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From the Editor’s desk…

Dear readers,

I am pleased to place before you, Vol. No. 34, Dec. 2020 issue of Vageeshwari, an ISSN
certified, Peer-reviewed, bilingual annual research journal of the Department of Music,
University of Delhi.

Vageeshwari is a prestigious research journal of India, that was started in 1986. It has been
publishing research papers with a new analytical approach to several musical concepts, by
musicians, musicologists and research scholars from all over the world. The papers with
diverse approach to music and valuable research findings has been widely appreciated and
benefited many. Undeterred by the Covid-19 pandemic and in-tune with the ideology behind
its publication, we continue our mission of publication of this year’s volume of Vageeshwari.

The Covid-19 pandemic has had a profound impact on all corners of the world and on every
aspect of life on earth. Millions have been affected, either directly afflicted by the disease,
or indirectly through its unimaginable economic impact. The enormity of the pandemic has
had its own strong impact on the field of performance in music, with all live concerts in
auditoriums coming to a standstill. There have been several online concerts, lecture-cum-
demonstrations and talks, but none that has satisfied the performer or the audience. The
livelihoods of several freelance artistes have been drastically hit, who have been financially
supported by art lovers and artiste communities.

The pandemic has also brought about monumental changes in the teaching-learning process
in the Department of Music, University of Delhi. The unprecedented and sudden change
from classroom teaching to a virtual mode, had its own limitations and posing many hurdles,
for which none were fully prepared. This was both challenging and a tedious task for teachers,
especially in conducting classes for students, many of who came from rural background
with poor connectivity, and were ill equipped with lack of digital knowledge and technical
support for online learning. Other factors such as the speed of the internet, often irregular
and erratic, hampered the quality of the online classes.  For better audible quality, microphones
and cameras were switched off, which gave an impersonal touch to an otherwise human
bonding in the teaching-learning process.

The inability of the teacher and his/her students to sing simultaneously, due to a time lag
with variable speeds in network connections has been another detractor. The technical
limitation has also adversely impacted upon the Tabla/Mridangam and Harmonium/Sarangi/
Violin accompaniment required in vocal and instrumental classes. Conducting of online
exams, both in Theory and Practical, too has posed challenges of several kinds.

However, all these hurdles were overcome with a dedicated team of teachers and office
staff, who worked round the clock to not only conduct classes and exams, but also continue
with organising cultural events that added to the prestige of the Department, keeping the
flame aglow. These included the annual Malhar Utsav, workshops, lecture-cum-



demonstrations, and interactive sessions by eminent musicians, both national and
international. These cultural events, coupled with the online classes and meetings through
various virtual platforms, brought about major adjustments and adaptations to new modes
of teaching methodology.

Though the fieldwork for research scholars got severely restricted, they got several
opportunities to join numerous online national and international webinars, talks and lecture-
cum-demonstrations, enriching their knowledge, by simply connecting to the online platforms,
most of which were unrestricted.

The publication of the current issue of Vageeshwari has also been a tough and arduous task
with proofreading and the corrections done online. All the members of the Editorial Board,
without exception, have put in the hard yards, burnt the midnight oil and strained their eyes
in front of their computer screens for long hours. I wish to sincerely thank them for their
untiring efforts.

Lastly, but not in the least, I wish to thank our printer - Mr. Dhaneshwar Sharma - for
working round the clock and helping us to bring out this issue of Vageeshwari in the shortest
possible time.

I pray for the safety of all, and wish you a safe and a Happy New Year.

Happy reading !!!

Prof. Deepti Omchery Bhalla
Editor, Vageeshwari
Dean & Head
Faculty of Music & Fine Arts
University of Delhi
Delhi
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“Swayambhu Gandhar” – Gaan Saraswati
Smt. Kishori Amonkar

“Music may thrive on and be enriched by the depth and expanse of Karuna Rasa or
Shringar Rasa, but when it leads to Shanta Rasa, that is, ultimate bliss.”

-Kishori Amonkar

Dr. Gurinder Kaur
Department of Music

Janki Devi Memorial College
University of Delhi, New Delhi

ABSTRACT

An extraordinary genius, Kishori Amonkar was a leading
exponent of Jaipur Atrauli gayaki, and daughter of an illustrious
mother, Padma Bhushan,  Gaan Tapaswini, Mogubai Kurdikar,
the widely respected and renowned disciple of Ustad Alladiya
Khan.

What made her music divine were the incredible shades in
between two swaras, giving wings and spurs to the raags she
sang, skilfully veiling the Avirbhav and Tirobhav, thus
contributing a highly distinctive element to the raagas she sang.

She would emphasize ‘that’ raag specific shruti in a phrase with
such remarkable dexterity, gliding through it with astonishing
finesse, that the innate bhava of the raag would be hypnotic.

She was unconventional, abstract and yet deeply systematic. A seeker, in quest of the divine
swara,  seeking the absolute formless truth that pulsated behind Naad Swar Shruti and
Laya, and believing in  music as a channel for a dialogue with the Supreme, through dedicated
sadhana

A reflective scholar, who diligently studied the ancient granthas, As a staunch classicist,
she maintained the purity and discipline of the format, and as a romanticist she surged with
the bhava of the raag.

Her music is a rare amalgamation of technique, spirituality, and aesthetics with highest
form of content.  Kishori Amonkar did not constrain herself to any gharana, Her resolute
belief in the swara as an embodiment of the Supreme further gave multiple dimensions to
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her music that,  bringing in universal charm. She was like the “Swyambhu Gandhar,”
which emanated between the two Shadajs.

KEY WORDS

 Concept, Tradition, Technique, Aesthetics, Spirituality

A legend like Kishori Amonkar was born to create paradise. Her celestial music
transcended the obvious, transformed traditions and manifested truth in every emotion.

I shared a profound bond with her during my long association as a disciple. Over the
years, I have experienced incredible moments when I caught glimpses of the mysteries of
her music and various aspects of her complex personality. She was an artiste with many
layers; layers that were seamlessly woven into the magical world of surs and taals. She was
unconventional, abstract and yet deeply systematic. She found rhythm in the chaos and
aesthetics between the many tones of thought and approach. Her ability to decipher and
fathom the abstruse philosophy of music was uncanny and yet so relatable. Her renderings
of raagas were therapeutic and her musical vision, a perfect blend of antiquity and modernity.

What made her music divine were the incredible shades in between two swaras,
giving wings and spurs to the raags she sang. She also transformed many existing bandishes
with unsurpassed innovative and spell binding nuances, and renewed expressions.

She skilfully veiled the Avirbhav and Tirobhav which gave a highly distinctive element
to the raagas she sang. Consequently, the evolution and delineation of her raagas  always
sounded interestingly different. She would emphasize ‘that’ raag specific shruti in a phrase
with such remarkable dexterity, gliding through it with such astonishing finesse, that the
innate bhava of the raag would be hypnotic.

I have often closely heard her render a particular raaga for several days without
repeating a phrase. Each time the raga took on a new altitude, each time a new slant and a
whole new heaven! ‘When I sing, I imagine and feel the notes with their colours, their rasas
and their bhavas; then I urge the raga to appear with in me and pray to my lord to sing it for
me”1

She was a seeker, in quest of the divine swara, seeking the absolute formless truth
that pulsated behind Naad Swar Shruti and Laya. A reflective scholar who not only diligently
studied the ancient granthas but also brought into her music the teachings of the great sages
of this art “I have merely gone back to the roots; I follow the old seers like Bharata, Narada
and Sharangdeva. They were all realized souls. What they wrote in the Shastra’s was what
they had experienced”.2

Swayambhu Gandhar...../Dr. Gurinder Kaur
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Therefore her introspection –chintan and learning through the works of the prehistoric
sagacious added an insightful depth to her expression;

As a staunch classicist, she maintained the purity and discipline of the format and as
a romanticist she flowed with the bhava of the raag. She was convinced that in order to
illuminate the innate essence of the raag, one would have to delve into the past to attain that
knowledge which was eternal and absolute.

“When, Gandhar-Nishad was symbolic of karuna rasa, according to Bharata, and
then the effect or the power of these notes alone would give that effect of karuna rasa?  In
Raag Yaman for instance, when its two swaras ‘Ga’ and ‘Ni’ as the vadi and samvadi were
symbolic of the karuna rasa, then the entire bhava of the raag would be that of surrender.
Music deals with the heart; the intellect should feature only to reason how best to manifest
that desired feeling in a raag, and with which appropriate embellishment or alankar.”3

She intensely believed that a note was a manifestation of a feeling and various notes
were manifestations of various feelings; and a feeling was continuous like a flow and that
flow could be achieved only when the notes were sung in continuity along with their nuances
and resonance. She always reiterated that a note should never be applied raw; as it was a
point which had a resonating area, and that every note and every shruti had a mind and a
body. She held that the swaras were living entities because they all had their own individual
personalities and one had got to treat them such. “She often wondered how must be the
home of these notes. How would they behave with each other? She wished she could see
them and talk to them”4

“I think I was born to think. When I used to learn from my mother I used to keep on
thinking, why a raag was like this? Why was a phrase being repeated? I couldn’t get any
answers then. Of course, I was blessed with the strength to delve into this realm of music, to
think deep, and when I researched I realized that music was not merely entertainment; it was
a mode to attain the ultimate peace. That was the reason why music existed!

During my musical journey, I learnt that every raag could not have the same format.
Because as expressions change, so do the formats; I also felt that I had the right to see and
believe whatever was true and beautiful in music, so I did!” 5

Perhaps that is what makes Kishori Amonkar a concept and an institution in herself,
and that is why she is a legend who has left a legacy where several aspiring and established
artistes have been either inspired or influenced by her style.

Her contribution cannot just be evaluated only by the many ragas she has created or
the many bandishes she composed as a vaygakaar or the many disciples she mentored, it is
the musical perception which she gave to the world and posterity that will be remembered

Swayambhu Gandhar...../Dr. Gurinder Kaur



4

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

in centuries ahead.

Her music is a rare amalgamation of technique, spirituality, aesthetics and emotions
married to the highest form of content. She believed that music was a channel for a dialogue
with the Supreme, and attainment of sublime heights was possible only through dedicated
sadhana.

A guru and an extraordinary genius, she was a leading exponent of Jaipur Atrauli
gayaki. and the daughter of an illustrious mother, Padma Bhushan and Gaan Tapaswini,
Mogubai Kurdikar, the widely respected and renowned disciple of Ustad Alladiya Khan.

Born on April 10, 1931 Kishori Amonkar hailed from Kurdi, a small village in Goa,
she was married to Ravindra Amonkar on May 11, 1955, in a marriage arranged by her
mother. Ravindra Amonkar was a teacher and came from a middle class family. He had an
excellent command of the English language and Kishori Amonkar credited her fluency in
this language to her husband and also to her closest friend Vibha Purandre who was a scholar
in English.

During her numerous conversations, Kishori ji said that her mother Mogu Bai, not
only gave her children education, she also gave them sanskaars (values). Mogu Bai made
her children realize what it was to be a woman and what poise was all about, in deeds, in
thoughts, and in treating people. The greatest lesson she taught was how to maintain the
dignity and divinity of music. They had to compulsorily read Dhayaneshwari since all the
books in their house were of the same nature. Later in the evenings, they would have to sit
in the mandir in the house and chant shlokas. These values went a long way in her life as
later Sant Dnyaneshwar, Tukaram, Surdas and Meera became her companions while singing
and thinking, along with  Bharat Muni, Sarangdev, Narad and Anandvardhan- the great
ancient literary sages6.

In Mogu Bai, Kishori Amonkar had a combination of a mother and a strict guru,
who was uncompromising in both in sur and taal. She wanted every facet of the performance
to be perfect - the bandish, alaap, bolalaap, boltaan - and made her daughter practice to
brutal perfection the most exquisite gamak of Alladiya Khan Saheb, which came only with
systematic and rigorous practice.

Kishori ji recollected Alladiya Khan as a towering personality but learnt his music
from her mother as she was too young to learn directly from him. She would often say with
pride that all those lessons were permanently imbedded in her memory, but she remembered
him as a towering personality.

Kishori ji often said that “Learning from Mai was a terrifying experience as she he
would not repeat a phrase more than three times. I either got it or she would get up and leave

Swayambhu Gandhar...../Dr. Gurinder Kaur
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the room. Mai never stopped me from learning anything. She wanted me to learn from all
schools of music, as she wanted my voice to get as fluid as water. She had already equipped
me well with the aesthetic values of a performance. I only took these lessons further and
explored the world of pure notes minutely.”7  Mogubai ji would ask her the difference between
the Rishabh of  Raag Shuddh Kalyan and the Rishabh of Raag Bhoop for which Kishori ji
said she had to dwell deep to decipher. Developing such an attitude towards reasoning,
along with study of music literature and ancient granthas gave her an edge over her
contemporary artistes.

“Alladiya Khan made my mother practice to perfection the most exquisite gamak of
Khansaheb which could be learnt only with systematic and rigorous practice. Whatever I
learnt from my mother had been registered permanently in my conscious and subconscious
state of being. I can replicate it with exactness” 8

Quoted from  the many discussions during classes and other occasions over several
years

Kishori Amonkar also learnt from Pt. Mohanrao Palyekar, the famous Pt. Husanlal
from the Bombay film industry from whom she got the finer aspects of playback singing,
including ghazals and bhajans and thumris. She credited her excellent enunciation in Urdu
to Pt. Husanlal. She also had a teacher who taught her Marathi bhavgeet. She had a one song
stint in the Hindi film industry where her title song for the film ‘Geet Gaya Pathharon Ne’
gained her tremendous stardom. She later composed and sang the score for Govind Nihalani’s
Drishti.

Since her passion for music was intense and she felt powerfully drawn towards the
pure classical form, she decided to train under the renowned Khan Saheb Anwar Hussain
Khan of the Agra gharana, who taught her a single cheez Mahadeva, in Bahaduri Todi for
several months. Another of her gurus was the illustrious Anjanibai Malpekar with whom
she shared a very special bond. Though Kishori Amonkar had developed a captivating tonal
dexterity, she acclaims her enchanting meend and enduring alaapchari to Anjanibai.

Sometime around early 1960’s and 1970’s an unforeseen catastrophe struck Kishoriji.
Just as her performances were gaining ground she faced voice impairment and suffered a
total voice loss. This silence lasted nine long years. No medication worked until Saint
Sardeshmukh Maharaj from Pune miraculously restored it through Ayureveda. Although it
took two years to do so. This interruption and solitude turned a blessing in disguise as this
gave Kishori Amonkar an opportunity to deliberate and dwell deeper into the realm of swaras
emerging with a style which had a tremendous universal appeal.

Kishori Amonkar did not constrain herself to any gharana because, in her opinion,
music was universal. Confining herself to a restricted range would never let her see the

Swayambhu Gandhar...../Dr. Gurinder Kaur
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entire horizon she felt. Consequently, while she belonged to the Jaipur Atrauli gharana, she
had no uncertainties in adapting the nuances of other traditions. But, after studying all the
other styles, she concluded that the basic structure of the Jaipur Atrauli gharana was the
most suited to her as the stylistic equilibrium between a note and a beat would not permit
the singer to fade away or get off  balance. Therefore, while the Jaipur Gharana’s technique
and methods formed the foundations of her style, several variations on it, including an
adoption of alapachaari added a refreshing zest to it. Her resolute belief in the swara as an
embodiment of the Supreme further added multiple dimensions to her music that, while
retaining the essentials of the gharana, it brought in a universal charm.

Kishori ji would often say that she was her own worst critic and never excused
herself when she did not meet up to her own high standards. Often the criticism from the
music critics would leave her anguished but she remained true to her belief and her inner
call and made a place for herself in the edifice of Hindustani classical music. She reiterated
that whenever her music surpassed sublime heights and whenever the abstract acquired a
form then it did not matter what the critics had to say!

Her opinion on today’s music generation was that they wished to be overnight stars
and lacked the genuine desire to seek perfection. “You know that vocal music is the finest of
all fine arts and that unless one goes into the realm of subtleties and accuracy of the nuances
of each note, the consequence can only be mundane. In the earlier days, there were great
masters who sang and brought about changes in nature. Their music was sublime because
they were true to the musical notes”9

In the context of changing times, she remained a supporter of the guru-shishya
parampara, and did not believe in learning from notebooks, notations or recordings and
ardently felt that students these days learnt dead music. Learning from a guru was live
learning. It was learning with a soul. It was a give and take of the souls. Kishori ji would say
that our music was the fifth Veda. The Vedas taught Brahma Vidhya, which could not be
learnt from a machine. If a seeker contemplated and meditated upon this divine art, then
surely one would reach the ultimate destination.

She fervently advocated that music was more than just cryptographs or compositions
or styles, it was athaaha sagar, and was also of the view that education in music should
empower students to move beyond repetitive techniques by mastering the tools that allow
them to improvise on their own

She believed that playing the tanpura well was of utmost importance. Just as important
as tuning it, playing it was an art. “Of course it inspires me to sing, but at times I am afraid
to mingle my own vocal notes into that divine sound, that divine sound of the “Swyambhu
Gandhar,” which emanates from between the two Shadajs. However, one thing I must state

Swayambhu Gandhar...../Dr. Gurinder Kaur
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that the scientific rendering of a tanpura is different from its aesthetical rendering, in the
case of the latter, the emphasis is significant” 10

Kishori ji, published a book in Marathi, in 2010 titled Swarartha Ramani, in which
she elaborated her views on Rasa, Bhava, musical theory and practice. She was a
well-known speaker at national and international seminars. Several of her students are now
classical musicians in their own right.

As a person, she was extremely intuitive, loving and caring, erratic, demanding and
temperamental, benevolent, deeply religious and an ardent devotee of Swami Raghavendra;
Early mornings were spent passionately twining colourful floral garlands for her morning
prayer offerings and always slept well past 3am; after writing in red ink her Deity’s name a
108 times.

Known to speak her mind, she accepted concerts on her own terms and came down
heavily upon organisers who did not conform to her conditions. She was known for her
legendary temper and  had deep rooted resentment over how the women artistes were treated,
as she had seen her mother’s struggle. She had also seen the inferior treatment meted out to
established artiste like her mother and this had hurt her deeply. “This was the Brahmanical
tactics of usurping the valuable contributions made by lower caste groups to keep the
dominance of Brahmanism intact”11 Therefore she wowed to change this perception in the
male dominated arena and decided never to allow this to happen to her once she made a
niche for herself in the field. She always demanded a suite in five star hotels with appropriate
local hospitality during her stay along with opportune payments.

Kishori Amonkar received several of India’s national awards and civilian honours.
She was awarded the Padma Vibhushan in 2002; Padma /Bhushan in 1987; The Sangeet
Natak Akademi Award in1985; The Sangeet Natak Akademi Fellowship for 2009; M.S.
Subbulakshmi Award in 2016; Bharat Gaan Ratna-2001 by Sri Raghavendra Swami Mutt;
Gaan Saraswati, Kala Shiromani, Gaan Samradhini, and Ashtang Vidushi. Some of the
other prestigious awards that came her way are the Goa Today Person of the Year in 1993,
Sangeet Samradhini Award in 1997, Sanatan Sangeet Samman in 1997, Giants International
and the Godavari Gaurav Awards in 1998. She has also been the recipient of several citations
like that of the Indian Medical Foundation, First Annual TV Award, Gomantak Maratha
Samaj, Gomantak Vidya Niketan, FICCI Millennium Award, and Hafiz Ali Award.

Needless to say, she had received tremendous acclaim, respect and adulation in general
from both the public, and the government. “However, the biggest award for me is the
appreciation which I get from the spectators. Seeing the presence of a huge audience for a
concert of mine is my biggest reward and my award. What can be greater than that?”12

When she sang, her swaras were divine and her music sacred, the concert hall a temple and

Swayambhu Gandhar...../Dr. Gurinder Kaur
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the listeners her deity Guru Raghavendra Swami! Therefore, after a concert, she would
humbly bow down her head to the listeners, which was indeed an extremely endearing
gesture winning the hearts of  many connesuiers.

Kishori Amonkar took Samadhi at her Prabhadevi residence in Bombay on 3rd April
2017, a week shy of her 85th birthday. A large gathering that revered her was present at the
Ravindra Natya Mandir to bid her adieu with full state honours.

For the audience, she was a high point of musical pilgrimage, to those who know her
only distantly, she was temperamental, to her critics she was inconsistent, but, to her students,
she was a guru to venerate.

Indubitably, her passing away created an immense void in the world of Hindustani
classical music. But her soul-stirring music lives on, transcending precincts of age and time.
The magic and the mystique of which will continue to enthral; her music’s content will be
studied and researched; its beauty appreciated, loved and meditated upon for all times to
come.

Note: - This article has been written mainly from the understanding I gathered over
several years from my personal interaction and experiences with my Guru, Gaan
Saraswati  Smt. Kishori  Amonkar ji, during my stay with her at her residence in
Bombay as her disciple. Her best friend Vibha Purandare, (an English Literature
scholar) used to visit her almost every day in the evenings after the evening music
session. The only subject that was ever discussed between them was about the mysticism
of swaras, their rasa-bhava their colour, their effect on nature and about realization of
ultimate bliss through the divine medium of Swaras.
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ABSTRACT

The concept of “Kshethra” in ancient India was that of a place for education and
development of intellectual and cultural faculties of man in addition to worship of god. True
to this idea, even today, temples in India especially the ones in southern part of this country
are considered as the seat of culture and knowledge. The creation of temple was the result of
man’s desire to present God in a human form. The materials with which temple is built are
rock, sand, stone and human efforts. Sculptures, icons, etc., plays the role of anatomical
representation of human form as an image or symbol. Students of art and culture in general
and those of music and dance in particular, will find the role of temples in preserving various
arts and science and also their role in propagating various art forms worth studying. Music
is also a necessary ingredient in many of the services in the temples. In addition, the art and
artefacts of temple’s iconography and painting in temples carry valuable information on
music. Many of the inscriptions on stone and metals available in temples carry abundant
information about various art forms, especially music and musicology.

Musical instruments are galore and dance postures held in open – air classes conveying
inspiration and lessons to the delight of the viewers, connoisseurs and the devotees. These
sculptures are the living testimony to the spirit of the age and clearly show the development
of these fine arts as time progressed. They bear testimony to the traditions and culture and
reflect the character and interests of the people. It also shows the dedication of the rulers of
those periods in promoting music and their devotion to the deities. The performance of
music and dance in the temple rituals had special significances. The present paper titled
“MANIFESTATION OF NAGASWARA IN THE IMAGES AND RITUALS OF SOUTH
INDIAN TEMPLES” explores, the Nagaswara in ritualistic as well as sculptural aspects
preserved in South Indian Temples. The study is confined to the contribution in the states
Kerala and Tamil Nadu of South India.

KEY WORDS
Nagaswara, Mantapa,Garbhagriha, Divyasesam, Mallari
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INTRODUCTION
Temples of South India have played an important role in the preservation and

development of music. The arts of music and dance have been illustrated on stone and in the
structure of the temple Gopuras and Prakaras, Walls, and mantapas by sculptures and
paintings is a proof beyond doubt of the sacredness of the art. The sculptural richness of the
temple reflects the musical spirit of the age, the wide popularity of the arts and dance and its
advanced stage of development. The ancient temples following the Agamic rituals over
thousands of years have developed particular traditions and special offerings peculiar to
each. The sthala keerthanas are musical composition in praise of the presiding deities of the
various shrine composed by great Vaggeyakaras who were devout Bhakthas of God.

South Indian temples served the purpose of educational institutions in the old days
is supported by inscriptions engraved on the walls of several temples and annual reports of
epigraphy department. According to these reports, which contain abundant information on
the subject, these institutions not only fulfilled social and religious needs, but also that of
education. The daily and festival rituals in the temples in South India resonate with the
sound of the Nagaswaram. There are many conventions and traditions relating to the playing
of the Nagaswaram on various occasions in temples. The inscriptions belonging to the
Vijayanagara dynasty are important from the point view of the history of Indian Music. A
record incised in the reign of Sadasivadeva Maharaja of the Vijayanagara dynasty refers to
the Nagaswaram players. The inscription is dated Saka-Samvat 1474 corresponding to A.D.
1552. The record registers the gift of a village to a piper, for playing on two Nagaswaras
and two drums (Tavil or Dolak) in the Temple of Vasantha Mallikarjuna at Devalpura.
From the foregoing reference to the Nagaswaram in epigraphy and literature, it is clear that
the instrument had its birth sometime in 15th century A.D.1
REPRESENTATION OF NAGASWARA IN IMAGES AND IDOLS

The sculptures and paintings offer important visual information on the morphology
of musical instruments as well as on the performance practice and context. These Temples
prove to be an indispensable repository of the iconographic representations of music culture,
with literally thousands of specimens containing a wealth of information. The study of artistic
representation, by understanding individual characteristics of an image or icon, is called
Iconography. In the aspects of musical iconographies, the depiction of musical instruments
or the sculptures of musicians were parts seen in the temple precincts. South Indian temples
have a vast number of musical instruments depicted in its sculptures and paintings. There
are two types of sculptures of musicians and musical instruments in the temples. The musical
instrument held as an attribute to the sculpture is the first category. The sculptures of musicians
with or without musical instruments are the second category. The sculptures of music and
musical instruments are mostly carved as part of temple architecture. The sculptures are
mainly on pillars, ceilings of the pillared halls, Gopuras, basement of the pillared hall and
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so on. Murals are mainly seen on the walls of GarbhaGriha, ceilings of pillared halls.
Individual sculptures form part of bronze figures, wooden bracket figures, and monolithic
images. In some temples, processional deity is decorated with some musical instrument like
Vina and flute. Most of the pillars of the Temples have depiction of dance and musical
sculptures. The various episodes from Puranas and also the ruling dynasties images were
also seen on the pillars. When the Temple is dedicated to Lord Vishnu, Dasavataras are
carved in its pillars. In Siva Temple, various episodes from Siva Purana like, Nataraja
Forms, Tripurantaka forms, Vinadhara Dakshinamurthi, Kiratarjuneeyam etc. are mostly
carved. Images of wind instruments are very common in South Indian Temples. Most
prominent one is Flute; mostly flute is associated with Lord Krishna. We can see Lord
VenuGopala in the form of two, six, and eight hands in Temple’s pillars. Monolithic
Venugopala sculpture with eight hands holding a flute is depicted in AzhakarKoyil in Madurai
District of Tamil Nadu. Nagaswara images are installed in Kailasanatha Temple and
PavizhaVannar Temples in Kancheepuram. One of the pillars of Darasuram Temple its
Mantapa has a depiction of Lord Siva playing a Nagaswara with legs crossed. Although
much weatherworn, one can see the deity holding the antelope and axe in the upper left and
right hands respectively with the lower hands holding Nagaswara, and two Sivaganas dancing
joyously on either side. Images of Nagaswara depicted as murals were seen in Omallur
Temple – Kerala.

Different types of Nagaswaras preserved in temples

There are two well-known varieties of Nagaswaram. One is the hallowed Tiruvarur
Bari. The pitch is correspondingly lower and somewhat near two Kattai. The conventional
variety is the Timiri, much shorter and thinner in size and capable of shrill notes near five
Kattai to catch the ears of distant devotees. The Timri Nagaswaram can be found in most
famous Vaishnava temples like Srirangam and Tiruvananthapuram. The Mukha Vina is a
diminutive Nagaswaram whose range is limited to a few octaves. The Mukha Vina was an
important religious item in Vaishnavite as well as Siva temples. This instrument is still used
in Kapaleeswara Temple in its festivals. One of the Mukha Vina is exhibited in the Tiruvarur
Temple Museum. The big pipe Tutti drones the Sruti. It is heartening to note that the Mukha
Vina continues to be in active service in Kerala even if in a subordinate role of an
accompaniment. The stone Nagaswaram would seem to be the common ancestors of all. It
is still used in the Sreevaikuntam and Alwar Tirunagari (both are in Tirunelveli District) in
Tamil Nadu. And from Kerala we can see stone Nagaswaram in Omallur Shasthan Kotta,
Ettumanur – Mahadeva Temple, Vaikkom – Mahadeva Temple in Kottayam District and Sri
Ananthapadmanabha Swami Temple in Thiruvananthapuram. The remarkable specimen of
musical pipe scooped out of granite stone is seen in the temple at Shanbaharamanallur in
Thirunelveli district. This pipe is situated in the southwest corner of the Sanctum Sanctorum.
The pipe is conical in shape and is in the center of the pillar. The pipe is slightly inclined to
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the horizontal. The interior of the pipe is smooth and polished. The two ends of the pipe are
circular in shape. When blown from one end, the tone of a conch is heard. The length of the
pipe is one foot. The pipe has two small folds inside and this probably accounts for the
difference in tone when blown from the two ends. The frequencies of the notes heard from
the two ends bear the Samvadi relationship. When two people blow the pipe from either end
alternately, the effect is pleasant.

Role of Nagaswara In Temple rituals

From the time the temple opens early in the morning till it closes at mid-night,
Nagaswaram is played at every ritual. Nagaswaram is very loud and it can be heard from a
long distance. So, though one may not be listening particularly to the music, it falls on one’s
ears and reminds one that a particular activity is going on in the temple. The schedule of
systematic organized way of playing Raga alerts the people that some deities are taken in
procession along the streets and the particular Ragas remind the people what they are expected
to do. Finally when the deity goes to Palli-arai (bed Chamber) Neelambari (corresponds
Pann is Megha raga Kurunchi) is played. Isai Vellalars is the caste or community of people
who have devoted themselves to the art of dancing and also in use of Nagaswara and tavil,
particularly in temples in Tamil Nadu. The term Isai Vellalar means a cultivator of music.
The music of Thiruppalliezhuchi in Bhupalam Raga is played in all Vaishnava Divyadesams
in early morning. Bhupalam is Puraniramai Pann of the Tamil music. Generally in the
morning rituals Bilahari, Dhanyasi, Malayamarutham and at midday, the most soothing
Ragas Madyamavathi (Sendurutti Pann), Surutti, in the evening, Purvi Kalyani and Kedara
Guala are played. When the deity is taken out in procession, in the temple inner corridors or
its main streets, ‘Mallari’ is played while lifting the deity or placing the deity. Mallari is not
common in Kerala temples. It is only Panchavadyam that accompanies the procession. The
brief version of Mallari is practiced in local temples of Palakkad District in Kerala.

Mallari and Rakthi Music in Temples

There are fields of Nagaswaram music for exclusive use in temples. There are two
repertoires, one for daily rituals and the other for festivals. This music is never meant for the
voice or instruments other than the Nagaswaram. The two exclusive areas of Nagaswaram
music in temple traditions included certain compositions that were unique such as Mallari
and Rakthi. These two sophisticated exercises integrate rhythm, ritual and entertainment. It
mainly includes Mallari, Raga Alapana, Rakthi and Pallavi. Playing Kirtanas during the
deity’s procession was prohibited in ancient times. Malla means ‘wrestler’ or ‘the palanquin-
bearer’ and ‘ri’ means the ‘loud sound’. Perhaps because of the choral loud sound produced
by those, who carry the deity either on the shoulders or on a palanquin, the usage came to be
‘Malla+ri, which later colloquially became Mallari, when a special musical item was first
composed for the purpose. ‘Mal’ again means fight or conquer and subdue the enemies; the
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item might have been named ‘Mallari’. It is a type of Prabhanda.

Mallari is a musical composition with no lyric (Sahitya) at all. The Vidwans of the
earlier generations, the tradition-setters, were strict that no Mallari should have any Sahitya.
Mallari has to be played only in the Raga, Ghambeera Nata, on a pentatonic scale, again a
nuncupative rule. The deity is considered to set out in procession with Vira rasa to ward off
the evil forces, this Raga, which has the same rasa is verily suitable for Mallari. According
to many Agamas anything with God should begin with five letters etc. Saint Tirumular in
his Tirumandiram, says, “Aindezutte anaittukkum Adiyam”, “Aindile todanga aindum
kittume”. In the Bhajana tradition, the every first item, the Todaya Mangalam sung by
Sambandar, “Todudaya Seviyam” is also in Khanda Chappu. So in Khanda gati, each phrase
has five syllables. This is called Alarippu. Since both Nagaswaram music and Bharatanatyam
were fostered within the temple precincts, the common terminology for some items might
have come into vogue. Number of Swaras in Ghambira Natta Raga is five and Khanda also
has five counts. The Tavil accompanist has his pride of place for he has the right to draw
first beat by playing the Alarippu on the Tavil always in Khanda Nadai. Mallari can be
composed in any of the conventional thirty-five Talas or even in unusual measures.

During festivals, from the time the procession of deities leaves and returns, special
patterns are made for playing Mallari and is associated with only the deity’s procession. On
some other occasions also, even in daily rituals, the Mallari has a part. At the time when the
food (Naivedya) is brought to the shrine from the temple chariot (the car festival), a Mallari
called, Ter Mallari in Khanda gati is to be played. Such traditions may vary from temple to
temple but the part played byMallari is the same. Usually the Mallari music is played to
mark the different stages of worship in temples. At the beginning of the procession called
‘PurappAdu’, these tunes are played regularly by the Nagaswaram players. The Triputa
Tala Mallari is played when the deity comes to Gopura vassal, while the Mallari in different
Talas are played after the procession starts. The Ter Mallari in Khanda nadai is played
when the chariot starts moving with deity. The Talikai Mallari is played when the Neivedyam
is taken to the deity. When water from a river or tank is brought to the temple, for bathing
the idols, the water pot would follow the Nagaswaram troupe playing only a Mallari.
Similarly, when the pots containing holy waters are taken out from the Yagasala, for the
consecration of any temple, they will be preceded by Mallari music. This is called Theertha
Mallari. Theertha Mallari in Misra nadai is played during ‘Teertha vari’. The Kumbha
mallari is played to welcome religious leaders and important people at the temple entrance.
At the cross roads of the west main street, it is sometimes common to repeat the Triputa tala
Mallari in double quick time before switching over to ‘Hetcharikka’ in Yadukula Kambhoji
signaling the return to the base (Yatha sthanam). The car festival has its distinct signature
tune called the Ther Mallari (Temple car Mallari in Varali Raga). In many temples, during
the BrahmOtsava, the last ritual every night is removing the ornaments and taking it to the
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bed chamber. If the festival continues the next day also, a short Mallari is played at the end
of all rituals. It is said that playing the Mallari then is to proclaim that the deity will go
around in procession2.

In Saivite temples, the deity is taken out from the Alankara mandapa and
circumambulates (if there is a Prakara in that particular temple) with a small Mallari (called
Chinna Mallari). When it comes in the arcade (called ‘Nadai’ vana pandal’) another Mallari
(or manyMallaris depending upon the number of Prakaras) has to be played. When the
deity reaches the place, where the temple chariot is stationed, another Mallari in Triputa
Tala has to be necessarily played. If the Nagaswara artiste is very eminent, it will take at
least one hour to complete this Triputa tala Mallari. Only on the day, the deity on Bhiksatana,
starts its procession, (generally on the eighth day of BrahmOtsava), there will be no Mallari
at all, right from the beginning. There is no difference in the kind of Mallari for Saivite or
Vaishnavite temples. But the type may change depending upon the situation. Generally when
Mallari is sounded, anyone at a distance can easily understand that the deity of some temple
has set out in procession. For that manner, it may even be called a signature tune.

The Rakthi is yet another feature of Nagaswaram limited to the temple. No vocalist
or other instrumentalist has so far dared to encroach on this sacred ground.The Rakthi is not
exactly associated with any rituals as the Mallari is, but like the Mallari, it is in Nata Raga.
The Rakthi Melam is a rare Raga, a highly competitive exercise integrating intellectual,
emotional and spiritual experience. Rakthi is a kind of Tatakaram, i.e. it has no Sahityam. It
is a treat to the listener to listen to the invariable prelude of Kiravani or Kambhoji or Natta
Kurunchi. On entering the arena, the Nagaswara Vidwan will announce as a conventional
courtesy that the repertoire for the night would be a severe test for the Tavil accompanist.
The Nagaswara artiste comes prepared with the Rakthi whose beginnings (Eduppu) and
finale (arudi) are the accompanist’s blind spots. The Rakthi has no lyrics but there is a fixed
formula “Dheem takka tadhi thom” in Misra Ghati, then varied to Tisra gati and played in
third Kalam, Chaturasra gati. The Rakthi used to be highlighted, particularly on the day of
the Rishaba Vahanam (the bull). The sol-fa syllables of rhythm are spun round, thus
confounding even veterans, soaked and nurtured in rhythm. Traditions connect the Rakthi
with Nataraja’s dance3.

Unique Nagaswara traditions of some prominent temples

The tradition of playing Nagaswara particularly during festivals in Nataraja Temple
Chidambaram follows some unique features. On the first day of any festival only Arabhi or
Dhanyasi Raga has to be played. In the night, Shankarabharanam Raga is played. On the
second day, Ritiguala Raga is played, on the third Mayamalavagowla, on the fourth
Chakravakam are played. On the fifth day till the deity reaches the Vahana called as
‘Teruvadaithan” Nagaswaram followed by Nattu and Muttu. On the sixth day
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Shanmughapriya or Todi should be followed. On the seventh day Kambhoji or Varali, on
the eighth day the Odakuru song in Nadanamakriya Raga will have to be played. On the
ninth day the temple car is brought out to take the deity out, the Ther Mallari should be
played. When the deity reaches the Ayiramkal Mantapa, Hechharika songs set in Ahiri and
NIlambari are played. These songs have to be followed by any one Padam on the presiding
deity especially of Muthu Tandavar’s composition on Nagaswara. On the eleventh day
Huseni Raga has to be played. These are the music traditions that were formatted for the
Chidambaram Temple and are followed to this day4.

Bari Nayanam is the Nagaswaram used in Tiruvarur Tyagaraja Temple and is about
two and a half feet long and has a lower pitch. It is used daily in the evening Puja. The
Tiruvarur temple repertoire had a few more items for ritual worship such as Nadupatti,
Vattam, Padavarnam of Ramaswami Pillai, Papanasam Mudaliar’s Padam, Kattalai
Padams, Keerthanams, Tevarams, Kocchakams and others. The Mallari was a must when
the deity (Utsavar) is taken out in procession. During the float festival, a Nagaswara concert
is conducted in the Teppom.

Another tradition concerns the performance on the Timri Nagaswaram of specific
Varnas and Keerthanas that accompany the regular Pujas and Sri Bali procession during
the annual festivals at the Sri Padmanabhaswami Temple in Kerala. The Timiri is capable
of producing certain Swaras of high pitch having a long range and was selected by Swathi
Tirunal for special ‘Nagaswara Seva’. This Seva was transported to the secular stage of the
birthday festival and featured during the inaugural function. There was a three-hour
Nagaswara recital later by Nataraja Kambhar and Muruga Kambhar, vidwans attached to
the temple, who used Timiri to play Varnas and Keerthanams of the Maharaja in the unique
style usually heard only inside the temple5. The daily practice includes Palliyunarthal –
‘Jaya jaya ramaramana in Devagandhari, and Sadhu Vibhatam, in Bhupalam, in Sree bali
ezunallathu ‘Pankajalochana’ in Kalyani, Badradipam and Prabhata Sreebali - Danyasi,
PunnagavaraAli, saveri to be played on Nagaswara.

Mahadeva Temple at Vaikkom in Kerala also follows a specific tradition of
Nagaswara in its festival. The Ashtami festival end with a procession witnesses a unique
feature in Nagaswara music. There is a belief that Lord Mahadeva would not like to miss
his son Subramania, at Udayanapuram Temple. When the procession concludes at
Udayanapuram Temple, a unique musical rendering of ‘Dukha Ghantaram’, a Raga
mentioned in Kathakali music is performed. Its Rasa is pathos. The two hour rendering of
this Raga is in Nagaswara. The temple has preserved a stone Nagaswara in its Bhantarapura
(a store room) and though not in use, but is kept in good condition.
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Conclusion

In India, religion is a way of life. It is an integral part of the Indian tradition. For
majority of Indian religion permeates every aspect of life, from common-place daily chores
to education and even politics. Tamilakam (Kerala and Tamil Nadu) is considered as the
cradle and treasure land of temples. Apart from a place of worship, the temples of this land
have played a vital role in enhancing the cultural activities and influenced the daily lives of
the people. It is clear that the roots of South Indian Music are in the temples. The slabs
engraved with compositions and musical sculptures, musical instrument like Nagaswara
and musician within the temple enclosures show the heredity of the music. The temples
here stand as the pillars of South Indian Classical Music and give inspiration for generations
to come, especially to those who choose music as a career. This offers a promising and
fertile area for further research as well.
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ABSTRACT

The musicians are endowed with the unique faculty of learning, practicing and
performing. Such performances require ordinarily less voluntary neuromuscular vocal control
to be learnt by regular practice. All this is possible with the musician’s genetic predisposition
and environmental factors. Use of the brain (the physical structure), the mind (non-physical
entity), the vocal chords, hands and feet (in case of instrumental music and dance) and the
amygdela (the seat of emotions) together results into the sublime experience called MUSIC.
Functioning of the mind is studied in the branch of science called Psychology. It opens new
vistas for understanding how various functions of human being (along with music) are
dependent upon and also governed by the mind. In this paper various school of thoughts on
the mind have been interpreted in relation to the music.

KEYWORDS
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Anyone attending a music (vocal, instrumental or dance) performance cannot fail to
observe that there is a particular expression on the face of the performer accompanied by
changing closure of the eyes, rhythmic movements of head, neck and other body parts as if
musicality is being drawn from some deeper personality - constitution levels of the performer
than the gross body. Similarly, the sensitive audience is also absorbed to the extent of
exhibiting empathicity suggesting that the event (music perception) does not stop merely at
the gross body level, but is going to the depths of the audience’ s personality constitution.
The store from where the performer draws and into which the audience receive the music, is
mind. In fact, the words ‘Manushya’ or man, are derived from ‘Manas’ or mind. The body
and the mind are so intimately interrelated that if the mind is quiet, the person is quiet, if
mind is agitated, the person is agitated (Shankara, 1978). What are the laws of liking music.
Music theories given are not only about music, but about how people process it (Minsky,
1982). All creativity and/or destruction of human beings is a reflection of the type or state of
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mind within. But what is this stuff called mind? Is it matter, its product or its projector?

EARLY BEGINNING : Formal ideas about mind (and based on that the behaviour)
in western culture began with the classical Greek philosophers (Schultz,1975: Havens, 1973)
and have continued to this day as part of the fabrics partly, of philosophy. psychology (Psyche
= mind and logos = discourse) as an empirical science splitted away from philosophy about
12-13 decades ago. The success of the experimental method in the physical sciences
encouraged some philos1ophers to think that mind and behaviour could be studied by
scientific methods. In 1879, the first psychological study laboratory was established at the
University of Leipzig by the German philosopher - psychologist Wilhelm Wundt (1832-
1920); in USA by his students, at John Hopkins University in 1883. Within a few years,
most of the major Universities had psychology laboratories to study the mind. These empirical
psychologists did experiments to find the laws relating events in the physical world to a
person’s ‘in-mind’ (mental) experience of those events. They studied attention (a major
factor involved in performance and enjoyment of music), or the process through which we
become aware of some external event (like music) and not others. They did many experiments
on imagery, memory, thinking and feeling - all indispensable in music.  Until recently,
cognitive science looked primarily to language as a window into human mind; it is only in
last thirty years or so, and especially in the last decade, that the comparative case of music
has received substantial attention (Margulis, 2014).

In the first decades of the twentieth century, the new empirical psychologists came
to hold different views concerning the nature of mind and the best ways to study it. About
the same time, fundamental questions were raised about what should be studied in the science
of mind or psychology. Should empirical psychologists study mind, should they study the
behaviour (a function emanating from the mind), or should they study both? Influential
psychologists of the time held different views on the nature of mind. Schools of thought
formed around these leaders as their students adopted their ideas. These schools set the
direction for much of the empirical research on mind and behaviour in the early years of this
century. One early school of psychology was called ‘structuralism’.

STRUCTURALISM: This school grew around the ideas of Wilhelm Wundt (in
Germany) whose student, Edvard B. Titchener (1867-1927) carried it to Cornell University.
Structuralists attempted to find the units, or elements, which make up mind our immediate
CONSCIOUS EXPERIENCE. They thought that just as matter is constituted by ‘particles’,
similarly, the first step in the study of mind should be a description of the basic or elementary,
units of sensation, image and feeling which comprise it (the mind). For instance, they
conducted experiments to take observations to find the elementary sensations such as fragrant,
cold, red, sweet which provide the basis of more complex experience. Although this yielded
information about the kind of sensations people have, yet, it was soon realised that the
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IMMEDIATE EXPERIENCE or mind, could be understood by finding its elements and the
rules for combining them. This encouraged some psychologists to turn away from describing
the structure of the mind to, how it functioned. One such view is the GESTALTISM.

GESTALTISM: Some psychologists like Max Wertheimer (1880-1943) and his
colleagues Kurt Koffka (1886-1941) and Wolfgang Kohler (1887-1967) opined that
structuralism had been erroneous way of thinking mind as made up of elements or units
because our immediate experience is not compounded from simple addition of elements,
but, instead, it is the total perceptual configuration and the interrelation of its parts. To give
a sample (……………., .. .. .. .. .. .. .. .., …. …. …. ….)16 dots, 8 pairs, 4 quartets are not the
same. These very 16 dots may be arranged in a way to be perceived by mind as a square, or
a rectangle or even a circle.

Similarly, in music, the ‘ragas’ Darbari and Adaana have same notes (‘Swaras’).
Both are from ‘Aasävari Thaat’, have ga, dha, ni (komal), are kinds of Kaanada, have Pa
samvadi, Ga Dha vakra, the note-assemblages Ga Ma Re Sa, Ni Pa Ma Pa and Sa dha Ni Pa.
Still the overall nature (prakriti) or ‘Gestalt’ differs to the extent/that Darbaari is Gambheer
while Adaana is Chanchalaa. Similarly, Bhoopali and Deshkaar have Sa Re Ga Pa Dha-5
notes each, are Audava-Audava type, have Sa Dha Pa, Ga Pa Dha Pa Ga Re Sa and Ga Pa
Dha Sa note assemblages and yet the overall effect of Gestalt differs to the extent of their
being different Ragas, each carrying a tinge of its ‘Thaata’- Bhoopaali of the Thaata Kalyaana
and Deshkara of Bilaawala.

Thus, according to this theory, the “whole’ is not just the total of its components
because these units or elements may combine and orientate differently to give different ‘
wholenesses’ on which the mental experience depends. Patterning and organisation as well
as the relation among elements are important and sensory experience is not just the sum of
the parts of its elements. A saptaka having seven swaras gives an array of ‘Raagas’ and
tunes because of different patterns of combinations. Even the same ‘Raaga’ sung by different
musicians differs minutely in ‘microgestalt’ and hence conditioning quality. The mind
experiences the same raga as being rendered by different ‘gharanas’.

Thus, the Gestalt psychology not only emphasized the study of mind, but it also
applied the principles of organisation and patterns that make a particular wholeness. A tune,
song or Raaga is identifiable wholeness irrespective of the saptaka (madhya, mandra or
tara) in which it is rendered in spite of the differences in swaras (keys).

FUNCTIONALISM: While structuralism dealt with the ‘units’ and gestalt with the
‘patterning’ of these units, both, more so the former emphasized the ‘what’ of the mind.
Psychologists like Dewey (1859-1952), James R. Angell (1869-1949) and their followers
however felt that how mind functions is of more value than of what it is made. Hence more
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emphasis should be laid on what mind and behaviour (the functioning of mind) DO rather
than WHAT is mind. They recognised the fact that IMMEDIATE EXPERIENCE or MIND
functions in a particular manner because of the adaptive value to the organism to more and
more complex situations. Instead of limiting themselves to the description and analysis of
sensory experience and mental context, the functionalists made empirical observations on
how learning, motivation and problem-solving help people and animals adapt to their
environments. In brief, as the name of the school implies, they studied the functions (or
behaviour) of the mind. A musician according to this theory, takes to music because of the
adaptive value of music - in making him fit for existence (survival and reproduction) in the
situations he is.

Apparently, the musician has to learn how to perform with the maximal effectiveness
to satisfy his motivational urge. He has to start with Sa, the fundamental swara; learning the
art of the simplest swara, then gradually moving to more complex Swaras by way of
associational relation to ‘Sa’; thence to each other; next, their diverse combinations and
finally other intricacies to take his music to the pinnacles of refinements. This takes us to
what psychologists call ‘associationism’.

ASSOCIATIONISM: Association means ‘relation between ideas, events and
feelings’. This is the main inner content of ‘mind’ which is studied in terms of learning,
memory and behaviour, particularly the former two as exemplified by Thorndike’s law of
effect, Pavlov’s law of reinforcement and Skinner’ s studies through specifically designed
box. The definition of learning always assumes a permanent change of behaviour, excluding
changes resulting from such factors as maturation, sensory adaptation and fatigue.

The central question has always been that of differentiating learning from
performance. The organism may acquire capabilities to perform some act through learning,
but the act itself may not occur. The learning refers to long term changes of the organism
produced by practice (in music, learning to some extent is proportional to practice) whereas
PERFORMANCE refers to translation of learning into behaviour (in music, the act of singing
before a gathering). Practice alone does not produce learning; it is necessary for some
maintaining event to occur. It is necessary to add REINFORCEMENT, which is any event
contingent upon the response of the organism, that alters the future likelihood of this response.
Waah. Waah. by audience over a piece of performed music

Learning then, may be defined as a change in behaviour potential, resulting from
reinforced practice. Reinforcement as so considered becomes an example of empirical law
of effect (in psychology) that is basic to much of contemporary learning theory. The law of
effect as stated by Thorndike, says that acts followed by a situation which the individual
does not avoid, and which he often tries to preserve or attain, are selected and fixated, while
acts followed by situations which the individual avoids or attempts to change are eliminated.
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Rewarded responses are always strengthened, but punished responses do not always diminish
in strength. There is thus, an emphasis on reward as a primary determinant of behaviour.
The reward may be associated with the immediate response indirectly (via associating it
with unreal stimulus) when the result is Pavlovian-, or directly (without tagging it with
unreal stimulus) when it is instrumental or operant CONDITIONING. In the former case the
bell becomes CONDITIONED stimulus because of its pairing with the unconditioned one
(food) and results in response (salivation) in POSTCONDITIONED situation. However,
when a freely moving organism emits behaviour that is instrumental in producing a reward,
it is operant conditioning. For instance, a cat in a Thorndike puzzle box must LEARN to lift
a latch in order to escape from the box; a monkey in an experimental chair must LEARN to
press a lever to affect the presentation of food.

Pavlov (1927) noted that animals would respond to stimuli similar to the stimulus to
which they were conditioned. This event, noted by other experimenters, was called by
Thorndike “response by analogy” and by Pavlov, generalization. Through stimulus
generalisation, it is possible to learn similarities. A child calls every quadruped as “doggie”
but soon learns to DISCRIMINATE the quadrupeds to differentiate a dog, cow, or cat - all
having 4 legs. Thus, stimulus generalisation and discrimination are the bases of ‘higher
learning’ - an indispensability in music.

Initially ‘raagas’ in a ‘Thaat’ are all ‘doggies’ for the beginner. But soon he may
learn to differentiate these ‘raagas’ analogous to differentiate the quadruped dogies into
dog, cow, cat etc. With more understanding, minute variations of the same raaga, become
discernible just as different breeds of cows become distinctly recognisable. Thus, earning
becomes a balance of generalization and discrimination, with conditioning leading to
generalization of similar stimuli to the one conditioned and with discrimination leading to
an extinction of responses to those stimuli, similar to the original, but not the actual
conditioned stimulus.

While the functionalists emphasized the ‘function’ instead of the ‘structure’ of mind;
behaviourism emphasizes behaviour.

BEHAVIOURISM: Tracing its origin to John B Watson (1879-1958), emphasized
the study of ‘mind’ in terms of behaviour - the act of activities of people and animals. Other
important characteristics of this school included emphasis on conditioned responses as the
elements or building blocks of behaviour. Behaviourism in fact, was like structuralism in
the sense that it holds that the complex processes are compounds of more elementary ones.
Its element however, was the conditioned response, rather than a sensation, image or feeling.
Watson maintained that the complex human and animal behaviour is made up almost entirely
of CONDITIONED RESPONSES, unrewarded music will undergo senility and decay. The
second closely related characteristic was its emphasis on learned rather than unlearned
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behaviour. It denied the existence of inborn behaviour tendencies. According to this, learning
can make a musician irrespective of heredity. Thirdly, it emphasized on animal behaviour
suggesting that there are no differences between human and animal behaviour and that we
can learn much about our own behaviour from a study of animal behaviour. Behaviourism
unlike structuralism and functionalism, though modified from Watson’s original formulation,
continues to be a modern-day school of psychological thought, though musical evidence is
not in absolute conformity with this. Raaga a musical piece or alaap or taan that is applauded
by audience is likely to make the musician, repeat that particular piece and ‘record’ it in his
memory for retrieval in a suitable future concert. Similarly, an appropriate and suitably
timed encouraging words from a teacher may help a student learn intricacies of the music.
Weiss (1972) stressed the person or animal as a ‘psychosomatic’ unit in which uncontrollable
condition leading to stress may lead to unusually ‘high’ internal body secretions. In his
experiment, rats ‘yoked’ to another set of rats that could avoid an electric shock by turning
the wheel, showed higher hydrochloric acid secretion and stomach ulceration than the latter,
though both received the same number of shocks and were matched for age and weight.
Perhaps, the avoidance of such restrictive ‘stress’ from familial conditions tends to evoke
‘run-away’ response in the music loving children so that they can freely satisfy themselves
by acting in accordance to their innate (inherited) likings or propensities.  Emotional effect
of music has been utilized to reduce loss of interest and a lack of or blunted emotional
responses in people suffering from dementia (Massaia et al., 2018)

PURPOSIVISM OR HORMICISM : Purposive or Hormic view of mind is
apparent from McDougall’s (1950) view. This suggests that instinct is the driving force and
behaviour results from genetic factors alone: because of the role of environmental factors in
the development and modification of these behaviours. The term ‘instinct’ is often used to
refer to behaviours which are the result of genetic heritage. This serves as the primary drive
for the goal seeking behaviour.

Although triggering effect of some environmental factors (releasers) is also not denied,
but the motivational role is attributed to the instinct that determines the activity of striving
to fulfil the innate urge for goal seeking, the success or failure being influenced by the
foresight which is al so the manifestation of hereditary endowment. According to this view,
musicality is mainly the external expression of the innate musical propensities that come as
heritage. But many couples having musical aptitude in one or both the partners are observed
having non-musical children, and vice versa. The role played by social facilitation cannot
be denied. The same child winds the fishing (or kite flying) reel faster in presence of other
children than when alone as is true when the activity under consideration is cycling. However,
in 1930s, Dasniell found that while subjects would respond at a higher rate when others
were present, their errors also increased. The different results of social facilitation experiments
were finally reconciled by Zajonc (1965). He proposed that the presence of Others increases
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an individual’ s general arousal level which in turn enhances performance of dominant-
meaning strong and well learned-responses. If dominant responses are required, performance
will improve in presence of others. But if weak, poorly learned responses are required,
performance will suffer. For example, a well-trained musician will, in accordance to this
idea, be expected to perform better when others are present, but a beginner student would be
expected to make more mistakes while performing before audience than when practicing at
home. Further analysis of the social facilitation effect indicates, however, that it is not the
mere presence of other people that improved performance of a dominant response. Social
facilitation is most likely when the people in the group are involved in the same task. The
performance of the trained musician would probably not be enhanced if the people in the
audience were not listening to the performance and evaluating it. In these examples, ‘purpose’
serves as the ‘drive’ for improving performance by developing the mind in desired direction.

It is evident from the foregoing discussion, that the specialists in the field of
psychology (the study of mind) have used the expressions like psyche, attention, awareness,
feeling, memory, consciousness, experience, learning, problem-solving, imagery, behaviour,
conditioning, physical-neurological-genetical social, psychobiological and psychosomatic
in one context or the other to point out the nature of mind and/or its function. Although the
task to define ‘mind’ is stupendous, the job becomes the easiest since everyone has a mind
which he/she knows well. The terms money-minded, business-minded and music-minded
persons the used in day to day language suggest that ‘as the mind, so the man’. A music
minded person will value music above everything else.
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Hkkjrh; laxhr esa fujFkZd 'kCn&,d vFkZiw.kZ fl)karHkkjrh; laxhr esa fujFkZd 'kCn&,d vFkZiw.kZ fl)karHkkjrh; laxhr esa fujFkZd 'kCn&,d vFkZiw.kZ fl)karHkkjrh; laxhr esa fujFkZd 'kCn&,d vFkZiw.kZ fl)karHkkjrh; laxhr esa fujFkZd 'kCn&,d vFkZiw.kZ fl)kar

jsuq xqIrkjsuq xqIrkjsuq xqIrkjsuq xqIrkjsuq xqIrk
lgk;d izksQslj] dkfyanh dkWyst

fnYyh fo'ofo|ky;] fnYyh

lkjlkjlkjlkjlkj

izLrqr “kks/ki= esa] “kq’dk{kjksa dk lkSUn;Z ,oa vFkZ dk ,d laf{kIr vk/kkj geus le>us dk
iz;Ru fd;k gSA bl LFky ij ge ;g eku dj pys gSa fd fujFkZd vFkok lkFkZd] bu “kCnka”kksa dk
mn~xe Hkk’kk ds mn~xe ds lkFk gh vkfn dky ls gqvk gSA fo”oHkj esa] laxhr ;k dkO;] fdlh Hkh foèkk
eas fdlh u fdlh :Ik ls ;s fo|eku gSaA oSfnd laxhr esa LrksHkk{kj uke ls lacksf/kr] ukV~; “kkL= esa
fuxhZr ,oa cfgxhZr ds vFkZ esa of.kZr] laxhr jRukdj esa rsud ,oa ikVk{kjksa ds varxZr vkus okys bu
“kCnka”kksa dk bfrgkl vR;Ur egRoiw.kZ gSA vehj [kqljks dk lanHkZ ,oa izkphu le; ls orZeku rd dk
cnyrk Lo:Ik vkSj Qyr% ,d lewph xk;dh ds :Ik esa “kq’dk{kjksa dk :Ik bl “kks/k i= esa of.kZr
fd;k x;k gSA vejhdk] phu] xzhl bR;kfn ns”kksa esa fujFkZd “kCnka”kksa vFkok “kCnksa dks fdl :Ik esa xzká
fd;k x;k gS] ;g Hkh tkuus dh ps’Vk bl “kks/k esa dh xbZ gSA mÙkj Hkkjrh; ,oa nf{k.k Hkkjrh;
“kkL=h; laxhr esa izpfyr rjkuk rFkk frYykuk xk;u fo/kkvksa rFkk u`R; ds lkFk budh ijLijrk ij
Hkh fopkj fd;k x;k gSA

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn

“kq’dk{kj] LrksHkk{kj] fujFkZd] vFkZiw.kZ] “kCnka”k

laxhr “kkL=] laxhr o lkfgR; dk n”kZu rFkk foKku gSA ;g laxhr d`fr;ksa ds fparu] euu
o fo”ys’k.k ds vk/kkj ij le;kuqlkj mn~Hkkfor fl)karksa dh Kku&jkf”k gSA ;qxkuq:Ik ifjfLFkfr;ksa ds
vuqlkj fofHkUu izdkj ls laxhr o lkfgR; ds dF; vkSj f”kYi esa cnyko vkrk jgk gSA Hkkjr esa oSfnd
dky] Hkjr rFkk “kkjaxnso ds fl)karksa ls ysdj vkt rd ds fl)karksa ds ,sfrgkfld vuq”khyu ls ;g
ckr Li’V gks tkrh gSA

“kCn ,oa “kkL= dh ijLijrk ikjaifjd gSA “kCn dk lkxj vFkkg gS vkSj ;fn vFkZ dh ppkZ
djsa rks mlls Hkh vlheA “kCn ds fuekZ.k vkSj mlls fudyus okyh /ofu esa vFkZ dh D;k Hkwfedk gS]
;g fopkj.kh; gSA “kCn vkSj vFkZ dk LokHkkfod ,oa lgt laca/k izR;{k ut+j ugha vkrkA Hkk’kk] /ofu
izrhdksa dh og O;oLFkk gS ftls vyx&vyx lekt us vius&vius <ax ls fodflr fd;k gSA ikuh
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dgrs gh fdlh rjy inkFkZ dk cks/k gksrk gS vkSj “ksj dgus ij fdlh fo”ks’k Ik”kq dk cks/k D;ksafd ,d
fo”ks’k lekt bu “kCnksa dks ,d fo”ks’k vFkZ esa ysrk gSA ogha fdlh nwljs lekt ds fy, rjy inkFkZ
dk |ksrd dksbZ nwljk “kCn gS] rFkk ^”ksj* “kCn Ik”kq dk cks/k u djkdj] dfork dh vksj bafxr djrk
gSA Hkkjrh; ok³~e; esa “kCn vkSj vFkZ ds laca/k dks fo”ks’k egRo fn;k x;k gSA

jkepfjrekul esa xksLokeh rqylhnkl us “kCn vkSj vFkZ ds laca/k esa dgk gS&

Þfxjk vjFk ty chfp le dfg;r fHkUu u fHkUuAÞ rqylh dgrs gSa fd “kCn vkSj vFkZ dk
lacaèk mlh izdkj gS tSls ty vkSj ygjksa dk ftUgsa ,d nwljs ls fHkUu ugha dgk tk ldrkA ygjksa
ls gh izrhr gksrk gS fd ty esa fdruk izokg ;k gypy gSA vFkZ Hkh lhekvksa dh ifjf/k ls ijs gSaA
vFkZ dh vfHkO;fDr gj ckj ubZ gksrh gSA ,d u;k :Ik /kkj.k djrh gSA

vkpk;Z Bkdqj t;nso flag viuh iqLrd Hkkjrh; laxhr dk bfrgkl esa laxhr ,oa Hkk’kk ds
mn~Hko esa Hkko&O;atd /ofu (Interjectional Cry) dks ekU;rk nsrs gq, dgrs gSa fd Hkko O;atd /ofu
gh Hkk’kk vkSj laxhr nksuksa dk ewy gSA1 HkkokfHkO;fDr dh vfHkyk’kk nksuksa ds mn~xe ,oa fodkl dk
dkj.k jgh gSA Ik”kq&i{kh Hkh vius Hkko dks O;Dr djus ds fy, fo”ks’k dkdq ¼HkkoO;atd /ofufodkj½
dk mi;ksx djrs gSaA fcYyh tc Hkw[kh gksrh gS rc ,d fo”ks’k ̂ dkdq* ls /ofu djrh gS% tc og vius
cPps dh e‘R;q ds le; ^E;kÅ¡* djrh gS rc mldk :nu gesa lqukbZ nsrk gSA blh izdkj lHkh
Ik”kq&i{kh fHkUu ifjfLFkfr;ksa esa vyx&vyx /ofu;ksa ds }kjk vius Hkkoksa dks iznf”kZr djrs gSaA tc
izd‘fr ds ;s tho /ofu fofo/krkvksa ls fHkUu&fHkUu Hkkoksa dks O;Dr djus dk lkeF;Z j[k ldrs gSa rks
euq’; ds lkeF;Z dk rks dguk gh D;k! vr% ;g dgk tk ldrk gS fd Hkk’kk vkSj laxhr] nksuksa dk
mn~Hko HkkoO;atd /ofu ls gh gqvk gSA

Hkko ds ?kuhHkwr gksus dh voLFkk esa rFkk mi;qDr d.B feyus ij] HkkokfHkO;fDr ds fy, tks
/ofu fudyrh gS og fLFkjrk vkSj fu;ferrk dks /kkj.k dj ysrh gS vFkkZr~ Loj dk izLQqVu gksrk gSA
vkfndky eas euq’; tc “kCn ;k Hkk’kk dk fuekZ.k ugha dj ik;k Fkk rc Hkh og /ofu ;k /ofu&fodkj
ls vius Hkkoksa dks O;Dr djrk jgkA bl /ofu&Hkaxh dks vfr izkphu dky esa ^LrksHk* (Interjectional
Cry) ds uke ls tkuk tkrk FkkA ^LrksHk* dh /ofu leku :Ik ls vgk] gks] gkm] vksgk] gs] y] y] ;]
y] gqe~] gk¡] gk¡ bR;kfn gSA vFkkZr~ ;g dgk tk ldrk gS fd “kCnksa ds vHkko esa igys] bUgh LrksHkksa ds
ek/;e ls euq’; xku txr~ esa izfr/ofur gqvkA

oSfnd laxhr esa lkexku ds fy, _Xosn ds ea=ksa dk iz;ksx fd;k x;k] ;g loZfofnr gSA ijarq
_Xosn ds ea=ksa dks ;Fkkor~ mi;ksx u djds] muesa leqfpr fodkj vFkkZr~ ifjorZu dj mudk xku
fd;k tkrk FkkA N% izdkj ds ;s fodkj gSa&fodkj] fo”ys’k.k] fod’kZ.k] vH;kl] fojke ,oa LrksHkA
^LrksHk* ds fo’k; esa dgk x;k gS fd Þvf/kdRos lfr _fXoy{k.ko.kZ%Þ vFkkZr~ _pk ds tks v{kj gSa muls
fHkUu foy{k.k v{kjksa dk iz;ksx LrksHk dgykrk gSA ;s v{kj mn~xkjokpd gksrs gSa vFkkZr~ fdlh

Hkkjrh; laxhr esa ---@jsuq xqIrk
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vfHkO;fDr ;k euksHkko dks bafxr djrs gSaA ;Fkk _pk xkrs le; viuh vksj ls ^vkSgksok] gkm gkm*
bR;kfn v{kjksa dks feyk nsuk ^LrksHk* fodkj ds varxZr vkrk gSA ,slk ekuk tkrk gS fd lkeosn ds ;s
gh mn~xkj okpd “kCn yksd laxhr esa vk x, gSaA yksd laxhr esa ik, tkus okys “kCn gk¡ gk¡] vjs gk¡]
Hkyk] gs] vksgks] vjjj] yyyy] gs uksfu bR;kfn HkkoO;atd “kCn] oSfnd LrksHkk{kjksa ds gh :ikarj.k ek=
gSaA dqN Hkk’kkdkjksa us bUgsa fujFkZd dgk gS] D;ksafd ;s dksbZ tkfr&okpd laKk ;k “kCn dk cks/k ugha
djkrs vfirq Hkkoksn~xkj ,oa mn~cks/ku izrhr gksrs gSaA Bkdqj t;nso flag ds vuqlkj ;fn Hkk’kk ds gh
vkfn dk Kku gks tk, rks dnkfi ;g ugha dgk tk ldrk fd LrksHkk{kj fujFkZd gSaA2

vkpk;Z Hkjr us vius xzaFk ukV~;”kkL= ¼ik¡poh “krkCnh½ esa fujFkZd o.kksZa dh ;kstuk ls xk,
tkus okys bu xhr izdkjksa dks fuxhZr dh laKk iznku dh gSA muds vuqlkj ftuesa lkFkZd “kCnksa ds
LFkku ij fujFkZd “kq’dk{kjksa ;k LrksHkk{kjksa dk iz;ksx gks] os fuxhZr ;k cfgxhZr dgykrs gSaA fuxhZr dk
vFkZ fujFkZd xhr gSA ftlds vkfo’dkjd ukjn gSaA tc ;g vlqjksa }kjk viuk;k x;k rc nsorkvksa
us bls cfgxhZr dguk vkjEHk dj fn;kA Hkjr er ds vuqlkj LrksHkk{kjksa ;k “kq’dk{kjksa dk mins”k czãk
us fd;k gSA ;s nl LrksHkk{kj dqN bl izdkj gSa&

>.Vqa] txfri] ofyrd] dqp>y] fxfrdy]  Ik'kqifr] fnfxufx] fnxzs] x.kifr] frpkA>.Vqa] txfri] ofyrd] dqp>y] fxfrdy]  Ik'kqifr] fnfxufx] fnxzs] x.kifr] frpkA>.Vqa] txfri] ofyrd] dqp>y] fxfrdy]  Ik'kqifr] fnfxufx] fnxzs] x.kifr] frpkA>.Vqa] txfri] ofyrd] dqp>y] fxfrdy]  Ik'kqifr] fnfxufx] fnxzs] x.kifr] frpkA>.Vqa] txfri] ofyrd] dqp>y] fxfrdy]  Ik'kqifr] fnfxufx] fnxzs] x.kifr] frpkA33333

/kkrqfHkf'p=oh.kk;ka xq:y?c{kjkfUore~A o.kkZyadkjla;qDra iz;ksDrO;a cq/kSjFkAA/kkrqfHkf'p=oh.kk;ka xq:y?c{kjkfUore~A o.kkZyadkjla;qDra iz;ksDrO;a cq/kSjFkAA/kkrqfHkf'p=oh.kk;ka xq:y?c{kjkfUore~A o.kkZyadkjla;qDra iz;ksDrO;a cq/kSjFkAA/kkrqfHkf'p=oh.kk;ka xq:y?c{kjkfUore~A o.kkZyadkjla;qDra iz;ksDrO;a cq/kSjFkAA/kkrqfHkf'p=oh.kk;ka xq:y?c{kjkfUore~A o.kkZyadkjla;qDra iz;ksDrO;a cq/kSjFkAA

vFkkZr~ bl fuxhZr dk /kkrq rUrqvksa ls ;qDr ^fp=oh.kk ij fuiq.k okndksa }kjk o.kZ&vyadkjksa rFkk
xq: ,oa y?kq o.kksZa ls ;qDr iz;ksx fd;k tkrk gSA

fuxhZra xh;rs ;Leknina o.kZ;kstukr~A vlw;;k p nsokuka cfgxhZrfena Le`re~AAfuxhZra xh;rs ;Leknina o.kZ;kstukr~A vlw;;k p nsokuka cfgxhZrfena Le`re~AAfuxhZra xh;rs ;Leknina o.kZ;kstukr~A vlw;;k p nsokuka cfgxhZrfena Le`re~AAfuxhZra xh;rs ;Leknina o.kZ;kstukr~A vlw;;k p nsokuka cfgxhZrfena Le`re~AAfuxhZra xh;rs ;Leknina o.kZ;kstukr~A vlw;;k p nsokuka cfgxhZrfena Le`re~AA44444

vFkkZr~ ;g “kCn ;k in jfgr dsoy fujFkZd o.kksZa dh ;kstuk ls xk, tkus ds dkj.k fuxhZr
dgykrk gS vkSj ;gh nsox.kksa dh vlUrqf’V ds dkj.k cfgxhZr Hkh dgykrk gSaA

nfÙky eqfu }kjk jfpr xzaFk ^nfÙkye* ds vuqlkj&

ok|a ;n~xhr o`fÙkLFkexhra lEiz;qT;rsA oSfp«;kFkZ iz;ksxKS% “kq’da rnfHk/kh;rsAAok|a ;n~xhr o`fÙkLFkexhra lEiz;qT;rsA oSfp«;kFkZ iz;ksxKS% “kq’da rnfHk/kh;rsAAok|a ;n~xhr o`fÙkLFkexhra lEiz;qT;rsA oSfp«;kFkZ iz;ksxKS% “kq’da rnfHk/kh;rsAAok|a ;n~xhr o`fÙkLFkexhra lEiz;qT;rsA oSfp«;kFkZ iz;ksxKS% “kq’da rnfHk/kh;rsAAok|a ;n~xhr o`fÙkLFkexhra lEiz;qT;rsA oSfp«;kFkZ iz;ksxKS% “kq’da rnfHk/kh;rsAA55555¼n-48½¼n-48½¼n-48½¼n-48½¼n-48½

vFkkZr~ ok| dk xhr esa fLFkr vxhr ¼Loj jfgr½ esa fey tkrk gS vkSj i‘Fkd vFkZ dks n”kkZrk
gSA bls “kq’d dgrs gSaA

vkpk;Z “kkjaxnso ds vuqlkj izkphu “kq’dk{kj dqN bl izdkj gSa&

>.Vqa txfri] cfyfdr dqp>y frfr>y] i'kqifr fnfxfnfx okfnxkasx x.kifr frfr/kkA>.Vqa txfri] cfyfdr dqp>y frfr>y] i'kqifr fnfxfnfx okfnxkasx x.kifr frfr/kkA>.Vqa txfri] cfyfdr dqp>y frfr>y] i'kqifr fnfxfnfx okfnxkasx x.kifr frfr/kkA>.Vqa txfri] cfyfdr dqp>y frfr>y] i'kqifr fnfxfnfx okfnxkasx x.kifr frfr/kkA>.Vqa txfri] cfyfdr dqp>y frfr>y] i'kqifr fnfxfnfx okfnxkasx x.kifr frfr/kkA

>.Vqa ds LFkku ij _Vqa] fnfxfnfx ds LFkku ij ^fnXys*] ^frfr/kk* ds LFkku ij ^rspke~* ;k
^rsUuke~* ikB Hkh feyrs gSaA vkasdkj vkSj Loj&O;atu;qDr ^gdkj* dh x.kuk Hkh LrksHkk{kjksa esa gSA
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;s LrksHkk{kj ikniwfrZ ds fy, Hkh mi;ksxh gSa vkSj ;s lkFkZd “kCnksa dh Hkkafr NUnksc) Hkh gks
ldrs gSaA

“kq’dk{kj;qDr ,d fof”k’V Nan dk :Ik ukS xq:] N% y?kq vkSj rhu xq: gSA mnkgj.k bl izdkj
gS&

· · · · · · · · ·

1 2 3 4 5 6 7 8 9]

fn Xys fn Xys >a Vqa >a Vqa Ta

1 1 1 1 1 1 · · ·

1 2 3 4 5 6] 1 2 3

cq d o fy r d] Rks Ùks Uuke~

bl Nan esa lkFkZd inksa dh ;kstuk Hkh lEHko gS vkSj izR;sd Nan esa “kq’dk{kjksa dh Hkh ;kstuk
lEHko gSA blh izdkj vou) ok|ksa ds ikVk{kjksa ¼cksyksa½ ls Hkh Nan dk fuekZ.k lEHko gSA

e/;;qx ds “kkL=h; laxhr esa bu “kq’dk{kjksa dks izca/k ds N% vaxksa esa ls] rsud ,oa ikV ds
leku :Ik esa Hkh ns[kk x;kA

rsu &rsu &rsu &rsu &rsu & ̂ rr~* “kCn czã dk okpd ekuk x;k gSA rr~ dk r`rh;k foHkfDr esa ,dopu :Ik ̂ rsu*
gS ftldk vFkZ gS ^ml dkj.k ls*A blh rsu ls izca/k esa rsu ;k rsud dk xzg.k gqvk gS ftldk vFkZ
gS Þeaxy vFkZ dk izdk”kdÞA tSls] ̂vksa rr~ lr~* ;k ̂rÙoefl* esa rr~ czã dk okpd gSA rr~ ds r`rh;k
:Ik rsu esa izca/k ds mu lHkh “kCnksa dk xzg.k gks tkrk gS tks eaxy vFkZ ds okpd gSaA laxhr jRukdj
ds vuqlkj&

rsusfr'kCnLrsu% L;kUeaxykFkZizdk'kd%Arsusfr'kCnLrsu% L;kUeaxykFkZizdk'kd%Arsusfr'kCnLrsu% L;kUeaxykFkZizdk'kd%Arsusfr'kCnLrsu% L;kUeaxykFkZizdk'kd%Arsusfr'kCnLrsu% L;kUeaxykFkZizdk'kd%A
vks a rRlfnfr funsZ'kkÙkÙoeL;kfnokD;r%AAvks a rRlfnfr funsZ'kkÙkÙoeL;kfnokD;r%AAvks a rRlfnfr funsZ'kkÙkÙoeL;kfnokD;r%AAvks a rRlfnfr funsZ'kkÙkÙoeL;kfnokD;r%AAvks a rRlfnfr funsZ'kkÙkÙoeL;kfnokD;r%AA
rfnfr czã rsuk;a czã.kk eaxykReukArfnfr czã rsuk;a czã.kk eaxykReukArfnfr czã rsuk;a czã.kk eaxykReukArfnfr czã rsuk;a czã.kk eaxykReukArfnfr czã rsuk;a czã.kk eaxykReukA66666

ikV & ikV & ikV & ikV & ikV & ok|ksa ds v{kjksa ds lewg dks ikV dgk x;k gS&^ikVks ok|k{kjksRdj%A* ikVk{kj
lkekU;r%] gkFk ls ctk, tkus okys vou) ok|ksa }kjk mRiUu 0 ekus x, gSaA

rsjgoha lnh ds gt+jr vehj [kqljks] tks fd ,d “kk;j] xk;d o laxhrdkj ekus tkrs Fks] mUgsa
izpfyr rjkuk xk;dh ds vkfo’dkj dk Js; fn;k tkrk gSA bl laca/k esa dqN fdaonafr;k¡ Hkh izpfyr
gSaA bUgksaus viuh dYiuk “kfDr ls Q+kjlh ds “kCnksa ls rjkuk dh jpuk dhA rjkuk esa iz;qDr gksus okys
cksy ;k “kCn Qkjlh ds gSa ;k vkfn dky ls pys vk jgs LrksHkk{kjksa] rsud vFkok ikVk{kjksa dk viHkza”k
gS ;g lnk ls ppkZ dk fo’k; jgk gSA
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dgk tkrk gS fd lcls igys mUgksaus Qkjlh Hkk’kk ds uje O;atuksa (soft consonants) dks
fy;k vkSj nwljk mudks bl rjg ltk;k fd mudk lqUnj vFkZ fudy ldsA blesa t+:jr ds vuqlkj
FkksMs+ fgUnh ds “kCn Hkh MkysA vk/kqfud rjkuk ds dqN “kCnksa ds vFkZ bl izdkj gS&

1½ nkuh & Thou Knowest@rqe tkurs gks

2½ ;kykyk & Ya Allah/ ;k vYykg

3½ tkurue~ & Indicative of anger

4½ nsjsuk & Qkjlh “kCn ns”khukg ls fy;k ftldk vFkZ gS iqjkuk ;k vuqHkoh

5½ fn;k & vFkkZr~ fgUnh esa nsuk

6½ ukfnj & Qkjlh “kCn ftldk vFkZ gS vuqie

7½ ;kykyh & ;k vyh

IkafMr d`‘.k ukjk;.k rSyax ds vuqlkj rjkuk] ftldk izkphu uke fuxhZr ;k cfgxhZr Fkk]
vehj [kqljks dh jpuk ugha gSaA mlds dÙkkZ ukjn gSaA le;kuqlkj mlds :Ik esa ifjorZu gksrk jgkA
izca/k dky esa izca/k ds leku] /kzqin dky esa /kzqin ds lkFk vkSj [;ky dky esa [;ky ds leku rjkuksa
vkSj f=oV dks xkus dh ifjikVh pyhA vehj [kqljks Qkjlh] vjch vkSj rqdhZ ds fo)ku Fks o bZjkuh
laxhr ds lS)kafrd o O;ogkfjd :Ik ls ifjfpr FksA laHko gS] fuxhZr ls feyrs&tqyrs fdlh xhr dk
xku bZjkuh ;k Qkjlh laxhr esa gksrk jgk gks] blfy, [kqljks ds lkFk Hkkjrh; fuxhZrksa dks Hkh Qkjlh
Hkk’kk ds rjkuk “kCn ls lEcksf/kr fd;k tkus yxkA laLd‘r Hkk’kk ds vizpkj ds lkFk laLd‘r uke Hkh
vizpfyr gks x;k vkSj rjkuk vf/kd izpkj esa vk x;kA okLro esa rjkuk dk fuekZ.k yksdxhrksa] izcaèk
ds ikV] rsud vo;o vkSj oSfnd LrksHkk{kjksa ds iz;ksx ds vk/kkj ij fd;k x;k gSA7

Lkaxhr dh lHkh fo/kkvksa esa] fo”ks’kdj izkphu le; ls pyrh vk jgh fo/kkvksa esa] xhr ds “kCn
vFkok “kCnk”kksa dk egRoiw.kZ LFkku jgk gSA dbZ ckj viuh&viuh Hkk’kkvksa esa bu “kCnksa dk vuqokn Hkh
fd;k x;k gSaA ijarq tc Hkh ,sls “kCnksa dk :ikarj.k laHko u gks ldk rc&rc mUgsa iqjkru dh Js.kh
esa j[kdj NksM+k x;k gSA ,slk eq[;r% mu xku fo/kkvksa ;k xhrksa esa ik;k x;k gS tgk¡ ;s xhr ;k “kSyh
ekSf[kd :Ik ls ih<+h nj ih<+h igq¡pkbZ xbZA vkSj tgk¡ le; ds lkFk] Hkk’kk Kku esa cnyko vk;k ;k
oks yqIr gks xbZA

fujFkZd “kCnksa dh bl vFkZiw.kZ ;k=k esa ;fn lqnwj iz”kkar if”peh rV dh vksj ns[ksa rks ogk¡ jgus
okys yksx] tks ^bafM;u* (Pacific North-West Indians) dgykrs gSa] ,d xhr xkrs gSa ftldk uke
^geRlk* (Hamatsa) gS] ftlds vk/kkj “kCnka”k dgykrs gSa ^gek gSe* (Hama Hem) A geRlk ,d
iq:’k iz/kku lekt gS ftldh j{kk ujHk{kh vkRek,¡ (Cannibal Spirits) djrh gSaA bu iq:’kksa dks
^taxy ds taxyh iq:’k* ;g laKk Hkh nh tkrh gSA
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ns”kh; laxhr esa dqN “kCnka”k ,sls gksrs gSa tks ckj&ckj nksgjk, tkrs gSa vkSj ftuds fo’k; esa
,slh /kkj.kk cu tkrh gS fd mudk dksbZ vFkZ ugha gSA Ida Halpern vius ys[k esa fy[krh gSa fd
fujFkZd “kCnksa ds fo’k; esa esjh Hkh ;gh /kkj.kk Fkh ijarq yxrk Fkk fd buds Hkhrj dqN egRoiw.kZ gS tks
vuns[kk gks jgk gSA mudh ckr dks iqf’V feyh 1947 esa tc mUgksaus Dokd~;wVy (Kwakuitl) ds eqf[k;k
fcyh vklw (Billy Assu) ls ,d geRlk xhr lqukA

fdlh dh e‘R;q ds volj ij xk, tkus okys xhr ds “kCnka”k gSa&A na nai (I am hurt)

izfrPNk;k xhr (Ghost songs) ds cksy gSa&

Ja ha mai
Ja ha ha ma
Ja ha ha
Hai tsonoqa
Ja ha mai.8

,d uotkr f”k”kq ds eq[k ls fudyus okys igys “kCn ;k fuf”pr :Ik ls dgsa rks /ofu dqN
blh izdkj ds yk] uk rk tSlh gksrh gSA ;g /ofu bruh lgt vkSj izkFkfed gksrh gS fd cM+h ljyrk
ls bls fujFkZd o vlaxr le> dj NksM+ fn;k tkrk gSA gkykafd ;g xSj “kkfCnd /ofu vÝhdh] ns”kh
vejhdh (Native American) vkSj ;gk¡ rd fd vk/kqfud vejhdh (Modern American) laxhr esa
ik, tkrs gSa ftUgsa os ̂ oksdscYl* (vocables) dgrs gSaA ;s fdlh vufHkK lquus okys dks vFkZghu yxasxs
ijarq xhr ds y; o rky dks mHkkjus o le&Lojh; (Homophonic sound) vkHkkl nsus esa l{ke gksrs
gSaA

ns”kh vejhdh (Native American) tu&tkfr;ksa esa ^,sjkigks* uked tkfr ds ikjaifjd xhrksa
esa /kkfeZd ,oa ykSfdd xhr ik, tkrs gSaA cwzuks uSVy (Bruno Nettl) vius ys[k esa buds fo’k; esa crkrs
gSa fd bu xhrksa ds nks izdkj fn[kkbZ nsrs gSa&

1½ fujFkZd “kCnksa okys xhr

2½ vFkZiw.kZ “kCnksa okys xhr

bu xhrksa esa vFkZiw.kZ “kCnksa dh vis{kk fujFkZd “kCnksa okys xhrksa dk ckgqY; gSAA bu xhrksa dh
foLr`r tkudkjh bl “kks/k esa nh xbZ gSA9

dqN blh izdkj phuh lH;rk ds ikjaifjd xku ÞdSUVksuhl vksisjk (Contonese Opera) esa
xk;d dqN vfrfjDr “kCnka”kksa dk iz;ksx djrs gSaA bu “kCnka”kksa (extra syllables) dks os “Ch’entzu”
;k ÞiSfMM flyscyÞ (padded syllables) dk uke nsrs gSaA mudk ekuuk gS fd csl flyscy (Base
syllables) (Cheng tzu) tgk¡ xhr esa lkj crkrs gSa ogha] iSfMM flyscy] mls Li’V vkSj foLr`r djus
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dk dk;Z djrs gSaA ;s ;k rks dfo }kjk fy[ks tkrs gSa ;k xk;d }kjk le;LQwrZ (extempore) Hkh fy,
tkrs gSaA10

;wukuh lH;rk Hkh fujFkZd “kCnksa ds mn~xe ds fo’k; esa vLi’V gSA ;wukuh nk”kZfudksa ,oa
KkukRed fpfdRldksa (Gnostic Papyri) ds ys[kkas ls irk pyrk gS fd ;wukuh o.kkZ{kjksa ls cus ;s
fujFkZd “kCn iqjkru le; ls pys vk jgs ljxe ds ,d fo”ks’k fl)kar (solmization) dks bafxr djrs
gSaA

dbZ fo}kuksa us bl fo’k; esa vfu.kkZ;d rF; izLrqr fd, gSa fd bu fujFkZd “kCnksa dh mRifÙk
;wukuh o.kZekyk ls igys gqbZ ;k ;s lhfj;k vFkok psfYM;k ¼10oha “krkCnh ds var ;k 6oha “krkCnh ds
iwoZ bZlk iwoZ ds chp vfLrRo esa Fkk½ ls fy, x,A fujFkZd “kCnksa dh mifLFkfr izkphu xzhl vkSj
ckbtS+fUV;e~ (Byzantium) ds laxhr esa ns[kh tkrh gS tgk¡ lkr xzhd Loj o.kksZa dks KkukRed laxhr
ds fy, iz;ksx fd;k tkrk gSA bl laca/k esa tks igyk vkys[k feyrk gS og gS&Handbook of
Harmonics by Nichomachus of Gerasa. tks nwljh “krkCnh bZlk iwoZ dk gSA11

dqN Hkkjrh; izkphu fo/kkvksa&;Fkk pkjksa osn] T;ksfr’k ,oa laxhr dk Lok/;k; ,oa v/;;u]
iks’k.k ,oa lao)Zu xq:eq[k f”k{k.k&iz.kkyh ls gh lEHko gks ldk gSA vkt gesa budk tks Hkh Lo:Ik
miyC/k gS] mlesa xq:&f”k’; ijEijk dk egRoiw.kZ ;ksxnku jgk gSA dBksj vuq”kklu ,oa dfBu
vH;kl }kjk ,d&,d jkx esa dbZ phts+a fl[kkuk rFkk fo”ys’k.k djuk f”k{k.k iz.kkyh dk ewy fl)kar
jgk gS ftlds dkj.k Hkkjr esa le‘) xk;u&ijaijk vkt rd fo|eku gSA

blh ijEijk ds varxZr /kzqoin o [;ky ds vfrfjDr] fgUnqLrkuh “kkL=h; laxhr esa xk;u dh
vU; fo/kk,¡&rjkuk] VIik] Bqejh] prqjax] f=oV] jkx ekfydk vkfn Hkh vkrh gSaA buesa rjkuk peRdkj
;qDr vkd’kZd xku&”kSyh ds :Ik esa izfl) gSA xk;dh o ra=dkjh dk lefUor :Ik bl “kSyh esa
n`f’Vxkspj gksrk gSA viuh oSfp«;iw.kZ] papy vkSj mRlkgo/kZd izd`fr ds dkj.k ;g “kSyh “kh?kz gh
lquus okyksa dks viuh vksj vkdf’kZr djrh gSA [;ky dh Hkkafr rjkuk xk;dh esa Hkh rkusa o cksy rkusa
yh tkrh gSa( varj dsoy ;gh gS fd [;ky esa iz;qDr xhrksa dk ,d vFkZ gksrk gS tcfd rjkuk viuh
fujFkZd “kCn jpuk ds gh dkj.k lqizfl) gSA rjkuk xku] Hkko&iz/kku xk;u u gksdj oSfp«; iz/kku
gSA Hkkjr dh nksuksa eq[; laxhr&iz.kkfy;ksa ¼mÙkjh rFkk nf{k.kh½ esa bldk iz;ksx gksrk gSA

ok|ksa dh Hkkafr rjkuk xk;dh dh pkj Jsf.k;k¡ cukbZ tk ldrh gSa&

1½ dsoy&”kq’dk{kj lefUor

2½ xhrkuqxr vFkkZr~ xhr dk vuqlj.k djus okyk

3½ u‘Ùkkuqxr vFkkZr u‘R; dk vuqlj.k djus okyk

4½ xhr&u‘R;kuqxr vFkkZr~ xhr vkSj u‘R; dk lfEefyr :Ik ls vuqlj.k djus okykA12
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loZizFke “kq’dk{kj ;qDr rjkuksa dks ok|kuqxr Hkh dg ldrs gSa] D;ksafd bls fdlh Hkh ok| ds
lkFk vuqdwy ikVk{kjksa ls ;qDr gksdj iznf”kZr dj ldrs gSaA f=oV esa ;g :Ik n`f’Vxkspj gksrk gSA
f=oV dk izkphu :Ik dSokM+ izca/k Hkh dgk tkrk gSA izkphu dky esa ok|tU; vkuUn izkfIr ds fy,
bl izca/k dk iz;ksx fd;k tkrk FkkA xhrkuqxr rjkuk og gS] ftlesa lkFkZd xs; jpuk ds chp&chp
esa Nan iwfrZ] rky iwfrZ ,oa in&lkSan;Z dh vfHko`f) ds fy, mldk iz;ksx fd;k tkrk gSA ^u`Ùkkuqxr
rjkuk* mls dgrs gSa] tks u`R; ds lkFk rky vkSj y; ls ;qDr gksdj xk;k tk,A blesa rky] ok| rFkk
?kq¡?k:vksa ds ikVk{kjksa dk leUo; jgrk gS( tSls&rdf/kykax] frxnkfnxfnx] Nkse Nuuu bR;kfnA
^xhru`R;kuqxr rjkuk* eas u`R;&xhr ds lkFk “kq’dk{kjksa dk iz;ksx fd;k tkrk gS tks HkjrukV~;e u`R;
iz.kkyh esa frYykuk :Ik esa izpfyr gSA evknuqyekSlhdh xzaFk esa rjkus ds cksyksa ds laca/k esa dgk gS fd
bldh Hkk’kk vkB o.kksZa ls curh gS&¼1½ r ¼2½ n ¼3½ u ¼4½ vk ¼5½ ; ¼6½ e ¼7½ j ¼8½ vksA

:ckbZ:ckbZ:ckbZ:ckbZ:ckbZ

Þvkjkst ds :gs ikd ds vkne ccnuÞvkjkst ds :gs ikd ds vkne ccnuÞvkjkst ds :gs ikd ds vkne ccnuÞvkjkst ds :gs ikd ds vkne ccnuÞvkjkst ds :gs ikd ds vkne ccnu
gj pUn njkWueh lqnLrlZcnugj pUn njkWueh lqnLrlZcnugj pUn njkWueh lqnLrlZcnugj pUn njkWueh lqnLrlZcnugj pUn njkWueh lqnLrlZcnu
[okuUn iyk,dka cygus nkÅn[okuUn iyk,dka cygus nkÅn[okuUn iyk,dka cygus nkÅn[okuUn iyk,dka cygus nkÅn[okuUn iyk,dka cygus nkÅn

njk&njk njru njkn njru&njruÞnjk&njk njru njkn njru&njruÞnjk&njk njru njkn njru&njruÞnjk&njk njru njkn njru&njruÞnjk&njk njru njkn njru&njruÞ

mLrkn vehj [kk¡ rjkus dh “kq:vkr dks vehj [kqljks dh bl :ckbZ ls tksM+rs gSaA os dgrs
gS fd uk fnj nkuh rks nkuh & ,d fdLe dk ti gS] ftls lwQh yksx ^gky* dh voLFkk esa nqgjkrs
FksA fgUnqLrkuh “kkL=h; laxhr esa dbZ xk;dksa us rjkuk xk;dh dks cgqr gh lqUnj <ax ls izLrqr fd;k
gSA rjkus ds jpf;rkvksa esa cgknqj gqlSu [kk¡] rkujl [kk¡] uRFkw [kk¡ bR;kfn izfl) gSaA mLrkn vehj
[kk¡] fulkj gqlSu [kk¡] ia- fouk;d jko iVo/kZu] m- pk¡n [kk¡] ia- Jh d`’.kjko iafMr] m- vCnqy djhe
[kk¡ vkfn vusd foHkwfr;ksa dk uke rjkuk xk;dh ls tqM+k gSA rjkus fofHkUu rkyksa esa] fofHkUu y;ksa esa
ck¡/ks x, gSaA

dukZVd “kkL=h; laxhr eas xkbZ tkus okyh vusd “kSfy;ksa esa frYykuk ,d jkspd] peRdkjiw.kZ
,oa e/kqj “kSyh gS tks xk;u ,oa u`R; nksuksa esa fn[kkbZ nsrh gSA dqN iqjkuh iqLrdksa esa bls frfj frYykuk
ds uke ls Hkh ik;k x;k gSA13 fdlh Hkh izn”kZu ds var esa ;g izLrqr dh tkrh gSA bls vf/kdrj u`R;
ds lkFk tksM+k x;k gS rFkk ^fr&yk&uk*] bu “kCnka”kksa dks rky c) :Ik esa izLrqr djuk bldk vk/
kkj ekuk x;k gSA dgk tkrk gSa fd mÙkj Hkkjrh; laxhr esa bldk mn~xe gqvk rRi”pkr~ nf{k.k Hkkjr
esa Hkh bldk izpyu c<+ x;kA ogk¡ Hkh igys ;g ,d xk;u “kSyh Fkh vkSj ckn esa u`R; ds lkFk bldk
leUo; gqvkA bldh izflf) dk dkj.k gS blesa iz;ksx fd, tkus okys ¼1½ “kCnka”k r d r fj fd V
u d ¼2½ lk/kkj.k “kCnka”k ¼3½ vYi ek=k esa lkfgR;A

,d vU; er esa frYykuk dk mn~xe rjkuk ls gqvk tks ratkowj esa ejkBk “kkldksa ds le;
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36

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

izpfyr FkkA ijarq frYykuk ds rRo e/;dkyhu dukZVd laxhr ds xhrksa eas Hkh ik, x, gSaA frYykuk
esa laxhr rqyukRed :Ik ls /kheh xfr dk gksrk gS tks u`R; iz;kstukFkZ gksrk gSA iYyoh] vuqiYyoh
rFkk pju ls la;ksftr vusd frYykuk ik, tkrs gSaA

dkSu ls “kCn vFkZiw.kZ gSa vkSj dkSu ls fujFkZd] bldk dksbZ ekin.M ugha cuk gSA dqN
“kCn fdlh ds fy, egRoiw.kZ gSa rks dqN fdlh vkSj ds fy,A tks O;kdj.k ds fu;ekuqlkj dgk
x;k] ftlus Hkk’kk dk dksbZ fu;e] jhfr mYya?ku u fd;k gks] D;k os gh lkFkZd “kCn gSaA izse o
Hkkoukvksa ds mn~xkj bu fu;eksa ls Ikjs gSaA lrgh Lrj ij Hkys gh os [kjs u mrjsa ijarq xgjkbZ esa
vo”; dqN gS tks fujFkZd ugha gSA

ikn fVIi.khikn fVIi.khikn fVIi.khikn fVIi.khikn fVIi.kh

1 flag] Bkdqj t;nso ¼1994½ Hkkjrh; laxhr dk bfrgkl- dydÙkk % laxhr fjlpZ vdkneh- i`-
la-&2

2 flag] Bkdqj t;nso ¼1994½ Hkkjrh; laxhr dk bfrgkl- dydÙkk % laxhr fjlpZ vdkneh- i`-
la-&

3 c‘gLifr] vkpk;Z ¼2010½ Hkjr dk laxhr fl)kar- c‘gLifr ifCyds”ku- i‘-la-&251

4 “kekZ] izseyrk] eqdqan ykB ¼1999½ xhr&ok|&”kkL=laxzg- lkfgR; vdkneh- i`-la-&112&113

5 “kekZ] izseyrk] eqdqan ykB ¼1999½ xhr&ok|&”kkL=laxzg- lkfgR; vdkneh- i`-la-&112&113

6 pkS/kjh] lqHknzk ¼2004½ Hkkjrh; laxhr esa fuc)- fnYyh % jk/kk ifCyds”kal- i‘-la-&231

7 rSyax] d`’.k ukjk;.k ¼1998½ viuh ckr- rjkuk laxzg] m-iz- % laxhr ukVd vdkneh-

8 Halpern, Ida (1976) On the interpretation of

‘Meaningless non sensical syllables
’ In the music of the pacific North West Indians. Ethnomusicology, Vol. 20 No2.
URL : https:/www.jstor.org/stable/851018

9 Nettl, Bruno (Summer 1954) Text-Music Relationships in ARAPAHO Songs. South
Western Journal of Anthropology Vo. 10 No. 2. Published by The University of
Chicago Press.

URL : http://www.jstor.org/stable/3628825
10 Yung, Bell (Setp. 1983) Creative Process in Cantonese Opera III; The Role of Padding

Syllables. Ethnomusicology. Vol 27, No. 3. Published by University of III. Press.
http://www.jstore.org/stable/3628825
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11 Touliatos, Diane (Spring 1989) Non Sense Syllables in the Music of the Ancient
Greek and Byzantive Traditions. The Journal of Musicology. Vol.7, No.-2. Published
by University of California Press. http:/www.jstor.org/stable/763769

12 rSyax] d`’.k ukjk;.k ¼1998½ viuh ckr- rjkuk laxzg] m-iz- % laxhr ukVd vdkneh-

13 Pattabhisman, Sulochana The Tillana and some of its well known composers. The
Journal of the Madras Music Academy. Vol. LV. Pg.-149-1500
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'kkL=h; laxhr ds ifjçs{; esa czsy fyfi dk egRo'kkL=h; laxhr ds ifjçs{; esa czsy fyfi dk egRo'kkL=h; laxhr ds ifjçs{; esa czsy fyfi dk egRo'kkL=h; laxhr ds ifjçs{; esa czsy fyfi dk egRo'kkL=h; laxhr ds ifjçs{; esa czsy fyfi dk egRo

M‚- 'kkfyuh BkdqjM‚- 'kkfyuh BkdqjM‚- 'kkfyuh BkdqjM‚- 'kkfyuh BkdqjM‚- 'kkfyuh Bkdqj
vflLVsaV çksQslj

laxhr foHkkx] fnYyh fo'ofo|ky;] fnYyh

lkjlkjlkjlkjlkj

^Lojfyfi i)fr* lkaxhfrd cafn'kksa dks le>usa dk ,d ,slk ek/;e gS] ftuls ge fdlh Hkh
cafn'k dks fcuk lqus] ek= i<+dj Hkyh Hkk¡fr le> ldrs gSaA bl i)fr ds fuekZ.k dk Js; ia- fo".kq
fnxEcj iyqLdj th rFkk ia- fo".kq ukjk;.k Hkkr[k.Ms th dks tkrk gSA vkt ds le; esa g"kZ dk fo"k;
;g Hkh gS fd bl i)fr dk ç;ksx n`f"Vckf/kr oxZ Hkh Hkyh Hkk¡fr dj ik jgs gSaA ftlds fy, gesa mu
lHkh fo}kuksa dk Hkh  vkHkkjh jguk pkfg, ftuds ek/;e ls bl i)fr dk ykHk gekjs laxhr txr
ds n`f"Vckf/kr oxZ rd Hkh igq¡p ldsA czsy fyfi dk vkfo"dkj djus esa yqbZ czsy dk cgqr cM+k ;ksxnku
gSA os Lo;a ,d n`f"V ckf/kr O;fä FksA

czsy Loj fyfi ds fuekZ.k ls n`f"Vckf/kr oxZ dk 'kSf{kd vkSj O;kolkf;d mRFkku dqN gn rd
laHko gks ik;k gSA fdUrq vHkh Hkh blesa cgqr vf/kd ç;kl vkSj dqN la'kks/ku dh vko';drk gSA laxhr
ds dqN n`f"V ckf/kr dykdkj bu Lojfyfi;ksa dks ysdj ,d er ugha gks ik;s gSaA czsy Lojfyfi dks
,d:irk çnku djus esa cgqr ls laxhrK vFkd ifjJe dj jgs gSa rFkk blesa mUgsa dkQh gn rd
lQyrk Hkh feyh gSA

fgUnqLrkuh laxhr ds lkFk&lkFk dukZVd laxhr dh Hkh czsy esa Lojfyfi i)fr rS;kj dh tk
jgh gSaA orZeku le; esa czsy dh ,slh cgqr lh iqLrdsa miyC/k gSa ftuesa czsy Lojfyfi i)fr dk Hkjiwj
ç;ksx fd;k x;k gSA czsy iqLrdksa dks Nkius ds fy, czsy çSl rks miyC/k gS gh fdUrq dqN le; ls
n`f"Vxr iqLrdksa dks ,Ec‚tj ds }kjk czsy esa ifjofrZr fd;k tk jgk gSA

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn

'kkL=h; laxhr] czsy Loj fyfi] vkWfcZV jhMj] czsyj] LVkbyl

fgUnqLrkuh laxhr lnSo ls gh vR;ar le`) jgk gSA lcls fo'ks"k ckr rks blesa ;g gS fd
le; dh fujarjrk ds ckotwn Hkh bldh çkphu Nfo dHkh Hkh /kwfey ;k fQj yqIr ugha gqbZ gSA bldk
Js; eq[; :i ls mu egku lxhrKksa dks tkrk gS ftUgksaus buds laj{k.k] ladyu] çpkj&çlkj dk
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dk;Z fd;k ftlesa eq[; :i ls laxhr dh Loj fyfi i)fr ds fuekZ.k dk dk;Z vf}rh; jgk gSAblds
gh ek/;e ls ge çkphu le; ds laxhr dk vuqHko vkt ds le; esa Hkh dj ik jgs gSaA Lojfyfi
i)fr lkaxhfrd cafn'kksa dks le>us dk ,slk ek/;e gS ftlls ge mUgsa ek= i<+dj lkaxhfrd jpukvksa
dks mlh :i esa Hkyh Hkk¡fr le> ldrs gSaA

laxhr dh nks egku foHkwfr;k¡ ia- fo".kq ukjk;.k Hkkr[k.Ms vkSj ia-fo".kq fnxEcj iyqLdj th
us laxhr dh Lojfyfi;ksa dh jpuk djds Hkkjr esa gh ugha vfirq leLr fo'o esa fo'ks"k LFkku çkIr
fd;k vkSj laxhr dk çpkj&çlkj fd;kA

lkFk gh gesa mu lHkh fo}kuksa dk Hkh lnSo vkHkkjh jguk pkfg, ftuds ek/;e ls bl i)fr
dk ykHk gekjs laxhr txr ds n`f"Vckf/kr oxZ rd Hkh igq¡p ldkA czsy fyfi n`f"Vckf/kr oxZ ds fy,
cgqr egRoiw.kZ gSA bl fyfi ds ek/;e ls os yksx gj {ks= rFkk gj fo"k; esa lQy gq, gSaA vkt leLr
fo'o esa bldk bruk vf/kd çpkj&çlkj gks pqdk gS ftl dkj.k lkekU; yksxksa dh rjg n`f"Vckfèkr
oxZ ds fy, Hkh i<+uk&fy[kuk laHko gks x;k gSA

czsy esa laxhr dh Lojfyfi;ksa dh jpuk djus okys mu lHkh fo}kuksa us cgqr egRoiw.kZ Hkwfedk
fuHkkbZ gS rFkk lHkh n`f"Vckf/kr oxksaZ ds eu esa budk loksZÙke LFkku lnSo gh jgsxkA fdUrq fQj Hkh
bl fyfi esa dqN  vkSj la'kks/ku dh vko';drk gSA tSls fd ehaM] [kVdk] eqdhZ] d.k] xed vkfn
fpUgksa dks n'kkZus ds fy, dqN ,sls çko/kku fd, tk;sa ftlls os yksx ljyrk ls i<+ vkSj fy[k ldsaA
la'kks/ku djus ds ckn Hkh FkksM+h cgqr pqukSfr;k¡ rks jgsaxh gh vkSj pqukSfr;k¡ gh gesa thou esa vkxs c<+us
dh çsj.kk nsrh gSa vkSj gekjk ekxZn'kZu Hkh djrh gSaA czsy Lojfyfi dks ysdj tgk¡ yksxksa esa erHksn gS
vxj ;g erHksn lekIr gks tk;s rks iw.kZ :i ls lHkh n`f"V ckf/kr oxZ bl fyfi dk ykHk çkIr dj
ldsaxsA

yqbZ czsy us czsy dk vkfo"dkj lu~ 1821 esa fd;k FkkA fdUrq lu~ 1829 esa bls iw.kZ :i ls
Lohd`fr feyhA blh rjg ;fn czsy laxhr Loj fyfi dks iw.kZ :i ls Lohd`fr fey tk, rks czsy i<+us
okys laxhr lk/kd lgtrk ls bldk ykHk çkIr dj ldsaxsA rFkk bu Lojfyfi;ksa ds vk/kkj ij gh
u;h&u;h jpuk,¡ dj ldsaxsA yqbZ us tc czsy fyfi dk vkfo"dkj fd;k ml le; og dsoy 15 o"kZ
ds FksA

czsy fyfi dk vkfo"dkj djus esa yqbZ czsy dk cgqr cM+k ;ksxnku gSA os Lo;a ,d n`f"Vckfèkr
O;fä FksA yqbZ czsy dk tUe 4 tuojh 1809 esa Ýkal ds ,d NksVs ls xk¡o dqçs esa gqvk FkkA muds firk
lkbeu peM+k flyus dk dkjksckj djrs FksA cpiu esa yqbZ muds peM+k flyus okys lq, dks cM+h è;ku
ls ns[kk djrs FksA ,d fnu os vius firk dh vuqifLFkfr esa mlh lq, ls peM+k flyus dk ç;kl dj
jgs FksA rHkh og lqvk mudh vk¡[k esa pqHk x;kA bl nq?kZVuk ds nkSjku mudh vk;q dsoy rhu o"kZ
FkhA1 /khjs&/khjs bl nq?kZVuk dk vlj mudh nwljh vk¡[k ij Hkh gksus yxkA yxHkx ik¡p o"kZ dh vk;q



40

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

'kkL=h; laxhr---@M‚- 'kkfyuh Bkdqj

rd yqbZ dh nksuksa vk¡[kksa dh jks'kuh tk pqdh Fkh vkSj muds fy, f'k{kk çkIr djuk ekuks vlaHko lk
gks x;k FkkA fdUrq fQj Hkh yqbZ us viuh bl dfBukbZ ls gkj ugha ekuhA mez c<+us ds lkFk&lkFk
mudh l`tukRed 'kfä Hkh c<+us yxh vkSj rHkh ls mUgksaus bl {ks= esa dqN u;s ç;kl djus çkjaHk dj
fn,A czsy fyfi ds fy, lcls igys mUgksaus 12 fcUnqvksa dk vkfo"dkj fd;kA fdUrq dqN le; i'pkr~
mudks ,slk yxus yxk fd bl fyfi esa la'kks/ku djus dh vko';drk gSA vkSj rc mUgksaus 12 fcUnqvksa
ls 6 fcUnqvksa esa bl fyfi dks ifjofrZr fd;kA vkt lEiw.kZ fo'o esa 6 fcUnqvksa okyh fyfi çpfyr
gSA czsy fyfi esa izR;sd vk;rkdkj lsy esa 6 fcUnq ;kfu MkWV~l gksrs gSa] tks FkksM+s&FkksM+s mHkjs gkrs gSaA
;g nks iafDr;ksa esa cus gksrs gSaA bl vkdkj esa vyx&vyx 64 v{kjksa dks cuk;k tk ldrk gSA2

czsy fyfi dh o.kZekykvksa dks fo'o dh fdlh Hkh Hkk"kk esa i<+k o fy[kk tk ldrk gSA czsy
fyfi dks maxfy;ksa ds Li'kZ ek= ls i<+k tk ldrk gSA czsy fy[kus ds fy, ,d [kkl rjg dh LysV
vkSj dye ftls ^LVkbyl* dgk tkrk gSA czsy esa fy[kus ds fy, eksVs dkxt+ dh vko';drk gksrh
gSA eksVs dkxt+ ij fy[kus ls czsy ds v{kjksa dks Hkyh&Hkk¡fr i<+k tk ldrk gSA czsy lh[kus ds fy,
loZçFke mldh o.kZekykvksa dks ;kn fd;k tkrk gSA fgUnh vkSj bafXy'k dh o.kZekykvksa esa cgqr vfèkd
varj ugha gksrk] fdUrq fQj Hkh nksuksa dk Kku iw.kZ :i ls gksuk pkfg,A czsy fy[kus ds fy, LysV ds
vfrfjä czsyj dk Hkh fo'ks"k :i ls ç;ksx fd;k tkrk gSA blds ck,¡ vkSj nkfgus vksj rhu&rhu vFkkZr~
N% cVu gksrs gSaA vkSj bu nksuksa ds chp esa ,d Lisl dk cVu gksrk gSA

czsy fyfi ds vkfo"dkj dks yxHkx 150 o"kZ ls Hkh vf/kd gks pqds gSa rFkk brus o"kksaZ esa bldk
çpkj&çlkj vkSj vf/kd c<+ x;k gSA ,d oSKkfud ekU;rk ds vk/kkj ij ;g dgk tkrk gS fd czsy
esa fy[kus ls gekjh ekalisf'k;ksa esa f[kapko iM+rk gS rFkk mlls CyM ldZqys'ku c<+ tkrk gSA vkt ds
;qx esa bySDVª‚fud midj.kksa ds vR;f/kd mi;ksx ds dkj.k czsy dk ç;ksx dqN de gks x;k gSA blds
ckotwn Hkh ,slk ugha dgk tk ldrk fd bl le; bldh vko';drk ugha gSA dqN ,sls mnkgj.k
gSa ftuls ;g Li"V gksrk gS fd vkt ds ;qx esa bldh vf/kd vko';drk gSA vkt dqN ,sls
bySDVª‚fud midj.kksa dk fuekZ.k gks pqdk gS ftuds ek/;e ls czsy fyfi dks i<+ o fy[k Hkh ldrs
gSaA buesa czsy uksV ^v‚jfcV jhMj* vkSj ^czsy fjÝs'kscy fMlIys* bR;kfn gSA budh viuh eSeksjh dkMZ
gksrh gS ftlesa n`f"Vxr iqLrdksa dks LdSu fd;k tkrk gSA bruk gh ugha cfYd baVjusV ij miyC/k
tkudkfj;ksa dks Hkh bu midj.kksa ds ek/;e ls çkIr fd;k tk ldrk gSA buds vfrfjä ,d vkSj
midj.k gS vkSj og gS czsy ?kM+hA ns[kus esa ;g ckdh ?kfM+;ksa dh rjg gh gksrh gSA QdZ dsoy bruk
gS fd blds Åij dk <Ddu [kksydj gk¡Fk dh maxfy;ksa ds Li'kZ ds }kjk le; ns[k ldrs gSaA

orZeku le; esa bySDVª‚fud midj.kksa vkSj dEI;wVj dh ek=k fdruh gh vf/kd D;ksa u c<+
x;h gks fQj Hkh czsy fyfi dh rqyuk bySDVª‚fud midj.k ls ugha dh tk ldrhA bruk vo'; gS
fd dEI;wVj ds ek/;e ls fdlh Hkh rjg dh tkudkjh ;k v/;;u gsrq lkexzh 'kh?kz miyC/k gks tkrh
gSA vkSj czsy eas lkexzh miyC/k djus esa dqN vf/kd le; yxrk gSA fdUrq cgqr vf/kd dEI;wVj ds
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lkeus cSBuk dbZ ckj LokLF; ds fy, gkfudkjd gksrk gSA blhfy, ,slk ç;kl fd;k tk jgk gS fd
czsy dh mi;ksfxrk vf/kd ls vf/kd c<+s vkSj bldh vko';drkvksa dks le>k tk;sA

rfud fopkj djds ns[ksa] ;fn czsy fyfi dk vkfo"dkj u gqvk gksrk rks n`f"V ckf/kr oxZ ds
fy, fdruk dfBu gksrkA fdUrq dEI;wVj vkSj bySDVª‚fud midj.kksa dks Hkh udkjk ugha tk ldrk
D;ksafd dEI;wVj ds ek/;e ls fo'o ds fdlh Hkh ns'k vkSj mldh laLÑfr ds fo"k; dh iw.kZ tkudkjh
ljyrk ls çkIr dh tk ldrh gSA vkt n`f"V ckf/kr oxZ Hkh dEI;wVj esa t‚t ¼LØhu jhfMax lkSVos;j½
bULV‚y djds mlds ek/;e ls gj rjg dh tkudkfj;k¡ çkIr dj ldrk gSA t‚t ,d ,slk l‚Vos;j
gS ftlds ek/;e ls LØhu ij vkbZ gqbZ çR;sd tkudkjh dks lqudj irk yxk ldrs gSaA3 blds
vfrfjä bZ&esy Hkstuk vkSj dgha ls vk;s bZ&esy dks i<+uk] v‚uykbZu 'k‚fiax] fcyksa dk Hkqxrku vkfn
t‚t ds ek/;e ls dj ldrs gSaA ;g l‚Vos;j bafXy'k] fgUnh rFkk vU; Hkk"kkvksa esa Hkh miyC/k gSA
fgUnh esa bl l‚Vos;j dks ^lkQk* ;k ^ys[kk* ds uke ls tkuk tkrk gSA

czsy fyfi ds fo"k; esa ,d vkSj ,slh oSKkfud ekU;rk gS fd maxfy;ksa vkSj efLr"d ds chp
,d xgjk laca?k gksrk gSA tSls fd czsy esa fy[kh gqbZ dksbZ Hkh pht+ ;k fdlh Hkh fo"k; dh tkudkjh
dks ;fn ge maxfy;ksa ds Li'kZ ds }kjk i<+rs gSa rks og gesa cgqr vf/kd le; rd ;kn jgrh gSA czsy
fy[kus ds fy, ,d vkSj lk/ku miyC/k gS ftls ^i‚dsV Ýse* ds uke ls tkuk tkrk gS vkSj ;g yksgs
dk cuk gksrk gSA bldk ç;ksx ge rc djrs gaS tc ge dgha vius 'kgj ls ckgj tk jgs gksa vkSj fdlh
Hkh fo"k; esa ;fn dksbZ egRoiw.kZ tkudkjh çkIr djuh gks vkSj ml le; fdlh dkj.ko'k gekjs
vklikl lgk;rk ds fy, dksbZ mifLFkr u gks ik,A i‚dsV Ýse esa ,dlkFk pkj ;k N% ykbusa cuh
gksrh gSaA ;g ns[kus esa pkSdksj gksrk gSA i‚dsV Ýse dks ,d txg ls nwljh txg ys tkus esa dksbZ
dfBukbZ ugha gksrhA rFkk bls vius ilZ ;k dSjh cSx esa Hkh ys tk ldrs gSaA oSls vktdy bldh bruh
vf/kd vko';drk ugha iM+rh D;ksafd vc yksxksa ds ikl fofo/k çdkj ds midj.k miyC/k gSaA ftuds
ek/;e ls czsy fyfi dh mi;ksfxrk dks Hkyh&Hkk¡fr çnf'kZr fd;k tkrk gSA cgqr lh ,slh laLFkk,¡ gS
tgk¡ ij czsy iqLrdksa ds vfrfjä czsy esa dSys.Mj Hkh çdkf'kr gksrs gSaA buds vfrfjä czsy 'kCndks"k
Hkh miyC/k gSaA czsy esa miyC/k lkexzh ds laca/k esa ,d fo'ks"k ckr ij /;ku fn;k tkuk pkfg, fd bu
lkefxz;ksa ds Åij dksbZ Hkh Hkkjh oLrq ugha j[kh tkuh pkfg,A Hkkjh oLrqvksa dks j[k nsus ls buds v{kj
cgqr tYnh feV tkrs gSaA

czsy esa yxHkx gj fo"k; dh iqLrdsa vFkok vU; lkexzh rks miyC/k gS gh] vU; fo"k;ksa ds
lkFk&lkFk laxhr fo"k; ij Hkh cgqr lh iqLrdsa miyC/k gSaA fofHkUu laxhrKksa ;k fofHkUu dykdkjksa
dh thofu;k¡ gksa ;k dksbZ vkSj tkudkjhA laxhr ds 'kkL= i{k ds lkFk&lkFk fØ;kRed i{k dh
tkudkjh Hkh czsy fyfi ds ek/;e ls çkIr dh tk ldrh gSA ijUrq blesa ,d dfBukbZ ;g lkeus vk
jgh gS fd laxhr ds dqN n`f"V ckf/kr dykdkj bu Lojfyfi;ksa dks ysdj ,d er ugha gks ik;s gSaA
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czsy Lojfyfi dks ,d:irk çnku djus esa cgqr ls laxhrK vFkd ifjJe dj jgs gSa rFkk blesa
mUgsa dkQh gn rd lQyrk Hkh feyh gSA fgUnqLrkuh laxhr ds lkFk&lkFk dukZVd laxhr dh Hkh czsy
esa Lojfyfi i)fr rS;kj dh tk jgh gSA iquokZlh; lsokvksa dh vk/kqfud fopkj/kkjk ds tUe ls iwoZ
Hkh laxhr dks n`f"V ckf/kr oxZ ds fy, ,d egRoiw.kZ dk;Zdyki le>k tkrk FkkA vusd n`f"Vghu
dfo;ksa rFkk laxhrKksa us viuh&viuh laLd`fr ij vfeV Nki NksM+h gSA buesa ls dqN yksxksa us dsoy
vius ns'k esa gh [;kfr çkIr ugha dh oju budk uke nwj&nwj rd QSyk gSA ftuesa ls nsgjknwu esa
fLFkr ç[;kr laxhrK Jh oklqnso ns'kik.Ms dk uke fo'ks"k :i ls mYys[kuh; gSA czsy ds vkfoHkkZo
us bu yksxksa ds fy, ,d ,slk lk/ku miyC/k djok;k ftlds }kjk os yksx viuh d`fr;ksa dks lqjf{kr
j[k ldsaA

czsy Loj fyfi ds fuekZ.k ls n`f"Vckf/kr oxZ dk 'kSf{kd vkSj O;kolkf;d mRFkku dqN gn rd
laHko gks ik;k gSA fdUrq vHkh Hkh blesa cgqr vf/kd ç;kl vkSj dqN la'kks/ku dh vko';drk gSA
ik'pkR; laxhr dh Lojfyfi rks ,d 'krkCnh ls Hkh vf/kd le; ls vfLrRo esa gSA lu~ 1950  esa
;wusLdks }kjk vk;ksftr ,d xks"Bh esa fofHkUu Loj&fyfi;ksa esa ,d:irk ykus dh vksj ,d egRoiw.kZ
mUufr n`f"Vxr gqbZA nqHkkZX;o'k bl lEesyu ds nkSjku iwohZ ns'kksa esa çpfyr vusd laxhr ç.kkfy;ksa
esa ,d:irk ugha yk;h tk ldhA lu~ 1954 esa Hkkjrh; czsy ds vkfoHkkZo ds mijkar fgUnqLrkuh ,oa
dukZVd laxhr dh Lojfyfi i)fr;ksa esa lekurk ykus ds fy, cgqr ls ç;Ru fd;s x;sA lÙkj ds
n'kd esa n`f"Vckf/krkFkZ jk"Vªh; dsUæ us ,d leku Lojfyfi dks tUe fn;kA fdUrq ;g fyfi foLr`r
:i esa ç;ksx esa u yk;h tk ldhA vusd laxhrKksa ,oa fo|ky;ksa us viuh O;fäxr Lojfyfi dk
fuekZ.k fd;k FkkA ijUrq bu fyfi;ksa ds lhfer ç;ksx ds dkj.k ;g fo'ks"k mi;ksxh fl) ugha gks ik;hA
QyLo:i ,d O;fä }kjk fy[kh x;h iqLrdsa vkfn nwljk O;fä ugha i<+ ldrk FkkA lu~ 1979 esa
n`f"Vckf/krkFkZ jk"Vªh; laLFkku esa dqN [;kfr çkIr laxhrKksa vkSj czsy fo'ks"kKksa dks ,d= dj mUgsa ,d
leku ç.kkyh fufeZr djus gsrq dk;Z lkSaik x;kA bl lfefr ds ekxZn'kZd Jh jes'kpUæ fu>kou ds
funsZ'ku esa leku fyfi dk tUe gqvkA flrEcj 1981 esa vgenkckn esa vk;ksftr ,d dk;Z'kkyk esa
bl ç.kkyh dks fopkjkFkZ çLrqr fd;k x;kA bl dk;Z'kkyk esa ns'k ds fofHkUu Hkkxksa ls vk;s vusd
laxhrKksa us Hkkx fy;kA ;|fi mä dk;Z'kkykvksa us lS)kafrd :i esa bl fyfi dks Lohd`fr çnku dh
x;h gSA rFkkfi cgqr dqN dk;Z fd;k tkuk ckdh FkkA g"kZ dk fo"k; ;g gS fd bl dk;Z ds çFke
pj.k ds :i esa fgUnqLrkuh laxhr gsrq czsy Lojfyfi i)fr dks ,d u;h fn'kk çnku dh x;hA4 vk'kk
gS fd bl dk;Z ds nwljs pj.k esa vkxkeh dqN gh o"kksaZ esa dukZVd laxhr ds fy, ,d u;h ç.kkyh
ds fuekZ.k fd;s tkus dh laHkkouk gSA vkSj bl dk;Z esa lQyrk vo'; feysxhA rFkk ,slk fo'okl
Hkh gS fd vkus okys dqN gh le; esa bl fyfi dks ifj"d`r :i çnku fd;k tk lds] ,oa n`f"Vghu
O;fä laxhr dks czsy c) djus ds {ks= esa Lo;a dks iw.kZ :i ls Lora= vuqHko dj ldsA

vkt fgUnqLrkuh laxhr ds fy, nks eq[; Lojfyfi;k¡ Hkkr[k.Ms rFkk fo".kq fnxEcj i)fr;k¡
çpfyr gSaA bu nksuksa Lojfyfi;ksa ds u dsoy ladsr fo/kku fHkUu gSa vfirq budh çLrqrhdj.k vkSj
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vfHkU;kl esa Hkh varj gSA mnkgj.kkFkZ fo".kq fnxEcj i)fr esa Lojksa dk le;&eku çR;sd Loj ds uhps
vafdr fd;k tkrk gSA fdUrq Hkkr[k.Ms i)fr esa Loj v/kZo`r esa n'kkZ;s tkrs gSa vkSj çR;sd Loj dk
le;&eku ,d ek=k esa n'kkZ;s gq, Lojksa rFkk voxzgksa ds vk/kkj ij fuf'pr fd;k tkrk gSA ijUrq
çLrqr laxhr lafgrk ,d leku Loj fyfi gSA ftlds varxZr leku fu;eksa }kjk fgUnqLrkuh laxhr
ds fofHkUu i{kksa dk lekos'k fd;k x;k gSA ;fn fdlh dkj.ko'k tc dHkh ,dhÑr fu;eksa dk ikyu
laHko u gks ik;s rks ,slh n'kk esa vko';drkuqlkj oSdfYid fu;eksa dk çko/kku fd;k x;k gSA ftuds
}kjk fdlh ,d fyfi esa laxhr dks czsy c) fd;k x;k gSA fdUrq bl çko/kku dk ç;ksx ;nk&dnk
vfuok;Z n'kk esa gh fd;k tkrk gSA czsy dh vko';drkvksa dks /;ku esa j[krs gq, le;&eku ;kfu fd
ek=kvksa dks leku jhfr ls bl Lojfyfi esa viuk;k x;k gSA czsy fyfi esa Hkh fpUgksa dks Bhd mlh
rjg fy[kk tkrk gS ftl rjg n`f"Vxr iqLrdksa esaA varj dsoy bruk gS fd czsy esa Lojksa dks fy[kus
dk <ax dqN vyx gSA mnkgj.k ds fy, e/; lIrd ds fy, fdlh Hkh fpUg dh vko';drk ugha
gksrhA eUæ vFkok rkj lIrdksa ds fy, Lojksa ls iwoZ fpUg fy[ks tkrs gSaA d.k Loj dk fpUg Loj ls
iwoZ fy[kk tkrk gSA rkj vFkok eUæ lIrd esa vk;s d.k Lojksa ds fy, Hkh ;gh fu;e ç;qä gksrs gSaA
ehaM dk fpUg ml Loj ds i'pkr~ vafdr fd;k tkrk gSA ftl Loj ls ehaM vkjEHk gksrh gS ml Loj
ls iwoZ fpUg yxk;k tkrk gSA fdUrq ;fn ehaM okys Lojksa ds e/; dksbZ d.k Loj u gks rks bl n'kk
esa nksuksa Lojksa ds e/; p ;kfu czsy dh la[;kuqlkj ,d pkj fcUnq vafdr fd;s tkrs gSaA ,d ek=k esa
vk;s gq, Lojksa ds fy, fcUnq ,d dk ç;ksx fd;k tkrk gSA nks ek=k] rhu ek=k vFkok pkj ek=k ds
fy, vyx ls dksbZ fpUg ugha gksrs gSaA bUgsa n'kkZus ds fy, n`f"Vxr fyfi dk vuqlj.k fd;k tkrk
gS vkSj bUgsa voxzgksa }kjk vafdr fd;k tkrk gSA voxzg Lojksa ds i'pkr~ vafdr fd;k tkrk gSA vkSj
çR;sd Lojksa dk le;eku çR;sd voxzg ds le;eku ds fpUg ds vk/kkj ij fu/kkZfjr fd;k tkrk gSA
blds vfrfjä nks ek=k] pkj ek=k] N% ek=k vkfn dks n'kkZus ds fy, çR;sd ,slh la[;k ds mi;qZä
Loj dks mlds czsy lerqY; fuEu fpUg }kjk vafdr fd;k tkrk gSA ,slh la[;k,¡ tSls ikSus ek=k] lok
ek=k] Ms<+ ek=k rFkk ikSus nks ek=kvksa ds fy, n`f"Vxr fyfi;ksa dk gh vuqlj.k fd;k tkrk gSA

Hkkr[k.Ms ç.kkyh esa [kVds ds Loj xksykfHkokj ds e/; n'kkZ;s tkrs gSaA fdUrq czsy Lojfyfi
esa ,slk ugha gks ldrkA [kVds esa vk;s fufgr Lojksa dks iwoZ:is.k fy[kk tkrk gSA muds iwoZ le;&eku
dk fpUg vafdr fd;k tkrk gSA tSls ¼i½ czSfdV dh la[;k czsy esa nks] rhu] ik¡p] N% gSA czsy Lojfyfi
esa rkyh dh la[;kvksa dks vaxzsth Hkk"kk dh o.kZekyk ds NCchl v{kjksa }kjk vafdr fd;k tkrk gSA czsy
Lojfyfi esa Lojksa ds fy, fpUgksa dks fy[kus dk <ax dqN bl çdkj gS&

1½ 'kq) Lojksa ds fy, dksbZ fpUg ugha gksrkA

2½ dksey js ds fy, bafXy'k dk MCY;w ;k fgUnh dk B fy[kk tkrk gS ftldh la[;k nks] pkj]
ik¡p] N% gSA

3½ dksey x ds fy, K fy[kk tkrk gS ftldh la[;k ,d] ik¡p] N% gSA
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4½ rhoz e/;e ds fy, fgUnh dk rkyO; 'k ftldh czsy esa la[;k ,d] pkj] N% gSA

5½ dksey /kSor ds fy, bafXy'k dk Z ftldh la[;k ,d] rhu] ik¡p] N% gSA

6½ dksey fu ds fy, fgUnh ds M dk ç;ksx fd;k tkrk gSA ftldh la[;k ,d]nks] pkj] N% gSA

ftl çdkj Lojksa ds fpUgksa dks n'kkZus ds fy, n`f"Vxr fyfi;ksa dk lgkjk fy;k tkrk gS Bhd
mlh çdkj czsy Lojfyfi ds ek/;e ls Lojksa ;k Lojksa ds fpUgksa dks dkQh gn rd n'kkZuk laHko gks
x;k gSA

orZeku le; esa czsy dh ,slh cgqr lh iqLrdsa miyC/k gSa ftuesa czsy Lojfyfi i)fr dk
Hkjiwj ç;ksx fd;k x;k gSA ;k ;w¡ dg ldrs gSa fd czsy dh iqLrdksa esa 'kkL=h; i{k ds lkFk&lkFk
fØ;kRed i{k dk Hkh ykHk mBk;k tk ldrk gSaA czsy iqLrdksa dks Nkius ds fy, czsy çSl rks miyCèk
gS gh fdUrq dqN le; ls n`f"Vxr iqLrdksa dks ,Ec‚tj ds }kjk czsy esa ifjofrZr fd;k tk jgk gSA
fdUrq bl midj.k esa laxhr dh Lojfyfi;ksa dks n'kkZus esa dbZ ck/kk,¡ lkeus vk jgh gSaA ijUrq ,slh
vk'kk dh tk jgh gS fd Hkfo"; esa bl leL;k dk Hkh lek/kku lEHko gks ik;sxkA

vktdy yxHkx lHkh yksx LekVZ Qksu dk ç;ksx djrs gSaA lkekU; yksxksa dh Hkk¡fr n`f"Vckfèkr
oxZ Hkh bldk ç;ksx çpqj ek=k esa dj jgk gSA QdZ cl bruk gS fd os yksx V‚dcSd dh lgk;rk
ls LekVZ Qksu dk ç;ksx djrs gSa vkSj le; dh Hkh ;gh ek¡x gS D;ksafd LekVZ Qksu esa cgqr lkjh ,slh
lqfo/kk,¡ miyC/k gSa ftudk ç;ksx cM+h gh vklkuh ls fd;k tk ldrk gSA ;g lqfo/kk,¡ vkbZ Qksu vkSj
,suMª‚bM nksuksa esa gSA vkbZ Qksu esa o‚bl vksoj dh lqfo/kk gS vkSj ,uMª‚bM esa V‚dcSd dh lqfo/kk
miyC/k gSA Hkfo"; esa ,d ,sls eksckbZy ds vkfo"dkj dh laHkkouk dh tk jgh gS ftlds cVuksa ij czsy
dh la[;k,¡ ;k v{kj fy[ks gksaxsA bruk gh ugha vfirq baVjusV ij miyC/k tkudkfj;ksa dks Hkh czsy esa
i<+dj çkIr dj ldrs gSaA bl eksckbZy dks ch&Vp ds uke ls tkuk tk;sxk ijUrq vHkh rd ;g Hkkjr
esa ugha vk;k gSA dgk tkrk gS fd dksfj;k esa bldk vkfo"dkj gks pqdk gSA bl bySDVª‚fud midj.k
ds dkj.k czsy dh mi;ksfxrk dks de ugha vk¡dk tk ldrkA cfYd blesa vkSj Hkh la'kks/ku djds
bldh vko';drkvksa dks c<+k;k tk jgk gS rkfd n`f"Vckf/kr oxZ vf/kd ls vf/kd ykHkkfUor gks lds
,oa gj fo"k; ,oa gj laLd`fr dh tkudkjh çkIr dj ldsaA blds fy, cgqr ls u;s&u;s midj.kksa
dk vkfo"dkj fd;k tk jgk gS rkfd czsy dks Hkh vU; bySDVª‚fud midj.kksa ds leku Å¡pk ntkZ çkIr
gksA czsyfyfi dh mi;ksfxrk bruh vf/kd c<+s fd bldh vko';drk gh ugha cfYd ;g yksxksa ds fy,
vfuok;Z gh gks tk;sA

lanHk ZlanHk ZlanHk ZlanHk ZlanHk Z

1- hindi.webdunia.com/inspiring-personality/louis-braille-120010300030-1html
2- bharatdiscovery.org/India/czsy fyfi
3- AFB American Foundation for the Blind, afb.org.braille
4- czsy laxhr Lojfyfi] Hkkx&I] ys[kd& Jh jes'kpUæ fu>kou] i`ñ la- 6
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Xokfy;j ?kjkus dh [;ky 'kSyh dk rduhdh i{kXokfy;j ?kjkus dh [;ky 'kSyh dk rduhdh i{kXokfy;j ?kjkus dh [;ky 'kSyh dk rduhdh i{kXokfy;j ?kjkus dh [;ky 'kSyh dk rduhdh i{kXokfy;j ?kjkus dh [;ky 'kSyh dk rduhdh i{k

MkW- lqjsUnz ukFk lksjsuMkW- lqjsUnz ukFk lksjsuMkW- lqjsUnz ukFk lksjsuMkW- lqjsUnz ukFk lksjsuMkW- lqjsUnz ukFk lksjsu
lgk;d izè;kid

laxhr foHkkx] fnYyh fo'ofo|ky;

lkjlkjlkjlkjlkj

Hkkjrh; laxhr esa xk;u] oknu vkSj u`R; bu rhuksa fo/kkvksa dh ijEijk,¡ vyx&vyx le;
ij fofo/k :iksa esa izLrqfr gksrh gS vkSj dkykUrj ijEijk gh iqjkru laxhr dks orZeku laxhr ls tksM+rh
gS] vyx djrh gS rFkk foHkktd js[kk dh Hkwfedk Hkh fuHkkrh gSA vr% ijEijk dks fgUnqLrkuh laxhr
dk vfHkUu vax dg ldrs gSaA ?kjkus ijEijk ds ladsr vFkok izrhd gS vkSj ijEijkxr laxhr ds
izfrfuf/k Hkh gSA

xk;u ds y{k.k crkrs gq, iañ 'kkjaxnso us laxhr jRukdj esa blh vFkZ esa ^^lqlEiznk;** 'kCn
dk O;ogkj fd;k gS ftldk vFkZ gksrk gS mÙke xq: ijEijk ls f'k{kk fy;k gqvkA lEiznk; 'kCn dk
vFkZ fdlh oLrq dks fof/kor~ o fo'ks"krk iwoZd nsus dh izfØ;kA vkxs pydj ;gh lEiznk; 'kCn :<+kFkZ
esa xq: }kjk f'k"; dks fof/kor Kku fn, tkus dh ijEijk dk ?kksrd gks x;kA lEiznk;] oxZ] 'kSyh]
leqnk;] 'kk[kk] ok.kh vkfn ?kjkuksa dh izkphurk ds gh ?kksrd gSA ?kjkuk ijEijk Hkkjrh; laxhr esa
viuk ,d vf}rh; LFkku j[krk gSA xk;u 'kSyh dh ekSfydrk ,oa fof'k"Vrk ds vk/kkj ij gh ?kjkus
vfLRkRo esa vk,A ?kjkusnkj laxhr gekjs laxhr dh uhao gSA

gekjh izkphu laLd`fr dks lqjf{kr j[kus dk Js; ?kjkuksa dks gh tkrk gSA laxhr xq:eq[kh dyk
gSA laxhr esa ?kjkuk viuk ,d fo'ks"k LFkku j[krk gSA [;ky xk;u 'kSyh ds ?kjkuksa esa ls Xokfy;j
?kjkuk] vkxjk ?kjkuk] fdjkuk ?kjkuk] ifV;kyk ?kjkuk] fnYyh ?kjkuk] izeq[k gSaA

laxhr ds {ks= esa Xokfy;j vkSj ogk¡ ds jktnjckj dk egRoiw.kZ LFkku jgk gSA Xokfy;j ?kjkus
dh xk;dh iz.kkyh va"Vkax gS] v"Vkax dk vFkZ gS vkB vax vFkkZr~ vkB vax ls ;qDr xk;dh v"Vkax
xk;dh dgykrh gSA v"Vkax xk;dh dh c<+r vR;Ur dykRed] jliw.kZ vkSj ân;Li'khZ gSA cgykok]
ehaM vkSj xed rFkk mlds izdkj bl xk;dh ds izk.krRo gSaA Xokfy;j ?kjkus esa vkB vaxksa dk lekos'k
bl izdj gS&
1- vkyki & cgykok 2- cksykyki 3- rku 4- cksyrku 5-  xed

6- y;dkjh 7- ehaM vkSj lwr 8- [kVdk] eqdhZ] t+et+ek

v"Vkax xk;dh Xokfy;j ?kjkus dh fDy"V xk;dh ekuh tkrh gSA blfy, tks Hkh dykdkj
bl ?kjkus ls laca/k j[krk gS mls bu vkB vaxksa dk iw.kZ vH;kl djuk pkfg, rFkk jkx dk foLrkj



46

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

Xokfy;j ?kjkus dh---@MkW- lqjsUnz ukFk lksjsu

bu vkB vaxksa dks è;ku esa j[kdj gh djuk pkfg,A

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn

lqlEiznk;] Xokfy;j ?kjkuk] cgykok] cksykyki] cksyrku

Hkkjrh; laxhr esa xk;u] oknu vkSj u`R;Hkkjrh; laxhr esa xk;u] oknu vkSj u`R;Hkkjrh; laxhr esa xk;u] oknu vkSj u`R;Hkkjrh; laxhr esa xk;u] oknu vkSj u`R;Hkkjrh; laxhr esa xk;u] oknu vkSj u`R;

Hkkjrh; laxhr esa xk;u] oknu vkSj u`R; bu rhuksa fo/kkvksa dh ijEijk,¡ vyx&vyx le;
ij fofo/k :iksa esa izLQqfVr gksrh jgh gS vkSj dkykUrj esa ;gh ijEijk,¡ laxhr ds fofHkUu ?kjkuksa ds
:i esa fodflr gqbZ gSA bl rjg ijEijk gh iqjkru laxhr dks orZeku laxhr ls tksM+rh gS] vyx
djrh gS rFkk foHkktd js[kk dh Hkwfedk Hkh fuHkkrh gSA vr% ijEijk dks fgUnqLrkuh laxhr dk vfHkUu
vax ge dg ldrs gSaA ?kjkus ijEijk ds ladsr vFkok izrhd gS vkSj ijEijkxr laxhr ds izfrfuf/k
Hkh gSA

xk;u ds y{k.k crkrs gq, ia- 'kkjaxnso us laxhr jRukdj esa blh vFkZ esa ^^lqlEiznk;** 'kCn
dk O;ogkj fd;k gS ftldk vFkZ gksrk gS mÙke xq# ijEijk ls f'k{kk fy;k gqvkA

lEiznk; 'kCn dk vFkZ fdlh oLrq dks fof/kor~ o fo'ks"krk iwoZd nsus dh izfØ;kA vkxs pydj
;gh lEiznk; 'kCn :<+kFkZ esa xq# }kjk f'k"; dks fof/kor Kku fn, tkus dh ijEijk dk |ksrd gks
x;kA1

xq.khtuksa ds erksa ls tc ,d xk;d viuh xk;dh esa dqN Lora= izfrHkk] fo'ks"krk ;k vU;
xk;dksa ls fHkUurk j[krk gS vkSj tc ogh xk;dh vius f'k";ksa dks fl[kkus yxrk gS rks f'k";x.k Hkh
mlh izdkj dh xk;dh dks xkus yxrs gSaA dqN ihf<+;ksa rd xk;dh dh ;g ijEijk pyus ij og ,d
?kjkus ds uke ls tkuh tkus yxrh gSA bl izdkj tc ,d gh xk;dh f'k"; ij f'k"; vusd ihf<+;ksa
rd pyrh jgs rc og ,d ?kjkuk cu tkrk gSA

lEiznk;] oxZ] 'kSyh] leqnk;] 'kk[kk] ok.kh vkfn ?kjkuksa dh izkphurk ds gh |ksrd gSaA :i Hksn
dk ifjR;kx djds ^?kjkuk* dh vkRek bu lHkh esa izfrfcfEcr gksrh gSA ?kjkuk ijEijk dh mi;ksfxrk
blds izknqHkkZo ls gh jgh gSA xk;u 'kSyh dh ekSfydrk ,oa fof'k"Vrk ds vk/kkj ij gh ?kjkus vfLrRo
esa vk,A ?kjkuk ijEijk Hkkjrh; laxhr esa viuk ,d vf}rh; LFkku j[krk gSA ?kjkuk us fØ;kRed
laxhr dks iYyfor] iqf"ir rFkk izfrQfyr djus esa iw.kZ ;ksxnku fn;kA blfy, ^?kjkuk* Hkkjrh;
laxhr dh vewY; fuf/k o futh ladYiuk gSA2

?kjkusnkj laxhr gekjs laxhr dh uho gSA laxhr dks fodflr dj mls mRÑ"V cukus esa ?kjkuksa
us egRoiw.kZ Hkwfedk fuHkkbZ gSA ,d fo}ku ds vuqlkj ftl izdkj b±V] xkjk] yksgk] feV~Vh] ydM+h
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vkfn lkexzh ,d leku gksrs gq, Hkh muls fufeZr izR;sd Hkou dh :i js[kk rFkk vkÑfr vyx gksrh
gS Bhd mlh izdkj rky] y;] Loj] laxhrksi;ksxh vyadj.k vkfn ,d leku gksrs gq, Hkh muds
la;kstu ,oa lw{e Loj yxko ls xk;dh ds fHkUu&fHkUu :i rS;kj gks tkrs gSaA3

izR;sd ?kjkus esa jkx fu;eksa dk izkphu vk/kkj ,d gksrs gq, Hkh xk;dh esa fdUgha fo'ks"krkvksa
ds dkj.k nwljs ?kjkus ls dqN varj vo'; jgrk gSA jkx foLrkj ds fu;eksa esa vkyki] cksy vkyki]
rku] cksyrku] xed] ehaM] [kVdk] d.k] eqdhZ vkfn vaxksa dk iz;ksx dj [;ky xk;dh dks ljl ,oa
vfHktkr cukrs gSaA bUgha fu;eksa ds U;wukf/kd iz;ksx ls fofo/k ?kjkus curs gSaA

gekjh izkphu laLÑfr dks lqjf{kr j[kus dk Js; ?kjkuksa dks gh tkrk gSA ?kjkuksa us gh izkphu
laxhr dks lqjf{kr j[kk gSA fgUnqLrkuh laxhr dks thfor j[kus dk Js; mu ijEijkvksa dks gh izkIr
gS tks o"kks± ls xq#&f'k"; dh ijEijk ds :i esa pyh vk jgh gSA ;g t+:j gS fd izkphu xk;dh dks
vc rd thfor j[kus ds iz;Ru esa dkQh ifjorZu vk pqds gSa ysfdu vk/kkj ds :i esa ml xk;dh
dks thfor j[kk tk ldrk gS] ftldk Js; fuf'pr :i ls mUgsa tkrk gS ftUgksaus vFkd ifjJe ls
vius xq#tuksa dh lsok djds laxhr fo/kk dks izkIr fd;k rFkk vkxs vius f'k";ksa dks fl[kkdj laxhr
ds izkphu :i dks] dyk dks] lkekU; fl)karks dks ,oa iqjkuh cafn'kksa dks thfor j[kus dk iz;Ru fd;kA

Hkkjr esa xq:dqy iz.kkyh oSfnd dky ls gh pyh vk jgh gSA bl ijEijk ds varxZr gh xs;
iz.kkyh xk;dh thrh tkxrh jgh vFkkZr~ ijEijk us xk;dh dks u"V gksus ls cpk;kA

laxhr xq#eq[kh dyk gSA bldk izf'k{k.k xq# f'k"; ijEijk ds varxZr gksrk gSA bl ijEijk
ds iz;ksx esa xq# lnSo dsUæ fcUnq gksrk gSA ?kjkus i)fr izkphu xq#dqy i)fr dk gh ,d ifjofrZr
:i gSA bl iz.kkyh ds vUrxZr xq# ;k mLrkn ds ikl jgdj vFkok fu;fer :i ls muds ikl
tkdj f'k"; muls laxhr dh f'k{kk xzg.k djrk gSA izkphu le; ls vkt rd xq# vkSj f'k"; ijEijk
,sls gh pyh vk jgh gSA

laxhr esa ?kjkuk viuk ,d fo'ks"k LFkku j[krk gSA ?kjkuk la;e ,oa vuq'kklu dk gh ifj.kke
gSA ?kjkuksa esa f'k{kk ysus ls iwoZ dk;ns vkSj dkuwuksa dk ikyu djuk vfuok;Z gSA D;ksafd ?kjkuk dM+s
,oa dBksj fu;eksa rFkk vuq'kklu dh tathjksa esa tdM+k gSA vr% ?kjkus dh fo|k dk vè;;u djus ls
f'k"; esa la;e ,oa vuq'kklu vkfn xq.k iSnk gksrk gSA ,d n`f"Vdks.k ls ?kjkuk fgUnqLrkuh dykdkj
dk izek.k&i= ekuk tkrk gSA fdlh xk;d dykdkj dk ?kjkuk ls lacaf/kr gksuk mldh xk;dh dks
izekf.kr djrk gSA4

[;ky xk;u 'kSyh ds ?kjkus esa ls Xokfy;j ?kjkuk] vkxjk ?kjkuk] fdjkuk&?kjkuk] ifV;kyk
?kjkuk] fnYyh ?kjkuk] izeq[k ?kjkus gSaA

laxhr ds {ks= esa Xokfy;j vkSj ogk¡ ds jktnjckj dk egRoiw.kZ LFkku jgk gSA Xokfy;j dh
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laxhr dyk Hkkjr o"kZ ds laxhr esa Lo.kkZ{kjksa esa vafdr djus ;ksX; gSA Hkkjrh; laxhr ds laj{k.k]
lao)Zu ,oa izpkj esa Xokfy;j dk izeq[k LFkku jgk gSA vusd vykSfdd xk;d] vf}rh; oknd rFkk
laxhr 'kkL= ds izdk.M if.Mr blh Xokfy;j dh iq.;&Hkwfe ls leLr Hkkjr&Hkw dks viuh vuqie
dyk ls eqX/k dj pqds gSaA5 laxhr dyk dks Js"Brk ds in rd igq¡pkus esa Xokfy;j ?kjkus ds xk;dksa
dk cgqr cM+k ;ksxnku jgk gSA bfrgkl dh n`f"V ls bl ?kjkus dh LFkkiuk ds lq=ksa dk vUos"k.k djrs
le; cgqr nwj rd n`f"V{ksi djuk iM+rk gSA6 laxhr dh vusd 'kSfy;ksa dk lao)Zu rFkk laj{k.k dk
Js; Xokfy;j ?kjkus dks gh tkrk gSA jktk ekuflag rksej jkT;dky ¼1486&1516 bZ-½ us Hkkjrh;
laxhr ds bfrgkl esa Xokfy;j dk uke vej dj fn;kA7 Xokfy;j ds jktk ekuflag rksej ds
jkT;dky esa gh /kqzin tSlh fof'k"V laxhr 'kSyh dk vkfo"dkj gqvkA og Lo;a gh cgqr vPNs /kqzin
xk;d FksA ckn esa flaf/k;k jktkvksa ds 'kkludky esa /kzqin dk LFkku [;ky us ys fy;kA8 jktk ekuflag
rksej dks /kqzin xk;dh dk firk ekuk tkrk gSA9 jktk ekuflag rksej us ,d laxhr fo|ky; dh
LFkkiuk dh Fkh ftlds vxzx.; Fks rkulsuA jktk ekuflag rksej ds ckn dqN gh o"kks± esa rksej oa'k
dk lkSHkkX; lw;Z lnk ds fy, vLr gks x;kA lkSHkkX;o'k flaf/k;k jkT; oa'k tks fd egkjk"Vª ls
Xokfy;j esa cl x;k Fkk] mudh N=Nk;k esa laxhr dh e'kky vkSj tksjksa ls tyus yx xbZA ijUrq
bl le; rd èkqzin ihNs NwVrk pyk x;k vkSj [;ky dk mn~Hko gks pqdk FkkA pkgs /kqzin gks ;k [;ky
Xokfy;j us nksuksa dks mPpre f'k[kj ij igq¡pk;kA10

16oha 'krkCnh ds mÙkjk)Z esa fgUnqLrku ij eqlyekuksa us vkØe.k fd, ftlls laxhr dh
fLFkfr dks cgqr {kfr igq¡phA Hkkjr ds laxhrK vyx&vyx fj;klrksa jtokM+ksa ds laj{k.k esa jgus
yxsA�� vr% ;gh ls ?kjkuksa dk fuekZ.k gqvk vkSj [;ky 'kSyh dk fodkl gksus yxkA Xokfy;j ?kjkus
dh mRifÙk ds laca/k esa laxhr fo}kuksa ds fHkUu&fHkUu er gSaA ,d er ds vuqlkj bl ?kjkus ds
ewy&iq#"k y[kuÅ ds mLrkn xqyke jlwy FksA uRFku&ihjcD'k bUgha ds izikS= Fks] tks y[kuÅ ls
Xokfy;j vkdj cl x, FksA bl er ds vuqlkj uRFku&ihjc['k dh nks larku gqbZ & dkfnjc['k vkSj
ihjc['kA gn~nw [kk¡ vkSj gLlw [kk¡ mLrkn dkfnjc['k ds iq= Fks rFkk uRFkw [kk¡ mLrkn ihjc['k ds
iq= FksA ,d vU; erkuqlkj uRFkw [kk¡ Hkh dkfnjc['k ds gh iq= Fks] ftUgsa ihjc['k us xksn fy;k FkkA12

mLrkn gLlw [kk¡ ds f'k";ksa esa oklqnso cqok tks'kh] ckck nhf{kr vkSj nsoth cqvk ijatis 'kkfey
gSaA oklqnso cqok tks'kh ds lq;ksX; ,oa izekf.kd f'k";ksa esa elwjdj okeu cqok pkisdj] iUuk lkgc xq#
th rFkk ckyÑ".k cqok bpydjathdjA ckyÑ".k cqok bpydjathdj ds rhu f'k"; gq,& fo".kq fnxacj
iyqLdj] fejk'kh cqvk vkSj vuar euksgj tks'khA fejk'kh cqvk dk dksbZ ukeh f'k"; ugha gqvkA vuar
euksgj tks'kh ds f'k"; xtkuu jko tks'kh ds ckn og ijEijk ogha [kRe gks xbZA

egkjk"Vª esa [;ky dks yksdfiz; cukus dk Js; iafMr ckyÑ".k cqok bpydjathdj dks tkrk
gSA muds izeq[k f'k";ksa esa iafMr fo".kq fnxEcj iyqLdj] fejk'kh cqvk] vuar euksgj tks'kh] baxys cqok]
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nÙkks iar] okeu cqok pkQsdj vkfn mYys[kuh; gSa ftUgksaus fgUnqLrkuh 'kkL=h; laxhr dk ns'k esa izpkj
fd;k vkSj mls mfpr eku&lEeku feykA ia- fo".kq fnxEcj iyqLdj th dh f'k"; ijEijk esa [kklrkSj
ij rhu lcls T;knk mYys[kuh; gS& ia- vksadkjukFk Bkdqj] ia- fouk;d jko iVo/kZu vkSj ia- ukjk;.k
jko O;klA

Loj] jkx vkSj jl ds ,dfu"B lk/kd] laxhr ds vusd xzaFkksa ds jpf;rk] mPpdksfV ds laxhr
f'k{kd vkSj ns'k fons'k esa vius xk;u ls Jksrkvksa dks eqX/k djus okys ia- vksadkjukFk Bkdqj cgqeq[kh
izfrHkk ds /kuh FksA mUgsa laxhr ekr±M ¼1940½] laxhr lezkV ¼1943½] laxhr ukVd vdkneh iqjLdkj
vkSj ine~Jh ¼1955½ ls vyaÑr fd;k x;k FkkA13 muds f'k";ksa esa ia- cyoar jk; HkV~V] ,u- jkte]
izseyrk 'kekZ] jktk HkkÅ luVdds vkfn mYys[kuh; gSA

Xokfy;j ?kjkus dh fo'ks"krk,¡ & Xokfy;j ?kjkuk lc ?kjkuksa dh xaxks=h ekuk tkrk gSA vkt
lEiw.kZ ns'k esa vf/kdka'k ?kjkus blh ?kjkus ls viuk lEcU/k tksM+rs gSaA mÙkj Hkkjrh; laxhr dks oSHkork
ds f'k[kj ij igq¡pkus esa ftu ?kjkuksa dks Js; fn;k tk ldrk gS muesa Xokfy;j ?kjkuk vfrizkphu rFkk
vlk/kkj.k dgk tkrk gSA blh izdkj [;ky 'kSyh dks yksdfiz; cukdj mlds O;kid izpkj ,oa izlkj
esa ftu ?kjkuksa dh xk;dh us egRoiw.kZ ;ksxnku fn;k gS muesa Xokfy;j ?kjkus dh xk;dh lokZf/kd
izekf.kd] 'kfDr'kkyh] izHkko'kkyh] la;e'khy ,oa lok±xiw.kZ ekuh tkrh gSA ;gk¡ rd tgk¡ Hkh [;ky
xk;dh dh ppkZ gksrh gS ogk¡ Xokfy;j xk;dh dks gh loZJs"B ekuk tkrk gSA jkxksa dh 'kq)rk] xk;dh
esa ehaM vkSj xed dk izkeq[; rFkk xkus esa 'kq)&eqæk] 'kq)&ok.kh dk ikyu ;s eq[; rRo Xokfy;j
xk;dh ds ekus tkrs gSaA Xokfy;j ?kjkus dh xk;dh dh vU; fo'ks"krkvksa esa t+ksjnkj rFkk [kqyh vkokt+
dk xk;u] /kqzin vax ds [;ky] lh/kh likV ,oa nkusnkj rkusa] cksyrkuksa esa y;dkjh xed dk lqUnj
vkSj vf/kd iz;skx 'kkfey gSA xk;u esa lknxh vkSj cks/kxE;rk bl ?kjkus dh fo'ks"krk jgh gSA blds
vfrfjDr xaHkhjrk vkSj vuq'kklu dh lkfRodrk ds fy, Hkh ;g ?kjkuk izfl) jgk gSA14  èkqzin xk;u
dh ekSfydrk dks ysdj [;ky xk;u Xokfy;j dh xk;dh dk ewyHkwr Lo:i cukA Xokfy;j ?kjkus
dh fo'ks"krkvksa dh ppkZ djrs gq, ia- y{e.k Ñ".kjko iafMr th ds vuqlkj [kqys xys esa 'kq) vkdkj
esa eatk gqvk xyk] cafn'k dk dykRed izLrqfrdj.k rFkk mlds vuqlkj jkx dk foLrkj djuk bl
?kjkus dh fo'ks"krk gSA

Xokfy;j ?kjkus dh xk;dh v"Vkax gSA v"Vkax dk vFkZ gS& vkB vaxA vFkkZr~ vkB vaxksa ls
;qDr xk;dh v"Vkax xk;dh dgykrh gSA v"Vkax xk;dh ;qDr jkx dh c<r vR;ar dykRed] jliw.kZ
vkSj ân;Li'khZ gSA cgykok] ehaM vkSj xed rFkk mlds izdkj bl xk;dh ds izk.krRo gSA Xokfy;j
?kjkus esa vkB vaxksa dk lekos'k bl izdkj gS&

1- vkyki&cgykok&vkyki&cgykok&vkyki&cgykok&vkyki&cgykok&vkyki&cgykok& Xokfy;j ?kjkus esa vkyki dk fo'ks"k egÙo gSA vkdkj esa vkyki djuk
Xokfy;j ?kjkus dh eq[; fo'ks"krk gSA [;ky xk;u vkjEHk djrs le; ukse rkse dk iz;ksx ugha djrsA
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jkx xk;u esa gj ,d vkyki vkjEHk o lekfIr fHkUu Lojksa ls rFkk fHkUu&fHkUu izdkj ls yh tkrh gS
ftlls iqujkZo`fÙk u fn[k ldsA

cgykok Xokfy;j iajijk dh xk;dh dk ,d izeq[k vax ekuk tkrk gSA cgykok dk 'kkfCnd
vFkZ gS cgykuk vFkkZr~ Lojksa dks cgykdj iz;ksx djukA [;ky ds LFkk;h vUrjs dks xkus ds i'pkr~
nks&nks] pkj&pkj Lojlaxfr;ksa dk feyku djrs gq, Bsds dh y; u c<+krs gq, dsoy vkykiksa dh gh
y; c<+kdj LFkk;h varjs esa mUgsa ykrs gSaA cgykos esa cafn'k ds cksy dks ysdj gh fHkUu&fHkUu y; esa
vkyki djrs gSaA vkykiksa dh ;g fØ;k Xokfy;j ?kjkus dh xk;dh esa ,d oSf'k"V~; j[krh gSA15

cgykos esa Loj&leqnk; dks y; esa ysdj xkrs gSa ijarq ^Loj Bgjko* ugha gksrkA

2- cksykyki&cksykyki&cksykyki&cksykyki&cksykyki& cafn'k ds 'kCn vkSj vkyki bu nksuksa ds Lojksa dh la;qDr jpuk cksy vkyki
dgykrh gSA cksyvkyki esa [;ky ds 'kCnksa dk vFkZ izdV dj okD; jpuk Lojc) dh tkrh gSA blesa
cafn'k esa lkSan;kZRedrk vkrh gS ijarq cafn'k esa 'kCnksa dh fujFkZd gR;k ls cpuk gksrk gSA [;ky xkrs
le; cksykyki dk iz;ksx izk;% LFkk;h vkSj varjs ds chp esa djrs gSaA16

3- rku&rku&rku&rku&rku& oLrqr% vkyki ds leku rku dks Hkh xk;u dks vyaÑr djus dh ,d ;qfDr ekuh xbZ
gSA [;ky xk;u 'kSyh esa Lojksa ds mPpkj.k LFkku] Loj foU;kl] vyadkj rFkk y; vkSj xfr ds vk/
kkj ij rkuksa dh fofHkUu izdkj dh jpuk dh xbZ gSA tSls& 'kq)rku] dwV rku] feJ rku] ljy ,oa
likV rku] fQjr rku] xed rku] jkxkax rku] vyadkfjd rku] ,d Mky rku] gyd dh rku] tcM+s
dh rku] isapnkj rku] fQjdh rku] VIis dh rku vkfn dk fo'ks"k :i ls izpyu gSA

4- cksyrku&cksyrku&cksyrku&cksyrku&cksyrku& Xokfy;j ijaijk ds xk;d mi;qZDr lHkh egRoiw.kZ ckrksa dk è;ku j[krs gq,
cksyrkuksa dk iz;ksx vR;ar dq'kyrk iwoZd djrs gSaA Xokfy;j ?kjkus dh cksyrkusa tksjnkj ,oa
oSfp=~;iw.kZ gSaA Xokfy;j ijEijk ds xk;d izk;% nqxqu] frxqu] pkSxqu] N%xqu vkfn y;ksa esa dqN mitsa
ysrs gSa ftudks cksyrku dgk tkrk gSA bl fØ;k esa 'kCnksa dks fofHkUu Loj leqnk;ksa esa ck¡/kdj
fHkUu&fHkUu y;dkfj;ksa esa xkrs gSa ,oa le ij bl izdkj ls vkrs gSa fd xk;u esa cgqr gh oSfp=~;rk
fuekZ.k gks tkrh gSA ,d gh vkorZu esa cafn'k ds 'kCn Øekuqlkj ,d ds ckn ,d ysdj vkf[kj esa
eq[kM+s dks idM+uk Hkh Xokfy;j ?kjkus dh cksyrku dk ,d fof'k"V vax gSA xed;qDr fo'ks"k cksyrku
ds fy, ine~Hkw"k.k Ñ".kjko iafMr izfl) gq,A17

5- xed&xed&xed&xed&xed& vkyki xk;u esa xed dk dykRed iz;ksx fd;k tkrk gSA Xokfy;j izkajHk ls gh
èkqzin 'kSyh dk izeq[k LFkku jgk gSA blfy, ;gk¡ [;ky xk;u 'kSyh dh ijEijk esa /kqzin ds vkd"kZd
rRoksa ,oa /kqzin vax ds [;kyksa dks lgtrk ls viuk;k gS ftlesa xed dk fo'ks"k :i ls iz;ksx fd;k
x;k gSA bl ijEijk esa rkuksa esa xed dk iz;ksx fo'ks"k :i ls ns[kk tkrk gSA bl ?kjkus dh xk;dh
dh dqN fof'k"V xed fuEukuqlkj gSa&

lkjslklk] jsjslklk] fu+lkjsjslkfu+lk] jsjslkfu+lk] lkjsjslkfu+lk] /k/kiei vkfnA
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6- y;dkjh&y;dkjh&y;dkjh&y;dkjh&y;dkjh& /kqzin xk;u dh ekSfydrk ¼'kCnksa dk Li"V mPpkj.k jkx dh 'kq)rk] cksyrkuksa esa
y;dkjh] ehaM vkSj xed dk iz;ksx½ dks ysdj [;ky xk;u Xokfy;j ?kjkus dh xk;dh dk ewyHkwr
Lo:i cukA blesa y;dkjh dk fo'ks"k egÙo gSA [;ky xkrs le; tc ge cgykok] cksyck¡V djrs
gSa rks nks&nks] pkj&pkj] Loj laxfr;ksa dk feyku djrs gq, Bsds dh y; u c<+dj vkyki dh y;
c<+krs gSa vkSj fHkUu y; esa vkyki djrs gSaA [;ky xk;u esa xk;d cksyrkuksa dks fHkUu&fHkUu y; esa
xkrs gSa ftls cksyrkuksa esa y;dkjh dgk tkrk gSA

7- ehaM vkSj lwr&ehaM vkSj lwr&ehaM vkSj lwr&ehaM vkSj lwr&ehaM vkSj lwr& Xokfy;j ijEijk esa vkyki xk;u esa ehaM dk dykRedrk iz;ksx fd;k tkrk
gSA bls bl 'kSyh dk izk.k le>k tkrk gSA ehaM vUrLFky dks Li'kZ djrh gSA ehaM dk iz;ksx [;ky
esa /kqzin ls gh vk;k gSA ,d Loj ls nwljs Loj rd ?klhVrs gq, tkus dks ehaM dgrs gSaA lwr vkSj ehaM
ds iz;ksx dk rjhdk fcYdqy leku gSA lwr vkSj ehaM esa dsoy bruk gh varj gS fd ehaM dk iz;ksx
xkus esa ;k flrkj bR;kfn fet+jkc okys lkt+ksa esa gksrk gS vkSj lwr dk iz;ksx xt+ ls ctus okys lkt+ksa
tSls& lkajxh] fny:ck] ok;fyu bR;kfn esa gksrk gSA rjhdk ogh gS tks ehaM dk gSA

8¼i½ [kVdk&[kVdk&[kVdk&[kVdk&[kVdk& Xokfy;j ?kjkus esa [kVdk dk iz;ksx [;ky xk;u 'kSyh ds lkFk&lkFk VIik xk;u
esa Hkh lgtrk ls gksrk gSA ,d le; esa pkj Loj fudyrs gSa tSls& jslkfu+lk] /kiei fy[krs le;
¼lk½ ¼i½ vFkkZr "kM~t ;k iape dks FkksM+k tksj nsdj xkus ls xys ls [kVdk fudy tkrk gSA

¼ii½ eqdhZ&eqdhZ&eqdhZ&eqdhZ&eqdhZ& Xokfy;j ?kjkus esa [;ky xk;u 'kSyh esa jkx dk foLrkj djrs le; vkyki ;k
cksy&vkyki esa dHkh dHkh eqdhZ dk iz;ksx fd;k tkrk gSA eqjd ;k eqdhZ dk 'kkfCnd vFkZ eqM+uk ;k
?kwe tkuk ;k pyrs&pyrs ?kwe tkuk gSA xk;u esa ;g fØ;k eqdhZ ds uke ls tkuh tkrh gSA de Lojksa
esa gh eqdhZ cu tkrh gSA eqdhZ dk Lo:i xeixe] jsxeixe] vFkkZr~ Lojksa dk [kwclwjr ?kqeko dh eqdhZ
dgykrk gSA de Lojksa dk bl [kwclwjr ?kqeko ds iz;ksx ls xk;dh esa fofo/krk vkrh gSA

¼iii½ t+et+ek&t+et+ek&t+et+ek&t+et+ek&t+et+ek& ;g mnwZ Hkk"kk dk 'kCn gS ftldk vFkZ gS Loj& ;kstukA laxhr esa O;ogkfjd vFkZ
esa nks Lojksa ds i;kZ;Øe esa ,d ls vf/kd ckj ds iz;ksx fo'ks"k dks t+et+ek dgrs gSaA tSls& lkexe]
iiii] eeee] xxxx A ;g VIik xk;dh esa t+et+ek dk iz;ksx gksrk gS ijarq mldh fØ;k rst+ gksrh
gSA rst+ xfr gksus ls lw{e Loj ijks{k esa pyk tkrk gS vFkkZr~ lqukbZ ugha nsrkA blds iz;ksx ls xk;dh
esa fofo/krk vkrh gSA

bu vkB vaxksa dk lekos'k Xokfy;j ?kjkus dh [;ky xk;u 'kSyh esa fo|eku gSA [;ky
xk;dh dh vkRek bUgha vkB vaxksa esa lekbZ gSA ;g v"Vkax xk;dh laxhr dh vkRek gSA laxhr ds xgu
vè;;u] HkkokfHkO;fDr] fparu euu dk tM+ bUgha v"V&vaxksa esa fNik gSA bl v"Vkax xk;dh dk
xkseq[k Xokfy;j jgk gSA ftldh /kkjk vU; ?kjkuksa esa Hkh tkdj feyhA cht:i ls leLr ?kjkuksa esa
v"Vkax xk;dh dh fopkj/kkjk fo|eku gSA

Xokfy;j ?kjkus dh---@MkW- lqjsUnz ukFk lksjsu
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v"Vkax xk;dh Xokfy;j ?kjkus dh fDy"V xk;dh ekuh tkrh gSA blfy, tks Hkh dykdkj
bl ?kjkus ls laca/k j[krk gS mls bu vkB vaxksa dk iw.kZ vH;kl djuk pkfg, rFkk jkx dk foLrkj
bu vkB vaxksa dks è;ku esa j[kdj gh djuk pkfg,A

lanHk ZlanHk ZlanHk ZlanHk ZlanHk Z

1- 'kCn dYiæqe] dks"k Hkkx 5] i`ñ 26+

2- xksLokeh] MkW- gfjÑ".k] Hkkjrh; laxhr dh ijEijk% oa'kkuqØe ,oa okrkoj.k] i`ñ 23

3- ekYyudj] MkW- u-j-] laxhr ?kjkuk vax tuojh&Qjojh] 1982] laxhrkatfy /kkj.kh] i`ñ 31

4- xksLokeh] MkW- gfjÑ".k] Hkkjrh; laxhr dk ijEijk % oa'kkuqØe ,oa okrkoj.k] i`ñ 23

5- cakxjs] MkW- v:.k] Xokfy;j dh laxhr ijEijk] i`ñ 1

6- cakxjs] MkW- v:.k] Xokfy;j ?kjkuk] i`ñ 15

7- cakxjs] MkW- v:.k] Xokfy;j ?kjkuk] i`ñ 12

8- cakxjs] MkW- v:.k] fgUnqLrkuh 'kkL=h; laxhr esa ?kjkuk ijEijk] i`ñ 7

9- iafMr] ia- Ñ".kjko y{e.k] Hkkjrh; laxhr ds vej lk/kd] i`ñ 3

10- iafMr] ia- Ñ".kjko y{e.k] Hkkjrh; laxhr ds vej lk/kd] i`ñ 2

11- feJ] 'kEHkqukFk] fgUnqLrkuh 'kkL=h; laxhr dh ?kjkuk ijEijk] i`ñ 2

12- feJ] 'kEHkqukFk] fgUnqLrkuh 'kkL=h; laxhr dh ?kjkuk ijEijk] i`ñ 7

13- feJ] 'kEHkqukFk] fgUnqLrkuh 'kkL=h; laxhr dh ?kjkuk ijEijk] i`ñ 14] 22

14- feJ] 'kEHkqukFk] fgUnqLrkuh 'kkL=h; laxhr dh ?kjkuk ijEijk] i`ñ 7

15- cakxjs] v:.k] Xokfy;j ?kjkuk] i`ñ 36

16- cakxjs] v:.k] Xokfy;j ?kjkuk] i`ñ 35

17- iafMr] ia- 'kadj & iafMr rq"kkj] Hkkjrh; laxhr ds egku laxhrdkj] i`ñ 45

Xokfy;j ?kjkus dh---@MkW- lqjsUnz ukFk lksjsu



53

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

iatkc ds y¨dfÁ; ok| ,oa ÁLrqfrdj.kiatkc ds y¨dfÁ; ok| ,oa ÁLrqfrdj.kiatkc ds y¨dfÁ; ok| ,oa ÁLrqfrdj.kiatkc ds y¨dfÁ; ok| ,oa ÁLrqfrdj.kiatkc ds y¨dfÁ; ok| ,oa ÁLrqfrdj.k

MkW- xqj'kju d©jMkW- xqj'kju d©jMkW- xqj'kju d©jMkW- xqj'kju d©jMkW- xqj'kju d©j
lhfu;j ,fllVsaV Á¨Qslj

ekrk lqUnjh dkyst Qkj oqeSu fnYyh ;qfuolZVh] uÃ fnYyh

lkjlkjlkjlkjlkj

iatkc ds dykdkj ä us xk;dh esa gh ugÈ vfirq oknu ds {ks= esa Òh cgqr [;krh ÁkIr dh gSA
iatkc dh /kjrh xq:vksa] 'kwjohj ä] ifjJeh fdlku ä dh Òwfe gS tgka vusd y¨d ok|] 'kkL=h; ok| ä
us tUe fy;kA iatkc esa Ák;% ogh ok| Á;¨x esa vkrs jgs gSa t¨ lkjs Òkjr esa Ápfyr gSa ysfdu bl
N¨Vs ls ys[k esa esjk Á;kl mu dqN ok| ä ds lUnÒZ esa gS tks iatkc eas fo'ks"k egRo j[krs gSaA rkml]
jckc] lkfjUnk] fny:ck] fofp= oh.kk ;g lÒh ok| fo'ks"k :i ls iatkc esa Áfrf"Br jgs gSa vkSj dqN
ok| ä ds vkfo"dkj dk Js; Òh iatkc d¨ fn;k tkrk gSA y¨d laxhr ds {ks= esa <+M~M] vyx¨t+k vkfn
iatkc ds vius ok| gSa vkSj vkt Òh budk oknu cgqr gh y¨dfÁ; gSA bu lÒh ok| ä dk laf{kIr
fooj.k ÁLrqr fd;k x;k gS ,oa bl ckr dh Òh ppkZ dh xÃ gS fd ÁLrqqfrdj.k esa D;k ifjorZu vk,
,oa xq: ukud nso th us 'kkL=h; xk;u 'kSfy; ä esa fdl Ádkj oknu d¨ Áeq[k j[k dj gfj dhrZu
dk Ápkj fd;kA

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn

yksdok|] lkfjank] jckc] i[kkot] HkfDr laxhr

tc Òh ge laxhr dh ckr djrs gSa r¨ loZÁFke gekjk /;ku xk;u fo/kk dh vksj tkrk gSA
vkjaÒ ls gesa ;g Òh Kku gS fd xk;u] oknu vkSj u`R; bu rhu dykv ä ds lekos'k d¨ laxhr dgk
tkrk gS vkSj ;g vukfn dky ls pyk vk jgk gSA f'ko dk Me:] Ñ".k dh cUlh] ljLorh vkSj ukjn
dh oh.kk dk vusd laxhr xzUFk ä esa fooj.k g¨rk gSA mlls ;g ckr Li"V~ gS fd dsoy xk;u gh ugÈ
vfirq oknu dk Òh laxhr esa egRoiw.kZ LFkku gSA vxj ge /;ku ls nss[ksa r¨ iatkc esa vf/kdrj ok|ksa
dk Á;¨x laxfr ds :i esa vf/kd fn[kkÃ nsrk gS] ,dy (solo) :i esa vFkkZr~ Lora= oknu ds :i
esa bldk Á;¨x de gqvk gSA tc ge laxfr ds :i ds ckjs esa ckr djsa r¨ iatkc ds ok| ä dk Á;¨x
y¨d laxhr] v)Z 'kkL=h; laxhr ,oa 'kkL=h; laxhr rhu ä gh {ks= ä esa g¨rk gSA

     vk/kqfud dky rFkk dfFkr méfr ,oa ifjfLFkfr ls nwj jgus okyk ikjEifjd tulk/kkj.k tc
vius eu¨Òko ä d¨ dqN xkdj O;ä djrk gS] r¨ mlds ;gh Lor% LQqfjr xku y¨d xhr dgykrs
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rFkk vius bu xhr ä d¨ eq[kfjr djus ds fy, og y;] rky vkSj Loj d¨ iq"V djus ds fy, ftu
lkekU;re midj.k ä dk mi;¨x djrk gS os gh y¨d ok| dgykrs gSaA gekjk viuk ÁkUr iatkc tgka
viuh ikjEifjd Lojkofy; ä ds vk/kkj ij 'kkL=h; laxhr d¨ ÒSjoh] e/kekn lkjax ,oa fryax tSls
vusd fpjathoh jkx Ánku fd;s] ogÈ 'kkL=h; laxhr ds vusd ok| ä ds iqjkru :i gesa iatkc ds Áns'k
ds y¨d ok| ä ds :i esa fn[kkÃ nsrs gSaA

iatkc ifjJeh fdlku ä dh Òwfe gS] lhek ij fLFkr gekjs toku] ges'kk gh 'k=qvksa ls y¨gk ysus
okys ohj ä dh Òwfe gS] vius Äj ä esa i'kq ikyu ,oa m|¨x O;olk; djus okys ifjJeh y¨x ä dh Òwfe
gS iatkcA tc y¨x d¨Ã Òh dke djrs r¨ Lor% gh y¨d xhr LQqfjr g¨ tkrs tSls xsgw¡ chtrs le;]
pkoy chtrs le;] fQj dVkÃ ds le; y¨d xhr Lo;a gh mPpjrs jgsA Òkj mBkrs le;] eD[ku
fudkyrs le;] 'kL= ä d¨ pedkrs le;] yM+kÃ ds eSnku esa tkrs le; dÃ y¨d xhr ä us Lor% gh
tUe fy;kA ;g vUnkt+k yxkuk fcydqy Òh eqf'dy ugÈ fd esgurh fdlku d¨ cSBus dk le; gh
ugÈ Fkk fd vius gkFk ä d¨ Fk¨M+k foJke ns ldrk fdlh Òh ok| d¨ lh[kus] ctkus dh dyk ds fy;s
,dkUr LFkku ij cSBuk cgqr t+:jh gS] vius vklikl ds okrkoj.k ls vius vki d¨ fcydqy vyx
j[kus ij gh vki vius vki d¨ Loj esa dsfUær dj ldrs gSaA ysfdu ml le; deZohj ä d¨] fdlku
d¨] xzgf.k; ä d¨ ;s lqfo/kk de ÁkIr g¨rh FkhA blhfy, ,d fo'ks"k ckr mÒj dj vkrh gS fd ,sls
ok| Ápkj esa vf/kd vk;s ftl esa de le; esa vH;kl dj ds y¨d xhr ä esa ÁÒwj Á;¨x fd;k tk
ldsA vko';d ckr ;g gS fd bruh iwath miyC/k ugÈ Fkh blfy, ok| ;fn VwVs QwVs Òh g ä r¨
vklkuh ls mudh ejEer g¨ ldsA ,sls ok| ä esa ls <+kaM vFkok <M] ftls fd fdUgÈ va'k ä rd <+̈ yd
dk yÄq :i Òh ekuk tkrk gSA bldk <kapk yxÒx 7 Ãap yEck vkSj chp esa ls dqN fipdk gqvk
g¨rk gS rFkk n¨u ä eq[k ä ij yxÒx 5 Ãap O;kl ds [kky ds iqM+s pM+s jgrs gSaA bud¨ iryh jfLl; ä
dh lgk;rk ls dlk tkrk gS rFkk mlh jLlh dk dqN Òkx chp esa yisV dj oknd vius ck,sa gkFk
dh vaxqfy; ä ij yisVs jgrk gSA nk,a gkFk ls bls ctkrs gq, tc og ck,a gkFk ls bu jfLl; ä d¨ nck
dj vkSj NsM+ dj fo'ks"k Ádkj dh xed ;qä /ofu mRié djrk gS] r¨ mldh rky dk Lo:i fujkyk
gh Árhr g¨rk gSA Òkjrh; ok| ä ds lqÁfrf"Br 'k¨/kdrkZ fo}ku LoxÊ; ykyef.k feJ us bls Ákphu
vou) ok| gqM~Mdk dk ikjaifjd Lo:i dgk gSA blh rjg y¨d vou) ok| <¨y] <¨yd ij Òh
dgjok] nknjk] [kseVk vkSj nhipUnh ds dqN ikjEifjd Bsd ä ds vfrfjä dqN fofp= y¨d rky Òh
ctk;s tkrs gSa] bu ds vusd oknd ä us vius ok| ä ij vk'kkrhr méfr djrs gq, rcys vkSj i[kkot
dk iwjk c¨y Òh ÁLrqr fd;k gSA ÄqaÄ:] ,d rkjk] dkV¨] fpeVk bl ckr ds mnkgkj.k gSa fd ,sls ok| ä
dk Á;ksx g¨rk Fkk ftUgsa ,d LFkku ls nwljs LFkku rd vklkuh ls ys tk;k tk ldrk FkkA bl Ádkj
MQ] Me:] fdaxjh] vyx¨t+k] dkB] ÄM+k] ckalqjh bR;kfn gSaA

Ákphu ra=h oh.kk dk ,d vkfny~ :i vusd lfn; ä rd iatkc esa rwacs ds uke ls Ápfyr
jgkA bldk laf{kIr vkdkj vkt Òh ;gka rwach ds uke ls Á[;kr gSA bl ok| dh Áeq[k fo'ks"krk ;g
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gS fd y; ,oa rhu pkj Loj ä dk lg;¨x xk;d d¨ ,d gh ok| ls feyrk jgrk gSA rwach ij xk;s
tkus okys iatkc ds Áfl) y¨d xk;d ä esa LoxÊ; Jh ykypUn teyk tV dk uke txr fo[;kr
gS]  t¨ fd ,d mÙke y¨d xk;d g¨us ds lkFk lkFk mPp d¨Vh ds dfo Òh FksA y¨d laxhr dh
ijEijk muds oa'k esa vkt Òh tkjh gSA rwach esa Òh u;s u;s Á;¨x fd, x,] la'k¨/ku fd;s x,A bl
esa Òh insZ yxkus ds vfrfjä blesa bySDVª̈ fud fid&vi yxkuk Òh 'kq: fd;k x;kA mUg äuss rwac ä ds
bl la'k¨f/kr Lo:i dk uke lqjhyh j[kk] bl ij os e/; lIrd ds vfrfjä rkj lIrd ds ,d n¨
Loj ä dk oknu djrs gq, iatkch y¨d /kqu ä dk eue¨gd oknu djrs FksA

blh rjg lkjaxh ds vusd ä vkfny :i ä ls iatkc dh lkjaxh Òh ,d gS] ftl eas rkar ds dqN
eq[; rkj ä ds vfrfjä /kkrw ds 12 ls ysdj 25 rd rjc ds rkj Òh Á;qä g¨rs gSaA blds dqN
vyadkj ä dh Òh tkudkjh g¨rh gSA bls ctkrs le; >we >we dj Loj vkSj y; dk vkuUn ysrs gSa
vkSj vius lkFk J¨rkvksa d¨ >weus ij foo'k dj nsrs gSaA

Äu ok| ä ds vUrxZr nwljs vusd Ákar ä dh Òkafr iatkch y¨d laxhr esa Òh ÄM+k viuk fo'ks"k
LFkku j[krk gSA ;gka blds oknu dh Áeq[k fo'ks"krk ;g gS fd vPNh rjg idk;s vkSj jaxs x;s ÄM+̈ a
d¨ oknd nk,a gkFk esa igys NYy ä ls vkSj ck,a gkFk ls ÄM+̈ a ds eq[k ij Ágkj djrs gq, iatkch y¨d
rky ä ds fofo/k Bsds rFkk vusd eue¨gd y;dkfj;ka ÁLrqr djrs gSaA bl ckr dh ppkZ t+:jh gS fd
fpeVk] ÄwaÄ:] dkV¨ vkfn ok| ä dk orZeku esa vkSj Òh vPNs ls Á;¨x fd;k x;k gS tSls lÃn tqgwj
tSls xk;d ä us dsoy fpeVk ,oa ÄqaÄ: igu dj bl rjg ls xk;k g¨ eku¨ fdlh vkSj ok| fd
vko';drk gh ugÈA

y¨d laxhr ds ckn vxj ge 'kkL=h; {ks= dh ckr djsa r¨ lcls igys iatkc esa Ápfyr ok|
^jckc dk ft+Ø g¨rk gS] ml le; jckc d¨ ctkus oky ä d¨ ehjkfl; ä dk Äjkuk ekuk tkrk FkkA
ÒkÃ enkZuk eq[;rk jckc gh ctkrs FksA vk'p;Z dh ckr gS fd iwjh nqfu;k esa dsoy n¨ ;k rhu Áfr'kr
y¨x gSa ftUg äus jckc d¨ ns[kk ;k lqukA iatkc esa Òh jckc ctkus okys dykdkj ä dh fxurh cgqr
de gSA xq: ukud nso th us ck.kh dh lQy ÁLrqrh ds fy, laxhr dk lax djus ds fy, ÒkÃ enkZuk
d¨ viuk laxh lkFkh pqukA ÒkÃ enkZuk th ml le; ds mPp d¨Vh ds jckc oknd Fks ftuds jckc
oknd ds fo"k; esa ÒkÃ xqjnkl th us dgk gS %&

Òyk jckc ctkÃnk] etyl ejklh ejnkukAA 1Òyk jckc ctkÃnk] etyl ejklh ejnkukAA 1Òyk jckc ctkÃnk] etyl ejklh ejnkukAA 1Òyk jckc ctkÃnk] etyl ejklh ejnkukAA 1Òyk jckc ctkÃnk] etyl ejklh ejnkukAA 1
Ãfd ckck vdky :i nwtk jckch ejnkukAAÃfd ckck vdky :i nwtk jckch ejnkukAAÃfd ckck vdky :i nwtk jckch ejnkukAAÃfd ckck vdky :i nwtk jckch ejnkukAAÃfd ckck vdky :i nwtk jckch ejnkukAA

fnfr ckax fuekt dj lqu lekfu g¨vk tgkuk 2AAfnfr ckax fuekt dj lqu lekfu g¨vk tgkuk 2AAfnfr ckax fuekt dj lqu lekfu g¨vk tgkuk 2AAfnfr ckax fuekt dj lqu lekfu g¨vk tgkuk 2AAfnfr ckax fuekt dj lqu lekfu g¨vk tgkuk 2AA

Jh xq: ukud nso th tc Òh 'kcn dk xk;u djrs r¨ ÒkÃ ejnkuk th jckc }kjk mudh
laxr djrsA ÒkÃ ejnkuk ds i'pkr jckc oknu dh ijEijk muds oa'kt ehjkfl; ä esa dkQh o"k ±̈ rd
pyrh jghA ÒkÃ ejnkuk cgqr gh cM+s oknd Fks] blfy;s dYiuk dh tk ldrh gS fd bUgsa ijEijkxr
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:i esa gh vius iwoZt ä ls Kku ÁkIr gqvk g¨xk ysfdu fl[k /keZ ds vuq;kf;; ä esa ;g er Ápfyr
gS fd jckc dk vkfo"dkj xq:ukud nso th us fd;k3 vkSj mUg äus gh ÒkÃ ejnkuk d¨ blds oknu
dh f'k{kk Ánku dhA ysfdu ;g ekuuk T;knk mfpr g¨xk fd xq: ukud nso th us gfj dhrZu ,oa
vius fopkj ä ds Ápkj ds fy, vkjaÒ ls gh laxhr dk vk/kkj fy;k] r¨ laÒo gS fd xq: ukud nso
th us fons'kh jckc esa dqN ifjorZu dj mls Òkjrh; jkx ds fo'ks"k vuqdwy cuk fn;k g¨ ysfdu iw.kZ
:i ls mls Òkjrh; vkfo"dkj eku ysuk U;k; laxr u g¨xkA tcdh jckc uke ds ok| dk mYys[k
xq: th ls iwoZ fyf[kr Qkjlh xzaFk ä esa ns[kus d¨ feyrk gSA jckc xq: ukud nso th dk fÁ; ok|
FkkA muds i'pkr~ lÒh xq:vksa ds dky esa ;g dhrZu dk Á/kku laxr ok| jgkA Ák;% xqjck.kh esa  vU;
ok| ä dh vis{kk jckc dk vf/kd mYys[k feyrk gSA xq: vtqZu nso th dh 'kcn jpuk bl Ádkj
gS%

fcu ckts dSls fujrdkjhAAfcu ckts dSls fujrdkjhAAfcu ckts dSls fujrdkjhAAfcu ckts dSls fujrdkjhAAfcu ckts dSls fujrdkjhAA
fcu daBS dSls xkougkjhfcu daBS dSls xkougkjhfcu daBS dSls xkougkjhfcu daBS dSls xkougkjhfcu daBS dSls xkougkjh

thy chuk dSls ctS jckckAthy chuk dSls ctS jckckAthy chuk dSls ctS jckckAthy chuk dSls ctS jckckAthy chuk dSls ctS jckckA4

bl 'kcn esa ^thy* dk vFkZ rkj fy;k tkrk gSA iatkc dk ;g ok| yqIr g¨ x;k Fkk ysfdu
vc fl[k laLFkkvksa us jckc d¨ nqckjk thfor j[kus ds fy, cgqr Á;kl fd, gSaA gjefUnj lkfgc esa
fuR;Áfr dhrZu esa jckc] lfjUnk] fny:ck vkfn dk oknu lquus d¨ feyrk gSA ;gka bl ckr ij x©j
djuk iM+sxk fd orZeku ih<+h esa  jckc dk Òys gh Á;¨x cgqr de fd;k] ysfdu mlds lkFk iatkch
ân; dk ÒkokRed lEcU/k gS] bl ckr d¨ udkjk ugÈ tk ldrkA jckc Òkjrh; ok| ugÈ gS] bl
esa d¨Ã lansg ugÈA bl ok| dk uke Ákphu Qkjlh ds xzUFk ä esa vk;k gS vkSj fo}ku ä ds vuqlkj ;g
ok| iwoZ ls Áos'k djus okys fonsf'k; ä }kjk yk;k x;k gSA5 xq: ukud nso th ds gjh dhrZu ds lkFk
jckc dk lEcU/k tqM+ tkus ls jckc Lo;a vkSj bl ds oknd ejnkuk n¨u ä gh vej g¨ x,A

'kkL=h; laxhr ds {ks= esa dqN le; ckn jckc dk LFkku lj¨n ok| us ys fy;kA gkje¨fu;e
dk Ápkj vkSj Álkj c<+rk pyk x;k D; äfd vf/kdrj jkxh; ä d¨ gkje¨fu;e ds lkFk dhrZu djus
eas vf/kd lqfo/kk eglwl g¨us yxhA mldk ifj.kke ;g gqvk fd ikjEifjd ok| Ák;% yqIr gh g¨rs
pys x,A jckc ds i'pkr~ rkÅl vkSj fny:ck ;k bljkt ds lkFk flD[k dhrZu djrs FksA bu ok| ä
d¨ ctkus ds fy, cgqr ifjJe djuk iM+rk Fkk] /khjs /khjs bu ok| ä ds oknd Hkh de gh g¨rs pys
x,A

i[kkot iatkc esa dkQh y¨dfÁ; jgkA iatkc esa  /kzqin xkus okys ,oe~ /kzqin ds Äjkus vkSj
nwljs Ákar ä dh vis{kk T;knk FksA blhfy, ge eku ldrs gSa fd i[kkot us bUgÈ Äjkuksa ds lkFk iatkc
esaa [;krh ÁkIr dh g¨xhA flD[k xq:}kj ä esa Òh igys dhrZu esa i[kkot vkSj e`nax ds lkFk gh laxfr
dh tkrh FkhA /khjs /khjs rcys us i[kkot dh txg ys yhA Ákphu dhrZu ijEijk dh cfUn'ksa vkt Òh
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dqN jkxh i[kkot dh laxr ds lkFk xkrs gSa vkSj ;gh ugÈ y;dkfj; ä dk Òh Ápyu gSA fo}ku ä ds
vuqlkj ,d gh ok| d¨ mÙkj esa i[kkot dh laKk nh gS vkSj nf{k.k esa e`naxA6 Mk- ykyef.k feJ
bl ckr ls lger ugÈ gSa fd mÙkj Òkjr eas i[kkot d¨ e`nax dgus dk Òh fjokt+ gSA mÙkj Òkjrh;
laxhr eas Á;qä g¨us okyh e`nax nf{k.k Òkjr ds ̂ e`naxe* ls vkdkj Ádkj rFkk /ofu eas fÒé gSA7 xq:
xzUFk lkfgc esa i[kkot ok| ds fy, fuEufyf[kr iafä;ka feyrh gSa t¨ xq:ukud nso }kjk jfpr gSa%&

Okktk efr i[kkot ÒkmAAOkktk efr i[kkot ÒkmAAOkktk efr i[kkot ÒkmAAOkktk efr i[kkot ÒkmAAOkktk efr i[kkot ÒkmAA
g¨Ã vuanq lnk eu pkmAAg¨Ã vuanq lnk eu pkmAAg¨Ã vuanq lnk eu pkmAAg¨Ã vuanq lnk eu pkmAAg¨Ã vuanq lnk eu pkmAA8

Òfä dky ;kfu e/;dky esa i[kkot ,d Áfl) ok| Fkk vkSj ;g daB laxhr] chu] jckc]
oh.kk rFkk lqj flaxkj dh laxr esa Á;¨x g¨rk gSA dhrZu ijEijk esa ^'kCn jhrsa cgqr Ápyu esa FkÈA
bu jhr ä ds lkFk Ák;% i[kkot ;k e`nax dh laxr ls flD[k Òko Á/kku Òfä laxhr ds ÁÒko¨Rikndrk
esa o`f) g¨ tkrh FkhA9

i[kkot ds Ápyu ds ckn rcys dk fodkl] mRifr dc gqÃ ;g dguk cgqr eqf'dy gS
ysfdu orZeku ;qx esa rcyk ok| lkjs mÙkj Òkjrh; laxhr esa Nk x;kA lÒh f'k{kk laLFkku ä esa]
fo|ky; ä] egkfo|ky; ä esa rcyk f'k{kk dh d{kk,a pyrh gSa vkSj i[kkot dh d{kk,a dsoy ,d Áfr'kr
ns[kus esa vkrh gSaA bl Ádkj iatkc esa flD[k dhrZu Ásfe; ä us Òh rcys d¨ T;knk viuk;k vkSj Qy
Lo:i rcys ds vusd Äjkus vfLrRo esa vk,A flD[k dhrZu esa fo'ks"kdj dk"B dh t¨M+h dk Á;¨x
^ck;ka* ^/kEek* vkSj ^nk;ka* ^enhu* uke ls tkuk tkrk FkkA vkt Òh dÃ oknd vkVs dk Á;¨x djrs
gSa rkfd xEÒhj daiu ;qä vkokt+ vk,A

iatkc ds Áfl) ok| ä esa rkml cgqr gh lqUnj ok| gSA rkml vjch Òk"kk dk 'kCn gS vkSj
vjch ,oa Qkjlh n¨u ä esa gh e¨j ds vFkZ esa Á;qä g¨rk gSA bl ok| dk vk/kk Òkx e¨j dh vkÑfr
dk g¨rk gS vkSj mlds lkFk e¨j ds ia[k Òh yxs g¨rs gSaA ̂ Òkjrh; laxhr ok|* uked xzUFk ds ys[kd
us rkml dks ^e;wjh bljkt* laKk ds vUrZxr foospu fd;k gSA10 flD[k dhrZu esa fo'ks"kdj laxr
ok| ds :i esa Òh rkml dk Á;¨x g¨rk gS vkSj dÃ jkxh ,dy :i ok| ds :i esa Òh ÁLrqrh nsrs
fn[kkÃ nsrs gSaA vktdy ÒkÃ f'kfjiky rkml ctk dj dhrZu xk;u djrs gSa vkSj ns'k fons'k ä esa
rkml dh f'k{kk Òh nsrs gSaA Òkjr ds vU; Òkxksa ds vis{kk iatkc esa ;g vf/kd y¨dfÁ; FkkA rkml
ok| esa eq[; pkj rkj vkSj vBkjg rjcsa g¨rh Fkh t¨ jkx ds Loj ä ds fglkc ls feykÃ tkrh FkhaA
bldh MkaM ij vk/kqfud fny:ck vFkok bljkt dh Òkafr ijns ca/ks g¨rs Fks vkSj ck,a gkFk dh maxyh
ls rkj nck dj] nkfgus gkFk ls xt dk ifjpkyu dj /ofu mRié dh tkrh FkhA ,d /;ku nsus dh
ckr gS fd vkt dy xq:ck.kh dhrZu esa bldk Ápkj ,oa Álkj dkQh c<+ jgk gSA tonnh dyka
yqfèk;kuk esa 'kkL=h; {ks= esa Á;¨x fd, tkus okys ok| ä ij dkQh dke fd;k tk jgk gSA ,oa vkt
dy lÒh Vhoh] ÃUVjusV] izfr;ksfxrk esa a tc xq:ck.kh laxhr dk xk;u lqurs gSa rks lÒh xk;d ä ds
lkFk fny:ck] lj¨n ;k rkml vkfn ok| ä dk oknu vo'; gh lqukÃ nsrk gSA
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rkml ds leku fny:ck Òh iatkc Ápfyr ok| ä esa ls ,d gSA blesa Åij okyk Òkx flrkj
dh Òkarh MkaM ;qä vkSj uhps okyk Òkx lkjaxh dh rjg g¨rk gSA bl ok| esa ijns yxs g¨rs gSa vkSj
lkjaxh dh Òkarh xt ds ?k"kZ.k ls /ofu mRiUu dh tkrh gSA flrkj dh vkÑfr dk g¨us ls blesa
Òkjrh;rk dk iwjk Áek.k feyrk gSA ;|fi uke ds vk/kkj ij ^fny:ck* fons'kh] fo'ks"kdj -Qkjlh
ok| g¨us dk ladsr djrk gSA

iatkc ds Áeq[k ok| ä esa lkfjUnk ,d vU; Ádkj gSA dhrZu ds vkjafÒd dky esa laxr ds fy,
lkjaxh dk vf/kd Á;¨x g¨rk FkkA vxj ge Fk¨M+k ihNs tkrs gSa r¨ ns[krs gSa fd lkjaxh dk oS';kvksa
ds lkFk oknu dk Ápyu Fkk blfy, lekt eas Ä`.kk dh n`f"V ls ns[kk tkrk FkkA xq: vtqZu nso th
us bl rF; dh vksj  /;ku fn;k vkSj mUg äus mlh ls feyrs tqyrs ok| dk vkfo"dkj fd;k vkSj
bldk uke lkfjUnk j[kkA ,-,l- x¨ly ds vuqlkj xq: vtqZu nso th us lkfjUnk gkFk esa ysdj
dhrZu djus dk vkns'k fn;kA11 ÒkÃ dkgu flag ukÒk] xq: 'kCn jrukdj egku d¨'k esa fy[krs gSa
fd lkfjUnk dk vkfo"dkj xq: vtqZu nso th us gh fd;kA12 tgka lkfjUnk dk Á;¨x dhrZu ds fy,
gqvk <+kf<+; ä us Òh lkjaxh d¨ N¨M+ dj lkfjUns dh gh laxr ds lkFk xkuk 'kq: dj fn;kA lkjaxh
vkSj lkfjUns esa vkdkj esa Fk¨M+k vUrj gSA lkjaxh dk vk/kk Òkx p©[kwaVk g¨rk gS vkSj lkfjUns dk v.Ms
ds lkeku x¨ykÃ fy, gq, g¨rk gSA blds uhps ds Òkx dk Fk¨M+k va'k f>Yyh ls <dk g¨rk gSA ;g
n¨ QqV yEck g¨rk gS vkSj blesa rkar dh rhu rkjsa yxh g¨rh gSaA lkjaxh dh Òkafr pkj ugÈ g¨rhA
dqN fo}ku ä ds vuqlkj lkfjUnk mPpLrj dk ok| ugÈ gS ysfdu ;g fuEuJs.kh oky ä ds lkFk vR;Ur
y¨dfÁ; gSA The Sarinda is not very high class instrument but its very popular with the lower
classes.  The chief pecularity of the Sarinda consists in the way that the belly, which is of
perchment is put on.  It is made to cover only the lower part of body; leaving the upper half
quite open.13

     flD[k dhrZu esa lkfjUnk dk fcYdqy y¨i g¨ pqdk gSA njckj lkfgc esa bl ok| ds lkFk dhrZu
djus okys vfUre flD[k jkxh egUr 'kke Fks ftUg äus 70 o"kZ rd dhrZu fd;kA14 vktdy ok| dk
Á;¨x Ák;% ;¨fx; ä vkSj Qdhj ä }kjk y¨d&dFkkvksa vkSj Òfä xhr lqukrs le; gh fd;k tkrk gSA
iatkc ds eaMh 'kgj ds xq:}kjksa esa xq: x¨fcan flag }kjk okfnr lkfjUnk ok| vkt Òh e©twn gSA
dSIVu Ms ds vuqlkj fd ;s eq[;r% fuEuJs.kh dk lkt gS] dqN Bhd ugÈ yxrkA ;g ckr nwljh gS
fd bl le; ;g ok| nhu ghu voLFkk esa gSA ysfdu ;g Òh Lej.k djus ;¨X; gS fd fdlh le;
flD[k xq:vksa ds gkFk ä ds Li'kZ ls blus vR;f/kd Áfr"Bk ÁkIr dh FkhA

fofp= oh.kk uked ok| dk Òh iatkc ds lkFk vR;ar  Äfu"B lEcU/k gS fo'ks"kdj ifV;kykA
ifV;kyk njckj ds gh Áfl) oh.kk oknd vCnqy vt+ht [kka d¨ ^fofp= oh.kk* ds vkfo"dkjd g¨us
dk x©jo Ánku fd;k tkrk gSA15 oLrqr% ;g rF; fooknxzLr gS fd fofp= oh.kk ok| vFkok blds
vkdkj Ádkj ls feyrk gqvk vU; ok| blls iwoZ Òh Òkjrh; Òwfe ij Ápfyr Fkk ;k ugÈA ysfdu
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blesa lansg ugÈ fd orZeku ;qx esa bld¨ Ádk'k esa ykus okys dykdkj mLrkn vCnqy vt+ht+ [kka
gh gSaA mLrkn vCnqy vt+ht+ [kka dk lEcU/k ifV;kyk njckj ls gh FkkA vkid¨ lkjs Òkjr esa vkeaf=r
fd;k tkrk FkkA bl ok| d¨ iatkc dh gh nsu ekuk tkuk T+;knk mfpr g¨xkA

fofp= oh.kk esa n¨ rwEcs g¨rs gSa ftldh MkaM ij pkj eq[; rkj pM+s g¨rs gSa vkSj uhps rjc
ds rkj g¨rs gSaA fofp= oh.kk dh vxj dYiuk djuh gS r¨ tSls n¨ ÄM+̈ a ij ,d MkaM j[kh g¨A blh
MkaM ij ijns ca/ks g¨rs gSa vkSj rkj ä ij dkap cVVs ds Ä"kZ.k ls Loj mRié fd, tkrs gSaA ck,a gkFk ij
cVVk g¨rk gS vkSj nkfgus gkFk dh vaxqfy; ä esa n¨ rhu fet+jkcsa igu dj rkj ä ij vkÄkr fd;k tkrk
gSA

bl ys[k esa ok| ä dh ppkZ djuk blfy, vko';d le>k fd vktdy xk;u ds lkFk
gkje¨fu;e dk Òh Á;¨x g¨us yxk gSA cM+s nq[k ls dguk iM+rk gS dh tgka 'kkL=h; laxhr ds {ks=
esa iatkc us vusd ok| ä d¨ tUe fn;k r¨ vkt ge ft+Unxh dh n©M+ esa brus O;Lr gSa fd ijEijkxr
ok| ä d¨ Òwyrs tk jgs gSaA bl ij nqckjk ls p;u djus dh vko';drk gS A esjk ,slk dguk fcydqy
ugÈ gS fd bl {ks= esssa dk;Z ugÈ g¨ jgk] ijUrq mldh xfr d¨ c<+kuk g¨xkA 'kkL=h; laxhr ds xk;d
vius xk;u esa rkuiqjs dk gh vk/kkj ysrs Fks ysfdu iatkc esa y¨x ä dk vkd"kZ.k gkje¨fu;e ds Áfr
vf/kd g¨ tkus ds dkj.k e/;e Js.kh ds dykdj gkje¨fu;e d¨ gh eq[; vk/kkj ysus yxs gSaA mPp
Js.kh ds dykdkj vÒh Òh rkuiqjs ds vÒko esa xk;u ugÈ djrsA 'kkL=h; laxhr vkSj flD[k dhrZu
ds {ks= esa fdlh rarh ok| dk oknu ,dy ;k laxr ok| ds :i esa fd;k tk ldrk gS ysfdu fo'ks"k
Ákar¨ esa fo'ks"k ok| ä ds Áfr gh y¨x ä dk vkd"kZ.k g¨rk gSA

vc vxj ge y¨d ok| ,oe~ 'kkL=h; ok| ä dh ckr djsa r¨ Á'u ;g mBrk gS fd bu ok| ä
esa vk;s uohu ifjorZu D;k gSa mudk ÁLrqrhdj.k esa D;k ;¨xnku gS\

bl uohfudj.k ds ifj.kke feys tqys dgs tk ldrs gSa tgka blls dykdkj ä d¨ vk/kqfud
rduhd ls tqM+us dh larqf"V feyrh gS ogÈ ikjEifjd y¨d ,oa 'kkL=h; ok| ä dh ekSfyd /ofu dgÈ
xqe lh g¨ xÃ Árhr g¨rh gS] ftls lqurs gh ,slk vkÒkl g¨us yxrk Fkk eku ä ge 'kgj ls fdlh xkao
ds 'kkar lk/kkj.k ,oa lqxfU/kr okrkoj.k esa vk x, gSa] tgka g¨us ek= ls eu esa ,d nSoh; vkSj LoxZ
tSlh vuqÒwfr fgy¨js ysus yxrh gSA mldk ,d dkj.k ;g gS fd bu ok|dkj ä d¨ csj¨t+xkjh dk
lkeuk djuk iM+kA j¨Vh diM+k vkSj edku dh t+:jr iwjh u g¨us ds dkj.k d¨Ã vkSj O;olk; djuk
iM+kA dsoy 'kkfn; ä esa tk dj y¨x¨ dk eu¨jatu djuk ,d dykdkj ds fy, vlguh; gSA nwljk
dkj.k tc dykdkj vius vklikl ns'k ä] fons'k ä esa y¨x ä d¨ vkxs c<+rk ns[krk gS r¨ viuh dyk
esa dqN ifjorZu yk dj Áxfr djuk LoÒkfod gSA vkt Òh dqN ,sls mnkgj.k gS t¨ iatkch y¨d
laxhr ok| ä dh le`f) ,oa foLr`r ijEijk dk laf{kIr ifjp; nsrs gSaA ijUrq vktdy ds ÒweaMyhdj.k
ds ;qx esa tgka foKku ds uohu vkfo"dkj ä ,oa fujUrj xfr ls ifjofrZr g¨rh gqÃ thou 'kSyh esa
iatkch xzkeh.k thou d¨ dkQh va'k ä rd cny fn;k gSA vktdy y¨d laxhr ds dk;ZØe ä esa
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vkèkqfud rduhd ij vk/kkfjr fofÒé Ádkj ds dh c¨MZ] vksDV¨isM] flUFkslkÃt+j dk Á;¨x g¨us yxk
gS] ftuds }kjk vusd ok| ä dh Ñf=e /ofu ,d gh ok| ls fudkyh tk ldrh gSA pkgs os y¨d ok|
g¨ ;k 'kkL=h; ok|A lkFk gh uohure Ádkj ds /ofu Álkfjr ;a= Á;qä g¨us yxsA buesa vusd u;s
midj.k ok| ä dh /ofu dh rkjrk] rhozrk] vkSj tkfrxq.k vkfn lEcfU/kr fo'ks"krkvksa dk leUo;
djds ,oa ifjofrZr djds Álkfjr djrs gSa r¨ bl rjg ÁLrqfrdj.k esa laxhr ds gj {ks= esa fuR;Áfr
u;s Á;¨x gq, gSa vkSj g¨ jgs gSa] r¨ iatkc ds y¨d ,oa 'kkL=h; ok| laxhr esa ÁLrqfrdj.k D; ä vèkwjk
jgrkA vkt ÁLrqfrdj.k esa tgk¡ ,d vksj dykdkj dh dyk dk ;¨xnku jgrk gS] ogka nwljh vksj
rduhd dk Òh cM+k gkFk gSA ;gk¡ rduhd dk gh Qy gS fd vkt ^ekbØ¨Q¨u* dh enn ls
ÁLrqfrdj.k nsuk lgt lEÒo g¨ ldk gSA tSls mnkgj.k ds fy;s ^vyx©t+k* tSlk lkt+ ctkus ds
fy, oknd xys ls fo'ks"k Ádkj ls Qwad nsrk gS] ftlls J¨rkvksa d¨ mlds lkal ysus dk fcYdqy Òh
vkÒkl ugÈ g¨ ikrk vkSj mUgsa yxrk gS eku ä oknd ,d gh lkal esa yacs le; rd oknu dj jgk
g¨A vxj ge dykdkj dh n`f"V ls ekÃd ds egRo d¨ ns[ksa r¨ ge ikrs gSa fd tc ekbØ¨Q¨u dk
vkfo"dkj ugÈ gqvk Fkk] ;g vke y¨x ä dh igqap ls nwj FkkA igys y¨x ä d¨ ekÃd u g¨us dh otg
ls ok|;a= t¨j ls ctkuk iM+rk Fkk] ftlls muds o¨dy d¨MZl ij vlj iM+rk FkkA vkt ekÃd
g¨us ls T;knk t+̈ j yxkus dh vko';drk ugÈ gSA blh rjg tc oknd eanz lIrd dk foLrkj djrk
gS r¨ og viuk ok| ekÃd ds fcYdqy ikl ys tkrk gS] vkÄkr cgqr gh lkQ lqukÃ nsrk gSA

blh rjg igys bu ok| ä dk ÁLrqrhdj.k dsoy xhr ä ds fy, gh g¨rk Fkk] ysfdu vkt
fusion  ds ;qx esa vxj fgUnh xhr xk;k tk jgk gS r¨ ogÈ chp esa iatkch y¨d Òk"kk dk Òh Á;¨x
djds vkSj y¨d ok| ä dh ÁLrqfr vkSj J¨rkvksa ds vkuUn dh vuqÒwfr vkSj c<+ tkrh gSA vktdy ds
u;s Á;¨x ä esa lcls T;knk <¨yd dk ÁLrqfrdj.k vaxzst+h laxhr ds lkFk vDlj lquus d¨ feyrk gSA
<¨yd dh /ofu dh lqUnjrk ds dkj.k y; ds fy, os bldk Á;¨x djrs gSaA

vktdy fo'ks"k ÁLrqfr; ä ds fy, oknd lqUnj os'kÒw"kk] vkÒw"k.k vkfn igurs gSaA blds
vfrfjä vktdy~ ikjaifjd y¨dok| ä d¨ brus lqUnj rjhds ls ltkdj ÁLrqfr dh tkrh gS fd J¨rk
igys lktkslTtk ns[kdj gh pfdr g¨ tkrs gSaA bl Ádkj ÁLrqfr djrs le; os'kÒw"kk dk [kkl è;ku
j[kk tkrk gSA ;g dguk mfpr g¨xk dh y¨d laxhr dyk vius lajpuk esa de ls de lk/ku lkexzh
dh lgk;rk ls vf/kd Òko O;ä dj ikus dh {kerk ds dkj.k gh yfyr dykvksa loZJs"B LFkku fy;s
gq, gSaA lqanj ÁLrqfrdj.k ds dkj.k gh iatkch y¨d ok| laxhr dk le`) ÒaMkj vkt Òh viuh
fofoèkrk vkSj eu¨gkfjrk ds dkj.k Òkjr esa gh ugÈ] cfYd lEiw.kZ fo'o esa LFkk;h ,oa lEeku ÁkIr dj
jgk gSA oS'ohdj.k ds bl n©j esa vxj ge ns[ksa r¨ bUVjusV] Qslcqd] ehfM;k] Vhoh] jsfM;¨] OgkV~l,si
vkfn ls lÒh Ádkj dh lwpuk,¡ miyC/k gSaA vkilh vknku Ánku djus ds fy, ljy lk/ku gSaA Òkjr
esa cSBs lkr leqUnj ikj ls vU; ns'k ä ds dykdkj ä ls lEidZ djds viuh dyk dks J¨rkvksa ds lEeq[k
ÁLrqr djrk gSA blds vfrfjä vkt dh ;qok ih<+h us cSUM ds }kjk oS'ohdj.k ds bl n©j esa viuh
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ijEijkvksa d¨ thfor j[kus dh d¨f'k'k dh gSA Òys gh dÃ ckj y¨d xhr ä esa if'peh rky dk Á;¨x
djds dqN vyx fn[kkdj ÁLrqr fd;k tkrk gS] mldk ;g vFkZ dnkfi ugÈ fd cnyko dsoy gkfu
gh djrk gS] D; äfd if'peh lH;rk dk ÁÒko vkuk LokÒkfod gSA laxhr fØ;kRe'khy dyk gSA vkt
dh ih<+h Áxfr'khy LoÒko dh gSA viuh ijEijkvksa] uohu Á;¨x ä d¨ lkFk ysrs gq, Òh os vius y¨d
oknu ,oa 'kkL=h; ok| laxhr dh ijEijk d¨ lesVs gq, gSA

vkt Òh tc ge Vhoh pSuy [k¨yrs gSa r¨ oknd dqrkZ] pknjk] frys dh twrh] yqaxh] xys esa
lkQk igudkj rqach] fpeVk] vyx¨t+s] <¨y] <¨yd] oatyh] lkjaxh vkfn lkt+̈ a ds lkFk viuh dyk
dq'kyrk dk Án'kZu djrs gSaA Òfä laxhr ds {ks= esa Òh gjefUnj lkfgc esa Òh tc  dhrZu dk lapkj
g¨rk gS r¨ lÒh jkxh ,d rjg dh os'kÒw"kk igurs gSa rkfd ÁLrqfrdj.k ÁÒko'kkyh g¨A lkjka'kr;k
ge ;gh dg ldrs gSa fd ok| gh ,d ek= lk/ku gS t¨ xk;u rFkk ok| ä d¨ vf/kd ÁÒko'kkyh cukus
esa leFkZ gSA ok| ä ds egRo d¨ y¨d laxhr] Òfä laxhr] 'kkL=h; laxhr ls udkjk ugÈ tk ldrk]
bUgÈ rF; ä ds vk/kkj ij ge dg ldrs gSa fd Òfo"; esa iatkc gh ugÈ vfirq lEiw.kZ fo'o esa ok| ä
dk egRo vkSj vf/kd cM+sxk vkSj ÁfrQfyr g¨xkA
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8- xq: xzUFk lkfgc vklk egyk 1] p©ins Äj 2] i`"B 350

9- Dr. A.S. Paintal, the nature and place of Music, page 330.
10- Mk- ykyef.k feJ Òkjrh; laxhr ok|] i`"B 17

11- ,-,l- x¨ly] flD[k /keZ vr% laxhr] i`"B 64

12- ÒkÃ dkgu flag ukÒk] xq: 'kCn jRukdj egku d¨'k] i`"B 128

13- Captain day, The music and musical instruments of Southern India and the Decan,
Page 126

14- ,-,l- x¨ly] flD[k /keZ vr% laxhr] i`"B 62

15- Mk- lq'khy dqekj p©cs] fgUnqLrkuh laxhr ds jRu] i`"B 255

iatkc ds y¨dfÁ;---@MkW- xqj'kju d©j
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izkphu rky i)frizkphu rky i)frizkphu rky i)frizkphu rky i)frizkphu rky i)fr

MkW- vt; dqekjMkW- vt; dqekjMkW- vt; dqekjMkW- vt; dqekjMkW- vt; dqekj
lgk;d izksQslj] laxhr foHkkx] fnYyh fo'ofo|ky;

lkjlkjlkjlkjlkj

Hkkjrh; rky i)fr ds ewy fl}karksa dk fu:i.k laxhr ds vU; fo"k;ksa dh rjg ̂ ukV~î'kkL=*
esa gh miyC/k gksrk gS] blfy;s rky dh n`f"V ls Hkh bls vk/kkj xzaFk ekuk x;k gSA rRdkyhu rky
i)fr dk bl xazFk esa lw{e ,oa iw.kZ foospu fd;k x;k gSA ftls le>us ds fy;s ,dek= lgk;d ,oa
çkI; xzaFk vfHkuoxqIr Ñr ̂vfHkuoHkkjrh* Vhdk ,oa ckcwyky 'kqDy 'kkL=h }kjk vuqokfnr fgUnh ukV~;
'kkL= gS rFkk ukV~î'kkL= esa LFkkfir fl)karksa dk lw= 'kSyh esa Li"Vhdj.k ^laxhrjRukdj* ls çkIr
gksrk gSA ukV~î'kkL= ds 31osa v/;k; esa] ekulksYykl ds 16 osa v/;k; esa] laxhrjRukdj ds 5osa v/;k;
esa ,oa vfHkuoHkkjrh esa ewyxzaFk ds vuqlkj rky dk fo'kn~ foospu fd;k x;k gSA

rky i)fr % rky i)fr % rky i)fr % rky i)fr % rky i)fr % çkphu dky esa rky dh nks çeq[k i)fr;‚a çpfyr Fkh&

¼i½ ekxhZ rky i)fr ¼ii½ ns'kh rky i)fr

ekxhZ rky i)fr ds vUrxZr vkpk;Z Hkjr us i‚ap rkyksa dh fo'kn~ ppkZ dh gS] tks bl çdkj
gSaA pPpRiqV] pkpiqV] "kV~firkiq=d] lEidos"Vkd vkSj mn?kêA buesa ls çFke nks çeq[k gSa vkSj ;gh
nksuksa prqjJ vkSj =L; ds çfrfuf/k rky ekus tkrs gSa ;|fi "kV~firkiq=d dk lokZf/kd ç;ksx gksrk
gSA ukV~î'kkL= esa ek=kvksa ds rhu Lo:i crk;s x;s gSaA y?kq] xq: vkSj IyqrA 1 ek=k dky dks y?kq]
2 ek=k dky dks xq: ,oa 3 ek=k dky dks Iyqr ekuk x;kA

'kkjaxnso us ns'kh dh O;k[;k djrs gq;s dgk gS fd ns'k vFkok çkar ds tu tu esa ç;qä
:fpiw.kZ ,oa eu dks Hkkus okys yksd fç; xk;u] oknu ,oa u`R; ns'kh dgs x;sA fofHkUu tkfr laçnk;
vkfn esa O;kIr ns'kh laxhr] dgs x;sA laxhrjRukdj esa rkyksa dh jpuk ds fy;s fpUgksa dk fo'ks"k :i
ls o.kZu fd;k x;k gSA 'kkjaxnso us æqr ds fy;s ½ ek=kdky] y?kq ds fy;s 1 ek=kdky] xq: ds fy;s
2 ek=kdky ,oa Iyqr ds fy;s 3 ek=kdky crk;s gS rFkk buds fpUg æqr&0] y?kq-I] xq:&S] Iyqr ƒ,
,oa fojke ds fy,  crk;s x;s gSA æqrkfn vo;oksa ds fofHkUu çdkj ds lfuos'kksa ds vk/kkj ij
ns'khrky ds vusd çdkj gSaA laxhrjRukdj esa fn;s x;s 120 ns'kh rkyksa ds lEiw.kZ y{k.k foLrkjiwoZd
bl 'kks/k i= esa crk;s x;s gSaA

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn
rky] ekxhZ] ns'kh] y?kq] xq:
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dky vn`';] vuUr ,oa leLr czgek.M esa O;kIr gSA ;g xfreku gS blfy;s lnk vkxs dh
vksj c<+rk jgrk gSA dky ds bl vkxs dh c<+us dh izfØ;k ls euq"; dks dky ds O;rhr gksus dh
vuqHkwfr gqbZA bl vuUr] vlhe dky dks le>us ds fy;s ekuo us mls o"kZ] ekl] fnu] ?kaVk] fefuV
,oa lSds.M vkfn eas foHkkftr fd;k] D;ksafd fcuk foHkktu fd;s dky dks le>uk vlEHko FkkA blh
izdkj laxhr esa iz;qDr gksus okys le; dks le>us ds fy, ̂dky izek.k* vFkkZr~ ̂ rky* dh mRifÙk gqbZA
loZizFke xfr o y; dk cks/k gqvk fQj mlls rky dk l`tu dj laxhrksi;ksxh cuk;k x;kA
laxhr'kkL= esa ^y;* rky dh tuuh dgykrh gSA y; vius vki dks ,d pØ esa cka/kdj ekid ;a=
ds :i esa /kkj.k dj ysrh gS] ftls ge rky dgrs gsaA y; ls ek=k ,oa ek=k ls rky dk fuekZ.k gksrk
gSA y; vius dks ,d pØ esa cka/k dj izcy vkSj voy èofu;ksa ds :i esa xfr [kaM cu tkrs gSaA izcy
rFkk voy èofu;ksa ls ;qDr y; [kaMksa dk lewg gh Hkkjrh; laxhr esa rky ds :i esa izLQqfVr gqvk
vkSj ;g rky gh laxhr esa yxus okys le; dks ekius dk lk/ku cukA oLrqr% xfr ls gh ^rky* dk
mn~Hko gqvkA y; dh dky rFkk fØ;k dks fu;af=r djus ij ̂rky* dk mn~Hko gksrk gSA y; Lo;a ,d
O;kid ,oa v[kafMr fØ;k gSA bldks okafNr varjky ls cka/kdj ^fØ;k* ls n'kkZuk gh ^rky* dgykrk
gSA rky pØ esa ,d èofu izcy ,oa nqljk voy lqukbZ nsrh gS] D;ksafd ekuo ds dkuksa dks ,d lh
èofu xzká ugha gksrhA èofu dk izcyRo rFkk voyRo gh xfr dh ,djlrk dk fujkdj.k djrk gSA

Hkjr;qx ds i'pkr~ laxhr dk tu&tu esa izpkj&izlkj gksus yxk FkkA ;|fi Hkjr ds i'pkr~
'kkjaxnso ds le; ds lHkh xzaFkdkjksa us Hkjr er dk ikyu fd;k ijUrq og ns'kh ds :i esa ifjorZu
gksus yxkA ^ufUnds'oj* us Hkjrer ls gVdj æqr] y?kq ] Iyqr ,oa dkdin bu ekf=d dky izek.kksa
dks vius xzaFk ^Hkjrko.kZ* esa rky vax ds :i esa m)`r fd;k gS rFkk dqN rkyksa ds cksy Hkh fn;s x;s
gSA ukjnÑr ^laxhr edjan* esa ekxhZ ,oa ns'kh ds 101 rkyksa dh ifjHkk"kk nh xbZ gSA nfÙky] erax]
dksgy] vfHkuoxqIr] ukU;nso vkfn xzaFkdkjksa us xzaFk fy[ks Fks] ,slk vU; xzaFkdkjksa ds xzaFkks esa muds er
dk izfriknu fd;s tkus ls fl) gksrk gSA buesa dqN xzaFkdkjksa ds xzaFk iw.kZ Lo:i esa rFkk dqN ds viw.kZ
Lo:i esa miyC/k gksrs gSaA ml le; dh jktuhfrd fLFkfr] lkaLÑfrd okrkoj.k] yksd:fp dkj.kksa
us laxhr dks Hkh izHkkfor fd;k tks fd LokHkkfod gh FkkA ,slk izrhr gksrk gS fd ekxhZ ds lkFk ns'kh
rkyksa dk izHkko c<+rk x;kA rkyksa dk fuekZ.k] ikVk{kj dh fudkl fof/k dk fodkl] rkyksa ds cksyksa
dk oknu] yksd vou) ok|ksa dk egRo ,oa muds oknu ls ;g Li"V gksrk gS fd ;g tu&ekul ds
}kjk iz'kaluh; gksrk tk jgk FkkA

rky dh O;qRifÙkrky dh O;qRifÙkrky dh O;qRifÙkrky dh O;qRifÙkrky dh O;qRifÙk

ukV~;'kkL= esa rky dh O;k[;k bl izdkj ls dh xbZ gS&

rkyksa ?ku bfr izksä% dyk ikr y;kfUor%Arkyksa ?ku bfr izksä% dyk ikr y;kfUor%Arkyksa ?ku bfr izksä% dyk ikr y;kfUor%Arkyksa ?ku bfr izksä% dyk ikr y;kfUor%Arkyksa ?ku bfr izksä% dyk ikr y;kfUor%A
dykLrL; izek.ka oS foKs;a rky;ksDr`fHk%AAdykLrL; izek.ka oS foKs;a rky;ksDr`fHk%AAdykLrL; izek.ka oS foKs;a rky;ksDr`fHk%AAdykLrL; izek.ka oS foKs;a rky;ksDr`fHk%AAdykLrL; izek.ka oS foKs;a rky;ksDr`fHk%AA1

izkphu rky i)fr@MkW- vt; dqekj
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dyk ikr vkSj y; ls ;qDr tks dky dk foHkkx ;k ifjek.kkRed izek.k] tks ?ku ok| ds }kjk
vkrk gS& rky dgykrk gSA laxhr esa tc rky dk O;ogkj gksrk gS rc mls le; ds ifjekid dyk
'kCn ls lacksf/kr fd;k tkrk gS vkSj rc mldk vFkZ Hkh rky dk izek.kfun'kZd dky gksrk gSA

lk/kkj.k O;ogkj ds dk"Bk] fues"k ;k iy ds ifjek.k dks rky izlax esa dyk ugha dgk tkrkA
fues"k dky dks ek=k dgk x;k gS rFkk ,d ek=k ls ;k ek=kvksa ds ;ksx ls cus xku le; dks dyk
dgk x;kA ukV~;'kkL= esa 1 ek=k dky dks y?kq 2 ek=k dky dks xq# ,oa 3 ek=k dky dks Iyqr ekuk
x;k gSA

laxhrjRukdj esa ^rky* 'kCn dh O;qRifr bl izdkj ls crkbZ xbZ gS&

rkyLryizfr"Bk;kfefr /kkrks/kZf´ Le`r%rkyLryizfr"Bk;kfefr /kkrks/kZf´ Le`r%rkyLryizfr"Bk;kfefr /kkrks/kZf´ Le`r%rkyLryizfr"Bk;kfefr /kkrks/kZf´ Le`r%rkyLryizfr"Bk;kfefr /kkrks/kZf´ Le`r%
xhra ok|a rFkk u`ra ;rLrkys izfrf"Bre~AA2AAxhra ok|a rFkk u`ra ;rLrkys izfrf"Bre~AA2AAxhra ok|a rFkk u`ra ;rLrkys izfrf"Bre~AA2AAxhra ok|a rFkk u`ra ;rLrkys izfrf"Bre~AA2AAxhra ok|a rFkk u`ra ;rLrkys izfrf"Bre~AA2AA2

izfr"Bk vFkZ okyh ^ry* /kkrq esa ^?k ~́* izR;; ds yxus ls rky 'kCn dh mRifÙk gqbZ gSA xhr]
ok| ,oa u`Ùk blesa izfrf"Br gksrs gSa] blfy;s bUgsa ^rky* dgk tkrk gSA izfr"Bk dk vFkZ gS ,d lw=
esa ck¡/kuk] O;ofLFkr djuk] vk/kkj iznku djuk] fLFkjrk ykuk vkfnA xhr] ok| vkSj u`Ùk ds fofHkUu
rRoksa dks ,d voLFkk iznku djds fLFkj cukus okyk vkSj vk/kkj iznku djus okyk rRo gh ^rky* gSA
^izfr"Bkufo'ks"k* ;kuh O;oLFkk djus dk fo'ks"k <+axA laxhr'kkL= esa izfr"Bku ;kuh O;oLFkk dk laiknu
^rky* ds }kjk gh gksrk gSA

^rys HkoLrky%*^rys HkoLrky%*^rys HkoLrky%*^rys HkoLrky%*^rys HkoLrky%*3

vFkZ gS ̂ ry* esa gksus okyk ̂ rky* gSA cksypky dh Hkk"kk esa ̂ ry* 'kCn dk vFkZ uhps jgus okyk
vkSj /kkj.k djus okyk gksrk gSA fdlh oLrq dks gkFk ij j[kus ds fy;s ̂ gLrry* 'kCn dk iz;ksx fd;k
tkrk gSA ml fLFkfr esa gkFk dk og Hkkx tks gLrry dgykrk gS oLrq ds uhps jgrk gSA iwjs 'kjhj
ds uhps dk Hkkx ^inry* dgykrk gSA i`Foh ds fy;s i`Fohry] vofury] Hkwry dk iz;ksx blfy;s
fd;k tkrk gS fd og gj oLrq dks vius mij /kkj.k djrh gSA blh rjg dky dk vko`Ùk gksus okyk
fØ;kRed [kaM] xhr] ok| vkSj u`Ùk dks vius mij /kkj.k djrk gS] og ̂rky* gSA ̂vfHkouxqIr* us rky
esa gkFk fd fØ;kvksa ds }kjk ifjPNsn ds mik; dh lqyHkrk vkSj gLrry esa ̂ry* ds }kjk rky ds xzg.k
dks Li"V :i esa O;Dr fd;k gSA

r= gLrfd;sfr ifjNsnlqyHk mik;%Ar= gLrfd;sfr ifjNsnlqyHk mik;%Ar= gLrfd;sfr ifjNsnlqyHk mik;%Ar= gLrfd;sfr ifjNsnlqyHk mik;%Ar= gLrfd;sfr ifjNsnlqyHk mik;%A
r;ksgZLr;ks% fd;So rky bfr lkekU;y{k.ka rys Hko bfr ÑRokAr;ksgZLr;ks% fd;So rky bfr lkekU;y{k.ka rys Hko bfr ÑRokAr;ksgZLr;ks% fd;So rky bfr lkekU;y{k.ka rys Hko bfr ÑRokAr;ksgZLr;ks% fd;So rky bfr lkekU;y{k.ka rys Hko bfr ÑRokAr;ksgZLr;ks% fd;So rky bfr lkekU;y{k.ka rys Hko bfr ÑRokA4

izk;% lHkh eè;;qxhu xzaFkksa esa ^rky* dk ^r* vkSj ^y* bu nks v{kjksa dks Øe ls ^f'ko* vkSj
^'kfDr* dk lwpd ekudj ̂ry* 'kCn dh fu:fDr nh xbZ gS vkSj rky dks ̂ f'ko'kdR;krEd* dgk x;k
gSA

izkphu rky i)fr@MkW- vt; dqekj
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laxhrjRukdj esa rkyksa dh jpuk ds fy;s fpUgksa dk fo'ks"k :i ls o.kZu fd;k x;k gSA
'kkjaxnso us æqr ds fy;s ½ ] y?kq ds fy;s 1] xq# ds fy;s 2 ,oa Iyqr ds fy;s 3 ek=kdky crk;s gSa
rFkk buds fpUg bl izdkj ls gSa& æqr&0] y?kq&I] xq#-S] Iyqr&ƒ, fojke&

ekxhZ rky& ekxhZ rky& ekxhZ rky& ekxhZ rky& ekxhZ rky& pPpRiqV bl 'kCn dh O;kdj.k lEer O;qRifÙk ugha gSA laLd`r esa JO; èofu;ksa
ds vk/kkj ij Hkh 'kCn jpuk dj yh tkrh gSA laHko gS fd VwVuk ;k fo[kjuk vFkZ okyh ^pV~* /kkrq
ls ;g vuqdj.k 'kCn cuk;k x;k gksA blls gksus okyh fd;kvksa ds dkyeku SSIƒ esa v/kqjsiu dk]
fc[kus dk Hkko yxrk gSA vfHkuoHkkjrh esa rFkk vU;= dqN xzaFkksa esa ^p×pRiqV* uke Hkh feyrk gS] tks
vkxe ijEijk ds leku lgh ugha gS D;ksafd bl ijEijk esa 4 gh v{kjksa ds esy ls bl rky dk
ukekadj.k gqvk gS vkSj p×pRiqV* esa v~* v{kj c<+ tkrk gSA

vfHkuoxqIr us Hkjr ds pPpRiqV vkSj pkpiqV laca/kh 'yksd Vhdk esa nsus ls igys nks 'yksd
vkSj fn;s gS] ftuesa f'ko ds pkj eq[kksa ls bu rkyksa ds 4 v{kjksa dh mRifÙk crkbZ xbZ gSA ;s lkjs 'yksd
,d lkFk ,d Øe esa fn;s x;s gSa] ftlls ;g izrhr gksrk gS fd ;s nks 'yksd Hkh ukV~;'kkL= ds ewyikB
esa gksus pkfg;sA 'yksd bl izdkj gSa&

nso'prqfHkZfuZo'oklSj{kjk.kka prq"V;e~A mnh;Z rL;krhrs rq foJkUrks fxfjtkifr%AAnso'prqfHkZfuZo'oklSj{kjk.kka prq"V;e~A mnh;Z rL;krhrs rq foJkUrks fxfjtkifr%AAnso'prqfHkZfuZo'oklSj{kjk.kka prq"V;e~A mnh;Z rL;krhrs rq foJkUrks fxfjtkifr%AAnso'prqfHkZfuZo'oklSj{kjk.kka prq"V;e~A mnh;Z rL;krhrs rq foJkUrks fxfjtkifr%AAnso'prqfHkZfuZo'oklSj{kjk.kka prq"V;e~A mnh;Z rL;krhrs rq foJkUrks fxfjtkifr%AA
IyqrkUrU;klrks uká;eqrekuka fo/kh;rsA f}rh;ks u rFkk rsu á/kekuka izrh;rsAIyqrkUrU;klrks uká;eqrekuka fo/kh;rsA f}rh;ks u rFkk rsu á/kekuka izrh;rsAIyqrkUrU;klrks uká;eqrekuka fo/kh;rsA f}rh;ks u rFkk rsu á/kekuka izrh;rsAIyqrkUrU;klrks uká;eqrekuka fo/kh;rsA f}rh;ks u rFkk rsu á/kekuka izrh;rsAIyqrkUrU;klrks uká;eqrekuka fo/kh;rsA f}rh;ks u rFkk rsu á/kekuka izrh;rsA5

lkj ;g gS fd vius pkj eq[kksa ls pkj fu'oklksa esa 4 v{kjksa dk mPpkj.k djds f'ko foJke
djus yxsA IyqrkUr gksus ls pPpRiqV dk fo/kku mÙke izd`fr esa gksrk gS vkSj pkpiqV dk v/ke esaA ;s
pkj v{kj p] r] i vkSj V gSA vfHkuoxqIr ds vuqlkj blds vkorZu ls vH;qn; gksrk gS] blfy;s
vkpk;ksZ us ^pPpRiqV* ,oa ^pkpiqV* 'kCn cuk;sA

iqjk.ks pkxeknkS Hkxorks egs'ojL;iqjk.ks pkxeknkS Hkxorks egs'ojL;iqjk.ks pkxeknkS Hkxorks egs'ojL;iqjk.ks pkxeknkS Hkxorks egs'ojL;iqjk.ks pkxeknkS Hkxorks egs'ojL;
oD=prq"dksn~Hk wresrn{kjprq"desrnkoR;aekueH;qn;nk;hR;qäe~AoD=prq"dksn~Hk wresrn{kjprq"desrnkoR;aekueH;qn;nk;hR;qäe~AoD=prq"dksn~Hk wresrn{kjprq"desrnkoR;aekueH;qn;nk;hR;qäe~AoD=prq"dksn~Hk wresrn{kjprq"desrnkoR;aekueH;qn;nk;hR;qäe~AoD=prq"dksn~Hk wresrn{kjprq"desrnkoR;aekueH;qn;nk;hR;qäe~A

rnfHkizk;s.k pPpRiqV'pkpiqV bR;kpk;sZfuZfnZ"Ve~rnfHkizk;s.k pPpRiqV'pkpiqV bR;kpk;sZfuZfnZ"Ve~rnfHkizk;s.k pPpRiqV'pkpiqV bR;kpk;sZfuZfnZ"Ve~rnfHkizk;s.k pPpRiqV'pkpiqV bR;kpk;sZfuZfnZ"Ve~rnfHkizk;s.k pPpRiqV'pkpiqV bR;kpk;sZfuZfnZ"Ve~6

pPpRiqV%pPpRiqV%pPpRiqV%pPpRiqV%pPpRiqV% blesa pkj v{kj gS] blfy;s bls Js"B ekuk x;k vkSj pkpiqV esa ^r* dks NksM+dj
'ks"k rhu v{kj gksus ls vkxe ijEijk esa bUgs de'k% prqjJ ,oa =L; dk izrhd ekuk x;kA

pPpRiqV dk ;Fkk{kj :i bl izdkj gS&

p Pp Riq V 'kCn
S S I ƒ fPkUg
xq: Xkq: y?kq Iyqr vax
2 2 1 3 ek=k
lfUuikr 'kE;k rky 'kE;k fd;k,W

izkphu rky i)fr@MkW- vt; dqekj
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vfUre v{kj xq: gksrs gq;s Hkh Hkjr ds fo/kku ls Iyqr gksrk gSA

pkpiqV%pkpiqV%pkpiqV%pkpiqV%pkpiqV% pPpriqV dh rjg gh ;g 'kCn Hkh O;kdj.k ds vqulkj fl) ugha fd;k tk ldrkA
iwokZsä vkxe ijEijk ds vuqlkj bldk iz;ksx v/ke izd`fr esa gksrk gSA bldk ;Fkk{kj :i bl izdkj
ls gS&

pk p iq V 'kCn
S I I S fpUg
xq: y?kq y?kq xq: vax
2 1 1 2 ek=k
'kE;k rky 'kE;k rky fd;k,W

"kV~firkiq=d%"kV~firkiq=d%"kV~firkiq=d%"kV~firkiq=d%"kV~firkiq=d% vfHkuoxqIr us bl laKk dks vUoFkZ dgk gS ysfdu vU;oFkZrk fl) ugha dh
gSA bldh vU;oFkZrk dks bl izdkj ls le>k tk ldrk gS blds uke esa rhu 'kCn gS& "kV~* firk^
vkSj iq=d%* blls ,slk yxrk gS fd bl rky dk 6 la[;k vkSj firkiq= ls dqN laca/k gksus pkfg;sA
bls le>us ds fy;s blds ;Fkk{kj :i dks bl izdkj ls le>k tk ldrk gS&

"kV~ fi rk iq = d 'kCn
ƒ I S S I ƒ fpUg
Iyqr y?kq xq: xq: y?kq Iyqr vax
3 1 2 2 1 3 ek=k
lfUuikr rky 'kE;k rky 'kE;k rky fd;k,W

blesa dqy 6 v{kj gSa 6 fd;k,¡ gS ,oa 6 inHkkx gSA rky esa nks [kaM fn[kkbZ nsrs gS&
ƒIS vkSj SIƒ igys [kaM dk gh izfrfCkEc nqljs [kaM esa gS tSls firk dk izfrfcEc iq= ekuk tkrk gSA
lEHkor% blhfy;s bl rky dk uke "kV~firkiq=d j[kk x;kA bl rky dh vU; laKk;sa iapikf.k vkSj
mÙkj Hkh gS ysfdu ;s vU;oFkZ ugha gSA Hkjr us dsoy iapikf.k dk ,oa 'kkjaxnso us nksuksa dk uke fy;k
gSA ;g =L;  tkfr dk rky gSA

lEiDos"Vkd&lEiDos"Vkd&lEiDos"Vkd&lEiDos"Vkd&lEiDos"Vkd& bls "kV~firkiq=d ls mRiUu ekuk x;k gS D;ksafd blesa Hkh vkfn vkSj var dh
dyk,¡ Iyqr gSA blds ;Fkk{kj Lo:i bl izdkj gSa&

l Ei Dos "V d 'kCn
ƒ S S S ƒ fpUg

Iyqr xq: xq: xq: Iyqr vax
3 2 2 2 3 ek=k

rky 'kE;k rky 'kE;k rky fd;k,W
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bl rky dk uke ̂lEiDo* vkSj ̂ bf"Vdk* 'kCnksa ls feydj cuk gSA O;kdj.k dh n`f"V ls ;g
uke 'kq) ugha gS] D;ksafd ;gk¡ ̂ bf"Vdk* ds LFkku ij b"Vkd* gSA lEiDo dk vFkZ gS vPNh rjg idkbZ
gqbZ vkSj ^bf"Vdk* dk vFkZ gS ^bZV*A bl izdkj lEiDos"Vkd dk vFkZ gqvk ^vPNh rjg idkbZ gqbZ bZV
okyk*A

y/kq dk vHkko o var esa Iyqr] eè; esa xq: dh ;kstuk bu dkj.kksa ls bl rky esa Hkkjhiu ,oa
xEHkhjrk dh dYiuk gksrh gS] bldk iz;ksx iwoZ jax esa xhrdksa esa gksrk FkkA bu xhrdksa dk iz;kstu
lkekftdksa dh fpr dks ukV~; dh vksj ,dkxz djds ukV; ds jlkLoknu ds fy;s uhao rS;kj djuk
FkkA laHko gS lHkh xq#vksa ds dkj.k bl rky dks uhao rS;kj djus esa lgk;d le>dj ;g laKk nh
xbZ gSA

mn~?kê%mn~?kê%mn~?kê%mn~?kê%mn~?kê% ;g =L; tkfr dh rky gSa] ftlesa 3 xq# gSaA blds ;Fkk{kj :i bl izdkj ls gSa&

mn~ ?kV~ V 'kCn

S S S fpUg

xq# xq# xq# vax

2 2 2 ek=k

fu"Øke 'kE;k 'kE;k fØ;k,¡

okLro esa ;g =L; dks izfrfuf/kÙo djrk gS fQj Hkh blds LFkku ij pkpiqV dks gh iz/kkurk
nh xbZ gSA D;ksafd bldk iz;ksx iwjs xhrd esa u gks dj mYyksI;d vkSj vksos.kd ds vax ds Hkh NksVs
ls [kaM esa gh gksrk gSA

^mr~* vkSj ̂ ?kV~V* ds esy ls ;g 'kCn cuk gSA ftldk vFkZ gS jxM+k gqvk ;k ?khlk gqvkA laHko
gS fØ;kvksa dh la[;k de gksus vkSj lc xq# gksus ds dkj.k blesa ?k"kZ.k dh vuqHkwfr gqbZ gks vkSj blh
dkj.k ;g laKk nh xbZ gSA

ns'kh rky% ns'kh rky% ns'kh rky% ns'kh rky% ns'kh rky% ukV~;'kkL= esa ns'kh laKk ;k blls laca) dksbZ Hkh fo"k; izkIr ugha gksrk gSA ns'kh
rkyksa ds ckjs esa Hkh ogh fLFkfr gSA ysfdu bldk ;g vFkZ ugha gS fd ik¡p ekxhZ rky ds vfrfjDr vU;
rky ugha Fks ;k mudk iz;ksx ugha FkkA

'kkajxnso us ns'kh dh O;k[;k djrs gq;s dgk gS fd ns'k vFkok izkar ds tu tu esa iz;qDr
:fpiw.kZ ,oa eu dks Hkkus okys yksdfiz; xk;u] oknu ,oa u`R; ns'kh dgs x;sA fofHkUu tkfr laiznk;
vkfn esa O;kIr laxhr ns'kh laxhr dgs x;sA

ns'kh rkyksa esa fdl izdkj dh fØ;kvksa dk iz;ksx fd;k tkrk Fkk] bldk dksbZ mYys[k izkIr
ugha gksrkA l'kCn ;k fu%'kCn ds iz;ksx dk funsZ'k blesa u gksus ds dkj.k ;g rks fuf'pr gS fd ekxZ
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dh rjg bu fØ;kvksa dk fu;r iz;ksx ugha gksrk FkkA ^laxhrjRukdj* esa ns'kh rkyksa ds uke o y{k.k
ns[kus ls irk pyrk gS fd ^flaguanu* vkSj ^eaB* rkyksa esa v'kCn fØ;k,¡ dgh xbZ gSA buds vfrfjDr
vU; fdlh rky esa v'kCn fØ;k dk iz;ksx ugha gSA blls ;g ladsr feyrk gS fd 'ks"k lHkh fØ;k,¡
l'kCn gksaxh vkSj 4 v'kCn gksaxhA budk :i D;k Fkk Li"V ugha gSA oSls Hkh l'kCn fØ;k ds fcuk dky
dk foHkktu laHkao ugha gSA vkSj ns'kh rkyksa esa leku ek=k ;k vkdkj okys vusd rkyksa esa y?kq xq#
ds fofHkUu lfUuos'kksa ds vk/kkj ij varj gksrk gSA ;g Hksn izek.k fo'ks"k ls dh tkus okyh fØ;kvksa ls
gh Li"V gks ldrk gSA

vijkUrd uke xhrd ij Vhdk djrs gq;s dfYyukFk us ns'khrky esa l'kCn fØ;kvksa ds fo"k;
esa ,d ladsr fn;k] tks bl izdkj ls gS%&

"kV~firkiq=dL; futk% ikrk% lark'krk'krk% rSfoZusfr ns'khrkyor~ 'kE;;So bR;sd% i{kA"kV~firkiq=dL; futk% ikrk% lark'krk'krk% rSfoZusfr ns'khrkyor~ 'kE;;So bR;sd% i{kA"kV~firkiq=dL; futk% ikrk% lark'krk'krk% rSfoZusfr ns'khrkyor~ 'kE;;So bR;sd% i{kA"kV~firkiq=dL; futk% ikrk% lark'krk'krk% rSfoZusfr ns'khrkyor~ 'kE;;So bR;sd% i{kA"kV~firkiq=dL; futk% ikrk% lark'krk'krk% rSfoZusfr ns'khrkyor~ 'kE;;So bR;sd% i{kA7

mi;qZDr 'yksd ds vafre va'k esa ;g dgk x;k gS fd ns'kh rkyksa ds leku dsoy 'kE;k dk
gh iz;ksx djuk pkfg;sA bldk vFkZ ;g gS fd ns'kh rkyksa esa dsoy 'kE;k dk gh iz;ksx gqvk djrk
FkkA 'kE;k esa nkfgus gkFk ls ck;sa gkFk ij rky fn;k tkrk gS] tks l'kCn fØ;k dk ljyre vkSj ewy
:i dgk tk ldrk gSA

bu mYys[kksa ds vk/kkj ij ;g vuqeku yxk;k tk ldrk gS fd ns'kh rkyksa esa izR;sd vO;o
ds lkFk gkFk esa dkaL;rky ls ,oa ?kuok|ksa }kjk iznf'kZr dh tkrh jgh gksxh vkSj dgha dgha vo;o
ij fu%'kCn fØ;k Hkh jgrh gksxhA ;g fuf'pr gS fd ,d vo;o ls nwljs vo;o dks fHkUu j[kus ds
fy;s vFkkZr~ ,d fuf'pr uki ds }kjk dky dk Hkatu djus ds fy;s l'kCn fØ;k vfuok;Z gS rFkk
dky Hkatu fdlh Hkh fØ;k ds }kjk laHko gSA ns'kh rkyksa ds iz;kstu dks ns[krs gq;s 'kE;k tSlh fdlh
Hkh fØ;k ds }kjk mi;qZDr dk;Z vklkuh ls gks ldrk gSA laHkor% blhfy;s fdUgha fØ;kvksa ds iz;ksx
dk dksbZ fuf'pr fo/kku ns'kh rky esa ugha fd;k x;kA

eqxyksa ds vkØe.k rFkk Hkkjr ds NksVs&NksVs jkT;ksa ds vkilh erHksnksa ds dkj.k izkphu laxhr
fc[kj x;k FkkA blh dkj.k izR;sd jkT;ksa esa yksxksa ds :fpuqlkj xk;u] oknu ,oa u`R; dk izpkj izlkj
gksrk x;kA ;g dgk tk ldrk gS fd 'kkL=h; laxhr ds LFkku ij yksd laxhr yksd u`R; rFkk yksd
ok|ksa dk izpyu ,oa NksVs rkyksa dk izpyu c<+rk x;kA 'kkajxnso us vyx&vyx jkT;ksa esa Hkze.k dj
ogk¡ ds xq.khtuksa ls vyx&vyx izdkj ds xk;u] oknu] u`R; ,oa rkyksa dk vè;;u fd;k rFkk mlh
ds vk/kkj ij 120 rkyksa dh jpuk dhA

æqrkfn vo;oksa ds fofHkUu izdkj ds lfUuos'kksa ds vk/kj ij ns'khrky ds vusd izdkj gSaA
laxhrjRukdj esa fn;s x;s 120 ns'kh rkyksa ds lEiw.kZ y{k.k ;gk¡ fn;s tk jgs gSa] ftuds Øe la[;k]
rkyksa ds uke ,ao y{k.k bl izdkj ls gSa&
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1- vkfn rky ¼jkl½ I 2- f}rh; 00I 3- r`rh; 000 Z

4- prqFkZ II0 5- iape 00 6- fu%'kadyhy ƒƒSSI
7- niZ.k 00S 8- flagfoØe SSSIƒISƒ 9- jfryhy IISS
10- flagyhy 000I 11- daniZ 00ISS 12- ohjfoØe IOOS
13- jax 0000S 14- Jhjax IISIƒ
15- papjh         00Z00 Z00Z00Z00Z00 Z00Z00Z 16. izR;ax SSSII
17- ;fryXu 0I 18- xtyhy IIIIZ 19- glayhy IIZ
20- o.kZfHkUu 00IS 21- f=fHkUu ISƒ 22- jktpwM+kef.k 00III00IS
23- jaXkks|ksr SSSIƒ 24- jaxiznhi SSISƒ 25- jktrky Sƒ00SIƒ
26- «;Jo.kZ II00II 27- flagfodhfMr IƒSƒƒSISƒIƒ 28- t; ISIIOOƒ

29- ouekyh 0000I00S 30- galukn IƒOOƒ 31- flagukn ISSIS
32- dqMqDd 00II 33- rqjaxyhy 0Z0 Z00 34- 'kjHkyhy II0000II
35- flaguUnu      SSISISƒ00SSIƒIƒSII+++ 36- f=Hkaxh IISS
37- jaxkHkj.k SSIIƒ 38- e.B IIS++++ 39- dksfdykfiz; SIƒ
40- fu%lk:d IZIZ 41- jktfo|k/kj IS00 42- t;eaxy IISIIS
43- efYydkeksn II000 44- fot;kuUn IISSS 45- ØhMk 0 Z0 Z

46- t;Jh SISIS 47- edUn 00III 48- dhfrZrky ƒSIƒ
49- JhdhfrZ SSII 50- izfrrky II00 51- fot; ƒSƒI
52- foUnqekyh S0000S 53- le II0Z0Z 54- uUnu I00ƒ

55- ef.Bdk S0ƒ 56- nhid 00IISS 57- mnh{k.k IIS
58- <+sM~dh SIS 59- fo"ke 0000Z0000 Z 60- o.kZef.Bdk II00I00
61- vfHkuanu II00S 62- vuax IƒIIS 63- ukUnh I00IISS
64- eYyrky IIII00Z 65- dadky] iw.kZdadky 0000SI [kaMdadky 00SS ledadky SII

66- danqd IIIIS 67- ,drkyh0         68. dqeqn     I00IIS     fo"kedadky   IIIIS
69- prqLrky S000 70- MksEcqyh I ZI Z 71- vHkax Iƒ
72- jk;oadksy SIS00 73- olar IIISSS 74- y?kq'ks[kj I Z

75- izrki'ks[kj 0Z00 Z 76- >aikrky 0 Z0ZI 77- xt>Ei S000 Z

78- prqeqZ[k ISIƒ 79- enu 00S 80- izfrdaB IISSII
81- ikoZrhykspu          SSSIƒSS00 82. jfryky IS
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83- yhykrky 0Iƒ 84- dkj.k;fr 0000 85- yfyr 00IS
86- xk:xh 0000 Z 87- jktukjk;.k 00ISIS 88- y{eh'k 00ZIƒ
89- yfyrfiz; IISIS 90- JhuUnu SIIƒ 91- tud IIIISSIISS
92- o/kZu 00Iƒ 93- jkxo/kZu 00Z00 Z 94- "kV~rky 000000
95- varjØhMk 000Z 96- gal IIZ 97- mRlo Iƒ
98- foyksfdr S00ƒ 99- xt IIII 100- o.kZvfr II00
101- flag I0III 102- dj.k S 103- lkjl I000II
104- p.Mrky 000II 105- pUædyk SSSƒƒƒI 106- y; SIƒƒƒSƒ000
107- LdUn SIS00SS 108- vM~Mrkyh 0II 109- /kÙkk II00IS
110- }U} IISSSIƒ 111- eqdqUn I0000S 112- dqfoUnd I00Sƒ

113- dyèofu IISIƒ 114- xkSjh IIIII 115- ljLorhd.BkHkj.kSSII00
116- HkXurky 0000IIIZ 117- jkte`xkad 00Iƒ 118- jktekrZ.M SI0
119- fu%'kad ISSƒSSSI 120- 'kkjaxnso 00SƒSSI

fofHkUu xzaFkdkjksa us ns'kh rky dh ppkZ vius xzaFkksa esa dh gS ftuesa rkyksa dh la[;k esa lekurk
ugha gSA ekulksYykl esa 30] laxhrpwM+kef.k esa 96] laxhrjRukdj esa 120 ,oa laxhrjkt esa 138 crk;s
x;s gSaA laxhrjkt ds 138 esa 119 laxhrjRukdj ds gh gSaA buds rky y{k.k Hkh dgha dgha fHkUu
fn[kkbZ iM+rs gSaA

lanHk ZlanHk ZlanHk ZlanHk ZlanHk Z

1- 'kkL=h] ckcwyky 'kqDy ¼1985½] fgUnh ukV~;'kkL= ¼i`ñlañ 109½] okjk.klh % pkS[kEck laLÑr
laLFkku

2- pkS/kjh] lqHkæk ¼2006½] 'kkjaxnso Ñr laxhrjRukdj ¼ljLorh O;k[;k vuqokn lfgr½ ¼i`ñlañ 2½]
ubZ fnYyh % jk/kk ifCyds'ku

3- pkS/kjh] lqHkæk ¼1984½] Hkkjrh; laxhr rky vkSj :i&fo/kku ¼i`ñlañ 7½] vtesj % Ñ".kk cznlZ

4- pkS/kjh] lqHkæk ¼1984½] Hkkjrh; laxhr rky vkSj :i&fo/kku ¼i`ñlañ 8½] vtesj % Ñ".kk cznlZ

5- pkS/kjh] lqHkæk ¼1984½] Hkkjrh; laxhr rky vkSj :i&fo/kku ¼i`ñlañ 34½] vtesj % Ñ".kk cznlZ

6- ogh

7- pkS/kjh] lqHkæk ¼1984½] Hkkjrh; laxhr rky vkSj :i&fo/kku ¼i`ñlañ 69½] vtesj % Ñ".kk cznlZ

* feJk] ia- Nksys yky ¼2006½] rky izcU/k ¼i`ñlñ 108&113½] fnYyh % dfu"dk ifCyds'ku

izkphu rky i)fr@MkW- vt; dqekj



71

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

Discovery of Songs with the mudrÈÈÈÈÈ of 'Abhinava
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ABSTRACT

Among the music manuscripts in the ThañjÈvur MahÈraja Serfoji’s Sarasvatî Mahal
Library (TMSSML), three hitherto unpublished songs with the mudrâ of ‘Abhinava Purandara
Vi——hala’ have been found. These are i) a KaivÈÇa prabandha in the rÈga sÈlaEganÈma ii) a
gÏta in rÈga sÈla×ga nÈma and iii) lyrics of a sulÈdi in rÈga Bauli. The paper briefly discusses
the features of these and what they say about ‘Abhinava Purandara Vi——hala’ as a composer.
This discovery is significant for the following reasons: a) To date, ‘PadumanÈbha parama
puru–a’ in rÈga Malahari, a popular beginner’s lesson for students of Carnatic music, is the
only known song to carry this mudrÈ. b) The lyrics of the KaivÈÇa prabandha suggest that
the composer had allegiance to the MÈdhva sect, as the names BraÌma‡ya Tîrtha and VyÈsa
Tîrtha, the paramaguru and guru of Purandaradasa have been mentioned. c) In addition, the
choice of Kannada language, composing in the sulÈdi form, a consistently Vai–‡avaite theme,
make it likely that the composer was a HaridÈsa himself. If so, this KaivÈÇa prabandha
might be the first evidence of a notated Prabandha of a HaridÈsa that has come to light.

KEYWORDS

KaivÈÇa Prabandha, SulÈdi, Abhinava Purandara Vi——hala, Haridasa, Thanjavur Manuscripts

Among the music manuscripts at the TMSSM Library (TañjÈvur MaharÈja Serfoji’s Sarasvatî
Mahal Library, Thanjavur), many notations of ÈlÈpa, —hÈya, gÏta and prabandha are found. These
offer valuable insights into the music, the musical forms, and composers from the 16th century
onwards. From among these, hitherto unpublished manuscripts of a KaivÈda Prabandha, a gÏta, and
a sulÈdi with the mudrÈ of ‘Abhinava Purandara Vi——hala’ have been found. The paper briefly
analyses the structural features of these compositions, presents evidence of the composer belonging
to the HaridÈsa tradition and discusses the significance of this discovery.  The songs for this study
were obtained from the microfilms of the palm leaf manuscripts of TMSSML, which are available
at the IGNCA RC1, Bengaluru (Referred to as ‘Thanjavur Manuscripts’ in this paper) a Prabandha,
a gîta, and a sulâdi with the mudrâ of ‘Abhinava Purandara Vi——hala’ have been found. The paper
briefly analyses the structural features of these compositions, presents evidence of the composer
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belonging to the HaridÈsa tradition and discusses the significance of this discovery.  The songs for
this study were obtained from the microfilms of the palm leaf manuscripts of TMSSML, which are
available at the IGNCA RC1, Bengaluru (Referred to as ‘Thanjavur Manuscripts’ in this paper).

Manuscripts of the songs of ‘Abhinava Purandara Vi——————————hala’

The only known song with the mudrÈ (signature or nom de plume) of ‘Abhinava Purandara Vi——
hala’ (APV, hereon) is ‘PadumanÈbha paramapuruca’, a popular gÏta set to the rÈga Malahari and
tÈla ‘Tripuma’ (DÏk–tulu, 1905, pp. 17-8). This is taught as a beginner’s lesson to students of Carnatic
music. Dîksòitulu has documented this song as a gÏta by ‘Purandara Vi——hala DÈsa’. But
Satyanarayana, while discussing the pedagogy of the HaridÈsa-s, opines that this song is not a
composition of PurandaradÈsa at all (Sathyanarayana, n.d.). However, the lack of compositions
with this mudrÈ in published sources has meant that nothing substantive is known about the composer
behind this signature. It is in this context that the discovery of three songs with this signature is
significant.

KaivÈÇÈÇÈÇÈÇÈÇa Prabandha

The lyrics of the KaivÈÇa Prabandha (dgi dgi dgi dgi dham dham) with the vÈggeyakÈra mudrÈ of
APV as seen in the manuscripts2 is as follows:

KaivÈÇa prabandha, RÈga: sÈlanga nÈma, TÈla: eka 3

dgi dgi dgi dgi dham dham taha dhimi dhimiki tÈ dhimi dhimikima tom tomgi Gamgi |ide reGu
mÈmlu pÈa valenu|

|jÈvada| jaga jaga jh‰mtari jh‰tari jhakakiGa jh‰m jh‰m ki‡‡a…ki— t÷dgidgi dham dham

|mudra ÈlÈpacÈri| madhva mat÷dadhi candra | aparagÈjamrg‰ndra hari parÈmbuja bhr×ga |
„ubhagu‡÷ttu×ga

|jÈvada ‰ka tÈlam| brahma‡ya tÏritha suta vyÈsa muni manohara kaivÈda prabandh‰„a
abhinava purandara vi——halla jaya jaya (dgi dgi dgi dgi dham dham)

It is important to note that the notations in the Thanjavur manuscripts need to be studied
carefully, as they often have critical gaps in information (Rao & Srilatha, 2019). Some of these
gaps may be filled by studying the lak–a‡a texts. But others, such as the interpretation of the non-
lak–a‡a terms jÈvada and ÈlÈpacÈri above, require a deeper study and a nuanced approach. With
this background, only a brief structural analysis of the songs is undertaken in this paper.

The ‘KaivÈÇa Prabandha’ is classified as an ‘Èli’ prabandha in the Sa×gÏtaratnakara (SR,
circa 13th cent. CE). In the chapter on prabandha-s, SR describes the KaivÈÇa prabandha as follows:

Discovery of Songs.../K. Srilatha



73

Vageeshwari Dec. 2020, Vol. 34
ISSN 0975-7872

Meaning: The udgrÈha and dhruva in kaivÈda are composed with pÈma-s (instrumental
syllabic sounds), while the nyÈsa (ending) is done in udgrÈha. It is of two types, based on if the
pÈma-s are meaningful or meaningless. This is again of two types, œuddha and miœra based on
whether unmixed or mixed pÈma-s are used.

Comparing with lak–a‡a, the sections of the prabandha in the manuscript appear to be as
follows:

 UdgrÈha, the starting section: According to the manuscript this is to be sung twice:
dgi dgi dgi dgi dham...tom tomgi Gamgi

 Dhruva: The section titled ‘jÈvada’, starting ‘jaga jaga jhem tari…’

 The section, titled ‘mudrÈ ÈlÈpacÈri’, which contains the mudrÈ-s of the composer
(Abhinava Purandara Vi——hala), the patron (VyÈsamuni) and the prabandha (KaivÈÇa) seems
to play the role of the Èbhoga (the concluding section of a prabandha, which usually contains
the mudrÈ of the composer)

 The song ends on ‘dgi dgi dgi dgi dham dham’ (the udgrÈha)

It is observed that the structure of this prabandha is similar to that of the KaivÈÇa prabandha
in rÈga NarÈyanagaula attributed to Venkatamakhin (DÏks÷itulu, 1904, pp. 754-5). While
Sa×gîtasampradÈyapradar„inÏ uses the term ‘ÈlÈpakhÈ×Ça’, the manuscript uses the term ‘ÈlÈpacÈri’
4. Based on the similarity with the published NÈrÈyanagaula prabandha, it may be inferred that the
section marked ‘mudrÈ ÈlÈpacÈri’ in the manuscript is likely sung without a tÈla. The phrase ‘jÈvada
eka tÈlam’ in the manuscript may indicate the resumption of the eka tÈla. Though this term needs to
be studied further, from the standpoint of construction, it appears that the Prabandha conforms to
the lak–×a outlined in SR.

GÏÏÏÏÏta

The gÏta with the mudrÈ of APV, ‘suramuni vanditam’, in the rÈga ‘SÈla×ganÈ—a’ and the
tÈla ‘ma—hya’ is structured as follows:

‘Gîta’ and ‘Trikha‡Çam’ are terms used in the Thanjavur manuscripts to denote a simple
song, which is usually made up of two or three sections. The gîta given above contains sections
titled ‘antari’ and ‘ÈlÈpacÈri’. As in the KaivÈÇa Prabandha, here too, the term ‘ÈlÈpacari’ seems to
indicate suspension of the ma—hya tÈla for the passage starting ‘satyÈnamalÈta’ and the resumption
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of the tÈla for the passage starting ‘dvÈrakÈvatipura’ seems to be indicated by the mention of the
name of the tÈla before it.

Though portions of the lyrics are corrupt, some of the words, such as ‘matige’,
‘garuÇÈrÊdantÈgi’, ‘oratikaidi’ appear to be in Kannada. The song seems to address Lord Vi–‡u,
based on references to ‘garuÇÈrÊÇa’, ‘hari’, and ‘dvÈrakÈvatipura varÈdiy‰„a’.

SulÈÇÈÇÈÇÈÇÈÇi

The third song (gajamu5) carrying the mudrâ of APV contains only the lyrics and does not
have a notation6. The lyrics of the song are corrupted and are discernible only in places. Only the
first and last words are transliterated below.

There are some structural details that can be studied. There are five passages appearing in
succession, all set to the rÈga Bauli. Each passage is set to a different ‘sulÈdi’ tÈla7 and each carries
the composer’s mudrÈ. The last passage alone shows a return to its first line ‘sadamala’. Though
the type of the composition is not mentioned in the manuscript, it is observed that this closely
resembles the structure of a sulÈdi, a musical form popularized by the HaridÈsa-s. A typical sulÈdi
is a single song of multiple stanzas, all set to a single rÈga, but with each stanza set to a different
‘sulÈdi’ tÈla. Each stanza rests on its own first or second line and the whole song concludes on a
passage called the ‘jate’, that thematically sums up the song (Rao A. , 2018).

Though the manuscript shows minor differences from the structure of a typical sulÈdi song,
the stanzas seem to be bound by a similarity of theme and language, making them highly likely to
be part of a single sulâdi. For example, the rhyming phrases jani„ide, ora„ide, salahide appear in
different stanzas, and the last stanza refers to the exploits of Lord K‚–‡a. The language of the lyrics
is Kannada (jani„ide, ora„ideyalla, durulÈbha, salahideyalla). The likelihood of this being a sulÈdi
is also strengthened by the presence of another sulÈdi immediately preceding this, the well-known
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‘acyutÈnanda g÷vinda’, which is written in a similar fashion, without a notation. The minor structural
differences and deficiency in lyrics may well be resolved if a better copy of the song were to be
found in TMSSML or some other repository.

Identity of the composer

There is no information available about the composer. The only song known to use this
mudrÈ, ‘PadumanÈbha paramapuru–a’, is bereft of any autobiographical information. But when
the lyrics of the three newly uncovered songs are analysed, they show many stylistic similarities
with the compositions of Haridâsa-s, while also offering some clues on the composer himself.
These are noted below:

 The effulgent praise of VyÈsa Tirtha through the lines of the KaivÈÇa Prabandha
‘madhva mat÷dadhi candra, aparagÈjam‚g‰ndra hari parÈmbuja bh‚×ga, „ubhagu‡÷ttu×ga,
brahma‡ya tÏritha suta vyÈsa muni’ suggest the composer’s allegiance to VyÈsatÏrtha, the
guru of Purandara Dâsa.

 The use of ‘Vi——hala’ in the signature suggest he is a HaridÈsa. Many HaridÈsa-s took
the name of ‘Vi——hala’ as part of their signature and ‘DÏk–anÈma’8.

 The presence of a composition of the sulÈdi form, which is almost exclusive to the
HaridÈsa-s9

 The use of Kannada language in the gîta and sulÈdi

 Lord Vi–‡u being extolled in both the gîta and the sulÈdi. Haridâsa-s being Vai–
‡avaites, composed mainly on Vi–‡u, often in the form of K‚–‡a.

The three new songs, all having the unambiguous prefix ‘Abhinava’, indicate that the mudrÈ
belongs to a HaridÈsa who is distinct from PurandaradÈsa. But what might have been the era of this
composer? The dedication of the KaivÈÇa prabandha to VyÈsa TÏrtha, the guru of PurandaradÈsa
might mean that the composer lived at a time close to that of VyÈsa TÏrtha. VyÈsa TÏrtha passed
away in 1539 (Sitaramaiah, p. 128). So, the prabandha was likely composed in the 1500’s.

As to the identity of the composer, a couple of possibilities may be considered. The prefix
‘Abhinava’, when added to the name of ‘Purandara Vi——hala’, may be a biruda (title) given to a
composer of a later period, who was considered as illustrious as PurandaradÈsa himself, perhaps in
his skills as a vÈggeyakÈra10. In this case, the signature ‘Abhinava Purandara Vi——hala’ would be a
biruda (title) of a HaridÈsa. However, it is not known if any Haridâsa was given such a title.

Another distinct likelihood is that the mudrÈ was adopted by ‘Abhinava’, who,
according to a popular devaranÈma ‘„ara‡u „rÏ vyÈsa muni’ (Rao M. S., p. 121), was one of
the four sons of PurandaradÈsa11. According to the song, VyÈsa TÏrtha had also blessed
Abhinava. Though the composer’s identity cannot be ascertained with the available evidence,
the finding of three more songs with the APV mudrÈ lend credence to Satyanarayana’s
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assertion that ‘Abhinava Purandara Vi——hala’ is not a mudrÈ of PurandaradÈsa.

Significance of the findings

The three compositions with the mudrâ of APV discovered among the Thanjavur
manuscripts give us new clues about the composer. His allegiance to the Madhva sect, the
use of Kannada language, the choice of the sulÈdi as a musical form, and the mudrÈ ‘Abhinava
Purandara Vi——hala’ are strong indicators that the composer was a HaridÈsa. Though more
evidence is needed to ascertain the identity of the composer, the reference to VyÈsa TÏrtha in
the lyrics of the KaivÈÇa Prabandha allows us to surmise that the composer lived close to the
time of VyÈsa TÏrtha, in the 16th cent. C.E. The prefix ‘abhinava’ in all these songs also
indicates that the composer was not PurandaradÈsa.

The findings are significant from the standpoint of the history of music of the HaridÈsa-s as
well. It is known that the HaridÈsa-s have composed in prabandha forms such as the gadya, cÊr‡ikÈ,
da‡Çaka, „ukasarita, umÈtilaka and sudar„ana and innovated with v‚ttanÈma-s (Sathyanarayana).
While past research into the manuscripts at TMSSML have uncovered notated examples of ugÈbhoga-
s, sulÈdi-s, and gÏta-s, no examples of notated Prabandha-s by the HaridÈsa-s have been found till
now. The newly uncovered KaivÈÇa prabandha is the first evidence of a notated ‘prabandha’
composed by an early HaridÈsa, one who might have lived close to the time of VyÈsa TÏrtha and
PurandaradÈsa. The choice of the musical form of ‘KaivÈÇa Prabandha’ is further proof that the
HaridÈsa-s not only spread Bhakti through their songs, but also contributed to the development of
music.
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(Footnotes)
1 Indira Gandhi National Centre for the Arts, Regional Centre, Bengaluru
2 Another copy is found in 11582, Folio 12 with errors of copying. For example, the

title incorrectly calls this a ‘kollÈpura kaivdÈ a prabandha’, while it is seen that the
‘kollÈpura’ is the last word of the previous song which is dedicated to the goddess of
kollÈpura.

3 The name of the tâla is not mentioned at the beginning of the song. It is inferred
from its mention inside the song, at the end of the section titled ÈlÈpacÈri

4 In fact, the term ÈlÈpacÈriÈ/ÈpacÈri is noticed in many manuscripts of gÏta-s and
prabandha-s at TMSSML.

5 The manuscript is damaged – only ‘gajamu..ne’ is discernible
6 The presence of this sulÈdi manuscript is documented by Rao in Appendix I (Rao A.

, HaridÈsa sulÈdis in Thanjavur manuscript notations, In Press)
7 A set of the seven tÈla-s - the dhruva, ma—hya, jhampa, rÊpaka, tripu ma, a ma and eka
8 A name given when one is ordained a HaridÈsa
9 The Tallapakka composers have composed sulÈdi-s, but the language used is not

Kannada
10 Traditionally, the prefix of ‘abhinava’ is added to the name of a legendary predecessor

and conferred as a title to someone who exhibits similar traits. Some examples are:
‘Abhinava Bharata’ (for an expert in the fields of dance and music), ‘Abhinava Bhoja’
(for a king)

11 An inscription describing land and property donations to the sons of Purandara Vi——
hala does not mention Abhinava. Only LakshmanadÈsa, HebaGadÈsa and
MadhvapadÈsa are mentioned (Sitaramaiah, p. 10)
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ABSTRACT

The music-based research paper aims at unveiling 'laya' as the subtlest and the most abstract
imperishable energy that governs all the happenings in the music. This formless all-pervading
omnipotent energy is vibrant always independently, flowing in the uniform fashion continuously.
However when it combines with the paŠcabhÊta-s, it 'manifests' in the world in different 'tangible
forms' such as nÈda, music, life-forms, regulation of all paŠcabhÊta-s, regulation of the cosmic
order, etc. Many thinkers, writers and music-scholars have discussed about laya in length so far as
the 'time-interval', 'regulated time' and 'supportive medium in music'. Nevertheless the research
paper - concerned for the students, devotees, professionals, connoisseurs and audience of Indian art
music (khayÈl gÈyana specifically) - explores laya conceptually, practically and aesthetically as the
'determinant imperishable energy' rather than as the 'regulated time'; and examines its emotional
and intellectual properties through its regulation on rÈga, its unique character (rÈga-tatva), distinctive
nature (rÈga-prakriti) and specific temperament (rÈga-bhÈva) in khayÈl gÈyana. It thereby helps the
concerned community in better aesthetic understanding and appreciation of rÈga and khayÈl gÈyana
through the deeper cognizance of laya.

KEYWORDS
laya, rÈga-tatva, rÈga-prakriti, rÈga-bhÈva, khayÈl-gÈyana

[As enumerated by the Publishers of Central Chinmaya Mission Trust (2015), the DevanÈgarÏ
characters are transliterated in the English according to the scheme adopted by the International
Congress of Orientalists at Athens in 1912, whose tabular figure-1 is given at the appendix.]

Objectives of the Research Article

 Seeking laya as the determinant energy rather than the regulated time;

 Comprehending emotional and intellectual properties of laya in the rÈga in khayÈl gÈyana;

 Understanding the regulation of laya on rÈga-tatva (rÈga's character), rÈga-prakriti (rÈga's
nature), and rÈga-bhÈva (rÈga's temperament).

 Helping the community of students, devotees, professionals, connoisseurs and audience of
khayÈl gÈyana in better aesthetic understanding and appreciation of rÈga and art-music-
form through the deeper cognizance of laya.
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Old Concepts in New Lenses - Introduction to Laya and RÈÈÈÈÈga

Indian music is said to be originated from Lord ƒiva through SÈmavedÈ, according to many
theories. Since then, the music is constantly changing in its form with time viz. sÈmagÈna, jÈti
gÈyana, mÈrgÏ-desÏ saŠgÏta, prabandha gÈyana, dhrupada and khayÈl gÈyana. Also, it is so deep
that its concepts are constantly researchable and subject to further inquiries in every century and
era with newer ideas, thoughts and views. Prior to the discussion on the relationship between laya
and rÈga are these terms thus explained and re-interpreted in the following with different lenses at
the onset prefatorily -

Laya

A word in the SaŠskrita can acquire different meanings in the different contexts, so is the
term 'laya' too. "Laya is born from the [SaŠskrita] root LÏ. LÏ means to cling, stick to, adhere,
recline on, settle on, lie, disappear, dissolve".1 These meanings should not be generalized for all the
contexts universally. Sometimes it happens such that a word in the Sa£skrita (like 'a„va-gaŠdha')
may differ in its literal meaning (smell of the horse) from its conventional usage (a medicinal herb).
So the meaning of laya also differs from the perspective of music. Laya is defined by different
thinkers differently in the context of music, as in the following.

AmarasiŠha in Amarako„a (6th century A0D) defines laya as given below:

"tÈlaÌ kÈla kriyÈmÈnÈm layaÌ sÈmyamathÈstriyÈm |" (NÈ—yavargaÌ 1.7.9.2.3)2

[Uniformity in the time and action of tÈla is 'laya'.]

ƒÈr‡gadeva in TÈlÈdhyÈya, SaŠgÏta RatnÈkara (13th century AD) defines laya as -

"kriyÈnantara vi„rÈŠtirlayaÌ |" (TÈlÈdhyÈya, sloka 44).3

[The intervals between the actions make 'laya'.]

The doyen of Agara Gharana Pt. BabanarÈo Halada‡kara discusses of "VikÈsa Laya" or
"Developmental Rhythm" - the important entity in contributing for Aesthetics of KhÈyal
gÈyana,"When a lotus which closes at night, gradually opens in the morning, there is an imperceptible
and subtle rhythm which governs this natural process. Let us call this developmental rhythm…
Similarly, this developmental rhythm in khayÈl music is the abstract laya at a high aesthetic level
which remains imperceptible to most of the listeners due to its very own abstract nature".4

Other modern thinkers like Prof. S. K. Saxena say, "Laya is the musical duration as actively
regulated for the sake of effect or expression, or for explicating some artistic form".5

Music is the interplay of svara and laya. In the field of music (especially in khayÈl gÈyana),
many research scholars, writers and musicologists have delved in the aesthetics of such practical
aspects as rÈga, tÈla, sÈth, saŠgata, baŠdi„, gharÈnÈ etc. However, least aesthetical notice is taken
so far of laya especially as the 'determinant energy' and 'source of music'; whereas it is more discussed
in length as the 'time-interval', 'regulated time' and 'supportive medium in music' by many thinkers
and writers. However it should be noted that the man gives the confined concrete spiral forms of
cyclic time and tÈla, to the free abstract linear laya, to understand the latter better. But this does not
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imply that laya is spiral in nature, it neither implies the regulated man-made time. On its contrary,
laya is the 'energy' which propagates in linear fashion with no beginning and no terminal points
absolutely.

All happenings in the universe are governed by the subtlest and most abstract energy, 'laya'.
Laya as the ungraspable imperishable energy is vibrant always independently. It becomes sought to
us only when it combines with the paŠcabhÊta-s (physical elements). Then, it 'manifests' in the
world in different 'tangible forms' such as nÈda (pure sound), music (Èhata nÈda or musical / melodic
pure sound), life-forms (as in heartbeat), regulation of all paŠcabhÊta-s (as in cycle of seasons,
swash and backwash of sea-waves), regulation of the cosmic order (as in rotation and revolutions
of planets around the sun), etc.

From the scientific point-of-view, the ubiquitous energy of laya causes the uniform and
continuous vibrations to occur in all the states of matter (including atoms and molecules / cells and
tissues); it thereby results in dynamicity and brings life to everything, it so produces nÈda, „ruti and
svara, or music altogether too. From the aesthetical point-of-view in music (in khayÈl gÈyana
particularly), the aesthetic intonation of every svara in the making of the rÈga, its prakriti and
bhÈva; and the well-structured baŠdi„ weaved in aesthetic integration of „abda, rÈga, —hekÈ, tÈla
and bhÈva - are essentially regulated as well as treated by the 'determinant laya' of svara, rÈga,
bhÈva, —hekÈ and tÈla cohesively. Therefore, it is neither the supportive medium of music nor the
time interval / regulated time, but it is the source of music, nature and everything in the cosmos.

'Laya can be thus largely thought as the all-pervading imperishable determinant energy
flowing in the uniform fashion continuously.'

RÈÈÈÈÈga

Indian music in its primitive forms comprised of songs (like jÈti) based on tunes governed
by certain norms and characteristics, which can be found in Sage Bharata's NÈtya„Èstra (200 BC) in
his explanation of jÈti gÈyana and its ten characteristic features. However the concept of rÈga was
much later established, coined, introduced and conceptualised for the first time by Sage MÈtanga in
his Brihadde„i, through whom the 'rÈga-saŠgÏta' is prevalent for several aeons, and has become the
synonym of Indian music globally. He defines it as -

"svara var‡a vi„e–e‡a dhvanibhedena vÈ punaÌ
raŠjyate yena yaÌ ka„cit sa rÈgaÌ sammataÌ satÈm |" („loka 280)6

[That, which is composed of variant combinations of musical notes in unique, stationary,
ascending, descending, and moving values - in the diverse melodic sounds - to please and delight
the people and color their hearts - is RÈga.]

MahÈrÈ‡a KumbhÈ (15th century AD) further elaborates its definition in SaŠgÏta RÈja as
given in PÈ—hyaratnako„a III ParÏk„a‡a -

"vicitra var‡ÈlaŠkÈro vi„e–e (–o) yo dhvaneriha |
grahÈdi svarasaŠdarbho raŠjako rÈga ucyate ||" (p. 24)7
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[The composition of unique melodic embellishments adorned on the contextual basis of
Graha and other svara-s, to please and delight the people - is RÈga.]

However for a rÈga to be capable of pleasing and delighting us, there should be a faculty of
its own specific musical character, nature and temperament that makes it able to share its deepest
emotions with us, thereby draw everyone of us towards itself. The exponent of Agarr GÈyakÏ Kaiki‡Ï
explains,"A rÈga is the arrangement of notes into a defined form. It is like a personality, having
likes and dislikes, salient characteristics and features… Musicianship lies in the ability to capture
and maintain the essential spirit of the rÈga while creatively varying the approach to avoid
monotony".8

Also, a rÈga with same or different scales can be differentiated based on - not only the
unique melodic combinations of notes and their embellishments - but also based on the unique
aesthetic touch and pronunciation of every inclusive svara in the rÈga which speak of its character.
Thus, in much deeper sense, rÈga can be described today as follows -

'RÈga in Indian music refers to the creative revelation of the specific musical character, its
temperament and nature through the unity of diverse syntactical melodies and motifs adorned and
produced with apt aesthetic touch and pronunciation of every inclusive svara.'

On Laya and RÈÈÈÈÈga-Prakriti

In Indian music, every rÈga has independent aesthetic status because of the distinct character
(tatva), nature (prakriti) and temperament (bhÈva) involved in itself. RÈgas are like the different
streams of water-bodies such as brooklets and rivers joining the sea in 'oneness'. Though the
characteristic temperament or rÈga-bhÈva involved in every rÈga is different, all finally lead to the
evocation of bhakti-bhÈva and form one music, rÈga-saŠgÏta in India.

Musicianship lives in understanding these concepts and merging them with one's own
personal character, emotions and feelings in 'aesthetic balance', 'sensitivity', 'sensibility' and 'harmony'
with each other. The rÈga-prakriti can be classified broadly into 'gaŠbhÏra prakriti', 'ardha-gaŠbhÏra
prakriti' and 'caŠcala prakriti'.

RÈÈÈÈÈga-s of GaŠŠŠŠŠbhÏÏÏÏÏra Prakriti

In the rÈga-s of gaŠbhÏra prakriti as in rÈgas DarabÈrÏ KÈnaÇÈ, Bhairava, MiyÈn ki ToÇÏ,
etc., following salient features can be observed -

 The distribution of the energy of laya in the rÈga-s occurs in relatively slower fashion;

 The rÈga-s are more voluminous, royal and majestic in their character;

 Heavy embellishments like gamaka, ÈŠdolana, mÏŠÇa, ghasÏ—a and pukÈra are employed
to adorn the rÈga's character;

 The constituents like Èlapa / nom-tom, bol-bÈŠta (more than bol-layakÈrÏ) in khayÈl gÈyana
are rendered in relatively slower pace that aid in producing vibrant grandeur colors of the
rÈga.
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RÈÈÈÈÈga DarabÈÈÈÈÈrÏÏÏÏÏ KÈÈÈÈÈnaÇÈÇÈÇÈÇÈÇÈ. In the pÊrvÈrdha (fore-sect) of the rÈga DarabÈrÏ KÈnaÇÈ of majestic
grandeur character, the ÈrohÏ ÈŠdolana of 'lower' komala gÈŠdhÈra (which is often called 'utarÈ
huÈ komala gÈŠdhÈra' in the HiŠdi) with the apt aesthetic touch of „uddha rishabha and other
microtones or „ruti-s that come along the way from „uddha rishabha to komala gÈŠdhÈra marks the
characteristic feature of the rÈga. In its uttarÈrdha (aft-sect), the avarohÏ ÈŠdolana of 'higher' komala
dhaivata (which is called 'chaÇhÈ huÈ komala dhaivata') with the proper aesthetic touch of „uddha
ni–ada and „ruti-s that come along the way from „uddha ni–ada to komala dhaivata denote another
important characteristic feature of the rÈga.

The distribution of the energy of laya occurs in slow pace in this rÈga in order to maintain
its 'dignity' (which is often called 'bojha' in the HiŠdi) and treat it accordingly. Here, slow pace
does 'not' mean that every svara assumes longer pronunciation individually. It should be noted that
a svara can be pronounced musically in diverse ways attune with different musical contexts, which
mean different melodic phrases and motifs within a rÈga. This is why every svara embodies different
laya in such different contexts. Thus accordingly, the melodic phrases also carry certain laya in
them, which need to be produced in apt aesthetic proportions through whose flow, other aesthetically
melodic patterns are woven and united to form one whole called 'rÈga'. In DarabÈrÏ KÈnaÇÈ, every
ÈŠdolana, gamaka, mÏŠÇa (viz. mÏŠÇa from ÈŠdolita gÈŠdhÈra to ÈŠdolita dhaivata) and every
melodic phrase has its own emotion, expression and laya in respect of its energy-flow, uniformity,
continuousness, imperishability, etc. which not only contribute to the science or syntax of the rÈga,
but contribute more in enhancing its aesthetic value and conveying its emotions or rÈga-bhÈva (viz.
eliciting bhakti bhÈva through karu‡a and viraha „rŠgÈra bhÈva). However, laya spreads itself in
the rÈga in little slower pace relatively to express the rÈga's character efficiently. This is why it is
ideal to sing those elements with deployment of specific embellishments in the khayÈl, that suit the
character of the rÈga. For instance, in this rÈga, singing ÈlÈpa / nom-tom, bol-baŠta and gamaka-
based tÈna in relatively slower vilaŠbita / druta —hekÈ / tÈla with heavy embellishments like gamaka,
ÈŠdolana, mÏŠÇa, ghasÏ—a, pukÈra, are 'more appropriate and ideal' than singing layakÈri, tÈna of
lightning speed, etc. in faster vilaŠbita /ati-druta —hekÈ / tÈla with lighter embellishments like kha—
kÈ, murkÏ, firat, etc.

'Laya therefore plays crucial role in the making of music; construction of the rÈga; expression
of emotions and temperament; and maintaining the dignity of the rÈga, its character and nature.'

RÈÈÈÈÈga-s of CaŠŠŠŠŠcala Prakriti

In the rÈga-s of caŠcala prakriti as in rÈgas AlhaiyÈ BilÈvala, AÇÈnÈ, SohinÏ, etc., following
salient features can be observed -

 The distribution of the energy of laya in the rÈga-s occurs relatively in faster fashion;
 The rÈga-s are more agile and light in their character;
 Lighter embellishments like bahalÈvÈ, kha—kÈ, murkÏ, firat, etc. are employed to adorn the

rÈga's character;
 The constituents like ÈlÈpa / nom-tom, different kinds of layakÈrÏ, tÈna, etc. in khayÈl

gÈyana are rendered in relatively faster pace that aid in the agile flow of the rÈga.
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RÈga AlhaiyÈ BilÈvala. This rÈga, being a rÈgÈŠga rÈga, is multi-dimensional though it is
a vakra rÈga. However, its characteristic gait is agile with madhura-„rŠgÈra bhÈva (ultimately
leading to bhakti bhÈva), therefore the distribution of the energy of laya occurs in faster pace. Since
the mÏŠÇa, ghasÏ—a, gamaka, and ÈŠdolana such heavy embellishments suit the rÈgas with majestic
character, they do not suit the rÈgas with completely agile character like AlhaiyÈ BilÈvala. Thus,
the lighter embellishments like bahalÈvÈ, khaÈkÈ, murkÏ, firat, etc., with more of fast-paced ÈlÈpa,
layakÈrÏ and tÈna - which accelerate the distribution of the energy of laya - are deployed in the rÈgas
of caŠcala prakriti. So they are rendered in relatively faster vilaŠbita / druta —hekÈ / tÈla.

One of the reasons for rÈga AlhaiyÈ BilÈvala to be so caŠcala in its prakriti or agile could
be because: the slower we render some of the melodic phrases and motifs of this rÈga, the more it
could create a platform for confusions with the homoscalar rÈga-s like GauÇa MalhÈra, BihÈga,
Devagiri BilÈvala, etc. Also, another reason is definitely the 'uniqueness' of every rÈga and its
character that makes its gait, pronunciation and touch of every svara 'specifically unique'. For
instance, the phrase like ð S R G P M G is sung in both GauÇa MalhÈra and AlhaiyÈ BilÈvala,
however the gait of these svara-s and each of their pronunciation and touch in the phrase differ.
Similarly, the more we stretch „uddha ni–ada in AlhaiyÈ BilÈvala, it may sound like „uddha ni–ada
of BihÈga portraying serious sombre property. Thus, in the former rÈga, it should be rendered short
and crisp along-with the touch of „uddha dhaivata - this marks it distinct from BihÈga in accordance
to the rÈga's temperament. So, it can be said that,

'Laya of every svara, and its emotional and intellectual properties differ with different
musical contexts.'

RÈÈÈÈÈga-s of Ardha-GaŠŠŠŠŠbhÈÈÈÈÈra Prakriti

In the rÈga-s of ardha-gaŠbhÈra prakriti , which are of ardha-caŠcala prakriti also, as in
rÈgas ƒyÈma KalyÈ‡a, Yamana, MultÈnÏ, etc., following salient features can be observed -

 The distribution of the energy of laya in the rÈga-s occurs relatively in steadfast fashion;
 The rÈga-s carry both heavy and light features in their character;
 All kinds of embellishments are used to adorn the rÈga;
 All the constituents of khayÈl gÈyana are rendered uniformly, as such rÈga-s are expressive

of both heavy and agile traits.

RÈga ƒyÈma KalyÈ‡a. In this rÈga, which is made in the combination of KÈmoda and
KalyÈ‡a rÈgÈŠga-s, the gaŠbhÈra prakriti is reflected in the melodic phrases in the rÈga's pÊrvÈrdha
like R m P mMG, G M R S. Here, the avarohÏ mÏŠÇa from paŠcama to „uddha gÈŠdhÈra with
aesthetic touch of both tÏvra madhyama and „udhha madhyama in the first phrase, as well as the
return from „udhha madhyama to „uddha rishabha in the second phrase with the distribution of the
energy of laya in slower pace mark the rÈga's gaŠbhÏra prakriti. Faster P G M R S sung without
deploying mÏŠÇa, more it inclines towards rÈga KÈmoda and does not remain as ƒyÈma KalyÈ‡a
anymore. This is why, while singing it in vilaŠbita laya, one must be careful in understanding the
aesthetic proportions of every svara that laya regulates, to express the rÈga's aesthetic character
appropriately. And while singing tÈna, one must be aware of using the melodic prefixes and suffixes
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to certain phrases that may give rise to confusions. For instance, instead of singing DPGMRS in
tÈna which may sound like a tÈna of rÈga KÈmoda, one can sing RmPDPPGMRS or RDmPGMRS,
etc. in rÈga ƒyÈma KalyÈ‡a.

Its caŠcala prakriti is reflected in the melodic phrases in rÈga's uttarÈrdha like R m P N
ND P, wherein the ÈrohÏ portion of this phrase as well as the avarohÏ mÏŠÇa from tÈra –adja to

„udhha dhaivata with aesthetic touch of „uddha ni–Èda are sung with the distribution of laya in the
faster pace. More the ni–Èda is stretched, more it creates a platform for confusion with the homoscalar
rÈga ƒuddha SÈraŠga as ni–Èda is bahutva in the latter, while it is alpatva in the former.

RÈga ƒyÈma KalyÈ‡a, being the rÈga of ardha-gaŠbhÏra prakriti, both heavy and lighter
embellishments are used to adorn the rÈga with close attention towards the laya of every svara and
melodic phrase, and their emotional and intellectual properties in speaking of or expressing the
rÈga's character. The usage of mÏŠÇa is observed in the above paraghraphs. The lighter
embellishments in the phrases like: R m P G (M) R S, bahalÈvÈ can be employed, and murki can
be sung in the place of „uddha madhyama. The rÈga carrying both gaŠbhÏra and caŠcala prakriti
can therefore be rendered with uniform emphasis to all the constituents of khayÈl gÈyana, albeit it
cannot be sung in relatively slower vilaŠbita —hekÈ / tÈla but it ought to be sung in the relatively
faster pace as it is ardha-caŠcala also in its nature, besides being ardha-gaŠbhÏra. We can therefore
infer that -

'The melodic embellishments to adorn the rÈga depend on the rÈga's character, nature and
temperament, which in-turn depend on the regulation of laya on every svara, melodic phrase and
motifs.'

On RÈÈÈÈÈga-Tatva and RÈÈÈÈÈga-BhÈÈÈÈÈva

RÈga-bhÈva depends on many factors such as baŠdi„ and its meaning, musician's
involvement and persona, laya of baŠdi„, gharÈnÈ and its aesthetics, etc., besides depending on the
rÈga's character or rÈga-tatva originally - because music becomes expressive through a musician.
There could be multiple rÈga-bhÈva-s elicited in a rÈga by the musician. Still, every rÈga carries its
own original characteristic emotion and personality. It is similar to our personalities in daily lives.
We do express every emotion, but a particular emotion(s) may strongly spread within us so much
that it becomes the carrier of our specific personality. For instance, we may become angry, worried
or sad at times, but above all, if we face everything patiently 'most of the times' being self-composed
with courage and confidence, then 'strength' becomes our personality. On the contrary, if we are
expressive of 'every emotion' 'equally', then it would definitely mean that we are psychologically
ill, and we need to be properly treated by a well-trained and experienced psychologist. Similarly, a
rÈga too has its own characteristic rÈga-bhÈva. For example, rÈga Lalita 'originally' elicits karuÈa
bhÈva; rÈga BhÊpa originally produces „rŠgÈra bhÈva; rÈga DurgÈ originally evokes vÏra bhÈva;
and so on. The musician, being creative, rational and emotional social being, may employ some
more of his personal emotions in addition to the characteristic rÈga-bhÈva. Nonetheless it should be
always remembered that the musician should be subservient to music, therefore, he must concentrate
on the actual rÈga-bhÈva at first, hence 'harmonize' his emotions in such a way that they do not
disturb the rÈga's original character, nature and temperament.  And, as noted above, rÈga-bhÈva is
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evoked through the apt aesthetic intonation
of every svara, melodic phrase and motif in
accordance to the musical context within the
rÈga - which is regulated by laya and its
imperishable energy.

Understanding laya, its regulation on
the rÈga and its construction, its character,
nature and temperament is therefore
necessary for absorbing and appreciating the
aesthetics of the rÈga-saŠgÏta better.

Conclusion

After having sought the pivotal role
of laya, it can be thus averred that laya is the
determinant imperishable energy, and source
of music and everything in the universe -
rather than the regulated time. It regulates the
rÈga, its character, nature and temperament:
therefore, it is the most contributing factor
for music-making through its emotional, intellectual and regulative properties.

The research paper therefore hopes in being instrumental for the community of students, devotees,
professionals, connoisseurs and audience of khayÈl gÈyana in better aesthetic understanding and
appreciation of rÈga through laya's deeper cognizance.
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ABSTRACT

Kashmir has been called ‘paradise on earth’ by poets and rulers. Through the ages it
has been praised equally by many scholars and visitors for its beauty, history and culture.
The present day Union Territory of Jammu & Kashmir is rich with distinct elements of
culture in its two distinct regions Jammu and Kashmir. Based on the review of primary as
well as secondary historical texts and discussions with leading Sufiana artists, the paper
attempts to explore the Sufiana Mausiqui and its Gharanas.
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INTRODUCTION

Before the beginning of human settlement in what is now the Valley of Kashmir, it is
believed that there used to be a huge lake, an inland sea, called the Kashyap Sar1. Since
ancient times in Kashmir lived Buddhists and Hindus with their marvelous cultures that
evolved over hundreds of years. But later a substantial change was brought in the society
with the coming of Muslim educationalists and thinkers during medieval times, particularly
from central Asia and Persia. These people brought with them new cultures and new styles
of life that fascinated the locals2. Kashmir has a historical tradition which is unique in South
Asia with few parallels in the world. The present day culture of Kashmir is a syncretic one
containing both Indic and Islamic traditions. The pre-medieval period was dominated by the
Hindustani culture rooted in India, and the medieval period by the Islamic culture of Central
Asian countries.

The Valley of Kashmir is culturally rich in terms of oral histories, native crafts,
music, written words, science and philosophy. Thus Kashmir has been able to make great
contributions to the world of culture. In everyday life the subtle traditions and culture of
Kashmir can be discerned. One of the most important cultural aspects of Kashmir is the
Kashmiri language. It is spoken only in the Valley of Kashmir by the Kashmir irrespective
of religious faith and creed. The language is an Indo-Aryan (Dardic subgroup) language, of
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the Indo-European language family. The script of the Kashmiri language was Sharada which
was the writing system of Brahminical family script and was used till 8th century. After that
some changes took place in the script with changing times and streams of cultures. Presently,
Kashmiri language is written in Perso-Arabic script by Kashmiri Muslims and in Devanagari
script by Kashmiri Pandits.

Now to come to music, the culture of Kashmir is defined by Kashmiri Music to a
large extent and the following paragraphs will attempt to historicize the development and
the current state of Kashmiri music.

The earliest references to the art of the music in Kashmir are found in Nilamatpurana,
a historical chronicle of Kashmir written by Pandit Kalhan. The book is one of the sources
of ancient history of Kashmir which dates back to 6th or 8th century A.D. There are a number
of verses in Nilamatpurana mentioning the state of music in Ancient Kashmir. According to
Nilamatpurana, the religious music was attached with the temples and it played an important
role in the cultural life of Kashmir. The Nilamatapurana lays down that singing, dancing,
and recitals of instrumental music used to take place in some of the religious festivals. It is
held that, similar to the rest of the Indian sub-continent, classical dance in Kashmir had a
religious background3. There were temple dancers known as Nartakis4. They were associated
with the temples from the very early times, visibly represented in the tiles and sculptures
found in archeological sites like Harwan in the district of Srinagar. The tiles and sculptures
show dancers, singers and ladies playing various musical instruments. Thus the historical
facts reveal enough evidences that music and dance has been part of Kashmiri culture since
time immemorial.

A lot of information on music and dance from ancient Kashmir available till this
day, comes from Kalhana’s Rajatarangini. Especially the first Taranga of Rajatarangini
mentions about music that in Viharas during the reign of King Jaluka, the son of Ashoka,
some kind of wind instruments were played. In Rajatarangini a dance concert has been
mentioned in which a hundred female performers had danced in the presence of King Jaluka
in Jyestha Rudra, a Buddhist temple. Dancers who were professional and associated with
temples were allowed to dance5.

Later in the medieval times, Islam and Sufism came into existence in Kashmir as a
result of which almost every aspect of life and culture in Kashmir underwent changes. Islam
flowed in Kashmir from Turkestan and Persia through the activities of Islamic missionaries
and sufi mystics6. It was at that time that Persian began to replace Sanskrit and gradually
became the official language. Music and fine arts were influenced by this foreign culture.
Due to the synthesis of folk music of Kashmir and the music of India, Persia, Central Asia,
and Arabia (Turkey) a new musical form appeared and came to be called as Sufiana Mausiqui,
the high-culture or classical music of Kashmir.
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Noted scholar Avatar Krishna Raazdan mentions that Shamsuddin Shahmiri was the
first Sultan who patronized the music in Kashmir. He encouraged the artists to perform their
art and in his time many books were written on music. The names of the books were Sammy
Matrika and Cutnih Mahatma. They contained information about the Kashmiri music and
drama prevalent at that time and were written in Sanskrit. Both these books are now
unavailable.

On Kashmiri culture, especially on poetry and music, Sufism has had a great impact.
Elements of Sufi philosophy were included in mostly all Kashmiri poetry written by the
Islamic poets either in Kashmiri or in Persian language. This poetry was also associated
with music and dance. Kashmiri poets contributed to Persian literature by following Persian
literary models in their poetry. The introduction of Islam did not negatively affect the
development of music, rather it helped music and dance as essential elements in ritualistic
ceremonies through Sufi orders. The information available on music during the Islamic
period comes from various sources. Till the reign of the Sultan Zain-ul-Abidin cultural life
was covered by the chronicles of Abul Fazal, Jonaraja and particularly of Srivara. Abul
Fazal mentioned in his 16th century document Ain-i-Akbari that during the reign of Zain-ul-
Abidin a school of music was found in Kashmir with the musicians from Iran and Turan.
“These musicians were responsible for introducing many elements of Persian and Central
Asiatic music to Kashmir and that many features of today’s Sufiana Mausiqui could have
been the result of the influence”. Srivara wrote in his text Zaina-Rag Tarangini (c. 1486)
that musical festivals used to be held in Kashmir during the period of Zain-ul-Abidin, and
during this time Raja of Gwalior had sent him all standard books on Indian music which, as
it is believed, influenced Kashmiri music. The king Hasan Shah, a son of Zain-ul-Abidin
introduced Rabab, an Afghani musical instrument to Kashmiri music. During this Islamic
era, there were eminent and talented musicians like Sooni Bhat, Shridhar Bhat, Ajodhya
Bhat and Kshakara who hugely contributed in developing Kashmiri music7.

In the beginning of the Afghan rule and before the end of the Mughal period in the
18th century concrete written sources, concerned specifically with music, were available.
These sources include treatises on music theory, such as the anonymously written Karamat-
e-Majra (The marvel of the courses), and Daya Ram Khushdil’s Tarana-e-Suroor (The
song of the joy) and anthologies of the poetry associated with music. There is sufficient
reason to believe that the treatises, and particularly the anthologies, refer specifically to
Sufiana Mausiqui. Thus it is possible, with a certain degree of certainty, to state that Sufiana
Mausiqui existed in Kashmir at least as early as the decline of the Mughal period.

Sufiana Mausiqui-the classical music of Kashmir:

Sufiana Mausiqui was formed during the medieval period when Islam and Sufism
arrived at Kashmir, and this musical form is influenced by Iranian & Central Asian music. It
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is known as the classical music of Kashmir. This musical genre has an important part of
Kashmiri society and culture. Sufiana Mausiqui is referred to as Sufiana Kalaam by some
people and it is incorrect. Sufiana Kalaam means texts of Sufi poetry where as Sufiana
Mausiqui is a type of spiritual music. It is practiced by professional musicians of four Sufiana
Gharanas of Kashmir. Sufiana Mausiqui is also known as Saazandar Gyawun. It is vocal
ensemble music-five to twelve musicians sing together to the accompaniment of Santoor,
Sehtar, Saz-e-Kashmir and Wasul. Sufiana Mausiqui is similar to the Classical music of
India as both follow the time theory system for performing. But instead of Raga, Persian
Maqams are sung in Sufiana Mausiqui. The text of the songs are Sufi poems which are
generally in Persian and Kashmiri by poets such as Maulana Rumi, Hafiz Shirazi, Omar
Khayyam, Allamma Iqbal and Memood Ghami. Earlier there was a dance form called Hafiza
Nagma which was part of Sufiana Mausiqui. In this a female dancer expresses the meaning
of a poem through elaborate hand gestures, which is in style similar to the Mudras of Indian
classical dance Kathak.

Sufiana Mausiqui starts with Shakal which is similar to Raga Alaap or
Chalan (prelude) in Hindustani Classical music. It shows the identity of a Maqam. It is
played on instruments, generally on Santoor by the leader of the ensemble. And then we
start Maqam which is having two parts. The first line of the first part is called Zamin, and
the second line is Nimwoj. These two lines are repeated again and again as refrain which is
called Baazghasht. Second part of the Maqam is called Bathe (Antara). Sufiana Mausiqui is
also sung in slow tempo called Nimdor (Vilambit). Nimdor is sung in various talas like
Mukhamas similar to 32 matra tala. After this the composition is sung in fast tempo in
various talas like chapandas, doyeka, etc. In this musical form Tarana is also sung, it is
called as Tilana in Sufiana mausiqui. Earlier it was popular in local public spheres and later
it was popularized throughout Kashmir by the media- Radio Kashmir Srinagar.

History of Sufiana Gharanas of Kashmir:

In Kashmiri Sufiana Mausiqui there is Gharana system as in the Hindustani Classical
Music tradition. As per the accounts of Cultural Historians, this musical form has been in
practice in Kashmir since the medieval period. Since its inception, Sufiana Mausiqui
blossomed in the courts of kings and sultans belonging to different dynasties. During the
time of Sultan Zain-ul-Abidin (1420-70) there were many Sufiana musicians belonging to
Iran and performing in his court. It is believed that gradually this art form came to be practiced
by many Kashmiri families specializing in Sufiana Mausiqui. After that Haider Shah, Son
of Zain-ul-Abidin came into power. Scholars believe that he was generous and cultured, and
a patron of art and learning. He was a poet himself and wrote a book of songs in Persian. He
was fond of the society of Mulla Daud, a great musician whose pupil Khwaja Abdul Qadir
taught the Sultan how to play the flute. He acquired such proficiency in it that, according to
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Srivara, he also learned to play well on other instruments from persons who were attached
to his court. After the death his son, Hassan Shah the great lover of art, ruled Kashmir. He
was not only a great patron of music, but was himself well versed in it. He possessed a sweet
voice and sang Persian, Kashmiri, and Sanskrit songs. His court was adorned with skilful
musicians some of whom had come from far off places, attracted by the Sultan’s love for
music. In total, there were about 1,200 musicians in his court. Hassan Shah was succeeded
by the Chak dynasty and they were not only music lovers but also contributors towards the
promotion of this art. In Chak dynasty there was a prominent king named Yousuf Shah Chak
who was known to be an accomplished musician himself. There are many historians who
mentioned that Yousuf Shah Chak was the inventor of Maqam Raast-e-Kashmir. During his
reign, as historians note, Sufiana music flourished in every corner of Kashmir and the
musicians were earning money and respect alike8.

It has been unanimously noted by some Sufiana musicians that during the Mughal
period in Kashmir the concept of Gharana system was introduced in Sufiana Mausiqui.
However there is not any written proof to bear testimony to this fact. Meanwhile, during
Afghan rule in and around 1753 A. D. Sufiana Mausiqui reached its nadir as it lost state
patronage due to the more conservative outlook of the then rulers and began on the verge of
decline However, it was protected by Sufi saints and some culturally inclined elite families.
In 1846 Kashmir valley came under the Dogra ruler. It was the time when Sufiana Mausiqui
was able to carve a distinct niche in the court of Maharaja Pratap Singh. During this time
many gharanas of Sufiana Mausiqui came into existence.

Apart from this, there were the Sufi preachers namely Qadiri Parampara who were
promoting Sufiana Mausiqui and led to the emergence of many Sufiana musicians. If we
talk about the gharanas in Kashmiri Sufiana Mausiqui before 18th century there was not any
systematic development of the gharanas. Musicians were associated with various princely
courts and Sufi shrines as a precursor to the gharana system that, historically speaking,
came into existence around late 18th century.

According to some Sufiana musicians and musicologists, it was the Ustad Ramzan
Joo who initiated the gharana for the first time in Kashmiri Sufiana Mausiqui. In the late
18th century he began his own gharana after his name Ramzan Joo Gharana which is called
Gwalior gharana of Kashmir. Many prominent musicians from other gharanas trace their
ancestry to this gharana.  Interview with Ustad Shabir Ahmad Saaznawaz the present Khalifa
of Ramzan Joo Gharana says that there were some gharanas with their ancestors migrating
from Iran as well accomplished Sufiana musicians. Presently, they are not in touch with this
music system because they are not interested and have given business an edge over the
passion for music. He also says that the lesser popularity of Sufiana Mausiqui account for
the decline of the gharanas.  However, the history of the gharanas in Kashmiri Sufiana
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Gharana is quite intriguing and must be engaged with to understand the nature of Kashmiri
music in general.

Earlier there were a number of Sufiana Gharanas throughout the Kashmir valley.
Nowadays this tradition is alive only in three districts of Kashmir region which include
Srinagar, Budgam and Anantnag.  Even some 50 years ago, there were many peculiar Sufiana
musicians belonging to other districts of Kashmir, Baramulla, Kupwara, Shopian, and
Pulwama etc. But unfortunately in these districts this tradition is extinct at present.

Although Sufiana music of Kashmir was mainly practiced by Muslim musicians, in
the past, when Sufiana music was on its peak, there were some Kashmiri Pandit families
who were pioneers in this art form. For example, one of the familiar gharanas of Sufiana
Mausiqui was in North Kashmir Sopore which was represented by Pandit Shankar Pandit.
Pandit Shankar Pandit was an exponent of Sufiana Mausiqui as well as Santoor and Sehtar
maestro. His son Pandit Samsar Chand Sopori was also great master of Santoor and Wasul-
a percussion instrument. Along with them, their descendant, renowned Santoor maestro Pt.
Bhajan Sopori also has a vast knowledge of Sufiana Mausiqui. He is the grandson of Pandit
Samsar Chand Sopori. The other eminent Sufiana artist among the Kashmiri Pandits was
Pandit Khera Kak Munshi. He was one of the leading Sufiana musicians of Kashmir. Pandit
Khera Kak Munshi was well known for organizing Sufiana Mehfils at his home regularly.

At present, there are only four Gharanas of Sufiana Mausiqui existing in Kashmir.
Among these four, Ramzan Joo Gharana, like the Gwalior Gharana of Hindustani Music, is
one of the oldest and main Sufiana gharana as a progenitor. Many musicians from other
gharanas trace their ancestry to this gharana. The other three existing gharanas of Kashmir
are Qaleenbafat Gharana, Kamal Bhat Gharana and Setari Gharana.

Contemporary Gharanas of Sufiana Mausiqui:

In Sufiana Mausiqui of Kashmir there is also Gharana system. The Gharanas are
Ramzan Joo, Kamal Bhat, Qaleenbaft, and Sitari. Earlier, in every district there was one
Gharana or the other9. Currently it is surviving only in three districts of Kashmir region.
They are Srinagar, Budgam and Anantnag-Bijbhera. Every Gharana has its own specialty
and has contributed a lot to the music of Kashmir. Because of the Gharanas, Sufiana Mausiqui
is still alive. Ramzan Joo Gharana is called Gwalior Gharana of Kashmir; being one of the
oldest surviving Gharanas of Sufiana Mausiqui. There are prominent musicians related to
this Gharana. Ustad Shabir Ahmad Saznawaz, the son of Padma Shri awardee Ustad Ghulam
Mohammad Saznawaz, says that his ancestors had come from Iran. The founder of Ramzan
Joo Gharana is Ustad Mohammad Ramzan Joo. From this Gharana came into being
Qaleenbaft Gharana by Ustad Ghulam Mohammad Qaleenbaft.
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Ramzan Joo Gharana:

This is widely accepted that it is one of the oldest and main Sufiana Gharana of
Kashmir. It originated from reputed artists Ustad Sultan Joo and his son Ustad Hadi Joo.
Their descendents got patronage from Shah Mir Dynasty of Iran. The gharana is known by
the name of its leading musician, Ustad Ramzan Joo who was born in1881 and died in1971.
The last famous music practioner of this gharana was Ustad Ghulam Mohammad Saaznawaz
who passed away recently in February 2014. At present, Shabir Ahmad Saaznawaz, son of
the late Ustad Ghulam Mohammad Saaznawaz acts as the Khalifa of this gharana

Kamal Bhat Gharana:

The Kamal Bhat Gharana is one of the most prominent gharanas of the Budgam
district of Kashmir. Ustad Kamal Bhat was the founder of Kamal Bhat Gharana. This gharana
demonstrates a synthesis of two differing performance styles - the Sufiana and the Bhand
Pather style which is a folk theatre form from Kashmir. Theatre activity was primarily
associated with social-religious ceremonies before the establishment of the Muslim Sultanate
in Kashmir which is evident from the archaeological and literary theatre performances seen
in festivals and during the birth celebrations of Lord Buddha, Lord Krishna and other deities.

Qaleebafat Gharana:

Qaleenbaft is one of the most prominent gharanas of the Budgam district and is
named after the most renowned musician of the gharana, Ustad Ghulam Mohammad Bhat
Qaleenbaft. It is an offshoot gharana of the Ramzan Joo Gharana as the founder of this
Gharana, Ustad Qaleenbaft, had initially learnt the basics of Sufiana Mausiqi from Ustad
Sultan Joo and Ustad Siddiq Joo, the brother of Ustad Ramzan Joo. Besides this, he had also
learnt the Tabla from Ustad Ramzan Joo. However he had learnt most of the art of Sufiana
Mausiqi mainly from Mohammad Khaleel, who was also known as Khalla Sahib Anderwari,
who in turn had learnt the Sufiana Mausiqi from Ustad Abdullah Shah who also belonged to
Ramzan Joo Gharana.

Setari Gharana:

Setari Gharana is the only surviving gharana of South Kashmir and this gharana is
well known for Sehtar players. The most distinguished musician of this gharana was Ustad
Abdul Khaliq Shah Setari. It is generally believed that Ustad Abdul Khaliq Shah was so
skilled in playing the Sehtar that he earned the name Setari, the name by which his family is
still recognized. This Gharana is presently represented by Ustad Mohammad Abdullah Shah
Setari. While interviewing him at his home, I found that not only his family but the entire
community in his locality uses the surname ‘Setari’ and the entire Mohalla is known as
Setari Mohalla.
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Decline of Sufiana Mausiqui and Its Gharanas:

The musical tradition in Kashmir is declining day by day. According to the present
scholar, there are many reasons responsible for this. In the last 30 years, the Kashmir conflict
remained very counter-productive affecting culture and chocking musicality-as long months
of lockdowns shut avenues for the growth of culture and the arts. Music is not taught in
universities, colleges and schools due to which Kashmir music is suffering. Also the people
of Kashmir do not seem to take interest in learning this art because they cannot foresee any
promising future with it. Kashmiri musicians are economically poor and facing problems.
Again some musicians themselves are responsible for the decline of music: there were some
Ustads earlier who hid this art from common people in the fear of losing this to them.
Another major reason for the decline of appreciation for Kashmir music is globalization
and, as a result, the influence of popular music especially rock and pop music.

Pt. Sopori, eminent Santoor maestro and music composer, states that the musical
concerts are not organized by government or any private organization, which is one of the
reasons of declining the music tradition in Kashmir. According to him, the decline of music
is due to the loss of patronage and low economic incentive. Another reason is people do not
want to take the risk by letting their children learn an art form that doesn’t provide economic
security. Pt. Sopori also claims that the Kashmir conflict is the biggest example for declining
Kashmiris cultural identity, let alone music.

Dr. Usha Bhagati, a retired music professor, says that the Sufiana music is declining
due to globalization. She says further that there was a time when Sufiana music was played
in all the functions and festivals, but now unfortunately pop and rock music is played in
celebrations, which is a biggest loss to Kashmir music. Kashmiri musical instruments are
suffering the domination of western musical instruments. Bhagati suggests that the
government of Jammu & Kashmir has to take initiative in including music as a subject in
educational institutions.

Dr. Shabir Ahmad Mir, an assistant professor in music at Sumbal College mentions
that the music of Kashmir is declining badly day by day due to the impact of western culture.
He opines that there are very talented students who are interested to learn this art form but
there is shortage of Gurus (Ustad), due to which music of Kashmir is near extinction. One
more major reason is that people are criticizing the musicians without any rhyme or reason.

Thus, once a huge cultural capital, the music of Kashmir is at its dusk with the dark night
approaching slowly and surely.

CONCLUSION

In the state of conclusion Sufiana Mausiqui was formed during the medieval period
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when Islam and Sufism arrived at Kashmir, and this musical form is influenced by Iranian
& Central Asian music. It is known as the classical music of Kashmir. The gharana system
in Sufiana Mausiqui was formed in the late 18th century. From the concluded study it is clear
that due to the decline of Sufiana Mausiqui and its gharanas over the last fifty years, many
gharanas are lost and at present only about three gharanas are there. The Setari gharana of
south Kashmir is almost over. Precisely we can say that the Sufiana Mausiqui of Kashmir
without gharanas is a body without soul and sprit.
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ABSTRACT

Human civilization post Vedic period had been a witness to the gender inequality in all
prevailing art forms and this phenomena is still rife for reasons best known to the society.
However, the fabric of the societal framework could not stop the female cognoscenti from
unfurling their intellectual prowess and the history witnessed a few gifted women composers
like Karaikkal Ammaiyar, Avvaiyar, Aandaal, Meera, Akka Mahadevi etc.  The 20th century
gave a companionable milieu to the new age composers and a place in the sampradaya for
their works.  The Carnatic music field then was enriched with the works of illustrious
composers like Ambujam Krishna, Ananthlakshmi Sadagopan, Neela Ramamurthy, Kalyani
Varadarajan and D. Pattammal primarily contributing to the vastness of Tamizh compositions.
A principal vaggeyakara, D. Pattammal’s works formed to be a landmark in terms of adding
to the cenote of kritis in unsung and unheard ragas, creation of novel pedagogy, developing
a synergy between classical music and Bharathiya sanskaras and invigorating the practitioners’
minds to make them tread a profound kalpana sangeeta ,through her remarkable compositions
and thus, the works stand to be noteworthy.
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 A brief about D. Pattammal

"Isaiyai isaippathan moolam, isaivaha isanai adaiyalam"

-D. Pattammal

Meaning: the abode of the Almighty can be easily attained through music.

D. Pattammal, a vaggeyakara (composer), a musician and a musicologist was a 20th
century composer, born in Lalgudi and brought up in Tanjore.   She had her early tutelage in
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Carnatic music from her mother, Smt.Varalambal Ramarattinam and later from Smt. Sethu
Bai, a disciple of Tiger Varadachariar, Veena Vidwan Sri Varadhaiyya, Pozhakudi Sri. P.V.
Ganesa Iyer, Sri Kalakkad Ramanarayana Iyer and Smt.D.K. Pattammal.  She had won
many prizes and awards and accolades.   She was a graded artist in AIR for over thirty years
before she took to composing.   She was well versed in the knowledge of both lakshana and
lakshaya aspects of the sangeetam. She received Kalaimamani award from the Government
of Tamil Nadu in the year 1994 for her excellence in the field of art. She had composed over
650 songs in her lifetime many of which were published under different titles. Her
compositions include Arul Keerthanangal, MadhavaGeetham, Sri Harisaram, Kumara
Sambhavam, 63 Nayanmars, Isai Thuvakka Padalgal, Janya Raga Kritimala and Mela Raga
Kritimala. These musical compositions encompass inspirations drawn from some of the
great Hindu Scriptures, literary works of great poets of the past and also of great composers
of Carnatic music, which make D.Pattamal to be one among the luminous composers of her
time.

Uttamottama Vaggeyakara

Sarangadeva in his lakshanagrantha 'SangeetaRatnakara' says,

"Vangmaturuchyategeyam dhaturityabhidhiyate Vachamgeyam
cha kurute yah savaggeyakarakah"1

Meaning - He who creates dhatu (song) and matu (speech) is a vaggeyakara.
Sarangadeva also categorises vaggeyakaras into uttama (superior), madhyama (mediocre)
and adhama (inferior) based on the proficiency of the dhatukaras and matukaras and also
gives more than twenty prerequisites to be a vaggeyakara.  To name a few: a. knowledge of
shabda, b. knowledge of the science of rasa and bhava, c. complete consciousness of music,
d. the strength of originality in composition, e. the knowledge of the art and science of the
language, f. cognizance of the time, place, situation aspect etc.

The term 'vaggeyakara' is a compound noun signifying 'vak' meaning shabda shuddhi
and 'geyam' meaning nada shuddhi.   To be called as a vaggeyakara one should be an uttama
dhatukara and uttama matukara.   However, the divisions like uttama, madhyama and adhama
can be accorded in isolation to dhatukaras and matukaras for their specific domain of work.
We find similar definitions of the term 'vaggeyakara' in the lakshanagrantha,'Ragatarangini'
too, written by Lochanakavi. The Carnatic music sampradaya is indubitably the most
sophisticated art form in the world, the factors being complex systems of raga and tala,
scientific pedagogy and the vastness in literature. D. Pattammal, a musician herself, emerged
as an uttama vaggeyakara on all accounts.  Her works stand tall as a testament which shall
be discussed in the following sections.
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Musical compositions absorbed in technicalities and aesthetics

Isai Thuvakka Padalgal:

Her work titled 'Karnataka Isai Thuvakka Padalgal' aims at understanding the need
for the reach of Carnatic music among the young. Isai Thuvakka Padalgal is a Tamizh title
which means songs for the beginners.  This work comprises of kritis woven in comprehensible
Tamizh, that can be nimbly learnt and grasped by the students and thereby foster interest
and motivation in the minds of the young towards classical music, which is still not so
popular among on a broader perspective. The work holds compositions on prime deities and
also moralities and values, for children to get wider ethical learning and knowledge about
the prevailing deities and also the boons and blessings they bestow on us. The most creative
composition of this work are the 'Navagraha Keertanaigal': a set of nine kritis, all composed
in 21st Melakartha Keeravani, set to the talas of the 35 tala scheme.  The 35 talas are the
products of pancha jati bhedas namely Chatusra, Tisra, Khanda, Misra and Sankeerna on
the lagu applied to the seven principal talas called the Suladi SapthaTalas2.  The swarams sa,
ri, ga, ma, pa, da, ni, sa, and ri, in the arohana krama, individually form the graham swara  of
the respective grahas in order, the Sun, Moon, Mars, Mercury, Jupiter, Venus, Saturn, Uranus
and Neptune. In it that, the pallavi (the first anga or division in the musical compostion ) of
each kriti starts with the respective graha swara assigned to the grahas. Also, the dhatu of all
the nine kritis has been structured in arohana- avarohana krama so as to give the learners the
experience of practicing alankaara in each tala in raga Keeravani while learning a defined
musical composition too.

To support, cited below is the pallavi of the first kriti of the Navagraha keertanaigal.3

Nyayiru

Kriti: 'Simharasikkadipati'                                                                                Tala: Tisra Eka

Pallavi:  sa r ga m | m p m g  ri   |       sa r r m g |            ri ; ; |
              Sim ra si | ka di pa ti ya |     di tya nai tu|            di; ;|
              r  g   m    pa  d   |    d  n   s  n    d  p    |  g  r m   g    p  m |  d  p   m    g      ri |
             si ran da ye  zhu  |    pu ra vi tte     ril   | cha  yai yu da  n | ba va ni    va    rum| (simha)
where 'sa' is the graham swaram.

These kritis also document the mythological sayings, instances from the epics and
traditional practices referring to the Grahas in order to give to the younger generation
knowledge about the past and culture. For example: Story from the Mahabharata, that says
Surya had bestowed Kunti with His son, Karna, is presented in the kriti composed in praise
of the Surya Graha i.e. The Sun God. The uniqueness of the kritis much lies in the structural
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approach adopted to frame the compositions the way they are presented to be: a) The
chronology of the kritis corresponds to the sequence of the days in a week starting from
Sunday to Saturday and the other two Grahas namely Rahu and Ketu composed separately,
b) The detailing in sahitya ( lyrics) is such that the young learner comes to know the presiding
deity of each day in a week ( Grahas are worshipped as Demi Gods in the Hindu culture).
The nuance that made this plausible was by using the same synonym of the Grahas that are
used colloquially in Tamizh as the title of the kritis. These synonyms are used to refer the
days in a week too in Tamizh. 'Nyayiru' refers Sun,'Tingal' refers Moon, 'Sevvai' refers
Mars- 'Budan' refers Mercury, 'Vyazhan' refers Jupiter, 'Velli' refers Venus and 'Sani' refers
Saturn which correspond to Sunday, Monday, Tuesday, Wednesday, Thursday, Friday and
Saturday respectively, c) The chronology of the 'Navagraha keerthanaigal' has also been
mapped with the consecutive ascent in the tala time cycle starting from the least count of 3
to a maximum of 11. The kritis have been set to Tisra Ekam, Chatusra Ekam, Tisra Rupakam,
Tisra Jhampai, Tisra Triputa, Tisra Matya, Sankeerna Ekam, Tisra Ata and Tisra Dhruva
respectively.   The compositions are set in simple tisra and chatusram to engage the learners
into a qualified learning process where the simple mathematical concepts of Tala are
simultaneously applied.

Now, given the foundational stage of learning,  yet she, consciously introducing
many old traditional ragas like Keeravani, Punnagavarali, Huseni, Shuddha Dhanyasi, Saranga
etc that are seldom taught to students at this tender stage, had a larger perspective. Her
pristine confidence and conviction that radiated through this work, in which basal framework
of swara  permutations and combinations and patterns are used with lucid Tamizh forming
the sahitya, shows the Music system, a new pathway to teach the learners not just the model
lessons entailing Saralivarisais and Jantaivarisais in raga Mayamalavagowla but forms of
compositions like kritis in various ragas, to make the learner au fait with the vastness of
Carnatic Music and to educe the curiosity and wonderment for the art form in students.  In
this work, one of her compositions (focusing on moral education for the children laying
emphasis on good values and manners to be practised), 'Anbudane pesi'  in Raga Saranga ,
a janya of 65th Mela, set to Adi tala is quoted :

Arohanam: s r g m p d n s

Avarohana: s n d p m r g m r s

Pallavi:       sa, r sa  sa  pa pa; | ; m pa g ma | pa;;;||
                   An bu dan pe  si   |  ; a nai va rai| yum||
                   m pa d n s s n da pa; | ; p  p m r g m | ri; sa; ||
                   a . nan dam . da ya    | ;sei .   . di .du |vai  .  || ( anbudan)4
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This when compared to the pallavi of kriti ' Ehi Trijagadeesha' in raga Saranga, set to Triputa
tala composed by Saint Tyagarja

gives a pellucid difference between the construction of the dhatu framework in both
the kritis and hence comes as, the former to be designed specifically for beginners and the
latter for practitioners. A formative pedagogy, learning essentials and subtle introduction to
the basics that form the backbone of sangeetam are seen in all the kritis of this work. They
find significance in the art of teaching music and are also a prompt to the gurus to not to
overlook the aspect of learners' psychology.

Having extolled her creative intelligence behind composing specific kind of kritis,
an irrefutable fact that comes to the fore is that, notations are indispensable tools used in the
process of lesson transactions to communicate music in its desired form. Vidya Shankar
says, "Notation should be basically simple.  It should not be loaded with complexities making
it clumsy and cumbersome. It should be scientifically reasonable and reachable to students
as well as the teachers"6. Upon analyzing the work of D. Pattamal, Padmabhushan awardee
Late Shri S. Balachander, an unparalleled Veena vidwan had commented and it is quoted,
"Some books lead to what is termed as "confusion confounded". I believe and promote the
correct style of notation as found in her work".

D. Pattamal's unconvoluted style of notation answers the easy accessibility of the
composition to the learners in the foundational stage and as well as to the skilful practitioners.
Above all it gives space for bedecking the composition with artistic ingenuity. She has
mentioned in the Foreword of one of her works, titled 'Mela Raga Kriti Mala' in detail about
her concept of notation. An excerpt says ' In this format of notation, for Oru (one) Kalai
kritis , one beat has four swaras and for Rendu(two) kalai kritis, one beat has two swaras
and in many books this style of notation is not commonly seen'.7  Kalai or Kala is one of the
Tala Dasa Pranas that represents the repetition of a beat in any Tala which yields to a
proportionate change in the units of Aksharas in the Tala.8 Further, to denote the Madhyama
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kala the swaras have been underlined so as to help the learner maintain the nuances of the
Kala Pramana.

This format of notating kritis can be seen her compositions in Janya ragas and Mela
ragas.

Janya Raga Kriti Mala:

This work houses over 80 kritis composed in many different Janya ragas, that the
vaggeyakara categorises into three factions: i. Popular ragas , ii. rare ragas, iii. ragas in
which no musical composition has been made. D. Pattammal has to her credit to be the first
vaggeyakara to compose a Tamizh kriti in Panchama Varja Dvimadhyama ragas namely
ShankaraLalit, Maya- lalit and Suryalalit. They are ragas with two madhyama swaras namely
Pratimadhyama and Shudha Madhyama, without panchama in its Arohana and Avarohana.
Some of these are seen to be in practice in the Indian classical music of the north i.e.
Hindustani Music, yet not in much vogue in the Carnatic sangeetham.

The illustrious musician of his time, Late Shri Tanjore S. Kalyaraman in his foreword
written for one of Pattammal's works reads, "Composing in Panchama varja dvimadhyama
raga is not an easy task".9 A raga in general, communicates itself to us with its main functional
component, the raga vyakarana, the grammar, which includes its scale with defined swaras,
the identity of the family to which it belongs to and the predominant rasa that it exudes. As
it is known, the main property of a raga is its "ranjakatvam".

Matanga Muni in his treatise, Brihaddesi explains,

"yosaudhwanivisheshastu swaravarnavibhushitah ranjakojanachittanam sa
ragahkathaubudhaihi".

This means a raga has the power to influence the mind and evoke a particular kind of
emotion.10 It is important to know that a vaggeyakara exercises in this domain to elicit the
much needed bhava from the one who learns, sings and listens to his/her composition.
Pallavi and anupallavi of the her kriti 'Vendum pozhudu' in Raga Maya Lalit, a Janya of 15th
Mela, set to Adi Tala is elucidated for understanding the raga as it is.
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The sahitya translates into a Bhakta prostrating before his Lord to bestow upon him
His grace. While the 'Why' of the specificity of a particular matu with the dhatu is
communicated stage by stage through the very infrastructure of the kriti, the learner gradually
gathers the karunya or the karuna rasa that naturally flows from the raga and is able to
identify with the bhava or the mood the composer envisages. The vaggeyakara has given a
limpid insight into the marga or the flow of the raga with the grammar of arohana avarohana
prayogas of the dvimadhyamas: shuddha and prati. When the notation is analysed and
assessed, the learner is able to appreciate the significance of the vilamba gati of the kriti and
the obvious consequent raga rasa perceived by the human mind emanating from it. If one
understands a raga to be a psycho material entity then rasa stands to be its emotionality or
emotional quotient. Just as in any literary work, language gives life to a thought or an idea,
in a musical composition the sahitya justifies and embellishes the emotionality of the raga,
i.e raga rasa. Bharata in his treatise 'Natyashastra' gives an account of eight rasas such as
Sringara , Hasya, Karuna, Raudra, Veera, Bhayanaka, Adbhuta etc, states,

"Sringarahasyakarunaraudraveerabhayanakah bibhatsadbhuta sangyau chaityashtau
natyo rasah smrimtah".12

Many lakshanagranthakaras who came in succession to Bharata have accounted for
few more rasas too. However, the vivid human mind is habile to mark a voyage of immersing
into the sphere of bhava and rasa rising beyond the textual and traditional indices of the
same.

Simple prayogas in the mentioned kriti like  da  da ni sa| sa ri ga ma ma ga
  ga ri sa| ma ga ri sa ni ri sa |are transparently relatable to the arohana- avarohana

karma. The virama , karvai or the pause given following the prati madhyama usages, for
example: ,, ma | , da ni sa| da ,, ma ma| etc with other swaras denote the importance
of emphasis on prati madhyama, how concordance and discordance between two swaras
function,  that the madhyama can as well be treated as a nyasa swara can be seen in how she
has structured specific words with such swaras, for example: in the first line of the pallavi,
in the uttarangam or the second half , the words are 'Nee varavendum' which means You
have to come. These words reflect a wish arousing from a prayer. This has been synchronized
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with the prati madhyama and shuddha madhyama:

In the anupallavi, the second half contains words  say 'Verevarumillai' which means
none but You. The structure of these words in the notation is:

The tara sthayi nishada ((ni) ?) descending to prati madhyama well establishes the
expression of unwavering belief of the Bhakta in his Lord with much needed emphasis
given by the octave chosen too. A similar expression of meaningful ascents and descents in
the framework of swara-sahitya to engender the desired rasa and bhava can be observed in
the kriti 'Brihaspate Tarapate' in raga Atana set to Triputa tala, one of the Navagrahakritis
composed by Muthuswami Deekshitar: the pallavi of the kriti reads as:

Herein the importance of the usage of swarams in tara sthayi can be acknowledged
by the learner while he/ she understands the conceptualization of Brihaspati, the Devaguru
as he is referred to in the scriptures. The tara sthayi coveys the picturisation of varied facets
of Devaguru such as the wisdom, righteousness, strength and prosperity to the human mind
while listening to the kriti. Many such analogies can be traced in various kritis of the Trinity
and our comprehension of any new raga can be propelled to a near right direction with
constructive interpretation. Such observations collectively help a learner form the basics of
the raga lakshana for the same.

It is learnt from the vaggeyakara's work that she has also formed new ragas viz.
Sukhapriya, a janya of 52nd Melakartha Ramapriya, the pièce de résistance of the raga is
that it only takes four swaras. The arohana and avarohana are as follows: s g m d s| s d m g
s||. She has composed a kriti named 'Sadasivanai sadaninaindal' in Rupaka tala. The
intellectuality of the vaggeyakara is exhibited thus in chosing a tala with the lowest minimum
time cycle balancing it with the crispness of sahitya and the dexterity of the raga being kept
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alive. An excerpt from the kriti is quoted:

Another Raga Sukhapavani was formed by her, framing the 41st Melakarta Pavani
into vakra (not in proper order) swara pattern. The arohana and avarohana flows as: s r s p m
p d s| s n s d p m r g r s| She has composed a kriti named 'Unakkendan meedu' in Adi tala.

She has also penned the Jeeva Charitram or the life history of the Trinity: Saint
Tyagaraja, Muthuswami Deekshitar and Syama Shastri in the form of Ragamalika
compositions entailing traditional ragas like Shankarabharanam, Anandabhyravi, Sahana,
Dhanyasi, Vasanta, Saveri,  Mukhari, Suruti, Shanmukhapriya, Mohanam, Revagupti,
Bageshri, Mayamalavagowla, Hindolam, Karnataka Devagandhari, Kanada, Purvikalyani
to rare and unheard ragas like Neela, Adbhuta,Vara, Taka etc. The compositions are titled as
'Sri Tyagaraja Navaraga Malika', 'Sri Muthuswami Ashtaragamalika' and 'Sri Syamakrishna
Krama Audava Saptaragamalika' which form a milestone work to have been done in the
field of Carnatic music. The composition on Syama Shastri's life history necessitates a mention
as it delivers the living embodiment of intellectual mastery in a Vaggeyakara, D. Pattammal
is. The composition has been composed in seven rarely heard krama Audava ragas  (the
ragas that take five notes in Arohana and Avarohana in proper order ) all taking the same
structure of arohana- avarohana viz. s g m d n s | s n d m g s | but belonging to different
parent ragas. The ragas are: Adbhuta, janya of Natabhyravi, Neela, janya of Harikamboji,
Sunadavinodini, janya of Mechakalyani, Karava, janya of Mayamalavagowla, Vara, janya
of Kharaharapriya, Taka, janya of Dheerashankarabharana and  Kadara, janya of Keeravani.
The composition comes as an able guide to minutely learn the flow of the ragas as for each
raga a Chittai Swaram (an anga of a musical composition that consists of swara patterns
alone) has been included in the composition structure.
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 It is internalised so, that a musical composition in its entirety aids a learner and the
rasika to explore the dimensions of a  raga rasa and experience the ambrosial bliss. In the
vaggeyakara's own words, "Any raga sung repeatedly will be easy to handle in due course.
Further kritis sung in akaaram paves way for better understanding of the raga lakshana and
bhava".

Mela Raga Kriti Mala:

D.Pattammal has composed kritis in all the 72 Melakartha scales. A similar pattern
of work known had been done earlier only by Kotteswara Iyer who composed Tamizh kritis
in praise of Lord Muruga and titled the work as 'Kandaganamudam'.   Pattammal's
compositions are in praise of different deities in Tamizh. Her kritis in this work come with
in-depth  acknowledgement of sangeetha sampradaya as its core. The usage of prosodic
beauties of language incorporating the prasa, the complex tala  for example: The Kriti
"Mayilmeedu" in Raga Shanmukhapriya, a 56thmela belonging to 10th chakra -Disi, the
mnemonic name Disi-Sri, has been set to Panchanadai Adi talam having Chatusra, Khanda,
Tisra, Mishra and sankeerna nadai ( Pancha means 5 and Nadai is a term that refers to micro
-beats in any Tala cycle) is a key mention from her work. With this, an observed property in
her kritis in Janya raga Kriti Mala and Mela Raga Kriti Mala of a scholarly ratio also manifest
the traits and peculiarities found in compositions of the Trinity and also adaptations from
the predecessors of the vaggeyakara clan.

The works that possess compositions in all the 72 Melakartha scale allow a learner
and a practitioner to explore ragas with Vivadi swaras( that which sung with adjacent swara
produce discordant effect) with much adroitness as he or she would while attempting ragas
with Vadi and samvadi swaras, since the constitution of any form of a musical composition,
whether kriti or varnam, would provide one with the identity of the raga as it uncovers to be.

Literary works of Greats weaved into a musical construct

Her works have stretched across the length and breadth of creativity in the art form
and in restoring our celebrated culture into musical texts with compositions entailing Bhakthi
and spiritualism to technicalities in abundance drenched in aesthetics. The Madhava Geetham
accounts to the Tamizh translation of the Gita Govinda that she structured it in the form of
a dance drama.   This work comprised of the complete constitution of Jayadeva's interpretation
of the Shringara rasa as flown in the verses of his work.   D. Pattammal possessed an
unsurpassed knowledge in language, literary works and puranas and hence was able to restore
the bhava and also the peculiarities of the Gita Govinda in her translated work.   D. Pattammal
had crafted the history of 63 Nayanmars (the worshippers of Lord Shiva) into songs that
contain the nuances and factual occurrences of the life history of the Nayanmars.   This
attempt has brought the Periya Puranam of Sekkizhar to life among the musicians.   Her two
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other works are the Kumara Sambhavam (one of the gems of Sanskrit literature written by
the great poet Kalidasa) which compiles the poems into songs encapsulating the completeness
of the original work and the Sri Harisaram that contains the complete episodes of Sri
Bhagavatham, in the form of songs in intelligible Tamizh so as to make it feasible for the
young children to understand and access the greatness of the Bhagavatham and also to be
able to learn the morals and values hence.  Another set of compositions springing in bhakthi
is the Arul Keerthanaigal that has been composed in praise of Ramakrishna Paramahamsa,
Sarada Devi, and Swami Vivekananda for the section of their Tamizh bhaktas to congregate
and sing in praise.

These works not alone register a vaggeyakara's conscientiousness but also the sense
of responsibility as an artist to spread the art form across all the cross sections looking
beyond the even the intangible contours.

CONCLUSION:

Kalaimamani D .Pattammal, a phenomenal Vaggeyakara, whose compositions
provide an intense base for the learners to pave way for the individual intelligence of the
sangeeta abhyasakaras or practitioners and gurus to produce decorative angas or aspects
and also to foment and enkindle the process of creativity towards refinement of their
sangeetham,  has also compiled over 5000 ragas with their corresponding arohana and
avarohana in her work Raga Pravaham along with the collective efforts of her husband Dr.
M.N. Dandapani, a scholar himself. Her contribution as a vaggeyakara, as a musician has
been immensely valued by great music practitioners and as well as her contemporaries and
musicians of today. D.Pattammal is a perspicacious composer whose works effectuate the
scope of research and development in the art of composing and as well as rendering. The
Carnatic music field as a whole is privy to constant paradigm shifts that mark the gradual
and purposeful drifts from the old rigid postulates that existed many years ago, in becoming
more democratic in creating space for new age composers, musicologists and musicians to
accommodate constructive works and contribute to the expanse in the tradition. There were
time periods when staunch beliefs of considering the very act of composing profane, prevailed
among the orthodox practitioners of Carnatic sangeetha sampradayaa, as their belief stated
that there can be no composition above those of the Trinity. No sooner the 19th and 20th
centuries gave birth to many Vaggeyakar's and today, Pattammal's masterly compositions
have gradually impelled many practioners and performers to render her kritis in concerts
that proves to be a reservoir of knowledge which will live long in the years to come. The
present generation of musicians well appreciate the need of evolution in the learning process
and her works prove the universal fact that says- Nothing but change is permanent, where
the change here, is a proactive verb between the factors like knowledge of practice and
knowledge by practise ,that assures a deeper frame of reference of the sampradaya and yet
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novel in nature. Her works are a treasure trove that are fanning their reach wider steadily
while her contributions have been immense and towering in assisting the students and learners
stage by stage, by giving an enlightenment into both pedagogical and andragogical approaches
to learning the art form. Kalaimamani D. Pattammal is incontrovertibly a Vaggeyakara of
eminence in the Carnatic music field.
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fgUnqLrkuh laxhr esa laf/kizdk’k jkxksa ds fl)kar ,oa egRofgUnqLrkuh laxhr esa laf/kizdk’k jkxksa ds fl)kar ,oa egRofgUnqLrkuh laxhr esa laf/kizdk’k jkxksa ds fl)kar ,oa egRofgUnqLrkuh laxhr esa laf/kizdk’k jkxksa ds fl)kar ,oa egRofgUnqLrkuh laxhr esa laf/kizdk’k jkxksa ds fl)kar ,oa egRo

vatyh vxzokyvatyh vxzokyvatyh vxzokyvatyh vxzokyvatyh vxzoky
,e-fQy- “kks/kkFkhZ

laxhr foHkkx] fnYyh fo”ofo|ky;] fnYyh

lkjlkjlkjlkjlkj

fgUnqLrkuh laxhr esa jkxksa ds dqN fuf”pr fl)kar gksrs gSaA dykdkj }kjk jkx&izLrqrhdj.k
esa jkx ds fofHkUu fl)karksa dk vuqlj.k fd;k tkrk gSaA ftuesa ls Þjkxksa dk le; fl)karÞ vR;ar
egRoiw.kZ gSaA blesa izR;sd jkx dks xkus&ctkus dk ,d fu/kkZfjr le; gksrk gSA jkxksa dk le; fl)kar
fgUnqLrkuh “kkL=h; laxhr dh ,d futh fo”ks’krk gSaA Hkkjrh; “kkL=dkjksa ,oa laxhrdkjksa us vius
vuqHko vkSj euksfoKku ds vk/kkj ij le; fu/kkZj.k dks Lohdkj fd;k vkSj bls ekU;rk nhA mUgksaus
fuf”pr jkx dks fu/kkZfjr le; ij xk;s&ctk;s tkus dk fo/kku cukdj mls izpfyr fd;kA ekuo
ân; jkxksa dks le;kuqlkj lqudj vkfRed vkuan dk vuqHko djrk gSA

jkxksa ds le; fl)kar esa laf/kizdk”k jkxksa dk egRoiw.kZ LFkku gSaA ^laf/kizdk”k* ml le; dks
dgk tkrk gS tc izdk”k ,oa va/kdkj dk feyu gksrk gSA laf/kizdk”k] ,d fo”ks’k dky ekuk x;k gSA
blh le; lHkh loZlk/kkj.k dykdkj ,oa tksxh viuh lk/kuk ds fy;s izsfjr gksrs gSa rFkk vius&vius
dk;ksZa dh flf) ds fy;s /;ku dsfUnzr djuk izkjaHk djrs gSaA izLrqr “kks/k&i= esa] izkr%dkyhu ,oa
lk;adkyhu laf/kizdk”k jkxksa ds fl)karksa ij izdk”k Mkyk x;k gSA mnkgj.k ds fy;s&izkr%dkyhu
lafèkizdk”k jkx vf/kdrj HkSjo FkkV ds jkx gSa ijarq ekjok ,oa iwohZ FkkV ds Hkh dqN jkxksa dks
izkr%dkyhu laf/kizdk”k jkxkas dh Js.kh esa j[kk x;k gS tcfd iwohZ ,oa ekjok FkkV ds jkx lk;adkyhu
laf/kizdk”k jkx dgykrs gSaA blds D;k dkj.k gSa\ blds vfrfjDr laf/kizdk”k jkxksa esa e/;e Loj dh
egÙkk crkrs gq;s mlesa jl] lkSUn;Z ,oa egRo bR;kfn fo’k;ksa ij ppkZ dh xbZ gSaA

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn

Lke; fl)kar] Lkaf/kizdk”k] izkr%dkyhu] lk;adkyhu] lkSUn;Z

jkxksa dk le; fl)karjkxksa dk le; fl)karjkxksa dk le; fl)karjkxksa dk le; fl)karjkxksa dk le; fl)kar

fgUnqLrkuh laxhr esa izR;sd jkx dks xkus dk ,d fuf”Pkr le; fu/kkZfjr gksrk gSA izkphu
dky ls vk/kqfud dky rd lHkh xzaFkdkjksa ,oa “kkL=dkjksa us jkx ds egRo dk izfriknu djrs gq;s jkx
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ls lacaf/kr vusd jhfr;ksa ,oa fl)karksa dks izLrqr fd;k gSA Hkkjrh; laxhr ds fo}kuksa ds vuqlkj jkxksa
dks ;fn muds fu/kkZfjr le; ij xk;k&ctk;k tk;s rks og vR;f/kd “kksHkuh; gksrk gSA blls ;g
fofnr gksrk gS fd Hkkjrh; laLd`fr esa jkxksa dk xk;u&oknu djrs gq;s le; fu/kkZj.k dh tks ijEijk
jgh gS] og jkx ds lkSUn;kZRed i{k dks iznf”kZr djrh gSA jkxksa ds le; fu/kkZfjr djus ds fu;eksa ij
vk/kkfjr blh fl)kar dks ^le; fl)kar* dgk x;k gSA

ukjn }kjk jfpr laxhr edjan esa bldk o.kZu feyrk gSA ukjn us rhu oxksZa esa jkxksa dks
le;kuqlkj foHkkftr fd;kA ¼1½ lw;kZa”k ¼2½ e/;kaà ¼3½ panzka”kA lw;kZa”k jkx izkr%dkyhu] e/;kaà jkx
fnu ds le; rFkk panzk”k jkx lk;adkyhu jkx dgykrs gSaA ;g ijEijk /khjs&/khjs c<+rh xbZ vkSj vkxs
blesa dqN ifjorZu gq;sA vc ;gh ijEijk mÙkjkaxoknh jkx o iwokZaxoknh jkx ds :Ik esa ns[kus dks
feyrh gSaA e/;kà ds 12 cts ls e/;jkf= 12 cts rd ds jkx iwoZ jkx rFkk e/;jkf= ds 12 cts ls
e/;kà ds 12 cts rd ds jkx mÙkj jkx dgykrs gSaA jkx ,oa jl fl)kar ds vfrfjDr fgUnqLrkuh
laxhr esa ^le; fl)kar* dk vR;f/kd egRo gSA jkxksa dh la[;k lhfer ,oa ikB~;Øe dh lqfo/kk dh
n`f’V ls jkxksa dks muds le; ij xk;k&ctk;k tkuk mfpr le>k tkrk gSA

vk/kqfud dky esa fgUnqLrkuh “kkL=h; laxhr dk tks :Ik izLrqr gS] og iañ fo’.kq ukjk;.k
Hkkr[kaMs] iañ fo’.kq fnxEcj iyqLdj] iañ vksadkjukFk Bkdqj ,oa iañ jkratudj bR;kfn fo}kuksa ds
;ksxnku dk ifj.kke gS ftUgksaus fgUnqLrkuh laxhr esa jkxnkjh iz.kkyh dks fLFkj :Ik iznku djus esa
fo”ks’k ;ksxnku fn;kA fo”ks’k :Ik ls iañ Hkkr[kaMs }kjk fd;s x;s jkxksa dk le;&fl)kar ds egRo dks
Li’V djrs gq;s jkxksa ds le; ls lacaf/kr izkphu] e/;dky rFkk vk/kqfud dkyhu fØ;kRed laxhr
ds chp lkeatL; LFkkfir djus dk iz;Ru fd;k x;k gSA iañ Hkkr[kaMs th us jkxksa ds le; ij ppkZ
djrs gq;s xk;dksa] okndksa ,oa Jksrkvksa dks bldk egRo crk;kA

Øfed iqLrd ekfydk ds 5osa Hkkx esa iañ Hkkr[kaMs th us jkx fuekZ.k ds fu;eksa dh O;k[;k dh
gS ftuesa ls dqN fl)kar laf/kizdk”k jkxksa ls lacaf/kr gSaA tks bl izdkj gSa&

1- Þ¼vuq- 7½ fgUnqLrkuh i)fr ds lHkh jkxksa ds] muds Lojksa ds vuqlkj] rhu oxZ gksrs gSa&

(i) dksey js&/k okys laf/kizdk”k jkx

(ii) rhoz ¼”kq)½ js] x vkSj /k okys jkx

(iii) dksey x] fu okys jkxA jkxkas ds xk;u le; ls bl oxhZdj.k dk fudV laca/k gSaA

2- ¼vuq- 8½ laf/kizdk”k jkxksa dks lw;ksZn; vkSj lw;kZLr ds le; xkus dk fu;e gSa] vr% ;s
lafèkizdk”k jkx dgykrs gSaA bUgsa xkus ds ckn “kq) js] x] /k okys jkx xk;s tkrs gSaA laf/kizdk”k dky
izfrfnu nks ckj vkrk gSA vr% ;g Øe fnu o jkf= esa ,d dk pyrk gSA

fgUnqLrkuh laxhr---@vatyh vxzoky
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3- ¼vuq- 9½ fgUnqLrkuh laxhr esa e/;e Loj cgqr gh oSfp«; ekuk tkrk gSaA bldh lgk;rk ls
jkx dk xk;u&le; fuf”pr fd;k tkrk gS] ijUrq blds }kjk jkx dh izd`fr rd cnyh tk ldrh
gSA xq.k ds dkj.k bls dgha&dgha ^v/on”kZd* dgk x;k gSA

4- ¼vuq- 10½ fgUnqLrkuh laxhr esa rhoz e ds iz;ksx okys jkx vf/kdrj jkf= esa gh xk;s tkrs gSaA
bl Loj ls la;qDr jkx fnu esa cgqr gh de lqukbZ nsrs gSaA

5- ¼vuq- 19½ laf/kizdk”k jkxksa }kjk d:.k ,oa “kkar jl rFkk buds varxZr jlksa dk iks’k.k gksrk
gSA “kq) js] x vkSj /k okys jkx Jàxkj] gkL; vkSj buds varxZr jlksa ds iks’kd vkSj dksey x vkSj fu
okys jkx ohj] jkSnz rFkk Hk;kud jlksa ds iks’kd gksrs gSaAÞ

Ikañ Hkkr[kaMs }kjk Loj rFkk le; dh n`f’V ls Hkh jkxksa dks rhu Hkkxksa esa foHkkftr dj mUgsa
fnu o jkf= ds fofHkUu izgjksa esa xkus dk funsZ”k fn;k] tks bl izdkj gSa&

1½ dksey js & /k Loj ;qDr jkxdksey js & /k Loj ;qDr jkxdksey js & /k Loj ;qDr jkxdksey js & /k Loj ;qDr jkxdksey js & /k Loj ;qDr jkx] bu jkxksa dk xk;u&oknu izkr%dky 4 cts ls 7 cts ds
chp esa fd;k tkrk gSA ;g laf/kizdk”k jkx dgykrs gSaA

2½ 'kq) js] x rFkk /k Loj ;qDr jkx'kq) js] x rFkk /k Loj ;qDr jkx'kq) js] x rFkk /k Loj ;qDr jkx'kq) js] x rFkk /k Loj ;qDr jkx'kq) js] x rFkk /k Loj ;qDr jkx] bu jkxksa dks fnu o jkf= ds izFke izgj 7 ls 10 cts
rd xkus&ctkus dk funsZ”k gSA

3½ dksey x rFkk dksey fu Loj ;qDr jkxdksey x rFkk dksey fu Loj ;qDr jkxdksey x rFkk dksey fu Loj ;qDr jkxdksey x rFkk dksey fu Loj ;qDr jkxdksey x rFkk dksey fu Loj ;qDr jkx] bu jkxksa dk xk;u le; fnu o jkf= ds f}rh;
rFkk r`rh; izgj] vFkkZr~ 10 ls 1 cts rd rFkk 1 cts ls 4 cts rd fu/kkZfjr fd;k x;k gSA

laf/kizdk'k jkxksa ds fl)karlaf/kizdk'k jkxksa ds fl)karlaf/kizdk'k jkxksa ds fl)karlaf/kizdk'k jkxksa ds fl)karlaf/kizdk'k jkxksa ds fl)kar

laf/kizdk”k jkxksa ds fl)kar dks nks oxksZ esa oxhZÑr fd;k tk ldrk gS&

1- izkr%dkyhu laf/kizdk”k jkxksa ds fl)kar

2- lk;adkyhu laf/kizdk”k jkxksa ds fl)kar

izkr%dkyhu laf/kizdk'k jkxksa ds fl)kar & izkr%dkyhu laf/kizdk'k jkxksa ds fl)kar & izkr%dkyhu laf/kizdk'k jkxksa ds fl)kar & izkr%dkyhu laf/kizdk'k jkxksa ds fl)kar & izkr%dkyhu laf/kizdk'k jkxksa ds fl)kar & izkr%dkyhu laf/kizdk”k jkx HkSjo FkkV ds
jkxksa ds varxZr vkrs gSaA HkSjo FkkV esa dksey _’kHk rFkk dksey /kSor Lojksa dk iz;ksx fd;k tkrk gSA
iañ Hkkr[kaMs th ds vuqlkj&

Þ¼vuq- 7½ fgUnqLrkuh i)fr ds lHkh jkxksa ds] muds Lojksa ds vuqlkj] rhu oxZ gksrs gSa&¼1½
dksey js & /k okys laf/kizdk”k jkx ¼2½ rhoz ¼”kq)½ js] x vkSj /k okys jkx ¼3½ dksey x] fu okys jkxA
jkxksa ds xk;u le; ls bl oxhZdj.k dk fudV laca/k gSaAÞ1

Þ¼vuq- 24½ izkr%dkyhu jkxksa esa dksey js vkSj /k dh izcyrk fn[kkbZ iM+rh gSaAÞ2
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ge lHkh HkSjo jkx ls Hkfy&Hkk¡fr ifjfpr gSaA ;g ,d lkekU;] lqanj rFkk yksdfiz; jkx gSA
bldk lkoZHkkSfed :Ik ls le; Hkksj ls “kq: gksrk gS vFkkZr~ lw;ksZn; ds nkSjku vkSj fdlh vU; le;
vof/k ds nkSjku bl jkx dk xk;u&oknu ugha fd;k tk ldrkA iañ Hkkr[kaMs th }kjk le; fl)kar
ls lacaf/kr ftu eq[; fo”ks’krkvksa dk mYys[k fd;k x;k gSa] tks izR;{k ,oa vizR;{k :Ik ls laf/kizdk”k
jkxksa ls lacaf/kr gSa] bldk laf{kIr esa fo”ys’k.k dqN bl izdkj gSa&

jkxksa ds le; fl)kar ds rhu oxksZa esa ls izFke oxZ] ftlesa dksey js&/k Lojksa dh iz/kkurk gS]
izkr%dkyhu laf/kizdk”k jkxksa ls lacaf/kr gSaA ysfdu dSls\ ;fn ge izkr%dkyhu laf/kizdk”k jkxksa dh
ckr djsa rks ;g fu;e lR; lkfcr gksrk gSA ftuesa dksey _’kHk rFkk dksey /kSor nksuksa Lojksa dk
iz;ksx gksrk gSA

jkxksa dk le; fl)kar dk jkx&oxhZdj.k esa jkxksa dh izLrqfr ds le; ij vk/kkfjr gSA dksey
_’kHk ,oa dksey /kSor Loj dh mifLFkfr ,oa vuqifLFkfr ds vk/kkj ij dqN izpfyr izkr%dkyhu
lafèkizdk”k jkxksa dks bl izdkj oxhZÑr fd;k tk ldrk gSa&

¼i½ dksey _’kHk ,oa dksey /kSor ;qDr jkx] tSls&jkx HkSjo] jkedyh] tksfx;k] yfyr bR;kfnA

¼ii½ dsoy dksey _’kHk ;qDr jkx] tSls&jkx vghj HkSjo] HkfV;kj bR;kfnA

¼iii½ dsoy dksey /kSor ;qDr jkx] tSls&jkx uV HkSjoA

mi;qZDr oxhZdj.k esa ;g ckr /;ku nsus ;ksX; gS fd vf/kdka”k izpfyr o izeq[k izkr%dkyhu
laf/kizdk”k jkx HkSjo FkkV ds jkx gSa ftuesa vf/kdrj jkxksa esa dksey _’kHk ,oa dksey /kSor nksuksa Lojksa
dk iz;ksx fd;k x;k gSA

mi;qZDr oxhZdj.k esa geus ns[kk fd HkSjo ds vfrfjDr jkx HkfV;kj ,oa yfyr Hkh laf/kizdk”k
jkxksa dh Js.kh esa vkrs gSaA jkx HkfV;kj] ekjok FkkV dk jkx gS ftlesa dsoy dksey _’kHk dk iz;ksx
fd;k tkrk gSA bl vk/kkj ij ;g dgk tk ldrk gS fd dksey _’kHk Loj] dksey /kSor Loj dh
rqyuk esa vf/kd egRoiw.kZ gSA vc bl rF; }kjk ^js & /k* fu;e ls lacaf/kr nks iz”u mBrs gSa\

¼1½ ;fn dksey js & /k Loj okys jkxksa dks laf/kizdk”k jkxksa dh Js.kh esa j[kk x;k gS rks rksM+h]
vklkojh ,oa HkSjoh FkkV ds jkxksa dks laf/kizdk”k jkxksa dh Js.kh esa D;ksa ugha j[kk x;k\ rksM+h ,oa HkSjoh
FkkV ds jkx dksey _’kHk ,oa dksey /kSor Lojksa ls ;qDr jkx gSa tcfd vklkojh FkkV ds jkxksa esa bu
nksuksa esa ls dsoy dksey /kSor Loj dk iz;ksx fd;k x;k gSA

¼2½ tc iañ Hkkr[kaMs th }kjk ^js & /k* Lojksa ls ;qDr jkxksa dks laf/kizdk”k jkxksa dh laKk nh xbZ
gS rks ekjok FkkV bl oxhZdj.k ds varxZr fdl izdkj mfpr gS\

mi;qZDr iz”uksa ds mÙkj bl izdkj gSa&
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(i) dksey _"kHk ds lkFk xa/kkj Loj dk iz;ksx &dksey _"kHk ds lkFk xa/kkj Loj dk iz;ksx &dksey _"kHk ds lkFk xa/kkj Loj dk iz;ksx &dksey _"kHk ds lkFk xa/kkj Loj dk iz;ksx &dksey _"kHk ds lkFk xa/kkj Loj dk iz;ksx & dksey _’kHk ,oa xa/kkj Loj ;qDr jkx
laf/kizdk”k jkx dgykrs gSaA3 HkSjo] iwohZ ,oa ekjok FkkV ds jkx bl fu;e dk ikyu djrs gq;s ;g
Hkh crykrs gSa fd ekjok FkkV ds jkxksa esa /kSor Loj dksey uk gksus ds ckotwn Hkh ;s jkx bl lewg
ls fdl izdkj lacaf/kr gSaA

blls ;g rks le> esa vkrk gS fd rksM+h FkkV dk vkJ; jkx ¼js] x] e©] /k½ Lojksa ls ;qDr]
vklkojh FkkV dk vkJ; jkx ¼x] /k fu½ Lojksa ls ;qDr rFkk HkSjoh FkkV dk vkJ; jkx ¼js] x] /k] fu½
Lojksa ls ;qDr rFkk buds tU; jkx tks dksey _’kHk rFkk dksey /kSor ds lkFk&lkFk dksey xa/kkj
Loj ls ;qDr gSa] mudks laf/kizdk”k jkxksa dh Js.kh esa D;ksa ugha j[kk x;kA

(ii) vklkojh vkSj HkSjoh FkkVksa ds jkxksa dks laf/kizdk”k jkxksa dh Js.kh esa uk j[kus dk ,d vU;
dkj.k ;g Hkh gS fd bu jkxksa esa dksey xa/kkj ,oa dksey fu’kkn Loj dk iz;ksx gksrk gS] tcfd ,sls
jkxksa dk xk;u&oknu fnu ,oa jkf= ds nwljs izgj esa fu/kkZfjr fd;k x;k gSA mnkgj.kLo:Ik] vklkojh
FkkV dk jkx tkSuiqjh ,oa HkSjoh FkkV dk jkx fcykl[kkuh rksM+h Hkh fnu ds nwljs izgj esa xk;s&ctk;s
tkrs gSaA

(iii) izkr%dkyhu laf/kizdk”k jkxksa esa “kq) e/;e Loj dh iz/kkurk vf/kd gSA tSls jkx HkSjo] vghj
HkSjo] uV HkSjo] tksfx;k bR;kfnA blds vfrfjDr] jkx yfyr ,oa jkedyh dh ckr djsa rks buesa nksuksa
e/;eksa dk iz;ksx fd;k tkrk gS] ijarq nksuksa gh jkxksa esa “kq) e/;e dh izcyrk vf/kd jgrh gSA tcfd
rksM+h FkkV ds jkx tSls&fe;ka dh rksM+h] xqtZjh rksM+h] ftlesa rhoz e/;e dh iz/kkurk gS] dks fnu ds
nwljs izgj ds jkxksa dh Js.kh esa j[kk x;k gSA

izkr%dkyhu laf/kizdk”k jkxksa ds varxZr rksM+h jkx dks uk j[kus ds lanHkZ esa iañ Hkkr[kaMs th
us bl izdkj O;k[;k dh gS&

Þjkx rksM+h ftls vius xk;d vkt xkrs gSa] og mÙkjkax oknh t:j gS] ijarq mldk xk;u
le; izkr%dkyhu ugha gSA ;g jkx losjs 8 cts ls 10 cts rd xk;k tkrk gSA blesa lansg gS fd jkx
rksM+h m’kkdky esa xkuk vius vkt ds xk;dksa dks ekU; gksxk] i)fr dh n`f’V ls jkx rksM+h lj+h[kk
rhoz e] fu Loj xzg.k djus okys izdkj] lqcg 10 cts ds le; esa FkksM+k folar gh ekywe nsxk] ijarq
lekt esa izpfyr Hkkouk dks eku nsdj pyus ls viuk fgr gh gksxkA vc dksey js x /k vkSj rhoz
e fu Loj yxus okys rksM+h dk iz”u jgsxk] ijarq ge O;ogkj ds lkFk pysa ogh vPNk gSAÞ4

izkr%dkyhu jkxksa ds lUnHkZ esa ,d fo”ks’k rF; ;g gS fd bu jkxksa dk izkjEHk vf/kdka”kr% ̂ lk
js x -----* vFkok ^l js x -----* Lojkoyh ls gksrk gSaA tcfd lk;adkyhu jkxksa esa lk/kkj.kr% ,slk ns[kus
esa ugha feyrk gSaA tSls&
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HkSjoHkSjoHkSjoHkSjoHkSjo &&&&& lk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaA

uV HkSjouV HkSjouV HkSjouV HkSjouV HkSjo &&&&& lk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaAlk js x e Ik /k fu lkaA

lk;adkyhu laf/kizdk'k jkxksa ds fl)karlk;adkyhu laf/kizdk'k jkxksa ds fl)karlk;adkyhu laf/kizdk'k jkxksa ds fl)karlk;adkyhu laf/kizdk'k jkxksa ds fl)karlk;adkyhu laf/kizdk'k jkxksa ds fl)kar

lk;adkyhu laf/kizdk”k jkx iwohZ ,oa ekjok FkkV ds jkxksa ds varxZr vkrs gSaA iwohZ ,oa ekjok]
nksuksa gh FkkVksa esa dksey _’kHk dk iz;ksx fd;k tkrk gS tks fd laf/kizdk”k jkxksa dh fo”ks’k igpku gSA

izkr%dkyhu ,oa lk;adkyhu laf/kizdk”k jkxksa esa eq[; varj e/;e Loj dk gS D;ksafd
izkr%dkyhu jkxksa esa “kq) e/;e dk iz;ksx izcy gksrk gS] tcfd lk;adkyhu jkxksa esa rhoz e/;e dk
iz;ksx izcy :Ik ls fd;k tkrk gSA iwohZ ,oa ekjok nksuksa gh FkkVksa ds jkx rhoz e/;e ;qDr gSa tks fd
lk;adkyhu laf/kizdk”k jkxksa dh fo”ks’krk gSA iwohZ ,oa ekjok FkkVksa esa Hkh ,d erHksn /kSor Loj dk gS]
D;ksafd iwohZ FkkV esa dksey /kSor dk iz;ksx fd;k tkrk gS tcfd ekjok FkkV esa “kq) èkSor dk iz;ksx
fd;k tkrk gSA lk;adkyhu laf/kizdk”k ds dqN izpfyr jkx bl izdkj gS&

(i) dksey _’kHk ,oa dksey /kSor ;qDr jkx] tSls&iwohZ] iwfj;k/kukJh] Jh bR;kfnA

¼ii½ dsoy dksey _’kHk ;qDr jkx] tSls&ekjok] iwfj;k ,oa iwfj;k dY;k.k bR;kfnA

iwohZ ,oa ekjok] nksuksa FkkVksa esa dksey _’kHk Loj dk iz;ksx fd;k tkrk gS tcfd dksey /kSor
Loj dk iz;ksx dsoy iwohZ FkkV esa fd;k tkrk gSaA blfy;s HkSjo] iwohZ rFkk ekjok FkkV ds jkxksa dks
feykdj ;gk¡ lkekU; rkSj ij ;g fu’d’kZ fudyrk gS fd laf/kizdk”k jkxksa esa dksey _’kHk Loj dh
iz/kkurk /kSor Loj dh rqyuk esa dqN vf/kd gSA

,d egRoiw.kZ ckr ;gk¡ ij ;g gS fd izkr%dkyhu jkxksa ds foijhr lk;adkyhu jkxksa dk
vkjEHk vf/kdrj ^fu+ js x ———* Lojkoyh ls gksrk gSA tSls&jkx iwfj;k/kukJh] jkx iwfj;kA

iwfj;k/kukJhiwfj;k/kukJhiwfj;k/kukJhiwfj;k/kukJhiwfj;k/kukJh & fu+& fu+& fu+& fu+& fu+ jsjsjsjsjs XkXkXkXkXk EkEkEkEkEk © IkIkIkIkIk /k/k/k/k/k fufufufufu lkaAlkaAlkaAlkaAlkaA

Ikwfj;kIkwfj;kIkwfj;kIkwfj;kIkwfj;k & fu+& fu+& fu+& fu+& fu+ jsjsjsjsjs XkXkXkXkXk EkEkEkEkEk © /k/k/k/k/k fufufufufu lkalkalkalkalka

blls ;g fofnr gksrk gS fd lk;adkyhu jkxksa ds vkjksg esa ‘kM~t Loj dk ya?ku vYiRo gksrk
gSA

jkx iwfj;k] vxys FkkV ;kfu dY;k.k FkkV ds jkxksa dh fo”ks’krkvksa dks n”kkZrk gSA jkx iwfj;k
esa dksey ¼js½ o rhoz e/;e dk iz;ksx fd;k tkrk gS] rFkk “ks’k Loj “kq) gSA tcfd jkx dY;k.k esa
“kq) _’kHk ds lkFk iape dk iz;ksx Hkh fd;k tkrk gSA

dY;k.k vkSj iwfj;k dh lekurk;sa bl izdkj gSa&
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1- nksuksa esa xa/kkj&fu’kkn] oknh&lEoknh gSaA

2- nksuksa esa rhoz e/;e rFkk “kq) /kSor dk iz;ksxA

3- nksuksa esa leku Loj lewg ^x e© /k fu* dk iz;ksxA

4- nksuksa jkx fu’kkn ls izkjEHk fd;s tkrs gSaA

5- nksuksa iwokZax iz/kku jkx gSaA

6- nksuksa esa ‘kM~t dks vkjksg esa fu;fer :Ik ls NksM+ fn;k tkrk gS vkSj blfy;s vkjksg esa ‘kM~t
,d ya?ku vYiRo Loj gSA gk¡ykfd vojksg esa ‘kM~t dk iz;ksx vkyki&rku ds lekiu ds fy;s ,d
lkekU; Loj ds :Ik esa fd;k tkrk gSA

bu jkxksa esa ,slh lekurk;sa gS] tks fd ,d u;s jkx iwfj;k&dY;k.k esa budk lekos”k djrh
gSaA ;g jkx iwfj;k ds ckn rFkk vxys le; vof/k esa dY;k.k “kq: gksus ls Bhd igys la/;k esa xk;k
tkrk gSA vr% ;g feJ.k vR;ar LokHkkfod izrhr gksrk gSA ekuks blds jpukdkj dk mís”;] iwfj;k
ds Lojksa esa dY;k.k ds iape dks lekfo’V djuk FkkA

mijksDr ppkZ ls eksVs rkSj ij nks fu’d’kZ fudkys tk ldrs gSa&

¼1½ “kke ds laf/kizdk”k jkxksa esa O;kdjf.kd “kq)rk ds fy;s] iwohZ FkkV ds jkxksa dks igys xk;k tkuk
mi;qDr yxrk gSaA mlds ckn ekjok FkkV ds jkxksa dks xk;k tk ldrk gSA bldk dkj.k ;g gS fd
iwohZ FkkV dh rqyuk esa ekjok FkkV ds jkxksa esa Lojksa dk lkeatL; dY;k.k FkkV jkxksa ds Lojksa ls vfèkd
fn[kkbZ iM+rk gSA

¼2½ ;gk¡ rd fd ekjok FkkV vkSj iwfj;k ds chp Hkh] ftuesa leku Lojksa dk iz;ksx fd;k tkrk gS]
;fn vxys izgj ds dY;k.k FkkV ds jkxksa ds vk/kkj ij ,d fodYi fn;k tk;s rks] ekjok ds ckn iwfj;k
j[kuk gksxk D;ksafd ekjok dh rqyuk esa jkx iwfj;k] dY;k.k ds vf/kd fudV gSA blfy;s ^iwfj;k
dY;k.k* ,d ^ijesy izos”kd* jkx gS tks jkx iwfj;k dk vuqlj.k djsxkA

Lkaf/kizdk'k jkxksa esa e/;e Loj dk egRoLkaf/kizdk'k jkxksa esa e/;e Loj dk egRoLkaf/kizdk'k jkxksa esa e/;e Loj dk egRoLkaf/kizdk'k jkxksa esa e/;e Loj dk egRoLkaf/kizdk'k jkxksa esa e/;e Loj dk egRo

fgUnqLrkuh laxhr esa e/;e Loj dkQh peRdkfjd ekuk tkrk gS D;ksafd ;g uk dsoy jkx
ds xk;u le; dks fu/kkZfjr djus esa enn djrk gS cfYd jkx dh izÑfr dks Hkh cny ldrk gSA bl
xq.k ds dkj.k] e/;e Loj dks ^v/on”kZd* Loj dh laKk nh xbZ gSA

fgUnqLrkuh laxhr esa “kq) e/;e okys jkx vf/kdrj fnu esa rFkk rhoz e/;e okys jkx
vfèkdrj jkf= ds le; xk;s&ctk;s tkrs gSA rhoz e/;e ;qDr dqN gh jkx fnu ds nkSjku lquus dks
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feyrs gSaA

mijksDr fcUnqvksa ij vkil esa ppkZ djus ij e/;e Loj okLro esa ,d peRdkfjd Loj gSA
ftlesa jkx dh xfr”khyrk dks cnyus dh {kerk gSA fgUnqLrkuh laxhr esa fuEufyf[kr dkj.kksa ds fy;s
e/;e ,d vf}rh; Loj gS&

 ;g lIrd ds dsUnz esa fLFkr gS] ftlds igys rhu Loj gSa rFkk mlds ckn rhu Loj gSaA

 viuh “kq) ;k vk/kkjHkwr fLFkfr dh rqyuk esa bldk fod`r ;k oSdfYid LFkku gksuk gh py
Loj gSA tcfd js] x] /k] fu Loj dksey dgykrs tks “kq) Lojksa ls igys fLFkr gSa rFkk “kq)
e/;e ds ckn okyk LOkj rhoz dgykrk gSA

 e/;e Loj jkxksa esa ,d egRoiw.kZ Loj gS tSls fd oknh] laoknh ;k cgqRo LojA vU; “kCnksa esa
vf/kdrj jkxksa esa ;g ^U;kl dk Loj* Hkh gSA

Þjkxksa dk xk;u le; lqfuf”pr djus ds fy;s e/;e Loj dks Hkh vR;f/kd egRoiw.kZ ekuk
x;k gS vkSj iañ Hkkr[kaMs th }kjk bls v/on”kZd Loj dh laKk nh x;h gSAÞ5

mi;qZDr rF;ksa ds vk/kkj ij e/;e Loj dh fLFkfr dks ns[kdj ;g irk yxk;k tk ldrk
gS fd veqd jkx izkr%dkyhu jkx gS ;k lk;adkyhu jkx gSA izkr%dkyhu laf/kizdk”k jkxksa dk v/;;u
djus ls ;g Kkr gksrk gS fd bl oxZ ds vf/kdrj jkxksa esa “kq) e/;e dh iz/kkurk gksrh gSA nwljs]
;fn fdlh jkx esa nksuksa e/;e Lojksa dk iz;ksx fd;k tk;s] tSls yfyr] HkfV;kj] rc Hkh bu jkxksa esa
“kq) e/;e Loj izcy jgrk gSA

blds foijhr ;fn lk;adkyhu jkxksa dk fo”ys’k.k djsa rks] bu jkxksa esa rhoz e/;e dh iz/kkurk
jgrh gSA mnkgj.k ds fy;s jkx Jh ,oa ekjokA ;fn lk;adkyhu laf/kizdk”k jkxksa esa dksbZ ,slk jkx
fy;k tk;s ftlesa nksuksa e/;eksa dk iz;ksx gks tSls jkx iwohZ rc Hkh blesa rhoz e/;e dk iz;ksx izcy
jgrk gSA bl izdkj ge dg ldrs gSa fd laf/kizdk”k jkxksa esa e/;e Loj vR;f/kd egRoiw.kZ gSA
mnkgj.k ds fy;s&

LkkLkkLkkLkkLkk Lkk]Lkk]Lkk]Lkk]Lkk] j sj sj sj sj s Lkk]Lkk]Lkk]Lkk]Lkk] fu +fu +fu +fu +fu + /k +/k +/k +/k +/k + Ik + ]Ik + ]Ik + ]Ik + ]Ik + ] Ik + ]Ik + ]Ik + ]Ik + ]Ik + ] /k +/k +/k +/k +/k + fUk +fUk +fUk +fUk +fUk + /k +/k +/k +/k +/k + lkAlkAlkAlkAlkA

vc izR;sd jkx ds pyu ds lkFk tqMs+ gq;s O;kdjf.kd laKkvksa dks vxj ge NksM+ ns] rks
mi;qZDr Loj lewg ,d rjQ HkSjo jkx ds gks ldrs gS rFkk nwljh rjQ jkx iwfj;k/kukJh ds Hkh gks
ldrs gSA mi;qZDr Lojkoyh esa jkx dh igpku Li’V ugha gSa] uk gh ;g Li’V gks jgk gSa fd veqd
jkx izkr%dkyhu gS ;k lk;adkyhuA mi;qZDr Lojkofy;ksa esa e/;e ds nksuksa izdkjksa ds iz;ksx ls ;g
Li’V gks tkrk gSa] tks bl izdkj gSa&
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1-1-1-1-1- lklklklklk Lkk]Lkk]Lkk]Lkk]Lkk] jsjsjsjsjs Lkk]Lkk]Lkk]Lkk]Lkk] LkkLkkLkkLkkLkk fUk+fUk+fUk+fUk+fUk+ /k/k/k/k/k++ ++ + Ik+]Ik+]Ik+]Ik+]Ik+] Ek+Ek+Ek+Ek+Ek+ /k/k/k/k/k++ ++ + fUk+fUk+fUk+fUk+fUk+ /k/k/k/k/k++ ++ + lkAlkAlkAlkAlkA

2-2-2-2-2- lklklklklk ····· Lkk]Lkk]Lkk]Lkk]Lkk] jsjsjsjsjs ····· Lkk]Lkk]Lkk]Lkk]Lkk] LkkLkkLkkLkkLkk fUk+fUk+fUk+fUk+fUk+ /k/k/k/k/k++ ++ + Ik+]Ik+]Ik+]Ik+]Ik+] EkEkEkEkEk © ++ ++ + /k/k/k/k/k++ ++ + fUk+fUk+fUk+fUk+fUk+ /k/k/k/k/k++ ++ + LkkALkkALkkALkkALkkA

;gk¡ igyk Loj lewg jkx HkSjo dk gS D;ksafd Lojksa esa “kq) e/;e dk iz;ksx fd;k x;k gSA blh
Loj lewg esa tc “kq) e/;e ds LFkku ij rhoz e/;e dk iz;ksx fd;k tk;sxk rks ;g iwfj;k/kukJh
cu tk;sxk] tks fd nwljs Loj lewg ls fofnr gksrk gSaA bl izdkj e/;e Loj ds ifjorZu ls
izkr%dkyhu jkx] lk;adkyhu jkx cu ldrk gSA

rhoz e/;e esa ,d Li’V :Ik ls fn[kkbZ nsus okyh mifLFkfr gS] tks “kke ds jkxksa esa fn[kkbZ nsrh
gS] gk¡ykfd ;g fdlh Hkh jkx esa uk rks oknh gS vkSj uk cgqRo Loj gSA rc Hkh vuqoknh Loj ds :Ik
esa bldh mifLFkfr dks ut+jvankt+ ugha fd;k tk ldrk gS] D;ksafd iwoZ&jkxksa esa rhoz e/;e dk iz;ksx
lk;adky laf/kizdk”k lewg ls “kq: gksrk gS vkSj blfy;s bldh fof”k’V igpku gSA

bl izdkj ge ns[krs gSa laf/kizdk”k jkxksa esa e/;e vR;f/kd egRoiw.kZ Loj gS tks izkr%dkyhu
,oa lk;adkyhu jkxksa dks ,d&nwljs ls fHkUu djkrk gSA

laf/kizdk'k ijesy izos'kd jkxlaf/kizdk'k ijesy izos'kd jkxlaf/kizdk'k ijesy izos'kd jkxlaf/kizdk'k ijesy izos'kd jkxlaf/kizdk'k ijesy izos'kd jkx

fgUnqLrkuh laxhr esa ^ijesy&izos”kd jkx* uked ,d vo/kkj.kk gSA esy] dukZVd laxhr esa
ewy iSekus fy;s gSa] tks fgUnqLrkuh laxhr esa FkkV ds leku gSaA ^ij* “kCn dk vFkZ gS&^vU;*A
ijesy&izos”kd jkx dk vFkZ ml jkx ls gS ftlesa vU; FkkV ds jkxksa ls feyrh&tqyrh fo”ks’krk;sa ikbZ
tk;saA vFkkZr~ ml jkx ds izn”kZu dh le;&vof/k ds ckn vkus okyk nwljk esy ;k FkkVA ijesy
izos”kd jkxksa ds laca/k esa iañ Hkkr[kaMs th dk dguk gS fd&

Þ¼vuq- 21½ vxys izgj ds jkxksa esa tkrs gq;s fiNys izgj ds vafre Hkkx esa vkus okys jkxksa esa
/khjs&/khjs f}Lo:ih Loj fn[kkbZ nsus yxrs gSA tSls&e/; jkf= ds dksey x vkSj fu okys jkx “kq:
djus ls igys [kekt FkkV ds vafre jkxksa esa nksuksa xa/kkj vkSj nksuksa fu’kkn iz;qDr gksus okys jkx xk;s
tkrs gSaA ,sls e/;orhZ jkxksa dks ^ijesy izos”kd* dgk tkrk gSAÞ6

mnkgj.k ds fy;s&jkx t;t;oarh] tks [kekt FkkV ls mRiUu jkx gS] ftleas “kq) ds lkFk
dksey xa/kkj dk iz;ksx Hkh fd;k tkrk gSA mÙkjkax ds vkjksg esa “kq) fu’kkn ds lkFk&lkFk vojksg esa
dksey fu’kkn dk iz;ksx gS vkSj vkjksg esa ,d fo”ks’k Loj lewg gS& ^/k+fu+js*A blfy;s ;g jkx jkf=
ds izFke izgj ds vafre Hkkx esa izLrqr fd;k tkrk gSA gkyk¡fd dksey xa/kkj dk bl jkx esa vYi iz;ksx
fd;k tkrk gSA tSls& js x js lkA ;g bl jkx dh ,d eq[; fo”ks’krk gSA bl izdkj] vkt dh ckr
djsa rks t;t;oarh vxys FkkV] ;kuh dkQh FkkV ds Lojksa dks n”kkZrk gS vFkkZr~ x & fuA blfy;s jkx
t;t;oarh ,d ^ijesy&izos”kd* jkx gSA
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^Øfed iqLrd ekfydk* ds ikapos Hkkx dk ,d [k.M gS ftldk “kh’kZd gS&^laf/kizdk”k jkx*A
og blesa ^ijesy izos”kd laf/kizdk”k* jkxksa ds ckjs esa ckr djrs gSaA bu jkxkas ds ckjs esa mudk dguk
gS fd “kke ds laf/kizdk”k lewg dh “kq:vkr ls Bhd igys os fnu ds rhljs izgj esa gksrs gSaA og jkx
eqYrkuh dk mnkgj.k nsrs gq;s crkrs gSa fd jkx eqYrkuh dk vkjksg&vojksg bl izdkj gS&

vkjksgvkjksgvkjksgvkjksgvkjksg & fu+& fu+& fu+& fu+& fu+ LkkLkkLkkLkkLkk xxxxx EkEkEkEkEk © IkIkIkIkIk fufufufufu lkalkalkalkalka

vojksgvojksgvojksgvojksgvojksg & lka& lka& lka& lka& lka fufufufufu /k/k/k/k/k IkIkIkIkIk EkEkEkEkEk© XkXkXkXkXk jsjsjsjsjs lkAlkAlkAlkAlkA

Xka/kkj ds vfrfjDr vU; lHkh Loj iwohZ FkkV ds leku gSaA gkyk¡fd muds vuqlkj vHkh Hkh
iwohZ FkkV ds jkxksa dk vkuk “ks’k gS] ijarq eqYrkuh igys gh iwohZ FkkV dh fo”ks’krkvksa dks iznf”kZr djuk
“kq: dj nsrk gSA

mUgksaus ^Hkkr[kaMs laxhr “kkL=* esa Hkh bl vo/kkj.kk dh O;k[;k bl izdkj dh gS&

Þnksigj chrus ds ckn&ihyw] cjok] /kkuh] /kukJh] Hkheiyklh] iVeatjh] iznhidh] galfdad.kh
ds jkxksa dks xkus ds fy;s ,d ;k nks ijesy izos”kd jkxksa dh t:jr iM+rh gSA tks laf/kizdk”k jkxksa
dh “kq:vkr esa lgk;d gksrs gSA ,slh ifjfLFkfr;ksa esa jkx eqYrkuh] bl vko”;drk dks dkQh gn rd
iwjk djrk gSaA ,d egRoiw.kZ fo”ks’krk ftl ij /;ku vkdf’kZr djus dh vko”;drk gS] og gS xa/kkj
dk viokn D;ksafd “ks’k Loj iwohZ FkkV ds leku gSaAÞ7 blfy;s iañ Hkkr[kaMs th us ̂ eqYrkuh* dks ̂ ijesy
izos”kd jkx* dgk gSA

;gk¡ eqYrkuh&iwohZ ds laca/k esa /;ku nsus ;ksX; ,d egRoiw.kZ rRo gSA eqYrkuh ds :Ik esa ;g
“kke ds laf/kizdk”k le; dh vof/k esa izos”k djrk gSa] nwljh rjQ izLrqrhdj.k esa iwohZ igyk
lafèkizdk”k jkx gS] vc ;g rF; nks dkj.kksa ls cgqr gh fo”ks’k gS&

¼1½ iwohZ esa nksuksa e/;eksa dk iz;ksx fd;k tkrk gS] tcfd “kke dks iwohZ FkkV ds bl vkJ; jkx
ds foijhr jkx iwfj;k/kukJh vkSj jkx Jh esa dsoy rhoz e/;e dk iz;ksx fd;k tkrk gSA blfy;s ,d
rjg ls iwohZ jkx “kq) e/;e dk iz;ksx dj fiNys oxZ ds dkQh FkkV ds jkxksa ds izHkkoksa dks iznf”kZr
dj jgk gSA

¼2½ nksuksa jkxksa ds Lojksa dh “kq)rk ;k fod`rrk dks {k.k Hkj ds fy;s vxj ge vuns[kk dj nsa] rks
nksuksa ds Lojksa dk Øe vojksg ds leku gSA mnkgj.k ds fy;s&

EkqYrkuhEkqYrkuhEkqYrkuhEkqYrkuhEkqYrkuh & lka& lka& lka& lka& lka fUkfUkfUkfUkfUk /k/k/k/k/k Ik]Ik]Ik]Ik]Ik] EkEkEkEkEk © Xk]Xk]Xk]Xk]Xk] EkEkEkEkEk© xxxxx &&&&& &&&&& &&&&&

iwohZiwohZiwohZiwohZiwohZ & lka& lka& lka& lka& lka fufufufufu /k/k/k/k/k Ik]Ik]Ik]Ik]Ik] EkEkEkEkEk © XkXkXkXkXk EkEkEkEkEk XkXkXkXkXk &&&&& &&&&& &&&&&
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;gk¡ ge ns[k ldrs gSa fd jkxksa ds Lojksa dk iz;ksx djrs gq;s] nksuksa jkxksa ds e/;e vkSj xaèkkj
ds ;qxy dks nksgjk;k x;k gSA mijksDr fcUnq lkfcr djrs gSa fd nks Øfed izgjksa ds jkxksa dh
fo”ks’krk;sa ,d&nwljs dks vkil esa dHkh&dHkh vUrjO;kIr djrh gSa] ges”kk ughaA

;g ekuk tkrk gS fd laf/kizdk”k jkxksa esa ijesy izos”kd jkxksa dh fo”ks’krk;sa iznf”kZr gksrh gSaA
;gk¡ nksuksa izkr% o lk;adkyhu] bl rjg ds jkxksa ds ckjs esa ckr djrs gSaA izkRk%dkyhu laf/kizdk”k esa
jkx vkuUn HkSjo gS tks HkSjo esa iwokZax rFkk fcykoy esa mÙkjkax ds feJ.k ls curk gSA bl izdkj]
vkuan HkSjo esa] HkSjo rFkk fcykoy nksuksa vaxksa dk iz;ksx gksrk gS rFkk bldh fu/kkZfjr le; vof/k dks
vkxs tkus ds fy;s dqN Lora=rk izkIr gksrh gS tks jkxksa ds fcykoy lewg ls lacaf/kr gSA vkb;s ge
bldk fo”ys’k.k djsa&

lHkh jkxksa esa lcls igyk jkx HkSjo gS] ftls Hkksj ds vkxeu ds lkFk xk;k tkrk gSA ^js &
/k* vkSj “kq) ̂ e/;e* dh izcyrk ds lkFk blesa lqcg ds laf/kizdk”k jkxksa dh lHkh eq[; fo”ks’krk;sa gSaA
Hkys gh lqcg ds laf/kizdk”k jkxksa dh le; vof/k 4 cts ls 7 cts rd gS] ysfdu ;g lEHko gS fd
ml lewg ds lHkh jkxksa dks rhu ?k.Vs dh le; vof/k esa dHkh Hkh xk;k tk ldrk gSA ;gh dkj.k
gS fd O;kdjf.kd n`f’Vdks.k ls HkSjo dks lqcg 4 cts vkSj mlds dqN le; ckn xk;k tkrk gS] ysfdu
jkx vkuan HkSjo dks ugha] D;ksafd ;g fcykoy dh fo”ks’krkvksa dks Hkh iznf”kZr djrk gSA

vkuan HkSjo dk fufnZ’V le; mijksDr vof/k ds var esa vkrk gSA ge dg ldrs gSa fd izkr%
6 cts ls 7 cts dh le; vof/k ds vykok fcykoy FkkV ds jkxksa ds xk;u le; esa Hkh izos”k djrs
gSaA bl rdZ ds lkFk vkuan HkSjo dks lqcg 7 cts ds ckn dqN le; ds fy;s xk;k tk ldrk gSA
;g fl)kar nksigj dks xk;s tkus okys eqYrkuh ij Hkh ykxw gksrk gSA

fgUnqLrkuh laxhr esa laf/kizdk'k jkxksa dk egRofgUnqLrkuh laxhr esa laf/kizdk'k jkxksa dk egRofgUnqLrkuh laxhr esa laf/kizdk'k jkxksa dk egRofgUnqLrkuh laxhr esa laf/kizdk'k jkxksa dk egRofgUnqLrkuh laxhr esa laf/kizdk'k jkxksa dk egRo

fgUnqLrkuh laxhr esa laf/kizdk”k jkxksa dk fo”ks’k egRo gSA D;kasfd laf/kizdk”k jkxksa dh viuh
dqN futh fo”ks’krk;sa gksrh gSa tks bUgsa vU; jkxksa ls fHkUu djrh gSA laf/kizdk”k jkx vius vanj
vè;kReiw.kZ Hkko fy;s gq;s gS D;ksafd bl le; ds jkxksa dk ,slk izHkko gksrk gS] tks fd vius vanj
vklhe xkaHkh;Z vkSj “kkafr fy;s gq;s gksrs gSaA

Hkkjrh; laxhr esa Loj] le;&fl)kar] jl] lkSUn;Z bR;kfn dh n`f’V ls laf/kizdk”k jkxksa dk
egRo vf/kd gSA tks bl izdkj gS&

 Loj dh n`f’V ls ns[ksa rks laf/kizdk”k jkx dksey Lojksa ls ;qDr gksrs gSa ftudk Jksrk ds ân;
ij xgjk izHkko iM+rk gSaA nwljk laf/kizdk”k jkxksa esa e/;e Loj dk Hkh fo”ks’k egRo gS tks
lafèkizdk”k jkxksa dks igpkuus esa Hkh lgk;d gksrk gSA
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 le; fl)kar ds n`f’Vdks.k ls ,d fo”ks’k le; xk;u&oknu djus ij bu jkxksa dk egRo
vfèkd gSA mnkgj.k ds fy;s&jkx HkSjo ,d xaHkhj izÑfr dk jkx gSA ftldks izkr%dky 4 cts
ls 7 cts ds varxZr xk;k&ctk;k tkrk gSA “kkafr ds bl okrkoj.k esa HkSjo Lojksa dk yxko
vR;ar vkd’kZd gksrk gSA tks Jksrkvksa dks izR;{k :Ik ls izHkkfor djrk gSA

 lkSUn;Z dh n`f’V ls] laf/kizdk”k jkx vR;ar lqanj ,oa d.kZfiz; gksrs gSaA mnkgj.k Lo:Ik] jkx
HkSjo izHkkrcsyk dk loZizfl) jkx gSA bldk okrkoj.k HkfDr jl ;qDr xkaHkh;Z ls Hkjk gqvk
gSA bl jkx esa js & /k ¼dksey½ Lojksa dks vkanksfyr djds yxk;k tkrk gS tks lquus esa cgqr
gh d.kZfiz; yxrs gSaA tSls&x e js · js · lkA dHkh&dHkh vkjksg esa iape dks yka?kdj e/;e
ls /kSor ij tkrs gSa] ftlls jkx HkSjo dk lkSUn;Z i{k vkSj vf/kd fu[kj tkrk gSaA

 laf/kizdk”k jkxksa }kjk “kkar] d:.k rFkk HkfDrjl dh fu’ifÙk gksrh gSA tSls jkx HkSjo }kjk
d:.k jl rFkk HkfDr jl dh fu’ifÙk gksrh gSA jkxksa dh fofHkUu Lojkofy;ksa ds lkFk mudh
cafn”kksa ds cksy Hkh jkx dh Hkkouk;sa ;k jl dks O;Dr djus esa vR;ar lgk;d gksrs gSaA
lafèkizdk”k jkxksa esa /;ku] fparu] ,dkar] oSjkX;] vdsykiu] mnklh] fujk”kk] ladV bR;kfn dh
Hkkouk;sa O;Dr gksrh gSaA mnkgj.k ds fy;s mLrkn jk”khn [kk¡ }kjk izLrqr jkx HkSjo ¼nzqr[;ky½
dh cafn”k&

tx djrkj rw gh vkuan ca/kkor nhtsAtx djrkj rw gh vkuan ca/kkor nhtsAtx djrkj rw gh vkuan ca/kkor nhtsAtx djrkj rw gh vkuan ca/kkor nhtsAtx djrkj rw gh vkuan ca/kkor nhtsA
uS;k eksjh e>/kkj Hk¡oj esa] rqe gh djksxs csM+k ikjAuS;k eksjh e>/kkj Hk¡oj esa] rqe gh djksxs csM+k ikjAuS;k eksjh e>/kkj Hk¡oj esa] rqe gh djksxs csM+k ikjAuS;k eksjh e>/kkj Hk¡oj esa] rqe gh djksxs csM+k ikjAuS;k eksjh e>/kkj Hk¡oj esa] rqe gh djksxs csM+k ikjA8

mi;qZDr cafn”k dh “kCnkoyh esa ge ns[k ldrs gSa fd] cafn”k ds cksyksa }kjk HkfDr jl dh
fu’ifÙk gksrh gSA

;gk¡ ,d egRoiw.kZ ckr ;g gS fd] dHkh&dHkh ge ikrs gSa fd cafn”kksa ds cksyksa ls fodflr gksus
okys euksHkko] jkx ds Hkko ;k jl ds foijhr gksrs gSaA tc Hkh bl izdkj dh fLFkfr ns[kus dks feyrh
gS rks bl fLFkfr esa jkx dk ewy jl] cafn”k ds cksyksa ls mRiUu gksus okys jl ;k Hkkoksa ij Hkkjh iM+rk
gS] ftlls lEiw.kZ jkx ds jl dks dksbZ gkfu ugha igq¡prh gSA mnkgj.k ds fy;s iañ vtks; pØorhZ }kjk
izLrqr vghj HkSjo dh ¼nzqr [;ky½ cafn”k&

Þlkaojh lyksuh vycsyh uosyh ukj----ÞÞlkaojh lyksuh vycsyh uosyh ukj----ÞÞlkaojh lyksuh vycsyh uosyh ukj----ÞÞlkaojh lyksuh vycsyh uosyh ukj----ÞÞlkaojh lyksuh vycsyh uosyh ukj----Þ9

;gk¡ cafn”k ds cksyksa }kjk Ükàxkj jl dh fu’ifÙk gksrh gSA ysfdu fgUnqLrkuh laxhr esa bl
izdkj dh }ankRedrk vlkekU; ugha gS] vr% bl rF; dks mfpr Bgjk;k tk ldrk gS fd bl fl)kar
dk vuqiz;ksx dsoy rHkh rd izHkkoh gksrk gS tc rd fd cafn”k foyfEcr y; esa gksrh gSA jkx ds
vkèkkj ds :Ik esa cafn”k dh mBku ds fof”k’V laca/k ds lkFk jkx dk jl /khjs&/khjs d:.k jl ls ohj
jl dh vksj vxzlj gksrk tkrk gS( tgk¡ lEiw.kZ izn”kZu ljxe] rku] cksy ck¡V ds rst+ la;kstu ds lkFk
jpuk dh xfr ds ek/;e ls lfØ; gksrk gSA bl rjg ds ,d Rofjr iqujko`fÙk ds rgr jkx vghj
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HkSjo ds d:.k jl dks izHkkoh <ax ls ugha fn[kk;k tk ldrk D;ksafd NksVk [;ky esa cafn”k e/; ls
nzqr y; dh vksj c<+ jgh gSA blfy;s] mi;qZDr bl rjg dh cafn”kksa ls jkx ds lkSUn;Z&Hkko ds lexz
jl dks gkfu ugha igq¡prh gSA

mi;qZDr rF;ksa ds vk/kkj ij ge dg ldrs gSa fd fgUnqLrkuh laxhr esa laf/kizdk”k jkxksa dk
vR;f/kd egRo gSA

laf/kizdk”k jkxksa dk egRo dsoy fgUnqLrkuh laxhr rd gh lhfer ugha gS cfYd fQYeh laxhr
(Bollywood Music) esa Hkh laf/kizdk”k jkxksa dh egRoiw.kZ Hkwfedk gSA fgUnh fQYeh laxhr esa
vusdkusd /kqus laf/kizdk”k jkxksa ij vk/kkfjr gSA ftlds dqN mnkgj.k bl izdkj gSa&

¼1½ lu~ 1952 esa ^cStw ckojk* fQYe dk xkuk ^eksgs Hkwy x;s lkaofj;k* jkx HkSjo ij vk/kkfjr gSA
ftlds funsZ”kd ukS”kkn [kk¡ rFkk xkf;dk yrk eaxs”kdj th gSaA

¼2½ lu~ 1984 esa ^lkjka”k* fQYe dk xkuk ^vaf/k;kjk xgjk;k lwukiu f?kj vk;kÞ vghj HkSjo]
fcykoy rFkk iwfj;k/kukJh jkx ij vk/kkfjr gSA blds funsZ”kd vthr oekZ rFkk xk;d
Hkwfianj flag gSaA

¼3½ lu~ 1963 esa fQYe ^esjh lwjr rsjh vk¡[ksa* dk xkuk] tks v)k rhurky esa ckf/kr gS& ^iwNks uk
dSls eSaus jSu fcrkbZ* jkx vghj HkSjo ij vk/kkfjr gSA blds funsZ”kd ,l-Mh- ceZu rFkk xk;d
eUuk Ms gSA

vr% fu’d’kZ ds vk/kkj ij ;g dgk tk ldrk gS fd laf/kizdk”k jkxksa dk fgUnqLrkuh “kkL=h;
laxhr ,oa fQYeh laxhr nksuksa esa egRoiw.kZ LFkku gSA tks Jksrkvksa dks fo”ks’k :Ik ls viuh vksj vkdf’kZr
dj mUgsa vlhe vkuUn dh vuqHkwfr djkrs gSaA

lanHkZ xzaFk lwphlanHkZ xzaFk lwphlanHkZ xzaFk lwphlanHkZ xzaFk lwphlanHkZ xzaFk lwph

1- Hkkr[kaMs] fo’.kq ukjk;.k] Øfed iqLrd ekfydk] Hkkx&5] laxhr dk;kZy;] gkFkjl  ¼m- iz-½

2- Hkkr[kaMs] fo’.kq ukjk;.k ¼1956½] Hkkr[kaMs laxhr “kkL=] fgUnqLrkuh laxhr i)fr] Hkkx&3 ,oa
4] izFke laLdj.k] laxhr dk;kZy;] gkFkjl ¼m- iz-½

3- JhokLro] gfj”kpUnz] jkx ifjp;] Hkkx&2 ,oa 3] laxhr lnu izdk”ku] bykgckn

4. Dey, Ananya Kumar (2008), Nyasa in Raga : The Pleasant Pause in Hindustani Music,
Kanishka Publishers, Distributors, Delhi

5. Khan, Rashid, youtube recording-http://www.youtube.com watch? Y=Um/Pq
WjY07A

6. Chakroborty, Ajoy, youtube recording-http://www.youtube.com watch? Y=Um/Pq
WjY07A
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ikn fVIi.khikn fVIi.khikn fVIi.khikn fVIi.khikn fVIi.kh

1. Hkkr[kaMs] iañ fo’.kq ukjk;.k] Øfed iqLrd ekfydk] Hkkx&5] i`-la-&31
2. ogh
3. Dey, Ananya Kumar (2008), Nyasa in Raga : The Pleasant Pause in Hindustani Music, page no.-

165
4. Hkkr[kaMs] iañ fo’.kq ukjk;.k] Hkkr[kaMs laxhr “kkL=] Hkkx&3] i`-la-&5
5. Hkkr[kaMs] iañ fo’.kq ukjk;.k] Hkk[kraMs laxhr “kkL=] Hkkx&4] i`-la-&22
6. Hkkr[kaMs] iañ fo’.kq ukjk;.k] Øfed iqLrd ekfydk] Hkkx&5] i`-la-&33
7. Hkkr[kaMs] iañ fo’.kq ukjk;.k] Hkk[kraMs laxhr “kkL=] i`-la-&4
8. Khan, Rashid, youtube recording-http://www.youtube.com watch? Y=UM/

PgwjYo7A
9. Chakarborty, Ajoy. Youtube recording-http://www.youtube.com watch? Y=UM/

PqwjYo7A
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cukjl ?kjkus dh---@x#.k feJ

cukjl ?kjkus dh lkaxhfrd ijaijk% ,d laf{kIr voyksducukjl ?kjkus dh lkaxhfrd ijaijk% ,d laf{kIr voyksducukjl ?kjkus dh lkaxhfrd ijaijk% ,d laf{kIr voyksducukjl ?kjkus dh lkaxhfrd ijaijk% ,d laf{kIr voyksducukjl ?kjkus dh lkaxhfrd ijaijk% ,d laf{kIr voyksdu

x#.k feJx#.k feJx#.k feJx#.k feJx#.k feJ
ih,p- Mh- 'kks/kNk=

laxhr foHkkx] fnYyh fo'ofo|ky;] fnYyh

lkjlkjlkjlkjlkj

Hkkjro"kZ ds izkphure uxjksa esa ls ,d dk'kh] viuh egku vk/;kfRed i`"BHkwfe ,oa fo'kky
laxhfrd ijaijk ds dkj.k ges'kk ls gh vkd"kZ.k dk dsaæ jgk gSA ;gk¡ dk laxhr vusd lkSan;kZRed
igyqvksa dks vius vkapy esa lesVs gq, gS] u dsoy xk;u vfirq oknu ,oa u`R; ds {ks= esa Hkh Hkkjrh;
laLd`fr ds fofHkUu jax] cukjl ?kjkus dh laxhfrd ijaijk esa ifjyf{kr gksrs gSaA

mís';% cpiu ls gh esjh laxhfrd f'k{kk cukjl ?kjkus dh [+k;ky 'kSyh ds varxZr fujarj :i
esa gks jgh gSA ;gka dh mRd`"V lkfgfR;d ,oa laxhfrd jpuk,a vkSj muds dgu dh fof/k ges'kk ls
gh eq>s vkdf"kZr djrh jgh gSA blds vfrfjDr cukjl ?kjkus dh [+k;ky xk;dh dh ckjhfd;ksa dk
v/;;u dj vius laxhfrd Kku dks"k esa o`f) djus ,oa mls laxhr txr ds le{k izLrqr djus ds
mís'; ls gh eSaus mDr fo"k; dk p;u vius 'kks/k izi= gsrq fd;k gSA

'kks/k lkexzh% izLrqr 'kks/k&izi= esa izLrqr tkudkjh dks fofHkUu fo}kuksa ls lk{kkRdkj] fofHkUu
iqLrdksa ds v/;;u ,oa voyksdu fof/k ds vk/kkj ij ,df=r fd;k x;k gSA

laxhr dh rhuksa fo/kkvksa esa lekukf/kdkj j[kus okys bl ?kjkus dks lEo`) djus ds fy;s ;gk¡
ds egku laxhrKksa us viuk vewY; ;ksxnku fn;k gSA Hkfo"; esa Hkh gesa izR;sd Lrj ij bl ?kjkus dh
ijEijk dks vkxs c<+kus dk leqfpr iz;kl djuk pkfg;sA

ladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCnladsr 'kCn

cukjl ?kjkuk] 'kSyh] ijEijk] [k+;ky xk;dh] izLrqfrdj.k

lkfgR;] dyk] laLÑfr] /keZ] n'kZu ,oa laxhr bR;kfn vusd {ks=ksa esa dk'kh dk egÙoiw.kZ LFkku
gSA dk'kh ftls ge cukjl] okjk.klh bR;kfn ukeksa ls Hkh tkurs gSaA ;g Hkkjr o"kZ ds izkphure~ uxjksa
esa ls ,d gSA fo'o ds vU; izkphure~ uxjksa ts#lye] ,Fksal rFkk ihfdax ls bldh rqyuk dh tkrh
gSA  dk'kh dh efgek dk o.kZu vusd iqjk.kksa] mifu"knksa] osnksa ,oa egkdkO;ksa esa izkIr gksrk gSA cukjl
'kgj xaxk unh ds ck,¡ rV ij v/kZpUnzkdkj vofLFkr gSA
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cukjl ?kjkus dh---@x#.k feJ

laxhr ds lnaHkZ esa ;fn ge cukjl dh ckr djsa rks ;gk¡ Hkkjrh; 'kkL=h; laxhr dh yxHkx
leLr fo/kkvksa ds vusd fl)gLr dykdkjksa dk tUe gqvk] rFkk mUgksaus vius laxhr lk/kuk ls bl
/kjk dks vfHkflafpr dj fo'o iVy ij [;kfr vftZr dhA cukjl ?kjkus dh laxhr ijEijk yxHkx
rhu&pkj lkS o"kZ izkphu ekuh tkrh gSA  cukjl ?kjkus dh xk;u 'kSfy;ksa esa /kzqin] /kekj] [+k;ky]
rjkuk] f=oV] prqjax ls ysdj Bqejh] nknjk] VIik] Vi[;ky] VIi rjkuk ds lkFk gh lkFk gksyh]
dtjh] pSrh] ?kkVks] iwohZ rFkk ckjgeklk bR;kfn vusd yksd 'kSfy;ksa ds ljl xk;u&oknu dh le`)
ijEijk jgh gSA xk;u ds vfrfjDr oknu tSls& oh.kk] flrkj] lkjaxh] ok;fyu] lUrwj] ljksn bR;kfn
ra=h ok|ksa rFkk e`nax] i[kkot] rcyk bR;kfn vou| ok|ksa rFkk 'kgukbZ] ck¡lqjh] gkjeksfu;e bR;kfn
lqf"kj ok|ksa rFkk tyrjax] dk"Brjax bR;kfn ?ku ok|ksa dk Hkh n{krkiwoZd oknu gesa ns[kus dks feyrk
gSA xk;u&oknu dh gh Hkk¡fr cukjl ?kjkus dh dFkd u`R; ijEijk Hkh yksdfiz; ,oa izfr"Bk ds 'kh"kZ
ij fojkteku gSA bl izdkj cukjl ?kjkus ds laxhr dh O;kidrk ,oa vuwBsiu dk vuqeku yxk;k
tk ldrk gSA xk;u] oknu rFkk u`R; rhuksa fo/kkvksa esa cukjl ?kjkus ds vufxur laxhrKksa us
vius&vius thou dky esa laxhr txr esa viuk egÙoiw.kZ ;ksxnku fn;k gS rFkk bl ijEijk ds
laokgd vkt Hkh bl lkaxhfrd ;k=k dks vkxs c<+k jgs gSaA bykgkckn fo'ofo|ky; ds laxhr foHkkx
ds izksQslj in ij dk;Zjr ia- fo|k/kj feJ th ds vuqlkj cukjl ds dqN Js"B dykdkjksa ds uke
bl izdkj gSa& Þia- f'konkl& iz;kx th] ia- txnhi feJ th] ia- izfl)w& euksgj th] ia- izrki egkjkt
th] ia- feBkbZ yky feJ th] ia- jke lgk; th] ia- t;dju feJ th] ia- jke ljk; th] ia- f'ko
lgk;&jkelsod feJ th] ia- HkSjks lgk; th] ia- cM+s x.ks'k feJ th] ia- 'kEHkw ukFk feJ th] ia- njxkgh
feJ th] ia- Bkdqj izlkn feJ th] ia- lqes# feJ th] ia- f'kok&i'kqifr feJ th] ia- fcgkjh feJ th]
ia- uudw yky feJ th] ia- NksVs jkenkl th] m- ekStqíhu [kk¡] ia- ch# feJ th] ia- ckpk feJ th] ia-
daBs egkjkt] ia- gfj'kadj feJ th] ia- nkÅth feJ th] ia- vuks[ks yky feJ th] ia- JhpUnz feJ th]
ia- xksiky feJ th] ia- guqeku feJ th] ia- cStukFk feJ th] flrkjk nsoh th] ia- fd'ku egkjkt th]
jlwyu csxe th] ia- 'kkjnk lgk; th] ia- jaxukFk feJ th] fl)s'ojh nsoh th] ckxs'ojh nsoh th] ia-
tkyik feJ th] ia- vejukFk&i'kqifr ukFk th] mLrkn fcfLeYyk [kk¡ th] ia- x.ks'k izlkn feJ th]
fxfjtk nsoh th] ia- NUuwyky feJ th ,oa ia- jktu&lktu feJ th bR;kfnAß4

cukjl ?kjkus ds varxZr lfEefyr ijEijk,¡cukjl ?kjkus ds varxZr lfEefyr ijEijk,¡cukjl ?kjkus ds varxZr lfEefyr ijEijk,¡cukjl ?kjkus ds varxZr lfEefyr ijEijk,¡cukjl ?kjkus ds varxZr lfEefyr ijEijk,¡

cukjl ?kjkus esa xk;u dh vusd ijEijk,¡ gesa ns[kus dks feyrh gSaA ftudk laf{kIr ifjp;
bl izdkj gS&

 fi;jh ijEijk&fi;jh ijEijk&fi;jh ijEijk&fi;jh ijEijk&fi;jh ijEijk& ia- fnykjke feJ th bl ?kjkus ds izorZd ekus tkrs gSaA 16oha lnh ds
iwokZ)Z esa vkidk le; ekuk tk ldrk gSSA vkius jk/kkoYyHk laiznk; ds fo}ku laxhrK Jh
fgr gfjoa'k th ls yxHkx iSrhl o"kksZa rd oànkou esa jgdj Nan] izcU/k] /kzqin] fo".kqin vkfn
xk;u 'kSfy;ksa dh mRÑ"V f'k{kk izkIr dh rFkk ^lsod* miuke ls /kzqin dh vufxur jpuk,¡
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dhA ia- fnykjke feJ th ds oa'ktksa esa izfl)w&euksgj th] ia- Bkdqj n;ky feJ th us bl
?kjkus dks [+k;ky] VIik] gksjh bR;kfn 'kSfy;ksa ls Hkh le`) fd;kA

 rsfy;kuk ijEijk&rsfy;kuk ijEijk&rsfy;kuk ijEijk&rsfy;kuk ijEijk&rsfy;kuk ijEijk& cukjl ds rsfy;kuk uked LFkku dks orZeku esa ^f'kokyk* ds uke ls
tkurs gSaA mLrkn lkfnd vyh tks fd eqxy 'kkld cgknqj 'kkg t+Qj ds njckjh dykoUr
Fks] fczfV'k lkezkT; LFkkfir gksus ds ckn vius ifjokj lesr cukjl vk cls rFkk ckn esa dk'kh
ujs'k ds njckj esa dykoUr fu;qDr fd;s x;sA bl ?kjkus ds mLrkn vkf'kd vyh [kk¡ rd
/kzqin] [+k;ky] VIik vkfn dh xk;dh ,oa chu oknu dh dyk fo|eku FkhA

 ia- txnhi feJ th dh ijEijk&ia- txnhi feJ th dh ijEijk&ia- txnhi feJ th dh ijEijk&ia- txnhi feJ th dh ijEijk&ia- txnhi feJ th dh ijEijk& cukjl Bqejh xk;u 'kSyh ds vxz.kh xk;d ds :Ik esa
vkidk uke vkrk gSA ia- txnhi feJ th ewyr% vktex<+ ftys ds gfjgjiqj xzke ds fuoklh
FksA vkt Hkh bl gfjgjiqj xk¡o esa laxhr dh le`) ijEijk fo|eku gSA dkykUrj esa ia-
txnhi feJ th cukjl ds dchj pkSjk eqgYys esa vk clsA xk;u dh vusd 'kSfy;ksa ds Kkrk
gksus ds lkFk&lkFk u`R; dyk ds Hkh fo}ku FksA Bqejh xk;u 'kSyh esa vkidks fo'ks"kkf/kdkj
izkIr FkkA

 ia- f'konkl&iz;kx th dh ijEijk &ia- f'konkl&iz;kx th dh ijEijk &ia- f'konkl&iz;kx th dh ijEijk &ia- f'konkl&iz;kx th dh ijEijk &ia- f'konkl&iz;kx th dh ijEijk & vki nksuksa Hkkb;ksa us lkaxhfrd f'k{kk vius ekek ia-
jke izlkn feJ th ls izkIr dhA ckn esa vkidks dk'kh ujs'k ds njckjh dykoUr mLrkn
eqgEen vyh ls Hkh laxhr f'k{k.k izkIr gqvkA f'konkl th xk;u ds lkFk&lkFk chu] flrkj]
lqjflaxkj] ljksn bR;kfn ok|ksa ds dq'ky oknd Hkh FksA bl ?kjkus ds vuqie xk;d ds :i
esa ia- feBkbZ yky feJ th dk uke vkrk gSA ia- feBkbZ yky th] ia- iz;kx feJ th ds lq;ksX;
f'k"; ,oa iq= FksA bl ?kjkus dh oa'k ijEijk ,oa f'k"; ijEijk esa lkjaxh] chu rFkk xk;u vkfn
ds vusd mRÑ"V dykdkj gq,A

 ia- t;dju feJ th dh ijEijk &ia- t;dju feJ th dh ijEijk &ia- t;dju feJ th dh ijEijk &ia- t;dju feJ th dh ijEijk &ia- t;dju feJ th dh ijEijk & csfr;k njckj ds /kzqinkpk;Z Jh t;dju feJ] ewyr%
csfr;k ds fuoklh FksA ckn esa csfr;k ls dk'kh vk clsA buds f'k";ksa esa izfl) okXxs;dkj ia-
cM+s jkenkl th] lqizfl) /kzqin xk;d ia- os.khek/ko HkV~V rFkk ia- HkksykukFk HkV~V vkfn egku
laxhrKksa dk uke vkrk gSA ia- cM+s jkenkl th fj'rs esa vkids nkekn FksA

 ia- Bkdqj izlkn feJ th dh ijEijk &ia- Bkdqj izlkn feJ th dh ijEijk &ia- Bkdqj izlkn feJ th dh ijEijk &ia- Bkdqj izlkn feJ th dh ijEijk &ia- Bkdqj izlkn feJ th dh ijEijk & lu~ 1848 bZ- esa tUesa ia- Bkdqj izlkn th dks
laxhr f'k{kk fi;jh ?kjkus ds xk;d ia- izfl)w feJ th ds lqiq= f'ko lgk; feJ ls izkIr gqbZA
Bkdqj izlkn feJ th VIik xk;u 'kSyh ds foy{k.k xk;d gksus ds lkFk&lkFk oh.kk ,oa lkjaxh
oknd Hkh FksA ia- NksVs jkenkl th] gqLukckbZ bR;kfn xk;dksa dks vkius xk;u dh f'k{kk nh
,oa ia- cStukFk izlkn feJ dks vkius lkjaxh fl[kk;kA bl ?kjkus ds mÙkjkf/kdkjh ia- NksVs
jkenkl th us [+k;ky ,oa VIik xk;u 'kSyh esa viuk dhfrZeku LFkkfir fd;kA

cukjl ?kjkus dh---@x#.k feJ
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 ia- /kUuw&l¡o# feJ th dh ijEijk &ia- /kUuw&l¡o# feJ th dh ijEijk &ia- /kUuw&l¡o# feJ th dh ijEijk &ia- /kUuw&l¡o# feJ th dh ijEijk &ia- /kUuw&l¡o# feJ th dh ijEijk & izk[;kr~ /kzqin xk;d /kUuwth&l¡o# th ewyr%
csfr;k ds fuoklh Fks rFkk laHkor% t;dju th ds ledkyhu FksA ia- NksVs jkenkl th dks
vki yksxksa ls /kzqin xk;u 'kSyh dh Hkh f'k{kk izkIr gqbZA

 ia- c[rkoj feJ th dh ijEijk &ia- c[rkoj feJ th dh ijEijk &ia- c[rkoj feJ th dh ijEijk &ia- c[rkoj feJ th dh ijEijk &ia- c[rkoj feJ th dh ijEijk & c[rkoj feJ th ewyr% csfr;k ds fuoklh Fks rFkk
dk'kh ujs'k ds njckjh xk;d ds :i esa laxhr lsokjr jgsA vki /kzqin xk;d gksus ds lkFk
gh lkFk mRÑ"V tyrjax oknd Hkh FksA

 ia- njxkgh feJ th dh ijEijk &ia- njxkgh feJ th dh ijEijk &ia- njxkgh feJ th dh ijEijk &ia- njxkgh feJ th dh ijEijk &ia- njxkgh feJ th dh ijEijk & vkidks xk;u dh f'k{kk ia- f'ko lgk; feJ th ls izkIr
gqbZ rFkk rcys dh f'k{kk vkius vius firkth ls izkIr dhA njxkgh th ds iwoZt Jh jke'kj.k
feJ cukjl ckt ds izorZd ia- jkelgk; th ds f'k"; FksA ia- njxkgh feJ th xk;u ,oa
rcys ds lkFk&lkFk chu] flrkj] lkjaxh vkfn ok|ksa ds Hkh vPNs oknd FksA

 ia- eFkqjk th feJ th dh ijEijk &ia- eFkqjk th feJ th dh ijEijk &ia- eFkqjk th feJ th dh ijEijk &ia- eFkqjk th feJ th dh ijEijk &ia- eFkqjk th feJ th dh ijEijk & vki /kzqin] /kekj] [+k;ky] VIik] Bqejh vkfn 'kSfy;ksa
ds izfl) xk;d Fks rFkk dk'kh ds fot; uxj jktnjckj esa dykoUr in ij fu;qDr FksA
vkius vius ikS= jkeizlkn feJ ¼jkew th½ dks laxhr dh izkjfEHkd f'k{kk nhA jkew th vizfre
VIik&Bqejh xk;d ds :i esa izfl) gq,A eFkqjk th dh oa'k ijEijk ,oa f'k"; ijEijk esa vusd
xk;d] lkjaxh oknd ,oa rcyk oknd gq,A

mi;qZDr ijEijkvksa esa ls v/kquk dqN ijEijk,¡ yqIrizk; gks pqdh gSa rFkk vusd ?kjkuksa ds oa'kt
,oa f'k"; vkt Hkh bl ?kjkus dh xk;dh dks vkxs c<+k jgs gSaA cukjl ?kjkus ds laxhr dk
vkadyu djus ds QyLo:i gesa dqN jkspd rF; bl izdkj izkIr gksrs gSa&

 cukjl ds vusd laxhrK laxhr dh ,d ls vf/kd fo/kkvksa esa Hkh ikjaxr jgs gSaA dqN xk;d&
ljksn] flrkj] lkjaxh] oh.kk rFkk rcyk oknu esa rks dqN ok|&oknd xk;u esa Hkh dq'kyrk
j[krs gSaA

 ;gk¡ ;qxy xk;u dh Hkh ijEijk iqjkus le; ls ih<+h&nj&ih<+h pyh vk jgh gSA f'kok&i'kqifr
th] izfl)w&euksgj th] f'konkl&iz;kx feJ ls ysdj ia- vejukFk& i'kqifr ukFk th rFkk
orZeku esa lqfo[;kr xk;d in~eHkw"k.k ia- jktu&lktu feJ th rFkk muds lqiq= ia-
fjrs'k&jtuh'k feJ th bR;kfn vusd ;qxy xk;d laxhr lsokjr gSaA le; ,oa tu#fp ds
dkj.k ;gk¡ iz;ksxoknh n`f"Vdks.k dk Hkh fodkl gksus yxk gSA xk;u dh oknu ds lkFk] ,d
ok| dh nwljs ok|ksa ds lkFk tqxycanh Hkh ns[kh tk ldrh gSA ;gk¡ ds dykdkjksa dh cgqeq[kh
izfrHkk ds dkj.k bl izdkj ds vusd iz;ksx laxhr txr esa ns[kus dks feyrs jgs gSaA

fgUnqLrkuh 'kkL=h; laxhr dh [+k;ky xk;u 'kSyh esa cukjl izeq[k ?kjkuksa esa ls ,d gSA oSls
rks lHkh ?kjkuksa esa jkxksa ds vk/kkjHkwr rÙo tSls& jkxksa dk 'kkL= i{k] rky bR;kfn ,d tSlk gh gksrk

cukjl ?kjkus dh---@x#.k feJ
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gSA T;knkrj vkokt yxkus ds <ax] cafn'kksa ds j[k&j[kko bR;kfn xkf;dh ds rÙoksa ls gh ?kjkus
,d&nwljs ls i`Fkd gksrs gSaA bl n`f"V ls cukjl ?kjkus dh Hkh dqN fo'ks"k fof'k"Vrk,¡ gSa tks bls vU;
?kjkusa ls vyx djrh gSaA ftuesa ls dqN izeq[k bl izdkj gSa&

 cukjl ?kjkus dh cafn'kksa esa lkfgR; ij fo'ks"k /;ku fn;k tkrk gS] rnkuq:i gh xk;u&oknu
fd;k tkrk gSA cafn'k ds 'kCnksa dks Lojksa ds lkFk bl izdkj ltk;k tkrk gS fd lkfgR; dk
iwjk Hkko laxhr jfld Jksrkvksa rd igq¡p ldsA

 bl ?kjkus esa NwV ds rkuksa dh viuh vyx fo'ks"krk gSA xaHkhjrk iwoZd xed dh rkuksa ds lkFk
vfrnzqr dh rkusa cgqrk;r iz;ksx dh tkrh gSaA ;s vfrnzqr dh rkusa vf/kdrj rhuksa lIrdksa esa
gksrh gSaA

 cukjl ?kjkus dh [+k;ky xk;dh esa LFkk;h ds flyflysokj c<+r ds lkFk gh varjs dk Hkh
foLrkj fd;k tkrk gSA

 bl ?kjkus ds [+k;ky esa VIik vax ds rkuksa dk Hkh iz;ksx fd;k tkrk gSA ;gk¡ ds vusd laxhrK
tSls& ia- cM+s jkenkl th] ia- NksVs jkenkl th ia- Jh pUnz feJ th] ia- x.ks'k izlkn feJ
th] Jherh fxfjtk nsoh th ls ysdj ia- jktu&lktu feJ th bR;kfn vufxur laxhrdkjksa
us VIik xk;u 'kSyh dh fof/kor rkyhe yh ,oa mlesa egkjFk gkfly dhA ftlds QyLo:i
;gk¡ [+k;ky esa VIis dks lekfo"V djds Vi [+k;ky rFkk rjkus esa VIis vax dk iz;ksx dj Vi
rjkus dh vusd cafn'kksa dh jpuk dh xbZA bu fof'k"V jpukvksa dh izLrqfr Hkh ;gk¡ fo'ks"k <ax
ls dh tkrh gSA

 cukjl ?kjkus dh [+k;ky xk;u 'kSyh esa /kzqin] /kekj bR;kfn tSlh xaHkhjrk ;qDr Loj iz;ksx
ds lkFk gh lkFk iwohZ vax dh Bqejh dh uT+kkdr ,oa mldh ljlrk dk jkxkuqlkj leqfpr
iz;ksx gesa ns[kus dks feyrk gSA

 /kS;ZiwoZd jkxksa dh c<+r] /khjs&/khjs jkx ds Lojksa dks [kksyuk] iasp;qDr ljxe rkuksa dk iz;ksx
rFkk d.k] [kVdk] eqdhZ bR;kfn dk leqfpr iz;ksx bl ?kjkus dh fo'ks"krk gSA

 jkx ,oa cafn'kksa esa vko';drkuqlkj lkSan;Ziw.kZ uje vkokt yxko ls ysdj [kqys ,oa tksjnkj
vkokT+k dk iz;ksx bl xk;dh esa iznf'kZr gksrk gSA

 ;gk¡ dh [+k;ky xk;dh esa frgkb;ksa dk Hkh iz;ksx fd;k tkrk gSA foyfEcr rFkk vfrfoyfEcr
[+k;ky esa Hkh ljxeksa ,oa cksyksa dh frgkbZ yh tkrh gSA ,slh frgkb;ks ds fy, dykdkjksa dks
y;&rky dk iw.kZKku gksuk vfr vko';d gSA foyfEcr ds lkFk&lkFk eè; y; ,oa nzqr
[+k;ky esa Hkh frgkb;k¡ djus dk viuk ,d vyx egÙo gSA fdlh Hkh rky ds fdlh Hkh ek=s
ls frgkb;ksa dh mit dh tkrh gS tks fd lquus esa vR;ar jkspd ,oa vkd"kZd yxrh gSA
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 jkxksa ds izLrqrhdj.k esa le; ,oa volj ij Hkh fo'ks"k /;ku fn;k tkrk gSA o"kkZ _rq esa
eYgkj ds jkxksa ds lkFk dtjh dk xk;u gksrk gSA blh izdkj izR;sd voljksa ij vk/kkfjr
[+k;ky dh cafn'kksa dks xkus ds i'pkr yksd'kSfy;ksa ¼gksyh] pSrh] ckjgeklk] ?kkVks] iwohZ½ dk
xk;u&oknu izpfyr gSA

cukjl ?kjkus ds xk;dh dh fo'ks"krk,¡cukjl ?kjkus ds xk;dh dh fo'ks"krk,¡cukjl ?kjkus ds xk;dh dh fo'ks"krk,¡cukjl ?kjkus ds xk;dh dh fo'ks"krk,¡cukjl ?kjkus ds xk;dh dh fo'ks"krk,¡

ia- jktu feJ th  ls lk{kkRdkj ds vk/kkj ij izkIr tkudkjh ds vuqlkj cukjl ?kjkus dh
xk;dh dh fo'ks"krk,¡ &

 cukjl ?kjkus ds [+k;ky esa cafn'kksa ds dgu dk fo'ks"k egÙo gSA loZizFke lkfgR; dks thus
dh dyk cukjl ?kjkus esa fl[kkbZ tkrh gSA rRi'pkr~ ml lkfgR; ds Hkkokuq#i gh jkxksa dks
lkSUn;Ziw.kZ <ax ls izLrqr fd;k tkrk gSA

 ftl y; dh tks jpuk gS mlh y; esa mldk xk;u fd;k tkrk gSA e/; y; dh cafn'k dks
e/; y; esa blh izdkj nzqr y; dh cafn'k dks nzqr y; esa xk;k tkrk gSA mnkgj.k Lo:i
jkx Hkheiyklh esa fuc) ,d jpuk gS] ftlds cksy bl izdkj gS&

LFkk;h& izhre dh ik¡rh ck¡pjsA
, gks eksjs chj cHkuokAA

varjk& tc ls x;s eksjh lq/kgq u yhUghA
fdu lkSru fojek, fi;jokAA

mDr jpuk dh izLrqfr ;fn ge nzqr y; esa djrs gSa rks lkfgR; esa tks Hkko gesa ifjyf{kr gks
jgk gS mlds vuq:i xk;u laHko ugha gSA vr% bl jpuk dks eè; y; esa gh izLrqr fd;k tkrk gSA
cukjl ?kjkus esa [+k;ky dh dqN jpukvksa dks foyfEcr ,oa nzqr nksuksa y;ksa esa xk;k tkrk gSA

 jpukvksa ds Hkkokuq:i gh cukjl esa rcys dh izLrqfr dh tkrh gSA tSlk fd ge lHkh tkurs
gSa fd cukjl ?kjkus dk rcyk oknu ds {ks= esa Hkh egÙoiw.kZ ;ksxnku gSA xk;d vius jkxksa
ls ftl jl dh vfHkO;fDr djrk gS] mlh jl esa rcyk laxr dh tkrh gSA ;fn jpuk ohj
jl esa gS rks mlds lkFk [kqys ,oa tksjnkj cksyksa dk iz;ksx rFkk ;fn jpuk Ükàxkj jl esa gS
rks mlds lkFk rnkuq:i gh rcyk laxr visf{kr gSA bu lHkh ckrksa ij bl ?kjkus esa fo'ks"k
/;ku fn;k tkrk gSA

 ftl izdkj jkx esa vkyki dk foLrkj ,oa c<+r fd;k tkrk gS mlh izdkj ljxe ,oa rkuksa
dk Hkh foLrkj cukjl ?kjkus dh [+k;ky xk;dh esa fd;k tkrk gSA tSlk fd ge ra=h ok|+ksa
¼flrkj] ljksn vkfn½ esa tksM+ lqurs gSa mlh izdkj flyflysokj rjhds ls vyx&vyx y;
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esa ljxe dk foLrkj fd;k tkrk gSA rkuksa dks foLrkj iwoZd xkus ds fy;s dqN Loj lewgksa
dks eqdke cukdj rku fd;k tkrk gSA bl izdkj rku djus ls u dsoy laiw.kZ ,oa foLr`r
jkxksa dh ifjf/k c<+rh gS cfYd ladqfpr ,oa fDy"V jkxksa dh Hkh O;kidrk c<+ tkrh gSA bl
?kjkus esa NUn;qDr rkuksa dk izpqj ek=k esa iz;ksx n`f"Vxkspj gksrk gSA

cukjl ?kjkus dh [+k;ky xk;dh esa izpfyr cafn'kksa dh fo'ks"krk,¡&cukjl ?kjkus dh [+k;ky xk;dh esa izpfyr cafn'kksa dh fo'ks"krk,¡&cukjl ?kjkus dh [+k;ky xk;dh esa izpfyr cafn'kksa dh fo'ks"krk,¡&cukjl ?kjkus dh [+k;ky xk;dh esa izpfyr cafn'kksa dh fo'ks"krk,¡&cukjl ?kjkus dh [+k;ky xk;dh esa izpfyr cafn'kksa dh fo'ks"krk,¡&

 eq[; :i ls cafn'kksa ds ek/;e ls bl ?kjkus dh igpku gksrh gSA cukjl ?kjkus esa cafn'kksa dh
jpukvksa dk {ks= vR;Ur O;kid gSA jpukvksa esa iz;qDr fofHkUu fo"k;ksa ds vk/kkj ij ;fn ge ns[ksa
rks gesa Kkr gksrk gS fd ;gk¡ HkfDrijd mn~xkj ls ifjiwfjr dkO; cgqrk;r feyrk gSA pw¡fd
dk'kh izkphudky ls gh /kkfeZd uxjh ekuh xbZ gSA Hkkjr o"kZ ds lIr /kkfeZd uxjksa esa dk'kh dks
vusd iqjk.kksa esa ekU;rk izkIr gSA vr% ;gk¡ eafnjksa esa xk;u&oknu dh vfrizkphu ijEijk jgh
gSA cafn'k jpukvksa esa jke Lrqfr] Ñ".k Lrqfr] nqxkZ Lrqfr] f'ko Lrqfr rFkk ljLorh Lrqfr bR;kfn
gesa ns[kus dks feyrs gSaA lkFk gh lkFk ;gk¡ Hktu xk;dh dk Hkh viuk oSf'k"V~; gSA

 fofHkUu mRloksa] /kkfeZd R;ksgkjksa ,oa ikSjkf.kd izlaxksa ij vk/kkfjr dkO; jpuk,¡ gesa izkIr gksrh
gSA fofHkUu _rqvksa esa xk;s tkus okyh jkx dh cafn'kksa ds lkFk gh izR;sd _rqvksa esa xk;s tkus
okyh yksd 'kSfy;k¡ ¼dtjh] pSrh] gksjh] iwohZ] ?kkVks bR;kfn½ [kwc izpfyr gSaA

 bl ?kjkus dh cafn'kksa esa vf/kdrj czt] vo/kh ,oa laLÑr Hkk"kkvksa dk lekos'k feyrk gSA
fofHkUu jl] NUn ,oa vyadkjksa dk Hkh iz;ksx gesa ;gk¡ dh jpukvksa esa ns[kus dks feyrk gSA

 bl ?kjkus esa izpfyr jkxksa ds lkFk vizpfyr jkxksa esa Hkh vusd jpuk,¡ vyx&vyx rkyksa
esa dh xbZ gSa tks bl ?kjkus ds okXxs;dkjksa dh mÙke dkO;dq'kyrk dks iznf'kZr djrk gSA
cafn'k jpukdkjksa esa ia- cM+s jkenkl th] ia- NksVs jkenkl th] ia- ukud feJ th] ia- Jh pUnz
feJ th] ia- x.ks'k izlkn feJ th ia- gfj'kadj feJ th rFkk ia- jktu&lktu feJ th vkfn
izeq[k okXxs;dkjksa dk uke lfEefyr gSA

 cukjl ?kjkus dh cafn'kksa esa vusd fof'k"V ,oa peRdkfjd iz;ksx gesa ns[kus dks feyrs gSaA
fo"ke LFkku ls mBus okyh cafn'kksa tSls& ,drky esa rhljh] lkroha] vkBoha] ukSoha] nloha] rFkk
ckjgoha bR;kfn ek=s ls mBku ,oa rhu rky esa igyh] nwljh] rhljh] pkSFkh] ik¡poha] vkBoha]
rsjgoha] lksygoha] bR;kfn lHkh le&fo"ke ek=kvksa ls mBus okyh cafn'ksa blh izdkj :id]
>irky] lwyQkdrk] vkM+k pkSrky] ianzg ek=s dh lokjh bR;kfn rkyksa esa vusd fof'k"V
jpuk,¡ gesa ns[kus dks feyrh gSaA

 bl ?kjkus dh cafn'kksa esa dbZ cafn'ksa gesa ,slh feyrh gS] ftuesa ,d ls vf/kd varjs gSA blds
lkFk gh lkFk prqjax] f=oV dh Hkh dbZ jpuk,¡ gesa izkIr gksrh gSA
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 blds vfrfjDr cukjl ?kjkus esa rjkuksa dh Hkh vusd fof'k"V jpuk,¡ dh xbZ gSaA vFkZnkj
rjkus] f=oV] Qkjlh ds cksyksa ls lfEefyr vusd rjkuksa dh jpuk,¡ bl ?kjkus dh xk;dh esa
lquh tkrh gSA rhurky] ,drky ds vfrfjDr :id] >irky] vkM+k pkSrky bR;kfn vusd
rkyksa esa rjkuk xk;dh dk izpyu gSA

fu"d"kZ ds :i esa ;g dgk tk ldrk gS fd cukjl] tgk¡ dh lH;rk] laLÑfr] /keZ] n'kZu]
lkfgR; ,oa laxhr bruh izkphu ,oa le`) ijaijk gS] mldk mYys[k 'kCnksa esa ugha fd;k tk ldrk
gSA dqN ,slk gh vuqHko ;gk¡ ds laxhr dks Hkh ns[kus ls gksrk gSA rhuksa fo/kkvksa dh fofo/krk fofHkUu
'kkL=h;] mi'kkL=h; rFkk yksd 'kSfy;ksa esa O;kIr gSA cukjl ?kjkus dh ;g fo'ks"krk laxhr txr esa
vR;Ur vuwBh ekuh tkrh gSA bl le`) ijEijk dks thfor j[kus esa cukjl ds vusd egku laxhrKksa
dk egÙoiw.kZ ;ksxnku jgk gS rFkk orZeku esa Hkh bl ?kjkus dh /kjksgj dks fofHkUu xk;dksa ,oa okndksa
}kjk latks;k ,oa laof/kZr fd;k tk jgk gSA ;g fodkl dh ;k=k Hkfo"; esa Hkh blh izdkj pyrh jgs]
blds fy;s cukjl ?kjkus ds xq#tuksa ds lkFk&lkFk muds f'k";&izf'k";ksa dk Hkh vR;f/kd egÙoiw.kZ
;ksxnku visf{kr gSA

lanHkZ xzaFk lwph&lanHkZ xzaFk lwph&lanHkZ xzaFk lwph&lanHkZ xzaFk lwph&lanHkZ xzaFk lwph&

1- panz] MkW- eksrh] ¼1962½ dk'kh dk bfrgkl] cEcbZ] egkjk"Vª( fganh xzaFk jRukdj izkbosV fyfeVsM

2- tkSgjh] MkW- jsuw ¼2004½ Hkkjrh; laxhfrd txr esa okjk.klh dk ;ksxnku] ubZ fnYyh] fnYyh(
Dykfldy ifCyf'kax daiuh

3- feJ] ia- dkes'oj ukFk] ¼1997½ dk'kh dh laxhr ijEijk] y[kuÅ] m-iz-] Hkkjr cqd lsaVj

4- flag] MkW- v'kksd dqekj] ¼1988½ mÙkj izns'k ds izkphure uxj] ubZ fnYyh] fnYyh( ok.kh
izdk'ku

lk{kkRdkj&lk{kkRdkj&lk{kkRdkj&lk{kkRdkj&lk{kkRdkj&

1- ia- jktu feJ ,oa ia- lktu feJ] ubZ fnYyh] 28-09-2020

2- ia- fo|k/kj feJ] iz;kxjkt] m-iz-] 24-09-2020
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ABSTRACT

The paper you are reading is written for the purpose of highlighting the similarities in
playing technique and organology between tabla and tombak. It begins with outlining some of
the common important aspects and concepts within both India and Persian classical music and
then focuses on the rhythmic aspect of the music and the instruments tabla and tombak.

I have begun with the importance of tabla and tombak as accompanying instruments
and continued with their solo repertoire. A section is about the material used for making the
instruments and also different segments that the membrane of tabla and tombak are divided
into, such as kinar, meiydan and siahi on the dayan.

I have also spoken about the playing techniques of both tabla and tombak. I have done
this by dividing the techniques of tabla in two groups of bayan techniques and dayan techniques.
For tombak this division is techniques of lower hand and upper hand. There are other ways to
classify the techniques of the instruments, for example James Kippen in his book The Tabla of
Lucknow divides the techniques to two categories and two sub-categories:

• Dayan Techniques

dayan resonating strokes
dayan non-resonating strokes

• Bayan Techniques

bayan resonating strokes
bayan non-resonating strokes

But since I am dealing with tombak and tala both, I found it more appropriate to divided
the techniques in two bayan and dayan for tabla and lower and upper hand for tombak, because
this makes the most sense for a comparative study of the techniques.

I must mention that, for both the instruments, I have only dealt with basic techniques
and have not delved into finer techniques such as gaseet and meend (on the bayan) and other
intricate techniques which are used for embellishment and nikaas in compositions. For a better
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understanding of the similarities in the nature of the individual techniques of tabla and tombak
and the utilization of the strokes/bols in combination for rhythmic phrases and compositional
forms, I have provided a transcription of a similar tabla and tombak phrase in notation at the
end of the paper.

KEYWORDS

Tabla, Tombak, Accompaniment, Gharana, Technique

Indian and Iranian music are two of the oldest and most sophisticated art forms in
the global music scenario. Through out many centuries both Indian and Iranian music have
evolved and developed into their current shape and form, this development still continues in
performance, pedagogy and also instruments making. Because of the close geographical
proximity of India and Iran, they also share a vast amount of similarities in concept, philosophy
and performance of music.

Both Indian and Iranian music are vocal oriented music, which means that the essence
of the music is best presented with human voice but, through time instrumental music of
both these two countries have developed to a very high level in presenting the refinements
of the music. Development of instrumental music through ages in different segments of the
music such as Dhrupad and Khayal in Indian music and Mugham and Dastgah in Iranian
music have gained the instrumental music some qualities that sets it apart from vocal music.
These qualities can collectively be called "tantrakari ang".

Besides the melodic aspects, the rhythmic aspects of these two musical cultures are
as rich and as important. The nature of the music is such that without rhythm and percussion
instruments a huge part of the melodic presentations cannot be achieved and this applies to
both classical and folk forms of Iran and India. This highlights the importance of rhythm
and rhythmic cycles and how crucial is the accompaniment of percussion instrument. Principal
percussion instruments of Indian and Iranian classical music are tabla and tombak. By
maintaining a rhythmic cycle via repeating its main theme known as "theka", these percussion
instruments lay the foundation for the creation of melodic compositions and provide a suitable
environment for a healthy and organic growth of improvisation within the melodic forms,
which is the essence of performance in these cultures.

Apart from the role of accompaniment, tombak and tabla have an extensive solo
repertoire which forms the rhythmic body of Indian and Iranian classical music. These
rhythmic repertoires have formed gradually over many decades of hard work of past stalwarts
of these instruments. The development of the repertoire has happened as a result of
development in the playing technique of both the instruments. Development and evolution
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in the playing technique has also led to the creation of different playing styles known as baaj
in India and sabk in Iran. It must be however mentioned that some of the compositional
forms of tabla and tombak are inspired by rhythmic patterns in melodic forms, some have
their root in other percussion instruments such as pakhavaj in India and daf in Iran, some
have been inspired by exchange between dance art forms such as kathak and vis a versa and
finally, some of these compositions are inspired by the elements of nature such as thunder,
lightning, sounds of animals and so on. Other sources of rhythmic patterns in both tabla and
tombak is driven from the rhythms which exist in both Indian and Persian poetry. These
similarities in the origins of rhythmic patterns, phrases, compositions and cycles show the
depth of similarities in both these musical cultures.

As mentioned earlier the most important key in development of compositional forms
and playing styles in tabla and tombak is the development and advancement in the playing
techniques. One may say that development of compositional forms in tabla and tombak are
intertwined and go hand in hand with the playing techniques. As an example when tabla
travelled from Delhi to Lucknow, in order for the tabla players to be able to accompany the
kathak dance existing in Lucknow Nawab courts and cope with the pakhavaj, they had to
develop new techniques in which they could use the full palm "tapi" as oppose to the two
finger style prevalent in Delhi. This not only gave the tabla players of Lucknow the ability to
-for a lack of better word- compete with pakhawaj players, but it also provided the tabla
players with a tool which widened the spectrum of the tabla as an instrument, having the
ability to create many new compositions utilizing bols1 from pakhavaj, hence going in the
direction of developing a new style.

Ustad Allah Rakha (1919-2000) and Ustad Zakir Hussain
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Similar process has happened in Iran with tombak where a bol from another instrument
has been picked up by the players and it has been incorporated in the compositions of tombak.
As an example in many folk traditions of Iran such as the music of Lorestan and Kurdistan
the tombak is played differently, not using much of the refined finger movements but more
of full palm movements which tends to be very strong and powerful in sound but lacks the
refinement of classical tombak playing. Some of these techniques have been taken from
instruments such as the daf, the Kurdish frame drum. The transition of techniques from one
instrument to another has led to evolvement of new playing styles in classical tombak2.

Tombak and Tabla are both percussion instruments, belong to the membranophone
category, however there are many differences between them in terms of the physics and
shape of the instrument. Tombak is a single body percussion whereas tabla is a double-
percussion, comprising two drums, the bayan and the dayan. Similarities in the physics of
the instruments are very narrow and can be the following points:

1. Both instruments are membranophones, which means they both produce sound via
the vibration of a membrane. Tabla uses goat skin and sometimes buffalo and in
Tombak, calf, goat, and Camel skin is used.

2. Dayan of the Tabla and the Tombak are both carved out of wood. For Tabla woods
such as vijaysar, teak wood, Indian rose wood (sheesham) and Ebony wood (kala
sheesham) is used. Tombak is mainly made of mulberry (toot) or walnut (gerdoo)
wood.

3. If we compare Tombak with Bayan in material, we can conclude that the only
similarity is the transition of build material. Tombak used to be made of clay and
metal before and still in folk versions it can be found in those materials but classical
tombak is made only of wood. Bayan also used to be made of clay and in some cases
even made of wood but now it is only made of metals such as brass or copper. This
transition in material can be seen in both, bayan starting from clay and wood and
finally ending up being made only from metal and Tombak being made of metal or
clay before and now made only of wood.

The above mentioned three points sums up the physical similarities of tabla and
tombak and all three are related to the build material.

Another aspect which could be used to draw a parallel between tabla and tombak is
between different segments dividing the pudi of the dayan and also the bayan with that of
the tombak skin. On the pudi of the dayan we have three segments viz; kinar, maydan, and
siahi, each of these segments are designated their own set of bols which are different in
resonance and tonal quality. The bayan pudi, could be also divided into three segments like
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that of the dayan as the pudis are made in the exact same process but have different diameters.
However it is not divided and it only accommodates two bols, of Ge and Ke.

We can say that overall tabla can have four segments, one segment for the entire
bayan pudi3 and 3 segments (kinar, maydan, siahi) for the dayan pudi. The tombak skin is
also divided into three segments. The first one is the center, called vasat or markaz which
accommodates bols that are of bass and low frequency in nature such as the bol tom, which
is similar to ge on the bayan. The second segment on the tombak skin is the middle section
which is the area between the edge of the skin and the center of the skin, it is called meiyaneh
and it is very similar in tonal nature and position to the meydan on the dayan pudi. The last
skin segment on the tombak is the edge of the skin which is called kenareh and as the name
suggests it is similar in tonal quality to the kinar of the dayan4. The final segment for Tombak
is not on the skin but on the body of the instrument, around the rim of the Tombak, called
roo-ye-choob meaning over the wood. We can possibly compare this playing segment in
terms of pitch and timbre to the center of the siahi of the dayan and also some certain bols of
the kinar, in that, it produces very sharp sounds but it is not used as often as the skin segments.

Except the playing segment of the tombak on the wood, it is interesting to know that
the rest of the playing segments which have been compared to different segments of the
dayan and bayan pudis, also produce bols that are of similar nature in tonal quality and also
in their use in compositions to the tabla bols. These playing techniques are classified into
two main categories. For tabla we have the bayan and the dayan techniques and for tombak
we have the upper hand and the lower hand techniques.

As mentioned earlier the playing techniques of both the drums have evolved and
developed vastly in the last century and a half, leading to the creation of different playing
styles. Each of these playing styles utilizes these techniques differently according to the
inner intricacies of their compositions and also their approach to rhythm and execution of
compositions and kaydas. Today in Tabla we have 6 gharanas5:

1. Delhi 2. Ajrada 3. Farukhabad

4. Lucknow 5. Benaras 6. Punjab

In Tombak, different styles of playing are named after the person who created the
style. Following are the main styles of Tombak:

1. Hossein Tehrani 2. Naser Eftetah 3. Bahman Rajabi

4. Naser Farhangfar

There are other styles of tombak such as that of Pedram Khavarzamini and Navid
Afghah but those are offshoots of the four main styles, mentioned above. In tabla also Ajrada
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is an offshoot of Delhi and one could say that,
Benaras is an offshoot of Lucknow style.

Both tabla and tombak have a basic
vocabulary which is used by all the different
styles of playing and these basic strokes or bols
are taught to the students6 at the beginning of
their journey into these instruments. However,
each school has its own intricacies and approach
to certain bols, and their way of execution
known as nikaas which come into teaching later
on once the student has passed the beginner
level.

As mentioned earlier, tabla and tombak
divide the skin surface into different segments
and each segment accommodates certain bols.
Now we shall list the bols of bayan and dayan.
Bayan being the bass drum has only two
techniques or bols on it. Sometimes these bols
may have different names depending on what
is before and after them in a rhythmic phrase
but, basically there are only two bols which are:

1. Ge (played by the index finger/and ring and middle finger together in an open manner)

2. Ke - ka (played by the full palm and fingers in a close manner)

On the dayan the number of bols are more than the bayan. Similarly, some of those
bols can have two different names for different situations. The following are the
main bols of the dayan:

1. Na - Ta (played on the kinar)

2. Tin - Ta (Played on the meydan)

3. Tun - Tin (Played on the siahi but in an open manner so that the resonance of the
sound can continue)

4. Ti (Played on the siahi with the middle finger, such as DhaTi Dhage Nadha Terekita7,
and also such as DhaDha TiTa)

5. Ta - Re (played on the siahi with the index finger in a closed manner, such as DhaDha
TiTa and in the phrase TeRe Kita)
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6. Ne (Played by the ring finger on the meydan but in an open manner, such as the
phrase TinNe GeNe)

As you can see the first three bols have two names. Some bols of tabla are a
combination of two bols, one on the bayan and one on the dayan played at the same time,
following are the main bols:

1. Dha (Ta/Na + Ge)

2. Dhin (Tin + Ge) and (Tun + Ge)8

3. Dhit (Te + Ge)

4. Dhere (Te + Ge, followed by Re) this bol is played by the full palm on the entire pudi
of the dayan and the Re section of it is also different than Re of teReketa)

From all the above mentioned bols, endless number of phrases and compositions are
created which can be in the form of peshkar, kayda, kayda-rela, rela, rau, gat, gat paran,
thukda, mohra, tihai, chakardar and many more forms. The entirety of all these movements
and compositions creates the body of the tabla repertoire. Some of this form such as kayda,
peshkar and rela have space for improvisation and extemporal approach and some are fixed
such as Gats and Gat Parans.

As the tombak is a single drum and not a two-piece drum like tabla, the techniques
are spread between the two hands and in different segments of the skin.

The lower hand techniques:

1. Tom (played using the tip of all the fingers except the thumb, in the center or markaz
segment of the skin)

2. Bak - Kenareh (played using the tip of the ring finger on the edge or the kenareh
segment of the skin)

3. Miyaneh (played using the first two digits of the ring finger on the middle or miyaneh
segment of the skin)

4. Rast9 (played using the tip of all the fingers in a successive manner, starting from the
thumb, then pinky, ring, middle and finally index finger. This is five strokes in one,
so they sound like one stroke but in reality, it is a total of five strokes played fast one
after the other in succession.)

The upper hand techniques:

1. Miyaneh (played using the first two digits of the ring finger on the middle or miyaneh
segment of the skin)
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2. Kenareh (played using the first digit of the ring finger on the edge or the kenareh
segment of the skin)

3. Pelang - Beshkan (played by the first digit of the finger on the edge of the tombak, in
the segment called Kenareh. This stroke is played in a snap manner and can be
played with all the fingers except the thumb. The designated finger is put on the
thumb and then snapped onto the edge of the Tombak very similar to how one would
snap their fingers.

4. Chap (Very similar to the Rast movement mentioned above, but the thumb is not
used here, and only pinky to index finger are used.)

As we can see, some of the techniques of the upper and lower hand are the same
such as kenareh , miyaneh, and chap/rast. The other two techniques viz; pelang is mostly
played by the upper hand and the tom is mostly played by lower hand. Tombak is a symmetrical
instrument, which means all these techniques can be played with both the hands. The reason
why they are divided into two hands is for the purpose of compositional forms10 and in order
to have one hand (the lower hand) as an anchor.

It is now possible to look at a phrase from tabla which is used in many compositions
with its corresponding phrase in tombak which is also very popular and used often in the
repertoire.

*T = Tom R= Rast C= Chap B= Bak
Divisions (6+6+4=16) 6 6 4

Tabla dha terekita taka terekita dha terekita taka terekita dha terekita taka

Tombak11 TC RC RC BC RC RC TC RC

Conclusion:

As we can see, the intricacies of playing techniques and sound production in tombak
and tabla are very vast, and refined and one can observe similarities in the evolvement of
these techniques and styles as well as in their organology. This paper is written for the
purpose of highlighting these similarities. If we were to delve into the grammar of
compositional forms, improvisational approach and phraseology in both solo and
accompaniment scenario we shall observe a vast amount of similarities between tabla and
tombak. This requires a deep research and it has been dealt with in one of the chapters of my
Ph.D. thesis.
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8.  Tin and Tun both signify the same bol which is played by the index finger on or at
the edge of the sihai section, such as in the case of Dha Dha Tete – Dha Dha Tin Na
or in the phrase Dage TinNa Kena. There is however another Tin (also called ta)
which is played on the lau or sur of the dayan which is on the meydan segment of the
pudi. This bol brings out the tone and key to which the tabla is tuned, hence called
sur. It is used in many Thekas such as Teen Taal , cycle of sixteen beats – 4 + 4 + 4
+ 4 - (Dha Dhin Dhin Dha, Dha Dhin Dhin Dha, Dha Tin Tin Ta, Ta Dhin Dhin
Dha), Roopak Taal, cycle of seven – 3 + 4- ( Tin Tin Na, Dhin Na Dhin Na) and
Jhap Taal, cycle of ten beats – 2+3+2+3 - ( Dhin Na, Dhin Dhin Na , Tin Na , Dhin
Dhin Na). Sometimes to accentuate the arrival of the khali part of the Theka the bol
Tin is replaced by the bol tun.

9. In Tombak if the player is right-handed then his lower hand will be his right hand
and his upper and will be the left hand and if the player is left-handed then the
opposite. The word rast means right in Persian, so in the case of a left-handed player
this stroke will be called chap, meaning left, because the lower hand will be the left
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hand of the player. The information in this paper is written for a right-handed player.

10. Nowadays many Tombak players are breaking this boundary and utilizing all the
techniques in both the hands equally, essentially being able to play any composition
as a left-handed and right-handed person. This ability opens up a huge spectrum in
creativity and bringing about new compositions, one such piece is “goft-o-goye-e
chap-o-rast” by Bahman Rajabi. In some cases however, these new approaches do
not necessarily carry with them the essence of classical art of Tombak playing.

11. Here I have used letters T, C, R and B to denote Tom, Chap, Rst and Bak strokes
respectively. This not a representation of tombak notation which uses single-line
and three-line staff notation with different symbols for different strokes.
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