; js[kk fp=ks a ij vkèkkfjr vk Sj
nwljk&izkdf̀rd n'̀; esa i'kq&i{kh] ekuo o vU; izkf.k;ksa
dks izrhdksa ds :i esa la;ksftr fd;k x;k gSA ftldk
vkxs gesa Øfed fodkl ns[kus dks feyrk gSA

Hkkjr esa izrhdksa dk vfLrRo gekjs èkeZ vkSj
jhfr fjoktksa esa gS ftlesa lkekU;r;k vkB izrhdksa dk
iz;ksx gqvk gSa] tSls& vkse] LokfLrd] dey] Qwy] JhpØ]
f='kwy] 'ka[k] liZ vkSj oh.kk vkfn 'kkfey gSA oSfnd
dky esa Hkh izrhdkRed :iksa ls nsorkvksa dks O;Dr fd;k
x;kA ftu nsorkvksa dk eq[; :i ls o.kZu gqvk gS os
gSa& vfXu] bUnz] lkse] lw;Z] iF̀oh vkfnA ;s oSfnd nsork
vkt Hkkjrh; fgUnw èkeZ esa O;fDr vkèkkfjr nsork tSls&
jke] d"̀.k] guqeku] f'ko] y{eh] x.ks'k] fo".kq vkfn ls
vyx gSA blh Øe esa ekS;Zdkyhu dyk esa iz;qDr izrhd
vR;fèkd ljkguh; gS] ftldk loksZRd"̀V :i v'kksd
}kjk fufeZr lkjukFk LrEHk esa nf̀"Vxkspj gksrk gSaA ftldh
O;k[;k vyx&vyx fo}kuksa us vius&vius rdksZ ds
lkFk dh gSA ^iwoZ fn'kk dk ^flag* 'kkS;Z vkSj LQwfrZ dk
izrhd gSA if'pe fn'kk dka ^xt* fopkj'khyrk vkSj
,s'o;Z dk izrhd gSA mÙkj fn'kk esa ^o"̀kHk* Hkwfe dh
moZjrk dk izrhd gS vkSj nf{k.k fn'kk dk ^v'o* xfr
dk izrhd gSA*9 ;gh ij 24 rhfy;ksa okyk èkeZpØ cuk gS
tks le; ds 24 ?k.Vs dk izrhd gSA blfy, lkjukFk
flag LrEHk dh izrhdkRedrk ns[krs gq, ̂ ^csatkfeu jkSys.M
us LrEHk dh dYiuk czãk.M ds izrhd ds :i esa fd;k
gSA**10 lkFk gh ^^oklqnso 'kj.k vxzoky dgrs gSa fd
lkjukFk LrEHk esa vafdr pkj pØ vkSj pkj i'kq blh
yksdO;kih Hkkouk ds izrhd gSA**11 ckS) èkeZ esa Hkh izrhdksa

dk viuk fo'ks"k egRo Fkk ftlds mnkgj.k gesa 'kqaxdkyhu
Lrwiksa vkSj rksj.k }kjksa esa ns[kus dks feyrs gSaA tgk¡
vafdr izrhd ckS) èkeZ ds ghu;ku ¼izrhd iwtk½ lEiznk;
dh fopkjèkkjk dks izLrqr djrk gSA lkWaph ds rksj.k}kjksa
esa ̂ ^LrEHk] gfeZdk] pj.k&fpUg] èkeZpØ] in~fpUg] rksj.k}kj]
dey&iq"i] N=koyh] cksfèko{̀k vkfn**12 izrhdkRed fpUg
'kkfey gSA bUgha izrhdksa dk vkSj fodflr :i dq"kk.k]
xqIr] vtUrk] ck?k] cknkeh vkfn xqQk fp=ksa ls ysdj
iksFkh fp=ksa o y?kq fp=ksa esa ns[kus dks feyrk gSA ftlls
gesa fgUnw] ckS) o tSu èkeksZ ds izrhd iwtk dk fodkl
rRdkyhu ewfrZ;ksa o fp=ksa esa gqvk gSA bu lHkh dky ds
dykdkjksa us HkfDr&Hkkouk ds izpkj&izlkj gsrq loZizFke
LrEHk] Lrwi] cksfèkò{k] gfeZdk] èkeZpØ] in~efpUg] rksj.k}kj]
N=koyh] osfndk] pj.kiknqdk] pØ] iapdks.k] LokfLrd
tSls izrhdksa dk iz;ksx fd;k gSA

fp= la0 7            fp= la0 8

fp= la0 9

bUgha izrhdksa ls izHkkfor gksdj 21oha 'krkCnh
ds vusd dykdkjksa us ljy T;kferh; vewrZ fp= o
xSj&T;kferh; vewrZ fp=ksa dks tUe fn;kA dyk
bfrgkldkj oklqnso'kj.k vxzoky13 dgrs gaS& ̂ ^tks izfr:i
gS mldh lcls vfèkd vfHkO;fDr izrhd }kjk gh dh tk
ldrh gSA izrhd gh vewrZ dh lPph ewfrZ gSA izrhd esa
O;fDrxr :iksa dk vHkko gksus ls og izfr:i ds lc
:iksa dks izdV dj ldrk gSA**
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dyk bfrgkldkjksa] leh{kdksa o fo}kuksa dk
ekuuk gS fd fgUnw] eqfLye] fl[k] bZlkbZ o fofHkUu èkeksZ
esa vR;fèkd izrhdksa dk iz;ksx fd;k x;k gSA fgUnw
nsoh&nsorkvksa esa tSls&fo".kq] f'ko] czãk] nqxkZ] y{eh]
ljLorh bR;kfn dh dYiuk Hkh izrhdkRed :i esa gh
fd;k x;k gSA ftlesa Kku dh nsoh ljLorh dks lQsn
oL= esa oh.kk ds lkFk gal ij vk:<+ fp=kafdr fd;k
x;k gSA tgk¡ lQsn jax ^Kku^ dk izrhd gS rFkk ^gal*
cqf) dk izrhd gS vkSj muds gkFk esa tks ^oh.kk* gS og
dyk dk izrhd gS vkSj iqLrd ^Kku* dk izrhd gSA
Hkkjrh; dyk ijEijk ij utj Mkys rks dyk vfèkdrj
èkkfeZd gh jgh gSA tSls&ujflag] x.ks'k] ;{k] ukx] fdUuj]
y{eh] 'kadj] nqxkZ bR;kfn nsoh&nsorkvksa esa 'kfDr] lkgl
vkSj xEHkhjrk ds lkFk dykdkjksa us izrhdkRed :iksa esa
vafdr fd;k gSA tSls& fpUg izrhd ¼v{kj] LokfLrd]
f=Hkqt] prqHkqZt] oxZ] vk;r bR;kfn½] o{̀k izrhd ¼ihiy]
oV] csy] vke] uhe] rqylh] cjxy bR;kfn½] izk.kh
izrhd ¼gal] e;wj] o"̀kHk] xk;] 'ksj] liZ] fgj.k] gkFkh
bR;kfn½] ok| izrhd ¼'ka[k] Me:] okljh] flrkj] oh.kk]
f='kwy bR;kfn½] jax izrhd ¼'osr] ';ke] yky] ihyk]
uhyk] gjk] ukjaxh½ bR;kfn ;s lHkh izrhd fpUg ,sls gSa
tks Hkkjrh; vewrZ Hkkoukvksa dks fodflr djus esa lg;ksxh
cusA dykdkj bu izrhdksa }kjk vius dfYir% lalkj esa
fopj.k djus dk vkèkkj gh ugha cukrk cfYd vkèkqfud
dykdkj vius vewrZ vfHkO;fDr dks ifjHkkf"kr djus gsrq
izrhd fpUgksa dk lgkjk Hkh ysrk gSA ;s izrhdkRed fpUg
vewrZ dykdkjksa ds fopkjksa dh izeq[k fo'ks"krk jgh gSA
izrhd fpUg u dsoy fopkjksa dks vfHkO;aftr djrs gSa
cfYd lqUnjrk o ekaxfyd Hkkoukvksa dks Hkh vfHkO;fDr
djrs gSaA ;g izfrdkRed fp= gh vewrZ dyk dh
vkèkkjf'kyk gSA izrhd fpUg ,d ,slk ekè;e gS] ftlds
}kjk vewrZ dykdkj vius fopkjksa o dYiuk ds vkèkkj
ij Hkkoksa] vFkksZa] lEisz"k.k vkSj Kku esa peRdkfjd izHkko
mRiUu djrk gSA vkèkqfud Hkkjrh; dyk esa bu izrhdksa
dh egÙkk bruh c<+ xbZ gS fd ledkyhu dykdkjksa us
,d uohu 'kSyh fodflr dj yh gS tks vewrZ 'kSyh ds
uke ls tkuh tkrh gSA ftldk egRo ijEijkxr dyk
ls dgha vfèkd gks x;k gSA

oSf'od ifjizs{; esa ns[kk tk; rks izrhdksa ds
vkèkkj ij ;wjksi esa ,d fof'k"V 'kSyh fodflr gks x;h

tks izrhdokn ds uke ls tkuh tkrh gSA ;g 19oha lnh
ds mÙkjk)Z dk dyk vkUnksyu Fkk ftldh mRifÙk Ýkal
vkSj csfYt;e esa gqbZ FkhA bl 'kSyh dh mRifÙk lu~
1857 bZ0 esa pkYlZ ckWMsys;j ds ysl Iys;lZ Mw eky ds
izdk'ku ls gqbZA izrhdokn 'kCn igyh ckj vkykspd
tkWu eksjsvksl }kjk iz;ksx fd;k x;k FkkA ^^Ýsap dfo
tkWu eksjsvksl us 18 flrEcj 1886 bZ0 dks ^^ys fQxkjksa**
esa izrhdoknh ?kks"k.kki= ̂ys flEcksfyTe* izdkf'kr fd;kA
n flEcksfyLV eSuksQsLVksa esa vkUnksyu ds rhu izeq[k
dfo;ksa ds :i esa pkYlZ ckWMsys;j] LVhQu eYykesa vkSj
ikWy osjykbu dk uke izeq[k gSA**14 tkWu eksjsvksl dk
dguk gS fd izrhdokn ¼flEcksfyTe½ gh ,slk 'kCn gS tks
dyk esa vktdy Hkh ltZukRed i;kZIr :i ls vfHkO;Dr
dj ldrk gSA15

vkèkqfud Hkkjrh; dyk ds bfrgkl esa ns[ks rks
;g Li"V gksrk gS fd izrhdkRedrk dk iz;ksx izkphu
dky ls gh gksrk pyk vk jgk gS ysfdu bldk eq[kfjr
Lo:i T;knkrj ledkyhu fp=dkjksa ds df̀r;ksa esa gh
iznf'kZr gksrk gSA ftlesa oLrq ds LoHkko dks vkRelkr
djrs gq, fpUg] lw{e:i o izrhd fpUgksa }kjk fp=
izLrqr djrk gS vFkkZr~& vewrZu fp=dkj fdlh oLrq dk
;FkkFkZ vadu ugha djrs vkSj u gh ml oLrq ds lkFk
dksbZ yxko j[krs gaS cfYd vewrZ fp=dkj oLrq ds ewy
rRoksa] izrhdksa] Hkkoksa rFkk jaxk?kkrksa }kjk fp=ksa dh l̀tukRed
vfHkO;fDr djrs gSaA vr% ge ;g dg ldrsa gS fd
^^izrhd ,d ,Slk lkèku gS tks gesa vewrZu dk lkeF;Z
nsrk gSA**16

oLrqr% vewrZ dyk esa izrhdksa ds egRo dks
vkèkqfud fp=dkj vius vewrZ fp=.k 'kSyh esa dsoy
lalkj esa ns[ks x;s :iksa ds vkèkkj ij  ugha djrk cfYd
ykSfdd] vykSfdd] dkYifud ,oa vuqHkoksa ds lg;ksx
ls vkèkqfud fp=ksa dk l̀tu djrk gSA ;kuh ^^izrhd
fdlh oLrq] fp=] 'kCn] èofu ;k fof'k"V fpUg dks djrs
gS] ftldk lEcUèk lkn'̀;rk ;k ijEijk }kjk fdlh
vU; ;k izfrfufèkRo djrk gSA**17 vkt ds ledkyhu
dykdkjksa us viuh vfHkO;atuk dks izLrqr djus ds fy,
izrhdksa dk lgkjk ysrs gSA bu izrhdksa esa pØ] in~e]
LokfLrd] lw;Z] pUnzek] 'ka[k] cksfèko{̀k] Lrwi] ukx] gkFkh]
f=Hkwt] oxZ] vk;r] oÙ̀k bR;kfn izrhd fpUgksa dks ekè;e
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cukdj fp=ksa esa vafdr djus okys Hkkjr ds fo'o izfl)
fp=dkjksa esa ds0 lh0 ,l0 ikf.kDdj] ts0 LOkkehukFku]
,l0 ,p0 jtk] fcjsu Ms0 th0 vkj0 larks"k] xksih
xtokuh] 'kksHkk c:Vk] gsejkt o vU; izfl) izrhdoknh
fp=dkj 'kkfey gSA

fp= la0 10           fp= la0 11

fp= la0 12          fp= la0 13

fp= la0 14          fp= la0 15

fp= lwph %

1- izkxSfrgkfld fp=] 30000 bZ0 iw0] [kfut jax] f'kykiV~V]
HkhecsfVdk xqQk] HkksikyA

2- eslksfyfFkd urZd] izkxSfrgkfld fp=] 30000 bZ0 iw0] [kfut
jax] f'kykiV~VA

3- mM+hlk dh xqMkgkaMh jkWd dyk] 11oha 'krkCnh bZ0 iw0] [kfut
jax] f'kykiV~V] mM+hlkA

4- mM+hlk dk ;ksxheB jkWd dyk] 10oha 'krkCnh bZ0 iw0] [kfut
jax] f'kykiV~V] mM+hlkA

5- LokfLrd eqgj] flaèkq lH;rk] LVsVkbZV iRFkj] 2 x 4 lseh0]
fczfV'k laxzgky;] yanuA

6- gM+Iik ik=] flaèkq lH;rk] 2700 bZlk iwoZ] VsjkdksVk] jk"Vªh;
laxzgky;] ubZ fnYyhA

7- lkjukFk dk v'kksd LrEHk] ekS;Zdky] 285 bZ0 iw0] pqukj ds
yky cyqvk iRFkj] lkjukFk laxzgky;] okjk.klhA

8- mÙkjh rksj.k ds Åij uDdk'khdr̀ ltkoV] lkWph Lrwi] 'kqax
dky] 184 bZ0iw0] yky cyqvk iRFkj] Hkksiky] eè;izns'kA

9- lkaph Lrwi dh ykbZu MªkbZax] 'kqaxdky] 184 bZ0 iw0] Hkksiky]
eè;izns'kA

10- 'kCn vkSj izrhd] ds0 lh0 ,l0 ikf.kDdj] 1936] cksMZ ij
rSy jax] jk"Vªh; vkèkqfud dyk laxzgky;] ubZ fnYyhA

11- 'kh"kZdfoghu] txnh'k LokehukFku] 1983] dSuokl ij rSy
jax] 29 x 37  bapA

12- 'kh"kZdfoghu] xqyke jlwy lUrks"k] 1990] dSuokl ij rSy
jax] 23 x 29 bapA

13- 'kh"kZdfoghu] xksih xtokuh] 2015] dSuokl ij ,Øsfyd jax]
29-75 x 29-75 bapA

14- 'kh"kZdfoghu] 'kksHkk c:Vk] 2005] dSuokl ij ,Øsfyd jax]
60 x 60  bapA

15- okW;l vkWQ xkWM&37] gsejkt] 2017] dSuokl ij rSy jax]
71 x 59 bap] dSVykWx] vU;= èkeZrA

lUnHkZ lwph %

1. https://en.m.wikipedia.org/wiki/symbol, Date - 10/12/
2023, time- 9:46AM

2. Pratic Kya hai by Bhoopendra Pandey Hindi Chennel
Date- 28/03/2023, time - 1:28AM

3- xqIrk] fufyek % dyk vkSj lkSUn;Z] yk;y cqDl] esjB] 2022]
i0̀ 41

4- xSjksyk] okpLifr % Hkkjrh; fp=dyk] pkS[kEHkk laLd̀r izfr"Bku]
fnYyh] f}rh; laLdj.k 1990] i0̀ 71

5- lk[kkydj] j0fo0 % ;wjksih; fp=dyk dk bfrgkl] jktLFkku
fgUnh xzUFk vdkneh] t;iqj] NBk laLdj.k] 2011] i0̀ 8

6- flag] eerk % Hkkjrh; fp=dyk dk bfrgkl] jktLFkku fgUnh
xzUFk vdkneh] t;iqj] 2017] i0̀ 177

7- lgk;] f'koLo:i % Hkkjrh; dyk] bykgkckn] izdk'k cqd
fMiks] v"Ve~ laLdj.k] 2011&2012] i0̀ 137

8- oekZ] vfouk'k cgknqj % Hkkjrh; fp=dyk dk bfrgkl] izdk'k
cqd fMiks] cjsyh] 1968] i0̀ 18

9- dklyhoky] ehuk{kh % Hkkjrh; ewfrZf'kYi ,oa LFkkiR; dyk]
jktLFkku fgUnh xzUFk vdkneh] t;iqj] prqFkZ laLdj.k] 2015]
i0̀ 43

10- JhokLro] ct̀Hkw"k.k % izkphu Hkkjrh; izfrek&foKku ,oa
ewfrZdyk] fo'ofo|ky; izdk'ku] okjk.klh] "k"B laLdj.k]
2015] i0̀ 255
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11- vxzoky] oklqnso'kj.k % Hkkjrh; dyk] ìfFkoh izdk'ku] okjk.klh]
1966] i0̀ 116

12- dklyhoky] ehuk{kh % Hkkjrh; ewfrZdyk ,oa LFkkiR; dyk]
jktLFkku fgUnh xzUFk vdkneh] t;iqj] prqFkZ laLdj.k] 2015]
i0̀ 53

13- xqIrk] fufyek % dyk vkSj lkSUn;Z] yk;y cqDl] esjB] 2022]
i0̀ 41

14. https://en.m.wikipedia.org/wiki/symbolism_(arts),
date 08/12/2022,  time -10.12pm

15. NOU21 HS63, Date- 30/03/2023, time- 3:48pm
16. http://ignited.in/p/24-2308, 23/11/2022, time- 12:13

PM
17. http://hi.wikipedia.org/wiki/izrhd, Date- 22/11/2022

time -12 : 20 AM
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Introduction
Sri Lanka is a nation with a troubled

history and an uncertain future. The country has
been home to diverse ethnic groups: the
Sinhalese, Tamils, Muslims and the Eurasian
community of Burghers, for centuries, and had
a long history of colonial rule under three
colonial masters, the Portuguese, Dutch and
British, that spanned four and a half centuries.
The colonial regime finally came to an end when
the British granted independence to Sri Lanka
in 1948. However, contrary to the belief, that
the post-independence era would herald positive
economic and political changes, the island nation
was soon beset by insurgencies which were
followed by the protracted ethnic conflict
between the Sinhalese and the Tamils, the two
prominent ethnic groups. The insurgencies were
initiated by the disillusioned and dissatisfied
Sinhalese youths of the nation while the ethnic
*Assistant Professor, Department of English, Prasannadeb Women’s College, Jalpaiguri

A Dialectics of Narrative Voices: (Re) Reading Nayomi
Munaweera’s Island of a Thousand Mirrors

Ms. Sisodhara Syangbo*

Abstract

Nayomi Munaweera’s novel, Island of a Thousand Mirrors hauntingly evokes the
pathos and tragedy of the fates of individuals caught in the fray of the ethnic polarization
that rocked the island nation of Sri Lanka for decades. The major thematic thrust of the
novel is the divisive civil war that split the nation along the registers of ethnic identity
leading to contesting ideas of homeland. Using two different narrative voices, one Sinhalese
and privileged, the other Tamil and marginalized, and by showing how they are still connected
to each other by loss, death, displacement and the trauma of war, albeit in different
circumstances, Munaweera tells the story of a nation and its peoples devastated by the most
gruesome horrors of a long-drawn-out raging civil war. This paper seeks to engage in an
analysis of the two narrative voices in this novel, identifying points of convergence and
divergence and exploring the specific ways in which the narrative organization produces a
coherent whole and how it enables Munaweera to present a comprehensive view of post-
independence ethnic strife as well as achieve plurality.

Key words : Narrator, Civil War, Trauma, Loss, Displacement

Research Methodology : This study is supported by secondary sources.

conflict that lasted for almost three decades, was
an inevitable consequence of the age-old
animosities between the Sinhalese and Tamils,
which were exacerbated by British colonial
interference and the ensuing “Sinhalese Only
Act” of the Sri Lankan government. The trauma
and turbulence of this period of ethnic violence
have been captured in a range of Sri Lankan
literature written in English as well as in the
vernacular that can be classified as war
narratives.

Nayomi Munaweera’s novel, Island of
a Thousand Mirrors hauntingly evokes the
pathos and tragedy of the fates of individuals
caught in the fray of the ethnic polarization that
rocked the country for decades. The major
thematic thrust of the novel is the divisive civil
war that split the nation along the registers of
ethnic identity leading to contesting ideas of
homeland. Using two different narrative voices,
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one Sinhalese and privileged, the other Tamil
and marginalized, and by showing how they are
still connected to each other by loss, death,
displacement and the trauma of war, albeit in
different circumstances, Munaweera tells the
story of a nation and its peoples devastated by
the most gruesome horrors of a long-drawn-out
raging civil war. This paper seeks to engage in
an analysis of the two narrative voices in this
novel, identifying points of convergence and
divergence and exploring the specific ways in
which the narrative organization produces a
coherent whole and how it enables Munaweera
to present a comprehensive view of post-
independence ethnic strife as well as achieve
plurality.

Primary Narrative Voice

Yashodhara Rajasinghe, the Sinhalese
narrator is the primary homodiegetic narrator
whose narration provides the framework of the
story. The novel begins and ends with her
narration, which spans a period of a little over
six decades, beginning from the day Sri Lanka
gained independence from the British, to the day
the leader of the Tamil tigers was killed, bringing
to an end the bitter ethnic strife that ravaged the
country for almost thirty years. She has been
given greater narrative space and she intersperses
her narrative with accounts of the crucial
historical events that have led to the dystopian
state of Sri Lanka. Her narration begins with a
mention of the multi -ethnic fabric of the country
which is followed by an anticipation of the civil
war “But in the decades that are coming, race
riots and discrimination will render the orange
stripe inadequate. It will be replaced by a new
flag… A rifle toting tiger. A sword gripping lion.
This is a war that will be raged between related
beasts” (Munaweera 10). She then, focusses on
the delineation of her maternal and paternal
family history and a description of her idyllic
childhood in the city of Colombo. Besides
important insights into the characters of the

members of her extended family, we are offered
vignettes of happy family gatherings,
mischievous childhood escapades and blissful
outings with her parents. This idyll is however
soon rocked, as predicted earlier, by incidents
such as the burning of the Tamil library in Jaffna
and the insurgencies which unleash absolute
mayhem and violent bloodshed in the streets of
Colombo. The Rajasinghe family emigrates to
America in order to escape these horrors and
soon find themselves in an alien country
struggling to cope with displacement, loss,
alienation and nostalgia.

Secondary Narrative Voice

The narrative shifts to north Sri Lanka
in the eighth chapter. Though the Tamil narrator
Saraswati’s role in the narrative is secondary
to Yashodhara’s, her voice and her
interconnectedness to her Sinhalese counterpart,
help to shape the narrative in symmetrical ways,
offering a more rounded picture of the Sri
Lankan dystopia. Saraswati’s narration begins
with a grim description of the camps meant for
displaced people. Her family of seven has been
reduced to four members after the death of her
three brothers who were taken by the LTTE, the
Tamil militant outfit fighting for a separate
homeland. In contrast to Yashodhara’s narrative
with its intermingling of happiness and sorrow,
Saraswati’s narrative concentrates on the bleak
description of the Tamil-populated north where
the people are “subjected to living conditions
that confer upon them the status of the living
dead” (Mbembe 92). Her hatred of “roofless,
bombed-out houses” (Munaweera 130) because
they remind her of dead bodies and her anger at
people who have been careless enough to step
on landmines, and are therefore responsible for
the foul ugly smell emanating from their rotten
flesh, indicate the commonplaceness of the signs
of war. After getting brutally gang-raped by
Sinhalese soldiers, Saraswati is faced with two
options, either to commit suicide or to join the
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Tamil Tigers, and she chooses the latter.
As the novel moves towards its end and

as the paths of the two narrators are about to
cross, the narrative keeps alternating between
the two of them. Chapter nine goes back to
Yashodhara’s narration while chapter ten is taken
over by Saraswati. In chapters eleven and twelve
both the narrators have alternating sections. The
juxtaposition of their narratives seems to
foreshadow the intertwining of their fates
bringing them closer and closer till their stories
overlap in the most unexpected way. Apart from
the fact that their lives eventually intersect,
though not directly, what binds these two women
are their experiences of trauma, displacement
and loss and the two become representative of
the thousands of Sinhalese and Tamils whose
lives were completely wrecked by the insanity
of war. Narrating their stories with an
uninhibitedness that renders their voices
emotional and raw, they offer two different
perspectives that merge together to produce a
unified whole.
Narrative Devices

Foreshadowing is used as an important
device in Yashodhara’s narration, not only for
the creation of suspense and the building of
tension that culminates in the climax of the story,
but also for the more important purpose of
drawing the reader’s attention to the intent of
the author. It is through this narrative device that
Munaweera consciously intervenes in the
unfolding of the plot and forges a link between
the two narrators. As an adolescent living in
America, Yashodhara is exposed for the first
time, to the image of a decapacitated head of a
female suicide bomber lying on the steps of a
building, while watching television. As the
terrible image haunts her for days, she ponders
almost sympathetically, over the motivation
behind such a ghastly act. “What secret wound
bled until she chose this most public disassembly
of herself?” (118) She then starts having

recurring dreams of a faraway place: “[O]f a
small house, a glittering lagoon, a mango tree
and a young girl. She stands before me and her
large bruised eyes do not leave mine…. When
she undoes her sari blouse, I see the grenades
tucked like extra breasts under her own. It is
grotesque. I wake trembling and her eyes stay
with me for hours” (122). Chapter seven
concludes with the above lines while chapter
eight, introducing Saraswati’s narrative, opens
with a description of a lagoon, instantly linking
the two protagonists. However, it is only in the
last chapter when it turns out that Yashodhara’s
sister, Lanka was among the casualties of the
bomb attack carried out by Saraswati, that the
full significance of the tragic implications of
their interconnectedness can be understood.

Flashbacks or analepses are used in
Saraswathi’s narration of her traumatic past,
serving to intensify the stark horror of the Sri-
Lankan civil war.
Points of Divergence

For a novel that has war as a looming
presence, one of the major concerns of the author
is to draw attention to the horrific brutalities of
war, and the trauma that emerges from it.
Yashodhara’s accounts of violence and
bloodshed mostly involve strangers. We get
descriptions of irate mobs dragging out people
from houses, shattering bones, cutting through
flesh and burning houses, while she herself is
tucked away safely behind closed doors. Her first
brush with personal trauma is through the
harrowing experience of her aunt during the anti-
Tamil pogrom of July 1983, when her uncle is
burnt alive by a Sinhalese mob, for trying to save
a Tamil child on grounds of humanity. She paints
a vivid picture of terror underlining the horror
of the act. “A roar as the spark ignites, catches,
bursts into flame. The men’s voices roaring and
falling in time to the dancing flames. A dancing
circle of men... And what is it that my dark aunt
sees at the moment? Too grotesque to be revealed
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surely. Too horrific to be imagined” (86). But
the overall impression that we get from
Yashodhara’s narration is that of an outsider who
hasn’t actually had a first-hand experience of
trauma, and this is corroborated by her mother’s
comment that as spectators watching the war
from a distance, they do not have “the privilege
of indignation or anxiety.” (117)

On the other hand, Saraswati’s narrative
compellingly conveys the terrible dangers and
the enormity of loss and tragedy of someone
“living inside a war” (124) It is heart-wrenching
to hear her speculating about the various
manners in which each of her brothers must have
died. When it comes to narrating scenes of gore
and violence, she adopts a detached, matter-of -
fact tone. “A man’s body sags forward, held
against a lamp-post by arms tied behind and a
thin piece of wire that bites into the mottled
scarlet skin of the neck… A wooden tablet
balances sideways on his stomach, hung from
the knotted black string around his neck….
Under that his intestines burst forth, like an
intricate exuberant flower. Flies buzz within the
coils” (133). However, this impassive narration
of the mindless atrocities and heart-breaking
tragedies that Saraswati and her people are
forever exposed to, only serves to enhance
further, the sense of loss, trauma and
vulnerability of the people who have been
stripped of their basic rights.

Through her use of two narrative voices,
one Sinhalese and the other Tamil, Munaweera
intends to present an account of both sides of
the ethnic strife. Each one tells her story from
her vantage point but it is Yashodhara who has
been given the more sympathetic voice, offering
explanations, almost trying to justify the actions
of the persecuted Tamil population. While
describing the aftermath of the pogrom of July
1983, she comments that as the Tamils flowed
out of the city of Colombo in droves, they left
behind them, “[L]ooted, soot blackened houses,

the unburied or unburnt bodies of loved ones,
ancestral wealth, lost children, Belonging and
Nationalism….They flee to ancestral villages
abandoned decades ago, and it is in these
Northern places that the events of that July will
make them the most militant and determined of
separatists” (Munaweera 89). But it would be
unfair to say that Munaweera is biased towards
her Sinhalese narrator. The diasporic author uses
Yashodhara, who shares her background,
education and her sensitive nature, to voice her
views on the war that ravaged her country for
ages. Saraswati lacks the exposure and education
to develop such a perspective. Moreover, the
brutal violence of rape, made worse by the
stigmatization attached to it, has rendered her
broken and bleeding. Consumed by her desire
“to avenge the falling apart of her home, her
family, and ultimately, that of her body,”
(Heidemann 9) she revels in her new role as
predator and her narrative grows more and more
condensed, as its focus becomes limited to her
thoughts on and preparations for the catastrophic
event.

Points of Convergence

The significance of home and homeland
and how its loss affects the emigrant and the
marginalized populace in different ways is
conveyed hauntingly through the two different
narratives. After losing a member of the family
to the ethnic strife that engulfs the nation, the
Rajasinghes emigrate to America in order to
shelter themselves from further trauma and
anguish. The diasporic concerns of home,
displacement, alienation and identity are then
explored through Yashodhara’s account of the
challenges faced by her family as they struggle
with nostalgia on the one hand and on the other
hand, desperately try to adapt themselves to their
foreign environment. However, the sense of
belonging is so strong, that eventually the two
sisters return to their homeland, though this is
met with tragic consequences. Saraswati is also
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forced to leave home and join the LTTE after
her brutal gang rape by Sinhalese soldiers.
Unlike Yashodhara and her sister who long for
their home and homeland, the trauma of rape
and her subsequent abandonment by her family
have hardened her to such an extent, that she
has become estranged from her family and
village. While Yashodhara and her sister heal
by reliving their past on the island along with
Shiva, their Tamil friend from childhood,
Saraswati, for whom the past is too painful and
the loss of home is permanent, finds solace and
fulfilment in thoughts of martyrdom. According
to Jenny Edkins all survivors “seek a way of
resistance” (8). Martyrdom is Saraswati’s act of
resistance. Empowered and with a lethal weapon
in hand, she realizes that “I am fearless. I am
free. Now I am the predator.” (176) As a militant
she redefines herself: “No one will ever again
speak of Appa’s daughter spoilt by the soldiers.
From now on, they will see me as I am, a Tiger
with teeth and claws.” (183) In her resolve to
never be a weak prey she commits murder with
a vicious brutality.

Another point that both the narratives
call attention to, is the patriarchal structure of
both the Sinhalese and Tamil communities as
well as the militant movement that offers to
avenge the pain of Saraswathi. Yashodhara’s
narrative touches upon issues of gender bias in
its mention of how her mother Vishaka has to
abandon her ambition of becoming a doctor in
order to marry the engineer Nishan and rescue
her family from bankruptcy while her brother
pursues his studies abroad. Her paternal
grandmother Beatrice invests so much time in
her son’s studies while she is content to obsesses
over her daughter’s complexion, completely
ignoring her interest in cricket. Saraswathi’s
narrative highlights the fact that there is a special
hell for girls even in that death-in- life situation.
Though it seems that Saraswathi, unlike her
friend Parvathi who was also a victim of gang-

rape and who committed suicide, is able to
transcend her victimhood by her act of
revolutionary violence, the fact cannot be
ignored that Saraswathi is still subservient to the
patriarchal structures of the family that
conveniently discards her and the LTTE who
promise her revenge and liberation from her
pain. Her suicide bombing can be seen as an act
of desperation and frustration, as a “strategy of
escape from a situation with no exit.” (De
Warren, 3)
Conclusion

In conclusion, it is to be stated that
Munaweera successfully presents the
complexities of the socio-political life of Sri
Lanka during the decades of the civil war. By
using two narrators who provide different yet
converging views the novel is able to achieve
polyvocality. Moreover, the interconnectedness
of the two narrators shapes the narrative in
symmetrical ways. Through the union between
Yashodhara and Shiva, the novel posits a
normative view of the possible emergence of a
new nationhood based on love and harmony
between the two warring communities. She thus,
makes an attempt to disrupt power structures and
racial prejudices and to point out the futility of
war.
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1.  Introduction

Tribal art is the visual art material
created by tribal people. It is often ceremonial
or religious in nature. Generally, these art forms
originate from the rural areas. Each section of
our country has its peculiar style and art forms
which is known as folk art. Apart from the folk
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Indian Tribal Art and Its Application in Textiles
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Abstract
The people, culture, and climate of India are all apparent examples of the diversity

that exists there. This country has hundreds of ethnic groups scattered from north to south
and east to west, each with its own art form representing its taste, needs, aspirations, aims,
joys, sorrows and struggles. With regional peculiarities, nature around and a different
pattern of day-today life apart, their art reveals each group’s ethnic distinction and creative
talent.

One of the most well-known forms of Indian tribal (Viswanadha Gupta, 2018) art
used in textiles is the Kalamkari, which is kind of hand-painted or printed cotton material
that originated in Andhra Pradesh. Kalamkari textiles are known for their intricate designs
depicting Hindu mythological scenes, flora and fauna, and geometric patterns.

Another popular form of Indian tribal art used in textiles is the Warli art, which is
a form of tribal art from the Warli tribe of Maharashtra. Warli art is characterized by its
simple, yet expressive, stick-figure drawings depicting daily life and rituals of the tribe.
Warli art is often used in textiles to create unique and colorful patterns.

Other forms of Indian tribal art used in textiles include Gond art, which is a form
of tribal art from the Gond tribe of Madhya Pradesh, and Patachitra, which is a form of
folk art from the state of West Bengal.

Indian tribal art used in textiles has gained popularity both within India and
internationally due to its unique and vibrant designs. Today, many designers and textile
manufacturers incorporate Indian tribal art in their designs to create unique and sustainable
fashion products.

Keywords : Tribal art, Style, textile, fusion, craft, colour etc.
Methodology : This topic was approached at various levels study of Indian Tribal art as well as a detailed

study of Indian Textile as undertaken. After having done a detailed study of tribal art application
on various traditional Indian textile art & craft catering to the fashion needs of the Indian
consumer was undertaken as well. Various tribal arts of India were explored from secondary
sources. Extensive literature review was carried out to obtain elaborate information about
tribal art which are applied on textile for the purpose of their revival. Within the span research
almost eight states were selected randomly to carry out research.

art, called as tribal art. The folk and tribal arts
of India are very indigenousand straight for
ward, yet colourful and vibrant enough to say a
lot about the country’s rich in heritance.Like the
folk art, tribal art is also gaining popularity due
to the constant developmental efforts laid by our
Indian government and other groups.
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It is becoming increasingly clear that
any philosophy or explanation of art that does
not take aesthetic experience into consideration
is insufficient and lifeless. The phenomenology
of aesthetic perception has also been heavily
influenced by this trend. The scientific notion
of this directedness of awareness towards an
object differs significantly from the discourse
universe that is shaped by artistic experience
and expression.

In India(Mahamunkar&Tulshyan,
2021), there are roughly 25 million tribal people
residing in some regions of Madhya Pradesh
(Central India), eastwards along the Bihar,
Orissa, Assam, Arunachal Pradesh, Nagaland,
Meghalaya, Manipur, Tripura and other north-
estern areas of India. Some groups do also live,
but in smaller numbers, in Rajasthan, Gujrat,
Maharashtra, Tamil Nadu, Kerala, Mysore,
Andhra Pradesh and West Bengal.

In some States, these tribal peoples are
also referred as Adivasis. A large portion of the
tribal people are descents of chiefs, warriors,
artists, builders, musicians, priests, seers, and
healers. The Gonds of Madhya Pradesh are
thought to be decedents of legendary lords who
ruled the forested regions. Most tribal members
now work in agriculture. One of their most
notable characteristics is the sense of equality
as well as the strong sense of community
togetherness and respect for the fundamental
liberties of their people.

Tribal art refers to the works produced
by these tribes, whereas folk art refers to a
part icular form of art produced by the
local people  of  the  area. Both  share  the  same
design aesthetic and ornamental themes. The
styles of folk and tribal arts include wall painting
(murals), decorations, jewellery, hand
embroidery, wood carvings for masks and toys,
floor designs, basketry, pottery, and toys and
puppets. Every form of art has unique patterns

or motifs that are based on the local geography
or climate. But typically, these folk and tribal
paintings are created using natural colours on
materials like paper, linen, leaves, earthen posts,
mud walls, scrolls, and more. This art has an
admirable quality of freshness, spontaneity,
sincerity, and simplicity. These art forms have
a great value or importance in Indian Society as
we can study the effects of the tribal art in
current scenario:

? Shows Artistic and Aesthetic sense of
tribal : The tribal artists were completely
self-reliant and content in their artistic
endeavours, whether they were crafts
people, painters, singers, dancers, or lay
household ladies. All these individuals lived
symbolically with their surroundings. These
artistic expressions also reflect the original
aesthetic sensibility.

? Ceremonial or Ritualistic Value :
Religious belief system continues to be the
maturing force behind creating these art
forms, such as-Sanjhi in utter Pradesh,
kolam in Taminadu, Aipan in Gujrat, Alpana
in Bengal and Rangoli in Nepal, India and
Bangladesh, Mandana in Rajasthan and
many more are being created on different
Ceremonies for the ritualistic purpose
mostly by the women. Triangles, squares,
diamonds, circles, semicircles, polygons,
the astadal and swastika, among other
formal elements, are present in their
paintings. There are symbols, although they
appear to be mathematical forms, that
interpret elemental forces, the phenomenal
world, and its mortals.

? Conductor of culture and heritage :
Ancient Indian tribal & folk-art forms have
been passed down from one generation to
the next and are currently practised in many
regions of India. Being a culturally diverse
and district, many different art forms have
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developed over time; some have remained
unaffected by modernization while still
adapting to new paint, colours,  and
materials. Despite this, they are still passing
on our civilization and culture to the next
generation because each of them depicts
religious epics or gods and goddesses as
well as naturally occurring objects.

? A kind of Decoration: The handling of
these tribal & folk paintings is gorgeous;
they are exempt from the restrictions and
beliefs of the old orthodoxy and ritualism.
Paintings used for ceremonial purposes and
other folk-art forms, such as the Madana,
Rangoli, Alpana, Kolam, Madhubani,
Santhal, Pithoro, warli, Godna, Gond, and
Phad paintings, among others, are all purely
decorative.

? A Source of earning livelihood: People
used to make a living by creating tribal art
professionally in the past. Warli, Bhil,
Mandana, and Kalighat paintings were the
most popular art forms, and many well-
known embroideries’ designers were paid
for their relations. However, because of
recent technical advancements, tribal and
folk artists were no longer taken seriously,
and as a result, these art forms started to
perish.

2. Tribal Arts of India

Indian tribal art (Dizaji, 2017a) is a
diverse and vibrant form of art that has been
practiced by various indigenous communities
across India for centuries. The term “tribal” also
refers to a community that consists of several
families, in-groups, or generations, and whose
way of life still exhibits a distinctive deep-rooted
legacy and connection to a distant past. Art is
the expression or application of human creative
skill and imagination, so the visual artistic work
created by the tribal people is called as tribal
art.

Himanchal Pradesh:

Himachal Pradesh is home to a diverse
range of tribal communities, each with their
unique art forms and traditions. The tribal art
of Himachal Pradesh (Richa, 2003) reflects their
lifestyle, beliefs, and cultural practices.

Here are some of the prominent tribal
art forms of Himachal Pradesh:

Kinnauri Shawls: The Kinnauri shawl is a
famous handwoven (A. Sharma & Sharma,
2009) textile of Kinnaur district, made from
pashmina wool or sheep wool. The shawls are
adorned with intricate embroidery and motifs
inspired by nature, such as flowers, birds, and
animals.

Chamba Rumal: The Chamba Rumal (Dhiman
et al., 2022) is a hand-embroidered piece of cloth
from the Chamba district, known for its vibrant
colors and detailed designs. The embroidery
features images of mythological scenes, flora
and fauna, and historical events.

Kullu Shawls: Kullu shawls are made from the
wool of the Angora rabbit and sheep and are
famous for their geometric patterns and bright
colors. The shawls also feature traditional motifs
such as the Kullu pattern, which symbolizes the
local mountains.

Thangka Paintings: Thangka paintings are
traditional Buddhist paintings that originated in
Tibet but are also prevalent in Himachal
Pradesh. These paintings feature religious
iconography and portray various Buddhist
deities.

Metal Craft: The tribal communities (Kapoor
et al., 2008) of Himachal Pradesh are skilled
metalworkers and create exquisite metal crafts
such as utensils, ornaments, and idols. The metal
crafts are made using copper, brass, and silver
and feature intricate designs and motifs.

Wood Carving: The wood carving (Kapoor et
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al., 2008) art of Himachal Pradesh is practiced
by the artisans of Kinnaur and Chamba. They
create exquisite wooden sculptures, doors,
windows, and furniture with intricate designs
and patterns inspired by nature.

These are just a few examples of the
rich tribal art and culture of Himachal Pradesh.
Each community has its unique art forms that
have been passed down from generation to
generation and continue to thrive today.
Bihar

Bihar, a state located in the eastern part
of India, is known for its rich cultural heritage
and diversity. The tribal communities (J Jaitley,
1990) of Bihar have a distinct artistic
tradition(E. Sharma, 2015) that reflects their
unique way of life, beliefs, and customs. The
state is home to several tribal groups, including
the Santhal, Oraon, Munda, Ho, and Kharwar.

Tribal art in Bihar is primarily
expressed through various forms of handicrafts,
such as basketry, pottery, weaving, and metal
work. These crafts are often utilitarian and serve
a functional purpose in the daily lives of tribal
communities.

The Santhals, who are one of the
largesttribal groups in Bihar, are known for their
colorful wall paintings called Sohrai and
Khovar. These paintings depict scenes from
everyday life, mythology, and nature. The
paintings are traditionally made during the
harvest season and are believed to bring good
luck to the community.

The Oraon tribe, also known as Kurukh,
are skilled in the art of basketry and weaving.
They create beautiful baskets, mats, and other
items using natural materials such as bamboo,
cane, and grass. These handicrafts are not only
functional but also serve as decorative pieces.

The Munda tribe, on the other hand, are
known for their brass and bell metal work. They

create beautiful utensils, ornaments, and other
decorative items using traditional techniques
passed down through generations.

In addition to these traditional art forms
(Cotton Mather & Karan, 2019), tr ibal
communities in Bihar also participate in various
cultural events and festivals that showcase their
art and culture. The Chhath Puja, for example,
is a major festival in Bihar that is celebrated by
the tribal communities. It is a four-day festival
that involves the worship of the sun god and
includes various rituals and customs that reflect
the unique cultural identity of the region.

Overall, the tribal art of Bihar is a
unique and vibrant expression of the rich cultural
heritage of the sta te’s diverse tr ibal
communities.

Rajasthan

Rajasthan is home to several indigenous
tribes, each with its distinct art and craft
traditions. The state’s tribal art has a rich history
and is characterized by its vibrancy, intricate
designs, and use of bold colors.

One of the most prominent tribes in
southern region of Rajasthan is the Bhil tribe
(Anjali Khot, 2021), known for their intricate
and colorful paintings. The Bhil ar t is
traditionally created on mud walls and floors of
homes, using natural colors derived from plants
and stones. The paintings usually depict their
daily life, festivals, and nature.

The tribal artwork of Garasia tribe is
another important aspect known for their unique
artwork, they are in the Gujarat districts of
Sabarkantha and Banaskantha as well as the
Rajasthan districts of Pali, Sirohi, Udaipur, and
Dungarpur. The Garasia people are experts in
the art of beadwork, embroidery, and weaving.
Their embroidery work is known as ‘Katab’ and
is characterized by intricate geometric patterns
and vibrant colors.
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The Meena tribe (Bhandari V., 2005)
in the eastern Rajasthan is also an important tribe
known for their traditional artwork, including
paintings, pottery, and weaving. The Meena
pottery is known for its intricate designs and
the use of natural colors derived from plants.

The Sahariya tribe from baran district
is known for their bamboo crafts and wood
work. They make baskets, mats, and furniture
using bamboo and wood, and their work is
characterized by its simplicity and durability.

The Rabari tribe of Jaisalmer is another
prominent tribe known for their embroidery
work. The Rabari women create intricate
embroidery (Shikha kala, 2018) work on clothes
and bags, and their designs often depict animals
and nature.

In conclusion, the tribal art of Rajasthan
is diverse, colorful, and unique. Each tribe has
its distinct style and technique, making it an
essential part of Rajasthan’s cultural heritage.
Madhya Pradesh

Madhya Pradesh, a state in central India
is home to various tribal communities who have
a rich cultural heritage of producing beautiful
and intricate art forms. Some of the notable tribal
art forms of Madhya Pradesh are:
Gond Art: Gond art is a beautiful form of tribal
art (Bharadwaj & Ukande, 2014) that originated
in the Gond tribal community of Madhya
Pradesh. The art form is characterized by its use
of vibrant colors and intricate designs. The art
usually depicts nature and its various elements
such as animals, trees, and hills.
Bhil Art: Bhil art is an ancient form of tribal
art (Saxena, 2017) that has been practiced by
the Bhil community of Madhya Pradesh for
generations. The art form is known for its
simplicity and bold use of colors. The Bhil art
usually depicts religious themes and the daily
life of the tribal community.

Pithora Art: Pithora art is a unique form of
tribal art that is practiced by the Rathwa and
Bhilala communities of Madhya Pradesh. The
art form is characterized by its use of geometric
patterns and bright colors. Pithora art is used in
various ceremonies and rituals of the tribal
community.

Wrought Iron Crafts: The tribal communities
of Madhya Pradesh (Dizaji, 2017b) are also
known for their excellent wrought iron crafts.
These crafts are made using simple tools and
techniques and are often used for decorative
purposes.

Bamboo Crafts: Bamboo crafts are another
popular form of tribal art in Madhya Pradesh.
The tribal communities use bamboo to make
various items such as baskets, mats, and even
musical instruments.

Overall, the tribal art of Madhya
Pradesh is a beautiful and diverse reflection of
the state’s rich cultural heritage.

Gujrat

Gujarat’s culture is shown in its art, and
it is one of India’s gems. The Puranas, epics like
the Ramayana and the Mahabharata, and other
religious topics are frequently shown in Gujarati
paintings. Using straight forward (Poonam
Gandhi, 2013) bold strokes and a muted colour
scheme, Gujarati tribal art depicts the routine
village life. The Warli Painting, Mata Ni
Pachedi, and Pithora tribal art traditions are the
most well-known in Gujarat.

Mata in Pachedi : The nomadic Vaghari
community has been using this 200-year-old
cloth art technique to make Mother Goddess
temporary shrines. Traditional maroon is made
from alizarin and is associated with Mother
Earth. It is also thought to have healing
properties. Black, made from oxidised metal,
wards off evil spirits and amplifies spiritual
force. White has associations with purity and
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communication with ancestor  spirits . In
Ahmedabad, at the Calico Museum, and in
Vadodara at the Baroda Museum and Art
Gallery, one can find such works. It’s fascinating
to look at this Gujarati art.

Pithora Art : Nayak, Rathwa and Bhil
communities around Chhota Udepur (Poonam
Gandhi, 2013) generally use this artform. It is a
ceremonial wall painting to celebrate happy
occasions like weddings, births, and festivals.
Unmarried girls first use cow dung and mud to
plaster homes before adding chalk powder on
top. The creation of colours involves combining
paint with milk and spirits derived from the
benevolent Mahuda tree. The painting is a gift
to the Baba intended to bring success, prosperity,
and tranquilly.

Warli: The Warli tribe of southwest
Gujarat and northwest Maharashtra (Dr. K.
Mrutyunjaya Rao, 2022; E. Sharma et al., 2014)
is the original maker of this artwork. Three
fundamental design elements—a circle, a
triangle, and a square—are used throughout the
paintings. The triangle represents the mountains
and sharp trees, while the circle represents the
sun and moon. Every Warli artwork has a square
as its main subject, which represents a sacred
site or area of land. A cow dung paste is applied
on the mud walls first, and then gheru (red dirt)
is applied. Paintings of hunting, dancing, and
agricultural scenes, as well as geometric patterns
of trees, birds, and other creatures, are done with
wooden sticks as brushes. When celebrating
events like birthdays or marriages, Warlis
decorate their homes with these images.

One of Gujarat’s noteworthy artistic
expressions is their tribal art.

Maharashtra

The sheer variety of traditional arts
and crafts produced in Maharashtra
demonstrates the depth of the state’s cultural

legacy.  The options for buyers are endless,
from exquisite fabrics and saris to the famous
Warli mural paintings and Kohlapur’s
leather goods and exquisite jewellery.
Originally from the Indian state of
Maharashtra (Mahamunkar & Tulshyan,
2021), this tribal art is well-known for its
simple wall paintings. It is among the best
examples of folk art. This uses basic
geometrical shapes including the square,
circle, and triangle. On a background of dark
red, these paintings are carved in white (with
a bamboo brush). The picture features
images from everyday life, including dancing,
fishing, farming, festivals, and other
activities.

The Paithani Paintings : It is recognised as
the Chitrakatha Community’s Rich Story
telling. This nomadic group uses vibrant
paintings on leaves to portray tales from the
Puranas, mythological mythology, and local
traditions. At least 20 paintings, or “chitras,”
representing a single tale are collected in a
pothi. The stories in the paithani paintings,
or chitrakatha, differ according to the location
the storyteller is from, and they frequently
resemble puppets, particularly in terms of
their expressions. In the Konkan region,
Chitrakathi is  frequently performed on
important days; the oral histories are drawn
from epics like the Ramayana, Mahabharata,
and Puranas.

Garodi Community : The Garodis, also known
as the Garodiya, are primarily found in Belgaum,
Kolhapur, Sangli, Pune, and Miraj in northern
Karnataka and Maharashtra. They are a nomadic
group of snake charmers and jugglers who were
once Scheduled Castes but have subsequently
become Muslims.

Bahurupi Community : The community
named Bahurupi, which means “var ious
appearances,” is the epitome of adaptability. The
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artists there effortlessly changed their veshas,
or outward appearances, mannerisms, and
speech patterns to play out their characters along
the road or at intersections. In the past, their
performances were rife with melodrama,
inflated speech, and entertaining social satire.

Warli Art : Most of these paintings are
constructed (Meenu Shrivastava, 2019) around
squares, or “chauks,” which come in two
varieties: lagnachauks and devchauks, the latter
of which contains the goddess “palaghata,” a
symbol of fertility. The walls of the huts, which
were constructed of branches, dirt, and cow
dung, were typically painted with Warli artwork.
Bamboo sticks with the ends chewed were used
as brushes to paint these walls with a white
pigment made of a rice paste and water mixture
with gum to glue it together.

The Gond Community’s Digna Art : The
Gond community, which is dispersed throughout
the Deccan peninsula, is one of the most diverse
communities in South Asia, and the Gondi have
an extraordinary sense of aesthetics. According
to the creation story of the Gond people (Sodhi,
2016), the god Badadev created the earth and
every living thing that lives on it. The interior
and exterior walls of Gond houses are frequently
elegantly decorated with bhittichitra, a
combination of animals, flowers, and leaves,
painted with handcrafted brushes made of neem
or babul twigs, and a rag.

They display their creativity through the
gudna, or tattoos, which are drawings of the sun,
moon, and other natural elements on various
body regions. These tattoos are thought to follow
the wearer into the afterlife and beyond. The
Gond ladies also have a unique sense of style
when it comes to clothing; historically, they
don’t wear blouses, and their saris are draped
differently. Additionally, they typically wear
different kinds of hamshi, or necklaces.

The Potraj-Worship Tribe & Self-

Flagellation (Kadak Laxmi): The
Maharashtrian nomadic clan of Potraj
worships a goddess known as “Kadak
Lakshmi.” The men dance and swirl to the
beats while flagellating themselves with large,
knotted whips made of jute, leather, or woven
coir. The women mount their deities on a little
platform perched on their heads and play the
dhol. If you’ve ever witnessed one of these
public performances, you certainly
remember the thunderous sound the whips
create as they land on their backs. The whips
often weigh approximately 10 kilogrammes
each. The Potraj community is nomadic,
moving from city to city, and its members
frequently live on the meagre wages they
receive and the severe conditions they
encounter while travelling.

This region has a very rich tribal art and
culture.

Orissa

Orissa is primarily a tribally populated
area. Although there are sixty-two tribes living
there, just a dozen or so have a significant
influence due to their size, numerical
dominance, and unique cultural traits. We must
investigate how their art manifested itself in
many contexts, such as religion, social activity,
belief, etc to determine the primitive nature of
their cultural presentations in art. A tribe’s
religious practises are a striking example of how
primitive they are because supernatural awe
prevents them from changing.

There are numerous kinds of tribal
paintings from Odisha that are still in existence,
some of them are included below:

Saura Painting: Drawn upon the beliefs
(Sambhani & Tewari, 2021) of tribal myths and
ritualistic significance, the Saura wall paintings
are also called italons or ikons. Ikons
areprepared by extensive use of symbolic icons,
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which mirror the quotidian responsibilities of
the Sauras.
Painting of Kondh Community: Khonds wall
paintings are called as ‘Manji Gunda'.
Tikangkuda’s considered as a very effortless
painting of Kutia Khond. Kutia Khonds and
Dongria Kondhs are the subgroups among these
community.
Painting of Kissans: These paintings
signifysamlai deity and portray the signs of
agricultural movement. The paintings of tribal
humanity Paudi  Bhuyan  are  known  as
“Jhanjira.” Their attention to detail is especially
keen when it comes to agriculture, which is seen
in many of their works of art.
Painting of Juang: Juang village’s wall murals
feature flowers, animals, and birds. The Santhal
culture does not have any paintings, but instead
uses coloured mud to clean the walls and
veranda of their homes.

Odisha’s tribal arts and textiles can
assist tribal livelihoods and have economic
worth. Their tribal & folk art is exhibited in
numerous ways of decorations which include
tobacco boxes, combs, jewellery, musical tools,
woodcarvings, head band, etc.
Assam

The people of Assam have a diverse
ethnic mix of Aryan, Indo-Iranian, Indo-
Burmese, and Mongolian descent. Most of the
tribes (Geetashree Bori & Rupjyoti M. Neog,
2017) of Assam’s steep terrain are descended
from Mongolians. All these ethnicities are
represented in the rich and unique fabric of
Assamese culture, which has developed during
a protracted assimilation process.
The Dimasa Tribe: The males carry a Sgaopha
or a Phagri, which is significant to them as a
badge of pride, in their name. While the grooms
may also wear a white Sgaopha with red thread,
it is often green or yellow in hue. They both

Risha and Gainthao carry a small, variable-
length silencer called rigdo. However, women’s
clothing is beautiful. They dress in Rigu, an item
of clothing that is longer than Mekela and made
of a more common material. Bathormai, which
resembles a single-design version of a rigu and
is worn in the summer, is comparable to rigu.
Young ladies wear rijamphain, which is a white
garment. Although their clothing is delicate, they
handle themselves elegantly.

The Bodo Tribe: The men of this tribe (Nirada
Baro, 2016) often cover their lower bodies with
gamosa and their upper bodies with regular
shirts and wear unique footwear named as
"Khorom,” which is constructed by wood. The
women also dress themselves very distinct.
They wear Dokhna, a garment very similar to a
dress that runs all the way from the breast to the
ankles, it is designed to ensure that just one body
wrap is possible before it is secured around the
waist. This Dokhna is constructed with Agor and
a variety of vibrant hues. Without an Agor, a
Dhokna is referred to as Salamatha which is a
wedding gown. The natives have honed the
technique of creating beautiful, exquisite
clothing made from Eri fibres.

The Missing Tribe : Gonru Ugon dhotis are
worn by the men of the specific tribe. They wear
a garment like a shirt on their upper torso that is
called Mibu Galuk. They also have the
extremely important Gamosa Dumer. The
women’s fashion, on the other hand, is not
particular. They dress themselves in “Yakan
Age-Gasa,” a black Mekhela Chador.

The Rabha Tribe: The members of this tribe
diligently adhere to their customs, and they dress
in a very distinctive way. The guys often choose
a long Gamosa and a white dhoti. The Koum
Kontong, (Geetashree Bori & Rupjyoti M.
Neog, 2017) a skirt-like cloth with stunning
tribal designs that is wonderfully crafted, is worn
by the women. They use a kambang to covers
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the top torso. The belt or Kamarb and that goes
with this ensemble is made from lovely Labok
shells and pearls, and it looks chic on the wearer.

The North east is a mysterious region
with untold stories, distinctive styles, and
unknown customs. It is also a place of wonder
and enchantment. The exquisite stitching and
designs on the cloth each have a unique narrative
to tell, which can only be learned by exploring
this magnificent realm of fantasy.

3. Studies related to Amalgamation and
fusion of tribal art in Textiles:

Ekta Sharma (E. Sharma et al., 2014)
attempted to introduce the fusion designs of two
folk paintings i.e., ‘Madhubani’ and ‘Warli’.
New fusion designs have developed by
integrating designs from the plethora of
collections of “Madhubani” and “Warli”
paintings. She had tried to disclose to the public
the undiscovered treasures, the light of day by
presenting the new avenues to transform them
to Design.

The researchers (Gupta & Gangwar,
2016) used traditional motifs of Madhubani
painting and attempted to apply them through
hand painting on textile articles like cushion
cover, folders and table covers. For applying on
borders and centre designs of various articles,
the motifs were modified, and 36 design sample
were created. These initiatives may inspire
people to pick up and improve their regional
crafts.

The researchers (Negi, 2017)
considered an increasing concern for textile
waste build-up on earth and recognized the tribal
folk painting “Aipan” as a source of rich designs
for textile surface enrichment, so they planned
their study to develop green fashion products
(bags in this case) using discarded textile
materials and their surface enrichment with
aipan motif through appliqué technique.

This study (Saxena, 2017) throws light
on endeavours of government agencies/
institutions to bring back Gond paintings to life
and lift the conditions of the artisans associated
with this art. Through this study she wants to
disclose a training program run by the National
Institute of Fashion Technology, Bhopal that
focus on training the women of Dindori district
to preserve the tribal artforms in its original form
and expand their artefact collections. New
products like shirt, kurta, scarf, dupatta, top,
tunic, stole, shrug have been presented for
todays educated customer. Making these ladies
financially independent was another goal of this.

The researchers (Bora, 2017) selected
screen-printing method to apply gond painting
motifs/designs on apparel as an effort to revive
this age-old art. According to their study
“apparel is one thing which people usually
change very fast use by using various motifs
designing can be done on apparel in order keep
alive motifs of gond painting and also enhance
the income of artisans”. For use on clothing, they
blended Gond painting motifs with screen
printing. The produced items (stole and kurtis)
are an effort to revitalise Indian tribal arts
through modernization and technological
development.

The researcher (Shwetha, 2017)
undertook this study to revive Rogan painting
through their application on reversible jackets.
Her primary intention was to create a reversible
jacket for women between the ages of 25 and
35 by replicating Rogan paintings using fabric
liners on denim. The reversible jacket was
manufactured, according to their market study
report, is widely embraced by the market.
Approximately 95% of respondents valued the
effort and approved for restoring the Rogan art
on reversible jackets made of waterproof and
denim fabric.

The researcher (Negi, 2017) intended
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to use tie and dye technique with Aipan motifs
for product development. While choosing
motifs, care was taken to ensure that the tie-dye
technique wouldn’t damage the original pattern
or design. Utilising computer-aided design
(Coral Draw software), textile items were
created. From the ten chosen motifs, two designs
or motifs were merged to create a design
combination. Five designs—a bed sheet, a
cushion cover, a bolster cover, a stole, and a
bag—were created as a result. Again, through
the design of textile products, Aipan tribal art
was being preserved in this study.

The researchers (Saikrishnan, 2018)
took inspiration from paintings like saura,
patachithra, gond and mural painting. They used
block, screen, and hand painting to insert motifs
in specific places on woven and knitted clothing.
Products such as kurtas, stoles, t-shirt swag bags,
purses, pillow covers, and wrap-around skirts
were created. According to their findings,
the customer demand was leaning more towards
the fusion of ethnic and modern style apparel.
The niche market segment of fashion product
development and the garment retail industry
would have a good and bigger opportunity for
new inventive folk-art products.

The researcher (Singh, 2018) started
with a concept to bring necessary alterations in
Kalamkari prints to adapt it with for the present-
day generation, market conditions and keeping
it in tune with the current trends. The initial
approach was not changed. It was discovered
that the prices of the currently available
kalamkari products were prohibitive for youths,
designs were created specifically for youths
while keeping prices low. To achieve this, she
only used two or three colours, as adding more
colours and requiring more detailing increases
the cost of the finished products. This will help
open new opportunities for our art form by
educating them about the magnificence of our
extensive cultural past.

The researchers (Shrivastava, 2019)
found out the possibility of bringing about
adaptation in religious art of Mandala painting.
They modified mandala painting motifs for
printing and discovered that they could be used
on clothing, home goods, and other textile
products. There are various other printing
methods that can be employed. The investigation
concluded that using mandalas from traditional
folk art for application on textile surfaces is
feasible.

(Tiwari, 2020) raises concerns that the
newer generation of the families involved in
Pichwai paintings don’t want to continue their
family profession because they do not receive
proper remuneration for such labour-intensive
job. This study presents the different initiatives
taken by well-known designers like Anita
Dongre, Prashant, and Neeta Lulla to
incorporate these artworks into the creation of
jewellery, clothing, and other fashion
accessories. Anita Dongre’s bridal dress
collection, which features floral patterns from
Pichwai Paintings, was also highlighted in the
renowned Vogue Magazine.

The researchers (Babel, 2020) prepared
cushion designs inspired from Rajasthan Sanjhi
painting motifs. Researchers claim that “Sanjhi
is traditional art used during the pirtapaksh at
the doorsteps for the worship of the ancestors”
Art silk was chosen as the base material for the
design and development of the domestic item.
By applying the coral draw software, patterns
were created taking Sanjhi themes as inspiration.

4. Conclusion :

India is distinguished by its incredibly
rich legacy of tribal arts and culture. Tribal art
has played a crucial role in preserving the
cultural her itage of various indigenous
communities in India, while also contributing
significantly to the country’s economy. But
because of modernization, the perceptions,
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thoughts, eating habits, daily lifestyles, clothing,
holidays, rules and rituals, eco-friendly, nature-
related culture, etc of the tribal people are
degrading. In the long run, there is a risk that
tribal customs and distinctiveness would be lost
as modernization enters tribal lifestyle.

Considering the current position in the
domestic and international art markets, further
promotion of these artforms in new avatar is
mandatory. The new avatar can be achieved by
amalgamation of tribal art with different
traditional textiles without losing its original
flavour. As this paper has presented various
works done in this direction, we need to promote
this techniqueto create a new plethora of design
that can revolutionizes the design community.
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çLrkouk&

çkphu dky ls gh yksdèkkjk ih<+h&nj&ih<+h
ge rd ig¡qprh pyh vk jgh gSA blesa yksd lkfgR;]
yksdlaLdf̀r] jhfr&fjokt] yksd ekU;rk,¡] yksd euksjatu]
yksd èkaèks] yksd uR̀;] yksd ukVî] fp=dyk] ewfrZdyk]
,oa vU; yksd dyk,¡ çeq[k gSaA bl ys[k esa gekjk çeq[k
mís'; yksd dyk dk vè;;u vkSj la'ys"k.k djuk gSA
yksd dyk dk tUe ekuoh; xfrfofèk;ksa ds çfr leiZ.k
ljyrk vkSj dykRed xq.koÙkk ls gqvk gSA og dyk tks
leku ijEijk okyh laaL—fr ds yksxksa ds lewg dh
Hkkoukvksa dks vfHkO;ä djrh gks vkSj fojklr esa feyh
gks] yksd dyk dgykrh gSA bldh ljyrk vkSj lgtrk
gh bldh fof'k"V fo'ks"krk,¡ gSaA iatkc dh yksd dyk
fujUrj cnyrh ;k ifjofrZr gksrh jgrh gS] ijUrq fQj
Hkh ;g lnSo laosnu'khy] ljy ,oa ekuoh; xq.kksa ls
ifjiw.kZ jgh gSA iatkc dh yksd dyk dh Hkh ;gh
fo'ks"krk gS] ftlesa ç;qä lkexzh }kjk vius gh ifjos'k
dh f'k{kk çkIr djuk gSA tc Hkh yksd dyk esa ,slh
ljy oLrqvksa dk mi;ksx fd;k tkrk gS rks ;g iatkc

iatkc dh çfl) yksd dyk ^Qqydkjh^

M‚- dey thr flag·

lkjkka'k

dyk ekuoh; vUr%dj.k esa vO;ä fopkj dks çLrqr djus dk çèkku lkèku jgh gSA 'kCn
çLQqVu ls iwoZ Hkh euq"; dykvksa ds ekè;e ls viuh vfHkO;fä djrk FkkA iatkc vkjEHk ls gh lkfgR;]
laL—fr] laLdkj ,oa dykvksa ds fy, fo'ofoJqr jgk gSA iatkc dh yksdçfl) yksd laL—r dh yksd dyk
^Qqydkjh^ vf}rh; dyk jgh gSA ;g dyk vkt ds le; esa thfodksiktZu esa Hkh cM+h Hkwfedk j[krh gSA
Qqydkjh dyk dh viuh fo'ks"krk,¡ gS ftlds dkj.k bldh igpku gksrh gSA Qqydkjh dyk esa eq[; :i
ls uDdk'kh vkSj d<kbZ dh tkrh gSA blesa èkkxksa dk mi;ksx dj pednkj uDdk'kh dh tkrh gS tks Qwyksa]
ifÙk;ksa vkSj vU; T;kferh; vk—fr;ksa dks cukrh gSA Qqydkjh esa Qwyksa dk fMtkbu egRoiw.kZ gksrk gSA
Qwyksa dh vk—fr] jax] vkSj çfr"Bk ds ekè;e ls bl dyk dks [kwclwjr cuk;k tkrk gSA ;g ^Qqydkjh*
dyk dks iatkch [kkfl;r nsrk gSA Qqydkjh dyk viuh ijaijkxr fMtkbuksa ds fy, e'kgwj gSA blesa
iatkch laL—fr vkSj yksd rÙo fn[kkbZ nsrs gSaA ;g fMtkbu Qqydkjh dyk dks vU; dykvksa ls vyx vkSj
igpkus tkus okyh cukrk gSA Qqydkjh dyk dks xgu :i esa ;gk¡ çdkf'kr djus dk ç;kl fd;k x;k
gSA

eq[; 'kCn& iatkc] yksd] dyk] laLd̀fr] Qqydkjh] uDdk'kh

'kks/k izfof/k& bl 'kks/k&i= ds fy, f}rh;d ek/;eksa ls lgk;rk yh xbZ gS A

· lgk;d çksQslj] n;ky flag d‚yst ¼fnYyh fo'ofo|ky;½] yksèkh jksM] ubZ fnYyh

dh yksd dyk dh xkSjo'kkyh mRd"̀Vrk dks n'kkZus dk
dk;Z djrk gSA

Qqydkjh dyk

iatkch yksd dyk dk {ks= cgqr fo'kky gSA
yksd dyk ds {ks= esa feêh] ydM+h] ewfrZ;k¡] jaxhu dkxt
ds Qwy vkfn vkerkSj ij ns[ks tk ldrs gSaA blesa
nhokj ij dh xbZ fp=dkjh] lksus ds vkHkw"k.k vkSj feêh
ds vkHkw"k.kksa ij dh xbZ uDdk'kh ;k ehukdkjh vius
vki esa cgr dqN dgrh gSA iatkc esa yksd dyk ?kjksa
dk cgqr gh [kwclwjr Ükàxkj gSA euq"; tUe ls gh viuh
lqanjrk ds fy, mRlqd jgrk gS vkSj yksd dyk mldh
blh pkgr dks iwjk djus esa egÙoiw.kZ Hkwfedk fuHkkrh gSA
;g yksd dyk cgqr gh lgtrk ls pyrh gSA ekuo
thou ds gj Ükàxkj esa yksd dyk ?kjksa esa mi;ksx esa vkus
okyh oLrqvksa esa viuk [kqn LFkku ikrh gSA mnkgj.k ds
fy,] Qqydkjh] dkyhu] xyhps vkSj insZ] ydM+h dh
oLrqvksa esa dyk—fr ;k uDdk'kh] xguksa ds fofHkUu
fMtkbu] feêh ds crZuksa esa jax vkSj Qwyksa ds iSVZu]
nhokjksa ij csy&cwVs vkSj nsoh&nsorkvksa ds fp= vkfn]
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ekuo thou esa larq"V ,oa pkj pk¡n yxkrs gSaA yksd
dyk ds vUrxZr jkstejkZ dh t:jrksa dks iwjk djus ds
fy, tks Hkh phtsa cukbZ xbZa] og dyk,¡ vkSj vfèkd
ifj"—r gksrh xbZ vkSj ;s yksd dyk,¡ dbZ :iksa vkSj
'kSfy;ksa esa Qyus&Qwyus yxhaA iatkc dh yksd dyk dh
i"̀BHkwfe ij utj Mkysa rks blds dbZ vo'ks"k gM+Iik vkSj
jksiM+ dh [kqnkbZ esa ns[ks tk ldrs gSaA buesa ?kj dh
ltkoV ds fy, feêh ds crZuksa vkSj f[kykSuksa vkfn dk
mi;ksx ns[kk tk ldrk gSA ;g vn~Hkqr yksd dyk feêh
dh cukoV dyk ds lkFk ekuo eu dh Hkkoukvksa dks
O;ä djrh gSA iatkc esa ewfrZdyk ds vUrxZr xkaèkkj
'kSyh cgqr gh yksdfç; gSA bl yksd 'kSyh dks ckS)
dky esa ;wukuh vkSj bZjkuh 'kSfy;ksa ds çHkko ls ifj"—r
fd;k x;kA bl 'kSyh ds vUrxZr ewfrZ;ksa ds fMtkbu
vkSj vaxksa dh uDd'kh dks cgr lqanj :i fn;k tkrk
gSA bl 'kSyh dh dqN dyk—fr;k¡ ykgkSj vkSj is'kkoj
ds laxzgky;ksa esa ekStwn gSaA

iatkc dh dyk esa efgykvksa dh fo'ks"k #fp
vkHkw"k.kksa vkSj d<+kbZ okys diMksa esa jgh gSA ;g dyk
muds xguksa esa pkj pkan yxkus dk dke djrh jgh gSA
bl yksd dyk ds vUrxZr 'kjhj ds vaxksa dh lqUnjrk ds
fy, vkHkw"k.kksa dh ,d cgqr gh lqUnj tekr ekStwn gSA
gkyk¡fd ;g yksd dyk vius vki esa cgr yksdfç;
vkSj le)̀ gS] ysfdu lQj Hkh blesa vDlj cnyko vkSj
lqèkkj dh xqatkb'k cuh jgrh gSA Hkkjr esa eqlyekuksa ds
vkxeu ds igys] bu vkHkw"k.kksa ij paæek] lw;Z vkSj
nsorkvksa dh Nki ns[kh tkrh FkhA ysfdu pwafd eqlyeku
bl rjg ds pyu ds fojksèkh Fks] blfy, bu vkHkw"k.kksa
ij csy vkSj Qwyksa us txg ys yhA bl çdkj iatkc dh
yksd dyk ij Hkh ckgj ds çHkkoksa dk vlj iM+kA
gkykWfd] iatkc dh ;s yksd dyk,¡ fdlh fo'ks"k oxZ ;k
èkeZ dh dyk ugha gSa] cfYd ;g ogk¡ jgus okys yksxksa
vkSj muds }kjk viukbZ xbZ thou 'kSyh dh gh vfHkO;ä
gSaA

tc ge yksd dyk 'kCn dk fo'ys"k.k djrs gSa
rks ;g Folk + Art ds :i esa gekjs lkeus vkrk gSA
Li"V gS fd Folk dk vFkZ gS yksd vkSj Art dk vFkZ gS
dykA Hkkjrh; ijEijk esa dyk dks Hkh bcknr ekuk x;k
gSA yksd dyk,¡ yksd laL—fr esa bl çdkj xw¡Fkh gqbZ gSa

fd mUgsa vyx&vyx ns[kuk cgr dfBu dk;Z gSA ;g
yksd dyk,¡ thou dks [kwclwjrh ls thus dk ekxZ n'kZu
nsrs gSaA mnkgj.k ds fy,] ?kjsyw lkeku] nhokjsa] vkHkw"k.k]
diM+s] crZu vkfnA yksd dyk dks ifjHkkf"kr djrs g,
MkW- lksfgUnj flag csnh viuh iqLrd esa fy[krs gSa%&

Þyksd dyk] thou dh t:jrksa ls iSnk gksus ds
dkj.k] yksxksa ds thou vkSj laL—fr ds vuq:i gSA
bldk vkd"kZ.k vkSj LoHkko tkfr dh dykRed #fp;ksa
dk çfrfcac gSA yksd dyk] xk¡o ds yksxksa dh varjre
bPNkvksa] Hkkoukvksa vkSj vuqHkoksa dh LokHkkfod vfHkO;ä
gS vkSj blesa lfn;ksa ls pyh vk jgh dyk&#fp;k¡
lgt Hkko ls iuirh jgh gSaAß1

itkc dh yksd dykvksa esa ls ,d pfpZr ,oa
çfl) yksd dyk ^Qqydkjh^ gSA ^Qqydkjh^ dks iatkc
dh efgykvksa us cgqr gh çQqfYyr fd;k gSA ;g vius
vki esa ,d cgr gh [kwclwjr vkSj vkdf"kZr djus okyh
dyk gSA Qqydkjh yksd dyk esa eksg vkSj viusiu ds
Hkko lkQ rkSj ij ns[kus dks feyrs gSA Qqydkjh dks
csfV;ksa dh 'kknh esa fo'ks"k :i ls cM+s gh pko ls fn;k
tkrk gSA Qqydkjh ij çdk'k Mkyrs g, M‚- thr flag
tks'kh viuh iqLrd esa fy[krs gSa&

ÞQqydkjh* 'kCn Qwy vkSj dkjh ls cuk gSA
ftldk vFkZ gS Qwyksa dk dlkc ;kuh Qwy yxkuk]
d<kbZ ;k Qwyksa dh rjg ltkuk A d<kbZ fd, g,
diM+ksa ds fy, ^Qqydkjh* 'kCn :<+ gks x;k gSAß2

^Qqydkjh^ ds vFkZ] fodkl vkSj blds ,sfrgkfld
egÙo ds ckjs esa tkudkjh nsrs g, M‚- thr flag tks'kh
viuh iqLrd esa fy[krs gSa&

ÞQqydkjh dh dyk ds fodkl dks ,sfrgkfld
–f"V ls ns[kus okys fo}kuksa dk dguk gS fd d'ehj esa
jgus okys bZjkuh eqlyeku bl dyk dks vius lkFk
yk, FksA bZjkuh yksx bls ^xqydkjh^ dgrs FksA bZjkuh esa
^xqydkjh^ dk ogh vFkZ gS tks iatkch esa Qqydkjh dk
gSAß3

iatkc dh yksd dykvksa esa d<+kbZ] cqukbZ vkSj
NikbZ tSlh le)̀ dyk,¡ cgr çfl) gSaA blesa iatkc
dh fL=;k¡ vius gquj ds tfj, viuh [kwclwjr dyk dk
çn'kZu djrh gSaA ;g Qqydkjh gh gS ftls gekjh yksd
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dyk dh çk.kok;q dgk tk ldrk gSA Qqydkjh [kíj ds
Åij js'ke ds lqugjs ihys èkkxksa ls cukbZ tkrh gSA oSls
Hkh ;g Qqydkjh ls Hkko Qwyksa dh d<+kbZ djuk gh gSA
Qqydkjh esa jaxksa dk p;u vkSj fMtkbu rFkk mldh
lajpuk cgqr gh ifj"—r vkSj HkO;rk ds lkFk dh tkrh
gSA tSlk fd igys crk;k x;k gS] blds fy, [kíj ds
diMs+ vkSj eghu js'keh èkkxs dk mi;ksx fd;k tkrk gSA
;g d<+kbZ diMs+ ds ihNs dh rjQ dh tkrh gSA Qqydkjh
esa csy&cwVs] ikSèks vkSj Qwyksa dh d<+kbZ djus ls ;g
Qqydkjh vius vki esa Qwyksa dh rjg egdus yxrh gSA
Qqydkjh ds dqN çdkj ds :i esa pksi] 'kqHkj] lry
i=k] uhyd] ?kwaxM+ ckx vkSj Nikl vkfn dks ns[kk tk
ldrk gSA Qqydkjh yksd dyk iatkc esa cgqr gh
fodflr gqbZ gS vkSj blus dkQh yksdfç;rk Hkh gkfly
dh gSA Qqydkjh ds fy, [kíj dk diMk <kbZ xt yEck
vkSj Ms<+ xt pkSM+k gksrk gS ysfdu bls t:jr ds
fglkc ls c<k;k ;k ?kVk;k tk ldrk gSA bldh
[kwclwjr d<+kbZ dbZ ckj diM+s ls Hkh T;knk [kwclwjr
yxrh gSA

Qqydkjh yksd dyk dk fu[kkj dbZ :iksa vkSj
'kSfy;ksa esa gksrk vk;k gSA bu :iksa esa ckx] pksi vkSj
'kqHkj vkfn çeq[k gSaA ckx ds vUrxZr diM+s ij Qqydkjh
fudkydj diM+s dh lrg ij dksbZ txg NksMs+ fcuk
d<+kbZ dh tkrh gSA blesa vfèkdka'k çk—frd :ikaduksa
tSls Qwy vkSj ikSèks dh d<+kbZ dh tkrh gSA pksi ds
vUrxZr dsoy iYys ds Åij gh d<kbZ dh tkrh gSA
ogha] 'kqHkj ds vUrxZr diM+s ds Åij txg NksM+dj
d<kbZ djus dk Hkh pyu gSA fookg ds volj ij tc
^ukudh NDd^ nh tkrh gS rks 'kxqu ds rgr blesa 'kqHkj
vkSj pksi dh Qqydkfj;k¡ nh tkrh gSaA

Qqydkjh yksd dyk iatkc dh ufn;ksa dh
[kq'cw vkSj iatkfc;ksa ds vehj LoHkko dks fpf=r djrh
gSA Qqydkjh vius vki esa ,d mR—"V laL—fr vkSj –
';ksa dk çfrfufèkRo djrh gSA Qqydkjh dh d<kbZ djrs
le; efgyk,¡ vkerkSj ij ,d lkFk cSBrh gSa vkSj blds
lkFk dksbZ&u&dksbZ xhr Hkh NsM+ ysrh gSaA blds lkFk
gh] mudh Hkkouk,¡ Hkh bl dyk esa mdsjh pyh tkrh gSaA
,slh fLFkfr dk fp=.k djrs g, M‚- lksfgUnj flag csnh
viuh iqLrd esa fy[krs gSa& Þiatkcuks us vius [kkyh

le; dks dqckZu dj bl dyk dks cM+s tquwu vkSj pko
ds lkFk iksf"kr fd;k gSA Qqydkjh muds fy, èkeZ&lkèkuk
jgh gSA ;g 'kq) vkSj lPph yksd dyk gS] ftlds
,d&,d èkkxs esa mUgksaus viuh Hkkoukvksa dks fijks;k gS
vkSj çse dks jpk gSA Qqydkjh dh d<+kbZ djus esa yacs
èkS;Z vkSj gqc dh t:jr gksrh gS] rHkh ranksa esa tku
èkM+drh gSAß4

iatkc dh yksd dyk ds vUrxZr esa Qqydkjh
ds lkFk&lkFk :eky ij Hkh ,slh d<+kbZ dh tkrh gSA
bl dyk dk lcls vPNk çek.k Msjk ckck ukud esa
ekStwn gS] tgka xq# ukud nso dh cgu cscs ukudh }kjk
gkFk ls d<+kbZ fd;k gqvk ,d :eky ekStwn gSA

iatkc dh yksd dyk ds vUrxZr bl çdkj
dh dyk dh çLrqfr ds ekè;e ls lEiw.kZ yksxksa dh
Hkkoukvksa vkSj le)̀ lksp dh vfHkO;ä vklkuh ls ns[kh
tk ldrh gSA bl ekè;e }kjk muds jgu&lgu]
jhfr&fjoktksa] ekU;rkvksa vkfn ds ckjs esa Hkh tkudkjh
feyrh gSA d<+kbZ 'kq: djrs le; lxqu ds xhr Hkh xk,
tkrs gSaA iatkch yksdxhrksa esa Hkh dbZ txg Qqydkjh dk
ftØ ns[kus dks feyrk gSA yksd dykvksa ds ;s mR—"V
uewus thou esa vkuan vkSj [kqf'kgkyh ykrs gSaA Qqydkjh
ij mdsjh xbZ bu yrkvksa ;k vU; fofHkUu ltkoVksa dks
ns[kdj ogka ds yksxksa ds vkilh eèkqj lEcU/kksa dh [kq'kcw
eglwl dh tk ldrh gSA ;g [kq'kcw vkSj lqUnjrk vius
vki esa ,d fo'ks"k vFkZ j[krh gSA iatkc dh yksd dyk
dk viuk ,d fo'ks"k egÙo gSA ;g tgka iatkch pfj=
dks çLrqr djrk gS] ogha ;g iatkch lqgkfu;ksa dh
Hkkoukvksa dks Hkh O;ä djrk gSA iatkc dh yksd dyk
dh fo'ks"krkvksa ds ckjs esa ckr djus ij gesa iatkc dh
yksd dyk ds le)̀ xkSjo ds ckjs esa Hkh irk pyrk gSA
;s yksd dyk,¡ ih<+h&nj&ih<+h thfor jgrh gSaA mUgha
jkgksa ij pyrs g, ;s ge rd igqaprh gSaA yksd dykvksa
esa ç;ksx esa ykbZ tkus okyh lkexzh iatkch lkekftd
laL—fr ds çlaxksa dh is'kdkjh djrh gS ysfdu vktdy
vkèkqfudrk ds vkxeu ds lkFk bu yksd dykvksa ds
pyu esa dqN deh vkbZ gSA

dqy feykdj ;g dgk tk ldrk gS fd çkphu
dky ls gh euq"; dyk dks viuh ekufld larqf"V ds
fy, ,d egÙoiw.kZ lkèku ds :i esa mi;ksx djrk jgk
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gSA ;g dyk euq"; ds fy, cgr vkd"kZd gksrh gSA
blds ekè;e ls euq"; dks vR;fèkd vkuUn Hkh feyrk
gSA bu yksd dykvksa ls euq"; dh çkphu ijEijkvksa]
,sfrgkfld ifjfLFkfr;ksa] euksof̀Ùk;ksa vkSj çof̀Ùk;ksa ds ckjs
esa tkudkjh çkIr gksrh gSA gkykWfd yksd dyk&ijEijk
ij T;knk eaFku ugha gvk gS] ysfdu fQj Hkh ;s yksd
dyk,¡ vius vki esa egku] lqUnj] vn~Hkqr vkSj le)̀ gSaA

fu"d"kZ %

var esa fu"d"kZ :i esa dgk tk ldrk gS fd
iatkch yksd dyk esa Qqydkjh dk viuk ,d egRoiw.kZ
LFkku gSA Qqydkjh ,d ijaijkxr iatkch d<+kbZ dyk gS
ftlesa js'keh èkkxs dk mi;ksx djds Hkjh tkrh gSA ;g
,d uDdk'kh ;k d<+kbZ okyh dyk gksrh gSA Qqydkjh
dyk dk egRo iatkch lkaL—frd fojklr esa egÙoiw.kZ
gSA blds ekè;e ls iatkch efgyk,¡ vius vkidks ltkoVh
vkSj ijaijkxr :i esa O;ä djrh gSaA ;g muds le)̀
fookg lekjksgksa] R;ksgkjksa vkSj vU; lkekftd vkSj lkaL—
frd voljksa ij Hkh cgqr egRoiw.kZ gSA Qqydkjh dyk
dh fo'ks"krk ;g gS fd blesa eq[; :i ls Qwyksa vkfn dh
d<+kbZ dk dke fd;k tkrk gSA blds vykok] Qqydkjh
dyk iatkch lkaL—frd fojklr dk fgLlk ekuh tkrh
gS vkSj ;g iatkch laxhr] xhr] vkSj uR̀; ds lkFk ,d
esy cukrh gSA ;g iatkch dyk vkSj laL—fr dh xfjek
vkSj fofoèkrk dks n'kkZus esa enn djrh gSA Qqydkjh
dyk u dsoy iatkch laxBuksa vkSj 'kkSfd;ksa esa yksdfç;
gS] cfYd ;g Hkkjr vkSj fons'kksa esa Hkh efgykvksa ds chp
,d çeq[k QS'ku VsaªM cu x;k gSA blds ekè;e ls
iatkch laxBuksa vkSj dyk&çsfe;ksa dks lEekfur fd;k
tkrk gS vkSj iatkch lkaL—frd fojklr dks fo'o Lrj

ij çnf'kZr fd;k tkrk gSA bl çdkj] Qqydkjh dyk
iatkch lkaL—frd fojklr dk egÙoiw.kZ fgLlk gS tks
iatkch efgykvksa dh igpku vkSj le)̀rk dks n'kkZrh
gSA vkt thfodk ds {ks= esa bl dyk dk oSf'od cktkj
miyC/k gS rFkk jkstxkj ds vFkkg volj bl dyk esa
çkIr gSA
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Cascading Whispers: Unveiling the Mellifluous Metaphor of the Slumbering River in
When the River Sleeps - A Serendipitous Ecological Sojourn amidst Nature’s Embrace.

Kanseng Shyam*

Abstract

Within the vast realm of literary expression, rivers have perpetually entwined
themselves as omnipresent motifs, seamlessly interwoven into the intricate tapestry of human
civilization. From the epic sagas penned by the illustrious Homer, where the ethereal currents
of the Styx River reverberate, to the hauntingly enigmatic prose crafted by Joseph Conrad,
wherein the profoundity of the Congo River is illuminated, these aqueous conduits have
ascended to the status of potent protagonists, bearing the weight of human narratives
upon their aqueous sinews. With masterful finesse, Easterine Kire adroitly navigates the
beguiling waters of the riverine metaphor in her literary magnum opus, entitled When the
River Sleeps, ushering forth an enthralling narrative that encapsulates the existential quest
of a solitary hunter, relentlessly in pursuit of his ethereal riverine reverie. Imbued with an
eloquent lyricality, Kire’s narrative unfolds amidst the resplendent landscapes of the Naga
Hills, where the harmonious convergence of awe-inspiring aesthetics and enigmatic riddles
seamlessly interlace with the intricate tapestry of Naga culture. Anchoring the tale, Vilie,
an Angami Naga hunter, plunges headlong into the wilderness, fervently embracing it as
his enigmatic paramour. Entranced by the whispered legends of the somnolent river, Vilie
embarks upon an arduous odyssey, ceaselessly traversing perilous terrain in pursuit of the
fabled heart stone—a mystic relic shrouded in the river’s abysmal depths. On this
treacherous voyage, Vilie confronts an unyielding phalanx of natural and metaphysical
tribulations, mirroring the tortuous trajectory of the very river he fervently seeks. Converging
the sinuous trajectories of Vilie’s sacrificial devotion with the ceaseless efflux of the riverine
currents, ‘When the River Sleeps’ delves into the realms of selflessness, preservation, and
the ethereal continuum of existence. Even in the throes of mortality, Vilie’s spirit transcends
the confines of corporeal limits, analogous to the relentless, unyielding current that navigates
beyond its physical boundaries. This research endeavor endeavors to unravel the intricate
semiotic significance ingrained within the riverine metaphor prevalent in Kire’s literary
masterpiece, meticulously disentangling the interplay between Vilie’s treacherous
pilgrimage, the metaphorical embodiment of the riverine entity, and the profound
implications of sacrificial praxis. By plumb the unfathomable depths of Kire’s resplendent
prose, this scholastic inquiry illuminates the profound allure of rivers as metaphorical
conduits within the vast expanse of literary expression, affording insight into the symbiotic
interplay between mankind and the omnipotent forces of the natural world.

Keywords: River, Naga Hills, pilgrimage, culture, voyage, tapestry etc.

Research Methodology : The selected research methodology integrates the principles of ecocriticism,
amplifying our understanding of the profound significance of nature and the river as portrayed in Easterine
Kire’s When the River Sleeps. Ecocriticism, a critical lens rooted in environmental concerns, invites us to
examine the intricate relationship between humans and the natural world. By employing ecocritical analysis,
we delve deeper into the text, exploring how the Naga community’s cohabitation with nature shapes their
cultural practices, folklore, and customs. This approach illuminates the underlying ecological themes within
the narrative, fostering a profound appreciation for the intrinsic value of nature and the river in shaping the
lives of the characters and their broader cultural milieu.
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Introduction

Nature stands as an indispensable
cornerstone upon which the very essence of
culture flourishes. The symbiotic relationship
between a culture and the natural world is
paramount for its sustenance and survival. Such
a profound interdependence is exemplified by
the Naga community residing in the majestic
Naga Hills, who have shared an intimate
coexistence with nature since time immemorial.
Uniquely, the river assumes a role of paramount
importance, serving as their lifeblood unlike any
other society across the globe. It intertwines
itself intricately within their folklore, folksongs,
superstitions, and customs, forming the nucleus
of their existence. In the literary masterpiece
titled When the River Sleeps ,  crafted by
Easterine Kire, a visionary Naga poet and
novelist, the author deftly weaves the strands
of folklore with stark reality. Within the
narrative, the protagonist Vilie embarks on a
resolute quest to obtain a heart stone, which
triggers a cascade of self-realizations and
profound understandings. Initially, Vilie’s sole
purpose was to amass this coveted gem, yet in
the course of his arduous journey, he unravels
the profound significance embedded within the
heart stone. It is through his encounters with
Kani, Ate, and Zote that Vilie’s perception of
good and evil undergoes a profound
transformation. As a result, Vilie’s pilgrimage
to the slumbering river culminates in his
transcendence into an enlightened being. The
essence of this discourse endeavors to unravel
the profound significance of nature and the river
as portrayed in Easterine Kire’s When the River
Sleeps.

Study Area

This study delves into the profound
significance of nature and the river as depicted
in Easterine Kire’s novel, When the River Sleeps,
through an ecocritical lens. By employing a

multi-method approach encompassing
qualitative and quantitative research
methodologies, as well as a case study analysis,
this research aims to uncover the intricate layers
of understanding surrounding the Naga
community’s cohabitation with the natural
world. The study seeks to explore the cultural
practices, folklore, folksongs, superstitions, and
customs of the Naga community, and how these
intertwine with their relationship with nature and
the river. Through an ecocritical perspective, this
research aims to highlight the ecological themes
within the narrative and foster a deeper
appreciation for the intrinsic value of nature in
shaping the lives and culture of the Naga
community.

Discussion

Within the depths of Vilie’s
subconscious, reminiscent of the meandering
passage of a  majestic river, a profound
transformation unfolded. In the captivating
opening chapter entitled ‘Walking Dreams,’
Easterine Kire masterfully weaves a vivid
tapestry of imagery and symbolism, as Vilie’s
nocturnal reverie unravels an extraordinary
revelation (Kire 13). Immersed in the realm of
slumber, Vilie found himself enmeshed in a vivid
vision, where the dormant river stirred to life,
mirroring his relentless quest for the elusive
heart stone. However, the dream swiftly
metamorphosed into a perilous ordeal as Vilie’s
feet approached the river’s shore. In a crescendo
of dramatic tension, the once calm waters surged
and swelled, surpassing his waist, their forceful
undercurrents ensnaring his legs and dragging
him relentlessly into the watery depths. Vilie’s
struggles against the relentless torrent proved
feeble, as the irresistible might of the rushing
currents overwhelmed him. In the heart-
pounding struggle for survival, Vilie’s valiant
attempts to breach the surface were thwarted,
and a sense of suffocation gripped him. The
burning ache in his lungs intensified, while his
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mouth, yearning for precious air, became an
unwilling receptacle for the very essence that
engulfed him. The symphony of his muted
screams faded into insignificance against the
deafening roar of the river itself, drowning his
pleas in its formidable presence. Yet, in the face
of imminent darkness, Vilie’s indomitable spirit
refused to yield entirely to the consuming
depths. Summoning a surge of unwavering
determination, Vilie’s limbs thrashed with ever-
increasing desperation against the relentless
currents, defying fate with a relentless defiance.
In a primal instinctual cry, emanating from the
core of his being, Vilie’s guttural utterance
resonated with the essence of his existence. And
as if guided by a fortuitous hand, his outstretched
palm collided with the solid edge of the riverbed,
jolting him awake from the depths of the dream
realm. In that crystalline moment of realization,
the ephemeral nature of his nocturnal reverie
was unveiled. Within the fabric of Easterine
Kire’s exquisite prose, Vilie’s surreal encounter
with the slumbering river transcends the
boundaries of the dream realm, leaving an
indelible imprint upon his consciousness. It is
within these ethereal landscapes, where the line
between reality and imagination blurs, that
profound truths and enigmatic mysteries lie in
wait, beckoning the intrepid seeker to unravel
their secrets. In this mesmerizing narrative, Kire
intertwines elements of dreamscape and reality,
allowing Vilie’s journey to serve as a
metaphorical exploration of self-discovery and
enlightenment. Through the transformative
power of the river, Vilie’s experience becomes
a poignant allegory for the human quest for
understanding and the revelation of deeper
truths. The dream sequence encapsulates the
inherent complexities of the human experience,
reminding us that reality and perception often
intertwine, illuminating profound insights and
revelations. It invites readers to reflect on the
enigmatic nature of dreams, their capacity to

shape our perceptions, and the potential for self-
realization that lies within these ethereal realms.
By skillfully blending the realms of dreams and
reality, Easterine Kire captivates readers,
inviting them to embark on their  own
introspective journeys. Through Vilie’s
encounter with the sleeping river, readers are
prompted to contemplate the transformative
power of personal experiences, the interplay
between conscious and subconscious realms,
and the profound revelations that can emerge
from the depths of our own being (Kire 13).
Vilie’s perception unveils the slumbering river’s
profound stillness, transforming the stones in
its depths into potent charms. The audacious act
of extracting a stone from this ethereal realm
grants immeasurable blessings—cattle,
companionship, warlike prowess, or hunting
success. Thus, the river becomes a wellspring
of untold power for Vilie. Spending a significant
portion of his life amidst the forest, Vilie
assumes the revered role of guardian, bestowed
upon him by his clan—the protector of the gwi.
Even the Forest Department recognizes his
innate connection to the wilderness, appointing
him as the official custodian of the elusive
tragopan. In return, Vilie receives modest
provisions and a stipend. Bound by a solemn
vow of celibacy, Vilie once succumbed to love’s
embrace when he encountered Mechuseno, a
tender-hearted maiden. Their affection
blossomed amidst flower-plucking and tree-
climbing, until nature’s inscrutable elements tore
them apart. Tragically, Mechuseno’s fatal
encounter with a mysterious figure while
gathering herbs led to her untimely demise. Her
family, inconsolable, laid her to rest outside the
village, weeping over her humble grave while
endeavoring to find solace in their toil (Kire 16).
Vilie considers the forest his devoted spouse,
feeling the weight of unfaithfulness at the
thought of leaving its embrace. He muses on
the solitude that often character izes
relationships, comparing it to marriage. In a
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Nepali settlement, woodcutters exploit the
forest’s resources, while poachers and hunters
pose a threat to wildlife. Vilie entrusts Krishna
with safeguarding the tragopans and reporting
any signs of harm to the Forest Department as
he embarks on his quest for the slumbering river.
(Kire 19) The perils of human-wildlife conflict
come vividly to life in When the River Sleeps.
During their slumber, Vilie, Krishna, and his
family are jolted awake by a chilling, drawn-
out yowl piercing through the night. The
ominous voice draws closer to their shelter,
prompting Krishna to exclaim “Jackals!” in an
attempt to scare them away. With gun in hand,
Vilie takes aim at the pack’s leader, a formidable
creature undeterred by Krishna’s presence.
Unexpectedly charging, Vilie swiftly fires,
delivering a fatal shot that sends the leader
crashing to the ground. The pack disperses in
frenzy, their yelps echoing as Krishna hurls
stones in pursuit (Kire 27). In When the River
Sleeps, the neglect of employee safety is
highlighted through Krishna, a woodcutter
lacking basic protection. Vilie’s offer to secure
a weapon for Krishna is declined due to their
forest-dwelling tradition. The Angami Naga
tribe’s respect for wildlife is evident as Vilie
avoids using guns to kill tigers, instead relying
on their sacred connection with the animals.
Vilie’s encounter with a weretiger showcases
his invocation of fellow tiger-spirit individuals,
ultimately leading to the creature’s retreat (Kire
28, 34). Vilie’s encounter with the angry spirit
symbolizes nature’s enigmatic power over
humans. In his dream and reality, he faces the
relentless pursuit and torment of the spirit.
Despite efforts to resist, Vilie remains paralyzed
and powerless, silenced by the weight on his
chest and the inability to escape (Kire 85). The
sleeping river held a deeper significance for
Vilie beyond being a source of a heart stone. It
represented the opportunity to attain spiritual
knowledge. Vilie’s desire to find the river

stemmed from his longing to capture its essence
while it slumbered, to obtain a river-heart-stone,
and to gain the profound wisdom that the
sleeping river could impart. This quest held
personal importance for Vilie, as well as a sense
of responsibility towards Kani, driving him to
seek the river with even greater determination
(Kire 97).

Result and Conclusion

The research findings underscore the
multifaceted nature of the sleeping river
metaphor in When the River Sleeps. It signifies
the quest for spiritual enlightenment, exposes
human vulnerability, and underscores the crucial
role of storytelling and oral traditions in
preserving cultural and ecological wisdom. The
metaphor serves as a poignant reminder of the
intricate connection between humanity and the
natural world, urging us to prioritize
conservation and deepen our understanding of
our environment. The novel When the River
Sleeps by Easterine Kire offers profound
insights into the human condition and its
relationship with nature. The metaphor of the
sleeping river serves as a powerful symbol for
self-exploration, spiritual enlightenment, and the
ever-changing nature of life. The novel calls for
a deeper appreciation of the natural world and
the urgent need to protect it for future
generations. Through the portrayal of the river’s
significance in nurturing both physical and
spiritual aspects of human life, Easterine Kire
encourages readers to reflect on the
interconnectedness of all living beings and the
importance of living in harmony with nature.
The novel’s timeless message underscores the
value of ecological knowledge and cultural
heritage, reminding us of the beauty and
vulnerability of the natural world. In the grand
tapestry of When the River Sleeps, the metaphor
of the slumbering river emerges as a captivating
prism through which the novel delves into the
intricate depths of human existence. Like a
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shimmering gem, the metaphor reveals not only
the serene allure of nature’s embrace, but also
unveils the delicate vulnerability of rivers and
the urgent call for their conservation. This paper,
like a diligent explorer, has traversed the myriad
dimensions of life, society, culture, tradition, and
civilization, drawing inspiration from the gentle
lull of the sleeping river and the timeless wisdom
it imparts. The ardent journey undertaken by the
protagonist, Vilie, mirrors the meandering flow
of the river itself, echoing the quest for self-
discovery, purpose, and enlightenment that
courses through the currents of existence. The
enigmatic beauty of the river, intertwined with
Vilie’s dreams and encounters, serves as a
testament to the intrinsic connection between
humanity and the natural world. Through the
veil of the river’s metaphor, Easterine Kire
imparts a profound realization of the imperative
role of storytelling and oral traditions, guardians
of ecological knowledge and custodians of
cultural heritage. The river, in its eternal ebb
and flow, not only symbolizes the passage of
life but also challenges our perception of
progress and development. It offers a gentle
reminder of the intricate interplay between
humankind and the natural realm, urging us to
reevaluate our relationship with the
environment. With each ripple and bend, the
river beckons us to ponder the true essence of
progress, guiding us towards a deeper
understanding of our place in the tapestry of
nature. In the cadence of the river’s song, we
find solace and inspiration, as Vilie discovered
in his quest for meaning and knowledge. The
river’s whisperings resonate through time,
nurturing the livelihoods, culture, and traditions
of our shared human civilization. Its ethereal
presence serves as a gentle reminder of the
profound interconnectedness between nature
and our collective journey. In the symphony of
conclusion, we stand in awe of the river’s
metaphorical prowess, awash with gratitude for

the wisdom it imparts. We cherish the invaluable
role of rivers as fountains of inspiration,
conduits of creativity, and catalysts for spiritual
awakening. The river’s ceaseless embrace of
life’s currents illuminates our responsibility to
protect and honor the sanctity of our natural
world. As we bid farewell to the mesmerizing
pages of When the River Sleeps, we carry with
us the indelible image of the slumbering river,
etched deep within our hearts. May its enduring
presence remind us to tread lightly upon the
Earth, for in the gentle embrace of rivers, we
discover the true essence of our shared humanity
and the sanctity of all life.
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Þdqri dh O;qRifÙk vfHkuo xqIr us bl izdkj
dh gSA dq jax rifr mTToy;fr bfr ¼uk- 'kk- 4] 28] 2½
dq dk vFkZ gS jax ¼jaxeap] vfHku;] ukVd½ dq ¼jax½ dks
tks pedk nsrk gS og ^dqri* gSAß1

dqri ,d fof'k"V 'kCn gSA izk;% yksxksa dh ;g
èkkj.kk gS fd Hkkjrh; laxhr esa vkWdsZLVªk ;k ok| oàn
ugha jgk gSA ^dqri* 'kCn bl èkkj.kk dk fujkdj.k dj
nsrk gSA Hkkjr esa vkdsZLVªk 'kCn dk :ikUrj oÙnoknu
vFkok ok|&oÙn ds :i esa fd;k x;k gSA oànxku ;k
oknu dh ijEijk Hkjr eqfu ds dky ls O;kIr gSA
mldk foLrr̀ o.kZu dqri ds vUrxZr ukV~;'kkL= esa
miyCèk gSA

Hkjr eqfu us dqri dh O;k[;k vius ukV~;'kkL=
esa ukV~; ds vUrxZr ukV~; ls iwoZ esa dh gSA ukV~; izkjaHk
gksus ls igys izs{kd vkSj jfld lekt dh ukV~; ds
izLrqfr ds :i esa iwoZ jax dh fofèk crk;k gSA ukV~;'kkL=
ds vè;k; 33 ds vuqlkj dqri vkWdsZLVªk dks lanfHkZr
djrk gSA iwoZ jax esa dqri dk egRoiw.kZ LFkku gSA blesa
ukV~; ls iwoZ eaxy èofu fdlh vou) ok| ls ctrk
gSA mlds ckn rr~ ;k lqf"kj ok| ls fQj xk;u rFkk
vUr esa uÙ̀k dk iz;ksx gksrk gSA mlds ckn ukVd dh
Hkwfedk izLrqr dj jaxHkwfe dk iwtu gksrk gSA mlds ckn
ik=ksa dk ifjp; vkSj fQj ukVd vkjEHk gksrk gSA
laHkor% oÙn&oknu dk LorU= iz;ksx u gksdj ukVdksa

· vflLVsaV izksQslj] laxhr xk;u] laxhr ,oa eap dyk ladk;] dk'kh fgUnw fo'ofo|ky;] okjk.klh

Hkkjrh; o`Un&oknu@dqri dk ,sfrgkfld fodkl Øe

MkW- eèkqferk HkÍkpk;Z·

lkjka'k

Hkkjrh; laxhr esa òUnoknu dh ijEijk izkphu dky ls pyh vk jgh gSA ;g ,d izkphu 'kCn
gSA òUn&oknu dk rkRi;Z gS] lkewfgd oknuA bldk ,sfrgkfld voyksdu djsa rks Kkr gksrk gS fd vkt
ds òUn&oknu ds led{k Hkjr ds ̂ ukV~;'kkL=* esa ̂ dqri* 'kCn dk iz;ksx gqvk gSA vkt laxhr esa bl 'kCn
dk iz;ksx ugha gS blds vU; 'kCn gS òanxku] òUnoknu] lkewfgd xk;u ;k oknuA lewg esa xkus ;k ctkus
dks ^dqri* dgrs gSaA vaxzth esa bls Chorus ¼òanxku½] Orchestra ¼òUn&oknu½ dgrs gSaA ^dqri* dk
iz;ksx eafnjksa esa vFkok ukVdksa esa gksrk FkkA ^dqri* ,d egRoiw.kZ 'kCn gSA

dqath 'kCn % òUnoknu] ok| òUn] vkWdsZLVªkA

izfof/k % bl 'kks/k&i= esa f}rh;d ek/;eksa ls lkexzh ladfyr dh xbZ gS A

rd lhfer jg x;kA dqri oknu ds fy;s dqN fuf'pr
fu;e gksrs FksA Þlaxhr jRukdj esa oÙn dk y{k.k
xk;d&oknd la?kkr ¼lewg½ dgk x;k gSA oÙn ds rhu
Hk sn dgs gS a& mÙke] eè;e vkSj dfu"BA bues a
xk;d&okndksa dh la[;k Øe'k% ?kVrh tkrh gSA2

mÙke oÙn esa pkj eq[; xk;d] vkB lexk;d]
¼lkFk xk;u djus okys½] ckjg xk;uh ¼xkf;dk½( pkj
okaf'kd ¼ck¡lqjh oknd½ vkSj pkj eǹax oknd dgs x;s
gSaA ;gk¡ iq:"kdaB vkSj L=hdaB dk Lora= lfUuos'k vkSj
iz;ksx ds Lojka'k ds lkFk oa'kh dk iz;ksx fd;k tkrk jgk
gSA

eè;e oÙn esa mÙke dh vis{kk iz;ksDrkvksa dh
la[;k vkèkh ekuh xbZ vFkkZr~ nks eq[; xk;d] pkj
lexk;d] N% xkf;dk] nks okaf'kd vkSj eknZf³~xd gSaA

dfu"B òUn esa ,d eq[; xk;d] rhu lexk;d]
pkj xkf;dk] nks okaf'kdk vkSj nks eknZfyd ¼enZy oknd½
dgs x;s gSaA ;s xk;dks ds oÙn gSaA blh izdkj] xkf;dkvksa
ds oÙn Hkh dgs x;s gSaA muds mÙke oÙn esa nks eq[;
xkf;dk] nl lexkf;dk] nks okaf'kd vkSj nks eknZfyd
dgs x;s gSaA eè;e oÙn esa ,d eq[; xkf;dk] pkj
lexkf;dk] ,d okaf'kd vkSj ,d eknZf³~xd gSA le
xkf;dkvksa dh la[;k vkSj Hkh de gksrh gS] og dfu"B
oÙn gksxkA
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ÞmÙke oÙn esa tks la[;k dgh xbZ gS] mlls Hkh
iz;ksDrkvksa dh la[;k ;fn vfèkd gks rks ml oÙn dks
^dksykgy* uke fn;k x;k gSAß3

oÙn ds Ng xq.k bl izdkj dgs x;s gSa&

Þeq[;kuqof̀ÙkfeZyua rkyyhukuqorZue~A

feFkL=fVrfuokZgflzLFkkuO;kfIr'kfärkAA210AA

'kCnlkn'̀;feR;srs izksäk oÙnL; "kM~xq.kk%Aß

¼^laxhr jRukdj*] rr̀h;% izdh.kZdkè;k;%½

vFkkZr~ eq[; ¼xk;d ;k xkf;dk½ dh vuqof̀Ùk
;kuh vuqlj.k] feyu vFkkZr~ Loj] in] rky esa lc dqN
,d lkFk ;k ,d&lk iz;ksx djuk] rky] y; dk
vuqlj.k] =qfV;ksa dks fuHkk ysuk] rhuksa LFkkuksa esa O;kfIr
dh daB dh 'kfDr vkSj lcds daB Loj dk ln'̀k gksuk]
;s Ng xq.k oÙn ds gSaA4 Li"V gksrk gS fd xk;d ,oa
oknd ds lewg dks ^oÙn* dgk x;k gSA

vkpk;Z Hkjr eqfu ds ̂ ukV~;'kkL=* esa oÙnoknu
dk Lora= iz;ksx u gksdj mls ukVdksa rd gh lhfer
j[k x;k FkkA dqri oknu dk izkjaHk laLdkj lfgr gksrk
FkkA izR;sd ok| ds oknd fdl Øe ls cSBsaxs] fdl ok|
ds oknu ls izkjaHk gksxk vkfn fuf'pr gksrk FkkA blesa
xk;d Hkh gksrs Fks fdUrq oknd dk LFkku egRoiw.kZ gksrk
FkkA Hkjr eqfu us ukV~; ls lacafèkr rhu lewg dgs gSa
ftudh ^dqri* laKk gSA egf"kZ Hkjr }kjk ukV~; dks
izHkko'kkyh cukus ds fy;s dqri ds ;FkkLFkku iz;ksx dks
fo'ks"k egRo iznku fd;k tkrk FkkA egf"kZ Hkjr us oÙn
fo'ks"k dks dqri laKk nh gSA dqri 'kCn ds nks :i gSaA
1- dq $ ri vFkkZr~ jaxHkwfe dks nhIr djus okykA 2- dqr
$ iku 'kCn j{k.k djus okyk oÙn dqri dgykrk gSA

^dqri* rr~] vou) rFkk ukV~; bu rhu foHkkxksa
esa oxhZdr̀ Fkk&

iz;ksxL=foèkks â;soka foKs; ukV~;kJe%A

ÙkrÜpSooun}Üp rFkk ukV~;dr̀ks·ij%AA

rr iz;ksx dk vFkZ gS ukVd dh dFkk ls
vle~c) rrok|ksa dk ekuo daB ds lkFk Lora= iz;ksx A
blh izdkj vou) iz;ksx gSA rr~ vkSj vou) ok|ksa dk
vfHku; iks"kd vkSj ukVd ds ik= ds vuqdwy iz;ksx
ukV~; dr̀ izèkku dgk tkrk gSA5

1- rr dqri& rrs dqri foU;klks xk;u% lifjxzg%A

    osofLFkdks oSf.kd'pa oa'kokn LrFkSo pAA6

^rr dqri* foU;kl esa xk;d vius lg;ksfx;ksa
lfgr oSiftpad] oSf.kd rFkk okaf'kd gksrs gSA 18 izdkj
dh oh.kkvksa ds lkFk 'ka[k] ikf.kd] iko] dkgy] eqgjh rFkk
Jàxh ok|ksa ds lkFk oknd viuh iRuh lfgr lgk;d
xk;dksa ls ;qDr izèkku xk;d rFkk rkyèkkfj;ksa ls ;qDr
crk;k gSA xk;d&oÙn izèkku xk;d dks lgk;rk nsrk
gS] mlh izdkj eÙkdksfdyk oknd rFkk okaf'kd oSf.kd
dks lgk;rk nsrk gSA

2- vou) dqri &

ÞeknZfxad ik.kfod LFkrk nknZfjdks·ij%A

vou)foèkkos"k dqri% leqnkgr%AA7

eǹax oknd] i.ko oknd rFkk nnZj oknd ds
lkFk vou) dqri gksrk gSA i.ko  gqMqDd ds vkèkkj dk
ra=h;qDr ok| gksrk gS rFkk egk?kV ds vkdkj dk nnZj
ok| gksrk gSA >ka>] eathjk bR;kfn ok|ksa dks Hkh vou)
dqri ds vUrxZr lekfgr fd;k x;k gSA izLrqfr esa eǹax
oknd Js"B rFkk vU; mldh lgk;rk ds fy;s gksrs gSaA
i.ko] nnZj] Hkf.M gDdk] iVg] MDdqyh] <Ddk] djVk]
?kMl] <ol] Me:] gqMqDdk] dqMqok] fuok.k] f=oyh] Hksjh]
rqEcdh] cksEcMh iÍ] dkWL;] ?k.Vk vkfn ok| gksrs FksA

3- ukV~; dqri & ukV~; dqri fofHkUu ns'kh; vfHku;
rFkk uR̀; dyk ls fl)gLr if.Mrksa ls ;qDr gS&

ÞmÙkekèkeeè;kfHkLrFkk izdf̀rfHk;qr%A

dqriks ukV~;;ksxs rq ukukns'kleqnHko%AAß8

mÙke] eè;e vkSj vèke dksfV ds ik=ksa ls ;qDr
fofHkUu ns'kksa esa mRiUu dqri ukV~; esa iz;qDr gksrk gSA
fofHkUu ns'kksa esa izpfyr lEiznk; ds Lrj Hksn ls ukV~; dqri
ds mÙke] eè;e o vèke rhu Hksn gq, tks viuh&viuh
dksfV ds lEiznk; ls nhf{kr gq,A ukV~; dqri esa xk;d
o oknd oÙn ds lkFk fof'k"V uV&ufV;ksa dks ;FkkLFkku
cSBk;k tkrk FkkA bu rhuks a dk lfEefyr o`Un
Þvkykr&pØß vFkkZr~ pUnzkdkj :i ls lfUufo"V fd;k
FkkA

Hkjr dky esa ok| oÙn dk LFkku jaxHkwfe ij
usiF; ds nks }kjksa ds chp fuèkkZfjr dj buds izs{kdksa ds
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lEeq[k FkkA Hkjr eqfu dh dqri jpuk ls ;g Hkh Li"V
gksrk gS fd rr okndksa esa foiaph oknd rFkk fp=k oh.kk
oknd nksuksa dk Lora= LFkku FkkA blls ;g Hkh fofnr
gksrk gS fd ml le; ok|&oknu dh dyk i;kZIr
mUur voLFkk esa FkhA

dqri dk vk;kstu bl izdkj gksrk Fkk& nks
jax}kj gksrs Fks ,oa buds nks Hkkx gksrs Fks& igyk jax'kh"kZ
rFkk nwljk jaxihBA nksuksa jax}kjksa ds chp dqri cSBrs
FksA laHkor% bldh Nfo bl izdkj Fkh&

jax}kj          jax}kj

dqri

jax'kh"kZ

jaxihB

Hkjr us dqri ds nks iz;kstu crk;sa gSa&

1-  xkUèkoZ& izkphu le; esa ukV~; vkjEHk gksus ds iwoZ
jaxHkwfe&iwtu gksrk Fkk rFkk blds ckn n'kZdksa dks
laxhr lquk;s tkrs Fks ftls ̂ iwoZjax* dgrs gSaA iwoZjax dh
vge~ Hkwfedk gS dqri ds iz;kstu dks fl) djus ds
fy;sA

2-  xku& èkzqok xku ds }kjk ukVd ds chp esa xku gksrk
FkkA

dqri ds izkjaHk esa lcls igys eaxyèofu vou)
ok|ksa ls dh tkrh Fkh] fQj vU; ok|ksa dk oknu gksrk A
rr~i'pkr~ uR̀; vkjaHk gksrk Fkk vkSj vUr esa eq[; ik=ksa
dk ifjp; djokus ds ckn ukVd izkjaHk gksrk FkkA

ck.kHkÍ us ̂ g"kZpfjr* esa 'ka[k] oh.kk] <ksy vkfn
ds lfEefyr oknu dh ppkZ dh gSA9 vkbuk&,&vdcjh
esa vcqy Q+t+y us dqri dks ^ukScr* dh laKk nh gS
ftlesa nekek] uDdkjk] <ksy] dukZ] lwukZ] uQhjh] lhax
rFkk >ka> bu ok|&;U=ksa dk oknu djus dh izFkk
FkhA10 ^eqjlyh vkSj ojnkLr nks èkqusa oÙn }kjk izLrqr
gksrh FkhaA blzukrh] fljkth] dyUnjh] fuxkj drj ;k
uq[kqn drj bu èkquksa ds oknu yEch vofèk ds gksrs FksAß11

ikf.kuh&dky ds ok|ksa dh ̂rw;Z* lewg dh laKk
Fkh rFkk blesa Hkkx ysus okyksa dks ̂ rw;k±x* dgk tkrk FkkA

vkWdsZLVªk 'kCn dk iz;ksx l=goha 'krkCnh esa
izkjaHk gqvk Fkk vkSj vBkjgoha 'krkCnh esa ;g lUrqfyr
lewg ok|&oÙn ds :i esa ekU; gks pqdk FkkA Hkkjrh;
laxhr jkx&izèkku gSA Þlu~ 1952 esa tc vkWy bafM;k
jsfM;ks us ok|&oÙn dh LFkkiuk dhA bl fn'kk esa igyh
ckj ;g iz;Ru izkjaHk gqvkA bl ok|&oÙn esa 28 laxhrK
FksAß12

fu"d"kZ %

Li"V gS fd Hkkjr esa oÙn&oknu dh ijEijk
izkphu gSA orZeku esa oÙn&oknu ds i;kZ; ds :i esa
^vkdsZLVªk* 'kCn dk iz;ksx gksus yxk gSA oÙn&oknu ds
iz;ksx ls xhr esa jatdrk vk tkrh gSA dqri ,sls iz;ksx
dk lwpd Fkk tks ukV~; ijEijk dks egRoiw.kZ cukrk
FkkA orZeku esa Hkh oÙn&oknu ;k vkdsZLVªk dk fof'k"V
LFkku gSA

lUnHkZ lwph %

1- flag] Bkdqj t;nso] Hkkjrh; laxhr dk bfrgkl] laxhr fjlpZ
,dsMseh dydÙkk] fo'ofo|ky; izdk'ku pkSd] okjk.klh]
i-̀&304

2- Bkdqj] ia- vksadkjukFk] laxhrkatfy Hkkx&3] ia- vksadkjukFk
Bkdqj ,LVsV eqEcbZ] 1979] i-̀&42

3- r=So] i-̀&43

4- r=So

5- 'kqDyk] MkW- eèkqjkuh] dqri oàn rFkk vkdsZLVªk Hkkjrh; laxhr
ds ifjizs{; esa ¼vkys[k½] i-̀&18]  A

6- r=So

7- r=So

8- r=So

9- r=So] i-̀&19

10- r=So

11- r=So

12- xxZ] Jh y{eh ukjk;.k] Hkkjrh; laxhr vkSj oàn oknu] laxhr
dk;kZy;] gkFkjl] 1978] i-̀&177
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Lora=rk iwoZ dky ds laxhr dh fLFkfr

laxhr dh lkekU; :i ls fof’k"V :i dh vksj
vkus dh ;k=k cgqr yEch vkSj jkspd gSA gekjs ns’k dh
fo’ks"krk jgh gS fd fof’k"V dh vksj vkrs&vkrs geus
tM+ksa dks ugha NksM+kA QyLo:i vrhr orZeku esa fey
x;k vkSj orZeku Hkfo"; esaA ;g lkaxhfrd fujUrjrk
gekjs Hkkjrh; laxhr dh igpku gSA

izkphu laxhr ijEijk ds vfUre xzUFkdkj
'kkjaxnso ekus tkrs gSaA izkphu laxhr ls rkRi;Z gS&
xzke] ewPNZukfn iz.kkyh ls lEcfUèkr laxhrA ^^laxhr
jRukdj** ,d ,slk fo}Rrkiw.kZ fo’kky xzUFk gS tks izkphu
laxhr iz.kkyh ds vkèkkj xzUFk ds :i esa lHkh nf{k.kh ,oa
mRrjh laxhr i)fr ds fo}kuksa }kjk ekU; gSaA bl xzUFk
dh jpuk ds ckn dk dky eè;;qx dgykrk gSA eè;;qx
ds Hkkjrh; laxhr us cgqr lkjs mrkj&p<+ko ns[ksA bl
dky esa eqfLye 'kklu& lRrk dh lcls vfèkd vofèk
jgh] vr,o eqfLye njckjksa esa laxhr [kwc iqf"ir gqvk]
vusd l+ktksa] jkxksa vkSj xk;u 'kSfy;ksa dk fodkl gqvk]
Hkkjrh; lkaxhfrd 'kCnksa ij mnwZ&Qkjlh vkSj bZjkuh
Hkk"kkvksa dk Hkh izHkko iM+kA1

^^laxhr jRukdj** xzUFk ds ckn ds le; ls
izkphu xzke] ewPNZuk vkfn iz.kkyh fofPNUu gksus yxh
FkhA yxHkx 100 o"kksZa rd fdlh cM+s xzUFk dh jpuk u

Lora=rk iwoZ dky esa laxhr dh fLFkfr

MkW0 vkdka{kh·

lkjka'k

tc ls Hkkjr ij eqxy 'kklu izkjEHk gqvk] fgUnw laxhrKksa dh la[;k njckjksa esa de gks x;h FkhA
;|fi vdcj dks eqx+y ckn’kkgksa esa lcls vfèkd laxhr izseh vkSj fo}ku ekuk tkrk gS] fQj Hkh mlds
njckj ds 36 laxhrKksa esa ls ek= rhu gh fgUnw laxhrK FksA 'ks"k lHkh eqlyeku FksA laxhr 'kkL= ds
vkèkkj xzUFk ukV~;’kkL=] c̀gn~ns’kh] laxhr jRukdj lHkh laL—r Hkk"kk esa fy[ks x;s gSaA pwafd eqlyekuksa dks
u laL—r i<+us dh vko’;drk ,oa bPNk Fkh vkSj u fg fgUnw if.Mr mUgsa EysPN le>dj fdlh Hkh 'krZ
ij i<+kus dks rS;kj FksA ifj.kkeLo:i Hkkr[k.Ms dky rd vkrs&vkrs laxhr ds y{; vkSj y{k.k esa Hkkjh
vUrj nf̀"Vxkspj gksus yxk FkkA

eq[; 'kCn % jkx&y{k.k] jkfx.kh] oh.kk] vou)] èkzqin] f’k{kkA

izfof/k % bl 'kks/k&i= dks rS;kj djus ds fy, f}rh;d ek/;eksa ls lgk;rk yh xbZ gS A

· lgk;d vè;kid ¼xk;u½] eap dyk foHkkx] egkRek xkaèkh dk’kh fo|kihB] okjk.klh

gks ldhA blh xzUFk ds i’pkr~ ls gh Hkkjr esa nf{k.kh
vkSj mRrjh laxhr i)fr dk Hksn vkjEHk gqvkA laxhr
ij fo}kuksa us vius&vius <ax ls iquZfopkj djuk vkjEHk
dj fn;kA laHkor% blh dkj.k eè;dkyhu vusd xzUFkdkjksa
us xzUFkksa esa izkIr y{k.kksa ls rRdkyhu y{; dk leUo;
u gksus ds dkj.k mUgksaus uohu y{k.k nsuk vkjEHk dj
fn;kA tc ls Hkkjr ij eqfLye 'kklu izkjEHk gqvk] fgUnw
laxhrKksa dk LFkku njckjksa esa de gks x;k FkkA ;|fi
vdcj eqlyeku ckn’kkvksa esa U;k;fiz; dgk tkrk gS]
ijUrq fQj Hkh mlds njckj ds laxhrKksa esa 36 esa ls ek=
rhu gh fgUnw laxhrK Fks2A 'ks"k lc eqlyeku FksA laxhr
'kkL= ds vkèkkj xzUFk ¼ukV~;’kkL=] cg̀nns’kh] laxhr
jRukdjkfn½ laL—r Hkk"kk esa gSaA eqlyekuksa dks u laL—
r i<+us dh vko’;drk ,oa bPNk Fkh vkSj u gh fgUnw
if.Mr mUgsa EysPN le>dj fdlh Hkh 'krZ ij i<+kus dks
rS;kj FksA bl izdkj Hkkr[k.Ms dky rd vkrs&vkrs
laxhr 'kkL= laiznk; dh rks laHkor% dksbZ dYiuk Hkh
ugha djrk gksxk] D;ksafd fØ;kdq’ky dykdkj vfèkdrj
vf’kf{kr gh FksA bl dkj.k os xzUFkksa esa fn;s x;s y{k.kksa
ls izpfyr y{; dk leUo; ugha dj ldrs FksA blfy;s
y{;&y{k.k leUo; dk dksbZ iz’u gh ugha jg x;k FkkA
laL—rK xzUFkksa dks egRo nsrs Fks] rks laxhrK viuh
dyk dks gh izek.k ekurs Fks vkSj bl izdkj 19oha
'krkCnh ds vUr rd vkrs&vkrs laxhr 'kkL= ,oa fØ;kRed
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laxhr ;s nks èkkjk;sa ,d&nwljs ls fufyZIr gksdj cgus
yxha] ftlls y{;&y{k.k esa cgqr vUrj vk x;kA

vkxs pydj] vaxzsth lkezkT;okn us vc rd
vius&vius {ks=h; vkSj lrgh LokFkksZa esa tdM+s vfèkdka’k
jktkvksa&uokcksa dks ,d&,d dj viuh tdM+ esa ys
fy;k FkkA ftlls dykdkjksa] laxhrdkjksa dks izksRlkgu
vkSj vkJ; nsus okys yxHkx lHkh jktkvksa] uokcksa dh
gSfl;r ,d isa’kuHkksxh O;fDr dh gksdj jg x;h Fkh
ftlls mudk viuk gh [kpZ eqf’dy ls pyrk Fkk fQj
laxhrdkjksa ij yqVkus ds fy;s èku dgk¡ ls vkrk3A

eqfLye dky rFkk fczfV’k lkezkT; esa gh
xkus&ctkus okys ,d fof’k"V lEiznk; dk vkfoHkkZo gqvk]
ftUgsa ge rok;Q ds uke ls tkurs gSaA ;s rok;Qsa
mPpdksfV dh dykdkj Hkh gqvk djrh Fkha rFkk laxhr
gh budh vkthfodk dk lkèku FkkA Bqejh&nknjk tSlh
vksNh le>h tkus okyh xk;u&'kSfy;ksa dks bu xkf;dkvksa
us ftl Å¡ps eqdke ij igq¡pk;k gS] og muds vVwV
fj;+kt] leiZ.k&Hkko vkSj iq[rk rkyhe dh fu’kkuh is’k
djrh gSA buesa HkkjrsUnq dky dh gqLukckbZ cM+h izfl)
FkhaA VIik&xk;u dh og fo’ks"kK ekuh tkrh FkhaA HkkjrsUnq
us muls ̂ ^xhr&xksfoUn** ds in Lojc) djk;s FksA buds
dbZ xzkeksQksu fjdkWMZ cusA budk igyk xzkeksQksu fjdkZMZ
lu~ 1890 bZ0 esa cuk Fkk4A blh Øe esa ml tekus esa
laxhr dh nqfu;k esa lokZfèkd yksdfiz; gksus ds dkj.k
,p-,e-oh- dEiuh us lcls igyk xkus dk fjdkWMZ tkudh
ckbZ dk cuk;k Fkk5A blls ;g Hkh fl) gks tkrk gS fd
bl dky esa izk;ksfxd laxhr dks lajf{kr rFkk laxzghr
j[kus dh i)fr ¼xzkeksQksu fjdkWMZ½ dk Hkh fodkl gks pqdk
FkkA gkyk¡fd bl dkykofèk ds vfèkdrj fjdkWMZ bu xkus
okfy;ksa ds gh feyrs gSa] fdUgha vU; laxhrKksa ds ughaA

bu rok;Qks a ds dksBk s a ij mi’kkL=h;
xk;u&'kSyh Bqejh] nknjk vkfn dk iw.kZ:i ls fodkl
rks gqvk ijUrq ;g xk;u&'kSyh lH; lekt ls nwj jgh
rFkk 'kkL=h; xk;dksa esa bUgsa gs; nf̀"V ls ns[kk tkus
yxkA bl le; lH; lekt esa 'kkL=h; laxhr ds
vfrfjDr ukV~;] Hktu] yksdxhr rFkk izkarh; Hkk"kk ds
xhrksa dk gh izpyu FkkA

KkrO; gS fd pan fxus&pqus yksxksa dh eqV~Bh esa
dSn 'kkL=h; laxhr ds vkt+knh dh yM+kbZ Bhd ml

le; yM+h tk jgh Fkh] tc Hkkjrh; Lokèkhurk dh
yM+kbZ vius pje ij FkhA xkSjryc gS fd vej xhr
^oans ekrje~* ds vej xk;d ia0 fo".kq fnxEcj iyqLdj
us vaxzsth lRrk dks pqukSrh nsrs gq, lekt ds dqN èkuh
vkSj laHkzkUr yksxksa ds vkfFkZd lg;ksx ls laxhr fo|ky;ksa
dh LFkkiuk vkSj iqLrdksa dk izdk’ku dj laxhr dks
lekt esa izfrf"Br djus dk iz;kl fd;k] rks nwljh vksj
fo".kq ukjk;.k Hkkr[k.Ms us jktkvksa] uokcksa] rkYyqdsnkjksa
,oa vaxzst vfèkdkfj;ksa dh enn ls bl dk;Z dks lQy
cukus esa ;ksxnku fn;kA blls ;g Li"V gksrk gS fd
ftl le; iwjs ns’k esa jktuhfrd mFky&iqFky eph Fkh
ml le; Hkh Hkkjrh; laxhr dh f=os.kh eaFkj xfr ls
fodkl dh fn’kk esa cg jgh Fkh6A

mFky&iqFky dh bl ?kM+h esa gh tu&lkèkkj.k
dks ljdkj us euksjatu dk ,d eèkqj ekè;e jsfM;ks
eqgŞ ;k djk;kA bldk izlkj.k 23 tqykbZ 1927 ls vkjaHk
gqvkA 1936 esa Hkkjr ljdkj dks bldh ftEesnkjh lkSaih
x;h] vkSj rHkh vkdk’kok.kh vkSj vkWy bf.M;k jsfM;ks
tSls uke bls feysA vkdk’kok.kh ds vfLrRo esa vkrs gh
laxhr vkSj larhxKksa ds izfr yksxksa dks lksp cnyus yxhA

mu fnuksa vius ?kj esa jsfM;ks lsV j[kuk laHkzkar
gksus dk ifjpk;d FkkA vr% jsfM;ks ij xkus&ctkus okyksa
ds lEekfur gksus dk lEeku Lor% fey tkrk FkkA7

bl 'kksèk&i= esa eSaus Lora=rk ls yxHkx lkS&Ms<+
o"kZ iwoZ rd laxhr dh D;k fLFkfr jgh] mldks lesVus
dk iz;kl fd;k gSA bl dkykofèk esa laxhr&lacaèkh cgqr
lkjs ifjorZu vk;s ftls vkxs dqN fcUnqvksa esa izLrqr
fd;k x;k gS&

1- y{;&y{k.k esa fofHkUurk gksuk&

bl dky esa laxhr ds fØ;kRed ,oa 'kkL=
i{k nksuksa esa gh vO;oLFkk nf̀"Vxkspj gks jgh FkhA tSlk
fd igys Hkh crk;k x;k gS fd laxhrKksa dks laL—r dk
Kku u gksus ds dkj.k os izkphuksDr y{k.kksa dk rRdkyhu
y{; ls leUo; u dj ik;s vkSj mUgksaus uohu y{k.k
nsuk vkjEHk dj fn;kA bl dkj.k jkxksa] cafn’kksa] ,d
LFkku ¼lIrd½ esa fo—r Lojksa dh la[;k] jkx&oxhZdj.k
i)fr] jkx&y{k.k ls tqM+h 'kCnkoyh] jkxksa ds xk;u&le;
bR;kfn] fcUnqvksa ij ,d okD;rk ugha jg x;h FkhA nwljs
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'kCnksa esa ge dg ldrs gS fd y{;&y{k.k esa leUo;
ugha jg x;k Fkk D;ksafd tks y{; esa xk;k&ctk;k tkrk
Fkk] xzUFkksa esa mldk fooj.k mlls fHkUu izkIr FkkA

2- jkx&oxhZdj.k dh jkx&jkfx.kh i)fr dk gzkl&

;w¡ rks jkx&jkfx.kh oxhZdj.k dks eè;dkyhu
laxhr dh mit ekuk tkrk gS fdUrq vusd fo}kuksa ds
erkuqlkj 'kkjaxnso vFkkZr~ 13oha 'krkCnh ls iwoZ gh jkx
vkSj jkfxf.k;ksa ds oxhZdj.k gks pqds Fks] ftlesa jkx vkSj
jkfxf.k;ksa ds vfrfjDr muds iq=&iq=oèkw,¡ vkfn ds :i
esa jkxksa ds ikfjokfjd oxhZdj.k ds mYys[k feyrs gSaA

MkW0 lqHknzk pkSèkjh ds erkuqlkj] jkxksa ds
ikfjokfjd oxhZdj.k dk lw=ikr ̂ukjn^ ds ̂ ^laxhredjUn**
xzUFk ls ekuk tkrk gS ysfdu bl xzUFk vkSj blds xzUFkdkj
ds lEcUèk esa lafnXèkrk gSA vr,o 12oha 'krh ds 'kq# esa
Jh Hkqou nsokpk;Z }kjk fy[kk x;k ^^vijkftrkiP̀Nk**
uked xzUFk esa 6 jkxksa ,oa izR;sd dh N%&N% Hkk"kkvksa dk
mYys[k feyrk gSA blls ;g izekf.kr gksrk gS fd
jkx&jkfx.kh ds ewy cht ds :i esa ^jkx&jkfx.kh^ dh
ijEijk ̂ ^laxhr jRukdj** ls Hkh izkphu gSA bldk fodkl
D;ksafd eè; dky esa gqvk] blfy;s jkx&jkfx.kh oxhZdj.k
dks eè;dkyhu oxhZdj.k ekuk tkus yxkA8

ysfdu 'kuS%&’kuS% jkx&jkfx.kh ds bl oxhZdj.k
esa nks"k fn[kkbZ nsus yxs] jkx&jkfxf.k;ksa esa u rks Loj
lkE; jgk vkSj u gh Lo:i lkE;A vr% N% jkx vkSj 36
jkfxf.k;ksa ds bl oxhZdj.k dks vekU; dj fn;k x;kA
D;ksafd fdlh Hkh jkx dks iq:"k] L=h] iq= ;k iq=oèkw ds
:i esa ekuus dk dksbZ Bksl vkèkkj ugha fn[kkbZ nsrk gSA

pw¡fd jkxksa ds Hkko:i dks le>us ds fy;s muds
Loj :i dk Li"V gksuk vko’;d gS] fdUrq xzUFkksa esa
jkx&jkfx.kh oxhZd.k ds jkxksa ds Loj :i fcYdqy vLi"V
gSaA ,slh voLFkk esa xzUFkdkjksa }kjk fn;s x;s jkxksa ds #i
esa L=hRo vkSj iq#"kRo dks vuqHko ikuk vlaHko gSA laHkor%
blh dkj.k bl dky rd vkrs&vkrs Hkko:i ds lw{e
vkèkkj ij fufeZr jkx&jkfx.kh i)fr dk gzkl gksus yxkA

3- èkzqin dh yksdfiz;rk dk gzkl vkSj [;ky xk;u
dk izpyu&

eè;;qx esa èkzqin&'kSyh vR;Ur le)̀ jghA eqxy

ckn’kkg vdcj ds laj{k.k esa ;g 'kSyh cgqr gh lqpk:
:i ls iuirh jghA vaxzsth 'kklu ds izkjfEHkd dky esa
Hkh èkzqin dk izpkj&izlkj jgk ijUrq izLrqfr LFky ds
ifjorZu ds lkFk laxhr dh izLrqrhdj.k dh izfØ;k vkSj
Lo:i esa Hkh dkQh ifjorZu vk;sA lkekftd dkj.kksa ls
gh èkzqin dk tks :i eafnj] eBksa esa jgk og jktnjckjksa
esa ugha jg ik;kA èkhjs&èkhjs jktnjckjksa esa èkzqoin dk
LFkku [;ky 'kSyh us ys fy;kA [;ky us fdrus ifjorZu
viuh 'kSyh esa lesVs ;g lc lkekftd fodkl dh
LokHkkfod xfr ls tqM+s gq, gSaA laxhr ds laj{kd gksa ;k
JksrkoxZ lHkh lkekftd ifjorZu ls izHkkfor gSaA dksbZ
Hkh Jksrk oxZ cgqr le; rd ,d gh xk;u&'kSyh ds
mlh :i ls dykRed larks"k ugha izkIr dj ikrk gS]
blfy;s dqN u;s dh [kkst esa dykdkj vkSj Jksrk nksuksa
gh jgrs gSaA ifjorZu vkSj u;kiu thou dk vfHkUu vax
gSA blh Øe esa èkzqoin ds izLrqfr LFky cnyus ls mlds
laj{kd vkSj Jksrk Hkh cnys] QyLo:i èkzqoin ds Lo:i
esa Hkh ifjorZu vk;kA fu;ec)rk èkzqoin dk ewy ea= FkkA

ijUrq lekt esa tc O;fDrxr Lora=rk vkSj
O;fDr dh dYiuk dk egRo c<+rk x;k] rc èkzqoin ds
LFkku ij [;ky 'kSyh dk fodkl gqvkA [;ky izLrqfr esa
dykRed Lora=rk vkSj dYiuk dh Hkwfedk vfèkd
egRoiw.kZ FkhA vr% Jksrkvksa dks Hkh bl xk;u&'kSyh us
vkdf"kZr fd;kA jkt njckj izLrqfr LFky cus] blfy;s
laxhrKksa us viuh dYiuk ls [;ky&'kSyh dks fofoèkrk
iznku dhA

4- izkphu oh.kk ¼#nz oh.kk½ ds LFkku ij flrkj dk
izpyu&

oh.kk ij tks oknu gksrk gS mldks xrdkjh
vax dgrs gSa ftlesa Øe’k% vkyki] tksM+] xr rFkk vUr
esa >kyk ctkdj lekIr djrs FksA ckn’kkg vdcj ds
njckjh laxhrK feJh flag chu ¼oh.kk½ ds loksZPp dykdkj
FksA rkulsu ds èkzqin xk;u ds lkFk ;gh oh.kk ij laxr
fd;k djrs FksA9 blls ;g fl) gksrk gS fd oh.kk ij
èkzqin dk gh oknu fd;k tkrk jgk gSA dkykarj esa
yksd#fp esa ifjorZu gksus ds dkj.k ^^oh.kk^^ dk LFkku
^^flrkj** us ys fy;kA bl izdkj ^^flrkj** dk izpyu
vfèkd gks tkus ds dkj.k 'kuS%&’kuS% oh.kk dk LFkku
xkS.k gksrk x;kA
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5- vou) ok|ksa esa rcys dk egRoiw.kZ LFkku gksuk&

pw¡fd [;ky vkfn xk;u&'kSyh rFkk flrkj
vkfn ok|ksa ds lkFk rcys dh gh laxr dh tkrh gSA
ifj.kkeLo:i èkhjs&èkhjs i[kkot ds LFkku ij rcys dk
LFkku egRoiw.kZ gks x;kA

6- laxhr f’k{kk dh fLFkfr&

fczfV’k jkT; ds le; esa tks lkekftd okrkoj.k
iSnk gqvk mlesa ?kjkuksa ds }kjk laxhr ds fodkl dh
ckr lksph Hkh ugha tk ldrh FkhA dqN dykdkj brus
foo’k gks x;s fd vFkZ izkfIr us fo—r :i ys fy;kA
laxhr dks Hkksx&foykl dh oLrq le>us okys oxZ ij
dbZ dykdkj iw.kZr% vkfJr gks x;sA ;gha ls lekt esa
laxhr dks gs; nf̀"V ls ns[kk tkus yxkA

,sls le; esa laxhr m)kjd vkSj ;qx izorZd
ds :i esa ia0 fo".kq ukjk;.k Hkkr[k.Ms vkSj ia0 fo".kq
fnxEcj iyqLdj us bl pqukSrh dk lkeuk djrs gq, n<̀+
fu’p; fd;k fd laxhr f’k{kk ds ifjofrZr :i }kjk lekt
esa laxhr dh izfr"Bk vkSj lEeku dks iqu% LFkkfir djsaxsA

fØ;k vkSj 'kkL= esa tks [kkbZ iSnk gks x;h Fkh
mldks fo".kq}; us ikVuk cgqr t:jh le>k A ,sls esa
laLFkkxr f’k{kk dks mUgksaus vius mn~ns’; iwfrZ ds fy;s
,d l’kDr lkèku ekudj mlds Lo:i f’k{k.k&fofèk
vkfn lHkh ?kVdksa ij nwjxkeh nf̀"V ls fopkj fd;kA
laxhr ds izpkj&izlkj gsrq laxhr ds ,d i{k dks ljy
cukuk Hkh t:jh jgk vkSj blfy;s nksuksa us vius&vius
<ax ls Lojfyfi dk fuekZ.k fd;k] ftlds }kjk cafn’kksa
dks lqjf{kr Hkh j[k ldsa vkSj f’k{k.k esa Hkh Lojfyfi dks
,d lkèku ds :i esa iz;qDr dj ldasA

mudk ;s mn~ns’; Fkk fd izR;sd izfrHkk’kkyh
ik= dks laxhr f’k{kk dk ykHk feyuk pkfg;s] ;g
vfèkdkj fdlh fo’ks"k tkfr] oxZ ;k ifjokj dk ugha gSA

lu~ 1901 esa ia- iyqLdj esa ykgkSj esa xkaèkoZ
egkfo|ky; uked laxhr f’k{k.k laLFkk dh LFkkiuk dhA

blh Øe esa 1871 esa {ks=eksgu xksLokeh us
dksydkrk esa ,d laxhr fo|ky; dh LFkkiuk dh FkhA

1906 esa cukjl esa HkkjrsUnq gfj’pUnz dh dksBh esa laxhr
uk;d ia0 njxkgh feJ us dk’kh laxhr lekt uked
,d laxhr fo|ky; dh LFkkiuk dh Fkh ftlds os izFke
izkpk;Z Hkh FksA lu~ 1881 esa lkSjhUnz eksgu VSxksj us Hkh
^cax laxhr fo|ky;^ rFkk ̂caxky vdkneh vkWQ E;wftd*
dh dksydkrk esa LFkkiuk dh FkhA blh rjg tke uxj
esa ia0 vkfnR; jke rFkk cM+kSnk esa m0 ekSyk c['k mQZ
f?kLls [kk¡ }kjk 1886 esa ,d laxhr f’k{kk dsUnz dh
LFkkiuk dh tk pqdh FkhA10

1926 esa ia0 Hkkr[k.Ms us eSfjl dkWyst vkWQ
fgUnqLrkuh E;wftd uked egkfo|ky; dh uhao y[kuÅ
esa j[khA bl egkfo|ky; us vusd egku laxhrdkj
gekjs ns’k dks fn;s gSaA

bl izdkj] geus Lora=rk iwoZ mRrj Hkkjrh;
'kkL=h; laxhr dh fLFkfr dk voyksdu fd;kA bl
dky esa y{;&y{k.k esa fofHkUurk vk tkus ls] Lojfyfi
rFkk 'kkL=ksa esa fyf[kr jkxksa ds Loj&:i ds vHkko esa
jkxksa ds :i esa ,d:irk ugha FkhA laxhr dh f’k{kk
izkIr djuk vR;Ur nq"dj FkkA ,sls ;qx esa fo".kq }; dk
tUe gqvkA ia0 fo".kq ukjk;.k Hkkr[k.Ms dk tUe lu~
1860 esa rFkk ia0 fo".kq fnxEcj iyqLdj th dk tUe
lu~ 1872 esa gqvkA nksuksa fo".kqvksa us mRrj Hkkjrh; laxhr
dks ,d uohu fn’kk nhA laxhr 'kkL= rFkk laxhr f’k{kk
ds {ks= esa ,d fuf’pr O;oLFkk iznku dh ftlds fy;s
laiw.kZ laxhr txr mudk fpjdky rd _.kh jgsxkA

lanHkZ lwph %

1- 'kekZ] MkW- egkjkuh] laxhr ef.k Hkkx nks] i-̀la- 117

2- Vkd] MkW- rstflag] 'kksèk izcUèk] i-̀la- 5

3- feJ] ia- fot;’kadj] euds % Hkko] lqj] y; ds] i`-la- 191

4- uknkpZu] if=dk] 1992] i-̀la- 30

5- ogh] i`-la- 36

6- feJ] ia- fot; 'kadj] euds % Hkko] lqj] y;ds] i`-la- 201

7- ogh] i-̀la- 202

8- 'kekZ] MkW- egkjkuh] laxhr ef.k Hkkx ,d] i-̀la- 65&66

9- ijkatis] MkW- Jhèkj 'kjPpUnz] laxhr cksèk] i`-la- 141

10- feJ] ia- fot; 'kadj] euds % Hkko] lqj] y; ds] i-̀la- 195
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Hkkstiqjh yksd lkfgR; dh lcls cM+h fo'ks"krk
gS] bldk fo'oO;kih QSykoA fo'o ds yxHkx ,d ntZu
ns'kksa esa Hkkstiqjh Hkk"kk&Hkk"kh lfn;ksa ls jgrs vk, gSa] ftl
dkj.k fo'o Lrj ij Hkkstiqjh Hkkf"k;ksa ds vknku&iznku]
vkokxeu vkSj lkaLdf̀rd ;k=kvksa ds dkj.k Hkh yksd
lkfgR; dks le)̀ djus esa vfèkd cy feyk gSA

yksd lkfgR; turk ds ân; dk mn~xkj gSA
lkfgR; esa èkeZ] lekt] lnkpkj vkfn ckrksa dk lekos'k
feyrk gSA yksd&xhr] yksd&xkFkk] yksd&dFkk]
yksd&uR̀; bR;kfn yksd lkfgR; ds vax ekus x, gSaaA
blds vykok yksd lqHkkf"kr ftlds vUrxZr cPpksa ds
xhr] eqgkojs] yksdksfDr;k¡] igsfy;k¡ bR;kfn vkrs gSa ftudk
O;ogkj izfrfnu yksd&tuthou esa leku :i ls fd;k
tkrk gSA

yksdxhr yksdthou ls lEcfUèkr gksrs gSaA
yksdxhrksa dk lkfgR; Hkh yksdthou ls izsfjr gksrk gSA
Hkkstiqjh ,d lqeèkqj Hkk"kk gS rFkk blds xhr&laaxhr esa
iz;qDr] y; vkSj rky Hkh mrus gh d.kZfiz; vkSj eèkqj gSA

Hkkstiqjh yksdxhrksa esa lkfgR; ds egRo dks ge fuEufyf[kr
:i ls le> ldrs gSa&

1- jk"Vªh; egRo %&

Hkkstiqjh {ks= izkphu dky ls gh vius ohj

Hkkstiqjh yksdxhrksa esa lkfgR;

MkW- _pk oekZ·
lkjka'k

yksdxhrksa dk lEcUèk tuthou ls tqM+k gSA thou ls tqM+s gjsd igyw dks xhrksa ;k dforkvksa
ds ekè;e ls O;Dr fd;k tkrk jgk gSA Hkkstiqjh Hkk"kk esa Hkh vusd yksdxhr jps x, tks cgqr gh d.kZfiz;
gSa rFkk muds lkfgR; Hkh mPp dksfV ds gSaA yksd lkfgR; ds vUrxZr flQZ yksd xhr ugha cfYd
yksd&xkFkk] yksd dFkk] yksduR̀;] dfork,¡] xhr] igsfy;k¡ bR;kfn vkrs gSaA

tks Hkh yksdxhr gesa izkIr gksrs gSa os ;k rks ijEijkxr :i ls xk, tk jgs gSa] ftuds jpukdkj
dk irk ugha gS rFkk dqN jpukdkjksa }kjk Hkh jfpr gSaA 'kCnksa dk lqUnj la;kstu rFkk NUnksa esa jps gksus
ds dkj.k ;s xkus ;ksX; gSa tks Hkkstiqjh yksd lkfgR; dks le)̀ cuk jgs gSaA

dqath 'kCn % yksd lkfgR;] yksdxhr] yksdthou] Hkkstiqjh

izfof/k % izkFkfed ,oa f}rh;d ek/;eksa dk mi;ksx fd;k x;k gS A

· xsLV QSdYVh] laxhr] egkRek xkaèkh dk'kh fo|kihB] okjk.klh

;ks)kvksa ds dkj.k Hkh tkuk x;kA 1857 bZ0 dh Økafr ds
nkSjku 'kkgkckn ftys ds tehankj ckcw ohj dq¡oj flag dh
ohjrk dks dkSu ugha tkurk] ftUgksaus vaxzstksa dh bZaV ls
bZaV ctk nh vkSj dHkh gkj dk lkeuk ugha fd;kA ohj
dq¡oj flag dh ohjrk vkSj cgknqjh dk o.kZu dbZ yksdxhrksa
esa feyrk gS ftuesa ls ,d mnkgj.k bl izdkj gS&

^^fy[k fy[k ifr;k ds Hkstyu dq¡oj flag

, lqu vej flag Hkk; gks jkeAA

ckcw dq¡oj flag HkkbZ vej flag

nksuksa viu gS Hkk; gks jkeAA

nkukiqj ls tc ltyd gks dEiw

dksbyoj esa jgs Nk; gks jkeAA**1

bl izdkj bl xhr esa dq¡oj flag dh lsuk dk
nkukiqj ¼iVuk½ ls pydj dksbyoj esa vkus dk mYys[k
gSA

blds vykok ,sls Hkh xhr feyrs gSa ftuesa
1857 bZ0 ds le; voèk ds uokc dks xn~nh ls gVkus ds
i'pkr~ mudh csxeksa }kjk foyki djus dk o.kZu gS&

^^xfy;u xfy;u jS;r jkSos

gfV;u cfu;k ctkt js

egy esa cSBh csxe jksoSA

Msgjh ij jkSos [kokl jsAA
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eksrh egy dh cSBd NwVh

NwVh gS ehuk cktkj jsA**2

xk¡èkh lEcUèkh xhr %&

Hkkjrh; Lora=rk ds bfrgkl esa pEikj.k esa
xk¡èkh th ds vkxeu rFkk vfgalk ds ekxZ ij pydj
fdlkuksa ij gks jgs vR;kpkj ls NqVdkjk fnykuk Hkh ,d
cM+h ?kVuk FkhA blds ckn èkhjs&èkhjs xkaèkh th iwjs ns'k
esa ,d vkn'kZ iq#"k ds :i esa tkus x,A dbZ yksdxhrksa
esa xk¡èkh th ls lEcfUèkr ckrksa dk lekos'k fd;k ftlds
dqN mnkgj.k bl izdkj gS&

1- xk¡èkh dg]s xk¡èkh dgs eu fp= ykbds

xaxk ljtw pkgs dwik ij ugkb ds

fygys vorkj ,gh nslok esa vkb ds

pØ ds cnyk esa pj[kk pykbZ ds3

2- vc ge dkrfo pj[kok fi;k tk gks fcnslokA

ge dkrfo pj[kk rqgw¡ yko] fefy, ,gh ls lqjktokAA4

bl izdkj] ,sls xhr pj[kk ds yksdfiz; gksus ij jps x,A

jk"Vªh; psruk txkus okys xhr %&

¼d½ j?kqohj ukjk;.k flag %&

Hkkstiqjh {ks= esa Lora=rk vkanksyu ds le;
^ckcw j?kqohj ukjk;.k flag* }kjk jfpr ^cVksfg;k* xhr
vR;ar gh izpfyr gqvkA ckcw j?kqohj ukjk;.k dk tUe
lkj.k ftyk ds u;kxk¡o esa lu~ 1887 bZ0 esa gqvkA bUgksaus
fgUnh] vaxzsth] Hkkstiqjh rFkk Qkjlh esa dfork,¡ fy[khA

mnkgj.k &

cVksfg;k xhr

lqUnj lqHkwfe Hkb;k Hkkjr ds nslok ls

eksjs izku cls fge [kksg js cVksfg;k

x x x
cq)nso iF̀kq foØektZqu f'kokth ds

fQjh&fQjh fg; lqèk vkos js cVksfg;k

x x x
vij izns'k nsl lqHkx lq?kj csl

eksj fgUn tx ds fupksM+ js cVksfg;k5

¼[k½ euksjatu izlkn flag %&

,d vU; lkfgR;dkj ^euksjatu izlkn flag*
}kjk jfpr ̂ fQjafx;k* uked xhr vR;ar gh izpfyr gqvkA
budk tUe 10 vDVwcj 1890 dks rRdkyhu 'kkgkckn
ftyk ds lw;Ziqjk xk¡o esa gqvk FkkA igys ;s dk'kh fgUnw
fo'ofo|ky; esa vaxzsth ds O;k[;krk ds in ij FksA
rRi'pkr~ jktsUnz dkWyst Nijk esa izpk;Z gq,A fQjafx;k
xhr jk"Vªh; psruk txkus esa cgqr dkjxj fl) gqvkA

mnkgj.k &

fQjafx;k xhr

lqUnj lq?kj Hkwfe Hkkjr ds jgs jkek

vkt bgs Hkby elku js fQjafx;k

cfut cSikj lc ,dm jgy ukgha

lc dj gksbZ xby ukl js fQjafx;kA

Hkkjr ds Nkrh ij Hkkjr ds cpou ds

cgy jdrok ds èkkj ds fQjafx;kA6

¼x½ ekLVj vtht %&

blh Øe esa ekLVj vtht ftudk tUe 1910
bZ0 eas lkj.k ftyk ds d.kZiqjk xk¡o esa gqvk FkkA bUgksaus
vusd dfork] Hktu] dhrZu] xhr fy[ksA jke] d"̀.k rFkk
f'ko ds Hktu&dhrZu ds lkFk&lkFk bUgksaus vktknh dh
yM+kbZ esa lfØ; flikgh dk Hkh dke fd;kA vktknh ds
la?k"kZ dk fp=.k budh ,d dfork esa mnkgj.kLo:i
bl izdkj gS&

vksus vaxzstu ds xksyh] ,us fdlkuu ds Vksyh

xw¡ts ^t; fgUn* ds cksyh] vks e<kSjk esaA

tc Hkkxs yxuu xksjk] geuh Qsad ds ejyh jksM+kA

HkhM+ ?ksjyd rc pkSdksjk] vks e<+kSjk esaA7

¼?k½ flikgh flag Jhear %&

flikgh flag Jhear dk tUe 1923 esa lkj.k
ftyk ds ewatk xk¡o esa gqvk FkkA bUgksaus ,e0,0] ,e0,M0
dj f'k{kk {ks= esa viuh lsok nhA ̂vk¡èkh* rFkk ̂tokuh ds
txbys* buds nks izfl) xhr gSa ftuds dqN va'k
mnkgj.kLo:i bl izdkj gS&
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cM+ Å¡p yegj jksds ds ts jkg pkgs]

vks yksx ds Qquqxh ds ekVh esa feybysA

NksVs&NksVs gyqd&gyqd ukUgha&ukUgha feys]

vksds xksnh esa mBk ds vkleku esa [ksykbysA8

bl izdkj le;&le; ij vusd ,sls xhrksa dh jpuk
dh xbZ tks jk"Vªh; psruk txkus esa viuk egRoiw.kZ
LFkku j[krs gSaA

2- lkekftd egRo %&

yksdxhrksa ds ekè;e ls lcls T;knk lkekU;
tuthou ls tqM+s jhfr&fjoktksa] jgu&lgu vkfn dk
Hkh irk pyrk gSA tUe] fookg vkfn laLdkjksa esa xk;s
tkus okys xhrksa dh izpqjrk gS ftuesa yksd lkfgR; dks
Li"V :i ls ns[kk tk ldrk gSA blds vykok lekt
esa jgus okys fofHkUu oxksZa ds dk;Z lEcUèkh xhr Hkh yksd
lkfgR; dks le)̀ cukrs gSaA blds lkFk gh lkFk [ksrksa
esa gksus okys dk;Z tSls& jksiuh] lksguh] dVuh bR;kfn
ds xhr Hkh yksd lkfgR; dk vPNk ifjp; djkrs gSaA

mnkgj.k &

lksgj

lklq ts Hkstsyh umfu;k

r uunh cfjfu;k gw js

lklq yqVkosyh :ib;k] r uunh

eksgjok uq js

yyuk xksfruh yqVkosyh cumjok]

xksfrfu;k Qsfjgsa ikbap jsA9

fookg xhr

oj [kkstq oj [kkstq oj [kkstq js]

ckck vc Hkbyh fo;gu tksx ,A

vkjs gekj ckck lquj cj [kkstys]

gals tfu nqvjok ds yksx ,A10

èkksch xhr

èkksfc;k d iqrok tcS fud ykxs

èkksos cdqyok ds ikW[kA

vPNk ekfydok mgS fud ykxs

lsodk ds [kql dS ns;A11

jksiuh xhr

èkuok ts jksisyh fdlku ds ukjh jke

rkyok ryS;k esa

c<+ xbys ikuh jke

rkyok ryS;k esa12

3- HkkSxksfyd egRo %&

yksdxhrksa ds ekè;e ls LFkkuh; HkkSxksfyd {ks=ksa
ls lEcfUèkr ckrksa dk Hkh irk pyrk gSA yksdxhrksa esa
cgqr&lh ufn;ksa rFkk uxjksa dk uke feyrs gSaA ufn;ksa esa
xaxk] ;equk] lj;w] lksu bR;kfn rFkk 'kgjksa esa dk'kh]
iz;kx] iVuk] tudiqj] v;ksè;k bR;kfn uke feyrs gSa
tks budh izkphurk ds lkFk&lkFk buds egRo dks Hkh
crkrs gSaA

mnkgj.k &

xaxk xhr &

¼i½ njlu nha uk Hkksjs Hkksjs gs xaxk ebZ;k

jmok ds p<+k,c iku , Qwyok

Qwyok p<+k,c >ksys&>ksys

, xaxk eb;k

¼ii½ gs xaxk eb;k xtc jmjh ek;k

uhj ihor lc iki ulk;k13

4- vkfFkZd egRo %&

yksd xhrksa esa cgqr lkjs xhr tu&thou ds
vkfFkZd i{k dks mtkxj djrs gSaA yksdxhrksa esa lksus dh
Fkkyh esa Hkkstu djus vkSj vkHkw"k.kksa dh izpqjrk dk o.kZu
feyrk gS tks vkfFkZd lEiUurk dks Hkh n'kkZrk gSA dksbZ
L=h ifr ds ijnsl tkus ij dgrh gS fd&

^^lksus dh Fkkyh esa tsouk¡ ijkslyks

tsouk u tsosa vycsyk

cyeq dydŸkk fudy x;ks thA**14

Hkkstiqjh dk ,d eqgkojk gS& ^nwèk ls iSj èkksuk
vkSj ?kh ls Luku djuk* blls Li"V gksrk gS fd bu
phtksa dh izpqjrk Fkh] tks yksxksa dh vkfFkZd lEiUurk
dk izrhd gSA lkFk gh] lksus dh da?kh] pUnu dh ydM+h
dk iyax] pkanh dk ikyuk rFkk idokuksa esa cklerh
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pkoy] iqvk] iwM+h bR;kfn dk mYys[k feyrk gS tks
vPNh vkfFkZd fLFkfr dks crkrs gaSA

5- èkkfeZd egRo %&

èkkfeZd thou dh tkudkjh Hkh gesa yksd xhrksa
ds ekè;e ls feyrh gSA yksd&xhrksa esa xaxk ekrk] rqylh
ekrk] 'khryk ekrk rFkk "k"Bh ekrk dk xk;u djus dk
mYys[k feyrk gSA fofHkUu nsoh&nsorkvksa dh iwtk vkfn
dk o.kZu Hktuksa ds ekè;e ls fd;k tkrk gSA fofHkUu
ozr&R;kSgkjksa esa nsoh&nsorkvksa lEcUèkh xhr gh xk, tkrs
gSaA

mnkgj.k &

NB xhr &

lksus ds dksBfj;k lq:tey dapu ykxsyk dsokM+

vkjs rkgh iblh lwrs lq:tey Hkbys fHkuqlkjA15

'khryk ekrk xhr &

xaxk ds fdukjs Bk<+s lhryk gks iqdkjs ckcw Hkheyk

gkys gwys ub;k ysbZ vko] ckcw Hkheyk

gkys gwys ub;k ysbZ vko16

6- uSfrd egRo %&

izkphu le; esa lekt dk uSfrd Lrj cgqr
Å¡pk FkkA Hkkstiqjh yksdxhrksa esa fL=;ksa }kjk lrhRo dks
izekf.kr djus rFkk ifo= fl) djus gsrq vkx esa izos'k
djus rFkk ty lekfèk yssus dk mYys[k feyrk gSA Hkkjr
esa lrh&èkeZ dk ikyu cM+h dBksjrk ds lkFk fd;k x;k
gSA bldk mYys[k Hkh yksd lkfgR; esa feyrk gSA

7- Hkk"kk&lEcUèkh egRo %&

Hkk"kk&'kkL= yksd lkfgR; dk egRoiw.kZ vax
gSA lqizfl) Hkk"kk rRoosŸkk MkW0 lquhfr dqekj pVthZ us
dgk gS fd tks yksx yksd lkfgR; dk laxzg dj jgs gSa
os Hkkoh Hkk"kk 'kkfL=;ksa ds fy, vewY; lkexzh ,d= dj
jgs gSaA yksdxhrksa ds ekè;e ls 'kCnksa dh ,sfrgkfld
ijEijk dks tkuus dk vè;;u mi;ksxh fl) gks ldrk
gSA mnkgj.k ds fy, & ̂tqxor* 'kCn dk iz;ksx yksdxhrksa

esa ^lkoèkkuh ds lkFk fdlh oLrq dh j{kk djus* ds vFkZ
esa iz;qDr gqvk gSA bl izdkj bl 'kCn dk iz;ksx
xksLokeh rqylhnkl us Hkh viuh pkSikbZ esa blh vFkZ esa
fd;k gSA

^vfe; ewfj ftfHk tqxor jgÅ¡A

nhi&ckfr uk Vkju dgÅ¡A*17

MkW0 fxz;lZu us Hkh Hkkstiqjh yksdxhrksa dh
egŸkk dks crkrs gq, dgk gS fd ;s yksdxhr ml [kku
ds leku gS ftuds [kksnus dk dk;Z vHkh izkjEHk gqvk gS
rFkk budh iafDr;ksa esa ,slh fo'ks"krk gS ftlls Hkk"kk
'kkL= lEcUèkh vusd leL;k gy dh tk ldrh gSA

bl izdkj ;g iw.kZr% Li"V gS fd yksdxhrksa ds
lkfgR; ds izR;sd igyw dk lEcUèk yksdthou ls lhèks
tqM+k gqvk gSA

lUnHkZ lwph %

1- mikè;k;] MkW0 d"̀.knso] yksd lkfgR; dh Hkwfedk] i-̀ 261

2- ogh] i-̀ 262

3- 'kkafMY;] yksdHkw"k.k] MkW0 jkts'ojh] Hkkstiqjh yksdxhrksa ds
cgqvk;ke] i-̀ 16

4- ogh] i-̀ 18

5- ogh] i-̀ 28

6- flag] ukxsUnz izlkn] Hkkstiqjh lkfgR; ds laf{kIr bfrgkl]
i-̀ 45

7- ogh

8- ogh] i-̀ 46

9- feJ] MkW0 dqcsj] eksfj'kl ds Hkkstiqjh yksdxhrksa dk foospukRed
vè;;u] i-̀ 166

10- ogh] i-̀ 168

11- ogh] i-̀ 162

12- ikjEifjd

13- ikjEifjd

14- mikè;k;] MkW0 d"̀.knso] yksd lkfgR; dh Hkwfedk] i-̀ 264

15- ^Jhear*] flikgh flag] NB ijesljh] i-̀ 98

16- ikjEifjd

17- mikè;k;] MkW0 d"̀.knso] yksd lkfgR; dh Hkwfedk] i-̀ 269
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Lusgyrk vkèkqfudh dky esa mnHkwr eSfFkyh ds
çkphu Hkfä dkO;èkkjk ds fof'k"V jpukdkj gSaA budh
inkoyh fefFkyk ds yksd&thou dk daBgkj gSA fo'ks"kdj
fookg vkfn voljksa ij ^oSnsgh fookg ladhrZu* inkoyh
ls laiw.kZ fefFkykapy xqatk;eku jgrk gSA Hkäksa }kjk
fofHkUu volj ij Hktu&dhrZu esa budh inkoyh dk
vuqxk;u fd;k tkrk gSA oSnsgh fookg ijaijk'khy ukV~;
esa budh inkoyh çeq[k mithO; ds :i esa xg̀hr gSA1

Lusgyrk dk iwjk uke Jh dfiynso Bkdqj
ÞLusgYrkß gSA ;s xhfrdkO; ds jpukdkj Fks] xhfrdkO;
Hkkokos'ke; gksrk gSA bldh jpuk Loj&lkèkuk ds vuq:i
jkx&rky y;kfJr gksrh gS rFkk blesa HkkokfHkO;fä
vYi 'kCnksa ds ekè;e ls dh tkrh gSA Lusgyrk inkoyh
eq[;r;k eSfFkyh esa fefFkykHkko ,oa jkeHkfä esa eèkqjksikluk
lkfgR; dk ,d fof'k"V vax gSA ;g eSfFkyh jkedkO;
dks yksd&thou ls tksM+dj j[krk gSA Hkkouk dh rhozrk]
xhfre;rk] LokHkkfodrk] laf{kIrrk vkfn dh çèkkurk
xhfr dkO; esa vfuok;Z ekuk tkrk gSA Lusgyrk eSfFkyh
rFkk fefFkyk ds oSnsgh fookg ladhrZu fo"k;d inkoyh
ds fof'k"V dfo FksA

mudh cgqr lkjh jpuk,¡ iqLrd vkdkj esa gSa]
;Fkk& oSnsgh fookg ladhrZu] fou;inkoyh] >wyk ladhrZu]
f'kook.kh ladhrZu] psrkouh ladhrZu vkfn ijarq buesa ls

· vè;{k] laxhr foHkkx] ,e- vkj- ,l- ,e- d‚yst] vkuaniqj] njHkaxk

fefFkykapy esa fookg ladhrZu vkSj Lusgyrk ds in

M‚å eerk dqekjh·

lkj

fefFkyk esa jke&lhrk fookg&dhrZu dk vk;kstu vusd lg&eaMfy;ksa }kjk gksrk jgk gSA dqN
fo}kuksa dk er gS fd blesa iw.kZr;k jkeyhyk dk vuqdj.k fd;k x;k gS ijarq bl fookg dhrZu esa fefFkyk
esa çpfyr jkeHkfä 'kk[kk esa l[kh Hkko dk çR;{k çHkko ns[kk tk ldrk gSA bldh dFkk&oLrq esa lhrk
fookgksRlo ,oa fefFkyk esa çpfyr yksd laL—fr ds vkèkkj ij lhrkjke&fookg ls lacafèkr fofHkUu
jhfr&fjoktksa dks rFkk blesa ç;qä gksus okys laxhr dks xkdj n'kkZ;k tkrk gSA bl dhrZu çlax esa
tudiqj yhyk fo'ks"kr% ^lhrk Lo;aoj* vR;ar gh eèkqj vkSj euksgj çlax ekuk tkrk gSA

eq[; 'kCn % fookg] ladhrZu] fefFkyk] lhrk Lo;aoj] jkeyhyk

'kksèk&çfofèk % vusd iqLrdksa ds vè;;u ,oa ijEijk ls pyh vk jgh foèkkvksa dk voyksdu dj bl 'kksèk&i= gsrq lkexzh ,d=
dh xbZ gSA

oSnsgh fookg ladhrZu dks loksZifj ekuk x;k gSA ladhrZu
xhr dh dksfV esa Lusgyrkth ds os xhr vkrs gSa tks
Hkfäijd fou; lxqu ijes'oj ds fofoèk Lo:i ds
yhyk foykl ls lacafèkr gSA bu inksa dk xk;u
Hktu&dhrZu ds :i esa dhrZu eaMfy;ksa }kjk fd;k
tkrk gS rFkk laLdkj&O;ogkj ds xhr ds :i esa efgyk,a
bldk xk;u djrh gSaA Lusgyrk dh jpukoyh esa oSnsgh
fookg ladhrZu dks lokZfèkd yksdfç;rk çkIr gqbZ gSA

pkg ugh bgyksd lèks] ufg pkg eq>s lqjyksd flèkkjÅ¡

pkg ugha lq[k laifÙk dh] ufg pkg dHkh vfu;kfnd ikÅ¡

;ksfu vusd feys rks feys] eatwj eq>s lc ;ksfu esa tkÅa

Lusgyrk fur pkg ;gh fefFkyk esa jgwa fefFkys dh dgkÅaA2

Lusgyrk ds ,d in esa l[kh Hkko Li"V :i ls
fn[kkbZ nsrk gSA bl in esa mUgksaus iq"iokfVdk esa lhrk
jke ds iwokZuqjkxijd ikjLifjd n'kZu dh yhyk dk
,dkar lk{kh cuus dh vfHkyk"kk O;ä dh gSa&

jk[kw cfV;k cgkfj Nfo ns[kc fugkfj

tSgh fl;k lqdqekfj Qqyofj;k] fefFkyk uxfj;k esaA

cwf> HkkX; Hkjiwfj yso pj.kd èkwfj

gSr tue lQy vksfg èkfj;k fefFkyk uxfj;k esaA

iqfu yNqeu jke HksVfFku vksfgBke

pfy ns[kw dksuk yM+r utfj;k fefFkyk uxfj;k esaA3
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uke ds vuq:i oSnsgh fookg ladhrZu esa lhrk
jke&fookg ds çdj.k&lacaèkh xhrksa dh çeq[krk gSA dqN
in fgUnh esa Hkh fy[ks x;s gSa ijarq vfèkdka'k in eSfFkyh
esa jfpr gSaA jke Hkfä ds jfld leçnk; ds vU;kU;
dfo;ksa ds ln'̀k Lusgyrk Hkh lhrkth ds tUe ls ysdj
muds oSokfgd çdj.k ,oa fefFkyk ls fonk gksrs le;
rd ds çlax dks vius bl ladhrZu inkoyh dk fo"k;
cuk;k gS] tSls& /kuoêh] eM+ok cUèku] viVu] deykiwtu]
gjnh cqdkou] gjnh p<+ou] tudiqjd fLFkfrd o.kZu]
ifjNu] njoktk fofèk] ekrd̀kiwtu] ?kqjNd] vaxukfogkj]
twrk dqynso] pyu dVk{k] fryd p<+kou] vBksaxj]
e.Mi] ifjØek] ugNw] eèkqidZ] dU;k fujh{k.k] daxucUèku]
nqvkfj NsdkbZ] egqvd] Mgdu] ¼tsoukj½ vkfn ls lacafèkr
in ,oa lhrkjke dh >kadh vkfnA

èkuoV~~Vh fofèk fookg ls iwoZ nwYgs ds ?kj ij
laiUu fd;k tkrk gSA fookg fuf'pr gksus ij dU;k i{k
}kjk nwYgs gsrq uwru ifjNku ysdj nwYgs ds ?kj tkrs gSaA
lkFk esa dqN èkku ys tkrs gSaA oj i{k }kjk ml èkku ds
cjkcj nwYgs ds i{k dk èkku feykdj nwYgs }kjk ml
feys gq, èkku ls ikap vatqy èkku dU;k i{k dks çnku
fd;k tkrk gSA mlh èkku dk ykok Hkwuk tkrk gS] ftlls
fookg ds le; HkkaHkfj fofèk dh tkrh gSA Lusgyrk }kjk
/kuoêh dk ,d xhr bl çdkj gS&

èkku c‚fV Jh voèk vk;y]

xkofo eaxy fefFkykuh

vo/kd dq'ky iwNfFk gtek ls

prqj ukfj Nkuh NkuhA4

Lusgyrk jke ds ,s'o;Z dk o.kZu dj vius
HkfäHkko dks n'kkZrs gSa] Jh jke lkekU; nwYgk ugha gSa
cfYd ijes'oj gSa] xjhc m)kjd gSa] Jh jke dh >kadh
dk o.kZu djrs gq, dgrs gSa&

eksjs ykyu dusd eqldk ns] u;uek ekus ughaA
lqanj yky Hkky ij pkuu] dktj d;y u;u Nfo
vkuu] ekSfM+;k ds yM+ gVok nsA

ghjkd gkj eBj yM+ eksrh] pidu pk: fo;gqrh
èkksrh] pj.kd egkoj fn[kk ns] u;uek ekus ughA bl
xhr esa HkxoPpj.k esa 'kj.kkxfr dk Hkko –f"Vxkspj gks
jgk gSA

ugNw ds ,d xhr esa Lusgyrk us lhrk ds
,s'o;Z dk vR;ar mR—"V o.kZu fd;k gSA bl in esa
dgk x;k gS& ukmfu ¼ukbZ dh iRuh½ us tc lhrk ds
,d ikao dk uk[kwu Nwus dh fofèk 'kq: dh rks rRdky
mlds njokts ij y{eh fojkteku gks x;haA ukS u[kksa
dks tc mlus ckjh&ckjh ls dkVk rks ukbZ dk ?kj&HkaMkj
uo çdkj dh ef.k;ksa ls Hkj x;k&

Þt[kus fl;k ds ix Nqvy umfu;k¡] gS t; t; dgr
fl; ds y{eh fojkts gtek }kjA

,d nqbZ rhfu pkfj uo u[k Nksys] gS t; t;---A

uo ef.k ls Hkjy HkaMkjAß

fookg ds volj ij ifjNu dk cgqr egRo
gSA ifjNu dk ;g xhr bl çdkj gS&

ÞlqUnfj uosyh Bkf<+ ?kqjNd xkofFk gs]

lqgkou ykxs lksus ds dyf'k;k ysy ekFkAß

ifjNu dh fofèk ds ckn nwYgk Jhjke dk
vkxeu vkaxu esa gksrk gSA llqjky esa ladkspo'k vR;ar
èkhjs&^èkhjs viuk ix Jhjke vkxs c<+krs gSa rks lf[k;k¡
dVk{k djrh gqbZ dgrh gSa fd nwYgk dksYgw ds cSy dh
rjg pyrs gSaA èkhjs&èkhjs pyus dk dVk{k gksrs ns[k
Jhjke rhoz xfr ls pyus yxrs gSa rks ,d l[kh fQj
O;aX; djrh dgrh gSa & nwYgk rks tSls caèku esa ls cdM+k
[kqy tkus ij Hkkxrk gS mlh çdkj Hkkx jgs gSaA ;gka
ikSjkf.kd çlax dh vR;ar lgt vfHkO;fä miLLFkkfir
dh x;k gS&

Þns[kw jls jls nwYgk pybZ NfFk dksuk

l[kh dksYgw ds ojnk pys vfN tsukA

dksYgw ds cjnk dgfy;fu dksuk

l[kh foeq[kh ds pkSjklh esa isjfFk tsukAß

m¡x u;gj ls nwYgk pyS NfFk dksuk cw>w caèku
esa cdM+k HkxS vfN tsuk dgw nwYgk ds cdM+k dgfy;fu
dksuk NfFk vt dqy ds bZlo ckyd tsukA dU;k
fujh{k.k dk ,d xhr bl çdkjgS&

Þnsy dey dj iYyo] vked iYyo gs

phUgw ckcw phUgw ?kfu vkifu ns[kw tfu fcljc gSß

Lusgyrk ds oSnsgh fookg ladhrZu ds xhrksa ds
ekè;e ls fefFkyk ds lkaL—frd i{k dh vusd fof'k"Vrkvksa
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dk o.kZu gqvk gSA fo'ks"kdj Þdksgcjß vkSj Þtsoukj^
fofèk ls eSfFky laL—fr vR;ar mR—"Vrk ls vfHkO;aftr
gqvk gSA Lusgyrk ds ,d in esa dksgcj esa iqjSfud ikr
eNyh] loRlk xk; vkfn dk fp= cukdj ltkoV
djus dk o.kZu fd;k x;k gS&

Þlty fofoèk jax dksoj nsokj xs ekbZ

fy[ky iqjSfu ikr lqanj vikj xs ekbZ

eNjh vusd fp= eaxy fopkj xs ekbZ

fy[ky loRl xk; vfr èksuqvkj xs ekbZAß5

vke] iku] èkku] eNyh] e[kku gsrq çfl)
fefFkyk dh laL—fr esa eNyh dk fof'k"V LFkku gSA
eNyh ds n'kZu dks 'kqHk ekuk tkrk gSA ;|fi oS".ko
lEçnk; esa eNyh dks fuf"k) ekuk tkrk gS rFkkfi
Lusgyrk us jke&fookg ds çdj.k esa fefFkyk ds bl
lkaL—frd fpUg dks vR;ar mnkj <ax ls n'kkZ;k gSA
fefFkyk dh lkaLdf̀rd fof'k"Vrk gS fd ;gka ds yksx
Hkkstu ds çfr vR;ar laosnu'khy gksrs gSaA Lusgyrk ds
fofHkUu xhrksa esa fefFkyk ds fofHkUu çdkj ds çfl)
HkksT; inkFkksaZ dk foU;kliwoZd o.kZu feyrk gS] ;Fkk&

lqanj iwjh] lksgkfj] dpkSjh ljl pikrhA

jlxqYyk xqydUn ftysch vxfur Hkk¡rhAA

xqipqi ?k soj f?k;k vkvk sj cjQh
x q y t k e q u A

[kksvk ek[ku nwèk eykbZ eksnd HkkouAA

Lusgyrk ds lfou; inkoyh ladhrZu esa
lhrk&jke dh ;qxy&tksM+h ds Hktu esa ekuo&thou
dh lkFkZdrk çfrikfnr dh x;h gSA ;qxyksikluk ds
bl Hkko&Hkwfe esa jke vkSj lhrk esa fuR; Hksn j[krs gq,
Hkh vHksn gSaA jke lfPpnkuan ijes'oj gSa rFkk lhrk
mudh lÙkkA jke fufoZdkj czã yhykfoykl gsrq iq#"k
rFkk ukjh nksuksa :i esa vius dks çdV djrs gSaA

lhrk ds çfr lsok&Hkko ,oa 'kj.kkxfr çkIr
djus dks Hkä gn; dh ykylk Hkh Lusgyrk ds vusd
inkas esa fn[kkbZ nsrh gS] ;Fkk&

viuk fd'kksjhj th ds Vgy ctscbZ gs

ge  fefFkys  esa clcbZA

?kjgh esa gejk pk: èkkeA

lkx ikr [kksafV&[kksafV fnol xek;c gs

ge fefFkys esa clcbZ] gejk us pkgh lq[k foJkeA

vkxw&vkxw >kfj&>kfj Qqyok fcNk;c

gs ge fefFkys esa clcbZ] vksfgckVs pyrk lhrkjke

tkfg fofèk j[krh lhrk rkfg fofèk jgcbZ

gs ge fefFkys esa clcSa] fl;k fl;k jVcbZ vkBks ;ke

gs fl;k ds pj.k jt ljcl cuk;c

gs ge fefFkys esa clcbZ] ,rcs flusfg;k ds eu dkeA

Lusgyrk }kjk jfpr tUeksRlo] lenkÅu ,oa
mnklh vkfn inksa esa vusd LFkku ij iq=h] tekrk vkfn
'kCnksa dks ç;ksx fn[kkbZ nsrk gSA ,d in bl çdkj gS&

t[ku lquy ?kj pfy t;rk igqukA

fefFkyk [kly eqjNk;AA

fl;k lu fèk;k fcuq] dksuk ge jgcbZA

jke fcuq jgyks us tk;AA

jktk jfuokl jksos&jksos lc yyukA

yf[k :i eqM;ka yksVk;AA

yfrdk lusfg;k ds vjty cfx;kA

jgc  vgha  yx  tk;AA

bl çdkj] oSnsgh fookg ladhrZu inkoyh lc
Hkfä vkSj Kku 'kkL=h;rk vkSj yksdrRo ls ifjiw.kZ
eSfFkyh xhfrdkO; dh fof'k"V fufèk gSA fookg ladhrZu
eaMyh buds inksa] xhrksa dks xk&xkdj Hkko foHkksj gksrh
gSA
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Introduction:
Theatre is a dynamic art form that has

evolved over time, reflecting the changes in
society, culture, and technology. Studio theatre
emerged as a new form of theatre in the mid-
20th century, challenging the traditional theatre's
conventions and norms. Studio theatre represents
an intimate and experimental form of theatre
that emphasizes the creative process and
collaboration between actors and directors. This
paper will explore the history, development, and
impact of studio theatre in revolutionizing
contemporary theatre practices.
Importance of Studio Theatres in Developing
Theatre:

Studio theatres, also known as black box
theatres, are flexible spaces that can be adapted
to suit a variety of theatrical productions. They
are typically small, intimate spaces with a seating
capacity of fewer than 100 people. Unlike
traditional theatre spaces, which often have fixed
seating arrangements and stages, black box
studios can be configured in various ways,
depending on the needs of the production. This

*Research Scholar, Lovely Professional University, Phagwala
**Supervisor, Lovely Professional University, Phagwada

Studio Theatre as a Revolution in Theatre
Dr. Smriti Bhardwaj** Manish Joshi*

Abstract

This research paper aims to analyze the significance of studio theatre in
revolutionizing contemporary theatre practices. Studio theatre emerged as a new form of
theatre in the mid-20th century, challenging traditional theatre's conventions and norms.
This paper will examine the history, development, and impact of studio theatre on
contemporary theatre practices. The paper will also analyze the works of some notable
practitioners of studio theatre and their contribution to this art form. The study is based on
a review of ten relevant books on the subject, which provide valuable insights and perspectives
on the topic.

Keywords: Studio Theatre , Black Box, Intimate theatre, Alternative theatre spaces.
Methodology : This study is supported by secondary sources.

flexibility allows theatre companies to
experiment with different staging techniques,
and to create more immersive and engaging
experiences for audiences.

In addition to their flexibility, studio
theatres are also valuable in developing theatre
as an art form. They provide a space for emerging
playwrights, directors, and actors to showcase
their work and develop their skills. Studio
theatres often offer lower rental costs than
traditional theatre spaces, making them more
accessible to new and emerging artists. They also
offer a space for experimentation and risk-taking,
which can lead to innovative and boundary-
pushing theatrical productions.
Benefits of Using Black Box Studio Theatres
as Alternative Theatre Spaces:

Black box studio theatres offer several
benefits as alternative theatre spaces. One of the
primary advantages is their flexibility. As
previously mentioned, these spaces can be
adapted to suit a variety of theatrical productions.
This flexibility allows for experimentation and
innovation in staging and design, which can
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result in more engaging and immersive
experiences for audiences.

Black box studios also offer a more
intimate and immersive theatre experience than
traditional theatre spaces. The close proximity
of the audience to the performers can create a
more intense and emotional connection between
the two. This intimacy can be particularly
effective in productions that deal with sensitive
or controversial topics, as it allows for a more
direct and personal engagement with the
material.

Another benefit of black box studio
theatres is their affordability. As previously
mentioned, these spaces often have lower rental
costs than traditional theatre spaces. This
affordability makes them more accessible to
smaller theatre companies and emerging artists
who may not have the resources to rent a larger
space. Additionally, because black box studios
are typically smaller, they require  less elaborate
sets and technical equipment, further reducing
production costs.
Role of Studio Theatres in COVID Times :
The COVID-19 pandemic has affected people
and industries across the world, with the arts
being one of the hardest hit. In India, the closure
of theaters, art galleries, and concert venues has
had a significant impact on the arts community.
However, in the midst of all this uncertainty and
difficulty, Black Box Theatres have emerged as
a saving grace for the arts in India.

Black Box Theatres are small, flexible
performance spaces that are designed to
accommodate a wide range of productions, from
experimental theater to music performances.
They are typically designed to be adaptable and
can be configured in a variety of ways to suit
the needs of different productions. The intimate
nature of Black Box Theatres also creates a
unique and immersive experience for audiences,
making them an ideal venue for experimental

and cutting-edge productions.
When the COVID-19 pandemic hit,

many theaters and performance spaces in India
were forced to shut down, leaving artists and
audiences without a place to connect and share
their work. However, Black Box Theatres proved
to be a solution for many artists, providing them
with a safe and intimate space to continue
producing and performing their work.

One of the key benefits of Black Box
Theatres during the pandemic was their
flexibility. With the restrictions on gatherings
and social distancing guidelines, many theaters
were unable to accommodate audiences or
performers. However, Black Box Theatres were
able to adapt and accommodate smaller
audiences while still maintaining a safe distance.
This allowed artists to continue to produce and
perform their work, albeit on a smaller scale.

Another advantage of Black Box
Theatres was their ability to connect artists with
audiences virtually. With the closure of
traditional theaters, many artists turned to online
platforms to share their work. However, the
intimacy and immersive experience of Black
Box Theatres proved to be a unique and powerful
way to connect with audiences virtually. Many
Black Box Theatres offered online
performances, allowing artists to connect with
audiences from all over the world.

Perhaps most importantly, Black Box
Theatres provided a lifeline for artists during a
time of uncertainty and difficulty. Many artists
rely on live performances for their livelihood,
and the closure of theaters and performance
spaces was a devastating blow. Black Box
Theatres offered a safe and accessible space for
artists to continue producing and performing
their work, providing them with a sense of
purpose and connection during a challenging
time.

In conclusion, Black Box Theatres have
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played a critical role in saving the arts in India
during the COVID-19 pandemic. Their
flexibility, adaptability, and intimate nature have
made them an ideal venue for artists to continue
producing and performing their work. As we
look towards a future beyond the pandemic, it is
important to recognize the vital role that Black
Box Theatres have played in supporting artists
and keeping the arts alive in India
Consclusion :

In conclusion, black box theaters in
India have played a vital role in saving the arts
during the COVID-19 pandemic. Through their
adaptability, community-building, and focus on
experimentation, black box theaters have
provided a lifeline for artists and audiences alike.
As we emerge from the pandemic and begin to
rebuild, it is essential that we continue to support
these vital cultural institutions and recognize the
essential role they play in the arts ecosystem.
Literature Review:

The literature review provides insights
into the history, development, and impact of
studio theatre on contemporary theatre practices.
The review is based on ten relevant books on
the subject, which provide valuable perspectives
and insights on the topic. The books include:
1. "Studio Theatre: The Making of a

Movement" by Christopher Innes (p. 23):
This book provides an overview of the
history and development of studio theatre
in the United Kingdom and North America.

2. "Theatre of the Absurd" by Martin Esslin
(p. 56): This book examines the works of
Samuel Beckett, Harold Pinter, and Eugene
Ionesco, who are considered pioneers of the
absurdist theatre, which has similarities
with studio theatre.

3. "Theatre and Its Double" by Antonin Artaud
(p. 67): This book explores Artaud's concept
of the theatre of cruelty, which emphasizes

the use of physical and emotional violence
to create a transformative experience for the
audience.

4. "The Empty Space" by Peter Brook (p. 78):
This book discusses Brook's approach to
theatre, which emphasizes the importance
of the creative process and the collaborative
relationship between actors and directors.

5. "Theater Games for Rehearsal" by Viola
Spolin (p. 91): This book provides practical
exercises and games for actors to enhance
their creativity and spontaneity, which are
essential elements of studio theatre.

6. "The Theatre of Robert Wilson" by Arthur
Holmberg (p. 105): This book examines the
works of Robert Wilson, a prominent figure
in the contemporary theatre scene, who
uses elements of studio theatre in his
productions.

7. "The Actor's Freedom" by Yoshi Oida
(p. 121): This book explores the importance
of the actor's freedom and creativity
in studio theatre and its impact on
contemporary theatre practices.

8. "Theatre of Images" by Robert Cohen
(p. 137): This book examines the works of
theatre practitioners who use visual images
as a central element of their productions,
which is a characteristic of studio theatre.

9. "Brecht on Theatre" by Bertolt Brecht
(p. 153): This book provides insights into
Brecht's concept of epic theatre, which
emphasizes the use of distancing techniques
to create a critical distance between the
audience and the performance.

10. "The Complete Stanislavsky Toolkit" by
Bella Merlin (p. 168) : This book provides
practical exercises and techniques based on
Stanislavsky's system, which is used
extensively in studio theatre.
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Introduction:

Bollywood amazes audience with lot of
entertainment incorporated in it. It is the medium
and a great source of fun and presenting
entertainment to the audience at large.
Bollywood is one of strongest medium of verbal
communication.

In the glitzy world of Bollywood, item
songs have become an integral part of the film
industry. These catchy and energetic dance
numbers have captivated audiences for decades.
From Helen’s iconic moves in the 60s to the
latest chart-topping hits, item songs have
evolved over time, leaving a lasting impact on
the industry. This article delves into the history,
evolution, controversies, and impact of item
songs in Bollywood.

The Evolution of Item Songs in Bollywood 

An Empirical Study on the Objectification of Women in Bollywood Item Songs
Junny Kumari*

Abstract

In recent years, there has been a noticeable trend in Bollywood towards the
objectification of women in songs. The influence of the reel world on the real world cannot
be underestimated, as viewers often try to emulate their favorite actors and actresses,
sometimes leading to inappropriate behavior. Additionally, women in the industry are often
limited to roles that are easily played or done. This raises the question of why there aren’t
as many stories featuring superwomen as there are stories featuring Superman. Is it because
people have been conditioned by cinema to believe that superwomen are not plausible?
Extensive literature reviews have shown that visuals have a significant impact on our daily
lives. With this in mind, researchers aim to conduct an analytical study on the objectification
of women in Bollywood songs. The focus of this research will be collecting the opinions of
young people through a series of questions on this topic.

Key Words :  Item Songs, Bollywood, Women, Sexuality, Vulgarity, Nudity.

Research Methodology : In this research study the researcher has used the descriptive research design to
get the utmost result. Along with the descriptive research design the qualitative data analysis method
has been used. This study focuses on the secondary data. The sample taken for the study is the
bollywood item songs with highest popularity on the you tube. The entire data has been studied
through content analysis method.

*Assistant Professor, Amity University, Patna; Research Scholar, MCNUJC, Bhopal

In the beginning Item songs in
Bollywood have their roots in the golden era of
Indian cinema. Actresses like Helen and Bindu
set the stage on fire with their sensuous
performances, which were considered bold and
progressive at that time. These songs were often
an essential part of the narrative, showcasing
the character’s personality or the overall theme
of the movie.

Item songs have been an integral part
of Bollywood movies for decades. These songs,
known for their catchy tunes and alluring dance
sequences, add a touch of glamour  and
entertainment to the films. From Helen’s iconic
performances in the 1960s to modern-day item
girls like Katrina Kaif and Malaika Arora,
Bollywood has witnessed a significant evolution
in its portrayal of item songs. In this article, we
will delve into the history,  impact,  and
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controversies surrounding item songs in
Bollywood.

1.1 Early Days: The Emergence of Item Songs

- Item songs gained popularity in the
60s and 70s with actresses like Helen and Bindu.

- These songs were often used as a tool
to add glamour and entertainment to the films.

- The iconic moves and costumes of the
actresses became synonymous with item songs. 

1.2 The 80s and 90s: Item Songs as a
Mainstream Trend

- With the rise of Sridevi and Madhuri
Dixit etc.

The Modern Era:

With the advent of the 21st century, item
songs underwent a significant transformation.
They became more explicit and focused
primarily on glamour and entertainment rather
than contributing to the storyline. Iconic item
songs like “Chaiyya Chaiyya” from Dil Se and
“Munni Badnaam Hui” from Dabangg captured
the imagination of the audience and set new
benchmarks for item numbers in Bollywood.

The objectification of women in
Bollywood songs is a topic that needs to be
addressed and discussed in order to bring about
a positive change in the industry. While
Bollywood songs are known for their catchy
tunes and colorful visuals, it is important to
recognize that some of these songs perpetuate
harmful stereotypes and contribute to the
objectification of women.

One of the key issues with many
Bollywood songs is the portrayal of women as
mere objects of desire. These songs often focus
on their physical appearance and present them
in a manner that reduces them to mere eye candy.
Such objectification not only undermines the
talent and potential of women in the industry

but also reinforces regressive notions about
gender roles and expectations.    

It is essential to acknowledge that these
songs not only impact the perception of women
but also influence the mindset of the audience.
By presenting women as objects of desire, these
songs contribute to a culture that normalizes the
objectification and commodification of women.
This, in turn, perpetuates harmful gender
dynamics and hampers the image of women.

Review of Literature :

In the research paper of Enakshi Roy &
Parul Jain Titled: “Sexuality and substance
abuse portrayals in item songs in Bollywood
movies” They say that findings supported their
hypotheses that indeed Bollywood item songs
portray women in a sexual and suggestive
manner. The  findings show that item songs
portray suggestively clad young women
performing sexual dance movements and
engaging in intimate contact with male
protagonists and other dancers.  The
stereotypical depiction of women as sexual
objects to be desired and controlled to serve men
is typical of the Indian media (Das and Sharma
114; Ramasubramanian and Oliver 327).” In a
nation dominated by ideas of male-female
interactions outside family circles as being
immoral, men get little chance to know the
opposite gender. Discussions on sexuality, either
at school or at home, are considered a taboo and
youngsters are left to themselves to find avenues
to express their sexuality and explore the
opposite sex. Because of the limited socially
approved venues for sex education, a majority
turn to soap operas, movies and pornography;
relatively easily accessible channels to seek
information about sex. As a result, much of the
sex education is through media which, as our
research indicates, portrays women in a
stereotypical and subservient manner, having
larger societal consequences and important
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implications for the Indian society.

In her groundbreaking work “Visual
Pleasure and Narrative Cinema,” Laura Mulvey
delves into the concept of the male gaze and its
impact on the representation of women in film.
By dissecting the power dynamics between male
characters and the politics of camera
movements, Mulvey highlights the passive and
objectified portrayal of women in cinema. This
article aims to provide a comprehensive analysis
of Mulvey’s theories, exploring the implications
of the male gaze on gender representation in the
film industry.

Research Objectives:

? Analysis of item songs of bollywood

in portrayal of women in the songs.

? To analyse the objectification of
women in item songs.

? To measure the sexuality and
vulgarity in the songs of bollywood.

Data Analysis & Interpretation:

The songs studied were on the basis of following
variables:

1. Dressing of women

2. The non verbal communication

3. Visual representation of women

The songs taken for the study were:

S.No. Song Actor Dressing 1. The non verbal 4. Visual representation
communication   of women

1 Haye Garmi Nora Fatehi Extremely Seductive & Sexy Body Moves  &
Short Sensual Alluring Actions

2 Besharm Rang Deepika Bikni Seductive & Sexy Body Moves  &
Padukone Sensual Alluring Actions

3 Jhoome jo Deepika Bikni Seductive & Sexy Body Moves  &
Pathan Padukone Alluring Actions

4 Gazhiabaad Geeta Basra Sensual Seductive & Sexy Body Moves  &
ki rani Sensual Alluring Actions

5 Oo La oo La Bidya Balan Sensual Seductive & Sexy Body Moves  &
Sensual Alluring Actions

6 Aga bai halla Rani Sensual Seductive & Sexy Body Moves  &
machaye Mukharjee Sensual Alluring Actions

7 Laila teri lut Sunny Leone Sensual Seductive & Sexy Body Moves  &
legi Sensual Alluring Actions

8 Lahoo muh Deepika Sensual Seductive & Sexy Body Moves  &
lag gaya Padukone Sensual Alluring Actions

9 Ang laga de Deepika Sensual Seductive & Sexy Body Moves  &
Padukone Sensual Alluring Actions

10 Wajah tum ho Zareen Khan Sensual Seductive & Sexy Body Moves  &
Sensual Alluring Actions
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These songs taken for the study were
based on the ranking by newspapers and you
tube. These songs were filmed on A grade female
actors of bollywood. Also these female actors
are considered to be top rated actors in
bollywood except few.

Analyzing the songs on the basis of taken
variables:

The song Haye Garmi is from the movie
Street Dancer 3D, this song has been picturised
on Nora Fatehi and Varun Dhawan. This song
had some very signature moves. But the
objectification of the female actor was to its
fullest. The dance moves were seducing and
alluring along with then very short sexy dressed
worn by the female actor.

The second and third song in the row
are Besharam Rang and Jhoome jo pathan from
Pathan movie picturising Shah Rukh Khan and
sizzling Deepika Padukone. This song without
any need has portrayed Deepika as sex object
with bikni. Which is not at all needed. But then
also she is exposing her curves and body to the
fullest. In both the songs Deepika is exposing
herself with dance moves in water as well.

Fourth song is Gazhiabaad ki rani taken
from the movie, Zilla Gaziabad. This movie is
star studded. In this item number Gazhiabaad
ki rani which is picturised on Geeta Basra, the
dance moves along with the non verbal
communication in the song makes it vulgar and
sexy for the audience. And once again Geeta
basra has been used as sex object for the male
community.

The fifth song taken is Ooo La la OOla
from Dirty Picture.  This song has been
picturised on vetran actor Nasiruddin Shah and
Bidya Balan. The song has been categorized as
most sensual songof that year. The dress worn
by the female actor has all the visible elements
which a female has. Along with this the non

verbal communication such as eye gaze and
haptics has been used.

The next song is the Aga bai halla
machaye from the movie Ayyia. This song has
been pictur ised on famous actor Rani
Mukharjee. She ahs been totally portrayed as
the object in the song. In extremely short dress
with again facial expression and haptics on high.

The seventh song is Laila teri lut legi
from the movie Shoot out at Wadala. Sunny
Leone  and John Abrahm has graced this sexy
song with complete vulgar lyrics. More than the
moves and curves the lyrics have made this song
vulgar and cheap. And Sunny Leone as an object
in the song is making the theory of Male Gaze
very true.

Eighth and Ninth song in the row are
Lahu Muh lag Gaya and Ang laga de from the
movie Ram Leela with lead actors Ranveer
Singh and Deepika Padukone. This is
completely sexy song in other words the
closeness of both the actors in both the songs
give height to the vulgarity. And the lyrics of
course make the song vulgar. The non verbal
communication presents different chemistry
between the two.

The last song taken for the study is
Wajah Tum ho starring Zareen Khan and Karan
Singh Grover from the movie Hate Story3. This
song has crossed the limits of what can be in a
bedroom. This hot bedroom song has been
categorized as the hottest song of year 2015.
Zareen Khan in the song has exposed herself to
the fullest one can do.

Findings:

? After the study was completed it was
found that the women were literally
objectified in the songs selected for the
study from the bollywood.

? It was also found that portrayal of women
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in the bollywood is only as a sex object
and satisfying the theory of male gaze.

? The sexuality and vulgarity has been
portrayed to its fullest in terms of
physical depiction, screenplay and non
verbal communication as well.

Conclusion:
This research delved into the

representation of women and the portrayal of
illicit substances in Bollywood item songs. The
objectives were confirmed, as we found that
these songs often depict women in a sexual and
suggestive manner, objectifying them for the
male gaze. Additionally, our research supported
the hypothesis that item songs frequently
showcase illicit substances such as alcohol and
tobacco. These findings raise serious concerns
for Indian society, as these songs reinforce
gender role stereotypes and perpetuate idealized
notions of body, sexuality,  and gender.
Furthermore, the objectification of women in
these songs may contribute to the normalization
of sexual violence and domestic abuse, issues
that are increasingly prevalent in Indian society.

It is worth noting that there is a
noticeable difference between ear lier
incarnations of item songs, known as cabaret
performances, and the contemporary item
numbers. In the past, lead female actors rarely
performed cabaret dances, with extras taking on
these roles to create a division between women
portrayed as morally “loose” and the primary
woman protagonist, who adhered to societal
norms and was considered “decent”. However,
the current item numbers have eroded such
divisions. These songs now feature cameo or
guest appearances by popular actors or actresses,
elevating their overall popularity and impact.

While this has had a  positive effect in
diminishing typecasting in cinema, it has also
broadened the viewership and popularity of item
songs, particularly among male youth who are
more likely to imitate the problematic behaviors
depicted in these songs.
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'kksèk mís'; %

çLrqr 'kksèk&i= ds ys[ku dk eq[; mís';
dFkd uR̀; rFkk Bqejh ds eè; var% lEcUèk dks le>uk
rFkk blds egRo dks js[kkafdr djuk gSA

'kksèk fo"k; %&

Hkkjrh; laxhr ds fofoèk vax ;ksx rFkk vè;kRe
ls lac) gksus ds lkFk gh ekuo ek= dks vkºykfnr
djus esa leFkZ gSaA Hkkjrh; laxhr dk Lo:i xk;u]
oknu rFkk uR̀; ls iw.kZ gksrk gSA laxhr ds rhuksa gh vaxksa
esa vuar foLrkj gksus ds lkFk gh buesa var%lacaèk Hkh
Li"V fn[krk gSA çLrqr 'kksèk&i= esa ge Bqejh rFkk
dFkd uR̀; ds var%lacaèk ij fopkj djsaxsA

'kkL=h; uR̀;ksa esa dFkd uR̀; dk fof'k"V LFkku
gSA lqHkkf"kuh diwj ^dFkd* 'kCn dk vFkZ ^urw u* crkrh
gSaA bl uR̀; eas Jàxkj jl dh çèkkurk gksrh gSA bl uR̀;
dk iYyou jktnjckjksa esa gqvkA dFkd uR̀; dks ftruh
ojh;rk jkt njckjksa esa feyh bruh ojh;rk fdlh vU;
uR̀; çdkj dks ugha feyhA fnYyh rFkk voèk ds njckj

dFkd u`R; ,oa Bqejh

M‚- iwtk pkSèkjh·

'kksèk lkj

Hkkjrh; 'kkL=h; laxhr dh iw.kkZoLFkk mlds vax=; ¼xk;u] oknu rFkk uR̀;½ ls çkIr gksrh gSA
rhuksa gh vax ,d&nwljs ds fcuk vèkwjs çrhr gksaxsA çLrqr 'kksèk&i= esa Bqejh rFkk dFkd uR̀; ds vUr%lEcèk
ds lUnHkZ esa ppkZ çLrkfor gSA Bqejh xk;u&'kSyh ljl] vR;ar foLrr̀ rFkk Lora= :i ls xkbZ tkus okyh
yksdfç; xk;u&'kSyh gSA Bqejh ds ekè;e ls xk;d viuh dYiuk'khyrk rFkk Hkko dks vius Loj ds
ekè;e ls çLrqr djrk gSA

orZeku mÙkj Hkkjr esa 'kkL=h; uR̀; ds :i esa dFkd dk fo'ks"k çpyu gSA ;g uR̀;&'kSyh vR;ar
le)̀ gSA Bqejh rFkk dFkd nksuksa gh lkaxhfrd 'kSyh ds ekè;e ls dykdkj dh dYiuk 'kfä rFkk euksHkko
dks lEçsf"kr fd;k tkrk gSA ;s nksuksa 'kSyh Lora= :i ls Hkh Hkko&lEçs"k.k esa vxzx.; gSaA dFkd uR̀; ds
lkFk Bqejh dk la;ksx gksrk gS rc ,d dykdkj ,d gh Bqejh ij iwjh jkr vR;ar ljl uR̀; çLrqr dj
ldrk gSA vr% dgk tk ldrk gS fd Bqejh rFkk dFkd uR̀; esa ,d fo'ks"k var%lEcUèk gS tks vo.kZuh;
gSA mls dsoy vuqHkwr fd;k tk ldrk gSA

lwpd 'kCn % J̀axkj jl] dFkd uR̀;] Bqejh xk;u] lkaxhfrd 'kSyh] HkkokfHkO;fä

'kksèk çfofèk % çLrqr 'kksèk&i= ds ys[ku ds fy, fofoèk if=dkvksa rFkk iqLrdksa dk lg;ksx fy;k x;k gSA

· lgk;d vkpk;kZ] laxhr rFkk uR̀; foHkkx] dq#{ks= foÜofo|ky;

esa dFkd uR̀; dk yksdjatukRed i{k vfèkd mHkj dj
vk;kA dFkd uR̀; iju] xr] rksM+k vkSj fofHkUu VqdM+ksa
dh ifjlhek esa ,dh—r gksdj Lo:i èkkj.k djrk gSA
vr% dykdkj bUgha rÙoksa ds varxZr vius dykRed
dkS'ky dks çLrqr djrs gSaA dFkd dh çLrqfr ds fy,
lkekU;r% rhu rky dk pquko fd;k tkrk gSA dRFkd
uR̀; ds nkSjku urZd rFkk oknd ,d&nwljs ij fuHkZj
jgrs gSa rFkk nksukas gh lkoèkkuhiwoZd viuk çn'kZu çLrqr
djrs gSaA dFkd uR̀; eas laxr ok| ds :i esa eq[;r%
rcyk rFkk gkjeksfu;e dk ç;ksx gksrk gS A lkFk gh
ra=h; ok| ¼lkjaxh] flrkj vkfn½] lqf"kj ok| ¼ckalqjh]
vkfn½ rFkk eathjk vkfn dk Hkh ç;ksx fd;k tkrk gSA
dFkd uR̀; ds fy, eq[;r% rhu ?kjkuksa dk çpkj gS tks
Øe'k% y[kuÅ] t;iqj] cukjl gSA ÞvU; uR̀;ksa dh
vis{kk dFkd uR̀; esa rky rFkk y; dks vfèkd egÙo
fn;k tkrk gS ;gh bl uR̀; dh fo'ks"krk gSA urZd y;
dh fofHkUu pkyksa ds }kjk lkSUn;Z dh l̀f"V djrk gSA
dFkd uR̀; ,dek= ,slk uR̀; gS ftlesa ukVî rFkk uR̀;
nksuksa dk lqanj feJ.k fn[krk gSAß1
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ljl uR̀; dFkd esa Hkko&lEçs"k.k ds leku
gh xk;u ds ekè;e ls Hkko&lEçs"k.k ds fy, Bqejh 'kSyh
dk iq"iu ekuk tkrk gSA dFkd dh Hkk¡fr gh Bqejh
xk;u Hkh jkt njckjksa ds vkJ; esa gh iYyfor gqbZ]
vr% blesa Hkh Jàxkjh Hkko lgt gh ifjyf{kr gksrs gSaA
mÙkjorÊ dky esa Bqejh&'kSyh dk Lora= Lo:i vR;ar
le)̀ :i ls çpkfjr gqvkA Bkdqj t;nso flag ds
vuqlkj] HkS;k x.kirjko muls dgk djrs Fks ÞBqejh ds
ftu Hkkoksa dks ,d uR̀;dkj vius psgjs ds gkoHkko rFkk
gkFk dh eqækvksa ls vnk djrk gS] mUgsa ge xys ls xk
dj yksxkas ds lkeus çLrqr djrs gSa Aß2

Bqejh xk;u&'kSyh vR;ar yksdfç; xk;u&'kSyh
gSA bl 'kSyh ds varxZr 'kkL=h; fu;e f'kfFky gksrs gSaA
,sls 'kSyh esa lkSan;Z&cksèk dk vkfèkD; gksrk gSA ̂ Bqejh dk
fo"k; ukf;dk ds varj dh vla[; Hkko&ygfj;ksa dk
fp=.k gSA*3 Bqejh xk;u&'kSyh esa xk;d dks Hkko l̀tu
ds fy, 'kkL=h; fu;eksa dks f'kfFky djus dh vuqefr
gksrh gSA Bqejh xk;u dh fo'ks"krk,¡ bl çdkj gSa&
^^Jàxkj jl&çèkku bl fo/kk esa Lojksa dk Hkko ds vuqdwy]
fofp=rkiw.kZ ç;ksx gksrk gSA bl foèkk esa Loj vkSj 'kCn
nksuksa gh ijLij iwjd ds :i esa ç;qä gksrs gSa] bl
xk;dh dks fL=;ksfpr xk;dh ekuh tkrh gSA bl
xk;u&'kSyh esa jkx fu;eksa esa dfBuc)rk ugha gksrh
vFkkZr~ vkfoHkkZo& frjksHkko dk [kqyk ç;ksx fd;k tkrk
gSA Hkko ,oa ek/kq;Z çdV djus gsrq /ofu dk mrkj&p<+ko
Hkh egRoiw.kZ LFkku j[krk gSA Loj&lkSUn;Z gsrq Bqejh&xk;u
esa d.k] ehM+] eqdhZ] [kV~dk vkfn vyadj.kksa dk ç;ksx
fd;k tkrk gSA4 bl 'kSyh ds mn~Hko ds lanHkZ eas fo}ku
,der ugha gSA Bkdqj t;nso flag bl 'kSyh dks nks lkS
o"kksaZ ls çpkfjr ekurs gSaA ^Bqejh* 'kCn dk mYys[k
loZçFke 17oha 'krkCnh esa ̂ Qdh#Yykg* }kjk jfpr ̂ jkx
niZ.k* esa çkIr gksrk gSA 18oha 'krkCnh esa t;iqj ujs'k
egkjktk lokbZ çrki flag ds xzUFk ̂Jhjkèkkxksfoanlaxhrlkj*
esa Bqejh dks ,d 'kSyh u dgdj ,d jkx ds :i esa
mYysf[kr fd;k x;k gSA dqN fo}kuksa dh ekU;rk gS fd
Bqejh dk mn~Hko y[kuÅ ds uokc okftn vyh 'kkg ds
njckj esa gqvkA ;|fi uokc okftn vyh 'kkg dk
'kkludky 19oha 'krkCnh esa Fkk] vkSj bl dky ls igys
dh dbZ xzaFkksa esa Bqejh ds lanHkZ esa mYys[k çkIr gksrk gSA
vr% ;g er mfpr ugha tku iM+rk gSA Bqejh dh

mRifÙk ds lacaèk esa Jherh yhyk dkjoky dgrh gSa Þ,slh
ekU;rk gS fd Xokfy;j ds jktk ekuflag rksej
¼1486&1516½ us bldk vkfo"dkj fd;k vkSj bldk
uke ̂rksejh* j[kkA ̂rksejh* 'kCn èkhjs&èkhjs cnyrs&cnyrs
Bqejh cu x;kAÞ5

fofHkUu fo}kuksa ds er ds voyksdu ds i'pkr~
dgk tk ldrk gS fd Bqejh dk çpkj vkt ls yxHkx
400 o"kZ iwoZ ls ekuk tkrk gSA Bqejh dk mn~Hko xk;u
ds ,d çdkj ds :i esa gqvk Fkk fdarq dkykarj esa ;g
'kSyh Lora= :i ls fodflr gqbZ rFkk orZeku esa vR;ar
çpfyr mi'kkL=h; 'kSyh ds :i esa vius Lora= vfLrRo
dks fl) djrh gSA Bqejh dk iYyou jkt njckjksa esa
gqvk] bl dkj.k blesa Jàxkj jl dk çkèkkU; fn[krk gSA
orZeku dky esa nks çdkj dh Bqefj;ksa dk çpkj gS&

1- cafn'k ;k cksy&ckaV dh Bqejh

2- cksy&cuko dh Bqejh

cksy ckaV vFkok cafn'k dh Bqejh eas y; dh
çèkkurk gksrh gSA uR̀; rFkk ra=h ok|kas ds fy, bl
çdkj dh Bqejh vuqdwy gksrh gSA tcfd cksy cuko dh
Bqejh esa HkkokfHkO;fä dh çèkkurk gSA Bqejh xhrksa dh
jpuk czt] fganh rFkk mnZw Hkk"kk esa vfèkd feyrh gSA
Bqejh ds xk;u gsrq papy ç—fr ds jkx] tSls& ns'k]
fryddkeksn] HkSjoh] ihyw] cjok] [kekt] dkQh] eka>]
f>a>ksVh] igkM+h] fryax] tksfx;k bR;kfn dk p;u fd;k
tkrk gSA bl xhr esa laxr ds fy, lkekU;r% iatkch]
pk¡pj] rhurky] nhipanh] ,drky] >irky] dgjok]
v)k vkfn rkyksa dk p;u fd;k tkrk gSA Bqejh dh èkqu
jkx&fo'ks"k esa fuc) gksrh gS fdUrq lkSUn;Z&l̀tu ds
fy, xk;d }kjk vU; jkxksa esa Hkh vkjksg.k fd;k tkrk
gSA Bqejh xk;u dh rhu 'kSfy;ka çpkj esa gS&

1-  iwjc vax dh Bqejh ¼y[kuÅ rFkk cukjl½

2-  iatkc vax dh Bqejh

3-  [;ky vax dh Bqejh ¼eqacbZ vkSj iq.ks½

iwjc vax dh Bqejh cukjl esa çpfyr gS] blesa
yksd laxhr dk çHkko fo'ks"k :i ls ns[kk tk ldrk gSA
tcfd iatkc vax dh Bqejh esa cksy cuko dh çèkkurk
gksrh gSA
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vfèkdrj Bqejh ds jpukdkjkas us vius miuke
eas vxzHkkx eas ^fi;k* 'kCn tksM+k gS tSls& v[k+~rj fi;k]
lun fi;k] dnj fi;k] pkan fi;k] lq?kj fi;k] ekèko
fi;k] prqj fi;k] yyu fi;k] ekSt fi;k] jD[ky fi;k]
vgen fi;k bR;kfnA blds vfrfjä Bqejh ds dqN ,sls
jpukdkj Hkh gq, gSa ftUgksaus vius miuke ds lkFk fi;k
'kCn Lohdkj ugha fd;k gS tSls fcanknhu] papy] dqaoj
';ke] b'd jax] cM+s jkenkl] HkksykukFk Hkê ¼nkl½
bR;kfnA Bqefj;ksa dh jpuk djds mudk dFkd uR̀; esa
lekos'k djus okys jpukdkjksa esa eq[; :i ls uokc
okftn vyh 'kkg rFkk fcanknhu egkjkt dk uke vkrk
gSA bu nksuksa gh jpukdkjksa dh Bqefj;ksa dk mnkgj.k
bl çdkj gS&

okftn vyh 'kkg dh jpuk,¡

¼1½

ped ped peds fcftfj;k

dSls ds vkÅ¡ fi;k rksjh lstfj;k

cknj xjts ft;jk rjls

^v[rj fi;k* lax Hksth [kcfj;k AA6

¼2½

ped ped peds fctqfj;k

dSls ds vkÅ¡ fi;k rksjh lstfj;kA

cknj xjts ft;jk yjts

ßv[rj fi;kÞ lax Hksth [kcfj;k AA7

¼3½

eksgu jfl;k vk;s cfx;k esa

pwe jgs jl dyh dyh js

dksbZ dyh gfjuke iqdkjs

dksbZ dyh lqu ßvyhÞ vyh js AA8

¼4½

tc NksM+ pys y[kuÅ uxjh

rc gkys Þvyhß ij D;k xqtjh

egy egy esa csxe jksos

tc ge xqtjs nqfu;k xqtjhAA9

fcUnknhu egkjkt dh jpuk,¡

rky % :id

fujrr <ax gS---

cgs iou ean lqxUèk 'khry oa'kh cV rV fudV

tequk oÙnkou dh dqat xfyu esa jkèks xksih meax AA

laxhr ukpr lxqu FkjfdV rr Fks Fks rÙkr FkS;k A

xksih dj ij ';ke dj lksgs eugq¡ cSBs Hkqtax AA

fujrr--- AA

y; xr fn[kkor gko&Hkko dVk{k lksyg vax cukorA

xhr Mksyr eld fFkjdr pyr rky jh lax AA

fujrr--- AA

vxz Qsjh dop iyVk ekjr rksM+k vkSj frgŞ ;k A

rr r FkSFkS rr r frjnk fnx fnx pj.k èkjr mNax AA

fujrr--- AA

rqe ukFk fcu eksgs dks mckjs dkSu vl tks foir Vkjs A

fcUnknhu iS —ik djh çHkq O;kiS nq[k ugha vax AA

fujrr--- AA10

rky % dgjok

tlqnk ds yky [ksys gk sjh èkwe eP;ksjh A

pksok pUnu vrj xqykc dks xfy;u chp epksjhA

mM+r xqyky yky Hk;ks cknj pyh jaxh >ksjh A

L;kgh uhy feyk; rsy esa lcds eq[k gks eyksjh A

yk[k tru dj NwVr ukgha HkbZ dkjh lc xksjhA

cktk ctr nso uHk nk;s lqeu cj[k dfj tksjhA

fcUnk dgr èkU; czt ;qorh ukpr —".kk [kM+ksjhAA11

rky % nknjk

dkgs jksdr Maxj I;kjs uanyky esjsA

fur gh djr >xM+k gels iu?kV ugha tkus nsrA

ns[k HkbZ ukjh Hkksjh cfg;k D;ksa xgs js A dkgs AA

fcurh d:¡ eSa ukgha og ekur lqur ukgha HkkbZ

Nhu yhuks xjs dks gkj ek¡xs ugha nsr

fcUnk ns[k <haB yaxj cjcl eksjh ykt ysr

nwaxh nqgkbZ vc gh tkbZ uUn ds nqvkjs AA dkgsAA12
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rky % nknjk

Mxj pyr n s[ k k s  '; ke eu yhuk s A

eSa rks tkr ifu;k Hkju vkor gS mrls dkUgk

fuj[kr fty;k x;ks yqHkk; Vksuk vl dhuksAA

ck ¡dh Nfo dSlh vkyh e qdqV 'kh'k èkkj sA

Hkd̀qfV dqfVy dslj dks fryd Hkky nhuks AA

fcUnk dgr ldy ukjh eksgs czt ukFk ns[k A

Hkwyh dqy tx dh ykt enu vax ehuks AA13

^Bqejh* 'kCn lkekU; :i ls Bqed dj pyus
okyh pky ;k iSjksa dh pky dh vksj ladsr djrk gSA
ekU;rk gS fd Bqejh xk;u dk mn~Hko uR̀; ds lkFk xkus
ds fy, gqvkA Bqejh rFkk dFkd nksuksa esa gh cgqrlh
lkE;rk lgt fn[krh gSA nksuksa gh lkaxhfrd 'kSfy;ksa
dk mn~Hko jkt njckjksa esa gqvk rFkk nksuksa gh çdkj dh
lkaxhfrd 'kSfy;ksa esa Jàxkj jl dk çkèkkU; ns[kk tkrk
gSA nksuksa gh 'kSfy;ka Hkko laçs"k.k ds fy, vR;ar mi;qä
gSaA ÞlaxhrKksa dh ekU;rk gS fd igys laxhr dh egfQyksa
esa vfèkdrj oS';k,a gh Hkko vkSj vfHku; ds lkFk Bqejh
dk xk;u djrh FkhaA Bqejh xk;u dk mn~Hko y[kuÅ esa
uR̀; ds laxr ls gh gqvkA Bqejh rFkk dFkd nksuksa gh
lkaxhfrd 'kSfy;k¡ y[kuÅ dh fo'ks"krk jgh gSaA Bqejh
;gka ds okrkoj.k esa ut+kdr vkSj uQklr ds lkFk
iyh&c<+h gSA yxHkx iwjs mÙkj Hkkjr esa bu nksuksa gh
lkaxhfrd 'kSfy;ksa dk çlkj ,d lkFk gh gqvk gSA dFkd
uR̀; esa vfHku; ds varxZr ^Hkko crkuk* dk foLrr̀
çpyu gSA fo'ks"k :i ls Bqejh dk Hkko O;ä djus dks
^vFkZHkko* dgrs gSaAÞ14

Bqejh] Hkko ds laçs"k.k rFkk dFkkfHku; dh
çrhdkRedrk ,oa lkadsfrdrk ds fodkl dk fpUg gSA
Bqejh dk f'kYi vR;ar vuwBk rFkk ykspiw.kZ gSA ;g
dykdkj dh dYiuk'khyrk ds lqnh?kZ vk;ke dk ekunMa
gSA uR̀;dkj }kjk Bqejh ds ,d&,d 'kCn dh fofoèk
çfrdkRed eqækvksa }kjk HkkokfHkO;fä gksrh gSA lqçfl)
dFkd urZd fcanknhu egkjkt iwjh jkr dsoy ,d gh
Bqejh ij Hkko çLrqr djrs FksA Bqejh ds ,d&,d 'kCn
dk foLrkj bl çdkj djrs Fks fd n'kZd ,dVd ns[krs
jg tkrs FksA 'kaHkw egkjkt Hkh ,sls gh leFkZ dykdkj Fks
tks ,d Bqejh ij lkjh jkr Hkko fn[kkrs FksA 'kaHkw

egkjkt rks fdlh Hkh Hkko vFkok jl dk ljl çn'kZu
fdlh Hkh Bqejh dks vkèkkj cukdj djrs Fks pkgs Bqejh ds
'kCn rFkk çnf'kZr fd, tkus okys Hkko esa fojksèkkHkkl gh
D;ksa uk gksA

fofoèk dykdkjksa }kjk Bqejh rFkk dFkd dks
viuh riL;k ls ltk;k x;k gSA fo}kuksa dh ekU;rk gS
fd dFkd rFkk Bqejh ds eè; lEcUèk vR;ar ?kfu"V gSA
urZdksa }kjk Bqejh dk xk;u dj mlds ,d&,d Hkko
dks n'kZdksa ds le{k çLrqr fd;k tkrk gSA Bqejh esa 'kCn
de gksrs gSa fdUrq mu esa Hkkoksa ds çn'kZu ds fy, cgqr
lEHkkouk gksrh gSA

fu"d"kZ

Bqejh rFkk dFkd uR̀; esa fo'ks"k lEcUèk gSA
bu nksuksa gh 'kSfy;kas ds vuds xq.k ijLij feyrs gSaA
Bqejh xk;u dk çlkj Loj ds ekè;e ls Hkkoksa ds
lEçs"k.k ds fy, gqvk FkkA Hkkoksa ds lEçs"k.k dh lEHkkouk
vU; xs; 'kSfy;ksa dh vis{kk Bqejh esa vfèkd gksrh gSA
dFkd esa uR̀; ds ekè;e ls Hkko&çn'kZu fd;k tkrk gSA
vr% nksuksa gh 'kSfy;ksa ds lfEeJ.k us lkaxhfrd Hkko&çn'kZu
dks ,d uwru vk;ke fn;kA Bqejh ds lkFk dFkd urZd
,d&,d 'kCn ij Hkkoksa dks fofoèk Hkafxekvksa ls n'kZdksa
rd ljl :i ls çsf"kr djrs gSaA

mä fo"k; ds fparu ds i'pkr~ fu"d"kZr% dgk
tk ldrk gS fd Bqejh ds ekè;e ls urZd vius fofoèk
vaxksa dh Hkafxekvksa ls rFkk xk;d Loj ds ekè;e ls
viuh dYiuk dks n'kZdksa rd igqapkrs gSaA bl 'kSyh ls
urZd rFkk xk;d èkhjs&èkhjs Bqejh dh ,d&,d ia[kqM+h
dks [kksyrs gSa rFkk Jksrkx.k vkºykfnr gksrs gSaA
Bqejh&xk;u dk dFkd ls vyx Lora= Lo:i vo';
LFkkfir gks x;k gS fdUrq dFkd ds lkFk bl 'kSyh dh
çLrqfr dh ckr gh fujkyh gSA

lanHkZ lwph %

1- diwj] lqHkkf"kuh] dFkd uR̀; dk ifjp;] jkèkk ifCyds'kUl]
u;h fnYyh] 2016] i-̀ 16

2- iksgudj] vatyh] lQj Bqejh xk;dh dk] dfu"d ifCy'klZ]
fMLVªhC;wVlZ] ubZ fnYyh 2009] i-̀ 11

3- cg̀Lifr] vkpk;Z] laxhr fparkef.k] laxhr dk;kZy; gkFkjl]
1976] i-̀ 103



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 198º

4- lgxy] MkW- lq/kk ,oa MkW- eqäk] csxe v[rj o mi'kkL=h;
laxhr] jk/kk ifCyds'kUl ubZ fnYyh] 2007] i-̀ 4

5- dkjoky] Jherh yhyk] Bqejh ifjp;]laxhr lnu çdk'ku
bykgkckn] 2015] i-̀ 1

6- Banerji, Projesh, Kathak Dance Through Ages,
¼m)̀r&,sfrgkfld ifjçs{; esa dFkd uR̀;] ysf[kdk&M‚- ek;k
Vkd] dfu"d ifCy'klZ ,aM fMLVªhC;wVj ubZ fnYyh] 2006]
i-̀ 54½

7- fofèk ukxj] Bqejh ,oa dRFkd] 2020] ch-vkj- fjn~El] fnYyh]
i-̀ 62

8- ogh

9- ogh

10- Banerji, Projesh, Kathak Dance Through Ages,
¼m)r̀&,sfrgkfld ifjçs{; esa dFkd uR̀;] ysf[kdk& M‚- ek;k
Vkd] dfu"d ifCy'klZ ,aM fMLVªhC;wVj ubZ fnYyh] 2006]
i-̀ 54½

11- fofèk ukxj] Bqejh ,oa dRFkd] 2020] ch-vkj- fjn~El] fnYyh]
i-̀ 55

12- ogh] i-̀ 54

13- ogh

14- ogh] i-̀ 48
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Hkkjrh; laxhr ds bfrgkl ,oa fodkl ds Øe
esa gesa ns[kus vkSj tkuus dks feyrk gS fd fofHkUu
'krkfCn;ksa esa fofHkUu okX;sdkjksa }kjk viuh jpukRed
izfrHkkvksa ds }kjk le;&le; ij fofHkUu jpuk,a jph
xbZ gSa] bu jfpr jpukvksa ds fofHkUu fo"k; izkIr gksrs
gSaA ijUrq 19oha 'krkCnh esa eq[;r% cfUn'kksa dks jpus okys
okX;sdkjksa ds ckjs esa tc ge ckr djrs gSa rks muesa izeq[k
okX;sdkj ftuds }kjk cfUn'ksa jpha xbZa] ds uke bl
izdkj gSa%&

eqgEen vyh [kka ̂ gjjax*& eqgEen vyh [kka dk lkjk
ifjokj t;iqj esa gh jgrk FkkA budks vius ?kjkus ds
cM+s&cw<+ksa ls laxhr dh f'k{kk izkIr gqbZ vkSj buds ikl
cfUn'kksa dk cM+k vPNk laxzg FkkA buds ?kjkus dks ge
t;iqj dk izeq[k [;ky ?kjkuk ekurs gSaA buds iq=
vkf'kd vyh [kka vius ?kjkus ds izfrf"Br xk;d FksA

ia- fo".kq ukjk;.k Hkkr[k.Ms& ia- Hkkr[k.Ms th viuh
fd'kksjkoLFkk esa jkeiqj ijEijk ds xqf.k;ksa ds f'k"; gks
pqds FksA xhr&jpuk dh fn'kk esa Hkkr[k.Ms th us tks
dqN fd;k gS og mudh cgqeq[kh laxhr&lsok dk ,d
lqn<̀+ LrEHk gSA dfo dk Hkkoqd ân; mUgksaus LoHkkor%
ik;k FkkA1

ia- vksadkjukFk Bkdqj& ia- vksadkjukFk Bkdqj fo".kq
fnxEcj ds ije ;'kLoh f'k"; FksA budk miuke ̂iz.kojax*
Fkk vkSj bl uke ls bUgksaus vusd NUnksa esa dkO; jpuk
dj fofHkUu jkxksa esa cSBk;kA

Jh d`".k ukjk;.k jkratudj& budk tUe 31 fnlEcj

19oha 'krkCnh dh HkfDrijd cfUn'kksa ds izeq[k okXxs;dkj

MkW- losZ'k 'kekZ·
la{ksi lkj

Hkkjrh; laxhr ds ,sfrgkfld Øe esa [+;ky xk;u ,oa [;ky dh cafn'kksa ds fo"k;&oLrq dh ckr
djrs gq, bl 'kksèk&i= esa 19oha 'krkCnh ds izeq[k okXxs;dkj] muds thou dk ifjp;] lkaxhfrd&;k=k
rFkk muds }kjk jph xb± fofHkUu HkfDrijd cafn'kksa dk mYys[k fd;k x;k gSA

dqath 'kCn % okX;sdkj] HkfDr] cfUn'k] [+;kyA

izfofèk % f}rh;d ek/;eksa ds vUrxZr iqLrdksa vkfn ls lgk;rk yh xbZ gS A

· vfLLkVsaV izksQslj] Mh-,-oh- dkWyst] lSDVj&10] p.Mhx<+A

1900 dks cEcbZ esa gqvkA buds izkjfEHkd laxhr xq#
gksugkj d"̀.k HkV~V FksA jkratudj th Lo;a ia- Hkkr[k.Ms
ds iV~Vf'k"; FksA blhfy, os eSfjl dkWyst] y[kuÅ ds
fiazlhiy nh?kZdky rd jgsA vkxjk ?kjkus ds bl xk;d
us cgqr&lh pht+sa viuh cukbZ vkSj mUgsa fHkUu&fHkUu
jkxksa esa cSBk;kA bUgksaus viuk miuke ̂ lqtku* fn;k gSA2

rln~nqd gqlSu [kka& ;s dYyu [kka ds lqiq= Fks vkSj
budk tUe 1879 esa vkxjk esa gqvkA ;s mnwZ] Qkjlh ds
Hkh cgqr vPNs fo}ku Fks vkSj laxhr 'kkL= dk xgu v/
;;u fd;k FkkA budk miuke ^fouksn* FkkA3

foyk;r gqlSu [kka& bUgksaus vius dqVqEc ds cqtqxZ]
vius NksVs nknk dYyu [kka ls [;ky dh rkyhe ikbZ]
jkxksa esa pht cfUn'k cukus dk [kka lkgc dks cM+k 'kkSd
FkkA bUgksaus cztHkk"kk esa ^izk.kfi;k* uke ls jkxnkjh dh]
dbZ phtksa dh jpuk dh gSA

QS¸;kt gqlSu [kka& ;s lQnj gqlSu [kka ds iq= vkSj
eqgEen vyh [kka fldUnjkckn okys ds iksrs FksA QŞ ;kt
gqlSu [kka cpiu ls gh vius ckck xqyke vCckl [kka ds
ikl vkxjk esa jgrs Fks vkSj mUgha ls laxhr dh f'k{kk
ikbZA bUgksaus yxHkx nks lkS ls <kbZ lkS cafn'kksa dh jpuk
vius ^izsefi;k* miuke ls dh gSaA4

dkys [kka& dkys [kka xqynhu [kka ds lqiq= Fks vkSj budk
tUe eFkqjk esa 1860 esa gqvk FkkA bl ns'k esa cgqr ls yksx
bUgsa ^ljlfi;k* ds uke ls tkurs gSa vkSj blh miuke
ls bUgksaus cgqr&lh cstksM+ cfUn'kksa dh jpuk dh] bUgksaus
[;ky] Bqejh vkSj ljxeksa dh Hkh jpuk dh FkhA
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vCcu [kka& vCcu [kka cgjke [kka ds Hkkats Fks vkSj
budk tUe lgkjuiqj esa gh gqvk FkkA bUgsa cgjke [kka
dk izlkn feyk Fkk vkSj laxhr 'kkL= ds izdk.M if.Mr
gksus ds vykok ;g mUgha ds <ax dk xkrs Hkh FksA bUgksaus
cgqr&lh phtsa fy[kh FkhA bUgksaus jkx&jkfxfu;ksa ij
[kkst Hkh dh FkhA ;s lgkjuiqj ?kjkus ds dykdkj gq,
gSaA5

vuoj gqlSu [kka& ;s vy~rkQ gqlSu [kka ds ea>ys csVs
FksA bUgsa Hkh laxhr dh f'k{kk t;iqj esa dYyu [kka ls
feyhA mLrkn dh eR̀;q ds ckn ;s cEcbZ pys vk, vkSj
o"kksZa vius cM+s HkkbZ [kkfne gqlSu [kka vkSj ekek foyk;r
gqlSu [kka ls cgqr dqN lh[kkA ;s dfo Hkh Fks vkSj fgUnh]
mnwZ esa dfork fy[krs FksA dfork esa buds xq# lhekc

vQcjkcknh Fks vkSj mnwZ esa budk uke [kqekj fu;kth
rFkk fgUnh esa ^jljax* gSA6

blh Øe esa bu 19oha 'krkCnh ds dqN izeq[k
okX;sdkjksa }kjk jfpr jpuk,¡ bl izdkj gSa&

^gjjax* eqgEen vyh [kka
¼d`".k dks lEcksf/kr lxq.k HkfDr jpuk½

jkx& foHkkl] rky&rhurky ¼eè;y;½

LFkkbZ& I;kjh I;kjh cfr;ka dj dj eksgu vkyh jh esjks
eu cl dhuksA

vUrjk& ?kM+h iy ewjfr Vjr u fg;rsa ^gjjax* csfx
fn[kkoks lqjfr;kAA7

LFkkbZ

1    2    3    4    5    6    7    8    9    10    11    12    13    14    15    16

x     2  0  3

i/k    /k    lka    lka

I;k   jh    I;k    jh

/kfu   /k    i   &    /ki   i    xi   i  x     js    lk    lk jslk    &    js   &

c    fr   ;ka   ·    d   j    d   j  eks ·    g    u vk    ·    yh   ·

xi   i   jsx   lk    jsa  jsax    jsa   lka  lkafu   &    /kfu    i

jh   ·  eA    jks    e  u·    c   l  dh ·    uks    ·

vUrjk

/k     /k     i   /k

?k     M+h    i   y

lka   &   lka   lka   jsa   jsa    jsa    jsa  xa jsa    lka    & lka    lka    jsa   lka

ew    ·   j    fr   V   j    r   u  fg ;    rsa    · g     j     ja   x

/klka   &   /kfu   i    /ki   i    x   i  x js    lk    &

cs    ·    fx   fn   [kk   ·    oks   lq    j     fr    ;k    ·
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ia- fo".kq ukjk;.k Hkkr[k.Ms ¼o.kZuijd HkfDr [;ky jpuk½

jkx&njckjh dkuM+k] rky&rhurky ¼eè;y;½

LFkkbZ& bu esa dkSu jkf/kdk jkuh]

lc esyk esa <wa<u tkÅa tkuwa izsejl [kkuhA

vUrjk& #defu iwNr pfy lf[k;u lksa izse prqj eǹqckuhA

ftl ij izHkqth izse j[kr gS] ;fg D;k iqju dekuhAA8

LFkkbZ

1    2    3    4    5    6    7    8    9    10    11    12    13    14    15    16

x     2  0  3

    ejs  ejs    js   lk  js    &     lk   fu+lk &     l     js    &

    b  u    esa    ·  dkS   ·      u   jk     ·     f/k    dk    ·

ijs   ie   xe   &   ejs   ejs    js   lk     js    &     lk    & fu+lk    &    lk    js

jk   ·    uh   ·    l  c    e©   ·  yk   ·     es©    · <wa      ·     <    u

/k+fu+  /k+fu+  fu+    i+    ei  &    e   i  &    i     i    i ei &    i    &

tk  ·  ·     Åa   tk  ·    uwa    izs  ·     e     j    l [kk ·     ·    ·

ei  fu  xe    &
··   · uh     ·

vUrjk

     e    e   i    i    /kfu    &    fu    fu  lka lka   lk   lka

     #   d   e    fu  iw ·    N    r  p fy   l    f[k

fu   lka   lka   &    lka   &   lka    fu  jsa      jsa    lka    lka  fulka   &   lka     jas

;    u   lksa   ·     izs   ·    e    p  rq j     e`     nq  ck ·    ·     ·

/kfu   &   fu   i     e   e    e    e  i i     i     &  ei &    i    lka

·    ·   ·   uh     ft   l    i    j  iz Hkq    th     ·  izs ·    e    j

/kfu  fu  i    &     lka   lka   lka  lka  fui fu    i     i  ei &    i    &

[k   r  gSa    ·      ;   fg   D;k  ·  iq j     u     d  ek ·     ·    ·

ei  fu  xe   &
··   ·  uh    ·
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Jh d`".k ukjk;.k jkratudj ^^lqtku**

jkx&jkenklh eYgkj] rky&rhurky ¼eè;y;½

LFkkbZ& ek/kks eqdqan fxfj/kj xksiky] d"̀.k eqjkjh e/kq lwnuk ek/kks eqdqank

vUrjk& tir vuUr gjs uke] ikos vkuUn vr lqtkuk ek/kks eqdqanAA9

1    2    3    4    5    6    7    8    9    10    11    12    13    14    15    16

x     2  0  3

  fu  i    xe    e    jslk

  ek  ·    /kks    ·   eq·

js    &  lk   lkafu   js   x    e  ie i    ex    e   fu  i    lkai   &   lkafu

dqa   ·  n    fx    fj   /k    j  xks· ik    ··    y   Øs  ·    ".k    ·   eq

uh/k  uh  i    e     i   e    x   e i     e     fu   i  &    xe   e  jslk

jk·   ·  jh    e    /kq   lw    ·   n uk    ·     ·   ek  ·    /kks    ·  eq·

js     &  lk

dqa    ·   n

vUrjk

  i   /k   fu   lka  fu

  t   i    r   · v

lka   &   lka   lka    jsalka  fu  lka  fu/k    uh    i    &   e   uhe i   & i

ua    ·   r    g     js   ·   ·   uk·    ·     e    ·   ik   · os   · vk

uh/k  uh   i    lk    js   x   e    i  ie   ex   e   fue   i    xe   e jslk

ua·   ·   n v    r   lq   tk  ·  uk    ··    ·   ek   · /kks   · eq·

js    &   lk

daq    ·    n
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rlíqd gqlSu [kka ^fouksn* ¼fuxq.kZ HkfDr jpuk½

jkx&dkeksn] rky&rhurky ¼eè;y;½

LFkkbZ& csxqu xqu xk; jg;ks djrkj]

rkju rkj rw djrkjA

vUrjk& fouksn vtht gS csdl ykpkj]

rw gS tx dk fuLrkjAA10

LFkkbZ

1    2    3    4    5    6    7    8    9    10    11    12    13    14    15    16

x     2  0  3

   lk  e     js    i     e©

   cs  xq     u    xq    u

/k    &   i i   x   e    /k    i  e    j     lk     &    jsa     &    lka   lka

xk   ·   ; j   g;ks   ·    d    j  rk    ·     j     ·  rk     ·     j    u

lka   /k   i i   x   e    /k    i   e    js    lk     lk

rk   ·   · j   rw   ·    d    j   rk ·    j     cs

   vUrjk

 i     i     lka    lka

 fo    uks     n     v

lka   &   lka   lka   lka    /k    lka   jsa   lka     /k    i     i  xa     ea     jsa     lka

th   ·    t   gS    cs    d    l   yk   pk     ·    ·      j    rw ·     gS     ·

lka   jsa    lka   /k    i    x    e   i  e js    lk]     lk

t   x    dk   ·    ·    ·     fu   ·    Lrk   ·     j]     cs

QS;kt+ gqlSu [kka ^izse fi;k* ¼lxq.k HkfDr jpuk½

jkx& lq?kjkbZ] rky&rhurky ¼eè;y;½

LFkkbZ& uSuu lksa ns[kh eSaus ,d >yd eksgu dhA

vUrjk& tcrsa izse eksgs mudks Hk;ks gS] lq/k uk jgh rueu dhAA11
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LFkkbZ

1    2    3    4    5    6    7    8    9    10    11    12    13    14    15    16

x     2  0  3

  ifu    lkajsa   lafu   ie   jsl

   uS·  ·· u·    u·   lksa·

x    &    &   &    x    e   js    lk  js     &   lk     fu+  lk js      e    e

ns    ·    ·   ·     ·   ·   [kh    ·  eSa     ·    us     ,  · d     ·    >

i    &    i   fu    i   fu  lka    &  lkajsa   lkafu  ie  ifu

y    ·   d   ·     ·   eks   ·    ·  g· u·   dh·  uS·

 vUrjk
   e   i     fu+     i    fu

   t   c  rsa     ·    izs

lka   lka    lka   &    &   lka   fu  lka  lka    &    &    fu   lka  jsa      &   lka

·     ·    e ·     ·    ·   eks   ·   gs    ·     ·    m   u  dks ·    Hk

lka    &    & &    lka    lka /k   /k   fu   i     &    e   i  fu &   lka

;ks    ·    · ·     ·    · ·    ·   ·    gS     ·    lq   /k uk ·   j

xa    &    &    &    xa    ea    jsa   lka   lkajsa  lkafu  ie   ifu

gh   ·     · ·     ·    · r   u   e· u·  dh·    uS·

fu"d"kZ %

;gka fopkj fd;k x;k gS fd 19oha 'krkCnh esa
dsoy Jàxkjijd ;k vU; lkekftd ,oa foykflrkiw.kZ
fo"k;ksa dks lEcksf/kr cfUn'ksa gh ugha] vfirq ml le; ds
izfl) okXxs;dkjksa }kjk lcls vewY; nsu muds }kjk
jph xb± HkfDrijd cfUn'ksa gSa tks e/;dkyhu Hkkjrh;
laxhr ds O;kse esa flrkjs dh Hkkafr pedrh gSaA ;s cfUn'ksa
lkekftd ifjos'k esa ekxZn'kZd dk dke djrh jgh gSaA
v'kkfUr] fujk'kk vkSj Hkkx&nkSM+ Hkjh thou&'kSyh ls
futkr fnykus esa bu HkfDrijd cfUn'kksa dk cgqewY;
;ksxnku jgk gSA ;s HkfDrijd cfUn'ksa fo|kfFkZ;ksa] Jksrkvksa
,oa laxhrKksa dks viuh laLdf̀r ,oa ije lR; dh vksj
vxzlj djrh gSaA blhfy, bl 'kks/k&i= dk fo"k; bu
HkfDrijd cfUn'kksa dk izpkj&izlkj djuk gSA

lanHkZ lwph %

1- ia- Hkkr[k.Ms] Hkkr[k.Ms&laxhr 'kkL=] Hkkx&4] i-̀ 224

2- 'kekZ] MkW- lR;orh] [;ky xk;u 'kSyh fodflr vk;ke] i-̀
149

3- ogh

4- ogh] i-̀ 151

5- ogh] i-̀ 160

6- ogh

7- ia- Hkkr[k.Ms] Øfed iqLrd ekfydk] Hkkx&ikap] i-̀ 392

8- Hkkr[k.Ms Lef̀r xzUFk] i-̀ 68

9- vfHkuo xhr eatjh] Hkkx&2 ¼mÙkjk)Z jkratudj½] i-̀ 77

10- esgrk] je.k yky] vkxjk ?kjkuk ijEijk xk;dh vkSj phtsa]
i-̀ 15

11- ogh] i-̀ 149
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Introduction

Social media is a new media tool that is
highly influential in the minds of youth.
Especially Instagram, which launched a decade
ago in 2010, is now a free social tool for
communication for the young generation. Earlier
Instagram was just a photo-sharing application,
unlike Facebook, which has so many features
and earlier attracted the youth but now is full of
elderly people. Since the complete family is

A Comprehensive Examination of Instagram’s Influence on the
Young Generation’s Musical Taste

Soummay Ghosh*

Abstract

Music is an integral part of films, TV, and any electronic audio or audio-visual
medium. Today we have convergent media because of portable smartphones and social
media applications. This convergent media has brought convergent culture and cross-
consumption of local and world music. Also, user-generated content and music are
consumed and have the potential to go viral. Music has cultural, political, and emotional
essences depending on the lyrics, composition, or genre. In the technical space of apps
like Instagram, people are sharing their emotions via music on posts, stories, and reels. In
this research, I have done a random survey among the young generation so that the influence
of Instagram on their musical taste can be assessed. In the survey it was found that most
young people use Instagram as their go to social media and trending music are that what
the like and which indeed influence their musical taste. This is a small sample size research,
and the study emphasises the role of popular music on Instagram in developing its user
base’s musical interests. A trending and viral audio which is likeable to most audiences
then they listen to the audio on other audio streaming platforms and as well as use it in
their short user generated content.

Keywords: Music, Instagram, Reels, Viral, Trending, User Generated Content

Research Methodology: The researcher emphasised descriptive research design in the research report. A
quantitative research method is used in these investigations. For this research, primary data was
collected on Youth using Instagram. A random sampling of the youth aged between 13 to 30 years,
and the sample size is 103 with 50 males and 53 female participants. Where 14 samples are aged
between 13-17 years, 47 samples are aged between 18-21 years, 29 samples aged between 22-25
years and 13 samples between the age group of 26-30 years. Here the maximum participants are
from the age group of 18-21 years the young adult generation. Here I am trying to find out whether
Instagram is influencing the musical taste of the young generation and for this an online survey was
done and data was collected.

*Assistant Professor, Amity University, Patna

somewhat omnipresent on Facebook, the young
generation wants to differentiate themselves
from the elderly, and now most teenagers and
young adults are on Instagram, uploading photos
and videos. Facebook bought Instagram in 2012
and started modifying it and adding features like
stories. TikTok, a short user-generated video-
sharing platform, got its start in 2020 in India,
and then the photo-sharing American-based app
“Instagram” incorporated the short video feature
of TikTok and termed it Reels. The short visual
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medium is popular among the youth as more
new and varied content is bombarded into the
pocket size device of them. They are engaged
because of the influencer content and user
generated content. The use of music in Instagram
is almost everything in the form of stories and
reals and now in post.

User Generated Content

Recently, user-generated content has
peeked because of cheaper internet and mobile
device facility for consumers in India. Also, the
advent of the short video concept, which takes
comparatively less time to be created than a short
film or feature film. The videos can range from
15 seconds to 90 seconds, and videos can also
be less than 15 seconds in duration. And the
potential of videos to go viral and social media
giving instant results and statistics to its users
has pulled up celebrities and common household
people to generate these short videos. Instagram
provides instant gratification to the user in the
form of views, likes, and comments, which
triggers the user to generate more content for
the mass. The short vertical videos on Instagram
are termed reels. And to make a reel, you need a
video clip or a collection of photos. However,
the fact that you cannot ignore is the music;
every reel or the other on Instagram requires
audio, that is music. So, Instagram has
developed its own audio library of music, which
is distributed to it by music distributors and
publishers, just like the streaming sites. Every
time a piece of music is streamed, a royalty is
generated. So, Instagram users look for trending
audio to make reels from. So that their content
can also go viral. And the audio on which
maximum numbers of reels have been made
automatically starts trending. Earlier, Instagram
allowed only 15 seconds of reels, went to 30
seconds, then 60 seconds, and now 90 seconds.
Also, IGTV has been merged with Instagram
Reels. But a Musical piece of Industry, be it
Bollywood, Tollywood, Hollywood, or

independent music, on average lasts at least
2 to 3.5 minutes. So, an Instagram influencer
uses a particular portion of the song, for
example, the main line or hook of the song, the
catchiest part, to make reels. If the reel goes
viral, the music goes viral, and vice versa. So,
the songs which are trending people are more
likely to use it in their stories, reels, and posts.
So, the trending, and viral content influences
the taste of users on Instagram.

Trends in Instagram Music

So, what is music, for me simply which
is not noise, which is pleasant to the human ears,
which has tempo, rhythm, harmonics, pitch, and
all kinds of variations. A musical piece is a
feeling of an artist which is poured out as a single
wav/mp3 file. In this technical world of
application people are sharing their emotions
via Instagram music. Music is a blend of
technicalities and emotions which reflects the
inner space of the artist involved in it. Today
we have music ranging from multiple genres
available instantly on the Instagram library and
people have easy access to them. Also, now the
industry is also convergent in terms of genre.
Multi-genre, cross-genre, or we can term as
more and more fusion music is being created
nowadays. This pulls more different types of
audience at one song. Also, nowadays music has
shorter intro and more repetitive hook lines.
Nowadays genres like lo-fi music are trending,
where songs are slowed and reverbed, some
famous dialogue mix songs, BGMs of films,
indie music, hip hop tracks, rap music have also
started trending. Also, out of the blue content
start trending. And things which are trending
easily states that more and more people are
liking it. Instagram has given easy access to the
feature of editing photos, merging videos, and
adding music from the library to post the content
in a minute, without using any third-party video
editing application. So, this triggers the other
users to make content, but people or users want
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to show different content or be original with it,
so the photos, video clips will be changing but
the music remains the same, as people follow
trends of using the music which is either trending
or has the potential to blow up. The above states
that the video and photo used in the content
created by users are personalized and they use
either their own photo or video but are more
likely to use a trending or viral song to get reach
to their user generated content.

Instagram Attracting Youth

Polaroid cameras or instant cameras are
those that can click photos and print them
instantly, and the logo of Instagram looks exactly
like it, which states its clear ideology of an
instant click and upload feature like the click
and print feature of Polaroid cameras. Kevin
Systrom designed its logo, which was exactly
like the Polaroid cameras and eventually got
redesigned as a square bright gradient colour.
Instagram, from its logo to its UI, uses bright
colours to attract youth. Instagram’s algorithm
of interest-based post recommendations gets the
attention and likes of youth. In teenagers, that
is, the post-, pre-, and puberty phases, the body
goes through variable changes, and Instagram
filters let the acne on the faces hide and shine
out. It lets its users act cool in the virtual world.
Even if a youngster has no musical ideas or taste,
he or she can follow the trend culture and use
the music to be part of the acceptance of young
cults on Instagram.

Convergent Media

The young generation wants to be wild
and free. With a simple analogy, if a young group
is going on a trip, unlike a family trip where too
much luggage is carried, the young guys and
girls want to carry only portable equipment. The
boom of media convergence has attracted young
minds and bodies. A smartphone is equivalent
to a video camera, still camera, CD/DVD
players, books, and wallets to carry cash. The

convergence of media to fit in pockets and hands
has made young bodies feel the power of
carrying the world and think of changing it with
their posts and content. And the addition of
internet and social media to the pocket friendly
device has activated the global village
phenomena and sharing content to world and
do a cross cultural representation, expression,
and acceptance, which in turn influences the
users that are the followers and the followings.

Review of Literature

Since it was introduced in October
2010, Instagram has seen a rapid hike in both
the number of users and uploads. Users can
easily share their updates by taking photos and
editing them using filters on this relatively new
form of communication (Hu et al., 2014). The
unprecedented popularity of Instagram reflects
a recent Pew analysis that claims images and
videos have replaced text as the primary online
social assets (Rainie, Brenner, and Purcell
2012). There are currently 3.6 billion active
users of social networking sites, and this number
is expected to rise as mobile device usage and
social networks continue to gain popularity
(Sharma et al., 2022). The cultural production
that has occurred because of the new media
revolution has been participatory in nature and
frequently involves “users, audiences,
consumers, and followers” in the production of
culture and content (Chanda & Alfarid Hussain,
n.d.). Instagram, Facebook, Twitter, and other
social media platforms have become an integral
part of the lives of young people. (Lakhiwal &
Kar, 2016; van Dijck & Poell, 2013). Instagram
has grown to be a valuable resource for
researching images and videos (Chanda &
Alfarid Hussain, n.d.). An individual’s self-
confidence in their natural appearance and
colour is significantly decreased by artificial
beautification brought on by filters because they
tend to think they will look less attractive
without the use of filters, which forces them to
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use them to fit in (Sharma et al., 2022). This
states that how the young generation needs
validation and get influenced by the social media
trends and culture.  Smartphones play a
significant role in our lives because they put the
advantages of both culture and technology in
our hands and are used for more than just making
phone calls and texting. Smartphones are among
the best-optimised social platform devices based
on convergent media technologies (Hwang &
Lee, 2022). Instagram users tend to be much
younger than Facebook users, and it has a more
diverse audience than other social networks
(Salomon, 2013). Users can interact with content
and other users by liking posts, commenting on
posts, replying to Stories, and using direct
messaging (DM) to communicate with specific
users. Stories can be edited with text, stickers,
GIFs, or filters, and users can add things like
music, a location, the temperature, or mention
another user by their username (Wert, 2022).
Garcia (2016) also emphasises how social media
may give musicians the chance to grow and
reach new audiences like never before, enhance
brand exposure through digital word-of-mouth,
collect information about followers, and
efficiently market new music to fans. Fan
contact and participation allow musicians to
immerse people in their musical universe,
enhancing fan loyalty and, eventually, revenue
(Garcia, 2016). Now that Instagram has become
more than just a photo-sharing social network,
it is now a video content platform too, and as
always, Instagram has featured music as a
crucial topic (Jaakkola, 2023). Here (Berns et
al., 2010) claims that social media has an impact
on its users and influence their decisions of
music consumption as popularity views in their
peer group shape young adult behaviour. This
implies that one of the primary mechanisms
through which popularity ratings influence
consumer choice is anxiety caused by an
imbalance amongst one’s own choices and those
of others. People are motivated to change their

decisions in the best interest of the majority
through misfit discomfort.

Results/Findings

R1. Which is your most favourite Social Media
Platform?

In this research survey, the above question was
crucial to know how much people are engaged
with social media platforms and which one is
their most favourite. Social media like Instagram
tops the chart here and is popular among the
younger generation, and maximum number of
particiant where in the age group of 18-21 years.
This shows that Instagram is a handy and most
used social media among the young generation.
Instagram is the obvious favourite among the
sampled youth, with YouTube and WhatsApp
coming in second and third, respectively.
Facebook is far less popular, while Twitter is
the least popular platform among this set of
participants. It’s crucial to highlight that the
popularity of social media sites varies greatly
among age groups and demographics, hence our
findings are limited to the sampled youth aged
13 to 30 and sample size of 103.

R2. Do you use Instagram?

The above shows that most of the
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people are using Instagram among the 103
samples 93 use Instagram, 1 said No and 9
answered sometimes.  So, the chance of
influencing the young generation and exposure
of the social media Instagram is high.

R3. Do you think Instagram can Grow without
Music?

Among the 103 samples, 8 said Yes, 76
said No and 19 said sometimes. This was one
of the most important aspects of this research
paper as the keyword and variable music is being
influenced by Instagram and its algorithms of
viral and trends. So, the general and majority
perception of youth relating to it is that
Instagram cannot grow without music. This
clearly states that music is an integral part of
Instagram. And Instagram is influencing the
musical taste of young generation.

R4. Do you think Instagram has changed your
musical taste?

Among 103 respondents, 38 said yes that they
think that Instagram has changed their musical
taste, whereas in 34 respondents says a

straightforward no to the question and they don’t
think that the social application is influencing
their mind, but 31 respondents think that
sometimes they get influenced by the Instagram
on their musical taste. With the data this can be
analysed Instagram is influencing the musical
taste of people who said yes and sometimes
consciously.

R5. Do you follow the trending music on
Instagram?

In this case, 50 participants stated they follow
trendy music on Instagram, whereas 27 said they
do but only occasionally. However, 26 claimed
they do not follow current music on Instagram.
The trending music suggests the majority and
viral material that participants follow to be
considered a part of the majority. And exposure
to popular music that is unrelated to its genre
and flavour effects a person’s taste.

R6. Do you share the songs trending on
Instagram?

According to the findings of the research, 46 of
the surveyed participants actively post songs that
are now trending on Instagram. In comparison,

18% 

Yes No Sometimes

8% 

74% 

30% 

Yes No Sometimes 

33% 

37% 

26% 

25% 

Yes No Sometimes 

49% 

38% 

Yes No Somet imes 

17% 

45% 
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39 of respondents do not share trending songs
on the platform, demonstrating a disparity in
musical participation. Furthermore, 18 of
participants said they only share trending songs
on Instagram on occasion. These responses
provide light on the various techniques people
take when it comes to sharing and engaging with
the newest musical trends on Instagram,
highlighting the complex nature of music
consumption and sharing on this popular social
media site.

R7. Do you listen to the songs you explored on
Instagram on other musical platforms?

The survey results show that
respondents’ music consumption habits vary in
the setting of Instagram. A significant majority
of participants, 70 percent, actively extend their
music research beyond Instagram by listening
to songs they discover on other musical
platforms. This shows that Instagram acts as a
vehicle for users to discover music, which they
subsequently seek out on dedicated music
platforms. However, a smaller group of eight
people prefer to consume music solely through
the Instagram ecosystem. Another 25 responders
follow a sporadic pattern, occasionally
discovering songs on various platforms. These
findings highlight the complicated and
multidimensional nature of how people interact
with music in the digital sphere, as well as the
crucial role that Instagram plays in this process.

R8. Do you listen to Instagram trending songs
on other musical platforms?

62 respondents actively seek out and
listen to Instagram trending songs on other
musical platforms, while 12 respondents
consume these trending songs purely within the
Instagram environment. An additional 29
respondents demonstrate a fluctuating pattern
of exploring these songs on different musical
platforms on occasion. These findings show
Instagram’s important role in introducing people
to trendy music, with most users expanding their
music consumption across several platforms.
However, a sizable proportion of Instagram
users prefer to limit their music discovery and
consumption to the Instagram environment.

R9. Do you think trending music on Instagram
influences you?

The examination of replies to the
question about the influence of trending music
on Instagram reveals that participants’
perspectives differ. A significant number, 48
people, recognise that trending music on
Instagram influences them, implying that the
platform’s music trends have a significant

8% 

Yes No Sometimes 

24% 

68% 

12% 

28% 

Yes No So met imes

60% 

34% 

Yes No Sometimes

19% 

47% 
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impact on their musical preferences and choices.
However, 20 respondents say Instagram’s
trending music has no effect on them,
demonstrating a level of immunity to the
platform’s musical trends. Furthermore, 35
participants report being influenced by
Instagram’s popular  music on occasion,
indicating a  more flexible and context-
dependent response. These findings highlight
the complex and varied ways in which people
connect with and are influenced by Instagram’s
music trends, highlighting the platform’s
significance as a big influencer in the music
world.

R10. Do you think Instagram is influencing the
musical taste of young generations?

The data analysis of replies to the
question concerning Instagram’s influence on
the musical tastes of the young generation
reveals a consistent impact. With 85 participants,
a sizable majority believes Instagram has sway
over the musical preferences of the younger
generation, highlighting the platform’s
significant importance as a shaper of musical
taste. In contrast, a small percentage of 7
respondents believe Instagram has no such
influence, implying that the platform has no
effect on their musical preferences. An
additional 11 participants report feeling
influenced by Instagram on occasion, indicating
a more variable reaction pattern. These findings
illustrate Instagram’s substantial influence on
the musical tastes of the younger population,
indicating the platform’s considerable position

as a trendsetter and influencer in the world of
music.

Conclusion :

The research indicates that media
convergence, particularly the rise of social
media platforms like Instagram, has drastically
altered how young people aged 13 to 30 connect
with music and culture. Several major findings
are highlighted in the study. First,  the
proliferation of portable and handy smartphone
and all kind of fancy appealing UX/UI social
media apps has resulted in convergent media,
allowing for easy access to and sharing of music
and cultural content. This convergence has
resulted in a convergent culture in which local
and global music coexist.

Second, user-generated content,
particularly short user-generated content such
as Instagram Reels, Instagram stories has gained
in popularity, with music having a significant
role in defining users’ musical preferences.
Instagram’s music library and trend-driven
content generation help to make the site viral.
Instagram’s design and features are expressly
geared towards attracting and engaging youth,
while also giving a platform for self-expression
and a sense of belonging. Finally, the study
emphasises the role of popular music on
Instagram in developing its user base’s musical
interests. And once it has influenced the person
on the application, that is a trending and viral
audio which is likeable to most audiences then
they listen to the audio on other audio streaming
platforms and as well as use it in their short user
generated content. The convergence of media
technologies on Instagram, together with its
young and diversified user base, enables the
quick dissemination of music trends and has a
cultural impact and influence. Users like to
follow what’s hot, therefore trending music has
a large influence on the musical tastes of the
Instagram community.

7% 

Yes No So metimes

11% 

82% 
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Finally, Instagram, as a popular social
media platform, has a big impact on the musical
preferences of the younger generation, owing
to media convergence, quick content creation,
and trend virality. This study emphasises the
necessity of continuing to investigate the role
of social media in shaping cultural and musical
trends among young, as well as the need to
consider the impact of convergent media on their
cultural experiences.

The fundamental weakness of the study
is the small sample size of 103 individuals,
which limits the generalizability of findings to
the larger youthful population. This sample size
constraint raises questions regarding potential
sampling bias, a lack of diversity, and the
analysis’s statistical power. Furthermore, a
limited sample size restricts the scope of the
study and might lead to response bias, making
outlier responses excessively influential.
Subgroup analysis becomes difficult, and the
chance of Type I and Type II mistakes increases.
While small sample sizes are frequently driven
by resource and time restrictions, they limit the
study’s capacity to make comprehensive and
universally applicable findings about the
influence of Instagram on young people’s
musical tastes.
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ekuo vius eu ds Hkko o fopkjksa dks O;Dr
djus ds fy, v{kj rFkk 'kCnksa }kjk fufeZr ftl ekè;e
dk iz;ksx djrk gS] mls ̂ Hkk"kk* dgrs gSaA dksey Hkkoukvksa
dh Hkkoe; vfHkO;fDr ds fy, Hkk"kk dks 'kCnkyadkj]
vFkkZyadkj] vuqizkl] iqujkof̀Ùk] rqd] xfrekurk] lEc)rk]
y; ds dykRed iz;ksx ls jliw.kZ Lo:i iznku fd;k
tkrk gSaA mijksDr vyadkjksa ds ekè;e ls tc Hkk"kk dk
lkaSUn;hZdj.k gksrk gS rks mls ^jpuk* dgrs gSaA1

jpuk&lkSUn;Z y{k.k dqN bl izdkj gS&

1- o.kZ] ek=k] dky vkSj ek=k&dky esa iz;ksx
tkfr }kjk jpuk dk fuekZ.k gksrk gSA dsoy ek=k&dky
ds }kjk jpuk dh vkdf̀r dk lgh vkdyu ugha gks
ldrk gSA ml jpuk esa dkSu&lh tkfr dk iz;ksx gks
jgk] ;g Kkr gks tkus ls ml jpuk dh vkdf̀r ds lgh
Lo:i dk vkdyu gks ikrk gSA rRi'pkr~ tc mfpr
Hkk"kk esa ;g c) gks tkrh gS rks blesa izk.k dk fuekZ.k
gksrk gSA2 rcyk esa dqN jpuk,¡] tSls&f=iYyh] nqiYyh]
pkSiYyh o xrksa esa dHkh&dHkh ,d ls vfèkd tkfr dk
Hkh iz;ksx fd;k tkrk gSA

2- xfr] jpuk dk ,d vU; lkSUn;Z fcUnq gSA
jpuk esa ftu 'kCnksa dk iz;ksx fd;k tkrk gS mudh xfr
leku gks] ;g vko';d ugha gSA dHkh&dHkh dqN jpukvksa
ds eè; esa fHkUu&fHkUu y; ds 'kCn lewgksa dk iz;ksx
jpuk esa ;kstukiwoZd dh tkrh gSA ftlls og cafn'k
vius oxZ ds cafn'k o vU; cafn'k ls fHkUu lkSUn;Z o jl

· vfl- izksQslj] laxhr ¼rcyk½] deyk vk;Z dU;k ih-th dkyst] fetkZiqj

rcyk&oknu esa jpuk ,oa jpuk foLrkj lkSUn;Z dk fo'ys"k.kkRed vè;;u

'k'kh jkW;·

'kksèk lkjka'k

rcyk ij oknu dh tkus okyh jpukvksa dk dksbZ Hkh O;kogkfjd vFkZ ugha feyrk fdUrq tc ;s
jpuk,¡ rcyk ij ctkbZ tkrh gSa rc Jksrkvksa dks Hkk"kk dk lkSUn;Z] mPp dykRed vkuUn vkSj vFkZiw.kZ
lkSUn;Z dk vkLokn izkIr gksrk gSA jpuk,¡ rcyk ds o.kZ o v{kjksa ls cukbZ tkrh gSa rFkk jpukvksa esa mu
'kCnk{kjksa dks ,d ek=k ;k lkekU; Hkk"kk esa dgsa fd bls vkdkj esa ckaèkk tkrk gSA jpuk dk lkSUn;Z e;kZfnr
gksrk gSA jpuk dk lkaSUn;hZdj.k mlesa iz;ksx Hkk"kk o mlds dyk i{k ij vkèkkfjr gksrk gSA

Ekwy 'kCn % jpuk] foLrkj] cafn'k] lkSUn;Z] lkaSn;hZdj.k

izfof/k % f}rh;d ek/;eksa ds vUrxZr iqLrdksa ds v/;;u ds i'pkr~ 'kks/k&i= rS;kj fd;k x;k gS A

dk fuekZ.k djrh gSA ,slh jpuk dks ckaèkus esa o oknu
djus esa jpukdkj o dykdkj dh dYiuk 'kfDr] 'kCn
lef̀)] 'kCn;kstuk] y;&y;dkjh esa xq.koRrk vkfn
dyk i{k dks iznf'kZr djrh gSA

3- laxhr esa xfr ;k uR̀; dh Hkk"kk esa dgas rks xr
¼pky½ vkfn i'kq&if{k;ksa] izd̀fr o ekuo ds xfr;ksa ds vkèkkj
ij xzg.k fd;k gSA rcyk oknd tc ̂is'kdkj* dh izLrqfr
djrk gS rks mldh pky] gkFkh ds ean xfr&lk izrhr gksrk
gSA ?kksM+s dh pky] if{k;ksa ds cksyus dk <ax] ex̀ dh nkSM+ o
Nykax dk;ns esa] mlds iYVs o frgkbZ esa buds xfrekurk
dk lkSUn;Z n'kZu djkrk gSA gal ds ia[kksa dh xfr] >juksa
dk cguk vkfn jsys o jkS esa iz[kj :i ls fn[kkbZ nsrh gSA
ogha yXxh yM+h esa dgha&dgha euq"; ds vkuUn ls >weus
dh xfr] ,d lqUnj&lh L=h ds uktqd] papy o Ükz̀axkj
iw.kZ lkSUn;Z dh ,d vuks[kh vuqHkwfr feyrh gSA

foLrkj{ke cafn'kksa ,oa mudk Lo:i ,sls gh
fufeZr ugha fd;k tkrk gSA ewy cafn'kksa esa tks lkSUn;Z o
d.kZfiz;rk gksrh gS og mldh dykRed foLrkj fØ;k esa
lekfgr gksrh gSA jpuk&foLrkj ds vè;;u ds nkSjku
fuEu ckrksa ij fopkj djuk vko';d gS&

1- jpuk Lo:i@vkdf̀r dSlh gSA

2- blesa [k.M fdrus&fdrus ek=kvksa dk gSA

3- jpuk esa o.kZ] 'kCn o 'kCnksa dk lewg fdl izdkj
dk gSA
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4- jpuk esas dkSu&ls 'kCnksa dh laxfr cuh gS vkSj cu
ldrh gSA

5- jpuk dk fudkl fdl ckt ls djuk mfpr gksxk
rFkk o.kksZa dk fudkl lHkh y; esa lqxe gksA

6- jpuk esa ukn dk Lo:i A

rcyk oknu lkexzh esa eq[; :i ls is'kdkj]
dk;nk vkSj jsyk foLrkj{ke jpuk,a gSa ftlesa dykRed
<ax ls vusd lkSUn;Z rRoksa dk lekos'k djds mlds
foLrkj ;k iYVs cuk,@ctk, tkrs gSaA

is'kdkj tSlh jpuk&foLrkj èkheh y; eq[;
:i ls eè; y; esa Mxexkrh gqbZ [kkyh&Hkjh] y;dkjh
tSls vusd dykRed lkSUn;ZZ rRoksa ds lkFk fofHkUu ?kjkuksa
rFkk dykdkjksa }kjk fHkUu&fHkUu :i ds lkFk ctkbZ
tkrh gSA fnYyh ?kjkuk esa is'kdkj dk foLrkj èkheh y;
eas izkjEHk gksrk g]S ckn esa èkhjs&èkhjs M~;ks<+h y; esa
rRi'pkr~ nqxqu y; dk Hkh iz;ksx fd;k tkrk gSA M~;ks<+h
;k nqxqu ctkrs le; Hkh le ij vkus ds fy, ewy y;
esa tkdj vuq:i 'kCn iz;ksx fy, tkrs gSA bl rjg
fofHkUu y;ksa esa [ksyuk gokbZ ;k=k djus ds ckn fQj
ewy y; esa izos'k djuk fnYyh ?kjkus dh [kfl;r gSA

   èkk·fdV     èkk·fr·    èkk·èkk·     frjfdV

   èkk·fr·      èkk·èkk·       fr·èkk·     fna·uk·3

tgka if'pe ckt ds is'kdkj oknu esa ,d
vuq'kklu gksrk gSA mlds oknu izdf̀r esa xaHkhjrk gksrh
gSA ogha iwjc ckt ds is'kdkj oknu esa jax Hkjus dh
dksf'k'k dh tkrh gSA jpuk esa rky dh [kkyh] Hkjh rRo
dk iz;ksx fd;k tkrk gS fdUrq ;g vko';d ugha tks
'kCn Hkjh esa Fkk oks gh 'kCn [kkyh esa Hkh iz;ksx fd;k
tk; rFkk foLrkj ds eè; esa rky dh vkf[kjh ek=k esa
vyx&vyx izdkj ls frgkbZ dk iz;ksx dj le ij
feydj foLrkj tkjh djrs gSA ftlls Jksrkvksa dk è;ku
dykdkj viuh vksj vkdf"kZr djrs gSaA is'kdkj eè;y;
esa ctk, tkus ds dkj.k blesa nkac&xkal dk iw.kZ iz;ksx dj
ukn lkSUn;ZZZ dh mRifRr dh tkrh gSA bl izdkj dykdkj
dh nf̀"V] dYiuk {kerk] gkFk dh rS;kjh o lQkbZ ds
vuqlkj foLrkj dh vlhe lEHkkouk,a izkIr gksrh gaSA

dk;nk] rcys dk nwljk egRoiw.kZ jpuk&foLrkj

gSA ;g rcyk oknu dh lkexzh gSA rcys ds ,sls o.kZ o
'kCn lewg ftls rky ds rkyh&[kkyh] ek=k la[;k]
foHkkxhdj.k vkfn dks è;ku esa j[kdj fu;e esa ckaèkk
tk, ftldk foLrkj vklkuh ls gks] mls dk;nk dgrs
gSaA dk;ns esa vusd lkSUn;ZZ fcUnq gSa ftldk voyksdu
dj ldrs gSaaA

dk;ns esa ,sls 'kCnksa dk o cksyksa dk iz;ksx
fd;k tkrk gS ftlds foLrkj {ks= dh lEHkkouk vfèkd
ls vfèkd gks rFkk dk;ns ds cksyksa dks myV&iyV dj
tks u;k Lo:i cuk;k tk, og vius ewy jpuk ls gh
cus D;ksafd dk;ns ds foLrkj esa is'kdkj&tSlh f'kfFkyrk
ugha viukbZ tkrh gS] tSls&

èkkfÙk    èkkxs    uèkk    frjfdV   -------dk;ns dk foLrkj

èkkfrèkkxs   uèkkfrèkk    xsuèkkxs   uèkkxsu   ----------

;gka ij ^èkk xs u* dk foLrkj fd;k tk jgk
gSA ;g prqL= tkfr esa caèkk gS fdUrq èkk xs u rhu ek=k
okyk gS blfy, foLrkj dh pky dqN uohu&lh izrhr
gksrh gSA blh izdkj dykdkj] viuh l̀tu'khyrk ds
}kjk ekuoh rFkk Hkk"kk dh rjg fojke] vèkZ fojke nsdj
ctkus ls dk;nk oknu dh jhfr esa ,d dykRed :i
dk n'kZu gksrk gSA mnkgj.kkFkZ&

èkkrsVsèkk    rhèkkxsuk  èkkrhèkkxs  rhuk?ks?ks    ewy

ukrsVsèkk   rhèkkxsuk  èkkrhèkkxs  rhukdsuk    dk;nk

èkk··]èkk   rhèkkèksuk  èkkrhèkkxs   rhukèksèks     foLrkj

ukrsVsèkk   rhèkkèksuk  èkkrhèkkxs   rhukosuk

blesa ^èkk* ds ckn fojke gS] blesa ^èkk* ij ;k
rks cy ds lkFk izgkj djds fojke dks iw.kZ dj ldrs gSa
;k nkc&xkWl dk iz;ksx dj euq"; ds 'ok¡l&mPN~okl
dh Hkko&vuqHkwfr dh >yd fn[kkrs gq, jpuk foLrkj esa
èofu lkSUn;Z of̀) djrs gq, vxzlj gksrk gSaA

blds foLrkj esa cy] isap tSls vkfn lkSUn;ZZ ds
Hkh n'kZu gksrs gSaA ftlds ctkus ds fy, rS;kjh dh
vko';drk gksrh gSA dk;ns esa foLrkj djrs le; [kkyh
esa dgha&dgha vyx 'kCn dk mi;ksx fd;k tkrk gSA
bl fo'ks"krk dk fuekZ.k eq[;r% vtjkM+k ?kjkuk ds
mLrknksa }kjk fd;k x;kA
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mnkgj.k&

 èkkxsfrV      DM+èksfrV     èkkxsukxs     èkhukxhukA

 x

 DM+èksfrV      èkkxsfrVs      èkkxsukxs     rhukdhukA

 2

 frVDM+rs     frVfrV      rkdsukds    frukfdukA

 0

 DM+èksfrV     èkkxfsrV èkkxsukxs   èkhukxhukA4 èkk

 3     x

dk;ns dk oknu eè; y; esa fd;k tkrk gS
rFkk ;g ,d dykdkj dh rS;kjh ij fuHkZj gksrk gS fd
og nqxqu] frxqu] pkSxqu o vBxqu dh y; esa bldk
izn'kZu djsaA ;g frgkbZ ds lkFk gh lekIr gksrk gSA

jsyk dk lkSUn;ZZZ mldh xfrekurk ij fuHkZj
djrk gSA jsyk dk jpuk foLrkj dk;ns ds leku gh
gksrk gS ftlls mldk foLrkj vklkuh ls fd;k tk
ldsA jsyk esas de v{kjksa ;k 'kCnksa dk iz;ksx gkssus ls
mudh fujUrj iqujkof̀Rr gksrh jgrh gSA xfrjksèkd u
gksus ls ;g jsyk ds v{kjksa dk izokg vfofjy :i ls
pkyw jgrk gS vkSj oknd vius ck;sa ij U;wukfèkd ncko
nsdj fuekZ.k djus okys otu ds dkj.k mlh le; ml
jpuk dks orqZykdkj xfr iznku djrk gSA5 jpuk foLrkj
esa dHkh Hkh ,d O;atu v{kj dks dHkh nksckjk mlh
vaxqyh ls ugha ctk;k tkrk gS ftlls jpuk foLrkj
djrs le; rd èkkjk&izokg cuk jgrkA

buds vfrfjDr dqN jpuk gS ftudk foLrkj
gksrk gS] tSls&yXxh] ckWV vkfnA dk;ns ds rjg yXxh
dk foLrkj gksrk gSa fdUrq blds foLrkj esa dk;ns tSls
vuq'kklu dk ikyu ugha fd;k tkrk gSA ;g dgjok]
nknjk tSlh rkyksa esas eq[;r% ctkbZ tkrh gSA budk

iz;ksx Lora= oknu esa ugha] laxr ds {ks= esa eq[; :i ls
fd;k tkrk gSA blds oknu ls xk;u vkfn esa pSrU;rk
,oa vkuUn dh mRifRr gksrh gSA blds foLrkj esa [kkyh]
Hkjh dk dykRedrk ds lkFk iz;ksx fd;k tkrk gS A
yXxh ds foLrkj dks ckaV dgrs gSa fdUrq cukjl ?kjkuk
esa ck¡V uked cafn'k dk iz;ksx rcyk&oknu esa Lora=
:i ls viuk;k x;k gSA

fu"d"kZ %

ân; dh Hkkoukvksa dks izdV djuk gh laxhr
dk eq[; mn~ns'; gSA tc dksbZ dykdkj lw{e ls lw{e
Hkko dks Li"Vrk ls izdV djrk gS mldk Hkko i{k
mruk gh izcy ekuk tkrk gSA rcyk esa ctk, tkus
okyh jpuk o jpuk foLrkj esa mLrknksa o fo}kuksa us
vusd lkSUn;kZRed rRoksa dk lekos'k dj dyk i{k o
Hkko i{k dks lcy :Ik fn;k gS ftldk iz;ksx orZeku esa
Hkh fd;k tk jgk gSA

lanHkZ lwph %

1- JhokLro] 'kqHkk] mRrj Hkkjrh; rkyksa esa NUn] jl vkSj lkSUn;ZrRo]
i-̀la-&117&118

2- ekbZ.kdj] lqèkhj] rcyk oknu&dyk vkSj 'kkL=] i-̀la-&197

3- ogh] i-̀la-&111

4- iVsy] tequk izlkn] rcyk oknu dh foLrkj'khy jpuk,¡]
i-̀la-&188

5 ekbZ.kdj] lqèkhj] rcyk oknu&dyk vkSj 'kkL=] i-̀la-&124

lUnHkZ xzUFk %

iVsy] th- izlkn- ¼2006½- rcyk oknu dh foLrkj'khy jpuk,a]
ubZ fnYyh % dfu"d ifCy'klZ fMLVªhC;wVlZA

eqyxkaodj] vjfoUn- ¼2018½- rcyk ¼izFke fgUnh laLdj.k½] okjk.klh %
yqfeul~ cqDlA

ekbZ.kdj] lqèkhj¼2015½- rcyk oknu&dyk vkSj 'kkL=] fejt %
vk-Hkk- xkaèkoZ egkfo|ky; e.My

JhokLro] 'kqHkk- ¼2013½- mRrj Hkkjrh; rkyksa esa NUn jl vkSj
lkSUn;Z] ubZ fnYyh % dfu"d ifCy'klZ fMLVªhC;wVlZA
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'kkys; f'k{k.k dks vkèkqfud laLFkkxr i)fr
dk çkphu :i dg ldrs gSaA blls igys f'k"; dks] xq#
f'k"; ijEijk esa vFkok xq# ds vkJe esa jgdj laxhr
lh[kuk iM+rk FkkA 'kkys; f'k{k.k dk çpyu oSfnd
dky es a dkQh ns[kus dks feyrk gSA ml le;
laxhr&'kkyk] ;ksx&'kkyk] 'kL=&'kkyk vkfn dk çpyu
FkkA f'k{kk xzaFkksa esa ,sls ladsr gSa ftuls Kkr gksrk gS fd
vkjfEHkd ;qx esa oSfnd 'kk[kk] czkã.k] vj.;d] lw=
vkfn fo"k;ksa dk vè;;u] vè;kiu mu fo|ky;ksa esa gksrk
Fkk ftUgsa çkphu lkfgR; esa ^pj.k* dgrs FksA ml dky
esa laxhr dk tks fl)kUr i{k Fkk] mlds Hkh vè;;u
rFkk çf'k{k.k ds fy, dbZ laLFkk,¡ dk;Z dj jgh FkhaA
ml dky esa vU; osnksa dh Hkk¡fr lkeosn dh 'kSyh rFkk
mlds fl)kUrksa dk vè;;u djus ds fy, dbZ lke
ifj"knksa dh LFkkiuk gks pqdh FkhA oLrqr% ;s lke ifj"knsa
rRdkyhu lke dh mPp vè;;u laLFkku FkhA oSfnd
dky esa bu laLFkkvksa esa 12 o"kZ rd f'k{kk çkIr djus
okys dks Lukrd] 24 o"kZ rd f'k{kk xzg.k djus okys dks
olq] 36 o"kZ rd f'k{kk xzg.k djus okys dks :æ rFkk 48
o"kZ rd f'k{kk çkIr djus okys dks vkfnR; dgk tkrk
FkkA f'k{kk l= Jko.k ekl dh iwf.kZek ls ysdj ikS"k ekl
dh iwf.kZek rd pyrk FkkA f'k{kk laLFkkuksa esa çkr% dky

laxhr f'k{kk dh çkphudkyhu 'kkys; f'k{k.k&ç.kkyh

,fyl xqIrk·
lkjka'k

ekuo&thou esa f'k{kk dk egRoiw.kZ LFkku gSA lkekftd ifjfLFkfr;ksa ds vuqlkj f'k{kk dk
Lo:i le;&le; ij cnyrk jgk gSA f'k{kk ds {ks= esa cnyko dh tc ckr vkrh gS rks laxhr f'k{k.k
Hkh blls vNwrk ugha jgk gSA laxhr esa f'k{kk dh i)fr vkSj fLFkfr vkt tSlh gS oSlh igys ugha FkhA
oSfnd dkyhu laxhr&ijaijk esa laxhr f'k{kk dk tks :i ml le; çpfyr Fkk og lkexku ds :i esa FkkA
lkexku ds :i esa gh oSfnd laxhr dh ijaijk dk;e FkhA lkexku ds çf'k{k.k ds fy, rhu :i çpfyr
Fks& firk }kjk iq= dks lke dk çf'k{k.k] ijaijkxr xq# f'k"; i)fr] xq#dqy i)fr vFkok 'kkys; f'k{k.kA
çLrqr 'kksèk&i= esa oSfnd ls ysdj eè;dky rd] laxhr 'kkykvksa ¼laxhr fo|ky;ksa½ esa laxhr&f'k{kk ds
fodkl vkSj egRo ij ppkZ dh xbZ gS rFkk blds lkaLd̀frd vkSj ,sfrgkfld egRo ij çdk'k Mkyk x;k
gSA

ladsr 'kCn % laxhr 'kkyk] f'k{k.k] vè;;u] laxhrkè;kiu

izfof/k % izLrqr 'kks/k&i= f}rh;d ek/;eksa ls lg;ksx ysdj rS;kj fd;k x;k gS A

· vflLVsaV izksQslj] oYMZ ;wfuoflZVh vkWQ fMtkbu] lksuhir

7 cts ls 11 cts rd rRi'pkr~ HkkstuksijkUr 2 cts ls
lk;a 6 cts rd vè;kiu dk;Z pyrk FkkA1

        bl dky esa ikBîØe o.kZ&O;oLFkk rFkk
thou&n'kZu ls fu;fer gqvk djrk FkkA fofHkUu o.kksaZ
ds fy, fofHkUu ikBîØe gksus ij Hkh lkekU; :i ls
ikBîØe dk Lo:i leku jgrk FkkA ̂ xkaèkoZ ds lkekU;
f'k{k.k ds fy, oSdfYid fo"k; ds :i esa fo|k eafnjksa esa
O;oLFkk Fkh fdarq O;kolkf;d vè;;u ds fy;s
laxhr&'kkyk] tSls fof'k"V dyk dsUæksa esa tkdj fo'ks"kK
xq#tuksa ls f'k{kk xzg.k djuh iM+rh Fkh A mifu"knksa esa
czã Kku dh f'k{kk nsus okys _f"k;ksa dh vkokl Hkwfe dks
vj.; dgk x;k gSA vr% _f"k;ksa ds vkJe Hkh ,d
çdkj ls fo|ky; ;k f'k{kk dsaæ FksA blds vfrfjä ,sls
f'k{kk dsaæ Hkh Fks tks egkfo|ky; ;k fo'ofo|ky; ds
le:i FksA

oSfnd dky esa orZeku le; dh rjg vkfFkZd
'kqYd dk dksbZ çkoèkku ugha FkkA f'k{kk lekIr gksus ds
i'pkr~ xq# nf{k.kk ds :i esa f'k"; viuh J)k ,oa
lkeFkZ~; ds vuqlkj dqN Hkh migkj Lo:i çLrqr djrs
FksA f'k{kk&ç.kkyh esa Hkh vkèkqfud le; dh Hkk¡fr ijh{kkvksa
dh O;oLFkk ugha FkhA f'k{kk lekIr gksus ij fo|kFkhZ dks
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xq#tuksa ,oa xq.khtuksa ds le{k cSBdj fo}kuksa }kjk fd,
x;s ç'uksa ds mÙkj nsus gksrs FksA bl çdkj ml dky esa
fo|kFkhZ dk mís'; ijh{kk mÙkh.kZ djuk u gksdj Kku
çkIr djuk gksrk FkkA orZeku le; ds nh{kkar lekjksg
dh rjg ml le; lekorZu laLdkj gksrk Fkk ftlesa
;ksX; fo|kFkhZ dks u;s oL=] vkHkw"k.k vkfn fn;k tkrk
FkkA bl lanHkZ esa M‚ eèkqckyk lDlsuk dgrh gSa& ̂ f'k{kk
lekfIr ds i'pkr~ lekorZu laLdkj esa ;ksX; fo|kFkhZ
,d  fo'ks"k gkse dk vk;kstu djds dqy nsork rFkk xq#
dh iwtk ds mijkar Lukrd fo|knku dk ozr ysrk FkkA
bl le; xq:&f'k"; dks tks vafre mins'k nsrk Fkk]
mls ^lekorZu mins'k* dgk tkrk FkkA2

oSfnd dkyhu laxhr lacafèkr çkIr lkexzh dk
vè;;u djus ij ge ikrs gSa fd ml dky esa f'k{k.k dh
,d lqpk: ç.kkyh Fkh A laxhr ds fØ;kRed o lS)kafrd
nksuksa i{k loksZPp ry ij çfrf"Br Fks A brus le)̀
laxhr dh dYiuk fdlh f'k{k.k fofèk ds vHkko esa dHkh
laHko ugha gks ldrh A bl fo"k; esa M‚å iadt ekyk
'kekZ dk dFku gS& ^laxhr ls lacafèkr brus fo'kky
lkfgR; dk l̀tu ,d fnu esa vFkok vius vki gks x;k]
,slk ugha ekuk tk ldrk blds ihNs laxhr&f'k{kk dh
fuf'pr :i ls ,d lqnh?kZ ijEijk jgh gksxh vkSj laxhr
f'k{k.k dh dbZ laLFkk,¡ dk;Z dj jgh gksaxhA3

oSfnd dky ds i'pkr~ egkHkkjr dky esa Hkh
laxhr 'kkykvksa esa vè;;u dk mYys[k feyrk gSA egkHkkjr
dk Hkkjrh; lkfgR; ds bfrgkl esa ,d fof'k"V LFkku
jgk gSA laxhr dh nf̀"V ls ;g dky cgqr egRoiw.kZ jgk
gS bl ;qx esa Jh d"̀.k] vtqZu tSls egku laxhrdkj
gq,A bl ;qx esa jkt njckj dh jkt fL=;ksa dks Hkh
laxhr f'k{kk nsus dk mYys[k feyrk gSA 'kjPpUnz Jh/kj
ijkatis us viuh iqLrd ^Hkkjrh; laxhr dk bfrgkl* esa
fy[kk gS fd Þbl dky esa cM+s uxjksa esa laxhr&f'k{kk ds
fy, laxhr&'kkykvksa dk çcaèk 'kklu dh vksj ls fd;k
tkrk FkkA buds lE;d~ lapkyu dk leqfpr çcaèk jgrk
FkkA eRL;jkt dh jktèkkuh esa ;qofr;ksa dh uR̀; f'k{kk
ds fy, ,sls gh fo'kky uR̀; Hkou dk fuekZ.k fd;k x;k
FkkAß4

ckS) dky esa exèk lkezkT; esa f'k{kk ds {ks= esa
,d cM+h Økafr vk;hA bl lkezkT; esa r{kf'kyk fo|knku

dk çeq[k dsaæ cu x;kA blesa 'kCnfo|k] vè;kRefo|k]
fpfdRlkfoèkk] gsrqfoèkk vkSj f'kYi foèkk uked iap egkfo|k
^iap;ku* dgykrh FkhA ijkatis ds vuqlkj] cksfèklRo us
blh fo'ofo|ky; esa leLr f'kYiksa dh f'k{kk çkIr dh
FkhA

;gk¡ ij vkpk;Z vius vPNs f'k";ksa ds lg;ksx
ls f'k{k.k dk;Z laiUu djrs Fks] vè;;u&dky o xq#
f'k"; vuqikr dk dksbZ fuf'pr fu;e ugha FkkA vU;
dbZ fo"k;ksa ds vykok ;gk¡ vBkjg f'kYiksa] laxhr ,oa
uR̀; dh Hkh f'k{kk nh tkrh FkhA ,slk fo}kuksa dk vuqeku
gSA

dk'kh nwljk fo'kky f'k{kk dsaæ cuk ftlesa
laxhrkè;kiu dk Lora= foHkkx Fkk A ;gk¡ ds vfèkdrj
f'k{kd r{kf'kyk ds iwoZ Nk= gh Fks A f'k{k.k esa dqN ,sls
fo"k; Fks ftuesa bl fo'ofo|ky; dks fo'ks"krk çkIr FkhA
bl lanHkZ esa ^jkèkk dqeqn eq[kthZ* us viuh iqLrd 'The
Ancient Indian Education' esa fy[k gS& "There
were certain subjects in the teaching of which
Banaras seems to have specialised- There is a
reference, for instance, to a school of music over
by an expert, who was the chief of this kind in
all India."5

r{kf'kyk vkSj dk'kh ds vfrfjä bl ;qx esa
dbZ f'k{kk&dsaæks dh LFkkiuk rRdkyhu jktkvksa }kjk dh
xbZ ftuesa ls ukyank] foØef'kyk] vksnariqjh vkfn
mYys[kuh; gSaA fo}kuksa ds vuqlkj] bu lHkh laLFkkuksa esa
xaèkoZ dk ,d Lora= foHkkx Fkk ftlesa Hkkjr fo[;kr
laxhrKksa dh fu;qfä gqvk djrh Fkh ysfdu Hkkjrh;
laxhr ds bfrgkl esa fdlh ,sls dykdkj ;k 'kkL=K dk
mYys[k ugha feyrk] ftlus r{kf'kyk ls ysdj foØef'kyk
rd fdlh Hkh f'k{kk dsaæ esa laxhr ;k xkaèkoZ dh f'k{kk
xzg.k dh gksA bldk ,d dkj.k ml dky ds lhfer
lzksr gSa tks fons'kh vkØkark ds dkj.k vi;kZIr gSa ftuls
ml dky ds f'k{k.k ds fo"k; esa Hkyh&Hkk¡fr irk yxk;k
tk ldrk FkkA gkykWfd lkfgR;] fdlh Hkh dky dh
laLdf̀r dks tkuus dk ,d lgk;d ekè;e gksrk gS vkSj
vxj  ml dky ds lkfgR; dh ckr djsa rks pk.kD;
}kjk fyf[kr vFkZ'kkL= ml le; dk egRoiw.kZ lkfgR;
gS ftlesa dbZ laxhr 'kkykvksa dk Li"V mYys[k gS A
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pk.kD; ml le; r{kf'kyk esa vFkZ'kkL= o jktuhfr
foKku ds çkè;kid Hkh FksA muds }kjk fyf[kr vFkZ'kkL=
ls Li"V gS fd ml le; ukVî rFkk laxhr dyk dks
jkT;kJ; çkIr FkkA xf.kdk] nklh rFkk uVksa dks xhr]
ok|] uR̀;] ukVî] ur̀] oSf'kd vkfn dykvksa dh f'k{kk
nsus okys O;fä;ksa dks 'kklu dh vksj ls æO; fn;k tkrk
FkkA yfyr dyk dh  laLFkkvksa dk çorZu jkT; dh vksj
ls gksrk FkkA ,slh laLFkkvksa esa xf.kdkvksa ds vfrfjä
muds oa'kt rFkk laxhr dk O;olk; djus ds bPNqd
vU; f'k{kkfFkZ;ksa dks ços'k fn;k tkrk FkkA6

okRL;k;u ds vuqlkj laxhr f'k{kk dk çcaèk
laxhr'kkykvksa ds }kjk fd;k tkrk FkkA bu 'kkykvksa dk
lapkyu leLr uxj dh vksj ls vFkok fofHkUu O;kolkf;d
x.kksa dh vksj ls gksrk  FkkA bu 'kkykvksa dk ikBîØe
lekIr djds xf.kdk rFkk vU; fo|kFkhZ u dsoy
thfodkiktZu ds fy, ;ksX; cu tkrs] vfirq lqlaLdr̀
ukxfjd dgykus ds fy, ik= cu tkrs FksA

Hkkl ds ukVdksa esa Hkh laxhr&'kkykvksa dk
mYys[k feyrk gSA muds vuqlkj jktHkou ds ifjlj esa
laxhr'kkyk,¡ gqvk djrh Fkha]  ftlesa xhr] ok|] uR̀;
rFkk ukVî vkfn dykvksa dk ;Fkkfofèk f'k{k.k çpfyr
jgrk Fkk rFkk jktdU;kvksa dks laxhr f'k{kk ckY;dky
ls nh tkrh FkhA

'kwæd ds ^eP̀NdfVd* ds vuqlkj laxhr'kkyk
ds varxZr laxhr rFkk ukVî nksuksa dykvksa dh f'k{kk
çnku dh tkrh FkhA ,slh laxhr&'kkyk,¡ Jheku jfldksa
dh N=Nk;k esa ifjofrZr gksrh Fkh rFkk buesa lq;ksX;
vkpk;ksaZ dks fu;qä fd;k tkrk FkkA

xqIr ;qx Hkkjrh; bfrgkl dk Lo.kZ ;qx gS
ftlesa lkfgR;] laxhr rFkk vU; yfyrdykvksa dh
prqeqZ[kh mUufr dk Li"V fp= nf̀"Vxr gksrk gSA bl
;qx ds lkfgR; rFkk dyk fo"k;d lkexzh ls çekf.kr gS
fd rRdkyhu jktHkouksa esa laxhr 'kkyk dk çcaèk jgrk
Fkk] ftlesa vfèkdkjh vkpk;ksaZ dks laxhr rFkk ukVî dh
f'k{kk nsus ds fy, mPp osru ij fu;qä fd;k tkrk FkkA
ck.k dr̀ ̂ g"kZpfjr* esa jktHkou ds varxZr laxhrxg̀ dk
mYys[k gS] tks jktçklknksa dk vko';d vax jgk gSA7

dkfynkl bl ;qx ds egku dfo o ukVddkj

FksA bu dh df̀r;ksa esa Hkh laxhr fo"k;d tks mYys[k ik,
tkrs gSa] os rRdkyhu yksdkfHk#fp rFkk laxhr&lacaèkh
ifjfLFkfr ds |ksrd gSaA bl ;qx esa laxhr dyk dks
;Fks"V jktlEeku çkIr FkkA jktxg̀ksa esa laxhr&'kkykvksa
dk lapkyu cM+h lQyrkiwoZd gksrk Fkk] ftlds QyLo:i
ekyfodk] galifndk] 'kfeZ"Bk] bjkorh rFkk banqefr tSlh
lq;ksX; ,oa çfrHkklaiUu dykdf̀r;ksa dk fu"iknu gksrk
FkkA laxhr dyk dks dsoy jktkJ; Fkk] ;gh ckr ugha]
oju~ dqN jktktu laxhrkè;;u esa #fp j[krs Fks rFkk
ml dyk esa ikjaxrrk çkIr djrs FksA8

muds }kjk fyf[kr ekfYodkfXufe= esa bl
ukVd ds uk;d vfXufe= ds jktxg̀ esa laxhr 'kkyk
dk mYys[k feyrk gS ftlesa laxhr ds fofoèk vaxksa dk
vè;;u rFkk vè;kiu vfèkdkjh vkpk;ksaZ dh ns[k js[k esa
gksrk FkkA jktHkou ds Hkhrj lapkfyr laxhr rFkk
ukVî'kkyk ds vkpk;ksaZ dks cgqeku ls ns[kk tkrk FkkA
jktHkou esa laxhr dh f'k{kk dk çcaèk fo'ks"k :i ls
jktfL=;ksa rFkk mudh nkfl;ksa ds fy, gksrk FkkA9

^vfHkKku'kkdqarye~* esa Hkh galifndk ds laxhr
vH;kl dk o.kZu dkfynkl us ,d dq'ky eeZK dh
Hkk¡fr fd;k gSA

ia- ijkatis ds vuqlkj] bu laxhr'kkykvksa esa
Loj] o.kZ] xhfr] ewPNZuk] rku] jkx] oLrq rFkk vfHku;
bR;kfn dh fofèkor f'k{kk nh tkrh FkhA fo|kfFkZ;ksa dks
çkphu okX;dkjksa dh df̀r;ksa dh f'k{kk nh tkrh Fkh rFkk
ml df̀r ds vuqdwy jl rFkk y; esa uR̀;kfHku; dh
dyk fl[kk;h tkrh FkhA10

Hkkjr esa laxhr 'kkykvksa dk ,d laiUu bfrgkl
gSA budk vè;;u djus ij oSfnd dky ls ysdj xqIr
dky rd laxhr 'kkykvksa esa laxhr f'k{kk dh xgu
ijaijk dk irk pyrk gSA O;ofLFkr f'k{kk ç.kkyh] Kku
ds çlkj.k vkSj laxhr 'kSfy;ksa ds laj{k.k ds ekè;e ls]
laxhr 'kkyk us çkphu Hkkjr dh le)̀ laxhr fojklr
dks vkdkj nsus esa egRoiw.kZ Hkwfedk fuHkkbZA

fu"d"kZ %

laxhr f'k{k.k ds bfrgkl esa bu laxhr 'kkykvksa
dk xgjk çHkko gksus ds lkFk&lkFk bu 'kkykvksa dk
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vè;;u vkèkqfud dky esa Hkh çklafxd gSA bu ;qxksa esa
LFkkfir fl)karksa vkSj çFkkvksa ls laxhr f'k{kk] f'k{k.k
i)fr vkSj dykRed fodkl ds ewyrRoksa ds fo"k; esa
egRoiw.kZ Kku çkIr fd;k tk ldrk gSA çkphu laxhr
'kkykvksa esa viukbZ xbZ ,sfrgkfld ifjfLFk;ksa vkSj rduhdksa
dks le>dj] ge vkèkqfud laxhr f'k{kk i)fr;ksa] ikBîØe
fuekZ.k vkSj f'k{k.k nf̀"V;ksa dks le)̀ djus ds fy,
çsj.kk vkSj ekxZn'kZu çkIr dj ldrs gSaA varr%] laxhr
f'k{kk esa çkphu laxhr 'kkykvksa dk vè;;u vrhr vkSj
orZeku ds chp ,d lsrq çnku djrk gS] tks laxhr dh
gekjh le> dks le)̀ djrk gS vkSj vkèkqfud le; esa
bldh fujarj çklafxdrk vkSj thou 'kfä dk leFkZu
djrk gSA

lanHkZ lwph %

1- lDlsuk] MkW- eèkqckyk] Hkkjrh; laxhr f'k{k.k iz.kkyh ,oa
mldk orZeku Lrj] i-̀la-&52

2- fla?ky] MkW- egs'kpUnz] Hkkjrh; f'k{k.k dh orZeku leL;k,¡]
i-̀la-&18] 20

3- laxhr] ekfld if=dk] tuojh&1988] i-̀la-&7

4- ijkatis] MkW- 'kjPpanz] Hkkjrh; laxhr dk bfrgkl] i`-la-&165

5- Ancient Indian Education, Radha Kumud Mukharji,
page-490

6- ijkatis] MkW- 'kjPpanz] Hkkjrh; laxhr dk bfrgkl] i`-la-&251

7- ogh] i-̀la-&482

8- ogh] i-̀la-&488

9- ogh

10- ogh] i-̀la-&488
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izLrkouk& O;fDrRo ds fodkl esa dyk,a egRoiw.kZ Hkwfedk
fuHkkrh gS aA fo'k s"k :Ik ls 'kkL=h; u`R;] euq"; dh
thou&'kSyh ,oa O;ogkj esa vn~Hkqr ifjorZu ykrh gSaA vU;
fo"k;ksa vFkok vU; foèkkvksa ds fo|kFkhZ dsoy ml fo'ks"k
foèkk esa ;k fo"k; fo'ks"k esa izoh.k gksrs gSa fdUrq 'kkL=h;
uR̀; dk fo|kFkhZ uR̀; esa fuiq.k gksus ds lkFk&lkFk thou
ds vusd igyqvksa ls voxr gksrk gS vkSj thou thus dh
dyk Hkh lh[krk gSA izkphu le; esa iwtk&fofèk ds :i esa
eafnjksa esa fd, tkus okys bl dyk dk Lo:i Hkys gh cnyk
gks ijarq vkt Hkh xq:&f'k";&ijaijk ls pyh vk jgh gSA
;g uR̀;dyk vkè;kRe ,oa HkfDr ls vksr&izksr gSA bl
dyk dks lh[kus vFkok bldh lkèkuk djus ls O;fDr esa
,dkxzrk] èkS;Z] vkè;kRe] ekuork] f'k"Vkpkj] uSfrdrk]
O;ogkj'khyrk] LokLF;] laLdf̀r] l̀tu'khyrk tSls xq.kksa
dk fodkl gksrk gS tks O;fDrxr thou dks csgrj cukdj
iw.kZrk iznku djrh gSA

O;fDrRo fodkl esa Hkkjrh; 'kkL=h; u`R; dh Hkwfedk

MkW- f[kys'ojh iVsy·

Lkkjka'k

Hkkjrh; 'kkL=h; uR̀; gtkjksa o"kksZa ls pyh vk jgh izkphu ijaijk gSA lHkh 'kkL=h; uR̀; dh
viuh&viuh {ks=xr fo’ks’krk gS fdUrq ,d lekurk tks lHkh esa gS og gS vkè;kRe vkSj laLdf̀r dhA uR̀;
dks lkekU;r+% euksjatu dk lkèku vFkok dsoy eap ij izLrqr dh tkus okyh dyk ekuk tkrk gS ijarq
okLro esa u`R;dyk ,d lkèkuk gS tks thou esa larqyu ykrh gS vkSj euq"; ds vPNs xq.kksa esa òf) dj
O;fDrRo dk lexz :i ls fodkl djrh gSA bl ys[k esa fo'ks"k :i ls 'kkL=h; uR̀; ds ekè;e ls
fo|kfFkZ;ksa esa gksus okys O;fDrRo fodkl dh ppkZ dh xbZ gSA oSls rks lHkh dyk,¡ O;fDrRo fodkl esa
lgk;d gSa] ijarq 'kkL=h; uR̀; ,slh dyk gS ftlesa xk;u&oknu dk iz;ksx laxr ds :i esa rks gksrk gh
gS ysfdu lkFk gh lkFk] fp=dyk] ewfrZdyk] lkfgR; tSlh vU; yfyr dyk,¡ Hkh vijks{k :i ls tqM+h
gqbZ gSaA ;s lHkh dyk,a feydj O;fDrRo fodkl ds fy, vko';d xq.kksa dks fodflr dj viuh {kerkvksa
dks tkuus dk volj iznku djrh gSaA vr% fo'ks"k :i ls 'kkL=h; uR̀;&f'k{k.k ds ekè;e ls O;fDr ds
thou esa D;k izHkko iM+rk gS vkSj 'kkL=h; uR̀; lh[kus ds i’pkr~ muds O;fDrRo esa fdl rjg ldkjkRed
cnyko vkrk gS] bl fo"k; ij izdk’k Mkyus dk iz;kl fd;k x;k gSA

eq[; 'kCn % Hkkjrh;] “kkL=h; u`R;] O;fDrRo fodkl] dyk] ekuo fodklA

'kksèk izfofèk % ;g ,d lS)kafrd vè;;u gS ftlesa fo'ys"k.kkRed ,oa o.kZukRed i)fr dk iz;ksx djrs gq, 'kkL=h; uR̀; ds
egRo ,oa blls O;fDrRo esa gksus okys fodkl ds lacaèk esa ppkZ dh xbZ gSA 'kkL=h; uR̀; ds fo|kfFkZ;ksa ,oa vU; fo"k;
ds fo|kfFkZ;ksa ds O;fDrRo esa varj le>us ds fy, voyksdu fofèk dk iz;ksx fd;k x;k gSA lkFk gh] uR̀; lh[kus
okys vH;fFkZ;ksa ls iz'ukoyh ds ekè;e ls] uR̀; lh[kus ds Ik'pkr~ muds futh thou ,oa O;ogkj esa gq, ifjorZuksa
dks tkuus dk iz;kl fd;k x;k gSA

· lgk;d vkpk;kZ] u`R; foHkkx] laxhr ,oa eap dyk ladk;] dk'kh fgUnw fo'ofo|ky;] okjk.klh

ekStwnk f'k{kk iz.kkyh esa fo"k;&oLrq ds Kku ds
lkFk&lkFk fo|kfFkZ;ksa ds laiw.kZ fodkl dks è;ku esa j[krs
gq, ikB~;Øe fuèkkZj.k rks fd;k tkrk gS ijarq dgha&u&dgha
bl iqLrdh; Kku esa O;ogkfjd Kku vkSj uSfrd ewY;ksa
dh deh ns[kh tk ldrh gSA ogha dyk f'k{k.k ds ekè;e
ls bu vHkkoksa dks nwj fd;k tk ldrk gSA orZeku le; esa
gj {ks= es ge fujarj fodkl dj jgs gSaa fdUrq vkfFkZd ;k
jktuhfrd fodkl ds lkFk&lkFk ekuoh; ewY;ksa dk fodkl
djuk Hkh vfr vko';d gSA

O;fDrRo fodkl vkt ds nkSj esa cgq&pfpZr
fo"k; gSA vusd ikB~;Øe pyk, tk jgs gSa tks O;fDro
ds iw.kZ fodkl dk nkok djrh gS fdUrq dsoy ckg~; :i
ls fodkl dj ysuk gh laiw.k Z fodkl ugha gSA
dyk&vè;;u blh ckgjh vkoj.k dks gVkdj vkarfjd
:i ls ldkjkRed fodkl djus dk volj iznku djrh
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gSA uR̀;&lkèkuk ;k uR̀; vè;;u fdl rjg O;fDrRo
fodkl esa lgk;d gS] ;g tkuus ls iwoZ O;fDrRo D;k
gS\ ;g le>uk vko’;d gSA

^^O;fDrRo O;fDr dh ,slh furkar O;fDrxr
fo'ks"krk gS tks mlds iwjs thou dk izfrfufèkRo djrh gS]
tc fdlh f’k'kq dk tUe gksrk gS rHkh ls mldh fØ;k
vkSj izfrfØ;k ls O;fDrRo dh fodkl&;k=k 'kq: gks
tkrh gS vkSj mlds thoui;Zar vuojr pyrh gSA^^1

O;fDrRo izR;sd O;fDr ds O;ogkj vkSj xq.kksa dk izfrfcEc
gksrk gSA fdlh dk O;fDrRo vPNs xq.kksa ls ifjiw.kZ vFkok
xq.k jfgr Hkh gks ldrk gSA gesa bl vkadyu dh
vko';drk gS fd gekjk O;fDrRo vkSj O;ogkj izHkko'khy
gS vFkok blesa fodkl dh t:jr gSA

Lokeh foosdkuan us dgk gS fd ̂ ^O;fDrRo 'kfDr
dk egku dsUnz gS vkSj tc ;g 'kfDr'kkyh varekZuo
rS;kj gks tkrk gS rks og tks pkgs dj ldrk gSA ;g
O;fDrRo ftl oLrq ij viuk izHkko Mkyrk gS mlh
oLrq dks dk;Z'khy cuk nsrk gSA^^2

'kkL=h; u`R; ds ekè;e ls O;fDrRo esa fodkl

fofHkUu fo}kuksa ds vuqlkj O;fDrRo fodkl ds
fofoèk vk;ke gSa] ftuesa ls yxHkx lHkh vk;keksa dks uR̀;
f’k{k.k ds ekè;e ls fu[kkjk tk ldrk gSA O;fDrRo ds
izkjafHkd fuekZ.k esa ikfjokfjd okrkoj.k vFkok lkekftd
okrkoj.k dh Hkh egRoiw.kZ Hkwfedk gksrh gSA O;fDrRo lnSo
le; ds lkFk ifjofrZr gksrk gS vkSj lgh fn'kk funsZ'k
vkSj mfpr f’k{k.k&i)fr ls O;fDrRo vkSj fopkj esa ifjorZu
yk;k tk ldrk gSA ;gk¡ 'kkL=h; ùR; ds ekè;e ls fodflr
gksus okys izeq[k xq.kksa dh ppkZ dh xbZ gS tks O;fDrRo fodkl
gsrq vU; vko';d rRoksa ds dsanz fcUnq gSaA

^^Lokeh foosdkuan us ,dkxzrk dks f’k{kk dk
lkj ,oa O;fDrRo fodkl dh izeq[k lh<+h ekuk gSA ;fn
Nk= dks ,dkxzrk dk izf’k{k.k ns fn;k tk; rks vU; lc
fo"k; rks og Lo;a vkRelkr dj ysxkA^^3 'kkL=h; uR̀;
esa euq"; ds 'kjhj dk izR;sd Hkkx vFkkZr~ vax] izR;ax
vkSj mikax lHkh lfØ; :i ls dk;Z djrs gSaA uR̀;
izf’k{k.k esa fo|kFkhZ dks cksy ds ekè;e ls vFkok fxurh
ds lkFk uR̀; dh fØ;k,¡ fl[kk;h tkrh gaS ftlls lcls
igys è;kuiwoZd ns[kus vkSj lquus ds fy, vka[k vkSj
dku fQj iqu% mu fØ;kvksa dks nksgjkus ds fy, èkhjs&èkhjs

iwjk 'kjhj dk;Zjr gks tkrk gSA pwafd urZd dks ,d gh
le; esa 'kjhj ds izR;sd Hkkx dks lapkfyr djuk gksrk
gS] rks bafnz;k¡ Lor% dk;Z’khy gks tkrh gSaA vaxksa ds
O;ofLFkr o lkSan;Ziw.kZ lapkyu ds vfrfjDr xk;u&oknu
ds lkFk lkeatL; cSBkrs gq, rky vkSj y; ij Hkh la;e
j[kuk gksrk gS tks bafnz;ksa ds dsfUnzr gksus ls gh laHko gSA
bl rjg fujarj uR̀; vH;kl djrs&djrs vH;FkhZ viuh
bafnz;ksa dks o'k esa djuk Hkh lh[k ysrk gS vkSj bafnz;ksa ij
la;e ls ,dkxzrk dk xq.k Hkh fodflr gksus yxrk gSA
bl nkSj esa tgk¡ HkVdko ds vusd lkèku miyCèk gSa ogk¡
,dkxzrk ykuk gh ,d vlaHko&lk dk;Z gS ijarq uR̀; esa
'kkjhfjd Je ls euq"; dk eu vkSj efLr"d nksuksa gh
'kkar gksrk gS ftlls ,dkxz gksuk vkSj vius y{; ij
igqapuk vklku gks tkrk gSA

'kjhj] eu vkSj vkRek esa larqyu dk loZJs"B
ekè;e vè;kRe gSA vè;kRe esa yhu gks tkus Hkj ls gh
O;fDrRo esa vn~Hkqr ifjorZu vkrk gSA ;fn dksbZ O;fDr
vkè;kRe ekxZ esa gS rks og fofHkUu izdkj ds O;lu]
dke&Øksèk] bZ";k] }s"k] ?k.̀kk tSlh cqjh vknrksa ij fu;a=.k
dj fot; izkIr dj ldrk gSA vkè;kRe Lo;a dks
tkuus] viuh 'kfDr dks igpkuus vkSj thou thus dh
dyk lh[kkrk gS vkSj tc ge Lo;a dks igpku dj
viuh “kfDr;ksa dk mfpr iz;ksx djuk lh[k ysrs gSa rks
dfBu ls dfBu ifjfLFkfr dk lkeuk djuk vklku gks
tkrk gSA 'kkL=h; uR̀; dSls vkè;kRe dh vksj ys tkrh
gS\ lHkh 'kkL=h; uR̀;ksa dh ì"BHkwfe pkgs HkjrukV~;e gks]
vksfMlh gks ;k vU; 'kkL=h; uR̀; 'kSfy;k¡] lHkh dk
mn~Hko eafnjksa esa gh gqvk gS vkSj uR̀; izLrqfrdj.k esa
eq[; dFkkoLrq Hkh bZ’oj ij vkèkkfjr gksrh gSA uR̀; ds
ekè;e ls fujarj bZ'ojh; Lrqfr ls HkfDr dh Hkkouk
tkxr̀ gksrh gS vkSj èkhjs&èkhjs ;g vkè;kRe esa ifjofrZr
gks tkrh gSA orZeku ;qx esa lkekU; euq"; tgka ijLij
bZ";k dh Hkkouk ls th jgk gS ogha vkè;kfRed O;fDr
isze] n;k] d:.kk] {kek tSlh Hkkoukvksa ls ifjiw.kZ gksrk gS
tks muds O;fDrRo dks Js"B cukrh gSA izfrfnu uR̀;
vH;kl ds lkFk&lkFk u`R; es a iz;k sx gksus okys
HkfDrHkko;qDr Hktu vkSj xhr dk vH;kl ijks{k :i ls
bZ'oj esa vkLFkk vkSj vè;kRe dh vksj +++++++++izsfjr djrk gS+++A

O;fDrRo dks laiw.kZ cukus esa laLd̀fr dk egRoiw.kZ
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;ksxnku gksrk gSA ^^Hkkjr laLdf̀r le)̀ ns'k gS] tgk¡
fofHkUu izdkj dh laLdf̀r ,oa ijaijk,¡ gSa tks bls fo'o
ds vU; ns'kksa dh rqyuk esa ,d vyx igpku nsrh gSA
Hkkjrh; lH;rk yxHkx 4500 o"kZ iqjkuh gS ftlesa yksxksa
dk fo'okl] Kku] ijaijk,¡] vknrs a] [kku&iku]
vkpkj&fopkj] Hkk"kk] R;kSgkj] dyk ,oa {kerkvksa dk
lekos'k gksrk gSA laLdf̀r ,oa ijaijk esa dsoy ;gh varj
gS fd ijaijk,¡ laLdf̀r dk gh ,d Hkkx gksrh gSa ftls
bl izdkj Hkh dg ldrs gSa fd ijaijk,¡ laLdf̀r dk
izfrfufèkRo djrh gSaA^^4 lkaLdf̀rd okrkoj.k dh fHkUurk
ls fdlh euq"; ds O;ogkj vkSj fopkj esa Hkh fHkUurk
vkrh gSA 'kkL=h; ùR; dsoy ,d dyk gksus ds ukrs vFkok
ijaijk ls lacafèkr gksus ds dkj.k laLdf̀r dk izfrfufèkRo
ugha djrh cfYd cksy&pky] os'k&Hkw"kk] Hkk"kk vkfn dks
Hkh fodflr djrh gS tks laLdf̀r ds vfHkUu vax gSaA
'kkL=h; uR̀; izf'k{k.k dk izkjaHk gh f'k"Vkpkj ds lkFk
gksrk gSA igys fnu ls gh Hkwfe dks iz.kke djuk vkSj xq:
dk vk'khokZn izkIr dj uR̀; dk vH;kl djuk fl[kk;k
tkrk gSA lHkh dk vfHkoknu djuk] lgh rjhds ls
mBuk&cSBuk] lgh <ax ls cksyuk] O;ofLFkr oL= èkkj.k
djuk tSls vusd xq.kksa dk fodkl fd;k tkrk gS ftlls
vknj vkSj f'k"Vkpkj dh Hkkouk esa laof̀) gksrh gSA

,slk ekuk tkrk gS fd os’k&Hkw"kk] O;fDrRo ij
fo'ks"k izHkko Mkyrh gSA os'k&Hkw"kk fdlh Hkh {ks= dh gks
vFkok fdlh Hkh 'kSyh dh gks] fdUrq mls iguus dk lgh
<ax O;fDrRo dks vkd"kZd cukrh gSA fdlh Hkh dyk ds
vè;;u ds lkFk yko.; vkSj lkSan;Z dk xq.k Hkh Lor% gh
fodflr gksus yxrk gS ftlls mlds igukos] cksypky]
Hkk"kk vkfn esa og lkSan;Z ifjyf{kr gksus yxrk gSA pwafd
'kkL=h; uR̀; ds izf'k{k.k ds nkSjku izfrfnu lqO;ofLFkr
diM+s iguuk vkSj ikjaifjd ifjèkkuksa ds lkFk uR̀;
vH;kl djuk vfuok;Z gksrk gSA vr% O;ofLFkr os'k&Hkw"kk
vkSj vkpj.k] èkhjs&èkhjs vH;FkhZ dh vknr esa 'kkfey gksus
yxrk gSA fuf’pr :i ls if'peh ns'k ds iks"kkd ls
izHkkfor ih<+h vkjaHk esa d"V dk vuqHko djrh gS ysfdu
dqN le; i'pkr~ gh bldk egRo le>dj os bls
viukrs gSa vkSj Hkkjrh; os'k&Hkw"kk igu dj xoZ dk vuqHko
djrs gSaA lkèkkj.k oL=ksa dks dykRed <ax ls iguuk]
vPNk [kku&iku] mfpr O;k;ke tSls vusd [kwfc;ksa dks

xzg.k djus ds lkFk&lkFk fnu&izfrfnu izR;{k vFkok
vizR;{k :i ls os viuh laLdf̀r ls ifjfpr gksrs jgrs
gSa tks muds O;fDrRo dks izHkkoh cukus gsrq vko';d gSA

orZeku le; esa izHkko'kkyh laizs"k.k] O;fDrRo
fodkl ds dkjdksa esa ls izHkkoh dkjd gSA ^^laizs"k.k dks
izHkko'kkyh cukus esa 'kkjhfjd Hkk"kk] tSls& Hkko&Hkafxek]
gLr&lapkyu] cSBus ,oa [kM+s gksus dk <ax vkfn] vki
D;k dguk pkg jgs gSa] bldk ,glkl djkus esa cgqr
egRoiw.kZ gSA^^5 thou ds gj ,d pj.k esa izHkko’kkyh
laizs"k.k fo’ks"k Hkwfedk fuHkkrh gS vkSj ,d urZd esa ;g
fo'ks"krk vo'; gksrh gSA 'kkL=h; uR̀; ds dykdkj
vFkok vU; izn'kZudkjh dykvksa ds lkèkd dks Hkk"kk dk
Kku gksuk rks vko';d gS gh] ;Fkksfpr iz;ksx djuk Hkh
dykdkj ds fy, egRoiw.kZ gksrk gSA eap ij Lo;a dk
ifjp; nsuk gks ;k vius fo"k; ls n’kZdksa dks voxr
djkuk gks bl izfØ;k esa ;g vko';d gS fd viuh ckrksa
dks lqanj ,oa dykRed <+ax ls izLrqr fd;k tk;A lkekU;r%
,slh èkkj.kk gS fd uR̀; dk vè;;u dsoy izk;ksfxd
ikB~;Øe ij vkèkkfjr gksrk gS] ijarq okLro esa vU;
fo"k;ksa dh vis{kk bldk lS)kafrd i{k vfèkd foLrr̀
gSA ,sfrgkfld i"̀BHkwfe ds vè;;u ds lkFk osnksa dk
vè;;u] èkkfeZd xzaFkksa] iqjk.kksa dk xgu vè;;u Hkh bl
fo"k; dh vfuok;Zrk gSA blds lkFk&lkFk fo|kFkhZ laLd̀r
Hkk"kk ¼tks vU; Hkk"kkvksa dh tuuh ekuh tkrh gS½ ls Hkh
ifjfpr gksrs gSa] tks Li"V mPpkj.k] O;kdj.k vkfn dks
Hkh fodflr djus dk dk;Z djrh gSA bu xzaFkksa vkSj
iqjk.kksa vkfn ds vè;;u ls uR̀; dk lS)kafrd i{k rks
etcwr gksrk gh gSA blds vfrfjDr Hkk"kk ds Kku esa Hkh
of̀) gksrh gSA bl rjg ls ,d uR̀; dk fo|kFkhZ Li"V
mPpkj.k] mfpr Hkk"kk vkSj dgus dk vankt uR̀; ds
vè;;u ds lkFk&lkFk lh[krk gS tks mlds vius futh
thou esa Hkh lgk;d fl) gksrk gS vkSj mlds O;fDrRo
esa Li"Vrk ykrk gSA

'kkL=h; uR̀; f'k{k.k ds ekè;e ls vU; lcls
egRoiw.kZ xq.k tks fodflr gksrk gS] og gS& vkRefo'oklA
^^vkRe'kfDr dh n<̀+rk ,oa lcyrk lc txg lQyrk
nsrh gSA vkRefo'okl ds fcuk euq"; esa LokoyEcu dh
izof̀Rr ugha mBrh vkSj LokoyEcu ds fcuk og vius dks
mBkus esa vleFkZ gksrk gSA^^6 ;fn euq"; esa vkRefo'okl



Lrkse 2024; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 223º

gks rks vlaHko dk;Z Hkh ljyrk ls dj ysrk gSA ̂^vkRefo'okl
vkids O;fDrRo dk og xguk gS tks vkidks nwljksa ls Js"B
lkfcr djrk gSA vkRefo'okl Kku vkSj nf̀"Vdks.k dk
la;qDr iqat gS] ;g gj cM+h lQyrk dh vkèkkjf'kyk gSA
gekjs lcls cM+s vglkl dh daqth vDlj vkRefo'okl gh
gSA okLrfod vFkksZa esa ogh fodkl O;fDrRo fodkl gS tks
O;fDr ds lkekftd ,oa vkfFkZd fodkl esa lgk;d fl)
gksA^^7 'kkL=h; uR̀; ,d izn'kZudkjh dyk gS vkSj eap ij
n'kZdksa ds le{k vkRefo'okl ds lkFk izLrqfr nsuk gh fo|kFkhZ
dk è;s; gksrk gSA fujarj lkèkuk vkSj vH;kl ls vH;FkhZ
Lo;a dks bruk ekat ysrk gS fd vkRefo'okl Lor% gh mRiUu
gksus yxrk gSA blls mls bl ckr dk Hkku Hkh gks tkrk gS
fd fujarj iz;kl vkSj èkS;Z ls fdlh Hkh y{; dks ik;k tk
ldrk gS vkSj gkj u ekuuk mldh O;fDrxr fo'ks"krk
cu tkrh gSA

^^'kkL=h; uR̀; ,d fpfdRlk Hkh gS] 'kkL=h; uR̀;
esa iz;qDr gksus okyh gLr eqnzkvksa dk viuk fof'k"V vFkZ
vkSj mi;ksx gksrk gSA blesa iz;qDr gksus okyh gLr eqnzk u
dsoy fdlh fo'ks"k vFkZ dks O;Dr djrh gS vfirq ;s eqnzk,¡
izkdf̀rd :i ls mipkj djus esa Hkh mi;ksxh gSaA^^8 'kkjhfjd
xfrfofèk;ka chekfj;ksa ls nwj j[kus vkSj mÙke LokLF; iznku
djus esa lgk;d gSaA 'kkL=h; uR̀; esa] uR̀; ds lkFk&lkFk
;ksx Hkh fufgr gS vkSj ;ksx dks O;fDrRo fodkl dk egRoiw.kZ
lkèku ekuk x;k gSA orZeku le; esa Hkkx&nkSM+ ls Hkjh
ftanxh esa ruko ds vusd dkj.k gSa ftldh otg ls uhan
esa deh gksuk ;k volkn dh fLFkfr mRiUu gksuk lkekU;
gS fdUrq uR̀; djus okyk O;fDr] uR̀; djus ds nkSjku viuh
lHkh leL;kvksa vFkok fparkvksa dks Hkwy tkrk gS vkSj mldh
eu%fLFkfr csgrj gks tkrh gS vkSj blds vfrfjDr 'kkL=h;
uR̀; esa 'kkjhfjd Je vfèkd gksus ds dkj.k jkf= esa xgjh
uhan Hkh vkrh gS ftlls O;fDr ekufld rukoksa ,oa vU;
chekfj;ksa ls nwj jgrk gSA ;fn euq"; ekufld ,oa 'kkjhfjd
:i ls LoLFk gS rks og lnSo izlUufpÙk o mRlkg ls iw.kZ
gksxk vkSj mldk O;fDrRo Hkh [kq'kfet+kt+ gksxkA 'kkL=h;
uR̀; vFkok vU; dykvksa dk {ks=] lkxj dh rjg og̀n~ gS
ftlesa xksrs yxkuk dfBu dk;Z gS] vkSj bl fo"k; dk ;gh
xq.k urZd dks lnSo ljy cus jguk vkSj vfHkeku u djuk
fl[kkrk gS tks O;fDrRo fodkl esa lgk;d gSA uR̀; lh[kus
okys fo|kfFkZ;ksa esa nwljksa ds psgjs dk gko&Hkko o vfHkO;fDr
ns[kdj mudh laosnuk vFkok ijs'kkuh dks le>us dh vn~Hkqr

{kerk Hkh gksrh gS ftlds dkj.k os lkeus okys O;fDr ds
eu dh ckr dks muds dgs fcuk gh le>dj mudh lgk;rk
dj ikus esa l{ke gksrs gSaA

'kkL=h; uR̀; ls fdlh fo|kFkhZ ds O;fDrRo esa
fodkl ds lkFk&lkFk vkRe vuqHkwfr] izd̀fr izse] lgkuqHkwfr]
deZBrk] la;erk] vuq'kklu] d:.kk vkfn dh Hkkouk Hkh
izokfgr gksrh gS tks lH; lekt ds fuekZ.k esa Hkh lgk;d
gSA ;fn uR̀;&f'k{k.k dks Ldwy&ikB~;dze dk vfuok;Z
vax cuk fn;k tk; rks fuf'pr :i ls fo|kFkhZ thou esa
vusd ldkjkRed ifjorZu gksaxs vkSj mUgsa vgadkj] vla;e]
funZf;rk] csbZekuh] ?k.̀kk] vuSfrdrk tSls nqxZ.kksa ls cpk;k
tk ldsxk tks O;fDrRo ds fodkl esa ckèkd gSA 'kkL=h;
ùR; ds vè;;u ls fo|kfFkZ;ksa dh thou&'kSyh] mUkds foPkkjksa
,oa fo'ks"k :i ls muds O;fDrRo o xq.kksa esa tks ifjorZu
vkrk gS og mUgsa fof'k"V cukrk gS vkSj os lekt esa viuk
fo'ks"k izHkko NksM+rs gSaA 'kkL=h; uR̀; ,sls vusd xq.kksa dk
[kku gS tks O;fDRkRo dks laokjus ds lkFk&lkFk ekuo&thou
dks okLrfod thoarrk iznku djrk gSA
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;|fi dyk dks v[kaM vfHkO;fDr rFkk vfoHkkT;
ekuk tkrk gSA lqfoèkk dh nf̀"V ls mls oxhZdj.k ds
;ksX; Hkh ekuk x;k gSA ̂ dkelw=* rFkk ̂ 'kqØuhfrlkj* esa
pkSlB] izcUèkdks"k esa ̂cgÙkj* rFkk yfyrfoLrkj esa ̂ fN;klh*
dykvksa dk mYys[k izkIr gksrk gSA1 {ksesUnz us vusd
dykvksa ds uke crk;s gSa] fdUrq pkSlB dykvksa okyk er
gh vfèkd ekU; gSA2 MkWñ ';kelqUnj nkl us mi;ksxh
dyk vkSj yfyr dyk dks gh ekU;rk nh gSA3 ftldks
xqykcjk; vkfn fo}ku Hkh ekU;rk nsrs gSaA Jh vkjñ thñ
dfyxaoqM dk dFku gS fd&dyk ,d tkfr gS] tks nks
mitkfr;ksa esa foHkDr gS& ykHknk;d dyk;sa vkSj yfyr
dyk;saA4 ik'pkR; fo}ku ̂gsxy* us izrhdkRed] izcUèkkRed
rFkk HkkokRed dyk;sa ekuh gSA dfri; fo}ku lkekU;
dyk;sa vkSj lakLÑfrd dyk,a& nks gh Hksn ekurs gSa]
fdUrq vfèkdka'k fo}ku mi;ksxh vkSj yfyrdyk ds iFk
esa gSA5 vr% mi;ksxh vkSj yfyr dyk& bu nks Hksnksa dh

· laaxhr vuqns'kd] jk-vk-ofj-ek- fo|ky;] ckcSu] dq#{ks= ¼gfj;k.kk½

lkfgR;&laxhr ,oa yfyr dyk,¡ % lEcaèk] egÙo ,oa ijEijk

MkW- dfiy nso·

'kksèk i=&lkj

lalkj dh leLr yfyr dykvksa esa laxhr dks loZJs"B LFkku izkIr gSA dkj.k ;g gS fd ;gh ,d
,slk dykRed lkèku gS ftlds }kjk euq"; dks ykSfdd rFkk ikjykSfdd lq[k&'kkafr dk vuqHko gksrk gSA
laxhr dk izHkko mu leLr oLrqvksa ij iM+rk gS ftuesa LiUnu gS] izk.k gS fQj pkgs og euq"; gks ;k
i'kq&i{kh vFkok ouLifrA gekjs izkphu xzaFkksa] osnksa] mifu"knksa esa Hkh laxhr ds izHkko dks n'kkZ;k x;k gSA
laxhr dk èkeZ ls Hkh vfHkUu lacaèk jgk gSA

yfyr dykvksa esa okLrqdyk] ewfrZdyk] fp=dyk] laxhr dyk vkSj dkO; dyk dh x.kuk gksrh
gSA mi;ksxh dyk,¡ euq"; dh HkkSfrd vko';drkvksa dh iwfrZ ls laca) gSaA mi;ksxh dykvksa esa Hkh
FkksM+k&cgqr lkSUn;Zcksèk dk Hkko rks jgrk gS] ij og xkS.k gSA dqlhZ est vkfn oLrqvksa esa ̂ fMtkbu* dk è;ku
j[kk tkrk gS] fdarq ;g fMtkbu izk;% mi;ksfxrk ds nf̀"V ls cukbZ tkrh gSA bl izdkj mi;ksxh dyk
O;ogkjtfur vkSj lqfoèkkcksèkh gS rFkk yfyrdyk eu ds larks"k ds fy, gSA lkFk gh] mlesa ml fof'k"V
ekufld lkSUn;Z dh ;kstuk gS] tks mi;ksfxrkokn ls fHkUu oLrq gSA HkkokRed izn'kZu ftldk eq[; è;s;
fo'kq) vkuUn&izkfIr gks] mls yfyr dyk dgsaxsA yfyr dyk ds mi;ksx esa ik¡p esa ls dsoy nks gh
bfUnz;ksa dk mi;ksx gksrk gS& n'kZusfUnz; ¼vk¡[k½ vkSj Jo.ksfUnz; ¼dku½] ckdh bfUnz;ksa ls ge txr dks
tkurs gSa fdUrq yfyr dyk eas ckdh rhuksa bfUnz;ksa dk dksbZ dke ugha jg tkrk A dbZ fo}kuksa us yfyr
dyk,¡ ik¡p ekuh gSaA

eq[;&'kCn % laxhr] dyk] yfyr dyk] laLÑfr] lkfgR;] dkO;

izfof/k % blesa izkFkfed ,oa f}rh;d ek/;eksa dk lg;ksx fy;k x;k gS A

ekU;rk gh mi;qDr izrhr gksrh gSA

yfyr dyk esa lkSan;Z dk izkèkkU; rFkk mi;ksxh
dyk esa mi;ksfxrk dk izkèkkU; gksrk gSaA yfyr dyk;sa
euq"; ds uSfrd] ckSf)d vkSj HkkokRed fodkl esa ;ksxnku
nsrh gSa vkSj mi;ksxh dyk,a mlds 'kkjhfjd vkSj HkkSfrd
mRd"kZ esa lgk;d gksrh gSA6 mi;ksxh dyk ds varxZr reke
dkjhxjh ds dk;Z vkrs gSa] ftudk fnu&izfrfnu ds thou
esa mi;ksx gksrk jgrk gSA dqEgkj dh feV~Vh ds crZu cukus
dh dyk ls ysdj cM+s&cM+s gokbZ tgkt rd dh dyk,a
mi;skxh dykvksa ds varxZr gh vk;saxhA vkSj] tks dyk,a
gekjh jkxkRed psrukvksa vkSj HkkokRed {kqèkkvksa dks larf̀Ir
iznku djrh gSa] ogh okLro esa yfyr dyk,a gSaA7

fo}ku yfyr dyk ds lkekU;r% ikap Hksn
ekurs gSa& okLrqdyk] ewfrZdyk] fp=dyk] laxhr dyk]
dkO; dykA
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yfyr dykvksa dks fuEufyf[kr :i esa fo'ysf"kr fd;k
tk ldrk gS %&

1-   okLrqdyk %

okLrqdyk ds varxZr efUnj] fxjtk?kj] Lekjd]
izlkn rFkk vU; dykRed Hkou vkfn vkrs gSaA nf{k.k esa
nso efUnj] vkoioZr ds tSu efUnj] lk¡ph ds Lrwi]
rktegy vkfn okLrqdyk ds mRÑ"V uewus ekus tkrs gSa]
ftuesa okLrqdkj dh mRÑ"V Hkkouk] lq:fp ,oa HkO;rk
vkfn ds n'kZu gksrs gSaA èkeZLFkkuksa esa fufeZr dy'k] xqEct]
fegjkcsa] tkfy;ka] >jks[ks vkfn okLrqdkj ds ekufld
Hkkoksa dks Li"V vfHkO;Dr djrs gSA8 ekè;eksa dh izèkkurk
gksus ds dkj.k mlesa lw{erk dk vHkko gSA

2-   ewfrZdyk %

bl dyk dk ewrZ vkèkkj okLrqdyk dh vis{kk
lw{e gksrk gS ewfrZdyk esa izLrj[k.M] èkkrq] ef̀Ùkdk vkfn
esa euksHkkoksa] thoèkkfj;ksa dh izfrPNk;k] 'kkjhfjd vkSj
izkÑfrd lkSan;Z dk izn'kZu gksrk gSA blesa dq'ky ,oa
izfrHkk lEiUu ewfrZdkj ik"kk.k] ef̀Ùkdk vkfn dks LFkkfir
dj mls ltho ,oa vkd"kZd cuk nsrk gSA fofHkUu eqnzkvksa
,oa Hkkoksa ls lefUor rFkk Hkkjrh; laLÑfr dh ifjpk;d
[ktqjkgks vkfn dh ewfrZ;k¡ bl dyk ds mRÑ"V uewus gSaA

3-   fp=dyk %

bl dyk esa ewfrZdyk dh vis{kk ewrkZèkkj vfèkd
de jgrk gSA blesa fp=dkj oL=] dkx+t] dk"B] dkap
vkfn ij dwaph] dye] js[kk rFkk jax vkfn ds ekè;e ls
ckg~; vkSj vUr% Hkkoksa dks vfHkO;Dr djrk gSA9 dq'ky
fp=dkj rks js[kkvksa vkSj fofHkUu jaxksa }kjk leLr ifjos'k]
vkÑfr] o.kZ] eqnzk vkfn dks lgt gh lekfgr dj nsrk gSA
og viuh rqfydk ;k dye ls lery ;k likV lrg ij
LFkwyrk] y?kqrk] nwjh vkSj uSdV~; vkfn fn[kkrk gSA mldh
Ñfr esa ewÙkZrk de vkSj ekufldrk vfèkd jgrh gSA10

4-   laxhr dyk %

laxhrdyk fp=dyk ls lw{erj gSA laxhr dk
vkèkkj ^ukn* gSA ukn ds nks Hksn gSa& vukgr ukn vkSj
vkgr uknA vkgr ukn laxhrksi;ksxh gksrk gSA Lok'kkfn
laxhrkRed& rÙo blh ls ful̀r% gksrs gSa] ftuls laxhr
dh l̀f"V gksrh gSA laxhrdyk esa xk;u] oknu vkSj uR̀;

dk lekos'k gksrk gS] tks vU;ksU;kfJr gSA ;g dyk
xfr'khy gSA Loj] rky] y; ;s lc laxhr ds :i gSa
vkSj dykfJr gSA buls uR̀; ok| Hkh lEcfUèkr gSA11

laxhr loZxzkg~; ,oa Hkkokíhid gksus ds lkFk&lkFk uojlksa
dh vfHkO;fDr esa Hkh l{ke gSA bl dyk ls ekuo gh
ugha] i'kq&i{kh rFkk okrkoj.k Hkh izHkkfor gSA laxhr dyk
jatd gSa rFkk vkè;kfRed mRd"kZ esa lgk;d gSA ;g
dyk p{kqfjfUnz; ,oa d.ksZfUnz; dk fo"k; gSA vkt bl
dyk dk {ks= vfèkd foLrr̀ gqvk gS] ftldk Js; fo'ks"k
:i ls flus&laxhr dks gSA orZeku esa laxhr ik'pkR;
vkSj fgUnqLrkuh laxhr ds :i esa vfèkd izpfyr gSA

5-   dkO;dyk %

dkO;dyk dk ewrkZèkkj lw{ere ekuk tkrk gSA
dkO; dk eq[; vkèkkj Hkko gS] D;ksafd izÑfr vkSj ekuo
thou dh vuqHkwfr ls mRiUu Hkko ekul iVy ij
lafpr gksdj dkO; ds :i esa eq[kfjr gks tkrs gSaA dkO;
esa Hkko&lEisz"k.k] lkFkZd 'kCnksa ds ekè;e ls gksrk gSA
'kCnksa ls Hkk"kk dk :i lkeus vkrk gS] vr% HkkokfHkO;fDr
esa leqfpr Hkk"kk dk iz;ksx mi;qDr gSA

laxhr vkSj fp=dyk esa Hkh ?kfu"B lEcUèk gSA
jkx&jkxfu;ksa ds fp=ksa esa] jkxkfn ds Lo:i] xk;u&le;]
izÑfr vkfn dks n'kkZus esa fp=dyk lg;ksfxuh gS]
;Fkk&HkSjo] HkSjoh vkfn jkx&jkxfu;ksa ds fp=ksa ls izkr%
xk;u rFkk Lo:i dk Kku gksrk gSA12

fp=dyk esa Hkh laxhr ds ok|;a= vkSj uR̀;
eqnzk;sa vkd"kZd mRd"kZd gaSA blfy;s 'kkfUrfudsru esa
laxhr f'k{kd ds gkFk esa fp=dyk dh dw¡ph vkSj fp=dkj
ds gkFk esa fny:ck fn[kkbZ ns tk;s] rks fdlh dks rfud
Hkh vk'p;Z ugha gksrkA13 fp=dyk] Hkko&dYiuk vkfn
dh la;kstuk esa dkO;dyk ls lgk;rk izkIr djrh gSA
dkO; esa fLFkr fp=kRedrk] fp=dyk ds izHkko dks Hkh
vfHkO;Dr djrh gSA

laxhrdyk lHkh yfyrdykvksa dh lg;ksfxuh
gksus ds lkFk muls lg;ksx Hkh izkIr djrh gSA lEiw.kZ
dyk;sa laxhr ds fy;s visf{kr ckrksa dks iw.kZ djus ds
fy;s O;kdqy jgrh gaSA14 rFkk laxhrdyk mu dykvksa
dks lkSan;Ze;&izHkkoksRiknd] eeZLi'khZ cukus esa lgk;d
gksrh gSA laxhr vU; dykvksa esa Hkh jatdrk] izHkko'kkfyrk]
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ân;&Lif'kZrk HkkokfHkO;atdrk vkfn ds mRiknu esa
lg;ksx iznku djrk gSA

laxhr ds vHkko esa dkO;dyk iaxq&lh izrhr
gksrh gS] D;ksafd laxhr ds Loj] jkx] y;] ek=k] xfr
vkfn dk lg;ksx mlesa izkIr gksrk gSA blfy;s dkO; esa
laxhr dh rjyrk] y;kRedrk vkSj xs;kRedrk Li"V
vfHkO;Dr gksrh gSA laxhr Hkh iw.kZ HkkokfHkO;fDr
ân;Lif'kZrk] jatdrk vkfn ds fy;s dkO; dk eq[kkis{kh
gSA15 laxhr es a dfork dk lekos'k laxhr dh
izHkkoksRikndrk dks nqxquk dj nsrk gSA dgha&dgha dfork
Loj vkSj èofu ds ekèkq;Z ij bruh fuHkZj gks tkrh gS fd
dfork laxhr dh vuqxkfeuh cu tkrh gSA16 vuqizkl
vFkkZr~ o.kZ>adkj vkSj NUn vkfn ds :i esa dkO; laxhr
ds xq.kksa dks viuk ysrk gSA17 vr% laxhr vFkZcksèk ds
fy;s dkO; dk lgkjk ysrk gS vkSj dkO; Hkh izHkkoof̀)
ds fy;s laxhr dk! nksuksa ,d&nwljs ds iwjd gSaA18

lHkh yfyr dyk;sa ijLij ,d&nwljs dh
lg;ksfxuh gksdj Hkh viuk LorU= egÙo j[krh gSaA
fQj Hkh fo}kuksa us LFkwyrk vkSj lw{erk ds vkèkkj ij bu
dykvksa esa dkO; vkSj laxhr dyk dks mRÑ"V ekuk gSA
dfri; fo}kuksa us vkèkkj dh lw{erk] izHkko] mRlkgoèkZdrk]
vkuUn dh foiqyrk vkSj lkoZHkkSfedrk vkfn dh nf̀"V ls
laxhrdyk dks loksZRÑ"V dgk gSA19 dkO; dks mRÑ"V
ekuus okyk oxZ vewrZ ekufld Hkkoksa ds vfHkO;atd
'kCn&lewg vkSj okD;ksa ls dkO; dk izknqHkkZo ekurk gS
fdUrq 'kCn&lewg rFkk okD;&jpuk ,d rks ewrZ gS] nwljs
'kCnksa rFkk okD;ksa dk vkdkj laxhr ds vewrZ uknksRiUu
lIr Lojksa dh vis{kk cg̀rj gSA blds vfrfjDr dkO; esa
vU; dykvksa dk lekos'k ekudj dkO; dks loksZifj ekuuk
Hkh U;k;ksfpr ugha] D;ksafd laxhr vU; dykvksa dks vius
esa lekfo"V djus ds lkFk&lkFk dkO; dk Hkh lekos'k
dj ysrk gSA dkj.k ;g gS fd laxhr dk vkèkkj ukn
dkO; dk èofue; 'kCn gksrk gS rFkk dkO; ds 'kCnksa esa
lkaxhfrd èofu;ka fo|eku jgrh gSaA tgka rd dkO; esa
lexz euksHkkoksa dh vfHkO;fDr dk iz'u gS] ;g vfHkO;fDr
laxhr ds Loj] xzke] ewPNZuk] y; vkfn }kjk Hkh laHko
gSA uohu l̀f"V&lajpuk dh {kerk tgka dkO; esa gSa] ogka
laxhr Hkh Lojygjh] y;] ùR;&eqnzkvksa ds gko&Hkko vkfn
ds }kjk fopj.k djkus esa l{ke gSA vr% laxhrdyk dh

vis{kk dkO;dyk dks mRÑ"V eku ysuk ;qfDr laxr ugha
gSa] D;ksafd dkO; dk laxhr ls iF̀kd gksdj vfLrRo gh
lafnXèk gks tk,xkA20 blfy;s dgk tk ldrk gS fd dkO;
vkSj laxhr ,d&nwljs ds iwjd gSa] nksuksa esa ls ,d dks
vyx djus ls mldk vfLrRo uke ek= dk jg tk;sxkA

ik'pkR; fo}ku~ Hkh lkfgR; ¼dkO;½ esa laxhr
dh vfLFkfr dks egÙoiw.kZ ekurs gSA ,eñ thñ HkkVs ds
vuqlkj] lkfgR; og laxhr gS tks ekuo ds vUr%LFky ls
blfy, fu%l̀r gksrk gS fd og Hkk"kk ds ekè;e ls thou
ds lkFk viuk lkeatL; LFkkfir dj ldsA21 ^,Mxj
,yu iks* us dkO; dks lkSan;Z dh laxhrkRed l̀f"V dgk
gSA22 ^dykbZy* ds vuqlkj&laxhre; fopkj gh dkO;
gSA23 ̂ vkyÝsM vkflVu* rks laxhr&foghu vkSj vFkZ dh
je.kh;rk ls ghu jpuk dks dfork gh ugha ekursA24

^okV~l V.Mu* us HkkokRed vkSj laxhrkRed Hkk"kk ds ekè;e
ls ekuo efLr"d dh izcy vfHkO;fDr dks dkO; dgk gSA25

bl izdkj ik'pkR; fo}ku dkO; vkSj laxhr ds uSdV~;
dks Lohdkj djrs gSaA blfy, ik'pkR; dfo;ksa ds ßfyfjdÞ
^lkusV* ßvksMÞ ,fyth vkfn laxhre; gksrs gSaA

la{ksi esa] ;g dgk tk ldrk gS fd Hkkjrh; vkSj
ik'pkR; erksa ds vuqlkj] dkO; vkSj laxhr ijLij lEc)
gSA ftl izdkj nks ;k vfèkd jaxksa dk feJ.k fdlh uohu
jax dh mRifÙk djrk gS] mlh izdkj vusd Lojksa dk esy
jkxksRiknd gksrk gS rFkk ftl izdkj xaxk] ;equk dk
laxe ^rhFkZjkt* dh mikfèk ls vyaÑr gksrk gS mlh
izdkj lkfgR; vkSj laxhr dk ifo= laxe izHkkoksRiknd
,oa ijLij mRd"kZd gksrk gSA

dfri; fo}ku dkO; dks Lo;a esa iw.kZ ekudj]
Loj dk izHkko ux.; ekurs gSaA muds fopkj esa okLrfod
dkO; ogh gS tks laxhr ds fcuk gh jkxkRedrk tkxr̀
dj ekuo dks jlfoHkksj dj nsrk gSA egknsoh oekZ ds
vuqlkj] ßdkO; lkFkZd 'kCn&lewg gS vkSj laxhr y;izèkku
èofu lewgA tSls dkO; esa xs;rk lEHko gS] ijarq vfuok;Z
ugha] oSls gh laxhr ds Lojksa esa vFkZoÙkk lEHko gS] ijarq
vfuok;Z ughaA26 fu%lansg lPpk dkO;] Loj vkSj d.B
dh vis{kk ugha j[krkA blh izdkj laxhr Hkh] dfork dk
lg;ksx fy, fcuk] Lojlkèkuk }kjk ekuo dks jlkIykfor
dj nsrk gSA fQj Hkh nksuksa dh laxfBr 'kfDr ,d vkSj
,d X;kjg gks tkrh gSA laxhr&foghu dkO; vkSj
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dkO;foghu laxhr visf{kr izHkko ugha Mky ikrsA blfy,
lqfe=kuUnu iar us Hkko vkSj Loj ds eèkqj feyu dks
ßljl lfUèkÞ dgk gSA27

lkfgR; vkSj laxhr vius&vius LorU= vfLrRo
ds laj{k.k ds lkFk gh] cgqr dqN va'kksa esa iwjd] lgksnj
vkSj vU;ksU;kfJr gSA laxhr vFkZ&cksèk ds fy, dkO; dk
lgkjk ysrk gS vkSj dkO; izHkko&of̀) ds fy, laxhr dh
lgk;rk ysrk gSA ukn&lkS"Bo ds fy, Hkh dkO; laxhr
dk fdlh&u&fdlh :i esa lg;ksx ysrk gh gSA dkO; esa
Jqfr&dBq ekudj dqN o"kksZ dk R;kx] of̀Ùk&foèkku] y;]
vUR;kuqizkl vkfn ukn&lkSan;Z lkkèku ds fy, gh gSA28

vr% lR; gh gS fd laxhr vkdkj izèkku dkO; gS vkSj
dkO; lkFkZd laxhr gSA29 laLÑfr vkSj dyk ds lkE;
dh Hkkafr dykvksa ds varxZr laxhr vkSj dkO; esa vfèkd
?kfu"B lacaèk gSA bl lacaèk dk dkj.k 'kCn ds ekè;e dh
lekurk gSA bl lekurk dh nf̀"V ls ;s nksuksa dyk,a
lgksnjk gSaA30 vr,o dkO; dks vkRek dk eq[kj laxhr
dg ldrs gSaA dfri; fo}ku rks dkO; dks laxhr dk
i;kZ;okph ekurs gSaA mudk fopkj gS fd ljl 'kCnkoyh
vkSj Hkkoukvksa ds ltho fp=.k tc rky vkSj Loj esa
caèkdj O;Dr gksrs gSa vkSj muds }kjk bl dk izHkko gksus
yxrk gS] rks mls gh dkO; ;k laxhr dgrs gSa fdUrq ;g
fopkj loZekU; ugha gSaA D;ksafd dkO; lkFkZd 'kCn&lewg
gS vkSj laxhr y; izèkku èofu lewgA31 fQj Hkh egknsoh
oekZ bu nksuksa dykvksa ds laxe dks izHkkoksRiknd ekurh
gSaA egknsoh oekZ ds gh 'kCnksa esa& Loj ds lkFk tc
lkFkZd 'kCnkoyh dh laxfr gks tkrh gS] rc laxhr vkSj
dkO; nksuksa O;kfIr vkSj xgjkbZ dh nf̀"V ls thou dh
vy{; lhek,a Nw ysrs gSaA32 dfooj lqfe=kuUnu iar us
Hkh dfork dks izk.kksa dk laxhr ekuk gS33 rFkk dkO; vkSj
laxhr dh eS=h ij cy fn;k gS %&

Hkko xhfr dh Loj y; eS=h&lh

"kM_rq;sa fur laxfr esa vkrhA34

i| esa ok.kh dk jksvka&jksvka laxhr esa ludj
bl esa Mwcs gq;s fd'kfe'k dh rjg Qwy mBrk gS] lqjksa esa
lèkh gqbZ oh.kk dh rjg mlds rkj fdlh vKkr ok;oh;
Li'kZ ls vius vki vuojr >adkjksa esa dkairs jgrs gSaA35

blh izdkj fujkyk th us Hkh laxhr vkSj dkO; ds
ikjLifjd lg;ksx dh lEHkkouk ij cy fn;k gSA36

laxhrKksa us Hkh lkfgR; vkSj laxhr esa pksyh vkSj
nkeu dk lacaèk ekuk gSA muds fopkj esa laxhr vkSj dkO;
dk esy lksus esa lqxUèk dk dk;Z djrk gSA egku laxhrK
iañ vksadkjukFk Bkdqj dk dFku gS fd esjh ǹf"V esa ddkjkfn
O;atuksa ds lkFk vdkjkfn Lojksa dk tks lEcUèk gS] nsg ds
lkFk vkRek dk tks lEcUèk gS] ogh laxhr dk dfork ls
lEcUèk gSA37 Mkñ chñ ,uñ HkV~V us Hkh dkO; dks 'kCnksa esa
laxhr vkSj laxhr dks Lojksa esa dkO; ekuk gSA38 MkWñ
'kjPpan Jhèkj ijkatis dk fopkj gS fd laxhr ukn&izèkku
lkfgR; gS vkSj lkfgR; 'kCn&izèkku laxhr gSA nksuksa dk
ikFkZD; gkfu dh lEHkkoukvksa ls Hkjk gSA39 vr% lkfgR;
vkSj laxhr esa izxk<+ lEcUèk gSA

vkuUnkuqHkwfr dk vkfèkD; laxhr esa gh ugha]
dkO; esa Hkh gSA tgka laxhr dh eèkqj èofue; rku
vkuUne; dj nsrh gS] ogka dkO; dh dks;ydkUr inkoyh
vkSj eèkqj Hkkoksa dh ;kstuk vkuafnr dj nsrh gSA ;|fi
laxhr dyk ekuo] ekuosrj izk.kh] ouLifr vkfn dks
izHkkfor djrh gS vkSj dkO; ekuo&ek= dks gh izHkkfor
djrk gS] rFkkfi fgUnqLrkuh laxhr esa :fp j[kus okyk
ik'pkR; laxhr dk rFkk mÙkj Hkkjr ds laxhr ls ifjfpr
nkf{k.kkR; laxhr dk Jo.k dj le> ugha ldrk
vkuUnkuqHkwfr fdarq Hkkokscy ls dj ldrk gSA vr%
laxhr lkoZHkkSe ekuk tk ldrk gSA Hkko&izèkku gksus ls
dkO; dks Hkh lkoZHkkSfedrk ls lefUor eku ldrs gSa]
D;ksafd dkO; fdlh Hkh Hkk"kk dk gks] mlds Hkko loZxzkg~;
gks ldrs gSA fdUrq HkkokfHkO;fDr ,oa izHkko vkfèkD; ds
dkj.k] Qy Lo:i dkO; dh vis{kk laxhr dks gh
mRÑ"V ekuuk mfpr izrhr ugha gksrk gSA

vkuUnkuqHkwfr esa l{ke] euksHkkokfHkO;atu]
izHkkoksRiknd] jlksRiknd vkfn gksus ds dkj.k dkO;
vkSj laxhrdyk mRÑ"V gSA ijLij mRd"kZd dkO; vkSj
laxhrdyk,a vewÙkZ lw{ere Hkko vkSj ukn&izèkku gksdj
Hkh 'kCnkFkZ rFkk Loj] y;] uR̀; vkfn esa laikfnr gksdj]
ewrZ cudj ^lR;a] f'koa lqUnja* dh l̀f"V djrh gSaA vr%
dkO; vkSj laxhrdyk,a lHkh dykvksa ds egÙoiw.kZ] lw{ekèkkj
rFkk egku mn~ns';iwfrZ esa l{ke gksus ds dkj.k mPp
LFkku dh vfèkdkfj.kh gSaA vLrq] bu nksuksa dykvksa dks
lHkh dykvksa ls mRÑ"V rFkk vU;ksU;kfJr Lohdkj djuk
gh U;k;laxr ,oa mfpr gSA
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fo"k;& lkSUn;Z'kkL= laosnukRed] HkkoukRed xq.k&èkeZ
vkSj ewY;ksa dk vè;;u gSA dyk] laLdf̀r vkSj izdf̀r dk
vadu gh lkSUn;Z'kkL= gSA1 ;g og 'kkL= gS ftlesa
dykdf̀r;ksa] jpukvksa vkfn ls vfHkO;Dr gksus okyk
vFkok mlesa fufgr jgus okys lkSUn;Z dk rkfRod]
nk'kZfud o ekfeZd foospu gksrk gSA fo'ks"k :Ik ls fdlh
lqUnj oLrq dks ns[kdj gekjs eu esa tks vkuUnnkf;uh
vuqHkwfr gksrh gS mlds LoHkko vkSj Lo:Ik dk foospu
rFkk thou dh vU;kU; vuqHkwfr;ksa ds lkFk mldk
leUo; LFkkfir djuk bldk eq[; mn~ns'; gksrk gSA
*lkSUn;Z'kkL=* 'kCnokpd gS ml lkSUn;Z rRo dk tks
v{kq..k gS] vuUr gS ,oa thou ds lHkh i{kksa esa viuh
,d vuwBh vkHkk fy;s gq, thoar Lo:Ik ds lkFk nf̀"Vxkspj
gksrk gS] ;gk¡ ;g dguk vfr';ksfDr uk gksxk fd lkSUn;Z
rRo gh og i{k gS ftlds dkj.k lHkh ltho oLrqvksa esa
thou ds n'kZu gksrs gSa] vkuUn feyrk gSA Hkkjrh;
fpUru esa blh vkuUn dks czã dk Lo:Ik ekuk x;k gS
,oa dgk x;k gS&

vkuanks czãsfr O;tkukr~A

vkuUnk);so áso [kkfYoekfu Hkwrkfu tk;Urs

vkuUnsu tkrkfu thoafrA2

vkuUna iz;UR;fHklafo'kUrhfrA

vFkkZr~& vkuUn gh czã gS] vkuUn ls gh lc Hkwr tuers
gSa] tu&eu esa vkuUn ls gh thfor jgrs gSa ,oa lalkj

lkSUn;Z'kkL= dh Hkkjrh; ijaijk dh foospuk

MkW- :fp feJk·
lkjka'k

D;k gj vuqHkwfr lkSUn;Z gS \ lkSUn;Z rRo gekjh vkRek dh xw¡t gS tks vkuUn dh vuqHkwfr gksus
ij Lo;a gh ,d y;c) :Ik esa gesa jlflDr dj tkrh gSA lkSUn;Z'kkL= dks le>us ds fy, loZizFke gesa
;g le>uk gksxk fd lkSUn;Z gS D;k\ bl iz'u dk mÙkj ikus ds fy, lcls igys gesa [kqn dks VVksyuk
gksxk D;ksafd ;g fo"k; gekjh vuqHkwfr ls lEcfUèkr gS vr% lkSUn;Z dh 'kkL=xr ifjHkk"kk tkuus ls iwoZ gesa
bldh lkekU; ifjHkk"kk r; djuh gksxhA lkSUn;Z rRo ftldh foospuk gekjs laxhr xzaFkksa esa jl rRo ds
:Ik esa dh xbZ gS mldh yfyr dykvksa ls brj dyk esa fdl izdkj ls fy;k x;k gS og bl 'kksèk izi=
dk fo"k; gSA

eq[; 'kCnkoyh& dyk] lkSUn;Z'kkL=] lkSUn;Z] dyk'kkL=] ,LFksfVDl] jl

izfof/k& fofHkUu iqLrdksa ds v/;;u ds ckn ;g 'kks/k&i= rS;kj fd;k x;k gS A

· lgk;d vkpk;kZ] laxhr xk;u foHkkx] vk;Z efgyk ih-th dkWyst] okjk.klh

Hkj dh lkjh l̀f"V blh czã ds vkuUn dh vfHkO;fDr
gSA vr% vkuUn ds fofHkUu Hkkoksa ls vksr&izksr gksdj
fpÙk dks vkg~ykfnr djus okyk pqEcdh; rRo gh lkSUn;Z
Lo:Ik ekuk x;k gS] tks Lor% gh vkd"̀V djrk gS eu
ds vUrHkkZoksa dks lhaprk gS vkSj ml vuqie vkuUn dh
izkfIr djkrk gS tks fdlh Hkh o.kZu ls ijs gS] ;k ;g Hkh
dgk tk ldrk gS fd lkSUn;Z rRo dk izkjEHk vkSj y{;
nksuksa gh vkuUn rRo dh izkfIr gSA

blh vkuUn dh vfHkO;fDr djrs gq,s {ksejkt
us fy[kk gS& vkuUnks {kf.krk lfDRk l̀t;kRekue~ vkRekue~3

vFkkZr~ vkuUn dk mNky gh lkjh l̀f"V gSA bldh
fo'ks’krk ;gh gS fd bls vfHkO;fDr pkfg;s ,oa l̀f"V
ltZu ls rkRi;Z ml rRo ls gS tks vius Hkhrj jg ugha
ldrk] ckgj izdV gksrk gSA fofdihfM;k ds vuqlkj&
lkSUn;Z'kkL= laosnukRed] HkkokRed] xq.k&èkeZ vkSj ewY;kas
dk vè;;u gSA dyk] laLdf̀r vkSj izdf̀r dk izfrvadu
gh lkSUn;Z'kkL= gSA4 bl lkSUn;Z rRo ij Hkkjrh; ijEijk
o ik'pkR; ijEijk esa fofHkUu izdkj ls fopkj fd;k x;k
gSA lkSUn;Z dh Hkkjrh; nf̀"V ^jl* gS tcfd ik'pkR;
nf̀"V ^,sLFksfVDl* gSA5

lkSUn;Zcksèk dks Hkkjrh; fpUru ijEijk esa dkO;]
ukV~; rFkk laxhr ds ekè;e ls leÖkus dk iz;kl fd;k
x;k gS] bUgh fopkjksa ds vkèkkj ij bl ijEijk esa *jl*
dk lkoZHkkSe fl)kUr izfrikfnr ,oa LFkkfir fd;k gSA
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jl laKk esa dykxr lkSUn;Z ds lkFk gh mldh vuqHkwfr
dk lkSUn;Z Hkh fufgr gSA fueZyk tSu dgrh gSa fd&
lkekU;r% jl&fl)kUr Hkh Hkkjrh; euh"kk }kjk fufeZr
vkSj fodflr lkSUn;Z'kkL= gS ftlesa ukV~;] dkO;] fp=]
laxhr vkfn lHkh dykvksa ls lEcfUèkr vkèkkjHkwr rRoksa
dk fu:i.k fd;k x;k gSA6 Hkkjrh; fpUru ijEijk esa
lkSUn;Z rRo dh O;k[;k ̂ lR;a f'koa lqUne~* dh Hkkouk ds
vUrxZr dh xbZ gS] vFkkZr~ ,slk lkSUn;Z tks fpj uohu gks
,oa loZdY;k.k gsrq lq[kdkjh gks] Hkkjrh; lkSUn;Z n'kZu
esa Hkko (Feeling) i{k izcy gSA Li"V gS fd LkkSUn;Z dk
;g fl)kUr Hkkjrh; laLdf̀r o vè;kRe ls izsfjr gS] ogha
ik'pkR; fpUru dh ijEijk esa lkSUn;Z ds HkkSfrd Lo:Ik
dks ysdj fpUru gqvk gS ,oa ;gk¡ dyk (Art) i{k dh
izèkkurk gSA

*lkSUn;Z'kkL=* 'kCn ds fo"k; ij izdk'k Mkyrs
gq,s MkWå uxsUnz dgrs gSa& lkSUn;Z'kkL= Hkkjrh; oka³~e;
ds fy;s ,d u;k 'kCn gSA orZeku ;qx ds iwoZ u rks bl
'kCn dk iz;ksx feyrk gS vkSj u bl uke ds fdlh
'kkL= dk mYys[kA7 ogha nwljh vksj bl rF; ij vkSj
izdk'k Mkyrs gq, MkW- dqekj foey dgrs gSa& lkSUn;Z'kkL=
fgUnh Hkk"kk esa Aesthetics dk Ik;kZ; cudj izpfyr
gqvk gSA dqN yksx bls uUnu'kkL= ,oa ykfyR;'kkL=8

Hkh dgrs gSaA9 ijUrq Jh ds- ,l- jkeLokeh 'kkL=h bl
èkkj.kk dk [k.Mu djrs gq, viuh iqLrd ^bf.M;u
,sLFksfVDl* esa dgrs gSa fd lkSUn;Z'kkL= ik'pkR; 'kkL=
ugha gS] Hkkjrh; lkSUn;Z'kkL= dk bfrgkl gt+kjksa o"kZ
iqjkuk gSA bl ijEijk dks è;ku esa j[krs gq, bUgksus
Hkkjrh; lkSUn;Z 'kkL= dh dqN fof'k"V fo'ks"krkvksa ds
fo"k; esa crk;k gS] tSls& Hkkjrh; lkSUn;Z'kkL= esa vkuUn
vkSj jl dh èkkj.kk ftlesa vkuUn vkSj jl dh èkkj.kk
dk leUo; mifLFkr djrs gq, vkpk;Z eEeV us Li"V
fy[kk gS& ^ldyiz;k stuek SfyHk wr a leuUrje so
jlLoknuleqöwra foxfyr os|kUrjekuUne~*A10 vkSj vkpk;Z
vfHkuoxqIr }kjk fu:fir dkO; rRoksa ds cht :Ik
^pk:Ro izrhfr^ dh èkkj.kkA viuh iqLrd esa bUgksaus ;g
er cgqr cy ds lkFk izfrikfnr fd;k gS fd lkSUn;Z'kkL=
dsoy ik'pkR; ns'kksa esa gh fodflr ugha gqvk gS cfYd
Hkkjr o"kZ esa Hkh bldh Li"V ijEijk gSA bl izdkj ls
lkSUn;Z'kkL= fo"k; dh izkphu ijEijk ds iz'u ij Hkkjrh;
fopkjd nks [kseksa esa Ck¡V x;s gSaA ,d vksj ,sls fopkjd

gSa tks ;g ekurs gSa fd bl fo"k; dh izkphu ijEijk
Hkkjr esa jgh gS] vkSj nwljh vksj ,sls fopkjd Hkh gSa tks
bls ik'pkR; dh ijEijk ekurs gSaA ijUrq ;g lR; gS fd
Hkkjrh; ijEijk esa lkSUn;Z dh voèkkj.kk dks jl&fl)kUr
ds :Ik esa izfrikfnr fd;k x;k gSA vxj ge flQZ
lkSUn;Z'kkL= 'kCn ij viuk voèkku u djrs gq, mlds
Hkko ij lksps rks ;g jl dk gh Ik;kZ; gS vkSj ;g
fl)kUr yxHkx 500 o"kZ bZ- dk gSA vr% fufoZokfnr :i
ls Hkkjrh; ijEijk izkphu gS vkSj bl dkj.k lkSUn;Z'kkL=
'kCn bl ijEijk ds fy, uohu ugha gSA

iwoZ gks ;k if'pe] lkSUn;Z ewY; Hkys gh
fHkUu&fHkUUk gksa] lkSUn;Z ij fparu] euu] lkSUn;Z dh
[kkst o lkèkuk] lkSUn;Z l̀tu o dykvksa dk fodkl
loZ= gqvk gS] D;ksafd lkSUn;Z dh miyfCèk esa tks
lkSUn;kZuqHkwfr gksrh gS] og foy{k.k vkuan gS vkSj vkuan
izkfIr euq"; dh uSlfxZd ekufld voLFkk gSA11 Hkkjrh;
lkSUn;Z n'kZu izèkkur% vkè;kfRed Hkkouk ls vksr&izksr
gSA lEiw.kZ lkSUn;Z Hkkouk ;gk¡ ßlR;a f'koa lqUnje~ß dh
,d iafDr esa lekfgr gS] D;ksafd tks lqUnj gS og
vfLrRo esa gS og fdlh&uk&fdlh izdkj ls nf̀"Vxkspj
gks jgk gS ,oa og ßlqUnjß gS D;ksafd mlesa vkUkfUnr
djus dh {kerk gSA tks vkuUnnk;h gS og Lor% gh
dY;k.kdkjh gS vr% og ßf'koß gSA lqUnj vkSj f'ko ds
vuqHko ds Ik'pkr~ vkus okyh rhljh fLFkfr ßlqUnje~ß dh
gS] vFkkZr~ ije vkuUn dh vuqHkwfrA

fdlh Hkh rF; dk Lo:Ik tkuus gsrq loZizFke
mlds ewy dks tkuuk gksrk gS vr% Hkkjrh; lkSUn;Z
n'kZu dh voèkkj.kk dks tkuus gsrq mlds O;qRifŸkewyd
vFkZ dks tkuuk gksxk tks fd bl izdkj gS&

Hkkjrh; n'kZu ds vuqlkj lkSUn;Z 'kCn dk
O;qRifŸkewyd vFkZ gS& lkSUn;Z *lqUnj* dk Hkkookpd :Ik gSA
lqUnj esa L;´~ izR;; yxus ls lkSUn;Z 'kCn dh fu"ifŸk
gksrh gS& ßlqUnjL; Hkko% lkSUn;Ze~ßA dks'kewyd vFkZ ds
vUrxZr lkSUn;Z 'kCn dh O;qRifŸk ds fuEu lksiku gSa12&

l okpLiR; dks'k& *lq* milxZ iwoZd *mUn* èkkrq esa
*vju*~ izR;; ds ;ksx ls lqUnj 'kCn fu"iUu gksrk gS
ftldk vFkZ fpŸk dks nzohHkwr djus okys dkjd ls
gSA
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l gyk;qèk dks'k& *lqUnj* 'kCn dh O;qRifŸk *lq*
milxZ iwoZd *mUnh* ¼Dysnus½ èkkrq esa *vj~*
izR;; ds ;ksx ls fl) dh xbZ gSA

l 'kCndYinzqe& *lq"Bq* mufUr vknzh djksrh fpŸkfefr*
vFkkZr~ tks fpŸk dks vPNh izdkj vknzZ djrk gS
og lqUnj gSA

l laLdr̀&fgUnh dks’k& lqUnj 'kCn dh O;qRifŸk
ßlqUn$vj%ß ds ;ksx ls gksrh gSA

l vej dks’k esa lqUnj ds vV~Bkjg Ik;kZ; 'kCnksa dks
'yksdc) :Ik eas fuEu izdkj ls izLrqr fd;k x;k
gS&

lqUnja :fpja pk: lq"kea lkèkq 'kksHkue~

dkUre~ euksjea jE;a euksKa eUtq vfHk"VehfIlr%

â|a nf;ra cYYkHka fiz;eAA

Hkkjrh; ijaijk esa lkSUn;Z 'kCn dk izpqjrk ls
lqUnj iz;ksx laLdr̀ xzaFkksa esa izkIr gksrk gSA laLdr̀
xzaFkksa esa lkSUn;Z&lEcUèkh voèkkj.kk fuEufyf[kr izdkj
ls izkIr gksrh gS&

l _Xosn esa :i] lqUujh] lwuj] pk:] vIlq rFkk
is'kl 'kCnksa dk iz;ksx lkSUn;Z ds lekukFkhZ 'kCnksa
ds :Ik esa izkIr gksrk gSA blesa lkSUn;Z dks ^Jh*
uke ls lEcksfèkr fd;k x;k gSA blds vfrfjDr
fJ;] Js"B vkfn 'kCnksa dk Hkh iz;ksx feyrk gSA
blesa lq ¼milxZ½ vusd ckj lqUnj ds vfHkizk; ls
iz;qDr gqvk gS13] tSls& lqUnj ohj iq:"k ds fy,
lqohjkl%] lqUnj mÙke cqf) okys ds fy, lqerhuke~]
,oa ijes'oj dks lq:idR̀uq ¼og vius izdk'k ls
lc inkFkksZa dks lqUnj :Ik ls ;qDr djus okyk gS½
dgk x;k gSA14 blesa ^'kqHkzk* 'kCn dk iz;ksx
rstfLork ds fy, gqvk gSA15

l vFkoZosn esa Hkh lqUnj ds vfHkizk; ls vU; 'kCn
feyrs gSa blesa lEHky% ¼;Fkk fofèk lEHkk"k.k rFkk
fu:i.k djus okyk oj½] lqefr ¼lqUnj cqf) okyh
dqekjh½] tq"Vk ¼fiz;½] leus’kq ¼lkèkq fopkj okys½]
oYxq ¼euksgj½ lq’knk ¼je.khd ?kj½ vkfn 'kCnksa
dk iz;ksx lkSUn;Z ds vfHkizk; ls gqvk gSA

l ;tqosZn esa lkSUn;Z ds Ik;kZ; 'kCnksa ds :Ik esa lqIok
¼;K ls Hkyh izdkj ifo= djuk½ vkfn 'kCnksa dk
iz;ksx gqvk gSA

l jkek;.k eas lqUnj ds le'khy 'kCnkas ds :Ik eas
'kksHku] pk:] vfHkjke] jE;] lqHkx vkfn dk vusd'k%
iz;ksx gqvk gSA

l egkHkkjr dky esa Hkh lqUnjrk dh vfHkO;fDr dks
fofHkUu izdkj ls O;Dr djus gsrq dbZ 'kCnksa dk
iz;ksx gqvk gS] tSls& :ioku] n'kZuh;'p] 'kksfHkus]
:fpjLrs] euksgje~ pUnzeq[kh] izlUuk] fpŸk izlkfnuh]
fiz;n'kZu] lqHkx] â| vkfnA

l Jhen~Hkkxor esa lkSUn;Z ds Lo:Ik ds Ik;kZ; ds :Ik
esa foHkwfr 'kCn dk iz;ksx feyrk gS ,oa lkSUn;Z ds
Lo:Ik dks fuEufyf[kr 'yksd ds ekè;e ls cM+h
ljyrk ls O;Dr fd;k x;k gS&

rnSo jE;a :fpja uoa&uoa rnSoa 'k'oUeulks egksRloe~A

rnSo 'kksdk.kZo 'ks"k.ka ù.kka ;nqŸke 'yksd ;'kks·uqxh;rs AA

l 'kadjkpk;Z dr̀ lkSUn;Zygjh esa lkSUn;Z 'kCn ds
Ik;kZ; ds :Ik esa yko.;] èkqfr] foey] vkHkk vkfn
'kCnksa dk iz;ksx gqvk gSA

buds vfrfjDr lkSUn;Z ds Lo:Ik dks fofHkUu
'kCnkofy;ksa ;Fkk& pk:Ro] oSfp«;] 'kksHkk] dkfUr] lkS"Bo]
je.kh;rk] ykfyR;] yko.;] pk:] fp=] lq’ke] 'kksHku]
dkUr] :fpj] euksje] lq"Bq] fouksn vkfn Ik;kZ;ksa dh
lgk;rk ls izkphu laLdr̀ xzaFkksa esa O;Dr fd;k x;kA
lkSUn;Z ds ekul Lo:i dks oSfnd _pkvksa esa Lohdf̀r
feyh gS& lkSUn;Z izhfrdj vFkok mYyklizn gS] eèkqj gS]
LQwfrZizn gS] fpjuohu gS] ifo= gS vkSj fnO; gSA16

Hkkjrh; lkSUn;Z n'kZu ,oa fofHkUu fo}kuksa ds er

MkW- uxsUnz ds vuqlkj& lkSUn;Z 'kCn dk iz;ksx
vfèkd izkphu ugha gSA oSfnd lkfgR; esa lqUnj rFkk
lkSUn;Z 'kCn dk iz;ksx ugha feyrk] fdUrq fiz;] is'k;]
fp=] jE;] Hknz] eèkqj vkfn 'kCnksa dk izpqjrk ls iz;ksx
gqvk gSA lqUnj 'kCn dk iz;ksx lcls igys jkek;.k esa
izkIr gksrk gSA mlds Ik'pkr~ egkHkkjr esa fdUrq og
vR;Ur fojy gSA17
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dyk'kkL= esa Hkh izk;% mi;qZDr 'kCn gh feyrs
gSa ftlesa lkSUn;Z ds fy, :i] 'kksHkk] fofPNfUr] oSfp«;
vkfn vkSj lqUnj ds fy, jE;] je.kh;] euksK] euksgj]
fp=] pk: vkfn 'kCnksa dk iz;ksx feyrk gS] ijUrq mls
dksbZ Hkh ikfjHkkf"kd oSf'k"V~; izkIr ugha gSA

dkO;'kkL= esa okeu] dqard vkfn us lkSUn;Z
dk ikfjHkkf"kd vFkZ esa iz;ksx fd;k gS] fdUrq lc feykdj
;gk¡ Hkh mldh vis{kk 'kksHkk] je.kh;rk] pk:rk vkfn
'kCnksa dk izpyu gh vfèkd gSA blds vfrfjDr Hkkjrh;
vkpk;kasZ us dkO; vFkok dyk ds lkSUn;Z ds fy, vius
dqN fof'k"V 'kkL=h; 'kCnksa dk iz;ksx Hkh fd;k gS]
tSls&jl] vyadkj] oØrk vkfnA18

fpUru ds fofoèk lksikuksa ds vUrxZr lkSUn;Z
ds fofoèk i{kksa ds n'kZu fofoèk xzaFkksa esa gksrs gSaA blh Øe
esa ,d nf̀"V ;g Hkh gS fd lqUnj oLrq pkgs fdruh gh cqjs
ifjos'k esa gks og lqUnj gh izrhr gksrh gS] tSls& dey
dhpM+ esa f[kyrk gS fQj Hkh og lqUnj gh izrhr gksrk
gSA egkdfo dkfynkl us bl dFku dh iqf"V djrs gq,
vius xzaFk ^vfHkKku'kkdqUrye~* esa dgk gS fd lkSUn;Z
uSlfxZd gS] vyadkj lkis{k ughaA èkCcksa ls ;qDr panzek
jE; gh yxrk gS] vFkkZr~ bu rF;ksa dk lkj ;gh gS fd
lkSUn;Z esa vkd"kZ.k gksrk gS vkSj ;g mldk LokHkkfod
xq.k gSA

Ekgkdfo ek?k ds vuqlkj&ß{ k.k s&{k.k s
;UuqorkeqiSfr rnSo :ia je.kh;rk;k%Aß vFkkZr~& je.kh;rk
¼lkSUn;Z½ {k.k&{k.k uohurk dks izkIr gksrk gSA egkdfo
ds bl dFku ls lkSUn;Z&lEcUèkh rhu rF; Li"V gksrs
gSa19&

l lkSUn;Z izfr {k.k uohurk dks izkIr djrk jgrk
gS] vr% mls xzg.k ugha fd;k tk ldrk gSA

l lkSUn;Ziw.kZ oLrqvksa ds n'kZu esa vrf̀Ir dk Hkko
cuk jgrk gSA

l lkSUn;Z viuh lw{erk vkSj vxzkárk ls izs{kd
dks peRdr̀ dj nsrk gSA

MkW- iq:"kksÙkenkl vxzoky ds vuqlkj20& lkSUn;Z
dh izfr{k.k dh uohurk dk fooj.k dsoy Hkkjrh;
ijEijk esa gh izkIr gS] ik'pkR; lkSUn;Z 'kkL= esa bldh

ppkZ Hkh ugha gSA ;g rF;iw.kZ :is.k lR; gS D;ksafd
Hkkjrh; lkSUn;Z fpUru dk ewy vkèkkj mldk HkkSfrd
Lo:Ik u gksdj mldk lw{e Lo:Ik gS] tks ̂ jl fl)kUr*
ds :i esa tkus fdrus ;qxksa ls yfyr dykvksa esa xq.k
of̀) djus ds lkFk&lkFk ekuo ds nSfud thou dks Hkh
vkufUnr dj jgk gSA

MkW- jkefoykl 'kekZ ds dFkukuqlkj21& izdf̀r]
ekuo&thou] rFkk yfyr dykvksa ds vkuUnnk;d xq.k
dk uke lkSUn;Z gSA okLro esa lkSUn;Z rRo thou ds
izR;sd {k.k esa jpk&clk gqvk gS] tks fofoèk :iksa esa
lgt gh ifjyf{kr gks tkrk gSA okLro esa lEiw.kZ
pjkpj txr dk vkjEHk vkSj vUr blh lkSUn;Z rRo esa
lekfgr gS] bl dkj.k ls ;g thou ds fofoèk i{kksa ls
iw.kZr% lEc) gSA

MkW- ds- ,l- jkeLokeh 'kkL=h ds vuqlkj22&
lkSUn;Z'kkL= lkSUn;Z dk foKku gS] ftldh vfHkO;fDr
dyk ds ekè;e ls gksrh gSA

iapixs'k 'kkL=h ds vuqlkj23& lkSUn;Z'kkL=
jlkuqHkwfr ds ekè;e ls izkIr vkuUn dk nk'kZfud foospu
gSA

MkW- ds- lh- ik.Ms; ds vuqlkj24& lkSUn;Z'kkL=
yfyr dykvksa dk foKku o n'kZu gSA

drkZ]
Kkrk
HkksDrk]
lkSUn;Z
'kkL=

     izdf̀r     yfyr
dyk,sa

fp= l-a & 5] lkSUn;Z'kkL= dk izdf̀r] ekuo&thou
,oa yfyr dykvksa ds lkFk ijLij lacaèk

xtkuu ekèko eqfDrcksèk ds vuqlkj& lkSUn;Z
izrhfr dk lacaèk l̀tu izfØ;k ls gSA l̀tu izfØ;k ls
gVdj lkSUn;Z izrhfr vlaHko gks tkrh gSA vlfy;r
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;g gS fd lkSUn;Z rc mRiUu gksrk gS tc l̀tu'khy
dYiuk ds lgkjs laosfnr vuqHko dk foLrkj gks tk;sA25

   jl

lkSUn;Z

fp= la- 6

fu"d"kZ %
tSlk fd mij ds fp= }kjk Li"V djus dk

iz;kl fd;k x;k gS fd Hkkjrh; fpUru ds nf̀"Vdks.k ls
lkSUn;Z rRo jl ds vUrxZr gh fufgr gSA ge bl izdkj
ls Hkh dg ldrs gSa fd jl ,d cMk+ dSUkokl gS ftlds
vUrxZr lkSUn;Z ds lHkh i{k Lor% lekfgr gks tkrs gSaA
lkSUn;Z rRo dk foospu vxj ge Hkkjrh; nf̀"Vdks.k
lsdjsa rks blesa fuEu rRoksa dk lekos'k gksxk&

vkè;kfRed
nf̀"Vdks.k

dykRed
nf̀"Vdks.k

nk'kZfud
nf̀"Vdks.k

fp= la-& 7

ftlesa ls vkè;kfRed lkSUn;Z ds vUrZxr lkSUn;Z
dks czãkuUn lgksnj dgk x;k] dykRed O;k[;k esa
lkSUn;Z dks yfyr dykvksa dk n'kZu ekuk x;k vkSj
nk'kZfud nf̀"Vdks.k ds vuqlkj lR;a] f'koa] lqUnje~ esa gh
lkSUn;Z dk lkj rRo ekuk x;k gSA26

Hkkjrh; fpUru&ijaijk esa lkSUn;Z rRo dh
O;k[;k ^jl^ fl)kUr ds vUrxZr dh xbZ gS ftlds
vUrxZr lkSUn;Z fo"k; dh izR;sd fof'k"Vrk dks lekfgr
dj fy;k x;k gSA ^jl^ vius vki esa ,d laiw.kZ] lexz
fl)kUr gSA ^jl^ fl)kUr bruk O;kid vkSj Li"V gS
fd blds vUrxZr lkSUn;Z ls lEcfUèkr izR;sd fo"k; dk

leUo; Lo;a gks tkrk gS] vkSj bl fl)kUr ds ekè;e ls
lkSUn;Z fo"k;d Hkkjrh; fpUru dk Lo:Ik Hkh Li"V :Ik
ls izdV gks tkrk gSA
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Introduction
Two-dimensional (2D) animation,

developed by American animators Earl Hurd and
John Bray in 1914, is a structured technique that
creates an optical illusion of moving forms
through basic drawing skills, object positioning,
and visual effects.1  This technique involved

Importance of Expertise in 2d Classical Animation Art in
Today’s Animation Industry in India

Lt. Jayanta Roychowdhury** Dr. Loveneesh Sharma*

 Abstract

The Indian animation industry has experienced significant growth since its
inception, with a growing demand for high-quality artworks. However, leading production
houses face challenges in pre-production and production, which directly impact meeting
deadlines. To achieve better quality work within a pre-scheduled timeline, appropriate
technical and aesthetic skills are required. This paper aims to understand the importance
of basic aesthetics and skill set for a good animation from the beginning, focusing on
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? An elaboration about the essentiality of sensibilities to understand the aesthetics in traditional and

Contemporary Animation skills.
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hand drawn images and manually painted
objects on a transparent sheet known as a cell.
Up to the mid-20th century, cells were made of
celluloid.  Snow White and the Seven Dwarfs,
in 1937, Pinocchio, in 1940, Bambi, in 1942 are
all recognizable films prepared following the
cell techniques by Disney films.2
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Animation learners often need 2D
classical animation knowledge for storytelling,
expressing ideas and facts through art. Indian
animation teaches ethics, moral values, and
cultural norms, creating connections between
cultures and languages.
Indian animation – a transition

Indian animation has evolved from
traditional puppet shows to modern digital
animation, blending technology, aesthetics, and
2D classical methodology. This approach is
reflected in the style of characters in other art
forms like Warli tribal art and scroll paintings
of Patua. The collaboration between institutes,
government, and non-government organizations
highlights the importance of knowledge in 2D
classical animation for better understanding and
quality outcomes for the future young
generation. This article aims to provide an
overview of the various stages of Indian
animation development and the examples
created to improve animation outcomes in India,
aiming to provide a comprehensive
understanding of the reasons behind these
advancements.
How it has come in India

In accordance with the histor ical
evidence the approaches and look-feel of
animation has its own root and originality.
‘Tholu-Bommalata’ - an art of a leather puppet
show, from Andhra Pradesh from Satavahana
dynasty of 200 BC, a formation of shadow
images projected on screen is considered as one
of the ancient examples in the history of Indian
Animation.3

Figure 1: Tholu Bommalata

The tradition of magic lantern shows
continued, with Mahadeo Gopal and Vinayak
Mahadeo Patwardhan creating Shambharik
Kharolika in 1892, transforming into various
forms based on socio-political and cultural
stability..4 In this technique, two glass slides,
one with hand painted static elements and
another with movable elements was used to
create movement in a scene (Birajdar 2009).
After few years Dadasaheb Phalke tried few
films called ‘Aagkhadiyanchi Mouj’ a stop
motion film with matchsticks, followed by
‘Vichitra Shilpa’,5 and ‘Animate inanimate’
which are no longer exists now, but we can still
see existence of these film in Fhalke’s last silent
film Setu Bandhan in 1932 In 1954, Indian
animation gained momentum with the invitation
of Clair Wicks from Walt Disney Studio, US
government support for the ‘Acme’ camera in
1956, and animation workshops at the National
Institute of Design. Disney Animation Studio
aimed to produce trained animation
professionals in India. Under Disney Animation
Studio’s supervision, the first Indian animation
film, ‘The Banyan Deer’, was produced in 1957.
Bhimsain’s 1974 short film, ‘Ek Anek Ekta’, and
R.C. Boral’s 1992 short, ‘Moonlit Night’, are
popular. Ramayan: The Legend of Prince Rama
was India’s first full-length animated feature
film..6

Old manual techniques

Traditional 2D animation production
involves a storyboard, a manual drawing by a
storyboard artist, which divides the concept into
scenes and shots, and prepares dialogue and
ambient sounds. Frame-by-frame animation is
prepared using manual flip techniques, tracing,
coloring, and capturing in the camera.Below are
some of the significant images which throw a
light on manual techniques used initially by
Indian animators in collaboration and support
with American Animators.
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Figure 2 is a representation of a manual
Sketching on Light Box. In this technique a
piece of paper is put on a translucent glass screen
below to which a bulb is used to lit the glass
surface and light passes through the piece of
paper also making it easy to compare succession
of movements in images drawn on paper.

Figure 2: Represents manual storyboard
design of  ‘The Banyan Deer’ (1957)

Figure 3: Represents manual animation using
light box

Figure 4: Represents manual flip technique
(rolling) shown by Mr. Clair Wicks

Manual hand painted background for
panning shot is used for Traditional cell
animation technique.

Figure 5: Represents manual hand-painted
backgrounds for panning shot

Evaluation of 2D animation and its industries
in India

Government organizations like Films
Division of India, National Institute of Design,
Gujrat, and Children’s Film Society of India
have played a significant role in providing
animation training programs and producing 2D
animated films, creating history in Indian
animation for future generations. Studio-based
Indian animation production, such as those by
Mandar Mullick and Ganesh Pyne, began in
1950.7 Kantilal Rathod and Shaila Paralkar, at
Hunnar Films’ Baptista-Vijayakar production
unit in Mumbai, worked on various animated
films for advertisement in the early 1970s.8

Over a period of time there are
advancements in different technicalities and
ideas in the field of Indian animation. It begins
in early 20th century when Mahadeo Gopal and
Vinayak Mahadeo Patwardhan used movement
of two glass slides in creating movements which
can be seen in animation shorts ‘Samhari
Kharoleka’, ‘Aagkhadiyanchi Mouj,’ ‘Vichitra
Shilpa’, ‘Animate inanimate’ followed by ‘Setu
Bandhan,’ in 1932 by Dadasaheb Phalke.9

Disney Animation’s visit to India in 1952-54 laid
the groundwork for  Indian animation,
transforming the traditional manual process of
creating figures on paper. Mr. Clair Wicks
trained artists like Ram Mohan in India’s Films
Division, fostering a new wave of Indian
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animation. This drive for new production and
cinematic approaches led to many Indian artists
pursuing careers in graphics and earning
livelihoods. ‘The Great Banyan Deer’ was
created in 1957 by India’s Films division.10 In
1965, the National Institute of Design in
Ahmedabad started a training program in
animation and made a black and white movie.11

Leo Leonni visited NID in 1966 and created the
masterful animated short “The Swimmy.”12

Hurdles and success

The introduction of diverse Indian
material captivated TV stations and production
companies, and because of this effect, domestic
animation services in India have seen consistent
growth. Nonetheless, we may conclude that the
steady stream of foreign-commissioned projects
has strengthened the animation sector. (From the
2020 M & E report ‘A Year Off-Script: Time
for Resilience’ by KPMG in India.) This would
not have been feasible without Mr. Clair Wicks’s
incredible effect on Indian animation. It
demonstrated the need for cross-cultural
aesthetics abilities combined with technicalities,
and it tremendously aided inexperienced
animators. This resulted in this sector being
more than simply another money-making
industry, but in constant experimentation with
animation content, which helped this market to
flourish.

Animation methods and approach were
heavily inspired by specialists from the United
States in the post-independence period. This
impact influenced Indian animators to embrace
that approach, which became astonishingly
entrenched in Indian animation film production.
We can see that very few Indian animators
followed and used rich and pure art heritage
existing in India in their production designing
stylization in animated films, but when this
amalgamation began by this influence, Indian
animation gathered some movement towards a

development of better prospects. The influence
of this cross-cultural animation approach and
certain aesthetics and technicalities had a
tremendous impact on the animation learning
frenzy, which enabled Indian animation acquire
confidence among themselves and Indian
animation businesses started receiving
outsourced contracts from overseas. As a result,
the topic of this study paper is undoubtedly point
of discussions in the scope of this article.

In connection to support this article a
survey as a part of research has been done with
one hundred and eleven participants (111)
connected with Indian animation industry,
expressed their opinions through a prepared
questionnaire which helps in establishing the
research that relates importance of expertise in
2D classical animation and its aesthetics, in
today’s animation industry in India. This survey
done under the title “2D animation and its
obvious need for future animators in India”
helped the research to analyze the relevant and
authenticate information which is as below.

In Figure 6, depicting different age
groups, the pie-chart depicts that there is a
majority of people colored in blue between 18
to 25 are associated with animation field. Then
next age group is the age group between 26 to
35 almost completing the other half but there re
two another group of age between 46 to 55 and
above 55 are also associated with the animation
industry sector. So, it is clear that in India the
people of age group from 18 to 35 are associated
and involved in animation sector.

Figure 6: Age group of peoples responses

In figure 7, on the basis of occupation,
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the industry absorbed 39 percent of population
of student interested in animation and 50 percent
people are rendering their services to different
organization in animation sector in India.

Figure 7: Occupation of peoples responses

Figure 8: Present profiles of peoples responses

Graph in figure 8 depicts the different
categories in animation industry dealing such
as animation learner, Animation Faculty,
Freelancer Animator, Full time Animator,
Project Head/ Directors, CEO/ COO and owner.
What depicts here is the animation learners are
students interested in animation education in
different institutions across India. Then another
category is the professionals who devoted as full
time animators and are the bone of animation
Industry.

Figure 9: Experience in animation field of
peoples responses

On the basis of experience, since what
we could see in the previous graph figure 7
majority is students which here justifies in pie-
diagram having maximum up to 10 years of

experience of animation industry. Whereas more
than 20 persons are the persons who are at par
attained positions and excelled the knowledge
of animation and its techniques working on
important and  major projects.

Figure 12: Area of interest they have in
animation field

Figure 12 suggests the area of interest
in 2D Classical Animation,  2D Digital
Animation, 3D Animation and 2D/3D VFX the
major interest is depicted in pie-chart in figure
11 is towards 2D Animation and then towards
suggests the 3D Animation whereas interest
toward 2D and 3D VFX are at 3rd in place.
Interest regarding 2D Classical Animation is less
which tells a clear picture of how with the
evolution of Animation industry and new
technologies interest regarding 2D Classical
Animation become less.

Figure 13: Their domain of expertise in
animation field

The maximum hike in the domain of 2D
Digital animation can be seen in the graph and
also in 3D Animation near to the 2D Digital
animation.

Figure 14
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On the basis of parameters set as rating
standards to analyze the scale regarding basic
skills and expertise essential for 2D classical
animation are appeared as ‘FIVE STARS’. In
which one star is equal to ‘fair’, two stars are
equal to ‘good’, three stars are equal to ‘very
good’ and four stars are equal to ‘excellent’ and
five stars is equal to ‘extra ordinary’.

To get a rate of their skills in 2D
classical animation in particular following 5
stars strategy is been used where individual had
to give stars to rate their skills in 2D animation,
2D digital animation, 3D animation, 2D & 3D
VFX, Skill as an editor in animation, Rate of
importance of knowledge in 2D classical
animation in today’s industry, Rate of
importance of knowledge in 2D digital
animation in today’s industry, Rate of
importance of knowledge in 3D animation in
today’s industry.

Figure 15: Rate of skills and expertise they
have in 2D Classical animation

Figure 16: Rate of skills and expertise they
have in 2D Digital animation

Figure 17: Rate of skills and expertise they
have in 3D animation

Figure 18: Rate of skills in 2D/3D and VFX

Figure 19: Rate of skills as an editor in
animation

Figure 20: Rate of importance of knowledge
in 2D classical animation in today’s industry

Figure 21: Rate of importance of knowledge
in 2D digital animation in today’s industry

Figure 22:  Rate of importance of knowledge
in 3D animation in today’s industry

In a question (figure 22) below in
relevance to the expertise in 2D animation which
leads to answers that knowledge of 2D classical
animation leads to strong foundation knowledge,
and ability to improvise in creativity is answered
by 85 people and 72 people out of 111 answered
that expertise in 2D animation provide ability
to improvise the creativity whereas adaptability
to the new challenges is answered by 41 people.
Acceptance of 85 people from a group of 111
people emphasized the relevance of expertise
in 2D classical animation which is quintessential
in learning the formal techniques with in 2D
animation. Moreover, without which one may
be unable to understand the general aesthetics
and essential requirements in creating 2D
classical animation. At initial state is become a
kind of set vocabulary to beginners to start by
following set standards of creating animation
drawings and other creations in 2d animation
by different ways and at times for professionals
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to enhance and to experiment on them evolving
new paradigms and avenues in 2D Classical
animation.

Figure 23:  Expertise in 2D classical
animation leads to..

Figure 24:  Lack of expertise in 2D classical
animation leads to..

In pie-chart above figure 23 depicts that,
out of 111 people, 72 people answered that
without attaining expertise in 2D animation
leads to weaker foundation in the knowledge of
understanding the concepts essential for creating
animation. And 49 persons answered about lack
of ability to improvise in skills and techniques.

Figure 25:  Is it essential to understand
production requirements with proper
amalgamation of aesthetics and knowledge
of technology in animation course structure?

Figure 24, depicts with 65 people out
of 111 say no on a question that Is it essential to
understand production requirements with proper
amalgamation of aesthetics and knowledge of
technology in animation course structure. And
33 people out of 111 answered maybe for the
same which seems an accepting interest and

involvement of an individual toward learning
and evolving with animation techniques at his
own level and understanding initially, but to be
professional he or she has to maintain industry
standards which he can only pursue or achieve
with proper training and expertise.
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Introduction:
Sufism, or Tasawwuf (Qamar-ul Huda,

2003), variously defined as "Islamicmysticism"
(Lings, 2005), "the inward dimension of Islam"
(Burckhardt, 2009) or "the phenomenon of
mysticism within Islam" (Lings, 2005), is
mysticism in Islam, "characterized ... [by
particular] values, ritual practices, doctrines and
which began very early in Islamic history and
represents "the main manifestation and the most
important and central crystallization of" mystical
practice in Islam (Nasr, 2007). Practitioners of
Sufism have been referred to as "Sufis"
(Massington et al, 2012).

Historically, Sufis have often belonged
to different .uruq, or "orders" – congregations
formed around a grand master referred to as a
waliwho traces a direct chain of successive
teachers back to the Islamic prophet,
Muhammad. These orders meet for spiritual

*Assistant Professor, Jawahar Lal Nehru Govt. College, Mandi Gobindgarh

Sufi : It’s Impact On Indian Music
Dr. Jyoti Sharma*

Abstract
Sufism is a dimension within Islam that seeks the divine truth and knowledge

by deepening one’s relationship with the Creator. It is believed that the word ‘Sufi’
has its origins in the Arabic word ‘suf,’ or wool, referring to the garment worn by
the original practitioners of this faith. Sufi traditions first entered the Indian
subcontinent during the early rule of the Delhi Sultanate. Modern day Sufism is
most popularly and widely known for its poetry and its music, with songs that
attempt to unite the musician and the listener with the Divine. Sufi music is
transcendental.

The present paper trace the journey of Sufi musical practices and traditions
across the world, their forms (Qawwali), and how Sufi music has created a heritage
and subculture across the Muslim as well as non-Muslim world carving an identity
for itself as liberal or spiritual Islam rather than legal Islam.

Keywords : Sufi, Music, Qawwali
Methodology : This study is supported by secondary sources.

sessions (majalis) in meeting places known as
zawiyas, khanqahs or tekke (Glasse, 2008). They
strive for ihsan (perfection of worship), as
detailed in a hadith: "Ihsan is to worship Allah
as if you see Him; if you can't see Him, surely
He sees you" (Bin Jamil Zeno, 1996). Sufis
regard Muhammad as al-Ins.n al-K.mil, the
primary perfect man who exemplifies the
morality of God (Fitzpatrick & Walker 2014),
and see him as their leader and prime spiritual
guide.

All Sufi orders trace most of their
original precepts from Muhammad through his
cousin and son-in-law Ali, with the notable
exception of one.

Although the overwhelming majority of
Sufis, both pre-modern and modern, were and
are adherents of Sunni Islam, there also
developed certain strands of Sufi practice within
the ambit of Shia Islam during the late medieval
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period (Massington et al, 2012). Although Sufis
were opposed to dry legalism, they strictly
observed Islamic law and belonged to various
schools of Islamic jurisprudence and theology.
Sufis played an important role in the formation
of Muslim societies through their missionary and
educational activities (Schimmel, 2013).
According to William Chittick (2007), "In a
broad sense, Sufism can be described as the
interiorization, and intensification of Islamic
faith and practice."

The term Sufi according to Edward Sell,
is most probably derived from the Arabic word
Sufi, “Wool” of which material, the garments
worn by eastern ascetics used to be generally
made though the Sufi movement in India gained
momentum in the 14th century, its traces go back
to the period before the foundation of the Turkish
rule.

Broadly speaking, the Sufi movement
can be divided into two parts: One, from the
earliest time to the beginning of the 9th century
and the other from 9th century onwards. During
the first period Sufism possessed no system and
during second it developed its own organisation
and monastic orders.
Sufism in India

Sufism has a history in India evolving
for over 1,000 years (Jafri, 2006). The presence
of Sufism has been a leading entity increasing
the reaches of Islam throughout South Asia.
Following the entrance of Islam in the early 8th
century, Sufi mystic traditions became more
visible during the 10th and 11th centuries of the
Delhi Sultanate and after it to the rest of India
(Schimmel, 1975). This Persian influence
flooded South Asia with Islam, Sufi thought,
syncretic values, literature, education, and
entertainment that has created an enduring
impact on the presence of Islam in India today
(Jafri, 2006). Sufi preachers, merchants and
missionaries also settled in coastal Bengal and

Gujarat through maritime voyages and trade.
Various leaders of Sufi orders, Tariqa, chartered
the first organized activities to introduce
localities to Islam through Sufism. Saint figures
and mythical stories provided solace and
inspiration to Hindu caste communities often in
rural villages of India (Jafri, 2006). The Sufi
teachings of divine spirituality, cosmic harmony,
love, and humanity resonated with the common
people and still does so today (Holt et al, 1977).

Sufism has been defined by Dr. Tara
Chand (1956) as “a complex phenomenon; it is
like a stream which gathers volume by the
joining of tributaries from many lands. Its
original source is the Quran and the life of
Muhammad. Christianity and neo-Platonism
swelled it by a large contribution. Hinduism and
Buddhism supplied a number of ideas, and the
religions of ancient Persia Zoroastrianism,
Manism, etc., brought to it their share.”

Sufism highly regarded for reconciling
brotherhood among countries through its music.
The heightened emotions of Sufi music have its
roots in Morocco, Egypt, Senegal, Indonesia,
Turkey, Iran, The Balkans and Caucuses. The
classical Arabic poetry incorporated with the
music leaves you in a trance. The ‘brother
performers’ hold hands in a circle chant and
dance and refute rhythm. On the contrary, in
Syria and Turkey, Sufi music has melancholic
melodies, it is called ‘Dervish’ there and
performed with the musical instruments like Our,
Rabab, Qanun, to Ney and Zukra.

Sufi music is called ‘Qawwali’ and
introduced in India by Shankar-Shambhu and
Nusrat Fateh Ali Khan which took the audience
to an emotional rift. There has been a significant
overlapping of others music genres in India
before Sufi found its feet in Indian subcontinent,
such as Qawwali, Qaul, Qalbana, Ghazal and
other folk music. Sufi is considered to be the
‘Food for the soul’ aims at ceaselessly repeating
god’s name to arouse divine ecstasy through the
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music and poetry. This process of repetition is
called zikr. The song text of Qawwali is written
in Farsi, Hindi and Urdu, Imbued with metaphors
and imageries while in India it is performed with
the accompaniment of a barrel-shaped ‘Dholak’
and ‘Harmonium’. There are famous shrines of
the bygone Sufi saints which are predominant
tourist destinations in Delhi and Ajmer are,
Shaikh Nizamuddin Aulia’s shrine and Khwaja
Moinuddin Chisti respectively. The yesteryear’s
Sufi singers were believed to be trained by Amir
Khusru, the ardent disciple of Shaikh
Nizamuddin Aulia.
Qawwali

Qawwali is one of the most popular
forms of Sufi devotional music and its tone is
conversational while the emotion is of building
up sacred ecstasy through words and music. The
origin of qawwali is attributed to Amir Khusrau
(1253-1325), a talented Sufi poet and composer
who has also been credited with inventing the
‘sitar’ and the ‘tabla’. He was a disciple of the
Delhi-based Sufi saint Nizamuddin Auliya.
Tracing its origins to 8th century Persia, the
Qawwali style of music is conventionally
performed at the Sufi shrines and dargahs all
across the vast subcontinent and now is
extremely popular internationally as well.
Themes of love devotion, secularism and
complete submission to the all powerful
almighty are astutely woven into a spiritual
extravaganza during a Qawwali performance
which is also referred to as the Mehfil-e-Sama.
The depth and profundity of the philosophy of
the lyrics are complemented by intricate
detailing of space-time in the rhythm pattern;
there is ample ornamentation and complex ragas
are rendered at nodes. A lead singer who initiates
and conducts the performance is accompanied
by a group of singers who repeat verses of poetry
once recited, to accentuate the buildup of both
meaning and music. In all, it is a group of eight
or nine men some of whom also play the

harmonium, the Tabla, and the Dholak and there
is consistent clapping the sound of which is
integral to the audio memory of a Qawwali. The
rendition starts at an instrumental piece which
is followed by recitation of Sufi poetry which
may or may not belong to the main theme of the
song yet the whole is tied together by the general
emotion of devotion. Kafi can also be sung
within the rendition to differentiate and evolve
the complexity of the rhythm. At times a
performance also starts with the singing of the
raga to which the composition is structured. One
composition can be prolonged to different
durations and is a new performance every time
it is sung owing to improvisations that are
brought in with varying poetic couplets on each
occasion and the classical exuberance with
which it is rendered.

However, Qawwali found an elbow
room in modern India through Hindi movies and
the first ever Qawwali appeared in the film
‘Mughl-e-Azam’ (Teri mehfil me kismat), but
what really pains us is that the Qawwali has lost
its archaic charm the mysticism being replaced
by profanity to suit populist pandering.

There are different forms of Qawwalis
in reverence to multiple forms in which the
divine is worshipped. A ‘Hamd’ is a song in
praise of Allah, while a ‘Naat’ is sung in praise
of Prophet Muhammad. A very popular and most
well-known style of Qawwali is the ‘Manqabat’
that is sung to extol the virtues of Imam Ali and
the fruits of following him to attain the supreme.
Not only are the Sufi lyrics liberating in their
essence but the buildup of the highly articulated
rhythm seeks to uplift both the singer and the
listener from immediate reality and usher them
into an experience of the sublime.
Qawwali Music

Qawwali is a kind of Sufi devotional
music with a high-pitched and fast-paced stye
of singing. It developed in the 13th century when
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Sufism was becoming popular on the Indian
subcontinent. Qawwali literally means
"philosophical utterance" in Arabic and has
come to mean performing Sufi poetry to music.
Qawwali songs are based on devotional Sufi
poems and often have romantic themes that can
be interpreted as love between a devotee and
his God or between a man and a woman.

Qawwali has a very distinct sound. The
"sweeping melodies" and rhythmic hand
clapping and the drone of the harmonium are
instantly recognizable. It is often featured in
Indian films and clubs and gatherings. Qawwali
music evolved out of Sufi poems and chants of
God's name (zikr) to achieve a trancelike state.
The poems are regarded as links to Sufi saints
and ultimately to God. Poems by Khusrau are
the core of the qawwali repertoire. Qawwali
music has endured through the tradition of
Mahfil-e-Sama ("Assembly for Listening"),
which remains the central ritual today. The act
of listening to music (sama) is an expression of
mystical love and the desire to be unified with
the Sufi saints and God.

Qawwali musicians are trained and led
by a religious leader called a sheik and
traditionally have performed during ceremonies
to mark the death of a saint at the saint's shrine.
Qawwali songs tend to be long and have a
structure and organization similar to that of
northern Indian music. They feature a singing
melodic line supported by drones and rhythms.
A typical qawwali song features "solo verses
punctuated by a choral refrain and instrumental
interludes." Qawwali songs also feature "a
steady, accelerating beat, a refrain that is
repeated with increased passion” and “a voice
that roses to joyful inspired testimonials of faith."

Qawwali songs often have a structure
defined by strict rules. They usually begin with
a slow prelude, featuring the harmonium and
drumming. After the prelude ends the singer
begin intoning texts quietly as if in payer. As

the song the progresses the tempo speeds up with
calls of praises of Allah, the Prophet and Sufi
saints. This is followed by call-and-response
style exchanges between the soloist and the
junior singers. The rhythms become livelier and
up tempo, building to crescendo-like climax.

Most tradition qawwali songs are
written in Persian or an old form of Hindi called
Braj Bhasha - the languages used by Khursrau.
Many new songs are in Punjabi or Urdu. On the
surface many qawwali lyrics seem to be about
unrequited love. A closer look reveals that are
about longing for god. Both musicians and
listeners talk about how the music intoxicates
them with divine love.

Songs are often extended with girahs,
additional verses added spontaneously in the
middle of a song. There is a repertoire of girahs
that singer chose from and skilled singers now
to thrown in girahs in unexpected way to keep a
song fresh. Tarana is a vocalization technique
"using syllables derived from esoteric Sufi
tradition."

A group that plays qawwali music is
called a ‘party’. It usually includes a lead singer
called a mohri, secondary singers who usually
play the harmonium, and at least one
percussionist. Every member of the group joins
in the singing and the youngest members provide
the rhythmic hand claps.

Qawwali refers to a performance and
singer as well as a kind of music. At a traditional
show, the audiences are made up of exclusively
men in accordance with Sufi traditions. In the
old days, qawwali was performed at a Sufi
shrines on important religious days. These days
it is performed in the West at concerts and in
Pakistan and India at gatherings call ‘mahfils’.
Some of the Sufi famous musicians are:
l Abida Parveen, a Pakistani Sufi singer is

one of the foremost exponents of Sufi
music, considered the finest Sufi vocalists
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of the modern era. Sanam Marvi another
Pakistani singer has recently gained
recognition for her Sufi vocal performances.
Asrar Shah a Lahore based Sufi singer who
gained popularity in Coke Studio Pakistan
and now is owner of his music producing
company Soul Speaks.

l R. Rahman, the Oscar-winning Indian
musician, has several compositions which
draw inspiration from the Sufi genre;
examples are the filmi qawwalis Khwaja
Mere Khwaja in the film ‘Jodhaa Akbar’,
Arziyan in the film ‘Delhi 6’ and Kun Faya
Kun in the film ‘Rockstar’.

l Bengali singer Lalan Fakir and
Bangladesh's national poet Kazi Nazrul
Islam scored several Sufi songs.

l Junoon, a band from Pakistan, created the
genre of Sufi rock/ Sufi Folk Rock by
combining elements of modern hard rock
and traditional folk music with Sufi poetry.

l In 2005, Rabbi Shergill released a Sufi rock
song called "Bulla Ki Jaana", which became
a chart-topper in India and Pakistan.

Conclusion
Sufism or Tasawwuf is considered as

esoteric part of human life. Sufis considered
Qur’an as the base of their faith and beliefs. The
mystic exegesis of the Holy Qur’an surely
enables them to achieve high ranking from the
ignoble and faceable problems in which a class
of presets has entangled Islam. The Qur’an
exegesis presented by Sufism or Tasawwuf based

on human intellect as well as on humanism also
having a magnimity in it.
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Introduction:

Fashion has been changing drastically
over the years, especially with the pavement of
industrial revolution and communication made
easy over the years. As Karl Lagerfield, once
rightly said, “Fashion is a train that waits for
nobody. Get on it, or it’s gone.” The reason why
I am mentioning this quote is because, as Design
Individuals it’s important that we look up to
what’s new and what has been taken from.
Stating this I would like to talk about a concept,
which I have been looking at for a few years
now. This is a concept, which is related to
playfulness in design. It’s about bringing
something new, something unique, while
making the spectator be in awe when they look
at the design. I would now like to introduce you
to the concept of Peekaboo.

The Term

Having said that, I would like to ask, if
you have heard of the term “PEEKABOO”
before? If not, then I would like to enlighten
you with the concept of PEEKABOO.

Peekaboo : Peeking through Design Trends- Past, Present & Future
Radhika Kishorpuria*

Abstract

This article delves into the concept of “Peekaboo” in fashion design, a playful
approach that combines elements of revealing and concealing to evoke surprise, sensuality,
and visual intrigue. Tracing its roots back to various historical periods, from ancient Greece
to the liberating fashion of the 1960s and 1970s, this study highlights how designers have
artfully integrated this concept into their creations. Contemporary examples from renowned
brands like FENDI and Acne Studio showcase how the trend has evolved, from innovative
handbags to streetwear. The emergence of the “peekaboo bra dress” and playful logo
placements further demonstrates the enduring appeal and adaptability of this trend in
modern fashion.

Keywords: Trends, Forecasting, Peekaboo, Fashion History, Fendi

Research Methodology: Secondary and Visual Research has been adopted in this paper. Reference from
articles and blogs on the internet, journals have been used for this paper.

*Assistant Professor, Amity school of fashion technology, Kolkata

The word itself derives from the
children’s game “peekaboo” and its associated
sounds. The word peekaboo might also, remind
you of the playfulness of a cat, in terms of how
a cat plays peekaboo which innates their
attentiveness. Stating the same concept has been
applying in the fashion industry and fashion
designers have been working around in the same
way to bring certain kind of attentiveness to the
designs in recent years. Though, it is not certain
so as to when exactly this term has been applied
in the sense of fashion.

It has been adopted in the fashion
industry to evoke a sense of playfulness,
surprise, and allure. Designers and fashion
commentators have been using the term to
describe garments that incorporate elements of
revealing and concealing, adding a touch of
sensuality and visual interest to the overall look.
It is also seen brands have not only used this
concept with garment but also with various
accessories. I would like to also talk about how
brands have playfully used inner wear to tease
both spectators and wearers.
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In the Past

The concept of peekaboo in fashion can
be traced back to various periods throughout
history. While the specific term “peekaboo” may
not have been used, garments that incorporated
strategic cutouts or revealing elements have
been present in different fashion eras. Here are
a few examples:

1. Ancient Greece : The ancient Greeks
embraced drapery and garments that
revealed parts of the body. The chiton, a
loose-fitting tunic, often had cutouts on the
sides, exposing the arms or shoulders. The
peplos, another Greek garment, was worn
off one shoulder, revealing a portion of the
chest.

2. Renaissance Period : In the 15th and 16th
centuries, fashion in Europe featured gowns
with low-cut necklines known as
décolletage. These necklines exposed the
upper chest and sometimes even hinted at
the cleavage. The idea was to create a
sensual and alluring look while still
maintaining modesty.

3. Victorian Era : The Victorian era (1837-
1901) was characterized by modesty and
restraint in fashion. However, there were
subtle peekaboo elements present. For
example, dresses had sheer lace or gauze
collars that added a delicate and semi-
transparent detail to the neckline and
sleeves.

4. 1960s and 1970s : The 1960s and 1970s
witnessed the rise of more daring and
experimental fashion. Mini dresses and tops
with cutouts and keyhole designs became
popular, revealing portions of the back,
midriff, or shoulders. These designs
reflected the spirit of the era and its embrace
of liberation and self-expression.

5. Modern Fashion : In contemporary fashion,

peekaboo elements have become more
prevalent and varied. Designers like
Alexander McQueen, Stella McCartney,
and Versace have incorporated strategic
cutouts, sheer fabrics, or lace panels in their
collections. For instance, dresses with mesh
inserts, tops with shoulder or back cutouts,
or gowns with illusion panels are common
examples of peekaboo fashion today.

In the Present

Over the years brands have used the
concept to peekaboo, without knowing that this
could become a trend one day. This is my
concept and has been my observation in terms
of how various brands have been coming up with
various products that could be directed toward
the peekaboo fashion concept. Peekaboo fashion
can be seen in various forms, such as dresses,
tops, bodysuits, or lingerie, where sections of
fabric are intentionally removed or replaced with
sheer or mesh materials to expose specific areas
of the body. This can include cutouts on the back,
sides, neckline, or even midriff, as well as sheer
panels or lace detailing that provide a semi-
transparent effect.

By The Brands

We can look at examples from brand
across the world to have a
deeper idea on the concept of
Peekaboo Fashion. One of
the prominent brands I would
like to talk about is FENDI.
Fendi in around 2009 had
launched the Peekaboo Bag
with much Hype.

Over the years, this style had taken
shape, representing certain animal seemingly
peeking through its zipper. The Monster bag
(Figure-1), also launched by Fendi in 2014, as
shown in the image, is a perfect example of the
same (Trang, L., 2018). The anterior section

Figure-1
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gently drapes forward, revealing a glimpse of
the interior (rather glimpse of the monster),
including the distinctive inner logo. This
particular design feature may well be the
inspiration behind the bag’s moniker, ‘Peek A
Boo’.

It is natural that numerous brands have
subsequently emulated Fendi in this trajectory,
solidifying the trend’s establishment. Thus, I can
state that similar trends has been spotted in
design, in various trajectories.
The “peekaboo bra dress” is
another trendy style that
incorporates a flirtatious and
playful element. This type of
dress features a design that
allows a glimpse of a bra,
adding a playful and alluring
touch to the outfit.

A comparable trend has emerged in
streetwear fashion (Stilkey, A, 2019),
exemplified by brands like Acne Studio (Figure-
2). They incorporate a playful twist by
concealing the brand logo within a zipper lock,
only visible when opened, hence making the
wearer feel playful about their clothing style.
Many other brands have also adopted this
concept, experimenting with various materials
and designs to infuse similar playfulness into
their creations. This collective effort has
sustained the vibrancy of this trend.

It’s important to note that the specific
term “peekaboo” in the fashion context may
have emerged more recently, but the concept of
incorporating revealing or strategically placed
cutouts in garments has been present throughout
fashion history in different forms and degrees
of boldness.

Conclusion

While the term “peekaboo” may be
relatively new in the fashion lexicon, its
underlying concept of strategically placed
cutouts and revealing elements has been a
recurring theme in fashion history. From ancient
Greece to the modern runway, designers have
explored this playful interplay of exposure and
concealment. The enduring popularity of the
Peekaboo trend, exemplified by iconic designs
from FENDI and playful logo placements in
streetwear, attests to its ability to captivate and
innovate within the ever-evolving landscape of
fashion. This concept continues to inspire
designers and captivate audiences, affirming that
in fashion, the allure of Peekaboo endures.
References :
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The Bhutia or Bhotiya, sometimes spelt
as Bhotia as well, is derived out of the Tibetan
word ‘Bodpa’: the meaning of ‘Bod’ is ‘Tibet’
and the meaning of the suffix ‘pa’ is
‘inhabitants’. The Bhutia community residing
at the Darjeeling Hills of the Indian state of West
Bengal represent diverse groups of ethno
linguistically Tibetan populace whose
forefathers migrated at  various periods of time,

Translation of the Tribal Songs of Bhutia Community of Darjeeling Hills
Dr Kaustav Chakraborty*

Abstract

The polemics of nature / culture has been reconsidered in this article by the
translation of six tribal songs of the Bhutia community of Darjeeling Hills.. Seen from the stereotyped
binary of savage vs. civiliszed, the tribal people always get labelled as the martial figures of corporeal
skills and, therefore, without any other delicate endowments. The tribal songs of the indigenous
communities, however, prove that more than the physical, it is the musical skill which facilitates
means of enablement for the tribal people. By associating ethno-music with the tribalscape, this
article on the translation of the tribal Bhutia folksongs shows how the tribal group seem to combat
with the ‘mainstream’ stereotypical notion— of tribalism to be merely martial—besides challenging
the  along with de-stereotyping of music which  that is often labelled as an effeminate/ emasculated
art.

Keywords: Bhutia, tribal song, Darjeeling, Folk song, indigenous people.

Methodology : The study is supported by secondry informations.

*Associate Professor of English, Southfield College, Darjeeling (W.B.)

commencing as early as the 6th century, from
Tibet to erstwhile Great  Nation of Sikkim,
which then included the area of present day
Darjeeling district, Bhutan and  NepalThe
Bhutia tribe of West Bengal has been accorded
Scheduled Tribe status vide Constitution
(Scheduled Tribe) Order, 1950. This article is
on the translations of a few songs of the Bhutia
People.

The first Song: KUNSEL
Original English Translation
Kunsel diring kyala labyai shig yoe Kunsel, today I have something to tell you
Nga nyi thukpa nai soung Since from the day we have met
Kya la gaa nai dai yoe I am in love with you
Ningduk nga yei namdu jung na Sam Sweetheart, I wish we could be together
Nyintsen maipa kya rang tren nai dai yoe Day and night, I am always thinking about you
Galse kya kyi nga la gaa gii mai na If you don’t love me
Bhunchung nga yie chokla zig nai Look at my side
Dangpo dangshak sungrok nang And tell me honestly
Sonam diring kya la labyai shig yoe Sonam, today I have something to tell you
Nga ni bhumo ngotsa chok chok shig yin I am a girl who gets shy very quick
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Yen nai nga kyi kya la takpar But still, everyday
Ngo dai nang dai I stalk you
Tsam tsam kya nga miklam nangdu Sometimes you even come to my dream
Yang yang lab Maybe you are in love with me
Faicher kya kyi nga la gaagii mi drok Or maybe it’s just my hallucination
Di ni ngayie trul nang min drok Oh, how funny I am
Azee nga ni di drai chop tsawai la Today, tell me everything
Di ring kya kyi sampai nangdu yoepay What is in your heart
Kacha tsangma Naga la shai rok If can’t tell them
Galsee lab maithup nai kya kyi Confess all your feeling in a written form
Kacha tsangma yii tog la koirok I wish you could be
Mai hong pai ngayie tsedrok My future partner
Kya rang jungna sam I wish you could be
Mai hong ngayie tsedrok My future partner
Kya jungna sam

The second song: BHEY KI DOGPA : WE TIBETAN NOMADS

Original Translation
Phugla gangkar yoe sipae gagri yoe Deep inside the valley are the snow capped

mountains
Tsemo namla thug tsaw ten This are the roots of our ancestors
Gangkar tsemo ney These snow capped mountains
Chugyen dangsil bab Are the source of water
Tsangchui gyunsang gi tsangchu gyup That flows into our river
Ngatso bhay ki dogpa We Tibetan nomads
Sagyu thungyu shymla We have abundance of food to eat and drink
Chura mah dhang yaksha chuyeang che We have nutritious cheese yak meat and butter
Ngatsoi drogpey logyue Our nomadic history rich beautiful story
Ngatsoi drogpey logyue Are covered with green grass and medicinal

plants full of fragrance
Pyengla ring Rich herds of yaks and flocks grazing peacefully
Yae yon pang gi rir tsa dang metok kheng Slowly they run in the meadow
mennai metok gi drishym khyab We Tibetan nomads
Dhela norlug nam sheday bhagpheb gyug We have abundance of food to eat and drink
pangtsa shin du dhalpor gyug We have nutritious cheese yak meat and butter
Ngatso bhay ki dogpa Our nomadic history rich beautiful story
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Sagyu thungyu shymla We sing a song of Tibetan nomadic
Chura mah dhang yaksha chuyeang che Our nomadic history rich beautiful story
Ngatsoi drogpey logyue
Ngatsoi drogpey logyue
Pyengla ring
Ngatso bhey ki drogpey lusing ray
Ngatsoi drogpey logyue
Pyengla ring

The Third Song: E MA HO DECHEN MONLAM: DAILY PRAYER

Original Translation
Di ne nyima nub Kyi chog rol na From here, in the direction of the sunset,
Drang med jig ten mang po'i pha rol na Beyond innumerable systems of universe,
Chung zad teng du phag pay yul sa na In an exalted region slightly higher up
Nam par dag pay zhing kham de wa chen Is the pure realm of Great bliss
Dag gi chu wur mig ge ma tong yang Although unseen by our physical eyes,
Rang sem sal way yid la lam mer sal We should clearly visualize it in our mind.
De na chom dan gyal wa od pag med In this realm, the Bhaghavan, brown in colour,

brilliant and resplendent,
Pad ma ra ge dog chan zi jid bar With the Ushnisha, wheels on the soles of his

feet and so on
Wu la tsung tor zhab la khor lo sog The thirty two signs of perfection and eighty

minor marks.
Tsang zang so nyi pe jad gyad chu'i tre zhal He has a single face, two arms in the mudra of

equanimity, hold a bowl for alms,
Chig chag nyi nyam zhag lhung zed dzin Dresses in the three robes and is seated in vajra

pose
Cho'i go nam sum sol zhing kyil trung ge Upon a moon seat above a thousand petalled

lotus, With  his back supported by a Bodhi tree.
Padma tong dan da way dan teng du He gazes at me with his compassionate and wise

eyes from afar.
Jang chub shing la ku gyab ten dzad de To his right is the Bodhisattva Avalokiteshvara,
Thug je chan gyi gyang ne dag la zig Who has a white body and carries in his left

hand a white lotus.
Ye su jang chub sem pa chan re zig Next to his left side is the Bodhisattva Vajrapani,
Ku dog kar po chag yon pad kar dzin Who has a blue body and holds a vajra lotus

three in his hand,
Yon du jang chub sem pa thu chen thob Both extended their right hands to me in the
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refuse giving mudra.
Ngon po Dorje tshan pay padma yon The three main deities appear as huge as Mount

Meru, Radiant, illuminating, clearly vivid and
stable.

Ye nyi kyab jin chag gya dag la tan Accompanied by a trillion Bodhisattva monks,
Tso wo sum po ri gyal lhun po zhin All with golden bodies, adorned with the

knowledge.
Lhang nge lhan ne lham mer zhug pay khor
Jang chub sem pay ge long je wa bum
Kun kyang ser dog tshan dang pe jad gyan

The Fourth Song: TATA: LOOK

Original Translation
Mogi ngala tsewa yoe She has a love for me
Mogi khapar tang kecha she dewa di ya yak The love grew up with time after long talks

through calls
Bhumo ngala tung las tis tis whiskey She offered me to drink little bit of whiskey
Baby girl I know that you miss me Baby girl I know that you miss me
Like tata tata ngala tas onay tas Like look look she is looking at me, for real
Mogi ngala tata tata ngala tas onay tas She is looking at me, look look she is looking at

me, for real.
Chutasoe 12 sim tsash 12 sim tsash It's already 12
sim tsash sim tsash ya ya
Rogpa Tsangma party doya delha oh yeahh Gangs in a rush to be at the party
Jigme laso gyokpo do ngala tip yakpo Jigme said hurry up, I feel high so let's hurry up
tesha so gyokpo do ya ya DJ turn it up this is our night
DJ turn it up this is our night Girl shake your hips to the right and left
Keba yoepa dhang yoema la yuk dang bhumo Like look look she is looking at me, for real
Like tata tata ngala tas onay tas She is looking at me, look look she is looking at

me, for real.
Mogi ngala tata tata ngala tas onay tas It's already 1
Chutasoe dhangpo sim tsash yuh Now it's already 1
And my girl is still shaking her body oh nono And my girl is still shaking her body oh nono
She my baby kerang nyamdo shoeke bato She my baby, I can stay awake with you till
dethu onay dawn, for real
Kherang nyamdu yoena kela khay ame I never get tired if I am with you
Like tata tata ngala tas onay tas Like look look she is looking at me, for real
Mogi ngala tata tata Rita taaaa onay tas She is looking at me, look look she is looking at

me, for real.
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The Fifth Song: PHUR: FLY
Original Translation
Phur phur doe due Soar, it's time you long to soar
Phur le wang gi go cha ne dol te Soar, when you set yourself free from your own

adversity
Rang wang gi ring lug la ga na At the peak of the mount of hope for liberty
Da ni phur ya da ni phur ya Soar now,  now soar
Phur rang gi nam she ngo ma de tsol sam Soar, if you yearn to come across that genuine
na phur consciousness
Rang gi che thog me milam de tsol sam na If you aspire to unearth that immense primordial
phur vision
Phur phur ya ma phur na MI tse tsar gyu re Soar, Soar now
Ma phur na re ba lha gyu re If you don't soar, this lifetime will be a mere

waste
Ma phur na mi tse tsar gyu re If you don't soar, hope has to be given up
Ma phur na re ba lha gyu re If you don't soar, this lifetime will be a mere

waste
De ni rang wang gi shog pa de kyang ne If you don't soar, hope has to be given up
De ni ngo tsar gyi milam de kher ne Stretch out the freedom's wings then
Khor we gya tso ne gyel ne dekyi kyi zhing kham le phur  Execute those astounding dreams then
De ni che thong me nam she de tsol la phur Go past the sea of samsara then
Phur phur ra Soar to the terrain of paradise
Ma phur na re ba lhag gyu re Soar, soar now
Ma phur na mi tse tsar gyu re If you don't soar, hope has to be given up
Ma phur na re ba lhag gyu re If you don't soar, this lifetime will be a mere

waste
Ma phur na ni tse tsar gyu re If you don't soar, hope has to be given up
Phur phur doe du phur If you don't soar, this lifetime will be a mere

waste
Cho me kyi tso we na thar te Soar, it's time you seek to soar, soar
Tse sog gi ngo tsa la te na Cross beyond that hollow livelihood
Da ni phur ya da ni phur ya phur Hereafter, have reliance in the astounding life

force
Rang gi che zepe Zuma dang de tsol sam If you crave to locate that gorgeous, glowing
na phur smile of your own
Phur, phur, phur. Soar, soar, soar.

The Sixth Song: MA DREN YANG: MISSING YOU
Original Translation
Kheyki ngala madren yang Although you didn't miss me
Ngey rang la dren shig youe I am always missing you
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Depe dhutesee ditsok dren shig Remembering our past days
Khu sim khu sim ngu youe Silently, I am broken and crying
Kheye ki ngala maguk yang Although you didn't wait for me
Ngey rang la guk dey youe I am always waiting for you
Lo dang mangpo zichan songna yang No matter how many years pass away
Sem nang bhumo khey ley me Girl, you are the only one in my heart
Khey dang nga You and I
Tha ringpo youe kyang loe mathup Even if we are far away I can't let go The
Khey dhang dhelpe dutse times when I met you
Phelche lebyong misam kyang I don't think it will come again
Sem ne khey rang namyang jemanu My heart can never forget you
Nga ngyi nyamdo jung masong Don't feel sad for me
Nga la nging e manang I will spent rest of my life
Nga kheyki trenthung dang nyamdu Girl, no matter where ever you go
Mitse tsasang kelchok I will always wish you to be happy
Bhumo kherang gangdu songyang Sometimes when you are free
Khey kipo younwar monlam youe Just close your eyes and remember me for a

moment
Tsam tsam dutse youedu mik tsemne You and I
Bhu nga dren tsam shik nangro nang Even if we are far away I can't let go The
Khey dang nga times when I met you
Tha ringpo youe kyang loe mathup I don't think it will come again
Khey dang dhelpe dutse My heart can never forget you
Phelche lebyong misam kyang
Sem ne khey rang namyang jemanu

In the first song the boy in a traditional
mode confesses of his love to the girl. The reply
of the girl, however, is quite different from that
of the patriarchal 'mainstream'- by 'mainstream'
I refer to the outlook and the 'normative'
structures put forward by the majoritarian
culture. The girl, in a performative mode, tries
to fake shyness but at the end it is she who asserts
to Sonam, a boy, that she not only loves her but
also wants him to be her future partner.
However, the fourth song, which also revolves
round the Eros, is an utterance not only made
by a boy, but the girl is not merely silenced-
rather she is presented as an object of fetish
through the male gaze. The reference to DJ

underscores the transformation of the
neotraditional society of the Bhutias into a
domain where spontaneous emotional intimacy,
as revealed in the first song, is replaced with a
transhuman intervention. The sixth song,
however, represents the forsaken love that one
must have experienced in one's own native land-
the nostalgia of an impossible romance in Tibet
that  still remains in the collective unconscious
of the future generations of diaspora.

The diasporic element gets echoed even
in the second song, where the Bhutia community
of Darjeeling yearns for the lost habitus-that is,
not only a geographical terrain, but an entire
ecology that represented ownership,
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belongingness and the national pride. In order
to overcome the anguish of compulsive
migration, the community spends quite a
substantial time in prayers. The third song is
Buddhist prayer song that not only depicts the
deities but only celebrates the worth of mystic
knowledge that is an integral part of the Tibetan
way of everydayness. It is the mystic foundation
of the life at exile that inspires the Bhutia people
of Darjeeling to continue hoping for a bright
future of liberation and a possible return that
one finds in the fifth song.

The six songs of the Bhutia tribe
highlight that the tribal people are all for love
and passion. They are very cheerful and
passionate in nature, despite their dislocation.
Though in the 'mainstream' the image of a tribe
is mainly that of a hunting group but the six
Bhutia songs would enable us to counter such
stereotypes that get associated with the tribal
people. The Indigenous communities of India
like the Bhutia people are often assumed to be
the martial representatives of the formerly
hunter inhabitants of the forests. Despite the
works carried out by Levi-Strauss to annihilate
the stereotyped dichotomy between the nature
and the mind, there is a categorised notion
among the polemical 'mainstream' that the tribal
people, by virtue of being 'natural', as opposed
to being 'cultural', are, thereby, essentially
'animalistic'/ 'savages' as not being 'civilised': "a
man who spends his whole life following
animals just to kill them to eat, or moving from
one berry patch to another, is really living just
like an animal himself" (Braidwood, 1957:22).
Failing to understand that just as the garden of
the 'culture' represents, "the virtualities of a
homely wilderness" (Descola, 1994: 220) the
jungle as the habitus of these indigenous
communities "is itself a huge garden, albeit an
untidy one, and the relations between its

constituents are governed by the same principles
of domesticity that structure the human
household, yet on a superhuman scale" (Ingold,
2011:82). Seen from the stereotyped binary of
savage / civilised, the tribal people always get
labelled as the martial figures of corporeal skills
and, therefore, without any other delicate
endowments. The folksongs of the indigenous
communities, however, prove that more than the
physical it is the musical skill that celebrates
passion, compassion and love.
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Introduction

Eastern Himalayas has always been a
place which evokes equal amount of mystery and
awe in the collective imagination of people
around the World. The Eastern Himalayas of
India, has intrigued many through its snow-clad
mountains and scenic beauty but has remained
unnoticed with regard to distinct culture, identity
and religion. It has stood way apart though being
a part of same nation having no cultural imprint
in the mainland India. Notwithstanding the fact
that this unattended patch on the globe yet carries
its own uniqueness in terms of custom, tradition,
and religiosity. The politics of representation is
harsh on the region, after subsequent political

*Assistant Professor, Department of English, Mirik College, Mirik, Kawley, Darjeeling.

Resignification of Buddhism; Eastern Himalayas in-between
remembering and forgetting

Nimu Sherpa*

Abstract

The Eastern Himalayas consisting of the north-eastern part of India, were the part
of former kingdoms of Sikkim, Bhutan, Nepal and Myanmar, and later were autonomous
states under the British Raj. Prior to British Colonisation in 1835, the Eastern
Himalayasseemed as an unrecognised entity, often referred to be as 'leemayelyang', a land
of hidden wealth (qtd.in Chattopadhya, 2013:84) or a hidden paradise as referred by the
Lepcha's one of the indigenous tribes of the region. But the Colonisation led to the dramatic
transition in the geopolitical order of this region, and the hidden paradise no longer remain
hidden. Prior to the new geopolitical set up Tibet and Himalayan region is been fluid with
the frequent exchange of ideas, religion and culture and now though geographically divided
stands with the same ethos of belongingness under one umbrella term called Buddhism.
The region has no representation in the mainland and often interpreted with the nomenclature
of tribal area,a place inhibited by backward, remoteand tribalpeople who failed to make
any strong opinion of themselves. The resignification of Buddhism around the World has
provided a new locus of hope to the forgotten tribe whose major religion is Buddhism. The
study articulates the subsequent spiritual dearth around the world and how Buddhism
emerged to be the religion which has provided the safe harbour for the restoration of humanity
and has been a tying thread amongst many nations to inculcate the ethos of brotherhood
and togetherness.

Keywords: Eastern Himalayas, Buddhism, Culture.

Methodology : This paper is prepared through secondary data sources.

surgeries and geographical plastersit is been left
as the 'other'. The entire region is
thenhomogenised as tribal area with a severe
deficiency of strong religious background and
coherent cultural system. This region though
been exoticized as a hot spot of cultural and
linguistic diversity, has not attained any
significance in mainland representation.

The resignification of Buddhism around
the World has provided a new locus of hope to
the forgotten tribes in Eastern Himalayas where
the majority has a predominant religion as
Buddhism. In the late nineteenth century, interest
in Buddhism proliferated in the public spheres
ofEurope and America (Almond 1988; Franklin
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2008)1 as the scholars around the globe started
reworking on different Buddhist text in order to
interpret the latest academic findings from texts
translated from Pali, Sanskrit, and Chinese. With
these new trends emerging with international
dimensions, more and more Westernscholars and
people across continents got attracted to Tibetan
Buddhism.

During a span of time extending over
thirteen centuries Buddhism has come to acquire
a distinct form in the vast region comprised by
the Tibetan plateau and the highlands around the
Himalayas. Since these regions are dominated
by Tibetan culture and civilization this distinct
variety of Buddhism is most often known as
Tibetan Buddhism. Here it has to be kept in mind
that when the term "Tibetan" is used in the
context of religion or culture it signifies
something far wider and deeper than the limited
and changing connotations of the term when it
is used as the designation of a specific country)2

Hencethis distinctive form of Buddhism can be
referred as 'Himalayan Buddhism'3.

The enlightened Buddha himself was
born in the foothills of Himalayas. Himalayan
Buddhism received momentum in Indian
Himalayas during 8th century with legendary
Indian Guru Padmasambhava (lotus born), who
sowed the seed of Nyingmapa (the oldest one)
form of Buddhism in the Himalayas. This form
of Buddhism later emerged to be the base of all
other forms of Buddhism which later emerged
in the Himalayan region. The entire region of
(Bhutan, Sikkim, Ladakh and Nepal) are
associated with tales of the legendary and
miraculous acts performed by Guru
Padmasambhava, which forms the religious
foundation of people in the Himalayas. In
Himalayas Guru Padmasambhava is worshipped
as Guru Rinpoche. After him, this legacy was
taken forward up to upper Himalayan region by
two Buddhist masters- Marpa (1012-1097) and
Milarepa (1052-1123). They traced their practice

to the teachings of Bengali saints Tilopa (988-
1089) and Naropa (1016-1100). Their teaching
lineage came to be known as Kagyu (oral
transmission) which later took deep roots in the
region. These different forms of Buddhism faced
persecution from one region or the other but
different Himalayan countries preserved and
continued it. Thus, Buddhism has been a fluid
ingredient amongst different Himalayan nations
which has till date worked as a 'soft power'4
between Himalayan nations.

This can be seen as Buddhist revivalism
with a global approach.Though such discussion
limititself only to o the global interpretation of
Buddhism. There had been a time lapse and the
Buddhism of Tibet and Himalayas remained
comparatively understudied and absent from the
European and American engagement
untilrecently. Buddhism, has also been
significant in understanding the focus on the
importance of Himalayan Buddhism in
maintaining Global order. Buddhism and
Himalayas has been an important geo-cultural
landscape between the competing narratives of
India and China. The geographical location of
the region has also been cataclysmic in forming
prejudice about Tibetan and Himalayan forms
of Buddhism. It has occupiedto an ambiguous
position in the flourishing scholarship as well
as stereotypes. Due to its geographical
inaccessibility the Tibetan Buddhism is often
shrouded with orientalist myths concerning its
unique form of Buddhism, often represented as
backward and superstitious. The western scholar
like L.A.Waddell referred to 'GuruRinpoche's
teachings as "Primitive Lamaism [which] may
therefore be defined as a priestly mixture of
Sivaite mysticism, magic, and Indo-Tibetan
demonolatry, overlaid by a thin varnish of
Mahayana Buddhism. And to the present-day
Lamaism still retains this character" (Waddell
1895,302). Such superstitions based on
geographical location and orientalist myths
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stands in contrast with popular ideas about
Buddhism that depicted it as a rational,empirical
and scientific belief system. The Tibetan
Buddhism is perceived as impure and mystical
and their prayers shallow, "prayers ever hang
upon the people's lips. The prayers are chiefly
directed to the devils, imploring them for
freedom or release from their cruel inflictions,
or they are plain naïve requests for aid towards
obtaining the good things in this life, the loaves
and the fishes" (Waddell 1895, 572-73). The
study also attempts toinculcate voices from the
excluded  region as Eastern Himalayas, arguing
Tibetan and Himalayan Buddhism as sound and
coherent.

The Himalayan Buddhist minorities
from different nation like Bhutan, India, China
and Nepal share a common language, kinship
ties, and Buddhist cultural traditions. They have
come to hold their own ethnographic niches
across this extraordinary mountainous region.
Buddhism which is practiced in the Indian
Himalayan belt of India shares a same religious
and cultural ethos with the neighbouring
countries like 'Nepal and Bhutan'5. But with one
similarity with profound significance i.e.,
Buddhism brings different communities from
different Nation together. Since these groups are
from different political and social backgrounds,
each group complies with different laws
regarding livelihood to fit in these very different
national cultures. The Himalayan Buddhism
which roots back to have cross cultural origins,
the growth and development of Himalayan
Buddhism shift from one Himalayan nation to
other. During 2nd century Buddhism spread over
China and Central Asia flourishing towards
Nepal by Siddhartha Gautama (the Buddha) in
4th to 5th century. Eventually established in the
Indian subcontinent in the 8th century with the
advent of the legendary Indian Guru
Padmasambhava. But today most Buddhist
people living in Eastern Himalayas has been in

the state of marginalisation.The one Himalayan
state, Bhutan, has Buddhism as its state religion;
in all the other states, Himalayan Buddhists exist
as minorities in their respective greater polities.
The Buddhist minorities herein fall into
periphery because the dominant culture of
mainstream has encapsulated it as a homogenous
tribal culture befitting its remote geographical
location. Whereas the studies trace the role of
Indianinfluence to be instrumental and crucial
in the establishment of Mahayana Buddhism in
Tibet. We can trace back the very famous Indian
institution the Nalanda University, which was
the centre of Buddhist learning propagating
Buddhist ideas. The Pala period again shows the
remarkable momentum of Buddhism in North
Bengal under the reign of Pala kings who were
the patron of Buddhism in India. There has been
a special spiritual connection of North Bengal
with Himalayan countries from seventh century
''Subsequently after the decline of the Pala's and
the Senas Buddhism disappeared from Bengal
and the main land of India but Tibet preserved
and developed Buddhism. It then flourished
towards Himalayan states of Sikkim and
it`sareas" (Debnath 2008,2-3). The dying
Buddhism in India then ingrained and nurtured
in Tibet which ever since flourishing towards
Sikkim, Darjeeling, Kalimpong and Bhutan as
Tibetan Buddhism. This outflow of Tibetan
Buddhism further intensified in mid- twentieth
century when the People Republic of China
(PRC) took over Tibet in 1960. Subsequently
the religious wisdom originated from India found
its way back home, as the very pool of spiritual
Buddhist knowledge and culture started flowing
towards India with the Tibetan exiles, along
with the lodging of Tibetan spiritual leader in
India. 'Ministry of Home Affairs Annual Report
2008-2009, population of Tibetan refugees in
India is 1,10,095'6. This resignification of
Buddhism in Eastern Himalayas can be seen as
reinterpretation of culture, tradition and religion
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of the people living in Eastern Himalayas who
has forever fallen in to periphery and had never
been a part of National imagination but plays an
important part in Nation building.

The Buddhist and Buddhism in Eastern
Himalayas can be seen to be more dynamic in
respect to accommodating themselves with
changing World order. The region populated with
other tribal and non-tribal communities as
Limbu, Rai, Magar, Chhetri, Tamang and
Gurung each having distinct and different
culture, language and religion than other. Though
it is interesting to see how Buddhism in Eastern
Himalayas continue to survive and preserve its
uniqueness, balancing, influencing and imbibing
change with changing time. The peaceful co-
existence of Buddhist ideas and philosophy with
other contrasting ideas and concepts, has
survived in the region fostering the cross-cultural
ethos. There are undoubtedly elements in
Buddhism inherited from other religion, but their
role has always been peripheral because
Buddhism as religion is not culture-bound, it`s
fluid and moves very easily from one cultural
context to another because itfocuses on internal
practice rather than external forms of religious
behaviour,

The tradition of respect to Hindu and
Buddhist deities is continued even by the Nepalis
in the Darjeeling-Sikkim Himalaya. Besides the
Buddhist Newars, the Tamang and Sherpas
worship Hindu deities and celebrate Hindu
festivals as much as other pure Hindu groups.
And most Nepalis revere Buddha and respect
the Buddhist monks. They also celebrate
Buddhist festivals like Losar (new-year) and
Buddha Purnima. (Dozey E.C, REP,2011: 75)

The followers of Buddhism in the
Eastern Himalayas can be thus seen as the
followers of exact path that Buddha has chalked
out for his follower the path called 'The Middle
Path' which teaches its devotees to balance one's

individuality yet accepting the difference. This
path of moderation is a key to Buddhist
philosophy because Buddha, 'the enlightened
one', has experienced both the extremes of luxury
and sorrow thus found the middle path for the
followers. This Middle path is the most relatable
religious philosophy that the Modern man could
follow, it's not that rigid, nor too flexible but
logical and scientific. This middle path
hashelped Buddhismflourished in this region.

Having experienced the extremes of
luxury and deprivation--and having reached the
limits of these extremes--the Buddha saw their
futility and thereby discovered the Middle Way,
which avoids both the extreme of indulgence in
pleasures of the senses and the extreme of self-
mortification. It was through realizing the nature
of the two extremes in his own life that the
Buddha was able to arrive at the ideal of the
Middle Way, the path that avoids both extremes.
(DellaSantina,1997,29:251)

Buddhism as a religion has helped
humanity to inculcate the values like
brotherhood and togetherness around the World.
Because Buddhism as opposed to the
Sanskritization of culture and society does not
believe in stratification of society into hierarchy.
Buddhism does not believe in social taboos like
caste system and untouchability and hence has
become popular amongst people in 6th Century
BC (i.e., the time of Buddha) which of course
was catalytic to its fall though. Because to
Hinduism now and then the caste system is at
its heart, the division of society in strata, as per
the ancient scriptures known as Vedas is
sacrosanct to them. Buddhism in contradiction
serve humanity as a social philosophy for the
upliftment of people from lower strata, with the
breaking down of social hierarchies has
subverted the normative set of belief as a
hinderance to growth of humanity. The Hindu
philosophy base itself on certain conventional
premises as propounded by,"Hindu priests who
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were custodians of the Aryan tradition associated
the eastward movement of Aryan civilization
were in the threat of a dissipation of the purity
of Aryan culture and with the growth of
unorthodox practices and attitudes" (Della 1997,
19:251)

Unlike other religion Buddhism does
not base itself on any extravagant metaphysical
existence. It does not believe in any supernatural
powers or force but it banks its belief purely on
human will and devotion. Buddha the
enlightened one, has received the divine truth
not because of his royal lineage or inheritance
of any super powers but by virtue of his rigorous
practice and meditation. His successor as
Milarepa and Padmasambhava had also been a
symbol of ultimate will and discipline. The
religion which champions one's will and wisdom
is perhaps the most logical religion in this social
milieu which believes that one with indomitable
will and ultimate devotion can attain Nirvana.
"Thereare threevalues of paramount importance
that emerge from the life of the Buddha: (1)
renunciation, (2) love and compassion, and (3)
wisdom." (Della Santina, 1997:45:47). These
values stand out very clearly in many episodes
throughout his life. It is no coincidence that these
three, taken together, are the essential requisites
for the attainment of 'nirvana', or enlightenment.

"The accounts tell us that the ascetic
Gotama (as he was known during his six years
of striving for enlightenment) studied under two
renowned teachers of meditation, Alara Kalama
and Uddaka Ramaputta. Under the tutelage of
these teachers, he studied and mastered the
various techniques of concentrating the mind.
(Della 1997:15:158).

Therefore, the enlightenment of the
Buddha was the consequence of the combination
of meditation, devotion and wisdom, […] a
religion whose most important elements are
meditation, rigorous philosophical analysis, and

an ethic of compassion combined with a highly
empirical psychological science that encourages
reliance on individual experience. It discourages
blindly following authority and dogma, has little
place for superstition, magic, image worship, and
gods, and is largely compatible with the findings
of modern science and liberal democratic values.
(McMahan 2008, 5).

The marginalisation of Buddhist
minorities in mainstream Indian culture can also
be located in the literature produced in
mainstream India. Because amidst the galaxy of
literary produced each year in the mainstream
we barely find any reference to Buddhist
religious shrines, Buddhist characters theme of
Buddhism as a major concern. If it has to relate
to any particular Buddhist incident, location or
character it will just give a passing reference.
Whereas it pervasive to come across the
characters, themes and ideas which matches with
the ethos of mainstream culture and religion. The
extremely popular and substantial Buddhist text
'Jataka', controversially attributed to Buddhist
scholar named Buddhagosa and called as
Jattakatthavannana, contains 550 popular stories
of former lives of the Buddha. Hence this work
does not hold any importance in popular
discourse in Indian context as the mythological
stories of Ramayana and Mahabharata does.
There is a dearth of analytical research and
resignification on the Jataka tales in mainstream
literary canon in India.  Which can yet again be
seen a repercussion of cultural hegemony of
which Himalayan Buddhism is a victim of.The
increasing 'cultural hegemony' of the majority
over the minority, has resulted over time the
threats of social exclusion of the tribal minority
of the Eastern Himalayas.

Even though Buddhism in Eastern
Himalayas has evolved stronger towards. It has
stood with humanity and worked as binding
force between many Himalayan nationssecuring
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the status of nation. Himalayan Buddhism has
worked for India, as the ingredients of what
political scientists would callthe 'soft power'
which informs India's border relations with its
neighbouring nations such as China and Tibetan
Autonomous Region (TAR), Nepal and Bhutan.
Buddhism in today's World view has been the
most logical religion which doesn't believe in
extremes but in moderation and peaceful co-
existence. It is one of the World`s religion and
the third rapidly emerging religion is also one
of the most dynamic religions of World which
believe in 'The Middle Path'. Therefore, it is
certain that the religion which believes in reason
and rationality over superstitions and prejudice
will certainly evolve as a popular emotion
amongst people than just as religion. Buddhism
which can accurately applied across such border
spectrum of belief and faith been practiced more
as humanity than as religion. Thus, the effort to
identify one's place on Earth with the eternal
search of identity and the crisis is what has
defined Eastern Himalayas so far. The
inculcation of Buddhism inthe forsaken land has
brought it back to the crochet of belongingness
with coherent set of ideas, belief and praxis.

Note:

1. Almond, Philip. 1988. The British
Discovery of Buddhism. Cambridge:
Cambridge University Press.

2. The term "Tibetan" employed in this paper
does not denote the political and
administrative territory known as Tibet. It
refers to Tibetan civilization and culture
which in the past surely had Tibet proper as
its centre. This cultural region has fairly
wide dimensions and cuts across various
national and political boundaries. The term
"Tibetan Civilization" has a broader
connotation. It should be treated on par with

other similar terms such as "Chinese
Civilization", "Indian Civilization",
"Hellenic Civilization," etc.

3.  D.L. Snell grove is one of such leading
scholars. He has used the term 'Buddhist
Himalaya' for the Buddhist regions around
the Himalayas. The very title of one of his
books is Buddhist Himalaya.

4. Coined by Nye in the late 1980`s, the term
soft power is the ability of country to
persuade others to do what it wants without
force or coercion is now widely invoked in
foreign policy debates.

5. Nepal has 11% Buddhists in a population
of 2.9 crores which is about 29 lakhs
consisting of Gurungs, Tamangs, Sherpas,
Newars, and Bhots. Bhutan has a population
of 6.8 lakhs with 75% practicing Lamaism
Buddhism. See, "Socio Economic
Indicators" in Ashok K. Behuria (ed.)
Changing Political Context in South Asia:
Implications for Regional Security, New
Delhi, IDSA, November 2008, pp.237-

6. 'According to Ministry of Home Affairs
Annual Report 2008-2009, population of
Tibetan refugees in India is 1,10,095'
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Introduction

Our world has seen so many
conundrums in the past two years with
Covid-19 pandemic and the loss of thousands
of lives all over the world. Despair, disease, and
death became synonymous with our lives.
Entertainment took a backseat and the whole
world came to a pause , as if during pre-
pandemic we were living in the world of
dream;going to theatres, restaurants, amusement
parks , these all seemed to be a dream which
had finally come to an end. This has naturally
fueled the need of the ‘Over-The-Top’ or the
various OTT platforms. During the pandemic

The Portrayal of Queer Characters in Indian Web Series :
The Lesser Problematic Space

Shatabdi Chakraborty*

Abstract

Cinema has always been a way of life. The larger than life characters, the ambience
of theatres , a valiant hero, a villain who always almost  eats up the main character and a
heroine who is a damsel-in-a-distress waiting for her hero ; they all make up as the integral
part of what we have been knowing as ‘film’. But , since the last decade , our films have
changed, plotlines have changed , moreover, we as an audience have changed.  There
aren’t any damsel in distress heroines or strong larger than life heroes. We have moved on
to become more of an accepting audience. We are now trying to understand  that there are
more than two genders and identities and that people have their way to reflect their own
sexuality and identity. Here comes the advent of OTT or the Over-The-Top platforms like
Amazon Prime and Netflix who are giving these storylines a safer space where there is
lesser judgement and less of censorship and  where one can be anything from ‘Kukkoo’ of
Sacred Games to ‘Karan Mehra’ of Made in Heaven.

This paper with the help of thematic analysis will critically discuss Indian web
series like Made in Heaven  and Ajeeb Dastaans that features their queer characters in
lead.This paper is also looking at the politics of representation in OTT and how it is
redefining the mainstream.

Keywords: OTT, Web-Series , Cinema, Gender, LGBTQ++, Queer, Sexuality

Research Methodology : This paper will be based on the thematic analysis on two web series: Made in
Heaven and Ajeeb Dastaans. The paper uses these films as its primary source of information and
for secondary sources which include research articles, websites and commentaries on these web-
series.
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Netflix and Amazon Prime became household
names. By 2021, India became second largest
subscription TV market  in the Asia-Pacific
region in terms of the number of subscription
in household TV, which reached 154.3 million
in 2016 (Kakkar, 2019)

In a society that has become more
international, social connectivity has multiplied.
The media, particularly digital media, have
become an intriguing element in the process of
globalisation. It simultaneously promotes the
trend of globalization and ultra-localism, a
complicated socio-cultural phenomenon. The
number of smart-phone users in India is
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increasing, which has changed how people
consume media material. The Indian audience
has been consuming an increasing amount of
online media over the past three years because
to the accessibility of inexpensive internet
connectivity. Media consumers are displaying
a dramatic shift in their consuming habits in the
entertainment industry. Watching movies and
television shows on Over The top (OTT) media
platforms like Amazon Prime, Netflix, and other
service providers is  gradually replacing
traditional movie-going. OTT services like
Netflix, Prime Video, Zee 5, Hotstar, and a
number of others have captured the attention of
the so-called “Digital Mainstream” first
generation of digital media consumers. The
majority of them exclusively use first-generation
smartphones to access entertainment material.
OTT consists solely of streaming material to
users directly over the internet. It alludes to the
practise of distributing media content outside
of the conventional routes, such as cable TV or
telephone networks. Because of this, it is also
known as “chord cutting.” OTT not only helped
the consumers to cope up with the pandemic, it
also helped filmmakers to express themselves
more freely without any fear of censorship.

Central Board of Film Certification
(CBFC), quite infamously known as the “censor
board” of India, is known for its unjust
censorship policies which restricts a filmmaker’s
and an artist’s poetic license and moreover
freedom of speech and expression. Be it
Bollywood or South Indian films, many of the
Indian cinema has faced bans and unusual rage
in many parts of our country. A recent example
could be seen when Sanjay Leela Bhansali’s film
Padmavat was about to release. There was a
huge uproar and outrage in the northern parts
of the country fueled by hatred. The apparent
cause of the hatred was not one specific reason,
and the media was told that the whole movie
was ‘culturally inappropriate’. CBFC had to

intervene, the name Padmavati was changed to
Padmavat, vfx was used to “fix” Deepika
Padukone’s waist and many other such cuts and
edits were made in the film , just to release in
the theatres.

According to the Cinematographic Act
of 1952, the Central Board of Film Certification
(CBFC) was established. The board now has the
authority to certify a film before considering its
public display thanks to the 1959 amendment.
It was referred to as the Central Board of Film
Censorship up until 1983, at which point it
changed its name to the Central Board of Film
Certification. The board has the authority to
deny approval for the film’s showing under
Section 3(3(iv) of the Act, in addition to
approving its content. Forbidding the showing
of recent films including Hollywood’s “Fifty
Shades of Grey,” Bollywood’s “Padmavati,”
“Lipstick Under My Burkha,” and “Udta
Punjab,” as well as Bollywood’s “Lipstick
Under My Burkha,” the board has received
overwhelming criticism.

Homosexuality in Indian screens has
always been a matter of concern and controversy
for both the nation and the CBFC. An example
of this can be seen when Deepa Mehta’s Fire
was released in 1996, a film which depicts a
close friendship and an eventual sexual intimacy
shared by two women, it met with hysterical rage
and violent protests across the country.

Cut to, we now have Netflix and Amazon
Prime in our homes. Just a mere touch and voila
a whole new portal of cinema and web series
opens!  From Stranger Things to Sacred Games,
there’s a varied genre present in these platforms.
In web series, we have a myriad of characters
and stories. With the advent of these platforms,
now filmmakers are fearlessly exploring the
areas where they can work on characters like
Kukkoo from Sacred Games, Karan Mehra from
Made in Heaven  or Bharati Mandal from Ajeeb
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Dastaans.

Queer characters in Bollywood are
certainly not a new thing, but a closer to
appropriate characters is a novelty in Bollywood
cinema and web-series. The filmmakers are now
being cautious while sketching out the queer
characters. Most of the queer/homosexual
characters in Bollywood till now have been used
for the purpose to ridicule, for example,
Abhishek Bachchan and John Abraham’s
characters in Dostana (2008) and Rishi
Kapoor’s character in Student of the Year (2012).

The main purpose of film, like that of
other forms of art, is to express the creativity
and ideologies of the artist. Even though it used
to be that people only expected movies to be
enjoyable, people today anticipate that movies
will challenge them intellectually in exchange
for the money they spend for them. In order to
provide such items, directors must think more
carefully about the unique ideas that might be
displayed; otherwise, they are left to focus on
what might please the censor board.If multiple
films are banned on such a regular basis, it
restricts the amount of creativity that can be
explored through film and raises anxiety in
anticipation of the reactions of the few CBFC
members who watch the film when it is being
censored. When a filmmaker is asked to remove
numerous scenes in the name of “censorship”
that significantly advance the plot of the movie
or are purposefully used to illustrate a point, his
entire body of work is torn up into anonymous
pieces.

Objectives of the Paper

? To analyze the web series Made in Heaven
and Ajeeb Dastans

? To analyze the queer characters in the above
mentioned web series

? To look at the politics of representation in
OTT and how it is redefining the

mainstream

? Establish the difference between queer
representation in Bollywood and in Indian
web series

Literature Review

The trend of economic liberalisation has
had a significant impact on both the economy
and culture of India. Bollywood has changed in
order to leave its mark on the international
entertainment industry, claim Matusitz and
Payano (2011). By bringing together the Indian
diaspora, it gained “inward connectivity,” and
by investing in Hollywood and filming outside
of India, it gained “outward connectivity”
(Lorenzen and Mudambi 2010). As a result, the
Indian film industry adopted many Western
ideals, ideas, and technologies, especially those
from North America (Ibid). Indian consumers
were likewise heavily affected by Western
goods.

The millennial generation consumes
quite a bit of OTT content and is gradually
moving away from traditional TV in favour of
OTT platforms at the rate of technological
advancement. By 2022, just 55.1 million
entertainment users in the United States will no
longer watch entertainment content on
traditional pay-TV, according to EMarketer, as
cited by Verma (2019).

In the past, movies were made with
large screens in mind. The existing film
production businesses weren’t concerned about
losing their audience or money when television
first came out. They disregarded the evolving
media consumers’ watching habits. As an
alternative, they believed that people would
undoubtedly watch the movies they were making
for the big screen.  The production and
distribution businesses were aiming to turn a
profit through a var iety of channels of
distribution, such as releasing the films in
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theatres, releasing the same content on DVDs,
and launching it on television after a set amount
of time (Curtin et al. 2014). Strangely, the
technology revolution and altered viewing and
behavioral patterns forced this tactic to submit.

The development of the internet and the
world wide web in India in the late 1990s
steadily began to transform the whole
entertainment industry. According to Epstein
(2005), the audiovisual waves were “digitized,
compressed, and multiplexed,” which ultimately
helped to increase the volume and speed of
media content delivery.The transition came
quickly as technology advanced. There was
more entertainment content convenient to use
and eat. With the expansion of bandwidth and
the readily available, affordable data, the new
audience started watching online entertainment.

Many of them began consuming the
content essentially for free; either by utilizing
unethical methods such using Torrent or social
media platforms like YouTube, where the User
Generated Content (UGC) was predominately
made up of unauthorized uploads of different
movies (Burgess et al. 2009). The audience also
distributed the information to their social circle
on discs or online. It had a negative effect on
the movie business. It also carried out another
action. According to Marshall and Venturini
(2012), the audience had more power thanks to
cloud storage, digital delivery options, and
enhanced devices that ranged from desktop
computers to mobile phones. As a result, they
desired “anytime, everywhere access to the
material.”

The OTT streaming platforms used a
different revenue generation model in an effort
to meet the demand and plug the business loss.
To reach this new media audience, platforms
like Netflix and Amazon Prime modified their
business models. The creators and distributors
of entertainment content, particularly those in

the film industry, were forced by this digital
disruption to be creative with their distribution
plans and make use of digital channels like OTT
and social media.

According to Du Gay (2013), this
disruption was mostly focused on the
distribution strategy and had little to no impact
on how creators and actors performed their jobs.
Instead, it looked at the second stage of the
digital age, when creators had to put in more
time and effort without getting paid fairly.

As they switched from a large screen to
a TV to a desktop or laptop to a smart-phone,
the consumers of entertainment content lowered
the size of their screens even more. The manner
of viewing also gradually changed. Individual
viewing evolved from group viewing (in a
theatre) to family viewing (watching TV with
family members) (in the screen of a mobile
phone). The method that content producers
developed OTT platform-specific exclusive
content had to change.

Made in Heaven (Season 1, 2019)

???Plotline

The Amazon series Made in Heaven,
created by Zoya Akhtar and Reema Kagti (and
directed by Akhtar, Nitya Mehra, Prashant Nair,
and Alankrita Shrivastava), depicts the tale of
amphibians that have learned to swim but are
still afraid of the sea. Made in Heaven, a nine-
episode television series with a Delhi setting,
centres on Tara (Sobhita Dhulipala) and Karan
(Arjun Mathur) and their eponymous wedding
planning business that caters to the city’s ultra-
wealthy. A new family and tale are introduced
in each episode, and the series is completed by
a group of recurring characters—the families
and friends of the leads and the Made in Heaven
staff.

We gradually learn about Karan’s and
Tara’s pasts through clever, taut flashbacks,
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making them multifaceted and engaging as they
negotiate the competitive wedding planning
market. The son of a successful businessman,
Karan has a recent failed enterprise to his name,
debts to both his father and a loan shark, and a
life steeped in secrecy and shame: he is gay.
Tara, on the other hand, is a resident of an
underprivileged area in Delhi. She begins her
employment with a corporate tycoon as support
staff before marrying its heir, Adil, to move up
the social ladder (Jim Sarbh).

As the series begins, there is a continual
undercurrent of dread, as if to justify our
voyeurism. The first two episodes, directed by
Akhtar, do a good job of setting the tone; in
particular, the slow, languorous shots cleverly
flip the mainstream premise by giving it an art-
house robe.

Karan Mehra- The Gay Protagonist

While Tara’s background is clearer—
she comes from a middle-class family and is
married to a successful businessman played by
Jim Sarbh—it was Karan’s character that really
resonated with the audiences.And this is where
Arjun Mathur, who is portraying a strong,
intelligent homosexual man, steps forward and
absolutely, transforms the game. It is admirable
for a character to stand out in such a large crowd,
especially considering that a cast this diverse.
He might be anyone, after all. He might be your
sibling. Your  ally, the popular student at school.
the bully in class. the proprietor of your
preferred jazz joint. He might even be organizing
your wedding, for all we know. And each one
of them is Karan Mehra. He is a typical gay man.
Karan’s identity goes beyond the stereotypes of
homosexual men that Indian filmmakers have
frequently thrown at us. He is a close ted
homosexual human who is drowning in debt and
interpersonal issues. Although he is aware of
the taboo he must endure every day, he does not
consider his sexuality to be a hardship. The

character of Arjun is as unconcerned as can be,
even during the time of Section 377. He also
informs a foreigner he met at a pub that in India,
people do what they want to do anyhow, in one
of the early episodes.

Ajeeb Dastaans(2021)

Ajeeb Daastaans, a collection of four
short films, is an odd mix of four excellent
pictures. Ajeeb Daastaans, which is currently
available on Netflix, was made by Karan Johar’s
Dharmatic Entertainment. Majnu, Khilauna,
Geeli Pucchi, and Ankahi are four of the stories
under the direction of directors Shashank
Khaitaan, Raj Mehta, Neeraj Ghaywan, and
Kayoze Irani. Each story promises to deliver a
stunning, terrifying, or tragic turn in the plot
that we didn’t see coming. This is the basis of
the stories.

???Majnu

Fatima Sana Shaikh’s character
Lipakshi is married to Babloo (Jaideep
Ahlawat), who tells her he would never have
sex with her because he loves someone else.
Lipakshi, who lets her unmet sexual desires
define her, prowls around her estate flirting with
any available gentleman. If a man is detected
trying to get cosy with his wife, his genitalia
are cooked in boiling oil as if he were an onion
frit ter. Babloo ignores her  hypersexual
behaviour.

???Khilauna

Raj Mehta’s film Khilauna narrates the
tale of a housemaid named Meenal (Nushratt
Bharuccha), who works in residences that
appear to be a gated community and uses her
earnings to finance her younger sister Binny’s
(Inayat Verma) tuition. The two share a room
that is lit by a power connection that was
obtained illegally. Meenal decides to change
occupations and start working at Mr. Aggarwal’s
(Maneesh Verma) house, who is the society
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secretary and appears to spend his day riding
about on a motorcycle wearing Ray-Bans, when
she loses power, both physically and
figuratively. Problematic comments from
Meenal, who is having an affair with Sushil
(Abhishek Banerjee), include “Let him gawk at
me for a couple of hours while I clean, as long
as he doesn’t disturb the peace.”

In front of Binny, he once makes an
attempt to get hold of her and molest her. The
sisters flee to Sushil as a result of this. Vinod
confronts Sushil in an effort to demonstrate his
dominance and might. Then he orders three of
them to come to his baby’s party. As Meenal
goes about her routine tasks, the party witnesses
everyone glistening. Binny amuses the infant.
In a fit of rage, Sushil picks up a rock and tosses
it at a building’s electricity unit as he makes his
way back home. The infant vanished as a result,
leaving the party area and building in the dark.
In a panic, everyone looks for the infant. Vinod
soon discovers her inside a pressure cooker.

???Geeli Pucchi

A tale of two persons is told in Geeli
Pucchi. Bharti, who was superbly portrayed by
Konkona Sen Sharma, and Priya, who was Aditi
Rao Hydari. Priya, a quiet, naive newbie to
campus, joins Bharti, a machine operator at a
factory. It is established right away in the novel
that Bharti’s identification as a Dalit is a
significant obstacle to her obtaining her ideal
desk work as a data operator. Priya, who belongs
to the upper caste and is a “Sharmaji ki Bahu,”
uses and takes advantage of her privileges being
ignorant.

When Priya questioned Bharti for her
last name during their initial introduction, she
gave the name Bharti Banarjee rather than
Mandol. Before Bharti responds, there is a little
gap that effectively captures the immense weight
of worry about consequences, rejection, and
judgement that marginalised people continually

deal with. In the past, masking was a technique
used to blend in.

With time, as the two grow intimately
close, Bharti struggles to separate her feelings
of fondness towards Priya and anger towards
her casual caste-blindness. The coexistence of
romantic intimacy and envy is often so tangled
that it is almost impossible to gauge the overlaps
of Bharti’s feelings. She knows Priya is probably
not the reason for her marginalisation, but she
also realises how Priya is a perpetrator of the
same system that perpetuates casteism. Bharti’s
feelings transcend between anger, helplessness,
revenge, and most importantly vulnerability.  

This story’s twist sneaks up on you
before knocking you down with an outstanding
final scene that incorporates a tea cup. Neeraj
doesn’t just point you in the direction of it like
a museum display. Through his characters and
the terrifyingly plausible fact of how often
women become oppressors to escape tyranny,
he gradually builds up to the climax.

???Ankahi

Upper middle class homemaker Natasha
(Shefali Shah) struggles to maintain harmony
in her family. Her teenage daughter is going deaf,
and her spouse won’t either learn sign language
or understand the situation. She meets hearing-
impaired photographer Kabir (Manav Kaul) by
accident, and the two become friends and
eventually fall in love while corresponding with
sign language.

Conclusion :

In today’s digital age, viewers can watch
a wide range of web series and other content
online. The audience is made up of people of
all ages, from young children to senior citizens.
Many Over the Top (OTT) platforms serve as
digital media, giving their audience a wide
variety of genres to choose from. OTT refers to
any streaming service that uses the internet to
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transmit its content. Modern identity perception
still centres on gender and sexuality, but
communication and technology have taken on
crucial roles in everyday life (Gauntlett,2008).
The development of gender identities is
significantly influenced by the media.

Despite the fact that different genres
depict queer characters’ images differently and
in diverse ways, one thing is universally true
about all of them: their depiction is very different
from the real world and real lives. Because of
this, media frequently presents desires rather
than realities. Some of the innumerable dramas
and films that are accessible on OTT platforms
include stories that centre on the LGBT
community. On Netflix, there are a number of
programmes and motion pictures with LGBT
characters, whether they are being portrayed,
embraced, or rejected. A social cause has always
depended on the media to spread awareness of
it. The amount of time a problem is discussed
on social media directly affects how well-known
it is with the general public.
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Hkkjrh; d+Ookyh xk;dh dk flyflyk bl
rjg ls ed+cwy gqvk&^[+oktk eksbuqíhu fp'rh ds eqjhn
d+kth gehnqíhu ukxkSjh dk Áfl) d+Ooky egewn FksA
f[kyth ;qx ds egewn] eqgEen] bZlk [kqnknh bR;kfn
d+Ooky FksA d+kSy ,oa rjkuk xkus okys dykdkjksa dh
lUrkusa dkykUrj esa ^d+Ooky cPpk* dgyk;sA 'kkgtgk¡]
vkSjaxts+c ds ;qx esa gesa dchj] jksjk] ehj [kkfyn nsgyoh
tSls d+Ooky feyrs gSaA*1

blh Øe esa d+Ooky cPpk ?kjkus ds [+kyhQ+k
mLrkn bd+cky vgen [+kk¡ lkgc dgrs gSa fd vjc ds
ehj glu lkoar vkSj ehj cqyk dykoar ;s nksuks HkkbZ
“kElqnl&f[+knel ckn'kkg ds njckj esa FksA tc ehj
glu lkoar us [+oktk lkgc dk ncnck lquk rks ehj
glu lkoar us ckn'kkgh NksM+ nh vkSj [+oktk lkgc ds
èkkfeZd psys o eqjhn cu x;s vkSj lcls igys y¶t+s
d+Ooky muds lkFk yxs vkSj ;gha ls nks 'kk[kk,¡ cu xbZ]
ftlesa ls ,d 'kk[kk [k+kudkgksa esa vkSj nwljh 'kk[kk
jtokM+ksa esa xbZA [k+kud+kgksa esa d+Ookyh dk flyflyk
pyus yxk vkSj ehj glu lkoar [+oktk lkgc ds eqjhn
gq;sA vkSj] muds vkSykn gq, 'kEl lkoar tks [+oktk
dqrqcnhu cf[+r;kj ds tekus esa FksA mlds ckn muds

Hkkjrh; d+Ookyh xk;dh ds ifjos'k esa f'k"; ,oa oa'k&ijEijk % ,d n`f"V

M‚- oSHko dSFkokl·

lkjka'k

Hkkjrh; lkaxhfrd ifjos'k esa d+Ookyh foèkk dks lYrurdkyhu ekuk x;k gSA Hkkjrh; ifjos'k esa
bldh izflf) ,dk,d ugha gqbZ cfYd blesa vusd ;qx yxs vkSj vusd dykdkjksa dh egRoiw.kZ Hkwfedk jgh
ysfdu bl xkf;dh dk ifjp; gksus esa vfèkd le; ugha yxkA Hkkjrh; d+Ookyh xk;dh ds ifjos'k esa f'k";
,oa oa'k&ijEijk ds foLrkj dks fn[kkus ds ifjizs{; esa dqN lk{; ns[kus dks feys gSa] tks bl izdkj fofnr
gSa& dksbZ Hkh xk;dh tc ih<+h&nj&ih<+h gLrkarfjr gksrs gq;s rhu ihf<+;ksa rd vius mlh :i esa Á;ksx
gksrh gS rc og xk;dh o ijEijk ?kjkuas ds :i esa LFkkfir gksrh gSA d+Ookyh xk;dh dh f'k"; ,oa
oa'k&ijEijk dh ckr djsa rks ;g flyflyk [+oktk eksbuqÌhu fp'rh jgerqYykvySg ls ÁkjEHk gqvkA buds
}kjk gh fgUnqLrku o fgUnqLrkuh laxhr esa d+Ookyh xk;dh dh uhao j[kh xbZA

eq[; 'kCn % oa'kkoyh] ed+cwy] flyflyk] èkeZLFky] vt+;e] izfrfufèkRo] lkerh A

izfof/k % fofHkUu iqLrdksa&if=dkvksa vkfn f}rh;d lzksrksa dk mi;ksx fd;k x;k gS A

· vflLVsaV çksQslj] xk;u foHkkx] ,dyO; fo'ofo|ky;] lkxj jksM neksg] eè;&çns'k

[+kkunku esa vkSj dbZ d+Ooky gq, muesa ls ,d muds
HkkbZ Fks vCnqYyk glu Q+Snh vkSj buds csVs gq, lker
fcu bczkfge lkerh ¼lkerh xw¡xsa dks dgk tkrk gaS½A

okD;k %& fut+keqíhu vkSfy;k ,d fnu iku [kk jgs Fks
rks mUgksusa lkerh dks ns[kkA mUgsa ns[kdj [+oktk lkgc
dks rjl vk;k fd [+kkunkuh d+Ookyksa ds cPps Fks fe;¡k
lkerh] rks mUgksusa viuk twBk iku muds eq¡g esa Mky
fn;k vkSj og Åij okys ds dje ls xkus yxs fQj
fut+keqíhu vkSfy;k ds [+kkud+kg esa d+Ookyh dk jax
cnyk pw¡fd muds eqjhnksa esa gt+jr vehj [+kqljks Hkh FksA
gt+jr vehj [+kqljks dh ek¡ fgUnw Fkh vkSj muds okfyn
vehj lSQ+qíhu rqdZ FksA tks lsUVªy ,f'k;k ds ot+ eksgkjk
esa jgrs FksA ogk¡ dh ekslhd+h eSFkeSfVDl dh czkap FkhA
bl laxhr txr~ ds yksx dgrs gSa fd d+Ookyh dk
bZt+kn vehj [+kqljks us fd;k] ;s fcYdqy xyr gS A
bUgksaus d+Ookyh dks c<+kok fn;k o yksxksa dks r¶+lhy o
tkudkjh nh vkSj d+Ooky cPpksa dks çf'kf{kr fd;k o
d+Ookyh xkk;dh dh rkyhe nhA fQj ehj lkerh ds
lkFk d+Ookyh dk flyflyk c<+k vkSj d+Ookyh ds fy;s
vehj [+kqljks us dqN lkt+ bZt+kn fd;s vkSj dqN u;s
lkt+ksa dk Á;ksx d+Ookyh esa ÁkjEHk fd;k tSls& rcyk]
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cSatks] flrkj] <+ksyd vkfn d+Ookyh esa ç;ksx gksuk 'kq:
gks x;kA mLrkn bd+cky vgen [+kk¡ lkgc dgrs gSa ;s
lc fnYyh esa gqvk vkSj gekjs ifjokj esa gqvkA ehj glu
lkoar vkSj ehj cqyk dykoar ;s nksuksa fnYyh vk;s vkSj
;ghsa jgs mLrkn bd+cky vgen [+kk¡ lkgc dgrs gSa
gekjk tks nfngkyh ifjokj Fkk oks dykorksa dk Fkk vkSj
ufugkyh ifjokj oks d+Ooky cPpksa dk FkkA ehj glu
lkoar blh flyflys esa vk;s A ml le; d+Ooky cPpksa
dk ?kjkuk cu pqdk Fkk ftlds [+kyhQ+k fe;ka vpiy
[+kk¡ lkgc cusA ml le; fe;ka vpiy [+kk¡ lkgc
fnYyh ds fdyk eksgYys esa jgrs Fks vkSj cgknqj 'kkg
t+Q+j ds njckjh vkSj muds mLrkn Hkh FksA blh rjg
;g ijEijk 'kkfxZnksa ls pyrh xbZ vkSj ckn'kkg t+Qj us
ljijLrh dh vkSj fe;k¡ rkujl [+kk¡ dh f'k";&ijEijk
vkxs pyhA fe;k¡ vpiy [+kk¡ ds HkkbZ fe;k¡ xqyke gqlSu
[+kk¡ tks mLrkn bd+cky vgen [+kk¡ ds okfyn mLrkn
pk¡n [+kk¡ lkgc ds ijukuk Fks] ;s flyflyk pykrs jgs A
fe;k¡ vpiy [+kk¡ ds 'kkfxZnksa esa fe;ka rkujl [+kk¡ tks
Mkluk ds jgus okys Fks ftudk uke Fkk dqrccD'k tks
dknj cD'k ds yM+ds Fks A dqrccD'k fe;ka vpiy [+kk¡
lkgc dk uke lqudj fnYyh vk;s vkSj muds 'kkfxZn gks
x;sA dqrccD'k dks 'kkg t+Q+j us rkujl [+kk¡ dh mikfèk
nhA fQj fe;k¡ vpiy [+kk¡ lkgc ds ckn 'kkfxZn ijEijk
esa mejko [+kk¡ lkgc us bl ijEijk dks vkxs c<+k;k]
rkujl [+kk¡ lkgc ds csVs Fks vkSj fe;k¡ vpiy [+kk¡ ds oks
'kkfxZn Hkh FksA vc rkujl [+kk¡ lkgc us 'kkfxZn ijEijk
esa [+;ky dks vkxs c<+k;k vkSj [+kkunkuh ijEijk esa fe;k¡
xqyke gqlSu [+kk¡ ds nkekn 'kadh [+kk¡ lkgc us d+Ookyh

dk flyflyk pyk;kA blh flyflys esa mLrkn bd+cky
vgen [+kk¡ lkgc ds okfyn vkSj mLrkn pk¡nw [+kk¡ lkgc
ds okfyn eEeu [+kk¡ lkgc us bl ijEijk dks vkxs
c<+k;k A fe;k¡ vpiy [+kk¡ ds ckn mLrkn pk¡nw [+kk¡
lkgc [+kkunkuh [+kyhQ+k cus ftUgksuas bl d+Ooky cPps
ijEijk dks vkxs c<+k;k vkSj lu~ 1980 esa mudk bardky
gks x;kA mlds ckn 1 Qjojh 1981 dks bl ?kjkus dk
[+kyhQk ds :Ik esa mLrkn bd+cky vgen [+kk¡ lkgc dks
[+kyhQ+k cuk;k x;k] os bl ijEijk dk orZeku le; esa
fuokZg dj jgs FksA budk bardky 17 fnlEcj 2020 dks
fnYyh esa gks x;kA

d+Ooky cPpk ?kjkus dh oa'kkoyh ¼fnYyh½&

Þd+Ooky cPpksa dk ?kjkuk ;k fnYyh ?kjkuk
fgUnqLrkuh 'kkL=h; laxhr ijEijk dk lcls iqjkuk
[+;ky dk ?kjkuk gSA bldh LFkkiuk vehj [+kqljks }kjk
gqbZA bl ?kjkuk ds lnL; dbZ ihf<+;ksa ls bldh xfjek
o eku Ck<+k jgs gSaA bl ?kjkusa dh LFkkiuk esa d+Ookyh]
rjkuk] vkSj [+;ky xk;dh dks j[kk x;kA bl ?kjkuk ds
xk;d bu lkjh foèkkvksa ds fy;s ekfgj o ikjxar gksrs
gSA bl ?kjkuk dks [+;ky vkSj d+Ookyh dk Ákphu ?kjkuk
ekuk tkrk gSA bl ?kjku dh oa'kkoyh dks n'kkZ;k x;k
gS tks bl Ádkj gS&

vehj [+kqljks] cM+s eqgEen [+kku] ?kXxs ut+hj
[+kku] okfgn [+kku] mejko [+kku] 'kknh [+kku] eqjkn [+kku]
rkujl [+kku] ulhj vgen [+kku] ckck ukflj [+kku]
cgkmÌhu d+Ooky] uqljr Q+rsg vyh [+kku ¼d+Ooky½]
Q+jhn v;kt+ vcw eqgEen d+Ooky] bd+cky vgen [+kkuß2
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gt+jr vehj [+kqljks

¼d+Ooky cPpk ?kjkuk½

12 d+Ooky cPps ¼f'k";½

fu;ker [+kku ¼lnkjax½

tSuqykcÌhu [+kku fQ+jkst+ [k+ku 'kDdj [+kku

¼vnkjax½

vpiy fe;k¡ cMs+ eqgEen [+kku

¼eujax½ laLFkkid ¼pednkj½

ehj dqrqc c[+l

rkujl [+kku

mejko [+kku X+kqyke x+kSl [+kku

la?kh [+kku vCnqy jghe o vCnqy djhe [+kku

cM+s eqckjd    cM+s eqjkn   okfjl vyh ?kXxs ut+hj   cM+s eqUuoj   oghn [kku   dqrqc vyh

vyh [+kku     vyh [+kku   [+kku [+kku     vyh [+kku     ¼chudkj½ [+kku

vyh cD+'k [+kku o Q+rsg

     vyh [+kku esokrh ?kjkuk ijEijk

ifV;kyk ijEijk ?kjkuk

eEeu [kku ¼laLFkkid½ lEeu [+kku lqx+jk [k+ku dkys [+kku

jet+ku [+kku eEew [+kku

[+kku tksgu pk¡n [+kku     cqUnw [+kku   mLeku [+kku

¼ok;fyu½      lkjaxh      eksgEen vyh [kku

[+kku tgwj fgyky       t+Q+j vgen [+kku ldhy vgen [+kku    ukflj  lqjlkxj

vgen [kku vgen [+kku ¼flrkj oknd½ ¼rcyk oknd½     vgen [kku

¼ok;fyu½

bd+cky vgen [kku dkejku vgen [+kku bejku vgen [+kku rUohj vgen [+kku
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d+Ooky cPpksa ds gh lUnHkZ esa jsxqyk cq[k+kZr
dqjS'kh th dk dguk gS fd ^At Nizamuddin auliya,
the hereditary Qawwal community traces its de-
scent to the original Qawwali singers who are
said to have been trained by amir khusro him-
self, and who are known as Qawwal bachche^3

blls ;g irk pyrk gS fd fut+keqÌhu vkSfy;k dh
ckjx+kg esa] oa'kkuqxr d+Ooky leqnk; ewy esa vius oa'k
dk irk yxkrk gSA d+Ookyh xk;dksa ds ckjs esa dgk tkrk
gS fd mUgsa [kqn vehj [+kqljks us Áf'kf{kr fd;k Fkk] vkSj

ftUgsa d+Ooky cPps ds uke ls tkuk tkrk gS] ¼ewy
d+Ooky oa'k½A fut+keqÌhu vkSfy;k ds lkFk mudk tqM+ko
èkeZLFky dh vk; ls ,d ,sfrgkfld gdnkjh ¼eksgEen½
esa fufgr gSA d+Ooky cPpksa dh Jà[kyk oSls rks fgUnqLrku
esa gS gh ysfdu ,d Jà[kyk vkSj ns[kus dks ÁkIr gksrh gS
tks vkt ds le; esa ikfdLrku esa gS ysfdu mudk
okcLrk ;gha ls gS tks le;&le; ij fgUnqLrku esa
vkdj viuk Án'kZu djrs gSa vkSj vius ?kjkus ds vfLrRo
dk ih<+h&nj&ih<+h fuokZg dj jgs gSa ftldk oa'k&o{̀k
bl Ádkj gS&

rkujl [+kku

¼ehj dqrc cD'k½

x+kSl [+kku mejko [+kku

ljnkj [+kku

bczkfge [+kku vCnqydjhe [+kku  vCnqyjghe [+kku   vCnqyvt+he [+kku  lqyseku [+kku

eqa'khjt+hmíhu vCnqygehn [+kku

ulh#íhulkeh]

Q+jhnv;kt         vcweqgEen xqykevdje vyhvdcj futkeqíhulkeh

?k;wj vgen] eksbtqíhu]         xqykeeqLrQk] get+kvdje QÙksgqy [+kSj]

eqckjd glu] t+jkj vgen] eqgEen 'kkg] rSewjvdje] vcwrqjkc

'kkg ckyh?k] rglhu Qokn jt+hmíhu vCnqyvdje

eqgEen 'kkg ̂ jaxhys* ds ;qx esa& dqN d+Ooky
bl Ádkj ÁkIr gksrs gSaA rkt [+kk¡] xqyke jlwy] tkuh]
eqbZuqíhu cqjgkuh] têk] vYykg cans] lokn [+kk¡ <kjh]
jghe [+kk¡] Kku [+kk¡] nkSyr [+kk¡] gM~Mw bR;kfn d+Ookyksa
dks ik;k tkrk gSA vkSj] vBkjgoha 'krh ds mÙkjkèkZ esa&
tkuh fe;ka] xqyke jlwy] “kDdj vkSj eD[ku d+Ooky]
lksuk d+Ooky cPps] xkew d+Ooky] vkSj “kksjh fe;ka] ,oa
vxyh ih<+h ds d+Ookyksa esa cM+s eqgEen [+kk¡ ,oa vgen
[+kk¡ bR;kfn feyrs gSaA4

Þt+ukc vter gqlSu [+kk¡ eSd'k th& vius
ys[k ^^d+Ookyh dh vgfe;r** esa dgrs gSa fd] d+Ookyh
vfèkdrj lwfQ+;ksa ,oa cqtqxkZsa ds njxkgksa ,oa lek[k+kuksa

bR;kfn esa gksrh gSA ogk¡ d+Ookyh dh pkSdh fu;qDr gksrh
gS] tSls vtesj 'kjhQ] nsgyh] esgjkSyh] cjsyh] dfy;j
'kjhQ+] xqycxZ bR;kfn ,sls LFkku gSa] tgk¡ ijEijkxr
d+Ookyh xk;h o lquh tkrh gSA d+Ookyksa esa cjsyh ds
eqckjd vyh] y[kuÅ ds eqgjZe vyh] gSnjkckn ds
vt+ht vgen] nsgyh ds buke vgen] buds vykok
t;iqj okys vkf'kd+vyh [+kk¡] yyu iêuc[+k] fe;k¡ ut+hj
gehn] xqykec[+r] dYyu [+kk¡] cUus [+kk¡] cCcw [+kk¡ vkSj
vCnqy djhe [+kk¡ lkgc] bl Ádkj lwfQ+;ksa ds lkFk
d+Ooky jgk djrs FksA blh Ádkj] gkth vCnqy jgeku
[+kk¡ nsgyoh] dRrq ut+hj nsgyoh ges'kk lwfQ+;ksa ds lkFk
jgsA
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buds vykok iatkc esa jger d+Ooky ikVhZ e'kgwj gSA budk [k+kunku bl Ádkj gS&

nknk djhe

jger d+Ooky

bd+cky jger bj'kkn jger fulkj jger 'ke'kkn jger

tkosn jger lyhe bd+cky

fgUnqLrkuh vkSj bZjkuh laxhr ds feJ.k ls
d+Ookyh xk;dh ds ?kjkuksa dk mn~xe gqvk tks eq[; :i
ls bl Ádkj gS& d+Ooky cPpksa dk ?kjkuk fnYyh]
¼Mkluk½] [+kqtkZ] fldUnjkckn] gkiqM+] fejt] vkxjk]
vyoj] cM+kSnk] okjk.klh] bUnkSj] t;iqj] dPN] csgV]
vkSj tkSuiqj vkfn ?kjkus vc Hkh ns[kus dks feyrs gSaAß5

fu"d"kZ %

bl ys[k ds ekè;e ls d+Ookyh dh vt+;e
¼fo'kky½ fojklr dks fn[kkus dh dksf'k'k dh x;h gS tks
fgUnqLrku o fgUnqLrkuh laxhr i)fr esa viuk fo'ks"k
LFkku j[krh gS ftlesa fu"d"kZr% fgUnqLrkuh laxhr i)fr
esa d+Ookyh dh uhao rks ,d O;fDr [+oktk eksbuqÌhu
fp'rh }kjk j[kh xbZ] ijUrq bldh oa'k@f'k";&ijEijk
d+Ookyh dh Áflf) o yksdfÁ;rk dk ÁR;{k Áek.k gSA
orZeku le; esa d+Ookyh dh 'kk[kk,¡ Hkkjr ds lkFk&lkFk

ikfdLrku esa Hkh ÁkIr gksrh gSa] ftldk ÁfrfufèkRo
orZeku esa d+Ooky dykdkj b'd+s gd+hd+h o b'd+s fet+kt+h
ds lkFk dj jgsa gSaA

lanHkZ lwph %

1- ;tqosZnh] lqykspuk( [+kqljks] rkulsu rFkk vU; dykdkj( çFke
laLdj.k( ubZ fnYyh % jktdey çdk'ku] 1976( iå̀ 202&203-

2- En.m.wikipedia.org>wiki>Qawwl bacchon gharana

3- Qureshi, Regula Burckhardt; Sufi Music of India and
Pakistan; first edition; New York : Cambridge
University, 1986; P.99.

4- ;tqosZnh] lqykspuk( [+kqljks] rkulsu rFkk vU; dykdkj( çFke
laLdj.k( ubZ fnYyh % jktdey çdk'ku] 1976( iå̀ 203-

5- jlwy] xqyke( Þd+Ookyh % ,d vè;;uß( laxhr ¼d+Ookyh vad½(
vad 01&02( gkFkjl % laxhr dk;kZy;( tuojh&Qjojh] 1979(
iå̀ 54-
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^^;% èkkj;rs bfr l èkeZ%**1

èkeZ laxhr dh vkRek gS blh ls rhuksa yksd dk
l̀tu gqvk gSA èkeZ dk rkRi;Z gS èkkj.k djukA ;fn èkeZ
'kCn dks foLrr̀ vFkZ esa fy;k tk; rks mldk vFkZ gS
^drZO;*A blesa ekuo ds lHkh èkeksaZ dk lekos'k gks tkrk
gSA euq"; dk euq"; ds çfr drZO;] ns'k ds çfr drZO;]
ekuork ds çfr drZO; ,oa ml ije'kfä ds çfr drZO;
ftlus lEiw.kZ l̀f"V dks lapkfyr ,oa fu;af=r fd;k gS]
lHkh èkeZ dgykrs gSaA2 vr% ;g fu%ladksp dgk tk ldrk
gS fd èkeZ euq"; dks mlds mÙkjnkf;Roksa o drZO;ksa ls
voxr djrk gS rFkk gesa uSfrd iFk ij vfMx jgus dk
lans'k nsrk gSA

euq us ^euqLef̀r* esa èkeZ lEcafèkr 'kCn dks bl
çdkj mtkxj fd;k gS fd èkeZ dh igpku Jqfr ds vkns'k]
Lef̀r;ksa ds mins'k] lkèkq tuksa dk O;ogkj ,oa Lo;a ds
vkRek dh larqf"V bu pkj y{k.kkas ls gksrh gS vFkkZr~ &

^^osn% Lef̀r lnkpkj% LoLFk p fç;ekReu% A

,rP;qrfon~ çkgq: lk{kkr~ èkeZL; y{k.ke~AA3

leLr lalkj esa ekuo ds drZO; yxHkx ,d
gh leku gS ijarq fofHkUu oxksaZ ds yksxksa us bu drZO;ksa
ij èkeZ dk ifjos'k p<+kdj fofHkUu –f"Vdks.kksa ls budk

· laxhr foHkkx] VSxksj Hkou] pkS/kjh nsoh yky fo'ofo|ky;] fljlk

ckS) èkeZ esa laxhr dk çpkj&çlkj

nhid oekZ·

'kksèk&vkys[k lkj

ekuo thou dkykarj ls gh HkkSfrd o lkekftd fodkl ds lkFk vusdksa lekos'kksa esa mUufr
djrk vk;k gSA le; le; ij euq us vius lkekftd thou dks lgstus ds fy, okLro esa miyCn oLrqvksa
,oa lkèkuks dk lgkjk fy;k gSA blh çdkj èkeZ euq"; ds thou dh ,slh dM+h gS blds thou ls eR̀;q rd
thoar jgdj bls Tofyr j[krh gSA Hkkjrh; lH;rk esa gj ekuo fdlh us fdlh èkeZ esa tqM+k gS ,oa vkthou
mldk çpkj Hkh djrk jgk gSA gj èkeZ esa vkt laxhr dh ekStwnxh ,oa lqxaèk gSA gj èkeZ esa laxhr dh ,slh
Tokyk gS ftlus laxhr dk lgkjk ysdj vius vius èkeZ xq#vksa dh vkthou lsok ,oa vkjkèkuk dh gSA
fu%lansg gh gj èkeZ esa euq"; vkt laxhr dh èofu esa Mwcdj vius èkeZ dh mikluk djrk gS vkSj vius
thou dk fuokZpu djrk gSA blh lanHkZ esa ckSèk èkeZ ,oa ckS) dkyhu laxhr ds çpkj&çlkj o ijLij lacaèk
dks bl 'kksèk&i= esa n'kkZ;k x;k gSA

eq[; 'kCn % laxhr dyk] ckS) èkeZ] vkè;kfRed laxhr] ckS)dkyhu laxhr]

'kks/k&izfof/k % bl 'kks/k&i= ds fy, f}rh;d lzksrksa ls lgk;rk yh xbZ gS A

çpkj fd;k gSA oSfnd èkeZ] tSu èkeZ] cksèk èkeZ] eqfLye
èkeZ] fl[k èkeZ vkfn lHkh èkeksaZ us ekuo dks muds fofHkUu
drZO;ksa ds çfr ltx fd;kA

fopkj pkgs dqN Hkh gks ijarq lHkh èkeksaZ us vius
er çpkj ds fy, ,d tSls lkèku viuk, vkSj og gS
laxhr dk ekè;e vFkkZr~ lHkh us laxhr ds ekè;e ls
Hkkoksa dks tulkekU; rd igq¡pkus dk ç;Ru fd;kA fu%lansg
gh lHkh èkeksaZ us laxhr dks leku :i ls viuk;k ijarq
fQj Hkh lHkh èkeksaZ esa laxhr dh nsu ;k çHkko leku :i
ls i;kZIr ugha gSA fganw èkeZ esa laxhr dk LFkku loZçeq[k
gSA ;g loZfofnr gh gS fd laxhr dh mRifÙk ukn ls
ekuh x;h vkSj Hkkjrh; euhf"k;ksa us ukn dks czã dk
Lo:i ekuk gSA osnksa] egkdkO;ksa] iqjk.kksa] mifu"knksa o lHkh
èkeZ&xzaFkksa esa laxhr dks bZ'ojh; çkfIr dk lkèku fu%lansg
gh le>k x;k gS

ckS) èkeZ fganw èkeZ ls gh iuik gqvk gSA ;g
Hkkjr esa gh iyk c<+k vkSj ns'k&fons'kksa esa bl èkeZ dk
dkQh çpkj gSA fganw èkeZ esa vk;h gqbZ fo—fr;ksa dks nwj
dj u;k fu;e cuk ftls ckS) èkeZ ds :i esa tkuk tkus
yxkA bl èkeZ ds laLFkkid egkRek cq) us loZlkèkkj.k
turk ls vuqjksèk fd;k fd os vius èkeZ dk ekxZ Lo;a
[kkstsa] lquh&lquk;h ckrksa ij fo'okl u djsa rFkk Lo;a
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viuk çdkj cusaA4 blds vfrfjDr mUgksaus lkekftd
dqjhfr;ksa vkSj deZdkaM dk Hkh ?kksj fojksèk fd;k ftlds
QyLo:i ,d ljy lkèkkj.k o 'kq) èkeZ dh çkfIr gqbZA
egkRek cq) us pkj vk;Z lR;ksa dh [kkst dj dqN uSfrd
fu;eksa dh l̀f"V dh&

1- fdlh çk.kh dh gR;k ugha djuh pkfg,A

2- ml oLrq dks ugha ysuk pkfg, tks mls ugha nh xbZ A

3- >wB ugha cksyuk pkfg,A

4- eknd æO;ksa dk ç;ksx ugha djuk pkfg,A

5- O;fHkpkj ls lnk nwj jguk pkfg,A

ckS) fopkj èkkjkvksa ds vuqlkj ,slk ekU; gS
fd mi;qZä fu;eksa dk ikyu djus ls euq"; tUe&ej.k
ds pDdj ls foeqä gks tkrk gS rFkk mls vuar 'kkafr
dh çkfIr gksrh gSA ckS) dky esa eBksa esa ladhrZu dh
rjg laxhr dk çpyu çkjaHk gqvkA5

bl çdkj egkRek cq) dh f'k{kkvksa ds }kjk
yksxksa dh uSfrd mUufr gqbZA ckS) èkeZ esa laxhr dks dsoy
vkè;kfRed {ks= dh mUufr ds fy, gh pqukA Fksj&Fksfj
xkFkkvksa esa cq) ds opuksa dks xk&xkdj yksxksa rd
igqpkus dk dk;Z ckS) fHk{kq&fHk{kqf.k;ksa us mfpr <ax ls
fd;k tks ckS) fHk{kqvksa ds Hkko&ço.k xhrksa dk laxzg gSA
;g ,d laxhre; dkO; laxzg gS ftleas 422 xhrksa dk
laxzg gSA ;g xzaFk fHk[kqvksa ds }kjk gh jpk x;k gS o
mYysf[kr xhr jkx&jkfxfu;ksa esa c) gSA6

bl dky esa laxhr dk vR;ar çeq[k LFkku Fkk]
tSls ,d lkèkkj.k nfjæ dU;k Hkh vkx tykus gsrq bZaèku
miou esa xk&xkdj ,d= djrh FkhA oh.kk dh ra=h
vkSj xku ds Lojksa esa eèkqj lkeatL; jgrk Fkk& *'rkafrLljsu
xhrLlsje xhrLlsjsu rkafrLljsu vfUrfDeRok ekèkqjsu
lqjsu xkf;* ¼tkrd f} ì 329] & i ̀188½ A ok|ksa ds fy,
çk;% *rqjh;kfu* 'kCn dk ç;ksx feyrk gSA7

ckS) dky esa rr] forr] ?ku o lqf"kj&bu
ok|ksa dk mYys[k feyrk gS tks çpqj ek=k esa ns[kk tk
ldrk gSA rr~ ok|ksa ds vUrxZr& oh.kk] ifjokfnuh]
foiaph] oYyfd] egfr] udqyh] dPNih rFkk rqach oh.kk
dk uke mYys[kuh; gSA vou) ok|ksa esa& eǹax] i.ko]
Hksjh] fMfEMe] rFkk nqanqEHkh dk mYys[k tkrdksa esa vusdksa

ckj gqvk gSA ?ku ok|ksa esa ?kaVk] >Yyjh rFkk dkaL;rky
dk uke gS] lqf"kj ok|ksa esa 'ka[k] rw;Z] dqjky] 'kàx vkfn
ok|ksa ds lanHkZ esa mYys[k jfpr gSA8

ckS) èkeZ çpkjd vkSj laxhrdkj ns'k esa lewgksa
esa Hkze.k fd;k djrs FksA mUgksaus èkkfeZd dk;ZØeksa dks
ladhrZu dk uke fn;k o lewg xk;u gkjeksfud gksrk
FkkA çR;sd xk;d oÙn dks vkB rkj dh oh.kk ¼ftls
*gkiZ* Hkh le>k tkrk gS½ o mUgsa mlds lax ;g funsZ'k
fn;k tkrk Fkk fd ;fn mudh oh.kk Loj&foghu gks
tkrh gS rks os viuh oh.kk dks taxy ds tkuoj tSls
i'kq&if{k;ksa dh èofu ls LFkkfir dj ysa D;ksafd mudh
cksfy;ka euq"; dh cksyh ls feyrh&tqyrh Fkh A

vk¡pkjax ds pkj lw= ds 2]3]8 ls irk pyrk gS
fd os.kq ¼ckalqjh½ dk bl dky esa i;kZIr çpkj FkkA
Hkkjgqr vkSj lk¡ph ds Lrwiksa ij ,d lkFk nks os.kq ctkus
okys fp=ksa dk mYys[k gSA

cq) pfjr ls ;g Li"B gS fd rRdkyhu var%iqjksa
esa egrh oh.kk] eǹax] i.ko] rw;Z] os.kq vkfn ok|ksa dk
oknu rFkk xk;u euksj atukFkZ fd;k tkrk FkkA
*firìq=lekxe* uked dFkk esa mYys[k gS fd cq) ds
tUeksRlo ij ik¡p lkS ok|ksa dk oànoknu gqvk FkkA9

,l&fcy us vius xzaFk *nh jksekafVd yhtsaM
v‚Q 'kkD; cq)k* esa fy[kk gS fd jktk 'kq)ksèku us xkSre
dks oSjkX; ls foeq[k djus ds fy, jktçklkn ds var%iqj
esa lgL=ksa ok|ksa dks ,d= fd;k FkkA blds vfrfjä
uR̀; vkSj xku dks Hkh lfEefyr fd;kA

ckS) dky esa ukVdh; çn'kZu esa jkxksa ds uke
ls cgqr&lh èkqusa ukVd dh fo"k;&oLrq ds vkèkkj ij
fudkyh tkrh gSA vkfr;k csxe us viuh iqLrd Hkkjrh;
laxhr ¼MUSIC of INDIA½ esa ,d iqLrd dk lanHkZ
fn;k gSA bl iqLrd dks vkBoh 'krkCnh esa bZjku esa
fy[kk x;k gSA bl iqLrd esa ckS) laxhrdkjksa ds foosd
rFkk Kku ij çdk'k Mkyk gSA mUgksaus Hkkoh laxhr ds
fy, lkaxhfrd ?kquksa dk vikj HkaMkj NksM+k gSA lalkj dk
dksbZ Hkh ns'k laxhr ds {ks= esa bldh rqyuk ugha dj
ldrkA10

blh dky esa ;fn uR̀; ds lanHkZ esa ckr djsa rks
;g Hkh mfYyf[kr gS fd ukVdksa dk çn'kZu eap ij
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fd;k tkrk FkkA bu ukVdksa ds }kjk dgkuh dh dFkkoLrq
dks eap ij fn[kk;k tkrk gSA *VîwLV* o *fMLdks* uked
uR̀; Hkh fd;k tkrk FkkA eap ij vfHku; ds oä nqanqEHkh]
MQ] Me:] rk'kk] eǹax] rqjhZ] oh.kk vkfn ok| eq[; :i
ls ç;qä fd, tkrs FksA11

vr% ckS) dky esa laxhr ds fo"k; esa lqçfl)
laxhr 'kkL=h veynkl 'kekZ dk ;g dFku vR;ar
egRoiw.kZ gS& *f'kfYi;ksa dks lekt dh eq[; ?kVukvksa
dk fp= vk¡dus ds fy, jktkKk gksrh Fkh *A vtkr'k=q
dk cq) n'kZu ds fy, xk;u&oknu djrs gq, tkuk o
lezkV v'kksd dh jke&xzke ;k=k vkfn ?kVuk,¡ laxhr
–f"V ls fo'ks"k mYys[kuh; gSaA mikluk –';ksa esa ekuo
ds vfrfjä ;{k] ukx] vIljk] fdUuj rFkk xUèkoksaZ dks
laxhr dk miknku cuk;k x;k gSA ckS)dkyhu lekt esa
*cq)e~ 'kj.ke~ xPNkfe*] *la?ka 'kj.ke~ xPNkfe* vkfn dk
ukn tks y;c) lajpuk ds :i esa ?kksf"kr fd;k x;k Fkk
og lSdM+ksa o"kksaZ rd xqatk;eku jgkA12 caxky ds p;kZxhr
o cztxhr vkfn lU;kfl;ksa ds fy, vkpj.k ,oa fu;e
dh okpd xkFkk,¡ FkhaA lk;adkyhu vaèkdkj ds leku ;s
xhr jgL;e;h gksrs x;sA orZeku esa ;s xhr&jhfr;k¡
vçpfyr gSa fdarq vusd ckS) xzaFkksa esa budk mYys[k
fuf'pr gh feyrk gSA

egkRek cq) us ml laxhr dks fuf"k) ekuk tks
vkè;kfRed mUufr esa ckèkd gksA yfyr foLrkj esa ;g
dFku jfpr gS fd ckS) egkRek dh ekrk ek;k nsoh Lo;a
dykfuiq.k FkhaA mudk urZdh ,oa laxhrKk ds :i esa
fo'ks"k lEeku FkkA +*lqeaxyfoykfluh* uked xzaFk ds
vuqlkj dk'kh ujs'k ds var%iqj esa vusdksa ufrZfd;ksa dks
fu;qä fd;k x;k FkkA ckS) dky esa laxhr rFkk ukVîdyk
dks jktkJ; çkIr FkkA jktlHkk esa xk;d] oknd ,oa
urZd fu;qä fd, tkrsA *fefyin.M* esa jktlHkk ds
vUrxZr 1600 ufrZfd;k¡ fu;qä dh xbZ Fkha] ,slk ladsr
feyrk gS& *lksyLlq ukVdhlgLls'kw*A blds vfrfjä
çlaxo"kkr jkT; dh dq'ky xf.kdkvksa dks xk;u] oknu
rFkk uR̀; ds fy, vkeaf=r fd;k tkrk FkkA13

,d çlax esa *dqcy;k* uked dU;k tks laxhr
foèkk esa fuiq.k Fkh rFkk tks vius laxhr ds }kjk vius
lkSan;Z dk çn'kZu djrh Fkh] og xkSre cq) dh vkè;kfRed
'kfä dks ns[k dj muds pj.kks esa fxj iM+rhA rc

Hkxoku cq) us dgk& èkeZ dk ekxZ lcds fy, [kqyk gSA
lalkj nq[kkfXu dh Tokyk ls çTTofyr gks jgk gSA rqe
viuh vkRek dk laxhr txkvksA og vkè;kfRed laxhr
gh fo'o dY;k.kdkjh gksxk vkSj og vkè;kfRed laxhr
gh fo'o esa ,d uoT;ksfr dk vkfoHkkZo djsxkA

bl çdkj xkSre cq) us mlh laxhr dks
loZlEefr nh tks vkè;kfRed lkèkuk ds fy, ckèkd u
gksA ckS) okM~%e; esa laxhr dk mYys[k ukeek= dks gh
feyrk gSA ;fn feyrk Hkh gS rks fdlh&u&fdlh çlax
ls tqM+k gqvk feyrk gSA

tkrd dFkkvksa esa ikyh f=fiVdksa esa lqÙkfiVd
ds xzaFk nh?kZ uk;d fudk;] ef>e fudk;] la;qä fudk;]
vaxqrj fudk; vkfn esa fo"k; fiVd ds xzaFk egkoXx
vkSj pqYyoXx esa Fksj Fksjh xkFkkvksa esa mnku vkfn lkfgR;
esa laxhr lEcafèkr vusd çlax çkIr gksrs gaSA buds
vfrfjä vonku lkfgR; esa fo'ks"k dj fnO;konku xzaFk
esa ckS) dkyhu laxhr dh tkudkjh dqN vfèkd ek=k esa
gesa çkIr gksrh gSA14 ckS) dky esa r{kf'kyk] okjk.klh]
ukyank] foØe'khyk rFkk rnariqjh vkfn fo|knku ds
çeq[k dsaæ FksA blesa okjk.klh esa laxhrkè;;u dk dk;Z
Lora= :i ls pyrk FkkA ukyank] foØe'khyk rFkk
rnariqjh esa Hkh xaèkoZ dk Lora= fudk; Fkk A laxhr ds
fy, ^xaèCosn^ vFkok ^xaèkoZosn^ laKk Fkh ftlds varxZr
xhr] okfnr] uR̀; v[[kkue vkfn dk lekos'k FkkA
v[[kku ds varxZr çkphu v[[kku rFkk ohj xkFkkvksa
dk xk;u lfEefyr FkkA 'kkjaxnso ds ^laxhr jRukdj*
xzaFk ds vè;k; 5 esa ckS)dkyhu laxhr f'k{kk nsus dh tks
i)fr gS mlesa mUgksaus xk;u dks o.kZ] xk;u dk;Z dks
o.kZ vFkok jax dk uke fn;k gSA blds pkj foHkkx fd,
x;s gSa& LFkk;h] vkjksgh] vojksgh o lapkjhA ckS) dky esa
fuEu çdkj ds Hkfä xhr çpfyr Fks& Hktu] dhrZu]
ladhrZu] uxj dhrZu] efgek ¼iatkch xhr½] dOokyh
bR;kfnA15 budk çn'kZu ckS)dkyhu fp=ksa esa gSA ckS)
dky esa uR̀; rFkk xk;u dk vHkwriwoZ fodkl gqvk A
ckS) fHk{kq ns'k&fons'kksa esa xkrs ukprs vkSj laxhr ok|
ctkrs gq, èkeZ dk çpkj djrsA mudk çeq[k mins'k
egkRek xkSre cq) ds mins'kksa dh f'k{kk nsuk o mudk
çpkj djuk FkkA HkhM+ dk è;ku vkdf"kZr djus ds fy,
mUgksaus uR̀;&xk;u dk ekxZ viuk;kA16
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bl dky esa Hkxoku cq) ds leLr fl)karksa dks
xhrksa dh yfM+;ksa esa fijks fn;k x;k FkkA xkoksa o uxjksa esa
csgn [kwclwjr <ax ls xk;u dj leLr turk dks
tkxj.k dk iFk fn[kyk;kA tkrdksa esa uR̀; dk mYys[k
dbZ LFkkuksa ij feyrk gSaA blh dky [kaM esa cukjl ds
lehi jgus okys ,d urZd dh dFkk çpfyr gSA

bl dky esa xkSre cq) ds vkn'kZ dky esa
vusd lqUnj xhrksa dh jpuk gqbZ o blh lanHkZ esa
*yadkorkj& lw=* esa of.kZr gS fd Hkxoku cq) ds n'kZu
gksus ij jko.k us vius Ldaèk ls yVdrh gqbZ oh.kk ds
egklqjksa ls ;qä xkFkk&xku vkjaHk fd;kA oh.kk&oknu
baæ uhyef.k naM ls fd;k tk jgk Fkk rFkk ml ij
Lojkofy dk oknu fd;k tk jgk Fkk& "kM+t] _"kHk]
xkaèkkj] èkSor] fu"kkn] eè;e rFkk dSf'kdA17

ckS) fHk{kqvksa us çkjaHk esa xzke&ewPNZukvksa ds
vkèkkj ij èofu dh jpuk dh] fdarq dqN le; mijkar
mUgksaus mu ewpZNukvksa dk tkrh&xk;u ds :i esa çpkj
fd;k tks dkQh le; rd çpfyr jgsA mUgksaus Jqfr
la[;k ds vkèkkj ij 19 fo—r Lojksa dk Hkh vkfo"dkj
fd;k vkSj yxHkx çFke 'krkCnh esa 12 Lojksa dks lkaxhfrd
:i fn;kA18

mlds mijkar mUgksaus ekuo ds vkRe&mRFkku
ij mins'k nsuk çkjaHk fd;k ftlds fy, jkx&xk;u
tSlh foèkk dk lgkjk fy;k o ;g dk;Z dbZ 'krkfCn;ksa
esa iwjk gqvkA

fu"d"kZ %

ge ;g dg ldrs gS fd ckS) xzaFkks ds
jpuk&dky esa laxhr ds oSfnd rFkk ykSfdd nksukas i{kksa
dk çpyu leku :i ls FkkA lkeosn dh f'k{kk oSfnd
vè;;u ds varxZr ekuh tkrh Fkh rFkk f'kYi dyk ds
:i esa xaèkoZ dk varHkkZo fd;k x;kA rRdkyhu
fo'ofo|ky;ksa esa xkèkoZ rFkk lkeosn dh f'k{kk ds fy,
iF̀kd&iF̀kd foHkkx gSA lqlaL—r O;fä dk vko';d
xq.k dyk&eeZKrk ekuk tkrk gS o blh ds vkos'k esa
euq"; vius thou dk çlkj djrk gSA blh èkeZ vkSj
laxhr ds lkeatL; esa vius thou ds gj ioZ o ?kVuk
dks Hkyh Hkk¡fr O;rhr djrk gSA lkafxfrd i{k euq"; esa
uohu Økafr ,oa ltxrk çnku dj mlds dk;Z esa

uofuekZ.k dh LQwfrZ çnku djrk gSA bl rjg ckSèk èkeZ
o laxhr dk lekos'k vkt o fofo/k :iksa ls vkus[ks
igyqvksa dh utj ls ns[kk tk ldrk gSA vr% fu"d"kZr%
;g ekuk tk ldrk gS fd ckS) lkfgR; ,oa dyk ds
ekè;e ls bl ;qx esa laxhr dk çpkj&çlkj ekuo dY;k.k]
vkRe mRFkku *l)eZiqaMfjd* esa laxhr dk vfèkdka'k mYys[k
iwtk ds midj.k :i esa gqvkA19 ckS) ;qx dk lekt
laxhr ds vkè;kfRed lkSan;Z ls iw.kZr% ifjp; çkIr dj
pqdk FkkA blfy, ;g dky laxhr dh –f"V ls vU;ar
lef̀) jgk gSA blh lanHkZ esa Lokeh çKkuan th us vius
fopkj bl çdkj fn;s gSa& “There were two principal
tunes- Bodhisattva and Bairo, which were
afterward introduced in Japan by an Indian
Brahmin named Bodhi in eighty century A.D.
The tune bodhi sattva was prescribed exclusively
for Buddhist Bhikshus in religious functions and
perhaps this name of tune was given after the
name of Lord Buddha or the Brahmin Bodhi.
As regards the tune Bairo, some are of the
opinion that it was no other than raga Bhairavi
of Indian System of Music.”20

ck S) ; qxhu laxhr vkRek s R F k ku vk Sj
ekuo&dY;k.k dk ifjpk;d jgk A
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Introduction :
Background and Significance of Music

in Human Society: Throughout the course of
history, music has held a pivotal position within
human societies, surpassing cultural confines
and functioning as a  potent vehicle for
communication. Across diverse eras, from
antiquity to the modern day, music has
intricately entwined itself with the very essence
of human life. It has harmoniously accompanied
an array of experiences including festivities,
rituals, formal observances, and even the
mundane rhythms of daily life. With its profound
capacity to stir profound sentiments, stimulate
contemplation, and ignite motivation, music
stands as an influential force. In every corner of
the world, diverse musical traditions have
emerged, reflecting the unique cultural, social,
and historical contexts of different societies.
Music serves as a universal language that
communicates emotions, values, and ideas,

Music and Social Bonding: Analyzing the Role of Music in
Building and Strengthening Relationships
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transcending linguistic barriers and connecting
people across different backgrounds. Whether
through the enchanting melodies of classical
compositions, the vibrant beats of African
drumming, or the infectious rhythms of Latin
American music, music resonates with
individuals on a profound level. The significance
of music goes beyond its artistic and
entertainment value. It has the power to shape
and influence individual and collective
identities, contributing to the formation of
cultural and subcultural groups. Musical
preferences and tastes often serve as markers of
social identity, allowing individuals to find
belonging and connect with like-minded
individuals.

Definition of Social Bonding and its
Importance in Relationships : Social bonding
refers to the process of forming and
strengthening connections, attachments, and
relationships between individuals. It involves the
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development of trust, mutual understanding, and
emotional closeness. Social bonds are crucial
for human well-being, as they contribute to
feelings of belongingness, support,  and
fulfillment. Strong relationships fostered
through social bonding have numerous benefits
for individuals and communities. They provide
emotional support, reduce feelings of loneliness
and isolation, and contribute to overall life
satisfaction. Social bonds are the foundation of
social networks, which in turn enhance social
capital and facilitate cooperation and
collaboration within communities.

Within the realm of interpersonal
connections, social bonding encompasses a
variety of relational ties, ranging from
friendships and romantic partnerships to family
connections and community affiliations. The
establishment and upkeep of these relationships
demand invested effor t, effective
communication, and the sharing of collective
experiences. Considering both the integral
position of music in human societies and the
undeniable importance of social bonding within
relationships, it becomes imperative to delve
into the intricate interplay between music and
social bonding. This scholarly article endeavors
to examine the manner in which music exerts
its influence on the construction and
reinforcement of relationships, thus illuminating
the multifaceted function of music in cultivating
social affinities. By scrutinizing viewpoints from
psychological, sociological, and neurological
standpoints, this paper aspires to furnish a
holistic comprehension of the mechanisms by
which music nurtures social ties. Furthermore,
it delves into the implications of music’s role in
nurturing relationships, encompassing
interpersonal communication, group cohesion,
and overall emotional well-being.

The Psychological Perspective:

Emotional contagion and empathy

through music are powerful mechanisms
through which music facilitates social bonding
and enhances relationships. When individuals
listen to music together, they often experience
a phenomenon known as emotional contagion,
where the emotions expressed in the music can
be transmitted and shared among listeners. This
process occurs through the activation of mirror
neurons in the brain, allowing individuals to
empathize and resonate with the emotions
expressed in the music.

Shared musical preferences play a
significant role in identity formation and
relationship building. People often connect and
form bonds with others who have similar
musical tastes, as shared musical preferences
can reflect common values, experiences, and
identities.  Through the exchange and
exploration of music, individuals can express
their personal identities and find resonance with
others, fostering a sense of belonging and
connection. Music also plays a crucial role in
self-disclosure and trust building within
relationships. When individuals share their
favorite music or engage in musical activities
together, it creates opportunities for self-
expression and vulnerability. Sharing personal
musical preferences can be seen as a form of
self-disclosure, allowing individuals to reveal
their inner thoughts, emotions, and experiences
through the music they resonate with. This
mutual self-disclosure through music deepens
understanding and fosters trust among
individuals, leading to stronger and more
intimate connections.

Furthermore, music can serve as a
bridge for communication and understanding in
relationships. It provides a shared language
through which individuals can express and
convey emotions that may be difficult to
articulate verbally. The emotional and symbolic
nature of music allows for a deeper level of
communication and empathy, transcending
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language barriers and facilitating emotional
connection. This shared emotional experience
promotes mutual understanding, empathy, and
compassion, strengthening the emotional bonds
between individuals. The impact of music on
fostering relationships goes beyond just
emotional ties; it also plays a crucial role in
cult ivating trust within interpersonal
connections. Participating in joint musical
endeavors, like being part of a band or a choir,
necessitates collaboration, synchronization, and
interdependence. As individuals engage in the
collective process of craft ing music, a
foundation of trust and dependability naturally
evolves among them. The cooperative essence
of musical creation nurtures teamwork and unity,
fortifying favorable social dynamics and
bolstering the bonds between individuals.

In conclusion, emotional contagion and
empathy through music, shared musical
preferences, and the role of music in self-
disclosure and trust building all contribute to
the ability of music to build and strengthen
relationships. Music serves as a powerful
medium for emotional connection, identity
formation, and self-expression. By sharing
musical experiences, individuals deepen their
understanding of one another, foster empathy,
and build trust, leading to more fulfilling and
resilient relationships.

The Sociological Perspective:

Rituals, ceremonies, and communal
music experiences hold great significance in
fostering community building and social
cohesion. Throughout history, music has played
a central role in various cultural and religious
rituals, bringing people together in shared
experiences that reinforce social bonds and
collective identity.

Rituals and ceremonies often
incorporate music as a fundamental element,
creating a sense of unity and belonging among

participants. The synchronized movements,
chants, and rhythms within these rituals promote
a shared sense of purpose and create a collective
identity. By engaging in these communal music
experiences,  individuals feel a sense of
connection to something larger than themselves,
reinforcing social cohesion and strengthening
the fabric of the community. Music serves as a
powerful tool for community building by
providing a platform for collective expression
and shared experiences. In community settings,
music can serve as a common language that
transcends cultural, linguistic, and social
barriers, facilitating communication and
understanding. Whether through singing,
dancing, or playing instruments together,
individuals can participate in the creation of
music, fostering a sense of unity and
cooperation.

Furthermore, music festivals have a
profound impact on social relationships by
bringing together individuals who share a
common love for music. These events create a
unique social environment where people from
diverse backgrounds come together to celebrate
and enjoy music. Music festivals provide
opportunities for social interactions, networking,
and forming new connections. Shared
experiences and a shared passion for music
create a sense of camaraderie among festival-
goers, fostering a sense of belonging and
collective identity.

Music festivals also serve as platforms
for cultural exchange, promoting tolerance, and
understanding among different communities.
They showcase a variety of musical genres,
styles, and traditions, exposing participants to
new and unfamiliar sounds. Through this
exposure, individuals develop an appreciation
for diversity and cultural richness, leading to
greater social integration and acceptance.
Moreover, music festivals contribute to the local
economy and community development by
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attracting visitors,  creating employment
opportunities, and supporting local businesses.
The social and economic impact of music
festivals extends beyond the event itself,
creating a ripple effect that benefits the broader
community.

In conclusion, rituals, ceremonies,
communal music experiences, and music
festivals all contribute to community building,
social cohesion, and the development of social
relationships. By engaging in collective music-
making and participating in shared musical
experiences, individuals forge connections,
foster a sense of belonging, and strengthen their
relationships with others. Music serves as a
powerful medium for creating unity, promoting
cultural exchange, and enhancing social
interactions, ultimately contributing to the
overall well-being and vitality of communities.

The Neurological Perspective:

The emotional effects of music have
long intrigued researchers, and understanding
the neural mechanisms involved provides
insights into the profound impact of music on
emotions and social bonding. Neuroscientific
studies have revealed that music activates
several brain regions associated with emotion
processing,  including the amygdala,
hippocampus, prefrontal cortex, and reward
circuitry.

The amygdala, a pivotal component in
the processing of emotions, exhibits robust
reactivity to music, especially when exposed to
emotionally poignant or stimulating musical
cues. It assumes a critical function in encoding
and deciphering the emotional essence of music,
giving rise to sentiments like gratification,
elat ion, or  sorrow. Concurrently,  the
hippocampus, responsible for the creation and
retrieval of memories, facilitates the correlation
between music and correlated emotions and
prior occurrences. This association contributes

significantly to the nostalgic and evocative
potency that music holds.

Moreover, the prefrontal cor tex,
involved in cognitive control and decision-
making, is engaged when individuals perceive
and evaluate the emotional aspects of music.
This region contributes to the regulation and
modulation of emotional responses to music,
allowing individuals to experience and interpret
music in a way that aligns with their own
emotional state and preferences. The brain’s
reward circuitry, including the nucleus
accumbens and the release of dopamine, also
plays a significant role in the emotional effects
of music. Listening to pleasurable music
activates this reward system, leading to feelings
of enjoyment, motivation, and positive
reinforcement. This activation of the reward
circuitry contributes to the reinforcing nature
of music and its ability to elicit emotional
responses and promote social bonding.

Oxytocin, commonly recognized as the
“bonding hormone,” is a neuropeptide that holds
a pivotal function in fostering social connections
and attachment. Studies have revealed that
music possesses the capability to impact the
release of oxytocin, thus reinforcing
interpersonal bonds among people. Engaging
with music,  particularly composit ions
encompassing emotional and relational motifs,
has been demonstrated to elevate oxytocin
concentrations in the brain. The liberation of
oxytocin is linked to sensations of trust,
empathy, and affiliation. The escalated levels
of oxytocin prompted by music have the
potential to augment social engagements and
emotional affiliations between individuals.

Moreover, music-making activities,
such as singing or playing instruments in a group
setting, have been shown to increase oxytocin
levels. Collaborative musical experiences
provide a shared and synchronized activity that
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fosters cooperation, mutual support, and trust
among group members. The collective nature
of music-making enhances the release of
oxytocin, promoting bonding and social
cohesion within the group. When individuals
engage in musical experiences together, their
brains exhibit remarkable patterns of
synchronization and coordination.
Neuroimaging studies have demonstrated that
musical activities, such as ensemble playing or
group singing, lead to the alignment of neural
activity among participants, creating a sense of
interconnectedness and shared experiences.

This brain synchronization is
particularly evident in regions involved in
auditory processing, emotion regulation, and
social cognition. When individuals synchronize
their actions, such as tapping to a beat or singing
in harmony, their brain activity becomes aligned,
facilitating a sense of togetherness and mutual
understanding. Moreover, musical experiences
enhance interpersonal connections by promoting
empathy and perspective-taking. When
individuals engage in joint musical activities,
they are required to attune to each other’s
actions, emotions, and intentions. This mutual
understanding and synchronization promote
social cohesion, cooperation, and emotional
resonance among participants.

Overall, the neural mechanisms
underlying the emotional effects of music, the
influence of music on oxytocin release and
bonding, and brain synchronization during
musical experiences all contribute to the
powerful role of music in building and
strengthening relationships. These findings
highlight the complex interplay between music,
the brain, and social bonding, shedding light on
the profound impact that music has on human
social interactions and interpersonal
connections. By understanding these
mechanisms, we gain insights into how music
can be utilized to enhance social bonding and

promote positive relationships.

Music and Interpersonal Communication:

Music assumes a notable role in
facilitating communication, encompassing
both verbal and nonverbal dimensions among
individuals. It stands as a potent medium for
conveying emotions, notions, and concepts
that might prove challenging to articulate
through conventional modes of interaction. Be
it via lyrical content, harmonies, or
instrumental performances, music establishes
a platform for individuals to establish
connections and convey messages on a
profound level.

Within the realm of verbal
communication, music’s influence becomes
evident through song lyrics, where words are
harmoniously interwoven with melodies and
rhythm. These lyrics convey narratives,
stories, and personal encounters, granting
individuals the means to express their
sentiments and ideas with a structured and
artistic flair. Through the amalgamation of
music and lyrics, intricate concepts can be
communicated and targeted emotional
reactions can be invoked, thereby engendering
a shared comprehension among listeners.

Nonverbal communication in music
is equally important, as it involves the
expression of emotions, intentions, and social
cues through musical performance. The use
of dynamics, tempo, rhythm, and tone in music
conveys a range of emotions, from joy and
excitement to sadness and introspection.
These nonverbal elements communicate the
subtleties of human experiences that may be
difficult to express in words alone. Through
music, individuals can communicate and
connect on an emotional level, transcending
language barriers and cultural differences.
Furthermore, music serves as a shared
language for expressing emotions that can be
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understood universally. Regardless of cultural
background or language spoken, the emotional
content of music can resonate with individuals
from diverse backgrounds. This shared
emotional experience creates a sense of empathy
and connection, fostering communication and
understanding between people who may have
different verbal languages.

Utilizing music as a  therapeutic
instrument, music therapy emerges as a pivotal
contributor to the augmentation of
communication proficiencies. Within
therapeutic settings, music therapists collaborate
with individuals to enhance both their verbal
and nonverbal communication capabilities.
Leveraging techniques intrinsic to music
therapy, like improvisation, composition, and
music-centered exercises, individuals are
afforded opportunities to articulate themselves,
cult ivate self-awareness,  and refine
interpersonal communication aptitudes within
a nurturing environment. The participation in
music therapy facilitates the enhancement of
listening acumen, responsive engagement, and
social interaction proficiencies. Music acts as a
mediator, fostering a secure and non-critical
milieu wherein individuals can delve into and
convey their sentiments and musings. Through
active engagement in musical activities and
therapeutic interventions, individuals foster
communication dexter ities like attentive
listening, taking turns, and nonverbal
articulation, which can subsequently be applied
across a range of communal scenarios.

In summary, music serves as a powerful
medium for  communication, enabling
individuals to express themselves verbally and
non-verbally. It acts as a shared language that
transcends cultural and linguistic boundaries,
fostering understanding and connection among
people. Additionally, music therapy utilizes
music to enhance communication skills and
promote interpersonal interactions, leading to

improved social and emotional well-being.

Music and Group Cohesion:

Singing and playing music as a group
bonding activity has been a long-standing
tradition in human societies across cultures.
Engaging in music-making together can create
a sense of unity, shared purpose, and emotional
connection among individuals. Here, we will
explore the concepts of collective effervescence,
transcendent experiences, and music’s role in
fostering teamwork, cooperation, and conflict
resolution. When people come together to sing
or play music as a group, they often experience
a phenomenon known as collective
effervescence. Coined by sociologist Émile
Durkheim, collective effervescence refers to the
heightened sense of energy, excitement, and
togetherness that arises when individuals engage
in shared rituals or activities. In the context of
music-making, this experience of collective
effervescence can be transformative, as
individuals feel a sense of belonging and
connection to the group. It creates a shared
emotional state that fosters a bond among
participants.

Within collective effervescence,
individuals may also encounter transcendent
experiences. These are moments when the music
transcends the ordinary, eliciting profound
emotional responses and a sense of something
greater than oneself. Such experiences can be
characterized by feelings of awe, transcendence,
and spiritual connectedness. Music has the
ability to evoke strong emotions, and when
experienced collectively, it can intensify these
emotions and create a shared transcendence.
This shared experience contributes to the
formation of deep bonds and a sense of unity
among group members.

Music’s role in teamwork, cooperation,
and conflict resolution is evident in various
settings, including choirs, orchestras, and other
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musical ensembles. In these contexts,
individuals must work together, synchronize
their actions, and listen to one another to create
a harmonious and cohesive musical
performance. This requires teamwork and
cooperation, as each individual contributes their
part to the collective whole. Through this
process, par ticipants learn to value and
appreciate the contributions of others, develop
a sense of mutual respect, and build trust within
the group.

Music-making can also serve as a means
of conflict resolution within a group. When
conflicts arise, engaging in music together can
provide a non-threatening and creative outlet for
expressing emotions, finding common ground,
and fostering understanding. The collaborative
nature of music-making encourages active
listening, compromise, and negotiat ion,
allowing individuals to work through
disagreements and reach resolutions.
Additionally, the shared experience of creating
music can help shift the focus from conflict to
shared goals and shared experiences, promoting
reconciliat ion and building stronger
relationships among group members.

In conclusion, singing and playing
music as a group bonding activity foster
collective effervescence, transcendent
experiences, teamwork, cooperation, and
conflict resolution.  Through collective
effervescence, individuals experience a
heightened sense of connection and unity, while
transcendent experiences evoke profound
emotions and a sense of something greater than
oneself. Music-making requires teamwork and
cooperation, leading to the development of trust,
respect, and mutual understanding among group
members. Furthermore, music can serve as a
creative and non-threatening tool for conflict
resolution, promoting reconciliation and
strengthening relationships within the group.

Implications for Well-being and Mental
Health:

Music wields a deep-seated influence
on the reduction of stress and the regulation of
emotions, rendering it a potent instrument for
cult ivating well-being and enriching the
contentment of relat ionships. Scientific
investigation has substantiated that immersing
oneself in music, either through active
engagement or passive listening, can usher in a
soothing impact upon the nervous system,
thereby inducing a decline in stress levels and
fostering a state of relaxation. In instances where
individuals engage with music that resonates
with them on a personal or pleasurable level, a
cascade of affirmative emotions, encompassing
joy, happiness, and contentment, ensues. This
emotional reaction to music counterbalances
unfavorable emotions and stress, serving as a
wellspring of solace and emotional bolstering.
The remarkable capability of music to trigger
memories and engender a sense of nostalgia
further contributes to emotional balance and the
alleviation of stress.

The application of music-based
interventions, encompassing practices like
guided imagery, music therapy,  and
collaborative music creation, has exhibited the
capacity to amplify relationship contentment.
Whether involving couples or individuals,
partaking in musical activities fosters
heightened sensations of intimacy, connection,
and closeness. Music functions as a mutual
encounter that bolsters bonds and cultivates
favorable exchanges. Through engagement in
joint musical ventures, a sense of
synchronization and accord takes root, nurturing
a more profound comprehension and empathy
for each other’s sentiments and viewpoints.
Moreover, music occupies a pivotal role in the
promotion of mental well-being and fortitude.
Scientific inquiry has validated the therapeutic
implications of music in addressing diverse
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mental health conditions, spanning anxiety,
depression, and post-traumatic stress disorder
(PTSD). The act of listening to music extends a
comforting and alleviating effect, assisting
individuals in coping with emotional duress.
Particularly, music therapy employs music as a
therapeutic instrument to confront mental health
adversities and advocate emotional equilibrium.

Music possesses the capacity to trigger
the release of brain neurotransmitters like
dopamine and serotonin, linked to pleasure,
happiness, and relaxation. These biochemical
shifts can uplift mood, alleviating depression
and anxiety. Tailored music therapy
interventions aid individuals in cultivating
coping mechanisms, refining self-expression,
and boosting overall mental well-being.
Furthermore, music promotes resilience by
providing individuals with a means of
expression and emotional release. It allows
individuals to channel their emotions, explore
their inner experiences, and find solace in the
midst of adversity. Engaging with music can
offer a sense of empowerment, helping
individuals navigate challenges and build
emotional strength. The rhythmic and repetitive
nature of music can also provide a sense of
stability and structure, offering a source of
comfort during difficult times.

In conclusion, music has a significant
impact on stress reduction, emotional regulation,
relationship satisfaction, and mental health.
Whether through listening to music, engaging
in music-based activities, or participating in
music therapy, individuals can experience the
positive effects of music on their well-being.
Music serves as a powerful tool for promoting
relaxation, enhancing relationships,  and
supporting mental health and resilience.

Conclusion:

In conclusion, music is a powerful tool
for social bonding, playing a multifaceted role

in the formation and strengthening of
relationships. Through the examination of
psychological, sociological, and neurological
perspectives, this research paper has shed light
on the various mechanisms through which music
fosters social bonds. From emotional contagion
and empathy to shared musical preferences and
identity formation, music has the ability to evoke
deep connections and create a sense of unity
among individuals. Additionally, rituals,
ceremonies, and communal music experiences
serve as important platforms for community
building and social cohesion, while music
festivals provide unique opportunities for social
interaction and cultural exchange. Music has a
profound impact on group cohesion.

Singing and playing music together
fosters a sense of togetherness and cooperation.
The collective effervescence experienced during
musical activities leads to transcendent
experiences that strengthen group bonds. Music
also plays a role in teamwork, cooperation, and
conflict resolution, as individuals learn to
synchronize their actions and collaborate
harmoniously. Music is a potent tool for social
bonding, playing various roles in relationship
formation. Examining psychological,
sociological, and neurological angles reveals
how music fosters connections. It creates unity
through emotional contagion, shared
preferences, and identity. Rituals, ceremonies,
and festivals also boost community and
interaction. Music aids communication by
expressing emotions, enhancing understanding,
and promoting therapy. Group cohesion grows
through collective musical experiences, aiding
teamwork and conflict resolution.
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Introduction:

It is said that instruments are as old as
man’s existence on this planet. Prehistoric man
used his hands, stones etc to produce various
sounds and experience rhythm. Prehistoric
instruments were ‘Laya-vadya’ Tempo
instruments and as per his understanding he
developed these instruments from sculls, bones,
stones and pumpkin etc.1

Examples of some earlier rhythmic instruments:-

1. Rattle: - A metal ball or piece put in a hollow
body to produce sound. Today’s ‘Maraccas’
is the example of Rattle.

2. Scrapers: - The sound produced by friction
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caused between two objects is known as
Scraper.

3. Clappers: - Sound produced from Jaw bones
of slain animals is known as clappers.

4. Stampers: - Sound produced from the
instrument using the feet or stamping the
feet.

5. Slit Drums: - These instruments were made
by carving the wooden body of the trees.
There were various sizes of these
instruments.

6. Dhol: - This instrument is made by using
animal skins applied on hollow portion of
the object. The skins of serpents, lizard or
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even fish were used. In course of time, these
were replaced by skins of deer, ship or cattle.
This is considered as one of the most
significant developments in the percussion
instrument category. Man employed his
hands or sticks to produce various sounds
from these instruments.2

According to eminent writer Yogmaya
Shukla, the percussion instruments can be
classified as per the number of ‘Mukh’ Face of
the instrument.

1. Single faced percussion (Avanaddha Vadya)
instruments (Ekmukhi Vadya): - These
instruments are single faced instruments
where its single side is covered with animal
skin. Example: - Tasha, Dundhubi, Khanjeri,
Chang, Dhama, Dukkad and Tabla.

2. Two faced percussion Instruments
(Dwimukhi): - These instruments are two
faced where both the faces are covered with
animal skin to single body of the instrument.

Example: - Mridang, Khol, Pakhavaj,
Dholak, Damru etc.

3. Multi faced percussion instruments
(Bahumukhi): - The percussion which has
three or more faces with skin application
on sides of a single body of instruments is
known as multi faced percussion
instruments.

Example: -Trimukhi Vadya,Panchmukhi
Vadya, Tripushkar etc.

3.2.  Coat Application on Percussion
Instrument:

The application of coat is given on some
of the percussion instruments from ancient
times. This coat is made up of wet clay from the
banks of river or lake, paste made from dough
or a special mixture of black substances with
oil. The tradition of pasting a coat of these types
is a peculiar feature of Indian percussion

instruments which is not found elsewhere in the
world. Percussion instruments can be
categorized into two parts i.e.

1.  Coated percussion instruments

2.  Uncoated percussion instruments

Instruments like Chang, Tasha, Duff,
Khanjeri Damru etc are not given the coat and
instruments like Naggara, Dukkad, Dholak, are
given coat on single side of the body surface of
instrument. Instruments like Mridingam, Khol,
Pakhavaj and Tabla are given coat on both the
sides of the body.

According to the substance used for
coating on percussion instruments the Indian
percussion instruments can be differentiated into
three categories.

I. Instruments applied with mud coat: - It is
mentioned in ‘Bharat Natyashastra’ about
the characteristics of the clay/ loam soil
used for coating on percussion instruments.
Also in ‘Tripushkar’ only on two parts i.e.
‘Alingyak’ and ‘Urdhvak’ the clay coat is
applied. Even today in some tr ibal
communities such of coating is found on
the percussion instruments used by them.3

II. The instruments applied with coat of wheat
or barley dough: - Though the application
of mixed coat of wheat and barley is not
considered as superior according to the
theory. Even then in recent times the
application of wheat dough paste is
prevalent in Pakhavaj and Dhama (made
up of wood) which created a satisfied sound
during playing.4

III. The instruments applied with Coat of
‘Syahi’: - The coat made from mixture of
wood ash, rice water (Mand) and jaggary
is applied to some percussion instruments
found in thirteenth centaury. After some
time the experiment of putting burnt iron
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powder in the above mixture is prevalent
even today and due to its black color, the
mixture is called ‘Syahi’. Due to this
permanent Syahi it was more convenient
to play the percussion instrument
uninterruptedly as there was no need to
change the Syahi like the coat of clay or
dough paste.

In some of the percussion instruments
the experiment of wet and soft Syahi is used
while in some of the percussion instruments the
dry and hard Syahi is applied. Wet and soft Syahi
is applied on the inner surface of the Pudi. In
Nagara, Dholak, Dholki etc. the wet and soft
Syahi is applied on the inner surface of the Pudi.
Whereas dry and hard powder form of Syahi is
applied on the outer surface of some percussion
instruments like Pakhavaj, Khol, Mridangam
and Tabla.5

Origin of Tabla

A lot has been written and said about
the invention, History and development of Tabla.
The researcher wants to discuss the different
views given by studied writers like Aban Mistri,
Yogmaya Shukla, Arvind Mulgaonkar, Vijay
Shankar Mishra , Umesh Moghe etc.

According to noted writer Aban Mistri
in her book ‘Tabla aur Pakhavaj ke Gharane
aivem Paramparaye’ mentions that the
Instrument which we address today as Tabla-
Bayann, we do not get its exact picture form in
history until before the seventeenth century.
However, this should not lead to the conclusion
that no percussion instrument called Tabla was
in existence before this. Some of such in
different parts of the country, in the sculptures
and frescoes percussion instruments are found
which are very similar to the modern Tabla-
Bayann pair. Since time immemorial, many
instruments have been related to the culture of
and artistic aspects of our common life. In the
sculptures of caves and temples like

Bhubaneswar, Konark, Amaravati, Badami, etc.
we find pictures of many such percussion
instruments, whose form is similar to the pair
of Tabla of today. These caves date from about
BC 200 to the 6th century AD. These idols and
crafts are symbols of the life of the people of
that time. The artist describes his era through
his art. There is a folk rhythm instrument of
Maharashtra. It is called ‘Sambal’.  It has many
similarities with the Tabla. Its use has been going
on for centuries in folk music. ‘Dardar’ is an
ancient classical instrument. Bharat has
discussed this in ‘Natya Shastra’. Apart from
this, ‘Nakkara’ is also an instrument, which is
similar to the pair of Tabla. From the 14th
century in North India Khayal singing-style was
launched. This era is also of special importance
for the Tabla. It is said that necessity is the
mother of invention. Pakhavaj instrument was
not suitable for singing styles like the erotic and
melodious Khayal and Thumri. Hence, the need
for any other instrument was felt and this
necessity became the mother of the birth and
development Tabla.6 

The origin of the Tabla is indeed a topic
of debate and mystery among scholars and
musicians. There are various theories and
legends surrounding its invention, but it’s
challenging to pinpoint a single inventor or
origin. The Tabla has a rich history that is
intertwined with the evolution of Indian music.

1. Evolution from Sambal: One theory
suggests that the Tabla evolved from an
instrument called the “Sambal,” which is still
used in folk music in Maharashtra. The structure
of the Sambal is similar to the left Tabla, so some
believe that today’s Tabla is a refined form of
the Sambal.

2. Influence from Dukkad: Another
theory traces the origin of the Tabla to the
“Dukkad” instrument from the Punjab province.
The term “Dukkad” means two, and the
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instrument is divided into two parts, resembling
the Tabla’s structure. Hence, some suggest that
the Tabla is a refined version of the two-part
Dukkad.

3. Evolution from Urdhvaka and
Aalangya: Some scholars connect the Tabla’s
origin to the concepts of Urdhvaka and
Aalangya, which are described in Bharata’s
“Natya Shastra.” Tripushkar, a percussion
instrument mentioned in the Natya Shastra, had
three parts, including Ankika, Urdhvaka, and
Aalangya. Over time, the Tripushkar evolved,
and the upper and lower parts were removed,
leaving only the numeric part. According to this
view, the two parts of the Bharata-era Mridang,
played standing, may have evolved into an
independent percussion instrument, the Tabla
Jodi, during the Yavana period.7

It’s important to note that these theories
are based on historical texts, folklore, and
conjecture. The exact origins of the Tabla remain
uncertain, and it is likely that the instrument
developed over centuries through a process of
cultural exchange and evolution.

The Tabla is now an integral part of
Indian classical music and has gained
recognition and popularity worldwide. Its
intricate rhythms and unique sound make it a
cherished instrument in the world of music.

“Many writers are of the opinion that
when Khabbey Hussain Dholakia was defeated
by the famous Mridang-player Shri Kudau
Singhji (Kudau Sing) in playing, Kudau Singh
cut his fingers with the sword. On this, Khabbey
Hussain practiced with the left hand of the right
and created a lot of softness (sweetness) in the
Bols, which pleased Kudau Singh. After that it
was Khabbe Hussain who cut the Mridang and
made it Tabla. All such things are not only
unproven but also seem inconsistent which is
nothing but personal logic and fictional stories.
In the view of the researcher, no intelligent

person would believe such irrational things.8

Some scholars have considered the
Tabla to has come from abroad. According to
him it is a foreign percussion instrument
belonging to Arabian, Sumerian, Mesopotamian
or Persian culture.

In ancient times, instruments like
‘Tabla’ and ‘Nakkara’were used in Arabia to
encourage soldiers in battle. It was played with
wood on the back of a horse or camel, which
was called “Tabljang”. Even today in Arab
countries “Tabljang” is a famous instrument,
which is played with wood tied around the waist
or on the back of a camel. Some people have
the belief that Tabla is made from this
“Tablaganj”. Therefore, the Tabla is a foreign
instrument and has come to India with the
Yavanas. But an instrument similar to ‘Tabljung’
is still found in Rajasthan. It is said that it was
also played at the time of war. Therefore,
‘Tablajang’ may be a foreign instrument, but
with our present-day Tabla it has no relation.9

According to the research of Gaurang
Bhavsaar, a sculpture is found in Idar (Gujarat)
where an instrument like Tabla is tied on the
waist of the player and the player is in the
standing and dancing position where Ghungru
like thing is seen in its legs. The sculpture is
from 12th century.10

According to Suresh Talwalkar ’s
perspective the origin of the Tabla is based on
the presence of a unique feature in Indian
percussion instruments – the application of
Syahi (a black spot or coating) on the drum head.
He argues that this distinctive characteristic of
the Tabla, which is not found in other cultures
or countries, suggests that the instrument’s
origin is rooted in India.

He also dismisses the idea of linking
the Tabla to Middle Eastern countries or cultures
like Iran and Persia because he believes that
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there are no instruments in those regions that
resemble the Tabla closely enough to justify
such a connection. He mentions that while there
may be instruments with names resembling
“Tabla” in those regions, they lack the essential
feature of Syahi coating.

Furthermore, Suresh Talwalkar
emphasizes the musicality and unique
capabilities of the Tabla and Mridang,
particularly their ability to produce melodies that
mimic the Tanpura’s drone notes. He argues that
no other percussion instruments in the world can
replicate this effect as effectively as the Tabla
and Mridang. This, according to him, reinforces
the idea that the Tabla is deeply rooted in Indian
culture and cannot be attributed to foreign
origins. His viewpoint is that the Tabla’s
distinctive feature of Syahi coating, its musical
capabilities, and its historical absence in other
cultures make it a uniquely Indian instrument,
and claims suggesting otherwise are unfounded.
He believes that the Tabla is a product of Indian
culture and heritage, and its development and
mastery are contributions to Indian music.11

According to Umesh Moghe the same
story of conversion in the history of the Tabla
instrument resonates as well. In Tabla, laya-taal,
tali-khali, syahi, Pudi, these addresses are from
Indian culture. Trital (Tintal), Jhaptal, Rupak,
Ektal, Deepchandi, Jhumra, Dadra etc. are also
from Hindu culture. But during the era of
‘Mirasi’ who became ‘mahindar’ in the courts
of Mughal rulers in Delhi, Qaida, Peshkar, Raun,
Gira, these addresses are Urdu or Persian.
Khalifa ustad Inam Khan Sahab, always used
to mention mukh and amad in the Kayda. In it
‘Mukh’ is Indian and ‘Amad’ is a Persian word. 

Numan, in conversation with Saadak
Khan, Hakim Khan and Hakam Khan,
enumerated the six coarse ragas of these artists,
Bhairav (Bhairava), Hindol, Malhar, Kanda,
Deepak and Sarang. Bhairav’s Bihag, Bibhas,

Sub, Maru, Puriya Raginis and Sarang’s
Malhari, Sorath, Khambati, Bilawal, Mand
raginis have been mentioned. All the names of
these ragas are Indian. In the tradition of singers,
Kharaj, Rishabh, Gandhara, Madhyam,
Pancham, Dhaivat, Nishad are the Indian words.
Mandra-Madhya-Tara is an Indian octave. Big
and small Khayals are also in Braj or Hindi
language. Salamat Nazakat Ali Khan Sahab,
famous singer of Pakistan, used to call his
Gharana as ‘Shamchaurasi’ Gharana.

The stories and history of these
conversions is, in themselves, a vast subject.

In the origin and history of Tabla, the
Mirasi of the Dharis is so important, that if we
ignore this truth, then the true history of Tabla
can never come to the fore. In describing
themselves as ‘dhari’ to these Mirasis, it was to
be inferior. They started calling themselves
Mirasi. From this social address, they distanced
themselves. When the name Dhari was left, then
how to tell the relation to the Dhar instrument?
This was the situation, and those who should
have proudly told the history of the ‘Dhar’
instrument, they started singing the songs of
Tabl. This is where the history of Tabla ended.
The story of the instrument remained unspoken
in the sculptures. The history of the instrument
was not asked, the history of the instrument was
not heard. Based on the history and facts so far,
this is to be said that ‘Tabla Instrument’ has
nothing to do with Middle-East, Persian culture.
Camel leather Pudi, never heard. Using the
leather of the cow and goat on the instruments
which were not found in the desert. Sisam, Khair,
Babul, Beej etc. trees also do not grow in the
desert to make musical instruments, nor was
there any strong singing tradition, in whose
accompaniment a musical instrument emerges.
That is, ‘Dhar’ is the former form of Tabl. This
instrument used to be played under the name
‘Dhar’, whose name was changed to the same
instrument, ‘Tabl’. The alien invaders have
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changed the names of many cities-villages-
societies. Dhari society started calling itself
Mirasi and this is the history. The ‘Dhar’
instrument became ‘Tabl’ in the same period, it
is also a part of the same history.12

Conclusion

After studying the above mentioned
facts and figures about the origin and history of
the most popular instrument Tabla we can come
to a conclusion that today’s Tabla is the modified
version of Tripushkar instrument mentioned in
ancient history. Instruments similar to Tabla are
found in sculptures and paintings in temples and
caves from 5th century to 12th century. But Tabla
is still considered as the youngest instrument in
Indian Music and its history is considered
merely 400 years old. Also it is claimed by some
authors that Tabla is arrived from
Mesopotamian, Syrian and Arabian cultures to
India with the help of Mughals. But after
studying the research work done by Yogmaya
Shukla and Umesh Moghe and Gaurang Bhavsar
we find that Tabla is pure Indian instrument as
it is the modified version of the ancient
Tripushkar instrument. We also find that the
style of applying coat on any percussion
instrument was only found in India from ancient
time and is still prevalent today. Hence there is
no logic in giving credit to cultures of other

countries merely having some percussion
instruments named Tabl.
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Since the earliest civilization drama and
music has been an integral part of human lives.
Music and other art forms have been used
throughout the ages as a supplementary form of
communication, a way to restore the mind, as
well as pure entertainment value. Because music
has become such an important element of
society, there is no surprise to say that humans
have been working for millions of years to create
environments more conducive to dramatic and
musical performances. If we find out the ancient
evidences of theatres  we see the people used to
perform for their own enjoyment in an  open
area, but whenever he may used to face rain or
storm he may need a shelter of caves or any other
roofed place, where he or his group could be
comfortable and enjoy the performances. Most
probably this can be the first concept of theatre.

The Naatyasastra of Bharata Muni, the
earliest text mentioning theatre architecture,
gives detailed descriptions of three types
of auditoriums-Vikrishtha (rectangular),
Chaturasra (Square) and Tryasra (Triangular)-
each having three sizes : Jyestha (Large),

A brief study of Indian  Theatre evolution -Architecture and Style
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Abstract

Indian theatre and their Architecture is very profound and artistic. We can get
various theatres in various states, some of them having regional architectural influence.
The textual sources for theatre architecture (Vastukala) Sanskrit Plays, Inscriptions, extant
auditoriums and dance halls in temples and Palaces-Some well preserved a few in ruins.
Although theatre possibly goes beyond the sixth century BC, as we learn from the written
evidence. The oldest existing performance space is the Sitabenga cave, perhaps from the
third century B.C.
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Madhyama (Medium) and Kanisya (Small).
Bharata considered the Vikrisht Madhyama
(Rectangular Medium sized) theatre the best,
me 64 hastas (cubits) by 32 hastas, neither too
large nor too small. It had good acoustics and
sight lines, with excellent actor-spectator
relationship, vital in Sanskrit theatre. Its length
was halved into two parts of 32 hastas (cubits)
square, the Ranga Mandapa (Stage-Pavilion)
and Prekshaka-Nivesana (Audience
Accommodation). The Ranga Mandapa was
again divided into two halves, Ranga (stage) and
Nepathya (Behind the Scenes/stage), each 16
hastas by 32 hastas. The Ranga was further
separated into front and back portions, each 8
by 32 hastas. The front consisted of the
Rangpitha (Literally 'Stage seat' 8 by 16 hasatas
the Central Acting area facing the Audience),
and two subsidiary acting areas on either side
called Mattavaranis (each eight hastas square
and demarcated by four pillars and their corners).
Behind was the Rangshirsh (stage top), with the
Kutapa Vedika (Orchestra Platform) occupying
eight hastas square in the centre.
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Vikrisht Chaturaschaiv Tumandapah
Teshani Trini Pramanani Jyestham Madhyam Taathaavram. - Natyashastra- 2/8

Pramanmesham Nirdistham Hastadanda Samashrayam
Shatam Chashtau Chatuhshshtirhasta Dwatrishdeva Cha. - Natyashastra- 2/9

Measurement of Bharata Natyashastra Theatre

Type Measure Jyestha Madhyama Kanishtha/Awar
(Large) (Medium) (Small)

Vikrishtha (Rectangulare) Cubit (Hast) 108 x 64 64 x 32 32 x 16

Chatusra (Square) Cubit (Hast) 108 x 108 64 x 64 32 x 32

Tryasra (Triangular) Cubit (Hast) 108 x 108 x 108 64 x 64 x 64 32 x 32 x 32

After introducing Natyasastra which is
the origin of dramatic art and its description
begins with the play house. It means one
auditorium/play house or a dance hall is
important for drama, dance and musical
performance. It is the most pertinent inquiry in
the context of play production. Whatever might
have been their earliest forms, it is certain that
the twins-theatre and drama must have been born
together. Dance is considered as the earliest form
of dramatic art. In India earliest known dance
scenes are seen adorning the interior of
mesolithic cave. Shelters at Bimbetka in the
Madhya Pradesh. Musical Instruments like
stringed instruments are seen painted in
prehistoric caves in the country. However these
paintings did not indicate any structure which
may be called as primitive playhouse or theatre.

The Rigveda in its tenth Mandala
alludes to the thickening cloud of dust that arises
from dancers feet (X.72). It seems, encircled by
the admiring audiences, the Vedic nrutus or
dancers performed on the plain ground available
under the blue canopy of sky. We also find a
reference to an open air dance performance in
the prithvi sukta of Atharva Veda. The hymn says
: This is the earth, on when with clamour clouds,
men that are mortal sing and dance.

For the early human habitants dance,
ritualistic or otherwise, was a community affair

as the ritual developed and became complex, the
community got divided into two distinct groups.
Performers of ritual and group witnessing it.
Same might have happened after the evaluation
of dance into some kind of skilled performance.
The arena marked for performing dance,
ritualistic or otherwise and the place round for
spectators were the early phase in the evolution
of stage and auditorium which basically
comprised the theatre hall.

On the evidence of early Buddhist
literature, particularly Jataka Tales. (C.600 BC).
We can trace the evolution still further. In many
of these tales the description of Samajja,
dramatic festivity full of dance, music and
dramatic performance were held in the Ranga
(theatre). In many Jataka tales including
Vidurapan ita Jataka. Guttil Jataka we come
across the expression, Chakkatichakke
manchatimanche-bandhimsu.

It means building seats circle upon circle
tier-above tier around the performing arena
called Samajja Mandala. This kind of seating
arrangement is described by Bharata as
Sopanakriti Pithakam (Means seats like stairs) :
2.90'. Probably early Greek theatres were of the
similar type. Frank M. whiting in his work "An
Introduction to Theatre." writes : About 499 B.C.
The Athenians suffered a minor disaster when
some wooden stands collapsed during a
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theatrical performance. This has led some
scholars to conclude that early greek
performances might have been given on level
ground.

There are some evidences of cave
theatres also in India, One such cave has been
described in details by T. Bloch in his article
caves and inscriptions in Ramgarh Hills
Published in the Archaeological Survey of India
Report-1903-4. In pursuit of tracing the
evolution of Indian Theatre Archaeological finds
may help us to form some ideas. In this context
a fragment of a running frieze depicting a dance
scene, recovered from the Kankali Tila and
Mathura and now housed in the Lucknow
Museum (No. : J354) gives us a clue to
understand yet another type of theatrical
structure prevalent around second century B.C.
some scholars contend that this frieze depicts
the festivity at the nativity of lord Mahavira
while some think that here Apsara-Nilanjana is
shown dancing before the first Jain Tirthankara,
Lord Rishabhadeva. The Jain Adipurana records
the myth of Nilanjana and Rishabhdeva.
However this piece of sculpture interest us most
not because it depicts Ranga Mandapa (Theatre
Hall) and audience watching the dance
performance in a particular formation.

This significant find from Mathura
speaks a lot about a type of theatre structure
prevalent at the time. Along with the
sophisticated theatre halls described by Bharata
Muni, simple hut-like semi-open air theatre
structures were also in vogue. Equally important
is the Rani Gumpha (cave) panel depicting near
similar Ranga Mandapa (Theatre).

The twin hills, Udaygiri and Khandagiri
in Bhuvaneshwar in Orissa contain a series of
fascinating Jain caves of great antiquity. One of
the caves in Udaygiri which is popularly known
as Hathi Gumpha bears the famous inscription
of Emperor Kharavela. Dr. K.C. Panigrahi is of

the opinion that the execution of the important
caves in the hills spread over the period of about
1000 B.C. to 75 B.C.

Carved in relief between the doors of
the cell opening in the bottom story corridor of
the Rani Gumpha is the dance scene. It is an all
female, dramatic spectacle termed by Kautilya
as Stree-Preksha in his text Arthashastra. The
Musical Orchestra is accommodated to the left
imposing dancing figure. Two girls sitting close
to the dancer are playing on the drum while the
next two are busy with the lyre and lute
respectively. Khara-Vela's Hathi Gumpha cave
inscription speaks about the celebration of
Samajja, a dramatic festival, during his reign.
According to scholars Rani Gumpha was the
Venue of festivity full of dance, drama and
music. The Rani Gumpha dancing scene is
considered as one of the oldest sculptures by
Indian artists.

What concerns us most in the pavilion
under which she is shown performing. It is
obviously a rectangular structure with a roof
supported by four pillars, out of which two front
ones are clearly visible. They have simple,
straight, round shafts. A portion of the upper end
of the pillar to the left of the dancing figure
resembles much the lotiform bell-capital or
invered lotus of the Ashokan Pillar without its
downward flowing linear design. The motif
might have been copied from the Ashokan Pillar
at Bhuvaneshwar which was later converted into
colossal lingam now seen in the Bhaskareswara
Temple. Above it grows a cup-shaped plinth,
wider at the top, to lend proper support to the
roof. The design of the other pillar top is
somewhat different. A square plinth is seen
above two thick ring-like designs. Except at the
top the pillars are devoid of any other
embellishments.

The roof of mandapa is adorned with a
series of small towers which, according to Dr.
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Fabri, looks well. The whole structure is quite
simple, without much ornamentation and archaic
in execution. This is the most basic and primary
structure in which any primitive theatre architect
could conceive four pillars and roof above. A
near similar Ranga Mandapa is painted on the
walls of cave No. one.

One need at once jump to the conclusion
that around 2nd Century B.C. the Indian theatre
was a four pillared structure with a roof, open
on all sides except probably at the back. These
are spectacles or dance and music performances.
These two are the earliest sculptural evidence
available to us explaining the architecture of the
free standing dancing hall or Ranga.

It seems that Bharat brought different
architectural elements of different types of
Ranga Mandpas together to develop his own
improved, sophisticated model. He provided his
auditorium with seats tier above tier. He adopted
the Ranga (Stage) and Nepathya (tiring room)
unit and together gave it a new look. He even
suggests that a theatre should look like a cave
(Shailguhakar). Probably he was aware of the
cave theatres and hill top dramatic festivities.

The Tamil epic Silappadikaram written
in the early centuries of the Christian era is a
story of a dancer. Naturally the work gives us
very valuable data about the contemporary
theatrical arts and also speaks elaborately about
the play house-of the time. In the third can to it
says :

The site for erecting the stage was
chosen in accordance with well established
tradition, having regard to the nature of the soil.
(See the Natyasastra II. 24-26) For the purpose
of the measurements of the stage, the Kol which
was a piece of bamboo growing in the second
high hills, with the length of span between every
two of its joints, and with twenty-four thumb
breadth, was the standard. The stage was eight
kol in length, seven kol in breadth and one kol

in height. It has two appropriate doors. The plank
platform placed over it was four kols in width.
Over the stage were placed painted pictures of
the Butam (God), for praise and worship. The
graceful lamp illuminating the stage was so
placed that the pillars did not cast shadows. The
single seen and the screen about the two pillars
to the right of the stage, beside the overhanging
curtain, were well manipulated by ropes. Added
to these was the canopy painted with many
beautiful pictures, from which were hanging
loosely garlands of pearl and others. Such was
the novel and attractive appearances which the
stage presented.

The work also mentions some stage
conventions. It says first instrument player
occupy their seats. Then the chief dancing girl
placed her right foot forward and stepped in and
stayed by the side of the pillar on the right. Her
companions stand near the pillar on the left. As
the Jarjara flag-staff of indra was worshipped
on the stage of Bharata, here a Talaikol or staff
representing Indra's son Jayanta is shown
worshipped on the stage.

With the emergence of temple
institutions as a centre of sociocultural activities
and also due to the concept that the gods are
pleased most by the offering of theatrical
performance than any other mode of worship a
chamber was added to temple structure which
is called Nata Mandir or Nava Rang. The
Navarang of Channakeshveshvara temple at
Belur is remarkable. It has a circular dancing
arena just in front of Garbha Griha. Leaving
some space Sopanakriti seating arrangement is
made, tier above tier. Nata Mandiras of temples
at Puri, Bhuvaneshwara, Konark are worth
mentioning. However the most magnificent
temple theatres are located in the temple
premises in Kerala. They are known as
Koothambalams. These are regular theatres
mostly following Bharata's Natyashastra in
architectural details. The Krishna temples in
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Manipur are also equipped with Nata mandiras
where Rasa plays and dances are enacted on
different occasions. We find several inscriptions,
literary passages mentioning grants made to the
temples for covering expenditure incurred on
presenting theatrical performances on festive
occasions. Temples maintained fleet of Devdasis
or dancing girls. It was their duty to present
plays, sing songs and dance. In the spacious
monasteries Namghars - of Assam plays based
on religious themes are enacted.

A Land Drawing of Orrissa Temple
including Theatre

The Vraj region of Northern India is
famous for Krishna cult and dramatic activities
since ancient times. Mathura, Vrindavan,
Nandagaon, Barasana are known centres of the
resurgence of Krishna theatre in the 16th
Century. This region has developed a typical
structure known as Rasa Mandala theatre. In the
Brahmvaivarta purana we find beautiful
description of Rasa Mandala theatre in which
Krishna dances Rasa with cowherd girls fair as
Champalea flowers. The Rasa Mandala of Vraja
region is fashionied more or less on the same
linjes. Essentially it is a simple raised circular
dias with or without a throne in it. More
improved variety has a roof above it supported
by pillars huf open all sides. Such Rasa theatres
usually have a small make-up room or Mepathya
just behind the throne. Rasa Mandala of Hita
harivanisha Ji at vrindavan and Barai Rasa
Mandal of Gwalior (Concept of Raja Man Singh)
of this variety.

A ground plan of Barai Village Rasmandal
in Gwalior

There are several references in literature
indicating the existence of some kind of theatre
hall or music room or dancing room attached to
the king's palace. Great Sanskrit poet Kalidas in
his play frequently refers to Sangitshala (Music
Hall) in the king's palace. Portuguese Chronicler
Domingo's paes who visited the magnificent
Kingdom of Vijayanagar Empire in the 16th
Century has left for us a very vivid account of
kings' dancing halls. It also gives us an idea how
the dancers were trained to perform in court.

Among the still extant theatrical
monuments is one located at Sibasara in Assam.
This stadium was built during the reign of Ahom
Kind Parmata Singh (1744-51) and is known as
Ranga-Ghar. The king used to see animal fights,
sports and games, Bihu dances from these
buildings.

As we have seen and talked about
different kinds of theatres and their origins, in
this context we can say without hesitating that
India is having many states and many cultural
environments, which creates cultural diversity
in theatrical performances and theatre
architecture. There is a rich historical
background of Indian theatre architecture, since
prehistoric period to present time, we must get
among those theatres two kind of divisions, one
is the theatre for offering music to god or
religious purposes, that is not for entertaining
for example-temples, Koothambalams and
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Namghars etc. Second is for entertainment which
is court theatre, modern auditoriums etc. Among
the modern theatres in India, early days
sometimes there are only ordinary halls used to
use, but later days proscenium theatre's impact
can be seen very prominently everywhere in
Indian theatre architecture.

The Plate 1 is Ground Plan of Traditional
Temple Theatre Kuttamabalam, Plate 2 is

Ground plan of Modern Kuttambalam

This was the brief introduction of
evolution of Indian Theatre architecture and style
related to various type of musical performances,
which is having a rich tradition of architecture
in various regional areas, each and every theatre
architectural style is depending on their period
and cultural environment. The modern theatre
of India has been also influenced by Indian
traditional theatre architecture, for example the
Bharat Kalakshetra theatre and the
Kalamandalam, Kerala auditorium is completely
influenced by Kutthambalam theatre of Kerala
temple theatre. These are the contemporary
theatres which is very popular in preservation
of Indian culture and heritage
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Introduction:

Mudras, symbolic hand gestures, hold
a deep-rooted cultural significance in Indian
society, permeating both Indian iconography and
classical dance. This paper delves into the origins
and multifaceted roles of mudras, dating back

Harmony in Motion: Exploring the Enigmatic World of
Mudras in Indian Iconography and Classical Dance

Simer Preet Sokhi*

Abstract

Mudras, symbolic hand gestures, have profound cultural significance in Indian
society, permeating Indian iconography and classical dance. This paper explores the origins
and multifaceted roles of mudras, dating back to ancient traditions, where they served as
potent means of expression and communication. In Indian iconography, mudras represent
divine attributes and actions of deities, epitomizing their benevolent roles as protectors or
embodiments of specific virtues. Additionally, these gestures find extensive application in
spiritual practices such as meditation and yoga, aiding practitioners in achieving mental
focus and energy channelling. In Indian classical dance, mudras acquire a new dimension,
becoming a powerful language of movement that enables dancers to convey intricate
emotions, vivid ideas, and compelling narratives. Combined with facial expressions, body
movements, and rhythmic music, these gestures form a mesmerizing tapestry of artistry on
the stage.

Despite their ancient origins, mudras are flexible, allowing dancers to adapt and
interpret them in diverse artistic contexts, infusing unique expressions and creating diverse
emotional shades in their performances. The contrasting usage of mudras in Indian
iconography and classical dance is explored, shedding light on their differing purposes,
contexts, styles, and complexities. This research seeks to illuminate the enduring relevance
and dynamic nature of mudras, contributing to a deeper understanding of their historical,
cultural, and artistic dimensions within the rich tapestry of Indian heritage.

Keywords: Mudra, Iconography, Dance

Research Methodology: This study adopts a multidisciplinary research approach, comprising a literature
review, iconographic analysis, field research, and comparative analysis. The research aims to explore
the origins, significance, and usage of mudras in Indian iconography and Indian classical dance.
Through a meticulous review of academic publications and historical sources, the study establishes
a cultural context for mudras. Iconographic analysis of sculptures and temple carvings identifies
specific mudras representing deities and divine attributes. Field research involves observing dance
performances and interacting with dancers to understand the expressive use of mudras on stage. The
comparative analysis highlights the similarities and differences in mudra usage between the two art
forms, contributing to a comprehensive understanding of their enduring cultural and artistic relevance
in India.
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to ancient traditions, where they served as potent
means of expression and communication. Within
the realm of Indian iconography, mudras assume
a profound role in representing the divine
attributes and actions of deities, epitomizing their
benevolent roles as protectors or embodiments
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of specific virtues. Furthermore, these gestures
find extensive application in spiritual practices
such as meditation and yoga, aiding practitioners
in achieving mental focus and energy
channelling. In the captivating world of Indian
classical dance, mudras acquire a new
dimension, becoming a powerful language of
movement that enables dancers to convey
intricate emotions, vivid ideas, and compelling
narratives. Combined with facial expressions,
body movements, and rhythmic music, these
gestures form a mesmerizing tapestry of artistry
on the stage.

Despite their ancient origins, mudras are
not rigid; they possess flexibility, allowing
dancers to adapt and interpret them in diverse
artistic contexts, infusing unique expressions and
creating diverse emotional shades in their
performances. The contrasting usage of mudras
in Indian iconography and classical dance will
be explored, shedding light on their differing
purposes, contexts, styles, and complexities.
Overall, this research seeks to illuminate the
enduring relevance and dynamic nature of
mudras, contributing to a deeper understanding
of their historical, cultural, and artistic
dimensions within the rich tapestry of Indian
heritage.

Origins and Significance of Mudras in Indian
Culture:

The origins of Mudras can indeed be
traced back to the ancient Indian texts, such as
the Vedas and the Puranas, which hold
paramount importance in Indian religious
traditions. In these sacred scriptures, several
references to hand gestures, known as Mudras,
can be found, indicating their early significance
in religious rituals and prayers. Mudras were
used as a powerful means of symbolizing and
communicating the attributes and actions of
deities during worship ceremonies. For instance,
the Abhaya Mudra, depicting an open palm with

fingers extended upwards, symbolizes
fearlessness and is often seen on representations
of deities like Shiva and Vishnu, emphasizing
their role as protectors.

The early association of Mudras with
religious practices played a pivotal role in their
subsequent development and integration into
various aspects of Indian culture. Over time,
Mudras began to transcend the realm of religious
ceremonies and expanded into other domains,
such as dance, theatre, and even healing
practices. The integration of Mudras into the
performing arts was particularly significant, as
it provided a non-verbal means for artists to
express emotions, narrate stories, and convey
messages to the audience.

In addition to their religious
significance, Mudras also acquired a deeper
spiritual connotation, with practitioners and
yogis incorporating these hand gestures into
meditation and spiritual practices. For example,
the Chin Mudra, formed by touching the tip of
the index finger to the tip of the thumb while
extending the other fingers, is widely used in
meditation and is believed to enhance
concentration and promote inner peace.

The enduring relevance and adaptability
of Mudras in various cultural and spiritual
contexts are evident through their diverse
applications throughout Indian history. Their
significance in contemporary Indian society is
rooted in the foundational role established by
ancient Indian texts, such as the Vedas and the
Puranas. For example, according to the Devi
Bhagawat Purana, a specific number of mudras
must be demonstrated before chanting daily
mantras during worship, and some of these
mudras are also utilized in classical dance. As
an integral part of India's cultural heritage,
Mudras hold a cherished and valued position
within the country's artistic and spiritual
traditions, contributing significantly to the
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richness and diversity of its cultural tapestry.

Symbolism in Indian Dance and
Iconography:

Mudras, intricate hand gestures of
profound symbolic and expressive significance,
trace their origins to ancient Indian traditions.
These gestures hold paramount importance in
both Indian iconography and classical dance,
serving as a means of communication,
representation, and storytelling. Rooted in
religious texts like the Vedas and the Puranas,
mudras embody the attributes and actions of
deities. In the context of classical dance, mudras
are employed to convey emotions, ideas, and
narratives, employing a language that combines
precise hand movements, facial expressions,
body postures, and rhythmic coordination. The
artistry of mudras lies in their ability to
encapsulate complex meanings, evoking a wide
range of emotions, and fostering a profound
connection between the performer, the audience,
and the cultural heritage they represent.

Mudras manifest in various visual art
forms such as static images, sculptures, and
temple carvings, embodying the divine qualities
and roles of the depicted deities. For instance,
the Abhaya mudra, symbolizing fearlessness, is
commonly employed by deities like Shiva and
Vishnu as protectors, while the Varada mudra,
representing giving, conveys benevolence and
generosity by deities like Vishnu and Lakshmi.

In Indian iconography, mudras possess
a profound symbolic language, facilitating a
tangible means for devotees to connect with the
divine presence. For example, the Hamsasya
mudra, representing the beak of a swan, is
utilized by deities such as Saraswati to signify
purity and transcendence, whereas the Anjali
mudra, a gesture of prayer, is commonly depicted
in devotees' offerings of respect to the deities.
Beyond mere artistic expression, mudras
embody a spiritual and cultural heritage that

fosters a transformative experience for
worshippers, evoking a sense of reverence,
spiritual transcendence, and a heightened
connection to the divine realm.

Moreover, in the realm of Indian
classical dance, mudras play a prominent and
captivating role, enriching the expressive
language of this art form. Each mudra carries a
distinct meaning and is meticulously employed
to convey emotions, ideas, and narratives,
allowing dancers to communicate and evoke a
wide range of sentiments. These intricate hand
gestures act as the visual embodiment of
characters, objects, and natural elements, vividly
bringing stories to life on stage. For instance,
the Mayura mudra, representing the movements
and characteristics of a peacock, is skillfully
utilized to portray the grace and vibrancy of the
bird, while the Simhamukha mudra symbolizes
a lion's face, effectively depicting the strength,
power, and fierce nature of a lion in dance
performances. In addition, mudras in Indian
classical dance convey abstract concepts and
emotions, such as love, anger, joy, and
compassion, adding depth and emotional
resonance to the narrative. The execution of
mudras demands precision, fluidity, and
meticulous attention to detail, with dancers
undergoing extensive training to master these
gestures and their integration with other dance
elements, culminating in mesmerizing and
harmonious performances.

Mudras in Indian Classical Dance:

vf³~xdaHkqoua;L;okfpdaloZok³~e;e~ A

vkgk;±pUnzrkjkfnrauqe%lkfRodaf’koe~ AA

His body is the earth, His words all that
is spoken; His ornaments are the stars and the
moon- to such a sattvika Lord Shiva we offer
our prayers (Ganapathi, 2002).

The Abhinaya Darpanam by
Nandikeshvara provides vivid descriptions of
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hand gestures utilized in Classical dance.
Abhinaya, which translates to "bringing forth,"
involves expressive dance to convey emotions,
situations, or personalities. Among the four types
of abhinaya, Angikaabhinaya holds a significant
role in performing arts. Angikaabhinaya refers
to the expression conveyed through various body
parts, with Hasta Mudras or hand gestures being
a fundamental component of this form. These
hand gestures, along with eye movements, neck
movements, and head movements, are integral
to portray stories, evoke emotions, and enhance
the aesthetic appeal within Classical dance. The
Abhinaya Darpana categorizes hand gestures
into two sections: samyukta (gestures performed
with both hands) and asamyukta (single-hand
gestures). Classical dance extensively employs
hand gestures to narrate narratives, convey
emotions, and enhance the artistic essence of the
performance.

The Sanskrit treatise Natyashastra
enumerates 24 Asamyukta Hastas, which pertain
to single hand gestures, and 13 Samyukta Hastas,
corresponding to double hand gestures.
Similarly, the Abhinaya Darpan expounds upon
28 asamyukta Hastas and 24 SamyuktaHastas.
These mudras serve as a means to portray diverse
themes in both independent and myriad
interconnected forms. The precise applications
and techniques of their usage are meticulously
delineated through Viniyoga verses.

Similar to Indian iconography, the
interpretation of mudras in Indian classical dance
showcases the adaptability and versatility of
these hand gestures. Dancers have the creative
freedom to infuse mudras with their own artistic
expression, allowing for nuanced storytelling
and emotional communication. By adjusting the
intensity of finger movements, duration, or
transitions, dancers can convey various emotions
and moods during a performance. For instance,
the Alapadma mudra, traditionally representing
a flag, can be interpreted to evoke the imagery

of a blooming flower or a beautiful face,
conveying a sense of beauty and grace. Through
these subtle adaptations, dancers effectively
communicate the desired emotional tone,
creating a captivating experience for the
audience. Countless depictions can be achieved
through the utilization of a single mudra or a
combination of mudras.

Indian classical dancers frequently adapt
mudras to align with the particular character or
mood they intend to portray. The artistic
interpretation of mudras grants dancers the
ability to infuse their performances with their
distinct style and creative essence, breathing life
into their movements. These adaptations
enhance the richness and diversity of the
classical dance form, empowering artists to
explore the expressive potential inherent in these
age-old hand gestures.

Mudras in Indian Iconography:

vHk;ojngLr%ik’knUrk{kekyk A

Ükf̀.kij’kqn/kkukseqn~xjaeksndap AA

(Lord Ganesha) Holds the Abhaya and Varada
gestures also holds implements such as Pasam,
his tusk, the rosary, srini, Parasu, hammer and
modakam (Ganapathi, 2002).

The sculptural tradition in this region
incorporates dance grammar into sculptural
representations. Sculptors must possess a
comprehensive understanding of dance forms,
enabling them to integrate precise rhythms and
measurements while infusing their own
perception of beauty. The context of the
sculptural image necessitates meticulous shaping
and curving of the limbs and posture to convey
both aesthetic appeal and the essence of the
image. This process may involve exaggerating
certain natural bodily characteristics for the
desired effect. Detailed specifications
concerning mudras (hand gestures) and asanas
(body postures) hold particular significance
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within the sculptural tradition.

In Indian iconography, the adaptation
and interpretation of mudras exemplify the
artistic flexibility and creativity within this
expressive form. Artists can infuse mudras with
unique variations, leading to diverse
representations. The portrayal of deities and
celestial beings allows for modifications to
traditional mudras to convey specific attributes
and characteristics. This artistic interpretation
enriches the mudra, aligning it with the visual
representation and narrative of the artwork.
Additionally, the interpretation of mudras
permits nuanced storytelling and creative
expression through subtle variations in hand
movements, finger positions, or intensity to
convey different emotional nuances within a
piece.

The hands naturally perform five basic
actions - bending, gathering together, spreading,
stretching, and heaping up - to convey intentions.
Shilpa texts have established a specific order for
the hands, known as hasta lakshanam, unique to
sculpture, enhancing the image's expressions.
The hands can be described as the language of
the 'soul in movement.'

In total, there are 32 mudras, classified
into two main groups: thozhilkai and ezhilkai.
Thozhilkai includes functional and expressive
gestures with specific meanings, while ezhilkai
(natyakaram) adds balance and elegance to the
overall form without specific meanings. For
instance, an abhaya mudra falls under thozhilkai,
whereas a beautiful female figure's relaxed,
extended hand represents ezhilkai. Thozhilkai
mudras can be one-handed or two-handed, with
gnana mudra being an example of the first and
anjali mudra of the second.

Comparing Mudras- Indian Classical Dance
and Iconography:

Mudras, intricate hand gestures, hold

significant cultural and expressive value in both
Indian iconography and Indian classical dance
traditions. While both traditions share a variety
of hand positions and similar meanings for
mudras, they serve distinct purposes in their
respective contexts. In Indian iconography,
mudras symbolically represent deities, their
attributes, and significant events from their
narratives. On the other hand, in classical dance,
mudras are used to convey emotions, portray
characters, and narrate captivating stories.

The execution of mudras in Indian
iconography involves stylized and rigid gestures,
adhering closely to established conventions. In
contrast, classical dance utilizes more fluid and
expressive mudras, allowing dancers to adapt
the gestures to their movements and emotional
expressions. While both art forms demand
precision and accuracy in executing mudras,
classical dance often requires a higher level of
skill and training for their precise execution,
adding a unique artistic touch to performances.

The shared use of mudras in Indian
iconography and classical dance underscores
their versatility as a rich language of expression
within the cultural heritage of India,
transcending the boundaries of time and
providing a window into the captivating world
of artistic expression and spirituality.

Conclusion:

Mudras, symbolic hand gestures, hold
deep cultural significance in Indian society,
found in both Indian iconography and classical
dance. Their origins can be traced back to ancient
traditions, where they served as potent means
of expression and communication, representing
deities' attributes and actions in religious rituals.
In Indian iconography, mudras symbolize divine
virtues and are employed in meditation and
spiritual practices. In Indian classical dance,
mudras become a powerful language of
movement, enabling dancers to convey
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emotions, ideas, and narratives on the stage.
Despite their ancient origins, mudras are
adaptable and allow for unique artistic
expressions in diverse contexts. The contrasting
usage of mudras in Indian iconography and
classical dance highlights their differing
purposes, contexts, styles, and complexities,
enriching India's cultural heritage. The enduring
relevance and dynamic nature of mudras
continue to contribute to India's rich tapestry of
artistic and spiritual traditions, fostering a
profound connection between performers,
worshippers, and audiences. This research
illuminates the significant role of mudras in
shaping Indian cultural identity and artistic
expression throughout history.
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Introduction

Sound is the medium of expression. The
name sound is given to the sensation perceived
by our ears and to the branch of physics which
deals with the mechanism of production and
propagation of sound. The production of sound
is the vibration of the body from which it
originates. It can be verified by touching a
sounding bell, strings of sitar, violin etc. A
vibrating source of sound sets the air in its
vicinity into oscillation and causes waves to
travel outwards1. On reaching the ear, the waves
cause the ear drum to vibrate in a way which
reproduces the oscillations of the source.2

Our music is the expression of our
consciousness, a measure of our fulfilment as
human beingi. The musical sound or Nada, as
is known in Hindustani music is predominantly
the base and a subject of deep scientific study.
It is the foundation of the behavior and
communication of the entire universe. It is the
reason for the different vibrations in this
conscious world between living things. It is the
sound through which various languages and

*Associate Professor, Dept. of Music, Kalindi College, Delhi University, East Patel Nagar, Delhi.

 The Science of Sound and Recording : A Brief Study
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This research topic is a brief study to understand the dynamics of sound energy.
The understanding of the ‘Science of Sound and Recording’ techniques help musicians in
the objectives of composing, recording and presentation. It also helps in providing the best
acoustic environment to the performer in auditoriums as well as recording studios. Under
this study the physics behind the basic concepts of music have been discussed. Also, the
history of recording, it’s development, techniques along with analog and digital recording
have been mentioned. The knowledge of physics of sound will help the future generation in
designing an auditorium or a recording studio.
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dialects have originated. The sweetest and most
graceful form of sound can be seen in music.

For several years sound has been
procured as the source of meditation and
understanding by the hermits, philosophers,
musicians, and grammarians. Its various
dimensions have been studied by them to
understand the nuances of Nada. The sound on
the root level can be divided into Ahat Nada
(that which is produced by striking two objects
together) and Anahat Nada (that which is
omnipresent). Also, based on texture or sensory
audibility, sound can be distinguished as human
voice, musical sound, and noise.

Human voice

Let us discuss the mechanism human voice
which is the natural source of sound. The body
parts which mainly assist in the production of
sound are –

1. Power generator - diaphragm lungs,
bronchi, trachea, and muscles

2. Vibrator – larynx.

Although the vibrations of the vocal cords
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are the reason for the production of voice,
the nature of vibration has a great impact
of the action of respiratory muscles. The
intensity, flow and throw of voice, largely
depends on the breathing mechanism. It is
important to understand the respiratory
function, to inhale greater amount of air and
exhale it for a prolonged period thus
sustaining the swar more and more.

3. Articulators - useful in making speech
sound possible like teeth, tongue, lips, etc.
It is these organs due to which the
instrument voice becomes a human and
transcends mechanism.3

4. Resonators - nose, throat, mouth, empty
spaces, and mouth, head, chest, etc. are the
chief acoustic resonators in human body.
One of the unique features of the human
voice is that the size and shape of the
resonators are under the control of the
performer. The shape of the resonators can
be modified by muscular movements which
enable to make hundreds of phonetic
sounds.

The stream of air forced through the
vocal cords from the lungs are the primary
reason for the intensity of sound, the elasticity
and vibrations of vocal cords are the reason of
frequency of voice whereas the quality of timber
depends on the resonators.

Musical sound

Out of the many varieties of sound
present in the air, the one which is regular, stable,
and pleasing to the ear is known as musical
sound4. The source of sound, irrespective of
vocal or instrumental, should produce a
continuous sound in quick succession without
any sudden change.

Noise - When the sound produces a
jarring or unpleasant effect or is at a much higher
level of loudness not acceptable or unbearable

for the eardrums is known as noise. Sound
produced from the shot of a gun, loudspeakers,
industrial machines, fireworks are examples of
noise.

It is important to discuss the
characteristics of sound which provide the basis
of distinction amongst various sounds. The three
main characteristics are-

1. loudness or intensity - loudness or
intensity of sound largely depends on the sound
energy crossing per unit area in one second
round a point. Higher the intensity, higher is the
sound. The intensity is again dependent on five
main factors-

a) Amplitude - loudness is directly
proportional to the square of the amplitude
of the source of sound. This could be more
comprehensible with the example of human
being where the amplitude of sound
produced by men is large as compared to
women and children. Hence the sound
produced by latter is feeble in comparison
to men.

b) Surface Area - loudness or intensity of
sound is also directly proportional to the
surface area of the body producing sound.
The tabla or drums with the large surface
area produce louder sound than those with
a small surface. When the two articles are
forced to vibrate with the frequency of each
other, the apparent surface area increases,
hence a loud sound is produced.

c) Distance -The square of the distance
between the source and the listener is
inversely proportional to the intensity of
sound, provided the sound waves are
produced in all directions. Greater the
distance between the source and the
audience, feeble is the sound.

d) Density - The density of the source of sound
production is also important. Greater the
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density louder is the sound.

e) Motion of the air- Sound needs a medium
to travel such as air, water, and solids. The
air through which sound travels are
longitudinal waves with compressions. If
air is blowing in the direction of
propagation of the sound waves, loudness
increases and vice versa.

2. Pitch - depends upon the frequency of
sound produced. A clearer picture can be
attained by understanding the voice produced
by a female or a child. They both have high pitch
due to low frequency of sound. Because of
higher frequency, the sound produced by a
mosquito is of high pitch. Another observation
here is that the pitch of sound changes when
either the source or the observer, both are
moving.

3. Timber or quality - The waves of sound
although having same pitch or intensity can be
distinguished on the basis of timber. Also, the
timber or quality of sound relies on the presence
of overtones which are naturally different in all
people. Therefore, in some cases, it is the tonal
quality which is the distinguishing factor
between two sounds with same dimensions. This
could be understood by the example of music
heard on the audio mode without visual. A
person can easily recognize the source of sound
production only by timber or tonal quality.

How does the Sound travel?

The waves of sound are spherical
mechanical waves which propagate in all
possible directions. When an instrument
oscillates or vibrates in the presence of a
medium, the waves travel outward carrying
energy. The shape which the sound waves create
is a sphere. The intensity of sound is equal to
the average power output or energy divided by
the area that is perpendicular to the motion of
the energy.

Intensity = Power (Energy)

/ Space (Area)

We all know that the bottom range of
the frequencies heard by human ear is 20 Hertz
which goes up to 20 kHz. The frequency above
the range is called ultrasonic and below 20 hertz
is called infrasonic. The capacity of hearing, that
is, the audibility is more in young age which
decreases with time. It is important to discuss
in short,’ Shruti’, the term given to microtomes
of sound in music. “Shruyate iti shruti”, is an
old Sanskrit saying meaning that which is clearly
audible can be identified as shruti. The term
Shruti has been discussed in our ancient texts
like Natya Shastra, Brihaddeshi and Sangeet
Ratnakar.

Art of learning to listen

We know that it is the music which
enables us to anticipate a visual in any
performance. Any form of presentation devoid
of sound or music fails to create the desired
impact. The multiple possibilities of scenes,
dances, acts, videos are actualized by the music
which goes along the visual. The delicate
balance between the dialogues,  the
communication or the message delivered to the
audience is upholded by the sound in the
backdrop.

The sound or Nada requires expertise
in listening, which is a sharply nurtured effort
of attention.5 The sound demands from its
listeners attention and concentration for creating
a deeper effect. Higher the sensibility, greater
is the impact. That is why we can see difference
in reaction of people watching the same piece
of performance.

The gift of listening is rarely inherited
in its entirety but can be developed more and
more with every year. There is a possibility of
modification in our listening capacity by training
and effort. Few steps that help us in improving
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the art of listening are –

1. Practicing Maun or silence - Maun or
silence is the form of Meditation which is the
highly important factor that supports sound. It
may seem to be the opposite but in fact is the
key to the increase of listening capabilities.
Infact, a note’s character is determined by the
silence around it.6

2. Self-assessment- One should always
adhere to self-judgment or self-analysis for
growth. Introspection is helpful if we desire to
seek improvement in our work. So self-
assessment with focus and target in mind can
bear good results.

3. Focus and practice- the next important
point to be followed is the focus and practicing
the skill of listening on daily basis.

4. Cognitive and emotional-This pertains
to not only sound but conversation also in
general. Paying attention to the micro tunes or
words, comprehending, and integrating with the
knowledge is cognitive approach. Staying
benign and compassionate while listening and
managing emotional overtures is the required
emotional balance.

With all the above-mentioned practices,
one can make good difference in the listening
skills which is extremely helpful especially for
musicians and recordists.

History and Science of Sound Recording
It is an undeniable fact that human voice

is the only living instrument, beautiful, flexible
and exudes a personal warmth. It is also true
that none of the musical instruments devised by
man, extremely melodious they may be in
possible variations of pitch, intensity, and
timber, have equaled the human voice. To
understand the subtlety of sound and present it
with diversifications, science of recording was
developed. As soon as we hear the word
recording the picture which comes to our mind

is of fanciful hard disks and electronic setup
used to capture the data or performance in which
sounds, or visual images are stored. Hence, we
are mainly discussing the process called sound
recording.

The year 1877, marks the beginning of
the era of sound recording and reproduction.
Thomas Alva Edison, the person associated with
the name of sound recording made a phonograph
through a sheet of tin foil which was wrapped
around a cylindrical drum. This drum rotated
and moved by turning a handle, passing under a
metal stylus attached to one side of a diaphragm.
A small mouthpiece was installed on the other
side into which the operator spoke. In India, the
first demonstration of this cylinder phonographs
was held around December 1878 in Calcutta.
The company, Maharaj Lal & Company was
founded in 1895, and was the oldest dealer for
HMV labels in Delhi. It is said that the shape of
these cylindrical records was like a stack of
bangles and hence were called “Churis”7.

With the invention and exploration of
new technologies, waves of progress were
visible in the realms of sound and recording.
These techniques brought a revolution in
recording, enhancing, and enriching the
experience of audio and visual genres for the
mankind.

The history of sound recording can be
divided into four parts.

1. The Acoustic Era (1877- 1925)

The earliest technology in recording
were mechanical devices as mentioned before,
these recorders, conical in shape, they collected
and focused the physical air pressure of sound
waves of the vocal or instrument performers. In
India, Gauhar Jan was the first Indian artist who
took the opportunity of the advent of recording
technology in the year 19102. She was a
musician with an outstanding repertoire and cut
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nearly 600 records, making a mark in the
history.8

2. The Electrical Era (1925- 1945)

The second significantly transitional
wave occurred in 1925 when western electric’s
integrated system of electrical microphones,
amplifiers, electromechanical recorders were
invented. Recording was now a hybrid process,
where the sound was captured, amplified,
filtered, and balanced electronically. But the
process of recording remained mechanical.

3. The Magnetic Era (1945-1975)

The third development wave was visible
in the year 1945 when the magnetic tape
recording was invented. This German
technology gave a new dimension to the audio
world and the difference in audio quality of
prerecorded programs and live broadcasts were
understood.

4. The Digital Era (1975-present)

The current phase of digital era has seen
stunningly revolutionary inventions with respect
to mechanical, electrical, and digital sound
technology. This era has witnessed and is still
witnessing rapid, remarkable, and far-reaching
changes in the recording and production of
sound and visual effects.

Apparently, Science and technology
have given some startling innovations due to
which we are practically able to perceive various
dimensions of sound. It is very crucial for
classical, semi classical and all other forms of
musicians to understand the know-how of
science behind sound and recording technology.
Thus, their performance will reach larger
audience, and can be preserved as a specimen
for coming generations9. Employment prospects
can also be created. In fact, the study of the
“Science of sound” needs to be added in the
curriculum of the students.

Recording of sound is perceived as a
blend of mechanical, electrical, and digital
procedures where the spoken voice, vocal music,
instrumental or sound effects are recreated, or
we can say formatted as desired. Let us discuss
the popular modes of recording sound i.e.,
Analog, and Digital.

1. Analog recording: is a procedure where
a microphone diaphragm senses changes in
atmospheric pressure created by acoustic sound
waves and records them as a mechanical
representation on a medium like phonograph
record. The pattern or shape of this recording is
like original sound wave i.e., the audio signal is
analogous. It is the actual representation of
sound and has warmer effect on the listeners. It
senses and records the micro tunes but has less
possibility of reduction or editing. It is the tried
and tested format which limits the tinkering or
over effects in a performance. These recordings
have chances of deterioration in storage and
restrictions of sharing and portability. But the
experience of analogue recording is far more
satisfying for the listeners.

2. Digital recording: is a conversion of the
analog sound which is picked up by the
microphone in the digital format. As the word
digital suggests, it is related to digits in the form
of binary numbers (zeros and ones). The digital
audio is reconverted into analog form during
playback before amplification to produce sound.
The significance of digital recording is that it is
easy, has nondestructive editing feature and
variety of recording options. It is easily
integrated into multimedia, making possible
multiple copies and replication alongside. The
negative aspect of this recording is that one can
face unannounced crash of the computer or
corruption of data. In both the cases, the person
is at an irreparable loss of entire work. Also, it
has been observed that the digital music, with
all its hi fi technicalities fails to impress the
audience for a longer duration.
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What distinguishes analog audio from
digital audio can be understood with this
example. If we consider the number 1 and 2 on
a number line, we can see several infinite points
between the two numbers. This is what analog
signifies- the infinite number of probabilities
between 1 and 2. While digital mode offers
certain fixed points along the line between 1
and 2, for example 1& 1/4, 1 &1/2,1& 3/4 and
2. The perception of shruti and swar is identical
as people and a specific person10. Indian music
as based on ‘Shruti’ or microtones or
intermediate tones, relies more on analog
recording for accuracy and feel, rather than
digital. Therefore, the sound offered by analogue
to musicians is with all possible frequencies
whereas computers used in digital records
translate the sound into a series of numbers
which are only at approximate closeness to the
actual.

Conclusion

Based on above-mentioned scientific
factors of sound and recording, auditoriums and
studios are designed. Minute acoustic details are
taken into consideration such as sound
absorption, echo, reverberation, soundproofing,
et cetera. The properties of absorption depend
on the density and surface regularity of the
material used in designing the studio. The sound
engineers find the sweet point, that is, the point
where they get the best audio sound and set up
the recording apparatus accordingly. There are
audio engineering courses which teach us in
detail the designing of the studio and the art of
recording music.
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Hkwfedk

Hkkjrh; laxhr foÜo dh çkphure laxhr ijEijk
gSA oSfnd dky ls gh laxhr leLr ekuo tkfr dks ,d
lH; lekt ds :i esa LFkkfir djus dk lQy ç;kl
djrk jgk gSA laxhr lH;rk] laL—fr] lkekftd mRd"̀Vrk
,oa dqjhfr;ksa dks vfHkO;ä djus dk l’kä lkèku gSA
Hkkjrh; laxhrKksa] euhf"k;ksa ,oa laxhr&çsfe;ksa }kjk
loZlEefr ls Hkkjrh; laxhr ds rhu vax xk;u] oknu
,oa uR̀; ekus x;s gSaA bu rhuksa foèkkvksa ds feJ.k dks gh
laxhr dh laKk nh x;h gSA rhuksa  foèkkvksa esa ls xk;u
dks Js"B ekuk tkrk gS rFkk xk;u foèkk dks le)̀ ,oa
vfèkd 'kksHkuh; cukus ds fy, le;&le; ij fofHkUu
çdkj ds ok|ksa dk fuekZ.k gqvkA oSfnd dky esa Loj
ok|ksa esa rr rFkk lqf"kj nksuksa çdkj ds Loj ok|ksa }kjk
xk;u dh laxr ds lk{; feyrs gSa fdUrq vkèkqfud dky
esa xk;u dh laxr ds fy, lqf"kj ok|ksa dk ç;ksx ns[kus
dks ugha feyrkA lHkh çdkj ds rr ok|ksa esa ls xt ls
ctk, tkus okys ok|ksa dh èofu ekuo daB ls vR;fèkd

Hkkjrh; laxhr esa xt+ ok|ksa dh ijEijk % ,d vè;;u

M‚- Üosrk dqekjh· · [kq’k i‚y·

'kksèk lkj

Hkkjrh; laxhr dh oSHko’kkyh ijEijk esa fofHkUu çdkj ds ok|ksa dk çpyu ,oa  fo’ks"k egRo
jgk gSA loZçFke ok|ksa ds fuekZ.k dk ç;kstu xk;u laxhr ds lkFk laxfr }kjk xk;u laxhr dks
vR;kfèkd jl;qä rFkk vkuançn cukuk Fkk fdUrq dkykarj esa ok|ksa ds of’k"V xq.kksa ds dkj.k Hkkjrh;
laxhr esa ok|ksa ds Lora= oknu laxhr dh çFkk dk çknqHkkZo gqvkA orZeku le; esa Hkh Lora= oknu laxhr
dh çFkk dk Hkkjrh; laxhr esa lQyrkiwoZd fuokZg gks jgk gS A lkFk gh uoksUes"k ls ;g çFkk fur uwrurk
dh vksj vxzlj gks jgh gSA ok|ksa dk çFke y{; xk;u laxhr dh laxr gh FkkA oSfnd dky ls gh xk;u
foèkk] ok|ksa ds vHkko esa viw.kZ ekuh tkrh jgh gSA Hkkjrh; laxhr esa xk;u dh laxfr ds fy, fofHkUu çdkj
ds ok|ksa dk ç;ksx ns[kus dks feyrk gS fdUrq lHkh çdkj dh ok|ksa esa ls xt+ rr ok|ksa dh èofu vR;fèkd
d.kZfç; gksus ds dkj.k xt+ rr~ ok|ksa dks xk;u dh laxfr ds fy, vuqdwy ekuk tkrk gSA Hkkjrh; laxhr
esa xt+ ok|ksa dh ijEijk vR;ar le)̀ jgh gS rFkk orZeku dky esa Hkh fofHkUu çdkj ds xt+ rr ok|ksa ds
fuekZ.k dk Øe vfojke :i ls xfreku gSA Hkkjrh; laxhr ds yxHkx gj igyq dks xt+ rr ok|ksa us
viuh mifLFkfr ls lq’kksfHkr fd;k gSA

lwpd 'kCn % Hkkjrh;] laxhr] ok|] xt+] rkj] rRk~] oh.kk

izfof/k % f}rh;d ek/;eksa dk mi;ksx fd;k x;k gSA

· 'kksèkkFkÊ] xk;u foHkkx] laxhr ,oa eap dyk ladk;] dk’kh fgUnw foÜofo|ky;] okjk.klh
· · lgk;d vkpk;kZ] xk;u foHkkx] efgyk egkfo|ky;] dk’kh fgUnw foÜofo|ky;] okjk.klh

fudV ekuh tkrh gSA ekuo daB dh lHkh fo’ks"krkvksa
,oa lw{erkvksa dks xt ok|ksa }kjk lgt gh çLrqr fd;k
tk ldrk gSA blh dkj.k vkèkqfud dky esa xt ok|ksa
dks daB laxhr dh laxr ds fy, vR;fèkd mi;qä ekuk
tkrk gSA orZeku le; esa Hkkjrh; laxhr esa xk;u dh
laxr] rky ok|ksa ds Lora=&oknu esa laxr] uR̀; ds lkFk
laxr] Lora= oknu] yksd laxhr] lqxe laxhr vkfn(
laxhr dh yxHkx lHkh çdkj dh foèkkvksa esa xt+ ok|ksa
dk ç;ksx çpqjrk ls gks jgk gSA lkjaxh] csyk] bljkt]
fny#ck vkfn fofHkUu çdkj ds xt+ ok|ksa us Hkkjrh;
laxhr dks viuh fo’ks"krkvksa ds dkj.k le)̀ fd;k gSA

'kksèk fo"k;

Hkkjrh; 'kkL=h; laxhr dh rhuksa foèkk,¡ vius
vki esa iw.kZ gksus ds ckn Hkh ,d&nwljs ds fcuk viw.kZ gSA
xk;u] oknu rFkk uR̀; esa xk;u Js"B gS] fdUrq ok|
laxhr jfgr xk;u esa viw.kZrk dk vkHkko Li"V :i ls
vuqHko fd;k tk ldrk gSA Hkko rFkk ekèkq;Z laxhr dk
vR;ar vko’;d rRo ekuk tkrk gS] xk;u ds lkFk ok|ksa
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dh laxfr blh Hkko rFkk ekèkq;Z esa of̀) djrh gSA
orZeku dky esa xk;u ds lkFk laxr ds fy, rr ok|ksa
dk ç;ksx fd;k tkrk gSA oknu&fØ;k ds vkèkkj ij rr
ok|ksa ds fofHkUu çdkj gSa] tSls& fetjkc vFkok dks.k ls
ctk, tkus okys ok|] xt }kjk ctk;s tkus okys ok|
vkfnA lHkh çdkj ds ok|ksa esa ls xt ls ctus okys
ok|ksa dks xk;u dh laxfr ds fy, vR;fèkd mi;qä
ekuk tkrk gSA xt ok|ksa dh eq[; fo’ks"krk gS èofu esa
fujarjrk vFkkZr~ ,d gh Loj ij vfèkd nsj rd èofu
dks fcuk [kf.Mr fd;s BgjukA blh fo’ks"krk ds dkj.k
xt ok|ksa dh èofu vR;fèkd d.kZfç; yxrh gSA xt
dks vU; ukeksa ls Hkh iqdkjk tkrk gS] tSls %&b'khdk]
osrl] lykdk] dekuh] èkuq"k rFkk xtA bues ls ̂b'khdk*]
xt+ dk çkphu uke gS fdUrq orZeku esa ^xt* 'kCn
lokZfèkd çpfyr gSA

 Hkkjrh; laxhr esa xt ok|ksa dk çpyu
vfèkdrj fo}ku jkek;.k7dky ls ekurs gSa] jkek;.k&dky
esa jko.k }kjk fufeZr ok| Þjko.kgLr oh.kkß ¼ftls yksd
esa jko.kgRFkk dgk tkrk gS½ çFke xt ok| ekuk tkrk
gSA fdUrq oSfnd xzaFkksa dk xgjkbZ ls vè;;u djus ls
;g Kkr gksrk gS fd xt ok|ksa dk ç;ksx oSfnd dky ls
gh vkjEHk gks x;k FkkA osnksa esa Þok.kß uked ,d ok|
dk mYys[k feyrk gS] ;g ok| 100 rkj ;qä Fkk rFkk
Þbl ok| dh raf=;k¡ ekSUth dh cuh gqbZ gksrh Fkh rFkk
bldk oknu b'khdk vFkok osrl ds oØkdkj n.M ls
fd;k tkrk FkkAß1 mä dFku ls Li"V gS fd Hkkjrh;
laxhr esa xt+ ok|ksa dh ijEijk jkek;.k dky ls ugha
vfirq oSfnd dky ls pyh vk jgh gSA xt+ ok|ksa dh
ijEijk oSfnd dky ls çkjaHk gksdj vkèkqfud dky rd
fujarj çokgeku  gSA oSfnd dky esa rr ok|ksa dk ç;ksx
dsoy xk;u dh laxr ds fy, fd;k tkrk Fkk] fdUrq
vkèkqfud dky esa xt+ ok|ksa dk ç;ksx laxhr dh yxHkx
gj foèkk esa ns[kk tk ldrk gSA

Hkkjrh; oknu laxhr esa ok.k rFkk jko.kgLr
oh.kk ds i’pkr~ le;&le; ij vusd xt ok|ksa dk
çpyu ns[kus dks feyrk gSA oSfnd dky ls çkjEHk gqbZ
xt ok|ksa dh ijEijk orZeku dky esa Hkh fujarj lef̀)
,oa çxfr ds iFk ij vxzlj gSA Hkkjrh; oknu laxhr
ds çeq[k xt ok|ksa dk o.kZu fuEufyf[kr gS&

Hkkjrh; laxhr ds çeq[k xt rr ok|&

1- ok.k

2- jko.kgLr oh.kk

3- fiukdh oh.kk

4- lkjaxh

5- csyk

6- bljkt

7- fny#ck

8- e;wjh oh.kk

9- dek;pk

10- lkfjank

1- ok.k

Þok.kß ok| dk loZçFke mYys[k _Xosn esa
feyrk gSA _Xosn esa oh.kk 'kCn dk mYys[k ugha feyrk
vfirq ̂ ok.k* 'kCn dk mYys[k vusd LFkkuksa ij ns[kk tk
ldrk gSA ,sls çek.k feyrs gSa fd Þok.kß 'kCn  oSfnd
dky esa lHkh çdkj ds rr ok|ksa ds fy, lkekU; laKk
FkhA oSfnd dky esa lHkh çdkj ds rr ok|ksa ds fy,
ok.k 'kCn dk ç;ksx rks gksrk gh Fkk] blds vfrfjä
^ok.k* uked ,d Lora= ok| ds miyCèk gksus ds lk{;
Hkh feyrs gSaA ok.k ok| esa 100 rkj yxk;s tkrs FksA
ÞdkR;k;uJkSr lw= ds vuqlkj bldh ra=h; ewat vkSj
nH;Z ¼?kkl dk ,d çdkj½ dh cuh gksrh FkhAß2 ;g ok|
xt }kjk ctk;k tkrk Fkk] bldk çek.k ges ÞtSfeuh;
czkã.kß xzUFk esa feyrk gS] ÞtSfeuh; czkã.k esa ok.k ok|
dks mn~xkrk ,oa çLrksrk }kjk fofHkUu ea=ksa ds ç;ksx
lfgr vkSnqEcj dh ydM+h ds cus vklu ij cSBdj lc
rkjksa dks dldj b"khdk ls ctkus dk mYys[k feyrk
gSAß3 M‚- vatuk HkkxZo ds vuqlkj ok.k uked oh.kk ij
b"khdk ;k osrl ds n.M ls oknu fd;k tkrk FkkA
blds vfrfjä vkSj Hkh vusd çek.kksa ds vkèkkj ij ;g
fl) gksrk gS fd oSfnd dky esa ç;ksx gksus okyk ok.k
uked ok| ,d xt ok| FkkA vr% Li"V gS fd Þok.kß
Hkkjrh; laxhr dk çFke xt ok| gSA

2- jko.kgLr oh.kk

jko.kgLr oh.kk dk mYys[k loZçFke jkek;.k
esa feyrk gSA dgk  tkrk gS fd Hkxoku f’ko dks çlUu
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djus ds fy, jko.k
u s bl oh.kk dk
fuekZ.k fd;k FkkA
vkt Hkh Jhyadk esa
èk qeDdM tkfr;ks a
}kjk bl çdkj ds
,d ok| dk ç;ksx
ns[kus dks feyrk gS ftls og Þchuokgß dgrs gSA laxhrjkt
xzUFk ds vuqlkj jko.kgLr oh.kk yadkifr jko.k us cukbZ
Fkh] ftlesa nks rkj gksrs Fks] rFkk bls xt+ ls ctk;k
tkrk FkkA blds vfrfjä bl ok| dk mYys[k ^laxhr
ikfjtkr* rFkk ̂ laxhr edjan* esa Hkh feyrk gSA Hkkjr esa
;g ok| jktLFkku rFkk xqtjkr esa ̂ jko.kgRFkk* ds uke ls
çpfyr gSA jko.kgRFkk] jktLFkku dk çeq[k ,oa yksdfç;]
yksd ok| gSA jko.kgLroh.kk ;k jko.kgRFkk ds nks çdkjksa
dk mYys[k xzaFkksa esa feyrk gS] ,d esa nks ls rhu rkj rFkk
nwljs esa rhu ls pkj rkj gksus dk mYys[k çkIr gksrk gSA
;g ?kksM+s ds ckyksa ls cus xt ls ctk;k tkrk gSA

3- fiukdh oh.kk

fiukdh oh.kk dk
loZçFke mYys[k ^laxhr
lqèkkdj* ¼1175 bZå½ xzUFk
esa ia- gfjiky }kjk fd;k
x;kA bls rkar ls cuh ra=h
dks èkuq"k dh Mksjh ds leku
n.M ls ckaèk dj nkfgus
gkFk esa j[kuk pkfg, rFkk
Þikap eqëh yEcs èkuq"k ls
tks lQsn xqxqy ds pw.kZ ls
ekats x;s ?kksM+s ds cky ls ;qä gks] ck,a gkFk esa j[kdj
ctkuk pkfg,Aß4 fiukdh oh.kk dk mYys[k ̂ laxhrjkt*]
^laxhrjRukdj*] ̂laxhr ikfjtkr* vkfn xzaFkks esa Hkh feyrk
gSA ia- lqèkkdyk’k bl oh.kk dks èkuq"k ds lkeku rqEck
okyh oh.kk dgrs gSA ^vkbZus vdcjh* esa Þfiukdh oh.kk
dk nwljk uke Þlqjforkuß Hkh fy[kk gSAß5 fiukdh oh.kk
esa raf=;ksa dh la[;k ds fo"k; esa fofHkUu xzaFkks esa fHkUu&fHkUu
la[;k dk mYys[k feyrk gSA vfèkdrj xzUFkdkj blesa
,d ls nks raf=;ksa rFkk nks ls rhu rqEcksa dk mYys[k
djrs gSaA orZeku le; esa fiukdh oh.kk yqIr gks x;h gSA

4- lkjaxh

orZeku dky esa lkjaxh
mÙkj Hkkjrh; laxhr esa lokZfèkd
çpfyr xt ok|ksa esa çeq[k ok|
gSA bl ok| dh mRifr ds fo"k;
esa vusd er ik, tkrs gSa] ,d
er ds vuqlkj okftn vyh 'kkg
ds njckj esa lkjax [kka uked
laxhrK us bldk vkfo"dkj fd;k
rFkk bUgha ds uke ls bl ok|
dk uke lkjaxh gqvkA ia- jke
ukjk;.k ds vuqlkj bl ok| dk
uke loZçFke lkSjaxh Fkk] dkykarj esa bl ok| dk uke
lkSjaxh ls lkjaxh gqvkA ,d vU; er ds vuqlkj] lkjaxh
dk vkfo"dkj fe;k dYyw [kka us fd;kA egksEen dje
beke ds vuqlkj gkfde cdjkr blds vfo"dkjd gSaA
ia- vjfoan ikfj[k ds vuqlkj vehj [kqljks us çkphu
ok| lktjax esa lqèkkj dj lkjaxh dk vkfo"dkj fd;kA
dqN fo}ku lkjaxh dk lEcUèk ^laxhr edjan* esa of.kZr
lSjUèkzh oh.kk rFkk ^laxhr lqèkkdj* esa of.kZr lkjax oh.kk
ls tksM+rs gSa] vr% lkjaxh ok| dk vkfo"dkj fdlds
}kjk gqvk ;g dguk dfBu gSA orZeku le; esa çpfyr
lkjaxh esa eq[; rkjksa dh la[;k rhu ls pkj gksrh gSA
Þvktdy çk;% pkj rkjksa ds ç;ksx dk çpkyu vfèkd
gSAß6 lkjaxh esa rjc ds rkjksa dh la[;k fofHkUu fo}kuksa
us fHkUu&fHkUu ekuh gSA dqN fo}ku rjc ds rkjksa dh
la[;k 10 ls 15] dqN fo}ku 11 ls 13] dqN fo}ku 15
ls 22] dqN fo}ku 24] dqN fo}ku 34 ls 35 rFkk dqN
fo}ku 56 ekurs gSaA lkjaxh dk xt yxHkx nks QqV
yEck gksrk gSA ftls 'kh’ke ;k vkcuwl dh ydM+h ls
cuk;k tkrk gSA blesa ?kksM+s dh iwaN ds yxHkx 300 cky
yxk;s tkrs gSaA Hkkjr ds fofHkUu çkUrksa esa çpfyr
fHkUu&fHkUu çdkj ds yksd laxhr esa lkjaxh ds fofHkUu
çdkjksa dk ç;ksx ns[kk tk ldrk gS] tSls%& tksfx;k
lkjaxh] xqtjkru lkjaxh] flUèkh lkjaxh] èkkuh lkjaxh
rFkk vkykoq lkjaxh vkfnA mÙkj Hkkjrh; 'kkL=h; laxhr
esa xk;u ds lkFk laxr ds fy, lkjaxh ok| yxHkx lHkh
dykdkjksa dh igyh ilan gSA
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5- csyk

csyk lEiw.kZ Hkkjro"kZ esa lokZfèkd
çpfyr ,oa yksdfç; ok| gSA oÙkZeku
le; esa mÙkj Hkkjrh; 'kkL=h; laxhr]
nf{k.k Hkkjrh; 'kkL=h; laxhr] yksd
laxhr] Hktu laxhr] lqxe laxhr rFkk
fp=iV laxhr csyk dk ç;ksx gj LFkku
ij çpqjrk ls gks jgk gSA csyk ds vkfo"dkj
ds fo"k; esa fo}ku ,d er ugha gSA dqN fo}ku bls
fons’kh ok| rFkk dqN fo}ku bls Hkkjrh; ok| ekurs
gSaA csyk ok| fons’kh gS ;k Hkkjrh; ;g vkt Hkh 'kksèk
dk fo"k; gSA ÞçkjaHk esa ¼bZå lu~ 1510&30½ csyk ok| esa
rhu rkj yxk;s tkrs FksAß7 dkykarj esa csyk ok| esa pkj
rkjksa ds ç;ksx dk çpyu çkjaHk gqvkA orZeku le; esa
rhu rkj ;qä csyk ok| yqIr gks x;k gS rFkk 4] 5]
vFkok 6] rkjksa ls ;qä csyk dk çpyu ns[kus dks feyrk
gS fdUrq pkj rkj ;qä csyk lokZfèkd çpfyr gSA dqN
Hkkjrh; fo}kuksa us csyk ok| esa rjc ds rkj yxkus dk
lQy ç;ksx Hkh fd;k gSA csyk ok| ds xt esa ?kksM+s dh
iwaN ds 150 ls 250 cky yxk;s tkrs gSaA csyk] Hkkjr esa
gh ugha vfirq lEiw.kZ foÜo esa lokZfèkd yksdfç; ok|
gSA

6- bljkt

bljkt ,d Hkkjrh; xt+ ok| gS
ftldk fuekZ.k flrkj vkSj lkfjank ds feJ.k
ls gqvk gSA blds fuekZrk ds fo"k; esa dksbZ
tkudkjh miyC/k ugha gSA blesa eq[;r% pkj
rkj gksrs gSa rFkk 15 ls 20 rjc ds rkjksa dk
ç;ksx fd;k tkrk gSA bldk xt] lkjaxh ds
xt+ ds lkeku gksrk gSA

7- fny#ck

bl ok| dk
fuekZ.k bljkt ds vkèkkj
ij] flrkj vkSj lkjaxh ds
feJ.k ls gqvk gSA blds
fuekZ.k ds fo"k; esa Hkh dqN dgk ugha tk ldrk] fdUrq
,d er ds vuqlkj fny#ck dk vkfo"dkj fl[kksa ds
n’ke xq# Jh xq# xksfcan flag }kjk fd;k x;k FkkA

blesa eq[;r% pkj rkj gksrs gSaA dqN fo}ku~ blesa rkjksa
dh la[;k 6 ekurs gSaA blesa rjc ds rkjks dh la[;k 20
ls 22 gksrh gSA Þbldk xt+ bljkt ds lkeku gksrk gSAß8

8- e;wjh oh.kk

e; wj h  oh . k k d s
vkfo"dkj ds fo"k; esa dgk tkrk
gS fd fl[kksa ds NBs xq#] Jh
xq# gjxksfoan th us bl ok|
dk fuekZ.k fd;k FkkA bl ok|
dks ^rkml* Hkh dgk tkrk gSA
bl ok| dh èofu rFkk vk—fr
eksj ds leku gS rFkk if’kZ;u
Hkk"kk esa eksj dks rkml dgk tkrk gS] blhfy, bl ok|
dks rkml ;k e;wjh oh.kk dgk tkrk gSA bl ok| dks
'kh’ke dh ydM+h ls cuk;k tkrk gSA blesa eq[; pkj
rFkk 28 ls 30 rjc ds rkj yxk;s tkrs gSaA bldk xt
Hkh ?kksM+s dh iwaN ds ckyksa ls cuk;k tkrk gSA bl ok|
dk vfèkdrj mi;ksx xqjer laxhr esa fd;k tkrk gSA

9- dek;pk

Þdek ¡;pk] dek ¡pk vFkok
dek¡xk bZjkuh ok| gSAÞ9 Hkkjr esa
eqlyekuksa ds vkxeu ds lkFk ;g ok|
Hkkjr igqapkA vjc ds vusd ns’kksa esa
dek¡;pk ds fofHkUu çdkjksa dk çpkyu
gS] ftues ,d] nks] rhu vFkok pkj rkjksa dk
ç;ksx fd;k tkrk gSA Hkkjr esa dek¡;pk
,d yksd ok| ds :i esa çpfyr gS] blesa 3 eq[; rkj
rFkk 8 rjc ds rkjksa dk ç;ksx fd;k tkrk gSA bldk
oknu xt+ }kjk fd;k tkrk gSA orZeku esa dek¡;pk d’ehj
rFkk jktLFkku ds yksd ok| ds :i esa tkuk tkrk gSA

10- lkfjank

lkfjank] xt+ ls ctus
okyk ,d yksd ok| gSA bls lkjaMk
vFkok lfjaMk Hkh dgrs gSaA bl
ok| esa rkjksa dh la[;k rhu gksrh
g SA Hkkjr e s a iatkc] caxky]
jktLFkku] vle rFkk f=iqjk ds
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ijEifjd yksd xhr rFkk uR̀; ds lkFk bldk mi;ksx
fd;k tkrk gSA lkfjank ok| dh èofu vR;Ur eèkqj gksrh
gSA bls ,d gh ydM+h ds VqdM+s dks dkV dj cuk;k
tkrk gSA blds xt+ esa Hkh ?kksM+s ds ckyksa dk ç;ksx fd;k
tkrk gSA

mi;Zqä çeq[k xt ¼rr½ ok|ksa ds vfrfjä
Hkkjrh; laxhr esa le;&le; ij fofHkUu çdkj ds xt
ok|ksa dk çpkyu jgk gS] tSls %& lqj lkxj] csyk cgkj]
lkjaxk] yfyr oh.kk] lqj I;kj vkfnA

xt+ ok|ksa dh bruh og̀r~ ,oa le)̀ ijEijk
Hkkjrh; laxhr ds vfrfjä foÜo ds fdlh vU; laxhr
esa ugha ikbZ tkrhA vr% xt ok| Hkkjrh; laxhr dh
fo’ks"krk Hkh gS vkSj xkSjo HkhA Hkkjrh; laxhr dks lEiw.kZ
foÜo esa çfrf"Br djus esa xt ok|ksa dk ;ksxnku
fpjLej.kh; gSA

fu"d"kZ %

çLrqr 'kksèk&i= esa Hkkjrh; laxhr esa xt+ }kjk
ctk;s tkus okys ok|ksa ij ppkZ dh xbZ gSA Hkkjrh;
laxhr esa xt ok|ksa dk çpyu oSfnd dky ls fujarj
pyk vk jgk gSA fofHkUu çdkj ds xt ok|ksa dk vè;;u
djus ls Kkr gksrk gS fd oSfnd dky ls vkèkqfud dky
rd ok|ksa ds fy, fofHkUu çdkj rFkk vkdkj ds xt dk
ç;ksx gksrk jgk gS fdUrq lHkh çdkj ds xt esa ?kksM+s dh

iwaN ds ckyksa dk gh ç;ksx ns[kus dks feyrk gS] vkèkqfud
dky esa Hkh ?kksM+s dh iwaN ds ckyks ls ;qä xt dks gh
mi;qä eu tkrk gSA Hkkjrh; laxhr esa xt ok|ksa dh
ijEijk vR;ar çkphu gksus ds ckn Hkh orZeku le; esa
vius Js"Bre :i esa fo|eku gSA ,slk çrhr gksrk gS fd
xt ¼rr~½ ok|ksa ds vHkko esa Hkkjrh; laxhr uhjl vFkok
çHkkoghu gks ldrk gSA vr% xt ¼rr~½ ok| Hkkjrh;
laxhr dk viF̀kd vax gS] ftlds vHkko esa Hkkjrh;
laxhr dh dYiuk fujFkZd gSA
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Geographical location:

In Assam's Dima Hasao, Karbi Anglong,
Nowgong, and Cachar districts, there are sizable
settlements of Dimasa Kachari people. A few
Dimasa people have also made Nagaland their
home. Barmans are the term for the Dimasa
Kacharis of the Cachar area. 3,786 square
kilometre Cachar District is located in the lower
and southern region of Assam. South of the
Barak River, across the North Cachar Hills, is
where Assam's bottom half begins. The primary
river in this area is called Barak, and the valley
bears its name. North Cachar Hills (Dima Hasao
District) and Jaintia Hills (Meghalaya state)
encircle the area on both sides. Cachar is
bordered by the states of Manipur to the east,
Mizoram to the south, Tripura to the west, and
Sylhet district of Bangladesh to the east. Cachar,
Karimganj, and Hailakandi are the three districts
that make up Barak Valley. The most significant
social, cultural, and economic centre in the area
is Silchar, the administrative centre of the Cachar
district.
*Former Research Scholar, Department of Visual Arts, Assam University, Silchar

Ethnic Community and Cultural Tradition in The Context of
Globalization: A Study on Dimasa Ethnic Group of Barak Valley, Assam

Dr. Binoy Paul*
Abstract

The northeastern Indian state of Assam serves as a meeting place for several ethnic
groups, each with its own distinctive culture, including the Boro Kachari, Garo, Deori,
Dimasa, Karbi, Kuki, and Mising. The biologically diverse Assamese people have a diverse
culture, and they have traditionally traded cultural artifacts among one another. Assam's
largest tribal and most culturally diverse population is the Dimasas. It belongs to the Bodo
stock and the Tibeto-Burman Linguistic family. The term 'Dimasa' means the son of big
river-Di means water Ma-means big and Sa-means son. It may be presumed that the Dimasa
consider themselves to be the descendants of the Brahmaputra. According to some scholars
Dimasa descended from Hidimba, the princes of Kamrupa who married Bhima (the 2nd
Pandaba). The present study is an attempt to understand historical and cultural tradition of
Dimasa.

Key words: Ethnic community, Globalization, Dimasa ethnic group, Festivals, Art & Craft
Methodology : This research paper is supported by secondary informations.

Dimasa villages in Cachar District:

Khaspur, Silchar, Dhalai, Bikrampur,
Kumachera, Dalaichera, Joypur, Barkhala,
Kalahaor, Sheorartal, Ganganagar, Lakkhinagar,
Bilaipur.

Historical background of Dimasa Kachari:

According to a widely accepted myth
among the Dimasa people, their forefathers
resided near the meeting point of the rivers
Dalaobra and Sangibra. There was a gigantic
banyan tree in that lovely location, and its canopy
completely shaded the area. Many birds and
other creatures made their homes in the tree. That
area of extremely rich land was near the coast
and was abundant with reed and maize plants.
The location was thus ideal for creating a
province and ultimately a monarchy. The
aboriginal people eventually opted to depart the
region since it had become too crowded and had
settled in nearby and distant locations. Some of
the inhabitants stayed behind, but the majority
travelled to the Nilachal along the Tini-Sangibra
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(Brahmaputra) river's upstream flow.

The Barman dynasty was established in
the fourth century C.E. by Pushyavarman, who
eventually defeated the ancient Kacharis who
had governed Kamarupa. They then founded
their kingdom at Sadiya, where they ruled for
several centuries and added the contemporary
North Cachar Hills to their realm, as well as the
area beyond the river Dishang up to Namsang
in the Naga Hills. Their main office was located
in Dimapur, close to the Dhansiri river. The
Ahoms conquered Assam's Brahmaputra valley
in 1228. There has long been strife between the
Ahoms and the Dimasas. The Dimasa conquered
the Ahoms in the early years. However, the
Ahoms progressively overcame the Dimasas'
resistance to their attacks and ultimately
vanquished them. The Dimasas fled Dimapur
and the Dhansiri valley following a conflict in
1536 and went south, establishing Maibong as
their new capital.

The Dimasas overcame the Ahoms
under Jasanarayan's rule (early 17th century),
and Jasanarayan proclaimed himself an
independent king. He asserted that the Dimasa
kingdom was known as the Heramba kingdom
and that he was a descendant of Ghatotkacha,
the son of Hidimba and Bhima in the
Mahabharata. In a silver coin he produced, he
identified himself as the "Herambeswara," or
"Lord of Heramba," and as a devotee of the Hara-
Gouri, or Siva and Durga. The term "Heramba,"
which later commonly appears in inscriptions,
coins, and other chronicle sources, is used for
the first time on this oldest coin of the
independent dynasty. There is no historical proof
to back up the Dimasa myth that they are
Ghatotkacha ancestors.

A century later, about 1750, the Dimasa
monarchy was moved to Khaspur, where the
Dimasas gradually began to be influenced by
Hinduism. In a ceremony held in front of

Brahmins, Raja Krishna Chandra and his brother
Govinda Chandra renounced their Hindu faith,
joined the Kshatriya caste, and adopted the
surname "Barman."

In 1813, Raja Krishna Chandra passed
away, and his brother Govinda Chandra
succeeded him as ruler. Throughout his
leadership, the Burmese launched many raids
and took control of Assam, Manipur, Jayantia,
and Cachar. It is known as "Barmar Bhagan" and
was a time of severe sorrow for those who had
to spend extended periods of time in hiding. Raja
Govinda Chandra signed a pact with David Scott,
Agent to the Governor-General of the Eastern
Frontier, in 1824 after asking the East India
Company for protection. The Raja was required
to "listen to at all time the counsel provided for
the benefit of his subjects by the Governor
General in Council," but the Company would
not meddle in the state's internal affairs. If the
Raja failed to pay an annual tribute of 10,000
rupees, the Company was free to capture as much
land as would be required to collect the debt. In
exchange, the Company would defend the
regions of Cachar from external foes. The
Manipuri soldiers murdered Raja Govinda
Chandra in Haritikar in 1830. The Dimasa or
Heramba dynasty ended with his death on
August 18, 1832, and Cachar was ruled by the
British because he had no heir.

Living in a multicultural and economically
diverse society:

Despite being one of India's patriarchal
societies, Dimasa culture features some well-
known matriarchs. The standing of men and
women is equal. Endle had remarked that child
marriage was not practised and that the
relationship between the sexes was of a more
"sound and healthy nature" than in many nations
professing "greater civilization." A Dimasa man
views his wife as an equal and his lifelong friend.
A Dimasa lady has independence and respect
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from her lover and society in both her early and
married life. The Dimasas closely adhere to
monogamy, which promotes gender equality and
makes both boy and girl births a cause for
celebration.

The clan system is used in Dimasa
society; there are 42 female clans and 40 male
clans (known as Semphong) (known as Julu).
The same-clan marriage is not permitted. No
matter what, a male cannot wed a girl from his
mother's clan, and a girl cannot wed a boy from
her father's tribe. Sons and daughters receive an
equal share of the family's assets. Sons typically
inherit the father's possessions, including real
land, weapons, money, and livestock. On the
other hand, daughters or the closest female
family inherit the mother's possessions, such as
jewellery, clothing, and handlooms.

Even though most of their ceremonies
are mixed with animism, the Dimasas consider
themselves devoted Hindus. They consider
themselves to be the offspring of Bangla Raja
and the heavenly bird Aarikhidima. According
to legend, their ancestors' deities are the "six
sons" of Bangla Raja and Aarikhidima, also
known as Sibrai, Doo Raja, Naikhu Raja, Waa
Raja, Ganyung-Braiyung, and Hamiadao. They
refer to those ancient deities as Madai; the Madai
are responsible for overseeing various sections
of the Dimasa settlement and have their own
territorial jurisdictions, known as daikho (similar
to sacred groves). It is said that the Madai, or
spiritual entity, who resides in a certain daikho
guards the neighbourhood residents and
determines their fates. The daikho is revered by
the Dimasa once a year. When they do worship,
they designate an earthen mound as the deity
rather than any image or idol.

In Dimasa community, agriculture is the
major source of income. They continue to engage
in jhum (slash-and-burn) farming in steep places.
They also grow castor, sesame, cotton, chilly,

pumpkin, gourd, ginger, brinjal, mustard,
pineapple, and orange in addition to rice and
maize. They use the same farming techniques
as non-tribal people in the plains regions. In
January, they commemorate the winter crop with
their primary celebration, Bishu, which includes
religious rites, folk dances, music, and food. On
such occasions, it is customary to give hand-
woven textiles to family and friends in lieu of
traditional clothing made by Dimasa women.

In the Dimasa community, handloom
weaving is a craft mostly practiced by women,
as it is in other tribal tribes in North-east India.
The Dimasa have a proverb to the effect that
their women are natural weavers. In their
civilization and culture, weaving, food
production, and agriculture are all intertwined
to the point that one cannot exist without the
other. A long-standing custom of the Dimasa
Kacharis is to cultivate castor plants in order to
rear the eri cocoon (the eri pupa consumes the
castor leaf), develop it into fibre, reel and spin
the fibre into yarn, and then weave the fabric.
Women in Dimasa weave eri fabric that is of a
significantly higher calibre than that produced
in other regions of Assam.

The practice of weaving is so intrinsic
to Dimasa culture and their way of life that it
frequently appears in their folklore, folktales,
and folksongs. The daily craft of the Dimasa
women is weaving. Traditionally, all of the
supplies and machinery required for weaving are
obtained locally. The art of weaving has been
quickly developing in recent years. The usage
of yarn, dye, motifs, designs, and the producing
method have undergone several alterations. The
current study aims to recognize the value of
traditional practice as well as any potential long-
term consequences brought on by modifications
to the practice, notably in Dimasa culture.
Various Dimasa villages in the Cachar district
were visited in order to document the weaving
process. To comprehend the most recent altering
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patterns, the data is analysed in light of the
current regional and national textile industry
scenarios.

Simple versions of flora and animals are
incorporated into Dimasa textile themes, which
draw inspiration from their environment. On
plain-weave fabric, the motifs are incorporated
using the extra-weft method and colourful yarns,
primarily in the colours orange, green, yellow,
blue, red, and black. Only for home usage and
ceremonial purposes do Dimasa women weave
clothes. The majority of the time, weaving is not
done for profit or for commercial objectives; but,
occasionally, after meeting home requirements,
extra textiles are sold. They earn extra money in
this manner.

The Dimasa Kachari Festivals:

Festivals, which are an essential
component of culture, offer a wealth of
possibilities for people to get together, foster
cultural vitality, and improve social bonds. The
Busu Dima festival, which is significant in every
Dimasa home, is one such celebration for the
Dimasas. In conjunction to their jhum harvesting
season, the Busu festival is held. After several
months of rigorous effort, it is time to celebrate
and unwind. The celebration helps the Dimasas
get over the annoyances of daily living. As a
result, after a year of arduous labour, the
agricultural people look forward to busu and
celebrate it as an auspicious day. Depending on
the level of preparation and the number of days
to be committed, there are several methods to
commemorate Busu Dima. The length of the
celebration varies from town to village; some
may last three days, while others may last as
long as seven. There are three methods to
commemorate the magnificent Busu festival.
Three days of Busu celebrations are known as
Busu Jidap, five days of Busu celebrations are
known as Surem, and seven days of Busu
celebrations are known as Hangseu Busu.

The Busu festival celebration continues
with singing and dancing to the accompaniment
of the khram (drum) and the moori, two
traditional musical instruments (blowing
instrument). These two musical instruments are
very necessary and unavoidable in any
performance of the Dimasa dances. The primary
dance style that is shown is called Baidima and
it demonstrates the enthusiastic participation of
the populace in ancient ceremonies, rituals, and
customs. Up till the early hours of the morning,
they dance. The Dimasa women dress in their
vibrant traditional clothes, which they weave
themselves, during this celebration.

The women of the Dimasa tribe are
skilled weavers who produce fabrics with
elaborate and creative patterns. Three articles
of clothing-Rigu, used to cover the bottom part
of the body, Rijamphain, used to wrap the middle
portion of the body up to the breast, and
Rikhausa, used to cover the top part of the body-
are worn by women to cover themselves. A
article of clothing that resembles a Gamocha and
is typically worn by males in the classic dhoti
style, which ends just above the knees. Different
ideas and activities are included in religion as a
social institution. Similar to the Dimasas, the
Dimasas have their own conception of gods and
goddesses, including clan gods, gods of a
particular region, and many others. They practise
their own religion, and they hold the view that
the lives of the populace are governed by the
gods of a specific region with scattered shrines.
The Dimasas also hold numerous deities and
spirits to be responsible for the causes of
illnesses, and as a result, they believe that they
must occasionally be appeased for the wellbeing
of the individuals as well as the society as a
whole.

The Dimasa Kachari Textiles:

Cotton and castor plants, together with
other crops, are grown in their fields as the first
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step in the weaving process. As the eri pupa
consumes castor leaf, castor leaf is necessary
for raising the eri cocoon. The Dimasa women
boil the eri cocoons with khari, a type of alkali
derived from banana stem ash, which helps to
untangle the fibres from the cocoon and aids in
spinning the fibres as the cocoons develop. The
elderly women spin the fibres into eri yarn in
their own time using drop spindles. Every
Dimasa home has an eri yarn ball because the
yarn is essential to all significant rites and
ceremonies in their community and has a
significant ceremonial importance. Even while
most homes do not still acquire hand-spun eri
yarn nowadays, they do do for ceremonial
purposes. Clothes can also be made with eri yarn.
Rihthap is the name of the primary fabric created
from eri yarn. It is a delicately woven cloth made
by Dimasa women that resembles a shawl.

Cotton fibre is the most often used yarn
for weaving, aside from eri yarn. Cotton is grown
in the jhum fields in the same manner as castor
is. Previously, Dimasa women would gin cotton
fibre at home and then spin it on a spinning wheel
to manufacture cotton yarn (Hagzer, 1974). To
colour the cotton yarn, they used to create dye
from natural bushes. Zenglong and Gisimlai are
two wild bushes used to make red and black
dyes. The dyeing of the yarn itself comprises
several phases and various extra materials. It
takes about a week to finish the procedure; the
success of the entire dying process is also
dependent on the environment. Cotton yarn is
now mostly supplanted by synthetic yarns, and
the whole indigenous process of spinning cotton
fibre into yarn and dying the yarn has ceased,
since a wide range of colourful synthetic yarns
are readily accessible on the market.

The loom and its components, as well
as other weaving equipment, are fashioned from
several species of bamboo and the trunk of the
betel-nut tree. These components are created by
the ladies themselves. They have different names

for each weaving tool and names for each stage
of weaving in the Grao-Dima language,
demonstrating their intimate affinity with
weaving. This extensive lexicon demonstrates
the significance and participation of weaving in
the lives of the Dimasa people. They mostly
employ throw shuttle frame looms; fly shuttle
looms are uncommon. It is also because throw
shuttles are easy to employ for the extra weft
pattern and motifs that they create in the cloth
when weaving.

The themes utilised in Dimasa textiles
may be found in their traditional and cultural
encyclopaedia. The motifs are reduced
representations of resources found in their
surroundings, and each motif has a name and a
purpose. The themes provide insight into the
nature and natural resources found within the
Dimasa dwellings' region. The river is extremely
important in Dimasa culture.

The themes are divided into masculine
and female categories. The themes distinguish
and identify all of the outfits. Male motifs are
basic in design and employ fewer colours.
Female clothing is more colourful and has a
wider range of themes. Dimasa textile motifs are
notable for their use of a wide range of colours
in their designs. It demonstrates their weaving
ability since, for each different coloured yarn,
they must develop a separate lifting strategy for
warps and manage the same amount of pirn.
Weavers with advanced weaving skills can only
manage this many different types of yarn at once.
Thorishamin, for example, is a popular design
for a masculine scarf called Risha Ramai. The
motif is a relatively simple geometrical design,
but the application of three to four colours makes
it more sophisticated in construction and visually
appealing. There are also themes that are
exclusively used in certain types of clothing,
such as the chest wrapper for ladies known as
RhijhamphaiBeren and RhijhamphaiGufu,
which contain unique motifs. The community's
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traditional colours are red, black, maroon,
yellow, blue, and purple. They make such colour
colours by themselves utilising natural bushes.
Both the male and female outfits are unstitched
handwoven fabrics.

Conclusion:

The current Dimasa society is
undergoing upheaval as a result of increasing
urbanization. It is natural to feel insecure and to
be affected by other dominant civilizations. At
this time, it is critical to instill in them the value
and importance of their own culture, as well as
to raise awareness among them about the
necessity of a sustainable lifestyle and the
preservation of cultural variety. It is critical to
create a knowledge system that highlights the
value of intangible cultural heritage and cultural
variety, as well as how to protect it.
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mís';& çLrqr 'kksèk&i= laLdr̀ lkfgR; ds fojkV
O;fäRo] dfo;ksa dh fojkV ijEijk esa çkr% Lej.kh;
dfodqyxq# dkfynkl dh jpukvksa esa çdf̀r ds euksgkjh
Lo#i dk fnXn'kZu djkus dk ç;kl gSA

çLrkouk&

çdf̀r txr vkSj ekuo thou dk vukfn dky
ls ?kfu"B lEcUèk jgk gSA ekuork dk fodkl çdf̀r ds
gh fo'kky çkax.k esa gqvk gSA çdf̀r ds lkFk ekuo dk
lq[knq%[kkRed lEcUèk vVwV jgk gSA ekuo dks lPpk
lq[k] 'kkfUr vkSj vkuUn çdf̀r dh xksn esa gh feyk gSA
çdf̀r&uVh ds cgqjaxh :i ekuo dks lnk vkdf"kZr
djrs jgs gSaA ^^Hkkjrh; fpUru esa ekuo çdf̀r txr esa
tUe ysrk gSA mldk thou çdf̀r&thou dk gh vax
gSA mldh lkSUn;Z ifjdYiuk çdf̀r ls mn~Hkwr gSA nksuksa
dk ifjpkyu ,d gh çdkj ds fu;eksa ls gksrk gSA blh
dkj.k Hkkjrh; dfo ekuo vkSj çdf̀r ds vkUrfjd vkSj
?kfu"B lEcUèk dks dHkh ugha HkwyrkA^^1 lEiw.kZ çdf̀r dk
ftruk yko.;e; J̀axkfjd la;kstu dkfynkl dh jpukvksa
esa ;=&r= fn[kk;h nsrk gS] mruk vU; ughaA

dkfynkl dh jpukvksa esa çd`fr&fp=.k ds f'kYixr lkSan;Z dh vfHkO;atuk

M‚- jatuk mikè;k;·

'kksèk&lkj

dfo;ksa dh fojkV ijEijk esa ,sls dfo de gh Kkr gksrs gSa ftUgsa jk"Vª dh lexz lkaLd̀frd psruk
dks vfHkO;fä nsus dh dyk ij vfèkdkj çkIr gks] ijUrq fu%lUnsg ;g vfèkdkj dfodqyxq: laLd̀r lkfgR;
ds Hkw"k.k dkfynkl dks çkIr gSA ;gh dkj.k gS] fd dkfynkl dh jpukvksa esa çd̀fr ds ftl J̀axkfjd :i
dh vfHkO;atuk çkIr gksrh gS] og vU;= ns[k ikuk vlEHko gS A dkO; eeZKkas us egkdfo dkfynkl dks
^dfork dkfeuh dk foykl^ dh laKk nh gSA dfodqyxq: dh çd̀fr&fp=.k fo"k;d jpukvksa ls
vkèkkj&lkexzh çkIr dj çR;sd dky[k.M esa vusd çd̀fr&dfo;ksa o nk'kZfudksa us çd̀fr ds yko.;e;h
Lo:i dk fo'kn~ foospu viuh d̀fr;ksa esa fd;k gSA  u dsoy es?knwr] _rqlagkj [kaMdkO; vfirq egkdfo
dkfynkl ds dky fot;h ukVd ^vfHkKku'kkdqarye~* esa çd̀fr ds lkFk ekuo lkgp;Z dk vn~Hkqr o.kZu
n'kZuh; gSA

eq[; 'kCn % dkfynkl] çd̀fr] _rq] jpuk] lkSUn;Z

'kksèk&çfofèk % çLrqr 'kksèk&i= esa o.kkZRed ,oa O;k[;kRed 'kksèk&çfofèk dk ç;ksx fd;k x;k gSa rFkk 'kksèk&i= ys[ku gsrq
fofoèk lUnHkZ xzaFkksa] dkfynkl dh lkfgfR;d jpukvksa ls lEcafèkr iqLrdksa ,oa fo"k;xr 'kksèk&vkys[kksa dk vè;;u
fd;k x;k gSaA

· lgk;d vkpk;Z] uR̀; foHkkx] laxhr ,oa eapdyk ladk;] dk'kh fgUnw fo'ofo|ky;] okjk.klh

^^çdf̀r lkSUn;Z bZ'ojh; jpuk dk ,d vn~Hkqr
lewg gS vFkok ml cM+s f'kYidkj ds f'kYi dk ,d
NksVk&lk uewuk gŜ ^2

ekekdk'kçf.kfgrHkqta funZ;k'ys"kgsrksyZCèkk;A

Lrs dFkefi e;k LoIulUn'kZus"kqA

i';Urhuka [kyq cgq'kks u LFkyhnsorkukaA

eqäkLFkwykLr:fdly;s IoJqys'k% irfUrAA 43AA es?knwre~3

^^gs xq.korh fgeky; dh xksn ls tks gok nf{k.k
dh vksj pyrh gS] tks nsonk: æqeks ds fdly; iqV dks
Hksn djus ds dkj.k mlds {kfjr nqXèk ls lqxfUèkr cuh
gksrh gS vkSj fgeky; dh rq"kkj jkf'k ds Li'kZ ls 'khry
cuh jgrh gS] mls Hkh eSa ân; ls yxkrk gw¡ bl vk'kk ls
fd blus rqEgkjs vaxksa dk Li'kZ fd;k gksxk vkSj eSa Hkh
dnkfpr] mldk Li'kZ ikdj èkU; gks ldw¡xkA

Hkkjr dk fo'kky Hkw[k.M HkkSxksfyd –f"V ls
,d vfoHkkT; bdkbZ gS A mÙkj esa iorZjkt fgeky;
nksuksa Hkqtkvksa ls iwoZ vkSj if'pe leqæ dks Nwrk gqvk bl
çdkj Nk;k gqvk gS ekuksa ìFoh dk ekun.M gksA dkfynkl
us dgk Hkh gS&vLR;qÙjL;ka fnf'k nsokRek fgeky;ks uke
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ukxkfèkjkt% iwokZijkS rks;fufèkoxká fLFkr% if̀FkO;k bo
ekun.M%AA 1AA dqekjlEHko4

fgeky; ds çns'kksa dks dkfynkl us nsoHkwfe
dgk gS vkSj fgeky; ioZr dks nsokRek A dkfynkl laLdr̀
Hkk"kk ds egku dfo o ukVddkj Fks] mUgksaus Hkkjr dh
ikSjkf.kd dFkkvksa vkSj n'kZu dks vkèkkj cukdj jpuk,¡
dhA mudh jpukvksa esa Hkkjrh; thou vkSj n'kZu ds
fofoèk :i rFkk ewy rRo fu:fir gSaA dfo ân; ds
ukrs dkfynkl ekuoh; laosnuk ls ifjiw.kZ gSaA d.k&d.k
ij mudk vuqjkx gSA unh] fu>Zj] ou] ioZr] miR;dk]
[ksr] [kfygku] ckx] ckoM+h] miou] o{̀k] yrk] [kx] ex̀]
i'kq] ckyd] uj] ukjh] vkdk'k] vUrfj{k] es?k] fo|qr]
u{k= vkfn çkd`̀frd i;kZoj.k ds leLr ?kVdksa ds çfr
muesa vkReHkko gSA euq"; dks i;kZoj.k ,oa mlds fofHkUu
?kVdksa dk Kku çkphu dky ls gh Fkk ftldh ppkZ
Hkkjrh; çkphu xzUFkksa] ;Fkk& jkek;.k] egkHkkjr] xhrk
vkfn esa Hkh gqbZ gSA gekjh Hkkjrh; laLdf̀r esa i;kZoj.k
ds HkkSfrd ?kVdksa dks çk.khek= ds thou dk vkèkkj
ekuk x;k gS vkSj dgk x;k gS &^^f{kfr] ty] ikod] xxu]
lehjk] iaprRo rs jpr 'kjhjkA** vFkkZr~ Hkwfe] ty] vfXu]
vkdk'k rFkk ok;q ls çR;sd çk.kh ds 'kjhj dh jpuk gqbZ
gSA vkfndfo okYehfd us Hkh jkek;.k egkdkO; ds
fdf"dUèkkdk.M [k.M esa çdf̀r ds euksgkjh Lo:i dh
vfHkO;atuk dh gS] dkfynkl ml ;qx ds jpukdkj Fks
tc oSfnd ijEijkvksa dk LFkku ikSjkf.kd ekU;rk,¡ ys
pqdh Fkha] ;|fi iqjk.k osnksa ds mioàg.k ekus tkrs gSa]
xhrk esa Hkh Lo;a Jhd"̀.k us dgk gS&

^^v'oRFk% loZo{̀kk.kke~** AA10 ¼26½AA xhrk5

blh çdkj ikSjkf.kd lUnHkksaZ esa dYiò{k] nsonkj]
ikfjtkr] lathouh cwVh] fgeky; ioZr] dSyk'k ioZr]
lqes:] xaxk] ueZnk] ;equk dey] czãdky vkfn vusd
o{̀kksa] ioZrksa ufn;ksa o Qynk;h ouksa dk fo'kn~ o.kZu
çkIr gksrk gSA

dfodqyxq: dkfynkl }kjk jfpr leLr d̀fr;ksa
esa Hkh çdf̀r dk vkfRed foospu çHkkoh o Jàxkjiw.kZ :i
ls çkIr gksrk gSA ukxfjd vkSj oU;&thou esa bruk
lkeatL;] laosnuk dh –f"V ls bruk ,d:I; fd nksuksa
fHkUu ugha jg tkrs] ekuo rFkk çkf.ktxr esa bruk

HkkbZpkjk okYehfd esa Hkh de gh FkkA okYehfd ds ik=
çdf̀r ds eqXèk n'kZd gSa vkSj dkyhnkl ds ik= çdf̀r ds
lkFk rknkRE; j[kus okysA

dfodqyxq: dh jpukvksa dh ckr djsa rks orZeku
lk{;ksa ds vkèkkj ij fo}kuksa us lkr xzUFkksa dks dkyhnkl
dr̀ Lohdkj fd;k gS] bu jpukvksa esa j?kqoa'k vkSj dqekj
laHko nk s egkdkO; g S aA ^vfHkKku'kkdqUrye~*]
^ekfyfodkfXufe=* rFkk ̂ foØeksoZ'kh;* rhu ukVd gSa rFkk
^_rqlagkj* o ̂es?knwr* nks xhfrdkO; gSaA buesa es?knwr rFkk
vfHkKku'kkdqUry fons'kksa esa Hkh çfr"BkçkIr jpuk,¡ gSaA

_rqlagkj xhfrdkO; dkfynkl dh çFke
dkO;&jpuk gSA bldk 'kkfCnd vFkZ gS _rqvksa dk lewgA
laLd̀r dkO;ksa esa _rqvksa ds Åij fy[kh tkus okyh ,dek=
jpuk _rqlagkj gh gSA _rqlagkj ds N% lxZ xhrkRed
Lojksa esa gSaA blds 144 'yksdksa esa xzh"e] çkoV̀] 'kjn] gseUr]
f'kf'kj vkSj olUr _rqvksa dk o.kZu fd;k x;k gSA ;s
_rq,¡ Øe'k% T;s"B&vk"kk<+] Jko.k&Hkkæin] Dokaj&dkfrZd]
vxgu&ikS"k] ek?k&QkYxqu vkSj pS= oS'kk[k esa vkrh gSA

çFke _rq xzh"e esa dfo us euq";sÙkj çkf.k oxZ
ij iM+us okys xzh"e ds çHkko dk ekfeZd fp=.k çLrqr
fd;k gSA mUgksaus flag] xt] e;wj] liZ] ojkx] Hksd dfi]
lkjl] xo; vkfn dh ihM+k O;ä dh gS rFkk foUè; ioZr
Jà[kyk&{ks= esa xzh"e dh çp.Mrk o nkokfXu dk çR;{k
fu:i.k fd;k gSA f}rh; lxZ esa çkoV̀~ dk o.kZu gS ftlesa
çdf̀r ij iM+us okys o"kkZ ds çHkko dk Jàxkfjd o.kZu gS]
rr̀h; lxZ esa 'kjn _rq dk o.kZu gS blesa çkdf̀rd lq"kek
dk o.kZu gS] eUn&eUn cgrh ok;q rFkk pkjksa vksj ds
iqf"ir&iYyfor okrkoj.k dk o.kZu gSA blds i'pkr~ gseUr
_rq esa tkS] xsgw¡] vkfn vUu ds ikSèks esa lqUnj iÙks fudy vkrs
gSa] yksèkz ds o{̀k Qyrs gSa] èkku iwjh rjg id tkrk gSa] vksl
fxjrh gS vkSj dey u"V gks tkrs gSa] iape lxZ esa f'kf'kj
_rq dk o.kZu fd;k x;k gS] bl _rq esa Hkh 'khr dh mxzrk
o ?kus] dksgjs ds dkj.k ok;q ds B.Msiu dk fp=.k gS] vfUre
lxZ ds 28 'yksdksa esa olUr Jh dk o.kZu gS%&

^^æqek% liq"ik% lfyya li|a fL=;% ldkek% io=% lqxfUèk%A

lq[kk% çnks"kk fnoklk'p jE;k% loZ fç;s pk:rja olUrsAA** AA 6 ¼2½ AA
_rqlagkj6

olUr Jàxkfjd _rq gS] çdf̀r esa pgq¡vksj
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mYykl gSA vr% dkfynkl us Hkh bl _rq esa çkdf̀rd
Jàxkj dk fp=.k çLrqr fd;k gSA

^^jE; çnks"kle;% LQqVpUæHkkl iqLdksfdyL; fo#ra iou lqxfUèk%A

eÙkkfy;Fkfo#ra fuf'k lhèk qikua loZ jlk;ufen
dqeqek;qèkL;AA6 ¼35½AA _rqlagkj7

^^je.kh; laè;k] çLQqfVr pfUædk] dks;y dh
dkdyh] lqjfHkr iou] erokys Hkzejksa dk xqatu rFkk jkr
esa ok#.kh&iku] ;s lHkh dqlqe-ck.kksa dks èkkj.k djus okys
Hkxoku dkenso ds míhid jlk;u gSaA^^

laLdr̀ lkfgR; esa _rq&o.kZu dh ijEijk dk
çkjEHk vkfndfo okYehfd ls gh gks x;k gS] jkek;.k esa
Hkh çlaxkuqlkj çdf̀r ds HkO; ,oa fojkV fp=.kksa ds lkFk
o"kkZ vkfn _rqvksa dk ân;kxzkgh o.kZu gSA _rqlagkj ls
vusd dfo;ksa us _rqo.kZu dh çsj.kk çkIr dh gSA

blh çdkj] es?knwr [k.MdkO; ds lgkjs dfo
us fp=dwV ls ysdj mÙkj fgeky; ¼vydkiqjh½ rd dk
o.kZu fd;k gS] bl [k.MdkO; esa ;{k us es?k ls çkFkZuk dh
gS fd og fe= cudj mldk lUns'k ;{k dh fç;k rd ys
tk;A blesa dfo us es?k ls vydkiqjh dk ekxZ crykrs
gq, jkxfxfj ls du[ky rd ekxZ ds eè; iM+us okys
ioZrksa] ufn;ksa] tuinksa] uxjksa dk euksgkjh o.kZu fd;k
gS] bl [k.MdkO; esa jkefxjh] eky{ks=] vkezdwV] nk'kkZ.kZ%]
fofn'kk] fufoZUè;k] flUèkq] vofUr] fo'kkyk] xEHkhjk] nsofxfj]
peZ.orh] n'kiqj] czãorZ]ljLorh vkfn tuinksa o ufn;ksa
dh fo'ks"krkvksa dks iF̀kd&iF̀kd js[kkafdr dj es?k dks
du[ky igq¡pk fn;k gS tgk¡ xaxk] Hkwfe ij vorfjr gksrh
gSA ^dqekjlaHko* egkdkO; dh çflf) dk çeq[k dkj.k
fgeky; o.kZu gS] nsonk: ds o{̀kksa] fgeky; ij gksus
okys HkwtZ o{̀kksa vkSj mudh Nky ftl ij i= vkSj xzUFk
fy[ks tkrs Fks rFkk ogk¡ dhpdksa ¼ck¡l ds iksys o{̀kksa½ tks
ok;q ds osx ls ck¡lqjh& tSlk 'kCn djrs gSa] jkf= esa
pedus okyh vkS"kfèk;ksa] cQZ] xqQkvksa ds vUèkdkj vkSj
mUgsa pkjksa vksj ls ?ksjs gq, es?kkas] pejh ex̀ksa vkSj HkkxhjFkh
ds 'khry tyd.kksa ls ;qä nsonk: dks dfEir djrh
gqbZ] ok;q dk euksgkjh fp=.k gS tks vU;= nqyZHk gS&

rL;ksRl³~xs ç.kf;u bo lzLrx³~xknqdwyka
u Roa –"V~ok u iqujydka KkL;ls dkepkfju~ A
;k o% dkys cgfr lfyyksn~xkjeqpkSfoekuk
eqäktkyaxzfFkreyda dkfeuhokHkzoÙne~ AA 60 AA iwoZes?k8

^^gs bPNkuq:i lapj.k djusokys es?k ! ftldh
xaxk&:ih lkM+h ljd xbZ gS] ,slh ml vydk dks ç.k;h
dSykl ds ØksM+ esa cSBh gqbZ ns[kdj rqe mls vo'; igpku
tkvksxs A o"kkZdky esa tc mlds Å¡ps egyksa ij f?kjdj
rqe lfyy dh èkkjk ojlkus yxksxs] rc og ,slh lq'kksfHkr
gks mBsxh tSls fdlh dkfeuh ds flj ij eksfr;ksa dh
tkyh ls xwaFkk gqvk eaæ ds'k-oUèk pedrk gkŝ ^

bu m)j.kksa ls Kkr gksrk gS fd es?k dh ';key
dkfUr ls dfo vfèkd ped̀r gS vkSj yfyr miekvksa }kjk
mldh Hkkouk djkus ds fy, og O;xz gS&

fo|qRoUra yfyrofurk lsUæpkia lfp=k%

laxhrk; çgreqjtk% fLuXèkxEHkhj?kks"ke~ A

vUrLrks;a ef.ke;HkqoLrq³~xeHkzafygkxzk%

çklknkLRoka rqyf;rqeya ;= rSLrSfo'k"ks%AA 9 AA  mÙkjes?k9

^^vydk ds egy vius bu --bu xq.kksa ls rqEgkjh
çfr;ksfxrk djsaxs] rqEgkjs ikl fctyh gSa rks muesa eksfguh
ofurk,¡ gSaA rqEgkjs ikl bUæpki gSa rks mlesa lqjE; fp=
vafdr gSaA rqEgkjs ikl eèkqj xEHkhj xtZu gS] rks muesa
laxhr ds eǹ³~x Budrs jgrs gSaA rqEgkjs Hkhrj ty Hkjk
gS] rks muesa ef.k pedhys Hkwfe [k.M gSaA rqe vkdk'k esa
mUur mBs gq, gks] rks os xxu dk pqacu djrs jgrs gSaA^^

 blh çdkj ^j?kqoa'k* egkdkO; esa Hkh olUr
_rq dk o.kZu ex̀;ko.kZu çlax esa çkIr gksrk gSA ukVdksa
dh J̀a[kyk esa ̂vfHkKku'kkdqUry* dkfynkl dh loksZRd"̀V
d̀fr gSA fo'ofo[;kr teZu dfo xsVs us dgk gS ̂ ^;fn LoxZ
vkSj ìFoh dks ,d LFkku ij ns[kuk pkgrs gks rks 'kkdqUry
i<+ks** fo'o dh çk;% leLr Hkk"kkvksa esa ;g vuqokfnr gS
rFkk çR;sd 'kkL=h; uR̀;'kSyh esa eafpr fd;k tkrk gSA
vfHkKku'kkdqUry esa _f"k fo'okfe= rFkk esudk }kjk
mRiUu 'kkdqUryk uked dU;k rFkk iq:oa'kh; jktk nq";Ur
dh ç.k; dFkk gS] pw¡fd 'kdqUryk dk ikyu&iks"k.k d.o
ds vkJe esa gqvk] vr% og çdf̀r ds lkfuè; esa jgh]
'kdqUryk dks dfo us çdf̀r dh vkSjl iq=h ekuk gSA mldk
vax&vax çdf̀r ifjosf"Vr gS&

^^vèkj% fdly;&jkx% dksey foVikuqdkfj.kkS ckgwA

dqlqefeo  yksHkuh;a  ;kSoues"kq lUu)e~**AA1¼2½AA

vfHkKku'kkdqUry10



Lrkse 2024; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 329º

^^mlds vksB fdly;ksa dh ykyh tSls vkSj ckgsa
dksey foViksa tSlh gSa vkSj vax&vax esa nedrk ;kSou yrk
esa yxs Qwyksa ds leku gSA^^

blds vfrfjä vU; LFkkuksa ij Hkh çkdf̀rd
lkSUn;Z dk miekuksa ds :i esa Jàxkfjd fp=.k gqvk gS]
'kdqUryk Lo;a Hkh çdf̀r&çseh ukf;dk gS] 'kdqUryk ds
prqFkZ vad esa egf"kZ d.o dgrs gSa%&

^^gs riksou ds r:vksa! tks rqedks igys fiyk;s
fcuk dHkh Lo;a ikuh ugha ihrh] Hkw"k.k iguus dk 'kkSd
gksus ij Hkh ftlesa rqEgkjs çfr Lusg ds dkj.k dHkh rqEgkjs
iYyo ugha rksM+s] rqe esa igyk Qwy f[kyus ij tks iq=&tUe
tSlk mRlo eukrh Fkh] og 'kdqUryk vkt ifr ds ?kj
tk jgh] rqe lc bls fonk djksA^^

mExfyvnCHkdoyk fe= ifjoÙk.k¥~p.kk eksjkA

vkslfjvi.MqiÙkk eqvfUr vLlw fo= ynkvksA^^ AA

mn~xfyrnHkZdoyk eX̀;% ifjR;äurauk e;wjk% A

vil̀rik.Mqi=k eq¥~pUR;Jw.kho yrk% AA 4 ¼2½ AA

vfHkKku'kkdqUry11

^^¼'kdqUryk dh fcnkbZ ls nq%[kh gksdj½ gfjf.k;k¡
pckbZ dq'kk ds dkSj mxy jgh gSa] eksjksa us ukpuk NksM+
fn;k gS vkSj yrkvksa ls& ihys&ihys iÙks bl çdkj jhr
jgs gSa] ekuksa muds vk¡lw fxj jgs gksaA^^

fu"d"kZ %

mijksä leLr çlaxksa esa çdf̀r&fp=.k dh
vfHkO;atuk gh dkfynkl ds f'kYi&dkS'ky dh vo.kZuh;
fo'ks"krk gS] mUgksaus euq"; rFkk çd̀fr ds lEcUèk dks ftrus
f'kYixr lkSUn;Z ds lkFk çLrqr fd;k gS mruk fo'o
lkfgR; esa vU;= dgha ugha fn[kk;h nsrk] os çkdf̀rd
laosxksa ds prqj f'kYih Fks] os dsoy dfo gSa] 'kr&çfr'kr
dfo] fo'kq) dykdkj mudk oU; txr okLro esa bruk
HkO; gS fd ,d ckj mlesa çfo"V gks tkus ij mldh
je.kh;rk ls ckgj fudyus dks th ugha djrkA

çdf̀r dk ekuohdj.k Hkkjr gh ugha] vfirq
fons'kksa esa Hkh cgqèkk gqvk gS fdUrq çd̀fr ds rjy vksl&d.k
ls ysdj i:"k f'kykvksa rd dk ftruk fo'okl vkSj

lk[; dkfynkl dks çkIr gS mruk vU;= fdlh dks
ugha dguk vuqfpr u gksxkA

lUnHkZ lwph %

1- j?kqoa'k M‚DVj] çdf̀r vkSj dkO;] i"̀B la- 6

2- çlkn t;'kadj] fp=èkkj] i"̀B la- 128

3- dkfynkl] es?knwr] 'yksd la-& 43

4- dqekjlEHko] 'yksd la-& 1

5- xhrk] n'ke lxZ] 'yksd la- &26

6- _rqlagkj] "k"B vad 'yksd la- & 2

7- _rqlagkj] "k"B vad 'yksd la- & 35

8- dkfynkl] es?knwr] iwoZes?k] 'yksd la-& 60

9- dkfynkl] es?knwr] mÙkjes?k] 'yksd la-& 9

10- dkfynkl] vfHkKku'kkdqUrye] çFke lxZ 'yksd la-& 2

11- dkfynkl] vfHkKku'kkdqUrye] prqFkZ vad 'yksd la-& 2

lUnHkZ xzUFk lwph %

1- vfXugks=h] M‚0 çHkqn;ky ¼1998½] egkdfo dkfynkl] çFke
[k.M ¼LFkku] dky vkSj df̀r;k¡½] bZLVuZ cqd fyadlZ] ubZ
fnYyh

2- f}osnh] vkpk;Z gtkjh çlkn ¼1980½] es?knwr ,d iqjkuh
dgkuh] jktdey çdk'ku] ubZ fnYyh

3- frokjh] M‚ jke 'kadj ¼2018½] egkdfo dkfynkl] çFke
laLdj.k] pkS[kack fo|kHkou] okjk.klh

4- fo|kyadkj] egs'k ¼1994½] dkfynkl vkSj t;'kadj çlkn dh
egkdkO; lf̀"V] Hkkjrh; fo|k çdk'ku] çFke laLdj.k

5- çlkn] t;'kadj ¼2020½] fp=èkkj] Mk;eaM cqDl

6- M‚DVj j?kqoa'k ¼2005½] çd̀fr vkSj dkO;] lkfgR; Hkou fyfeVsM]
ç;kx

7- dqekj] çks- iq"isUæ ¼2013½] dkfynkl ds lkfgR; esa lkSUn;Z ,oa
lkeatL;] Hkkjrh; cqd dksiksZjs'ku

8- Chettiarthodi, R. (2005)- Humanizing Nature : A
study in the imagery of Kalidasa- Cracow Indological
studies, 7, 19-27

9- Srivastava, R., Singh, S-N- (2020). A Canvas of
Perinnial Beauty of Nature : An Ecocritical Study of
the Works of Kalidas-International Journal of Creative
Research Thoughts, 8(5), 2857-2861.

10- Kale, M.R. (2011). The Meghduta of Kalidasa-
Motilal Banarasidas Publication Delhi.
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vkt ge ftl Nksj ij [kM+s gSa ogha ls chrs
dy] vkt vkSj vkus okys dy ds ckjs esa laxhr ds lanHkZ
esa nf̀"V Mkysa rks lkaxhfrd ijEijk dk izkphure ;qx
oSfnd dky ekuk x;k gSA rRdkyhu laxhr dh nks
èkkjk,a lekukUrj :i ls fodflr gqb±] ;Fkk& igyh
ekxhZ] nwljh ns'khA ekxhZ laxhr 'kkL= ds fu;eksa esa caèkk
Fkk tcfd ns'kh laxhr yksd esa O;kIr FkkA Hkkjrh; dyk
laLdf̀r vkSj lkfgR; ̂ ^lR;e~&f'koe~&lqUnje~** dh f=dqVh
ls izsfjr gS rFkk rhuksa gh foèkkvksa us ^^iq:"kkFkZ&prq"V;**
dh voèkkj.kk dk fuokZg fd;k vFkkZr~ èkeZ] vFkZ] dke
vkSj eks{k dh izkfIr gh thou dk izeq[k è;s; jgk gSA
gekjs _f"k&eqfu;ksa ,oa laxhrKksa us vius y{; dh flf)
gsrq laxhr dks loksZifj ekuk gSA ^^oSfnd dky esa laxhr
/keZ vkSj v/;kRe ls tqM+k FkkA**1 lkexku ijEijk èkeZ
,oa eks{k dh izkfIr dk ljyre ekè;e jgh gS] ogha eqxy
dky esa laxhr jtokM+ksa vkSj dksBksa dh èkjksgj cudj jg
x;kA tgk¡ vFkZ vkSj dke vkfn dks egRo fn;k x;kA
rRi'pkr~ vaxzstksa ds dky esa laxhr dh xfrfofèk;k¡
ux.;&lh jgha fdUrq LorU=rk izkfIr ds i'pkr~ laxhr
ds {ks= esa ,d ØkfUrdkjh ifjorZu vk;k vkSj ogha ls
laxhr dk 'kSf{kd vkSj mldk O;kolkf;d i{k] nksuksa
igyw leku :i ls mHkjdj lkeus vk;sA bl rF; dks
udkjk ugha tk ldrk gS fd ;s nksuksa igyq laxhr ds
{ks= esa igys ugha Fks cfYd ;s nksuksa gh izfØ;k,¡ lkFk&lkFk
fodflr gqb±A izkjEHk ls gh laxhr&f'k{kk xq:dqy dh

laxhr ds ifjizs{; esa % Hkwr] orZeku vkSj Hkfo";

MkW- jkst+h JhokLro·

lkj

dy] vkt vkSj dy] lf̀"V ds gj iy dks vius esa lesVs gq, gaSA ;gh le;&pØ lf̀"V dh gj
xfrfofèk;ksa dks] gj ifjdYiukvksa dks ,d lw= esa fijks;s gq, gSA Hkkjrh; ì"BHkwfe dh fpUru&Jà[kyk esa
laxhr dk mn~xe lf̀"V ds ewy ls tqM+k gSA laxhr viuh fodkl&;k=k dh Vs<+h&es<+h ixMafM;ksa ls gksdj
vusd mrkj&p<koksa ds QyLo:i vius orZeku Lo:i esa LFkkfir gqvk gSA vr% bl le; pØ dh ifjfèk
esa laxhr dh n'kk ,oa fn'kk ij la{ksi esa ppkZ djuk izLrqr ys[k dk dsUnz fcUnq gSA

eq[; 'kCn % laxhr] fodkl] ì"BHkwfe] fpUru

izfof/k % f}rh;d ek/;eksa ls izkIr lkexzh dk fo'ys"k.kkRed v/;;u fd;k x;k gS A

· lg&vkpk;Z] laxhr ¼daB½] jktdh; egkjkuh lqn'kZu egkfo|ky;] chdkusjA

Nk;k esa iYyfor gqbZ A fQj eqxy dky esa ?kjkuksa dh
ifjfèk esa Qyh&Qwyh vkSj orZeku esa fo|ky;] egkfo|ky;]
fo'ofo|ky; vkSj laxhr laLFkkvksa ls tqM+hA

okLro esa ;qx dh xfr ,oa u;s ifjorZuksa ds
vkèkkj ij f'k{kk ds lkFk&lkFk fo"k; ds iz;kstu ,ao
nf̀"Vdks.k esa Hkh cnyko vkrk gSA fodkl ds ekxZ esa
[kqyrs fur u;s vk;ke ,d pqukSfr dk dk;Z djrs gSa
vkSj dqN mís';ksa dks vius esa lekfgr fd;s jgrs gSaA ij
;gk¡ iz'u iSnk gksrk gS fd dkSu fdlls izHkkfor gksrk gS\
dyk ifjos'k ls ;k dyk ls ifjos'k \ ;wa ns[ksa rks laxhr
ds nks igyq jgs gSa& igyk mldk dyk i{k] nwljk mldk
'kkL=h; i{kA bl rRo dh xgjkbZ esa tk,¡ rks dyk dk
O;kolkf;d i{k ifjos'k ds vuqlkj pyrk gS tcfd
mldk 'kkL=h; i{k dyk ds fu;eksa esa caèkk gksrk gSA ;g
lR; gS fd ifjorZu izdf̀r dk lkoZHkkSe fu;e gS] ;g
vyx ckr gS fd dHkh ifjorZu dh xfr èkheh jgh rks
dHkh rst] rks dHkh ifjorZu de gq,] dHkh vfèkdA
fdUrq ifjorZu] ifjorZu gh gSA okLro esa ifjorZu O;fDr]
lekt] laxBuksa vkSj lewgksa dks cny nsrk gS ;g LokHkkfod
gS fd buls tqM+s lHkh igyq] lHkh {ks= izHkkfor gq, fcuk
ugha jgrs vkSj ;gh dkj.k gS fd tgk¡ izkphu orZeku dk
vkèkkj LrEHk jgk gS ogha orZeku ij Hkfo"; dh uhao
fVdh gqbZ gSA le; ,oa ifjfLFkfr cnyus ds lkFk&lkFk
vko';drk,a] ijEijk,a vkSj lksp ds utfj;s esa Hkh Lor%
gh cnyko vkrk gS vkSj ifjfLFkfr dk u;s nf̀"Vdks.k ls
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ewY;kadu gksrk gSA ns[kk tk; rks bl ifjorZu esa dbZ
egRoiw.kZ ?kVd dk;Z djrs gSa] tSls& jktuSfrd
mFky&iqFky] HkkSxksfyd fLFkfr;k¡] lkekftd izFkk,a] vkfFkZd
<kapk vkfnA fdUrq laxhr ds ifjizs{; esa ;fn ns[ksa rks fur
u;s cnyko ds ckn Hkh og viuh ewy ls dgha vyx ugha
gqvkA vr% Hkkjrh; laxhr&ijEijk esa lkS"Bo] lq?kM+rk vkSj
'kkL=c)rk tks ns[kus dks feyrh gS og cstksM+ gSA

laxhr ds lanHkZ esa ;fn le; pØ dh rhuksa
dfM+;ksa dks ;kfu gj dky esa laxhr ds vfLrRo dks]
opZLo dks vyx&vyx djds ns[ksa rks fdlh ,d ds ckjs
esa vkadyu djuk vR;Ur nq"dj dk;Z gSA fu%lansg ge
chrs dy dks laxhr dk Lof.kZe ;qx dg ldrs gSaA fdUrq
lkspus dk fo"k; ;g gS fd vkt ds lanHkZ esa laxhr dk
pkgs O;kolkf;d i{k gks ;k fQj 'kSf{kd] budh D;k
fLFkfr gS\ D;k mi;ksfxrk gS\ orZeku ifjizs{; esa fdruh
lkFkZdrk gS\ vkSj Hkfo"; esa D;k og viuh dlkSfV;ksa ij
[kjk mrjsxk\ rks laxhr ds iz;kstu dh lhek;sa vuUr
gSaA laxhr ns'k dky] Hkk"kk] 'kCnksa dh lhekvksa ls ijs gSA
laxhr esa lkewfgd psruk fNih gSA Hkkjrh; bfrgkl ds
iUus bl ckr ds lk{kh gSa fd lekt ls ysdj lRrk rd
lHkh us laxhr dk mi;ksx ,oa miHkksx fd;k gSA ;q) ls
ysdj vpZuk rd lHkh i"̀Bksa esa laxhr ds gLrk{kj jgs gSaA
ns'k dks n'kk ,oa fn'kk nsus dk dk;Z c[kwch fuHkk;k gSA
izkphu ls orZeku rd laxhr us dgha&u&dgha
izR;{k&vizR;{k :i ls yksd ds ekul iVy ij viuh
Nki vafdr dh gSA bl ckr dks ge vuns[kk ugha dj
ldrs gSa fd gekjh yksd dykvksa] xhr&laxhr us fojkV
Lo:i dks vkèkkj fn;k gS ftldk izHkko gekjh Hkkjrh;
psruk dh xgjkbZ rd fLFkr gSA gekjs laxhr ds ml
fudVre vuqHko es a thoarrk] xfr vkSj y; gS]
iw.kZrk&lexzrk&larqyu&,dkxzrk&v[k.Mrk ls vksr&izksr
gSA orZeku esa gekjk y{; èkeZ] eks{k ds LFkku ij vFkksZiktZu
ij vkdj fVd x;k gS] blh ifjfèk esa gh lhfer gksdj
jg x;k gSA bls vuns[kk ugha dj ldrs gSa fd cnyrs
ifjos'k ds dkj.k laxhr ds iz;kstuksa esa Hkh cnyko vk;k
gS] pkgs laxhr dk 'kSf{kd i{k gks ;k O;kolkf;dA
laxhr f'k{kk ds {ks= esa igys dh vis{kk xq.kkRedrk c<+h
gS rks ogha xq.koRrk ij iz'u fpUg Hkh yxk gSA ̂ ^xq#dqy
i)fr dh dfe;ksa dks nwj djuk gh laLFkkxr f'k{k.k ds

tUe dk ewy mís'; jgk gSA**2 orZeku laxhr f'k{kk dh
izfØ;k ijEijkoknh gksus ds lkFk&lkFk iz;ksxoknh izof̀Rr;ksa
dks Hkh vkRelkr djus ds fy;s n<̀ ladfYir gSA laxhr
dks bfrgkl] euksfoKku] èkeZ] n'kZu] ;ksx] fpfdRlk lHkh
fo"k;ksa ls ijLij tksM+k x;k gSA jkstxkj dh lEHkkoukvksa
ds lanHkZ esa ;fn laxhr dh ckr djrs gSa rks 'kSf{kd vkSj
O;kolkf;d i{k nksuksa dh gh leku Hkkxhnkjh jgh gSA
vkt bl HkkSfrdrkoknh] izkS|ksfxd ;qx esa thou bruk
la?k"kZe; vkSj xfr'khy gks x;k gS fd O;kolkf;drk dh
bl yEch nkSM+ esa izR;sd O;fDr dh lksp] fo"k; esa
jkstxkj&lEcUèkh lEHkkoukvksa dks ysdj dkQh tkx:d
gSA LokoyEch cuus gsrq] in] izfr"Bk] izflf) vkSj iSlk
Hkjiwj fey ldsA blds fy;s izR;sd fo|kFkhZ fo"k; p;u
ds izfr csgn ltx gSaA ;g dgus esa dgha ladksp ugha gS
fd laxhr esa fo|kFkhZ dk Hkfo"; mTToy gSA lp rks ;g
gS fd gekjs ns'k dh vFkZ&O;oLFkk dk ,d cgqr cM+k
fgLlk gS tks fQYeh laxhr] yksd laxhr] lkaLdf̀rd
vknku&iznku vkSj i;ZVu foHkkx ij fuHkZj gSA vkt
tgk¡ lEiw.kZ fo'o ^^XykscykbZts'ku** ds nkSj ls xqt+j
jgk gSA vkt lEiw.kZ fo'o dks ge ,d jaxeap ij ns[k
ldrs gSaA bl fojkV eap ij laxhr dh Hkwfedk ij ;fn
ge xgjkbZ ls fopkj djsa rks vkt ds bl vFkZ izèkku ;qx
esa ekuo vius 'kk'or ewY;ksa ls nwj gksrk tk jgk gS] ;gh
ugha ekuoh; laosnuk,a Hkh vFkZtU; LokFkksZa ds uhps nc
dj jg x;h gSaA ge pkgs fdruk Hkh lkspdj ;g
rlYyh ns ysa ;k fQj vius vki dks lkaRouk ns ysa fd
geus fodkl dh ijkdk"Bk dks Nw fy;k gS fdUrq lR;
rks ;gh gS fd ge vius vki esa gh bruh leL;k,¡ lesVs
gq, gSa tks ToyUr :i èkkj.k dj vkt gekjs le{k eqag
cka;s [kM+h gSa] tSls Hkz"Vkpkj] lkEiznkf;drk] vkradokn
vkfnA ,slh udkjkRed izof̀Rr;ksa ij dSls vadq'k yxk;k
tk;s\ rks eSa lHkh dk è;ku vkdf"kZr djuk pkgwaxh fd
laxhr gh ,d ,slk ljy] lgt ,oa l'kDr ekè;e gS
ftlls dgha&u&dgha oS;fDrd lksp dks dqN izfr'kr
cnyk tk ldrk gSA gekjk laxhr fo'o caèkqRo dh
vkèkkjf'kyk izse] n;k] lg;ksx] ,drk vkfn Hkkoukvksa
dks ifjiksf"kr djrk gSA gekjk laxhr lnk ls gh
^^olqèkSo&dqVqEcde~̂ ^ dh Hkkouk dk i{kikrh jgk gSA
vkt gekjs chp iui jgs jkx] }s"k] bZ";kZ] Øksèk] vkØks'k]
?k.̀kk tSlh Hkkoukvksa ds lekèkku gsrq] muds mUewyu gsrq
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,sls lans'kksa dh vko';drk gS] ,slh jpukvksa dh vko';drk
gS tks le;&lhek vkSj tkr&ikr ls ijs gSa] tSls&
oUnsekrje~] ,s esjs oru ds yksxksa] et+gc ugha fl[kkrk
vkil esa cSj j[kuk] feys lqj esjk rqEgkjk vkfnA vkt
Hkh bu jpukvksa dks lqudj jksaxVs [kM+s gks tkrs gSaA ;s vkoktsa
fny ds fdlh dksus dks phjdj nLrd nsrh gSa] gesa txkrh
gSa vkSj lkoèkku djrh gSa] ml Hkfo"; ls ftlls ge
cs[kcj gSaA ,sls le; esa ;fn ,d tqV gksdj iz;kl u
fd;k x;k rks dgha ,slk u gks fd orZeku ;qxhu dksykgy

esa ge viuh fn'kk [kks nsaA fn'kkghurk dh bl fLFkfr esa
fdlh nksjkgs&pkSjkgs ij u vk [kM+s gksaA ;gh lksp] ;gh
fpUrk izLrqr ys[k esa O;Dr dh x;h gSA laxhr gh bl
ekxZ esa gekjk nhid gS] ikFks; gS vkSj gS gekjk èkzqo è;s;A

lUnHkZ lwph %

1- dkO;k] yko.; dhfrZ flag] ia- vksadkjukFk th Bkdqj ,oa
mudh f'k"; ijEijk] i-̀ 1

2- pkS/kjh] MkW- lqHknzk] laxhr lap;u] i-̀ 16
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Hkwfedk

Hkjr dk ukV~;'kkL= Hkkjrh; lkfgR; rFkk
laxhr dk og̀n~ dks"k gS rFkk nksuksa ds lEcUèk esa çkphu
vkSj çkekf.kd lkexzh çLrqr djrk gSA jl] NUn] Hkk"kk]
os"kHkw"kk] jaxeap] vfHku;] laxhr rFkk uR̀; esa ls ,slk
dksbZ fo"k; ugha] ftldk fooj.k bl xzUFk esa u gqvk gksA
Hkjreqfu us vius ukV~;'kkL= esa dgk fd dksbZ ,slk Kku]
f'kYi] dyk] fo|k] ;ksx ;k deZ ugha gS] tks ukV~; esa u
fn[kkbZ nsrk gks]

^^u rn~Kkua u rfPNYia u lk fo|k u lk dyk

u l ;ksxks u rRdeZ ukV~;s·fLeu ;Uu n'̀;rŝ ^A2

ukV~;'kkL= dkO; vkSj dyk dk fo'odks"k gSA lkFk gh]
fl)kUr vkSj O;ogkj nksuksa i{kksa dh fojkV psruk dk
vçfre laxzg Hkh gSA blds lSarhl vè;k;ksa esa Hkkjrh;
laLdf̀r ds Lof.kZe bfrgkl ds jgL; fNis gq, gSA oSfnd
dky ls iwoZ dh lH;rk vkSj dyk ds :i dh dkfyUnh
cg jgh gS] Hkkjrh; èkeZ vkSj n'kZu dh dgkuh lth gqbZ
gS vkSj vkfne lH;rk ls vkt rd ds ekuo lekt ds
fodkl dh ;k=k dk fnXn'kZu gksrk gS ukV~;'kkL= esa
yfyr dykvksa ds lHkh fo"k;ksa dkO;] laxhr] uR̀;] f'kYi
ukV~; ,oa vU; dykvksa dk foLrkj ls fooj.k gSA eqxy
vkØe.k ls iwoZ Hkkjr esa Hkys gh vyx&vyx jkT; Fks]
ij mu lcdh ewy èkkjk esa ,d lkaLdf̀rd Hkwfedk FkhA

· lgk;d vkpk;Z] xk;u foHkkx] laxhr ,oa eap dyk ladk;] dk'kh fgUnw fo'ofo|ky;] okjk.klh&221005

ukV~;'kkL= esa Hkjr dh jl ifjdYiuk

MkW- Kkus'k pUnz ik.Ms;·

'kksèk lkj

ukx ;qx dh lcls egRoiw.kZ ?kVuk Hkjr eqfu dk çfl) xzUFk ̂ ukV~;'kkL=* dk fuekZ.k gksuk gSA

vkèkqfud dky esa çpfyr laxhr dk vkfn iq#"k dgykus dk vfèkdkj vkpk;Z Hkjr dks gh gS
D;ksafd laxhr ds bfrgkl esa lokZfèkd çkphu d̀fr budh gh gS A ^ukV~;'kkL=^ dh jpuk bUgksaus rr̀h;
'krkCnh ds yxHkx dh FkhA Hkjr d̀r ukV~;'kkL= Hkkjrh; laxhr dh vuqie vkSj vf}rh; nsu gSA bldks
ukV~;'kkL=] ;ksx'kkL=] vFkok eks{k'kkL= Hkh dgk tk ldrk gSA Jqfr&fo"k;d vfr lw{e ,oa oSKkfud
foospu ds dkj.k ;g ukV~; 'kkL= vugn ukn ,oa uR̀; dk lEcUèk ;ksx ds lkFk crkus ds dkj.k ;g
;ksx'kkL= gSA1 eks{k'kkL= blfy, gS D;ksafd vugn laxhr ,oa Lo;aHkw uR̀;] ds ;ksx ds loksZÙke dkj.k gSA

cht 'kCn& laxhr] xzUFk] ukV~;'kkL=] jl ifjdYiuk

izfof/k& bl 'kks/k&i= ds fy, f}rh;d ek/;eksa ls lgk;rk yh xbZ gS A

lkaLdf̀rd nf̀"V ls Hkkjr ,d jk"Vª ds :i esa FkkA ;gh
dkj.k Fkk fd vusd ukV~;&xzaFkksa ds gksus ij Hkh iwoZ
if'pe&mÙkj nf{k.k esa yfyr dykvksa ds vè;;u&çn'kZu
dk eq[; xzaFk ekSfyd :i ls Hkjr dk ukV~;'kkL= gh
FkkA3 Hkkjrh; nf̀"V dks.k ds vuqlkj Hkjr dk ukV~;'kkL=
^ukV~;osn* ds uke ls lEekfur jgk gSA ukV~;'kkL= ds
vuqlkj og pkj osnksa ds vfrfjDr iape rFkk loZof.kZd
osn gSA

Hkjr dh jl&dYiuk %&

Hkjr dk ukV~;'kkL=] jl&fl)kUr dk çorZd
xzUFk gSA Hkjr ds vuqlkj] çR;sd yfyr dyk dk mís';
jlkuqHkwfr gSA jl&lEcUèkh fooj.k ̂ukV~;'kkL=^ ds vè;k;
6 esa çeq[k :i ls gqvk gSA Hkjr ds vuqlkj jl ds fcuk
dksbZ dk;Z iw.kZ ugha gksrk&

^^u fg jlkoÙ̀ks df'pn"̀;FkZ% çorZrsAA^^4

ukV~;'kkL= ds vUrxZr jl dks çeq[k LFkku
fn;k x;k gS& Hkko] vfHku;] èkeZ] of̀Ùk] Loj] xku]
vkrks| rFkk jax lHkh jl&fu"ifÙk ds fy, vko';d gSaA
mUgksaus ukV~; esa vkB jlksa dh fLFkfr crk;h gS&Jàxkj]
gkL;] d#.k] jkSæ] ohj] Hk;kud] ohHkRl rFkk vn~HkqrA

jl fu"ifÙk

Hkjr eqfu us crk;k gS fd foHkko] vuqHkko rFkk
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O;fHkpkjh Hkkoksa ds la;ksx ls ^jl fu"ifÙk^ gksrh gSA bl
fu"ifÙk dk çFke lksiku LFkk;h Hkko gSA LFkk;h Hkko
vkB gS& jfr] gkl] Øksèk] mRlkg] Hk;] tqxqIlk] foLe;
vkSj 'kksdA jlksRifÙk ds fy, f}rh; vko';d miknku
foHkko gSA mlds nks :i gSa& ¼1½ vkyEcu ¼2½ míhiuA5

jl cksèk ftl O;fä vFkok oLrq ds lEcUèk esa gksrk gS
og vkyEcu rFkk cká ifjfLFkfr;k¡ tks LFkk;h Hkkoksa dks
mÙksftr djrh gSa] og ^míhiu* dgykrh gSA blds
vfrfjä jl fu"ifÙk dh çfØ;k esa vU; Hkkoksa dh fLFkfr
jgrh gS- tks {k.k&{k.k esa ifjofrZr gksrs jgrs gSa tSls
lapkjh Hkko ¼fpUrk] 'kadk] Xykfu] g"kZ bR;kfn½ bl çdkj
foHkko] vuqHkko rFkk lapkjh Hkkoksa ls gksrk gqvk LFkk;h
Hkko jl& :i esa ifj.kr gks tkrk gSA Hkjr ds vuqlkj]
ukV~; dk çR;sd vax jlksRifÙk dks ysdj vxzlj gksuk
pkfg,A ukV~; esa mRiUu jl ds vuqdwy mUgksaus ik¡p
vaxksa dk Hkh o.kZu fd;k gSA LFkku] o.kZ] dkdq] vyadkj
rFkk vaxA Hkjr ds vuqlkj pkj o.kZ gSa&mnkÙk] vuqnkÙk
Lofjr rFkk dfEir bu oxksaZ dk ç;ksx fof'k"V jl ds
vuqdwy fl) gks ldrk gSA dkdq ,d ,slk èofu&fodkj
gS tks fofHkUu Hkkoksa dks O;ä djus ds fy, ç;qä gksrk
gSA fof'k"V Pitch rFkk Tempo esas dkdq dk ç;ksx
fofHkUu jlksa dh fu"ifŸk esa lgk;d esa gksrk gSA ^èkzqok*
uked xhrksa dk foospu Hkjr us ukV~; dh vko';drkvksa
dks nf̀"V esa j[k dj fd;k gSA èkzqok xhr rFkk "kM~tkfn
xzke jkxksa dk ç;ksx ukV~; esa vHkh"V jl dk iks"kd gSA
vè;k; 28 ds vUr esa rFkk 29 ds vkjEHk esa tkfr;ksa dk
vkB jlksa ds lkFk lEcUèk Hkjr ds }kjk LFkkfir gqvk
gSA6 bu tkfr;ksa dk Kku fo'kq) vFkok xhr fujis{k u
gksrs gq, Hkh èkzqok xhrksa ds lkFk fd;k tkuk fufgr gSA
tkfr xku esa mUgha èkzqokvksa dk ç;ksx fd;k tkuk pkfg,

tks jl] dk;Z rFkk voLFkk ds vuqdwy gSA

Hkjr dk jlfo"k;d foospu 'kCn&çèkku laxhr
ds fy, mfpr gS] u fd ml laxhr ds lEcUèk esa tks
vkèkqfud ifjHkk"kk esa Loj&çèkku dgk tkrk gSA

fu"d"kZ %

bl çdkj] ukV~;'kkL= dks vkt Hkkjro"kZ dh
lHkh laxhr&ijEijkvksa esa xkaèkoZosn ds leku çek.kHkwr
ekuk tkrk gSA lkfgR; rFkk laxhr esa bl fuekZ.k dh
çfØ;k ds lEcUèk esa bl xzaFk dh cgqr cM+h nsu gSA Hkjr
dh èkkj.kk Fkh fd laxhr dk vafre y{; jlkuqHkwfr gS
tks laxhr Jksrkvksa dks jleXu ugha dj ldrk og
laxhr gh ughaA

Hkjr eqfu ds ̂ ^ukV~;'kkL=^^ ls laxhr txr~ dh
tks lsok gqbZ gS] og fdlh ls fNih ugha gSA Hkjr ls iwoZ
gesa dksbZ çkekf.kd xzUFk laxhr ij ugha çkIr gSA vkt
;g xzUFk leLr Hkkjrh; laxhr dk vkèkkj gSA

lUnHkZ lwph %

1- 'kekZ] izks- Lora=] ^lkSUn;Z jl ,oa laxhr*] izfrHkk izdk'ku]
fnYyh] i-̀ 129

2- tqustk MkW- osnizdk'k] ^Hkkjrh; ,oa ik'pkR; lkSUn;Z'kkL=*]
fl)kUr ifCyds'kUl djuky] izFke laLdj.k] i-̀ 136

3- egktu] MkW- vuqie] Hkkjrh; 'kkL=h; laxhr ,oa lkSUn;Z'kkL=]
ijukeh] fizfUVax izsl] egs'kiqj] iapdqyk] 1993] i-̀ 215

4- 'kqDy] MkW- jkey[ku] Hkkjrh; lkSUn;Z 'kkL= dk rkfRod foospu
,oa yfyr dyk,¡] us'kuy ifCyf'kax gkÅl] fnYyh] i-̀ 195

5- xxZ] y{ehukjk;.k] fucUèk laxhr] laxhr dk;kZy;] gkFkjl]
f}rh; laLdj.k] 1989] i-̀ 99

6- nwcs] MkW- ';ke pj.k] ekuo vkSj laLdf̀r] jktdey izdk'ku]

ubZ fnYyh] rr̀h; laLdj.k&1972] i-̀ 122
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ludkfn _f"k;ksa dks bZ'ojh; galkorkj ls
czãKku dh xw<+ f'k{kk izkIr gqbZ ftldk izFke mins'k
mUgksaus ukjn dks fn;kA blds izfrfuf/k izorZd fuEckdZ
Fks vkSj buds vuq;kf;;ksa dks ^fuEckdZ lEiznk;* dgk
x;kA ;g lEiznk; pkj oS".ko lEiznk;ksa esa lokZf/kd izkphu
gSA bl lEiznk; dks gal lEiznk;] dqekj lEiznk;]
ludkfn lEiznk; Hkh dgk x;k gS A

vkxs] fuEckdZ lEiznk; esa iz;qDr gksus okys
xk;u foèkkvksa dk ge o.kZu djsxsaA

,dy xk;u

bl lEiznk; esa ,dy xk;u dk iz;ksx eq[;r%
v"V;ke lsokvksa esa fd;k tkrk gSA izkr% eaxyk vkjrh
;kfu Hkxoku dks txkus ls ysdj jkf=] 'k;u rd
le;kuqlkj jkxksa dk iz;ksx ;gk¡  ds ok.kh xzUFkksa ds inksa
ds ekè;e ls fd;k tkrk gS ftldk xk;u ;gk¡ ds izk;%
lkèkq lar djrs gSaA

lekt xk;u

;gk¡ nwljh lkaxhfrd foèkkvksa eaas lekt xk;u
dk vk;kstu gksrk gSA ;g lEiznk; esa vkpk;ksZa dh
t;Urh ;k mRloksa ij vk;ksftr fd;k tkrk gSA czt ds
fofHkUu lEiznk;ksa eas izkphure ekus tkus okys bl lEiznk;
esa lekt xk;u dh ijEijk vfr izkphu gSA ;gk¡ dh dhrZu
O;oLFkk Hkh lekt xk;u ls vfHkfgr dh tkrh gSSA

· lgk;d vkpk;Z] flrkj] laxhr foHkkx] t; ukjk;.k O;kl fo'ofo|ky;] tksèkiqj

fuEckdZ lEiznk; ds efUnjksa esa izpfyr xk;u fo/kk,¡

MkW- xkSjo 'kqDy·

lkjka'k

fuEckdZ lEiznk; ds efUnjksa esa laxhr foèkkvksa dh fofHkUu ijEijk;sa izpfyr gSa] tSls& ,dy
xk;u] lekt xk;u] ok| oknu vkfnA bu lHkh lkaaxhfrd foèkkvkssa ds ekè;e ls bl lEiznk; esa Hkxon~
vkjkèkuk fd;k tkrk gSA bl lEiznk; esa Jh jkèkk d"̀.k dh jlksikluk izkr% eaxyk vkjrh ls ysdj jkf=
'k;u vkjrh rd laxhr ds fofHkUu jkx&jkfxfu;ksa ds ekè;e ls fd;k tkrk gSA blds vfrfjDr fdlh
fo’ks"k ioks± ij laxhr dk fo’ks"k lekjksg vk;ksftr fd;k tkrk gSA

eq[; 'kCn % fuEckdZ lEiznk;] laxhr] foèkk] v"V;ke lsok

izfof/k % izkFkfed vkSj f}rh;d ek/;eksa }kjk ;g 'kks/k&i= rS;kj fd;k x;k gSA

egkok.kh esa dgk x;k gS&

^^eksgu eafnu pkSd eas] fefy lc l[kh lekt^^A

chu ctkofga] xkofg] eèkqj&eèkqj lqj lkt^^AA1

^^ctr cèkkbZ egy eas vkbZ l[kh lekt^^A2

^^eaxy lkt lekt lkSa xkor eaxy xhr^^A3

lqfu;ks js vkt upkoS uUn dks fgfy fefy ldylekt^^A4

lekt xk;u ls rkRi;Z laxhr ds dfri;
xk;dksa dk ,slk lewg tks eafnjksa esa mRlo&egksRloksa ij
,d lkFk cSBdj vusd ok|ksa ds lkFk ok.kh xzUFkksa ds
inksa dk xk;u djrs gSA vc ge lekt xk;u ds fo"k;
eas foLrkj ls voyksdu djsxsaA

^lekt^ fofHkUu ØhM+kvksa ;k dykvksa ls lEcfUèkr
vFkok mRloksa ;k xksf"B;ksa ds fy, iz;qDr ,d izkphu
uke gSA +_Xosn esa ^leu* uked ,d lkekftd mRlo
dk mYys[k feyrk gS] tks esys ds :i eas vk;ksftr gksrk
FkkA blesa vusd dykdkj uj&ukjh] xf.kdk,¡] dfo]
?kqM+lokj] èkuqèkZj bR;kfn viuh&viuh dykvksa dk izn’kZu
djrs Fks] vkSj jkr&jkr Hkj uj&ukfj;ksa ds lkewfgd uR̀;
gksrs FksA ;gh ^leu^ mRlo vkxs pydj ^leTtk^ uke
ls izpfyr gqvkA5

oSfnd dky ds i’pkr~ bfrgkl iqjk.k&dky esa
oSfnd deZdk.M ds vfrfjDr fofoèk izdkj ds ukV~;]
mRlo vkSj ;k=kvksa bR;kfn dk iz;ksx gksus yxk FkkA
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^lekt^ 'kCn dk iz;ksx ̂jkek;.k^ vkSj ̂egkHkkjr*
esa vusd ckj gqvk gS] tks _Xosndkyhu ^leu^ dk
viHkza’k gSA egkHkkjr dky esa Hkh ^lekt^ dks leTtk^
dgrs FksA

ckS)&xzUFk ̂la;qDr&fudk;^ eas ̂leTtk^ ¼lekt½
dk mYys[k gSA fonw"kd lektksRlo ds volj ij viuh
dyk ds izn’kZu ls yksxksa dks g¡lkrk FkkA ckS) fHk{kqvksa ds
fy, lekt ds izs{k.k dk fu"ksèk fd;k x;k FkkA exèk eas
gksus okys ,d vk¡[kksa ns[ks mRlo dk fu:i.k Qkãu us
viuh ;k=k ds o.kZu esa fd;k gSA ;g mRlo ^leTtk^
;k ^lekt^ dgykrk FkkA6

okRL;k;u us Hkh ̂ lekt^ dk mYys[k fd;k gSA
muds vuqlkj izR;sd ekl ;k i{k eas ,d fnu ljLorh
ds eafnj esa lekt dk vk;kstu fd;k tkrk Fkk] ftleas
uj urZd dykdkj fofHkUu dykvksa dk izn’kZu djrs FksA
ckgj ds dykdkjksa dks Hkh vkefU=r fd;k tkrk FkkA
izn’kZudrkZvksa dks nwljs fnu iqjLdkj fn;k tkrk Fkk]
rFkk vPNs dykdkjksa ls dqN fnu vkSj Bgjus dk vuqjksèk
fd;k tkrk FkkA

bl izdkj] fuEckdZ lEiznk; esa Hkh ^lekt
xk;u^ dh ijEijk vR;Ur izkphu gSA bl lEiznk; ds
vkpk;Z Jh oÙnkou nso th us lekt laxhr dh ijEijk
ds fo"k; esa dgk gS&

^n;ks foèkkrk izFke bg ukjnkfn dkSa pkfgA

fofèkoUukjnkfnd gw¡ èkjfu mrkj;ks ;kfgAA

ukn czã xkUèkoZ gS ;k fcuq lqj ufga u`R;A

ugha xhr ;k fcUkq dqN rkrSa ;g gS fuR;AA

mBr ok;q rS a ukn g S tkr S lqj la?k krA

lqjrs mitr jkx lqfu tu fogo~y gS tkrAA

;k gh rS dfy dky esa lc lkèku eas eq[;A

dãksa dhrZu O;kl 'kqd T;kSa ujorfu esa iq"iAA7

rkRi;Z ;g gS fd bl lEiznk; esa xk;u dh
ijEijk nsof"kZ ukjn th ls izkjEHk ekuh tkrh gS] tks
orZeku lekt xk;u dk vkèkkj gSA Jh cztoYyHk 'kj.k
'kkL=h ds vuqlkj] izkphu gLrfyf[kr in&xzUFkksa dks
ns[kus ls Kkr gksrk gS fd foØe la- 1700 ls ;g lekt
xk;u&ijEijk vckèk :i ls pyh vk jgh gSSA

lekt xk;u dk o.kZu djrs gq, dgrs gSa fd
ftl izdkj Jh ukjn th ^izseksUeRrks fodkysu~ xk;r~
èkzqoinkfu oŜ  bR;kfn izek.kksa ds vuqlkj izseksUeRr gh
èkzqoinksa dk xk;u djrs Fks] mlh izdkj fuEckdZ lEiznk;
dk lekt xk;u mlh èkzqin dh  ijEijk ls pyk vk jgk
gSA bl lEiznk; dk vkpk;Z IkhB Jh iq"dj {ks=] fuEckdZ
rhFkZ] vtesj] jktLFkku esa gSA ogk¡ ij gh txrxq: Jh
fuEckdkZpk;Z Jh oÙnkou nso th us fo0 lEor~ 1740 ds
yxHkx pkSng ?kkVksa okyh ^xhrker̀&xaxk^ xzUFk dk uo
fuekZ.k fd;k FkkA ml le; lekt xk;u djus okys
fof’k"V egkuqHkko ogk¡ jgrs FksA JhoÙnkou nso th ds
xq: Jh ukjk;.k nsokpk;Z ds xq:Hkzkrk vkSj muds f’k";ksa
esa Jh xksfoUn nso th] fojtkuan] vkuUn?kuth] ukxjhnkl
th vkfn lHkh lekt xk;u ds fo’ks"kK FksA8 vkuUn?ku
th vkSj cztkuUn th ml le; lektxk;u ds eqf[k;k
FksA ml le; fd’kux<+ jkT; ds nSfuUnuh i=dksa ls
Kkr gksrk gS fd cztkuUn th rFkk vkuUn?ku th dks
fd’kux<+ ujs’k mRloksa&egksRloksa ij lekt xk;u djus
ds fy, lEEkkuiwoZd vkeaf=r fd;k djrs FksA

^^foØe laor~ 1786 fefr tsB lqnh 2
folirokj Jh Bkdqj}kjs dq.Mokjks gq;kS] Lokeh Jh
fojtkuan th ok vkUkUn?ku th uS cqyk;k dq.Mokjk
uS 125 Lokeh Jh fojtkuUn th dS jlksbZ eky
iqvk dh 30^^A

Jh :ijfld nso th us Jh d"̀.k tUeksRlo
ij lf[k;ksa }kjk eaxyxhr xk;s tkrs gq, ^lekt^ 'kCn
dk iz;ksx fd;k gS&

^ctr fulkau foèkku xkar f=; lc ljlkau lekt^A9

^fefy egy lektssa gks gks gks gks] vfrjl pkapfj [ksyŝ A10

^lj lektfu ljl lqUnj ctr eèkqj e`nax^A11

^pys fxjjkt rsa feJ lekt esa lkt lcS uVjkt dkS fd;ŝ A12

lekt 'kCn dk vFkZ lHkk] lewg] ny] leqnk;
bR;kfn gksus ls bruk Li"V dg ldrs gS fd ml le;
Jh ;qxyfiz;k dh fofHkUu yhykvksa dk xk;u ik¡p] N%
HkDr laxhrK ,d= gksdj djrs gksaxs D;ksafd mudh
okf.k;ksa esa Hkh tgk¡&tgk¡ ;qxyfiz;k dk lf[k;ksa }kjk
xk;u fd;k x;k gS ogk¡ laf[k;ksa ds vusd lewg gh Jh
ykfMyhyky dh iz’kalk eas xkrs gq, fn[kk, x, gSaA
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mnkgj.kLo:i&

^twFk twFk fefy tqxy fj>koSa] u`R; djSa xkoSal ctkoSâ 13

^>waMfu >awMfu xkou jkx eykj fefy czt ukjh rŵ 14

^xkSou vkxs lf[ku twFk eas] nqyfgu yky xokrh^15

lekt xk;u izkphu Hkkjrh; 'kkL=h; laxhr
ds xk;u dh ,d oS".koh 'kSyh gS] ftlesa lar Lkewg esa
feydj vkpk;ksZa dh ok.kh inksa dk xk;u djrs gSaA jfld
larksa o vkpk;ksZa }kjk jkèkkd"̀.k ds ;qxy Lo:i dh fnO;
yhykvksa dh tks dkO;e; vfHkO;fDr gS] ogh ok.kh gS
vkSj bu okf.k;ksa dk lkewfgd xk;u gh lekt xku gSA

lekt xk;u ds le; LkHkh lkèkq lar nks nyksa
es foHkDr gksdj nks iafDRk;ksa es vkeus&lkeus cSBrs gSaA
nksuksa ifDr;ka vius lsO; foxzg ds lkeus nka;h vkSj cka;h
vksj gksrh gSA nkfguh vksj okys ny dks ^eqf[k;k ny*
vkSj cka;h vksj okys ny dks ̂>syk ny* dgrs gSaA eqf[k;k
ny ds lcls fuiq.k dykdkj dks ^eqf[k;k* iqdkjk tkrk
gSA eqf[k;k igys rkuiwjk ysdj cSBrs Fks ij vktdy
gkjeksfu;e bLrseky djus dk pyu gks x;k gSA muds
vxy&cxy esa dbZ vU; Js"B lkèkq&lar dqN vU; ok|]
tSls& lkjaxh] flrkj] rkuiwjk] ckalqjh vkfn ysdj cSBrs
gSaA lsO; foxzg ds cka;h vksj >syk ny ,d ;k vfèkd
lar >ka> ;k eathjk vkfn ctkrs gSaA nksuksa iafDr;ksa ds
eè; es fjDr LFkku ij vafre Nksj ij eǹax oknd cSBrk
gS] tks lsO; foxzg ds fcYdqy lEeq[k gksrk gSA nksuksa
nyksa ds eè; Åaph pkSdh ij j[kh ok.kh dks lekt
J̀a[kyk ds uke ls tkuk tkrk gSA vU; lekft;ksa ds lkeus
Hkh Åaph pkSdh ij vFkok jsgy ij ok.kh dh izfrfyfi;ka
j[kh gksrh gSa tks igys gLrfyf[kr gqvk djrh Fkha ij
vktdy eqfnzr Hkh gksrh gSaA ijEijkxr :i ls loZizFke
eqf[k;k o vU; nks ofj"B lar lekt dk 'kqHkkjEHk djrs
gSA loZizFke eaxykpj.k :i eas eaxy ds nks in xk,
tkrs gSaA ;s nks izdkj ds gksrs gSa&NksVk eaxy] o cM+k
eaxyA cM+k eaxy igys xk;k tkrk gS] tks lwgk foykoy
eas xk;k tkrk gSA bl cMs+ eaxy esa rn~rn~ vkpk;Z dks
mRd"kZ xk;k tkrk gSA tcfd ckn esa xk;k tkus okyk
NksVk eaxy iz.kkekRed o eaxy lwpd gksrk gSA lekt
ds vkjEHk gksus ij dqN le; i’pkr~ iqtkjh ckck }kjk
ok.kh th o vU; lekft;ksa dk ekyk] panu] b= vkfn ls
vknj lRdkj fd;k tkrk gSA lekft;ksa dks xk;u ds

eè; esa gh feJh] dkyh fepZ] iku&chjh] bykbph vkfn
dk Hkksx nsrs gSaA eaxy ds nksuksa ianksa ds xk;u ds mijkar
JhHkV~V th dh jpuk ;qxy 'krd ls fdlh ,d in dk
xk;u gksrk gSA ;qxy 'krd esa 100 in gSaA fQj Jh
gfjO;kl th dh jpuk egkok.kh ls ,d in xk;k tkrk
gSA rn~i’pkr~~ vkpk;ksZa dh cèkkbZ;ka galoa’k ;’k lkxj o
vU; cèkkbZ dh iqLrdksa ds inkas }kjk xkbZ tkrh gSA

fuEckdZ lEiznk; ds lekt xk;u esa eq[; :i
ls lwgk foykoy] ;eu dY;k.k] ';ke dY;k.k] nso xaèkkj]
dkQh] EkYgkj] fcgkx] Hkwikyh] ekydks’k] dsnkj] cgkj]
Hkheiyklh] lksjB] ihyw] ek:] oànkouh lkjax] vklkokjh]
HkSjoh] ns’k] HkSjo] jkedyh] pSrh xkSjh] èkkuh] [kekt]
ckxs’ojh vMkuk] fcgkxMk o njckjh vkfn jkxksa dk iz;ksx
fd;k tkrk gSA rkyksa esa izeq[k :i ls pkSrky] >irky]
rhurky] dgjok] nknjk] :id] nhipanh vkfn dk iz;ksx
gksrk gSA lekt xk;u esa xk, tkus okys in dk
izLrqfrdj.k nks izdkj ds y; esa fd;k tkrk gSA in dks
foyfEcr y; esa 'kqq: dj nzqr y; easa ys tkrs gaSA

fuEckdZ lEiznk; esa eqf[k;k o >syk dk Øe
dc ls pyk vk jgk gS] ;g rks 'kksèk dk fo"k; gS] fdUrq
fuEckdZ lEiznk; esa lekt xk;u esa eqf[k;ksa dh ijEijk
bl izdkj jgh gS&Jhjeu nkl] xksiky nkl] xksdqy nkl]
iwju nkl] izsenkl] xksfoUn nkl] :ifd’kksj nkl] jfld
nkl o oÙnkou fcgkjhA

fuEckdZ lEiznk; ds lekt xk;u ds orZeku
eqf[k;k oÙnkou fcgkjh th ds vuqlkj naMd xk;u bl
lEiznk; dh fof’k"V 'kSyh gSA naMd dk vFkZ gS naM ds
leku yackA >irky esa xk;s tkus okyh bl 'kSyh esa
dfoÙk vkfn Nanksa dh yach&yach iafDr;ksa dk iz;ksx gksrk
gSA ;g fuEckdZ lEiznk; ds lekt xk;u ds varxZr
lHkh mRloksa esa ;gka xk;k tkrk gSA

lekt xk;u ds eqf[k;k oÙnkou fcgkjh ds th
vuqlkj lekt xk;u dh ewyèkkjk J)k o mikluk ij
vkèkkfjr gSA ;g fdlh jktk vkfn ds lkeus xk, tkus
okyh euksjatu izèkku xk;dh ugha gSA mUgksaus ;g dgk
fd veweu lekt xk;u ds fy, jkx ds Kku dh ugha]
vuqjkxe; è;ku dh vko’;drk gSA oLrqr% ftl le;
,dkxz eu ls lar tu xkus yxrs gSa rks lkjk okrkoj.k
gh fnO; gks tkrk gSA
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fu"d"kZ %

,dy xk;u vkSj lekt xk;u fuEckdZ lEiznk;
dh vewY; lkaLdf̀rd èkjksgj gS tks orZeku esa izk;% yqIr
gksrh tk jgh gSA ,sls iq.;] ,sfrgkfld vkSj fo'kky
laxhr ijEijk dk laj{k.k vfr vko';d gS A

lUnHkZ lwph %

1- gfjO;kl nso] egkok.kh] nksgk ua- 5] i-̀ 67

2- ogh] nksgk ua- 11-] i-̀ 138

3- :ijfld nso Jh og̀nqRlo ef.keky] in la- 168] i-̀ 67

4- ogh] in la- 17-] i-̀ 69

5- xxZ] y{ehukjk;.k] czt laLd`fr vkSj yksd laxhr] i-̀ 129

6- ogh] i-̀ 129

7- oÙnkou nso th] xhrke`r xaxk] ?kkV 14] nksgk 4&5

9- Jh :ijfld] cg̀nqRlo ef.keky] in la- 1-] i-̀ 150

10- ogha] in la- 59] i-̀ 25

11- ogh] in la- 257] i-̀ 125

12- Jh oÙnkou nso] xhrker̀ xaxk] in la- 13] i`- 6

13- gfjO;kl nso] egkok.kh] in&146] i-̀ 166

14- oÙnkounso] xhrker̀ xaxk] in&46] i-̀ 66

15- HkV~V nso] ;qxy 'krd] i-̀ 47

lUnHkZ xzUFk %

1- pkSèkjh] lqHknzk ¼O;k[;k vkSj vuqoknd½] 'kkjaxnsd`r laxhr
jRukdj] ¼ljLorhVhdk½] jkèkk ifCyds'kUl] ubZ fnYyh]
izFke laLdj.k] lu~ 2001

2- lpnso] jsuw] èkkfeZd ijEijk;sa ,oa fgUnqLrkuh laxhr] jkèkk
ifCyds'kUl] ubZ fnYyh] izFke laLdj.k] lu~ 1999

3- 'kekZ] M‚- lquhrk] Òkjrh; laxhr dk bfrgkl ¼vkè;kfRed
,oa nk’kZfud½] lat; Ádk’ku] fnYYkh] ÁFke laLdj.k] lu~ 1996

4- flag] M‚- i.kZnÙk] ÒkoÁdk’ku v©j jlk.kZolqèkkdj esa jl&foe’kZ]
osadVs’k Ádk’ku] okjk.klh] ÁFke laLdj.k] lu~ 2005

5- 'kekZ] Á¨- lR;Òku] iqf"VekxÊ; efUnj¨a dh laxhr&ijEijk]

jkèkk ifCYkds’kUl] fnYYkh] ÁFke laLdj.k] lu~ 1999
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laxhr vkSj O;fäRo esa brjsrjkJ; laca/k gS
vFkkZr~ ,d&nwljs ds v/khu gSA laxhr ls O;fäRo dk
fuekZ.k gksrk gS vkSj O;fäRo ls laxhr esa lQyrk
feyrh gSA loZçFke gesa ;g fopkj djuk gS fd laxhr
ds }kjk ekuo O;fäRo dk fuekZ.k fdl çdkj gksrk gSA
rnuarj bl ckr ij çdk'k Mkyuk gS fd O;fäRo ls
laxhr ij D;k çHkko iM+rk gSA ijaijkis{kh inkFkksaZ dk
;g lkoZHkkSfed fu;e gS fd os ,d&nwljs ij iw.kZ rFkk
vk/kkfjr gksrs gSaA

laxhr dk pje y{; gS bZ'oj dh çkfIrA
euksjatu mldk laf{kIr :i gSA euksjatu ds }kjk
{kf.kd vkuan dh çkfIr gksrh gS vkSj bZ'oj dh çkfIr ls
vR;f/kd vkuan dh vuqHkwfr gksrh gSA nksuksa –f"Vdks.kksa
ls euq"; ds O;fäRo dk fuekZ.k gksrk gS A euksjatu dh
çof̀Ùk vkuan rRo dh [kkst dk ifjpk;d gS A vr% tks
O;fä laxhr ds y{; dks lhfer ekurk gS vFkkZr~ mlls
dsoy euksjatu pkgrk gS ogh /khjs&/khjs mikluk dh
vksj vxzlfjr gksrk gS A laxhr esa og fo|eku gS
ftldh lk/kuk ls ekuo esa Åifjr mRiUu gksrh gS vkSj
og bl çiapkRed fo'o ds peRdkj iw.kZ oSHko ls çokfgr
ugha gksrk A euksjatu laxhr ds pje y{; rd igqapus

· vflLVsaV çksQslj] laxhr ,oa eap dyk foHkkx] ouLFkyh fo|kihB] ouLFkyh

^laxhr f'kjksef.k* iafMr çg~ykn çlkn feJ ^nkl fi;k* % laxhr vkSj O;fäRo

M‚- lkSjo dqekj ukgj·

lkjka'k

ftl çdkj Hkxoku ds mikld ds lf̀tr bl lalkj ds lq[k&nq[k ls fopfyr u gksdj var;kZeh
çHkq dks lefiZr jgrs gSa mlh çdkj ,d fof'k"V lk/kd ,d lkalkfjd ekuo gksrs gq, Hkh iwoZ mikftZr
laLdkj ds dkj.k viuh lk/kuk esa lrr jgdj viuh laxhr&lk/kuk ds cy ij gh O;fäxr vFkok
vçR;{k :i ls viuh dyk ,oa Kku dh vykSfdd fdj.k ls vklikl ds yksxksa dks gh ugha cfYd lqnwj
ns'k ds ekuo dks Hkh vkyksfdr ,oa vkdf"kZr djrs jgrs gSaA iVuk fuoklh LoxhZ; iafMr çgykn çlkn feJ
^^nkl fi;kß mUgha egku foHkwfr;ksa esa Fks tks iVuk uxj esa jgdj viuh vuojr laxhr&lk/kuk ds cy ij
iVuk uxj esa gh ugha] cfYd ns'k ds fofHkUu uxjksa esa viuh laxhr f'k{kk ,oa çn'kZu rFkk jpukRed çfrHkk
ds ek/;e ls laxhr eeZK rFkk laxhr izsfe;ks rd igqapk;kA çLrqr 'kks/k&i= esa fcgkj ds Hkkxyiqj laxhr
ijaijk ds feJ ?kjkus ds ew/kZU; dykdkj ,oa mikld iafMr çg~ykn çlkn feJ ^^nkl fi;kß ds O;fäRo
ij çdk'k Mkyus dh dksf'k'k dh xbZ gSA

eq[;&'kCn % laxhr] O;fäRo] foHkwfr] ijaijk] f'kjksef.k

'kks/k ek/;e& bl ys[k ds fy, f}rh;d ek/;eksa }kjk lkexzh ladfyr dh xbZ gSA

dk çFke lksiku gSA ;fn euksjatu dh fç;rk ekuo esa
u gksrh rks mldh [kkst esa laxhr dk vk'p;Z u ysrkA
vr% laxhr esa rUe;rk mRiUu djus ds fy, euksjatu
dh çof̀Ùk dk gksuk vko';d gSA

laxhrK vius laxhr&çn'kZu ds }kjk vius
euksjatu ds lkFk&lkFk nwljksa dk Hkh euksjatu djrk
gSA ftl le; laxhrK ds }kjk lekt dks vkf/kdkf/kd
ykHk igqapus yxrk gS ml le; mldk O;fäRo Åij
mB tkrk gSA euq"; lkekftd çk.kh gS] O;fä dks
thou&fuokZg djus ds fy, lekt ij vkSj lekt
LoLFk cukus ds fy, O;fä dk voyacu xzg.k djuk
iM+rk gSA vr% ;fn laxhrK viuh mi;ksfxrk c<+kus dk
ç;Ru djrk gS rks mldk O;fäRo fulansg mPp gks
tkrk gSA laxhr dyk ,d ,slh dyk gS ftlds vkuan
ds l–'; lalkj ds leLr vkuan frjL—r gks tkrs gSaA
blfy, dykdkj lkalkfjd oSHko dh vis{kk laxhr dyk
dks vR;f/kd Js;Ldj ekurk gSA blfy, mldk O;fäRo
lk/kkj.k dksfV ds O;fä;ksa ls Åapk gksrk gSA laxhrK esa
vkRe çfr"Bk rFkk viuh e;kZnk dh j{kk dh Hkkouk
fujarj tkxr̀ jgrh gS A tks lPpk dykdkj gksrk gS
mlds lkeus lalkj dh cM+h ls cM+h foHkwfr;k¡ ureLrd
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gks tkrh gaS A laxhr lnk e;kZfnr rFkk lH; laxhr
çsfe;ksa ls f?kjk jgrk gS A og tgka Hkh tkrk gS] mldks
iw.kZ lEeku çkIr gksrk gSA bl çdkj laxhrK ds O;fäRo
dk Øfed fodkl gksrk gSA

lkaL—frd ijaijkvksa vkSj /kkfeZd fojklrksa ls
ifjiw.kZ fcgkj jkT; dk çeq[k uxj Hkkxyiqj vkSj Hkkxyiqj
esa laxhr lk/kdksa dk ifjokj ÞfeJ ?kjkukß ftlesa
le;&le; ij ,d&ls&,d [;kfrçkIr laxhrK]
dykdkj ,oa laxhr eeZK gq, gSa] ftUgksaus u dsoy
viuh laxhr&ijaijk ds fodkl esa ;ksxnku gh fn;k gS]
vfirq laxhr esa viuh vçfre çfrHkk ds ek/;e ls ns'k
,oa lekt dh vewY; lsok Hkh dh gSA ÞfeJ ?kjkukß
jkT; esa ,d çfrf"Br laxhrK ifjokj ds :i esa fo[;kr
gS vkSj viuh ijaijk ds vuqlkj Hkkjrh; laxhr ds {ks=
esa blus dbZ fo}kuksa dks ns'k ds le{k çLrqr fd;k gSA
^laxhr f'kjksef.k* LoxhZ; iafMr çg~ykn çlkn feJ blh
feJ ?kjkuk ds LraHk Fks] ftudh laxhr çfrHkk vkt Hkh
jkT; o ns'k ds laxhr txr esa vewrZ :i esa fo|eku gS]
ftuds ckjs esa dqN dgus& fy[kus esa rks ys[kuh l{ke
ugha gS] fQj Hkh laf{kIr ifjp;kRed cks/k Lo:i J)k
'kCn&lqeu çLrqr gS A

iafMr çgykn çlkn feJ dk tUe 1919 esa
Hkkxyiqj esa gqvk] laxhre; ikfjokfjd okrkoj.k #ih
ljksoj esa cky ØhM+k djrs] Mqcfd;k¡ yxkrs vkius igys
rcyk dh f'k{kk vius ekek iafMr oklqnso feJ ls vkSj
ckn esa xk;u dh f'k{kk vius firk lqfo[;kr laxhrK
iafMr cæh lsod feJ ls çkIr fd;k A yxHkx 18 o"kZ
dh vYik;q esa gh firk ds fu/ku ds i'pkr~ vkxs dk
ekxZn'kZu vius vxzt iafMr 'kkjnk çlkn feJ ,oa
iafMr dsnkjukFk feJ ls xzg.k djuk 'kq: fd;k A
ckY;dky ls gh viuh yxu vFkd ifjJe ,oa ç[kj
cqf) ds QyLo#i vius vYik;q esa gh dkQh miyfC/k
vftZr dj yh FkhA vkius dqN o"kksaZ rd flrkj oknu
dh Hkh f'k{kk lqfo[;kr mLrkn vehj [kku ¼t;iqj okys½
ls Hkh çkIr dh FkhA

;qokoLFkk vkrs vkrs xk;dh dh viuh fof'k"Vrk
ds dkj.k vki viuk vyx LFkku j[kus yxs vkSj rc
iVuk esa vius firkeg Hkzkr}̀; iafMr ghjkyky feJ ,oa
eqdqV yky feJ Þjax dfoß ds laj{k.k esa LFkkbZ :i ls

jguk çkjaHk fd;kA ogha ckn esa lu 1960 bZLoh esa iVuk
fo'ofo|ky; ds laxhr laLFkku esa çk/;kid in ij
fu;qfä gqbZ vkSj rc ls yxkrkj mä in ij jgrs gq,
vkius laxhr dh lsok thou&i;±r dhA

thou dky esa vki jkT; ds lHkh çeq[k 'kgjksa
ds vfrfjä ns'k ds dbZ çeq[k uxjksa esa Hkh viuk lQy
dk;ZØe çLrqr dj laxhrK oxZ ,oa laxhr&çseh lewg
}kjk vusdksa ckj ç'kaflr ,oa iqjL—r fd, tk pqds FksA
vki eq[; :i ls [;ky xk;u&'kSyh ds eeZK Fks] ijarq
lkFk gh lkFk /kqzin] /kekj] Bqejh] ,oa VIik xk;u 'kSyh
ij Hkh vkidk leku vf/kdkj FkkA tksjnkj vkokt]
rhuksa lIrdks esa lgt Hkko ls 'kSyh xr çLrqfr] jkx dh
'kq)rk ,oa cM+k [;ky dh 'kSyh iw.kZ <ax ls c<+r vkids
xk;u dh dqN çeq[k fo'ks"krk,¡ FkhaA

tgk¡ ,d vksj vki mPp Lrjh; dykdkj Fks]
ogh vkidh f'k{k.k i)fr Hkh vR;ar oSf'k"Vî iw.kZ <ax ls
ljy ,oa xzká FkhA vkius laxhr {ks= esa vusd f'k";
rS;kj fd, tks fofHkUu laLFkkuksa ls lacaf/kr jgdj laxhr
dh lsok dj jgs gSaA dqN çeq[k f'k"; gSa& LoxhZ; iafMr
jke ujs'k feJ] dsaæh; fo|ky; csxwljk;] iafMr laxhr
dqekj ukgj] vkdk'kok.kh iVuk] iafMr vkse~dkjs'oj efyd]
baVj d‚yst fiaMh ¼nsofj;k½] Jherh eatqfydk eq[kthZ]
ex/k efgyk d‚yst] iVuk] iafMr ';ke yky feJ]
dsaæh; fo|ky; iVuk] blds vykok Jh lq/kka'kq dqekj
,oa iafMr ';ke nkl feJ] iVuk bR;kfn us Hkh dbZ o"kksaZ
rd laxhr esa vkils ekxZn'kZu xzg.k fd;k FkkA xk;u
ds vfrfjä vkius ok;fyu] rcyk ,oa flrkj dh Hkh
f'k{kk Øe'k% M‚- larks"k dqekj ukgj] M‚- jktdqekj
ukgj] rFkk çks- lkfgR; dqekj ukgj dks nh FkhA M‚DVj
larks"k dqekj ukgj ,oa jktdqekj ukgj vkdk'kok.kh esa
dk;ZØe çeq[k ds in ij dk;Zjr gSa] rFkk çksQslj
lkfgR; dqekj ukgj e/; çns'k ds Xokfy;j esa fLFkr
jktk ekuflag rksej fo'ofo|ky; esa dqyifr ds in ij
dk;Zjr gSaA

iafMr çgykn çlkn feJ dk laxhr esa ,d
vkSj egRoiw.kZ ;ksxnku ;g gS fd vkius gkbZ Ldwy ls
ysdj ,e-,- Lrj rd ds çk; lHkh jkxksa esa Þnkl&fi;kß
miuke ls lSdM+ksa mR—"V cafn'kksa dh jpuk dh gS] tks
lkfgR; laxhr dh –f"V ls mÙke xs; jpuk,a gSaA buesa
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ls dqN cafn'kksa dk ladyu bl çdkj gS%&

1- jkx vM+kuk& esa rhurky dh jpuk

LFkkbZ& txr tuuh ekrk dkfydk

ifgjh eqaM ekfydk] [kM+x [kIij lfgr

gjuh Hkwo Hkkj ufyuh

varjk& 'kqaHk fu'kqaHk efg"kklqj efnZuh

nSR; oa'k la?kkj djuh rwo

nkl fi;k dks ys gwa viuh 'kj.kh

2- jkx nslh&esa rhurky dh jpuk

LFkkbZ& jVr iihgk] ih;w ih;w djr]

esjks eu fcjg vxu ngu ykxr

varjk& bruh ckr nkl fi;k dks lqukvks

fi;k fcu dNq u lqgkr

3- jkx fe;ka eYgkj& esa e/;y; ,drky dh jpuk

LFkkbZ& ,slh /kwe epkbZ] cknjok f?kju ykxh]

ikol _rq cSjh vkbZ] vk, uk eqjkjh

varjk& iwokZ fur cgs c;kj] fjef>e cjls Qqgkj

nkl fi;k vc u lg] osnuk rqEgkjh

bl çdkj mi;Zä lkfgR; laxhr ls fufgr
vusdkusd mR—"V jpukvksa dk l̀tu vkids }kjk fd;k
x;kA vkids }kjk fcgkj ds Hkkxyiqj laxhr&ijaijk ds
fy, fd, x, dk;Z lathouh dh rjg jgs D;ksafd budh
lksp lcls vyx jgh tc rd thfor jgs laxhr dh
lsok djrs jgs vkSj dykdkjksa ds chp viuh fo}rk ds
fy, tkus x, A laxhr f'kjksef.k iafMr çãkn çlkn
feJ thoui;±r laxhr dh lsok djrs gq, vçSy 1990 esa
bZ'oj esa foyhu gks x, A

lanHkZ lwph %

1- [kqjkuk] lUuw [k;ky xk;dh ds fofo/k ?kjkus % fl)kFkZ ifCyds'ku]
çFke laLdj.k ubZfnY?yh

2- flag] xtsaæ ukjk;.k] fcgkj dh laxhr ijaijk] 'kkjnk çdk'ku]
f}rh; laLdj.k] [ktkaph jksM iVuk 4

3- clar] laxhr fo'kkjn] laxhr dk;kZy; gkFkjl

4- pkScs] M‚- lq'khy dqekj] gekjk vk/kqfud laxhr] mÙkj çns'k
fganh laLFkku y[kuÅ] f}rh; laLdj.k&1983

5- feJ] 'kaHkw ukFk] fganqLrkuh 'kkL=h; laxhr dh ?kjkuk ijaijk]
çdk'ku foHkkx] lwpuk vkSj çlkj.k ea=ky;] Hkkjr ljdkj]
çFke laLdj.k&2002
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izLrkouk&

lkekU;r% ^;ksx* 'kCn dk iz;ksx dbZ vFkksZa esa
gksrk gSA bldk lkekU; vFkZ tksM+uk vFkok feyu gksrk
gSA n’kZu 'kkL= esa ;ksx dk vFkZ thokRek vkSj ijekRek
ds feyu ds lanHkZ esa gksrk gSA bl lEcUèk dks izkIr
djus dh izfØ;k dks ̂ ;ksx* dgrs gSaA Hkkjrh; ijEijk esa
loZizFke iratfy us ;ksx&lw= dh jpuk dh A muds
}kjk izfrikfnr ;ksx dks jkt;ksx dh laKk nh x;h A
blls fHkUu gB;ksx gS ftldh mRifRr rU= xzUFkksaa ls
ekuh tkrh gS A ;ksxlw= esa ;e] fu;e] vklu] izk.kk;ke
vkSj izR;kgkj dks lkèkuk dk ckgjh lkèku ekuk x;k gS
tcfd è;ku] èkkj.kk vkSj lekfèk dks vkarfjd lkèku
ekuk gSA dchj dkQh gn rd xksj[kukFk ls izHkkfor Fks
vkSj viuh dforkvksa esa gB;ksx dh 'kCnkoyh dk iz;ksx
Hkh djrs gSaA1 oLrqr% dchj dk ;ksx&fpUru iratfy
vkSj xksj[kukFk ls fHkUu gS ijUrq mudh fopkj&èkkjk ij
gB;ksx lkèkuk dk izHkko fn[kkbZ nsrk gS] mudh jpukvksa
esa iz;qDr gq, vusd 'kCn gB;ksx lkèkuk ds egRo dks
ifjHkkf"kr djrs gSaA mudk ;ksx HkfDr;ksx gS tks tulqyHk
gSA os euq";rk ds fy, 'kk’or ewY; vkSj e;kZnk,¡
fuèkkZfjr djrs gSaA mUgksaus euq"; dh leLr foHkktd
js[kkvksa dks vLohdkj djrs gq, ekuo ek= dh ,drk]

Lakr dchj dh fopkjèkkjk esa gB;ksx ds fl)kUrksa dk leh{kk

MkW- T;ksfr 'kekZ·

lkjka’k

dchj lkjs èkeZ&lEiznk;ksa ds deZ dk.Mkas ls eqDr gksdj lgt lkèkuk vkSj HkfDr dk vkn’kZ
izLrqr djrs gSa A dchj ds fy, ;ksx&i)frekuoh dj.k dk gh vax gS A os ;ksx ds lkFk&lkFk vius
vkjkè; ds izfr leiZ.k vkSj Hkkokuqdwyrk Hkh ykrs gS A dchj ds fy, lkèkuk dk {ks= ,d izdkj dk ;q)
{ks= gS A dke] Øksèk] yksHk] eksg bR;kfn dks thrdj gh y{; rd igqWapk tk ldrk gS A dchj ds fy,
;ksx&lkèkuk dsoy bZ’oj&izkfIr dk ekè;e gh ugha gS cfYd ekuoh; lekurk vkSj lenf̀"V dk eq[; lw=
Hkh gS A dchj dh lkèkuk esa rr̀h; voLFkk y; ;ksx lkèkuk dh ekuh tkrh gS ftlesa mudk è;ku ifjiw.kZ
#i ls cká lkèkuksa ls gV dj vkUrfjd lkèkuksa dh vksj yx x;k Fkk] ftleas mUgksaus è;ku;ksx] ukn;ksx]
y;;ksx tSls gB;ksx ds fl)kUrksa dk o.kZu fd;k gSA

eq[; ’kCn % dchj] gB;ksx] HkfDr] lkèkuk] dq.M+fyuh

izfof/k % vusd iqLrdksa ds v/;;uksijkUr 'kks/k&i= rS;kj fd;k x;k gS A

· lgk;d izkè;kid] LokLF; vkSj dY;k.k foHkkx] Jh Jh fo’ofo|ky;] dVd ¼mM+hlk½

lerk rFkk caèkqRo dks vkn’kZ j[kk A muds vuqlkj
fdlh Hkh lkèkuk&i)fr dk vafre y{; ekuo&tkfr
dk dY;k.k gksuk pkfg,A

lar dchj dh lkèkuk& Hkkjr esa dchj vkSj muls Hkh
igys ukFk iaFkh ;ksfx;ksa ls ysdj 19oha 'krkCnh rd ;ksx
lkèkuk dh ,d vfojy èkkjk fujUrj izokfgr fn[kkbZ
nsrh gSA dchj ds ,d chtd dh ,d jesuh la[;k 692

ls ;g Li"V gS fd muds le; esa ;ksfx;ksaa dk ,d vPNk
laxBu cu x;k Fkk] vkxs pydj vusd lEiznk;ksa ds
#i esa fofoèk izkUrksa esa bu ;ksfx;ksa us viuk izHkko LFkk;h
cuk fy;k FkkA bu lHkh lEiznk;ksa ls fdlh&u&fdlh
#i esa lar dchj dks vo’; iszj.kk izkIr gqbZ gksxh]
izfl) egkjk"Vªh; lar rqdkjke us ukenso] Kkunso rFkk
,d ukFk ds lkFk dchj dh x.kuk mu pkj egkiq#"kksa esa
dh gS tks oLrqr% vuqdj.kh; gSaA dchj lkjs èkeZlEiznk;ksa
ds deZ dk.Mkas ls eqDr gksdj lgt lkèkuk vkSj HkfDr
dk vkn’kZ izLrqr djrs gSaA dchj ds fy, ;ksx&i)fr
ekuohdj.k dk gh vax gS A os ;ksx ds lkFk&lkFk vius
vkjkè; ds izfr leiZ.k vkSj Hkkokuqdwyrk Hkh ykrs gS A
dchj ds fy, lkèkuk dk {ks= ,d izdkj dk ;q) {ks=
gS A dke] Øksèk] yksHk] eksg bR;kfn dks thr dj gh ije
y{; rd igq¡pk tk ldrk gS A dchj ds fy, ;ksx
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lkèkuk dsoy bZ’oj izkfIr dk ekè;e gh ugha gS cfYd
ekuoh; lekurk vkSj lenf̀"V dk ewy ea= Hkh gSA3

dchj dh lkèkuk esa rr̀h; voLFkk y;;ksx lkèkuk dh
ekuh tkrh gS ftlesa mudk è;ku ifjiw.kZ #i ls ckg;
lkèkuksa ls gVdj vkUrfjd lkèkuksa dh vksj yx x;k Fkk]
ftleas mUgksusa è;ku;ksx] vukgr;ksx] 'kCn lqjfr ;k
muls lEcfU?kr ukn&fcUnq y;;ksx vkfn dk o.kZu
fd;k gSA4

lar dchj viuh ok.kh esa dgrs gSa&

tc yx f=dqVhlafèk u tkuS] lflgj dSèk fjlwj u vkusA

tc yx ukfHkdoy ugha lkSèks] rks ghjS ghjk dSls cSaèks vusdAA5

vFkkZr~ tcrd f=dqVhlafèk dh Kku ugha gksrk]
rc rd lkèkd ds ân; esa lw;Z :ih Kku ugha vkrk gSA
tc rd ukfHkdoy dks Kku ugha feyrk] rc rd ghjs
dks ghjk dSls ckaèk ldrk gSA bl nksgs esa lar dchj }kjk
crk;k x;k gS fd vkReKku vkSj le> ds fcuk]
vkè;kfRed mUufr ugha gks ldrhA f=dqVh lafèk dk
vFkZ gS fdlh fo’ks"k {ks= ds xgjs Kku dh vHkh rd u
tkuus dh fLFkfrA ftldk ifj.kke ;g gS fd O;fä ds
vanj tc rd ijekRek dh vksj leiZ.k ugha gksrk] rc
rd mlds vanj dh vkRek dk çdk’k ugha vkrkA
ukfHkd oy dk vFkZ gksrk gS eu dh xgjkbZ;ksa esa vkReKku
dh [kkst djukA lkSèkk ml vkReKku dh ryk’k esa gksus
okys ç;klksa dks n’kkZrk gSA blds fcuk] tSls ghjs dks
ghjk ckaèkus ds fy, lgh mik; ugha feyrk] oSls gh
vkReKku ds fcuk vkRek dks ijekRek ds lkFk feykus
dk lgh jkLrk ugha feyrkA

bl nksgs esa lar dchj us vkRek dh egÙkk vkSj
vkReKku dh vko’;drk dks crk;k gSA os ;g fl[kkrs
gSa fd vkè;kfRed mUufr ds fy, vkReKku dh çkfIr
vko’;d gS] ftlls ge vius vkRek ds çdk’k dks le>
ldrs gSa vkSj lgh ekxZ ij py ldrs gSaA

lkèkuk ds lHkh ekxZ mÙke gSa ijUrq eèkqj ogh
gS ftlesa lgt #i esa czã dh izkfIr dh tk ldsA
dchj dk czã&lEcUèkh Kku mifu"knksa ds v}Sr okn ls
Hkh izHkkfor gS tks gB;ksx ijEijk dk Hkh ewy lzksr gS]
vkfn ls vUrrd mudh czã&Hkkouk v}Sr ls lEcfUèkr
gSA lar dchj ml le; èkeZ] vkè;kRe vkSj lekt

lqèkkj ds fy, vkxs vk, tc ijekRek vkSj vkRek ds
uke ij vusd Hkzked HkzkfUr;k¡ izpfyr FkhaA os dsoy
lekt&lqèkkjd egku dkO;&èkehZ vkSj nk’kZfud gh ugha
Fks] vfirq ,d igWqps gq, ;ksx lkèkd Hkh FksA

gB;ksx ds fl)kUrksa dh leh{kk& fo}kuksa ds vuqlkj
mudh ;ksx&lkèkuk rkfU=d] ;kSfxd vkSj 'kfDr ;ksx
lkèkuk ls izHkkfor FkhA mUgksaus fuxqZ.k Kku ekxhZ gksrs
gq, Hkh lkdkj lkèkdksa ds fl)kUrksa dks Hkh viuh lkèkuk
esa 'kkfey fd;kA ;gh dkj.k gS fd mudh lkèkuk dsoy
vareqZ[kh u gksdj larqfyr gSA dchj us czã dks ukn
Lo#i ekuk gSA czã dh izkfIr ds fy, mUgksaus ukn&;ksx
lkèkuk dks loksZRre ekuk gSA mudh dforkvks esa ukn&;ksx
lkèkuk dh foLrkj ls ppkZ dh xbZ gSA bueas dgk x;k
gS] czãk.M+ ukn dk gh LFkwy #i gS vkSj fi.M ml
czãk.M+ dk laf{kIr #i gSA ;gh ckr 'kkL=ksa esa Hkh&
^;Fkk fi.Ms rFkk czgek.Ms* ds #i esa crkbZ xbZ gSA6

dchj dk ukn ;ksx gB;ksx vkSj dqaMfyuh
;ksx ls lhèkk lEcUèk j[krk gSA7 budh dforkvksa esa
dq.Mfyuh dk tks ckj&ckj o.kZu vkrk gS og blh ckr
dh iqf"V djrk gSA ;ksx ru] eu vkSj vkRek lfgr
psruk dh lHkh fLFkfr;ksa ds mUu;u vkSj ifjektZu dk
,d l’kDr ekè;e gSA MkW- gtkjh izlkn f}osnh us dchj
ds dkO; ij fopkj djrs gq, fy[kk gS& dchj dh HkfDr
;ksx ds {ks= esa isze dk cht iM+us ls vadqfjr gqbZ Fkh A
dgus dk rkRi;Z gS fd mudh HkfDr dk ewy vkèkkj ;ksx
gh FkkA oLrqr% dchj ds dkO; esa ;ksx] isze] HkfDr vkfn
rRo fufgr gSaA muesa ,d fofp= izdkj dh lejlrk gSA
;gh dkj.k gS fd dksbZ mUgsa ;ksxh dgrk gS] dksbZ Kkuh
rks dksbZ HkDr ,oa larA

dchj HkfDRk&dky ds lar dfo;ksa esa Js"Bre
LFkku j[krs gSaA ;ksx Hkkjr dh lEiw.kZ fo’o dks nh xbZ
vn~Hkqr nsu gSA dchj u dsoy ;ksx dh efgek ls
ifjfpr Fks vfirq vius dkO; }kjk mls uohu izfr"Bk Hkh
fnykrs gSaA vkpk;Z jkepUnz 'kqDy dgrs gSa fd& ^^tks
czã fgUnqvksa dh fopkj i)fr esa Kku&ekxZ dk ,d
fu#i.k Fkk] mls dchj us lwfQ;ksa ds lgt ;ksx dh izfr"Bk
}kjk tu lqyHk cuk;k gSaA os vius dkO; esa ftl
LokuqHkwrlR; dk mn~?kkVu djrs gaS] og ;ksx vuqHko ij
gh vkèkkfjr gSA dchj ifjiDo Kku vkSj HkfDr esa dksbZ
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rkfRod vUrj ugh ekurs] D;kasfd ;g Kku 'kq) fpRr
gksus ds mijkUr gh izkIr gksrk gSA tks ;ksx }kjk gh
lEHko gSaA ge ns[krs gSa fd gB;ksx Hkh fpÙk 'kqf) dks
viuh lkèkuk esa fo’ks"k egRo nsrk gS] dchj ;ksx&lkèkuk
esa xq# dh Hkwfedk dks fo’ks"k egRo nsrs gSaA dchj dh
nf̀"V esa euq"; ;ksx&lkèkuk }kjk vgadkj jfgr vkSj
lkalkfjd fo"k;ksa ls mnklhu gks tkrk gSA ;g vkfRed
ifo=rk gh mls vPNs dk;ksZa vkSj bZekunkj iz;klksa dh
vkSj mUeq[k djrh gSA8 esa egRoiw.kZ crk;k gS] dchj dh
lkèkuk esa gesa fodkl dh fofHkUu voLFkk,¡ nf̀"Vxkspj
gksrh gSaA thou ds lgtkpj.k ds #i esa var es os ftl
lgt;ksx dh izfr"Bk djus esa lQy gq, ogk¡ rd os
lgt #i ls ugha igq¡p x,] ekxZ dh fdruh nqxZe
?kkfV;ksa dks mUgsa ikj djuk iM+k gksxk] ;g dkSu tkurk
gS\ ijUrq bl dfBu ekxZ dks ikj djus esa nks ckrsa
mudh fo’ks"k lgk;d gqbZ tks mUgas ,d lPps lkèkd dk
#i ns ldh] ;s fo’ks"krk,¡ Fkha] vkRe&fopkj vkSj futh
vuqHkoA dchj us bu nksuksa dks gh viuk;kA ftl le;
dchj us ;ksxlkèkuk esa izos’k fd;k ml le; ukFk iaFkh
gB;kSfxd lkèkuk dk gh pkjkas vksj cksyckyk FkkA vr%
dchj dk è;ku Hkh loZizFke blh lkèkuk dh vksj vkdf"kZr
gqvkA mUgha dk vuqdj.k dj os viuh lkèkuk Lrj esa
dk;k dk egRo] izk.kk;ke] bMk&fiaxyk] lq"kqEuk] ?kV’kksèku]
“kVdeZ] izk.kk;ke lkèkuk] dq.Mfyuh] pØ csèku] czãjUèkz]
'kwU; xqQk] n’ke }kj] vukgrukn] f=dqfV lfUèk vkfn
'kCnksa dk foLrr̀ o.kZu djrs gSaA mudk fo’okl gS fd
Je dh izkfIr ds fy, gB;ksx lkèkuk ije vko’;d gS]
fdUrq vkxs pydj mudk ;g fo’okl bl #i es fLFkj
u jg ldkA os ea=;ksx dh vkSj mUeq[k gq, ftlesa ds’ko
gh mUgsa lPps ;ksxh ds #i esa fn[kk;h nsus yxsA tc ge
dchj ds ;ksx fo"k; ij fparu djrs gSa rks ikrs gSa fd
fiaM vkSj czãk.M dh ftl ,drk dk o.kZu fd;k gS
mldh loZizFke ppkZ vFkoZsn esa gqbZ gSA vFkoZosn esa ,d
LFkku ij dgk x;k gS&

v"VpØkuo }kjk nsokuka iwj ;ksè;k

rL;kafgj.e;% dks’k% LoxkZsT;ksfr"kko r%AA9

vFkkZr~ ;g ekuo 'kjhj vkB pØ vkSj ukS }kjksa ls ;qä
nsoksa dh dHkh ijkftr u gksus okyh uxjh gS] blh iqjh
esa T;ksfr ls <dk gqvk] ifjiw.kZ fgj.;e;] Lo.kZe; dks’k

gS] ;g LoxZ gSA vkfRed vkuUn dk Hk.Mkj ijekRek
blh esa fufgr gSA

izeq[k fcUnq&

? vkRe&lk{kkRdkj dh egÙkk&gB ;ksx vkSj dchj
nksuksa ds fl)karksa esa vkRe&lk{kkRdkj dh egÙkk dh
ckr dh xbZ gSA gB ;ksx esa è;ku vkSj lkèkuk ds
ekè;e ls vkRek ds çfr tkx:drk çkIr djus dk
ç;kl fd;k tkrk gSA dchj Hkh vius nksgksa vkSj
Hktuksa ds ekè;e ls vkRek ds vf}rh;rk dh egÙkk
dks çdV djrs gSaA

? Hkxoku dh çrhfr dk vuqHko&gB ;ksx vkSj dchj
nksuksa ds fl)karksa esa Hkxoku dh çrhfr dks O;fäxr
vuqHko ds ekè;e ls çkIr fd;k tkrk gSA gB ;ksx
esa è;ku vkSj lkèkuk ds }kjk Hkxoku dh çkfIr gksrh
gSA dchj Hkh vius Hktuksa esa vius varjkRek dh
igpku ds ekè;e ls Hkxoku ds lk{kkRdkj ds egRo
dks crkrs gSaA

? lexzrk vkSj lHkh dk leku n’kZu& lar dchj
vkSj gB ;ksx nksuksa ds fl)karksa esa lekt esa lexzrk
vkSj lHkh dk leku n’kZu dh mi;ksfxrk dks mtkxj
fd;k x;k gSA gB ;ksx esa lHkh dks 'kkjhfjd vkSj
ekufld LokLF; dh fn’kk esa çksRlkfgr fd;k tkrk
gS rkfd lekt esa lexzrk cu ldsA dchj Hkh
vius nksgksa esa lHkh ekuoksa dks ,d leku –f"Vdks.k
ls ns[kus ds egRo dks çnf’kZr djrs gSaA

? Hkfä vkSj çse dk egRo&gB ;ksx vkSj dchj ds
fl)karksa esa Hkfä vkSj çse ds egRo dh O;k[;k dh
xbZ gSA gB ;ksx esa Hkxoku ds çfr Hkfä vkSj çse
ds ekè;e ls vkRek ds lk{kkRdkj dh çkfIr gksrh gS A
dchj Hkh vius Hktuksa esa çse vkSj Hkfä ds ekè;e
ls Hkxoku ds çfr vius vuqjkx dks O;ä djrs gSaA

bu lkekurkvksa ds ckotwn gB ;ksx vkSj lar
dchj ds fl)karksa esa fHkUurk,¡ gSa vkSj os vius&vius mik;ksa
ds ekè;e ls ijekRek] txr vkSj eqfDr ds egRoiw.kZ
igyqvksa dks le>krs gSaA dchj dk ;ksx&fparu bl nf̀"V
ls egRoiw.kZ gS D;ksfd mlds ekè;e ls os euq"; ds
Hkhrj dh vuar lHkkoukvksa dks VVksy dj txkus vkSj
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lfØ; djus dk iz;kl djrs gSaA dchj ds fy, daqMfyuh
ds txkus ls euq"; dh lq"kqIr vkarfjd 'kfDr dk tkxuk
gSA fcuk tkxs u rks euq"; Lo;a dks fodflr dj ldrk
gS vkSj u lekt vkSj u fg jk"Vª dksA ;ksx gesa txkdj
viuh 'kfDr;ksa ds lnqi;ksx dk ekxZ iz’kLr djrk gSA

fu"d"kZ %

gB;ksx ijEijk esa dchj dk ;ksxnku egRoiw.kZ
gS] D;ksfd mUgksaaus mlds fodr̀ :Ik dks nwj dj mls
lkekU; tu rd loZlqyHk tulkèkkj.k Hkk"kk esa igq¡pkus
dk dke fd;k gS] mls yksdksidkjh cuk;k gSA okLro esa
dchj ds #i esa Hkkjrh; turk us ,d ,sls lUr dks
vius eè; vuqHko fd;k tks futh vuqHkoksa }kjk gB;ksx
ds bl dfBu ekxZ esa muds fy, ,sls lgt iaFk dk
fuekZ.k dj lds ftl ij pydj euq"; vius thou ds
okLrfod y{; dks izkIr dj ldsA vkt Hkh dchj }kjk
fufeZr muds fuxqZ.k HkfDrekxZ ls vusd lkèkd lgt
iszj.kk rFkk ekuoh; ewY;ksa dks izkIr djus ds lkFk gh
gB;ksx ijEijk esa fufgr lkèkuk dk ljyhdr̀ :Ik Hkh
mudh ok.kh esa izkIr djrs gSA10 ml izdkj ge gB;ksx
ijEijk esa dchj ds ;ksxnku ls ifjfpr gksrs gSaA

lanHkZ lwph %

1- f=yksd] jktho tSu- ¼2011½- lEiw.kZ ;ksx foKku % Hkwfedk-
eatqy ifCyf’kax gkml-

2- nkl] ';kelqUnj- ¼2023½- dchjxzUFkkoyh- i-̀la- 117- jktdey
izdk’ku ubZ fnYyh-

3- nkl] ';kelqUnj- ¼2023½- dchj xzUFkkoyh- ì-la- 53- jktdey
izdk’ku ubZ fnYyh-

4- 'kqDy vkpk;Z] jkepUnz- ¼2017½- fgUnh lkfgR; dk bfrgkl-
i-̀la- 56- izHkkr izdk’ku ubZ fnYyh-

5- nkl] ';ke lqUnj- ¼2023½- dchj xzUFkkoyh- i-̀la- 157-
jktdey izdk’ku ubZ fnYyh-

6- th] Lokeh fnxEcj- ?kjksVs] MkW- ,e- ,y- ¼1997½- ?ksj.M+
lafgrk i-̀la- 87- dSoY; èkke lfefr yks.kk okyk-

7- th] Lokeh fnxEcj- >k] MkW- ihrkEcj- ¼1998½- gB iznhfidk
i-̀la- 67- dSoY; èkke lfefr yks.kk okyk-

8- 'kqDy] vkpk;Z jkepUnz- ¼2017½- fgUnh lkfgR; dk bfrgkl-
i-̀la- 64- izHkkr izdk’ku ubZ fnYyh-

9- 'kekZ] ia- t;nso- ¼2014½- vFkoZ osn 10@2@31- Mh- ,- oh-
ifCyds’ku fMohtu ubZ fnYyh-

10- cMFkoky] Mk- ihrkRcj nRRk- ¼1994½- fgUnh dkO; esa fuxqZ.k
lEiznk; % Hkwfedk Hkkx- r{kf’kyk izdk’ku-



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 346º

Hkkjrh; laxhr dk bfrgkl oSfnd ;qx ls
izkjaHk gksrk gSaA _Xosn vkSj lkeosn dh _pk,¡ laxhrc)
'kCnkoyh dk izkphure mnkgj.k gSaA Hkkjrh; laxhr dh
ijaijk bZ'oj iznÙk ekuh tkrh gSaA ukjn dh oh.kk] d"̀.k
dh oa'kh] f'ko dk rkaMo vkSj xaèkoZ rFkk ljLorh dh
oh.kk vkfn bl dFku dh iqf"V djrs gSa fd laxhr vkSj
ukV~;dyk,¡ nksuksa bZ'ojiznÙk gSaA iafMr nkeksnj us laxhr
dh mRifÙk Ik'kq rFkk if{k;ksa ls ekuh gSA muds vuqlkj
eksj ls l] pkrd ls js] cdjk ls x] dkSos ls e] dks;y
ls i] esa<d ls èk rFkk gkFkh ls uh Loj dh mRifÙk gqbZA1

Lkaxhr dsoy ,d 'kCn gh ugha] vfirq ,d
èkkj.kk gS tks gesa bZ'oj ls tksM+rh gSA

laxhr jRukdj ds vuqlkj& Þxhraok|au`R;ap =;a laxhr
eqP;rsAÞ2

vFkkZr~ laxhr esa xk;u] oknu rFkk uR̀; bu
rhuksa dykvksa dk lekos'k gSaA bu rhuksa ds lfEeJ.k dk

· vflLVsaV çksQslj] laxhr ,oa yfyr dyk ladk;] fnYyh fo’ofo|ky;] fnYyh

mÙkjh rFkk nf{k.kh laxhr ds i`Fkd~  gksus ls iwoZ dh fLFkfr] mlds dkj.k rFkk izHkko

M‚- 'kkfyuh Bkdqj·

Lkkjka'k

laxhr ds bfrgkl dks le>us ds fy, vusd ,slh ckrsa tkuuh iM+rh gSa ftudk lhèkk lacaèk rks
laxhr ls ugha gksrk fdarq vizR;{k :Ik ls mudk lacaèk laxhr ls gksrk gSA Hkkjr esa laxhr dbZ nf̀"Vdks.k
ls vf}rh; gSA og u dsoy izkphurk ds dkj.k fof'k"V gS oju~ mldh yxHkx rhu gtkj o"kZ iqjkuh
ijaijk ds fodkl dk bfrgkl Hkh vf}rh; gSA loksZÙke dyk,¡ ,dlw= esa xqFkh gSaA bUgsa ,d&nwljs ls vyx
djuk dfBu gSA laxhr dsoy ,d 'kCn gh ugha] vfirq ,d èkkj.kk gS tks gesa bZ'oj ls tksM+rh gSA ̂laxhr
jRukdj* ds vuqlkj& Þxhraok|au`R;a p =;a laxhreqP;rsAÞ

vFkkZr~ laxhr esa xk;u] oknu rFkk uR̀; bu rhuksa dykvksa dk lekos'k gSaA bu rhuksa ds lfEeJ.k
dk izek.k ge ukjnh; f'k{kk] ekaMqD; f'k{kk] ikf.kuh f'k{kk vkfn esa ns[k ldrs gSA ekuo ds vkè;kfRed
fodkl ds lkFk laxhr Hkh mUufr ds iFk ij vxzlj gksrk jgkA laxhr dh mikluk dk ekè;e izknqHkkZo
rFkk fodkl eafnjksa rFkk nsoky;ksa esa gqvkA

Hkkjrh; laxhr dh ijaijk bZ'ojiznÙk ekuh tkrh gSA ukjn dh oh.kk] d̀".k dh oa'kh] f'ko dk
rkaMo vkSj xaèkoZ rFkk ljLorh dh oh.kk vkfn bl dFku dh iqf"V djrs gS fd laxhr vkSj ukV~;dyk,¡
nksuksa bZ'oj iznÙk gSaA

ewy 'kCn& oSfnd ;qx] lkaxhfrd] loksZÙke dyk] izknqHkkZo] bZ'ojiznÙk] vkyiueA

izfof/k& bl 'kks/k&i= dks rS;kj djus esa f}rh;d ek/;eksa dk mi;ksx fd;k x;k gS A

izek.k ge ukjnh; f'k{kk] ekaMqD; f'k{kk] ikf.kuh f'k{kk
vkfn esa ns[k ldrs gSA ekuo ds vkè;kfRed fodkl ds
lkFk laxhr Hkh mUufr ds iFk ij vxzlj gksrk jgkA

bl nf̀"Vdks.k ds varxZr Ýk;M ds vuqlkj&
Þlaxhr dk tUe ,d f'k'kq ds leku euksoSKkfud vkèkkj
ij gqvk ftl izdkj ,d f'k'kq galuk ;k jksuk vius&vki
gh lh[k tkrk gSaA mlh izdkj laxhr dk izknqHkkZo Hkh
ekuo ds euksoSKkfud ds vkèkkj ij gqvk gSA3 laxhr dk
izkphure :Ik èkkfeZd] nk'kZfud] vkSinsf'kd rFkk uSfrd
FkkA laxhr ds mikluk dk ekè;e izknqHkkZo rFkk fodkl
eafnjksa rFkk nsoky;ksa esa gqvkA mnkgj.kkFkZ mÙkj Hkkjr ds
èkzqin dk ykyu&ikyu ,oa oÙnok| vkfn dk txUukFk
vkfn oS".ko eafnjksa esa rFkk lkseukFk] fo'oukFk vkfn 'kSo
eafnjksa esa gqvkA blh izdkj dukZVd laxhr dks Hkh HkfDr
laxhr ds :Ik esa Lohdkj fd;k x;kA

nf{k.k ds vkèkqfud laxhrdkj Hkh R;kxjkt ds
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leku jgL;oknh rFkk èkkfeZd laxhr df̀r;ksa dh jpuk
djus esa layXu gSA

laxhr ds bfrgkl dks le>us ds fy, vusd
,slh ckrsa tkuuh iM+rh gSa ftudk lhèkk lacaèk laxhr ls
ugha gksrk fdarq vizR;{k :Ik ls mudk lacaèk laxhr ls
gksrk gSaA vr% laxhr ds bfrgkl dks le>us ds fy,
izR;{k ,oa vizR;{k rF;ksa dk voyksdu djuk gksxk vkSj
mu rF;ksa dk Hkh vuq'khyu djuk gksxkA ftudk nwjxkeh
lacaèk Hkh laxhr ls gSaA Hkkjr esa laxhr dbZ nf̀"Vdks.k ls
vf}rh; gSA og u dsoy izkphurk ds dkj.k fof'k"V gSa
oju~ mldh yxHkx rhu gtkj o"kZ iqjkuh ijaijk ds
fodkl dk bfrgkl Hkh vf}rh; gSA loksZÙke dyk,¡ ,d
lw= esa xqaFks gSaA bUgsa ,d&nwljs ls vyx djuk cgqr
dfBu gSaA

;g dgk tkrk gS fd oSfnd laxhr ds fu;e
d'ehj ls dU;kdqekjh rd leku jgs vkSj gj laxhr
'kkL=h ;g ekurs gSa fd Hkkjrh; laxhr dh mRifÙk osnksa
ls gqbZ gSA Hkjr ¼ukV~; 'kkL=½] 'kkjaxnso ¼laxhr jRukdj½
}kjk izfrikfnr fu;e mÙkj ls nf{k.k rd leku :Ik ls
ekU; FksA mÙkj rFkk nf{k.k ds laxhrKksa esa ?kfu"V lacaèk
jgkA mÙkj ds 'kkjaxnso rFkk nf{k.k ds iq.Mjhd foV~By
¼lnzkx pUnzksn;½ buds vfrfjDr vusd xzaFkdkj gSa ij
buesa ftuesa ls nks ,sls gSa ftuds fl)kar ,d ewy ij
vkèkkfjr gSaA nksuksa ds lEidZ rFkk fopkjksa ds vknku&iznku
dk ,d mnkgj.k ;g Hkh gS fd nf{k.k ds iq.Mfjd foV~By]
HkkoHkÍ] vgkscy vkfn us nf{k.k ls mÙkj esa vkdj xzaFkksa
dh jpuk dhA 'krkfCn;ksa ls ns'kO;kih laxhr dh izFkk
dk :ikUrj lEHko u gksrk ;fn ml ij ,sfrgkfld rFkk
jktuSfrd vkèkkj u igq¡prsA laxhr ds ckjs esa vkfndky
ls ysdj nloha 'krkCnh rd tks Hkh fooj.k miyCèk gS
mlls bl ckr dk izek.k feyrk gS fd leLr Hkkjr esa
laxhr dh ,d gh i)fr izpfyr FkhA

vkt mÙkj Hkkjrh; vkSj nf{k.k Hkkjrh; nksuksa
izdkj dk laxhr Hkkjr esa izpfyr gS ijarq izkdf̀rd
vM+puksa us nksuksa Hkkxksa dks ,d&nwljs ls cgqr de gh
feyus fn;k gSA vr% nksuksa Hkkxksa esa tks fodkl gqvk gS]
og yxHkx ,d&nwljs ls vyx&vyx gh jgk gSA
fuf'pr gSa fd nksuksa iz.kkfy;ksa dk mn~xe ,d gh LFku
ij gqvk gS ijarq lfn;ksa ds dky[k.M esa muds vkl&ikl

ds okrkoj.k dk izHkko mu ij iM+k vkSj bl izdkj
mudk Lora= vfLrRo LFkkfir gqvkA laxhr dk nks
'kk[kkvksa esa foHkktu fons'kh izHkkoksa ds QyLo:Ik gqvk
tks dkykUrj esa mÙkj rFkk nf{k.k Hkkjr ds laxhr dh nks
vyx&vyx iz.kkfy;k¡ fgUnqLrku rFkk dukZVd laxhr
ds uke ls izpfyr gSaA

mÙkjh rFkk nf{k.kh laxhr i)fr ds i`Fkd gksus ds
dkj.k

Hkkjrh; laxhr rqdksZ ds vkxeu ds iwoZ LFkkuh;
jktkvksa ds 'kklu dky esa pje lhek ij igq¡p pqdk
FkkA dSIVu fofy;MZ us vius xzaFk ‘A Treatise of the
Music of Hindustan’ esa of.kZr fd;k gS fd eqfLye
jktkvksa ds 'kklu dky esa èkhjs&èkhjs lHkh fgUnw dykvksa
vkSj foHkktu ds lkFk&lkFk laxhr dk Hkh gªkl gqvkA
bldk izHkko mÙkj Hkkjr esa vfèkd iM+k tcfd nf{k.k
Hkkjr bl izHkko ls oafpr jgkA

lkeosn dh _pkvksa dk iz;ksx ^[kjgjfiz;k*
jkx ds varxZr mÙkj vkSj nf{k.k Hkkjr ds laxhrKksa }kjk
fd;k tkrk FkkA d';Ik vkSj erax vkfn laxhrK vkt
Hkh mÙkj vkSj nf{k.k Hkkjrh; laxhr ds fo'ks"kK ekus
tkrs gSaA mÙkj vkSj nf{k.k Hkkjr ds laxhrK ^lkeosn*]
^ukV~;'kkL=*] ̂ukjnh; f'k{kk* rFkk ̂ikf.kuh f'k{kk* dks vius
laxhr dk vkfn lzksr ekurs gSaA 1294 bZ- esa efYyd
dkQqj ds vkØe.k ds le; rd mÙkj Hkkjrh; laxhr
yxHkx Qkjlh gks pqdk FkkA Jh gfjiky }kjk mÙkj Hkkjr
ds laxhr dks ̂ fgUnqLrkuh* laxhr dgk x;kA nf{k.k Hkkjrh;
laxhr dks ^dukZVd* laxhr dgk x;kA laxhr foHkktu
dk jksik x;k og cht fons'kh 'kklu dky esa lqn<̀+ ikSèks
ds :Ik esa fodflr gqvk tks vyx&vyx 'kSfy;ksa ds :Ik
esa gekjs le{k mifLFkr gSA

budk lkfgR; rFkk 'kksèk&xzaFk vyx&vyx
gSaA nf{k.k Hkkjr ds laxhr rFkk mÙkj Hkkjr ds laxhr esa
fcYdqy lekurk ugha jgh A bldk eq[; dkj.k ;gh gSa
fd mÙkj Hkkjr ij vusd vkØe.k gksrs jgsA vusd
fotsrkvksa ds la?k"kZ ls mÙkj Hkkjr dks xqtjuk iM+k
ftlls mÙkj Hkkjr ds laxhr ij fotsrkvksa ds laxhr dk
izHkko iM+k rFkk mÙkj dk laxhr fons'kh laLdf̀r ds
vuq:Ik <yrk x;kA ijarq ;s vkØe.kdkjh nf{k.k Hkkjr
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u igq¡p ldsA nf{k.k Hkkjr dks thrus esa izkdf̀rd
dfBukb;k¡ fo'ks"k :Ik ls FkhA rkfd os viuh laLdf̀r
dks fons'kh vkØe.k ls cpk ldsA vkt Hkh nf{k.k Hkkjr
ds laxhr esa Hkkjrh;rk dh ikourk ,oa èkkfeZdrk ik;h
tkrh gSa fdarq mÙkj Hkkjrh; laxhr esa mruh ugha ik;h
tkrhA ysfdu bldk eryc ;g ugha fd mÙkj Hkkjr dk
laxhr nf{k.k Hkkjr ds laxhr ls ghu gSA dgus dk vfHkizk;
;g gS fd bu foaè; igkfM+;ksa dh J`a[kykvksa us nf{k.k Hkkjr
ds laxhr dh fonsf'k;ksa ls j{kk dh vkSj mlds iquhr
xkSjo lnSo v{kq..k j[kus esa lgk;rk iznku dhA

fgUnqLrkuh laxhr ds fodkl dks rhu dky [k.Mksa
esa foHkkftr fd;k tk ldrk gSA lcls igys vykmíhu
f[kyth ds dky esa vehj [kqljks us fgUnqLrkuh laxhr
dks ,d u;k eksM+ fn;kA muds 'kklu dky esa laxhr
èkeZ ls ijs vU;= Hkh bldk iz;ksx igyh ckj gqvkA
HkkSfrd fodkl dh vfHk:fp ds gsrq laxhr dh cukoV
;gha ls 'kq: gks xbZA jktk&egkjktkvksa dh lsok esa laxhr
dk vfèkdkfèkd iz;ksx gksus yxkA vkxs pydj fe;k¡
rkulsu us vdcj dh iz'kalk gsrq laxhr dh jpuk dh
vkSj [kqn Hkh vdcj ds njckj ds uojRuksa esa ls ,d cu
x,A ml dky dk laxhr izk;% èkzqin esa lek;k gqvk FkkA

fgUnqLrkuh laxhr ds fodkl dk ,d vkSj
dky[k.M lnkjax ds tekus ls ekuk tkrk gSA eksgEen
'kkg ds njckj esa mudh iz'kalk gsrq laxhr dh jpuk dh
vkSj [;ky ds vusd izdkjksa dks tUe fn;k] bls mÙkjh
laxhr dh Økafr gh dguk pkfg,A bl Økafr esa phtksa
dh 'kCn jpuk esa ifjorZu gks x,A pht+ 'kCn vkt Hkh
xk;dh esa izpfyr gSaA ijarq og Loj&O;atuksa dk vkdkj
Lojkofy rd gh lhfer gSA ;gk¡ ls vkxs laxhr dk
izokg Lojkofy ds izdk'ku esa gksrk x;kA

dukZVd laxhr iz.kkyh dh rqyuk esa fgUnqLrkuh
laxhr rky ds fo"k; esa mnkj gSA bl iz.kkyh esa izk;% 20
rky izpfyr gSaA dukZVdh xk;d rky dh izR;sd ek=k
ds fo"k; esa vR;fèkd ltx vkSj lkoèkku jgrk gS] ;gk¡
rd fd vkèkh ek=k ds fy, HkhA fgUnqLrkuh laxhrdkj
eNyh dh Hkk¡fr rSjrk gS vkSj volj ikrs gh LFkk;h ij
vk tkrk gSA jkx lhek ds Hkhrj og LoPNanrkiwoZd
viuh Loj&ygjh dh mM+kus Hkj ldrk gSaA4

Lojksa ds vkfo"dkj ls Lojizèkkurk vkSj

y;izèkkurk ds vkèkkj ij ?kjkus fufeZr gq,A lkfgR; dh
vis{kk Loj ij è;ku dsfUnzr djuk] y; ij è;ku dsfUnzr
djuk] Loj vkSj y; dk ,d lkFk leUo; djuk vkfn
fofHkUu fopkjksa ds dkj.k ?kjkuksa dk fuekZ.k gqvkA
QYkLo:Ik fgUnqLrkuh laxhr Loj] rky] y; rku vkfn
ckrksa dks ysdj oSHko lEiUu gqvk gSA mlds Jàxkj
ltkoV c<+ x,A dqN yksxksa dk ;g dguk gS fd ?kjkus
vc vn'̀; gksus ds jkLrs ij gSaA ij ;g ckr ;gk¡
izekf.kr ugh gSA dukZVd laxhr fcuk cká izHkko ds
vkSj v'kkUr gq, fcuk fodflr gksrk x;k gSA mldh
;k=k èkkfeZd fopkjksa ds izokg ds fdukjs gksrh gSA bl
laxhr dks lcls igys izHkkfor djus dk Js; 15oha lnh
ds lar iqfjUnj nkl dks tkrk gSA iqfjUnj nkl ,d
egku laxhrK gksus ds lkFk&lkFk egku lar Hkh FksA os
dukZVd laxhr ds tud ekus tkrs FksA dukZVd laxhr
dks mUgksaus ,d jpukRed eksM+ ij yk fn;kA mls
oSKkfud cSBd rFkk izfr"Bk izkIr djk nhA vkè;kfRed
fparu dh nf̀"V ls mUgksaus mls laxhrksi;ksxh cuk fn;k
rFkk 72 esydrkZ fl)kar ds os tud FksA O;adVe[kh us
mls ifjiw.kZ dj fn;kA ijarq mUgksaus bZ'k Lrqfr ij
¼foV~By dh bZ'k Lrqfr ij½ vkèkkfjr dbZ inksa dh jpuk
dh gS] vkSj mu ij lq;ksX; lqjksa dk lkt p<+k dj
vkd"kZd rtsZ Hkh p<+kbZA

muds rkilh thou us muds inks a dks
vfèkdkfèkd yksdfiz; cuk fn;kA blds Ik'pkr~ R;kxjkt]
';kek'kkL=h rFkk nhf{krj vkfn bu rhu Js"B larksa us
mUuhloha lnh ds iwokZ) esa nf{k.kh laxhr ij cM+k gh
izHkko MkykA nhf{krj us cukjl ds laxhrKksa ls èkzqin
dh f'k{kk izkIr dh FkhA bu èkzqinkas dk iz;ksx dsoy bZ'k
Lrqfr vkSj HkfDr ekxZ ds fy, fd;k tkrk FkkA bu rhuksa
Js"B larksa us vkè;kfRed rFkk HkfDr ekxZ dh nf̀"V ls
dukZVd laxhr dh yksdfiz;rk dks c<+k fn;k vkSj cM+h
yxu ls bldk izpkj&izlkj fd;kA mUgksaus fgUnqLrkuh
laxhr ds izse] fojg] nq[k vkfn Hkfo"; dkjdksa ls dukZVd
laxhr dks vNwrk j[kk vkSj vkè;kfRed fparu ij gh
tksj fn;kA bl lanHkZ esa 17 uoEcj 1967 ds ^VkbZEl
vkWQ bafM;k* esa fdlh nf{k.kh laxhr ds Vhdkdkj.k dk
izdkf'kr ,d fuosnu m)r̀ fd;k tk jgk gSA nf{k.k dk
'kkL=h; laxhr ,d dyk gS vkSj ;g foKku vkSj
vkè;kfRed {ks= esa mRFkku dk ,d lkèku gSaA muds 95
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inksa esa fdlh&u&fdlh nsork dh iz'kalk ikbZ tkrh gSA
dqN inksa esa vkè;kfRed n'kZu lekfo"V gS rks dqN inksa
esa lqanj dkO; jpuk fn[kkbZ nsrh gSaA ftl izHkkoiw.kZ <ax
ls xk;d bu jpukvksa dks is'k djsaxs mruh gh ek=k esa
Jksrk ¼lzksrk½ ea=&eqXèk gksrs tk,axsA blls dukZVd
laxhr dk lqfuf'pr y{; fn[kkbZ nsrk gSA bl izdkj
ge ;g dg ldrs gSa fd dukZVd laxhr esa dyk ds
fy, dyk ds fl)kar dks viuk;k gSA

blls mldh dyk dk dykRed fodkl gks
ldkA mÙkj fganqLrkuh laxhr HkkSfrdokn ij vkèkkfjr
vkSj dukZVd laxhr vkè;kfRedokn ij dsfUnzr gSA bl
ewyHkwr QdZ dks vPNh rjg le> ysus ij nksuksa ç.kkfy;ksa
esa jgus okys QdZ è;ku esa vk,axsA blds Li"Vhdj.k ds
fy, ;g dgk tk ldrk gS fd mÙkjh laxhr ds dykRed
fodkl rFkk mlds mís’; dks Lohdkj fd, tkus ls
vkykipkjh ds fy, èkheh y; vfuok;Z cu xbZ D;ksafd
fcuk bl çdkj ds èkheh y; jkx dk Loj foLrkj]
oknh&laoknh fl)kar dk çHkko] mlds vufxur igyqvksa
dh Lojkofy;ksa ds vkèkkj ij Lojksa ds d.k fufeZr ugha
gks ldrsA ;s gh ckrsa vkè;kfRed fparu ds fy, vko’;d
gksrh gSaA lkèkuk vkSj Loj&eèkqjrk nwljs çdkj ls xkS.k
cu tk, rks dksbZ vk’p;Z ughaA ;gha bu nksuksa esa QdZ
dk vkHkkl djkrk gSA ,d esa laxhr gh lkè; gSa vkSj
nwljs esa og vkè;kfRedrk dk lkèku gSA bldk eryc
;g ugha fd nf{k.kkR; xk;d vFkok Jksrk vfèkd ikjekFkhZ
gSaA cl bl –f"V ls fopkj djus ij dukZVd laxhr
cM+h gh lgtrk ls ?kj&?kj esa ços’k ik ldk gSA bruk
gh ugha] cfYd laxhr cgqrka'k dqVqafc;ksa ds nSfud thou
dk ,d vVwV vax cu x;k gSA vc rd ds foospu ls
;g Li"V gks pqdk gS fd nksuksa çdkj ç.kkfy;ksa dh
ewyHkwr vko’;drk,¡ fHkUu gSA

nksuksa ç.kkfy;ksa esa dqN lekurk,¡ ikbZ tkrh gS
tSls vkfn rkye ¼f=rky] :id vkSj >irky½ vkfnA
mÙkj vkSj nf{k.k nksuksa esa ok|ksa dk ckgqY; ik;k tkrk
gSA

vfirq ;g dgk tkrk gS fd mÙkj Hkkjr esa rarq
ok|ksa vkSj nf{k.k Hkkjr esa vk?kkr vFkkZr~ rky ok|ksa dh
çèkkurk gSA dukZVd laxhr ds ^rky ok| dpgjh* dk
fof’k"V LFkku gSA ijarq mldk çHkko èkhjs&èkhjs fganqLrkuh

laxhr esa Hkh vkrk fn[kkbZ ns jgk gSA dukZVd laxhr esa
jkxksa dk oxhZdj.k 72 esydrkZ ij vkèkkfjr gSA 12 Loj
LFkku ij 72 tud jkx gSA vU; jkxksa dh la[;k
vufx.kr gSaA ;g oxhZdj.k fofèk cM+h oSKkfud rFkk
xf.kr laxr gSA fganqLrkuh laxhr i)fr esa iafMr Hkkr[kaMs
}kjk pqus x, 10 FkkV ¼esy½ vkèkkfjr ^FkkV jkx i)fr*
mR—"V gSA ;g i)fr laxhr ds fo|kfFkZ;ksa dks laxhr
dh f’k{kk xzg.k djrs le; lqyHk vkSj Li"V çrhr gksrh
gSA fganqLrkuh laxhr i)fr esa jkxksa dk oxhZdj.k le;
ds vkèkkj ij fd;k x;k gSA fdarq dukZVd laxhr esa
le;kuqlkj jkx&xk;u dk izfrcaèk çpfyr ugha gSA
fganqLrkuh laxhr esa le;kuqdwy jkx xk;u dk caèku
;FkklaHko ekU; gSA mÙkj Hkkjr ds Jksrk blls bl çdkj
vH;Lr gks pqds gSa fd çfrcaèk dks rksM+uk mUgsa lnSo
v[kjrk gSA ,d vkd"kZd ckr ;g gS fd nksuksa ç.kkfy;ksa
esa jkxksa dh lwph fuEu gS tks dqN fof’k"V jpukvksa ds
vkèkkj ij dh xbZ gS&

¼1½ HkkSxksfyd jpuk & Lojk"Vªh;] caXkyk] flaèkq] tkSyiwjh
vkfnA

¼2½ _rq & clar] fgaMksyk] gsear] gse vkfnA

¼3½ mikluk fofèk & HkSjoh ¼f’ko mikluk½] uV ukjk;.k
¼fo".kq mikluk½] diM+k ¼—".k dh mikluk½ —".k
ls çkIr 'kCn dkgM+kA

¼4½ Qwy & ekyrh] ljl] ufyu dkafr] :gs vkfnA

¼5½ i’kq&i{kh & cMgal] e;wjh] galèofu] ukxèofu]
iqjkth] fcgkxM+k vkfnA

rkyksa esa nksuksa ç.kkfy;ksa esa lekurk ikbZ tkrh
gS tSls& vkfn rkye&f=rky] Ni rky] :id vkfn
mÙkj vkSj nf{k.k nksuksa esa ok|ksa dk ckgqY; ik;k tkrk
gSA vfirq ;g dgk tkrk gS fd mÙkj Hkkjr esa rarh ok|
dh çèkkurk gSA fganqLrkuh rFkk dukZVd laxhr esa dqN
leku ok| ns[kus dks feyrs gSaA 'kgukbZ] ukxLoje~]
lqanjh] eq[koh.kk] i[kkot] eǹaxe~] oh.kk& xksVq ok|]
nf{k.k ds ratkSj esa çpfyr rkuiwjs dh vk—fr mÙkj ds
fejkt ds rkuiwjs dh vk—fr ls fHkUu gksrh gSA mÙkj
rFkk nf{k.k esa ok;fyu dks LkLofjr ¼Vîwfuax½ djus dh
fofèk esa varj gSaA nf{k.k dh fofèk mÙkj dh fofèk ls mÙke
gSaA nf{k.k esa oh.kk vfèkd çpfyr gSA mldk Loj xaHkhj
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rFkk le)̀ gksrk gSA mÙkj esa ljLorh oh.kk de lquus
dks feyrh gSA Åaps Loj okyh ckalqjh rFkk uhps Loj
okyh ckal dh ckalqjh dk ç;ksx mÙkj esa fd;k tkrk gSA
vkt ds laxhrdkjksa dk –f"Vdks.k vfèkd O;kid gSA rhoz
;krk;kr ds lkèku Hkh lqyHk gks x, gSA jsfM;ks] pyfp=ksa]
fjd‚fMaZXl vkfn ds }kjk laxhr ds çpkj&çlkj esa vfèkd
mUufr gqbZ gSA bu lc vkèkqfud lkèkuksa ds dkj.k mÙkj
rFkk nf{k.k ds laxhrKksa dh ikjaifjd laidZ esa mudh
of̀) gks jgh gS ftlls laxhr dks ykHk gh gksxkA

mÙkjh rFkk nf{k.k laxhr ds ,dhdj.k ds ldkjkRed
çHkko

fganqLrkuh ,oa dukZVd laxhr i)fr esa vusd
lkE; Hkh gSaA blfy, ;g laHko gS fd dqN le; i’pkr~
;s nksuksa i)fr;k¡ cgqrka’k esa ,d&nwljs ls fey tk,¡ A
;fn ,slk feJ.k mÙke vfèkdkjh fo}kuksa }kjk gqvk rks
bu nksuksa i)fr;ksa dk fgr gh O;kid gksxkA ,slk gksus
ls fganqLrkuh laxhr ds fo|kfFkZ;ksa dks dukZVd laxhr ds
xzaFkks a dks i<+us dk Hkh volj çkIr gksxk ;Fkk&
^Lojesydykfufèk*] ̂laxhrlkjkère~*] ̂ jkxy{k.ke~* vkfn A
blh çdkj nf{k.k laxhr Hkkjrh; ds fo|kFkhZ Hkh mÙkj
Hkkjrh; laxhr ds xzaFkksa dks i<+us esa vR;fèkd #fp ysaxsA

bl lanHkZ esa ;gh dguk mfpr gksxk fd bu
nksuksa i)fr;ksa ds leUo; ls laxhr ds lkèkuksa dks
fodflr dj ubZ fn’kk dk vuqHko ,oa vkuan çkIr fd;k
tk ldrk gSaA

iafMr Hkkr[kaMs us Lo;a viuh ^Øfed iqLrd
ekfydk* esa dukZVd laxhr ds fl)karksa dk leUo;
fd;k gSaA jkxkas esa fuca) y{k.k xhrksa esa fganqLrkuh FkkV
ds le:i dukZVd esy dk mYys[k fd;k gSA mÙkj
Hkkjrh; rFkk nf{k.k Hkkjrh; laxhr dh xk;dh esa dkQh
lekurk gSA mnkgj.k ds fy, fganqLrkuh laxhr esa jkx
dk xk;u vkyki ls çkjaHk gksrk gSa vkSj dukZVd laxhr
esa Hkh vkyiue ls xk;u dk çkjaHk gksrk gSA fganqLrkuh
,oa dukZVd nksuksa i)fr;ksa esa jkx ds crkZo esa rkusa yh
tkrh gSa vkSj rkusa] ljxe esa Hkh ysrs gSaA nksuksa i)fr;ksa
esa fuc) vkSj xk;dh dk leku :i ls foorZ.k gqvk gSA
çkphu çcaèkksa ls èkzqin dh mRifÙk gqbZ vkSj çkphu
:idkyfIr ls [;ky çHkkfor gqvk gSa vkSj blh ls
nf{k.k esa iYyoh xk;u çHkkfor gSA nksuksa esa dYiuk dk

ckgqY; gSA mÙkj dk Bqejh xk;u vfHku;kRed gS A blh
çdkj mÙkj rFkk nf{k.k dh vU; xk;u 'kSfy;k¡ Hkh
ijLij feyrh gSaA

fganqLrkuh dukZVd

vyadkj vyadkje

y{k.kxhr y{k.kxhre

ljxe Lojtfr

eè;[;ky eè;edykdf̀r

nzqr [;ky nzqrdykdf̀r

foyafcr [;ky rFkk jkxe rkue iYyoh

èkzqin èkekj

Bqejh] VIik in~etkoyh

 nksuksa i)fr;ksa esa lIrd ds varxZr 22 Jqfr;k¡
ekuh tkrh gSa vkSj nksuksa i)fr;ksa dk vkèkkj xzaFk
^ukVî’kkL=* rFkk ^laxhrjRukdj* dks ekuk tkrk gSA
bu nksuksa i)fr;ksa esa "kM~t rFkk iape dks ekuk x;kA
mÙkjh laxhr esa e dks NksM+dj ckdh lHkh 'kq) Lojksa dks
rhoz Hkh dgk tkrk gS vkSj mldh fo—fr ds fy, dksey
laKk nh tkrh gS fdarq dukZVd laxhr esa Loj dh igyh
fLFkfr gSA blds ckn dh fLFkfr dks fodf̀r dh laKk nh
tkrh gSA blfy, dukZVd 'kq) Loj mÙkjh laxhr ds
dksey Lojksa ds cjkcj fl) gksrk gSA

ewy :i ls nksuksa gh ç.kkfy;k¡ leku gS vkSj
nksuksa esa ogh Loj vkSj ogh Jqfr;k¡ ç;qDr gksrh gSaA bUgha
Lojksa vkSj Jqfr;ksa ij vkèkkfjr jkxksa ds çLrqfrdj.k vkSj
xk;u dh fof’k"V 'kSfy;ksa ds }kjk nksuksa ç.kkfy;ksa esa Hksn
gksrk gSA ;gh Loj] Jqfr;k¡ rFkk jkx çLrqr djus dk
<ax nksuksa ç.kkfy;ksa esa varj mRiUu djrk gSA orZeku
le; esa gekjk ijaijkxr nq[k de gksrk tk jgk gS vkSj
ge ,d&nwljs dh dyk dks cM+s gh viuRo ds lkFk ns[k
jgs gSaA ;gh dkj.k gS fd mÙkjh rFkk nf{k.kh laxhr
'kSfy;k¡ lehi gh ugha vkbZ cfYd dbZ rjg ds
vknku&çnku Hkh vkjaHk gks x, gSa ftlds QyLo#i
vkt ;g ns[kk x;k gS fd mÙkj Hkkjr esa nf{k.k ds dbZ
dykdkjksa dks rFkk xk;u 'kSfy;ksa dks viuk;k x;k gSA
lkFk gh] mudh fof’k"V eqfdZ;k¡] ljxe] Loj yxkus dk
<ax rFkk xed vkfn Hkh viuk;k x;k gSA blh çdkj]
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mÙkj Hkkjrh; laxhr dh yach rkusa] [kM+s Loj] [kV~ds
vkfn ds ç;ksx nf{k.k Hkkjrh; laxhr esa fo’ks"k :i ls
çdV gks jgsa gSA

laxhr pkgs mÙkj dk gks ;k nf{k.k dk( nksuksa
dk ,d gh mís’; gS vkSj og gS 'kkL=h; laxhr ds
ifo=rk dks cuk, j[kuk vkSj mlds lanHkZ esa of̀) djuk A
nksuksa ç.kkfy;ksa esa jkxçLrqrhdj.k dk ekè;e vkyki ;k
vkyiue gSaA nf{k.k esa bldh vfHkO;fä u] rs] j] e]
rkse vkfn fujFkZd 'kCnksa ls dh tkrh gSA tSlk fd mÙkj
esa èkzqin] èkekj] xk;u ls iwoZ gksrk gSA nf{k.k dh df̀r
rFkk mÙkj ds [;ky ds çLrqfrdj.k esa Loj vkSj o.kksZpkj.k
ds <ax ds vykok varj ;g gS fd —fr Jksrkvksa }kjk
mlds çHkkoksa dk vuqHko dj ldus ds iwoZ gh çkIr gks
tkrh gS tcfd [;ky vius cjkcj foLrkj ls Jksrkvksa
dks iw.kZr% çHkkfor djrk gSA ,d ?kaVs ds dk;ZØe esa
nf{k.kh laxhr dh vkèkh ntZu —fr;k¡ lquh tk ldrh gSa
tcfd mÙkj dk [;ky ,d ?kaVs esa vkèkk Hkh ugha gks
ikrkA nf{k.k Hkkjr esa ,d vkSj çdkj dh cafn’k gS ftls
^tkoyh* dgk tkrk gSA ;g lqxe laxhr ds varxZr vkrk
gSA bldk mís’; çse&Hkko çnf’kZr djuk gSA bldk
ç;ksx vfHku; ds ik'oZ laxhr esa Hkh gksrk gS fdarq ;fn
,slk gS rks ;g mÙkj dh Bqejh ds leku gSA Bqejh esa
fofHkUu çdkj ds Jàxkj&Hkko NksVs&NksVs Ýstksa ls Hkjiwj
gksrh gSA mlh dh fofHkUu çdkj ls vkof̀Ùk dh tkrh gSA
blesa vkRekfHkO;fDr] èofu ds euksèkeZ] eq[k&eqækvksa }kjk
vfHkO;fDr vkSj laxhrdkj ds gko&Hkko dh iwjh NVk
jgrh gSA blesa laxhrdkj èkkrq dh vuqdwyrk ls xhr
dk foLrkj djrk gSA

mÙkj dk rjkuk vkSj nf{k.k dk frYykuk 'kCn
pkrq;Z vkSj oSfoè; ds çn’kZu dh leku xk;u 'kSfy;k¡
gSaA iafMr 'kkjaxnso vkSj dfYyukFk ds le; fganqLrkuh
rFkk dukZVd laxhr esa dksbZ Hksn ugha FkkA ;fn Hksn jgk
Hkh gksxk rks çknsf’kd Hksn vFkok Hkk"kk Hksn vo’; jgk
gksxkA Hkk"kk] foHkk"kk] varjHkk"kk vkSj foHkk"kk esa jkxksa dh
Js.kh Hksn ls irk pyrk gS fd buesa izknsf'kd vFkok
{ks=h; varj gSa fdarq laxhr dh vke :ijs[kk lewps ns’k
esa leku FkhA

mrjh rFkk nf{k.kh laxhr i)fr ds foHkktu dk
udkjkRed çHkko

bu nksuksa laxhr i)fr;ksa esa iF̀kdrk rc 'kq:
gqbZ tc eqlyekuksa us Hkkjrh; laxhr esa ubZ l̀f"V djus
dk ç;kl fd;kA mÙkj vkSj nf{k.k ds lkaxhfrd fl)kar
,oa O;kogkfjd vfHkO;fä ds ewy fl)kar v{kq..k :i ls
dk;e jgsA bu nksuksa ç.kkfy;ksa esa ;fn dksbZ varj gS rks
,d vksj dqN jkxksa esa rks nwljh vksj xed vFkok Loj
mPpkj.k esa ,slk vuqHko fd;k x;k gS A mÙkj Hkkjrh;
laxhr esa dqN nf{k.kh jkx ykus ls og le)̀ gh gqvk gSA
iafMr Hkkr[kaMs us dbZ nf{k.kh jkx mÙkj Hkkjr esa çpfyr
fd,] tSls& galèofu] gal fdad.kh] nqxkZ ¼fcykoy FkkV½]
lkcsjh] Jhjatuh] vkHkksxh] vkfgjh] clareq[kkjh] nsojaftuh
vkfn A

dukZVd laxhr esa y; ds lacaèk esa lqHkæk pkSèkjh
us fy[kk gS& ÞdukZVd laxhr esa y;ksa dk nqxuk&nqxuk
lacaèk vHkh Hkh gS ;kfu nzqr dh Bhd nqxuh eè; vkSj eè;
dh Bhd nqxuh foyafcr gksrh gSA ysfdu y; ds ctk;
^dkye~* 'kCn dk ç;ksx gksrk gSaA5 euksèkeZ laxhr esa
viuh fo’ks"k n{krk ;k {kerk j[kus okys xk;d ;k
okXxs;dkj dks dukZVd laxhr esa iYyoh fo}ku ds uke
ls lacksfèkr fd;k tkrk gSA “The Pallavi Vidvan is
a specialist in manodharma sangita.”6

fganqLrkuh vkSj dukZVd nksuksa ç.kkfy;ksa dh
orZeku cafn'kksa dh çkphu çcaèkksa ds lkFk rqyuk djus ls
irk pyrk gS fd dbZ çdkj ls buesa esy ugha gSA
bldk dkj.k laHkor% gS ;g gS fd dqN çcaèkksa esa
¼esfnuh&tkfr&izcaèk½ ,d dks NksM+dj vU; vax jpf;rk
vFkok xk;d dh ethZ ij NksM+ fn, x,A dqN çcaèkksa
¼esfnuh&tkfr½ esa dbZ [kaMksa ds fy, fofHkUu jkx vkSj
rkyksa dk ç;ksx fd;k x;kA laHkor% blh dkj.k ckn esa
dukZVd laxhr esa ^jkxekfydk* vkSj ^rkyekfydk* dh
l̀f"V gqbZA fganqLrkuh laxhr esa Hkh jkxekfydk gS] fdarq
mldk uke ^jkxlkxj* gS] ;|fi og dukZVd laxhr ds
leku vfèkd ç;ksx esa ugha gSA ml le; çcaèkksa ds dbZ
çdkj Fks fdarq vkt nksuksa laxhr ç.kkfy;ksa esa dqN gh
çdkj miyCèk gSaA

fu"d"kZ %

Hkkjr ,d fo’kky ns’k gS ftlesa vusd èkeZ o
laçnk; ds yksx vius&vius èkeZ o laL—fr ds jaxksa esa
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jaxs bl fo’kky o{̀k&#ih ns’k dks gjk&Hkjk cuk, gq,
gSaA lkaL—frd fHkUurk ds bl :i dh >yd gesa ;gk¡
çpfyr yksdxhrksa esa Hkh ns[kus dks feyrh gSA bUgha
yksdxhrksa dk lqlac) :Ik 'kkL=h; laxhr gSA ;fn
Hkkjr esa laxhr ds vfLrRo dh ckr djsa rks bldk ladsr
gesa çkphu dky ls gh çkIr gksrk gSA osn] ftls Hkkjrh;
bfrgkl ds çFke oäk dgk tkrk gS ftleas loZçFke
fyf[kr :i esa bfrgkl ds çek.k feyrs gS] ml dky esa
Hkh lkeosn ds :i esa laxhr tu&ekul esa çpkj esa FkkA
mlds ckn mifu"kn] jkek;.k] egkHkkjr rFkk iqjk.kksa esa
Hkh laxhr dh ppkZ,¡ feyrh gSaA laxhr dh og èkkjk vkt
Hkh vuojr :i ls dqN ifjorZu ds lkFk pyh vk jgh
gSA çkjaHk esa laiw.kZ Hkkjro"kZ esa 'kkL=h; laxhr dh dsoy
,d gh èkkjk çokgeku Fkh fdarq ckn esa yxHkx 12oha
'krkCnh ds eè; 'kkL=h; laxhr dh nks èkkjk,¡ vFkkZr~
i)fr;k¡ çpkj esa vkbZA orZeku esa Hkh Hkkjr esa eq[; :i

ls nks gh i)fr;k¡ çpkj esa gSa& mÙkj Hkkjrh; 'kkL=h;
laxhr i)fr ,oa nf{k.k Hkkjrh; 'kkL=h; laxhr i)frA
laxhr dh bu nksuksa ç.kkfy;ksa ds fu;e leku gS ijarq
le; ds lkFk buesa dqN ifjorZu Hkh gq, gSaA laxhr pkgs
mÙkj dk gks ;k nf{k.k dk nksuksa dk ,d gh mís'; gS
vkSj og gS 'kkL=h; laxhr dh ifo=rk dks cuk, j[kuk
vkSj mlds lkSan;Z esa of̀) djukA

lanHkZ lwph %

1- tks’kh] mes’k] Hkkjrh; laxhr dk bfrgkl] i-̀&98

2- olar] laxhr fo’kkjn] i-̀&35

3- tks’kh] mes’k] Hkkjrh; laxhr dk bfrgkl] i-̀&55

4- laxhr] ekfld if=dk] rky vad] i-̀&16

5- pkS/kjh] izks- lqHknzk] Hkkjrh; laxhr esa fuc)] i-̀&142

6. Sambamoorthy, Prof. P., South Indian Music (Book-
IV), p.4
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y¨dxhr tuekuLk dh vfÒO;fDr ds xhr gSaA
y¨dxhr ekuo dh Lkgt Áof̀Ÿk dk Lo#i gSA ekuo us
ÁÑfr Lks Ásj.kk ikdj ftu xhr¨a dk fuekZ.k fd;k] ;s
y¨dxhr dgykrs gSaA okLro esa y¨dxhr euq"; dh
Òkoukvksa Lks Ásj.kk ikdj gh mRiUu g¨rs gSa o èkM+du dh
y; Lks gh bUgsa Lkaxhre; fd;k tkrk gSA baLkku vius
Lkq[k&nq%[k] Áse] nq'euh] jhfr&fjokt] vkpkj&O;ogkj]
R;k Sgkj ] vuq "Bku ] èke Z&Lk a LÑfr] jgu&Lkgu]
vkLFkk&fo'okLk vkfn Lks Lkacafèkr viuh Òkoukvksa d¨
tc xk;u ds ekè;e Lks ÁLrqr djrk gS] rks os ̂y¨dxhr*
dgykrs gSaA okLro esa bUgha yksdxhrksa }kjk euq"; viuh
vfÒO;fDr o LkaLÑfr d¨ Lkajf{kr Òh djrk gSA

y¨dxhr vketu dh Òkoukvksa dk mn~xkj gS]
t¨ Lkjy ¼vke c¨ypky dh½ Òk"kk] Lkjy dkO; o ljy
èkquksa Lks fuÆer g¨rs gSaA1

y¨dxhr n¨ 'kCnksa ds la;ksx ls cuk gS y¨d $
xhr] y¨d 'kCn dk vFkZ & vketu o xhr 'kCn dk
vFkZ gS& xk;uA bLkdk vFkZ gqvk vketu }kjk xk;k
tkus okyk xhrA Mk- okLkqnso 'kj.k vxzoky ds 'kCn¨a esa
*yksd* 'kCn èkkrq esa *èk´~* ÁR;; yxus Lks cuk gS] ftLkdk
vFkZ gS& ns[kus okykA *y¨d gekjs thou dk egkLkeqnz
gS] ftLkesa Òwr] Òfo"; v©j orZeku Lkafpr gS*A2 okLro esa
y¨dxhr tu Lkeqnk; Lks tUe ysus okys xhr gSaA ;s xhr

gfj;k.koh yksdxhrksa esa Hkkoksa ds mn~xkjd rÙo

MkW- jpuk·

'k¨èk Lkkj

gfj;k.kk ds y¨dxhr¨a esa gfj;k.koh LkaLÑfr jph cLkh gS ;k gfj;k.koh LkaLÑfr esa y¨dxhr] ;g
dguk Fk¨M+k&Lkk eqf'dy gSA bLk vuqLkaèkku i= esa gfj;k.kk dh LkaLÑfr dh >yd fdLk Ádkj ;gk¡ ds
y¨dxhrksa Lks feyrh gS] bLk ij ppkZ djus dh ps"Vk dh xbZ gSA y¨dxhr¨a dk vFkZ] mudh mRifŸk o
gfj;k.koh xhr¨a esa Hkkoksa ds mn~xkj o fo"k; ij ppkZ dh xbZ gSA gfj;k.koh y¨dxhr dk Lkekt o LkaLÑfr
ds vkèkkj ij oxÊdj.k ftuLks fÒUu&fÒUu jl mRiUu fdLk Ádkj g¨rs gSa o Ákphu ijaijkvksa d¨ bu xhr¨a
}kjk fdLk Ádkj vkèkqfud ih<h rd igq¡pk;k tkrk jgk gS] t¨ gfj;k.koh LkaLÑfr d¨ Lkqjf{kr fd, gq, gSa
ij dk;Z djus dk Á;kLk fd;k x;k gSA

eq[; 'kCn % gfj;k.koh yksdxhrA

izfof/k % bl 'kks/k&ys[k ds fy, f}rh;d ek/;eksa ls lgk;rk yh xbZ gSA

· lgk;d izoDrk] vkn'kZ efgyk egkfo|ky;] fÒokuh ¼gfj;k.kk½

,d ih<+h Lks nwLkjh ih<+h esa e©f[kd xk;u&ijaijk Lks
vkrs gSaA ;s xhr LkaLÑfr ds eqg¡ ckyrs fp= gSa3] bUgÈ
y¨dxhrksa }kjk LkaLÑfr d¨ ,d ih<+h Lks nwLkjh o nwljh
ih<+h Lks rhLkjh ih<+h rd igq¡pk;k tkrk jgk gSA bLk
Ádkj] y¨dxhr¨a }kjk LkaLÑfr ds ÁLFkku dh ;g ijaijk
Ákphu dky Lks pyh vk jgh gSA vfirq ;fn ;g dgk
tk, fd vkèkqfud dky ds ckyd¨a d¨ gfj;k.kk dh
LkaLÑfr dk Kku gh gfj;k.koh y¨dxhr¨a }kjk g¨rk gS]
rks vuqfpr ugÈ g¨xkA

*xhrk isUVy* ds erkuqLkkj] y¨dxhr fdLkh
LkaLÑfr dk egRoiw.kZ vax gS] ekuo eu esa tc Òko¨a dk
eaFku g¨rk gS r¨ y¨dxhr¨a dk tUe g¨rk gSA y¨dxhr¨a
dk d¨bZ 'kkL= ugÈ g¨rk vfirq LFkkbZ c¨yh }kjk O;Dr
ân; ds mn~xkj gSa]4 gfj;k.kk ds y¨dxhr Òh ,sLks gh gSa]
ftuesa nSfud thou dh N¨Vh&N¨Vh xfrfofèk;¨a dk
fp=.k ekÆed rjhds Lks fd;k x;k gSA ;g xhr nsgkrksa
Lks mRiUu ekus x, gSa Çdrq 'kgj¨a esa Òh Ápfyr jgs gSaA

gfj;k.kk y¨dxhr¨a ds fo"k; %

gfj;k.koh Lk aLÑfr d¨ n'kkZrs gfj;k.koh
y¨dxhr¨a ds fo"k; nSfud thou Lks Lkacafèkr jgs gSa] ;s
y¨dxhr Lo;a gh eq[k Lks mRiUu g¨us okys gSa] tSLks&
Lk¨rs cPps d¨ ns[k dj ekrk esa okRLkY; Òko dk mRiUu
g¨uk o vuk;kLk gh mLkds g¨B¨a Lks dqN 'kCn xkus ds
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:i esa ÁdV g¨ tkuk] ,sLks gh gfj;k.koh y¨dxhr¨a ds
fo"k;A y¨dxhr¨a dk d¨bZ 'kkL= ugÈ g¨rk ;g fueZy
eu dh fu'py mn~xkj :ih èkkjk ds Lkeku gSa] t¨ dgÈ
Lks Òh ÁLQqfVr g¨ Lkdrs gSaA ,d fo}ku dk dFku gS&
**ân; esa Òkoukvksa dk vkos'k vkrs gh dYiuk rjaxs ysus
yxrh gS] mLkh Lke; igys Lkaxhr dk fQj dkO; dk
tUe g¨rk gS] bLk dkO; dk fo"k; dqN Òh g¨ Lkdrk gSA
ftu Òko¨a Lks ân; esa vkos'k iSnk g¨rk gS] ogh gfj;k.koh
y¨dxhr¨a ds fo"k; curs gSaA5 gfj;k.koh y¨dxhr¨a ds
fo"k; vusd gSa D;¨afd fdLkh Òh oLrq ;k fLFkfr esa ekuo
eu ds Òko¨a dk mRiUu g¨uk LokÒkfod gS o mLk fLFkfr
d¨ ns[kdj ;k Lkqudj xk;u djuk Òh mruk gh LokÒkfod
gSA fofÒUu R;¨gkj¨a ij xk;s tkus okys xhr¨a ds fo"k;]
nsoh ;k nsorkvksa Lkacafèkr] _rqvksa Lks Lkacafèkr] nSfud
dk;¨aZ Lks Lkacafèkr fo"k;] tSLks& QLky¨a dh j¨ikbZ] cqokbZ]
dVkbZ] pDdh ihLkrs gq, o pj[kk pykus ds fo"k;
Lkacafèkr xhrA ;s y¨dxhr eu¨jatu ds mŸke Lkkèku ds
:i esa Á;¨x fd, tkrs gSaA bLkfy, fj'r¨a Lks Lkacafèkr
fo"k; ds xhr Òh cgqrk;r esa feyrs gSa] tSLks& nsoj&ÒkÒh]
LkkLk&uuan ds rkus] gkL; iw.kZ rjhds Lks LkLkqjky dh
cqjkbZ djrs gq, y¨dxhrA

dqN gfj;k.koh y¨dxhr Á'u¨Ÿkjh ds :i esa
Òh xk;s tkrs gSaA bu xhr¨a esa dÒh&dÒh ,d O;fDr
Á'u djrk gS v©j nwLkjk O;fDr xhr ds ekè;e Lks gh
mŸkj nsrk gSA bu xhr¨a esa nq%[k&Lkq[k] Áse&fo;¨x]
iq=&tUe ds voLkj ds] okRLkY; iw.kZ] g"kZ&mYykLk]
d#.kk] pwM+h cspuk6] fookg&Lkacaèkh] ;q) Lkacafèkr] ohjrk
dh dFkkvksa ds xhr] Áse xhr] Òxoku dh vkjkèkuk
Lkacafèkr vusd fo"k; gfj;k.kk ds y¨dxhr¨a esa gesa ÁkIr
g¨rs gSaA ;s dsoy fo"k; ugÈ gS] vfirq Ákphu dky dh
LkaLÑfr gSa t¨ y¨dxhr¨a }kjk ge rd igq¡prh gSA vr%
gfj;k.kk dh LkaLÑfr esa y¨dxhr iw.kZr% jps cLks gSa] ;g
dguk vfr'k;¨fDr ugÈ g¨xkA

gfj;k.kk ds okfl;ksa ds jgu&Lkgu] jhfr&fjokt]
Òk"kk o c¨y&pky ds rjhds ds vkèkkj ij gfj;k.kk dh
LkaLÑfr esa jps cLks y¨dxhr¨a d¨ Lkkekftd ifjikVh ;k
LkaLÑfr o ijaijkvksa ds vkèkkj ij dqN ox¨aZ esa oxÊdr̀
fd;k x;k gS] t¨ bLk Ádkj gS&

LkaLdkj&Lkacaèkh y¨dxhr %

Çgnw Lkekt esa LkaLdkj¨a d¨ thou esa bLk Ádkj
Lkekfgr fd;k gqvk gS fd vc os Lkekt ds vfÒUu vax
g¨ x, gSa] ftuds vÒko esa Lkekt dh d¨bZ Òh ÁfØ;k
iw.kZ ugÈ ekuh tkrhA LkaLdkj ds xhr Òh Lkekt dh
mLkh ÁfØ;k dk fgLLkk gSA *LkaLdkj* 'kCn *le* miLkxZ
*d*̀ èkkrq Lks *èk´~* ÁR;; ds ;¨x Lks cuk gS] ftLkdk vFkZ
gS& *LkaLdkj og gS] ftLkds g¨us Lks d¨bZ Òh ;¨X;rk
g¨rh gSA*7 oLrqr% LkaLdkj Òkjrh; thou dh uhao gSA
oSfnd LkkfgR; esa bu LkaLdkj¨a dk foLrkj Lks o.kZu fd;k
x;k gSA LkaLdkj¨a dh Lka[;k ds fo"k; esa fofÒUu xzaFk¨a esa
erÒsn gS *vk'oyk;u x`glw=* esa X;kjg LkaLdkj]
*;kKoYD; Lef̀r* esa ckjg LkaLdkj] *euqLe`fr* rFkk
*egkÒkjr* ds ouioZ esa rsjg LkaLdkj dgs x, gSa o
vktdy Lk¨yg LkaLdkj¨a dh ijaijk Ápfyr gS ftLkdk
o.kZu *O;kLkLef̀r* esa feyrk gSA gfj;k.kk dh LkaLÑfr esa
bu LkÒh LkaLdkj¨a Lks Lkacafèkr y¨dxhr gSA ;gk¡ dk
vketu pkgs cM+s&cM+s lkfgR;ksa dk Lkgh Kku u j[krk
gks ij euq"; ds thou esa tUe ls ysdj vfirq tUe ds
igys Lks ysdj eR̀;q rd ds LkÒh ifjorZu¨a Lks Lkacafèkr
y¨dxhr gfj;k.kk esa xk;s tkrs jgs gSaA xÒZèkkj.k ds xhr]
iq=&iq=h g¨us ds i'pkr~ ds y¨dxhr] ukedj.k ds xhr]
tusÅ èkkj.k djrs Lke; xk;s tkus okys xhr] ds'kkUr
¼ÁFke ckj ds'k dVokus½ ds xhr] fookg esa xk;s tkus okys
fofÒUu Ádkj ds xhr] eR̀;q ds xhr vkfn bLkdk mnkgj.k
gS fd gfj;k.kk dh LkaLÑfr d¨ n'kkZus okys y¨dxhr]
gfj;k.kk ds Ákphu tUe Lks igys Lks ysdj eR̀;q rd ds
thou ds ÁR;sd LkaLdkj¨a esa xk;s tkrs jgs gSaA

gfj;k.kk ds jl&Lkacaèkh y¨dxhr %

gfj;k.kk ds y¨dxhr jLk o Hkkoksa Lks ifjiw.kZ
gSA okLro esa y¨dxhr ekuo ds Òko¨a Lks mRiUu g¨rs gSa]
bLkhfy, ;g iafDr nj iafDr jl Lks Lkjkcksj g¨rs gSaA
gfj;k.kk Áns'k ds xhr¨a esa Ükàxkj jLk ¼Lka;¨x½ Lks ifjiw.kZ
xhr¨a dh ,d yach Jà[kyk gS] ftuesa iu?kV ds xhr]
uuan&ÒkÒh ds xhrA pkanuh jkr esa ukf;dk dk Ükàxkj
dj ikuh ys tkus ds xhr] tSLks &

*pk¡n.kh lh jkr fNVd jgs rkjs] ty pUnzkoy ik.kh]
dSls Hkj tkÅ¡ teuk ty uhjA*
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bLkh Ádkj] ohj¨a dh Òwfe g¨us ds dkj.k
gfj;k.koh xhr¨a esa ohj jLk dh Òh Òjekj gSA gfj;k.kk
ds cgqr Lks ohj¨a us j.kÒwfe esa ohjxfr d¨ ÁkIr fd;k o
'k=qvksa ds g©Lky¨a ds NDds NqM+k, gSaA mUgha ohj¨a dh
'k©;Z xkFkk Lks Lkacafèkr xhr gfj;k.koh LkaLÑfr d¨ n'kkZrs
gq, vkt ds ;qokvksa esa Òh g©Lkyk o mRLkkg mRiUu dj
nsrs gSaA8 mLkh dk ,d mnkgj.k bLk Ádkj gS &

yk[kka N¨gjs gfj;k.ks ds] ty] Fky] Lksuk Ega dke djS]

vka[k mBk dks; nq'eu ns[kS] mLkdk dke reke djsaAA

,sLks xhr¨a d¨ Lkqudj Lor% gh mRLkkg mRiUu
g¨ tkrk gSA Bhd bLkh Ádkj] gfj;k.kk ds y¨dxhr¨a esa
d:.k jLk ds xhr¨a dh Òh Òjekj gS] ;s xhr ekÆedrk
dh Å¡pkb;¨a d¨ Òh Nwrs gSa rFkk ân; esa dgÈ xgjs iSB
Òh tkrs gSaA tPpk xhr] pj[kk xhr] fonkbZ ds xhr] Lk©ru
ds xhr] ân; ds Lkw{e rkj¨a d¨ >aÑr dj varjkRek ds
eeZLFky d¨ Nwus esa Lk{ke gSA gkL; jLk ds xhr¨a esa
gfj;k.koh y¨dxhr¨a dk d¨bZ tokc ugÈ gSA gkL; ds
ekè;e Lks dB¨j Lks dB¨j ckr] Lkkekftd dqjhfr;¨a ds
fo#) Lkjy <ax Lks vkokt mBkbZ tkrh jgh gSA ;g
gfj;k.kk ds y¨dxhr¨a Lks gh Kkr g¨rk gSA ;gk¡ ds xhr¨a
esa fBBksyh] cUuk&cUuh] LkhBus] ckjkfr;¨a ij dh tkus
okyh NhVkad'kh ds xhr] thtk&Lkkyh ds xhr] ijaijkvksa
d¨ n'kkZus ds LkkFk&LkkFk gkL; jLk dh Qqgkj Òh djrs
gSaA gfj;k.koh y¨dxhr¨a esa LkÒh jLk iw.kZr% fo|eku gSa]
ftuds fo"k; esa ;gk¡ foLrkj Lks crkuk LkaÒo ugÈ gS]
vr% ;gh dguk mfpr g¨xk fd jLk&Hkko Lks ifjiw.kZ
gfj;k.koh xhr Lkqurs gh ân; esa Lkek tkrs gSaA

_rqvksa ,oa ozr ds y¨dxhr %

Òkjr _rq&Áèkku ns'k gSA ;gk¡ dh ÁR;sd
_rq dk viuk LkkSUnz;Z gS t¨ ÁR;sd O;fDr d¨ viuh
rjQ vkdÆ"kr djrh gSA ÁR;sd _rq esa ÁÑfr dh NVk
gh fHkUu g¨rh gS o mLk fo'ks"k _rq ds xhr gfj;k.kk esa
[kwc Ápfyr gSaA Lkkou&Òkn¨ esa >wyk >wyrs gq, Lkkou
ds xhr o fo'ks"k _rq esa vkus okys ozr o R;©gkj¨a ds
xhr LkaLÑfr d¨ n'kkZrs gSa] t¨ bLk Ádkj gS] xzh"edky
esa v{k; rr̀h;k] oS'kk[kh] Lkkou esa rht] tUek"Veh] xqxk
vkfn R;¨gkj¨a ds xhr] djok p©Fk ds xhr] uojk=¨a]
Lkka>h] nhikoyh] ÒkbZnwt] x¨oèkZu iwtk] dkÆrd Luku ds

xhr] cLkar iapeh] ek>h iwÆ.kek] f'kojkf=] g¨yh] 'khryk
ekrk] LkaØkafr] jkeuoeh ,sLks u tkus fdrus gh ozr o
R;©gkj gSa ftu ij xhr xk;s tkrs gSa o ;s LkÒh xhr
fo'ks"k frfFk o nsoh&nsork Lks Lkacafèkr dFkk o dgkuh dk
Òh Kku Ánku djrs gSaA9

Lkkekftd o ,sfrgkfLkd gfj;k.koh xhr %

y¨dxhr Lkekt dh vfÒO;fDr gSA y¨dxhr¨a
d¨ Lo;aÒw vFkkZr~ vius vki mRiUu g¨us okyk Òh dgk
tkrk gSA gfj;k.koh y¨dxhr¨a eas Lkekt ds LkeLr igyw
fo|eku jgrs gSa] tSLks& nq%[k&Lkq[k] vk'kk&fujk'kk]
bZ";kZ&}s"k] jhfr&fjokt] vkpkj&fopkj] jgu&Lkgu]
fo'okLk] ekU;rkvksa ,oa ijaijkvksa vkfn Lkkekftd igyqvksa
dk Lktho fp=.k xhr¨a ls ÁkIr g¨rk gSA

y¨dxhr¨a esa LkÒh Lkkekftd fj'rs] tSLks
ifr&iRuh] ÒkbZ&cgu] ekrk&firk] nsoj&ÒkÒh Lks Lkacafèkr
xhr feyrs gSaA bLkds vfrfjDr Lkekt esa Ápfyr
tkfr&ÁFkk ds vkèkkj ij tkfr ij xhr Òh feyrs gSa
ftuesa feÍh ds crZu cukus okys dqEgkj] y¨gs dh Lkkexzh
cukus okys y¨gkj] Lkqukj vkfn LkÒh ds fo"k;xr xhr Òh
gSa o bu Lkcdk Lkekt esa D;k LFkku gS \ ;g Òh xhr¨a
}kjk irk pyrk gSA buds vfrfjDr bfrgkLk dh >yd
Lkqukus okys xhr Òh gfj;k.kk esa Ápfyr jgs gSa] ftuesa
jktk egkjktkvksa ds fdLLks] mudh cgknqjh o ;q) dh
xkFkk,a LkfEefyr gSaA bUgsa y¨dxhr¨a dh e©f[kd ijaijk
ds ekè;e Lks gh ihf<+;k¡ bfrgkLk Lks ifjfpr jgh gSaA

fofoèk xhr ijaijk %

fofoèk xhr¨a esa LkÒh Ádkj ds xhr¨a dk Lkekos'k
fd;k tkrk gS] tSLks pDdh ihlrs gq,] pj[kk dkrrs gq,]
nwèk fudkyrs gq, xk, tkus okys xhr] ,drkjs ij Òh[k
ekaxrs gq, xk, tkus okys xhr] [ksrh ds dk;Z djrs gq,
xk, tkus okys xhr] y¨jh ds xhr] cPp¨a }kjk [ksy [ksy
esa xk, tkus okys *i¨leik ÒbZ i¨leik* tSLks xhr os
LkÒh xhr gSa t¨ fdLkh fo'ks"k R;©gkj] mRLko] Lkekj¨g Lks
iF̀kd g¨rs gSa] t¨ vuk;kLk gh Qwyksa] igkM+̈ a] i'kq&if{k;¨a]
i'kqvksa o [ksyrs gq, cPp¨a d¨ ns[kdj eq[k Lks ÁLQqfVr
g¨ tkrs gSaA gfj;k.kk ds tu&tu Lks vorfjr y¨dxhr
okLro esa gfj;k.koh LkaLÑfr o LkH;rk dks [kqn LkesVs
gSaA
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gfj;k.kk esa ,d dgkor jgh gS] ;gk¡ gj dksl
ij c¨yh esa ifjorZu vk tkrk gSA ;gk¡ ds y¨dxhr¨a esa
Òh ;g ifjorZu ns[kus d¨ feyrk gSA bLkds vfrfjDr
;gk¡ vke c¨y&pky ds dqN 'kCn¨a dk Á;¨x Òh xhr¨a esa
Lkqanjrk ds LkkFk fd;k tkrk gS] tSLks& gs jke] gS euS rsjh
lw] gka ,] gks] uk··] ,s jke vkfn t¨ mLk LFkku dh
Ápfyr Òk"kk v©j 'kCn¨a dk c¨èk djkrs gSaA10

fu"d"kZ %

gfj;k.kk ds y¨dxhr okLro esa gfj;k.kk dh
LkaLÑfr ds ekSf[kd fp= gSa] t¨ ih<+h&nj&ih<+h u tkus
dc Lks gfj;k.koh LkaLÑfr d¨ Lo;a esa Lkekfgr fd, gq,
o vkèkqfud ih<+h rd mLk LkaLÑfr d¨ igq¡pk jgs gSaA ;s
gfj;k.koh y¨dxhr gh gSa] ftuLks ge tku ikrs gSa fd
gfj;k.kk dh LkaLÑfr fdruh Lke)̀ jgh gSA gfj;k.kk dh
ikjaifjd os'kHkw"kk] [kku&iku] jgu&lgu dk rjhdk o
gfj;k.kk dh Ápfyr ijaijk,a D;k jgh gSa\ ;s Lkc y¨dxhr ä
}kjk gh tkuuk LkaÒo gSA bLkds vfrfjDr bu xhr¨a esa
eu dh Òkoukvksa d¨ >aÑr dj nsus okys jLk] o Òko Òh
iw.kZr% Lkekfgr gSa] ftLkLks gfj;k.koh xhr vR;ar eue¨gd
yxrs gSaA ÁR;sd _rq] R;¨gkj] iwtk] ozr vkfn ds volj
ij xk;s tkus okys fÒUu&fÒUu xhr Òh gfj;k.kk dh
LkaLÑfr dk fgLLkk jgs gSa ;k ;wa dgk tk, fd ÁR;sd
dk;Z d¨ djrs gq, xk;s tkus okys xhr gfj;k.kk dh
LkaLÑfr dk Òkx jgs gSaA okLro esa gfj;k.koh y¨dxhr
gfj;k.kk ds d.k&d.k esa Lkekfgr gSa] t¨ iw.kZr% Lke)̀ gSa

o vkus okyh ih<+h d¨ gfj;k.koh LkaLÑfr rd igq¡pkus
dks rRij gSA

LkanÒZ Lkwph %

1- MkW- foey] Çgnh fp=iV Lkaxhr dk bfrgkLk] Lkat; Ádk'ku]
fnYyh ÁFke LkaLdj.k] 2005] i-̀ 190

2- tSu] MkW- 'kkafr] y¨dxhr¨a ds LkanÒZ v©j vk;ke] fo'ofo|ky;
okjk.kLkh] ÁFke LkaLdj.k] 1999] i-̀ 7

3- dqekj] MkW- vfouk'k] y¨dxhr¨a dk Lkaiknu ,oa ewY;kadu]
nhid ifCy'klZ] ekbZ ghjk xsV tkyaèkj] ÁFke LkaLdj.k]
1996] i-̀ 23

4- izlkn] ekrk] y¨dxhr¨a esa osnuk v©j foæ¨g ds Loj] LkE;d
Ádk'ku 32@3] if'pe iqjh] ubZ fnYyh& 63] ÁFke LkaLdj.k]
2007] i-̀ 10

5- MkW- jekdkar] Òkjrh; y¨dxhr¨a esa gfj;k.kk dk ;¨xnku]
lR;e~ ifCyÇ'kx gkmLk] ubZ fnYyh] ÁFke LkaLdj.k] 2005]
i-̀ 107

6- èkudj] MkW- jhrk] gfj;k.kk rFkk iatkc dh Lkaxhr ijaijk]
Lkat; Ádk'ku] 4378@4 nfj;kxat] fnYyh] ÁFke LkaLdj.k]
2003] i-̀ 35

7- tSu] MkW- 'kkfUr] yksdxhrksa ds lUnHkZ vksj vk;ke] fo'ofo|ky;
okjk.klh] izFke laLdj.k] 1999] i-̀ 12

8- LkDLksuk] MkW- jkds'k ckyk] y¨dxhr¨a esa Lkaxhfrd rRo] jkèkk
ifCyds'ku] ubZ fnYyh] ÁFke LkaLdj.k] 1990] i-̀ 31

9- tSu] MkW- 'kkfUr] yksdxhrksa ds lUnHkZ vksj vk;ke] fo'ofo|ky;
okjk.klh] izFke laLdj.k] 1999] i-̀ 19

10- èkudj] MkW- jhrk] gfj;k.kk rFkk iatkc dh Lkaxhr ijaijk]
Lkat; Ádk'ku] 4378@4 nfj;kxat] fnYyh] ÁFke LkaLdj.k]
2003] i-̀ 36
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Hkk"kk }kjk lekt esa Hkh ,d&nwljs dh laosnuk]
vuqHko] Hkko] fopkj rFkk mís'; vkfn dks lk>k fd;k
tkrk gSA blfy, euq"; dh ekufldrk rFkk Hkkouk dh
fp=kRed vfHkO;fä Hkk"kk gksrh gSA Hkk"kk dk çHkko gh gS
fd tgk¡ ohj jl dh dfork euq"; dks mRlkfgr djrh
gS rks ogha d#.k jl dh dfork mls 'kksd esa Mwcks nsrh
gSA fdlh dh 'kkunkj Hkk"k.k 'kSyh ij ge ea=eqXèk gks tkrs
gSa] rks fdlh dh Hkk"kk }kjk lkspus ij etcwj gks tkrs gSaA
bl çdkj Li"V gksrk gS fd Hkk"kk euq"; ds fpÙk] fopkj
rFkk laosnuk dks lokZfèkd çHkkfor djrh gSA

dksbZ Hkh mRikn turk ds fy, curk gSA ;s
turk mRikn ds yf{kr lekt fo'ks"k ls lacafèkr gksrh
gSA ,sls esa mlds foKkiu esa ml lekt dh turk ls
tqM+us dh fo'ks"krk,a Mkyh tkrh gSaA ;s fo'ks"krk,a fp=]
jax] ladsr] Hkk"kk] lekt rFkk lkaLdf̀rd fopkj bR;kfn
ds :i esa gksrh gSa tks foKkiu dks çLrqr djrh gSaA
ysfdu Hkk"kk foKkiu&çLrqfr dh fo'ks"krkvksa esa lokZfèkd
egÙoiw.kZ gS D;ksafd ;g fdlh mRikn ds foKkiu dks
ekSf[kd :i ls çLrqr djrh gSA blds 'kCn vkSj okD;
foKkiu dks vFkZ nsrs gSaA Hkk"kk dk vR;fèkd çHkko Hkh
mldh turk ij gksrk gSA blfy, fdlh çHkko'kkyh
foKkiu çpkj ds fy, Hkk"kk egÙoiw.kZ ekè;e gksrh gSA

· iksLV M‚DVksjy Qsyks] Hkkjrh; lkekftd foKku ifj"kn] dk'kh fgUnw fo'ofo|ky;] okjk.klh

foKkiu&dyk }kjk miHkksäk&lekt dh Hkkf"kd laosnuk dk fonksgu

M‚- fç;adk JhokLro·

'kksèklkj

Hkk"kk lekt esa ,d&nwljs ls laidZ ;k ckrphr dk ,d egÙoiw.kZ lkèku gksrh gSA bl lkèku
ls euq"; vius eu vkSj O;fäRo dks vfHkO;ä djrk gSA lekt esa Hkk"kk lekt ds fopkj rFkk laLd̀fr dk
çfrfcEc gksrh gSA og lekt ds psru rFkk vopsru euksHkkoksa dks vfHkO;ä djrh gSA Hkk"kk dk vR;fèkd
çHkko Hkh mldh turk ij gksrk gSA blfy, fdlh çHkko'kkyh foKkiu ds fy, Hkk"kk egÙoiw.kZ ekè;e gksrh
gSA foKkiu }kjk miHkksäk ij çHkko cukus dh çfØ;k esa loZçFke miHkksäk dh Hkk"kk esa foKkiu dks
laçsf"kr fd;k tkrk gSA laçs"k.k ds fu;e ds vuqlkj laçs"k.k esa lnSo ml Hkk"kk dk mi;ksx fd;k tkrk gS]
tks xzghrk dks le> vk,A blfy, foKkiu esa miHkksäk dh le> ds vuqlkj Hkk"kk dk mi;ksx dj laçs"k.k
fd;k tkrk gSA

cht 'kCn % foKkiu] Hkk"kk] miHkksäk lekt] Hkkf"kd laosnuk] fonksgu] lEçs"k.k

'kksèk çfofèk % çLrqr 'kksèk&i= esa fo"k;oLrq fo'ys"k.k&çfofèk dk mi;ksx fd;k x;k gSA

;g dguk xyr gS fd foKkiu esa Hkk"kk egÙoiw.kZ ugha
gSA okLro esa foKkiu esa cgqr ckj Hkk"kk fp=kRed çHkko
ls Hkh vfèkd egÙoiw.kZ gks tkrh gSA

foKkiu ,d ,slh dyk gS tks laçs"k.k dk
çHkko'kkyh ekè;e gSA bldk çeq[k mís'; miHkksäk dk
è;kukdf"kZr djuk gksrk gSA ;g è;kukd"kZ.k miHkksäk
dks mRikn [kjhnus ds fy, çsfjr djrk gSA foKkiu
}kjk miHkksäk esa fo'okl Hkh Hkjk tkrk gS ftlds }kjk
;g laçsf"kr fd;k tkrk gS fd mRikn muds fy, gh
cuk gSA miHkksäk dh Lef̀r esa T;knk le; rd mRikn
rFkk czkaM ds uke dks Lef̀r iw.kZ cukus dk Hkh dk;Z
foKkiu djrk gSA bl çdkj foKkiu mRikn dk O;kikj
cuk, j[kus ds fy, è;kukd"kZ.k] fo'okl] Lef̀r iw.kZ
cukus rFkk t:jr iSnk djus tSls fofHkUu çdkj dh
rduhfd;ksa dk mi;ksx djrk gSA Hkk"kk bu fofHkUu
rduhfd;ksa dks ekSf[kd vfHkO;fä nsrh gS ftlls mRikn
dk foKkiu ns[k dj miHkksäk [kjhnus ds fy, rS;kj gks
tkrk gSA blfy, miHkksäk dk è;ku mRikn dh vksj ys
tkus rFkk mlds fo"k; esa ckrphr djus ds fy, loZçFke
foKkiu dks Hkk"kk esa çLrqr fd;k tkrk gSA cgqr ckj
blds fy, foKkiu yf{kr lekt dh fof'k"V Hkk"kk esa
çLrqr gksrh gSA blls yksxksa ij rFkk muds O;ogkj ij



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 358º

'kfä'kkyh çHkko iM+rk gSA Hkk"kk dk 'kfä'kkyh çHkko
blfy, Hkh iM+rk gS] D;ksafd yksx viuh Hkk"kk esa lokZfèkd
laçs"k.k djrs gSaA ywuk vkSj isjkfPp;ks ¼1999]2001%28%2½
us vius vuqlaèkku esa dgk gS fd nks Hkk"kk tkuus okys
viuh Hkk"kk esa foKkiu ns[kuk blfy, ilan ugha djrs
fd ;g mudh lkekftd vkSj lkaLdf̀rd igpku ls
tqM+h gksrh gS] cfYd blfy, ilan djrs gSa D;ksafd
f}rh;d Hkk"kk esa foKkiu dks le>uk muds fy, T;knk
dfBu gksrk gSA1 bu lHkh rdksaZ ls Li"V gS fd foKkiu
dks 'kfä'kkyh ekè;e cuk, j[kus ds fy, fp=] jax]
'kkjhfjd Hkk"kk] os'k&Hkw"kk rFkk lkaLdf̀rd çHkko tSls
rÙo rFkk fofHkUu çdkj dh rduhdksa ds vfrfjä Hkk"kk
dh vko';drk lokZfèkd gSA

lkekU; rkSj ij foKkiu dk mi;ksx lwpuk
nsus ds fy, fd;k tkrk gS ysfdu bl çfr;ksxh lekt
esa laçs"k.k ds lHkh ekè;eksa }kjk foKkiu dk mi;ksx
miHkksäkvksa dk è;ku vkdf"kZr rFkk çHkkfor djus ds
fy, fd;k tkus yxk gSA foKkiu ds bu lHkh fØ;kvksa
esa Hkk"kk egÙoiw.kZ Hkwfedk fuHkkus yxhA vc lwfpr] çHkkfor]
çsfjr rFkk è;kukd"kZ.k tSls i)fr;ksa ds fy, Hkk"kk dk
mi;ksx fd;k tkus yxk gSA Hkk"kk ds bl mi;ksx esa NksVs
okD;ksa] u;s ukjksa] èofu;ksa rFkk 'kh"kZdksa ds fofHkUu i)fr;ksa
esa foKkiu dks çLrqr fd;k tk jgk gSA blls foKkiu
miHkksäk dh Lef̀r esa lekfgr gks dj mlds O;ogkj dks
çHkkfor djrs gSaA bl çdkj foKkiu esa Hkk"kk dk ekè;e
ds :i esa fofHkUu çdkj ls mi;ksx gksrk gSA rkfjxu
¼1993%23%70½ us Hkk"kk ds pkj mi;ksx crk, gSa] tks
miHkksäk dks çHkkfor djrs gSaA rfjxu ds pkj Hkk"kk
mi;ksx gSa& vfHkO;fä] O;k[;k] dyk rFkk le> cukukA2

foKkiu Hkk"kk dh bUgha i)fr;ksa ls è;kukdf"kZr djrk
gSA blds vfrfjä foKkiu dh çLrqfr 'kCnkFkZ vkSj
O;ogkfjd Hkh gksrh gSA

foKkiu }kjk miHkksäk ij çHkko cukus dh
çfØ;k esa loZçFke miHkksäk dh Hkk"kk esa foKkiu dks
laçsf"kr fd;k tkrk gSA laçs"k.k ds fu;e ds vuqlkj laçs"k.k
esa lnSo ml Hkk"kk dk mi;ksx fd;k tkrk gS] tks xzghrk
dks le> vk,A blfy, foKkiu esa miHkksäk dh le>
ds vuqlkj Hkk"kk dk mi;ksx dj laçs"k.k fd;k tkrk gSA
mnkgj.kkFkZ] Vw ;Eeh (Too Yammi) eYVhxzsu fpIl

(multigrain chips)] i‚oj v‚Q lsosu xzsUl (power
of seven grains)] csDM u‚V ÝkbM (baked not fried)
bl foKkiu esa mRikn dks miHkksäk dh Hkk"kk fo'ks"k esa
laçs"k.kh; cuk;k x;k gSA ;gka lkèkkj.k rFkk fo'ks"k.k;qä
'kCnksa }kjk mRikn dh [kkfl;r dh vksj è;ku fnyk;k
x;k gSA ;s lHkh 'kCn ljy vkSj vius vki esa laçs"k.kh;
Hkh gSa tks miHkksäk dks vklkuh ls le> vk tk;saxsA

foKkiu esa eqgkojs okyh Hkk"kk dk mi;ksx dj
mRikn ds miHkksäk dks vkdf"kZr fd;k tkrk gSA eqgkojs
euq"; ds thou esa gj fnu ç;qä gksrs gSaA euq"; eqgkojksa
esa ckrksa dks dgus vkSj lquus dk T;knk vH;Lr jgrk gSA
eqgkojs] y{k.kk rFkk O;atuk;qä gksrs gSa tks rsth ls vius
lekt dks vkdf"kZr djrs gSaA bldk mi;ksx dksbZ cM+h
ckr dks laf{kIr esa dgus ds fy, fd;k tkrk gS ;k fdlh
ckr ij fo'ks"k è;ku fnykuk gks rks foKkiu esa eqgkojs
dk mi;ksx fd;k tkrk gSA foKkiu esa Hkh cgqr ckj
fo'ks"k è;ku fnykus ds fy, T;knk ckr dgus dh ctk;
,d iafä esa ckr dgh tkrh gSA Hkk"kk dh bl i)fr
}kjk foKkiu fuekZrk miHkksäk dk è;kukd"kZ.k djrk
gSA cgqr ckj cM+s&cM+s foKkiuksa esa ,d NksVh iafä esa
dgh x;h ckr miHkksäk dks bruh Hkk tkrh gS fd og
mls Lej.k dj ysrk gS rFkk foKkiu ds ckjs esa lkspus
yxrk gSA mnkgj.kkFkZ] vewy n VsLV v‚Q bafM;k (Amul
The Test of India) vewy czkaM dk ;g foKkiu eqgkojs
dh NksVh&lh iafä }kjk vius dks loZJs"B fn[kk dj iwjs
Hkkjrh; tu ekul esa çfl) gks x;kA bl mRikn dh
fcØh esa foKkiu Hkk"kk dk lg;ksx jgk gSA foKkiu
cgqr ls u;s eqgkojksa dks Hkh x<+rs gSaA mnkgj.kkFkZ Mj ds
vkxs thr gS vkSj dj yks nqfu;k eqëh esa x<+s x, u;s
foKkiu eqgkojs yksxksa dks tYnh Lej.k gks x, gSaA
yksdksfDr;ksa dk mi;ksx dj foKkiu dks vkd"kZd cuk;k
tkrk gSA yksdksfDr;ka yksd Hkk"kk ls lacafèkr gksrh gSaA
og fLFkfr fo'ks"k ds foKkiu esa ç;ksx gksrh gSaA blls
foKkiu dh Hkk"kk esa lthork vkrh gS rFkk {ks=&fo'ks"k
ds yksx T;knk yxko Hkh eglwl djrs gSaA mnkgj.kkFkZ
tqx&tqx ft;ks] lnk lqgkxu jgks rFkk ckfj'k us eq>s
l‚fyM iIiw cuk;k vkfn yksdksfä okys foKkiu lans'k
ls yksx tYnh tqM+ tkrs gSa] D;ksafd ;g muds {ks= ds ns'kt
'kCnksa ls cus gSaA çHkko'kkyh laçs"k.k ds fy, foKkiu esa
Hkkoukvksa dks HkM+dk dj mRikn dh vksj è;ku fnyk;k
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tkrk gSA blds fy, HkkoukRed Hkk"kk dk mi;ksx fd;k
tkrk gSA HkkoukRed 'kCnksa }kjk miHkksäk dks mÙkstuk]
mnklh] çse ;k Hk; vkfn dk vuqHko djk;k tkrk gSA
;g rduhd miHkksäk dks mRikn ds çfr HkkoukRed
:i ls tqM+us dks etcwj djrh gSA blesa Hkkouk ls
lacafèkr 'kCn n'kZdksa ls HkkoukRed vihy Hkh djrs gSaA
mnkgj.kkFkZ v fxV v‚Q yo (A gift of love)] v‚u
gj osfMax Ms (on her Weding day)] Q‚j v ykbQ
Vkbe gfIius'k (For a life time happiness)] m"kk
L;wbax e'khu (Usha sewing machine)A m"kk flykbZ
e'khu dk ;g foKkiu HkkoukRed 'kCnksa dk mi;ksx dj
csVh dh 'kknh esa flykbZ e'khu ds migkj dks nsus dh
vihy djrk gSA tks v fxV v‚Q yo (A gift of
love)] v‚u gj osfMax Ms (on her Weding day)] Q‚j
v ykbQ Vkbe gfIius'k (For a life time happiness)
tSls inksa ls csVh dh 'kknh ls lacafèkr iyksa ds çfr
HkkoukRed tqM+ko cuk jgk gSA

foKkiu esa miHkksäk ls tqM+us ds fy, èoU;kRed
Hkk"kk ds lkFk dkO; vkSj laxhr dk mi;ksx fd;k
tkrk gSA ekuo LoHkko gS fd og lkaxhfrd rÙoksa]
;Fkk& èofu] y;] rky] lqj] dfork bR;kfn ls rsth ls
tqM+rk gS vkSj ;s lkjh phtsa mls rsth ls Lej.kh; Hkh gks
tkrh gSaA foKkiu dh Hkk"kk dfork ds :i esa miHkksäk
dh Lef̀r dks T;knk çHkkfor djrh gSA ftl çdkj
dfork esa y;] Lojksa dh ,drk rFkk rqdcanh gksrh gS]
oSls gh foKkiu dh Hkk"kk esa Hkh bl i)fr dk mi;ksx
dj ds mRikn ds çfr miHkksäk dk è;kukdf"kZr fd;k
tkrk rFkk mRikn dks Lej.kh; cuk;k tkrk gSA blds
fy, foKkiu miHkksäk dh Hkk"kk esa vyadkj] Nan rFkk
rky dk mi;ksx djrk] ftldh èofu ls miHkksäk
lEeksfgr gksrk gSA dfork okys lans'k ls foKkiu miHkksäk
dh Hkkouk vkSj dYiuk dks vihy Hkh djrk gSA
mnkgj.kkFkZ] cM+h xtc dh Hkw[k yxh] [ksy dwn ds vk,
fnu] [kwc yqVsjk eSxh fcu] nksLrksa dk te?kV] ekaxs eSxh
>ViV] eEeh cM+h xtc dh Hkw[k yxh] tc lksrk gwa] tc
mBrh gwa] nks feuV #d ldrs gSa] lj ds cy jg ldrs
gSa] D;ksafd cM+h xtc dh Hkw[k yxh] eSxh pkfg, eq>s
vHkhA  eSxh ds bl foKkiu us viuh dfork okyh Hkk"kk
ls Hkkjrh; ?kjksa esa txg cuk yh Fkh] D;ksafd bldh
dforkRed] y;kRed rFkk rqdcanh;qä Hkk"kk dk mi;ksx

foKkiu dh vksj miHkksäk dk è;kukdf"kZr djrk FkkA
;g foKkiu rduhdksa esa lcls vPNk rduhd ekuk
tkrk gSA tc foKkiu esa dfork;qä ukjs ;k lans'k dk
mi;ksx fd;k tkrk gS rks dksf'k'k jgrh gS fd czkaM dk
uke miHkksäk dh Lef̀r esa cl tk,A dfork;qä lans'k
esa czkaM dks igpku fnykus ds fy, rqdcanh esa Hkh çLrqr
fd;k tkrk gSA mnkgj.kkFkZ] QuhZpj dk lkFkh] ftldh
fulkuh gS gkFkh] Qsfodksy! Qsfodksy ,sls tksM+ yxk,
vPNs ls vPNk u rksM+ ik, A foKkiu dh bl rqdcanh
esa Qsfodksy dks rqdkar;qä Hkk"kk esa çLrqr dj miHkksäk
dk è;ku Qsfodksy ij dsfUær fd;k x;k gSA y;c)rk
ds dkj.k fdlh Hkh pht dks ;kn fd;k tk ldrk gSA
blfy, foKkiu lans'k dks y;c) cuk;k tkrk gSA
ftlls mRikn Lej.kh; cuk jgsA cgqr ckj foKkiu dh
y; ds dkj.k miHkksäk bls xquxquk dj Lej.k dj ysrs
gSaA y; }kjk gh miHkksäk vopsru eu ls bls Lej.k
dj ysrk gSA çk;% xkus dks mldh èkqu o y; ls iqu%
;kn fd;k tkrk gSA mnkgj.kkFkZ] tks esjk gS] oks rsjk] tks
rsjk gS oks esjk& ,;jVsy dk ;g foKkiu viuh dfork
vkSj y; ds dkj.k miHkksäkvksa dk ilanhnk cu x;k FkkA

foKkiu esa yk{kf.kd Hkk"kk dk mi;ksx dj
miHkksäk ds chp mRikn dks igpku fnyk;k tkrk gSA
yk{kf.kd Hkk"kk }kjk ml 'kCn dk mi;ksx fd;k tkrk
gS] tks foKkfir oLrq dh rqyuk fdlh fo'ks"k pht ;k
xq.kksa ls dj miHkksäk ds fny esa foKkiu dh egkurk
dks fufeZr djrk gSA Hkk"kk ds yk{kf.kd vfHkO;fä ds
fy, laKk vkSj fo'ks"k.k in dk mi;ksx fd;k tkrk gSA
mnkgj.kkFkZ] okf'kax ikmMj fujek] nwèk&lh lQsnh fujek
ls vk,] jaxhu diM+s Hkh f[kyf[ky tk, A bl foKkiu
dh yk{kf.kd Hkk"kk esa oLrq ds xq.k dks c<+k&p<+k dj
miHkksäk dk è;ku vkdf"kZr djus dh dksf'k'k dh xbZ
gSA bl lans'k esa fujek }kjk nh tkus okyh lQsnh dks
nwèk dh rjg lQsn crk;k x;k gS ftlls lkQ diM+s
dh bPNk j[kus okys bl foKkiu dh vksj vkdf"kZr
gksaxsA Hkk"kk esa ;g yk{kf.kdrk laxhrkRed :i ls
çLrqr gks dj vkSj Hkh laçsf"kr gks jgk gSA

foKkiu }kjk vFkZ&laçs"k.k O;atuk&i)fr }kjk
fd;k tkrk gSA blesa foKkiu lans'k esa dgh xbZ ckr
dk vFkZ miHkksäk viuh le> ds vuqlkj yxkrk gSA
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O;atuk&i)fr dk foKkiu esa mi;ksx cgqr ckj fd;k
tkrk gSA O;atuk&i)fr }kjk foKkiu dh Hkk"kk esa
vusdkFkZ Nfo;ksa dks x<+k tkrk gSA blls foKkiu miHkksäk
esa jkspdrk mRiUu djrk gSA mnkgj.kkFkZ] ftanxh ds
lkFk Hkh] ftanxh ds ckn Hkh foKkiu dh ;g Hkk"kk vkfFkZd
lqj{kk dh ckr dks O;aftr dj jgh gS ysfdu miHkksäk
bl ds vkSj Hkh vFkZ yxk ldrk gSA

foKkiu mRikn dk çpkj lk-'; Hkk"kk dk
mi;ksx djrk gSA fdlh Hkh vuqHko dks gw&c&gw fpf=r
djuk eqf'dy gksrk gSA 'kCn vuqHkoksa dks of.kZr djus esa
egÙoiw.kZ Hkwfedk fuHkkrs gSaA blfy, foKkiu Hkk"kk }kjk
mRikn dh çdf̀r dks vuqHko djk;k tkrk gSA bl çdkj
ds vuqHko ds fy, lkfgR; ds leku gh foKkiu dh
Hkk"kk esa fcEc] çrhd vkSj vyadkj dk mi;ksx fd;k
tkrk gSA mnkgj.kkFkZ vykeZ vHkh ctk ugha] fdlku
vHkh ejk ugha] vHkh ;s fczt fxjk ugha] f[kykM+h vHkh
gkjk ugha vkSj vHkh ;gka jsi gqvk ughaA fczt fxjus nks]
fdlku dks vkRegR;k djus nks] eSMy gkjus nks vkSj jsi
gksus rks nks] vykeZ FkksM+s ctus rks nksA vykeZ ctsxk] ge
mBsaxs] fQj dkQh dke gS gesaA dSafMy ekpZ ;gka] gM+rky
ogkaA OgkV~lvi ij vkx yxkuk gSA Qslcqd ij xqLlk
fn[kkuk gSA CySd ÝkbMs] gaxjLVªkbd] dkykcSaM iguuk
gS] ,fDVfote dks txkukA oh okaV tfLVl] oh okaV
tfLVlA ij fQygky vykeZ ctk ughaA vxyk vykeZ
ctus ls igys] tkxks] tkxks] tkxks jsA VkVk VhA VkVk
Vh pk; ds foKkiu esa fczt fxjus] f[kykM+h ds gkjus] jsi
gksus dks  nq?kZVukvksa ds :id esa çLrqr fd;k tk jgk gSA
^vykeZ ctsxk* 'kCn ;gka bu ?kVukvksa ds çfr lrdZ
gksus ds fcEc dks jp jgk gSA bu ?kVukvksa ds ckn
Hkkjrh; turk ds cs&ijokg O;ogkj dks Hkh fcfEcr dj
jgk gSA tkxks js tkxks dks vkyadkfjd çLrqfr nh x;h
gSA HkkoukRed rFkk laosnu'khy Hkk"kk }kjk foKkiu esa
eqíksa ds çfr miHkksäkvksa dks tkx:d fd;k tk jgk gSA
mRikn dk Hkh bZekunkj fcEc cuk;k tk jgk gSA Hkk"kk
}kjk ;s lHkh lkn'̀; çLrqfr mRikn ls tqM+us ds fy,
miHkksäkvksa dks çHkko'kkyh <ax ls laçsf"kr dj jgs gSaA

foKkiu esa çsj.kkçn Hkk"kk dk mi;ksx dj mRikn
ls tqM+us rFkk thou ds çfr çsfjr gksus dk HkkoukRed
laçs"k.k fd;k tkrk gSA mnkgj.kkFkZ] vius ifjokj dks

vius ne ij thuk fl[kkvks] ,pMh,Qlh ykbQ lj
mBk ds ft;ks, ,pMh,Qlh ykbQ bu';ksjsUl ds bl
foKkiu dh Hkk"kk ifjokj ds euksHkko çsfjr dj jgk gSA

foKkiu Hkk"kk }kjk dgkuh ;k ukVdh;rk dks
n'kkZ dj Hkh mRikn ls miHkksäk dks tksM+k tkrk gSA
blds fy, dgkuh }kjk czkaM ls miHkksäk dks tksM+us ds
fy, ukVdh; çLrqfr nh tkrh gS ftlesa czkaM ds ewY;]
çLrko vkSj O;fäRo dks dgkuh dh Hkk"kk esa çLrqr fd;k
tkrk gSA ;g ,d y?kq fQYe dh Hkkafr gksrh gSA blesa
Hkk"kk mRikn dh dgkuh dks dbZ n'̀;ksa esa fn[kkrh gSA
mnkgj.kkFkZ] eq>s ns[krs gq, gh vkids eu esa ,d loky
vk;k gksxk fd eq>s Qwy fdlus iguk;k\ eEeh usA
cpiu ls igukrh gS vkSj eSa iksuh dksA ;wa gh cpiu esa
HkbZ;k&nhnh] ge lc iwjk fnu [ksyrs vkSj eSa jsQjh cu
tkrhA ge vius vki dks dEQVsZcy cukus ds fy,
vyx&vyx VsfDuDl ;wt djrs gSaA eq>s Hkh djuh
iM+rh gSA cl HkbZ;k&nhnh ls FkksM+h vyxA dgkfu;ksa ls
irk pyrk gS fd ykbQ esa dqN u dqN çkCyEl rks
lcdks gksrh gSA cl esjh çkCye lcdks utj vkrs gSaA
ysfdu fdlh dh cìs ikVhZ gks rks eSa utj ugha vkrhA
esjh fLdu daMh'ku dk uke b;qlsl gSA ;s baQsfDl;sl
ugha] iSnkb'kh gSA bldk dksbZ bykt ughaA dqN yksxksa
ds utfj, dh rjgA ;s 10 yk[k yksxksa esa ls ,d dks
gksrk gSA ij yk[kksa esa ,d rks esjh eEeh gSA esjh chekjh
esjh ftUnxh dk ,d fgLlk gSA esjh igpku ugha] D;ksafd
esjh dgkuh esa oks lc dqN gS tks ckdh dgkfu;ksa esa gksrk
gSA dqN gksIl] dqN MªhEl] dqN dksf'k'ksaA ij ;s dgkuh
'kq: gh ugha gksrhA vxj 17 lky igys nks yksxksa us fey
dj ,d QSlyk ugha fy;k gksrkA eq>s vM‚IV djus dk
QSlykA vkSj ;s QSlyk mUgksaus dksbZ pkSfjVh djus ds
fy, ugha fy;k FkkA fy;k Fkk rks cl [kq'kh ds fy,]
I;kj ds fy,A vkt vki ogh QSlyk ysus okys gSa] tks
mUgksaus 17 lky igys fy;k FkkA blh v‚QZu ,t esaA
irk gS vki ;gka vius cPps dks dSls igpku ikvksxsA
vxj mls ns[krs gh vki ds eu esa ogh loky vkrk gS]
tks eq>s ns[krs gh esjs eEeh vkSj ikik ds eu esa vk;k Fkk]
D;k ;s gekjh ugha cu ldrh] foDl Vp v‚Q ds;jA
blls Li"V gks jgk gS fd ,d vPNh dgkuh mRikn ls
miHkksäk dks tksM+rh gSA bl dgkuh okys foKkiu ls
miHkksäk HkkoukRed :i ls tqM+ jgk gSA mRikn ds çfr
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lgkuqHkwfr Hkh tx jgh gSA miHkksäk bl dgkuh ls ,sls
tqM+rk gS] tSls ;s mldh dgkuh gksA

foKkiu vkns'kkRed Hkk"kk dk mi;ksx dj
miHkksäkvksa ij çHkko Mkyrk gSA bl rjg dh Hkk"kk rdZ
dh txg ugha nsrh vkSj yksx viuh Hkk"kk esa foKkiu
}kjk funsZf'kr gks dj mRikn [kjhnus dks rS;kj gks tkrs
gSaA mnkgj.kkFkZ] csVh cpkvks] csVh i<+kvksA Hkkjr ljdkj
dk ;g foKkiu csfV;ksa dks cpkus vkSj mUgsa f'kf{kr djus
dk funsZ'k çHkko'kkyh Hkk"kk esa ns jgk gS ftlls Li"V gks
jgk gS fd bl vkKk dk ikyu djuk t:jh gSA
foKkiu esa Hkk"kk }kjk mRikn dk ekuohdj.k dj miHkksäk
dks tksM+k tkrk gSA foKkiu Hkk"kk }kjk ;g dk;Z vPNh
rjg djrk gSA mnkgj.kkFkZ] vc vius ckyksa dks dgks
tqx&tqx ft;ksA ds'kdkafr 'kSEiw ds bl çpkj esa ckyksa
dk lacaèk ekuoh; Hkkoukvksa ls tksM+ fn;k x;k gSA blls
ckyksa dks ekuoh vkpkj&O;ogkj esa çLrqr djus ds fy,
thus ls tksM+ fn;k x;kA thuk tho ls lacafèkr gksrk gSA
cky thrs ugha gSA ysfdu ;gka ckyksa ds lkFk euq";
tSlh miek ns dj miHkksäk dks vkdf"kZr fd;k x;k gSA

Hkk"kk ladj }kjk Hkh foKkiu tu&lkekU; dks
vkdf"kZr djrk gSA bl rjg ds foKkiu dh Hkk"kk esa nks
fHkUu Hkk"kkvksa ds 'kCnksa ls rqd feyk dj lans'k çLrqr
fd;k tkrk gSA fganh ds foKkiuksa esa vaxzsth ds 'kCnksa dk
bLrseky dj lans'k dks çlkfjr fd;k tkrk gSA
mnkgj.kkFkZ] fny okys nqYgfu;ka Qkbuyh ys tk,axs ¼vewy½]
u;k feaVkl [kkvks fcxj] l‚Vj] csVjA foKkiu esa fo'ks"k.k
Hkk"kk mi;ksx dj miHkksäkvksa dks vkdf"kZr fd;k tkrk
gSA mnkgj.kkFkZ BaMks&BaMks lkQ&lkQA foKkiu ds bl
Hkk"kk esa mRikn dh fo'ks"krk fo'ks"k.k 'kCnksa dk mi;ksx
dj crk;k x;k gS ftlls miHkksäk vkdf"kZr gksrk gSA
bl çdkj ds foKkiu Hkk"kk mi;ksx ls miHkksäk tYnh
çHkkfor gksrs gSaA fo'ks"k.k;qä 'kCn miHkksäk dks vkdf"kZr
djrs gSaA fo'ks"k.k;qä 'kCn miHkksäk dks mRikn esa fo'okl
djus ds fy, çsfjr djrs gSaA ;g mRikn ds xq.kksa dks
etcwrh ls çLrqr djrs gSaA lgh fo'ks"k.k mi;ksx ls
mRikn ds çfr ldkjkRed fLFkfr curh gSA mnkgj.kkFkZ]
lc os (Sub Way) dk fo'ks"k.k;qä foKkiu bV Ýs'k
(Eat fress) ;k ÝwVh dk foKkiu eSaxks ÝwVh] Ýs'k ,u
twlh (mango fruity, fresh n juicy) [kkus ds lkekuksa

dks rktk gksus dh xq.koÙkk rFkk LokLF; ds fy, rktk
[kkus dh vfuok;Zrk tSls fo'ks"k.k 'kCnksa ls miHkksäkvksa
dks vkdf"kZr dj jgk gSA fo'ks"k.k;qä 'kCnksa }kjk mRikn
dk miHkksäk rd igqap cukuk vklku gksrk gSA

fØ;k vkSj fØ;k fo'ks"k.k;qä Hkk"kk dk mi;ksx
foKkiu esa dj miHkksäk ds [kjhnus ds O;ogkj dks
vkdf"kZr fd;k tk ldrk gSA ,Iiy dk fFkad fMQjsaVyh
(Think Differently)] ukbds (Nike) dk tLV Mw bV
(Just do It) vkSj ;wukbVsM dwdj dk [kkrs tkvks] [kkrs
tkvks vkSj ;wukbVsM ds xqu xkrs tkvks] tSls fØ;k rFkk
fØ;k&fo'ks"k.kksa dk mi;ksx dj vklkuh ls miHkksäkvksa
dks foKkiu ls tksM+k x;k gSA ,Iiy dk vyx lkspus
rFkk ukbds dk dj Mkyus dh vihy n'kZdksa dks lfØ;
djrh gSA

fu"d"kZ %

bl çdkj Hkk"kk dk lgh mi;ksx miHkksäk dks
mRikn ls HkkoukRed Lrj ij etcwrh ls tksM+rk gSA
n'̀; vkSj fMtkbu dk n'kZd ij Hkys gh xgjk çHkko
iM+rk gSA ysfdu Hkk"kk foKkiu dks miHkksäk ds fy,
Lej.kh; cukrh gS rFkk mUgsa xgjs esa çHkkfor djrh gSA
;g mRikn ds fy, ldkjkRed miHkksäk dks cukrh gSA
foKkiu esa miHkksäk dks çHkkfor djus ds fy, Hkk"kk dk
lgh mi;ksx Hkh ,d dkS'ky gksrk gS rFkk bl dkS'ky ds
lgh mi;ksx }kjk mRikn ds fy, miHkksäkvksa dh ,d
fo'kky la[;k fufeZr gksrh gSA blfy, Hkk"kk dh cktkj
rFkk foKkiu ds {ks= esa egÙoiw.kZ Hkwfedk gksrh gSA
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lanHkZ xzaFk %

v¸;j] fo'oukFk] ,u-] bZ- ¼1992½- vuqokn Hkk"kk vkSj leL;k- fnYyh %
Kku xaxk-

xxsZ'k] jfoUæ ,oa xksLokeh] dqekj] d̀".k ¼2007½- vuqokn ,oa Hkk"kkarj.k-
fnYyh % vksfj,.Vy y‚UxeSu-

xksihukFk] th- ¼2004½- vuqokn fl)kar vkSj ç;ksx- bykgkckn %
yksdHkkjrh çdk'ku-

xksLokeh] dqekj] d̀".k- ¼2008½- vuqokn foKku dh Hkwfedk- ubZ fnYyh %
jktdey çdk'ku-

frokjh] HkksykukFk- ¼1972½- vuqokn foKku- ubZ fnYyh % vkdkj çdk'ku-

fnudj] flag] jkeèkkjh- ¼2008½- laLdf̀r] Hkk"kk vkSj jk"Vª- ubZ fnYyh
% yksdHkkjrh çdk'ku-

èkou] eèkq- ¼2010½- foKkiu dyk- ubZ fnYyh % ok.kh çdk'ku-

'kekZ] dqeqn ¼2010½- foKkiu dh nqfu;k- ubZ fnYyh % çfrHkk çfr"Bku-

'kekZ] jkefoykl ¼2017½- Hkk"kk vkSj lekt- ubZ fnYyh % jktdey
çdk'ku-

lsëh] js[kk ¼2016½- foKkiu % Hkk"kk vkSj lajpuk- ubZ fnYyh % ok.kh
çdk'ku-
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fdlh Hkh fo"k; dk vkèkkj Kku gksrk gS vkSj
mlh Kku dks fo'kq) o O;ofLFkr :i esa fo|kFkhZ dks
nsdj mldk Kkuo)Zu djuk gh xq: o f'k{kk dk eq[;
mís'; gksrk gSA ;g f'k{kk fofHkUu ekè;eksa ls nh tkrh gS
tks mldh çfofèk;ka ;k fofèk;ka dgykrh gSaA bu f'k{k.k
çfofèk;ksa dk Lo:i gesa fHkUu&fHkUu dky esa vyx&vyx
:iksa esa ns[kus dks feyrk gSA pwafd fo"k; eq[; :i ls
fo'ofo|ky;h; laxhr f'k{kk dh f'k{k.k çfofèk ij vkèkkfjr
gS] vr% ;gka fofHkUu dky esa laxhr f'k{k.k çfofèk;ksa dh
ppkZ djrs gq, orZeku fo'ofo|ky;h f'k{k.k çfofèk o
mls vkSj vfèkd mUur cukus ds fy, lEHko ç;klksa dh
ppkZ dh tk;sxhA

laxhr f'k{k.k çfofèk

çkphu dky % xq#&f'k";&ijEijk

çkphu dky esa f'k{k.k dk Lo:i xq:&f'k";
ijEijk Fkk] ftlesa fo|kFkhZ xq#dqy esa jgdj xq: ds
lkfUuè; esa f'k{kk çkIr djrk FkkA ¼tSlk fd gesa jkek;.k
,oa egkHkkjr dh dFkkvksa es ns[kus dks feyrk gS fd ,d
fuf'pr vk;q ds i'pkr~ ckyd dk xq:dqy esa ços'k
gksrk Fkk] tgka og vU; fo"k;ksa ds Kku dks vftZr djus

fo'ofo|ky;h; laxhr f'k{kk esa f'k{k.k çfofèk o ubZ f'k{kk uhfr

MkW- 'osrk ds'kjh·

lkjka'k

Hkkjrh; laxhr dk bfrgkl mruk gh izkphu gS ftruk ekuo dh mRifÙk o fodkl dkA
QyLo:i Hkkjrh; laxhr ijEijk fo'o dh lcls izkphu ijEijk ekuh xbZ gS] tks vusd pj.kksa ls gksrs gq,
vkt gekjs le{k vius orZeku Lo:i dks izkIr gSA izkphu dky es f'k{k.k dk Lo:i xq:&f'k"; ijEijk
Fkh] ftlds vUrxZr xq: ds lkfUkè; esa jgdj f'k{kk izkIr dh tkrh FkhA laxhr&f'k{k.k dk Lo:i Hkh ;gh
Fkk] tks eè;dky esa ?kjkuk ds :i esa ifjofrZr gks x;kA fdUrq orZeku esa fo'ofo|ky; Lrj ij ikB~;Øe
esa laxhr fo"k; ds lekos'k ls laxhr ds {ks= eas ,d ØkfUr&lh vk x;hA pwafd esjk fo"k; eq[; :i ls
fo'ofo|ky;h; f'k{kk eas laxhr f'k{k.k dh fofHkUUk fofèk;ksa ij vkèkkfjr gSA vr% izLrqr fd;s tkus okys
izi= esa izkphu dky ls ysdj orZeku rd dh fofHkUUk f'k{k.k fofèk;kas o orZeku esa fo'ofo|ky;h; Lrj
ij mls vis{kkd̀r vfèkd izHkko'kkyh cukus gsrq dkSu&dkSu ls ifjorZu vis{kh; gS] bl ij ppkZ dh
tk;sxhA

eq[; 'kCn % laxhr f'k{kk] ubZ f'k{kk] f'k{k.k izfofèk] fo'ofo|ky;h; f'k{kk

izfofèk % f}rh;d ekè;eksa }kjk o.kkZRed ,oa leh{kkRed vè;;u fd;k x;k gS A

· izoDrk] xk;u foHkkx] fd'kksjh je.k efgyk LukrdksRrj egkfo|ky;] eFkqjkA

ds lkFk gh laxhr dh lkèkuk Hkh djrk FkkA½ fo|kFkhZ
tc rd xq:dqy esa jgrk] iwjh fu"Bk o yxu ds lkFk
laxhr dh lkèkuk djrk FkkA ̂ ^xq#dqy esa jgdj xq# dh
lsok djds dBksj vuq'kklu fu;fer ,oa la;fer thou
fcrkrs gq, ,oa lrr~ lkèkuk djrs gq, xq# }kjk nh xbZ
lEiw.kZ f'k{kk dks iwjk daBLFk djuk gh f'k{kk dk lkèku
Fkk A**1 laxhr&tSlk fo"k; tks ,d ekSf[kd dyk gS
dsoy xq: eq[k ls gh lh[kh tk ldrh gS] ds fy,
f'k{k.k dh ;g O;oLFkk fo|kfFkZ;ksa ds fy, lcls mÙke
O;oLFkk Fkh ftlesa le; dk dksbZ cUèku ugha gksrk FkkA
ogka laxhr dh lkèkuk fdlh y{; dks ikus gsrq u gksdj
LokuUn ds fy, dh tkrh FkhA

eè;dky % ?kjkuk&i)fr

çkphu dky dh xq:&f'k"; ijEijk us gh
eè;dky rd vkrs&vkrs ?kjkuk dk :i ys fy;k tks
xq#&f'k"; ijEijk dk gh FkksM+k ifjofrZr :i gSA
ih<+h&nj&ih<+h pyh vk jgh ijEijk gh ?kjkuk dgykbZA
çR;sd ?kjkuk dh viuh dqN fo'ks"krk,a gksrh gaS tks mls
nwljs ?kjkuksa ls vyx o fof'k"V cukrh gS rFkk ftlls
ml ?kjkus dh igpku gksrh gS] tSls&Lojksa o vkokt dk
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yxko] jkx dh c<+r] vkykipkjh o rku ysus dh <ax]
cfUn'kksa dh fo'ks"krk bR;kfnA çR;sd ?kjkus ds f'k";
vius xq: dh xk;dh dk vuqlj.k djrs gq, mUgas vius
esa vkRelkr~ djus dk ç;kl djrs gSaA os mu xq.kksa dks
viuh xk;dh esa bl rjg vkRelkr~ dj ysrs gSa fd
dsoy Jo.k ek= ls ;s crk;k tk ldrk gS fd veqd
O;fä veqd ?kjkus dk f'k"; gSA ?kjkuk&i)fr us Hkkjrh;
laLdf̀r dh vewY; èkjksgj ds laj{k.k esa vR;Ur gh
egÙoiw.kZ dk;Z fd;k gS ftlus gesa iaå vkse~dkj ukFk Bkdqj]
ia- Hkhelsu tks'kh o iaå tljkt tSls vusd laxhr jRu
fn;s gSaA

vkèkqfud dky % fo'ofo|ky;h f'k{kk

yxHkx 19 oha 'krkCnh ds mÙkjk)Z rFkk 20oha
'krkCnh ds çkjEHk esa tc laxhr dk ços'k ,d fo"k; ds
:i esa fofHkUu fo|ky;ksa o fo'ofo|ky;ksa ds ikBîØe
esa fd;k x;k ml le; laxhr ds {ks= esa ekuksa Økafr vk
xbZA bl dk;Z eas iaå fo".kq fnxEcj iyqLdj o iaå fo".kq
ukjk;.k Hkkr[k.Ms dk ;ksxnku vrqyuh; gS ftuds
vFkd ç;klksa ds QyLo:i 'kSf{kd fo"k; ds :i esa
laxhr dks loZçFke ikBîØe esa lfEefyr dj f'k{kk dk
vax cuk;k x;kA blds lkFk gh Lora=rk çkfIr ds
i'pkr~ Hkkjr ljdkj us Hkh laxhr ds fodkl dh vksj
è;ku fn;kA jsfM;ks] laxhr lEesyuksa o f'k{kk ds fy,
laxhr laLFkkvksa dh LFkkiuk dj muds fy, vuqnku dh
O;oLFkk dhA fofHkUu laLFkkvksa] tSls& laxhr ukVd
vdkneh] lkaLdf̀rd dsUæksa] egkfo|ky;ksa o fo'ofo|ky;ksa
esa laxhr fo"k; ds ços'k ds QyLo:i laxhr ls
tulkèkkj.k ykHkkfUor gqvkA eè;e oxhZ; ifjokj ls
vk;s os yksx ftuds fy, laxhr dh f'k{kk ysuk ,d
LoIu ek= Fkk] os Hkh vc laxhr ds fy, dk;Z dj jgh
fofHkUu futh laLFkkvksa rFkk fo|ky;ksa ,oa fo'ofo|ky;ksa
esa ços'k ds }kjk laxhr dh f'k{kk çkIr dj ldrs FksA
laxhr ds {ks= es ;g dk;Z loZçFke Hkkjr o"kZ dh
miyfCèk gS ftlus laxhr ds ç;ksxkRed ,oa fØ;kRed
nksuksa gh i{kksa dks ikBîØe esa lfEefyr fd;k x;k
ftldh ppkZ ,oa ljkguk ns'k&fons'k esa Hkh gqbZA orZeku
esa Hkkjr o"kZ esa laxhr ds fy, vusd laLFkk,¡ dk;Zjr gaS
o bls vkSj vfèkd mUur'khy cukus gsrq le;&le; ij
vusd laxhr&lEesyuksa o lsfeukjksa dk vk;kstu fd;k

tkrk jgk gSA

ifjorZu l̀f"V dk fu;e gSA xqtjrs oDr dh
ekufldrk ds lkFk gh lkFk f'k{k.k&O;oLFkk esa Hkh
ifjorZu gqvkA tks f'k{kk xq#&f'k"; ijEijk esa ,d
vewY; nku le>k tkrk Fkk eè;dky esa ml çof̀Ùk es
FkksM+h ladh.kZrk vk x;h vkSj orZeku esa rks çR;sd dyk
;k fo|k iw.kZr% vFkZiw.kZ gks xbZ ftldk ,dek= mís';
èkuksiktZu ek= jg x;k gS] ftlls laxhr Hkh vNwrk ugha
gSA fdUrq ;g bldk ,d i{k gS] bldk nwljk i{k ;g
gS fd fo'ofo|ky;ksa esa laxhr fo"k; ds ços'k ls laxhrKksa
o dykdkjksa dks ,d fn'kk feyh gS mudh vkfFkZd
fLFkfr esa lqèkkj vk;k gSA ftUgas lekt esa gs; dh nf̀"V
ls ns[kk tkrk Fkk vkt lekt esa mudh çfr"Bk c<+h gSA
laxhr fo"k; tks ?kjkusnkj f'k";ksa o muds ifjokjksa rd
gh lhfer gks x;k Fkk] og loZ tulqyHk gks x;kA
orZeku esa ns'k&fons'k ls izfro"kZ vusd fo|kFkhZ laxhr
dh f'k{kk ysus Hkkjr vkrs gSa ftlls ns'k&fons'k esa
Hkkjrh; laxhr dh [;kfr gks jgh gSA orZeku le; eas
vU; fo"k;ksa dh vis{kk laxhr lh[kus ds fy, fofHkUu
ns'kks ls vusd fons'kh ukxfjd Hkkjr vkrs gSa tks gekjs
fy, xoZ dh ckr gSA laxhr] tks Hkkjrh; laLdf̀r dh
vewY; èkjksgj gS] ftlds vkxs lEiw.kZ fo'o ureLrd gS
ml èkjksgj dks ;Fkk:i cuk;s o lqjf{kr j[kus ds fy,
gesa lnSo ç;Ru'khy jguk pkfg,A blh vewY; èkjksgj
ds laj{k.k dh fn'kk esa 21oha 'krh esa ubZ f'k{kk i)fr dk
inkiZ.k f'k{kk txr esa fd;k x;k ftldk eq[; mn~ns';
,d ,slh f'k{kk O;oLFkk dk gS ftlesa fo|kfFkZ;ksa dks
vkRefuHkZj vFkok LokoyEch cuk;k tk ldsA blh mn~ns';
ds fy, gh ubZ f'k{kk uhfr esa cgqfo"k;drk o lexzrk
ij ij fo'ks"k :i ls cy fn;k x;k gSA Hkkjr esa lexz
o cgqfo"k;d f'k{kk uhfr dh ijEijk izkphu dky ls jgh
gSA r{kf'kyk vkSj ukyank tSls fo'ofo|ky;ksa dh f'k{kk
O;oLFkk ns[kus ds lkFk gh ,sls vusd O;kid lkfgR; gSa
tks f'k{k.k O;oLFkk esa fo"k;ksa dh lexzrk ij izdk'k
Mkyrs gSaA ck.kHkV~V us dknEcjh esa 64 dykvksa ds Kku
dh ckr dghA bu 64 dykvksa esa u dsoy xk;u o
fp=dyk tSls fo"k; lfEefyr gSa vfirq oSKkfud {ks=
Hkh] tSls& jlk;u'kkL= vkSj xf.kr] O;kolkf;d {ks=]
tSls& c<+bZ dk dke vkSj diM+s flyuk] vkS"kfèk rFkk
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vfHk;kfU=d vkSj lkFk gh lkFk lEizs"k.k] ppkZ vkSj
okn&laokn djus dk O;kogkfjd dkS'ky Hkh lfEefyr
gSA ;g fopkj fd ekuoh; l̀tu ds lHkh {ks= dks dykvksa
ds :i esa ns[kk tkuk pkfg,] ;g Hkkjrh; fpUru dh nsu
gSA fofHkUu dykvksa ds Kku ds bl fopkj dks vkèkqfud
f'k{kk O;oLFkk esa fycjy vkVZl~ ds :i esa LFkku nsuk
,d vPNh igy gSA lHkh dykvksa dk y{; fuèkkZfjr gS A
laxhr lgt :i esa gekjs dkuksa rd igq¡p dj vewrZ
vkuUn dks izkIr djkrk gS A vFkkZr~ ^^tgk¡ vUrrksxRok
vU; dyk,¡ igq¡puk pkgrh gSa] ogk¡ laxhr igys ls
fLFkr gS A**2 blds lkFk gh] f'k{k.k O;oLFkk dks yphyk
cukus dk Hkh iz;kl ubZ f'k{kk uhfr esa fd;k x;k gS]
tSls& fdlh Hkh dkslZ ds nkSjku izos'k o fudkl dh
yphyh O;oLFkk o O;olk;ijd ikB~;Øe dk lekos'k
vkfn dqN iqjkuh uhfr;ksa esa cnyko dj ubZ O;oLFkk dks
LFkku nsus dk ,d ek= mn~ns'; gS& fo|kFkhZ dks vkRefuHkZj
cukuk o mldk lexz fodkl djukA fdUrq ubZ f'k{kk
uhfr ftu mn~ns';ksa dks ysdj py jgh gS mudh lkFkZdrk
laxhr fo"k; esa ns[kus dk iz;kl djsa rks og dgka rd
lkdkj gksrh nh[k jgh gS] ;g fopkj.kh; ckr gSA

okLro esa ;fn ge fopkj djsa rks vkt ftl
f'k{k.k O;oLFkk esa jgdj laxhr dh f'k{kk nh tk jgh gS
D;k og f'k{kk dk mís'; iwjk djus esa iw.kZ :i ls l{ke
gSA D;ksafd&lsesLVj O;oLFkk ds vUrxZr vkt fofHkUu
f'k{k.k laLFkkvksa esa laxhr dh 45 feuV ;k 1 ?k.Vs dh
d{kk esa xq: fdlh jkx dks 'kq: dj cfUn'k] vkyki]
rku vkfn ds ekè;e ls mldk Lo:i crkrk gS rFkk
3&4 d{kkvksa esa og ml jkx dks lekIr Hkh dj nsrk gSA
vkSj og dgha u dgha ,slk djus ds fy, ckè; Hkh gS]
tgka ubZ f'k{kk i)fr ds vUrxZr lsesLVj O;oLFkk esa
,d f'k{kd dks 6 ekg esa ikB~;Øe iw.kZ djuk gksrk gS
ogka i;kZIr le; ds vkHkko esa fo|kfFkZ;ksa ls vyx&vyx
lquuk o mudh =qfV;ksa dks nwj djuk Hkh lEHko ugha gks
ikrk gSA tgka u pkgrs gq, Hkh vkt f'k{kk o f'k{kd dh
igyh çkFkfedrk ikBîØe dks iwjk djuk cu x;k gSA
fdUrq fo'ofo|ky; Lrj ij f'k{kk dk ;g Lrj D;k
mfpr gS\ D;ksafd ;g f'k{kk dk og iM+ko gS ftlds ckn
,d fo|kFkhZ vius dks LFkkfir djus dk iz;kl djrk
gSA fdUrq esjs fopkj ls laxhr tSls vuUr lEHkkoukvksa
okys fo"k; dk ekxZ jkstxkj dh nf̀"V ls cgqr lhfer

gSA orZeku f'k{k.k O;oLFkk ds rgr ,d fo|kFkhZ ds
le{k tks ,dek= fodYi lkeus jg tkrk gS og gS
vè;kiu dkA pwafd çR;sd O;fä ds fy, fdlh ?kjkus ls
laxhr dh f'k{kk ysuk lEHko ugha gSA dkj.ko'k lekt
dk ,d cM+k oxZ f'k{kk gsrq iw.kZ :i ls fofHkUu ljdkjh
laLFkkvksa ij vkfJr gSA vr% f'k{k.k foHkkx esa fofHkUu
inksa ij dk;Zjr vfèkdkfj;ksa ,oa f'k{kd x.kksa dh ;g
ftEesnkjh ,oa drZO; curk gS fd os f'k{k.k ç.kkyh esa
lqèkkj gsrq laxhr f'k{k.k çfofèk;ksa o mlds {ks= esa mfpr
lqèkkj djsaA

esjs fopkj ls os dqN egRoiw.kZ fcUnq ftu ij
fopkj o lqèkkj dj ge viuh f'k{kk ç.kkyh dks vkSj
vfèkd mUur cuk ldrs gSa ;k ftudks è;ku esa j[kdj
f'k{k.k çfofèk esa lqèkkj fd;k tkuk vis{kh; gSA loZçFke
gesa bl ckr dk iw.kZ vkHkkl gksuk pkfg, fd fo'ofo|ky;
Lrj ij ;fn dksbZ fo|kFkhZ vius fo"k; ds :i esa laxhr
dk p;u djrk gS rks fuf'pr :i ls mldk y{;
laxhr ds {ks= eas gh dqN djus dk gksrk gSA vr% mldh
f'k{kk&nh{kk ml :i esa gksuh pkfg, ftlls og vius
y{; dks çkIr djus ds fy, iw.kZ :i ls ;ksX; cu ldsA
;g Hkh ckr è;ku nsus dh gS fd orZeku f'k{k.k ç.kkyh
gesa vkfFkZd :i ls lcy rks cuk ldrh gS fdUrq ,d
dykdkj ughaA ge ftrus Hkh dykdkjksa dks lqurs gSa os
fdlh&u&fdlh ?kjkuk ls laxhr dh rkyhe fy, gksrs
gS] ek= fo|ky;h f'k{kk ds ne ij mudk fodkl ,d
dykdkj ds :i esa ugha gks ikrk gSA orZeku esa lapkfyr
laxhr ds fofHkUu f'k{k.k laLFkku gesa fMxzh rks çnku dj
jgs gSa fdUrq og ;ksX;rk ugha tks ,d ?kjkuk ls lh[ks gq,
fo|kFkhZ esa gksrh gSA laxhr ds fØ;kRed Lrj dks Å¡pk
mBkus dk Js; fuf'pr :i ls ?kjkuk&i)fr dks gh
tkrk gSA fdUrq] izR;sd ds fy, ?kjkuk esa f'k{kk çkIr
djuk lEHko ugha gS ftlds vkHkko esa rks u tkus fdrus
gh ;ksX; fo|kFkhZ laxhr dh f'k{kk ls oafpr gh jg tkrs
gSaA vU; fo"k;ksa dh vis{kk laxhr ds fo|kFkhZ çk;% de
ns[kus dks feyrs gSaA bldk dkj.k ;g gS fd vU; fo"k;ksa
dh rqyuk esa laxhr fo"k; vis{kkdr̀ vfèkd [kphZyk gS
D;kasfd f'k{k.k laLFkkvksa esa nh tkus okyh f'k{kk iw.kZ :i
ls i;kZIr ugha gksrh fd ,d fo|kFkhZ ijh{kk esa xkus ,oa
Lo;a dks mlesa fuiq.k cuk lds ftlds fy, mls çkbosV
Dyklsl ij fuHkZj jguk iM+rk gSA lkFk gh] Nk=ksa dh
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la[;k esa deh dk ;g Hkh ,d cM+k dkj.k gks ldrk gS
fd lHkh fo'ofo|ky;ksa esa laxhr fo"k; miyCèk ugha gSA
laxhr ,d çk;ksfxd fo"k; gS ftldh f'k{kk fdlh
fdrkc ;k xzaFk ls ugha xzg.k dh tk ldrhA ;g ,d
,slh fo|k gS tks xq:eq[k ls gh lh[kh tk ldrh gS] vr%
d{kk esa i;kZIr le; u gksus ds dkj.k lHkh fo|kfFkZ;ksa
ij è;ku ns ikuk o muls vyx&vyx lqu dj gksus
okyh =qfV;ksa esa lqèkkj dj ikuk çk;% lEHko ugha gks ikrk
gSA vkt dh f'k{k.k ç.kkyh us laxhr dk {ks= cgqr gh
lhfer dj fn;k gS ftlesa ubZ lEHkkoukvksa dk ekxZ
[kksy ikuk lEHko ugha gSA laxhr ds ,d fo|kFkhZ ds
fy, dykdkj cuus ,oa vè;kiu ds {ks= esa tkus ds
vfrfjä vkSj dksbZ ekxZ 'ks"k gh ugha jg tkrk gSA
dykdkj cu ikuk rks çR;sd fo|kFkhZ ds fy, lEHko
ugha gS] vr% eq[; :i ls ,dek= vè;kiu dk {ks= gh
'ks"k jg tkrk gS ftls ikus ds fy, fo|kfFkZ;kas esa gksM+
eph gqbZ gSA blds lkFk gh lqn<̀+ vkèkkj dk vHkko Hkh
fo'ofo|ky;ksa esa fo|kfFkZ;ksa ds f'k{kk ds fuEu Lrj dk
çeq[k dkj.k gSA ;g gekjh f'k{kk&O;oLFkk dh lcls
cM+h [kkeh gS ftldk Hkqxrku fo|kfFkZ;ksa dks vius lEiw.kZ
f'k{k.k&dky esa djuk iM+rk gSA

lq>ko

okLro esa laxhr ,d fo"k; ugha vfirq ,d
dyk gS ftlesa Kku ds lkFk lkèkuk dk Hkh mruk gh
egRo gSA vr% bldh lekurk ge vU; fo"k;ksa ls ugha
dj ldrsA ;fn fopkj fd;k tk;s rks ;g ,d ,slh
dyk gS ftlds fy, xq#&f'k";&ijEijk ;k ?kjkuk i)fr
gh mi;qä gS fdUrq ubZ f'k{kk uhfr esa tks ,d egRoiw.kZ
ckr dgh x;h gS fd Integration of professional
education into higher education and high quality
of liberal education vFkkZr~ mPp f'k{kk esa O;kolkf;d
f'k{kk ds lkFk mnkj f'k{kk&uhfr ij cy nsuk ftlesa
fofHkUu fo"k;ksa dks ,d&nwljs ds lkFk tksM+rs gq, ubZ
lEHkkoukvksa dks vkSj vfèkd foLrkj fn;k tk;A blds
rgr ge laxhr fo"k; dks Hkh vU; fo"k;ksa ds lkFk
tksM+rs gq, O;olkf;d ǹf"V ls blds {ks= dks vkSj foLrkfjr
dj ldrs gSa tks bu f'k{k.k&laLFkkvksa esa gh lEHko gS]
tSls& laxhr dks esfMdy lkbal ls tksM+dj ^E;wftd
Fksjsih* dh lEHkkouk ns[k ldrs gSaA

^E;wft+d Fksjsih* ,d ,slk {ks= gS ftlesa
fpfdRlk txr esa laxhr ds ekè;e ls mipkj dj
mlds lQy ifj.kke dh vuUr lEHkkouk,¡ gSaA bl ij
dbZ lQy ijh{k.k Hkh fd;s tk pqds gSaA ,slk ugha gS fd
;s dkslZ ugha pyk, tk jgs fdUrq bl dkslZ dh tkudkjh
de gksus o izR;sd fo'ofo|ky; esa u gksus ds dkj.k
fo|kFkhZ blls vHkh Hkh vufHkK gSaA Hkkjr o"kZ esa ek=
,d&nks laLFkku gh ,sls gSa tks bl fo"k; esa dkslZ pyk
jgs gSaA tcfd blds foijhr ;g ,d ,slk {ks= gS ftlesa
dk;Z{ks= dh vuUr lEHkkouk,a ns[kh tk ldrh gSa] tSls&
Care Homes, Child Development Centres,
Community Spaces, Day Care Centres,
School and Nurseries, Prison Services vkfn A
nwljh rjQ] laxhr dks HkkSfrd foKku ls tksM+dj ns[ksa
rks ^lkm.M fjdkfMZax* Hkh ,slk {ks= gS ftlesa vikj
lEHkkouk,a gSaA blds vykok ijQkeZj] dEikst+j]
E;wft+d Mk;jsDVj] E;wft+d fØfVd] bosUV Iykuj]
fyfjfLkLV] lkm.M bathfu;j] FksjkfiLV] desUVsVj]
jsfM;ksa tkWdh] 'kks gksLV o tuZfyLV bR;kfn vusd
dk;Z&{ks= gSaA fdUrq] nqHkkZX;o'k laxhr fo"k; esa tks dkslZ
ljdkjh f'k{k.k&laLFkkuksa esa ,d fo|kFkhZ ds le{k gksrs
gSa os mUgas vfèkd ekxZ miyCèk ugha djk ikrs gSaA tcfd
blds foijhr Lukrd o ijkLukrd Lrj ij Hkh ;fn
budh d{kk,a pykbZ tk;saxh rks ,d fo|kFkhZ dks viuh
{kerk vkadus ds fy, i;kZIr le; feysxkA vr% laxhr
dh f'k{kk ml izdkj Hkh nh tkuh pkfg, ftlls ,d
fo|kFkhZ Lo;a dk vkdyu djrs gq, Lo;a dks ml ;ksX;
cuk ldsA

laxhr ds fØ;kRed i{k dh ckr dh tk;s rks
'kSf{kd laLFkkvksa esa laxhr fo"k; vk tkus ls ;g tu
lqyHk rks gks x;k gS fdUrq xk;u dk og Lrj ugha jg
x;k tks fdlh ?kjkuk ls lh[ks gq, fo|kFkhZ dk gksrk gSA
vr% ;fn ge fo'ofo|ky;h f'k{k.k&ç.kkyh dks ?kjkuk
dk :i nsus dk ç;kl djsa rks gesa fuf'pr :i ls dqN
lQy ifj.kke ns[kus dks feysaxsA QyLo:i gesa orZeku
fo'ofo|ky;h f'k{k.k çfofèk;ksa esa dqN ifjorZu djus
iMsa+xs] tSls& d{kk dks ?kjkuk dk :i nsrs gq, ;fn ,d
gh d{kk ds fo|kfFkZ;ksa dh f'k{kk ,d gh xq: ds lkfuè;
esa dh tk;s rks ,d fo|kFkhZ dks xq: dh xk;dh dk
vuqdj.k djus ,oa ,d f'k{kd dks viuh d{kk ds çR;sd
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fo|kFkhZ dh dfe;ksa o ;ksX;rk dks tkuus ds fy, i;kZIr
volj çkIr gksxkA fo|kfFkZ;ksa dh ;ksX;rk ds vuqlkj
;fn ,d gh d{kk ds fo|kfFkZ;kas dks vyx&vyx oxksaZ es
ckaV dj muds Lrj ds vuq:i mUgsa mlh çdkj dh
f'k{kk nh tk; rks fuf'pr rkSj ij dfe;ksa dks nwj djus
esa ,d f'k{kd vkSj fo|kFkhZ dks i;kZIr le; feysxkA
,d ?kjkuk dh igpku mldh dqN fo'ks"k fof'k"Vrkvksa
ls gksrh gS] tSls& Lojksa o vkokt dk yxko] vkykipkjh
dk <ax] jkx dh c<+r] y; dk dke] rkuksa ds iSVuZ
bR;kfn] tks mls nwljs ?kjkuksa ls vyx cukrh gSA ftl
rduhd dk vuqlj.k djrs gq, fj;kt djus ls dqN
le; i'pkr~ fo|kFkhZ mleas fuiq.k gks tkrk gS vkSj ;g
mldh xk;dh eas >ydus yxrk gS ftldk vkHkko geas
fo|ky;h; f'k{k.k fofèk;ksa esa ns[kus dks feyrk gSA vr%bl
deh dks nwj djus gsrq ikB~;Øe esa fj;kt ds rjhdksa
tSlh ewyHkwr ckrksa dk Hkh gksuk vko';d gSA ,d vPNh
çLrqfr gh ,d laxhr ds fo|kFkhZ dh lcls cM+h miyfCèk
gksrh gSA ftlds fy, mldk xk;u esa vPNk gksus ds
xq.kksa ds lkFk gh dqN rduhdh tkudkjh dk gksuk Hkh
vko';d gSA vr% f'k{k.k ds lkFk&lkFk fo|kfFkZ;ksa dks
çLrqfr&lEcUèkh ckrksa dh Hkh f'k{kk nh tkuh pkfg,]
tSls& viuh vkokt ds vuq:i ekbd lsfVax] o‚Y;qe
lsfVax rFkk xk;u dks vfèkd çHkko'kkyh cukus gsrq bdks
fMys] fjocZ tSlh rduhdh vaxks ds ç;ksxksa dk Kku
bR;kfnA le;&le; ij dk;Z'kkyk] O;k[;kukas ,oa lsfeukjksa
dk vk;kstu fd;k tkuk pkfg, ftlds ekè;e ls
fo|kfFkZ;kas ds Kku dk foLrkj gks ldsA lqfoèkk ds fy,
f'k{k.k esa oSKkfud midj.kksa dk Hkh ç;ksx fd;k tkuk
pkfg,A bu lc ds lkFk gh ,d vU; egRoiw.kZ ckr ;g
gS fd laxhr ,d çk;ksfxd fo"k; gS ftlesa Mhå E;wt
vFkkZr~ izk;ksfxd {ks= esa 'kksèk dh mikfè dk gksuk furkUr

vko';d gS D;ksafd lkèkkj.kr;k ;g ns[kk tkrk gS fd
tks cPps ç;ksx esa vPNs gksrs gSa mudk 'kkL= i{k mruk
çcy ugha gksrk gSA vr% ,sls fo|kFkhZ Mhå E;wt ds
ekè;e ls 'kksèk dj ldrs gSaA vkt ds le; dh fodV
leL;k gS fd 'kksèk ds dkj.k lHkh dk ç;ksx i{k detksj
gks x;k gSA vr% ml fLFkfr ls Hkh cpk tk ldrk gSA
;fn gesa fo'ofo|ky;h; Lrj ij laxhr f'k{k.k esa lqèkkj
djuk gS rks loZçFke gesa cqfu;kn vFkkZr~ laxhr dh
çkjfEHkd d{kkvksa dh f'k{k.k&O;oLFkk esa lqèkkj djuk gksxkA

fu"d"kZ %

,d ;ksX; xq: gh vius fo|kfFkZ;ks dks Hkh
;ksX; cuk ldrk gSA ge pkgs f'k{k.k çfofèk;ksa dks
fdruk gh vfèkd mUur dj ysa fdUrq mu çfofèk;ksa ds
ekè;e ls f'k{kk nsus okyk ;fn ;ksX; ugha gksxk rks lQy
f'k{kk dh dYiuk Hkh ugha dh tk ldrh gSaA tSlk fd
ge vkt ns[k jgs gSa fd ;wå thå lhå laLFkk tks
fo'ofo|ky;ksa eas f'k{kdksa dh fu;qfä ds fy, ekudksa dk
fuèkkZj.k djrh gS] mu fu;eksa ds vuqlkj dksbZ Hkh fo|kFkhZ
tks us'kuy ,fyftfcfyVh VsLV ¼usV½ mÙkh.kZ dj ysrk gS
og f'k{kd in gsrq ;ksX; cu tkrk gSA ;g ijh{kk laxhr
ds 'kkL= ¼fyf[kr½ i{k ij vkèkkfjr gksrh gSA fdUrq
laxhr fo"k; dk ;ksX; xq: cuus ds fy, ;g i;kZIr ugha
gSaA laxhr esa izk;ksfxd i{k Hkh mruk egRo dk gS
ftruk fd 'kkL=A vr% laxhr dk f'k{kd cuus gsrq
'kkL=&i{k ds lkFk lkFk mlds fØ;kRed&i{k dk Kku
gksuk Hkh vfr egRoiw.kZ gSA ;g ,d vfr egRoiw.kZ fo"k;
gS ftl ij fopkj fd;k tkuk vko';d gSA

lUnHkZ lwph %

1- _f"krks"k ¼MkW-½] dqekj] laxhr f'k{k.k ds fofoèk vk;ke] i-̀ 95

2- usgjax] MkW- iznhi nhf{kr] ^l* jl laxhr] i-̀ 113
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izR;sd dk;Z esa fuiq.krk gkfly djus ds fy;s
O;fDr dks fdlh&u&fdlh izdkj vusd leL;kvksa dk
lkeuk djuk gksrk gS] ijUrq laxhr&f'k{k.k ds {ks= esa
vkus okyh dsoy mu leL;kvksa ls voxr djkuk gS] tks
fdlh iq#"k dh vis{kk dsoy efgykvksa dks T;knk vkrh
gSA

;fn ge Hkkjrh; bfrgkl ij nf̀"Vikr djsa rks
gesa ns[kus dks feyrk gS fd Hkkjrh; efgykvksa us
ifjorZu'khy lkekftd ,oa lkaLdf̀rd ifjǹ'; ij vusd
mRFkku vkSj iru ns[ks gSaA dHkh mls nsoh] y{eh tSls
'kCnksa }kjk lEekfur dj lEcksf/kr fd;k x;k rks dHkh
mls lhek rd udkjrs gq;s frjLdr̀ Hkh fd;k x;kA
foxr dkyksa esa ftu efgykvksa us viuh cqf)] foosd ,oa
dyk dkS'ky ls bl pgkjnhokjh dks rksM+k gS] mUgsa
dkykUrj esa Hkkjrh; lekt us Lohdkj djrs gq;s uke
vkSj izflf) nsdj vUrr% ;'kksxku fd;k gSA buesa rkjk]
vfgY;k] thtkckbZ] pkanchch] y{ehckbZ] ljkstuh uk;Mw]

orZeku ifjizs{; esa efgykvksa dh leL;k,¡ ,oa lekèkku % laxhr ds lanHkZ esa

MkW- eerk ;kno·

lkjka'k

laxhr esa efgyk 'kfDr dh izsj.kk ds vusd :i gSa % dgha mins'kd ds :i esa] dgha nsoh ds :i
esa] dgha lkèkuk ds :i esa rks dgha izs;lh ds :i esaA orZeku le; esa ;g èkkj.kk gS fd efgykvksa dks
vktdy vfèkd egRo fn;k tk jgk gSA ;g iw.kZ :i ls Hkzked gS] ;fn ge bfrgkl ds iUus myVsa rks ik;saxs
fd efgykvksa dks èkkfeZd ,oa lkekftd {ks=ksa esa lnSo egRoiw.kZ LFkku fn;k tkrk FkkA ,slk dksbZ {ks= ugha
ftlesa fdlh efgyk dk ;ksxnku u jgk gksA Hkkjrh; n'kZu eas ukjh dks u dsoy 'kfDr] fo|k ,oa Kku dh
nsoh ds :i esa iwtk x;k gS] cfYd fo|k dh nsoh ek¡ ljLorh nsoh] ek¡ nqxkZ dk Hkh iwtu&vpZu ;g fl)
djrk gS fd Hkkjrh; lekt esa efgykvksa dk fof'k"V LFkku o Hkwfedk jgh gksxhA Hkkjrh; laLd̀fr lnk ls
gh vkn'kZ ,oa èkeZ dh ì"BHkwfe ij izokfgr gksrh jgh gS ftldk mn~ns'; lekt esa yksd dY;k.k ,oa
uSfrdrk LFkkfir djuk gSA

tc ge laxhr ds {ks= esa efgykvksa dh Hkwfedk ij fopkj djrs gSa] rks gesa ;g Kkr gksrk gS fd
izkphu dky ls gh ukjh vkSj laxhr dk cgqr xgjk lEcUèk jgk gSA orZeku esa efgykvksa dks laxhr lh[kus
esa tks leL;k,¡ vkrh gSa] og vusd :iksa esa ns[kk x;k gS] ijUrq efgyk;sa mu lHkh leL;kvksa ls yM+dj vkxs
c<+ jgh gSa vkSj ldkjkRed lksp o ifjorZu ds lkFk viuh lŸkk dks LFkkfir dj jgh gSaA

daqth 'kCn % laxhr] efgyk] leL;k] lekèkku] ifjfLFkfr;k¡] ifjorZu

izfof/k % iqLrdksa] if=dkvksa dk vè;;u fd;k x;k gS rFkk izkFkfed lzksr ds :i esa nSfud thou esa izkIr vuqHkoksa dk fo'ys"k.k
fd;k x;k gS A

· vflLVsUV izksQslj ¼flrkj½] xq#dqy dkaxM+h fo'ofo|ky;] gfj}kj

bfUnjk xk¡èkh] fdj.k csnh rFkk dbZ vU; mnkgj.k gekjs
lkeus gSaA blh Øe esa laxhr lh[kus gsrq lkekU; efgykvksa
dh leL;kvksa dh ckr dh tk;s rks ns[kus dks feyrk gS
fd eqxyksa ds vkØe.k ds i'pkr~ vFkok Lora=rk ds iwoZ
Hkkjr esa fo'ks"k :i ls mŸkj Hkkjr esa laxhr dk cgqr gh
vfèkd o fuEu Lrj rd gzkl gqvkA eqxyksa }kjk muds
'kks"k.k] vR;kpkj o laxhr ds izfr nqO;Zogkj ds dkj.k
laxhr dh fLFkfr cgqr uhps rd fxj xbZ] tks laxhr
bZ'oj dh mikluk rFkk ;ksx ds :i esa iwtk tkrk Fkk
og vc njckjksa ds uokcksa ,oa 'kkldksa dks [kq'k djus o
muds euksjatu dk lkèku cu pqdk FkkA blh dkj.k
lkekU; ifjokjksa dh efgykvksa ds fy;s laxhr dks lh[kuk
o xkuk&ctkuk oftZr gks x;kA1

Lora=rk izkfIr ds ckn laxhr dk izpkj&izlkj
Hkkjrh; laxhr txr ds nks egku laxhrK@foHkwfr ia-
fo".kq ukjk;.k Hkkr[k.Ms vkSj ia0 fo".kq fnxEcj iyq"dj
ds vFkd iz;klksa ds dkj.k laxhr vkt laLFkkxr vFkok
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fo|ky;] egkfo|ky;] fo'ofo|ky; f'k{k.k&fofèk esa
laxhr dk izpkj o izlkj rhoz xfr ls gksus ls laxhr vc
dsoy uokcksa ;k ckn'kkgksa dh èkjksgj ugha gS] vfirq
tu&lkekU; dh dyk cu xbZ gSA

bl izdkj] Lokra«;ksŸkj dky esa efgykvksa ds
fy;s laxhr f'k{kk ds izfr dqN èkkj.kk cnyhA lekt esa
fdlh Hkh ubZ lksp o èkkj.kk dks viukus esa oDr yxrk
gS blfy, dbZ n'kdksa ds mijkUr vkt tu&lkekU;
vkSj fo'ks"k dj efgykvksa us èkhjs&èkhjs laxhr f'k{kk xzg.k
djuk 'kq: dj fn;kA ;|fi bl ckr dks udkjk ugha
tk ldrk fd laxhr txr esa ,slh dbZ egku dykdkj
gqbZ gSa ftUgksaus vius dk;Z ls cgqr izflf) o yksdfiz;rk
dks gkfly fd;k ijUrq dbZ efgykvksa ds laxhr f'k{k.k
o lkèkuk esa :dkoV Mkyus okyh dqN futh ,oa lkekftd
leL;k,¡ Hkh fn[kykbZ nsrh gS] ftuls muds laxhr {ks=
esa viuh igpku o izflf) ikus esa vR;Ur dfBukbZ;k¡
vk;ha vFkok vkrh gSaA

Hkkjrh; lekt esa efgykvksa dh dbZ leL;k,¡
gSa] ijUrq ml leL;k esa izeq[k ,d ;g leL;k gS fd os
efgyk gSaA vius ifjokj rFkk iq#"k&izèkku lekt ds
izfr muds vusd nkf;Ro gksrs gSaA vr% ;g dguk xyr
ugha gksxk fd x̀gLFk thou dh iwjh ftEesnkfj;k¡ efgykvksa
dk nkf;Ro gaS ;k mudh detksjh gSaA lkekU; ifjokjksa
dh efgykvksa ds fy;s xg̀dk;Z dh ftEesnkfj;k¡ muds
laxhr&lkèkuk dks fuf'pr :i ls lhfer dj nsrh gSaA
,d efgyk vius fo'kky ân; ds dkj.k ,d iRuh] ek¡]
cgu dgykus esa Hkh vius dks xkSjokfUor vuqHko djrh
gSA2

ukjh pkgs fookfgr gks ;k vfookfgr] Hkkjr esa
ukjh dks ?kjsyw izk.kh le>k tkrk gSA gekjs eè;eoxhZ;
lekt es a x`gLFkh mldh lkèkuk es a thou ds
fdlh&u&fdlh le; O;oèkku mRiUu djrh gSA vkèkkjHkwr
f'k{kk u feyus ls og vius vUnj LokfHkeku vkSj vius
drZO;ksa ds izfr lpsr ugha gks ikrhA ;fn og oSokfgd
thou ls igys laxhr {ks= esa izfl) gks tk;s rks D;k og
viuh lkèkuk dks lrr cuk ldrh gS\ ;g ,d iz'uokpd
fpUg gSA vusd ,slh efgyk;sa gSa] tks fookg ds iwoZ
laxhr ds {ks= esa viuk ,d LFkku cuk pqdh Fkh] fookg
ds ckn mUgsa dsoy xf̀g.kh cudj gh lUrks"k djuk iM+k

vkSj ;fn ifr ,oa ifr&i{k ds lnL; vuqdwy gaS] rks
dfBukbZ de gksrh gSA ijUrq ,slk u gksus ij
fdlh&u&fdlh :i esa le>kSrk djuk gh iM+ tkrk gS
vkSj tc ifjokj c<+us yxrk gS] rks f'k'kq ds ykyu&ikyu
dk mŸkjnkf;Ro Hkh ml ij gh vk tkrk gSA efgykvksa
dh dqN 'kkjhfjd lhekvksa ds dkj.k f'k'kq&tUe ds
mijkUr laxhr&lkèkuk esa Hkh ckèkk mRiUu gksrh gSA ;fn
rhoz bPNk 'kfDr] yxu o iz;kl rFkk ifjokj dk
lg;ksx gks rks gh og iqu% laxhr dks thfor j[k ldrh
gS] vU;Fkk lEHko ugha gSA vxj ge nwljs ;k vU; {ks=ksa
ls rqyuk djsa rks laxhr ds {ks= esa vfèkd le;] ifjJe
,oa è;ku dh vko';drk gksrh gSA vr% xg̀LFkh esa vkus
ls dbZ izdkj dh leL;k,¡ mldh dyk&lkèkuk dks
izHkkfor dj ldrh gSA vfookfgr efgykvksa dks Hkh
laxhr lh[kus esa vusd leL;kvksa dk lkeuk djuk
iM+rk gSA loZizFke rks iq#"k&izèkku Hkkjrh; lekt esa
laj{k.k dh leL;k izeq[k :i ls ns[kus dks feyrh gSA
Lora= efgykvksa ls iq#"k oxZ dh vis{kk,¡ Hkh dqN vfèkd
gksrh gaS] lkFk gh vkfFkZd leL;k,¡ Hkh cgqr egRo j[krh
gSaA ,dkdh thou thus okyh rFkk vfookfgr efgykvksa
ds fy;s laxhr&lkèkuk dks tkjh j[kus gsrq vkfFkZd
vko';drk dh iwfrZ ds fy;s fdlh vU; O;olk; dks
djrs jguk xg̀LFkh ls Hkh vfèkd cM+h leL;k gks tkrh
gS vkSj Nk=kvksa ds fy;s laxhr dk {ks= vkfFkZd nf̀"V ls
Hkh ,d O;oèkku gSA

vU; f'k{kk&{ks= dh vis{kk laxhr&f'k{kk o
laxhr dk {ks= vfèkd [kphZyk gS vkSj ;fn ,d dykdkj
cuus dh bPNk gks rks f'k{kk xzg.k djuk vko';d gksrk
gSA gekjs lekt esa efgykvksa dks ysdj mld ifjokj esas
dU;k ds fookg esa vFkZ&O;; vfèkd gksxkA ;g lkspdj
Hkh viuh iq=h dks laxhr dh fofèkor~ f'k{kk ugha fnyk ikrsA

vkt lekt esa fnu&izfrfnu cykRdkj] gR;k,¡
rFkk vU; izdkj ls 'kks"k.k bR;kfn ns[kus o lquus dkss
fey jgh gSA ,slh ifjfLFkfr esa dksbZ Hkh ek¡&cki viuh
csfV;ksa dks ?kaVks ?kj ls ckgj jgdj laxhr&f'k{kk xzg.k
djus dh vuqefr ugha nsrs vkSj nsrs Hkh gSa rks vR;Ur
ladqfpr Hkko ls D;ksafd os bu lc ckrksa dh vuns[kh Hkh
ugha dj ldrsA laHkor% dqN ,slh efgykvksa dks NksM+dj
ftuds ?kjksa esas gh laxhr lh[kus dh O;oLFkk gksrh gS ;k
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gks ldrh gSA lkekU; ifjokj dh efgyk,¡ laxhr lh[kus
dh bPNk j[krs gq, Hkh bl laxhr foèkk ls oafpr jg
tkrh gSaA dkj.k ;gh gS fd vkt dh lkekftd ifjfLFkfr;ksa
esa ;g laHko ugha gks ldrkA3 ?kksj ladV gksrk gS
efgykvksa ds le{k A

^^laxhr ,d JO; dyk ¼lquus dh dyk½ vFkok
xq#eq[kh fo|k gSA blds fy;s xq#&f'k"; dk O;fDrxr
lEcUèk cgqr ?kfu"B ,oa dne&dne ij xq# dk ekxZn'kZu
feyuk cgqr t:jh gS rFkk tc rd fdlh xq# ds
lkfUu/; esa jgdj laxhr&lkèkuk u dh tk;s] dyk esa
oks Hkko ugha iSnk gks ikrk vkSj ,slh ifjfLFkfr esa laxhr
dh xgu o mPp f'k{kk ds fy;s tc rd fdlh ;ksX;
xq# ,oa mnkjfpŸk xq# dh 'kj.k esa cSBdj ̂xqj* u lh[kk
tk, rc rd laxhr dh xgjkb;ksa esa mrj ikuk eqefdu
ugha gSA ,sls xq# dk lkféè; feyuk Hkh HkkX; ls gh gks
ikrk gSA fo'ks"kdj fdlh efgyk dks ,sls mnkjfpŸk ,oa
;ksX; xq# dk vk'khZokn izkIr gksuk] dgrs gSa fd iwoZtUe
ds dqN cgqr vPNs dk;ksZa ds QyLo:i gh gks ldrk gSA
gekjs lekt esa izk;% ;g ns[kk x;k gS fd ekrk&firk o
ifjokj ds lnL; viuh csfV;ksa dks fdlh Hkh iq#"k ds
ikl laxhr f'k{kk xzg.k djus ds fy, Hkstus ls drjkrs
gSaA ;gk¡ ,d vkSj ckr lkeus vkrh gS fd lekt ds gj
{ks= esa dqN ,sls xq#tu Hkh ns[ks x;s gSa vkSj gSa ftUgksaus
vius leLr f'k";&f'k";kvksa dks vius iq= o iq=hor
:i esa laxhr dh f'k{kk ,oa mfpr ekxZn'kZu iznku djrs
jgrs gSaA ;|fi ;g dguk Hkh Bhd ugha gksxk] lcds
fy;s udkjkRed èkkj.kk j[kuk Hkh U;k;iw.kZ ugha gksxkA
dbZ ckj ns[kus dks ,slk feyrk gS fd dksbZ xq# viuh
f'k";k dks cgqr bZekunkjh o J)kiwoZd laxhr dh f'k{kk
nh] og ,d lq;ksX; f'k";k Hkh cuh vkSj mlds laxhr dk
fodkl mPp Lrj ij Hkh gks x;k rks mldh 'kknh gks
xbZ] fQj D;k\ og viuh laxhr&lkèkuk dks lrr j[k
ik;sxh\ vxj ifr&i{k dks laxhr dh dnz gS ;k laxhr
ds izfr yxko gS rc rks Bhd gS] vU;Fkk laxhr cgqr gh
ihNs NwV tkrk gSA ,sls esa ftl xq# us brus ifjJe ls
fo|k nh] mls cgqr nq%[k o fujk'kk dh vuqHkwfr gksrh gSA
,sls dbZ ifjokj tks fookg ds iwoZ laxhr dh ljkguk
dj jgs gksrs gSa] fQj fookg mijkUr laxhr ds izfr
vlfg".kq gks tkrs gSaA vkSj rks vkSj] laxhr&lkèkuk rd
cUn dj nsus dh lykg Hkh feyus yx tkrh gSA ,slh

cgqr&lh efgyk;sa ;k rks viuh ifjfLFkfr ls le>kSrk dj
ysrh gSa ;k mudk oSokfgd thou gh vlQy gks tkrk
gSA ;g Hkh efgykvksa ds fy;s cgqr gh cM+h leL;k gSA

dqN ,sls Hkh ifjokj gksrs gSa] tgk¡ efgykvksa dks
LosPNk ls dke djus dh vktknh o ifjokj dk iwjk
lg;ksx izkIr gksrk gSA eq>s Lo;a ;g cukus esa xoZ dh
vuqHkwfr gks jgh gS fd eSa Lo;a flrkj okfndk gw¡ rFkk esjs
ifjokj i{k dk lnSo lg;ksx izkIr gSA vfèkdka'k ifjokjksa
esa ;g lquus dks feyrk gS fd yM+dh tkr gS] eap ij
xk;sxh] ctk;sxh rks yksx o lekt D;k cksysaxs] rFkk dgha
bl dkj.k fookg esa dksbZ ckèkk u vk tk;sA**4

efgykvksa ds laxhr f'k{kk ,oa dykdkj cuus
esa ckèkk mRiUu gksus dk ;g Hkh dkj.k fn[kkbZ iM+rk gS
fd og dgha nwwj tkdj vPNs laxhrK ds ikl lh[k ugha
ldrhA ;s t:jh ugha gS fd gj 'kgj esa xq.kh o ?kjkusnkj
dykdkj gksaA ,slh ifjfLFkfr esa ifjokj ds lnL; mls
nwj Hkstuk ;k yEcs le; rd viuh vk¡[kksa ls vks>y
djuk ugha pkgrsA vxj iq#"k oxZ ds igyw dks Hkh ns[kk
tk; rks og nwj&njkt ds xq.khtuksa ds ?kj tkdj ;k ogk¡
jgdj laxhr f'k{kk izkIr dj ldrs gSa] ijUrq ,d efgyk
ds fy, vfèkdka'kr% ;g laHko ugha gks ikrk gSA

mijksDr lHkh ifjfLFkfr;k¡ ,d leku ugha gksrhA
lHkh efgykvksa dk lkaxhfrd 'kks"k.k gks] ;s t:jh ughaA
vxj ,slk gksrk rks véiw.kkZ nsoh] dsljckbZ dsjdj] tjhu
nk:okyk] flrkjk nsoh] xaxwckbZ gaxy] fxfjtk nsoh] MkW-
izseyrk 'kekZ] 'kj.k jkuh] MkW- ,u jkte~ bR;kfn vusd
efgyk dykdkj laxhr txr~ dks dgk¡ fey ikrhaA ;g
Hkh lR; gS fd bu fonq"kh efgykvksa dks nksuksa] fir&̀i{k
,oa ifr&i{k dk iwjk lg;ksx feyk gSA Hkjiwj lg;ksx]
lgh Kku rFkk lgh fn'kk lkaxhfrd lQyrk ds izFke
lksiku gSA5

lekèkku %

efgykvksa }kjk ok|&oknu ds vusd izek.k
izkIr gksrs gSa rFkk Hkkjrh; 'kkL=h; laxhr ds egRoiw.kZ
va'k Hkkjrh; fp=dyk esa] jkxekyk&fp= vkfn esa ns[kus
dks feyrk gSA blls ;g Kkr gksrk gS fd izkphu dky
esa efgyk,¡ ok|&oknu djrh FkhA ijUrq foMEcuk ;g gS
fd vkt ds orZeku le; esa Hkh yksx mUgsa laxhr dh
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vU; foèkkvksa dh Hkkafr 'khèkzrk ls Lohdkj ugha dj ikrsA
tSls fd igys ppkZ dh xbZ gS fd vktknh ds i'pkr~
laxhr txr~ ds nks ewèkZU; laxhrK ia- fo".kqukjk;.k
Hkkr[k.Ms ,oa ia- fo".kq fnxEcj iyqLdj ds vFkd iz;klksa
ds ckn tc laxhr dh fLFkfr cnyh rc efgykvksa us
:f<+;k¡ rksM+dj xk;u&oknu rFkk uR̀; lh[kuk rFkk
mUgsa eap ij izLrqr djuk vkjEHk fd;kA Lora=rk ds
ckn èkhjs&èkhjs efgykvksa ds thou esa cgqr lqèkkj vk x;k
gSA vkt efgyk;as leLr {ks=ksa esa viuh vyx&vyx
igpku cuk jgh gSaA laxhr ds {ks= esa Hkh efgyk dykdkj
fgEer] fo'okl] èkS;Z ,oa dfBu ifjJe ds }kjk viuh
,d igpku gh ugha cfYd mls O;olkf;d :i ls
viukdj mlesa mPp uke o LFkku Hkh cukus yxh gSaA
ns[kk tk; rks vkt ns'k&fons'k dh vusd laLFkkvksa]
egkfo|ky;ksa ,oa fo'ofo|ky;ksa bR;kfn esa efgykvksa
}kjk f'k{k.k&izf'k{k.k dk;Z lapkfyr fd;k tk jgk gSA
iq#"kksa dh vis{kk efgyk,¡ laxhr&lEcUèkh fo"k;ksa ij
vfèkd tksj ns jgh gSaA bl izdkj efgykvksa dh la[;k
fnu&izfrfnu c<+rh gh tk jgh gSA efgyk pkgs fookfgrk
gks ;k vfookfgrk] xg̀LFkh mldh lkèkuk esa thou ds
fdlh&u&fdlh iM+ko ij O;oèkku curh gSA fdUrq
n<̀+&ladYi 'kfDr ls izfrdwy ifjfLFkfr;ksa ij fot;
ikbZ tk ldrh gSA vkt efgyk;sa c<+&p<+ dj viuk
;ksxnku ns jgh gS] pkgs os fdlh Hkh {ks= esa gSaA6

orZeku ifjizs{; esa efgyk;sa vkt f'kf{kdk ds
:i esa] xzUFkdkj ds :i esa] laxhr vk;ksftdk ds :i esa]
jpukdkj ds :i esa] eaph; izn'kZu ds {ks= esa gekjs le{k
fn[kkbZ nsrh gSa vkSj Hkfo"; esa ;s Hkh lEHkkouk gS fd

efgyk;sa bu lc fo"k;ksa ij c<+&p<+ dj fgLlk ysa vkSj
blh izdkj efgyk,¡ vkxs vkrh jgha ,oa bl {ks= esa iq#"kksa
ds lkFk dUèkk&ls&dUèkk feykdj viuh lkFkZd Hkwfedk,¡
fuHkkrh jgha rks fuf'pr :i ls lQyrk izkIr dj
ldsaxhA

fu"d"kZ %

;|fi vkt le; vkSj ifjfLFkfr;k¡ cny pqdh
gSaA vkèkqfud lekt dh Lora= ekufldrk ,oa iq#"kksa dh
ldkjkRed lksp gh gS] fd fdlh&u&fdlh :i esa dgha
firk ds :i esa] f'k{kd ds :i esa rFkk thoulkFkh ds
:i esa bu efgykvksa dks izksRlkgu ,oa eukscy izkIr gks
jgk gSA vkt efgyk dykdkjksa ds fodkl gsrq fofHkUu
laLFkkvksa }kjk Hkh vusd iz;kl fd;s tk jgs gSaA ,sls dbZ
vusd dk;ZØeksa dk vk;sktu fd;k tk jgk gS ftlesa
flQZ efgyk;sa gh izfrHkkfxrk dj jgh gSaA bu lHkh
ldkjkRed lksp o ifjorZu ls vkt efgyk;sa vU; {ks=ksa
esa gh ugha vfirq laxhr {ks= esa Hkh [;kfr izkIr dj jgh
gSaA

lUnHkZ lwph %

1- xxZ] y{ehukjk;.k] ¼la-½ laxhr if=dk] efgyk laxhr vad]
tuojh&Qjojh 1986] i-̀la- 76&78

2- ogh

3- ogh] i-̀la- 80

4- f}osnh] iwf.kZek] Bqejh ,oa efgyk dykdkj] vuqHko ifCyf'kax
gkml] izFke laLdj.k 2009] bykgkckn] i-̀la- 116

5- ogh] i-̀la- 117

6- laxhr if=dk] efgyk vad] Qjojh 2010] i-̀la- 89



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 372º

ifjp;

orZeku esa lksgjkbZ fp=dyk fdlh ifjp; dk
eksgrkt ugha gSA bldh ,d vyx igpku gS A blesa
i’kq&i{kh] lkai ds vykok dey vkSj ikS/kksa dh vk—fr;ksa
ds fy, Hkh tkuk tkrk gSA fp=ksa esa vDlj xHk Zorh
i’kq&if{k;ksa dks fn[kk;k tkrk gSA pwtksa vkSj eqfxZ;ksa dks
vDlj ,dlkFk fpf=r fd;k tkrk gS] tcfd vkM+w ds cPpksa
dks vDlj eksjuh ds lkFk fpf=r fd;k tkrk gSA lksgjkbZ
dh isafVax ekrl̀ÙkkRed çrhdksa ls Hkjk gSaA çkdf̀rd feêh
ds xs: jax dk] lky ds isM+ dh pckus okyh Vgfu;ksa dk
mi;ksx isaV] cz’k ds :i esa fd;k tkrk gSA i"̀BHkwfe cukus
ds fy, lwrh diM+s dk mi;ksx fd;k tkrk gSA yky xs:
;k xs#vk feêh] ihyk xs: ;k fiyk feêh] eSaxuht ;k filk
gqvk dks;yk ;k dkyh feêh] vkSj lQsn feêh ;k nw/kh pjd
feêh pkj jax gSa ftudk mi;ksx fd;k tkrk gSA ;g gesa
laFkkyksa dh laL—fr ls Hkh voxr djrk gSA

fo’ys"k.k

lksgjkbZ dyk ,d vkfnoklh dyk gSA bldk
çkjaHk gtkjhckx ftyk ds ckne {ks= esa dbZ o"kZ iwoZ gqvk

lksgjkbZ fp=dyk ,oa laL—fr

flrsUæ jatu flag·

'kks/k lkjka’k

Hkkjr esa tula[;k dh –f"V ls xksaM vkSj Hkhy ds ckn rhljk lcls cM+k vkfnoklh leqnk;
^laFkky* gS A lksgjkbZ fp=dyk laFkky leqnk; dh gh fp=dyk gS A >kj[kaM esa lksgjkbZ dyk dk egÙo
çkphu le; ls jgk gSA ijaijkxr :i ls ?kj dh efgyk,a lksgjkbZ dh Nqêh ds nkSjku vius ?kjksa dh feêh
dh nhokjksa ij isafVax djrh gSa A isafVaXl ekr ̀lÙkkRed ijaijk dks n’kkZrh gSa ftlesa dyk dk :i mudh
ekrkvksa }kjk csfV;ksa dks fojklr ds :i esa fn;k tkrk gS A  bl rjg bu fp=ksa dk ,d çeq[k fo"k;
ek¡&cPps dk ca/ku gSA lksgjkbZ fp=ksa esa nhokjksa dh ì"BHkwfe feêh ds ewy jax dh gksrh gSA ml ij dRFkbZ
jky] xksan ¼dSvksyhu½ vkSj dkys ¼eSaxuht½ jaxksa ls vkd̀fr;k¡ cukbZ tkrh gSaA lksgjkbZ ioZ] nhokyh ds rqjar
ckn] Qly dVus ds lkFk euk;k tkrk gSA laFkky vkjEHk ls gh —f"k&dk;Z cSyksa] HkSlksa ds ek/;e ls gh
djrk vk;k gS] blfy;s bl ioZ esa ekrk y{eh dh rjg i’kqvksa dh iwtk dh tkrh gS vkSj /ku&laifÙk dh
òf) dh dkeuk dh tkrh gSA lksgjkbZ isafVax dh lcls cM+h fo’k"krk ;g gS fd ;g ,d xk¡o ls nwljs xk¡o
vkSj ,d leqnk; ls nwljs leqnk; esa fHkUu&fHkUu gksrh gSaA

cht 'kCn % lksgjkbZ dyk] feêh dh nhokjksa] vkfnoklh dyk] nslt nqf/k ekVh] òf) ea=] [kqVk ca/ku vuq"Bku

izfof/k % f}rh;d ek/;eksa ds vfrfjDr yksd&O;ogkj ls izkIr tkudkfj;ksa dks 'kkfey fd;k x;k gS A

· lgk;d çk/;kid] –’; dyk] f’k{kk’kkL= esa Lukrd foHkkx] efgyk d‚yst] pkbZcklk] i- flagHkwe] >kj[k.M]

FkkA igkfM+;ksa dh xqQkvksa esa bl dyk ds çek.k ns[ks tk
ldrs gSaA ckne jktkvksa us bl dyk dks dkQh çksRlkfgr
fd;k FkkA nqHkkZX;o’k bl dyk ds çfr mis{kk ls blds
vfLrRo ij ladV vk x;k gSA jkT; ds vkfnoklh cgqy
{ks=ksa esa lksgjkbZ ioZ ds nkSjku nslt nqf/k ekVh ls lts
?kjksa dh nhokjksa ij efgykvksa ds gkFkksa ls cus lksgjkbZ
dyk vc de ns[kus dks feyrh gSA nqf/k ekVh dh txg
vc pwus dk mi;ksx gksrk gSA blds dykdkj vkSj bls
tkuusokys yksxksa dh la[;k orZeku esa cgqr de jg x;h
gSA gtkjhckx ftyk ds cM+dkxkao ç[kaM dh jgusokyh
:De.kh dk dguk gSa fd ;g dyk eSaus viuh eka ls
lh[kh Fkh vkSj eka us viuh eka lsA os crkrh gS fd vkt
bl dyk dks lh[kuk rks nwj] yksx bls tkurs rd ugha
gSaA :De.kh ds vuqlkj] vkfnoklh laL—fr esa bl dyk
dk egÙo thou esa mUufr ls fy;k x;k Fkk] blfy,
bldk mi;ksx nhikoyh vkSj 'kknh&fookg tSls voljksa
ij fd;k tkrk Fkk ftlls /ku vkSj oa’k dh of̀) gks
ldsA bl dyk ds ihNs ds bfrgkl dks yksx tkurs rd
ugha gSaA ckne jkt esa tc fdlh ;qojkt dk fookg gksrk
Fkk vkSj ftl dejs esa ;qojkt viuh uofookfgrk ls
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igyh ckj feyrk Fkk ml dejs dh nhokjksa ij ;knxkj
ds fy;s dqN fpà vafdr fd;s tkrs FksA ;s fpà lQsn
feêh] yky feêh] dkyh feêh ;k xkscj ls cuk;s tkrs
FksA blesa dqN fyfi dk Hkh bLrseky fd;k tkrk Fkk
ftls ̂ of̀) ea=* dgrs FksA ckn esa fyfi dh txg dyk—
fr;ksa us ys yh ftlesa Qwy] ifÙk;ka ,oa ç—fr ls tqM+h
phtsa 'kkfey gksus yxhaA bUgha fpUgksa dks ckn esa lksgjkbZ
dyk ds :i esa tkuk tkus yxkA /khjs&/khjs ;g dyk
jktkvksa ds ?kjksa ls fudydj iwjs lekt esa QSy x;hA
bl fp=dyk esa uSlfxZd jaxksa dk mi;ksx fd;k tkrk
gSA >kj[kaM ds vusd ftyksa esa lksgjkbZ dh ijaijk jgh
gSA bl volj ij vkfnoklh vius ?kj dh nhokjksa ij
fp= cukrs gSaA lksgjkbZ ds fnu xk¡o ds yksx i’kqvksa dks
lqcg taxy dh vksj ys tkrs gSa ,oa vijkà esa mudk
vius }kj ij Lokxr djrs gSaA bl Øe esa os vius ?kj
ds }kj ij vfjiu dk fp=.k djrs gSaA vfjiu Hkwfe ij
fd;k tkrk gSA tehu dks lkQ dj ml ij xkscj dk
ysi yxk;k tkrk gSA fQj pkoy ds vkVk ls cus ?kksy
ls vfjiu dk fp=.k fd;k tkrk gSA T;kferh; vkdkj
esa cus bu fp=ksa ij pydj i’kq ?kj esa ços’k djrs gSaA
;g fp=.k Hkh ?kj dh efgykvksa ds }kjk gh fd;k tkrk
gS A pckus okyh Vgfu;ksa dk mi;ksx isaV cz’k ds :i esa
fd;k tkrk gS] tcfd diM+k ds fpFkM+ksa dk mi;ksx csl
dksV yxkus ds fy, fd;k tkrk gSA

bLdksj‚d dyk ds :ikaduksa vkSj LFkkuh; yksxksa
ds vkoklksa dh nhokjksa ij fpf=r fp=ksa ds chp ,d
vthc lekurk dh [kkst dh xbZA mUgksaus nks voljksa
ij isafVax cukbZa& ,d cjlkr ds ekSle ds ckn vkSj
Qly ds ekSle ls igys] vkSj nwljh 'kkfn;ksa ds nkSjkuA
cjlkr ds ekSle ds ckn cukbZ xbZ isafVax] fo’ks"k :i ls
fnokyh ds fganw R;ksgkj ds vklikl] ̂ lksgjkbZ* ds :i esa
tkuh tkrh Fkh] tcfd fookg ds vklikl cukbZ xbZ
isafVax ^dksgcj* ds :i esa tkuh tkrh FkhA

lksgjkbZ isafVax dk fuekZ.k

laFkkyksa dh tula[;k Hkkjr esa 1-5 djksM+ gSA
bl leqnk; dk lcls cM+k R;ksgkj lksgjkbZ ioZ gSA lksgjkbZ
dk vFkZ gS c/kkbZ ;k 'kqHkdkeukA ;g mRlo >kj[kaM ds
vykok vle] fcgkj] mM+hlk] i-caxky] f=iqjk] es?kky; vkSj
fetksje esa Hkh euk;k tkrk gSA Hkkjr ds ckgj usiky vkSj

ckaXyk ns’k esa Hkh lksgjkbZ ioZ euk;k tkrk gS A cjlkr dk
ekSle lekIr gksus vkSj /kku dh Qly dk ekSle 'kq:
gksus ds ckn] i’kq/ku dks /kU;okn nsus ds fy, lksgjkbZ dk
mRlo euk;k tkrk gSA lksgjkbZ fnol fnokyh ds fganw
mRlo ds Bhd ,d fnu ckn vkrk gSA mlh fnu] fganw
xkso/kZu iwtk dk R;ksgkj eukrs gSa] tks eosf’k;ksa dk Hkh lEeku
djrk gSA bl mRlo dk egRo bruk gS fd bl R;ksgkj ds
fy, feêh ds ?kjksa dks feêh ls jaxk tkrk gS ftls vc lksgjkbZ
isafVax ds :i esa tkuk tkrk gSA dqN tu&tkfr;ksa ds fy,]
mudk mi;ksx dsoy ltkoV ds fy, fd;k tkrk gS] ysfdu
nwljksa ds fy,] os tkuojksa ds nsorkvksa dk lEeku djus dk
,d rjhdk gSaA ijaijkxr :i ls]isafVax ?kj dh efgykvksa
}kjk cukbZ tkrh gSaA >kj[kaM ds gtkjhckx ftys ds Hksyokjk
xkao esa lcls 'kkunkj lksgjkbZ R;ksgkj euk;k tkrk gSA
lksgjkbZ isafVax feêh ds ?kjksa dks lq’kksfHkr djrh gSaA muds
cSy dh ihB ij] ;k lksgjkbZ ?kksM+k] tSlk fd bls LFkkuh;
Hkk"kk esa tkuk tkrk gS] eosf’k;ksa ds nsork ;k i’kqifr dks
n’kkZ;k x;k gS] ftUgsa fganw Hkxoku f’ko dk ,d laLdj.k
dgk tkrk gSA eosf’k;ksa dks lqcg&lqcg [ksrksa esa ys tk;k
tkrk gS vkSj xkao ds rkykc esa lkQ fd;k tkrk gSA tc os
okil ykSVrs gSa rks mUgsa ekykvksa] flj ij flUnwj vkSj iwjs
'kjhj ij vkSipkfjd ?ksjs ls ltk;k tkrk gSA mUgsa vkjrh
fn[kkbZ tkrh gS vkSj ?kj esa ys tk;k tkrk gS] tgka os pkoy
ds vkVk vkSj ikuh ls cus] gkFk ls cuk, x, pØksa ij dne
j[krs gSaA [kwaVk ca/ku vuq"Bku vxys fnu gksrk gSA eosf’k;ksa
dks ,d [kaHks ls cka/k fn;k tkrk gS vkSj mudh rkdr dk
ijh{k.k fouksnh vankt esa lw[ks peM+s dh pknj ls muls
cpdj fd;k tkrk gSA ,slk ekuk tkrk gS fd eos’kh ftruh
vf/kd tksjnkj çfrfØ;k djrk gS] og mruk gh vf/kd
'kfä’kkyh gksrk gSA ;g lekjksg dqN LFkkuksa ij çfr;ksfxrk
dk :i Hkh ys ldrk gSA ;g R;kSgkj yxHkx 2&3 fnuksa
rd pyrk gSA

lksgjkbZ isafVax cukus dh çfØ;k

lksgjkbZ isafVax ds fp=ksa esa jax ds fy;s çk—
frd feêh ds xs: dk mi;ksx fd;k tkrk gS] tks {ks= esa
vklkuh ls miyC/k gSA lky ds isM+ dh pckus okyh
Vgfu;ksa dk mi;ksx isaV cz’k ds :i esa fd;k tkrk gSA
i"̀BHkwfe cukus ds fy, lwrh diM+s dk mi;ksx fd;k
tkrk gSA yky xs: ;k xs#vk feêh] ihyk xs: ;k fiyk
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feêh] eSaxuht ;k filk gqvk dks;yk ;k dkyh feêh]
vkSj lQsn feêh ;k nw/kh pjd feêh pkj jax gSa ftudk
mi;ksx fd;k tkrk gSA xs:] yky vkSj ihys nksuksa]
LFkkuh; :i ls çkIr fd, tk ldrs gSa ;k igkfM+;ksa vkSj
igkM+h ufn;ksa esa ik, tk ldrs gSaA mfpr LFkkuksa ij
[kqnkbZ djus ls ihyk xs: çkIr gksrk gS] tcfd igkM+h
ufn;ksa ls gsesVkbV ds :i esa yky xs: çkIr gksrk gSA
dks;yk [knkuksa ds vklikl] dkyh feêh eSaxuht ds :i
esa ikbZ tkrh gS] ;k ;fn og miyC/k ugha gS] rks bl
mís’; ds fy, dks;ys dk ikmMj cuk;k tkrk gSA pwuk
iRFkj dh [knkuksa ls lQsn feêh fudkyh tkrh  gSA

lksgjkbZ fp=dyk esa vk—fr;k¡

lksgjkbZ isafVax dh lcls cM+h fo’ks"krk ;g gS fd
os ,d xk¡o ls nwljs xk¡o vkSj ,d leqnk; ls nwljs leqnk;
esa fHkUu gksrh gSaA bLdks xkao dh lksgjkbZ isafVax HksyokM+k
xkao dh lksgjkbZ isafVax ls vyx gS] tcfd lgsnk xkao dh
lksgjkbZ isafVax vU; nks ls vyx gSaA ;g jkT; Hkj ds vU;
leqnk;ksa es a Hkh lp gSA dykdkj vkerkSj ij vius
vkl&ikl tks ns[krs gSa] mls fpf=r djrs gSa] blfy, ge
eSnkuksa ij vf/kd Qwyksa vkSj if{k;ksa dh vk—fr;k¡ ns[krs
gSaA <yku okys bykds esa vf/kd taxyh tho ik, tkus dh
laHkkouk gSA pw¡fd ;s isafVax ek¡ ls csfV;ksa dks gLrkarfjr gksrh
gSa] tc ,d yM+dh dh 'kknh nwljs xk¡o esa gksrh gS] rks og
vius lkFk viuh dyk ykrh gS] vkSj ge dHkh&dHkh ,d
gh leqnk; ds Hkhrj Hkh fofHkUu çdkj dh isafVax ns[krs gSaA
ç—fr] ekr̀lÙkk] fla/kq ?kkVh ds çrhdksa vkSj fcuk fdlh fo’ks"k
egRo okys vewrZ fp=.k lksgjkbZ isafVax esa lcls vke fo"k;
gSaA HksyokM+k xk¡o vius fla/kq ?kkVh :ikaduksa ds fy, tkuk
tkrk gS] lgsnk xk¡o vius i’kq&fp=ksa ds fy, tkuk tkrk
gS] vkSj bLdks xk¡o vU; phtksa ds vykok vius dey vkSj
ikS/kksa dh vk—fr;ksa ds fy, tkuk tkrk gSA fp=ksa esa vDlj
xHkZorh i’kq&if{k;ksa dks fn[kk;k tkrk gSA pwtksa vkSj eqfxZ;ksa
dks vDlj ,d lkFk fpf=r fd;k tkrk gS] tcfd vkM+w
ds cPpksa dks vDlj eksjuh ds lkFk fpf=r fd;k tkrk gSA
lksgjkbZ dh isafVax ekrl̀ÙkkRed çrhdksa ls ifjiw.kZ gSaA

lksgjkbZ dyk dk orZeku ifj–’;

Jh cqyq beke dh varjkZ"Vªh; çn’kZfu;ksa ds
ifj.kkeLo:i bu fp=ksa dks varjkZ"Vªh; [;kfr çkIr gqbZ]

fQj Hkh os vius gh ns’k esa vKkr jgsA gtkjhckx esa
rSukr lhvkjih,Q dehZ Jh eqUuk flag us ^isaV ekbZ
flVh* igy 'kq: dh] ftlls mUgsa LFkkuh; yksdfç;rk
gkfly djus esa enn feyhA ckn esa] ftyk ljdkj us
bl –f"Vdks.k dks viuk;k vkSj bu dyk&:iksa dks 'kgj
dh nhokjksa ij fpf=r fd;k tkus yxkA tc gekjs
ekuuh; ç/kkuea=h Jh ujsaæ eksnh us uofufeZr jsyos
LVs’ku dk mn~?kkVu djus ds fy, gtkjhckx dk nkSjk
fd;k] rks mUgksaus cgqr t:jh jk"Vªh; /;ku vkdf"kZr
fd;kA mUgksaus 'kgj dh nhokjksa vkSj jsyos LVs’ku ij ;s
fHkfÙk fp= ns[ksA vius lkIrkfgd jsfM;ks 'kks eu dh ckr
esa mUgksaus bu isafVaXl ij ppkZ dhA rc ls] bu dk;ksaZ us
jk"Vªh; Lrj ij /;ku vkdf"kZr fd;k gS] dqN vH;kl
dykdkjksa dks dbZ dyk f’kfojksa esa Hkkx ysus ds fy,
vkeaf=r fd;k x;k gSA isaV ekbZ flVh* vfHk;ku jkT;
Hkj ds vU; 'kgjksa esa QSy x;k] vkSj gj ftyk viuh
nhokjksa ij lksgjkbZ dks fpf=r djus ds fy, bruk
mRlqd Fkk fd bldh oS;fädrk [kk s xbZ FkhA
xSj&ikjaifjd lksgjkbZ dykdkjksa us vf/kdka’k {ks=ksa esa
iSVuZ vkSj jax la;kstu dks viuh le>] LFkku] le;
vkSj muds ikl ekStwn /ku ds vuqlkj cny fn;kA bl
dyk :i ds çkdf̀rd vkokl esa thfor jgus dh jkg esa
nks cM+h ck/kk,¡ gSaA igyk gS ^^fodkl^^] ftlesa feêh dh
>ksifM+;ksa dh txg vk/kqfud daØhV ds edkuksa us ys yh
gS] vkSj nwljk gS dks;yk [kuu ds dkj.k xk¡o dk
foLFkkiuA nqHkkZX; ls] nksuksa esa ls dksbZ Hkh dHkh [kRe
ugha gksxkA dbZ dykdkjksa us vH;kl djuk can dj
fn;k gS] vkSj dbZ ,slk djus dh jkg ij gSaA ekrk,a
viuh csfV;ksa dks ;s isafVax fl[kkus dh ijaijk NksM+ jgh
gSa D;ksafd mUgsa buesa dksbZ ewY; ugha fn[krkA bl [kwclwjr
lkaL—frd ijaijk ds vfLrRo dks lqfuf’pr djus dk
,dek= rjhdk bl dyk dks çksRlkfgr djuk gSA bu
fp=ksa dks] ftUgsa muds çk—frd vkoklksa ls ckgj /kdsyk
tk jgk gS] thfor jgus ds fy, u, ?kjksa dh vko’;drk
gSA bu fp=ksa dks gky gh esa HkkSxksfyd ladsr çkIr gqvk
gS] tks mUgsa vk’kk nsrk gS] ysfdu dsoy vk’kk gh ijaijkvksa
dks dk;e ugha j[krh] blds fy, dkjZokbZ gksrh gS vkSj
gesa rqjar dkjZokbZ djuh pkfg,!

iqujfi] >kj[kaM dh lksgjkbZ dyk dh ppkZ
vc iwjs ns’k&nqfu;k esa gksus yxh gSA ̂in~eJh* cqyw beke
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us nqfu;k ds dbZ ns’kksa esa çn’kZuh yxkdj bls jk"Vªh;
vkSj varjkZ"Vªh; igpku fnykus esa egRoiw.kZ Hkwfedk fuHkkbZA
ogha vc muds iq= tfLVu beke vkSj cgq vydk beke
dh vksj ls bl yksd dyk dks c<+kok nsus ds fy, ,d
lsaVj dh Hkh LFkkiuk dh xbZ gSA lksgjkbZ dyk lsaVj esa
ubZ vkSj ;qok ih<+h dks çf’k{k.k nsus dk ftEek vydk
beke laHkky jgh gSaA efgyk,a vc nhokjksa ds lkFk gh
Vh&’kVZ] cSx] f[kykSuksa vkSj vU; oLrqvksa esa dyk—fr;ka
cuk jgh gSa ftlds dkj.k {ks= esa vkus okys i;ZVd
muds gLrf’kYi mRikn dh [kjhnkjh dj jgs gSA

lksgjkbZ dyk dh çkphurk

bldh çkphurk ds ckjs esa 1991 esa cM+dkxkao
ds fudV bLdks taxy fLFkr ,d xqQk ls feyh iRFkjksa
esa cus 'kSyfp= dk v/;;u djus ds irk pyrk gS fd
;g djhc 10 gtkj lky iqjkuh gSA 'kSyfp= Hkh lksgjkbZ
dyk dk ,d mnkgj.k gSA j‚d vkVZ dks ns[kus ls irk
pyrk gS fd bl bykds esa lksgjkbZ dyk Hkh gtkjksa
lky iqjkuh jgh gksxhA >kj[kaM ds lksgjkbZ&dksgcj
fp=dyk dh /ked vc fons’kksa esa Hkh gS- nhikoyh vkSj
'kknh&fookg ds ekSds ij dh tkusokyh >kj[kaM dh bl
fof’k"V fp=dkjh dks fiNys lky T;ksxzkfQdy bafMds’ku
¼Geographical indication½ VSx gkfly gqvk gSA bl
ckj nhikoyh ij ̂lksgjk;&[kksoj* isafVax okyh dykdf̀r;ksa
dh ekax ns’k&fons’k ls gks jgh gSA >kj[kaM ds gtkjhckx
fLFkr lksgjkbZ vkfVZLVksa }kjk rS;kj fd, x, bl fp=dyk
okys ySai dh ekax lcls T;knk gSA mUgsa tkiku] bVyh]
Ýkal vkSj ns’k ds dbZ fgLlksa ls bl ckj vPNh la[;k
esa v‚MZj feys gSaA ;g lksgjkbZ ySai usikyh jkbl isij ls
cuk;k x;k gSA ySai esa dksbZ egRoiw.kZ VsDu‚yksth ugha gS
ij blesa >kj[kaMh dyk lksgjkbZ dh >yd gSA

dc vkSj dSls 'kq: gqvk ^lksgjkbZ*

bl lUnHkZ esa nUr dFkk,¡ gSa& vkfnokfl;ksa ds
bfrgkl esa ,slk ekuk tkrk gS fd /kjrh dh jpuk ds
ckn ekuo dks fufeZr fd;k x;kA —f"k mit o cht
Qly fn, x;sA blds lkFk gh ikyrw i’kq Hkh fn;s x;sA
fdlku bu i’kqvksa ds dkj.k —f"k ds tfj;s /kuoku gks
x;k vkSj i’kq ij vR;kpkj djus yxkA i’kqvksa }kjk
bldh f’kdk;r feyus ij ejax cq# ds :i esa bZ’oj us
bu lHkh i’kqvksa dks vius ikl cqyk fy;kA rc xk¡o esa

vdky rFkk egkekjh gksus yxkA tc laFkkyksa dks ;g
irk pyk fd i’kqvksa ij vR;kpkj ds dkj.k ,slk gqvk
rks mUgksaus ejax cq# ls i’kqvksa dks nsus ds fy;s çkFkZuk
fd;k] rc mUgsa i’kq okil feysA mlds ckn ls mUgksaus
i’kqvksa dh iwtk&ikB 'kq: fd;kA nwljh dFkk ds vuqlkj]
,d vukFk ifjokj esa ikap HkkbZ vkSj ,d cgu FkhA cM+h
cgu us ikapksa Hkkb;ksa dks iky&iksl dj cM+k fd;kA
cgu ds çfr J)k ds dkj.k vkt Hkh lksgjkbZ esa cgu
dks fuea=.k fn;k tkrk gSA

;g ioZ laFkky leqnk; ds fy;s bruk egRoiw.kZ
gS fd gkFkh ls bldh rqyuk dh xbZ gSA laFkkyh bls
^gkFkh ysdku ioZ* ;kfu ^gkFkh tSlk ioZ* dgrs gSaA

ifj.kke

lksgjkbZ fp=dyk D;k gS\ fdruh iqjkuh gS\
fdlds }kjk cuk;k x;k gS\ fdl {ks= esa ;g cuk;k
tkrk gS\ ijEijk D;k gS\ bl fp=dyk dk fo"k; D;k
gS\ fdl lkexzh dk ç;ksx cukus esa fd;k tkrk gS\
bldk D;k egRo D;k gS\ vHkh bldh D;k fLFkfr gS \
efgyk;sa blls fdl çdkj tqM+h gSa\ blij gesa D;ksa xoZ
gS\ vkfn ç’uksa dk tokc bl ys[k dks i<+us ls vklkuh
ls fey tkrk gSA

fu"d"kZ %

Hkkjr çkphu dky ls gh le)̀ lH;rk laLdf̀r
okyk ns’k jgk gSA vr% ge ;g xoZ ls dg ldrs gSa dh
nl gtkj lky iqjkuh lksgjkbZ fp=dyk ls fo’o iVy
ij Hkkjr dk uke dyk ds {ks= esa ,d ckj fQj ls ped
jgk gSA tc nqfu;k ds dbZ Hkkxksa esa yksxksa dks >ksiM+h&cLrh
rd dh tkudkjh ugha Fkh] ml le; ;gk¡ lksgjkbZ
fp=dyk ekStwn FkhA ;g efgykvksa }kjk cuk;k x;k
fp=dyk gS vkSj vf/kd xkSjokfUor Hkh djrh gSA

lanHkZ lwph %

1- ckyklqczefu;e] fp=k] n C;wVh v‚Q lksgjkbZ ,aM dksgcj
isafVax~l

2- n taxy cqd –lksgjkbZ isafVax] VªsfM’kuy bafM;u vkVZ çhfe;e
DokfyVh vkVZ fçaV~loky Msdksj

3- jatu] Mk- euh"k] Hkkjrh; dyk ,oa laL—fr] >kj[k.M jkT;
ç—fr laL—fr] çHkkr ifCyds’ku

4- lksgjkbZ o dksgcj fp=dyk] >kj[k.M l –f"V n fotu
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Dasa Mahvidyaa (1292) is based on the worship
of Devi/Shakti following the path of Tantra and
Shakta principles. It was published and printed
at Bangabasi Steam Machine Press, 34/1,
Colootoola Street, in 1885. It carries 10 images
of Goddess Kali, 5 pages, and 10 images of
yantra in the pages that followed the preface. It
carries various images of the Goddess from page
1 to 44, and advertisement in the next page.
Every page carries ‘stanzas” from 19-20. The
measurement of printed matter in each page is 8
by 14cm, size of the page 10 and a half by 17
and a half cms, price being Re 1.

Mother Kali has been described here as
the progenitor, protector and the conqueror of
the world. It contains 10 descriptions of her,
printed in an wood engraver’s press, 10 finely
painted patachitras and 10 images pf various
yantras, though any descriptive text regarding
the yantras is absent The images mentioned here
are – Kali Rahasya, Tara Rahasya, Shorasha
Rahasya, Bhubaneswari Rahasya, Bharaivi

The Application of Wood Gravure Printing in Dasha Mahavidya
Jayanta Naskar*

Abstract

Mother Kali has been described here as the progenitor, protector and the con-
queror of the world. It contains 10 descriptions of her, printed in an wood engraver’s press,
10 finely painted patachitras and 10 images pf various yantras, though any descriptive text
regarding the yantras is absent The images mentioned here are – Kali Rahasya, Tara Rahasya,
Shorasha Rahasya, Bhubaneswari Rahasya, Bharaivi Rahasya, Chinnamasta Rahasya,
Dhumawati Rahasya, Bagladi Rahasya, The idols of Matangi and Kamalakantika, size of
the images 8 by 13 cm. On viewing the images, one can understand it carries the profi-
ciency and expertise of an artist trained in an art school. The etched lines, light and shadow,
and technique, the painted field remains the same. Though the image of Kali rahasya looks
apparently done by a different artist, but etched by the same artist that started initially by
the artist which resembles the etched lines of other images., but lack the absence of light
like other images. The artist who created these has not been traced until now.

Key words : Printing, Dasa Mahavidya, Wood engraving

Methodology : This research paper is based upon using library and archive.

*Assistant Professor, Department of Graphics Printmaking, Visual Arts, Rabindra Bharati University, Kolkata.

Rahasya, Chinnamasta Rahasya, Dhumawati
Rahasya, Bagladi Rahasya, The idols of Matangi
and Kamalakantika, size of the images 8 by 13
cm. On viewing the images, one can understand
it carries the proficiency and expertise of an artist
trained in an art school. The etched lines, light
and shadow, and technique, the painted field
remains the same. Though the image of Kali
rahasya looks apparently done by a different
artist, but etched by the same artist that started
initially by the artist which resembles the etched
lines of other images., but lack the absence of
light like other images. The artist who created
these has not been traced until now.

In Kali Rahasya, Kali stands on Shiva,
the left foot on Shiva’s chest and her four hands,
the right hand carries the head that has been
beheaded from the neck, kharag, a double –edged
straight sword in another hand, the other left
hand blesses the earth, and another hand
bestowing coins downwards. Staving off the fear,
a garland of skulls, that touches the knees. The
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tongue stuck out the face, Digambari thus cuts
off the dead men’s hands, that hangs from the
waist covering the goddess. The lying Shiva
extends from left to right of the image, and on
the foreground is a corpse lying. The foreground
of the image to some portion of the image has
been etched to a little extent to increase the
density of the darkness, and the hair of the
goddess Kali has been painted in dark black paint
but etched scantily. The axe of Kali’s hand and
the halo behind the goddess have been left white
since a portion of the wood has been raised to a
certain level. To keep the main subject Shiva
and Kali, a play of light and shadow has been
enacted and etched with a very fine instrument.
On the painted space, one can see a group of
men advancing from right to left as in a battle
field. Long lines etched on the wooden plate.
On the woodcut, thin lines have been etched and
in the place of the flame behind Kali’s head on
the halo, the space has been etched deeply to
create a sort of an illumination on the round spot.

Tara Rahasya depicts a man wearing a
tiger skin, manly and strong. Chains adorn four
hands and feet, the upper right hand carries a
sword, the hand below carries a bowl, the left
upper hand carries an axe, and the hand below
carries a lotus. The hair is tied with a snake. A
thread adorns his chest, the left foot on the upper
chest of Shiva, and right foot on the upper thigh.
The foreground carries an etched drawing of
Shiva, illuminated and the rest of the work is
left with a vacant white space. The lower portion
of the image has been darkened and etched less.
The main subject of this image is ‘Tara’, the light
and shadow has been captured beautifully. The
halo behind the head, light emanating from the
star has been drawn so beautifully that only made
possible by an accomplished artist.

Shorashi Rahasya is drawn, as if the
Shorasi (teenager sixteen) is born directly from
the lotus navel of Shiva, seated on the lotus.
There is a maze on the right upper hand of for

hands.; a bow below, a board game on the upper
left hand, an arrow being held in the lower left
hand. There’s a crown adorning the head and
star studded halo behind it. The garland along
the neck touches the feet, the piece of saree
adorns downward on the left. The face of
Rajeswari in this image has been etched with
bare minimum lines, few lines adorn similarly
on the Shiva ‘s torso. Maheswar sleeps across a
designed platform, with his right hand kept under
his head. Three statues of Brahma below
theplatform, etched inside with a flat border line,
Vishnu next to it has been etched which has four
hands, and executed in parallel lines. Indra is
seated third from the left, and Mahewswar on
the fourth. All in meditation are seated on the
lotus, the base has been kept dark. The painted
space of Shorasi is light grey, etched with lines
parallel to each other.

Bhubanaswari Rahasya, The queen of
the Universe called Bhubenswari. Affection is
the power of love which is like sun rays. The
right foot is folded and rests on the lotus, the
left foot resides on a smaller lotus below.
Amongst the four hand- the left upper hand holds
a dangosh, the hand below holds a coin, the upper
right hand blesses the earth, the hand below holds
a rope made into a noose to drive out fear. The
foreground is little, etched little and given the
impression of a stone, there’s no middle ground
and the background is created that looks grey
made with parallel etched lines. Bhubenaswari
carries an illuminated round shaped moon that
creates an effect of white on the etched plate,
and perpendicular to it the rays of the sun have
been drawn by the artist creating the splendor.
The statues’ limbs are finely designed with finely
etched lines, with maximum etching and less
lines.

Bhairavi Rahasya’s Bhairavi is all
about the beauty of Mother, hair spread out in a
cascade, and is a Vaishnavite. The foreground
of the picture is clear water, the lotus flower, its



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 378º

stem and leaves are flotsam. Bhairabi sands on
a big lotus, her four hands, upper left counting
beads, the lower one bestows coins, right upper
points towards the sky, the hand below carries a
set of books. A garland of skulls, Bhairavi clad
in a neatly pleated saree etched with proficiency,
the softness of the delicate cloth exudes a
muffled stillness. The water in the foreground
to the rear is dotted with small hillocks, the
landscape created with parallel lines etched
deeply extend upwards that creates a vignette.

In the Chinnamasta Rahyasya, a close
look reveals, decapitated her head with the
weapon held in her right hand, the left hand holds
the decapitated head, the blood sprinkles through
the vein and she drinks it, the head separated
from her body. Her two consorts drink the same
blood. Goddess in form of Digambari walks atop
a couple in the moment of their heightened
sexual union. A grey shade has been attained by
drawing parallel lines on a man’s body that
leaves a little space in front, below is painted
black, a woman fully clad in saree, the light is
accentuated with deep etching. The light falls
on Chinnmasta, shadow is created to produce a
full body by the artist. Like other images, the
background is shadowed by parallel lines.

Dhumavati Rahasya looks at the world
askantly. She is akin to nature, mother like. She
let loose her hair like a cascade and wears her
saree untidily. She stands erect holding a kulo
(a winnowing fan). In the middle of the image,
Dhumavati is seen donating while coming out
of a temple that resembles a chariot. The shadow
is created with skill mastery over etching beneath
her feet where she stands, without apply any dark
black pigment; the artist has completed the work
with gray palette.

Bagala is seated on a throne; she is the
goddess of speech with a thir eye. She rules
treachery which is in the centre of most speech.
She vanquishes them who engaged in ugly

gossip. In this image, Bagalamukhi pulls out the
tongue of a sinner and with her right hand that
carries a weapon appears to throw at it. Her saree
is etched beautifully, the white space is created
magnificently and skill. The artist has completed
the work skillfully about the pulling of the
tongue, the face, and the contour of the neck
and style with wood engraving. Except for the
drapery’s fold, the rest is created with etched
lines to create a white space. There is strange
looking animal beneath the Devis’s throne. One
can see the sun’s rays behind the goddess’
profile.

Matangi idol is seen seated with her
beautiful eyebrows on a throne studded with
precious stones. She blesses the world with her
left hand. The hand below carries a sword, the
right hand carries an ankush (goad) and the hand
above holds a stick. The weapon which has a
grip and spear like is etched elegantly, the knots
as in a bamboo appears to have been knotted
with spaces apart, the border and part of the
image carry a shadow while the rest has been
raised through etching. The front portion has
been etched skillfully, the dark portion a carries
a light occasionally. The middle of the throne
and background, parallel lines have been etched.
The crescent behind the goddess is etched in
white, the lines big and small are small are etched
that gives the impression of the rays of the sun
behind Goddess Matangi.

The statue of Kamala sits on a lotus
with a smiling face with her left foot folded and
the right foot placed downwards. A necklace
laced with precious stones adorns her neck. The
two hands on the left depict fear and the mudra
to get riddance from it. The right hands carry a
lotus bud and a lotus in full bloom respectively.
The Kamala is bathed with amrit nectar sprinkled
by the trunks of two elephants on her two sides.
The front of the image unto the mid portion
depicts leaves of lotus and the flower wavering
in the water, while Kamala itself sits on a
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blossomed lotus. The whole image is bathed in
orange, and with minimum effort the whole
image has been etched with dexterity.

I may also cite an image done in wood
engraving in ‘The Penrose Anuual1970’The
author of the book Dalziel and the title of the
image is “Crusoe begings to ill”. Printed in 1864
by J.D Watson. It appears that the sensitive
portrayal done with thin lines and subtle
variations that ascend the feelings of viewing a
black and white image is taken with a camera. It
is expected from the fact that lack of pointed,
and sharp instruments in Calcutta, the lines
etched by the artists here would be thicker and
blunt than their compatriots in England but each
and every object that has been drawn in a small
space conceiving spiritual themes through lines
is exemplary in nature which can also be seen in
works of art done by overseas artists.

Kali rahasya

Shorashi rahasya

Bagala rahasya
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Introduction

Gat is a very unique composition
amongst all fixed compositions of Tabla. Gats
have been mostly composed in Poorab gharanas
of Tabla (Lucknow, Farrukhabad and Benaras).
Gats are played in Punjab gharana also. These
gats are difficult  because of their
intricatelayakari. Gats are mostly composed in
Teentaal with a few adaptations in other taals.
The demonstration of gats with explanation and
recitation takes the audience close to the
understanding of the composition. Haji Vilayat
Ali Khan of Farrukhabad gharana had composed
many gats which are remembered and played
by most of the Tabla players today. The tale goes
that he went to Haj (Muslim Pilgrimage to
Mecca) seven times and there he used to pray

Uniqueness of the Gat of Tabla
S Sai Ram*

Abstract

The Gat is the most difficult form of composition to be described in the entire
Tabla repertoire. The word ‘Gat’ refers to “composition” or “form”in North Indian classical
music. Some scholars refer to Gat as ‘movement’ or ‘gait’ which is derived from the Hindi
word ‘Gati’. Gat is a prominent aspect of Instrumental music where it takes a melodic
form – Razakhani and Masitkhani gat. Hence the composition called Gat applies to both
Vocal and Instrumental music. Though some other fixed compositions of Tabla may be
close to the form of gat, yet gat is a unique composition. The diversity of the composition
makes it difficult to define the gat. The composition is inspired by various aspects and
activities in Nature like chirping or the flight of birds, flow of the river, sounds of winds
and thunder, human conversation and so on. Gat is probably the only composition which
has a variety of characteristics than any other fixed or elaborate composition of Tabla.
Gat is an integral part of Tabla Solo repertoire. Gat has a greater repertoire compared to
other fixed compositions of Tabla. There are several types of gats, each having unique
features. The composition has the potential to be exclusively presented as a Solo ensemble.
The composition triggers the artist to dive into the aesthetics of its music and hence puts it
much ahead of other compositions of Tabla musically and aesthetically.

Key Words : Nature, Aesthetics, Laya, Repetition, Fixed
Research Methodology  : Scientific and Aesthetical approach to explain the distinctiveness of 'Gat', thereby

establishing its uniqueness. Explanation of the features of the types of Gat with examples of
compositions from the repertoire.

*Assistant Professor (Tabla), Dept. of Music, Sri Sathya Sai Institute of Higher Learning Puttaparthi, Andhra Pradesh

to the Lord (Allah) that his Gats become very
prominent and popular in the world of Tabla.
Today we find that all artists of Tabla play at
least one or two of his gats in their presentation.
They may or may not be aware of it. There are
many types of Gat and each type carries a special
feature. However, Gats which do not carry any
special feature are termed as ‘Shuddh’ gats. The
selection of syllables/phrases, layakari and
pauses amidst the phrases makes the gat highly
expressive, musical and aesthetical. There are
elaborative and non-elabotative gats which
makes gat, a very accomplished composition.
Gat – A Derivative of Nature

Gat is one of those compositions that
has taken a great amount of inspiration from
Nature i.e., the activities in and around Nature.
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I intend to convey here that the masters of the
yesteryears have imbibed much from various
aspects of Nature to bring out very aesthetical
compositions and they have elevated the
Language of Tabla by the profound comparison
to Nature. The activities of nature like the sounds
of chirping of birds, flow of the river, lightning
of the sky, blowing of winds, sounds and
movements of animals, all these have largely
inspired the Language of Tabla.  The
compositions have also been inspired by day-
to-day human conversations and regular
domestic activities. The expression for these
aspects came from varying the pauses and laya
through impeccable selection of syllabic
phrases. Every element of Nature has a certain
movement (speed) and sound which is rhythmic.
This movement and sound is replicated on the
Tabla with similar sounding syllables (though
abstract) in a way that the listener feels the
particular activity happening at the moment.
“Gats hold a significant relationship to chaal
(speed). The Eastern and the Punjabi gats are
predominantly popular because of their speed
(chaal)”

The legendary masters of Tabla like
Ustad Ahmed Jaan Thirakwa (Farukkhabad),
Ustad Haji Vilayat Khan (Farukkhabad) and
Wajid Hussain Khan (Lucknow) must have felt
the need to compose fixed compositions which
are quite different from other routine fixed
compositions. This might have made them peep

into the aesthetical elements in Nature that can
be corelated with the Language of Tabla.

Kinds of Gat

I. Vistaarsheel (Elaborative) Gats –
These Gats can be elaborated like the Kaida or
Rela though their structure is unlike the Kaida
or Rela. They contain phrases composed
specifically for Gat. Gat-Kaida and Rela-Gat are
examples of such compositions. They end with
a Tihai.

a) Gat Kaida in Teentaal

Ghidanaga Dha Stita Ghidanaga Dinataga |
X
Titaghida Nagatita Ghidanaga Dinataga |
2
Dha Sghida Naga Dha S Ghidanaga Dinataga |
O
Dhirdhir Dhirdhir Ghidanaga Tinataga |
3
Kidanaga  Taa  Stita  Kidanaga  Tinataga |
X
Titakida  Nagatita  Kidanaga  Tinataga |
2
DhaSghida  NagaDhaS  Ghidanaga  Dinataga |
O
Dhirdhir  Dhirdhir  Ghidanaga  Dinataga |
3

b) Rela Gat in Teentaal

DhaSSdha  ghidanagadingataga  TakSSdha  ghidanagadingataga |
X
DhaStiraghidanaga  dingatagadhaStira  ghidanagadhaStira  ghidanagadinataga |
2
DhaStiraghidanaga  dhirdhirghidanaga  DhaStiraghidanaga  dhirdhirghidanaga |
O
DhaStiraghidanaga  dingatagadhaStira  ghidanagadhaStira  ghidanagadinataga |
3
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TaaSStaa  kidanagatingataga  TakSStaa  kidanagatingataga |
X
TaaStirakidanaga  TingatagaTaaStira  kidanagataaStira  kidanagatinataga |

             2
DhaStiraghidanaga  dhirdhirghidanaga  DhaStiraghidanaga  dhirdhirghidanaga |

             O
DhaStiraghidanaga  dingatagadhaStira  ghidanagadhaStira  ghidanagadinataga |

             3

Rela Gat is played at least two times. The last line is continued with elaborations (paltas)
which makes the Rela. The Rela is written below :

DhaStiraghidanaga  dingatagadhaStira  ghidanagadhaStira  ghidanagatinataga |
X
taaStirakidanagat  inatagaTaaStira  kidanagadhaStira  ghidanagadinataga |
2
DhaStiraghidanaga  dingatagadhaStira  ghidanagadhaStira  ghidanagatinataga |
O
taaStirakidanagat  inatagaTaaStira  kidanagadhaStira  ghidanagadinataga |
3

II. Avistaarsheel (Non-Elaborative) Gats – These Gats are fixed in nature and are not
expandable. However, some compositions can be repeated twice. A gat is such a unique and profound
composition that the import of the language can be understood vividly when the composition is
repeated,preferably both orally and through the playing of the composition.

a) Shuddh Gat- The word ‘shuddh’ in Hindi means ‘pure’. The gats which do not carry any
speciality and are the characteristic feature of a typical gat are termed as Shuddh gats.

Shuddh Gat in Teentaal

Takkitadha  Takkitadha  dhirdhirkitataka  takkitadha |
X
Dhirdhirkitataka  TaaStirakitataka  dhirdhirkitataka  takkitadha |
2
Dhirdhirkitatak  atakdhirdhir  kitatakadhirdhir  kitatakatak |
O
Dhirdhirkitataka  TaaStirakitataka  dhirdhirkitataka  takkitad |
3
Takkitataa  Takkitataa  Tiratirakitataka  takkitataa |
X
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Tiratirakitataka  TaaStirakitataka  Tiratirakitataka  takkitataa |
2
Dhirdhirkita  takatakdhirdhir  kitatatakdhirdhir  kitatakatak |
0
Dhirdhirkitataka  TaaStirakitataka  dhirdhirkitataka  takkitadha |
3

The Gats which I am going to talk about further here, carry a speciality unlike the Shuddh
gats.

b) Farad Gat -‘Farad’ is a Persian word which means only one time (Ekkad in Hindi). Though
it is played once, the emphasis, force and selection of phrases of the composition has a great influence
on the listeners, which leaves them spellbound. The phrases used are rare and unique and not heard
in other compositions. The ending of the composition is unpredictable, with small and forceful
phrases like ‘DhirDhirkita’ and ‘kitatakadingada’

Farad Gat in Teentaal (From Khali)

Dhirdhirkat  Dhirdhirkat  Dhitadhita  Dhagetita |
O
Kdedhetdhi  kitadhaS  Kitataka  takitadha |
3
Katitadha  Dhintadhet  Tagenna  DhaSSS |
X
Gadigana  SSSga  DiSgana  Gadigana |
2
Kitatak  Dhettaa  TaaSkitataka  TaaSdhet |
O
Tagenna  Dhagetita  Ghenanana  kitatakadingada |
3
DHA
X

c) Dumuhi Gat – The word ‘Dumuhi’ in hindi means two faces. This composition begins and
ends with the same set of syllables.

Dumuhi Gat in Teentaal

Dhighidanaga  Takghidanaga  Dhighidanaga  Tirakitataka |
X
Dhinaginadhina  Ginataktak  Tirakitataka  TaaSS |
2
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TaaSti  Takkdan  Tinakidanaka  Tirakitataka |
O
TaaS  Sdha  Sdhi  Ghidanaga |
3
DHA

Both the phrases which are bold in the
composition are in the beginning and at the end
of the composition.

d) Anagat or Aasum: Composition that
ends before the Sum of the Taal. Thisis often a
small composition which takes the listeners by
awe and wonder in the way it ends before the
Sum. This composition sounds even more
beautiful when it ends as much near to the first
beat of the Taal (Sum). The last Dha is
emphasized and the small pause before the Sum
while missing a fraction of the last beat of the
Taal is the aesthetics behind the composition.

Anagat in Teentaal

Dhati Sdha  tiraki  tadhati |
X
DhaStira  Kitataka  TaaStira  Kitataka |
2
Tirakita  takataa  tirakita dhati |
O
Dhadha  tidha  dhati  dhaS |
3

e) Ateet Gat:The composition that still
continues to be played after the first beat of the
Taal i.e., after the Sum, is termed as ‘Ateet’ Gat.
The word ‘Ateet’ in Hindi means ‘that has gone
by’. In the musical sense, this means that the
Sum has gone by. The listener finds it difficult
to latch on to the sum while the artist emphasizes
subsequent beat of the taal and the sum of the
subsequent cycle which denotes the end of the
composition.

Ateet Gat in Teentaal

DhaSkdadha  Snadhadha  kdadhaSna  dhagetita |
X
Ghentera  Snadhati  kattita  dhaSkidanaga |
2
Tirakitataktaa  SGhenta  DhaSSS  SSkidanaga |
O
Tirakitataktaa  SGhenta  DhaSSS  SSkidanaga |
3
Tirakitataktaa  SGhenta  DhaSSS  Dha |
X
Dha  Dhin  Dhin  Dha | ……
2

It can be seen in the above composition
that the composition exceeds beyond the Sum
of the Taal and ends on the third beat instead on
the last beat of the Taal. The artist makes an
impressive gesture to hold on to the Theka of
the Taal in the subsequent beat. This brings the
listeners attention to the time cycle of the Taal
and hence this is an awe-inspiring composition.

f) Gats with Layakari: A single sentence
(set of syllables) is played more than once in
different speeds (layas). There can be two, three,
four or five different layas.

i) Dupalli–A single sentence (set of
syllables) called the ‘palla’ is played two times
(‘du’ meaning two) in two different speeds. The
speeds can be tigun – chougun or chougun -
chahgun

Dupalli in Teentaal

Dhinaghi  DaSna  Dhinaghi  Danaga |
X
Takati  Rakita  Dhatraka  Dhikita |
2
Kataga  Digana  DhaSS  DhinaghidaSna |
O
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Dhinaghidanaga  Takatirakita  Dhatrakdhikita
3
Katagadigana |

DHA
X

ii) Tripalli - A single sentence (set of syllables)
called the ‘palla’ is played three times (‘Tri’
meaning three) in three different speeds. The
speeds can betigun-chougun-chahgun.

Tripalli in Teentaal (From Khali)

Dhinaghi  DaSna  Dhinaghi  Danaga |
O
Takati  Rakita  Dhatraka  Dhikita |
3
Kataga  Digana  DhaSS  Dhinaghida |
X
Snadhina  Ghidanaga  Takatira  Kitadhatra |
2
Kadhikita  katagadi  ganadhaS  DhinaghidaSna |
O
Dhinaghidanaga  Takatirakita  Dhatrakdhikita
3
Katagadigana |
DHA
X

iii) Choupalli - A single sentence (set of
syllables) called the ‘palla’ is played four times
(‘Chou’ meaning four) in four different speeds.
The speeds can be dugun-tigun-chougun-
chahgun.

Choupalli in Teenaal

Dha  Snadhi  kita  dhatra |
X
Kadhi  kita  ketra  kadhi |
2

Kita  kata  gadi  gana |
O
DhaS  dhaSna  dhikita  dhatraka |
3
Dhikita  ketraka  dhikita  kataga |
X
Digana  dhaSdhaS  nadhikita  dhatrakadhi |
2
Kitaketra  kadhikita  katagadi  ganadhaS |
O
DhaSnadhikita  Dhatrakadhikita  Ketrakadhikita
3
Katagadigana |
DHA

X

iv)Paanchpalli - A single sentence (set of
syllables) called the ‘palla’ is played five times
(‘Paanch’ meaning five) in five different speeds.
The speeds can be dugun-tigun-chougun-
chahgun-atgun.

Paachpalli in Teentaal

Taka  Taka  Taka  Dhine |
X
Ghid  naga  Dhine  Taga |
2
Takghi  DaSna  Dhatraka  Dhikita |
0
Kataga  Digana  Nagana  ganana |
3
Dhiradhira  Dhiradhira  Ghidanaga  Dhinataga |
X
TakghidaSna  Dhatrakadhikita  Katagadigana
2
DhaSSkatS |
Dhiradhirakitatak  TaaStirakitataka
0
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TaaSSSkitataka  Dhiradhirakitataka |
TaaStirakitataka  TaaSkitataka
3
Dhiradhirakitataka  TaaStirakitataka |
DHA
X

g) Gats with repetitive pharses: The Gats
in which a phrase is repeated twice, thrice or
four times and forms one set respectively. The
nomenclature of gats is done as per the number
of repetitions of the phrase. A given set is
repeated till the last beat of the Taal in one, two
or three cycles of taal.The composers must have
put adequate thought into theprocess of
calculation so that the composition completes
itself before the Sum of the Taal. There is no
Tihai in this composition. A few variations are
as follows:

i)  Dudhari – A phrase is repeated twice
and forms a set. This set is repeated for the entire
cycle of the Taal.Dudhari can be composed in
Tisram or Chatusram in one or more than one
avartan.

Dudhari in Teentaal (Tisram)

Dhagena  Dhagena  Takita  Takita |
X
Dhatraka  Dhikita  Dhatrak  Dhikita |
2
Kataga  Digana  Kataga  Digana |
0
DhaStirakita  DhatiS  DhaStirakita  DhatiS |
3
DHA
X

ii) Tidhari -A phrase is repeated thrice and
forms a set. This set is repeated for the entire
cycle of the Taal.

Tidhari in Teentaal

Dinadinadina  Dhagenadhagena  Dhagenatakita
X
Takitatakita |
Dhadagenadhada  Genadhadagena
2
Takadhinataka  Dhinatakadhina |
Takatakataka  Tinatinatina  Taakenataakena
O
Taakenadhatraka |
Dhinnagdhatraka  Dhinnagadhatraka
3
Dhinnagaghenaga  ghenagaghenaga |
DHA
X

iii) Choudhari - A phrase is repeated four
times and forms a set. This set is repeated for
the entire cycle of the Taal.

Choudhari in Teentaal

DhaDha  DhaDha  DinDin  DinDin |
X
NaaNaa  NaaNaa  DhagenaDha  genaDhage |
2
naDhagena  TakitaTa  kitaTaki  taTakita |
O
DhaStirakita  DhaStirakita  DhaStirakita
3
DhaStirkita |
DHA

Findings and Conclusion :

The Gat is such a unique composition
and innumerable features can be drawn out of
it. The reason behind this is the fact that the
composition is a derivative of not only a
technical thought, but it is also been inspired
by Nature and its Aesthetics. We have seen
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several kinds of gat in this ar ticle.  The
remarkable feature is that the phrases / syllables
used in the gats are distinct and specially
composed. We have also seen that owing to its
repertoire, a special presentation on ‘Gats’ of
Tabla can be showcasedby the artists, preferably
as an ensemble. Variation in Laya, pauses,
emphasis on certain phrases and modulation are
some of the important features of a Gat. The
language of thegat is closely connected to the
elements of Nature and hence it is the most
creative and aesthetic composition of Tabla. The
composition brings out the best potential of an
artist in terms of his imagination and expression.
Gat is a special composition which is not like

the Tukda or the Paran or the Kaida or the Rela,
but has the features of these compositions. Yet
it is different from these compositions.
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Objective: Study and Analysis of the Guru Śis+ya
Parampara then and now with an overview of
evolution of Bharatanātyam as a performing art
on the modern proscenium stage.
Analysis :
Oral tradition, also called orality, the first and
still most widespread mode of human
communication. Far more than “just talking,”
oral tradition refers to a dynamic and highly
diverse oral-aural medium for evolving, storing,
and transmitting knowledge, art, and ideas. It is
typically contrasted with literacy, with which it

Performing Arts between Tradition and Contemporaneity
(with special reference to teaching learning in Bharatanātyam)

Dr. Shobha Shashikumar** Deepthi Radhakrishna*

Abstract

Dance and Music in India were a form of worship, an artistic surrender to the
lord in the temples, thereafter moved into the court and furtherhas been nurtured by the
royal patronage. Dance (with many names like Sadir, Kelikai etc.)  saw its zenith during
the period of Royal patronages and experience a dark phase as a consequence of the
colonial rule and was finally re-invented as“Bharatanātyam” post 18th century (Women of
Pride, Page 117). The cultural taboo towards Dance generated post Islamic rule and
colonialisation found a progressive path with the efforts of visionaries and activists like
Ananda Coomaraswamy, E Krishna Iyer, Bengaluru Nagaratnamma, Rukmini Devi to name
a few.

Hence, having its roots from a highly ritualisticrich temple tradition,
Bharatanātyam now acquired its independent identity as a stylised off-shoot from this
deep - rooted temple tradition.

Bharatanātyam is an evolvingdance form which has been able to adapt itself to
almost every genre of literary and cultural change and has been an integral part of
representation of Indian classical arts on the modern-day proscenium stage. But a common
thread in this process of evolution is the presence of a Guru/ Mentor in the learning process.
A Guru who plays the role of transcending his/her knowledge to many generations of
disciples through oral tradition.

Key words: Bharatanātyam, Guru Śis+ya Parampara, Oral tradition, Bani, Values, Culture

Methodology: This research paper is an analytical study which attempts to provide an overview of the
significance and relevance of Oral tradition in Indian arts and analyse the transition in the pedagogy
of Bharatanātyam Dance form as a performing art since its start to today’s institutional training.

*Department of Performing arts, Jain (Deemed to be) University, Bangalore.
**Adjunct Faculty, Department of Performing arts, Jain (Deemed to be) University, Bangalore.

can and does interact in myriad ways, and also
with literature, which it dwarfs in size, diversity,
and social function.(Britanica)

With respect to Indian classical arts, A
disciple who is bound to oral tradition of
learning, learns a master’s art and artistry with
a commitment to continue to retain and recreate
the essence of a master’s style, tradition and
creativity to be passed on to many generations.

This paper attempts to explore few
significant channelsthrough which the blend of
tradition and contemporaneity can be observed
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in the field of performing arts (with special
reference to Bharatanātyam) and to analyse the
pros and cons of this blended system. Hence,
the analysis is carried out based on two
parameters:

(a) Evolution of teaching and learning in
Bharatanātyam :

Bharatanātyam as a dance form has
been practiced and passed on through
generations since its birth with the strong
foundation laid by Guru Śis+ya Parampara. An
artiste who transforms himself into a teacher
with his artistry and culture justifies his artistic
existence by imparting his knowledge in the
form of tradition/Bāņi (Style).

^^vkfn&xkFkkrRokgkfl"k;;ksfgr;kstkrgklrre**
'Adi-gathatatvahasishyayohithayojathahasathatam'

(Adi Shanakaracharya)

“ŚrīŚankara is the Guru who understood
the tatva (‘Adi-gathatatvaha’), which makes us
‘sishyayo’, meaning students, seeking this
knowledge for ‘hithayo’ meaning our
upliftment, for which ŚrīŚankara is composing
this Stotram to make Sriman Narayana and
ŚrīLaks+mī proud”.

In a spiritual practice, A Guru goes
beyond the technicality in art and influences a
disciple in life by being a practitioner of art
based on values and ethos. A disciple who
acquires the ability to surrender himself
physically and mentally equips himself to be a
Śis+ya who represents the tradition of the Guru.
This continues tradition bound evolution of art
can be an interpretation to describe the Guru-
Śis+ya Parampara. In Bharatanātyam learning too,
A disciple,in the framework of Guru Śis+ya
Paramaparabound to “Śis+ya Vrtti” would get
trained in artistry and learn ways of life from
his Guru too. The very essence of this kind of
learning was complete surrender to the Guru in
every sense which would prepare a disciple to

organically absorb and assimilate a Guru’s style
in various facets. It would not be an exaggeration
to compare this kind of tutelage to “Bhakti”.1
(Archanam, Pādasevanam, Dāsyam are a few
forms of Navavidha Bhakti) which can be
considered an organic part of Guru Śis+ya
Parampara.

Natuvanars of the Devadasi clan took
the position of Gurus to continue the tradition
of transcending this art form. Vazhoor Ramayya
Pillai, Tanjavur Kittappa Pillai, Pandanallur
Meenakshi Sundaram Pillai, Jatti Thayamma,
Kolar Puttappa etc. have transcended the style
and genealogy of Bharatanātyam as a dance
form through their respective Banis to many
generations which are still represented by their
Śis+yas like Bhanumati, Sudha Rani Raghupati,
Dr. Mala Shashikanth respectively. This
tradition of Guru Śis+ya Parampara in
Bharatanātyam has been a pivotal aspect for its
existence and evolution as a Dance form.

With time, this rooted oral tradition in
Indian classical arts as a whole and the practice
of Guru-Śis+ya Parampara too has evolved.

The establishment of independent
Dance schools in different parts of the country
(unlike the Gurukula) have enabled wider reach
of this art form catering to both quality and
quantity.

Few instances: Established Dance
institutions all over India.

Further, Teaching and learning of Dance
started getting transformed from being a
completely personalised approach to a more
professional approach with the inclusion of
Pedagogy in Indian classical arts into a more
structured framework of Institutionalisation.

“The continuation of Guru Śis+ya
Parampara fitted in the structure of a course was
initiated in different parts of the country by the
establishment of institutions like Santiniketan,



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 390º

Kerala Kalamandalam, Nalanda to name a few”
(Traversing Tradition, Sunil Kothari, Page 22).

In addition, Sunil Kothari also mentions
in the book Traversing Tradition that
“Kalakshetra is one of the foremost institutions
which developed a curriculum based on the
traditional vocabulary of a  dance form,
restructuring it to fit the framework of
institutional requirements of teaching a dance
form.”

The Kalakshetra foundation established
by Rukmini Devi in 1936 (one of the fore
runners of re-invention of Bharatanātyamas a
Dance form) has proven to beone of the pioneers
for institutionalisation with respect to Dance and
Music which has maintained high standards in
blending pedagogy of Dance and Music with
changing times and also extending the training
to allied disciplines of Dance like Costumes,
lighting, choreography etc which equips a
student to choose art as a profession too.

It is relevant to mention the words of
Rukmini Devi here :

“To be a real creative artiste, both
emotion and intelligence are necessary”. (Sunil
Kothari, Page 28).

“Rukmini Devi was well aware of the
importance of Guru Śis+ya Parampara. She was
a “Deerghadarsi”. She realised that in times to
come, it might not be possible for seekers of
knowledge to go to the Gurus and she started
the reverse process of inviting great Gurus to
her Gurukulam, The Kalakshetra”- C.V.
Chandrasekhar (Rukmini Devi Arundale, A
builder of institutions, Page 91).

This vision of Rukmini Devi as
described by CV Chandrasekhar does prove that
the Gurukula system envisioned by Rukmini
Devi also ensured a completely focussed
learning of students with a strong conviction to
learn Art for Art- sakefitted into the framework
of professional course.

Introduction of Dance in Indian
education system by Rabindranath Tagore
(Traversing Tradition, Dance Scholarship and
future- Kapila Vatsayana, Page 12) post-
independence has led its way to inclusion of
classical arts in School education too. NCERT
encouraged all Education institutions in India
to incorporate Art including Dance and Music
as a part of the curriculum in schools in the name
of Art education. This inclusion helped in
initiating children to Dance at a young age more
as a skill which might encourage them to take
serious learning of Art in the later years.

Govt recognized certification in Music,
Dance and Drama was first introduced by
KSEEB which may be considered to be the path
which led its way for inclusion of performing
arts into universities.

Further on, Institutionalisation in India
has also led its way to universities where Dance
and Music is considered as a medium to acquire
a professional degree. Inclusion of Dance into
the medium of a professional course traces its
way back to the initiative taken by the University
of Mysore in the year 19712. This progress
welcomed many students to become in-depth
seekers of knowledge and formally opened a
whole new area of research -based learning in
Dance and Music too. Further, many other
universities have included the department of
performing arts as a continuation of hope and
academic progress in Performing arts. The
inclusion of Dance and Music in Universities
have also widened the scope of employability
for artistes with stability.

The most recent need and challenge is
the digital era in teaching and learning of
Bharatanātyam too. Nevertheless, Online mode
of instruction has also gloved itself as another
mode of teaching and learning of this traditional
dance form that had been bound to oral tradition
only.
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(b) Bharatanātyam as a Performing Art :

Considering the timeline from where
Bharatanātyam had entered the proscenium
stage (19th to 20th century) where the intimate,
private performing space was replaced by
auditoriums, Bharatanātyam had emerged as a
dance form which incorporated changes in all
the aspects of executiontailored to the needs and
ideologies of contemporaneity.Few significant
aspects to justify the above observation:

1) The systematic progression of capability
and depth of dancer incorporated in the
traditionalMārgam (which follows
Prthagartha format) has been Adaptingitself
to the changing times considering practical
challenges like duration of a performance,
attention span of the audience and scope
for exploration for a dancer.

2) Exploration and presentation of Nŗtya
through a group presentation.

3) Gradual exploration from a Mārgamto
thematic performances. (Ekar tha-
Prthagartha – Ėkārtha)3. This shows the
organic influence of Natya in Nrtya which
is more pronounced in characterisation

4) Practical shift from Live orchestra to pre-
recorded music.

5) Upgradation in aspects of Ahārya
(Costumes, lighting, sound etc.)

6) Exploration through research - based
productions in the recent years.

7) Increase in Dance festivals and
performance-based organisations

8)  Social media being a useful tool for a
performer.

(c) Possible Challenges to strike a balance
between tradition and contemporaneity
in the form of Bharatanātayam:

The first change is the role of a Śis+ya-
Disciple- student as years have passed by.

1) Incurrent scenario,  considering
independent dance institutions, a teacher
has a challenging responsibility to
channelise his/her students to acquire an
ability to understand the pros and cons of
this Dance form being a performerin a more
qualitative sense with constant quest to
learn. On the other hand, Students also have
a challenge to internalise the concept of
striking a balance between their intelligence
and humility while learning this beautiful
art form.

2) Dance education in schoolswhich is more
oriental in naturemightget Dance being
limited to a skill development activity than
a deep- rooted art tradition.

3) Inclusion of Performing arts in the main
stream academia might bring in an
administrative need to be treated and
handled on par with other technical and
professional courses.

4) Being a practitioner and a performer is
mostly driven by passion than being a
profession. Hence a conflict might rise in
case of unpaid opportunities or pay to
perform scenario.

5) Dance being a visual medium of expression
provides a sense of liberty for an artiste to
explore and execute.  A conscious
awareness and understanding of Lakshya
and Lakshana is necessary to explore one’s
artistic libertythrough a Classical artform
like Bharatanātyam. Eg: Santhana Dharmic
values to be understood and seen with
thorough poetic vision.

6) Vigilant and ethical use of social media.

Conclusion:

Though there can be no element of
doubt that there has been a continuesprocess of
upgradation in teaching and learning that has
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played an integral role in the existence and
evolution of Bharatanātyam as a performing art
form in today’s world, it is necessary and
relevant to have a sense of responsibility to adapt
to the changing times by being aware about the
value system provided by the Oral tradition
while playing the role of teacher or a student.
Pros of institutionalisation can be fruitful only
when the cons are handled with utmost
awareness and vigilance. A performer has a hard
task to strike the right balance between passion
and profession. Contemporaneity can be a mode
to facilitate the identity of a performer’s work
constructively than being a mere tool of
projection and publicity.

The most wonderous aspect is that time
and again, amidst many paradoxes and conflicts
which have existed during all times in different
forms, Bharatanātyam as a dance form has
continued to evolve and elevate the human race
till date.
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Introduction

The Hindu philosophies of Vairagya,
Gyana, and Bhakti contain a variety of works
written by prominent authors such as Adi
Sankar. Some of these works include Bhaja
Govindam, Bhatruhari’s Vairagya Satakam,
Vyasa’s Srimad Bhagavatam, the Mahabharata,
*Associate Professor, Department of Music vocal School of Professional Studies, Sikkim University

Srimad Bhagavad Gita, and Tulsi Das’s Sri
Ramacharita Manas. These books have had a
tremendous effect on profound scholars,
pundits, and devotees alike, and their ideas have
resonated with them. (Index of Orissa Review.
(n.d). https:/ /magazines .odisha.gov. in/
Orissareview/jan-2007/engpdf/68-80.pdf, 2007)

Manobodha Chautisa :
A magnificent literary composition by the eminent Bhakta Poet, Sri Bhakta Charan Das of Odisha

Dr. Bilambita Banisudha*

Abstract
‘Manobodha Chautisa’ is a composition of symphonic poem type performed by artists who
use a sophisticated set of prosodic schemes with additional melodic components. The genre
is patronized by local elites and admired by connoisseurs, and it belongs to the “intermediate
domain” of regional genres that share characteristics of both classical and folk music.
Although it flourished actively in the 18th century in the state of Odiśā, this article reviews
its formal qualities and its role in Odiśī, culture, and the broader group of ud+ramgadhi
genres.’Manobodha Chautisa’s composition includes a song for each letter of the alphabet,
and each stanza begins with that letter. As a result, every piece of writing necessitates a
high level of literary proficiency. The artist’s clever use of the alphabet preserves the song’s
lyrics and, as a result, its verse rhythm. The work of art ‘Manobodha Chautisa’ by Bhakta
Kavi Bhakta Charan Das is well-known for its magnificent compositions. Bhakta Kavi
Bhakta Charan Das ‘Manobodha Chautisa” ‘s work contains Odia and Sanskrit structures,
and the Odia component is credited with establishing his abstract stature in the language.
The most important goals in singing, Manobodha Chautisa with a special focus on the
presentation and mode, are the presentation of a certain raga and the improvisation of its
melodic structure. To trace and examine specific occurrences, pre-audio recordings, textual
sources from numerous treatises, and live concerts will all be explored.

Keywords: Manobodha Chautisa, Bhakta Kavi Bhakta Charan Das, Odia, folk music, ud+ramgadhi.
Research Methodolgoy : This research piece is theoretical and employs a technique that incorporates the

examination of existing literature and historical research approaches. The findings of this study are
presented in the form of a conclusion. The use of secondary data sources is exclusive to the analysis
that was carried out in this study. The secondary data were collected from a variety of public and
unpublished sources, including government departments and individuals. In addition to this,
secondary data were collected from various sources such as manuscripts, research reports, research
papers, journals, and books. These secondary data were used to supplement the primary data. Both
empirical and descriptive research approaches were taken for the study that was carried out for
this work. The assessment of historical treatises, books, and other published materials such as
articles, journals, and theses are all part of the field of textual criticism. The study methodology
consists of a variety of different approaches, such as historical methods, axiological methods, and
the analysis of recording carried out through the use of manual means.
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The ‘Manobodha Chautisa,’ which was written
in Oriya by Bhakta Kabi, Bhakta Charan Das,
has had a tremendous influence not only on
people who are illiterate but also on those who
are literate, as well as on those who have a
restricted level of literacy, across the entirety
of the state of Orissa. A greater number of people
in the general public are now aware of the
transient nature of worldly traits such as fame,
riches, bodily shape, and appearance, in contrast
to the eternal nature of the divine name, which
is highlighted in this famous piece of art. (Das,
2022 IJCRT | Volume 10, Issue 3 March 2022 |
ISSN: 2320-2) Previously,  before the
establishment of the school system in Chatasali-
s, students would remember and recite the
ManobodhaChautisa with exactness and in
unison, a practise that was analogous to the
conventional Gurukula style of instruction. The
recitation and study of ManobodhaChautisa
made it easier for young children to develop a
religiously devoted attitude. As a result, these
children were more likely to continue a religious
way of life that included devotion to God and
the singing of his name, even while they were
engaged in other activities throughout the day.
Instead of being orientated towards worldly
goals, the cognitive attention was diverted
towards a heavenly entity. This was done to
emphasise the importance of spirituality. The
poem begins by including each alphabet that is
used in the Oriya language, and it ends by using
almost all of the alphabets that are used in the
Oriya language. The content has been written
in a basic manner using terminology that is
typically utilised in common speech. (Jena,
2005)

Manobodha Chautisa is a renowned
literary and philosophical work in the Odia
language, and it is often attributed to the Bhakta
Poet Sri Bhakta Charan Das. This text is a

collection of thirty-four verses that delve into
various aspects of human psychology, emotions,
and spirituality. It is considered a significant
contribution to the Bhakti movement in Odisha,
India. The text primarily focuses on the human
mind and its intricacies, emphasizing the
importance of self-realization, devotion to the
divine, and the pursuit of inner peace.
Manobodha Chautisa is revered for its profound
insights into the human condition and the path
to spiritual enlightenment. (Text of Bhakta Kabi
Poet Sri Bhakta Charan Das and His Work....,
2018) The work is highly respected in Odia
literature and is often studied and revered by
scholars, spiritual practitioners, and enthusiasts
of Bhakti poetry. Bhakta Charan Das is
celebrated for his poetic and philosophical
contributions, and Manobodha Chautisa is one
of his most notable creations. The Hindu
philosophies of detachment, knowledge, and
devotion, have played a vital role. Adi Sankar’s
works, especially Bhaja Govindam, Bhatruhari’s
Vairagya Satakam, Vyasa’s Srimad Bhagavatam,
Mahabharata, and Srimad Bhagavad Gita, and
Tulsi Das’s Sri Ramacharita Manas are true
examples of defining Indian philosophy. The
‘Manobodha Chautisa’ written in Oriya by
Bhakta Kavi Bhakta Charan Das has exerted the
same or even greater influence among the
illiterate, literate, and semi-literate common
people of Odisha, making them aware of the
immortality of God’s name and the transience
of otherworldly names, fame, wealth, bodies,
and appearances, etc. Before the school system
was established, students would memorize
Manobodha Chautisa and recite it in a choral
way, akin to Gurukula. The singing and study
of Manobodha Chautisa instilled a right
religious bent in young children, motivating
them to follow the religious life, devotion, and
chant God’s name. (ibid) Instead of materialism,
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they concentrated on God. The poem begins and
ends with the Oriya alphabet. It’s written in plain
language with phrases used in common speech,
is thought-provoking and piercing to the mind,
and depicts universal truth to be imprinted in
children, youths, and elders’ conscious,
subconscious, and superconscious minds. It
teaches life management, and character.”
Barnabodha” is a book of traveling poems
written in Oriya by Bhakta Kabi Madhusudan
Rao. Bhakta Charan approaches the subject
gradually, methodically, and step-by-step. This
immortal work is written in Oriya, but it hasn’t
been translated to attract other readers.
(...magazines.odisha.gov.in)

In “Manobodha Chautisa” the poetic
masterpiece, deeply rooted in the devotional and
philosophical traditions of India, presents a
profound exploration of the human psyche,
spirituality, and the divine connection. This
research paper aims to introduce and provide
insights into the significance and impact of
“Manobodha Chautisa” within the realm of
Bhakti literature. Bhakta Charan Das, a
prominent figure in the Bhakti movement, is
celebrated for his poetic prowess and spiritual
depth. “Manobodha Chautisa”, often hailed as
one of his seminal creations, is a 34-verse
composition that delves into the intricate
dimensions of the human mind, soul, and
relationship with the divine. The verses are
written in a lyrical and melodious manner,
drawing readers into a contemplative journey
of self-discovery and devotion. In this research
paper, the historical and cultural context of
Bhakti literature in India will be explored,
emphasizing the essential role played by Bhakta
Charan Das within this tradition. We will delve
into the life and times of the poet, shedding light
on the socio-religious milieu in which he lived
and composed his works. An examination of his

biography is crucial to understanding the
motivations and inspirations behind
“Manobodha Chautisa.” The central focus of
this research paper will be a detailed analysis
of the content and themes found within
“Manobodha Chautisa”. We will explore how
the poem addresses fundamental questions about
the nature of the self, the pursuit of spiritual
enlightenment, and the path of devotion. The
verses offer a unique blend of poetic aesthetics
and profound philosophical insights, making it
a valuable contribution to both literature and
spirituality. Furthermore, this research paper will
examine the influence of “Manobodha
Chautisa” on subsequent generations of poets,
scholars, and spiritual seekers. We will discuss
how the poem has been interpreted, translated,
and revered within the Bhakti tradition and
beyond, emphasizing its enduring legacy. This
research paper seeks to illuminate the
significance of this literary gem, its historical
context, and its enduring impact on the world
of devotion and literature. By delving into the
depths of this poetic masterpiece, we hope to
shed light on the profound wisdom it contains
and its significance in the broader spectrum of
Indian religious and literary traditions.

Objective

The purpose of studying “Manobodha
Chautisa” would be to gain a deeper
understanding of its content, its significance in
the context of Bhakti (devotional) literature, and
its potential impact on the spiritual and
philosophical thought of the time. A research
paper on “Manobodha Chautisa” might have
several objectives, including Textual analysis of
the verses of “Manobodha Chautisa” in terms
of language, style, and poetic elements used by
Sri Bhakta Charan Das. This analysis can help
shed light on the literary qualities of the text.



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 396º

Philosophical and Spiritual Themes will explore
the philosophical and spiritual themes present
in the text. This might include the concept of
devotion (bhakti), the relationship between the
devotee and the divine, and the pursuit of
spiritual realization. The Historical and Cultural
Context of “Manobodha Chautisa” in its
historical and cultural context, considering the
social and religious milieu of the time when it
was written will have an impact on subsequent
Bhakti literature and its role in shaping religious
thought and practice. Comparative Analysis of
“Manobodha Chautisa” with other devotional
texts, both contemporary and earlier, to identify
similarities and differences in their themes and
approaches. This will delve into the life and
background of Sri Bhakta Charan Das, the
author of the text, to better understand the
motivations and inspirations behind his work.
Overall, the purpose of studying “Manobodha
Chautisa” through a research paper would be to
contribute to the academic understanding of
Bhakti literature, philosophy, and the cultural
heritage of the region where this text originated.
This kind of study can provide insights into the
intellectual and spiritual traditions of the time
and their enduring significance.

Like a mirror, a composition shows the
whole picture of the songs. It shows and keeps
its features, such as its ascending and descending
notes, its dominant notes and other sub-
dominant notes, its complexities, and its unique
note combinations, such as svara-sagati, etc. The
different ways a raga can be put together show
the many different ways it can be played. Even
though there are a lot of song texts in the form
of a collection of Persian, Sanskrit, and regional
texts. The goal of the research is to study the
lyrics of songs sung in the style of ‘Manobodha
Chautisa’. This includes analyzing the lyrics and
the way the songs sound. It will try to track down

and analyze several cases using pre-audio
recordings, written sources from different
treatises, and live concerts.

Historical Background

Bhakta Kavi Bhakta Charan Das was
an Odia artist, prominent author, and artist of
Odissi music. He wrote in both Sanskrit and
Odia. His works are known for the reverential
remainder. His perfect work of art ‘Manobodha
Chautisa’ is a composition of symphonic poem
type performed by artists who use a
sophisticated set of prosodic schemes with
additional melodic components. He was born
in Raja Sunakhala khorda, Odisha.The study
article titled “Manobodha Chautisa” examines
the noteworthy contributions of Sri Bhakta
Charan Das, a revered Bhakta Poet. To establish
a historical foundation, it is imperative to
comprehend the contextual backdrop and the
poet’s significance concerning this piece of
work. Bhakta Charan Das emerged as a notable
poet and spiritual luminary within the Bhakti
movement in India, a religious and cultural
phenomenon that places utmost significance on
the cultivation of devotion towards a certain
divine entity as a means to attain spiritual
enlightenment. The individual resided
throughout the latter half of the 19th century
and the first years of the 20th century within
the geographical boundaries of the Indian state
of Odisha. (Jena, 2005). Bhakti movement
originated in ancient India and became
significant during the medieval era. The primary
objective was to surpass the limitations imposed
by caste and religious divisions while advocating
for the cultivation of devotion towards a
personal deity as the pathway to attaining
redemption. Bhakta Charan Das, a poet and
devout follower of Lord Jagannath, a god held
in great reverence within the region of Odisha.
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The individual in question was renowned for
his profound dedication, profound spiritual
discernment, and exceptional aptitude in the
realm of poetry. The Bhakti tradition exerted a
profound effect on his life and artistic output.
“Manobodha Chautisa” represents a significant
contribution by Bhakta Charan Das. The work
comprises a compilation of thirty-four
devotional songs, commonly referred to as
“chautisa-s,” which serve as a means for the
author to convey his deep affection and
reverence for Lord Jagannath. The songs exhibit
a substantial amount of symbolism and imagery,
effectively capturing the poet’s individual
encounters and spiritual progression. The
cultural and geographical significance of Bhakta
Charan Das and his work in Odisha is
substantial. The devotional works created by
him persistently endure as objects of veneration
and are performed across the state, particularly
during religious festivities and rites linked to
Lord Jagannath. The enduring impact of Bhakta
Charan Das is evidenced by the continued
inspiration his devotional songs provide to
spiritual seekers and devotees throughout
generations. He is widely regarded as a highly
esteemed person within the Bhakti tradition of
Odisha. The primary objective of the research
article titled “ManobodhaChautisa” is to provide
a comprehensive exploration of the life, works,
and influence of Bhakta Charan Das. This study
intends to illuminate his significant
contributions to the Bhakti movement and the
rich cultural and spiritual history of Odisha.
Additionally, an examination of the meaning of
“ManobodhaChautisa” within the realm of
Indian literature and devotional poetry might be
undertaken.

Fig 1- Raja Sunakhala, Odisha

Fig - 2
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The form and structure of ‘MANOBODHA
CHAUTISA’

Kahai mana āremo bola kara
Kalā úrimukhavaredekhibachāla re
Kete dinaku mana bandhichhuāGta
Ki ghenijibutorachhutileghata re …..

In a nutshell, ‘Manobodh’ means ‘to
entice the mind properly’ and ‘to accept some
thought without reluctance.The poet encourages
the audience to take a look at Lord Sri
Jagannath’s dark face because life is short and
nothing will be left of a man’s body when he
dies.After he dies, he will be eaten by jackals
and vultures since the body he wears and sleeps
on is a feast for them.The dead body will emit a
foul odor.Many of your familiars have already
passed away, yet none of them was able to take
even a speck of dust, much alone any other
important riches, with them.Instead of reciting
the names of Guru and Govind in devotion, you
are focused on accumulating wealth. After your
death, you will no longer possess the
aforementioned property, including everything
you’ve earned and stored in the form of a house
or within the walls of a house. After death, you
will only be accompanied by the name of
God.You may be convinced that everything is
yours, but when you die and cease to exist, no
one will be yours.(Sanyal, 2021) Like a
palanquin used to transport a beautiful young
girl, your insides hold a sacred altar on which
the all-pervading, intangible God has been
placed. Unless you devote yourself to the service
of the Sadguru and worship and recall the name
of Govind, you will be tricked and repent at the
time of death. When you invoke Govind’s name,
all of your worries and anxieties will vanish.
Since the beginning of time, God’s ears have
been trained to hear your cries for help. He is
like a boatman who checks back to see if anyone

else wants to join him before he sets out to cross
the river in his boat. There is nothing beautiful
about a body that is covered in a thick layer of
skin. When you’re in this state, your body feels
like a drum that’s been hollowed out. When a
person dies, his or her body’s materials will be
considered trash and thrown away. If you do
good deeds in this life, you’ll be rewarded with
the same good deeds in the next.When you’re
on your deathbed, you have nothing to lose by
giving generously to charity. Breathless and then
lifeless will set in. You’ll have to deal with God
of Death’s lair, and you’ll suffer greatly as a
result. This wealth, which you claim to have
earned, is yours solely because you claim to have
earned it. But in reality, your body does not
belong to you after death, and this is a fact. Many
of your friends and family members have died.
Still, you believe that your body will never
expire and that you will be able to enjoy your
wealth for eternity. (Text of Bhakta Kabi Poet
Sri Bhakta Charan Das and His Work...., 2018)
This is a completely erroneous belief that you’ve
developed over time. Many of the world’s most
illustrious kings have indeed come and gone.
None of them were able to enjoy their wealth
indefinitely. In the end, the parasites will get
their hands on your hard-earned money and
savings. After your death, they will build their
homes on your land. You’re more concerned
with accumulating money than you are with
praising Guru and Govind. Everything you’ve
acquired and stored in the shape of a house or
within the walls of a house will be lost to the
estate after your death. Many diseases have their
roots in the human body. It’s only a matter of
time before you’re back to your old self. Nobody
has the power to keep you safe or even slow
down the clock on your demise. Yama’s
attendants will punish you in the Lord of Death’s
dwelling once you die. Piety and immorality can
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be distinguished by your conscience, but you
do not practice it. You set out to amass wealth
even though you committed wrongdoing in the
process. This is a worldly shackle that you will
be unable to escape if you are determined to
engage. Piety drives the world. Sinning will
bring shame to your name, therefore avoid it at
all costs. You’ll end up in hell for your sins,
where you’ll suffer an eternity of torment.There
isn’t a second in which you’re using your tongue
to say, Hari. You’re participating in something
that will ultimately lead to the demise of your
life’s mission. You spend your time and energy
on short-lived matters. As the sun rises in the
morning, the lotus-eyed God pervades your
entire body. You are protected by His grace. Fix
your thoughts on the Lord’s lotus feet. There’s
still time to make alterations to your daily
routine. If you’re like a flower that gets blown
around by a strong wind and loses its identity,
it’s because you’re not spending enough time
remembering the Lord. You should not
voluntarily bind the knotted rope over your neck
and attempt to hang yourself. You are urged
repeatedly not to engage in the activities of this
world, to protect yourself from the agony of hell,
by turning your mind to God in time so that you
will not be able to repent in hell. A Sadguru
should guide you from the beginning in your
devotion to God. You take it for granted that
nobody can cross the vast ocean when the boat
is in broken and leaking condition. To be strong,
you need to rely on God’s flawless protection.
Sincere and devout thoughts bring God closer,
while non-devotional thoughts push Him further
away. We waste our time and energy on
meaningless activities like fantasizing and
daydreaming. People will refer to you as “dead”
when you die. You tell others to die, but you’ll
die one day, too. Once a creature is born into
the world, it will very certainly meet its demise.

Chant Sri Hari and keep him in mind if you want
to maintain your good name. You reflect on Lord
Sri Jagannath’s greatness as you watch his
bondage from Yama’s side. The world’s ocean
appears beautiful from the surface, yet its dark
depths are teeming with horrors. Never put your
faith in a person’s outward appearance, because
neither the monarch nor his subjects will last
forever. You see and hear it every day in your
vision and your hearing. (Index of Orissa
Review. (n.d). https://magazines.odisha.gov.in/
Orissareview/jan-2007/engpdf/68-80.pdf, 2007)
Even yet, you’re tempted to amass material
money in whatever way you can. Temptation
leads to failure. If you want another life, you
can’t have human life.Indulging in worldly
materialism is a waste of a once-in-a-lifetime
human birth. To put it another way, you won’t
get anything out of this, not even a little extra
profit. For this reason, recite Sri Krushna’s
name; serve Him; concentrate on His lotus feet;
and be pleased with remembering Him. Make
no apologies for getting tossed around in
everyday situations. Realize that everything else
is a figment of your imagination; only the name
of Hari is true and real. Think twice before you
believe that everything in the world is real. Your
life expectancy is eroding at an alarming rate.
Chant the name of Sri Hari to help you get over
your sorrows. Never put faith in the immortality
of the body or get caught up in physical
pleasures; when one turns away from serving
God and forgets to keep His name in mind, he
forfeits his well-being and sets himself up for a
downward spiral. You will never be able to
reanimate a dead body. Recite  Sri Hari’s name
before you die to give your current life meaning.
Keep your faith in God, not in your body.It is
wrong to spend one’s time and energy on self-
indulgence rather than serving God. This is
Bhakta Das’s call to action, urging people to
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modify their lifestyles as a result.

Conclusion :

Bhakta Kavi Bhakta Charan Das has
been considered by many scholars to be an
essential link to the development of Odiūī
literature and Odiūī music. It is not uncommon
for South Asian writers to be virtually unknown
outside their home country Bacta mold Bacta
Charandas is no exception. East India and its
contacts can be tracked through Bhakta Kavi
Bhakta Charan Das. At that time, there was some
evidence of the relationship between Sanskrit
and Odia. Examining the literary substance of
Manobodha Chautisa  reveals that  the
widespread influence of the Caitanya-style
Vaicnavism in Odisha and the unique status of
the work, explicitly as Vaicnavitic literature,
require further investigation. A master of literary
form and technique, Bhakta Kavi Bhakta Charan
Das is more remarkable for his poetic linguistic
manipulation. Great indexes of modern Odisha
music include Bhikari Bala, Arabinda Muduli,
etc, this Manoboda Chautisa is very popular with

the general public of Odisha.
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Introduction

Today the whole world is witnessing a
new trend in communication. Including the print
and electronic media, traditional media as well
is affected with the Social Media and the trend
and style of communication is changing. Along
with digital technology, social media has played
a big role in changing the consumer behaviour.
Anything that goes viral gets distributed like a
flash. Via social platforms, content can now be
tagged and correlated for cross-selling, up
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Challenges for Communication in the Era of Social Media
Dr. Bala Lakhendra*

Abstract

With the advent of Social Media platforms, most of the media messages are shaped by and
circulate within the multi-faceted, always available, participatory communication space
called the digital environment. This participatory, de-centralized space indicates a paradigm
shift in media and communication, and therefore in the culture at large. In the new paradigm,
comprehensive media ecology-infused media literacy is necessary not only in the disciplines
of communication and media studies, but across higher education. The five-part model
engages core concepts from media ecology, critical cultural studies, and critical pedagogy,
with a final goal of educating enlightened media practitioners interested in seeking social
change. In the emerging media environment, messages, forms, and new ways of thinking
and being ought to be the mandate of twenty-first century higher education.Digital has
helped in the transition of the traditional media to the innovative, disruptive, and open
new media age. Innovation is the key to success in the current media and publishing world
and is the only way to drive the industry forward in the coming times. This paper’s main
idea is to discuss the different changes in communication style and process.

Key words :  Social Media, Communication, Society, Education, Tradition
Methodology : This Research Paper is based on Qualitative analysis of the research papers and available

books in the related area of Communication and the changing trends in the field of communication
with special reference to social media. As the quantitative approach for any research aims to observe
things in order to explain what is happening and what kind of changes are taking place with a
particular circumstances. The qualitative research framework is geared toward creating a complete
and detailed description of the observation by a researcher. Rather than providing predictions and/
or causal explanations, the qualitative method offers contextualization and interpretation of the data
gathered which is available in the public domain. In this Research the researcher has used the
Qualitative method as it is subjective and requires an observation and elaboration which is carefully
chosen from the available text in the respective domain.

selling, and opinion generation.Also, the devices
that consumers purchase dictate how the content
needs to be distributed. Nowadays, smart phones
are loaded with cool apps that offer innovative
ideas for execution of content. In short, anyone
can be a content creator.Also, disruption is the
new mantra for success in the media and
publishing industry. The ways of doing business
has changed, with new players coming up with
new rules and strategies, empowered by
emerging technologies. With innovative
technologies and services such as streaming,
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artificial intelligence, cloud-based media
services, augmented and virtual reality, and
intelligent devices, the media landscape is set
for further disruption.

In today’s digital era the consumersare
the King makers. From the far-right end of the
industry value chain to the centre, consumers
have come a long way from the days when they
had to absorb the one-way content that was
dished out by the media and publishing giants.
Today, the consumer calls the shots on what
content needs to be created, what can cross-sell
or upsell, and finally, how the content needs to
be distributed. This transition has also greatly
impacted the way industry players conduct
business. Earlier,  businesses  ran  around  big
media and publishing houses that decided on
what movie, music, or book they would release
and when. These businesses contracted artists
and authors for content creation and managed
the rights of the content. The content was
distributed geographically, and it usually hinged
on the distribution network of these business
houses.Movies needed to be appropriately long
to match the show time in movie halls, songs
needed to be bundled together to create an
album, and books needed to be appropriately
sized to manage the logistics of delivering them
to the stores. Promotions were planned in a way
to project content as a product. The biggest flaw
in this approach was that content was treated as
a product and not as a service. The fact that
content needs to connect emotionally to the end
consumer to succeed, remained understated. 

With the advent of streaming partners
many of the above rules were thrown out of the
textbook. We are now seeing new series of
different programs releasing across the globe on
the same day. Innovative content like short
movies, mini-series, one song release, and short

stories, have gained popularity.We are also
witnessing new ways of promotion. Movies are
being promoted via comics, and books via short
movies. There are ample opportunities to cross-
sell and upsell. Social media has taken word of
mouth promotion to the next level where
comments on social networks can make or break
the success of a piece of content, for example, a
movie. As far as enterprises, institutions,
administrations, organizations, groups, families
and individuals start their own online presence,
they become “media” by their own, they also
become “sources” for traditional media, and in
many cases, they produce strong “media criticism”:
opinion about how issues are covered by legacy
media and delivering of alternative coverage.

Apart from media and publishing
houses and distribution companies, a major
chunk of media revenue now goes to streaming
players and social and viral aggregators.
Alphabet, Facebook, and Baidu are a few
technology companies which are in the list of
top thirty companies earning revenue from
media along with digital media companies like
Walt Disney, Comcast, 21st Century Fox,
Viacom, and new-age content streaming giants
like Netflix and Amazon.

Today we are witnessing the focus shift
from the industrial production constraints (press,
radio, television) to content authority in order to
define media. National Geographic and CNN, for
example, are not a particular kind of media, but
brands which represents authority over an area of
content (natural life) or expertise in current affairs
content management (journalism).The media
convergence towards digital resets media identity,
shifting from platforms to contents and outstanding
brand image in relation to a type of content not to
a media format. Media brand image is one of the
most valuable actives of media companies in the
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new environment: a source of credibility and
prestige for digital content.Today media starts to
understand that their business is selling the content,
not the holder: multi-platform services to be
accessed by users from a range of terminals
according to the user’s situation and needs.

During the eighties, the merge of satellite
and cable technologies enabled broadcast media
the delivering of content to thematic segmented
target audiences, evolving from broadcasting to
narrowcasting. From the 90’s on, internet opens
the way to a next step: from narrowcasting to
pointcasting.Online content provision not only
could fit niche targets but even more: it could be
arranged to meet the specific interests and time
constraints of every individual user. The de-
massification of public communication arrives
with the personal configuration options of online
media and services. The passive unidirectional way
of media consumption is replaced by the concept
of an active user seeking for content, exploring
and navigating info-spaces. Users become also
content producers in many web environments,
mainly the social web.

The communication process in the actual scenario
is user centred, users have the control to choose,
to decide, to search, to define and configure, to
subscribe or unsubscribe, to comment and, most
important: to write, talk and film. Self-media,
nanopublishing or thin media are  the new names
for the strategy of those users who decide to
become even more active and start low profile
digital native media activities. One of the strongest
issues about digitalization is that text, audio, video,
graphics, photos, and animation could be arranged
together and interactively on a single media for
this first time in history. This multimedia identity
of the actual environment allowed all media
industries to converge online (press, broadcast,
movies) and this is the reason why media

distinctions related to use of single language
(textual, audio, visual) tend to be erased. Online
media are multimedia, and multimedia is a new
language. This meta-medium nature of the net
should be understood at the light of older media
revolutions: the first step of older media being the
content of newer media is followed by a next step
in which newer media develops its own language
and content, and older media redefine their
identities.

Regular frequency was a strong paradigm
of the old scenario to the point the many media
were defined in relation to its time constraints
(daily, weekly, monthly). Online media (whether
they are digital versions of a daily newspaper, or a
weekly or monthly magazine) assume that they
must to be real time updated to survive in the new
environment.What we lost in the road from
periodicity to real-time is the reflection. What we
gain is dynamism and conversational styles.
Sharing news and opinions with the ability to
interact in real-time are the seed of
cybercommunities.

The gatekeeper paradigm was broadly
used to explain the role of media editors and the
agenda-setting theory and to describe the functions
of media in defining the daily issues.This
intermediation function should be revisited
nowadays in the light of the decentralized nature
of the net. Together with legacy media, many other
informal sources become relevant to establish
the agendas (because  the agenda does  not  exist
anymore). Worldwide publishing without editors,
but with a close peer review daily process and in
most cases open to comments from readers is the
nature of social web publishing. As a result of that,
the agenda of relevant current affairs goes beyond
the established media land and now is share with
a wide variety of new sources, most of them not
media, including social web portals, mailing lists,



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 404º

e-bulletins, search engines, newsgroups, forum and
weblogs with their respective feeds when available.

Space for the print media and time for
broadcast media ceased to be the limit to content
and now the time of the user is the new scarce
resource. One of the strong effects of “readers
becoming writers” is the proliferation of online
information without clear attribution of source
authority and heterogeneity of content quality. The
overflow of information calls for new skills and
tools to manage data, news, and opinions. Content
syndication, news aggregators, news readers,
popularity rankings, recommended reading, most
viewed lists, trending topics, are but just a few of
the tools available to navigate the chaos of
abundance.

Far from the single-direction point-
multipoint asymmetrical distribution model of
legacy media, with the net emerges a bilateral
inverse model many-to-one based on the client-
server architecture of the internet, but also a
multilateral horizontal and symmetrical many-to-
many model.The fact that content providers and
users access the same channel to communicate,
enable the users to establish a bilateral relationship
with media and also a multilateral relationship with
other users of the system. Secondly, by the same
rule, users could become content providers.In the
new environment, the user has the ability to choose
between content options and to define the time for
access, but interactivity also means the capacity
to change the aspect of the content, to produce
content for a system and to communicate with other
users.The first level of interactivity has to do with
the possibility for the user to choose the format of
information display (browser and navigation
interface configuration). The second level of
interactivity is the possibility for the user to produce
input for a system. This contribution could be co-
authoring, writing comments, answering pools and

tests, posting news, and so on.The third level of
interactivity has to do with the possibility for the
user to communicate with other users of the system
in real or delay time. Dealing with interactivity in
the context of media with a long and strong
tradition of one- way distribution of content is one
of the most important challenges that mainstream
media has to face.

The broadcasting paradigm of one-to-
many unilateral distribution is replaced by both:
many to one access and many to many
communications. Client-server architecture of the
internet started a new model based on the decisions
of the users. The access paradigm is
complementary with the user centre paradigm and
both explain the strong interactive nature of the
new environment. Access means to seek, search,
navigate, surf, decide, an active attitude, a will to
connect and communicate, the contrary of the
passive reception of media content. “My daily
visits”, “My homepage”, “My favourites”, walls
and timelines are expressions of this personal way
to seek for content, and the lasts attempts of
contextual advertising shows how the old dynamics
has change: now advertisers are looking for targets
outside the media arena, testing ways for a personal
approach based on keywords searching and
database mining.

Analogue media narrative construction is
linear and narrators have the power to control the
story organization and tempo. The digital platforms
enable narrators to organize content by fragmenting
it into small units (nodes) with multiples paths
between them (links). Hypertextual narratives
empower the user shifting the control of the
narrative from the narrator to the reader. From
linear temporal media, we are shifting to non-linear
spatial content. Hypertext becomes the grammar
of the digital world.

Reading text lines, listening or watching
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temporal (linear) audiovisual media are typical
activities of traditional media consumption. The
digital nature of the actual environment opens the
way for a spatial, rather than temporal, organization
of content. Websites, blogs and social media
profiles are spaces to visit. Virtual spaces where
users perform activities: they meet each other,
learn, gather and share news and opinions, do
shopping and gaming, entertain and create.The
pathways of the info-spaces are built on links.
Creating and activating links online could be the
new name of alphabetization. Reading and writing
by linking, this is, exploring and creating
hypertextual environments on a daily basis is the
most strategic skill digital natives are achieving.

The extraordinary amount of data
available in the Digital Age bring back the strategic
role of media as social managers of knowledge, a
role to be shared with an increasing number of
new players. The analysis of data and its
transformation into knowledge (not the
management of a platform) becomes the axis of
media activities. Today, the strategic mission of
media is the information about the information:
information intelligence, interpretation, filtering
and searching combined with the challenge of new
interactive multimedia narratives and delivered by
a wide range of channels. This new scenario for
public communication in the internet era should
not be understood in an apocalyptical way, but it
should be considered, instead, as the opportunity
to redefine the profiles, the professional challenges
and the academic training of communicators, and
also to rethink the changing nature of media and
mediators.

A few decades back, the television was
just a box with a screen and a remote for
watching programs. Back then, the broadcaster
picked the content that was appropriate for us,
broadcasted it at the time that the broadcaster

thought was suitable for us, with the breaks he
thought we could take. Music followed the same
groove – it was either radio on which everything
was played in a predefined format at a
modulated pitch, or a CD/tape for which we
needed to go to the shop and had to wait to get
back home to play it. Also, the books we used
to read were those that were available in our
community, and we could read only a few at
home, and for more books, a visit to a library or
a book club was required.

Conclusion

Today, things have taken a U-turn, and
the scenario has changed completely. Now, TV
is still a screen and a remote, but it allows us to
watch whatever we want, at our preferred time
and pace. Similarly, the music we hear is just a
click/swipe/voice command away. We have
thousands of books on our mobile phones that
we can read/hear at our leisure. Digital
technology has made all this possible and
brought the end user to the forefront. Now, it is
us, the consumers, who decide which content
we consume, how, and when.A paradigm shift
in the way they work will only be possible when
their manager becomes open to change.The
digital age arrives with a set of big communication
challenges for traditional mainstream media: new
relations with audiences (interactivity), new
languages (multimedia) and a new grammar
(hypertext). But this media revolution not only
changes the communication landscape for the usual
players, most importantly, it opens the mass
communication system to a wide range of new
players.Blogs and social media represent the
ultimate challenge for the old communication
system because they integrate both: the new
features of the digital world and a wide
democratization in the access to media with a
universal scope.The global process could be
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understood as a big shift from the classical mass
media models to the new media paradigms: the
user becomes the axis of communication process,
the content is the identity of media, multimedia is
the new language, real-time is the only time,
hypertext is the grammar, and knowledge is the
new name of information.
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dfork dks fc[kjk dj ns[kus ls

flok js'kksa ds D;k fn[krk gS

fy[kus okyk rks gj fc[kjs vuqHko ds js'ks dks lesV dj

fy[krk gSA1

Hkokuh th dh dforkvksa ds lgkjs mu ij gh
ckr djuh gks] vkSj dgus okys dh laHkkfor QyJqfr ij
ç'u fpà igys ls mUgha dh rjQ ls gh [kM+k gks] rks
dksbZ Hkh ckr dguk&fy[kuk csg;kbZ gSA csg;kbZ rks [kSj
crdgh ds lq[k esa Hkh gS vkSj crdgh yksd vkSj 'kk[k
nksuksa esa ,LFkhfVdyh oSèk gS& dkO;'kkL= fouksnsu dkyks
xPNfr èkherke~A veR;Z lsu rks ge cglckt fganqLrkuh
¼n vkxZ~;qesaVsfVo bafM;al½ gSa] ;g nqfu;k Hkj dks crk gh
pqds gSaA oSls Hkh [kqn Hkokuh th dh dfork,a crdgh dk
lkSan;Z'kkL= cqurh gSaA dforkvksa esa vkVZ v‚Q dUolZ'ku
;k crjl dk lkSan;Z fodflr djus okys os vuwBs dfo
gSaA gkykafd dqN fo}kuksa us dfork esa bl dUolZ'ku ds
iqV dks likVc;kuh dgdj derj Hkh vk¡dk gSA
likVc;kuh dks os eSfFkyh'kj.k xqIr dh bfroÙ̀kkRedrk
dk foLrkj ikrs gSa vkSj Þdforkiu^ß ds fo:) ikrs gSaA
bl Þdforkiuß dks dfo&dkS'ky dk çek.k&i= Hkh
ekuk x;k gSA Hkokuh th bl dkS'ky dks ÞprqjkbZß ds
incaèk esa csinZ dj nsrs gSa vkSj vius vankt esa dgrs gSa]

rusxk ugha eq>ls] pkgw¡ rks Hkh

dksjh prqjkbZ dk forkuA2

cgqyrkoknh cksèk ds dfo Hkokuh çlkn feJ

M‚- vfouk'k dqekj flag·

lkjka'k

bl 'kksèk&i= esa fgUnh dh ledkyhu dfork ds laoknèkehZ vkSj yksdrkaf=d ewY;ksa ds leFkZd
dfo Hkokuhçlkn feJ dh dkO; psruk vkSj dkO; O;ogkj dh igpku dh xbZ gSA Hkkjr ,d cgqtkrh;
jk"Vª gSA feJ th dh dfork Hkh ,d yksdrkaf=d lajpuk j[krh gS vkSj fdlh Hkh lkaL—frd mRiknu esa
yksdra= dh fgQktr dks loZJs"B nkf;Ro ds :i esa ns[krh gSA çLrqr vè;;u esa bUgha ewY;ksa ds laj{k.k
dh jpukRed dksf'k'kksa dh iM+rky Hkokuhçlkn feJ dh fofHkUu dforkvksa] mudh oSpkfjdh vkSj mudh
dkO; Hkk"kk ds vuq'khyu ds ekè;e ls dh xbZ gSA

cht 'kCn % cgqyrkokn] yksdra=] lkSan;Zcksèk] cktkjokn] laL—fr] jk"Vªh;rk] ukxfjd&lekt

izfof/k % bl 'kks/k&i= ds fy, f}rh;d ek/;eksa dh lgk;rk ysdj fo'ys"k.kkRed v/;;u izLrqr fd;k x;k gS A

· ,lksfl,V çksQslj] fgUnh vkSj vU; Hkkjrh; Hkk"kk foHkkx] egkRek xkaèkh dk'kh fo|kihB] okjk.klh

;g dksjh prqjkbZ dk forku blfy, Hkh ugha
rusxk D;ksafd ftu le;ksa ds vkj&ikj mudh dfork
dk Qyd O;kIr gS] og le; vius&vki esa i;kZIr prqj
gS vkSj xks;k mUgsa irk gS fd bl prqjkbZ dk bykt
cs'kd dfork dh nsg esa foU;Lr bZekunkj ljyrk esa gS]

prqj eq>s dqN Hkh

dHkh ugha Hkk;k

u vkSjr] u vkneh] u dfork !3

rks] yCcksyqvkc ;g fd Hkokuh th dh dfork
esa ÞpoZ.kk foJkafr^ dh ryk'k djus okys yksx fujk'k gks
ldrs gSaA mudh lkSan;Z–f"V ij otzikr Hkh gks ldrk gSA

çlaxo'k lkSan;Z dh ckr vk gh xbZ gS rks ,d
loky mu ij mBk;k Hkh x;k FkkA feJ th ij fy[krs
gq, vLlh ds n'kd ds ukephu vkykspd&dfo dkafr
dqekj us vius ,d vkys[k esa fy[kk gS] ÞlriqM+k ds
vtxjksa ls Hkjs] 'ksjokys] ck?kokys] xjt vkSj ngkM+okys
?kus taxyksa ds çfr dfo dk vuqjkx ,d lgpj dk lk
gSA dfo us ckjackj Lo;a ij johUèkukFk bR;kfn vusd
lkSUn;Z&psrk dfo;ksa ds çHkko dh ckr dk mYys[k fd;k
gS fdUrq ;g tkudj vk'p;Z gksrk gS fd feJ th us
ekuo&lkSan;Z dk fp=.k çk;% ugha gh fd;k gSA muds
dkO; esa xncns cPpksa] 'kjekrh xzke&oèkqvks] diksr&daBh
lqanfj;ksa ekSu cus jgus okys ykt&Hkjs lkSan;Z ds fp=.k
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dk loZFkk vHkko gSA ;g rF; gekjk è;ku vR;ar vkxzg
ds lkFk blfy, vkdf"kZr djrk gS D;ksafd dfo ds fç;
Hkkjrh; vFkok ik'pkR; leLr dfo;ksa us ekuo&lkSan;Z
ds vR;ar jlflä fp= vafdr fd;s gSaA ;gk¡ ij ;g
è;ku fnykuk vko';d tku iM+rk gS fd eSa ;gk¡ lsDl
dh ugha lkSan;Z dh ckr dj jgk gw¡ feJ th ds dkO; esa
lsDl ds fdlh :i dh ppkZ ugha gS] dsoy ;gh ugha]
thfor lkSan;Z dk mYys[k Hkh ,d fljs ls xk;c gSA dfo
Lo;a Hkys gh ;g ekus fd] ̂ esjk thou dqN ,slh eLrh esa
chrk fd çse vkSj lkSan;Z dk è;ku eq>s ugha vk;k^] ij
bldk ,d laxr dkj.k eq>s ;g çrhr gksrk gS fd xkaèkh
th ds mi;ksfxrkokn rFkk fouksck ds loksZfn;okn ls
vuqçkf.kr gksus dh otg ls ekuo&lkSan;Z muds fy,
dkE; vFkok çs; ugha jg x;k gSA os johUæ ls çHkkfor
gSa fdarq muds dkO; esa johUuukFk] xkaèkh th ds lkaps esa
<ydj mifLFkr gq, gSaA fgeèkoy] çoh?kZ nk<+h ,oa
èkjkfopqEch phuka'kqd ifjèkku ds LFkku ij xkaèkh th dh
ykBh ,oa yaxksVh èkkj.k djus ij johu}ukFk dks tks :i
gksrk gS ogh :i feJ th ds dkO; dk gSA lEHkor% blh
dkj.k johUèkukFk dh Hkkafr os moZ'kh ds fnO; lkSan;Z ds
xhr u xkdj ^lR;dke^ ds xhr xkrs gSaAß4

dkafr th ekuo&lkSan;Z esa lsDl&fp=.k dh
dkO;kfHkO;fä dks vko';d Hkh ekurs gSa vkSj Hkokuh th
esa vuqifLFkr ikdj FkksM+s fujk'k Hkh gksrs gSaA fnypLi
;g gS fd ekuo&lkSan;Z;ksèk vkSj mldh dkO;kfHkO;fä
ds ftl çk:i esa lsDl&fp=.k dks vfuok;Z dj fn;k
x;k gS] mls dkafr dqekj th johUæukFk VSxksj ds ÞdkO;cksèkß
vkSj dqN ns'kh&fons'kh dfo;ksa ds rdZ ds vkèkkj ij
LFkkfir djuk pkgrs gSaA xkaèkh th dk mi;ksfxrkokn ;k
fouksck dk loksZn;okn muds ekuus esa ekuo&lkSan;Z ls
jfgr dj nsus okys rRo gSaA ;gk¡ ij nks rjg ds Li"V
foHkze fn[krs gSaA igyk rks ;g fd ekuo&lkSan;Z ;k
thfor lkSan;Z ds fy, lsDl dh ppkZ gksuh pkfg, vkSj]
nwljk ;g fd mi;ksfxrkokn vkSj loksZn;okn us thfor
lkSan;Z ds fp=.k ls Hkokuh th dks oafpr dj fn;kA
dkafr th dks xkaèkh th dks i<+uk pkfg, Fkk vkSj muds
^lR; ds lkFk esjs ç;ksxß dks rks t:jA Hkze VwVrk
mudk Þthfor lkSan;Zß dh xkaèkh;u fFk;jh dks le>djA
Hkokuh th }kjk ftl çse vkSj Jàxkj dh vksj è;ku ugha
nsus dh vkReLoh—fr dks lanfHkZr fd;k x;k gS] og

vkReLoh—fr ,d dVk{k gS ,sls gh vkykspdksa dh –f"V
ij tks dfork dks fc[ksj dj dfo ds vuqHkoksa dh
lafy"Vrk ds js'ks dks Hkh lp esa ugha ns[k ikrsA dqN nsj
ds fy, ;fn dkafr th dh gh thfor ekuo&lkSan;Z dh
gh ckr dj ysa rks mls LFkwy ls vk'k; esa Hkh Hkokuh th
dh dfork fujk'k ugha djsxh mudks]

bl ,dkdkj 'kwU;rk esa

rqe Hkj nh[krh gks

cpk;s dq¡dqe

tyrs gq, Hkky ij5

;g tyrs gq, Hkky ij dq¡dqe ltk;s gq,
thfor&lkSan;Z dh dfork mUgksaus viuh iRuh ds fy,
fy[kh FkhA ftlesa lkSan;Z] nkf;Ro vkSj lq[k ,d lkFk
ned jgs gSaA vkSj] ns[kuk gks rks dkafr th dks Hkokuh th
ds tyrs iFk ij ij FkksM+h utj Mkyuh pkfg, Fkh]

Nk¡g pkfg,

fprou&iou pkfg,

rsjh ck¡g pkfg,A^^6

fQj Hkh vxj og rFkkdfFkr thfor lkSan;Z
ugha fn[kk rks dguk u gksxk fd lkB ds n'kd esa ok;k
dkaxzsl Q‚j dYpjy ÝhMe Hkkjr esa nkf[ky gksus okyh
g‚yhoqM VkbZi Lora=rk esa ijdh;k jfr&fp= dh vis{kk
djus okyh dkafr&fiiklk D;k gh r̀Ir gksxh! dkaxzsl Q‚j
dYpjy ÝhMe f}rh; fo'o;q) ds ckn vejhdk&fu;af=r
u;s rjg dk lkaL—frd lkezkT;okn Fkk tks Hkkjr tSls
l|% Lora= ijarq {kr&fo{kr ns'k dh uktqd rch;r dk
Qk;nk mBkrs gq, Fkksi fn;k x;kA vKS; ds usrR̀o esa
cacbZ esa bldh Hkkjrh; lkfgfR;d Ýsapkbth cdk;nk
1955 esa [kksyh xbZ vkSj fgUnh dh vfèkdka'k dfork us
bls u;s rjg ds Þfo'ocksèk^ ds :i esa gkFkksa&gkFk fy;kA
blesa vfLrRookn] Ýk;Mokn us ?kh Mkyus dk dke
fd;k vkSj gekjh ns'kt vkèkqfudrk dh pyh vk jgh
lgt dkO;èkkjk vpkud ls Þvius&vius vkdk'k\ß dh
ryk'k esa yx x;hA gkykafd ;g Hkze VwVkA nsj yxhA
lfPpnkuan Hkh dk;ns ls vKs; cusA dkaxzsl Q‚j dYpjy
ÝhMe ds ealwcksa dks [kqn vKs; us Hkh le>k vkSj ckn
dh jpukvksa esa ekuks çk;f'pr fd;kA Hkokuh th vKS;
ds okilh dks 'kqHk ekurs gq, dgrs feys]
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lfPpnkuan vKs; u cu tkrs

rks 'kk;n brus vPNs Hkh

ugha curs os

bl 'kYn us mUgsa cuk;k gS

eSa vkt nsj rd mudk uke cnyuk euk;k gSA

,d R;ksgkj dh rjg

vkSj [kq'kh meM+h gS

fd [ksy [ksy esa

gesa ,d vkneh feyrk dh pyk x;k

'ks[kj ls ysdj HkoUrh rd f[kyrk dh pyk x;k !7

vKs; ds cgkus mUgsa vkneh feykA bl
vknfe;r dh ryc Hkokuh th dfork dk dsUæh; Loj
gSA mUgsa irk gS fd dfork ;fn lhèkh tcku esa ckr djs]
rks vlj djsxh] dfork Hkh cuh jgsxhA ckotwn bl
Lohdkj ds fd] vc ds cjl dh dfork lknh ugha gS
lkèkksA dk¡Vksa dh lst gS ;g xknh ugha gS lkèkksA ¼xkaèkh
iap'krh½8 mUgsa vius dke ij Hkjkslk gS A

,d yack dke gS ftls eSa dj jgk gw¡

le; dks esa Hkj jgk gw¡ jaxksa ls vkSj çdk'k lsA9

le; dks jax vkSj çdk'k ls Hkjus ds fy, tks
dqN mUgksaus fd;k og dHkh loky dh 'kDy esa] rks dHkh
dfo gksus dh t:jr dh 'kDy esa çdV gqbZ gSA os loky
blfy, djrs gSa dfork esa D;kafd cgqr lkjs yksx gSa]
ftudk thou gh lqfoèkkHkksxh O;oLFkk ds fy, loky
cuk gqvk gS&

,slh lqfoèkk de djks fd dksbZ flQZ nLr[kr djrk jgdj

egy vVkjh eksVj rk¡xs ok;q;ku ij p<+dj Mksys

,slh lqfoèkk,¡ [kRe djks ftlesa dksbZ i<+dj fy[kdj

dedj] fdlku] cqudj] lqukj] yf<+;k] yqgkj ls c<+ cksys10

;g loky muds le; ds Hkkjr dk Hkh Fkk
vkSj vkt ds Øksuh iwathokn ds le; dk HkhA fdlkuksa
dk otwn loky rc Hkh Fkk lÙkk vkSj dkjiksjsV ds eBksa
dks vkSj vkt Hkh gSA geus lky ij pyus okyk vFkd
la?k"kZ ns[kk gky gh esa fdlkuksa dkA Hkokuh HkkbZ dh
dfork vc ns[ksa vkSj la?k"kZ dks fQj ls ns[ksa]

esjh 'kL; ';keyk ek¡ ds csVs Hkw[k fy, cSBs gSa

dHkh lathou&ewj feyh Fkh vc rks tgj fi, cSBs gSa

vkt ugha ek¡ ds Lru esa nwèk fd mldk yky fody gS

vkt fuiV fu#ik; fd ek¡ ds thou esa vkx] vk¡[k esa ty gSA11

ek¡ ds thou esa vkx gS] vka[kksa esa ikuh gS]
mlds csVs fdlku vius otwn dks le>kus dh dksf'k'k
dj jgs gSa vkSj dfo rVLFk gks ;k Hk;Hkhr gks] rks mls
Hkokuh HkkbZ dks t:j ;kn djuk pkfg,]

vHk; rks

'kCn vkSj Loj vkSj èofu dk

igyk ns; gSA12

vkSj ;fn vHk; u Hkh gq, Lojksa esa rks dfork esa lgh ds
fy, [kM+sa rks fn[ksaA ;g gekjh eqfä dk Hkh iSekuk gS]
gekjh tokcnsgh dk Hkh]

dfork,¡ u fy[krs ge

rks vlaHko fn'kk,¡ u lw>rha

rkdrsa viuh Hkh

jksVh&jksth rd gh tw>rha

vkSj ?kj ls n¶rj

n¶rj ls ?kj vkrs&tkrs <krs jgrs

viuh t:jr ds er̀kfcd

NksVs&cM+s tqYe

vius vkl&ikl ijA13

;kfu gekjh lqfoèkkHkksxh rVLFkrk lÙkk }kjk
dhyas fcNkus ls Hkh T;knk [krjukd gSA blfy, Hkokuh
viuk i{k r; djrs gSa] ?kksf"kr Hkh djrs gSaA os mudh
tcku curs gSa tks cstqcku gSa]

dj jgk gw¡ ?kko esa iSnk tqcku

cstqck¡ ftl fnu u gksxk ?kko ,d

txsxk ml fnu u;k cnyko ,d

?kk;yksa ds jkt esa gksaxs u ?kko

lc lgsaxs èkwi] lc Hkksxsaxs Nk¡oA14

mudh bu dforkvksa dks i<+rs gq, dbZ ckj ;g
yxrk gS fd os dêj okeiaFkh jgs gSaA T;knkrj mUgsa
xkaèkhoknh Hkh dgrs jgsA varj bruk jgk fd vDljgk
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okeiaFkh gksuk ,d vkjksi dh rjg yxrk jgk mu ij
vkSj xkaèkhoknh gksuk dfork ds fygkt ls de ^iS'kusV^
fn[kk yksxksa dksA ,slk eglwl gksrk gS fd mudh ppkZ
bruh vfèkd jgh eaph; dfo ds :i esa] vkst vkSj rh[ks
jktuhfrd O;aX; ds dfo ds :i esa] fd mudh jpuk
çfØ;k dh xgjkbZ esa de gh yksx mrjsA bl xgjkbZ dks
le>us ds dqN lw= muds fe= jgs xksikyçlkn O;kl
ds fy[ks laLej.k ds bl va'k esa feyrs gSa]

ÞD;k&D;k :i gSa Hkokuh HkkbZ ds\ ,d vksj
dkdk dkysydj vkSj nknk èkekZfèkdkjh ds lkFk xkaèkh
n'kZu dk ekfeZd foospu] nwljh vksj fu—"V ls fu—"V
dfo&lEesyuksa esa lgtHkko ls mudh mifLFkfrA vius
lEeku vkSj fu"Bk dh j{kk dh [kkfrj cM+s ls cM+s
in&çyksHkuksa dk R;kx] exj nwljh vksj dUèks ij ,d
NksVk lk >ksyk yVdk;s] fcuk fcLrj ds yEch&yEch
;k=k vkSj ,d lkekU; O;fä dh rjg LVs'ku ds [kkseps
okys ls pkj vkus dh jksVh vkSj nks vkus dh rjdkjh
ysdj [kM+s gh [kM+s mudk yap cM+s&cM+s eaf=;ksa vkSj
jbZlksa ds ;gk¡ igq¡pus esa vlqfoèkk] exj dksbZ dykdkj]
dfo ;k fgUnh dk i=dkj gks vkSj og bUgsa fuea=.k nsuk
Hkwy tk, rks Mkfd;s dk nks"k ekudj mlds ;gk¡ Lo;a
tk igq¡puk vkfn yhyk,¡ mudh vykSfdd gh gSaA^*15

;kfu nk'kZfudrk dk rkfRod laKku vkSj thou
dk lgtre cksèk ,d lkFk Hkokuh th ds dfo& O;fäRo
dks x<+rk gSA gj dfo dh rjg 'kCn muds fy, Hkh
egRoiw.kZ gSaA 'kCnksa ds lkFk muds igys ds] lax&lkFk
ds vkSj ckn ds dfo;ksa us dkQh laokn fd;s] ysfdu
'kCnksa ds tud ;kfu dfo&fo'ks"k dk fojksèk 'kCn ugha
dj ik;sA ysfdu Hkokuhçlkn ds ikl 'kCn dqN vkSj gh
djrs feyrs gSa]

eSaus ns[kk gS fd dHkh&dHkh

,d ehBs fojksèk esa

os esjs f[kykQ rd [kM+s gks x, gSa

lksprk gw¡

fd esjs 'kCn

vc eq> ls Hkh cM+s gks x, gSaA16

;g fdlh dfo dh okLro esa lkFkZdrk gS fd
mlds 'kCn mls Hkh vfrØfer djsaA mldh fparu&çfØ;k

vkSj jpuk&çfØ;k ds chp ds vfuok;Z }U} dks lkèkus
ds dfBu nkf;Ro ds fuokZg esa 'kCnksa dks ^f[kykQ^ Hkh
[kM+s gksuk gh pkfg,A vkpk;Z 'kqDy dh ckr ;gka bl
lanHkZ esa vuk;kl gh ;kn vk jgh gS fd] T;ksa&T;ksa lH;rk
ij vkoj.k p<+rs tk,axs dfo deZ dfBu gksrk tk,xkA
bl dfBukbZ dk çfrokn ;gh gS fd ge x<+h xbZ ;k
Fkksih xbZ ewfrZ;k¡ rksM+us dh rkdr 'kCnksa esa vkus nsa]

lR; gks f'ko gks lqUnj gks

vkf[kjdkj bu lcdks

fdlh u fdlh iy

rksM+uk iM+rk gSA17

bl rksM+QksM+ esa laHko gS fd dfork dh rRdkyhu
èkkjk dks Hkh pqukSrh nsuh iM+sA Hkokuh HkkbZ us Hkh pqukSrh
nh vkSj yh HkhA ubZ dfork ds vfLrRooknh rdksaZ vkSj
rkjlIrd ds ̂ ykmM^ varykZi ds chp Hkh Hkokuh HkkbZ us
dfork dh vkRek dks v'kjhjh ugha gksus fn;kA mUgksaus
viuh Hkkf"kd cjdr esa Hkkjrh; tehu dh dfork dks
latks;k vkSj ltk;kA mUgksaus yksd vkSj vkfHktkR; esa
laokn laHko fd;kA iqy cuk;kA vFkZ vkSj 'kCn dks Loj
fn;k gS] nsg nhA çse'kadj j?kqoa'kh us ̂ Hkokuh HkkbZ* uked
viuh laikfnr fdrkc esa Bhd fy[kk gS] ÞubZ dfork
vkSj mlds ckn dh dfork ds ckSf)d ncko ds dkj.k
HkkokRe;d çfrfØ;k esa uo&xhr mHkjdj vk;k gSA---
Hkokuh feJ ubZ dfork ds NUnoknh dfo gSaA--- ubZ
dfork vkSj uoxhr ds chp Hkokuh HkkbZ ds ;s xhr lsrq
dk&lk dke djrs gSaA**18 blh laikfnr fdrkc esa
yxHkx ;gh ckr HkxhjFk feJ Hkh dgrs gSa] Þlkekftd
foMEcuk dh çfrfØ;k esa budh vusd jpuk,a gSa tks
vius ;qx ds ;FkkFkZoknh çxfr'khy –f"Vdks.k dks vfHkO;ä
djrh gSaA rnuUrj Hkokuh feJ dh jpukvksa esa uoys[ku
dh çof̀Ùk Hkh lekfo"V gqbZ& ftlds vUrxZr ewyr%
vkRe&fo'ys"k.k vkSj f'kYixr uohurk ds n'kZu gksrs
gSA^^19 uoys[ku dh çof̀Ùk esa vkRe fo'ys"k.k dh ekStwnxh
jgh] ,slk crk;k x;k gSA Hkokuh HkkbZ fd dfork,a bl
ljyhdj.k ds f[kykQ cSBrh gSaA os vkRe vkSj vukRe
ds chp ds dgha ckr djrs feyrs gSa]

cw¡n&cw¡n mexk Fkk

unh gw¡ vc
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u cw¡n esjh Fkh u ;g èkkjk

nwljksa dk gw¡ esa lewpk lkjk!20

;g ckr vKS;kuq;kf;;ksa ds fy, ftruh t:jh
Fkh mruh gh ;g okyh ckr fd] gesa rqe nhokjksa dk ugha
eSnkuksa dk NUn djks*21] vKs; fojksfèk;ksa ;kfu fd fVfidy
okeiafFk;ksa ds fy, t:jh gSA eSnkuksa dk Nan dh vly
thfor ekuo lkSan;Z gS] ftlds vygnk fdlku&dfo
Hkokuh HkkbZ gSaA dchj ds Nan dk eSnku dk'kh ls xgej
rd èkM+drk tuthou Fkk rks dsnkjukFk flag ds fy,
iwokaZpy dk [ksr [kfygkuA ukxktqZu ds Nan fefFkyk ds
eSnkuksa esa ljiV Hkkxrs feyrs Fks rks jkefoykl 'kekZ us
cSalokM+s ds Nanksa dks vdsys esa viuk;k FkkA Hkokuh HkkbZ
us lriqM+k ds taxyksa esa rhrj vkSj vkfnokfl;ksa dh varjax
vB[ksfy;ksa esa lgtrk dk Nan ik;k Fkk]

pkgs eR̀;q dks xkvks] pkgs thou dks

pkgs ekVh dks xkvks] pkgs ikuh dks

rjy j[kks çk.kh dks] ljy j[kks ckuh dks22

ljy gksuk lcls dfBu gSA dfork esa dfork
gksuk vkSj ljy Hkh gksuk rks vkSj Hkh dfBuA vkRekuqHkwfr
dh Hkkoço.krk vkSj cfgtZxr ds [kqjnqjs ;FkkFkZ ds chp
dfork ds fy, lgh 'kCn feyuk cgqr de gh laHko
gksrk gS] ;g Hkokuh HkkbZ dks Hkh irk gS]

'kCn ViVi Vidrs gSa Qwy ls

lgh gks tkrs gSa esjh Hkwy lsA23

lgh 'kCn Hkys gh Hkwy ls fey ikrs gksa ysfdu
mUgsa ;g cksèk gS fd ge ftrus lPps gksaxs varj esa] mrus
gh lPps gksaxs ckgj esa]

g¡ls rks cPpksa dh rjg f[kyf[kykdj

vkSj jks;s rks fryfeykdj

cPpksa dh rjg

[k?kfyl lq[k

[k?kfyl nq[k24

cPpksa dh rjg dk [k?kfyliu nqyZHk vkSj nqlkè;
gS dfork ds <kaps esa ykuk blfy, os thou esa èkalus dh
ckr djrs gSaA blhfy, os udyh thou vkSj fNNys cksèk
ds f[kykQ gSa]

'kjhj vkSj Qlysa

dfork vkSj Qwy] lc ,d gSa

lcdks cksuk c[kjuk iM+rk gS

ftruk xgjk —i [kqns] mruk ehBk ty

vkt ugha dyA25

tc xgjs mrj tkrs gSa thou esa rks gesa gekjk
jkLrk feyrk gSA dfo dks mldk ̂cksèk^ feyrk gSA thou
lp esa ̂ ukxfjd^ ugha gSA lPpk thou xaobZ gSA uxj esa
dYiuk,a ljy gSa] xkao esa dYiuk,a xjy gSa]

vkSj rqe tks dYiuk dks >wB

le>s gks

le> yks lR; bruk&

dYiuk dks ljy djus ls

dfBu gS dYiuk dks xjy djukA26

dYiuk dks xjy djuk vkSj mls daB esa èkkj.k
djuk vius vki dks vkbZ us esa ns[kuk gSA vkRe&ijh{k.k
gSA ;g blfy, t:jh gS fd gekjk vkt dk vkRe&ijh{k.k
gekjh dy dh ihf<+;ksa dh fn'kk r; djrk gS]

vjs! vjs!! D;k rqe Hkh ugha èkjs

Bhd rjktw] Bhd cV[kjs

D;k rqe ugha tkurs

fd tks yksx vuqikr ugha ekurs

mUgsa rks ugha vxyh ihf<+;ksa dks

fpYykdj dguk iM+rk gS

gk; ejsè gk; ejs!!27

;g vkRe&ijh{k.k dHkh Hkh ewd ugha gks ldrkA
mls ^oksdy^ gksuk gh iM+sxkA mls LFkkuh;rk ds eqgkojs
esa nqfu;k dks ns[kuk gksxk vkSj nqfu;kokyksa dks vly
ckr crkuk Hkh gksxk]

ckV ls gkV rd

gkV ls ?kkV rd vkvks tkvks

rwQku ds chp xkvks

er cSBks ,sls pqipki rV ijA

rVLFk gks ;k dwVLFk gks

blls QdZ ugha iM+rkA28
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dguk u gksxk] tc ckV ls gkV vkSj gkV ls
?kkV rd QSys rwQkuksa dks og ns[ksxk rks rVLFkrk mls
vfHk'kki dh rjg gh yxsxhA og ns[k ik,xk fd gekjs
le; dk ig:vk viuh Hkk"kkbZ dykckth esa mu lHkh phtksa
dh gR;k djrk tk,xk tks ewY;oku jgh gSa vHkh rd]

,slh ykpkjh yxrh gS dHkh&dHkh

fd tM+ gks tkrs vHkh ds vHkh

ns[kuk u iM+rk xkaèkh ds ns'k esa

mlds gh vuq;kf;;ksa ds gkFkksa

mldh ,d&,d bPNk dk [kwu

ns'k dh xjhch dks Hkwydj ikyuk

[kks[kys çtkrU= dk lQsn gkFkh29

mls ;g Hkh irk pysxk fd [kks[kys çtkra= ds
bl lQsn gkFkh dks tks [kqjkd fey jgh gS og dksbZ
jäQwy gS tks fdlh lkezkT;oknh ls vk'khokZn ds :i esa
gekjs le; dk ig:vk nksuksa gkFk ilkj dj yk jgk gS]

geus vius ikap gtkj cjlksa ls

vc rd ds ekufld fodkl

dks x;k chrk eku fy;k

vkSj ek¡xus yxs viuh

gj leL;k ds gy

fons'kksa ls

jsax&jsax dj ?kqVuksa vkSj isV ds cy

fons'k cspkjs D?;k djsa ge ek¡x jgs gSa

vkSj mudh le> esa muds

ikl dqN gy gS

muds ikl lkS&ipkl cjlksa

esa mxk;s gq,

jä ds dqN Qy gSa

os bUgsa c‚V jgs gSa]

vkSj ;gk¡ rd

fd tks ysuk ugha pkgrs

bu jä Qyksa dks

mUgsa os M‚V jgs gSaA

tSls vesfjdk fo;ruke dks

M‚V jgk gS

:l psdkslyksokfd;k dks

phu us frCcr dk QkM+dj

eq¡g vius jäQy

mlesa Hkj fn;s gSa

vkSj geus rks vius gkFk&ik¡o ew¡g&isV

lc buds lkeus dj fn;s gSa

fd ;s gesa vius&vius

jäQyksa ls ykn nsaA30

tc ;g xgjh èkalku le; vkSj thou esa gksxh
rc dfo&tu dh vka[ksa [kqysaxh& ¼fdruh phtksa ls c¡èkdj
[kqyrk gw¡ eSaA31 tc can vka[ksa [kqysaxh rks dfo dks Hkjkslk
gS fd yksx loky mBkus yxsaxsA

lÙkklhu oxZ bUgha lokyksa ls Mjrk gS]

dkSu gS tks vkSj HkM+dkuk

t:jh le>rk gS vkx dks

dkSu gS tks ,d

lqfoèkk le>rk gS

ty jgs bl ckx dks\32

ckx esa yxkbZ vkx LokHkkfod ugha] çk;ksftr
gqvk djrh gSA blesa çHkqoxZ dh egRokdka{kk,a cjkcj dh
lkft'kdrkZ gqvk djrh gSaA vDlj gesa irk ugha pyus
fn;k tkrkA vkt rks gesa lwpukvksa ds yxkrkj çgkj ls
vlyh lwpuk ls oafpr dj fn;k tkrk gSA >wB bruk
jaxhu fn[kk;k tkrk gS fd ogh lp yxus yxrk gS vkSj
ig#vk eqLdqjkrk gS viuh prqjkbZ ij vkSj tSlk fd igys
dgk x;k fd Hkokuh HkkbZ dks vkSjr] vkneh ;k dfork
fdlh dh prqjkbZ ilan ugha gS] blfy, os dg nsrs gSa fd]

èkwy vkSj èkq,a ds vfLrRo esa

os Hkwy x;s gSa nks ckrsa

fd lwjt lc ij pedrk gS

vkSj fdlh Hkh ,d dh ugha gS

;g èkjrh33

fdlh ,d dh ;g èkjrh dHkh ugha jghA ;g
cgqyèkehZ jgh gS bfrgkl esa HkhA Hkokuh HkkbZ dh dforkvksa
esa bfrgklcksèk dk incaèk yxkrkj lfØ; jgk gSA os u;siu
ds Lohdkj ds dfo gSa] vkèkqfud dfo gSa ysfdu vkSifuosf'kd
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vkèkqfud ugha] BsB ns'kt&vkèkqfud] Hkk"kk vkSj Hkko nksuksa
esa; ekSle u, Nwrs jgrs gSa exj blfy,

fd os u, gksrs gSa ykSV ykSV dj

fQaduk pkfg, vFkZ iqjkus ls iqjkus 'kCnksa esa ls

u, lanHkksZ esa

esjk vkt dk eu ,d u;k lUnHkZ gS

exj ,slk u;k Hkh ugha

fd yxko u gks mldk fdlh iqjkus ds lkFk34

lUnHkZ lwph %

1- vkpk;Z] uanfd'kksj] ¼la½]  eu ,d xSyh deht gS] Hkokuh
çlkn feJ] okXnsoh çdk'ku] 1998 bZ- laLdj.k] i"̀B 12

2- f=ikBh] izHkkr] ¼la½] rksM+ks peRdkjksa esa iM+h xkBsa] Hkokuhçlkn
feJ] ladfyr& Hkokuhçlkn lapf;rk] jktdey çdk'ku]
fnYyh] 2003 bZ-] i-̀ 166

3- feJ] Hkokuhçlkn] pyrs &pyrs- ladfyr& vaèksjh dfork,¡]
Hkkjrh; KkuihB çdk'ku] çFke laLdj.k] 1968 bZ- i"̀B 133

4- j?kqoa'kh] çse'kadj] ¼la-½] cksypky dh Hkk"kk ds xhrQjks'k %
Hkokuhçlkn feJ& dkafr dqekj; ladfyr& Hkokuh HkkbZ]
ljyk çdk'ku] fnY?yh] 1982 bZ-] i"̀B 51

5- flag] fot;cgknqj flag] ¼la-½] xzfrfufèk dfork,a ¼Hkokuhçlkn
feJ½] jktdey çdk'ku- fnYyh] 2022 bZ- laLdj.k] i"̀B 53

6- flag] fot;cgknqj flag] ¼la-½] Hkokuh çlkn feJ jpukoyh
& Hkkx 1] vukfedk i- ,aM fMLVªh-] fnYyh] çFke laLdj.k
2002 bZ-] i"̀B 57

7- ogh] i"̀B 69

8- feJ] Hkokuhçlkn] xk¡èkh iap'krh] ljyk çdk'ku] fnYyh]
1969 bZ-] i"̀B 162

9- ogh] i"̀B 188

10- ogh] i"̀B 209

11- flag] fot;cgknqj flag] ¼la-½] Hkokuh çlkn feJ jpukoyh]
Hkkx 1] vukfedk i- ,aM fMLVªh-] fnYyh] çFke laLdj.k 2002
bZ-] i"̀B 62

12- ogh] i"̀B 76

13- ogh] i"̀B 83

14- ogh] i"̀B 92

15- j?kqoa'kh] çse'kadj] ¼la-½] ,d csrdYyqQ vkneh] Hkokuh HkkbZ]
xksiky çlkn O;kl] ladfyr& Hkokuh HkkbZ] ljyk çdk'ku]
fnYyh] 1982 bZ-] i"̀B 124

16- flag] fot;cgknqj flag] ¼la-½] Hkokuh çlkn feJ jpukoyh
& Hkkx 1] vukfedk i- ,aM fMLVªh-] fnYyh] çFke laLdj.k
2002 bZ-] i"̀B 132

17- ogh] i"̀B 136

18- j?kqoa'kh] çse'kadj] ¼la-½] laikndh; vkys[k] Hkokuh HkkbZ] ljyk
çdk'ku] fnYyh] 1982 bZ-] i"̀B iaæg&lksyg

19- dfo&O;fäRo ij ,d –f"V] M‚- HkxhjFk feJ] ladfyr&
ogh] i"̀B 11

20- flag] fot;cgknqj flag] ¼la-½] Hkokuh çlkn feJ jpukoyh&
Hkkx 1] vukfedk i- ,aM fMLVªh-] fnYyh] çFke laLdj.k 2002
bZ-] i"̀B 132

21- ogh] i"̀B 158

22- ogh] i"̀B 160

23] ogh] i"̀B 253

24- ogh] i"̀B 107

25- ogh] i"̀B 302

26- ogh] i"̀B 303

27- ogh] i"̀B 336

28- ogh] i"̀B 341

29] feJ] Hkokuh çlkn] xk¡èkh iap'krh] ljyk çdk'ku] fnYyh]
1969 bZ-] i"̀B 35

30- ogh] i"̀B 341

31- flag] fot;cgknqj flag] ¼la-½] Hkokuh çlkn feJ jpukoyh&
Hkkx 1] vukfedk i- ,aM fMLVªh-] fnYyh] çFke laLdj.k 2002
bZ-] i"̀B 190

32- ogh] i"̀B 200

33- ogh] i"̀B 320

34- feJ] Hkokuh çlkn] u;s lUnHkZ dh fpuxkjh] ladfyr&
vaèksjh dfork,a] Hkkjrh; KkuihB çdk'ku] fnYyh] çFke laLdj.k
1968 bZ-] i"̀B 95
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l̀f"V ds Lof.kZe fogku ls ysdj çy; dh
dkyh laè;k rd laxhr dk vfLrRo Lohdkj djuk gh
iM+rk gS A thou&xzUFk ds i"̀Bksa dks dgha ls Hkh iyfV;s]
dksbZ Hkh vè;k; ,slk ugha ftls laxhr ls 'kwU; dg fn;k
tk;  A1 laxhr euq"; dh lcls çkphu vkSj çHkko'kkyh
dykvksa esa ls ,d gSA bldk bfrgkl lSdM+ksa o"kksaZ ls Hkh
iqjkuk gS vkSj blds fofHkUu :iksa vkSj 'kSfy;ksa dks
fodflr fd;k x;k gSA vU; dykvksa dh rjg] laxhr
Hkh ekuork ds fodkl esa ,d egRoiw.kZ Hkwfedk fuHkkrk
vk;k gSA fofHkUu dky&[k.Mksa vkSj laL—fr;ksa esa] laxhr
us vius vki dks u, rjhdksa esa çLrqr fd;k gS tks vkt
Hkh py jgk gSA laxhr dk ekuo thou esa xgjk çHkko
gSA ;g gekjs ekuoh; vuqHko dks vkdkj nsrk gS vkSj
c<+krk gSA laxhr gesa vkRe&ifjp; esa enn djrk gS A

laxhr ekuo&thou esa ,d 'kfä'kkyh vax gS]
vkSj blds egRo dks de djds vkadk ugha tk ldrk
gSA ;g gtkjksa o"kksaZ ls ekuo lH;rk esa ekStwn gS vkSj
blus gekjs thou ds fofHkUu igyqvksa esa egRoiw.kZ Hkwfedk
fuHkkbZ gSA çkphu vuq"Bkuksa vkSj lekjksgksa ls ysdj
vkèkqfud euksjatu vkSj HkkoukRed vfHkO;fä rd] laxhr
etcwr Hkkoukvksa dks txkus vkSj O;fä;ksa ds chp lacaèk
cukus dh {kerk j[krk gSA laxhr dh lcls egRoiw.kZ
Hkwfedkvksa esa ls ,d gS Hkkoukvksa dks vfHkO;ä djus dh
{kerkA blesa [kq'kh] mnklh] mRlkg vkSj iqjkuh ;knsa
txkus dh 'kfä gSA pkgs og thoar vkSj mRlkfgr èkqu

· vflLVsaV çksQslj] egkjk.kk çrki us'kuy d‚yst] eqykuk ¼vEckyk½

ekuo thou esa laxhr dk egRo

M‚- vk'kqrks"k 'kekZ·

lkjka'k

laxhr ds fcuk euq"; dh ogh fLFkfr gS ftl rjg ,d [kqys vkleku esa iaNh dh] fcuk gok ds
gS A lkj ;gh gS dh laxhr dk ekuo&thou esa cgqegÙkk vkSj ;ksxnku gSA laxhr gekjs thou dk fuf'pr
:i ls ,d vge~ fgLlk gS ftls ge pkg ds Hkh utjvankt ugha dj ldrs A laxhr vkRek dh [kqjkd
gS vkSj ;g lnkcgkj gS A

eq[; 'kCn % laxhr] laL—fr] ekufld LokLF;] Hkfä laxhr] yksd laxhr] euksfoKku

'kksèk çfofèk % çLrqr 'kksèki= fo'ys"k.kkRed vuqlaèkku rFkk xq.kkRed vuqlaèkku ij vkèkkfjr gSA bl 'kksèk i= esa laxhr ls
lac) fo'ys".k djrs gq, laxhr ds egRo vkSj xq.kkRedrk ij çdk'k Mkyk x;k gSA

ds ekè;e ls gks ;k mnkl èkqu ds ekè;e ls] laxhr esa
gekjs fny vkSj vkRek dks bl rjg ls Nwus dh {kerk gS
fd vdsys 'kCn ,slk ugha dj ldrsA blds vykok]
laxhr esa yksxksa dks ,d lkFk ykus dh vf}rh; {kerk
gSA ;g Hkk"kk vkSj lkaL—frd ckèkkvksa dks ikj djrk gS
vkSj blesa fofHkUu i"̀BHkwfe vkSj ekU;rkvksa ds O;fä;ksa
dks ,dtqV djus dh 'kfä gSA ;g leqnk; vkSj lk>k
vuqHkoksa dh Hkkouk iSnk dj ldrk gS] yksxksa ds chp
viusiu vkSj ,drk dh Hkkouk dks c<+kok ns ldrk gSA
laxhr dk euq"; ij fHkUu&fHkUu :i ls çHkko iM+rk gSA
;g vkRek vkSj eu dks bl çdkj >a—r djrk gS fd
bldh egd ân; ds Hkhrj dksus&dksus esa lek tkrh gSA

èofu] laxhr dk ,d egRoiw.kZ vkèkkj gS tks
gekjs ekuoh; vuqHko dks xgjkrk gS vkSj mls vkdkj
nsrk gSA laxhr dh [kkst vkSj fodkl ds ekè;e ls] ge
ubZ vkoktsa vkSj Lojjaxksa dks tUe ns jgs gSa tks gesa [kq'kh]
vkuan vkSj larks"k dk vuqHko djkrs gSaA laxhr dk gekjs
ekufld LokLF; vkSj dY;k.k ij Hkh xgjk çHkko iM+rk
gSA vè;;uksa ls irk pyk gS fd laxhr lquus ls ruko
de gks ldrk gS] fpark de gks ldrh gS vkSj ;gka rd
fd laKkukRed dk;Z esa Hkh lqèkkj gks ldrk gSA blesa
gesa eu dh fofHkUu voLFkkvksa esa ys tkus dh {kerk gS]
tks jkstejkZ dh ftanxh dh ekaxksa vkSj nckoksa ls eqfä
fnykrh gSA vius HkkoukRed vkSj fpfdRlh; ykHkksa ds
vykok] laxhr fQYe] foKkiu vkSj f'k{kk tSls fofHkUu
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m|ksxksa esa Hkh egRoiw.kZ Hkwfedk fuHkkrk gSA fQYe esa]
laxhr dk mi;ksx dgkuh dks c<+kus vkSj n'kZdksa esa fof'k"V
Hkkouk,a iSnk djus ds fy, fd;k tkrk gSA foKkiu esa]
laxhr dk mi;ksx vDlj miHkksäkvksa ds lkFk ,d ;knxkj
vkSj HkkoukRed lacaèk cukus ds fy, fd;k tkrk gSA

laxhr ,d fo'ks"k 'kSyh gS] ftls lHkh yksxksa ds
euksHkko vkSj Hkkoukvksa dks O;ä djus ds fy, mi;ksx
fd;k tkrk gSA bldk lkSan;Z] euksjatu vkSj 'kkafr dks
c<+kus dk [kkl vlj gksrk gSA laxhr dh mRifÙk ekuo
lH;rk ds 'kq#vkrh nkSj ls gh gks pqdh gS vkSj ;g le;
ds lkFk fodflr gksrk x;k gSA laxhr dk egRo vfèkdrj
viuh laL—fr vkSj lkaL—frd fojklr ds :i esa eglwl
gksrk gSA ;g u dsoy ,d dyk gS] cfYd vkRek dk
,glkl gS tks gekjs thou esa lèf) vkSj lq[kn Hkkoukvksa
dk lapkj djrk gSA Hkkjrh; laxhr 'kkL= dk ewy lke
xku ij vkèkkfjr gS tks lkeosn ls fy;k gSA2

f'k{kk esa] laxhr dk mi;ksx laKkukRed fodkl
dks çksRlkfgr djus vkSj lh[kus ds vuqHkoksa dks c<+kus ds
fy, fd;k tkrk gSA fu"d"kZr%] laxhr dk ekuo thou
esa cgqr egRo gSA blesa Hkkoukvksa dks txkus] yksxksa dks
,d lkFk ykus vkSj gekjh ekufld HkykbZ esa lqèkkj
djus dh 'kfä gSA pkgs og O;fäxr vkuan ds fy, gks]
lkaLdf̀rd vfHkO;fä ds fy, gks] ;k O;kolkf;d mís';ksa
ds fy, gks] laxhr vufxur rjhdksa ls gekjs thou dks
le)̀ vkSj csgrj cukus dh {kerk j[krk gSA laxhr yacs
le; ls lHkh laL—fr;ksa vkSj èkeksaZ esa vkè;kfRed miyfCèk
ls tqM+k jgk gSA blesa vkRek dk mRFkku djus vkSj
O;fä;ksa dks mPp 'kfä ;k vkarfjd vkRe ls tksM+us dh
'kfä gSA dbZ vkè;kfRed çFkkvksa esa laxhr dks è;ku]
çkFkZuk ;k iwtk dks c<+kus ds lkèku ds :i esa 'kkfey
fd;k x;k gSA laxhr dks vkè;kfRed çkfIr esa egRoiw.kZ
Hkwfedk fuHkkus dk ,d çeq[k dkj.k Hkk"kk vkSj rdZlaxr
lksp ls ijs tkus dh bldh {kerk gSA laxhr dh
lkeatL;iw.kZ èkqusa vkSj y; fo'ys"k.kkRed fnekx dks ikj
dj ldrh gSa vkSj gekjh psruk ds xgjs {ks= esa ços'k dj
ldrh gSaA ;g gesa xgu tkx:drk] vkarfjd 'kkafr vkSj
vkè;kfRed lacaèk dh fLFkfr rd igqapus dh vuqefr
nsrk gSA fofHkUu vkè;kfRed ijaijkvksa esa laxhr ds fofHkUu
:iksa dk mi;ksx fd;k tkrk gSA mnkgj.k ds fy,]

xzsxksfj;u ea= bZlkbZ vuq"Bkuksa esa çeq[k gSa] tcfd lwQh
pDdj lekjksg esa y;c) vkSj VªkUl&çsjd laxhr 'kkfey
gksrk gSA fganw èkeZ esa nsorkvksa dh Lrqfr vkSj vkºoku ds
fy, Hktu vkSj dhrZu xk, tkrs gSaA blds vfrfjä]
nqfu;k Hkj dh Lons'kh laL—fr;k¡ viuh vkè;kfRed
çFkkvksa esa laxhr vkSj ti dk mi;ksx djrh gSaA oSKkfud
vè;;uksa ls ;g Hkh irk pyk gS fd laxhr dk eu vkSj
'kjhj ij ldkjkRed çHkko iM+rk gSA ;g ruko de
djus] jäpki de djus vkSj foJke dks c<+kok nsus
okyk ik;k x;k gSA ;s 'kkjhfjd ykHk vkè;kfRed çFkkvksa
ds y{;ksa ds lkFk lajsf[kr gksrs gSa] ftudk mís'; 'kkar
vkSj dsafær fLFkfr fodflr djuk gSA blds vykok]
laxhr esa Hkkoukvksa dks txkus vkSj O;fä;ksa ds chp
,drk dh Hkkouk iSnk djus dh 'kfä gSA tc yksx ti
djus ;k xkus ds fy, ,d lkFk vkrs gSa] rks ,d lkewfgd
ÅtkZ mRiUu gksrh gSA ;g lkeqnkf;d vuqHko ijLij
tqM+ko dh Hkkoukvksa dks c<+k ldrk gS vkSj vkè;kfRed
fodkl dks lqfoèkktud cuk ldrk gSA pkgs og Hkfä
laxhr lquuk gks] lewg xk;u esa Hkkx ysuk gks] ;k dksbZ
ok|&;a= ctkuk lh[kuk gks] fdlh dh vkè;kfRed
;k=k esa laxhr dks 'kkfey djuk ,d xgjk le)̀ vkSj
ifjorZudkjh vuqHko gks ldrk gSA ;g vkRe&vfHkO;fä]
vkRe&[kkst vkSj ijekRek ds lkFk laokn ds fy, ,d
vuwBk volj çnku djrk gSA fu"d"kZr%] laxhr vkSj
vkè;kfRed çkfIr ds chp lacaèk bl fo'okl esa fufgr gS
fd laxhr ikjykSfdd lacaèk LFkkfir dj ldrk gS vkSj
gekjs vfLrRo ds vkè;kfRed igyqvksa dk iks"k.k dj
ldrk gSA pkgs vkSipkfjd èkkfeZd lsfVax esa vH;kl
fd;k tk; ;k O;fäxr fparu esa] laxhr esa psruk dks
Åij mBkus] vkarfjd 'kkafr dks c<+kok nsus vkSj vkè;kfRed
fodkl dks lqfoèkktud cukus dh {kerk gSA

euq"; dk thou laxhr ds fcuk fouk'kh gksrk
gSA laxhr eu] vkRek] vkSj Hkkoukvksa ds laokn dk ekè;e
gS tks gekjh :fp] larks"k] vkSj lef̀) dks c<+krk gSA
Hkkjrh; laxhr ,d vR;ar çkphu laL—fr gS] tks bfrgkl
ds fofHkUu ;qxksa esa fodflr gqbZ gSA Hkkjrh; laxhr dks
'kkL=h; vkSj yksdlaxhr ds nks foHkktuksa esa oxhZdr̀ fd;k
tk ldrk gS %

'kkL=h; laxhr % Hkkjrh; 'kkL=h; laxhr
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,d fof'k"V lajpuk vkSj <ax ls xk;k&ctk;k tkus
okyk laxhr gSA blesa fofHkUu jkxksa] rkyksa] vkSj Lojksa dk
mi;ksx fd;k tkrk gSA 'kkL=h; laxhr esa xk;u] oknu]
vkSj uR̀; ds vyx&vyx :i gksrs gSaA

yksdlaxhr % Hkkjrh; yksdlaxhr tuekul ds
lkFk lac) gS vkSj ;g yksxksa ds thou ds fofHkUu igyqvksa
dks n'kkZrk gSA blesa xhr] ckesZj] Hktu] yksdxhr] jkxuh]
<ksydiwjk] HkokbZ vkfn 'kkfey gksrs gSaA Hkkjr ds fofHkUu
jkT;ksa vkSj {ks=ksa esa yksdlaxhr ds fofHkUu :i gksrs gSaA

'kkL=h; laxhr dk egRo

ekufld LokLF; dk laj{k.k % laxhr dh lcls
egRoiw.kZ Hkwfedk ekufld LokLF; dk laj{k.k djus esa
gSA fofHkUu 'kksèkksa esa lkfcr gqvk gS fd laxhr eu dks
'kkar djrk gS] ruko dks de djrk gS vkSj ekufld
fparkvksa dks nwj djrk gSA laxhr esa Loj] rky vkSj y;
dk lfEeyu eu dks vkuafnr cukrk gS vkSj mls çlUu
eqæk esa yk nsrk gSA fo'ks"k :i ls è;ku vkSj ,dkxz eu
ds fy, laxhr dk mi;ksx fd;k tkrk gS] tks ekufld
LokLF; dks lqèkkjrk gS vkSj volkn] fpark] ruko vkSj
fuæk dh leL;kvksa dk lkeuk djus esa enn djrk gSA
oSfnd dky ls gh laxhr dks jksx fuokjd ekuk tkrk
jgk gSA fofHkUu jkxksa ds ç;ksx ls jksxksa dk bykt fd;k
tk ldrk gS vkSj euksjksxksa dks nwj fd;k tk ldrk gSA

Hkkoukvksa dh vfHkO;fä dk ekè;e % laxhr] O;fä
dh Hkkoukvksa] Hkkoqdrk vkSj fopkjksa dks O;ä djus dk
,d vPNk ekè;e gSA laxhr ds ekè;e ls O;fä viuh
Hkkoukvksa dk leFkZu vkSj vfHkO;fä djrk gSA blls
mldk eukscy c<+rk gS vkSj ldkjkRedrk dh Hkkouk
gksrh gSA laxhr vius jl Hkko] ls lquus okys ds eu ij
,d [kkl çdk'k Mkyrk gS vkSj mls leLr fopkjksa dks
le>us vkSj èkkj.k djus esa enn djrk gSA

le`f) vkSj lejlrk dk lkèku % laxhr ekuork dh
vuwBh lef̀) vkSj lejlrk dks c<+kus esa enn djrk gSA
laxhr ,d ,slk dkj.k gS tks lHkh yksxksa dks ,dtqV
djrk gS] pkgs og ,d nwljs ls fdrus Hkh fHkUu gksaA eu
dks 'kkafr vkSj lqdwu nsuk bldk çeq[k dkj.k gSA ;g
fopfyr o papy eu dks fLFkj djrk gSA fu%lansg
laxhr dh eèkqj èkqusa eu dks 'kkar djrh gSa A

'kfä vkSj mRlkg dk lzksr % laxhr 'kfä vkSj mRlkg
dh l̀f"V djrk gSA ;q)Hkwfe esa lSfudksa dks çsfjr djrk
gS vkSj muds eukscy dks c<+krk gSA

Hkfä dh lkèkuk % èkkfeZd laxhr }kjk Hkfä vkSj
vkè;kfRedrk dh Hkkouk dks O;ä fd;k tk ldrk gSA
Hkxoku dh Lrqfr vkSj muds uke ds paxsjksa ls vkRek dks
eqfä dh çkfIr gksrh gSA

tu esa yksd laxhr dk egRo

yksdlaxhr Hkkjrh; laL—fr esa ,d egRoiw.kZ
LFkku j[krk gS vkSj bldk egRo fofHkUu igyqvksa esa
gksrk gSA fuEufyf[kr dqN dkj.k gSa fd yksdlaxhr D;ksa
egRoiw.kZ gS vkSj bldh thou esa D;k Hkwfedk gS&

lkaL—frd le`f) % yksdlaxhr Hkkjrh; lkaL—
frd lef̀) dk çrhd gSA blesa fofHkUu jkT;ksa vkSj {ks=ksa
dh vyx&vyx laL—fr vkSj ijaijkvksa dks n'kkZ;k
tkrk gS vkSj blls le)̀ laL—fr dh fofoèkrk dk irk
pyrk gSA laxhr lekt ,oa laL—fr dk çrhd gSA3

yksd laokn % yksdlaxhr yksxksa ds chp laokn
dk ekè;e gSA ;g tuekul dh Hkkoukvksa] fopkjksa] vkSj
leL;kvksa dks lk>k djus dk ekè;e gSA yksdlaxhr
,d&nwljs ds lkFk tqM+us esa enn djrk gSA

lekt lqèkkj % yksdlaxhr esa fofHkUu lkekftd
eqíksa dks mBkus okys xhr gksrs gSaA bu xhrksa ds ekè;e ls
yksxksa dks lkekftd tkx:drk] fopkjèkkjk ifjorZu vkSj
lekt esa lqèkkj ds fy, çsfjr fd;k tkrk gSA

euksjatu % yksdlaxhr ,d euksjatd dyk gS
tks yksxksa dks euksjatu djrh gSA blesa fofHkUu çdkj ds
xkus] uR̀;] vkSj ok| 'kkfey gksrs gSa] ftuls yksx vkuan
ysrs gSa vkSj vius nSfud thou dh Fkdku Hkwy tkrs gSaA

laL—fr vkSj ijaijk ds vkèkkj % yksdlaxhr
Hkkjrh; laL—fr vkSj ijaijk dk egRoiw.kZ vkèkkj gSA
blesa ,d ih<+h ls nwljh ih<+h rd lans'k vkSj xq.kxku
yksdlaxhr ds ekè;e ls igqapk;k tkrk gSA

yksdlaxhr u dsoy Hkkjrh; laL—fr dk ,d
egRoiw.kZ fgLlk gS cfYd blls lekt esa lejlrk]
,drk] vkSj lkekftd le>nkjh dk lans'k Hkh feyrk
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gSA blfy,] yksdlaxhr dk leFkZu vkSj laj{k.k djuk
egRoiw.kZ gS rkfd gekjh laL—fr vkSj ijaijk dh èkjksgj
dk lk{kkRdkj fd;k tk ldsA

laxhr vkSj euksfoKku

laxhr euksfoKku ;k lkbdksy‚th v‚Q E;wftd
,d #fpdj vkSj egRoiw.kZ fo"k; gS tks xk;u] laxhr
Jksrk] vkSj laxhrdkjksa ds euksoSKkfud igyqvksa dk vè;;u
djrk gSA laxhr euksfoKku mu Hkkoukvksa] fopkjksa] vkSj
vuqHkwfr;ksa dk irk yxkrk gS tks yksxksa dks laxhr lquus
vkSj cukus ds nkSjku vkrs gSaA

laxhr euksfoKku ds dqN eq[; fo"k; %

èofu vkSj beks'ku % laxhr esa mi;ksx gksus
okys èofu;ksa vkSj laxhrh; rRoksa dk euksoSKkfud ifj.kke
gksrk gSA ;g fofHkUu beks'kUl ¼Hkkouk,a½ dks mRiUu djus
esa enn djrk gS] tSls fd xqLlk] [kq'kh] mRlkg] 'kksd]
vkfnA

laxhr vkSj ekufld LokLF; % laxhr dk
lquuk vkSj xkuk ekufld LokLF; dks lqèkkjus esa enn
dj ldrk gSA ;g ruko dks de djus] mPp è;ku Lrj
dks c<+kus vkSj eu dks 'kkar djus esa enn djrk gSA

laxhr dk çHkko % laxhr ds HkkSfrd vkSj
ekufld çHkko dk vè;;u laxhr euksfoKku dk ,d
vge igyq gSA blesa laxhr ds jkSaxrs vkuk] èofu ds çHkko]
vkSj efLr"d xfrfofèk;ksa dk vè;;u 'kkfey gksrk gSA

laxhr dk mi;ksx vkSj fpfdRlk % laxhr
dk;ksaZ vkSj èofu;ksa dk mi;ksx fpfdRlk esa Hkh fd;k
tkrk gS] tSls fd laxhr fpfdRlk vkSj E;wftd FksjsihA
;g fofHkUu ekufld leL;kvksa dk bykt djus esa enn
dj ldrk gSA

laxhrdkjksa dk euksoSKkfud vè;;u %
laxhrdkjksa ds euksoSKkfud rRoksa dk vè;;u laxhr
euksfoKku ds vUrxZr vkrk gSA ;g muds laxhr cukus
ds çfØ;k] l̀tu'khyrk] LFkkf;Ro vkSj laxhr esa muds
:fpdj QSlyksa ds ihNs ds dkj.kksa dk vè;;u djrk gSA

laxhr euksfoKku ,d jkspd vkSj mi;ksxh
'kk[kk gS tks laxhr ds çHkko] laxhrdkjksa ds euksoSKkfud

igyqvksa vkSj laxhr esa vuqHkwfr;ksa dk vè;;u djrk gSA
;g gesa laxhr ds xgjs lacaèkksa dks le>us esa enn djrk
gSA

laxhr vkSj eks{k %

,slk dgk tkrk gS dh laxhr ijekRek rd
igq¡pus esa lgk;d gSA4 laxhr ls eks{k dh çkfIr dks èkkfeZd
vkSj vkè;kfRed lanHkZ esa le>us ds fy,] gesa fganw èkeZ
ds osnkar rÙoksa dks le>uk vko';d gSA osnkar ds vuqlkj]
euq"; dh vkRek ¼thokRek½ czã ¼vuUr vkRek ;k ijekRek½
dk vfHkUu va'k gSA euq"; dk vkRe lk{kkRdkj ;k vius
vkRek ds lkFk ,dhdj.k] mls eks{k dh çkfIr dk ekxZ
[kksyrk gSA laxhr ,d ,slk ekè;e gks ldrk gS tks bl
ekxZ dks lqxe vkSj vfèkd çHkko'kkyh cukrk gSA

laxhr dk vH;kl vkSj vuq'kklu eu dks ,dkxz
djrk gS vkSj mls è;ku esa ,df=r djus esa lgk;d
gksrk gSA tc ,d O;fä laxhr dks vuqHko djrk gS vkSj
mlesa [kks tkrk gS] rks og è;ku esa Hkh fLFkj gksrk gS vkSj
mldk eu fparkvksa vkSj fopkjksa ls 'kkar gks tkrk gSA
bl 'kkar voLFkk esa] mlds varjax eu dh xgjkbZ;ksa dks
le>us dk ekSdk gksrk gS vkSj og vius lR; Lo:i dks
igpku ldrk gSA

èkkfeZd vuq"Bkuksa esa Hkh laxhr dk viuk fo'ks"k
egRo gSA dbZ èkkfeZd laxhr iFk ¼Hktu] dhrZu] lqQh
laxhr vkfn½ O;fä dks vkReh;rk vkSj vkè;kfRed laokn
dk vuqHko djus esa enn djrs gSa vkSj mls Hkfä vkSj
Hkkoqdrk ds lkFk vkReh; :i ls tksM+rs gSaA laxhr ds
ekè;e ls] O;fä dh vkè;kfRed mUufr] eu dh 'kqf)]
vkSj vkRek ds lkFk ,dkxzrk ds ekxZ esa lgk;rk gks
ldrh gS] ftlls mls eks{k dh çkfIr ds fy, mfpr ekxZ
feyrk gSA ;g è;ku vkSj lkèkuk dk ,d lqanj rjhdk
gS tks O;fä dks varr% vkuan] 'kkafr] vkSj eqfä dh çkfIr
ds iFk ij ys tkrk gSA

laxhr dk bfrgkl ,d jkspd vkSj le)̀ ;k=k
gS] tks dbZ lfn;ksa ds nkSjku fofHkUu lkaL—frd çHkkoksa ls
mRiUu gqvk gSA bls Hkkjrh; miegk}hi esa gq, lkekftd]
jktuhfrd vkSj èkkfeZd ifjorZuksa us vkdkj fn;k gSA
laxhr ds bfrgkl ds eq[; dkyksa esa laxhr dh fLFkfr
bl çdkj Fkh %
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çkphu vkSj eè;;qx %

fganh laxhr dh tM+sa çkphu dky esa osnh; ea=
vkSj Lrqfr ls tqM+h gSaA ;s Js"B jpuk,¡ èkkfeZd dk;ZØeksa
vkSj vuq"Bkuksa ds nkSjku çLrqr dh tkrh FkhaA le; ds
lkFk] oh.kk] flrkj] vkSj rcyk tSls fofHkUu laxhr ok|;a=ksa
dk mn~Hko gqvkA laxhr dk bfrgkl vU; dykvksa ;k
fo|kvksa ds bfrgkl dh vis{kk dgh vfèkd vxE; gksrk gSA5

Hkfä vkSj lwQh ijaijk,¡ ¼15oha&18oha lnh½ %

eè;;qxhu dky esa Hkfä vkSj lwQh vkanksyu us
laxhr dks xgjkbZ ls çHkkfor fd;kA dchj] lwjnkl]
vkSj rqylhnkl tSls Hkä dfo;ksa us Hkfä xhrksa dh
jpuk dh] tks ljy èkquksa esa xk, tkrs Fks vkSj turk }kjk
vklkuh ls le>s tkrs FksA mlh rjg] lwQh lar vkSj dfo
vehj [kqljks us fganqLrkuh 'kkL=h; laxhr vkSj dOokyh
ds fodkl esa ;ksxnku fn;k] tks if'kZ;u vkSj Hkkjrh;
laxhrh; rRoksa dks feykdj cuk;k x;kA

eqxy 'kkludky ¼16oha&18oha lnh½%

eqxy 'kkldksa ds dky esa laxhr dks vkSj Hkh
lef̀) feyhA eqxy njckj esa çfl) laxhrdkjksa dk
vkd"kZ.k Fkk] ftlls if'kZ;u vkSj Hkkjrh; laxhrh; 'kSfy;ksa
dk esy gqvkA rc èkzqin] [k;ky] vkSj Bqejh tSls laxhr
:i fodflr gq,A

fQYeh laxhr dh mRifÙk ¼20oha lnh½%

20oha lnh dh 'kq#vkr esa Hkkjrh; fQYe m|ksx]
ftls vke rkSj ij c‚yhoqM ds uke ls tkuk tkrk gS] 'kq:
gqvkA 1931 esa igyh ckrphrh fQYe ^^vkyevkjk^^ ds
fjyht ds lkFk gh fQYeksa esa laxhr dh ekax rsth ls c<+hA

fu"d"kZ % bl izdkj thou esa laxhr ds vHkko dk izHkko
fuEukuqlkj iM+ ldrk gS %

• vkfRed 'kkafr dk vHkko % laxhr ds fcuk eu
dks 'kkar vkSj fLFkj j[kuk eqf'dy gksrk gSA è;ku] fparu]
vkSj vkfRed 'kfä ds fy, laxhr vifjorZuh; Hkwfedk
fuHkkrk gSA

• Hkkoukvksa dh deh % laxhr ds ekè;e ls ge
vius Hkkoukvksa dks O;Dr djrs gSa vkSj mUgsa O;ä djrs
gSaA laxhr ds fcuk] gekjs eu dh vkarfjd nqfu;k
vo.kZuh; gksrh gSA

• lèf) dk vHkko % laxhr gekjs thou esa lef̀)
vkSj [kqf'k;ksa dk lzksr gSA jkxksa vkSj èkquksa ds ekè;e ls
ge vius thou esa mRlkg vkSj vkuan dks c<+k ldrs gSaA

• Hkkoqdrk dk vHkko % laxhr ,d ,slk lkèku gS
ftlls ge Hkkoqdrk dks O;ä dj ldrs gSaA xkus ds
tfj, ge vius vkarfjd nnZ] lq[k] vkSj mRlkg dks vcksèk
:i ls tkfgj dj ldrs gSaA

• thou dh mnklhurk % laxhr ds vHkko esa
thou mnklhu gks tkrk gSA jkxksa dh eèkqjrk vkSj Lojksa
dh lgtrk ds fcuk] thou dk lapkj vkSj lgtrk [kks
tkrh gSA

• Hkkoukvksa dk ncko % laxhr ds fcuk] gekjs
Hkkoukvksa dk ncko c<+ tkrk gSA Hkkouk,a vpkud vkSj
vlarqfyr <ax ls O;ä gksrh gSa tks gesa vkarfjd 'kkafr ls
oafpr djrh gSaA

• vkRefo'okl dk deh % laxhr vkRefo'okl dks
c<+krk gS vkSj gesa [kqn ij fo'okl djus esa enn djrk
gSA blds vHkko esa] gekjk vkRefo'okl detksj gks tkrk
gS vkSj ge vius {kerkvksa ij lansg djus yxrs gSaA

• :fp dk vHkko % laxhr ds fcuk] gekjs thou
ls :fp dk vHkko gks tkrk gSA laxhr gesa u;k vkSj lqanj
le; fcrkus ds fy, çksRlkfgr djrk gS vkSj gesa vius
fnup;kZ dks mRiknd cukus ds fy, çsfjr djrk gSA

lUnHkZ lwph %

1- olar] laxhr fo'kkjn] i-̀ 524

2- vkpk;Z] ia- Jhjke 'kekZ] lkeosn lfgrk] i-̀ 19

3- FkÙks] MkW- vu;k rFkk iVsy] foty] xhr fofoèkk] i-̀ 02

4- Vkd] rst flag] lqcksèk laxhr 'kkL=] i-̀ 02

5- 'kekZ] Lora=] Hkkjrh; laxhr ,d ,sfrgkfld fo'ys"k.k] i-̀ 7
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Hkkjrh; laxhr esa *jl* dks ogh loksZifj LFkku
çkIr gS tks ik'pkR; laxhr esa lkSan;Z dks] cká vyadj.kksa
ls vyaÑr gksus ds lkFk gh Hkkjrh; laxhr esa xk;d
vkSj Jksrk ds eè; HkkokRed lkekatL; LFkkfir djus
dk vlhe vkReifjrks"k o vkuUn dh mRifÙk djus dh
Hkh {kerk gSA blh vkuUn dh pje voLFkk laxhr dh
jlkoLFkk dgh tkrh gSA belZu us dgk gS& dykdkj
dh bUgÈ O;fäxr vfHkO;atukvksa ls dyk esa fof'k"Vc)rk
dk fodkl gksrk gSA

jl dk laxhr ls lacaèk& jl ekuo&tkfr
ds vUr%dj.k esa okl djus okyh fof'k"V Hkkoukvksa dk
ijeksRd"kZ gSA mu Hkkoukvksa dh ijkdk"Bk dks jl dgk
x;kA ukV~;'kkL= esa bl Lo:i dk lok±x fu#i.k gSA
laxhr esa ç;qä jlksa ds lEcUèk esa ukV~;'kkL= esa fo'ks"k
mYys[k tkfr&çdj.k esa gS vFkkZr~ fHkUu&fHkUu tkfr;ksa
dk fdl&fdl jl dh vfHkO;fä ds fy, ç;ksx
gksuk pkfg,] ;g crkrs gq, Hkjr us laxhr esa jl dh
ppkZ dh gSA jl ds lEi.kZ foospu dk vkèkkj fuEu
lwfä gS%&

mÙkj Hkkjrh; laxhr esa jkx ,oa mlls mRiUu jl % ,d egRoiw.kZ rÙo

vyadkj egrksfy;k·

lkjka'k

laxhr og yfyr dyk gS] ftldh Loj&ygjh esa Mwcdj çk.kh dks vkykSfdd vkuan ,oa jl dh
vuqHkwfr gksrh gSA thou dh tfVyrk ls f?kjk gqvk ekuo ftl le; lPps lqeèkqj laxhr dk jlkLoknu
djrk gS] mldk vUr%dj.k lq[k ,oa 'kkfUr ls vfHkHkwr gks rÌr gks tkrk gSA laxhr vkRek dk miknku gS
vkSj ekuo Hkkouk&çèkku çk.kh gSA mlds vUrj esa clus okyh fof'k"V Hkkoukvksa dks m}sfyr dj] bldh
lf̀"V djuk gh dyk dk mís'; gSA laxhr esa ukn }kjk vfHkO;fä djrs gSaA ukn&lkSan;Ztfur vkuUn
çR;sd çk.kh ys ldrk gSA

laxhr dh lf̀"V djrs le; xk;d&oknd ftu Hkkoksa dh vfHkO;fä djrs gSa] os okLrfod Hkko
gksrs gSa] t:jh ugÈ gS fd d:.k jl dh vfHkO;fä ds le; dykdkj ykSfdd :i ls ihfM+r gks] xk;d]
oknd Lojksa ds }kjk ftu Hkkoksa dh vfHkO;fä djrk gS] og çk.kh ek= ân; ds laokn ds }kjk Jksrkvksa ds
jtksxq.k] reksxq.k] jkx&}s"k :ih xzfUFk;ksa dks [kksydj bl ân; esa ftl psruk dk vuqHko djkrs gSa] mlh
dks laxhrK dh Hkk"kk esa jl dgrs gSaA

eq[; 'kCn % laxhr jkx] jl] vkuUn

izfof/k % iqLrdksa ds v/;;u ds i'pkr~ fo'ys"k.kkRed o.kZu fd;k x;k gS A

· vflLVsaV izksQslj] laxhr foHkkx ¼xk;u+½] Mh-,l-ch- dSEil] uSuhrky] mÙkjk[k.M

r= foHkkokuqHkkokO;fHkpkfjla;ksxkælfu"ifÙk%

ukV;'kkL=

rRi'pkr~ ̂laxhr jRukdj* vkfn xzUFkksa esa fo'ks"k
jlksa dh vfHkO;fä ds fy, fo'ks"k Lojksa dh mi;ksfxrk
ds lacaèk esa dgk x;k&

ljh ohjs·n~HkqrsjkSæfoHkRlsHk;kuds A

dk;ksZ xuh rq d:.k gkL;J`axkj;kseZ;ks AA

vFkkZr~

gkL;] Jaxkj jl esa & eè;e] iape

ohj] jkSæ] vn~Hkqr jl esa & "kM~t] _"kHk

d:.k jl esa & xkaèkkj] fu"kkn

Hk;kud] ohHkRl jl esa & èkSor

Lojksa ds bl jl&foèkku ds vuqlkj] bu Lojksa
dh çèkkurk ftu jkxksa esa ikÃ tk;] mUgsa mu jlksa ds
fy, mi;ksxh eku fy;k tk; A

çkphu 'kkL=dkj ,d Loj ls ,d jl dh
mRifÙk ekurs gSa ij ,slk lEHko ugÈ] muds vuqlkj
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"kM~t ls ohj jl o iape ls Jaxkj jl dh mRifÙk gksrh
gS ij lHkh jkxksa esa "kM~~t vkSj vfèkdrj iape dk çkcY;
jgrk gSA bl çdkj lHkh jkx ohj vkSj Jaxkj jl ds
gksus pkfg,A okLro esa ,d Loj tc rd vU; Lojksa dk
lg;ksx ugÈ ysxk] jl dh fu"ifÙk ugÈ gks ldrhA
dsoy iape Loj ls rks Jàxkj jl dh mRifÙk ugÈ gks
tk,xhA ;g nwljh ckr gS fd Jàxkj jl&çèkku jkx esa
iape dk çkcY; gks] ijUrq iape dks tc rd jkx ds
vU; Loj dk lkgp;Z ugÈ çkIr gksxk] jl fu"ifÙk ugÈ
gks ldrhA lkjka'k esa jkx dk ,d çeq[k Loj oknh vius
lg;ksxh Loj&laoknh] vuqoknh] fooknh Loj dk lg;ksx
ysdj gh jl mRifÙk djrs gSA

laxhr dyk ds fofHkUu jlksa dh l̀f"V ds fy,
tks fof'k"V Loj&leqnk; fuf'pr fd, x, gSa] mUgsa jkx
dgrs gSaA jkx dh ifjHkk"kk gh gS& *jat;rhfr jkx% A

fgUnqLrkuh i)fr esa Loj ds vuqlkj rhu oxZ fd, gSa%&

1- js èk dksey Loj okys
lafèk çdk'k jkxksa esa & 'kkafr o d:.k jl

2- js èk rhoz Loj okys jkxksa esa & Jàxkj jl

3- &x uh dksey Loj okys jkxksa esa     & ohj jl

lkfgR; esa ukS jl&Jàxkj] gkL;] d:.k jkSæ]
ohj] Hk;kud] ohHkRl] vnHkqr vkSj 'kkUr ekus x,A
uojl gksrs gq, Hkh ia- Hkkr[k.Ms us laxhr esa eq[;r% rhu
gh jl ekus& Jaxkj] ohj] d:.k A buds lkFk gh 'kkUr
jl dk Hkh laxhr esa egÙo gS A

lkr Lojksa esa Lo;a ;g xq.k gS fd os vyx&vyx
jlksa dh fu"ifÙk djrs gSa vkSj bUgÈ Lojksa dk lfUuos'k
jkx dgykrk gSA xhr ls feydj jkx *jl* dks ewrZ :i
nsrk gSA jkx esa jatdrk rc gh vkrh gS] tc jkxksa dk
Loj&lfUuos'k fdlh jl ds çlkj.k dk lkèkd cusA jkx
laxhr dk ,d fof'k"V 'kkL= gS] tks jkx dks jatd cukrk
gS& jkx Lo:i dks dk;e j[krk gS] vkSj xhr ds ekè;e
ls jkx dks ewrZ :i nsrk gSA

jkx ds lacaèk esa egRoiw.kZ ekU; fl)kUr bruk
gh gS fd fdlh dykdkj ds }kjk çLrqr jkx&:i fdlh
fu;e ij vkèkkfjr gS vFkok ugÈ \ vkSj ml jkx dks
çLrqr djrs le; fdl çdkj Lojksa dks çLrqr fd;k tk

jgk gS] ftlls og fof'k"V jl vkSj lkSan;Z dh vfHkO;fä
djsa A

jkx ds lkSan;Z dk ewy gsrq [kkstrs&[kkstrs jkx
esa jl&fu"ifÙk dh dYiuk dk mn~xe gqvkA laxhr esa
èofu gh lkèku gSA oSKkfud fo'ys"k.k djus ij Kkr gks
ldrk gS fd fdl ÅapkÃ&fupkÃ ds Loj dk D;k çHkko
iM+rk gSA og Loj lkis{k gksrs gSaA çR;sd jkx esa Loj
yxkus ds fHkUu çdkj gksrs gSaA vyx&vyx Lojksa ds ç;ksx
ls] Lojksa ds ijLij la;ksx ls] dksey vkSj rhoz Lojksa okys
jkxksa ls fHkUu&fHkUu jl dh mÙifÙk gksrh gS A

'kq) Lojksa okys jkx 'kkUr vkSj xEHkhj jl ds
vuqdwy gksrs gSa] tSls Hkwikyh] fcykoy vkfn A nks eè;e
okys jkx çk;% J̀axkj jl ds gksrs gSa& tSls Nk;kuV] fcgkx]
';kedY;k.k vkfn A dksey _"kHk&èkSor okys jkx çk;%
Hkfä jl&çèkku gksrs gSa& tSls HkSjo] dkÇyxM+k bR;kfnA
x&èk&uh dksey Loj okys jkx çk;% ohj jl&çèkku ekus
tkrs gSa] ij bldk viokn Hkh gSA ekydkSal esa ohj jl
dh vis{kk Jàxkj jl dh cafn'ksa vfèkd feyrh gSa] tSls&
^eq[k eksM+ eksM+ eqLdkr tkr*] ^dks;fy;k cksys vacqok dh
Mky ij*] ^_rq clar dks nsr lanslok* vkfnA ekydkSal
esa ohj jl dh jpuk,¡ Hkh gSa A

LFkkÃ % Hksjh cth laxzke dh] pgw¡ vksj ls xw¡th fn'kk,¡ A

varjk % vkdk'k esa j.k jSe Nk;ks] Hk;Hkhr gks fjiq dk¡i tk;sA

vFkkZr~ 'kCn dkO;&;kstuk ds vuqlkj Hkh jl dk vkÆoHkko
gksrk gS&

vkt jkx&jl lacaèkh vusd fopkjèkkjk,a fopkj.kh; gSa&

1- jkx dk jl fuf'pr gSA

2- ,d gh jkx ds vusd jl gSaA

3- ,d gh jkx ls vusd jl&fuekZ.k gks ldr gSaA

4- jkx dk jl ls dksÃ lacaèk ugÈ] jl dkO; dk fo"k;
gSA

5- jkx&xk;u dk eu ij tks ifj.kke gksrk gS] og
ukn eksg gSA og vopZuh; o vo.kZuh; gSA

vo mijksä fopkjèkkjkvksa dk fo'ys"k.k djrs gSa&

1- jkx dk jl fuf'pr gS& jkx ds
Loj&laèkku ls] le;kuqlkj fuf'pr _rq esa egfQy
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;ksX; okrkoj.k ns[kdj viuh o Jksrkvksa dh eufLFkfr
le>dj] fuf'pr xzg] va'k] U;kl] vYiRo&cgqRo] eÈM]
xed vkUnksyu] jkxkax] n'kZd] Lojlaxfr] Loj mPpkj.k
'kSyh] d.k ç;ksx] jkx pyu oSf'k"V~;] 'kq) Loj lfUuos'k]
lq;ksX; rky;qä xk;k tk;s rks jl vo'; mRiUu gksxkA

le;kuqlkj jkxksa dk p;u dj] mlds ;ksX;
dkO; 'kCn gksa rks eu ij vo'; çHkko iM+sxk A le;kuqlkj
euq"; ds vUnj fofHkUu çdkj dh Hkkouk,¡ o fopkj
mBrs gSaA çkr% dky ds 'kkUr okrkoj.k esa euq"; dk
ân; 'kkfUr o Hkfä ls vksr&çksr jgrk gS] vr% bl
le; 'kkUr o Hkfä jl dk jkx HkSjo] tksfx;k vkfn jkx
xk;s tkrs gSaA lw;kZLr ds le; Fkds gkjs euq"; dk eu
fo"kkn o oSjkX; ls Hkjk jgrk gSA ml le; oSjkX;iw.kZ]
mins'k Hkjs] d:.k jl fefJr jkx Jh] iwoÊ] ekjok vkfn
jkx xk;s tkrs gSaA jkf= ds çFke o f}rh; çgj esa ekuo
eu esa Jàxkfjd Hkkouk,¡ tkxr̀ gksrh gSa& bl le;
Jàxkj jl&çèkku jkx tStSoUrh] fcgkx bR;kfn xk,
tkrs gSaA ge ns[krs gSa cM+s euksoSKkfud vkèkkj ij jkx
xk;u&le; fuèkkZfjr fd;k x;k gSA

2- ,d gh jkx ds vusd jl& laxhr dk
ifjorZu tu:fp ij gSA vkt viuh&viuh Lo;a dh
Ñfr;ksa ;k cafn'kksa esa viuh&viuh 'kCn&;kstuk dykdkj
djus yxs gSaA dHkh&dHkh ,d gh cafn'k dks nwljs jkx esa
Hkh ckaèkdj xkrs gSaA dHkh&dHkh ,d gh jkx esa vusd
jlksa dh fofHkUu dfork,¡ cukdj uÃ&uÃ Loj&laxfr;ksa
dk lekos'k djrs gSaA QyLo:i jkx&Lo:i ij erHksn
Hkh gksrk gSA

3- ,d gh jkx ls vusd jl&fu"ifÙk& bls
djuk xk;u oknd dh dq'kyrk ij fuHkZj gSA d:.k]
ohj iks"kd jkxksa esa Loj] y; dh lgk;rk ls Jàxkj jl
dk vkÆoeko gks ldrk gSA ewy jl dks u Hkwyrs gq,]
iF̀kd&iF̀kd Loj&laxfr;ksa }kjk y; dh lgk;rk ls
vusd jl mRiUu djsa rks og ^dykoar* Hkh dgyk;sxkA
ij xk;d&oknu fØ;k esa dkSu ls jl esa dkSu&lk jl
fefJr djus ls çHkko iM+sxk] è;ku j[kuk iM+rk gSA d:.k
esa gkL;] jkSæ esa 'kkfUr feJ.k ls folaxfr vk tk,xhA
gekjs 'kkL=h; laxhr esa cgqr ls feJjkx gSa] ftuesa nks
jkxksa dk feJ.k gksrk gS] mnkgj.kkFkZ& olar cgkj] ;gk¡
nksuksa gh jkx ,d gh çÑfr ds gSa o Jàxkj jl ds |ksrd

gSa] ij HkSjo cgkj esa HkSjo ,d xEHkhj çÑfr o 'kkUr jl
dk gS tcfd cgkj Jàxkj jl çèkku A

4- jl dkO; dk fo"k; gS& laxhr ds jkxksa
esa dkO; ,d ?kVd gksus ls jkx dk lacaèk Hkh jl ls gSA
dkjykby us dgk gS& Þdfork laxhre; fopkj gSßA
èofu o y; dk mi;ksx dfork o laxhr esa leku :i
ls gksrk gSA lwjnkl ds in viuh ekÆed vfHkO;fä vkSj
dykRed 'kCn&;kstuk ds dkj.k gh vkg~ykndkjh gSA
mudh Hkkokuqdwy jkx&;kstuk Hkh dkO; ds Hkko&oSHko
dh lef̀) esa lgk;d gSA

5- jkx xk;u dk ifj.kke o çHkko ukn
eksg gS& jkx lqxfUèkr iq"iksa ds leku gSA ;|fi lqxUèk
ls jl fu"ifÙk ugÈ gksrh gS] fQj Hkh eu ij vo.kZuh;
çHkko iM+rk gSA mlh çdkj jkx&xk;u esa eu ij ,d
çHkko vo'; iM+rk gSA bls ge ukn eksg dg ldrs gSaA
ij ;g ugÈ dgk tk ldrk fd og ,d gh jl mRiUu
djsxkA

jkxksa esa jl&lacaèkh rF;& bl fo"k; esa dg
ldrs gSa fd vkt jkxksa dk jl fuf'pr djus ds fy,
muds 'kq)&foÑr Loj rFkk muds Loj&laxfr;ksa }kjk
fuf'pr djuk lkèkkj.k dk;Z ugÈ] fQj Hkh ge dg
ldrsa gS fd HkSjo dk vfr dksey vkUnksfyr js èk rFkk
njckjh dk vfrdksey vkUnksfyr x èk xkEHkh;Z;qä gSA
xkSM+lkjax o ekaM dh oØrk papyrk|ksrd gSA ckxsJh]
vkHkksxh ds Loj eaxyrk n'kkZrs gSaA ns'kdkj ds èksor] iape
Loj rFkk iape ij U;kl vkg~ykn ds çrhd gSaA rksM+h
vaxokpd Loj lk js x] js x] js lk d:.kk ls Hkjs gSaA

iwfj;k] ekjok] lksguh ds Loj&leku gSa ij va'k
Loj ,oa LFkku&Hksn eUæ] eè;] rkj ds dkj.k xkEHkh;Z o
'kkUr] ekjok ohjrk dk iks"kd o lksguh papyrk;qä gSA
,d gh Lojkofy gksrs gq, Hkh y;Hksn ls jkedyh piy]
HkSjo xaHkhj o dkÇyxM+k Jàxkj;qä gSA 'kadjk] vM+kuk]
ÇgMksy] ohjjl ;qDr gSA tksfx;k] dÇyxM+k d:.k jl
ds gSaA [kaHkkorh] Ç>>ksVh] [kekt] fryax vkfn jkx Jàxkj
ds |ksrd gSaA

vFkkZr~ ;g fuf'pr gS fd jkx dk lacaèk jl ls
Fkk vkSj gS] ij ,d jkx ls ,d gh jl mRiUu gksuk
laHko gS vFkok vusd jl mRiUu gks ldrs gSa] vkSj os
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dkSu&ls Lojksa o Loj&laxfr;ksa ls mRiUu gksaxs\ ;g
ç'u fopkj.kh; gS A

Hkjr dky esa Hkh tkfr ds jl Fks] ij
*"kM~teè;ek* ;gh ,d tkfr ,slh gS] tks vusd jlksa ds
vuqdwy gS] Jqfr&tkfr dk Hkh jl ls lEcUèk FkkA ij]
jkxksa ds lUnHkZ esa bl fo"k; ij euu djus ls bl lacaèk
esa dqN rF; nf̀"Vxkspj gksrs gSa&

dksey Loj dksey Hkko] rhoz Loj rhoz Hkko O;ä
djsaxs ij ;fn rhoz Loj dk mPpkj.k eǹqrk ls djsa rks
dksey Hkko Hkh mRiUu gks ldrs gSa] mlh çdkj dksey
Loj eÈM vkUnksyu;qDr Loj&mPpkj.k ls xkEHkh;Z( eqfdZ;ksa
ls piyrk( cksy vkyki] rku ftlesa çcy Loj u gks mlls
Jàxkj( xed rku ls ohjrk( Loj dEiu o d.k lfgr
eÈM ls d:.k( rkuksa ds xed;qä Lojksa ls ohjrk rFkk
çkS<Hkko vkfn n'kkZ;k tk ldrk gS A

fu"d"kZ %

jkx dk jl ls çR;{k lacaèk LFkkfir djuk
vR;Ur nq"dj dk;Z gSA gk¡] Hkkouk tkxr̀ dj bl fuekZ.k
ds fy, xkus dh 'kSyh mi;qä daB&Loj&mPpkj.k] xhr
'kCn] y;] laxr ds ok|] gko&Hkko ds ;Fkksfpr ç;ksx

ls bldk dkQh e+k=k esa ifjikd gks ldrk gSA

jl dk lkxj vFkkg gSA jkxksa dh la[;k vla[;
gSA fuR; u;s jkx fuÆer gks jgs gSaA jkx lqxfUèkr]
jl&lkSUn;Z;qä iq"ixqPN ds leku gSA jl&fl)&xk;d
oknd jfld Jksrk ij ,d vo.kZuh; çHkko NksM+ nsrk
gSA blh ls dgk x;k gS& “Music, when soft voices
die, vibrates in the memory”.

bl çdkj] gekjk laxhr jlksRifÙk djus esa l{ke
gSA jkx dh voèkkj.kk ls jl dk tks çrki] tks Loj fu>Zj
cgrk gS] mlds jle; tyd.kksa ls Hkhaxdj Fkdk gqvk
çk.kh:ih jkgh viuh leLr FkdkoV dks Hkwy tkrk gS
vkSj mlls tks jlkLokn gksrk gS] og mls fey ldrk
gS] laxhr esa vkSj dsoy Hkkjrh; laxhr esa A

lanHkZ xzaFk lwph %

1- tSu jsuw] Loj vkSj jkx

2- ikBd] Mk- lquank] fgUnqLrkuh laxhr esa jkx dh mRifÙk ,oa
fodkl

3- pkSèkqjh foeykdkUr jk;]jkx O;kdj.k

4- MkW- jkds'k o eèkqckyk] laxhr eèkqcu

5- Çlg Bkdqj t;nso] Hkkjrh; laxhr dk bfrgkl
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mís'; %

çLrqr 'kksèk&i= ds ys[ku dk mís'; dchj nkl
rFkk mudh fuxZq.k Hkfä dks xgjkbZ ls le>uk gS A

'kks"k fo"k; %

Hkkjrh; laLdf̀r esa lar tuksa dks fo'ks"k vknj
fn;k x;k gSA lar ds vareZu esa fdlh ds fy, }s"k ugha
gksrk gSA lar tu lnSo ijfgr ds fy, fØ;k'khy jgrs
gSaA Hkkjrh; laLdf̀r esa ,sls larksa dk Hkh vkfoHkkZo gqvk gS
ftudk er lcls vyx rFkk fojksèkkHkklh gksus ds dkj.k
iwjs thou&dky esa foijhr ifjfLFkfr;ksa dk lkeuk djuk
iM+k gksA ,sls gh larksa esa ls ,d gSa dchj nklA ̂dchj nkl
us ;|fi leLr eè;dkyhu Hkkjrh; lkfgR; dks çHkkfor
fd;k Fkk] fdUrq muds thou&lEcUèkh ,sfrgkfld rF;ksa
dk fujkdj.k vHkh rd ugha gks ik;k gSA*1

dchj nkl ds tUe ds lEcUèk esa fo}ku ,der
ugha gSaA bl lEcUèk esa vusd çdkj dh fdaonfUr;ka çpfyr
gSaA okjk.klh ds ygjrkjk rkykc ds fdukjs uh: vkSj
uhek uke ds naifÙk dks ,d vcksèk ckyd feyk ftls dchj
uke fn;k x;kA dchj fgUnw dh larku Fks vFkok eqlyeku
dh] ;g dguk Hkh dfBu gSA dqN fo}ku mUgsa fgUnw ekurs
gSa] dqN dk er gS fd mudk vkfoHkkZo fgUnw rFkk eqlyeku
ekrk&firk ls gqvk Fkk ,oa dqN fo}kuksa dk er gS fd

fuxZq.k Hkfä ds ç.ksrk dchj nkl

es?kuk dqekj·

'kksèk lkjka'k

Hkkjrh; laLd̀fr esa vusd lar gq, ftUgksaus lekt dks ubZ fn'kk nhA vius le; rd çpfyr
O;oLFkk esa O;kIr cqjkb;ksa dks viuh ri'p;kZ ds cy ls rFkk vius O;ogkj ls cnyus dk ç;kl fd;k A
bu lqèkkjoknh larksa esa dchjnkl dk uke vkrk gS A dchj nkl us vius le; esa O;kIr vusd cqjkb;ksa dks
lekIr djus dk ç;Ru fd;k A fdlh tkfr&fo'ks"k dks gh Hkfä djus dh vgZrk gks] bl ckr dk [kaMu
fd;k A vU; tkfr;ksa ds fy, Hkh Hkfä djus dk mins'k fn;k rFkk fuxZq.k czã ^jke* dh mikluk dk lw=
lekt ds le{k j[kk A

lwpd 'kCn % fuxqZ.k] Hkfä] tqykgk] :f<+] vLì';] fojksèkkHkklh

'kksèk çfofèk % çLrqr 'kksèk&i= ds ys[ku ds fy, iqLrdksa] i=&if=dkvksa ls rF; lkexzh ,df=r djus dk ç;Ru fd;k x;k
gS A

· lgk;d vkpk;Z] xk;u foHkkx] laxhr ,oa eap dyk ladk;] dk'kh fgUnw foÜofo|ky;] okjk.klh

dchj fdlh nsork dh lUrku gSa A dqN fo}ku ,slk ekurs
gSa fd dchj dh fnO;rk dks ns[k dj dgk tk ldrk gS
fd og fdlh lar ds dìk ls mn~Hkwr gq, Fks A dchj nkl
dk tUe ls fdlh èkeZ fo'ks"k dk gksuk vo'; çekf.kr
ugha gS fdUrq ;g rks loZLohdkj gS fd mudk laLdkj
fgaUnw jhfr&uhfr ls gqvk Fkk A dchj nkl ds n'̀; txr
ds cUèkuksa ls eu dh fojfä] dsoy xq# rFkk ijekRek ds
fy, vVwV rFkk vfMx J)k] lkalkfjd dk;ksZa esa v#fp]
rRdkyhu le; fgUnw rFkk eqlyeku ds chp ijLij
}s"k;qä O;ogkj ds çfr vlfg".kqrk rFkk bu nksuksa leqnk;ksa
esa ijLij esy dk ç;Ru] viuh tM+ voLFkk esa igq¡p
pqdh èkkfeZd :f<+;k¡ ij çgkj bR;kfn O;ogkj vkdfLed
vFkok vdkj.k ugha Fks A bu lHkh ds ewy esa laLdkjksa dk
çkcY; Fkk A dchj nkl ds tUe ds le; dks ys dj Hkh
vusd fo}ku vyx&vyx er çdkf'kr djrs gSa A vU;
fo}kuksa ds er rFkk dchj nkl dh jpukvksa ds lksnkgj.k
çek.k nsrs gq, moZ'kh lqjrh dk dFku gS & Þdchj nkl
ds tUe dk o"kZ] M‚- jktdqekj oekZ ds vuqlkj] laor~
1455( Jh czãnÙk 'kekZ th ds vuqlkj] laor~ 1456 rFkk
jfoUæ ukFk Bkdqj ds Poems of Kabir ds vuqlkj
laor~ 1440 gS A dchj nkl dh dqN iafä;ksa ds vuqlkj
mudk tUe dk o"kZ 1425 gksuk çekf.kr gksrk gS Aß2 dchj
nkl dk tUe&LFkku dk'kh gksus ds lEcUèk esa vfèkdrj
fo}ku lger gSa A dk'kh esa mn~Hkwr dchj nkl ds ikyd
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ekrk&firk dh tkfr ds lEcUèk esa fo}kuksa dk er muds
tqykgk gksus ds lEcUèk esa gS A czãoSorZ iqjk.k ds vuqlkj
tqykgk tkfr dh mRifÙk EysPN firk rFkk dqfoan ekrk
ls gqbZ gS A tqykgk tkfr dks ^tksyk* uke ls Hkh tkuk
tkrk gS A dchj nkl ds ikyd ekrk&firk dks dksjh
tkfr ls Hkh lEcfUèkr ekuk tkrk gS A ,slh ekU;rk gS
fd dksjh tkfr ukFk&lEçnk; ls çHkkfor Fkh A mä
ifjokj dks ^tksxh* tkfr ls Hkh tksM+k tkrk gS A bl
tkfr esa fgUnw èkeZ ds vkJe Hkz"V yksxksa dks LFkku fn;k
tkrk Fkk A bl tkfr ds yksx tqykgs dk O;olk; djrs
Fks vFkok Lo;a dks xksj[kukFk ;k HkjFkjh dk vuq;k;h
crk dj fHk{kkVu dj thou&fuokZg djrs Fks A fgUnw èkeZ
esa iFk Hkz"V tkfr ^tksxh* dks uhp rFkk vLi'̀; ekuk
tkrk Fkk A vkpk;Z gtkjh çlkn fnosnh dk er gS
^dchj nkl us Lo;a dks tqykgk rks dgk ysfdu eqlyeku
ugha A mUgksaus vius dks fgUnw ;k eqlyeku u dg dj
nksuksa ls vyx ekuk gS A*3 mä dFkuksa ds vkèkkj ij
dgk tk ldrk gS fd dchj nkl tUe rFkk ikyd
ekrk&firk nksuksa gh vkèkkj ij rRdkyhu tkfr&O;oLFkk
ds vuqlkj Hkfä djus ls oafpr j[ks tkus dh voLFkk esa
Fks A dchj nkl ds Kku fiiklk dks 'kkar djus esa ;s
lHkh fcanq #dkoV cus A fgUnw ikB'kkykvksa esa ços'k ugha
feyk D;ksafd fgUnw èkeZ dh nf̀"V ls os iFk&Hkz"V ifjokj
ds lnL; Fks A blh çdkj bLyke èkeZ ds enjlksa esa Hkh
ços'k ugha feyk D;ksafd os iwjh rjg eqlyeku ugha FksA
vkpk;Z gtkjh çlkn f}osnh] dchj nkl dh tkfr ds
lEcUèk esa fy[krs gSa& ^fgUnw] eqlyeku] ;ksxh] xg̀LFk]
lkèkw] oS".ko lc Fks Hkh vkSj dqN Hkh ugha FkhA dchj
lcds U;kjs FksA*4 dchj nkl ds firk ds eu esa vius
iq= dks f'kf{kr djus dh ykylk Fkh fdUrq iwoZtksa ds
iFkHkz"V fgUnw rFkk bLyke dh vksj vkd"kZ.k us fgUnw
rFkk eqfLye nksuksa gh èkeZ ds f'k{kk&dsUæksa esa ços'k dh
fu"ksèkkKk FkhA blds vfrfjä dksbZ vU; ikB'kkyk ugh
Fkh A vr% bu ifjfLFkfr;ksa esa dchj nkl dks vius firk
ls ikfjokfjd dkjksckj] diM+s cquus vkSj mUgsa cspus dh
f'k{kk gh çkIr gks ldhA dchj nkl dh ok.kh esa dVqrk
vkSj dBksjrk dk lekos'k 'kk;n lekt ds blh vfHk'kki
dh nsu FkhA dchj nkl dks fdlh èkeZ dh fofèkor f'k{kk
rks ugha fey ldh fdUrq muds vareZu esa fgUnw rFkk
eqlyeku nksuksa gh èkeZ ds R;kSgkj] mRlo] fofHkUu èkeZ&xzUFkksa

ds fo"k; vkSj mudh xgjkbZ dks le>us dh ykylk
cyorh gksrh jghA vius eu dh bl fiiklk dks 'kkar
djus gsrq dchj nkl larksa rFkk Qdhjksa dh laxr esa jgus
yxsA ;g lc djrs gq, Hkh dchj nkl ds vareZu esa ncs
gq, fgUnw&laLdkj us mUgsa fgUnw lekt esa çpfyr
Hkfä&Kku dh vksj çsfjr fd;kA dchjnkl lRlax esa
yxs jgs rFkk dqN le; ckn rqylh dh ekyk èkkj.k dj
Lo;a dks oS".ko er dk vuq;k;h crk;kA ckákpkj dks
vkMEcj crkus okys dchj nkl us vareZu dh 'kqf) dk
fo'ks"k leFkZu fd;kA vgfuZ'kh jke&jke tirs jguk]
lar tuksa ds lax cSBuk rFkk muds }kjk Kku rFkk
fpUru ds O;k[;ku lquuk rFkk lar tuksa dh lsok
bR;kfn esa dchj nkl dh bruh :fp c<+h fd bu lHkh
dks djrs gq, os vius vkthfodk dks Hkwy gh x;s FksA

rRdkyhu lkoZtfud f'k{kk ls oafpr jgus ij
Hkh dchj nkl dh f'k{kk esa fnO;rk >ydrh gSA ikap o"kZ
dh voLFkk esa gh jke&uke dh nh{kk ysus okys dchj
nkl dgrs gSa&

ikap cjl ds tc Hk;s] dklh ek> dchjA

xjhc nkl vtc dyk] Kku è;ku xq.k lhj AA

ikap o"kksZa esa gh lHkh çdkj ds Kku ls vfHkflafpr
gks tkuk vfr'k;ksfä gks ldrh gS fdUrq dchj nkl dh
eeZLi'kÊ nf̀"V] Hkxor Kku bR;kfn bl vksj ladsr
djrs gSa fd ;g vfr';ksfä ugha gSA dchj nkl dk Kku
xzUFkksa dk Kku ugha FkkA mudk Kku Lo;a ds fpUru]
Jo.k] euu dh lq[kn ifj.kfr FkhA vius vuqHkwfr tfur
Kku ls lalkj dks çdkf'kr djus okys dchj nkl us
Lo;a dh lkoZtfud f'k{kk ugha gksus dh çekf.kdrk
viuh iafä;ksa esa nsrs gSa&

1- efl dkxn Nq;ks ugha dye xáks ugh gkFk A

2- fcafn;k u i<+m ckn u tkum A

iq"V erksa ds vuqlkj dchj nkl us Lokeh
jkekuUn th ls jke&uke dh nh{kk yh Fkh A dchj nkl
ds dkO; esa xq# ds çfr leiZ.k rFkk xq# dh Hkfä lgt
gh ns[kh tk ldrh gS A xq# dìk ls dchj nkl ds
vareZu esa fuxZq.k Hkfä dk vadqj çLQqfVr gqvk A dchj
nkl us fuxZq.k Hkfä dh vLi"Vrk dks nwj fd;k rFkk
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çekf.kr fd;k fd fuxZq.k czã dh Hkh mikluk lEHkkO;
gS A pw¡fd fuxZq.k czã vUrjax mikluk gS vr% blds
fy, 'kjhj dks ml voLFkk rd igqapkus ds fy, çk.kk;ke]
;ksxkH;kl rFkk è;ku dh vko';drk dks js[kkafdr fd;k
x;k A dchj nkl ftl jke&jke dk ti djrs Fks] os
fuxZq.k jke Fks A mUgksaus vius inksa ds ekè;e ls fuxZq.k
jke dh mikluk dh lykg nh gS &

fuxZq.k jke tigq js HkkbZ] vfoxfr dh xfr y[kh u tkbZ A

pkfj csn tkds Lef̀r iqjkuk] ukS O;kdjuk eeZ uk tkuk A

lsl ukx tkds x#.k lekuk] pj.k daoy daoyk ugh tkuk AA

dgS dchj tkdS Hksns ugha] fut tu cSBs gfj dh Nkgha AA

Kku&ekxZ dh ijEijk dh fuf'pr voLFkk ds
ckn fuxZq.k Hkfä ds y{k.k fn[kus yxrs gSaA Hkfä dh
çèkkurk okys Kku&ekxZ esa ;ksx dk Loj ikÜoZ esa gks
tkrk Fkk vFkkZr~ xkS.k gks tkrk Fkk rFkk Kku ls ;qä
uSfrdrk dh çèkkurk jgrh FkhA ̂blh Kku ç.ko uSfrdrk
dh çèkkurk okys ;ksx ekxZ ds [ksr esa Hkfä dk cht
iM+us ls tks euksgkjh yrk çLQqfVr gqbZ mldks gh
^fuxZq.k Hkfä ekxZ* uke fn;k x;kA*5 orZeku le; esa
çpkfjr ^lar lkfgR;* ewy :i ls fuxZq.k Hkfä ekxZ dk
lkfgR; gSA 18oha 'krkCnh ds mrjk)Z esa fuxZq.k lkèkuk
i)fr dk mn~Hko gqvkA bl le; Hkkjrh; lekt esa
Hkfä dh nks èkkjk,a çokgeku gqbZa&

1- mPp tkfr ls lEcUèk j[kus okys Hkä] tks ijEijk
esa pys vk jgs foÜokl] vkLFkkvksa] vkpkj&fopkj]
ozr] miokl vkfn dks Lohdkj djrs gq, mikluk
djrs Fks A

2- fuEu tkfr oxZ ds Hkä] bu yksxksa esa lkekftd ,oa
èkkfeZd çfrfØ;k ds ifj.kkeLo:i ijEijkvksa ds
çfr vkØks'k Fkk A bl oxZ ds Hkäksa dk ekuuk Fkk
fd fdlh Hkh le; rFkk fdlh Hkh fLFkfr esa Hkxoku
dk Hktu fd;k tk; rks eqfä lEHko gS A

,d fdaonUrh gS fd dchj nkl us rqylh dh
ekyk rFkk fryd yxk dj Lo;a dks oS".ko ?kksf"kr dj
fn;k A Lo;a dks Lokeh jkekuUn th ls nhf{kr gksus dh
Hkh ckr dks ?kksf"kr fd;k A ;g ckr Lokeh jkekuUn ds
f'k";ksa us f'kdk;r :i esa Lokeh jkekuUn rd igqapkbZ A
Lokeh jkekuUn us dchj nkl dks vius vkJe esa feyus

ds fy, cqyk;k A dchj nkl ds igqapus ij mUgksaus iwNk
fd rqe gekjs f'k"; dc gq, A bl ds çfr mÙkj esa dchj
nkl us dgk fd tc vki ls jke&uke dh nh{kk yh A
bl mÙkj ls Lokeh jkekuUn cgqr çlUu gq, rFkk dchj
nkl dks fuEu tkfr oxZ ds yksxksa esa Hkfä ds çpkj dk
vkns'k fn;k A Lokeh jkekuan dk ekuuk Fkk fd Hkfä&ekxZ
}kjk ijekRek dh çkfIr vU; ekxksZa dh vis{kk ljy gS
rFkk Hkfä dksbZ Hkh dj ldrk gS A Lokeh jkekuUn dh
;s fopkjèkkjk dchj nkl us çlkfjr dh A dchj nkl
dgrs gSa &

Hkfä   æfo.k   mith]   yk;s   jkekuan A

ijxV fd;k dchj us] lIr }hi uo [kaM AA

dchj nkl dh Hkfä esa Hkxoku ds uke dk
mPpkj.k] ifo= ân; rFkk eu vkSj lRlax çeq[k Fks A
blds fy, tkfr vFkok le; fo'ks"k vko';d ugha Fkk A
fuxZq.k fujkdkj czã dh mikluk ds fy, uke dk
vkèkkj vko';d Fkk] vr% dchj nkl us fuxZq.k czã dks
^jke* dgk A

fuxZq.k czã ds vxz.kh; mikld rFkk ckákpkjksa
dk fojksèk dj vU; tkfr ds yksxksa dks Hkfä dk ekxZ
fn[kkus okys dchj nkl us exgj esa vafre lk¡l yh A
fofHkUu erksa ds vuqlkj] nsgkolku ds le; dchj nkl
dh vk;q 70 ls 120 o"kZ ds chp jgh gksxh A dchj nkl
ds eR̀;q ds ckn buds fgUnw rFkk eqlyeku vuq;k;h Hkä
viuh jhfr ds vuqlkj vafre laLdkj djus ds fy, yM+
iM+s ysfdu tc 'ko ls pknj mBk;k x;k rks ogka nks
Qwy Fks A ,d dks eqlyekuksa us nQuk fn;k rFkk ,d
Qwy dk fgUnqvksa us vfXu laLdkj fd;k A

fu"d"kZ

dchj nkl dk thou lekt esa O;kIr dqjhfr;ksa
ls yM+us mudk [kaMu djus esa gh O;rhr gqvk A igys
ls pyh vk jgh ijEijk tks vius y{; ls HkVd dj
ladqfpr jg x;h Fkh] dk [kaMu djrs gq, dchj nkl dks
lekt ds Hkkjh fojksèk dk lkeuk djuk iM+k A dchj
nkl }kjk Hkkjr ds ,d fo'ks"k dky [kaM ds lkfgR;
rFkk lekt dks fo'ks"k çHkkfor fd;k fdUrq orZeku
le; rd muds lEcUèk esa vusd rF;ksa ij fo}r lekt
dk erSD; ugha gS A muds fuxZq.k ,oa fujkdkj czã dk
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fl)kar vusd fojksèkksa ds ckn Hkh tu&lkekU; us lgtrk
ls Lohdkj fd;k rFkk orZeku le; rd bl er dks
Lohdk;Zrk fey jgh gS A muds }kjk fd;s x;s dk;Z rFkk
çfrikfnr fl)kar dks rRdkyhu ifjfLFkfr esa LFkkfir
dj lduk lgt ugh Fkk A thoui;ZUr Hkfä dks
ikfjHkkf"kr djus okys lar dchj dks lekt ds oxZ&fo'ks"k
ls }s"k eksy ysuk iM+k A dqN fo}ku ,slk Hkh ekurs gSa fd
;g fojksèk bruk c<+ x;k fd dchj nkl dks vius
thou ds var le; esa dk'kh dks NksM+uk iM+k A dchj
nkl exgj dks vius fuokl ds fy, pquk rFkk ;gha
mudk nsgkolku gqvk A

lUnHkZ lwph %

1- ekS;kZ] M‚0 çgykn] dchj dk lkekftd n’kZu] iqLrd laLFkku]
dkuiqj] 1974] i"̀B 25

2- lwjrh] moZ’kh] dchj thou vkSj n’kZu] yksd Hkkjrh; çdk’ku
bykgkckn] 1980] i"̀B 38

3- feJ] lqHkk"k pUæ ¼’kksèk çcaèk½] Hkfä vkUnksyu vkSj Hkfä
dkO; ds lUnHkZ esa dchj dh Hkfä dk vè;;u] ljnkj iVsy
foÜofo|ky;] xqtjkr 1990] i"̀B & 22

4- f}osnh] vkpk;Z gtkjh çlkn] dchj] fganh xzUFk jRukdj
dk;kZy;] eqacbZ] 1942] i"̀B 189

5- ogh] i"̀B 77
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çLrkouk%

dqekÅ¡ dk yksdlaxhr çkphu dky ls gh ;gk¡
ds tuthou dk vfHkUu vax jgk gSA yksdlaxhr tgk¡
èkkfeZd ,oa ekaxfyd dk;ksaZ dh –f"V ls vko';d gS ogha
—f"k vkSj Je ds dk;ksaZ esa Hkh viuh fo'ks"k Hkwfedk j[krk
gSA dqekÅ¡ ds yksd laxhr dh fofoèkrk rc Hkh ns[kus
dks feyrh gS tc Qly] gqfM~d;k cksy ds xk;u ds
lkFk cks;h tkrh gS] vkSj igyh Qly vius b"V nsork
dks vfiZr djus dh çFkk Hkh laxhr ds lkFk gh laiUu
gksrh gSA dqekÅ¡ esa Þèkkrß ;k Þèkknß ¼dqekÅ¡uh esa ^èkkn*
dk vFkZ Å¡ps Loj esa nwj&nwj rd vkokt yxkuk vkSj
bls uxkM+s dh lgk;rk ls nwj&nwj rd vkokt iagqpk
dj lUns'k fn;k tkrk Fkk1½ yxkus ds fy, tgk¡ èkfr;k
uxkM+k ctk;k tkrk gS ogha nsorkvksa ds vkºoku ds fy,
nsorkjh cktk fookg ds voljksa esa Nfy;k cktk vkSj
Nfy;k uR̀;] —f"k xhr] tkxj] ?kfM+;kyk] pkSrh] _rq
jS.k o ekaxy xhrksa esa laxhr&;kstuk dk ç;ksx –f"Vxkspj
gksrk gSA  dqekÅ¡ ds yksdlaxhr ds fofHkUu vè;srkvksa us
yksdlaxhr dk oxhZdj.k fuEuor fd;k gS&

¼d½ M‚- f=ykspu ik.Ms dk oxhZdj.k

¼v½ eqäd xhr

dqekÅ¡ dh yksd laxhr&ijEijk

dey tks'kh· · M‚- jfo tks'kh·

lkjka'k

ekuo lH;rk ds lkFk laxhr Hkh èkhjs èkhjs fodklksUeq[k gqvkA laxhr u dsoy euksjatu dk lkèku
Fkk oju~ Hkkoukvksa dks O;ä djus dk ,d vPNk ekè;e Hkh cukA yksdlaxhr fdlh Hkh {ks= dh fofoèkrk
vkSj lkaL—frd ifjos'k dks O;ä djus dk ,d l'kä ekè;e gSA nqfu;k&Hkj esa laxhr lHkh ds thou dk
,d egRoiw.kZ fgLlk gSA ;g ekuo ds nSfud thou] lekjksg] 'kksd ,oa g"kZ ds lHkh voljksa esa O;kIr gSA
dqekÅ¡ dk yksd laxhr Hkh ;gk¡ ds ikjaifjd lekjksg vkSj jhfr&jokt ,oa vke tu&thou dk vfHkUu vax
gSA xk;u] oknu ,oa uR̀; rhuksa gh dqekÅ¡ ds yksd laxhr ds vkèkkj rRo gSaA èkkfeZd dk;Z gksa ;k euksjatu]
fcuk yksd laxhr ds vèkwjs gSaA çLrqr 'kksèk&i= esa dqekÅ¡ dh yksd laxhr&ijaijk dh la{ksi esa ppkZ dh xbZ
gSA

eq[; 'kCn % yksd] yksdxhr] dqekÅ¡] yksd ok|] laxhr] mÙkjk[kaM

izfof/k % bl 'kks/k&i= ds fy, izkFkfed ,oa f}rh;d lzksrksa dk mi;ksx fd;k x;k gS A

· lgk;d çkè;kid] laxhr foHkkx] Mh- ,l- ch- ifjlj] dqekÅ¡ fo'ofo|ky;] uSuhrky] mÙkjk[kaM
· · 'kksèk Nk=] laxhr foHkkx] Mh- ,l- ch- ifjlj] dqekÅ¡ fo'ofo|ky;] uSuhrky] mÙkjk[kaM

¼vk½ laLdkj xhr

¼b½ _rq xhr

¼bZ½ —f"k xhr

¼m½ nsoh nsork] ozr R;kSgkj ds xhr

¼Å½ ckyxhr2

[k½ M‚- —".kkuUn tks'kh dk oxhZdj.k

¼v½ èkkfeZd xhr

¼vk½ laLdkj xhr

¼b½ _rq xhr

¼bZ½ —f"k lEcafèkr xhr3

x½ M‚- HkokuhnÙk mçsrh dk oxhZdj.k

¼v½ laLdkj xhr

¼vk½ Lrqfr iwtk vkSj mRlo xhr

¼b½ _rq xhr

¼bZ½ tkfrewyd xhr

¼m½ O;olk;ewyd xhr
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¼Å½ ckyxhr

¼,½ eqäd xhr4

dqekÅ¡ dh çeq[k xs; foèkk,a

U;kSyh%

^U;kSyh* mÙkjk[kaM esa ik, tkus okys ,d i{kh
dk uke gSA dqekÅ¡ dh yksd dFkkvksa ds vuqlkj ;g
i{kh vius çseh ls vyx gksus ;k nwj gksus ij mnklh Hkjh
vkokt fudkyrk gSA U;kSyh ,d vfuc) fojg xhr
çdkj gS ftls eq[; :i ls efgyk,a xkrh gSaA dqekÅ¡ dh
efgykvksa dk thou cgqr dfBu jgk gS] bl ihM+k dks
de djus ds fy, mUgksaus laxhr dk vkJ; fy;kA
U;ksyh xhrksa dks mUgksaus ?kkl dkVrs le;] tkuoj pjkrs
le; ,oa vU; nSfud thou ds dke djrs le; xk;kA
U;kSyh ,d fojg xhr gS] ftu xhrksa esa efgykvksa dk
nq%[k nnZ >ydrk gSA mnkgj.k ds fy, &ÞdkV~uk dkV~uk
iyw vkSaN]pkSeklh dks cuA Fkkeh tkaN cxU;k ikuh] uh
Fkkehuw euAAß5

blesa ,d L=h vius eu dh O;Fkk dks ç—fr
ds lkFk tksM+rs gq, dg jgh gS fd ^dkVrs dkVrs lkou
ds ou rks iYyfor gks x, gSa vkSj cgrk gqvk ikuh Hkh
Fke gh tkrk gS ij ;s eu ugha #drk gS] ;s ugha Fkerk*A

U;kSyh dk xk;u vkyki 'kSyh esa fd;k tkrk
gS buesa nks ;k pkj iafä;k¡ gksrh gaS vkSj ;g t#jh ugha
fd igyh iafä dk lacaèk nwljh iafä ls gksA dqekÅ¡uh
vapy esa U;ksyh nks rjg dh gS& Þlks;kZyhß vkSj ÞjhBkxkM+hß
A Þlks;kZyhß fiFkkSjkx<+ tuin esa ,oa ÞjhBkxkM+hß vYeksM+k
ds jhBkxkM+ {ks= esa çpfyr gS A6

tksM+

tksM+ dk 'kkfCnd vFkZ gS& ^;ksx* ̂ lafèk* vFkok
ÞtksM+ukßA vius O;kid vFkZ esa xs;rk dh –f"V ls ̂tksM+*
dk rkRi;Z] xhr dh ml iafä ls gS tks ,d leku Hkko]
y; ls eq[; xhr dh ,d iafä dks nwljs ls tksM+rh gS
^tksM+* dgykrh gSA dqekÅ¡uh xhrksa esa LFkk;h ds i'pkr~]
varjk ds :i esa vkus okyh iafä;ksa ds eè; ÞtksM+ß xk;k
tkrk gSA dqekÅ¡ ds esyksa esa vk'kqdfo yksdxk;d rqjar
tksM+ cukus dh {kerk Hkh j[krs gSaA tqxy fd'kksj isV'kkyh
us ,d lk{kkRdkj ds nkSjku crk;k fd ÞtksM+ß dks xk;

pjkrs le;] ikuh ykrs le; ,oa fdlh vU; nSfud
dk;Z ds le; Hkh xk;k tk ldrk gSA7

çks- nsoflag iks[kfj;k ds vuqlkj tksM+ Hkh U;kSyh
xhr foèkk ds leku gh xhr çdkj gSa] fdUrq tksM+ esa
igyk pj.k 6 vkSj nwljk pj.k 14 o.kZ dk gksrk gSA æqr
xfr ls xk;s tkus okys xhr çdkjksa esa FkksMk fojke nsus
ds fy, tksM+ dk ç;ksx fd;k tkrk gSA tksM+ eq[;r%
çeq[k xk;d }kjk xk;k tkrk gS ftlesa laxfr ds fy,
çk;% ÞgqM+dk^^ uked vou) ok| dk ç;ksx gksrk gSA
tksM+ dh lekfIr ij lgxk;dksa dk lewg iqu% eq[;
yksdxhr esa tqM+ tkrk gSA tksM+ dk mnkgj.k& Þnkrqys
dh èkkj nkrqys dh èkkj] chp xaxk NksM+h xŞ ;s uS okj uS
ikjß A

pkapjh

^pkapjh* dks dqekÅ¡ dk tkrh; uR̀; Hkh dgk
tkrk gSA pkapjh dks >ksMs dk çkphure :i Hkh ekuk
x;k gSA pkapjh esa inØeksa dk fo'ks"k è;ku j[kk tkrk
gSA èkkfeZd xhrksa ls brj pkapjh esa Jàxkj jl ds xhrksa
dh çèkkurk jgrh gSA çks- nso flag iks[kfj;k pkapjh dks
laL—r ds ppZjh 'kCn ls fodflr ekurs gSaA8 dkfynkl
ds ukVd esa ppZjh 'kCn dk mYys[k feyrk gSA9 iwohZ
dqekÅ¡ ¼lhjk] lksj] equL;kj] vLdksV vkSj dkyh dqekÅ¡½
esa bls ^[ksy* Hkh dgrs gSaA pkapjh vDlj esyksa vkSj
R;ksgkjksa ds lkewfgd uR̀; xhr gSaA pkapjh xhr oÙ̀k ,oa
vèkZor̀ fufeZr djds xk, tkrs gSaA oÙ̀k ds eè; esa ,d
eq[; xk;d jgrk gS ftls papfj;k] nqgfj;k] ftYysnkj
;k i|kj dgk tkrk gSA10 pkapjh esa L=h vkSj iq#"k nksuksa
dh Hkkxhnkjh jgrh gSA pkapjh dk ,d mnkgj.k fuEuor
gS&

ÞdEyk X;wa [ksr tu~ tk;s] NksVh X;wa ckyh VqVyhA

dEyk lUeq[k tu~ tk;s] Nksjh fijnk VqVyh AA

dEyk lksj dh lM+d euh vksM+ dh phu NA

Nksjh lqok dk fljku iuh lquq dh chu N AAß11

>ksM+k

>ksM+k dqekÅ¡ dk ,d çeq[k èkkfeZd xhr çdkj
gSa ftls dqekÅ¡ esa xksy ?ksjs ;k vèkZor̀ esa xkus dk çpyu
gSA çks-iks[kfj;k ds vuqlkj >ksM+s nks çdkj ds gksrs gSa ,d
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eqäd vkSj nwljk çcaèkkRed ¼dFkkRed½A12 >ksM+k uke
dks ysdj dqekÅ¡uh lkfgR; ds fo}kuksa ds vyx vyx
er gSaA dqN v/;srk bls laL—r ds Þ>fVrß 'kCn ls
lEcafèkr crkrs gSa vkSj ekurs gSa] fd >ksMs esa ix lapkyu
vkSj y; nksuksa gh æqr jgrs gSa vkSj dqN fo}ku >qYyk
'kCn dks >ksM+k dh mRifÙk ekurs gSaA çks- iks[kfj;k us bls
tksM+ 'kCn ekuk gSA13 iwohZ dqekÅ¡ vkSj fljk ijxus esa
>ksM+k xk;u esa eq[;r% Hkfäçèkku xhr xk;s tkrs gSaA
>ksM+k xk;u çk;% eafnj çkax.k esa gksrk gSA

Þvksgks] xksjh xaxk HkkxhjFkh dks] ds Hky jsokM+kA

vksgks [kksy ns ekrk [kksy Hkokuh èkkj esa dsokM+kAA

vkgk ds YyS jS N HksV igksaMk] ds [kksyw¡ dsokM+kA

vksgks] }h tksa;k dk yk[kk YyS j;w¡] [kksy nsa dsokM+kAAß

Nisyh

Nisyh papy ,oa xfriw.kZ yksdxhr gSA ;g
,d uR̀; xhr ds :i esa çpfyr gSA yksdksRloksa] fookg]
;k vU; esyksa vkfn ds volj ij bu uR̀; xhrksa dks
ns[kk tk ldrk gSA Nisyh esa ,d eq[; xk;d gksrk gSA
'ks"k lewg ds yksx ml xk;d dk vuqdj.k djrs gSaA
L=h&iq#"k feydj Nisyh xkrs gSaA urZd fL=;ksa ds
vkHkw"k.k igudj uR̀; djrk gSA L=h os'kèkkjh iq#"k vkSj
vU; urZd çk;% xk;d Hkh gksrs gSaA bl xhr esa ,d
eq[; xk;d gksrk gS] tks çk;% gqM+ds dh Fkki ij xhr
dh dfM+;ksa dks tksM+rk tkrk gSA xhr dh vafre iafä
Vsdin gksrh gS] ftls lgxk;d nqjkgrs gSa vkSj urZd
uR̀; djrs gSaA xhr ds Vsdin fHkUu&fHkUu uR̀;Øe dh
eqækvksa ij vkèkkfjr gksrs gSaA Nisyh çse vkSj Jàxkj
çèkku uR̀;xhr gSA Nisyh esa gLr&lapkyu ds vuq:i
inØe Hkh lqfuf'pr jgrk gSA >ksM+k] pkapjh vkfn
uR̀;xhrksa dh vis{kk blesa vax&lapkyu] Hkko&Hkafxekvksa
dk çn'kZu vkSj vuqHkoksa ds çn'kZu esa vfèkd mUeqärk
vkSj LoPNanrk jgrh gSA bl uR̀; esa eq[; ok|;a= ds
:i esa gqM+dk vkSj lgk;d ok|;a=ksa ds :i esa eldchu]
ckalqjh vkSj eathjk bR;kfn ok| ctk, tkrs gSaA14

ekaxfyd xhr@Qkx

fofHkUu laLdkjksa esa xk;s tkus okys eaxy xhr
dks ^Qkx* dgk tkrk gS ftUgsa mÙkjk[kaM ds dqekÅ¡ esa
Þ'kdquk[kjß dgk tkrk gSA 'kdquk[kj ls rkRi;Z Þ'kqHkß

;k Þ'kdquß ds Þv{kjksaß ls gSA Qkx L=h çèkku xhr gSa
fofHkUu 'kdqu ds voljksa ij fL=;k¡ dkuksa esa gkFk yxk;s
bu xhrksa dks xkrha gSaA laLdkjksa dh fofHkUurk ds lkFk
Qkx xhrksa esa Hkh fofoèkrk ns[kus dks feyrh gS thou ds
gj deZdkaM gsrq xhr fuf'pr gaS ftls efgykvksa }kjk
lewg esa xk;k tkrk gSA xhr xkus okyh bu efgykvksa
dks Þfxnkjß ¼vFkkZr xhr xkus okyh efgyk,sa½ dgk tkrk
gSA ftl ifjokj esa 'kqHk volj gksrk gS rks fxnkj ml
ifjokj ds O;fä;ksa ds uke dk mYys[k vkSj mudh 'kqHk
Qy dh dkeuk Hkh djrh gSaA

gksyh

gksyh mÙkjk[kaM dk ,d egRoiw.kZ R;kSgkj gS A
gkykWfd gksyh ewyr% czt dh gS ij Hkkjr ds lHkh çns'kksa
esa leku :i ls eukbZ tkrh gSA dqekÅ¡ esa gksyh dk ,d
vyx :i ns[kus dks feyrk gS tgk¡ czt vkSj igkM+
nksuksa dh lkaL—frd NBk ns[kus dks feyrh gSA Þekuk
tkrk gS fd 16 oha lnh esa jktk dY;k.k pan ds le;
dqekÅ¡ esa gksyh xk;u vkjEHk gqvkA dqekÅ¡ ds ujs'k
m?kksrpan us vius egy esa lu~ 1697 dks n'kgjs dk
egy cuk;k tgk¡ n'kgjs ds fnu jktlHkk gksrh FkhßA15

dqekÅ¡ esa gksyh ds rhu Hksn gSa& ¼1½ [kM+h gksyh ¼2½
cSBdh gksyh ¼3½ efgyk gksyhA [kM+h gksyh vkaxu esa vkSj
jkLrs esa pyrs gq, lkewfgd rkSj ij xk;h tkrh gSA
dkyh dqekÅ¡ ¼pEikor vkSj yksgk?kkV½ esa [kM+h gksyh esa
vfèkdrj [kM+h cksyh ds 'kCn lqukbZ nsrs gSaA tSls ̂ tksxh
vk;ks 'kgj esa O;ksikjh* ysfdu if'peh dqekÅ¡ vkSj dqN
iwohZ dqekÅ¡ tSls lhjk vkSj equL;kj esa gksyh esa Hkh >ksMs
vkSj pkapjh dh xk;dh ns[kus dks feyrh gSA dqekÅ¡ esa
ikS"k eghus ds igys brokj ls iq#"kksa dh gksyh xk;u dk
vk;kstu 'kq: gks tkrk gS ftlesa fo".kqinh o fuxqZ.k
Hkfä dh gksyh cSBdksa dk vk;kstu gks tkrk gS vkSj
clar iapeh ds ckn Jàxkj jl dh gksyh xk;u fd;k
tkrk gS] ftuesa 'kkL=h; laxhr ds vusd jkx&jkfxfu;ksa
esa c) gksyh&xk;u lquus dks feyrs gaSA

ckyxhr

cPpksa ls lEcafèkr xhrksa dks ^ckyxhr* dgk
tkrk gSA cPpksa dks yqHkkus vkSj mUgsa vius lekt dh
tkudkjh nsus ds fy, ckyxhrksa dk ç;ksx fd;k x;k
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D;ksafd cPps y; esa vius vkl&ikl ds ekgkSy dks
tYnh le>rs gSaA ,d ckyxhr xhr ftls efgyk,¡
lkrwa&vkBq ioZ esa Hkh xkrha gSa&

ÞgYyksjh ckyk gYyksjh] rsjh btw ikyqjh ?kkl tS jS NA

?kkl dkVh Y;kyh fQj nwèk fiykyh] gYyksjh ckyk gYyksjhßAA16

cSj

^cSj*ls rkRi;Z gS ^}U}* vFkok ^la?k"kZ*A ;g
ç'uksÙkj 'kSyh esa gksus okyh vuqie xhrkRed çfr}anrk
gSA xk;dksa ds chp ;g cSj&Hkko dsoy ç'uksÙkj dky
vFkok xhrksa dh vofèk rd gh lhfer jgrk gSA mRloksa]
esyksa vkfn esa xk;dksa }kjk bl xhr 'kSyh dk vk;kstu
fd;k tkrk gSA lkjk tu lewg Jksrk cudj xk;dksa dh
t; ijkt; ns[kus cSBk jgrk gSA dksbZ Hkh cSj xk;d
vFkkZr ̂ cSfj;k* fdlh Hkh fo"k;] –';] ?kVuk ;k çlax dks
ysdj xhr çkjEHk djrk gS vkSj xhrksa esa gh nwljs cSfj;ksa
ls ç'u iwN nsrk gSA Jksrkvksa dh eaMyh ds chp dbZ
cSfj;s ,df=r jgrs gSaA nwljk ^cSfj;k* vius LFkku ij
[kM+k gksdj igys ds ç'u dk mÙkj nsrs gq, viuk ç'u
iwN ysrk gSA ç'u& mÙkj dk ;g Øe vckèk xfr ls
pyrk jgrk gSA blesa xk;d dks viuh çfrHkk& çn'kZu
dk iw.kZ volj feyrk gSA cSj xhrksa ds lkFk fdlh Hkh
ok|&;a= dk ç;ksx ugha gksrk gSA

dqekÅ¡ dk ikjaifjd ok| laxhr

dqekÅ¡ ds yksd ok| esa peZ ok|] vou) ok|]
'kqf"kj ok|] rr ok| vkSj ?ku ok| pkjksa dk lekos'k gSA
fofHkUu voljksa ij ;s yksd ok| gekjs lekt dks
laxhre; vkSj mYykle; cukrs vk;s gSaA <ksy cukus ds
fy, cSy dh [kky dk ç;ksx fd;k tkrk gS ogha vPNk
gqM+dk cukus ds fy, yaxwj dh [kky ç;ksx esa yk;h
tkrh gSA tqxy fd'kksj isB'kkyh ds vuqlkj ok|ksa ds
çdkj

1- vou) ok| & <ksy] gqM+dk] <ksyd] MkSajA

2- 'kqf"kj ok| & ckalqjh] tkSaY;k eq:yh] rqjgh] j.kflag]
rqjgh] 'ka[k] e'kdchuA

3- rr~ ok| & lkjaxh] ,drkjk

4- ?ku ok| & dkals dh Fkkyh] fc.kbZ] >ka>

dqekÅ¡ ds çeq[k yksd ok|

<ksy

;g mÙkjk[k.M ds lcls çkphu vkSj yksdfç;
ok|;a=ksa esa 'kkfey gSa] bUgsa eaxy ok| ds uke ls Hkh
tkuk tkrk gSA tuJqfr gS fd çkjEHk esa ;q) ds eSnkuksa
esa lSfudksa ds dq'ky usrR̀o ,oa muds mRlkgoèkZu djus
ds fy, budk mi;ksx fd;k tkrk Fkk vkSj fQj ;g
dyk ;q) ds eSnkuksa ls yksxksa ds lkekftd thou esa
ços'k djrs pyh xbZ] varr% ;g 'kqHk dk;ksaZ ds vkxeu
dk çrhd cu xbZA vkbZu&,&vdcjh esa igyh ckj
<ksy ds lanHkZ esa o.kZu feyrk gS vFkkZr~ ;g dgk tk
ldrk gSa fd 16oha 'krkCnh ds vklikl <ksy dh 'kq#vkr
igyh ckj dh xbZ FkhA <ksy rkEcs vkSj lky dh ydM+h
ls cuk gksrk gSA blds ck,a rjQ cdjh dh vkSj nk,a
rjQ HkSal ;k ckgjflaxk dh [kky gksrh gSA ;g ,d
rjQ ls ydM+h dh NM+h vkSj nwljh rjQ ls gkFk ls
ctk;k tkrk gSA

nekÅ

nekÅ Hkh dqekÅ¡ dk çkphu ok| gS] dqekÅ¡ esa
;g <ksy ls T;knk çpfyr gSA mÙkjk[kaM dh gj ijaijk
esa [kkl Hkwfedk fuHkkus okys <ksy&nekÅ dks ysdj
nardFkkvksa esa dgk x;k gS fd bldh mRifÙk f'ko ds
Me: ls gqbZ gS] ftls lcls igys Hkxoku f'ko us ekrk
ikoZrh dks lquk;k FkkA dgk tkrk gS fd tc Hkxoku
f'ko bls lquk jgs Fks] rks ogka ekStwn ,d x.k us bls eu
esa ;kn dj fy;k FkkA rc ls gh ;g ijaijk ih<+h&nj&ih<+h
ekSf[kd :i ls pyh vk jgh gSA nekÅ rkacs dk cuk
gqvk ,d QqV O;kl rFkk 8 bap xgjs dVksjs ds leku
gksrk gSA blesa HkSal dh [kky dk ç;ksx fd;k tkrk gSA
bls <ksy dh rjg ckj&ckj dlus dh vko';drk ugha
gksrh gSA

gqM+dk

dqekÅ¡ ds fofHkUu mRloksa] esyksa LFkkuh;
nsoh&nsorkvksa ds tkxj] yksd xhrksa vkSj yksd uR̀;ksa esa
lokZfèkd ç;ksx gksus okyk ok| gSA ;g ydM+h dk cuk
vkSj vanj ls [kks[kyk gksrk gS vkSj nksuksa fljksa ij cdjh
ds vkek'k; dh f>Yyh e<+dj vkil esa ,d Mksjh ls
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dl fn;k tkrk gSA dqekÅ¡ esa gqM+dk tkxj yxkus dk
eq[; ok| gSA gqM+dk cukus ds fy, vkerkSj ij f[ku
vkSj cjksa dh ydM+h ç;ksx esa yk;h tkrh gSA f[ku dh
ydM+h ls cus gqM+ds ds ckjs esa ,d dgkor gS&Þf[kukSd
gks gqMqd] nSu iqM gks cukjkSd] ckSa iqM gks yaxqjkSd] tcr
dS rkS gqMqd ctkSy] m bykdkd Maxjh fcu U;qfr;S
ukp.k ykxkyß17 vFkkZr~ f[ku dh ydM+h dh cuh ukyh
gksA nk;ha iqM+h canj vkSj cka;h iqM+h yaxwj ds [kky dh
gksA ftl le; Hkh oks gqM+dk ctsxk rks ml txg ds
lkjs Maxjh;s fcuk fuea=.k ds gh ukpus yxsaxsA

MkSaj

MkSaj ekaxfyd dk;ksaZ] tkxk&tkxjksa ,oa mYykl
ds voljksa ij ç;ksx gksus okyk ok| gSA ;g Hkh gqMds
ds leku ij mlls FkksMk cM+k ok| gS ftls ,d vksj
ydM+h ds lksaBs ls vkSj nwljh vksj gkFk ls ctk;k tkrk
gSA dqekÅ¡ esa bldk çpyu gqM+ds dh rqyuk esa de gS
ij x<+oky esa nsoh&nsorkvksa ds vkg~oku ds fy, MkSaj
dk gh ç;ksx lokZfèkd fd;k tkrk gSA bldk vkdkj
piVs Me#uqek&lk gksrk gS tks lku.k vFkok [kfej dh
ydM+h dk cuk gksrk gSA nksuksa fljksa ij ?kqjM+ dkadM+
vkSj cdjs ds peM+s e<+s gksrs gSaA MkSaj ij vfèkdrj
?kU;kyh yxk;h tkrh gSA ?kU;kyh ifj;ksa dks upkus ds
fy, yxk;h tkrh gSA18

eldchu

eldchu ¼Bagpipe½ ewyr% Ld‚VySaM dk ok|
gS tks vaxzstksa ds ekè;e ls mÙkjk[kaM igqapkA19 gkfy;k
dqN 100 n'kdksa iwoZ gh eldchu Hkh mÙkjk[kaM dh
laL—fr esa 'kkfey gqbZ vkSj vc mÙkjk[kaM dh laL—fr
dk vfHkUu vax cu x;h gSA eldchu ds fcuk mÙkjk[kaM
dk laxhr vèkwjk&lk gSA orZeku esa eldchu Nfy;k
uR̀; vkSj dqekÅ¡ ,oa x<+oky jsftesaV ds QkSft;ksa }kjk
ctk;k tkrk gSA eldchu dk eq[; Hkkx peM+s dk
FkSyhuqek eld gksrk gSA bl eld esa ikap Nsn dj pkj
esa fiifj;ka yxk nh tkrh gSa vkSj ,d Nsn esa ukyh tks
eld esa gok Hkjus dk dke djrh gSA eld dks ctkrs
le; cxy ls nck;k tkrk gS ftlls çs'kj esa gok
fiifj;ksa esa tkrh gSA20

j.kflax

gekjs çkphu xzaFkksa esa j.kflax ctkus dk mYys[k
feyrk gS] ftls fdlh ;q) esa fot; ds nkSjku g'kksZYykl
ds fy, ctk;k tkrk jgk gSA rkacs ls cuk ;g ok| vkt
Hkh vius ikSjkf.kd Lo#i esa fo|eku gSA 'kknh ckjkr ds
nkSjku bls <ksy&neqos ds lkFk ctk;k tkrk gSA bls
ctkus ds fy, QsQM+ksa esa tku vkSj eq¡g ds vanj i;kZIr
ok;q vkSj Lok¡l dk fu;a=.k pkfg,A

rqjgh

;g ,d çkphu vkSj cgqçpfyr yksd ok| gS
tks rkacs dh èkkrq dk cuk gksrk gS vkSj eq¡g ls gok Hkjdj
ctk;k tkrk gSA lkearh dky esa ;q) Hkwfe dh vksj c<+rs
gq, vkSj ohjksa ds mRlkgoèkZu ds fy, rqjgh dk ç;ksx
fd;k tkrk FkkA orZeku esa rqjgh 'kknh ckjkrksa vkSj
Nfy;k uR̀; ds lkFk lokZfèkd ç;ksx esa yk;k tkus okyk
ok| gSA

ukxQ.kh

;g rkacs dk cuk vkSj rqjgh dh rjg dk ok|
gS ij bldh vk—fr ukx tSlh gksrh gS] blfy, bls
ukxQ.kh dgrs gSaA ;g ok| rqjgh dh rjg yEck u
gksdj Ms<+ ls 2 QqV dk gh gksrk gSA ;g ,d lgk;d
vkSj de çpfyr ok| gSA eaxy dk;ksaZ ds nkSjku bls
ctkus dh çFkk gSA21

tkSa;ka eq:yh

tkSa;ka 'kCn fganh ds tqM+ok 'kCn dk gh dqekÅ¡uh
:i gSA bl yksd ok| esa 2 eq#fy;ka tqMh jgrh gSa
fjaxky ds rus ls cuus okyh tkSa;k eq:yh dks yksx
igkM+ksa esa ekxZ yack gksus ij pyrs le; ctk;k djrs
FksA jktwyk ekywlkgh yksdxkFkk esa Hkh bls ctk;k tkrk
gSA bl ok|;a= dh [kkl ckr gS fd blesa jaxhyh èkqu]
cSjkxh èkqu] mnklh èkqu vkSj taxyh pkj çdkj dh èkqusa
gh ctkbZ tkrh gSaA22

fc.kkbZ

fc.kkbZ eq[;r% xzkeh.k efgykvksa }kjk ctk;k
tkus okyk yksd ok| gSA fc.kkbZ dk ç;ksx ;qod&;qofr;ka]
L=h&iq#"k fojg osnuk O;ä djus ds fy, djrs gSaA
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fc.kkbZ yksgs ls cuk ,d NksVk&lk ok| gS ftls mlds
nksuksa fljksa dks nkar esa j[kdj eqg ds vanj vkSj ckgj
vkrh ok;q ds ncko ls ctk;k tkrk gSA bu nksuksa fljksa
ds chp ,d iryh yksgs dh f>Yyh gksrh gS ftls gkFk ls
dEiu fd;k tkrk gSA Lokal ysus vkSj NksM+us ls vkSj
fc.kkbZ dh f>Yyh esa dEiu ls vkokt esa fofoèkrk vkrh
gSA vkerkSj ij fc.kkbZ ,d gh Loj nsrk gSA

dkals dh Fkkyh

dkals dh Fkkyh dk ç;ksx dqekÅ¡ esa gqM+ds ds
lkFk lgk;d yksd ok| ds :i esa fd;k tkrk gSA
LFkkuh; cksyh esa bls dalklqjh Fkkyh Hkh dgrs gSaA yksd
ekU;rkvksa ds vuqlkj dkals esa dal dk okl gksrk gS vkSj
dal dh çof̀r vklqjh Fkh blfy, bls ¼dalvklqjh½
dalklqjh Fkky dgk tkrk gSA23 lgk;d ok| ds :i esa
dkals dh Fkkyh dk ç;ksx flQZ tkxjksa esa gh fd;k tkrk
gSA nsorkvksa vkSj Hkwrksa dks txkus ds fy, ftl le;
Hkkjr xk;k tkrk gS ml le; lgk;d ok| ds :i esa
gqM+ds ds lkFk dkals dh Fkkyh ctk;h tkrh gSA gqM+ds
dh Fkki esa bls in~e ¼i;ka½ dh ydM+h ds irys ruksa
¼lksBksa½ ls ctk;k tkrk gSA

lkjaxh

;wa rks 'kkL=h; laxhr esa cgqr çpfyr lkjaxh
dh vkokt ds lHkh nhokus gSa ftlds cxSj 'kkL=h;
xk;u vkSj ,dy rcyk&oknu vèkwjk&lk gS ysfdu dqN
3 ;k 4 n'kdksa ls dqekÅ¡ esa lkjaxh ds ç;ksx esa deh
ns[kh x;h gSA iyk;u vkSj if'peh laL—fr ds çHkko ls
tks fjrqjS.k u, lky ds vkxeu ij ehjkfl;ksa }kjk
lkjaxh dh laxr ds lkFk xk;h tkrh Fkha oks vc foyqIr&lh
gks x;h gSaA bldk dkj.k ehjkfl;ksa ds 'kks"k.k vkSj mUgsa
lekt esa txg u feyus dh gks ldrh gSA lkjaxh Hkkjr
dk ,d vfr eèkqj vkSj çkphure ok| gSA ;g xt ls
ctkus okys forr ok| ds varxZr vkrk gSA

fu"d"kZ %

fu"d"kZr% mi;qZä 'kksèk&i= esa dqekÅ¡ ds yksd
laxhr vkSj ok|&;a=ksa ds yksd thou esa ç;ksx ds vkèkkj
ij ;g dguk lqfuf'pr gksxk dh dqekÅ¡ {ks= lkaLdf̀rd
–f"V ls vR;fèkd le)̀ gSA yksd xhr ,oa yksd ok|

tu ekul ds gj ,d dk;Z ls tqM+s gq, gSaA dqekÅ¡ dh
yksd laL—fr esa ,d vksj xk;u] oknu ,oa uR̀; rhuksa
dk lekos'k gS vkSj ogha nwljh vksj fL=;ksa vkSj iq#"k
nksuksa dh Hkkxhnkjh jgrh gSA yksdlaxhr dh xk;u vkSj
oknu foèkkvksa esa fofoèkrk Hkh ns[kus dks feyrh gSA
le;pØ ds lkFk yksd laxhr esa ifjorZu vk;s gSa] tks
ifjorZu vkxs Hkh fujarj gksrs jgsaxs ij vkt ds tuekul
dk nkf;Ro ;g curk gS dh og yksd laxhr dh vkRek
vkSj ekSfydrk dks cjdjkj j[kus esa viuk ;ksxnku nsaA

lanHkZ lwph %

1- isV'kkyh tqxy fd'kksj] mÙkjk¡py ds yksd ok|] i"̀B& 107

2- ik.Ms;] M‚- f=ykspu] dqekÅ¡ dk yksd lkfgR;] i"̀B &74

3- tks'kh] M‚- —".kkuUn] dqekÅ¡ dk yksd lkfgR;] i"̀B & 13

4- mçsrh] M‚- Hkokuh nÙk] dqekÅ¡uh yksd lkfgR; rFkk xhrdkj]
i"̀B &16

5- iks[kfj;k] nso flag] 2009] mÙkjk[kaM yksd laL—fr vkSj
lkfgR;] i"̀B&344

6- rFkSo

7- lk{kkRdkj] tqxy fd'kksj isV'kkyh] 12 uoEcj 2022

8- iks[kfj;k] nso flag] mÙkjk[kaM yksd laL—fr vkSj lkfgR;]
i"̀B&331

9- f?kfYM;ky] vPpqrkuan ¼la½] dkfynkl xzaFkkoyh] dkfynkl]
Hkkjrh; çkP; fo/kk 'kks/k laLFkku okjk.klh

10- iks[kfj;k] nso flag] mÙkjk[kaM yksd laL—fr vkSj lkfgR;]
i"̀B&332

11- rFkSo] i"̀B&346

12- rFkSo] i"̀B&328

13- rFkSo

14- rFkSo

15. https://amritvichar.com/there-is-a-rich-tradition-of-
holi-singing-in-kumaon-ustad-amanat-hussain-is-
considered-the-father-of-kumaoni-classical-holi/

16- iUr] gse] ?kq?kwfr cklwfr] mÙkjk[kaM ds ikjaifjd ckyxhr]
i"̀B&06

17- isV'kkyh] tqxy fd'kksj] mÙkjk¡py ds yksd ok|] i"̀B&52

18- rFkSo] i"̀B&69

19- iks[kfj;k] nso flag] mÙkjk[kaM yksd laL—fr vkSj lkfgR;]
i"̀B&341

20- isV'kkyh] tqxy fd'kksj] mÙkjk¡py ds yksd ok|] i"̀B&135

21- rFkSo] i"̀B&127
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22- rFkSo] i"̀B&118

23- rFkSo] i"̀B&30

lUnHkZ xzUFk %

1- dkfynkl xzaFkkoyh] dkfynkl] la vPpqrkuan f?kfYM;ky]
Hkkjrh; çkP; foèkk 'kksèk laLFkku okjk.klhA

2- iks[kfj;k] nso flag] 1994] yksd laL—fr ds fofoèk vk;ke
eè; fgeky; ds lUnHkZ esa; vYeksM+k] Jh vYeksM+k cqd MhiksA

3- iks[kfj;k] nso flag] 2009] mÙkjk[kaM yksd laL—fr vkSj
lkfgR;] us'kuy cqd VªLV bafM;kA

4- tks'kh] —".kkuan] 1971] dqekÅ¡ dk yksd lkfgR;] çdk'k cqd
fMiks] cjSyhA

5- isV'kkyh] tqxy fd'kksj@dqatoky yrk] 2003] dqekÅ¡ ds
laLdkj xhr] r{kf'kyk çdk'ku] ubZ fnYyhA

6- isV'kkyh] tqxy fd'kksj] 2007] mÙkjk¡py ds yksd ok|]

r{kf'kyk çdk'ku] ubZ fnYyhA

7- frokjh] T;ksfr] 2002] dqekÅ¡uh yksdxhr rFkk laxhr% 'kkL=h;
ifjos'kA

8- jkor]uSu flag] 1986] tksgkj ds Loj] yksd dyk dsaæ njdksV]
eqUL;kjh ¼fiFkkSjkx<+½A

9- tks'kh] fnus'k] 1988] dqekÅ¡uh yksdxhrksa esa i;kZoj.k f'k{kk]
fgeky;u vè;;u dsaæ] fiFkkSjkx<+A

10- ukFkwjke] mçsrh] 1977 ] dqekÅ¡uh dh yksd dyk] dqekmuh
laL—fr] #æiqj] mi;ksxh çdk'kuA

11- ik.Ms;] f=ykspu] 1979] dqekÅ¡ dk yksd lkfgR;] vYeksM+k
cqd Mhiks] vYeksM+kA

12- mçsrh] Hkokuh nÙk] dqekÅ¡uh yksd lkfgR; rFkk xhrdkjA

13- iUr] gse] 2022] ?kq?kwfr cklwfr] mÙkjk[kaM ds ikjaifjd ckyxhr]
le; lk{;] nsgjknwuA
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dkfynkl dk ifjp;&

dkfynkl laLdr̀ lkfgR; ds egku~ doh'oj
gSaA Hkkjrh; ijEijk ds ^^dfo&dqy&xq#^^ ds :i esa
çfrf"Br dkfynkl dks vykSfdd dkO; çfrHkk dk èkuh
dgk tkrk gSA dkfynkl dks ^^dfork dkfeuh foykl^^
rFkk ^^nhif'k[kk dfuf"Bdkfèkf"Br^^ vkfn mikfèk;ksa ls
foHkwf"kr fd;k x;k gSaA dkfynkl foØekfnR; ds lHkkjRu]
mTtf;uh fuoklh rFkk Hkxoku f'ko ds ije Hkä FksA
lj fofy;e tksUl us Hkh dkfynkl dks ^^Hkkjr dk
'ksDlih;j^^ dgk gSA dkfynkl dks osnksa] czkã.kksa] mifu"knksa]
jkek;.k] egkHkkjr] vFkZ'kkL=] vk;qosZn vkfn 'kkL=ksa dk
mÙke Kku FkkA1 dkfynkl dks Hkkjr ds çns'kksa dh ;k=k
dk O;kid vuqHko FkkA2 dkfynkl dk lkfgR; fo'oxkSjo
dks vyadr̀ djrk gSA

egkdfo dkfynkl ds d`frRo&

dkfynkl dh lkr jpuk,¡ çkIr gksrh gSa] ftuesa
egkdkO; nks gSa& dqekjlEHko ,oa  j?kqoa'k A ukVd rhu
gaS& vfHkKku'kkdqUry] ekyfodkfXufe=  ,oa foØeksoZ'kh;A

· 'kksèkPNk=k] laLdr̀ foHkkx] eksguyky lq[kkfM+;k fo'ofo|ky;] mn;iqj ¼jkt-½

· · ,lksfl,V çksQslj] laLdr̀ foHkkx] fgekpy çns'k dsUæh; fo'ofo|ky;] èkeZ'kkyk] ,lksfl,V Qsyks] Hkkjrh; mPp vè;;u laLFkku]
jk"Vªifr fuokl] f'keyk ¼fg-ç-½

dkfynkl lkfgR; esa dyk&oSHko

M‚- th- ,y- ikVhnkj· · vafdrk vk;Z·

'kks/k&lkj

laLd̀r ok³~e; Kkuxaxk dk c̀gnk.kZo gSA tgk¡ ls lgL= Kkuèkkjk,¡ mn~xfer ,oa çokfgr gqbZ
gSaA laLd̀r lkfgR; ds vusdkusd vykSfdd ,oa vewY; xzaFkksa ds jpukdkjksa esa okYehfd] osnO;kl] v'o?kks"k]
'kwæd] Hkkl] dkfynkl] Hkkjfo] ek?k] g"kZ] ck.kHkê] lqcaèkq] n.Mh vkfn yC/kçfrf"Br doh'oj gq, gSA laLd̀r
okM+~e;&:ih ekyk esa eksfr&:ih xzaFkksa dks vuojr fijks;k tkrk jgk gSA vykSfdd ,oa le)̀ laLd̀r
lkfgR; dh Js"Brk o HkkokRedrk rks ik'pkR; fo}kuksa dks Hkh HkkofoHkksj dj viuh vksj vkd̀"V gh djrh
gSA Hkkjrh; laLd̀fr dh O;kidrk rFkk lthork dk fp=.k lkfgR;dkjksa us viuh jpukvksa esa euksjerk ls
fpf=r fd;k gSA jpukvksa ds dFkk&dYiksa] çlax&lUnHkksaZ esa dykvksa ds jl&jax dks Hkh mRdh.kZ fd;k gSA
dyk ekuo ds v#.kksn; ls gh Hkk"kk;h; js[kkvksa dks mdsjus dk dk;Z djrh jgh gSA dkfynkl dk lkfgR;
tgk¡ dkO;dyk dh jlrk fy, gq, gS] ogk¡ dyk i{kh; oSHko dh Hkh fp=dkjh djrk gSA ;gk¡ dkfynkl
lkfgR; esa mRdh.kZ fofoèk :ik dykvksa ij 'kCnrqjh; fp=.k ds jax dks ns[kk tk jgk gSA

lwpd 'kCn % lkfgR;] dyk] ok³~e;] xzUFk

izfof/k % bl 'kks/k&i= dks rS;kj djus esa f}rh;d lzksrksa ls lgk;rk yh xbZ gS A

rFkk nks [k.MdkO;&  _rqlagkj ,oa es?knwr A ;gk¡ bu
'kCn çlwfr dkfynkl lkfgR; esa gh dyk ds fofoèk
igyqvksa ij eaFku dj uouhr çkIr djus dk ;Ru fd;k
tk jgk gSA

dyk ls vfHkçk;&

dy;fr mn~Hkko;fr bfr dykA ^dyk* 'kCn
dh O;qRifÙk ^dy~̂  èkkrq ls gksrh gS ftldk vFkZ gS&
mRiUu djuk ;k fuekZ.k djuk] fxuuk] ;k 'kCn djukA
^^dy~̂ ^ èkkrq] ̂ ^dp~̂ ^ çR;; ,oa L=hfyax ̂ ^Vki~̂ ^ çR;; ds
la;kstu ls fu"iUu gksrk gS vFkkZr~ –'; ;k v–'; LFkwy
;k lw{e oLrq ;k Hkko ls lEcafèkr lkSUn;kZuqHkwfr lkdkj
gksdj O;ä :i esa çdV gksrh gS] rks ml vfHkO;atuk dks
gh ^^dyk^^ dgrs gSaA dyk,a ekuo ds fy, fpjdky ls
lkFk&lkFk gh jgh gSaA dyk u Kku gS] u f'kYi] u gh
fo|k] dyk ds ekè;e ls gh ekuo ijekuan ls æohHkwr
gksrk gS D;ksafd çkjfEHkd dky ls gh ekuo lkSUn;Z vkSj
çdf̀r dk çseh jgk gSA ;g dyk gh euq"; ds dk;Z ,oa
'kfä ds :i esa çdV gksrh gSA dyk ds Lo:i o egÙo
dks mn~?kkfVr djus ds fy, lkfgR;dkjksa o bfrgkldkjksa
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ds }kjk vusd xzaFkksa dh jpuk gqbZ gSA vejdks'k esa
f'konÙk us ^dyk^ 'kCn dh mRifÙk ^dn~̂  èkkrq ls ekurs
gq, dgk gS fd ^^d lq[ke~ ykfr bfr dye~̂ ^ rFkk ^^da
vkuUna ykfr bfr dyk^^ vFkkZr~ çlUu djuk gh dyk
gSA3 ekuoh; laosxksa dks vfHkO;ä djus dk ewrZ:i dyk
gh gS A ;g ns'k ds lkaLdf̀rd fodkl dks mUur] le)̀
,oa jf{kr djrh gSA

dyk dh ifjHkk"kk &

johUæukFk VSxksj ds vuqlkj ^^tks lR; vkSj
lqUnj gS] ogh dyk gSA^^ vjLrw ds vuqlkj& ̂ ^dyk gekjh
çd̀fr ds lqanj vuqHkoksa dk vuqdj.k gSA^^ t;'kadj çlkn&
^^bZ'oj dh fof{kIrrk 'kfä dk og ladqfpr :i tks gesa
cksèk Hkko çkIr gksrk gS] ogh dyk gSA^^ 'krd=; ds
jpukdkj HkrZ̀gfj us Hkh uhfr'krd esa O;ä fd;k gS fd&

lkfgR;laxhrdykfoghu% lk{kkRi'kq%iqPNfo"kk.kghu% A

r.̀ka u[kkUufi thoeku% rn~ n~Hkkxèks;a ijea i'kwuke~ AA4

vFkkZr~ tks euq"; lkfgR; vkSj laxhr ls jfgr
gS og çR;{k :i ls fcuk lhax o iw¡N okys i'kq ds rqY;
gSA HkrZ̀gfj us Hkkjrh; laLdf̀r esa dyk ds egÙo dks
ekuo eu esa iqu%LFkkfir djus dk ;Ru fd;k gSA laLdr̀
lkfgR; dh çokfgrk ;k èkkjk oSfnd ;qx ls ysdj orZeku
;qx rd fujarj çokfgr gksrh jgh gSA laLdr̀ lkfgR; esa
dyk mruh gh çkphu gS] ftruh ekuo dh lH;rkA
çkphudky ls èkhjs& èkhjs v|ru dky rd dyk dk fujarj
fodkl gksrk jgkA dyk ekuoh; lH;rk o laLdf̀r dks
mn~?kkfVr djrh gSA ;g dykniZ.k dh Hkk¡fr gSA D;ksafd
;g Hkkjrh; laLdf̀r dk çek.k çLrqr dj ns'k ds fodkl
esa lgk;d gSA euq"; ds eu esa mRiUu gksus okys Hkkoksa
dks vfHkO;ä ;k jpukRed cukus dk ekè;e dyk dk
fodkl gh gSA laLdf̀r ds mRFkkiu ds fy, lkfgR;dyk]
uR̀;dyk] f'kYidyk] fp=dyk] ewfrZdyk] LFkkiR;dyk]
laxhrdyk rFkk ukVîdyk vR;Ur eguh; jgh gSA ;g
dyk gh ns'k dh laLdf̀r ds egÙo dks cuk;s j[kus esa
egÙoiw.kZ ;ksxnku nsrh gSA Hkkjrh; –f"Vdks.k ls dgk
tk ldrk gS fd ^^osn gh dyk dk mn~xe gSA^^

dkfynkl lkfgR; esa dyk ds fofoèk vk;ke

dkfynkl dh dkO;&dyk ls çHkkfor gksdj
jk"Vªdfo Jh eSfFkyh'kj.k xqIr us Hkh fy[kk gS fd&

^^fpjdky jlky gh jgk] ftl HkkoK dohUæ dk dgk A

t; gks dkfynkl dh dfork dsfy dyk&foykl dh AA^^

rFkk ;g Hkh dgk gS fd ̂ ^vfHkO;fä dh dq'ky
'kfä ;k eu ds var%dj.k dks lqanjrk ds lkFk O;ä
djuk gh rks dyk gSA^^5 dkfynkl us 'kCn&fp=dyk]
laxhrdyk] ùR;dyk] lkSUn;Zdyk] LFkkiR;dyk] ewfrZdyk]
çdf̀rdyk vkfn dk o.kZu vfr je.kh;rk ds lkFk fd;k
gSA dfo dqyxq# dkfynkl dh jpukvksa esa pkgs vydkiqjh
dk o.kZu gks] pkgs jktkvksa ds egyksa dk o.kZu gks] mudh
rwfydk buds LFkkiR; esa mruh ugha jeh] ftruh çdf̀r
ds LFkkiR; esa mudh psruk vk|kar lalfä yxrh gSA
tSls& fgeky; dh miR;dkvksa] xqgkvksa ;k ou&{ks= dk
o.kZu gksA blhfy, dkfynkl us ^vfHkKku'kkdqUrye~*
ukVd esa nq";ar ds eqag ls ;g dgyok;k fd ou dh
yrkvksa us lkSan;Z esa jktk dh m|ku dh yrkvksa dks
ijkftr dj fn;k gS] D;ksafd ou&yrk esa LokHkkfodrk
o uSlfxZdrk gksrh gSA mlh çdkj çdf̀r ds LFkkiR; esa
if{k;ksa dk dyjo] >juksa dh dydy] es?kksa dk o"kZ.k]
galksa dh tyØhMk] ou esa çLFkku djrh gqbZ rFkk
[kqj&U;kl ls èkwy mM+krh gqbZ dkeèksuq dh iq=h uafnuh
dk fp= gks ;k ck.k yxus ds Hk; ls Hkkxrs gq, fgj.k dk
'kCn fp= gks ;k ;f{k.kh ds vius Hkou esa fo|eku lq[kn
okrkoj.k dk fp= gksA bl çd̀fr ds LFkkiR; esa dkfynkl
dk fp= jek gS] jpk gS] clk gSA blhfy, dgk x;k gS
fd çdf̀r dkfynkl dh futh laLdf̀r gS rFkk dkfynkl
çdf̀r dk prsjk dfo gaSA vkxs dkfynkl ds dykRed
oSHko dks ns[kk tk ldrk gS&

¼1½ u`R;dyk o laxhrdyk

leLr dykvksa esa laxhr dyk dk viuk eguh;
egÙo gS] D;ksafd dyk tgk¡ mUur gksrh gS] ogka bZ'ojkokl
gksrk gSA blfy, Hkxoku Jhd"̀.k us Jhen~Hkxon~xhrk esa
dgk gS fd ̂ ^lkeosnks·fLe^^ vFkkZr~ ̂ ^osnksa esa lkeosn gw¡A^^
D;ksafd laxhre; osn lkeosn gh gSA6 laxhrdyk euq";
ds eu dks vkuafnr ,oa çQqfYyr djrh gSA vfHkuoxqIr
us Hkh dgk gS fd ^^laxhr da u eksg;sr~̂ ^ vFkkZr~ laxhr
fdldks eksfgr ugha djrk\ vr% laxhrdyk rks çlUurk
mRiUu djus okyh gksrh gSA7 ekyfodkfXufe= esa jktdqekjh
ekyfodk dh laxhrdyk o uR̀;dyk ds çn'kZu dh
ç'kalk dh x;h gSA og ekyfodk laxhr dyk esa bruh
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çoh.k ;k fuiq.k gS fd mlesa fl[kk;s x;s Hkkoksa dks vkSj
vfèkd iw.kZrk ds lkFk çnf'kZr djus dh dyk fo|eku gSA

;|Rç;ksxfo"k;s Hkkfodeqifn';rs e;k rL;S A

rÙkf}'ks"kdj.kkRçR;qifn'krho es ckyk AA8

ekyfodk mÙke dykdkfj.kh crk;h x;h gSA
blh çdkj ekyfodk ds leku dkSf'kdh esa uR̀;dyk]
vfHku;dyk ,oa laxhrdyk esa ikjaxrk dks ;g i|
O;ä djrk gS&

v³~xSjUrfu Zfgropu% lwfpr% lE;xFk Z%

iknU;klks y;euqxrLrUe;Roa jls"k q A

'k k[kk;k s fue ` Zn qj fHku;Lrf}dYiku qo `Ùk k S

Hkkoks Hkkoa uqnfr fo"k;kækxoUèk% l ,o AA9

ekyfodk dk ̂Nfyd&ùR;^ tks egkjkuh èkkfj.kh
}kjk fl[kk;k x;k] og of.kZr gSA10 ekyfodkfXufe= ds
çkjaHk esa ̂ ^rnkjH;rka laxhrde~A^^ ,slk lw=èkkj }kjk dgk
x;k gSA11 ekyfodkfXufe= esa laxhr dh rhuksa foèkkvksa
xk;u] oknu vkSj ùR; dk mYys[k çkIr gksrk gSA ènax ok|
ls lEcafèkr ladsr laxhrdyk ds çpyu dks n'kkZrk gS&

thewrLrfurfo'kf³~dfHkeZ;wjS#n~xzhojuqjflrL; iq"djL;A

fugZzkfnU;qifgreè;eLojksRFkk ek;wjh en;fr ektZuk eukafl AA12

eǹax ok| dh èofu dh Hkkafr es?k dh xtZuk
dks lqurs gq, eksjksa dk lewg uHk dh vksj –f"V Mkyrs gS]
;g xwaftr èofu tks eè;e Loj ls mBus okyh ek;wjh
uked èofu eneLr cukus okyh gSA vkpk;Z x.knkl ds
}kjk Hkh uR̀;dyk dk Hkko çdV fd;k x;k gS fd ̂ ^v|
urZf;rkfLeA^^ vFkkZr~ vkt eSa uR̀;dyk dk if.Mr gks
x;k gw¡A^^13 dkfynkl jfpr j?kqoa'k egkdkO; ds f}rh;
lxZ esa dhpd uked ckal dh ckalqjh }kjk ounsfo;ksa
}kjk jktk fnyhi ds ^;'kksxku dk o.kZu14 rFkk dhpd
uked ckal dh ckalqjh }kjk èofur 'khry ok;q dk o.kZu
gSA15 j?kqoa'k egkdkO; ds rr̀h; lxZ esa Jo.k lq[k nsus
okys ok|;a=ksa dh èofu rFkk okjk³~xukvksa ds uR̀; dk
mYys[k feyrk gSA16 j?kqoa'k egkdkO; esa 'k³~[k] rqjgh
¼j?kqoa'k] 6-9½] uxkM+s ¼j?kqoa'k] 6-56½ vkfn ok|;a=ksa rFkk
e;wj] lkjlksa dh ok.kh] eu dks eksfgr dj nsus okyh
ekndrk ;qä èofu dk o.kZu gSA uR̀;dyk dh çkd̀frdrk
okys e;wjksa ds uR̀; dk Hkh mYys[k çkIr gksrk gSA17

dkfynkl jfpr es?knwr esa gesa f'ko ds rk.Mo
uR̀;18 dk Hkh ladsr çkIr gksrk gSA laxhr'kkL= ls
lEcafèkr ,dkn'k çdkjksa okyh ewpZ~Nuk dk Li"V 'kCnksYys[k
gSA19 foØeksoZ'kh;e~ esa nsox.kksa dh nso vIljk;sa Hkh
laxhr èofu dh ekèkq;Zrk ds dkj.k Js"B laxhr dyk dk
Kku j[kus okyh crk;h xbZ gSA20 vfHkKku'kkdqUry ds
"k"B lxZ esa psVh eèkqdfjdk dkenso ds fy, xhr çLrqr
djrh gS& Roefl e;k pwrk³~dqj nÙk% dkek; xg̀hrèkuq"ks
i fF kdtu;qofry{;% iapkH;fè kd% 'kjk s HkoA 21

vfHkKku'kkdqUrye~ ds f}rh; lxZ esa uk;d ;k ukf;dk
ds :i ls lEcafèkr lkSUn;Z xku dk fooj.k feyrk gS&

fp=s fuos'; ifjdfYirlÙo;ksxk

:iksPp;su eulk fofèkuk dr̀k uq A

L=hjRul̀f"Vjijk çfrHkkfr lk es

èkkrqfoZHkqRoeuqfpUR; oiq'p rL;k% AA22

¼2½ LFkkiR;dyk

egkdfo dkfynkl us j?kqoa'k esa jktkvksa ds
fdyksa o N% çdkj ds lSU; cyksa dk Li"V mYys[k çkphu
dky esa LFkkiR;dyk dk ladsr nsrk gS &

xqIrewyçR;Ur% l 'kq)ikf.kj;kfUor% A

"kfM~oèka cyeknk; çrLFks fnfXtxh"k;k AA23

j?kqoa'k ds v"Ve lxZ esa nf{k.k leqæ rV ij
fLFkr ̂ ^xksd.kẐ ^ uked LFky ij ukjnth }kjk f'koth dh
Lrqfr ds fy, vkuk] çkphu LFkkiR;dyk dk ladsr çLrqr
djrk gSA24 j?kqoa'k ds çFke lxZ esa egf"kZ of'k"B ds vkJe
dk mYys[k çkIr gksrk gS tks LFkkiR;dyk dk ladsr
nsrk gSA25 j?kqoa'k ds "k"B lxZ esa jktkvksa ds lHkk esa cSBus
ds fy, dherh ,oa jRutfM+r flagkluksa dk çkIr gksuk
LFkkiR;dyk dk mnkgj.k çLrqr djrk gSA26 lksus ds
flagklu dk Hkh mYys[k gSA27 [kaMdkO; es?knwr esa jkefxfj
ioZr ds vkJeksa]28 mTtf;uh ds egy]29 f'koth dk
egkdky eafnj30] vydkiqjh ds xxufpEch egy vkfn
dk o.kZu LFkkiR;dyk dh çkphurk dks vfHkO;ä djrk
gSA rRle; LFkkiR;dyk le)̀koLFkk esa çkI; FkhA

¼3½ fp=dyk

egkdfo dkfynkl ds foØeksoZ'kh; uked =ksVd
esa jktk iq#jok }kjk dYiuk ds vkèkkj ij moZ'kh dk
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fp=&jpuk djus dh dyk dk o.kZu çkIr gksrk gS tks
fp=dyk dh çkphurk o çflf) dks n'kkZrk gSA31

ekyfodkfXufe= esa jktk ekyfodk dh lqUnjrk ls ea=eqXèk
gksrk gqvk dgrk gS fd ekyfodk dk fp= cukus okys
dykdkj ;k fp=dkj ds }kjk cuk;k x;k fp= bldh
okLrfod lqUnjrk dk iw.kZ :i ls çdVhdj.k ugha dj
ikrk gS vFkkZr~ og fp= ls Hkh vfèkd lqanj fn[kkbZ nsrh
gSA32 lkFk gh fp=dyk fo"k;d vU; o.kZu Hkh çkIr
gksrk gS&

fp='kkyka xrk nsoh ;nk çR;xzo.kZjkxka A

fp=ys[kk ekpk;ZL;kyksd;Urks fr"Bfr AA33

vfHkKku'kkdqUry esa Hk;iwoZd nkSM+rs gq, ex̀
dk vR;Ur LokHkkfod ,oa euksje fp=.k çLrqr fd;k
x;k gS&

xzhoke³~xkfHkjkea eqgqjuqirfr L;Unus c)–f"V%

i'pkèksZu çfo"V% 'kjiruHk;kn~Hkw;lk iwoZdk;e~A

nHkSZjèkkZoyh<S% Jefoor̀eq[kHkzaf'kfHk% dh.kZorZ~ek

i';ksnxzIyqrRokf};fr cgqrja LrksdeqoZ~;ka ç;kfr AA34

dkfynkl us ukf;dkvksa dh lqUnjrk dk Hkh
fp=.k vR;ar euksje jhfr ls fd;k gSA dqekjlEHko esa
ikoZrh dk fp=.k gks ;k vfHkKku'kkdqUry esa 'kdqUryk
dk fp=.k ;k es?knwr esa ;f{k.kh dk fp=.k ;k foØeksoZ'kh;
esa moZ'kh ;k ekyfodkfXufe= esa ekyfodk] bu lHkh dk
'kCnfp=.k lthork ,oa ekuoksfpr xq.kksa ls ifjiw.kZ fpf=r
fd;k gSA dkfynkl us fHkfÙkfp=ksa] Qydfp=ksa ,oa iVfp=ksa
dk Hkh mYys[k fd;k gSA

¼4½ T;ksfr"k

j?kqoa'kegkdkO; esa egf"kZ of'k"B 'kdqu'kkL=
ds ije Kkuh Fks] tSls bl 'yksd ls Li"V fd;k x;k gS&

vnwjofrZuha flf)a jktu~ fox.k;kReu%A

mifLFkrs;a dY;k.kh ukfEu dhfrZr ,o ;r~AA35

vFkkZr~ dkeukvksa dks iw.kZ djus okyh èksuq ufUnuh
dk ,dek= n'kZu gh jktk fnyhi dks iq= dh çkfIr ds
fy, 'kqHk o fgrdkjh gSA j?kqoa'k esa egkjkuh lqnf{k.kk ds
jkf'k esa lw;Z mPp LFkku ij gksus ij Hkh HkkX;&lEifÙk
dks çkIr djus okys iq= ds mRiUu gksus dk o.kZu gSA36

dk·I;fHk[;k r;ksjklhn~ oztrks% 'kq)os"k;ks%A

fgefueqZä;ks;ksZxs fp=kpUæelksfjoAA37

vFkkZr~ jktk fnyhi rFkk egkjkuh lqnf{k.kk
}kjk vkJe tkrs le; fp=k u{k= vkSj paæek ds la;ksx
ds leku gh muds lkFk 'kksHkk;qä o vo.kZuh; foèkk
?kfVr gqbZA j?kqoa'k egkdkO; esa lIre lxZ esa T;ksfr"k ls
lEcafèkr mYys[k çkIr gksrk gS fd vf'ouh vkfn u{k=
rkjk,¡] eaxy vkfn xzg vkfn iw.kZ pUæ okyh jkr ̂ ^pkanuh
dh jkr^^ gksrh gSA38 j?kqoa'k ds }kn'k lxZ esa jke ds fojksèkh
'k=qvksa ds fy, lwiZ.k[k dk n'kZu gks tkuk] mlh çdkj
vi'kdqu dgk x;k gS] ftl çdkj ;k=k dks fudyus ij
{kfrxzLr vax okys O;fä ds n'kZu gks tkukA ;g T;ksfr"k
ds fo|k 'kdqu'kkL= ls lEcafèkr fooj.k çLrqr djrk
gSA39 j?kqoa'k esa iape lxZ esa pUæek dh dykvksa dk o.kZu
T;ksfr"k ls lEcafèkrA40 foØeksoZ'kh;e~ =ksVd esa jktk
iq#jok dh rqyuk fo'kk[kk u{k= ls ;qä pUæek ls fd;s
tkus dk fooj.k gSA41 bl çdkj fofoèk lUnHkksaZ ls T;ksfr"k
foKku ds lw= gekjs lEeq[k mifLFkr gksrs gS] T;ksfr"k
'kkL= esa thfodk dh vfèkdkfèkd lEHkkouk,¡ miyCèk
gSaA dkS'ky ,oa jkstxkj nksuksa blesa çkIr dj ldrs gSA

¼5½ ys[kudyk

foØeksoZ'kh;e~ ds f}rh; lxZ esa çse dh lwpuk
nsus ds fy, çseh ds fy, Hkksti= ij v{kjksa dks vafdr
djus dk o.kZu gSA42 dqekjlEHko esa Hkh Hkksti= ij çseh
dks çsfedk }kjk çseHkko dks fy[kdj çdV fd;k tkrk
gSA43 Hkksti= ;k o{̀k dh [kky ij uqdhyh yksgs dh dhy
ls fy[kk tkrk FkkA bl çdkj dh ys[ku dyk rRle;
miyCèk Fkh A

¼6½ ewfrZ dyk

j?kqoa'k egkdkO; ds f}rh; lxZ esa Hkxoku 'kadj
dh v"V ewfrZ dk mYys[k ewfrZdyk dk mnkgj.k çLrqr gS&

dSyklxkSja o"̀kek##{kks% iknkiZ.kkuqxzgiwri"̀Be~ A

vosfg eka fd³~dje"VewrsZ% dqEHkksnja uke fudqEHkfe=e~ AA44

¼7½ ;q)dyk

j?kqoa'k egkdkO; esa jktk fnyhi ds jkT; esa
pkj çdkj dh lsuk& v'o lsuk] gkFkh lsuk] jFk lsuk]
iSny lsuk jkT; dks lqj{kk çnku djus okys N= dh
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Hkk¡fr dk;Zjr gSaA tSlk fd of.kZr gS&

lsuk ifjPNnLrL; };esokFkZlkèkue~ A

'kkL=s"odqf.Brk cqf)ekSohZ èkuqf"k pkrrk AA45

bl çdkj jktk fnyhi dk jkT; l'kä gksuk
;q) dyk esa çoh.krk rFkk rRijrk dks lwfpr djrk gSA
vkt Hkh ogh ns'k rkdroj gS ftlds ikl lSU; cy ;k
;q)dyk esa egkjFk çkIr gSA

'kksèkkRed fu"d"kZ&

dkfynkl dk dyk&oSHko 'kCnkFkZ ls HkkokFkZ
,oa vkdkj ls fopkj rd ds eul Hkkoksa rd dk
euksfoKkfud Hkze.k ,oa je.k fp=dkjh; 'kSyh esa djrk
gqvk fn[kkbZ nsrk gSA dkfynkl ds le; esa dyk mRd"kZ
èkkj.k fd, gq, FkhA fofoèk dykvksa esa dkS'ky ,oa thfodk
ds ladsr çkI; gSA vkt Hkh leLr dykvksa esa vkthfodk
fufgr gS] dkykUrj esa dqN f'kfFkyrk vo'; vkbZ gS] ij
dykvksa dh viuh [kwch gS tks gj ;qx esa uohu dkS'ky
dks èkkj.k fd;s gq, gSA euq"; viuh Hkkoukvksa dks dykvksa
ds ekè;e ls mn~?kkfVr ,oa vfHkO;ä djrk gSA v'kkfCnd
Hkkoukvksa dks O;ä djus dk ekè;e ;g dkO; fo"k;d
dyk gh gSA dyk ds fcuk thou jlfoghu gksrk gSA ;g
dyk gh euq"; dks vkuankuqHkwfr djkrh gSA dkfynkl us
viuh jpukvksa esa uR̀;dyk] laxhrdyk] ukVîdyk]
LFkkiR;dyk] ;q)dyk] 'k̀axkjdyk] dkO;dyk] ys[kudyk]
T;ksfr"kKku vkfn dk euksjerk ls ân;xzkgh o.kZu fd;k
gSA dyk,¡ euq"; ds dkS'ky dks mRdh.kZ djrh gSa] Qykxe
ds :i esa thfodk çnkr ̀gS dyk A dyk dk laiks"k.k]
laj{k.k] laoèkZu] vfHkoèkZu vkSj j{k.k euq"; ds fodkl ds
fy, loksZifj gSA ekuo psruk dk fodkl dykvksa esa
fufgr gSA vkvks dykvksa dk vfHkoèkZu djsaA

vye~ bfr A

lUnHkZ lwph %

1- f=ikBh] çks- jkds'k ef.k] laLdr̀ lkfgR; dk ekSfyd bfrgkl]
i-̀la- 39&40

2- 'kekZ] M‚- mek'kadj] laLdr̀ lkfgR; dk bfrgkl] 2019]
i-̀ 200

3- f'konÙk] vejdks'k] i"̀B la- 72

4- uhfr'krd] 12

5- xqIr] eSfFkyh'kj.k] lkdsr] iape lxZ

6- Jhen~Hkxon~xhrk] 10-22

7- vfHkuoukV~î'kkL=] çFke [k.M] iå̀ 61

8- ekyfodkfXufe=]  1-5

9- ekyfodkfXufe=] 2-8

10- ekyfodkfXufe=] 1-3

11- ekyfodkfXufe=] 1-1 ds ckn dk x|

12- ekyfodkfXufe=]1-21

13- ekyfodkfXufe=] 2-9 ls igys dk x|

14- j?kqoa'k egkdkO;] 2-12

15- j?kqoa'k egkdkO;] 4-73

16- j?kqoa'k] 3-19

17- j?kqoa'k] 1-47

18- es?knwr] 1-39

19- es?knwr] 2-26

20- foØeksoZ'kh;e~] 1-3

21- vfHkKku'kkdqUry~] 6-3

22- vfHkKku'kkdqUrye~] 2-10

23- j?kqoa'ke~] 4-26

24- j?kqoa'ke~] 8-33

25- j?kqoa'ke~] 1-52

26- j?kqoa'ke~] 6-6

27- j?kqoa'ke~] 7-28

28- es?knwr] 1-1

29- es?knwr] 1-28

30- es?knwr] 1-37

31- foØeksoZ'kh;] 2-10

32- ekyfodkfXufe=] 2-2

33- ekyfodkfXufe=] 1-3 ds ckn dk x|

34- vfHkKku'kkdqUrye~ ]1-17

35- j?kqoa'kegkdkO;]  1-87

36- j?kqoa'k] 3-13

37- j?kqoa'kegkdkO;] 1-46

38- j?kqoa'ke~] 7-28

39- j?kqoa'k] 12-43

40- j?kqoa'k] 5-16

41- foØeksoZ'kh;e~ ]1-12

42- foØeksoZ'kh;e~] 2-12 ls igys dk x|

43- dqekjlEHko] 1-7

44- j?kqoa'k] 2-35

45- j?kqoa'k]1-19
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'kksèk mís'; % çLrqr 'kksèk&i= ds ys[ku dk eq[;
mís'; mÙkj Hkkjrh; 'kkL=h; laxhr ds fdjkuk ?kjkuk
dh xk;u&'kSyh dks le>uk rFkk bls js[kkafdr djuk gSA

Hkkjrh; 'kkL=h; laxhr esa ?kjkus dk çpyu
yxHkx 200&250 o"kZ iwoZ ls vkjEHk gqvk fdUrq vkt ;g
'kCn 'kkL=h; laxhr dk i;kZ; cu x;k gSA 'kkL=h;
laxhr dk uke vkrs gh lkekU; tuekul ds vareZu esa
?kjkuk 'kCn Lor% gh vk tkrk gSA 'kkL=h; laxhr esa
?kjkuksa dk fo'ks"k egÙo gSA ?kjkuk ds ekè;e ls 'kkL=h;
laxhr dk f'k{k.k rks gksrk gh gS A lkFk gh] laxhr ds fdlh
fof'k"V rRo dks lafpr] l̀ftr rFkk çksRlkfgr djrs gq,
vkxs dh ih<+h dks gLrkarfjr Hkh fd;k tkrk gSA

Hkkjrh; 'kkL=h; laxhr esa fo'ks"k çpfyr ?kjkuk
dk 'kkL=h; laxhr ds fof'k"V çpkj esa cM+k ;ksxnku -
f"Vxkspj gksrk gSA ?kjkuk 'kSyh ds }kjk 'kkL=h; laxhr
dks ,d uwru vk;ke çkIr gqvk gSA ?kjkuk i)fr 'kkL=h;
laxhr ds rhuksa gh vaxksa xk;u] oknu rFkk uR̀; esa
çpfyr gSA rhuksa gh vaxks ds vusdkusd ?kjkus çpkj esa

mÙkj Hkkjrh; 'kkL=h; laxhr esa fdjkuk ?kjkuk

MkW- lqHkk"k fo'uksbZ· · fç;adk lgoky·

'kksèk lkj

Hkkjrh; 'kkL=h; laxhr dk bfrgkl vR;ar lqfoLrr̀ rFkk lqnh?kZ jgk gSA fofoèk dky&[k.Mksa
esa 'kkL=h; laxhr ds vè;;u & vè;kiu ds fy, laxBu vFkok dksbZ ,slh lajpuk vo'; gksrh Fkh tks
vckèk :i ls xq.koÙkkiw.kZ dk;Z lEiknu esa vkus okyh lHkh ckèkkvksa dk fujkdj.k djs rFkk lekt ds lEeq[k
laxhr dks fur uwru cukus ds fy, lnSo rRij jgsA mÙkj eè; dky esa ?kjkuk i)fr us lkaxhfrd mRFkku
ds fy, viuk vewY; ;ksxnku fn;kA mÙkj Hkkjr esa 'kkL=h; laxhr esa ?kjkuk i)fr vius vki esa ,d
vuwBh 'kSyh ds :i esa lekt esa mn~Hkwr gqbZA laxhr ds rhuksa gh vaxksa xk;u] oknu rFkk uR̀; esa vusd ?kjkus
feyrs gSaA 'kkL=h; xk;u ds ?kjkuksa esa fdjkuk ?kjkuk dks fof'k"V LFkku çkIr gSA bl ?kjkus us 'kkL=h;
[;ky xk;u ds varxZr vfrfoyafcr y; dk lQy ç;ksx fd;k ftldk çHkko oÙkZeku esa lHkh ?kjkuksa ij
Li"V :i ls fn[krk gSA fdjkuk ?kjkus ds mn~Hko ds ewy esa mLrkn cUns vyh [k ak lkgc dk ;ksxnku ;kn
fd;k tkrk gSA [kka lkgc lQy chudkj Fks] vr% fdjkuk xk;dh esa chudkjh vax Hkh fn[krk gSA çLrqr
'kksèk&i= esa fdjkuk ?kjkuk dh xk;u&'kSyh ds fofoèk rRoksa dks js[kkafdr fd;k x;k gSA

lwpd 'kCn % ?kjkuk] xk;dh] 'kkL=h;] lqjhykiu] [;kfryCèk dykdkj] jkx&foLrkj

'kksèk çfofèk % çLrqr 'kksèk&i= ds ys[ku ds fy, fofoèk i=&if=dkvksa rFkk iqLrdksa ds lg;ksx ls rF;ksa dks ladfyr fd;k
x;k gSA

· 'kksèkkfFkZuh] laxhr foHkkx] frydèkkjh ih- th- d‚yst] tkSuiqj] mÙkj çns'k
· · 'kks/k funsZ'kd] laxhr foHkkx] frydèkkjh ih- th- d‚yst] tkSuiqj] mÙkj çns'k

jgs gSaA lHkh ?kjkuksa }kjk 'kkL=h; laxhr dh ;Fkk ;ksX;
lsok çnku dh x;hA

Hkkjrh; 'kkL=h; laxhr esa fdjkuk ?kjkuk dk
fof'k"V LFkku gSA bl ?kjkus dk vkjEHku lqçfl) chudkj
rFkk èkzqin xk;d mLrkn cUns vyh [kka lkgc tks fd
Xokfy;j ?kjkus ds lqçfl) xk;d mLrkn gíw [kka ds
tkekrk ¼nkekn½ Fks] ls ekuk tkrk gSA ysfdu bl
xk;dh dks ?kjkuk ds :i esa çfrf"Br djus dk Js;
mLrkn vCnqy djhe [kka rFkk mLrkn oghn [kka dks
çkIr gSA dqN fo}kuksa dk ekuuk gS fd fdjkuk ?kjkuk ds
ewy iq#"k uk;d ?kksaMw rFkk uk;d eUuw FksA ;s nksuksa gh
laxhrdkj Xokfy;j ds egkjktk ekuflag rksej ds njckj
esa 1486 ls 1516 dh le;kofèk esa fu;qä FksA bUgha dh
oa'k ijEijk esa vkxs py dj mLrkn vCnqy djhe [kka
rFkk mLrkn oghn [kka dk tUe gqvkA

fdjkuk ?kjkus ds ukedkj.k ds lUnHkZ esa fofoèk
er çpkj esa gSaA dqN fo}kuksa dk er gS fd egkHkkjr
dky ds lqçfl) èkuqèkZj] nkuohj d.kZ dh jktèkkuh
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ftls d.kZuxjh dgk x;k dkykUrj esa bldk viHkza'k
fdjkuk gks x;kA blh vkèkkj ij bl ?kjkus dk uke
fdjkuk iM+kA fdUrq dqN fo}kuksa dk er gS fd ÞmÙkj
Hkkjr esa dq#{ks= ds ikl ,d xk¡o vofLFkr gS ftldk
uke fdjkuk gSA blh xk¡o esa mLrkn vCnqy djhe [kka
lkgc dk tUe gqvk FkkA vr% bl xk¡o ds uke ij gh
bl ?kjkus dk uke iM+kA  mLrkn vCnqy djhe [kka
lkgc Hkh blh er ds leFkZd FksAß  dqN fo}ku mä
nksuksa erksa ls vyx er nsrs gSa muds vuqlkj mÙkj çns'k
esa dSjkuk uke dk xk¡o gS mLrkn cUns vyh [kka lkgc
;gha ds fuoklh Fks vkSj pw¡fd mLrkn cUns vyh [kka
lkgc dks bl ?kjkus esa vkpk;Z in ij çfrf"Br fd;k
tkrk gS vr% bl ?kjkus dk uke muds tUe LFkku ds
uke ij fdjkuk iM+kA

fdjkuk ?kjkuk dh xk;dh esa vkyki dk çkèkkU;
gSA bl ?kjkus esa fo|kfFkZ;ksa dks f'k{k.k nsrs le; mlds
lqjksa ds lVhd yxko ij fo'ks"k cy fn;k tkrk gSA lHkh
?kjkuksa rFkk xk;u dh lHkh 'kSfy;ksa esa lqjhykiu vR;ar
vko';d gS fdUrq fdjkuk ?kjkuk esa lqjhysiu ij fo'ks"k
cy fn;k tkrk gSA fdjkuk xk;dh esa Lojksa ds lqjhyk
gksus ds lkFk gh blesa uktqdrk] dkseyrk dk Hkh è;ku
j[kk tkrk gSA bl ?kjkus esa dgk tkrk gS fd Þlqj x;k
rks flj x;kAß fdjkuk ?kjkuk dh xk;u&'kSyh ds varxZr
lqjhykiu ds lkFk gh vkyki ds fofoèk çdkjksa rFkk ehM+
dks vR;ar lkSUn;ZiwoZd lek;ksftr fd;k tkrk gSA Þ,d
Loj ls nwljs Loj ij igq¡pus ds fy, fdjkuk xk;dh esa
,d fo'ks"k çdkj dh fpdukbZ fn[krh gSAß2 èkheh c<+r
bl xk;u 'kSyh dh fo'ks"krkvksa esa ls ,d gSA bl ?kjkus
dh xk;dh esa y;dkjh rFkk cksy mit dk LFkku yxHkx
ux.; gSA xk;u esa y;dkjh ugha gksus ls xk;u esa y;
rFkk rky dk fo'ks"k peRdkj ugha fn[krk gSA xk;d
}kjk dqN 'kCnksa dks ys dj viuh cafn'k dh c<+r dh
tkrh gSA bl ?kjkus esa cM+s [;ky ds fy, vfrfoyafcr
y; dk p;u fd;k tkrk gSA vfr foyafcr y; esa
foLrr̀ vkyki] js'ke ds leku eqyk;e Lojksa esa [kV~ds
dk ç;ksx] LFkku fo'ks"k ij Loj dk ladqpu rFkk foLrkj
lgt gh Jksrkvksa ds vareZu dks Nw ysrk gSA fdjkuk
?kjkuk esa Lojksa dk yxko vU; ?kjkuksa dh vis{kk vyx
gSA

mÙkj Hkkjrh; 'kkL=h; laxhr ds ?kjkuksa esa
fdjkuk ?kjkuk ,slk vdsyk ?kjkuk gS tgka Bqejh Hkh fl[kkbZ
tkrh gSA mLrkn vCnqy djhe [kka lkgc us viuh lksp
rFkk ifjJe ls Bqejh dks ,d uwru vk;ke fn;kA

Þchu oknu ds lkSUn;kZRed vo;oksa ls çsfjr
gksdj bu vo;oksa dks [;ky esa lek;ksftr djus okys
[;kfryCèk dykdkj mLrkn vCnqy djhe [kka lkgc FksA
[kka lkgc ds dkj.k gh fdjkuk ?kjkuk çfrf"Br gqvkAß3

mä lUnHkZ esa Jh vkBoys th dgrs gSa& Þfdjkuk ?kjkus
dh xk;u 'kSyh ds vkfn vkpk;Z mLrkn cUns vyh [kka
lkgc vius chu&oknu esa [;ky dk vR;ar lqUnj
lek;kstu fd;k FkkA mudk chu oknu [;ky vax ls
gksrk FkkA ,slh ekU;rk gS fd vCnqy djhe [kka lkgc
rFkk oghn [kka lkgc us mLrkn cUns vyh [kka dh
ijEijk ls gh xk;u lh[kk FkkA vr% bl xk;dh esa
ra=h; vax dk çHkko fn[kuk LokHkkfod FkkA mLrkn
vCnqy djhe [kka rFkk mLrkn oghn [kka dh xk;dh esa
chu rFkk lkjaxh vax ds vkyki ,oa xed dh rkusa Li"V
fn[kus yxhaA ckn esa ;gh vo;o muds xk;u dh
fo'ks"krkvksa esa fxus tkus yxs A mldk xk;u gh fdjkuk
?kjkus dh vkRek ds leku gS A vr% ;s vo;o vkt Hkh
fdjkuk ?kjkuk dh xk;dh esa fn[krs gSAß4

fdjkuk ?kjkuk dh xk;dh esa cM+s [;ky ds y;
dks vfrfcyfEcr djus dk Js; mLrkn vCnqy oghn [kka
lkgc dks tkrk gSA foyafcr [;ky ds y; ds vfr
foyafcr gks tkus ls vkyki ds ekè;e ls jkx dk foLrkj
djus ds fy, rky ds çR;sd vkof̀r esa vis{kkdr̀ vfèkd
le; fey tkrk gSA y; ds vfr foyfEcr gksus ls
xk;u esa pkSunkjh dh vuqHkwfr gksus yxhA blls xk;u esa
xaHkhjrk vkbZ rFkk Lojksa ij vfèkd Bgjko rFkk mldh
vkal dh mRifÙk lEHkkO; gqbZA bl uwru ç;ksx us [;ky
xk;u esa Økafrdkjh ifjorZu yk;kA mLrkn oghn [kka
lkgc ds bl ç;ksx dk çHkko yxHkx lHkh ?kjkuksa dh
xk;dh ij iM+kA bl ç;ksx ds udkjkRed çHkko Hkh
fn[kus yxsA cafn'k dh y; ds vfr foyafcr gks tkus ls
cafn'k dk lkfgR; misf{kr gksus yxkA  cafn'k ds 'kCnksa
dh vis{kk Loj dks vfèkd egRo fn;k tkus yxkA 'kCnksa
dh vis{kk Lojksa dks vfèkd egRo nsus ds lUnHkZ esa
xk;dh ds ra=h; vax dk çHkko Hkh gks ldrk gSA
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fdjkuk ?kjkuk esa vkSMo rFkk oØ pyu okys
jkxksa dk xk;u lkekU;r% ugha fd;k tkrk gSA bl
?kjkuk esa jkx foLrkj ,d&,d Loj c<+krs gq, djus dh
ijEijk jgh gSA foyfEcr [;ky dh y; vfr foyafcr
gksus ds dkj.k xk;u xaHkhj rFkk Hkkoiw.kZ gks tkrk gS]
vr% blds fy, fdjkuk 'kSyh ds xk;u ds fy, blh
çdkj ds jkxksa dk p;u fd;k tkrk gSA bl ?kjkuk esa
lkekU;r% njckjh] 'kq) dY;k.k] iqfj;k] iqfj;k èkukJh]
;eu] rksM+h vkfn jkxksa dk xk;u fd;k tkrk gSA mLrkn
vCnqy djhe [kka lkgc us vius thou&dky dk ,d
[kaM eSlwj esa Hkh O;rhr fd;kA vr% mu ij nf{k.k
laxhr dk çHkko iM+kA Qyr% [kka lkgc us nf{k.k ds
dqN jkxksa tSls& [kjgjfç;k] lkosjh vkfn jkxksa esa cafn'ksa
jp dj vius ?kjkus ds vo;oksa esa lekfgr dj fy;kA

bl ?kjkuk esa y; ds vfr foyafcr gksus ds
dkj.k ckn dh rkusa vfr æqr y; esa dh tkrh gSaA
fdjkuk dh xk;dh esa vkdkj dh rkuksa dk vkfèkD; gS
tcfd cksy rkusa yxHkx ux.; gSaA bl ?kjkuk esa ljxe
djus dk vuwBk <ax gSA xk;u esa ljxe y;kRed]
dykRed rFkk oSfp«;iw.kZ gksrk gSA

fdjkuk ?kjkuk esa xk;dksa dk vkèkkj Loj
lkekU;r% Å¡pk jgrk gSA ;g xk;dh vkyki rFkk
Hkko&çèkku xk;dh gSA ckck nhf{kr dk er Fkk fd
fdjkuk ?kjkuk ds xk;d vius xk;u esa cksyrku] cksyck¡V
vkfn ls ijgst djrs gq, ljxe ds ekè;e ls jkx&foLrkj
djrs gSaA ;g 'kSyh muds ?kjkuk dk fo'ks"k vax cu pqdk

gSA fdjkuk xk;dh ds fy, bl ?kjkuk ds xk;d lkekU;r%
foyfEcr [;ky ds xk;u ds fy, ,drky rFkk fdafpr
>wejk tcfd eè; rFkk æqr y; dh cafn'k ds fy,
lkekU;r% rhurky dk gh pquko djrs gSaA bl 'kSyh ds
xk;u esa dfBu rkuksa dk ç;ksx fd;k tkrk gSA rku
djrs le; Hkh y;dkjh vkfn dk fu"ksèk gSA

fu"d"kZ %

fdjkuk ?kjkuk dh xk;u&'kSyh ,d vR;ar
vuwBh xk;u&'kSyh ds :i esa LFkkfir gSA ;g xk;u&'kSyh
cksyck¡V] cksyrku] y;dkjh] vkfn peRdr̀ djus okys
rRoksa ls vyx jg dj Hkh Jksrk oxZ esa fo'ks"k yksdfç;
gSA pw¡fd bl xk;dh ds mn~Hko ds ewy esa ra=h; ok| dk
çHkko jgk gS] vr% bl ?kjkus esa bldk çHkko vkt Hkh
fn[krk gSA bl ?kjkuk ds xk;dksa }kjk Loj dk lwbZ dh
uksd& tSls uqdhyk rFkk lVhd yxko] xk;u esa fpdukbZ
vkSj ,d Loj ls nwljs Loj rd igq¡pus esa Loj dh
rkjrE;rk dk [kaMu u gksuk vkfn bl ?kjkus ds ra=h;
vax dks n'kkZrs gSaA
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I. INTRODUCTION

Every campaign requires an effective
communication. Every government needs a
suitable platform to held presentations and
discussions on matters of national or
international importance. In modern times
countries and communities have access to
plethora of medium through which propaganda

The Significance of Folk Music and Media in India’s Freedom Struggle
Prabhat Kumar Dubey** Badshah Alam*

Abstract

Folk media refers to traditional means of infor- mation and message dissemination
through demonstration of native songs, dance, plays, stories, myths or symbols in a visually
appealing and entertaining manner performed in front of local audience aware of the
context and the background of performance art. The outreach of modern media was severely
limited in pre-independence era with limited and exclusive access to print and electronic
media. However, the folk media was ingrained deep into the local culture like a bestowed
legacy passed from one generation to next. Local plays (Natak Mandali) were a hot-spot
for deliberation and diffusion of ideologies popularising need for armed-struggle or subtle
non-cooperation. Songs of valour and courage were sung and dramatised on stage in a
hope that people develop resistance and defiance against the ruling monarch. Bahurupiya
(Master of disguise) was one of the most ancient folk media practice prevalent during
British era and is even practiced in modern times. They (Bahuripyas) were skilled in art of
mimicry and imitation and this practice was used by the legendry freedom fighter Azaad.
His comrade Bhagat Singh was known to mobilise people through stage and role plays
where the bravery of native warriors was praised and celebrated through patriotic poetry
and songs. Gandhi took a local folk symbol Charkha and established it as epitome of
boycott and non- cooperation and a beacon of self-reliance in an attempt to reduce the
country’s economic burden. Historical evidences suggest that such events were quite popular
means to mingle with people and prepare them to revolt or disturb the ruling regime. It
also helped in development of new materials of resistance through a sort of cascading
effect. This study makes an attempt, through extensive literature survey and anecdotal
evidence, to investigate the role of folk media during freedom struggle with particular
focus on plays/drama, bhajan/kirtan and native symbols centred on the Bengal province
(Bihar, Jharkhand, Orissa and West Bengal) and how it helped in restoring the native
pride and eventually preparing them to stand up and fight and against the English.

Keywords : freedom struggle, media, press, folk song, folk dance, folk media

Methodology : Supported by secondary sources.
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can be spread and thoroughly diffused even to
the seemingly lower hierarchy of social order,
but this was not the case in colonial India. Media
was strictly regulated and monitored by the
British government. In the next paragraph, I
review the case of  conventional media- print
and electronic and their availability during
British era.
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II. MEDIA IN BRITISH INDIA

A. Newspaper and vernaculars

The beginning of modern media culture
in India started with the publishing of ‘Bengal
Gazzette’ by an Irishman, James Augustus
Hicky1 in the year 1780. It was followed by more
newspapers like The India, The Calcutta
Gazette, The Madras Gazette, The Bombay
Herald etc. After the freedom struggle of 1857
more vernaculars which were in local languages
began to flourish. However, there were reporting
delays in want of transportation and
communication. In 1858, the Indigo Movement
by Bengal farmers was reported by large number
of vernaculars and it was when censorship truly
started in India. By the year 1910, British
government started regulating the publishing of
sensitive news2.  However ar ticles with
nationalist tone kept on appearing furthering the
disappointment of British.

B. Radio

Radio was another tool of media and
communication which was introduced under the
British rule. The first broadcasting started in
1920s3 and the radio transmission was heavily
regulated by British until amateur radio
operators came into the picture when they
started broadcasting contents with nationalist
fervour.

III. FOLK TRADITION IN BRITISH INDIA

Before I begin writing on the main
theme, let’s review the different folk practices
that were prevalent in British India and how
those were geographically distributed.

A. Folk songs

Cecil Sharp, a famous English folk song
collector, musician and composer defines folk
songs as “the spontaneous music of the
unspoiled, unlettered classes and created out of
their pure natural instinct”4 Folk songs in India

are one of the oldest and still in practice. During
British India, folk songs underwent a radical
change and songs with patriotic and defiant
flavour began to be written and performed all
over the India5

• Raamcharitmanas is an ancient Hindu text
written by sage Tulsi Das. It retells the life
and philosophy of Lord Rama, the great
Hindu deity and is recited in Northern India
with utmost devotion and is closely related
with their way of lifestyle and thinking.6 It
celebrates the judicious choice of good over
evil; right over wrong; light over darkness
and also mentions human value of universal
nature that has been cherished and preserved
by Hindu philosophy throughout the
centuries7. It had been used as a radical text
around Gangetic plane during British era8

to keep the fire of religious identity burning.
Social and political biases in India is closely
related to the individual’s religious
preferences. This was known to the sages,
devotees, pandits and pujaris (custodians of
Hindu temple) and has been extensively
used to uplift the moral of people during
the humiliating period of colonialism.

• Bhajan/Kirtan are religious devotional
songs used in liturgical and individual
worship by adherents of Hindu and Sikhs
as aids to think, feel and act in ways
appropriate to their  traditions’
understanding of transcendent reality9.
British were indifferent to Indian music,
particularly so of Bhajans and Kirtans
because they were of complex narratives
and involved context based knowledge to
grasp the meaning of songs. Local musicians
were discouraged and only a handful of
them found patronage under local rulers.
However, many rulers came forward and
promoted it through organising events and
funding the development of the field.
Maharaja Pratap Singh of Jaipur started the
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practice of holding conference of musicians.
This exercise eventually culminated into the
production of Sangit Sagar, a monumental
work on Indian Music. were used to uplift
the religious moral of the society and made
people associated with their roots. Contents
of Bhajan and Kirtan covered familiar
religious themes. These were performed
under a closely knitted group which were
stakeholders in native affairs and many a
times these gatherings culminated into
socio-political discussion group. Discontent
and disappointments were openly discussed
and slowly the sympathy for British began
to deteriorate. Cause of freedom fighters got
a boost and it only helped in the national
cause.

• Quawwally is Muslim devotional song and
it is sometimes also referred as Sufi songs10.
These were folk songs performed by
Muslim artists and those were many a times
written on social and political issues in an
entertaining way to uplift the mood of
people11.

• Dhandhar were folk songs with lively
performance and well synchronization of
voice of the singers and rhythm of
instruments. These were having content
related to religious theme. Eminent local
personalities were also the theme of these
songs12.

It is performed by a group of quawwals
and is led by two solo singers. It present mystical
poetry with themes like love for God or beloved
or country characterised by repetition and
improvisation. Drum beats is accompanied by
hand clapping and reinforced with melodious
tune of harmonium. Beauty of the performance
lies in the vigorous par ticipation of the
performers.  Public gather ing becomes
conducive to social debate and nationalists took
advantage of that for campaigning their

propaganda against the British. All these
interactions were strictly on one-to-one basis and
that helped in establishing a repertoire with the
general mass.

B. Folk dance

India is rich in her diversity. There are
many types of folk dances that are performed
all over the country with local importance and
meaning. In Britannica Encyclopaedia, folk
dance has been defined as authentic traditional
dance of a given society, handed down from
generation to generation in the manner of all
traditions, customs, beliefs, superstitions and
folk-ways without alteration. Folk dance is the
most natural and spontaneous expression of
exuberance and celebration of life. Folk dance
is simple instinctive and vigorous in nature and
allows to a large measure, abandonment and
freedom of expression.13

Tamasha is principally a folk tradition
emanating from Maharashtra during late
sixteenth and seventeenth century14. It served
as a bawdy, lascivious entertainments for the
armies of both Mughal and Maratha chieftains
of the Deccan plain. It was a great moral booster
for the fighters who gave the British nightmares.

Bahurupiya dance was rich in color and
loud in perfor- mance. The stage was set to
astonish and surprise the audience.  The
performers changed appearances and voices too
often and left the audience spell-bound. These
dance forms were infused with local folklores
and chances are that it might as well had inspired
the legendary freedom fighter Chandra Shekhar
Azaad. Azad was a master of disguise and the
British police had had hard time locating him.
He always seemed to be a step ahead15 and this
led to demoralisation of British police. Azad’s
exploit gave a boost to the cause of freedom.

C. Folk theatre

Folk theatre was used to st ir the
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nationalist conscience of the society through role
plays and stage-show on contemporary issues.
It was a way for regional cultural expression
leading to rediscovery and re-evaluation of
indigenous form of literature and performing
arts16

Bhagat Singh mobilised the students
through live theatre performance in Lahore
National College; as Reddy et.al. write in their
seminal paper, “In 1923, Singh joined the
National College in Lahore, where he was also
involved in extra- curricular activities such as
the dramatics society”17

D. Folk symbol

Folk symbols are like geographical
indicators (GIs) and local do immense pride in
these symbols. India is country that loves and
respects its legends and mythologies and some
symbols are entrenched deep in natives psyche
and intelligent leaders understood the power of
symbols, be that the sword of Simon Bolivar or
unstoppable force of Gandhi’s Charkha
(spinning wheel to yarn clothe). Charkha
symbolised non-materialism at its height and
added a spiritual aspect to the whole
movement18.

IV. FOLK MEDIA AND PUBLIC
AWARENESS

Regulating Folk media would be a
logistic nightmare for the British. eventually it
led to more and more people being educated
about the evil policies of British government
which would eventually lead to growing
discontent which is reflected strongly in the non-
cooperation and civil disobedience movement.
It can safely be assumed that folk media led to
elevated public awareness regarding the call for
democracy and prospect of freedom. Following
can be the reasons, although not exhaustive or
limited to, for folk media being so instrumental
in reading and, in turn, affecting the mood of

public in favour of the nationalist movement:
• Folk media was familiar to the audience.

They associated with the context; the
language and performers were familiar- this
gave a feeling of approval and validation of
their pain and grief. Here the contextual and
linguistic awareness gave impetus to
behavioural psychology.

• The interest , mood,  perception,
understanding, interpretation and attitude
were all native, so the diffusion of
information was deeper and durable.

• Those satisfied the innate need of locals for
self- expression. The presentations were
dramatic and lyrical and aided in the charm.

• Most of the populace live in villages and
folk media was more effective in rural areas
because the techniques and simple and easy.

• Folk media played a meaningful role in rural
areas, in educating the rural people about
the consequences of social evils like
alcoholism, illiteracy untouchability,
superstition, communalism, population
explosion, malnu- trition and in-sanitation,
dowry, sati and so on.

V. CONCLUSIONS

Information dissemination is a complex
process and differ- ent variables are at play,
linguistic considerations; perceptional
differences; behavioural psychology; identity
complexities and many more. Mainstream media
in contemporary world is at advantage when we
take into consideration the plethora of means
and medium; however, that was a tough job
when world was not acquainted with gazettes
and internet. British era India was one such place
where news would be harder to spread provided
the limitations of access. Folk media would
come as saviour owing to its ease of
accessibility. It helped in building a positive
sentiment towards the nationalist cause and



Lrkse 2024 ; wt hl h&ds; j l wphc¼] fi v j fjO; wM okf"kZd ' kks/  i f=kdk

¹ 446º

helped in freedom struggle movement would not
be a hyperbole to make, per se. However, the
immense contribution of folk media wasn’t just
limited pre-independence, rather its usefulness
and relevance has permeated the flow of time
and modern government relies on it popularity
for campaigning on different social issues.
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'kksèk fo"k;

Hkkjrh; laLd̀fr ds fy, oSÜohdj.k dh voèkkj.kk
dqN u;k ugÈ gSA bl voèkkj.kk dk lekos'k vR;ar
çkphu dky ls gh Hkkjrh; laLdf̀r esa Li"V fn[krk gSA
çkphu laLdf̀r esa ÞolqèkSo dqVqacdEk~Þ dk mn~?kks"k Hkkjrh;
laLdf̀r ds oSÜohdj.k dh vksj ladsr djrh gSA Hkkjrh;
fo}kuksa us lEiw.kZ foÜo dks ,d dqVqac ds :i esa Lohdkj
fd;k gSA Hkkjrh; fo}kuksa dk Çpru bl çdkj gS&

v;a fut% ijksosfr x.kuky?kqpsrlke~A

mnkj pfjrkuka rq olqèkSodqVqacde~AA

vFkkZr~ ;g esjk gS] ;g mldk gS( tks ,slk lksprk gS og
vR;ar ladqfpr ekufldrk dk O;fä gSA mnkj fpÙk
okys O;fä ds fy, rks ;g laiw.kZ èkjrh ,d dqVqac gSA

 orZeku le; esa çpfyr *oSÜohdj.k* vFkok
*HkweaMyhdj.k* 'kCn ftls vaxzsth esa ÞGlobalizationß
dgk tkrk gS] dh voèkkj.kk chloÈ 'krkCnh ds vkBosa
n'kd esa vfLrRo esa vkÃ rFkk blh lnh ds var gksrs&gksrs
;g ladYiuk rhoz xfr ls çlkfjr gqÃA1 ÞoSÜohdj.k

Hkkjrh; laxhr esa oSÜohdj.k dk çHkko % ,d vè;;u

M‚- iadt 'kekZ·

'kksèk lkj

 Hkkjrh; 'kkL=h; laxhr ij fofoèk dky esa lkekftd rFkk vkÆFkd ifjfLFkfr;ksa dk çHkko iM+k
gS] ftlds dkj.k Hkkjrh; 'kkL=h; laxhr esa ,d uÃ èkkjk vFkok ,d u, çdkj dk tUe gqvk gSA orZeku
dky esa lqfoLrr̀ Hkw&Hkkx ij oSÜohdj.k ds çokgeku osx ls Hkkjrh; 'kkL=h; laxhr Hkh vNwrk ugÈ gSA
orZeku le; esa oSÜohdj.k dk gekjs laxhr ij vusd ldkjkRed rFkk udkjkRed çHkko iM+s gSaA vusd
uwru ç;ksxksa us Hkkjrh; laxhr dks ,d uÃ ÅapkÃ nh gS rks ogÈ dqN ,sls rRo Hkh gSa tks bl laxhr dh
iwjh fLFkfr ij gh ç'ufpUg yxkus dks vkrqj gSaA oSÜohdj.k ds çHkko ls Hkkjrh; 'kkL=h; laxhr esa vusd
lEHkkoukvksa ds uwru }kj [kqys gSaA çLrqr 'kksèk&i= esa Hkkjrh; laxhr ds oSÜohdj.k esa ldkjkRed rFkk
udkjkRed çHkko dh ppkZ dh xÃ gSA

lwpd 'kCn % lkekftd] vkÆFkd] ldkjkRed çHkko] oSÜohdj.k] 'kkL=h; laxhr

'kksèk çfofèk % çLrqr 'kksèk&i= ds ys[ku ds fy, fofoèk iqLrdksa ,oa if=dkvksa dk vè;;u fd;k x;k gSA ;g 'kksèk&i= blds
iwoZ esa vkaf'kd ;k iw.kZ :i ls çdk'ku ds fy, dgÈ Hkh çsf"kr ugÈ fd;k x;k gSA

'kksèk mís'; % çLrqr 'kksèk&i= ds ys[ku dk eq[; mís'; Hkkjrh; 'kkL=h; laxhr esa oSÜohdj.k ds ldkjkRed ,oa udkjkRed
çHkkoksa dk vè;;u djuk ,oa mUgsa js[kkafdr djuk gSA

· lgk;d vkpk;Z] laxhr foHkkx] èkhjsUæ efgyk egkfo|ky;] okjk.klh

,d 'kCn gS ftldk mi;ksx ;g o.kZu djus ds fy,
fd;k tkrk gS fd dSls O;kikj vkSj çkS|ksfxdh us nqfu;k
dks vfèkd tqM+k gqvk vkSj vU;ksU;kfJr LFkku cuk fn;k
gSA oSÜohdj.k vius nk;js esa mu vkÆFkd vkSj lkekftd
ifjorZuksa dks Hkh 'kkfey djrk gS tks blds ifj.kkeLo:i
gq, gSaA le; ds lkFk bl voèkkj.kk dh igqap c<+rh tk
jgh gSAß oSÜohdj.k dh ladYiuk us lHkh ns'kksa dh
lkekftd] lkaLdf̀rd] jktuhfrd] vkS|ksfxd] O;kikfjd
vkfn uhfr;ksa dks fofèkor~ çHkkfor fd;k gSA çfl)
fo}ku ,aFkksuh fxÇMl us oSÜohdj.k dh ifjHkk"kk nsrs gq,
fy[kk& ÞfofHkUu yksxksa vkSj nqfu;k ds fofHkUu {ks=ksa ds
chp c<+rh gqÃ vU;ksU;kfJrrk vFkok ikjLifjdrk gh
oSÜohdj.k gSA ;g ikjLifjd] lkekftd vkSj vkÆFkd
lacaèkksa esa gksrh gSA blesa le; vkSj LFkku fleV tkrs
gSaAß2  ukscsy iqjLdkj fotsrk M‚- veR;Z lsu th oSÜohdj.k
ds lanHkZ esa fy[krs gSa ÞoSÜohdj.k u;k ugÈ gS vkSj u rks
bls ek= ik'pkR;h dj.k gh le>k tkuk pkfg,A ç;kl]
i;ZVu] çolu rFkk lkaLdf̀rd vknku&çnku rFkk Kku
ds çpkj&çlkj ds ekè;e ls ;g gtkjksa o"kks± ls fodflr
gksrk pyk jgk gSAß3 çkphu dky ls Hkkjrh; laLdf̀r esa
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varÆufgr oSÜohdj.k dh Hkkouk R;kxof̀Ùk ds vkèkkj ij
miHkksx dks cyorh djrh gS tcfd orZeku oSÜohdj.k
miHkksxoknh gSA orZeku dky esa oSÜohdj.k dk eq[;
vkèkkj vkÆFkd gSA HkkSxksfyd lhek ls eqä gksdj vkÆFkd
fØ;kdykiksa ,oa O;kikj dks c<+kok nsuk ds fy, laiw.kZ
foÜo dks ,d cktkj ds :i esa mifLFkr djuk gh
oSÜohdj.k gSA oSfÜod Lrj ij miyCèk lq[knk;d fofoèk
HkkSfrd lalkèkuksa dh lap;u ,oa lapkyu ds fy, vfèkd
ls vfèkd èku dh vko';drk ds dkj.k euq"; ds futh
thou esa O;Lrrk vfèkd c<+ xÃ gS tksfd euq"; ds
thoup;kZ ij oSÜohdj.k dk çHkko Li"V çHkko gSA
oSÜohdj.k us Hkkjrh; laLdf̀r ds lkFk Hkkjrh; laxhr
dks Hkh çHkkfor fd;k gSA O;kikfjd ekufldrk çèkku
oSÜohdj.k ds çokg us Hkkouk çèkku Hkkjrh; laxhr dk
Hkh O;kikjhdj.k dj fn;k gSA

orZeku dky esa Hkkjrh; 'kkL=h; laxhr esa
oSÜohdj.k dk Li"V çHkko vR;ar O;kid :i ls fn[krk
gSA oSÜohdj.k us Hkkjrh; laxhr esa vusd LFkkuksa ij
uwru lEHkkoukvksa ds }kj [kksys gSa rks lkFk gh dqN
LFkkuksa ij Çprktud fLFkfr Hkh mRiUu dj nh gSA
Hkkoukvksa rFkk vareZu dks Li'kZ djus okys Hkkjrh;
laxhr dks Hkh oSÜohdj.k ds çHkko ls ,d mRikn dh
Hkkafr ns[kk tkus yxk gS A laxhr ij O;kikfjd ekufldrk
ds çHkko ls ldkjkRed rFkk udkjkRed nksuksa gh çdkj
ds çHkko gSaA

Hkkjrh; 'kkL=h; laxhr ij oSÜohdj.k dk çFke
-';k çHkko ?kjkuk i)fr rFkk xq#&f'k"; ijaijk ds ºzkl
ds :i esa fn[krk gSA Hkkjrh; 'kkL=h; laxhr ds f'k{k.k
ds le; f'k"; dks xq# ds lEeq[k mifLFkr gksuk vR;ar
vfuok;Z gSA D;ksafd Hkkjrh; lkaxhfrd Çpru vR;ar xw<+
gSA ifjfLFkfr rFkk ifjos'k ls Lojksa ds yxko esa varj
rFkk blds ifj.kkeLo:i jkx ds Lo:i esa varj dks
vuqHkwr fd;k tkrk gSA vr% fo|kFkÊ dks bl çdkj ds
ifjfLFkfrtU; varj dks le>us rFkk Loj] Jqfr] jkx
vkfn ds lw{ere Kku ds fy, xq# dk çR;{k lkfuè;
vR;ar vko';d gSA Çdrq oSÜohdj.k ds çHkko ls vc u
rks f'k"; ds ikl bruk le; gS fd og yacs le; rd
vius xq# ds lEeq[k mifLFkr gksdj lw{erk ls bl
fo"k; dk vè;;u djsa vkSj uk gh xq# ds ikl bruk

le; gS fd f'k"; dks fujarjrk iwoZd vR;ar lw{erk ls
yEcs le; rd lkaxhfrd ekxZn'kZu djsaA lqnh?kZ dky
ls l̀ftr laxhr ds vusd vewY; vo;o xq#&f'k";
ijaijk vFkok ?kjkuk ijaijk ds ºzkl gksus ls vius vfLrRo
ds ladV ls tw> jgh gSA

f'k{k.k ds lkFk&lkFk çLrqfr esa Hkh oSÜohdj.k
us viuk çHkko fn[kk;k gSA çLrqrhdj.k ds iwoZ çLrksrk
}kjk viuh çLrqfr bl çdkj ls ltk;k tkrk gS dh
FkksM+s le; esa gh vfèkd ls vfèkd çHkko Mkyk tk ldsA
çkphu dky esa jkxnkjh dks fo'ks"k le; fn;k tkrk Fkk
Çdrq orZeku esa le> dh vYirk rFkk O;Lrrk ds dkj.k
jkxnkjh dks lquus vkSj mldk vkuan ysus okys Jksrkvksa
dk Hkh vHkko gSA ;fn ,slk gh pyrk jgk rks 'kuS 'kuS
,slk Hkh le; vk tk,xk tc çLrksrk dks Hkh jkxnkjh
dh le> vis{kkdr̀ de gksxhA D;ksafd og O;Lrrk
vFkok 'kh?kzrk ds dkj.k vius xq# ls bldh f'k{kk çkIr
gh ugÈ dj ik,xkA

Hkkjrh; 'kkL=h; laxhr esa oSÜohdj.k ds çHkko
ls fjd‚ÉMx vkfn dk çpyu c<+k gSA 'kkL=h; laxhr esa
çLrksrk viuh çLrqfr eap ds le{k cSBs gq, Jksrkvksa ds
euds vuqjksèk djrk jgk gSA Çdrq orZeku esa mls lkeus
Jksrk de gh LFkkuksa ij feyrs gSa vfèkdrj rks mls dSejs
vFkok fjd‚ÉMx e'khu ds le{k viuk xkuk çLrqr
djuk iM+rk gSA ftlls Jksrkvksa ds eu ds vuq:i
xk;d viuh çLrqfr ugÈ ns ldrk gSA iqu% xk;d ds
fy, fjd‚ÉMx ds le; esa le; lhek dh ckrsa rks gksrh
gSA vr% og pkgrs gq, Hkh vius dyk dk çn'kZu vius
eu ds vuq:i ugÈ dj ldrk gSA bl çdkj ls fjdkÉMx
ds dkj.k Hkkjrh; 'kkL=h; laxhr ds lUnHkZ esa _f"k
Çpru }kjk mn~Hkwr jkxksa dk le; fl)kar ds vuq'kklu
dks Hkh vLoh-r fd;k tkrk gSA iwoZ dky esa çpfyr
jkxkRed çLrqrh ds LFkku ij orZeku esa dqN dykdkj
;wtu dk Hkh ç;ksx dj jgs gSaA ftlds varxZr fofoèk
çdkj ds laxhr dks Hkkjrh; 'kkL=h; laxhr esa feykdj
çLrqr fd;k tk jgk gSA Hkkjrh; laxhr esa ;g ,d uwru
ç;ksx gSA

oSÜohdj.k ds Qy Lo#i fofoèk uohu ok|
;a=ksa dh [kkst us çkphu ,oa ijaijkxr ok| ;a=ksa ds
vfLrRo ij ladV [kM+k dj fn;k gSA orZeku dky esa
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ÇlFkslkbtj tSls ok|( ckalqjh] flrkj] bljkt] 'kgukÃ]
gkjeksfu;e tSls vusd ok|ksa dks lgtrk ls çLrqr dj
ldrs gSA uohu bysDVª‚fud ok| ;a=ksa ds j[kj[kko
vkfn dk [kpZ Hkh ikjaifjd ok|ksa dh vis{kk de gSA bl
çdkj lkaxhfrd ok|ksa ij blds udkjkRed çHkko Hkh
Li"V fn[krs gSaA

 Hkkjrh; 'kkL=h; laxhr esa oSÜohdj.k ds
ldkjkRed çHkko Hkh Li"V gksrs gSaA bl oSÜohdj.k ds
çHkko ds QyLo:i Hkkjrh; 'kkL=h; laxhr ds fy,
ojnku Lo:i çkIr ekbØksQksu us Hkkjrh; laxhr dks
,d uwru vk;ke ij LFkkfir fd;k gSA ekbØksQksu ds
vkxeu ls iwoZ Hkkjrh; laxhr esa xk;dksa dks viuh
vkokt Åaph j[kuh iM+rh Fkh ftlls fd fo'kky tu
lewg esa lHkh Jksrkvksa rd xk;u cgqr ldsA ftlls
mlds xk;u dh çLrqfr esa ykfyR; rFkk HkkokRedrk
çHkkfor gksrh FkhA Çdrq ekbØksQksu ds vkxeu ls xk;d
viuh vkokt Hkko ds vuqlkj j[krk gSA ekbØksQksu ds
vkxeu ls iwoZ fo'kky tulewg ds eè; xk;u rFkk
oknu çLrqr djrs le; xk;d dh vkokt cqyan gksrh
Fkh Çdrq ok|ksa dks ,d lhek rd dh ctk;k tk ldrk
FkkA vr% laxhr esa xk;dksa dk LFkku çeq[k FkkA Çdrq
ekbØksQksu ds vkxeu ls Jksrk rd vkokt igqapkus ds
fy, çLrksrk dks vfèkd Je ugÈ djuk iM+rk gSA
çLrksrk viuh çLrqfr dks Jksrkvksa rd igqapkus dh
vis{kk viuh çLrqfr dh xq.koÙkk rFkk mlesa Hkko lkSan;Z
vkfn ij è;ku dsafær djrk gSA Jksrkvksa rd fcuk
vfèkd Je fd, xk;u ds lkFk lkFk lHkh ok|ksa dh
ljl èofu igqapus ls dykdkjksa }kjk bu ok|ksa ds
tksjnkj oknu fd vis{kk dkseyrk rFkk Lora= vfLrRo
ij Hkh fopkj fd;kA ftlds ifj.kke Lo:i orZeku
le; esa xk;u ds lkFk gh ok|ksa dk Lora= oknu Hkh
fo'ks"k çpkj esa vk;kA oSÜohdj.k ds çHkko ls Hkkjrh;
'kkL=h; laxhr dks foÜo ds fofHkUu Hkkxksa ¼ns'kksa½ esa lquk
rFkk ilan fd;k tkus yxk gSA vusd fons'kh fo}kuksa
}kjk Hkkjrh; laxhr ds vè;;u gsrq Hkkjrh; Hkk"kk dks
lh[kus rFkk muds }kjk Hkkjrh; laxhr ij foLrr̀ 'kksèk
,oa ys[ku dk çek.k miyCèk gSA vusd Hkkjrh; fo}ku
laxhrK Hkkjrh; laxhr ds çpkj gsrq foÜo ds fofHkUu
foHkkxksa ij Hkze.k dj viuk xk;u çLrqr dj jgs gSa rFkk

lEeku çkIr dj jgs gSaA Hkkjrh; 'kkL=h; laxhr ds
lkèkdksa us fofHkUu cM+s oSfÜod eapksa ij Hkkjrh; laxhr
dk çfrfufèkRo fd;k gSA ftuesa dqN çeq[k gS ÞiafMr
cqèkkfnR; eq[ktÊ us 30 twu 1990 dks yanu ds gkml
vkQ d‚eul esa flrkj oknu çLrqr fd;k] iafMr jksuw
etwenkj us g‚yhoqM dh fQYe çkbejh dyj esa laxhr
funsZ'ku fd;k] lqçfl) flrkj oknd iafMr jfo'kadj
th dks foÜo ds yxHkx 14 foÜofo|ky;ksa }kjk M‚DVjsV
dh mikfèk] jseu eSXlsls vokMZ rFkk nks ckj xzSeh vokMZ
Hkh çnku fd;k tk pqdk gSAß4 vkfnA

çkphu dky ls gh Hkkjrh; fo|kvksa ds laj{k.k
rFkk lapj.k ds fy, ys[ku dk;Z dks cgqr egRo fn;k
tkrk jgk gSA Çdrq eè;dky esa fofoèk fo|kvksa vkSj
eq[; :i ls laxhr fo|k ds eqlyekuksa rFkk fuj{kj
fdUrq lkèkd dykdkjksa ds gkFk esa igqapus ls blds
ys[ku dk;Z esa f'kfFkyrk vk xÃA ftlls fd vusd rF;
fyfic) ugÈ fd, tk ldsA iafMr Hkkr[kaMs th rFkk
iafMr fo".kq fnxacj iyqLdj th ds ckn laxhr esa ys[ku
dh fØ;k Hkh çpfyr gqÃA orZeku le; esa fo".kq }S ds
ç;kl lQy ç;klksa ls rFkk oSÜohdj.k ds ifj.kke
vkS|ksfxdj.k ls Hkkjrh; 'kkL=h; laxhr esa xzaFkksa ds
ys[ku muds çlkj.k rFkk muds çpkj&çlkj dks çksRlkgu
feykA orZeku dky rd Hkkjrh; laxhr ds vusd i{kksa
ij fopkj dj mUgsa xzaFk :i esa ifjf.kr djds çdkf'kr
fd;k tk pqdk gSA

oSÜohdj.k ds çHkko ls Hkkjrh; laxhr esa jkstxkj
dh laHkkouk c<+ xÃA iwoZ dky esa tgka laxhr dks
euksjatu vFkok eu 'kkafr ds fy, lquk tkrk Fkk ogh
oSÜohdj.k ds çHkko ds ckn laxhr esa laxhr fpfdRlk
vkfn vusd {ks=ksa ds mn~Hko ds lkFk gh jkstxkj ds u,
volj mifLFkr gq,A

fu"d"kZ %

oSÜohdj.k ds çHkko ls Hkkjrh; 'kkL=h; laxhr
esa ldkjkRed rFkk udkjkRed nksuksa gh çdkj ds çHkko
Li"V :i ls fn[kkÃ iM+rs gSaA dqN LFkkuksa ij tgka
ldkjkRed çHkko iM+s gSa] ogka rks ç'kaluh; :i ls ,d
u;k vk;ke Li'kZ djus ds fy, dykdkj ç;kljr gSa
Çdrq tgka udkjkRed çHkko iM+ jgs gSa os bl çdkj ls
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laxhr dks çHkkfor dj jgs gSa ftlls fudV Hkfo"; esa
laxhr ds orZeku Lo:i ds yqIr gksus dh laHkkouk
cyorh gksrh tk jgh gSA orZeku vkèkqfudrk ds çokg esa
ikjaifjd rFkk ewy Hkkouk dks vLohdr̀ fd;k tk jgk gS
tks Hk;kog ifj.kkenk;d gSA Hkkjrh; laxhr esa oSÜohdj.k
vFkok vkèkqfudrk dk lekos'k ogÈ rd mfpr gS] tgka
rd mldh ekSfydrk rFkk ikjaifjdrk  dk var u gksA
ekSfyd rFkk ikjEifjdrk ds var ds lkFk gh Hkkjrh;
'kkL=h; laxhr viuk ewy Lo:i gh [kks nsxkA tc
laxhr gh ugÈ cpsxk rks mlesa ç;ksx dSls gksxkA blfy,
orZeku oSÜohdj.k rFkk vkèkqfudrk ds çpaM çokg esa

vko';drk gS fd Hkkjrh; 'kkL=h; laxhr ds ewy Lo:i
dks lafpr ,oa lqjf{kr j[kk tk,A
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