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An Acharya teaches and helps his disciples to lead a 
disciplined life. The Guru teaches only to the 
deserving because it is said if he teaches to an 
undeserving. The teacher will incur the sins 
committed by the disciples (Sishya Paapam 
Gurorapi).            

As a cowherd, Lord Krishna milked the nectar from 
the cows like Upanishads and gave back the nectar 
milk in the form of bhagavat Geeta to the rest of 
the world. The pure minded are addicted to this 
nectar. Treading the path shown by Gurus will free 
pupil from problems. The responsibility of a Guru is 
to give the clear vision about the path and 
mentoring his disciples to lead a hassle free life 
throughout his age; like a street being cleaned off 
the weeds, thorns and stones.              

A Verse in “Swetaswatara” Upanishad, says that 
with the blessings of an Acharya, a disciple learns 
what is taught and also comes to know much more 
through Guru bhakti. In the “Malavikagnimitram”, 
the danseuse Malavika, not only exhibits the 
Bhavas taught by her teachers but also displayed 
other expressions owing to her Guru Bhakti.       

Tyagaraja's Ramabhakti              
     
Internalising Rama, as shown by Saint Tyagaraja, 
by focusing one’s faculties up on Him and chanting 
His Nama, one is guaranteed to help realise the lord 
and attain salvation. He lived his entire life 
exemplifying Rama Bhakti. Throughout his life not 
a day passed without his immersing himself in 
Rama’s stellar qualities. He had no other ambition 
but to serve lord, sing His praised and chant His 
name. He chanted Rama Nama 96 crore times. For 
Tyagaraja, life on earth was not defined and 
contented by material quest, but by the spiritual 
goal of total supplication to the highest realm.        
Throughout the ages, the average person is governed 
by basic needs and desires, but Tyagaraja strongly 
believed that one’s mission should be to conduct 
oneself in such a manner as to receive the blessings 
of Rama. His musical compositions were a free-
flowing river of devotion, appealing to Him for His 
grace. In the Song “Patti Viduvaratu”, he makes a 
fervent appeal – “puttina nade nija bhaktini meda 
katti guttu chetaraka brociceyi” . (Having 
constrained me like a knot in the neck, with true 
devotion to you from the day I was born, and 
having protected my honour from being 
compromised, it is not proper to leave the hand of 
this Tyagaraja, Your servant, having held it)               
 

Shri G Chamu



ISSN-2348-5892 Sangitika 

2 
 

 About the Author 
1. Dr. Surendranath Soren, presently working as Associate Professor at the Department of 

Music, University of Delhi, with an experience of 15 years of research and guidance. 
Having been guided many research scholars, he has authored many articles in reputed 
journals.   

2.  Dr. Rajpal Singh: with a research and teaching experience of fifteen years, has authored 
many research papers in reputed journals and one text book on music. He has guided many 
scholars in research and at present work as Associate professor in Department of Music, 
University of Delhi   

3.  Dr. Suranjana Basu, regularly records for All India Radio, Kolkata and M. Mus in 
Rabindra Sangit and Ph.D in Indian Music from Visva Bharati university, Shanti Niketan. 
Research guide at Ramakrishna Mission, Swami Vivekananda’s ancestral House and 
cultural Centre. She has authored of many articles and books on Rabindra Sangit and Indian 
Music. 

4. Dr. Mohasin Khan, Teaching Assistant, Department of Music, Karnatak University, 
Dharwad, belongs to the 7th Generation sitarist of Dharwad Gharana and an ‘A’ graded 
musician and has performed globally. Presented many papers in many seminars and 
published articles in many reputed journals.     

5. Mr. Sudheer Warrier has completed M.Phil. in Music from Dept. of Music, Madras 
University and Diploma in Audio Engineering & Recording and continuing Ph.D. He has 
the credit of being given music direction for many Audio Albums. Presently, he is a faculty 
of Music in VIT Vellore 

6. Dr Anil Kumar, former Dean, Department of Biotechnology, Vellore Institute of 
Technology has been regularly contributing to various journals on Music.  .     

7. Dr. B Satyavara Prasad is an Assistant Professor of Mridangam in the Department of 
Performing Art, Benaras Hindu University for the last decade. He has presented many 
papers in many seminars and published articles in reputed journals. 

8. Dr. Chandini has been  Assistant professor in Dayanand Mahavidyalaya at Hissar for two 
years and presented Research Papers in many Seminars and has published in many reputed 
journals. 

9.  Dr. N J Nandini - A practicing musician from the traditional music family with “A” Grade 
and performed worldwide; she got selected as Post doctoral fellow at Department of Music, 
University of Kerala. A promising artist who is popular with YouTube recordings, 
published many articles and currently serves as Assistant Professor of Music at Maharaja’s 
college Kerala.   

10. Mr. Rupam Raghuvanshi - A Gold medalist at Undergraduate level in Bharatanatyam 
from Banaras Hindu University, under Shri Prem Chand Hombal at Faculty of Performing 
Arts, she completed her under graduate and postgraduate degrees in Bharatanatyam. She 
also has a Diploma in Vocal music from B.H.U. Currently, Rupam is perusing her Ph.D. in 
Dance (Bharatanatyam) at Banaras Hindu University, under the supervision of Prof. 
Layleena Bhat. 

11. Ms.Kajol Valmiki is a research scholar in the Department of Vocal music, Faculty of 
Performing Arts, BHU 

12. Prof K Sashi Kumar is Dean, Faculty of Performing Arts, Banaras Hindu University, 
Varanasi 

13. Ms. Chanjal is a research scholar in the Department of Music, Maharshi Dayanand 
Vishwavidyalaya, Rohtak  

14 Ms.A Supriya  is an Assistant professor at PSG college of Arts and Science, Coimbatore, 
and pursuing research at Jayalalita University of Music,  Art and Culture.  
(TNMFAU- Chennai)  



ISSN-2348-5892 Sangitika 

3 
 

 
 

 

Contents 

1.  SANGITA MUKTAVALI  4 

2.  jkx xk;u ijEijk dk cnyrk Lo:i MkWñ lqjsUæ ukFk lksjsu 7 

3.  A Comparative Study of Ragas with Multiple Versions: 
on the Basis of Various Recordings Available 

Dr Rajpal Singh 12 

4.  Classical Music in Bengal: (Ancient and 
Mediaeval Periods) 

Dr. Suranjana Bhattacharyya (Basu)  18 

5.  The influence of Communication and Technology in 
the field of Music  

  Mohsain Khan 24 

6.  Indigenous Ragas preserved in Kerala CV Sudheer 

Dr Anil Kumar 

33 
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SANGITA MUKTAVALI 
SANGITA MUKTAVALI is a very rare musical work in Devanagari script authored by 
DEVANACHARYA, who adorned the court of PROUDHA DEVARAYA of the great 
VIJAYA NAGARA Empire in 15th century CE. Much detail is not available about him and 
his patron, as he was not an able administrator and reigned for a short period only since he 
was the last ruler of SANGAMA dynasty of Vijayanagara Empire. DEVANACHARYA has 
also authored another work called “SMRITI CHANDRIKA” which deals with 
philosophical matters. He introduces himself as “TOWRYATRIKA CHINTAMANI” -a 
thinker in the field of three art forms such as Vocal & Instrumental Music-Dance and 
the student of Rudra Deva. Though the word, “SANGITA” signifies music and Dance in 
those times in general, this work primarily discusses about Dance, leaving the subject of 
music in bleak or untouched.   
     The Sanskrit work Sangita Muktavali was unearthed from the great treasure of 
Saraswati Mahal Library and this is a humble attempt to give a commentary for the same 
in English.  
     After explaining about different postures of head during the performance of dance and 
different kind of hand gestures-Hasta Mudra, which has been practiced in the field of Dance 
like Pataaka, Tripataaka, Kartaree Mukha, author tries to explain another hastha mudra – 
Arala mudra Niroopanam.  
     

vFk f'k[kjeqæk fu:i.ke~  
 

u[kk% djrys U;LrkLrFkk³~xq"Bksifj fLFkrk% A 

eqf"VfjR;qfnrks gLrks eYy;q)s p nk#.ks ॥ 

nakhah: karatale 

nystastathaangushtopari sthitah: | 

mushtirityudito hasto mallayuddhe cha 

daarune ǁ 

     Now the author is going to 

illustrate about the mudra, 

“shikhara” which is otherwise 

known as “Mushti”. In this, the 

finger nails and tips of all fingers 

of both hands, are placed in the 

palm, and the thumb should be 

kept between the palm and the 

nails. This position is known as 

Mushti. This “Mushtimudra” 

will depict the performance of  

the act of Mallayuddha or any 

fierce fighting with each other 

without any weapons. 

[kM~xdqUrèkuq'pØèkkj.ks n.Mèkkj.ks A 

xzg.ks p djk.kka p rkM+us pksjrkM+us ॥ 

khadgakuntadhanushchakradhaarane 

dantadhaarane | 

grahane cha karanaam cha taatane 

chorataatane ॥ 

     This Mushtimudra will also 

be used to depict the act of 

holding the arms up prominently 

for mainly the Sword, Spear, 

Bow and the Disk or at the time 

of Baton ceremony. And this 

Mudra will also be used to 
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uphold the hands of other 

characters, to punch others and 

also to thrash the thieves. 

eqf"V'psr~ çl`rks³~xq"B% f'k[kjk[;% djks Hkosr~A 

èkuqHkZYyk³~dq'kknhuka xzg.ks eks{k.ksfi p ॥ 

mushtischet prasrutongushthah: 

shikharasya karo bhavet । 

dhanurbhallankushaadeenaam 

grahane mokshanepi cha ॥ 

     The Shikharamudra is 

explained as, the erected position 

of thumb of the Mushtimudra, is 

known as Shikharamudra, which 

is used to perform the act of 

holding the bow, spere and the 

hook, and also will be used to 

throw these objects towards 

others.  

èkkj.ks nh?kZukykuka in~eknhuka rFkSo p A 

okftjTtqxzgs pkfi d'kkHkwrs p èkkj.ks ॥ 

Dhaarane deerghanaalaanam 

padmaadeenaam tathaiva cha । 

vaajirajjugrahe chaapi kashabhoote 

cha dhaarane ॥ 

     This Shikharamudra will also 

be used  to perform the act of 

holding the long object like pipe 

etc, and also to hold a lotus with 

a long tail. And this Mudra will 

also be used to hold a rein (a pair 

of long straps used to control the 

horse) and also will be used to 

handle the long stick, which 

would usually be used for 

thrashing the horses. 

èkuqjkd"kZ.ks pkfi eUnL;kRd"kkZ.ksfi p A 

L=hdqpxzg.ks pkfi rFkk rL;So enkZus ॥ 

dhanuraakarshane chaapi 
mandasyaatkarnepi cha 

stree kucha grahane chaapi tatha 

tasyaiva mardane 

     The Shikharamudra will also 

manifest to perform the act of 

holding a bow which is ready to 

shoot the arrow and also to 

perform the act of pulling out 

something. This Mudra will also 

manifest to perform the act of 

cosset smoothly on the breast of 

ladies and also to press it on the 

time of sexual enjoyment.    

ds'kxzgs p ukjh.kka rFkSokd"kZ.ksfi p A 

oL=L;kd"kZ.kspkfi r}{kLFkyrkM+us ॥ 

Keshagrahe cha naareenaam 

tathaivaakarshanepi cha 

Vastrasyaakarshane chaapi 

tatvakshasthala taatane 

     To perform the act of holding 

the hair of ladies and to pull it 

strongly, the Shikharamaudra 

should be used. And this Mudra 

will also be used to perform the 

act of removing the clothes of 
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other persons, and to hit on his 

chest.  

dqpd{kkfnns'ks"kq u[kjk?kkrdeZf.k A 

dkU;sn<+~;;ks'pkfi fLFkja psr~ LFkkfirs rFkk ॥ 

Kucha kakshaadi deseshu 

nakharaaghaata karmani 

Kaanyedadya yoschaapi sthiram chet 

sthaapite  tatha 

     The Shikharamudra will be 

used to perform the act of 

creating the crack on the breast 

and armpit by nails. According to 

Kamasutra, this act is a part of 

sexual enjoyment. It also depicts 

to establish that diminishing the 

validity of any other one. (The 

second line of this Sloka is not 

clear). 

rRdFk¥~psfr okD;s L;knk{ksiç'u;ksjfiA 

enkZus gLriknkuka nkgusfi p ;ksftr% ॥ 

Tatkathancheti vaakye syaadaakshepa 

prasnayorapi 

Mardane hasta paadaanaam 

daahanepi cha yochitah:  

 

     The Shikharamudra will also 

be used to perform the act of 

asking “how is it possible”, and it 

used to blame somebody and ask 

questions to somebody. This will 

also be used to perform the act of 

pressing the hands and legs, and 

also to set ablaze something.  

ifjgkjs p¥~py% L;knqÙkkus p rFkkfoèk% A 

drZO;fefr okD;s p Øeknkdqf¥~prk³~xqfy% ॥ 

Parihaare chanjalah: syaaduttaane 

cha tathaavidhah: 

Kartavyamiti vaakye cha 

kramaadaakunchitaangulih:  

 

To perform the act of avoiding 

some body or to reject 

something, the shaking hand with 

Shikharamudra should be used. 

And this will also be used in the 

act of lifting up something.  The 

Shikharamudra with folded 

fingers will be used to perform 

the act of “it should be done”. 

Here the author is concluding the 

illustration of Shikharamudra.  

bfr f'k[kj%  
   
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jkx xk;u ijEijk dk cnyrk Lo:i 
MkWñ lqjsUæ ukFk lksjsu 

vlksfl;sV çksQslj] laxhr foHkkx 

fnYyh fo'ofo|ky;  
 

lkj&la{ksi  izkphu dky ls orZeku dky rd vFkkZr vkt Hkh Hkkjrh; laxhr esa jkxksa dk gh xk;u&oknu 

gks jgk gSA blls jkx ds egRo dk vuqeku yxk;k tk ldrk gSA ;gh dkj.k gS fd vk/kqfud le; esa 

^jkx* vkSj 'kkL=h; laxhr ,d nwljs ds i;kZ; ekus tkrs gSA izkphu dky ls gh jkxksa ds vfLrRo dks 

cuk;s j[kus rFkk Loj <kaps esa fu;ec)rk ykus ds fy, jkx y{k.k o fu;e fu/kkZfjr fd;s x, ftuesa 

dky[k.M esa ifjorZu ds QyLo:i vko';drkuqlkj /khjs&/khjs dbZ izdkj ds iz;ksx o ifjorZu gksrs 

jgsA erax eqfu us tkfr dks jkx dh tuuh dgk vkSj tkfr ds xzg] va'k] rkj] eUæ] U;kl] viU;kl] 

vYiRo] cgqRo] vkSMo vkSj "kkMo ;s nl y{k.k dgsA dkykUrj esa tkfr ds ;gh nl y{k.k jkx ds nl 

fu;e cu x,A 

orZeku dkyhu fgUnqLrkuh 'kkL=h; laxhr esa jkx ds bu y{k.kksa dk lekos'k vkt Hkh feyrk gSA ;|fi 

orZeku le; esa mi;qDr izkphu jkx fu;eksa esa cgqr ifjoru vk;k gSA ijUrq fQj Hkh bUgha jkx fu;eksa 

ds gsj&Qsj o jatdrk dks è;ku esa j[krs gq, jkxksa ds fØ;kRed Lo:i esa fofHkUu iz;ksx ,oa ifjorZu 

fd;s tk jgh gSA rkfd uohu jkxksa dh [kkst dh tk lds vkSj iqjkus vFkok ijEijkxr jkxksa ds Lo:i 

dks vkSj mRÑ"V cuk;k tk ldsA Hkkjrh; laxhr vkSj mlds 'kkL= ds fy, ;g ije xkSjo dh ckr gS 

fd vusdkusd ifjorZuksa ds ckn Hkh vkt mlesa ^jkx* dk og fodflr :i miyC/k gS tks izkphu 'kkL=h; 

ijEijk ls fofPNUu ugha gqvk] vfirq ewy Hkwr rRo izphu 'kkL=uqlkj gh vkt Hkh vfLrRo esa gSaA 

ladsr 'kCn % xzg] va'k] rkj] eUæ] U;kl] viU;kl] vYiRo] cgqRoA 
 

     izkphu ;qx ls vk/kqfud ;qx rd laxhr 

esa vusd ifjorZu gq, gSaA dksbZ Hkh dyk 

ifjorZu ds fcuk thfor ugha jg ldrhA 

xfr'khyrk gh dyk dk thou gSA ;g gksrs 

gq, Hkkh dyk vius vk/kkj ls foyx ugha gksrhA 

le; ds lkFk rFkk tu:fp dk vuqdj.k djrs 

gq, Hkys gh blesa mijh rkSj ij ifjorZu gks 

tk, ijUrq vk/kkjHkwr rRo ogh jgrs gSaA 

dHkh&dHkh ,slk gksrk gS fd ukeksa esa ifjorZu 

vk tkrk gS] ;g fofHkUurk dsoy uke rd gh 

lhfer jgrh gS] ijUrq mi;ksx esa ogh izkphu 

:i jgrk gS xed] o.kZ] LFkk; rFkk vyadkj 

,sls gh vko';d rRo gSa tks jkx fuekZ.k esa 

egRoiw.kZ Hkwfedk fuHkkrs gSA buds izkphu ukeksa 

esa dqN ifjorZu gqvk gS fdUrq vk/kqfud dky 

esa Hkh budk egRo fo|eku gSaA jkx ds nl 

y{k.kksa dk iz;ksx vkt Hkh laxhr esa gksrk gS 

vFkok dgk tk ldrk gS fd dqN ifjofrZr 

:i esa vkt Hkh jkx ds izkphu nl y{k.k 

fgUnqLrkuh laxhr esa fo|eku gS tSls xzg Loj 

dk iz;ksx vkt Hkh gksrk gSA
1
 

     jkx Hkkjrh; laxhr dk lokZf/kd 

egRoiw.kZ rRo gSA jkxksa dk gh xk;u oknu 

gekjs 'kkL=h; laxhr esa gksrk gSA le;&le; 

ij vusd xzUFkdkj jkxksa ds fo"k; esa vius er 

O;Dr djrs jgs gSaA jkx dk loZizFke mYys[k 

gesa erax eqfu Ñr c`gn~ns'kh xzUFk esa feyrk 

gSA ^jkx* dks c̀gn~ns'kh* esa bl izdkj ls 

ifjHkkf"kr fd;k x;k gS& 

;kS·lkS èofufo'ks"kLrq Lojo.kZfoHkwf"kr%A  

jatdksa tufpÙkkuka l p jkx mnkâr%A
2
 

vFkkZr Loj o o.kZ ls foHkwf"kr og 

èofu fo'ks"k jkx dgykrh gS tks lquus okyks 

ds fpÙk dks jaftr vFkok vkdf"kZr djrh gSA 

jkx dh bl ifjHkk"kk ds vfrfjDr vU; 

ifjHkk"kkvksa eas Hkh jatdrk dks jkx dk vfuok;Z 

rÙo ekuk gSAizkphu dky ls orZeku dky rd 

vFkkZr~ vkt Hkh Hkkjrh; laxhr esa jkx dk gh 

xk;u ,oa oknu gks jgk gSA ;gh dkj.k gS fd 

vk/kqfud le; esa jkx vkSj 'kkL=h; laxhr 

,d&nwljs ds i;kZ; ekus tkrs gSA 
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     izkphu dky ls gh jkxksa ds vfLrRo dks 

cpk;s j[kus rFkk Loj <kaps esa fu;ec)rk ykus 

ds fy, jkx y{k.k o fu;e fu/kkZfjr fd;s x, 

ftuesa dky[k.M esa ifjorZu ds QyLo:i 

vko';drkuqlkj /khjs&/khjs dbZ izdkj ds iz;ksx 

o ifjorZu gksrs jgsA jkx dh lHkh ifjHkk"kkvksa 

esa jatdrk vfuok;Z rRo ekuk x;k gSA erax 

eqfu us tkfr dks jkx dh tuuh dgk gSA 

     jkx ds nl y{k.kksa dk lekos'k orZeku 

dkyhu fgUnqLrkuh 'kkL=h; laxhr esa vkt Hkh 

feyrk gSA ;?kfi mi;qZDr izkphu jkx fu;eksa 

esa cgqr ifjorZu orZeku le; esa vk;k gSA 

ijUrq fQj Hkh bUgh jkx fu;eksa ds gsj&Qsj o 

jatdrk dks è;ku esa j[krs gq, jkxksa ds 

fØ;kRed Lo:i esa fofHkUu iz;ksx ,oa ifjorZu 

fd;s tk jgs gSA
3
 rkfd uohu jkxksa dh [kkst 

dh tk lds vkSj iqjkus vFkok ijEijkxr jkxksa 

ds Lo:i dks vkSj mRÑ"V cuk;k tk ldsA 

     eè;dkyhu xzUFkksa ls jkxksa ds Loj o 

Lo:i dk vè;;u djus ls ;s tkudkjh izkIr 

gksrh gS fd ;|fIk vkt mÙkjh laxhr esa cgqr 

ls ,sls jkx gS] ftuds uke rks ijEijk ls pys 

vk jgs gSA ijUrq muds Loj] Lo:i le; ds 

lkFk&lkFk ifjorZu ds QyLo:i orZeku 

le; esa izk;% cny pqds gSaA jkx&jkfxuh i)fr 

ds fofHkUu erksa esa guqeUer lcls vf/kd 

izpfyr jgk gSA Hkkjrh; laxhr esa vkt Hkh 

dbZ ,sls jkx gS tks izkphu dky ls ysdj 

eè;dky] fQj eè;dky ls fofo/k ifjofrZr 

fLFkfr;ksa dks ikj djrs gq, vk/kqfud dky rd 

pys vk, gSA ftUgsa vkt Hkkjrh; laxhr esa 

iz/kku jkx ekuk tkrk gSA ijUrq eè;dky dh 

jkx&jkfxuh ijEijk ds jkxksa dk Lo:i] 

orZeku esa izpfyr jkxksa ds iwoZ Lo:i dks ,d 

l'kDr xzUFkk/kkj iznku djrk gSA  

     vk/kqfud dky esa HkSjo] HkSjoh] jkedyh] 

es?keYgkj] ekydkSal] dsnkj] fgUnksy vkfn ,sls 

fofHkUu jkx gS] ftuds Lo:i esa vkt cgqr 

ifjorZu vk;k gSA bruk gh ugha ifjorZu ds 

QyLo:i gh Jh] nhid vkfn jkx rks ,sls gSa 

tks vktdy O;ogkfjd :i ls yqIr izk;% gSa 

vFkok izpyu esa cgqr de gS vkSj ek= 'kkL=ksa 

dh gh 'kksHkk c<+krs ns[krs gSA
4
 mnkgj.k% jkx 

Jh ,d izkphu jkx gSA laxhr niZ.k esa bl 

jkx dh mRifÙk ds lEcU/k esa dgk x;k gS& 

^Jh jkx dh mRifÙk egknso ds l|ksoØ eq[k 

ls dgh xbZ gSA
5
 jkx jkfxuh O;oLFkk esa ;g 

jkx N% iq:"k jkxksa esa eq[; jgk gSA blls iwoZ 

'kkjaxnso us Hkh bl jkx dks xzke jkxksa ij 

vk/kkfjr ^jkx oxZ* esa izFke ekuk gS o v/kquk 

izfl) ns'kh jkxkas esa Jh dks izeq[k jkxksa esa j[kk 

gSA bl jkx dks mUgksaus "kkM~th tkfr ls mn~/k`r 

vxz.kh jkx ekuk gSA bl jkx esa iape vYi gS 

vkSj "kM~tLoj gh xzg] va'k o U;kl gSA eaæ 

vof/k xka/kkj o rkj vof/k eè;e gS o 'ks"k 

Loj le gSA
6
 eè;dky rd vkrs&vkrs izkphu 

jkx Jh dh Lojkoyh us mÙkjh xzUFkdkjksa }kjk 

iz;qDr 'kq) Loj ;qDr Lojkoyh dk LFkku ik 

fy;k Fkk tks fd vk/kqfud dkQh ds leku FkhA 

bl le; rd ;g jkx cgqr vf/kd izpkj esa 

Fkk vkSj bl ^jkx&jkt* dh miek nh xbZA iañ 

ykspu us bl jkx dks d.kkZV esy tU; ekukA
7
 

^^laxhr niZ.k esa bls fo[;kr] lEiw.kZ o loZxq.k 

lEiUu jkx ekuk gSA
8
 iq.Mjhd foV~By 

^lækxpaæksn;* esa Jh jkx dks vk/kqfud dkQh 

Lojkofy eqDr ekurs gSA mUgksaus jkx eatjh esa 

bls 20 FkkVksa esa j[kk gS vkSj blds Loj 

vk/kqfud ǹf"V ls dksey fu;qDr ekus gSA
9
 

     bl izdkj eè;;qx esa ;g cgqr izpfyr 

jkx jgkA eè;;qxhu lHkh xzUFkdkjksa us bl jkx 

dk [+k+wc mYys[k fd;k gSA ijUrq vk/kqfud dky 

rd blesa cgqr ifjorZu vk;k gSA vk/kqfud 

;qx esa fgUnqLrkuh laxhr esa FkkV cnyus ls Jh 

jkx dk Lo:i fcYdqy cny x;k gSA orZeku 

esa ;g dksey js&/k ;qDr o rhoz eè;e ;qDr 

iwohZ FkkV dk jkx gS vkSj bldh tkfr 

vkSM+o&lEiw.kZ ekuh tkrh gSA ,d egRoiw.kZ 

ifjorZu bl jkx ds lEcU/k esa ;g Hkh vk;k 

gS fd eè;dky esa ;g jkx ftruk izpkj esa 

Fkk] vk/kqfud dky rd vkrs&vkrs mruk gh 

yqIr izk;% lk gks x;k gSA fgUnqLrkuh laxhr 

dh eaph; izLrqfr esa ;g jkx vkt izpyu esa 
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cgqr de fn[krk gSA vkt fgUnqLrkuh laxhr 

ds cgqr ls jkx gSa ftues dky[k.M essa ifjorZu 

ds QyLo:i cgqr ifjorZu vk;k gSA ijUrq 

lHkh jkxksa esa ;k vf/kd jkxksa esa ifjorZu 

fn[kkuk ;gk¡ vlEHko gSA blfy, ^^ijEijkxr 

jkxksa ds ifjorZu Lo:i* fo"k; fcUnq ds 

vUrxZr dsoy HkSjo jkx dh ifjofrZr fLFkfr;ksa 

dks gh crk;k x;k gSA mijksDr jkxksa esa 

ifjorZu ds vk/kkj ij vFkok vU; jkxksa ds 

feJ.k ls cus vU; uohu jkxksa ds uke Hkh fn, 

x, gSa tksfd vktdy eaph; izLrqfr;ksa esa Hkh 

xk;s&ctk, tk jgssa gSA 

     HkSjo vkfn jkxksa dh ijEijk Hkkjrh; 

laxhr esa izkphu le; ls ysdj vktrd 

cjdjkj gSA HkSjo dks vkt Hkh vkfn jkx vFkok 

izkjfEHkd jkx ekuk tkrk gSA ijUrq bldk Loj 

Lo:i le;&le; ij ifjofrZr gksrk jgk gSA 

izkjEHk esa xzUFkksa esa bldk Lo:i vkSMo tkfr 

dk jgk] ckn esa lEiw.kZ tkfr ds HkSjo dks 

izflf) feyhA orZeku esa lEiw.kZ Lojkoyh dk 

HkSjo lokZf/kd izpfyr gSA ukU;nso us ^^Hkkjr 

Hkk";** esa erax eqfu dk er mn~/k`r djrs gq, 

HkSjo jkx dk mYys[k bl izdkj fd;k gSA 

/kSorka'kxzgU;kl% lEiw.kksZ·Fk l ¼e½ Loj% 

vkxkU/kkjeFkks "kM~ta rkjksa eUæ'p /kSor%A
10
 

     ukU;nso us HkSjo jkx ds y{k.kksa dks erax 

leku gh dgk gSA 'kkjaxnso us ^HkSjo jkx* dk 

xzke jkxksa ds ^jkx oxZ* esa LFkku fn;k gSA ns'kh 

iz.kkyh eas bls v/kquk izfl) jkxkax oxZ esa j[kk 

x;k gSA ^jkt oxZ* esa HkSjo] varj dkdyh Loj 

;qDr ^fHkUu "kM~t* jkx ls mRiUu ekuk x;k 

gS] ftlesa /kSor va'k Loj gS] js] i O;Dr gS 

rFkk eè;e Loj U;kl Loj gSA
11
 v/kquk izfl) 

jkxkax oxZ esa 'kq) HkSjo jkx esa /kSor Loj xzg] 

va'k] U;kl gS o ;g jkx le Loj;qDr gS] rkj 

LFkku esa "kM~t rFkk eaæ LFkku esa xka/kkj Loj 

rd bldk foLrkj feyrk gSA
12
 15oh 'krkCnh 

esa iañ ykspu ds xzUFk] ^jkxrjaf.k.kh* esa HkSjo 

jkx dks loZizFke iqfyax jkxksa esa ls ekuk gSA 

17oha 'krkCnh ds iwokZ)Z esa iañ lkseukFk }kjk 

jfpr xzUFk jkx&focks/kA bl xzUFkdkj ds le; 

rd vkrs&vkrs HkSjo jkx dk Loj&Lo:i 

lEiw.kZ ekuk tkus yxk FkkA iañlkseukFk us jkx 

HkSjo dks 'kq) esy es ekuk rFkk ekyoxkSM+ esy 

ls fHkUu dgkA /kSor dks xzg ,oa va'k Loj fu 

crk;k rFkk xk;u le; izkr%dky vkSj dkSf'kd 

^fu* iz;ksx Hkh crk;k gSA iañ iq.Mjhd foV~By 

us HkSjo ds y{k.k yxHkx lkseukFk ds leku 

gh dgs gSA
13
 17oh 'krkCnh ds xzUFk&^^laxhr 

niZ.k** esa xzUFkdkj iañ nkeksnj dgrs gSa fd 

mUgksaus Lojkè;k; dh lkjh lkexzh ^laxhr 

jRukdj* ls xzg.k dh gSA bl jkx easa js] i 

oftZr] /kSor va'k] xzg rFkk U;kl crk;k gS 

vkSj ewPNZuk Hkh /kSor dh gh crkbZ gSaA ;?kfi 

;g 17oha 'krkCnh dk xzUFk gSA ijUrq bldh 

tkfr vkSM+o ekuh x;h gS vkSj /kSor foÑr 

crk;k x;k gSA
14
 ukjn us vius xzUFk ^laxhr 

edjan* esa lw;Zka'k jkxksa esa 'kq) HkSjo dh ppkZ 

dh gSA
15
 17oha 'krkCnh ds mÙkjk)Z esa jfpr 

xzUFk ^laxhr ikfjtkr* esa iañ vgkscy us jkx 

HkSjo dks crkrs gq, dgk gS fd HkSjo jkx esa 

^fj* vkSj ^i* Loj oT;Z gSa ^/k* Loj bl jkx dk 

vkfne Loj o U;kl ,oe eè;e dgk gSA ^x* 

vkSj ^fu* rhoz o dksey /kSor dk iz;ksx crk;k 

gSA
16
 

     ^prqnZf.Mizdkf'kdk* uked nf{k.kkR; 

xzUFk ds jpukdkj ,oa 72 esydrkZ* ds oäk 

iañoSadVeq[kh us HkSjo jkx dks 16osa esydrkZ osx 

okfguh tU; jkx ekuk gS] ftldk ;g Loj 

"kM~t gSA mUgksaus ;g lEiw.kZ jkx ekuk gS vkSj 

;g izkr%dky esa xs; gSA
17
 

bl izdkj fofHkUu xzUFkksa esa mi;qZDr 

of.kZr rF;ksa ls jkx& HkSjo dss fofHkUu ifjofrZr 

Lo:i ns[kus dks feyrs gSA vk/kqfud le; esa 

Hkh HkSjo jkx dks izeq[k jkxksa esa fxuk tkrk gSA 

ijUrq vk/kqfud laxhrkpk;Z Hkh jkx HkSjo ds 

Loj Lo:i o 'kq)rk dks vius&vius 

nf̀"Vdks.k ls fl) djrs utj vkrs gSaA 

     vk/kqfud@orZeku laxhr esa izpfyr 10 

izeq[k FkkVksa esa ^js* vkSj ^/k* dksey ;qDr 

Lojkoyh dks HkSjo FkkV dgk x;k gSA 

jkx&HkSjo] HkSjo FkkV dk tU; jkx gSA orZeku 
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dky esa HkSjo dh vk/kkj Lojkofy esa 

vyx&vyx rjg ls ifjorZu djus ls HkSjo 

ds vusdks :i izpfyr gSA jkx HkSjo dk 

orZeku Lo:i vk/kqfud izfl) laxhrkpk;Z iañ 

Hkkr[kaMs }kjk jfpr xzUFk Hkh eYy{; laxhre~ 

¼lu 1909 bZñ esa jfpr½ esa bl izdkj feyrk 

gS& 

HkSjok[;lesykPp tkrksZ HkSjo uked%A  

vkjksgspkojksgs·fi lEiw.kZ% loZlEer%AA 

vFkkZr~ HkSjo uked jkx lEiw.kZ 

vkjksg vojksg gS o HkSjo esy ls mRiUu gqvk 

gSA NBs HkSjo FkkV ls mRiUu HkSjo jkx vkJ; 

jkx Hkh gSA 

/kSor% lEerks oknh laoknh _"kHkks Hkosr~A  

xkueL; lekfn"Va izkr% dkys·frjfDrne~AA 

     bl jkx esa oknh Loj ^/k* vkSj laoknh 

Loj ^js* gSA ;g jkx izkr%dky xkus esa e/kqj 

yxrk gSA 

     jkx HkSjo ds orZeku izpfyr :i esa 

dksey fj"kHk o /kSor] o vU; 'kq) Lojksa dk 

iz;ksx gksrk gSA vkUnksfyr fj"kHk&/kSor bl jkx 

ds vaxokpd Loj gSA iañ Hkkr[kaMs th bl jkx 

ds fØ;kRed Lo:i ij izdk'k Mkyrs gq, 

dgrs gSa& HkSjo dk lEiw.kZ vkuUn /kSor vkSj 

fj"kHk Lojksa ij gh fuHkZj gSA ;s Loj ,d fof'k"V 

izdkj dk vkUnksyu izkIr djrs gS rFkk ml 

vkUnksyu ls HkSjo mÙke jhfr ls O;Dr gks tkrk 

gSA i] i] e x] js] lk ;s Loj cM+h e/kqj vkokt 

esa jkx ds xkaHkh;Z dks lEHkkyrs gq, fdlh us 

xk;s fd Jksrkvksa ds us=ksa ds lEeq[k rRdky 

HkSjo [kM+k gks tk;sxkA ;s Loj foyafcr :i ls 

xkdj vkxs lk /k+] lk] js js] lk] e x js lk & 

bl izdkj ls xk, fd lquus okyks ds ân; ij 

HkSjo dk fp= vafdr gks tk;sxkA
18
 ^/k i* Loj 

nsj rd mPpkfjr djus ls izkr%dky dk ladsr 

rRdky gks tkuk pkfg,A vkxs] ^e x js lk* 

Loj vk, fd HkSjo dk vax rS;kj gqvk ;g 

tud jkx gSA
19
 

     HkSjo jkx ds fØ;kRed Lo:i ds ckjs esa 

dqN vU; vk/kqfud xq.khtuksa ds lq{e fopkj 

bl izdkj gSA iañ fouk;d jko iVo/kZu ds 

vuqlkj & ̂ bl jkx esa _"kHk /kSor dksey rFkk 

vU; lHkh Loj 'kq} yxrs gSA bldk 

tkfr&lEiw.kZ] oknh&/kSor] laoknh&_"kHk] 

le; izkr%dkyA bl jkx esa eè;e ;k xka/kkj 

ij vf/kd ugha Bgjuk pkfg,A ,slk djus ls 

jkx dk Lo:i fcxM+ dj tksxh ;k dkfyaxMk 

gks tk;sxkA /kSor vkSj _"kHk ij vkUnksyu ysrs 

le; /kSor dks fu"kkn dk vkSj fj"kHk 

dk&xka/kkj ;k eè;e dk d.k Loj ysdj 

vkUnksyu djuk pkfg,A
20
 

     orZeku le; esa Hkh ,sls laxhr fo}ku gSa 

tks jkx HkSjo dks vkSM+o&lEiw.kZ tkfr dk ekurs 

gSaA iañ vksadkjukFk Bkdqj bl jkx dk vkjksg 

&fu+ lk x e & /k fu lka ekurs gSA vojksg 

& lka fu /k i] e x js lkA 

tkfr&vkSMo&lEiw.kZ] xzg&eUæ fu"kkn] rkuksa esa 

xka/kkj HkhA va'k Loj iwokZx esa dksey fj"kHk] 

/kSor vkSj eè;eA HkSjo ,d izkS<+ xaHkhj jkx gSA 

_"kHk /kSor dksey yxrs gSA vU; Loj 'kq) 

gSA xka/kkj] fu"kkn dk izek.k vojksg esa vU; 

gSA mlh ls ;g jkx [kqyrk gSA mudk dguk 

gSA lkekU;r% bldk vkjksg&vojksg & lk js 

x e i /k fu lak] lka fu /k i e x js lkA ;ksa 

vutku yksx djrs gSa] ijUrq Åij fyf[kr 

vkjksg&vojksg gh xq.khtu lEer gS vFkkZr~ fu+ 

lk x e /k fu lakA lak fu /k i e x js lkA 

mudk dguk gS blls jkedyh] dkfyxaMk 

vkfn jkxksa ls lgt gh esa cp ldrs gSA bl 

izdkj iañ vksadkj ukFk Bkdqj Li"V dgrs gS fd 

jkx HkSjo ds vkjksg esa fj"kHk vkSj iape of.kZr 

gS vkSj tkfr vkSMo&lEiw.kZ gSA ijUrq fj"kHk 

vkSj iape dks of.kZr ugha fd;k tk ldrk gSA 

bruk vo'; gS fd ;s Loj vYi izek.k esa 

fdrus vkSj fdl izdkj iz;qDr gksA
21
 

     bl ckr dks iañ jkekJ; >k viuh 

iqLrd ^vfHkuo xhrkatfy* esa Li"V djrs gq, 

dgrs gSa& jkx HkSjo] jkx&jkfxuh i)fr ds 

vuqlkj N% jkxksa esa ls ,d iq:"k jkx gS] ijUrq 

FkkV i)fr ds vuqlkj ;g HkSjo FkkV dk jkx 

gS ,oa jkxkax i)fr ds vuqlkj ;g ,d Lo;a 

jkxkax gSA blesa fj"kHk] /kSor dksey vU; Loj 
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'kq) rFkk vkjksg&vojksg esa lkrksa Lojksa dk 

iz;ksx gksus ds dkj.k bldh tkfr 

lEiw.kZ&lEiw.kZ gSA 

     oknh /kSor ,oa lokanh fj"kHk gS ;g 

izkr%dkyhu lfU/kizdk'k jkx ,oa mÙkjkax iz/kku 

jkx gSA ;g ,d 'kq) ,oa jkxkax&jkx gSA blesa 

fdlh jkx dk feJ.k ugha gSA
22
 

     vr% orZeku esa O;ogkfjd :i esa 

vf/kdka'kr% iañ fo".kq ukjk;.k Hkkr[kaMs }kjk 

crk;s x, lw=ksa ds vuqlkj gh HkSjo jkx dks 

xk;k&ctk;k tkrk gSA HkSjo ,d izfl) ,oa 

izkphu jkx oxZ gS ftlesa HkSjo] uVHkSjo] 

tksfx;k] vfgj HkSjo] dkfyaxM+k] vkuUn HkSjo 

vkfn izeq[k jkx vkt izpfyr gSA 

     bl mi;qZDr lEiw.kZ o.kZu ls ;g Li"V 

gks tkrk gS fd HkSjo jkx dk vk/kqfud Lo:i 

'kkjaxnso mDr 'kq) HkSjo ls fHkUu gSA eè;dky 

dk HkSjo yxHkx vk/kqfud HkSjo ds leku gSaA 

mlds vfrfjDr ykspu] vgkscy o Jh fuokl 

vkfn xzUFkdkjksa es HkSjo jkx dks xkSjh esy esa 

j[kk gSA bl xkSjh esy esa vk/kqfud HkSjo ds 

leku gh dksey ^js* vkSj ^/k* Loj iz;qDr gksrs 

gSA vgkscy ds clar HkSjo ds Loj vk/kqfud 

HkSjo ds leku gSA nf{k.k esa ;g ^ekyoxkSM+* 

jkx ds uke ls tkuk tkrk gS] tks fd ogk¡ dk 

vk/kkj jkx gSA jkx&jkfxuh ijEijk esa ;g 

iq:"k jkxksa esa izeq[k vFkok izFke jkx dgk 

tkrk gS vkSj ;g HkSjo oxZ ds vusd jkxksa dk 

izeq[k vk/kkj jkx dgykrk gSA 

     var esa ;gh dgk tk ldrk gS fd ^jkx* 

tkfr dk gh fodflr :i gS vkSj ^tkfr* ds 

ewy rRoksa ij vkt Hkh fVdk gqvk gSA Hkkjrh; 

laxhr vkSj mlds 'kkL= ds fy, ;g ije 

xkSjo dh ckr gS fd vusdkusd ifjorZuksa ds 

ckn Hkh vkt mlesa ^jkx* dk og fodflr :i 

miyC/k gS tks izkphu 'kkL=h; ijEijk ls 

fofPNUu ugha gqvk vfirq ftlds ewy Hkwr rRoa 

izkphu 'kkL=kuqlkj gh vkt Hkh vfLrRo esa gSA 
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Abstract: The Hindustani classical music ecosystem is extremely vast in terms of the 
diverse aesthetic perspectives/approaches towards Gayaki, which can be seen through 
the various Gharanas and their Gayaki which is in circulation. In such a scenario, it 
is natural for differences in Raga grammar or even multiple versions of Raga to appear 
across Gharanas. Sometimes, within a single tradition we find multiple versions of a 
Raga as well.  This study aims to analytically examine and delineate the grammatical 
differences between versions of the selected sample Ragas. 
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     For the purpose of this study, a few 
common Ragas which are frequently 
heard in the performance domain have 
been selected, namely: Jaijaiwanti, 
Adana, Gaud Malhar, Megh, Kaunsi 
Kanhada and Bhatiyar. 
Given below are delineations of the 
grammar and some varieties of the 
aforementioned Ragas. 

Raga Jaijaiwanti 
Jaijaiwanti is a Raga whose origins 
are believed to lie in the Gurbani and 
Guru Granth Sahib. In today's day and 
age we find multiple versions of 
Jaijaiwanti to be in circulation, the 
most prominent of which are the Des 
(Sorath) and Bageshree angs. 

1. Des Ang Jaijaiwanti- 
The melodic kernel can be 
outlined as follows 
S, DnR, RGmGR, RgRS, 
SDnP, (G)R, RGmP, DG,mGR, 
gRS 
RGmP, nDP, DG, mRGmP, PN, 
NS 
SnDP, mPNS nDP, DGmGR, gRS 
 

2. Bageshree Ang Jaijaiwanti-  
Bageshri ang Jaijaiwanti possesses 
similar lakshans as the Des ang 
Jaijaivanti. The major difference is 
between the Uttarang offshoot.  
Wherein Des ang, Taar Shadaj is 
approached using mPNS, in 
Bageshree ang, the Uttarang 
launch phrase is GmDnS or 
GmnDS and in some 
interpretations even GmDNS 

Among other versions of Jaijaiwanti 
we find one interpretation as 
presented by Pt. Bhimsen Joshi, 
which we find classified under the 
name of Nat Ang Jaijaiwanti on the 
internet. The only significant 
difference we find here is that the 
komal gandhar is discarded and 
prominently employs the G(R)NS 
phrase which is indicative of Desh. 
Pt. Jasraj has rendered two 
interpretations of Jaijaiwanti. One 
being the popular interpretation of 
desh ang Jaijaiwanti which he sings as 
just Jaijaiwanti and another which is 
branded under desh ang, in which he 
too does away with the komal gandhar 
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in his interpretation and emphasises 
on the  G(R)NS element.  

Raga Adana 
Adana is a night time melody from the 
Kanhada ang family of Ragas. Its 
chalan bears some resemblance to 
Darbari Kanhada, the main 
distinguishing factor being that 
Darbari looks downwards or is 
Poorvang Pradhan, while Adana 
shoots straight for Taar Shadaj due to 
this Uttarang pradhan nature. There  
exists a few more subtle chalan 
differences which will be discussed 
subsequently. The Nishad of Adana is 
said to be neither komal nor shuddh, 
and lies somewhere between. One 
could call it Chadha komal Nishad or 
Teevra Komal Nishad. 
1. Adana with Komal Dhaivat: 

A simple Chalan or outline is as 
follows: 
SRmPdnP, nmPS; PnSR, nSdnP, 
nnPmPn (m)g, gmRS 
SRmPdnS, PnPS 
Gandhar is rendered Alpa in the 
Arohatmak passages, often even 
dhaivat is skipped. The Raag 
always looks towards Taar Shadaj 
which pulls all phrases towards 
itself like a magnet.  

2. Adana without Dhaivat: 
This particular version of Adana 
was popularised by Ustad Bade 
Ghulam Ali Khan. In this, Dhaivat 
is skipped in both ascent and 
descent and possesses similar 
lakshanas as the above 
interpretation plus a unique phrase 
all of its own. 

The gait of this Adana version is 
as follows: 
SmPn, gmPS, SPnP, nmPS,  
PnSRnS, RgmRS, PnP, nmP, 
gmP, gmRS 

Raga Gaud Malhar 
Gaud Malhar is a compound Raga 
comprising the synthesis of Gaud, 
Bilawal and Shuddha Malhar angs. 
Depending on the ratio of the 
constituent angs in Gaud Malhar, the 
melodic outline changes thus giving 
rise to different versions of the same 
Raga.  
Gaud Malhar is considered to be a 
feminine expression of Malhar. 
1. The standard Gwalior interpretation: 

S, RGm, mG, GRG, RmG- RS 
mRP, DPmPm, mmG, RG- RS 
SRGmPm, mRP, PDnP 
PDGPmG, GRS 
mPDNS or PNDNS (Uttarang 
launch) 
SDnP, mDPDGPm, RPmG, RmG-
RS 

In the above interpretation the 
predominance of the Gaud and 
Bilawal angs is evident, with the 
Malhar ang becoming prominent 
typically only through the RP sangati. 

2. Another version of Gaud Malhar 
(of the ‘Saiyyan Mora re’ brand) 
assigns great importance to the 
Shuddh Malhar component. The 
Mukhda of the bandish screams out 
Shuddh Malhar with the phrase, 
RmPD, nP (nP establishes that it is not 
Shuddh Malhar but in fact Gaud 
Malhar.) We also find phrases like 
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mPDS conveying affiliation with 
Shuddh Malhar. 
3. Another version of Gaud Malhar is 
found in the Jaipur Idiom of the 
“Maan Na Kariye Ri Gori” brand. It 
has all the standard Lakshanas of 
Gaud Malhar, but a more frequent 
reiteration of the RP sangati, plus the 
additional PnDNS sangati typically 
associated with Miyan Malhar.  

4. Miyan Mauj was the spiritual Guru 
of Miyan Achpal of the Delhi 
Gharana, who was the Guru of Ustad 
Tanras Khan. One of his compositions 
“Jiski Aisi Baat” has been preserved 
through the centuries. It is a variety of 
Gaud Malhar with the use of Nat Ang 
in the Mukhda with the Sam on Re. 
Other Lakshans are the same. 

5. The next version of Gaud Malhar 
makes very light and insignificant use 
of Gandhar and puts all its emphasis 
on the Shuddh Malhar component 
through phases like 
RS, mRP, mPDS, DPm, RmRP.  
This version of Gaud Malhar has been 
found in the composition “Jaani 
Jaani”. We also find the occasional 
use of nDNS in a Miyan Malhar like 
fashion.  

6. The final version of Gaud Malhar 
which we find uses Komal Gandhar 
and can be found in Pt. S.N. 
Ratanjankar’s Abhinav Geetmanjiri  

Raga Megh 
Megh is an ancient Raga with origins 
dating back over a millennium. We 
find mentions of Megh in the 6 Raga 
and 36/30 Ragini theory. Megh 

remains a common Raga across all the 
4 Mats. In the performance arena in 
the last 150 years, we find two main 
varieties of Megh, one purely 
pentatonic without the use of 
Gandhar, typically referred to as just 
Megh and another variety with the 
occasional use of Komal Gandhar 
often referred to as Megh Malhar. Pt. 
Ramashreya Jha is of the opinion that 
Megh doesn’t use the RP sangati, and 
if mRP and Rm sangatis are added to 
Megh, the Raga so derived is Megh 
Malhar. Thus, there is a lot of 
ambiguity regarding the grammar of 
Megh and Megh Malhar and their 
interpretations 

1. Megh (commonly in practice) 
The characteristic phrases of 
Megh are as follows: 
nSR, R, (S)n (S)n S, PnP, nS, 
PnS(m)R, R P(m)R (m)R, (m)RnS 
RPmnP, P(m)R, RmP, mP(S)nP, 
P(S)nS 
SnP, PnmP, RmP(m)R, mR, (S)nS 
Here (m) and (S) indicate that m 
and S are kan swaras to the 
proceeding note. 

We see the usage of vakra sangatis 
like PmnP,  mRP and PS. The Rishabh 
is very strong but is always rendered 
with the Kan of Madhyam 

The gravitas of Megh is felt 
through the use of andolan from m 
to R and S to n. 
Megh also possesses 
characteristics akin to Kanhada 
prakars like the nP and PS 
sangatis. Pt. Ramashreya Jha 
opines that it would be wrong to 
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say Megh possesses 
characteristics suggestive of 
Kanhada, but rather Kanhada 
possesses characteristics of Megh 
since the latter is the older Raga 

2. Megh (acc. to Pt. Ramrang) 
The lakshanas are similar to the 
above interpretation. The slight 
differences will become apparent 
below 

(S)n (S)n S, S (P)n P ,   
P (S)n S,  n S (m)R (m)R, (S)n (S)n S 
RmP (m)R, mP (S)n P, P (S)n (S)n S, 
S (P)n P, (m)R (m)R, (S)n (S)n S 

Here the RP sangati is omitted and 
other Vakra prayogs as well. Here 
all the emphasis is on the andolan 
between S-n and m-R. The accent 
and descent is relatively 
straightforward and the Rishabh is 
bright and has abhyas bahutva.  
Here the Vadi is Shadaj and 
Samvadi is Pancham  

3. Megh Malhar (acc. to Pt. 
Ramrang) 

If the RP and Rm sangatis are 
added to the above version of 
Megh, the Raga so obtained is 
Megh Malhar. Here the Vadi shifts 
to Madhyam and Samvadi 
becomes Shadaj. Other 
characteristics are more or less the 
same.  

4. Megh Malhar (with g) 
We find a few renditions of this 
version by artists of the stature of 
Pt. Bhimsen Joshi and Ud.Rashid 
Khan. This is essentially one of the 
above 3 kinds of Megh, with an 
occasional and aesthetic injection 

of Komal Gandhar in an andolit 
Kanhada like fashion, either in the 
form RgmR or PgmR. We even 
find a recording of Ud. Amir Khan 
rendering his famous Megh tarana 
using Komal gandhar on that 
occasion in the RgmR fashion.  
In a tutorial of Megh by Pt. 
Gajananbuwa Joshi with his 
student Pt. Ulhas Kashalkar, we 
find him using the gmR phrase 
occasionally within the framework 
of Megh. We also find frequent 
PnPS usages reminiscent of 
Kanhada.  

Raga Kaunsi Kanhada 
Kaunsi Kanhada is a Sankeerna Raga. 
As the name suggests it is a blend of 
Kauns and the Kanhada angs, them 
being Malkauns and Darbari or 
Nayaki respectively. We also find a 
third kind of Kaunsi Kanhada which 
is sung from the Bageshree ang 
 

1. Malkauns Ang: 
A. Darbari Ang: 
This is the most popular variant of 
all Kaunsi Kanhadas in 
circulation. The evergreen “Rajan 
ke Sirtaj” and “Kaahe Karat Mose 
Barjori” are affiliated with this 
brand of Kaunsi Kanhada . 
However the exact grammar of 
this Raag has proven to be rather 
ambiguous and artists seem to 
adopt a whole host of 
phraseologies. The principal 
theme in this approach is 
supposed to be Malkauns in the 
ascent and Darbari in the descent, 
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i.e, SgmdnS and SdnP,mP,gmRS. 
However, a close inspection of 
bandishes and renditions will 
reveal that the sangatis employed 
often contradict the above theme. 
More accurately is a blend of 
Malkauns and Darbari in an 
aesthetically organic manner. 

We often find phrases like mgRS, 
and RgP and even sometimes a 
straight SndPmgR. 

That being said a quick outline is 
as follows: 

S (n)d, d nd S, ngS; (Malkauns) 
dnSR, nSR, S(n)d, dnS (Darbari) 
nS m, mgm RS, dnSm, mP, 
PgmRS 
gmd, dnP, Pmgm, mdnS 
SdnPm, mdnP, PmgmRS, Sgm, 
gmS 
 
B. Nayaki Ang: 
This version of Kaunsi Kanhada 
is sung with great zeal and gusto 
by artists from the Agra tradition.  
S(n)PnP S, mgS, (n)d, dm, 
dndnS; 
nSR, SRgRS, nSPnPS; dnSm, 
gmP, mP gm, gmRS 
nSmRS, PnPS; nSm, gmdm, 
gmnP, nPnmP, Pg, gmnP, 
PgmRS,  
dnSgmdm, mnP, gmRS, PnPS 

We find the Nayaki markers in the 
form of PnPS, gmnP, gmRS etc 
sangatis. 

Malkauns lakshanas require no 
explanation. 

 

2. Bageshree Ang: 
We find compositions of 
Annasaheb Ratanjankar in this 
version of Kaunsi Kanhada 
A swaroop outline is as follows 
S(m)g (m)g m, gmRS 
gmD, mD, Dm gmnP, gmD 
nDmnP, gmPgmRS 
gmD, mDnRS, PnPS, SPnP, mD, 
nDmnP, mPgmRS 

Raga Bhatiyar 
Bhatiyar is an early morning Raag 
whose Swaras are similar to the 17th 
Mela- Suryakantam of the Melakarta 
classification system as given by 
Pandit Venkatamakhi. 
The main differences arise based on 
the use of Madhyam. We find two 
major interpretations in circulation. 
The first using both madhyams, and 
the second only using Shuddha 
Madhyam.  
1. Both Madhyams: 

This is the standard Bhatiyar in 
circulation and is also the most 
popular of them all. The key 
phrasing is as follows: 
Sm, mP, mD PDN (D)P, DPm, 
mPG, GPDPG rS 
S(n)D, DmP, MDS, DNR,GRS, 
RND, DP, D(P)m, PG, GDPGrS 
Bhatiyar often uses some other 
phrases which aren’t typically 
mentioned when describing its main 
form. These are:PS; GmDP; 
mPDNrND; DNrGr 
2.Only Shuddh Madhyam: 

It has almost the same phrasing as 
the above version of Bhatiyar. 
The only major difference being 



ISSN-2348-5892         A Comparative Study of Ragas with Multiple Versions: Sangitika 
on the Basis of Various Recordings Available 

17 
 

the Uttarang launch. The MDS 
above is replaced with mDS here. 
All other lakshans are pretty 
much the same. 

There exists a third variety in which 
we find a composition of Annasaheb 
Ratanjankar that uses both Madhyams 
in a Lalit like fashion. Other than that, 
the Lakshans are typical of the first 
prakar mentioned above. 
Conclusion 
    Upon examining the above Ragas 
and their versions, we firstly realize that 
the Hindustani Raga music space is an 
interpretative space. We can 
hypothesize that Ragas develop 
different versions due to a few factors 
like: 
1. Individual perspective of artists of 

different Gharanas and creative 
expression. 

2. Inconsistency of Raga versions 
owing to the fact that Raga music 

developed before the media and 
communications era. 

3. The Hindustani tradition was an oral 
one where versions of complex 
Ragas were seldom ever 
documented on paper. 

4. Different interpretation of 
constituent Ragas of a compound 
Raga (A Raga with two or more 
constituent Ragangs). Kaunsi 
Kanhada for example attains 
different versions depending on the 
variety of Kanhada that is blended 
with Malkauns. Similar is the case 
with Ragas like Gaud Malhar and 
Ramdasi Malhar. 

5. Hindustani Ragas were not 
standardised till the late 19th 
century until the advent of 
musicologists like Pt. V.N. 
Bhatkdhande.  

The above reasons should thus help one 
develop a greater appreciation for Ragas 
and their versions in circulation.
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Classical Music in Bengal: 
(Ancient and Mediaeval Periods-Part II) 

  Dr. Suranjana Bhattacharyya (Basu). 
 
Abstract: Swami Vivekananda is a prophet of the modern age. His multi-faceted genius has 

created an indelible impact on many different spheres of modern civilisation. Music is one of 

these. His contribution is comparable to the practitioners of Ancient Indian Music which was 

deeply religious in nature. This paper tried to find out the musical details mentioned by ancient 

texts like Chaitanya bhagavata, Rajatarangini, Sangita Damodara, Brihaddarmma Purana, 

Brihat Bhashyam, Srikrishna Vijaya etc. This paper also discusses about different kinds of 

classical Dances and Music practiced in undivided Bengal at different Vaishnava and Shaiva 

temples since pre historic period. 

Key words: Samudra Gupta, Chandraketu Garh, Kalhana, Nartteswara, Deccan, 
Charya Padas   

Kshanadagitachintamani 
     It was compiled by the erudite 
Vaishnava devotee Biswanath 
Chakravarti in early eighteenth 
century (1705). Compositions of 
many Vaishnava poets have come 
down to us because of his efforts. 
Among them are Narottamdas 
Thakur, Vidyapati, Jayadeva, 
Brindabandas, Ramananda Roy 
Thakur.  
    Every song bears the name of a 
raga. This means they were meant to 
be sung. Among these are Kedar, 
Dhanasi, Baradi, Deshag, Bhatiari, 
Sriraga, Malhar, Kamod, 
Pathamanjari. 
Bhaktiratnakara      
      Narahari Chakraborty 
(Ghanashyamdas) was the most 
prolific and important author of 
musicological texts of Bengal in the 
Middle Ages. He wrote his books in 
the eighteenth century CE. 

    His books are in the Sanskrit 
language. These are 
‘Bhaktiratnakara’ (5th Taranga or 
Chapter), ‘Sangita Sarasamgraha’ 
and ‘Gita Chandrodaya’.  
   He  has profusely quoted from a 
large number of musicological texts 
among which are — ‘Sangit 
Damodara’, ‘Sangit Shiromoni’, 
‘Sangita Parijata’, ‘Sangita 
Muktavali’, ‘Panchama Sarasamhita’, 
‘Sangita Ratnamala’ and others. He 
has also taken help from works of 
Bharata, Kohala, Harinayaka to 
corroborate his theories. 
    He believed in mythological 
origins of music, i.e., Brahma, Shiva, 
Nandi, Narada, Rambha and others 
spread this music on the earth.  
    According to him, music has three 
components, Gita, Vadya and Nritya.  
   Other topics include Desi and 
Marga Sangit, Nada, Sruti, Swara, 
Grama, Murchhana. He has discussed 
Tana, Varna, Jati, Raga, Dhatu etc. 
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   Here we notice that there are certain 
differences in the names of Srutis and 
Murchhanas. The names have 
similarities with those given in 
‘Sangita Damodara’ of Subhankar. 
Naturally they differ with those in the 
Natyasastra. It is obvious that 
Narahari was familiar with the 
‘Natyasastra’, he has mentioned it. So 
these digressions were perhaps 
intentional.  
    Names of Srutis given are— 
Nandi, Vishala, Sumukhi, Bichitra, 
Chitra, Ghana, Chalonika, Sarada, 
Mala, Madhabi, Siva, Matangika, 
Maitreyi, Bala Kalaraba, Sarangaravi, 
Jaya, Rasa, Amrita, Matra and 
Madhukari. Narahari was aware that 
there were controversies regarding 
the origin of seven notes.  
   The erudite Vaishnava scholar has 
named the Murchhanas as follows— 
Lalita, Madhyama, Chitra, Rohini, 
Matangaja, Saubira, Varnamadhya, 
Sadjamadhya, Panchami, Matsari, 
Mridumadhya, Suddhanta, Kalavati, 
Tivra, Raudri, Brahmi, Vaishnavi, 
Nadavati, Vishala and Trishu. 
   While discussing ragas, the author 
places two opinions prevalent in 
Mediaeval Bengal, which is 
interesting. He has followed ‘Sangita 
Damodara’ of Subhankar in saying 
that there are six ragas and thirty 
raginis. He has elucidated six ragas 
and thirty six raginis from Narada’s 
Panchamsarasamhita — six main 
ragas are Malava, Mallar, Sriraga, 

Basant, Hindol and Karnata. Names 
of wives of six ragas have also been 
compiled. 
    Prabandha and their constituent 
parts are given in the text; but it is 
debatable, how many types of ancient 
Prabandhas, were cultivated in 
Bengal, in the eighteenth century. 
The author is not clear on this point. 
Regarding the types of Prabandhas, 
he relied on Harinayaka’s 
description. Following him, Narahari 
says that there are twenty six different 
types.He has described about fifteen 
types of gamakas. 
    According to him, Kshudragit has 
four varieties— Chitrapada, 
Chitrakala, Dhruvapada and 
Panchali. There are discussions about 
musical instruments mainly in the 
light of ‘Sangit Damodara’.  
      The two musicological texts, 
‘Sangita Sara-samgraha’ & ‘Gita 
Chandrodaya’ undoubtedly merit 
detailed discussion. For the present, 
they give very detailed and authentic 
information about musicological 
practices of late medieval Bengal. 
‘Sangita Sarasamgraha’ has six 
chapters. He has quoted from earlier 
musical texts as in ‘Bhakti 
Ratnakara’.  Two puranas were also 
consulted — the ‘Vishnu Purana’ and 
‘Srimad Bhagavata Purana’. All the 
three texts have discussions which are 
overlapping. They are also repetitive.  
      ‘Gitachandrodaya’ supplies us 
with interesting information 
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regarding Panchadhatu Prabandha. 
He has described this type of 
Prabandha in detail; this may allow us 
to conjecture that this type of 
Prabandha was popular in Bengal 
upto the late Middle Ages. It was 
made up of Udgraha, Melapaka, 
Dhruva, Antara and Abhoga. 
Possibly, due to a musical upheaval in 
Bengal, all the ancient types of 
Prabandhas fell into abyss. 
Padamritasamudra 
     This compilation was done by the 
eminent Vaishnava scholar and 
musician Sri Radhamohan Sen at the 
beginning of the eighteenth century. 
There are 746 padas in the 
compilation. Radhamohan is the first 
Vaishnava musician to have 
discussed Dhyanamurtis of ragas in 
‘Padamritasamudra’. He has given 
descriptions of ragas among which 
are Mallar, Kedara, Bhairava, Gouri, 
Pancham, Bibhas etc. 
   Here we are presenting the 
Dhyanamurtis of raga Barati or Barati 
as given in ‘Padamritasamudra’ and 
Somnath’s ‘Raga Vivodha’ (1609) 
respectively. 
  ‘Padamritasamudra’ - Barati —       
She is of fair-complexion, 
entertaining in nature, with bangles in 
her hands, swirling the chamara. She 
is beautiful in appearance; her ears 
are adorned with bunches of 
Dadhanasur flowers.  
In ‘Raga Vivodha’, - Barati — She is 
a young fair maiden, roaming in the 

forest searching for her husband. She 
is dressed in blue, সুষমা, happy like 
flowers on a tree.  
    Though there are similarities, 
subtle differences are noticeable, 
especially regarding the mood of the 
lady. In the first instance she is a 
damsel in distress. In the second 
instance she is in a happy, uplifted 
mood.  
         Just after Narahari’s time, there 
was a lot of political turmoil and 
Bengal entered into the modern 
period. Continuity was broken, 
influence of Hindustani Classical 
Music started to become more and 
more prominent. Ancient Hindu 
Music lost out to Muslim invasion 
and the resultant changes. The 
southern part of India carried on the 
tradition even if partially.  
Mangalkavyas 
     Mangalkavyas are poetic religious 
compositions singing praise of 
various gods and goddesses. They 
were mainly composed between the 
fifteenth and twentieth centuries.  
        Natis (female dancers) used to 
sing songs from Krishnaleela, 
especially love songs of Radha. In 
Ruprama’s ‘Dharmamangal’ we find 
a description of Tandava or Nati-
nritya. Ruparama Chakraborty’s 
‘Dharmamangala’ is a Mangalkavya 
of importance. Ruparam was born in 
the Purna Barddhaman district of 
West Bengal sometime in the 
seventeenth century.  
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   Nati-nritya was accompanied by 
several musical instruments. Among 
these were madal, mridanga, 
mandira, karatal, nupur etc.  
   Mangalkavyas contained 
mangalagitis. Kalidasa has referred to 
mangalagitas in his dramas in the 
Gupta age. Mangalkavyas were 
mostly set to Botta raga probably 
from Bottodesh (Tibet).  
Bishnupur Gharana 
Bishnupur gharana, the only music 
gharana of Bengal started to develop 
during the last twenty years of the 
eighteenth century. Bishnupur 
remained under the rule of the Malla 
dynasty for a very long period of 
time. The culture of classical music in 
Bishnupur has a long history.  
     Bishnupur is located strategically 
on the land-route between Vrindavan 
and Puri. It was customary for 
Vaishnava musicians from 
Brajadham to make a pilgrimage to 
Puri with the sole purpose of 
rendering songs at the feet of Lord 
Jagannath. They broke their journey 
at Bishnupur at the request of the 
Malla kings who had converted to 
Vaishnavism under the influence of 
Acharya Srinivas of Nabadwip. 
Moreover, the kings were 
connoisseurs of classical music and 
had musicians attached to the royal 
court.  
   Gradually the disciplined culture 
fulfilled all the criteria essential for a 
gharana tradition and became famous 

as the Bishnupur Gharana. This 
gharana was initially Dhrupad-based. 
But the practitioners of these gharana 
were unusually versatile. They 
became adept at singing Khyal, 
Tappa etc and also play many musical 
instruments like the pakhawaj, tabla, 
surbahar, Sitar, Esraj etc.  
    Some traditional ragas underwent 
local changes owing to the innovative 
tendencies of the Bengali-speaking 
race. Among them are Bihag, Basant, 
Purvi, Ramkeli. 
    In Bishnupur, the traditional belief 
is that, the Malla king Raghunath 
Singha II (1702-1712) invited a 
descendant of Tansen by the name of 
Bahadur Sen or Bahadur Khan to 
come and reside in Bishnupur. At this 
time the Mughal Empire was 
breaking down and the court 
musicians of Delhi and Agra were 
becoming homeless. He came to 
Bishnupur and started to teach the 
Dhrupad style of Hindustani Classical 
music. 
    The fountain-head of this gharana 
was Ramashankar Bhattacharyya 
(probably lived from 1761 to 1835 
CE). His sons and students carried on 
his legacy. In the second half of the 
nineteenth century Sri Kshetramohan 
Goswami, a foremost exponent of the 
gharana came to Kolkata and became 
the guru of Raja Sourindramohan 
Tagore, scion of the Pathuriaghata 
Tagore family. Bishnupur gharana’s 
music deeply influenced the musical 
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scenario of Kolkata in the beginning 
of the modern period.  
On The Musical Scales of the 
Hindus  by Sir William Jones (1793) 
      Sir William Jones was bewitched 
by the richness of Indian Culture and 
made a lifelong endeavour to delve 
into the depths of ancient Indian 
culture and music. He founded the 
Asiatic Society of Kolkata on 15th 
January 1784.  
      He took great pains to study old 
musicological texts; he was aided by 
a very famous Sanskrit scholar Pandit 
Jagannath Tarka Panchanan (1695 - 
1806) in his studies on Hindu Law, 
Sanskrit language and deciphering of 
Sanskrit musicological works.  
     Sir Jones was desirous of 
concentrating upon a few selected 
texts — the first one was ‘Sangita 
Damodara’ of Subhankar. We come 
to know from him that during his 
time, ‘Sangit Damodara’ reigned 
supreme among works on theory of 
music; but unfortunately he was 
unable to acquire an authentic copy of 
this text. As an alternative he decided 
to study ‘Sangit Narayana’ (author is 
Purushottam Misra of Orissa). This is 
because ‘Sangit Narayana’ quotes 
freely from ‘Sangit Damodara’.  
    He also consulted a Persian text 
‘Tohfat-ul-Hind’ by Mirza Khan. 
Jones tells us that Mirza Khan was 
well-versed in musicological texts in 
Sanskrit language like ‘Ragarnava’, 
‘Ragadarpana’ etc.; What he learned 
from them, he wrote down in his 
book. Jones makes a careful 

observation that it is not prudent to 
rely upon translations by Mughal 
writers because they were absolutely 
incapable of understanding the 
complexity and intricacies of the 
Sanskrit language. So their 
translations are bound to be incorrect 
and misleading.  
     Sir Jones was particularly 
impressed by Somnath’s ‘Raga 
Vivodha’. He was also familiar with 
Sarangadeva’s ‘Sangitratnakara’. He 
unerringly inferred that 
‘Sangitaratnakara’ precedes ‘Raga 
Vivodha’. This is no mean feat 
remembering that Kolkata was just 
starting to develop as the capital city, 
the atmosphere was not congenial for 
academic pursuits, there was severe 
lack of research material and for 
William Jones the language, the 
culture, the country, were all 
unknown and foreign.  
    He noted that all Hindu writings 
were somehow always related to god. 
The base of Indian music is 
‘Saamaveda’. The divine knowledge 
of music was given to the world by 
Lord Brahma and his consort goddess 
Saraswati. Muni Narada, a great 
devotee of Lord Vishnu played an 
important role in the spread of music. 
He is said to have invented the 
Kachchhapi Vina.  
      From his studies on ‘Sangit 
Narayana’ and ‘Raga Vivodha’ he 
came to the conclusion that music of 
different regions developed their own 
particular characteristics and ragas 
also underwent regional variations. 
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William Jones tells us that ‘Sangit 
Narayana’ expounds six ragas and 
thirty raginis.  
   The main six ragas are, — 
Bhairava, Malava, Sriraga, Hindol 
Deepak and Megh.  
Viharas and  Temples 
      We do get some evidences from 
temples. Unfortunately most of the 
temples are in ruins. So, it is 
impossible to construct a coherent 
history of the practice of music in 
Bengal from wall carvings and other 
features of temples. 
       The Buddhist Viharas which 
were established during the ancient 
period were constructed of bricks and 
covered with Terracotta plaques, an 
art form present in Bengal for about 
the last two thousand years. These 
plaques show among other objects, 
images of Gandharvas were 
Kinnaras, who were experts in music.  
     The temples of Bishnupur and 
Murshidabad shed some light on the 

importance of classical music and 
dance through the carvings on temple 
walls. Presence of Terracotta plaques 
depicting rasalila, kaliyadaman, 
Krishna playing on the flute,  
Nartteswar, musicians playing on 
instruments etc are evidences that 
classical music has an eminent 
position in worship of different 
deities.  
Conclusion  
Undivided Bengal has always been an 
integral part of the mainstream of 
Indian Culture and Indian Classical 
Music. Nevertheless, it retained it’s 
individuality. The residents of this 
region accepted the traditions and at 
the same time carried on with their 
own research; as a result they brought 
about many innovations in their 
practice of Indian Classical Music.  
The contribution of Undivided 
Bengal towards the practice and 
evolution of classical music is 
noteworthy.  
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Introduction 

Technological evolution of 
communication played a very 
important role in spreading of music  
at global level, breaking the 
boundaries and barriers 
geographically and culturally. 
People from different backgrounds 
get connected bridging gaps as 
music is a universal language with 
the power to evoke emotions. The 
regional limitation had to be crossed 
with the help of communication 
technology and its advancements to 
compose and share the music.  

The aim of this research paper is to 
explore the process of 
communication and technology 
being instrumental in the 
exploration of music across the 
globe. The determination of artists 
to entertain the wide range of 
audience with growing popularity of 
music gave raise to powerful 
communication tools extending the 

creativity crossing geographical 
limitations. 

Music as a Universal Language 
and Evolution of music. 
 Henry Wadsworth Longfellow 
wrote, “Music is the universal 
language of mankind”(Petrelli) 
Music is acting as a binding agent 
breaking cultural barriers unifying 
people. It has been an integral part 
of society.  It acts as a language 
beyond linguistics to communicate 
human emotions. Music has shaped 
the emotions, beliefs and 
interactions of people from ancient 
civilizations to current times. The 
evolution of the music is also 
closely dependent on advancements 
of technology and it’s been an 
interesting journey with time.  
Historical Significance of Music in 
Human Culture and Society: 

To understand the contributions of 
communication technology in 
music, we have to first understand 
the limitations and challenges faced 
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by music industry and artists. 
Knowledge of history and evolution 
of music is very essential for this. 

It’s been proven with evidence that 
music existed since ancient 
civilizations in human society and 
it’s been there since thousands of 
years (Rowbotham xi). The cave 
paintings depicting musical 
concerts, flute like instruments 
made from animal bones etc. are the 
various archaeological findings 
which proved that not only music 
but other creative aspects existed at 
those times.  

Music was being used not only for 
the sole purpose of entertainment 
but also to express emotions, narrate 
stories and transfer the values and 
culture from generation to 
generation. The history of  Ancient 
civilizations like Mesopotamia1, 
Egypt, Greece (Hemingway) and 
Rome holding deep  cultural and 
religious significance , using music 
in rituals, ceremonies and festivals 
by creating a unity in people and 
evoking a spiritual  atmosphere acts 
as a solid proof.  

Music acted as a form of oral 
tradition like Vedas to pass on the 
knowledge of history, legends and 
wisdom even before the advent of 
modern communication technology.  
Music was used to narrate stories of 

 
1 Goodnick-Westenholz,Joan et al. Music in  

Antiquity (Place of Publication:  

love and bravery, to preserve the 
heritage and culture of the societies 
by brads and troubadours in 
Medieval Europe.  

Efforts to preserve and spread the 
music in earlier times: 

The desire to preserve and protect 
any form of art is natural. A well 
written poetry can also be read as 
many times as possible. Musical 
compositions being a non-physical 
art form, it was difficult to capture 
and preserve it and share it with 
others. It is observed that people 
carved musical notations on stone 
tablets and carved pictorial 
representations in order to capture 
musical compositions. Discovery of 
the musical manuscripts and 
notations gives more insights of the 
musical practices of those times. 

The development of musical 
instruments has also played an 
important role in recording and 
disseminating music. The mass 
production of sheet music resulted 
in making music available for 
audience at a broader level. The 
invention of printing press in 15th 
century contributed enormously for 
this. The music was further 
revolutionized in late 19th and 20th 
centuries with the advent of sound 
recording technology.  

Walter de Gruyter GmbH, Berlin/Boston; Hebrew 

University Magnes Press, Jerusalem, 2014), 15,92 
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The evolution of music storage 
and channeling devices: 
The challenge of storing sound has 
been overcome using various 
inventions. We can realize how one 
challenge after the other was 
overcome by inventors across the 
world(Mazumdar) 
1. Printing Press: Invented by 

Johannes Gutenberg in Mainz, 
Germany, around 1440. This 
device not only helped in storing 
musical notes but also the other 
data. 

2. LP Discs: The long-playing disc, 
also known as vinyl record, 
introduced by Columbia Records 
in 1948.Better sound quality and 
longer play time was made 
available through this. 

3. Phonographs: Invented by 
Thomas Edison in 1877, for the 
first time a device could record 
and reproduce the sound 
(ivypanda) 

4. Radio: Guglielmo Marconi 
takes the credit for the invention 
of radio and he also made 
significant contributions in 
wireless telegraphy in late 1800s 
and early 1900s. 

5. Tape recorder and cassettes: 
The earliest known audio tape 
recorder was a non-magnetic, 
non-electric version invented by 
Alexander Graham Bell's Volta 
Laboratory and patented in 1886. 

6. Television: Wonderful 
invention by Philo Farnsworth in 
1927 and the broadcasts became 
more widespread in late 1930s. 

7. Mobile: A Motorola engineer 
Martin Cooper demonstrated the 
first cellular phone in 1973. It 
took several years to become 
commercially available.  

8. Internet: This term was coined 
in early 1970s. The modern 
internet we know today is 
evolved from several decades till 
it was made accessible to public 
in 1990s. 

9. CDs and DVDs: Invented by 
Sony and Philips in 1982 to store 
audio and video . (Sharpio et al 

03) 

The Augment of Music as a 
Profession with its Geographic 
Constrains. 

The transformation of music into a 
profession from recreational 
activity. For a longtime, music used 
to be a recreational activity until it 
became a respectable profession. 
Artists were considered as skilled 
individuals who created a joyous, 
divine atmosphere in festivals, 
gatherings and religious events. As 
the sense of culture and tradition 
increased, people started to 
recognize the music as valuable art 
form which led to rise of musical 
professionals.  

Art of music found a stable platform 
in the royal courts and aristocrats 
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during the Renaissance2 and 
Baroque periods3. Artists got 
financial support and recognition for 
their talents. The perception of 
music shifted from an entertainment 
mode to a legitimate occupation.   
Challenges and Geographical 
Limitations faced by Artists : 

Artists faced challenges in reaching 
people at a broader level despite of  
music raising as a successful 
profession. The geographic 
constrains stood as a major 
challenge in front of artists. At the 
time when the modern 
transportation was not yet invented, 
traveling to far regions in order to 
perform was impractical and 
challenging. This in turn created a 
limitation to the artists to expose 
them to diverse audiences and 
cultural influences.  

Due to the larger population, the 
demand for musical performances 
were often found in major cities and 
cultural capitals. Due to which, the 
availability of artists were also more 
in such places. Genuinely skilled 
artists from rural arears faced a 
challenging situation to procure the 
opportunities for recognition and 
growth in their career. These 
limitations can come in the way of 
hindering the development and 

 
2 Howard Mayer Brown and Louise K. Stein, Music in 

Renaissance (Upper Saddle River, NJ: Prentice Hall, 

1999), 82 

preservation of regional musical 
traditions and styles.  
Music Schools and their role in 
preserving and transmission of 
musical traditions:  

     The preservation and 
transmission of musical traditions 
were upheld by musical schools and 
teachers.  The role of these 
institutions were very crucial in 
training and developing the talented 
individuals as artists by providing 
solid classical music education.  

     Music schools stood as an 
opportunity for aspiring artists to 
refine their skill and obtain a 
detailed and deeper knowledge of 
their art. They became instrumental 
in preserving the traditional aspects 
of classical music. They also 
became a platform to exchange 
different musical styles and 
techniques.  

Role of Radio  and Television in 
Revolution of Music. 

There has been a significant role in 
shaping the music industry and 
influencing the way of musical 
creation, consumption and 
dissemination played by Radio and 
Television (Wenting 4).  

Music promotion and Exposure: 

Radio and television have been 
instrumental in promoting artists to 

3 Manfred F. Bukofzer, Music in the Baroque Era: From 

Monteverdi to Bach (New York: W.W. Norton & 

Company, 1947),370 
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wider audiences. Radio airplay and 
television appearances were the 
primary means for musicians to 
reach a broad audience before the 
advent of internet and streaming 
platforms. Increased visibility and 
record sales were lead by popularity 
gained through radio stations & TV. 

Invention of the radio proved to 
impact everyone involved in 
creating music from composer to 
audience.(Hawley 6) 

Hit Songs Creation:  

The technologies like radio and 
television has the power to turn a 
song into hit songs. Extensive 
airplay on radio or usage of a song 
as a popular theme for commercial 
or any TV show can make a song 
quickly become well known and 
gain widespread popularity.  

Live Performances and Concerts: 

Broadcasting live music 
performances and concerts, 
allowing artists to connect with their  
fans worldwide has assisted  artists 
immensely in  their music careers 
and music industry on the whole. 
TV and radio has been providing 
major platforms for artists to 
showcase their talent. 

Music Videos: 

The credit for rise in music videos 
goes to Television. Channels like  
MTV played  a significant role in 
popularizing music videos in 1980s 
and 1990s. They not only provided a 

visual representation of the song but 
also contributed in over all branding 
and image of the artist.  

Music Discovery and Curation:  

Radio being traditionally significant 
source of music discovery, radio 
hosts have the power to introduce 
new music to the audiences as well 
as curate the playlists that align with 
their station’s style. Curated music 
content is offered by television also, 
which helps viewers in discovery of 
artists and songs. 

Revolution of Music by Mobile 
Phones: 

The invention of mobile phones 
brought about a huge revolution in 
communication, transforming the 
interaction of people, information 
accessibility and source of 
entertainment with music. 
Proliferation and widespread of 
mobile devices has resulted in a 
paradigm shift with respect to music 
consumption and also leading the 
artists towards new opportunities.  

Mobile phones and their impact: 

Being ubiquitous tools for music 
consumption, the mobile phones 
enable users to access their favorite 
songs and artists wherever they 
want through the magical device in 
their pockets. The vast libraries of 
songs belonging to various genres, 
eras and cultures can be accessed 
just in few taps on the mobile 
screens.  
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Music enthusiasts can create 
personalized playlists as per their 
preferences and moods. Algorithms 
in streaming platforms suggest new 
songs as per their listening habits. 
This helps artists in reaching the 
audiences they might not have 
reached otherwise. 

(https://www.loveitcoverit.com) 

Ringtone Services and Digital 
Downloads: 

Apart from streaming, mobiles have 
provided other avenues for music 
distribution. Ringtones became 
popular methods for users to choose 
snippets of their favorite songs 
while the phone rings or notifies 
something. This added a revenue 
stream for artists and music industry 
on the whole.  

The Influence of Internet on 
Accessibility of Music and 
Collaboration. 

The impact of internet on music 
industry has opened up new avenues 
for creating, sharing , accessing and 
collaboration by creating a global 
community  of  music enthusiasts 
and artists. Internet is also great 
revolution in the field of music.  

Internet as a platform for Music 
and Artists:  

Artists can create and upload their 
music on a vast platform with the 
help of internet. Websites like 
Sound-Cloud, Band-camp, 
YouTube are the main platforms 

where musicians showcase their 
creativity to global audiences 
without the need of traditional 
record labels or physical 
distribution. Over the years, artists 
utilize platforms like Twitter, 
Instagram, TikTok, Youtube, and 
Facebook to generate movement in 
their careers. ( Holsbeck) 

The unprecedented wealth of music 
has been made available for the 
listeners from all corners of the 
world. Listeners can not only find 
their favorite artists on internet but 
also can share it with their  loved 
ones with the help of internet. This 
democratization of sharing music 
has helped the artists to  gain 
recognition and find niche 
audiences, challenging the 
dominance of  mainstream music.  
Streaming Services and their 
Impact:  
The consumption pattern of music 
got transformed as streaming 
services like Spotify, Apple Music, 
and Tidal came into market. The 
availability of music was made 
more affordable and convenient, 
where users could stream anything 
on demand out of vast catalogues. 
Streaming services are relying 
majorly on album sales, digital 
downloads, or radio play, music 
popularity is now measured based 
on streaming numbers.  
Facilitation of internet for 
Collaborations at Global Level. 

Unprecedented global collabora-
tions among musicians from 
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different parts of  the world has been 
facilitated by internet. Geographical 
constrains were dealt with internet 
and artists could connect and 
collaborate exchanging ideas, 
compositions and online recordings. 
Fusion of diverse musical styles 
started from this point, making the 
genre boundaries thinner and 
creating unique cross-cultural 
music.  

The artists from different continents 
can collaborate on one particular 
composition, including elements of 
traditional instruments, languages 
and rhythms which can result in a 
global musical experience. The new 
genres and sub-genres emerged out 
of this cross-pollination of musical 
ideas.  

Hypothesis:  

The hypothesis of this research 
posits that the advancement of 
communication and technology, 
particularly mobile phones and the 
internet, has revolutionized the 
music industry and enables the 
artists to  reach global audience, 
fostering cross-cultural musical 
exchanges.         

Relevance of the study:  

Studying the role of communication 
and technology in music is essential 
for unraveling the intricate ways in 
which musical elements convey 
emotions, cultural identities, and 
societal messages. From the 
collaborative communication 

among musicians to the expressive 
language of musical notation, it 
encompasses interpersonal, 
technical, and cognitive dimensions. 
Moreover, in the digital age, 
understanding how music is shared 
and consumed through various 
platforms is crucial. Whether in 
education, therapy, or 
entertainment, recognizing the 
communicative essence of music 
deepens our appreciation for its 
diverse influences on individuals 
and societies alike. 

Research Methodology:  

     Desk-Based Research or 
Literature Review.  Both terms 
capture the essence of conducting 
research primarily through the 
examination and analysis of existing 
written materials. If the focus is on 
analyzing a wide range of sources, 
including both blogs and books, the 
term "Desk-Based Research" might 
be more inclusive. However, since 
the emphasis is on academic or 
scholarly sources, "Literature 
Review" is a commonly used term. 

Findings: 
• Global Reach of Music: 

Communication technology, 
particularly mobile phones and 
the internet, has facilitated the 
global reach of music.  

• Revolution in Music 
Consumption: The advent of 
mobile phones and streaming 



ISSN-2348-5892        The influence of Communication and Technology in the field of Music  Sangitika 

31 
 

services has transformed how 
people consume music.  

• Role of Radio and Television: 
Traditional mediums like radio 
and television continue to play a 
significant role in promoting 
artists. 

• Music Industry Evolution: The 
research highlights the evolution 
of the music industry, from 
ancient times when music was 
primarily an oral tradition to the 
contemporary digital era where 
artists can independently 
showcase their work on 
platforms like Sound-Cloud, 
Band-camp, and YouTube. 

• Cross-Cultural 
Collaborations: The internet 
has facilitated unprecedented 
global collaborations among 
musicians, leading to the fusion 
of diverse musical styles.  

• Impact on Music Education: 
Music schools and teachers play 
a crucial role in preserving and 
transmitting musical traditions. 

The internet has further 
expanded opportunities. 

• Continuous Technological 
Evolution: The research 
acknowledges the continuous 
evolution of communication 
technology, promising to 
reshape the music landscape 
further.  

Conclusion: 

     In Conclusion, People from 
various corners of the world got 
connected breaking the physical, 
geographical and other barriers in 
one global village created by 
communication and technology. 
Production, distribution and 
experience of music has been 
transformed by allowing artists to 
find new audiences and sparking 
unparalleled musical collaborations. 
The continuous evolution of 
communication technology 
promises to further reshape the 
music landscape, inspiring fresh 
avenues for artistic expression and 
intercultural understanding. 
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Abstract: This paper aims to explore Kerala's rich musical tradition, focusing on the 
indigenous ragas that are still in use, especially for classical art forms like Kathakali. It 
also examines the ragas that exist only in names, but not in use. Further, our closer 
examination reveals an alarming sign of decline for several of the indigenous ragas, as they 
are only rarely used, predicting their ‘extinction’ in the near future. 
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Introduction  

     Kerala stands as a bastion of 
ancient arts and culture, where 
traditional instruments and 
practices, often unseen in other 
regions, find continued use, 
primarily within rituals. This 
preservation may stem from their 
integral role in these rituals. 
However, when these arts 
transition from ritualistic contexts 
to broader societal settings, they 
undergo transformation, some-
times for better or worse, leading 
to the gradual fading of old 
traditions. This cultural 
amalgamation arises from various 
sociological factors. While some 
forms of arts undergo refinement 
through adaptation, gaining new 
dimensions, others risk 
obsolescence as they diverge from 
their ritualistic roots. 

     Kathakali is a typical example 
of this. Kathakali, In its early 
stages, had borrowed costume 

designs, make-ups, and 
ornamentations from many art 
forms such as Koodiyattam, 
Yakshagana, Padayani, and 
others, and became extremely 
popular and outgrew all of these 
art genres. It also underwent a self-
refinement by reinventing all its 
elements, including costumes, 
acting, dance, and music. 
Resultantly,  other classical  art 
forms in South India, particularly 
Yakshagana, Ottan thullal, Kerala 
Nrutham, Padayani, and  
Koodiyaattam, started ‘borrowing’  
Kathakali-style costumes and 
make-up, as an attempt to innovate 
themselves. (Kaladharan 2002)  

     The purpose of this article is to 
look at Kerala's tradition in music, 
with special reference to   
indigenous ragas that are still in 
use, and that are still ‘extant’ 
through classical arts such as 
Kathakali, as well as those ragas 
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that exist only in names or texts. 
We, through scientific means, are 
also attempting to predict the 
future of these ragas and Kerala 
music if they are not well 
conserved within the next several 
years. 

     In the realm of Indian music, 
various treatises such as 'Sangeeta 
Ratnakara,' 'Sangeeta Makaranda,' 
and 'Sangeeta Parijatha' delve into 
the theoretical aspects of music. 
Bharata's 'Natya Shastra' 
extensively covers musical 
principles in its 28th to 34th  
chapters. The term 'Raga' finds its 
earliest mention in Matanga's 
seminal work, the 'Brihaddeshi.' 
While these treatises and their 
interpretations offer insights into 
the music of their respective eras, 
the original music or compositions 
may not have reached us in their 
pristine form. Preservation of this 
vast knowledge primarily relies on 
meticulous documentation and the 
rigorous training of the younger 
generation. While scriptures and 
books ensure the preservation of 
information in its original form, 
transmission through generations 
risks gradual alterations, so as to 
make it better or some times, 
worse. 

 

As we know, Indian music was 
split into two classes: Margi and 
Desi.  
Margi was the music that had quite 
strict rules and grammar, and was 
more ritualistic, whereas desi was 
the music of the commoners. 
According to Sangita Ratnakara,. 
Marga denotes the ancient 
practices given by Bharata in 
Natya Shastra. Desi Sangita refers 
to regional improvisations that 
diverge from traditional musical 
norms and rules. (Sarangadeva 
1175-1247).  

     The oldest traditional music 
form in Kerala is often regarded as 
the music of Koodiyattam (Nair, 
2008). Temple arts such as Koothu 
and Koodiyattam, along with their 
accompanying music, may appear 
primitive in comparison to 
contemporary classical music. 
According to Kallinathan (1430) 
Margi music is primarily dedicated 
to rendering Vedic mantras. MS 
Ramaswami Aiyar, in the preface 
of his own book, the English 
translation of Ramamatya's 
'Swaramelakalanidhi,' asserts that 
Margi music comprises only four 
notes and is intended for the 
recitation of Vedic mantras (Aiyar, 
1932). 

    Koodiyaattam utilises a 
repertoire of 20 ragas, some of 
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which overlap with those found in 
Sopana Sangeetam and other art 
forms like Krishnanattam and 
Kathakali. The twenty ragas are 
Muddan, Shreekantthi, Thondu, 
Aarthan, Indalam, Muralindalam, 
Veladhuli, Danam, Veeratarkan, 
Tarkan, Korakkurunji, Paurali, 
Poraneeru, Dukkhagandharam, 
Chetipanchamam, Bhinna-
panchamam, Shreekamaram, 
Kaishiki, Ghattanthari, and 
Anthari. (Manimadhava,1975) 

Among these, Shreekantthi, 
Indalam, Poraneeru, and 
Dukkhagandharam are also found 
in the temple music of Kerala, 
Sopana Sangeetam, albeit with 
slight variations in nomenclature. 
However, despite this overlap, the 
rendition of these ragas differs 
significantly between 
Koodiyattam and Sopana 
Sangeetam. While Koodiyattam's 
music aligns closely with the 
rendering of the Samaveda, 
Sopana Sangeetam exhibits a more 
melodious character compared to 
the traditional singing style of 
Koodiyattam. 
     According to Aiyar “The music 
of Kathakali preserves and ought 
to preserve the largest portion of 
what the Margi system stood in 
ancient days.” (Nair 2008). In 
order to preserve the Margi 

system, it's essential not to regress 
Kathakali music to the era of four-
note music. However, what led 
Ramaswami Aiyar to perceive this 
music as carrying remnants of an 
ancient system? The answer may 
lie in the manner of singing the 
Kathakalippadams. A discerning 
listener can distinguish between 
the styles of singing Carnatic 
Kamboji and Kamboji in 
Kathakalippadam. Although many 
Kathakali musicians today are 
proficient in Carnatic music, there 
remains a distinct difference when 
they sing Kathakalippadam in the 
traditional style. This unique style 
can be referred to as 
Kathakalippadam bani, or 
tradition.  
The singing style of 
Kathakalippadam is known as the 
Sopana Sangeetam style, a 
tradition followed by all 
predecessors of Kathakali except 
for Koodiyattam. Kathakali 
remained largely uninfluenced by 
the verbal aspects (vachika) of 
Koodiyattam, except for certain 
voice modulations adopted by 
characters during enactments. 
Instead, Kathakali's verbal 
expression is more musical, 
influenced by lineages such as 
Ashtapadiyattam, Krishnan-
aattam, and Ramanattam, (Kaimal 
2000)  



ISSN-2348-5892              Indigenous Ragas preserved in Kerala Sangitika 
                

36 
 

Sopana Sangeetam, also known as 
Sopanathil Pattu or Kottippadi 
Seva, is a form of ritualistic music 
performed in front of the sanctum 
sanctorum during pooja 
ceremonies. Initially rooted in 
devotional purposes, Sopana 
Sangeetam follows strict rules and 
regulations. The performance 
typically commences with 
instrumental accompaniment, 
known as Ganapathikkai, played 
on the percussion instrument 
called Itakka. (Ooramana, 2022) 
As the ceremony progresses, the 
musician sings compositions 
aligned with the time and rituals of 
the sanctum sanctorum while 
adhering to specific musical 
guidelines. A significant 
component of this ritual is the 
'tyani,' a hymn sung in the 
traditional couplet structure of 
Kerala music, marking the 
culmination of the Sopana 
Sangeetam performance. 
Kottippadi Seva, accompanied by 
the Samaya Raga system, was 
widely practiced in major temples 
across Kerala. (Panikkar, 2017)  

Sopana Sangeetam shares 
fundamental components like 
Sruti, Swara, and Tala with Indian 
classical music, yet it possesses 
distinctive characteristics. Unlike 
classical music, Sopana 

Sangeetam lacks extensive 
elaborations such as ragalapana, 
intense sangathis, or swara 
singing. This distinction is 
primarily due to the ritualistic 
purpose of Sopana Sangeetam.  

The evolution of Sopana 
Sangeetam unfolds across more 
than a millennium, witnessing a 
harmonious fusion of diverse 
musical instruments and genres. 
Understanding the origins of 
Sopana music entails recognising 
the significant cultural and 
linguistic affinities shared between 
Kerala and its eastern 
counterparts. This illustrious 
musical tradition boasts a rich 
history spanning over eighteen 
centuries, tracing back to the 2nd 
century (Poduval, 1983). Along its 
journey, this musical style has 
gracefully absorbed a myriad of 
influences, including ancient 
Thamizh music, folk melodies, 
and echoes of the music from the 
illustrious kingdoms of South 
India. 

While Kerala's roots are deeply 
intertwined with the Chera 
Kingdom, its cultural landscape 
has been shaped by the sway of 
various dynasties, from the Cholas 
to the Pandyas and eventually the 
Vijayanagar Empire. As a result, 
Kerala stands as a testament to the 
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amalgamation of South India's 
ancient cultures, serving as a 
veritable treasure trove of heritage 
and creativity that continues to 
thrive to this day. 

During the 7th to 9th centuries, 
Tamil Nadu, bordering Kerala 
across the Western Ghats, 
witnessed the musical expressions 
of three revered scholar-saints 
through their ‘Thevaram’ songs. 
These compositions were set to the 
structured framework of Tamil 
music, comprising 23 panns or 
ragas and approximately 12,000 
"Isais" or Janyaraagas. 
Tamizhagam, encompassing the 
Chera, Chozha, and Pandya 
regions, likely shared a common 

musical heritage due to natural 
cultural exchanges (Jayalakshmi 
2003). Notably, ragas in Tamil 
music, known as panns, bear 
striking resemblances to the ragas 
used in Sopana Sangeetam. For 
instance, the correlation between 
"Puraneermai" in Tamil panns 
and "Puraneer" in Sopanam music 
underscores this connection. 

Today, Kerala's Sopana music 
stands as the sole repository of 
these ancient panns, suggesting 
that Kerala encountered authentic 
pann music around the time of its 
inception. This highlights Kerala's 
pivotal role in preserving and 
perpetuating this rich musical 
tradition from its source. 

 

Table 1. Tamizh panns used in Thevaram  and their corresponding Ragas 
in Carnatic music and Sopana Sangeetam 

 

Panns in Thevaram. 
(Number of Thevaram 
hymns given in 
brackets) 

Similar  Carnatic 
ragas 

Ragas used in sopana 
Sangeetam  

Puraneermai  (21) srikanti Puraneer  
Kausikam (80) bhairavi Bhairavi  

Indalam (73) Nelita panchami Indalam  
Takkesi (69) kambodhi Kamodari  
Nattaragam (62) Panthuvarali Panthuvarali  

Nattapalai (37) Natakurinji Naatakurinji  
Pazhampanchuram  (46) Sankarabharanam Sankarabharanam 
Gandharapanchamam  (76) Kedaragoulai kedarapanthu 

Panchamam  Ahari Ahari 
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Panns in Thevaram. 
(Number of Thevaram 
hymns given in 
brackets) 

Similar  Carnatic 
ragas 

Ragas used in sopana 
Sangeetam  

Pazham thakka  ragam (54) Sudha saveri ---- 

Ceekamaram  (82) Nathanamakriya  Nathanamakriya  
Vyazhakurinji   (17) sowrashtram Sowrashtram  
Megaragakurinji  Neelambari  Neelambari 

Kurinji (61) Malahari  Malahari 
Aandalikurinji  (38) Saila desakshi  ---- 
Cevvazhi  (13) Yadukulakambodhi Erikila kamodari 

Centurithi (65) Madhyamavathi Madhyamavathi 

      

     During the Bhakti movement 
led by Chaitanya Deva and his 
followers from Bengal to southern 
India, the timeless epic "Geetha 
Govindam" by Jayadeva traversed 
along with them, captivating 
hearts with its pristine Sanskrit 
verses and profound content. In 
Kerala, this poetic masterpiece 
was embraced alongside its 
enchanting musical rendition. 
Even today, in the Malayalam 
publications of "Gita Govindam" 
we find a harmonious convergence 
of ragas commonly found in both 
Kerala and Odisha.(Glynn 2001) 
This enduring resonance across 
regions underscores the universal  

 

 

allure and enduring relevance of 
this timeless work of art. 

    Kottippadi seva and Gita 
Govindam. 

     Until the singing of the tyani 
during Kottippadiseva, the 
practice retains its deeply 
ritualistic essence. Following this 
ritualistic part, the atmosphere 
lightens, granting the musician a 
degree of freedom to weave simple 
devotional melodies until the 
sanctum sanctorum's doors 
unlock. It is during this interlude 
that the soul-stirring melodies of 
Ashtapadi find their way into the 
sanctum, seamlessly intertwining 
with the fabric of Sopana 
Sangeetam. 
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Table 2: The table illustrates the similarities among the raga names 
in the Odisha music derived from the Audhramagadhi style (Dheeraj 
2015) and the Sopana ragas and Carnatic ragas   

No 
 

Gita Govindam 
padams 
 

Ragas used in 
Gita Govindam at 
Odisha  

Ragas 
mentioned in 
Gita Govindam 
books in 
Malayalam 
(Jayadeva 
2023) 

The ragas 
used in 
present 
Sopana 
Sangeetam 
(most of them 
are Carnatic 
ragas ) 

1 Pralayapayodhijale malava or 
malavagouda 

Malava/ 
Malavi 

Sourashtram 
 

2 Sritakamalakucha 
mandala 

Mangala 
Gujjari or Gurjari 

Gurjari 
 

Bhairavi  

3 Lalitalavamga Basanta Vasantha  Vasantha-
bhairavi  

4 Chandana 
charchitha 

Ramakiri or 
Ramakeri 

Ramakriya  Natha-
namakriya  

5 sancharadadhara Gujjari or Gurjari Gurjari  Thodi  
6 Nibhruta 

nikunjagrham 
Gundakiri or 
Gundakeri or 
Malavagauda 

Guntakriya  Kamboji  

7 Mamiyam chalitha Gujjari or Gurjari Gurjari/Gujji Bhupalam  
8 Nindathi 

chandanam 
Karnnata  Karnnata  Sourashtram  

9 Radhika tava virahe Desakhya or 
Desakṣa 

Desakshi  Desakshi  

10 Vahati malaya 
samire 

Desi Baradi or 
Desa Baradi 
or Panchama 
Baradi 

Varali Ananda-
bhairavi  

11 Rathisukha sare  Gujjari or Gurjari Gouda  Kedaragoula  
12 Pasyathi disi disi Gundakiri or 

Gundakeri 
Sankara-
bharanam 

Sankara-
bharanam  

13 kathita samayepi Malava or 
Malavagauda 

Aahari  Aahari  

14 smara samarocita Basanta Kedarapanthu Saranga 
15 samudita madane Gujjari or Gurjari Mukhari Saveri  
16 Anila tarala 

kuvalaya nayanena 
Baradi or Desa 
Baradi or Desee 
Baradi 

Punnagavarali Punnaga 
varali  

17 Rajanijanita: Bhairabi Malahari Arabhi  

about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
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No 
 

Gita Govindam 
padams 
 

Ragas used in 
Gita Govindam at 
Odisha  

Ragas 
mentioned in 
Gita Govindam 
books in 
Malayalam 
(Jayadeva 
2023) 

The ragas 
used in 
present 
Sopana 
Sangeetam 
(most of them 
are Carnatic 
ragas ) 

18 Harirabhi sarathi  Gurjari or 
 Ramakeri 

Madhyama-
vathi  

Yadukula-
kamboji  

19 Vadasi yathi  Desi or Desa 
Baradi 

Mukhari Mukhari  

20 Virachita chaṭuva Basanta Bhairavi Kalyani  
21 Manjuthara 

kunjalatha 
Baradi or Desa 
Baradi 

Varali Varali  

22 Radhavadana 
viloka 

Baradi Madhyama-
vathi  

Madhyama-
vathi  

23 Kisalaya 
sayanathale 

Ramakiri or 
Ramakeri or 
Bibhasa 

Vibhas  Natha-
namakriya  

24 Kuru yadunandana Ramakiri or 
Ramakeri 

Mangalakausiki  Mangalakausiki  

Upon examining the Table 1, it 
becomes evident that the 
indigenous ragas of Kerala are 
scarcely represented. However, 
all Kerala ragas find a space in 
Sopana Sangeetam, particularly 
in the Tyanis, which constitute 
the ritualistic component of this 
musical tradition. Desakshi, 
Srikanti, Nalattha, Malahari, 

Ahiri, Bhupali, Samantha 
Malahari, Natta, Andhari, 
Puraneer, and Andhali are 
among the ragas employed in the 
ritualistic segment of Sopana 
Sangeetam (Nayar, 1986).  

Although these ragas continue to 
be utilized in Sopana Sangeetam, 
their adherence to their original 
form remains uncertain. 

Table 3: The indigenous ragas used in Kathakali 

No  Raga  Remarks  Kathakalippadam  
1 Indalam  It is the janya of 

Natabhairavi 
(Attoor1995).It can 
reasonably be assumed 
that Raga Indalam of 

Uthishta thishta 
(kiratham) 

about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
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No  Raga  Remarks  Kathakalippadam  
ancient Tamil Music, is 
the Indalam  of  
Kathakali. 

2 Puranira  Considered as the janya 
of Harikamboji. Would 
seem to be essentially a 
Kerala  raga.  

Namasthe buusura 
moule 
(santhanagopalam) 

3 Indisa  A janyaraga of 
Natabhairavi – to be 
distinguished from the 
Ghanta of Carnatic  
music  which  is  a janya  
of  Todi.     

Vanarendra jayajaya 
(bali vijayam) 

4 Ghantaram A janyaraga of 
Natabhairavi – to be 
distinguished from the 
Ghanta of Carnatic 
music which  is  a janya  
of  Todi.    

Sivasiva  enthu cheivu 
(nalacharitham) 

5 Padi  Padi in Kathakali music 
is a janya raga of 
Harikamboji. In Carnatic 
music paadi is a janya 
raga of 
Mayamalavagoula. 

Malini ruchiraguna 
salini 
(keechakavadham ) 

6 Kanakurinji  Janya raga of 
Harikamboji .Somewhat 
similar to Neelambari in 
Carnatic music in 
Thamizh music it is 
Megharaga kurinji  

Dhathree nayaka 
bhavante (sundari 
swayamvaram)  
(Potti 1886) 

7 Maradhanasi  Janya of raga 
Kharaharapriya. Rarely 
used raga ,only seen in 
Kathakali. 

Dayithe kel  
(Nalacharitham) 

8 Samantham
alahari  

Janya of Raga 
Sankarabharanam. 
Considered as the 

Vruthra vairi nandana 
(narakasura vadham) 
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No  Raga  Remarks  Kathakalippadam  
indigenous raga of 
kerala   

9 Gopikaavas
antham 

A janya of Harikamboji 
raga  

Kantha krupalo 
(keechaka vadham) 

10 Navarasam  This is quite the same as 
raga Navaroj of the 
Carnatic system, both 
being derived from  
Sankarabharanam, and  
usually  sung  in  
Madhayama Sruti. 

Nallarkulamaniyum 
(kirmmeera vadham) 

11 Goulipanthu Janya of 
Mayamalavagoula  

(Orunalum 
niroopithamalle 
nalacharitham) ( 
Geetha,R 2010) 

12 Usaani  Janya of 
Kharaharapriya  

Medina deva 
(Nalacharitham) 

13 Vasantha-
bhairavi 

Janya raga of 
Vakulabharanam.  

Vasa vasa sootha 
(nalacharitham) 

14 Desakshi  Janya of harikamboji  Ninakku kusalam bale 
(nalacharitham) 

15  Mangala 
koausiki  

Janya of 
Mayalalavagoula,  

Re re porinai vada 
(kirmmeeravadham) 

16 Dhanasi  Janya of raga Thodi 
.Equalent to the raga 
dhanyasi in Carnatic 
music. 

Manyamathe(nalachar
itham) 

17 Mahuri  It is a Sudhamela ragam 
called Sreegatham 
(Aattoor, 1995) 

Srunutha ningal 
vachanam me 
(panchali 
swayamvaram ) 
(kaimal 2000) 

18 Sreekanti  Sudhha melaraga- 
Varsham (Attoor 1995) 

Not in use  

19 Surutti 
mallari  

No data available  Not in use 

20 Poorvvali  Sankeerna melam 
Poorva varali (Attoor 
1995) 

Not in use  
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Indigenous Ragas used in 
Kathakali from its inception to 
the present:  a quantitative 
approach. 

A close examination reveals that 
Kathakali scripts of 17th and 18th 
centuries featured more 
indigenous ragas, (eg: Puraneer, 
Indisa, Desakshi etc.) compared 
to the Kathakali padams of the 
present times. However, as time 
proceeded, more and more 
Carnatic ragas entered into the 
scenario, slowly replacing the 
indigenous ragas at an alarming 
rate; even the exponents of  
Kathakali music are unable to 
precisely sing some of the ragas 
like Indisa, Gopika vasantham, 
kaanakurinji, indalam etc. We 
performed a quantitative 
assessment of the situation, 

collecting data from 17th to 21st 
century. The percentage of 
indigenous music shows a 
perceptibly declining trend as 
time proceeds. In this 
connection, a predictive 
regression analysis was carried 
out with centuries drawn on the 
X axis and the percentage of 
indigenous ragas on the Y axis. 
The assessment gives us an 
alarming signal to the effect that 
if the decline in percentage of 
indigenous ragas continues at the 
same rate, then these ragas might 
face the threat of “extinction” 
within another three decades (Fig 
1 and the regression analysis 
given underneath); by  2050 for 
instance, the percentage of 
indigenous ragas might fall to 
less than 1%! (Table 4; Fig 1). 

Table 4: Shows the data on the percentage of indigenous ragas in Kathakali 

from 17th to 21st century. 

No Name of attakkatha and 
author  

 Century  Indigenous 
Ragas 

Carnatic 
Ragas 

1 Bakavadham by Kottayam 
Thamburan 

mid of 17th century 
(Bolland 1996) 

17th century  10  

(45.45 %) 

12  

(54.54%) 

2 Kirmmeera vadham, (the 
second aṭṭakkatha of  
Kottayathu Thamburan) 
(mid of 17th century ) 

17th century 10 (43.47%) 13  

(56.52%) 
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No Name of attakkatha and 
author  

 Century  Indigenous 
Ragas 

Carnatic 
Ragas 

3 Ambareesha charitham, 
Aswathi thirunal 
RamaVarma  (1756-1794) 

18th century  7 (33.33%) 14 (66.66%) 

 

4 Keechaka vadham,  
irayimman thambi  (1782 
October 12 –1856 July 29) 

18th century  8 (38.09%) 13 (61.9%) 

 

5 Kamsa vadham,  
Kilimanoor Valiya koyi 
thamburan (1845–1914) 

19th century  5 (23.81%) 

  

16 (76.19%) 

  

6 Kiratham, Irattakkulangara 
Rama Varier 19th century  

19th century 5 (35.71%) 

 

9 (64.29%) 

 

7 Kuchelavrutham, 
Muringoor Sankaran Potti 
(1843 -1905)  

19th century 6 ( 37.5%) 10 (62.5%)  

8 Karnna sapatham, new 
aṭṭakkatha Maali 
(Madhavan Nair) 20th 
century (1914–199) 

20th century  3 (13.04 %) 20 (86.95%)   

9 Arjuna vishada vrutham , 

Vaikom P Rajasekharan  

21st century  5 (14.29%) 

  

30 ( 85.71%) 

 

10 Divya karunnya charitham,  

Fr. Joy Chencheril and 
Radha Madhavan 21st 
century  

21st century  3 (17.64%) 

  

14 (82.35%) 

 

Fig 1: Regression graph showing the temporal sequence in decline in 

percentage of indigenous ragas during the period from 17th to 21st century: 

 

Regression equation:  

Y = -7.520*X + 172.4,  

with the slop significantly  

non-zero with  

P <0.0003   
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To conclude, the foregoing session 
has given an overview of the 
indigenous ragas (referred to also as 
“Desi ragas”) that were instrumental 
in giving a characteristic (regional) 
flavour to the art forms in general, 
and music in particular. This paper 
presents a quantitative analysis of 
the concerning trend of replacing 
indigenous ragas with Carnatic 

ragas. It underscores the importance 
of maintaining traditional 
conventions in selecting ragas for 
composing new Kathakali 
Attakkathas and preserving the 
mentioned ragas in the traditional 
Attakkathas. By adhering to these 
practices, we can safeguard 
indigenous ragas through this art 
form. 
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x.  Krsṇakkaimal, Aymanam. Kathakaḷi Vijnanakosam. Vol. 1. 1 vols. Kottayam, kerala : Granthakartha 

(Current, Kottayam) , 2000.  
xi. Manimadhava, Chakyar c. natyakalpadrumam. Vol. 1. Thrissur, Kerala: Kerala kalamandalam, 1975.  

xii. Nayar R B. “Music of the Sopanam.” The Journal of the Music Academy 65 (December 15, 1986): 
68–75.  

xiii. Ooramana, Marar Rajendran. Sopana Sangeetam. Vol. 1. Perumbavoor, Kerala: Yes Press Books, 
2022.  

xiv. Panikkar, Kavalam Narayana, and V Sulini Nair. Sopanatatvam . 1st ed. Vol. 1. New Delhi, New 
Delhi: Amaryllis, 2017.  

xv. Ramaswami, M S, trans. Swaramelakalanidhi of Ramamatya . Vol. 1. Chidambaram, Tamilnadu : 
Annamalai university, 1932.  

xvi. Vasudeva, Poduval. “Music of Kerala and Other Essays, by R Vasudeva Poduval.” Chennai, 1983. 

. 

 



ISSN-2348-5892                 Sangitika 
  

46 
 

e`naxe~ Lora= oknu ^^rU;korZue~**  
MkW- ch- lR;oj izlkn 

vflLVsUV çksQslj] ok| foÒkx 

laxhr ,oa eapdyk ladk; 

dk'kh fgUnw fo'ofo|kYk;] okjk.klh 
 

lkj&la{ksi eǹaxe~ nf{k.k Hkkjrh; 'kkL=h; laxhr dk lokZf/kd yksdfiz; vou) ok| gS] ftldk iz;ksx 

izkphu dky ls xk;u] oknu] u`R;kfn fo/kkvksa ds lkFk laxfr gsrq gksrk vk jgk gSA ;g vkdkj&izdkj 

esa mÙkj Hkkjrh; 'kkL=h; laxhr esa iz;qDr izkphu vou) ok| i[kkot ¼e`nax½ ds yxHkx leku gSA 

dukZVdh laxhr esa izpfyr xku fo/kkvksa Hktue~] dhrZue~] jkxe~&rkue~&iYyfo] Ñfr vkfn dh laxfr 

gsrq eǹaxe~ loksZUur vou) ok| gSA 

nf{k.kkR; laxhr esa eǹax dh LorU= :i ls ,dy&oknu izLrqr djus dk izpyu ugha ds cjkcj jgk 

gSA ijUrq xk;u&oknu ds dk;ZØe ds nkSjku eǹaxe~ oknd dks bruk le; feyrk gS ftlesa og viuh 

dyk dk izn'kZu dj lds] ftls RkU;korZue~ dgrs gSaA foxr n'kdksa esa mÙkj Hkkjrh; vou) ok| rcyk 

,oa i[kkot dh Hkkafr gh eǹaxe~ esa Hkh Lora= :i ls Lora= oknu izLrqr djus dh izFkk izpkj esa gSA 

;|fi bl Lora= oknu esa rky ,oa y; dh Lora=rk eǹaxe~ oknd dks jgrh gS] rFkkfi bldk Lo:i 

rU;korZue~ ds leku gh jgrk gSA vr,o eǹaxe~ Lora= oknu  dks rU;korZue~ dk gh o`gn :i dgk 

tk ldrk gSA 

eq[; “kCn & rU;korZue   

rU;korZue~%& 

     rU;korZue~ 'kCn ^^rfu&vkorZue~** ls 

feydj cuk gS] ftlesa ^ruh* dk vFkZ gS%& 

^^vdsyk ¼Alone½** rFkk vkorZue~ ls rkRi;Z 

rky vorZu ls gS ftlesa laxfr dh tk jgh 

gksrh gSA ;g nf{k.k&Hkkjrh; laxhr lHkk dk 

cgqr gh egRoiw.kZ Ik{k gSA ftlesa xk;d 

vFkok oknd vius lkFk laxfr dj jgs 

e`naxkfn vou) okndksa dks viuh IkzLrqfr ds 

e/; Lora= :i ls oknu djus gsrq volj 

iznku djrk gSA ;g le;kof/k vYi gksrk gS 

ftlesa e`naxe~ oknd viuh bPNkuqlkj 

fofo/k tkfr] xfr] ;fr bR;kfn xf.krh; 

iz;ksx rFkk fofo/k jpuk iz;ksx ls dk;ZØe 

dks vkd"kZ.kh; cukrk gSA bl rU;korZue~ esas 

e`naxe~ iz/kku ok| gksrk gS rFkk dk;ZØe esa 

iz;qDr vU; mi ok| ?kVe] dathjk] eksjpaax 

vkfn ok|ksa dk izfrfuf/kRo djrk gSA 

lk/kkj.kr;k eq[; Ñfr ftlesa rU;korZue~ 

izLrqr fd;k tkrk gS mlesa iz;qDr rky gh 

rU;korZue~ esa iz;qDr gksrk gSA bl izdkj 

rU;korZue~ dh bl izLrqfr esa e`nxe~ oknd 

dks mlh rky esa viuh Lora= izLrqfr nsuh 

gksrh gS ftlesa eq[; dykdkj xk;u vFkok 

oknu izLrqr dj jgk gSA dykdkj xk;u 

vFkok oknu izLrqr dj jgk gSA blh izdkj 

izLrqfrdj.k dh y; Hkh eq[; dykdkj ds 

bPNkuqlkj gksrh gS ftlesa oknu izLrqr 

djuk dHkh&dHkh e`naxe~ oknd ds fy, 

pqukSrhiw.kZ gks tkrk gSA rU;korZue~ izLrqfr 

Øe esa e`naxe~ oknd fofo/k tkfr ,oa xfr 

Hksnksa dk iz;ksx dj viuh izLrqfr ls fo}rk 

,oa dyk&dkS'ky dk ifjp; nsrk gSA 

rU;korZue~ izLrqr djrs le; Ñfr dk 

vkjEHk LFkku ¼,MqIiq½ vFkok Ñfr dk vU; 

dksbZ LFkku ftlds vk/kkj ij eq[; dykdkj 

LojdYiuk dk foLrkj djrk gS] e`naxe~ 

oknd ds fy, eq[; x`g LFkku gksrk gSA 

vr,o e`naxe~ dykdkj ,MqIiq dks /;ku esa 

j[kdj gh fofo/k y;kRed foLrkj] 

jpukvkfn dk iz;ksx viuh izLrqfr esa djrs 

gSaA 
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     lkekU;r;k nf{k.k Hkkjrh; 

lHkkxku&dk;ZØeksa esa rU;korZue~ Lora= 

vou) oknu dyk dk ,d izk:i gksrk gS 

ftlesa eq[; dykdkj viuh izLrqfr ds e/; 

esa laxrdrkZ e`naxe~ dykdkj dks LorU= 

:ils izLrqfrdj.k gsrq dqN le; iznku 

djrk gS ftlesa iz;qDr rky ,oa y; dk 

fu/kkZj.k iz/kku dykdkj ds eq[; Ñfr ds 

vuqlkj gh gksrk gS] ftlesa e`naxe~ oknd dks 

viuh lqfo/kkuqlkj y; ,oa rky ifjorZu dh 

dksbZ Lora=rk ugha gksrhA y; ,oa rky 

voUk) ok| oknu ds nks loZizeq[k vk/kkj 

LrEHk gSaA vr,o rU;korZue~ dh bl fØ;k 

dks ftlesa e`naxe~ oknd dks rky] ,oa y; 

dh Hkh Lora=rk ugha jgrh] Lora= oknu u 

dgdj dsoy ,dy oknu dguk mfpr 

izrhr gksrk gSA 

     e`naxe~ ,dy oknu ¼rU;korZue~½ dk 

;wa rks dksbZ fuf'pr izk:i ugha gS] rFkkfi 

fo}kuksa ds ,dy oknu izk:iksa dk Jo.k dj] 

fofo/k iqLrdksa] lk{kkRdkj vkfn ds ek/;e ls 

rU;korZue~ dks le>us dk iz;kl fd;k x;k 

gSA lkekU;r;k eq[; dykdkj }kjk e`naxe~ 

oknd dks nl ls chl feuV dk le; fn;k 

tkrk gS ftlesa e`naxe~ dykdkj eq[; 

dykdkj ds }kjk izLrqr jpuk] Hkko] euks/kekZ 

bR;kfn ls iw.kZ izHkkfor jgrk gS rnksijkUr 

og viuh dyk esa iz;qDr rky ,oa y; esa 

uM+bZ LFkkfir dj fofo/k loZy?kq izdkjksa ls 

mldk foLrkj djrk gSA foLrkj ds bl Øe 

esa e`naxe~ oknd eq[; dykdkj dqN fuf'pr 

ikVo.kksZa ¼ikVkUrje~½ dk iz;ksx djrs gq, 

lkSUn;Ziw.kZ <ax ls dqN tkfr ,oa xfr Hksnksa 

dk Hkh iz;ksx djrk gSA chp&chp esa uM+bZ 

esa iz;qDr o.kksZa ls gh NksVs&NksVs rhjekue] 

eqDrbZ bR;kfn dk iz;ksx Hkh fufgr gksrk gSA 

     lk/kkj.kr;k e`naxe~ ,dy oknu 

vFkkZr~ ^rU;korZue~* ds eq[; :i ls rhu 

pj.k gksrs gSa%& izkFkfed pj.k ifjp; cks/kd 

gksrk gS ftlesa foyEc dky ¼Slow Tempo½ 

esa e`naxe~ oknd loZizFke Loj;qDr o.kksZa ls 

;qDr ,d lewg fu/kkZj.k dj izLrqfr dj.k 

dh Hkwfedk j[krk gSA tks rky ds Lo:i dks 

Hkh iznf'kZr djrk gS] ftls uM+bZ dgrs gSaA 

uM+bZ LFkwy :i ls fgUnqLrkuh rkyksa ds Bsds 

ds le:i gh iz;ksx gksrk gSA vUrj dsoy 

;gh gksrk gS fd Bsds ds cksy LFkkbZ jgrs gSa] 

ijUrq uM+bZ esa iz;qDr o.kksZa dk fu/kkZj.k 

dykdkj ds euks/keZ ij fuHkZj djrk gSA 

nks&pkj vkorZu uM+bZ ctkus ds ckn e`naxe~ 

dykdkj rky ds vfUre ,d ;k nks ek=kvksa 

esa dqN izokg ;qDr VqdM+ksa dk iz;ksx djrk 

gS ftls loZy?kq dgrs gSaaA bl izdkj fofo/k 

loZy?kq izdkjksa ds iz;ksx ls e`naxe~ oknd 

viuh izLrqfr dk foLrkj djrk gS rFkk 

chp&chp esa NksVs&NksVs frgkbZ] eksgjk] eqDrS] 

dksjoS dk Hkh iz;ksx djrk gSA izLrqfrdj.k 

ds e/; pj.k esa oknd dykdkj viuh 

y;kRedrk ,oa ckSf)d dkS'ky dk izn'kZu 

djrk gSA ;g pj.k ^e/;&dyk* ls ;qDr 

gksrk gS ftlesa e`naxe~ oknd dqN fuf'pr 

loZy?kq izdkjkas dk fofo/krkiw.kZ iz;ksx dj 

mldk foLrkj djrk gSA rRi'pkr~ e`naxe~ 

dykdkj frJ uM+bZ] [kaM uM+bZ] feJ uM+bZ 

,oa ladh.kZ uM+bZ izdkjksa esa ls fdlh ,d dk 

vFkok dHkh&dHkh ,d ls vf/kd uM+bZ izdkjksa 

dk iz;ksx iwoZ fu;ksftr ;kstukuqlkj ;k 

le; o laxhr jfldksa ds bPNkuqlkj Hkh 

djrk gS] ftlesa fofo/k izdkj ds eksgjk o 

dksjobZ dk Hkh iz;ksx fd;k tkrk gSA 

rRi'pkr~ eq[; uM+bZ ¼prL= uM+bZ½ dk 

okil oknu djrs gSaA 

     izLrqrhdj.k dk rhljk o vfUre pj.k 

,dy oknu ds lekiu dk ladsrd gksrk 

gSA ftlesa nzqr xfr esa dqN VqdM+ksa 

¼izokg;qDr o.kksZa ds lewg½ dks dqN vkorZu 

rd oknu djus ds i'pkr~ cM+k eksgjk 

¼lkekU;r;k pkj vkorZu rd½ ctkdj] 

dksjobZ ls lekiu djrs gSa tgk¡ eq[; 



ISSN-2348-5892               eǹaxe~ Lora= oknu ^^rU;korZue~**  Sangitika 
  

48 
 

dykdkj ds Ñfr ds ,MqIiq ¼xzg LFkku½ ls 

iqu% vkdj feyrs gSaA 

e`naxe~ oknu esa iz;qDr jpuk,¡%& 

     rU;korZue~ nf{k.k Hkkjrh; 'kkL=h; 

laxhr lekjksgksa vFkok dk;ZØeksa esa 

xk;u&oknu vkfn fo/kkvksa ds lkFk laxfr 

dj jgs e`naxe+ oknd dk ,dy oknu gksrk 

gSA blesa e`naxe~ dykdkj iz;qDr Ñfr ds 

lkFk iz;ksx fd, tk jgs rky eas eq[; 

dykdkj dh bPNkuqqlkj eǹaxe~ dk 

,dy&oknu izLrqr djrk gSA e`naxe~ 

,dy&oknu dk dksbZ fuf'pr Lo:i ugha 

gksrkA ;g dykdkj ds euks/keZ] eq[; 

dykdkj }kjk iz;qDr Ñfr] y;] rky ,oa 

ifjfLFkfr ij fo'ks"k :i ls fuHkZj djrk gSA 

ftl izdkj laxfr esa e`naxe~ dykdkj mit 

vk/kkfjr laxfr iznku djrk gS mlh izdkj 

rU;korZue~ dh izLrqfr esa Hkh mit vk/kkfjr 

jpukvksa] tkfr] xfr&Hksnksa] izLrkj bR;kfn 

dk iz;ksx fd;k tkrk gSA e`naxe~ okndksa 

}kjk vius oknu esa iz;qDr dqN jpukvksa ,oa 

mudh fo'ks"krkvksa dks mnkgj.kkuqlkj le> 

ldrs gSa%& 

vkfn rky esa izkjfEHkd vH;kl 

vH;kl&1 

First Speed  

1 2 3 4 5 6 7 8 

rk rk fn fn rkse~ rkse~ ue~ ue~ 

rk rk fn fn rkse~ rkse~ ue~ ue~ 

Second Speed  

1 2 3 4 5 6 7 8 

rkrk fnfn rkse~ rkse~ ue~ue~ rkrk fnfn rkse~ rkse~ ue~ ue~ 

rkrk fnfn rkse~rkse~ ue~ue~ rkrk fnfn rkse~ rkse~ ue~ue~ 

Third Speed  

rkrkfnfn rkse~rkse~ue~ue~ rkrkfnfn rkse~rkse~ue~ue~ rkrkfnfn rkse~rkse~ue~ue~ 

rkrkfnfn rkse~rkse~ue~ue~ rkrkfnfn rkse~rkse~ue~ue~ rkrkfnfn rkse~rkse~ 

ue~ue~ 

rkrkfnfn rkse~rkse~ue~ue~ rkrkfnfn rkse~rkse~ue~   

;g jpuk e`naxe~ oknu dh 

izkjfEHkd vH;kl gS] ftls fHkUu&fHkUu y; 

esa e`naxe~ fo|kfFkZ;ksa dks vH;kl djk;k 

tkrk gSA 

 mijksDr vH;kl dh gh Hkk¡fr 

blds vkSj Hkh izdkj gSa ftudks ge lh/kk 

prqFkZ xfr esa gh mnkgj.kkFkZ Lo:i izLrqr 

djus dk iz;kl dj jgs gSaA 

isn~niky ofjlyq (Advanced Exercise) 

     isn~niky ofjlyq Hkh psUuiky 

ofjlyq dh Hkkafr gh izkjafHkd vH;kl gksrk 

gS ftls e`naxe~ fo|kfFkZ;ksa dks psUuiky 

ojlyq ds i'pkr~ gh fl[kk;k tkrk gS 

rkfd blds fujUrj vH;kl ls fo|kfFkZ;ksa 

ds y; rFkk oknu rduhd esa lqn`<+rk 

LFkkfir gks ldsA bldk Hkh vH;kl izFke 

xfr ¼First Speed½] f}rh; xfr ¼Second 

Speed½ o r`rh; xfr ¼Third Speed½ esa 

djk;k tkrk gS] ijUrq lqyHkrk gsrq 'kks/kkfFkZ 

us ^isn~niky ojlyq** ds dqN vH;kl dks 

dsoy r`rh; xfr ¼Third Speed½ esa 

mfYyf[kr djus dk iz;kl fd;k gS& 
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¼1½ 

1 2 3 4 5 6 7 8 

rk·rk· fdVrfj fdVrfj fdVrfj nh·nh· fdVrfj fdVrfj fdVrfj 

rkse~rkse~  fdVrfj fdVrfj fdVrfj ue~ue~ fdVrfj fdVrfj fdVrfj 

¼2½ 
1 2 3 4 5 6 7 8 

rkfdV fdVrd fdVrd fdVrd nhfdV fdVrd fdVrd fdVrd 

rkse~fdV fdVrd fdVrd fdVrd ue~fdV fdVrd fdVrd fdVrd 

¼3½ 
1 2 3 4 5 6 7 8 

rkfdV fdVrfj dqdqukuk fdVrfj nhfdV fdVrfj dqdqukuk fdVrfj 

rkse~fdV fdVrfj dqdqukek fdVrfj nhfdV fdVrfj dqdqukuk fdVrfj 

¼4½ 
1 2 3 4 5 6 7 8 

rkfdV fdVrd rdqnhuk fdVrd nhfdV fdVrd rdqnhuk fdVrd 

rkse~fdV fdVrd rdqnhuk fdVrd ue~fdV fdVrd rdqnhuk fdVrd 

¼5½ 
1 2 3 4 5 6 7 8 

rkfdV rdqnhuk rk·rk· rkdqnhuk fnfdV rdqnhuk nh·nh· rdqnhuk 

rkse~fdV rdqnhuk rkse~rkse~ rdqnhuk ue~fdV rdqnhuk ue~ue~ rdqnhuk 

¼6½ 
1 2 3 4 5 6 7 8 

rkfdV rdqnhu

k 

fdVr

d 

rdqnhu

k 

nhfdV rdqnhu

k 

fdVr

d 

rdqnhu

k 

rkse~fd

V 

rdqnhu

k 

fdVr

d 

rdqnhu

k 

ue~fd

V 

rdqnhu

k 

fdVr

d 

rdqnhu

k 

¼7½ 
1 2 3 4 5 6 7 8 

rkfdV fdVrd rk·rk· fdVrd nhfdV fdVrd nh·nh· fdVrd 

rkse~fdV fdVrd rkse~rkse~ fdVrd ue~fdV fdVrd ue~ue~ fdVrd 

¼8½ 
1 2 3 4 5 6 7 8 

rkfdV rdqnhuk rkse~ rdqnhuk nhfdV rdqnhuk rkse~ rdqnhuk 

rkse~fdV rdqnhuk rkse~ rdqnhuk ue~fdV rdqnhuk rkse~ rdqnhuk 

¼9½ 
1 2 3 4 5 6 7 8 

rkfdV rdqnhuk rdrd rfjfdV nhfdV rdqnhuk rdrd rfjfdV 

rkse~fdV rdqnhuk rdrd rfjfdV ue~fdV rdqnhuk rdrd rfjfdV 
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 blds i'pkr~ rfxEiqoZLyq dk vH;kl djk;k tkrk gS ftldk Lo:i xksiqPNk 

;fr ds leku gksrk gS& 

mnkgj.kkFkZ%&vkfnrky esa rfxEiq ojlyw dk ,d izdkj 

rkrk fdVrfj fdVrfj fdVrfj · rk fdVrfj fdVrfj fdVrfj 

nhnh fdVrfj fdVrfj fdVrfj · nh fdVrfj fdVrfj fdVrfj 

rkse~rkse~ fdVrfj fdVrfj fdVrfj · rkse~ fdVrfj fdVrfj fdVrfj 

ue~ue~ fdVrfj fdVrfj fdVrfj · ue~ fdVrfj fdVrfj fdVrfj 

rkrk fdVrfj fdVrfj fdVrfj 

nhnh fdVrfj fdVrfj fdVrfj 

rkse~rkse~ fdVrfj fdVrfj fdVrfj 

ue~ue~ fdVrfj fdVrfj fdVrfj 

rkrk fdVrfj fdVrfj 

nhnh fdVrfj fdVrfj 

rkse~rkse~ fdVrfj fdVrfj  

ue~ue~ fdVrfj fdVrfj 

rkrk fdVrfj 

nhnh fdVrfj 

rkse~rkse~ fdVrfj 

ue~ue~ fdVrfj 

rkfdV rfjnh 

fdVrfj rkse~fdV 

rfjue~ fdVrfj 

rkfdV nhfdV 

rkse~fdV ue~fdV 

           rknhrkse~ue~ 

lIrrky 'kCne~ 

¼1½ prqjL= tkfr /kzqo rkye~  ¼A0AA½ ¾ 14 Beats 
1 2 3 4 1 2 1 2 3 4 1 2 3 4 

r d nh uk rkse~ · r nhe~ · r nh xs uk rk 

¼2½ prqjL= tkfr eB; rkye~ ¼A0A½ ¾ 10 Beats 
1 2 3 4 1 2 1 2 3 4 

r d nh uk rkse~ · r d nh uk 

¼3½ prqjL= tkfr :id rkye~ ¼0A½ ¾ 6 Beats 
1 2 1 2 3 4     

r d r d nh eh     

¼4½ prqjL= tkfr >Ei rkye~ ¼A0½ ¾ 7 Beats 
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1 2 3 4 1 1 2    

r d nh eh r fd V    

¼5½ prqjL= tkfr f=iqV rkye~ ¼A00½ ¾ 8 Beats 
1 2 3 4 1 2 1 2   

r d nh eh r d >s uq   

¼6½ prqjL= tkfr vB rkye~ ¼AA00½ ¾ 12 Beats 
1 2 3 4 1 2 3 4 1 2 1 2 

r d nh eh r d >s uq r d nh eh 

¼7½ prqjL= tkfr ,d rky ¼A ½ ¾ 4 Beats 
1 2 3 4         

r d nh eh         

uVS%& 

;g dqN fuf'pr Loj;qDr o.kksZa ls fufeZr 

'kCnksa dh Ja`[kyk gksrh gS ftldk iz;ksx 

dj e`naxe~ dykdkj iz;qDr rky dh ,d 

Hkwfedk j[krk gS ftls mÙkj&Hkkjrh; Bsds 

ds le:i dg ldrs gSaA lkekU;r;k ;g  

 

nks ;k pkj v{kj izfr ek=k dky ;qDr 

gksrk gSA ijUrq frJ xfr esa frJ uM+bZ] 

[k.M xfr esa [k.M uM+bZ vkfn izdkjksa dk 

iz;ksx fd;k tkrk gSA ftlesa loZy?kq dk 

Hkh iz;ksx fufgr gksrk gSA 
 

mnkgj.k%& vkfn rky esa 8 ek=k esa uVS 

rf/ka f/kauk rdf/ka f/kauk fdVf/ka f/kauk rrdqf/k ukdqf/kuk 

rf/ka f/kuk  rdf/ka f/kauk fdVf/ka f/kauk rrdqf/k ukdqf/kuk 

 

     ;gk¡ nks v{kj izfr ek=k dk iz;ksx 

gqvk gS rFkk vfUre nks ek=k esa loZy?kq 

^^rrdqf/k ukdqf/kuk** dk iz;ksx gqvk gSA 

     dqN mnkgj.k uM+bZ ds] tks fd 

prqjL= xfr uM+bZ ds :i esa vkfn rkye~  

esa izLrqr djus dk 'kks/kkfFkZuh dk ,d ek= 

iz;kl gS tks bl izdkj ls mfYyf[kr fd;k 

tk jgk gSA 

¼1½ 1 2 3 4 5 6 7 8 

 r >se~ r >se~ rd >se~ r >se~ 

 

vkfn rkye~ 

1 
rf/ka f/kauk rdf/ka f/kauk fdVf/ka f/kauk rrdqf/k ukdqf/kuk 

rf/ka f/kauk rdf/ka f/kauk fdVf/ka f/kauk rrdqf/k ukdqf/kuk 

2 
rf/ka f/kauk rrdqf/k ukdqf/kuk rdf/ka f/kauk rrdqf/k ukdqf/kuk 

2 
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rrdqf/k ukdqf/kuk ·rdqf/k ukdqf/kuk rrdqf/k ukdqf/kuk   

·rdqf/k ukdqf/kuk       

Conclusion/rhjekue~@v:rh@eqfxEiq 
rrdqf/k ukdqf/kuk rdfnukrkse~ rrdqf/k ukdqf/kuk rrdqf/k 

ukdqf/kuk rdfnukrdfnuk rkse~rr dqf/kukdq f/kukrr dqf/kukdq 

f/kukrr dqf/kukdq f/kukrdfnuk rdfnukrdfnuk   

xfrHksne~  

 rhu ek=s ds cksy lewg dks ys djds ge fcuk ifjorZu fd;s mldks prL= 

xfr esa oknu djrs gSaA lkFk gh mldks frL= xfr ds nqxqu esa Hkh mldk oknu dj 

ldrs gSaA mnkgj.kkFkZ& 

rhu ek=s dk cksy lewg 

rfdV  rk¡·d   rfdV  rfdV rk¡·d ×    2 
rfdV  rk¡·drfdV  rfdV   rfdV rk¡·d ×   2 
prqj xfr esa  

rfdVrk¡ ·drfd VrfdV rk¡·drA fdVrk¡· drfdVA 

rfdVrk¡ ·drfdAA Vrk¡·d rfdVr fdVrfd Vrk¡·dA 

rfdVrk¡ ·drfdA VrfdV rk¡·drAA fdVrk¡· drfdV 

rfdVrk¡ ·drfdA Vrk¡·d rfdVrA fdVrfd Vrk¡·dAA 

 
 bUgha cksyksa dks frJ xfr ds nqxqu esa bl izdkj ls djsaxs& 

rfdVrk¡·d  rfdVrfdV rk¡·drfdV rk¡·drfdV  

rfdVrk¡·d rfdVrk¡·d rfdVrfdV rfdVrk¡·d 

rfdVrk¡·d  rfdVrfdV rk¡·drfdV rk¡·drfdV  

rfdVrk¡·d rfdVrk¡·d rfdVrfdV rfdVrk¡·d 

Qju%& 

 Qju rcys esa iz;qDr jsys ds leku izokg;qDr cksy lewg gksrk gS ftldk nzqr 

xfr esa oknu fd;k tkrk gSA ftlds mijkUr eksgjk] eqDrbZ] eqfxEiq ls rU;korZue~ dk 

lekiu fd;k tkrk gSA 

1- r·rkse~fdVrd rdrfjfdVrd r·rkse~fdVrd rdrfjfdVrdA 

   r·rkse~fdVrd rdrfjfdVrdA r·rkse~fdVrd rdrfjfdVrdAA 

2- rdf/kr~rk·fdV rdrfjfdVrd rdf/krrk·fdV rdrfjfdVrdA 

   rdf/kr~rk·fdV rdrfjfdVrdA rdf/krrk·fdV rdrfjfdVrdAA 

3- rk·f/kr~rk·fdV rdrfjfdVrd r·f/krrk·fdV rdrfjfdVrdA 

   rk·f/kr~rk·fdV rdrfjfdVrdA r·f/krrk·fdV rdrfjfdVrdAA 

4- krkdqdqrfjfdV fnxqrdrfjfdV ukrkdqdqrfjfdV fnxqrdrfjfdVA 

  rkrkdqdqrfjfdV fnxqrdrfjfdVA ukrkdqdqrfjfdV fnxqrdrfjfdVAA 

5- krkdqdqrkfnfdV ukrkdqdqrkrkfdV rkrkdqdqrkrkfdV ukrkdqdqrkrkfdVA 

  krkdqdqrkfnfdV ukrkdqdqrkrkfdVA rkrkdqdqrkrkfdV ukrkdqdqrkrkfdVAA 
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6- rkse··rrdfnu fnxqrdrfjfdV ue~··rrdfnu rdrfjfdVrdA 

   rkse··rrdfnu fnxqrdrfjfdVA ue~··rrdfnu rdrfjfdVrdAA 

  rkse··rrdfnu rkse··rrdfnu rkse··rrdfnu rdrfjfdVrdA 

  rkse··rrdfnu rkse··rrdfnuA rkse··rrdfnu rdrfjfdVrdAA 

  rkse··rrdfnu rdrfjfdVrd rkse··rrdfnu rdrfjfdVrdA 

  rkse··rrdfnu rdrfjfdVrdA rkse··rrdfnu rdrfjfdVrdAA 

eksjk%& 

   ,d fo'ks"k izdkj dh jpuk ftlesa lk/kkj.kr;k cksy nksgjkrs gq, iz;qDr gksrs gSa o 

vUr esa frgkbZuqek :i fy, gksrs gS%& 

mnkgj.k 

/kh··rka··fdV rdrdrfjfdV rdqerka··fdV rdrdrfjfdV 

/kh··rka··fdV rdrdrfjfdV ryka·xqf/ka·uk· f/ka·uk·rksa··· 

/kh··rka··fdV rdrdrfjfdV rdqerka··fdV rdrdrfjfdV 

/kh··rka··fdV rdrdrfjfdV ryka·xqf/ka·uk· /kha·uk·rksa··· 
/kh··rka··fdV rdrdrfjfdV rdqerka··fdV rdrdrfjfdV 

/kh··rka··fdV rdrdrfjfdV ryka·xqrksa··· rdqerka··fdV 

rdrdrfjfdV ryka·xqrksa·· /kh··rk··fdV rdrdrfjfdV 

ryka·xqf/ka·uk· rksa···ryka·xq f/ka·uk·rkas··· ryka·xqf/ka·uk· 
 

eqäkf;iq@dksjoS%& 

 ,d fo'ks"k izdkj dh jpuk o 'kCn lewg] tks fd vius esa nks Hkkx fy, jgrh 

gS iwokZaxe~ o mÙkjkaxe~] iwokZaxe~ esa rdnhuk] r·f/kr~ vkfn o.kZ lewg gksrs gSa rFkk mÙkjkaxe~ 

esa rk nh xs u rk vkfn o.kZ lewg gksrs gSa tks nksuksa Hkkxksa esa tksM+dj ,d jpuk dh 

fufeZr gksrh gS tks gqcgq rhu ckj ctk, tkrs gSa vkSj bldk oknu rU;koZrue~ esa eksjk 

ds i'pkr~ fd;k tkrk gSA 

iwokZaxa r·f/kr rdfnu rkse~ 

f/kr rdfnu rkse~ 

rdfnu rkse~ 

 

dqy 6 ek=k 

6×4 = 24 
mÙkjkaxe rk·· fn·· xs·· uk·· r·· rk· 

fn· xs· uk· r· 

rkfnxsur rkfnxsur rkfnxsur 

 

dqy 10 ek=k 

10×4 = 40 
 

     dksjobZ ds iwokZaxa esa ifjorZu ugha gksrk gS tks ifjorZu gksrk gS og mÙkjkaxe~ esa 

gksrk gS tks fd 10 ek=k dk gksrk gSA mnkgj.k Lo:i& 

¼1½rfnxsu rr·rk¡ ·drfn xsurr fnxsur r·rk¡· drfnxs urrfn xsurr fnxsur 

¼2½rfnxsu rr·rk¡ ·drfn xsurr fnxsur r·rk¡· drfnxs urrfn urrfnxsu rrfnxsur 
 

mi;ZqDr mnkgj.k ls fufeZr ,d dksjoS  

r·f/kr rdfnu rkse~f/kr~ rdfnuA rkserd fnurkse~A r··fn ··xs·AA 

·u·· r··r ·fn·xs ·u·rA ·rfnxs urrfnA xsurr fnxsurAAX3 
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mnkgj.k&2%&vkfnfky esa nzqre~ ls y?kq ds ckn izkjEHk 

ra·f/kr~rka·fdV rdrdrfjfdV radqf/kuf/ka·uk· rksa·r·f/kr~ 

rka·fdVrdrd rfjfdVrdqf/ku f/ka·uk·rdqf/ku f/ka·ukMrksa· 

ra·f/kr~rka·fdV rdrdrfjfdV rdqf/kuf/ka·uk· rdqf/kuf/ka·uk· 

rdqf/kr~rka·fdV fdVrdrf/ka ·?ksur >se~fdVrd 

rf/ka·?ks ur>se fdVrdrf/ka ·?ksur 

rk·f/krrka·fdV rdrdrfjfdV rdqf/kuf/ka·uk· rksa·r·f/kr~ 

rkafdVrdrd rfjfdVrdqf/ku f/ka·uk·rdqf/ku f/ka·uk·rksa· 

r·f/kr~rka·fdV rdrdrfjfdV rdqf/kuf/ka·uk· rdqf/kuf/ka·uk· 

rdqf/kuf/ka·uk· fdVrdrf/ka ·?ksur >sefdVrd 

rf/ka·?ks ur>se fdVrdrf/ka ·?ksur 

rk·f/kr~rka·fdV rdrdrfjfdV rdqf/kuf/ka·uk· rksa·r·f/kr 

rka·fdVrdrd rfjfdVrdqf/ku f/ka·uk·rdqf/ku f/ka·uk·rksa· 

r·f/kjrka·fdV rdrdrfjfdV rdqf/kuf/ka·uk· rdqf/kuf/ka·uk· 

rdqf/kuf/ka·uk· fdVrdrf/ka ·?ksur >sefdVrd 

rf/ka·?ks ur>se fdVrdrf/ka ·?ksurAA 

f=dky 

 fdlh Hkh 'kCn lewg vFkok jpuk dks rhu y;ksa xfr essa cksyuk] fy[kuk ;k 

ctkuk f=dky dgk tkrk gSA mnkgj.k Lo:i ^^rdrfdV** dks f=dky esa fuEu izdkj 

ls iz;ksx djrs gSA 

1 2 3 4 5 6   7 8 

       ]r ·· 

·d·· ·r·· ·fd·· ·V·· ·r·d ·r·fd ·V·r drfdV 

     blh izdkj f=dky dk iz;ksx fofo/k eksjk] eqDrbZ vkfn jpukvksa esa Hkh ns[kus dks 

feyrk gSA 

eqfxEiw%& 

     eqfxEiq rU;korZue~ ds lekiu dk ,d ladsrd gkrk gSA ftlesa ,d NksVs cksy 

lewg ftudk iz;ksx iwoZ ctk, x, jpukvksa esa gksrk gS] ds }kjk NksVs ls frgkbZ ls eq[; 

dykkdj ds Ñfr ds ,MqIiw ¼le½ ls vkdj feyrs gSaA 

mnkgj.k%& 

rksa··r rdqf/kuk rksa··r rdqf/kuk 

·f/kaf/kauk rks··f/ka f/kaukrksa· ·f/kf/kauk 

·f/kaf/kauk rksa··f/ka f/kaukrksa· ·f/kaf/kauk 

·f/kaf/kauk rksa··f/ka f/kaukrksa· ·f/kaf/kauk 

dksjSIiq%& 

     dksjsIiq ,d fo'ks"k izdkj dh jpuk gkrh gS ftldk iz;ksx eksjk] eqDrbZ] Qju 

vkfn jpukvksa esa cgqyrk ls gksrk gSA ftlesa jpuk esa iz;qDr 'kCn lewg ?kVrs Øe esa 

iz;ksx fd, tkrs gSaA 
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mnkgj.k Lo:i%&vkfnrky eaas nwljs nzqre~ ls izkjEHkA 

r·f/kr~a rk¡ ·dr f/kxsur f/kr~rka· 

drf/kxs urrka· drf/kxs urrf/k 

xsurr f/kxsur   

rhjekue~%& 

     mÙkj Hkkjrh; 'kkL=h; laxhr esa iz;qDr rcys ij ctk, tkus okys NksVs VqdM+s ds 

leku ;g jpuk gksrh gSA ftlds vUr esa frgkbZ dk iz;ksx vUrfuZfgr gksrk gSA 

mnkgj.k%& 

rrdqf/k udqf/ku rdqfnukrkse~ rrdqf/k 

udqf/ku rrdqf/k udqf/ku rdqfnukrdqfnuk 

rkserr~ dqf/kudq f/kurr dqf/kudq 

f/kurr dqf/kudq f/kurdqfnuk rdqfnukrdqfnuk 

  

Qju%& Qju rcys es a iz;qDr jsys ds leku izokg;qDr cksy lewg gksrk gS ftldk nzqr xfr 

es a oknu fd;k tkrk gSA ftlds mijkUr eksgjk] eqDrbZ] eqfxEiq ls rU;korZue~ dk lekiu 

fd;k tkrk gSA 
 

rksaa··rrdf/ku  rksa··rrdf/ku  rksa··rrdf/ku  rksa··rrdf/ku ̀

rkaa··rrdf/ku  rksaa··rrdf/ku  rksa··rrdf/ku  rdrdrfjfdV 

rksaa··rrdf/ku  rksa··rrdf/ku  rksa··rrdf/ku  rkas··rrdf/ku 

rksa··rrdf/ku  rksa··rrdf/ku  rksa··rrdf/ku  rdrdrfjfdV 

rksa··rrdf/ku  rksa··rrdf/ku  rksa··rrdf/ku  rdrdrfjfdV 

rksa··rrdf/ku  rkas··rrdf/ku  rksa··rrdf/ku  rdrdrfjfdV 

rksa··rrdf/ku  fnxqrdrfjfdV  rksa··rrdf/ku  fnxqrdrfjfdV 

rksa··rrdf/ku  fnxqrdrfjfdV  rksa··rrdf/ku  fnxqrdrfjfdV 

rdrdrfjfdV  rksa·fdVrdrd  rfjfdVrks·fdV  rdrdrfjfdV 

rdrdrfjfdV  rkas·fdVrdrd  rfjfdVrksa·fdV  rdrdrfjfdV 

rdrdrfjfdV  rdrdrfjfdV  rdrdrfjfdV  rdrdrfjfdV 

rdrdrfjfdV  rdrdrfjfdV  rdrdrfjfdV  rdrdrfjfdV 

lanHkZ xzaFk lwph 

i. The Theory and Practice of Mridanga (Mridanga Tatwam), Late Dharmala Ramamurthy. 
ii. Mridangam, The King of Percussion, Dr. T.V. Gopala Krishnan, Vision Musica Chennai, India, 

2007. 
iii. The Rhythmic Priciples & Practice of South Indian Drumming, Trichy Sankaran, Lalith 

Publishers-Toronto, 1994. 
iv. Mridangam An Indian classical Percussion Drum, Shree Jayanthi Gopal, B.R. Rhythm, Delhi, 

2004. 
v. mÙkj ,oa nf{k.k Hkkjrh; 'kkL=h; laxhr esa vou) oknu] MkW0 foosd dqekj tSu] jk/kk ifCyds'ku] ubZ fnYyh] 2019 

vi. Resounding Mridangam the Majestic South-Indian Drum, Erickavu N. Sunil, 2021 

 
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_rqdkyhu jkxksa dk foospukRed vè;;u 

M‚- pkanuh 

lgk;d çoDrk] laxhr foHkkx]  

n;kuan egkfo|ky;] fglkj 

laf{kIr lkj& laxhr ç—fr ds d.k&d.k esa fo|eku gSA thou esa laxhr dk cgqr egRoiw.kZ LFkku gS 

tks le;&le; ij eu dks lq[k 'kkafr igq¡pkus okyk gSA Hkkjr ,d fo'kky ns'k gS tgka _rqvksa ds Ng 

çdkj ekus x, gSaA laxhr ls _rqvksa dk lacaèk vkfndky ls pyk jgk gSA çkphu dky ls ysdj orZeku 

dky esa vFkkZr vkt Hkh _rqvksa dk çHkko gesa ns[kus dks feyrk gSA bu _rqvksa ds uke gS & clar 

_rq] xzh"e _rq] o"kkZ _rq] 'kjn _rq] f'kf'kj _rq ,oa vafre gsear _rqA bu Ng _rqvksa ls gekjs 

Hkkjr dk dksuk&dksuk egdrk gqvk utj vkrk gSA 

bUgÈ _rqvksa ds lkFk jkxksa dk èkfu"B lacaèk gSA bUgÈ Ng _rq ds vuqlkj jkx Hkh xk, tkrs gSaA çk;% 

lHkh jkxksa ds xk;u oknu dk le; fuèkkZfjr gksrk gS ijarq bu _rq jkxksa dks _rq fo'ks"k esa fdlh Hkh 

le; xk;k tk ldrk gSA _rqvksa ds jkxksa dks _rq jkx dk ;g fo'ks"k uke dh Js.kh esa j[kk x;k gSA 

bu Ng _rq esa ls clar dks jktk ,oa loZJs"B mikfèk nh xÃ gSA o"kZ dk var ,oa çkjaHk clar esa gksrk 

gSA laxhr esa _rqvksa ds vuqlkj xkus dk fu;e vkSj jkx jkfxuh;ksa ds fnu ,oa jkf= ds fu;fer le; 

gS] tks ¼laiw.kZ½ txr esa çpfyr vU; fdlh Hkh laxhr ç.kkyh esa ugÈ feyrk  viuh bUgÈ fo'ks"krkvksa 

ds dkj.k Hkkjrh; laxhr vyx ls igpkuk tkrk gSA çd`fr ,oa _rq ds ekè;e ls ekufld] ckSf)d 

,oa HkkokRed :i ekuo ds Lo;a gh O;Dr gksus yxrs gSaA laxhr] fp=] lkfgR; bR;kfn esa _rq lacaèkh 

jpuk,a gesa vo'; n`f"Vxkspj gksrh gSaA 

lwpd 'kCn&_rq,¡] jkx] laxhr    

_rq 'kCn dh O;qRifÙk% 

  _rqvksa ds lanHkZ esa laxhr dk çek.k gesa çkphu 

dky ls gh çkIr gksrk gSA Þ_rq"kq iapfoèka lk 

lkeksiklhr Çgdkjks xzh"e% çLrkoks o"kkZ mn~xhFk% 

'kjRçfrgkjksa gseUrks fuèkue~AÞ1 vFkkZr ikap çdkj 

dh tks _rq gS] muesa ikap vaxksa lfgr lke dh 

mikluk djuh pkfg,A clar _rq Çgdkj gS] 

xzh"e _rq çLrko gS] o"kkZ _rq mn~xhr gSa] 'kjn 

_rq çfrgkj gS vkSj gsear _rq fuèku gS] D;ksafd 

bl _rq esa tho cgqr ejrs gSaA Þvejdks'k ds 

vuqlkj _rq 'kCn iqÇYyx gksrk gS] Çdrq Çgnh esa 

bl 'kCn dk ç;ksx L=hÇyx gksrk gSA vxgu 

ekl ls çkjaHk djds nks&nks ekl ds ;qXe dh ,d 

_rq gksrh gSA rhu _rqvksa dk ,d v;u curk 

gSA lw;Z dh mÙkj nf{k.k xfr dk uke gh v;u 

gS rFkk v;u dk ,d oRlj gksrk gSAÞ2 

_rqdkyhu jkxksa dk vFkZ% 

  laxhr 'kkL= esa Ng _rqvksa dk foèkku fd;k 

x;k gSA cax] xqtZj rFkk jktLFkku çns'kksa ds 

nloÈ ls 12oÈ 'krkCnh ds vusd _rq xhr vkt 

Hkh çkIr gksrs gSaA oSls rks lHkh _rqvksa dk laxhr 

esa LFkku gS] Çdrq clar ,oa o"kkZ _rq laxhr dh 

fØ;kRed ǹf"V ls vR;ar egRoiw.kZ gSA 

_rqdkyhu jkxksa dk vFkZ gS tks ml _rq esa 

fdlh Hkh le; xk;k tkrk gSA tSls o"kkZ 

_rqdkyhu jkx eYgkj ds fofHkUu çdkj gS rks 

bl _rq esa ;g jkx fdlh Hkh le; x;k tkrk 

gSA _rq ds lkFk jkxksa dk ?kfu"B lacaèk gSA 

vkèkqfud xzaFkdkj foeydkar jk; pkSèkjh us vius 

xzaFk jkx O;kdj.k esa jkx dk _rq ls lacaèk 

LFkkfir fd;k gS & 

1- jkx nhid&xzh"e ds fy, ¼ vçSy&twu½ 

2- jkx es?k&o"kkZ ds fy, ¼twu &vxLr½ 

3- jkx HkSjo&'kjn ds fy, ¼vxLr&vDVwcj½ 

4- jkx ekydks'k&f'kf'kj ds fy, 

¼vDVwcj&fnlacj½ 

5- jkx Jh&gsear ds fy, ¼fnlacj&Qjojh½ 

6- jkx ÇgMksy&clar ds fy, ¼Qjojh vçSy½3 

_rqdkyhu jkxksa dk mn~Hko ,oa fodkl% 

  jkx vkSj _rq dk lacaèk çkphu dky ls ysdj 

orZeku dky rd laxhr esa –f"Vxkspj gksrk jgk 

gSA laxhr 'kkL= ds vuqlkj jkxksRifÙk dk ewy 

L=ksr f'ko gSA muds ikap eq[kks ls ikap rFkk ,d 

fxjtk eq[k ls ekudj dqy Ng jkxksa dh mRifÙk 

gqÃA ÞiafMr nkeksnj feJ us *laxhr niZ.k* ds 

jkxkè;k; esa f'koer esa jkxksa dh fnO; mRifÙk dh 

ppkZ dh gS] ftudk lacaèk _rqvksa ls gS& Hkxoku 

'kadj ds uR̀; Jh jkx] okenso eq[k ls clar jkx] 
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v?kksj eq[k ls HkSjo jkx] rRiq#"k eq[k ls iape 

vkSj Ã'kku eq[k ls es?k jkx mRiUu gqvk Fkk rFkk 

ikoZrh th ds eq[k ls ukjk;.k jkx mRiUu gqvkA 

f'koer ds jkxksa dks nso fo'ks"k lEc) dj mUgksaus 

_rq ls lac) fd;k x;k gS] tks euksjatu gSA 

o"kZ dh fofHkUu _rq esa xkus ds fy, iafMr 

nkeksnj feJ us vius xzaFk laxhr niZ.k esa fy[kk 

gS & *Jh jkxks jkfxuh ;qDr% f'kf'kj xh;rs cqèk%] 

clar% la lgk;Lrq clarrkS çxh;rsaA* vFkkZr~ Jh 

jkx vkSj mldh jkxfu;ksa dks f'kf'kj _rq 

¼tuojh&Qjojh½ esa] clar jkx vkSj mldh 

jkxfu;ksa dks clar _rq esa ¼ekpZ vçSy½ esa HkSjo 

jkx vkSj mldh jkxfu;ksa dks xzh"e _rq ¼eÃ 

twu½ esa] es?k jkx vkSj mldh jkxfu;ksa dks o"kkZ 

_rq ¼tqykÃ vxLr½ esa] iape jkx vkSj mldh 

jkxfu;ksa dks 'kjn dky ¼flracj vDVwcj½ esa vkSj 

uV ukjk;.k jkx dks"k dh jkxfu;ksa dks gsear 

_rq ¼uoacj fnlacj½ esa gh xkuk pkfg, ;k fQj 

;FksPNîk ok xkraO;k%] loZrqZ"kq lq[kçnk%A ;Fkk 

bPNk vFkkZr tc xk;d dh [kwc rch;r yxs 

rc dksÃ Hkh jkx lHkh _rq esa lq[k çnku 

djsxkAÞ4 ;wa rks çR;sd _rq ds jkx gS ftudk 

o.kZu gesa vkxs ns[kus dks feysxkA Çdrq Ng esa 

ls nks _rq gSa o"kkZ vkSj clar dk lacaèk laxhr ls 

fo'ks"k rkSj ij ns[kus dks feyrk gSA 

clar _rq esa xk, tkus okys çeq[k jkx  

   clar _rq cgqr yksdfç; ,oa lcls çeq[k 

_rq gS] tks laxhr ds {ks= esa vR;fèkd çfl) 

_rq gSA clar _rq dks *_rqjkt* Hkh dgk tkrk 

gS D;ksafd ;g lokZfèkd lqgkouh _rq gSA bl 

_rq esa clar&cgkj] ÇgMksy jkx foKku] fo- uk- 

iVoèkZu ds vuqlkj&clar dsnkj] clar iape] 

clar eq[kkjh] clar ÇgMksy ,oa cgkj ds fefJr 

çdkj tSls clar cgkj] dsnkj cgkj] jkxs”ojh 

cgkj] HkSjo cgkj] dkuMk cgkj] vMkuk cgkj] 

ÇgMksy cgkj vkfn A 

jkx clar dk lkekU; ifjp; % 

   Þbl le; mÙkj Hkkjrh; laxhr esa tks clar 

çpkj esa gSA og iwoÊ FkkV tU; jkx gSA blesa 

_"kHk èkSor dksey] nksuksa eè;e vkSj vU; Loj 

'kCn ç;qDr gksrs gSa vkjksg esa _"kHk vkSj iape 

oÆtr gS vkSj vojksg esa lkrksa Lojksa dk ç;ksx 

fd;k tkrk gSA vr% tkfr vksMo&laiw.kZ gSA oknh 

Loj rkj lka vkSj laoknh iape gSA xk;u le; 

clar _rq esa vkBksa çgj ,oa lkekU; :i ls jkf= 

ds vafre çgkj ekuk tkrk gSA ;g mÙkjkax çèkku 

jkx gSA 

vkjksg % l x ek /k js lka 

vojksg%% jsa uh /k i] ek x eka · x] eka x js lk  
eq[; Lo:Ik ek /k jsa lka]fu /k i]ek x ek · x  
jkx cgkj 

   _rqdkyhu jkxksa esa clar _rq esa 

xk;k&ctk;k tkus okyk ,d vR;ar çpfyr 

egRoiw.kZ ,oa Jqfreèkqj jkx cgkj gSA bldk uke 

lqurs gh clar _rq ds jax&fcjaxs iq"iksa ds lqxaèk 

dk vuqHko gksus yxrk gSA jkx cgkj dks fo}kuksa 

us vkèkqfud o ;kofud jkx dgk gSA jkx cgkj 

ds bfrgkl ij dksÃ çkekf.kd rF; miyCèk ugÈ 

gSA laL—r xzaFkksa esa bl jkx dk mYys[k çkIr 

ugÈ gksrk gSA bl jkx dh mRifÙk vU; jkxksa ds 

feJ.k ls gksus dh ckr laxhr fo}kuksa us dgh gS 

iafMr vksadkjukFk Bkdqj us jkx cgkj dks LFkwy 

:i ls dkUgMk vkSj ckxsÜojh nks jkxksa ds 

lfEeJ.k dk ifj.kke dgka gSA iwok±x esa xG e 

js lk & ;g ç;ksx dkagM+k dks lwfpr djrk gSA 

vkSj mÙkjkax esa e x e fu /k & ;g ckxsJh dk 

lwpd gSA ckxs”ojh ds vax dks frjksfgr djus ds 

fy, e x e uh & /k uh uh lka bl çdkj 'kq) 

fu"kkn dk ç;ksx fd;k tkrk gSA iwok±x esa xG 

e js l Lojkoyh ls tks dkUgMs dk :i [kM+k 

gksrk gS] mls lk e lk Lojkoyh ls frjksfgr 

djds mrjkax esa cgkj dh Loj ewÆr [kM+h dh 

tkrh gS& lk e&i x e] e uh&/k fu lkaA ÞiafMr 

fouk;d iVoèkZu ds vuqlkj ;g jkx dkuMk 

vkSj ckxsÜojh ds esy ls cuk;k tkrk gSAÞ5 

jkx ÇgMksy 

   clar _rq esa gh xk, tkus okys jkxksa esa 

ÇgMksy ds xhrksa esa Hkh vkuanksRlo dk o.kZu jgrk 

gSA blesa iape _"kHk Loj oÆtr gS] ,oa 'ks"k 

lHkh Loj rhoz gSaA mÙkjkax esa bldh ltkoV 

vfèkd gksrh gSA ÞiafMr fouk;d ukjk;.k iVoèkZu 

th us jkx&foKku çFke Hkkx esa jkx ÇgMksy dk 

o.kZu bl çdkj fd;k gS & bl jkx esa eè;e 

rhoz rFkk vU; lc Loj 'kq) yxrs gSaA _"kHk 

vkSj iape oÆtr gSA tkfr&vksMo] oknh&èkSor] 

laoknh&xaèkkj] le;&eè; jkf= ds cknA ;g jkx 

mÙkjkax çèkku gSA 

   vkjksg esa fu"kkn oØ jgrk gSA fu"kkn dk 
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çek.k c<+ tkus ls lksguh jkx dh Nk;k iM+us 

dh laHkkouk gSA vr% fu"kkn dk ç;ksx cgqr FkksM+k 

fd;k tkrk gSA bl jkx esa xedksa dk çLrko 

fo'ks"k :i ls gksrk gSA 

jkx dk eq[; vax% /k /k¼fu½e /k lka¼fu½ /k ea x  

vkjksg % lk x e /k e /k lka  

vojksg % lka /k e x] e x lk A 

xh"e _rq esa xk, tkus okys jkx% 

   xh"e _rq] clar _rq ds i'pkr vkuh okyh 

_rq gSA bl _rq ds vkrs gh èkhjs&èkhjs pkjksa 

vksj xekZgV iSnk gksus yx tkrh gSA bl _rq 

esa eq[; :i ls nhid jkx xk;k tkrk gS tks gesa 

laxhr xzaFkksa ds }kjk ekywe gksrk gSA blds 

vfrfjDr xzh"e _rq esa lkjax ds çdkj òankouh 

lkjax] fe;ka dh lkjax] eè;ekfn lkjax] yadngu 

lkjax] èkwfy;k lkjax vkfn jkxksa dk xk;u oknu 

fd;k tkrk gSA 

o"kkZ ;k ikol _rq esa xk, tkus okys çeq[k jkx% 

     Hkh"k.k xeÊ ds dkj.k gh o"kkZ _rq dk 

vkxeu gksrk gSA èkjrh dh I;kl cq>kus ,oa] 

leLr txr ds çkf.k;ksa dks xeÊ ls jkgr fnykus 

ds fy, vkuan vkSj mYykl Hkjus ds fy, o"kkZ 

_rq dk gksuk vfr vko';d gSA bl _rq esa 

eYgkj ds fofHkUu çdkj & fe;ka eYgkj] es?k 

eYgkj] xkSM+ eYgkj] lwj eYgkj] ppZ eYgkj] 

:ieatjh eYgkj] ns'k eYgkj] eksn eYgkj] 

jkenklh eYgkj] ehjkckÃ eYgkj] papyl eYgkj] 

uk;d eYgkj] dsnkj eYgkj ¼lkouh eYgkj½] 

pkanuh eYgkj vkfn A 

jkx eYgkj 

   eYgkj dk 'kkfCnd vFkZ lkèkkj.k :i ls o"kkZ 

_rq esa xk, tkus okys jkx ds :i esa gh çpfyr 

gSA *ey:g* 'kCn ds viHkza'k ls *eYgkj* fdlh 

esa *eykj* bl jkx ds uke fn[kkÃ nsrs gSaA orZeku 

mrj Hkkjrh; laxhr ds varxZr eYgkj yksdfç; 

jkx gSA o"kkZ _rq ls ?kfu"B lEcUèk eYgkj jkx 

dk çkphu dky ls gh pyk vk;k gSA lHkh –

f"Vdks.k ls o"kkZ ,oa eYgkj ,d&nwljs ds vfHkUu 

vax gSA blh dkj.k eYgkj ,oa oTtU; jkx 

çdkjksa dk o"kkZ _rq esa gh xk;u oknu gksrk gSA 

   ;rksa o"kkZlq xs;ks·;a vR;kfn dhÆrr%  

   vFkkZr o"kkZ _rq esa xkus ls bls es?k Hkh dgrs 

gSaA bldk Loj çLrkj Hkh feyrk gSA 

 

jkx fe;k¡ eYgkj 

     çpkj esa tks eYgkj xk;k gS] mls vktdy 

lc dksÃ fe;k¡ eYgkj ds uke ls igpkurs gSaA 

jkx fe;k¡ eYgkj dh jpuk laxhr lezkV rkulsu 

us dh Fkh ijarq bl lacaèk esa dksÃ Bksl çek.k 

miyCèk ugÈ gksrk gSA lokZfèkd yksdfç; jkx 

fe;ka eYgkj dkQh FkkV tU; eYgkj vax dk jkx 

gSA Xokfy;j rFkk jkeiqj bu LFkkuksa ij ;g jkx 

cgqr yksdfç; gSA bl jkx esa [;ky o èkzqin 

nksuksa gh cgqr vPNs yxrs gSaA 

pafædklkj  

Þnjckjh <ax gksrk gS fe;ka dh eYgkjAÞ 

   blesa dksey xaèkkj ds vfrfjDr nksuksa fu"kkn 

rFkk vU; Loj 'kq) yxrs gSaA ;|fi çpkj esa 

çLrqr jkx ds lacaèk esa vfèkd erHksn –"VO; ugÈ 

gksrk ijarq oknh laoknh rFkk tkfr ds lacaèk esa 

dqN erHksn fo}kuksa esa ik;k tkrk gSA iafMr 

vksedkjukFk Bkdqj us fe;k¡ eYgkj dh tkfr oØ 

"kkMo ekuh gSA bUgksaus vkjksg esa xkaèkkj oÆtr 

fd;k gS vkSj vojksg esa èkSor oÆtr fd;k gSA 

vkjksgojksg & lk js&js 
js
i] ei fu&

i
fu lkaa] 

i
fu 

fu
e i]e fu e i+ 

e
x i e ejs&lk] fuA&

l
fuAlk A 

     çLrqr jkx fe;ka eYgkj ftruk ljy gS 

mruk fDy"V Hkh gSA fcuk xqjeq[k ls Hkyh Hkkafr 

lh[ks bldk 'kq) Lo:i çLrqr djuk ;Fkk& 

nksuksa fu"kknksa dk yxko] dksey xaèkkj dk lgh 

LFkku vkfn le>uk laHko ugÈ gSA 

fe;ka eYgkj% lk 
e
js i]

e
x 

e
js lk] fu · /k fu · lk 

cgkj % lk e] e i x e] fu /k fu lk 

vkjksg % lk js e js i] e i] x e js lk  

eq[; Lo:i % e js lk fuA /kA fuA eA iA] fuA 

/kA fuA lk] e js i e x e js lk 

jkx es?k eYgkj % 

   ;g jkx eYgkj vax ds vusd çdkjksa esa ls 

,d gSA ;g cgqr çkphu jkx ekuk x;k gSA 

çkphu rFkk eè;dkyhu çk;% lHkh laxhr xzaFkksa 

esa bl jkx dk o.kZu gesa ns[kus dks feyrk gSA 

xzaFkksa esa ftls es?k dgk x;k gS] ogh vkxs pydj 

es?k eYgkj dgykus yxkA 

   Þân;ukjk;.k nso th us vius xzaFk 

ân;çdk'k esa es?k jkx dk o.kZu bl çdkj fd;k 

gS&Þes?k laiw.kZ mPprsÞ6 

   jkx es?k eYgkj dkQh FkkV tU; gSA blesa 

fu"kkn dksey vkSj vU; Loj 'kq) yxrs gSaA xaèkkj 
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vkSj èkSor oÆtr gksus ds dkj.k bldh tkfr 

vksMo gSA bldk oknh Loj eè;e laoknh Loj 

‘kM~tA _"kHk iape dh laxfr o _"kHk dk 

vkanksyu bl jkx dks vkSj vfèkd Li"V djrk 

gSA bldk leçk—frd jkx eèkekn lkjax rFkk 

o`ankouh lkjax gSA iafMr fouk;djko iVoèkZu th 

es?k eYgkj esa nksuksa fu"kkn dk ç;ksx ekurs gSa 

muds vuqlkj bl jkx esa lc Loj lkjax dks 

ysdj mudk çLrkj eYgkj dh rjg fd;k tkrk 

gSA eYgkj dk *e js i* Loj ç;ksx es?k eYgkj esa 

cgqr fy;k tkrk gSA _"kHk ij vkanksyu djrs 

gq, d.k Loj eè;e fy;k tkrk gS vkSj ckj&ckj 

vkanksyu _"kHk e js] e js dks ysus ls es?k eYgkj 

dk Lo:i lkjax ls vyx O;Dr gksrk gSA oknh 

Loj&"kM~t vkSj laoknh iape gSA bUgksaus es?k 

eYgkj jkx dk vkjksg o vojksg bl çdkj fn;k 

gS& 

vkjksg % lk 
e
js i fu uh lka 

vojksg % lka fu i] i 
e
js e 

e
uhA js lk 

eq[; vax % e js i] i 
e
js 

e
js fu lk uh fu lk 

gsear _rq esa xk, tkus okys çeq[k jkx% 

     gsear _rq ds vkxeu ij o"kkZ dk Bgjko 

gks tkrk gSA vkaèkh] rwQku vkus ls bl _rq esa 

o{̀kksa ds irs >M+us yxrs gSa pkjksa rjQ mnklhurk 

dk ekgkSy cu tkrk gSA bl _rq esa *jkx Jh* 

dk xk;u eq[; :i ls fd;k tkrk gSa tks eu 

dks 'kkafr igqapkus okyk jkx gS blds vfrfjDr 

bl esa gsear] ckxs Jh] tSrkJh ,oa dkUgM+k ds 

çdkj njckjh dkUgM+k] ckxsJh dkUgM+k] uk;dh 

dkUgM+k] lwgk l?kjkÃ] 'kgkuk vkfn jkxksa dk 

xk;u&oknu fd;k tkrk gSA 

'kjn~ _rq esa xk, tkus okys jkx% 

   'kjn _rq ds vkxeu gksus ij BaMh gok,a eu 

dks vkuan igqapkus yxrh gSA bl _rq esa gj 

rjQ ls tyok;q vkSj rkieku esa cnyko fn[kkÃ 

nsus yxrs gSaA bl _rq ds lkSan;Z dk o.kZu *HkSjo 

jkx* xkdj fd;k tkrk gS bl _rq esa HkSjo ds 

vykok fcykoy ds çdkj ;euh fcykoy] foHkkl] 

yfyr] iape vkfn jkxksa dk xk;u oknu fd;k 

tkrk gSA 

f'kf'kj _rq esa xk, tkus okys çeq[k jkx% 

   'kjn _rq dh rhozrk ls tkrs gh f'kf'kj _rq 

dh vR;fèkd BaM ls tu&tu dkaius yxrk gSA 

euq"; ds 'kjhj esa jDr lapkj dh xfr èkheh gks 

tkrh gSA bl _rq esa ekydks'k dks xkus ls 'kjhj 

esa mRlkg iSnk gksus yxrk gSA blds vfrfjDr 

bl _rq esa jkxJh dkeksn vkfn A 

fu"d"kZ % 

     bl çdkj ls çkphu dky ls ysdj 

eè;dky rd ds fofHkUu xaFkks esa jkxksa dk _rq 

ls lacaèk tksM+k x;k gSA eè;dkyhu xzaFkks esa Ng 

_rqvksa ls lacafèkr jkxksa dk mYys[k feyrk gS 

ysfdu orZeku esa gesa eq[;r% o"kkZ _rq vkSj clar 

_rq nks gh _rq ds jkx vR;fèkd ns[kus dks 

feyrs gSaA xzh"e _rq] 'kjn _rq] gsear vkSj 

f'kf'kj _rq dk mYys[k gesa dgÈ Hkh Li"V :i 

ls orZeku esa ugÈ feyk gSA dqN ,sls jkx Hkh gS 

ftudk mYys[k iqLrdksa esa _rqdkyhu jkxksa ds 

:i esa ugÈ gqvk gSA fQj Hkh O;ogkj esa os eq[; 

:i ls _rq ;k volj fo'ks"k ij xk, ctk, 

tkrs gSaA tSls jkx ns'k] Nk;kukV] foHkkl] 

t;t;oarh] gehj] tSrdY;k.k jkx dks o"kkZ _rq 

esa xk;k tkrk gSA clar _rq esa dkQh] dkeksn] 

ijt] paædks"k] o`ankouh lkjax xk, tkrs gSa vkSj 

dqN jkx ,sls Hkh gksrs gSa ftUgsa nks ;k nks ls 

vfèkd _rqvksa esa xk;k tkrk gS tSls & ckxsJh 

jkx dks clar vkSj o"kkZ _rq nksuksa esa gh dÃ 

fo}kuksa }kjk o.kZu fd;k x;k gSA jkx tyèkj 

dsnkj ds fooj.k ds ckjs esa *iafMr fouk;djko 

iVoèkZu* us jkx foKku] Hkkx 5 esa bl jkx dh 

rhu cafn'ks nh gSA ,d cafn'k esa o"kkZ _rq dk 

o.kZu gS ij ;g mYys[k dgÈ ugÈ fd;k x;k fd 

tyèkj dsnkj ,d ekSleh jkx gSA 
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VARNAM-A Journey from Abhyaasa Gaanam To Sabha Gaanam  
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Abstract: Musical forms in Carnatic music are broadly classified as Abhyaasa 
Gaanam and Sabha Gaanam. Abhyaasa Gaanam like, Jathiswaram, Geetam, 
Swarajati are meant for basic understanding practice and foundation of 
Carnatic music, whereas, Sabha Gaanam like, kriti, padam, Javali are 
performance oriented, and carry lot of entertainment value. As far as the 
musical form Varnam is concerned, legends opine that it falls both on 
Abhyaasa Gaanam and Sabha Gaanam category. Varnam is imparted to a 
music student just after the basic lessons. There are basic and advanced 
lessons in Varnams as well. Great musicians in earlier days always 
commenced their concert with Varnams. Some even sang the main 
composition in the same raga as that of varnam. This study aims at the 
possibilities and scope for creativity in Varnams, and how grammar and 
aesthetics should go hand in hand for music students and musicians. :  
Keywords: Varnam, Charanam, Charanaswaram, raga, tala, gamaka, 

kalapramanam, jaru. 

Introduction to Vowel 
extensions and Gamakas 
Varnams are one of the earliest 
musical forms that evolved around 
17th Century. They are one of the 
fundamental lessons imparted to 
students, introducing them to vowel 
extensions and gamakas. Till the 
varnam lessons, students learn basic 
swara exercises, geetams, jatiswaram 
and swarajati. Varnam will be the first 
of its kind a musical form where the 
student is introduced to Vowel 
extensions.  
Example: Mayamalavagowla Varnam 
||Ṡ, ,, ,, Ṡ n d d p mp g, m |p, , , , , d p m g r| g m p d n || 
||Sa..     ra  -   -   --    si--   |ja--       na--        |bha----     || 

We can observe that a single word 
“Sarasijanabha” is elongated to one 
full avartanam in this line. This 
enables the learner to improve the 

breath control and also enhances the 
capacity to adhere to gamakas. 
Mayamalavagowla is the raga in 
which all the basic lessons or swara 
exercises are learnt, but when it comes 
to a Varnam, the significance of 
Gamakas and anuswaram is more 
effectively imparted and registered.  
Varnams are learnt, practiced and 
performed with various objectives 
such as:- 
1. Fundamental lesson to introduce 

vowel extension, Gamakas etc 
2. Improve voice and breath control 

through various vocal exercises 
3. Understand the nuances and 

aesthetics of raga better. 
4. Application of laya techniques to 

equip laya elements. 
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5. Ability to notate understanding the  
anuswaras. 

Structural Analysis  
Looking at the structure of Varnams 
in general, it contains Pallavi, 
Anupallavi, Chittaswaram or 
Mukhtayi swaram, followed by 
Charanam and Charana swaras. The 
layout of charana swaras are 
interesting in many ways.  

• The first charana swara will in 
most cases be with a lot of karvais 
(Pauses) which is a challenging 
one for beginners, but a useful tool 
for intermediates. Analysing thodi 
varnam 

||g , , m , , g , , r , ṇ , r , | s , , ḍ , , ṇ , |, s , r , g , m|| 

Looking at an example from 
a contemporary varnam in 
Nalinakanti 

|m, , ,,  , g , , r , , ṇ , , p| , , ṇ , , s , , | s, ,  g , ,  r , || 

• Second Swaras always 
provide beautiful patterns as 
in Mohanam 

||g ,g rgr sr g,g pdd sr |g,g gdpgr | g,g ṡdpgr || 

• Third charana swaras which 
are always designed with 
hrasva1 swaras are one that 
generally remain a guide 
book for aspiring musicians 
especially when it comes to 
rakti ragas like Surutti, 
Sahana, Neelambari, or 
Devagandhari. A fine 
example from Surutti be like 

|| nndd pm dpmg pm rmrs | nsrs mrpm dpmp 
snnd||  
pnd sndp sndp rsndp |mrsn dp sndp mgr 
srm|| 

 
1 Without pauses or karvais. Not elongated 

• The fourth swara and the 
final swara in many of the 
varnams will be with lot of 
launch pads or stoppings at 
different significant notes. 
As in the case of Bhairavi Ata 
tala varnam or Surutti Adi 
tala Varnam etc. 
Sankarabharanam Ata tala 
varnam however possess a 
very different final swaram 
that draws an influence of 
western style. 

• Varnas with 5 or 6 charana 
swaras will be more of an 
advanced lesson, and gives 
extra ordinary ideas to deal 
with Kalpana swaram 
singing too. Looking at 
Saveri 

|| d,, ṙ,, ṡ, ndpmg grsṇ | ḍ,, r,, snds rmgr mp|| 
||dpm, pdn, dpm g,rmp| dpdm prmp d srmp dn,|| 
||dmgrs dmgrs m,grsṇ | ḍsrm gr mpd sr ḍsr mp|| 
||dsnd sṙġṙ ṁ, ġṙ snd p| dsṙġ srmp dnpḍ srmp|| 

 
Singing Varnams in different degrees 
of speed, and later converting them in 
akaaram has been proven to be an 
excellent treatment to the voice which 
results in perfect shape and texture of 
the voice, and note precision right on 
pitch. Especially ones with Janta 
prayogas as in Sankarabharanam Ata 
tala Varnam or Mayamalavagowla 
Adi tala Varnam. 
 
Aesthetics and Judgement 
Some advanced Varnams learnt 
especially during later stage , 
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example, Todi, Kalyani, 
Reetigowla; act as guidebooks that 
give us a perfect judgement on 
usage of the same note at different 
places or phrases. The chathusruti 
dhaivatam in Kalyani is not handled 
in the same way all the time. It can 
be a stressed one, or a passing one or 
even plain. The ata tala varnam is a 
reference material to precisely 
assimilate which form of the 
dhaivatam in a particular phrase. 
Grammatically right and 
aesthetically brilliant are elements 
in two poles.   
The opening line in 
Sankarabharanam Varnam need not 
necessarily be  
S, n , p,,, - the panchamam touching 
kakali nishadam and sounding SNP   
but can be brought down half way 
and taken from dhaivatam S , n, ᵈp,,, 
Varnams are learnt basically with 
the help of a notation, in the class 
room. The technical details of the 
varnam, the grammar, the structure 
can be learnt and practiced by a 
student, but when the same varnam 
is rendered before an audience, they 
must not necessarily have the 
academic knowledge. Any musical 
form for that matter, is based on 
some raga. A musician is expected 
to unearth the raga bhava or the 
aesthetics from the composition and 
execute to the Rasikas. When kritis 
or padams or other musical forms 
have Sangatis, or improvisation why 

not in varnams? So, how can we 
treat Varnams aesthetically? 
There are several ways to embellish 
a varnam.  
1. Stress and modulation balance, 

giving emphasis to the fashion of 
phrase 

2. Connection of charanam to each 
charanaswara 

3. The Kalapramanam or the pace 
chosen for rendering varnam  

4. Making the sahityams sound 
more meaningful 

5. Right usage of gamaka and jaru 

 
1. Ninnukori – Mohanam 
|| G ,  g ,    g p g r  r g  p  g p,,,  | g  g d d p,  g g |  d 
p  g p g r s r|| 
||Sa   nnutha..                    nga  | Sri….    Ni  va |          
sa.. || 

We can bring meaningful 
changes like  
| g  g d d p,  g p |  g r s s d  s r  g|| 
| Sri….   Ni  va |          sa..         ||  

to connect the third swaram and 
| g  g d d p,  g p |  g r s  s r  g p d || 

| Sri….    Ni  va |          sa..         || to connect 
the fourth swaram. 
2.  Evvari bodha- Abhogi 
|| m, d m d,,,  ds d m d d s, |  d s d d m, g m | g 
r s r g s r g|| 
||ma ru-   ba …….     Ri…   ko        rva ja     la   
nu    ra 

The charanam Marubaari ends in the 
note Ga. And when we sing the third 
charana swaram, we find that it 
doesn’t connect seamlessly. So, 
making a small change at the tail end 
as 

|  d s d d m, g m | g r s r g r g m|| 
| ko        rva ja     la   nu    ra               
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will connect the swaram well. 
3. Sami nine- Sankarabharanam 

|| p, d n s s n  d p  m g  r g , m ,  
| p,,  m d,,  p s  n  d  p  m  g  r  s  r  g|| 
|| nee       ra       ja            --         
|kshi    ni      pai        ---        ---   

Adding this phrase at the tail end 
of the charanam will help to 
avoid the two madhyamams 
together while singing the third 
swaram commencing as ||m, dp 
mgm, pg mr gs,n.. 
4. Era naapai- Thodi 

Era naapai is considered as an 
advanced varnam among the adi 
tala varnams. Lets now see how 
charmingly we can connect the 
charanam to each swaram. 
Actual notation of the charanam 
is as follows 
|| d,, n   s,,  s n  d p  m g  r s r | g,,  m ,, p  d  
|  n  s , s n  d p m|| 
|| Da.ni ma ta    lu    vi     ni   |  In  ta     Sa-  
| ha sa- me-la   ra|| 
To link the third swaram, 
|| d,, n   s,,  s n  d p  m g  r s r | g,,  m ,, p  d |  
n  s , n r   s n  d|| 
|| Da.ni ma ta    lu    vi     ni   |  In  ta     Sa- | 
ha sa- me- la    ra|| mdn s, n dn sn,d rsnd… 

To link the fourth swaram 
|| d,, n   s,,  s n  d p  m g  r s r | g,,  m ,, p  d |  
n  s ,  d ,   n s   ,|| 
|| Da.ni ma ta    lu    vi     ni   |  In  ta     Sa- | 
ha sa- me- la    ra|| 
To link the final swaram 
|| d,, n   s,,  s n  d p  m g  r s r | g,,  m ,, p  d |  
n  s ,  d ,   G,   r|| 

|| Da.ni ma ta    lu    vi     ni   |  In  ta     
Sa- | ha sa- me- la    ra|| 

5. Valachi – Navaragamalika 

Navaragamalika varnam is 
very interesting since it 
employs allied ragas next to 
each other. This varnam 
requires special treatment. 
Repetitions and addition of 
some raga Chaya phrases will 
make varnam sound more 
professional. The most 
challenging one is the 
Yadukulakambhoji Charana 
swaram of just one 
avartanams, that connects to 
the charanam which is in 
Kambhoji.  
Instead of the actual notation 
|| p,,,, m , g , r, g , r , | S,, p,, d,, | ,, s ,, r 
, m|| it can be 
||p , ,,,, m , g , r , M , g , || S,, p,, d,, || ,, 
sr, m,,|| 

6. Sami nine- Sri ragam 
Many of the Carnatic music 
students handle the nishaadam 
of Sriragam doubtfully. 
Nishaadam needs support of 
adjacent notes to produce the 
ragabhava. Hence the 
anupallavi can be treated as, 

Np r s n,, snpm, r g  r  s r s,,,, 
Bhu….      Mi..  ve-     la yu 
 

7. Sarasijanabha – Kambhoji 
Various ideas singing the 
charanam of Kambhoji ata tala 
varnam 
||,,,, ,,,,  ,,,, ,,,, s,,  r  s  n  d  d p  m g  r | 
s, , , , ,  s n  p  d  s r  g ,  s  r  g  m  p , | 
m  g  p  d s, 
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       Sa rva         bhau            
ma               sa                 ka               |    
la  
p  d   r  s  n  d  p  m  p  d || 
lo      ka           bhira    ma 
||,,,, ,,,,  ,,,, ,,,, s,,  r  s  n  d  d p  m g  r | 
s, , , , ,  s n  p  d  s r  g ,  s  r  g  m  p , | 
m  g  p  d s, 
Sa rva         bhau            ma               sa                 
ka               |    la  
p  d   r  s  n  d      d  p m  g  || for the 
commencement of second swaram 
lo          ka   bhi    ra        ma   
||,,,, ,,,,  ,,,, ,,,, s,,  r  s  n  d  d p  m g  r | 
s, , , , ,  s n  p  d  s r  g ,  s  r  g  m  p , | 
m  g  p  d s, 
       Sa rva         bhau            
ma               sa                 ka               |    
la  
p  d   r  s , n , p , d  
lo      ka   bhi ra ma ||          
for linking the final swaram 
The stress and modulation 
balance are also a very 
important factor in embellishing 
a varnam. In the last avartanam 
of the final swaram the right 
stress should be as 
|| srgm pd mg pd sn pdsr gr gm grsn 
dp mg pd sr gm grs,, pd snd pm gr 
s,,  
npds  rsrg mgmp d 

8. Viribhoni- Bhairavi 

When there is a situation of 
using the same note or similar 
phrase next to each other, it is 
always advisable to show the 
two flavours of the note, as in 
D, nn dd, n d d m,,, ndp m,,, - 
where the madhyamam is 
paused. In this case, both the 
madhyamas doesn’t necessarily 

require the gamaka. The second 
one can remain plain. 

9. Neranammiti – Kanada 

Basically, Janta Prayogas 
(doubling of same note) in 
Carnatic Music is handled by 
giving stress to the second note 
in 98% cases. In a phrase like ss 
rr gg mm, stress or more power 
is given to the second note, like 
sS rR gG mM. In Kanada Ata 
tala varnam the last line of the 
last charana swaram ends like,  
| Gg, mrs nr, snp gg, mrs r g |m dn sr g 
mr | sn p rsnpm || gm r g g m dn 

The two gandharams that falls 
in the tail end of the swaram can 
be sounded more aesthetic if we 
give them more flavour of 
sadharana gandharam. 

Laya Aspects 
Apart from the two degrees speed in 
Chathurasra Gati, musicians also sing 
the varnams in thisra keezhkalam and 
melkalam. Multiples of three, is the key 
to sing Varnams in thisra gati. That is, 
every three lines will give the samam in 
thisra gati Rarely varnams are rendered  
in Khanda gathi too. In this case, 
multiples of five is the easy approach. In 
case varnams have 8 lines or more, they 
are repeated so as to get the samam. 

Another practice in recent time is 
singing them in various nadais, or 
reckoning talam in panchamukhi, 
sapta mukhi, sarva mukhi etc. 
Showing all the nadais or any 
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particular nadai on the Shabdha2 
kriyas in a talam is one method. Or 
showing the nadais on the 
Nishabdha3 kriyas in a talam is 
another method. Such exercises 
sharpen the focus and give sound 
stability over laya aspects.  
Singing the varnam in any particular 
nadai, for example in case of 
Khanda Nadai, the same theory 
applies as we did in the gathi 
exercise. Every 5 lines will show the 
samam and the lines in the varnam 
will have to repeated as many times 
to get the samam. 

Varnams offer multiple benefits 
like, stability of voice, Purity in 
Swara and Sruti, perfection in laya 
aspects etc. To conclude, it is very 
important to understand ragas 
through Varnam, the grammar and 
aesthetics every varnam lays for us. 
Learning the varnam in the well-set 
pattern, and then interpreting them 
from the angle of musical finesse is 
very important for musicians. 
Whatsoever a musician right from 
the stage of a beginner, intermediate 
advanced or a performer, will be 
singing this musical form through 
out the musical journey.  
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ukV~;'kkL= esa of.kZr izs{kkxg̀ y{k.k 

:ie j?kqoa'kh 

'kks/k Nk=k] uR̀; foHkkx]  

izks- y;yhuk HkV 

'kks/k funsZf'kdk] uR̀; foHkkx ¼HkjrukV~;e~½]  

efgyk egkfo|ky;] dk'kh fgUnw fo'ofo|ky;] okjk.klh 

laf{kIr lkj&  izn'kZu dykvksa ds fy, fdlh u fdlh izdkj dk [kqyk ;k cUn] LFkk;h vFkok vLFkk;h] 

NksVk ;k cM+k LFkku vko';d gSA ;g LFkku izs{kkx̀g] izs{kkLFky] jax'kkyk] jaxeap vkfn ukeksa ls tkuk 

tkrk gSA lkekU;r% ;g fofHkUu uke ml LFkku dk funsZ'k djrs gSa ftlesa ,d LFkku fo'ks"k ls dk;ZØeksa 

dks izLrqr fd;k tk lds vkSj mu dk;ZØeksa dk Jksrk ;k n'kZd lq[kiwoZd cSBdj mldk vkuUn ys 

ldsaA vFkkZr~] eap ,oa izs{kd LFky ds lefUor Lo:i dks izs{kkx̀g dh laKk nh tkrh gSA 

lwpd 'kCn& ukV~;”kkL=] ukV~;eaMi] çek.k] jaxihB] jax”kh’kZA    

     dyk dk mRd"̀V :i dkO; gS vkSj 

mRd"̀Vre~ :i gS ukVd] ftldk izfriknd 

lokZf/kd izkphu xzUFk Hkjreqfu d̀r ukV~;'kkL= 

gSA yfyr dykvksa dh ,sfrgkfldrk esa 

ukV~;dyk dk egŸoiw.kZ LFkku gSA 

txzkg ikB~;èXosnkRlkeH;ks xhreso pA 

;tqosZnknfHku;ku~ jlkukFkoZ.kknfiAA
1
 

     czãk us _Xosn] lkeosn];tqosZn rFkk 

vFkoZosn ds vk/kkj ij ukV~;osn dh jpuk dh 

tks fd iape osn dgk x;k] ftlesa ikB~;] xhr] 

vfHku; rFkk jl pkjksa rRoksa dks Øe'k% fy;k 

x;k gSA 

     Hkkjrh; ok³~e;&ijEijk esa ukV~;'kkL= 

dk vizfre LFkku gSA ukV~;'kkL= vius fopkjksa 

dh O;kidrk ds lkFk&lkFk fo"k;xr lexzrk 

ls ifjiw.kZ gSA ^ukV~;'kkL=* dk fo"k;xr 

fooj.k ns[kdj dksbZ ;g dgs fcuk ugha jg 

ldrk fd rRdkyhu Hkkjrh; lekt dsoy 

/ku/kkU; ls gh lè) ugha Fkk vfirq fo|k vkSj 

fo'ks"k :i ls okLrqf'kYi] ewfrZf'kYi] fp=dyk] 

laxhrdyk] ukV~;dyk] uR̀;dyk ,oa dkO;kfn 

dykvksa esa Hkh ikjaxr FkkA ukV~;'kkL= esa ukV~; 

ds lanHkZ esa gh uR̀; ,oa laxhr dk vR;Ur 

fo'kn~ o.kZu izkIr gksrk gSA ukV~;'kkL= ds 

vuqlkj ukV~;dyk vukfnfl)
2
 gSAukV~;'kkL= 

esa bl dyk dks czãksDr ekuk x;k gS rFkk 

 
1..  f}osnh] MkW0 ikjl ukFk] ukV~;'kkL=e~ fgUnh O;k[;k euksjek I Hkkx] 

i0̀la0 46  

2.  >k] MkW0 vfuek] ukV~;'kkL= dk vV~Bkbloka v/;k;] i0̀la0 11 

Hkjreqfu mlds vkfne iz;ksDrk crk, x, gSaA 

ukV~;'kkL= dqy 36 v/;k;ksa esa laxzfgr gS rFkk 

mlesa N% gtkj 'yksd gSaSA ^ukV~;'kkL=* dks 

dsoy ukV~;dyk ,oa laxhr dyk gh ugha 

cfYd leLr Hkkjrh; dykvksa dk fo'odks"k 

dgk x;k gSA,slk dksbZ foKku] f'kYi] dyk] 

;ksx vkSj deZ ugha gS tks mlesa uk lekfgr 

fd;k x;k gksA  

     ^ukV~;'kkL=* esa ukV~; ds lanHkZ esa Lo;a 

Hkjreqfu us dgk gS& 

r rTKkua u rfPNYia u lk fo|k u lk dykA 

uk lkS ;ksxks u rRdeZ ukV~;s·fLeu~ ;Uu n`';rsAA
3 

    Hkkjrh; laxhr ,oa ukV~;dyk ds 

vk/kkjHkwr xzUFk ^ukV~;'kkL=* ds jpukdkj 

Hkjreqfu us ^ukV~;'kkL=* ds f}rh; v/;k; esa 

fHkUu&fHkUu vkdkj&izdkj vkSj eki okys 

izs{kkxg̀ksa ds fuekZ.k ds fy, vykSfdd okLrqdkj 

fo'odekZ }kjk funsZf'kr fu;eksa dk mYys[k 

fd;k gSA ukV~; dh izkFkfed vko';drk ds 

:i esa ukV~;xg̀ dh fuekZ.k fof/k dk foLrkj 

ls ifjp; feyrk gSA 

     ^^ukV~;'kkL=** esa ukV~; ds fufoZ?u iz;ksx 

gsrq izs{kkLFky vFkok izs{kkxg̀ dks vko';d ekuk 

gSA'kkL=ksa esa izs{kkxg̀ dk lcls izkphu mYys[k 

ukV~;'kkL= esa izkIr gksrk gSA ukV~; 'kkL= ds 

vuqlkj izs{kkxg̀ dh vko';drk ftu 

3. ogh] i`0la0 11 
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ifjfLFkfr;ksa esa gqbZ og dFkk fuEu 'yksdksa esa 

lqO;Dr gS& 

 

 

 

egsUnz ds /otegksRlo esa tks fd vlqjksa ;k 

nkuoksa ds ekjs tkus ds miy{k esa fot; dh 

miyfC/k ij vk;ksftr gksrk FkkA ml vk;sktu 

esa Hkjr us czãk ds vkns'k ls ukV~; iz;ksx 

fd;kA ;g iz;ksx nsorkvksa }kjk nSR;ksa ij 

fot; izkIr djus ls lEcfU/kr gh Fkk vr% 

czãk vkfn nsorkvksa us rks ml iz;ksx ij larks"k 

O;Dr fd;k fdUrq ogk¡ mifLFkr nSR; bl 

vieku ls {kqC/k gks x, vkSj bl iz;ksx dks 

Lohdkj u djrs gq, vfHkusrkvksa dh ok.kh] ps"Vk 

vkSj Lèfr dks LrC/k dj fn;kA rc bUnz us 

/;kuLFk gksdj bl fo?u dks igpkuk vkSj 

vius otz ls nSR;ksa vkSj fo?uksa dk uk'k dj 

fn;k] fdUrq iqu% bUnz ds /ot egksRlo esa 

 
4

.  'kkL=h] 'kqDy Jh ckcwyky] ukV~;'kkL=e~ fgUnh xzUFk O;k[;k 

iznhi I Hkkx] i`0la0 34] 35 

vfHku; ds vkjaHk gksrs gh cps gq, fo?u iqu% 

v'kkafr mRiUu djus yxs rc Hkjreqfu vius 

iq=ksa lesr czãk th ds ikl x, rFkk vfHku; 

ds j{kk&fo/kku ds ckjs esa muls vuqu; dhA 

rc czãk th us Hkjr dh fpUrk dks ns[krs gq, 

nso f'kYih fo'odekZ dks vkns'k fn;k fd vki 

leLr 'kqHk y{k.kksa ls ;qDr ukV~;e.Mi dk 

fuekZ.k djsa rFkk vfHku; dh j{kk gsrq 

ukV~;e.Mi ds izR;sd LFkku ij leLr nsox.kksa 

dks Hkh ;FkkLFkku LFkkfir djsaA bl izdkj 

ukV~;e.Mi vFkok izs{kkx̀g nsoe;h vuq"Bku gks 

x;kA 

     ^ukV~;'kkL=* esa nsof'kYih fo'odekZ us 

ukV~;e.Mi ds rhu izdkj ds lfUuos'k rFkk 

mudk fo/kku cryk;k gS& 

fod"̀V'prqjJ'p «;J'pSo rq e.Mi%A 

rs"kka =hf.k izek.kkfu T;s"Ba e/;a rFkk·oje~AA 

izek.kes"kka fufnZ"Va gLrn.MlekJ;e~A 

'kra pk"VkS prq%"kf"VgZLrk }kf=a'knso pAA
4
 

     buesa fod"̀V ukV~;xg̀ vk;rkdkj] 

prqjL= ukV~;xg̀ oxkZdkj rFkk «;L= 

ukV~;xg̀ f=Hkqtkdkj gksrk gSA buesa izek.k dh 

nf̀"V ls fQj ukV~;e.Mi ds vkSj Hkh Hksn fd;s 

x;s gSa tks T;s"B] e/;e vkSj voj@v/ke :i 

esa curs gSaA dqN vU; vkpk;ksZa ds erkuqlkj 

lHkh ukV~;xg̀ izek.k ds vk/kkj ij T;s"B] 

e/;e rFkk v/ke gks ldrs gSa] vr% blds ukS 

Hksn gksrs gSaA bu izs{kkxg̀ksa ds eki gsrq gLr ;k 

n.M dk iz;ksx fd;k x;kA 

     izek.kksa ¼uki½ ds vk/kkj ij ukV~;e.Miksa 

dk fuekZ.k crk;k x;k gSA bu izek.kksa dks gkFk 

;k n.M ds vk/kkj ij ekik x;k gSA T;s"B 

ukV~;e.Mi dk izek.k 108 gkFk ;k n.M] 

e/;e dk izek.k 64 gkFk ;k n.M rFkk v/ke 

¼dfu"B½ ukV~;e.Mi dk izek.k 32 gkFk ;k 

n.M dk gksrk gSA T;s"B e.Mi nsoksa ds 

fy,]e/;e jktkvksa ds fy, mi;ksxh gksrk gSA 

blh izdkj dfu"B ukV~;xg̀ iztk ds fy, 

mi;ksxh gksrk gSA T;s"B ukV~;e.Mi ds fo'kky 
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jgus ls ik=ksa ds }kjk mPpkfjr ikB~;ka'k n'kZdksa 

dks JkO; ugha gksrk gS vkSj uk gh mudh 

Hkkoiw.kZ vfHku; dh eqnzk,¡ n'̀; gks ikrh gSa] 

vr,o e/;e ukV~;xg̀ gh vf/kd mi;ksxh 

gksrk gS]  

^foHkkxsu d`"V% nh?kZ% bfr fod̀"V%*
5
 

vFkkZr~ ftuesa pkSM+kbZ dh vis{kk yEckbZ vf/kd 

gks] pkjks Hkqtk,¡ cjkcj u gks mls fod̀"V 

ukV~;e.Mi dgk x;kA 

^prl"̀kq fn{kq lkH;su d"̀V bfr prqL=%*
6
 

vFkkZr~ ftudh pkjksa Hkqtk,¡ ,d cjkcj gksa ,slk 

oxkZdkj {ks= okyk e.Mi prqjL= e.Mi dgk 

x;kA 

^frL=% vkJ;% vfLefUufr «;J%*
7
 

vFkkZr~ ftl e.Mi ds rhuksa dks.k f=Hkqtkdkj 

cjkcj gksa mls «;L= ukV~;e.Mi dgrs gSaA 

     fod̀"V] prqjL=] «;L= ;g foHkktu 

izs{kkxg̀ dh vkdf̀r ¼Lo:i½ dks crkrk gS 

tcfd T;s"B] e/;e vkSj voj izs{kkxg̀ ds 

{ks=Qy dks ¼izs{kdksa ds cSBus dh {kerk½ crkrs 

gSaA bu lHkh izdkj ds izs{kkxg̀ksa esa e/;e 

izs{kkxg̀ dks loksZŸke dgk x;k gS D;ksafd mlesa 

laokn rFkk laxhr csgrj :i ls JO; gksrk gSA  

fo—"V ukV~;xg̀ %& 

     e/;e fo—"V ukV~;e.Mi dh fuekZ.k 

fof/k ;g gS fd 64 gkFk yEch rFkk 32 gkFk 

pkSM+h yEckbZ dk {ks= ysdj fQj Mksjh ls mlds 

nks Hkkx dj ysaA blds ckn vkxs ds vk/ks Hkkx 

esa izs{kdksa ds cSBus dk LFkku cus rFkk ihNs ds 

Hkkx dks iqu% nks Hkkx esa ftlesa vkxs ds Hkkx 

dks fQj nks Hkkx esa ckaV dj jaxihB rFkk 

jax'kh"kZ dk fuekZ.k gks rFkk fiNys Hkkx esa 

usiF; xg̀ dh jpuk dh tkrh gSA,d }kj 

usiF; izos'k gsrq] nks }kj eap izos'k ds fy, 

rFkk ,d }kj n'kZd izos'k gsrq fufgr fd, 

tkrs gSaA }kjksa dh la[;k 2 ls 6 rd gks ldrh 

gSA 

     ukV~;'kkL= esa blh v/;k; ds 'yksd la0 

70,oa 71 esa lkekU; funsZ'k gS fd jaxihB ds 

 
5.f}osnh] MkW0 ikjlukFk] ukV~;'kkL=e~ fgUnh O;k[;k euksjek I Hkkx] 

i0̀la0 147 

nksuksa vksj cxy esa eŸkokfj.kh dk fuekZ.k gksuk 

pkfg,] tks fd jaxihB ds eki ds vuqlkj 8 x 

8 gkFk dh leprqjL= gks] ijUrq dbZ vU; erksa 

ds vuqlkj ;g iwjs jaxe.Mi ds eki ds vk/kkj 

ij 8 x 16 gkFk vk;rkdkj gksuh pkfg,A 

e/;e fo—"V ukV~;e.Mi dk Lo:i %& 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

prqjL= 

ukV~;xg̀ %& 

     e/;e prqjL= ukV~;e.Mi dh yEckbZ 

vkSj pkSM+kbZ ¼64&64½ gkFk dh jgus ls ;g 

oxkZdkj ukV~;e.Mi dgykrk gSA blds 

fuekZ.k esa mlh Øe dk vuqlj.k gksrk gS tSlk 

fd fod̀"V ds Lo:io.kZu ds izlax esa iwoZ esa 

cryk;k x;k gSA bldh nhokjsa bZaVksa ls fufeZr 

gksa]mlesa nl LrEHk j[kuk pkfg,A fod̀"V dh 

vis{kk NksVk e.Mi gksus ls blesa izs{kdksa dks 

cSBus ds fy, lh<+huqek cSBd dk fuekZ.k fd;k 

tk, ftls ydM+h vkSj bZaV ls cuk;k tk,A ;s 

lhf<+;k¡ /kjkry ls ,d gkFk Åij mBrs gq, 

6.ogh] ì0la0 147 

7
.  ogh] ì0la0 147 

32 gkFk 

64 gkFk 

16 x 32  
usiF; 

8 x 16  
jax'kh"kZ 

8 x 16 
jaxihB 

32 x 32  
n'kZd nh?kkZ 

8 x 16 

eŸkokfj.kh 

 

8 x 16 
eŸkokfj.kh 

}kj 
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bruh Å¡pkbZ rd pyh tk,a tgk¡ ls jaxihB 

¼lh/kk½ fn[kykbZ ns ldrk gksA fod"̀V esa ;g 

fo/kku foLrkjiwoZd ugha cryk, x, gSa] bldk 

fooj.k prqjL= ls gh izkjEHk gqvk gSA fod"̀V 

ds leku gh ;gk¡ jaxihB rFkk jax'kh"kZ dh Hkh 

jpuk dh tk, rFkk usiF;xg̀ dh vksj tkus 

ds fy, }kj j[kk tk,] eap ij izos'k gsrq nks 

}kj rFkk,d }kj lkeus ds e.Mi esa gks ftlls 

lkekU; n'kZd izos'k djsA bldk jaxihB vkB 

gkFk ds izek.k dk gksrk gS rFkk nksuksa cxy esa 

eŸkokfj.kh pkj&pkj LrEHkksa dh jgrh gSA 

bldk /kjkry vkn'kZ ry ds leku lery 

gksrk gS rFkk osfndk Hkh lery gh] tcfd 

fod̀"V esa osfndk ls bl /kjkry dks Å¡pk j[kk 

tkrk gSA  

e/;e prqjL= ukV~;e.Mi dk ;g Lo:i gS& 

 

«;L= ukV~;xg̀ %& 

    «;L= laKd ukV~;e.Mi dk vkdkj 

¼Lo:i½ f=Hkqt tSlk j[kk tkrk gS rFkk blds 

e/; Hkkx esa ftl jaxihB dh jpuk gksrh gS 

og Hkh f=Hkqt vkdkj gh jgrk gSA bldk 

,d&,d }kj rhuksa dksuksa esa fudyk gqvk j[kk 

tkrk gS rFkk ,d }kj jaxihB ds fiNyh vksj 

j[krs gSaA bu esa ,d }kj lkekU;&tu ds izos'k 

ds fy, vkSj ,d }kj vfHkusrkvksa ds izos'k ds 

fy, gksrk gSA prqjL= esa vfHkfgr fof/k ds 

vuqlkj gh blesa Hkh fnokjksa dk fuekZ.k fd;k 

tkrk gS vkSj blh izdkj LrEHk Hkh yxk;s tkrs 

gSaA 'ks"k dk;Z fod̀"V ukV~;xg̀ ds leku «;L= 

ukV~;xg̀ esa Hkh gksrk gSAfooj.k ds vuqlkj 

f=Hkqtkdkj ds rhuksa dksuksa ij }kj crk, gSa] 

ftlesa n'kZd nh?kkZ esa nks dksuksa ij }kjksa dh 

;kstuk gks ldrh gS] ftlesa ls ,d n'kZdksa ds 

izos'k gsrq vkSj ,d vfHkusrkvksa ds izzos'k gsrq 

crk;k gSA fdUrq n'kZd nh?kkZ ds }kj ls 

vfHkusrkvksa ds izos'k dk vkSfpR; ugha fn[krkA 

vr% ;g nksuksa }kjk n'kZdksa ds izos'k ,oa fuxZeu 

gsrq rFkk usiF; ls yxk gqvk }kj vfHkusrkvksa 

gsrq mfpr tku iM+rk gSA  

e/;e «;L= ukV~;e.Mi dk Lo:i & 

 

 

 

 

 

 

 

ukV~;'kkL= ds f}rh; v/;k; ds fooj.k ds 

vuqlkjfo'odekZ us 'kkL=ksDr rhu izdkj ds 

izs{kkxg̀ksa dk fuekZ.k fd;k gS& 

1- fod̀"V 

2- prqjL= 

3- «;L= 

     buesals izR;sd ds rhu :i gksrs gSa & 1- 

T;s"B] 2- e/;e] 3- v/keA 

mDr fooj.k ds vuqlkj izs{kkxg̀ & 

1- T;s"B & fod"̀V 

2- e/;e & fod"̀V 

3- v/ke & fod̀"V 

4- T;s"B & prqjL= 

5- e/;e &prqjL= 

6- v/ke &prqjL= 

7- T;s"B & «;L= 

8- e/;e &«;L= 

9- v/ke &«;L= 

     dqy 9 izdkj ds iqjkus izs{kkx`gksa dh 

tkudkjh feyrh gSA,slk crk;k gS fd vkdkj 

esa T;s"B ls cM+k uk gks D;ksafd rc ukV~; ds 
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Hkko Li"V ugha fn[kkbZ nsaxs o Loj Hkh Li"V 

lqukbZ ugha nsaxsA vf/kd fpYykus ls vR;Ur 

cslqjkiu gksxkA  

     v/ke ukV~;e.Mi esa vkdkj NksVk gksus 

ds dkj.k ikB~;] okpu rFkk ok|ksa dh /ofu 

vR;Ur rst lqukbZ iM+rh gS ftlls 

Hkko&lEizs"k.k rFkk ok|ksa dh /ofu ds lkFk 

dFkkud lkQ lqukbZ ugha iM+rkA vr% ;g Hkh 

mRre ugha ekuk x;kA vr% e/;e Js"B gSA 

izs{kkxg̀ fuekZ.k gsrq izeq[k fcUnq %& 

Hkwfe ijh{k.k o 'kks/ku %& 

     izs{kkxg̀ HkouokLrq gsrq iz'kLr Hkwfe gksuh 

vko';d gSA blfy, Hkwfe dk Li"Vr% ijh{k.k 

djuk pkfg,A ukV~;'kkL= ds vuqlkj 'osr] 

yky] ihys rFkk dkyh jax dh feV~Vh okLrq 

gsrq mRre gksrh gSA 'kqHk eqgwrZ ds lkFk ukiuk 

vkjEHk fd;k tk,A Hkwfe ijh{k.k djus ds ckn 

Hkwfe dk 'kks/ku fd;k tkrk gSA Hkwfe dks lkQ 

djds ogk¡ gy pykuk pkfg,] Hkwfe ls dhy] 

?kkl&Qw¡l] dadM+ rFkk o`{kksa dh tM+s fudky 

nsuh pkfg,A Hkwfe dk js[kkadu etcwr lwr dh 

Mksjh ls fd;k tkrk gSA ukV~;'kkL= esa ;g Hkh 

funsZf'kr gS fd jaxeap ds LFkku ds ifjek.k dks 

nks cjkcj Hkkxksa esa foHkkftr fd;k tk,A buesa 

ls izs{kdksa ds lEeq[k okys Hkkx dks Øe'k% 

jaxihB rFkk jax'kh"kZ dgrs gSa rFkk i`"B okyk 

Hkkx usiF; ds fy, fu/kkZfjr gSA bl funsZ'k ds 

vuq:i e/; vkdkj ds fod"̀V izs{kkxg̀ esa ,d 

pkSFkkbZ Hkkx usiF; LFky ds fy, iz;qDr gksuk 

pkfg,A  

eqgwrZ %&ukV~;e.Mi cukuk izkjEHk djus ds 

fy, mRrjk] èxf'kjk] fo'kk[kk] jsorh] gLr] 

iq.; vkSj vuqjk/kk u{k= Js"B ekus x, gSaA 

uki %&ukV~;xg̀ dk ekiu lQsn Mksjh ls 

ukidj fpUg cuk;k tk,A Mksjh dgha ls Hkh 

VwVh ;k tksM+h u gksA ;gh rjhdk vkt Hkh 

Hkou fuekZ.k esa yk;k tkrk gSA bl izdkj 

lko/kkuh ls 64 gkFk ukidj mlds 2 Hkkx 

djus pkfg,] tks ihNs 32 gkFk dk Hkkx gSA 

 
8

.  f}osnh] MkW0 ikjlukFk] ukV~;'kkL=e~ fgUnh O;k[;k 

euksjek I Hkkx] ì0la0 188 

mlds nks Hkkx djus pkfg, ftuesa lcls ihNs 

okys Hkkx esa usiF; xg̀ cukuk pkfg,A 

uhao fn'kk %& 

     dk;Z iwoZ fn'kk ls izkjEHk fd;k tkuk 

pkfg,A 'ka[k] nqUnqfHk] uxkM+k] ènax] i.ko 

¼rklk½ vkfn ok| ctkdj fo}kuksa }kjk 

^^ewy&u{k=** esa uhao j[kuh pkfg,A 

fHkfRr LFky rFkk Nr %& 

 Hkjreqfu us izs{kkxg̀ dh fHkfRr;ksa ds 

fuekZ.k lEcU/kh vkSj mudk izlk/ku cgqr gh 

dykRed o ifj"dr̀ :i esa izLrqr fd;k gSA 

fHkfŸk dh Å¡pkbZ lk/kkj.kr% 18 QhV gksrh gSA 

fHkfRr ds ckn [kEHks [kM+s fd, tkrs gsaA izk;% 

izs{kkxg̀ esa 24 [kEHks gksrs gSa vFkkZr~ 4 [kEHks pkjksa 

dksuksa esa] 10 n'kZd d{k esa] 4 jaxihB ij vkSj 

6 jax'kh"kZ ds fy,] ;g lHkh [kEHks lh/ks rFkk 

fpdus gksrs gSaA ukV~;'kkL= esa izs{kkxg̀ ds vUnj 

fHkUu izdkj ds LrEHkksa dh LFkkiuk dk mYys[k 

gSA ;g LrEHk izs{kkxg̀ ds vkdkj ds vuq:i 

pkSchl ls vV~BkbZl rd la[;k esa crk, x, 

gSaA jaxihB ,oa usiF; esa vU; LrEHk Hkh fufnZ"V 

fd, x, vkSj vUr esa N% LrEHkksa dh LFkkiuk 

dks izs{kd&LFky dh fHkfRr;ksa ds lkFk&lkFk 

LFkkfir djus dk Hkh mYys[k gSA 

"kM~nk#d %& 

     Hkjr eqfu us izs{kkxg̀ esa jax'kh"kZ ds 

izlk/ku gsrq "kM~nk:d deZ dk fo/kku cryk;k 

gSA "kM~nk#d ,d ,slh LFkkiR; okLrq'kSyh gS 

ftlesa N% ydfM+;ksa ds lewg ls cuk ,d <kapk 

gksrk gSA
8
 bl <kaps dks izk;% Nr dks ikVus esa 

iz;ksx fd;k tkrk gSA bldk dk;Z LrEHk 

LFkkiuk ds i'pkr~ gksrk gSA 'kSy xqgkdkj gksus 

ds dkj.k n'kZdksa dks LrEHk jfgr n'̀; iznf'kZr 

gksrk gSA  

n'kZd&LFkku %& 

     Nr fuekZ.k ds i'pkr~ n'kZd&LFkku 

cukus dk fo/kku izkIr gSA blesa izk;% 10 LrEHkksa 

dk fuekZ.k fd;k tkrk gSA n'kZd nh?kkZ dks 

lh<+huqek cuk;k tkrk gSA bls 
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^^lksikukd̀frihBde**
9
 dgrs gSaA lhf<+;ksa ij 

dkaB yxk;k tkrk gSA izR;sd lksiku ds e/; 

,d gkFk dk vUrj gksuk pkfg,A 

jaxe.Mi dk fuekZ.k %& 

     izs{kkxg̀ ds dqy Hkkx ds v/kZHkkx esa 

jaxe.Mi dk fuekZ.k fd;k tkrk gS rFkk ;g 

rhu Hkkxksa esa foHkkftr gksrs gSaa usiF;] jaxihB 

rFkk jax'kh"kZA usiF; fuekZ.k fo/kku esa 2 }kjksa 

dk fuekZ.k fd;k tkrk gS ftuls ik=ksa dk 

eap&izos'k rFkk fudkl gksrk gSA Øekuqlkj 

jaxihB rFkk mlds vkxs jax'kh"kZ cukus dk 

fo/kku gSA jaxihB 4 [kEHkksa }kjk cuk gksrk gS 

rFkk jax'kh"kZ ls ½ gkFk Å¡pk gksrk gSA jax'kh"kZ 

dk fuekZ.k 6 [kEHkksa }kjk fd;k tkrk gSA  

     ik=ksa dh jax&lTtk] oL= iguus rFkk 

foJke vkfn dk;Z gsrq ^usiF; xg̀* dk fuekZ.k 

fd;k tkrk gSA usiF; xg̀ dh yEckbZ 16 rFkk 

pkSM+kbZ 32 gkFk gksrh gSA rFkk blds Hkh nks 

Hkkx gksrs gsaA,d Hkkx L=h ik=ksa ds iz;ksx gsrq 

rFkk nwljk Hkkx iq#"kksa ds iz;ksx gsrq fd;k 

tkrk gSA usiF; esa ik=ksa ds mi;ksx dh oLrq,¡ 

j[kh tkrh gSA izk;% ukV~; iz;ksx esa 

vkdk'kok.kh dh fØ;k usiF; ls gksrh gSA 

usiF; esa iz;qDr nks }kj gksrs gSa muesa ;ofudk 

vFkkZr~ ^inkZ* iM+k jgrk gSA ik= bls gVkdj 

jaxihB esa izos'k djrs gSaA 

}kj %& 

     Hkjreqfu us ukV~;'kkL= esa izs{kkxg̀ksa ds 

}kjksa ds lanHkZ esa ;gh crk;k gS fd vf/kd }kjksa 

dk fuekZ.k oftZr FkkA ;g }kj,d&nwljs ds 

lEeq[k ugha gksrs FksA,d }kj iwoZ dh vksj rFkk 

nwljk }kj nf{k.k dh vksj gksrk gSA jaxeap 

LFky ij rhu }kj cukus dk funsZ'k gS] buesa 

ls nks }kj jax'kh"kZ,ao usiF; dh nhokj esa ik=ksa 

ds vkus&tkus ds fy, gksrs FksA izs{kkxg̀ dk 

eq[; }kj iwoZ dh vksj gksrk Fkk] tks tu izos'k 

ds fy, FkkA dqy }kjksa dh la[;k nks ls N% 

rd Hkh gksrh FkhA  

 

 
9. ogh] ì0la0 206 

okrk;u rFkk xok{k %& 

    ukV~;'kkL= esa izs{kkxg̀ fuekZ.k fo/kku ds 

vUrxZr f[kM+fd;ka cukus dk funsZ'k feyrk gSA 

okrk;u ,oa xok{k fHkUu&fHkUu vkdkj dh 

f[kM+fd;k¡ Fkh] tks ok;q izos'k ds fy, Fkh rFkk 

mUgsa jLlh ls [kksyk ;k cUn fd;k tkrk FkkA 

xok{k okrk;u dh vis{kk NksVk rFkk dqN xksy 

gksrk Fkk] ;g njokts ds Åij nksuksa vksj cuk, 

tkrs Fks] blls irk pyrk gS fd ;g f[kM+fd;k¡ 

dkQh Å¡pkbZ ij curh FkhA izsz{kkx`g esa okrk;u 

,oa xok{kksa dh lhfer la[;k gksrh Fkh] rkfd 

vf/kd gok ds vkus&tkus ls Lojksa esa foLojrk 

u mRiUu gksA 

eŸkokj.kh %& 

     ;g n'kZdksa ds cSBus ds LFkku ls Ms<+ gkFk 

dh Å¡pkbZ ij gksuh pkfg,A blds LrEHkksa ds 

Åij ds Hkkx dsk vkeus&lkeus [kM+s nks 

erokys gkfFk;ksa dh mBh gqbZ lw<+ dk vkdkj 

fn;k tkrk gS bl dkj.k bldk uke eŸkokfj.kh 

iM+kA
10
dbZ fo}kuksa ds vuqlkj «;L= 

ukV~;e.Mi esa eŸkokfj.kh ugha gksrh] ijUrq 

O;kogkfjd ǹf"V ls ;g mfpr ugha blfy, 

gj ukV~;e.Mi esa eŸkokfj.kh vo'; gksuh 

pkfg,A 

     ;fn orZeku le; ds dqN izs{kkxg̀ksa dks 

mnkgj.k Lo:i ysa tSls fd dk'kh esa fufeZr 

ukxjh ukVd e.Myh] dk'kh fgUnw 

fo'ofo|ky; fLFkr iafMr vksadkjukFk Bkdqj 

izs{kkxg̀] Lora=rk Hkou] ds0,u0 mMqIik 

lsfeukj gky] fnYyh dk es?knwr izs{kkxg̀] 

dekuh lHkkxkj] okjk.klh dk :nzk{k lEesyu 

gkWy rks bu lHkh izs{kkx`gksa esa dqN uofufeZr gaS 

rFkk dqN dk fuekZ.k dkQh igys gqvk gSA ;g 

lHkh izs{kkxg̀ {ks=Qy dh nf̀"V rFkk cká 

vkdf̀r esa fHkUu gSaA izek.k ds vk/kkj ij T;s"B] 

e/;e rFkk voj rks dgk tk ldrk gS ijUrq 

eki ds vk/kkj ij 108 gkFk] 64 gkFk rFkk 32 

gkFk dk eki n'kZuh; ugha gSaA n'kZdksa ds cSBus 

dh {kerk ds vk/kkj ij ;g lHkh fHkUu gSa] dqN 

10. ogh] ì0la0 184  
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dkQh cM+s gSa] dqN e/;e rFkk dqN NksVs gSaA 

vkdf̀r ds vk/kkj ij Hkh bu lHkh dks fod"̀V] 

prqjL= rFkk «;L= dgk tk ikuk Hkh laHko 

ugha gS ijUrq muds fuekZ.k esa usiF;] }kj] 

eRrokfj.kh] jaxeap rFkk n'kZdnh?kkZ ;g lHkh 

fo/kku izs{kkx̀g y{k.kksa ds vuqlkj izkIr gksrk 

gSA budh n'kZd nh?kkZ lksiku;qDr gSA izos'k 

rFkk fudkl }kj Hkh ;Fkkor ns[kus dks feyrs 

gSa rFkk bu lHkh izs{kkx̀gksa esa vk/qkfud rduhd 

dk iz;ksx fd;k x;k gS] ftlesa /ofu midj.kksa 

rFkk izdk'k vkfn dh O;oLFkk gSA Hkou&fuekZ.k 

dh vk/kqfud rduhd ds vuqlkj lHkh izs{kkxg̀ 

ds okrkuqdwfyr gksus ds dkj.k okrk;u rFkk 

xok{k uk ds cjkcj gh ns[kus dks feyrs gSaA 

vkdkj pkgs ftruk Hkh cM+k gks ;k NksVk gks 

vk/kqfud rduhdh O;oLFkk ds }kjk /ofu dks 

O;oLFkkuqlkj Lihdj dh enn lss lquk tkrk 

gS] gky cM+k gksus ds ckn Hkh dk;ZØe esa /ofu 

izLrkjd ;a=ksa dh lqfo/kk ds dkj.k rFkk izdk'k 

;kstuk ds dkj.k psgjs ds Hkko Hkh Li"V :i 

ls fn[kkbZ nsrs gSa¼laxhr vFkok ukV~; JO;,oa 

n"̀; gksrk gS½A vr% orZeku le; ds izs{kkxg̀ksa 

esa ukV~;'kkL= esa of.kZr lHkh y{k.k ;Fkkor gh 

izkIr gksa,slk vko';d ughaA
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/kzqin efgyk xkf;dk fonq"kh vlxjh ckbZ 

dktksy okYehfd 

    'kks/k Nk=k] xk;u foHkkx 

Áks- ds- 'kf'k dqekj 

ladk; Áeq[k o foHkkxk/;{k] laxhr ,oa eap dyk ladk;  

dk”kh fgUnw fo”ofo|ky;]okjk.klh 
 

laf{kIr lkj& 

     izkphu dky esa iq#"kksa ds lkFk cjkcjh 

dh fLFkfr ls ysdj e/; ;qxhu dky ds 

fuEuLrjh; thou vkSj lkFk gh dbZ lekt 

lq/kkjdksa }kjk leku vf/kdkjksa dks c<+kok  fn;s 

tkus rd] Hkkjr esa efgykvksa dk bfrgkl dkQh 

xfr'khy jgk gS] vk/kqfud Hkkjr esa efgyk,a 

QkSt] iqfyl] fpfdRlk] foekupkyu] f'k{kk o 

laxhr esa lfØ; Hkwfedk fuHkk jgh gSA 

laxhr dh ,d xk;u 'kSyh ^/kqzin^ 

Hkkjr dh ,d çfl) 'kkL=h; xk;u 'kSyh gSA 

/kzqin /kqzo + in ls feydj cuk gS tgk¡ ^/kqzo^ 

“kCn dk okLrfod vFkZ gS “kkfURk] lknxh] 

fLFkjrk] vejRo rFkk ifo=rk vkfn vkSj in 

dk vFkZ gS  lkfgR;d i{k] nksuks dks feykdj 

/kqzin dh mRifÙk ekuh tkrh gSA Hkkjrh; 

“kkL=h; laxhr dk ,d xkSjoe;h bfrgkl jgk 

gSA ;gk¡ ns”k dh lE;rk laLd`fr ftruh iqjkuh 

gSA yxHkx mruh gh iqjkuh ;gk¡ dh laxhr 

dh Hkh laLd̀fr ekuh tkrh gS mÙkj Hkkjrh; 

“kkL=h; laxhr dk {ks= dkQh O;kid gS ijUrq 

tks /kqzin xk;u “kSyh dk LFkku gS og Hkh dkQh 

cM+k vkSj O;kid gSA /kzqin xk;u “kSyh dk 

fo”ks’k egRo gS ftlds dkj.k T;knkrj 

dykdkj bls “kkL=h; laxhr dk vge fgLlk 

ekurs gSA /kzqin xk;u “kSyh dk bfrgkl cgqr 

iqjkuk gS e/; ;qx esa lkyx lqM Áca/k ds /kqzo 

ls /kqzin dh mRifr ekuh tkrh gS jktk eku 

flag rksej ds dky ls bl xk;u “kSyh dh 

yksdfÁ;rk c<+hA laxhr fo|k vkSj dyk nksuks 

gS blfy, blesa y{k.k&y{; dk fof”k’V 

leUo; gS y{k.k ds yk{kf.kd “kkL= rFkk y{; 

dh Ák;ksfxd dq”kyrk dk vuqie la;ksx /kqzin 

gS /kqzin ds “kkL= o Á;ksx fHkUu ugha oks ,d 

nwljs ds iwjd gSSA ÁHkq rFkk bZ’V nsorkvks dh 

Lrqfr ds fy, /kqzinks dh jpuk vkjEHk gq;hA 

blds vfrfjDr /kqzoinksa ds fo’k; Ák;% jktkvks a 

dh Á”kalk] eaxy mRloksa dk o.kZu laxhr 

“kkL=ks esa of.kZr Jqfr Loj] xzke] ewPNZuk vkfn 

ds y{k.k vkfn gS /kqzin vax esa Lojkas dk Bgjko] 

vkykipkjh dk foLrkj] Lojkas dk LFkS;Z] y; 

dh fHkUu fHkUu ck¡V] nqxqu] pkSxqu] vkM+] frxqu] 

Nxqu bR;kfn y; Á;ksx fd;s tkrs gSA  

Hkkr[k.Ms th dgrs gSa] /kzqin xk;dksa 

dks dykoUr dh laKk nh tkrh gSA bu 

dykoUrksa] mudh fHkUu&fHkUu ok.kh }kjk 

[kaMkj] ukSgkj] Mkxqj ,oa xkscjgkj ,sls oxZ gksrs 

FksA bu ckfu;ksa dh mRifÙk dgk¡ ls gqbZ] bl 

iz'u dk fuf'pr :i ls mÙkj ugh fn;k tk 

ldrk rFkkfi vusd fo}ku dk ,slk er gS fd 

izkphu dky esa 'kq)k] fHkUuk] cslj] xkSM+h] 

lk/kkj.kh bR;kfn tks xhfr;k¡ vFkkZr~ xkus dh 

fofHkUu xhfr;k¡ izfl) FkhA mUgha ls mi;qZDr 

ckfu;k¡ mRiUu gq;h gksaxhA izR;sd ?kjkus ds 

xk;d vius iwoZtksa dh ok.kh ls gh xkus dk 

vH;kl djrs FksA tks cfu;k¡ bl izdkj gS & 

¼1½ xkscjgkj ckuh & laxhr lezkV rkulsu dks 

xkscjgkj ckuh dk vkfo"dkjd ekuk tkrk gSA 

,slk dgk tkrk gS fd bl ok.kh dk izpyu 

T;knkrj rkulsu vkSj mudh f'k";&izf'k"; 

ijEijk esa jgkA bl ok.kh ds izpkj ,oa izlkj 

esa rkulsu dk vfr egRoiw.kZ ;ksxnku jgkA 

bls Xokfy;jh ok.kh Hkh dgk tkrk gSA bl 

ok.kh dh mRifÙk Xokfy;j ls gq;h ,oa Xokfy;j 

esa /kzqin esa igys xk;h tkus okyh <ax ;k 'kSyh 



ISSN-2348-5892              /kzqin efgyk xkf;dk fonq"kh vlxjh ckbZ                Sangitika 
  

74 
 

dh Xokfy;jh dgk tkrk gS] ogh 'kCn 

Øekuqlkj Xokfy;jh] Xokjkjh] xkSjkjh] xkSjgkjh] 

xkSgkjh rFkk xmgjgkjh vkfn gks x;kA bl 

ok.kh dks dqN yksx xkSjgkj] xkscjgkj] xkSgjgkj 

o xkSMcgkj] xqcjgkj vkfn ls Hkh iqdkjrs gSaA 

¼2½ Mkxqj ckuh & Mkxqj ckuh ds vkfo"dkjd 

ds :i esa Lokeh gfjnkl dk uke izeq[krk ls 

fy;k tkrk gSA blds lkFk gh dqN yksxksa dk 

er gS fd bl 'kSyh ds izorZd jktiwrkus ds 

Mkxqj uked LFkku ds fuoklh o ckn'kkg 

vdcj ds njckjh Jh cztpUn ds Mkxqj ok.kh 

dk vfo"dkj fd;k gSA ijUrq fdlh izkphu 

xzUFk esa bldk mYys[k ugha gSA dqN vkapfyd 

erksa ls ^Mkxj* dk vFkZ cM+k vFkkZr~ Js"B ok.kh 

ekuk x;k] fdUrq bldk Hkh dksbZ mfpr izek.k 

izkIr ughaA vU; er ls fnYyh ds ikl Mkx 

uked tuin FkkA Mkx 'kCn dk vFkZ taxy 

gksrk gSA ;g tuin Hkh taxy o i'kqvksa ds 

vM~Mksa ls ;qDr FkkA vr% bl LFkku dk 

ukedj.k Hkh Mkx gqvkA LFkkuh; yksx ^Mkaxqj* 

o mudh Hkk"kk ^Mkaxqjh* uke ls izfl) Fkh vkxs 

pydj ^Mksax* vkSj ^Mkaxqjh* 'kCn ifjofrZr 

gksdj Øekuqlkj ^Mkx* vkSj ^Mkxjh* vkSj fQj 

ckn esa ^Mkaxqj* gks x;kA  

¼3½ [kaMkj ckuh & [k.Mgkj ckuh ds tUenkrk 

vdcj ckn'kkg njckj ds izfl) chudj 

[kaMkj LFkku ds fuoklh ukScr [kk }kjk ekuk 

tkrk gSA jktiwrkuk esa tks vc jktLFkku esa 

[kaMkj uked LFkku vkt Hkh gSA ckn'kkg ckcj 

us ftl le; ;gk¡ dk nqxZ thrk Fkk ml le; 

;g jk.kk lkaxk ds vf/kdkj esa FkkA ml le; 

dbZ eqlyeku dykdkj ;gka vkdj cl x;s 

FksA vr% ;gk¡ ds LFkkuh; laxhr ds la;ksx ls 

[k.Mgkj ok.kh dk tUe gqvkA bl ckuh ds 

izeq[k y{k.k fofp=rk ,oa rhoz jlksÌhidrk gSA 

egkjkt lEeks[ku flag dk Hkh dqN yksx bldk 

tUenkrk ekurs gS] ftudk tUeLFkku [kaçj  

Fkk fdUrq lsfu;ks ds er ls lEeks[ku flag 

flagyx<+ ds vf/kifr Fks] pkgs dqN Hkh gks] 

oh.kk ds tksM+ vax esa [kaMkj ok.kh izdV ,oa 

lqizfrf"Br gksrh Fkh blfy;s muds oa'ktksa dk 

[kaMkj ok.kh xks= dgykrk FkkA 

¼4½ ukSgkj ok.kh & 

     bl ckuh ds tUenkrk ds :i esa rkulsu 

ds nkekn ^lqtku [kk¡* dk uke izeq[krk ls 

fy;k tkrk gSA ckn'kkg vdcj ds njckjh Jh 

pUnz bl ok.kh ds izorZd ekus tkrs gS rFkk 

vU; erkuqlkj ukSgkj nsgyh ds ikl LFkku gS] 

tgk¡ ds Jh pUnz fuoklh Fks vkSj blh LFkku 

ds uke ij bl ok.kh d ukedj.k gqvkA bl 

ok.kh ds uke ds fofHkUu ererkUrjksa ds 

vUrxZr eqgEen dje beke ds vuqlkj] 

^^uksgk** uked ,d LFkku ls bl ok.kh dk tUe 

gqvkA d'ehj ds 'kkld Qdh:Yyk Hkh blh 

er ds iks"kd gSA jktiqrkus ds bl LFkku dk 

vlyh uke gS ^ukSgkj* ftldk viHkaz'k ^^ukSgk** 

gSA gqlu [kka uked dykfon~ dk Qdh:Yyk 

us ^ukSgkj* dgdj mYys[k fd;k gSA ukSgkj 

ok.kh vkSj mldh Hkk"kk Øekuqlkj ukSgkj o 

^ukSgkj* dgykrh gSA 

     /kqzin xk;u dk LoHkko xaHkhj ç—fr dh 

gS] bls xkus esa daB vkSj QsQMksa ij cy iMrk 

gS blfy, bls yksx enkZuk xku Hkh dgrs gSA 

/kqzin dh bl ç—fr ds dkj.k /kqzin xk;u 

'kSyh es dkQh yEcs le; rd iq#"kksa dk gh 

opZLo jgk ysfdu 19oha “krkCnh ls bl {ks= esa 

efgyk;sa Hkh fgLlk ys jgh gSa ,oa viuh lfØ; 

Hkwfedk fuHkk jgh gS ftuesa ls ,d gS Hkkjr dh 

çfl) /kqzin efgyk xkf;dk fonq"kh vlxjh 

ckbZA 

lwpd 'kCn - efgyk] /kqzin] xkf;dk] laxhr] 

çkphuA  

'kks/k çfof/k - çLrqr 'kks/k çi= esa 'kks/k çfof/k 
dk ç;ksx ,sfrgkfld] o.kZukRed ,oa 

fo'ys"k.kkRed gSA 

fo"k; ços'k - mÙkj Hkkjrh; 'kkL=h; laxhr esa 

vusd ,sls u{k= gS ftudh ped ls fo'o dks 

çdk'k feyrk gS ,slh gh ,d nSnhIreku u{k= 

gS vlxjh ckbZ A cqUnsy[k.M dh e”kgwj 

fj;klr fctkoj dh /kqzin efgyk dykdkj esa 
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Hkkjr dh bdykSrh jgh vlxjh ckbZ dks Hkkjr 

ljdkj }kjk 24 ekpZ 1990 dks in~eJh ls 

lEekfur fd;k x;k FkkA /kqzin “kSyh esa lEiw.kZ 

n{krk ,oa vf/kdkj iwoZd xk;u ÁLrqr djus 

okyh /kqzin efgyk dykdkj vlxjh ckbZ dk 

tUe fctkoj ¼orZeku NÙkjiqj ftyk e/; 

Áns”k½ esa 2 vxLr 1918 dks gqvkA  

mudh ek¡ uthj csxe Vhdex<+ esa ,d 

lk/kkj.k xkf;dk gqvk djrh FkkhA vk'kk dh 

fdj.k cuds vk;s mLrkn tgqj [kku us 

vklxjh dh 6 o"kZ ds vk;q ls gh laxhr dh 

f'k{kk nsuk 'kq: dj fn;kA vlxjh ckbZ crkrh 

gS fd muds xq: us mUgsa cgqr vPNh rkyhe 

nh o 15 lky flQZ jkx o jkxhfu;ksa esa ekfgj 

fd;k vkSj crk;k fd Loj ls gh bZ'oj gSA 

/kzqin f'k{kk nsrs le; mUgsa jkx jkxhfu;ksa ds 

lkFk 84 rkysa Hkh fl[kk;h x;h D;ksafd tgqj 

[kka dh mLrknh dk flyflyk jguk lguk 

bruk vklku uk FkkA /kzqin esa bruh egkjFk 

gkfly djus iwoZ lh[kus ds nkSjku gh mLrkn 

tgqj [kku us vlxjh ckbZ ds vk¡[kksa esa dkt+y 

yxkus dh ltk ds :i esa mudk flj eqM+ok 

fn;kA 

     ek= 12 o"kZ dh vk;q esa ls egkjkt ohj 

flag nso tw ds jkt njckj esa xkuk 'kq: dj 

fn;k Fkk o vksjNk jktoa'k ds eq[; xk;d ds 

:i esa vlxjh ckbZ us /kzqin xk;u esa vlk/kkj.k 

fo'ks"krk gkfly dj yh FkhA vlxjh th 

crkrh gS fd egkjkt xoS;ksa dk fny rks gkFk 

esa fy;s jgrs Fks fd mu xk;dksa dks dksbZ 

rdyhQ uk gks tk;s fd fdlh Hkh rjg dh 

dksbZ fpark uk gks mUgsa ojuk muds xkuksa esa 

QdZ iM+sxkA ckjgksa eghus njckj gksrs FksA 

 

fookg- vlxjh ckbZ ds iq= ckcwyky mQZ ckcq 

[kaku dgrs gS fd 1937 esa tc esjh eka 19 

lky dh gq;h rks jktnjckj ls vkxjk vkus 

okys O;kikjh fpEeuyky xqIrk ls mudk 

xkU/koZ fookg gks x;k FkkA fookg esa jktnjckj 

ds jktk egkjkt ohj flag nso tw Hkh 'kkfey 

Fks “kknh ds ckn Hkh vlxjh ckbZ dk jktnjckj 

esa xk;u gksr+k FkkA o"kZ 1948 rd og 

jktnjckj esa /kqzin] [;ky] yeVsjk dk xk;u 

fd;k djrh FkhA /kzwin ds vfrfjä cqUnsy[k.Mh 

'kSyh esa Hkh Bqejh] nknjk] jfl;k] in] Hktu 

rFkk yksdxhrks dh Hkkoiw.kZ çLrqfr es vlxjh 

th fuiw.kZ jgh gSA lkafxfrd- cqf/n j[kus okyh 

dq”ky xkf;dk ds :i esa tkuh tkus okyh bu 

dykdkj us vius n<̀+ vkRe fo”okl vkSj xgu 

lk/kuk ds cy cwrs ij bl fDy"V xk;u 'kSyh 

esa og eqdke çkIr fd;k ftls gj dksbZ vknj] 

lEeku vkSj Jn~/kk dh –f"V ls ns[krk gSA 

fookg ds ckn vlxjh ckbZ ds 8 larkus gqbZ 

ftlesa 5 yM+ds  vkSj 3 yM+fd;ka FkhA 12 

tuojh 1962 dks vlxjh ckbZ ds ifr fpEeu 

yky xqIrk dk fu/ku gks x;k blds ckn 

vlxjh ckbZ <+hdex<+ es gh jgus yx x;hA 

fpEeuyky xqIrk tgka fgUnw Fks ogh vlxjh 

ckbZ bZLyke /keZ ls FkhA larkuksa ds uke mUgksaus 

lukru /keZ ds vk/kkj ij gh j[ksA ysfdu 

fpEeuyky dh èR;q ds ckn lHkh yksxksa us 

1990 esa viuk /keZ ifjorZu dj fy;kA  

LorU=rk ds ckn jktnjckj can 

gksrs x;s vkSj ifr ds èR;q ds ckn] vlxjh 

ckbZ ds lkeus cPpks ds ikyu&iks"k.k dh 

ftEesnkjh vk x;h ijUrq mUgksaus /kzqin xk;u 

dks tkjh j[kk vkSj /kqzin xk;u lh[kus okyks 

dh Vhdex<+ esa ,d cM+h QkSt [kM+h dj nhA 

f'k";ksa dks fj;kt+ djkus ds fy;s fnu&jkr 

esgur djrh vlxjh ckbZ dks dbZ eapks ij 

çLrqfr nsus dk voLkj feyk  og yxkrkj 

viuh xk;u dh ÁLrqfr;k¡ nsrh jgh ifj.kke 

Lo:Ik 1985 esa Xokfy;j esa e/; çns'k ljdkj 

}kjk rkulsu lEeku ls vkidks vya—r fd;k 
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x;k blds ckn lEekuks dk flyflyk py 

iM+kA Qjojh 1987 esa laxhr ukVd ,dsMeh 

}kjk lEekfur fd;k x;k rFkk 1990 esa mUgsa 

in~e Jh ls vya—r fd;k x;kA blds vykok 

e/;çns'k ls f'k[kj lEeku vkSj m0 vYykfn;k 

[kka laxhr vdkneh lEeku ls Hkh uoktk x;kA 

/kzqin dsUæ 

vlxjh ckbZ dh ek¡x ij jkT; 

'kklu us Vhdex< esa /kzqin dsUæ [kksyus dks 

Loh—fr nh ftl ij jkT; ljdkj }kjk o"kZ 

2002 esa 100 ckbZ 100 dk IykV /kzqin xk;u 

ds fy;s vkoafVr dj fn;k x;kA o"kZ 2003 esa 

/kqzin dsUæ dk 'kqHkkjEHk gks x;kA Vhdex<+ 

“kgj ds gkmflax cksMZ dkyksuh ls bldk 

vkjEHk gqvk ijUrq /kzqin xk;u dh ijEijk dks 

vkxs c<kus okyk ;g dsUnz vc cUn gS fdUrq 

2009 rd ;gk¡ Nk=ks dks laxhr dk Kku fn;k 

x;k ysfdu ;g dsUnz vc iw.kZr% cUn gS 

vlxjh ckbZ us yEch vk;q ik;h vkSj os /kqzin 

ds fy;s lefiZr jghA  

in~eJh ykSVkus dh is'kd'k 

o"kZ 2005 ikfjokfjd ftEesnkfj;ksa us vlxjh 

ckbZ dh vlgk; cuk fn;k vkfFkZd fLFkrh 

T;knk [kjkc gks tkus ds dkj.k vf}rh; 

xkf;dk dks chM+h o vkpkj Hkh cspuk iM+kA o"kZ 

2005 esa ehfM;k ds lkeus in~e Jh ykSVkus dk 

vkºoku fd;k Fkk ftl ij rRdkyhu eq[;ea=h 

ckcwyky xkSj us budks vkfFkZd lgk;rk 

miyC/k djk;h FkhA  

9 vxLr 2006 esa vlxjh ckbZ dh èR;q gks 

x;hA vius nenkj vkokt] xgu vkyki] 

fofp= y;dkjh }kjk vius l?ku lk/kuk dk 

ifjp; nsus okyh tkuh&ekuh /kqzin 'kSyh dh 

mR—"V xkf;dk vlxjh ckbZ ds uke ij iwjk 

laxhr lekt J)kUor gks tkrk gSA iq#"k 

Á/kku fdy"V xk;u 'kSyh /kqzin dh ,d l/kh 

gq;h mPp Lrjh; xkf;dk ds :i esa vlxjh 

ckbZ th dks /kzqin es muds egRoiw.kZ ;ksxnkuksa 

ds fy;s laxhr lekt lnSo vkidk _.kh 

jgsxkA

  

lUnHkZ xzaFk lwph 

1. laxhr jRukoyh ì0 la0 237 

2. dyk olq/kk =Sekfld if=dk /kqzin Álax&ÁFke ì0la0 32]51 

3. dyk olq/kk =Sekfld if=dk /kqzin Álax&f}fr; ì0la0 54]65]66 

4. MkW0 e/kq HkV~V rSyax] /kzqin xk;u ijEijk] egkfuns'kd ,oa 'kkld lfpo] tokgj dyk dsUnz] izFke laLdj.k] 

ekpZ 1995] t;iqj] ì0 la0] 27&28 

5. Jherh vlxjh ckbZ ¼in~eJh 1990½] if=dk&dykolq/kk izn'kZudkjh dykvksa dh =Sekfld if=dk vkSj /kzqin 

izlax f}rh;] laiknd&MkW0 ujsUnz vtkfj;k] vizSy&twu 2023] i0̀ 65&66 

6. /kzqin xk;u 'kSyh & ,d voyksdu] if=dk&dykolq/kk izn'kZudkjh dykvksa dh =Sekfld if=dk vkSj /kzqin 

izlax izFke] laiknd&MkW0 jkds'k dqekj] i`0 51 

7. /kzqin ijaijk dh vf}rh; gLrh&vlxjh ckbZ] if=dk&dykolq/kk izn'kZudkjh dykvksa dh =Sekfld if=dk] 

laiknd&] ì0 41&42 

lUnfHkZr osclkbV&  

1. https://youtu.be/BTSbWhj6BL8?si=y3W3m2aPj_a2blXe  

2. www.wikipedia.com 
3. www.instagram.com    
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Lkaxhr esa xq#&f'k"; ijEijk ds vUrxZr fØ;kRed ,oa 'kkL= i{k dk 

Lo:i 

papy 

'k¨/kkFkÊ] Lkaxhr foÒkx 

MkW-vatuk caly 

oS”; efgyk egkfo|ky;] egÆ"k n;kuan fo'ofo|ky;]j¨grd 

laf{kIr lkj& Lkaxhr tSLkh vf}rh; ,oa ifo= dyk fo'kky ,oa xgjs Lkeqnz ds Lkeku gSA ;g dyk 

'krkfCn;¨a dh nkLkrk ds ckotwn viuh Js"Brk] ifjiDork] xgjkbZ ,oa fu"Bkoku dykdkj¨a dh yxu ds 

dkj.k fc[kjus u ikbZA Òkjrh; Lkaxhr Lkk/kuk us tkfr rFkk /keZ ds cU/kuksa d¨ r¨M+k gSA bLkfy, Lkaxhr 

gekjs ns'k dh LkkaLÑfrd ,drk dh LkoZJs"B ,oa mPpd¨fV dh etcwr dM+h jgh gSA t¨ fpje;h vkuan 

euq"; d¨ Lkaxhr Lks ÁkIr g¨rk gS] og vU; fdLkh dyk Lks ugÈA 

Ákphu dky Lks gh xq#&f'k"; ijEijk ds varxZr Lkaxhr esa fØ;kRed ,oa 'kkL= i{k ds Lo:i dk cgqr 

egRo gSA fdLkh Òh LkaLÑfr Lks mLkds LkkfgR; vFkok 'kkL= d¨ vyx ugÈ fd;k tk LkdrkA LkkfgR; 

Lkekt dk niZ.k g¨rk gS v©j LkkfgR; Áekf.kd rÒh g¨rk gS tc 'kkL=h; fu;e¨a dk ikyu djrs gq, 

Áfrikfnr fd;k x;k gksA 'kkL= gesa fdLkh Òh fo"k; ds Lkaca/k esa ijEijk] LkaLdkj ,oa fof'k"V fof/k&fo/kkuksa 

Lks voxr djkrs gSaA Lkaxhr xq#eq[kh fo|k gS vFkkZr~ xq# eq[k Lks Lkqudj gh Lkh[kh ,oa Lke>h tk Lkdrh 

gSA bLkLks vfÒÁk; ;g gS fd Lkaxhr tSLkh dyk d¨ xq# ds Lkkfu/; esa jgdj ÁÒko'kkyh ,oa Lkjyrk Lks 

Lkh[kk o Lke>k tk Lkdrk gSA Ákphu Lke; esa f'k"; xq#&x̀g esa jgdj gh Lkaxhr dh Lkk/kuk djrk FkkA 

vr% xq# ds fy, J)k ,oa LkEeku dk g¨uk LokÒkfod gh FkkA Òkjrh; Lkaxhr o LkaLÑfr esa xq# dk 

LFkku Lko¨ZPp ekuk x;k gS ;Fkk  

vr% Lkaxhr esa xq#&f'k"; ijEijk ds varxZr 'kkL= ,oa fØ;kRed i{k n¨u¨a dk cM+k gh egRo gSA igys 

fØ;kRed i{k vfLrRo esa vk;k v©j ckn esa mLkh d¨ 'kkL=h; fu;e¨a esa cka/kdj fyf[kr :i Ánku fd;k 

x;kA 

lwpd 'kCn& xq#] f'k";] ijEijk] fØ;kRed 'kkL=] Lkaxhr] fo|k] LkaLÑfrA    

^^xq#% czãk xq#% fo".kq xq#nso ä egs'oj%A 

xq:% lk{kkr~ ijczãk rLeS Jh xqjos ue%^^AA 

     blLks vfÒÁk; ;g gS fd xq# gh czãk] 

xq# gh fo".kq] xq# gh nso v©j xq# gh ijes'oj 

gSA vr% xq# d¨ Òkjrh; LkaLÑfr esa Òxoku 

Lks Òh T;knk egRo fn;k x;k gSA xq# ds crk, 

gq, ekxZ ij pydj f'k"; Òxoku d¨ ÁkIr 

dj Lkdrk gSA 

     vr% Lkaxhr esa xq#&f'k"; ijEijk ds 

varxZr 'kkL= ,oa fØ;kRed i{k n¨u¨a dk cM+k 

gh egRo gSA igys fØ;kRed i{k vfLrRo esa 

vk;k v©j ckn esa mLkh d¨ 'kkL=h; fu;e¨a esa 

cka/kdj fyf[kr :i Ánku fd;k x;kA 

eq[; 'kCn %&  

Òwfedk % 

xq# xksfoUn nksÅ [kMs+ dkds ykxw¡ ik,¡A 

cfygkjh xq#nso dh ftu xksfoUn fn;ks 

feyk,AA 

     Lkaxhr pkgs 'kkL=kRed g¨ ;k fQj 

fØ;kRed] n¨u¨a gh i{k¨a esa xq# dk LFkku 

Lko¨ZPp ekuk x;k gSA ;fn fdLkh dykdkj dk 

fØ;kRed i{k etcwr gS] r¨ mLkds ek/;e Lks 

'kL=kRed i{k d¨ Òh etcwrh Ánku dh tk 

Lkdrh gSA Lkaxhr ,d ,sLkh mPp d¨fV dh 

dyk gS] t¨ Lkaiw.kZ fo'o dh LkH;rk] LkaLÑfr 

v©j LkaLdkj¨a d¨ viuh vusd xk;u fo/kkvksa 

esa Lkat¨, gq, gSa v©j ;g fofÒUu fo/kk,a gesa 

Lkaxhr ds {ks= esa c[kwch ÁkIr Òh g¨rh gSaA tc 

ckr Lkaxhr Lkh[kus dh vkrh gS r¨ gesa xq# dk 

vkJ; ysuk pkfg,A xq# ds Lkkfu/; esa jgdj 

gh ge fØ;kRed v©j 'kkL=kRed Lkaxhr n¨u ä 

dh ckjhfd;¨a d¨ vkLkkuh ,oa 'kh?kzrk Lks Lke> 

ikrs gSaA 

     Ákphu dky Lks gh xq#&f'k"; ijaijk d¨ 

mPp LFkku ÁkIr gS v©j orZeku Lke; esa Òh 

xq#&f'k"; ijaijk dk LkEeku fd;k tk jgk gSA 

;g ckr vyx gS fd bLk ijaijk esa cnyko 
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vk;k gS ijarq fQj Òh xq#&f'k"; ijaijk d¨ 

vkt ds Lke; esa vknj Lks ns[kk tkrk gSA 

Lkcd¨ ekywe gS fd fo"k; pkgs d¨bZ Òh g¨ ,d 

mPp d¨fV ds xq# dh 'kj.k ;k vkJ; esa 

jgdj gh mLkds ckjs esa Kku ÁkIr fd;k tk 

Lkdrk gS v©j tc Lkaxhr Lkh[kus dh ckr vkrh 

gS] r¨ gekjh vk¡[k ä esa xq#&f'k"; ijaijk dh 

Nfo t:j curh gS] D; äfd Lkaxhr ,d ,sLkh 

dyk gS] ,d ,sLkk fo"k; gS] t¨ fcuk xq# ds 

Lkaiw.kZrk d¨ ÁkIr ugÈ dj LkdrkA D;¨afd xq# 

dk ntkZ Òxoku Lks Òh c<+dj crk;k x;k gSA 

,d xq# gh r¨ gS] t¨ f'k"; d¨ LkPps Kku ds 

ek/;e Lks bZ'oj dh 'kj.k esa tkus dk LkPpk 

v©j mfpr ekxZ fn[kkrk gSA bLkfy, 

xq#&f'k"; ijaijk d¨ Lkaxhr txr esa Ákphu 

dky Lks ysdj vkt rd mPp d¨fV dh ijaijk 

ekuk x;k gSA 

     xq# f'k"; ijaijk Lkaxhr f'k{k.k dh LkcLks 

Ákphure ,oa LkoZJs"B Á.kkyh Òh ekuh xbZ gS] 

t¨ u dsoy f'k";¨a ds fØ;kRed i{k d¨ 

etcwr djrh gS] tcfd 'kkL= i{k d¨ Òh 

mRLkkg Ánku djrh gSA osn¨a ds Lke; Lks gh 

Lkaxhr&f'k{kk xq# ds eq[k Lks nh tkrh FkhA 

xq#dqy esa jgdj xq# dh Lksok djds dB¨j 

vuq'kkLku] fu;fer ,oa Lka;fer thou fcrkrs 

gq, v©j Lkrr Lkk/kuk djrs gq, xq: }kjk nh 

xbZ Lkaiw.kZ f'k{kk d¨ iw.kZ daBLFk djuk gh f'k{kk 

dk Lkk/ku FkkA 

oSfnd dky Lks gh mifu"kn 'kCn dk 

bruk egÙo Fkk tks ,sfrgkfLkd –f"Vd¨.k dk 

ek/;e cukA oSfnd dky ls gh *mifu"kn~* ‘kCn 

*mi* ¼fudV½ *fu* *uh* vkSj *ln~* ¼cSBuk½ Lks 

feydj cuk gS vFkkZr xq# ds fudV uhps 

cSBukA rkRi;Z ;g gS fd mLk Lke; f'k";x.k 

xq# Lks xqIr fo|k Lkh[kus ds fy, mLkds fudV 

cSBrs FksA ox¨aZ esa LFkkfir vkJeksa esa 'kkar 

okrkoj.k esa mifu"kn¨a ds fopkjd mu 

LkeL;kvksa ij Çpru fd;k djrs Fks] ftuesa 

mudh xgjh #fp Fkh v©j og viuk Kku 

mifLFkr ;¨X; f'k"; ä d¨ fn;k djrs FksA 

     oSfnd ;qx esa t¨ Lkaxhr f'k{kk Lkaca/kh 

fooj.k ÁkIr g¨rk gS] mLkds varxZr fdLkh 

fo|ky; ;k 'kkyk ds uke dk mYys[k ugÈ gS 

v©j u gh d{kk esa fo|kÆFk;¨a dh Lka[;k vkfn 

ds Lkaca/k esa miyC/k LkaLÑr LkkfgR; esa gh d¨bZ 

fooj.k ÁkIr g¨rk gSA t¨ Òh ;=&r= mYys[k 

ÁkIr g¨rs gSa] og bLkh rF; dh v¨j b'kkjk 

djrs gSa fd Lkaxhr vkfn dykvksa dh f'k{kk 

O;fDrxr :i Lks nh tkrh jgh gS v©j mLks gh 

xq#&f'k"; ijaijk ds uke Lks Lkacksf/kr fd;k 

x;k gSA bLk Ádkj Lkaxhr f'k{kk dk Kku 

xq#&eq[k ds }kjk ÁR;{k :i esa fn;k tkrk 

FkkA 

     Òkjrh; Lkaxhr esa t¨ Lkgtrk] Lkjyrk 

,oa 'kkL=c)rk gS] og vuqie gSA Òkjrh; 

Lkaxhr dk Lkrr ,oa Lkaiw.kZ fodkLk dk Js; 

xq#&f'k"; ijaijk d¨ gSA xq#vksa us vius yacs 

Lke; dh riL;k] Lkk/kuk v©j Á;¨x¨a }kjk 

ftruk tkuk] og Lkc mLkus vius f'k";¨a esa 

ckaV fn;kA f'k";ksa us vius xq#vksa }kjk xzg.k 

dh gqbZ bLk fof/k d¨ LkaÒkyk v©j mLks vius 

xq# ds Lkkfu/; esa jgdj vH;kLk] Lkk/kuk ,oa 

Á;¨x }kjk vf/kd iYyfor v©j fodfLkr 

fd;kA xq#&eq[k Lks Lkqudj v©j mLks Lkgh vFk¨aZ 

esa Lke>dj gh fdLkh Òh fo|k vFkkZr~ dyk dk 

Lkgh Kku LkaÒo gSA bLkhfy, bLk Lkaxhr :ih 

fo|k d¨ xq#&eq[kh fo|k Òh dgrs gSaA 

     xq#&eq[k Lks Lkaxhr ÁkIr g¨rk gS] ;g 

fuÆookn LkR; gSA oLrqr% Ákphu xq#&f'k"; 

ijaijk us gh Lkaxhr fo|k d¨ vf/kd Lke)̀ v©j 

LkaiUu cuk;k gSA vr% xq#&f'k"; ijaijk ds 

varxZr fØ;kRed v©j 'kkL=kRed n¨u ä gh 

i{k ä dh egRoiw.kZ Òwfedk gSA fØ;kRed Lkaxhr 

d¨ fu;ekuqLkkj fyf[kr #i Ánku djuk gh 

'kkL=kRed Lkaxhr gSA n¨u¨a dk vkiLk esa 

?kfu"B Lkaca/k gSA ,d ds fcuk nwLkjk v/kwjk&Lkk 

Árhr g¨rk gSA orZeku Lke; esa Lkaxhr ds 

fo|kÆFk;¨a ds fy, n¨u ä i{k ä d¨ vfuok;Z ekuk 

x;k gSA bu n¨u ä i{k ä dk Lkaxhr ds fo|kÆFk; ä 

ds fy, ÁÒko'kkyh :i Lks Lkh[kuk] Lke>uk 

v©j bLks Á;¨x esa ykuk vR;ar vko';d gSA 

     bLkh Ádkj ,d egRoiw.kZ ckr ;g Òh gS 

fd xq#&f'k"; ijaijk ds varxZr vkus okys 

LkaxhrK] dykdkj¨a] 'kkL=dkj ä us Lkaxhr ds 
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fØ;kRed] 'kkL=kRed ,oa fLk)kafrd i{k ds 

fodkLk esa viuh fof'k"V Òwfedk fuÒkbZ gSA 

vr% bLkesa vusd LkaxhrKksa dk fooj.k Òh fn;k 

tkrk gS] ftUg äus thou i;aZr xaÒhj Çpru ,oa 

vFkd ifjJe }kjk fØ;kRed ,oa 'kkL=kRed 

;k ;w¡ dgk tk, fd Lkaxhr ds O;kogkfjd v©j 

LkS)kafrd i{k d¨ vU; fo"k; ä dh rqyuk esa 

y¨dfÁ;rk Ánku djus dk Js; ÁkIr fd;kA 

vr% ;g Lkaxhr Lks tqM+s LkÒh Lkaxhrdkj ä] 

fo}ku ä] dykdkj ä Lkcds fy, vR;ar egRoiw.kZ 

rF; gS] ftLkds ek/;e Lks Lkaxhr ds fØ;kRed 

,oa 'kL=kRed n¨u ä gh :i ä d¨ Lkgt] Lkjy] 

Li"V ,oa ÁÒko'kkyh cuk;k tkrk gSA 

xq# f'k"; ijEijk % 

     Ákphu dky Lks gh Òkjrh; Lkaxhr 

e©f[kd ijEijk vFkok xq#&f'k"; ijEijk ij 

vk/kkfjr gSA bLk ijEijk ds varxZr Lkaxhr 

f'k{kk ds fy, f'k"; xq# ds ikLk J)k Òko Lks 

Lksok djrs gq,] xq# eq[k Lks Lkqudj gh vFkkZr~ 

e©f[kd i)fr Lks f'k{kk xzg.k djrk FkkA bLk 

i)fr esa f'k"; d¨ vius xq# dk Lkaxhr Kku] 

'kq) :i esa ÁkIr g¨rk FkkA 

     e©f[kd vFkok xq#&f'k"; ijEijk ds 

Lkw=] Òkjrh; Lkaxhr esa oSfnd dky Lks gh ÁkIr 

g¨rs gSaA Lkaxhr ds mn~xe xzUFk&Lkkeosn dh 

f'k{kk oSfnd ;qx esa] xq#dqy Á.kkyh ds varxZr 

nh tkrh FkhA Lkkeosn esa _Xosn dh _pkvks 

ds xk;u dh i)fr] oSfnd ;qx esa] xq# n~okjk 

f'k"; d¨ fLk[kkbZ tkrh FkhA bLk Ádkj ds 

xk;u d¨ lkexku dgk tkrk FkkA t¨ ;Kkfn 

/kkÆed voLkj ä ij bZ'ojksikLkuk ds fy, fd;k 

tkrk FkkA e/;dky esa Òh Lkaxhr dk mÌs'; 

dqN bLkh Ádkj dk jgk rFkk bLk dky esa Òh 

f'k{kk xzg.k dh ;gh i)fr Ápfyr jghA Çdrq 

eqxy dky ds ÁkjaÒ g¨us ij /khjs&/khjs Lkaxhr 

esa ifjorZu vkuk ÁkjaÒ g¨ x;kA 

     eqxy dky esa Lkaxhr ds dykdkj ä d¨ 

viuh dyk d¨ thfor j[kus ds fy, fdLkh u 

fdLkh fj;kLkr ;k jkT; ds jktk ds vkJ; esa 

jguk iM+rk Fkk rFkk vU; fj;kLkr¨a ds jkT;¨a 

dks Lkaxhr dykdkj ä Lks Lke;&Lke; ij 

ÁfrLi/kkZ djuh iM+rh Fkh rFkk mLkesa viuh 

Js"Brk fLk) djuh iM+rh FkhA bLkds fy, 

fofÒUu LkaxBu¨a us viuh fÒUu&fÒUu Ádkj 

dh xk;u 'kSyh fodfLkr djuh ÁkjaÒ dj nhA 

ijarq jkx rFkk muds Lo:i ä esa d¨bZ cnyko 

ugÈ fd;k x;kA bLk Ádkj vU; 'kSfy; ä ds 

Ápkj ds fy, os Òh vius fofÒUu f'k"; cukrs 

Fks rFkk mudh yxu ,oa J)k dh ijh{kk dj 

mUgsa viuh Lkaiw.kZ xk;u 'kSfy;k¡ fLk[kkrs FksA 

;gh xk;u 'kSfy;k¡ vkxs pydj fofÒUu ?kjku¨a 

ds uke Lks ÁfLk) gqbZA 

     gj ?kjkus dh viuh&viuh vyx&vyx 

fo'ks"krk,a g¨rh gSa] ftud¨ Lkh[kus ds fy, 

f'k"; mLk ?kjkus dh xk;dh ds dykdkj ä o 

fo}ku ä ,oa fo'ks"kK¨a ds ikLk tkdj muds 

Lkkfu/; esa] muds eq[k Lks gh og xk;dh Lkqudj 

f'k{kk xzg.k djuh g¨rh FkhA ;gh f'k{kk Á.kkyh 

^e©f[kd ijEijk^ ;k ^xq#&f'k"; ijEijk^ ds 

uke Lks tkuh tkrh gSA 

     bLk Ádkj xq#&f'k"; ijEijk dh xk;dh 

gh Ákphu rFkk ijEijkxr Lkaxhr dh Áfrfuf/k 

ekuh tk Lkdrh gS v©j vk/kqfud Lkaxhr ds 

fdLkh Òh fØ;kRed i{k dh tkudkjh ÁkIr 

djus ds fy, ;k mLk ij v/;;u ;k 'k¨/k 

djus ds fy, ?kjkusnkj xk;dh dk Kku g¨uk 

cgqr vko';d gSA bLk Ádkj ?kjkuk ijEijk 

ds Kku ds fcuk 'kkL=h; Lkaxhr dk Bhd Lks 

ewY;kadu ugÈ fd;k tk LkdrkA
2
 

vr% ;g ckr LkoZekU; gS fd 

ÇgnqLrkuh Lkaxhr esa ?kjkuk vFkkZr~ xq#&f'k"; 

ijEijk dk cgqr egRo gSA 

Òkjrh; Lkaxhr ijEijk ,oa mudh fof'k"Vrk,¡ % 

     Lkaxhr ijEijk Òkjr esa cgqr Ákphu gSA 

ÁkjafÒd Lkaxhr Òk"kk dh rjg ekuo dh nSfud 

vfÒO;fDr dk ek/;e gh Fkk] D; äfd bLk Ádkj 

Lks og Òk"kk dh deh d¨ iwjk dj nsrk FkkA 

/khjs&/khjs bLkesa dykRedrk dh o`f) gqbZA 

gekjs 'kkL= ä esa oÆ.kr pkSng fo|kvksa v©j 

pkSlB dykvksa esa Lkaxhr Lko Z̈RÑ"V dyk gSA 

;Fkk %& 

     ^^uk fo/kk laxhr ijk^^ vFkkZr~ laxhr ds 

leku dksbZ fo/kk ugh gSaA  
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     Òkjrh; Lkaxhr ,sLks oVo{̀k dh rjg gS 

ftLkdh tM+sa xgjh teh gSaA bLkdh 'kk[kk,¡ 

Áfriy QSyrh gSa v©j Lkaiw.kZ czãkaM d¨ vius 

Lkqe/kqj ukn Lks vkPNkfnr djrh jgrh gSaA   

ftu ifjfLFkfr; ä Lks g¨dj xqtjk gS] og 

LkoZfofnr gS vFkkZr~ mLks Lkc Òyh&Òkafr tkurs 

gSaA
3
 

     fdLkh Òh dyk ds fodkLk {ks= esa dk;Zjr 

fofÒUu ox¨aZ dh Òwfedk dk ;¨xnku cgqr 

egRoiw.kZ g¨rk gSA bu LkÒh ckr ä d¨ /;ku esa 

j[krs gq,] ,d mPp d¨fV dk oxZ xq# f'k"; 

ijEijk dk vkrk gSA ;g LkR; gS fd Lkaxhr 

dyk ds fØ;kRed ,oa 'kkL=h; i{k ds fodkLk 

esa xq#&f'k"; ijEijk dk egRoiw.kZ ;¨xnku 

jgk gS v©j Òfo"; esa Òh jgsxkA 

     oSfnd dky Lks pyh vk jgh xq#&f'k"; 

ijEijk ftLkesa xq# Lks f'k"; d¨ fdLk Ádkj 

dSLks f'k{kk nh tkrh Fkh] fQj /khjs&/khjs Lkaxhr 

dk bfrgkLk cuk] jkx cus rky cuh] 'kuS&'kuS 

Lkaxhr :ih egku dyk dk Ápkj&ÁLkkj g¨us 

yxk] fofÒUu 'kSfy;k¡ cuus yxhA fofHkUu 

ijEijk,¡ cuh] fQj xq#dqy i)fr;¨a us gekjs 

;gk¡ ,d vge~ txg ys yh v©j bLk Ádkj 

fofÒUu ?kjkusnkj ijEijk,¡] bLk ckr dk ,d 

vVy Lkcwr gS fd t¨ Lkaxhr :ih egku dyk 

gekjs ikLk ftLk :i esa gS] mu Lkcdk Js; 

xq#&f'k"; ijEijk vFkkZr~ ?kjkusnkj ijEijk d¨ 

tkrk gSA 

     ÇgnqLrkuh Lkaxhr d¨ vgksÒko&vknj 

rFkk ftKkLkk dh –f"V Lks ns[kk tkrk gSA 'kkL= 

rFkk e©f[kd Lkaxhr ,oa xq#&f'k{kk ijEijk 

gekjs ns'k dh vewY; /kj¨gj gS rFkk gekjh 

Lkaxhr ijEijk iwjs fo'o esa vu¨[kh gSA 

Òkjr ,d fo'kky ns'k gS ,oa bLkdh 

LkH;rk ,oa LkaLÑfr vuwBh gSA Ákphu dky Lks 

gh Òkjr fo|k] osn] Kku ,oa foKku dk dsaæ 

LFky jgk gSA Ákphu dky Lks gh Òkjr us fo'o 

esa Kku&:ih Ádk'k fc[ksjk gSA Òkjrh; 

'kkL=h; Lkaxhr dh ijEijk fo'o dh LkcLks 

iqjkru Lkaxhr ijEijk gSA bLkdh fof'k"Vrk 

eq[; :i Lks bLkdh iqjkrurk esa gSA Lkaxhr ds 

pkj eq[; rRo Loj&ek/kq;Z] Loj&Lkaokn] Loj 

oSf”k’V~; v©j y; bLkdh fof'k"Vrk ds dkj.k 

gSA
4
 

    xk;u&oknu v©j uR̀; dh ftLk ijEijk 

d¨ vkt Lkaxhr ds uke Lks tkurs v©j igpkurs 

gSa] mLkdk vkfoÒkZo v©j fodkLk vkt Lks gtkj ä 

o"k äZ iwoZ Òkjr esa g¨ pqdk FkkA iaŒ Òkr[kaMs ds 

;¨xnku d¨ Òqyk;k ugÈ tk Lkdrk] D;¨afd 

muds }kjk Ánr Lkaxhr LkkfgR; us orZeku 

ÇgnqLrkuh Lkaxhr ds fØ;kRed v©j 'kkL=¨Dr 

i{k d¨ oSKkfud :i Lks u dsoy O;ofLFkr 

fd;k] cfYd mLks Lk'kDr Òh cuk;k gSA ^Jh 

ÁÒqyky xxẐ  th fy[krs gSa ^^vius Lkaxhr d¨ 

oSKkfud dLk©Vh ij j[kdj LkqO;ofLFkr :i 

nsus okys Òkr[kaMs ÁFke euh"kh FksA^^
5
 

     Lkaxhr pkgs fdLkh Òh {ks=] izkar ;k fdLkh 

ns'k Lks Lkacaf/kr g¨] ;fn og gekjs ân; d¨ 

Nwus esa Lk{ke gS] r¨ ogh Js"B Lkaxhr gSA Lkaxhr 

ÁÑfr dh ,d vu¨[kh vuqie ,oa Lkqanj Lkaink 

gS] ftLks ge Lkhekvksa ds ca/ku esa ugÈ cka/k 

LkdrsA 

     Òkjrh; Lkaxhr dh ;g ,d Áeq[k 

fo'ks"krk gS fd bLkesa vkarfjd ,oa czká n¨u ä 

Ádkj ds LkkSan;Z Lkeku :i Lks fodfLkr g¨rs 

jgrs gSaA Lkaxhr #ih egku dyk Lkaiw.kZ fo'o 

dh ,d e/kqj ok.kh gS] t¨ Loj 'kfDr ds ek/;e 

Lks bLk LkaLkkj dh LkH;rk v©j LkaLÑfr d¨ 

vkiLk esa t¨M+us dk dk;Z djrh gSA 

     Lkaxhr dh ;g Òh ,d Áeq[k v©j 

LkoZekU; fo'ks"krk gS fd bLkds n~okjk fofÒUu 

tkfr; ä] /ke Z̈ v©j fÒUu&fÒUu ox äZ Lks Lkacaf/kr 

tu&thou dh Òkoukvksa ds n'kZu g¨rs jgrs 

gSaA 

     Òkjrh; Lkaxhr dh fof'k"Vrk ,sfrgkfLkd] 

Ò©x¨fyd] Lkkekftd] oSKkfud ,oa vk/;kfRed 

{ks= esa Lkeku :i Lks gSA ;fn ge viuh 

LkaLÑfr d¨ thfor j[kuk pkgrs gSa] r¨ gesa 

Òkjrh; Lkaxhr d¨ cpkuk g¨xk] mLks Lkatksuk 

g¨xk] mLks tu&tu rd igq¡pkuk g¨xkA 

'kkL= rFkk fØ;kRed Lkaxhr dh 

LkcLks cM+h fof'k"Vrk ;g gS fd ;g Òko rFkk 

Òk"kk n¨u ä nf̀"V;ksa Lks gh Òkjrh; gSA fdLkh Òh 

ns'k dh LkaLÑfr ds fuekZ.k esa ogk¡ dh LkkfgR; 
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dyk] Lkaxhr bR;kfn egRoiw.kZ Òwfedk fuÒkrs 

gSaA ÇgnqLrkuh Lkaxhr gh ,sLkh dyk gS] ftLkesa 

gekjs LkkaLÑfrd thou dk Lkqanj fo'ys"k.k gSA 

og Òkjr dh LkkaLÑfrd ,drk dk Árhd gSA 

Òkjrh; 'kkL=h; Lkaxhr fu;ec) gS ,oa Ákphu 

fLk)kar¨a ij voyafcr gSA d¨bZ Òh LkaxhrK 

D;¨a u g¨ og Lkaxhr ds fLk)kar¨a dk ifjR;kx 

dÒh ugÈ dj LkdrkA lS)kfUrd e;kZnk ,oa 

mLkdh fu;ec)rk Lkaxhr ds n¨ vfuok;Z xq.k 

gSaA bLkds fcuk ge Òkjrh; 'kkL=h; Lkaxhr dh 

dYiuk Òh ugÈ dj Lkdrs gSa] ijarq 

vk’p;Ztud ckr ;g gS fd fu;e¨a Lks tdM+s 

gq, Lkaxhr esa xk;d&oknd n¨u ä ds fy, iwjh 

Lora=rk gSA Lkaxhr ds fLk)kar mLkdh dYiuk 

v©j Òkoqdrk esa d¨bZ O;o/kku ugÈ MkyrsA
6
 

Lkaxhr ds fØ;kRed ,oa 'kkL= i{k dk Lo:Ik % 

     Òkjrh; Lkaxhr ,d egku ijEijk gS t¨ 

nsoh&nsorkvksa dh nsu gSA dyk pkgs d¨bZ Òh 

g¨] mLkesa LkkSan;Z] ykfyR; vkfn rRo¨a dk g¨uk 

cgqr t:jh gSA bLkh Ádkj t¨ Lkaxhr dyk 

gS] og vius vki esa vf}rh;] vnH̀kqr ,oa 

vuwBh dyk gSA ;g LkÒh yfyr dykvksa esa 

LkoZJs"B v©j mPp d¨fV dh dyk dgh tkrh 

gSA ;g ckr iw.kZr;k LkR; ,oa LkVhd gSA 

Lkaxhr ds :i  

¼d½ fØ;kRed Lkaxhr 

¼[k½ 'kkL=kRed Lkaxhr 

     LkoZÁFke fØ;kRed Lkaxhr Ápkj&ÁLkkj 

esa vk;k] ckn esa mLkd¨ fyf[kr :i Ánku 

fd;k x;k] t¨ Lkaxhr 'kkL= ds uke Lks tkuk 

tkrk gSA vusd egku fo}ku ä] dykdkj¨a] 

Lkaxhrdkj ä us Lkaxhr ds varxZr fÒUu&fÒUu 

xk;u 'kSfy; ä d¨ Á;¨x dj Lkaxhr d¨ mPp 

Lrj ij ykus dk vFkd Á;kLk fd;k v©j ;gh 

xk;u dh 'kSfy;k¡ vkxs pydj 'kkL=kRed 

Lkaxhr ds :i esa Ápfyr g¨ xbZA 

¼d½ fØ;kRed Lkaxhr % 

     Lkaxhr ds bLk :i esa jkx] xhr ds Ádkj 

vyki] rku] xk;dh /ofu dk mrkj&p<+ko] 

xk;u] oknu rFkk ùR; ds Ádkj bR;kfn vkrs 

gSaA pwafd dyk dk eq[; mÌs'; mLkdh 

vfÒO;fDr d¨ ÁdV djuk gS v©j fo'ks"kdj 

Lkaxhr tSLkh egku dyk dk ÁR;{k #i Lks gh 

O;ogkj g¨rk gSA bLkfy, Òkjrh; Lkaxhr esa 

xk;u vFkok oknu 'kSfy; ä dk {ks= cM+k g¨us 

ds dkj.k fØ;kRed i{k cgqr egRoiw.kZ gSA 

¼[k½ 'kkL=kRed laxhr % 

     Lkaxhr dk ;g :i fyf[kr g¨rk gS rFkk 

fu;e¨a Lks ca/kk g¨rk gSA bLkds varxZr LkÒh 

ifjÒkf"kd 'kCn rFkk 'kkL= Lks Lkacaf/kr rF; 

vkrs gSaA Lkaxhr 'kkL= tSLks & jkx ä dk ifjp;] 

Lojfyfi] rku&vkyki jkxksa dh rqyuk vkfnA 

'kkL= i{k esa Lkaxhr ds ikfjÒkf"kd 'kCn] Lkaxhr 

dk bfrgkLk ,oa LkaxhrKksa dk ifjp; Lkaca/kh 

v/;;u vkrk gSA 

     bLk Ádkj Lkaxhr esa fØ;kRed v©j 'kkL= 

i{k n¨u ä dk cM+k egRo gSA n¨u¨a i{k 

,d&nwLkjs ds iwjd gSa v©j LkkFk gh ,d ckr 

/;ku nsus ;¨X; ;g Òh gS fd xq#&f'k"; 

ijEijk ds ek/;e Lks bu n¨u ä i{k¨a d¨ etcwrh 

feyh gS vFkkZr~ fØ;kRed v©j 'kkL=kRed 

Lkaxhr ds fodkLk esa xq# f'k"; ijEijk dk 

ÁkjaÒ Lks gh vge ;¨xnku jgk gSA bu Lkc dk 

mnkgj.k gekjs Lkkeus Li"V gS t¨ fd 

LkaxhrKksa] dykdkj ä] Lkaxhrdkj ä ds vFkd v©j 

egku Á;kLk ä dk ÁfrQy gSA bLkh ckr d¨ 

/;ku esa j[krs gq, Lkaxhr esa bu n¨u¨a i{k¨a Lks 

Lkacaf/kr dykdkj¨a d¨ 'kkfey fd;k x;k gSA
7
 

     Hkkjrh; Lkaxhr esa vusd egku LkaxhrK 

gq,] ftuesa Lks xq#& f'k"; ijEijk ds vUrxZr 

vkus okys dqN egku ,oa ÁfLk) fØ;kRed i{k 

ds LkaxhrK bLk Ádkj gSa& 

• mLrkn vykmÌhu [kk¡ ¼Lkj¨n oknd½ 

• mLrkn fcfLeYykg [kk¡ ¼'kgukbZ oknd½ 

• mLrkn vYykj[kk [kk¡ ¼rcyk oknd½ 

• vyh vd+cj [k+k¡ ¼Lkj¨n oknd½ 

• mLrkn tkfdj gqLkSu ¼rcyk oknd½ 

• xq#&f’k”; ijEijk ds vUrxZr vkus okys 

“kkL= i{k ds laxhsrK bl Ádkj gSa & 

• ‘kkjax nso 
• iaŒ fo".kq ukjk;.k Òkr[k.Ms 
• iaŒ fo".kq fnxEcj iyqLdj 

• Bkdqj t;nso ÇLkg 



ISSN-2348-5892                Lkaxhr esa xq#&f'k"; ijEijk ds vUrxZr                Sangitika 
           fØ;kRed ,oa 'kkL= i{k dk Lo:i     

82 
 

• vkpk;Z dSyk'kpaæ nso cg̀Lifr 

     vr% ;s LkaxhrK Lkaxhr esa fo'ks"k :i Lks 

tkus tkrs gSaA buds vykok fØ;kRed ,oa 

e©f[kd i{k ds dqN egRoiw.kZ ,oa egku 

dykdkj bLk Ádkj gSa& 

• vCnqy djhe [kk¡ 

• iaŒ vksadkj ukFk Bkdqj 

• cM+s xqyke vyh [kk¡ 

• iaŒ lkerk ÁLkkn mQZ xqnbZ egkjkt 

• iaŒ ykyef.k feJ 

fu"d"kZ ,oa miLkagkj % 

Òkjrh; LkaLÑfr ,oa Lkaxhr fo'o 

fo[;kr gSA Òkjrh; Lkaxhr dk LkSdM+¨a o"kZ iwoZ 

dk bfrgkLk tkudkj gh ge Lkc viuh 

LkaLÑfr ,oa dyk dk LkEeku djrs gSaA 

oSfnd ;qx Lks pyh vk jgh Lkaxhr 

f'k{k.k Á.kkyh xq#&f'k"; ijEijk ds varxZr 

nh tkrh jgh ,oa e©f[kd :i Lks Ádkf'kr g¨us 

okyh Lkaxhr f'k{k.k esa 'kkL= Kku dh 

vfuok;Zrk rFkk egRo d¨ ^lke Lkaxhr^ ds 

varxZr Lkaj{k.k Ánku fd;k x;kA osn¨a ds Lke; 

Lks gh Lkaxhr f'k{kk xq#&eq[k Lks nh tkrh FkhA 

oLrqr% Ákphu xq# f'k"; ijEijk us gh Lkaxhr 

:ih egku fo|k d¨ vf/kd Lkè) v©j LkaiUu 

cuk;k gSA 

     xq#&f'k"; ijEijk esa fØ;kRed i{k ij 

vf/kd egRo fn;k tkrk FkkA bLkds 

ifj.kkeLo:i f'k"; LkcLks yach Lkk/kuk v©j 

mfpr vH;kLk ds n~okjk dykdkj cudj 

fudyrs FksA LkkFk gh 'kkL= i{k d¨ Òh fo'ks"k 

egRo Ánku fd;k x;k gSA fØ;kRed ,oa 

'kkL= n¨u ä i{k¨a dk t¨ vn~Hkqr Lo:i gS og 

Lkaxhr d¨ vkxs c<+kus esa vius fof'k"V Òwfedk 

ÁLrqr djrk gSA 

     vr% xq# f'k"; ijEijk ,oa ?kjkuk i)fr 

d¨ dÒh Òqyk;k ugÈ tk Lkdrk v©j u gh 

bLks udkjk tk Lkdrk gS D; äfd orZeku Lke; 

esa ge ftl Lkaxhr Lks xqtj jgs gSa og Lkc 

Ákphu dky Lks pyh vk jgh] bLkh ?kjkuk 

i)fr dh nsu gSA bLkh ijEijk esa vusd ä ,sLks 

egku dykdkj gq, gSa ftUg äus Lkaxhr txr esa 

viuk uke dek;k gSA bLk ijEijk ds fodkLk 

esa bUgÈ esa Lks vusd dykdkj ä ,oa 'kkL=dkj ä 

us fØ;kRed ,oa 'kkL= i{k ds fodkLk esa viuh 

fof'k"V Òwfedk fuÒkbZ gSA 
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Singing style of MD Ramanathan and Musiri Subramanya Iyer – A 
comparison 

 Mrs. Supriya. A,  
Asst. Professor,  

J.Jayalalitha Music and Fine Arts University Chennai 

Abstract: South India is the birthplace of many great musicians. Their studies, life, 
and contributions add a special beauty to the world of music. All of our great 
musicians have their own style of singing. Music, like literature, has various styles 
depending on the musicians. It has no generic symptoms but is very personal, 
depending on the ability of the singer. Each musician has their own style of 
singing, containing their imagination, emotion, grace, and presenting it in a style 
of their own. In this article, I would like to present a comparative analysis between 
MD Ramanathan and Musiri Subramania Iyer. Both singers are distinct in their 
style of presentation. MDR's style in Carnatic music is characterized by an 
emphasis on classicism, adherence to traditional composition, and a balanced 
approach to Raga and Bhava. On the other hand, Musiri Subramanya Iyer has a 
chief attraction of high pitch and clear pronunciation. The styles of both singers 
are entirely different from each other, but both of them were accepted by the 
audience.  
Key Words:- Ragalapana, Nirawal, Sabha, Madhyama kala, Vilamba kala  

        In this article, the focus is on 
comparing musicians from the 
same century who made 
significant contributions to the 
field of music through 
performances at various stages and 
in different sabhas. Musiri 
Subramania Iyer was born in 1899 
in Trichy, a district in Tamil Nadu. 
Musiri received musical training 
from several gurus, including S. 
Narayana Swamy and Sabesa Iyer. 
His chief attraction was his voice, 
particularly his higher octave 
singing which gave him immense 
popularity. Musiri, known for his 
open-throat singing, tuned many 
compositions, including Swati 
Tirunal's works such as 'Devi 

Jagajanani' and 'Anjaneya 
Raghurama.' He performed 
concerts both in India and all 
around the globe, earning him 
favor among music-loving 
audiences, especially the younger 
generation. 

MD Ramanathan, born on May 21, 
1923, in a district in Kerala, hailed 
from a small village, Manjapra, 
Palakkad District, in an orthodox 
Brahmin family. A tall and stout 
man with a gigantic look, MDR 
received early musical training 
from his father Devesa 
Bhagavathar and his uncle Krishna 
Bhagavathar. Later, he joined 
Kalakshetra, where the great guru 
Tiger Varadachariar taught him. 
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Ultimately, MDR became the head 
of Kalakshetra. While Musiri 
received the Sangeeta Kalanidhi 
award, MDR, though eligible for 
the Sangeeta Kalanidhi award, 
missed out. MDR was awarded the 
Padma Bhushan by the 
Government of India. 

Despite Musiri being older than 
MDR, audiences in the 20th 
century enjoyed comparing and 
listening to both singers' 
performances. The accompanists 
were often common, following 
techniques from both musicians. 
Audiences, fond of both 
singers,especially the raga 
elaboration and swara prasthara 
and were positively critical of their 
music. The enthusiasm for the 
music of both performers 
showcased the richness and 
tradition of Carnatic music. 

MDR, with his gigantic distinct 
voice, handled slow speeds and 
chowka kaala compositions with 
royal ease, making him the 
emperor of Carnatic music. His 
choice of rare compositions with 
classic phrases, his unique 
handling of Niraval which 
included gati changes from 
chatusram to tisram, khandam or 
sometimes even sankinram, and 
his rich tone with numerous  
prayogas in the lower register set 

him apart. MDR's voice vibrated 
the audience's minds, and his 
unpredictability in style made 
every performance an experiment. 
He was a prolific Vaggeyakara 
who wrote and composed in many 
languages. 

Musiri, on the other hand, had a 
distinctive style with a high pitch 
and clear pronunciation. His 
singing was emotionally 
appealing, and his technical 
excellence and emphasis on depth 
and emotion were notable. 
Musiri's unique brand of Swara 
prastara and his skillful handling 
of Niraval in various gatis 
showcased his musical prowess. 
Even someone bereft of the 
knowledge of the particular 
language and could differentiate 
the pronunciation easily and could 
make out the kriti when Musiri 
sang. But in the case of MDR 
pronunciation took a backseat and 
the bhava was at the forefront. 

Musiri style is catchy and 
impressive. He had an amazing 
depth of knowledge which was 
highlighted in all his 
performances. Being a high-
pitched singer, his songs were 
filled with emotional appeal. But 
MDR's singing style was 
unpredictable. His sudden 
stoppages or a sudden start and a 
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little lead of sound filling the gap 
took audiences to a different realm 
every time. MDR had a low pitch 
resonant voice vibrating the 
audience's mind and gamakas with 
perfection as an ornament to his 
way of rendering beautiful Music. 
Every performance of MD 
Ramanathan was an experiment to 
him which attracted his listeners to 
Him. All the changes MDR made 
in his style is to be analyzed as a 
new patantara. There are four 
aspects that are notable in MDR’s 
singing style - emotions in singing 
kritis, involvement in Niraval 
singing, Singing Vilambita kala 
pieces, MDR sang Niraval in the 
krithi Meenakshi me Mudam in 
Raga Purvikalyani “Madhumata 
mohita hrydaye sadaye 
mahadeva sundaresa priye” , 

While MDR had a distinct bani of 
raga exploration. Musiri was 
concentrating in depth on 
performances, his technical 
excellences and emotion. Niraval 
was Musiri's specialty, so was his 
own unique brand of Swara 
Prastara with short phrases falling 
seamlessly in place with raga 
bhava fully intact. MDR attempts 
Niraval and even swara prasthas in 
various gatis including Khandam, 
Tisram and even Sankirnam. It is 
very difficult to accompany his 

creativity when it comes to the 
higher level of Niraval swaras in 
Normal Tempo. MDR obviously 
took a very slow kalapramanam 
while Musiri took a more normal 
kalapramanam. MDR stressed on 
the meaningfulness of phrases and 
its aspects in various gatis. Musiri 
sang niraval and even swarams in 
multiple gatis including tisram, 
khandam and sankirnam. Niraval 
was Musiri’s specialty, so had his 
own unique brand of swara 
prastara. He sang niraval in 
various kalapramanas like Tisram 
Misram and sankeernam with 
stress on Meaningfulness 
words.Another kriti -“Nadopasana 
che shankara Narayana” in the 
Raga Begada”in Raga Alapana, 
MDR’s presentation of a Kriti was 
always enriched with Raga bhava. 
MDR handled Begada Madhyama 
with different oscillations. He 
handled the raga by giving 
emphasis on each note or Anu 
Swara. Every single note he sang 
in itself would give a clear picture 
of its bhava. In “Nadopasana” 
MDR sang the first Sangati with 
appealing bhava by singing at a 
low tone at low voice, in the 
second Sangati whle repeating he 
would apply medium tone with 
normal voice and in the third 
Sangati he sang with commanding 
tone and voice showing a 
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progression not only in terms of 
the sangati but the bhawa too. 
While singing “Oh Manasa” he 
would  change the Gati 
occasionally  but the same kriti 
would be sung normally by Musiri 
without giving Gamakas. In 
Anupallavi the word varalu MDR 
has applied a “Visesha prayogam” 
R M G R S, but Musiri has sung a 
plain note here. MDR at the 
elemental word ‘Aatitulu' he has 
applied stress to highlight the 
meaning. Again, at this point 
Musiri followed the traditional 
style without any change. 

Musiri  planned  his Ragas with 
curves and graces. He was 
confident about handling notes 

accurately. Musiri was 
concentrating on technical 
perfection and elaboration. He 
gave importance to creativity and 
kalpita Sangeetam . 

Conclusion 
Both Musiri Subramania Iyer and 
MD Ramanathan, though from the 
same century, had unique styles 
that enriched South Indian 
Carnatic music. Preserving their 
performances through 
documentation and video 
recordings is crucial for future 
scholars and music lovers, 
ensuring the lasting legacy of these 
stalwarts in the soul of Carnatic 
music. 
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 Rare Composition 
Ragam: Kalyani                                                                                                     

Composer : K C Kesava Pillai                 Talam: Adi                                                                                                                                     

Pallavi : 

 

(1)‖  ,   ,  g   ,        m   ,   p  ,        m   ,   g   ,         r  ,   s   ,  |  ,   ,  ṇ   s           r  ,   s   ,  |  r  ,   ,   ,           ,   ,   ,   ,  ‖ 

             Man ,       ga  ,  la  ,          de   ,   ,   ,        va  ,  te  ,     ,   ,  pa ,           ,   ,  hi  ,    mam  ,  ,          ,   ,   ,   ,   

(2)‖  ,  ,  g  d         ,  p  m  ,          d  d  p  m          g  r  s  ,  |  ,  ,   ṇ   s            r   ,   s  ,  | r  ,   ,   ,          ,   ,   g   ,  ‖ 

         ,  ,  man       ,   ga la  ,         de  ,   ,    ,         va  , te  ,    ,  ,  pa   ,           ,   ,   hi  ,    mam  ,           ,   ,   A  ,  

‖  m  ,   p  ,          ,  ,  d  d            p   m  d   ,           ,  n  ,  ,  |  ṡ   ,   ,   ,            ,  ,   d  ṙ  | ṡ  n  d  p       m  d  p m ‖ 

    ni  ,   sam         ,  ,  ,    ,            ,   ,   sa    ,          ,   ,    ,  ,     ti  ,   ,   ,             ,   ,   de ,    ,    ,   ,   ,         ,    ,   vi  , 

(3)‖  g  r  g  n       ,  d  p  m         d  d  p  m          g  r   s   ,  |  ,  ,  ṇ   s            r   ,  s   ,  |  r  ,   ,   ,          ,  ,  ,  m  ‖ 

         ,   ,  mam     ,   ga ,  la         de  ,   ,   ,           va , te  ,     ,   ,  pa ,             ,   ,  hi  ,     mam   ,          ,   ,   ,  A   

‖  g  m p , d p       m  g  r   ,         s  ,   ,   ,               ,  ,  ,  ,  ‖   

   ni ,  sam  ,         ,   ,   ,    ,        ,    ,   ,   ,               ,   ,  ,   ,   

 

Anupallavi:  

‖  ,  ,   ṡ   ,           ,   ,   ṡ   ,          ṡ   n   d  ,           p  ,  p  m  |  p  m  n  d          p  ,  p  m  |  p  ,  ṡ  d        n  ,   ṡ  , ‖ 

    ,  ,  Tum          ,  ,    ga  ,        bha   ,   ,           gya   ,   vi      ha   ,   ,   ,          pi   ,   ta  ,   lo  ,   ,   ,       ,   ,  la  ,  

(2)‖  ,  ,  ṡ  ,       ,   ,    ṡ  ,         n   ṙ   ṡ   n         n   d   p  m | p  d   n  d            p  m  p  ,  | d  ,   n   ,        ṙ  ,   ġ  , ‖ 

        ,  ,  tum      ,   ,   ga  ,      bha  , ,  gya       ,   ,    vi    ,     ha  ,   ,   ,            pi   ,   ta   ,   lo  ,   ,   ,        ,   ,   la  ,    

  ,  ,   ġ  ṙ           ġ  ṙ ṡ ṡ ,   ,      ṡ  n  d  ,         n  m  d  ,  |  ,   ,  ġ  ṙ          ṡ  n  d  ṙ  | ṡ  n  d  p         m  d  p  m ‖ g  r  

  ,  ,  see          ,  la  ,  ,    ,       sa  ,   ,   ,        li  ,  ni   ,      ,  ,   de  ,        ,   ,     ,   ,    ,   ,   ,   ,           vi   ,   ,   ,      ,   ,   

  (Mangala) 

   Charanam:  

‖  ,  ,   p  ,          ,   p   p   ,           p  ,   ,   ,           p  ,   p  ,  |  p  m  n  d           p  m  g  m |  g  ,  g  ,          g  ,  r  ,  ‖  

    ,  ,  Se            ,   va  ka            ke  ,   ,   ,         sa  ,  va  ,    chi   ,   ,   ,            ,    ,    ,    ,     tte   ,  ,           ,   ,   ,   ,      

‖  ,  ,  g  d          ,   p  m   ,          g   ,   ,    ,          r   ,   s   ,  |  r   ,    ,    ,         r  g  m , p m  | g  r  ,  ,         s  ,  ,  ,  ‖ 

    ,   ,  me         ,  vu  ka  ,          poo  ,   ,         ma  , ka  ,     le   ,   ,    ,         ,    ,   ,   ,    ,      nee  ,  ,          ,   ,   ,   ,     

‖  n d  m  g       r  r   s   s            ṇ ṇ  r  r          g  m  m  p | m m p , d p        d , n d n ṡ | ġ  ṙ  ṡ  n       d  p  d  n ‖ 

   Bha  ,    ,         vu  ka   ,          de  ,   ,  ,          hi  ,  gu na  va  nit e  ,  ,        kru  ,  ,  pa   va  ,  re  ,    nam  ,   ,       

‖  n  n  ṙ   ṙ        ġ  ṙ   ṁ   ġ         ṙ   ġ  ṙ  ṡ          n  d  p  d  |  ġ  ṙ  ṡ  n        d p d n    | n  ṙ  ṡ  ṡ       n  d  p m ‖  g r  

 ma ma sa ra   nam subha     ga  ,   ,   ,         na  ,  ,   ,     ta va cha ra   nam  ,  ,     me  ,  ,  ,        ,  de  ,  vi   ,  ,  

(Mangala)
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Musical News 
Demise of great musicians 

It was a Very unfortunate period for musicians, music students and connoisseurs. 
Music listeners were desperate by the unexpected demise of great stalwarts of 
music like Ustad Rashid Khan, Dr. Prabha Atre, and Vidwan O S Tyagarajan.  

Vid. O S Tyagarajan - (3 April 1947 – 31 December 2023) 
Hailing from a family of musicians, he was initiated in to music by his father Late 
O V Subramanyam. His proficiency in music was further developed under the 
mentorship of Sangita Kalanidhi T M Tyagarajan and Lalgudy Jayaraman. A 
prolific performer of Carnatic classical music and achiever of several accolades, 
he was served as Dean, Faculty of Music and Fine Arts, Annamalai University.  

Ud. Rashid Khan - (1 July 1968 – 9 January 2024)  
Belongs to Rampur -Sahaswan Gharana and the great grand son of its founder 
Ustad. Inayat Hussain Khan and nephew of Ud. Nissar Hussain Khan and Ud. 
Gulam Mustafa Khan; who initiated him in to music. Winner of several 
prestigious awards like Padma Bhushan, Sangit Natak Akademi, he was the 
promise to Hindustani Classical music as hailed by Pt. Bhimsen Joshi. 

Vidushi (Dr.) Prabha Atre -(13 September 1932 – 13 January 2024) 
Hailing from Pune, Dr. Atre, received musical training in the Guru- Sishya 
Parampara from Subhashbabu Mane and Hirabai Badodekar of kirana Gharana. 
Apart from being a busy stage performer, she was visiting professor to many 
Indian and Western Universities.  A Recipient of all three Padma Awards and 
Sangit Natak Akademi Awards, Dr. Atre was influenced by Ud. Amir khan on 
khyal and Ud. Bade Gulam Ali Khan on Thumri. 

 Madras Music academy Award - Sangita Kalanidhi-2023 
Vidushi Jayashri Ramnath, popularly known as Bombay Jayashri was selected 
for Madras Music Academy’s, coveted award “Sangita Kalanidhi” for the year 
2023. Music academy constituted this award from 1929 onwards and was 
conferred up on several versatile artistes and she is 96th artist to receive the 
award.  

Grammy Award-2024 
India upheld its musical legacy at the Grammys as five accomplished Indian 
Musicians such as Tabla virtuoso Zakir Hussain and Flutist Rakesh Chourasia 
bagged prestigious honours during Grammy’s scintillating ceremony in Los 
Angels. Zakir Hussain emerged as India’s top achiever, securing three Grammys 
while Rakesh Chaurasia garnered two accolades. The fusion group Shakti, 
consisting of Vocalist Shankar Mahadevan, Violinist Ganesh Rajagopalan, and 
percussionist Selva Ganesh Vinayak ram, collectively earned one Grammy each 
at the star- studded event held at the crypto.com arena on Sunday night.  
Sitar Maestro Pandit Ravi Shanker was the first musician from India to win a 
Grammy Award for his Best Chamber Music performance in 1968. Since then, 
several musicians of Indian origin like pianist Zubin Mehta, Sitarist Anoushka 
Shankar, and Violinist L Shankar were considered for the coveted acclaim. Pandit 
Vishwa Mohan Bhatt, Percussionist T H Vinayak Ram and A R Rehman have 
received grammy award for various categories.     

 






