




Having been widely discussed and taught that music was 
initiated and developed along with the advancement of Vedic 
culture in the Indian Subcontinent, kept a delusion that the 
apostolic class were the custodians of music and its promoters 
from pre historic period, that being a  much debated topic, since 
the holy Veda was not accessible to the common man; as an 
alternate, the fifth Veda was created; which is known as 
“Gandharva Veda” and the same was assigned with the 
performing community called Bharata’, for promotion and 
propagation of the same; who were not connected to any 
Pontifical class; has to be highlighted in this juncture. The 
musicians and composers who further advanced the Indian 
Music like Appar, Sambandar, Sundaramurty, Jayadeva, 
musicians like Meera, Rana kumbha, Mansingh Tomar, 
Purandara Das, Swati Tirunal and others were also not 
considered as born with Brahmanical tag.
No one was worried about the caste and class of the people who 
promulgated music as in any other field ever in history. But 
recently the subject has been upfolded by hypocrites as part of 
wooing the majority in a politically motivated. To canvass those 
deprived, who are in majority, the awards and accolades have 
been delivered to their people and stories developed glorifying 
their calibre. Off late, many a ambitious musicians started 
singing for upbringing those deprived in the name of charging 
them eyed on many recognitions, honours, and cheap publicity. 
The new culture which developed; kept the golden social order of 
ancient India in to oblivion.                    
When the authority and politicians started fostering this 
attitude for establishing their political clout, many likeminded 
musicians started receiving National awards and very precious 
honours like Sangita Kalanidhi, which used to be received by 
great luminaries in the field of Carnatic music. But the question 
that arises here that, what we are up to? What is the value of 
those Honours which intended for escalating their political 
gains? Do these honours and recognitions are instrumental in 
developing political pawns support and pseudo socialistic 
attitude?
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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, Ardh Chandra, Shikhara; author try to explain 
other mudras like Kapitham and Katakamukham.  
     

अङु्गष्ठतर्जन्यगे्र च संयुत ेशिखरस्य च │ 

कपित्थश्च तथाााााााााप्रोक्तः  प्रयोगस्तस्य कथ्यते ॥  
Angushtatarjanyagre cha samyute 

shikharasya cha│ 
Kapitthascha tathaa proktah: 

prayogastasya kathyate║ 

After illustrating the Sikharamudra, the 
author is now going to explain the Kapittha 
Mudra. 
When the top portion of the thumb and index 
finger of Sikhara Mudra will be joined, that 
position of hand is known as Kapittha 
Mudra. And this Mudra will be used in the 
performance of various dance forms. 

शरमन्थाकर्षणे॥च॥खड्गकुन्तादिधारणे│ 

अङु्कशग्रहणे॥चादि॥तथा॥ििषणधारणे ║ 

Sharamanthaakarshane cha khadga 
kuntaadi dhaarane │ 

Angusha grahane chaapi tatha 
darpanadhaarane ║ 

In this Sloka, the author is explaining the 
illustration and meaning of this Kapittha 

Mudra. This Mudra should be used to 
perform the act of shooting of an arrow 
through a bow; churning curd; holding a 
sword and spear; also holding hook (which 
is used to control the elephant) and a mirror.  

दििीदिकादिसंिंश॥(कीट॥?) कोद्वरणेऽदि॥च│ 

धारणे॥िद्मनािानां॥िवने॥िल्लवस्य॥च ║ 

Pipeelikaadisamdasha koddharanepi cha │ 
Dhaarane padmanaalaanaam lavane 

pallavasya cha║ 

This Kapittha Mudra can also be used to 
illustrate the situation of removing some 
insects like ants or spider, which stick on the 
human body. And this Mudra will also be 
used to illustrate the holding of  a lotus stem 
and the act of plucking a fresh leaf. 

िुष्पताम्बूिवृन्तानां॥चन्दनेऽदि॥प्रयुज्यते  │ 

िशषने॥भ्रमरािीना॥ंतन्मुख्यस्यादि॥िशषने  ║ 

Pushpa taamboolavruntaanaam chandane-
pi prayujyate │  

Darshane bhramaraadeenaam 
tanmukhyasyapi darshane ║ 
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This Kapittha Mudra will also be used to 
depict the act of plucking of the flowers and 
betel leaves and making the sandal paste. 
And this Mudra will also use to depict in 
illustrating group of black bees, and its 
leader.  

इदत॥॥कदित्थम् 
Iti Kapittham 

कदनष्ठाऽनाममके॥वके्र॥कदित्थे॥कटकामुखः  │ 
अन्योन्यममणबन्धस्थः ॥स्वस्तिकः ॥काममिशषने ║ 

Kanishtha-naamike vakre kapitthe 
katakaamukhah: │ 

Anyonyamanibandhasthah: swastika: 
kaamidarshane ║ 

After illustrating the Kapittha Mudra, author 
now explains the application of 
Katakamukha. This Mudra should be 
performed with the folding position of the 
little finger and ring finger of the Kapittha 
Mudra. When both of the hands touch the 
wrist of both hands together in a cross- 
position, it is known as Swastika, which will 
be used to indicate loving people. 

किूररकादिविूनां॥िेर्णेऽधििौ॥करे॥│ 
धारणे॥च॥स्रगािीनां॥हारािीनां॥तथवै॥च  ║ 
Kastoorikaadivastoonaam peshane-

adhastalau kare  │ 
Dhaarane chasragaadeenaam 

haaraadeenaam tathaiva cha   ║ 

In this Sloka, the author tries to explain that 
how this Mudra should be applied in 
different situations in a dance performance. 
When the hand with downward position in 
Katakamukha, will indicate the act of 
pasting Kasturi or the musk and Sandle 
throughout the body. And this Mudra will 
also be used in the act of holding a garland 
as well as an ornament like necklace in 
decorating a person. 

प्रग्रहाकर्षणे॥चादि॥सम्मुखाििषणग्रहे  │ 
धनुगुषणाकर्षणे॥च॥मन्थाकर्षणकमषमण ║ 

Pragrahaakarshane chaapi 
sammukhaadarpanagrahe │ 

Dhanurgunaakarshane cha 
manthaakarshana karmani ║ 

This Katakamukha Mudra will also be used 
to indicate the pulling of bridles to control 
the horse. While looking on a hand mirror 
against the face, the Katakamukha will be 
used. This Mudra will also be used to pull 
string tied on a bow and to indicate the 
pulling of a butter churn in the churning 
activity. 

ग्रहणेिद्मनािस्य॥चामरस्य॥तथादि॥च  │ 
वदतषतः ॥(?) (मिषने)॥कुचिेश॥ेच॥वामेनाररप्रिशषने ║ 

Grahanepadmanaalasya chaamarasya 
tathaapi cha │ 

Vartitah: kuchadese cha vaamenaari 
pradarshane ║ 

To depict the act of holding the pipe of a 
lotus and also holding a Chamara, the 
Katakamukha Mudra should be used. This 
Mudra will also be used to demonstrate the 
act of pressing the breasts and when this will 
show in the opposite direction, that will 
indicate to thrash an enemy in a war like 
situation. 

 चेिाञ्जिग्रहे॥वादि॥वल्किोद्धरणेऽदि॥च │ 
ममणप्रवािसूचीनां॥तन्तसंुयोजनेष्वदि  ║ 

Chelaanchalagrahe vaapi 
vatkaloddharanepi cha │ 

Manipravaalasoocheenaam 
tantusanyojaneshwapi   ║ 

The Katakamukha Mudra will be used to 
pick the end portion of a cloth that wore by 
the actor as well as to lift a cloth made by the 
skin of wood, from the floor. To demonstrate 
the act of making a garland of valuable 
stones and beading a thread into a pearl by a 
needle, the Katakamukha Mudra should be 
used. 

मचत्रकमषमण॥कतषव्यो॥बाणशस्त्रादिशातना │ 
हवे्य॥सोमे॥च॥कतषव्यिूदिकाधारणे॥तथा  ║ 

Chitrakarmani kartavyo 
baanashastraadishaatanaa │ 

Havye some cha kartavastoolikaadhaarane 
tathaa ║ 
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In the act of painting a portrait and 
sharpening an arrow and arms like sword 
etc, this Katakamukha Mudra will be used. 
And this Mudra will also be used in the act 
of offering something into the Celestial fire 
in a sacrifice and also holding a pen or pencil 
or the object whichever will be used for 
writing. 

मेखिाबन्धने॥चादि॥हाराऽमोचनकमषमण  │ 
तथाचोन्मोचने॥च॥स्यात्स्रगािीनां॥च॥बन्धने॥║ 
Mekhalaabandhane chaapi haaraa-

mochana karmaani │ 
Tathachonmochane cha 

syaatsragaadeenaam cha bandhane ║ 

To demonstrate the act of tying a Mekhala 
(waist chain) and parting off an ornament 
from the body, the Katakamukha Mudra will 
be used. And this Mudra will also be used to 
ornate by a garland and also removing the 
same from the neck. 

हाराणां॥ग्रथने॥चादि॥कञु्चकोन्मोचनेऽदि॥च  │ 
उन्मोचने॥च॥तस्यादि॥िुष्पाघ्राणे॥यथोमचतः  ║ 

Haaraanaam grathane chaapi 
kanchukonmochanepi cha │ 

Unmochane cha tasyapi pushpaaghraane 
yathochitah: ║ 

The Katakamukha Mudra should be 
performed for the act of making a garland 
and also to put off a cloth, which is worn on 
the breast. And this Mudra will also use for 
removing a garland from the body and also 
to smell a flower in an appropriate manner. 

िीर्षवृन्तफिािीनां॥अग्रग्रहणिशषने   │ 
ताम्बूिवीदटकायाश्च॥मानिानप्रिशषने  ║ 
Deerghavruntaphalaadeenaam 

agragrahana darshane │ 

Taamboolaveetikaayaascha 
maanadaanapradarshane   ║ 

To illustrate the act of holding the top 
portion of a long-tailed fruits, the 
Katakamukha Mudra will be used. And also 
keeping a Tamboola in hand (betel leaf with 
areca nut etc.) in the act of chewing, this 
Mudra will be used. This Mudra will also be 
used to indicate in providing respect to 
elders and others (Teachers, Nobles and 
others).  

अक्षमािाग्रहे॥चादि॥चािने॥चञ्चिाङु्कदिः  │ 

स्वस्विुष्पग्रहे॥चादि॥कण्टकोद्धरणादिर्ु  ║ 
Akshamaalaagrahechaapi chaalane 

chanchalaangulih: │ 
Swaswapushpagrahe chaapi 
kantakodharanaadishu   ║ 

The Katakamukha Mudra will be used in the 
demonstration of holding an Akshamala (a 
garland made of Rudraksha used by the 
sages in their penance) and also the 
movement of the fingers, while holding the 
Akshamala, should be performed by 
Katakamukha Mudra. This Mudra will also 
use to demonstrate keeping of flowers in the 
hand in the performance of Puja or worship. 
And to perform the act of removing a thorn 
from the foot, this Mudra will be used. The 
author is herewith concluding the 
illustration of the Katakamukha Mudra 

 
इदत॥कटकामुखः  

Iti katakaamukhah: 
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Contribution of Traditional Manipuri Dance and Pung Drumming 

to the Socio-Cultural Development of Manipur-A Study 
Prof. K. Shashi Kumar 

Former Dean, Faculty of Performing Arts,BHU  

 W.M.H.G.U.I.T.B. Weerakoon 

Lecturer, Department of Instrumental Music  

University of the Visual and Performing Arts- Sri Lanka2  

Abstract: This study explores the significant contributions of traditional Manipuri dance 

(Jagoi) and Pung drumming to the socio-cultural development of Manipur, a northeastern 

state of India. Manipuri dance, characterized by its lyrical grace, lasya movements, and 

spiritual themes, encompasses key forms such as Raas Leela, Lai Haraoba, and Thang-

Ta. Pung drumming, or Pung Cholom, integrates complex rhythms with vigorous dance 

movements, emphasizing musicality, rhythm, and physicality. These traditional arts play 

a crucial role in preserving Manipur's cultural heritage, fostering community cohesion, 

and providing educational value. They also contribute to the local economy through 

cultural tourism and have garnered national and international recognition, enhancing 

cultural pride and encouraging the preservation of unique traditions. By examining the 

multifaceted impact of these art forms, the study highlights their essential role in enriching 

Manipur's social and cultural landscape. 

Keywords: Traditional Manipuri Dance, Pung Drumming, Socio-Cultural Development, 

Manipur, Cultural Heritage   

Introduction : Traditional Manipuri 

dance (Jagoi) (Devi, 2020) and Pung 

drumming are integral components of 

the vibrant cultural heritage of 

Manipur, a northeastern state of India. 

These art forms hold immense 

significance, not only for their aesthetic 

beauty and spiritual depth but also for 

their vital role in shaping the socio-

cultural landscape of the region. This 

study delves into the ways in which 

these traditional practices contribute to 

the socio-cultural development of 

Manipur, examining their impact on 

community cohesion, cultural pre-

servation, education, and economic 
development. Through this exploration, 

we aim to highlight the multifaceted 

contributions of Manipuri dance and 

Pung drumming to the enrichment of 

Manipur's social and cultural fabric. 

1. Traditional Manipuri Dance 

Manipuri dance is a classical dance 

form of India, celebrated for its lyrical 

grace, Lasya movements, and profound 

spiritual themes. This dance style is 

distinguished by its gentle and serene 

demeanor, reflecting the deep cultural 

and spiritual traditions of Manipur. 

Three key forms of Manipuri dance are 

Raas Leela, Lai Haraoba, and Thang-

Ta. Devi, K. A. (2020). 

1.1. Raas Leela: 

Raas Leela is a highly revered dance 
form within Manipuri dance, centered 
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around the divine love story of 
Krishna and Radha, along with the 
devotion of the Gopis (milkmaids). 
This dance is characterized by: 

(a) Intricate Hand Gestures: Each 
gesture, or Mudra, is precise and 
symbolic, conveying specific 
emotions and narratives from the 
Krishna-Radha love story. (Devi, 
P. L.) 

(b) Delicate Footwork: The 
movements are subtle and 
graceful, often performed on the 
tips of the toes, creating a floating 
effect that enhances the ethereal 
quality of the dance. 

(c) Expressive Facial Movements: 
The dancers' facial expressions are 
meticulously controlled to reflect 
the deep emotions and spiritual 
themes of the stories being 
portrayed. 

(d) Devotional Music: The dance is 
set to soulful and devotional 
music, typically performed by a 
live ensemble, including 
traditional instruments like the 
Pung (drum), and  Kartal (kind of 
cymbals), which create a deeply 
immersive and spiritual 
experience. 

1.2. Lai Haraoba: 

Lai Haraoba is a vibrant and ancient 
festival dance celebrating the creation 
of the universe according to Manipuri 
mythology. This dance form is noted 
for its. (Devi, Y. G. 2016). 

(a) Ritualistic Movements: The 
movements are slow and 
deliberate, designed to mimic the 

actions of the deities and the 
processes of creation. 

(b) Depiction of Gods and 
Goddesses: Through dance and 
song, the performers narrate 
stories of the gods and goddesses, 
their interactions, and the 
creation myths of Manipur. 

(c) Festival Atmosphere: Performed 
during the Lai Haraoba festival, 
this dance involves the 
community and is accompanied 
by traditional music and singing, 
fostering a sense of unity and 
cultural pride. 

(d) Traditional Costumes and Props: 
The dancers wear elaborate 
traditional costumes and use 
various props that symbolize 
different elements of the 
mythology and the universe's 
creation. 

1.3. Thang-Ta: 

Thang-Ta is a martial dance form that 
integrates combat techniques and 
weaponry, showcasing the valor and 
strength of the Manipuri people. Key 
features of Thang-Ta include. 
(Meitei, L. S., Singh, H. K., Singh, 
H. P., & Devi, A. J. 2020). 

(a) Combat Techniques: The dance 
incorporates movements derived 
from ancient Manipuri martial 
arts, including strikes, blocks, 
and stances. 

(b) Weaponry: Performers use 
traditional weapons such as 
swords (Thang) and spears (Ta), 
executing choreographed battle 
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sequences that demonstrate their 
skill and agility. 

(c) Physical Strength and Agility: 
Thang-Ta requires significant 
physical prowess, with dancers 
performing vigorous and 
acrobatic movements that 
highlight their martial expertise. 

(d) Cultural Significance: This dance 
form not only entertains but also 
preserves the martial traditions 
and historical valor of the 
Manipuri people, serving as a 
cultural touchstone and a source 
of inspiration. 

Together, these forms of Manipuri 
dance encapsulate the rich cultural, 
spiritual, and historical heritage of 
Manipur, contributing significantly to 
the region's socio-cultural development 
and identity. 

2. Pung Drumming 

Pung drumming, also known as Pung 
Cholom, is a distinctive and dynamic 
traditional drum dance integral to 
Manipuri Sankirtana music. This art 
form features the Pung, a barrel drum, 
played by the performer who 
simultaneously dances and executes 
acrobatic movements. Pung Cholom is 
not only a display of musical and 
physical prowess but also a significant 
element in the spiritual and communal 
life of Manipur. (Singh, L. S. 2021). 

2.1. Musicality and Rhythm 

Pung drumming is renowned for its 
intricate musicality and rhythmic 
complexity.  

(a) High Level of Skill and 
Coordination: The performer, 
known as a Pung drummer 
(Pungyeiba), must exhibit 
exceptional skill and coordination. 
The ability to play the drum with 
precision while maintaining balance 
and executing dance movements 
requires rigorous training and 
practice. 

(b) Complex Rhythms: The rhythms 
played on the Pung are complex and 
varied, often involving rapid tempo 
changes and syncopation. The 
drummer must have a deep 
understanding of these rhythmic 
patterns to perform effectively. 

(c) Vigorous Dance Movements: The 
dance component of Pung Cholom 
includes acrobatic movements such 
as jumps, spins, and flips. The 
performer must synchronize these 
dynamic movements with the 
rhythmic beats of the drum, creating 
a visually and aurally captivating 
performance. 

(d) Physical Endurance: Pung Cholom 
performances are physically 
demanding, requiring stamina and 
strength. The combination of 
drumming and dancing at such an 
intense level showcases the 
performer's endurance and 
dedication. 

2.2. Ritualistic and Ceremonial 
Importance 

Pung Cholom holds a significant place 
in the religious and cultural ceremonies 
of Manipur. 
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(a) Spiritual Role: Pung Cholom is 
often performed as part of religious 
rituals and ceremonies, especially in 
the context of Manipuri Sankirtana, 
a form of devotional music 
dedicated to Lord Krishna. The 
drumming and dancing are seen as 
offerings to the divine, enhancing 
the spiritual atmosphere of the 
ceremony. 

(b) Festival Performances: During 
major festivals such as Yaoshang 
(Holi) and Lai Haraoba, Pung 
Cholom is a central feature. These 
performances bring communities 
together, fostering a sense of unity 
and shared cultural identity. 

(c) Cultural Preservation: By 
performing Pung Cholom at these 
events, the cultural heritage and 
traditions of Manipur are preserved 
and passed down through 
generations. It serves as a living link 
to the past, maintaining the 
continuity of Manipuri culture. 

(d) Community Engagement: Pung 
Cholom performances engage the 
community, creating a sense of 
participation and collective 
celebration. The communal aspect 
of these performances strengthens 
social bonds and reinforces cultural 
values. 

3. Socio-Cultural Development 

The traditional arts of Manipuri dance 
and Pung drumming play a pivotal role 
in the socio-cultural development of 
Manipur. (Parratt, S. N. 1974).  These 
practices not only enrich the cultural 
fabric of the region but also contribute 

to various aspects of societal growth 
and cohesion. Here’s how: 

3.1. Preservation of Cultural 
Heritage 

(a) Cultural Continuity: Manipuri 
dance and Pung drumming are vital 
in preserving the cultural heritage of 
Manipur. They serve as living 
traditions that embody the region's 
history, mythology, and values. 

(b) Transmission of Knowledge: These 
art forms act as educational tools, 
passing down traditional stories, 
philosophies, and cultural practices 
from one generation to the next. 
Through performances and 
teaching, the essence of Manipuri 
culture is preserved and 
perpetuated. 

(c) Cultural Identity: By maintaining 
and promoting these traditional arts, 
the people of Manipur uphold their 
cultural identity and heritage, 
fostering a deep connection to their 
roots. 

3.2. Community Cohesion 
(a) Festivals and Ceremonies: 

Manipuri dance and Pung 
drumming are integral to 
community festivals and religious 
ceremonies. These events bring 
people together, creating a sense of 
unity and shared purpose. 

(b) Social Integration: Participation in 
these traditional arts promotes 
social integration and cooperation, 
as community members come 
together to celebrate and perform. 

(c) Collective Identity: These cultural 
practices strengthen the collective 
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identity of the Manipuri people, 
fostering a sense of belonging and 
pride in their shared heritage. 

3.3. Educational Value 
(a) Discipline and Respect: Learning 

traditional Manipuri arts instills 
discipline and respect for cultural 
traditions in the younger generation. 
The rigorous training involved in 
mastering these art forms teaches 
patience, dedication, and respect for 
mentors and elders. 

(b) Cultural Education: Through dance 
and drumming, young people learn 
about their history, mythology, and 
cultural values. These art forms 
serve as informal educational tools 
that impart moral and ethical 
lessons. 

(c) Identity Formation: Engaging in 
traditional arts helps the younger 
generation develop a strong sense of 
cultural identity and pride in their 
heritage, fostering a deeper 
connection to their community and 
history. 

3.4. Economic Impact 
(a) Cultural Tourism: Manipuri dance 

and Pung drumming attract tourists, 
contributing to the local economy. 
Festivals and cultural events draw 
visitors, generating income for 
artists, performers, and the 
community at large. 

(b) Employment Opportunities: The 
promotion and performance of these 
traditional arts create employment 
opportunities for artists, musicians, 
and craftsmen, supporting local 
livelihoods. 

(c) Cultural Industries: The growth of 
cultural industries around these art 
forms, such as costume making, 
musical instrument production, and 
event management, further boosts 
the economy. 

3.5. National and International 
Recognition 

(a) Showcasing Cultural Diversity: 
Manipuri dance and Pung 
drumming have gained national and 
international acclaim, showcasing 
the rich cultural diversity of India on 
global platforms. This exposure 
highlights the unique traditions of 
Manipur and enhances its cultural 
profile. 

(b) Cultural Pride: The recognition and 
appreciation of these traditional arts 
on national and international stages 
boost the cultural pride of the 
Manipuri people, reinforcing the 
importance of preserving their 
heritage. 

(c) Encouragement for Preservation: 
The acclaim received by these art 
forms encourages ongoing efforts to 
preserve and promote Manipuri 
traditions, ensuring their continued 
relevance and vitality in a rapidly 
changing world. 

Conclusion 

Traditional Manipuri dance and Pung 
drumming play a vital role in the socio-
cultural development of Manipur. 
These art forms are not only artistic 
expressions but also powerful tools for 
cultural preservation, community 
building, education, economic 
development, and international 
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recognition. Through the continued 
practice and promotion of these 
traditional arts, Manipur can sustain its 
rich cultural heritage and enhance its 
social and cultural landscape. Pung 
drumming, or Pung Cholom, 
exemplifies a remarkable art form that 
uniquely combines musicality, rhythm, 
and physicality. Its significant role in 
ritualistic and ceremonial contexts 
highlights its importance in the spiritual 
and communal life of Manipur. By 
contributing to community cohesion, 
cultural preservation, and the local 
economy, Pung Cholom plays a crucial 

role in the socio-cultural development 
of the region. In summary, the 
traditional arts of Manipuri dance and 
Pung drumming enrich the social and 
cultural life of Manipur. Their 
multifaceted contributions help 
preserve the cultural identity of the 
region, foster unity among its people, 
educate the younger generation, and 
bring national and international 
acclaim. These art forms are essential 
in shaping a vibrant and cohesive 
cultural heritage that continues to thrive 
and inspire future generations.  
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Patriotic Countenance of Carnatic Music Composers  
      Prof. T V Manikandan 

Department of Music, University of Delhi 

Abstract: Sovereignty was not a boon but a right that we seized from British and other 

invaders who colonised India for centuries and those who brought it were not only 

freedom fighters and politicians but artists including music composers and poets. Their 

enigmatic contributions though intangible incessantly inspired millions of people to take 

part in the agitation against those invaders. Here, there is a humble attempt to understand 

and accumulate the contribution of such versatile composers of Southern part of India 

and their life to the acquaintance of posterity.  

Keywords: Vaggeyakara, Patriotic, Independence, Kriti, Tamizh, Vidutalai, Marga Sangita 
    
     Indian subcontinent has always held 
a sacred and revered status for music 
and musicians. Having been 
promulgated that music originated from 
Vedic culture, particularly in the form 
of classical genre known as "Marga 
Sangita," it was initially practiced as a 
means to achieve spiritual salvation. 
Unlike Western traditions, initially 
classical music in India was exclusively 
performed as an expression of 
devotion. Until the 10th century, the 
themes of classical music remained 
relentlessly sacred. However, societal 
changes led to the incorporation of folk 
tales and ceremonies as musical 
themes. 
     The evolution of classical music in 
India saw a drastic change since 10th 
century, due to the invasion of foreign 
tyrants, whose ideologies along with 
political mandate brought an integral 
part of society, who embraced music 
with various themes beyond devotion. 
To counter this change in the society, 
there incarnated several composers 
during the Bhakti movement (13th-15th 
centuries), whose musical 
compositions aligned with spiritual 

devotion. Social and political 
circumstances further influenced 
composers (Vag-geyakaras) across 
India to explore themes beyond 
religious devotion, with South India 
being no exception. This universal 
transition was visible in Europe and 
Asia as a whole.  
     Subsequently, with the advent of the 
British invasion and the freedom 
movement, themes expanded to 
encompass concepts such as 
philosophy and patriotism. Influential 
Vag-geyakara like Subramanya 
Bharati, Mayooram Vishwanatha 
Shastri, K C Keshava Pillai, and others 
endeavoured to evoke a sense of 
patriotism among Indians through their 
mesmarizing lyrics and musical 
compositions. This attempt aims to 
humbly explore and acknowledge their 
contributions in this transformative 
direction.             

Subramania Bharati (1882-1921)  

     Subramania Bharati, a pioneering 

Vag-geyakara, stood out as a luminary 

in modern Tamil Poetry. Started 

working as a journalist for various 
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newspapers like "The Hindu," 

"Swadesamitran," "Bala Bharata," 

"Vijaya," and "Chakra Vahini," Bharati 

earned the titles "Bharati," 

"Bharateeyar," and "Mahakavi 

Bharati”. He pioneered a compelling 

form of poetry that seamlessly blended 

classical and contemporary elements of 

Music.  

     His literary works addressed 

societal issues such as the caste system, 

women's empowerment, child 

marriage, and prevailing customs. 

Living through the independence 

struggle, Bharati's compositions played 

a pivotal role in inspiring the masses to 

understand the significance of 

patriotism and actively participated in 

the movement. He ardently advocated 

for gender equality, opposed child 

marriage, vehemently rejected the caste 

system, and championed societal and 

religious reforms. 

     Bharati's impact on Tamil literature 

was profound. Though proficient in 

approximately 32 languages, including 

three foreign ones, his preferred 

language was mother toung. Covering 

diverse themes such as philosophy, 

social reforms, critiques of religious 

practices, and translation works, his 

notable works include "Panjali 

Sapatham," "Kannan Pattu," "Kuyil 

Pattu," translations of the Bhagavad 

Gita, Yoga Sutra, and Vedic hymns into 

Tamil, as well as works influenced by 

the Independence movement like 

"Chinnamchiru Kiliye," "Vinayakar 

Namani mala," "Gnana Padalkal," and 

"Vidutalai Padalkal." 

Subramanya Bharati's contribution  

     Bharati is acknowledged as a 

trailblazer in the realm of modern 

Tamil literature. In contrast to the 

intricate vocabulary found in Tamil 

works of the preceding century, Bharati 

adopted a more straightforward 

language and rhythmic style. His 

devotional poems featured innovative 

ideas and techniques, with the prevalent 

use of the "Nondi Chindu" meter, 

previously employed by Gopalakrishna 

Bharathi. 

     Demonstrating prolific output, 

Bharati penned numerous verses 

covering a diverse range of topics such 

as Indian Nationalism, love, nature, the 

glory of the Tamil language, and 

tributes to prominent freedom fighters 

like Tilak, Gandhi, and Lajpat Rai. 

Bharati's poetic repertoire extended 

beyond Hindu deities like Shakti, Kali, 

Vinayagar, Murugan, Sivan, and 

Kannan (Krishna) to include works on 

other religious figures such as Allah 

and Jesus. His perceptive metaphors 

have resonated with millions of Tamil 

readers.
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Vazhiya Senthamizh (Vande Mataram) –  

Raga Madhyamavati – Tala Adi  

List of Patriotic Compositions of Subramanya Bharati 

S.No Composition Raga 

1 Parukulle Nalla Nadu Hindustani Todi 

2 Vande Mataram Ragamalika 

3 Bharata Samudayam Yamuna Kalyani 

4 Vande Mataram Enpom Nadhanamakriya 

5 Vazhiya Senthamizh (Vande Mataram) Madhyamavati 

6 Vande Mataram Jaya Jaya Behag 

7 Vidutalai Bilahari 

8 Kani Nilam Khamas 

9 Veera Sudandirame Yamuna Kalyani 

10 Aaduvome Desh 

List of Other songs which deals with woman empowerment, Kannan-

Kilippaattu etc. 

 

 

 

 

 

 
Mayooram Vishwanatha Shastri 
(1893–1958) 
     Mayooram Viswanatha Shastri, a 
notable Carnatic music composer, is 
best remembered for crafting the 
patriotic anthem "Jayati Jayati Bharata 
Mata," translating to "Hail Mother 
India." This composition has earned 
widespread recognition among 
classical singers in South India. The 
song is part of his collection 'Bharat 
Bhajan,' published in 1948, featuring 
18 hymns dedicated to Bharat Mata 
(Mother India) and Mahatma Gandhi. 
     Shastri received early exposure to 
Carnatic music from his mother. 
Initiated into Sanskrit studies and 

Vedas at Sanskrit College in 
Tiruvaiyyaru, he pursued his initial 
English education at the Municipal 
High School in Mayiladuturai. With a 
keen interest in Carnatic music, Shastri 
trained under accomplished mentors 
such as Dasavadyam Venkatarama 
Iyengar of Devakkottai, Namakkal 
Narasimha Iyengar, and Chimizhi 
Sundaram Iyer. His high-pitched voice 
garnered attention from local maestros, 
acknowledging his musical prowess. 
Mayooram Vishwanatha Shastri’s 
Contributions 
     Shastri started composing songs at a 
very early age in Tamil and most of 
them where dedicated to Lord 

Sr. No. Composition Raga 

1 ChinnamchiruKkiliye Ragamalika 

2 Teeratha Vilayattu Pillai Ragamalika 
3 Bhuloka Kumari Amritavarshini 

4 Kaala Unnai Chakravakam 



ISSN-2348-5892        Patriotic Countenance of Carnatic Music Composers Sangitika 

16 
 

Murugan. In 1926, Kadalangudi 
Natesha Shastri published Sastri's 
collection of songs "Valli Parinaya 
Manipravala Satakam". The Madras 
Music Academy instituted 
a Kriti competition in all languages in 
1929. A total of 9 competitors had 
submitted 20 songs. Out of 3 
compositions in Sanskrit, 2 of Sastri's 
compositions were the only songs 
selected for the top spot. A committee 
of three judges – Tiger 
Varadacharier, T L Venkatrama 
Iyer and Jalatharangam Ramaniah 
Chettiar, adjudged his Sanskrit Kriti 
"Kamithe Karunanvite" in praise of 
'Bharatha Matha' (Mother India) 
in Todi Raga as the best. 

     In 1947, a booklet of songs in Tamil 
for Independence Day 'Desiya Jaya 
Geetam' was published and in 1948, a 
booklet of 18 songs in Sanskrit, called 
"Bharat Bhajan", containing songs on 
Bharata Mata (Mother India) Khadi, 
Patriotism and Mahatma Gandhi, was 
published. The songs are in simple 
language, set in well-known Hindustani 
ragas like Behag, Bhimpalasi, Belaval. 
Mand and Desh to ensure they are sung 
all over the country. Besides the 
famous Jayati Jayati Bharata Mata, 
Samarasa Bhavana and Bharata 
Samrajya Sukhi are still sung by 
musicians and is well received. 

Jayati Jayati Bharata Mata –  

Raga Khamas – Adi (Tisra Nadai) 

List of Patriotic Compositions of Mayooram Vishwanatha Shastri 

Sr. No. Songs From Publication 

1 Jayati Jayati Bharat Bhajan 

2 Samarasa Bhavana Bharat Bhajan 

3 Bharata Samrajya Sukhi Bharat Bhajan 

4 Shanta Ahimsa Murte Bharat Bhajan 

List of Other Compositions  

Sr. No. Songs From Publication 

1 Mayil Vahana Murugan Madhura Kirtanai 

2 Kartikeyanai Murugan Madhura Kirtanai 

3 Sarasadalanayanane Murugan Madhura Kirtanai 
4 Sri Maha Ganapate Unpublished Varnam 

5 Thaatha Vara Dwijaatamaam Songs on Shirdi Sai Baba 

6 Jaalame Murugan Madhura Kirtanai 

7 Shanta Ahimsa Murte Bharat Bhajan 
8 Adumayile Murugan Madhura Kirtanai 

9 Dasarathe Unpublished Varnam 
10 Gana Nadha Unpublished Varnam 

11 Ninne Nammi Unpublished Varnam 
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List of Publications 

Sr. 
No 

Name of Publication Songs Language 
Year of 
Publication 

1 
Valli Parinaya Manipravala 
Satakam 

100 
verses 

Tamil 1926 

2 Murugan Pugazh Paamalai  Tamil 1933 

3 Vedapuri Kirtana series 1 4 Sanskrit 1937 

4 Murugan Madhura Kirtanai 60 Tamil 1940 

5 Bharat Bhajan 18 Sanskrit 1948 

6 Tirukkural Madhura Kirtanai 41 Tamil 1958 

Unpublished Manuscripts 

Sr. 
No. 

Name of Manuscript 
Number 
of songs 

Language 

1 Shiva Shakti Madhura Kirtanai  Tamil 

2 Harihara Madhura Kirtanai  Tamil 

3 Balar Pancharatnam 5 Sanskrit 

4 Songs on Shirdi Saibaba 8 Sanskrit 
5 Songs on Shirdi Saibaba 9 Tamil 

K C Kesava Pillai (1868–1914) 
Kanakku Chembakaraman Kesava 
Pillai, an eminent Indian composer in 
Carnatic music and a Malayalam 
literary poet whose compositions had a 
perfect blend of lyricism and 
musicality. During his youth, Pillai 
avidly observed Kathakali 
performances, acquiring knowledge in 
Kathakali literature, costumes, and 
Mudras, while also developing 
proficiency in music. At the age of 15, 
he authored his initial Attakathas, 
notably "Prahladacharitam."  
     A close associate of Pandalam 
Kerala Varma and A R Raja Raja 
Varma, his significant contributions to 
music and poetry, he was honoured 

with the title "Sarasa Gayaka 
Kavimani" by Kerala Varma Valiya 
Koil Tampuran. 
K C Kesava Pillai’s Contribution  
     Kesava Pillai's body of literary 
work, written in Sanskrit and 
Malayalam languages, comprises an 
epic, three Attakathas for Kathakali, 
two Tullal songs, eleven short poems, 
six Khanda Kavyas, four plays, two 
stories and four commentaries. He 
wrote Prahlaada Charitam, later 
renamed, Hiranyasuravadham, the first 
of this three attakathas, when he was 
only 15. It was reported that Pillai, with 
his advice, assisted A R Raja Raja 
Varma in writing Manjari metre. His 
plays, such as Lakshmikalyanam, were 



ISSN-2348-5892        Patriotic Countenance of Carnatic Music Composers Sangitika 

18 
 

reported to portray the social life of the 
Nair community of his 
times. Kesaviyam,a  Mahakavya and 
Kerala Varma Vilasam a poem on the 
life of Keralavarma Valiya Koil 
Tampuran are two of his major 
works. Kesaviyam has been written 
without observing the Dwiteeyakshara 
Prasa (second syllable rhyming), which 
was in vogue during those times.  

In terms of Musical 
contribution, Pillai’s compositions are 
arranged in six compilations, 
including Ganamalika, which has two 
volumes, besides over 100 
songs. “SADARAMA”, one of his 
monumental works, is composed in the 
form of a Geya Nataka, 
while Sangitamalika is an ensemble of 
42 songs

.  

Vande Mataram – Raga Kuntalavarali – Tala Adi  

List of Patriotic Compositions of K. C. Keshava Pillai 

S No. Composition Raga 

1. Vande Maataram Sindhu Bhairavi 
2. Vande Maataram Kuntalavarali 

List of Some Other Compositions  

S. No. Composition Raga 

1. Vande Maataram Sindhu Bhairavi 
2. Vande Maataram Kuntalavarali 

3. Jaya Bharati Devi Hamsanandi 

4. Satya Swaroopavibho Sankarabharanam 

5.  Bhajikka Nee Ramane Mohanam 

6.  Koti Divakara Dhanyasi 

7. Nana Jaatikal Kambhoji 

8.  
Adimalarina (in four languages – 
Malayalam, English, Tamil and Sanskrit) 

Ragamalika 

9.  Kamalanatha  Todi 

10.  Sree Vasudeva  Kaapi 

11. Maya Gopa Bala Kaapi 

V Ramalingam Pillai (1888 – 1972) 
     Venkatarama Ramalingam Pillai, 
often referred to as Namakkal 
Kavignar, was a Tamil poet hailing 
from Tamil Nadu, India. Beyond his 
role as a poet, he actively participated 
in the fight for independence, crafting 
verses that echoed the spirit of freedom. 

Starting as a clerk and later becoming a 
primary school teacher, Pillai penned 
numerous poems that reflected his 
dedication to the cause. In 1930, he 
took part in the Salt Satyagraha against 
the British government, enduring a one-
year jail term. 
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     Recognizing his contributions, the 
Indian government honoured him with 
the "Padmabhushan" award in 1971. 
Known for his patriotic compositions 
such as "War is coming without sword 
and blood," Pillai extolled the virtues of 
nationalism and Gandhism. Initially 
influenced by figures like Bal 
Gangadhar Tilak, his ideology shifted 
towards Mahatma Gandhi's principles, 
leading him to believe in the path to 
freedom through non-violent religious 
struggle.  
     Ramalingam played a pivotal role in 
inspiring young minds to join the 
national movement through his 
impassioned speeches. Despite 
government bans, he fearlessly 
addressed gatherings. In recognition of 
his invaluable contributions, Pillai was 
conferred the title of Asthana Kavignar 
or Poet Laureate by the Madras 
government in 1949. Additionally, he 
served as the Tamil representative of 
the Sahitya Akademi. 
V Ramalingam Pillai’s Contribution 
     He possessed expertise in both 
Muttamizh and painting and played a 

significant role as a freedom fighter. 
Renowned for his patriotic poetry, 
particularly the collection of a hundred 
nationalist poems titled Nattu Kummi, 
Pillai was an ardent admirer of 
Mahatma Gandhi. His literary focus 
encompassed themes such as truth, 
untouchability, gender equality, non-
violence, rural industries, and alcohol 
prohibition—issues closely associated 
with Gandhi's principles. 
     Pillai's dedication to Gandhi is 
reflected in around 500 poems he wrote 
in praise and commemoration of the 
iconic leader, earning him recognition 
as a patriotic, Gandhian poet. Most of 
his verses, centred around the nation's 
independence, were composed in 
Tamil. Tamilan Itayam, one of his 
renowned poetic works, celebrates the 
Tamil people, fostering a sense of 
camaraderie among them as an ethnic 
group. Pillai's epic work, “Avalum 
Avanum”, displayed an elegant yet 
simple style, while his other works, 
namely “Tamil Ter” and “Chankoli”, 
featured excellent verses on various 
themes. 

List of Patriotic Compositions of V Ramalingam Pillai 

S.Np Compositions Raga 

1 Taaye Vandanam  Shiva Ranjani 

2 Nalla Samayamada Madhyamavati 

3 Aaduratte Chenjurutti 

 
Tiruvarur Viruttachala 
Kalyanasundaram (1883 –1953) 
     Thiruvarur Viruttachala 
Kalyanasundaram, a renowned Tamil 
scholar, essayist, and activist, gained 
prominence for his insightful 

commentaries on classical Tamil 
literature and philosophy, as well as his 
eloquent and lucid prose. His 
contributions, alongside figures like V. 
O. Chidambaram Pillai, Maraimalai 
Adigal, and Arumuga Navalar, are 
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credited with shaping the modern 
Tamil prose style. 
      Initially, he worked as a teacher 
before joining the nationalist Tamil 
daily newspaper "Deshabaktan" as an 
editorial assistant in 1917. Quickly 
immersing himself in the independence 
movement, Kalyanasundaram emerged 
as a fervent advocate for workers' rights 
during this period. In 1920, he 
established the Tamil weekly magazine 
"Navasakthi," where his writings 
mirrored his political and philosophical 
beliefs. He played a pivotal role by 
publishing one of the earliest Tamil 
interpretations of Mahatma Gandhi's 
ideology, a work still recognized as a 
significant milestone in Gandhian 
studies. 
Tiruvarur V Kalyanasundaram’s 
Contribution  
     Kalyanasundaram authored several 
works exploring the religious and 
spiritual philosophy of Ramalinga 
Swamigal, a significant 19th-century 
Tamil Saivite philosopher-saint. His 
commentaries on classical Tamil 
literature were serialized in Navasakthi. 
Throughout his prolific career, he 
penned more than fifty books, 
including "Manita Vazhkkaiyum 
Gandhiyadigalum," delving into the 
implications of Gandhi's ideas on 
human conduct. 
     Among his notable works, "Pennin 
Perumai Allatu Valkait Tunai Nalam" 
enjoyed widespread readership during 
that era. Another influential piece was 
his critical examination of the concept 
of Beauty in Hinduism, published as 

"Murugan Alladhu Azhaku." 
Kalyanasundaram's writings mirrored 
the internationalism prevalent among 
Indian intellectuals of his time, 
showcasing a deep pride in Indian and 
Tamil culture. He ardently believed in 
the unity and universal kinship of 
human thought. 
     Kalyanasundaram crafted a 
distinctive prose style that harmonized 
with the inner rhythms of the Tamil 
language, resulting in a flowing and 
rhythmic text. At a time when Tamil 
prose was still in its nascent stage, his 
style left a lasting impact. Today, his 
works are recognized for infusing new 
vitality into the Tamil language, laying 
the groundwork for the development of 
the modern Tamil prose style. 
Harikeshanallur Muttiah 
Bhagavatar (1877-1945) 
     He was exposed to music from a 
very early age, as his father was a 
patron of musicians. He lost his father 
at the young age of six years, when his 
maternal uncle M. Lakshmana Suri 
took over the responsibility for his 
education, initiating Muthiah 
into Sanskrit and Vedic studies.   
     He found the gifted teacher 
Padinaindumandapa Sambasiva Iyer 
at Tiruvarur, who recognised Muthiah's 
talent for music. During the nine years 
he spent with Sambasiva Iyer, Muthiah 
cultivated this talent and made his name 
as a Harikata Vidhwan. His rich voice 
and excellent Tanam singing made him 
one of the era's most highly coveted 
concert artists. He was Asthana Vidvan 
in Seithur Zamin and first guru of M S 
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Subbulakshmi. His cousin 
Venkatarama Iyer was a Supreme 
Court Judge as well as recipient of 
Sangeet Kalanidhi award in 1944. 
Muttiah Bhagavatar’s Comtribution 
     Muthiah Bhagavatar composed 
almost 400 musical forms, the largest 
among the post-Trinity composers. 
Tana varnams, Pada varnams, Daru 
varnams (his has been the first to come 
down to us), Ragamalika, individual 
and group Kritis (that include 
Navavarna, Navagraha, 108 songs each 
in praise of Siva and Chamundeswari 
apart from `stuti' kirtanas), patriotic 
songs, Tillanas, and folk tunes. The 
songs were on a number of Hindu gods, 
his patrons, and in four languages - 
Telugu, Tamil, Sanskrit and Kannada. 

Almost 20 ragams owe their existence 
today to this great composer, including 
vijaysaraswati, Hamsagamani, 
Karnaranjani, Budhamanohari, 
Niroshta and Hamsanandi.  
     When someone asked if he could 
compose something that would appeal 
to Westerners, he composed the 
English notes made famous by Madurai 
Mani Iyer. He popularized 
Shanmughapriya and Mohana Kalyani. 
He was adept at playing both the Chitra 
Veena and Mridangam. In addition to 
musical talents, his theoretical 
knowledge was also vast. He wrote a 
treatise on musical theory, Sangita 
Kalpa Drumam, and regularly gave 
lectures on musicology at the Music 
Academy. 

List of Patriotic Compositions of Muthiah Bhagavatar 

S. No. Compositions Raga 

1 Bharatiye Endan Taye Natabhairavi 

2 Yengal Annai Bharatiye  Khamas 

List of Some Other Compositions 

S. No. Compositions Raga 

1 Gam Ganapate  Hamsadhwani 

2 Himagiri Tanaye Shuddha Dhanyasi 

3 Bhuvaneshwariya Kannada 

4 Sudhamayi Sudhanidhe Amritavarshini 

5 Bhairavi Parameshwari  Bhairavi 

6 Valli Nayaka Shanmukhapriya 

7 Andavan Darishname Jonpuri 

8 Amba Vani Nannu Keeravani 

9 Unnai Ninaindu Ragamalika 

10 Varasiddhi Vinayaka Kannada 

11 Jalandhara Supeethaste Valaji 

https://en.wikipedia.org/wiki/Jaunpuri_(raga)
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     Thus, the involvement of Vag-
geyakaras (music composers) in India’s 
independence movement and their 
musical contribution towards patriotic 
movement and freedom struggle was 
enormous and very exhaustive. Though 
they exhibited their voice of protest 
through music and poetry in several 

princely states of South India like 
Ettayapuram, Travancore; the echo of 
those musical bellow reverberated all 
along the Indian Subcontinent and 
ultimately found result in building the 
nationalistic feeling among us all 
through the century.   
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A Study on the Prevalence of Kathak Dance in Sri Lanka  
  Dr S. A. N. Perera 
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Abstract: The origin of Kathak can be traced back to the Vedic tradition in the ancient 

 Indian era, the word is “Kathak” derived from Katha or narrative. These are  replete with 

the stories of the great epics like Ramayana and Mahabharata. Kathak dance begins with 

the storytellers who express several religious stories and legends to ordinary people. 

“Katha kahe so kathaka kahave” which is a popular saying that takes a view in relation 

with the art of storytelling. However,  Kathak dance developed on these religious stories 

and is highly associated with the  cult of god Krishna and Vaishnavism. Later Kathak dance 

has been influenced  by the Maghul tradition and culture; therefore it began to imitate their 

concepts,  rather popular as a court dance. This research study is primarily focused on the 

development of Kathak dance in Sri Lanka and its new dynamics in Sri Lankan  society. 

Indian Kathak dance was introduced to Sri Lanka in the early 1950s by Guru Jinadasa 

Wickramasinghe, a great dance pioneer and popular Kathak  dancer. Later, many Sri 

Lankan students entered several universities and institutes in India to learn the art of 

Kathak dance and were encouraged to return to their homeland to spread it widely. 

Gradually this classical form developed in Sri Lankan dance society with the tradition of 

Guru- Shishya. The purpose of this research is to study the role of Kathak dance in Sri 

Lanka as a  performance art, an educational method and new performance approaches.  

Qualitative data in this study was observed through primary and secondary  sources as well 

as interviews and discussions with dance experts and dance  pioneers. Consequently, this 

study analyzed the diffusion of Indian Kathak dance  in Sri Lankan society in various forms 

as a performing art, as a classical subject  in higher education system and a popular dance 

culture to entertain the society. 

Key words: Kathak dance, Sri Lanka, Guru Jinadasa Wickramasinghe, Guru- Shishya, 

Society 

Introduction 

This research study is primarily 

focused on the development of 

Kathak dance in Sri Lanka and its 

new dynamics in Sri Lankan 

society. The origins of Kathak can 

be traced back to the ancient Indian 

Vedic tradition of the word 

"Kathak". ” derived from stories or 

narrative. “Katha Kehe So Kataka 

Kahve” [Kathak, In stone and 

manuscript by Ranjana Srivastav 

Indian dance, last metaphor edited 

by Shanta Serbjeet Singh] is a 

popular saying that takes a view of 

the art of storytelling. However, 

Kathak dance developed on these 

religious stories and was very much 

related to Lord Krishna and 

Vaishnavism. Later Kathak dance 

has been influenced by Mughal 

tradition and culture. So, it started 

imitating their concepts which were 

quite popular as a court dance. After 
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Kathak dance entered its golden age, 

it not only became famous as a 

northern classical dance form but 

also received great patronage from 

the Muslim emperors.  

     This Indian Kathak dance has 

been introduced to Sri Lanka in the 

early 1950s by the great dance 

pioneer and popular Kathak dancer 

Guru Jinadasa Wickramasinghe. He 

was popularly known as Sangeet 

Natak Akademi Awardee 

Vikramsingh Maharaj. Later most 

Sri Lankan students entered several 

universities and institutes to learn 

Kathak dance form and came back 

to their motherland and were 

encouraged to spread it island-wide. 

Gradually this classical form 

developed in Sri Lankan dance 

society with the tradition of Guru- 

Shishya.  

Hence the following points are 

covered in this study.  

• Study Kathak dance as it 

develops in Sri Lankan dance 

society  

• Study about the Kathak dance 

pioneers and masters who 

developed this dance form in Sri 

Lanka 

• Study the Kathak dance form 

introduced in the dance 

education system of Sri Lanka 

Results and Discussions: 

According to this study, some 

evidence analyzed that Indian 

Kathak dance was introduced to Sri 

Lanka in the mid- 90s, but it 

gradually spread across the island, 

developing different avenues. 

Earlier South Indian dance 

traditions were very popular in Sri 

Lanka, especially the 

Bharatanatyam dance tradition but 

recently when Kathak dance was 

introduced to Sri Lanka this form 

became more popular than other 

Indian dance forms.  

The great pioneer of Kathak dance, 

Jinadasa Wickmasinghe, who 

became famous in India as 

Wickramasinghe Maharaj, learned 

Kathak dance from Guru Achchan 

Maharaj and later worked as a 

director of the present Bhatkhande 

University, Lucknow and Lucknow 

Kathak Kendra, who gave great 

encouragement to the development 

of Kathak dance in Sri Lanka. On 

his arrival in Sri Lanka in 1950, he 

presented Kathak performances, 

dance dramas and dance programs, 

and with his great encouragement, 

several Sri Lankan dance students 

were enrolled in Indian dance 

institutes to learn Kathak dance and 

returned to Sri Lanka to continue 

teaching and performing the dance. 
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Recently, the Kathak dance form 

has been practised in Sri Lanka in 

various ways.  

Kathak dance as a Performance 

art: When Jinadasa Wickrama-

singhe introduced the Kathak dance, 

his student especially Srimati 

Rasadari, who learned Kathak dance 

from India, continued the form and 

she supported popularizing this 

form in Sri Lanka by teaching 

Kathak dance. Gradually this form 

is gaining popularity in several 

dance institutes and more students 

are interested in learning this form. 

This Kathak dance form was later 

incorporated into the university 

education system with further 

teaching.  

Recently this Kathak dance form in 

Sri Lanka has become more creative 

than the classical form. Many dance 

lovers practice learning Kathak 

dance because of its simplicity and 

comfortable learning. Today the 

contemporary Kathak dance is 

popular in the Sri Lankan dance 

community. Kathak dance creations 

on Sinhala songs, Kathak fusion 

with Kandyan dances, Kathak dance 

dramas on Sri Lankan themes or 

stories and cinematic Kathak dances 

are very popular in Sri Lanka today. 

In the School and University 

education system:  

Basic information on Kathak dance 

and its historical background is 

included in the secondary education 

system of schools in Sri Lanka in the 

G.C.E. Ordinary Level Syllabus and 

Advanced Level Syllabus. But all 

Indian dances are taught only on 

theoretical basis knowledge and not 

in practical lessons.  

On the other hand, the university 

education system has many 

opportunities for beginners as well 

as interested students to learn 

Kathak dance. Several universities 

offer Kathak dance courses in some 

semesters in BA degree programs. 

Especially The University of Visual 

and Performing Arts included 

Indian dance degree programs in 

their BA degree.  

Kathak dance examinations and 

competitions  

Every year, Sri Lankan dance 

students face the Visharad 

examinations conducted by the Sri 

Lanka branches of Bhatkhande 

Sangeet Vidyapith in India. After 

completing five years diploma 

course, they can be awarded a 

Kathak dance Visharad certificate. 

At present, students can participate 

in Kathak dance performances for 

All island competitions and other 

important competitions. Creative 
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Kathak dance performances in 

reality shows and other dance 

projects are also very popular. 

Conclusion  

According to this study, it can be 

said that creative Kathak dance is 

more popular than classical Kathak 

dance in Sri Lanka. As a performing 

art, Kathak dance takes a prominent 

position in the Sri Lankan dance 

society and this form gained 

popularity in a very short period, but 

there are not enough human 

resources and other relevant 

materials to properly learn this form. 

However, some Kathak dance 

experts and teachers are highly 

promoting this form by teaching 

pure Kathak dance techniques. The 

Kathak dance form is developing in 

Sri Lanka with a creative and 

contemporary style. 
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Xokfy;j vkSj vkxjk ?kjkus dh cafn'kksa esa èkzqin&èkekj 'kSyh dk lfUuos'k 
 

M‚ñ ekul foÜo:i 

Jhñ vkfnR; vkiVs 

Assistant Professors, 
NMIMS School of Performing Arts, Mumbai - 56  

laf{kIr lkj èkzqin&èkekj 'kSyh mÙkj Hkkjrh; jkx laxhr dh ,d egÙoiw.kZ 'kSyh jgh gSA bl 

'kSyh dk çpkj&çlkj mÙkj&eè; dky ls ysdj vkèkqfud dky rd jgk gSA dkykuq:i 

ifjorZuksa ds pyrs èkzqin&èkekj 'kSyh ds dqN xq.kèkeZ vkèkqfud dky esa çpfyr [k+;ky 'kSyh esa 

ç;qä gq, vkSj ogÈ dqN lkSan;Z&ladYiuk;sa u"V Hkh gks pyÈA yksd dykvksa dh 'kSyh ij 

vkèkkfjr ^Bqejh&nknjk* bR;kfn mi'kkL=h; dykvksa ds ?kVd Hkh [k+;ky 'kSyh esa viuk, x;sA 

[k+;ky 'kSyh esa cafn'k xkus vkSj mlds foLrkj djus dks çeq[k rÙo ekuk x;k gSA cafn'k ds 

foLrkj dk <ax vkSj cafn'k jpus ds mís';] [k+;ky vkSj èkzqin&èkekj 'kSyh esa ewyr% fHkUu gSaA 

[k+;ky 'kSyh dk çkjaHk nks çeq[k rFkk çkphu ?kjkuksa ^Xokfy;j* vkSj ^vkxjk* ls gqvk vkSj 

'kuS%&'kuS% vU; 'kSfy;k¡ fodflr gqb±A  bu nks 'kSfy;ksa esa çpfyr ikjaifjd cafn'kksa ds mnkgj.k 

dk lkfgfR;d vkSj lkaxhfrd fo'ys"k.k dj bu nksuksa èkkjkvksa esa èkzqin&èkekj ds lkSan;kZRed 

vfLrRo dk vuq'khyu gks ldrk gSA 

lwpd “kCn fo'ys"k.k] lkfgfR;d] lkaxhfrd] jkxkRed] y;&rkykRed] lkSan;kZRedA 

Hkwfedk 

èkzqin çkP; dkyhu çcaèk uked xhr çdkj ij 

vkèkkfjr ekuk x;k gSA yksdxhr 'kSyh ds gksyh 

xhrksa dks jkxkèkkfjr Lo:i esa <kydj èkekj 

'kSyh mith gS] ,slk ekuk x;k gS fd [k+;ky 

'kSyh eè;dky ds vafre pj.k esa tUehA laxhr 

,slh dyk gS] ftlesa dkykuq:i ifjorZu gksuk 

vVy Hkh gS vkSj u;s lkSan;ZewY;ksa dk vUrÆuos'k 

djuk visf{kr Hkh gksrk gSA bl çfØ;k esa 

fiNys lkSan;ZewY;ksa dh uÈo ij gh vxyh 

çfØ;k gksrh gSA bu cnykoksa ds ewyHkwr dkj.kksa 

vkSj ifj.kkeksa dh ehekalk djus ij lEçr dky 

esa jkx laxhr esa 'kSyh ij vkèkkfjr uohu lkSan;Z 

LFky çkIr djus dh çsj.kk Hkh feysxhA 

'kksèk çfofèk rFkk {ks= 

;g fo'ys"k.k dk;Z bl 'kksèk&i= ds ekè;e ls 

fd;k x;k gSA lkaxhfrd fo'ys"k.k ds vUrxZr 

jkxkRed rFkk y;&rkykRed nksuksa rjg dk 

fo'ys"k.k dk;Z fd;k x;k gSA fo'ys"k.k gsrq 

vkxjk ?kjkus vkSj Xokfy;j ?kjkus esa çpfyr 

,d&,d ikjaifjd cafn'k dks pquk x;kA pw¡fd 

cafn'k dh LFkk;h esa gh vusd vko';d 

vuq'khyukRed xq.kèkeZ ik;s x;s( bl gsrq 

cafn'kksa ds varjksa dk fo'ys"k.k ugÈ fd;k x;kA 

cafn'kksa dk fo'ys"k.k 

cafn'k Øekad & 1 

fo'ys"k.k gsrq çFker% rky >irky esa jkx 

lksguh esa fuc) [k+;ky dh cafn'k dh LFkk;h 

dk mnkgj.k çLrqr gS( tks dh vkxjk ?kjkus 

dh ukSgkjckuh ds tud ekus tkus okys mñ 

gkth lqtku [k+ku dh jpuk gSA  mñ lqtku 

[k+ku fnYyh ds ckn'kkg vdcj ds njckj esa 

xk;d ds :i esa dk;Zjr FksA muds }kjk jfpr 

bl cafn'k dks laçr% [k+;ky dh cafn'k ds :i 

esa xk;k tkrk gSA lkfgfR;d rFkk lkaxhfrd 

:i ls yxHkx leku gksus ds dkj.k varjk 

fo'ys"k.k gsrq ç;qä ugÈ fd;k x;k gSA  

cafn'k ds 'kCn gSa & Þtkfye vtc ,d] tksxh 

tgj [kk;A djrk dgj D;k ;s] xjs eqaM 

ekykAß 

èofueqæ.k 

mijksä cafn'k dk èofueqæ.k lquus ds fy;s 

vius Smartphone ls fuEukafdr QR Code dks 
Scan djsa & 
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lkfgfR;d fo'ys"k.k 

bl in esa vkReh;rk Hkjh 

'kSyh lfgr Hkxoku f'ko 

ds :i dk o.kZu fd;k 

x;k gSA fgUnw èkeZ esa tUesa 

jktiwr lqtkunkl ukSgkj 

}kjk eqfLye èkeZ Lohdkj djus ds i'pkr Hkh 

vius iwoZ laLdkjksa ds vuqlkj fgUnw 

nsoh&nsorkvksa ds çfr mudh vkLFkk dk ifjp; 

gesa bl cafn'k ls feyrk gSA 

LFkk;h esa os dgrs gSa & ,d vtc ¼vuks[kk½ 

tksxh ¼laU;Lr ;ksxh½ gS( tks t+gj dk lsou 

fd, gS] xys esa ekuo&[kksifM+;ksa dh ekyk 

igurk gS vkSj LoHkko ls t+kfye ¼funZ;h½ gSA 

,slh iqjk.kksä dFkk gS dh Hkxoku f'ko us 

lalkj dks lqjf{kr djus ds fy;s leqæeaFku ls 

tfur fo"k dk çk'ku fd;k vkSj mls vius 

daB esa fLFkr j[kkA bl ?kVuk dk mYys[k 

^t+gj [kk;s* }kjk fd;k x;k gSA 

y{k.kh; mn~cksèkuksa ds ekè;e ls Hkxoku f'ko 

dk o.kZu djus esa ̂deZèkkj; lekl* dk mi;ksx 

ekuk tk ldrk gSA mnwZ 'kCnksa dk ç;ksx 

ftruk bl cafn'k esa gS] mruk ikjaifjd [k+;ky 

rFkk èkzqin nksuksa 'kSfy;ksa dh cafn'kksa esa vkerkSj 

ij ugÈ ik;k tkrkA 

f'ko dks ^t+kfye* dgus dk dkj.k gS dh ,d 

ikSjkf.kd ekU;rk ds vuqlkj Hkxoku f'ko 

dfy;qx dh vafre voLFkk esa ^çy;* vFkkZr 

i`Foh dk loZuk'k djrs gSaA lkFk gh] mudk 

Øksèk fueZe gksrk gSA fdlh lkèkq ds leku 

HkLeysiu rFkk tVkvksa ls ;qä :i rFkk 

O;k?kzpeZ ij cSBh mudh è;kuLFk eqæk ds dkj.k 

Hkxoku f'ko dks ^tksxh* dgk x;k gSA 

bl Hkh"k.k rFkk Dofpr fo—r :i dk o.kZu 

bl pfj=&fo'ks"k ds çfr Hk; vFkok ?k̀.kk dk 

Hkko fuÆer djus gsrq ugÈ( vfirq jpukdkj ds 

eu dk vknjHkko O;ä djus gsrq gh gSA ;g 

varjs esa ç;qä dFku ^esjk fuxgcku* ls Li"V 

gksrk gS( ftldk foLrkjHk; ls mYys[k ugÈ 

fd;k x;kA 

cafn'k ds lkfgR; esa iqjk.kksä dFkk ij 

fo"k;&oLrq vkèkkfjr gksuk] ÃÜoj ds Lo:i 

dk o.kZu] oSfHkUuiw.kZ vyadkfjdrk] Li"V rFkk 

lgt Hkk"kk&'kSyh bR;kfn xq.k èkzqin 'kSyh dh 

dkO; jpuk dh vksj bafxr djrs gSaA  

lkaxhfrd fo'ys"k.k 

jkxkRed fo'ys"k.k 

rkj "kM~t ls çkjaHk djrs gq, ^jsafuèk* Lojksa esa 

"kM~t dk vojksgh yksi dj ^fue~èk] lka ¼eq[kM+k 

nqgjkus ij½* ds }kjk jkx lksguh dks Li"V 

fd;k x;k gSA NksVh Loj iafä;ksa dk ,slk 

ç;ksx èkzqin 'kSyh dk ifjpk;d gSA f}rh; 

iafä dks eq[kM+s ls tksM+dj nqgjkus ij ;g 

^"kM~t Hkjus* dh fØ;k rFkk ^ljik* vax dks 

n'kkZrk gSA ;s nksuksa fØ;k,¡ èkzqin 'kSyh dh 

cafn'kksa dk xq.k n'kkZrh gSaA ^lklkx·x] e~èk·] 

e~èkfulka] fu·èk* ;g LojokD; èkzqin 'kSyh ds 

vuqlkj p<+rs Øe esa çR;sd Loj dks Hkwfedkc) 

djus dh fØ;k n'kkZrk gSA  

^fufulk·jsa·] lka·fuèk·] fue~·èk* bl Loj&okD; 

esa èkSor ds Lojkar ds ckotwn eq[kM+s ds rkj 

"kM~t ls tk feyus] fu"kkn ds nqgjs gksus] 

vojksgh d.k Lo:i esa gksus rFkk _"kHk dks 

de egÙo nsus ds dkj.k ;g leLojh; jkx 

^ekjok* ls foyx gSA ^fu·lka·] jsa¼lka½* ;g 

LojokD; [kM+s Lojksa ls ;qä gksus ds dkj.k jkx 

^iwfj;k* ls foyx gSA cafn'k dk rkj lIrd ds 

Lojksa ls O;kIr gksuk Hkh ,d jkxokpd y{k.k 

gSA mijksä jkxokpdrk dk xq.k vkSj jkx ç—

fr ds vuq:i Lojkoyh jpus dk xq.k èkzqin dh 

jpukvksa esa vkerkSj ij fn[k iM+rk gSA 

y;&rkykRed fo'ys"k.k 

bl cafn'k dks ik¡p ek=k ds lwyrky ¼èkk·f?kM 

uxfn·x~ f?kMux] x·fí·x~ f?kMux½ esa Hkh xk;s 

tkus dk mYys[k xq#tuksa ls çkIr gqvkA 

rFkkfi( vkxjs ds [;ky xk;d vusd ihf<+;ksa 

ls bl cafn'k dks >irky esa gh xkrs vk;s gSaA 

bl cafn'k dks Xokfy;j ?kjkus dh ijaijk esa Hkh 

xk;k tkrk jgk] ftlesa rky >irky gh ç;qä 

gksrk vk;k gSA 
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èkzqin 'kSyh ds vuqlkj lwyrky esa xkus ij ;g 

cafn'k [kaM tkrh ds Nan ls O;kIr çrhr gksrh 

gS] tks bls èkzqin 'kSyh ds vuq:i 'kCn vkSj 

rky dh ,d:irk gsrq l{ke cukrh gSA [;ky 

'kSyh esa bldk çLrqrhdj.k fHkUu çdkj ls 

gksrk gSA rky ds foHkkxksa dh vafre ek=kvksa ds 

ckn vkus okys y?kq ek=k v{kj ij dVko;qä 

'kCnksPpkj djuk ¼tkfy&e~] vt~&c] t+g~&j 

bR;kfn½ vkxjk ?kjkus dh 'kSyh dks mtkxj 

djrk gSA bl gyUR;qä mPpkj ls vxys cksy 

dk cy vfèkd Bksl :i ls mtkxj gksrk gSA 

lkFk gh( LFkk;h laiw.kZr% [kaM tkrh esa ugÈ] 

vfirq 4&3&3 bl ot+u ds vuq:i èofur 

gksrh gSA bl dkj.k Bsds dh çR;sd ik¡poÈ 

ek=k ds ^uk* v{kj ij fo'ks"k t+ksj vkrk gSA 

[;ky 'kSyh ds vuqlkj xkrs le; ^dgj* ds 

^g* ij [kkyh n'kkZdj ^xys* ds ^x* v{kj dks 

vrhr j[krs gq, ^eqa&Mek·* bl çdkj ^ek* 

v{kj ij [kkyh dk LFkkiu gksrk gSA ;g [;ky 

'kSyh dh ek=k&y; ds caèku ls eqä gksus dh 

ifjpk;d fØ;k gSA LFkk;h ds var esa 12] 12] 

312] 123 bl çdkj dk Nanksc) dVko vkSj 

ot+u ,d MkSy;qä vken dk fuekZ.k djrk 

gSA  

mijksä jpuk ewyr% èkzqin 'kSyh esa gh jph gksus 

ds y{k.k n'kkZrh gS( ftls ijorÊ dykdkjksa 

}kjk [k+;ky 'kSyh esa <kys tkus dh çcy 

laHkkouk eglwl gksrh gSA 
 

cafn'k Øekad & 2 

fo'ys"k.k gsrq ç;qä nwljh cafn'k Xokfy;j 

?kjkus esa çpfyr [k+;ky dh cafn'k gSA ;g Hkh 

,d ikjaifjd jpuk gS] ftlds jpf;rk vKkr 

gSaA ;g jpuk jkx ÇgMksy rFkk rky :id esa 

fuc) gSA cafn'k ds 'kCn gSa & Þ, jh ek¡ ih 

lax [ksysA cu&cu Qkx #r clarAß  

èofueqæ.k 

mijksä cafn'k dk èofueqæ.k lquus ds fy;s 

vius Smartphone ls fuEukafdr QR Code 

dks Scan djsa & 

lkfgfR;d fo'ys"k.k 

çLrqr cafn'k dk lkfgR; 

Qkxqu dh gksyh ds R;kSgkj ds 

fo"k; ij vkèkkfjr gS] tks dh 

èkekj dh cafn'kksa esa vkerkSj 

ij ik;k tkrk gSA ^,jh ek¡* dk lEcksèku 

mn~cksèkd dk L=h ik= gksuk n'kkZrk gS] tks 

[k+;ky dh cafn'kksa esa lkekU;r% mi;ksx esa 

yk;k tkrk gSA ^cu&cu* bl çdkj dk nqgjk 

'kCn ç;ksx [k+;ky rFkk èkzqin&èkekj dh cafn'kksa 

esa vkerkSj ij fd;k tkrk gSA ^Qkx*] ^#r 

clar* bR;kfn 'kCn gksyh R;kSgkj dh vksj bafxr 

djrs gSa( tcfd ^gksyh* 'kCn dk lhèkk ç;ksx 

ugÈ fd;k x;kA ikjEifjd èkekjksa dh Hkk¡fr 

lkfgR; ds xq.kèkeZ bl cafn'k esa æ"VO; gSaA 

Hkxoku —".k vFkok czt bR;kfn dh gksyh ds 

o.kZu vfèkdrj èkekjksa esa gksrs gSa] Çdrq çLrqr 

lkfgR; esa uk;d&ukf;dk dk mYys[k gSA  

lkaxhfrd fo'ys"k.k 

jkxkRed fo'ys"k.k 

cafn'k esa jkx&okpd Loj&laxfr;ksa dk 

;FkkLFkku mi;ksx gqvk gSA jkxkuq:i eÈM dk 

ç;ksx xaHkhj ç—fr ds jkx ÇgMksy ds vuqdwy 

gSA xkaèkkj ls "kM~t Loj rd rFkk rkj "kM~t 

ls èkSor vFkok eè;e rd eÈM ç;qä gS] tks 

cafn'k dks jkspd cukrh gSA eÈM dh ,slh fØ;k 

èkzqin&èkekj esa [k+;ky dh vis{kk—r vfèkd 

ç;qä gksrh gSA fdlh Hkh LFkku ij 

[kVdk&eqjdh bR;kfn fØ;k,¡] ftudk [k+;ky 

esa vfèkdka'kr% ç;ksx gksrk gS] ç;ksx esa ugÈ 

yk;h x;ÈA blfy, ,slh laHkkouk gS dh 

mijksä cafn'k èkekj ls [k+;ky 'kSyh esa ifj.kr 

dh xÃ gksA 

bl cafn'k esa fdlh vyadkfjd —f=erk dk 

çn'kZu ugÈ gS] vfirq rkj lIrd ls eè; "kM~t 

rd jkx dk Lo:i vkSj pyu vojksgh Øe esa 

n'kkZ;k x;k gSA jkx&Lo:i n'kZd xq.k 

èkzqin&èkekj dh cafn'kksa esa vfèkdrj gksrk gS] 

ftldk vkèkku Xokfy;j ?kjkus dh 'kSyh ls 

vksr&çksr bl cafn'k esa Hkh fn[k jgk gSA eè; 
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"kM~t ij cafn'k dk var dj rkj "kM~t dk 

eq[kM+k mBkuk Hkh èkekj 'kSyh vkSj Xokfy;j dh 

[k+;ky 'kSyh dk ifjpk;d gSA 

cafn'k esa [k+;ky 'kSyh ds vuq:i fdlh çdkj 

dh æqrrj xfrekurk( tSls rku ;k gjdr dk 

ç;ksx ugÈ gSA ,slh peR—fr ¼Gimmick½ 

èkzqin&èkekj dh cfUn'kksa rFkk xk;dh esa ugÈ 

gksrhA bl cafn'k esa Lojksa ij Bgjko vkSj [ksap 

dk ç;ksx fn[kkÃ nsrk gS( tks èkzqin&èkekj dk 

çeq[k vax gSA blds vkèkkj ij Hkh blds ewyr% 

èkekj cafn'k gksus dh laHkkouk O;ä dh tk 

ldrh gSA 

y;&rkykRed fo'ys"k.k 

cafn'k esa y; dk >ksad [k+;ky 'kSyh ds vuq:i 

çLrqr gksrk gSA rFkkfi] ek=k dk foHkktu 

[k+;ky 'kSyh ds vuq:i u gksdj èkekj 'kSyh 

ds vuq:i çrhr gks jgk gSA èkekj dh cafn'k 

esa 'kCnksa dk feJ tkrh ds Nan ds ot+u dh 

rjg 3&4] 3&4 ek=k&Øe ds vuqlkj 

lek;kstu gksrk gSA 'kkL= ds vuqlkj Hkys gh 

rky dk foHkktu 5&2&3&4 ek=kvksa ds Øe 

esa gks( rFkkfi] çk;ksfxd :i ls og feJ tkfr 

dk ot+u gh ifjyf{kr gksrk gSA ;gh çfØ;k 

bl cafn'k esa dh xÃ gSA  

:id ds Bsds esa Hkjh dh ek=k,¡] ftu ij ^èkh* 

cksy dk ot+u vkrk gS] mu ij gh jkx ds 

U;kl Loj j[ks x;s gSaA bl dkj.k jkx vkSj 

rky ds xq.kèkeZ Hkh esy [kk jgs gSaA eq[kM+s ^, 

jh ek¡* dk çkjaHk pkSFkh ek=k ls gksrk gS vkSj 

vafre 'kCn vafre Hkjh dh NBoÈ ek=k ij 

vkrk gS( ftlls dh bldh pky èkekj dh 

vafre pkSngoÈ ekSu ek=k ds vuq:i gh tku 

iM+rh gSA vafre iafä ds 'kCn ^Qkx* ds igys 

v{kj ij vrhr le dk vkHkkl gS( tcfd le 

okLrfod :i ls ^cu&cu* ds vafre ^u* v{kj 

ij gSA ;g fØ;k Xokfy;j dh [k+;ky 'kSyh 

dh ifjpk;d gSA  

fcuk rky ds bldh èkqu xkus ij ;g :id 

vkSj èkekj nksuksa gh rkyksa dk vkHkkl djkrh 

gSA ;fn bl cafn'k dks èkekj rky esa xk;k 

tk,( rks bu lHkh ?kVdksa ds çHkko ls ;g èkekj 

xhr 'kSyh dks iwjh rjg U;k; nsrh gqÃ yxrh 

gSA 

fu"d"kZ 

1- fo'ys"k.k gsrq p;fur nksuksa cafn'ksa ikjaifjd 

gSa rFkk [k+;ky 'kSyh ds ewy nksuksa ?kjkuksa 

Xokfy;j rFkk vkxjk esa [k+;ky dh cafn'kksa 

ds :i esa xk;h tkrh gSaA rFkkfi] muds 

lkfgR; rFkk laxhr i{k esa èkzqin&èkekj 'kSyh 

ds xq.kèkeZ fo'ks"k :i ls ifjyf{kr gq,A  

2- nksuksa gh cafn'ksa ewyr% èkzqin rFkk èkekj 'kSyh 

esa jps tkus dh laHkkouk fn[k iM+rh gS( ftUgsa 

vxyh ihf<+;ksa }kjk [k+;ky 'kSyh ds vuqlkj 

xk;s tkus gsrq ifjoÆrr dj fy;k x;kA ;g 

ifjorZu dkO; vFkok jkx dh Lojkofy;ksa ds 

vuqlkj ugÈ( vfirq rky ds Bsds dh Hkwfedk 

ds vuq:i fd;k x;kA blls [k+;ky esa Bsds 

dk egÙo Hkh mtkxj gksrk gSA 

3- [k+;ky 'kSyh dh çkjafHkd voLFkk( ftlesa 

èkzqin&èkekj 'kSyh ds vkèkkjHkwr ?kVd vfèkd 

gksrs Fks( ml voLFkk dk vuqeku gesa bu 

cafn'kksa ds fo'ys"k.k ls feyrk gSA 

4- blls ;g Hkh fl) gksrk gS fd èkzqin&èkekj 

rFkk [k+;ky nksuksa gh 'kSfy;ksa ds lkSan;Z&ewY; 

fHkUu gSaA vr% ,d laxhr lkèkd dks jkx 

laxhr lh[krs le; nksuksa gh 'kSfy;ksa dk 

mfpr lhek rd vè;;u djuk vko';d 

gSA 

5- lHkh [k+;ky 'kSfy;k¡ èkzqin ckfu;ksa ls gh 

mith gSa] vr% çR;sd [k+;ky ?kjkus ds 

fo|kFkÊ dks ml 'kSyh dh ewy èkzqin&èkekj 

dh ckuh dk vè;;u dj vius 'kSyh&Kku 

dks xgu cukuk pkfg,A 

6- èkzqin&èkekj 'kSyh ds lkfgfR;d i{k dk Lrj 

vfèkd Å¡pk gqvk djrk FkkA ,slk Lrj 

vkèkqfud [k+;ky 'kSyh dh u;h cafn'kksa esa Hkh 

gks( ,slk ç;kl fd;k tkuk pkfg,A 

7- èkzqin&èkekj 'kSyh ij vkèkkfjr cafn'kksa esa 

jkx&Lo:i dh Li"Vrk ij fo'ks"k t+ksj gksrk 

gSA [k+;ky( fo'ks"kr% NksVs [k+;ky dh jpuk 
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jkx dh fdlh u;h dYiuk dks vkdkj nsus 

ds mís'; ls gksrh gS( blds vkèkkj ij jkx 

dk ewy igyw tku ikuk laHko ugÈA vr% 

fo|kÆFk;ksa dks gj jkx esa èkzqin&èkekj rFkk 

ikjaifjd cafn'kksa ds laxzg ij t+ksj nsuk 

pkfg,A 

8- èkzqin&èkekj ij vkèkkfjr ikjaifjd cafn'kksa esa 

lgtrk] yphykiu rFkk lqlw=rk gksus ds 

dkj.k mUgsa vkt Hkh xk;k tk jgk gSA 

tcfd] peR—fr rFkk vfr vyadkfjdrk ds 

pyrs vusd u;h [k+;ky cafn'kksa esa xs;rk 

dk rÙo u"V gksrk fn[kkÃ nsrk gSA 

9- èkzqin&èkekj 'kSyh dh cafn'kksa esa rky ds 

ek=k&LFkku dk egÙo vfèkd gksrk gSA vr% 

çLrqrhdj.k gkFk ij rkyh&[kkyh n'kkZrs gq, 

fd;k tkrk gSA [k+;ky 'kSyh esa ek=k ds 

ctk; Bsds ds çokg ij vfèkd t+ksj fn;k 

tkrk gSA bl gsrq [k+;ky ds fo|kFkÊ dks 

rcys ij ctrs Bsds dks tkuuk&lh[kuk 

vrho vko';d gSA [k+;ky dh cafn'kksa dk 

vè;kiu Hkh bl çdkj ls gksuk pkfg;s 

ftlls çokge;rk dk xq.k fo|kFkÊ lh[k 

lds vkSj bl xhr&'kSyh dk ;g xq.k 

vckfèkr jgsA  

10- èkzqin&èkekj ds cksy&vax ij 

vkèkkfjr mit dk vuqlj.k Xokfy;j vkSj 

vkxjk ?kjkuksa us fd;k gS] tks dh bu ?kjkuksa 

esa çpfyr jpukvksa ds fo'ys"k.k ls Kkfir 

gksrk gSA ;g cksy vax vkyki] y;dkjh vkSj 

rkuksa bR;kfn lHkh foLrkj&fØ;kvksa esa Hkh 

fu;r gksrk gSA vr% cksy vax [k+;ky 'kSyh 

dk ewyHkwr xq.k ekuk tk ldrk gSA 
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Abstract: This paper explores the profound impact of Meerabai's communication 

through music and poetry, emphasizing her innovative role in the Bhakti movement 

and her enduring influence on contemporary spirituality. Meerabai, a revered figure 

in Indian devotional literature, is celebrated for her devotional bhajans, which utilize 

rhythm, melody, and structure to convey deep spiritual and emotional experiences. Her 

poetry reflects a personal and direct relationship with Lord Krishna, challenging 

traditional religious practices and societal norms. This research examines the musical 

elements in Meerabai's bhajans, including their rhythmic and melodic structures, and 

their role in enhancing the devotional experience. Additionally, the paper discusses 

Meerabai’s influence on the Bhakti movement, her rejection of social conventions, and 

the symbolic use of imagery in her poetry. The contemporary relevance of Meerabai’s 

work is also explored through modern adaptations and global impact, including 

translations and cultural exchanges. By analyzing Meerabai’s contribution to spiritual 

communication through music, this study highlights her lasting legacy and the 

universal appeal of her devotional expressions. The findings underscore the 

significance of Meerabai's work in shaping devotional practices and inspiring ongoing 

spiritual and artistic pursuits. 

Keywords: Meerabai, Bhakti movement, devotional music, spiritual poetry, 

contemporary relevance, cultural impact. 

Introduction 

Meerabai, also known as Meera, was 

a 16th-century Hindu mystic poet and 

devotee of Lord Krishna. Born into a 

royal family in the Rajput kingdom of 

Mewar, Rajasthan, Meerabai's life 

was marked by her unwavering 

devotion to Lord Krishna, which often 

put her at odds with societal and 

familial expectations. From a young 

age, Meerabai exhibited a deep 

spiritual inclination, often engaging in 

devotional activities and composing 
poetry that expressed her love for 

Lord Krishna. Her marriage into 

another royal family did little to alter 

her devotion, and she continued to 

sing and write about her divine love, 

ultimately leaving her palace to live as 

a wandering ascetic. 

   Meerabai's life and works must be 

understood within the context of the 

Bhakti movement, a devotional trend 

that emerged in medieval India. The 

Bhakti movement emphasized 

personal devotion to a deity over 

ritualistic practices and hierarchical 

structures. It promoted the idea that 
salvation could be attained through 

pure, selfless love for God, and was 
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characterized by the composition of 

devotional songs and poems, known 

as bhajans and kirtans. Meerabai's 

bhajans were an integral part of this 

movement and played a significant 

role in shaping its cultural and 

spiritual ethos. Her defiance of social 

norms, particularly regarding gender 

roles, and her emphasis on direct, 

personal communication with the 

divine, positioned her as a 

revolutionary figure in her time. 

Communication, in its various forms, 

is a fundamental aspect of human 

interaction. It involves the 

transmission of ideas, emotions, and 

information, and is crucial for 

establishing connections and fostering 

understanding. Music, as a form of 

communication, transcends linguistic 

and cultural barriers, allowing for the 

expression of complex emotions and 

spiritual experiences. In the context of 

Meerabai's works, music serves as a 

powerful medium through which she 

communicates her devotion, longing, 

and spiritual insights. 

   Meerabai's poetry and songs are 

exemplary of how music can be used 

to convey profound spiritual 

messages. Her bhajans not only 

reflect her intense devotion to Lord 

Krishna but also communicate her 

inner struggles, her defiance of 

societal norms, and her unwavering 

faith. By examining the interplay 
between Meerabai's poetic 

expressions and the musical elements 

of her bhajans, this paper aims to shed 

light on the ways in which music 

functions as a transformative and 

communicative force in her life and 

works. Through translated verses and 

detailed analyses, the study explores 

how Meerabai's use of music 

facilitated her spiritual 

communication and left a lasting 

impact on the Bhakti movement and 

beyond. 

Literature Review 

   The life and works of Meerabai 

have been the subject of numerous 

scholarly studies, which offer a 

multifaceted understanding of her 

contributions to literature, spirituality, 

and the Bhakti movement. Scholars 

such as John Stratton Hawley and 

Kenneth Bryant have explored 

Meerabai's poetry, examining the 

themes of divine love, devotion, and 

her defiance of social norms (Hawley, 

2005; Bryant, 1978). Hawley, in 

particular, has highlighted how 

Meerabai's songs embody the Bhakti 

tradition's emphasis on personal 

devotion and direct experience of the 

divine, bypassing the need for 

intermediaries like priests or rituals. 

   Other studies, such as those by 

Neeti M. Sadarangani (2004) and 

Kumkum Sangari (1990), have 

focused on the feminist aspects of 

Meerabai's life and work. 

Sadarangani's research delves into 
how Meerabai challenged patriarchal 

norms through her unwavering 
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devotion to Lord Krishna, often at 

great personal cost. Sangari, on the 

other hand, explores the intersection 

of gender, religion, and power in 

Meerabai's narrative, emphasizing her 

role as a female mystic in a 

predominantly male-dominated 

spiritual discourse. 

   The theoretical frameworks for 

understanding communication 

through poetry and music are diverse 

and interdisciplinary. One influential 

framework is the theory of 

performative utterance by J.L. Austin 

(1962), which posits that language 

can perform actions and bring about 

change. This theory is particularly 

relevant to Meerabai's bhajans, where 

her words are not merely descriptive 

but act as expressions of her devotion 

and tools for spiritual transformation. 

In the realm of music and spirituality, 

the work of ethnomusicologist T. M. 

Krishna (2013) provides insights into 

how music can serve as a medium for 

spiritual communication. Krishna's 

studies on Indian classical music 

reveal how musical compositions 

convey complex emotional and 

spiritual states, creating a shared 

experience between the performer and 

the audience. This perspective aligns 

with the experiential nature of 

Meerabai's bhajans, which are 

designed to evoke devotional 

sentiments and foster a sense of 
communal spirituality. 

   Several scholars have conducted in-

depth analyses of Meerabai's bhajans 

to uncover the musical and poetic 

techniques she employed. For 

example, Ved Prakash Vatuk (1969) 

has analyzed the linguistic simplicity 

and emotional depth of her verses, 

noting how her use of everyday 

language makes her spiritual 

messages accessible to a wide 

audience. Vatuk's work emphasizes 

the importance of the musical context 

in which these poems were 

performed, highlighting how the 

melodies and rhythms enhance the 

emotional impact of the lyrics. 

Additionally, studies by A. K. 

Ramanujan (1989) have explored the 

metaphorical and symbolic richness 

of Meerabai's poetry. Ramanujan 

points out that Meerabai's use of vivid 

imagery and metaphors, such as 

likening herself to a bride yearning for 

her divine husband, serves to 

communicate her spiritual longing 

and devotion in a deeply personal and 

relatable manner. 

   The social and cultural impact of 

Meerabai's works has been 

extensively documented by historians 

and sociologists. Gail Omvedt (2008) 

and Vrinda Nabar (1994) have 

examined how Meerabai's defiance of 

social norms and her public 

expression of devotion challenged the 

established order and inspired 
subsequent generations of poets and 

devotees. Omvedt's research 
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highlights how Meerabai's life story 

has been appropriated by various 

social and political movements, 

including feminist and Dalit 

movements, as a symbol of resistance 

and empowerment. 

   Furthermore, the work of R. 

Parthasarathy (1994) has explored the 

reception of Meerabai's poetry in 

different cultural contexts, noting how 

her bhajans have been adapted and 

reinterpreted across various regions 

and languages in India. 

Parthasarathy's analysis underscores 

the enduring appeal of Meerabai's 

songs, which continue to resonate 

with contemporary audiences and 

inspire new interpretations in music, 

literature, and performance art. 

In recent years, there has been a 

renewed interest in Meerabai's works, 

with modern artists and scholars 

exploring new ways to interpret and 

adapt her poetry. For instance, the 

work of Arvind Krishna Mehrotra 

(2003) examines contemporary 

translations and adaptations of 

Meerabai's bhajans, highlighting how 

modern poets and musicians draw on 

her legacy to address contemporary 

issues such as gender equality and 

social justice. 

   Additionally, the research by 

Krishna Devout (2016) on the global 

impact of Meerabai's poetry has shed 

light on how her songs have 
transcended cultural boundaries, 

influencing spiritual practices and 

artistic expressions around the world. 

Devout's work explores the 

translation of Meerabai's bhajans into 

various languages and the ways in 

which her devotional songs have been 

integrated into global spiritual 

traditions. 

The Power of Music in Meerabai's 

Poetry 
Meerabai's bhajans, or devotional 

songs, are characterized by their 

simplicity and emotional depth, which 

are conveyed through carefully 

crafted musical elements such as 

rhythm, melody, and structure. These 

elements work together to enhance the 

devotional impact of her poetry and 

facilitate spiritual communication. 

• Rhythm: The rhythm in Meerabai's 

bhajans is typically straightforward, 

using repetitive patterns that create a 

meditative and hypnotic effect. This 

simplicity allows the listener to 

focus on the lyrics and the emotional 

content of the song. The repetitive 

rhythm also mirrors the repetitive 

nature of devotional practices, 

reinforcing the themes of 

perseverance and unwavering faith. 

• Melody: The melodies in 

Meerabai's bhajans are often based 

on traditional Indian ragas, which 

are melodic frameworks for 

improvisation and composition in 

Indian classical music. Each raga is 

associated with specific emotions 

and times of day, and Meerabai's 

choice of ragas enhances the 
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emotional and spiritual resonance of 

her bhajans. For example, the raga 

Bhairav, often used in her songs, is 

known for its solemn and devotional 

mood, making it ideal for conveying 

deep spiritual longing and devotion. 

• Structure: The structure of 

Meerabai's bhajans typically 

follows a simple verse-chorus 

format, which makes them easy to 

remember and sing along to. This 

format also allows for communal 

participation, as the chorus can be 

repeated by the congregation, 

fostering a sense of unity and shared 

devotion. The use of call-and-

response techniques further 

enhances this communal aspect, 

with a lead singer or group of 

singers calling out a line and the 

congregation responding in unison. 

"म्हााारााा री पगरधर गोिाााल, दूसरो न कोई" 

("My Girdhar Gopal, none other 

than him") 

• This verse exemplifies the musical 

elements discussed above. The 

simple and repetitive rhythm, 

combined with a melody that evokes 

devotion, allows the listener to 

immerse themselves in the 

emotional content of the song. The 

structure, with its straightforward 

phrasing, makes it easy for listeners 

to remember and sing along, 

reinforcing the communal and 
participatory nature of bhajan 

singing. 

   Meerabai's use of music as a 

medium of communication is a 

testament to its power to convey 

complex emotions and spiritual 

experiences. Music transcends 

linguistic barriers, allowing 

Meerabai's devotional messages to 

reach a broad audience, regardless of 

their linguistic or cultural 

background. 

The emotional depth of Meerabai's 

bhajans lies in their ability to evoke a 

range of feelings, from deep longing 

and sorrow to ecstatic joy and 

devotion. This emotional resonance is 

achieved through the interplay of 

lyrics, melody, and rhythm. The 

melodies, often steeped in ragas 

associated with specific emotions, and 

the rhythmic patterns that mirror the 

natural cadence of spoken language, 

work together to create a powerful 

emotional impact. This emotional 

resonance allows listeners to connect 

with Meerabai's spiritual journey on a 

deeply personal level, experiencing 

her devotion and longing as if it were 

their own. 

   The impact of Meerabai's bhajans 

on listeners and followers can be 

profound. Her songs have the power 

to inspire, comfort, and uplift those 

who hear them. The communal aspect 

of bhajan singing, where individuals 

come together to sing and listen, 

creates a shared spiritual experience 
that can foster a sense of belonging 

and community. For many, singing 
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Meerabai's bhajans is not just an act of 

worship but also a means of seeking 

solace and expressing their own 

spiritual yearnings. 

   Moreover, the simplicity and 

accessibility of Meerabai's bhajans 

make them an enduring part of the 

devotional repertoire in India. They 

continue to be sung in temples, 

homes, and spiritual gatherings, 

transcending time and maintaining 

their relevance in contemporary 

devotional practices. This enduring 

popularity speaks to the timeless 

quality of Meerabai's music and its 

ability to communicate spiritual truths 

across generations. 

Communication of Devotion and 

Spirituality 
   Meerabai's poetry is a rich tapestry 

of themes and messages centered 

around her deep devotion to Lord 

Krishna, her rejection of social norms, 

and her pursuit of spiritual liberation. 

Her verses not only express her 

personal spiritual journey but also 

communicate broader philosophical 

and devotional ideas that resonate 

with her followers. 

   Meerabai's devotion to Lord 

Krishna is the cornerstone of her 

poetry. Her verses often depict Lord 

Krishna as her beloved, her lord, and 

her ultimate refuge. This devotion is 

intensely personal and emotional, 

reflecting the Bhakti movement's 

emphasis on a direct and personal 

relationship with the divine. 

Meerabai's poems express a deep 

longing for union with Lord Krishna, 

a yearning that transcends the 

physical and enters the realm of the 

spiritual. Her love for Krishna is all-

consuming and unconditional, 

mirroring the Bhakti ideal of selfless 

devotion. 

"िााायो र्ी मैंने राााम रतन धन िााायो" ("I have 

found the wealth of Ram’s jewel") 

This verse illustrates Meerabai's sense 

of fulfillment and joy in her devotion. 

The "wealth of Ram’s jewel" 

symbolizes the immense spiritual 

treasure she has discovered through 

her unwavering faith and love for 

Lord Krishna. This metaphor 

emphasizes the value she places on 

her spiritual relationship, suggesting 

that it is more precious than any 

material wealth. 

   Meerabai's poetry also 

communicates her rejection of social 

norms, particularly those related to 

gender and caste. As a woman of 

noble birth, her choice to renounce her 

royal status and live as a wandering 

devotee was a radical act that 

challenged the patriarchal and 

hierarchical structures of her time. 

Her poems often reflect this defiance, 

emphasizing her commitment to Lord 

Krishna over societal expectations 

and familial duties. 

   Meerabai's rejection of social norms 

is evident in her portrayal of herself as 

a bride or lover of Lord Krishna, a role 

that transcends traditional gender 
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roles and social boundaries. By 

positioning herself in this way, she 

challenges the conventional roles 

assigned to women and asserts her 

right to spiritual autonomy and 

expression. 

   Meerabai's use of symbolism and 

imagery is a key aspect of her poetic 

communication. Her verses are rich 

with metaphors and similes that 

convey deep spiritual meanings and 

emotions. These literary devices 

enhance the expressive power of her 

poetry, allowing her to communicate 

complex spiritual ideas in a vivid and 

relatable manner. 

   In Meerabai's poetry, divine love is 

often symbolized through the imagery 

of human relationships, particularly 

the relationship between a lover and 

the beloved. This symbolism reflects 

the Bhakti tradition's emphasis on the 

soul's longing for union with the 

divine, a theme that is central to 

Meerabai's work. 

   For instance, Lord Krishna is 

frequently depicted as the beloved, 

and Meerabai as the devoted lover or 

bride. This symbolic relationship 

serves to illustrate the intensity and 

purity of her devotion, as well as the 

spiritual ecstasy and anguish she 

experiences in her quest for union 

with Lord Krishna. 

"िााायो र्ी मैंने राााम रतन धन िााायो" ("I have 

found the wealth of Ram’s jewel") 

   In this verse, the "Ram’s jewel" 

symbolizes the divine love and 

spiritual enlightenment that Meerabai 

has attained through her devotion. 

The imagery of discovering a precious 

jewel conveys the immense value and 

rarity of this spiritual experience, 

highlighting the transformative power 

of her devotion. 

   Meerabai's poetry is replete with 

metaphors and similes that enrich her 

expression of devotion and 

spirituality. These literary devices 

enable her to convey complex 

emotions and spiritual concepts in a 

way that is both accessible and 

evocative. 

   For example, Meerabai often uses 

the metaphor of a moth drawn to a 

flame to describe her longing for Lord 

Krishna. This imagery captures the 

intensity of her desire and the 

willingness to risk everything for the 

sake of divine love. Similarly, she 

uses similes that compare her spiritual 

journey to a river flowing towards the 

ocean, illustrating the inevitability 

and natural progression of her soul's 

quest for union with the divine. 

Social and Cultural Impact 
   Meerabai’s contributions to the 

Bhakti movement are significant, as 

her songs and poems encouraged a 

personal, direct form of devotion to 

God, bypassing traditional rituals and 

societal norms. Her approach to 

spirituality was revolutionary in that it 

emphasized an individual's personal 
relationship with the divine over the 

established religious practices of the 
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time. This democratization of spiritual 

experience resonated with a broad 

audience, allowing people from 

various social strata to engage in 

devotional practices that were 

previously restricted by caste and 

gender. 

   Meerabai’s poetry and life 

exemplify a rejection of the rigid 

social hierarchies and rituals that were 

prevalent in her era. Her exclusive 

devotion to Lord Krishna challenged 

the prevailing religious conventions, 

which often emphasized the necessity 

of intermediaries, such as priests, to 

facilitate one's relationship with the 

divine. Instead, Meerabai’s bhajans 

advocate for a direct, unmediated 

connection with God, available to 

anyone regardless of their social 

standing. 

"मेरे तो पगरधर गोिाााल दूसरो न कोई" ("For 

me, Girdhar Gopal is everything") 

This verse underscores Meerabai's 

exclusive devotion to Lord Krishna, 

challenging the prevailing social and 

religious conventions of her time. By 

declaring that Lord Krishna is 

everything to her, Meerabai rejects 

the notion of multiple deities and the 

associated rituals, focusing solely on a 

singular, intimate relationship with 

Lord Krishna. Her unwavering faith 

and singular focus on Lord Krishna as 

her ultimate beloved and refuge 

inspired many to pursue a more 

personal and emotional connection 

with the divine. 

   Meerabai’s life and work had a 

profound impact on the gender norms 

of her time. As a woman who openly 

expressed her spiritual and emotional 

devotion in a public and often defiant 

manner, Meerabai broke the 

traditional boundaries set for women 

in her society. Her decision to 

abandon her royal duties and live as a 

wandering devotee was a radical 

departure from the expected role of 

women, particularly those of noble 

birth. Her poetry often reflects her 

struggle against these constraints, 

asserting her right to spiritual freedom 

and expression. 

Meerabai's defiance of gender norms 

and her portrayal of herself as an 

equal in the spiritual realm provided a 

powerful example for other women. 

Her life story and poetry became 

sources of inspiration, demonstrating 

that women too could attain spiritual 

heights and express their devotion 

openly and passionately. 

   The broader cultural impact of 

Meerabai’s work extends beyond the 

religious and social spheres. Her 

bhajans have been integrated into the 

cultural fabric of India, becoming a 

staple in religious and cultural 

gatherings. The simplicity and 

emotional depth of her songs have 

made them accessible and relatable to 

a wide audience, ensuring their 

continued popularity and relevance. 
Meerabai’s legacy also includes her 

influence on other poets and spiritual 
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leaders. Her emphasis on personal 

devotion and her poetic style have 

inspired countless others within the 

Bhakti tradition and beyond. Her 

songs are still sung in temples and 

homes across India, and her life story 

continues to be retold in various 

forms, including literature, music, 

dance, and theatre. 

   Moreover, Meerabai’s poetry has 

transcended religious boundaries, 

finding resonance among people of 

different faiths. The universal themes 

of love, devotion, and spiritual 

longing in her bhajans speak to the 

human experience, making her work 

timeless and universally relevant. 

Contemporary Relevance 
   Meerabai’s poetry has not only 

endured through centuries but also 

found new expressions in 

contemporary music and literature. 

Her bhajans continue to inspire 

modern artists and scholars, reflecting 

the timeless nature of her spiritual and 

emotional themes. 

   Meerabai’s songs have been 

adapted into various musical genres, 

including classical, folk, and popular 

music. Contemporary musicians have 

reinterpreted her bhajans, blending 

them with modern sounds while 

preserving their devotional essence. 

This fusion has introduced her 

devotional poetry to new audiences, 

making it accessible to people who 
might not be familiar with traditional 

Indian music. Artists such as Lata 

Mangeshkar and Zakir Hussain have 

contributed to the modern revival of 

Meerabai’s bhajans, incorporating her 

verses into their performances and 

recordings. 

   In literature, modern writers and 

poets have drawn inspiration from 

Meerabai’s themes of devotion and 

spiritual longing. Her life and work 

have been explored in contemporary 

novels, essays, and poetry, often 

highlighting her defiance of social 

norms and her unwavering faith. 

These modern interpretations 

continue to explore the universal 

themes in Meerabai’s poetry, 

resonating with readers across 

different cultural contexts. 

"र्ो मैं ऐसााा र्ााानती प्रीत पकये दुः ख होय" 

("Had I known this love would bring 

such sorrow") 

This verse reflects Meerabai’s 

acknowledgment of the pain and 

suffering that can accompany 

profound love and devotion. In 

contemporary interpretations, this 

sentiment has been explored in 

various artistic forms, from music to 

literature, illustrating the enduring 

relevance of Meerabai’s emotional 

and spiritual insights. Modern 

adaptations often emphasize the 

universal nature of this experience, 

connecting with audiences who may 

relate to the complexities of love and 

devotion in their own lives. 

   Meerabai’s poetry has transcended 

regional and linguistic boundaries, 
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finding appreciation and resonance on 

the global stage. Translations of her 

bhajans into various languages have 

made her work accessible to an 

international audience, allowing 

people from different cultures and 

backgrounds to engage with her 

devotional poetry. These translations 

often retain the essence of Meerabai’s 

emotional and spiritual expressions, 

while also adapting her verses to fit 

different cultural contexts. 

   Academic studies on Meerabai’s 

poetry have gained recognition 

beyond India, contributing to the 

global understanding of her work. 

Scholars from various disciplines, 

including religious studies, literature, 

and cultural studies, have examined 

Meerabai’s contributions to the 

Bhakti movement and her impact on 

spiritual and literary traditions. These 

studies often highlight the universal 

themes in her poetry and explore her 

influence on global spiritual and 

cultural practices. 

   Cultural exchanges have played a 

significant role in promoting 

Meerabai’s work internationally. 

Festivals, performances, and 

exhibitions featuring Meerabai’s 

bhajans have been held in various 

countries, showcasing her poetry to 

diverse audiences. These events often 

involve collaborations between Indian 

artists and international performers, 
facilitating cross-cultural dialogue 

and appreciation. 

Conclusion 

   This research paper has explored the 

profound impact of Meerabai's 

communication through music, 

focusing on her devotional poetry, the 

role of musical elements in her 

bhajans, and her influence on the 

Bhakti movement and contemporary 

culture. Meerabai's poems, rich in 

emotional depth and spiritual insight, 

utilize rhythm, melody, and structure 

to convey her intense devotion to 

Lord Krishna. Her use of music as a 

medium of communication transcends 

traditional rituals and societal norms, 

enabling her to connect with 

audiences on a deeply personal and 

spiritual level. Her poetry challenges 

prevailing social and religious 

conventions, advocating for a direct 

and unmediated relationship with the 

divine. This approach not only 

impacted the Bhakti movement but 

also inspired significant cultural and 

social changes, including a re-

evaluation of gender norms and the 

democratization of spiritual practice. 

Meerabai's work has continued to 

resonate through modern 

interpretations and adaptations, 

influencing contemporary music and 

literature, and gaining international 

recognition. Meerabai’s 

communication through music is of 

profound significance for several 

reasons. Her bhajans represent a 
powerful blend of personal devotion 

and musical artistry, creating a form 
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of spiritual expression that is both 

accessible and deeply moving. The 

simplicity and emotional depth of her 

songs allow for a direct connection 

with the divine, bypassing the 

complexities of traditional rituals and 

societal expectations. This approach 

has not only transformed devotional 

practices within the Bhakti movement 

but has also left an enduring legacy in 

global spiritual and cultural contexts. 

The use of music as a means of 

expressing and communicating 

devotion has demonstrated its 

universal power to evoke deep 

emotional and spiritual responses. 

Meerabai's bhajans continue to inspire 

and uplift audiences, reflecting the 

timeless nature of her spiritual 

messages and the transformative 

potential of music in fostering 

personal and communal connections 

with the divine. 
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^^laxhr f'k{k.k dk egÙo ,oe~ mís';\ & orZeku ifj–';**  
 

Mk- vuqtk >k 

vflLVsaV çksQslj 

';kek çlkn eq[kthZ dkyst]fnYyh fo”ofo|ky;  

laf{kIr lkj& ^f'k{kk* ekuo ds lE;d~ fodkl dk vk/kkj gSA lk/kkj.k f'k{kk ekufld fodkl ,oa yfyr 

dykvksa dh f'k{kk ekufld ,oa vkfRed nksuksa 'kfä;ksa ds fodkl dh –f"V ls egRoiw.kZ gSaA yfyr 

dykvksa esa vxzx.; gksus ds dkj.k laxhr f'k{kk ekuo ds eu efLr"d dks vk—"V djrh gS ,oa jlkuqHkwfr 

dh pjeksRd"kZ voLFkk esa mldk uSfrd mRFkku djrh gSAlaxhr dh f'k{kk dsoy Loj rky ;qä /kquksa ;k 

jkxksa rd gh lhfer ugha gS vfirq laxhr dh lk/kuk }kjk fo|kFkhZ dh J)k o jl rRo ds çfr lpsr 

jguk rFkk laxhr ds mfpr fodkl ds fy;s ç;Ru'khy jguk oSKkfud ,oa rduhdh ;qx esa rduhfd;ksa 

dk vkJ; ysrs gq, mlds lkaL—frd egRo dks cuk, j[kuk vkfn vR;Ur vko';d gS A 

   orZeku lanHkZ esa laxhr dk f'k{k.k vR;ar vko';d gS D;ksafd vktdy ds HkkxnkSM+ Hkjh thou 'kSyh 

esa cPpksa esa ruko dk Lrj c<+rk tk jgk gS ftls fu;af=r djus esa laxhr ,d vge Hkwfedk fuHkk ldrk 

gS blls mudk HkkoukRed fodkl gksxk lkFk gh ruko dk Lrj ?kV tk,xkA laxhr ls cPpksa esa vuq'kklu 

vkrk gS vkSj le; dk egRo tkuus vkSj le; dk çca/ku djus dh {kerk iuirh gSA 

lwpd “kCn & /kjksgj] laL—fr] oSfnd] yfyr dyk] jl] dyk] fuc)] xhr] ok|] u`R;] Loj] xq#dqy] 

?kjkuk A 

laxhr oSfnd xzaFkksa esa pkSlB dykvksa dh ppkZ 

gSA ftuesa laxhr dks loksZP; dyk ds :i 

esa ekuk tkrk gSA laxhr jRukdj ds vuqlkj 

^xhra ok| rFkk u`R; =;a lxhreqP;rs* vFkkZr~ 

xhr ok| vkSj u`R; & bu rhuksa dk leqPp; 

gh laxhr gSA1 laxhr dk vk/kkjHkwr rRo ukn 

gS tks laiw.kZ txr esa O;kIr gSA og l̀f"V 

dk dkj.k gSA bl çdkj ç—fr rFkk pjkpj 

txr ds çR;sd rRo ds vkarfjd vo;oksa esa 

laxhr dh lw{e /kkjk fujarj çokfgr gksrh 

jgrh gSA vr% laiw.kZ txr gh laxhre; gS] 

euq"; ds tUe ls ysdj e`R;q rd laxhr 

mlds lkFk jgrk gSA  

   Hkkjr ns'k dks dyk vkSj laL—fr dk 

çrhd ekuk tkrk gSA laxhr ns'k dh vewY; 

/kjksgj gS rFkk çkjaHk ls gh ns'k esa fo|eku 

gSA ekuk tkrk gS fd l̀f"V dh mRifÙk ds 

lkFk gh laxhr dh mRifÙk Hkh gqbZ gSA vukfn 

dky ls laxhr Hkkjrh; tu&thou ls 

 
1 laxhr jRukdj] iafMr 'kkjaxnso 

lacaf/kr jgk gSA ekuo ds çR;sd vuq"Bku] 

mRlo rFkk 'kqHk&v'kqHk dk;ksaZ esa fdlh uk 

fdlh :i esa laxhr dk ;ksxnku jgk gSA 

,d çdkj ls laxhr ekuo thou dk vfHkUu 

vax gS] ftldk fooj.k gesa oSfnd dky ls 

feyrk gS] ftls Hkkjr ds lkaL—frd ,oa 

lkfgfR;d bfrgkl dk çkphure ;qx dgk 

tkrk gSA Hkkjrh; laxhr dh uho oSfnd dky 

esa gh j[kh xbZ vkSj mls fl[kkus ds fy, 

xq#dqy i)fr çpfyr Fkh] ftlesa xq# ds 

lEeq[k f'k"; cSBdj f'k{kk xzg.k djrs FksA 

nksuksa ds chp esa vknj&lEeku] J)k rFkk 

çse dh Hkkouk fufgr gksrh FkhA oSls rks gj 

fo|k esa blh ijEijk dk vuqlj.k fd;k 

tkrk Fkk] ijUrq fo'ks"kdj Hkkjrh; laxhr 

xq#dqy i)fr ds }kjk gh fodflr] iYyfor 

vkSj le`) gqvk vkxs pydj xq#dqy i)fr 

gh ?kjkuk i)fr ds :i esa fodflr gqbZ vkSj 

?kjkuksa ds lkfu/; esa vkus ls gh laxhr dks 
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,d lqj{kk feyh] vkxs pydj ?kjkuk i)fr 

dh lhekvksa vkSj vusd lkekftd] jktuSfrd 

dkj.kksa ls laxhr ds laLFkkxr f'k{k.k i)fr 

dks fodflr gksus dh volj fn;kA ?kjkuk 

i)fr ds lekUrj laLFkkxr f'k{k.k us laxhr 

ds fodkl esa ;ksxnku nsuk çkjEHk dj fn;kA 

LorU=rk çkfIr ds i'pkr~ laLFkkxr f'k{k.k 

dk tksjksa ls fodkl gqvk gS vkSj fo|ky;ksa] 

egkfo|ky;ksa ,oa fo'ofo|ky;ksa rd esa 

laxhr dh f'k{kk&nh{kk dk leqfpr çcU/k gks 

x;k gS] vkt dbZ fo'ofo|ky;ksa esa laxhr 

f'k{k.k ds fy, vyx ls foHkkx Hkh dh cuk, 

x, gSaA  

laxhr f'k{kk ds m}s'; 

• ;qok ih<+h dks vius laLdkjksa ls tksM+s 

j[kukA 

• yksxksa ds ekufld larqyu dks cuk, 

j[kukA 

• yksxksa dks tkfr] /keZ] Hksn&Hkko dh 

ekufldrk ls cpkukA 

• laxhr f'k{kk ds ek/;e ls Hkkjr dh laL—

fr dks thoar j[kukA 

• laxhr ds {ks= esa O;olk; çkfIr gsrqA 

• ,d vPNk laxhrK cukuk tks laxhr dks 

iwjs fo'o esa çpfyr djus esa leFkZ gks] 

bR;kfnA  

   laxhr f'k{kk dk ,d mís'; ;g Hkh gS fd 

;g ,d ,slh f'k{kk gSa tks tu ekul ds 

ekufld iVy ij vafdr gks tkrh gS vkSj 

lkFk gh dbZ jksxksa ds lek/kku esa Hkh lgk;d 

gSaA tSls&ekufld vlarqyu] Øks/k] vkosx 

tSls euksjksxksa dk 'keu laxhr dh e/kqj Loj 

ygfj;ksa }kjk rks gksrk gh gS lkFk gh ekbxzsu] 

fljnnZ] mPp jäpki] vfuæk tSls jksxksa ls 

 
2 laxhr if=dk] 2001 

Hkh lgt NqVdkjk ik;k dk ldrk gS] tks 

orZeku ifjos'k esa vR;ar vko';d gSA2 

   laxhr f'k{kk dks orZeku esa c<+kok nsus 

dk mís'; Hkh gS fd laxhr dh ijEijk dh 

/kjksgj dks ,d ih<+h ls nwljh ih<+h rd 

igq¡pkuk gS bl rjg fo|kFkhZ esa vkRefpUru 

,oa vkReeUFku dh ço`fÙk dks çksRlkfgr 

djuk gS bl çfØ;k esa ijEijk dk 

l̀tukRed ewY;kadu Hkh 'kkfey gksrk gSA 

orZeku laxhr ds cnyrs Lo:i vkSj o"kksaZ ls 

pyh vk jgh laxhr dh xq#&f'k"; ijEijk 

bu nksuksa ds chp esa tks cnyko O;ä gq, gSa 

mu ij fpUru euu dh vko';drk gSA 

'kS{kf.kd laLFkkuksa esa laxhr  

   laxhr ds laLFkkxr f'k{k.k dh 'kq#vkr 

yxHkx 1880 ds vklikl tkeuxj ds iafMr 

vkfnR; jke] cM+kSnk ds iafMr HkksykukFk c['k 

vkSj dydÙkk ds lqjsaæ eksgu VSxksj ds }kjk 

gks pqdh FkhA3 okLro esa laxhr f'k{k.k dk 

lw=ikr vk/kqfud dky esa laxhr ds m)kj 

vkSj çpkj&çlkj dk Js; Hkkjro"kZ ds nks 

egku euhf"k;ksa] iafMr fo".kq fnxacj iyqLdj 

vkSj iafMr fo".kq ukjk;.k Hkkr[kaMs dks fn;k 

tkrk gSA bUgha ds ekxZn'kZu ls orZeku dky 

esa laxhr f'k{kk dbZ f'k{k.k laLFkkuksa esa nh 

tk jgh gS] fdarq laxhr ds vkarfjd rRo dks 

mHkkjus ds fy, f'k{k.k i)fr dks lqpk: :i 

ls fn;k tkuk vR;ar vko';d gS D;ksafd 

laxhr f'k{kk dk mís'; ek= euq"; thou esa 

jl dk lapkj djuk gh ugha gS cfYd laxhr 

ds fo|kfFkZ;ksa dks laxhr dk lgh Kku djkuk 

gS vkSj mUgsa ekufld :i ls mUur vkSj 

mR—"V cukuk gSA bl lc rF;ksa ij fopkj 

fd;k tk, rks vkt dh vk/kqfud f'k{k.k 

i)fr esa vusdkusd rF; mHkjdj lkeus 

3 laxhr& MkW f'k[kk Lusgh] vkdka{kk lkjLorA 
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vkrs gSa] ftuesa fufgr leL;kvksa ds lek/kku 

dks [kkstus dh vko';drk gSA  

   ewyHkwr rkSj ij ;g lHkh O;oLFkk,¡ laxhr 

f'k{k.k dh ijEijkxr fof/k vFkkZr~ ekSf[kd 

f'k{kk dks viukrh pyh vkbZ gSA ifjofrZr 

lkekftd ifjfLFkfr;ksa ds dkj.k f'k{k.k 

i)fr ds cká Lo:i esa miyC/krk] çpkj o 

çlkj oS;fäd ;k d{kkxr lkewfgd f'k{k.k 

ds :i esa laxhr ds çfr tu&lk/kkj.k dh 

Hkkouk esa rFkk laxhr f'k{kk ds O;kolkf;d 

,oa O;kogkfjd mís';ksa vkfn esa vUrj vkrk 

jgk gS] vr% laxhr f'k{k.k ds Lrj esa lq/kkj 

djus ds fy, ljdkj fo'ofo|ky; vuqnku 

vk;ksx o futh laLFkkvksa ls lg;ksx ysdj 

gh laxhr ds fxjrs gq, Lrj dks mBkus dh 

iwjh dksf'k'k dj jgh gSA orZeku esa xq#dqy 

laLFkk o fo|ky;hu f'k{k.k dks lefUor dj 

,d vPNh f'k{k.k ç.kkyh fodflr dh tk 

ldrh gS] ftlls Nk= dks laxhr dh 

ckjhfd;ksa dk Hkyh çdkj ls Kku gksxk] 

D;ksafd laxhr ,d lk/kuk dk fo"k; gS vkSj 

f'k{k.k laLFkkuksa esa le; ds vHkko ds dkj.k 

rFkk le; ls flyscl iwjk djus ds dkj.k 

f'k{kd bldh ckjhfd;ksa dk Kku Nk=ksa dks 

ugha ns ldrk] vr% laxhr dks xq# ds lEeq[k 

cSBdj lh[kk tk ldrk gSA 

   vxj f'k{k.k laLFkku esa laxhr f'k{kk dh 

ckr djsa rks çkFkfed f'k{kk ls ysdj 

ek/;fed Lrj rd laxhr dh f'k{kk ikjaifjd 

:i ls ugha nh tkrh gS D;ksafd vk/kqfud 

f'k{k.k laLFkkvksa esa fo|kfFkZ;ksa dks ,d 

fuf'pr ikBîØe iwjk djuk iM+rk gS vkSj 

ikBîØe dks iwjk djus ds ckn gh ijh{kkFkhZ 

mÙkh.kZ gksrk gSA fdarq ijaijkxr f'k{k.k i)fr 

esa fo|kFkhZ rc rd mÙkh.kZ ugha ekuk tkrk 

gS tc rd og laxhr dh lHkh ckjhfd;ksa dks 

 
4 Hkkjfr; laxhr lfjrk] jek lkjkQA 

lh[kdj eap ij n'kZu ds yk;d uk cu 

tk,] fdarq f'k{k.k laLFkkvksa esa dkslZ ds nk;js 

esa ca/kdj ;g lc laHko ugha gks ikrk gSA 

vr% fo|kFkhZ laxhr dk lkekU; Kku gh çkIr 

dj ikrk gSA blfy, bu lc ckr dh vR;ar 

vko';drk gS fd lHkh f'k{k.k laLFkkvksa esa 

ikBîØe bl çdkj ls fu/kkZfjr fd, tk,a 

fd laxhr ds fØ;kRed i{k jkx rFkk rky 

dk v/;;u djus ds i'pkr mldk Lo:i 

fo|kfFkZ;ksa dks lgt yxs rFkk os mls 

vkRelkr dj ldsaA 

   laLFkkxr f'k{k.k ç.kkyh ds mn; ls 

laxhr f'k{kk vis{kk—r vf/kd lqyHk gks 

ldhA bldk eq[; mís'; Fkk lekt esa 

'kkL=h; laxhr ds xq.kxzkfg;ksa esa o`f) djuk] 

'kkL=h; laxhr ds çfr lkekU; tu ,oa 

lekt esa le> iSnk djuk rFkk 'kkL=h; 

laxhr f'k{k.k ds nk;js dks c<+kukA ijUrq 

laLFkkxr f'k{k.k ç.kkyh dh viuh dqN 

lhek,¡ gSa ftl dkj.k ;g ç.kkyh 'kkL=h; 

laxhr ds ifjçs{; esa vius mís';ksa dh iwfrZ 

esa dqN lhek rd gh lQy gks ikbZA4  

   laxhr dks fganqLrku dh fojklr ds :i 

esa ns[kk tkrk gS vkSj 'kSf{kd laLFkkuksa esa ge 

Nk=ksa dks gekjh fojklr ls tksM+us dk iwjk 

ç;kl djrs gSa] ;g cgqewY; /kjksgj gekjh 

lH;rk] laL—fr vkSj igpku ls tqM+h gS fdarq 

vkt ns'k ds vf/kdrj 'kSf{kd laLFkkuksa esa 

laxhr dks dksbZ LFkku ugha fn;k x;k gS vkSj 

tgka gS Hkh ogka vf/kdrj laxhr dks lcls 

ihNs j[kk tkrk gSA ftl çdkj çR;sd fo"k; 

dk bfrgkl gksrk gS] oSls gh Hkkjrh; laxhr 

dk Hkh bfrgkl mruk gh iqjkuk vkSj le`) 

gS blfy, lHkh fo"k;ksa ds lkFk laxhr dks 

Hkh cjkcj egRo feyuk pkfg,A vkt ;g 

,d fparu dk fo"k; gS vkSj lHkh dks feydj 
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bl fo"k; ij lkspus rFkk mfpr dk;Zokgh 

djus dh vko';drk gSA vU;Fkk laxhr dk 

ns'k ds 'kS{kf.kd laLFkkuksa ls vfLrRo [kRe 

gks tk,xkA blfy, ge lHkh dks ;g dksf'k'k 

djuh pkfg, fd ns'k ds lHkh f'k{k.k laLFkkuksa 

esa laxhr ds fofHkUu fo/kkvksa dks fo"k; ds 

:i esa i<+k;k tk, rkfd ;qok ih<+h blesa Hkh 

viuk Hkfo"; lqjf{kr eku ldsa rFkk gekjh 

ijaijk dks vkxs c<+kus esa viuh lgHkkfxrk 

ns] vkSj blesa lHkh f'k{k.k laLFkku ,d 

egRoiw.kZ Hkwfedk fuHkk ldrs gSaA  

fu"d"kZ  

   Hkkjrh; laxhr gekjh /kjksgj gS tks 

lfn;ksa ls pyh vk jgh gS vkSj vkxs Hkh  gesa 

gh mls lgst dj j[kuk gksxkA ftlls ge 

mls viuh vxyh ih<+h dks lqjf{kr ns ldsaA 

vU;Fkk if'peh ns'kksa ds laxhr] mudk 

jgu&lgu vkSj mudh laL—fr ubZ ih<+h ij 

bl çdkj gkoh gks jgh dh mles viuh 

laL—fr vkSj /kjksgj dks cpkuk cgqr eqf'dy 

gksrk tk jgk gSA blfy, ge lHkh dks fdlh 

uk fdlh çdkj ls ç;kl djuk pkfg, dh 

Hkkjrh; laxhr dk de ls de lkekU; Kku 

rks ges vkSj gekjh vxyh ih<+h dks gksuk gh 

pkfg,] D;ksafd laxhr ,d ,lh fo|k gS 

ftldk iwjk vkuan ysus ds fy, mldk Kku 

gksuk vko';d gS vU;Fkk vki le> gh ugh 

ik,axs dh jpuk fdl jkx ;k rky esa fuc) 

gSA laxhr gesa vius laLdkjksa ls tksM+s j[kus 

dk ,d ek/;e gSA 
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Music listening and stress recovery in healthy individuals 
(A systematic review with meta-analysis of experimental studies) 
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Abstract: Effective stress recovery is crucial to prevent the long-term consequences 

of stress exposure. Studies have suggested that listening to music may be beneficial for 

stress reduction. Thus, music listening stands to be a promising method to promote 

effective recovery from exposure to daily stressors. Despite this, empirical support for 

this opinion has been largely equivocal. As such, to clarify the current literature, we 

conducted a systematic review with meta-analysis of randomized, controlled 

experimental studies investigating the effects of music listening on stress recovery in 

healthy individuals. In fourteen experimental studies, participants (N = 706) were first 

exposed to an acute laboratory stressor, following which they were either exposed to 

music or a control condition. A random-effects meta-regression with robust variance 

estimation demonstrated a non-significant cumulative effect of music listening on 

stress recovery g = 0.15, 95% CI [-0.21, 0.52], t (13) = 0.92, p = 0.374. In healthy 

individuals, the effects of music listening on stress recovery seemed to vary depending 

on musical genre, who selects the music, musical tempo, and type of stress recovery 

outcome. However, considering the significant heterogeneity between the modest 

number of included studies, no definite conclusions may currently be drawn about the 

effects of music listening on the short-term stress recovery process of healthy 

individuals. Suggestions for future research are discussed. 

Key Words: Stress, cardiovascular, cerebrovascular, hypertension, rock, Jass, Classical Music  

INTRODUCTION: The pre-valence 

of stress-related diseases worldwide 

has seen no decrease over the previous 

decade, as stress has become so 

pervasive in daily life that our 

physiological systems are under 

constant pressure to cope with various 

stressors. Stress recovery has been 

introduced as a process which may 

mitigate the adverse consequences of 

frequent stress exposure, effective 

stress recovery on a daily basis may 

prevent the occurrence of blunted or 

exaggerated stress responses that over 

time develop into various 

physiological and psychological 

disorders, such as cardiovascular and 

cerebrovascular disease, 

hypertension, burnout, and 

depression. 

     Given the importance of effective 

stress recovery from exposure to daily 

stressors, research on potential means 

to promote stress recovery has 

experienced significant growth. 

Various activities have been proposed 

that may lead to better stress recovery, 

one among them being music 

listening. Music listening may have a 

modulatory effect on the human stress 
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response. Furthermore, given that 

music is readily available through 

online streaming services, music 

listening stands to be a time- and cost-

effective method to facilitate daily 

stress recovery. Indeed, a recent meta-

analysis of 104 randomized controlled 

trials on the effects of music 

concluded that music-based 

interventions have a positive impact 

on both physiological (d = .380, 95% 

CI [0.30–0.47]) and psychological 

(d = .545, 95% CI [0.43–0.66]) stress-

related outcomes. However, a large 

proportion of studies included in this 

meta-analysis were conducted in 

medical or therapeutic settings, and 

the included music-based 

interventions encom-passed not only 

music listening but also music 

therapy. Thus, a more specific review 

to determine whether music listening 

alone is beneficial for the recovery of 

healthy individuals outside medical 

and therapeutic settings seemed 

justified. 

     To expand on the above 

considerations: stressors in medical or 

therapeutic settings (e.g., treatment 

anxiety, pregnancy, and labor) and 

their subsequent stress recovery 

processes can be difficult to 

generalize to more daily settings. 

Next, with regards to music-based 

interventions, music listening simply 

involves listening to a particular song, 

while music therapy is characterized 

by the presence of a therapeutic 

process and use of personal music 

experiences, and thus must be 

performed by a trained music 

therapist. In practice, music therapy 

may not only involve music listening, 

but also music playing, composing, 

songwriting, and interaction with 

music. The effects of music therapy 

on stress appear to be more consistent 

compared to music listening. Studies 

on music listening and stress recovery 

in healthy individuals are indeed 

equivocal, though music listening is 

considered beneficial for 

physiological stress recovery, several 

studies have reported no differences 

in heart rate, heart rate variability, 

respiration rate, blood pressure, or 

cortisol recovery between participants 

who listened to music and those who 

either sat in silence or listened to an 

auditory control. Similarly, although 

music is notable for its anxiolytic 

effects, several studies have reported 

no significant differences in post-

stressor anxiety between participants 

who listened to music and those who 

did not. Taken together, it is currently 

difficult to draw definite conclusions 

about the effects of music listening on 

stress recovery in healthy individuals, 

particularly outside medical and 

therapeutic settings. 

     Therefore, to expand on previous 

reviews, we opted to conduct a 

systematic review with meta-analysis 

on experimental studies in healthy 

individuals, focusing specifically on 
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the role of music listening in stress 

recovery. In our review, we focus 

specifically on experimental studies, 

under the assumption that greater 

control over study variables would 

help reduce between-study 

heterogeneity. Furthermore, consi-

dering the crucial role of stress 

recovery in preventing the long-term 

consequences of stress exposure, we 

believe the acute stress responses 

elicited by laboratory stressors would 

more closely approximate typical 

stress responses in daily life. The aim 

of our review was two-fold: through 

systematic review, we provide a 

comprehensive account of 

experimental studies examining the 

effect of music listening on stress 

recovery. Through meta-analysis, we 

assess the reliability of the effect of 

music listening on stress recovery, 

including the extent and impact of 

publication bias, and weigh-in on 

outstanding discussions within 

existing literature. 

The stress response: The stress 

response can be conceptualized as a 

compensatory reaction aimed at 

mitigating the potential consequences 

of a stressor. The stress response is 

best illustrated by the archetypal 

‘fight-flight-freeze’ reaction: in the 

presence of a stressor, the brain 

initiates an elegant synergy of 

neuroendocrine, physiological, and 

psychological processes that serve to 

mobilize energy resources and direct 

attention towards prominent stimuli, 

with the aim of promoting appropriate 

and rapid action. During a stress 

response, the autonomic nervous 

system (ANS) suppresses 

parasympathetic activity and 

promotes sympathetic exertion, 

resulting in marked increases in heart 

rate, respiration rate, systolic and 

diastolic blood pressure, and salivary 

secretion of the dietary enzyme, 

alpha-amylase. These changes are 

mediated by neuropeptides (e.g., 

corticotropin-releasing factor) and 

catecholamines (e.g., norepinephrine, 

dopamine). Simultaneous with ANS 

activity, the hypothalamic-pituitary-

adrenocortical (HPA) axis begins a 

process which leads to a surge of 

cortisol production in the adrenal 

cortex. Cortisol acts as a regulator of 

the stress response, whose effects 

occur in a temporally specific manner 

due to variations in corticosteroid 

receptor affinity and distribution 

throughout the body. Cortisol may 

require up to 45 minutes to reach peak 

concentration levels, during which it 

binds to high-affinity corticosteroid 

receptors. This process enables rapid, 

non-genomic effects that sustain 

ANS-mediated changes for the 

duration of the stressor, while 

suppressing immune system function. 

This suppression is visible through 

lower concentrations of 
immunoglobulins, such as salivary 

immunoglobulin-A (s-IgA). 
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     The physiological changes 

triggered by the ANS and HPA axis 

are supplemented by psychological 

changes that motivate adaptive 

behaviors required to cope with the 

stressor. For example, the unpleasant 

feeling one gets when experiencing 

anxiety and negative affect in 

response to a stressor is thought to 

prompt behaviors aimed at reducing 

these unpleasant states. Since 

psychological reactions to stressors 

are contingent on how individuals 

perceive, evaluate, and react to threats 

and challenges, self-reported 

measures of stress, anxiety, arousal, 

and emotion are common in 

psychological research on stress and 

its consequences. 

Stress recovery : The stress response 

is considered adaptive when it is 

short-lived and immediately followed 

by a period of recovery following 

stressor cessation. In this period, 

ANS- and HPA-mediated changes 

that have occurred in response to a 

stressor revert to pre-stress baselines. 

Therefore, stress recovery may be 

conceptualized as the process of 

unwinding that is opposite to the 

neuroendocrine, physio-logical, and 

psychological activation that occurs 

during the stress response. Following 

a stress response, ANS-mediated 

changes quickly revert to pre-stress 

levels within 30 to 60 minutes. This 

manifests as a restoration of 

parasympathetic activity, marked by a 

deceleration of heart rate and 

respiration rate, lower systolic and 

diastolic blood pressure, and less 

activity of salivary alpha-amylase. 

This restoration of parasympathetic 

activity typically precedes any decline 

in cortisol. Instead, during the same 

window of time, cortisol levels will 

have just reached their peak, 

activating low-affinity corticosteroid 

receptors. This process is thought to 

signal the termination of the stress 

response, as the binding of cortisol to 

low-affinity receptors inhibits further 

autonomic activation. As cortisol 

levels begin to decrease, slow, 

cortisol-mediated genomic changes 

are initiated, which directly oppose 

the rapid effects of catecholamines 

and the non-genomic effects of 

cortisol. Following a stressor, these 

genomic changes may take up to one 

hour to commence and may continue 

for several hours. 

     At a psychological level, stress 

recovery is typically experienced as a 

reduction of unpleasant states, which 

is often reflected by lower ratings of 

self-reported stress, anxiety, and 

negative affect, along with higher 

ratings of relaxation and positive 

affect. However, it is worth noting 

that persistent, ruminative thoughts 

about a stressor may delay stress 

recovery by prolonging the 

physiological activation that occurs 

during the stress response. Indeed, 

participants who reported higher 
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rumination following a stress task 

demonstrated poorer heart rate, 

systolic blood pressure, diastolic 

blood pressure, and cortisol recovery 

compared to participants who did not. 

Music listening and stress recovery 

Within the current literature, music 

listening has frequently been related 

to various neuroendocrine, physiolo-

gical, and psychological changes that 

are considered beneficial for stress 

recovery. For example, music 

listening has been associated with 

lower heart rate, systolic blood 

pressure, skin conductance and 

cortisol compared to silence or an 

auditory control condition. 

Furthermore, music listening has been 

associated with higher 

parasympathetic activity compared to 

silence. Together, these findings 

suggest that music listening may 

generate beneficial changes in ANS 

and HPA axis activity that should be 

conducive to the stress recovery 

process. Furthermore, studies have 

demonstrated that listening to music 

may influence mood. Indeed, music 

listening has been associated with 

lower negative affect, higher positive 

affect , and fewer self-reported 

depressive symptoms  compared to 

silence or an auditory control 

condition. Music listening has also 

been associated with lower subjective 

stress, lower state anxiety, and higher 

perceived relaxation. 

     The exact mechanisms underlying 

the effects of music listening on stress 

recovery remain to be elucidated. 

Music-evoked positive emotions are 

thought to be particularly beneficial 

for stress recovery, as they may help 

undo the unfavorable changes 

wrought by negative emotions during 

stress, ultimately aiding the stress 

recovery process. Alternatively, 

music-evoked emotions may promote 

a more robust, and thus more 

adaptive, stress response, which may 

be followed by an equally robust 

period of stress recovery. Next, it has 

been theorized that music may act as 

an anchor that draws attention away 

from post-stressor ruminative 

thoughts or negative affective states, 

thus preventing a lengthening of 

physiological activation, and 

facilitating a more regular stress 

recovery process . Finally, 

physiological rhythms in our body, 

such as respiration, cardiovascular 

activity, and electroencephalo-

graphic activity, may become fully or 

partially synchronized with 

rhythmical elements perceived in 

music. This rhythmic entrainment 

process is thought to occur via a 

bottom-up process that originates in 

the brainstem: salient musical 

features, such as tempo, pitch, and 

loudness, are continuously tracked by 

the brainstem, generating similar 
changes in ANS activity over time. 

Indeed, studies have demonstrated 
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that changes in a song’s musical 

envelope, which represents how a 

song unfolds over time, are closely 

followed by proportional changes in 

blood pressure and skin conductance. 

Similarly, incremental changes in 

musical tempo, which represents the 

speed or pace of a song, were 

predictive of similar changes in heart 

rate, blood pressure, and respiration 

rate. It is further hypothesized that the 

physiological changes resulting from 

rhythmic entrainment may evoke any 

number of associated emotions via 

proprioceptive feedback mechanisms. 

Indeed, higher self-reported 

entrainment predicted increased 

positive affect, along with other self-

reported emotional responses, such as 

transcendence, wonder, power, and 

tenderness. 

Which music works best? There are 

several ongoing discussions about 

potential moderating effects in the 

relationship between music listening 

and stress recovery. We briefly 

describe these effects below, and later 

contribute to the discussion through 

moderator analyses. 

Classical music vs. other genres : 

Classical music is considered the 

golden standard in many stress 

management efforts. Indeed, a 

copious amount of ‘anti-stress’ 

playlists often feature some selection 

of classical pieces. To discern which 

music best promotes stress recovery, 

studies have contrasted the effects of 

classical music with other musical 

genres, including rock, jazz and pop, 

and heavy metal. We compare the 

effects of different musical genres in 

our moderator analysis. 

Instrumental vs. lyrical : It is 

commonly believed that instrumental, 

as opposed to lyrical music, would 

better promote stress recovery. 

However, several studies have argued 

that lyrics may act as a stronger 

distractor compared to the sound of 

instruments. Thus, lyrical music may 

be more effective than instrumental 

music in preventing the prolonged 

physiological activation that may 

occur due to ruminative thoughts. We 

compare the effects of instrumental 

and lyrical music in our moderator 

analysis. 

Self- vs. experimenter selected : 

Studies on the effects of music often 

fail to consider the differential effects 

of self-selected (i.e., chosen by 

participants) and experimenter 

selected (i.e., chosen for participants 

by the experimenter) music. It is 

hypothesized that allowing 

participants to select their own music 

may be more helpful to promote stress 

recovery due to a restoration of 

perceived control. It has also been 

argued that individuals select music in 

service of personal self-regulatory 

goals, meaning that individuals know 

precisely which music to select for 

them to effectively recover from 

stress. Furthermore, previous studies 
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have found that listening to self-

selected music may help elicit 

stronger and more positive emotional 

responses regardless of a song’s 

valence (positive or negative) and 

arousal (high or low), possibly due to 

increased preference and familiarity 

towards the self-selected music . In 

theory, self-selected music should 

thus be more beneficial compared to 

experimenter-selected music for the 

purpose of stress recovery. We 

compare the effects of self- and 

experimenter selected music in our 

moderator analysis. 

Fast vs. slow tempo : Several studies 

have investigated whether listening to 

music with slower tempo will better 

facilitate stress recovery compared to 

music with faster tempo. For example, 

while listening to an instrumental 

song, proportional increases and 

decreases in tempo resulted in similar 

changes in participants’ heart rate. 

Similarly, sequential decreases in 

tempo predicted greater increases in 

parasympathetic activity compared to 

sequential increases in tempo. We 

investigate whether slower tempi 

differentially influence the effect of 

music listening on stress recovery in 

our moderator analysis. 

Methodological moderators of 

interest: Several methodological 

differences were identified between 

included studies that may moderate 

the effect of music listening on stress 

recovery: 

Stress induction procedures : 

Studies utilized a diverse array of 

stress induction procedures. These 

include mental arithmetic tasks, 

adaptations of the Trier Social Stress 

Task [e.g., 3], impromptu 

presentations, unpleasant stimuli, 

cognitive tests, or a CO2 stress task. 

Stress induction procedures may 

generally be classified based on the 

inclusion of a social-evaluative threat 

(SET) component, which are designed 

to induce psychosocial stress and have 

been shown to elicit greater 

cardiovascular and cortisol responses 

. In the event of a greater stress 

response, the effects of music 

listening on stress recovery may be 

larger, since there may be a larger 

window for the stress recovery 

process to occur. We examined this 

possibility in our moderator analysis. 

Stress induction checks : Stress 

induction procedures in included 

studies were not always successful. 

Given that successful stress induction 

procedures are crucial to ensure that 

participants experience some 

physiological or psychological 

change they may recover from, in our 

moderator analysis we examined 

whether the effect of music listening 

on stress recovery differed based on 

the outcome of a study’s stress 

induction check (manipulation 

check). 

Type of outcome : Studies adopted 

numerous outcome measures as 

about:blank#pone.0270031.ref003
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indicators of stress recovery. These 

include indicators related to ANS and 

HPA axis activity, such as heart rate , 

heart rate variability , blood pressure, 

respiration rate, skin conductance , 

salivary cortisol , salivary alpha-

amylase (SAA) , and Salivary 

Immunoglobulin-A (sIgA), as well as 

indicators for psychological 

consequences of the stress response, 

such as subjective stress , perceived 

relaxation , state anxiety , rumination 

, and affect . In our moderator 

analysis, we examined whether the 

effects of music listening on stress 

recovery differed across general 

(neuroendocrine, physiological, 

psychological) and specific outcome 

types. 

Duration of music : Studies differed 

with regards to how long participants 

listened to music following stressor 

cessation. This duration ranged from 

two minutes forty-five minutes. We 

examined whether the effect of music 

listening on stress recovery differed 

based on duration of music listening. 

RESULT:  

Overall, the analyses comprised s = 

14 studies, from which k = 90 effect 

sizes were calculated. The cumulative 

sample size of these studies was N = 

706, while individual sample sizes 

ranged from 12–143 participants, with 

a mean of approximately 68 

participants per study. 

Overall effect: Based on a meta-

regression with RVE, the estimated 

overall effect of music listening on 

stress recovery was g = 0.15, 95% CI 

[-0.21, 0.52], t (13) = 0.92, p = 0.374. 

This estimate suggests that, taking all 

variations in music and outcomes into 

consideration, the effect of music 

listening on stress recovery is 

equivalent to silence or an auditory 

control. 

Outlier detection: Using the 

‘influence’ function of the ‘metaphor’ 

package, one influential outlier in the 

negative direction was detected. The 

overall effect of music listening on 

stress recovery with outlier removed 

was g = 0.18, 95% CI [-0.18, 0.54], t 
(13) = 1.08, p = 0.300. The full meta-

analytic data set was retained in 

subsequent analyses. 

CONCLUSION: 

Studies commonly suggest that 

listening to music may have a positive 

influence on stress recovery. Based on 

cumulative evidence from 90 effect 

sizes in 14 studies, it may be 

premature to firmly conclude whether 

music listening is beneficial for the 

stress recovery of healthy individuals. 

The present review underscores the 

necessity for further and finer 

research into the effects of music, 

bearing the potential role of various 

moderators, such as musical genre, 

self-selection, musical tempo, and 

different stress recovery outcomes, to 

fully comprehend the nuanced effects 
of music listening on short-term stress 

recovery.
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Abstract: Music is the art of communicating ideas and emotions in significant sound 

forms by using the elements of rhythm, melody and harmony through voices, 

instruments or both. Music plays a great role in everyone’s life. Music communicates 

emotion, thoughts and inspiration transcending race, religion and culture, playing an 

integral role in the spiritual and emotional well being of our lives. Human quest for 

spiritual tranquility could be quenched through yoga that relies on establishing the 

intricate balance between consciousness in the mind and the organ system of the body. 

Nadha yoga lustrous the required path for exploring the awareness through sounds by 

transcribing the human body as a transcendental medium to control mind towards 

realizing the salvation. Nadham evolves at different stages from the seven energy 

centers of the human body also known as chakras whirlpool of energy namely, 

mooladhara, Suradhisthana, Manipura, Anahata, Visuddha, Azna and sahasrachakra, 

Serving as transmutation organs, these energy centers control specific parts of the 

body and reflect changes in moods and behaviours. Classical carnatic music, one of 

the best forms of Indian classical music is a viable tool to create profound effect of 

words through songs of listeners. Its fundamental notes – Sa, Ri, Ga, Ma, Pa, Dha, 

and Ni originate from ‘OM’ the sublime sound of nature and within oneself: Indeed, 

Music and Yoga are inseparable and music helps to reap the benefits of Yoga. Here in 

a review on the emotions evoked by nadha, impact of the music and yoga collectivity 

on the human body and mind along with modern experiments in the field of medicine 

has been highlighted.  

Keywords: Music, Yoga, Ragam, Culture, Religion, Nadham, Thalam, Kalapramanam 

- Tempo. 

Introduction 

   Music evidently helps to attain 
yoga. Music has an indivisible link 
with yoga. The word Yoga has its base 
in sanskrit word, ‘yoj’, which means 
‘to join’. Thus, it has a basic eminence 
to comprise with everything that is 
divine. All the religions doctrines also 
accept music to be their core part. The 
relationship between music and yoga 
is a long standing one. There is a vital 
force of energy that exists in living 
organism known as prana. The human 

body contains nadis system that 
comprises of network of seventy two 
thousand channels through which the 
prana traverses. One of the most 
important nadi, in this set, is 
‘Susumara’ that runs alongside of 
spinal cord from the base of spine to 
the crown of head. As per Hindu 
tradition, re direction of energy into 
susumna empowers individuals with 
highest spirituals goals to attain the 
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salvation. The Nadha yoga sets the 
required impetus to realise the energy. 

Music and Indian Life 

     India has a great heritage of 
classical dance and music. The range 
of musical phenomenon in India 
extends from simple melodies to what 
is one of the most well developed 
‘systems’ of classical music in the 
world. There are references to various 
string and wind instruments, as well 
as several kinds of drums and 
cymbals, in the Vedas. There is a rich 
tradition of Gharanas in classical 
Hindustani music. Hindustani 
classical music is an Indian classical 
music tradition. It originated in North 
India around 13th and 14th centuries. 
In contrast to Carnatic music, the 
other main Indian classical music 
tradition from South India, the 
Hindustani classical music was not 
only influenced by ancient Hindu 
musical traditions and Vedic 
philosophy but also by the Persian 
elements. Sitar is one of the most 
popular music instruments of North 
India. The Sitar has a long neck with 
twenty metal frets and six to seven 
main cords. Below the frets of Sitar 
are thirteen sympathetic strings which 
are tuned to the notes of the Raga. 

     Carnatic music or Carnatic sangeet 
is the South Indian classical music. 
Carnatic music has a rich history and 
tradition and is one of the gems of 
world music. Caranatic Sangeet has 
developed in the South Indian states 
of Tamil Nadu, Kerala, Andhra 
Pradesh and Karnataka. One of the 

most popular Indian music forms is 
the Film music. Hindi film industry, 
popular Indian music forms is the 
Film music. Hindi film industry, 
popularly knwon as Bollywood, along 
with Indian regional film industries, 
produces thousands of films a year, 
most of which are musicals and 
feature elaborates song and dance 
numbers. Fusion is not a very old 
trend in Indian music. Fusion trends is 
said to have begun with Ali Akbar 
Khan’s 1955 performance in the 
United States. Indian fusion music 
came into being with rock and roll 
fusions with Indian music in the 
1960s and 1970s. 

Music and Culture 

     Musical preferences are biased 
towards culturally familiar musical 
traditions beginning in infancy, and 
adults’ classification of the emotion of 
a musical piece depends on both 
culturally specific and universal 
structural features. The construct of 
culture has also been scrutinized and 
debated. It refers to the set of 
behaviours, beliefs, social structures, 
and technologies of a population that 
are passed down from generation to 
generation. It includes social 
conventions related to art, dress, 
manner, dance, music, religion, ritual, 
and morality. Like music, cultures can 
be examined on multiple levels, some 
of which are nested within others. 
Each sub culture, in turn, is associated 
with its own distinctive habits; the 
habits, beliefs, skills, schemes, and 
preferences that are tacitly acquired 
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and that shape perceptions, 
behaviours, and experiences. The 
term culture is not equivalent to 
‘country’ or ‘continent’, and is not 
always associated with any one 
geographical regions. Moreover, most 
individuals do not ‘belong’ to a single 
culture. More typically, numerous 
cultural and sub-cultural influences 
can be detected for any one 
individual, colliding, merging, and 
making temporary appearances when 
the appropriate context arises. 

     Man feels music in Lullabies are a 
wonderful way to soothe and calm 
little ones and serve a greater purpose 
than simply rocking babies to sleep. 
Lullabies are often used for the 
developing of communication skills, 
indication of emotional intent, 
maintenance of infant’s un divided 
attention, modulation of infant’s 
arousal, and regulation of behavior. 
Perhaps one of the most important 
uses of lullabies is as a sleep aid for 
infants. The Oppari traditions that we 
have been exposed to in South India 
are unfortunately dying out. As a 
wholly improvised format that is part 
performance-poetry and part song, 
this form celebrates both the public 
and personal anecdotes from a 
person’s life. While the migration of 
people across continents and 
millennia has dispersed human beings 
to settle in other parts of the planet, 
the quintessence of their spiritual core 
and its expression through music has 
somehow developed on parallel lines 
in other world traditions.  

Yoga 

     Yoga is a holistic approach of 
mind and body practice for 
accomplishing mental and physical 
health. It incorporates multiple 
techniques including meditation, 
breathing exercises, sustained 
concentration along with physical 
postures that invigorate the body 
through increased strength and 
flexibility. Its ultimate goal is to 
create internal transformation towards 
inner awareness and conscious 
breathing. The roots of yoga dates 
back to 2nd century starting with 
Patanjali Yoga Sutra. It is evident 
from the treatises that in the human 
body along side of the spine there are 
energy hubs, also known as chakras. 
The pre dominant ones are 
Mooladhara, Swadhisthana, 
Manipura, Anahata, Visuddha, Azna 
and Sahasrachakra. The Mooladhara 
chakra that is close to anal is the root 
support through which the primal 
energy enters the human body. On the 
other hand, the crown of head Shasra 
acts as the exit point. Rejuvenating the 
chakras and to awaken the energy is 
the essence of yoga. Among the 
several available techniques such as 
bhakti yoga and tantric yoga, nadha 
yoga stands tall and it aids for the 
seamless passage of energy in the 
chakras to attain the bliss of spirit and 
to realize the ocean of self-
consciousness.  

Integration of Music and Yoga 

     The ‘Suta Samhita’, one of the 
ancient sastra, says Geetha Ganana 
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Yogasyadyogadeva Sivaikyata. It 
means that the ultimate bliss of spirit 
could be attained with meditation via 
music. Nada Yoga deals with 
meditation, music and deep listening 
for the spirituality and musicology 
from yogic consciousness. The 
Kritis/Kirtanas, spiritual songs set to 
ragas, carry the distinct spiritual 
emotion and the message of yearning 
for devotional union will have 
profound impact on channelling the 
energy. Indian classical music is a 
viable, sustainable, methodical and 
sophisticated expression of delivering 
the energy, and combining it with 
yoga bestows a plethora of beneficial 
options especially health related 
advantages for humans. 

 There is a deep integral 
connection between yoga and music. 
This is elaboratively discussed by 
Sarangadeva in his treatise Sangeetha 
Ratnakara. Among all the chakras, 
Visuddhachakra appears to be 
important in terms of gaining 
excellence in music. The same has 
been explained and rendered by 
Tyagaraja, one of the Carnatic trinity, 
in his compositions such as Nadha 

tanumanisam Sankaram and 
Naajeevadhara, to name a few. 

Conclusion 

     Music plays an important part and 
inseparable in all parts of human lives. 
It is very difficult to imagine a world 
without music. Now days, technology 
makes it very easy to listen and enjoy 
music at anytime. Background music 
is played in shops, restaurants, hotels 
and it plays an important part in films 
and television programmes also. This 
review highlights some of the benefits 
of yoga in association with music. The 
modern scholars are devoting their 
undaunted efforts for further 
rationalizing the ancient treasure of 
documentation from well-established 
experts in the arena of music, yoga 
and philosophy. Music communicates 
emotion, thoughts and inspiration 
transcending race, religion and 
culture, playing an integral role in the 
spiritual and emotional well being of 
our lives. Individuals  do not always 
respond in the same way to a piece of 
music and yoga, it depends on their 
experience of life, the environment 
and their personal beliefs and their 
personal preference. 
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laxhr ,oa lkfgR; dk vUrlZEcU/k 
MkWñ uhrw frokjh 

xk;u foHkkx]laxhr ,oa eap dyk ladk; 

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

laf{kIr lkj&lkfgR; vkSj laxhr dk lEcU/k iqjkrudky ls pyk vk jgk gSA ijEijk ds vuqlkj lkfgR; 

vkSj laxhr dk mn~xe leku rRoksa ls gqvk gSA nksuksa dh mRØkfUr lekukarj pyrh jgh gS] nksuksa ,d 

nwljs ds izJ; esa iYyfor gq, gSaA Hkkjrh; laLdf̀r ds izfrfuf/k fo}ku lkfgR;dkj laxhr ds izdk.M 

fo}ku jgs gSa vkSj mudk ;g fo'okl jgk gS fd vkfne laxhrK uVjkt dh rky&y; lefUor rkaMo 

ls lkfgR; o laxhr ds rRoksa dk ,d lkFk gh lw=ikr gqvkA vkt Hkh ;g ijEijk fdlh u fdlh :i 

esa fo|eku gSA laxhr dk vkfne jkx HkSjo Hkxoku f'ko ds v?kksj eq[k ls mRiUu gqvk vkSj lkfgR; dh 

vkfne o.kZekyk egknso ds inpki ls mn~Hkwr gqbZA laxhr ds loZO;kih okn dk {ks= foLr`r jgk gS] vkSj 

laxhr ds vfrfjDr lkfgR;] ;ksx] rU=] f'kYi vkfn esa Hkh mldk LFkku egRoiw.kZ jgk gSA xk;u dk 

lEcU/k lkfgR; ls ?kfu"B gSA xk;u dsoy rjkuk tSls vFkZ'kwU; xhrksa dk xk;u ugha oju~ o.kZewyd 

ok³~e; dh lLoj vfHkO;fDr gSA vkfndfo okYehfd dh vkg ls jkek;.k ds :i esa igyk xku mitkA 

yo&dq'k ds }kjk oh.kk ds lkFk mldk lqLoj dkO; laxhr dk izFke Kkr leUo; dgk tk ldrk gSA 

lkfgR; vkSj laxhr ds miknkuksa dh lekurk muds chp ds lEcU/kksa ij izdk'k Mkyrh gSA NUnksa dh 

>ad`r os'kHkw"kk] o.kksZa rFkk vyadkjksa dk lkS"Bo] y; dh je.kh; xfr rFkk lkSUn;Zcks/k nksuksa ds miknku 

dgs tk ldrs gSA  

ladsr 'kCn % laxhr] lkfgR;] dkO;] y;] rky] Loj] xk;u] vUrlZEcUèkA 
 

   fdlh ekuo] leqnk; vkSj lekt dh 

dYiuk Hkko ds tUe ds dkj.k gh lEHko gks 

ldh gSA fdlh Hkk"kk dk lkfgR; vius lekt 

dk vax gh ugha oju~ mldk Lekjd Hkh gS] 

D;ksafd bfrgkl vkSj lekt cny tkus ij Hkh 

Lekjd cnyk ugha djrs tgk¡  lkfgR; lekt 

dh mnkÙk laLdf̀r dk |ksrd gS vkSj ekuork 

dh fuf/k gS] ogha Hkk"kk thou dh ,d fn'kk 

gSA gekjs 'kkL=ksa esa ^okd~* nks izdkj dk ekuk 

x;k gSA ,d o.kkZRed okd~ ¼ddkjkfn½ vkSj 

nwljk uknkRed okd~A lkfgR; o.kkZRed 

okxkfJr tcfd laxhr uknkRed okxkfJr gSA 

laxhr ,d ,slh yfyrdyk gS ftlesa Loj vkSj 

y; }kjk eu ds xw<+re Hkko O;Dr fd;s tkrs 

gSaA tcfd lkfgR; esa Hkk"kk }kjk vFkkZr~ 'kCn 

,oa muds vFkZ }kjk fopkjksa dk] Hkkoukvksa dk 

rFkk ifjfLFkfr;ksa dk fp=.k fd;k tkrk gSA 

nksuksa dyk,¡ ,d nwljs dh iwjd gSA leLr 

lf̀"V ukn czã ls mn~Hkwr ekuh xbZ gS ,oa 

leLr txr dk O;ogkj Hkh uknkRed gSA 

vkdk'krRo ls ukn] ukn ls o.kZ] o.kZ ls 'kCn] 

'kCn ls okD;] okD; ls Hkk"kk rFkk Hkk"kk ls 

lkfgR; esa fodklØe ekU; gSA mlh izdkj 

vkdk'krRo ls ukn] ukn ls Loj] Loj ls o.kZ] 

o.kZ ls LFkk;] LFkk; ls jkx ,oa jkx ls laxhr 

;s fodklØe Lohdk;Z gSA O;kdj.k 'kkL= esa 

Hkk"kk ds v] vk] b] bZ] m] Å vkfn dks ^Loj* 

dgk x;k gSA laxhr esa Hkh lkaxhfrd ukn 

lk&js&x&e&i vkfn dks Loj dgk x;k gSA 

O;kdj.k esa Loj dh O;k[;k ^Lo;a jktrs bfr 

Loj%*
1
 dg dj dh xbZ gS tcfd laxhr esa Hkh 

Loj dh O;k[;k Lor% jat;fr bfr% Loj% bl 

izdkj dh xbZ gSA vFkkZr~ lkaxhfrd Loj ,slh 

vuqj.kkukRed /ofu gS tks vius vki fcuk 

fdlh vU; lgk;rk ds Jks=̀fp= dk jatu dj 

ldrh gSA lkaxhfrd Loj esa Jqfre/kqj & 

vuqj.ku vR;ko';d gSA  

     yfyr dykvksa esa laxhr vkSj dkO; dk 

fof'k"V LFkku gSA ;s nksuksa dyk,¡ ,d nwljs 

dh iwjd vU;ksU;kfJr gSA ftl izdkj laLdf̀r 

vkSj dyk esa lkE; gS mlh izdkj dykvksa ds 

vUrxZr laxhr vkSj dkO; esa vf/kd ?kfu"B 

lEcU/k gSA bl lEcU/k dk dkj.k 'kCn ds 

ek/;e ls lekurk gS bl nf̀"V ls bu nksuksa 
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dk vU;ksU;kfJr lEcU/k gSA
2
 ;s ijLij 

lg;ksfxuh Hkh gS D;ksafd laxhr vFkZcks/k ds fy, 

dkO; dk lgkjk ysrk gS vkSj dkO; izHkko o`f) 

ds fy, laxhr dkA laxhr dh nf̀"V ls gh 

dkO; esa Jqfr dVqo.kksZa dk R;kx fd;k tkrk gS 

rFkk o`fÙk] y;] vUR;kuqizkl vkfn dk fo/kku 

ukn lkSUn;Zo`f) ds fy, fd;k tkrk gSA vLrq 

dkO; vkRek dk eq[kj laxhr gSA 

    izfl) dof;=h egknsoh oekZ us laxhr ,oa 

dkO; dh vfUofr esa thou dh lkFkZdrk ekuh 

gS] Loj ds lkFk tc 'kCnkoyh dh laxfr gks 

tkrh gS] rc laxhr vkSj dkO; nksuksa O;kIr vkSj 

xgjkbZ dh ǹf"V ls thou dh vy{; lhek,a 

Nw ysrh gSA
3
 

     Nk;koknh dfo lqfe=kuanu iUr us 

^dfork* dks izk.kksa dk laxhr crk;k gSA vr% 

mUgksaus dkO; vkSj laxhr dh eS=h dks Lohdkjk 

gS& 

Hkko xhfr dh Loj y; eS=h lh 

"kM _rq,¡ fur laxfr esa vkrhA
4
 

     izfl) laxhrK ia0 vksadkjukFk Bkdqj dk 

fopkj gS fd ^^esjh nf̀"V esa ddkjkfn O;atuksa 

ds lkFk vdkjkfn Lojksa dk tks lEcU/k gS] nsg 

ds lkFk vkRek dk tks lEcU/k gS] ogh laxhr 

dk dfork ls lEcU/k gSA**
5
 

     Mk- 'kjPpUnz Jh/kj ijkatis us Hkh laxhr 

vkSj dkO; esa izxk<+ lEcU/k dks O;Dr djrs 

gq, fy[kk gS fd laxhr ukn iz/kku lkfgR; gS 

vkSj lkfgR; ¼dkO;½ 'kCn iz/kku laxhr gSA
6
 

   ;|fi dkO; ds leLr vaxksa esa laxhr dk 

fdlh u fdlh :i esa va'k vo'; jgrk gSA 

dkO; dks lqUnj cukus ds fy, mlds lqUnj 

ikB rFkk jlkLoknu ds fy, laxhr visf{kr 

gSA lqUnj dkO; rFkk laxhr ds viwoZ leUo; 

ds dkj.k gh mlesa vf/kd vkuUn vkrk gSA 

iqLrd dh dfork i<+us esa vf/kd vkuUn rHkh 

vk;sxk tc mls Jqfr e/kqj Loj esa lquk 

tk;sxkA dfo lEesyuksa esa dfo dh lQyrk 

dk jgL; lqUnj dfork ds lkFk&lkFk laxhr 

ij Hkh fuHkZj djrk gSA ftl dfo ds daB esa 

ek/kq;Z gksrk gS izk;% ;'k mlh dks izkIr gksrk 

gSA dfork rFkk x| dh os gh iafDr;ka lcls 

vf/kd Lej.k rFkk m)r dh tkrh gS] tks 

laxhre; gksrh gSA dkO; esa laxhr ds rRoksa dk 

lekos'k nks :iksa esa gksrk gS& igyk vkUrfjd 

laxhr ds :i esa nwljk ckg~; laxhr ds :i 

esaA vkUrfjd laxhr ds vUrxZr o.kZ laxhr] 

rqdcUnh] y; bR;kfn rRo vk tkrs gSa tks fd 

Hkko ds vuqdwy dkO; dh Hkk"kk ds fuekZ.k esa 

cgqr cM+k ;ksxnku nsrs gSa ftlls fd dkO; 

[kf.Mr ugha gksrkA dkO; esa fufgr Hkko rFkk 

mudh vfHkO;fDr esa iz;qDr 'kCnksa ls mRiUu 

/ofu ,d nwljs ds iwjd gksrs gSaA mudk :i 

iw.kZr;k laf'y"V gksrk gS rFkk 'kCnksa esa fufgr 

/ofu;ksa ds fof'k"V rFkk vuqdwy lkeatL; ls 

izfrik| ds vuqdwy Hkk"kk dk fuekZ.k gksrk gSA 

/ofu rFkk 'kCnksa dk Hkh lUrqyu fcxM+ tkus 

ls dfork esa fufgr jl dh vfHkO;fDr ugha gks 

ikrhA izR;sd Loj dk viuk ,d jl gksrk gS 

rFkk lHkh jlksa dh vfHkO;fDr Lojksa ds ek/;e 

ls lEHko gSA vr% dkO; esa fufgr 'kCnksa ds 

jl Hkko ds vuqdwy gh Loj jpuk gksuh pkfg, 

vU;Fkk jl fu"ifÙk vlEHko gks tkrh gSA 

     lkfgR; esa 'kCn ¼/ofu½ ds nks izeq[k dk;Z 

lEiUu gksrs gSaA ;Fkk opu ,oa O;atu] opu 

}kjk ckrphr dh tkrh gSA fopkj&la'ys"k.k 

gksrk gSA okP;kFkZ ds i'pkr~ pyus okyh vFkZ 

dh J̀a[kyk gh O;atuk gSA lkfgR; esa /ofu dk 

rhljk jatu dk dk;Z cgqr lhfer :i esa 

gksxkA dkO; esa vuqizkl vkfn vyadkjksa }kjk 

NUn vkfn ds dkj.k tks y;kRedrk vkrh gS 

mlls dqN va'k esa jatu gks ldrk gSA ikf.kuh
7
 

us ?k.Vk/ofudk mnkgj.k nsrs gq, ?k.Vs ij 

iM+us okyh pksV dh /ofu dks okP;kFkZ leku 

rFkk ckn esa nsj rd gksus okys vuqj.ku dks 

O;atuk leku dgk gSA izFke pksV rks gj dksbZ 

lqu ldrk gS vFkkZr~ 'kCn dk okP;kFkZ rks 

lcdh le> esa vk ldrk gS fdUrq fdruh nsj 

rd O;fDr ?kaVk /ofu yFkk fdrus vFkZ lUnHkZ 

og vuqHkwr dj ldrk gSA og O;fDr fo'ks"k 

dh izfrHkk ij fuHkZj gSA dkO; esa dsoy okP;kFkZ 

gh peRdkj] ykfyR; ;k pk:rk mRiUu ugha 

dj ldrkA ml okP;kFkZ ds ckn vFkZ dh tks 



ISSN-2348-5892                   laxhr ,oa lkfgR; dk vUrlZEcU/k Sangitika 
 

63 
 

Jà[kyk pyrh gS ¼O;atuk pyrh gS½ mlh esa 

vkuUn vkrk gSA O;atk ikBd ;k Jksrk dh 

lân;rk laosnu'khyrk ij vk/kkfjr gksrh gSA 

lkfgR; rFkk laxhr esa ^in* laKk dks xzg.k 

fd;k tkrk gSA lkfgR; esa dkO; jpuk ds 

fof'k"V lUnHkZ esa ^in* 'kCn dk iz;ksx gqvk gSA 

xs;rk ;qDr dkO; dks ̂ in* dgk tkrk gSA ̂ in* 

'kCn dk tUe t;nso ds xhrxksfoUn ds lkFk 

¼lkfgR; ds lUnHkZ esa½ gqvkA t;nso ds inksa 

dks v"Vinh dgk x;k gS D;ksafd muesa vkB 

vUrjs gksrs gSaA bl izcU/k dkO; ds inksa us 

lfn;ksa rd lkfgR; rFkk laxhr ds izca/kksa dks 

izHkkfor fd;k gSA Kkus'oj] fo|kifr] paMhnkl] 

dchjnkl] lwjnkl] rqylhnkl ,oa ehjkckbZ 

vkfn us vusd HkfDrjl ds in jps gSa tks 

viuh xs;rk ds dkj.k vejRo izkIr dj pqds 

gSaA bu inksa esa xs; NUnksa dk iz;ksx fd;k x;k 

gSA laxhr dyk esa Hkh ^in* 'kCn dk vR;Ur 

egRo gSA laxhr dk izkphu i;kZ; ^xkU/koZ*
8
 Fkk 

rFkk xka/koZ dks laxhr'kkL= ds xzUFkksa esa Loj] 

rky] inkRed dgk x;k gSA ftl izdkj Loj 

vkSj rky laxhr ds rRo ekus x;s gSa mlh 

izdkj izkphudky ls gh in dks laxhr dk 

vko';d rRo Lohdkj fd;k x;k gSA 

lkaxhfrd in nks izdkj ds ekus x;s gSa& lkFkZd 

in] fujFkZd inA 

   Hkjreqfud`r ukV~;'kkL= ds 32osa v/;k;
9
 

esa iwoZjax esa >aMqe] txrh;] ofyVd] nhxhuhxh] 

rhrh>y] dqp>y vkfn fujFkZd in iz;qDr 

fd;s x;s gSaA dqN laKk,a ,slh gSa ftudk laxhr 

,oa lkfgR; nksuksa esa iz;ksx gSA mnkgj.kr% o.kZ 

vkSj vyadkjA fdUrq nksuksa fo/kkvksa esa bu 'kCnksa 

dk vFkZ&lUnHkZ fHkUu gSA Hkk"kk'kkL= esa Loj 

¼v] vk] b] bZ½ vkSj O;atu ¼d] [k] x] ?k½ nksuksa 

dks feykdj ^o.kZ* dgk tkrk gS tcfd laxhr 

esa Lojksa dh pky fn[kkus ds fy, ^o.kZ* 'kCn 

dk iz;ksx gqvk gSA laxhr esa pkj o.kZ ekus x;s 

gSa& LFkk;h] vkjksgh] vojksgh o lapkjhA laxhr 

,oa lkfgR; nksuksa esa vyadkj 'kCn iz;qDr gksrs 

gSa fdUrq nksuksa fo/kkvksa ds vyadkjksa esa vUrj 

gSA lkfgR; esa 'ys"k] miekfn vyadkj dgs x;s 

gSaA laxhr esa Lojksa dh ,d tSlh Øfed xfr 

dks vyadkj dgk x;k gSA 

   lkfgR; dh vfHkO;fDr Hkk"kk ij voyfEcr 

gSA lkFk gh fuR;izfr ds O;ogkj] fopkjksa ds 

vknku&iznku vkfn ds fy, Hkk"kk dh 

vfuok;Zrk Lo;afl) gSA fdUrq lkfgR; ftl 

Hkk"kk esa rS;kj gksrk gS mlh Hkk"kk ds tkuus 

okys mldk iwjk vkuUn mBk ikrs gSa vU; Hkk"kk 

esa Hkkokuqokn gksus ij Hkh ewy jpuk dk iwjk 

lkS"Bo mlesa ugha vk ikrkA blds foijhr 

laxhr dks fo'oHkk"kk dgk x;k gSA 

   iañ fo".kq fnxEcj iyq"dj dk dFku gS fd 

dkO; vkSj laxhr esa mruk gh varj gS ftruk 

lxq.k vkSj fuxq.kZ esa] lkdkj vkSj fujkdkj esaA 

dkO; lxq.k gS] lkdkj gS] laxhr fuxqZ.k gS] 

fujkdkj gSA dkO; ewrZ gS] laxhr vewrZA dkO; 

iBu&ikBu dk fo"k; gS] laxhr Jqfr iz/kku 

gSA dkO; 'kjhj gS] laxhr vkRekA
10
 

   laxhr vkSj dkO; dykvksa esa vR;Yi 

fHkUurk gksrs gq, Hkh blesa lkE; vf/kd ek=k 

esa feyrk gSA HkkorRo dkO; vkSj laxhr nksuksa 

esa gh izeq[k gSA blds dkj.k gh dkO; vkSj 

laxhr }kjk ikBd vkSj Jksrk jlkuqHkwfr djrs 

gSaA Hkko rRo] dkO; vkSj laxhr esa ek/kq;Z] 

ân;Lif'kZrk vkSj LokHkkfodrk dk lekos'k 

djrk gSA dfork vkSj laxhr dk izsjd ;gh 

rRo gksrk gSA blfy, dfooj jfoUnzukFk VSxksj 

us dkO; vkSj laxhr dks Hkko dh Hkk"kk dgk 

gSA
11
 dkO; vkSj laxhr ds fy, 'kSyh rRo Hkh 

egRoiw.kZ gSA dkO; vkSj laxhr dh mRd̀"Vrk] 

eeZLif'kZrk] cks/kxE;rk rFkk izs"k.kh;rk esa 'kSyh 

rRo dk fo'ks"k lg;ksx jgrk gSA bu nksuksa 

dykvksa esa 'kCn] Loj] y;] ek=k] ;fr] xfr 

vkfn 'kSyh ds vk/kkjHkwr rRo egRoiw.kZ Hkwfedk 

fuHkkrs gSA buds vfrfjDr tgka jkxkRedrk] 

vkRefoLef̀r] rUe;rk vkSj vk/;kfRed mRd"kZ 

vkfn esa dkO; ,oa laxhr leku :i ls 

lg;ksxh gksrs gSaA dkO; vkSj laxhr esa 

Hkkokuq:i e/kqj ;k ddZ'k 'kCn ;k dksey ;k 

rhoz Lojksa dk iz;ksx fd;k tkrk gSA NUnksa dh 

;kstuk Hkh nksuksa esa gksrh gSA jlkuqHkwfr djkus 
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esa Hkh dkO; vkSj laxhr dyk leFkZ gSA ftl 

izdkj laxhr esa ckxsJh] Hkheiyklh vkfn jkxksa 

ds ek/;e ls Jqàaxkj jl rFkk fcykoy] ;eu 

vkfn ds }kjk HkfDr jl dh vfHkO;atuk gksrh 

gS mlh izdkj dkO; esa dkseydkUr inkoyh 

vkSj ekfyuh tSls NUnksa }kjk Ük̀axkj vkSj dkO; 

jl dh vuqHkwfr djkbZ tk ldrh gSA 

   laxhr vkSj dkO; ds mn~ns'; esa Hkh dqN 

oSfHkU; gSA dkO; vlhe esa cka/kus dk iz;Ru 

djrk gS vkSj laxhr lkr Lojksa esa vuUr dh 

vo/kkj.kk djus dk iz;Ru djrk gSA vuUr 

Hkko dkO; dh lhek esa c¡/kdj vfHkO;fDr ikrs 

gSaA dkO; dh jpuk izfØ;k ds {k.k blds lk{kh 

gSA laxhr esa 'kCnkoyh fofo/k Hkko dks O;Dr 

dj ldrh gSA mnkgj.kLo:i ia0 vksadkjukFk 

Bkdqj th }kjk xk;k x;k Hktu ^tksxh er 

tk* iafDr esa gj ckj u;s Hkkoksa dh vfHkO;fDr 

gqbZ gSA 

fu"d"kZ& bl izdkj fu"d"kZr% ;g dgk tk 

ldrk gS fd laxhr ,oa dkO; esa ?kfu"B lEcU/k 

gSA dkO; esa Loj] y; dk iz;ksx lkSUn;Z 

vfHko`f) ds fy;s fd;k tkrk gSA Hkkoiw.kZ 'kCn 

;kstuk ds ;ksx esa laxhr dks ,d ewrZ Lo:i 

izkIr gksrk gS vkSj og HkkokfHkO;fDr dks ,d 

fufnZ"V fn'kk iznku djrk gSA 'kCnksa ls laxhr 

HkkokfHkO;fDr dks vklku dj nsrk gSA vr% 

lkfgR; laxhr dk ikjLifjd iz;ksx tc 

vuqdwy <ax ls fd;k tkrk gS rks og 

vykSfdd] vo.kZuh; vkuUn dh jlkuqHkwfr 

djkrk gSA 
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Abstract: Devi Pancharatnam is a group of Samudaaya kriti composed by Sri 
Putukkod Krishnamurthy, a veteran Carnatic Musician and Vaggeyakara from Kerala. 
This paper tries to analyse the 5 Kritis set to Ghana Ragas like Natta, Gaula, Arabhi, 
Varali and Sri, like Tyagaraja Pancharatna and in 5 different Talas. Composed in 
Malayalam; contains distinct features pertaining to both Dhatu and Matu.  

Key Words: Putukkod Krishnamurthy, Pancharatnam, Devi, Goddess, Composer, 

Composition, Kriti, Raga, Tala, Malayalam, Prasa, Swara  

Putukkod Krishnamurthy 
(PKM) (1923 – 1985) was a veteran 
Carnatic Musician and Vaggeyakara 
from Kerala. He hailed from 
Putukkod Village in Palakkad 
District, Kerala. He had his initial 
music training under his mother and 
later from Shesha Bhagavatar, 
Krishna Bhagavatar and advanced 
training under Palakkad Rama 
Bhagavatar, who belonged to 
Thyagaraja Shishya Parampara. Also 
learnt Hindustani Music, staying in 
Delhi for a few years. 
   He worked as a professor at Sree 
Swati Tirunal College of Music, 
Thiruvananthapuram and as Principal 
in Chembai Music College at 
Palakkad. In 1976, he moved to 
Chennai and worked as a Professor in 
Kalakshetra. 
   PKM is a composer par excellence. 
He has around 200 compositions to 
his credit, in four languages, viz, 
Sanskrit, Malayalam, Tamil and 
Hindi. Ragas furnished in his kritis 
range from major Ragas like Bhairavi, 
Todi, Shankarabharanam, Kambhoji 

to minor Ragas like Amritavarshini, 
Sunadavinodini, Hindolam, 
Malayamarutam, etc. His affinity to 
Hindustani Music can be seen through 
his compositions in Ragas like Durga, 
Bhageshree, Sindhubhairavi, Desh 
and so on. Common Talas like Adi (1 
kalai and 2 kalai), Rupakam, 
Misrachapu, Khanda Chapu and 
Misra Jhampa are used by him. 
   By listening to the compositions of 
PKM, one can enjoy the fervor of the 
compositions of Musical Trinity – all 
in one. He has followed the style of 
Tyagaraja in the structure of Kritis 
and simplicity of language. At the 
same time his devotion was as intense 
as Shyama Shastri and followed his 
footsteps in terms of the theme in 
majority of the kritis. PKM seems to 
have had great affinity towards 
Dikshitar kritis. He has imbibed 
various aspects of Dikshitar such as 
Prasa and composing Sthala & 
Kshetra mudras and Ragamudra in 
some of the kritis, following his style. 
   The rich blend of Dhatu and Matu is 
the highlight of his compositions. 
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Raga mudra and Swarakshara 
incorporated in some kritis illustrate 
this. Rhetorical beauties such as Prasa 
are also found in many of his 
compositions. In addition to general 
Kritis, there are compositions based 
on various thematic content. They 
include - 
1. Kritis on Guru – describing the 

attributes of a Guru  
2. on Shankaracharya 
3. on Agasthya Muni  
4. on Holy River Ganga  
5. Ragamalikas - one on 

Dashavataram, one on Shiva 
Panchakshari and another on 
Sampurna Ramayanam. 

   His kritis include those which 
praises of various deities of the Hindu 
mythology, Compositions 
specifically dedicated to the deities of 
the temples of Kerala like Lord 
Ganesa of Pazhavangadi, Lord 
Guruvayurappan, Lord Shiva of 
Vaikom temple, Lord Dhanwantari of 
Nelluvay, to mention a few.    
   Group Kritis on different deities 
are also part of his creativity.  

1. Devi Pancharatnam in 
Malayalam 

2. Navagraha kritis in 
Malayalam,  

3. A set of 6 kritis on Lord Muruga of 
“Arupadai Veedu” in Tamizh,   

4. Shodasa Kritis – a set of 16 
compositions on Goddess 
Annapurneswari of Putukkod, his 
birthplace. He has used the sthala 
nama ‘Navakrodam’, which is the 
Sanskritized version of Putukkod, in 
these compositions.  
   Among these, Devi Pancharatnams 
is a set of compositions which are 
worthy of detailed study from the 
point of view of both its Musical as 
well as lyrical content. These 
compositions are the outpour of his 
devotion resplendent with Musical 
excellence.  

1. Devi Pancharatnam  
     Devi Pancharatnam is a set of five 
Kritis composed in traditional Ghana 
Ragas- Natta, Gaula, Arabhi, Varali 
and Sri, similar to those which 
composed by Saint Tyagaraja. He has 
described the beauty of the Goddess 
in elegant Malayalam. The Kritis are 
set to talas- Adi, Rupakam, Misra 
Capu, Khanda Capu and Misra jaati 
Jhampa respectively. All the Kritis are 
conceived in Madhyamakala in 
complete accordance with the term 
‘Ghana’. Ghana means which is very 
majestic in nature and vibrant with 
brisk Swara passages

 
No. Kriti Ragam Talam 

1. Janani Nin Tiruvadi Natta Adi 
2.  Kanivodu Karuṇapangam Gaula Rupakam 
3.  Srividya Svarupiṇiyam Arabhi Misra chapu 
4.  Tamasam Tellumini Varali Khanda capu 
5.  Sarvamangalavum Tarum Sri Misra jhampa 
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Structure of the Kriti 
All the Kritis have Pallavi, 

Anupallavi and Charana, similar to 
that of the Ghana Raga Pancharatnas 
of Saint Tyagaraja. The Charana 
contains Swara passages with 
corresponding Sahitya passages. A 
sahitya passage is appended to the 
concluding portion of the Charana 

which reverts to the Pallavi of the 
composition. The Kritis in Natta, 
Arabhi and Varali have incorporated 
with Ettugada Pallavi. All the Kritis 
have 7 Charana which consist of  
Swaras with sahitya.   
Number of Avartas for sections in 
each Kriti  

No.of Avartas Pallavi Anupallavi Charanam  

Janani Nin Tiruvadi 2 2 23 

Kanivodu Karuṇapangam 4 4 42 

Shrividya Swarupiṇiyam 4 8 34 

Tamasam Tellumini 8 8 34 

Sarva mangalavum Tarum 2 2 17 

The Charana Swaras proceeds in a progressive way regarding the number of 
Avartas.  

Charana Swara 1 2 3 4 5 6 7 

Janani Nin Tiruvadi 1 1 2 2 4 4 4 
Kanivodu Karuṇapangam 2 2 4 4 6 8 8 

Srividya Swarupiṇiyam 1 1 1 2 2 6 9 

Tamasam Tellumini 2 2 2 4 4 4 8 

Sarva mangalavum Tarum 1 1 1 2 2 2 4 

The number of Avartas in the sahitya 
passage appended are 4, 8, 8, 8, 4 
respectively.  
Mode of Singing  
   The mode of singing Pancharatna 
Kritis is the same as that of regular 
Kritis as far as Pallavi and Anupallavi 
concerned. The Sangatis are sung one 
by one and then concluded with 
Pallavi. The Charana Part has Swaras 
and corresponding Sahityas. In the 
Kritis in Natta, Arabhi and Varali, 
there is an Ettugada Pallavi like that 
of a Tana Varnam. The Charana 

Swaras and corresponding Sahityas 
are sung to the Ettugada Pallavi in 
these Kritis. In the Gaula and Sriraga 
Kritis, the Charana Swara and sahitya 
are sung to the Pallavi itself. All these 
Kritis are concluded with a Sahitya 
appendage which connects back to the 
Pallavi. 
Lyrical summary 

1. Janani Nin Tiruvadi – Natta 
   This Kriti starts with the word 

‘Janani’ similar to Sri Lalitha 

Sahasranamam which starts with 

‘SriMatha’. Addresses various 
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distinguishing qualities of the 

Goddess. The 6th Charana Sahityam 

describes ‘Devi’ as one who speaks as 

sweet as the honey. Even Goddess 

Saraswathi is ashamed of her sweet 

voice and stops singing and playing 

her veena while the Goddess uttered a 

word of appreciation for the song in 

praise of her husband which was 

being sung by Saraswathi Devi 

herself. The composer prays for 

granting him the intellect to adorn Her 

with the garland of songs fragrant 

with bhava, raga and laya.   
2. Kanivodu Karuṇapangam – 

Gaula 

   In this Kriti, he picturizes goddess 

as one who sparkles in the thousand 

petalled lotus with her consort as the 

creator of this universe. He portrays 

her thumb toe as equivalent to two 

roses moving when she walks. And 

seeks blessing for him who is near her 

shining toes and his life be as bright as 

the rays of a full moon. 
3. Srividya Svarupiniyaam– 

Arabhi 

The Goddess is addressed as the 

embodiment of ‘Srividya’. Praising 

her with various attributes, he asks for 

blessing him with the ability to utter 

sweet words and the ability to clearly 

see the right path in life. He also 

requests to bestow on him with the 

blessings to always think about Her, 

utter her name and to enjoy the 

company of good people and also the 

taste of Music. 

4. Taamasam Tellumini - Varali  
This composition is particularly 

on Goddess Mookambika. The three 
different forms of Mookambika Devi 
as Lakshmi, Saraswathi and Durga are 
depicted along with an awful 
portrayal of Sri Raja Rajesvari with 
all her attributes such as sugarcane 
bow, lotus, conchshell and 
abhayamudra in four hands 
respectively.  

5. Sarvamangalavum Tarum - Sri 
In this Kriti, Devi is described as 

the bestower of all auspiciousness. 
She is addressed as “Laksya 
laksanayuta Ganamudite”, that is, the 
one who enjoys in Music which is 
perfect in practical and theoretical 
aspects. He prays to the Goddess to 
accept his Musical offering and bless 
him with endless devotion to Her. 
Lyrical Beauties 

Prasam is the lyrical beauty 
abundantly seen in these kritis. 
Prasam or alliteration is an essential 
feature of a Kriti. The four kinds of 
Prasam are -  

• Adyakshara Prasam - Rhyming of 
first letters of the Avartas  

• Dvitiyakshara Prasam - Rhyming of 
the second letters of the first lines of 
Pallavi and Anupallavi respectively. 
This is concerned only with the 
consonants, not with the vowels. 

• Antya Prasam – Rhyming of the 
ending letter of Avartas. 

• Anuprasam – Repeated sounding of 
the same letter in one avarta. 
The Prasams figuring in each kriti are 
dealt with separately. 
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1. Janani Nin - Natta  
Dvitiyaksara Prasam   
Janani (Pallavi) – Kanakacala 
(Anupallavi) 
Kamitartha - Samaveda (5th Charana) 
Saraṇagata – Harinanga – Girinayaka 
- Karuṇakataksam (Four consecutive 
Avartas of the appended portion) 
Antyaprasam 
Vilocani – Manonmani (1st Charana) 
Anuprasam  
Simhi vahanarudhayay Mahishadi 
(4th Charana) 
Taaraanaatha Sundara Sumukhi 
hreem kara panchara suki (5th 
Charana) 
{Yaksha kinnaraadikalum 
anavaratam aadi padi paniyum 
Paripavana chakra raaja madhya 
viraajamaana lalite Sri 
Raajaraajesvari} (7th Charana) 
 
2. Kanivodu – Gaula 
Dvitiyaakshara Praasam 
Kanivodu (Pallavi) – 
Phanidhararddha (Anupallavi) 
Iru panineer – Carana peru viral  
Anupraasam 
Phanidharaarddha sareerini 
paniyunnen nin kazhalina 
(Anupallavi) 
Caraṇa peru viraloliyodarukil vannu 
vivasamenne (Sahitya Appendage) 
 
3. Sreevidya – Arabhi 
Adyaprasam 
Srividya - Sridevi 
Dvitiyaksara Prasam 
Srividya (Pallavi) – Navinil 
(Anupallavi) 

Candra sekhara – Candra krta 
(Ettugada Pallavi) 
Patita pavani – santi nalkidum 
(Sahitya appendage) 
AnuPrasam 

Madhu murahara sodari 
subhakari (3rd Charana) 

Manataril avyaja bhaktiyodu 
karutidan matiyarulenam  

Madagaja sama gamini madhu 
ruchi mozhiyan mizhi  

Vazhvinil nalvazhi (7th Charana) 
4. Tamasam Tellumini – Varali 

Adyaksara Prasam 
Tamasam tellumini – Tamara ital 

(Pallavi) 
Dvitiyaksara Prasam 

Tamasam (Pallavi) – 
Vamadevanin (Anupallavi) 

Sakala kala – sakaḷakaḷa nicaye – 
nikhila loka (Consecutive lines of the 
sahitya appendage)  
Anuprasam 

Kunda madapahamam danta 
kanti vilasum  

Mandahasa vadani (4th Charana) 
Karangaḷil karimbu villum 

pankajavum  
Sankhankusavum (7th Charana) 

Antya Prasam  
Sakala kala nilaye Sakaḷakaḷa 

nicaye 
Nikhila loka hrdaye Nija 

bhaktarin sadaye (Sahitya appendage) 
5. Sarvamangaḷavum tarum – Sri 

Adyaksara & Dvitiyaksara Prasam 
Sarvamangaḷavum (Pallavi) – 
Sarvarisane hasikkum (anupallavi) 
Dvitiyaksara Prasam 
Lalite - Eliyen (Sahitya appendage) 
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AnuPrasam & Antya Prasam 
Lalite lambodara guha siva sahite 
Laksya laksanatmaka gana kala 
mudite  
Eḷiyen …(Charana connecting to 
Pallavi) 
 Significant Swarakshara Prayogas  

Natta - S , Ṁ  Ṙ , Ṡ 
            Sa ma ve da  
Gaula – P ,  N , P , 
             Pha ni dha rardha…

 (Anupallavi) 
             P , N P 
             Pa ni – nir (sahitya 

appendage) 
     Sri - S  M , R , P  M , 
Samarppikkumee(sahitya appendage) 
Musical Aspects 

All the Kritis have sangatis in 
Pallavi and Anupallavi. The Graha 
Swarams of the Kritis except that of 
Varali are the same as the traditional 
Ghana raga Pancaratna Kritis. 

Natta and Arabhi - Pancamam, 
Gaula – Rishabham, Sri- Shadja and 
Varali on Gandharam, while 
Kanakana rucira begins on 
Panchamam. All the compositions 
have sancaras in three sthayis, viz. 
from Madra sthayi pancama to Tara 
sthayi pancama.  

1. Janani Nin – Natta 
The Pallavi, Anupallavi and 

Ettugada Pallavi begin on Pancamam. 
The 1st, 2nd, 6th and 7th ettugada 
Swaras and the sahitya appendage 
which connects to the pallavi begin on 
Pancamam.  4th and 5th Swaras begin 
on Tara sthayi Shadjam and Madhya 
sthayi Shadjam respectively and the 
3rd Swaram on Nishadham. All 
Charanas commence with Dirgha 
Swaras of one or two karvais.  
 

 
Dattu Swara prayogas - SMGPMNPṠ / ṠṀṘṠ / SNPM, etc. 
  
Vadi – Samvadi prayogas such as Ṡ,Ṡ - P,P - S,S / S,, - P,, - Ṡ,,  
 
Various patterns used in the Charana Swaras add beauty to the composition.  
 
Some of them are: 
 
P,, MGM P,, MGM R,SṆ P,, ṆSR S,, MGMPMGM (Charana Swara 1) 
S,, P,, Ṡ,, / R,, S,, P, / S,S - P,P - Ṡ,Ṡ/  ṘNṠ, NMP, RṆS, / Ṡ,Ṙ Ġ,Ṁ Ṙ,Ṡ (5th 
Swara) 
3rd Swara is exceptionally beautiful with its Swara patterns and corresponding 
sahitya syllable - 
|| N , N Ṡ , Ṡ  N  Ṡ Ṙ Ṡ, N  P M P N | Ṡ , Ṙ N , Ṡ P , | N M , P M R S , || 
   Va gadhisa  va   sa va di su ramuni vrndage yama  na div yacari te 
|| M , G P , M N P M R , S    N , P M | Ṡ , N Ṙ , Ṡ Ṁ Ṙ | Ṡ Ṡ , N P M G M || 
 Bhava ra ga  layasugandha va  si ta    ga namala car -  ti dan mati ta ri ka 
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2. Kanivodu – Gaula 

The Graha Swaram of this Kriti is 

Rishabham and Anupallavi begins on 

Pancamam. The 1st and 2nd ettugada 

Swaras begin on Rishabham and the 

6th Swaram on tara sthayi Rishabham. 

The first one has 2 karvais, R,,R , 

second Swaram begins with R in janta 

prayoga ‘RRSN’ and the 6th Swaram 

in tarasthayi with five Rishabhams 

coming together with karvais in 

between, R,R R,R R, . The 3rd, 5th, 7th 

Swaras and the last sahityam begin on 

Pancamam. The 4th Swaram 

commences on Madhyasthayi 

Shadjam. 

   Both Hrasva and Dirgha Swaras are 

used as commencing notes in various 

Charanas. Janta Swara prayogas are 

widely used throughout the kriti. Eg- 

RRSS, MMRS, MRRS, etc.  

 
Dattu Swara prayogas – SRPM / P,ṠN / PṘṠN 
Various patterns seen in the Charana Swaras: 
ṠṘNṠ – PNMP – SRṆS / ṆSR, - MPN, - PMP, - RMP, / ṘṠ, - NP,  

 
3. Srividya – Arabhi 

The Pallavi and Ettugada Pallavi 

of this Kriti takes Pancamam as their 

Graha Swaram. Anupallavi begins on 

Dhaivata. The 1st and 2nd Ettugada 

Swaras begin on Pancamam, 4th and 

6th on Dhaivata, both with janta 

Swaras and 5th on Tara sthayi Shadja. 

The 3rd and 7th Swaras commence on 

Rishabha, Madhyasthayi and Tara 

sthayi respectively. Both have Janta 

Swara prayogas as the beginning 

phrase, one in avarohana krama 

(Pratyahata) and the other in arohana 

krama (Ahata) – ṘṘṠṠDD & 

RRMMPP. 

Janta Swaras are abundantly 

used in this kriti, which enhances the 

Ragabhava. 

 
Commencing prayogas – RRMMPPDDṠ / DDPP / ṘṘṠṠDDPP / DDPP,P 

Intermittent - MMP, / DDP, / ṠṠDDP, / GRR, / SSR, etc.  
 
The 7th Charana Swara is loaded with Jnata Swara prayogas.  

Avarta 1 - RRMMPPDDṠ, / Avarta 2 - MGRRS,/ 

Avarta 3 – DDṘ,Ṙ D,Ṡ,Ṡ/ Avarta 4 – DPPMGRR,SSRḌS,S, 

Avarta 5,6 & 7 – || MGRR DD | P, ṠN DDṘṘ || ṠṠṀĠṘṘ | Ṗ,ṀĠ | ṘṘṠṠ || 

|| DDṠṠṘṘ | MMPP | DDṠ, || ṠNDD,P | - - -  
 
Dattu Swara Prayogas – RMGR / RPMPGR / DṘṠ, / ṘDṠ, / NDṘṠ / DṘ,ṘD, / 

ṠṠṘD, etc. 
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Various Other Patterns 
MGRR DDP, - ṠNDD ṘṘṠṠ ṀĠṘṘ Ṗ, / DDṠṠṘṘ – MMPPDD / ṘṠ, - DP,  
Srotovaha yati – PDṠ, - MPDṠ, - SRMPD (4th Swara) 
Ranjaka Prayogam – MPD M,GRSRM 
Nishadha varja prayogas are also seen ṠṠDDP. 
 
4. Tamasam Tellumini – 
Varali 

The Graha Swara is Gandharam 
for Pallavi, Dhaivata for Anupallavi 
and Panchamam for the Ettugada 
Pallavi. The 1st,2nd and 3rd Charana 
Swaras commence on Pancamam, the 

4th & 6th on Tarasthayi Shadjam, 5th 
Swaram on Gandharam and the 7th 
Swaram on Nishadham. The Charana 
connecting to Pallavi begins on 
madhyasthayi Shadjam. All the 
Charana Swaras except the 7th, begin 
on a Dirgha Swaram with one karvai. 

 
Dattu Swara Prayogas – D,M N,D / NĠ,Ṙ / NṘṠN / ṠNĠṘ,etc. 
Ranjaka Prayogam – ṠṘND, DMDNṠ 
Various other Patterns 
P, M G,R S,S / P,M D,P N,D Ṡ,N / ĠṘṠ, NDN, / G,RS, N,DP / PDN DNṠ 
 
5. Sarvamangalavum tarum – 
Sri 

The Commencing notes of the 
Pallavi and Anupallavi are Shadja and 
Pacamam respectively, which bear a 
Vadi – Samvadi relationship. 
Rishabham is the primary Graha 
Swaram in Charana Swaras. The 1st, 
2nd, 6th and 7th Swaras begin on 

Rishabham. 3rd and 4th Swaras have 
Madhyama and Shadja respectively as 
their beginning notes. 5th Swara and 
the last sahityam begin on Pancamam. 

This is the only kriti among the 
five which has a Dirgha Swara with 
long Karvai as the commencing note 
in Charana Swaras. The 1st Swara 
begins with R,,,,, .  

 
Janta Swara Prayogas - ṆṆGR / SṆṆP / SNN, / GRRS  / RRGR / MPRR / 
GRR, etc. 
Dattu Swara Prayogas - PMPRR / RP,MR / SM,RPM /NM, RM, / MNPM, / 
RPMP, etc. 
Various other patterns 

RSR, MRM, PMP, NPN, / ĠṘṠ ṘṠN ṠNP / Ṡ,Ṙ N,Ṡ ,etc. 
This Kriti is believed to be the last among all his compositions. In the 

Last Charana, He prays to the Goddess – 
“Eliyen Samarppikkumi Gitanjaliye ettu 
Tavaka bhakti enikku nalkidiṇam” 
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Meaning – Please accept my prayers 
in the form of songs and bless me with 
endless devotion to you.  
 
   The Devi Pancharatnam is the 
epitome of His Bhakti (devotion) to 
Devi (Goddess). This is perhaps the 
only set of Kritis in Ghana Raga 
Pancharatnam composed in 
Malayalam. Malayalam, considered 
to the other South Indian Languages, 
is a difficult Language for Musical 
Compositions because it comprises of 
many ‘Chillaksharams’ (split letters 
without vowel sounding) like L, N, 

etc. and conjunct consonants like 
ksha, njna, lla, tra, etc. which may not 
be euphonious. It demands high 
expertise in Language as well as 
Music to compose Swara patterns 
according to the words which convey 
his devotion to the fullest. The Swara 
patterns, in turn, are conceived in 
order to bring out the salient features 
of the Raga. In other words, he was an 
adept in Language because he has 
used befitting words with alliterations 
to suit the musical setting.  Hence, he 
can be titled as an ‘UTTAMOTTAMA 

VAGGEYAKARA’ in all aspects.  

References: 
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ii. Premeela Gurumurthy, “Ghanaraga Pancaratnas of Sri 
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Hkkjrh; jaxeap esa ik'oZ laxhr dk cnyrk gqvk Lo:i % ukV~; ds 

ifjizs{; esa 

iz'kkUr feJ 

'kks/k Nk=  

xk;u foHkkx] laxhr ,oa eap dyk ladk;] 

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

laf{kIr lkj& Hkkjr esa jaxeap dk bfrgkl cgqr iqjkuk gSA Hkjreqfu —r ^ukV~;'kkL=* esa laxhr] ukV~; 

vkSj vfHku; dk foLr`r o.kZu izkIr gksrk gSA jaxeap dk laxhr izk;% u`R;fefJr vfHku; lfgr gksrk 

FkkA jaxeap ds laxhr esa xzke jkx vkSj tkfr;ksa dk mi;ksx gksrk FkkA  

oSfnddky esa gh lcls izkphu] fu;fer vkSj lqlEc) laxhr izkIr gksrk gSA laxhr dk eq[; lEcU/k 

lkeosn ls gS] fdUrq _Xosn esa Hkh laxhr&fo"k;d lkexzh] Loj ds mnkŸk] vuqnkŸk vkSj Lofjr Hksn] ^Loj* 

dh O;k[;k] ok.k] nqUnqfHk] xxZj ,oa vk?kfV uked vusd ok|ksa dk foLrr̀ mYys[k feyrk gSA   

izkphu ukV~;ksa esa laxhr eq[;r% 'kkL=h; jkxksa ,oa rkyksa ij vk/kkfjr gksrk FkkA izkphu jaxeap dk laxhr 

izk;% lkewfgd vkSj oÙnxku ,oa oÙnok| ¼dqri½ ds :i esa FkkA vk/kqfud Hkkjrh; jaxeap dh 'kq:vkr 

vaaxzstksa ds vkxeu ds ckn gqbZA izkphu ok|ksa esa oh.kk] jko.kgŸkk] ,drkjk] oa'kh] eǹax] iVg] ?k.Vk] 

eathjk vkfn izeq[k FksA orZeku esa flrkj] rcyk] lkjaxh] <ksyd] gkjeksfu;e vkfn ds lkFk ik'pkR; 

ok| ok;fyu] fxVkj] flaFkslkbtj vkfn dk iz;ksx eq[; :i ls gksrk gSA  

ukV~;'kkL= esa Hkjreqfu ds vuqlkj izR;sd ^Loj* fofHkUu izdkj ds jlksa ds lUnHkZ esa iz;ksx fd;s tkrs 

FksA orZeku ukVdksa esa Hkh bu Lojksa dk iz;ksx jl ds Hkkoksa ds lUnHkZ esa fd;k tk, rks mldh izLrqfr 

,oa lkSUn;Zof̀) ls ukV~; izHkko'kkyh vkSj l'kDr gksxkA 

lwpd 'kCn & jaxeap] ukV~;] laxhr] ukV~;'kkL=] jl 

     jaxeap og LFkku gS tgk¡ uR̀;] ukV~;] 

vfHku; vkfn gksrs gSaA jaxeap 'kCn jax vkSj 

eap nks 'kCnksa ls feydj  ls cuk gSA jax 

blfy, iz;qDr gqvk gS fd ǹ'; dks vkd"kZd 

cukus ds fy, nhokjksa] Nrksa vkSj inksZa ij fofo/k 

izdkj dh fp=dkjh dh tkrh gS vkSj 

vfHkusrkvksa dh os'kHkw"kk rFkk lTtk esa Hkh fofo/k 

jaxksa dk iz;ksx gksrk gS vkSj eap blfy, iz;qDr 

gqvk gS fd n'kZdksa dh lqfo/kk ds fy, jaxeap 

ry Q'kZ ls dqN Å¡pk jgrk gSA  

     Hkkjr ds jaxeap dk bfrgkl cgqr iqjkuk 

gSA dbZ fo}kuksa ds vuqlkj ukV~;dyk dk 

fodkl loZizFke Hkkjr esa gh gqvk gSA ukVdksa 

ds lEcU/k esa 'kkL=h; tkudkjh dks ukV~;'kkL= 

dgrs gSaA bl tkudkjh dk lcls izkphu xzUFk 

Hkh ukV~;'kkL= ds uke ls tkuk tkrk gS] 

ftlds jpf;rk Hkjreqfu FksA laxhr] ukVd 

vkSj vfHku; ds lEiw.kZ xzUFk ds :i esa Hkjreqfu 

dk ukV~;'kkL= fo'o izfl) gSA Hkjreqfu dk 

ekuuk gS fd ukV~;'kkL= esa dsoy ukV~; jpuk 

ds fu;eksa dk vkadyu ugha gksrk cfYd 

vfHkusrk] jaxeap vkSj izs{kd bu rhu rRoksa dh 

iwfrZ ds lk/kuksa dk foospu gksrk gSA  

     izkphu dky ls gh Hkkjrh; laxhr dh 

/kkjk fujUrj cgrh pyh vk jgh gSA fo'o ds 

izkphure /keZxzUFk ^_Xosn* esa Hkh laxhr dk 

egRoiw.kZ LFkku gSA laxhr ds vk/kkj xzUFk 

fufoZokn :i ls ^ukV~;'kkL=* dks gh loksZPp 

LFkku izkIr gSA ewy:i ls bl xzUFk dk lEcU/k 

ukVd ls gksus ij Hkh blds v/;k;ksa esa laxhr 

ds vk/kkjHkwr fu;eksa dk foLr̀r o.kZu gSA 

laxhr dk fodkl pkj ifjos'kksa esa gqvk &  

1- ;K'kkyk] 2- efUnj] 3- jaxeap] 4- jktizklkn 

     jaxeap dh ,d dyk ds :i esa laxhr 

dh tM+sa vkfne vuq"Bkuksa vkSj lekjksgksa esa izkIr 

gksrh gSaA lkaxhfrd iz;ksx ukV~; izLrqfr ds gj 

Hkkx esa jgh gSaA ukV~; ¼jaxeap½ laxhr fdlh 

vo/kkj.kk dks] Hkko dks fu;af=r djus] c<+kus 

;k leFkZu nsus ds fy, jpk x;k gSA
1
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     izkphu jaxeap dk laxhr izk;% lkewfgd 

vkSj òUnxku ,oa o`Unok| ds :i esa FkkA blesa 

/kqzok xku dk Hkkokuq:i xku fd;k tkrk FkkA 

,dy laxhr cgqr gh de iz;ksx esa FkkA tc 

dHkh vdsys ,d ik= vius mn~xkj O;Dr 

djrk Fkk] rHkh ,dy laxhr gksrk FkkA jaxeap 

dk laxhr izk;% uR̀;fefJr vfHku; lfgr gksrk 

FkkA izkphu jaxeap ds laxhr esa xzkejkx vkSj 

tkfr;ksa dk iz;ksx vf/kd gksrk FkkA lEHkor% 

dqN ik=] ?kVuk vkSj fo"k; ds vuqlkj jaxeap 

laxhr esa yksdxhrksa dk Hkh mi;ksx djrs jgs 

gksaxsA 

     izkphu ukV~;ksa esa laxhr eq[;r% 'kkL=h; 

jkxksa ,oa rkyksa ij vk/kkfjr gksrk FkkA orZeku 

esa ̂ ekyfodkfXufe=a dh prq"inh* ukV~; ds ,d 

'yksd&nqYygks fivksa esa] rfLla Hko fgvv 

f.kjkla esa izks0 izseyrk 'kekZ th us jkx ckxsJh 

ij vk/kkfjr bl izdkj laxhr jpuk dh FkhA 
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   % izkphu ukV~;ksa esa laxhr 'kkL=h; jkxksa ij 

gh vk/kkfjr gksrk gksxkA
2
  

     vk/kqfud Hkkjrh; jaxeap dh 'kq:vkr 

Hkkjr esa vaxzstksa ds vkxeu ds ckn gqbZA orZeku 

essa vk/kqfud jaxeap ,oa ukVdksa esa laxhr eq[;r% 

jl Hkkoksa ij vk/kkfjr gksrk gSA ukV~; ds fdlh 

n'̀; esa vxj Ükàxkj jl dh vuqHkwfr gksrh gS 

rks mlh jl ds Hkko dk laxhr ;k ml Hkko 

ls lEcfU/kr jkx ij ik'oZ laxhr iz;ksx fd;k 

tkrk gSA vk/kqfud ukVdksa esa laxhr dk egRo 

vf/kd c<+ x;k gSA ukVd ds funsZ'kd ds lkFk 

ukV~; ds laxhr funsZ'kd Hkh gksrs gSa] tks laxhr 

dks ukV~; dh fofHkUu n'̀;ksa ds lkFk tksM+dj 

ml ukV~; dks fo'ks"k :i ls eueksgd cukrs 

gSaA ukV~;'kkL= esa Hkjreqfu us 8 izdkj ds jlksa 

dk o.kZu fd;k gSA bu jl ds Hkkoksa ds vk/kkj 

ij ukV~; ds fofHkUu n'̀;ksa esa mfpr laxhr 

fn;k tkrk gSA mnkgj.k Lo:i&vxj ukV~; 

esa Ükàxkj jl dk Hkko iznf'kZr fd;k tk jgk 

gks] rks ml le; jkx iwfj;k /kukJh dk iz;ksx 

fd;k tk ldrk gSA ukV~; esa ^'kkUr* jl dh 

vfHku; laHkkouk u gksus ds dkj.k Hkjreqfu us 

bl jl dk o.kZu ukV~;'kkL= esa ugha fd;k 
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gSA

3
 vk/kqfud ukV~; esa laxhr funsZ'ku ds {ks= 

esa Jh ch-oh- dkjar th us fo'ks"k ;ksxnku fn;k 

gSA dkjar th }kjk ukV~; esa laxhr cgqr gh 

O;ofLFkr ,oa eueksgd :i esa] lquus dks 

feyrk gSA  

     izkphu jaxeap ds laxhr esa ftu ok|ksa dk 

oknu fd;k tkrk Fkk] og eq[;r% izkphu ok| 

tSls& oh.kk] jko.kgŸkk] ,drkjk] oa'kh] ènax] 

iVg] pax] ?k.Vk] eathjk vkfn dk iz;ksx gksrk 

FkkA lHkh ok|ksa dks feykus ds fy, oa'kh ds 

Loj dks eq[; vk/kkj Loj ekudj ds lHkh ok| 

viuk Loj feykrs FksA
4
 orZeku esa vk/kqfud 

jaxeap esa iz;ksx fd, tkus okys laxhr esa 

eq[;r% e/;dkyhu rFkk vk/kqfud ok|ksa dk 

oknu gksrk gS] tSls& flrkj] oh.kk] ènax] 

rcyk] <ksyd] lkjaxh] gkjeksfu;e vkfnA 

blds vfrfjDr dbZ ik'pkR; ok| tks orZeku 

esa Hkkjrh; laxhr esa izpfyr gSa tSls& 

flaFkslkbtj] vkWDVksiSM] ok;fyu] fxVkj] vkfn 

ok|ksa dk iz;ksx lqanjrk ls gksrk gSA bu ok|ksa 

dks feykus ds fy, gkjeksfu;e ;k flaFkslkbtj 

ds Loj dks vk/kkj Loj ekudj lHkh ok|ksa dks 

feykrs gSaA 

Hkkjrh; jaxeap esa uR̀; ukfVdk dh izLrqfr esa 

laxhr %& 

     ùR; ukV~; ;k uR̀; ukfVdk ukV~; dh 

dgkuh dks n'kkZus ds fy, fdlh fo'ks"k izdkj 

dh ùR; 'kSyh ds ek/;e ls dykdkj iznf'kZr 

djrs gSaA bl dk;ZØe esa dykdkj uR̀; izn'kZu 

djrs gq, fofHkUu dgkfu;ksa ij vk/kkfjr ukVdksa 

esa vfHku; djrs gSaA uR̀; ukfVdk esa eq[; :i 

ls laxhrdkj eap ij mifLFkr jgdj xk;u 

rFkk oknu ds ek/;e ls laxhr }kjk uR̀; 

ukfVdk dh lqUnjrk ,oa rhozrk dks c<+krs gSaA 

dqN uR̀; ukfVdkvksa esa laxhr fjdkWfMZax ds 

ek/;e ls Hkh ctk;k tkrk gS] ftl ij 

dykdkj uR̀; }kjk vfHku; djrs gSaA  

     Hkkjrh; jaxeap esa uR̀; ukfVdk ds {ks= 

esa fofHkUu uR̀; 'kSfy;ksa ds egku~ dykdkjksa us 

fo'ks"k dk;Z fd;k gSA ftuesa dqN izeq[k uR̀; 

ukfVdkvksa ds fo"k; esa o.kZu fuEuor gS& 

• dFkd ùR;kaxuk fonq"kh flrkjk nsoh us ia0 

xksih d̀".k ,oa ia0 pkScs egkjkt ds lkFk 

izfl) uR̀; ukfVdk ^jk/kk d"̀.k dh yhyk* 

,oa ^esudk fo'okfe=* dh lqUnj izLrqfr dh 

gSA bl ùR; ukfVdk esa Hkh ukV~; ds lkFk 

eap ij laxhr }kjk izLrqr ukfVdk dh 

fo'ks"krk ,oa lqUnjrk mHkj dj iznf'kZr gksrh 

gS vkSj n'kZdksa dks vkRefoHkksj dj nsrh gSA  

• fo'o izfl) dFkd urZd in~efoHkw"k.k ia0 

fcjtw egkjkt }kjk funsZf'kr uR̀; ukfVdk 

^jkek;.k* ,oa ^'kke&,&vo/k* vR;ar 

yksdfiz; ,oa Hkkoiw.kZ uR̀; ukfVdk gSaA bl 

izLrqfr esa laxhrdkj flrkj] rcyk] i[kkot] 

gkjeksfu;e] lkjaxh vkfn ok|ksa ds lkFk jkxksa 

ij vk/kkfjr laxhr ukV~; ds n'̀; ds 

vuqlkj izLrqr djrs gSaA  

• izfl) HkjrukV~;e urZd fo}ku~ lh0oh0 

pUnz'ks[kj us ^iapHkwFke* uked ùR; ukfVdk 

dk viuh lewg }kjk vizfre izn'kZu fd;k 

gSA bl ùR; ukfVdk esa dukZVd laxhr 

i)fr dh 'kSyh ls xk;u rFkk ènaxe~] ?kVe~] 

ok;fyu] ck¡lqjh rFkk vU; nf{k.k Hkkjrh; 

ok|ksa ds ek/;e ls ukV~; esa laxhr fn;k 

tkrk gSA  

• izfl) HkjrukV~;e uR̀;kaxuk fonq"kh in~ek 

lqcze.;e~̀ }kjk ^feuk{kh dY;k.ke~* uked 

uR̀; ukfVdk dh izLrqfr fo'o izfl) ,oa 

yksdfiz; gSA bl uR̀; ukfVdk esa dgkuh dks 

n'kkZus ds fy, dukZVd laxhr i)fr dh 

'kSyh ls uknLoje] ok;fyu] ènaxe~] ?kVe] 

ck¡lqjh vkfn ok|ksa dk laxhr fjdkWMZ fd;k 

gqvk jgrk gS] ftls izLrqr uR̀; ukfVdk esa 

ik'oZ laxhr ds :i esa ctkrs gSa vkSj leLr 

uR̀;dkj bl laxhr ij ukV~; dh dgkuh 

dks uR̀; }kjk iznf'kZr djrs gSaA 

Hkkjrh; jaxeap esa ik'oZ laxhr dk cnyrk gqvk Lo:i %           
ukV~; ds ifjizs{; esa 

 



ISSN-2348-5892                               Sangitika 
  

77 
 

Hkkjrh; jaxeap esa ik'oZ laxhr dk cnyrk gqvk Lo:i %           
ukV~; ds ifjizs{; esa 

 
• HkjrukV~;e~ urZd ,oa xq# Jh izsepUn 

gksEcy th us Hkh uR̀; ukfVdk ds {ks= esa 

fo'ks"k dk;Z fd;k gSA Jh izsepUn gksEcy 

}kjk izLrqr uR̀; ukfVdk ^mŸkj fiz;n'khZ*] 

^jkek; rLeS ue%* ,oa xaxk ij vk/kkfjr 

^f=ilxk* vfr izpfyr ,oa yksdfiz; gSA 

^mŸkj fiz;n'khZ* esa lezkV v'kksd dh dgkuh 

dk o.kZu gSA ftlesa xk;d rFkk oknd ukV~; 

dh dgkuh ds vuq:i laxhr izLrqr djrs 

gSaA ^jke; rLeS ue%* jkek;.k ij vk/kkfjr 

uR̀; ukfVdk gS] blesa fou; if=dk ds 

'yksdksa dk rFkk Jhjke ds eq[; Hktuksa dks 

laxhrdkj izLrqr djrs gSa vkSj ùR; lewg 

ukV~; ds Hkkoksa dks iznf'kZr djrs gSaA  

ukV~;'kkL= ds 29osa v/;k; esa fn;k x;k gS &  

e/;iapHkwf;"Ba xkua ÜkàxkjgkL;;ks%A 

"kM~t"kZHkizk;dr̀a ohjjkSnkn~Hkrs"kq pAA10AA 

xkU/kkj% ¼j½ lIre'pk;a ¼izk;a½ d:.ks xkufe";rsA 

rFkk /kSorHkwf;"Ba chYkRls lHk;kudsAA11AA
5
 

    Hkjreqfu ds vuqlkj e/;e o iape Loj 

dk iz;ksx Ük̀axkj vkSj gkL; esas] "kM~t o _"kHk 

dk iz;ksx ohj vkSj vn~Hkqr esa] xa/kkj dk iz;ksx 

d:.k esa vkSj /kSor dk iz;ksx ohHkRl ,oa 

Hk;kud jl ds lUnHkZ esa iz;ksx fd, tkus dh 

ijEijk FkhA 

    bu laxhr Lojksa dk iz;ksx orZeku ukVdksa 

esa Hkh fd;k tk ldrk gSA bl ij xaHkhj :i 

ls fopkj dj ds ukV~; esa iz;ksx fd;k tk, 

rks vk/kqfud jaxeaph; izLrqfr;ksa esa lkSUn;Z Hkkoksa 

dh vfHkO;fDr vkSj l'kDr gksxhA 

fu"d"kZ %& 

    Hkkjrh; jaxeap dk bfrgkl cgqr iqjkuk 

gSA jaxeap ij izLrqr ukV~;ksa esa ik'oZlaxhr dk 

fo'ks"k egRo jgk gS vkSj orZeku esa Hkh gSA tSlk 

fd lalkj esa le; ds lkFk ifjorZu gksuk 

fu'fpr gS] mlh izdkj ukV~; esa ik'oZlaxhr ds 

{ks= esa Hkh ifjorZu gqvk gSA izkphu ukV~;ksa dh 

izLrqfr esa ftl izdkj ik'oZlaxhr dk iz;ksx 

gksrk Fkk rFkk ftu lkaxhfrd ok|ksa dk iz;ksx 

fd;k tkrk Fkk] mUgsa orZeku esa vk/kqfud 

ukV~;ksa ds ifjofrZr :i esa ns[kk tk ldrk gSA 

jaxeap ds bfrgkl esa eq[;r% Hkkjrh; laxhr 

ds ok|ksa dk iz;ksx eq[; :i ls fd;k tkrk 

Fkk vkSj laxhrdkj ukV~; dh izLrqfr ds lkFk 

eap ij cSBdj laxhr izLrqr djrs Fks] ijUrq 

orZeku esa Hkkjrh; laxhr ds ok|ksa ds vfrfjDr 

ik'pkR; ok| tSls& gkjeksfu;e] flaFkslkbZt+j] 

fxVkj vkfn ok|ksa dk iz;ksx vf/kd gksus yxk 

gS rFkk ukV~;ksa esa fjdkZfMZax ds ek/;e ls Hkh 

ik'oZlaxhr dk izpyu Hkh gqvk gSA Hkkjrh; 

jaxeap esa uR̀; ukfVdk dh izLrqfr esa Hkh 

ik'oZlaxhr ds {ks= esa ifjorZu gqvk gSA    

    ukV~;'kkL= ds vuqlkj ukV~;ksa dh izLrqfr 

esa jl Hkkoksa ds vk/kkj ij ik'oZlaxhr dk lqUnj 

iz;ksx gqvk djrk FkkA bl ij xaHkhj :i ls 

fopkj dj ds vk/kqfud jaxeap esa izLrqr ukV~;ksa 

esa ik'oZlaxhr ds iz;ksx dks vkSj Hkh lqUnjhdj.k 

ds lkFk izLrqr fd;k tk ldrk gSA 

lanHkZ xzaFk lwph 

1. ^Hkkjrh; laxhr dk bfrgkl*] flag] Bkdqj t;nso ¼2010½] f}rh; laLdj.k] fo'ofo|ky; izdk'ku] okjk.klh] i`0la0 279&285 

2. ^izse&jlk;u ,oa laxhr&ehekalk*] 'kekZ] izseyrk ¼2002½] izFke laLdj.k] jk/kk ifCyds'kUl] ubZ fnYyh] i`0la0 260 

3. l^jl* laxhr] nhf{kr] iznhi dqekj ¼2016½] r`rh; laLdj.k] fd'kksj fo|k fudsru izdk'ku] okjk.klh] i`0la0 24 

4. Hkkjrh; laxhr ok|] feJ] MkW0 ykyef.k ¼2011½] pkSFkk laLdj.k] Hkkjrh; KkuihB izdk'ku] ubZ fnYyh] i`0la0 11&12 

5. ukV~;'kkL= ¼iqueqZfnzr½] prqFkZ [k.M] Hkjreqfu ¼2006½] f}rh; laLdj.k] vksfj,.Vy baLVhV~;wV ifCyds'kUl] cM+kSnk] i`0la0 
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yksd laxhr es vou) ok|ksa dh Hkwfedk o fujarjrk &Þ,d v/;;uß 
Akshita Bajpai, Research Scholar 

Prof. Gaurang Bhavsar, Research Guide  
 Department of Tabla  

Faculty of Performing Arts,  
The Maharaja Sayajirao University of Baroda, Vadodara 

lkj&la{ksi 'kks/k lkj& çLrqr 'kks/ki= ds ek/;e ls 'kks/kkFkhZ }kjk Þyksd laxhr es vou) ok|ksa 

dh Hkwfedk o fujarjrk&,d v/;;uß fo"k; ls lacfU/kr lEiw.kZ tkudkjh dks çLrqr djus dk 

fouez ç;kl fd;k x;k gSA yksd laxhr es vou) ok|ksa dh Hkwfedk ,oa fujarjrk dks fulansg 

ns[kk tk ldrk gSA çkphu dky ls gh ekuo us viuh vfHkO;fä dk ek/;e xk;u] oknu o 

uR̀; dks gh ekuk gSA yksd laxhr Hkkjrh; thou dk vfHkUu vax gS] tks ekuo ân; ds Hkkoksa 

ls tqM+k gqvk gS rFkk ftldk lt̀u ekuo psruk ds vk/kkj ij gqvk gSA xhr laxhr es y; 

dh çeq[krk gksrh  gS] ftlds fy, ok|ksa dh vko';drk gqbZ] blh vko';drk ds QyhrkFkZ 

yksd laxhr es ok|ksa dk ç;ksx çkjEHk gqvk] ftlds lk{; çkphu dky ls ikSjkf.kd xkFkkvksa es 

çkIr gksrs gSA tSls&f'ko dk Me:] —".k dh ckalqjh o fo".kq dk 'ka[k bR;kfnA bUgh lk{;ksa o 

vk/kkjHkwr rF;ksa ds ek/;e ls 'kks/kkFkhZ }kjk vou) ok|ksa dh fujarjrk ij çdk'k Mkyus dk 

ç;kl fd;k tk jgk gSA 

eq[; “kCn & vou)] yksdlaxhr] laL—fr] y;] ok|;a=] 'kkL=h;] rU;korZue   

Hkwfedk&yksd dyk tuekul dh dyk gSA 

ftldk vfLrRo ekuo dh lkaL—frd tM+ksa ls 

tqM+k gqvk gSA yksd dyk;sa vius {ks=ksa dh 

fo'ks"krkvksa dk çfrfcac gksrh gS] tks ns'k lekt 

laL—fr dh ifjfLFkfr;ksa ls tqM+h jgrh gSa rFkk 

bues yksd dY;k.k dh Hkkouk fufgr gksrh gSA 

yksd dyk,a gh tuekul dks viuh laL—fr 

ijEijkvksa ls tqM+s jgus ds fy, çsfjr djrh 

gS] vkSj lekt ls tqM+s lHkh jhfr&fjoktksa] 

rht&R;ksgkj] /kkfeZd vuq"Bkuksa o laLdkjksa dks 

ijEijkxr :i ls ih<+h&nj&ih<+h tksM+rh 

jgrh gSaA yksd dykvksa es yksd xhr] yksd 

uR̀;] yksd ukVî rFkk vU; yksd fo/kkvksa dk 

lekos'k gksrk gSA Hkkjr cgqjaxh çfrHkkvksa ls 

lEiUu ,d fo'kky ò{k gS tks viuh laL—fr] 

ijEijkvksa o fojklr dks vius ewy es latks, 

gq, gSA vkSj ftldh fofHkUu 'kk[kkvksa ls ekuo 

dks vfojy Qy çkIr gksrs jgrs gSA çkjEHk ls 

gh ekuo dk ân; ç—fr o thou lkSan;Z ds 

 
1- _Xosn@iq#"k lwä&10@'yksd&14@ì"B&75 

çfr vkdf"kZr jgk gS] tSls&tSls ekuo laL—fr 

dk fodkl gqvk oSls& oSls vius Hkkoksa o 

fopkjksa dks Li"V o çdV djus ds fy, 

yksdlaxhr dk fodkl gqvk A yksdlaL—fr o 

yksdlaxhr dk lEcU/k –<+ gS rFkk bls vyx 

djuk vlaHko gSA dksbZ Hkh lkekftd vuq"Bku 

;k mRlo yksdlaxhr ds fcuk viw.kZ çrhr 

gksrk gSA yksdlaxhr lkaL—frd ijEijkvksa dks 

thfor j[krk gSA yksd 'kCn laL—r Hkk"kk ds 

^^yksd /kkrq esa /kTk çR;; yxkus ij çkIr gksrk 

gSA _Xosn ds iq:"klwä esa yksd 'kCn dk 

ç;ksx ^thoß rFkk ÞLFkku ds fy, nksuksa vFkksaZ 

esa ç;qä fd;k x;k gSA  

ukH;ka vklhnUrfja{ka 'kh.kkZs |ks% leorZr A 

inH;ka HkwfefnZ'k Jks=kRFk yksdk¡ vdYi;u~ ॥ 1
 

vkpk;Z Hkjreqfu }kjk ukVî'kkL= ds pkSngosa 

v/;k; esa vusd ukVî/kehZ rFkk yksd/kehZ 

ço`fÙk;ksa dk mYys[k fd;k gS] rFkk egf"kZ Hkjr 
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us dgk gS fd tks dqN Hkh 'kkL= esa fufgr gS] 

og lc Þyksdß ls fy;k x;k gSA
2
 Hkkjrh; 

laxhr dh 'kk[kk,¡ nks Hkkxks es foHkä gS] çFke 

yksdlaxhr ,oa f}rh; 'kkL=h; laxhrA ;g 

LorU= gksrs gq, Hkh ,d&nwljs dh iwjd gSaA 

'kkL=h; laxhr dks yksdlaxhr dk fodflr 

:i ekuk tkrk gSA yksdlaxhr lgt o ljy 

gksus ds dkj.k tuekul dks vkdf"kZr djrk 

gSA fHkUu&fHkUu voljksa ij fofHkUu 

vfHkO;fä;ksa dks çdV djus ds fy, 

yksdlaxhr esa 'kkL=h; laxhr dh Hkkafr 

vufxur ok|;a= dk ç;ksx fd;k tkrk gS 

ftues rr~] lqf"kj] ?ku o vou) ok| vkrs gSA 

;g fo"k; vou) ok| ls lacfU/kr gS] blfy, 

fo"k; dh e;kZnk dks /;ku es j[krs gq, ;gk¡ 

yksdlaxhr ds vou) ok|ksa dh gh ppkZ dh 

tk,xhA yksd laxhr es eq[; :i ls ç;qä 

gksus okys vou) ok|ksa es Me:] MqxMqxh] 

[katjh] pax] <ksy] <ksyd] gqMqDdk] uxkM+k] 

uky vkSj nekek dk o.kZu çLrqr fd;k x;k 

gSA 

Me:& Me: dk 

lEca/k fo'ks"k :i 

ls Hkxoku f'ko ls 

ekuk tkrk gS] 

Hkxoku 'kadj ds 

Me: ls O;kdj.k 

ds pkSng lw= 

¼'kCn½ fudys Fks 

ftls f'ko us rkaMo uR̀; ds lkFk ç;ksx ¼oknu½ 

fd;k FkkA blds nksuksa vksj ds eq[k peM+s ls 

e<+s jgrs gSa] ftUgsa vkil esa lwr dh Mksjh ls 

dl fn;k tkrk gSA chp dk Hkkx iryk gksrk 

gS] ekuks dVksfj;ksa ds i`"B&Hkkx vkil esa tksM+ 

fn, x, gksaA Me: ds chp ds fgLls esa nks 

jLlh;k¡ yVdk nh tkrh gS ftlds Nksj ij 

 
2
- laxhr fo'kkjn@clar@i`"B&374 

3
-fojfpr% laxhr edjan@ laxhr/;k;@ prqFkZikn@ 'yksd&9&10@ 

i"̀B&22 

xk¡B xkaB ck¡èk nh tkfr gSA bls {kSfrt fLFkfr 

esa lhèks gkFk ds vaxwBs vkSj maxfy;ksa ds chp esa 

idM+dj  viuh dkykÃ vkSj ck¡g  dks fLFkj 

j[krs gq, rsth ls nk,¡ ls ck,¡ ?kqek;k tkrk gS 

ftlds dsaæ esa caèkh gqÃ xkaB okyh jfLl;ksa ij 

iM+us okys dsUæizlkjd ¼centrifugal force½ 

cy ds dkj.k jfLl;k¡ nksuksa vkSj e<+s  gq, 

peM+s dh f>fYy;ksa ls Vdjkrh gSaA] rks 

^MxMx&MxMx^ dh /ofu fudyrh gSA çkphu 

dky esa bls ^<Ddk^ ok| dgrs Fks ftldk 

o.kZu ukjn—r laxhr edjan ds 'yksd es çkIr 

gksrk gSA
3
 orZeku es Me: dk ç;ksx 

yksdlaxhr esa de] ijUrq uV ;k tkuojksa dk 

[ksy fn[kkus okyksa }kjk vf/kd fd;k tkrk gSA 

Me: ds NksVs Lo:i dks ^MqxMqxh^ vkSj cM+s 

:i dks ̂Ms:^ dgrs gSaA orZeku es bldk oknu 

euksjatu ds fy, yksd laxhr ds vou) ok|ksa 

ds :i es gks jgk gSA 

MqxMqxh&^MqxMqxh^ 

;k ̂ fMefMeh^ Me: 

dk NksVk Lo:i 

dgykrk gSA 

ftldk o.kZu 

ukjn—r laxhr 

edjan ds 'yksd es 

çkIr gksrk gSA
4
 

yxHkx ,d ckfy'r vkdkj dk ;g ok| nksuksa 

vksj ls ¼nksuksa eq[kksa ij½ peM+s ls e<+dj cuk;k 

tkrk gS] chp dk fgLlk iryk gksrk gS] ftlesa 

nks xk¡Bnkj jLlh yVdh jgrh gSA bls ,d 

gkFk ls idM+dj Me: dh rjgk ctk;k tkrk 

gSA orZeku es bldk oknu euksjatu ds fy, 

yksd laxhr ds vou) ok|ksa ds :i es gks jgk 

gSA  

[katjh& ^[katjh^ es MQyh dh Hkkafr ,d ?ksjs 

esa rhu ls pkj tksM+h >k¡> ¼yksgs ds ?kqax:½  

4
- ukjn fojfpr% laxhr edjan@ laxhr/;k;@ prqFkZ 

ikn%@ 'yksd&11@ì"B&22 
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yxs gksrs gSaA ;g peM+s 

ls e<+h gksrh gS] bldk 

oknu eq[;rk pax ok| 

dh rjg gkFk ls Fkki 

ns dj fd;k tkrk gSA 

bls pax dk NksVk 

Lo:i ekuk tkrk gSA pax ¼M¶½ pkj vaxqy 

pkSM+s ydM+h ds xksy ?ksjs ij ,d vksj peM+s 

ls e<+k gqvk ;g pØkdkj ok| lksyg vaxqy 

ls chl vaxqy ds O;kl dk gksrk gSA
5
 bls ck,¡ 

gkFk ls idM+dj ân; ds ikl j[kdj nkfgus 

gkFk ls Fkki ns dj ctk;k tkrk gSaA blds 

NksVs Lo:i dks ^MQyh^ ;k ^<iyh^ dgrs gSa]  

cM+k Lo:i ^MQ^] ^<i^ ;k ^pax^ dgykrk gSA 

laxhr jRukdj ds vuqlkj pax o [katjh çkphu 

>Yyjh dk vk/kqfud Lo:i gSA
6
  

<ksyd& laxhr'kkL=ksa ds fofHkUu erksa ds 

vuqlkj <ksyd 

o <+ol çkphu 

vou) ok| 

djVk dk 

vk/kqfud Lo:i 

gS] ftldk 

o.kZu laxhr 

edjan] laxhr 

jRukdj] laxhr 

le;lkj vkfn xzaFkksa es çkIr gksrk gSA
7
 <ksyd 

dk fuekZ.k fot;lkj dh ydM+h ls fd;k tkrk 

gS] <ksyd pkSchl ;k bDdhl vaxqy dk gksrk 

gS] bldh ifjf/k pkyhl vaxqy gksrh gSA <ksyd 

ds nksuksa eq[kksa ij p<+ko dh jhfr ls rhu&rhu 

rk¡r ds rkj ck¡/ks tkrs gSa rFkk nksuksa eq[kksa ij 

yksgs ds dM+s yxkdj mUgsa dksey peM+s ls 

yisV fn;k tkrk gS] bu dM+ksa esa pkSng&pkSng 

 
5
- laxhr fo'kkjn@clar@ì"B&383 

6
- rky ok| ifjp;@tequk çlkn iVsy@ì"B&56  

7
- rky ok| ifjp;@tequk çlkn iVsy@ì"B&58  

8
- rky ok| ifjp;@tequk çlkn iVsy@ ì"B&59   

9
- laxhr fo'kkjn@clar@ì"B&385  

Nsn djds nksauks eq[k dks <ksy dh Hkkafr e<+ 

fn;k tkrk gSA bu lHkh Nsnksa ds chp&chp ds 

Nsnksa dks NksM+dj mls dlus ds fy;s pe<+s dh 

iêh yxkbZ tkrh gSA igys dh gh Hkkafr mlds 

[kkyh fNæksa esa fQj irys peM+s dh iêh yxk;h 

tkrh gS ftlls ,d rhu vaxqy pkSaM+h peM+s 

dh iêh ck¡/kh tkrh gS gkFk esa idM+dj 

oknu&fØ;k djrs gSaA ftlds ikVk{kj 

frfjfd&frfjfd ekus tkrs gSA
8  <ksyd dk 

ç;ksx eq[; :i ls fL=;ksa }kjk ekaxfyd ioksaZ] 

yksdxhrksa o fookg xhrks ds fy;k fd;k tkrk 

gSA <ksyd dks <ksy dh iq=h Hkh dgk tkrk 

gSA
9
   

gqMqDdk&bls 

^gqMqd^ ;k 

^gqMqdh^ Hkh 

dgk tkrk 

gSA çkphu 

xzUFkksa esa 

gqMqDdk dks 

^Me:^ 

ifjokj ds nks 

eq[kh ok| dks 16 vaxqy yEck crk;k x;k gS] 

tks chp esa dqN iryk gksrk gSA peM+s ls e<+s 

gq, nksuksa eq[k dk O;kl vkB&vkB vaxqy gksrk 

gS] ftls peM+s dh ifê;ksa ls e<+k tkrk gSA 

blesa nksuksa vksj Nsn djds dM+s iguk, tkrs 

gS vkSj ,d Mksjh yxkbZ tkrh gS] ftls idM+dj 

bldk oknu fd;k tkrk gSA çkphudky esa 

bl ok| dks ^i.ko^ dgk tkrk FkkA
10
 mÙkj 

Hkkjr esa fo'ks"k :i ls dqekÅ¡ rFkk x<+oky ds 

igkM+h bykdksa esa bldk cgqr çpkj 

gSA^gqMqDdk^ dks da/ks ds ck¡bZ vksj yVdk dj 

lh/ks gkFk ls ctk;k tkrk gSA bl ok| dk 

10
- Hkkjrh; laxhr dk bfrgkl@Bkdqj t;nso 

flag@ì"B&178 
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o.kZu Hkjr —r ukVî'kkL=] laxhr jRukdj 

vkfn xzaFkks es çkIr gksrk gSA
11
  

u+xkM+k&;g ok| ;qxy :i es gksrk gS ftls 

uj o ukjh 

ls lacksf/kr 

fd;k tkrk 

gS ̂ uaxkM+ŝ  ds 

cM+s Hkkx dks 

^u+xkM+k^ ;k 

^uDdkjk^ 

vkSj peM+s ls 

e<+s gq, NksVs uxkM+s dks ^>hy^ vFkok ^v/kkSVh^ 

dgk tkrk gS tks çk;% /kkrq dk cuk gksrk gSA
12
 

u+xkM+s dh vkokt Hkkjh o eksVh vkSj >hy dh 

vkokt iryh gksrh gSA çkphu dky esa uaxkM+s 

dks ̂ nqanqfHk^ Hkh dgrs FksA ftldk fooj.k oSfnd 

dky es _Xosn ds 1-28-5 ea= es çkIr gksrk gS 

rFkk _Xosn ds NBs e.My es Øe ls rhu 

'yksdks es mYys[k çkIr gksrk gSA
13
 laxhr 

jRukdj ds 'yksd es Li"V :i ls crk;k x;k 

gS dh u+xkM+s dk oknu eaxy dk;Z] fot; 

mn~?kks"k vkSj nsorkvksa ds eafnj es fd;k tkrk 

gSA
14
 fo'kkydk; uaxkM+s dks ^cEc^ Hkh dgk 

tkrk gSA  

uky&;g <ksyd dh Hkkafr rky&ok| gSA 

bldk chp dk Hkkx u cgqr mHkjk gqvk gksrk 

gS vkSj u gh  cgqr nck gqvk gksrk gS A uky 

ds nksuksa eq[k peM+s ls e<+s gksrs gSa] tks Mksjh 

;k isap ls dls jgrs gSaA vktdy blesa ^LØw^ 

¼isap½ yxk, tkrs gSaA bl ok| ij <ksyd vkSj 

rcys ds cksy vklkuh ls ctk, tk ldrs gSA 

egkjk"Vª ds yko.kh&xk;u esa bldk lokZf/kd 

ç;ksx fd;k tkrk gSA
15
 bldk o.kZu dqN 

çkphu xzUFkksa esa Hkh çkIr gksrk gSA ftuesa  

 
11- rky ok| ifjp;@tequk çlkn iVsy@ì"B&59 
12- laxhr fo'kkjn@clar@ì"B&385 
13- Hkkjrh; laxhr dk bfrgkl@Bkdqj t;nso 

flag@ì"B&30 
14- Hkkjrh; laxhr dk bfrgkl@Bkdqj t;nso 

flag@ì"B&176 

ekulksYykl] 

laxhr&jRukdj 

rFkk 

laxhrle;lkj 

eq[; gSaA bu 

xzUFkksa ds vuqlkj 

;g çkphu lsYyqdk ok| dk vk/kqfud Lo:i 

ekywe gksrk gSA
16
 blds ck;sa eq[k dks gkFk ls 

rFkk nkfgus eq[k dks dqMqi ds leku 'kadq ls 

ctkuk pkfg;sA uky ds ck;sa eq[k ls >sadkj 

rFkk nkfgus eq[k ls /ksadkj dh /ofu fudyrh 

gSA blds nksuksa eq[k 10&10 vaxqy ds gksrs gSaA 

ftu ij rtZuh ds leku eksVs csy ds dM+s p<+s 

gksr gSaA bu dM+ksa esa 6&6 Nsn gksrs gSa] ftuesa 

Nky dk Mksjk cukdj xk¡B yxkrs gSaA nksuksa 

eq[k dks dksey peM+s ls e<+k tkrk gSaA 

nekek& ;g 

mÙkjk[kaM dk 

çeq[k yksd 

ok| ftldk 

ç;ksx çR;sd 

/kkfeZd o 

lkaL—frd 

mRloksa esa 

fd;k tkrk gSA çkphu xzaFk laxhr&jRukdj ds 

vuqlkj fulku ¼fulk.k½ dk¡ls] rk¡cs vFkok yksgs 

dk cuk gqvk ok| gSA tks Øe'k% mÙke] e/;e 

vFkok v/ke ekuk tkrk gSA blds isans esa dk¡lk 

Hkjk gksrk gSA rFkk eq[k HkSals ds peMs+s ls e<+k 

gksrk gSA
17
 bldk eq[k cM+k rFkk isank NksVk 

gksrk gSA ;g peM+s yxs gq, nks dks.kksa ls ctk;k 

tkrk gSA bldk –<+ 'kCn Hkh:vksa dks ngykus 

okyk rFkk ohjksa dks jksekafpr djus okyk gksrk 

gSA çkphu fulku ok| ls feyrk tqyrk ok| 

15- laxhr fo'kkjn@clar@ì"B&385 
16- rky ok| ifjp;@tequk çlkn iVsy@ì"B&66 

17
- laxhr eSxthu@Hkkjrh; ok| vad@y{eh ukjk;.k 

xxZ@ì"B&97 
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nekek FkkA ;g nqUnqfHk tkfr dk ok| gS] 

fulku dk ç;ksx eq[; :i ls ;q) LFky esa 

gh gksrk FkkA
18
  

fu"d"kZ&yksd&laxhr esa ç;qä gksus okys lHkh 

ok|;a= gekjh laL—fr dh /kjksgj gS] ftlds 

}kjk ekuo vius ân; dh vfHkO;fä dks çdV 

djrk gSA yksdok|ksa ds ek/;e ls g"kZ&'kksd 

bR;kfn dh vfHkO;atuk ljyrkiwoZd Li"V 

gksrh gSA le; dh foMEcuk ls vusd yksdok| 

yqIr gks pqds gS o mu ok|ksa ds oknd vc 

gekjs chp ugha gSA dqN yksdok| 'kkL=h; 

laxhr dh Js.kh esa vk x, vkSj çpfyr gksrs 

x,A yksd laxhr ekuo thou dk laxhr gS 

ftlds }kjk ân; dh Hkkoukvksa dks ckgj 

fudyus dk ekSdk feyrk gS laxhr dyk ds 

ckjs esa dqN fu;e cuk, x, vkSj mls ,d 

O;oLFkk nh xbZ rks og laxhr&dyk dk 

fl)kUr dgyk;kA laxhr ds bUgh fl)kUrksa 

dks _f"k eqfu;ksa vkSj vkpk;ksaZ us vius&vius 

xzaFkksa }kjk çLrqr fd;kA tSls&^ukjnh; lafgrk^] 

Hkjr —r ^ukVî'kkL=^] ukjn —r laxhr 

edjan] 'kkjax nso —r ^laxhr jRukdj^ ,oa 

vgkscy }kjk jfpr ^laxhr ikfjtkr^ bR;kfnA 

yksd laxhr Hkkjrh; thou dk ,d ,slk Hkkx 

gS tks euq"; ds lq[k vkSj nq%[k dh Hkkouk] 

laLdkj vkSj ioZ ds lkFk tqM+k gqvk gSA vuqHkwfr 

ds vk/kkj ij gh yksd laxhr dk lt̀u gqvk 

gSA ,sfrgkfld mrkj&p<+ko o fofHkUu laL—

fr;ksa ds esy tksy ls yksd laxhr vkSj 'kkL=h; 

laxhr esa le;&le; ij vusd ifjorZu gq, 

gSa tks Hkfo"; esa Hkh gksrs jgsaxsA yksd laxhr es 

fofHkUu ok|ksa dks ns[kk tkrk gS ftles rr~ 

ok|] ?ku ok|] lqf"kj ok|] vou) ok|A ;gk¡ 

ppkZ vou) ok|ksa dh fujarjrk ds fo"k; es 

gks jgh gS] 'kks/kkFkhZ }kjk çLrqr 'kks/k i= es ;g 

Li"V djus dk ç;kl fd;k x;k gS dh lHkh 

vou) ftudk ç;ksx yksdlaxhr es gks jgk 

gSaog lHkh vfr çkphu dky ls fujarj ns[ks 

tk ldrs gS] yksd laxhr es ç;qä çR;sd 

vou) dk o.kZu vfr çkphu dky ls çkIr 

gksrk vk;k gSA osn] iqjk.k] mifu"kn] egkdkO; 

ls ysdj orZeku rd Lo:i o uke ds 

vufxur ifjorZuks ds lkFk ç;ksx fd;k tk 

jgk gSA 
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Abstract: Alzheimer's disease (AD) is a progressive neurological disorder that 

primarily affects older adults, although it can occur in younger individuals as well. It's 

the most common cause of dementia, which is a decline in cognitive function and 

behavioural abilities severe enough to interfere with daily life. In India, it’s a 

significant public health concern. India has over 4 million people living with 

Dementia, and this number is expected to rise substantially in the coming decades due 

to factors such as increasing life expectancy and changes in lifestyle. 

While there is no cure for AD, there are several treatments like Cognitive Stimulation 

therapy (CST), Medication, Physical exercise, Reminiscence Therapy, Occupational 

Therapy, etc. available that can help in managing symptoms and can slow down the 

progression of the disease, particularly if it’s diagnosed early.  
In the realm of the numerous treatments for AD, Music therapy stands out as a 
particularly promising non pharmacological intervention due to its multifaceted 
benefits. This research paper is thoroughly assessing the efficacy of music therapy in 
managing Alzheimer’s Disease by examining existing literature and research 
investigations.. 
Key Words: Alzheimer’s Disease, Music therapy, Dementia, Cognitive function  

Introduction 

Alzheimer's disease (AD), is a 
neurodegenerative disorder that 
predominantly afflicts older adults 
and leads to cognitive deterioration, 
memory loss, and behavioural 
changes that have sparked interest in 
non-pharmacological approaches to 
enhance the well-being of those 
affected. It's the most common cause 
of dementia1. The symptoms of 
Alzheimer’s Disease is not fully 
understood, but it’s believed to 
involve a combination of genetic, 
environmental, and lifestyle factors. 
One of the hallmarks of Alzheimer’s 
disease is the accumulation of 

 
1 Dementia is an umbrella term used to describe 
a range of symptoms associated with a decline in 

abnormal protein deposits in the 
brain, including beta-amyloid plaques 
and tau tangles, which disrupt 
communication between brain cells 
and lead to their eventual death. 

Treatment for AD typically involves a 
combination of pharmacological and 
non-pharmacological approaches 
aimed at managing symptoms, 
slowing disease progression, and 
improving quality of life. Here are 
some key aspects of treatment: 

1. Medications:  
Several medications are approved 
to treat cognitive symptoms of 
Alzheimer's: 

cognitive function and memory that is severe 

enough to interfere with daily life. 



ISSN-2348-5892       Effectiveness of Music Therapy for Alzheimer's Disease Sangitika 
                

84 
 

a) Cholinesterase inhibitors (such 
as donepezil, rivastigmine, 
galantamine): These drugs work 
by boosting levels of a 
neurotransmitter involved in 
memory and judgment. 

b) Memantine: This medication 
regulates glutamate, another 
neurotransmitter involved in 
learning and memory. 

2. Symptom Management: 
Treatment also includes managing 
behavioral and psychological 
symptoms, such as agitation, 
depression, and sleep 
disturbances. This may involve 
medications or behavioral 
interventions. 

3. Supportive Therapies other 
than Music therapy: 

a) Occupational Therapy: Helps 
individuals maintain 
independence in daily activities. 

b) Speech Therapy: Can assist with 
communication problems. 

c) Music Therapy: Music therapy is 
an increasingly recognized and 
utilized approach in the treatment 
and management of Alzheimer's 
disease. It involves using music-
based interventions to address 
cognitive, emotional, social, and 
behavioral symptoms associated 
with the disease. 

d) Physical exercise: Regular 
physical activity has been shown 
to have cognitive benefits and 
improve mood. 

e) Social engagement: Remaining 
socially active can help maintain 

cognitive function and emotional 
well-being. 

4. Caregiver Support: Alzheimer's 
can place a significant burden on 
caregivers. Support groups, respite 
care, and education about the 
disease can help caregivers 
manage stress and provide better 
care. 

5. Clinical Trials: Research into 
new treatments and medications is 
ongoing. Participation in clinical 
trials may offer access to 
experimental treatments and 
contribute to advancing 
knowledge about the disease. 

6. Lifestyle Modifications: 
Adopting a healthy lifestyle, 
including a balanced diet, regular 
exercise, and mental stimulation, 
may help support overall brain 
health. 

7. Advance Care Planning: As 
Alzheimer's is a progressive 
disease, it's important for 
individuals and families to discuss 
and plan for future care 
preferences, including legal and 
financial matters. 

It's essential for individuals with 
Alzheimer's disease and their 
caregivers to work closely with 
healthcare professionals to tailor a 
treatment plan that addresses their 
specific needs and challenges. Early 
diagnosis and intervention are key to 
managing symptoms and improving 
outcomes. 

The use of music as a therapy among 
a non-pharmacological interven-tions 



ISSN-2348-5892       Effectiveness of Music Therapy for Alzheimer's Disease Sangitika 
                

85 
 

to treat this condition has exhibited 
encouraging outcomes like 
enhancement of cognitive abilities, 
emotional health, and overall quality 
of life in individuals diagnosed with 
dementia. Music therapy 
interventions work because of the 
captivating effect that music has on 
emotions, cognition, and 
interpersonal relationships. In support 
of this analysis, a comprehensive 
review of the literature focusing on 
studies that highlight the benefits of 
music therapy in the treatment of 
Alzheimer's disease has been covered 
further. The decision to prioritize 
music therapy treatment for 
individuals with Alzheimer's disease 
is influenced by the points associated 
with this condition. Several important 
factors contribute to the reasoning 
behind selecting this group of patients 
for music therapy interventions:-  

I. Significance of Alzheimer's 
disease- Alzheimer's disease is a 
global public health concern, 
affecting millions of individuals 
and their families. It is the most 
common cause of dementia that is 
characterize by the progressive 
loss of brain cells, resulting in 
psychosis, cognitive impairment, 
and functional decline. Patients 
often experience memory loss, 
confusion, disorientation, 
communication difficulties, and 
personality changes. The 
emotional and financial burden on 
patients and caregivers is 
immense, and searching for 

effective treatments and 
interventions is increasingly 
important.  

II. Music Therapy as a method of 
treatment therapy is a well-
established, evidence-based 
approach that utilizes music to 
address the physical, emotional, 
cognitive, and social needs of 
individuals. It offers a non-
pharmacological and holistic 
approach to enhancing the quality 
of life for people who are suffering 
from Alzheimer's disease. The 
therapeutic value of music has 
been recognized for centuries. 
Even at the expense of traditional 
communication and arrangement, 
it can engage individuals at 
various level of consciousness. 
Music has provided solace and 
moments of clarity for the ones 
suffering from this, underscoring 
the critical role it can play in 
enhancing their well-being. 

III. Emotional Resonance- Music has 
a unique ability to evoke emotions, 
memories, and connections in 
individuals with Alzheimer's 
disease. The emotional resonance 
of music can help patients express 
themselves, reducing feelings of 
isolation and frustration. Music 
Therapy can encourage the 
development of profound 
emotional connections, offering a 
sense of dignity and self-identity 
to individuals with Alzheimer's. 

IV. Cognitive Stimulation- The 
cognitive benefits of music 
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therapy in Alzheimer's patients are 
well-documented. Music engages 
various brain regions, stimulating 
memory, language, and problem-
solving skills. It can facilitate 
reminiscence and support 
cognitive function, improving 
overall cognitive well-being. I am 
excited about the potential for 
music therapy to provide 
meaningful cognitive stimulation 
for my future patients. 

V. Improved Quality of Life- Music 
therapy has the potential to 
improve the overall quality of life 
for Alzheimer's patients. It can 
reduce agitation, anxiety, and 
depression while enhancing social 
interaction and communication.  

Efficacy of Music Therapy in 
Alzheimer's Treatment- Several 
studies have demonstrated the 
positive impact of music therapy on 
various aspects of Alzheimer's 
disease. For instance, Simmons-Stern 
et al. conducted a randomized 
controlled trial with a sample of 50 
Alzheimer's patients, assessing the 
effects of a 12-week music therapy 
program. The study found that 
participants in the music therapy 
group showed significant 
improvements in verbal fluency and 
mood compared to the control group.2 
This suggests that music therapy can 
have a positive effect on cognitive and 
emotional functions in individuals 

 
2 Simmons-Stern et al. 2012 
3 Simmons et al. 2017 

with Alzheimer's disease. Numerous 
researches have also shown how 
music therapy improves memory and 
cognitive function in Alzheimer's 
patients. In other research work, 
Simmons et al. discovered that 
frequent music therapy greatly 
enhanced cognitive performance in a 
randomized controlled experiment 
including 100 Alzheimer's patients.3 

Similarly, Guétin et al. conducted a 
study examining the effects of music 
therapy on the behavioural and 
psychological symptoms of dementia 
(BPSD) in elderly patients with AD. 
The results indicated a significant 
reduction in agitation and anxiety 
levels among participants who 
received regular music therapy 
sessions. Moreover, the study 
highlighted the importance of 
personalized music interventions 
tailored to the individual's preferences 
and background, emphasizing the role 
of familiarity and emotional 
resonance in enhancing the 
therapeutic benefits of music.4  

Bielawa's study explored the impact 
of music therapy on cognitive 
functioning in Alzheimer's patients. 
The results indicated significant 
improvements in memory recall and 
cognitive processing speed in the 
music therapy group compared to the 
control group. This study highlights 
the potential cognitive benefits of 

4 Guétin et al. 2009 
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music therapy in Alzheimer's 
treatment.5  

The study by Gómez-Gallego et al. 
investigated the effects of a long-term 
music therapy program on 
behavioural and psychological 
symptoms in Alzheimer's patients. 
The results demonstrated a significant 
reduction in agitation, aggression, and 
depressive symptoms among 
participants in the music therapy 
program. The study underlines the 
potential of music therapy in 
managing challenging behaviours 
associated with Alzheimer's disease.6  

Raglio et al.'s multicentre randomized 
controlled trial examined the effects 
of active music therapy and 
individualized listening to music on 
dementia. The results showed that 
both interventions were effective in 
reducing cognitive decline and 
improving the quality of life in 
patients with Alzheimer's. This study 
provides evidence for the efficacy of 
music therapy in dementia care.7  

While not specific to Alzheimer's 
disease, Sarkamo et al.'s study on 
stroke patients demonstrates the 
cognitive benefits of music therapy. 
Music listening enhanced cognitive 
recovery and mood in stroke 
survivors, suggesting that music 
therapy may have similar effects on 

 
5 Bielawa, J. 2016 
6 Gómez-Gallego et al. 2020 
7 Raglio et al. 2015 
8 Sarkamo et al. 2008 

Alzheimer's patients, particularly in 
terms of cognitive function.8 

Furthermore, Vink et al. reviewed 15 
randomized controlled trials 
investigating the efficacy of music 
therapy in Alzheimer's patients. The 
meta-analysis revealed a moderate 
effect size for the overall 
improvement in cognitive function, 
mood, and social interaction by 
following with music therapy 
interventions. The authors 
emphasized the need for further 
research to explore the specific 
mechanisms through which music 
therapy exerts its therapeutic effects 
on cognitive and emotional domains 
in Alzheimer's disease.9  

While the existing literature 
demonstrates the potential benefits of 
music therapy for Alzheimer's 
patients, some studies have reported 
mixed or inconclusive results. For 
instance, Raglio et al. conducted a 
systematic review of 18 studies on the 
effects of music therapy in dementia 
patients, including those with 
Alzheimer's disease. The review 
suggested that while music therapy 
interventions results in positive 
effects on mood and emotional well-
being, the evidence for significant 
improvements in cognitive function 
was limited10, that highlights the need 
for more robust research designs and 

9 Vink et al. 2013 
10 Raglio et al. 2015 
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standardized outcome measures to 
assess the true efficacy of music 
therapy in treating cognitive 
impairments associated with 
Alzheimer's disease.  

Alzheimer's sufferers' cognitive 
function and emotional regulation 
have both improved with music 
therapy. According to Smith et al., 
music therapy sessions enhanced 
participants' general emotional well-
being and decreased hostility and 
anxiety.11  

Conclusion 

The reviewed studies collectively 

provide compelling evidence for the 

efficacy of music therapy in the 

treatment of Alzheimer's disease. 

Music therapy has been proved to 

improve cognitive functioning, 

reduce behavioural and psychological 

symptoms, and enhance the overall 

quality of life for patients with 

Alzheimer's.  While the benefits of 

music therapy for Alzheimer's 

patients are promising, however some 

challenges needed to be address. One 

challenge is the need for standardized 

protocols and more extensive research 

to determine the optimal duration and 

frequency of music therapy sessions. 

In addition, training and education for 

caregivers and healthcare through this 

art form, professionals are essential to 

maximize the effectiveness of music 

therapy in clinical settings. Along 

with that, future research should also 

explore the long-term effects of music 

therapy on Alzheimer's patients, with 

a focus on maintaining and sustaining 

cognitive and emotional 

improvements. Furthermore, a better 

understanding of the neural 

mechanisms underlying the 

therapeutic effects of music in 

Alzheimer's disease will help tailor 

interventions to individual needs. 

Working with Alzheimer's patients as 
a music therapist is undoubtedly a 
rewarding endeavor, driven by an 
empathetic connection to the 
condition of the sufferers and a belief 
in the power of music to improve their 
cognitive, emotional, and social well-
being. The literature review presented 
in this article emphasizes the 
effectiveness of music therapy in the 
treatment of Alzheimer's disease. The 
therapeutic benefits of music in 
improving cognitive functioning, 
reducing challenging behaviors, and 
enhancing quality of life make it a 
valuable addition to the care and 
support of individuals suffering with 
Alzheimer's disease.

 
 
 

 
11 Smith et al.2018 
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okW;fyu dh mRifÙk o fuekZ.kdrkZ  

udqy dqekj nqcs 

ih,pñMhñ “kks/kkFkhZ 

laxhr ,oa yfyr dyk ladk;] 

fnYyh fo”ofo|ky;] fnYyh  

laf{kIr lkj& okW;fyu ftruk yksdfiz; ok| gS mruk mldh mRifÙk dks ysdj fo}kuksa esa erHksn 

gSA fHkUu&fHkUu fo}kuksa us bldh mRifÙk ds fo’k; esa vius&vius er fn;s gSA dqN fo}ku Hkkjr 

ls mRifÙk ekurs gS] dqN ;wjksi ls bldk vfo’dkj ekurs gSA bl ys[k esa blh fo’k; ij izdk”k 

Mkyk x;k gSA lkFk gh izeq[k fuekZ.kdrkZvksa ds fo’k; esa Hkh crk;k x;k ftuds okW;fyu fuekZ.k dh 

D;k&D;k fo”ks’krk Fkh vkSj og fdl izdkj okW;fyu fuekZ.k djrs FksA izLrqr “kks/k i= ds ys[ku esa 

f}rh;d L=ksrksa dk vk/kkj fy;k x;k gS iqLrd] iqfLrdk] baVjusV vkfnA QyLo:Ik okW;fyu dh 

mRifÙk vkSj fuekZ.kdrkZvksa ds ;ksxnku dks ikBdksa rd igq¡pkuk gSA 

lwpd 'kCn& okW;fyu] fuekZrk] jko.kgRFkk] /kuq’kkdkj] dks.k] ra=h ok|] mRifÙkA 

    okW;fyu dh mRifÙk dk irk yxkuk ,d 

dfBu dk;Z jgk gSA okW;fyu dk fodkl ,d 

vR;Ur /kheh izfØ;k ls xqtjk gSA ftlds 

Øfed fodkl esa fofHkUu ok| Lo:iksa us blds 

fuekZ.k eas ;ksxnku fn;k gSA okW;fyu esa dbZ 

ok|ksa dh fo”ks’krkvksa dk lekos”k ns[kk tk 

ldrk gS tks bls lqUnj oknu ;ksX; lEiw.kZrk 

iznku djrs gSaA bls ok|ksa dk jktk Hkh dgk 

tkrk gS blds Åij xk;u rFkk oknu nksuksa 

vaxksa vFkok “kSyh ls oknu djuk lEHko gSA 

   vkfn dky ls gh ra=h ok|ksa ds mYys[k 

vkSj lk{; feyrs gSA Hkjrdr̀ ukV~; “kkL= esa 

vusd oh.kkvksa dk o.kZu o mYys[k izkIr gksrk 

gS ftlesa /kuq’kkdkj ls] xt ;k dks.k ls ctus 

okyh oh.kk dk lcls igyk egRoiw.kZ lk{; 

tks Hkkjr esa izkIr gqvk og NBh “krkCnh bZñ 

dh vtark xqQk la[;k&5 dh ,d ewfrZ ls izkIr 

gksrk gSA blh izdkj nf{k.k Hkkjr esa fpnEcje~ 

ds izfl) uVjkt efUnj ¼9oha bZñ½ esa ,d ewfrZ 

gS tks okW;fyu ds ;wjksfi; Lo:Ik ls 

feyrh&tqyrh gSA ;g okW;fyu ds vkdkj esa 

NksVh okW;fyu ewfrZ bl uVjkt eafnj ds 

fr:foyk;ny iq:e dks n”kkZus okys iSuy esa 

mdsjh xbZ gSA xt ls ctus okys ok|ksa dh 

 
1-psEclZ bulkbDyksihfM;k  

mRifÙk ds fo’k; esa ÞQsfVl tkWu czkWMgkmlÞ 

vkSj ,Q-MCY;w- xSfYiu dk er gS fd budk 

mn~xe LFkku Hkkjr gSA MkWñ ,-,e- ehj oFkZ 

fQMy ckW dks Hkkjr dk Lons”kh ok| ekurs gSA 

dSIVu Ms dk dguk gS fd /kuq’k ls ctk;s tkus 

okyk lcls igyk ok| jko.kgRFkk gSA nf{k.k 

Hkkjr ds fdaXLVu laxzgky; esa laxhr ok| 

;a=ksa dh o.kkZRed lwph esa jko.kgRFkk ds 

lkFk&lkFk okW;fyu dh mRifÙk Hkkjr esa gq;h 

blds gksus dh lEHkkouk dk Hkh mYys[k gSA 

  dVZ lSDl vius }kjk fyf[kr igys ds ys[kksa 

esa xt }kjk ¼>qds gq,½ ctus okys ok| ;a=ksa 

dh mRifÙk ds laca/k esa QsfVl ls lger yxrs 

gSA pSEclZ bulkbDyksihfM;k vkSj CySd 

fMD”kujh vkWQ E;wft+d ,.M E;wft+f”k;Ul Hkh 

okW;fyu dh mRifÙk dk vk/kkj Hkkjrh; 

jko.kgRFkk ls gh ekurs gSA
1
 

jko.kgRFkk 

ok|;a= /kuq’k 

ls ctk;k 

tkrk gSA 

Li’Vrk ds fy, 

fp=&1 dks 

ns[ks&  
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   ;g ok| ftl :Ik esa cuk gqvk og vk/ks 

ukfj;y ds [kksy dk gS tks Hkhrj ls [kks[kyk 

gS vkSj cM+h fNidyh dh lw[kh [kky ls e<+k 

gqvk gS] rFkk uhps dh vksj fNnz gSA bls ,d 

xt uqek ydM+h ls ctk;k tkrk gS ftlesa 

?kksMs+ dh iw¡N ds cky gksrs gSA bldk oknu o 

iz;ksx lkekU;r% jktLFkku ds yksd laxhrdkjksa 

}kjk fd;k tkrk gSA 

    xt ls ctus okys ok|ksa dk igyk izek.k 

nloha vkSj X;kjgoha “krkCnh dh Lisfu”k 

ik.Mqfyfi;ksa esa feyrk gSA nloha “krkCnh esa 

;g ok| cgqr yEck Fkk ftldh yEckbZ ,d 

O;fDr ds cjkcj Fkh vkSj Lo:Ik ,d dkWdZ dh 

ckSry tSlk FkkA fupyk fljk dVk gqvk pkSdksj 

tSlk Fkk vkSj flj xksy Fkk ftlesa lEHkor% 

rhu [kwfV;k¡ Fkh vkSj /kuq’k v/kZo`Ùkkdkj FkkA 

bl cksry ds vkdkj dh lkjaxh dk mi;ksx 

tkWftZ;k vkSj dkdsd”k esa fd;k tkrk Fkk vkSj 

bls dksdsf”k;ku lkjaxh ds uke ls tkuk tkrk 

FkkA 

    xt ls ctus okys ok| dk nwljk Lo:Ik 

ostsUVkbu lkezkT; ls vk;k Fkk vkSj bls 

ostsUVkbu lkjaxh ds uke ls tkuk tkrk FkkA 

     csyk ¼okW;fyu½ ds vfrfjDr e/;;qx xt 

ls ctus okyk ,d ok| vkSj Fkk ftls :cscs 

;k jcsd dgk tkrk Fkk tks vjch jckc ls 

fy;k x;k FkkA ;g X;kjgoha “krkCnh esa ik;k 

x;k vkSj pkSngoha “krkCnh rd lajf{kr FkkA 

     lcls izkphu okW;fyu dbZ rRdkfyd 

iwoZtksa dh fo”ks’krkvksa dks tksM+rk gS tks yxHkx 

1500 bZñ esa jscj] iqutkZxj.k fQMy vkSj yhjk 

nk czSfd;ks vkSj okW;y tSls ok| fodflr gq, 

FksA okW;fyu esa lHkh ok|ksa ds ldkjkRed xq.kksa 

dks ns[kk tk ldrk ftu xq.kksa ds vk/kkj ij 

og okW;fyu cukA 

     tSls okW;fyu esa yhjk nk czSfd;ks dh 

eèkqj /ofu {kerk rFkk oknu ;ksX; {kerk] jscsd 

 
2
-laxhr ok| ;a= dk bfrgkl] dVZ lSDl  

dh laxfr ls lacaf/kr Js’Brk vkSj ljyrk vkfn 

dk la;kstu gksrk gS] tks vUrr% /ofu dh 

fujUrjrk] dkseyrk vkSj lèf) dks tksM+rk gSA 

   iwoZorhZ ok|ksa esa yhjk nk czSfd;ks ok| lcls 

egRoiw.kZ ok| Fkk ;g lHkh ok| /kuq’k uqek 

xt ls ctk, tkrs FksA
2
 

fp=&3 okW;fyu iwoZt jscsd] e/;dkyhu 

lkjaxh vkSj yhjk nk czSfd;ks 

Ýkalhlh led{k bls ys ok;ksykWu dgrs gSa] nksuksa 

iqfYyax fyax dk mi;ksx djrs gSaA teZuksa 

ds fy, okW;fyu ,d L=hÇyx gSA 

fp=&4 lSu fØLVksQksjks] olsZyh ds ppZ esa 

xkSMsaft;ks Qsjkjh }kjk rhu rkj okyk okW;fyu 

^n EkSMhuk vkWQ n vkWjsat Vªh* ¼1529½ 

  okW;fyu ok| lEHkor% lu~ 1550 bZñ ds 

vklikl vfLrRo esa vk;k rc okW;fyu esa pkj 
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raf=;k gksrh Fkh vkSj bls xt ds }kjk gkFk ds 

Åij j[kdj ctk;k tkrk FkkA bldks Loj ls 

Åij ik¡pos Loj ls feyk;k tkrk FkkA vuqeku 

gS fd okW;fyu ds fuekZ.k ls iwoZ blds leku 

ra=h ok|ksa ds vk/kkj ij ;g izekf.kr gks x;k 

fd okW;fyu 1550 bZñ esa vius okLrfod :Ik 

ds lkFk vfLrRo esa vk;kA
3
 

 ,d rhu rkj okys okW;fyu dk Hkh 

1508&09 ds vkl&ikl Qsjkjh esa xkjksQksyks 

Ldwy dh isafVax esa n”kkZ;k x;k gSA blesa rhu 

rkj gksrs Fks vkSj bUgsa okW;fyu Lojksa ds leku 

gh feyk;k tkrk FkkA ;g pkj rkj okys 

okW;fyu ls igys dh ih<+h dk okW;fyu ¼ok|½ 

FkkA 

     okW;fyu ds vfo’dkj dk Js; fdlh 

O;fDr ;k ns”k dks nsus dk iz;kl fujFkZd gSA 

okW;fyu dh mRifÙk ds fo’k; esa bfrgkldkjksa 

vkSj fo}kuksa esa dkQh erHksn gSA ;gk¡ rd 

okW;fyu dks iqfYyax ;k L=hfyax ekuk tk, 

bl ij Hkh erHksn gSA bVkfy;al bls 

byfovksftyks dgrs gSA 

     oSls okW;fyu ds dqN lanHkZ 1529&30 bZñ 

ds nkSjku Ýkal vkSj iksySaM esa ik, x, Fks] 

,xzhdksyk }kjk iksfy”k fQMy uked rhu rkj 

okys ok| dk lcls egRoiw.kZ o izHkko”kkyh 

;ksxnku vkSj lk{; bVyh dks fo”ks’k :Ik ls 

okW;fyu dh mRifÙk ds laca/k esa fpfUgr djrs 

gSA mÙkjh bVyh ds okW;fyu fuekZrkvksa dk 

okW;fyu ds fuekZ.k  esa fo”ks’k ;ksxnku jgk gSA 

16oha “krkCnh ds mÙkjk)Z esa okW;fyu fuekZrkvkas 

ds bVyh ?kjkus us lHkh dks ihNs dj fn;kA 

loZizFke czsf”k;k ,oa fØeksuk ls okW;fyu 

fuekZrk vk;s ,d “krkCnh ds Ik”pkr~ fØeksuk 

,SaVksfu;ks LVªsfMojh ¼1644&1737½ dks izdk”k esa 

yk;k x;k tks fd lHkh okW;fyu fuekZrkvksa esa 

egku FkkA 

 
3-Hkkjrh; laxhr esa okW;fyu dk iz;ksx egRo ,oa 

oknu] MkWñ t; izdk”k flag] i`-la-&2  

fp= la[;k&5 

     okW;fyu ls igys ds ok| ;a= dh rqyuk 

esa tks fof”k’V uohurk ikbZ xbZ gS og blds 

“kh’kZ vkSj ihB dh oØrk vkSj blds fNnzksa dh 

fo”ks’krk tks VkWi doZ dEiu QSykrk gS tks 

okW;fyu dh Vksuy xq.koÙkk dh lèf) ds fy, 

lgk;d gSA okW;fyu dk okLrqf”kYi fMtkbu 

bruh lqUnjrk vkSj rduhd ls lUrqfyr gS 

fd laxhr oknu ds le; fcuk dfBukÃ ds 

Loj dh xEHkhjrk vkSj xgurk dks izdV fd;k 

tk ldrk gSA 

Hkkjrh; laxhr esa okW;fyu dk vkxeu 

   Hkkjrh; laxhr esa okW;fyu ds vkxeu dk 

eq[; ekxZ nf{k.kh Hkkjrh; laxhr cuk] ,slk 

fo}kuksa dk er gSA ;g loZizFke ratkowj ds 

njckj esa fn[kkbZ iM+us yxk] ,slk Jh ukjk;.k 

fo- iafMr ds vuqlkj gSA ckn esa =ko.kdksj ds 

jfld laxhr izseh o laxhrK jktk Lokfr 

fr:uky us ;wjksi ls rhu okW;fyu eaxkdj 

vius laxhrfon~ o laxhrdkjksa dks vH;kl djus 

dk vkns”k fn;kA ckyqLokeh nhf{krj us ns[kk 

fd ¼1786&1858½ ratkowj esa ;wjksih; okW;fyu 

okndksa dk izHkko iM+us yxk mUgksaus okW;fyu 

oknu dyk dh fo|k izkIr dj yhA ckyqLokeh 

vkSj ofMosyq ¼1810&1847½ us fofHkUu iz;ksx 

dj bl ok| ij dukZVd laxhr dks ctkus 
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dk iz;kl fd;kA 

   Jh ih- lkEckewfrZ ds vuqlkj blls Hkh iwoZ 

okW;fyu ds isfVax eas gksus ds izek.k izLrqr 

djrs gSA nf{k.k Hkkjr esa okW;fyu ds vkxeu 

dk le; 18oha lnh ls igys dk ekurs gSaA 

   Jh d̀’.kkLokeh Hkh blh ckr ls lger gS 

fd Hkkjr esa okW;fyu dk vkxeu loZizFke 

dukZVd laxhr esa gqvkA 

   Jh ch-lh- nso Hkh okW;fyu dh mifLFkfr 

nf{k.k Hkkjr ls gh ekurs gS lkFk gh vkidk 

dguk gS fd 10oha “krkCnh esa Hkh okW;fyu 

izpyu esa FkkA 

   okW;fyu okfndk ,u- jkte~ us Hkh Hkkjrh; 

laxhr esa okW;fyu dks lfEefyr djus dk Js; 

ckyqLokeh nhf{krj dks fn;k gSA 

   QyLo:Ik ;g dgk tk ldrk gS fd nf{k.k 

Hkkjr esa okW;fyu dk iz;ksx iwoZ ls gksrk vk 

jgk gS ijUrq okW;fyu ij dukZVd laxhr dk 

izLrqrhdj.k dk Js; ckyqLokeh nhf{krj dks gh 

fn;k tkrk gSA 

   okW;fyu dk lEiw.kZ tu lkekU; esa izpkj 

djus okrs fuekZ.kdrkZvksa esa izeq[kr% mYys[kuh; 

gS&fudksyk vkekrh] czsf”k;k ds xSLikjks nk 

lkyks] ,aVksfu;ks LVSfMokjh] tSdc LVsuj 

vkfnA
4
 

okW;fyu fuekZrk&fudksyks vekrh ¼1596&1684½ 

   çHkko'kkyh Øseksuht+ okW;fyu fuekZrkvksa dh 

drkj esa fudksyks vekrh pkSFks vkSj lcls egku 

FksA muds nknk] ,afMª;k vekrh dks vk/kqfud 

okW;fyu ds vkfo"dkjd ds :i esa tkuk tkrk 

gS] vkSj muds firk] fxjksykeks us mu e‚Myksa 

dks ifj"—r fd;k] ftUgsa fudksyks us vius firk 

ds cznlZ vekrh yscy ds rgr 1620 ds 

vklikl cM+h lQyrk ds lkFk fu"ikfnr 

djuk 'kq: fd;k FkkA Iysx us 1630 esa fudksyks 

ds firk] lkFk gh muds eq[; çfr}a}h] 

 
4-xzksOl fMD”kujh vkWQ E;wft+d ,aM E;wft+f”k;u] 

LVsuyh lSMh }kjk lEikfnr] [k.M xix] ì-la-&823  

ft;ksokuh ikvksyks eSfxuh dks ekj Mkyk] 

ftlls fudksyks Øseksuht+ ijaijk esa ,dek= 

lfØ; okW;fyu fuekZrkvksa esa ls ,d cu x;k 

vkSj ok|;a=ksa dh c<+rh ekax dks iwjk djus esa 

vleFkZ gks x;kA ifj.kkeLo:i] mUgksaus çf'k{kq 

vksa dh ,d J̀a[kyk dks çf'kf{kr fd;k] ftlesa 

ckn esa ,afMª;k Xokjusjh vkSj ft;kdkseks xsukjks 

lfgr okW;fyu fuekZrkvksa dh ,d egku ih<+h 

'kkfey gqbZA gkykafd fudksyks dh nqdku esa 

dke djus dk dksbZ Li"V nLrkost ugha gS] 

ÝkalsLdks #xsjh] ,aVksfu;ks LVªkfMokjh] ft;ksokuh 

cfrLrk jkstsjh vkSj tSdc LVsuj lHkh us mudh 

'kSyh vkSj rjhdksa ds rRoksa dk Li"V :i ls 

v/;;u vkSj vuqdj.k fd;k] ftlus mUgsa 

lcls egRoiw.kZ O;fä;ksa esa ls ,d ds :i esa 

LFkkfir fd;kA  

okW;fyu cukus dh ijaijk 

   gkyk¡fd muds led{k yxHkx lHkh yksx 

midj.k dh lVhdrk vkSj foLrkj ij vf}rh; 

/;ku nsrs Fks] fudksyks rFkkdfFkr xzSaM iSVuZ 

fodflr djus ds fy, çfl) gSa] tks ,afMª;k 

vkSj fxjksykeks vekrh }kjk mi;ksx fd, x, 

e‚My ls FkksM+k cM+k gSA bldk cM+k vkdkj 

¼yackbZ esa yxHkx 35-6 lseh vkSj pkSM+kbZ 20-9 

lseh rd½ bl egku fuekZrk ds dke dh 

lqanjrk vkSj csgrjhu f'kYi dkS'ky esa o`f) 

tksM+rk gSA
5
 

,aVksfu;ks LVªkfMosjh & ,aVksfu;ks LVªkfMosjh dk 

tUe 1644 Økseksuk bVyh esa gqvk vkSj budh 

èR;q 18 fnlEcj 1737 esa gqbZA ;g ,d 

bVkfy;u okW;fyu fuekZrk Fks ftUgksaus 

okW;fyu&fuekZ.k dh dyk dks iw.kZrk ds 

mPpre f'k[kj ij igq¡pk;kA 

    1666 esa LVªkfMosjh vHkh Hkh fudksyks 

vekrh ds f'k"; Fks] tc mUgksaus vius cuk, 

okW;fyuksa ij viuk yscy yxkuk 'kq: fd;kA 

5-The History of Musical Instrument by Curt Sach  
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lcls igys ;s vekrh ds NksVs e‚Myksa dk 

vuqlj.k djrs Fks] Bksl :i ls fufeZr] xk<+s 

ihys jax ds okfuZ'k ds lkFkA 1684 esa LVªkfMosjh 

us xgjs jax ds okfuZ'k dk mi;ksx djds vkSj 

midj.k ds :i esa lw{e fooj.kksa ds lkFk ç;ksx 

djds cM+s e‚My cukuk 'kq: fd;kA muds 

^yacŝ  e‚My] 1690 ls vkt rd] midj.k ds 

vuqikr esa ,d iw.kZ uokpkj dk çfrfuf/kRo 

djrs gSa( 1700 ls dqN o"kksaZ ds fy, iqjkuh 

'kSyh esa ykSVus ds ckn] mUgksaus fQj ls vius 

e‚My dk foLrkj fd;k vkSj u;k lq/kkj fd;kA 

mUgksaus dqN cf<+;k lsyks vkSj ok;yk Hkh cuk,A 

okW;fyu cukus dh LVªkfMosjh i)fr us ckn ds 

le; ds fy, ,d ekud cuk;k( mUgksaus 

okW;fyu fczt dk vk/kqfud :Ik rS;kj fd;k 

vkSj vk/kqfud okW;fyu ds vuqikr dks fu/kkZfjr 

fd;k] bldh mFkyh c‚Mh igys ds okW;fyu 

dh rqyuk esa vf/kd 'kfä'kkyh vkSj eeZK Loj 

iSnk djrh gSA ;g yacs le; ls lkspk x;k 

Fkk fd LVªkfMosjh ds /ofud :i ls ifjiw.kZ 

okW;fyu dk jgL; muds okfuZ'k esa fNik gS] 

ftldk lw=] gkykafd cgqr cgl gqbZ] dHkh 

[kkstk ugha x;kA gkyk¡fd] vk/kqfud 'kks/k us 

dqN ,sls dkjdksa dks vyx dj fn;k gS tks 

okW;fyu ds Loj dh lqanjrk dks çHkkfor djrs 

gSaA buesa bldh ydM+h dh Åijh vkSj fiNyh 

IysVksa dh eksVkbZ vkSj] dlds daiu xq.k] 

okW;fyu dh ydM+h ds Hkhrj lw{e fNæksa dh 

fLFkfr vkSj var esa okfuZ'k dk lw= 'kkfey gSaA
6
 

X;wlsi Xokjusjh&X;wlsi Xokjusjh] okW;fyu 

fuekZrkvksa ds bl çfl) ifjokj dk lcls 

çfrf"Br lnL; ckVksZyksfe;ks X;wlsi Xokjusjh 

¼Øseksuk] bVyh] 1698&1744½ Fkk] tks ifjokj 

dk ikapoka vkSj vkf[kjh lnL;] ,afMª;k dk 

iksrk] X;wlsi ft;ksokuh cfrLrk dk csVk FkkA 

mUgsa tkslsQ Xokjusfj;l Msy xslw ds uke ls 

vf/kd tkuk tkrk gSA Xokjusfj;l ifjokj ds 

uke dk ySfVu :Ik gS vkSj tkslsQ X;wlsi dk 

 
6-The History of Musical Instrument by Curt Sach  

ghczw :i gSA uke esa ^^Msy xslwß tksM+uk vkSj 

yscy ij Ø‚l ds uhps thll dk xzhd laf{kIr 

uke ¼vkbZ,p,l½ ifo= uke ds çfr J)k 

n'kkZrk gSA 

   muds okW;fyu dh :ijs[kk] FkksM+s ls 

la'kks/ku ds lkFk] ,aVksfu;ks LVªkfMokjh ds 

ok|;a=ksa ij vk/kkfjr gSA ihB vkSj est dh 

e‚Mfyax Li"V :i ls piVh gS] tks eSfxuh ls 

çsfjr çrhr gksrh gSA ,Q Nsn LVªkfMosjh :i 

ds gksrs gSa ysfdu vkerkSj ij yEcs] vf/kd 

[kqys vkSj de ifj"—r gksrs gSaA lko/kkuh ls 

yxk;k x;k rsy okfuZ'k xq.koÙkk esa uje vkSj 

gYdh cukoV okyk gksrk gS] ftldk jax gYds 

ukjaxh vkSj ukjaxh&Hkwjs jax ds chp fHkUu gksrk 

gS] dHkh&dHkh] yky jax dh fVaV Hkh gksrh gSA 

'kjhj dh yackbZ vkerkSj ij 13 7/8'' gksrh gS] 
dHkh&dHkh 1/6'' de gksrh gSA 

   muds dqy mRiknu dk vuqeku 250 

okW;fyu ls vf/kd ugha gS( bl ckr dk dksbZ 

ldkjkRed çek.k ugha gS fd mUgksaus fdlh 

vU; :i esa midj.k cuk,] gkyk¡fd dqN 

ok;yk vkSj de ls de ,d ok;yksulsyks dk 

Js; mUgsa fn;k tkrk gSA yxHkx 150 okW;fyu 

vfLrRo esa gSaA 

,afMª;k vekrh&,afMª;k vekrh dks okW;fyu 

ifjokj dk igyk ok|;a= cukus dk Js; fn;k 

tkrk gSA ,afMª;k vekrh ds ;ksxnku esa mu 

rRoksa dk ekudhdj.k 'kkfey gS tks vkt 

ok;fyu ij vke gSa ftuesa ,Q&vkdkj ds 

lkmaMgksy] LØ‚y vkSj pkj rkjksa dk mi;ksx 

'kkfey gSA vekrh us okW;fyu ds vuqikr dks 

LFkkfir fd;k vkSj okW;fyu&çdkj ds ok|;a=ksa 

dh iwjh Jà[kyk cukus ds fy, ok;yk vkSj 

lsyks dk fuekZ.k fd;kA vekrh us vius 

midj.kksa dk fuekZ.k ,d vkarfjd lk¡ps dk 

mi;ksx djds fd;k] ftlus muds vafre 

midj.kksa esa mPp&fLFkjrk esa ;ksxnku fn;kA 
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,afMª;k ywfFk;lZ ds Øseksuht Ldwy ds igys 

vkSj muds nks csVksa] muds iksrs fudksyks] 

Xokjusjh ifjokj ds lnL;ksa] ,aVksfu;ks 

LVªkfMokjh vkSj vU; lfgr vxyh nks 

'krkfCn;ksa rd vuqlj.k djus okyksa ds dke 

ds fy, ekud FksA 

   esiy ds ihNs vkSj n esV ds ok;fyu ds 

fdukjksa dks ySfVu nksgs ^^Doks ;wfudks 

çksiXukdqyks LVsV LVSfcd [;wbZ] fjfyft;ks^^ ls 

ltk;k x;k gS ¼dsoy bl nhokj ls gh /keZ 

[kM+k gS vkSj [kM+k jgsxk½A ;a= ds fiNys fgLls 

dks dksuksa esa ¶+ywj&Mh&fyl ls ltk;k x;k 

gS] Åijh fdukjksa ds chp iq"i vyadj.k ds 

lkFk ,d T;kferh; fMt+kbu gS] vkSj ihB ds 

chp esa jaxæO; ds dqN fu'kku gSa tgka ekuk 

tkrk gS fd ,d dksV jgk gksxk laxzgky; ds 

ok;fyu ij ltkoV vkSj isfjl esa eqlh Ms yk 

E;wfld ds laxzg esa ,afMª;k vekrh }kjk ok;ysV 

ij ltkoV ds chp lekurk ls vVdysa yxkbZ 

xbZ gSa fd okW;fyu Lisu ds fQfyi f}rh; ds 

fookg ij çLrqr fd, x, midj.kksa ds ,d 

lsV dk fgLlk FkkA 1559 esa oSyksbl ds 

,fyt+kcsFk dks isfjl esa ok;ysV ij ikbZ xbZ 

ltkoV esa Lisfu'k jktk ds fy, vf/kd Li"V 

:i ls ifjHkkf"kr gfFk;kjksa dk dksV gSA
7
 

ok;fyu dh fo'ks"krk &ck,¡ ls nk,¡ mrjrh gqbZ 

e/;e vk—fr dh ,d&VqdM+k esiy ihB( 

leku vk—fr okys esiy dh ilfy;k¡( 

vk/kqfud xnZu ij vifj"—r esiy dk LØ‚y 

vkSj isxc‚Dl] nks VqdM+ksa esa ckjhd ls e/;e 

nkus okys Lçwl dk 'kh"kZ; ewy okfuZ'k vkSj 

rsy&lksus ls e<+h vkSj yky&isaV dh xbZ 

ltkoV ds fu'kku cps gSa] ftlesa ilfy;ksa vkSj 

ihB ij ,d T;kferh; fMtkbu vkSj ilfy;ksa 

ij ,d ySfVu vkn'kZ okD;] ihB ij nksgjk;k 

x;k] vkSj isxc‚Dl ds ihNs ,d ifj"—r iÙks 

dk vkHkw"k.k 'kkfey gSA fxfYMax dks FkksM+k lk 
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lq/kkjk x;k gS] dgha vkSj lkFk gh ckn ds 

okfuZ'k }kjk lajf{kr] dqy feykdj 

lqugjk&Hkwjk( vk/kqfud vkcuwl fQaxjcksMZ] 

ltkoVh uDdk'khnkj [kwafV;k¡ vkSj Vsyihl] 

Vsyihl cVu] lSMy uV vkSj fczt] vkSj 

vk/kqfud lkmaMiksLV vkSj ckl ckj lfgr 

vkarfjd la'kks/kuA 

xSLikjks nk lkyks& xSLikjks nk lkyks] xSLikjks 

cVksZyksVh ¼1542&1609½ }kjk bLrseky fd;k 

x;k uke gS] ftudk tUe bVyh ds czsf'k;k ds 

ysd xkMkZ ij fLFkr lkyks esa gqvk FkkA ,d 

lefiZr f'kYidkj] mUgsa igys ok;fyu dks ml 

vkdkj esa fodflr djus dk Js; fn;k x;k 

Fkk ftls vc ge tkurs gSaA gkyk¡fd ;g nkok 

vc vLoh—r gks pqdk gS] fQj Hkh muds 

midj.kksa dh ç'kalk vkSj lEeku fd;k tkrk 

gSA mUgsa okW;fyu fuekZrkvksa ds czsf'k;u Ldwy 

dk laLFkkid ekuk tkrk gSA 

   muds ok;yk dks muds okW;fyu ls csgrj 

ekuk tkrk gS vkSj laHkor% mudh la[;k vf/kd 

FkhA muds ok;ksyk nk xEck dks ok;yksulsyksl 

esa cny fn;k x;k vkSj os cgqr lEekfur gSa( 

vkSj dqN Ng&rkj okys ckl ok;y dks rhu 

vkSj pkj&rkj okys Mcy csl ds :i esa iqu% 

LFkkfir fd;k x;k gSA  

    muds okW;fyu dh 'kjhj dh yackbZ 

yxHkx 13 7/8'' gS( ok;ykl] 16 5/16''A 

okfuZ'k yky jax ds lkFk VksLV& ;k 

lqugjk&Hkwjk gS vkSj 'kkunkj :i ls ikjn'khZ 

vkSj ykspnkj gSA
8
 

fu’d’kZ 

   mi;qZDr fgUnqLrkuh o Ikk”pkR; erksa dk 

v/;;u djus ls ;g Kkr gksrk gS fd okW;fyu 

ds fodkl esa fdlh O;fDr ns”k ek= dh Hkwfedk 

ugh gS vkSj u gh okW;fyu dh mRifÙk dk Js; 

fdlh O;fDr ;k ns”k dks nsuk U;k;ksfpr gksxkA 

okW;fyu ok| fgUnqLrkuh laxhr esa ftruk 

8-The History of Musical Instrument by Curt Sach  
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egRoiw.kZ gS mruk gh ik”pkR; laxhr esa gSA 

bldh oknu ;ksX; {kerk vU; ok|ksa ls bls 

fHkUu cukrh gSA ftlds fodkl o fuekZ.k esa 

fofHkUu fo}kuksa us ;ksxnku fn;k gSA bl ys[k 

ls ;gh fu’d’kZ fudyrk gS fd okW;fyu bruk 

mi;ksxh rFkk ok|ksa dk jktk cukus rd ds 

lQj esa vk;s fofHkUu ifjorZuksa vkSj ;ksxnkuksa 

dks ikBdksa rFkk tu lkekU; rd igq¡pkuk gSA 

lanHkZ xzaFk lwph 

1- psEclZ bulkbDyksihfM;k  

2- laxhr ok| ;a= dk bfrgkl] dVZ lSDl 

3- Hkkjrh; laxhr esa okW;fyu dk iz;ksx egRo ,oa oknu] MkWñ t; izdk”k flag] i`-la-&2 

4- xzksOl fMD”kujh vkWQ E;wft+d ,aM E;wft+f”k;u] LVsuyh lSMh }kjk lEikfnr] [k.M 

xix] ì-la-&823 

5- The History of Musical Instrument by Curt Sach 

6- www.si.edu 

7- The History of Musical Instrument by Curt Sach 

8- Top-5-best-violin-makers 
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A Study on Music Performance Anxiety in Carnatic Music Students 

(of Higher Education Institutions)  
Ms. Bhairavi M  

Research Scholar, 
Prof. V Premalatha  

 Department of Music, Central University of Tamil Nadu, Thiruvarur 

Abstract: Music Performance Anxiety is common in musicians across the 
globe across age groups, gender, socio-economic levels, learning experience 
and professional excellence. This paper studies the presence of MPA in young 
adults who currently study Carnatic music as college degree programs in 
Higher Education Institutions. The Mazzarolo Music Performance Anxiety  
Scale (M-MPAS) along with a few other self-reporting questions have been 
employed. It is found that 63% of the students have High Music Performance 
Anxiety.   
Keywords: Music Performance Anxiety, Carnatic music, Students, Higher 
Education Institutions, MMPAS 

Introduction : Carnatic music is a 
complex classical form requiring 
extensive learning and practice 
sessions for a musician to be able to 
perform on stage. The performances 
majorly rely on memory, 
spontaneity and collaborative 
exchange with the co-artistes. The 
very crux of a Carnatic music concert 
relies on how well the musician is 
able to deliver the repertoire from 
memory well blended with 
manodharma (improvisation) 
aspects that are interesting and not 
mechanical due to over practice. 
Students who learn privately get 
enough time, preparation, support 
and guidance to enter into the 
performance spaces than students 
who pursue institutional degree 
programs. This is due to the fact that 
the students of Higher Education 
Institutions are expected to cover a 
wide range of syllabus within a fixed 

time frame. In addition to this, 
factors such as being completely 
unaware and untrained in Carnatic 
music before joining the degree 
program, poor practice regime and 
less opportunities to performances 
lead to stress and anxiety in students. 
Music Performance Anxiety (MPA) 
is found to be present in all kinds of 
musicians irrespective of age, 
gender, professional excellence and 
performance experiences. But 
higher rates of younger musicians 
[15]; especially female musicians [7] 
have found to have significantly 
higher levels of Music Performance 
Anxiety compared to others. 

Music Performance Anxiety 
(MPA): Usually identified as stage 
fright, music performance anxiety is 
not just that [3] It is caused by a wide 
range of variables, exposed through 
varied physical and mental 
symptoms and represents something 
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that is much larger than just stage 
fright. It is defined as “the 
experience of persisting, distressful 
apprehension and/or actual 
impairment of performance skills in 
a public context, to a degree 
unwarranted given the individual’s 
musical aptitude, training, and level 
of preparation.” [16] While a 
moderate level of arousal is said to 
be required for optimal performance 
as per the Yerkes-Dodson law [13], 
having the same level of MPA in 
different individuals p r o d u c e s  
different levels of outcomes [4] ie, 
behavior responses. 

Methodology: M-MPAS – 

Mazzarolo Music Performance 

Anxiety Scale [6] consisting of 5 

questions that assess performance 

anxiety in musicians is used for the 

study along with a few other self- 

reporting questions directed towards 

demographic details and music skills 

of the participants. The range of 

scores possible using this scale is 0-

30. This scale is employed in 

students studying Carnatic music in 

Higher Education Institutions. A 

small portion of 200 students were 

approached out of the Meta data of 

students list that the researcher 

already possessed. 60 students who 

have voluntarily filled out the form 

have been considered for the study. 

Sample is selected based on the 

researcher’s prior interactions, 
group discussions and interviews 

with the students of Carnatic Degree 

and Diploma programs. The 

obtained results are analysed 

quantitatively using the Scale ratings 

where scores above 11 are 

interpreted as individuals having 

“High Music Performance Anxiety”. 

Qualitative data based on 

discussions have been presented for 

reasoning. 

Methodology: M-MPAS – 

Mazzarolo Music Performance 

Anxiety Scale [6] consisting of 5 

questions that assess performance 

anxiety in musicians is used for the 

study along with a few other self- 

reporting questions directed towards 

demographic details and music skills 

of the participants. The range of 

scores possible using this scale is 0-

30. This scale is employed in 

students studying Carnatic music in 

Higher Education Institutions. A 

small portion of 200 students were 

approached out of the Meta data of 

students list that the researcher 

already possessed. 60 students who 

have voluntarily filled out the form 

have been considered for the study. 

Sample is selected based on the 

researcher’s prior interactions, 

group discussions and interviews 

with the students of Carnatic Degree 

and Diploma programs. The 

obtained results are analyzed 

quantitatively using the Scale ratings 

where scores above 11 are 
interpreted as individuals having 

“High Music Performance Anxiety”. 
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Qualitative data based on 

discussions have been presented for 

reasoning. 

Results & Discussion 
Demographics:  

Table 1 Demographic Details of the Sample 

Demographics (N=60) 

Age (mean) 22.13 

Gender  

Male 16 (26.7) 

Female 44 (73.3) 

Institution  
Government colleges 12 (20) 

Private Colleges 17 (28.3) 

Universities 31 (51.7) 

Major  

Vocal 53 (88.3) 

Instruments 7 (11.7) 

From the above table it is found that 
the mean age of the sample is 22.13 
(SD=6.361) with 85% of them 
belonging to the age group of 18-25 
years. Majority of the students 
73.3% are Female. While a meagre 
28.3% being Male. 20% of the 
sample belong to Government 
colleges, 28.3% of them belong to 
Aided and Autonomous private 
colleges while 51.67% belong to 
Universities. 88.3% of them major in 
Vocal while a meagre 11.67% major 
in instruments. 

Anxiety Levels: 

Chart 1 : High Vs Low  

Chart 2 : Anxiety Level Comparison 

 

 

 

 

 
 
 
 
As per the survey self-reported by 
students studying Carnatic music 
degree programs, 63.3% of them 
have been identified to have “High 
levels” of Music Performance 
Anxiety with a score equal/above 11 
(M =1.37, SD = 0.486). This 
indicates that majority of the 
students are affected with music 
performance anxiety. 
Hypothesis 1: 
H0 - There is no significant 
association between Private learning 
apart from college studies and 
anxiety levels. 
H1 – There is a significant 
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apart from college studies and anxiety levels.
Hypothesis:  

Table 1: Hypothesis 
The above table shows that 46.67% 
of the students who do not train 
privately along with college degree 
program have high levels of MPA 
while 23.3% of students who train 
privately have reported low level of 
MPA. Since P value < 0.05 and is 
statistically significant, Null 
hypothesis. is rejected. Alternate 
hypothesis is accepted with a 
medium level of effect (-0.367) of 
private learning on music 
performance MPA levels in 
students. 

Hypothesis 2: 

H0 - There is no significant 
association between the year of 
study and anxiety levels. H1 - There 
is a significant association between 
the year of study and anxiety levels. 

 

The above table shows that 25% of 

the students of UG degree, 21.67% 

of the students of PG/ second degree 

and 16.67% of students who have 

recently completed all reportedly 
have high MPA. Since P value > 

0.05 and is not statistically 

significant, Null hypothesis is 

accepted and concluded that the year 

in which they study does not 

significantly have an impact on the 

MPA level. 

Hypothesis – 3 

H0 – There is no significant 

association between the number of 

years of learning and anxiety levels. 

H1 – There is a significant 

association between the number of 

years of learning and anxiety levels. 

 

 

The above table shows results of one 

– way anova to compare the MPA 

levels with number of years of 

learning. Since P value > 0.05 and is 

not statistically significant, Null 

hypothesis is accepted and 

concluded that there is no significant 

relationship between years of 

learning and MPA level. 

 

Hypothesis-4 

H0 – There is no significant 

association between the number of 

performances given and anxiety 

levels. 

H1 – There is a significant 

association between the number of 

performances given and anxiety 

levels. 
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The above table shows results of one 

– way above to compare MPA levels 
with number of performances given. 
Since P value > 0.05 and is not 
statistically significant, Null 
hypothesis is accepted and 
concluded that there is no significant 
effect of the number of 
performances in MPA level. 

The major reasons given for having 
anxiety along with fear, 
nervousness, forgetfulness and 
physical symptoms like excessive 
sweating, constant urge to urinate 
etc,. are discussed below. 

Learning Difficulties 

Students who have enrolled in 
Higher Education Institutions for 
formal Carnatic music education 
come from non-musical, non-
performance studies background. 
They are not introduced to the art 
form from their childhood and hence 
start learning it afresh at 
colleges/universities only. Since the 
art form is demanding in nature and 
the learning process is condensed 
and rapid with respect to the time 
frame of semester system, most 
students find it hard to imbibe the 
learnings comfortably. Reportedly, 
students require individual attention 
and slow paced learning according to 
their individual capabilities. Since 
they are not comfortable with their 

learning process, most students say 
that they fear performances even if 
they are within the class. 

Practice regime 

Students of Carnatic music degrees 
do not seem to have a proper practice 
regime. And they have reported of 
not practicing every day or to a 
considerable number of hours per 
week. Almost all students report that 
their practice sessions are not 
designed by their mentors nor 
monitored and reviewed regularly. 
Apart from this, learning complex 
compositions at the last minute prior 
to performances or examinations has 
also lead to poor preparations [8]. 
Since Carnatic music art form 
predominantly relies on memory 
based performances, it requires an 
extra effort from the performer to 
remember the lyrics and repetitions 
without an external aid ie, notation 
book. Most students reportedly claim 
that they most often do not get the 
experience of practicing with 
accompaniments –violin and 
mridangam. And hence during the 
main performance there is a certain 
stress of performing right with the 
accompaniments be it exams or 
concerts 

Performance opportunities and 
guidance 

Performance opportunities in 
reputed programmes, concerts 
representing the institution as well as 
intra institutional programmes are 
often offered based on one’s 
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expertise and experience in terms of 
number or performances already 
given, in comparison to their peers. 
Students who are already trained in 
Carnatic music, preferably from 
childhood, students with beautiful 
sounding voices, students who train 
privately are often given preferences 
as training them is easy. Hence 
students who have just started 
learning seldom get exposure to 
mics, audiences, concert halls and 
performance spaces in general. 
When such students get 
opportunities outside their degree 
programmes, without mentors to 
guide, their anxiety levels raise. The 
fear, stress and anxiety may lead to 
poor performances and create 
performance related trauma in them 
if unattended to for longer periods of 
time. Students claim that group 
performances do not give as much 
stress and anxiety as giving solo or 
opening performances like prayer 
song. Most often they are trained in 
groups in classrooms as well. Hence, 
students do not have first-hand 
experience of solo renditions let 
alone solo performances. Which 
puts extra pressure on them when 
given an opportunity to perform 
solo. Peer group competitions arise 
when teachers and institutions give 
opportunities to the same set of 
students. This leads to lower self-
esteem. And obviously zero 
exposure to performance spaces 
gives raise to fear of performances. 
Reportedly students also look for 

constructive criticisms for their 
performances in classroom and 
individual attention to details and 
corrections. Most often this support 
is missing from their mentors and 
hence the students are forced to 
figure it out by themselves which 
adds to a lot of anxiety. 

Expectations and Appreciations 

Most students report that their 
primary kin (mother, father and 
siblings) are the most expecting of 
them to perform at temples, 
functions at home or when relatives 
visit once they are enrolled into a 
music degree. While the students are 
shy and fearful of 
singing/performing at the beginning, 
these expectations create stress to 
perform well and in the 
projection/establishment of self as a 
musician/student of music among 
their circle. On the other hand, 
appreciations received from the 
family members most often times 
turn out to be flattery which implies 
higher expectations to the student. 
So, instead of deriving motivation 
from the appreciations, a sense of 
burden to get more appreciation is 
created. This is not beneficial to the 
students as their performance is then 
oriented towards impressing the 
audience versus delivering an 
organically successful rendition 
within their capabilities. While this is 
reported by students from non-music 
background, it is a different scenario 
for the ones from music families. 
They report that their performances 
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are always judged from a 
perspective of their musician parents 
/ grandparents / family members and 
the outsiders’ expectations are so 
high. A lot of students also say that 
expectations at home are also 
equally high and perfectionism is 
expected of them that they are 
constantly concerned about giving 
performances right which increases 
anxiety. 

External and Internal causes 

Students most often don’t receive 
constructive criticisms. Thus when 
they are not given opportunities 
continuously or enough, they assume 
it to be a repercussion of a bad 
performance. Last minute learning of 
compositions, a lot of unmonitored 
and unguided self-practice sessions, 
practice without accompaniments, 
sudden change of dates of 
performances, new performance 
spaces, poor audio set-up, new co-
artists and logistics issues are all 
some of the external causes for a 
bad/average performance. In 
addition to this a smaller group of 
students who are trained in 
instruments from childhood but are 
forced to pursue Vocal major in 
institutions find it difficult to cope 
with performances. Factors like 
perfectionism, existing self –image 
as an artiste and self-esteem vs. 
current self-doubts affects them a lot 
leading to becoming self- 
pressurized which causes anxiety in 
them. Bad physical health, voice 
tiredness, poor mental health, 

distraction due to other 
commitments, general arousal and 
issues in relationships are some of 
the internal causes for poor 
performances. Such performance 
experiences inflict a certain impact 
in the performer especially students 
who are fairly new to the field with 
no support and can be a concerning 
cause for anxiety before their 
performances in the future. 

Limitations and Future directions 

The sample of this study represents 
predominantly Female population as 
it is the scenario in all Higher 
Education Institutions. Hence, an 
assessment of the anxiety levels 
between the two genders in 
comparison cannot be brought out. 

Most students of the HEIs major in 
Carnatic Vocal only and hence the 
study is not a fair representative of 
the anxiety levels of instrumental 
students. 

There is a need for extensive 
research to assess the MPA levels 
across different variables: between 
genders, among Instrument players, 
performers of different age groups 
and experience levels to be 
conducted in the future. 

Conclusion 

Music is prescribed as part of 
grounding practices to a lot of 
mental health issues. Music therapy 
is a field that is getting a lot of 
momentum in today’s scenario and 
researches are conducted to use 
music as part of treatment even for 
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physical health issues. To note that 
music performance anxiety is highly 
reported in researches is a serious 
concern to the music community that 
is often looked up for reporting high 
levels of job satisfaction and looked 
up as creators of happiness, joy and 
peace. Timely check of this mental 
health concern will help in reducing 
and preventing the symptoms with 
therapeutic interventions. Most often 
expert guidance and support at the 
right time could also be an 
alternative in case of early onsets of 
MPA. This certainly will improve 
the relationship that a musician has 
with performances irrespective of 
other variables. It is an absolute need 
for Carnatic music fraternity as 
much research is not done in this 
field of music. It is needed for 
students of Higher Education 

Institutions who are new to the field 
to amateur performers who struggle 
to get performance chances and 
performers who give extensive 
concerts during certain periods of 
year which are highly competitive in 
nature. More research in this area is 
warranted for. 

Notes 

1. Numbers within parentheses in 
Table 1 denote percentage values 

2. MPA- Music Performance 
Anxiety, HEI – Higher 
Education Institutions, UG- 
Undergraduate degree, PG – 
Postgraduate degree, RC – 
Recently completed students 
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oS".ko lEçnk;ksa dh lkaxhfrd Ikjaijk  

usgk lgxy 

'kkS/kkFkhZ 

çkså foey 

laxhr foHkkx] egf’kZ n;kuan fo”ofo|ky;] jksgrd 

laf{kIr lkj& Hkkjr dh lH;rk laLd`fr vR;ar izkphu ,oa cgqewY; gS ftlesa laxhr dk ,d cgqr 

egRoiw.kZ LFkku gS izkphu le; ls gh vusd Lrj ij yksxksa dks izHkkfor djrh jgh gS vjc vkSj bZjku 

ds lwQh lar vkSj laxhrK Hkh blls vNwrs ugh jgs mUgksaus Hkkjr vkdj vius vjc bZjkuh laxhr vkSj 

Hkkjrh; laxhr ds feJ.k ls ,d ubZ “kSyh dkWy\ dkWy@dkSy ls cuh dOokyh fodflr dhA dOokyksa 

}kjk xkbZ tkus okyh xtyksa dk gh xs; :Ik dOokyh dgykbZA dOokyh dh jpuk [oktk eksbZuqíhu 

fp”rh us dhA blh “kSyh ds vk/kkj ij futkeqíhu vkSfy;k ds eqfjnksa vehj [kqljks vkSj glu fe;k¡ 

lkerh us vius&vius laxhr ds feJ.k ls ,d ubZ “kSyh dks tUe fn;k tks dOoky cPpk ijaijk dgykbZA 

bl ijaijk eas cMs+ dykdkj gq, ftuesa eqwgEen [kk¡] lkfnd vyh vkfn jgsA lnkjax&vnkjax Hkh blh 

ijaijk dk fgLlk jgs vr% 18oha “krkCnh esa ;g ijaijk fe;k¡ vpiy fnYyh ?kjkus ls tqM+hA 

lwpd “kCn & lwQh] lar] vjc] bZjku] Hkkjrh;] laxhr] dOokyh] dOoky] cPpk] ijaijkA 

Hkkjrh; laL—fr dk ewy vk/kkj /keZ gSA oSfnd 

dky ls gh /keZ ,oa laxhr dk laca/k v{kq.k 

ekuk x;k gSA vusd ;ksfx;ksa ,oa lk/kdksa ds 

lrr~ fparu ,oa lk/kuk ls gh laxhr ifjis{; 

fu/kkZfjr gqvkA bl ifjis{; dk ewy mís'; 

bZ'oj dh vkjk/kuk] ije lR; ,oa eks{k çkfIr 

gh jgk gSA 

oSfnd dky esa ;K] gkse vkfn ds çko/kku ds 

lkFk&lkFk nso Lrqfr dks Hkh çcyrk nh xbZ 

gSA 

^^fo".kq% lokZnsork%A ,oa Hkwrkfu fo".kq% 

Hkqoukfu fo".kq%^^
1
 

'yksdkuqlkj] oSfnd ijaijk esa Hkxoku fo".kq dks 

lHkh vU; nsorkvksa esa mPpre LFkku çkIr gSA 

Hkxoku fo".kq dks vkjk/kus okyksa dks oS".ko dh 

laKk nh xbZ] ftlls oS".ko laçnk; dh mRifÙk 

gqbZA bl lEiznk; esa eq[;r% pkj çdkj ds 

HkfDr Hkkoksa dks egÙkk  çnku dh xbZ & nkL;] 

okRlY;] lk[; rFkk e/kqjA vU; lEiznk;ksa us 

 
1 lDlsuk] jkds”k ckyk] e/;;qxhu oS’.ko laiznk;ksa esa 

laxhr] ìŒ laŒ & 5 

2 MkWŒ jkeukFku] fgUnh vkSj rsyxq oS’.ko HkfDr 

lkfgR;] ìŒ laŒ & 112 

bu pkj Hkkoksa esa ls fdlh ,d dks eq[; ekudj 

vU;ksa dks HkfDr ds Lo:i esa Lohdkj fd;kA 

MkWå jkeukFku ds dFkukuqlkj & ^^oS’.ko “kCn 

ls rkRi;Z gS] og O;fä ;k oxZ tks fo’.kq esa 

vkLFkk j[krk gksA^^
2
 

Hkxoku Jh fo".kq ds çR;sd vorkj tSls & 

y{ehukjk;.k vorkj] ujflag] jke] d’̀.k vkfn 

vorkjksa ds mikldksa dks Hkh ^^oS’.ko^^ dh laKk 

nh xbZ gSA bu oS".ko Hkäksa us Jh gjh fo".kq 

ds ìFkd&ìFkd vorkjksa dks ç/kkurk iznku dj 

fofHkUu lEçnk;ksa dh LFkkiuk dhA 

^^oYyHkkpk;Z th dk iqf"V lEçnk;] Jh fgr 

gfjoa'k th ls jk/kk cYyc lEçnk;] pSrU; 

egkçHkq th ls xkSM+h; lEçnk;] fuEckdZ ls 

lud laçnk;] jkekuan ls jkekor laçnk;] 

egkjk"Vª dk okjdjh lEçnk; esa ukenso dk 

foBksok uke ls] ;s lc lEçnk; jk/kk—".k 

vFkok jke ds mikld gksus ds dkj.k oS".ko 

laçnk; dgyk,A^^
3
 

3 lDlsuk jkds”kckyk] e/;;qxhu oS’.ko laiznk;ksa esa laxhr] iŒ̀ laŒ & 

53&54 
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^^osnks·f[kyks /keZewye~ Lef̀r'khys p rf}nke~A 

vkpkj'pSo lk/kwuka vkReuLrqf"Vjso pAA
4
 

vFkkZRk~] oS".ko /keZ dk ewy L=ksr osn gh gS] 

ftldk ewy mins'k & larksa dk vkpj.k] 

vkRelarqf"V rFkk eks{k dh çkfIr gSA bl 

fo'ys'k.k ls ;g Li"V gS fd oS".ko /keZ dk 

HkfDr fl)kar osnksa ij fu/kkZfjr gSA  

xhrk esa eks{k çkfIr ds pkj ekxZ crk, x, gSa 

ftlesa Kku ekxZ] rFkk Hkfä ekxZ lfEefyr gSaA 

blds varxZr HkfDr ekxZ dks loksZijh ekuk x;k 

gSA vU;Fkk vU; 'ks"k ekxZ lk/kkj.k euq’; ds 

Kku o lkeFkZ ls ijs gSaA Hkfä ekxZ esa fufgr 

fo".kq Hkfä ds foLr̀r fooj.k gsrq ikSjkf.kd ;qx 

esa iqjk.kksa dh jpuk gqbZ] ftls ^Hkkxor er^ dk 

uke fn;k x;kA fo".kqer gh dkyØekuqlkj 

Hkkxor er dgyk;kA ̂ Hkkxor er^ ds vuqlkj 

Hkxoku fo".kq vFkok ukjk;.k ds ^—".k^ vorkj 

dks gh ije bZ'oj ds :i esa vkjkè;k x;k gSA 

jkds'kckyk lDlsuk ds vuqlkj & ^Hkxoku 

fo".kq dh vusd:irk le;kuqlkj lkRor] 

Hkkxor] ,dkfUrd ,ao ik¡pjk=er ds :Ik esa 

izkIr gksrh gSA^^
5
 ] bUgh rF;ksa ls Li’V gksrk gS 

fd oS’.ko /keZ vkfn vFkok vaur gS tks oSfnd 

dky ls pyk vk jgk gSaA 

oS".ko /keZ ds çeq[k vkpk;Z % 

oS".ko /keZ ds fofHkUu ijEijkxr 'kkL=ksa dh 

ckxMksj ftu egku vkpk;ksZ ds gkFk esa nh xbZ] 

os bl /keZ ds lHkh e;kZnkvksa ,oe~ ijaijk dh 

j{kk dks viuk ewy drZO; le>us yxsA vkpk;Z 

ijaijk esa ukFkeqfu vkpk;Z dks loZçFke ekuk 

x;k] ftldh iqf"V jke/kkjh flag fnudj us Hkh 

vius xzaFk ^^laL—r ds pkj v/;k;^^ esa djrs 

gq, rfey çca/k dks lkoZtfud iwtk esa lekfgr 

 
4 Hkx̀q] euqLèfr] iŒ̀ laŒ & 206 

5 lDlsuk] jkds”k ckyk] e/;;qxhu oS’.ko laiznk;ksa esa laxhr] iŒ̀ 19- 

20 

6 “kekZ] MkWŒ gjao”k yky] Hkkxor n”kZu] i`Œ 175 

djus Js; fn;k gSA vU; fo}kuksa us Hkh ukFk 

eqfu dks gh loZçFke vkpk;Z ekuk gSA Jh 

ukFkeqfu us oS".ko /keZ ds çpkj çlkj ds fy, 

fofHkUu dk;Z fd,A tSls& vkyokj Hkäksa ds 

lkfgR; dk ladyu rFkk uohu laL—r xzaFkksa 

dh jpuk vkfnA MkWå gjoa'k yky 'kekZ th ds 

vuqlkj ^^vkpk;Z ukFk eqfu loZçFke vkpk;Z Fks 

ftudk dky 10oha 'krkCnh jgkA^^
6
 bUgkssus ̂ ;ksx 

jgL;^ rFkk ^^U;k; rRo^^ uked nks izfLkn~/k 

xzaFkksa dh jpuk dhA bUgksaus vius xzaFkksa esa oS’.ko 

Hkfä rFkk ^ik¡pjk=^
7
 ds fln~/kkarksa ds xq.kksa dk 

fu:i.k djrs gq, Hkkxor /keZ dh LFkkiu esa 

Hkh ;ksxnku fn;kA 

Jh ukFk eqfu th ds mijkar] muds ikS= Jh 

;equkpk;Z th us osnksa ds osnkar ij ^flf)=;^ 

uked xzaFk dh jpuk dh rFkk ^vkxe çek.k;^ 

esa ik¡pjk= dk LFkkiR; fd;kA ^^bl ijaijk ds 

rhljs çfl) vkpk;Z ^Jh jkekuqt gq,^ ftUgksaus 

oS".ko /keZ ds çFke osnkar laçnk; ^fof”k’Vk}Sr^ 

dh LFkkiuk dhA^^
8
 ^^budk le;kdky 1016 

bZŒ ls 1137 bZŒ rd dk ekuk tkrk gSaA^^
9
 Jh 

jkekuqtkpk;Z ds er esa czkge.k lxqu gSA buds 

vuqlkj LFkwy&lw{e] psruk&psru vkfn gh 

czãk ds ewy Kku dk fo"k; gSA rr~ i'pkr] 

11 oha 'krkCnh ds varxZr Hkkjr ij eqlyekuksa 

ds vkØe.k vkjaHk gks x, Fks vkSj mlls =Lr 

turk ijekRek dh Hkfä esa vR;f/kd yhu gks 

dj vius lq[k ,ao “kkafr dh dkeuk djus 

yxhA vr% oSfnd /keZ ds vuq;kf;;ksa us viuk 

lEçnk; mÙkj Hkkjr esa iquZLFkkfir fd;k rFkk 

xkså jkekuan dks viuk Hkkoh vuq;k;h ?kksf"kr 

fd;k A 

blh çdkj oS".ko lEçnk; ds vusd vuq;k;h 

gq, tSls & fuEckdkZpk;Z] ek/kokpk;Z] fo".kq 

7 ik¡pjk= % jkekuqt th ds Jh oS’.ko laiznk; ds egRoiw.kZ xzaFkksa esa ls 

,dA 
8 xksLokeh] yfyrk pj.k] Jh- fgr gfjoa'k xksLokeh laçnk; vkSj 

lkfgR;] i`å 61 

9 “kekZ] MkWå gjoa'k yky] Hkkxor n'kZu] i`å 175 
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Lokeh vkfnA bu lHkh vkpk;ksaZ us vius&vius 

xzaFkksa esa oS".ko lEçnk; rFkk mlesa ç;ksx gksus 

okys laxhr ds ek/;e ls Hkfä dk o.kZu fd;kA 

Hkfä lekbZ Hkko esa] Hkfäu esa HkxokuA 

Jh fcgkjhnkl lk¡ph dgS] Jh HkkxkSr çekuAA 

vFkkZr~ Hkko gh Hkfä dk ewy gSA Hkko essa gh 

Hkfä lekbZ gS vkSj Hkfä djus okys Hkä ds 

ân; esa HkxokuA blfy, Hkä dks loZçFke 

bZ'oj ds çfr vius Hkko dks tkuuk pkfg, 

rHkh Jh ;qxyoj dh çse çkfIr laHko gSA 

blds vfrfjä e/;;qxhu oS".ko laçnk;ks esa 

vusd xs; fo/kk,¡ o xk;u i)fr;k¡ çpfyr 

gSa] ftls oS".ko laçnk; ds vuq;kf;;ksa us nks 

Hkkxksa esa foHkä fd;k gS & 

¼d½ 'kkL=h; laxhr 

¼[k½ lk/kkj.k tu laxhr 

blesa lHkh laçnk;ksa tSls oYYkHk laçnk;] 

jk/kk&cYyc lEçnk;] gfjnklh laçnk; rFkk 

fuEckdZ laçnk; ds lHkh vuq;kf;;ksa us 'kkL=h; 

laxhr dh ljkguk dh vkSj mls viuk;kA 

mnkgj.kr% &  

oYyc laçnk; dk in 

^^esjs rks fxj/kj xksiky^^ & jkx nsl 

jk/kkcYyc lEçnk; dk in  

^^fnu MQ rky ctkor xkor 

Hkjr ijLij fNu fNu gksjhA 

vfrlqdqekj cnu Je cjlr HkyS feyS 

jfld fd'kksj fdlksjhAA^^&jkx dkUgM+k 

gfjnklh laçnk; dk in  

^^jk/kk eksgu lgt lusgh 

lgt :i xq.k lgt ykfMys] ,d tku gS 

nsghA 

lgt ek/kqjh vax vax çfr] lgt jph ou xsgh 

 
10
 flUgk] MkWå lkfo=h] cztHkk"kk ds —".k Hkfä 

dkO; esa vfHkO;atuk f'kYi] iå̀ 355 

AA 

^O;kl^ lgt tksjh lksa] eu esjs] lgt çhrh 

dj ysghA  &jkx xksjh 

xkSfM+; laçnk; ds vkpk;Z o çpkjd] pSrU; 

egkizHkq th dk laxhr ^uke ladhrZu^ uked 

vR;f/kd egRoiw.kZ gSA bUgksaus laiw.kZ caxky esa 

rFkk rRi'pkr oànkou vkdj gfjuke ladhrZu 

dk izpkj fd;kA ^^Hkxon~Hktu ds :i esa b"V 

dh çkfIr gsrq Hkxon~ laca/kh egkea= ^gjs —".k 

gjs —".k —".k —".k gjs gjs] gjs jke gjs jke 

jke jke gjs gjŝ  dk lt̀u fd;kA bu 'kCnksa 

dks ,d/kqu esa ck¡/kdj mudk tu lekt ds 

chp çpkj&çlkj fd;k ftldks bUgksaus ^uke 

ladhrZu^ dh laKk nhA^^
10
 ;g ladhrZu Loj] 

ukn rFkk jkx òfÙk ls lEçsf"kr Fkk ijarq fQj 

Hkh og laxhr dh 'kkL=h; ifjHkk"kk dh lhek 

esa fuc) ugha FkkA vfirq vkxs pydj muds 

f'k";ksa us dkykarj esa mu lHkh jpukvksa dks 

Lojksa esa fuc) dj] ,d foLrr̀ :i çnku dj] 

mudk çpkj&çlkj dj mldks lqO;ofLFkr 

:i fn;k ftls ^inkoyh dhrZu^ ds uke ls 

lacksf/kr fd;k x;k A mnkgj.kr% & 

1- 'kq) Hkä] pj.k js.kq] Hktu vuqdwy A 

   Hkä lsok] ije flf)] çseyfrdkj ewy A 

2- ;'kksefr&uanu] cztoj ukxj] xksdqy jatu 

dkuA 

xksih&ijk.k&/ku] enu euksgj] dkyh; neu 

fo/kkuA 

jkekuanh laçnk; esa çpfyr laxhr lk/kkj.k 

tu laxhr ds varxZr vkrk Fkk D;ksafd og 

fdlh foLrr̀ jkx esa fuc) ugha Fkk vfirq tu 

lk/kkj.k ds bPNkuqlkj yksd laxhr esa fuc) 

dj tu&lekt ds le{k çLrqr fd;kA mudk 

laxhr 'kkL= dks /;ku j[krs gq, lEçnkf;d 

lsok ç/kku laxhr u gksdj] tu lk/kkj.k dks 
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bZ'ojksikluk dh vksj vkdf"kZr djus ds fy, 

FkkA 

blds varxZr vusd fuxqZ.k larksa ds uke Hkh 

lfEefyr gSa tSls /kukuan] dchj] xq:ukud 

nso bR;kfnA jkekuanh laiznk; jkx ç/kku u 

gksdj HkfDr iz/kku laçnk; gS ftlesa riLoh 

dh vkpkj] ozr vuq"Bku] rhFkkZVu] uke ti 

rFkk lk/kw lsok vkfn gh ç/kku :i ls Hkxoku 

dh çkfIr ds lk/ku gSaA QyLo:i bl lEçnk; 

ds eafnjksa esa laxhr ugha ns[kk tkrk vfirq 

dsoy Hkfä dk çpyu gSA vk/kqfud dky esa 

bl lEçnk; ds eafnjksa ,oa eBksa esa ^jkepfjr 

ekul^ dk ikB rks vo'; lquus dks feyrk gS] 

ysfdu og Hkh dsoy lEçnk; Loh—r Hkfä 

fo/kku ds dkj.k u gksdj dsoy O;fäxr 

lk/ku ds dkj.k gksrk gSA bl laçnk; ds fdlh 

eafnj] ;k nsoky; ls dksbZ Hkh rF; çkIr ugha 

gksrk] ftlesa laxhr ;k laxhr laca/kh lkexzh 

gksA blds vfrfjä vkpk;Z ijaijk dk Hkh dksbZ 

rF; çkIr ugha gksrkA bu laçnkf;d eafnjksa esa 

vkt Hkh laxhr dh ijaijk dh Loh—fr çkIr 

gksrh fn[kkbZ ugha iM+rh ftlls ;g vuqeku 

yxk;k tk lds fd ml le; bl laçnk; esa 

laxhr dks ,d mPp LFkku çkIr FkkA 

bl lEçnk; ds rF;ksa dh fo/kku:is.k Loh—

fr ds vfrfjä Lokeh rqylhnkl th us vius 

xhrksa o dkO;ksa ds inksa ds 'kh"kZd ij 

jkx&jkxfu;ksa ds uke fpfUgr dj vius 

'kkL=h; laxhr ds Kku dk ifjp; fn;k gSA 

fofHkUu fo}kuksa ,oa laxhrKksa us mUgsa Js"B ekuk 

gS] ijarq dqN fo}kuksa ds vuqlkj Jh Lokeh 

rqylhnkl th dsoy in ,oe~ HkfDr laxhr 

xkus okys xk;d ek= Fks] ftudk 'kkL=h; 

laxhr ls dksbZ laca/k ugha FkkA blds vfrfjä 

mudk mn~ns'; Lojfpr jpukvksa dk foLrkj] 

lEçnkf;d lsok ç/kku laxhr esa u djds tu 

lk/kkj.k rd dks jl foHkksj djuk FkkA 

 
11
 flUgk] MkWŒ lfo=h] cztHkk’kk ds d`’.k HkfDr 

dkO; esa vfHkO;atuk f”kYi^^] iŒ̀ 456 

rRdkyhu çpfyr lHkh xk;u 'kSfy;ksa esa lcls 

çkphure xk;u 'kSyh ^oS".ko laçnk;^ ds 

varxZr ^/kzqin^ dks ekuk x;k gSA /kzqin xk;u 

'kSyh dk vkxeu] çca/k xk;u 'kSyh dh lekfIr 

ds i'pkr gqvk FkkA bl le; rd laLdr̀ 

Hkk"kk esa Hkh feykoV gks pqdh FkhA nsoky;ksa ds 

vfrfjä njckjksa esa laxhr dk çn'kZu gksuk 

vkjaHk gks x;k Fkk] ftlds dkj.k v"Vinh] 

Lrks=ksa ,oa ea=ksa dk mPpkj.k lekIr gks x;k 

FkkA /kqzin xk;u 'kSyh esa çca/k xk;u 'kSyh dh 

lHkh lekurk,¡ çkIr gksrh gSa tSls mn~xzkg] 

esykid] /kzqo] vkHkksxA /kqzin ds jpf;rk xksiky 

uk;d dks ekuk tkrk gS] ftUgksaus çca/k ds lHkh 

/kkrqvksa dks lajf{kr fd;kA 

15 oha ls 16 oha 'krkCnh 'kSyh rd /kqzin xk;u 

çpqj ek=k esa Jksrkvksa dks Hkkrh jgh o bldk 

çpkj&çlkj gqvkA blds lkFk ,d vU; xk;u 

'kSyh vfLrRo esa vkbZ ftls ̂ /kekj xku^ ds uke 

ls tkuk tkus yxk] ftldk o.kZu fo"k; 

jk/kk&—".k dh gksyh yhyk dk Ja`xkj jliw.kZ 

xku dk foLrkj djuk FkkA bl xku esa ^czt 

Hkk"kk^ dk ç;ksx fd;k tkrk FkkA ^^uk;d cStw 

vkSj ekuflag rksej us /kekj xk;u 'kSyh dh 

uhao MkyhA mUgksaus czt Hkk"kk esa gksjh uked 

yksdxhr dks pjpjh rky esa xk, x, çkphu 

pjpjh çca/k ds lkps esa <kydj rFkk fofHkUu 

'kkL=h; jkxksa esa fuc) dj bl 'kSyh dks 

'kkL=h; laxhr dk :i fn;kA^^
11
 

oYyc lEçnk; esa ^dhrZu^ xk;u in~/kfr ds 

varxZr ^/kqzin &/kekj 'kSyh^ dk fo'ks"k LFkku 

gSA dhrZu in~/kfr dk Loj o 'kCn iz/kku gksus 

ds dkj.k blesa vkyki] ljxe] rkusa] cksyrkus 

rFkk y;dkfj;k¡ djus dh çfof/k çkIr gSA blh 

dkj.k /kqzin o /kekj ds lkFk [;ky dks Hkh 

[;krh çkIr gqbZA jk/kkoYyHk lEçnk; esa 

çpfyr laxhr tks ^lektxku^ ds uke ls 
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tkuk ,oa ljkgk tkrk Fkk] mlesa /kqzin dh 

vis{kk /kekj dks vf/kd çfr"Bk çkIr FkhA 

vk/kqfud le; esa Hkh bl lEçnk; ds xk;d 

Hkä ^/kekj rky^ dk gh ç;ksx djrs gSaA vkt 

ds le; ds lektxku esa vkyki] rku ,oa 

cksyrku dk çpyu lekIr gks x;k gS D;ksafd 

;gk¡ dk laxhr vc 'kCn ç/kku gks x;k gSA 

blh rF; ds lkFk&lkFk tgk¡ ^oYyHkkpk;Z 

lEçnk;^ esa /kekj dks ç/kkurk nh tkrh gS ogha 

^fuEckdZ laçnk;^ esa lektxku ds varxZr /kqzin 

o /kekj dks fo'ks"k LFkku çkIr gS] rFkk 

^gfjnklh laçnk;^ esa dsoy /kqzin dks gh 

ç/kkurk nh xbZ gSA bl laçnk; esa Hkh vkxs 

pydj 18oha 'krkCnh ds var rd ^Jh yfyr 

fd'kksj nso th^ us /kqzin ds LFkku ij ^/kekj^ 

dks lektxku esa [;kfr iznku djkbZA 

Hkfä ;qx ds varxZr yxHkx lHkh oS".ko Hkäksa 

ij “kkL=h; laxhr dk izHkko Mkyus esa HkDr 

f”kjksef.k iaŒ t;nso dk egRoiw.kZ LFkku gS] 

ftUgksaus loZçFke jkx&jkxfu;ksa ,oe~ rky esa 

v"Vifn;ksa dks fucn~/k dj bZ'oj dh mikluk 

ds fy, ç;ksx fd;k Fkk] ftldk izHkko 

e/;;qxhu oS".koksa ij iM+kA  

varr% bu lHkh mi;qZä rF;ksa ls ;g fu"d"kZ 

fudyrk gS fd e/;;qx esa /kqin ,oa /kekj 

vR;f/kd çpkj esa FkkA bu laçnk;ksa esa xk;u 

'kSfy;ksa dks fofHkUu laxhr i)fr;ksa ls vfHkfgr 

fd;k x;k gS tks ^oYyHk lEçnk;^ esa ^dhrZu^ 

jk/kkcYyc laçnk;] gfjnklh lEçnk; o 

fuEckdZ laçnk; esa ^lektxku^ rFkk xkSfM+; 

lEiznk; esa ^ladhrZu^ i)fr ds uke ls 

vfHklaKkr gqvkA 

laxhr ç/kku oS".ko laçnk;ksa esa 'kkL=h; laxhr 

dh vis{kk mi'kkL=h; vFkok yksdlaxhr dks 

vR;f/kd egÙkk nh tkrh gSA yksd&xhrks esa 

vusd çdkjksa dks Hkyh&Hkkarh xk;k ,oe~ ctk;k 

tkrk gS tSls& jfl;k] gksjh] ckjgeklk xhr] 

eYgkj xhr vkfnA buds vfrfjä fofHkUu 

çdkj dh Vsj xkbZ tkus dh Hkh çFkk çpfyr 

gS tSls & cztoklh Vsj] fudqat Vsj vkfnA 

vk/kqfud le; esa oS".ko laçnk;ksa esa laxhr ds 

uke ij vius Hkkoksa dks 'kCnksa esa fijksdj] 

yksdHkk"kk esa jfpr] rkycn~/k Hktu xkus dk 

gh çpyu loksZfiz; gSA lkFk gh Hkä jfldksa 

}kjk jfpr inksa dk Hkh xk;u yksdfç; gSA  
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LkwQh lar vkSj dOoky cPpk Ikjaijk 

dksey 

    ih,p]Mh- 'kkS/kkFkhZ 

laxhr ,oa yfyr dyk ladk;]  

fnYyh fo'ofo|ky;] fnYyh 

laf{kIr lkj&Hkkjr dh lH;rk laLd̀fr vR;ar izkphu ,oa cgqewY; gS ftlesa laxhr dk ,d cgqr 

egRoiw.kZ LFkku gS tksfd izkphu le; ls gh vusd Lrj ij yksxksa dks izHkkfor djrh jgh gS 

vjc vkSj bZjku ds lwQh lar vkSj laxharK Hkh blls vNwrs u jgsA mUgksaus Hkkjr vkdj vius 

vjc bZjkuh laxhr vkSj Hkkjrh; laxhr ds feJ.k ls ,d ubZ “kSyh dkWy@dkSy ls cuh dOokyhA 

dOokyksa }kjk xkbZ tkus okyh xtyksa dk gh xs; :Ik dOokyh dgykbZA dOokyh dh jpuk 

[oktk eksbZuqíhu fp”rh us dhA blh “kSyh ds vk/kkj ij futkeqíhu vkSfy;k ds eqjhnksa vehj 

[kqljks vkSj glu fe;k¡ lkerh us vius&vius laxhr ds feJ.k ls ,d ubZ “kSyh dks tUe fn;k 

tks dOoky cPpk ijaijk dgykbZA bl ijaijk eas cMs+ dykdkj gq, ftuesa eqwgEen [kk¡ lkfnd 

vyh vkfn jgsA lnkjax&vnkjax Hkh blh ijaijk dk fgLlk jgs vr% 18oha “krkCnh esa ;g ijaijk 

fe;k¡ vpiy fnYyh ?kjkus ls tqM+hA 

lwpd “kCn&lwQh] lar] vjc] bZjku] Hkkjrh;] laxhr] dOokyh] dOoky cPpk ijaijkA 

vukfn dky ls Hkkjr ,d /keZfujis{k ns”k jgk 

gSA bldh laLdf̀r ,oa lH;rk vR;ar izkphu 

gSA izkphudky ls gh gekjs /keZ ds lkFk laxhr 

dk vVwV laca/k jgk gSA 

   Hkkjr esa eqlyekuksa ds vkxeu ds chp 7 

vkSj 8 “krkfCn;ksa dk varjky gSA xqIr dky esa 

Hkkjrh; laxhr dh vR;f/kd izxfr gqbZA 

eqfLye vkØe.kdkfj;ksa ds lkFk lwfQ;ksa vkSj 

muds laxhr dk Hkkjr esa izos”k& 

   eqlyeku lwQh fgUnqLrku eas dfBu o nqxZe 

ekxksZ }kjk] xxupqach ioZrJsf.k;ksa vkSj futZu 

ouksa dks ikj djds ,sls LFkkuksa ij igq¡ps tgk¡ 

muds fy, oLrq vifjfpr vkSj mudh :fp 

ds vuqdwy u FkhA ;gk¡ dh laLd`fr] 

vkpkj&fopkj] os”k&Hkw’kk] jhfr&fjokt] 

jktuhfr vkSj tyok;q] vkaxrqdksa dks vuks[kh 

yxhA 

   Hkkjrh; laxhr ds vukfn ,s”o;Z ,oa xkaHkh;Z 

us bu lwfQ;ksa dks dgha xgjs rd izHkkfor 

fd;k mUgksaus vius lkFk yk;s vjch o bZjkuh 

 
1
https://youtu.be/HCCAiiQoduU?feature=16th 

Baithak-Ustad Iqbal Ahmed Khan “Legend of 
Hazrat Amir Khusro”.  

laxhr ds lqanj iq’iksa ls Hkkjrh; laxhr dk 

Jàxkj fd;k o ,d u;k :Ik Hkkjrh; laxhr 

dks fn;kA Hkkjrh; laxhr dh tfVyrk dks de 

djds mls loZlk/kkj.k ds ân; rd igq¡pkus 

esa lwfQ;ksa dk egRoiw.kZ ;ksxnku gSA nks 

laLd`fr;ksa dk laxhr }kjk leUo; djds 

mUgksaus fo”o/keZ dk ,d vuwBk mnkgj.k izLrqr 

fd;kA
1
 

lwQh O;qRifÙkewyd vFkZ & lwQh “kCn dh 

O;qRifÙk ds fo’k; esa fo}kuksa esa erHksn gSA 

mUgksaus fofo/k rdksZa ,oa ;qfDr;ksa }kjk bl “kCn 

dh fHkUu O;qRifÙk;ksa dks rdZlaxr ,oa lehphu 

Bgjkus dk iz;Ru fd;k gSA Þ 

Þvcul&vy&ljkZt Þ us ^fdrkc&vyyqek* esa 

bl “kCn ds fo’k; esa fy[kk gS fd ewyr% ̂ lwQh* 

vjch Hkk"kk ds ̂lwQ* “kCn ls O;qRiUu gSA bldk 

vFkZ Åu gSA Hkk’kk “kkL=h bl O;qRifÙk dks Bhd 

ekurs gSA vy&ljkZt dk bl fo’k; esa dFku 

gS fd ̂Åu* dk O;ogkj lar] lk/kd ,oa iSxEcj 

yksx djrs vk;s gSA 
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   tks fo}ku ^lwQ+* “kCn ls lwQh “kCn dk 

O;qRiUu ekurs gS] muds er ls lwQh og ekxhZ 

lk/kd gS] tks Åuh pksxs dk O;ogkj djrk gS 

rFkk bls vius thou dk ije y{; ekurk 

gSA 

  Hkkjr esa lwfQ;ksa ds izos”k ds lanHkZ esa fuf”pr 

frfFk crkuk dfBu gS ysfdu blesa lansg ugha 

gS fd ;g izos”k eqlyekuksa ds vkØe.k ds lkr~ 

gqvk gksxkA 

    “ks[k bLekby ¼1005 bZ-½] uFkj”kkg ¼1039 

bZ-½] “kkg lqYrku :eh ¼1035 bZ-½ caxky esa 

vk;s FksA vCnqYyk ¼1065 bZ-½] nkrkxat c[“k 

¼1072 bZ-½ vkfn lwQh njos”k Hkkjr esa /keZizpkj 

djus ds fy, vk, FksA xt+uh fuoklh gqfTojh 

us ^d”Q+ vy egtwu* esa lwQ+h er dk lqanj 

foospu fd;k gSA og ,d egku lwQ+h lk/kd 

Fkk vkSj canh ds :Ik esa Hkkjr vk;kA
2
 

   vkPkk;Z dSyk”kpUnz cg̀Lifr th fy[krs gS 

fd vius fopkjksa ds izpkj ds fy, eqfLye 

lwQh ml oDr esa ;gk¡ vk x;s Fks ftl ;qx esa 

fdlh eqfLye vkØkark dk iSj Hkkjrh; Hkwfe ij 

iM+k Hkh ugha FkkA 

   ;g ,d ,sfrgkfld rF; gS fd tgk¡&tgk¡ 

Hkkjr esa eqfLye vkØkark vk;s ogk¡ lwQh lk/kd 

o lwQh Qdhj igys ls gh fo|eku FksA 

vkØkarkvks dh lsuk ds lkFk vkfye vkSj lwQh 

Hkh jgk djrs FksA 

   1196 bZ- esa eksgEen xkSjh izFke eqfLye 

vkØe.kdkjh Fkk ftlus i`Fohjkt dks gjkdj 

Hkkjr eas eqfLye “kkLu dh vk/kkjf”kyk j[kh 

bldh lsukvksa ds lkFk eqbuqíhu fp”rh Hkkjr 

vk, vkSj ykgkSj o fnYyh dh ;k=k djrs gq, 

os vtesj tkdj cl x;sA xkSjh] xqyke] 

f[kyth] rqxyd oa”k “kkld lqUuh eqlyeku 

 
2-lwQh laxhr&jkx ijaijk ds lanHkZ esa] MkW- lquhy xksLokeh] i`-la-

&11&14  
3-https://youtu.be/HCCAiiQoduU?feature=16th 

Baithak-Ustad Iqbal Ahmed Khan “Legend of 

Hazrat Amir Khusro”.  

FksA buds ân; ij Øe”k% “ks[k eqbZuqíhu fp”rh 

muds “kkfxnZ dqrqcqíhu cf[r;kj dkdh] muds 

“kkfxnZ ckck Qjhnqíhu xat “kadj o muds 

“kkfxnZ “ks[k futkeqíhu fp”rh “kklu djrs 

jgsA
3
 

[oktk eqbuqíhu fp”rh & Hkkjro’kZ esa fp”rh 

laiznk; dks ykus dk Js; ^[oktk eqbuqíhu 

fp”rh* latjh vtesjh dks tkrk gSA lwQh 

lk/kdksa esa ^[oktk eqbuqíhu fp”rh* dk cM+k 

lEeku jgkA blh dkj.k yksx bUgsa ^vkQrkcs 

& ,&fgan* rFkk Hkkjr HkkLdj dgdj iqdkjrs 

FksA budk tUe 1142 bZ- eas lhLrku ds latj 

“kgj esa gqvk FkkA lhLrku vQx+kfuLrku dk 

,d nf{k.kh izkar gSA ckn esa ;g vius 

ekrk&firk ds lkFk [kqjklku pys x;s FksA ogha 

ij bUgksaus [oktk ^mLeku fp”rh gk:uh* dk 

f”k’;Ro xzg.k fd;kA ftl ifjokj esa budk 

tUe gqvk Fkk] og dbZ ihf<+;ksa ls lwQh lk/kdksa 

ls izHkkfor FkkA buds thou esa lcls cM+k 

ifjorZu ml le; gqvk tc os “ks[k bczkfge 

bUnkSth uked ,d rstLoh lk/kd ds laidZ esa 

vk,A
4
 

   ,d ckj os rhFkZ ;k=k ij enhuk tk jgs 

FksA rHkh muds ân; esa Hkkjro’kZ tkus dh nSoh; 

iqdkj gqbZA iSxEcj us lius esa muls dgk fd] 

ijekRek us Hkkjro’kZ dks rqEgkjs gkFkksa esa lkSaik 

gSA ogh tkdj vtesj esa cl tkvksA ijekRek 

dh dìk ls rqEgkjs vkSj rqEgkjs f”k’; ds 

iq.;izrki ls ml ns”k esa bLyke /keZ dk izpkj 

gksxkA 

   bl izdkj ls lCt+okj] gk:u cxnkn 

bLQgku] rjcst [kjdku vLrjkckn] fgjklr 

vkSj cY[k vkfn dh ;k=k djrs gq, lu~ 1192 

bZ- esa eksgEen xkSjh dh QkSt ds lkFk fnYyh 

4-lwQh laxhr&jkx ijaijk ds lanHkZ esa] MkW- lquhy xksLokeh] ì-la-

&18  
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vk,A blds ckn lu~ 1195 bZ- esa vtesj tkdj 

cl x,A ogk¡ igq¡pdj mUgksaus vius er dk 

izpkj vkSj izlkj fd;kA 

dOokyh dh mRifÙk& “ks[k eksbZuqíhu fp”rh ds 

izpkj dh lQyrk dk ,d izeq[k dkj.k ;g 

Fkk fd os laxhr Jo.k esa :fp j[krs FksA [oktk 

eksbZuqíhu fp”rh ds vkxeu ds le; rd 

vtesj dh fo”ks’k mUufr gks pqdh Fkh ;g /keZ 

vkSj laLdf̀r dk x<+ cu pqdk FkkA jktLFkku 

dks ekjokM+ dgdj lacksf/kr fd;k tkrk Fkk 

tksfd ek: vkSj ekaM ds fofu;ksx ls cuk Fkk 

ftl izns”k dk ukedj.k gh jkxksa ds uke ls 

gqvk gks] fQj ogk¡ dh yksd/kquksa] xhr “kSfy;ksa 

esa vfuopZuh; vkuan vkSj izHkko dk gksuk dksbZ 

vpjt dh ckr ugh FkhA yksd xhrksa esa ekaM 

xhr&”kSyh bl izdkj dh gS] ftlesa vkyki] 

NksVh&NksVh rkusa] d.k] [kVdk] eqdhZ] ehM+ vkSj   

lwr dk deky ns[kk tk ldrk gSA blesa 

chp&chp esa rky jksddj nksgs ;k Nan Hkh xk, 

tkrs gSA blls Kkr gksrk gS fd ;gk¡ dh 

yksdijaijk esa leLr lkaxhfrd rRo iw.kZ:is.k 

fodflr Fks] ftuds vuq”khyu ls izHkkfor 

gksdj [oktk eksbZuqíhu fp”rh us dOokyh xhr 

“kSyh dh jpuk dh vkSj yksd xhrksa ds laidZ 

ls ;g xhr “kSyh fpjathoh gksrh xbZA
5
 

   vkpk;Z dSyk”kpanznso c`gLifr fy[krs gS fd 

^dkSy* dk vFkZ dFku] opu] izopu] ckr] 

izfrKk ;k fof”k’V mfDr gSA ^dkSy* dk 

xkusokyk dOoky gSA dOokyksa dh xku&”kSyh 

dOokyh vkSj dOokyksa dh xku “kSyh esa xkbZ 

tkusokyh xtys gh xs; :Ik esa ^dOokyh* 

dgykbZA dOokyh esa rku] iyVk] tetek] 

cksyckaV lHkh dqN gksrk gSA 

    [oktk eksbZuqíhu fp”rh us vius 

dOoky&f”k’;ksa dks vtesj dh Hkk’kk rFkk ;gk¡ 

ds ijaijkxr xhrksa ds Nan ,oa yksd /kquksa dks 

vkRelkr djus ds fy, izsfjr fd;kA ;gh 

 
5-lwQh laxhr&jkx ijaijk ds lanHkZ esa] MkW- lquhy xksLokeh] i`-

la-&55  

dkj.k gS fd fp”rh&ijaijk esa ftu 

xhr&”kSfy;ksa dk lekos”k gS] muesa izknsf”kd 

yksd&/kquksa dk izHkko Li’V >ydrk gSA xtyksa 

dks ,d fof”k’V “kSyh esa xkusokys dOoky 

lwfQ;ksa ds lkFk lnk ls jgk djrs FksA “ks[k 

eksbZuqíhu fp”rh dh lsok esa Hkh dOoky FksA 

“ks[k dqrqcqíhu cf[r;kj dkdh dk rks LoxZokl 

dOokyh lqurs&lqurs gqvk FkkA “ks[k futkeqíhu 

fp”rh ds tukts ds lkFk&lkFk mudh olh;r 

ds vuqlkj dOoky yksx xkrs gq, py jgs FksA 

gt+jr futkeqíhu fp”rh & ckck Qjhnqíhu 

xat”kdj ds mÙkjkf/kdkjh futkeqíhu fp”rh 

dk tUe 1239 bZ- esa jkft+;k ds jkT;dky 

¼1236&1239bZ-½ esa cnk;wa esa gqvkA budk 

okLrfod uke eqgEen fcu&vgen 

fcu&nkfu;ky&vy cq[kkjh Fkk] os egcwc , 

bykgh vkSj lYrkuqy vkSfy;k ¼vkSfy;k dk 

lqYrku½ rFkk lqYrkuqy “ks[k ¼”ks[kksa ds lqYrku½ 

ukeksa ls iqdkjs tkrs FksA 

   futkeqíhu ckck Qjhn ds vR;ar fiz; f”k’; 

FksA dqN gh fnuksa esa mUgksaus lwQh lk/kuk esa 

vR;ar lQyrk izkIr dj yh FkhA ckck Qjhn 

muls brus izHkkfor Fks fd 20 o’kZ dh mez esa 

gh mUgksaus budks [+kyhQk fu;qDr djds fnYyh 

Hkst fn;k FkkA
6
 

gtjr futkeqíhu fp”rh vkSj vehj [kqljks & 

vehj [kqljks cgqr NksVh vk;q esa gh futkeqíhu 

fp”rh ds eqjhn gks x;s FksA vehj [kqljks ds 

firk lSQqíhu egewn ds eu esa Fkk fd vehj 

[kqljks futkeqíhu vkSfy;k ds gks tk,] vius 

firk ds dgus ij vehj [kqljks futkeqíhu 

fp”rh ds ogk¡ x, ijarq ckgj cSB x, ogh 

cSBs&cSBs gh futkeqíhu dks eu gh eu lacksf/kr 

djds ,d “ksj dh jpuk dh ftldk vFkZ gS&rw 

,slk ckn”kkg gS fd vxj egy ds daxwjs ij 

dcwrj vkdj cSBs rks og rsjs vuqxzg ls ckt+ 

gks tk,A ,d izkFkhZ rsjs }kj ij vk;k gS og 

6
-lwQh laxhr&jkx ijaijk ds lanHkZ esa] MkW- lquhy xksLokeh] i`-

la-&58  
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vanj vk, ;k ykSV tk,A 

   futkeqíhu ds ,d lsod us futkeqíhu 

fp”rh dh vksj ls vehj [kqljks dks vkdj ,d 

“ksj lquk;k ftldk HkkokFkZ gS&lR; ds {ks= ds 

ihj vanj pyk vk ftlls fd dqN le; esa rw 

gekjk fo”oluh; vkSj lgpj cu tk;s ;fn 

vkus okyk ukle> gS rks ftl ekxZ ls vk;k 

gS mlh ekxZ okil ykSV tk,A 

    [kqljks rRdky vanj x;s vkSj mUgksaus nkSM+ 

dj “ks[k futkeqíhu fp”rh ds pj.kksa esa flj 

j[k fn;kA “ks[k lkgc us [kqljks ls dgk dh 

vk vk vktk js esnZs gdhdr vktk ,dne ds 

fy, gekjk gejkt cutkA ;g lqurs gh [kqljks 

us eqjnh gksus dh izkFkZuk dh vkSj “ks[k 

futkeqíhu vkSfy;k us rRdky mls viuk eqjhn 

dj fy;kA 

dOoky cPpk ijaijk& vehj [kqljks ds le; 

esa gh glu fe;k¡ lkerh uked ,d lar Fks 

tksfd fnYyh ?kjkus ds iwoZt glu lkoar ds 

oa”kt Fks ;g Hkh futkeqíhu fp”rh ds eqjhn Fks 

nksuksa us feydj ,d ijaijk dks tUe fn;kA 

   
7
vkpk;Z c̀gLifr viuh fdrkc eqlyeku 

vkSj Hkkjrh; laxhr esa fy[krs gSa fd rky vius 

Loj viu]s cksy vius bu nksuksa us feydj bl 

dsanz dks tUe fn;k ftlds dke dks eqlyekuksa 

us ^bYe&,&[kqljks* dh fo/kk dgk rFkk fganqvksa 

us ̂ banzizLFk&er* dgkA ;gh ls 800 lky igys 

bl ijaijk dh “kq:vkr gqbZ ;gh ijaijk vkxs 

c<+rs gq, dOoky cPpksa dh ijaijk dgykbZA 

blh ijaijk esa fe;k¡ “kDdj [kk¡] eD[ku [kk¡ 

vkSj tn~nw [kk¡ fnYyh ds cMs+ e”kgwj [;ky 

xkus okys gq, gSA vius tekus eas ;s yksx 

,dne cstksM+ xoS;s ekus tkrs FksA 

8
eqgEen [kk¡ & bl [kkunku esa cMs+ eqgEen 

[kk¡ laxhr dh f”k{kk vius firk vkSj pkpk 

nksuksa ls iwjh&iwjh ikbZ FkhA ;s yksx [;ky xkrs 

FksA f”k{kk ikus ds ckn gh viuh lw> vkSj 

 
7
-eqlyeku vkSj Hkkjrh; laxhr] vkpk;Z c`gLifr] i`-la-&32&33  

mit ls bUgksaus rkuksa dh fQjr bZtkn dhA 

bl fQjr dks bUgksaus lh/kk gh ugha j[kk cfYd 

ispnkj vkSj cynkj cuk;k FkkA viuh rkuksa 

ds cy vkSj QUnksa ls ;g lquus okyksa dks gSjr 

esa Mky nsrs Fks vkSj buds xkus esa ,d tknw 

dk&lk vlj FkkA budh bl fo”ks’krk dh lkjs 

ns”k esa cM+h iz”kalk gqbZ vkSj yksx bls cgqr gh 

ilan djrs FksA ;g ns[kdj dbZ xoS;ksa us 

budh udy djus dh dksf”k’k dh] exj blesa 

lQyrk cgqr de yksxksa dks fey ldhA budk 

nsgkar 1840 yxHkx esa gqvkA 

eqgEen [kk¡ ds HkkbZ & eqgEen [kk¡ ds dbZ HkkbZ 

Fks ftuds uke&vgen [kk¡] jger [kk¡ vkSj 

fgEer [kk¡ Fks buesa ls vgen [kk¡ cgqr izfl) 

gq,A bUgksaus vius HkkbZ dh pykbZ gqbZ xk;dh 

gh viukbZ vkSj fQjr esa ogh ckrsa vf[r;kj 

dhA blds Åij budh esgur us pkj pk¡n 

yxk fn,A blhfy, budk uke lkjs fganqLrku 

esa izfl) FkkA budh phtksa dh cafn”k cM+h 

vuwBh gksrh Fkha ftlesa [kkl&[kkl LFkkuksa ij 

ispnkj fQjr ds VqdMs+ jgrs FksA buds xkus 

dh fo”ks’krk ;gh Fkh fd cgqr dfBu iSpnkj 

fQjr ds gksrs gq, Hkh rkuksa esa jkx dk iwjk 

Lo:Ik ekStwn jgrk FkkA blh ls buds lquus 

okyksa dks vkuan Hkh vkrk vkSj cM+h gSjr Hkh 

gksrhA 

   nwljs HkkbZ jger [kk¡ us Hkh viuh [kkunkuh 

fo/kk dks iwjh rjg gkfly fd;k vkSj og 

vLFkk;h&[;ky cstksM+ xkrs FksA budh rku 

ispnkj] tksjnkj vkSj cM+h izHkkoksRiknd gksrh 

FkhA blhfy, budks jktnjckj ls ^rkuksa ds 

dIrku* dk f[krkc feyk FkkA 

    rhljs fgEer [kk¡ lu~ 1850 ds vklikl 

jhok¡ fj;klr esa ukSdj FksA Lo;a mPpdksfV ds 

xoS;s gksus ds vfrfjDr bUgksaus vius “kkfxnksZa 

dks cgqr eksgCcr ls fl[kk;k vkSj ;g xq.k bl 

?kjkus esa dsoy bUgha esa FkkA blhfy, buds 

8
-laxhrKksa ds laLdj.k] foyk;r gqlSu [kk¡] i`-la-&65&73  
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“kkfxnksZa dh la[;k cM+h Hkkjh Fkh fo”ks’kdj 

ekyok esa buds “kkfxnksZa us cgqr uke fd;kA 

eqgEen [kk¡ ds iq= & veku vyh [kk¡] ckdj 

vyh [kk¡] eqckjd vyh [kk¡] equOoj vyh [kk¡] 

QS;kt [kk¡] ;g lHkh eqgEen [kk¡ ds iq= Fks o 

cMs+ e”kgwj xoS;s Hkh jgsA buesa ls veku vyh 

[kk¡ dks vius firk ls [;ky xk;dh dh 

iwjh&iwjh f”k{kk feyh FkhA budh rkuksa ds 

cy&Qans lqudj Jksrk nax jg tkrs FksA 

vyoj ds egkjkt f”konkuflag] t;iqj&ujs”k] 

Xokfy;j jhoka fj;klrksa esa budk cM+k lEeku 

gqvkA ckdj vyh [kk¡ jkeiqj ds uokc dYcs 

vyh [kk¡] equOoj [kk¡ 1870 esa jhok QS;kt [kk¡ 

jhoka Hkjriqj t;qij vyoj lHkh jktnjckjksa 

esa mPpdksfV ds xoS;s jgsA fdarq buds rhljs 

iq= eqckjd vyh [kk¡ dk fo/kk dk Kku lcls 

vf/kd FkkA isphnk fQjr ds ekeys eas rks budh 

VDdj dk dksbZ nwljk xoS;k ugha FkkA budh 

rku dh xqRFkh cMs+&cMs+ xoS;ksa dh le> esa Hkh 

ugh vkrh Fkh vkSj gj rku ,slh [kqclwjrh ds 

lkFk le ij vkrh Fkh fd lquus okys nax jg 

tkrs FksA ;g vyoj ds egkjktk f”konkuflag 

ds njckj esa [kkl xoS;s Fks vr% 1880 esa t;iqj 

esa budk nsgkar gks x;kA 

lkfnd vyh & dOoky cPpksa ds ?kjkus ds cM+s 

izfl) xoS;ksa es lkfnd vyh dk uke cgqr 

mYys[kuh; gS ;g uokc okftn vyh [kk¡ ds 

t+ekus esa y[kuÅ es FksA bUgksaus vius ?kjkus 

dh xk;dh dks dk;e j[kus ds lkFk&lkFk 

Bqejh esa cM+h fo”ks’krk mRiUu dhA mls bUgksaus 

,slk izHkkoksRiknd cuk;k fd mlds ckn ls 

Bqejh dk jax gh cny x;kA ;g xk;dh gj 

O;fDr dks ilan vkbZ vkSj reke iwohZ fgUnqLrku 

blds jax esa jax x;k cukjl] x;k vkSj 

dydRrs esa bldk cgqr T;knk izpkj gqvkA 

dOoky & cPpksa ds ?kjkus esa blds vfrfjDr 

Qtys vyh] eqt+kfgj [kk¡] jTtc vyh [kk¡] 

eqckfjd vyh [kk¡ ds Hkrhts benkn [kk]¡ eqUuoj 

[kk¡ ds iq= dje vyh [kk¡] fnykoj vyh [kk¡] 

gqlSu [kk¡] ehjkc[“k] rUuw [kk¡ vkfn lHkh izfl) 

gq,A ;gh ijaijk vkxs ^lnkjax & vnkjax* ls 

tqM+h 18oha “krkCnh esa ;g ijaijk fnYYkh ?kjkus 

ds lLaFkkid ^fe;k¡ vpiy* ls tqM+h tks fd 

Lo;a ,d mPpdksfV ds dOoky Fks ;g eqxyks 

ds vafre lezkV cgknqj”kkg t+Qj ckn”kkg ds 

lkaxhfrd xq: o njckjh xk;d Hkh FksA 

fu’d’kZ % lalkj esa izkjaHk ls gh laxhr jgkA 

vusd fHkUu&fHkUu izns”kksa ds laxhrksa us ,d 

nwljs ds laxhr dks izHkkfor fd;kA blh izdkj 

vjc bZjku ds lwfQ;ksa us Hkkjrh; laxhr esa 

:fp fn[kkbZ vkSj og Hkkjrh; laxhr ls dkQh 

izHkkfor gq, ftlls mUgksaus nksuksa laxhr ds 

feJ.k ls lalkj us ,d ubZ xk;u “kSyh 

dOokyh izLrqr dh ftlus tuekul dks cgqr 

izHkkfor fd;kA bl dOokyh ds va”k rku dks 

dkykarj esa [;ky esa iz;qDr fd;k tkus yxk 

tks orZeku esa fo|eku gSA blls ;g Kkr gksrk 

gS fd bl dOokyh us orZeku xk;u “kSyh 

“kSfy;ksa esa fdruk vge ;ksxnku fn;k gS tks 

orZeku ds laxhr dk eq[; vkd’kZ.k dk dsanz 

vkSj vaxfcanq gSA 
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Abstract: Naushad Ali, one of the greatest music directors of Indian cinema, wanted 

to ensure that Hindustani classical music reached the masses. Through his talent, skill 

and mastery over the art of summering a raga into a song, he created masterpieces of 

three to four minutes. At the same time authenticity was not compromised as he used 

famous and established vocalists like Ustad Bade Ghulam Ali Khan, Ustad Amir Khan 

and Pandit D.V. Paluskar. Being a proponent of Hindustani classical music, he 

incorporated various components of it like ragas, voice ornamentation techniques, taal 

and instruments and yet managed to keep his compositions simple, catchy, rhythmic 

and melodious which made him very popular as the audience could understand and 

relate to his work without having to know Hindustani classical music in depth. This 

paper is to study &analyse Hindi filmi songs, composed by Naushad. 

Key Words: Musical Instruments, Popular Compositions, Raag, Chaturang, 

Orchestra, Filmi Songs, Golden Songs  

Naushad once said, “Secret of a good 
and popular film song is that the song 
should have an appeal independent of 
its musical score i.e. the melody 
should be capable of being sung and 
enjoyed without the aid of an 
orchestra”. 1 

The above quote demonstrates 
Naushad’s clear and basic, yet 
practically useful approach to make a 
popular film composition. Naushad Ali 
was regarded as one of the greatest 
music directors of Indian cinema. His 
music was a complete motion picture 
experience designed and carved out of 
the choicest raw material available to 
musicians. 
Naushad used approximately fifty 
ragas in his compositions. His 
learning was not limited to music 

 
1
KinikarShashikant:Notes of Naushad. pg.184 

alone, he knew the art of narration, 
editing and recording too. The purity 
of ragas was maintained to the 
greatest possible extent in his work. 
His abiding contribution to Hindi 
cinema was his translation of 
Hindustani classical music for a mass 
audience. 

Early Life 

Naushad was born on Dec 25, 1919, 
in an orthodox family in Lucknow. 
Enraptured by movies and music, he 
often skipped school and went to the 
Royal cinema in Lucknow. He 
listened in rapture to the live orchestra 
that accompanied silent films — it’s 
here that Naushad the instrumental 
genius was born.  
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The youngster spent some time with 
an amateur theatrical company that 
did shows in north and east India, and 
learnt the folk songs of Punjab, 
Gujarat, Rajasthan and Saurashtra. 
When the company folded up, 
Naushad moved to Bombay, the large 
city of opportunity where, however, 
he had no home, no friends, no job. 

It was a tough life in Bombay for a 
few years. Naushad often slept on the 
footpath opposite Royal cinema. He 
would walk from Colaba to studios in 
Dadar in quest of work and did sundry 
assignments assisting composers. His 
first break as independent composer 
came in Prem Nagar (1940). But it 
was some four years and 10 films later 
that fortune finally smiled on him.  

His film Rattan became a 
blockbuster.  Ankhiyan milake sung 
by Zohrabai Ambalewali was a smash 
hit. The lovely duet O jaane wale 
balamwa (rendered by Sham Kumar 
and Zohrabai) was hummed by one 
and all. Naushad’s fee soared to 
₹25,000 per film. 

Hailed as “sangeet samrat” and 
Kohinoor of Bollywood music, even 
though he composed music for just 65 
films, the pristine melody of his songs 
— many immortal, makes him a 
colossus of creativity. His work was a 
synthesis of Indian music — classical 
and folk, ghazals, bhajans and 
qawwalis.  Said S D Burman, “It’s 
from Naushad that composers have 
learnt how to blend quality with 
popularity.” But Naushad himself 
remained humble about his musical 

prowess. “Allah is the only composer. 
He lifted me to the skies,” he said 
once. 

Composing a Film Song 

Naushad’s forte was Hindustani 
classical music. His professional 
training enabled him to make swift 
adaptations of ragas into film music. 
Naushad was aware that in order to 
give a proper presentation of 
Hindustani classical music, the 
performer needed a lot of time but 
with his talent and skill, he mastered 
the art of summering a raga into a 
song and presenting it within three to 
four minutes. He was one of the few 
music directors in the film industry 
who composed all scores in classical 
raga modes. His magic lay in his 
appreciation of the nuances of Urdu 
and Hindi lyrics and his genius in 
expressing and enhancing film lyrics. 
He drew inspiration from classical 
ragas and folk music. Naushad’s style 
was renowned for his ability to 
incorporate classical rhythms into his 
symphonies. He based his music on 
the ragas that formed a basis in Indian 
classical music. His taste for classical 
music was legendary.  

In the musical Baiju Bawra (1952), he 
used actual classical singers to sing 
his songs. Through this film he 
introduced Hindustani classical music 
to film lovers and broke the myth that 
classical music could not appeal the 
masses. It proved to be as popular as 
light music. In spite of his classical 
tendencies, he could also keep up with 
the times and adapt western 
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techniques and instruments into his 
music as heard in the films 
Jadoo(1951) and Mere Mehboob 
(1963). Naushad used to study every 
aspect of his tunes thoroughly. If he 
wasn't satisfied with even one word, 
he would ask the lyricist to rewrite the 
whole line. He would take a fortnight 
to compose a single song until it was 
perfected and often composed music 
for just two films a year. 

Role of Music Instruments 

A variety of instruments were used by 
Naushad in his songs like sitar, 
sarangi, shehnai, piano, tabla, tanpura, 
organ, xylophone, ghungroo, flute, 
jaltarang, mridang, metal flute, 
swarmandal, bells, violins, dholak, 
guitar, trumpet, hawaiian guitar, cello, 
manjira, accordion, cymbals, 
drumline, mouth organ, bagpipe etc. 
Violin orchestra which comprised of 
four instruments - 150 violins 
approximately, 3-5 cellos, 2 double 
bass and 10-15 violas was an 
inevitable part of his songs. 

The use of sitar is very pleasing to the 
ears in songs like “Sawan Aaye Ya Na 
Aaye” from Dil Diya Dard Liya 
(1966), “Jadugar Qatil” from 
Kohinoor(1960), “Mohe Panghat Pe 
Nandlal” from Mughal-
EAzam(1960), “Madhuban Mein 
Radhika Nache Re” from 
Kohinoor(1960). In the song “Mere 
Mehboob” from Mere Mehboob, the 
instrument, santoor has been used 
giving altogether different pleasant 
listening experience. In “Madhuban 
Mein Radhika Nache” from 

Kohinoor(1960), names of 
instruments like mridang etc have 
been used in the lyrics of the song.  

He introduced innovations with 
orchestra, instrumentation and sound 
that were transformational. He was the 
first to separately record voice and 
music tracks in playback singing; the 
first to combine the flute and the 
clarinet, the sitar and the mandolin. He 
also introduced the accordion to Hindi 
film music and created special rhythms 
by blending percussion instruments like 
tabla, dholak and ghatam with the 
khanjuri. He presented an orchestra of 
100 instruments in the film Aan and a 
chorus of 100 singers for a single song 
(for Ae mohabbat zindabad in Mughal-
e-Azam.) He excelled in the use of 
background music to create mood and 
feeling and dramatise the story. 

Significance of Classical Music 

Naushad's use of Indian classical 
music, added a rich and authentic 
flavor to his compositions. He 
skillfully incorporated ragas, taals, 
and classical instruments to create a 
unique sound that defined an era in 
Bollywood music. 

Naushad selected the ragas for his 
songs after putting a lot of thought and 
did not compromise on quality. Due to 
this perfectionist attitude, he did less 
films as compared to his 
contemporaries. For example, the song 
“Mann Tarpat Hari Darshan Ko Aaj” 
from Baiju Bawra, he has aptly used 
Raga Malkauns. If it was any other 
raga, maybe the feel of the song would 
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be less impactful. He made several 
compositions in Raga Bhairavi like 
“Tu Ganga Ki Mauj” from Baiju 
Bawra, “Tumhare Sang Mein Bhi 
Chalungi Piya” from Sohni Mahiwal, 
“Do Hanso Ka Joda” from Ganga 
Jamuna are to name a few. Naushad 
did so because he got a larger canvas 
with this raga and could experiment 
with a variety of combination of notes 
to create different moods for various 
situations in films. In Raga Pahadi, he 
made some memorable songs like “Aaj 
Ki Raat Mere Dil Ki Salami Le Le” 
from Ram Aur Shyam, “Aawaz De 
Kahan Hai” from anmolGhadi. Apart 
from these ragas, Naushad also used 
Raga Darbari Kanhada in many of his 
compositions like “O Duniya Ke 
Rakhwale” from Baiju Bawra, 
“Mohabbat Ki Jhooti” from Mughal-e-
Azam, “Yaad Mein Teri JaagJaag Ke 
Hum” from Mere Mehboob are to 
name a few. Other ragas were also used 
like the song, “Ye Dil Ki Lagi Kam Kya 
Hogi” from Mughal-E-Azam in Raga 
Jaijaiwanti are to name a few.  

Naushad always wanted his audience 
to understand and relate to his work as 
a result he tried to make compositions 
which were simple and catchy. 
Example: in the song, “Pyar Kiya to 
Darna Kya” from Mughal-e-
Azam,1960, Naushad started the song 
with a small composition in Raga 
Darbari Kanhada. On realizing that 
the audience would find it a bit 
monotonous, he decided to use other 
ragas from Kafi Thaat which were 
close to Darbari like Megh, Sarang, 

Pilu, Bahar etc. This resulted in the 
song becoming a super hit and is 
remembered and sung even today. 

Naushad often took liberty in 
enhancing the beauty of his songs e.g., 
he composed the song “Yaad Mein 
Teri JaagJaag Ke Hum” from Mere 
Mehboob, 1963 on the notes of Raga 
Darbari Kanhada but at one place in 
the song (Chand Bhi Aab Nazar Nahi 
Aata), he has taken the liberty to use 
both gandhars which is not done in 
Raga Darbari. This slight variation 
adds to the beauty of the song and is 
pleasing to the ears. 

Being an experimenter that he was, 
Naushad used the Chaturang style of 
Hindustani classical music in the 
song, “Madhuban Mein Radhika 
Nache Re” from Kohinoor,1960. 
Chaturang is a very appealing style of 
singing that compactly combines 
sections from four diverse classical 
forms - Pada (lyrics), tarana, sargam 
and pakhawaj syllables, all in the 
same raga. While singing Chaturang, 
the singer is expected to develop each 
element distinctly to show its beauty. 
This is essentially a texture specific 
compositional form. As the word 
chaturang signifies etymologically, it 
brings together a spectrum of four 
(chatur) 'colours' (rang) into one band. 
Each stands separately, but the whole 
coalesces to give a 'rainbow' effect. 
The first and second stanza of the 
song comprises of Pada (Lyrics) and 
in the third stanza, the syllables of 
mridang, sargam and syllables of 
dance are heard followed by a tarana. 
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The song “Chhod Babul Ka Ghar” 
from Babul, 1950 needs a special 
mention as here Naushad‟s talent is 
highlighted. This song has been sung in 
a happy and sad variation in the film. 
The lyrics and tune were the same but 
Naushad has skilfully differentiated the 
two. In the happy version, he used the 
high-pitchedvoice of Shamshad Begum 
and added rhythm with dholak and 
drum which makes it lively but on the 
contrast, at the end of the film, when the 
character played by Nargis is dying, she 
asks the actor, Dilip Kumar to sing the 
same song. Keeping the mood and 
scene of the film in mind, Naushad 
made the same song in a sad version 
which was sung by medium voice 
ranged, Talat Mahmood with a lot of 
pathos. Naushad removed the rhythm. 
There was no dholak, only a drumbeat. 
With the sound of each beat of the drum 
and Talat Mahmood's voice, he was 
successful in highlighting the pain and 
sorrow which the scene of the film 
demanded. It was these small details 
that made Naushad stand out from the 
others. 

Naushad made a variety of songs 
dealing with various subjects like the 
film Prem Nagar, 1940 was based on a 
kathiawari background for which 
Naushad did great research on the folk 
music of that area, Shahjahan,1946 
required ghazal compositions, Jadoo, 
1951 was a very different experiment 
with gypsy spanish folk style of music, 
Baiju Bawra,1952 was a musical 
drama, Mughal-e-Azam, 1960 was a 
film with purely classical based 

songs.Naushad‟s songs were romantic, 
devotional, patriotic etc. He used folk 
songs from Uttar Pradesh. Until then, 
no one had used that folk music. 
Bengali and Punjabi folk music was 
used but nothing from Uttar Pradesh. 
The song “Nain Lad Jai Hai To” from 
Ganga Jamuna, 1961 was an example 
of his folk tunes. 

Naushad focused on minor details in 
his songs. For doing so he used 
various voice ornamentation 
techniques like khatka, murki, gamak, 
meend etc. A perfect example is the 
song “Sawan Aaye Ya Na Aaye” from 
Dil Diya Dard Liya sung in a khayal 
style where Naushad has enhanced the 
beauty of the song with the use of 
Meend, Gamak, Sargam, Taans(in 
Aakar), Aalap. 

Taal plays a very important role in 
setting the mood of the song. Naushad 
ensured that the right taal was used 
with the right raga. Example: in the 
song “O Duniya Ke Rakhwale” from 
Baiju Bawra,1952 and “Mohabbat Ki 
Jhooti Kahani Pe Roye” from 
Mughal-e-Azam, 1960, Naushad has 
used Keherwa taal which makes the 
song lighter and more relatable to the 
audience. Had it been any other taal 
with Raag Darbari Kanhada, it would 
have made the song more serious and 
would have lost relatability with the 
audience. The other taals, Naushad 
used were Teentaal, Deepchandi and 
Rupak taal. 

In some of the films where Naushad 
has composed most of the songs 
purely on Hindustani classical ragas, 
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he has used the voices of famous and 
established vocalists like Ustad Bade 
Ghulam Ali Khan, Ustad Amir Khan 
and Pandit D.V. Paluskar in order to 
keep the authenticity alive in the 
songs. If any other singers would have 
sung them, maybe they would not 
have done full justice to the songs.  

Few Popular Compositions 

Naushad was considered the man with 
the Midas touch. He turned 
everything to musical gold.Few of his 
golden creations are - 

i. Awaz de, kahan hai — Anmol 
Ghadi, 1946: A triumphant paean 
to the power and majesty of Noor 
Jahan’s voice. 

ii. Tu kahe agar jeevan bhar — 
Andaz, 1949. Dilip Kumar at the 
piano captivates heroine Nargis in 
Mukesh’s voice. Mukesh went to 
Naushad’s house 23 times to 
rehearse the song before the 
maestro okayed it. Mukesh first, 
then Talat, shone as Dilip’s voice 
in Naushad’s music, before he 
settled on Rafi. 

iii. Duniya badal gayi and Mera 
jeevan sathi bichad 
gaya — Babul, 1950. Searing 
melancholy, haunting melody. 
Talat and Samshad at their best. 
Filmed on Dilip and Munawar 
Sultana. 

iv. Dil mein chhupa ke pyar ka toofan 
le chaley — Aan, 1951. Naushad 
had Rafi singing “I love you” in 
many voices. Here a smiling, 

teasing Dilip woos a frowning 
Nadira in Rafi’s vocals. 

v. Songs of Baiju Bawra, 1952: 
Three Rafi songs from the movie 
— Man tapdat hari darshan ko 
aaj; Insan bano; and O duniya ke 
rakhwale — were testaments to 
Rafi’s full-throated magnificence 
and Naushad’s genius. Both 
wizards soared to the pinnacle of 
stardom with these songs based on 
classical ragas, and transformed 
the Hindi music landscape. 
Lata’s Mohe bhool gaye 
sawariyan blended beauty, 
melody and melancholy. Rafi’s 
riveting lover’s call Tu ganga ki 
mauj won Naushad the Filmfare 
Award for best music of the year. 

vi. When Baiju Bawra celebrated a 
silver jubilee at Royal Cinema, 
Naushad said, “I used to sleep on 
the footpath opposite this place. It 
took me 16 years to cross the 
road.” 

vii. Songs of Mother India, 1957. This 
epic presented 12 songs rendered 
by Lata, Shamshad, Rafi and 
Manna Dey. Duniya mein hum 
aayehain to jeena hi 
padega and Nagari nagari dware 
dware are two songs of heart-
rending melody by Lata, which 
capture Nargis’s angst as she 
battles the iniquities of fate. A few 
infectious duets and group songs 
also adorned this titanic movie. 
Mother India, was the first Indian 
film that got nominated for an 
Oscar. 
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viii. Pyar kiya to darna kya — Mughal-
e-Azam, 1960. Madhubala sets the 
screen ablaze with a dance that 
glorifies love and scorns its foes. 
Lata’s song filmed on Madhubala 
is as immortal as the film, with a 
matchless symphony of voice, 
words and images. 

ix. Mohabbat khi jhooti — Mughal-e-
Azam, 1960. The Venus of Indian 
cinema is in chains. The sangeet 
samrat and the queen of melody 
weave magic with this song of 
despair. 

x. Mere mehboob — Mere Mehboob, 
1963. Rajendra Kumar in Rafi’s 
mesmerising voice implores the 
ravishing Sadhana. Naushad 
immortalised all three with this 
song! 

Ram aur Shyam (1967) was perhaps 
Naushad’s last success. He did 
compose a few good songs 

in Leader (1964), Dil Diya Dard Liya 
(1966), Sangaharsh (1968), Palki 
(1968), but the creative fire of old was 
missing. Pakeezah (1972) made 
waves, with several poignant songs 
filmed on Meena Kumari, but the 
credit for its success went to the 
original composer Ghulam 
Mohammed. (Naushad completed the 
music after Ghulam Mohammad’s 
death.) 

This “sangeet samrat” left an indelible 
mark on Indian cinema as a classical 
purist with a populist touch, and as the 
creator of peerless melodies in the 
1940s, 1950s and 1960s and scaled 
phenomenal heights in popular music. 
Naushad passed away in 2006. The 
Dadasaheb Phalke Award (1981) and 
the Padma Bhushan (1992) were just 
two of the many honours accorded to 
him. His legacy lives on. 
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Xkq:efr laxhr esa tksM+h oknu dh fof”k’Vrk 

vUuqiw.kkZ JhokLro 

ih,pñMhñ “kks/kkFkhZ 

laxhr ,oa yfyr dyk ladk;]  

fnYyh fo”ofo|ky;] fnYyh 

laf{kIr lkj& laxhr esa rky ds cks/k gsrq eq[; :Ik ls i[kkot] ènax] rcyk] uxkM+k] <ksyd 

vkfn vou) ok|ksa dks iz;ksx esa yk;k tkrk gSA bUgha vou) ok|ksa esa nqDdM+ uked ok| 

iatkc esa iz;ksx fd;k tkrk jgkA bls tksM+h] nqDdM+ rFkk vkVs okyk /kkEek Hkh dgdj lEcksf/kr 

djrs gSaA xq:efr laxhr iatkc izns”k esa HkfDr Hkko dk dhrZu laxhr gS rFkk bl Ikjaijk esa 

laxfr :is.k esa i[kkot] nqDdM+ rFkk rcyk vou) ok|ksa dk iz;ksx gksrk gSA bl “kks/k i= 

}kjk tksM+h ok| dk xqjefr laxhr esa ijaijkuqlkj ç;ksx oknu lkexzh dh fo”ks’krk dks m)r̀ 

djus ds fy;s fd;k x;k gSA vkt rcyk ok| dk iz;ksx vf/kd gks jgk gS ijUrq iatkc dk 

tksM+h ok| viuh fof”k’Vrk esa fof”k’V gSA iatkc ?kjkuk vkjaHk ls gh i[kkot okndksasa dk ?kjkuk 

gksus ds dkj.k blesa nqDdM+ ok| dk LFkku Hkh fo”ks’k cuk jgk rFkk bl ok| dh oknu 

lkexzh;ksa dk iz;ksx vkt Hkh ckgqY; esa pyk vk jgk gSA vou) ok|ksa dk iz;ksx laxfr ds :Ik 

esa vFkkZr~ dhrZu dh /kqu] jhr ;k rtZ vuqlkj Hkkoksa dh vfHkO;fDr dks /;ku esa j[kus rFkk jl 

dh fujUrj c<+ksrjh dks izokfgr djus esa lgk;d gksuk gh bu ok|ksa dh fo”ks’krk gSA 

eq[; fcanq & xq:efr laxhr] tksM+h ok|] oknu fof/k] jpuk,aA 

Hkkjrh; laxhr dh dqlqekdj esa vou) ok| 

fHkUu&fHkUu izdkj ds iq’iksa dh rjg dbZ jax 

:Ik vkSj lqxaf/kr jl dh lf̀’V dj lqanj NVk 

fc[ksjrs gq,] bl izkax.k dks ltkrs ,oa laokjrs 

jgs gSaA le; vkSj okrkoj.k ds ifjorZu ds 

lkFk u, vou) ok|ksa dk fuekZ.k gqvk vkSj 

/khjs&/khjs fodkl Hkh gqvk ijUrq ewy izkphurk 

fy, gq, uohu ok| gksus ij Hkh muesa dgha u 

dgha izkphurk dk vo”; vkHkkl izkIr gksrk 

jgk gSA vou) ok|ksa dk iz;ksx laxfr ,oa 

,dy oknu ds :Ik esa y; rFkk rky dks 

lqlfTtr djrk gSA i[kkot] <ksy] uxkM+k] 

ènax vkfn ok|ksa dk iz;ksx e/;dky ls 

izpfyr Fkk vkSj vkt Hkh budk iz;ksx 

mÙkj&nf{k.k Hkkjr esa fd;k tkrk gS tksM+h dk 

ewy izkphu m/oZd] vkfyaX;] iVg ok|ksa dks 

ekurs gSaA egku xzaFkksa esa bu ok|ksa dk mYys[k 

6oha “krkCnh ls 16 oha “krkCnh rd izkphu vkSj 

uohu ok|ksa ds ,d lqanj feJ.k ds :i esa 

izkIr gksrk gS ftuesa dbZ cukoV dh nf̀’V ls 

vyx gS] dbZ iz;ksx ds vk/kkj ij vyx gS 

vkSj dqN T;ksa ds R;ksa fodflr gksrs x, 

tSls&ènax] i[kkot] <ksyd] <ksy] tksM+hA 

ok|ksa dh cukoV] mlls mRiUu ukn dh 

fofHkUu tkfr ,oa oknu “kSyh ;s lkjh ckrsa 

fHkUu ok|ksa ds fy, fHkUu jpuk ds dkj.k curh 

gSaA izR;sd ok| esa viuk dqN fo”ks’k lkSan;Z 

midj.k] xq.k ,oa fo”ks’krk fo|eku vo”; 

gksrh gS ftlds dkj.k og izpkfjr vkSj izfl) 

gksus yxrk gSA ok|ksa dh mRifÙk ds laca/k esa 
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fofo/k vk/kkj izkIr gksrs gSA
1
  

vou) ok|ksa esa tksM+h uked ok| iatkc esa 

xq:efr laxhr ds laxr ok| ds :Ik esa vR;Ur 

izpfyr gSA bls vkVs okyk /kkEek vkSj nqDdM+ 

uke ls Hkh tkuk tkrk gSA tksM+h ok|] i[kkot 

ok| dk gh ifjofrZr :Ik gS ftldh oknu 

“kSyh vkSj /ofu yxHkx i[kkot tSlh gS ysfdu 

m/oZeq[kh ifjorZurk dks fy, gq,A ;g ok| 

yxHkx 16oha “krkCnh esa iuik vkSj vius uohu 

cukoV] cSBd ds dkj.k izpkj eas vk;kA vkt 

Hkh iatkc esa ck,a dh L;kgh ds LFkku ij vkVk 

yxkus dh izFkk gS vkSj ck;ka Hkh vis{kkd̀r 

vf/kd pkSMs+ eq[kokys gksrs gSaA
2
 blls tksM+h 

ok| ds iz;ksx dk izek.k feyrk gSA oLrqr% 

;g tksM+h ok| dsoy laxr djus dk ok| gh 

ugha gSa vfirq ,dy oknu ds fy, Hkh dbZ 

iwoZ&fufeZr jpukvksa esa mi;ksx fd;k tkrk gS 

ftuesa fof”k’V cksy o cksyksa dh fudkl&fof/k 

dk viuk ,d lkSan;Z ifjyf{kr gksrk gSA 

fiNyh yxHkx pkj “krkfCn;ksa ls pyh vk jgh 

viuh “kSyhxr ijaijk cuk, gq, ;g m)̀r 

gksrk pyk vk jgk gSA tksM+h ok| csgn le)̀ 

rFkk fo”kky HkaMkj ls ifjiw.kZ gSA pwafd ;g 

iatkc esa cuk rks vU; izkUrh; yksxksa dks blds 

ckjs esa vf/kd tkudkjh u gqbZA i[kkot ds 

tSls bl ok| esa i[kkot dh jpuk,a Hkh ctkbZ 

xbZ ftl izdkj vk/kqfud rcys esa i[kkot dh 

ijuksa vkfn dk oknu lgt ǹf’Vikr gksrk gSA 

iatkc vkjaHk ls gh i[kkoth;ksa dk ?kjkuk dgk 

x;k gS D;ksafd ;gka i[kkot ¼ènax½ dk gh 

oknu gqvk djrk Fkk vkSj xq:efr laxhr ds 

vkjaHk eas Hkh i[kkot dk gh oknu fd;k tkrk 

jgkA 

     xq:efr laxhr dk ewy flD[k /keZ ds 

 
1- “kkD;] izks- ¼MkW-½ la/;k jkuh- ènax mRifÙk] fodkl 

,oa ijEijk,¡] i`-la-&8  
2-fof”k’B] ia- lR;ukjk;.k- rcys ij fnYyh iwjc] ì-la-

&122  
3-dkSj] MkW- Hkxoar- xqjck.kh jkx foospu] ì-la-&9  

laLFkkid Jh xq: ukud lkfgc th us izkjaHk 

fd;k ftUgksaus thoksa ds m)kj ds fy, rFkk 

dqekfxZ;ksa dks lPpk fn”kk funsZ”k nsus gsrq dhrZu 

dh fofo/krk dks izeq[krk nhA mUgksaus 

Åap&uhp] tkr&ikr dk HksnHkko lekIr djus 

ds fy, vkSj lc /keZ tkfr ds yksxksa dks cjkcjh 

dk ntkZ nsus ds fy, dhrZu dk lgkjk fy;k 

D;ksafd dhrZu djrs le; lkjs yksx uhps 

Tk+ehu ij cSBrs Fks pkgs og fdlh Hkh tkfr ls 

lacaf/kr D;ksa u gksA
3
 Jh xq: ukud nso th us 

ok.kh dks jkxksa esa jfpr fd;k vkSj iape Jh 

xq: vtqZu nso th us bu jkxksa dks Øec) :Ik 

esa Jh xq: xzaFk lkfgc esa “kkfey fd;k vkSj 

“kCn dhrZu dks e;kZfnr :Ik ls flD[k thou 

“kSyh dk vfHkUu vax cuk;k rFkk mUgha ds 

le; ls flD[k xq:}kjksa esa ^jkxh* laxhrKksa 

}kjk mUur xs; fo/kkvksa esa jkx&rkyc) “kCn 

dhrZu fd, tkus dh izFkk pyhA
4
 

    xq:efr laxhr esa dbZ rjg ds ok|ksa dh 

iz;qfDr xq: dky ls gksrh vk jgh gSA Jh xq: 

ukud nso th ds lkFkh HkkbZ ejnkuk jckc 

oknu djrs Fks vkSj mudh fuiq.krk ns[kdj 

xq: th us mUgsa ^jckch* dh mikf/k nh rFkk 

dkykarj esa HkkbZ ejnkuk th ¼fejklh tkfr ls 

lacaf/kr½ dh oa”kkoyh Hkh jckch dgykbZA xq: 

lkfgckuksa dh dìk ls jckfc;ksa dks dhrZu ds 

vR;kf/kd dq”ky dykdkjksa ds :Ik esa tkuk 

tkrk jgk tks xk;u ,oa oknu nksuksa esa fuiq.k 

ekus x, rFkk ftuds ikl xq:vksa ds le; ls 

muds ifjokjksa ds ek/;e ls ,d izekf.kr Kku 

FkkA ijEijkuqxr jckch dhrZuh, 

lhuk&c&lhuk mLrknksa ls dfBu ls dfBu 

xk;u&oknu “kSyh dk f”k{k.k izkIr dj 

izLrqfrdj.k }kjk dhrZu dh mRd̀’V voLFkk] 

4-“kqDy] ;ksxek;k- rcys dk mn~xe] fodkl vkSj oknu 

“kSfy;k¡] ì-la-&121  
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,oa ijaijk dks fujUrj izokfgr j[kus ,oa lqn<̀+ 

cukus esa iz;Ru”khy jgk djrs FksA bl 

oa”kkoyK esa vkxs pydj HkkbZ lÙkk vkSj HkkbZ 

cyoan dks tksM+h ds fuekZ.kdrkZ gksus ds lkFk 

mldh oknu fof/k dk foLrkj vkxs dbZ 

ihf<+;ksa rd pykA i[kkot dh iw.kZ “kSyh dk 

tksM+h ok| ij [kqys gkFkksa ls oknu fd;k tkus 

yxk ftls ^[kqys cksy* dgk x;k vkSj ck,a 

¼MqXxh½ ij vkVk yxk;k tkrk i[kkot ds tSls 

blhfy, bls ^vkVs okyk /kkEek* dgus yxsA
5
 

xq:efr laxhr ds e;kZfnr “kCnksa ds 

lkFk ds cksyksa esa tksM+h }kjk laxfr izeq[k :Ik 

ls vkSj ijaijkuqlkj dh tkrh gSA blesa dhrZu 

ls iwoZ is”kdkjh dks pkj vaxksa esa ckaVk x;k 

gS&”kku] eaxykpj.k] “kCn xk;u vkSj 

imM+h&;g dhrZu pkSdh ds eq[; pj.k gSA 

lcls igys tksM+h ok| ij “kku dk oknu 

fd;k tkrk gSA “kku] dhrZu dh ifjp;kRed 

izLrkouk rFkk jl&Hkko dks eq[kfjr djrh gS 

rkfd laxr xq: lkfgckuksa dh f”k{kkvksa dk 

/;ku dj ldsA pkjrky] lwyrky] /kekj rky] 

eÙkrky] [kVrky] f”k[kj rky] iatkch Bsdk] 

lokjh rky] QjksnLr rky] >wejk rky] vkM+k 

pkjrky] >irky] rhurky&bu rkyksa ds 

varxZr tksM+h ok| esa “kku ctkbZ tkrh gSA 

“kku eas dykdkj jsyksa] ijuksa] VqdM+ksa] y axk] 

pkSadfM+;ksa] yENM+ xrksa] rksM+ksa dk iz;ksx dj 

fofHkUu y;dkfj;ksa dks fn[kkdj var esa frgkbZ 

ds fofHkUu izdkjksa dks ctkrs gq, dbZ Nanc) 

cafn”kksa esa y;Nan }kjk cksyksa dk dkV] rjk”k 

djds jpukvksa dk izLrqfrdj.k blesa fo”ks’k gSA 

mnkgj.kkFkZ pkjrky esa “kku& 

 ×  0  2  0  3   

1- /kk xsxs xs∙ xsxs /kk xsxs xs∙ xsxs /kkxs xs/kk  

 4  ×         

 nhark xsxs /kk         

 ×  0  2       

2- /kkxsnha ∙/kkxs nha∙∙ nhanha ufr Vrk      

 0  3  4   ×    

 dsds frjfdV/ks frV /kkxs xs/kk xsxs /kk    

 ×   0    2    

3- /kk∙ frVdrk xnhfxu /kkfrV drkxnh fxu/kk 

 0   3   4     

    frVdrk xnhfxu /kk frVdrk xnhfxu /kkfrV  

 ×   0   2     

    drkxnh fxu/kk frVdrk   xnhfxu /kk frVdrk   

 0   3   4    × 
    xnhfxu /kkfrV drkxnh   fxu/kk frVdrk xnhfxu /kk 

 ×   0    2    

4- /kk∙ nwauf/k ÙkkfdVrd rkf/kÙk Rkdsu   /kkxsfrV  

 0  3       4   

 rdsu /kkxsfrV rdsu /kkxsfrV rfdVf/k fdV/kkxs  

 ×   0   2     

   frVdrk xnhfxu /kk rfdVf/k fdV/kkxs frVdrk  

 0  3    4    × 
    xnhfxu /kk rfdVf/k fdV/kkxs frVdrk xnhfxu /kk 

 
5-JhokLro] vUuqiw.kkZ- xq:efr laxhr esa tksM+h 

oknu dh ijaijk] i`-la-&161  
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mijksDr cksyksa ds vfrfjDr oknd xk;d ds 

fn, x, le; vuqlkj oknu djrk gS ftuesa 

frgkbZ dk iz;ksx yxHkx izR;sd cksy ds Ik”pkr~ 

dj mldh fo”ks’krk ,oa Hkwfedk dks n”kkZrk gSA 

 jckch ijaijk ds lqizfl) mLrkn 

HkkbZ jD[kk th ds f”k’; mLrkn HkkbZ jRuflag 

th ¼rjurkju okys½ ds gLRkk{kj lfgr 

gLrfyf[kr iatkch Hkk’kk esa pkSadfM+;ksa] ijuksa] 

rksM+ksa dk fp=A 

 ;g fp= blhfy, fn;k tk jgk gS 

D;ksafd muds gLrfyf[kr cksyksa dh dkWih 

dsoy muds vkxkeh f”k’;ksa ¼mLrkn Hktu yky 

th vkSj muds csVksa Jh gfjvkse JhokLro th 

vkSj mLrkn ¼MkWñ½ eqjyh euksgj th½ ds ikl 

gh gSA fizñ n;ky flag us viuh iqLrd ^rcyk 

ènax lkxj* esa flD[k iaFk ds izfl) tksM+h 

oknd mLrkn HkkbZ jRuflag th ¼rjurkju 

okys½ ds gkFkksa ls vfr lqanjrk ls ctus okys 

xr&rksM+ksa dk fyfic) fooj.k Hkh fn;k gS 

ftlesa ls mnkgj.kLo:Ik ,d fuEufyf[kr gS& 

×    2    

rdrk ∙rd rk nwa nwa fdVrd rd ∙V 

0    3    

f/kV ∙r fdV rd frV drk ∙u Rkd 

×    2    

/kk rha rk fdM+ f/ka rk fdM+ nha 

0    3    

fdM+ ux frV frV xsxs frV dr fdM+ux 

×    2    

frjdM+ rdf/kj fdVrd /kknha /kk /kknha /kk frV 

0    3    

frV xsxs frV dr fdM+ux frjdM+ rdf/kj fdVrd 

×    2    

/kknha /kk /kknha /kk frV frV xsxs frV 

0    3    

drk fdM+ux frjdM+ rdf/kj fdVrd /kknha /kk /kknha 

×        

/kk
1
        

 

“kku dk oknu djus ds mijkUr xk;d }kjk 

“kCn dhrZu dh xk;u jpuk dk eaxykpj.k 

 
1- flag] fiza- n;ky- rcyk ènax lkxj] ì-la-&48 

vkjEHk dj fn;k tkrk gSA blds vk/khu “kCn 

xk;u Jh xq: xzaFk lkfgc esa ntZ lkaxhfrd 
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ladsrksa vkSj fljys[kksa dks eq[; j[krs gq, fd;k 

tkrk gSA bu “kCn xk;u jpukvksa ds lax rky 

ds Bsds }kjk laxfr dj chp&chp esa ;k dbZ 

ckj xk;u ds “kCnksa vuq:Ik Hkh nqDdM+ ok| 

ij cksyksa dk oknu dj lkSan;Z mRifÙk dh tkrh 

gSA dhrZu ds vkjEHk esa “kku vkSj tksM+h ctkus 

dh izFkk FkhA tksM+h ij dqN fo”ks’k rky vkSj 

y; dk iz;ksx fo”ks’k :Ik ls fd;k tkrk FkkA 

1. igys “kku ctkukA 

2. fQj eaxykpj.k djuk Bsdk /kekj ;k 

pkjrky esaA 

3. fQj cMs+ rky dh dksbZ jhr xkuh vkSj jhr 

ds lkFk tksM+h lTtu us xr ¼gkFk 

tksM+dj½ ;k lkFk ¼gkFk [kksydj½ cksy 

ctkukA ijusa ctkuh vkSj Bkg] nqxqu] 

frxqu] pkSxqu vFkok ¼nwljh rjQ½ dqvkM+] 

fcvkM+ y; cnyuhA bl izdkj vkykSfdd 

jax curk FkkA 

4. fQj dksbZ vklku jhr xkuh vkSj blesa 

vko”;drkuqlkj O;k[;k vkSj lk[kh 

djuhA 

5. vUr esa ml jkx dh imM+h yxkuh vkSj 

dhrZu dh lekfIr djuhA
1
 

 vklk dh okj rFkk vU; pkSadh;ksa ds 

lkFk ctus okyh xr dks imM+h dgk tkrk gSA 

;g xr pkj ek=k dh gksrh gSA dbZ ckj bls 

vkM+h y; esa Hkh ctkrs gSaA 

Bsdk imM+h &  

1 2 3 4     

xs frV rk xsrk     

        

/kk nha ∙r /kk frV drk xnh fxu 

        

/kk xnh fxu /kk frV drk xnh fxu 

        

/kk xnh fxu /kk frV drk xnh fxu 

        

frVdrk xnhfxu /kk/kk frVdrk xnhfxu /kk/kk frVdrk xnhfxu 

        

/kk /kk       

×        

    imM+h oknu ds var esa frgkbZ esa le ds 

vfrfjDr vyx ^/kk* dks fn[kkus dh fo”ks’krk 

gSA rky imM+h rFkk lkFk ds cksyksa esa 

NksVh&NksVh frgkbZ;ksa dk iz;ksx budk xq:efr 

laxhr esa gh vf/kd izlkj gSA ;g dhrZu esa 

vko”;d :Ikh ctkbZ tkrh gSA pkSdh dh 

lekfIr] le; ds jkx vuqlkj dksbZ “yksd ;k 

okj xk;u djds fd;k tkrk gSA laxhrdyk 

esa fuiq.k tRFks Jh gfjeafnj lkfgc rFkk vU; 

xq:}kjksa esa blh izdkj gh izR;sd dhrZu pkSadh 

dk vkjaHk vkSj lekiu djrs gSaA “kCn dhrZu] 

 
1-dkSj] MkW- Hkxoar- xqjck.kh jkx foospu] i`-la-&11  

dhrZu pkSadh;ksa ds :Ik esa] vyx&vyx flD[k 

,sfrgkfld fnolksa ds varxZr] fo”ks’k “kCn 

dhrZu lekxeksa ds varxZr] flD[k jkS&jhrksa ds 

varxZr xq: ioksZa vkfn esa tksM+h ok| dk oknu 

laxfr :Ik esa fd;k tkrk gSA vr% xq:efr 

laxhr dh dhrZu izfØ;k dks izpfyr j[kus] 

fodflr djus rFkk bls mÙkjksÙkj fujUrj 

izokge;rk iznku djus dk Js; tgk¡ jckfc;ksa 

rFkk jfkx;ksa dks fn;k tkrk gS ogh lkFk laxr 

ds fcuk dhrZu izfØ;k dk fØ;kUo;u vlEHko 

izrhr gksrk gSA xq:efr laxhr esas fo”ks’k jkx] 



ISSN-2348-5892               Xkq:efr laxhr esa tksM+h oknu dh fof”k’Vrk            Sangitika 
  

128 
 

rky] “kCn] dhrZu pkSadh;ka] dhrZu ok| vkSj 

dhrZudkjksa dk fo”kky Lo:Ik bl fof”k’V 

laxhr ijEijk ds Lora= Lo:Ik dk izek.k gSA 

fu’d’kZ%& 

     xq:efr laxhr orZeku le; esa Hkh “kCn 

dhrZu dh O;ogkfjd ijEijk vkSj Jh xq: xzaFk 

lkfgc th ds lkaxhfrd fo/kku dk vuqlj.k 

djrk gSA iatkc ds ?kjkus ,oa fofHkUu 

ijEijkvksa dh oknu “kSfy;ksa esa tksM+h ¼nqDdM+½ 

ok| dh fo”ks’krkvksa dk fooj.k vfuoZpuh; gS 

D;ksafd yxHkx 400 o’kZ iwoZ ijEijkxr :i esa 

pyh vk jgh xq:efr e;kZnk dk vkd’kZ.k Jh 

gfjeafnj lkfgc th] vèrlj esa iw.kZr% feyrk 

gSA fujUrj vkB izgj dh pkSadh;ksa dk foLrkj 

xq: lkfgckuksa dh vikj d̀ik ls fojklr esa 

feyk ftldk fuokZg laxhrKksa vFkok 

dhrZudkjhvksa }kjk fd;k tk jgk gS rFkk 

fofHkUu laLFkkuksa] dsanzksa }kjk tksM+h dh f”k{kk nh 

tk jgh gSA Jh gfjeafnj lfkgc th dh bl 

foy{k.k dhrZu ijaijk us u dsoy Hkkjrh; 

laxhr dh ekSfyd vkSj lkaLdf̀rd ijaijkvksa 

dks thfor j[kk vfirq blds xk;u vkSj oknu 

“kSfy;ksa esa lgt ifjorZu djds rFkk blds 

lapkj dks nSoh; :Ik ls dsafnzr dj ^xq:efr 

laxhr* dh ,d vuwBh “kSyh Hkh cukbZ gSA tksM+h 

ok| dh ckr dh tk, rks bl ok| dh oknu 

lkexzh mLrknksa ds vFkd iz;kl dh flf) gS 

tks orZeku le; esa Hkh vyx igpku fy, gq, 

rFkk viuh ekSfydrk dks cuk, gq, gSaA bl 

ekSfyd lè) fojklr dks ifo=] fodflr vkSj 

thfor j[kuk gh le; dh ekax gSA 

  
lanHkZ xzaFk lwph 

fganh iqLrdsa 

1- “kkD;] izksñ ¼MkWñ½ la/;k jkuh- eǹax mRifÙk] fodkl ,oa ijEijk,a- izFke laLdj.k] xkft;kckn % yrk 

lkfgR; lnu] 2018- 

2- fof”k’B] ia- lR;ukjk;.k- rcys ij fnYyh iwjc- izFke laLdj.k] gkFkjl % laxhr dk;kZy;] 1994- 

3- dkSj] MkWñ Hkxoar- xqjck.kh jkx foospu- izFke laLdj.k] fnYyh % uhye ifCyds”ku] 2003- 

4- “kqDy] ;ksxek;k- rcys dk mn~xe] fodkl vkSj oknu “kSfy;k¡- izFke laLdj.k] fnYyh % fgUnh dk;kZy; 

funs”kky;] 1987- 

5- flag] fizñ n;ky- rcyk eǹax lkxj- nwljk laLdj.k] ubZ fnYyh % xq:}kjk jdkc xat] 2000- 

iatkch iqLrdsa& 

1- v”kksd] “ke”ksj flag- fejkfl;ksa dk fiNksdM+ vkSj HkkbZ ejnkuk- izFke laLdj.k] ver̀lj % ,sldkWjV 

izSl] 1973- 

Ikf=dk& 

JhokLro] vUuqiw.kkZ- xq:efr laxhr esa tksM+h oknu dh ijaijk- laxhr xySDlh 12¼2½ % 159&164] 2023-
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Rare Composition 
Composer Talam Arohanam Avarohanam 

Ponnayya Pillai Khanta Chapu SRGMPDS SNDPMGRS 

 

Pallavi : 

    ║n , , n    d n p d p ,        ║ p d n d  m p d p    m g m p m , ║ p , , ,     g p m g  r , s , ║ 

       Sree , , Ka  ra mpu        lo  ,  ,   sa  , ,   ,       ka  ,  , ,  vam   ma , , ,  ,   ,   ,   ,   ,   ,   
    ║ ,  ,  r  g m p d ṡ  d , , ṡ  ║ ṙ , , ṡ  n , n d d p  g m p d  ║ 

        , ,  stira mukhaa nu         Ee   ,  ,  ,   ve , ,   ,  ,   la ,  ,  ,   

 

2) ║ n , , n    d n p d p ,       ║ p d ṙ ṡ  ṡ n n d d p  n d d p  m  g  m ║ p ,  ,  ,    d p m g  r  ,  s  , ║ 

       Sree, , Ka ra mpu             lo  ,  ,  sa  , ,  ,  ,  ka  ,  , ,  vam  , , , ,  ma  ,  ,   ,   ,   ,   ,   ,   ,   ,   

     ║ , , r g m p d ṡ d , , ṡ     ║ ṙ , , ṡ  n , n d d p  g m p d  ║ 
         , , stira mukhaanu         Ee ,  ,   ve , ,   ,  ,   la ,  ,  ,   

 

3)  ║ n , , d  p d ṙ s    n d n d n p ║ d , n d   p , d p    m g m p m , ║ p ,  ,  , g  p m g  r ,  s  ,  ║ 
        Sree, , Ka ra mpu     lo  ,  ,      sa  , ,  ,  ,  ka  ,  , , vam  ,  ,  ,   ,  ma  ,  ,   ,   ,   ,   ,   ,   ,   ,   

 

Anupallavi: 

 
      ║ , , p , d n  d p m g p , d , ║ ṡ , , , ṡ , , , ṡ ,    ║, , d d ġ ṙ ġ d ṙ d ║ṡ , ṡ n d ,  , n d p , , d p m ,║ 

          , , pra ka ta ,  ,  ,  mu kha  nee ,,na ,, ma,           bha jana seyuchu nna ,  ,  , ,  ,  ,       nu  ,  ,  ,  
 

      ║, , p d ṡ ṙ ġ , ṁ ġ ṙ ṡ ṙ ġ    ║ṙ , , , d ṙ ṙsn , d p║m p ṡ n nd , p  p m p d║pdm , g r s r g m p d║ 

         , , Pan cha  ,  ,  ,  , ksha      ree , , bru ha , , ,   dee ,  ,  ,  ,  ,  ,  swa ri ,   kou ,  , ma ,  , ree  , ,  

 

Charanam:  

 

      ║ m , ,d p m g , m g r , g r ║ s , s , r g r s s ,  ṇ p ḍ , ║ r , , , , , m g s , , ║ s ṇ ḍ p ḍ s , r g , ║ 
          Maa ra  ,  ,  ,   ja  ,  ,   na  ,   ka so ,  ,  ,  ,  ,   ,  da  ,    ree , , ,  Ma , ha ,  de , va  priya ka ri   

 

      ║ n ,  ,  ,    n  ,   d  ,   ,   ,    ║ n , p  ,  ,  ,  n  d  m ,     ║, , m g  , p , d ṡ n ║n p d  ,  ṡ , , , ṡ  , ║ 
          Nee ,  ,  ra  ,  ja ,  ,  ,          ri , se  ,  ,  , kha  , ri ,      , ,  ni  khi la , ga , ma san cha  , , , ri ,  

 

Madhyamakaalam: 

      ║d , ṡ ṙ ġ ṁ ṙ ġ  ṡ , ṙ ġ ║ṙ ṡ n , d m p d ṡ , ṙ ġ ║ṡ n d p  m , p , d n d p║m , g r , s r g m p d ║  
         Ni ,pada mula gati yani  Ye ,nchi sara na ni ne, Mora lita ka Guru gu ha Bha , ktu tani , yenchi 
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