




India is such a country where we come across so many things 
which may not applicable to rational thinking and always hide 
in the mystic attire. This makes our wonder land differentiate 
from other developed countries. Our ancient wisdom gives more 
importance to spiritual benefits than material gains. Our age-old 
tradition never allows to avail financial return for giving food 
to those who are hungry; fees to the teacher for giving 
education; price for medicine and fees to doctors for consulting 
patient. Similarly, the performing arts like music and dance and 
martial arts were performed not for any remuneration; but as an 
adoration or ritual. Yoga which considered as the special 
practice to amalgamate the Jeevatma (Soul) and Paramatma 
(Supreme) relationship. All these have been practiced as a ritual 
and a total surrender to the God Almighty. In Indian customs, 
any trade or craft like carpentry or the work of mason will start 
with ritual; adoring the God to complete it in a perfect way 
without any obstacle. This concept prevails in the field of Music 
also.
It is essential to keep the profession of Music; as an Upasana 
than a mere trade. To maintain this; one student, musician or 
music teacher needs to follow certain Sadhana. This demands 
lots of devotion and dedication from the stakeholders towards 
music and its practice. In earlier periods, music profession was 
called as “Sangita Upasana”, whereas currently, music is 
considered as a money-making business. Adhering to this view 
we can analyze the compositions Nidhi Chaala Sukhama? 
Ramuni Sannidhi Sukhama?” by Tyagaraja and “Hiranmayim 
Lakshmim Sada” by Muttuswamy Dikshitar. Almost all the 
Vaggeyakara of Carnatic music followed this principle. It is 
essential to the present generation to understand the importance 
of the Sadhana and handle the profession of music as an 
Upasana. That will keep the status of music and musicians high 
in the society everafter.

From the Editor’s desk

Importance of  Sadhana and Upasana in Music
ISSN: 2348-5892

SANGITIKA
®

A Peer Reviewed Journal on Indian Music

Kriti-11|Geetam-2|April 2025

English & Indian Languages
BI-ANNUAL

Prof. Shailendra Goswami
Dr.N M Narayanan

Shri G Chamu

Shri Harshvardhan Tyagi

Printed at
R.S. Printers

Assistant Editors

Cheques/DD may be drawn in favour of

“Rasikapriya”,

payable at Delhi

Padmabhushan

Dr. T V Gopalakrishnan
Renowned Inter�ational Ar�ist,

Visiting Professor at several
Indian & Foreig� Universities

Peer Review Board

Vidushi Prof.(Mrs.) Krishna Bisht
For�er Dean, 

Facult� of Music & Fine Ar�s,
Universit� of Delhi

Prof. Prameela Gurumurthy

Prof. Kumara Kerala Varma

For�er Head of the Depar��ent
Depar��ent of Music, Universit� of Madras

For�er Vice Chancellor, 
Tamil Nadu Music & Fine Ar�s Universit�

For�er Principal
Sri Swathi Thir�nal Music Academy, 

Thir�vananthapuram

Honorary Chief Editor & Publisher

Dr T V Manikandan

Rasikapriya ®
614-Modern Apartments,

Sec. 15, Rohini,
Delhi- 110085

Volume-21

Subscription  

®

Inland      |  Global

Single Issue
Annual (2 Issues)
Life

Rs.300    |  $10

Rs.500    |  $15

Rs.5000  |  $75

Executive Editors

Shri Aadarsh M Nair

s



ISSN-2348-5892 Sangitika 

2 
 

 About the Author 

1.  Dr. Narendra Kaur, a graded artist of AIR, working as Associate Professor at RRMK Arya mahila 
Vidyalaya, Pathankot. She authored Six books and many research papers in many Journals and 
Dailies. With an expertise in Gurmat Sangit, she has organized National Workshops and Seminars 
sponsored by UGC and ICSSR, Government of India. 

2.  Dr. Jagbandhu Prasad - joined Department of music, Delhi University since 2009 and at present 
working as Associate professor since 2022; published nine research papers and presented many 
papers in national and International Seminars. He is part of many educational bodies. 

3.  Dr. Govindaraju Bharadwaza, Professor at SOPVA, IGNOU. New Delhi and is senior most in the 

field in the country. Author of many erudite research papers at many National and International 

joournal, he traveled widely and member of many academic and research body of many 

universities.      
Saurabh Gupta- research scholar in SOPVA, IGNAU 

4.  Dr. Mithun P, an Asst. Professor in Sanskrit, in Amrita School of spiritual and Cultural studies, 

Amrita Vishwa Vidyapeetham, Kollam, is co-principal investigator of Priyamvada Sanskrit Audio 

Book project funded by CSU, New Delhi. His area of research is Spiritual Philosophy, and 
traditional Indian Knowledge system including Indian Music. 
Arunkumar A S, a sound engineer at corporate & Industry relations, Amrita Vishwa 
Vidyapeetham, Kollam, and worked on multilingual audio projects for organizations like MHRD, 
New delhi and United Nations with a keen interest in research on music and audio recording.        

5.  Dr. Ashok kumar, an Asst. professor in Tabla at the Department of Music, Kumaon University for 

the past decade apart from being participated in several national seminars and conferences. 
 Priyanka Rawat is a research scholar at Department of Music, Kumaon University. 

6.  Savithri N V is working as Asst. Professor, Department of music, Govt. College, Chittur, Palghat; 
and pursuing her Ph.D. from department of music, Kannur University, Kerala.    

7.  Dr. Samidha Vedabala- As a promising performer in Sitar, she has been serving as Asst. Professor 
at Department of Music, University of Gangtok. Published many articles and undertaken many 
projects focusing marginalized art forms, Ethnomusicology etc. 

8.  Dr. Siddharth Verma, a doctorate holder from department of Music University of Delhi, published 
many research papers and presented papers in many national seminars. 

9.  Anuthama Murali, a promising Violinist and recipient of Ustad Bismillah Khan Yava Puraskar, 
from Sangit Natak Akademi and many recognitions and Government Scholarship holder, is a Ph.D. 
scholar in the department of Music, University of Madras; apart from presenting papers and Lec-
Dems on different topics in several institutions. 

10.  Bhavya Saraswat, a promising artiste and an “A” graded artist of All India Radio, she currently 
pursuing her Ph.D. research from Department of Music, University of Delhi. 

11.  Sushant Sathu is a Ph.D. Scholar from Department of Music, University of Delhi. 

12.  Jithin Padmanabhan, A performing artist, pursuing Ph.D. Research from Department of Music, 
Sree Sankaracharya University of Sanskrit, Kalady, Kerala. 

13.  Sajitha Suku, a promising musician, pursuing her Ph.D. from Department of Music, Avinashi 
lingam Institute for Home Science and Higher Education for Woman, Coimbatore.  

14.  Gopal Soni pursuing his Ph.D. research from Department of Music, University of Delhi. 

15.  Vivekanand is a Ph.D. scholar from Department of Music, University of Delhi  

16.  Keerati Ballabh Dev Pathak – A versatile artist pursuing Ph.D. research from Delhi University. 

17.  Fr. Anjo Puthur, is a Ph.D. scholar from Department of Music, Central University of Tiruvarur 

18.  Poushali Dutta, pursuing her Ph.D. Research from Department of Music, University of Delhi.  

19.  Vani Venugopal, pursuing her Ph.D. Research from Department of Music, Sri Sankaracharya 
University Of Sanskrit,Kalady 

  



ISSN-2348-5892 Sangitika 

3 
 

 Contents 
1.  Sangita Muktavali  4 

2.  An Analytical study of the distinctive style of Gurmat 
Sangeet, the Heritage of Punjab 

Dr. Narendra Kaur 6 

3.  ia0 'kkjaxnso iz.khr n'kfo/k jkx&oxhZdj.k MkW0 txcU/kq izlkn 13 
4.  An Embarking on Symbolic Journeys from 

the Doll’s House to the Halfway House 
Saurabh Gupta 

Dr. Govindaraju Bhardwaza  
20 

5.  The Synergy of Sanskrit Verses and Indian 
Classical Music: Matching Meters with 
Ragas to Enhance Emotional Expression 

Dr. Midhun P  
 Mr. Arunkumar A.S  

31 

6.  Xokfy;j ?kjkus dh xq:&f'k"; ijEijk dk laxhfrd 

;ksxnku% ,d fo'ys"k.kkRed v/;;u^^ 

fiz;adk jkor 'kks/k  

MkÛ v'kksd dqekkj 

36 

7.  Musical forms composed by Ramanathapuram 
Srinivasa Iyyengar – A versatile post trinity composer 

Savithri N V 
Dr. Mini.N 

41 

8.  Silence in Indian Classical Music: A 
Perception of Philosophy 

Dr. Samidha Vedabala 47 

9.  mLrkn oghn [kk¡ ¼lu~ 1895&1961½ dk thou ifjp; 

,oa lkaxhfrd ;ksxnku 

MkW- fl)kFkZ oekZ 54 

10.  Ata-tala - A Historical Study of its Structure Anuthama Murali 
Dr. Rajshri Ramakrishna 

61 

11.  Mewati Gharana in the rich heritage of Khayal Gayan Bhavya Sraswat 70 

12.  Gayaki and Gatkari Ang: Distinctive Styles of  
Violin in Hindustani Music 

  Sushant Sathu 77 

13.  The role of Non-Lexical syllables in Sama 
Veda and Carnatic Music 

Jithin Padmanabhan 85 

14.  Exploring the Dasya bhakti Essence: Insights 
from Sripadaraja’s ‘Idanadaru’ Composition 

Sajitha Suku   
Dr.V.Janaka Maya Devi 

89 

15.  HkfädkO; ds ohj xkFkk dky ¼vkfndky½ ,oa  e/; dky 

¼iwoZ ,oa mÙkj dky½ dh laxhfrd fo'ks"krk,a ,oa fodkl 

xksiky lksuh  

 

95 

16.  'kkL=h; laxhr esa bysDVª‚fud ehfM;k dk ços'k% fcgkj jkT; ds 

lanHkZ esa 

foosdkuan 101 

17.  e/; dkyhu czt Hkfä lkfgR; dk iqujkoyksdu 

]jk/kkoYyHk lEçnk; ds fo'ks"k lanHkZ esa 

dhjfZr बल्लभ दवे पाठक 107 

18.  Musical analysis and Practicing techniques on Jatiswara 
Compositions of Palghat Rama Bhagavatar 

Anjo P Thomas 115 

19.  Hkkjr esa çkphudky ls vk/kqfud dky rd larwj ok|;a= 

dk dkykuqØfed v/;;u 

ikS'kkyh nÙkk  121 

20.  Onamkali: The heartbeat of Kerala’s Folk 
Heritage 

Vani Venugopal 128 

21.  Rare Composition  134 



ISSN-2348-5892 Sangitika 

4 
 

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 
tries to explain Shukatunda.  
     

शुकतुण्डः  

त्रिपताककरसै्यव तर्जनीचेद्धनुनजता  । 

त्रकत्रिन्नतो मध्यमो∫त्रप शुकतुुंड इतीररतः  ।। 

Tripataaka karasyaiva 

tarjaneeched dhanurnata 

Kinchinnato maddhyamo-pi 

shukatunda iteeratah: 

      Here the author is illustrating the 

Hastamudra known as Shukatunda. 

In the hand gesture of Tripataka, the 

forefinger should be kept in a shape 

of a curve like a bow, and the middle 

of forefinger will be tilted a little 

which is known as Shukatunda. 

शुकतुण्डस्वरूपत्वात् शूकाद्यत्रिनये मतः  ।  

वक्षस्थलादधो यातो गािकाये∫प्यधस्तलः  ।। 

Shukatunda swaroopatwaad 

shookaadyabhinaye matah: 

Vakshasthalaadadho yaato 

gaatrakaarye-pydhasthalah: 

     As the shape of this Mudra is like 

the peak of a parrot, this Mudra will 

be used to indicate the birds like 

parrot. When the hand with 

Shukatunda will keep under the 

chest and the down portion of the 

body, this position will use to 

indicate the beautification of the 

body.  

दूताक्षपातचोत्तानकोपे चात्रप बत्रिदजयः  । 

आह्वाने चान्तरात्रक्षप्तो बत्रिः  त्रक्षप्तो 

त्रवसर्जने ।। 

Dootaakshapaatachotthaanakope 

chaapi bahirdayah: 

Aahwane cha antaraakshipto 

bahih:kshipto visarjane 
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     This Mudra is used to indicate a 

messenger, throwing of the dice in 

gambling and also the highest 

degree of anger without any pity. 

And when the hand with 

Shukatunda is pulled towards the 

body, will use to call somebody and 

when the hand will push against the 

body, will use to expel somebody 

from the house. 

त्विाििेत्रत त्रनदेशे तद्व्यापारप्रदशजकः  ।  

असूयादशाजने चात्रप न मे कृत्युं यथोत्रचतः  ।।  

Twanchahanchoti nirdase 

tatvyapaara pradarshakah: 

Asooyaadarshane chaapi na me 

krutyam yathochitah: 

  To indicate the words you and I, 

and the actions of the same words, 

the Śhukatunda mudra should be 

used. And also, to indicate the 

feeling of jealousy and also use to 

demonstrate the act of “this is not 

my duty” as per the situation. 

िस्तस्तशुण्डाग्रतुल्यत्वात्तद्व्यापारप्रदशजकः  । 

कुलीरवृशत्रचकादीनाुं कतजव्यो∫त्रिनयो∫मुना 

।। 

Hastishundaagra 

tulyatwaattadvyaapaara 

pradarshakah: 

Kuleera vruschikaadheenaam 

kartavyo-bhinayo-muna 

The form of Śhukatunda mudra is 

quite similar to the trunk of an 

elephant. Therefore, to indicate the 

movements of a trunk, this mudra 

will be used. To indicate the action 

of a crab and a Scorpion, this mudra 

is used. 

वादने पटिादीनाुं स्वपारे्श्व लुत्रितो िवेत् । 

वीणाया वादने चात्रप तन्त्रीवादनसूचकः  ।। 

गगनोत्पतने चात्रप स्वपार्श्वाजदूर्ध्जमुस्तितः  ।। 

Vaadane patahaadeenaam 

swapaarshwe luthito bhavet 

Veenaayaa vaadane chaapi 

tantrivaadana soochakah: 

Gaganotpatane chaapi 

swapaarshwaadoordhwamutthitah: 

          

     This Shukatunda mudra will also 

be used to indicate the acting of 

playing a drum with the hands in a 

rotating form near to the body. To 

present the acting of playing a lute 

(Veena) and the musical instruments 

with the strings. While the 

movements of hands with 

Shukatunda towards the upper 

portion of body will indicate the act 

of flying to the sky. With this the 

author is concluding the illustration 

of Shukatundamudra.  

इतत शुकतुण्डः  
Iti Shukatundah: 
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An Analytical study of the distinctive style of Gurmat Sangeet, the 

Heritage of Punjab 
Dr. Narendra Kaur 

Associate Professor, RRMK Arya MMV, Pathankot 

Abstract: Gurmat sangeet is a tradition of singing gurbani shabds (hymns) in ragas. The 

serenity of Gurmat Sangeet lies in Gurbani, therefore it proceeds with shabd alap (bol-

alap) to unfold the shabd-bhav. Though its recital is accompanied with the taals used for 

dhrupad and khyal singing, yet its rendition is quite different from  dhrupad and Khayal 

of Indian classical music.  Only a ragi of Gurmat sangeet is capable of singing the 

traditional compositions of shabds in the ragas as mentioned in Shri Guru Granth Sahib. 

Partal singing and pada singing in a variety of taals like chautal, Matt-taal, Jaital, 

Pancham-savari taal, seven and half beat taal, nine and half beat taal, punjabi theka 

teental are some salient features of Gurmat sangeet. This paper aims at studying the style 

of Gurmat sangeet and analysing how its rendition differs from dhrupad and Khayal styles 

of Indian classical music. 

Keywords: raga, sangeet, Gurmat sangeet, music of Punjab, kirtan   

Introduction: The word Gurmat 
means according to Guru’s wisdom. 
Gurmat Sangeet refers to singing 
shabds (hymns of Gurbani) of Shri 
Guru Granth Sahib in the raga as titled, 
in a traditional manner. During 
fifteenth, sixteenth, and seventeenth 
centuries when Dhrupad style was 
prevalent in Indian Classical music and 
pakhawaj was used for rhythm 
accompaniment then ragis of gurmat 
sangeet used to sing gurbani in taals of 
pakhawaj. The tradition of Gurmat 
sangeet parts itself from dhrupad 
because it does not have nom-tom-alap 
and laykaries of dhrupad rather it has its 
own way to begin and proceed. To 
begin with, ragis demonstrate ‘shan’ in 
which they play instruments only for a 
few minutes in the raga they are going 
to sing in. Then start singing 
mangalacharan which consists of some 
short verses of gurbani at a slow pace 
that finishes with tihai of ‘Anand guni 

nidhan, guru garib nivaz’ in medium 
laya. Then at medium  laya, a shabd in 
a taal out of the array of  taals like 
chautal, Matt-Taal, jaital, pancham-
savari taal, seven and half beat taal, 
nine and half beat taal, punjabi theka 
teental, jhaptal, soolphakta, ektal, 
farodast taal, dhai taal and in a raga as 
per the mention in Guru Granth sahib is 
sung along with elaborations of 
references of similar gurbani verses.  
Taal plays a very crucial role in Gurmat 
sangeet; for example odd beat taals 
like, mat-tal (9 beats), Jaital (13 beats), 
Pancham-savari taal (15 beats), chartal 
ki savari or bhanumati taal (11 beats), 
dhai taal (7 beats), seven and half beat 
taal, nine and half beat taal, are very 
popular taals of gurmat sangeet.  
Compositions of Gurmat sangeet are 
usually sung in a particular melody by 
all ragis (who sing Gurbani in ragas). 
The line of rahao is set to be the sthai of 
shabd and other lines containing anks 
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1,2,3…are made stanzas of the shabds. 
As per tradition, successive stanzas are 
composed on the tune of first stanza. At 
the end of whole singing, as per the 
protocol, Paudi is sung in paudi taal, a 
four beat taal. Paudi is a part of vaar, a 
form of folk singing. Paudi is sung at 
the end of kirtan. During Basant season 
three paudies of ‘Basant ki Vaar’ are 
sung in basant raga. We may call it as 
the traditional way of singing Gurbani 
that is why it is generally observed that 
a vocalist of Indian classical music 
cannot render a shabad1in its traditional 
style unless or until he is trained in the 
style of Gurmat sangeet. Only a taksali2 
ragi is capable of singing a shabd in its 
traditional style.  
     A very unique kind of poetry titled 
as partal is mentioned in Sri Guru 
Granth. We find a total count of fifty-
five partals, written by  fourth and fifth 
guru. A partal includes Pancham Savari 
Taal, a 15 beat taal as its main feature 
very often. According to the tradition 
taal changes five times in a single 
composition. 
With the beginning of eighteenth 
century, in 1705 at the place of 
Machhiwada in the district of Ludhiana 
of Punjab state, tenth guru Sri Guru 
Gobinb Singh recited a shabd ‘Mitter 
piare nu haal muridan da kehna’ which 
is titled as “khyal patshahi 10”(Sri 

 
1 The word Shabd & Shabad are used 

interchangeably 
2 in sikh religion, taksal is a school of training  

where religious and musical training is 

imparted. Trainees reside continuously over the 

Dasam Granth Sahib ji). With the 
changing trends khyal singing took 
place of dhrupad singing. Ragis also 
changed their style but within the 
periphery of gurmat only.(Paintal 
2003). For example, in contrast to 
khyal, gurmat sangeet avoids a long 
course of sargam-taans clouding the 
bhav and respect of gurbani. As 
Professor Kartar Singh says, ‘use of 
sargam taans is prohibited in Gurmat 
sangeet’. Indian classical music is kala-
pardhan while gurmat sangeet is bhav-
pardhan shailly. The whole singing is 
beautified with shabd-alap and with 
very limited number of taans that too in 
akar only. (Paintal 2003). 
     Shri Guru Granth Sahib, containing 
1430 Angs (limbs referring to pages of 
the holy scripture), includes thirty one 
main ragas, in addition to these, thirty-
two ragas appear under the course of 
these ragas, thus making the total count 
to sixty-three. (Singh,K.2010).Each 
and every shabd  starts with a title as 
‘name of the raga and name of Mehla’, 
for example Raag Sorath Mehla fifth 
means that Shabad should be sung in 
raga Sorath and it is written by fifth 
Guru Sri Guru Arjan Dev Ji. The poetic 
forms consist of dupade, tipade, 
chaupade, ashtapadi, chhant, vaar, slok, 
dohra. The poetry related to folklores is 
also well titled e.g. baramah, alahunia, 

years of training. According to Prof. Tara Singh, 

taksal refers to ghrana or guru-shishya 

parampara. 
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chhant, ghorian, lavan, sadd, karhle, 
pehre, thitti, and vaar. The singing style 
of Gurmat Sangeet is of its own kind 
which includes a gurbani shabd as its 
poetic content or lyrics aimed to 
commune with the Akal Purakh, the 
God who is not bound in the cycle of 
time. (Saber J.S. 2003) Compiled in 
1604, by the fifth guru, Guru Arjan Dev 
ji, Shri Guru Granth Sahib contains 
bani of  6 Gurus, 15 Bhagats, 11 Bhatts, 
and 3 gursikhs.  
Origin of Gurmat sangeet and its 
journey upto 20th century - This 
tradition of music roots back to the 
period of the first Guru of Sikh religion 
Sri Guru Nanak Dev Ji (1469-1539). 
Shri Guru Nanak Dev Ji had  
accompaniment of rebab, a string 
instrument played by bhai Mardana ji3 . 
Addressing the folks during his udasis 
(the religious journey) Guru Nanak 
Dev Ji created bani in ragas with the 
accompaniment of bhai Mardana’s 
rebab which was specially designed 
and manufactured by bhai Farinda ji 
who while giving this rabab to bhai 
Mardana told him to play this only for 
Guruji. Moving around during his 
udasis, Guru Nanak Dev ji used to 
create and sing bani in ragas to give 
people spiritual message.This tradition 
of music was carried forward by 
successive gurus named guru Angad 
Dev ji, guru Amardas ji, guru Ramdas 
ji, guru Arjan Dev ji, guru Teg Bahadar 
Sahib and guru Gobind Singh Sahib. 

 
3 Swami Haridas was disciple of bhai 

Mardana ji 

Though the sixth, seventh and eighth 
gurus did not create their own bani but 
they kept the kirtan parampara (the 
tradition of Gurmat sangeet)  go on. 
The descendants of bhai Mardana, his 
sons  bhai Rajada and Sajada, and sons 
of bhai Rajada-bhai Sadu and bhai 
Badu, his great grandsons bhai Satta 
and Balwand performed kirtan in 
guru’s darbars. Bhai Pandha and Bula 
were the rebabi kirtankars (Gurbani 
singers) of Guru Amar Das ji’s Darbar. 
“Pandha Bula Janiye Gurbani gayan 
lekhari” (Bhai Gurdas, vaar 11, Paudi 
16).  Jhanjhu, Mukand and Kidara were 
the Gurbani singers in guru Arjan dev 
ji’s darbar. “Jhanjhu ate Mukand hai 
kirtan kare hajoor Kidara.”(Bhai 
Gurdas, vaar 11, Paudi 18).  Bhai Satta 
and Balwand performed Kirtan Seva in 
Guru darbar till fifth guru Guru Arjan 
Dev ji. They both wrote Ramkali ki 
vaar in the praise of Sikh Gurus which 
is included in Shri Guru Granth Sahib 
Ji on Ang number 966. Bhai Jass, Bhai 
Nathu and bhai Ratta were the rebabis 
in the darbar of Guru Har Rai Sahib, the 
seventh sikh guru. They used to sing 
Gurbani in ragas with the 
accompaniment of stringed 
instruments. Bhai Babak, Bhai 
Gurbaksh, Bhai Saddu and Maddu were 
the kirtankars during Guru’s time. After 
Balwand and Satta left darbar, Guru 
Arjan Dev Ji asked sangat to do kirtan. 
Guru ji himself and sangat performed 
kirtan. Now kirtankars or sikh sangat 
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perform kirtan as per the tradition. 
Guru Arjan dev ji created and recited 
bani in the accompaniment of an 
instrument called saranda which is said 
to be designed and founded by guru 
Arjan Dev ji, the fifth guru. (Singh G. 
2012) 
      Guru Gobind Singh ji  used to 
perform kirtan seva with the 
accompaniment of  Taus, a peacock 
shaped instrument. Taus is said to be 
founded in the darbar of Shri Guru 
Hargobind Sahib ji, the sixth guru. 
(Singh G. 2012)  
     Due to Mughal invasions on 
Hindustan, sikh leaders like Baba 
Banda Singh Bahadar, Jassa Singh 
Ahluwalia, Jassa Singh Ramgaria, 
Baghel Singh, Nawab Kapoor Singh, 
Maharaja Charat Singh etc. remained 
involved in fighting with Mughal 
emperors and invaders like 
Farrukhsiyar, Zakria khan and his son 
Yahia khan, Nadir shah, Ahmad shah 
durrani etc. During these fights from 
1710 to 1800 a great treasure of sikh 
culture and heritage was destroyed. A 
huge number of sikhs were killed in 
massacre of sikhs by Ahmad Shah 
Abdali and in the massacre of sikhs by 
diwan Lakhpat Rai. After this tough 
time Maharaja Ranjit Singh took 
control of punjab. He made efforts to 
revive and document the tradition of 
Gurmat sangeet. Bhai Chanan rebabi of 
Kapurthala, bhai Kahn Singh Nabha, 
Arthur Mecauliff played significant 
role in documenting the Spiritual 
musical Legacy of sikh gurus. In 1760 
during the reign of Charhat Singh 

(Maharaja Ranjit Singh’s grand father), 
the usual chounkies of shabad kirtan 
happened to take place regularly in 
Nankana Sahib Gurdwara (now in 
Pakistan). During the time of Maharaja 
Ranjit Singh, people started gathering 
in Darbar Sahib, (Golden temple) and 
the donations increased hugely. Ragis 
were also  promoted chiefly by the 
Sangat and the Maharaja. This period is 
known as the golden age of sikh art 
forms in Punjab. Maharaja Bhupinder 
Singh of Patiala, around in 1910 A.D. 
with a financial aid of three lac rupees 
did make an effort to document ragas of 
Gurmat sangeet by inviting Mahant 
Gajja Singh, a maestro those days and 
asked him to document Gurmat 
sangeet. Mahant Gajja Singh wrote the 
book ‘Gurmat sangeet’ which is still 
available in the library at Patiala. 
(Singh S.  2003) 
     Mahant Gajja Singh was a great 
performer of Gurmat sangeet. He 
designed a string instrument named 
Dilruba which is popularly played 
nowadays almost on every stage of 
Gurmat sangeet. Mahant Gajja Singh 
taught Gurmat sangeet to bhai Kahn 
Singh Nabha, bhai Veer Singh, 
Maharaja Bhupinder Singh, bhai 
Harnam Singh and bhai Mastan Singh. 
Bhai Harnam Singh and bhai Mastan 
Singh were very famous ragis of that 
period. Raja Kunwar Mrigendra Singh 
took guidance of Gurbani ragas from 
Mehboob Ali (descendant of Bhai 
Farinda ji who was music guru of Bhai 
Mardana ji) in the court of Maharaja 
Bhupinder Singh. In Gurdwara Dukh 
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Nivaran Sahib and Gurdwara Moti 
Bagh Sahib of Patiala, there were very 
expert ragis who performed sewa of 
Gurbani kirtan in ragas of Guru Granth 
Sahib. Bhai Kalu Singh was a Saranda 
player at that time in Patiala. Bhai 
Avtar Singh and Gurcharan Singh, Bhai 
Kultar Singh, Bhai Baldeep Singh of 
Delhi contributed by singing various 
compositions of Gurbani shabds and 
writing books on Gurmat Sangeet. 
Professor Tara Singh,  Prof. Pyara 
Singh Padam, Bhai Samund Singh, 
Sant Sarvan Singh Gandharva, Bhai 
Dyal Singh, Bhai Uttam Singh, Bhai 
Dilbagh Singh, Bhai Gulbagh Singh, 
Bhai Gurmukh Singh Fakkar, Dr. Ajit 
Singh Paintal, Singh Bandhu of Delhi, 
Dr. Jagir Singh, Dr. Devender Singh 
Vidyarthi, Bhai Bakhshish Singh, Bhai 
Dharam Singh Zakhmi, Bhai Avtar 
Singh Zakhmi, Bhai Sai Ditta ji, Bhai 
Lal, Bhai Santa Singh, Prof. Darshan 
Singh Komal, Baba Jwala Singh , Bhai 
Gian Singh Aibatabad, Bhai Balbir 
Singh, Professor Kartar Singh, and Dr. 
Gurnam Singh made great efforts to 
promote Gurmat sangeet. Many 
conferences were held at various places 
for the promotion of Gurmat sangeet. 
With great strides of the scholars, 
Gurmat Sangeet took place in the 
academic institutions at board and 
University levels. Bhai Ardaman Singh 
Bagaria and Bhai Arjan Singh Bagh 
prepared recordings of great ragis. 
(Singh S. 2003) Baba Shyam Singh 
played saranda while singing Gurbani, 
he did kirtan sewa for 70 years at 
Darbar Sahib, Amritsar. In 1991, head 

of Jawaddi Taksal Ludhiana Sant baba 
Suchha Singh ji contributed to revive 
traditional style of raga based kirtan. 
He organised Adutti Gurmat Sangeet 
Samalen in Ludhiana and invited 
scholars and experts of great repute to 
perform raga based kirtan and to 
discuss the forms of ragas which had 
become extinct those days.  
Analysis:  Raga is synonymous with 
Indian classical music. Both in Indian 
Classical Music and Gurmat Sangeet 
we sing ragas. In Indian Classical 
Music we sing ragas in various styles 
like dhrupad,  dhamar, Khayal, thumri, 
tappa, sadra, dadra etc. In olden days 
there were Prabandh, Roopak and 
Vastu gayan. Afterwards dhrupad style 
of singing was established, then came 
into existence the khyal, tappa, thumri, 
etc. styles of singing.  Gurmat Sangeet, 
although being a form of classical 
music, is quite different and distinct in 
its presentation,  from the other 
prevalent styles of Indian classical 
music like  dhrupad and Khayal, tappa, 
thumri, etc. In Gurmat Sangeet, 
Gurbani shabad is sung in a raga as 
mentioned in Guru Granth Sahib. 
Gurmat Sangeet is a kind of  vocal 
music with the accompaniment of 
specific instruments which are allowed 
and approved for its recital, e.g. rebab, 
saranda, taus, dilruba, and tanpura. 
With the advent of harmonium, ragis 
have started using it. It is only the 
shabad of Gurbani which gives it the 
name of Gurmat Sangeet. Thus Gurmat 
Sangeet means singing Gurbani Shabd 
in the raga as mentioned in Sri Guru 
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Granth Sahib and singing of banis of 
other approved treatises of Sikh 
religion like ‘vaars of bhai Gurdas ji’, 
the creations of bhai Nand Lal ji and 
Dasam bani in ragas. In contrast, Indian 
classical music generally showing the 
dexterity by creating huge amounts of 
sargams and taans to entertain listeners, 
keeping the poetry secondary, contains 
merely a single verse of four lines, two 
each in sthai and antara make a full 
bandish of a khyal. The poetry of the 
bandish can be written by anyone. 
There is no hardline regarding the 
content of poetry while in Gurmat 
sangeet only Gurbani Shabad singing is 
allowed. Gurmat Sangeet is concerned 
with spirituality only. It takes the soul 
on a journey towards communion with 
God through listening to the word  of 
Guru and absorbing it into the 
innermost depth of the consciousness to 
elevate the soul to such a level that our 
consciousness becomes focussed on 
Shabd (the word) of Guru. A common 
person cannot write or create the poetry 
of Gurmat sangeet. The shabd of 
Gurbani consists of Dupade, Tipade, 
Chaupade, Chhant and Ashtapadi, the 
poetic forms considered to be rich 
literary creations. Kavya, the poetry is 
of utmost importance in Gurmat 
sangeet. The correct pronunciation of 
shabd is the primary one while musical 
showcase is the secondary one in 
Gurmat Sangeet. It is a very balanced 
mix of art form and shabd, the 
literature. Due to the spiritual entity, 
sangat, the audience never gets bored.  
In Gurmat sangeet unnecessary taans 

are prohibited, only a required amount 
of  shabd-alaps and akar-taans are sung 
to enhance Gurbani Shabd because the 
purpose of Gurmat sangeet is to create 
serenity and tranquility, any deviation 
from the path does not suit its actual 
purpose. The taksali kirtankars 
elaborate the Shabd with references of 
more hymns, they do layakari, show 
tihais, bol alaps and bol taans in a very 
strict and subtle manner which never 
harms the beauty of Gurbani and which 
shows their skill and expertise.  A great 
variety of the usage of various taals like 
Pancham Sawari, Jhaptal, sade-nau-
matra, sade-saat-matra, nine beat taals 
etc makes Gurmat sangeet very distinct 
and particular. In Indian classical music 
we do not see practice of these taals 
today. Gurmat Sangeet is continuously 
being revived and carried forward. 
There are distinct singing styles which 
have mentions in Sri Guru Granth 
Sahib, these are pada singing, partal 
singing, paudi singing, vaar singing etc. 
Conclusions:  
     Gurmat sangeet is a unique and 
distinctive classical style of singing a 
shabd of Gurbani. Indian classical 
music is kala-pardhan whereas gurmat 
sangeet is shabd pardhan. All the sixty-
three ragas of Shri Guru Granth Sahib 
Ji are very appropriately chosen for 
reciting Gurbani. There are some 
particular styles like pada singing, 
partal singing, paudi singing and vaar 
singing etc. Rebab, saranda, taus and 
dilruba are specific and approved 
instruments for its accompaniment.  
Chartal, mat-tal, pancham-savari taal, 
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seven and half beat taal, nine and half 
beat taal, punjabi theka teental, japtal, 
soolphakta, ektal, farodast taal are its 
particular taals. To  conclude, we see 
that since the times of gurus, right from 
Guru Nanak Dev Ji till date, the 
tradition of Gurmat sangeet is existing 

among  us distinctively keeping its 
form quite different from the other 
styles of Indian classical music parting 
itself and carving a separate niche for 
itself.
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ia0 'kkjaxnso iz.khr n'kfo/k jkx&oxhZdj.k 
 

 

  MkW0 txcU/kq izlkn 

,lksfl,V izksQslj 

laxhr ,oa yfyr ladk; 

fnYyh fo'ofo|ky;]fnYyh 
 

 

 

lkjka'k% jkx xk;u Hkkjrh; laxhr dh vuqie fuf/k gSA Hkkjrh; n'kZu] lkfgR; vkSj laxhr esa jkx dh ,d 

fof'k"V ifjdYiuk gSA jkx xku Hkkjrh; laxhrKksa dh lqfodflr o lw{e lkSUn;Z psruk dk izrhd gSA izR;sd 

jkx dk ,d Lora= O;fDrRo gS rFkk budk viuk :i gSA izR;sd jkx ls ,d fof'k"V Hkkouk dh vfHkO;fDr 

gksrh gSA fHkUu Lo:i ,oa uke /kkj.k djus okyh Loj jpukvksa dks igys tkfr ,oa mlds ckn jkx ds uke 

ls tkuk tkus yxkA dqN lekurk okys jkx ,oa dqN fHkUurk j[kus okys jkxksa ds vyx&vyx lewg ;k 

oxZ cuk fn;s x;sA jkxksa dk ;g oxhZdj.k iqjkru dky ls orZeku le; rd fur u;s ifjorZuksa lfgr pyk 

vk jgk gSA jkxksa ds fodkl ds i'pkr~ fo}kuksa us jkx oxhZdj.k dh egRrk dks jkxksa ds fodkl ds i'pkr~ 

fo}kuksa us viuh&viuh fof'k"Vrkvksa lfgr jkxksa ds oxhZdj.k fd;sA ia0 'kkjaxnso us Hkh jkxksa ds oxhZdj.k 

dh i)fr dks viuk;k rFkk viuk n'kfof/k jkx oxhZdj.k dh i)fr dks vius xzUFk laxhr jRukdj ds jkx 

foosdk/;k; esa of.kZr fd;k gSA ia0 'kkjaxnso us n'kfof/k jkx&oxhZdj.k xzke jkx] mijkx] jkx] Hkk"kk] foHkk"kk] 

vUrjHkk"kk] jkxkax] Hkk"kkax] fØ;kax rFkk mikax ds vUrxZr jkxksa dks O;ofLFkr fd;k gSA 

ladsr 'kCn&ia0 'kkjaxnso] n'kfof/k] jkx oxhZdj.k] laxhr] xhfr

oxhZdj.k 'kCn ls gh izrhr gksrk gS fd dksbZ 

leku/kehZ fo'ks"krk ;k fofHkUurkA oxhZdj.k 

'kCn esa oxZ ds dbZ vFkZ gSa& Js.kh] lewg] 

ny] tkfr] laxzg vkfn rFkk oxhZdj.k ls 

rkRi;Z gS oxksZa esa ckaVukA dqN leku xq.kksa 

dks n`f"Vxr j[krs gq, tc jkxksa dks fofHkUu 

oxksZa esa foHkkftr fd;k tkrk gS] rc mls 

jkx oxhZdj.k 'kCn ls lECkksf/kr djrs gSA 

fofHkUu fo}rtuksa us jkxksa dk fofHkUu izdkj 

ls oxhZdj.k fd;k gSA ia0 'kkjaxnso th dk 

lqizfl) jkxoxhZdj.k n'kfof/k jkx 

oxhZdj.k fuEuor~ gS& 

1. xzke&jkx  

ia0 'kkjaxnso us ^laxhr&jRukdj* xzaFk esa 

'kq)k] fHkUuk xkSM+h] csljk vkSj lk/kkj.kh bu 

ikap xhfr;ksa ds vUrxZr rhl xzke&jkx ekus 

gSaA 'kkjaxnso ds le; esa mi;qZä ikapksa 

 
1 pkS/kjh lqHknzk- ¼2020½- 'kkjaxnso —r laxhr jRukdj] ljLorh 

O;k[;k f}rh; [k.M- ubZ fnYyh % jk/kk ifCyds'kUl] i`0 

xhfr;ka&Lojksa dh fof'k"V jpuk rFkk xk;u 

'kSyh ds vk/kkj ij çpkj esa FkhaA "kMt rFkk 

e/;e nksuksa xzkeksa esa bu xhfr;ksa ds vuqlkj 

jkxksa ds fofHkUu çdkj curs FksA bUgha ds 

fy, bUgsa xzke&jkx dh laKk nh xbZ FkhA  

    ^laxhr jRukdj* esa of.kZr 'kq)k] fHkUuk] 

xkSM+h] csljk vkSj lk/kkj.kh bu ikapksa xhfr;ksa 

ds vUrxZr rhl xzke&jkx ekus x;s gSa tks 

bl çdkj gSa& 

   'kq)k&ljy vkSj ykfyR;iw.kZ Lojksa ds 

ç;ksx ls 'kq)k xhfr gksrh gS& ^^'kq)k 

L;knodSyfyrS% LojS%A1 "kMt xzke esa 'kq)k 

xhfr ij vk/kkfjr 3 jkx Fks] tks 'kq) 

dgykrs Fks& tSls& "kM~txzke] 'kq) dSf'kd] 

e/;e vkSj 'kq) lk/kkfjrA e/;e&xzke esa 

'kq) xhfr ij vk/kkfjr 3 'kq) jkx Fks] tSls 

iape] e/;e xzke] "kkMo vkSj 'kq) dSf'kdA 
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'ks"k xzkejkx&fHkUuk] xkSM+h tSlh xhfr;ksa ls 

mRiUu gq, FksA 

     bl çdkj 'kq)k xhfr esa lkr 

xzke&jkx ekus x;s gSa& 

(1)  "kMtxzke 

(2)  e/;exzke 

(3)  'kq) dSf'kd 

(4)  'kq) iape 

(5)  'kq) dSf'kd e/;e 

(6)  'kq) lk/kkfjr 

(7)  'kq) "kkMoA2 

    fHkUuk&xhfr laxhr jRukdj esa 

LojfHkUu] tkfrfHkUu] 'kq)fHkUu vkSj fHkUu bu 

pkj çdkj dh xhfr;ksa dk mYys[k fd;k x;k 

gS] tks bl çdkj gS& 

^^JqfrfHkUuks tkfrfHkUu% 'kq)fHkUu% LojSLrFkkA 

prqfHkZxhZ;rs ;LekÙkjLekfn~fHkut mP;rsAA
3 

     'kq)k ds foijhr Lojksa dk oDu ç;ksx 

vkSj lw{e rFkk e/kqj xedksa dk ;ksx ;s fHkUuk 

xhfr dh fo'ks"krk,a gSa& ^fHkUuk% oØS% LojS% 

lw{eSeZ/kqjSxZedS;qZrk*A bl xhfr dk Lo:i 

vkt ds xkSM+ lkjax esa dqN gn rd izrhr 

fd;k tk ldrk gSA  fHkUuk xhfresa pkj 

xzke&jkx ekus x;s gSa&  

(1)  fHkUu"kMt 

(2)  fHkUu iape 

(3)  fHkUu dSf'kd 

(4)  fHkUurku] fHkUu dSf'kd e/;eA 

¼3½ xkSM+h&xhfr& xkSM+h xhfr vius xEHkhj 

xedksa ds fy, çfl) FkhA 

bl xhfr esa ^vksgkVh* ;qä yfyr Lojksa ls 

vkSj rhu LFkkuksa esa v[kaM ç;ksx ls xkSMh 

xhfr gksrh gSA 

 
2 ogh] i0̀ 6 
3 ekyoh; jkds'oj- ¼2020½- jkx oxhZdj.k dh fofHkUu 

i)fr;ka- bykgkckn % vuqHko ifCyf'kax gkml] ì0 65 

     ;|fi ^vksgkVh* ,d ikfjHkkf"kd 'kCn 

gS] ftldk vFkZ gS&BksM+h dks ân; ls 

Nqvkdj eUn LFkku esa dafir] eǹq Lojksa dk 

ç;ksx djus ls ^gkSa* tSlh lquk;h iM+us okyh 

/ofuA ean Lojksa dk ean&e`nq&xEHkhj dfEir 

mPpkj.k djrs le; LokHkkfod :i ls xnZu 

uhph gksus ij daB ls fudyus okyh ^gkSa* 

/ofu ls gh vfHkçk; gSA ftu jkxksa esa 

ean&LFkku esa vkanksfyr xedksa dk ç;ksx 

gksrk gS] mlesa bl xhr dk :i ns[kk tk 

ldrk gS tSls&dkUgM+k vkSj eYgkj ds 

çdkjksa esaA 

     bl xhfr ds rhu xzke&jkx ^laxhr 

jRukdj* esa crk;s x;s gSa&  

(1)  xkSM+&dSf'kd 

(2)  xkSM+ iape 
(3)  xkSM dSf'kd e/;eA 

csljkxhfr& 

     LFkkbZ] vkjksgh] vojksgh vkSj 

lapkjh&bu o.kksZa esa vR;Ur jatdrk ds lkFk 

nzqr xfr esa Lojksa dk mPpkj.k djus ls osx 

Lojk xhfr gksrh gSA blh osx Lojk dk 

ifjekftZr :i ̂ csljk* ;k ̂ cslj* gSA jkx dh 

vkJ;Hkwr gksus ds dkj.k blh dks ^jkxxhfr* 

Hkh dgk x;k gSA csljk xhfr ds vUrxZr 

vkB xzke jkx ekus x;s gSa& 

(1)  lkSohj 

(2)  Vad 

(3)  cksVVk 

(4)  ekyodSf'kd 

(5)  Vad&dSf'kd 

(6)  fganksy 

(7)  Ekyoiape 
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(8)  csljk"kkMoA 

lk/kkj.kh xhfr& 

     mi;qZä pkjksa xhfr;ksa ds feJ.k ls 

^lk/kkj.kh xhfr* gksrh gS] bl xhfr esa lko 

xzke jkx ekus x;s gSa& 

(1)  :i lkj 

(2)  'kd% 

(3)  eEek.kiape 

(4)  urZ 

(5)  xka/kkj iape 

(6)  "kMt&dSf'kd 

(7)  ddqeA  

mi;qZä 30 xzke&jkxksa vkSj 8 mi jkxksa esa ls 

flQZ 14 xzke&jkx vkSj 1 mijkx&dqy 15 

dks gh Hkk"kk tud dgk gSA  

2. mijkx 

  mijkxksa dh mRifÙk Hkh tkfr;ksa ls gh ekuh 

x;h gSA laHkor% bu jkxksa dk fodkl xzke 

jkxksa dh mRifÙk ds ckn gqvk blfy;s bUgsa 

mijkx 'kh"kZd ls oxhZ—r fd;k x;k gSA  

   vkpk;Z 'kkjaxnso us fuEufyf[kr vkB 

mijkxksa dk mYys[k fd;k gS&4 

(1)  'kd fryd 

(2)  VDd 

(3)  lSU/ko 

(4)  dksfdy iape 

(5)  jso xqIr 

(6)  iape "kkM~o 

(7)  Hkkouk iape 

(8)  ukx xa/kkj 

 

3- jkx 

   jkx og gS tks xzke jkxksa ds leku 

tkfr;ksa ls mRiUu gq, gSaA ijUrq ftldk 

 
4 fuxe lfjrk- ¼2012½- fgUnqLrkuh laxhr esa jkx 

oxhZdj.k- ubZ fnYyh % dfu"d ifCy'klZ fMLVªhC;wVlZ] ì0 36 

fodkl çkphu xzke jkxksa vFkok jhfr;ksa ls 

i`Fkd~ gqvk FkkA e/; ;qx esa jkx&jkfxuh esa 

ftudks ewy 6 ekuk tkrk Fkk] os blh oxZ 

esa vkrs gSaA ;s Hkh xzke jkxksa ds e/;e ls 

mRiUu gq, gSaA 

   laxhr jRukdj ds jkx foosdk/;k; esa 

,sls 20 jkx çpkj esa Fks] ftlesa HkSjo] es?k] 

Jh] uVukjk;.k] dSf'kd ddqe uê nks çdkj 

ds caxky] Hkkl] e/;e"kkMo] jägal] 

dksYggkl] çlo] /ofu] lksejkx nks çdkj ds 

dkeksn] vkeziape] daniZ] ns'kk[;A  

   vkpk;Z 'kkjaxnso us vius xzUFk esa fuEu 

chl jkxksa dk mYys[k fd;k gS&5 

(1)  Jhjkx 

(2)  Ukê 

(3)  caxky ¼igyk½ 

(4)  caxky ¼nwljk½ 

(5)  Hkkl 

(6)  e/;e "kkMo 

(7)  jä gal 

(8)  dksg gkl  

(9)  çlo 

(10)  HkSjo 

(11)  /ofu 

(12)  es?kjkx 

(13)  lksejkx 

(14)  dkeksn ¼igyk½ 

(15)  dkeksn ¼nwljk½ 

(16)  vkez iape 

(17)  daniZ 

(18)  ns'kk[; 

(19)  dSf'kdddqe 

(20)  uêukjk;.k 

 

5 ogh] ì0 37 
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4- Hkk"kk jkx 

   ftl çdkj tkfr;ksa ls xzke jkx dh 

mRifÙk gq;h mlh çdkj Hkk"kk jkxksa dh Hkh 

mRifÙk gqbZ gSA 

   Hkk"kk jkxksa dk ifjp; vkpk;Z 'kkjaxnso 

us bl çdkj fn;k gS&  

xzke jkx.kkesoykiçdkjk Hkk"kk okP;k%A 

Hkk"kk'kCnks·Uu çdkjokphA6 

 vFkkZr~ xzke jkxksa ds gh vkyki ds ,d 

çdkj dks Hkk"kk ds uke ls dgk tkrk gSA 

Hkk"kk 'kCn dk rkRi;Z ;gka bl çdkj gSA 

Hkk"kk jkxksa ds mi;qZä ifjp; ls ,slk çrhr 

gksrk gS fd jkxksa ds tks vusd çdkj curs 

gSa mUgha dks Hkk"kk jkx dgk tk ldrk gSA 

tSls dkUgM+k] dsnkj] eYgkj] fcykoy vkfnA 

bu jkxksa dk viuk ,d fo'ks"k vax gksrk gS 

vkSj og va'k ml jkx ds ftrus çdkj gksrs 

gSa mu lcesa –f"Vxkspj gksrk gSA tSls 

njckjh] dSf'kd dkUgM+k] lwgk] lq/kjkbZ vkfn 

dkUgM+k ds eq[; vax dks cuk;s j[krs gq;s 

FkksM+s&FkksM+s Hksn ls ml vax dks ltkus vkSj 

laokjus ds fofHkUu çdkj gSaA blfy;s dgk 

tk ldrk gS fd ;g lc jkx dkUgM+k dh 

gh Hkk"kk;sa gSaA D;ksafd ;g lc dkUgM+k dks 

gh dgus ds fofHkUu çdkj gSaA vkpk;Z 

'kkjaxnso us leLr xzke jkxksa] mijkxksa ,oa 

jkxksa esa ls ek= iUæg jkxksa dks gh Hkk"kk 

tud dgk gSA bu Hkk"kk tud jkxksa ls 

mRiUu Hkk"kk7 jkxksa dh la[;k 96 gSA 

5- foHkk"kk 

   foHkk"kk jkxksa dh Hkh mRifÙk tkfr;ksa ls 

gh gq;h gSA ,oa bUgsa Hkh Hkk"kk jkxksa dh rjg 

 
6 pkS/kjh lqHknzk- ¼2020½- 'kkjaxnso —r laxhr jRukdj 

ljLorh O;k[;k f}rh; [k.M- ubZ fnYyh % jk/kk 

ifCyds'kUl] i0̀ 9 

xzke jkxksa ds vkyki çdkj dgk tk ldrk 

gSA ,slk çrhr gksrk gS fd bu jkxksa dk 

fodkl Hkk"kk jkxksa ds ckn esa gqvkA ftlds 

dkj.k bu jkxksa vkSj xzke jkxksa ds chp dh 

nwjh Hkk"kk jkxksa vkSj xzke jkxksa ds chp dh 

nwjh ls dqN T;knk FkhA blfy;s bUgsa ,d 

vyx oxZ esa j[kdj foHkk"kk jkx dgk x;kA 

bu foHkk"kk jkxksa dh Hkh mRifÙk mUgha iUæg 

Hkk"kk tud jkxksa ls gq;h gSA ftuls Hkk"kk 

jkxksa dk fodkl gqvk gSA vkpk;Z 'kkjaxnso 

us foHkk"kk8 jkxksa dh la[;k chl crk;h gSA 

6- vUrjHkk"kk 

   vUrjHkk"kk jkxksa dk fodkl tkfr;ksa ls 

gh gqvk gS vkSj bUgsa Hkh xzke jkxksa ds gh 

vkyki çdkj dgk tk ldrk gSA bu jkxksa 

dk fodkl foHkk"kk jkxksa ds Hkh ckn esa gqvkA 

ftlds dkj.k ;g jkx xzke jkxksa ls vkSj Hkh 

vf/kd nwj FksA vr% bUgsa ,d vyx oxZ esa 

j[k dj vUrjHkk"kk jkxksa dh laKk nh x;hA 

vkpk;Z 'kkjaxnso us ek= pkj vUrjHkk"kk jkxksa 

dk mYys[k fd;k gSA  

vUrjHkk"kk jkx& 

(1)  'kkyokfgdk 

(2)  Eklofyrk 

(3)  fdj.kkoyh 

(4)  'kdofyrk 

7- jkxkax jkx& 

   vkpk;Z 'kkjaxnso us jkxkax jkxksa dk 

ifjp; bl çdkj fn;k gS& 

^xzkeksäkuk* rqjkxk.kka Nk;kek=a HkosfnfrA 

xhrKs% dfFkrk% loZ jkxkM~³~xkLrsu gsrqukAA
9
 

7 feJk T;ksfr- ¼2019½- fgUnqLrkuh laxhr esa jkxkax- ubZ 

fnYyh- dfu"d ifCyf'kax gkml] ì0 45 
8 ogh] i0̀ 45 
9 ogh] i0̀ 45 
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   vFkkZr~ dgs x;s xzke jkxksa esa buds vUnj 

Nk;k –f"Vxkspj gksrh gS vr% lHkh xhr dks 

tkuus okys fo}kuksa us bUgsa blh dkj.k ls 

jkxkax dgk gSA rkRi;Z ;g gS fd xzke jkxksa 

dh Nk;k ftuesa fn[kkbZ ns os jkxkax gSA 

bldks bl çdkj ls Hkh le> ldrs gSa fd 

fofHkUu çns'kksa esa çpfyr oks yksd /kqus ftuesa 

xzke jkxksa dh Nk;k –f"Vxkspj gksrh Fkh mUgsa 

,d oxZ esa j[kdj jkxkax dh laKk nh x;hA 

bu yksd /kquksa dks tc jkxksa ds fu;eksa esa 

vkc) fd;k x;k rc muds ykfyR; ,oa 

lkSUn;Z dks lqjf{kr j[kus gsrq xzke jkxksa ds 

dBksj fu;eksa dks Hkh f'kfFky djuk iM+kA 

bl çdkj dgk tk ldrk gS fd xzke jkxksa 

ds fu;eksa dks f'kfFky feJ vFkok fo—r 

djds tks jkx mRiUu gq;s mUgsa jkxkax dgk 

x;kA vkpk;Z 'kkjaxnso us dqy 21 jkxkaxksa 

dk mYys[k fd;k gSA buesa ls vkB 'kkjaxnso 

ds dky ls iwoZ çpfyr jkxkax gSa ,oa 'ks"k 

13 'kkjaxnso ds le; esa çpfyr jkxkax gSA 

xzke jkxksa ls mRiUu ns'kh jkx ;k jkxkax10 

(1)  'kadjkHkj.k 

(2)  ?kaVkjo   

(3)  glad 

(4)  nhid 

(5)  jhfr 

(6)  d.kkZfVdk   

(7)  HkSjo 

(8)  Ckjkyh 

(9)  xqtZjh 

(10)  xkSM 

(11)  dkSykgy 

(12)  ykVh 

(13)  ikapkyh 

(14)  e/;ekfn 

 
10 fuxe lfjrk- ¼2012½- fgUnqLrkuh laxhr esa jkx 

oxhZdj.k- ubZ fnYyh % dfu"d ifCy'klZ fMLVªhC;wVlZ] ì0 40 

(15)  ekyoJh 

(16)  rksM+h 

(17)  caxky 

(18)  clUr 

(19)  /kU;klh 

(20)  ns'kh 

(21)  ns'kk[;k 

8- Hkk"kkax jkx& 

   Hkk"kk jkxksa dh Nk;k ysdj ftu jkxksa dh 

mRifÙk gqbZ] os erax ds vuqlkj ^Hkk"kkax* 

dgykrs gSaA ^Hkk"kkax* jkx og gS ftl ij 

Hkk"kk ;k çknsf'kd xhfr;ksa dh Nki gSA ml 

le; çpfyr Nk;k] csykoyh lkosjh bR;kfn 

,sls gh jkx gSaA 

   ,sls jkxksa dks ^Hkk"kkax* dgk x;k gS] tks 

'kkL=h; jkx fu;e ij vkfJr u jgdj 

fHkUu&fHkUu ns'kksa dh fofHkUu 'kSfy;ksa ;k 

Hkk"kkvksa }kjk fufeZr gksdj O;ogkj esa yk;s 

tkrs FksA mUgha 'kkL=h; jkxksa ds Hkk"kkax jkx 

dgykrs Fks] ftuls os cgqr dqN 

feyrs&tqyrs FksA 

   vkpk;Z 'kkjaxnso us 20 Hkk"kkax jkxksa dk 

fu:i.k fd;k gSA buesa ls X;kjg Hkk"kkax jkx 

'kkjaxnso ds dky ls iwoZ çpfyr Fks ,oa 'ks"k 

ukS 'kkjaxnso ds dky ds çpfyr jkx gSA 

Hkk"kk jkxksa ls mRiUu ns'kh jkx ;k Hkk"kkax 

jkx11 

(1)  xkaHkhjh 

(2)  usgkjh 

(3)  [kflrk 

(4)  mRiyk 

(5)  uknkUrjh 

(6)  uhyksRiyh 

(7)  xkSM+h 

(8)  Nk;k 

11 ogh] ì0 41 
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(9)  rjafx.kh 

(10)  xka/kkjxhr 

(11)  osjkaftdk 

(12)  MksacfØ;k 

(13)  Lkusjh 

(14)  Oskykoyh 

(15)  çFke eatjh 

(16)  vkfndkeksnh 

(17)  ukx/ofu 

(18)  ojkVh 

(19)  uêk 

(20)  dukZVcaxkyk 

9- fØ;kax jkx 

   ftu jkxksa ls fpÙk esa d#.kk] mRlkg] 

'kksd vkfn fØ;k ¼Hkko½ mRiUu gksrs gSa] os 

fØ;kax jkx gksrs gSaA ^fØ;kax* jkx og gS tks 

Hkkoç/kku rFkk vfHkuo&ç/kku xhrksa ds fy, 

vuqdwy gSA lEHkor% Bqejh tSls u`R;&xhrksa 

ds fy, mi;ksxh le>s tkus okys jkx blh 

çdkj ds gSaA 

   vkpk;Z 'kkjaxnso us fØ;kax jkxksa dks 

ifjHkkf"kr bl çdkj fd;k gS& 

d:.kksRlk–'kksdkfnçHkok ;k fØ;k rr%A  

tk;Urs p ;rks uke fØ;k³~xdkj.kkarr%AA12 

   vFkkZr~ d:.kk] mRlkg] 'kksd vkfn ls tks 

fØ;k mRiUu gksrh gS mlls mRiUu gksus ds 

dkj.k budks fØ;kax dgk tkrk gSA 

   rkRi;Z ;g gS fd ftu jkxksa ls fpÙk esa 

d:.kk] mRlkg] 'kksd vkfn Hkko mRiUu gksrs 

gSa os fØ;kax jkx gSaA bldks bl çdkj ls 

Hkh le> ldrs gS fd fofHkUu çns'kksa esa 

çpfyr oks yksd /kqusa ftuls ekuo ân; esa 

g"kZ] mRlkg] d:.kk] 'kksd] okRlY; vkfn 

Hkkoksa dk lapkj gksrk gS mudks laxhr 

fo}rtuksa us jkx ds fu;eks esa vkc) rks 

 
12 ekyoh; jkds'oj- ¼2020½- jkx oxhZdj.k dh fofHkUu 

i)fr;ka- bykgkckn % vuqHko ifCyf'kax gkml] ì0 68 

fd;k ijUrq mudk laca/k xzke jkxksa ;k Hkk"kk 

jkxksa vkfn ls u tksM djds LorU= :i ls 

fØ;kax jkx dh laKk nh gSA fØ;kax jkxksa ds 

ukeksa ds vUr esa fØ vFkok ^—fr* in t:j 

jgrk gSA vkpk;Z 'kkjaxnso us 15 fØ;kax 

jkxks dk o.kZu fd;k gS ftuesa ls 12 fØ;kad 

jkx 'kkjaxnso ds dky ls iwoZ çpfyr jkx 

gS ,oa 'ks"k rhu 'kkjaxnso ds dky esa çpfyr 

jkx gSA 

fØ;kax jkx 

(1)  HkkoØh 

(2)  LoHkkoØh 

(3)  f'koØh 

(4)  edjØh 

(5)  f=us=Øh 

(6)  dqeqnØh 

(7)  nuqØh 

(8)  vkstØh 

(9)  bUæØh 

(10)  ukx—fr 

(11)  /kU;—fr 

(12)  fot;Øh 

(13)  jke—fr 

(14)  xkSM+fr 

(15)  nso—fr 

10- mikax jkx 

   mikax ̂ jkxkax*] ̂ Hkk"kkax* vkSj ̂ fØ;kax* bu 

rhuksa ds feJ.k ls cuus okys jkx ^mikax* 

dgyk;sA ^jkxkax* dk xzke&jkxksa ls] Hkk"kkvksa 

dk Hkk"kk&jkxksa ls vkSj fØ;kaxksa dk fØ;k ls 

lEcU/k tksM+k tkrk gS] ml rjg mikax dk 

fdlh ls lEcU/k ugha dgk tkrk gSA 

dfYyukFk us mikaxksa ds fy, dgk gS fd& 
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^vaxPNk;kuqdkfjRokÙks"kkeqikaxRoa p*13 vFkkZr~ 

vaxksa dh Nk;k dk vuqdj.k gksus ls mu jkxksa 

dk mikaxRo dgk x;k gSA 

    'kkjaxnso us rhl mikax jkxksa dk 

mYys[k fd;k gSA ftuesa ls rhu mikax jkx 

'kkjaxnso ds dky ls iwoZ çpfyr jkx gSa ,oa 

'ks"k 27 mikax jkx 'kkjaxnso ds dky esa 

çpfyr jkx gSA 

fu"d"kZ     

bl izdkj Li"Vr% ;g dgk tk ldrk gS 

fd oxhZdj.k ,d çk—frd fu;e gSA ;|fi 

euq"; us viuh cukbZ gqbZ phtksa dk oxhZdj.k 

fofHkUu ukeksa esa fd;kA v/;;u esa ljyrk] 

Kku òf) rFkk fo"k; foLrkj ds fy, çR;sd 

oLrq dks fofHkUu ukeksa esa foHkkftr fd;kA 

;g çfØ;k ,d fo"k; ns'k vFkok dky rd 

gh lhfer u jgh vkSj laxhr esa Hkh oxhZdj.k 

gqvkA jkxksa ds oxhZdj.k dh ijEijk  çkphu 

dky ls vkt rd pyh vk jgh gSA oLrqr% 

ia- 'kkjaxnso th us Hkh n'kfo/k jkx&oxhZdj.k 

djds laxhr'kkL= esa jkxksa ds lUnHkZ esa ppkZ 

dh gSA 
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xiii. ;eu v'kksd dqekj- ¼2018½- laxhr jRukoyh- p.Mhx<+ % vfHk"ksd ifCyds'kUl] i0̀ 213 



 

 
13 ;eu v'kksd dqekj- ¼2018½- laxhr jRukoyh- p.Mhx<+ 

% vfHk"ksd ifCyds'kUl] ì0 213 
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Abstract: This research paper examines the symbolic journeys of the protagonists in 

Mohan Rakesh's A Halfway House and Henrik Ibsen's A Doll's House. It underscores 

utilising personal relationships, artifacts, and domestic spaces as metaphors for 

societal constraints and personal transformation. The study investigates how these 

symbolic elements reveal the internal conflicts of the characters as they navigate 

societal expectations and gender roles. This paper underscores the critical role of 

symbolism in both plays in depicting the aspirations of women for autonomy and 

identity, reflecting the evolving concept of freedom in both European and Indian 

contexts through a comparative analysis.. 
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Introduction 
     Symbolism was a late nineteenth-
century artistic movement of French 
and Belgians that sought to depict 
absolute truths symbolically using 
language and metaphorical images, 
mostly as a response to naturalism and 
realism1. 
     The Symbolist movement began 
with literature, specifically the poetry 
of artists such as Baudelaire, before 
spreading to other art forms like as 
visual arts, music, and drama.  
In the context of theatre, it refers to 
the use of metaphors, symbols, and 
other symbolic elements to express 
meanings and messages within a play. 
Symbolism in theatre can be utilised 
through Objects and Props, Colors 

 
1  https://en.wikipedia.org/wiki/Symbolism_(arts)#:~ 

:text=of%20the%20alliance.-

and Lighting, Costume, gesture and 
Movement, set design, Sound and 
music, Repetition and Patterns, 
Metaphorical language, Stage 
direction and Time and Space. 
It originated from the beginnings of 
storytelling, we can see Symbolic 
elements were used in ancient Greek 
tragedies written by playwrights such 
as Sophocles and Euripides during the 
performance actors used masks that 
represented a variety of feelings and 
metaphors, while props like the laurel 
crown represented victory and the 
thyrsus (staff) represented the god 
Dionysus and During the Middle 
Ages and the Renaissance, religious 
symbols were used a lot in theatre. For 
example, morality and mystery plays 

,Precursors%20and%20origins,spirituality%2C%20ima

gination%2C%20and%20dreams 

https://en.wikipedia.org/wiki/Symbolism_(arts)#:~ :text=of%20the%20alliance.-,Precursors%20and%20origins,spirituality%2C%20imagination%2C%20and%20dreams
https://en.wikipedia.org/wiki/Symbolism_(arts)#:~ :text=of%20the%20alliance.-,Precursors%20and%20origins,spirituality%2C%20imagination%2C%20and%20dreams
https://en.wikipedia.org/wiki/Symbolism_(arts)#:~ :text=of%20the%20alliance.-,Precursors%20and%20origins,spirituality%2C%20imagination%2C%20and%20dreams
https://en.wikipedia.org/wiki/Symbolism_(arts)#:~ :text=of%20the%20alliance.-,Precursors%20and%20origins,spirituality%2C%20imagination%2C%20and%20dreams
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used metaphoric figures and staging 
to teach religious lessons. 
Symbolism became popular in the 
1800s, especially with Romanticism 
and Realism. During the 19th century, 
Playwrights like Henrik Ibsen and 
August Strindberg used symbols to 
look into psychological issues and the 
real world, as seen in Ibsen's many 
plays including “A Doll's House." 
In the play, A Doll's House Ibsen's 
symbolism predominantly centres on 
the individual and their internal 
conflicts within the society 
framework through the character of 
Nora, Helmer and in Halfway House 
Rakesh's symbolism frequently has a 
profound collective significance, 
reflecting the wider concerns and 
encounters of post-colonial India and 
the quest for personal identity in a 
country undergoing transformation. 
Symbolism used in the play “A Doll's 
House” 
In the play, numerous symbols 
embody abstract thoughts and notions 
underlying the story. On many 
occasions The author used various 
symbols including the Title of the 
play A Doll House, Hiding and Eating 
of the Macaroons, the Stove in the 
room, the description of the room, the 
Tarantella Dance, the Presentation of 
the Christmas tree in the first act and 
then second act, the Lighted lamp, the 
Black Shawl, the Open Door in the 
last act, Dr Rank Letters And Closed 
Letter box birds all possess symbolic 
importance and the majority of the 
movement in the play is focused on 

these symbols, which serve as 
representations of the internal 
tensions experienced by the 
characters. The symbols in the play 
are crucial in conveying the play's 
themes. 
Symbols used in the play include the 
following: 
The Title of the Play  
The title of the play reveals many 
facets of the societal standards 
imposed on women in 19th-century 
Norway as it represents the cultural 
expectations and limits placed on 
women at the time. Nora in the 
story is regarded like a doll, an 
ornament in the home, and her role is 
reduced to that of an amusement 
rather than an equal partner. (Helmer 
dialogue) 
The text depicts a male-dominated 
society where women are treated as 
mere puppets, exploited in fairways, 
and prioritized over their feelings and 
desires, highlighting the male-
dominated nature of society. 
Nora believes that marrying Torvald 
is a mere possession shift, with no 
opportunity or means to make a 
significant decision. She is more 
influenced by her spouse or father's 
choices than by her feelings or the 
choices of her father. Both Torvald 
and her father treated her as a doll. 
Nora. It is perfectly true, Torvald. 
When I was at home with Papa, he 
told me his opinion about everything, 
and so I had the same opinions; and if 
I differed from him I concealed the 
fact because he would not have liked 
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it. He called me his doll child, and he 
played with me just as I used to play 
with my dolls. And when I came to 
live with you  
Helmer. What sort of an expression is 
that to use about our marriage? 
Nora. (Undisturbed), I mean that I 
was simply transferred from Papa’s 
hands into yours. You arranged 
everything according to your taste, 
and so I got the same tastes as you—
or else I pretended to, I am not quite 
sure which—I think sometimes the 
one and sometimes the other. When I 
look back on it, it seems to me as if I 
had been living here like a poor 
woman—just from hand to mouth. I 
have existed merely to perform tricks 
for you, Torvald. But you would have 
it so. You and Papa have committed a 
great sin against me. It is your fault 
that I have made nothing of my life. 
(ibid, p.g.,69) 
The Christmas Tree 
The Christmas tree that appears at the 
start of Act I, near the end of Act I, 
and again at the start of Act II plays a 
crucial role in symbolizing Nora's 
state of mind. The tree in the first act 
symbolizes the joy of children and the 
stability that families seek during the 
holiday season also It is a symbol of 
Nora's engagement in the welfare of 
her family. 
The Christmas tree's appearance at the 
start of Act II reveals Nora's 
unaddressed anxieties and fears. The 
naked tree, without ornaments and 
candles, reflects her unaddressed 
mental state. This mirrors Nora's 

mental condition, as her anxieties and 
fears remain unaddressed. Thus, the 
naked Christmas tree serves as a 
powerful symbol of Nora's mental 
state. 
(The identical setting.—The 
Christmas tree is adorned with burnt 
candle stubs on untidy branches, 
lacking decorations in the corner near 
the piano. Nora's hat and cloak rest on 
the sofa. She remains in the room by 
herself, moving about anxiously. She 
walks over to the sofa and grabs her 
cloak.)(ibid, p.g.,31) 
Macroon 
Nora's childish demeanor and anxiety 
for her husband are shown by her 
secretive eating of macaroons at the 
beginning of the play. The macaroons 
represent Nora's autonomy, deceit, 
and Torvald's attempts to dominate 
and infantilize her. 
The macaroons reemerge later, first 
when Mrs. Linde offers one to Doctor 
Rank, as indicated by her behavior. 
The recent job of her husband at the 
bank has imparted a renewed feeling 
of wealth, so easing whatever fears 
she may have had about Krogstad. At 
this moment, she exhibits indifference 
by consuming a macaroon and 
offering one to Doctor Rank and 
another to Mrs. Linde, effectively 
challenging her husband's authority.  
Money 
The core conflict and tension of the 
drama revolve around money as Nora 
borrowed money from Krostad by 
committing forgery because of 
societal boundaries. The drama 



ISSN-2348-5892              An Embarking on Symbolic Journeys Sangitika 
from the Doll’s House to the Halfway House 

23 
 

explores the power dynamics between 
men and women, with Nora playfully 
begging Torvald for money 
representing his influence and Nora's 
condition in the society. Other 
characters like Mrs. Linde and Nurse 
Anna Merry sacrificed their love and 
family respectively to seek financial 
stability in life. 
The Stove 
Nora's actions upon Krogstad's entry 
into Helmer's study in Act 1 
emphasize the stove's importance as a 
source of emotional warmth, 
alongside its physical heat, despite its 
traditional heating function. Nora 
dismisses Krogstad with a 
contemptuous gesture as she shuts the 
entry door. She circulates the room 
and tends to the burner. Engagement 
with the burner is superfluous; 
instead, the acts signify the 
psychological condition of the one 
doing them. Krogstad's visit to 
Helmer has intensified her latent 
worry, leading her to impulsively start 
the fire, claiming it provides a 
concrete answer to her distress. 
Similarly, she reacts to Doctor Rank's 
expression of devotion by crying, 
"Oh, dear Doctor Rank, this is 
shameful of you!" and then moves 
towards the burner. She subsequently 
turns, seeking comfort from the stove 
in her agitated condition, after Doctor 
Rank's unexpected revelation. She has 
renounced her original aim to seek 

 
2
 https://www.eng-literature.com/2022/ 

03/symbolism-in-a-dolls-house.html 

financial aid from him to fulfill her 
responsibility to Krogstad. Thus, 
Ibsen's use of symbolism impacts the 
emotional states of the characters.2 

Terentella Dance 
Tarantella is an Italian folk 
dance performed by persons who 
have been stung by the tarantula, a 
dangerous spider. the dance is based 
on the frenzied movement victims 
make to get rid of the poison after 
being bitten by a spider Same as 
Nora's frenzied struggle against fate is 
symbolized by the Tarantella's fast 
motions when she practices it in front 
of her husband as if she wants to get 
rid of her density and position she is 
in.  

The Tarantella dance, performed by 
Nora, is an interconnected metaphor 
for Nora's state of mind. Primarily in 
the play, Nora performs it to 
distract Torvald to keep his attention 
off Krogstad's letter. However, it also 
signifies Nora's buried passion and 
rebellion. The dance, with its 
seductive moves, serves as a 
momentary escape from her cramped 
life. 
 It also represents Torvald and Nora's 
deception, which serves as the 
foundation of their relationship 
throughout the play. He teaches, and 
she performs. He critiques, and she 
"dances" more to satisfy, but this too 
does not please him. When Nora 

https://www.eng-literature.com/2022/%2003/symbolism-in-a-dolls-house.html
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practices the tarantella, she dances 
wildly. She is striving to please, but 
she is also desperate to eliminate the 
"poison" of corruption that Torvald 
has implied she carries when he 
mentions Krogstad's lack of character. 

The Door 
The entrances in the play possess 
symbolic value. Thus, the 
performance performs a symbolic 
function by alluding to the opening 
and shutting of doors. An open door 
indicates the beginning of the drama, 
which concludes with a forcibly 
closed door. The doors in the play 
represent either confinement or 
freedom. It relates to both open and 
restricted possibilities. 

Nora's decisive closure of the door 
behind her symbolizes the New 
Woman's departure from patriarchal 
houses, traditions, practices, and laws, 
along with the meanings and ties 
imposed by her husband, Helmer. The 
contemporary woman undertakes a 
historic move, relinquishing identity 
and dignity for a minimal degree of 
danger. It relates to the concept of 
independent decision-making and the 
capacity to surpass choices shaped by 
genetics and social conventions. (S.P)    

Light 
Then, in Act II, Nora calls for a lamp 
to shine the darkness from where she 
and Doctor Rank had been talking 
about love. She asks the doctor 
standing near the lamp if he doesn't 
loathe talking about his love. Here, 
too, she makes Doctor Rank's moving 

declaration of love wrong, just as it 
could happen only in the dark. She 
then makes it sound like his statement 
of love was dark action; she was yet 
ready for his taking advantage of that 
darkness because the admission 
would have made her unable to ask 
him for money, which she had wanted 
to do. She volunteers to light the cigar 
when Doctor Rank takes one from 
Helmer. She lights a match and 
presents it to Doctor Rank, who uses 
it to ignite his cigar. Indeed, that light 
represents how Nora has been the sole 
source of joy in Doctor Rank's bleak 
existence. The two have always felt 
very close to each other and found 
solace in her company. 
Black cross on letter 
As he departed, Doctor Rank left 
behind his visiting cards marked with 
black crosses over the single black 
printed name: "Doctor Rank." The 
black crosses indicate that Doctor 
Rank has passed away and that death 
is now imminent for him. Therefore, 
Doctor Rank employed the black 
cross as a symbol, rather than the 
light. 
Helmer. There is a black cross over 
the name. Look there —what an 
uncomfortable idea! It looks as if he 
were announcing his death.  
Nora. It is just what he is doing. 
 Helmer. What? Do you know 
anything about it? Has he said 
anything to you? 
 Nora. Yes. He told me that when the 
cards came it would be his leave-
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taking from us. He means to shut 
himself up and die. 
Disease  
Hereditary diseases are portrayed as 
societal and moral problems, rather 
than merely medical ailments in the 
play.  Ibsen uses Rank's disease, 
tuberculosis of the spine, to represent 
society's failing backbone and his 
death is connected to Nora and 
Torvald's marriage. In the play Dr. 
Rank is suffering from terminal 
disease which he acquired from her 
dad and on the other Nora is handed 
over to Helmer by her father is also 
suffering from Helmer's corrupt 
behavior.  
Shawls 
 Nora uses the multicoloured shawl 
during rehearsals of the Tarantella, 
showing a desire to hold on to the 
various pleasures of life through the 
Tarantella-a dance of life and death; 
but for the actual performance, she 
throws over her lovely dress those 
large folds of the black shawl 
gloomily denied any hope, which was 
to signify her dying wish.  
Knowing that Helmer may confess 
that he is accountable for her immoral 
actions, Nora gathers her black stole 
and prepares to leave the home in 
order to end her life. She removes her 
elegant attire and puts on her more 
casual clothing as she is about to 
break up with Helmer. Such visual 
symbolism has the potential to 
significantly impact the emotional 
tone of a situation. 

Symbolism used in the play Halfway 
House  
A lot of the ideas and themes in the 
play Adhere Adore are shown through 
symbols. Several times, the author 
cleverly uses a lot of different 
symbols in the play. These included 
the title "Halfway House," the man in 
a black suit as a symbol of existential 
crisis, Savitri's entrance from the 
outside world, the description of the 
messy room, the broken garland, the 
choice of a purse, the actions of four 
different single men playing by a 
single actor, Savirti's action with the 
dusted dining cover, and Singhania's 
sketch. The play is based on these 
images, which show how the 
characters are struggling inside. The 
symbols in the play deeply express the 
ideas in it. 
Symbols used in the play include the 
following: 
The Title of the play 
The title of the play has a symbolic 
meaning that shows the core concept 
of incompleteness or partial 
unfulfillment of human life. The title, 
translated from Hindi as "Half 
Unfinished" or "Half Unfulfilled," 
signifies brokenness or unfulfilled 
wishes which are important ideas that 
are explored in the play. The title 
stands for the different parts of the 
characters' lives and relationships that 
aren't finished yet, as seen through the 
lens of societal standards and personal 
goals. 
 Characters in the play, especially the 
protagonist Savitri, struggle with 
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wants that aren't met, standards that 
aren't met, and a longing for 
wholeness. The title sums up the 
characters' mental and emotional 
battles as they try to figure out their 
places in family and society. 
The Man in Black Suit 
"The Man in a Black Suit 
symbolizes the theme of exploring 
one's identity in the human world. He 
appears at the beginning of the play 
and symbolizes each human in the 
society. He constantly asks questions 
that focus on Societal standards, 
Expectations, and the complex 
structure of the traditional values 
prevailing in Indian society. 
The idea of identity inquiry is 
introduced when 'The Man in a Black 
Suit' screams, "Who am I?" The 
declaration promptly veers into an 
Existential direction as it asserts the 
futility of pursuing meaning, with the 
speaker admitting, "I have abandoned 
all attempts to confront this question." 
The author highlights the concept of 
identity's absurdity by referring to 
himself as "amorphous" and 
"undefined". He suggests that, like 
everyone else, he assumes different 
roles and assigns different meanings 
to himself depending on the situation. 
He further emphasizes that he shares 
a part of himself with each individual, 
thereby lacking a distinct identity both 
on and off stage. He further argues 

 
3
 https://survivingbaenglish. 

wordpress.com/%E2%80%9Chalfway-

house%E2%80%9D-by-mohan-rakesh/ 

that regardless of the circumstances, 
the context, or the gender, mankind's 
pursuit of identity and purpose in life 
will perpetually remain a nonsensical, 
inexplicable, ambiguous, and 
irrational peculiarity3. 
Disorganized Set 
The play opens with a disorderly 
arrangement of furniture, daily 
household things lying around, messy 
areas, and the absence of separate 
spaces within the set accurately reflect 
and give the sense of the shattered 
state of mind of every character. They 
experience a multitude of unmet 
aspirations, unsolved disputes, and a 
feeling of inadequacy, all of which are 
mirrored in their surroundings. 
(A disorderly living room in what was 
once a fairly well-to-do middle-class 
home. 
Several pieces of broken furniture- 
sofa set, dining table, cupboard, 
dressing table, etc.- having lost their 
proper function, appear to have 
acquired uses dictated by the 
limitations of space. Teapots, a couple 
of cane pouffes, a shelf of dilapidated, 
old books and a writing desk and chair 
add to the over-crowded effect of the 
room. A door in each of the side walls, 
the one on the right opening on the 
street, and the one on the left leads to 
an inner room At the back, another 
door opens onto a courtyard. The way 
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to the kitchen and the back street door 
is through the courtyard. 

THE MAN IN A BLACK SUIT is 
sitting on the sofa, smoking a cigar) 

Protagonists Name 
The protagonist's name, Savitri, 
carries great significance. It is strange 
that a woman who embodies 
traditional values, like Savitri, once 
fought against the God of death to 
save her husband's life, but in current 
times, a woman named Savitri is 
desperate to do everything it takes to 
end her marriage with her husband. 
Aadhe-Adhure explores the painful 
predicament of grappling with 
outdated and depleted conventional 
notions in contemporary society. 

Same as Mahendranth Symbolizes 
The Great Indra Lord of the Gods but 
suffering from an existential crisis in 
the play. They Both play contrasting 
roles in the play. 
Savitri’s arrival from the outside 
world 
In the opening act of the play, 
Savitri’s arrival from the outside 
world with the necessary household 
and office things symbolizes a 
modern working woman who is 
carrying the burden of the family in 
post-independent India. And her 
presence at home symbolizes the 
contrasting situation of the society of 
that time. 

Portrayal of the four different 
characters by one individual 
The portrayal of four characters by a 
single actor is a representation of the 

complex and diverse aspects of 
human identity. In the first act, The 
character who appears as the man in a 
black suit appears again as 
Mahendranath and later as Singhania, 
Jagmohan And Juneja and each of 
them symbolizes a distinct facet of the 
main character's internal conflict, 
emphasizing the complexity and 
ambiguities within a human. Each 
Character Depicts the life Savitri 
wants for her and the Portrayal of 
Mahendra depicts the life she doesn't 
want for her. Each four of them 
depicts Savitri "s inner conflicts of 
Desire. 
The actor's multiple roles reflect the 
main character's fears, aspirations, 
and doubts, triggering self-
confrontation and urging the character 
to grapple with their internal 
struggles. This analysis underscores 
the play's psychological aspect and 
the importance of confronting one's 
internal struggles for self-
consciousness. 
Broken Garland 
In the second act of the play, Savitri 
prepares herself to depart for a tea 
outing with her romantic partner, 
Jagmohan. The broken necklace 
serves as a representation of the 
disintegration of the family unit. 
Savitri's pain is evident as she 
contemplates the broken necklace, 
forcing her to seek an alternative from 
the cupboard. This decision implies 
that she has made a deliberate choice 
to embark on a different path in life. 
Jagmohan and Savitri possess a level 
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of compatibility that one would 
anticipate Mahendranath and Savitri 
to have in their marriage.  
Behaviour of the Children 
Mahendranath and Savitri's constant 
argument within their family leads to 
a negative impact on their three 
children, Binni, Ashok, and Kinni's 
life. Elder Daughter Binni married 
Manoj just because she wanted to get 
rid of the life she had in the family 
failed in her marriage elder son Ashok 
stopped providing financial support 
and wandered without purpose and 
slowly became like his father while 
younger daughter Kinni became self-
indulgent and ill-behaved after her 
parents' abandonment and constant 
arguments. As the family members 
struggle with existential crisis, their 
connection deteriorates and ultimately 
disintegrates. 
 
Dining Cover 
Her action with the old Dining Cover 
symbolizes That she is frustrated and 
completely Tired of her old life. The 
dining table and disorganized 
household things symbolize Savitri's 
previous existence, specifically her 
unrealized aspiration for a pleasant 
household and a satisfying marital 
engagement. The old dining 
table cover represents her unfulfilled 
ambitions and when she covers her 
face it shows her frustration with life 
in the family. 
Savitri's persistent act of covering the 
table, and organizing the household 

indicates her attempt to protect her 
family despite suffering. 
Sketch 
Ashok's caricature of Singhania, 
which is inaccurate and Distorted 
reflects his inner tensions and rage 
against  Singhania potentially 
symbolizes the social constraints and 
expectations that restrict Ashok, and 
the caricature serves as a means to 
convey his rage and bitterness as 
discussed earlier also Savitri sees her 
husband Mahendra Nath in 
singhania’s sketch symbolizes an in 
mage of Mahendranath in her view. 
Selection of New purse  
When Savitri chooses The new 
vibrant and fashionable purse among 
old purses, that may represent 
her desire for an independent 
existence, a departure from the old 
and complex life.  
 
Mahendranath’s Arrival at the end 
The reappearance of Mahendranath 
ultimately leads us to a cyclical 
journey, returning us to our original 
starting point. All unfinished entities 
find themselves back in the same 
house and both individuals are once 
again in a state of torment. The realm 
of hell remains continually 
unchanging and immune to any 
violation. Until the very end, we 
remain uncertain about the one 
accountable for the 'hell' experienced 
by Savitri and Mahendranath. Both 
can be proven to have been subjected 
to more wrongdoing than engaging in 
wrongdoing themselves. 
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Comparative Analysis: From 
Doll’s House to Halfway House 
Both "A Doll's House" and "A 
Halfway House" use domestic 
environments and interpersonal 
dynamics to show how women are 
constrained.   However, Nora's 
journey ends with a big freedom, 
while Savitri's journey doesn't end, 
showing how different cultures see 
liberty and freedom. 
In "A Doll's House," Nora's last 
action, leaving the house, is a clear 
statement of her independence. The 
door becomes a sign of freedom, a 
break from the rules that have been 
telling her how to live her life. In 
contrast, A Halfway House ends with 
Savitri living in her broken-down 
house, which represents how she is 
trapped in a cycle. The halfway house 
represents the ongoing fight for 
women's freedom in India in the 
middle of the 20th century, where 
family and social standards have a big 
effect on women, even those like 
Savitri who want to be modern and 
free. 
Women's fights for independence are 
universal, as shown by Nora and 
Savitri's symbolic journeys, which 

also show how these experiences are 
shaped by their cultures. While both 
women are facing the limits of 
patriarchal societies, their symbolic 
journeys lead to different ends. One 
suggests that they might be freed, 
while the other suggests that they will 
remain slaves. 
Conclusion 
The symbolic parts of A Doll's House 
and A Halfway House are very useful 
for looking at the main characters' 
inner and outer battles as they try to 
live up to societal standards. Symbols 
like the door, the tarantella, and the 
mirror, along with the doll's house and 
the midway house, show how deeply 
women in a patriarchal society 
distress.   Nora's journey is symbolic 
because it ends with her mental and 
physical freedom, but Savitri's isn't 
finished, which shows how society's 
rules keep holding her back. 
In the end, both plays use symbols to 
question the female power structures 
that keep women in certain roles. 
From the doll house to the halfway 
house, there are symbolic changes 
that show how women's search for 
independence changes over time and 
across cultures. 
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Abstract: Sanskrit verses (slokas) are meticulously crafted in specific meters, known 

for their rhythmic and phonetic precision, making them ideal for chanting and singing. 

The interplay between these meters and the emotional depth of slokas can be 

significantly enhanced through the use of appropriate ragas from Indian classical 

music, specifically Carnatic and Hindustani traditions. This paper explores the 

intricate relationship between the meters of Sanskrit verses and the selection of 

suitable ragas, emphasizing how certain ragas align better with specific meters and 

emotional contexts. By analysing various examples, this study highlights the 

importance of choosing the right raga to convey the intended emotion of a sloka 

effectively. 

Keywords: Sanskrit Slokas, Meters, Emotional Expression, Indian Classical Music 

Introduction: Sanskrit, the ancient 
language of India, has a rich tradition 
of poetry and spiritual literature. 
Sanskrit verses or slokas are often 
composed in specific meters 
(chandas) that govern their rhythm 
and structure. These meters are 
designed not only to facilitate 
memorization and recitation but also 
to enhance the aesthetic and 
emotional appeal of the verses. Indian 
classical music, with its sophisticated 
system of ragas, provides an excellent 
medium to further amplify the 
emotional nuances of these verses. 
However, not all ragas are suitable for 
all meters, and the emotional context 
of the sloka must also be considered 
when selecting a raga. This paper 
examines the compatibility of various 
ragas with specific Sanskrit meters 
and their ability to express the 
underlying emotions of the verses. 

The Relationship Between Sanskrit 
Meters and Ragas: 
     Sanskrit meters, such as Anushtup, 
Shardulavikridita, Mandakranta and 
Vasantatilaka, among others, have 
distinct rhythmic patterns that 
influence their recitation. Each meter 
can evoke different emotions and 
atmospheres, which can be 
complemented by the appropriate 
raga in Indian classical music. 
 
Some of the Meters in Sanskrit 
Verses: 
1. Anushtup: The most common 
meter, consisting of four padas 
(quarters) of eight syllables each. It is 
versatile and used for a wide range of 
emotions and themes. Anushtup is 
frequently used in epic literature such 
as the Mahabharata and Ramayana. 
2. Shardulavikridita: Known for its 
grandeur and complexity, this meter 
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has 19 syllables per line and is often 
used for majestic and celebratory 
themes. It is characterized by its long 
and elaborate e structure, making it 
suitable for descriptive and narrative 
poetry. 
3. Vasantatilaka: Comprising 14 
syllables per line, this meter is often 
used for devotional and romantic 
themes. Its smooth and flowing nature 
allows for a melodic and rhythmic 
recitation that can deeply resonate 
with listeners. 
Ragas in Indian Classical Music: 
1. Carnatic Music: Features a vast 
repertoire of ragas, each with a 
specific emotional and seasonal 
association. Some notable ragas 
include Shankarabharanam (joyful), 
Kalyani (serene), and Bhairavi 
(devotional). Carnatic music 
emphasizes complex rhythmic 
patterns and intricate melodic phrases. 
2. Hindustani Music: Also boasts an 
extensive collection of ragas, such as 
Yaman (peaceful), Bhimpalasi 
(melancholic), and Darbari Kanada 
(serious and contemplative). 
Hindustani music is known for its 
improvisational nature and emphasis 
on mood and emotion. 
Matching Meters with Ragas: 
     The process of matching meters 
with ragas involves understanding the 
rhythmic structure of the meter and 

 
1 Ramayana 2.40.09 
2 https://drive.google.com/file/d 

/1jJABDc6QTX1pXBh6qPzx4HJOq_gQssIg/view?usp=d

rive_link 

the emotional tone of the raga. This 
section will explore several examples 
to illustrate the compatibility between 
specific meters and ragas. 
 
Example 1: Anushtup Meter with 
Raga Sivaranjini and Arabhi 
Anushtup Meter: This meter is 
flexible and commonly used in 
Sanskrit literature. Its simple structure 
makes it suitable for a variety of 
themes. 
Sloka: 
jkea n'kjFka fof) eke fof) taudkRete~ 

v;ks/;kkeBohea fof) xPNp rkr ;Rvlq[kEk
1 

Raga Sivaranjini: This raga depicts 
a sadness, melancholy, or pain that is 
not easy to express by words. This 
also manifests a feeling of emptiness 
and deep despair.2 
Raga Arabhi: Arabhi is a raga that 
exudes energy, vitality, and clarity, 
known for its straightforward nature. 
Arabhi’s melodic structure makes it 
particularly suitable for compositions 
that inspire action.3 
Compatibility: Advising her beloved 
son Lakshmana to follow his brother, 
Sumitra is trying to strengthen her son 
here. Even though it is a gloomy 
situation, there is no emotion of 
despair in her. So, to enhance the 
feeling of inspiration, Arabhi goes par 
with this sloka to express the right 

3 https://drive.google.com/file/ 

d/1vas4jBwjEaiW9L4FkuTnJwhgRoqGIMZQ/vie
w?usp=drive_link 

https://drive.google.com/file/d%20/1jJABDc6QTX1pXBh6qPzx4HJOq_gQssIg/view?usp=drive_link
https://drive.google.com/file/d%20/1jJABDc6QTX1pXBh6qPzx4HJOq_gQssIg/view?usp=drive_link
https://drive.google.com/file/d%20/1jJABDc6QTX1pXBh6qPzx4HJOq_gQssIg/view?usp=drive_link
https://drive.google.com/file/%20d/1vas4jBwjEaiW9L4FkuTnJwhgRoqGIMZQ/view?usp=drive_link
https://drive.google.com/file/%20d/1vas4jBwjEaiW9L4FkuTnJwhgRoqGIMZQ/view?usp=drive_link
https://drive.google.com/file/%20d/1vas4jBwjEaiW9L4FkuTnJwhgRoqGIMZQ/view?usp=drive_link
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emotion when compared to the former 
one. 
Example 2: Shardulavikridita 
Meter with Raga Mohanam and 
Hindolam 
Shardulavikridita Meter: Known for its 
grand and elaborate structure, this meter 
is often used in epic poetry and verses 
celebrating divine glory. 

Sloka:  
Jhfo|s f'kookeHkkxfuy;s JhbjktjktkfpZrs A 

JhukFkkfnxq#Lo:ifoHkos fpUrkefuibfFkds AA 

Jhok.kh fxfjtkuqrkv³~?kd̀eys JhbZ'kkEHkoh 

Jhf'kosA 

e/;ekàs ey;/otkf/kilqrs ek¡ ikfg feukfEcds ||’4 
Raga Mohanam: Mohanam is a 
pentatonic raga, characterized by its 
simplicity and sweetness. scales. 
Known for its uplifting and joyful 
nature, Mohanam often evokes 
feelings of purity, devotion, and 
celebration.5 
Raga Hindolam: Hindolam is another 
audava raga, renowned for its 
meditative, soothing, and slightly 
melancholic emotional appeal. 
Hindolam effectively conveys bhakti 
(devotion), viraha (separation), and 
karuna (compassion).6 
Compatibility: The given sloka, 
composed in the Shardulavikridita 
meter, is a prayerful invocation to 
Goddess Minakshi, rich in emotional 
depth and spiritual intensity. The 
imagery of the goddess seated on the 
Chintamani Peetha, venerated by 

 
4 Minakshi Stotram 1 
5 https://drive.google.com/file/d/1cqqUi7m4lp-

P3SjQwAwLLWJVsQybefvc/view 

divine beings and embodying the 
essence of Shri Vidya, calls for a raga 
that captures profound devotion and 
reverence. 
While Mohanam conveys joy and 
celebration, it lacks the nuanced 
emotional range needed for the layered 
devotion and grandeur expressed in this 
sloka. Hindolam, on the other hand, 
with its gamaka-rich phrases and 
meditative character, beautifully aligns 
with the mood of awe, submission, and 
spiritual ecstasy intended in the prayer. 
It creates an emotional depth that 
mirrors the transcendental nature of the 
goddess, making it the ideal raga to 
express the divine grandeur and tender 
reverence embedded in the 
composition. 

The Emotional Impact of Ragas on 
Slokas: 
     Selecting the appropriate raga for a 
sloka is crucial for conveying its 
intended emotion. This section will 
discuss how different ragas can alter the 
emotional perception of the same sloka. 
Example 3: Emotional Variations 
Sloka: 
'kkUrkdkja Hkqtx'k;ua in~eukHka lqjs'ka 

fo'ok/kkja xxul–'ka es?ko.kZ 'kqHkk³~xe~ A 

y{ehdkUra deyu;ua ;ksfxfHk/kZ~;kuxE;Ek 

oUns fo".kqa HkoHk;gja loZyksdSdukFke~ ॥ ||’7 

Raga Hamir Kalyani: When sung in 
Hamir Kalyani, this sloka in 
Mandakranta metre, evokes a serene 
and peaceful atmosphere. Hamir 

6 https://drive.google.com/file/ 

d/1gceWmPbgx30EnD1PHiweQWo0lD6dgR-

C/view 
7 Vishnusahasranama 

https://drive.google.com/file/d/1cqqUi7m4lp-P3SjQwAwLLWJVsQybefvc/view
https://drive.google.com/file/d/1cqqUi7m4lp-P3SjQwAwLLWJVsQybefvc/view
https://drive.google.com/file/%20d/1gceWmPbgx30EnD1PHiweQWo0lD6dgR-C/view
https://drive.google.com/file/%20d/1gceWmPbgx30EnD1PHiweQWo0lD6dgR-C/view
https://drive.google.com/file/%20d/1gceWmPbgx30EnD1PHiweQWo0lD6dgR-C/view
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Kalyani, with its expansive and 
calming nature, brings out the 
tranquillity and divine presence 
described in the sloka.8 
Raga Bhairavi: In Bhairavi, the same 
sloka can evoke a deeper sense of 
devotion and reverence. Bhairavi’s 
introspective and devotional qualities 
can make the recitation feel more 
intimate and spiritually profound.9 
Emotional Context and Raga 
Selection 
     Devotional Slokas: Ragas like 
Bhairavi and Kalyani are often 
suitable for devotional slokas due to 
their ability to evoke deep emotional 
responses. The selection of a raga for 
devotional slokas should consider the 
mood of the worship, whether it is 
contemplative, celebratory, or 
introspective. 
Celebratory Slokas: For slokas that 
celebrate divine events or auspicious 
occasions, ragas like Hamsadhwani 
and Shankarabharanam are more 
appropriate. These ragas enhance the 
festive and joyous nature of such 
verses, making them more impactful. 
Practical Considerations in 
Matching Meters with Ragas: 
     While the theoretical alignment of 
meters and ragas is important, 
practical considerations also play a 
significant role. This section will 
discuss the challenges and solutions in 
matching meters with ragas for 
performance. 

 
8 https://drive.google.com/file/d 

/1JmgXdHy9zgtwD9yazsiDEnb34tOB4bsa/view 

Rhythmic Compatibility 
     Challenges: Not all ragas naturally 
fit the rhythmic patterns of certain 
meters. For example, a complex meter 
like Shardulavikridita may require a 
raga with a flexible rhythm. 
     Solutions: Musicians can adapt the 
rhythm of the raga to fit the meter, or 
select a raga with a compatible 
rhythmic structure. For instance, 
modifying the rhythmic cycle (tala) to 
match the meter can ensure a seamless 
integration. 
Emotional Expression 
Challenges: Ensuring that the raga 
enhances rather than detracts from the 
emotional tone of the sloka. 
Solutions: Careful selection and 
practice can help align the emotional 
expression of the raga with the sloka's 
meaning. Musicians should consider 
the context and intended impact of the 
sloka, and choose ragas that naturally 
complement these aspects. 
Conclusion: 
      The synergy between Sanskrit 
meters and Indian classical ragas 
offers a profound way to enhance the 
emotional expression of slokas. By 
carefully matching meters with 
suitable ragas, musicians can amplify 
the intended emotions of the verses, 
creating a more impactful and 
immersive experience for listeners. 
This study highlights the importance 
of this practice and encourages further 
exploration and experimentation in 

9 https://drive.google.com/file/d/ 

1M2zYF7LQYBntqSI3kxsJTR5-e0aOjV3u/view 

https://drive.google.com/file/d%20/1JmgXdHy9zgtwD9yazsiDEnb34tOB4bsa/view
https://drive.google.com/file/d%20/1JmgXdHy9zgtwD9yazsiDEnb34tOB4bsa/view
https://drive.google.com/file/d/%201M2zYF7LQYBntqSI3kxsJTR5-e0aOjV3u/view
https://drive.google.com/file/d/%201M2zYF7LQYBntqSI3kxsJTR5-e0aOjV3u/view
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the field of Sanskrit literature and 
Indian classical music. Understanding 
the intricate relationship between 
meters and ragas can lead to more 
effective and emotionally resonant 

performances, preserving and 
enriching the tradition of Sanskrit 
verse recitation and Indian classical 
music.
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Xokfy;j ?kjkus dh xq:&f'k"; ijEijk dk laxhfrd ;ksxnku% ,d 

fo'ys"k.kkRed v/;;u^^ 
fiz;adk jkor  

'kks/k Nk=k laxhr foHkkx  

MkÛ v'kksd dqekkj  

lgk;d izk/;kid  

laxhr foHkkx] MhÛ,lÛchÛ ifjlj dqekÅ¡ fo'ofo|ky;] uSuhrky 

'kks/k lkj& Hkkjrh; laxhr ds izpkj&izlkj esa Xokfy;j ?kjkus dk fo'ks"k ;ksxnku gS] Xokfy;j 

?kjkus dh xq:&f'k"; ijaijk us laxhr txr esa tks ;ksxnku fn;k gS og vfoLej.kh; gS] laxhr 

dks thfor rFkk lqjf{kr j[kus esa xq:&f'k"; ijaijk dk fo'ks"k ;ksxnku jgk gS] orZeku le; 

esa xk;dh ds eq[; ik¡p ?kjkus ekus x;s gS% Xokfy;j ?kjkuk] vkxjk ?kjkuk] fdjkuk ?kjkuk] 

t;iqj ?kjkuk ,oa ifV;kyk ?kjkukA Xokfy;j ?kjkus dh xq:&f'k"; iajijk ds varxZRk [;ky] 

/kzqin] rjkuk] Bqejh] VIik] cksyij.k] v"Vinh vkrs gS rFkk bl ijaijk }kjk gh ;s lHkh xk;u 

'kSfy;ksa dk Bhd <ax ls fodkl rFkk yksdfiz; Hkh gqbZ gaS] lkFk gh lkFk bl iajijk }kjk bu 

'kSfy;ksa dks yksdfiz; cukdj budk izpkj&izlkj Hkh fd;k x;k gSA Xokfy;j ?kjkus dh 

xq:&f'k"; iajijk }kjk vla[; cafn'kksa dh jpuk] vusd laLFkkuksa dh LFkkiuk] u, jkxks dk 

fuekZ.k] fofHkUu iqLrdksa dk izdk'ku] cafn'kksa dk Lojc)hdj.k] vusd lakxhfrd lEesyuksa dk 

vk;kstu vkfn vusdks dk;Z gq, gS] ml le; izR;sd ?kjkus ds xk;d dsoy vius gh ?kjkus ds 

xk;dksa dks lqu ldrs FksA ijUrq /khjs&/khjs blesa cnyko vkus yxkA vusd lEesyuksa dk 

vk;kstu gksus yxk] rFkk lHkh dks xk;u dyk dks izksRlkgu Hkh feyrk] xq:&f'k"; iajijk ds 

varxZr vusd ?kjkuksa ds f'k";ksa ds fy, izfrLi/kkZ dk vk;kstu Hkh djk;k tkrk] ftlesa lHkh 

c<+&p<+dj fgLlk ysrs vkSj izksRlkfgr gksrsA izLrqr ys[k esa Xokfy;j ?kjkus dh xq:&f'k"; 

iajijk dk laxhr esa ;ksxnku ds ckjs esaa ppkZ dh x;h gS rFkk vkaf'kd :i ls xq:&f'k"; iajijk 

ds ckjs esa Hkh crk;k x;k gSA 

eq[; fcUnq%&xq:&f'k";] Xokfy;j] ?kjkuk] iajijk] ;ksxnku] 'kSyh] laxhrA   

Hkwfedk&?kjkus dk fodkl rFkk ?kjkus dh 

yksdfiz;rk dk vk/kkj xq:&f'k"; iajijk 

gh gSA orZeku le; esa Hkh xq:&f'k"; 

iajijk pyrh vk jgh gSA blh dkj.k ls 

'kkL=h; xk;u ikSjkf.kd le; ls orZeku 

le; rd izpyu esa gS rFkk lkFk gh lkFk 

vR;aUr yksdfiz; Hkh] ijUrq ftl izdkj 

e/;dky esa xq:&f'k"; iajijk bruh 

fu;ec) rFkk vuq'kkflr gksrh Fkh] orZeku 

le; esa xq:&f'k"; esa xq:&f'k"; iajijk 

ds fu;eksa vkSj vuq'kklu esa deh fn[kk;h 

iM+rh gS] ijUrq ;g lc le; ds izHkko ds 

dkj.k gSA dBksj lk/kuk gh laxhr txr 

dk dsanz fcUnq gS] dBksj lk/kuk ds laca/k esa 

Xokfy;j ?kjkus ds laxhrkpk;Z jked`".k 

cqok c>s vius vkRepfj= esa fy[krs gSa fd 

[kkus dks vUu ugha] jgus dks txg ugha] 

jksx dh le`f) gS vkSj lc vkcknh vkckn 

gSA^^ ,slh dBksj ifjfLFkfr;ksa esa Hkh mUgksaus 

dBksj lk/kuk dk viuk laxhr txr esa 

LFkku cuk;kA uRFku ihjc['k ds rhuksa 

f'k";ksa gLlw] gn~nw] uRFkw [kk¡ us Hkh ns'k ds 

dksus ls vk, f'k";ksa dks f'k{kk nsdj [;ky 

dh fof'k"V xk;u 'kSyh dk izpkj&izlkj 

djok;kA lnkjax vnkjax us Hkh vPNh 

cafn'kksa dk laxzg NksM+k gS] fd mUgha cafn'kksa 
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dh lk/kuk dj os mRd`"V dykdkj cu 

x,] Xokfy;j ?kjkus esa dqN ,sls Hkh 

dykdkj jgs gSa ftUgksaus laxhr esa u;h 

Økafr yk nh rFkk vU; dykdkjksa ij 

mldk xgu izHkko iM+k] Hkkr[k.M dk 

dFku gS fd ^^cM+s eqgEen [kk¡ ds xku 

izdkj dks ns[kdj gh Xokfy;j ds xk;dksa 

us viuh xk;u 'kSyh cnyh] rc ls [;ky 

esa Hka;dj rkuckth djus dh ifjikVh lh 

cu xbZ]^^ eqgEen [kk¡ }kjk nf{k.k {ks= esa 

dh x;h ;k=k ls mUgsa ^rku rFkk fQjr^ 

ds iz;ksx dk vuqHko gqvk ftls mUgksaus 

vius xk;u esa mrkjk tks fd laxhr txr 

esa ,d peRdkj dh Hkk¡fr fl) gqvk] blh 

izdkj Xokfy;j ?kjkus ds vusd fo}kuksa us 

laxhr txr esa dbZ ;ksxnku fn,A  

Xokfy;j ?kjkus esa xq:&f'k"; ijEijk dk 

;ksxnku& Xokfy;j ?kjkus ds izorZd uRFku 

ihjc['k ftuds f'k"; ihjc['k] 

dkfnjkc['k] gLlw] gn~nw] uRFkw [kk¡ FksA bu 

egku laxhrKksa dk Hkh laxhr txr esa 

fo'ks"k ;ksxnku jgk gS] gLlw [kk¡ ds vanj 

xq: uRFku ihjc['k rFkk cM+s eqgEen [kk¡ 

¼iq= 'kDdj [kk¡½ bu nksuksa dh xk;dh dk 

fo'ks"k lekos'ku FkkA ftl dkj.k budk 

d.B vR;Ur e/kqj rFkk d.B esa isphnk 

fQjr rkus Hkh izosf'kr Fkh] gLlw [kk¡ ds 

vUnj eqWg can djds rkus ysus dh 

fof'k"Vrk Fkh] ftl dkj.k ;s vR;Ur 

yksdfiz; gq, rFkk bUgksaus f'k{kkfFkZ;ksa ds 

fy, vusd laxhr lk/kuk ds dsanzksa dk Hkh 

fuekZ.k fd;kA 

     mLrkn gn~nw [kk¡ dh xk;dh esa 

enkZukiu rFkk Bgjko Hkh FkkA gn~nw [kk¡ 

rhuksa lIrdksa esa rku ysus esa ekfgj Fks] ,slh 

'kkfDr'kkyh rkusa mudh xk;dh dh izeq[k 

fo'ks"krk FkhA fofHkUu laxhrKksa }kjk vkids 

xk;u dh iz'kalk Hkh dh x;h gSA eqgEen 

dju beke esa vius izfl) xzaFk ̂ ^evknuqy 

ekSfldh^^ esa fy[kk gS fd ^^gn~nw [kk¡ mRre 

xk;d gSa] budksa eSus y[kuÅ esa lquk gS 

cgqr gh le>nkj rFkk lqjhys fn[kkbZ nsrs 

gS^^A mLrkn foyk;r gqlSu [kk¡ us budh 

iz'kalk esa fy[kk]^^ budk uke lkjs 

fgUnqLrku esa e'kgwj Fkk vkSj mudh VDdj 

ds xoS;s fiNys lkS nks lkS o"kksZa esa cgqr 

FkksM+s gh gq, gS] mLrkn gn~nw [kk¡ dk laxhr 

esa ,slk ;ksxnku vfoLej.kh; gSA mLrkn 

uRFkw [kk¡ dh vkokt vR;Ur otunkj Fkh] 

budh vkykidkjh] jkx:i dh 'kq) 

fufeZrh] eqjkfd;k¡] ehaMxed] nh?kZiYys dh 

rku ;g lc xk;u dh fo'ks"krk,a Fkh] buds 

ikl rjkuksa dk vFkk Hk.Mkj Fkk] ;s 

fo'ks"kdj tc rjkuk xkrs] fQj rjkuk 

lekIr djrs] fQj f=oV rRk~i'pkr iqu% 

rjkuk xkrs rks Jksrkx.k pfdr gks tk;k 

djrs Fks] bl izdkj laxhr dks tufiz; 

cukus esa budk Hkh ;ksxnku jgk gSA 

Xokfy;j dh [;ky xk;dh esa ,d uohu 

'kSyh ^^v"Vinh^^ dks izpfyr djus dk Js; 

cM+s ckyd`".k cqok th dks tkrk gSA bUgsaa 

Xokfy;j ds fdlh fOk}ku ds fdlh fo}ku 

us crk;k fd t;nso d̀r ^xhrxksfoUn^ esa 

mUgsa bl izdkj ds in feysaxs rks Lrqfrijd 

gksaxs bUgksaus bu pj.kksa dks fHkUUk&fHkUu jkxks 

o rkyksa esa [;ky iz.kkyh esa fyfic) dj 

izpfyr fd;k] rFkk ;s bruh izpfyr gqbZ 

fd vf/kdrj xk;d] [;ky xk;u dh 

lekfIr ds ckn v"Vifn;ksa dk xk;u djus 

yxsA 

     xq:&f'k"; iajijk esa gn~nw [kk¡ ls 

laxhr f'k{kk izkIr dj okyklkgso xq:th 
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tks'kh us ?kjkusnkj xk;dh esa lEeku izkIr 

fd;k gS] Lojksa ij lgtrk ls Bgjko] rkuksa 

dk peRdkjiw.kZ iz;ksx] y; ij vlkekU; 

vf/kdkj vkfn ij vkius egkjFk gkfly 

dh gSA vkius Xokfy;j gh ugha vfirq Hkkjr 

ds lHkh izeq[k {ks=ksa esa viuk izn'kZu dj 

lEeku izkIr fd;k gS] vkSj viuh ,d 

fof'k"V igpku cuk;h gS ;gh dkj.k gS fd 

nwj&nwj ls yksx vkidks lquus ds fy, 

Xokfy;j vk;k djrs FksA vkius vius 

f'k";ksa dks Hkh yksdfiz; cuk;k rFkk ckgj 

ls tkss Hkh vkils lh[kus vk;k djrs vki 

mudk jgu&lgu dk [kpkZ Lo;a mBkrs 

FksA izkphu le; ds lkeosn dh _pkvksa 

dks Lojkfyfic) dj vkius laxhr esa 

egRoiw.kZ ;ksxnku fn;k gSA Xokfy;j ?kjkus 

dh xk;dh dks fof/kor :i ls vkxs c<+kus 

esa laxhrkpk;Z ckyd`".k cqok 

bpydjuthdj th dk fo'ks"k ;ksxnku 

jgk gS] bUgksaus Xokfy;j ?kjkus dks f'k";ksa 

ds :i esa eksrh iznku fd, gSa ftUgksaus 

Xokfy;j ?kjkus dks pedkus esa Hkjiqj 

;ksxnku fn;k gSA buds f'k";ksa esa izeq[k ia0 

fo".kq fnxEcj iyqLdj th gSa] ftUgksaus 

Lojkfyfi dk fuekZ.k fd;k rFkk lkFk gh 

lkFk Hkkjrh; laxhr dks yksdfiz; cukus esa 

f'k";ksa ds :i esa loZJs"B dykdkj Hkh 

fn;sA vkius laxhr txr esa ,d ubZ Økafr 

iSnk dh] loZizFke lu~ 1905 esa ykgkSj esa 

vkius xka/koZ egkfo|ky; dh LFkkiuk dhA 

vkius dbZ iqLrdsa Hkh fy[kh tks fd laxhr 

txr dks feyus okyh ,d [kwclwjr HksaV 

gSA blh izdkj Xokfy;j ?kjkus ds lqizfl) 

dykdkj d̀".kjko iafMr th dk Hkh fo'ks"k 

;ksxnku jgk gSA cqyUn vkokt ds 

lkFk&lkFk] Xokfy;j esa loZizFke xka/koZ 

fo|ky; dh LFkkiuk dh] rFkk ^laxhr 

ljxe lkj^] laxhr] vkyki lapkjh] ̂ laxhr 

roykoknu izos'k^ vkfn uked iqLrdsa 

fy[kh gSaA budh ftrus fHkUu&fHkUu izdkj 

dh xk;u 'kSfy;k¡ tSls] [;ky] VIis] rjkus] 

Hktu] v"Vifn;k¡] Bqejh] rjkus] prqjax 

vkfn 'kk;n gh fdlh laxhrK }kjk 

izdkf'kr fd, x, gksa] bUgsa jk"Vªifr }kjk 

in~eHkw"k.k tSls vusdksa lEeku ls uoktk 

x;k gSA 

fu"d"kZ%&Xokfy;j ?kjkus dh laxhr  ijaijk 

cgqr gh izkphu jgh gS] bl ?kjkus us vusdksa 

fof'k"V dykdkj tUesa gS] ftUgksaus bl 

?kjkus dks eku&lEEkku fnykus esa dksbZ deh 

ugha NksM+h] cfYd viuh dykvksa dk 

izpkj&izlkj djds bl ?kjkus dh izfr"Bk 

dks lnSo c<+k;k gh gSA xq:&f'k"; iajijk 

,d izdkj dk ,slk vVwV ca/ku gS tks fd 

,d ckj tqM+ tk, rks fQj og thou i;ZUr 

mlh ca/ku esa tqM+k jgrk gSA xq: dk f'k"; 

ij vk'khokZn gh dkQh gksrk gS vkSj fQj 

f'k"; dk vius xq: rFkk viuh lk/kuk ds 

izfr leiZ.kA xq: }kjk f'k"; dks feyh 

f'k{kk ls og mldk izpkj&izlkj djrk gS 

vkSj ;gh Xokfy;j ?kjkus esa pyrk vk;k 

gSA Xokfy;j ?kjkus esa xq:&f'k"; iajijk 

}kjk xq: ls f'k"; dks feyh f'k{kk ,d 

vewY; ;ksxnku gSA vkSj f'k";ksa }kjk bl 

vkxs rd ysds tkuk Hkh] bl izdkj ls 

Xokfy;j ?kjkuk esa fof'k"V dykdkjksa dk 

gksuk Hkh fdlh ojnku ls de ugha] bu 

dykdkjksa }kjk laxhr dh f'k{kk vkxs 

c<+kuk] u, laLFkkuksa dk fuekZ.k djuk rFkk 

mlesa Hkh jgu&lgu dk [kpkZ Lo;a mBkuk] 

vkfn lHkh phtksa dk egRoiw.kZ ;ksxnku gSA 

Xokfy;j ?kjkuksa esa xq:&f'k";ksa }kjk [;ky 
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xk;dh vkfn dk izpkj&izlkj ns'k Hkj esa 

gh ugha vfirq fons'kksa esa Hkh [kwc gqvk gSA 

bl izdkj ls fons'kksa esa dykdkjksa us viuh 

,d fof'k"V igpku cuk;h gSA cnyrs 

le; ds lkFk&lkFk fjdkfMZl vklkuh ls 

lquus dks fey tkrh gSA tks igys feyuk 

dfBu Fkk] vkSj Hkh vusdksa lEesyuksa] cSBdksa] 

dk;Z'kkykvksa] }kjk Hkh laxhr dk 

izpkj&izlkj c<+k;k tk jgk gSA vr% ;g 

Hkh vR;Ur vko';d gS fd xk;u 'kSfy;ksa 

dk vkSj vf/kd ek=k esa izpkj&izlkj fd;k 

tk,] rkfd 'kkL=h; laxhr esa :fp cuh 

jgs vkSj ;g dHkh yqIr u gksA 
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Abstract: Ramanathapuram Srinivasa Iyyengar (1860-1919), also known as Poochi 

Srinivasa Iyyengar or Ramanad Srinivasa Iyyengar, was a prominent Post Trinity 

composer who composed about 100 compositions. Srinivasa Iyyengar was a prolific 

composer who had composed different musical forms.  His compositions are 

distinguished for the usage of different languages such as Telugu, Tamil and Sanskrit, 

use of rare Ragas and Talas and decorative angas. Srinivasa Iyyengar was a dedicated 

Guru and had many prominent disciples which included prominent names in the realm 

of carnatic music such as Salem Duraiswamy Iyyengar, Kandallur Srinivisa Iyyengar, 

Ariyakkudi Ramanuja Iyyengar, Karakkudi Rajamani Iyyengar, Kutralam Srinivasa 

Iyer, Kooteswara Iyer, Bangalore Nagrathnamma etc. This paper titled “Musical 

Forms composed by Ramanathapuram Srinivasa Iyyengar- a Versatile post Trinity 

composer” aims to highlight the 

• Life and contributions of Ramanathapuram Srinivasa Iyyengar 

• Musical forms composed by Ramanathapuram Srinivasa Iyyengar 

• Decorative angas figuring in his compositions. 

Key words: Ramanathapuram Srinivasa Iyyengar, Raga, Tala, Kriti, Composition  

Introduction: The period of Trinity 
was considered as the golden era of 
Carnatic music, because of their 
numerous compositions in different 
Ragas and Talas. This period was also 
marked with many group kritis 
composed by the Trinity. The 
tradition of Trinities continues even 
after their period due to the 
contributions of their disciples. The 
glory of Carnatic music continued to 
be rich even after the time period of 
Trinity, due to the contribution of Post 
Trinity composers who followed their 
tradition.  Among the post trinity 
composers, Manampuchavadi 
Venkata Subba Iyer, who was a direct 
disciple of Saint Tyagaraja was the 
most prominent one who took forward 

the lineage of Saint Tyagaraja.  The 
main disciples of Manampuchavadi 
Venkata Subba Iyer were Maha 
Vaidyanatha Iyer, Patnam 
Subramanya Iyer, Sarabha Sastrigal, 
Fiddle Venkoba Rao, Tyagaraja 
(grandson of Saint Tyagaraja) etc.1 
Ramanathapuram Srinivasa Iyyengar 
was one of the earliest disciples of 
Patnam Subramanya Iyer who played 
a lead role in taking forward the 
legacy of Saint Tyagaraja to the 
modern period.  
Like his Guru Patnam Subramanya 
Iyer, he composed different musical 
forms such as Tana Varnams, Pada 
Varnam, Kritis, Thillanas, Javalis, 
Ragamalika and Kavadi Chindu with 
the Mudra “Srinivasa”. He used to 
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sing the kritis of Saint Tyagaraja and 
kritis of his Guru (Patnam 
Subramanya Iyer) in his concerts and 
included one or two of his 
compositions at the last part of the 
concert in request of his Rasikas.2 
Srinivasa Iyyengar was a great 
devotee of Saint Tyagaraja, and he 
had composed a Kriti “Sadguru 
Swami” in the Raga Reetigoula set to 
Adi Tala in praise of the Saint itself. 
Ramanathapuram Srinivasa Iyyengar 
has to his credit many disciples and 
prominent among them was 
Ariyakkudi Ramanuja Iyyengar, who 
was considered as the father of 
modern Kutcheri Padhathi. 
Ramanathapuram Srinivasa Iyyengar 
was also the Guru of Bangalore 
Nagarathnamma who renovated the 
Tyagaraja Samadhi at Tiruvaiyyar 
and ensured the participation of 
women in the annual Tyagaraja 
Aradhana Festival. 
Brief life history of 
Ramanathapuram Srinivasa 
Iyyengar3 

Ramanathapuram Srinivasa Iyyengar, 
the third son of Ananthanarayana 
Iyyengar and Lakshmi Ammal, was 
born on August 16, 1860, at 
Ramanathapuram District. He was 
usually called Poochi Srinivasa 
Iyyengar because, in singing fast 
brigas, his voice resembled that of a 
poochi (bee) and at the same time, he 
had a very rich tonal quality. The 
Ramanad King Pandidurai Thevar 
noticed the keen interest of 
Ramanathapuram Srinivasa Iyengar. 

He placed him under the tutelage of 
Patnam Subramanya Iyer in the 
Gurukula system. His first concert as 
an accomplished musician took place 
at the Ramanathapuram Palace 
Durbar Hall, and the concert became 
a great success. In wonder at the 
performance of Ramanathapuram 
Srinivasa Iyengar, the King Bhaskara 
Sethupathi of Ramanathapuram did 
Kanakabhisheka of Rs 10,001 to 
Srinivasa Iyyengar and appointed him 
as the Asthana Vidwan of 
Ramanathapuram court. He was a 
very successful Musician, Composer, 
and a much-acclaimed Lakshya-
Lakshana Vidwan. He had a very 
good voice and usually sung in 4½ 
Pitch with effortless fluency. He was 
very much taken up in the study of 
Raga Alapana, Tanam, and Pallavi. 
He used to start his concerts with 
Viribhoni Varnam. His favourite 
Ragas included Sanmukapriya, Kapi, 
Kalyani, Sankarabharanam, Begada, 
Huseni etc. Some of the favourite 
compositions that he used to render in 
his concerts were Sri Neelotpala 
Nayike-Narireetigoula, Neemadi 
Challaga –Anandabhairavi - Adi, Sri 
Subramanyaya Namaste – Kambhoji - 
Adi etc 
Musical forms composed by 
Ramanathapuram Srinivasa 
Iyyengar 

Ramanathapuram Srinivasa Iyyengar 
has composed almost all the musical 
forms such as Varnams, Kritis, 
Javalis,Thillanas, Ragamalika and 
Kavadi Chindu. A full-fledged 
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concert can be performed by singing 
the compositions of Ramanathapuram 
Srinivasa Iyyengar alone. A brief 
analysis of his musical forms is as 
follows.  
1. Varnam 
Varnas are musical forms which can 
be considered both as Abhyasa Gana 
and Sabha Gana. Varnams are 
performed at the beginning of a 
Concert. Ramanathapuram Srinivasa 
Iyyengar has composed about Eight 
varnams.4 He has composed Varnams 
only in Janya Ragas. One of his 
Varnams is in Raga Varali and the 
other Seven Varnams are in Sudha 
Madhyama Ragas. Some of the 
prominent Varnams composed by 
Ramanathapuram Srinivasa Iyyengar 
are: 
• Ninnukori-Mohanam – Adi  
• Neranammiti-Kanada-Ata Tala 
• Danikori -Vasantha-Misra Jhampa  
• Vanajakshi-Varali-Chatusra Ata. 
2. Kritis  
Ktitis are one of the important musical 
forms rendered in concerts. The Raga 
bhava is clearly explored in this 
musical form. Ramanathapuram 
Srinivasa Iyyengar has composed 
about Twenty-five Kritis. He has 
adopted the Pallavi, Anupallavi and 
Charana format for his Kritis. In many 
of his Kritis the Dathu of the ending 
part of Anupallavi and the Dathu at 
the second half of charana are same. 
Eg: Nijamukharama-Keeravani-Adi. 
Many of his Kritis are chosen for 
singing Manodharma Sangita in 
concerts. Eg: Saragunapalimpa-

Kedaragoula-Adi. He has composed 
many Kritis in Sama eduppu 
(Paritapamula-Kannada-Khanda 
Chappu), ½ Eduppu (Satatamu 
Brovumayya-Todi-Adi) and ¾ 
Eduppu (Karunatho Nannu -
Megharanjini-Adi). He has composed 
more Kritis in Melakarta Ragas than 
in Janya Ragas. He has composed 
Kritis in Chouka Kala (Sri 
Venkateasam-Todi-Adi) and in 
Madhyamakala (Raghunathanannu-
Suraranjini-Adi). Some of the 
prominent Kritis composed by 
Ramanathapuram Srinivasa Iyyengar 
are as follows: 
• Anudhinamunu-Begada-Roopaka 
• Sadguruswami-Reethigoula-Adi 
• Paramapavana-Poorvikalyani-Adi 
• Samajavarada-Sudhasaveri-

Roopakam. 
In addition to Pallavi, Anupallavi, and 
Charanam there are also many 
decorative angas figuring in the 
compositions of Ramanathapuram 
Srinivasa Iyyengar, which are 
discussed here:   
• Sangatis 

Sangatis are very important for a 
Kriti which adds beauty to the 
composition. The Sangatis expand 
gradually. Like the compositions of 
Saint Tyagaraja, all the 
compositions of Ramanathapuram 
Srinivasa Iyyengar has Sangatis. 
The Kriti paritapamula-Kannada-
Khanda Chappu, has seven Sangatis 
in the Pallavi and Karunatho Nannu 
-Megharanjini-Adi which also has 
seven sangatis in Pallavi.  
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• Chittaswara 
Chittaswaras are the swara passages 
which are rendered after the 
Anupallavi and Charanam. 
Ramanathapuram Srinivasa 
Iyyengar has composed about 
Fourteen Kritis with Chittaswaram. 
Most of his chittaswaram ends with 
beautiful Makudams. He has 
composed a Javali with 
Chittaswaram “VeganivuVani-
Surutti-Roopakam”. He has 
composed Chittaswarams for both 
Madhyamakala Kritis and Chouka 
Kala Kritis. In Chouka Kala Kritis 
the Chittaswaram is sung in Chouka 
Kala after Anupallavi and in 
Madhyamakala after Charanam 
(Saragunapalimpa-Kedaragoula-
Adi. The Chittaswaram of 
Sadbhaktiyu-Anandabhairavi-
Roopakam is as follows.  
P;;,MPMGRS||NSMGRS NSGRSR|| 
S;;,MGRS||, PMGRS, DPMGM|| 
PM,GRS NSGRGM||PDPS, N 
SGRMGR|| 
SRSNDP RS, NDP|| DP, MGR SG, 
RGM|| 

 This Chittaswaram is sung after the 
Anupallavi and the Charanam. The 
chittaswaram ends with a beautiful 
Makudam “RS, NDP- DP, MGR -
SG, RGM”.  

• Madhyamakala Sahityam 
Madhyamakala Sahityam occurs in 
many of his compositions. It may 
occur at the end of Anupallavi or 
Charana or both and is set in the 
Madhyamakala. Eg: The 
Madhyamakala Sahityam of 

Samajavarada- Sudhasaveri-
Roopakam. 
Sarasadala nayanuni Apara 
mahimalanu telisina 
Narada muni vinuta parthasarathini 
pogadigagala. 
The Madhyamakala Sahityam 
consists of four Avartas and is 
present in the Charanam part of the 
composition.  

• Swarakshara 
Swarakshara is a Sabdalankara. 
Many composers have successfully 
employed Swarakshara in their 
compositions. The composer needs 
high intellect and vast imagination 
to employ this technical beauty. 
Ramanathapuram Srinivasa 
Iyyengar has wisely employed this 
beauty in all his compositions. 
Eg: Parthasaradhy nannu-
Madhyamavathi-Roopakam 
S,     S,     SN  SN P, 
PARTHA SA       Radhi nannu  

• Solkettu Swara 
Solkettu Swaras are Chittaswaras 
for which, in some portions 
Solkettus or Jathis are introduced. 
The last Charana Swara of Varali 
Ata Tala Varna contains Solkettu 
swaras. 

3. Javali. 
The Javalis are musical forms which 
originated during the 19th century. 
Ramanathapuram Srinivasa Iyyengar 
composed about Seven Javalis. The 
Javalis he composed were in Kapi 
Raga (2 nos) Khamas (2 nos.) and one 
each in Behag, Suruti and Jenjooti.  
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Some of the prominent Javalis 
composed by Srinivasa Iyyengar are.  
• Nirupamana- Behag-Roopakam 
• Saragumeragadane-Jenjuti- Desadi 
• Sanaro-Khamas-Roopakam 
4. Thillana 

             Ramanathapuram Srinivasa Iyyengar 
composed about Twelve Thillanas 
which includes a Thillana in 
Lakshmisa Tala “Taradhipanana-
Kapi Raga” and a Thillana “Sumasara 
in Kamavardhani Raga set to 
Ragavarddhani Tala. He also 
composed Thillanas in Choukakala 
(Dhim Dhim Tanana-Todi-Adi) and 
in Madhyamakala (Thom Thom 
Tatara-Poornachandrika-Adi). Some 
of the Thillanas composed by 
Ramanathapuram Srinivasa Iyyengar 
are:  
• Dhim Dhim Tarana-Nattakurinji- 

Adi 
• Dhim Thadhim-Hindolam-

Roopakam. 
• Nadrudrudhim-Sindhubhairavi-Adi 
5. Ragamalika 
Ramanathapuram Srinivasa Iyyengar 
composed a Navaratna Ragamalika 
“Sami Neepai”-Roopaka Tala. The 
Ragamalika comprises of the Ragas 
Sarasangi, Saveri, Navaroj, Lalitha, 
Varali, Arabhi, Khamas, Bhoopalam 
and Sriragam. The Ragamudra comes 
in each Stanza and is followed by a 
Chittaswaram. 
6. Kavadi Chindu 
None of the composers who belong to 
the lineage of Saint Tyagaraja has 
composed this musical form except 
for Ramanathapuram Srinivasa 

Iyyengar.  He composed a Kavadi 
chindu “Valliyin Kalyanam” in the 
Raga Anandabhairavi set to Adi Tala. 
The uniqueness of this composition is 
that it is his only composition in 
Tamil.5 

Conclusion 
Ramanathapuram Srinivasa Iyyengar 
was a prominent post Trinity 
composer who demonstrated his 
versatility by composing in each of 
the musical forms and were rich in 
musical and literary excellences. 
Ramanathapuram Srinivasa Iyyengar 
was fond of giving Chittaswaras to his 
compositions. His Sahityam was 
simple to understand and because of 
this, his creations appealed not only 
the elite classes but also for the 
masses too. The first Varna, which is 
often learnt by a Carnatic music 
student after completing the basic 
lesson, is “Ninnukori” in the Raga 
Mohanam, is the most famous 
composition of Ramanathapuram 
Srinivasa Iyyengar. The 
compositions of Ramanathapuram 
Srinivasa Iyyengar gives ample 
scope for Raga Alapana, Nereval 
and Kalpana Swaram. This can be 
the reason for the huge popularity 
and acceptance of his compositions. 
The Tyagaraja lineage laid down by 
Patnam Subramanya Iyer, his Guru 
was religiously carried forward by 
Srinivasa Iyyengar. This can very 
well be witnessed through many of 
his compositions. Many musicians 
like Ariyakkudi Ramanuja 
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Iyyengar, B Rajam Iyer, 
Semmangudi Srinivasa Iyer, 
Palakkad KV Narayana Swamy, MS 
Subhalakshmi, DK Pattammal etc, 
popularised the compositions of 
Ramanathapuram Srinivasa 

Iyyengar through their concerts. The 
compositions of Ramanathapuram 
Srinivasa Iyyengar enjoys a high 
pedestal in the present-day Carnatic 
music scenario.
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Abstract: Silence is not only the absence of sound; it is a powerful expressive tool that 
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Introduction: In philosophy silence 
can be a multifaceted concept, 
representing introspection, wisdom, 
restraint, respect, or a recognition of 
the limits of language and knowledge. 
It is understood in various contexts 
and has different meanings according 
to the philosophical tradition or 
perspective (Medina,2004). Silence 
can be associated with acknowledging 
the limits of human knowledge. 
Philosophers like Ludwig 
Wittgenstein suggests that some 
things cannot be meaningfully spoken 
about and must be left in silence (Das, 
2017). In Eastern philosophies, 
particularly in Buddhism and 
Hinduism, silence is often associated 
with meditation and inner 
contemplation (Bindeman, 2017). It 
represents the inner stillness and 
tranquillity (Valle, 2019) , allowing  
the connection with the inner selves or 
the universal truth. In 
phenomenology, silence can represent 
an experience of pure being (Fossa, 
2022) where the absence of sound 
allows individuals to focus on their 

direct experience of the world. 
Silence can be related to existential 
themes such as the absurdity of life or 
the search for meaning in an 
indifferent universe (Scott,2019). 
Philosophers like Albert Camus and 
Soren Kierkegaard have explored the 
notion of silence in the face of 
existential questions. Albert Camus 
and Soren Kierkegaard are influential 
philosophers known for their 
exploration of existential questions 
and the human condition, each with a 
unique approach to the role of silence 
in these contemplations. Camus, 
famous for his philosophy of the 
absurd, highlights the disconnect 
between human desires for meaning 
and an indifferent, chaotic universe. 
In his view, silence can signify the 
universe's lack of response to our 
search for purpose, creating 
existential angst and despair 
(Berthold,2013). However, he 
encourages rebellion against this 
silence, urging individuals to confront 
the absurdity with courage and strive 
to create their own meaning 
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(Sagi,2002). In contrast, Kierkegaard 
delves into silence as a space for 
personal reflection and existential 
confrontation. He explores how 
silence can be a setting for grappling 
with doubt, despair, and anxiety, 
particularly in the context of faith and 
the leap of faith (Berthold,2013). 
Kierkegaard sees silence as essential 
to self-examination and authenticity, 
providing the opportunity for 
profound self-discovery and 
transformation. Both philosophers 
address silence as a crucial element in 
navigating existential challenges, 
offering differing perspectives on 
how to respond to and find meaning 
within it. 
Silence in Music          
     Music, the art form primarily 
experienced through the ears, extends 
far beyond the auditory realm. It 
embodies a deep, transcendent 
meaning that resonates with our 
innermost selves (Welten,2009). This 
is particularly true in the context of 
Indian music, where the concept of 
anahad naad (the unstruck sound) is 
considered the foundational principle. 
Anahad naad represents the eternal, 
cosmic sound that exists beyond the 
realm of human perception, 
encompassing the profound spiritual 
essence of music (Saxena,2020). In 
contrast, ahata naad1 (the struck 
sound) refers to the audible, tangible 

 
1 In Indian music, naad (also spelled nada) 

refers to the concept of sound, particularly the 

vibrational aspect of sound. Naad 

encompasses all types of sound, from the 

sounds created by musical 
instruments and vocalizations. While 
ahata naad is what we hear and 
respond to in traditional 
performances, it is the underlying 
presence of anahad naad that imbues 
Indian music with its depth and 
philosophical significance.  
     Hence, silence in music is a 
profound concept that transcends 
traditional boundaries, embodying 
qualities of both music and silence 
while surpassing them in depth and 
significance. It is more than simply 
the absence of sound; silent in music 
represents a space of profound 
potentiality and introspection that 
exists at the intersection of sound and 
silence (Losseff,2007). In traditional 
music, silence is often used as a 
compositional tool to punctuate 
sound, creating contrast and 
enhancing emotional expression. 
However, silent in music takes this 
concept further, exploring the 
expressive power of silence itself as 
an art form. It is not just about what is 
not being played but about the impact 
of that intentional absence. This 
element of music invites listeners into 
a meditative and contemplative state, 
where the absence of sound becomes 
a medium for experiencing the depth 
of emotion and thought. Silent in 
music encounters its "other" in the 
"silences of the frame," the moments 

audible (ahata) to the inaudible (anahat), and 

is often considered the fundamental building 

block of musical expression. 
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that delineate the beginning and end 
of a musical work or passage. These 
silences serve as thresholds, marking 
transitions between different states of 
being and perception (Jaworski, 
1992). They create a space for 
reflection, allowing the listener to 
absorb the musical experience and 
transition to a feeling of heightened 
awareness (Vines,2006). The 
phenomenon of eternal silence can be 
perceived during the silences of 
music, as these moments of stillness 
evoke a sense of timelessness and the 
infinite. Silent in music thus becomes 
a gateway to the contemplation of the 
eternal, offering a moment of 
communion with something beyond 
the temporal confines of the audible 
(Acheson,2008). It immanent in the 

silence of contemplation, embodying 
the essence of music without the need 
for sound. It creates a space for the 
listener to engage with music on a 
deeper, more spiritual level. In this 
way, silent in music is not an 
extension of musical expression but 
also a way to a deep understanding of 
the self and the universe. Through the 
intersection of sound and silence, 
silent invites us to realize the spaces 
between notes and to appreciate the 
profound stillness that can be found 
within the musical experience. It 
challenges the listener not only to 
what is being played but also to the 
resonances of what is left unsaid, 
inviting listener to be involved in a 
dialogue with the music that is above 
the audible realm. 

     The silences provide space for the 

listener to absorb the music resonating 

Figure 1 Silence in Music 
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within their being. This process of 

listening and internalizing the music 

can lead to a state of trans, where the 

boundaries between the self and the 

music dissolve. This interplay adds 

depth, nuance, and emotional impact 

to compositions and performances. 

Though often overlooked, silence 

serves as more than just a pause 

between notes; it is a powerful tool 

that musicians use to shape musical 

narratives and evoke emotional 

responses in listeners.  

Silence and Rasa Theory  

Rasa theory21 is a classical concept in 

Indian aesthetics that explores the 

emotional essence and impact of art, 

including music, dance, drama, 

poetry, and other forms of 

performance art. The term "rasa" 

means "taste" or "flavor" and refers to 

the emotional and aesthetic 

experience that art evokes in the 

audience (Pudaruth,2016). The theory 

identifies different emotional states or 

moods that can be conveyed through 

artistic expression and provides a 

framework for understanding and 

categorizing these experiences 

(Bake,2013). The rasa theory 

provides a framework for 

understanding the emotional and 

aesthetic dimensions of Indian art 

forms. It highlights the importance of 

evoking and experiencing emotions as 

 
21Rasa theory is a foundational concept in Indian 

aesthetics, particularly in the context of Indian 
classical music, dance, and drama . Rasa theory, 

a central aspect of artistic expression. 

In Indian aesthetics, particularly 

within the framework of rasa-theory, 

silence holds a significant place in 

enhancing the emotional depth and 

impact of artistic expressions 

(Gangopadhyay, 2022). Rasa-theory 

explores the emotional essence and 

aesthetic of art, music and 

performance. Silence plays a pivotal 

role by providing moments for the 

audience to reflect and internalize the 

emotions being conveyed, offering a 

freedom for personal interpretation 

and connection. It acts as a bridge 

between different emotional states or 

rasas, marking shifts in mood and 

sentiment, while also emphasizing 

key phrases, notes, or gestures within 

a performance. This creates moments 

of suspense and anticipation, 

heightening the emotional tension and 

drawing the audience into the 

experience. Silence allows for 

reflection and absorption of the 

artistic experience, leading to a 

heightened state of awareness and 

appreciation of the nuances in the 

performance. By providing balance 

and harmony, silence enhances the 

aesthetic experience, allowing the 

audience to experience the art form in 

its fullness and depth. Emotion, 

expression, and silence works 

together to create an impactful 

originally outlined in the text Natya Shastra by 

Bharata Muni, identifies eight primary rasas. 
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musical experience. Each plays a vital 

role in shaping the way music is 

perceived and felt by listeners, adding 

depth, nuance, and complexity to 

performances. 

Use of Pause in Classical Music 

Performance 
     In the great musical traditions of 
Indian classical music—whether 
Hindustani or Carnatic, vocal or 
instrumental—silence plays a 
fundamental role as a key element for 
aesthetic expression. The skilled use 
of the element of silence is a hallmark 
of a mature performer in any musical 
tradition, including Indian classical 
music (Beeman,2006). This delicate 
balance of sound and silence plays a 
pivotal role in any musical form, but  
in Indian classical music, it amplifies 
the impact of musical phrases adding 
an extra layer of interpretation and 
meaning to the raga32 performance. 
The role of silence in music varies 
across cultures, with some seeing it as 
a form of respect or reverence and 
others using it to challenge or subvert 
expectations. However it is a versatile 
element that can transform a 
performance, enhance emotional 
expression, and engagement. A 

 
32 A raga is a melodic framework in Indian 

classical music that provides the structure for 

improvisation and composition. It is 

characterized by a specific set of notes 

(swaras) in a particular sequence and includes 

rules for how these notes are used, such as 

which notes can be emphasized, which phrases 

are characteristic of the raga, and how the 

notes may be ornamented. Each raga has its 

mature performer knows when and 
where to incorporate silence for 
maximum effect. Strategic pauses 
punctuate phrases and sections, 
creating emphasis and allowing the 
music to breathe. By incorporating 
silence thoughtfully and intentionally, 
performers enhance the emotional, 
structural, and aesthetic qualities of 
their music, offering audiences a 
richer and more profound musical 
experience. The silence becomes a 
powerful form of communication 
with the audience. Mature performers 
use pauses to create   moments of 
reflection and connection, allowing 
the audience to absorb and appreciate 
the music. Figure 1 , visualize the 
application and significance of the 
element of silence in a Hindustani 
khayal43 performance. Meticulous 
listening to the progression of each 
second within the recordings to 
accurately identify moments of 
silence in each 10 minutes of duration. 
Silence in performance creates 
contrast with sound, emphasizing 
certain notes and phrases, functioning 
as a form of punctuation that 

unique aesthetic identity and expressive 

quality. 
43khayal is a prominent genre of Indian 

classical music known for its improvisational 

freedom and emotive expression. The term 

"khayal" means "imagination" or "thought" in 

Hindi and Urdu. 
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organizes music into phrases and 
sections (Judkins,1997). It creates 
anticipation and tension, offering 
moments of reflection. The silence 
conveys meaning as much as sound, 
allowing musicians to express 
emotions, intentions, or nuances that 
may not be possible through notes 
alone (Clayton,2001). It establishes a 
sense of time and space, helping 
music to breathe and giving listeners 
the opportunity to process and 
experience the passage of time. 
listeners on a deeper level. 
Conclusion  
In conclusion, silence in music is a 
profound and multifaceted element 
that enriches the emotional, aesthetic, 
and structural aspects of musical 
performances. Its use goes beyond 
mere absence of sound, serving as a 
powerful tool that enhances 
expression, conveys nuanced 
emotions, and creates dynamic 
contrasts (Rejimon,2018). Whether in 
Indian classical music or other genres, 

skilled musicians understand the 
strategic application of silence, which 
reflects their maturity and mastery. 
Silence punctuates musical phrases, 
creates anticipation and tension, and 
provides space for reflection and 
meditation. It enhances the listener's 
experience by allowing them to 
absorb and appreciate the intricacies 
of the music. Additionally, the 
cultural and contextual significance of 
silence varies across different musical 
traditions, underscoring its 
importance as a versatile and 
universal aspect of artistic expression. 
The careful and intentional use of 
silence demonstrates a performer's 
depth of understanding and 
connection to the music and its 
emotional landscape. By mastering 
the art of incorporating silence, 
musicians can craft performances that 
resonate deeply with audiences, 
offering a rich and immersive 
auditory journey.
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mLrkn oghn [kk¡ ¼lu~ 1895&1961½ dk thou ifjp; ,oa lkaxhfrd 

;ksxnku 

MkW- fl)kFkZ oekZ 

'kks/kkFkhZ] fnYyh fo”ofo|ky;] fnYyh  

laf{kIr lkj& mLrkn oghn [kk¡ benkn[kkuh ?kjkus ds uk;kc flrkjs gSA mLrkn oghn [kk¡ vius 

firk mLrkn benkn [kk¡ dh ijEijk ds ,d lq;ksX; vf/kdkjh gSA bl “kks/k i= dks fy[kus ds 

fuEufyf[kr mís”; gS& mLrkn oghn [kk¡ ds thou ds ckjs esa tkuuk] mLrkn oghn [kk¡ dh 

oknu “kSyh vkSj ijEijk dh tkudkjh vftZr djuk] mLrkn th }kjk lqjcgkj vkSj flrkj ok| 

rduhd dks “kkunkj Li’Vrk] ljy vihy vkSj xfr ds lkFk fn[kkuk rFkk lqjcgkj dks ,d 

yksdfiz; ok| cukukA fnj fnj ds cksy vkSj dfBu fet+jkcksa dk iz;ksx rFkk ,d fof”k’V ckt 

fodflr djuk vkfnA 

izLrqr “kks/k i= dks fy[kus ds fy, ewy :Ik ls ek/;fed L=ksrksa dks gh ys[ku dk ek/;e 

cuk;k x;k gS] ftlesa dbZ ys[kdksa }kjk fy[kh xbZ mLrkn oghn [kk¡ ds thou rFkk mudh 

oknu “kSyh ij vk/kkfjr gSA blds vfrfjDr lk{kkRdkj dks Hkh ek/;e cuk;k x;k gS] ftlesa 

mLrkn “kkfgn ijost [kk¡ vkSj ia- vjfoan ikfj[k th ls lk{kkRdkj fd;k x;k rFkk muls izkIr 

rF;ksa dks Hkh buesa lfEefyr fd;k x;k gSA 

eq[; “kCn  & oghn [kk¡] lqjcgkj] flrkj] ljy vankt] “kkunkj Li’Vrk] dfBu fj;ktA

   flrkj ds izeq[k ?kjkuksa esa benkn[kkuh 

?kjkus dk fo'ks"k LFkku gSA laxhr txr esa 

flrkj vkSj lqjcgkj dks loksZPp LFkku 

fnykus rFkk yksdfiz; o oknui;ksxh cukus 

esa ftu ?kjkuksa us lg;ksx fn;k gS muesa 

benkn[kkuh ?kjkuk mYys[kuh; gSA  

     mLrkn lkgcnkn [kk¡ us bl ?kjkus 

esa oknu “kSyh dh “kq:vkr dhA ;s mLrkn 

rqjkc [kk¡ ds iq= FksA ;s lqjcgkj vkSj 

flrkj ds dq”ky oknd FksA lkgcnkn [kk¡ 

vkxjk ds jgus okys FksA ;s dqN le; 

dksydkrk esa Hkh jgs ysfdu benkn [kk¡ 

lkgc ds tUe ls igys bVkok esa vkdj 

cl x;s FksA ;gha ls buds ?kjkus dk tUe 

gqvkA 

     ;g ?kjkuk Hkkjrh; 'kkL=h; laxhr 

dh nqfu;k esa ok| izn'kZu dk lcls 

izekf.kd vkSj mPp ekuk tkus okyk ?kjkuk 

gSA ?kjkus dk uke m- benkn [kk¡ ds uke 

ij j[kk x;k gS] ftudk flrkj vkSj 

lqjcgkj oknu dh rduhd esa ;ksxnku 

vR;ar izHkko'kkyh gSA ^?kjkuk* fu"Bkoku 

laxhrdkjksa dh Ikhf<+;ksa }kjk fodflr ,d 

laxhr 'kSyh gSA benkn[kkuh ?kjkuk ,d 

izfl) jktoa'k gS] tks 16oha 'krkCnh esa 

egku ckn'kkg vdcj ds njckj esa laxhr 

ds vius v[kaM oa'k dks n'kkZrk gSA bls 

flrkj[kkuh ?kjkus ds :Ik esa Hkh tkuk tkrk 

gS D;ksafd bl Ikfjokj us vius orZeku 

Lo:Ik esa flrkj ds fodkl esa viuk 

egRoiw.kZ ;ksxnku fn;k gS vkSj ns jgk gSA 

400 ls vf/kd o"kksZa ls bl ifjokj dh 

izR;sd Ikh<+h us yxkrkj Hkkjr ds loZJs"B 

laxhrdkjksa dks tUe fn;k gS vkSj ok| 'kSyh 

vkSj flrkj dh gj rduhd vkSj igyw dks 

fodflr fd;k gSA ;g ?kjkuk laxhr ds 

bfrgkl esa flrkj vkSj lqjcgkj dk lcls 

iqjkuk ?kjkuk gSA ;g nqfu;k dk bdykSrk 

,slk ifjokj gS] ftldh pkj ihf<+;ksa dk 

fjdkWMZsM laxhr gSA  

     jkx dh 'kkL=h; lajpuk ds vk/kkj 

Ikj bl ?kjkus esa vkyki] tksM+ vkSj >kyk 
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/kheh xfr ls c<+us okyh rRdkfydrk 

(Accelerating Improvisation) fcuk 

rky (percussion) ds 'kkfey gS] D;ksafd 

;g /kzqin ls fy;k x;k gSA blds ckn 

[;ky uked xr jpuk rcys ds lkFk 

ctkbZ tkrh gS] ftlesa y;] y;dkjh vkSj 

rkuksa dks fodflr (develop) fd;k tkrk 

gSA 

     flrkj esa vkyki] tksM+ vkSj >kys dk 

rkfdZd O;kdj.k fufoZokn :Ik ls laxhr 

dh nqfu;k esa benkn[kkuh ?kjkus dk 

;ksxnku gSA fpdkjh rkj ds vykok pkj 

LVªksd >kyk] tksM+ vuqHkkx ¼vusd Hkkx½ ds 

fy, dbZ u, fo"k;ksa dh 'kq:vkr vkfn 

lHkh esa bl ?kjkus dk ;ksxnku gSA 

benkn[kkuh ?kjkus dks u dsoy flrkj dh 

rduhd dks mPp Lrj rd ys tkus dk 

Js; feyrk gS] cfYd flrkj ds vkdkj dks 

ekudhd̀r djus dk Js; Hkh blh ?kjkus 

dks tkrk gSA 

    mLrkn benkn [kk¡ ds nks iq= Fks&m- 

buk;r [kk¡ vkSj m- oghn [kk¡A m- buk;r 

[kk¡ us bl ?kjkus dh “kSyh dks vius dBksj 

fj;kt+ o esgur ls vkxs c<+k;kA bUgksaus 

gh /kzqin vk/kkfjr laxhr dks [;ky vkSj 

Bqejh ls izsfjr laxhr esa cny fn;kA bUgksaus 

gh vius okfyn }kjk LFkkfir xk;dh vax 

dks vkSj vf/kd fodflr fd;kA blds 

lkFk gh flrkj ij [;ky vax dh “kq:vkr 

mLrkn buk;r [kk¡ us gh dh FkhA likV 

rkuksa rFkk muesa xk;dh vax dh “kq:vkr 

Hkh bUgksaus gh dh FkhA flrkj ds <k¡ps esa 

ifjorZu dj mlds vkdkj dks Hkh 

ekudhd̀r djus dk Js; Hkh bUgsa gh tkrk 

gS rFkk vius firk }kjk vkfo’dr̀ fd, x, 

>kys dk Hkh bUgksaus Lora= :Ik ls fodkl 

 
1-
flrkj oknu dh 'kSfy;k¡] jtuh HkVukxj] ì-la-&184  

fd;kA 

     vr% ;g dgk tk ldrk gS fd 

flrkj dks yksdfiz; cukus esa budk cgqr 

cM+k ;ksxnku jgkA bUgsa laxhr ds {ks= esa 

^caxky dk tknwxj* Hkh dgk tkrk gSA 

     benkn [kk¡ ds nwljs iq= mLrkn 

oghn [kk¡ Hkh lqjcgkj vkSj flrkj oknd 

FksA bUgksaus vius firk ls izkIr rkyhe dks 

cM+h jpukRedrk ds lkFk fodflr fd;kA 

bUgksaus ok| rduhd dks “kkunkj Li’Vrk 

vkSj xfr ds lkFk is”k fd;kA ;s mPp 

lEekfur njckjh laxhrdkj Hkh jgsA 
izkjafHkd thou & m- oghn [kk¡ dk tUe 

lu~ 1895 esa mÙkj izns'k ds bVkok 'kgj esa 

gqvk FkkA budk tUe ,d egku fojklr 

okys Ikfjokj esa gqvk Fkk tks benkn[kkuh 

?kjkus ds uke ls tkuk tkrk gSA ;s m- 

benkn [kk¡ ds nwljs csVs FksA buds cMs+ HkkbZ 

m- buk;r [kk¡ FksA ckn esa ;s vius Ikfjokj 

ds lkFk bVkok ls dksydkrk pys x, Fks] 

tgk¡ benkn [kk¡ us vius csVksa oghn [kk¡ 

vkSj buk;r [kk¡ dks izf'kf{kr fd;k FkkA 

oghn [kk¡ us lqjcgkj esa rFkk buk;r [kk¡ 

us flrkj esa fo'ks"kKrk gkfly dhA oghn 

[kk¡ fo[;kr flrkj oknd foyk;r [kk¡ vkSj 

lqjcgkj oknd bejr [kk¡ ds pkpk FksA  

f'k{kk & mLrkn oghn [kk¡ us flrkj vkSj 

lqjcgkj dh rkyhe vius firk mLrkn 

benkn [kk¡ ls izkIr dhA bUgksaus vius firk 

ls dbZ o"kksZa rd flrkj vkSj lqjcgkj dk 

cMs+ iSekus ij izf'k{k.k izkIr fd;k FkkA 

buds firk bUgsa dbZ&dbZ ?kaVksa rd fj;kT+k 

djok;k djrs Fks vkSj ;s Hkh vius fj;kT+k 

ds izfr cMs+ vuq'kkflr FksA1  

dSfj;j & mLrkn benkn [kk¡ vius nksuksa 

csVksa buk;r [kk¡ vkSj oghn [kk¡ dks ysdj 
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bankSj ds egkjktk gksydj ds ikl njckjh 

laxhrdkj ds :i esa clus ds fy, 

dksydkrk ls bankSj pys x,A ogk¡ buds 

firk benkn [kk¡ ds bardky ds ckn 

buk;r [kk¡ bankSj NksM+dj dksydkrk okil 

ykSV vk, vkSj oghn [kk¡ dks bankSj ds 

njckjh laxhrdkj ds :Ik esa fu;qDr fd;k 

x;k] tgk¡ os 18 lky rd cgqr vf/kd 

osru ij jgsA 

     oghn [kk¡ us njckjh laxhrdkj ds 

:Ik esa rhu lky rd ifV;kyk dksVZ esa Hkh 

lsok dhA os gSnjkckn ds fuT+kke ds njckjh 

laxhrdkj Hkh jgsA 

     oghn [kk¡ vkWy bafM;k jsfM;ks esa ,d 

fu;fer dykdkj FksA mUgksaus Ikwjs Hkkjr esa 

izn'kZu fd;k vkSj Vhdex<+] jhok] cM+kSnk] 

eSlwj] /kkSyiqj vkfn ds izfl) laLFkkukas ls 

dbZ iqjLdkj vkSj Iknd Hkh izkIr fd,A2 

laxhr txr esa ;ksxnku&  

mLrkn oghn [kk¡ & lqjcgkj dh fojklr 

• mLrkn benkn [kk¡ ds lqjcgkj dh rkyhe 

ds okfjlA 

• lqjcgkj ds lkFk&lkFk flrkj esa Hkh leku 

:Ik ls dq'kyA 

• vankT+k ljy vkSj 'kkunkj Li"VrkA
3
 

• m- oghn [kk¡ }kjk foyk;r [kk¡ vkSj bejr 

[kk¡ dks m- benkn [kk¡ dh lqjcgkj dh 

rkyheA 

     mLrkn oghn [kk¡ ,d Hkkjrh; 

lqjcgkj vkSj flrkj oknd FksA os mLrkn 

benkn [kk¡ ds Ikq= FksA os vius firk ds 

lqjcgkj dh rkyhe ds ;ksX; mÙkjkf/kdkjh 

FksA oghn [kk¡ us vius firk ls izkIr 

lqjcgkj dh rkyhe dks cM+h jpukRedrk 

 
2-flrkj dh mRifÙk dk foLrr̀ foospu] js[kk fuxe] ì-

la-&214   
3-The Glorious Tradition of Etawah Gharana by 
Pt. Arvind Parikh, page no.-42  

ds lkFk fodflr fd;kA ;s lqjcgkj ds 

lkFk&lkFk flrkj oknu esa Hkh mrus gh 

dq'ky FksA bUgksaus ok| rduhd dks 

'kkunkj Li"Vrk vkSj xfr ds lkFk vatke 

fn;kA buds vankT+k esa ljy vihy vkSj 

'kkunkj Li"Vrk Fkh tks buds dfBu 

fj;kT+k dks Ikzfrfcafcr djrh FkhA 

mLrkn oghn [kk¡ us foyk;r [kk¡ 

dks fl[kkus ds fy, gSnjkckn ls fnYyh 

vkSj vius NksVs Hkrhts bejr [kk¡ dks 

fl[kkus ds fy, dydÙkk dh fu;fer 

;k=k,¡ 'kq: dj nh FkhaA bl izdkj os gj 

eghus dqN fnu mu nksuksa ds lkFk fcrkrs 

FksA mLrkn foyk;r [kk¡ vkSj bejr [kk¡ 

dk lkSHkkX; Fkk fd mUgsa mLrkn oghn [kk¡ 

ls lqjcgkj dh rkyhe feyhA4 

m- oghn [kk¡ rU= laxhr ds 

dq'ky oknd FksA vkidh oknu 'kSyh rU= 

ckt ds fu;eksa ds vUrxZr Fkh] ftlesa 

fnj&fnj ds cksykas dk iz;ksx] fofHkUu izdkj 

dh dfBu feT+kjkcksa dk iz;ksx vkSj iqjkuh 

oknu 'kSyh dk lqUnj o Li"V izn'kZu gksrk 

FkkA ;s fnj&fnj ds feT+kjkcksa dk iz;ksx 

fofHkUu izdkjksa ls djrs Fks rFkk fnj&fnj 

ds cksyksa ls frgkbZ ysdj oknu lekIr 

djrs FksA5  

     m- oghn [kk¡ izpfyr jkxksa dk gh 

vf/kd oknu djrs FksA ;s iwohZ ckt 

¼jT+kk[kkuh½ ds fo'ks"kK ekus tkrs FksA 

bUgksaus ok| rduhd dks ljyrk ds lkFk 

'kkunkj <ax ls Iks'k fd;k] tks buds dBksj 

fj;kT+k dk ifj.kke FkkA blh dkj.k ;s ,d 

cgqeq[kh laxhrdkj cusA 

     mLrkn oghn [kk¡ fQYe fuekZrk 

4-The Sixth String of Vilayat Khan, Namita 
Devidayal, page no.-42  
5-flrkj dh mRifÙk dk foLrr̀ foospu] js[kk fuxe] ì-

la-&214  
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lR;thr js dh fQYe ^tylk?kj*] tks fd 

jk"Vªh; iqjLdkj fotsrk fQYe gS] ds ,d 

n`'; esa lqjcgkj ij jkx fcgkx dh izLrqfr 

nsrs gq, ut+j vkrs gSaA6 

mLrkn oghn [kk¡ oa'kkoyh

mLrkn oghn [kk¡ ¼1895&1961½

mLrkn oghn [kk¡ oa'kkoyh

mLrkn oghn [kk¡ ¼1895&1961½

,d iq=h,d iq=h
mLrkn gQ+hT+k [kk¡mLrkn gQ+hT+k [kk¡ mLrkn vT+khT+k [kk¡mLrkn vT+khT+k [kk¡

mLrkn 'kkfgn ijosT+k [kk¡ mLrkn 'kkfgn ijosT+k [kk¡ 

 

mLrkn oghn [kk¡ ,d egku lqjcgkj vkSj 

flrkjoknd FksA mudh ,d csVh vkSj nks 

csVs Fks&mLrkn gQ+hT+k [kk¡ vkSj mLrkn 

vt+ht+ [kk¡A gkykafd mLrkn gQ+ht+ [kk¡ ds 

ckjs esa T;knk tkudkjh miyC/k ugha gS ij 

os vius le; ds ,d e'kgwj xk;d Fks] tks 

fd fQYeh txr esa ,p- [kku eLrkuk ds 

uke ls tkus tkrs FksA os ,d mÙke flrkj 

oknd Hkh Fks tSlk fd gesa muds jkx fcgkx 

ds 78 RPM fjdkMZ ls Ikrk pyrk gSA 

     mLrkn vt+ht+ [kk¡ Hkh cgqr vPNs 

lqjcgkj vkSj flrkj oknd FksA bUgksaus dbZ 

fQYeksa esa ^vT+kht+ fgUnh* ds uke ls 

laxhrdkj ds :Ik esa dke fd;k gSA buds 

csVs mLrkn 'kkfgn Ikjost+ [kk¡ orZeku le; 

ds izfl) flrkj oknd gSaA7 

     mLrkn oghn [kk¡ ds f'k";ksa esa muds 

iq=ksa ds vykok dsoy iatkc ds jghe [kk¡ 

dk uke gh mYys[kuh; gSA8 

e`R;q & ia- vjfoUn ikfj[k th dks m- 

foyk;r [kk¡ ls IkzkIr tkudkjh ds vk/kkj 

Ikj & ,d ckj m- oghn [kk¡ dk iq'rSuh 

lqjcgkj] tks fd muds nknk m- lkgcnkn 

 
6-lk{kkRdkj mLrkn 'kkfgn ijosT+k th ls IkzkIr 

tkudkjhA  
7The Glorious Tradition of Etawah-Imdadkhani 
Gharana : The Greats of Seven Generations. Pt. 
Arvind Parikh, page-25   

[kk¡ us cuok;k Fkk] mls lcls Ikgys mUgksaus 

gh ¼lkgcnkn [kk¡½ ctk;kA fQj benkn 

[kk¡ us ctk;kA muds ckn muds csVs 

buk;r [kk¡ us dqN le; ctk;k vkSj fQj 

mls vius NksVs HkkbZ oghn [kk¡ dks nsdj 

dgk fd bls gekjs vCck ds ckn vxj dksbZ 

ctk ldrk gS rks oks flQZ rqe gksA m- 

oghn [kk¡ us ml lqjcgkj Ikj [kwc fj;kT+k 

fd;k rFkk cgqr ls tylksa esa Hkh ctk;kA 

,d le; ,slk Hkh vk;k fd cMs+&cMs+ 

jktkvksa vkSj egkjktkvksa us mls [kjhnuk 

pkgkA mldh dbZ&dbZ gT+kkj :i, dher 

Hkh yxkbZ ysfdu mUgksaus bls ugha cspkA 

laxhr ukVd vdkneh us Hkh bls [kjhnuk 

pkgk ijUrq oghn [kk¡ us bls fdlh dks Hkh 

ugha fn;k D;ksafd os ml lqjcgkj ls 

csbUrgk eksgCcr djrs FksA m- foyk;r [kk¡ 

us Hkh muls dbZ ckj lqjcgkj ek¡xk ysfdu 

mUgksaus mUgsa Hkh nsus ls badkj dj fn;kA 

     ,d le; ,slk Hkh vk;k fd oghn 

[kk¡ us ;g lqjcgkj foyk;r [kk¡ dks nsus 

dk fu'p; fd;k vkSj os ml lqjcgkj dks 

foyk;r [kk¡ dks nsus fnYyh ls eqEcbZ muds 

8
 Hkkjrh; laxhr dks"k] foeydkar jk; pkS/kjh] i`-

la-&323 



ISSN-2348-5892    mLrkn oghn [kk¡ ¼lu~ 1895&1961½ dk thou ifjp; ,oa lkaxhfrd ;ksxnku  Sangitika 

58 
 

Ikkl tk jgs FksA ml oDr m- oghn [kk¡ 

dh rfc;r cgqr [kjkc py jgh FkhA 

jsyxkM+h esa vtesj ds Ikkl vkrs&vkrs 

mudh rfc;r cgqr T+;knk [kjkc gks xbZA 

muds lkFk mudk ,d 'kkfxnZ FkkA mlls 

mUgksaus dgk fd eSa rqEgkjk cgqr vkHkkjh 

jgw¡xk vxj rqe esjk ,d dke dj nks rksA 

ysfdu vxj rqeus esjh vekur esa [k;kur 

dh rks eSa tUur esa Hkh rqEgkjk nkeu 

idM+w¡xkA bl lqjcgkj dk vlyh gdnkj 

esjk Hkrhtk foyk;r [kk¡ gSA rqe ;g lkT+k 

mlds ikl igq¡pk nsukA mlus vufxur 

ckj ;g lkT+k eq>ls ek¡xk ysfdu eSaus mls 

ugha fn;kA Ikjarq bldk vlyh gdnkj ogh 

gS D;ksafd eq>s ekywe gS fd ;g mldh 

ySyk gS vkSj oks bldk etuw gS vkSj ogha 

LVs'ku ij gh mudk bardky gks x;kA 

     vr% ge dg ldrs gSa fd Hkkjrh; 

'kkL=h; laxhr ds bfrgkl esa lcls egku 

laxhrdkjksa esa ls ,d] m- oghn [kk¡ bVkok 

?kjkus ds bfrgkl esa ,d egRoiw.kZ 

laxhrdkj gSaA flrkj vkSj lqjcgkj nksuksa 

esa ,d iz'kaflr laxhrdkj] oghn [kk¡ ds 

thou dk mís';] Hkkjrh; 'kkL=h; laxhr 

ds fy, ,d txg cukuk FkkA mUgksaus 

viuk thou laxhr dks gj txg QSykus 

ds fy, lefiZr dj fn;kA vius thou 

dks ekewyh :Ik ls thrs gq, mUgksaus laf{kIr 

le; ds fy, vius ?kjkus dh vfHkuo 'kSyh 

dk Ikzlkj djrs gq,] vVwV J)k vkSj 

ykfyR; ds lkFk Hkkjr ds fofHkUu fgLlksa 

esa viuk ?kj Hkh cuk;kA bl rjg dh ,d 

igy esa fnXxt fQYedkj lR;thr js dh 

fQYe ^tylk?kj* ¼lu~ 1958½ esa ,d 

mifLFkfr 'kkfey Fkh] tgk¡ m- oghn [kk¡ 

,d n`'; esa lqjcgkj ij izLrqfr nsrs gSaA 

 os 70 ds n'kd esa ,d lPps nwr 

dh rjg jgrs FksA Hkkjrh; 'kkL=h; laxhr 

esa muds fo'kky ;ksxnku dks ekU;rk nh 

xbZ vkSj mUgas ^laxhr ukVd vdkneh* 

iqjLdkj ls uokT+kk x;kA ;g iqjLdkj 

Hkkjr esa izn'kZu djus okys dykdkjksa dks 

nh xbZ loksZPp jk"Vªh; ekU;rk FkhA91 

iqjLdkj& laxhr ukVd vdkneh vokMZ 

¼lu~ 1960½A 

 

jkx ihyw] rky&rhurky
10
 

LFkkbZ 

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

        js Xkx js Ek Xk lk & jsjs 

        nk fnj nk jk nk nk & fnj 

Ik & Ik /k Ek Ik Xk Ek Ik Eke Ik Xk & Eke Ik fu 

nk & nk jk nk jk nk jk nk fnj nk jk & fnj nk jk 

 
9
 m- 'kkfgn IkjosT+k th ls lk{kkRdkj }kjk izkIr 

tkudkjhA 

10 tgku , flrkj] oh-,l- lqnhi jk;] Ik`-la-

&140&141 
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la jsajsa Xkaxa jsajsa la& lauh &fu lka fu /k/k fu Ek & Iki /k Ik 

nk fnj fnj fnj nk& jnk &j nk nk fnj nk jk & fnj nk jk 

/k Js & Xkx Ek Iki /k fu Ek Iki Ek /k Ik Eke Xk Xk 

nk Jk fnj & nk fnj nk jk nk fnj nk jk nk fnj nk jk 

Ik /k/k i e Xk jsjs lk fu         

nk fnj nk jk nk fnj nk jk         

×    2    0    3    

varjk 

        & Xk & Ek Ik Iki fu fu 

        & nk & jk nk fnj nk jk 

la & la la jsa Xkaxa jsa lka & Xka & Xkaxa Xka Ekaea Xka Eka 

nk & nk jk nk fnj nk jk & nk & fnj nk fnj nk jk 

fu & Xka Xka jsa & fu lka & Xka & Xkaxa Xka Ekaea Xka Eka 

nk & nk jk nk & nk jk & nk & fnj nk fnj nk jk 

fu & /k Ik Xk Ek Ik & Ik Eke Iki /k/k fu& fu/k &/k i 

nk & nk jk nk jk nk & nk fnj fnj fnj nk& jnk &j nk 

Ek Xk & js lk fu+ & lk         

nk Jk & nk nk jk & nk         

×    2    0    3    

fu’d’kZ     

mi;qZDr ys[k es a mLrkn oghn [kk¡ ds thou ls lacaf/kr fy[kh xbZ ckrks a ls fu’d’kZ 

fudyrk gS fd fdl izdkj mLrkn oghn [kk¡ us ok| laxhr dks “kkUknkj Li’Vrk vkSj 
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mLrkn oghn [kk¡ ¼lu~ 1895&1961½ dk thou ifjp; ,oa lkaxhfrd ;ksxnku  
;ksxnku   

xfr ds lkFk vatke fn;kA ftles a ,d ljy vihy vkSj dBksj fj;kt+ dh vfHkO;fDr 

gS] tks fd buds laxhre; thou dks izfrfcafcr djrh gSA budh oknu “kSyh rU= ckt 

ds fu;eks a ds varxZr FkhA ftles a fnj&fnj ds cksyks a dk iz;ksx rFkk fofHkUu izdkj 

ds dfBu fet+jkcks a dk iz;ksx fd;k x;k gSA ;g dgus es a dksbZ vfr”;ksfDr u gksxh 

fd mLrkn oghn [kk¡ us dMs + ifjJe vkSj viuh fujarj lk/kuk ls Hkkjrh; laxhr dh 

vkRek dks lqjf{kr j[kkA mLrkn oghn [kk¡ dks Hkkjrh; “kkL=h; laxhr es a ,d xkSjoe;h 

LFkku izkIr gSA Hkkjrh; laxhr txr lnSo mudk _.kh jgsxkA 

lanHkZ xzaFk lwph 

1- flrkj oknu dh “kSfy;k¡] jtuh HkVukxj] ì-la-&184 

2- flrkj dh mRifÙk dk foLrr̀ foospu] js[kk fuxe] ì-la-&214 

3- The Glorious of Etawah Gharana, Pt. Arvind Parikh, pg.-42 

4- The Sixh String of Vilayat Khan, Namita Devidayal, pg.-42 

5- Lkk{kkRdkj 

6- ia- vjfoan ikfj[k 

7- mLrkn “kkfgn ijost+ [kk¡ 
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Ata-tala - A Historical Study of its Structure  
Anuthama Murali 

Research Scholar, Department of Music 

Guide: Dr. Rajshri Ramakrishna 

University of Madras, Chennai 

Abstract: This paper is a historic study of the structure of Ata-tala from early Sanskrit and 

Tamil texts in between the tenth and nineteenth century CE, covering its various aspects in 

different systems of tala and music. The paper highlights the changes that might have 

occurred with respect to the aspects and understanding of the tala. 
Keywords: Ata tala, suladi tala-s, music history 

Introduction: Ata-tala (अट-ताल)  is a 

name commonly perceived in the 
realm of the suladi sapta tala-s1. Its 
structure as understood today is two 
laghu-s and two druta-s (||OO). Most 
South Indian music publications 
including the very first, Sangita-
sarvartha-sara-sangrahamu (Vina 
Ramanuja, 1859) give notation for 
compositions set to Ata-tala. 
However, the name Ata-tala (अठ-ताल) 

is seen in early texts, not Ata.  
Caturdandiprakashika (CDP), 1620 
CE, is probably the first text in which 
the name Ata-tala (CDP 3, 105b - 107) 
is seen. The structure seen in the CDP 
(OO||) is a reorganized sequence, 
where the two laghu-s succeed the 
two druta-s and not vice versa as 
perceived today. Further, CDP 
mentions that Ata-tala comprises of 
fourteen akshara-s i.e., five akshara-s 
in each laghu and two in each druta, 
and also provides its alankara thus, 
सरि , इग , असारिग , अमामा | रिग , अम , अिीगम , 
अपापा 

 
1 Dhruva, Mathya, Rupaka, Jhampa, 

Triputa, Ata and Eka tala. 

     The alankara is similar to the Ata-
tala alankara as in present day, except 
for the grouping of the melodic units 
into 2, 2, 5, 5 swara-s. The sequence 
of anga-s of some other tala-s like 
Jhampa are also seen to be different in 
the CDP. Apparently, the CDP states 
that in the course of time, the order of 
rendering of the time-sections has 
come to vary (Ramanathan, 2023, 
p.3). 
     The Sanskrit texts other than CDP 
referring to Ata-tala and tala-s with 
closely resembling names and 
identical structures are Ashtottara-

shatatalalakshanam (author, date 
unknown), Rasikajanamanollasini 

(eighteenth century) and Vinalakshana 

(1750 CE) which record it as Ata-tala 
(|OO|), Ata-tala (||OO) and HAta-tala 
(||OO) respectively. There however 
seems to be an inconsistency in 
referring to the duration of the tala in 
terms of akshara-s and matra-s. The 
observations pertaining to akshara-
matra terminology in Ata-tala is taken 
later in this paper.  
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     Ata-tala is mentioned as an 
integral part of the sapta tala-s in at 
least three books mentioned above. 
The suladi sapta tala-s seem to be 
influenced by the vyasa-koota and 
dasa-koota composers. Sripadaraya 
(1404-1502 CE) is known as the one 
who used the seven suladi tala-s 
exclusively for all his songs 
(Satyanarayana, 1988, p 32). 
References to suladi sapta tala-s as 
understood today are obtained in texts 
like CDP, Sangitadarpana and 
Rasikajanamanollasini. However, 
their names and structures were 
already in existence in the desi tala 
tradition, and the suladi tala-s were 
crafted from the already existing tala 
names and structures (Satyanarayana, 
1988, p 39). 
     The structure ||OO and its 
permutational variations, and tala 
names with close resemblance to Ata-
tala are seen in various tala texts. A 
study of the structure of Ata-tala with 
its closely related etymology and 
structure, would help in its 
understanding in different time 
periods and music traditions.  
This paper comprises a 
study of  
i. Tala-s with a structure of Ata-tala 

as in CDP, with similar/different 
names 

ii. Tala-s with different arrange-
ment of anga-s OO||. 

iii. Ata-tala with other structures 
iv. Ata-tala – Its Temporal Framework 

Tala-s having the structure of Ata-
tala as in CDP, with similar/ 
different names 
Adda-tala, Addu-tala, Ashta-tali/ 
Adda-tali and Kudukka/ Kudukkaka 
are seen to have a structure of OO|| in 
early texts. References to Adda-tala 
and Addu-tala with a structure of OO|| 
are seen in Aumapatam (tenth century 
CE) and Rasakaumudi (1575 CE), 
both texts preceding the CDP. The 
structure of OO|| is also referred to as 
Kudukka in the description of Ata-tala 
in the Nartananirnaya (1697) 
(Nartana-nirnaya,1, 141 d, 142 ab). 
About fifteen other texts attribute the 
same structure to the tala Kudukka, 
the earliest being Sangitacudamani 
(1134-1140 CE) and among the latest 
being Sangitasaramrta (1729-1735 
CE) and Rasikajana-manollasini. The 
Sangitadarpana refers to Ashtatali/ 
Addatali with a structure of OO||. It is 
apparent that the tala names Ata-tala, 
Addu-tala, Ashta-tali/ Adda-tali, and 
Kudukka are names referring to a tala 
with a structure of OO||. These tala-s 
could be considered to be identical if 
the tala duration is considered on the 
basis of matra-s.  
     The tala-s Ata-tala, Addu-tala, 
Ashta-tali/ Adda-tali are sometimes 
seen to have a sequence of anga-s 
different from that seen in the CDP. 
These are discussed in the following 
section. 
Tala-s with different arrangement 
of anga-s 
     The order of anga-s of Ata-tala in 
some texts is seen to be different from 
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that in the CDP. For instance, the 
structure of Ata-tala in 
Ashtottarashatatalalakshana is |OO| 
(v. 53ab). The Tamil texts Tala-
camuttiram (16 century CE) and 
Paratacattiram (17-19 century CE) 
mention the name Adarnda-tala and 
Ata-tala respectively for the structure 
|OO|.  
     The texts Rasikajanamanollasini 
and Vinalakshana are the two texts 
which give the structure ||OO to Atta-
tala and HAta-tala respectively. 
Vinalakshana mentions the duration 
as fourteen matra-s as against fourteen 
akshara-s in the CDP. Rasika-
janamanollasini mentions the duration 
as three matra-s. The structure ||OO is 
assigned to many other tala-s like 
Bhavani (Sangrahacudamani), Cautala 
(Abhinava-talamanjari), Pratitala (in 
several texts from ninth to eighteenth 

century), Varnayati (in several texts 
from thirteenth to eighteenth century) 
and Yati (in few texts of sixteenth to 
eighteenth century CE). Certain 
connections in Chautala and Ata-tala 
are conceived and are discussed later.  
     Just as more than one tala name is 
assigned to the same tala structure (or 
its permutational variations), the Ata-
tala is seen to have structures different 
from those discussed. 
Ata-tala with other structures 
     There are some other tala 
structures attributed to Ata-tala and its 
resembling nomenclature like O||, 
|OO, OO'|, O'O'|, UUO| and |O|. While 
the structures |O|, UUO| are assigned 
to Attatalika and Ashtatalika, the 

other structures are attributed to the 
types of Ata-tala. References on the 
types of Ata-tala - Shanka/Shanku and 
the Shila are seen in some texts from 
the early fifteenth to early eighteenth 
century CE, like Sangitamuktavali 
(1406-1422), Gitaprakasha (1560-
1568), Sangitakalpalatika (1619-
1644), Natyamanorama (1697), 
Sangitanarayana (1718-1767) and 
Sangitasarasangraha (early eighteenth 
century). Shanku tala has a structure 
of |OO and Shila of OO'|. It is peculiar 
that the structure of Shanka variety of 
Ata-tala is similar to the Adi tala of 
current day music. It would also be 
contextual to state here that some 
compositions which are rendered in 
Adi tala in current day practice have 
been assigned the tala Ata-capu in 
early South-Indian music 
publications. For example, the 
Sangita-sarvartha-sara-sangrahamu 
mentions the tala Ata-capu for the 
kirtana ‘Upacaramulanu’ in Bhairavi 
raga. This kirtana is normally 
rendered in Adi tala (two kalai). More 
instances of Ata capu are recorded 
elsewhere (Ramanathan, 2023, p. 10). 
     The Sangitashiromani (1428) 
gives information on seven types of 
Ata-tala including Shanka and Shila 
which are Rajavidyadhara, Jhampa, 
Lalita, Darpana and Dvitiya. The 
Rajavidyadhara is seen to have a 
structure |SOO in most texts from the 
tenth to eighteenth century, excepting 
in Aumapatam where the structure is 
given to be |S|SSS. The Jhampa tala is 
seen to have more than one structure, 
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most common being OO'|, OO|, |OO, 
O'O| and also the Jhampa as perceived 
in the suladi sapta tala-s UO|7 (CDP 3, 
96b –102), and its structural 
permutations in some other texts. The 
tala Lalita has the structure OO|S in 
most books, |OO' (resembling Shila) 
and some other structures like ||S, ||| 
and |OO'S which are not frequently 
seen within the realm of Ata-tala 
structures. The tala Darpana is seen in 
three texts (Talasamudram, Pancama-
rabu, Ashtottarashatatalalakshana) 
with a structure of OOS. Around 
twenty-four texts mention the 
structure for Dvitiya as OO|, which 
appears to be a variation of Shanku. 
The Sangitopanisatsaroddhara (1324) 
alone gives the structure of Dvitiya as 
OO'| which is similar to the structure 
of Shila. 
     Besides the tala names and their 
respective structures seen so far, the 
structure O|| of Adda-tala is also 
named as Triputa under the 
description of Adda-tala in 
Sangitaratnakara (thirteenth century 
CE), Sangitasuryodaya (1509-1529), 
Sangitaraja (1456) and Sangita-
saramrta (1729-1735). A study of 
Triputa tala in various texts prescribe 
the following structures for Triputa 
tala O'OO or OOO', OOOU, OO', O|| 
and |3OO. The structure of Triputa 
|3OO seen only in Vinalakshana, is 
similar to the structure of Triputa-tala 
as perceived in the sapta tala-s. The 
description mentions a laghu of three 
matra-s, and two druta-s of two matra-
s each, thus totaling to 7 matra-s. The 

CDP probably describes Triputa-tala 
as a tala of 7 akshara-s, giving the 
structure as OOO' with the 
corresponding alankara sari, gasa, 
rigama ; riga, mari, gamapa. The 
structure OO' for Triputa seen in 
Rasikajana-manollasini is most 
different from the others as it gives a 
total of 5 akshara-s.  
      The Addacatustala is another tala 
with the prefix Adda seen commonly 
in the etymology connected to Ata-
tala. Addacatustala, seen only in the 
text Abhinavatalamanjari 
(Abhinavatalamanjari, 1,15) has a 
structure O|||. The point of similarity 
in addition to the term ‘adda’ is that 
Addacatustala comprises of 14 matra-
s as per the description in the text. 
Though the duration of 14 units is a 
striking resemblance between 
Addacatustala and Ata-tala, it is noted 
that the CDP mentions fourteen 
akshara-s and the Abhinava-
talamanjari, fourteen matra-s. It 
would be contextual to mention here 
that Aadacautala is a tala in current 
day practice in Hindustani music, 
wherein the duration of tala-s is 
always stated in terms of matra. The 
matra vibhajan (distribution) for this 
tala is tali on matra-s 1, 3, 7, 11 and 
13, and khali on 5 and 9. When the 
description of structure in Adda-
catustala in the Abhinavatalamanjari 
and Aadacautala in Hindustani are 
juxtaposed, they seem to resemble 
each other with respect to their matra 
duration and sashabda-nihshabda 
kriya-s. This is illustrated below. 
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    The khali in Hindustani music, as 
known, is entirely a nihshabda kriya, 
unlike the druta of South-Indian 
music which is a combination of a 
sashabda and nihshabda kriya. 
     The description of Addacatustala 
in the Abhinavatalamanjari also 
mentions that the tala is found as 
Chatustala in the Sangita-ratnakara. 
The Sangita-ratnakara and most other 
texts give a different structure of 
Cautala - SOOO. Conversely, the 
Abhinavatalamanjari alone mentions 
Catustala to be a tala of twelve matra-
s with a structure ||OO, which is the 
structure of Ata-tala, the tala in 
discussion. However, both Catustala 
and Addacatustala keep up to the 
etymology irrespective of their 
different structure, in the sense that 
both comprise of four sashabda kriya-
s. Since Addacatustala is not seen in 
early texts, it is quite possible that the 
Abhinavatalamanjari indicates a 
linkage between Addacatustala and 
Ata-tala (of the suladi sapta tala) of 
fourteen matra-s, and assigns the 
name Catustala to the structure of 
||OO of twelve matra-s. Incidentally, 
all four tala-s Addacatustala, 
Adacautala,Cautaḷa and Ata-tala are 
tala-s with four sashabda kriya-s.  
     This study has so far enlisted the 
different tala names associated with 

Ata-tala in history and also their 
respective tala structures. In this 
study, the duration of Ata-tala and 
others are expressed in terms of 
akshara at times, and matra at others. 
This aspect of akshara-matra 
terminology used in various texts in 
context of the duration of Ata and 
related tala-s is studied in the 
following section.  
Ata-tala – Its Temporal 
Framework 
     The temporal framework of Ata-
tala and related tala-s, is made of 
anga-s, which are nothing but time 
divisions that constitute the tala. An 
anga as seen in marga and desi tala-s 
is an unfragmented time duration, 
expressed in terms of matra-s which 
were time durations from real life. 
Further, an anga in marga and desi tala 
tradition could be expressed as an 
arithmetic expression of another. For 
instance, in marga tala-s, the laghu 
was equal to one matra, guru was two 
and pluta, three. Later, in the desi tala-
s, smaller units like druta, anudruta 
and virama came to be employed 
(Ramanathan, 1997, p 7). These 
smaller units could also be expressed 
in terms of the already existing anga-
s.  For example, druta was half of a 
laghu and anudruta was half of a 
druta. The virama increased the 
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duration of the anga to which it is 
attached by half its value. Whatever 
be the duration of the anga, it would 
be executed by one sashabda kriya 
followed by a period of rest for the 
assigned matra-s. By the time of 
suladi sapta tala-s, the aspect of 
expressing an anga in terms of another 
had gradually waded away. The jati-
prana also, to an extent, compensated 
the need for increasing or decreasing 
the duration of an anga in suladi tala-
s; however, its application was 
restricted to the laghu alone. 
References to jati as a prana can be 
traced in tala-dasa-prana texts from 
the late 15th century onwards like 
Taladipika (1474 CE), and in early 16 
CE like Sangitasuryodaya (1509-
1529) and Sangitadarpana (1625 CE) 
(Ramanathan, 1997, p 17).   
     Thus, the characteristic of an anga 
changed from a whole unit, to a time 
division constituting one or several 
equal time units. These time units 
came to be executed by individual 
Nishabda kriya-s. These time units are 
referred to as matra-s in some texts 
like Abhinavatalamanjari. and as 
akshara-s in texts like CDP. Akshara 
as a unit of expressing the tala, is more 
indicative of the textual content. This 
is apparent from tala descriptions in 
the CDP pertaining to Ata-tala and 
others.  
     The CDP is the only text from the 
ones studied for the purpose of this 
paper, that expresses the duration of 
each anga of Ata-tala in terms of 
akshara-s i.e. two akshara-s for the 

druta and five in each laghu, making a 
total of fourteen akshara-s. 
Vinalakshana also attributes the 
number fourteen to Ata-tala, not in 
akshara-s, but matra-s. This temporal 
framework of Ata-tala constituting 
two laghu-s of five matra-s/akshara-s 
each and two druta-s of 2 matra-
s/akshara-s each, thus totalling up to 
fourteen matra-s/akshara-s appears to 
be a structure of Ata-tala as an integral 
part of the suladi sapta tala-s 
(Satyanarayana, 1988, p33). It might 
not be correct to mention the laghu in 
Ata-tala or any other tala in the realm 
of suladi sapta tala-s in terms of its 
jati, for, jati as a prana came later into 
history of tala.  
     On the other hand, the tala-s 
mentioned as types or alternate names 
of Ata-tala are many a time expressed 
in terms of matra-s. For example, the 
tala Kudukka has been described in 
terms of matra-s (three matra-s) in at 
least five texts from twelfth century 
CE to the eighteenth. The anga-s OO|| 
total up to three matra-s when each 
laghu is considered as one matra and 
each druta as half. The practice of 
representing an anga in terms of 
another is seen in Kudukka tala.  Same 
is observed with the tala-s Addu-tala, 
Ashta-tali and addu-tali with the 
structure OO||. The same cannot 
however be said about Ata-tala in 
CDP.  
    The Bharatacattiram (seventeenth - 
nineteenth century CE) and the 
eighteenth-century text 
Rasikajanamanollasini, both later 
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texts mention the tala-duration of 
Adatala (|OO|) as 3 matra-s. The 
Bharatacattiram gives the structures 
of all the sapta tala-s as perceived 
today and denotes the duration in 
matra-s, considering each anga as a 
whole unit. However, it does not 
attribute the name sapta tala-s to it. 
The laghu of Ata-tala, Jhampatala, 
Triputa-tala and Eka-tala have all 
been assigned 1 matra without any 
information on the akshara content, 
and it is known that the laghu of the 
mentioned tala-s are characteristically 
different.   
    The Panchamarabu is a much 
earlier text which elucidates tala-s in 
terms of both matra-s and akshara-s. 
A single instance of tala Kudukka of 
the structure ||SOOOO is said to be of 
6 matra-s and 24 akshara-s, probably 
implying a laghu of 4 Akshara-s. The 
duration of some other tala-s like 
Shila, Shanka, Addatali in various 
texts cannot be ascertained either in 
matra-s or akshara-s due to absence of 
related information. If the matra-s 
were hypothetically calculated, the 
duration of the Ata-tala and its types 
and structures would range from two 
matra-s to three matra-s, having at 
least one tala each of two, two and 
quarter, two and half and three matra-
s.  
     Lastly, the duration of Chatustala 
and Addachatustala in Abhinava-
talamanjari is expressed in matra-s. 
The supporting description in the text 
mentions that the Addacatustala is to 
be rendered by four strokes with a 

structure of two laghu-s and two 
druta-s. This draws an inference that 
the terms laghu and druta are temporal 
divisions of tala which are made of 
equal time units called matra-s.  If 
laghu and druta were considered as 
whole-time units in these tala-s, the 
matra content assigned to it would 
have been three and a half, not 
fourteen. Thus, the interchangeable 
nature of the terms matra and akshara 
is seen in the Abhinavatalamanjari. 
Conclusions 
     The tala name Aha-tala per se 
appears only in the Chaturdandi-
prakashika (1620) and Ashtottara-
shatatalalakshana (year unknown). 
The structure attributed to it is 
however seen much earlier, from the 
tenth century. The description of the 
tala with its numerous etymologies 
shows a gradual change of its identity 
from the domain of desi tala-s to the 
suladi sapta tala-s. The variations in 
expressing the temporal framework of 
the Ata-tala in terms of matra-s and 
akshara-s that are traced across tala 
texts in history complement this 
observation. It is ascertained that the 
Ata-tala of the suladi sapta tala is one 
with a laghu of five akshara-s, but, the 
same cannot be said on the duration of 
laghu in the Adda-tala of desi tala 
domain. As a result, the akshara 
duration of Ata-tala of the suladi tala-
s is fixed at fourteen, however, the 
duration of Adda-tala and others 
range from two to three matra-s.  
     The duration of Ata-tala is 
probably considered as 14 akshara-
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s/matra-s on the basis of its textual 
content in one avarta. Texts preceding 
CDP give the duration of Ata-tala 
(OO||) and its permutational 
variations as 3 matra-s.  The matra-
based duration of tala appears to be 
employed in desi and marga tala 
system, and an akshara-based or 
kriya-based duration of the tala in the 
suladi and post suladi tala period. It is 
because of this feature that a perfect 
parallel cannot be always drawn 
between tala-s of the two systems 
even if they have a similar structure. 
The matra-based exposition of a tala 
seems to acknowledge tala anga-s as 
unfragmented time units, while an 
akshara-based exposition seems to 
consider anga-s as fragmented time 
units expressed by textual content.  
     It is however likely that Ata-tala, 
Addu-tala, Ashta-tali/ Adda-tali, and 
Kudukka which had a common 
structure denoted the same tala due to 
the striking resemblance in the names 
and also based on the references of 
Kudukka being a type of Ata-tala. The 
structure |OO of Shanka variety of 
Ata-tala is identical to the Adi tala as 
perceived today.  

     Historically, Chatustala seems to 
be the tala of fourteen matra-s, with 
four sashabda kriya-s. Abhinava-
talamanjari seems to be one text 
assigning twelve matra-s to Catustala 
and fourteen to Addacatustala, 
probably drawing a parallel to 
Chautala of twelve matra-s and 
Adachautala and Ata-tala of fourteen, 
which might have probably come into 
practice by the time of the Abhinava-
talamanjari. Since the period of 
Abhinavatalamanjari is not 
established, the timelines of the tala-s 
in discussion cannot be ascertained.  
     The Ata-tala as perceived today 
seems to have retained its historical 
structure with respect to its anga-s. Its 
duration in the desi and suladi systems 
of tala, could have been different. The 
‘khanda’ characteristic of Ata-tala 
seems to be an influence of the desi 
system, while druta, an influence of 
suladi. The compositions set to Ata-
tala of both systems are likely to have 
different underlying melodies and 
rhythm. 

 

References: 
i. Arivanar. 1975. Pancamarabu. Edited by Ve Ra Deyvasikhamani Gaundar. Erode: Ve 

Ra Daivasikhamani Kaundar. 

ii. Deodhar, B.R. n.d. Raga-Bodha. 18th ed. Vol. 1 to 5. Mumbai: Rohini Gogate. 

iii. Prabhakaran, Bhavana. 2022. “A Study of Taladipika - an Unpublished Work on Tala.” 

University of Madras. 

iv. Ramanathan N. 1997. Essays on Tala and Laya. Edited by K Venkataram. Bangalore: 

Percussive Arts Centre (Regd). 



ISSN-2348-5892             Sangitika 
  

69 
 

v. Ramanathan, N. 2003. “Tala-Dasha-Prana and the Musicological Problems in Present 

Day Tala System.” In 77th Annual Conference of the Music Academy, Madras. 

Chennai. http://www.musicresearchlibrary.net/omeka/items/show/2371. 

vi. Ramanathan, N. 2014. “Tala-s in Hindustani Music.” In Course on Hindustani Music. 

IIT, Madras. http://musicresearchlibrary.net/omeka/items/show/2372. 

vii. Ramanathan, N. 2023. “Perception of Tala in Karnataka Music.” 

https://musicresearchlibrary.net/omeka/items/show/2497. 

viii. Ramanuja, Vina. 1917. Sangita-Sarvartha-Sara-Sangrahamu. Sri Cidananda Press. 

ix. Rao, Arati. 2013. “Evolution of the Tala - Dasa - Prana Concept as Seen in 

Musicological Works of the Vijayanagara Empire.” Ninad 26–27 (December). 

x. Sathyanarayana, R. 1988. Music of Madhva Monks of Karnataka. Bangalore: Gnana 

Jyothi Kala Mandir. 

xi. Satyanarayana R. 1967. Suladis and Ugabhogas of Karnatik Music. Mysore: Sri 

Varalakshmi Academy of Fine Arts. 

xii. Shankar, Girija. 2021. “Tala Information in Music Texts.” New Delhi. 

xiii. Shankar, Girija. 2024. “Talalakshana Samuccaya:  Descriptions of Tala-s in Various 

Texts on Music.” Delhi. http://musicresearchlibrary.net/ omeka/items/show/3768. 

xiv. Sharma, Vishnu, ed. 1911. Ashtottarasatatalalakshanam. Mumbai: Vishnu Sharma. 

http://musicresearchlibrary.net/omeka/items/show/774. 

xv. Srikantha. 1959. Rasakaumudi. Edited by A N Jani. Baroda: Oriental Institute. 

xvi. Venkatamakhi. 2007. “Caturdandi-Prakashika. 

”.http://www.musicresearchlibrary.net/omeka/items/show/2275. 
xvii. Venkatamakhin. 1934. Caturdandi Prakashika. Edited by S Subrahmanya Sastri, TV 

Subba Rao, and TL Venkatrama Iyer. Chennai: The Madras Music Academy 



  

http://musicresearchlibrary.net/


ISSN-2348-5892                      Sangitika 

70 
 

Mewati Gharana in the rich heritage of Khayal Gayan  
 Bhavya Saraswat 

Research Scholar 

Department of Music, Faculty of Arts 

University of Delhi 

Abstract: : This research paper aims to study the historical development and the 

peculiarities in the vocal tradition of Mewati Gharana along with its contributions in 

Khayal Gaayan of Hindustani Music. Founded by Ustad Ghagge Nazir Khan and 

Ustad Wahid Khan, Mewati Gharana holds a dignified status in the list of various 

traditional Gharana(s). In the Khayal Gayan, ‘Sangeet Martand’ Late Pandit Jasraj 

reinvigorated the Mewati Gayaki with his innovative experiments and from there; the 

legacy of Mewati Gharana is now being continued with his disciples and their next 

generations of disciples. 
Key words: Mewati Gharana, Khayal, Tradition, Vocal, Gayaki. 

Introduction 
     In the Hindustani classical Vocal, 
Khayal Gayan came into vogue 
during the 19th century. Many 
gharana(s) of khayal gaayaki were 
formed during this period based on 
the lineage of a particular vocal style 
adopted in that particular gharana for 
a long period. The etymology of 
Khayal is the Arabic/Persian word 
‘khayal’, which means "imagination, 
ideology, to ponder or to meditate". 
Although the origin of the word 
Khayal is from the Arabic/Persian 
language, various modern scholars 
and musicologists hold different 
opinions about the origin and 
evolution of Khayal gayaki. One 
stream of musicologists believe that 
Khayal could have been invented by 
Amir Khusro or Sultan Hussain 
Sharqi, however, many modern 
scholars deny and do not agree with 
the opinion of believing the invention 
of Khayal by any one person like 
Amir Khusro. However, they 

advocate that it is a natural 
development of Rupakalapti and the 
similar techniques for the presentation 
of a Raga were already prevalent in 
the past. Many historians and 
musicologists including Captain 
Williard advocated that Sultan 
Hussain Sharqi of Jaunpur court 
invented khayal because in his 
opinion, chutkula which was another 
type of song, was invented by him and 
it belonged to the category of khayal. 
According to the perspective of 
Acharya Kailashchandra Dev 
Brihaspati, the vocalists were broadly 
classified into two categories, 
Kalawant and Qawwals in the earlier 
period. Kalawant were known as the 
followers of the Dhrupad style, 
whereas Qawwals, in the matter of 
theme and style used to perform 
Khayal in the royal courts and 
claimed its style to Amir Khusro. Late 
Thakur Jayadeva Singh has expressed 
a viewpoint that the origin of Khayal 
can be followed back to the ancient 
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Sadharani Giti, which is one of the 
styles of rendering alaap of gram 
raga(s). He has stated that Khayal is a 
form that evolved from the ancient 
Indian technique of Raga presentation 
of Prabandhas, namely Rupakalapti 
(Chandorkar, 2012).  
The word “gharana” was perhaps 
conjoined with Khayal during the 
period of the Mughal Dynasty i.e., 
around the 16th to 19th century. Before 
‘Gharana’, the ‘Parampara’ term was 
in common use. The ‘Gharana’ is a 
musical tradition based on the unique 
vocal style of the Hindustani gayaki 
including the khayal form. During this 
period, many schools of Vocal were 
being formed. Many vocalists formed 
and named their Gharana(s) such as 
Qawwal Bacchon ka Gharana, 
Gwalior, Agra, Delhi, Kirana, Jaipur-
Atrauli, Bhendi Bazar, Rampur- 
Sahaswan, Mewati Gharana etc. 
Almost around this period based on 
their unique vocal style, many of the 
gharana(s) were named with the name 
of the founder’s birthplace. It is a 
notion that a gharana is established 
only when there is continuity in that 
particular vocal style for at least three 
generations of vocalists with the 
expected rigorous training under 
Guru-Shishya Parampara in which a 
disciple learns nuances and intricacies 
of Raga and its swara(s), which makes 
him/her trained under the tutelage of 
their Guru. Thus, each gharana carries 
a different legacy of vocalists and 
their traditional vocal style. 

Origin and Vocal Tradition of 
Mewati Gharana 
In Hindustani Classical Vocal, 
Mewati Gharana holds a rich 
historical legacy that extends for more 
than a hundred and above years.This 
Gharana is an offshoot of Qawwal 
Bachchon ka Gharana and 
Khandarbani style of Dhrupad. The 
origin of this Gharana begins with 
Ustad Ghagge Nazir Khan and his 
elder brother Ustad Wahid Khan in 
the late 19th century. Ustad Ghagge 
Nazir Khan, who was born in the 
family of the vocalists of Khandarbani 
Dhrupad Gayaki, was the disciple of 
Ustad Waris Ali Khan who was the 
son of Ustad Bade Muhammad Khan 
belonging to the Qawwal Bachchon 
ka Gharana. Ustad Wahid Khan was 
an eminent beenkar whose lineage 
carried forward the legacy of 
Instrumental music. Mewati Gharana 
was further divided into two 
branches- Vocal (Khayal) and 
Instrumental music and thus this 
Gharana holds a lineage of both vocal 
and instrumental music in Hindustani 
Classical music. The etymology of the 
word ‘Mewati’ traces back to the 
birthplace of Ustad Ghagge Nazir 
Khan, Berala village in a land- strip 
extending from Rajasthan state to 
Haryana state of India. Over the 
duration, 6 generations have played a 
significant role in the progression of 
the Mewati Gharana. 
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Fig1: Founder 
of Mewati 
Gharana, 
Ustad Ghagge 
Nazir Khan1 

 
 

Ustad Ghagge Nazir Khan orally 
transmitted his vocal style to Pandit 
Natthulal and Pandit Chimanlal as 
well as Ustad Munawwar Ali Khan. 
Ustad Munawwar Ali Khan taught to 
Ustad Ghulam Quadir Khan (his 
nephew & adopted son) and through 
Ustad Munawwar Ali Khan and Ustad 
Ghulam Quadir Khan, the lineage of 
Mewati Gharana was passed onto 
Maharana Jaiwant Singh Ji Waghela 
of Sanand, Gujarat state. From Pandit 
Natthulal, it advanced towards the 
Pandit family, which is well known 
throughout the country today. Pandit 
Motiram who was nephew of Pandit 
Natthulal and Pandit Chimanlal, 
learnt under the guidance of Pandit 
Natthulal. Later, Pandit Motiram 
shared this very tradition of Mewati 
Gayaki with his sons Pandit Maniram 
and Pandit Pratap Narayan and his 
younger brother Pandit Jyotiram. 
Thereafter, Pandit Puranchandra 
learnt from his father Pandit Jyotiram 
and Pandit Jasraj who belonged to the 
4th generation of this gharana, learnt 
vocal from his eldest brother- Pandit 
Maniram. He also learnt Tabla from 

 
1Source: http://pritambhattacharjee.com/gharana/ 

his elder brother- Pandit Pratap 
Narayan. After renouncing playing 
the Tabla, Pandit Jasraj started 
working on revitalizing the Gayaki of 
Mewati Gharana with his novel ideas 
and experiments. Thereafter he 
became the torch bearer and passed on 
a new dimension of Mewati 
Gharana’s vocal tradition to his 
cluster of disciples who are now 
representing Mewati Gharana, not 
only in vocal music but in 
instrumental music as well; such as 
Violinist Kala Ramnath, Shehnai 
player Lokesh Anand, flautist 
Shashank Subramanyam, Pt. Sanjeev 
Abhyankar, Pt. Rattan Mohan 
Sharma, Ankita Joshi, Tripti 
Mukherjee and others. 
Vocal style of Mewati Gharana 
     Mewati Gharana is widely known 
among music connoisseurs for its 
enrichment in the aesthetics of vocal 
rendition and its distinct qualities. 
Pandit Jasraj has described that the 
essential philosophy of the Mewati 
tradition lies in "shuddha vani" 
(Correct Voice) and "shuddha mudra" 
(Correct expression). 

'kkL= çek.k jkx ij xk;u 

'kq) eqæk 'kq) ckuh ] rkdks cM+ks ekuA2 

     The vocal style of Mewati Gharana 
is inherited from Qawwal Bachchon 
ka Gharana and Dhrupad ang. Mewati 
Gharana circumvents the 
conventional practice of extending 
words/lyrics to achieve a rhythmic 

2 ‘‘Mewati gharane ki vikas yatra’’, Sangana by 

Sangeet natak Akademi(2020), vol. 38-39,  p.19. 

http://pritambhattacharjee.com/gharana/
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effect. The importance is given to the 
literature of Bandish-es which should 
be pronounced clearly. Mewati 
Gharana adopts sapaat taan and the 
pattern of Merukhand in its 
embellishment and Sargam taan with 
layakari. Pattern of merukhand is an 
improvisation, characterized by the 
rearrangement of a specific set of 
musical notes in various ways. The 
gayaki is Bhaav-pradhan (emotive) 
and devotional with the aesthetical 
and skilful use of ornamental 
techniques. Meend (musical glide), 
Gamak (musical trill) and Kan (Grace 
notes) are the techniques employed 
for enhancing the aesthetics of a Raga 
and the expansion (Badhat) of a Raga. 
The use of meend has to be such that 
the glide between one swar and 
another will be through avoiding 
varjya swara(s) in a raga. Gayaki of 
this gharana is balanced equally with 
aptly applying the Dhrupad and Tappa 
anga(s) including the aspect of 
making this gayaki aesthetically 
pleasing and emotive. In the initial 
stage of vocal rendition, alaap is sung 
to introduce the raga, which is 
performed with a devotional chant 
such as  

vkse Jh vuar gfj ukjk;.k and e³~xya 

HkxokfUo".kqeZ³~xya x#M/ot%A  

e³~xya iq.Mjhdk{kks e³~xyk;rua gfj%AA3 

     The aakaar in alap is not more 
prominent which can be seen by 
almost its absence and the bandish 

 
3 (48th verse In Garuda Puraana Preta Kaanda, 

Chapter 47).  

section is characterised by the notes 
and the raga itself that span all three 
octaves; the mukhda which is the first 
line of composition describing the 
sentiment of Bandish, of both sthayi 
and antara sections are developed 
through bol-alap. This part closes 
with the mukhda of the sthayi section, 
to be followed by the layakari and 
ornamental devices. The use of both 
conventional and achhop ragas can be 
seen in this Gharana such as 
renditions of Ragas- Shuddha Nata, 
Nata Narayani, Nagadhwani Kanhda, 
Dhuliya Malhar, Khamaj Bahar etc. 
The Mewati Gharana Gayaki is 
characterized by the integration of 
spiritual components. It is influenced 
by Pada(s) of ashtachhap kavi(s) such 
as Soordas, Kumbhandas, Chheet-
swami and others. This gayaki also 
includes verses of religious texts in its 
musical compositions. Haveli 
Sangeet, a term used for the temple 
music within the pushtimarg sect left 
its stamp on this gharana when Pandit 
Jasraj learnt the rich tradition of 
Haveli Sangeet from Sri Shyam 
Manohar Goswami Ji and adapted the 
style and compositions of Haveli 
Sangeet into his vocal recitation. In 
this way, he brought distinct types of 
literature in the compositions to the 
Mewati gharana. One of the salient 
features of this gharana is the 
elaborative knowledge of four 
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quarters of composition namely 
Sthayi, Antara, Sanchari and Aabhog.  
In brief, the following are salient 
features of Mewati Gharana. 
1. Mainly both conventional and 

achhop ragas (less to be seen) are 
sung. For e.g. Raga Nanak 
Malhar, Bhairav Bahar, Din ki 
Puriya etc. 

2. Stress on the clear pronunciation 
of every word is given with the 
lesser use of Aakar in alap and 
more use of bol-alap. Training of 
voice production to move freely 
in three octaves altogether. 

3. Initially, the training of ragas is 
concentrated in the order of Raga 
Bhairav, Raga Multani, Raga 
Jaunpuri, and Raga Puriya of 
night time, in Mewati Gharana. 

4. Sapaat taan along with the use of 
merukhand and ornamental 
techniques such as Gamak, 
Meend, Kan, Khatka, Murki etc. 

5. Laya of vilambit compositions is 
not Ati-vilambit but in Madhya 
vilambit. 

     Literature of composition in 
Mewati Gharana consists of four 
quarters- Sthayi, Antara, Sanchari and 
Aabhog.  
Key Contributions: 
     The lineage of artists belonging to 
this traditional gharana continued to 
contribute to the field of India's vast 
Hindustani classical music in various 
ways. Some key contributions by a 
few of the notable vocalists of this 
gharana to the Hindustani music are 
given as under-. 

1. The Mewati Gharana has a rich 
collection of bandish-es written 
and composed by various 
eminent artists. A few of the 
notable compositions of Mewati 
Gharana include-  
xys Hkqtax HkLe vax] 'kadj vuqjkxh 

ln~xq# pj.kkjoÙn f'ko lekf/k ykxh 

This composition was written and 
composed by Pandit Motiram in 
Raga Des, and Taal- Ektaal which 
includes sthayi, antara, sanchari 
and aabhog; 

LFkk;h& esjks vYykg esgsjckuA 

dksbZ fcxkM+ ldr ugha rsjksA 

eu yhts rw BkuA 

varjk& vkSfy;k ihj iSxacj /;kosA  

vfy uch dks #rcks ikosA  

glu& gqlSu I;kjs ftudsA   

eq>dks nh;ks bZekuAA    

     The composition was written 
and composed by Pandit Jasraj in 
Raga Bhairav and Taal teentaal; 
LFkk;h & ekrk dkfydk] ekrk dkfydk 

egkdky egkjkuh] txr tuuh Hkokuh Hkokuh 

HkokuhAA  

varjk& [kM~x eqaM [kIij dj /kj.kh dj /kj.kh 

dj /kj.kh 

vlqj gj.kh] tx fuHkZ; djuh 

rj.k rkfj.kh Hkä ikfydk n;k nkuh] Hkokuh 

Hkokuh HkokuhAA  

     This was written by Maharana 
Jaiwant Singh Ji Waghela and 
composed by Pandit Maniram in 
Raga Adana and Drut Teentaal;  

LFkk;h & Jh dkes'ojh d#.kk rjafx.khA 

dkeuk iwj.k djks ekr eksjhAA  

varjk& nso mckjs Hkäu rkjsA 

gejh csj D;w¡ bruh nsjhAA 

     This was written by Maharaja 
Jaiwant Singh Ji Waghela and 
composed by Pandit Maniram in 
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Raga Bilaskhani Todi and in Taal 
Vilambit Ektaal. ‘Niranjani 
Narayani’ in Raga Bhairavi and 
‘Jagadamb Jagadamb’ in Raga 
Basant, these compositions too 
were written by Maharaja Jaiwant 
Singh Ji Waghela and composed 
by Pandit Maniram. Pandit Jasraj 
had written a book named ‘Shree 
Sangeet Sourabh’ which is a 
compilation of notations of all of 
the compositions written by 
Maharana Jaiwant Singh 
Waghela.  

2. Maharaja Jaiwant Singh Waghela 
is also given credit for initiating 
new ragas such as Jayavanti Todi 
(a variant of Raga Ahiri Todi), 
Bagkans, Rajrajeshwari, Jayavant 
Sarang, Gyankali etc. These are 
exclusive raga(s) of Mewati 
Gharana. A brief description of 
these raga(s) is given under 
a) Raga Jayavant Sarang- It is 

the combination of Raga(s) 
Jaijaiwanti and Sarang. In this 
Raga, Dhaivat is varjya and 
Shuddha Rishabh, both 
gandhar, shuddha madhyam, 
pancham and both nishad are 
used. 

b) Raga Rajrajeshwari- An 
independent raga with the 
notes of Shuddh Rishabh with 
its vakra use and Shuddha 
Dhaivat, Komal Gandhar and 
Nishad, both Madhyam, 
Teevra madhyam is employed 
in Avroha only. 

c) Raga Bagkans- It is an 
amalgamation of Raga 
Bageshree and Malkauns with 
the vakra use of shuddha 
Rishabh, pancham and Komal 
dhaivat. Shuddha Rishabh, 
Komal gandhar, Shuddha 
Madhyam, pancham, both 
dhaivat and Komal Nishad are 
the swara(s) of this raga.  

d) Raga Jayavanti todi- This is a 
variant of Raga Ahiri Todi, but 
the notes assembled in this raga 
make this raga different from 
Raga Ahiri Todi by employing 
Komal Rishabh, Komal 
gandhar, Komal Nishad and 
Shuddh madhyam and shuddh 
dhaivat swara(s). This raga is 
the unique combination of 
Raga Ahir Bhairav in Uttarang 
and Todi in Poorvang. 

e)  Raga Gyankali- Instead of 
Komal gandhar if Komal 
Rishabh is used in Raga 
Malkauns, it will create an 
atmosphere of this raga. Notes 
of this raga are:- S, r, m, d, n, S֗ 

3. Jasrangi Jugalbandi: Pandit 
Jasraj was an extraordinary artist of 
his time who conducted a novel 
experiment with his disciples, based 
on the Moorchhana technique which 
was named ‘Jasrangi Jugalbandi’. 
The ideology behind this 
experiment is that in a recital of a 
duet performance, if one male and 
one female artist have to perform, 
one of them has to compromise 
his/her original scale and lose 
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his/her natural tonal quality due to 
the pitch difference available in both 
genders. But, in this experiment of 
Jugalbandi by Pandit Jasraj, the 
female vocalist sings in her original 
scale which could be A# (Kali 5), B 
flat or G# (Kali 4) and the raga is 
sung with Shadja- Madhyam or 
Shadja- Pancham Bhaav which 
indicates that the male vocalist will 
consider madhyam of the female 
vocalist’s original scale as Shadja 
and the female will consider the 
original scale of male vocalist as 
pancham note and thus the fresh 
scales are created and different 
raga(s) are produced. Through this 
method of moorchhana technique, 
both can sing together without 
losing their natural scale. For 
example- The female artist will sing 
Raga Chandrakauns and the male 
counterpart will sing Raga 

Madhukauns by considering 
madhyam as shadja. Considering 
Madhyam of Raga Abhogi as Shadja 
will create the atmosphere of Raga 
Kalawati for male vocalists. In this 
Jugalbandi, both the ragas by the 
two genders are performed 
simultaneously without 
compromising their natural pitch. 

4. Many schools in different places 
were founded to propagate the 
Mewati Gayaki. The main schools 
among them are now established 
academies and institutions in India 
and abroad, such as in New Jersey 
and Atlanta, USA, and 
Trivandrum, Kerala. These schools 
were founded by Pandit Jasraj and 
a few of them by his disciples 
which are dedicated to continuing 
the legacy of Mewati Gharana in 
the field of Hindustani classical 
vocal.
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Abstract: This paper explores the evolution of violin playing styles in 
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Gat, and Jhala, highlighting the violin’s versatility in both vocal and 
instrumental traditions. 
Keywords : Gayaki, Gatkari, Hindustani Music, Violin, Raga 

Introduction :  Hindustani classical 
music is based on the expression of 
ragas, which are considered the 
essence of Indian music. A raga is not 
just the soul of music but also its 
spirit, life force, and energy. A raga 
is essentially a particular 
arrangement of sounds, enriched by 
the use of 'swara' (musical notes) and 
'varna' (the patterns or techniques 
involved in singing or playing). 
Scholars and practitioners of Indian 
classical music have identified and 
named such arrangements as 'Raga' 
because of their ability to create a 
deep emotional connection and bring 
a sense of beauty and satisfaction to 
the human mind. The thoughtful 
combination of swaras and the 
artistry involved in performing these 
arrangements are what give a raga its 
unique character and appeal. 

 
1 N. Kesvaram, Kalakshetra, vol. IV, no. 2–3, p. 

15. 

“A raga, much like a blend of 
colours, serves as a medium for 
expressing thoughts, emotions, and 
passions. The lyrics of a composition 
convey the underlying mood or rasa 
(essence of emotion), while the 
musical notes add depth, embodying 
the "shade of passion," if one may 
describe it that way”.1 Together, they 
create a harmonious blend of feeling 
and expression.In Hindustani music, 
the classical form emerges from the 
pure and simple combination of notes 
arranged in a specific design and 
pattern, adhering to the fundamental 
rules of a raga. These notes are 
further structured within a rhythmic 
framework, creating a composition 
that blends form and content 
seamlessly. This harmonious 
combination is crafted to delight both 
the heart and mind of the listeners. 
Each raga possesses a distinct 
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personality, characterized by its 
unique gait, structure, and emotional 
expression, responding beautifully to 
a sensitive and skillful approach. 
When performed with clarity and 
depth, a raga not only engages the 
listener's mind but also deeply 
resonates with the heart, leaving a 
profound emotional impact. 
Hindustani Classical Music is 
primarily based on melody, which is 
constructed around the concept of a 
raga. A raga can be described as a 
specific arrangement of musical 
notes, or swars, that are performed in 
a distinct way to evoke particular 
emotions or moods. To further 
enhance the structure and beauty of a 
raga, additional elements such as 
varnas and alankars (musical 
ornaments) are applied. The four 
main varnas—sthayi, aarohi, 
avarohi, and sanchari—add variety 
and depth to the melody. These 
elements work together to transform 
a simple arrangement of notes into a 
fully developed and captivating piece 
of music. This process allows the 
music to connect with both the heart 
and mind of the listeners, making it 
deeply appealing and enjoyable. The 
concept of ranjakata, or the ability to 
attract and delight listeners, is central 
to Indian music. However, the 
influence of music goes beyond its 
initial charm. It can leave a long-

 
2 Bharat Muni, Natyashastra, chapter 29, 

translated from shloka 45, p. 92. 

lasting and even transcendental effect 
on the listener, creating an emotional 
experience that varies depending on 
the circumstances and the raga being 
performed.  
In Hindustani classical music, 
ornamentation plays a crucial role in 
defining the character of a raga. A 
raga is not just a simple collection of 
notes; it requires the use of various 
musical embellishments to reach its 
full potential. These embellishments 
include elements such as naad (sound 
quality), shruti (microtones), varna 
(patterns), taan (rapid note 
sequences), alankar (ornaments), 
meend (gliding notes), murki (grace 
notes), ghaseet (slides), gamak 
(oscillations), krintan (kana, or grace 
stroke), kampan (vibrations), and 
laya (rhythm). 
The ancient sage Bharat Muni, who 
authored the first comprehensive 
treatise on music, the Natya Shastra, 
beautifully described the significance 
of ornamentation in music.  
He wrote: "Just as a night without 
the moon, a river without water, a 
creeper without flowers, and a 
woman without ornaments lack 
beauty, similarly, a melody (geet) 
without alankars fails to appeal".2 
This analogy emphasizes that 
ornamentation, or alankars, is 
essential to enhancing the beauty of a 
musical piece. An ideal accompany-
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ing instrument is one capable of 
creating these intricate effects 
through a combination of necessary 
and decorative elements. Instruments 
like the veena, sitar, guitar, violin, 
sarod, and sarangi fulfill this role, but 
among them, the sarangi and violin 
stand out. Both are fretless, played 
with a bow, and capable of producing 
continuous, seamless sound effects, 
making them particularly well-suited 
for accompanying vocal music. The 
violin, in particular, excels as an 
accompaniment and as a solo 
instrument. In Hindustani classical 
music, it holds an important place not 
only as a solo instrument but also in 
orchestras, both in India and 
internationally. 
Technique of Playing the Violin 
In violin playing, musical notes 
(swars) are produced by pressing the 
strings on the fingerboard with the 
fingers of the left hand, while the 
right hand moves the bow across the 
strings. This combination produces 
an unbroken and continuous sound. 
Since the violin is fretless, the notes 
are not marked on the fingerboard; 
instead, they are positioned in 
imaginary spaces. This makes 
precision in note placement 
challenging and requires significant 
practice to achieve desired results. 
The violin’s tone is deep, resonant, 
and long-lasting. Maintaining this 
quality depends on proper and 
powerful bow strokes, with both 
hands moving in perfect 
synchronization and balance. The 

fretless nature of the instrument 
makes it especially suitable for 
executing meend (glides) and gamak 
(oscillations) with ease and 
proficiency. Additionally, the violin 
allows the musician to play an entire 
octave on a single string and perform 
in both slow and fast tempos. This 
versatility makes it ideal for alaaps 
of extended duration and for 
imitating the nuanced expressions of 
the human voice. 
Use of Gamak and Meend 
In Hindustani classical music, gamak 
holds special significance and has a 
rich historical background. Many 
varieties of gamak were used in the 
past, and several of them continue to 
be practiced today, sometimes under 
different names. Instruments that 
cannot execute gamak effectively fail 
to achieve a respectable position in 
Indian music. To gain prominence, 
an instrument must be capable of 
expressing music with various types 
of gamak. Meend, on the other hand, 
refers to the continuous linking of 
two or more notes. This effect is 
achieved when two notes are played 
using the same finger, without lifting 
it, and with a single, seamless bow 
stroke. The unbroken vibration 
connects the notes fluidly, creating 
an expressive musical effect. 
“Bharat Muni’s emphasis on gamak 
highlights its importance in Indian 
music. An instrument must master 
the art of employing various gamak 
styles, along with other distinct 
features of Indian music, to earn its 
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place in the classical tradition”.3 The 
violin, with its capacity for intricate 
ornamentation and expression, 
exemplifies this mastery, making it 
an indispensable instrument in 
Hindustani classical music. 
Different Styles of Violin Playing 
Over the past century, the violin has 
become a significant instrument in 
Hindustani classical music, both as a 
solo instrument and as an 
accompaniment. While the violin is 
best known for closely following 
vocal music, it offers much more 
versatility. Unlike the sarangi, which 
primarily mirrors vocal nuances, the 
violin excels in instrumental 
expression, especially in the gatkari 
style. This style allows for the 
extensive use of techniques like kan 
(grace note) and sparsh (touch), 
making it a powerful medium for 
intricate performances. 
“There are three main styles of violin 
playing in Indian  music, often 
referred to as shailis: 
1. Gatkari Shaili (Instrumental 
Style): 
In this style, the violin is played 
similarly to instruments like the sitar 
and sarod, with compositions called 
gats. These pieces are instrumental, 
focusing purely on melody and 
rhythm without lyrics. Small musical 
phrases and rapid bow strokes (tan) 
are prominent features of this style. 

 
3 Tulsiram Devangan, Bela Vadan Shiksha, p. 

58. 

2. Gayaki Shaili (Vocal Style): 
Here, the violin emulates vocal 
music, incorporating ornamentations 
like meend (glides), gamak 
(oscillations), and ghasit (slides). 
The playing style closely follows the 
structure and emotion of vocal 
compositions such as khayal and 
geet. 
3. Filmy Shaili (Film Style): 
This style is specifically used in film 
music and often employs Western 
techniques, such as unique finger 
positions and fingering methods. 
From the perspective of Indian 
classical music, the first two styles 
are most significant, and we will 
further discuss only these two 
styles”.4 
Gatkari Style 
In Hindustani classical music, the 
gatkari style is a distinct instrumental 
tradition developed over centuries. 
Unlike Carnatic music, which does 
not have specific compositions for 
instruments, Hindustani music 
features gats. These are pre-
composed pieces set to a specific 
raga and rhythm (tal), performed 
without lyrics. A gat can begin in a 
slow tempo (vilambit gat), followed 
by faster tempos like drut gat. The 
performance may also include a high-
speed jhala, akin to the vocal tarana, 
showcasing the musician's technical 
skill and the instrument's versatility. 

4 Paranjape, Sangeet Bodh, p. 154. 



ISSN-2348-5892                         Gayaki and Gatkari Ang: Sangitika  

Distinctive Styles of  Violin in Hindustani Music 

81 
 

When the violin was first introduced 
to Hindustani classical music, it was 
predominantly played in the gatkari 
style, also referred to as tantra ang or 
tant ang. This style mimics the 
techniques used in sitar and sarod 
performances, where melodies are 
played in both slow and fast tempos. 
However, unlike the sitar, which 
produces sounds like "da," "dir," or 
"dara," the violin relies on bow 
techniques to express nuances. A 
single bow stroke can produce one 
note or up to 32 notes, allowing for 
remarkable flexibility. In the gatkari 
style, finger techniques take 
precedence over meend, gamak, and 
ghasit. The bow is used 
independently to demonstrate the 
musician’s virtuosity, enabling 
performances of gat, tan, and jhala. 
The jhala segment, performed at high 
speed, is particularly significant as it 
highlights the musician's skill and 
mastery of the instrument. 
 
Historical Significance 
In 1924-25, Ustad Allaudin Khan 
Sahib won the first prize at the 
Lucknow Sangeet Sammelan with a 
performance in the gatkari style, 
drawing upon sarod-playing 
techniques. Other notable musicians 
like Shri Gagan Babu and Sridhar 
Parsekar also excelled in this style. 
The gatkari style has proven to be an 
effective and expressive method for 
violin playing, cementing its place in 
Hindustani classical music. 
 

Gayaki Style 
In recent years, the Gayaki Ang 
(vocal style) has become more 
popular and is often seen as an 
alternative to the traditional Tantra 
Ang (instrumental style). While the 
Tantra Ang focuses on techniques 
suited to string instruments, the 
Gayaki Ang aims to mimic the 
human voice on the violin. In this 
style, the violin is played to imitate 
the smooth transitions, glides, and 
ornamentations (gamaks) of the 
voice. Sometimes, instead of playing 
an instrumental composition (gat), a 
vocal piece (cheez) is performed. 
This style is also known as Khayal 
Ang because it is closely related to 
the vocal style of Khayal music. 
According to Dr. Rajam, the Gayaki 
Ang involves playing vocal music on 
the violin. 
The Gayaki style is different from 
the Gatkari style, where faster 
tempos and less ornamentation are 
used. In the Gayaki style, notes are 
played more expressively with 
smooth transitions and softer 
phrasing. The violinist tries to imitate 
the nuances of the human voice, 
focusing on techniques like kann 
(grace notes) and sparsh (touch), 
which help achieve a more vocal-like 
sound. The ornamented phrases, or 
tanas, are played more slowly and in 
smaller patterns, often matching the 
rhythmic beats of the tabla. An artist 
can choose to specialize in the 
Gayaki style, the Gatkari style, or 
sometimes even use both depending 
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on the situation. For example, Dr. 
Rajam is known for her focus on the 
Gayaki style, while Gagan Babu was 
famous for playing in the Gatkari 
style. Pt. V.G. Jog, however, was 
known for his skill in both styles and 
would use each one as needed. 
According to Pt. Jog’s disciple, Shri 
Pratap Pawar, when Pt. Jog 
accompanied vocals, he would use 
the Gayaki Ang, but for solo 
performances, he would often use the 
Gatkari Ang. Pt. Jog also advised 
his students to study vocal music in-
depth to understand the vocal 
nuances before attempting the 
Gayaki style on the violin. 
Alaap 
Alaap is a crucial aspect of both vocal 
and instrumental Hindustani classical 
music. It plays an essential role in 
establishing the foundation of the 
music and reflects the depth of the 
raga being performed. Alaap is a 
slow, unaccompanied exploration of 
a raga, where the artist brings out the 
essence and emotional character of 
the raga, carefully introducing each 
note. In instrumental music, 
particularly when the violin is 
played, alaap is important because it 
sets the tone for the rest of the 
performance. For instance, in the 
Gatkari style, alaap is performed 
before the Vilambit Gat (slow-
tempo composition). Unlike the 

 
5 Tulsiram Devangan, Bela Vadan Shiksha, pp. 85–

86. 

Gayaki style, where vocal 
techniques dominate, alaap on the 
violin is more about improvisation 
and exploring the raga without any 
tabla accompaniment. The artist can 
use different elements like meend 
(glides between notes), ghaseet 
(dragging strokes), and kann (grace 
notes) to enhance the expression of 
the raga. 
“The key to a successful alaap is its 
depth, which comes from the careful 
and patient use of the notes. Each 
note should be held and treated with 
attention, and the pauses should 
come at appropriate points to 
emphasize the character of the raga. 
The ability to create a sense of 
excitement in the listener, while 
maintaining clarity and stability in 
the notes, is crucial. A well-executed 
alaap should be a journey through the 
raga, keeping the listener engaged 
and intrigued”.5 
Vilambit Gat and Drut Gat 
After the alaap, the performance 
typically moves into the Vilambit 
Gat, which is a slow-tempo 
composition. Unlike the Gayaki 
style, where the tempo may be 
extremely slow, in the Gatkari style, 
the Vilambit Gat maintains a more 
moderate pace. In this section, the 
artist plays a gat (musical 
composition) that is structured 
around a raga and a tala (rhythm). 
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The Vilambit Gat is performed with 
embellishments such as meend, kan, 
and small tans (quick melodic 
phrases), which showcase the artist's 
skill and deepen the emotional 
expression of the raga. 
Following the slow-tempo Vilambit 
Gat, the music picks up speed with 
the Drut Gat, a fast-tempo 
composition. In this section, tans and 
alaap are performed in a rapid pace, 
showing off the artist's technical 
prowess and ability to match the fast 
tempo of the tabla (percussion) 
player. The competitive nature of this 
section encourages both the 
instrumentalist and the tabla player to 
demonstrate their skills, often 
resulting in a lively and energetic 
exchange. The performance 
culminates with a Jhala, where the 
tempo increases further, and the 
artist’s technique reaches its peak. 
During the Jhala, the violinist uses 
fast bow strokes that match the tempo 
of the tabla beat, showcasing the 
virtuosity of both the performer and 
the rhythm section. The performance 
typically ends with tihais (a rhythmic 
pattern repeated three times), which 
adds a sense of closure and finality to 
the piece. 
Jhala 
Jhala is a special technique used in 
stringed instruments, particularly the 
violin, to create a vibrant and 
energetic sound. It adds excitement 

 
6 Shruti, no. 157, p. 63. 

to the music and often marks the end 
of a performance, whether after a 
Drut Gat or Alaap.  The tempo 
needs to be fast and smooth, creating 
a competitive yet cooperative 
atmosphere between the 
instrumentalist and the percussionist. 
It involves showing off different 
rhythmic patterns and is designed to 
increase the intensity of the 
performance.                         The violin 
is unique in that it can produce Jhala 
with remarkable clarity and in a 
variety of styles. “The tuning of the 
violin also plays an important role in 
how effectively Jhala can be 
performed. When tuned in a certain 
way (like Ma sa pa sa), Jhala is more 
effective because it allows for easier 
access to higher, sharper notes. In 
other tuning styles, like Sa Pa Sa Pa, 
the sound produced is less sharp, 
making Jhala less effective. This is 
why the Gayaki style typically 
avoids Jhala, as it requires a tuning 
that doesn't lend itself well to this 
technique”.6 
Conclusion 
In conclusion, the violin plays a 
significant and versatile role in 
Hindustani classical music, offering a 
unique blend of both Gatkari and 
Gayaki styles. The Gatkari style 
emphasizes speed, technical 
precision, and rhythmic complexity, 
while the Gayaki style mimics the 
human voice, focusing on emotional 
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expression and smooth transitions. 
Through techniques like Alaap, Drut 
Gat, and Jhala, the violin beautifully 
complements vocal performances 
and stands out as a powerful 

instrument in both solo and ensemble 
settings. Its adaptability to various 
styles showcases the violin’s deep 
connection to the rich tradition of 
Indian classical music. 
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Abstract: This article is a quest to the subtle aspects of non-lexical syllables 
(meaningless syllables) of Sama Veda, especially Jaiminiya Sama Veda tradition and 
South Indian Carnatic music tradition. These syllables are known as 
“Sthobhakshara”. In several instances these syllables are auspicious utterances and 
call …  In Carnatic Music, several syllables are used to denote the Jati known as 
Sollukattu; in the compositions like Swarajati, Kriti, Tillana etc. The philosophical, 
spiritual, and practical purpose of meaningless syllables are examined here. 

Key Words: Non-Lexical Syllable, Stobham, Nirgita, Sama Gana.atu.

Introduction: The meaningless 
syllables or non-lexical vocables can 
be seen in music internationally like 
Yodeling, native American music, 
Pygmy (African music tradition) 
music, Puirt a beul also called 
‘lilting’ (traditional Scottish and Irish 
song traditions), Nigun in Jewish 
religious singing etc1. For conveying 
the emotion behind the music both 
meaningful and meaningless 
syllables are used. When using the 
non-lexical syllables in music it 
pushes the boundaries of language 
and becomes more acceptable and 
grabs the audience's attention. In 
India the folk tunes are incorporated 
with meaningless syllables. The 
mesmerizing beauty and charm of 
folk tunes are boosted with the help 
of these syllables. Dance musical 
forms like Tillana, also used these 
syllables. We can see in many 
branches of music that the 
meaningless syllables have been used 

 
1 https://en.wikipedia.org/wiki/Non-

lexical_vocables_in_music 

in the song or composition, which 
serve a specific purpose according to 
the context of the song. 
Non-Lexical syllables 
in Sama Veda 
     Sama Veda Which has thousands 
of branches in the past has now 
become three branches in India. In 
Kerala, Jaiminiya Sama Veda is the 
tradition prevalent. The mantras of 
Sama Veda are distorted in many 
ways when it becomes musical. They 
are Vikaram, Visleshanam, 
Vikarshanam, Abhyasam, Viramam, 
Lopam, Agamam, and Sthobham. 
Here the Stobham which has no 
meaning but serves an important role 
in Sama Veda. Stobham are of three 
types, they are 
1. Varna Stobham, (Eg: e , ye) 
2. Pada Stobham, (Eg: Atha, Iha) 
3. Vakya Stobham (Eg: Apama 

Somam, Amritha Abhoma, namo 
naya, namo napathaye)2. 

     Why has this Stobham been used 

2
K. A. Ravindran,  2007, p.38-39, Sama Veda 

Darpanam 
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in the Sama Veda? What is the 
purpose of Stobham? 
It has been said that the word Sama is 
the combination of ‘sa’ and ‘ama’, 
the former stands for feminine nature 
or laukika (communicable) and the 
later stands for purusha prakrithi or 
alaukika (incommunicable). The 
incommunicable ‘ama’ becomes 
communicable with the help of 
Stobham. Understanding the 
stobham requires a preparation that it 
is not merely a meaningless syllable, 
it carries or fulfills the underlying 
principles of Yajna. Quoting the 
‘Aksaratantra’ Dr. Subroto Roy in his 
article mentions 32 Stobhams. The 
word Stobham is rooted in ‘stubh’, 
which means ‘connected with’3. 
Himkara and Aumkara 
     Sama Veda has five bhaktis 
namely Prastavam, Udgitam, 
Prathiharam, Upadravam, and 
Nidhanam. Along with the five 
bhaktis of Sama Veda, Himkara and 
Aumkara play an important role. 
Aumkara or Pranava is considered as 
the sound representation of the 
Supreme Lord. According to 
Mandukya Upanishad when one 
chants Aumkara, whatever we see as 
material becomes spiritual. When 
one understands the Aumkara 
becomes free from the dual nature of 
the world and reaches absolute 
knowledge. The Transcendental 
value of Sama Veda is because of the 

 
3Subroto Roy, 2013, p.100-107, Importance of Stobhas 

in Sama Veda 

prefixing of Aumkara in Sama Gana4. 
     The Himkara is the sound used as 
an introduction to Saman singing. 
Him or Hum sounds are generally 
used. The Himkara is identified with 
the sound of a cow. Himkara is 
considered as the rasa of the Saman. 
It is identified as the power, sap, 
moon, food, generation, breath, bull 
(male) in Mahavrata day ceremony, 
thunderbolt, spring season, wind, 
east, the unrisen sun, the moon, and 
the mind5. 
Philosophical and Spiritual 
significance of non-lexical 
syllables in Sama Veda 
     Vedic culture is rooted in the 
Yajna. In the Sama Veda, Sama gana 
is musical in nature where the 
spiritual realm is touched with the 
help of Stobham. Even the Sama 
gana is musical in nature, the sole 
purpose of Sama gana is not for 
sensual entertainment, but for 
inviting the devatas in sacrifice. 
Sama Veda always embraces the 
primordial sound ‘Aum’. Our 
universe is always in a movement 
where audible and inaudible sounds 
are there. Humans can only perceive 
audible sounds from nature, but the 
subtle and delicate sounds are 
happening around us. The non-
lexical syllables represent the 
spiritual dimension of Sama Veda. 
The order of the universe can be 
realised with the help of Sama Gana. 

4https://prabhupadabooks.com/d.php?qg=846 
5G. U. Thite, 1997,p.132-137, Music in the Vedas 

https://prabhupadabooks.com/d.php?qg=846
https://prabhupadabooks.com/d.php?qg=846
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     Our universe is in a constant 
motion or vibration. Every vibration 
creates sound. Every word is the 
result of vibration. Word is 
considered as the beginning of 
creation. In Yoga and Tantra, the 
nada has been described. The nada 
has four aspects, from the gross 
physical to mental, then the 
supramental to Transcendental state. 
1. Gross Physical - Vaikhari 
2. Mental - Madhyama 
3. Supramental - Pasyanti 
4. Transcendental - Paravak6. 
The meaningful words always bisect 
the world into different minor 
partitions but meaningless syllables 
always unite the world into a single 
unit where the illusion of the world 
disappears. 
Non-Lexical Syllables in Carnatic 
Music 
The Lakshanakaras of Indian music 
have the opinion that the Indian 
music has its root in Sama Veda. 
Gitaka, Nirgita, and Dhruva gana are 
the ancient musical forms. Gitaka and 
Nirgita are considered as Gandharva. 
Gandharva is the tradition in ancient 
period of Carnatic music considered 
as sacred forms where the 
meaningless syllables are found in 
the Nirgita or Bahirgita. Nirgita 
consists of instrumental and vocal 
forms. Vocal form is known as 
Dhruva where meaningless syllables 
are used known as Suskaksara or 

 
6 M. R. Gautam, 1989, p. 12-13, Evolution of Raga and 

Tala in Indian Music. 

stobhakshara. Eg: Jhantum, 
Jagathiya, Valitaka, Kucajhala, 
Gitikala, Pasupati, Diginigi, Digra, 
Ganapati, and Tica. This Nirgita is set 
to a metrical structure. These non-
lexical words are useful for the songs 
to complete the Tala. The Nirgita has 
a tala system not like our repeating 
cycles of tala or beats. The entire 
composition is matched with one 
cycle of tala like Caccaputa or 
Cacaputa. Nirgita has different 
sections and those sections are 
defined on the basis of the 
arrangements of the syllables. There 
are nine stages of Nirgitas. They are 

1. Pratyahara 
2. Avatarana 
3. Aramba 
4. Asravana 
5. Vaktrapani 
6. Parighattana 
7. Sankhotana 
8. Margasarita 
9. Asarita 

     Bharata Muni in his Natya Sastra 
mentioned the word ‘Upohana’ 
which acts as a prelude for singing 
gitas. The purpose of Upohana can be 
equated with the raga alapana of our 
modern day concert7. 
     After the Bharata period, the 
marga-desi sangita evolved. During 
that period the musical form named 
‘Prabhandha’ came into existence. 
Sarangadeva in his Sangita 
Ratnakara mentions the Prabandha. 

7  M. R. Gautam, 1989, p. 79-81, Evolution of 

Raga and Tala in Indian Music. 
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In the Prabhandha the meaningless 
syllables are used in three areas. 
1. Swara syllables or sargam- 

literally saying sa, ri, ga, ma, pa, 
dha, ni. 

2. Tena- singing the syllables ‘te’ and 
‘na’. 

3. Patha- the syllables represent 
drum strokes. 
In the Suda Prabhandha, there are 
four sections in it. They are 

1. Udgraha- (Introductory Section) 
2. Melapaka- (Meaningless 

syllables) 
3. Dhruva- (Principle section) 
4. Abhoga- (praise of patron or 

king) 
Among the four sections, Melapaka 
is the section which has meaningless 
syllables connecting the Udgraha and 
Dhruva sections8. 
     In the later period of Desi, the 
Ragalapti and Rupakalapti singing 
started. 
     In the Ragalapti the singing covers 
the three registers starting from the 
mandra, then madhya and tara sthayi. 
Singing has four steps starting from 
low register, then middle, then high 
and coming back to the starting note. 
The important thing is that there is no 
meaningful text used while singing 
the Ragalapti. 
The Rupakalapti contains melodic 
phrases called ‘sthaya’, where a-kara 
and sargam syllables (sa, ri, ga…) are 
widely used for singing9. 

 
8 N. Ramanathan, p.10, Form in Music. 
9 N. Ramanathan, p.11-12, Form in Music. 

     Post Sangita Ratnakara period 
witnessed Chaturdandi Prakasika 
(after the 15th century) where 
musical expression flourished 
widely. Chaturdandi means four 
pillars, they are 

1. Alapa 
2. Thaya 
3. Gita 
4. Prabhandha 

     Alapa has two kinds, Gatradandi 
and Jantradandi. Former is vocal 
singing and later is instrumental 
rendering. Gatradandi was vocal 
singing including sargam syllables 
and ‘ta’, ‘na’, and ‘nam’. Thaya was 
understood as melodic structures 
meant for instrumental rendering10. 
     During the modern period, 
musical compositions flourished like 
never before. New musical forms 
evolved. Musical forms are broadly 
classified under two heads. They are 
Kalpita and manodharma. In the 
Kalpita sangita, Tillana a musical 
form contains meaningless syllables. 
In Tillana, the non lexical syllables 
represent the drum strokes known as 
‘colkettu’ is beautifully used. 
Jatiswaram is another kalpana 
sangita where no sahitya is involved, 
only swaram is sung. In the 
manodharma sangita, raga alapana 
portion sung before a composition or 
pallavi constitutes no meaningful 
sahitya, terms like ‘ta’, ‘da’, ‘ri’, ‘na’, 
‘hari’ etc used. Swarakalpana is the 

10 N. Ramanathan, p.12-14, Form in Music. 
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other manodharma sangita where 
only swaras are used for singing. 
Tanam is another manodharma 
sangita using ‘ta’, ‘nam’, and ‘a’ 
syllables only11. 
The Philosophical and spiritual 
significance of non-lexical 
syllables in Carnatic music 
     Art music, whether it is 
meaningful or meaningless, ultimately 
the music creates harmony which 
unites people, nature and all elements 
of the universe into a unity. The 
meaningless syllables have no 
language barrier, so that all the 
people can easily enjoy the music. 
 

Conclusion 
     India is a nation representing a 
vast traditional history where the 
mundane to spiritual aspects have 
dealt in from centuries. Whether it is 
Sama Veda chanting tradition or 
music tradition, seeking the ultimate 
truth of the universe is the prime urge 
of our tradition. Both the meaningful 
and meaningless syllables are equally 
relevant in harmonising music of our 
nation as well as other nations. Sama 
Veda or the music is the key to open 
the unknown door to the unknown 
realm where the supreme bliss or the 
anandha can be experienced.  
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Abstract: Sripadaraja’s composition ‘Idanadaru’ ,which captures the deep devotion of  
dasya bhava, or servant attitude of devotion explores beautifully,  the core of Dasya bhakti 
throughout it’s lyrics. Sripadaraya emphasizes humility and unselfish service, while 
expressing a profound desire for spiritual closeness to the Divine through his expressive 
lyrics. In this article, the scholar explores the composer’s ultimate dasya bhava portrayed 
through the lyrics of the composition. The rejection of worldly pleasures highlights the 
composer’s dedication to spiritual development and demonstrates their belief that, devotion 
is to serve the God at any time. Dasya bhakti is a deep relationship based on devotion and 
surrender, that transcends simple worship, which is clearly reflected through  Sripadaraja's 
lyrics through this composition. This composition emphasizes the power of submitting to 
the Divine, while expressing the strong desire of the devotee, to serve at God's feet. 
"Idanadaru" is a unique composition, which essentially reminds the basic principles of 
Dasya bhakti,  which includes the significance of humility, selfless service, and sincere 
relationship with the Supreme as a Dasa, that would ultimately result in spiritual 
realization and liberation. 

Keywords- Sripadaraja, Composer, Composition, Bhakti, Dasya bhakti, Servant, Devotee, 
Service, God, Serve, Feet, Worship, Lord, Devotion, Dasa, Submission, Surrender, 
Haridasa, Spiritual, Humility, Portray. 

Introduction:  Bhakti means 
devotion and it is a spiritual and 
devotional path that emphasizes 
devotion to one's own God. The term 
‘bhakti’ is derived from Sanskrit 
language , in which ‘bhaj’ means to 
serve or to worship. A strong 
emotional bond and submission to the 
divine are the core characteristics of 
this path. 
     Srimad Bhagavatam mentions nine 
types of devotion, which is termed as 
Navavidhabhakti. These devotional 

 
1 Srimad Bhagavata Mahapurana-Book 7-

Discourse-5-sloka-23 and 24 

practices have numerous ways to 
communicate with the divine.1  
Jo.ka dhrZua fo".kks% Lej.ka iknlsoua] vpZua] 

oUnua] nk';a] l[;a vkRefuosnua  

bfr iqalfiZFk fo".kkS Hkfä'psu uoy{k.ka fØ;srs 

HkxoR;k) rUeU;sf/kreqFke*  
• Sravanam – Listening to the glories 

of the God 
•  Kirtanam – Singing/Chanting the 

praises of the God 
•  Smaranam – Remembering the God 
•  Paadasevanam – Serving God’s feet 
•  Archanam – Worshipping God with 

Offerings 
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•  Vandanam – Doing salutation to the 
God 

•  Dasyam – serving the God as a 
servant 

•  Sakhyam – Considering the God as 
a friend 

•  Atmanivedanam- Total surrender to 
the God 

     Sri Prahlada Maharaja stated nine 
kinds of praying approach to the God. 
They are Sravanam, Kirtanam, 
Smaranam, Paada-sevanam, Archa-
nam, Vandanam, Dasyam, Sakhyam 
and Atma-nivedanam. These nine 
kind of approaches towards the God 
includes listening to the praises of 
Lord Vishnu, and chanting of the 
divine names of the God, thinking 
about His qualities and remembering 
the God, to wait upon Him which is to 
serve God’s feet, care for, or be in the 
presence of the God in a respectful 
and devoted manner, offering 
different stuff to God and 
worshipping, Offering namaskaram 
or salutation to God, to dedicate one’s 
action or service to the God as a 
servant, Considering God as a close 
friend, Surrendering body, mind and 
words to God or to offer one’s 
dependants and belongings to Him. 
    In this article, the scholar points out 
the significance of the seventh kind of 
bhakti approach, which is Dasya 
bhakti through ‘Idanadaru’ 
composition of Sripadaraja. 
Dasya bhakti and Haridasas 
     In Dasya Bhakti, the devotee 
considers oneself to be the divine's 

servant. This kind of devotional 
practice places a strong emphasis on 
modesty, selflessness, and total 
surrender of one's ego and desires to 
serve the Supreme Almighty. Dasya 
Bhakti bhava is very well connected 
to various streams of music and this 
theme has been well portrayed 
through different kinds of music. But 
the strong and direct connection of 
Dasya bhava of bhakti can be traced 
from Dasa sahitya, which is the 
literature of Dasakutas [Haridasas] 
from Karnataka started before 13th 
century. The core characteristic of 
Dasa Sahitya is the idea of "Dasya 
Bhakti," or the devotion towards the 
God in a servant mode. Dasya Bhakti 
emphasizes a humble, selfless, and 
total surrendered relationship between 
the devotee and the deity, like that of 
a servant to a master.  
     A Haridasa is a person who does 
service to Lord Hari. The main quality 
of a dasa ought to be the attitude of 
being at the service of the Lord at each 
moment without double thinking. A 
group of saint-poets and followers 
from southern India's Karnataka 
region were known as the Haridasas. 
They were very active in the Haridasa 
movement. On account of their 
contributions to bhakti literature, 
music, and philosophy, the Haridasas 
continue to play an important role in 
India's spiritual landscape. Their 
teachings, which emphasize the 
fundamental values of  humility, and 
service in the interest of divine 
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connection, still serve as an 
inspiration to many devotees today. 
About the Composer-Sripadaraja 
     Sripadaraja,[1422-1480] lived in 
the 15th century and was born as 
Lakshminarayana to a devout 
brahmin couple, Sheshagiri and 
Giriyamma, in the village of Abbur in 
the Chennapatna taluk, belonged to 
Mulabagal in Kolar district. In the 
Dasa Sampradaya, a Vaishnavite 
tradition established by Sri 
Madhvacharya,  Sri Padmanabha 
Parampara was an important spiritual 
lineage. Sri Padmanabha Tirtharu, is a 
well-known saint and philosopher 
who established this parampara in the 
Dasa Sampradaya. Sripadaraya was 
the successor of  Sri Padmanabha 
Tirtharu. He became the chief of Sri 
Padmanabha Tirtharu's Parampara. 
He is the very first Scholar and Saint 
in the Dvaita Sidhatha [Vedantha 
tradition]. He is also known as 
Sripadaraya . His poems mostly 
focussed to Lord Rangavittala. He 
follows Madhva school of philosophy 
and has done so many contributions to 
it.  
     Haridasa movement is a major 
spiritual and cultural movement 
which developed in Southern India, 
mostly in the state of Karnataka. It 
emphasizes the value of individual 
devotion (bhakti) over ceremonial 
traditions and is symbolized by 
devotional practices. Through the 
medium of devotion and music, 
Sripadaraya played a significant role 

in the Haridasa movement in 
Karnataka. The Haridasa movement 
promotes a close, intimate 
relationship with the God and holds 
that devotion can lead to spiritual 
realization for all people, irrespective 
of caste or social standing. It says that 
genuine bhakti goes beyond worldly 
worries and involves oneself over to 
God and performing selfless service 
to the God. 
     Sripadaraya was the disciple of 
Saint Jayatirtha and followed 
Madhvacharya,the founder of Dvaitha 
Vedanta School. His works include 
Ugabhogas, Compositions, 
Commentaries on Puranas like 
Bhagavad Gita and Upanishads and 
all these works throws light to the 
DvaitaVedanta doctrines in a lighter 
shade to make the normal audience to 
understand it.  
     The Scholar has taken ‘Idanadaru’, 
a unique composition of the composer 
Sripadaraja, to show the Dasya bhakti 
essence, which is beautifully  
portrayed in it. 
The Composition of Sripadaraya 
Pallavi:  
Idanaadaru kodu kodadiddare ninna 
Padakamalava nambi bhajisuvudento 
hari hari 
 
Charanam-1 
Grasavasagalige illavendu ninna    
Besarisi beda bandudilla 
Vasudevane ninna Dasara Dasara   
Dasara dasyava kodu sakendare 
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Charanam:    
Agabeku rajya bhogagalenagendu   
Ega nanu beda bandudalla 
Nagashayana Rangavittala naninna   
Baagila kaayuva bhagya sakendare 
Meaning:  
Pallavi- The Composer asks the God 
‘Will you atleast give me a chance to 
serve Your feet,so that I can offer my 
devotion and can  be wrapped in Your 
grace’.  
Here in a heartfelt request, the 
composer longs to the Almighty, to 
grant him the humble opportunity to 
serve at God’s sacred feet. 
Charana-1 The Composer says that ‘I 
am not in need of any house, food or 
anything else, I am not asking you for 
any materialistic pleasures or things, 
Vasudevane, I just want to become a 
dasa [servant] of another dasa who 
serves the God. That Dasyatva is 
enough for me. Please give me that 
chance to serve you’. 
This is the ultimate state of mind of  
Sripadaraya, who is longing to be a 
dasa’s dasa which means a servant of  
another dasa who serves the God. This 
shows his humbleness, as he is 
considering himself below a dasa, 
who serves the Supreme Almighty.  
Charanam-2 The Composer mentions 
that ‘I am not in need of any pleasures 
of a Kingdom or other worldly 
pleasures. Nagashayana! Ranga-
vittala! Please give me a chance to 
serve you as a guard at your door. So 
please give the fortune of being Your 
Dasa. That is enough for me’. 

Here, the ultimate focus of a dasa, is 
revealed and can be experienced 
through the lyrics of this composition. 
The composer points about the 
significance of the service [devotion] 
of a servant and begs to the God, who 
is relaxing on the serpent Shesha to 
provide opportunity to see and serve 
the God at His door as a guard. 
‘Rangavittalla’ is the mudra of the 
composer Sripadaraya. 
The true portrayal of Dasya bhakti 
essence through the composition. 

     This Composition truly portrays 
the genuine humility of the composer 
Sripadaraya  and his desire to became 
a dasa of the God to serve Him. This 
longing of the composer is a reflection 
of a deep realization that, the highest 
value of genuine dedication is 
experienced in servitude, which 
means serving the Divine. A strong 
rejection of materialistic wishes is 
indicated through the lyrics which 
shows the composer's pure focus in 
serving the feet of the Lord, which is 
a core lakshana [characteristic] of 
Dasya bhakti. The heartfelt request to 
the God, to serve as a guard at God’s 
door, highlights Sripadaraja’s longing 
to be in the Divine’s presence always. 
This desire reflects the basic quality 
of Dasya bhakti, which a Dasya 
bhakta follows, where the devotee 
seeks closeness to God through 
service. The act of guarding the 
Divine signifies a willingness to take 
on any role that brings them closer to 
the beloved master [the God], 
emphasizing the importance of being 
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in service as a pathway to divine 
spiritual union. 
     The composer’s belief is that, the 
true fulfilment comes from serving 
the Lord rather than pursuing other 
happiness or successes is explained 
through this composition. The lyrics 
of this composition perfectly captures 
Dasya bhakti's spirit of unwavering 
devotion. In Dasya bhakti, as the 
devotee experience close contact with 
the Divine, serving the God becomes 
more than just a responsibility. It 
becomes a personal act of devotion 
and surrender, that strengthens the 
knots that bind the devotee to his 
Master, the Supreme Almighty. 
     True devotion frequently needs to 
serve the divine. The repeated usage 
of "Dasara Dasara" in the first 
Charanam, strengthens the belief that 
group devotion improves spiritual 
experience and strengthens the 
community's connection to God by 
fostering a sense of togetherness 
among worshippers. The simple 
language and sincere sentiments 
highlight that true devotion doesn't 
require elaborate rituals, but rather a 

sincere mind to serve and surrender, 
reflecting the simplicity of the 
devotee's emotional condition. 
Conclusion 

     A strong relationship with the 
Divine is made easier by being a 
Dasya bhakta. Serving the God 
creates connection and makes it 
possible for the devotee, to sense 
God's presence and take the right 
direction or path in their lives. This 
intimacy with the God strengthens 
spiritual awareness and nourishes the 
soul of the devotee. Dasya bhakti 
places a strong emphasis on humility 
and acknowledging oneself as the 
Divine's servant.  
     In conclusion, this striking 
composition of Sripadaraja, 
masterfully captures the pure spirit of 
Dasya bhakti through selfless service, 
detachment from worldly ambitions, 
and a strong longing to be near the 
God always. It supports the idea that 
ultimate fulfilment of a devotee, 
comes from giving oneself totally to 
the God, by giving the highest kind of 
devotion through service to the God.  
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HkfädkO; ds ohj xkFkk dky ¼vkfndky½ ,oa  e/; dky ¼iwoZ ,oa mÙkj 

dky½ dh laxhfrd fo'ks"krk,a ,oa fodkl 

xksiky lksuh  

'kks/kkFkhZ] laxhr ,oa yfyr dyk ladk;  

fnYyh fo'ofo|ky;] fnYyh  

vewrZ & ohj xkFkk dky ¼9oha ls 12oha 'krkCnh½ vkSj e/; dky ¼13oha ls 17oha 'krkCnh½  Hkfä laxhr 

ds fodkl esa egRoiw.kZ le; FksA ohj xkFkk dky esa laxhr eq[; :i ls ohj jl ls çsfjr Fkk vkSj ;q)] 

'kkS;Z] rFkk jk"VªHkfä ds fo"k;ksa ij vk/kkfjr FkkA bl dky ds uk;d&ukf;dk vkSj ohjksa ds dk;ksaZ dk 

laxhr esa o.kZu çeq[krk ls gksrk FkkA ogha e/; dky esa laxhr dk Lo:i cny x;kA bl le; Hkfä 

vkanksyu ds çHkko ls laxhr vf/kd Hkfä ç/kku gks x;k] ftlesa /kkfeZd vkSj v/;kfRed Hkkoukvksa dh 

ç/kkurk jghA blh dky esa jkx&jkfxfu;ksa vkSj nksgk]Nan]pkSikbZ vkfn dk fodkl gqvk] tks Hkfä laxhr 

dh le)̀ /kjksgj ds vk/kkj cusAcgqr ls egku dfo us vius dkO; jpukvksa ds ek/;e ls Hkfä Hkkoukvks 

dks vke tu rd igqapk;k - fuxqZ.k ,oa lxq.k dkO; /kkjk ls dchjnkl ] lwjnkl ]rqylhnkl ],oa vU; 

v"VNki ds dfo;ksa us dkO; jpuk ds ek/;e ls Hkä& dkyhu ;qx esa ;ksxnku fn;kA  

ladsr 'kCn&HkfädkO;]ohjxkFkk dky ] e/;dky ] fuxqZ.k&lxq.k lkaxhfrd fo'ks"krk ]lwQh dkO; /kkjkA 

çLrkouk %laxhr ,d dyk gS tks vkokt] 

rky] vkSj lqj dk le`f) ls :ikarj.k djrh 

gSA ;g LokuqHkwfr] vfHkO;fä] vkSj vkuan dk 

ek/;e gSA 

Hkfä ekuo dh lgt foHkwfr gSA çR;sd çk.kh 

LoHkkor% vius ls Js"B O;fä ds çfr J)k 

;qä vkd"kZ.k j[krk gS A 'kfä ]'khy rFkk 

oSHko ls ofj"B O;fä ds çfr J)k rFkk xq.kksa 

dks vkRelkr djus dh vnE; bDNk Hkfä 

Hkkouk ds ewy esa gS-A 

HkfädkO; dh ifjHkk"kk lgt 'kCnksa esa dgsa 

rks ftlesa dfo viuh J)k] çse vkSj leiZ.k 

ds ek/;e ls bZ'oj dh mikluk] vjk/kuk 

djrk gS vkSj Hkfä Hkko dks vfHkO;ä djrk 

gSA ;g dkO; /kkfeZd ,oa vk/;kfRed Hkkouk 

ls vksr&çksr gksrk gS] ftlesa Hkä bZ'oj ds 

çfr vuU; çse] vkLFkk] vkSj vkReleiZ.k 

n'kkZrk gSA Hkfä dkO; dk mís'; dsoy 

bZ'oj dh Lrqfr ;k vkjk/kuk ugha] cfYd 

lekt dks uSfrdrk] çse] lekurk vkSj 'kkafr 

dk lans'k nsuk Hkh gksrk gSA dkO; jpukvksa 

dks ljy Hkk"kk esa fy[kk tkrk gS rkfd vke 

tu Hkh le> lds vkSj bZ'oj dh vksj çsfjr 

gks ldsA 

Hkfä dkO; vSj fganh HkfädkO; dk bfrgkl 

dkQh foLr̀r jgk gS] vkSj cgqr ls egku 

dfo;ksa us bu dky ds varxZr tUe fy;k 

vkSj viuh jpukvksa ds ek/;e ls dkO; jpuk 

esa ;ksxnku fn;kA bu fofHkUu dkyksa ds 

varxZr le;&le; ij cgqr ls cnyko 

ns[kus dks feyrs gS vc oks pkgas Hkk"kk 'kSyh 

gks ;k jpukvksa esa jl ifjorZu] ;k jpukvksa 

esa ç;qä laxhr 'kkL= rRo gSA 

vkpk;Z jkepaæ 'kqDy us fganh lkfgR; dks 

yxHkx 900 o"kksaZ dk crk;k gS vkSj brus 

foLr`r  bfrgkl dks pkj dkyksa esa foHkä 

fd;k x;k gSA 

1. vkfndky ¼ohjxkFkk dky] laor~ 

1050&1375½ 

2. iwoZ e/;dky ¼Hkfädky] laor~ 

1375&1700½ 

3. mÙkj e/;dky ¼jhfrdky] laor~ 

1700&1900½ 
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4. vk/kqfud dky ¼x|dky] laor~ 1900½ ls 

orZeku rd A 

vkfn dky ¼ohj xkFkk dky½&tSlk dh 

blds uke ls gh bldk rkRi;Z le> esa 

vk jgk gS fd bl dky esa ohj egkiq#"kksa 

ds thou dh dgkfu;ksa dh ppkZ dh xbZ gS 

] vc tc ckr ohj iq#"kksa dh gS rks bl 

dky esa jfpr lHkh jpukvksa esa ohj jl dk 

ç;ksx dkQh vf/kd ek=k esa ik;k tkrk 

FkkA 

bl dky ds dkO;dkjks us fdlh lkfgfR;d 

Hkk"kk dks u ysdj tu lk/kkj.k dh Hkk"kk 

gh esa vius fl)karksa dk çpkj fd;k ,oa 

bu dkO; dfo;ksa dh 'kSyh Hkh xs; FkhA 

;|fi bl dky ds varxZr esa pancjnkbZ] 

ujifr ukYg rFkk txfud vkfn egku 

dkO;dkjksa ds dkO; dks 'kkL=h; laxhr dh 

i|fr ij ugha dlk x;k ] blh otg ls 

bl ;qx ds ohj xhr ] xhr dkO; dh vusd 

fo'ks"krkvksa ls ;qä FksA 

 

pancjnkbZ 
 

1 https://abhivyakti-life fganh lkfgR; dk 

vkykspukRed bfrgkl & Mkå jkedqekj oekZ ¼i`"Bå& …‡½ 

  
fo|kifr   1 

  dfo   çeq[k jpuk;s  

ƒ- pancjnkbZ  i`Fohjkt&jklks  

„- txfud  vkYg[kaM] ijeky&  

jklks ¼ohj xhr dkO;½ 

…- ujifr ukYg  chlynso&jklks 

¼viHkza'k fganh esa 

fyf[kr½ 

†- nyifr fot;  [kqeku&jklks 

¼jktLFkkuh fganh esa 

fyf[kr½ 

‡- 'kkxZ/kj  gEehj& jklks  

ˆ- ukYg flag  fot;iky& jklks  

‰- ek/konkl pkj.k jke& jklks 

oSls rks ohj vusd ohj xhr gq, gS ijarq 

vkYg[kaM ohj xhr dks fo'ks"k :i ls LFkku 

fn;k vkSj fofHkUu ns'kksa esa bruk tufç; 

gqvk dh ;g jpuk viuh ewy Hkk"kk dks gh 

[kks cSBk bl dky esa yxHkx lHkh dkO;ksa 

Hkfädkyhu dkO; esa jkx vkSj jl & Mkå fnus'kpUæ xqIr ¼ 

i`"Bå&ƒ½ 

 

https://abhivyakti-life/
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dh jpuk nksgk ]NIi;] dfoÙk ds vfrfjä 

inknh xs; Nanksa esa gqbZ Fkh- ohj xkFkk dky 

ds iwoZ fl) dfo;ksa us vius lEiw.kZ dkO; 

dks jkx&jkfxfu;ksa esa ck¡/kdj xk;k gS -  

fl) dfo;ksa ds inksa esa of.kZr jkx& 

jkxfu;k¡ bl ckr dk çek.k gS vkSj bl 

ijaijk dk çHkko ohj xkFkk dky ij Hkh 

iM+k FkkA 

e/;dky&e/; dky ] ftldks Hkfä dky 

ds uke ls Hkh tkuk tkrk gS budks dks nks 

Hkkxks esa ckVk x;k gS& 

lUr dkO; ] ,oa lwQh dkO;  

fuxqZ.k Hkfä /kkjk dks eq[;r% nks Hkkxks es 

cakWVk x;k gS tks dh fuEu gS & 

KkukJ;h 'kk[kk ¼lar dkO;½ ,oa  çsekJ;h 

'kk[kk ¼lwQh dkO;½& 

fuxqZ.k vkSj lxq.k& 

ftu Hkä dfo;ksa us bZ'oj ds jax] :i ] xq.k]  

tkfr ugha gksrh  mudh Hkfä dks fuxqZ.k dgk 

x;k vkSj ftu dfo;ksa us bZ'oj dks ,d 

lkdkj :i esa Lohdkj fd;k vkSj mlh 

lkdkj bZ'oj ds :i dks vk/kkj ekudj 

dkO; jpuk;sa fd;k ml dkO; dks lxq.k 

Hkfä dkO; dgk x;kA  

¼fuxqZ.k dkO; /kkjk ]lar dkO;½ & Hkfädky 

rd lar dkO; dh ijaijk Jh xq# xksj[kukFk 

¼nloh 'krh½ ls pydj flD[k iFk ds 

çorZd xq# ukud ¼ƒ‡„…½ rd vkrh gSA 

Hkkjrh; lk/kuk ds bfrgkl ij utj Mkys 

rks ;g çrhr gksrk gS dh ;|fi vyx vyx 

çdkj dh lk/ku i|fr vkfndky ls igys 

Hkh ç;ksx esa vk jgh gS blh dkj.k o'k lk/kd 

leqnk; ds varxZr çk;% HksnHkko Hkh çdV gks 

tk;k djrs Fks -rFkkih lar ijaijk dh 

fuf'pr :i js[kk lar dchj ds ;qx ls gh 

feyrh gSA 

bl dky ds çeq[k dkO;dfo ,oa mudh 

jpuk;s & 

dkO; dfo  jpuk;s  

ƒ  dchj nkl  chtd 

¼jeSuh]lcn]lk[kh] 

ladyu /keZnkl½ 

„  jSnkl  ckuh  

…  ukud nso  xzaFk lkfgc xzaFk e 

Ladfyr jpuk   

¼ladyu xq# vtqZu nso½ 

†  lqanj nkl  lqanj foyki  

‡  eywd nkl  jRu [aakaaaaa aaWaa] Kkucks/k 

dkO;dkjksa us tks dkO; esa jkxksa ds ç;ksx dh 

tks çFkk pyk;h Fkh mldk dkQh gn rd 

çHkko larksa ij Hkh iM+k Fkk ] lar lkfgR; ds 

tks dfo Fks mudk lkaxhfrd Kku Hkh dkQh 

mPp Lrj dk Fkk- bl ;qx esa laxhr dh nks 

/kkjk;sa ns[kus dks feyrh gS ]dqN dkO;dkj 

mUgksaus vius dkO;jpuk ds ek/;e ls 

Hktuh; vkSj dqN dkO;dkjksa us vius }kjk 

jfpr inksa esa jkx&jkxfu;ksa dks  mPprj 

çnku LFkku fn;kA 

larksa dh lcls cM+h vkSj ljkguh; fo'ks"krk 

Fkh muds fl)kar A lar dchj rFkk muds 

ledkyhu dfo;ksa us vius fl)karksa dks dkO; 

c) dj laxhr ds ek/;e ls tkurk rd 

igqapk dj vke tu dks thou thus dh 

/kkj.kk, vkSj Hkh Kku ls tqM+h ckrsa igqaprs 

Fks- lar dkO;dkjks esa dchj nkl us rks 

'kkL=h; laxhr dk fof/kor v/;;u vkSj 

viuh jpukvksa esa dkQh ç;ksx fd;k ,oa bu 
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larksa dh vxj dkO; jpuk dk voyksdu 

djsa rks irk pyrk gS fd bu larksa dks nslh 

laxhr dk dkQh Kku gqvk djrk FkkA 

bl dky ds dfo;ksa us vius xhrksa vkSj in 

jpukvksa dks ljy]lgt ,oa tu laxhr 

cukdj jpukvksa dks ,drkjs ij xk;k] D;ksadh 

;s viuh jpukvksa esa dkQh çsj.kkRed ] 

çsekRed ,oa vk/;kfRed <ax ls jpukvksa dk 

xku djrs FksA  

bl dky dh vf/kdre jpukvksa esa 'kkar jl 

dh ç/kkurk Fkh ] dqN lhek rd jkxksa dk 

Hkh ç;ksx jlkuqdwy Fkk lar dkO; dkO;dkjksa 

eq[;r% viuh jpukvksa dks eqÙkd 'kSyh] Nan 

rFkk in vkfn esa jpkA 

lwQh dkO;&lwQh dkO; ds ifjp; ds ckjs esa 

vxj ckr dh tk; rks ;s dkO;dky ¼ohj 

xkFkk½ dky ls feyus yxrk gS] ml od~r 

vYykmíhu f[+kyth dk 'kklu gqvk djrk 

Fkk] rc rd eqYyk nkÅn }kjk ^uwjd pank 

*uked ,d çse dFkk jph xbZ Fkh tks fd 

cgqr yksx fç; gqbZ FkhA 

lwQh dkO; dh lcls cM+h fo'ks"krk Fkh dh 

;s ges'kk ls çse iaFk dks ysdj pyk FkkA 

lwfQ;ksa dk çse ykSfdd ugha Fkk ]çR;qr ijks{k 

ds çfr FkkA budk ges'kk rks fuxqZ.k vkSj 

fujkdkj bZ'oj dh mikluk djus esa fo'okl 

gqvk djrk Fkk - lwQh dfo;ksa ekuuk Fkk dh 

çse gh gS tks ges bZ'oj ls feyrk gSA  

çfl) lwQh dkO;dkjks us bZ'oj¼Hkxoku½dks 

L=h ¼ek'kwd½ vFkkZr fç;re] fç;] ftldh 

vkjk/kuk djrs gkS vkSj Lo;a [kqn dks iq#"k 

¼vkf'kd½ ekudj ijekRek dh vjk/kuk dh 

FkhA  

lwQh dkO; ijaijk ds dqN çfl) dfo ,oa 

mudh jpuk;s& 

dchj lkfgR; dh ij[k &ij'kqjke prqosZnh 

¼i`"B å…å†½ 

   dfo   jpuk,¡  

ƒ- eqYyk nkÅn  pank;u  

„- tk;lh  inekor] v[kjkoV]  

vk[kjh dyke  

…- ea>u   e/kqekyrh  

†- mleku  fp=koyh  

‡-uwj eksgEen  vuqjkx ck¡lqjh 

v"VNki vkSj oYyHk&lEçnk;& Mkå 

nhun;ky xqIrk ¼}rh; v/;k; &i`"B å&ˆ…½ 

Hkfädkyhu dkO; esa jkx vkSj jl & Mk å 

fnus'kpaæ xqIr ¼i`"Bå†½ 

bu dfo;ksa us rRdkyhu laxhr ijEijk dks 

gh viuk;k] ;g ckr mYys[kuh; gS dh lwQh 

dfo;ksa ds fopkj lkfgR; 'kkL= ds vuqdwy 

gksrs gq, Hkh ns'k esa bruh çflf) ugha ik 

lds ftruk dh lar dfo;ksa dks feyh Fkh] 

bldk eq[; dkj.k gS budh in 'kSyhA 

lwQh dfo;ksa us dkO; jpukvksa dks nksgk vkSj 

pkSikbZ esa jpk ]ftles dh 'kkL=h; laxhr dk 

fo/kku ;k 'kkL=h; laxhr esa jpuk dj ikuk 

mruk laHko ugha] ;gh ,d dkj.k gS dh nksgk 

vkSj pkSikbZ dk Je yxkrkj pyrk jgrk gSA 

mLeku vkfn dqN dfo gq, gS ftUgksaus in 

'kSyh esa Hkh cgqr lh jpuk;s dh gS vkSj mues 

ls cgqr lh jpukvksa esa jkxksa dk Hkh mYys[k 

fd;k gSA 

mLeku] uwjeksgEen rFkk vkye vkfn ç[;kr 

dfo;ksa us ¼eqYrkuh] rksM+h] fcgkxM+k vkfn 

jkxks es jpuk,aa dh gS ];g ckr bl ckr dk 

çek.k gS dh bl dky ds dfo;ksa dks laxhr 

ds 'kkL= dk Kku FkkA 

lxq.k dkO; /kkjk ¼—".k dkO;½ &  

—".k Hkfä dh /kkjk iwoZ ls ysdj if'pe rd 

cgqr çfl) ,oa çpfyr :i ls QSyh gqbZ 

Fkh] vkSj caxky vkSj fcgkj ls pydj ;g 

czt fd uxjh esa Hkh QSyrh gqbZ if'pe çkarksa 

rd Hkh bldh çflf) igq¡ph FkhA —".k Hkfä 
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dkO; ds bfrgkl ds ckjs esa i<+s rks irk 

pyrk gS fd —".k Hkfä dk fodkl fo".kq 

Lokeh rFkk ek/kokpk;Z ds lEçnk;ksa }kjk gks 

pqdk FkkA 

vc laxhr ds vkxzg ij gh in 'kSyh esa 

jpuk,a cquus yxh Fkh ,oa —".k Hkä dfo;ksa 

us —".k dks gh viuk çsee; uk;d dk :i 

fn;k vkSj blh :i dh vkjk/kuk djus yxs] 

ehjk us —".k& Hkfä esa ek/kq;Z & Hkko dk 

lekos'k fd;k ] rFkk —".k Hkxoku dks vius 

ifr ds :i esa ekuuk 'kq: dj fn;k FkkA  

czt Hkwfe dks rks —".k HkfädkO; ,oa —".k 

Hkfä dk ç/kku dsaæ ekuk x;k gS ] —".k 

&dkO;  dh ijaijk  ^t;nso* ds ¼xhr 

xksfoan½ ls çkjaHk gqbZ Fkh vkSj fo|kifr us 

mlds ftl :i dks laokjk Fkk mldk 

vfHkuo J`axkj ]lwj vkfn ledkyhu dfo;ksa 

,oa v"VNki dfo;ksa us fd;kA 

v"VNki ds egku dfo;ksa esa jk/kk —".k ds 

çse dk xq.k xku jkx jkfxfu;ksa esa fd;k] 

oYyHk lEçnk;ksa ds vfrfjä cgqr ls —".k 

Hkäksa us vius vius fopkj ds ek/;e ls d`".k 

Hkfä dk çpkj fd;k ftues ;s uke eq[; 

gS&ehjkckbZ ]gfjnkl ]fgrnkl gfjjke 

O;kl]xnk/kj cê ]lwjnkl]foëqy fciqy] enu 

eksgu] —".kpan bR;kfnA 

tk;lh ds iwoZorhZ fganh & lwQh dfo vkSj 

dkO; ¼i"̀Bå …å†½ 

tk;lh ds iwoZorhZ fganh & lwQh dfo vkSj 

dkO; ¼f}rh; v/;k; i`"Bå ‡‹&ˆå½ 

Hkfädkyhu dkO; esa jkx vkSj jl & Mk å 

fnus'kpaæ xqIr ¼i`"Bå ˆ½ 

—".k Hkfä dkO; esa yxHkx lHkh dfo;ksa dks 

Hkkjrh; laxhr 'kkL= dk cgqr vPNk Kku 

Fkk - dkfo;ksa }kjk jpukvksa esa 'kkL= laxhr 

ds ç;ksx dh otg ls ;s tu lk/kkj.k esa 

dkQh çpfyr FkkA blds lkFk lkFk bl 

dkO; ds T;knkrj lHkh dfo;ksa esa vius inksa 

dks  jkx jkfxfu;ksa esa ck¡/kdj xk;k gSA       

—".k dkO; /kkjk esa J`axkj jl dk dkQh 

vf/kd ek=k esa ç;ksx bl dky ds dfo;ksa 

dh jpukvksa esa feyrk gSA  

jkedkO; /kkjk &  

bl dkO;/kkjk dh eq[; fo'ks"krk blds uke 

ls irk pyrh gS fd bl dkO; Hkfä /kkjk 

esa Hkxoku jke dh mikluk ij çdk'k Mkyk 

x;k FkkA jke dkO;/kkjk ds ftrus Hkh 

mikld] Hkä] ;k dfo gq,] mudh jpukvksa 

esa Hkxoku jke ds çfr Hkfä ,oa çse dk Hkko 

n'kkZ;k x;k gSA jke Hkfä dkO; /kkjk dh 

ppkZ dh tk;s rks jkekuan th dks mÙkjh Hkkjr 

esa jke Hkfä ds çpkj dk ,dek= Js; tkrk 

gSA jkekuan th us oS".ko /keZ dk çpkj laL—

r Hkk"kk ds lkFk lkFk tku cksyh esa Hkh fd;k- 

lkfgR; txr esa tks laxhr dh /kkjk çokfgr 

gks jgh Fkh og jke dkO; esa vkdj vpkud 

foyqIr gks xbZ] bl pht ds eq[;r% nks dkj.k 

gS&  

igyh rks jke dkO; ds dfo;ksa dh la[;k 

vkis{kk—r —".k & dkO; ls lhfer Fkh ] 

nwljk dkj.k dh jke dkO; ds dfo;ksa us 

nksgk ]pkSikbZ ] Nanksa esa gh ç/kku :i ls dkO; 

jpuk;s dhA ;|fi lwQh dkO;ksa us vo/kh 

Hkk"kk dks ysdj nksgk ,oa pkSikbZ vkSj dqN 

jpukvksa esa jkx ijaijk dk oxhZdj.k djds 

vius laxhr Kku dk ifjp; fn;k ]ij ;s 

pht jke dkO; ds dfo;ksa esa dgh ugha 

feyrhA 

xksLokeh th dh fou; if=dk ] xhrkoyh 

rFkk —".k & xhrkoyh dh jpuk inksa esa gksus 

dk ,dek= dkj.k —".k & Hkfä dfo;ksa dk 

çHkko gSA  

vo/k uxjh esa jke&Hkfä dk çHkko vkf/kD; 

gksus ds dkj.k —".k &Hkfä dk çHkko iwohZ 
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çkarksa ij u iM ldk ]fdarq jkeHkä dfo;ksa 

ij —".k&Hkfä dk laxhrkRed çHkko 

fuf'pr iM+kA ftlds gh QyLo:i ^fou; 

if=dk ] xhrkoyh * dh jpuk inksa esa gks 

ldh vkSj xksLokeh th Hkh vius jfpr inksa 

esa jkxksa dk ç;ksx eksg laoj.k u dj ldsA   

fu"d"kZ & 

• Hkfädkyhu dkO; esa jkx vkSj jl & 

MkŒ fnus'kpaæ xqIr ¼i`"Bå ̂ ½]bfrgkl dk 

e/; ;qx  

• Hkfädkyhu dkO; esa jkx vkSj jl & 

MkŒ fnus'kpaæ xqIr ¼i`"Bå ˆ]‰½ 

ohj xkFkk dky esa ohj jl ç/kku dkO; 

jpuk,a gksrh Fkh ,oa blesa nksgk ]NIi;]dfoÙk 

vkfn dks xs; Nanksa esa jpk x;kA bl dky 

esa ckdh jlks ds eqdkcys ohj jl dk ç;ksx 

ç/kku FkkA bl dky ds dkO;ks dks 'kkL=h; 

laxhr dh 'kSyh esa ugha ck¡/kk x;k Fkk]dqN 

çeq[k ohj xhr tSls vkYg[kaM ns'k &fons'k 

esa bruk çpfyr gqvk dh ;g viuh ewy 

Hkk"kk gh [kks cSBkA 

bl dky ds i'pkr e/; dky vk;k ftldks 

nks Hkkxks esa ckaVk x;k iwoZ e/;dky ftldks 

¼fuxqZ.k dkO; /kkjk ½ ds uke ls çpfyr gqvk 

vkSj nwljk mÙkj e/; dky ftldks ¼lxq.k 

dkO; /kkjk½ ds uke ls çpfyr gqvkA nksuksa 

gh dkO; /kjkvksa dh viuh fo'ks"krk Fkh] tSls 

fuxqZ.k dkO; /kkjk ds dfo;ks esa /kkfeZd Hkfä 

dk çpkj vf/kd feyrk Fkk ] vkSj ;s Hkh nks 

Hkkxks esa foHkkftr Fkk ,d lar dkO; vkSj 

,d lwQh dkO;A lar dkO; ds egku dfo 

dchjnkl gq, ftUgksaus thou thus dh çsj.kk 

çsekRed <ax ls yksxks dks vius nksgksa ds 

ek/;e ls crk;h ] budh çeq[k jpuk jeSuh 

lcn ]'kk[kh gqbZA lwQh dfo;ks us çse ekxZ 

dks viuk v/;kRe dk lk/ku cuk;k vkSj 

budh jpukvksa esa J`axkj jl dk dkQh çpqj 

ek=k esa ç;ksx feyrk Fkk A  

vc lxq.k dkO; /kkjk esa —".k&dkO; /kkjk esa 

ehjkckbZ]lwjnkl dkQh çfl) dfo gq,-bu 

dfo;ksa dks 'kkL= laxhr dh cgqr vPNh 

le> ds lkFk lkFk dkQh Kku Fkk ;s pht 

budh jpukvksa esa ns[kus dks feyrh FkhA 

bUgksaus Hkxoku —".k dks viuk Hkxoku ekuk 

vkSj mudh mikluk dh ogha nwljh rjQ 

jke Hkfä dkO; esa xksLokeh rqylhnkl jke 

Hkä gq, vkSj mudh jpukvksa esa jke ds çfr 

Hkko] çse] nkL; Hkko] >ydrk Fkk A 

 

lanHkZ xzUFk lwph% 

ƒ&xqIr] Mh- lh- ¼ƒ‹‰å½- Hkfädkyhu dkO; esa jkx vkSj jl ]Hkkjrh; çdk'kd ]¼i`"B 1½ 

„&prqosZnh] i- ¼1954½- dchj lkfgR; dh ij[k ¼i"̀B 304½ 

…&tk;lh ds iwoZorhZ fganh & lwQh dfo vkSj dkO; ¼i"̀B 304½ 

†&xqIrk] Mk- nhun;ky- ¼ƒ‹„ƒ½- v"VNki vkSj oYyHk&lEçnk; ¼}rh; v/;k;] i`"B 0&63½ 

‡&flag ]Mkå t;nso ]Hkkjrh; laxhr dk bfrgkl- çdk'kd- 

ˆ&eq[kthZ] johUæukFk]ƒ‹Š†]Hkkjrh; lekt o laL—fr] foosd çdk'ku] i`"B la[;k „Š]  

‰&feÙky] jktdqekjh] —".k Hkfä lkfgR; ds fjfrdkO; ijaijk] fouksn iqLrd eafnj  

Š&'kekZ] Lora=] Hkkjrh; laxhr ,d ,sfrgkfld fo'ys"k.k] Vh-,u-HkkxZo ,.M lal bykgkckn  

‹&xqIrk] m"kk] fgUnh ds —".kk Hkfä d़ kyhu lkfgR;] y[kuÅ fo'o esa laxhr fo|ky; 

ƒå&cy] —".k] ƒ‹ˆ‹]Hkkjrh; dkO; lL=] jk/kk —".k çdk'ku]  

ƒƒ&ikaMs;]jkek;.k]ƒ‹ˆˆ]Hkfä dkO; esa jgL;okn] i`"B la[;k …å‡  

ƒ„&'kekZ] M‚ lquhrk]ƒ‹‹ƒ]lxq.k Hkfä dkO; esa vkjk/kuk] i"̀B la[;k ƒ… 





ISSN-2348-5892                      Sangitika 
 

101 
 

'kkL=h; laxhr esa bysDVª‚fud ehfM;k dk ços'k% fcgkj jkT; ds lanHkZ esa 

foosdkuan 

'kks/kkFkhZ  

laxhr ,oa yfyr dyk ladk; 

fnYyh fo'ofo|ky;] fnYyh 

laf{kIr lkj&%& fcgkj ds 'kkL=h; laxhr esa bysDVª‚fud ehfM;k dk ços'k ,d egRoiw.kZ ifjorZu dk 

çrhd gSA jsfM;ks] Vsyhfotu vkSj fMftVy IysVQ‚eZ us ikjaifjd laxhr dks ubZ ih<+h vkSj oSf'od n'kZdksa 

rd igqapk;k gSA ykbo LVªhfeax] fjd‚fMaZx vkSj v‚uykbu d{kkvksa us dykdkjksa vkSj Jksrkvksa ds chp 

nwjh dks de fd;k gSA ;g ek/;e u dsoy 'kkL=h; laxhr ds çpkj&çlkj esa lgk;d gS] cfYd bls 

lajf{kr djus vkSj ;qok laxhrdkjksa dks çksRlkfgr djus esa Hkh egRoiw.kZ Hkwfedk fuHkk jgk gS] ftlls bl 

fojklr dks u;k thou feyk gSA 

lwpd 'kCn %& bysDVª‚fud ehfM;k] fMftVy IysVQ‚eZ] ykbo LVªhfeax  

ehfM;k vFkkZr tu&lapkj ek/;e vkt 

loZO;kid ,oa 'kfä'kkyh rRo cu pqdk 

gSA thou ds çR;sd {ks= esa blus viuh 

iSB LFkkfir dj yh gSA bl O;kid igqap 

ls laxhr {ks= Hkh vNwrk ugha jgk gSA 

'kkL=h; laxhr ds {ks= esa ehfM;k us igys 

gh viuh mifLFkfr ntZ djk nh FkhA 

;g O;fä ds fopkjksa] thou'kSyh vkSj dk;Z 

djus ds rjhds vkfn ij xgjk çHkko 

Mkyrk gSA ftl rjg ls ;g thou dks 

çHkkfor djrk gS] mlh rjg bysDVª‚fuDl 

vkSj bysDVª‚fud midj.k laxhr lfgr 

lHkh {ks=ksa ij çHkko'kkyh çHkko Mkyrs gSaA 

bysDVª‚fud ehfM;k laxhrdkj vkSj mlds 

laxhr dks ,d jgL;e; nqfu;k esa igqapk 

nsrk gSA 

Hkkjr dk laxhr ,d çkphu jkxkRed 

ç.kkyh gS] tks if'peh ç.kkyh ls fHkUu gSA 

gtkjksa o"kksaZ rd] ;g laxhr f'k{kd ls f'k"; 

rd ,d ljy js[kh; iFk ij ;k=k djrk 

jgkA ikjLifjd laca/k vis{kk—r gky rd 

nqyZHk FksA bysDVª‚fud ehfM;k ds vkxeu 

ds lkFk gh bl laxhre; tkudkjh ds 

{kSfrt çokg esa mYys[kuh; o`f) gqbZA 

 
1
laxhr if=dk] tqykbZ] „åƒ…] i`&…„  

Lons'kh bysDVª‚fuDl m|ksx dk fodkl] 

tks cM+s oSf'od cktkjksa ls eq[;r% vyx 

Fkk] us laxhr bysDVª‚fuDl ij çHkko'kkyh 

çHkko Mkyk gSA 1 

çkS|ksfxdh vkSj laxhr 

Hkkjrh; laxhr viuh egku ijaijk esa 

vR;ar le`) gS vkSj çkphu dky ls bldk 

fujarj fodkl gksrk vk jgk gSA bu 

fodklksa dk Js; Hkkjrh; laxhr dh le`) 

xq#&ijaijk dks tkrk gS tks Hkkjrh; laxhr 

dh vuwBh fo'ks"krk gSA bl ijaijk us laxhr 

dks lajf{kr j[kus dk ,d LokHkkfod ek/;e 

çnku fd;k gSA tc bl le`) ijaijk ls 

çkS|ksfxdh dk ifjp; gqvk rks laxhr 

çn'kZu yksdfç;rk vkSj vU; {ks=ksa esa rhoz 

xfr ls fodflr gksus yxkA vk/kqfud le; 

esa laxhr ds nSfud mi;ksx esa çkS|ksfxdh 

dk ;ksxnku vlhfer gSA ;g lc /ofu ds 

lapj.k ds Kku ds ek/;e ls laHko gks 

ik;kA 

foKku vkSj çkS|ksfxdh ds fodkl ds çHkko 

ds dkj.k] 19oha 'krkCnh ds var vkSj 20oha 

'krkCnh dh 'kq#vkr esa laxhr ds lHkh {ks=ksa 

esa cM+s iSekus ij lq/kkj gqvkA çkS|ksfxdh us 
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çfrHkkvksa dh igpku dks ljy cuk fn;k 

gSA ,sls lalkj esa jguk dfBu gksxk] tgk¡ 

laxhr u gks] D;ksafd vk/kqfud ih<+h laxhr 

vkSj mlds nSfud çHkkoksa dh vH;Lr gks 

pqdh gSA 

laxhr m|ksx orZeku esa çkS|ksfxdh esa gqbZ 

çxfr ds dkj.k vusd pqukSfr;ksa dk lkeuk 

dj jgk gSA ;s çkS|ksfxdh; çxfr laxhr 

dks fjd‚MZ djus] lajf{kr djus vkSj 

miHkksäkvksa rd igq¡pkus ds rjhdksa dks 

cny jgh gSaA bysDVª‚fuDl ds {ks= esa gqbZ 

çxfr us laxhr dks dbZ rjhdksa ls 

Økafrdkjh :i fn;k gSA2 

fcgkj jkT; dh HkkSkxksfyd fLFkfr 

fcgkj jkT; Hkkjr ds dqy {ks=Qy dk 3-

4 Hkkx gSA {ks=Qy dh n`f"V ls ;g Hkkjr 

dk ckjgok¡ jkT; gSA usiky dh lhek Hkh 

;gha fgeky; dh ikl] fcgkj ds mÙkj 

fn'kk esa fLFkr gSA bl jkT; ds iwoZ esa 

if'pe caxky] nf{k.k es  >kj[k.M vkSj 

if'pe esa mÙkj izns'k jkT; LFkkfir gSA 

Hkkjr ds mÙkjh&iwohZ Hkkx esa xaxk vkSj 240 

20*10** mÙkjh v{kka'k ls 270 &310 &15** 

mÙkjh v{kka'k ds eè; vkSj 830 &19&50** 

iwohZ&ns'kkUrj ls 880 &17&40** iwohZ 

ns'kkUrj rd Hkkjr la?k ds ,d jkT; ds 

:i esa fcgkj jkT; QSyk gqvk gSA mÙkj 

fn'kk ls nf{k.k fn'kk rd fcgkj jkT; dh 

yEckbZ 362 fdyksehVj gS vkSj iwoZ ls 

if'pe fn'kk rd bldh pkSM+kbZ 483 

fdyksehVj gSA vFkkZr bl jkT; dk dqy 

{ks=kiQy 94-163 oxZ fdyksehVj gS tksfd 

vk;rkdkj :i esa QSyk gqvk gSA A 

,sfrgkfld n`f"V ls ^fcgkj* 'kCn dk igyh 

ckj] lu~ 1263bZñ esa jfpr ^rokdr , 

 
2
laxhr esa çkS|ksfxdh dk çHkko] fcanq- ds-] i`&8  

ukfljh* esa mYys[k feyrk gSA प्रसिद्ध dfo 

^fo|kifr us viuh dhfrZ ^dhfrZyrk* esa 

fcgkj 'kCn dk mYys[k fd;k gSA fcgkj 

dh jkt/kuh iVuk esa fLFkr ,d ftys dk 

uke ^fcgkj 'kjhQ* dgykrk gSA fcgkj dh 

cksfy;ksa vkSj Hkk"kkvksa dh ckr djsa rks ik;saxs 

fd ;gk¡ ij fgUnh&mnwZ Hkk"kk T;knk 

izpfyr gS D;ksafd ;gk¡ dh jktHkk"kk fgUnh 

gSA fcgkj dh Hkk"kk ^fcgkjh* dgykrh gS 

D;ksafd ;gk¡ ij vusd izdkj dh {ksf=; 

Hkk"kkvksa dk Hkh izpyu gSA vyx&vyx 

{ks=k esa vyx&vyx fcgkjh Hkk"kk,¡ gS 

tSls& 1- exèkh] 2- Hkkstiqjh] 3- eSfFkyh] 4- 

vafxdk rFkk 5- ofTtdk eè;dky esa fcgkj 

dh fparu'khy /kjk ij oS".ko /eZ dk izHkko 

jgkA ̂ÑR;&jRukdj* ls Li"V gS fd fefFkyk 

ds 13oha vkSj 14oha lnh esa vke yksxksa ds 

bZ"V nsork Fks& fo".kq] gfj vkSj f'ko rFkk 

czãkA eè;dky esa Hkkxyiqj vkSj x;k 

eankj oS".ko धर्म ds izeq[k dsUæ jgs gSaA3 

fcgkj ds 'kkL=h; laxhr {ks= esa 

bysDVª‚fud ehfM;k dh nLrd 

fcgkj ds 'kkL=h; laxhr {ks= esa 

bysDVª‚fud ehfM;k dh çFke nLrd 

xzkeksQksu ds vkfo"dkj ds lkFk gqbZ FkhA  

blds ckn vkdk'kok.kh us Hkh 'kkL=h; 

laxhr ds çpkj&çlkj esa egRoiw.kZ Hkwfedk 

fuHkkbZA lu 1927 bZ- esa vius vkjaHk ls gh 

vkdk'kok.kh us u dsoy 'kkL=h; laxhr 

cfYd yksd laxhr] lqxe laxhr] fQYe 

laxhr vkfn dk Hkh O;kid çlkj fd;kA 

lkFk gh çlkj.k ds lkFk&lkFk lwpuk ds 

:i esa 'kkL=h; laxhr ds dykdkjksa dks 

fjd‚fMaZx ds fy, vkeaf=r fd;k tkrk gSA 

3 fcgkj ,oa fnYyh jkT;ksa ds ç'kklfud egkfo|ky;ksa esa 

laxhr dh fLFkfr] laxhrk xqIrk 
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bruk gh ugha vkdk'kok.kh laxzgky; }kjk 

'kkL=h; laxhr ds fjd‚MZ~l dk ,d og̀Ùk 

ladyu rS;kj dj mls lqjf{kr Hkh fd;k 

x;k gSA igys ;s fjd‚fMaZx xzkeksQksu 

fjd‚MZ~l esa dh tkrh Fkh fQj dSlsV vkSj 

lhMh ds ek/;e ls gksus yxhA vc mu 

lHkh iqjkuh fjd‚fMaZXl dks fMftVy ek/;e 

tSls MhohMh vkSj ,eihFkzh esa lajf{kr dj 

fy;k x;k gSA ifj.kkeLo:i vkt Hkh 

vkdk'kok.kh ds ikl vR;ar çkphu 'kkL=h; 

laxhr lqjf{kr gS] vkSj mudk çlkj&çpkj 

fujarj fd;k tk jgk gSA nwjn'kZu us 

'kkL=h; laxhr dk çpkj vkSj fodkl fd;k 

gSA nwjn'kZu }kjk ubZ çfrHkkvksa dh [kkst] 

cM+s dk;ZØeksa esa 'kkL=h; laxhr dk lh/kk 

çlkj.k vkSj ikjaifjd 'kSfy;ksa dks 

iquthZfor djus ds fy, vfHkys[ku dh 

egRoiw.kZ Hkwfedk fuHkkbZ xbZA 'kkL=h; 

laxhr ds jk"Vªh; dk;ZØeksa dk çlkj.k 

nwjn'kZu ds mYys[kuh; dk;ksaZ esa ls ,d 

gSA nwjn'kZu }kjk u dsoy ns'k ds lHkh 

jkT;ksa cfYd fons'kksa esa Hkh 'kkL=h; laxhr 

dk çlkj.k fd;k tkrk gSA blds vfrfjä 

vkdk'kok.kh vkSj nwjn'kZu ds lkFk&lkFk 

dbZ futh pkSuy Hkh 'kkL=h; laxhr ds 

çpkj&çlkj esa lfØ; gSaA flusek txr us 

Hkh 'kkL=h; laxhr dks vR;f/kd yksdfç; 

cukus esa egRoiw.kZ Hkwfedk fuHkkbZ gSA fQYe 

laxhr us gj O;fä dks ,d xk;d cuk 

fn;k vkSj fQYe txr ds 'kq#vkrh nkSj esa 

'kkL=h; laxhr us viuh igpku cukbZA 

tSls&tSls 'kkL=h; laxhr dh yksdfç;rk 

c<+rh xbZ oSls&oSls bl {ks= esa ehfM;k dh 

{kerk,a Hkh c<+us yxhaA fQj fganh fQYeksa 

ds lkFk dbZ {ks=h; fQYeksa dk Hkh fuekZ.k 

gqvk tks 'kkL=h; laxhr ij vk/kkfjr FkhaA 

'kkL=h; laxhr dh dbZ xk;u 'kSfy;ka 

fQYeksa esa ç;ksx gksus ds dkj.k gh yksdfç; 

gqbZaA blds mijkar fjd‚fMaZx i)fr ds 

fofo/k vkfo"dkjksa tSls ykmMLihdj ,oa 

ekbØksQksu us lHkkxkjksa esa vk;ksftr 

dk;ZØeksa dh çLrqfr dks ogka mifLFkr 

yksxksa ds vykok vU; yksxksa rd Hkh Li"V 

:i ls igqapkuk laHko cuk;kA laxhr ds 

çpkj esa ;g ,d cM+h miyfC/k jghA fQj 

Vsi fjd‚MZj vkSj dSlsV us 'kkL=h; laxhr 

ds çpkj ds {ks= esa Økafr yk nhA dykdkjksa 

ds fy, vius 'kkL=h; laxhr ds xk;u dks 

fjd‚MZ dj mldk çlkj.k djuk ljy 

vkSj lqyHk gks x;kA Vsi fjd‚MZj vkSj 

dSlsV dh loZxzfgrk ds dkj.k budk 

çpyu cgqr rsth ls c<+k ftlls 

çpkj&çlkj dk {ks= Hkh fodflr gqvk vkSj 

'kkL=h; laxhr vU; {ks=ksa rd vklkuh ls 

igqapus yxkA blds i'pkr ohlhih ohfM;ks 

dSlsV Iys;j ,oa ohlhvkj ohfM;ks dSlsV 

fjd‚MZj dk vkfo"dkj gqvkA buds ek/;e 

ls 'kkL=h; laxhr dh fo/kkvksa vkSj mu ij 

vk/kkfjr fQYeksa dk O;kid çpkj gqvkA 

foKku dk fodkl ;gha ugha #dkA blds 

ckn daI;wVj rduhd ds lkFk ohlhMh 

ohfM;ks d‚EiSDV fMLd Iys;j vkSj MhohMh 

Iys;j fMftVy ohfM;ks fMLd Iys;j dk 

vkfo"dkj gqvkA d‚EiSDV fMLd lhMh ,oa 

IysfVueFk FkzsM dh Hkh vkòfÙk gksrh gS tks 

,Y;wfefu;e dh cuh gksrh gSA ,d NksVh 

vkSj iryh lh fMLd esa 'kkL=h; laxhr ds 

xk;u dks lqjf{kr j[kuk vf/kd ljy gks 

x;kA ohlhMh vkSj MhohMh dh {kerk lhMh 

ls Hkh vf/kd gksrh gS vkSj ,eihFkzh Q‚esZV 

esa ,d lkFk 200 ls 300 'kkL=h; laxhr 

ds xk;u fjd‚MZ fd, tk ldrs gSaA vkt 

lEiw.kZ fo'o esa ;g lhMh lcls vf/kd 

çpfyr vkSj çHkkoh gSA rnqijkar daI;wVj 

us Hkkjr esa bruh rhozrk ls fodkl fd;k 

fd laxhr ds {ks= esa Hkh blds laHkkouk,¡ 
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fodflr gksus yxhaA fo'ks"kr% baVjusV us u 

dsoy ,d {ks= dks nwljs {ks= ls tksM+k 

cfYd lEiw.kZ fo'o dks ,dtqV dj] olq/kSo 

dqVqacde~ ds m)kj.k dks lR; fl) dj 

fn;kA baVjusV ds ek/;e ls 'kkL=h; laxhr 

dk çpkj fons'kksa esa djuk laHko gks ik;kA4 

fcgkj esa laxhr mRloksa  dks çlkfjr djus 

ds fofHkUu ek/;e 

fcgkj viuh lkaL—frd fofo/krk vkSj 

'kkL=h; ijaijkvksa ds fy, çfl) gSA ;gka 

laxhr dk le)̀ bfrgkl gS] ftls ihf<+;ksa 

ls lajf{kr vkSj çksRlkfgr fd;k x;k gSA 

bl ijaijk dks vk/kqfud ;qx esa cuk, j[kus 

vkSj O;kid tu&leqnk; rd igqapkus esa 

çlkj.k ek/;eksa dh Hkwfedk vR;f/kd 

egRoiw.kZ jgh gSA laxhr mRloksa dk çlkj.k 

u dsoy Jksrkvksa dks lkaL—frd /kjksgj ls 

 
4
 Hkkstiqjh yksd xhrksa dk lekt 'kkL=h; 

v/;;u] eksrhpan ;kno 

tksM+rk gS] cfYd ;qok ih<+h dks viuh 

lkaL—frd tM+ksa ls voxr djkrk gSA 

fcgkj esa fofHkUu çdkj ds laxhr mRloksa 

dk vk;kstu gksrk gS] tSls 'kkL=h; laxhr 

dk;ZØe] yksd laxhr ds esys] vkSj /kkfeZd 

;k lkekftd voljksa ij vk;ksftr 

lkaxhfrd çLrqfr;kaA igys ;s dk;ZØe 

dsoy lhfer n'kZdksa rd gh lhfer jgrs 

Fks] ysfdu bysDVª‚fud vkSj fMftVy 

ehfM;k ds çlkj us bls oSf'od eap çnku 

fd;k gSA vc nwjn'kZu] jsfM;ks] vkSj 

fMftVy IysVQ‚eZ tSls ;wVîwc vkSj lks'ky 

ehfM;k ds ek/;e ls bu mRloksa dk lh/kk 

çlkj.k fd;k tkrk gSA5 

1½ jsfM;ks dk ek/;e 

jsfM;ks] tks igys fcgkj ds xzkeh.k {ks=ksa esa 

euksjatu vkSj lwpuk dk eq[; lzksr Fkk] us 

5
 Hkkjrh; 'kkL=h; laxhr ds çpkj&çlkj esa ehfM;k 

dh Hkwfedk] xqjfoanj flag 

fcgkj jkT; dk jktuhfrd ekufp= 
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laxhr çlkj.k esa vge Hkwfedk fuHkkbZ gSA 

jsfM;ks ij fcgkj ds çfl) yksdxhr] tSls 

fHk[kkjh Bkdqj ds ukVd vkSj vU; 

ikjaifjd xhr] çlkfjr fd, tkrs FksA 

jsfM;ks ds dk;ZØeksa esa lqcg ds jkx] 

yksdlaxhr] vkSj 'kkL=h; xk;u tSls lsxesaV 

'kkfey gksrs gSaA blds lkFk gh fcgkj dh 

jkt/kkuh iVuk esa vk;ksftr laxhr egksRloksa 

dk çlkj.k ftlesa 'kkL=h; laxhr vkSj u`R; 

çLrqfr;ka gksrh gSa nwjn'kZu vkSj vU; pkSuyksa 

ij fd;k tkrk gSA6 

2½ nwjn'kZu vkSj Vsyhfotu 

nwjn'kZu ds dk;ZØeksa us 'kkL=h; laxhr dks 

–'; vkSj JO; :i esa çLrqr fd;kA fcgkj 

esa vk;ksftr 'kkL=h; laxhr egksRloksa dk 

çlkj.k nwjn'kZu ds ek/;e ls iwjs ns'k esa 

fd;k tkrk gSA iVuk nwjn'kZu dsaæ us dbZ 

ckj fcgkj ds çfrHkk'kkyh dykdkjksa dh 

çLrqfr;ksa dks jk"Vªh; Lrj ij çnf'kZr fd;k 

gSA 'kkL=h; xk;u] rcyk] flrkj] vkSj 

vU; ok| ;a=ksa ij vk/kkfjr dk;ZØe 

n'kZdksa ds chp cgqr yksdfç; gSaA 

3½ fMftVy IysVQ‚eZ 

fMftVy ;qx esa] ;wVîwc] Qslcqd] vkSj 

baLVkxzke tSls IysVQ‚eZ 'kkL=h; laxhr ds 

çlkj.k ds u, ek/;e cu x, gSaA fcgkj 

ds ;qok dykdkj bu eapksa ij viuh dyk 

çLrqr dj jgs gSaA ykbo LVªhfeax vkSj 

fjd‚MsZM ohfM;ks ds ek/;e ls 'kkL=h; 

laxhr u dsoy Hkkjr esa] cfYd fons'kksa esa 

Hkh ç'kalk ik jgk gSA fMftVy ek/;e us 

n'kZdksa vkSj dykdkjksa ds chp nwjh dks de 

dj fn;k gSA   

4½ laxhr egksRlo vkSj ykbo LVªhfeax 

fcgkj esa laxhr egksRloksa dk vk;kstu] 

tSls iVuk egksRlo] jkT; ds dykdkjksa dks 

 
6
 Hkkjrh; 'kkL=h; laxhr ds çpkj&çlkj esa ehfM;k dh 

Hkwfedk] xqjfoanj flag 

,d eap çnku djrk gSA bu dk;ZØeksa dks 

Vsyhfotu vkSj fMftVy IysVQ‚eZ ds 

ek/;e ls çlkfjr fd;k tkrk gSA ykbo 

LVªhfeax us fo'ks"k :i ls egkekjh ds nkSjku 

n'kZdksa rd laxhr igqapkus esa egRoiw.kZ 

Hkwfedk fuHkkbZA ;g u dsoy LFkkuh; cfYd 

varjjk"Vªh; n'kZdksa dks Hkh tksM+rk gSA 

5½ v‚fM;ks vkSj ohfM;ks ,yce 

fcgkj ds dykdkj viuh çfrHkk dks 

v‚fM;ks vkSj ohfM;ks ,yce ds ek/;e ls 

Hkh çLrqr dj jgs gSaA ;s ,yce LVwfM;ks 

fjd‚fMaZx ds tfj, cuk, tkrs gSa vkSj 

fMftVy ek/;eksa ij çlkfjr fd, tkrs 

gSaA v‚uykbu E;wftd LVªhfeax IysVQ‚eZ] 

tSls xkuk] Li‚fVQkbZ vkSj ,siy E;wftd] 

dykdkjksa ds fy, u, volj çnku djrs 

gSaA 

6½ lkaL—frd laLFkku vkSj 'kS{kf.kd eap 

fcgkj ds dbZ 'kS{kf.kd laLFkku] tSls laxhr 

egkfo|ky; vkSj dyk laLFkku] 'kkL=h; 

laxhr ds laj{k.k vkSj çpkj esa ;ksxnku ns 

jgs gSaA buds }kjk vk;ksftr dk;Z'kkyk,a] 

çn'kZfu;ka] vkSj lkaxhfrd dk;ZØe fjd‚MZ 

dj çlkfjr fd, tkrs gSaA 

fcgkj esa laxhr mRloksa ds çlkj.k dh 

lkaL—frd vkSj rduhdh Hkwfedk 

laxhr mRloksa ds çlkj.k us fcgkj ds 

lkaL—frd {ks= esa ubZ ÅtkZ Hkjh gSA blesa 

u dsoy LFkkuh; dykdkjksa dks eap feyk 

gS] cfYd jk"Vªh; vkSj varjjk"Vªh; Lrj ds 

dykdkj Hkh viuh dyk dk çn'kZu djrs 

gSaA çlkj.k ds ek/;e ls bu mRloksa dk 

vkuan mu yksxksa rd Hkh igqaprk gS] tks 

HkkSxksfyd ;k vU; dkj.kksa ls bu dk;ZØeksa 

esa O;fäxr :i ls 'kkfey ugha gks ldrsA 
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;g lkaL—frd vknku&çnku dk l'kä 

ek/;e cu x;k gSA 

fMftVy ;qx ds vkxeu ds lkFk fcgkj 

ds laxhr mRlo vc varjjk"Vªh; Lrj ij 

n'kZdksa rd igqap jgs gSaA ykbo LVªhfeax] 

lks'ky ehfM;k iksLV vkSj ;wVîwc pkSuy us 

dykdkjksa dks viuh çfrHkk fn[kkus dk ,d 

cM+k eap fn;k gSA ;g ubZ rduhd laxhr 

dks ubZ ih<+h rd igqapkus vkSj ikjaifjd 

laxhr dh çklafxdrk cuk, j[kus esa 

lgk;d lkfcr gks jgh gSA 

laxhr mRloksa dk çlkj.k fcgkj dh lkaL—

frd le`f) dks lajf{kr j[kus vkSj mls 

c<+kok nsus esa vge Hkwfedk fuHkk jgk gSA 

;g u dsoy lkaL—frd tkx:drk QSykrk 

gS cfYd i;ZVu dks Hkh c<+kok nsrk gSA 

LFkkuh; Jksrkvksa ds lkFk&lkFk ns'k vkSj 

fons'k ls Hkh laxhr çseh bu çlkj.kksa ds 

ek/;e ls fcgkj dh lkaL—frd /kjksgj ls 

tqM+rs gSaA 

la{ksi esa fcgkj esa laxhr mRloksa dk çlkj.k 

u dsoy ,d lkaL—frd xfrfof/k gS cfYd 

;g dyk rduhd vkSj ijaijk dk ,d 

vf}rh; leUo; Hkh gSA ;g jkT; dh 

lkaxhfrd /kjksgj dks lgstus vkSj vkus okyh 

ihf<+;ksa rd igqapkus dk ,d egRoiw.kZ ek/;e 

gSA 

fu"d"kZ 

fcgkj ds dykdkjksa }kjk Hkkjrh; 'kkL=h; 

laxhr dk çlkj.k fofHkUu ek/;eksa ds tfj, 

laHko gqvk gSA jsfM;ks] Vsyhfotu] fMftVy 

IysVQ‚eZ] vkSj ykbo dk;ZØeksa us bl laxhr 

dks O;kid n'kZdksa rd igqapk;k gSA ;g 

ç;kl u dsoy dykdkjksa dks igpku fnykrk 

gS] cfYd 'kkL=h; laxhr dh le`) ijaijk 

dks lajf{kr vkSj çksRlkfgr djus esa Hkh enn 

djrk gSAbl lanHkZ esa ;wVîwc ,d egRoiw.kZ 

osclkbV gS] tgk¡ dksbZ Hkh O;fä viuk 

ohfM;ks cuk dj mls ;wVîwc ij viyksM dj 

ldrk gS ftlls og lEiw.kZ fo'o esa ns[kk 

tk ldrk gSA vktdy 'kkL=h; laxhr ds 

çpkj ds fy, bldk mi;ksx fd;k tk jgk 

gSA  

'kkL=h; laxhr dk fo'ys"k.kkRed v/;;u] 

laxhr dh /kquksa dk fuekZ.k vkSj yksd xhrksa 

rFkk u`R; 'kSfy;ksa dk ladyu tSls dk;Z vc 

daI;wVj }kjk laHko gks x, gSaA bl çdkj  

daI;wVj vkSj baVjusV ds ek/;e ls 'kkL=h; 

laxhr dk laj{k.k vkSj çpkj djuk vc 

vR;f/kd ljy vkSj çHkkoh :i ls laHko gks 

x;k gSA bl çdkj v/;;u djus ij ;g 

Li"V gksrk gS fd bysDVª‚fud ehfM;k ds 

ek/;e ls 'kkL=h; laxhr dk tks 

çpkj&çlkj gqvk] og blds fcuk laHko ugha 

gksrkA bysDVª‚fud ehfM;k us 'kkL=h; laxhr 

ds çpkj ds {ks= esa u, vk;ke [kksysA bu 

ek/;eksa }kjk 'kkL=h; laxhr dk çpkj 

ns'k&fons'k esa laHko gqvk vkSj ,d  ns'k nwljs 

ns'kksa ds 'kkL=h; laxhr ls ifjfpr gks ldkA7 

lUnHkZ xzaFk lwfp 

1. laxhr if=dk] tqykbZ] „åƒ…] i`&…„   
2. laxhr esa çkS|ksfxdh dk çHkko] fcanq- ds-] i`&8 

3. fcgkj ,oa fnYyh jkT;ksa ds ç'kklfud egkfo|ky;ksa esa laxhr dh fLFkfr] laxhrk xqIrk 

4. Hkkstiqjh yksd xhrksa dk lekt 'kkL=h; v/;;u] eksrhpan ;kno  

5. Hkkjrh; 'kkL=h; laxhr ds çpkj&çlkj esa ehfM;k dh Hkwfedk] xqjfoanj flag 

 
7 Hkkstiqjh yksd xhrksa dk lekt 'kkL=h; v/;;u] eksrhpan 

;kno  
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e/; dkyhu czt Hkfä lkfgR; dk iqujkoyksdu ]jk/kkoYyHk lEçnk; ds 

fo'ks"k lanHkZ esa 

dhjfZr बल्लभ देव पाठक 

'kks/kkFkhZ] laxhr ,oa yfyr dyk ladk;  

fnYyh fo'ofo|ky;] fnYyh 

laf{kIr lkj % e/;dky lukru&Hkkjrh; laL—fr esa fons'kh lkaL—frd&vo;oksa ds lfEeJ.k dh 

–f"V ls egRoiw.kZ dky&[kaM gSA çkphu dky dk vf/kd lkfgR; ewy:i esa miyC/k u gksus 

dkj.k e/;dky ds lkfgR; dh çklafxdrk egRo vkSj vf/kd c<+ tkrk gSA blds iqujkoyksdu 

ds ek/;e ls gh viuh laL—fr] lH;rk] Kku&ijEijk] bfrgkl vkSj vfLrRo dks lgh :i esa 

le>k tk ldrk gSA e/;dky vkSj fo'ks"kr: Hkfädky esa jk/kk&—".k ds Hkä] lar] dykdkj] 

lkfgR;dkj vkSj dfo vkfn iwjs Hkkjro"kZ esa pkjksa fn'kkvksa fd vkSj fofHkUu LFkkuksa ij psruk dk 

mRFkku dj jgs Fks rFkk Jh—".k dh tUe&ØhM+k&LFkyh czt ds egRo dks le>rs gq, czt 

lEcaf/kr lkfgR;] ijEijk vkSj laL—fr dk laj{k.k dj jgs FksA ,sls vusdksa egkiq#"k vius&vius 

n'kZu] {ks=h;&laL—fr] fopkj] o Hkkoksa dks ysdj czt esa vk, ftuesa ls dqN czt ds gh gks x, 

vkSj dqN czt dks Lo;a esa lekfgr dj pys x, Hkkjr dh pkjksa fn'kkvksa ds lkaL—frd&vo;oksa 

dk n'kZu czt esa vkSj czt ds lkaL—frd&vO;oksa dk n'kZu lEiw.kZ Hkkjr esa feyrk gSA vr: 

;g dguk mfpr gksxk dh czt&laL—fr lEiw.kZ Hkkjrh;&laL—fr dk çfrfuf/kRo djrh gSA czt 

esa lHkh oS".ko lejnk;ksa dh Nfo fn[krh gS ftuds Hkä&vkpk;Z nf{k.k ls ysdj mÙkj vkSj iwoZ 

ls ysdj if'pe Hkkjr ls vk,A ftuesa ls xksLokeh Jhfgr gfjoa'k egkçHkq }kjk çfrikfnr 

jk/kkoYyHk lejnk; ds fo'ks"k lanHkZ esa fparu gh bl 'kks/k&çi= ds ek/;e ls djus dk ç;kl  

fd;k x;k gSA 

eq[; 'kCn % iqujkoyksdu] v|ruhdj.k] vfHkO;atu] ok³~e;] Js;e;h] rRlq[khHkko] ek/okuq;k;h] 

lkoZHkkSfed] lEçnk;v'kR;ke] fuR;&lsok] vH;FkZuA

f'k{kk vkSj Kku esa of̀) ds fy, 

le;&le; ij lkfgR; dk v|ruhdj.k 

vko';d gSA osn&mifu"kn okys bl Hkw[kaM 

Hkkjr esa le; ds lkFk ekSfyd jpukvksa 

vkSj Vhdk vkfn ds ek/;e ls yxkrkj 

Kku&HkaMkj dks c<+kus dh ijEijk jgh gS 

tks fnu&çfrfnu vkSj 'krkCnh&nj&'krkCnh 

,df=r gks jgk gSA ijarq ;g Hkh /;ku 

j[kuk vko';d gS fd le; ds lkFk 

fujarj ewy&xzaFk] lanHkZ&xzaFk] ekSfyd 

jpuk,¡] uohu lkfgR; vkSj u, Kku 

bR;kfn dk O;ofLFkr o Øec) :i esa 

laj{k.k o voyksdu gksrk jgsA 

fnu&çfrfnu iSnk gksus okyh leL;kvksa] 

la'k;ksa vkSj ç'uksa dk lek/kku [kkstus] Kku 

dk foLrkj djus] Kku ds fo|eku Lrj 

dk cks/k djus] 'kks/k dk;Z dk foLrkj djus] 

uohu tkudkjh fudkyus] vius ewy 

Kku&fl)karksa ls tqM+s jgdj u, fl)karks 

dks le>us] laL—fr o lH;rk ds lrr 

fodkl djus vkSj nqfu;k ds ckjs esa gekjh 

le> dks fodflr djus vkfn ds fy, 

le;&le; ij lkfgR; dk iqujkoyksdu 

vko';d gSA ,d vPNk xzaFk ftruh ckj 

i<+k tkrk gS mruh gh ckj Kku dh ijrksa 

dks [kksyrk pyk tkrk gSA 

^*vU; çkf.k;ksa ls fHkUu ekuo dks vrhr ls 

çkIr Kku dksa çR;sd ih<h+ ds lkFk u;s 
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Kku ds #i esa çkjEHk djuk pkfg,A Kku 

ds foLr`r Hk.Mkj esa mldk fujUrj 

;ksxnku çR;sd {ks= esa ekuo }kjk fd;s 

x;s ç;klksa dh lQyrk dks lEHko cukrk 

gSA^*1   

iqujkoyksdu djus ls iwoZ ^lkfgR; D;k gS* 

bldh O;kid le> gksuk vko';d gSA 

^lkfgR;* vFkZ rRo ls ;qä lkFkZd 'kCn dh 

dyk gSA ̂lkfgR;* fdlh Hkk"kk ds Kku vkSj 

vuqHko ds lafpr dks"k dks rFkk lHkh çdkj 

ls okfpd vkSj fyf[kr jpukvksa o 

'kkL=lewg dks dgk tk ldrk gS] ftlds 

fy, çkphu Hkkjrh; ijEijk esa ^dkO;* dk 

ç;ksx feyrk gSA dkO; dks lkSan;Z ;k 

ykfyR; ds vkJ; ls O;ä gksus okyh 

yfyr dykvksa esa LFkku çkIr gS] ftlds 

vfHkO;atu esa lkSan;Z dh vis{kk gksrh gSA 

vfXuiqjk.k esa mYysf[kr gS% 

la{ksik}kD;fe"VkFkZO;ofPNuk inkoyh A 

dkO;a LQqjnyadkja xq.koíks"koftZre~ A 

dqN 'kkL=Kksa }kjk blds lEca/k esa er 

fuEufyf[kr gSa Þ%Þ 

- Hkjreqfu ds ukVî'kkL= ds vuqlkj &  

- ènqyfyr ink<;a xw<+ 'kCnkFkZghue~ A 

- tuinlq[kcks/;e~ ;qfäeUu`R; ;ksT;e~ A 

- cgq—rjlekxZ laf/kla/kku;qäe~ A 

- l Hkofr 'kqHk dkO;e~ ukVdçs{kdk.kke~ AA 

- Hkkeg ds 'kCnksa esa – ̂ *'kCnFkksaZ lfgrkS dkO;e** 

- vkpk;Z naMh ds vuqlkj – ^*'kjhj rkon~ 

b"VkFkZ O;kofPNu inkoyh** 

- fo'oukFk ds vuqlkj & ÞokD;a jlkRed 

dkO;e~ß 

 
1 vo/kçlkn] xkoksa esa lkekftd vkfFkZd ,oa jktuhfrd 

ifjorZu] fgUn cqd fMiks] ubZ fnYyh] o"kZ 2008 

- :ær ds 'kCnksa esa – ^*uuw 'kCnFkksaZ dkO;e 

:ærk** 

- vkpk;Z txUukFk ds 'kCnksa esa& 

Þje.kh;kFkZçfriknd% 'kCn% dkO;EAß vFkkZr~ 

je.kh; vFkZ dk çfriknu djus okyk 'kCn 

dkO; gSA 

- vkpk;Z Hkkeg ds 'kCnksa esa& Þ'kCnkFkksaZ lfgrkS 

dkO;e~ xía iía p rf)/kkß ; vFkkZr~ 'kCn 

vkSj vFkZ lfgr lkfgR; dkO; gS] tks xí ,oa 

iì ds Hksn ls nks çdkj dk gksrk gSA 

- egkohj çlkn ds 'kCnksa esa& Þvar% dkj.k dh 

o`fr;ksa dk fp= dkO; gSAß 

- çsepan ds 'kCnks esa& ÞlkfgR; thou dh 

vkykspuk gSAß 

- M‚ uxsUæ ds 'kCnksa esa& ÞlkfgR; 

vkRekfHkO;ä thou dh vfHkO;fä gSAß 

- ';kelqUnjnkl ds 'kCnksa esa& ÞlkfgR; og gS 

ftles tks dqN fy[k x;k gSA og dyk ds 

mís';ksa dh iwfrZ djrk gSAß 

- cky—".k Hkê ds 'kCnksa esa& ÞlkfgR; tu 

lewg ds ân; dk fodkl gSAß 

^lkfgR;* 'kCn foLr`r vkSj xgu gSA ;g 

lks{ke dyk vuwHkwfr dk fo"k; gSA ;g 

foKku ls lEca/k ugha j[krh gS] bldk 

O;kdj.k gS fdarq ca/ku ugha D;w¡fd ;g 

Js;e;h çs; jpukRed Kku&/kkjk gSA 

^lkfgR;* 'kCn dh O;qRifÙk laL—r dh ^/kk* 

/kkrq esa ^lE* milxZ vkSj ^;R* çR;; yxus 

ls gqbZ gSA vFkkZr~ lkfgR; dk O;qRifÙkewyd 

vFkZ lfgr gSA ^/kk* /kkrq ls cus ^fgr* dk 

vFkZ ^/kkj.k djuk* gS vkSj ^lfgr* dk 

Hkkookpd :i gS ^lkfgR;*A 

^*lkfgR;¾lfgr+ ;Rk] bl çdkj lkFkZd 

'kCn ek= dk uke lkfgR; gSA^*2]   

2 fganh lkfgR; dks"k] lEik- /khjsaæ oekZ  
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fdlh Hkh {ks= dk lkfgR; mlds  Hkfo"; 

dh uhao dk dk;Z djrk  gSA ^*;fn ge 

lkfgR; dh leh{kk }kjk çnku fd;s x;s 

Kku dh uhao cukus esa vleFkZ gksrs gS rks 

gekjk dk;Z lEHkor;k rqPN vkSj çk;% ml 

dk;Z dh udy ek= gh gksrk gS tks fd 

igys gh fdlh ds }kjk fd;k tk pqdk 

gSA^*3]  blhy, Hkh lkfgR; dk lexz 

ladyu vkSj iqujkoyksdu vko';d gSA 

lkfgR; ds LFkku ij laL—r esa ok³~e; 

vkSj vaxzsth esa ^Literature* dk ç;ksx 

gksrk gSA ok³~e; 'kCn dks ok.kh ds 

fyfic) :i dks O;ä djus ds fy, fd;k 

tkrk gSA ^lkfgR;* dh rqyuk esa ^ok³~e;* 

O;kid vFkZ&lanHkZ dks O;ä djus okyk 

'kCn gSA ^Literature* 'kCn dh O;qRifÙk 

^v{kj* vFkZ dks O;ä djus okys ̂ Littera* 

ls O;qRiUu ̂ Literatura* ls gqbZ gS ftldk 

vFkZ gS – v{kj lewg dk fyf[kr :iA 

ijarq dkykarj esa bldk ç;ksx cksys x, 

ikB ds lkFk&lkFk vfyf[kr ekSf[kd dyk 

:iksa ds fy, Hkh ç;qä gksus yxkA 

e/;dkyhu Hkkjr ;k e/;;qxhu Hkkjr 

çkphu Hkkjr vkSj vk/kqfud Hkkjr ds chp 

Hkkjrh; miegk}hi ds bfrgkl dh vof/k 

dks n'kkZrk gSA ^*Hkkjrh; bfrgkl esa eq[; 

e/;dkyhu dky[kaM y- 1200 bZŒ ls 1750 

bLoh rd dk gSaA^*4] e/;dky esa fo'ks"k :i 

ls Hkfädky Lof.kZe dky gS ftlesa 

Hkkjro"kZ esa O;kid :i ls vusdksa 

/kkfeZd&vk/;kfRed lar&dfo&egkiq#"k 

 
3] ,p-lh- esgjks=k] lkoZtfud daifu;ksa esa vk; dk çca/k] 

vkxjk fo'ofo|ky;] vkxjkA 

 
4 Stein, Burton, Arnold, D. (सपंा॰), A History of 

India (2nd संस्किण), Oxford: Wiley-Blackwell, 

2010, प॰ृ 105, आई॰ऍस॰बी॰ऍन॰ 978-1-4051-9509-6]  

gq, ftudk n'kZu vkSj vk/;re vf}rh; 

gS vkSj og vkt Hkh viuh 'kk[kkvksa dk 

fodkl vkj jgk gSA ^*Hkfä&vkkanksyu 

vf[ky Hkkjrh; Fkk vr: mlus Hkkjr dh 

lkaL—frd ,drk dks iq"V fd;kA^*5]  

e/;dky esa eq[; :i ls czt Hkk"kk esa jfpr 

lkfgfR;d ijaijk Hkxoku —".k dh Hkfä 

vkSj vk/;re ls lEcaf/kr gS vkSj blesa 

Hkfä ds fofHkUu igyqvksa dks lefiZr 

lkfgfR;d jpukvksa dh ,d foLr`r J`a[kyk 

lfEefyr gSA e/;dky esa Hkkjrh; lkfgR; 

dk fodkl osn&mifu"kn] /kkfeZd Jqfr;ksa] 

iqjk.kksa] dkO;] vkSj O;kdj.k ij vk/kkfjr 

FkkA bl dky esa laL—r Hkk"kk ds lkFk gh 

çk—r] viHkza'k vkSj vU; Hkkjrh; Hkk"kkvksa 

esa lkfgfR;d mRFkku gqvkA ;g dky 

/kkfeZd vkSj lkaL—frd ifjorZuksa dh vof/k 

Fkh] ftlesa /kkfeZd rFkk Hkk"kkbZ fodkl 

gqvkA e/;dkyhu czt Hkfä lkfgR; vo'; 

gh O;fäxr fodkl vkSj vkRe&çfrfcac ds 

fy, mRçsjd djus dk dke djrk gSA czt 

bfrgkl ds ik=ksa dh vkRe&[kkst vkSj 

yphysiu dh ;k=k,¡ ikBdksa dks ckSf)d 

{kerk] HkkoukRed yphykiu vkSj 

vkRe&tkx:drk dks c<+kok nsrs gq,] 

viuh pqukSfr;ksa vkSj vkdka{kkvksa dk lkeuk 

djus ds fy, çsfjr djrh gSaA e/;dkyhu 

cztHkfä lkfgR; us ,sfrgkfld :i ls 

lkekftd] ckSf)d] jktuSfrd] vkfFkZd 

rFkk vU; {ks=ksa ds lq/kkj esa egRoiw.kZ 

Hkwfedk fuHkkbZ gSA e/;dky czt Hkfä 

 
5 fgUnh lkfgR; dk laf{kIr bfrgkl] laiknd eaMy 

¼v/;{k& M‚ ukeoj flag½ ,ulhvkjVh&1908 ] ìŒ 

&47 
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lkfgR; ds dqN çeq[k Hkä&lar o mudh 

eq[; lkfgfR;d jpuk,¡ gSa &  

- t;nso ¼c-11th – 12th century½  

jpuk,¡: xhr xksfoan 

- oYyHkkpk;Z ¼lUk~ 1479 – 1531 bZ-½ jpuk,¡: 

vuqdEik] JhukFkth ds in 

- Lokeh gfjnkl ¼ lUk~ 1478 bZ-½ jpuk,¡: 

v"Vkn'k fl)kar vkSj dsfyeky 

- xksLokeh Jhfgr gfjoa'k ¼ lUk~ 1502 bZ-½ 

jpuk,¡: jk/kk lq/kkfuf/k vkSj ;equk"Vd] 

fgrpkSjklh rFkk LQqV ok.kh 

- xqlkbZa foëyukFk lUk~ ¼1515 bZ-½ jpuk,¡ & 

lqHkX;foykl ] vkuanefydk ] jkle¥~tjh ] 

çselkxj ] fl)kUrjRu 

- v"VNki ds dfo % 

- lwjnkl ¼lUk~ 1478 – 1583 bZ-½ jpuk,¡% 

lwjlkxj] lwjlkj] lwj lkjkoyh  

- dqaHkunkl ¼lUk~ 1468 bZ-½ jpuk,¡% 

jkx&dYiæqe] jkx&jRukdj  rFkk 

lEçnk; ds dhrZu&laxzgksa esa yxHkx 500 

in  

- ijekuUnnkl ¼ lUk~ 1550 bZ-½ jpuk,¡% /#o 

pfj= vkSj nkuyhyk 

- —".knkl ¼lUk~ 1495 bZ-½ jpuk,¡% Hkzejxhr 

,oa çserÙo fu:i.k 

- uannkl ¼lUk~ 1572 bZ-½ jpuk,¡: jleatjh] 

vusdkFkZeatjh] HkkxoR&n'ke Lda/k] ';ke 

lxkbZ] xksonZ~/ku yhyk] lqnkek pfjr] 

fojgeatjh] :i eatjh] #fDe.kh eaxy] 

jkl i¥~pk/;k;h] Hk¡oj xhr] fl)kar 

iapk/;k;h] uannkl inkoyh] lqnkekpfjr] 

jl eatjh 

- prqHkqZtnkl ¼lUk~ 1540&1585 bZ-½ jpuk,¡% 

}kn'k&;'k ¼ckjg xzaFk½] Hkfä&çrki] 

fgrtw dks eaxy ] eaxylkj ;'k vkSj 

f'k{kklkj ;'k 

- xksfoUnLokeh ¼lUk~ 1505 bZ-½ jpuk,¡% /kekj 

vkSj dhrZu ds in  

- NhrLokeh ¼lUk~ 1510&1585 bZ-½ jpuk,¡% 

fuR;dhrZu] o"kksZRlo rFkk olar/kekj ds 

in   

7- pkSrU; egkçHkq ¼lu~ 1486&1534 bZ-½ 

jpuk,¡% f'k{kk"Vd 

8- ukjk;.knkl ^ukHkk nkl th* ¼lUk~ 1537 

bZ-½ jpuk,% Hkäeky 

9- —".knkl dfojkt ¼lUk~ 1490&1580 bZ½ 

jpuk,¡% pkSrU; pfjrke`r 

10- :i xksLokeh ¼lUk~ 1493&1564 bZ-½ 

jpuk,¡% Hkfä&jle`r&flU/kq] mTToy 

& uhyef.k 

11- tho xksLokeh ¼lu 1513&1598 bZ-½  

jpuk,¡% rÙo&la/kHkZ 

12- ujflag esgrk ¼ lUk~ 1414 bZ-½ jpuk,¡: 

lkeynkluks fookg] gkjekyk] lqjr 

laxzke] xksfoanxeu] pkrqjhNCchlh] 

pkrqjh "kksM'kh]  nk.kyhyk] lqnkekpfjr] 

jkllgL=inh] Jàxkjekyk] ckyyhyk] 

13- oànkou nkl Bkdqj ¼lUk~ 1500&1580 

bZ-½ jpuk,¡&pkSrU; Hkkxor 

14- rqylhnkl ¼lUk~ 1532&1623 bZ-½ 

jpuk,¡% Jh—".k xhrkoyh] 

fou;if=dk] dforkoyh 

15- lar ,dukFk ¼lUk~ 1533&1599 bZ-½ 

jpuk,¡% HkkokFkZ jkek;.k] uo/kk Hkfä 

16- ehjkckbZ ¼lUk~ 1498&1547 bZ-½ jpuk,¡% 

xksfoan Vhdk] jkx lksjBk]  ehjk dh 

eYgkj] ujlh th jks ek;jks ¼jruk 

[kkrh½]  QqVdj in] :[ke.kh eaxy] 

—".k&—".k] lR;e Hkkeksa jks :luks  

17- Hkkuq nkl ¼16oha 'krkCnh½ jpuk,¡% jkl 

jRukoyh 
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18- Jh gjh'kadj ¼16oha 'krkCnh½ jpuk,¡% 

cjt jl"k 

19- jl[kku ¼lUk~ 1548&1628 bZ-½ jpuk,¡% 

lqtku jl[kku vkSj çseokfVdk 

20- xksLokeh JhxksdqyukFk ¼laoRk 1608½  

jpuk,¡ % pkSjklh oS".kou dh okrkZ] nks 

lkS ckou oS".kou dh okrkZ 

21- nso ¼dfo½ ¼lUk~ 1673&1768 bZ-½ 

jpuk,¡% Hkko&foykl] Hkokuh& foykl] 

dq'ky& foykl] jl&foykl] 

çse&pafædk] lqtku&ef.k] lqtku& 

fouksn] lq[k&lkxj] txí'kZu iphlh] 

vkRen'kZu iphlh] 'kCnjlk;u 

22- ?kukuUn ¼17oha 'krkCnh½ jpuk,¡% 

oztfoykl] —".kdkSeqnh] vuqHkopafædk 

23- rktchoh ¼17oha 'krkCnh½ jpuk,¡ % /kekj 

,oa in  

24- HkkjrsUnq gfj'pUæ ¼lUk~ 1850&1885 bZ½ 

jpuk,¡ % çseekfydk] o"kkZfouksn] —

".kpfjr 

25- fo;ksxh gfj ¼lUk~ 1895&1988 bZ-½ 

jpuk,¡ % ohj lrlbZ 

czt Hkwfe Hkxoku fo".kq ds iw.kkZorkj     

Jh—".k o 'kfä Lo:ik Jhjk/kk tw dh 

tUeLFkyh gksus ds dkj.k oS".ko lEçnk;ksa 

dk dsaæ jgh gSA czt dks gekjs xzaFkksa esa /kke 

dgk x;k gSA Jhfgr /#onkl th fy[krs 

gSa & 

lgt lqHkx oànkfofiu] feFkqu çse&jl 

,sauA 

lsou ljn &clar fur] jfr ;qr dksfVd 

eSau A6 

 
6 Jhfgr /#onkl] c;kyhy yhyk] lksygoha yhyk [ fgr&'kàxkj  

 

;gk¡ çeq[k pkjksa oS".ko lEçnk; o budh 

fofHkUu 'kk[kk,¡ Hkh çpfyr gSa vkSj lukru 

/keZ :ih isM+ dh ,d 'kk[kk gS Hkfä dky 

dk ekxZn'kZu djus okys  xksLokeh Jhfgr 

gfjoa'k tw }kjk çfrikfnr jk/kkoYyHk 

lEçnk;A czt ds uofuekZ.k esa jk/kkoYyHk 

lEçnk; lesr lHkh oS".ko lEçnk;ksa dk 

mYys[kuh; ;ksxnku jgk gSA jk/kk oYyHk 

lEçnk; ds çorZd] vuq;k;h o vU; 

vusdksa xksLokfe;ksa us viuh jle;h okf.k;ksa 

ls Hkfä lkfgR; dks iq"V djus dk dk;Z  

fd;kA Jhfgr gfjoa'k tw us lekt esa çse] 

ln~Hkkouk vkSj lejlrk dk çokg gh 

fd;kA ^*fgr vkSj çse lekukFkZd gSa vkSj 

jk/kkoYyHkh; lkfgR; esa budk ç;ksx Hkh 

,d gh vFkZ esa gksrk gSA^* 7  

Jh fgr òUnkou /kke çkdVî drkZ]  çse 

mikluk çorZd] vuar foHkwf"kr oa'kh 

vorkj xksLokeh Jh fgr gfjoa'k egkçHkq ds 

fopkj —".kokn ls lacaf/kr gSa] ijarq og 

jk/kkjkuh ds çfr leiZ.k ij cy nsrs gSaA 

oS".ko Hkä bUgsa Jh—".k dh ca'kh dk 

vorkj ekurs gSaA jk/kkoYyHk eafnj esa Jh—

".k dh ewfrZ ds lkFk gh LFkku [kkyh NksM+k 

x;k gS tgk¡ Jhjk/kk ykM+yhtw dk eqdqV 

fojkteku gSA bl eafnj esa fgr&pkSjklh 

lesr vU; jpukvksa ds dhrZu vkSj 

lekt&xk;u dh ijEijk dk fuoZgu gksrk 

gS ftlesa fganqLrkuh 'kkL=h; laxhr :iksa] 

tSls èk`in vkSj /kekj }kjk jk/kkoYyHk dh 

mikluk gksrh gSA ,slk ekuk tkrk gS 

çkphu ,oa xqIr lsokdqat] jkleaMy] 

7 yfyrkpj.k xksLokeh ] Jhfgr gfjoa'k xksLokeh% 

lEçnk; vkSj lkfgR;] 1956] iŒ̀ 241 
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oa'khoV vkSj ekuljksoj uke ls çfl) 

vkt tks LFky gSa mUgsa gfjoa'k egkçHkq }kjk 

çkdVî fd;k x;kA Jhjk/kkoYyHk th dh 

vkKk ls Jhfgrgfjoa'k th us Jh';kek';ke 

;qxy ljdkj fudqat&yhyk dk dkO; }kjk 

çpkj&çlkj fd;kA gfjoa'k egkçHkq dksbZ 

Hkä lar ;k oS".ko ugha Fks oju Jhth dh 

lgpjh gSa vkSj vkBksa çgj mudh lsodkbZ 

esa jgrs Fks A muds fy, Jh';kek&';ke 

dk Hktu gh lkjrÙo gSA Jh fgrgfjoa'k 

xksLokeh ds iwoZt mÙkjçns'k ds lgkjuiqj 

ftys ds nsocan ¼çkphu nsoou½ uked 

dLcs ds fuoklh FksA nsocan dLcs ds 

dk;ZLFkokM+k esa vkt Hkh og eafnj gS] 

ftlesa fgr gfjoa'k us Bkdqj Jh jk/kkuojaxh 

yky dk foxzg LFkkfir fd;k FkkA eafnj 

ds xsV ij yxs f'kykiV ij fgr gfjoa'k 

ds çkdVî ls ysdj var/kZ~;ku gksus vkSj 

nsocan ls oànkou igqapus rd dk lkjka'k 

ntZ gSA oSlk[k 'kqDy ,dkn'kh] lkseokj 

lu~ 1502 bZ- dks eFkqjk ds fudVorhZ 

cknxk¡o esa O;kl feJ o rkjkjkuh dks 

larku çkIr gq;h ftud uke gfjoa'k j[kk 

x;kA os d';i xks= ds ;tqosZnh czkã.k 

FksA ,slk er Hkh çpfyr gS fd fgrgfjoa'k 

fuEckdZ lEçnk; ds igys ek/okuq;k;h 

xksiky Hkê ds f'k"; FksA cpiu ls gh 

muds ân; esa Hkoxn~Hkfä dh çsj.kk mRdV 

:i ls mRiUu gks x;h FkhA mudh vkjk/;k 

Jhjk/kk tw dh —ik ls mUgksaus ckn esa vyx 

Jhjk/kkoYyHk lEçnk; çfrikfnr fd;kA 

vkB o"kZ dh vk;q esa mUgsa ,d LoIu gqvk 

ftlds vuqlkj mUgksaus vius ?kj ds ihNs 

ds dq,¡ ls Jhfoxzg çkIr gqvkA og dqvka 

 
8 xksLokeh Jhfgr gfjoa'k] Jhfgr pkSjklh] çFke in 

vkt Hkh ogk¡ fLFkr gS] ftl ij Bkdqj Jh 

jk/kkuojaxh yky dk çkdVî LFky fy[kk 

gqvk gSA Bkdqj th dh tks lsok,a efUnj esa 

gksrh gSa mUgsa fuR;&lsok dgk tkrk gS 

ftuesa v"V;ke dh lsok gksrh gSaA  bl 

rjg eafnj ds xksLokeh v"V;ke ds inksa 

dks xkrs gq, fu'Ny eu ls fo'kq) 

çsek&Hkfä :i esa lsok djrs gSaA ;gk¡ ij 

lkr vkjrh ,oa ik¡p Hkksx okyh lsok i)fr 

dk çpyu gSA gfjoa'k egkçHkq us 

rRlq[khHkko ij tksj fn;kA oÙnkou esa 

bUgksaus jk/kkoYyHk yky dh LFkkiuk dh 

vkSj mUgh ds Hktu ,oa lsok&iwtk esa viuk 

'ks"k thou O;rhr djrs gq, yxHkx ipkl 

o"kZ dh vk;q esa 'kjn iwf.kZek dh jkf= dks 

bl u'oj lalkj dks R;kx fn;kA xksLokeh 

th dk Hkko Fkk& 

tksbZ&tksbZ I;kjkS djS lksbZ eksfg HkkoS] 

HkkoS eksfg tksbZ] lksbZ&lksbZ djS I;kjsAZ8 

e/;dkyhu czt Hkfä lkfgR;] Hkfä vkSj 

lkfgfR;d jpukRedrk dh LFkk;h 'kfä 

dk ,d dkykrhr çek.k gSA ruk:ih 

e/;dky ds czt Hkfä lkfgR; ds v/;;u 

o 'kks/k ls gh ge oSfnd lkfgR; dh tM+ksa 

o vk/kqfud&orZeku dky dh 'kk[kkvksa rd 

igq¡p ldrs gSaA 

fu"d"kZ 

;g Hkfä lkfgR; u dsoy Hkkjrh; lkfgR; 

ds fodkl esa egRoiw.kZ Hkwfedk fuHkkrk gS] 

cfYd ;g Hkkjrh; laL—fr dh /kkfeZdrk] 

vk/;kfRedrk] Hkfä vkSj leiZ.k ds çfr 

O;ä fd, x, fof'k"V –f"Vdks.k dks Hkh 

çnf'kZr djrk gSA /kkfeZd fopkj] lkaL—

frd yksdkpkj vkSj Hkk"kkbZ fodkl ij 
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bldk xgjk çHkko vk/kqfud le; esa Hkh 

bldh çklafxdrk dks js[kkafdr djrk gSA 

oSKkfud vkSj çcq) –f"Vdks.k ds ek/;e ls 

bl lkfgfR;d ijaijk dk iqujkoyksdu 

vkSj iquewZY;kadu djds] ge bldh LFkk;h 

fojklr vkSj Hkkjrh; lkfgR; dh le)̀ 

fp=;ofudk esa O;ä fnO; çse] Hkfä vkSj 

vk/;kRe ds lkoZHkkSfed vH;FkZu dh 

ljkguk dj ldrs gSaA czt ds jRu] 

ijEijk,¡] Kku&n'kZu] nsoh&nsork] Hkä]  

jk/kk&—".k] lar] xzaFk vkfn flQZ fdlh 

O;fä]lEçnk;]lekt ;k ns'k vkfn ds ugh 

oju~ lEiw.kZ fo'o ds gSaA blhfy, vkil 

esa çfr}afnrk o }s"k Hkko vkfn ls ladh.kZrk 

ykus ds ctk; vkt lukru laL—fr vkSj 

Jh—".k ds ml :i ls fo'o dks ifjfpr 

djkus  dh  vko';drk gS ftls Lo;a czt 

Hkh fcljkrk vkSj Hkwyrk tk jgk gSA ,sls 

vkn'kksaZ ls blls fuf'pr gh iwjk fo'o 

ykHkkfUor gksxkA —".k ek[ku pksj gSa rks 

lqnkek dks rhuks yksd migkj esa nsus okys 

Hkh gSa] dkSjoksa dk lagkj djus okys gS rks 

mÙkjk ds xHkZ dks iqu% thou çnku djus 

okys Hkh gSa] çse esa ikxy gSa rks xhrk dk 

mins'k nsus okys Hkh gSa] —".k jkl jpkus 

okys gSa rks ohj&;ks)k Hkh gSa] —".k 'kjkjrh 

ckyd gSa rks xkso/kZu /kkj.k djus okys Hkh 

gSa] —".k ,d vn~Hkqr ck¡lqjh oknd gSa rks 

egkHkkjr ds fcxqy dks ctkus okyh Hkh gSa] 

—".k fLFkj&vnE; gSa rks ,d ijelqanj 

urZd Hkh gSa] —".k vius 'k=qvksa dks funZ;h 

:i ls ijkftr djus okys gSa rks ækSinh 

dh ykt cpkus okys Hkh gSa] çse dh vfXu 

esa cztokfl;ksa dks NksM+ dj tkus okys gSa 

rks gj Hkä dks rkjus okys Hkh gSa] —".k ,d 

prqj jktusrk vkSj jktk cukus okys gSa rks 

,d mPpdksfV ds dwVuhfrK Hkh gSa] iw.kZ 

:i esa ,d lTtu O;fä gSa rks Ny djus 

okys Hkh gSa] —".k loksZPp dksfV ds ;ksxh gSa 

rks ,d Å[ky ls c¡/ks iq= Hkh gSa] —".k 

m)o dks Kku nsus okys gSa rks cztokfl;ksa 

dks çse&Hkfä fl[kkus okys Hkh gSa] os bl 

/kjrh ij lHkh dykvksa ls lEiw.kZ ,d ek= 

vorkj gSaA muds bl ògn Lo:i dks 

ftls 'kCnksa esa ugha cka/kk tk ldrk] mls 

ladh.kZrk dh vksj ys tkus dh vis{kk gesa 

Hkko ls fodh.kZrk dh vksj ys tkus gsrq 

e/;dky dk Hkfä lkfgR; dk lgkjk ysuk 

gksbZ gksxk tc lkfgR; yksd ds fudV 

vk;kA vr: lukru&Hkkjrh; 

Kku&ijEijk esa e/;dkyhu czt&Hkfä 

lkfgR; ,d egRoiw.kZ Hkwfedk fuHkkrk gSa 

vkSj bldk iqujkoyksdu fujarj djrs 

jguk vR;ar vko';d gSA 

tS tS jk/kkoYyHk Jhgfjoa'k A tS tS 

Jhlsod jfldu vora'kAA 

tS tS jk/kkoYyHk Jhgfjoa'k A tS tS 

Jhòankou JhoupUn AA 
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Musical analysis and Practicing techniques on Jatiswara 
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Abstract: : Carnatic music system includes various musical forms. Jatiswara is one of the 

earliest musical forms rejuvenated by the musical knowledge and practicing techniques 

of the composition of Palghat Rama Bhagavatar. This article explores selected Jatiswara 

compositions of the musician, highlighting the hidden techniques and various elements to 

enhance the practitioners' understanding of the composition and practicing techniques.  

Keywords: Jatiswara, Rama Bhagavatar, Practicing techniques, Musical Analysis, Musical 

forms 
    
Introduction: Palghat Rama 
Bhagavatar was born on 5th June, 1888 
in the village Munda Mukha near 
Shoranur. His elder brother 
Venkatakrishna Bhagavatar taught him 
the kathakali padams and in course of 
time became an exponent of the 
padams. 
      He had demonstrated a unique 
method of singing since his childhood 
which was appealing to all. His voice 
was described as "Janaranjaka"1—a 
delight to the listeners. Rama 
Bhagavatar had tutelage under 
Umayalpuram Swaminatha Iyer. He 
got an opportunity to learn a good 
number of compositions of Saint 
Tyagaraja from his guru because he 
was a disciple of direct disciple of Saint 
Tyagaraja. Rama Bhagavatar spent 
eight years in Kumbakonam not only 
learning from Umayalpuram 
Swaminathan Iyer but also from other 

 
1 https://www.ramabhagavatar.com/ 
2 https://www.ramabhagavatar.com/ 

 

great musicians like Konerirajapuram 
Vaidyanatha Iyer attending the latter’s 
music performances. Through this 
rigorous practice and training, he 
developed for himself a bank or style of 
raga alapana, swara prastara, Kalpana 
Swara, and manodharama. Prof. 
Sambamoorthy writes about Rama 
Bhagavatar, also known as “Kalpathy 
Tyagabrahamam”,2 as “He was a top-
ranking musician and brilliant exponent 
of Pallavi, Raga alapana and Exponent 
in manodharma.3 The compositions of 
the musician are unique as they 
demonstrate the practicing techniques 
that can be useful to gain expertise in a 
particular raga in which the 
composition is set in. This article 
chooses two compositions based on 
these elements and explains the 
techniques of the swara patterns used in 
it to help in enhancing methods for 
learners and keep the documentation of 

3 Ramakrishnan, K V A. “Palghat Rama 

Bhagavatar a Life Sketch”. Printed by 
Photograph, Madras. 

 

https://www.ramabhagavatar.com/
https://www.ramabhagavatar.com/
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them stored as research data for further 
research. 
Historical Development  
     The origins and historical 
development of Jatiswara, tracing its 
roots back to the ancient Nritta 
Prabandas and emphasizes the 
influence of the Tanjore Quartette—
Ponnaiah, Chinnayya, Vadivelu, and 
Sivanandam Pillai4—who were 
instrumental in formalizing the 
Bharatanatyam repertoire through their 
compositions. By organizing and 
structuring the Jatiswara within the 
Bharatanatyam program, these early 
composers established a foundational 
form that influenced the trajectory of 
Jatiswara compositions. Dr. S Sita’s 
research underscores the pivotal role 
not only in bringing the evolution of 
Jatiswara genre but also the evolution 

of the tradition of Indian classical dance 
and music. 
  
  M. B. Vedavalli highlights the 
contributions of prominent composers 
from the Mysore region, including 
Veena Sambayya, Veena 
Padmanabhaiah, and Veena 
Sheshanna.5 Veena Sambayya’s 
Jatiswara in Bilahari raga. (Published in 
Sangita Samaya Sara), Vina 
Padmanabhiah composed Jatiswara in 
different ragas like Kannada and 
Karnataka kapi and 11 Jatiswaras of 
Vina Sheshanna are also mentioned in 
that book. Their compositions represent 
the unique stylistic and technical 
advancements within Mysore’s 
classical music tradition, showcasing 
both melodic depth and rhythmic 
complexity. 

Pallavi 
Jatiswara Compositions of Palghat Rama Bhagavatar 
Jatiswara No: 1 

Ragam: Nattakurinji    Aro: S R G M N D N P D N Ṡ  
Tala: Rupaka    Avro: Ṡ N D M G M P G R S 
║ X X V ║ X X V ║ 

║ ṡ , , , , , n ,  d , m , ║ g , s ,   , , ṇ , ḍ , ṇ , ║ 

║ s , , , , , s ṇ  s , g r ║ g ,  , m   , , n , d , n , ║ 

Anupallavi 
║ ṡ , , ṙ ṡ n d ,  , ṡ n d ║ m , , m  m g s , , ṇ ḍ ṇ ║ 
║ s , , , , , ṇ s  , s r , ║ r g , g  m , m d , d n , ║ 

 

 
4 Article, S, Sita. Jan 1976. “A Note on the 

Evolution of the Jatiswara Composition”. Madras: 

University of Madras, Journal of The Madras 
University Volume XLVIII, No. 1. 

5 Vedavalli, M B. 1982. “Mysore as the seat of 

music”. Madras: University of Madras: CBH 

Publications. 
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Charanam 1 
║ m , , n d n m d n n d d ║ m , , m g s ṇ ḍ n s r g ║ 

║ m , , n d n p d n ṡ n d ║ m , , n d n ṡ ṙ ṡ ṡ n d ║ 

║ m , , m g s m , , n d n ║ m , , ṡ n d m ,  ṙ ṡ n d ║ 

║ m , , m g s n ṙ ṡ , n d ║ m , , m g s r g m n d n ║ 

Charanam 2 
║ ṡ , , , , , ṙ ṡ n ṡ n d ║  n d m d m g s r s n ḍ ṇ ║ 

║ s , , , , , s ṇ ḍ ṇ ṇ s ║ s r r g g m m d d n ṡ ṙ ║ 

║ ṡ , , , , , ṙ ṡ n d n ṡ ║ n , , , , , ṡ n d m d n ║ 

║ d , , , , , n d m d m g ║ m , , , , , m g s ṇ ḍ ṇ ║ 

║ s , , , , , s m g m d n ║ ṡ ṁ , ṁ  ġ ṡ ṡ ṙ ṡ n d n ║ 

║ p ṡ , ṡ  n d m d n n d m ║ s m , m g s ṡ ṡ , ṡ n d ║ 

║ ṙ ṡ , ṡ n , d , n m d n ║     

Musical Analysis 

Pallavi: Jatiswara consists of Pallavi, 
Anupallavi and multiple Charanas. 
Tara stayi Shadja or ‘Ṡ’ is the Graha of 
the Pallavi and Anupallavi. Tara stayi 
Sadja is the elongated swara containing 
six aksharakalas (matras). Pallavi is 
melodically very appealing and less 
complicated.  The first phrase explores 
the Avarohana phrase of the raga 
Nattakurinji. 
Anupallavi consists of four talavatam 
having various ranjaka phrases like (1) 
ṡ,,ṙṡnd,, (2) ṡndm,, (3) mmgs,, (4) 
ndns,,,,,, and followed by the Ahata 
gamaka such as ṇs, sr, rg, gm, md, dn,  
First charana focuses on Jeeva swara 
‘m’. It brings out the various long 
phrases connected with the swara ‘m’. 
These phrases are given below. 

n d n m d n n d d  m,, 
m g s ṇ ḍ ṇ s r g  m,, 

n d n p d n ṡ n d  m,, 
n d n ṡ ṙ ṡ ṡ n d  m,, 
m g s ṇ ṙ ṡ , n d  m,, 

m g s r g m n d n  m,, 

Then followed by the short phrases, 
focusing the same jeeva swara ‘m’, 
such as (1) mgs m,,, (2) ndn m,,,  (3) ṡnd 
m,,,  (4) ṙṡnd m,,,. Rama Bhagavatar 
included the typical structure of 
koraippu (style of Manodharma 
sangeeta) for the learners to develop 
and understand the koraippu style for 
their future well manodharma 
rendition.  
Janta prayogas occur in the swaras (n, d, 
ṡ). 
Charana 2 
Alankara prayogas: ṙṡn, ṡnd, ndm, dmg 
Ahata gamaka: ṇs sr rg gm md dn ṡṙ 
We can find out the Jati patterns from 
this musical phrases 
Phrases Jati patterns 
ṡ , ; ;  ṙ ṡ n ṡ n d Tam , ; ; ta ka ja nu ta ka 
n , ; ; ṡ n d m d n Dhim , ; ; dhi mi ta ja nu ta 
d , ; ; n d m d m g Thom , ; ; ja nu ta dhi mi ta 
m, ; ; m g s ṇ ḍ ṇ Tam , ; ; ta ka ja nu dhi mi 
s , ; ; s m g m d n Thom , ; ; ta ka ja nu ta ka 
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Jatiswara No. 2  
Ragam: Begada    
Tala: Rupaka 
 
 
Symmetrical phrases: (1) ṡ ṁ , ṁ ġ ṡ 
(2) p ṡ , ṡ n d (3) s m , m g s 
 

Mathematical combination such as 1 + 2, 
1 + 2, 2 + 4. Range of this Jatiswara is 
between Madra Stayi Daivatam or ‘d’ to 
Tara Stayi Madyama or ‘ṁ’. 

 
Aro: S G R G M P D P Ṡ  
Avro: Ṡ N D P M G R S 

Pallavi 

║ X X V  ║ X X V ║ 

║ ṡ , , , n , , , d , p,  ║ m p d , d p m , g m r , ║ 

║ s , s , g , r , g , m , ║ p , m ,  , , d , p , , , ║ 

║ ṡ , , , ṙ ṡ n ṡ  d , p , ║ m p d n  , d p m , p g r ║ 

║ s ṇ s , g , r ,  g , m , ║ p , m , , , d , p , , ,  ║ 

║ n ṡ ṙ , ṡ , ġ , ṙ , ṡ , ║ ṙ , ṡ , ṙ ṡ n ṡ d , p , ║ 

║ p , ṙ , ṡ , n ṡ d , p , ║ ṙ ṡ d p m g r g m p d p ║ 

 Charanam 1 
║ d , p , , , m , g , r , ║ s , n , d , p ,  s , , , ║ 

║ , , s , g , r , g , m , ║ p , m , , , d , p , , , ║ 

║ n , d , p , m , g , r , ║ s , n ,  d , p , s , , , ║ 

║ , , s , g , r ,  g , m , ║ p , m ,  , , d , p , , , ║ 

║ d p , m g r s ṇ  ḍ p ̣̣̣̣̣̣̣̣̣
 s , ║ , s g r g m p m , d p ,  ║ 

║ n d p m g r s ṇ ḍ p s , ║ , s g r g m p m , d p ,  ║ 

║ n ṡ ṙ ṡ ṁ ġ ṙ ṡ n ṡ d p ║ ṡ , , p , g m r , g m p ║ 

Charanam 2 
║ ṡ , , , , , ṡ ġ ṙ ṡ n d ║ p d n d p ṡ , ṙ n d p m ║ 

║ , p g , m r , s  s , r n ║ d m p ṡ , n s g  , r g m ║ 

║ p d p m g r g , m p d p ║ n , , , , , d p  m g m p ║ 

║ ṡ , , , , , n d p m p d ║ n , , , , , d p m g m p ║ 

║ d , , , , , p m g p g r ║ s , , , , , s g r g , m ║ 

║ p d p m g r g , m p d p ║ ṡ , , ġ , ṙ ġ ṗ ġ ṙ ṡ ṙ ║ 

║ n , , d , p m g m p d p ║ p , , ṡ , ṙ ṡ ṙ n ṡ d p ║ 
║ m , , p m g p g g r s ṇ ║ s , , g , r g m p d p m ║ 

║ p , , ṡ , n d p m g m p ║     
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Musical Analysis 
Pallavi 

‘ṡ’ is the grahaswara. Ranjaka prayogas 
occur in the first line like mpd, , dpm, , 
gmr, followed by the Arohana of the 
raga. The second line is decorated by 
adding the phrase like (ṙṡnṡ,, sns). The 
subsequent lines have more tara stayi 
phrases. nṡṙṡ is a rare phrase that has 
been used at the end of the Pallavi. 
Charanam 1 

     The Melody explores in first speed 
in the first portion of this stanza 
(include 4 talavattam). The third and 
fourth lines (two talavattam) follow the 
second speed of the same melody. This 
is a good technique for beginners to 
identify the speed variations. Rama 
Bhagavatar explored only simple 
phrases including Arohana and 
Avarohana phrases of the raga. 
Charanam 2 

     Charanam 2 begins with the swara 
‘Ṡ’ or shadja followed by six counts. 
The melody of the Charanam includes 
the pattern “m,p  ,  g,m  ,  r,g  ,  s,r”. 
“pdnd, pdpm, mpdp” these phrases 
have been used frequently. One cycle 
of pattern (ṡ,,,,, ġṙṡndp) repeated five 
talavattam in charanam and follows in 
descending pattern. 

ṡ,, ,,, ġṙṡndp 
ṡ,, ,,, ndpmpd 
n,, ,,, dpmgmp 

d,, ,,, pmgpgr 

s,, ,,, sgrg,m 

     The first swara occurs six counts 
and the following swara-s contain one 
count each (6+1+1+1+1+1+1). “pdpm 

grg, mpd, are the same swara patterns 
used as a filler.  
Another cycle starts with the style of 
(3+2+1+1+1+1+1+1+1) that also 
follows the Avarohana phrases. 
The Key phrases of the raga Begada 
have been used in the end portion of 
this Jatiswara such as (1) ṡ,, ġ, ṙġṗġṙṡṙ 
(2) n,, d, pmgmpdp (3) p,, ṡ, ṙṡṙnṡdp. 
Range of this Jatiswara is between 
Madra Stayi Panchama or ‘p ̣̣̣’ to Tara 
Stayi Panchama or ‘ṗ’. 
Observations: Jatiswaras of Palaghat 
Rama Bhagavatar 

Swara foundation: In Carnatic music, 
foundational exercises like Sarali 
Varishas, Janta Varishas, and Dhaatu 
Varishas are essential for developing 
the skills of learners. Rama Bhagavatar 
included several types of musical 
patterns to develop skill, control, and 
precision in the Carnatic music system. 
Each of these exercises focuses on 
different technical aspects. His 
Jatiswaras allow learners to explore 
various swara combinations and help in 
transitioning smoothly to Kriti, and 
Varana learning, as they are exposed to 
basic rhythmic and melodic 
frameworks used in actual 
compositions. 
Convey the essence of Raga: 
Jatiswara are essential compositions in 
Carnatic music training, and they serve 
as an important link between basic 
exercises and more complex 
compositions. One of the distinctive 
features of Jatiswara is their capacity to 
convey the raga bhava, or the emotional 
essence of the raga.  
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Grounding the rhythmic knowledge: 
Rama Bhagavatar introduced different 
levels of speed variations of swara 
phrases within the single composition. 
This may be the intention of the 
composer to teach the students to get 
the knowledge of rhythm. 
Improving Manodharma Techniques: 

As students advance to Jatiswaras, they 
encounter a greater variety of rhythmic 
and melodic structures. This familiarity 
with different patterns and 
combinations is essential for 
developing an ear for more complex 
compositions and ultimately helps in 
the mastering of improvisation 
techniques like alapana and kalpana 
swaras. 
Koraippu in Carnatic Music System: 
Koraippu refers to a specific form of 
Manodharma Pattern in Carnatic 
Music, where the artist showcases his 
ability by singing rhythmic variations 
by gradually reducing the number of 
syllables or musical phrases, building a 
peak level of attraction toward an 
intense climax. It’s a very tough task to 
sing koraippu unless the raga and swara 

are not registered properly. Utmost 
concentration and skill are needed to 
sing this technique. Rama Bhagavatar 
played a pivotal role in improving 
manodharma techniques for 
practitioners, especially the ability to 
sing Koraippu in Manodharma 
Sangeetham. 
Conclusion 
     By introducing Jatiswaras, Rama 
Bhagavatar provided a systematic 
approach that allowed students to 
practice rhythmic reductions and 
variations methodically. His 
compositions point out to the ocean of 
knowledge such as the presence of 
several structural swara patterns, 
Ranjaka prayogas, rare phrases, Jati 
patterns, Improvisation methods like 
Koraippu, Kalpana swara phrases, 
various rhythmic mathematical 
combinations etc. 
This contribution by Rama Bhagavatar 
has been instrumental in the pedagogy 
of Carnatic music. It lays the 
foundation steps for practitioners, 
which is essential for advanced 
performance in this art form. 
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Hkkjr esa çkphudky ls vk/kqfud dky rd larwj ok|;a= dk 

dkykuqØfed v/;;u 

ikS'kkyh nÙkk  

'kks/kkFkhZ] laxhr ,oa yfyr dyk ladk;  

fnYyh fo'ofo|ky;] fnYyh  

laf{kIr lkj& ok| 'kCn on~ /kkrq ls cuk gS ftldk vFkZ gS cksyukA oknu dk 'kCn dk 'kkfCnd 

vFkZ gS ok| dks cksyokukA gekjs çkphu 'kkL=ksa esa euq"; 'kjhj Hkh lkaxhfrd ;a= ekuk x;k gS] 

ftls nsoh oh.kk dgk gSA tcfd 'ks"k lHkh fufeZr ok| ekuq"kh oh.kk dgyk;k gSA loZçFke egf"kZ 

Hkjr us ukVî'kkL= xzaFk esa pkj ok|ksa dk oxhZdj.k fd;k gS& rr~ ] vou) ] ?ku] lqf"kj vkfn 

ok|ksa dk mYys[k fd;k gSA ftlesa larwj ok|;a= rr~ ok| dh Js.kh esa vkrs gSaA esjk 'kks/k i= 

larwj ok|;a= fo"k; ls tqM+k gqvk gS vkSj ;g d'ehj dk ikjaifjd ok| gSa tks fd lwfQ;kuk 

ekSfldh esa fo'ks"k egÙo j[krk gSA larwj dh tks 'kDy gS ml 'kDy ds vk/kkj ij gh gesa vU; 

ns'kksa esa Hkh dqN ok| feyrs gS tks fd blls Hkh feyrs&tqyrs gSaA muesa pkgs blds fuekZ.k 

Lo:i bldh lajpuk esa o rkjksa dh O;oLFkk gks ;k fd, x, la'kks/ku gks og fHkUu gksxk vkSj 

ogka mudks bl uke ls lacksf/kr fd;k tkrk gSaA vkSj ;g vkxs pydj ;s Hkh ,d 'kks/k dk 

fo"k; gks ldrk gS fd os vius ;gka tks çpfyr larwj ok| gS ftldk mn~xe vkSj bldk 

fodkl D;k ekurs gS fd ;g ok| dgk ls vk;k gS\ 

eq[; 'kCn & ok|] ok|;a=] larwj] d'ehj] lwfQ+;kuk  

çLrkouk &larwj] ;g ok|;a= Hkkjr dk 

viuk ,oa yksdfç; vkSj ;s d'ehj ds 

ikjaifjd ok|ksa esa ,d fo'ks"k vgfe;r j[krk 

gSaA ;g ok|;a= rr~ ] ra= ;k ra=hsa ok| 

ifjokj dh Js.kh esa vkrk gSA bls dye ;kuh 

nks NksVh MafM;ksa ls larwj ij çgj fd;k 

tkrk gSA 

bldk LFkku Hkkjr ds bfrgkl esa rFkk 

d'ehj ds 'kSookn ,oa lwfQ+;kuk ekSfldh 

¼tks d'ehj dk 'kkL=h; laxhr gS½ mlesa ;g 

cM+h Hkwfedk fuHkkrk gS] D;ksafd bl ok|;a= 

dks 'kkL=h; laxhr ds vuqdwy fdlh Js.kh 

tSls yksd laxhr] HkkaM ikFksj ¼tks d'ehj dk 

yksd ukVîdyk gS½ esa bls ç;qä ugha fd;k 

tkrkA igys ds le; d'ehj ds lwfQ+;kuk 

u`R; tSls gkfQ+t+ uxek esa bldk çpyu 

gqvk djrk FkkA orZeku le; ds mi'kkL=h; 

laxhr tSls xt+yksa esa bldk mi;ksx fd;k 

tkrk gSA 

oSfnddky ;kuh _Xosndky ¼1500&600 bZ-

iq½ 3500 lky igys ok.k ;k ck.k uked 

ok|;a= dk mYys[k feyrk gS vkSj bls 

lkexku ds le; laxr ok| ds :i esa ç;qä 

fd;k tkrk FkkA dbZ osnksa ,oa lafgrkvksa esa 

ok.k ok| dks 'krra=h oh.kk Hkh dgk x;k gSA 

oSfnd lkfgR; esa bl ok| ds çek.k ra=h 

uked ok| ls feyrs gSa] ftlds 100 rkjksa 

okyk ok|;a= ekuk x;k gS vkSj bls 'krra=h 

ok| ds leku ekuk x;k gSA blls ;g ekuk 

tkrk gS fd ;g ok|;a= Hkkjrh; ekuo dh 

lksp o laL—fr ds l̀tu dh gh nsu gSA ;g 

dguk xyr ugha gksxk fd dkykarj esa ;g 

'krra=h vkSj dkR;k;uh oh.kk ok| çpyu esa 

vk, gS vkSj Hkkjr o ns'k ls gh if'peh ns'kksa 

ls gh bldk çpkj&çlkj gqvk gksxkA 

vc le>rs gS dh dSls larwj fofHkUu pj.kksa 

esa gekjs bfrgkl ds iUuksa esa ls gksdj xqt+jk 

gSA blesa gekjk mís'; jgsxk dh larwj 

ok|;a= lacaèk gekjs osnksa esa] d'ehj ds 

bfrgkl esa Hkkjr ds bfrgkl esa ,oa foÜo ds 

bfrgkl esa viuh ,d Hkwfedk cukbZ gSA 
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ok.k &larwj ok| dk lacaèk vkSj bldh 

mRifÙk ra=] ra=h ok| uked ok.k ;k ck.k 

ls gqbZ gSA oSn lkfgR; esa ok.k ;k ck.k 'kCn 

dk mYys[k feyrk gSA 

_Xosn ¼1500&600 bZ-iq-½ esa ok.k 'kCn dk 

ç;ksx 1 

nks ckj e#r lwä  & 1-85-10 ] 8-20-8 (  

nks ckj lkse lwä  & 9-50-1 ] 9-97-8 ( vkSj  

,d ckj bUæ lwä  & 10-32-4 esa feyrk gSA  

ok.k ok| dks bfrgkl esa nks çdkjksa esa crk;k 

x;k gS & 

1- igyk çdkj bldh mRifÙk èkuq"kkdkj 

oh.kk ls gqbZ gSA larwj oknd LoxÊ; iaå 

Hktu lksiksjh viuh fVIi.kh nsrs gS fd 2 

oh.kk fuekZ.k ds vkjafHkd pj.k esa ,d 

èkuq"kkdkj oh.kk ;t% uke ls çpfyr FkkA 

oSfnd lkfgR; esa bls T;k ok| dgk x;kA 

dkykarj esa ;g fodflr gksdj Loje.My] 

'krra=h oh.kk dkR;k;uh ifjofrZr :i lkeus 

vk,A  

2- nwljk çdkj e#r ok.k ;k e#nh.kk] 

ftlds çek.k lk;.k us _Xosn ds lwä 1-

85-10 ij ok.k 'kCn dk Li"Vhdj.k nsrs gq, 

bls e#}h.kk uke ls lacksfèkr fd;k gSA 

_Xosn ds lwä 1-85-10 

ÅèoZ uquqæssora r vkstlknk–gk.ka 

fpfnofenqfo ioZre A 

èkeUrksa ok.ka e#r lqnkuoks ens lkse:i 

j.k;kfu pfØjs AA 

vFkkrZ & mUgksaus ¼e#rx.kksa us½ viuh 

'kfä;ksa ls dq,¡ dks Åij mBk fy;k vkSj 

ekxZ esa ckèkk Mkyus okys ioZr dk Hksnu dj 

fn;kA nkuohj e#rksa us ok.k ctkrs gq,] lkse 

jl esa eLr gksdj ;tekuksa dks jE; 

¼vkd"kZd½ migkj nku fn,A 

 
1 भारतीय िंगीत के तंत्रीवाद्य – डॉ प्रकाश र्हासडक ; प ृि॰ 17 
2 अंतर्ामद : िुर और िाज – सवजय शंकर सर्श्रा ; प ृि॰ 164 

_Xosn 1-85-10 dh Vhdk esa e#r ok.k esa 

100 raf=;ksa dk gksuk Lohdkj djrs gq, mls 

fo'ks"k oh.kk ekuk gSA blds çek.k e#}h.kk 

ds leku :i xzhd ds Aeolin Harp ls dh 

gS ftlds 100 rkjksa dk o.kZu gS vkSj bls 

yVdkdj nks MafM;ksa ls ctk;k tkrk FkkA 3  

oSfnddky esa bls lkexku ds le; laxr 

ok| ds :i esa ç;qä fd;k tkrk FkkA 

oSfnddky rFkk vk;Zdks vkSj lq=ksa esa ok.k 

dks egkoh.kk Hkh dgk tkrk FkkA blesa lkS 

¼100½ rkj 'kkfey FksA lHkh ok|;a=ksa esa ok.k 

lcls vfèkd iwtuh; FkkA egkozr ;K ds 

nkSjku] bl ok.k dks èkkfeZd vuq"Bkuksa o lkse 

Lrqfr esa _f"k;ksa }kjk bl ok| dks ctk;k 

tkrk FkkA 

'krrU=h oh.kk & 

ok.k ok| ;kuh rkjksa okyh oh.kkA bls oSfnd 

lkfgR; ,oa lafgrkvksa esa 'krra=h oh.kk ;k 

'krra=h ok.k ukeksa ls tkuk tkus yxkA 

rSfÙkjh; lafgrk esa&ok.k% 'krrUrqHkZofr 4 tSls 

dFku feyrs gSA  

ckS)k;u lw= ds vuqlkj] ok.k ok?k ;k 

'krra=h oh.kk dks vkSanqcj o xwyj dh ydM+h 

ls dks"B ¼Ýse½ dks fufeZr fd;k tkrk FkkA 

blds Åij vuquknd ¼Resonance ;k 

xwat½ cSy ds pqeMs ls bls e<+k o <dk tkrk 

FkkA blds rkjksa ew¡t o dq'k ds ?kkl ;k 

ljir ds ?kkl ls bls dlk o ck¡èkk tkrk 

FkkA bls iyk'k] osrl dh ydM+h ;k csar dh 

nks MafM;ksa ls bls ctk;k tkrk FkkA nksuksa 

MafM;ksa dks dk"B ; osuqdaM dgk tkrk gSA 

ok.k vkSj 'krrU=h oh.kk ok| esa rkjksa dks 

p<+kus ds fy, nks er fn, x, &  

¼1½ 'kkf.My; _f"k ¼ftUgsa lIr_f"k Hkh dgk 

x;k gSA½ erkuqlkj dsoy rhu Nsn dj 

3 Classical Musical Instruments, Suneera 

Kasliwal ; Pg 216 
4 तैसिरीय ब्राह्मण 7-5-9-2 
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33$34$33 rkjsa ck¡èks x, gSaA chp esa 34 rkjs 

vkSj 'ks"k esa 33&33 rkjsa 4 iqjksfgr }kjk ckaèks 

tkrs FksA Hkw% Hkwo o Lo% ea= mPpkj.k ls 

ckjh&ckjh ls rkjksa dks dlk tkrk FkkA igys 

33 rkjsa vèko;Zq ls] nwljk 33 rkjsa gksr ls] 

fQj 34 rkjksa dks nks] _f"k ck¡èkrs Fks] 33 rkjsa 

mn~xkrk o 'ks"k 1 rkj x`gkifr o ;teku 

}kjk ea= mPpkj.k djds ck¡èkrs FksA 

¼2½ ykV~;k;u JkSrlw= ds vuqlkj ok| esa 

10 Nsn esa fijks;k tkrk Fkk dj 10&10 rkjksa 

dks 10 Nsnksa esa fijks;k tkrk FkkA blfy, 

nksuksa ds er ls 100 rkjksa dks larwj ok| esa 

p<+k;k x;kA  

bu rRFkksa ls ge dg ldrs gSa fd ;g larwj 

ok|;a= ,d le; Hkkjr ls fofHkUu ns'kksa esa 

fofHkUu ukeksa çpfyr gqvk gksxkA tSls bZjku 

esa larwj] xzhl esa lkYVjh ] phu esa ;kaxfdu] 

vesfjdk esa gSEej Myflej] ;wjksi esa flacksye 

vkSj gdczsV uked ok| vkt Hkh fons'kksa esa 

çpfyr gSA bu lHkh ok|] larwj ok| ds 

leku gS ijarq blds vkdkj esa] èofu;ksa esa] 

rkjksa dh fxurh esa] oknu 'kSyh esa ,oa dye 

ds vkdkj dkQh varj ik, tkrs gSA 

eè;dkyhu Hkkjr esa tc bLyke èkeZ dk 

çHkko iM+us yxk rc mlh le; lwfQ+;kuk 

ekSfldh dh Hkh LFkkiuk gqbZA d'ehjh larwj 

oknd viuk er nsrs gSa fd ;g ok| igys 

bZjku ;k if'kZ;k ls vk;k Fkk vkSj bldk 

igys ln~rwj uke Fkk tks ;g Q+kjlh 'kCn 

gS] ftldk vFkZ gS ln ;kuh 100 vkSj rwj 

;kuh rkjksa okyk ok| dks dgrs gSaA 

dkR;k;uh oh.kk & 

larwj ok| ds leku dkR;k;uh ok| 

LojeaMy ds vkdj dk ok| Fkk ftlds 2 

NM+h ls ctk;k tkrk FkkA 

 
5 Musical Instruments of India, BC. Dev ; Pg 122 
6 The Music of India, H.A. Popley ; Pg 113-114 

bldk mYys[k ch- lh- nso dh E;wftdy 

baLVªwesaV~l v‚Q bafM;k 5 esa dfFkr çek.k gS 

;g ok| dydÙkk vkSj fr#ouariqje ds 

laxzgky; esa fLFkr gSA 

,p- ,- iksiys ds vuqlkj 6 ;g ok| dk 

vkfo"dkj _f"k dkR;k;u }kjk fd;k x;k gS 

vkSj bls 'krra=h oh.kk Hkh ekuk gS ftlds 

lkS rkjksa ds gksus dk o.kZu gS vkSj bls 

tkbyksQksu ¼xylophone½ ds Hkkafr oknu 

djus dk fooj.k fn;k gSA 

,l- ,e- VSxksj dh iqLrd ;a=dks'k vkSj 

y{ehukjk;.k dh iqLrd xhr ok|e VOL 1 
tks caxkyh Hkk"kk esa fy[kh gS] mlesa dkR;k;uh 

oh.kk ds nks çdkjksa dk mYys[k fd;k gS &  

 d- igyk çdkj LojeaMy ds vkdkj esa tks 

çkphu çdkj ekuk gS] ftldk uhps dk Hkkx 

fdlh rwacs ds vkdkj dk çrhr gksrk gSA bl 

ok| dks [kqæ oh.kk Hkh dgk x;k gSA  

 [k- nwljk çdkj ,d larwj ds vkdkj esa 

ekuk gS] ftls nks MaMh @ fet+jkc @ dye 

ls ctkrs gSA  

iqjkus le; ds d'ehj esa 'krra=h oh.kk 

ok| esa gj oSfnd lkexku ds ;K esa bls 

ç;ksx esa yk;k tkrk FkkA ;g de ls de 

nks&<kbZ ¼2&2-5½ gt+kj ls vfèkd o"kZ 

iqjkuk lkt gS vkSj ;g ewyr% d'ehj dh 

ljt+eh esa gh mRiUu gqvk gSA 7 

larwj ds çek.k uhyer iqjk.k ¼nwljh 'krkCnh 

bZåiwoZ ls ysdj nwljh 'krkCnh bZå½ rFkk 

jktrjafx.kh ¼12 'krkCnh bZå½ esa ik;k x;k 

gSA bu nks xzaFkksa ds vuqlkj larwj dk lacaèk 

'kSo Hkfä laxhr esa bls laxr ok| :i esa 

ik;k tkrk gSA uhyer iqjk.k xzaFk ds vuqlkj 

'kkjnk ek¡ dks d'ehj esa mudk eq[; fuokl 

ekuk x;k gSA 'kkjnk ek¡ ;kuh laxhr ,oa 

Kkunk;fu ekuh tkrh gSA tSls ekrk 

7 अंतर्ामद : िुर और िाज – सवजय शंकर सर्श्रा ; प ृि॰144 
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ljLorh ds rjg mUgsa iqtk tkrk gSA og 

'krra=h oh.kk dh fnO; okfndk ekuh xbZ 

gSA8 

lkjs oh.kkvksa esa larwj ok|;a= 'kq: ls eafnjksa 

ds laxhr esa bldk çpyu jgrk FkkA ;g 

ok| d'ehj esa igys 'kSo laxhr ds lkFk 

ç;qä fd;k tkrk FkkA larwj ftruk 'kSo 

laçnk; ls tqM+k gS mruk gh lwfQ;ksa us bls 

viukdj bldh xfjek vkSj bldh xq.koÙkk 

dks Hkh c<+k;k gSA d'ehj esa tc eqfLye 

vkØe.kdkfj;ksa dk tc 'kklu gksus yxk rc 

;gk¡ blyke o lwQ+h èkeZ dk çpkj & çlkj 

c<+us yxkA èkhjs&èkhjs 'kSolaxhr ds LFkku ij 

lwQ+h laxhr dk çpyu gksus yxkA ;g ok| 

çkphu le; ls ysdj orZeku le; rd ;g 

ges'kk ls gh èkkfeZd laxhr ,oa 'kSookn ls 

tqM+k jgk] ckn esa d'ehj ds lwfQ+;kuk 

ekSfldh okyksa us bl ok| dks viuk fy;kA 

vkt ds le; esa larwj ok|;a= us d'ehjh 

'kkL=h; laxhr esa viuh ,d fo'ks"k LFkku 

mikftZr fd;k gSA 

larwj ¼ikjaifjd d'ehjh larwj½ & larwj 

¼ikjaifjd d'ehjh larwj½ ok| prqHkZqtkdkj 

¼Trapezoidal Shaped Box½ dk cDlk 

gksrk gS] ftls ekSleh ¼Seasoned½ 'kgrwr 

¼Mulberry½ dh ydM+h ftl ij Qy ugha 

gksrs mlls cuk;k tkrk gSaA bl cDls ds 

ydM+h dh eksVkbZ yxHkx 4 ls 4½ lk<+s pkj 

bap dh ÅapkbZ ¼Height½ gksrh gS vkSj blds 

vanj ls [kks[kyk gksrk gS tks dh ,d 

vuquknd ¼Resonater½ ds :i esa dk;Z djrk 

gSA blesa ck,¡ vkSj nk,¡ çR;sd ls 75 fMxzh 

dk U;wu dks.k ¼Acute Angle½ gksrk gSA larwj 

ds nksuksa ck,¡ & nk,¡ rjQ ls vkSj dykdkj 

ds lkeus dh lekukarj i{k 20 ls 21 bap 

 
8 Classical Musical Instrument- Suneera 

Kasliwal, Pg 218 

yach gksrh gSA blds vkeus&lkeus dk Hkkx 

2 vuqikr 1 gS ;kuh uhps tks oknd ds 

lkeus dk Hkkx vkSj foijhr esa Jksrk ds rjQ 

dk Hkkx ls nqxuk cM+k gSA larwj ok| ds ck,¡ 

rjQ dks t+hj ¼Zir½ vkSj nk,¡ rjQ dks ce 

¼Bam½ dgrs gSaA 

;g 100 rkjksa okyk ok| gS] ftls 25 fcztksa 

;k eksgjs ij 100 rkjksa dks LFkkfir fd;k 

x;k gSA 25 fczt ;kuh ¼13 fczt ck,¡ rjQ 

LVhy dh rkjksa esa vkSj 12 fczt nk,¡ rjQ 

ihry@rkacs ds rkjksa esa½ p<+k;k tkrk gS vkSj 

4&4 lewg esa ,d fczt o Lojksa esa dlk tkrk 

gSA bls fczt ds Åij 4&4 rkjksa dks ,d 

Lojksa esa Mksdwj uked gFkkSM+s ls bls feyk;k 

tkrk gSA 

bls dyeksa ds }kjk ;kuh nks MafM;ksa ls 

vk|kr fd;k ;k ctk;k tkrk gS ftldk 

vkdkj 6 bap yack gksrk gS vkSj bls lsgikbZ 

¼f=dks.k LVSaM½ ij j[kdj ctkrs gSA ;g Ms<+ 

lIrd dk lkt gSA ijarq Ms<+ lIrd ls Hkh 

vfèkd vfr rkj ,oa eaæ lIrdksa bldk oknu 

djrs gSaA 

vkt ds le; esa ikjaifjd d'ehjh larwj 

lwfQ+;kuk ekSfldh esa gh ctk;k tkrk gS vkSj 

bls lwfQ+;kuk ekSfldh esa ed+ke i)fr ds 

vkèkkj ij bls ctk;k tkrk gSA 

bls eq[;r% fcykoy FkkV ds varxZr Vîwu 

djrs gSa vkSj ewPNZuk i)fr dk ç;ksx djrs 

gSaA vxj fdlh ed+ke fo—r Loj gSa rks mls 

ds fglkc ls ok| dks feykrs gSaA 9 

lwfQ+;kuk ekSfldh esa larwj oknd ny o 

lewg ¼Group½ dk usrk gksrk gS vkSj og 

xkuk&ctkuk nksuksa djrk gSA 

larwj ¼Hkkjrh; 'kkL=h; laxhr ds vkèkkj 

ij½&  

9 उ० र्ो० याकुब शेख िाक्षात्कार; जगह- क्रालपोरा-बडगार् 

कश्र्ीर; सदर्ांक 11अक्टूबर 2024; िर्य- 05:15 
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ftl çdkj ikjaifjd d'ehjh larwj 

lwfQ;kuk ekSfldh esa laxr oká ds :i esa 

lhfer jgrk gS] ijarq og ny@lewg dk 

usrk gksrk gSA mlh çdkj ls larwj ok| dks 

Hkkjrh; 'kkL=h; laxhr esa ykus dk Js; nks 

eq[; O;fä;ksa dks fn;k tkrk gS] ftls ,dy 

ok| ds :i esa çLrqr fd;k] mudk uke gS 

LoxÊ; iaå f'kodqekj 'kekZ ,oa LoxÊ; iaå 

Hktu lksiksjh og ,d egÙoiw.kZ Hkwfedk 

fuHkkrs gSA nksuksa us lHkh ok|ksa dh rjg 

Hkkjrh; 'kkL=h; laxhr esa bls led{k :i 

ls cukus dk ç;kl fd;k gSA bl ok| dks 

jkx ds vkèkkj ij Vîwu fd;k tkrk gSA ijarq 

fdlh&fdlh larwj esa 12 Loj esy ;kuh 

Chromatic Tuning esa Hkh Vîwu fd;k 

tkrk gS ftls iaå mYgkl ckiV us fd;kA 

blesa vkyki] tksM+] >kyk] jkxnkjh] xrdkjh] 

y;dkjh vkfn dk c[kwch :i ls fuHkk;k 

tkrk gSA  

→ larwj okndks dk larwj ok| esa fd, x, 

la'kksèku  

1- iaå f'kodqekj 'kekZ & mUgksaus larwj ds 

rkjksa dh èkkrq o xst uaå esa ifjorZu 

fd,A lqfQ+;kuk ekSfldh esa ç;ksx fd, 

tkus okys f=dks.k LVsaM dks gVkdj vius 

xksn esa ysdj ctkrs FksA mUgksaus fczt dh 

la[;k 25 ls 31 rd c<+kbZ Fkh vkSj rkjksa 

dh la[;k ?kVkdj 87 rkjksa dks LFkkfir 

fd;k ftl dkj.k eè; lIrd vkSj rkj 

lIrd Hkkx ,d fczt ij rhu rkjs p<+kbZ 

vkSj eaæ lIrd esa nks rkjsa p<+kbZ xbZA 

mUgksaus dyeksa }kjk ,d Loj ls nwljs 

Lojksa ij ds ç;ksx dks Vªesyks 

¼Tremelo½ rduhd dk ç;ksx fd;kA 

mUgksaus bl ok| dks nks&<kbZ ¼2&2-5½ 

lIrd dk lkt cuk;kA 

2- iaå Hktu lksiksjh & mUgksaus larqj ok| 

esa vusdksa cnyko fd, gSA rwacs dks tksM+k] 

dye ds vkdkj esa ifjorZu fd,A 

fpdkjh vkSj 12 rjcksa ds rkjksa dks Hkh 

tksM+kA mUgksaus u, ckt ftls lksiksjh 

ckt ls viuh 'kSyh dks LFkkfir fd;k 

ftlds varxZr xk;dh vax] ra=dkjh 

vax] Nandkjh] y;dkfj;ksa dk lekos"k 

fd;k] lkFk gh ehaM] xed] XykbZM] 

t+et+ek] —ru o è#in [;ky vax dks 

vius oknu 'kSyh esa LFkkfir fd;k ;g 

ok| lk<+s ik¡p ¼ftlesa 3 lIrdksa esa eq[; 

jkx esa ctkus esa vkSj <kbZ lIrdksa jkx 

esa ehaM ds fy,½ lIrdksa larwj ok| dk 

fuekZ.k fd;k ftlds varxZr 43 fczts 

vkSj 100 ls Hkh vfèkd rkjsa yxk, gSA 

larwj esa ck,¡ rjQ dh Vîwfuax dks 'kq) 

FkkV vkSj nk,¡ rjQ esa dksey FkkV esa 

fd;kA bl ok| dks ckdh lHkh ok|ksa 

tSls flrkj ds tSls blesa muds cksyksa 

dk tSls&fnj fnj] nk jk cksyksa dk fo'ks"k 

:i ls larwj ij ç;ksx ] oh.kk dh rjg 

blds èofu tks è#in ;k chu vax ds 

leku cuk;k mldk ç;ksx ,oa xr esa 

dykeksa }kjk LVªkbfdax rduhd dk 

ç;ksx dj ckdh ok|ksa ds rjg bls Hkh 

led{k :i nsdj ,d u, larwj dk 

vkfo"dkj fd;k gSA blfy, mUgksaus 

lksiksjh ckt+ larwj oknu 'kSyh esa 

lwfQ+;kuk ijkjaijk ds varxZr cukbZ 

ftlesa lwfQ+;kuk ekSfldh ,oa fganqLrkuh 

'kkL=h; laxhr dk Hkjiwj feJ.k budh 

'kSyh esa fn[kkbZ nsrk gSA 

3- iaå mYgkl ckiV & LoxÊ; iaå mYgkl 

ckiV us vius larwj ok| dks ØkseSfVd 

¼Chromatic½ larwj ds :i esa LFkkfir 

fd;k ] ftlds varxZr mUgksaus 12 Lojksa 

esa bldh Vîwfuax j[khaA 

çfl) larwj ok| ds dykdkjksa ds uke 

1- LoxÊ; iaå f'kodqekj 'kekZ]  

2- LoxÊ; iaå Hktu lksiksjh]  

3- LoxÊ; iaå mYgkl ckiV]  
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4- LoxÊ; iaå vkseçdk'k pkSjfl;k]  

5- iaå lrh'k O;kl]  

6- iaå r#.k Hkêkpk;Z]  

7- iaå jkgqy 'kekZ]  

8- iaå vHk; #Lrqe lksiksjh 

d'ehj ls &  

1- LoxÊ; må jetku tw]  

2- LoxÊ; må xqyke eksgEen 

lkt+ukokt+]  

3- LoxÊ; må ekså vcnqykg 'kkg 

lgrkjh]  

4- LoxÊ; må 'ks[k vCnqy vt+ht+]  

5- LoxÊ; må ekså vCnqYykg 

frcsrcDdy]  

6- må 'kchj vgen lkt+ukokt 

7- må eat+wj&my gd]  

8- må ekså ;kdqc 'ks[k  

efgyka, &  

1- Jherh o"kkZ vxzoky]  

2- Jherh Jqfr vfèkdkjh 

fu"d"kZ & 

bl 'kksèk i= ls eSaus ;g fu"d"kZ fudkyk gS 

fd ;g ok|;a= Hkkjr dk viuk lkt+ gS vkSj 

bldh mRifÙk Hkkjr ds d'ehj ?kkVh ls gqbZ 

gSA ;g ok|;a= Hkkjr ds bfrgkl esa osnksa esa] 

lkexku ds egk;K esa] rFkk d'ehj ds 

lwfQ+;kuk ekSfldh laxr ok| ds :i esa bls 

ç;qä fd;k tkrk FkkA blesa ;g Hkh tkuk 

fd Hkkjr ls gh bldh mRifÙk gqbZ gS vkSj 

Hkkjr ls gh fons'kksa esa tk çpkj&çlkj gksus 

yxkA ukfd ds ok|;a= lcls igys fons'kksa 

ls Hkkjr esa vk;kA 

larwj ok| dk lacaèk ,oa çkphure ok.k ok| 

ls tqM+s gq, gSA ftlds varxZr gesa bldk 

vkHkkl gksrk gS fd 100 rkjksa okyh oh.kk dk 

ifjp; gesa fofHkUu ukeksa ls ,oa muds rkjksa 

dh O;oLFkk ls feyrs gSA tSls 'kq: esa 

èkuq"kkdkj oh.kk ds :i LFkkfir gq,] fQj 

nwljs çek.k e#}h.kk ds :i esa tks e#r 

Hkxoku }kjk ctkrs Fks] dgha ij bls egkoh.kk 

ls Hkh igpkuk x;kA dkykarj esa ;gha ok.k 

'krra=h oh.kk] dkR;k;uh oh.kk vkSj eq[;r% 

larwj ok| ds :i esa çpfyr gq, gSaA 'krra=h 

oh.kk dk ifjp; gesa rSfÙkjh; lafgrk vkSj 

ckSèkk;u lw= esa blds fuekZ.k ds mYys[k 

feyrs gSA vkxs 18 oha 'krkCnh esa larwj ds 

çek.k dkR;k;uh oh.kk dydÙkk ,oa  

fr#ouariqje esa laxzgky; esa gksus dks n'kkZrs 

gSA fons'kh ok|ksa ds ukeksa dk Hkh blesa 

mYys[k fd;k gSA 

d'ehj esa larwj] nks & <kbZ gtkj lky iqjkuk 

ok| LFkkbZ :i ls LFkkfir FkkA blds çek.k 

gesa fuyeriqjk.k ,oa jktrjafx.kh xzaFk esa 

feyrs gSA fuyeriqjk.k xzaFk ds vuqlkj ek¡ 

'kkjnk ;kfu laxhr o Kku dh nsoh dks 

'krra=h oh.kk dk fnO; okfndk Hkh ekuh xbZ 

gS vkSj ;g ok| 'kSo&laxhr o eafnjksa vfèkd 

çpyu jgrk FkkA d'ehjh esa laxhr dk 

fodkl gksrs gq, 15 oha 'krkCnh rd Hkkjr esa 

bLyke èkeZ dk çHkko iM+us yxk Fkk] ftl 

dkj.k lwQ+hokn fopkjèkkjk dh LFkkiuk gqbZA 

dgus ds fy, larwj ok| 'kSo & lwQ+h ijaijk 

ls tqM+s jgs vkSj d'ehj esa lwfQ+;kuk ekSfldh 

;kfu lwfQ+;kuk 'kkL=h; laxhr esa larwj oknu 

çpfyr gksus yxk FkkA 

ns[krs & ns[krs ;g ok|;a= Hkkjrh; laxhr 

ds vkèkqfud dky ds bfrgkl esa 1950 ds 

n'kd esa larwj lwfQ+;kuk ekSlhdh ls Hkkjrh; 

'kkL=h; laxhr esa 'kkfey gksus yxkA bldk 

Js; eq[;r% nks O;fä;ksa dks fn;k tkrk gS 

LoxÊ; LoxÊ; iaå f'kodqekj 'kekZ ,oa 

LoxÊ; iaå Hktu lksiksjh us fd;k FkkA 

ftUgksaus larwj ok| dks la'kksèku vkSj uohu 

:i nsdj u, larwj dk vkfo"dkj fd;k vkSj 

ckdh lHkh ok|ksa dh rjg led{k :i esa bls 

LFkkfir fd;kA nksuksa us viuh fof'k"V oknu 

'kSyh dk fuekZ.k fd;k vkSj 'kSyh ,d nwljs 

ls fHkUu gSA LoxÊ; iaå mYgkl ckiV us भी 
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vius larwj ok| dks ØkseSfVd ¼Chromatic½ 
larwj ds :i esa LFkkfir fd;kA 

vkt ds le; esa larwj ok|;a= tgk¡ 

lwfQ+;kuk ekSfldh rd lhfer Fkk] vU; ok|ksa 

ds eqrkfcd bldk çpyu ns'k&fons'kksa esa 

t+~;knk c<+us yxk gSA vkt ds le; esa 

ftruk iq#"kksa us bl viuk;k gS blls vfèkd 

efgykvksa us bl ok| esa viuk Hkjiwj 

;ksxnku fn;k gS vkSj bls ns'k&fons'k esa 

larwj dks foÜo Lrj ij vkxs ys tkus dk 

ç;kl fd;kA 

lanHkZ xzaFk lwph 
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Abstract: Onamkali, an enchanting folk art from Kerala’s Thrissur district, blends 
dance, music, and storytelling into a vibrant tapestry of cultural heritage. Born 
from the spirit of Onam, this tradition narrates Ramayana tales and echoes the 
rural life of Kerala, evolving from spontaneous gatherings into a structured and 
captivating performance. Today, with graceful costumes, rhythmic dance steps, 
and heartfelt community spirit, Onamkali continues to celebrate the resilience, 
unity, and beauty of Kerala’s people and traditions. 
Keywords:Onamkali, Kerala folk art, Thrissur, Onam, Ramayana, Cultural 
heritage, Rural traditions, Communal celebration 

Introduction :  Onamkali, an art form 
originated from the Thrissur district in 
Kerala, India, is a blend of music, 
dance, and cultural storytelling that 
spans over sixty-five years. Rooted in 
the celebratory spirit of Onam and the 
harvest season, Onamkali is a unique 
performance genre, portraying themes 
from the Ramayana and echoing the 
experiences of the rural community in 
Kerala. Its origins as an oral tradition 
signifying the shared narratives and 
values of the working class, who 
found joy, solidarity, and 
entertainment in these communal 
gatherings. Despite its simplicity, 
Onamkali’s aesthetic appeal lies in its 
distinctive structure, evolving 
costumes, and dance steps, resonating 
with deep cultural values. 
Significance of Onamkali in Kerala’s 
Cultural Landscape  

Onamkali holds a special place in the 
folk arts of Kerala, particularly as a 
cultural marker for Thrissur. Over the 
years, it has gained recognition for its 
nuanced portrayal of ‘Ramayana’ 
stories, offering a unique perspective 

on Kerala’s historical and social 
contexts. As a folk art form, Onamkali 
has grown from an unstructured 
gathering into a refined, competitive 
performance. However, it still retains 
the communal warmth of its roots, 
celebrating unity and resilience 
among the lower caste communities 
who originally practiced it. 
Artistic structure and features of 
Onamali  
1.Format and Style  

Onamkali typically involves a group 
of performers arranged in a circle 
around a central lamp and a vessel of 
paddy, representing prosperity. The 
dancers are led by a main singer, with 
others repeating verses and 
synchronizing their steps to rhythmic 
chants or jatis. The circle dance, 
reminiscent of the ancient 
Tiruvathirakali, embodies a ritualistic 
charm, with a format that includes 
invocations to Ganapati and 
Saraswati, narrative portions from the 
Ramayana(ie: kadha), and a closing 
Mangalam, or blessing song. 
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• GANAPATI : It is the song that is 

sung in the form of sloka to praise 

the Lord Ganesha. There are no 

difficult steps for this song.. 

During the early time , Sanskrit 

mantras of Ganesha were used in 

the form of songs. Now-a-days  the 

songs are composed in 

Malayalam. 

• SARASWATI VARNANA : 

These songs are known as “terali 

padam”which is the singing of  the 

praises of Goddess Saraswati. It is 

the description of  the goddess 

Saraswati’s form through rich 

imagery.  

• KATHA : In this portion, the story 

of Ramayana is described. There 

are many songs in this section. 

These songs are written in the 

form of “eeradi pattukal”. It takes 

one and half hour to complete one 

song. It is sung in the three degrees 

of speeds first, second and third 

degrees and known as patikalam, 

madhyakalam and drutakalam 

respectively. These songs are 

different not only by the story but 

also by the tala. 

• MANGALAM: It is sung as a sign 

of their success and to express 

their respect and thanks due to 

their Guru. Mangalam songs are in 

praise of Sree Narayana Guru, 

because the performers believe 

Narayana Swami as their ultimate 
Guru. 

 

2.Musical and Rhythmic instruments  

Onamkali songs derive their melodies 
from the Ramayana by making use of 
accessible Malayalam lyrics. These 
songs feature recurring rhythmic 
structures, primarily three types of 
tala (beats): Mukkannan, Thannalam, 
and Chembada. Each of these talas 
corresponds to distinct dance steps 
and tempos, and the songs follow a 
consistent melodic pattern devoid of 
the complex ragas as seen in Carnatic 
music. Instead, they rely on simple 
scales and repetitive melodic phrases, 
creating an engaging and energetic 
experience for the audience. The word 
“chodu” is used instead of tala and 
these were used only for ‘Eeradi 
Pattukal’. 
• Mukkannan Chodu  
There are 28 steps for this chodu. 
   “kri ki da thei, kya thri ka tha, 
Thi ka ya thatha thi tha thi ka thi 
Thei,, ya ka thi ka thei ” 

It is the jati of this tala when they start 
the song. It has 28 aksharakala. At the 
end of the song, the jati in 14 
aksharakalas is performed as 
follows:- 
“kri ki da thei kya thri ka tha 
Thì tha thì ka thì thei!” 

The name “Mukkannan comes from 

three pores on the coconut [the three 

eyes of the coconut) because they do 

their steps like this. 
*Thannalam 
There are nine steps for this tala. This 
tala was also known as “kummi” 
“tha, tha ri kida tha, tha ri kida thom,, 
Thei an tha ka thom,. 
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Thi thatha, tha ri ka thei, yya thin tha ka!” 

It has 32 aksharakala, while singing this 
jati in the beginning. In the end, the jati 
becomes:  
“tha tha ri kida tha tha ri kida thom 
thei an tha ka thom 
thì thatha tha ri ka thei!” Which has 28 
aksharakala. 
*Chembada Chodu 
“kri ki da tha jam tha jam tha ri ki da ki 
du tha ka 
than ka thei, ya tham, tha dhi ki na ki du 
tha ka 
thei, ya ka thi ka tham!” 

     This is the jati of this tala, sung at 
the beginning. It has 38 aksharakalas. 
The performers use 19 steps for this 
tala. At the end of the song, the 
akshara kala is reduced in to 32 and 
sung like this:- 
“kri ki da tha jam tha jam 
tha ri ki da ki du tha ka 
than ka thei, ya tham, 
tha dhi ki na ki du tha ka thei,!” 
3.Themes and symbolism 

The principal theme in Onamkali 
songs is the life of Rama, viewed by 
the performers as an ideal ruler who 
promoted equality and righteousness. 
By celebrating Rama’s tales, the 
participants not only express their 
admiration but subtly critique 
contemporary social hierarchies, thus 
embedding social commentary within 
the art form. Over time, stories from 
other epics like the Mahabharata have 
also made their way into Onamkali, 
enriching its thematic scope. 
Evolution of Onamkali 

Onamkali evolved significantly, 
adapting to changing social and 

cultural conditions. Initially, it was 
performed spontaneously, without 
any formal structure or costume. 
However, with the influence of social 
reformers like Sree Narayana Guru, 
who championed equality across 
castes, Onamkali began to be 
performed without discrimination. It 
soon developed a formal dress code 
and uniform dance steps, enhancing 
its aesthetic coherence and appeal. 
Changes in Costume 

Early performances featured casual 
attire, but over time, saffron-colored 
dhotis and white shirts became the 
standard dress code, embodying a 
sense of unity. Recently, performers 
have adopted more colorful attire, 
adding visual appeal to the 
performances, especially in 
competitive settings. 
Development of Dance Steps 

Originally, performers danced 
spontaneously, but as the form 
evolved, they introduced specific 
steps in harmony with the rhythm of 
the song. Jatis (rhythmic syllables) 
were incorporated, adding a 
structured cadence to the performance 
and heightening the energy of the 
steps. 
Theme of the songs 

Epics and Puranas such as the 
Ramayana have been adopted for new 
themes. Stories of Rama served as the 
inspiration for the central theme of 
Onamkali songs. As the ruler of 
Ayodhya, Rama was a genuine 
reformist among the common people 
and treated all of his subjects equally, 



ISSN-2348-5892       ONAMKALI: The heartbeat of Kerala’s Folk Heritage     Sangitika 
 

131 
 

regardless of their wealth, caste, or 
religion. The people therefore took 
great pleasure in appreciating Rama’s 
tales. In a same vein, these stories 
enabled them to criticise the Diwan; 
princes of that time. As this art style 
began to gain popularity, the motifs 
were expanded to include the socially 
important narrative of Maha Bharatha 
and other works.Onamkali songs 
initially centered around celebratory 
themes, but by the time Ramayana 
stories were integrated, the art form 
acquired a deeper narrative quality. 
The performers recite and enact 
episodes from Ramayana, which are 
relatable to the audience and resonate 
with the themes of valor, justice, and 
humility. 
Modern day Onamkali  

Today, Onamkali is mainly practiced 
as a competitive art form in which 
organized groups from all over 
Thrissur district compete during the 
Onam festival. In addition to the 13 
teams consisting of only men, today 
13 teams consisting of only women 
have also come into existence. These 
groups work using modern sound 
systems. A method of performing 
Onamkali, which deviates from the 
traditional format and includes folk 
songs and film songs, is now popular. 
More over , the theme of the songs is 
performed differently rather than the 
original story of Ramayana and songs 
using only the same rhythm are seen 
in a competition venue. 
 

Analysis of Selected Onamkali 
songs 
The songs performed in Onamkali are 
distinct for their storytelling and 
adherence to traditional rhythmic 
patterns. They are written on the basis 
of Kamba Ramayana and Valmiki 
Ramayana. They can be categorized 
broadly into Terali Padam (invocative 
songs) and Eeradi Pattukal (narrative 
songs), with each category following 
a unique rhythm and structure. The 
songs were written by using prosodic 
beauties. 
1. Terali Padam   

The Saraswati Varnana is an 

example of Terali Padam. It is 

sung at a brisk tempo without any 

tala and serves to invoke 

Saraswati’s blessings before the 

main performance begins. This 

“terali padam” contains 16 pair of 

lines and it is sung in a speed 

tempo in a constant beat like a 

horse run. The sahitya contain 

hard malayalam words and it 

describes the Saraswati roopam. 

There is no division like Pallavi, 

Aṉupallavi and Caranam. It has 

two parts, the first part consists of 

16 lines which explain the 

Saraswati roopam and the second 

part is a request for her blessings 

to win. Each part has a pause at the 

end with a jati “tha ka thei thei”. 

Example: Mutthukal kortthoru 
malakalum vana malakalum 

Mulathan padavum mudithan 

kireedam 
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2. Eeradi Pattukal  

Songs in this category recount the 

events from the Ramayana. It 

maintains a steady tempo and last 

for extended periods, reinforcing 

the performance. Examples for 

songs with different themes and 

tala are given below: 
*Song 1 
The kidnapping of Seetha by Ravana 
is the theme of this song and it is set 
in Mukkannan chodu. 
  Sa pa sa     ri ga ga   ri ga ga   ri gari   
sa sa sa    ri gari       riri sa  sa sa  
  Rakshasan rajanum therumayi vannu 
mayathal seethaye kondum poyi  
  Seetha vilapangal kettithu pakshi 
dhairyamayi vannu parajidunnu 
  Dustan mahapapi ravana neeyum 
  Mattol mizhiyale kondengu ponu 
  “kri ki da thei, kya thri ka tha, 
    thi ka ya thatha thi tha thi ka thi 
    thei,, ya ka thi ka thei,!”………. 
The story is described in 38 lines and 
it takes 1½ hour to complete the 
performance. While notating this 
song, the notes Shadjam, Chatusruti 
Rishabham and Pancham were 
identified. 
*Song 2 
The time when they lived in the 
chithra kuda is the theme of the song. 
It is set in THANNALAM (like 
Kummi). 
Dha sa sa risa  ri maga ri, sa   ri, sa ri maga risa ri sa 

Rama  rama       rama   chadra      janaki       manala 
Rama rama rama chadra ennu thathatha paadi 
“tha, tha ri kida tha, tha ri kida thom,, 
They an tha ka thom, 
Thi thatha, tha ri ka they, yya thin tha ka!” 

The tune of this song has a similarity 
with the famous kurathi song of 
Tiruvathirakali “benthuvaya vipran 
thante santhatheye kanan”. It has 
some resemblance with the Arabhi 
raga in Carnatic Music. While 
notating this song, Shadja, Chatusruti 
Rishabha, Andhara Gandhara, Sudha 
Madhyama and Chatusruti Dhaivatha 
were identified. 
*Song 3 
This song is set in Chembada 
Chodu. The sojourn of Rama and 
Lakshmana at chithra kuda is the 
theme of the song. 
Pa sa sa     sa sa ri  ri ga ga   ga;… 
Guhanum poyoru samayam thanne 
Riri gari,      ri   sa  sa  sa  sa  
Reghuvaran nadannavidam vittu 
ri ri ga ri sa ri sani ri sa     sa ri ga ga  
Bharathadwajasrama          vasikalannu 
ri ri ga ri     sa sa sa sa sa sa sa  
Desharathi thiru savitham chennu 
Pa sa sa sa ri  ri ga ri ga,gama  ga ri ga ri sa sa sa  

Sweekarichu   varuthiruthi     salkarichuvallo 
“kri ki da tha jam tha jam tha ri ki da ki du tha ka 
than ka thei, ya tham, tha dhi ki na ki du tha ka 
thei, ya ka thi ka tham,!” 
 

This song describes the story in 32 
lines. While notating this song, 
Shadja, Chatusruti Rishabha, 
Sadharana Gandhara, Sudha 
Madhyama, Panchama and Kaishiki 
Nishadha were identified. It can be 
counted as a melody belonging to the 
root of Kharaharapriya raga. 
 
CONNECTIONS WITH OTHER 
KERALA ART FORMS 

Onamkali shares similarities with 
other traditional Kerala art forms like 
Poorakali, Tiruvathirakali, and 
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Margamkali in format, theme, and 
choreography. 
1. Poorakali 

Poorakali, performed by men during 

the Pooram festival, shares 

Onamkali’s circular dance format 

and martial dance steps, 

underscoring the thematic and 

physical rigor of both forms. 

2. Tiruvathirakali 

Onamkali known as the 

“Thiruvathira of men,” borrows 

elements from Tiruvathirakali like 

circular movement, hand clapping, 

and a standard performance 

structure. Both art forms celebrate 

the feminine and masculine aspects 

of Kerala’s cultural expression. 

3. Margamkali 

Margamkali, a Christian ritual 

dance, incorporates pauses and jatis 

similar to Onamkali, suggesting a 

shared tradition of rhythm-based 

group perfor-mance among Kerala’s 

art forms. 
Conclusion 

Onamkali stands as a testament to the 

enduring cultural heritage of Kerala, 

encapsulating the stories, struggles, 

and victories of her people. As it 

transitioned from a spontaneous rural 

celebration to a structured competitive 

art form, Onamkali has continued to 

adapt while retaining its core narrative 

and communal spirit. The art form, 

although lesser-known today, is a 

powerful expression of Kerala’s folk 

traditions, bringing to life the values 

and experiences of a community. 

While each group were performing on 

its own unique style and variations, the 

24 practitioners of the older generation 

who still hold Onamkali close to their 

hearts, are trying to correct the new 

generation by holding on to the style, 

basic rhythm, and narrative structure 

of the Onamkali. 
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Rare Composition 
Composer Ragam Talam 

Pallavi Doraiswamy Iyer Pantuvarali Misrachapu 

Pallavi : 

║  ,   n   ,   d   ,   p   m   ║  g   r  ,    s   ,  s  r  ║  ṇ   s   r    g   ,   g   r  ║   g   m   p    d  ,   d   p  ║ 

        A  ,    dbhu ,  ta  ,       Na  ,   ,  ta , na m    ba  ,   ,     di   ,   ne   ,       ,    ,    ,      Ma   ,   ,   ,     

║  m   p  ṡ     n  ,  d   p  ║ g ,  r  g  m  d p m , ║  g   ,   r     r   ,   ,   ,  ║  s    ,    ,       ,    ,    ,    , ║ 

     Ya  ,  m   ba   ,   ra  ,    Ke  ,   ,   ,   ,   ,    ,    ,   ,  ,    shu  ,   ,   ,   ,    ,   du   ,    ,    ,    ,    ,    ,        

Anupallavi: 

║ ,  g   ,  p  m  p  ,  ║  p  ,  d    d   p  m  , ║  ,   p  d   n   ,   d   ,  ║   n    ,    ,      ṡ   ,   ṡ   ,  ║ 

       A  ,    dbhu  ta ,   ma  ,  dbhu ,  ta  ,      , Ma  ni ,  dha rma     Var  ,   ,    dha  ni   ,    

║  ,   n   n    n   ,   n   ,  ║   ṡ    ṙ   ġ     ṙ  ,   ṡ  ,  ║  n   ,   n    ṡ   ,   ṡ   n  ║  ṡ , ṙ ṡ   n  d   p   m  ,  ║ 

       ,  A du  ,  ga ,  du ,    ga ,  ku   joo , chi   me  , ccha  ,  Mo ,  ,    da  ,  ,  mu  he ,  ccha ,   

║  p   d   n    ṡ   ṡ   ṙ  ṡ  ║  ṡ  ,   n    p  d   n   ṡ  ║  ṡ   ,  n    d   d   p  n  ║  d  p  m    g  ,  m   p  ║ d 

    Ha ra  ha  ra Si va si   va ya  nu  chu  sur u   la  nda   ru nu Van      da na mu se ,  ya  ,  ,    ,   

Charanam: 

║ ,  g   ,   m  ,  p  , ║  ,   p   ,   d   d   p  ,  ║  ,   m   p    m  ,  p   d  ║  p   d   n    d   p   m  , ║ 

, Da  ,  ta , Ven      ,   ta   , Nil  ,  chi  ,      ,   Che  ,  ta  ,  Ta  ,       la   mu  ,   boo   ni  , 

║ g   ,   r     g   ,   m   ,  ║  p   ,   ,    p   m   d  p  ║  p   d   ,    ,   ,   p  m  ║  p   ,   ,    d   n   d  p  ║ 

Ta  ,   ,    tai   ,   ,   ,      tai  ,   ,   ye   ,   ,  na ,   Ga  ,   ,   ,   ,    ,   ,   ,     Pa  ,  ,    lku  ,   ,   ,   

║ m   d   ,     n  ,   ṡ   ,  ║  n   d  ,    n   ṡ   ,   ,  ║  n   d   ,     p   d   p   m  ║  g   r   ,     s   r   ṇ  ,  ║ 

       La  na ,   ,  ,    ti   ,       ya  nu  ,  ji   ,    ,   ,     Moo   ,   ,  ta  m   ,   bu     Sam   ,    ,    ,    ,     ,  

║  ,   s   r    ,   g   m   ,  ║  d   p  m    g  ,   m   p  ║  m   g   ,     ,   ,   ,   ,  ║  r   ,   ,     s    ,   g  m  ║ 

     ,   Gee   ,    ta  mu ,     var   ,   ,   rshim  ,  pa      ga   ,   ,    ,   ,   ,   ,  ,     Pu   ,   ,  ru   ,   ,   ,     

║  p  ,   ,     p    ,   p   ,  ║  p   d   ,    d   p   m   ,  ║  ,   p   d     n   ,   n  d  ║  n   ,   ,     ṡ    ,   ṡ   ,  ║ 

    Hoo ,   ,  tu  ,  da  ,      ku  du  ,  Ve  ,   nu   ,        ,  Gee  ,   ta  ,    mu  ,   Se  ,   ,   ya   ,   sa  ,  

║  n   ,    ,    n   ,   n   ,  ║  ṡ    ṙ    ġ      ṙ   ,   ṡ   ,  ║  n   ,    ,     ṡ   ,   ṡ   ,  ║ ṡ  ,  ṙ  ṡ  n   ,  d  p  m ║ 

    Bha  ,  ,   ta   ,  la  ,      mu  ,   na  ,  nu   kru       pa  ,   ,     ta   ,   ti  ,    Nee   ,  ,  shu  ,  du   ,    

 ║ p  d   n    ṡ   ṡ   n   ṡ  ║  ṙ   ṡ   n     p  d   n   ṡ  ║ ṡ ṙ ṡ ṇ ṡ ṡ  d ,  d n d d ║ p p  g  ,  p m g , m ║d 

Ta , ta ki  ta ja nu ta     ki ta ki ta ta ka Tari ki ta taka Jom tari ki ta   ta ka ta ka Jomma   ni 

 

Charanam 2: Angajutandri Mridangamu booni Dha Langani Pimpagaya Yingitambu Gani 
            Mangaladevi Karangilayamu Veyaga KuRanga Netriyou Dharangana Nadamu Bhangamuleka 

            Calamgimpa Yaputu ta Tongu Taka Tongu Takanam Tari Tom Tarikita Taka Taka Tomamtari 
 

Charanam 3: Karamuletti Maimarachi Rushulella Hara Harayenga Nandike swarudendariki 
Mundaranu Nilchi Heccharika Parakenga Lambodara Subrahmanya Lirugadalanu Shankara- 

Bhava Maamuddharayani Moralidaga Dhari Takita Jonu Takita Druddu Taka Taddi ttalaangu 

Druga Talaangu Taka Tadikina Tommani 
 


 

 

 

 






