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UkkVÔk'kkL=kh; ijEijk

deys'knÙk f=kikBh

ukVÔk ,d lexz rFkk Lora=k dyk gS] fdUrq ml esa vusd 'kkL=kksa dk
lekgkj gSA bl loZlekosf'krk osQ dkj.k ml dk foPNsn Hkh gqvk´;g Hkh
lR; gSA ysfdu ml dh ,d 'kk'orrk gS] ,d uSjUr;± gS bl dks Hkh ns[kuk
vko';d gSA ukVÔk'kkL=k dh og ijEijk vusd yksxksa osQ fy, vifjfpr gks
xb± mu osQ fy, vifjfpr gks xbZ gS] tks if'pe ls m/kkj fy;s x;s jÌeÛk
dks ns[kus osQ vknh gks x;s gSa vkSj mUgksaus jÌeÛk dk i;kZ; if'pe dh ijEijk
dks eku fy;k gSA os lksprs gSa ;g tks if'peh jÌeÛk gS] ;gh ,d ek=k jÌeÛk
gSA ftl izs{kkx`g ij vkt u;s ukVd [ksys tk jgs gSa] og e/;dkyhu fpUru
dh rFkk e/;oxhZ; fpUru dh mit gS] tks iwjh rjg ls if'pe ls izHkkfor
gks dj gh vius fopkjksa dks vkSj viuh dykvksa dks Hkh igpkuus dh dksf'k'k
djrk gSA fdUrq ikjEifjd jÌijEijk egkuxjksa esa thfor Hkys u gks] ij og
ijEijk xkÍoksa esa vkSj osQjy dh ^owQfV;k¶e~* tSlh ijEijkvksa esa] dFkdfG esa]
lkjh ml u`R;'kSyh esa] tks lkjs Hkkjr esa izpfyr gSa] tks lkjh 'kkL=k 'kSfy;kÍ gSa
vkSj tks yksd 'kSfy;kÍ gSa] muesa og thfor gSA ;g ijEijk muosQ fy, vtuch
gS] tks mls m/kkj osQ p'es ls ns[krs gSaA tks bls djrs vk;s gSa vkSj vHkh Hkh
dj jgs gSa] os pkjksa rjiQ fc[kjs gq, gSaA ;g ,slh lewgc¼ ijEijk gS] ftlosQ
fy,] ftlosQ izfr ihVj czqd dks Hkkjr vkuk iM+rk gSA ;fn mldks egkHkkjr
dh fiQYe cukuh iM+rh gS] ml dks vk dh bu ijEijkvksa dks ns[kuk vko';d
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gS] lkjs ,f'k;k esa og tkrk gS] lkjs vizQhdk esa og tkrk gSA vkSj mu
jÌijEijkvksa esa ls vius fy, og eqgkojs <wa<rk gSA ml osQ fy, fjpMZ 'ks[k+uj~
dks Hkkjr vkuk iM+rk gS] okjk.klh esa jkeyhyk dk v/;;u djus osQ fy, o"kks±
jguk iM+rk gSA ml osQ fy, ;wftuks ckckZ dks MsuekdZ ls Hkkjr vkuk iM+rk
gSA tkikuh&ijEijk ls ysdj dksfj;k rd dh ijEijk esa ukVÔk'kkL=kh; ijEijk
dh O;kfIr gSA bl vFkZ esa ;g ijEijk fofPNUu ijEijk ugha gSA

;g ijEijk osQjy esa iÀJh ef.k ek/ko pkD;kj osQ iz;ksxksa esa vkt Hkh
thfor gSA okLro esa ;g ,d xfr'khy ijEijk gSA ;g furkUr ltho ijEijk
gS vkSj ml lthork dks pqukSrh vc bl 'krkCnh esa vfUre pj.k esa fey jgh
gSA vc bl dks ;g pqukSrh mÙkjk/kqfudrk ls fey jgh gSA vkSj blhfy, ml
dks cpkus dk dke ,sls gh laxksf"B;ksa ls lEHko gSA bl ns'k esa rFkk fo'o esa
fxus pqus fo}ku bl leL;k ls :&c&: gks jgs gSaA ik.Mqfyfi dh ;g tks
ijEijk] ewyr% n`';dkO; dh og ijEijk gSA og viuh lajpuk esa ;g ,d
vn~Hkqr ijEijk gSA

ukVÔk'kkL=k dh l`f"V osn ls gqb± osn lukru gSA ukVÔk Hkh osn gSA bls osn
dgus dk rkRi;Z ;g gS fd ukVÔk ,d vfofPNUu 'kk'or ijEijk gSA vius
ml vkUrjKku osQ :Ik esa] vukfn Kku osQ :Ik esa ;g euq";ksa esa izfrf"Br gS]
euq"; dks viuh vksj ls vkUrjKku dks fiQj ls Hkkfor djuk iM+rk gSA ogkÍ
ls og okfpd] vkÍfxd] lkfÙod] vkgk;Z vkSj jl osQ vuqHko dks xzg.k djrk
gSA mldh lnkrurk dks udkjus osQ fy;s dgk x;k fd Hkkjrh; ukVd fdlh
if'peh izHkko ls fodflr gq, gSa] ;wukuh izHkko ls fodflr gq,A lkS lky
rd ;g cgl pyrh jgh fd Hkkjrh; ukVd blh t+ehu ls vk, ;k ;wukuh
izHkko ls vk,\ izks- Dokbij vkSj izks- fcfLdZ osQ vuqlU/kku ,slh Hkzked
/kkj.kkvksa dk fujkdj.k fd;k x;kA bu nksuksa us bl ij dke fd;k gSA

gekjk ukVÔk oSfnd fo'ofpUru osQ Hkhrj ls] oSfnd fo'on`f"V osQ Hkhrj
ls ;g ukVd vkrk gS vkSj ml dk eÛk og gS tks =kSyksD; dk vuqdhrZu djrk
gSA tks =kSyksD; dh vuqÑfr djrk gS] ml dk eÛk rks =kSyksD;ijd gksxk ghA
mlesa rks f=kyksd dh LFkkiuk gksxh ghA og tks oLrqr% okLrfod l`f"V dk
,d vuqÑR; gS] ml osQ osQUnz esa tgkÍ czãk gSa ogha rks lw=k/kkj vk,xkA blhfy,
,d vij l`f"V tks ge djrs jgs gSa] og Hkh rks czãk gS vkSj blfy, og lEiw.kZ
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=kSyksD; dh Nk;k bl eÛk osQ Åij fn[kkbZ iM+rh gSA fl¼kUr osQ :Ik esa Hkjr
us bl dks osn ls xzg.k fd;k gSA vkxeksa ls xzg.k fd;k gSA osQoy osn ls xzg.k
fd;k gŚ ;g dguk vk/kk lgh gSA vkxeksa ls Hkh ns[kuk gS D;ksafd osnkUr dh
ijEijk esa tgkÍ txr~ feF;k gS] ml feF;k esa lkSUn;Z oSQlk] tks ckf/kr gks tk,]
ml esa lkSUn;Z dgkÍ ls vk,xk\ lkSUn;Z rks lR; esa gksxkA vkSj bl l`f"V dks
txr~ dks lR; dgus dh tks ckr gS og rks vkxeksa dh gSA blhfy, tgkÍ lkSUn;Z
dh fpUrk gS ogkÍ dyk dh fpUrk gS] ogkÍ vkxe vko';d gSA og vewrZ dks
ewrZ djus] vewrZ dh mikluk dks ewrZ :Ik esa Hkkfor djus osQ fy, ew£Ùk dh
t:jr gSA ew£Ùk osQ Hkh fofHkUu :Ik gSa] fp=k gSaA izklkn dh t+:jr gS ftl
esa og izfrf"Br fd;k tk,A lkjs Hkkjrh; dyk dk mn~xe bl vkxeksa ls gS
vkSj blfy, ukVÔk'kkL=k esa osn vkSj vkxe nksuksa vk/kkjHkwr :Ik ls mifLFkr gSaA

ukVÔk'kkL=k dh tks ik.Mqfyfi ijEijk lkjs ns'k esa iSQyh gqbZ gS] ml esa ;g
lkjh ckrsa okpuk,Í vk,xhA nks okpuk,Í gSa ;k ,d´bldh ewyr% ijh{kk djus
dh t+:jr gSA nks ls vf/kd gSa ;k ,d gh okpuk gS tks vusd :Ik esa gekjs
lkeus vkbZ gSA ;g iz'u rHkh pyk vk;k Fkk] [kM+k gks x;k Fkk] tc mn~HkV
us ukVÔk'kkL=k ij fpUru fd;k gksxkA ;g iz'u rHkh tkx:d gks x;k Fkk] fd
ukVÔk dk vuqHko osQUnz D;k gSa og 'kkUr jl lfgr uojl gSa ;k vkB gh jl
gSaA bl dh og okpuk] tks cM+h gh le`¼ okpuk gS] tks vkt gesa izkIr gS]
ml okpuk dh Nk;k vxj vki dks ns[kuk gS rks fo".kq/keksZÙkj dks nsf[k,A
fo".kq/keksZÙkj esa vius laf{kIr :Ik esa nks okpuk,Í fo|eku gSaA vkB jl gSa ;k
ukS jl gSa&;g dkfynkl osQ lkeus iz'u gSA dkfynkl ml iwjs osQ iwjs
ukVÔk'kkL=k osQ lkFk lqifjfpr vkSj izFke dfo gSaA ml ijEijk esa Hkkfor dfo
gSaA ml dh lkjh dh lkjh ijEijk fiQj c<+rh gq, nks /kkjkvksa esa] rhu /kkjkvksa
esa gksrh gSA

bl cgqfo/k ijEijkleqPp; esa ,d ijEijk /kuat; dh gS] ,d jkepUnz&xq.kpUnz
dh gSA tks osQoy ukVÔkkys[k dh lajpuk rd gh lhfer jg tkrs gSaA ij ml
dks iz;ksx djus dh tks ijEijk gS] og nwljh ijEijk gS] tks 'kkjnkru; dh gS]
tks 'kkÌZnso dh gS] tks efYyukFk dh gS] fiQj ogh ijEijk lkjs ns'k esa tSls
vusd /kkjkvksa esa foHkDr gksrh gS] nf{k.k esa ckyjkek;.k esa jke osQ }kjk og
lkeus vkrh gSA oqQfV;k¶e~ dh ijEijk osQ :Ik esa og viuk u;k :Ik x<rh
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gSA lkj lqnwj vle esa nkeksnj osQ :Ik esa og vkrh gSA e/;ns'k esa urZufu.kZ;
osQ }kjk dFkd ls lEc¼ gS] dFkd osQ }kjk] dFkdyh osQ }kjk] oqQfV;k¶e~
osQ }kjk ;g ijEijk ns'kt+ :iksa ls tqM+rh gSA vksMh'kk] tgkÍ mÙkj vkSj nf{k.k
nksuksa feyrs gSa] og lfU/k gS] tks ,d gekjs ikl oqQath gS ftl osQ }kjk ge
vius nf{k.k vkSj mÙkj dh ijEijkvksa dks ns[k ldrs gSa] vksMh'kk dh og
ijEijk gSA e/;ns'k dh og ijEijk gSA ;g ijEijk dHkh ejh ugha] bl dk
izek.k gS fd usiky esa vHkh ubZ lkexzh izkIr gqbZ gS] viz;qDr ik.Mqfyfi;ksa dhA
ik.Mqfyfi;kÍ dkSu fy[krk Fkk\ fy[kusokys dkSu Fks\ if.Mr fy[krs Fks vius
Nk=kksa osQ fy,A Nk=k fy[krs Fks i<+us osQ fy,A vHkh MsuekdZ osQ esjs ,d fe=k
us tkSuiqj osQ vklikl dh ik.Mqfyfi;ksa dks bdºk fd;kA buesa ukVÔk'kkL=k dh
ik.Mqfyfi;kÍ Hkh FkhaA og tks ,d i<+us dh ijEijk Fkh] Nk=kksa dh ijEijk Fkh]
nks lkS lky dhA oLrqr% tks iz;ksx'kkL=k gSa mudh ik.Mqfyfi D;ksa fy[kh xbZ\
ehekalk dh fy[kh xbZ rkfd ;K fd;k tk losQA ukVÔk'kkL=k dh fy[kh xbZ
rkfd ukVÔk'kkL=k dk iz;ksx gks losQA bu ik.Mqfyfi;ksa dks iz;ksDrkvksa us fy[kk
gSA

;g dgk tkrk jgk gS fd mÙkj Hkkjr esa vkSj [kkl rkSj ls fgUnh {ks=k esa ukVÔk
dh ijEijk loZFkk foyqIr gks xbZ] fofPNUu gks xbZ gSA BkoqQj t;nso flag tSls
cM+s fo}ku~ us ;g ckr dgh] ij ;g iw.kZr% lR; ugha gSA ,d ik.Mqfyfi t;iqj
esa fy[kh xbZ gSA t;iqj esa bl osQ izek.k gSa D;ksafd t;iqj urZu dk osQUnz jgk
gSA t;iqj ?kjkuk gS dFkd dkA rks t;iqj esa os tks djus okys Fks] os lh[krs
dgkÍ ls\ ml osQ fy, tks MkbtsLV cuk gS] ukVÔk'kkL=k ls cuk;k x;k gSA bl
izdkj ;g thfor ijEijk gSA tks ;gkÍ Hkh fgUnh esa ,d ik.Mqfyfi feyh gS
ukVÔkkL=k dh] oj/kuiqj ls feyh gSA oj/kuiqj okLro esa vkxjk gSA vkxjk gS]
D;ksafd ;gkÍ czt gS] ogkÍ jkl gSA vkSj jkl osQ fy, ukVÔk'kkL=k dh t+:jr FkhA
jkeyhyk osQ fy, ukVÔk'kkL=k dh t+:jr FkhA og ijEijk fujUrj FkhA ,slh gh
ik.Mqfyfi;ka iz;ksDrkvksa osQ }kjk fy[kh tkus okyh ik.Mqfyfi;kÍ Hkjh iM+h gSaA
ratkSj esa ,d ,slh ik.Mqfyfi ns[kh 16oha 'krkCnh dh] ftl esa jÌeÛk dk
n`'; fy[kk gqvk gSA jÌeÛk dk fp=k feyrk gSA gekjs okLrq esa vkSj ml esa
rks cgqr lkjs fp=k gSa ghA ;g iz;ksx dh ijEijk oqQ¶uher esa vafdr gSA
efYyukFk osQ }kjk vafdr dh xbZ gSA oSQls iz;ksx fd;k tk,] bl ij
owQfV;k¶e~ esa v¶izdkje~ gSA xhrxksfoUn dh ik.Mqfyfi;kÍ gSa ftuesa ,d&,d
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'kCn dk oSQls vfHkuVu fd;k tk,] bl dks crk jgs gSaA ;g ijEijk rkfeyukMq
esa Hkh gS] ;g jktLFkku esa Hkh gS] vkSj vksMh'kk esa Hkh gSA rks ge oSQls dg
ldrs gSa fd ukVÔk'kkL=k dh ijEijk ,d e`r ijEijk] HkqykbZ gqbZ ijEijk gS\
ge Lo;a mlls vifjfpr gks jgs gSaA ge dks ml dks ns[kus osQ fy, n`f"V
pkfg,A vkSj oSdfYid ikBksa dks ge dks ml esa ls tkapuk iM+sxk] ns[kuk iM+sxk]
iz;ksx djosQ tkapuk iM+sxkA vyx&vyx {ks=kksa dh mu iz;ksx ijEijkvksa ls ml
dks feykuk iM+sxkA vkSj bl rjg ls ukVÔk'kkL=k dh dksbZ ,d gh ikB ijEijk
gksxh´,slk r; djuk eqf'dy gS] tSls fd egkHkkjr dh ,d gh ikB ijEijk
gksxh´;g dguk mfpr ugha gSA ;g rks okfpd ijEijk gS] ekSf[kd ijEijk
gSA ekSf[kd ijEijk esa dkykUrj esa vusd ikB tqM+rs tkrs gSa vkSj os lc
izkekf.kd gSaA ;g dguk xyr gS fd´,d gh izkekf.kd gS ckdh lc
vizkekf.kd gSaA rks bu lkjh ckrksa dks] ikB osQ bu fl¼kUrksa dks vius&lkeus
j[krs gq, fofo/k ikB ijEijkvksa ij fopkj gksuk pkfg;sA

ukVÔk ijEijk dh dbZ dfM+;kÍ ugha fey jgh gSaA tSls fd ok£Ùkd ugha fey
jgk gSA dh£r/kj dh ckr ugha fey jgh gSA Lo;a vfHkuoxqIr osQ lkeus Hk¶rkSr
dk ikB FkkA vkSj Hk¶rkSr dk ikB gekjs ikl ugha gSA pkjksa Vhdkdkj gSa] mu
dk ikB gekjs ikl ugha gSA ijUrq 50 yk[k ik.Mqfyfi;kÍ ftl ns'k esa gSa ml
dh ijEijk yqIr oSQls gks ldrh gS\ og lc feysxhA tks vHkh ge ugha tku
ikrs gSaA ;g lc lkeus vk,xhA vkSj ftruk gS ml osQ tfj, ge mldks iwjh
rjg ls [kM+k dj ldrs gSaA ;g tks vtuchiu vk;k gS] ;g osQoy lkS lky
dk gSA lkS lky ls ;g fopkj gksrk jgk gS fd ukVÔk vkSj ùR; esa D;k lEcU/k gSA

ukVÔk'kkL=k tSls fiNyh 'krkCnh] osnkUr dh 'krkCnh Fkh] tSls ckS¼ n'kZu
chloha 'krkCnh osQ vkjfEHkd n'kdksa esa osQUnz esa Fkk] oSls gh vc Hkk"kk dk
n'kZu] d'ehj 'kSo n'kZu vkSj ukVÔk'kkL=k lEiw.kZ Hkkjrh; v/;;u osQ osQUnz esa
gks x;k gSA

Hkkjrh; lkSUn;Zn`f"V tks if'peh; lkSUn;Zn`f"V ls fcyoqQy vyx gS] /kzqokUr
ij [kM+h gSA vxj mlh lkSUn;Zn`f"V dks] ml dykn'kZ dks] ml dyk iz;ksx
dks bl cktkjokn dh loZxzklh vkØked laLÑfr ls cpkuk gS vkSj euq"; osQ
fy, Hkfo"; dh dksbZ ckr dguh gS] tks mldks cpk losQ rks mlosQ fy,
ukVÔk'kkL=k dk v/;;u t:jh gSA d'ehj 'kSon'kZu dks tkuuk t:jh gS vkSj
mlesa Hkh igys Hkkjr osQ Hkk"kkn'kZu dks tkuuk t:jh gSA tks ckr ikf.kfu osQ
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lkFk gS ogh ckr Hkjr osQ lkFk gS] tks ckr 'kËjkpk;Z osQ lkFk gS ogh ckr
vfHkuoxqIr osQ lkFk gSA ge bu ckrksa dks le>rs gq, vkSj bu pqukSfr;ksa dh
xEHkhjrk dks le>rs gq, ;g dguk laxr gS fd ukVÔk'kkL=kh; foe'kZ vkt
lkFkZd gSA
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2

Some Observations on the Manuscripts
of the Nå¢ya‹astra and Performance

Traditions

Radhavallabh Tripathi

The Nå¢ya‹åstra of Bharatamuni has been extensively
quoted in several works, Many other works written after the
Nå¢ya‹åstra though lost, but have been quoted by other
authors. The compilation of all such excerpts from the
Nå¢ya‹åstra and from these lost works may not only reveal
some significant variants in the readings of the Nå¢ya‹åstra,
but may also bring out undiscovered facets of Indian
traditions of performing arts.

One attempt to compile the excerpts quoted in the
commentaries of Sanskrit dramas and works on dramaturgy
was initiated by Kalidasa Akademi at Ujjain about twenty years
ago and an Uddharaƒako¶a was compiled by Dr. Jagdish
Sharma, Dr. Balkrishna Shrama and Miss Ajita Trivedi under
the supervision of Pt. Bachchulal Awasthi. This compilation
is yet to be published.

There are a number of significant omissions in
Uddharaƒako¶a. It does not refer to several important
sources. The Madanaprabodhin∂ or ›ukasårikå manuscripts
in Bhandarkar Oriental Research Institute (BORI), presents
an extensive discussion on Musicology and therein it
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reproduces seventy two kårikås mostly from the Na¢ya‹åstra
and from various other texts. Different readings in these
kårikås are worth to be considered. Nå¢yaprad∂pa by
Sundarami‹ra or Sundararåjakavi is another work, which
profusely reproduces the kårikås from the Nå¢ya‹åstra.

An attempt to reconstruct the lost Sanskrit texts related
to Nå¢ya‹åstrañtradition was made by me under the research
project ìRestoration of the lost works related to the
Nå¢ya‹åstra.í The work done under the project has been
published in book-form. The project tended to conjure the
excerpts of the following works and restore their texts to
the possible extant Nå¢ya‹åstravyåkhyåna of Matægupta
Vasantaråj∂ya  by Kumåragiri, Kohaliyanå¢ya‹astra, Nå¢ya-
vårtika by ›r∂har¶a Hædayadarpaƒa by Bha¢¢anåyaka, and
references to the views of Udbha¢a, K∂rtidhara, T∂kåkåra,
Råhula, Lolla¢a and ›aΔkuka were also noted, and a
manuscript of the work Sabhåyå≈ Nå¢aka-pa¢hana-‹raveƒariti
by anonymous author has also been published as a part of
this study. Fourteen Sanskrit texts related to Nå¢ya‹åstra and
Ala≈kåra‹åstra as well as eight commentaries on Sanskrit
plays along with Sarva≈ka¶å of Mallinåtha (on ›i‹upålavadha)
were used as source material for the study.

However, there are many other works and authors waiting
for their possible resurrection. The following works related
to Nå¢ya‹åstra are often quoted or mentioned by the
commentators and a sizable portion from them might be
recovered if carefully reconstructed out of the excerpts
reproduced in the commentariesñ

(i) Sårasvatåla≈kåraóquoted by Mallinåtha in his
commentary on Meghadμuta, Raghuva≈‹a and
Kumårasambhava a number of times.

(ii) Rasaratnåkaraóquoted by Mallinåtha four times in
his commentary on Meghadμuta.

(iii) Rasåkaraóquoted by Mallinåtha thrice in his
commentary on Meghadμuta.

(iv) Devapåƒiís commentary on Da‹arμupakaóquoted by
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the author of Prakå‹ikå.
(v) Jyotir‹varaóquoted by the author of Prakå‹ikå on

Vikramorvå‹∂ya
(vi) Bådaråyaƒaóquoted in Koƒe‹var∂ on Vikramorva‹∂ya.

(vii) Kohalaóquoted thrice in Koƒe‹var∂ in Nå¢akalak¶aƒa-
ratnako‹a and other works.

(viii) Nå¢yavårtika of ›r∂har¶aóquoted by Abhinavagupta
and Sågaranandin

(ix) Nå¢yalocanaóquoted by the author of Prakå‹ikå on
Vikramorva‹∂ya.

(x) SaΔg∂takalpataruóquoted by the author of Prakå‹ikå
on Vikramorva‹∂ya and in Arthadyotanikå of
Råghavabha¢¢a.

(xi) MataΔga¢∂kåóquoted in Koƒe‹var∂
(xii) Råjakandarpaóquoted by Mallinåtha thrice in his

commentary on Kumårasambkava in connection with
the definition of Karaƒas.

(xiii) Sa≈g∂tasarvasvaóquoted in Arthadyotanikå of
Råghavabha¢¢a.

(xiv) Nå¢yaprad∂paóquoted twice in Arthadyotanikå of
Råghavabha¢¢a.

(xv) Ådibharataóquoted in ArthadyotaΔikå of
Råghavabha¢¢a. A work named Nå¢yasarvasvad∂pika
edited. by Pt. Rudradeva Tripathi is claimed to be
the actual Ådibharata. The claim is doubtful.

Some portions of original works or commentaries of
Udbha¢a (his work on Nå¢ya‹åstra), Lolla¢a, ›a≈kuka,
Bha¢¢yantra Vindhyavåsi Drauhiƒi  Bharatavæddha can also
be retrieved in the same way.

Kåvyakautuka of Bha¢¢atauta was a magnum opus, which
has been cited or referred by Abhinavagupta a number of
times. An attempt for its reconstruction was made by the
editors of Sågarikå in vol. XXII.1. This work also needs careful
study from the point of view of performance traditions.
Compilation of various excerpts of these authors and their
works may reveal various facets of traditions in performing

Some Observations on the Manuscripts . . . : Radhavallabh Tripathi
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arts. Nå¢yalocanañquoted by the author of Prakå‹ikå on
Vikramorvas∂ya gives a very vivid definition of Nånd∂ summing
up the whole concept of Nånd∂ in Bharataís traditionó

vk'kh;Z=k uefLØ;k p 'kf'ku% lËhrZua oLrquks
funsZ'kks xq#laLrqfreZ/kqfygka eksnk; iq"ik×tfy%A
JO;S}kZn'kfHk% inSjFk leS;Z}k"VfHk£u£erk
ln~o`Ùksu lqlfU/kuk p dfFkrk ukUnhfr lokZxesAA

Prakå‹ikå also quotes Jyotir∂‹vara on the practice of
PμurvaraΔga

vkjEHka Hkjr% ÑRok lkyËkja 'kqHkkÑfr%A
lw=k/kkj% iBsÁkUnha e/;ea LojekfJr%AA (foØeksoZ'kh;] i`ö 15)

The problem of two recessions of the Nå¢ya‹åstra was first
raised by Ramakrishna Kavi in the preface of the first volume
of his edition. The scholars who edited the volumes after
him disagreed with him. The problem however needs further
scrutiny in the light of two parallel readings of definitions of
thirty six lak¶aƒas in the sixteenth chapter (termed as
Anu¶¢uppå¢ha and Upajålipå¢ha and the two traditions
holding eight rasas and nine rasas.

Performance traditions as revealed in commentaries on
Sanskrit Plays, like Prakå‹ika and Koƒe‹rar∂ on Vikramorva‹∂ya,
Abhij¤åna‹åkuntalacarcå, DiΔmåtradar‹in∂, etc. also require
further studies. The detailed discussion on staging the scene
of Du¶yanta chasing the deer in the first act of ›åkuntala in
Abhij¤åna‹åkuntalacarcå or Råghavabha¢¢a identifying hastas
and Karaƒas in the performance of ›åkuntålañhave been
discussed by me and other scholars. There are several other
passages in various commentaries, which need to be studied
from the point of view of performance and theatric
traditions. For example Prakå‹ikå on Vikramorva‹∂ya of
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Kalidåsa says on rr% çfo'kkUR;Iljl% in the first actó

dq=kfpr~ rr% çfo'kUR;iVh{ksis.ksfr  ikB%A l ukVdxzUFkk&
n'kZufucU/ku%A ;r% uklwfprL; ik=kL; ços'kks ukVds er% bfr
ukVdle;çfl¼s;Z=kklwfprik=kços'kLr=kkdfLedços'kks¿iVh{ksis.ksfr
opue;qÙkQe~A v=k rq çLrkoukUrs lwfpr ,oa vIljlka ços'k%A

foØeksoZ'kh;] i`ö 27

The author of Prakå‹ikå is either misunderstanding the
tradition, (because entry by tossing aside the curtain when
there is some chaos or some emergence is prescribed), or
he is referring to an alternative in the performance of
Vikramorvas∂ya. Again, Prakå‹ikå gives an important note on
the tradition of Jarjara, according to which Indraís Staff
‹akradhvaja was renamed as Jarjara by ancient masters
(Vikramorva‹∂ya p. 15)

Explaining the term nepathya, Prakå‹ikå provides three
interpretations - (i) it is a synonym for the curtain, it is the
place behind the curtain used by the actors for make up
(iii) it is stage proper. (Vikramorva‹∂ya, p. 15)

REFERENCES
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3

ukVÔk'kkL=kL; ikBla'kks/kuijEijk
r=k fonq"kka ÑfrRoa p

fo:ik{k fo- tM~Mhiky~

Hkjreqfuç.khr;k fo}f‰Òkja ifjx`ghra ̂ ukVÔk'kkL=ka* ukukfo/kkuka Hkkjrh;dykuka
pksin'kZde~A1 ̂ osn* bo dykKkujk'ks #iKdfefr gsrks% i×peosn&ukVÔkosninkH;ka
llEekua dhR;Zrs¿;a "kV~lkglzhlafgrkijkfHk/kks xzUFkjkf'k%A xzUFkifj'khyususna ifjKk;rs
;r~ ukVÔk'kkL=kfena Lo;EHkwijEij;k çkIra lr~] çk;'k% }kn'klglzrks¿I;&
f/koSQ% 'yksoSQ% ifjcàfgreklhfnfrA xPNRlq lRLofi ukVÔkcks/kosQ"kq ukuklw=ks"kq]
x|kReosQ"kq xzUFks"kq osQoya Hkjrksifn‘a ukVÔk'kkL=ka çkphuS% lw=kS%] dkfjdkxzUFkSÒk
lek;ksftra lr~ fpjkr~ çfl¼a leoyksD;rsA

bna fg ukVÔk'kkL=ka HkkjrefHkO;kI; çpkjs¿orZr bfr ekr`dkçljknso Kk;rsA
vFkkZr~ ukVÔk'kkL=kekr`dk% dk'ehjs"kq] usikys"kq] ykgksjçns'ks] <kdkoÌkyçkUrs"kq]
fr#ouUriqj&lehis] rkezi.khZu|kLrhjs] /kkjkuxjikÓksZ p leqiyC/kk xos"koSQ%A2

1880re o"kZr% iwoZeso ukVÔk'kkL=kL; çkphuk ekr`dk% ey;kye~&'kkjnk&ukxjh&
xzUFkfyI;qifuc¼k% fons'k a uhrk vklu~ bR;=k oSnsf'kdxzUFkky;s"k wi&
yC/kk ekr`dk ,o Lo;a çek.ke~A ,oÛkkL; ukVÔk'kkL=kL; fofHkÁikB'kk[kklq
lEçfo"VL; ç/kkur;k ikBlEçnk;};eklhfnfr foe'kZdk vkeufUr3

;ks¿;efHkçk;ks foe`';rs iqjLrkr~A
,rkoRi;ZUra ukVÔk'kkL=kL; mifj"Vk}{;ek.kkfu laLdj.kkfu çkI;Urs

3
´

1- 1865 res o"ksZ Fitz-edward Hall egk'k;su çkIrkuka ekr`dk'kdykuk&
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ek/kkjs.k n'k:idxzUFkifjf'k"V:is.k çdkf'krk% v"Vkn'kSdksu¯o'kprqflza'kfnfr
pRokjks¿/;k;k% fdUrq gkyegk'k;% vU;kfu ekr`dk'kdykfu lEçkI;kfi
rklka ekr`dk.kka [kf.MrRokr~ çdk'kua drq± u 'k'kkdA

2- 1880res o"ksZ ÚkUl&ns'kh;ks fo}ku~ Paul Regnaud, ukVÔk'kkL=kL;
iÛkn'k"kksM'kk/;k;kS leh{kkRedr;k lEik| çkdk'k;r~A rnuq 1884&
res o"ksZ l ,o "k"BlIrek/;k;kofi leh{kkRedr;k leikn;r~A

3- 1888res o"ksZ Jonny Grosset egk'k;%] ukVÔk'kkL=kL; v"Vk¯o'kk/;k;a
lEik| çkdk';e~ vu;r~A

4- Hkkjrs fofHkUukuka fonq"kka ç;Rusu fofo/kçns'ks"kq fo|ekuk% ekr̀dk% cfg#Áhrk%]
fo}}jS% lEiknuç;Ruk³p lekjC/kk%A vr% 1894 res o"ksZ if.Mrf'konÙk&
'keZ&dk'khukFkik.MqjÌijcegk'k;kH;ka ekr`dk};eoyEC; "kV~¯=k'kn&
/;k;kReda ukVÔk'kkL=ka dkO;ekyk;ka çkdk';a çkfire~A bna laLdj.ka
dk'ehjlEçnk;ekr`dk};e~ voyEC; çdkf'kre~A

5- 1898res o"ksZ çkÙkQuçdk'kuS£uoZ̀freyHkekuk% J. Grosset egk'k;%
leh{kkRedi¼R;k çFker'p'prqnZ'ki;ZUrkuke/;k;kuka ukVÔk'kkL=kHkkxa
çkdk'k;r~A v=k ëA'  ,oa ëB' ikBlEçnk;;ks% ekr`dk.kka ifj'khyuiqjLlja
ëB' ekr`dklEçnk;xrkukef/kdka'kkuka ëA' lEçnk;s ;kstueoyksD;rsA4

6- 1929res o"ksZ cynsoksik/;k;&cVqdukFk'keZH;ka "kV~̄ =k'kk/;k;kReda lEiw.k±
ukVÔk'kkL=ka dk'khLFklaLÑrlhjhtdk;kZy;kr~ çdkf'kre~A fdUrq ekr`dk.kka
Li‘funsZ'kkHkkokr~ v=k çkek.;lUnsgks ojho£rA

7- 1943res o"ksZ dkO;ekykçdk'kus if.MrosQnkjukFk'keZ.kk] Grosset
egk'k;L; prqnZ'kk/;k;kRedxzUFka 1929 o"khZ;dk'khçdk'kua] v‘kn'kk&
/;k;i;ZUra cjksMkçdk'kuHkkxa] chdkusjxzUFkky;ekr`dkÛk lekfJR; uwrua
ukVÔk'kkL=klaLdj.ka çkdkf'kA5

8- xk;dokMçkP;xzUFkekyk;ka ,e- jkeÑ".kdfoo;kZ.kka lEikndRos
ukVÔk'kkL=kL; vfHkuoHkkjrhlfgrL; çdk'kua prq"kqZ lEiqVs"kq leHkor~A
r|Fkḱ
(v) çFkea lEiqVe~&çFker% lIrek/;k;i;ZUre~] 1926A
(vk) f}rh;a lEiqVe~&v‘erks¿‘kn'kk/;k;i;ZUre~] 1934A
(b) r`rh;a lEiqVe~&,dksu¯o'krks% lIr¯o'kk/;k;i;ZUre~] 1954A
(bZ) prqFk± lEiqVe~&v‘k¯o'kr% lIr¯=k'kk/;k;i;ZUre~] 1964A
vfLeu~ laLdj.ks prq'pRokfj'kar~ ekr`dk% leqi;qÙkQk%A mifjfu£n"Va
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çFkea laLdj.ka 1956res o"ksZ osQ- ,l~- jkeLokfe'kkfL=k.kk iqu% uohuekr̀dk%
çdkf'krlaLdj.kkfu p n`‹k lekdyÕ; çkdk';a uhre~A ,rs"kq
çFkef}rh;r`rh;laiqVkuka iquLla'kksf/krkfu laLdj.kkfu 1992´2001 ñ
2003 res"kq o"ksZ"kq çdkf'krkfu lfUrA ;|fi ,rs"kq uohulaLdj.ks"kq ,dk
ekr`dk iwoZeqi;qÙkQkfi ikBla'kks/ku&nks"kla'kks/kuk; iqu% ifj'khfyrk bfr
MkW- osQ- Ñ".kew£r´fo- ,e~- dqyd£.k&rifLoufUnegk'k;k%
leqfYy[kfUrA6

9- çfl¼su vkpk;sZ.k eueksgu?kks"ks.k 1956 re&1967re o"kZ;ks% ukVÔk'kkL=kL;
lkehf{kdlaLdj.ka çkdk';ekuhre~A v=k 1956 reo"kZi;ZUra çdkf'krkfu
lokZf.k laLdj.kkfu leqi;qÙkQkfu rFkk India Office Library,
London e/;s fo|ekuk dkfpr~ ekr`dk iwo± u osQukfi lËyuk;
mi;qÙkQk i;kZyksfprkA ukxjhçfrfyfijI;qi;qÙkQk vklhr~A bna rq laLdj.ka
fo}f‰% çfrekuRosukÌhÑra lr~ cgq=k vuqoknk; pkÌhÑra fo|ksrrsA7

10- 1983res o"ksZ jfo'kËdjukxjegk'k;su vfHkuoHkkjrhlfgra ukVÔk'kkL=ka
çkdk';a uhre~A r=k xk;dokMçkP;xzUFkkoY;k%] dk'khxzUFkkoY;k%
dkO;ekyk;k%] eueksgu?kks"klEikfnrk;kÒk ukVÔk'kkL=kikBHksnk mfYyf[krk%A
Dofpr~ ikBkuka ifj"dj.ks nks"knwjhdj.ks p ç;Ruks n`';rsA

11- 2005res o"k s Z vkpk;Zj sokçlknf}osnhegk'k;k% ukVÔk'kkL=kL;
fgU|uqoknlfgrL; lEiknuedk"kqZ%A rPp f'keykr% Hkkjrh;ksPpk/;;u&
laLFkkur% çdkf'krefLrA v=k çFke[k.Ms 1-3] 6] 7] 13-27] 35] 36
v/;k;k ,o lfUrA

v=k vk;k;SZ% ̂ miyC/ks"kq ikBs"kq lehphureikBp;ukfRedk i¼fr%* (eclec-
tic) lekfJrkA i¼frfo"k;s vkpk;SZ% foLrjs.k fu#P;rsA8 fdUrq Hkwfedk;ka
la{ksis.k bRFkeqÙkQe~&

^gekjh laiknu fof/k esa osQoy gLrys[kksa ij vkfJr u gksdj ijEijk osQ
laokn dks Hkh fu.kkZ;d ekuk gSA (i`- 20) rnqÙkQa rS%´

^;Rçkphua fuf[kyefi rUekr`dkH;ks ;Fkkon~^;Rçkphua fuf[kyefi rUekr`dkH;ks ;Fkkon~^;Rçkphua fuf[kyefi rUekr`dkH;ks ;Fkkon~^;Rçkphua fuf[kyefi rUekr`dkH;ks ;Fkkon~^;Rçkphua fuf[kyefi rUekr`dkH;ks ;Fkkon~
xzkáa] ;}k foeyefrfHk;Zf¼ 'kq¼a rnsoAxzkáa] ;}k foeyefrfHk;Zf¼ 'kq¼a rnsoAxzkáa] ;}k foeyefrfHk;Zf¼ 'kq¼a rnsoAxzkáa] ;}k foeyefrfHk;Zf¼ 'kq¼a rnsoAxzkáa] ;}k foeyefrfHk;Zf¼ 'kq¼a rnsoA
i{k}U}s fRog ee ij% çhr;s] ;i{k}U}s fRog ee ij% çhr;s] ;i{k}U}s fRog ee ij% çhr;s] ;i{k}U}s fRog ee ij% çhr;s] ;i{k}U}s fRog ee ij% çhr;s] ;ÒkÒkÒkÒkÒk iwoZ% iwoZ% iwoZ% iwoZ% iwoZ%
J¼s;ks¿lkS Hkofr fonq"kka MkoqQes.Vs'kukFkZe~AA*J¼s;ks¿lkS Hkofr fonq"kka MkoqQes.Vs'kukFkZe~AA*J¼s;ks¿lkS Hkofr fonq"kka MkoqQes.Vs'kukFkZe~AA*J¼s;ks¿lkS Hkofr fonq"kka MkoqQes.Vs'kukFkZe~AA*J¼s;ks¿lkS Hkofr fonq"kka MkoqQes.Vs'kukFkZe~AA* (i`ö 802)

ukVÔk'kkL=kL; ikBla'kks/kuijEijk r=k fonq"kka ÑfrRoa p % fo:ik{k fo- tM~Mhiky~
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ikB'kks/kus çkphufonq"kka ;Ru%ikB'kks/kus çkphufonq"kka ;Ru%ikB'kks/kus çkphufonq"kka ;Ru%ikB'kks/kus çkphufonq"kka ;Ru%ikB'kks/kus çkphufonq"kka ;Ru%
çkphudkyknso] çk;'k% ukVÔk'kkL=kL; "kV~lkglzh:is.k ç.k;ukuUrjeso ikBHksnk%

leHkwou~ bfr vuqfefruZ fuewZykA Le;ZUrs fdy O;k[;kdkjk% ekr`xqIr&
m‰V&yksYyV&'kË˜d&Hk¶uk;d&g"k Z&dh£r/kj&?k q.Vd&vfHkuoxqIr&
ukU;nsoukEuk çfFkrk%9 A bes rq Le;ZUrs O;k[;kdkjRosu] fdURofHkuoHkkjR;ka
fofHkUus"kq v/;k;s"kq vU;s¿fi Le`rk% ;Fkk Hk¶;U=k% (ukVÔku`Ùk;ks£oospukoljs)
Hk¶lqeul~ (rky&foospukoljs) Hk¶xksiky% (rkyfoospukoljs) Hk¶;jËj%
(òÙkçdj.ks) ?k.Vd% (ukfVdkHksnfopkjçlÌs)A ,rs"kka ukekfu vkpk;kZfHkuoxqIrsu
O;k[;kuHksneqfÆ'; ikBxro.kkZfnHksneqfÆ'; ok çkek.;lUnsgL; viuksnuk; r=k
r=k çdj.ks mnkârkfuA

u osQoyesrkor~] vkpk;Z% vfHkuoxqIr% ukVÔk'kkL=kxzUFkxzfUFk&HksnuoqQfÛkdk;ke~
vfHkuoHkkjR;ka ikBfo"kf;.kha fofpfdRlka leqRFkkI; r=k r=k ikBijEijkHksnku~
fu£n'kfrA rFkkfg &

^^e/;s¿=k "kV~¯=k'kn/;kÕ;ka ;kfu ç'u&çfropu&;kstuopukfu rkfu^^e/;s¿=k "kV~¯=k'kn/;kÕ;ka ;kfu ç'u&çfropu&;kstuopukfu rkfu^^e/;s¿=k "kV~¯=k'kn/;kÕ;ka ;kfu ç'u&çfropu&;kstuopukfu rkfu^^e/;s¿=k "kV~¯=k'kn/;kÕ;ka ;kfu ç'u&çfropu&;kstuopukfu rkfu^^e/;s¿=k "kV~¯=k'kn/;kÕ;ka ;kfu ç'u&çfropu&;kstuopukfu rkfu
rfPN";opukU;sosR;kgq%A**rfPN";opukU;sosR;kgq%A**rfPN";opukU;sosR;kgq%A**rfPN";opukU;sosR;kgq%A**rfPN";opukU;sosR;kgq%A**

cjksMk laLdj.ke~] (çFkelaiqVe~) v-Hkk-i`- 9A
^^vU;LRokg&'kresosfr ifBre~A r=k rq oSQf'kD;fi ç;qÙkQk L;kr~^^vU;LRokg&'kresosfr ifBre~A r=k rq oSQf'kD;fi ç;qÙkQk L;kr~^^vU;LRokg&'kresosfr ifBre~A r=k rq oSQf'kD;fi ç;qÙkQk L;kr~^^vU;LRokg&'kresosfr ifBre~A r=k rq oSQf'kD;fi ç;qÙkQk L;kr~^^vU;LRokg&'kresosfr ifBre~A r=k rq oSQf'kD;fi ç;qÙkQk L;kr~

bR;qÙkjxzUFkkodk'kkHkko bR;yelân;kfHkfuos'kO;k[;kfHk%A**bR;qÙkjxzUFkkodk'kkHkko bR;yelân;kfHkfuos'kO;k[;kfHk%A**bR;qÙkjxzUFkkodk'kkHkko bR;yelân;kfHkfuos'kO;k[;kfHk%A**bR;qÙkjxzUFkkodk'kkHkko bR;yelân;kfHkfuos'kO;k[;kfHk%A**bR;qÙkjxzUFkkodk'kkHkko bR;yelân;kfHkfuos'kO;k[;kfHk%A**
cjksMk laLdj.ke~] (çFkelaiqVe~) v-Hkk-i`- 19A

^^l p ifjiw.kksZ foU;klks ;FkkoPNCnsu nf'kZr%A vuqiwoZ'k% bfr ikBs^^l p ifjiw.kksZ foU;klks ;FkkoPNCnsu nf'kZr%A vuqiwoZ'k% bfr ikBs^^l p ifjiw.kksZ foU;klks ;FkkoPNCnsu nf'kZr%A vuqiwoZ'k% bfr ikBs^^l p ifjiw.kksZ foU;klks ;FkkoPNCnsu nf'kZr%A vuqiwoZ'k% bfr ikBs^^l p ifjiw.kksZ foU;klks ;FkkoPNCnsu nf'kZr%A vuqiwoZ'k% bfr ikBs
çR;kgkjkorj.kk|Ìtkra lwp;frA**çR;kgkjkorj.kk|Ìtkra lwp;frA**çR;kgkjkorj.kk|Ìtkra lwp;frA**çR;kgkjkorj.kk|Ìtkra lwp;frA**çR;kgkjkorj.kk|Ìtkra lwp;frA**

cjksMk laLdj.ke~] (çFkelaiqVe~) v-Hkk-i`- 182A
^^'kÄ~dqdLrq iBfr&^mÙkjLrFkk pSo* bfr LFkkus ^mÙkjLrFkk f}dy%*^^'kÄ~dqdLrq iBfr&^mÙkjLrFkk pSo* bfr LFkkus ^mÙkjLrFkk f}dy%*^^'kÄ~dqdLrq iBfr&^mÙkjLrFkk pSo* bfr LFkkus ^mÙkjLrFkk f}dy%*^^'kÄ~dqdLrq iBfr&^mÙkjLrFkk pSo* bfr LFkkus ^mÙkjLrFkk f}dy%*^^'kÄ~dqdLrq iBfr&^mÙkjLrFkk pSo* bfr LFkkus ^mÙkjLrFkk f}dy%*

bfrA ^,ddy* bR;=k p LFkkus ^fu£n"V* bfrA**bfrA ^,ddy* bR;=k p LFkkus ^fu£n"V* bfrA**bfrA ^,ddy* bR;=k p LFkkus ^fu£n"V* bfrA**bfrA ^,ddy* bR;=k p LFkkus ^fu£n"V* bfrA**bfrA ^,ddy* bR;=k p LFkkus ^fu£n"V* bfrA**
cjksMk laLdj.ke~] (çFkelaiqVe~) v-Hkk-i‘- 219A

^^rsu çFkea jlk%A rs p uoA 'kkUrkiykfiuLRo"Vfofr r=k iBfUrA**^^rsu çFkea jlk%A rs p uoA 'kkUrkiykfiuLRo"Vfofr r=k iBfUrA**^^rsu çFkea jlk%A rs p uoA 'kkUrkiykfiuLRo"Vfofr r=k iBfUrA**^^rsu çFkea jlk%A rs p uoA 'kkUrkiykfiuLRo"Vfofr r=k iBfUrA**^^rsu çFkea jlk%A rs p uoA 'kkUrkiykfiuLRo"Vfofr r=k iBfUrA**
cjksMk laLdj.ke~] (çFkelaiqVe~) v-Hkk-i‘- 261 A

ikBHksnlÜkkrku~ vFkZoSeR;lUnksgku~ fujflrqa xq:ÙkQikBijEijkeso ewyikBa
eRok rnkJ;s.kSo ikBHkzk¯Ur fujL; lqikBa çfr"Bki;keklA vfHkuoHkkjR;k%
lqijh{k.ksusneoxE;rs ;f¼ çkphudkyknso ukVÔkijEijk;ka (vFkkZr~ ç;ksxijEijk;ka)
ukVÔk'kkL=kxzUFkijEijk;ka p ç;ksx&xzUFkikB;ks% lkisf{kdHksnk vklu~ bfrA vU;Pp
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ukVÔk'kkL=kçoÙk`Q.kke~ mik/;k;kuke~ inkFkZO;k[;kus ijEijkHksnkr~ rÙknqik/;k;k&
uql`rijEijk;kefi ukukikB'kk[kk% leHkou~A vr ,o ukVÔkkfnyfyrdykukesda
fuosQrua ukVÔk'kkL=ka ekr`dkijEijk;ka çogekua lr~ eq[;s"kq va'ks"kq ikBHksnku~
ijEijkHksnku~ p HktrsA

xPNfr dkys ukVÔk'kkL=ka ukuk ikBijEijklq çpyr~ fofHkÁxzUFks"kq lekfgreHkwr~A
vr ,o dYiyrkfoosd&dkO;kuq'kklu&çHk`fr"kq xzUFks"kq ukVÔk'kkL=kiÄ~ÙkQ;%
ifjn`';UrsA10 ,rnkfJR; MkW- osQ- Ñ".kewfrZ&MkW- dqyd£.kçHk`frfHk% ikB'kks/kua
Ñre~A

NOTES

1- u rPNkL=ka u rfPNYia u lk fo|k u lk dykA
uklkS ;ksxks u rRdeZ ukVÔks¿fLeu~ ;Á n`';rsAA
loZ'kkL=kkFkZlEiÁa loZf'kYiçorZde~ uk- 'kk- 1-113
ukVÔkk[;a i×pea osna lsfrgkla djksE;ge~ uk- 'kk- 19-130

2- "kV~¯=k'kda Hkjrlw=kfene~ (i`- 1)
vfi rq egkokD;kReuk "kV~lkgL=kh:is.k ç/kkur;k ç'ui×pdfu:i.kijs.k 'kkL=ks.k
fu.khZ;rs´v- Hkk- (i`- 9) (cjksMk)
ukVÔkosnkPp Hkjrk% lkjeqn~/k`R; loZr%A
lÄ~xzga lEç;ksxkg± euquk çk£Fkra O;/kq%AA
,da }kn'klkglzS% 'yksoSQjsda rn/kZr%A
"kM~fHk% 'yksdlglzS;ksZ ukVÔkosnL; lEHko%AA Hkkoçdk'kue~´10-34&35A

3. Though no two of them taken at random fully coincide in their
readings, an examination of all of them convinces us that there are
two recessions of the text. . . . A recension seems to be of later origin,
closely fostered by the Sphota School of Kashmir critics to which
Abhinavagupta and his preceptor Tota, Utpaladeva and
Bha¢¢enduråja belong.

The earlier recession, which we call B seems to have been followed
by the M∂må≈så and Nyåya schools of literary critics represented by
›aΔkuka and his predecessors, Lolla¢a, Udbha¢a etc. GOS,
Nå¢ya‹åstra, Vol. I, Introduction p. 65.
ukVÔk'kkL=k osQ eq[; nks laLdj.k gSa 1- dk'khlaLdj.k 2- cMkSnk laLdj.k nksuksa
laLdj.kksa dk ikB nks fHkÁ ijEijkvksa dk FkkA çFke esa ijEijk Fkh vuq"Vi~ ikB
dh vkSj f}rh; esa mitkfr dhA mitkfr ijEijk esa vfHkuoxqIr us vuq"Vqi~ ijEijk
dk Hkh mi;ksx fd;kA iwjk ukVÔk'kkL=k vuq"Vqi~ ijEijk esa gh vuq"Vqi~ NUn esa fy[kk

ukVÔk'kkL=kL; ikBla'kks/kuijEijk r=k fonq"kka ÑfrRoa p % fo:ik{k fo- tM~Mhiky~
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x;k gS vkSj gLrfyf[kr çfr;ksa esa Hkh ewyikB esa vuq"Vqi~ ijEijk gh vf/kd ek=kk
esa feyrh gSA mitkfr ijEijk dks vfHkuoxqIr us ;g dgrs gq, viuk;k fd muosQ
xq# dh mlh ijEijk dk ikB ysdj pyrs FksA
nksuksa ijEijkvksa dk ,dhÑr:i nq"dj gSA cMkSnk laLdj.k esa iknfVIif.k;kÍ
foiqyek=kk esa vfËr gSaA mu lcosQ ihNs Hkh ikB dh ,d&,d ijEijk jgh gksxhA
çks- jsokçlknf}osnh] ukVÔk'kkL=k] i`- 15-17 (2005] Hkkjrh; mPp v/;;u
laLFkku)

4- As for fn. 3
5- vLekda dkO;ekyk;ka çdkf'kriwoksZ¿I;;a xzUFkks¿'kq¼fyf[kriqLrd};k/kkjdRokÁklhr~

lqeukseuksjÜkad%A
osQnkjukFk%] HkjreqfuÑrukVÔk'kkL=kHkwfedk] i`- 2 A

6- Now, the present editors also have decided to revise the text in the
light of the new material indicated above [transcript from Beer Li-
brary Kathmandu, Nepal] and have endeavored to incorporate ei-
ther in the text or in the critical apparatusóall the variants found in
the new material.
R.I. Nanavti in his Foreword to Vol. II, revised edition, 2001.

7- Manmohan Ghosh . The Nå¢ya‹åstra Vol. I (Text) I-XXVII, Manisha
Granthalaya, Calcutta, 1967, Vol. II (Text) XXVIIXXXVI, Asiatic
Society Calcutta, 1956.

8- nz"VO;e~- ukVÔk'kkL=k] i`- 799] MkW- jsokçlkn f}osnh] f'keykA
9- O;k[;kdkjks Hkkjrh;s yksYyVksjV'kË˜dk%A

Hk¶kfHkuxqIr³p JheRdh£r/kjks¿ij%AA
As quoted by S.K. De, HSP Vol. I, p. 32.

10. dYiyrkfoosd Which really proved the existence of a Kalpalatå in
recovering the bulk of Abhinavabhårat∂ Text on Hkkok/;k;A   GOS,
Nå¢ya‹åstra, Vol. I, Introduction p. 6, Dr. K. Krishna Moorthy.
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4

Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; ç;ksxfoKkue~

ukjk;.knk'k%

iqjkruçkP;fo|k;k% ldyKkufoKku'kk[kk% ikf.kfuirÜkfyd.kknk{k&
iknHkkegnf.MokeuHkkstokRL;k;uçHk`frfHk% çLFkkukpk;SZ% ;Fkkdkya lehf{krk%
lqO;ofLFkrkÒk lfUrA Hkkstnsosu (1010&1055 A.D.) ç.khrk% prqj'khfr%
foÓkfoJqrxzUFkk%] ;s p rÙkÙkU=ka lE;d~ O;oLFkki;fUrA HkkstnsoL; 'k̀Ìkjçdk'kLrFkkfo/k%
dÒku fo'kkydk;ks foÓkdks'k% vkdjxzUFkks ok orZrs] ;=k fofo/kdkO;'kkL=kh;fo"k;S%
lg dspu vokUrjfo"k;k% vfi O;oLFkkfirk% lfUrA vfLeu~ çcU/ks dsoya
Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; ÑfrRoa la{ksir% vkyksP;rsA

çkphuukVÔkijEijkçkphuukVÔkijEijkçkphuukVÔkijEijkçkphuukVÔkijEijkçkphuukVÔkijEijk
HkjrL; ukVÔk'kkL=kifj'khyusu Kk;rs ;r~ laLd`rukVÔkijEijk;ka f=kfo/kk%

eÛkkfHku;k% HkofUr]&rk.Moa] ykL;a :idfefr] xs;a u`R;a] ukVÔka osfrA ,rs"kka
losZ"kk a lÌhr&u`R;&fo"k;foU;kl&Lo:ikfnfHk% çHkkfork% ukVÔkdkjk%
rÙkRçdkjHksnkuka ç;ksxa dqoZfUrA rr% ifjHkk";Urs rs çdkjk% 'kkL=kdkjS%A ,oeso
fuR;uwrufo/kkfHk% Hkkjrh;ukVÔkijEijk vxzsljfrA mi;qZÙkQf=kfo/kHksns"kq çFkeHksnksn;Lrq
u`R;esoA ,rnfrfjP; r`rh;ks ukVÔkoxksZ n'k:idukEuk çfl¼ks ;L;ksYys[kks
ukVÔk'kkL=kL; ̄o'kfrrek/;k;s ǹ';rsA oLrqr bnkuhUrq ukVÔk'kkL=ks ukVdçdj.k;ks&
eZ/;s ukfVdk ifjHkkf"krkA ewyxzUFks ukfVdk ifjxf.krsfr vfHkuoxqIrL; era
lehphua u çfrHkkfr! bne=k vuqekraq 'kD;rs ;r~&n'k:idfefr ukVÔkoxZL;
uke çfl¼eklhr~] rsu lg lekUrjkysu ,dkn'kLFkkus ukfVdk vfiA rS% lg
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lËh.kZ:idk.kka oxksZ¿fi fodflrks ;L; O;ogkjks ns'kh:id&ùÙkçcU/k&ùÙkdkO;&
u`ÙkukVÔk&xs;:id&xs;çcU/k&xkS.k:idkU;:id&inkFkkZfHku;kfn&:is.k tkr%A
vèrkuUn;ksfxu% vyËkjlaxzgs çFker;k ,rs"kka ljgL;o.kZua ukVdy{k.kjRudks'k&
'k̀Ìkjçdk'k&Hkkoçdk'k&lkfgR;&niZ.kkfnxzUFks"kq pkfi foospua leqiyH;rsA eq[;r;k
v=k :id'kCnsu Hkkldkfynkl&HkoHkwfr&jkt'ks[kjkfnç.khrkfu laLd̀rL; ̂ çkphu*&
ukVdkfu cks/;UrsA mi:id'kCnsu p u`R;laXkhre;kLrs ukVÔkçdkjk% x`áUrs] ;s
:idksRiÙksiwoZeso lgtHkkosu lk/kkj.kukuka e/;s çpfyrk% vklu~] çkphu;qxL;
çkeq[;s yqIrçk;k% vfi e/;;qxs iqu#Uehfyrk% tkrk%A

0-2 HkkstL; oSf'k‘Ôke~0-2 HkkstL; oSf'k‘Ôke~0-2 HkkstL; oSf'k‘Ôke~0-2 HkkstL; oSf'k‘Ôke~0-2 HkkstL; oSf'k‘Ôke~
mi:ida uke :idL; lehis vklhr~ vFkok fdfÛkn~ :idrÙoUrq r=kklhr~]

ija ræwiddksVÔkk a iw.k Zr;k ifjxf.kra uklhr~A rnFk± rn~ ghudksVÔkk
LohÑreqi:idukEuk p çfl¼e~A :ids"kq vfHku;rÙoL; çkeq[;eklhr~]
ijUrwi:ids"kq rnfr&fjDreijrÙokukefi lafeJ.keklhr~A :idk.kkfeo
mi:idk.kkefi ifjHkk"kk% fu/kkZfjrk% vklu~] fdUrq rklkeuqikyua u tkre~A r=k
dkj.kesrs"kka ifjorZu'khyRoa] la[;k;ka o`f¼'p] ;rks fg fyf[kr:ikis{k;k
ekSf[kd:is.k ,rs"kka fodklks tkr%A ;nqDrefHkuoHkkjR;ke~&

^^'k s"keqÙkjrU=k s.k dksgy% dFkf;";fr ^^'k s"keqÙkjrU=k s.k dksgy% dFkf;";fr ^^'k s"keqÙkjrU=k s.k dksgy% dFkf;";fr ^^'k s"keqÙkjrU=k s.k dksgy% dFkf;";fr ^^'k s"keqÙkjrU=k s.k dksgy% dFkf;";fr - - - - - - - - - - - - - - - - - - - - mDrO;k[;kus rqmDrO;k[;kus rqmDrO;k[;kus rqmDrO;k[;kus rqmDrO;k[;kus rq
dksgydkyknyf{krrksVdlêdjkldkfnlaxzg%A** dksgydkyknyf{krrksVdlêdjkldkfnlaxzg%A** dksgydkyknyf{krrksVdlêdjkldkfnlaxzg%A** dksgydkyknyf{krrksVdlêdjkldkfnlaxzg%A** dksgydkyknyf{krrksVdlêdjkldkfnlaxzg%A** rFkSo okRL;k;u&Hkkeg&nf.M&
dqekfjy&/kuÜk;çHk`rhuka xzUFks"kq fofo/k:idksi:idk.kka ukekfu n`';UrsA
mi:idk.kkeH;qn;dkys  ds"kkÛku fuf'prçdkjk.kka ukekfu ;Fkk&ukfVdk]
l¶de~] çdj.kh] =kksVde~] Hkkf.kdk] f'kYide~] çsÌ.ke~] xks"Bh] ukVÔkjklde~]
Jhxfnre~] gYyhlde~] f}inh] dYioYyh] 'kEik] NfyrfeR;kfnA foÓkukFkLrq
v"Vkn'kksi:idkf.k x.k;fr fujË˜'kdohuka ukVd&dkjk.kkÛk ç;ksxfoKkua n'k±
n'k± xzUFkku~ ç.k;fr vkpk;Zdqye~A ,rs"kka losZ"kka :idk.kka rFkk pksi:idk.kka
ç;ksxa ǹ‹k lE;ÙkQ;k foHkkx% Ñr% orZrs JhHkkstnsosuA 'k̀Ìkjçdk'kL; ,dkn'kçdk'ks
}kn'k:idk.kka }kn'kksi:idk.kkÛk Jsf.kfoHkkxs HkkstL; ç;ksxfoKkua o.kZudkS'kya
leh{k.koS'kkj|×p â|a LrqR;a p orZrs] ;r~ ijo£ÙkfHkjkpk;SZjfi LohÑra orZrsA
le;Øes.k çknsf'kdfo'ks"krk% LohÑR; ikjEifjd&çknsf'kd&ukVÔk s"k q
,rkU;qij:idkf.k lekfgrkfu tkrkfuA HkkstL; çs{;(n`';)&çcU/kHksnk% ;Fkk
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çs{;&(n`';)&çcU/kkuka 24 Hksnk%çs{;&(n`';)&çcU/kkuka 24 Hksnk%çs{;&(n`';)&çcU/kkuka 24 Hksnk%çs{;&(n`';)&çcU/kkuka 24 Hksnk%çs{;&(n`';)&çcU/kkuka 24 Hksnk%

:ide~&12 Hksnk% mi:ide~ &12 Hksnk%
(okD;kFkkZfHku;kRede~) (inkFkkZfHku;kRede~)
1- ukVde~ 1- Jhxfnre~
2- çdj.ke~ 2- nqfEefyydk
3- O;k;ksx% 3- çLFkkue~
4- bZgkèx% 4- dkO;e~
5- leodkj% 5- Hkk.kde~
6- fMe% 6- Hkkf.kdk
7- mRl`f"VdkË% 7- xks"Bh
8- Hkk.ke~ 8- gYyhlde~
9- çglue~ 9- urZude~

10- ohFkh 10- çs{k.kde~
11- ukfVdk 11- ukVÔke~
12- l¶d% 12- jklde~
ukVÔkijEijk;ka JhHkkstnsoL; ;ksxnkufefr fo"k;% lqegku~ orZrsA vr% r=k

mi:idk.kka :idk.kka p ds"kk×pu fo'ks"kHksnkuka fo"k;s ,ok=k la{ksir% vkykspua
çLrq;rsA rs Hksnk% ;Fkk´
(1) ukfVdkl¶d;ks%
(2) gYyhld&jkld&ukVÔkjkldkuke~
(3) Hkk.k&Hkk.kh&Hkkf.kdk&MksEchuke~A

ukfVdk&lêd&oxZ%ukfVdk&lêd&oxZ%ukfVdk&lêd&oxZ%ukfVdk&lêd&oxZ%ukfVdk&lêd&oxZ%
xzUFkukekuqlkjs.k n'k:iddkjL; xq#Roa n'kla[;k;k% mifj HkofrA vr%

^^n'k/kSo jlkJ;e~** bfr l n'kfo/kkukeso :idk.kka jlkJ;Roa LohdjksfrA
:idksi:idk.kka HksnçlÌs Hkkstks fouk dkj.ka n'k:idL; 'kSyha Hkk"kkÛkkuqgjfrA
çFkei;kZ;s n'kfo/k:idk.kka jlkJ;Roa LohÑR; rsu vxzs ukfVdkl¶ds p
;ksftrs jlkJ;lwP;ke~A ,rs losZ HksnkÒk rsu çcU/kHksn:is.k dfYirk%A ;Fkk´

^^çcU/kÒksg f}+fo/k% çs{;% JO;ÒkA r;ksjfHkus;% isz{;%A l% ukVdkfnHksnkr~
prq²o'kfrçdkjks Hkofr´ukVda jklda] ukVÔkjklde~ bfrA vufHkus;% JO;%A**
n'k:ids ukfVdkçdj.kkH;ka ija Hkjrkuqdj.ksu ukfVdk ifjHkkf"krkA voyksddkjs.kksDra

Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; ç;ksxfoKkue~ % ukjk;.knk'k%
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;r~́ n'k:idkr~ iwo± dSfÒkr~ ukfVdk çdjf.kdk p vokUrjHksn:is.k LohÑrs
vkLrke~A vfHkuoHkkjrh&n'k:idkoyksd&dkO;kuq'kklu&(okXHkV)&ukVÔkniZ.k&
lkfgR;niZ.k&çHk`frxzUFks"kq çdjf.kdk o£.krkA fo".kq/keksZÙkjiqjk.ks ukfVd;k lg
çdj.kh ifjHkkf"krkA x.kjRuegksnf/kdkjks o/kZeku% ukfVdk&çdj.;kS HkjrlEers
euqrsA vfLeu~ fo"k;s ekSueoyEceku% vfHkuoxqIr% ykspus çdj.khfo"k;s
vkyksp;frA HkkstLrq ukfVdka LohÑR; çdjf.kdka fujkdjksfrA }+kn'k:iosQ"kq l
l¶da ifjx.k;frA n'k:ids l¶dL; ukeksYys[kks¿fi ukfLrA dksgylEersu
rksVdsu lg l¶dks fu:firks¿fHkuoxqIrsu fdUrq HkkstL; l¶d% rLekn~ fHkÁ
,oA 'kkjnkru;Lrq ukfVd;k lg rksVda ;kst;frA

,snEçkFkE;su Hkkst% ³k`Ìkjçdk'ks n'k:idk.kka la[;ka o/kZf;Rok ukfVdka l¶da
p jlkJ;lwP;ka ;kstf;rqa lkgla Ñroku~A vfHkuoxqIrsu l¶dL;ksnkgj.k:is.k
diwZjeÜkjh mnkârk] rL;k% çLrkouk;ka ukVÔkdkj% jkt'ks[kj% l¶dL; y{k.keqnkgjfrA
,rÙkq gsepUæ&jkepUæ&xq.kpUæ&okXHkV&okfnta?kky&lkxj&ufUnçHk̀rhuka lEeresoA

Hkkstnsoks HkjrL; ukVÔk'kkL=keso iquoZnfrA çs{kkçcU/kkfn Hksnfu:i.ks] Hkkojlknhuka
fu:i.ks l /kfud&/kuÜk;;ks% lkE;a orZrsA iwo± rwi:idukekfu cgq/kk ukeek=ka
LohÑrkfu lfUr] ;kfu çFker;k Hkkstnso% lkÌksikÌa y{k;frA vfHkuoHkkjR;k%
dksgyL; ifjHkk"kk% vuqekrqa 'kD;k%A mi:ido.kZuçlÌs Hkkoçdk'kuL;
uoek/;k;s 'kkjnkru;% cgq"kq LFkys"kq ³k`Ìkjçdk'kL;Soku`.;ekogfrA

ukVÔkniZ.kdkjks jkepUæ% vfHkuoHkkjR;k ifjp;s¿fi HkkstL;so mi:idk.kka
lwpha ifjHkk"kkÒk iquoZnfrA :idk.kka ç/kku&(jlkJ;)&foHkkxs l¶da ifjR;T;
ukfVdka çdj.kha p fu:I;] vijHksnku~ l ^:ie~̂  bR;qDRok vyËkjfoHkkxs
ifjx.k;frA xzUFkkjEHks Hkkoçdk'kudkjs.k çfrKkra ;Ùksu n'k:idkf.k ̄o'kR;qi:idf.k
çR;{khÑrkuhfr] fdUrq xzUFks rs"kka y{k.kkfu] mnkgj.kkfu ok uksiyH;UrsA
HkkstL;ksi:idkf.k vfrfjP; rsu lYykid&f'kYid& mYyksI;d&efYydk&
dYioYyh&ikfjtkrknhfu yf{krkfu] ;sH;% lkxjufUnuk foÓkukFksu p
^^mYyksI;da** LohÑre~A lkxjufUnuks ukVdy{k.kjRudks'k% loZFkk Hkkoçdk'ka
lkfgR;niZ.ka pkuqljfrA ,oa:is.k lRlkglsu Hkkstnsoks ukfVdkl¶ds p ;kstf;Rok
:idla[;ko`¼s% beekjEHka Ñroku~A
gYyhld&jkld&ukVÔkjkldoxZ%gYyhld&jkld&ukVÔkjkldoxZ%gYyhld&jkld&ukVÔkjkldoxZ%gYyhld&jkld&ukVÔkjkldoxZ%gYyhld&jkld&ukVÔkjkldoxZ%

Hkklfojfpr&ckypfjrL; r`rh;s¿Ës gYyhldu`R;L; o.kZue~ vfLrA
dalçsf"krnkuokuka guukRija JhÑ".kks xksihfHk% lg u`R;frA lq"B xhre~] lq"Bq



23

okfnre~] lq"Bq u£rre~] losZ u`R;fUr bR;kfnokD;kuka ç;ksxkr~ losZ"kka lfEefyra
u`Ùka y{;rsA rL;So ukVdL; prqFkZs¿Ës iqu% gYyhldL; o.kZua yH;rsA r=k
dkfy;nyukRije~ ,dy ,o ^^gYyhlda çdhMfr** bfr funsZ'kks¿fLrA mHk;=k
jklL; ewy:ia æ"Vqa 'kD;rsA Hkkstkuqlkjs.k gYyhldL; ifjHkk"kk ;Fkk´

;Ue.Mysu u`Ùka L=kh.kka gYyhldUrq rRçkgq%A;Ue.Mysu u`Ùka L=kh.kka gYyhldUrq rRçkgq%A;Ue.Mysu u`Ùka L=kh.kka gYyhldUrq rRçkgq%A;Ue.Mysu u`Ùka L=kh.kka gYyhldUrq rRçkgq%A;Ue.Mysu u`Ùka L=kh.kka gYyhldUrq rRçkgq%A
r=kSdks usrk L;kn~ xksiL=kh.kkfeo eqjkfj%AAr=kSdks usrk L;kn~ xksiL=kh.kkfeo eqjkfj%AAr=kSdks usrk L;kn~ xksiL=kh.kkfeo eqjkfj%AAr=kSdks usrk L;kn~ xksiL=kh.kkfeo eqjkfj%AAr=kSdks usrk L;kn~ xksiL=kh.kkfeo eqjkfj%AA

('k`-ç- 11 i`- 468)('k`-ç- 11 i`- 468)('k`-ç- 11 i`- 468)('k`-ç- 11 i`- 468)('k`-ç- 11 i`- 468)
HkkstL;So ifjHkk"kka iquoZnfr ukVÔkniZ.kdkj%] vfHkuoxqIrL; y{k.ka HkkstL;

lkE;a ;kfr&
e.Mysu rq ;Uu`R;a gYyhldfefr Le`re~Ae.Mysu rq ;Uu`R;a gYyhldfefr Le`re~Ae.Mysu rq ;Uu`R;a gYyhldfefr Le`re~Ae.Mysu rq ;Uu`R;a gYyhldfefr Le`re~Ae.Mysu rq ;Uu`R;a gYyhldfefr Le`re~A
,dLr=k rq usrk L;kn~ xksiL=kh.kka ;Fkk gfj%AA,dLr=k rq usrk L;kn~ xksiL=kh.kka ;Fkk gfj%AA,dLr=k rq usrk L;kn~ xksiL=kh.kka ;Fkk gfj%AA,dLr=k rq usrk L;kn~ xksiL=kh.kka ;Fkk gfj%AA,dLr=k rq usrk L;kn~ xksiL=kh.kka ;Fkk gfj%AA
'kkjnkru;&fo³oukFk;ks% ifjHkk"ks brks fHkÁs ,oA vL; gYyhldL; O;ofLFkra

:ia r=k æ"Vqa 'kD;rsA 'kkjnkru;% ,dkË&}ÔkË;qra] eq[kfoe'kZlfU/k;qra] xks"Bhor~
L=khiq#"kk.kkesd=k u`Ùk;qDra gYyhlda LohdjksfrA fo³oukFkLrq eq[kfuoZg.klfU/
k;qra] cgqrkyy;fLFkra] dSf'kdho`Ù;kfJra gYyhlda fu:I; dsfyjSorde~
mnkgjfrA Jhen~Hkkxors gfjoa'ks p of.kZra jkl% jklda ok gYyhldlekua
orZrsA
mHk;=k ,o lfUr ç/kkuHksnk%´

jkls gYyhlds
Ñ".ka ifjr% xksI;% u`R;fUrA uk;d% -1
iq#"kS% lg L=kh.kka la[;k lekuk uk;dk% -7&10
dsoyk% fL=k;% u`R;fUrA
Ñ".k% ,d;k xksI;k lg Øe'kks u`R;fr @
cgq:i/kkj.ka d`Rok lokZfHk% lg ledkyeso u`R;frA
'kàXkkjçdk'kkuqlkjs.k fof'k‘rkysu çn£'kra gYyhlda jkli;;kZ;a xPNfrA

^^rfnna gYyhldeso rkycU/kfo'ks"k;qDra jkl ,oksP;rsA** b;a ifjHkk"kk ckypfjrL;
mHk;=k mi;qDrk HkofrA r=k çFkeksnkgj.ks ^Ñ".k% xksihfHk% lg fefyRok
u`R;fr*] f}rh;ksnkgj.ks ^dkfy;L; iQ.kksifj fof'k"Vrkyy;su u`R;fr*A v=k
bneuqeh;rs ;r~ & HkklL; le;s çpfyra gYyhlda çk;% ykld@jkld@jkl&:is.k
ifjo£rre~A ukspsr~ ,rs jkldkn;% losZ çdkjk% dL;kfi ,dL; mi:idL;
fdfÛkr~ fdf×pr~ ifjo£rra :ia Hkosr~A ckypfjrL; u`R;ç/kkua gYyhlda

Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; ç;ksxfoKkue~ % ukjk;.knk'k%
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=k;ksn'k'krda ;kon~ f}/kk foHkDre~A
(1) ,d=k vfHku;kË&dFkkudkfn;ksftra lr~ vkpk;SZ% iqu% fu/kkZfjra ifjfuf"Bra
('kkjnkru;&fo³oukFk;ks%) :ie~A
(2) vU;=k fodflrks u`R;Hksn% lk/kkj.ktus"kq ifjO;kIra lkewfgda e.Mykdkja
u`R;e~A

;n| xqtZjs xjck] rkfeyçns'ks dqEeh] dksYyk¶e~] dqphi¶™] eyckjs
dk;dksf¶dyh:is.k ifjo£rra lr~ fu%³olfr rr~ gYyhldfefr oÙkqQ 'kD;rsA

vfXuiqjk.k&'k`Ìkjçdk'k&ljLorhd.BkHkj.k&vfHkuoHkkjrh& Hkkoçdk'ku&
ukVÔkniZ.k&lkfgR;niZ.k&çHk`frxzUFks"k q gYyhld&jkljkldukVÔkjkld&
xks"Bh&ppZjhR;srs"kke~&mi:idk.kka foHkktua rs"kka foHksndrÙokukek/kkjs.k Hkofr]
fdUrq vkpk;SZfjna rq foLe`reso ;r~ ,rs"kka oSfo/;kis{k;k lekurk vf/kdr;k
orZrs bfrA LohoqQoZUrq uke u`R;&ukVÔk&u`R;lÌhrkfHku;knhukek/kkjs.k
,rs"kkeokUrjHksnku~ ijUrq loZ=k rq L=khiq#"kk.kka e.Mykdkja lkewfgda u`R;eso
foylfrA
Hkk.k&Hkk.kh&MksEch&oxZ%Hkk.k&Hkk.kh&MksEch&oxZ%Hkk.k&Hkk.kh&MksEch&oxZ%Hkk.k&Hkk.kh&MksEch&oxZ%Hkk.k&Hkk.kh&MksEch&oxZ%

Hkk.k&Hkkf.kdk&MksfEcdsfr =k;k.kka u`ÙkçcU/kkuka Hksn% vfHkuoxqIrsu Kkr%
vklhfnfr ukVÔk'kkL=kL; prqFkkZ/;k;s vfHkuoHkkjR;k Kk;rsA Hkk.k&MksfEcd;ks%
lkekU;Hksnks¿fi rsu çn£'kr%A ̂ ;nqDra fpjUruS%* bR;qDRok rsu (dksgyL;) ;k%
ifjHkk"kkfRedk% dkfjdk% mn~/k`rk%] r=k Hkkf.kdk;k% uke ok y{k.ka ok u yH;rsA

¯lglwdjknhuka o.kZuka tYi;s|r%A¯lglwdjknhuka o.kZuka tYi;s|r%A¯lglwdjknhuka o.kZuka tYi;s|r%A¯lglwdjknhuka o.kZuka tYi;s|r%A¯lglwdjknhuka o.kZuka tYi;s|r%A
urZdh rsu Hkk.k% L;knq¼rkÌço£rr%AAurZdh rsu Hkk.k% L;knq¼rkÌço£rr%AAurZdh rsu Hkk.k% L;knq¼rkÌço£rr%AAurZdh rsu Hkk.k% L;knq¼rkÌço£rr%AAurZdh rsu Hkk.k% L;knq¼rkÌço£rr%AA

(vfHku- Hkk&1] i`- 187)(vfHku- Hkk&1] i`- 187)(vfHku- Hkk&1] i`- 187)(vfHku- Hkk&1] i`- 187)(vfHku- Hkk&1] i`- 187)
rL;ksifj çnÙkk;kefHkuoHkkjR;ka fyf[krefLr & ^^Hkk.kds"kq u`¯lgkfn&

pfjro.kZueq¼resoA**
v=k urZdhç;ksT;gsrks% Hkk.kL; lqoqQekjRoa y{;rsA ;Fkk ukVdkr~ ukfVdk]

çdj.kkr~ çdj.kh tkrs] rFkSo Hkk.kkr~ Hkk.kh @ Hkkf.kdk tkrsfr vuqeh;rsA
vfLeu~ fo"k;s lokZis{k;k Li"Va fooj.ka orZrs HkkstL;A Hkkstsu fu:firk%
dkfjdk% Hkkoçdk'kus¿fi y{;UrsA Hkkoçdk'ks 37 dkfjdkfHk% Hkk.kL; y{k.ka
yf{kre~] ;kH;% 17 dkfjdk% ,o HkkstnsoL;A ,oefi Hkosr~ & ,rk% dksgyL;
dkfjdk% L;q%] ;k% Hkkst&'kkjnkru;kH;keqf¼z;UrsA ,rkH;% dkfjdkH;ks¿;eso
lkj% &
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(i) L=khik=kS% ç;qDrks Hkk.k% Hkkf.kdk HkofrA
(ii) Hkkf.kdk;ka Lrqfrijd&xkFkkxk;ua HkofrA
(iii) :idkUrxZr&Hkke~ mi:idkUrxZrHkk.k×p ijLija fHk|rs] dSf'pÙkL;ko&

cks/kus =kqfVresoA
(iv) :id&Hkk.ks vkdk'kHkkf"krL; ç;ksxks Hkofr] mi:ids ukfLrA
(v) dFkkoLrq vfi furjka fHk|rsA 'k`Ìkjfo"k;%] vk/;kfRedfo"k;%A
(vi) mi:id&Hkk.ks m¼r&yfyr&Hk;kRedsfr f=kfo/ka oLrq nq"djkfHku;S%

çLrw;rsA
(vii) lÌhr&rkykukÛkk=k fo'ks"kç;ksx% y{;rs] ;L; lfo'kna o.kZua ³k̀Ìkjçdk'ks

yH;rsA
(viii) mi:id&Hkk.kL; ç;ksxsu (L=khik=kS%) Hkkf.kdk HkofrA
(ix) :ids ³k`Ìkjjl%] mi:ids rq 'kkUr%A
(x) mHk;=k ykL;kÌkfu L;q% ('kkjnkru;%)
HkkstL; Hkkf.kdky{k.kL;Sdk dkfjdk ikBHksnS% lg jkepUæ&xq.kpUæLohÑrk

;Fkk&
çk;ks gfjpfjrfena Loh (L=kh) ÑrxkFkkfno.kZdek=k×pAçk;ks gfjpfjrfena Loh (L=kh) ÑrxkFkkfno.kZdek=k×pAçk;ks gfjpfjrfena Loh (L=kh) ÑrxkFkkfno.kZdek=k×pAçk;ks gfjpfjrfena Loh (L=kh) ÑrxkFkkfno.kZdek=k×pAçk;ks gfjpfjrfena Loh (L=kh) ÑrxkFkkfno.kZdek=k×pA
lqdqekjr% ç;ksxkn~ Hkk.kks¿fi fg Hkkf.kdk HkofrAAlqdqekjr% ç;ksxkn~ Hkk.kks¿fi fg Hkkf.kdk HkofrAAlqdqekjr% ç;ksxkn~ Hkk.kks¿fi fg Hkkf.kdk HkofrAAlqdqekjr% ç;ksxkn~ Hkk.kks¿fi fg Hkkf.kdk HkofrAAlqdqekjr% ç;ksxkn~ Hkk.kks¿fi fg Hkkf.kdk HkofrAA
Hkkf.kdk;k% rnso y{k.ka fdf×pRifjoÙ;Z ukVÔkniZ.kdkj% iquoZnfrA ,rs"kke=kk;kZ.kka

LohÑfrfHk% Hkk.k&Hkkf.kd;ks% oSf'k‘Ôka ,oa :is.k Hkosr~&
v;eso Hkk.k% ;% L=khik=kS% ç;ksxsu Hkkf.kdk L;kr~&
1- u rq n'k:idkUrxZr% mi:idkUrxZrks orZrsA
2- Lrqfrç/kku%A
3- L=khik=kjfgr%A
4- laLÑrsu rfnrjHkk"kkfHkÒk ç;ksDrqa 'kD;%A
5- dsoya okfpdS%] rS% lg vkfÌdS% lg çLrqrks¿;a 'kq¼&lËh.kZ& fp=kHksnS%

f=kfo/kks HkofrA
6- fp=k&Hkk.ks xr;% ps‘k% yfyrk% m¼rk ok L;qfjfr f}+fo/kk% HkofUrA
7- dnkfpnsrs"kka NÙkhlx<+L; iaMokuh] vkU/kzL; gfjdFkk:ik Hkosr~A
'kkjnkru;&lkxjufUnH;ka Hkk.kh Hkkf.kdkfHkÁk vijksi:id :is.k LohÑrk]

y{k.kefi loZFkk fHkUue~A Hkkoçdk'kuL; lEikndSjo';a rr~ Hkkf.kdk'kh"kZds
,o LFkkfire~ (i`- 262)A ukVdy{k.kjRudks'ks Hkk.khy{k.kesoefLr&^^,dkËk

Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; ç;ksxfoKkue~ % ukjk;.knk'k%
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foVfonw"kdihBHksns¿fi 'kksfHkrk** (i`- 302)A ve`rkuUn&lkxjufUnukS p Hkkf.kdka
eUniq#"kka LohoqQ#r%] fo³oukFk% Hkkf.kdka eUniq#"kka eUnuk;dka LohdjksfrA
lÌhrnkeksnjdkjLrq Hkk.kha ghuiq#"kka euqrsA lkxjuUnh fo³oukFkkuqlkjs.k Hkkf.kdka
y{k;fr&^^vFk Hkkf.kdk] mnkÙkukf;dk] lq{eusiF;Hkwf"krk] ,dkËk] dSf'kdhHkkjrh&
o`fÙkç/kkuk eUniw#"kk p] ;Fkk&dkenÙkkA** (uk-y-j-dks- i`- 302)A

,oeso MksEcha Hkkf.kdka p lekfJR; f}+fo/kk vkpk;ZijEijklhr~A ,d=k
dksgykfHkuoxqIrk;ksjuqorZue~] /ku×t;&/kfudkfn"kq ik'osZ Hkk.k&Hkk.kh Hkkf.kdk]
MksEchR;knhuka Li"VHksn% vklhr~A ;=k MksEch Hkkf.kdk;k% loZFkk fHkÁk] çNÁkuqjkxorh
orZrsA vU;k ijEijk Hkkst&jkepUæ&xq.kpUæ&fo³oukFkçHk`R;kpk;kZ.kka orZrs] ;=k
MksEch&urZdhfHk% xhrk LrqfrijdgfjdFkk orZrsA rnuq MksEch Hkkf.kdk;ka lfEefyrk
mrks Hkkf.kdk;k% i;kZ;s orZrsA 'kkjnkru;Lrq ijEijk;k% fHkÁk% MksEcho Hkkf.Mdk
(Hkkf.kdk) dFkf;Rok r;ks% loZFkk fHkÁa y{k.keqnkgj.ka p çn'kZ;frA fdUrq
ijo£ru% ve`rkuUn&foÓkukFk&lkxjufUnçHk`r;% 'kkjnkru;L; MksEC;k%
mnkgj.khHkwrk;k% dkenÙkk;k% mnkgj.ka Hkkf.kdkjpus çn'kZ;fUr MksEC;k% y{k.keso
Hkkf.kdky{k.k:is.k iquoZnfUr] dsufpr~ ifjorZusu lg çk; , rS% dnkfpr~
^^MksEC;so Hkkf.Mdk** bfr LohÑrk L;kr~A

'kkjnkru;% bo gsepUæks¿fi MksEch&Hkkf.kd;ks% lkE;a i';Áfi Hksna Li"VhdjksfrA
MksEC;ka el`.kç;ksx%] Hkkf.kdk;ke~ m¼r% feJç;ksxÒk HkofrA 'ks"ki;kZ;s MksEch
Hkkf.kdk;ka lekfgrk bfr dFkf;rqa 'kD;rsA

Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; 'k`Ìkjçdk'kLrFkkfo/k% dÒku lsrqcU/kks
xzUFkks] ;ks Hkjr&dksgykfHkuoxqIrkfn&çkphukpk;SZ% lg 'kkjnkru;&fo³oukFk&
lkxjufUn&ijo£Ùkuke~ vkpk;kZ.kka ijEijka la;kst;frA rsu p lexzk;k%
Hkkjrh;ukVÔkijEijk;k% lE;x~ cks/kks HkofrA ,oa:is.k vij:idksi:idk.kkefi
ijEijk;k vuqlU/kkua lgtlk/;a L;kfnfr fnd~AA

lUnHkZxzUFkk%lUnHkZxzUFkk%lUnHkZxzUFkk%lUnHkZxzUFkk%lUnHkZxzUFkk%

1- laÌ.kdn`‘Ôkk 'k`Ìkjçdk'kL; oxhZdj.ke~] ukjk;.knk'k%] çdk- Jherh
lforknk'k] pf<;kiYyh] xÜkke] ç-la- 2001A

2- n'k:ide~] /ku×t;%] fu.kZ;lkxjeqæ.kky;] la] 1897A
3- ukVÔk'kkL=ke~] Hkjr%] dkO;ekyk la- iqueqZæ.ke~& 1943A
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4- ³k`Ìkjçdk'k%] Hkkstnso%] la- ;nqfxfjLokeh] eSlqj] 1&4 Hkkx ç-la-
1963A

5- ukVÔkniZ.k%] jkepUæeq.kpUækS] xk;d- la- 1929A
6- lkfgR;niZ.k%] pkS[kEck l] prqFkZ%] 1968A
7- Hkkoçdk'kue~] 'kkjnkru;%] xk;d la] 1930A
8- ukVÔkkyËkjjRudks'k%] lkxjunh] lEik- oh- jk/kou~] çla- 1960A
9- ukVÔk'kkL=kfoÓkdks'k%] jk/kkoYyHkf=kikBh] laLd`rifj"kn~] lkxjA
10- dkO;kuq'kklue~] gsepUæ%] ikfj[k rFkk dqyd£.klEik] eqEckbZ] fnrh;

1964A
if=kdkif=kdkif=kdkif=kdkif=kdk

1- ukVÔke~ (=kSekfldh) 53&54] (2006) vÌks] lEik- jk/kkoYyHkf=kikBh]
ukVÔkifj"kn~] laLÑrfoHkkx%] lkxje~A

çcU/kk%çcU/kk%çcU/kk%çcU/kk%çcU/kk%
1- :id rFkk mi:id dh ijEijk] Jherh Å£exqIrk] ukVÔke~ 54 i`- 11A
2- MksEch] jk/kkoYyHkf=kikBh] ukVÔke~& 54] i`- 26&38A
3- Characteristic feature of the Sa¢¢aka form of Drama:

Chintaharan Chakravarti, I.H.Q. 7, pp. 169-73
4. Dasarupaka, A Note on the Name, Raghavan V.J.O.

Madaras, 7, pp. 277.
5. On the Uparupakas called Dombika Sidgaka, Bhayani,

H.C. Vidya, 12.1, Jan. 1969.

Hkkjrh;ukVÔkijEijk;ka JhHkkstnsoL; ç;ksxfoKkue~ % ukjk;.knk'k%
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5

laLÑr jÌeÛk dk vkuq’kfud Lo:i

vfHkjkt jktsUnz feJ

fdlh Hkh oLrq ds vfLrRo esa vkus ls iwoZ mldk lajpukRed vuq’ku lEiUu gksrk
gSA dHkh&dHkh rks ;g vuq’ku bruk lw{e] tfVy ,oa Jelk/; gksrk gS fd mldk
mRikn] mlds le{k ux.; lk çrhr gksus yxrk gSA LFkkiR;&lajpuk dks gh ns[ksaA
Hkwfe'kks/ku] ifjiq‘ uhao] ik"kk.kfufeZr fHkfÙk;kÍ] ik"kk.kLrEHkksa dh rjk'k ,oa vyadkj]
vfyUnksa] oyfHk;ksa] xok{kksa] txeksguksa] xHkZx̀g dk fuekZ.k] okrO;oLFkk] çdk'kO;oLFkk]
fo|qnk?kkrokj.k&O;oLFkk] lksikuohFkh] m|kukfnA ,d Hkou ds LFkkiR; ls tqM+s
fofo/k vÌksa&mikÌksa ds fo/kku esa LFkifr dks fdruk lko/kku jguk iM+rk gSA FkksM+h
lh Hkh vkuq’kfud =kqfV gqbZ ugha fd o"kks± dk Je vikFkZd fl¼ gks tkrk gSA funksZ"k
fuoZg.k gh lewps iq#"kkFkZ dks lkFkZd cukrk gSA  jÌeÛk ds lUnHkZ esa rks vkpk;Z
Hkjr ;gkÍ rd dg nsrs gSSa fd´

viwtf;Rok jÌa rq uSo çs{kka ç;kst;sr~Aviwtf;Rok jÌa rq uSo çs{kka ç;kst;sr~Aviwtf;Rok jÌa rq uSo çs{kka ç;kst;sr~Aviwtf;Rok jÌa rq uSo çs{kka ç;kst;sr~Aviwtf;Rok jÌa rq uSo çs{kka ç;kst;sr~A
u rFkk¿'kq ngR;fXu% çHku rFkk¿'kq ngR;fXu% çHku rFkk¿'kq ngR;fXu% çHku rFkk¿'kq ngR;fXu% çHku rFkk¿'kq ngR;fXu% çHkÜkÜkÜkÜkÜkulehfjr%Aulehfjr%Aulehfjr%Aulehfjr%Aulehfjr%A
;Fkk gÔkiç;ksxLrq ç;qÙkQks ngfr {k.kkr~AA;Fkk gÔkiç;ksxLrq ç;qÙkQks ngfr {k.kkr~AA;Fkk gÔkiç;ksxLrq ç;qÙkQks ngfr {k.kkr~AA;Fkk gÔkiç;ksxLrq ç;qÙkQks ngfr {k.kkr~AA;Fkk gÔkiç;ksxLrq ç;qÙkQks ngfr {k.kkr~AA

vkpk;ZJh dh ;gh mn~?kks"k.kk crkrh gS fd jÌeÛk dksbZ lkekU; dksfVd
ykSfdd euksjÜku&lk/ku ugha çR;qr ,d ifo=k /kekZuq’ku gS] pk{kq"kØrq gSA fdlh
Hkh /kekZuq’ku vFkok iqj'pj.k dh tfVyrk;sa rFkk nsokjk/kukRed lw{erk;sa laLÑr
jÌç;ksx esa ns[kh tk ldrh gSaA pwÍfd n'kZd eÛk ls rc tqM+rs gSa tc mldk lkjk
tfVy vuq’ku lEiUu gqvk jgk gS] vr,o os jÌeÛk ds vk/;kfRed ,oa
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vkf/knSfod Lo:i ,oa egÙo dks le>us ls ofÛkr jg tkrs gSaA os rks cl] jÌeÛk
dk vkf/kHkkSfrd :i ek=k ns[krs gSa rks fo'kq¼ :i ls euksj×tukRed ek=k gksrk gŚ

ukVÔk'kkL=k esa bl jÌeÛkkuq’ku dk vR;Ur jkspd fooj.k feyrk gSA tSls yksd
esa ge fdlh vuq’ku osQ igys ea=k.kk djrs gSa Bhd mlh çdkj bUnzkfn nsox.k
jÌeÛkfo"k;d xgu fopkj&foe'kZ djrs gSa rFkk txRlz‘k czãk ls çkFkZuk djrs gSa
fd ,d ,sls (iÒke) osn dh l̀f‘ dhft, tks ^lkoZof.kZd* gkś

rLekRl`tkija osna iÒkea lkoZof.kZde~ArLekRl`tkija osna iÒkea lkoZof.kZde~ArLekRl`tkija osna iÒkea lkoZof.kZde~ArLekRl`tkija osna iÒkea lkoZof.kZde~ArLekRl`tkija osna iÒkea lkoZof.kZde~A
nsorkvkssa dh çkFkZuk Lohdkj dj czãk ukVÔkosn dh ltZuk djrs gSaA nSoh ltZuk

dk Lo:i ekuoh ltZuk ls loZFkk fHkUu gksrk gSA ekuoh l̀f‘ esa euq"; dh KkusfUnz;kÍ
,oa desZfUæ;kÍ lgk;d gksrh gSaA euq"; viuh d̀fr dks l̀f‘ ds ckn gh ns[k ikrk
gSA ijUrq nSoh l̀f‘ esa nsofo'ks"k dh ri'p;kZ ek=k lgk;d gksrh gSA nsork viuh
d̀fr dks l̀f‘ ls iwoZ gh lk{kkRÑr dj ysrk gSA ukVÔk'kkL=k dk Hkh lkÌksikÌ Lo:i
Hkxoku~ iÀlEHko dks] mlds HkkSfrd dysoj ds çdVu ls iwoZ gh ;ksxcy ls
çfrHkkflr gks mBkA*

czãk us iwoZ fo|eku pkjksa osnksa ls gh] ;Fkksfpr ukVÔkka'k ysdj iÒke lkoZof.kZd
osn (ukVÔkosn) dk fuekZ.k fd;k & ;g vR;Ur egÙoiw.kZ rF; gSA bldk vfHkçk;
gS fd ukVÔkosn dsoy osnewyd gS] çR;qr pkjksa osnksa dk fuxZfyrka'kHkwr ikÍpok osn
gSA blesa _Xosn dk ikBÔkrÙo] lkeosn dk xhrrÙo] ;tqosZn dk vfHku;rÙo rFkk
vFkoZosn dk jlrÙo ijLij lEìDr gSA

oLrqr% ;g O;k[;s; lUnHkZ gSA ijUrq ladsrek=k ls bls Li‘ fd;k tk jgk gSA
ikB~; vFkok laoknrÙo _Xosn ls fy;k x;kA _Xosn esa laoknlwÙkQksa dk ckgqY; gSA
ljek&if.k laokn (10-108)] bUnz&bUnzk.kh&o`"kkdfilaokn (10-86)]
fo'okfe=k&unhlaokn (3-33)] iq:jok&moZ'khlaokn (10-95)] rFkk
vxLR;&yksikeqnzklaokn (1-169) vkfn vusd laokn lwÙkQ _Xosn esa fo|eku gSaA
bruk gh ugha] okxkEHk̀.kh] ykse'kk] vikyk vkfn vusd ik=kksa ds ,dkyki
(soliloquy) Hkk.kÑfr;ksa ds] vkdk'kHkkf"kr'kSyh ds mfÙkQ&çR;qfÙkQ ikBÔk vFkok
^vkRexr* dk Lej.k djkrs gSaA

bl çdkj] laoknrÙo dk _Xosn ls vkâr fd;k tkuk mfpr gh gSA  lkeosn
vius lIrfo/k ^xzkes xs;xku* rFkk lIrfo/k ^vkj.;xku* ds fy, ç[;kr jgk gSA
vr% ukVÔkosn dk xk;urÙo czãk us lkeosn ls fy;kA

;tqosZn ls ^vfHku;&rÙo* dk ysuk] vkikrr% vLi‘ lk çrhr gksrk gSA ijUrq
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,slk ugha gSA ;K ds deZdk.M esa ;teku dks {k.k&çfr{k.k vfHku; djuk iM++rk
gSA ;Kksiohr dks ckj&ckj lO;&vilO; djuk] fofHkUu osfndkvksa dh lepZuk esa
fn'kkvksa dks cnyuk] gLrikn&eqnzkvksa dks ifjofrZr djuk´lSdM+ksa çdkj ds
okfpd] vkafxd] lkfÙod ,oa vkgk;Z vfHku; ;K dh lw{ekfrlw{e fØ;kvksa esa
djus iM+rs gSaA vr% vfHku; ;ktq"k ea=kksa dk ewyk/kkj gSA

jlrÙo dks /kkrk us vFkoZosn ls fy;kA oLrqr% ;g çrhdkRed dFku gSA D;ksafd
blesa ykSfdd jlrÙo dks gh ukVÔk dk vuqHko&laos| jlrÙo eku fy;k x;k gSA
D;ksafd ^vkLok|ekurk* mHk;fu’ gSA ykSfdd rFkk dkO;tU;´nksuksa gh jl
vkLok| gksrs gSaA

vFkoZosn dks HkS"kT;osn rFkk czãosn Hkh dgrs gSaA HkS"kT; dk çk.krÙo ^jl* gh
gSA mlh ^jlrÙo* dks czãk us ukVÔkosn ds jlrÙo ds :i esa çfrf’r fd;kA bl
çdkj] osnprq‘Ôk ls i×pe ukVÔkosn çdV gqvkA2

çR;sd fufeZfr&çfØ;k (creative  process) ds iwoZ mldk ^ladYi* gksrk
gS rFkk rnqÙkj mldh ^l̀f‘* gksrh gSA ukVÔkosn dk ladYi D;k Fkk \ vkpk;Z Hkjr
crkrs gSá

/kE;ZeF;± ;'kL;a p lksins'ka llaxzge~A/kE;ZeF;± ;'kL;a p lksins'ka llaxzge~A/kE;ZeF;± ;'kL;a p lksins'ka llaxzge~A/kE;ZeF;± ;'kL;a p lksins'ka llaxzge~A/kE;ZeF;± ;'kL;a p lksins'ka llaxzge~A
Hkfo";r'p yksdL; loZdekZuqn'kZde~AAHkfo";r'p yksdL; loZdekZuqn'kZde~AAHkfo";r'p yksdL; loZdekZuqn'kZde~AAHkfo";r'p yksdL; loZdekZuqn'kZde~AAHkfo";r'p yksdL; loZdekZuqn'kZde~AA
loZ'kkL=kkFkZlEiÁa loZf'kYiçorZde~AloZ'kkL=kkFkZlEiÁa loZf'kYiçorZde~AloZ'kkL=kkFkZlEiÁa loZf'kYiçorZde~AloZ'kkL=kkFkZlEiÁa loZf'kYiçorZde~AloZ'kkL=kkFkZlEiÁa loZf'kYiçorZde~A
ukVukVukVukVukVÔkÔkÔkÔkÔkk[;a ik[;a ik[;a ik[;a ik[;a iÛÛÛÛÛkea osna lsfrgkla djksE;ge~AAkea osna lsfrgkla djksE;ge~AAkea osna lsfrgkla djksE;ge~AAkea osna lsfrgkla djksE;ge~AAkea osna lsfrgkla djksE;ge~AA

ukVÔk'kkL=k dh ladYiuk ls gh mldk foy{k.k Lo:i lqLi‘ gks tkrk gSA c̀grh
l̀f‘ dk Hkh ladYi NksVk gh gksrk gSA ukVÔkosn dh ltZuk dk ;g ladYi Hkh
laf{kIr ,oa y?kq gh FkkA ijUrq tc ukVÔkosn cu x;k rc mldh çHkfo".kqrk] mldh
foLr̀fr] mldh lEçs"k.kh;rk´lc dqN lËYi dh rqyrk esa vR;Ur fo'kky FkkA
bldh ppkZ ;Fkkolj vkxs dh tk;sxhA

ukVÔkosn rks cu x;kA vc ç'u vk;k bls /kkj.k dj] jÌeÛk ij mrkjus dkA
,rnFkZ czãk us nsojkt bUnz dks funsZ'k fn;kA3

bl LFky ij] ukVÔk'kkL=kdkj ,d fofp=k fdUrq lR; rF; çLrqr djrs gSaA czãk
us ;g ukVÔkosn mu nsoksa dks i<+kus ,oa fl[kkus dk funsZ'k nsojkt bUnz dks fn;k tks
dq'ky] fonX/k] çxYHk ,oa ftrJe gksaA jÌeÛk ls lEc¼ jÌd£e;ksa dh ;gh
ekSfyd vgZrk gS] vkpk;Z Hkjr dh ǹf‘ esa] ,slk gesa eku ysuk pkfg,A blds mÙkj

laLÑr jÌeÛk dk vkuq’kfud Lo:i % vfHkjkt jktsUnz feJ
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esa] nsojkt bUnz us cM+h Li‘rk ls dgk´
rPNª̃Rok Hkxok×NØks czã.kk ;nqnkâre~ArPNª̃Rok Hkxok×NØks czã.kk ;nqnkâre~ArPNª̃Rok Hkxok×NØks czã.kk ;nqnkâre~ArPNª̃Rok Hkxok×NØks czã.kk ;nqnkâre~ArPNª̃Rok Hkxok×NØks czã.kk ;nqnkâre~A
çk×tfy% ç.krks HkwRok çR;qokp firkege~AAçk×tfy% ç.krks HkwRok çR;qokp firkege~AAçk×tfy% ç.krks HkwRok çR;qokp firkege~AAçk×tfy% ç.krks HkwRok çR;qokp firkege~AAçk×tfy% ç.krks HkwRok çR;qokp firkege~AA
xzg.ks /kkj.ks Kkus ç;ksxs pkL; lÙkeAxzg.ks /kkj.ks Kkus ç;ksxs pkL; lÙkeAxzg.ks /kkj.ks Kkus ç;ksxs pkL; lÙkeAxzg.ks /kkj.ks Kkus ç;ksxs pkL; lÙkeAxzg.ks /kkj.ks Kkus ç;ksxs pkL; lÙkeA
v'kÙkQk Hkxou~ ! nsok v;ksX;k ukVv'kÙkQk Hkxou~ ! nsok v;ksX;k ukVv'kÙkQk Hkxou~ ! nsok v;ksX;k ukVv'kÙkQk Hkxou~ ! nsok v;ksX;k ukVv'kÙkQk Hkxou~ ! nsok v;ksX;k ukVÔkÔkÔkÔkÔkdeZf.kAAdeZf.kAAdeZf.kAAdeZf.kAAdeZf.kAA
; bes osnxqáKk _"k;% laf'krozrk%A; bes osnxqáKk _"k;% laf'krozrk%A; bes osnxqáKk _"k;% laf'krozrk%A; bes osnxqáKk _"k;% laf'krozrk%A; bes osnxqáKk _"k;% laf'krozrk%A
,rs¿L; xzg.ks 'kÙkQk% ç;ksxs /kkj.ks rFkkAA,rs¿L; xzg.ks 'kÙkQk% ç;ksxs /kkj.ks rFkkAA,rs¿L; xzg.ks 'kÙkQk% ç;ksxs /kkj.ks rFkkAA,rs¿L; xzg.ks 'kÙkQk% ç;ksxs /kkj.ks rFkkAA,rs¿L; xzg.ks 'kÙkQk% ç;ksxs /kkj.ks rFkkAA

´ukVÔk- 1-21&23
nsojkt bUnz us nsoksa dks] ukVÔkosn ds xzg.k] /kkj.k] Kku rFkk ç;ksx (eÛku)] pkjksa

esa vleFkZ crk;k D;ksafd os _f"k;ksa ds leku osnjgL;ksa esa u ikjÌr gSa vkSj u gh
laf'krozr gSaA

ukVÔk'kkL=k dk ;g mYys[k] mldh ç;ksx&ijEijk dh ǹf‘ ls vR;Ur egÙoiw.kZ
gSA vkeksn&çeksn] oSHko&foykl ,oa ,s'o;Z esa Mwcs nsoksa dks bUnz ukVÔkosn&xzg.k esa
loZFkk vleFkZ ekurs gSa tc fd osnkFkZrÙoK riks/kuh _f"k;ksa dks loZFkk ;ksX; ekurs
gSa ! bldk fufgrkFkZ ;gh gS fd jÌeÛk dksbZ lLrk euksjÜku ughaA og vR;Ur
Jelk/;] ÑPNªlk/; rFkk v/;olk;lk/; dk;Z gSA ckyh}hih; jÌeÛk ^ok;kax*
esa Myax (lw=k/kkj) dk vR;Ur efgekef.Mr] riLlk/; O;fÙkQRo ukVÔk'kkL=k ds bl
mYys[k dk çek.k ekuk tk ldrk gSA4

bl çdkj] ukVÔkç;ksx&ijEijk esa nSo&opZLo dks ugha] vfirq vk"kZ&opZLo dks
usr̀Ro ,oa ç/kkurk feyh nh[krh gSA

vxys pj.k esa vkpk;Z Hkjr crkrs gSa fd bUnz }kjk nsoksa dks v;ksX;&v'kÙkQ crkus
ij firkeg vEcqtlEHko us eq>s vkKk nh fd eSSa bl ukVÔkosn dks vius lkS iq=kksa
dks v/;kfir d#ÍA5

vkpk;Z Hkjr vius 'kkf.MY; çHk̀fr lkS iq=kksa dks ukVÔkfo/kk esa] mudh ;ksX;rk
ds vuqlkj ukVÔk dh ìFkd~ p;kZvksa esa ikjÌr cukrs gSaA rnuUrj og Hkkjrh] lkÙorh
,oa vkjHkVh ukVÔkòfÙk;ksa ij lekfJr ,d ç;ksx (eÛku) ç;qÙkQ djrs gSaA bl ç;ksx
ds vUr esa og n'kZdksa esa Js’re czãk dks ç.kke dj viuk vkHkkj çdV djrs gSa
(lEHkor% og n'kZdksa dk vfHker Hkh iwNrs gSaA)

nsoxq# c̀gLifr us bl çkjafHkd ukVÔkç;ksx esa dSf'kdhòfÙk dh deh crkbZ vkSj
dgk´^^dSf'kdh dk Hkh ç;ksx djks rFkk mldk lk/ku Hkh crkvksA** nsoxq# ds bl
dFku dk leFkZu djrs gq, Hkjr dSf'kdh dh lkexzh ekÍxrs gSaA iwjk lUnHkZ bl çdkj
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gŚ
vFkkg eka lqjxq#% dSf'kdhefi ;kst;AvFkkg eka lqjxq#% dSf'kdhefi ;kst;AvFkkg eka lqjxq#% dSf'kdhefi ;kst;AvFkkg eka lqjxq#% dSf'kdhefi ;kst;AvFkkg eka lqjxq#% dSf'kdhefi ;kst;A
;Pp rL;k% {kea nzO;a rn~czwfg f}tlÙkeAA;Pp rL;k% {kea nzO;a rn~czwfg f}tlÙkeAA;Pp rL;k% {kea nzO;a rn~czwfg f}tlÙkeAA;Pp rL;k% {kea nzO;a rn~czwfg f}tlÙkeAA;Pp rL;k% {kea nzO;a rn~czwfg f}tlÙkeAA
,oa rsukLE;fHkfgr% çR;qÙkQ'p e;k çHkq%A,oa rsukLE;fHkfgr% çR;qÙkQ'p e;k çHkq%A,oa rsukLE;fHkfgr% çR;qÙkQ'p e;k çHkq%A,oa rsukLE;fHkfgr% çR;qÙkQ'p e;k çHkq%A,oa rsukLE;fHkfgr% çR;qÙkQ'p e;k çHkq%A
nh;rka Hkxou~ nzO;a dSf'kD;k% lEç;kstde~AAnh;rka Hkxou~ nzO;a dSf'kD;k% lEç;kstde~AAnh;rka Hkxou~ nzO;a dSf'kD;k% lEç;kstde~AAnh;rka Hkxou~ nzO;a dSf'kD;k% lEç;kstde~AAnh;rka Hkxou~ nzO;a dSf'kD;k% lEç;kstde~AA
u`ÙkkÌgkjlEiÁk jlHkkofØ;kfRedkAu`ÙkkÌgkjlEiÁk jlHkkofØ;kfRedkAu`ÙkkÌgkjlEiÁk jlHkkofØ;kfRedkAu`ÙkkÌgkjlEiÁk jlHkkofØ;kfRedkAu`ÙkkÌgkjlEiÁk jlHkkofØ;kfRedkA
dSf'kdh 'y{.kusiF;k 'k`ÌkjjllEHkokAAdSf'kdh 'y{.kusiF;k 'k`ÌkjjllEHkokAAdSf'kdh 'y{.kusiF;k 'k`ÌkjjllEHkokAAdSf'kdh 'y{.kusiF;k 'k`ÌkjjllEHkokAAdSf'kdh 'y{.kusiF;k 'k`ÌkjjllEHkokAA
v'kD;k iq#"kS% lk/kq ç;ksÙkqQa L=khtukn`rsAv'kD;k iq#"kS% lk/kq ç;ksÙkqQa L=khtukn`rsAv'kD;k iq#"kS% lk/kq ç;ksÙkqQa L=khtukn`rsAv'kD;k iq#"kS% lk/kq ç;ksÙkqQa L=khtukn`rsAv'kD;k iq#"kS% lk/kq ç;ksÙkqQa L=khtukn`rsA

´ukVÔk- 1-42&46
bl fooj.k ls Li‘ gS fd vkpk;Z Hkjr ds vkfn&eÛku esa dSf'kdh&òfÙk dk

ç;ksx ugha Fkk ftldk Li‘ vfHkçk; ;g gS fd ;g ç;ksx 'k̀Ìkjjl ls fojfgr FkkA
bldk dkj.k Fkk ç;ksx esa L=khik=kksa dk vHkko vkSj L=khik=kksa ds vHkko esa dSf'kdh
dk çn'kZu dFkefi laHko ugha FkkA

dSf'kdh òfÙk dk çk.krÙo gksrk gS jlksa ,oa Hkkoksa ls vksrçksr vfHku; rFkk ùÙk
(rky&y;kfJr vÌlapkyu) ,oa vÌgkj (fofo/k ùR;eqnzk;sa) dk ln~HkkoA vkSj
;s lc iq#"kik=kksa ls 'kD; ugha gSaA ;s ek=k vÌuklk/; gSaA pwÍfd Hkjr dk çFke ç;ksx
muds lkS iq=kksa }kjk gh lEikfnr fd;k x;k FkkA iQyr% mlesa laokncgqy Hkkjrh]
;q¼kfnçpqj vkjHkVh rFkk lkÙorh òfÙk;kÍ gh :ikf;r gks ldhaA

vkpk;Z Hkjr vc vius ç;ksx esa dSf'kdh dks Hkh tksM+rs gSaA mudh çkFkZuk dks
Lohdkj dj] ukVÔkç;ksx esa dSf'kdh dh (Hkh) vorkj.kk ds fy;s loZleFkZ /kkrk
us vIljkvksa dh ekulh l̀f‘ dh rFkk vkpk;Z Hkjr dks] mUgsa çnku fd;kA ;s
vIljk;sa Fkh´eÜkqds'kh] lqds'kh] feJds'kh] lqykspuk] lkSnkfeuh] nsonÙkk] nsolsuk]
euksjek] lqnrh] lqUnjh] fonX/kk] foiqyk] lqekyk] lUrfr] lquUnk] lqeq[kh] ekx/kh]
vtqZuh] ljyk] dsjyk] /k̀fr] uUnk] iq"dyk ,oa dyHkk (24 vIljk;sa)A

vIljkvksa dh ukekoyh esa ,dek=k ^feJds'kh* gh ,slh gS ftldh ifjx.kuk
iqjk.kofrZr vIljkvksa (moZ'kh] jEHkk] esudk] ?k̀rkph] lgtU;k] vyEcq"kk] fryksÙkek
vkfn) ds lkFk gqqbZ gSA vU;Fkk jÌç;ksx dh ;s nsokaxuk;sa loZFkk ìFkd~ gSaA

Hkxoku~ iÀ;ksfu us vIljkvksa ds lkFk gh lkFk] ukVÔkç;ksx dh lkÌksikÌ iw.kZrk
ds fy;s] nks foy{k.k vfrfjÙkQ lg;ksx fn,´
(d) ok|deZ ds fy;s f'k";ksa lfgr Lokfr dksA
([k) xkudeZ gsrq ukjn ,oa rRlgpj xU/koks± dksA

laLÑr jÌeÛk dk vkuq’kfud Lo:i % vfHkjkt jktsUnz feJ
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vius bu prqjlz (vfHkusrk Hkjriq=k] vIljk;sa] oknd ,oa xk;d) lg;ksfx;ksa ds
lkFk lÁ¼ Hkjr ,d ckj iqu% viuk ç;ksx çn£'kr djus gsrq Hkxoku~ iÀ;ksfu ds
le{k mifLFkr gksrs gSaA6

ukVÔk'kkL=k esa o£.kr jÌdehZ dk ;g lafo/kkud Li‘ dj nsrk gS fd ukVÔkeÛku
(stage craft) ds pkj çeq[k vÌ gSá

1- vfHku; (acting)
2- ok|òUn (orchestra)
3- ùR; ,oa (dance and)
4- xk;u (singing)
buesa ls vfUre rhu dh lkewfgd laKk ^lÌhrd vFkok rkS;Zf=kd* Hkh gŚ

ùR;a xhrÒk ok|Òk f=kfHkLlÌhreqP;rsAùR;a xhrÒk ok|Òk f=kfHkLlÌhreqP;rsAùR;a xhrÒk ok|Òk f=kfHkLlÌhreqP;rsAùR;a xhrÒk ok|Òk f=kfHkLlÌhreqP;rsAùR;a xhrÒk ok|Òk f=kfHkLlÌhreqP;rsA tkok rFkk ckyh ds jÌeÛk ij ùR; ,oa
xk;u çk;% lefUor gSa rFkk ,din&okP; gSaA vr% vfHku;] ok| ,oa ùR;xhr dks
ogkÍ ok;kÌ (Wayang)] xkÌ (Gong) rFkk ysxkÌ (Legong) dgk tkrk
gSA

czãk us vkpk;Z Hkjr ls dgk´^^lkSHkkX;o'k bl le; nsojkt bUnz dk
^/otegksRlo^ py jgk gSA vr% vki viuk ukVÔkç;ksx blh volj ij çLrqr
djsa**́

egku;a ç;ksxL; le;% leqifLFkr%Aegku;a ç;ksxL; le;% leqifLFkr%Aegku;a ç;ksxL; le;% leqifLFkr%Aegku;a ç;ksxL; le;% leqifLFkr%Aegku;a ç;ksxL; le;% leqifLFkr%A
v;a /oteg% Jheu~ egsUnzL; çorZrsAAv;a /oteg% Jheu~ egsUnzL; çorZrsAAv;a /oteg% Jheu~ egsUnzL; çorZrsAAv;a /oteg% Jheu~ egsUnzL; çorZrsAAv;a /oteg% Jheu~ egsUnzL; çorZrsAA
v=ksnkuhe;a osnks ukVv=ksnkuhe;a osnks ukVv=ksnkuhe;a osnks ukVv=ksnkuhe;a osnks ukVv=ksnkuhe;a osnks ukVÔkÔkÔkÔkÔklaK% ç;qT;rke~AlaK% ç;qT;rke~AlaK% ç;qT;rke~AlaK% ç;qT;rke~AlaK% ç;qT;rke~A

bl ç;ksx dk bfròÙk (theme) ukVÔk'kkL=k esa o£.kr gSA laHkor% ;g
egsUnzfot;ksRlo uked ç;ksx Fkk tks bUnz/otegksRlo ds volj ij efÒkr gqvkA
;g ç;ksx vlqjksa ,oa nkuoksa ds (nsodr̀Zd) fo/oal rFkk fot;ksUekn ls çâ‘
nsorkvksa dh fot; ls Jhef.Mr FkkA

vkpk;Z Hkjr us bl ç;ksx esa loZçFke vk'khoZpu ls ;qÙkQ v‘kÌink fofp=k ukUnh
dh vorkj.kk dh rnuUrj ml dFkkud dk ik=kkfHku; çLrqr djk;k ftlesa
nSR;x.k nsorkvksa }kjk thrs x;s FksA ;g vuqd̀fr (;q¼çk; gksus ds dkj.k) lEiQsV
(ekj/kkM+) rFkk fonzo (iyk;u) ls vksrçksr Fkh] lkFk gh lkFk Nsnu Hksnu ,oa
;q¼ ǹ';ksa ls ;qÙkQ FkhA

iQyJqfr ;g jgh fd czãkfn leLr nsox.k bl ç;ksx dks ns[k dj ifjrq‘ gks
mBs vkSj lc us vkpk;Z Hkjr rFkk muds (vfHkusrk) iq=kksa dks ikfjrksf"kdkssa ls ykn
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fn;k&
rrks czãkn;ks nsok% ç;ksxifjrksf"krk%Arrks czãkn;ks nsok% ç;ksxifjrksf"krk%Arrks czãkn;ks nsok% ç;ksxifjrksf"krk%Arrks czãkn;ks nsok% ç;ksxifjrksf"krk%Arrks czãkn;ks nsok% ç;ksxifjrksf"krk%A
çnnqâZ‘eul% loksZidj.kkfu u%AçnnqâZ‘eul% loksZidj.kkfu u%AçnnqâZ‘eul% loksZidj.kkfu u%AçnnqâZ‘eul% loksZidj.kkfu u%AçnnqâZ‘eul% loksZidj.kkfu u%A
çhrLrq çFkea 'kØks nÙkoku~ l /ota 'kqHke~AAçhrLrq çFkea 'kØks nÙkoku~ l /ota 'kqHke~AAçhrLrq çFkea 'kØks nÙkoku~ l /ota 'kqHke~AAçhrLrq çFkea 'kØks nÙkoku~ l /ota 'kqHke~AAçhrLrq çFkea 'kØks nÙkoku~ l /ota 'kqHke~AA
czãk dqfVyda pSo Hk`Ìkja o#.kLrFkkAczãk dqfVyda pSo Hk`Ìkja o#.kLrFkkAczãk dqfVyda pSo Hk`Ìkja o#.kLrFkkAczãk dqfVyda pSo Hk`Ìkja o#.kLrFkkAczãk dqfVyda pSo Hk`Ìkja o#.kLrFkkA
lw;Z'N=ka f'ko% fl¯¼ ok;qO;Ztueso pAAlw;Z'N=ka f'ko% fl¯¼ ok;qO;Ztueso pAAlw;Z'N=ka f'ko% fl¯¼ ok;qO;Ztueso pAAlw;Z'N=ka f'ko% fl¯¼ ok;qO;Ztueso pAAlw;Z'N=ka f'ko% fl¯¼ ok;qO;Ztueso pAA
fo".kq% ¯lgklua pSo dqcsjks eqdqVa rFkkAfo".kq% ¯lgklua pSo dqcsjks eqdqVa rFkkAfo".kq% ¯lgklua pSo dqcsjks eqdqVa rFkkAfo".kq% ¯lgklua pSo dqcsjks eqdqVa rFkkAfo".kq% ¯lgklua pSo dqcsjks eqdqVa rFkkA
JkO;Roa çs{k.kh;L; nnkS nsoh ljLorhAAJkO;Roa çs{k.kh;L; nnkS nsoh ljLorhAAJkO;Roa çs{k.kh;L; nnkS nsoh ljLorhAAJkO;Roa çs{k.kh;L; nnkS nsoh ljLorhAAJkO;Roa çs{k.kh;L; nnkS nsoh ljLorhAA
'ks"kk ;s nsoxU/kokZ ;{kjk{kliÁxk%A'ks"kk ;s nsoxU/kokZ ;{kjk{kliÁxk%A'ks"kk ;s nsoxU/kokZ ;{kjk{kliÁxk%A'ks"kk ;s nsoxU/kokZ ;{kjk{kliÁxk%A'ks"kk ;s nsoxU/kokZ ;{kjk{kliÁxk%A
rfLeu~ lnL;frçhrk ukuktkfrxq.kkJ;k%AArfLeu~ lnL;frçhrk ukuktkfrxq.kkJ;k%AArfLeu~ lnL;frçhrk ukuktkfrxq.kkJ;k%AArfLeu~ lnL;frçhrk ukuktkfrxq.kkJ;k%AArfLeu~ lnL;frçhrk ukuktkfrxq.kkJ;k%AA
va'kka'kSHkkZforku~ Hkkoku~ jlku~ :ia cya rFkkAva'kka'kSHkkZforku~ Hkkoku~ jlku~ :ia cya rFkkAva'kka'kSHkkZforku~ Hkkoku~ jlku~ :ia cya rFkkAva'kka'kSHkkZforku~ Hkkoku~ jlku~ :ia cya rFkkAva'kka'kSHkkZforku~ Hkkoku~ jlku~ :ia cya rFkkA
çnnqeZRlqrsH;'p fp=kekHkj.ka cgqAAçnnqeZRlqrsH;'p fp=kekHkj.ka cgqAAçnnqeZRlqrsH;'p fp=kekHkj.ka cgqAAçnnqeZRlqrsH;'p fp=kekHkj.ka cgqAAçnnqeZRlqrsH;'p fp=kekHkj.ka cgqAA

&ukVÔk- 1-58&63
jÌç;ksx ds bl ikSjkf.kd vuq’ku esa vHkh nks u;s lUnHkZ vkSj tqM+us gSá jÌck/kk ,oa

jÌ'kkfUrA oLrqr% ^ck/kk ,oa 'kkfUr* ;s nksuksa fdlh Hkh /kekZuq’ku ds vfuok;Z vÌ
gSA fo?u&ck/kk;sa vkrh gh gSa vkSj mudk 'keuksik; Hkh gksrk gh gSA

Hkjr ds ukVÔkç;ksx esa fo?u&ck/kk;sa] ç;ksx dh dFkkoLrq dks ysdj mRiUu gqbZA
^egsUnzfot;ksRlo* uked bl ç;ksx esa nSR;ksa ij nsorkvksa dh fot; çn£'kr dh xbZ
FkhA iQyr% nSR;] nkuo] vlqj viuh ijkt;] voekuuk ,oa frjLdkj ls
{kqC/k gks mBs vkSj fo:ik{k ds usr̀Ro esa ,dtqV gksdj os ç;ksx dks ukuk çdkj ls
O;FkZ ,oa fo/oLr djus yxsA ukjsckth çkjaHk gks xbŹ

^^usRFkfePNkegs ukV^^usRFkfePNkegs ukV^^usRFkfePNkegs ukV^^usRFkfePNkegs ukV^^usRFkfePNkegs ukVÔkÔkÔkÔkÔkesrnkxE;rkfefrA**esrnkxE;rkfefrA**esrnkxE;rkfefrA**esrnkxE;rkfefrA**esrnkxE;rkfefrA**
ukukfo/k fo?Ukksa vkSj ek;ktkyksa dk lgkjk ysdj vc os lc nSR;] vlqjksa dks lkFk

ysdj vfHkusrkvksa dh ok.kh rFkk (vkfÌd) ps‘kvksa dks LrfEHkr djus yxsA mudh
Lèfr u‘ gks xbZ vkSj os laokn rd Hkwyus yxsA7  ;gkÍ rd fd lw=k/kkj dks Hkh] mlds
lgk;dksa lfgr] ek;koh nkuoksa us v'kÙkQ] iaxq ,oa u‘laK cuk fn;kA nSR;ksa }kjk ;g
lkjk fo/oal&dk;Z xqipqi fd;k tk jgk Fkk viuh vklqjh 'kfÙkQ lsA

nsojkt bUnz dk ekFkk Budk! vkf[kj gqvk D;k gS fd vfHkusrk mYVs&iYVs laokn
cksy jgs gSa\ mYVh&iYVh ps‘k;sa dj jgs gSaA lw=k/kkj dh Hkh ekuks c̀f¼ dqf.Br gks
mBh gSA vo'; gh dqN v?kfVr ?kV jgk gSA tSls gh nsouk;d us ;ksxLFk gksdj
ns[kuk çkjEHk fd;k] mUgsa ukVÔke.Mi pkjksa vksj ls fo?uksa ls f?kjk gqvk nh[kkA8  fiQj

laLÑr jÌeÛk dk vkuq’kfud Lo:i % vfHkjkt jktsUnz feJ
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D;k Fkk] ozqQ¼ gksdj e?kok us mB dj nzqrxfr ls viuk /otn.M gh (vk;q/k:i
esa) mBk fy;k vkSj mlh ^ttZj* ls ihV&ihV dj] jÌihB ds vkl&ikl bdºs
fo?uHkwr vlqjksa dks v/kejk cuk fn;kA {k.kHkj esa gh ck/kk mRiUu djus okys nkuoksa
ds lkFk gh lkFk os fo?u Hkh ekjs x;ś

vFkksRFkk; nzqra Øks/kkn~ fnO;a txzkg lvFkksRFkk; nzqra Øks/kkn~ fnO;a txzkg lvFkksRFkk; nzqra Øks/kkn~ fnO;a txzkg lvFkksRFkk; nzqra Øks/kkn~ fnO;a txzkg lvFkksRFkk; nzqra Øks/kkn~ fnO;a txzkg l     /ote~A/ote~A/ote~A/ote~A/ote~A
loZjRuksTToyruq% fdfloZjRuksTToyruq% fdfloZjRuksTToyruq% fdfloZjRuksTToyruq% fdfloZjRuksTToyruq% fdfÛÛÛÛÛknqn~o`Ùkykspu%AAknqn~o`Ùkykspu%AAknqn~o`Ùkykspu%AAknqn~o`Ùkykspu%AAknqn~o`Ùkykspu%AA
jÌihBxrku~ fo?uku~ vlqjka'pSo nsojkV~AjÌihBxrku~ fo?uku~ vlqjka'pSo nsojkV~AjÌihBxrku~ fo?uku~ vlqjka'pSo nsojkV~AjÌihBxrku~ fo?uku~ vlqjka'pSo nsojkV~AjÌihBxrku~ fo?uku~ vlqjka'pSo nsojkV~A
ttZjhÑrnsgkaLrkudjksTttZjs.k l%AAttZjhÑrnsgkaLrkudjksTttZjs.k l%AAttZjhÑrnsgkaLrkudjksTttZjs.k l%AAttZjhÑrnsgkaLrkudjksTttZjs.k l%AAttZjhÑrnsgkaLrkudjksTttZjs.k l%AA

& ukV~;- 1-69&70
Fkk rks og /otegksRlo dk /otn.M] ijUrq vU; fdlh veks?k çgj.k

(vL=k&'kL=k) ds vHkko esa Øks/kkU/k bUnz us mlh ls fo?udkjh nkuoksa dks ihVuk
çkjaHk dj fn;kA oLrqr% mudh lEiw.kZ nSoh 'kfÙkQ ml ̂ /ot* esa gh laØkUr gks xbZ
vkSj og ^otz* ds gh leku veks?k&çgkj cu x;kA

fo?udkjd vlqjksa dks ttZjhÑr dj nsus okyk og ̂ /ot* rHkh ls jÌfo?ufuokjd
ttZj ds :i esa çfrf’r gks x;kA jÌkuq’ku dk ;g vR;Ur egÙoiw.kZ miØe FkkA9

ijUrq nsojkt bUnz }kjk lEikfnr ^fo?ukilkj.k* dk ;g mik; LFkk;h ugha Fkk]
i;kZIr Hkh ugha FkkA vlUrq‘] viekfur rFkk çrhdkjijk;.k nkuo vHkh Hkh ̂ ukVÔk
ds fouk'ku* esa tqVs FksA vr% vkpk;Z Hkjr us czãk ls fdlh ^nqHksZ| ,oa LFkk;h
j{kkfof/k* dh O;oLFkk osQ fy, çkFkZuk dh´

ç;ksxs çLrqrs ásoa LiQhrs 'kØegs iqu%Aç;ksxs çLrqrs ásoa LiQhrs 'kØegs iqu%Aç;ksxs çLrqrs ásoa LiQhrs 'kØegs iqu%Aç;ksxs çLrqrs ásoa LiQhrs 'kØegs iqu%Aç;ksxs çLrqrs ásoa LiQhrs 'kØegs iqu%A
=kkla l×tu;fUr Le fo?uk% 'ks"kkLrq u`R;rke~AA=kkla l×tu;fUr Le fo?uk% 'ks"kkLrq u`R;rke~AA=kkla l×tu;fUr Le fo?uk% 'ks"kkLrq u`R;rke~AA=kkla l×tu;fUr Le fo?uk% 'ks"kkLrq u`R;rke~AA=kkla l×tu;fUr Le fo?uk% 'ks"kkLrq u`R;rke~AA
n`nǹ`nǹ`‹‹‹‹‹k rs"kka O;oflra nSR;kuka fo?udkjde~Ak rs"kka O;oflra nSR;kuka fo?udkjde~Ak rs"kka O;oflra nSR;kuka fo?udkjde~Ak rs"kka O;oflra nSR;kuka fo?udkjde~Ak rs"kka O;oflra nSR;kuka fo?udkjde~A
mifLFkrks¿ga czãk.ka lqrS% loSZ% lefUor%AAmifLFkrks¿ga czãk.ka lqrS% loSZ% lefUor%AAmifLFkrks¿ga czãk.ka lqrS% loSZ% lefUor%AAmifLFkrks¿ga czãk.ka lqrS% loSZ% lefUor%AAmifLFkrks¿ga czãk.ka lqrS% loSZ% lefUor%AA
fuf'prk Hkxou~ fo?Ukk ukVfuf'prk Hkxou~ fo?Ukk ukVfuf'prk Hkxou~ fo?Ukk ukVfuf'prk Hkxou~ fo?Ukk ukVfuf'prk Hkxou~ fo?Ukk ukVÔkÔkÔkÔkÔkL;kL; fouk'kusAL;kL; fouk'kusAL;kL; fouk'kusAL;kL; fouk'kusAL;kL; fouk'kusA
vrks j{kkfo¯/k lE;xkKki; lqjs'ojAAvrks j{kkfo¯/k lE;xkKki; lqjs'ojAAvrks j{kkfo¯/k lE;xkKki; lqjs'ojAAvrks j{kkfo¯/k lE;xkKki; lqjs'ojAAvrks j{kkfo¯/k lE;xkKki; lqjs'ojAA

& ukVÔk- 1-76&78
leeqp leL;k fodV FkhA pwÍfd ;g ç;ksx [kqys vkleku ds uhps gks jgk Fkk]

iQyr% gqYyM+cktksa dks dFkefi Vksdk ugha tk ldrk FkkA tSls dop foghu ;ks¼k
ds 'kjhj dks ck.k cha/k nsrs gSa mlh çdkj dop foghu ukVÔkkfHku; dks Hkh fo?u
fo/oLr dj jgs FksA

iQyr% czãk us fo?uck/kkilkj.k dk ,d LFkk;h funku lkspk] vkSj og funku
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Fkk´^loZy{k.k&lEiUu ukV^loZy{k.k&lEiUu ukV^loZy{k.k&lEiUu ukV^loZy{k.k&lEiUu ukV^loZy{k.k&lEiUu ukVÔkÔkÔkÔkÔkos'e*os'e*os'e*os'e*os'e*A muds vkns'k ij fo'odekZ us ,d foy{k.k
ukVÔkx̀g jpk] tks vç/k̀"; FkkA czãk us Lo;a] bUnzkfn nsoksa ds lkFk bl ukVÔk'kkyk
dk fujh{k.k fd;k] çlUurk çdV dh rFkk leLr nsoksa dks funsZ'k fn;k fd vki
yksx vius va'kHkkxksa ls bl ukVÔkx̀g dh j{kk djsaA Hkjr fy[krs gSá

rr% lg egsUnzs.k lqjS% loSZ'p lsrjS%Arr% lg egsUnzs.k lqjS% loSZ'p lsrjS%Arr% lg egsUnzs.k lqjS% loSZ'p lsrjS%Arr% lg egsUnzs.k lqjS% loSZ'p lsrjS%Arr% lg egsUnzs.k lqjS% loSZ'p lsrjS%A
vxPNr~ Rofjrks nz‘qa nzqfg.kks ukVvxPNr~ Rofjrks nz‘qa nzqfg.kks ukVvxPNr~ Rofjrks nz‘qa nzqfg.kks ukVvxPNr~ Rofjrks nz‘qa nzqfg.kks ukVvxPNr~ Rofjrks nz‘qa nzqfg.kks ukVÔkÔkÔkÔkÔke.Mie~AAe.Mie~AAe.Mie~AAe.Mie~AAe.Mie~AA
ǹǹǹǹǹ‹‹‹‹‹k ukVk ukVk ukVk ukVk ukVÔkÔkÔkÔkÔkx̀ga czãk çkg lokZu~ lqjkaLrr%Ax̀ga czãk çkg lokZu~ lqjkaLrr%Ax̀ga czãk çkg lokZu~ lqjkaLrr%Ax̀ga czãk çkg lokZu~ lqjkaLrr%Ax̀ga czãk çkg lokZu~ lqjkaLrr%A
va'kHkkxSHkZon~fHkLrq j{;ks¿;a ukVva'kHkkxSHkZon~fHkLrq j{;ks¿;a ukVva'kHkkxSHkZon~fHkLrq j{;ks¿;a ukVva'kHkkxSHkZon~fHkLrq j{;ks¿;a ukVva'kHkkxSHkZon~fHkLrq j{;ks¿;a ukVÔkÔkÔkÔkÔke.Mi%AAe.Mi%AAe.Mi%AAe.Mi%AAe.Mi%AA

& ukVÔk- 1-82&83
ukVÔke.Mi dh veks?k j{kkfof/k dk ;g vkf/knSfod O;k[;ku vR;Ur xw<+]

jgL;e;] lkfHkçk; rFkk O;k[;k&lkis{k gSA blls tgkÍ Hkkjrh; jÌeÛk dh
vkf/knSfodrk dk cks/k gksrk gS ogha blds vkf/kHkkSfrd foKkulEer Lo:i dk Hkh
ifjp; fey tkrk gSA vkf/kHkkSfrd Lrj ij ;g lUnHkZ gesa e.Mi (ok|òUn)
LrEHklewg] LrEHkkUrj] /kkj.kh 'kkyk loZos'e] eghì’] }kj'kk[kk] }kjik=k] nsgyh]
jÌihBik'oZ] eÙkokj.kh] LrEHk] ttZj] jÌihBe/;] jÌihB /kjkry] uk;d]
ukf;dk] fonw"kd rFkk vU;kU; ukVÔkik=kksa dk ifjp; nsrk gS ftudh nsodr̀Zd j{kk
dk fo/kku ukVÔk'kkL=k esa crk;k x;k gSA10

bl o.kZu ls Hkkjrh; jÌeÛk dh lkÌksikÌ nsoe;rk fl¼ gks tkrh gSA j{kk oLrq
,oa j{kd nso'kfÙkQ ds vUr%lEcU/k dk fu:i.k ;fn /kekZuq’ku ,oa vkxe&ijEijk
dh ǹf‘ ls fd;k tk; rks Hkjr ds jÌeÛk dh foy{k.krk Li‘ gks tkrhA bldh
tfVyrk] egkefge'kkfyrk ds le{k fo'o ds lkjs jÌeÛk egÙoghu f[kykSus ls
çrhr gksrs gSA ;g fooj.k ukVÔk'kkyk dks euksjÜkux̀g (recreation centre)
ugh vfirq ^ukVÔkiqj'pj.ke.Mi* vFkok (dkfynkl ds 'kCnksa esa) ^pk{kq"k Ørq*
fl¼ djrk gSA bl çdkj ukVÔk yksdkuq’ku ls vf/kd ^/kekZuq’ku* gSA1q

pwÍfd çkd̀r (rkRdkfyd) j{kkfof/k ds :i esa ^ttZj* dks] tkss ewyr%
bUnz/otegksRlo dk /otn.M gh Fkk] çfr’k nh xbZ Fkh] vr,o j{kkfof/k ds
çrhdHkwr ttZj dks Hkh vÌ&çR;Ì nsojf{kr cuk;k x;kA ml lkezkT;
/otn.M esa ^nSR;fucgZ.k* otz dks gh lkdY;su laØkUr dj fn;k x;kA bruk gh
ugha] otz:i ml /otn.M ds çR;sd ioZ (xkaB) esa nso'kfÙkQ;ksa dks laØkUr fd;k
x;kA f'kj%ioZ esa czãk] f}rh; ioZ esa 'kËj] r̀rh; esa fo".kq] prqFkZ esa LdUn rFkk
iape ioZ esa 'ks"k&oklqfd ,oa r{kd uked egkukxksa dks vf/kf’r fd;k x;kA

laLÑr jÌeÛk dk vkuq’kfud Lo:i % vfHkjkt jktsUnz feJ
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ukVÔk'kkL=k ls ;g Li‘ ugha gks ikrk fd ttZj dk f'kj%ioZ mldk v/kksHkkx ekuk
tk; vFkok mifjHkkxA esjh ǹf‘ esa ^Å/oZewye/k''kk[ke'oRFka çkgqjO;;e~^Å/oZewye/k''kk[ke'oRFka çkgqjO;;e~^Å/oZewye/k''kk[ke'oRFka çkgqjO;;e~^Å/oZewye/k''kk[ke'oRFka çkgqjO;;e~^Å/oZewye/k''kk[ke'oRFka çkgqjO;;e~* ds
nk‘kZfUrd çkek.k ij ouLifr;ksa dk ewyHkkx gh mudk 'kh"kZHkkx gksrk gS
fuf[ky'kjhjkuqçk.kd gksus ds dkj.kA /otn.M dk Hkh 'kh"kZioZ] bl ǹf‘ ls]
v/kksHkkx esa gh ekuuk pkfg,´?kuRo ,oa dBksjrk dh ǹf‘ lsA ;fn ;g Øe ekU;
u gks rks gesa czãkfn nsoksa dks ttZj ds ioks± esa] v/kksorhZ Øe esa laØkUr djuk gksxkA

f'kj%ik'osZ rrks czãk f}rh;s 'kËjLrFkkAf'kj%ik'osZ rrks czãk f}rh;s 'kËjLrFkkAf'kj%ik'osZ rrks czãk f}rh;s 'kËjLrFkkAf'kj%ik'osZ rrks czãk f}rh;s 'kËjLrFkkAf'kj%ik'osZ rrks czãk f}rh;s 'kËjLrFkkA
r̀rh;s p fLFkrks fo".kq'prqFksZ LdUn ,o pAAr̀rh;s p fLFkrks fo".kq'prqFksZ LdUn ,o pAAr̀rh;s p fLFkrks fo".kq'prqFksZ LdUn ,o pAAr̀rh;s p fLFkrks fo".kq'prqFksZ LdUn ,o pAAr̀rh;s p fLFkrks fo".kq'prqFksZ LdUn ,o pAA
iÒkes p egkukxk% 'ks"koklqfdr{kdk%AiÒkes p egkukxk% 'ks"koklqfdr{kdk%AiÒkes p egkukxk% 'ks"koklqfdr{kdk%AiÒkes p egkukxk% 'ks"koklqfdr{kdk%AiÒkes p egkukxk% 'ks"koklqfdr{kdk%A
,oa fo?ufouk'kk; LFkkfirk ttZjs lqjk%AA,oa fo?ufouk'kk; LFkkfirk ttZjs lqjk%AA,oa fo?ufouk'kk; LFkkfirk ttZjs lqjk%AA,oa fo?ufouk'kk; LFkkfirk ttZjs lqjk%AA,oa fo?ufouk'kk; LFkkfirk ttZjs lqjk%AA

´ukVÔk- 1-93&94
bl fodV lqj{kk&çcU/k (tight safety measuress) ds lkFk gh ukVÔkç;ksx

fo?uck/kk ls eqÙkQ gks tkrk gSA
ijUrq fo?Ukck/kkvksa dk vFkok vlUrq‘ nkuoksa dk çrhdkjkRed Hkko rks iwoZor~

cuk gh jgkA
nsorkvksa dk ,d ny bl fopkj dk Fkk fd ,slk dqN fd;k tkuk pkfg;s fd

nkuoksa dk ân;&nks"k (heart burning) vkR;fUrd :i ls 'kkUr gks tk,A os
Hkh ukVÔkkLokn ds Hkkxhnkj gksaA mUgsa ;g fo'okl djk;k tk; fd ukVÔk ftruk
nsofufeÙkd gS] nsokFkZd gS mruk gh nkuokFkZd Hkh!

oLrqr% ;g nkuoksa ds ân;kuqjÜku (heart pleasing) rFkk muds HkzkfUrfuokj.k
dk le>kSrk ijd ekxZ Fkk] tks nku] n.M ,oa Hksn }kjk ugha] ek=k ̂ lke* }kjk lEHko
FkkA vr,o Lo;a txRlz‘k czãk us gh igy dh´

nsokuka opua JqRok czãk fo?Ukkuqokp gAnsokuka opua JqRok czãk fo?Ukkuqokp gAnsokuka opua JqRok czãk fo?Ukkuqokp gAnsokuka opua JqRok czãk fo?Ukkuqokp gAnsokuka opua JqRok czãk fo?Ukkuqokp gA
dFka HkoUrks ukVdFka HkoUrks ukVdFka HkoUrks ukVdFka HkoUrks ukVdFka HkoUrks ukVÔkÔkÔkÔkÔkL; fouk'kkFkZeqfLFkrk%AAL; fouk'kkFkZeqfLFkrk%AAL; fouk'kkFkZeqfLFkrk%AAL; fouk'kkFkZeqfLFkrk%AAL; fouk'kkFkZeqfLFkrk%AA

fo/kkrk dh igy ls çHkkfor fo?UkksRiknd nkuoksa ds usrk fo:ik{k us lkURoukHkjh
ok.kh esa fuosnu fd;k´

;ks¿;a Hkxork l̀‘ks ukV;ks¿;a Hkxork l̀‘ks ukV;ks¿;a Hkxork l̀‘ks ukV;ks¿;a Hkxork l̀‘ks ukV;ks¿;a Hkxork l̀‘ks ukVÔkÔkÔkÔkÔkosn% lqjsPN;kAosn% lqjsPN;kAosn% lqjsPN;kAosn% lqjsPN;kAosn% lqjsPN;kA
çR;kns'kks¿;eLekda lqjkFk± Hkork çR;kns'kks¿;eLekda lqjkFk± Hkork çR;kns'kks¿;eLekda lqjkFk± Hkork çR;kns'kks¿;eLekda lqjkFk± Hkork çR;kns'kks¿;eLekda lqjkFk± Hkork ÑÑÑÑÑr%AAr%AAr%AAr%AAr%AA
rÁSrnsoa drZO;a Ro;k yksdfirkegArÁSrnsoa drZO;a Ro;k yksdfirkegArÁSrnsoa drZO;a Ro;k yksdfirkegArÁSrnsoa drZO;a Ro;k yksdfirkegArÁSrnsoa drZO;a Ro;k yksdfirkegA
;Fkk nsokLrFkk nSR;kLRoÙk% iwoZfofuxZrk%AA;Fkk nsokLrFkk nSR;kLRoÙk% iwoZfofuxZrk%AA;Fkk nsokLrFkk nSR;kLRoÙk% iwoZfofuxZrk%AA;Fkk nsokLrFkk nSR;kLRoÙk% iwoZfofuxZrk%AA;Fkk nsokLrFkk nSR;kLRoÙk% iwoZfofuxZrk%AA

fo:ik{k dh ;qfÙkQ esa lPpkbZ Fkh] D;ksafd ^egsUnzfot;ksRlo* dh iwoZ&çLrqfr
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(pre-staging) esa lpeqp nSR;ksa ij nsoksa dh fot; fn[kkbZ xbZ FkhA blesa ijkftr
nkuo tw>rs (lEisQV) dgrs&ejrs (Nsnu&Hksnu) rFkk iyk;u djrs (fonzo)
fn[kk;s x;s Fks] tks lpeqp ,dkÌh fp=k.k Fkk] v/kZlR; ek=k FkkA ;g nkuoohjksa dk]
tku&cq>dj fd;k x;k [kqyk vieku Fkk rFkk nsorkvksa ds çfr i{kikr FkkA

vr% vko';drk bl ckr dh Fkh fd nkuoksa dks ;g fo'okl djk;k tk, fd
Hkfo"; esa ,slk ^,drjiQk* fp=k.k ugha gksxkA ;g fd ukVÔk nSR;ksa dk Hkh mruk gh
fgrlk/kd ,oa euksj×td gS ftruk nsoksa dk¡ ;g fd ukVÔkç;ksx rks nso&nkuopfjr
dk niZ.kek=k gS] u og ,sdkfUrd :i ls nsoksa dk] u gh nkuoksa dk ^Hkkou* gSA
og rks lewps =kSyksD; dk HkkokuqdhrZu ek=k gSA vr,o nkuoksa dks (HkzkfUro'k)
Øks/k ugha djuk pkfg;s rFkk fo"kkn dk Hkh ifjR;kx dj nsuk pkfg,´

vya oks eU;quk nSR;k fo"kknLR;T;rke;e~Avya oks eU;quk nSR;k fo"kknLR;T;rke;e~Avya oks eU;quk nSR;k fo"kknLR;T;rke;e~Avya oks eU;quk nSR;k fo"kknLR;T;rke;e~Avya oks eU;quk nSR;k fo"kknLR;T;rke;e~A
Hkorka nsorkuka p 'kqHkk'kqHkfodYidS%AHkorka nsorkuka p 'kqHkk'kqHkfodYidS%AHkorka nsorkuka p 'kqHkk'kqHkfodYidS%AHkorka nsorkuka p 'kqHkk'kqHkfodYidS%AHkorka nsorkuka p 'kqHkk'kqHkfodYidS%A
deZHkkokUo;kis{kh ukVdeZHkkokUo;kis{kh ukVdeZHkkokUo;kis{kh ukVdeZHkkokUo;kis{kh ukVdeZHkkokUo;kis{kh ukVÔkÔkÔkÔkÔkosnks e;k Ñr%AAosnks e;k Ñr%AAosnks e;k Ñr%AAosnks e;k Ñr%AAosnks e;k Ñr%AA
uSdkUrrks¿=kHkorka nsokuka pkfi Hkkoue~AuSdkUrrks¿=kHkorka nsokuka pkfi Hkkoue~AuSdkUrrks¿=kHkorka nsokuka pkfi Hkkoue~AuSdkUrrks¿=kHkorka nsokuka pkfi Hkkoue~AuSdkUrrks¿=kHkorka nsokuka pkfi Hkkoue~A
=kSyksD;L;kL; loZL; ukV=kSyksD;L;kL; loZL; ukV=kSyksD;L;kL; loZL; ukV=kSyksD;L;kL; loZL; ukV=kSyksD;L;kL; loZL; ukVÔkÔkÔkÔkÔk a HkkokuqdhrZue~AAa HkkokuqdhrZue~AAa HkkokuqdhrZue~AAa HkkokuqdhrZue~AAa HkkokuqdhrZue~AA

& ukVÔk- 1-105&106
ukVÔk'kkL=k ds çFke v/;k; dk 'ks"kHkkx ̂ =kSyksD;L;kL; loZL; ukVÔka HkkokuqdhrZue~*

lw=k dk Hkk"; ek=k gSA oLrqr% ;g Hkk"; (O;k[;k) u dsoy Hkkjrh; ikBdksa dks]
vfirq jÌeÛk&ç.k;h çR;sd lân; dks d.BLFk dj ysuk pkfg;sA tSls xkxj esa
lkxj lek tk;] mlh çdkj ukVÔkç;ksx ds bl y{; (=kSyksD;HkkokuqdhrZu) esa
mldk vuUr foLrkj lek;k gqvk gSA12

vkpk;Z Hkjr ̂ =kSyksD;* dks vusd ǹf‘;ksa lss O;k[;kf;r djrs gSaA ;ksfu;ksa dh ǹf‘
lś nso] vlqj rFkk eR;Z (eR;ksZ esa Hkh czã£"k] ùifrx.k ,oa x̀gLFk) xq.koÙkk dh
ǹf‘ ls /keZçòÙk] dkelsoh] nq£ouhr] eÙk] Dyhc] 'kwjekuh] vcks/k] fo}ku~] bZ'oj]
nq%[kk£nr] vFkksZithoh] mf}Xupsrl~] mÙke] e/;e] v/ke] nq%[kkrZ] JekrZ] 'kksdkrZ]
riLoh&bu lcdk HkkokuqdhrZu ukVÔk dh y{;ifjf/k esa vkrk gSA

;g lc lqLi‘ djus ckn czãk ,d ckj iqu% nkuoksa dks I;kj ls le>krs gSá
vfLeÁkVvfLeÁkVvfLeÁkVvfLeÁkVvfLeÁkVÔkÔkÔkÔkÔk s lesrkfu rLeknsrUe;kÑre~As lesrkfu rLeknsrUe;kÑre~As lesrkfu rLeknsrUe;kÑre~As lesrkfu rLeknsrUe;kÑre~As lesrkfu rLeknsrUe;kÑre~A
rÁk=k eU;q% drZO;ks Hkon~fHkjejku~ çfrAArÁk=k eU;q% drZO;ks Hkon~fHkjejku~ çfrAArÁk=k eU;q% drZO;ks Hkon~fHkjejku~ çfrAArÁk=k eU;q% drZO;ks Hkon~fHkjejku~ çfrAArÁk=k eU;q% drZO;ks Hkon~fHkjejku~ çfrAA

&ukVÔk- 1-217
nkuoçcks/k dk lUnHkZ ;gha lekIr gks tkrk gSA gesa ;g eku ysuk pkfg;s fd

laLÑr jÌeÛk dk vkuq’kfud Lo:i % vfHkjkt jktsUnz feJ
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mudh HkzkfUr dk fuokj.k gks x;k rFkk Øks/k Hkh 'kkUr gks x;kA bl lq[kn ifj.kfr
ds ckn gh firkeg ukVÔki.Mi esa ;K djus dk vkns'k nsrs gq, ?kksf"kr djrs gSa&

viwtf;Rok jÌa rq ;% çs{kka dYif;";frAviwtf;Rok jÌa rq ;% çs{kka dYif;";frAviwtf;Rok jÌa rq ;% çs{kka dYif;";frAviwtf;Rok jÌa rq ;% çs{kka dYif;";frAviwtf;Rok jÌa rq ;% çs{kka dYif;";frA
rL; rfÁ"iQya Kkua fr;ZX;ks̄ u p ;kL;frAArL; rfÁ"iQya Kkua fr;ZX;ks̄ u p ;kL;frAArL; rfÁ"iQya Kkua fr;ZX;ks̄ u p ;kL;frAArL; rfÁ"iQya Kkua fr;ZX;ks̄ u p ;kL;frAArL; rfÁ"iQya Kkua fr;ZX;ks̄ u p ;kL;frAA

^jÌnSoriwtk* dh c̀gr~ O;k[;k bl vkys[k ds nwljs Hkkx esa dh tk;sxhA

lllllUUUUUnHkZ rFkk fVIi.khnHkZ rFkk fVIi.khnHkZ rFkk fVIi.khnHkZ rFkk fVIi.khnHkZ rFkk fVIi.kh

1- ,oefLRofr rkuqDRok nsojkta fol̀T; pA
lLekj prqjks osnku~ ;ksxekLFkk; rÙofor~AA

&ukVÔk- 1-13
2- ladyÕ; Hkxokusoa lokZu~ osnkuuqLeju~A

ukVÔkosna rr'pØs prqosZnkÌlEHkoe~AA
txzkg ikBÔkèXosnkRlkeH;ks xhreso pA
;tqosZnknfHku;ku~ jlkukFkoZ.kknfiAA
osnksiosnS% lEc¼ks ukVÔkosnks egkReukA
,oa Hkxork l̀‘ks czã.kk loZosfnukAA

&ukVÔk- 1- 16&18
3- mRik| ukVÔkosna rq czãksokp lqjs'oje~A

bfrgklks e;k l̀‘% l lqjs"kq fu;qT;rke~AA
dq'kyk ;s fonX/kk'p çxYHkk'p ftrJek%A
rs"o;a ukVÔklaKks fg osn% laØkE;rka Ro;kAA

&ukVÔk- 1- 19&20
4- lfoLrj nz‘O; esjk vkys[k´^^ckyh ,oa tkok ds ok;kax dk lw=k/kkj% MyaxA**

´ukVÔke~] laLÑr&foHkkx] lkxj fo'ofo|ky;] lkxj (e- ç-)
5- JqRok rq 'kØopua ekekgkEcqtlEHko%A

Roa iq=k'krla;qÙkQ% ç;ksÙkQk¿L; Hkoku?kAA
vkKkfirks fofnRok¿ga ukVÔkosna firkegkr~A
iq=kku/;ki;kekl ç;ksxa pkfi  rÙor%AA

&ukVÔk 1- 24&25
6- LokfrHkkZ.Mfu;qÙkQLrq lg f'k";S% Lo;EHkqokAA

ukjnk|k'p xU/kokZ xku;ksxs fu;ksftrk%A
,oa ukVÔkfena lE;x~ cn~?kok loSZ% lqrS% lgA
Lokfrukjnla;qÙkQks osnosnkÌdkj.ke~A
mifLFkrks¿ga yksds'ka ç;ksxk; ÑrkÜkfy%AA
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7- ,oa ç;ksxs çkjC/ks nSR;nkuouk'kusA
vHkou~ {kqfHkrk% loZs nSR;k ;s r=k laxrk%AA
fo:ik{kiqjksxka'p fo?UkkuqRlk/kus¿czqou~A
usRFkfePNkegs ukVÔkesrnkxE;rkfefrAA
rrLrSjlqjS% lk/k± fo?Ukek;keqikfJrk%A
okp'ps‘k% LèfrÒkSo LrEHk;fUr Le ùR;rke~AA

&ukVÔk- 1- 64&66
8- ,oa fo/oaflra ǹ‹k lw=k/kkjL; nsojkV~A

rLekRç;ksxoS"kE;feR;qDRok /;kuekfo'kr~AA
vFkki';Rlnks fo?UkS% leUrkRifjokfjre~A
lgsrjS% lw=k/kkja u‘laKa tMhÑre~AA

&ukVÔk- 1- 67&68
9- fugrs"kq rq losZ"kq fo?Uks"kq lg nkuoS%A

lEçâ"; rrks okD;ekgq% loSZfnZokSdl%AA
vgks çgj.ka fnO;feneklkfnra Ro;kA
ttZjhÑrlokZÌk ;suSrs nkuok% Ñrk%A
rLekTttZj ,osfr ukerks¿;a Hkfo";frAA
'ks"kk ;s pSo fo?ukFkZeqiLFkkL;fUr fo?udk%A
ǹ‹oS ttZja rs¿fi xfe";UR;soeso rqAA
,oesokfLRofr rr% 'kØ% çksokp rku~ lqjku~A
j{kkHkwr'p losZ"kka Hkfo";R;s"k ttZj%AA ´ukV~; 1-61&65

10- j{k.ks e.MiL;kL; fofu;qÙkQLrq pUnzek%A
;Fkk fnXyksdikyk'p fofn{ofi p ek#rk%AA
usiF;HkwekS fe=kLrq fuf{kIrks o#.ks'oj%A
osfndkj{k.ks ofÞuHkkZ.Ms loZfnokSdl%AA
o.kkZ'pRokj ,okL; LrEes"kq fofu;ksftrk%A
vkfnR;k'pSo #nz'p U;Lrk% LrEHkkUrjs"kq pAA
/kkj.kh"oFk Hkwrkfu 'kkykLoIljlLrFkkA
loZos'elq if{k.;ks eghì’s egksnf/k%AA
}kj'kk[kkfu;qÙkQkS rq ÑrkUr% dky ,o pA
LFkkfirkS }kjik=ks"kq ukxeq[;kS egkcykSAA
nsgY;ka ;en.MLrq 'kwya rL;ksifj fLFkre~A
}kjikykS fLFkrkS pksHkkS fu;frèZR;qjso pAA
ik'osZ p jÌihBL; egsUnz% fLFkroku~ Lo;e~A
LFkkfirk eÙkokj.;ka fo|qn~ nSR;fu"kwnuhAA
LrEes"kq eÙkokj.;k% LFkkfirk% ifjj{k.ksA

laLÑr jÌeÛk dk vkuq’kfud Lo:i % vfHkjkt jktsUnz feJ
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Hkwr;{kfi'kkpk'p xqádk'p egkcyk%AA
ttZjs rq fofuf{kIra otza nSR;fucgZ.ke~A
rRioZlq fofuf{kIrk% lqjsUnzk áferkStl%AA

´ukVÔk- 1-84&92
11- /kekZuq’ku esa Hkh vuq’ku j{kk gsrq xkSjh] x.ks'k] uoxzg] n'k fnXiky rFkk prq""kf’

ekr̀dkvksa dh LFkkiuk ìFkd~ osfn;ksa ij dh tkrh gSA ukVÔkkuq’ku dh ;g j{kkfof/k Hkh
mlh ds leku gSA

12- Dofp¼eZ% DofpRØhMk DofpnFkZ% DofpPNe%A
Dofp¼kL;a DofpPNq¼a DofpRdke% Dofp}/k%AA
/keksZ /keZçòÙkkuka dke% dkekFkZlsfouke~A
fuxzgks nq£ouhrkuka eÙkkuka neufØ;kAA
Dyhckuka /kk‘ÔkZtukukeqRlkg% 'kwjekfuuke~A
vcks/kkuka focks/k'p oSnX/;a fonq"kkefiAA
bZ'ojk.kka foykl'p LFkS;± nq%[kk£nrL; pA
vFkksZithfoukeFkksZ /k̀fr#f}Xupsrlke~AA
ukukHkkoksilEiÁa ukukoLFkkUrjkRede~A
yksdòÙkkuqdj.ka ukVÔkesrUe;k Ñre~AA
mÙkek/kee/;kuka ujk.kka deZlaJ;e~A
fgrksins'ktuua /k̀frØhMklq[kkfnÑr~AA
nq%[kkrkZuka JekrkZuka 'kksdkrkZuka rifLouke~A
foJkfUrtuua dkys ukVÔkesrUe;k Ñre~AA
/kE;± ;'kL;ek;q";a fgra cqf¼foo/kZue~A
yksdksins'ktuua ukVÔkesrn~ Hkfo";frAA
u rTKkua u rfPNYia u lk fo|k u lk dykA
u l ;ksxks u rRdeZ ukVÔks¿fLeu~ ;Á ǹ';rsAA
nsokukelqjk.kka p jkKkeFk dqVqfEcuke~A
czã£"k.kka p foKs;a ukVÔka òÙkkUrn'kZde~AA
;ks¿;a LoHkkoks yksdL; lq[kn%[klefUor%A
lks¿ÌXkk|fHku;ksisrks ukVÔkfeR;fHk/kh;rsAA

´ukVÔk- çFkek/;k;A
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6

ç'uiÛkd (uk-'kk- 1&4@5)% ^vFkkrks ukVÔkftKklk*&
ukVÔk'kkL=k dk ,d lajpuklw=k

vftr Bkdksjs

ukVÔk'kkL=k Hkkjrh; ukVÔkijEijk dk fl¼kUrlwf=kr vuU; vkdj xzUFk gSA
Hkkjrh; miegk}hi esa osndky ls tks oSfo/;'kkyh fHkUu fHkUu tkuinh;
ukVÔkijEijk iQyh&iwQyh] mu lc dk HkjrlafKr ukVÔkrÙon'khZ psruk esa tks
vorj.k gqvk] tks la?kVu gqvk] tks ifj'kks/ku gqvk] tks laLdj.k&ifj"dj.k
gqvk] tks uohuhdj.k gqvk´ukVÔk'kkL=k ds :i esa çdV gqvk gSA ukVÔk'kkL=k
"kV~lglzh:i egkokD;:is.k çifÛkr gqvk gSA Hkjr bl egkokD; ds dFkd&
çoDrk gSA ukVÔk&jgL;fo|k çfrik| gSA vk=ks;kfn eqfux.k ftKklq gSA
drZO;kdrZO; dk fof/kfu"ks/k:i mins'k bldk ç;kstu gSA

vfHkuoxqIr us ukVÔk'kkL=k dks ,ddrkZ ç.khr lqxfBr xzUFk ds :i esa
çekf.kr fd;k gS % ;Fkkolja egkokD;kReuk "kV~lglzh:is.k ç/kkur;k;Fkkolja egkokD;kReuk "kV~lglzh:is.k ç/kkur;k;Fkkolja egkokD;kReuk "kV~lglzh:is.k ç/kkur;k;Fkkolja egkokD;kReuk "kV~lglzh:is.k ç/kkur;k;Fkkolja egkokD;kReuk "kV~lglzh:is.k ç/kkur;k
ç'uiÛkdfu:i.k:is.k 'kkL=kh;rÙoa fu.khZ;rsç'uiÛkdfu:i.k:is.k 'kkL=kh;rÙoa fu.khZ;rsç'uiÛkdfu:i.k:is.k 'kkL=kh;rÙoa fu.khZ;rsç'uiÛkdfu:i.k:is.k 'kkL=kh;rÙoa fu.khZ;rsç'uiÛkdfu:i.k:is.k 'kkL=kh;rÙoa fu.khZ;rsA1 ;gkÍ "kV~lglzh:i egkokD;
dh vo/kkj.kk ukVÔk'kkL=k ds la?kfVr Lo:i ds fu;ked lw=k&lajpuklw=k ds
:i esa ç'uiÛkd dh eguh; Hkwfedk |ksfrr djrh gSA

Hkjr us ukVÔkfo|k dh tks ijEijk fojklr esa feyh bl ijEijk dh LFkkiuk
dhA mUgksaus çek.k:is.k ifj"Ñr dhA vr% czãk ls çknqHkZwr vFkkZr~ ijEijk ls
mn~Hkkflr rFkk fodflr ukVÔkfo|k dk tks ikB Hkjr us çLrqr fd;k og ikB
(okpuk) vU; ukVÔkkpk;ks± dh rqyuk esa çek.kHkwr ekuk x;kA Lo;a Hkjr us bl
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rF; ds çfr ladsr fn;s gSaA vfHkuoxqIr us bl rF; dkś ^rL; 'kkL=karL; 'kkL=karL; 'kkL=karL; 'kkL=karL; 'kkL=ka
'kklua ckáHkk.MukVÔkkfnoSy{;.;su lE;DrRLo:ikoxeksik;a çd"ks Z.k'kklua ckáHkk.MukVÔkkfnoSy{;.;su lE;DrRLo:ikoxeksik;a çd"ks Z.k'kklua ckáHkk.MukVÔkkfnoSy{;.;su lE;DrRLo:ikoxeksik;a çd"ks Z.k'kklua ckáHkk.MukVÔkkfnoSy{;.;su lE;DrRLo:ikoxeksik;a çd"ks Z.k'kklua ckáHkk.MukVÔkkfnoSy{;.;su lE;DrRLo:ikoxeksik;a çd"ks Z.k
vijczã&f'k";ksnhfjrkuqi;ksfxfodklko/kkusu o{;kfevijczã&f'k";ksnhfjrkuqi;ksfxfodklko/kkusu o{;kfevijczã&f'k";ksnhfjrkuqi;ksfxfodklko/kkusu o{;kfevijczã&f'k";ksnhfjrkuqi;ksfxfodklko/kkusu o{;kfevijczã&f'k";ksnhfjrkuqi;ksfxfodklko/kkusu o{;kfe22222 &&&&&O;Dr fd;k gSA
ukVÔk ds ofgjÌ rÙoksa ds LFkku ij Hkjr us ukVÔk dh vkRek jl dks dsUnz
esa j[k dj vU; lc vËksa dh rj&re dksfV ,oa Hkwfedk fuf'pr dhA
blhfy, 'kk;n vU; ukVÔkkpk;ks± dk ukVÔk¯pru vuqi;ksxh çrhr gksus yxk
gksxkA

ukVÔkkkL=k ds ewy esa eqfux.k dh ukVÔkftKklk laçsjd lw=k ds :i esa fufgr
gSA ukVÔkftKklk ukVÔk'kkL=k esa chp&chp esa ç'ukofy ds :i esa çdV gqbZ
gSA bu ç'ukofy;ksa esa ukVÔk'kkL=k ds vkjEHk3  esa tks ç'uiÛkd&:i c`gn~ orZqy
ds vUrxZr NksVs NksVs orqZyksa dh HkkÍfr vofLFkr gSA Hkjr us oLrqfu:i.k 'kSyh
ds :i esa ,oa oLrqfo/kku ds fy, bl ç'uekyk dks laçsjd cukdj bls iwjs
ukVÔk'kkL=k ds lajpuklw=k ds :i esa /kkfjr fd;k gSA

% 2 %% 2 %% 2 %% 2 %% 2 %

ukVÔk'kkL=k dh lajpuk ds es#n.M ln`'k ç'uiÛkd ukVÔkfo|k ds ftKklq
vk=ks;kfn eqfu;ksa }kjk ukVÔkrÙo dks tkuus osQ fy, fd, x, çkFkfed Lrj ds
ç'u çrhr gksrs gSaA rFkkfi ;g ç'uiÛkd ls vNwrs jg x;s ukVÔkkfo|k ds lqnwj
{ks=kksa dks Hkh vU; ç'u rFkk ^;FkkrÙoa Hkoku~ oDrqegZfr*´}kjk vko`Ùk dj
fy;k gSA bruk gh ugha ukVÔkfoe'kZ esa osQoy ̂ rÙo* dh gh ckr dsUnz esa jguh
pkfg, ;g euksHkko Hkh O;fÜkr dj fn;k gSA Hkjr us bl rjg ç'uiÛkd :i
lajpuklw=k dks ueuh;rk (flexibility) çnku dh gSA ;g ueuh;rk ç'uksa osQ
mÙkj nsus esa Øe dh vis{kk u gksus ls vksj cyoÙkj gqbZ gSA
1- çFke ç'u´ukVÔkosn% dFka mRiUu%ukVÔkosn% dFka mRiUu%ukVÔkosn% dFka mRiUu%ukVÔkosn% dFka mRiUu%ukVÔkosn% dFka mRiUu%\ ukVÔkosn fdl fy,] fdl

çkFkfed çdkj ls mRiUu gqvk gS\
;g ç'u ukVÔkço`fÙk ds ewy esa fofgr ukVÔkç;kstu:i çkFkfed lans'kd

rÙo dks y{; djrk gSA ukVÔk'kkL=k ds çFke v/;k;4 esa ,oa "k"B&lIre
v/;k;ksa esa jlkuqHko ds foe'kZ esa ukVÔkç;kstuksa dk fopkj gqvk gSA
2- f}rh; ç'u %´dL; ok ÑrsdL; ok ÑrsdL; ok ÑrsdL; ok ÑrsdL; ok Ñrś fdl vf/kdkjh ds fy;s ukVÔkosn

mRiUu gqvk\
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bl ç'u dk mÙkj vfHkuoxqIr us bl çdkj fn;k gS% ,oa ç'uiÛkdkr~ç'uiÛkdkr~ç'uiÛkdkr~ç'uiÛkdkr~ç'uiÛkdkr~
dfoç;ksD=kks#ins'kija 'kkL=ka bfr y{;rsdfoç;ksD=kks#ins'kija 'kkL=ka bfr y{;rsdfoç;ksD=kks#ins'kija 'kkL=ka bfr y{;rsdfoç;ksD=kks#ins'kija 'kkL=ka bfr y{;rsdfoç;ksD=kks#ins'kija 'kkL=ka bfr y{;rsA5 ukVÔk'kkL=k dfo ,oa ç;ksDrk
ukVÔke.My ds fy, fufeZr gqvk gSA ;s nksuksa ukVÔk'kkL=k ds vf/kdkjh gSaA vU;
O;k[;kdkjksa ds vuqlkj drkZ] nz"Vk ,oa ç;ksDrk´bu rhuksa ds fy;s bl 'kkL=k
dh jpuk dh xbZ gSA fdUrq vfHkuoxqIr ds vuqlkj´^u áusu lkekftdks
fouh;rs* v;ksX;Rokr~A6 vfHkuoxqIr us ç/kku vf/kdkjh ds :i esa dfo ,oa
ç;ksDrk dks gh LohÑfr nh gSA dkfynkl us Hkh ^ç;ksxfoKku* 'kCn ls blh
rF; dks çekf.kr fd;k gSA

3- r`rh; ç'u %´dR;Ì%dR;Ì%dR;Ì%dR;Ì%dR;Ì%\ ukVÔk ds fdrus vÌ gS \ vfHkuoxqIr us rhu
fodYiksa ds :i esa bl ç'u dks çifÒkr fd;k gS % D;k ukVÔk esa cgqr
vf/kd vÌ gksrs gSa\´budh la[;k fuf'pr u gksus ls D;k ukVÔkkÌksa dk
fu.kZ; vlaHko gksxk\ çR;{k xhr] ok|] vfHku;kfn esa ls fdrus ukVÔk ds vÌ
gSa\ D;k ukV~Ôk vÌksa ls fHkUu vfÌ:i gS \ vFkok vÌksa dk leqnk;ek=k gS\

bl ç'u dk mÙkj´u rTKkuau rTKkuau rTKkuau rTKkuau rTKkua - - -7 esa Hkjr us usfr okpd lkekU;ksÙkj ns
fn;k gŚ ukVÔk leLr dyk] f'kYi] Kku] fo|k] ;ksx] deZ dk lefUor :i
gSA ukVÔkkÌksa dk i`Fk~d&i`Fk~d foe'kZ isz{kkx`g] jÌiwtu] jl] vfHku;] o`fÙk]
bfro`Ùk] xhr laxhr vkfn ds lUnHkZ esa fd;k gSA blh rjg ls çk;% laiw.kZ
ukVÔk'kkL=k bl ç'u ds çR;{k foe'kZ ds :i esa n`';eku gksrk gSA ukVÔk esa
vÌksa dh la[;k dk fuf'pr fu/kkZj.k ukVÔkkFkZ:i jl ds }kjk gksrk gS] jl gh
ukVÔkkÌksa dh la[;k] p;u ,oa O;kikj dk fu;ked gSA ukVd dsoy vfHku;]
o`fÙk] bfro`rkfn vÌksa dk leqnk;ek=k ugha gSA jl çdkjosQ loZrÙo ukVÔk ds
vÌ gSA jl vfrdj&jlfo?udj dksbZ Hkh vÌ ukVÔkkÌ ds :i esa çfrf"Br
ugha gSA Hkjr us loZ=k blh fl¼kUr dh mn~?kks"k.kk dh gSA jl vÌ gS] vU;
loZ vÌh gSA
4- prqFkZ ç'u %´¯d çek.k¯d çek.k¯d çek.k¯d çek.k¯d çek.kÛkÛkÛkÛkÛk\&jl esa D;k çek.k gS\ vfHkuo ds

vuqlkj ukVÔk ds vÌ dk Kku fdl çek.k ls gksrk gS\ bl çek.k ls
ukVÔk dh vfÌrk dk Kku gksrk gS vFkok dsoy vÌHkko dk\
vÌ&vÌh Hkko dk fu;e fdl çek.k ls Kkr gksrk gS\

bl ç'u dk mÙkj jlk/;k; esa lân; dks loZ çek.kksa ls vuwBh çR;{kor~
jlkLokn :i tks çrhfr gksrh gS bl çlax eas fn;k x;k gSA lân; gh ukVÔk
çrhfr esa çek.k :i gSA çR;{k] vuqeku vkfn çek.kksa dh lgk;rk ls jlkuqHko

ç'uiÛkd (uk-'kk- 1&4@5)% ^vFkkrks ukVÔkftKklk* - - - % vftr Bkdksjs
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dh tks çrhfr gksrh gS ogh bldk çek.k gSA vU; O;k[;kdkj bl ç'u ls
ukVÔk ds :idkfn Hksn rFkk ikBÔk vfHku; vkfn vÌksa dk ifjek.k ;k la[;k
ds lanHkZ esa vFkZ?kVu djrs gSaA

5- iÛke ç'u % ç;ksxÒkkL; dhn`'k%ç;ksxÒkkL; dhn`'k%ç;ksxÒkkL; dhn`'k%ç;ksxÒkkL; dhn`'k%ç;ksxÒkkL; dhn`'k%\&bl ukVÔk dk ç;ksx fdl çdkj
ls gksrk gS\ vfHkuoxqIr iÛke ç'u dks O;k[;kf;r djrs gq, dgrs gaS fd
vfHku; ikB~; vkfn vÌksa dk ,d lkFk ç;ksx gksrk gks rks fHkUu fHkUu bfUnz;ksa
ls xzká mu lc ukVÔkkÌksa dh ,d lkFk çrhfr u gks ldsxhA vr% ukVÔk ds
,dRo dh çrhfr vlaHko gksxhA fHkUu fHkUu vÌksa ds vyx vyx ç;ksx gksus
ij Hkh ukVÔk dks ,dRo dh çrhfr vFkkZr~ ukVÔk dk ,dkxz çHkko lEHko u
gksxkA ukVÔk esa dksbZ fuf'pr vÌkÌh Hkko ls  ç;ksx gksrk gSA bl ç'u dk
mÙkj Hkjr&vfHkuoxqIr us jlk/;k; esa lkekftd dks ukVÔk dh ,dhHkwr çrhfr
gksrh gŚ bl :i esa fn;k gSA

iÛke ç'u }kjk ukVÔk ç;ksx ds lkekU;kfHku;] fp=kkfHku; ,oe~ :id ds
çHksnksa ds lUnHkZ esa Hkh mÙkj laHkkfor gSA mijksDr fo"k;ksa dk vkB ls l=kg
,oe~ vBkjg] bDdhl] ckbZl ,oe~ iPphl v/;k;ksa esa fu:i.k fd;k x;k gSA

bl çdkj ç'u iÛkd fo'ks"k :i ls cgqr ls v/;k;ksa dks ,oe~ lkekU; :i
ls lexz ukVÔk'kkL=k dks vko`Ùk djrk gSA

vfHkuoxqIr us ç'u iÛkd ds fo"k; esa nks i{k j[ks gS % 1- dqN O;k[;kdkjksa
ds vuqlkj ç'u iÛkd dk fu.kZ; çFkek/;k; esa gh gks pqdk gSA 'ks"k v/;k;
mÆs'k Øe ls ç'u iÛkd dk foHkkx] y{k.k ,oe~ ijh{kk ds fy, gSA esjs
erkuqlkj bl Hkze ds ewy esa çFkek/;k; dk fo"k; çLrkouk tSlk fof'k"V
Lo:i gh gSA çFkek/;k; ukVÔk'kkL=k dk iwjk ud~'kk (dsL;wvy] esi) gS]
laf{kIr :ijs[kk gSA blfy, ç'u iÛkd fo'ks"k :i ls çifÒkr gksrk Hkkflr
gqvk gSA

2 % vU; O;k[;kdkjksa ds vuqlkj iwoZjÌ fo/kku i;ZUr iÒkk/;k;h esa nks
ç'uksa dk fu.kZ; gqvk gS] 'ks"k ç'uksa dk fu.kZ; lkekU;kfHku;] fp=kkfHku;8

i;ZUr 'ks"k v/;k;ksa esa gqvk gSA fdUrq ;g Li"Vhdj.k Hkh v/kwjk ,oe~
vlarks"kçn gSA

bl fo"k; esa vfHkuoxqIr us iwjs ukVÔk'kkL=k dks 6000 'yksd ifjek.k okys
egkokD; ds :i esa çekf.kr fd;k gSA bl egkokD; esa ç'u iÛkd dk
fu:i.k gqvk gS ,oe~ çlÌkuqlkj rÙo fu.kZ; Hkh gqvk gSA Hkjr ç'u ds Øe
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dk vuqlj.k u djds rÙofoe'kZ ij dsfUnzr gq, gSaA fo"k; ds çLrqrhdj.k esa
gesa O;oLFkk vkuqØfedrk ,oa mip; ds Hkh ladsr ehyrs gSaA vyx vyx
{ks=k ls tqMs gq, ukVÔkkÌkas dk bl {ks=k ds lUnHkZ esa ,d=k fu:i.k gqvk gSA tSls
lÌhr] xhr] u`R;A

% 3%% 3%% 3%% 3%% 3%

ukVÔk'kkL=k esa ç'uiÛkd ds vfrfjÙkQ vU; ç'u ;k ç'uxqPN dk fofu;ksx
gqvk gSA og vU; ç'ukofy Hkh mu mu v/;k;ksa esa laçsjdlw=k] lajpuklw=k ds
:i esa fuc¼ dh x;h gSA

1- uk-'kk- 2@1&3 f}rh; v/;k; ds vkjaHk eas ;ksftr bl ç'u ;qXe esa
1- jÌ;tu ,oe~ 2- jÌeMy dh fØ;k dk y{k.k] vkdkj] ifjek.k] jpuk
fof/k ds lUnHkZ esa ç'u gSA çFkek/;k; ds vUr esa jÌiwtk ds fo"k; esa gks jgh
ckr ds lUnHkZ esa jÌ;tu dk ç'u çFke Øe ls vk x;k gS fdUrq ukVÔk;ksx
:i jÌe.My dh Le`fr gksrs gh _f"k;ksa us Øe iyV fn;k gSA bl rjg
ftKklk O;kikj dh bl HkfÌek }kjk Hkjr euksoSKkfud n`f"V ls ckr dks çLrqr
djrs gSA

bl ç'u;qXe ds mÙkj esa v- 2&3 dh jpuk gqbZ gSA jÌiwtk ls gh
lEcU/k iwoZjÌ ds rk.Mo vkfn prqFkZ v/;k; esa ,oe~ iwoZjÌ fof/k dk iÛke
v/;k; esa fu:i.k gqvk gSA

prqFkZ ,oe~ iÛke v/;k; esa Øe'k% ^d% ç;ksx% ç;qT;rke~*^d% ç;ksx% ç;qT;rke~*^d% ç;ksx% ç;qT;rke~*^d% ç;ksx% ç;qT;rke~*^d% ç;ksx% ç;qT;rke~*\ dLekÁu`re~dLekÁu`re~dLekÁu`re~dLekÁu`re~dLekÁu`re~
Ñra rr~\ da jlHkkoa vis{krsÑra rr~\ da jlHkkoa vis{krsÑra rr~\ da jlHkkoa vis{krsÑra rr~\ da jlHkkoa vis{krsÑra rr~\ da jlHkkoa vis{krś :i ç'u=k; rFkk iwoZjÌe~ la;qra O;k[;krqe~iwoZjÌe~ la;qra O;k[;krqe~iwoZjÌe~ la;qra O;k[;krqe~iwoZjÌe~ la;qra O;k[;krqe~iwoZjÌe~ la;qra O;k[;krqe~
vgZflvgZflvgZflvgZflvgZfl9&ç'uksa ls pkj vUroZrqZyksa dh jpuk dh xbZ gSA bl rjg ç'u iÛkd
ds c`gn~ orqZy esa ç'u;qXe dk vUroZrqZy ,oe~ ç'u;qXe ds vUroZrqZy esa vU;
pkj vUroZrqZy dh jpuk gqbZ gSA

2- uk-'kk- 6@1&3 % bl y?kq ç'uiÛkd esa&1- jl% d% inkFkZ% 2- jlRoe~&1- jl% d% inkFkZ% 2- jlRoe~&1- jl% d% inkFkZ% 2- jlRoe~&1- jl% d% inkFkZ% 2- jlRoe~&1- jl% d% inkFkZ% 2- jlRoe~
dsu p rs"kke~A 3- Hkk"kkrÙoa dFka çksDrk%A 4- ¯d ok rs Hkk"k;UR;fi 5-dsu p rs"kke~A 3- Hkk"kkrÙoa dFka çksDrk%A 4- ¯d ok rs Hkk"k;UR;fi 5-dsu p rs"kke~A 3- Hkk"kkrÙoa dFka çksDrk%A 4- ¯d ok rs Hkk"k;UR;fi 5-dsu p rs"kke~A 3- Hkk"kkrÙoa dFka çksDrk%A 4- ¯d ok rs Hkk"k;UR;fi 5-dsu p rs"kke~A 3- Hkk"kkrÙoa dFka çksDrk%A 4- ¯d ok rs Hkk"k;UR;fi 5-
laxzga dkfjdka pSo fu;qDra pSo rÙor% oDrqe~ vgZfllaxzga dkfjdka pSo fu;qDra pSo rÙor% oDrqe~ vgZfllaxzga dkfjdka pSo fu;qDra pSo rÙor% oDrqe~ vgZfllaxzga dkfjdka pSo fu;qDra pSo rÙor% oDrqe~ vgZfllaxzga dkfjdka pSo fu;qDra pSo rÙor% oDrqe~ vgZfl´:i ikÍp ç'u
lax`fgr gSA bl y?kq ç'uiÛkd ds mÙkj esa v&6&7 fd jpuk gqbZ gSA

bl y?kq ç'uiÛkd :i vUrZorqy esa iqu%´1- jl% bfr d% inkFkZ%jl% bfr d% inkFkZ%jl% bfr d% inkFkZ%jl% bfr d% inkFkZ%jl% bfr d% inkFkZ%A 2-
dFka vkLok|rs jl%dFka vkLok|rs jl%dFka vkLok|rs jl%dFka vkLok|rs jl%dFka vkLok|rs jl%A 3- ¯d jlsH;ks Hkkokuke~ vfHkfuo`fr#rkgks HkkosH;ks¯d jlsH;ks Hkkokuke~ vfHkfuo`fr#rkgks HkkosH;ks¯d jlsH;ks Hkkokuke~ vfHkfuo`fr#rkgks HkkosH;ks¯d jlsH;ks Hkkokuke~ vfHkfuo`fr#rkgks HkkosH;ks¯d jlsH;ks Hkkokuke~ vfHkfuo`fr#rkgks HkkosH;ks

ç'uiÛkd (uk-'kk- 1&4@5)% ^vFkkrks ukVÔkftKklk* - - - % vftr Bkdksjs
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jlkukfefrjlkukfefrjlkukfefrjlkukfefrjlkukfefr´:i ç'u=k; rFkk] Hkko bfr dLekr~Hkko bfr dLekr~Hkko bfr dLekr~Hkko bfr dLekr~Hkko bfr dLekr~ vkfn ç'u;qXe çLrqr djds
v&6&7 esa mÙkj fn;k gSA ;g ç'uiwoZd mÙkj fd O;k[;ku i¼fr dk fun'kZu
gSA

Hkko fo"k;d foe'kZ esá 1- foHkko bfr dLekr~foHkko bfr dLekr~foHkko bfr dLekr~foHkko bfr dLekr~foHkko bfr dLekr~\ 2- dFka t;UrhfrdFka t;UrhfrdFka t;UrhfrdFka t;UrhfrdFka t;Urhfr
O;fHkpkfj.kO;fHkpkfj.kO;fHkpkfj.kO;fHkpkfj.kO;fHkpkfj.k%´:i ç'uksÙkj ewy O;k[;ku i¼fr dk fun'kZu gSA bl rjg ;gkÍ
Hkh vUroZrqy esa vU; vUrorqZyh fd ;kstuk dh xbZ gSA

3- uk-'kk- 8@1&3% bl ç'uf=kd esá 1- ukVÔks dfrfo/k% dk;Z% rTKSjfHku;Øe%A
2- dFka okfHku;ks ás"k ,oadFka okfHku;ks ás"k ,oadFka okfHku;ks ás"k ,oadFka okfHku;ks ás"k ,oadFka okfHku;ks ás"k ,oa 3- dfr Hksn%dfr Hksn%dfr Hksn%dfr Hksn%dfr Hksn%´ç'u çLrqr djds vkfÌd vkfn
vfHku;10  ds foe'kZ fd;k gSA

4- uk-'kk- 36 % 1&14 % bl ç'u xqPN esa 1- nsoL; dL; pfjra iwoZjÌsnsoL; dL; pfjra iwoZjÌsnsoL; dL; pfjra iwoZjÌsnsoL; dL; pfjra iwoZjÌsnsoL; dL; pfjra iwoZjÌsA
2- fdeFk± HkqT;rs ás"k ç;qÙkQ%fdeFk± HkqT;rs ás"k ç;qÙkQ%fdeFk± HkqT;rs ás"k ç;qÙkQ%fdeFk± HkqT;rs ás"k ç;qÙkQ%fdeFk± HkqT;rs ás"k ç;qÙkQ% 3- ¯d djksfr¯d djksfr¯d djksfr¯d djksfr¯d djksfr 4- dLekPpSo iqu% 'kkspadLekPpSo iqu% 'kkspadLekPpSo iqu% 'kkspadLekPpSo iqu% 'kkspadLekPpSo iqu% 'kkspa
lE;d~ pfjrlw=kn`d~ lE;d~ pfjrlw=kn`d~ lE;d~ pfjrlw=kn`d~ lE;d~ pfjrlw=kn`d~ lE;d~ pfjrlw=kn`d~ 5- dFkeqohZrys ukVÔka LoxkZfUuifrradFkeqohZrys ukVÔka LoxkZfUuifrradFkeqohZrys ukVÔka LoxkZfUuifrradFkeqohZrys ukVÔka LoxkZfUuifrradFkeqohZrys ukVÔka LoxkZfUuifrra 6- dFka rok¿;a dFka rok¿;a dFka rok¿;a dFka rok¿;a dFka rok¿;a
oa'kÒk ujlaK% çfrf"Br%oa'kÒk ujlaK% çfrf"Br%oa'kÒk ujlaK% çfrf"Br%oa'kÒk ujlaK% çfrf"Br%oa'kÒk ujlaK% çfrf"Br%A ds mÙkj esa v- 36&37 fn, x, gSaA bl vUroZrqZys
esa iwoZjÌ ,oe~ ukVÔkkorj.k&_f"k'kki fu:fir gSA

bl rjg ls ç'uiÛkd&:i c`gn~ orZqy ds vUrxZr pkj y?kq orZqyksa dh ,oa
mu y?kq orqZyksa ds vUrxZr y?kqrj&y?kqre orqZyksa dh ;kstuk dh xbZ gSA

% 4%% 4%% 4%% 4%% 4%

ç'uiÛkd ukVÔk'kkL=k dh lajpuk dk laçsjd lajpuk lw=k gS bl lUnHkZ esa
ukVÔk'kkL=k dh lajpuk dk fo'ys"k.k djus ij dqN rF; çdkf'kr gksrs gSaA

ukVÔk'kkL=k dh lajpuk o`Ùkkdkj ;k orqZyxfr ls gqbZ gSA ç'uiÛkd lexz
ukVÔk'kkL=k dks O;Dr dj nsus okyk c`gn~ orZqy çrhr gksrk gSA bl c`gn~ orqZy
ds vUrxZr vU; vokUrj ç'uxqPN vkarj orZqy :is.k vofLFkr gSA bl rjg
lexz ç'uekyk orqZy eas orqZy (ldZYl fo/khu ldZy) tSlh lajpuk çdV
djrs gSA

fo"k; fu:i.k ds lw=k dk ifj.keu Hkh ukVÔk'kkL=k dh lajpuk esa o`Ùkkdkj
|ksfrr djrk gSA tSlś çFkek/;k; esa bUnzkfn nsoksa dh ;kpuk ls czãkth }kjk
LoxZyksd esa ukVÔkksRifÙk :i lw=k dk tks fu{ksi gqvk gS og lw=k vfUre
v/;k; esa jktk ugq"k dh ;kpuk ij Hkwr }kjk i`Foh ij ukVÔkkorj.k ls
dFkkorZqy ds :i esa ifj.kr gksrk gSa
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xzFku 'kSyh ds lanHkZ esa Hkh ukVÔk'kkL=k dh orqZy o`Ùkkdkj xfr fn[kkbZ nsrh
gSA ukVÔk'kkL=k dk vkjEHk ukVÔkksRifÙk dFkk:i iwjk dYi 'kSyh ls gqvk gSA chp
esa ^ve`r&eUFku*] ^f=kiqjnkg* ukVÔk ç;ksx dh dFkk (v- 4%1&13) ,oa
o`=ko/kdFkk (v- 20%2&25) esa iqjkdYi 'kSyh ls fuoZg.k fd;k x;k gSA
ukVÔk'kkL=k ds vfUre nks v/;k;ksa esa ukVÔk'kkL=k ,oa ukVÔkkorj.k dh iqjkdYi
'kSyh ls lekjksi jpk x;k gSA bl rjg iqjkdYi 'kSyh ds foU;kl dh n`f"V
ls Hkh ukV;'kkL=k o`Ùkkdkj çrhr gksrk gSA

ukVÔk'kkL=k ds vkjEHk esa vk=ks; vkfn eqfux.k ,oa Hkjr ds laokn dh ;kstuk
dh xbZ gSA lexz ukVÔk'kkL=k esa fofo/k laoknksa ls bl rÙo dk fuoZg.k fd;k
x;k gSA Hkjr us laoknksa ls gh vfUre v/;k;ksa esa ukVÔk'kkL=k dh ifj.kfr dh
gSA bl rjg laokn ;kstuk esa Hkh o`Ùkkdkj xfr çrhr gksrh gSA ukVÔk'kkL=k dh
lajpuk esa çoÙkQk dh ;kstuk dh n`f"V ls Hkh Hkjr us o`Ùkkdkj xfr çdV dh
gSA ukVÔk'kkL=k ds vk| çoÙkQk czãk] czãk ds iÒkkr~ Hkjr ,oa Hkjr us iÒkkr~
dksgy dks çoÙkQk ds :i esa fu;qÙkQ fd;kA

ukVÔk'kkL=ka ço{;kfe czã.kk ;nqnkâre~AAukVÔk'kkL=ka ço{;kfe czã.kk ;nqnkâre~AAukVÔk'kkL=ka ço{;kfe czã.kk ;nqnkâre~AAukVÔk'kkL=ka ço{;kfe czã.kk ;nqnkâre~AAukVÔk'kkL=ka ço{;kfe czã.kk ;nqnkâre~AA1111111111

'ks"keqÙkjrU=ks.k dksgyLrq dfj";frA'ks"keqÙkjrU=ks.k dksgyLrq dfj";frA'ks"keqÙkjrU=ks.k dksgyLrq dfj";frA'ks"keqÙkjrU=ks.k dksgyLrq dfj";frA'ks"keqÙkjrU=ks.k dksgyLrq dfj";frA
ç;ksx% (xku~) dkfjdka'pSo fu#ÙkQkfu rFkSo pAAç;ksx% (xku~) dkfjdka'pSo fu#ÙkQkfu rFkSo pAAç;ksx% (xku~) dkfjdka'pSo fu#ÙkQkfu rFkSo pAAç;ksx% (xku~) dkfjdka'pSo fu#ÙkQkfu rFkSo pAAç;ksx% (xku~) dkfjdka'pSo fu#ÙkQkfu rFkSo pAA1212121212

bl rjg çoÙkQk dh ;kstuk ds lUnHkZ esa Hkh Hkjr ds xq# czãk ,oa Hkjr
ds f'k"; dksgy ds vkjEHk ,oa vUr esa foKkiu ls dFkd orqZy iw.kZ gqvk gSA

egkokD; :i ukVÔk'kkL=k ds vkjEHk esa ç.kE; f'kjlk :i - - - eÌy
'yksd ,oe~ ukVÔk'kkL=k ds vUr esá

fda pkU;r~ laçiw.kkZ Hkorq olqerh u"Vnq£Hk{kjksxkAfda pkU;r~ laçiw.kkZ Hkorq olqerh u"Vnq£Hk{kjksxkAfda pkU;r~ laçiw.kkZ Hkorq olqerh u"Vnq£Hk{kjksxkAfda pkU;r~ laçiw.kkZ Hkorq olqerh u"Vnq£Hk{kjksxkAfda pkU;r~ laçiw.kkZ Hkorq olqerh u"Vnq£Hk{kjksxkA
czkã.kkuka Hkorq ujifr% ikrq i`Foha lexzke~AAczkã.kkuka Hkorq ujifr% ikrq i`Foha lexzke~AAczkã.kkuka Hkorq ujifr% ikrq i`Foha lexzke~AAczkã.kkuka Hkorq ujifr% ikrq i`Foha lexzke~AAczkã.kkuka Hkorq ujifr% ikrq i`Foha lexzke~AA1313131313

bl rjg Hkjr okD; ls 'kkL=k dh ifj.kfr Hkh o`Ùkkdkj dh vksj bfÌr
djrh gSA

% 5 %% 5 %% 5 %% 5 %% 5 %

ukVÔk'kkL=k dh o`Ùkkdkj lajpuk esa vorjf.kdk ,oa lekifudk dh lk|Ur]
n`<+cU/k] lkrR;iw.kZ lajpuk lw=k&lafud"kZ lw=k ds :i esa ç;kstuk gqbZ gSA
ukVÔk'kkL=k ds çk;% lHkh v/;k;ks esa vorjf.kdk ,oa lekifudk n`f"Vxkspj
gksrh gSA vorfj.kdk ls fu:I;ek.k fo"k; dh Hkwfedk jph tkrh gSA dHkh

ç'uiÛkd (uk-'kk- 1&4@5)% ^vFkkrks ukVÔkftKklk* - - - % vftr Bkdksjs
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dHkh vorjf.kdk esa vxys v/;k; ds fo"k; dk iqu% mYys[ku ,oa orZeku
v/;k;&fo"k; dk Kkiu Hkh fn[kkbZ nsrk gSA dgha&dgha vxys v/;k; esa
lekifudk eas mYys[k gksus ij u;s v/;k; dk fo"k;fu:i.k ls lh/kk vkjEHk
gqvk gSA14 vusd ls LFkyksa ij lekifudk esa çLrqr v/;k; ds fo"k; dk funsZ'k
gqvk gSA dqN vorjf.kdk x|okD; ds :i esa jph xbZ gSA15 çLrqr v/;k; esa
fu:I;ek.k fo"k; dk lU/kku ;fn lqnwj v/;k; ls gksrk gSA rc vorjf.kdk
esa Hkh bl rF; dk fucU/ku gksrk gS] tSls dh´

;s rq iwo± e;k çksÙkQkL=k;ks oS ukVÔke.Mik%A;s rq iwo± e;k çksÙkQkL=k;ks oS ukVÔke.Mik%A;s rq iwo± e;k çksÙkQkL=k;ks oS ukVÔke.Mik%A;s rq iwo± e;k çksÙkQkL=k;ks oS ukVÔke.Mik%A;s rq iwo± e;k çksÙkQkL=k;ks oS ukVÔke.Mik%A
rs"kka foHkkxa foKk; rr% d{;ka ç;kst;sr~AArs"kka foHkkxa foKk; rr% d{;ka ç;kst;sr~AArs"kka foHkkxa foKk; rr% d{;ka ç;kst;sr~AArs"kka foHkkxa foKk; rr% d{;ka ç;kst;sr~AArs"kka foHkkxa foKk; rr% d{;ka ç;kst;sr~AA1616161616

Hkjr us ukVÔkkÌks dk vÌh:i jl ds lkFk midk;Z&midkjd Hkko ,oa jl
ds lkFk ,dhHkwr gksus dh vko';drk lwfpr djus ds fy;s Hkh lekifudk
dk ç;ksx fd;k gSA

,rkfu dkO;L; p y{k.kkfu "kV~¯=k'knqÆs'kfun'kZukfuA,rkfu dkO;L; p y{k.kkfu "kV~¯=k'knqÆs'kfun'kZukfuA,rkfu dkO;L; p y{k.kkfu "kV~¯=k'knqÆs'kfun'kZukfuA,rkfu dkO;L; p y{k.kkfu "kV~¯=k'knqÆs'kfun'kZukfuA,rkfu dkO;L; p y{k.kkfu "kV~¯=k'knqÆs'kfun'kZukfuA
çcU/k'kksHkkdj.kkfu r=k lE;d~ ç;ksT;kfu jlk;ukfuAAçcU/k'kksHkkdj.kkfu r=k lE;d~ ç;ksT;kfu jlk;ukfuAAçcU/k'kksHkkdj.kkfu r=k lE;d~ ç;ksT;kfu jlk;ukfuAAçcU/k'kksHkkdj.kkfu r=k lE;d~ ç;ksT;kfu jlk;ukfuAAçcU/k'kksHkkdj.kkfu r=k lE;d~ ç;ksT;kfu jlk;ukfuAA1717171717

dHkh dHkh Hkjr us fu:I;ek.k fo"k; dk lexz ukVÔklajpuk esa dkSu lk
LFkku gSA ;g rÙo Hkh vorjf.kdk esa çfrikfnr fd;k gŚ

bfro`Ùka rq ukVÔkL; 'kjhja ifjdh£rre~Abfro`Ùka rq ukVÔkL; 'kjhja ifjdh£rre~Abfro`Ùka rq ukVÔkL; 'kjhja ifjdh£rre~Abfro`Ùka rq ukVÔkL; 'kjhja ifjdh£rre~Abfro`Ùka rq ukVÔkL; 'kjhja ifjdh£rre~A
iÛkfHk% lfU/kfHkLrL; foHkkx% laçdfYir%AAiÛkfHk% lfU/kfHkLrL; foHkkx% laçdfYir%AAiÛkfHk% lfU/kfHkLrL; foHkkx% laçdfYir%AAiÛkfHk% lfU/kfHkLrL; foHkkx% laçdfYir%AAiÛkfHk% lfU/kfHkLrL; foHkkx% laçdfYir%AA1818181818

bl vorjf.kdk esa fu:I;ek.k fo"k; laf/k dk funsZ'k djus ls iwoZ bfro`Ùk
dks ukVÔk ds 'kjhj ds :i esa çLrqr djds lexz ukVÔk lajpuk esa bfro`Ùk dk
LFkku ,oa Hkwfedk çfrikfnr dh gSA lekifudk esa Hkjr xhr laxhr fd i`Fkd~
i`Fkd~ ukVÔk vfirq ,dhHkwr ;kstuk djuh pkfg,] bl rF; dks mn~?kksf"kr
djds ukVÔkkÌks ds çHkko dh lexzrk dh vkSj /;ku vkÑ"V djrs gSa&

;nk leqfnrk% losZ ,dhHkwrk HkofUr fgA;nk leqfnrk% losZ ,dhHkwrk HkofUr fgA;nk leqfnrk% losZ ,dhHkwrk HkofUr fgA;nk leqfnrk% losZ ,dhHkwrk HkofUr fgA;nk leqfnrk% losZ ,dhHkwrk HkofUr fgA
vyËkjk% ldqrik% eUrO;k ukVdkJ;k%AAvyËkjk% ldqrik% eUrO;k ukVdkJ;k%AAvyËkjk% ldqrik% eUrO;k ukVdkJ;k%AAvyËkjk% ldqrik% eUrO;k ukVdkJ;k%AAvyËkjk% ldqrik% eUrO;k ukVdkJ;k%AA1919191919

bl dfo dks fu:I; fo"k; ds egÙo dks n'kkZrs gq, dHkh dHkh
vorjf.kdk çLrqr djrs gSaA

xq.kkr~ çorZrs xkua nks"ka ("kkPpkL;) pkL; fujL;rsAxq.kkr~ çorZrs xkua nks"ka ("kkPpkL;) pkL; fujL;rsAxq.kkr~ çorZrs xkua nks"ka ("kkPpkL;) pkL; fujL;rsAxq.kkr~ çorZrs xkua nks"ka ("kkPpkL;) pkL; fujL;rsAxq.kkr~ çorZrs xkua nks"ka ("kkPpkL;) pkL; fujL;rsA
rLekn~ ;Rusu foKs;kS xq.knks"kkS leklr%AArLekn~ ;Rusu foKs;kS xq.knks"kkS leklr%AArLekn~ ;Rusu foKs;kS xq.knks"kkS leklr%AArLekn~ ;Rusu foKs;kS xq.knks"kkS leklr%AArLekn~ ;Rusu foKs;kS xq.knks"kkS leklr%AA2020202020

dHkh&dHkh Hkjr vorjf.kdk dk ç;ksx vU; 'kkL=kksa esa jgs ewyLkzksr dks
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foKkfir djus ds fy, Hkh çk;ksftr djrs gSá
;FkksDra eqfufHk% iwo± Lokfu ukjn iq"dj%A;FkksDra eqfufHk% iwo± Lokfu ukjn iq"dj%A;FkksDra eqfufHk% iwo± Lokfu ukjn iq"dj%A;FkksDra eqfufHk% iwo± Lokfu ukjn iq"dj%A;FkksDra eqfufHk% iwo± Lokfu ukjn iq"dj%A
loZy{k.kla;qDra lokZ (rFkk) rks|foHkwf"kre~AAloZy{k.kla;qDra lokZ (rFkk) rks|foHkwf"kre~AAloZy{k.kla;qDra lokZ (rFkk) rks|foHkwf"kre~AAloZy{k.kla;qDra lokZ (rFkk) rks|foHkwf"kre~AAloZy{k.kla;qDra lokZ (rFkk) rks|foHkwf"kre~AA2121212121

Hkjr lekifudk dk ç;ksx fu:I; fo"k; ds egÙo ,oa ukVÔk esa ;ksxnku
dks fpfÉr djus ds fy, Hkh djrs gSaA

ok|s"kq ;Ru% çFkea rq dk;Z%ok|s"kq ;Ru% çFkea rq dk;Z%ok|s"kq ;Ru% çFkea rq dk;Z%ok|s"kq ;Ru% çFkea rq dk;Z%ok|s"kq ;Ru% çFkea rq dk;Z%
'kÕ;ka p ukVÔkL; onfUr ok|e~A'kÕ;ka p ukVÔkL; onfUr ok|e~A'kÕ;ka p ukVÔkL; onfUr ok|e~A'kÕ;ka p ukVÔkL; onfUr ok|e~A'kÕ;ka p ukVÔkL; onfUr ok|e~A

ok|s¿fi xhrs¿fi p lqç;qDrsok|s¿fi xhrs¿fi p lqç;qDrsok|s¿fi xhrs¿fi p lqç;qDrsok|s¿fi xhrs¿fi p lqç;qDrsok|s¿fi xhrs¿fi p lqç;qDrs
ukVÔkL; 'kksHkk u fouk'kesfrAAukVÔkL; 'kksHkk u fouk'kesfrAAukVÔkL; 'kksHkk u fouk'kesfrAAukVÔkL; 'kksHkk u fouk'kesfrAAukVÔkL; 'kksHkk u fouk'kesfrAA2222222222

bl rjg lexz ukVÔk'kkL=k esa Hkjr us vorjf.kdk ,oa lekifudk dk fo"k;
ços'k] fo"k; lekiu] fo"k; egÙo] fo"k; dk ukVÔk esa dk;Z] fo"k; dk ukVÔk
esa çHkko] fo"k; dh midkjdrk tSls oSfo/;iw.kZ vk;keksa dks çdkf'kr ,oa
xzfFkr djus ds fy, fofu;ksftr dh gSA vr% ç'uiÛkd ,oa vU; ç'u xqPN
ls ukVÔk'kkL=k dh tks lajpuk ?kfVr gqbZ gS og lajpuk vorjf.kdk&
lekifudk ds çcq¼ ç;ksx ls lqla?kVuk esa :ikUrfjr gqbZ gSA

% 6 %% 6 %% 6 %% 6 %% 6 %

ukVÔk'kkL=k ds drZ̀Ro ds ckjs esa çkphu dky ls gh oSeR; fn[kkbZ nsrk gSA
vfHkuoxqIr us ijEijk esa çpfyr nks er fu£n"V fd, gaSA dqN O;k[;kdkj ds
vuqlkj ukVÔk'kkL=k ds 1@1 ls 1@5 'yksd Hkjr ds f'k"; us fu£er fd, gSaA
blh rjg ukVÔk'kkL=k esa tgkÍ tgkÍ ç'uksÙkj dh ;kstuk dh xbZ gS og Hkh
Hkjrf'k";ksa ds gh opu gSaA vfHkuoxqIr us Jqfr] Le`fr] O;kdj.k] rdZ'kkL=k
vkfn 'kkL=kksa esa LohÑr ç'u&çfropu vFkok iwoZi{k&mÙkji{k dh jpuk 'kSyh
dk mnkgj.k nsrs gq, bl er dk [k.Mu fd;k gSA

vfHkuoxqIr ds xq# ukfLrd f'kjksef.k mik/;k; ds vuqlkj lnkf'ko] czãk]
,oa Hkjr ds erksa ds foospu }kjk czãk ds er dh Js"Brk ds fy, rhu erkas
ds lkjklkj dk foospu djus okyk ;g 'kkL=k mu rhuksa xzUFkksa ds Hkkxksa dks
feykdj cuk gS] Hkjreqfu dk jpk gqvk ugha gSA vfHkuoxqIr us bl er dk
[k.Mu dj ds ukVÔk'kkL=k dks Hkjr dk egkokD; dgk gSA

ukVÔk'kkL=k oLrqr% Hkjr uked çoDrk ls dfFkr 36 v/;k;ksa ,oa 6000

ç'ui×pd (uk-'kk- 1&4@5)% ^vFkkrks ukVÔkftKklk* - - - % vftr Bkdksjs
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'yksdksa esa foLrh.kZ egkokD; gh gSA okD; ds fy;s vkdka{kk] ;ksX;rk ,oa
lfUuf/k :i 'krs± rkRi;Zokfnvksa us j[kh gSa] bl lUnHkZ esa ukVÔk'kkL=k ds Lo:i
dk Hkh fo'ys"k.k gksuk pkfg,A esjk viuk er gSa fd ukVÔk'kkL=k egkokD; gS
vkSj og ukVÔkka'k ds ?kVu esa vkdka{kk] ;ksX;rk ,oa lfUuf/k:i rhuksa 'kkrks± dk
iw.kZ:is.k ifjikyu djds ukVÔk'kkL=k esa xzfFkr&fufgr ukVÔkkFkZ dks iw.kZr%
çdkf'kr djrk gSA ukVÔk'kkL=k esa tks ç'uiÛkd gS og ftKklk&Lo:i vkdka{kk
çdV djrk gSA lexz ukVÔk'kkL=k esa ç'uxqPNksa ds }kjk fujarj ukVÔkkFkZ ds fy;s
vkdka{kk çdV gksrh gSA laiw.kZ ç'uekyk vkdka{kk dk gh :i gSA blh rjg
lfUuf/k laokn ,oa vorjf.kdk&lekifudk }kjk fu£er dh xbZ gSA lexz
ukVÔk'kkL=k ds çR;sd v/;k; dk vU; v/;k; ls ltho lEcU/k gSA çR;sd
v/;k; euq"; 'kjhj dh HkkÍfr ,d ,d vÌ ds :i esa xfBr fd;s x;s gSaA
ukVÔk'kkL=k dksbZ xzUFk ugha gS] ukVÔk psruke; ltho 'kjhj gSA ukVÔk'kkL=k ds
v/;k;ksa ,oa bu esa fu:fir fo"k;ksa dh iwokZijrk dk ;fn ge fo'ys"k.k djas
rks Øfed fo"k;ksip; gksrk gqvk fn[kkbZ nsrk gSA ukVÔk'kkL=k esa ;ksX;rk :i
y{k.k ukVÔkoLrq ds fu:i.k esa gs;ksikns; n`f"V ls vkfoHkwZr gqvk gSA Hkjr us
ukVÔk ds mikns; rÙoksa dks gh] ijEijk ls fl¼&rÙoksa dks gh ukVÔk'kkL=k esa
lekfo"V fd;k gSA ukVÔkijEijk esa tks rÙoksa ukVÔk ls ijks{k lEcU/k j[krs Fks
mu lHkh rÙoksa dk ifjgkj Hkjr us fd;k gSA blhfy;s vfHkuoxqIr us czãkth
ds vU; f'k";ksa }kjk fu:fir ukVÔk'kkL=k dh vLohÑfr ,oa vuqi;ksfxrk rFkk
Hkjr fufeZr ukVÔk'kkL=k dh Lohd`fr ,oa mi;ksfxrk dh ckr dgh gS % rL;rL;rL;rL;rL;
'kkL=k a 'kklua ckáHkk.MukVÔkkfnoSy{;su lE;d~ rRLo:ikoxeksik;a'kkL=k a 'kklua ckáHkk.MukVÔkkfnoSy{;su lE;d~ rRLo:ikoxeksik;a'kkL=k a 'kklua ckáHkk.MukVÔkkfnoSy{;su lE;d~ rRLo:ikoxeksik;a'kkL=k a 'kklua ckáHkk.MukVÔkkfnoSy{;su lE;d~ rRLo:ikoxeksik;a'kkL=k a 'kklua ckáHkk.MukVÔkkfnoSy{;su lE;d~ rRLo:ikoxeksik;a
çd"ksZ.kk& ijczãf'k";ksnhfjrkuqi;ksfx&fodklko/kkusu o{;kfeAçd"ksZ.kk& ijczãf'k";ksnhfjrkuqi;ksfx&fodklko/kkusu o{;kfeAçd"ksZ.kk& ijczãf'k";ksnhfjrkuqi;ksfx&fodklko/kkusu o{;kfeAçd"ksZ.kk& ijczãf'k";ksnhfjrkuqi;ksfx&fodklko/kkusu o{;kfeAçd"ksZ.kk& ijczãf'k";ksnhfjrkuqi;ksfx&fodklko/kkusu o{;kfeA2323232323 Hkjr us
ukVÔk'kkL=k es a ;k sX;rk :i y{k.k ukVÔkrÙoks a ds chp Hkko ,oa
midk;kZidkjdlEcU/k dh ;kstuk djds fl¼ fd;k gSA Hkjr us dsoy jl
dks dkO;kFkZ dgk gSA bfÙko`Ùk jlkRek dk 'kjhj gSA laxhr ukV~; dh 'kÕ;k gSA
Hkjr us dkO;y{k.k ds fo"k; esa´^çcU/k'kksHkkdj.kkfu rTKS% lE;d~çcU/k'kksHkkdj.kkfu rTKS% lE;d~çcU/k'kksHkkdj.kkfu rTKS% lE;d~çcU/k'kksHkkdj.kkfu rTKS% lE;d~çcU/k'kksHkkdj.kkfu rTKS% lE;d~
ç;ksT;kfu jlk;ukfuç;ksT;kfu jlk;ukfuç;ksT;kfu jlk;ukfuç;ksT;kfu jlk;ukfuç;ksT;kfu jlk;ukfu2424242424 ´́́́́Hkh ;gh rF; /ofur djrk gSA

bl rjg tks tks ukVÔkkÌ jlksidkjd ,oa jl ds vÌ ds :i esa ?kfVr gksrs
gS] os ukVÔkkÌ gh ukVÔk'kkL=k esa fu:fir gksus dh ;ksX;rk çkIr djrs gSaA vr%
ukVÔk'kkL=k Hkjr dk egkokD;  gksus ds dkj.k Hkjr&lafKr ukVÔkrÙon'khZ psruk
dh gh Ñfr gSA Hkjr us ç'uiÛkd&ç'uekyk ,oa vorjf.kdk&lekifudk dks
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laçjsd ,oa lafud"kZd ds :i esa mudh ç;kstuk djds ukVÔk'kkL=k ds
lajpuklw=k esa :ikarfjr dj fn;s gSaA

lUnHkZ rFkk fVIi.klUnHkZ rFkk fVIi.klUnHkZ rFkk fVIi.klUnHkZ rFkk fVIi.klUnHkZ rFkk fVIi.k

1- uk- 'kk- Hkk- &1 i`- 8
2- uk- 'kk- Hkk- & 1 i`- 2-
3- uk- 'kk- 1-4&5
4- uk- 'kk- 1-113] 114] 115 vkfn
5- uk- 'kk- Hkk- i`- 1
6- uk- 'kk- Hkk- 1 i`-
7- uk- 'kk- 1@116
8- v- 22] 24] 25
9- uk- 'kk- 5@4

10- v- 8] 9] 10] 11] 12] 13] 14] 15] 16] 17] 18] 19] 20] 21] 22] 23] 25
11- uk- 'kk- 1@1 c
12- uk- 'kk- 37@18
13- uk- 'kk- 37@31
14- uk- 'kk- v- 23
15- uk- 'kk- v- 7
16- uk- 'kk- 13@1
17- uk- 'kk- 16@171
18- uk- 'kk- 23@2 i`- 2
19- uk- 'kk- 29@203 i`- 309
20- uk- 'kk- 33@2 i`- 356
21- uk- 'kk- 34@2 i`- 385
22- uk- 'kk- 34@246 i`- 474
23- uk- 'kk- Hkk- 1 i`- 2

24- uk- 'kk- 16@171

lUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwph

1- ukVÔk'kkL=ke~&Hkjr (vfHkuoHkkjrhlfgre~) la- jfo'kadj ukxj] ifjey ifCyds'ku]
fnYyh vk- 1&2&3&4 1981] 1984, 1983, 1984 la-la- uk-'kk-

2- ukVÔk'kkL=ke~&Hkjr (vfHkuojfprfoo`frlesre~) Vol. 1 : second. edition :

ç'uiÛkd (uk-'kk- 1&4@5)% ^vFkkrks ukVÔkftKklk* - - - % vftr Bkdksjs
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la- jkeÑ".k dfo] vkWjh,UVy bULVhV;qV] cjksMk 1956-
3- ukVÔk'kkL=ke~&Hkjr (vfHkuoHkkjrh lesre~) Vol. 1: fourth  edition : la- ds-

fd".kew£r] Vol. 2 : la- oh-,e- dqyd.khZ&riLoh uUnh] Vol. 3 : la-ih-,e-
dqyd.khZ&riLoh ukUnh 1992] 2001, 2003A

4- ukVÔk'kkL=ke~ 1&2&6 % Hkjr (v-6 vfHkuoHkkjrhlerse~) la- riLoh uUnh]
ljLorh iqLrd Hk.Mkj] vgenkckn] 1994&95A

5- ukVÔk'kkL=ke~ 1&2&6 % Hkjr la- vkpk;Z fo'os'oj] fgUnh foHkkx] fnYyh
fo'ofo|ky;] fnYyh] 1960 ç-vk-A

6- ukVÔk'kkL=ke~ % Hkjr la- dsnkjukFk (dkO;ekyk)] Hkkjrh; fo|k çdk'ku]
okjk.klh] 1983A

7- ukVÔk'kkL=ke~ % Hkjr Hkk- 1 la- ckcwyky 'kqDy'kkL=kh] pkS[kEck laLÑr lhjht
vkfiQl] okjk.klh] 1972A

8- Hkjr vkSj Hkkjrh; ukVÔkdyk&lqjsUnzukFk nhf{kr] eksrhyky cukjlhnkl] fnYyh]
1941 fn-vk-A
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7

ukVÔkç;ksx esa lU/;Ìksa dk vkSfpR;

dqlqe Hkqfj;k

ukVÔk'kkL=k ç;ksxç/kku gŚ ^^ç;ksxç/kkua fg ukVÔk'kkL=ke~** bl vk/kkj ij
ukVÔk] :i vFkok :id Hkh ç;ksx vFkkZr~ vfHku; osQ fy, fy[ks tkrs gSaA
ukVÔk'kkL=k esa vkpk;ks± osQ vuqlkj ,d vPNs ukVd esa ikÍp vFkZçÑfr;ksa]
(cht] fcUnq] irkdk] çdjh rFkk dk;Z)] ikÍp dk;kZoLFkkvksa (vkjEHk] ;Ru]
çkIR;k'kk] fu;rkfIr rFkk iQykxe) rFkk bu nksukas osQ ;ksx ls fufeZr ikÍp
lfU/k;ksa (eq[k] çfreq[k] xHkZ] foe'kZ rFkk fuoZg.k) dk lfÁos'k dfo dks
djuk pkfg,A bu ikÍpksa lfU/k;ksa osQ 64 (65) Hkh vÌksa vFkkZr~ lU/;Ìksa dh
jpuk Hkh dfo dks vius ukVd esa djuh pkfg,A
ukVÔk'kkL=k osQ vuqlkj eq[klfU/k osQ ckjg vÌ gksrs gSá

mi{ksi% ifjdj% ifjU;klks foyksHkue~Ami{ksi% ifjdj% ifjU;klks foyksHkue~Ami{ksi% ifjdj% ifjU;klks foyksHkue~Ami{ksi% ifjdj% ifjU;klks foyksHkue~Ami{ksi% ifjdj% ifjU;klks foyksHkue~A
;qfÙkQ% çkfIr% lek/kkua fo/kkua ifjHkkoukAA;qfÙkQ% çkfIr% lek/kkua fo/kkua ifjHkkoukAA;qfÙkQ% çkfIr% lek/kkua fo/kkua ifjHkkoukAA;qfÙkQ% çkfIr% lek/kkua fo/kkua ifjHkkoukAA;qfÙkQ% çkfIr% lek/kkua fo/kkua ifjHkkoukAA
mn~Hksn% dj.ka Hksnks }kn'kkÌkfu oS eq[ksA uk- 'kk- 19-55&56mn~Hksn% dj.ka Hksnks }kn'kkÌkfu oS eq[ksA uk- 'kk- 19-55&56mn~Hksn% dj.ka Hksnks }kn'kkÌkfu oS eq[ksA uk- 'kk- 19-55&56mn~Hksn% dj.ka Hksnks }kn'kkÌkfu oS eq[ksA uk- 'kk- 19-55&56mn~Hksn% dj.ka Hksnks }kn'kkÌkfu oS eq[ksA uk- 'kk- 19-55&56

çfreq[k lfU/k osQ rsjg vÌ gksrs gSá
foykl% ifjliZ'p fo/kwra rkiua rFkkAfoykl% ifjliZ'p fo/kwra rkiua rFkkAfoykl% ifjliZ'p fo/kwra rkiua rFkkAfoykl% ifjliZ'p fo/kwra rkiua rFkkAfoykl% ifjliZ'p fo/kwra rkiua rFkkA
ueZ ueZ|qfr'pSo rFkk çx ('k) eua iqu%AueZ ueZ|qfr'pSo rFkk çx ('k) eua iqu%AueZ ueZ|qfr'pSo rFkk çx ('k) eua iqu%AueZ ueZ|qfr'pSo rFkk çx ('k) eua iqu%AueZ ueZ|qfr'pSo rFkk çx ('k) eua iqu%A
fujks/k'pSo foKs;% i;Zqiklueso pAfujks/k'pSo foKs;% i;Zqiklueso pAfujks/k'pSo foKs;% i;Zqiklueso pAfujks/k'pSo foKs;% i;Zqiklueso pAfujks/k'pSo foKs;% i;Zqiklueso pA
iq"ia otzeqiU;klks o.kZlagkj ,o pAA uk-'kk- 19-57&58iq"ia otzeqiU;klks o.kZlagkj ,o pAA uk-'kk- 19-57&58iq"ia otzeqiU;klks o.kZlagkj ,o pAA uk-'kk- 19-57&58iq"ia otzeqiU;klks o.kZlagkj ,o pAA uk-'kk- 19-57&58iq"ia otzeqiU;klks o.kZlagkj ,o pAA uk-'kk- 19-57&58
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xHkZlfU/k osQ rsjg vÌ gksrs gSá
vHkwrkgj.ka ekxksZ :iksnkgj.ks Øe%AvHkwrkgj.ka ekxksZ :iksnkgj.ks Øe%AvHkwrkgj.ka ekxksZ :iksnkgj.ks Øe%AvHkwrkgj.ka ekxksZ :iksnkgj.ks Øe%AvHkwrkgj.ka ekxksZ :iksnkgj.ks Øe%A
laxzg'pkuqekua p çkFkZukf{kfIrjso pAlaxzg'pkuqekua p çkFkZukf{kfIrjso pAlaxzg'pkuqekua p çkFkZukf{kfIrjso pAlaxzg'pkuqekua p çkFkZukf{kfIrjso pAlaxzg'pkuqekua p çkFkZukf{kfIrjso pA
rksVdkf/kcys pSo áqn~osxks fonzoLrFkkArksVdkf/kcys pSo áqn~osxks fonzoLrFkkArksVdkf/kcys pSo áqn~osxks fonzoLrFkkArksVdkf/kcys pSo áqn~osxks fonzoLrFkkArksVdkf/kcys pSo áqn~osxks fonzoLrFkkA
,rkU;Ìkfu oS xHksZ - - - -AA uk- 'kk 19-59&60,rkU;Ìkfu oS xHksZ - - - -AA uk- 'kk 19-59&60,rkU;Ìkfu oS xHksZ - - - -AA uk- 'kk 19-59&60,rkU;Ìkfu oS xHksZ - - - -AA uk- 'kk 19-59&60,rkU;Ìkfu oS xHksZ - - - -AA uk- 'kk 19-59&60

foe'kZ (voe'kZ) lfU/k osQ rsjg vÌ gksrs gSa&
viokn'p lEiQsVks fonzo% 'kfÙkQjso pAviokn'p lEiQsVks fonzo% 'kfÙkQjso pAviokn'p lEiQsVks fonzo% 'kfÙkQjso pAviokn'p lEiQsVks fonzo% 'kfÙkQjso pAviokn'p lEiQsVks fonzo% 'kfÙkQjso pA
çlÌks O;olk;'p |qfr% [ksnks fu"ks/kue~AAçlÌks O;olk;'p |qfr% [ksnks fu"ks/kue~AAçlÌks O;olk;'p |qfr% [ksnks fu"ks/kue~AAçlÌks O;olk;'p |qfr% [ksnks fu"ks/kue~AAçlÌks O;olk;'p |qfr% [ksnks fu"ks/kue~AA
fojks/kueFkknkua Nknua p çjkspukAfojks/kueFkknkua Nknua p çjkspukAfojks/kueFkknkua Nknua p çjkspukAfojks/kueFkknkua Nknua p çjkspukAfojks/kueFkknkua Nknua p çjkspukA
,rkU;oe`'ksÌkfu - - - -AA uk-'kk- 19-62&63,rkU;oe`'ksÌkfu - - - -AA uk-'kk- 19-62&63,rkU;oe`'ksÌkfu - - - -AA uk-'kk- 19-62&63,rkU;oe`'ksÌkfu - - - -AA uk-'kk- 19-62&63,rkU;oe`'ksÌkfu - - - -AA uk-'kk- 19-62&63

fuoZg.k lfU/k osQ pkSng vÌ gksrs gSa &
lfU/k£ujks/kks xzFkua fu.kZ;% ifjHkk"k.ke~AlfU/k£ujks/kks xzFkua fu.kZ;% ifjHkk"k.ke~AlfU/k£ujks/kks xzFkua fu.kZ;% ifjHkk"k.ke~AlfU/k£ujks/kks xzFkua fu.kZ;% ifjHkk"k.ke~AlfU/k£ujks/kks xzFkua fu.kZ;% ifjHkk"k.ke~A
|qfr% çlkn vkuUn% le;'pksixwgue~AA|qfr% çlkn vkuUn% le;'pksixwgue~AA|qfr% çlkn vkuUn% le;'pksixwgue~AA|qfr% çlkn vkuUn% le;'pksixwgue~AA|qfr% çlkn vkuUn% le;'pksixwgue~AA
Hkk"k.ka iwoZokD;a p dkO;lagkj ,o pAHkk"k.ka iwoZokD;a p dkO;lagkj ,o pAHkk"k.ka iwoZokD;a p dkO;lagkj ,o pAHkk"k.ka iwoZokD;a p dkO;lagkj ,o pAHkk"k.ka iwoZokD;a p dkO;lagkj ,o pA
ç'kfLrfjfr lagkjs Ks;kU;Ìkfu uker%AA uk&'kk- 19-64&65ç'kfLrfjfr lagkjs Ks;kU;Ìkfu uker%AA uk&'kk- 19-64&65ç'kfLrfjfr lagkjs Ks;kU;Ìkfu uker%AA uk&'kk- 19-64&65ç'kfLrfjfr lagkjs Ks;kU;Ìkfu uker%AA uk&'kk- 19-64&65ç'kfLrfjfr lagkjs Ks;kU;Ìkfu uker%AA uk&'kk- 19-64&65

lfU/k;ksa osQ mÙkQ vÌksa vFkkZr~ lU/;Ìksa dk ukVd esa cgqr egÙo gSA bu
vÌksa osQ ek/;e ls ukVd esa vfHku;] jl] Hkko] ik=kksa dk pfj=k] dFkk dk
çokg vkfn dh vfHkO;fÙkQ gksrh gSA ukVd esa lHkh lU/;Ìksa dk fuos'k djus
ls ukV~;&dFkk&'kjhj lEHkor% osQoy lU/;Ìksa dh ³kà[kyk cudj u jg tk,]
bl fy, ukVd esa vko';drkuqlkj gh lU/;Ìksa dk fuos'k djuk pkfg,´,slk
Hkjreqfu dk dguk gSA os dgrs gSá

;FkklfU/k rq drZO;kU;ÌkU;srkfu ukVosQA;FkklfU/k rq drZO;kU;ÌkU;srkfu ukVosQA;FkklfU/k rq drZO;kU;ÌkU;srkfu ukVosQA;FkklfU/k rq drZO;kU;ÌkU;srkfu ukVosQA;FkklfU/k rq drZO;kU;ÌkU;srkfu ukVosQA
dfofHk% dkO;dq'kyS% jlHkkoeis{; pAA uk-'kk- 19-105dfofHk% dkO;dq'kyS% jlHkkoeis{; pAA uk-'kk- 19-105dfofHk% dkO;dq'kyS% jlHkkoeis{; pAA uk-'kk- 19-105dfofHk% dkO;dq'kyS% jlHkkoeis{; pAA uk-'kk- 19-105dfofHk% dkO;dq'kyS% jlHkkoeis{; pAA uk-'kk- 19-105

vFkkZr~ jl dh iqf"V rFkk dk;Z ;kuh jl] Hkko dh vuqdwyrk dks /;ku esa
j[k dj ;Fkk lfU/k vÌksa dk fuos'k mfpr :i ls djuk pkfg,A lkFk gh
vfHku; osQ volj] dk;Z vkSj voLFkk dks /;ku esa j[kdj lU/;Ìksa dks
i`Fkd~&i`Fkd~ ;k nks rhu vÌksa dks feykdj Hkh j[kk tk ldrk gŚ

lfEeJkf.k dnkfpr~ L;q£}f=kla[;kçek.kr%AlfEeJkf.k dnkfpr~ L;q£}f=kla[;kçek.kr%AlfEeJkf.k dnkfpr~ L;q£}f=kla[;kçek.kr%AlfEeJkf.k dnkfpr~ L;q£}f=kla[;kçek.kr%AlfEeJkf.k dnkfpr~ L;q£}f=kla[;kçek.kr%A
KkRok dk;ZeoLFkka p lfU/k"oÌkfu ukVosQAA uk-'kk- 19-106KkRok dk;ZeoLFkka p lfU/k"oÌkfu ukVosQAA uk-'kk- 19-106KkRok dk;ZeoLFkka p lfU/k"oÌkfu ukVosQAA uk-'kk- 19-106KkRok dk;ZeoLFkka p lfU/k"oÌkfu ukVosQAA uk-'kk- 19-106KkRok dk;ZeoLFkka p lfU/k"oÌkfu ukVosQAA uk-'kk- 19-106

blh ckr dks ukVÔkniZ.kdkj bl çdkj dgrs gSá
^^;Fkk#phfr o`ÙkoSfp=;kuqjks/ksuk=k HkofUr u HkofUr pA**^^;Fkk#phfr o`ÙkoSfp=;kuqjks/ksuk=k HkofUr u HkofUr pA**^^;Fkk#phfr o`ÙkoSfp=;kuqjks/ksuk=k HkofUr u HkofUr pA**^^;Fkk#phfr o`ÙkoSfp=;kuqjks/ksuk=k HkofUr u HkofUr pA**^^;Fkk#phfr o`ÙkoSfp=;kuqjks/ksuk=k HkofUr u HkofUr pA**

(uk-n- i`- 61)(uk-n- i`- 61)(uk-n- i`- 61)(uk-n- i`- 61)(uk-n- i`- 61)
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bl çdkj dqN lU/;Ì ç/kku gksrs gSa rFkk dqN xkS.kA n'k:iddkj eq[k&
lfU/k esa vko';d :i ls j[ks tkus okys lU/;Ìksa osQ uke crykrs gq, dgrs
gSá

^^,rs"kkeqi{ksiifjdjifjU;kl;qDR;qn~Hksnlek/kkukukeo';aHkkforsfrA**^^,rs"kkeqi{ksiifjdjifjU;kl;qDR;qn~Hksnlek/kkukukeo';aHkkforsfrA**^^,rs"kkeqi{ksiifjdjifjU;kl;qDR;qn~Hksnlek/kkukukeo';aHkkforsfrA**^^,rs"kkeqi{ksiifjdjifjU;kl;qDR;qn~Hksnlek/kkukukeo';aHkkforsfrA**^^,rs"kkeqi{ksiifjdjifjU;kl;qDR;qn~Hksnlek/kkukukeo';aHkkforsfrA**
(n'k-n'k-n'k-n'k-n'k-] çFke çdk'k)

çfreq[klfU/k esa vo'; j[kus ;ksX; lU/;Ì gSá
^^,rs"kka p e/;s ifjliZç'keotzksiU;kliq"ik.kka çk/kkU;ferjs"kka^^,rs"kka p e/;s ifjliZç'keotzksiU;kliq"ik.kka çk/kkU;ferjs"kka^^,rs"kka p e/;s ifjliZç'keotzksiU;kliq"ik.kka çk/kkU;ferjs"kka^^,rs"kka p e/;s ifjliZç'keotzksiU;kliq"ik.kka çk/kkU;ferjs"kka^^,rs"kka p e/;s ifjliZç'keotzksiU;kliq"ik.kka çk/kkU;ferjs"kka

;FkklEHkoa ç;ksx bfrA**;FkklEHkoa ç;ksx bfrA**;FkklEHkoa ç;ksx bfrA**;FkklEHkoa ç;ksx bfrA**;FkklEHkoa ç;ksx bfrA** (n'k-n'k-n'k-n'k-n'k-] çFke çdk'k)
xHkZlfU/k esa ç/kku lU/;Ì gSá

^^,"kka p e/;s vHkwrkgj.kekxZrksVdkf/kcyk{ksik.kka çk/kkU;e~A^^,"kka p e/;s vHkwrkgj.kekxZrksVdkf/kcyk{ksik.kka çk/kkU;e~A^^,"kka p e/;s vHkwrkgj.kekxZrksVdkf/kcyk{ksik.kka çk/kkU;e~A^^,"kka p e/;s vHkwrkgj.kekxZrksVdkf/kcyk{ksik.kka çk/kkU;e~A^^,"kka p e/;s vHkwrkgj.kekxZrksVdkf/kcyk{ksik.kka çk/kkU;e~A
brjs"kka ;FkklEHkoa ç;ksx bfrA**brjs"kka ;FkklEHkoa ç;ksx bfrA**brjs"kka ;FkklEHkoa ç;ksx bfrA**brjs"kka ;FkklEHkoa ç;ksx bfrA**brjs"kka ;FkklEHkoa ç;ksx bfrA** (n'k-n'k-n'k-n'k-n'k-] çFke çdk'k)

voe'kZ vFkok foe'kZ lfU/k esa ç/kku lU/;Ì gSá
^^r=kSrs"kkeiokn'kfÙkQO;olk;çjkspuknkukfu ç/kkukfuA**^^r=kSrs"kkeiokn'kfÙkQO;olk;çjkspuknkukfu ç/kkukfuA**^^r=kSrs"kkeiokn'kfÙkQO;olk;çjkspuknkukfu ç/kkukfuA**^^r=kSrs"kkeiokn'kfÙkQO;olk;çjkspuknkukfu ç/kkukfuA**^^r=kSrs"kkeiokn'kfÙkQO;olk;çjkspuknkukfu ç/kkukfuA** (n'k-n'k-n'k-n'k-n'k-)

fuoZg.k lfU/k osQ lHkh vÌksa dk mYys[k n'k:iddkj djrs gSa] fdUrq
muosQ xq.kç/kkuHkko dh ppkZ ugha djrsA

vkpk;Z Hkjr us lU/;Ìksa osQ Ng ç;kstu fxuk, gSá
b"VkFkZL; jpuk o`ÙkkUrL;kuqi{k;%Ab"VkFkZL; jpuk o`ÙkkUrL;kuqi{k;%Ab"VkFkZL; jpuk o`ÙkkUrL;kuqi{k;%Ab"VkFkZL; jpuk o`ÙkkUrL;kuqi{k;%Ab"VkFkZL; jpuk o`ÙkkUrL;kuqi{k;%A
jkxçkfIr% ç;ksxL; xqákuka pSo xwgue~AjkxçkfIr% ç;ksxL; xqákuka pSo xwgue~AjkxçkfIr% ç;ksxL; xqákuka pSo xwgue~AjkxçkfIr% ç;ksxL; xqákuka pSo xwgue~AjkxçkfIr% ç;ksxL; xqákuka pSo xwgue~A
vk'p;ZonfHk[;kua çdk';kuka p çdk'kue~AAvk'p;ZonfHk[;kua çdk';kuka p çdk'kue~AAvk'p;ZonfHk[;kua çdk';kuka p çdk'kue~AAvk'p;ZonfHk[;kua çdk';kuka p çdk'kue~AAvk'p;ZonfHk[;kua çdk';kuka p çdk'kue~AA

uk-'kk- 19-51&52 19-51&52 19-51&52 19-51&52 19-51&52
n'k:iddkj Hkh ,sls gh ç;kstu crykrs gSá

b"VkFkZL; jpuk xksI;xqfIr% çdk'kue~Ab"VkFkZL; jpuk xksI;xqfIr% çdk'kue~Ab"VkFkZL; jpuk xksI;xqfIr% çdk'kue~Ab"VkFkZL; jpuk xksI;xqfIr% çdk'kue~Ab"VkFkZL; jpuk xksI;xqfIr% çdk'kue~A
jkx% ç;ksxL;k'p;± o`ÙkkUrL;kuqi{k;%AA n'k- 1-55jkx% ç;ksxL;k'p;± o`ÙkkUrL;kuqi{k;%AA n'k- 1-55jkx% ç;ksxL;k'p;± o`ÙkkUrL;kuqi{k;%AA n'k- 1-55jkx% ç;ksxL;k'p;± o`ÙkkUrL;kuqi{k;%AA n'k- 1-55jkx% ç;ksxL;k'p;± o`ÙkkUrL;kuqi{k;%AA n'k- 1-55

vFkkZr~ dfo (1) tks ckr dguk pkgrk gS] mldk fucU/ku] (2) tks ckr
fNikuk pkgrk gS] mldks çdV u gksus nsuk] (3) çdk'k esa ykus ;ksX; ckr
dks çdkf'kr djuk] (4) vfHku;kRed je.kh;rk] (5) peRdkj&ijk;.krk
vkSj (6) ukVÔk osQ bfro`Ùk dk foLrkjA b"VçkfIr (b"VkFkZL; jpuk) esa
vHkh"V ç;kstu dh jlkLokne;h foLrkj.kk gksrh gSA ;g lHkh lU/;Ìksa dk
ç;kstu gksrk gSA ̂ o`ÙkkUrL;kuqi{k;%* dk vfHkçk; gS dFkk'kjhj dks {kh.k u gksus
nsukA ;g Hkh lHkh lU/;Ìksa dk ç;kstu gSA ^ç;ksxL; jkxçkfIr%* osQ vUrxZr
,sls rÙo yk;s tkrs gSa] ftuls ml dFkka'k dh je.kh;rk f}xqf.kr gksA i;Zqiklu]

ukVÔkç;ksx esa lU/;Ìksa dk vkSfpR; % dqlqe Hkqfj;k
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ueZ] ueZ|qfr vkfn blosQ mnkg.k gSaA xqáxwgu dk mi;ksx iqu#fÙkQ ls cpus osQ
fy, gksrk gS vkSj xksiuh; dFkka'k çdV ugha fd, tkrsA vk'p;ZonfHk[;ku osQ
}kjk fdlh iqjkuh f?klh&fiVh dFkk esa ,slh ckrsa tksM+ nh tkrh gSa fd ml dFkk
esa Jksrk ;k n'kZd dks vk'p;Z dk vuqHko gksrk gSA

lU/;Ìksa esa mÙkQ ç;kstuksa dks fl¼ djus dh vn~Hkqr {kerk gksrh gSA bu
lU/;Ìksa ls ukV~; 'kjhj vkSj mldk ç;ksxfo/kku Hkh çdkf'kr gksrk gSA dqN
mnkgj.k ns[ksá
(1)(1)(1)(1)(1) mi{ksi%´mi{ksi%´mi{ksi%´mi{ksi%´mi{ksi%´eq[k lfU/k dk çFke vÌ gS mi{ksiA blesa dFkkud osQ cht

dk U;kl gksrk gS&^^chtU;kl mi{ksi%** (n'k-n'k-n'k-n'k-n'k-)A vfHkuoxqIr dgrs gSa
fd mi{ksi esa :id osQ ç/kku (vÌh) jl dk laosQr Hkh gksuk pkfg,A

(2)(2)(2)(2)(2) ;qfÙkQ% &;qfÙkQ% &;qfÙkQ% &;qfÙkQ% &;qfÙkQ% & ^^lEç/kkj.keFkkZuka ;qfÙkQfjR;fHk/kh;rs** (n'k-n'k-n'k-n'k-n'k-)A igys osQ
vFkZ ;k dk;Z ij fopkj djuk ;qfÙkQ uked lU/;Ì gSA vfHkuoxqIr osQ
vuqlkj ;qfÙkQ dh ifjHkk"kk esa vFkZ Hkwrdkyhu miyfC/k;kÍ gSaA mUgha dks
crk;k tkrk gS vkSj mu ij fopkj fd;k tkrk gSA bldk ç;kstu gS
çdk';&çdk'kuA jRukoyh osQ çFkekad esa ml LFkku ij ;qfÙkQ uked
lU/;Ì gS] tgkÍ ;kSxU/kjk;.k dgrk gS fd eSaus Hkh lkxfjdk dks nsoh
osQ gkFk esa lkSairs gq, Bhd gh fd;k gSA

(3)(3)(3)(3)(3) mn~Hksn%´mn~Hksn%´mn~Hksn%´mn~Hksn%´mn~Hksn%´^^mn~Hksnks xw<Hksnue~** (n'k-n'k-n'k-n'k-n'k-) jgL; dk çdV gks tkuk
mn~Hksn gSA /ku×t; mn~Hksn esa fdlh vKkr ;k jgL;kRed rF; dk
çdkf'kr gksuk vko';d crkrs gSaA bldk Hkh mÆs'; gS çdk'; dk
çdk'kuA

(4)(4)(4)(4)(4) Hksn%´Hksn%´Hksn%´Hksn%´Hksn%´Hksn dh ifjHkk"kk ukVÔk'kkL=k osQ vkpk;ks± us fHkÁ&fHkÁ çdkj ls
nh gSA Hkjreqfu osQ vuqlkj ^^la?kkrHksnukFkksZ ;% l Hksn bfr lafKr%**
(uk-'kk-uk-'kk-uk-'kk-uk-'kk-uk-'kk- 19-73) vFkkZr~ la?k esa iQwV Mkyuk Hksn gS] rks n'k:iddkj
osQ vuqlkj uk;dkfn dks çksRlkfgr djuk Hksn gS & ^^Hksn% çksRlkguk
erk**A ukVÔkniZ.kdkj bldh dqN fHkÁ gh ifjHkk"kk nsrs gq, dgrs gaS
& ̂ ^Hksnua ik=kfuxZe%** vFkkZr~ çR;sd vad osQ vUr eas ik=kksa dk fuxZeu
gksrk gh gS] vr% ogha ij Hksn gSA

(5)(5)(5)(5)(5) foykl% &foykl% &foykl% &foykl% &foykl% & ^^jR;FkZsgk foykl% L;kr~** (n'k-n'k-n'k-n'k-n'k-)A dkeksiHkksx dh bPNk
foykl gSA foykl vkSRlqD;ijd gksrk gSA bldh ifjHkk"kk esa jfr dk
tks lekos'k gS] vfHkuoxqIr osQ vuqlkj og osQoy ³kàxkjkRed :idksa
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rd gh lhfer jgrk gSA vU;jlç/kku :idksa esa jfr ls vU; jlksa osQ
LFkkf;Hkko´mRlkg] foLe; vkfn xzg.k djuk pkfg,A bu vÌksa ls
LFkkf;Hkkoksa dh vfHkO;fÙkQ gksrh gSA

(6)(6)(6)(6)(6) ifjliZ%´ifjliZ%´ifjliZ%´ifjliZ%´ifjliZ%´^^n`"Vu"VkuqliZ.ke~** (n'kn'kn'kn'kn'k-) cht osQ fn[kkbZ nsdj vn`';
gksus ij mldh [kkst djuk ifjliZ gSA ifjliZ uked lU/;Ì esa uk;d
dh vHkh"VçkfIr osQ miØe dh rhu voLFkk,Í fn[kkbZ iM+rh gSá dk;Zi¼fr
Li"V çdV jgrh gS] fiQj u"V gks tkrh gS vkSj vUr esa dk;Zi¼fr iqu%
liQyrk dh vksj ço£rr gksrh gqbZ fn[kkbZ nsrh gSA blesa ,d osQ ckn
nwljh] rhljh dk;ZfLFkfr osQ fun'kZu ls dfo peRdkj çdV djrk gSA

(7)(7)(7)(7)(7) ueZ|qfr´ueZ|qfr´ueZ|qfr´ueZ|qfr´ueZ|qfr´^^nks"kçPNknukFk± rq gkL;a ueZ|qfr Le`re~A** (uk-'kk-uk-'kk-uk-'kk-uk-'kk-uk-'kk- 19-6)
Hkjr osQ vuqlkj ueZ|qfr gkL; gS] fdUrq blesa fdlh dFkkiq#"k osQ }kjk
vius nks"k dks fNikus dh ckrksa ls gÍlh vkrh gSA foØeksoZ'kh; esa moZ'kh
}kjk fy[ks x, HkwtZi=k dh [kkst tc iq:jok dj jgk gksrk gS] rHkh jkuh
vkS'khujh og i=k mls ykdj ns nsrh gSA vius nks"k dks fNikus osQ fy,
ml le; iq:jok dgrk gŚ ^^nsfo] eSa FkksM+s gh mls [kkst jgk Fkk eSa
rks dksbZ nwljh oLrq gh [kkst jgk FkkA** ;g ifjgkl vius nks"k dks
fNikus osQ fy, fd;k x;k gSA

(8)(8)(8)(8)(8) o.kZlagkj%´o.kZlagkj%´o.kZlagkj%´o.kZlagkj%´o.kZlagkj%´^^pkrqoZ.;ksZixeua o.kZlagkj b";rs** (n'k-n'k-n'k-n'k-n'k-)A lHkh o.kZ
osQ yksxksa dk lekxe o.kZlagkj gSA vfHkuoxqIr osQ vuqlkj pkrqoZ.;Z
gŚ  lHkh ik=kksa dk ,d=k gks tkukA vFkkZr~ og laoknka'k] ftlesa vad
osQ lHkh ik=kksa dh lk{kkr~ mifLFkfr vko';d gksA /kfud osQ vuqlkj
czkã.k] {kf=k;] oS';] 'kwnź bu lHkh dh mifLFkfr o.kZlagkj gSA
egkohjpfjr esa ^^ifj"kfn;e`"kh.kke=k** bR;kfn 'yksd osQ dFkka'k esa
_f"k] {kf=k;] vekR; vkfn dk ,d=k mYys[k gksus osQ dkj.k o.kZlagkj
uked vÌ gSA

(9)(9)(9)(9)(9) fonzo%´fonzo%´fonzo%´fonzo%´fonzo%´^^fonzoks o/kcU/kkfn** (n'k-n'k-n'k-n'k-n'k-) fonzo gS o/k] cU/kkfnA uk-'kk-
osQ vuqlkj ^^u`ikfXulEHkola;qÙkQ% lEHkoks fonzoks er%** (uk-'kk-uk-'kk-uk-'kk-uk-'kk-uk-'kk- 19-
87) vFkkZr~ jktk] vfXu vkfn osQ Hk; ls ;qDr HkxnM+ dks fonzo dgrs
gSaA jRukoyh esa vUr%iqj esa vfXu dh yisVksa dks ns[kdj oklonÙkk cU/
ku esa cÍ/kh gqbZ lkxfjdk dks NqM+kus osQ fy, jktk ls dgrh gS] ;gkÍ ij
fonzo uked vÌ gSA cU/ku ls NwVs gq, okuj dks ns[kdj jktegy esa

ukVÔkç;ksx esa lU/;Ìksa dk vkSfpR; % dqlqe Hkqfj;k
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yksxksa dh HkxnM+ Hkh fonzo gSA
bl çdkj lU/;Ìksa ls ukÔk;dFkk'kjhj çdkf'kr gksrk gS rFkk mlosQ

vuqlkj mldk ç;ksxfo/kku HkhA eq[klfU/k ls çkjEHk gqvk ukVÔkç;ksx fuoZg.k&
lfU/k rd vkrs&vkrs vius vUnj <sj lkjs jl] Hkko vkfn dks Hkj dj n'kZdksa
dks vkuUn ls iw.kZdj nsrk gS vkSj ;gh vkuUn :idksa dk çeq[k /;s; gS
^^vkuUnfu";fUn"kq :iosQ"kqA** (n'k-n'k-n'k-n'k-n'k-) ;fn n'kZdksa dks jlkuqHkwfr] vkuUnkuqHkqfr
gks xbZ] rks le>ks ukVÔkç;ksx lkFkZd gqvkA
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8

gsepUnzkpk;Z osQ NUnks¿uq'kklu osQ vkyksd esa Hkjreqfu
Ñr ukVÔk'kkL=k osQ ikB dh leh{kk

eulq[k osQ- eksfy;k

dfydky loZK osQ fo#n ls çfl¼ gsepUnzkpk;Z us NUnks¿uq'kklu uked
NUn%'kkL=k osQ vkdj xzUFk dh jpuk dh gSA lw=kkRed 'kSyh esa xzfFkr bl xzUFk
esa vius lw=kksa osQ Li‘hdj.k osQ fy, mUgksaus ^NUnNUnNUnNUnNUnÒkÒkÒkÒkÒkwMkef.kwMkef.kwMkef.kwMkef.kwMkef.k* uke ls LoksiKòfÙk
Hkh fy[kh gSA bl òfÙk esa Hkjr] dk';i] lSro] t;nso] Lo;EHkw vkfn vkpk;ks±
osQ erksa dk mYys[k gSA mu esa Hkjr eqfu dk funsZ'k pkSarhl ckj feyrk gS] tks
vU; fdlh Hkh vkpk;Z osQ funsZ'k dh vis{kk lcls vf/kd ckj gSA

ikBlÛkj.k dh lqnh?kZ ijEijk esa ukVÔk'kkL=k dk ewy ikB vfojr ifjo£rr
gksrk jgk gSA ukVÔk'kkL=k osQ miyC/k laLdj.kksa esa osQoy 'kkfCnd ikBHksn gh ugha]
vfirq v/;k;ksa vkSj 'yksdksa dh la[;k esa Hkh cM+k vUrj ik;k tkrk gSA dHkh ,d
gh laLdj.k esa fofo/k ikB ik;k tkrk gSA lkEçr esa ukVÔk'kkL=k dh ,d ek=k
Vhdk ^vfHkuoHkkjrh*^vfHkuoHkkjrh*^vfHkuoHkkjrh*^vfHkuoHkkjrh*^vfHkuoHkkjrh* miyC/k gksrh gSA bl Vhdk esa LohÑr ikB ukVÔk'kkL=k
osQ xk;dokM+ vkSj dkO;ekyk osQ laLdj.kksa esa ik;k tkrk gSA dk'kh laLÑr
lhjht+ vkSj ?kks"k osQ laLdj.kksa esa vfHkuoHkkjrh ls fHkUu ikB dk vuqlj.k dbZ
LFkkuksa ij ns[kk tkrk gSA ukVÔk'kkL=k osQ ikB dh ;g fLFkfr ml osQ leh{kkRed
ikB osQ fu/kkZj.k esa vojks/kd curh gSA gsepUnzkpk;Z us ukVÔk'kkL=k esa ls
fofo/k erksa ;k m¼j.kksa dks vius dkO;kuq'kklu vkSj NUnks¿uq'kklu esa vusd ckj
çLrqr fd;k gSA vr% ukVÔk'kkL=k osQ ikB dh leh{kk esa gsepUnzkpk;Z osQ Hkjreqfu
fo"k;d funsZ'kksa dk egÙo gSA bl vH;kl&ys[k esa gsepUnzkpk;Z osQ NUnks¿uq'kklu
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osQ vkyksd esa ukVÔk'kkL=k osQ ikB dh leh{kk dk ç;kl fd;k x;k gSA
ukVÔk'kkL=k osQ v/;k; 15 vkSj 32 esa fofo/k NUnksa dk fu:i.k gSA ukVÔk'kkL=k

osQ bu nksuksa v/;k;ksa osQ ikB esa cgqr oSfo/; gSA v/;k; 15 esa NUnksa osQ
y{k.kfunsZ'k osQ i| vuq‘qi~ NUn esa fuc¼ gSa vkSj muesa v‘ x.kksa dk ç;ksx ugha
gSA fdUrq dqN NUnksa osQ y{k.k osQ i|ksa esa f}fo/k ikB feyrs gSaA bl nwljs ikB
esa NUn osQ y{k.k funsZ'k osQ i| NUn osQ Lo:i esa fuc¼ gS vkSj muesa v‘ x.kksa
dk ç;ksx feyrk gSA v/;k; 15 esa NUn osQ mnkgj.k osQ i|ksa esa NUn dk uke
lekfo‘ djus dh çòfÙk ns[kh tkrh gS] ysfdu v/;k; 32 esa mnkgj.k osQ i|
çkÑr esa gSa vkSj mu esa NUn osQ uke dk ç;ksx ugha gqvk gSA bl çdkj ukVÔk'kkL=k
osQ ikB esa fofo/k çdkj osQ Lrj ik;s tkrs gSaA

gsepUnzkpk;Z }kjk fu£n‘ Hkjreqfu osQ er osQ vkyksd esa ukVÔk'kkL=k osQ ikB
dh fopkj.kk djrs le; fuEu çdkj ls N% çdkj dh fLFkfr ns[kus dks feyrh
gŚ
1- l=kg NUnksa osQ ckjs esa gsepUnzkpk;Z }kjk fu£n‘ Hkjreqfu osQ erkuqlkjh

NUn&uke ukVÔk'kkL=k osQ lHkh laLdj.kksa esa fdlh Hkh çdkj osQ erHksn
osQ fcuk ;FkkrFk miyC/k gksrs gSaA (nsf[k;s ifjf'k‘% Øe 1 ls 19)

2- gsepUnzkpk;Z }kjk fu£n‘ rhu ukeksa osQ fo"k; esa ukVÔk'kkL=k esa vR;Yi
ifjorZu ns[kk tkrk gSA fdUrq bu ukeksa esa ifjorZu dk dkj.k ukVÔk'kkL=k
ugha fdUrq LoksiKòfÙk osQ ikBnks"k ;k eqnz.knks"k gSa] ,slk Li‘ vuqekfur
gksrk gSA (nsf[k;s ifjf'k‘ % 18 ls 20)

2-1- ^;* x.k&eki ls ;qDr rhu v{kj osQ NUn dks gsepUnz ^osQ'kk* uke ls
fu:fir djrs gSa vkSj mldh òfÙk esa fy[krs gSa] ^^Hkjr osQ vuqlkj ;g
/kw% NUn gSA**1 ukVÔk'kkL=k esa bl NUn dks /k̀fr dgk x;k gSA2  (dkO;ekyk
laLdj.k esa viikB ls òfÙk 'kCn dk ç;ksx gqvk gS)A ;gkÍ gsepUnz dh
òfÙk esa ^/kwfjfr* osQ LFkku ij ^/k̀frfjfr* ikB gksuk pkfg,A

2-2- ^uue* x.k&eki ls ;qDr ukS v{kj osQ ^Hkqtxf'k'kqlqrk* NUn dh òfÙk esa
gsepUnz fy[krs gSa] ^^Hkjr osQ erkuqlkj ;gq e/kqdfjdk NUn gSA**3

ukVÔk'kkL=k osQ lHkh laLdj.kksa esa bl NUn dks e/kqdjh dgk x;k gSA4  ;gkÍ
Hkh gsepUnzkpk;Z dh òfÙk esa ikBifjorZu fn[krk gSA ukVÔk'kkL=k esa e/kqdjh
vkSj e/kqdfjdk nksukas NUn fHkUu fHkUu gSaA ^uue* x.k&eki dk bl NUn
dk uke e/kqdjh gS vkSj ̂ rux* x.k&eki osQ lkr v{kj osQ NUn dk uke
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e/kqdfjdk gSA5

2-3- ^u;* x.k&eki ls ;qDr N% v{kj osQ ^'kf'konuk* NUn dh òfÙk esa
gsepUnz fy[krs gSa] ^^Hkjr osQ erkuqlkj ;g edj'kh"kkZ NUn gSA**6

ukVÔk'kkL=k osQ lHkh laLdj.kksa esa bls edjd'kh"kkZ dgk x;k gSA7  ;gkÍ
NUnks¿uq'kklu dh òfÙk esa eqnz.k nks"k ls ^d* o.kZ NwV x;k gks ,slh
lEHkkouk gSA

3- gsepUnz osQ }kjk m¼̀r nks ukeksa dh ukVÔk'kkL=k osQ dqN laLdj.kksa esa ewy
:i esa gh çkfIr gksrh gS rks dqN laLdj.kksa esa ¯yxHksn ;k ßLo&nh?kZ osQ
Hksn ls ¯dfpr~ Hksn ns[kk tkrk gSA (nsf[k;s ifjf'k‘% Øe 21 ls 22)A

3-1- ^jyx* x.k&eki ls ;qDr ikÍp v{kjksa osQ ^fonX/kd* NUn dh òfÙk esa os
fy[krs gSa] ^^Hkjr osQ erkuqlkj ;gq ckxqjk NUn gSA**8  ukVÔk'kkL=k esa bl
NUn dks ckxqjk ;k okxq: dgk x;k gSA9  ?kks"k osQ laLdj.k esa okxq# 'kCn
osQ ^ok* dks fodYi osQ vFkZ esa vyx dj fn;k x;k gS vkSj NUn dk
uke osQoy ^xq#* gh jg x;k gSA10

3-2- ^uHkHkj* x.k&eki ls ;qDr ^nzqrfoyfEcr* NUn osQ mij fy[kh gqbZ òfÙk
esa os fy[krs gSa] ^^Hkjr osQ vuqlkj ;g gfj.kIyqr gSA**11  ukVÔk'kkL=k osQ
xk;dokM+] dk-la-lh- vkSj ?kks"k osQ laLdj.kksa esa bl NUn osQ mnkgj.k osQ
i|ksa esa gfj.kIyqr 'kCn dk ç;ksx gqvk gS] fdUrq y{k.k osQ funsZ'kd i|ksa
esa gfj.kIyqrk uke gSA dkO;kekyk osQ laLdj.k esa mnkgj.k osQ i| esa
gfj.khIyqr vkSj y{k.k osQ i| esa gfj.khIyqrk 'kCn feyrs gSaA

4- gsepUnzkpk;Z osQ }kjk m¼̀r Hkjr osQ erkuqlkjh rhu ukeksa osQ ckj esa
ukVÔk'kkL=k osQ ikB dh fLFkfr ,slh gS fd ukV~;'kkL=k osQ fdlh Hkh
laLdj.k esa ;s uke ewy:i esa ugha feyrs gSa] fdUrq muosQ :ikUrfjr uke
feyrs gSaA (nsf[k;s ifjf'k‘ % Øe 23 ls 25)

4-1- ^Hkxx* x.k&eki ls ;qDr ^iaÄ~fÙkQ* NUn dh òfÙk esa gsepUnz fy[krs gSa]
^^Hkjr osQ vuqlkj ;g dqUryrUoh gSA**12  ukVÔk'kkL=k osQ xk;dokM+] dk-
la-lh- vkSj ?kks"k osQ laLdj.k esa bl NUn dk uke HkwryrUoh çkIr gksrk
gSA13  dkO;ekyk laLdj.k esa bls HkwryekU;k dgk x;k gSA14  vfHkuoHkkjrh
esa mldk laf{kIr uke ^rUoh* ç;qDr gqvk gSA ;gkÍ gsepUnzkpk;Z dk bl
funsZ'k ukVÔk'kkL=k osQ ewy ikB dh fopkj.kk esa vR;Ur mi;ksxh gS] D;ksafd
vU;=k dgha Hkh bl ^dqUryrUoh* uke lqjf{kr ugha jgk gSA

gsepUnzkpk;Z ds NUnks¿uq'kklu ds vkyksd esa Hkjreqfu - - - % eulq[k ds- eksfy;k
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4-2- ^Hkjuuux* x.keki osQ ̂ _f"kxtfoyflr* NUn dh LoksiKòfÙk esa gsepUnz
fy[krs gSa] ^^Hkjr osQ vuqlkj ;g eÙkxtfoyflr gSA**15  ukVÔk'kkL=k osQ
miyC/k laLdj.kksa esa bl eÙkxtfoyflr uke çkIr ugha gksrk gS] fdUrq
mlosQ LFkku ij _"kHkxtfoyflr] bHkyfyr vkSj xtfoyflr ;s rhu
uke feyrs gSaA16  ;fn gsepUnzkpk;Z osQ le{k jgh gqbZ ukVÔk'kkL=k dh
gLrfyfi esa _"kHkxtfoyflr uke gksrk rks mUgsa Hkjr osQ fHkUu er osQ
funsZ"k dh dksbZ vko';drk gh u jgrhA

4-3- ^Hkelx* x.k&eki ls ;qDr ̂ #Deorh* NUn dh LoksiKòfÙk esa os fy[krs
gSa] ^^Hkjr osQ erkuqlkj ;g iq"ilèf¼ NUn gSA**17 ukVÔk'kkL=k osQ
dkO;ekyk] dk-la-lh- vkSj ?kks"k osQ laLdj.kksa esa bldk iq"ilè¼k uke
feyrk gSA18  dkO;ekyk esa mlosQ iqu£u:i.k osQ çlax esa o`Ùkle`¼k ikB
gS vkSj xk;dokM+ laLdj.k esa ikBnks"k ls òÙkleqRFkk 'kCn feyrk gSA19

5- gsepUnzkpk;Z }kjk fu£n‘ Hkjreqfu osQ }kjk lEer vkB ukeksa osQ çlax esa
m¼̀r uke ;k rks ewy:i esa ;k :ikUrj ls feyrk gS vkSj okpuk Hksn ls
dksbZ vU; uke Hkh ik;k tkrk gSA ;g okpuk Hksn fHkUu fHkUu laLdj.kksa
esa ns[kk tkrk gS] rks dHkh ,d gh laLdj.k esa f}fo/k ikB ls feyrk gSA
vfHkuoxqIrkpk;Z Hkh bl f}fo/k ikB ls ifjfpr FksA gsepUnzkpk;Z ftl
uke dk leFkZu djrs gSa] vfHkuoxqIr mlls fHkUu uke dk leFkZu djrs
gSá ,slh fLFkfr Hkh ns[kh tkrh gSA (nsf[k;s ifjf'k‘ % Øe 26 ls 33)

5-1- rhu v{kjksa ls ;qDr ; x.k okys ^èxh* NUn dh òfÙk esa gsepUnz fy[krs
gSa] ^^Hkjr osQ erkuqlkj ;g rfMr~ NUn gSA**20   dk- la- lh- vkSj ?kks"k
laLdj.kksa esa bls rfV dgk x;k gSA21  gsepUnzkpk;Z osQ funsZ'k vuqlkj ;gkÍ
rfV osQ LFkku ij rfMr~ ikB ewy esa ;FkkFkZ gSA xk;dokM+ vkSj dkO;ekyk
laLdj.kksa esa bldk fo|qr~ uke çkIr gqvk gSA22  vfHkuoHkkjrh esa Hkh fo|qr~
'kCn miyC/k gSA rfMr~ vkSj fo|qr~ i;kZ;okph 'kCn gSaA bl rjg bl NUn
osQ y{k.k osQ fu:i.k es ukV~;'kkL=k esa nks fHkUu ikB çkIr gksrs gSA muesa
ls vfHkuoHkkjrh esa ,d ikB dk rks NUnks¿uq'kklu esa nwljs ikB dk
vuqlj.k gSA

5-2- jx x.k&eki ls ;qDr ̂ lèf¼* NUn dh òfÙk esa gsepUnz fy[krs gSa] ̂ ^Hkjr
osQ erkuqlkj ;g iq.; NUn gSA**23  NUnks¿uq'kklu osQ fo}ku~ laiknd g-
nk- osy.kdj dh ikn fVIi.kh osQ vuqlkj ̂ iq.;* 'kCn osQ LFkku ij ̂ iq"i*
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ikBkUrj Hkh feyrk gSA24  NUnks¿uq'kklu dh ikn fVIi.kh esa eqfnzr ;g
^iq"i* ikB gh vf/kd lehphu gS] D;ksafd ukVÔk'kkL=k osQ dk-la-lh-
laLdj.k esa bls iq"i uke ls yf{kr fd;k x;k gSA25  ukVÔk'kkL=k osQ vU;
laLdj.kksa esa bls çfr"Bk dgk x;k gSA26  vfHkuoHkkjrh esa Hkh çfr"Bk uke
feyrk gSA NUn%'kkL=k esa pkj v{kjksa okys çR;sd òÙk dks çfr"Bk dgk
tkrk gSA

5-3- el x.k&eki vkSj N% v{kjksa ls ;qDr NUn dks gsepUnz ̂ eqdqy* dgrs gSa
vkSj Hkjr dk er m¼̀r djrs gq, fy[krs gSa] ̂ ^Hkjr osQ vuqlkj ;g ohFkh
NUn gSA**27 xk;dokM+ laLdj.k esa bls ohph vkSj ?kks"k laLdj.k esa ohfFk
dgk x;k gSA dkO;ekyk vkSj dk'kh laLÑr lhfjt+ esa oh;Z 'kCn çkIr
gSA28  bl rjg fofo/k ikBkUrj gq, gSaA vfHkuoHkkjrh esa ohfFkdk 'kCn dk
Lohdkj fd;k x;k gSA blh NUn dk iqu£u:i.k çkIr gksrk gSA ogkÍ mls
iÄ~fÙkQ uke ls yf{kr fd;k x;k gSA29

5-4- jtx x.k&eki ls ;qDr lkr v{kjksa okys ^mf".kg~* NUn dh òfÙk esa
gsepUnz fy[krs gSa] ̂ ^Hkjr osQ erkuqlkj ;g f'k[kk NUn gSA**30  ukVÔk'kkL=k
osQ mi;qZDr pkjksa laLdj.kksa esa bls dkfeuh NUn dgk x;k gSA31  ,d ek=k
xk;dokM+ laLdj.k esa mls dkfeuh mijkUr f'k[kk uke ls Hkh vkysf[kr
fd;k x;k gSA32  vfHkuoHkkjrh esa Hkh f'k[kk uke fn;k x;k gSA
bl NUn osQ lEcU/k esa fo'ks"k /;krO; ;g gS fd mlosQ y{k.k osQ nks
fHkUu ikB feyrs gSa vkSj gsepUnz rFkk vfHkuoxqIr nksukas ,d gh ikB dk
leFkZu djrs gSaA lkekU; :i esa ;s nksuksa vkpk;ks± osQ xzUFkksa esa fHkUu fHkUu
ikB dk vuqlj.k fn[kkbZ nsrk gS ysfdu bl f'k[kk NUn osQ fo"k; esa nksuksa
us leku er dks LohÑfr nh gSaA

5-5- uux x.k&eki ls ;qDr ^gfjfoyflr* NUn dh òfÙk esa gsepUnzkpk;Z
fy[krs gSa] ^^vU; osQ erkuqlkj ;g piyk gS vkSj Hkjr osQ vuqlkj ;g
nzqrxfr gSA**33  ukVÔk'kkL=k osQ mi;qZDr pkjksa laLdj.kksa esa ,d gh
y{k.k'yksd esa bldks nzqrxfr vkSj piyk dgk x;k gSA34  gsepUnz osQ
funsZ'kkuqlkj Hkjr bls nzqrxfr ekurs gSa vkSj vU; vkpk;ks± us bldks piyk
ekuk gS] fdUrq ;s nksuksa uke ,d gh dkfjdk esa miyC/k gSa vkSj lHkh
laLdj.kksa esa ,der ls LohÑr gSaA ;gkÍ vuqeku dj ldrs gSa fd gsepUnz
osQ le{k ukVÔk'kkL=k dh ,slh dkfjdk jgh gksxh ftlesa bl NUn osQ fy,

gsepUnzkpk;Z ds NUnks¿uq'kklu ds vkyksd esa Hkjreqfu - - - % eulq[k ds- eksfy;k
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osQoy nzqrxfr 'kCn dk ç;ksx gqvk gksA vU;Fkk os bls piyk NUn ls
igpkuus okys vU; vkpk;ks± osQ er dk funsZ'k ugha djrsA vfHkuoHkkjrh
esa Hkh nqzrxfr uke çkIr gksrs gSaA

5-6- eu;x x.k&eki ls ;qDr ^i.ko* NUn dh òfÙk esa os fy[krs gSa] ^^Hkjr
osQ erkuqlkj ;g dqoy;ekyk gSA**35 ukVÔk'kkL=k esa bl NUn dk y{k.k
nks fHkUu 'yksdksa esa fHkUu çdkj ls feyrk gSA vuq‘qi~ esa fuc¼ dkfjdk
esa bls mRiyekfydk (xk;dokM+ laLdj.k) ;k mRiyekfyuh (dkO;ekyk]
dk-la-lh vkSj ?kks”k laLdj.k) dgk x;k gSA36  fdUrq pkjks laLdj.kksa esa
mnkgj.k osQ i| esa dqoy;ekyk 'kCn dk ç;ksx gqvk gSA37  xk;dokM+
laLdj.k esa çkIr nwljs çdkj osQ ikB esa miyC/k y{k.k'yksd esa
dqoy;ekyk uke Hkh çkIr gSA38 bl NUn osQ lEcU/k esa ukVÔk'kkL=k dk
ikB fo'ks"k:i ls fopkj.kh; gSA bl NUn dk x.k&eki eu;x gSA n'k
v{kjksa osQ bl y?kq&xq# o.kZLo:i mRiyekfydk ;k mRiyekfyuh 'kCn
dk y?kqq&xq# o.kZLo:i laxr ugha gks ldrk gSA blfy, NUn osQ mnkgj.k
osQ i| esa bl 'kCn dks lekfo‘ djuk vlEHko gSA blfy, mnkgj.k esa
i;kZ; 'kCn dqoy;ekyk j[kk x;k gSA vuq‘qi~ esa fuc¼ dkfjdk esa
mRiyekfyuh uke dk ç;ksx bl ckr dk lk{; :i gS fd tc NUn osQ
uke dks mlosQ mnkgj.k osQ i| esa lekfo‘ djus dh fopkj.kk dh xbZ
gksxh] ml ls iwoZorhZ dky dk og çfrfuf/kRo djrh gSA bl rjg NUn
osQ y{k.k dk funsZ'k djrh gqbZ vuq‘qi~ dkfjdk;sa iwoZorhZ gSa vkSj NUn osQ
vius gh Lo:ikuqlkj fuc¼ dkfjdk;sa ijorhZ gSaA mnkgj.k osQ i| Hkh
ijorhZ fl¼ gksrs gSaA bl çdkj ukVÔk'kkL=k osQ vUrjax çek.k ls gh mlosQ
ikBfu.kZ; vkSj dr̀ZRo osQ fo"k; esa leL;k,Í [kM+h gksrh gSaA

5-7- u;uyx x.k&eki ls ;qDr ^deynyk{kh* NUn dh òfÙk esa gsepUnz
fy[krs gSa] ^^Hkjr osQ erkuqlkj ;g #fpjeq[kh gSA**39  ukVÔk'kkL=k osQ 32
osa v/;k; esa bl NUn dk nks ckj fu:i.k gqvk gS çFke fu:i.k osQ le;
,d gh dkfjdk esa mls #fpjeq[kh vkSj deynyk{kh dgk x;k gSA40  dk-
la-lh- esa deynyk{kh osQ LFkku ij deyyrk{kh uke feyrk gSA41

iqu£u:i.k osQ le; xk;dokM+ vkSj dkO;ekyk laLdj.kksa esa mls
eq[kpiyk vkSj dk- la- lh- rFkk ?kks"k laLdj.kksa esa vfrpiyk dgk x;k
gSA42  vfHkuoHkkjrh esa laf{kIr uke deyk{kh feyrk gSA
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5-8- ltltx x.k&eki ls ;qDr ^ufUnuh* NUn dh òfÙk esa gsepUnz fy[krs
gSa] ^^Hkjr osQ vuqlkj ;g euksorh gSA**43  xk;dokM+ laLdj.k esa bl
euksorh NUn osQ y{k.k'yksd dh çkfIr gksrh gS] ij mls çf{kIrk'ka osQ
:i esa dks"Bd esa j[kk x;k gSA44  dkO;ekyk laLdj.k esa bls xzUFk osQ
ewy ikB osQ :i esa eqfnzr fd;k x;k gS] ysfdu mldk ikB cgqr v'kq¼
gS vkSj ^lk euksorh* osQ LFkku ij ^lekukoHkkHkk* Nkik x;k gSA45  dk-
la-lh- vkSj ?kks"k laLdj.kksa esa bls foyfEcrk uke fn;k x;k gSA46

lkekU;r% ,slk çrhr gksrk gS fd tc tc xk;dokM+ vkSj dkO;ekyk
laLdj.kksa ls dk-la-lh- vkSj ?kks"k osQ laLdj.kksa dk ikB fHkUu gS] ogkÍ
gsepUnz }kjk m¼̀r uke dh çkfIr dk-la-lh- vkSj ?kks"k osQ laLdj.kksa esa
gksrh gSA bl euksorh NUn osQ ckjs esa fLFkfr fcydqy foijhr gSA gsepUnz
}kjk fu£n‘ bl uke dk leFkZu xk;dokM+ vkSj dkO;ekyk laLdj.kksa esa
feyrk gS rFkk dk-la-lh- vkSj ?kks"k laLdj.kksa esa fHkUu okpuk ls foyfEcrk
uke feyrk gSA

6- gsepUnz fu£n‘ Hkjr osQ erkuqlkjh ,d NUn dk y{k.k ukV~;'kkL=k osQ
fdlh Hkh laLdj.k esa miyC/k ugha gSA (nsf[k;s ifjf'k‘ % Øe 34)

6-1- Hkx x.keki ls ;qDr lqeq[kh NUn dh òfÙk esa gsepUnz fy[krs gSa] ^^Hkjr
osQ erkuqlkj ;g yfyrk NUn gSA**47  Hkx x.k&eki okyk ;g yfyrk
NUn ukVÔk'kkL=k osQ fdlh Hkh laLdj.k esa miyC/k ugha gSA dk-la-lh-
laLdj.k esa bl x.k&eki dks lqçfr"Bk dgk x;k gSA48  bl lqçfr"Bk NUn
dk y{k.k Hkh lafnX/k voLFkk esa gS] D;ksafd og LorU=k y{k.k'yksd esa
ugha gS fdUrq çfr"Bk NUn osQ lkFk ,d gh dkfjdk esa gSA
vfHkuoHkkjrh esa Hkh bl NUn dk mYys[k ugha gSA mi;qZDr rhuksa laLdj.kksa
esa mldk mnkgj.k Hkh ugha gSA mijkUr] lqçfr"Bk uke ikÍp v{kjksa osQ òÙkksa
osQ fy, ç;qDr gksrk gSA ;gkÍ pkj v{kj osQ bl x.k&eki osQ fy,
lqçfr"Bk uke vR;Ur fofp=k lk yxrk gSA gsepUnzkpk;Z osQ funsZ'kkuqlkj
bldk uke yfyrk gksxkA lEHko gS fd dky dh xrZ esa bl NUn osQ
y{k.k vkSj mnkgj.k dk ewy ikB yqIr gks x;k gksA
gsepUnz osQ NUnks¿uq'kklu osQ vkyksd esa Hkjreqfu osQ ukV~;'kkL=k osQ ikB
dh leh{kk djrs gq, ge dqN fu"d"kZ fudky ldrs gSaA tSls&

1- gsepUnz }kjk fu£n‘ Hkjr osQ erkuqlkjh NUnksa osQ dqN uke ukV~;'kkL=k
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osQ lHkh laLdj.kksa esa fu£ojks/k feyrs gSaA
2- dqN NUnksa osQ ukeksa esa ¯yxHksn ;k ßLo&nh?kZ Loj osQ Hksn ls ekewyh lk

ifjorZu gqvk gSA
3- fu£n‘ dqN ukeksa osQ ewy uke osQ mijkUr vU; uke Hkh çkIr gksrs gSaA

nwljk uke dHkh okpuk Hksn ls feyrk gS rks dHkh ,d gh dkfjdk esa Hkh
nks ;k vf/kd uke çkIr gksrs gSaaA gsepUnz ftl uke dks vU; vkpk;Z osQ
erkuqlkj Li‘r% funsZ'k djrs gSa] og uke Hkh dHkh ukVÔk'kkL=k osQ ikB
esa miyC/k gksrk gSA

4- gsepUnz fu£n‘ erksa dk leFkZu ukVÔk'kkL=k osQ fdlh ,d gh laLdj.k
ik;k tkrk gS&,slk dgus dh fLFkfr ugha gSA muosQ er dk leFkZu
cgq/kk dk-la-lh- vkSj ?kks"k laLdj.kksa esa feyrk gS] ysfdu ,d&nks m¼j.kksa
osQ çlax esa fHkUu fLFkfr Hkh ns[kh tkrh gS vkSj xk;dokM+ vkSj dkO;ekyk
laLdj.kksa esa Hkh mudk leFkZu çkIr gksrk gSA

5- ukVÔk'kkL=k osQ ikB esa iq"dy ifjorZu vkSj ifjo/kZu gksrs jgs gSaA blfy,
blosQ lehf{kr ikB osQ lEiknu dh çfØ;k vR;Ur dfBu gSA vusd
va'k osQ fcydqy yqIr gksus dh Hkh lEHkkouk gSA ,sls yqIrka'kks dh
iqu%LFkkiuk vkSj v'kqf¼xzLr ikBÔkka'kks osQ 'kq¼ ikB dh çkfIr esa
gsepUnzkpk;Z dk NUnks¿uq'kklu cgqewY; lgk;d gks ldrk gSA

iknfVIi.khiknfVIi.khiknfVIi.khiknfVIi.khiknfVIi.kh

1- /kwfjfr Hkjr%A NUnks¿uq'kklue~] 2-12-1
2- vkfny?kquk /k̀fr% LFkkux.ksu ;ksT;k fg ek=ks.kAA uk-'kk- (xk;dokM+)] 32-

49 y?kq% L;kRinknkS f=kosQ ;k /k̀fr% lkAA mi;qZDr] 32-51
3- e/kqdfjosQfr Hkjr%A NUnks¿uq'kklue~] 2-11-1
4- uok{kjÑrs ikns =khf.k L;quSZ/kukfu pA

xq:f.k ;L;k% lk ukEuk Ks;k e/kqdjh ;FkkAA uk-'kk- (xk;d-)] 15-28
"kfMg ;fn y?kwfu L;q£u/kuxredkj'psr~A
cq/ktuc̀grh laLFkk Hkofr e/kqdjh ukEukAA uk-'kk- (mi;qZDr)] 15-23

5- vknkS ;fn xq#.kh vUR;a fu/kuxre~A
Ks;k e/kqdfjdk mf".káfHkdfFkrkAA uk-'kk- (mi;qZDr)] 32-112
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6- edj'kh"ksZfr Hkjr%AA NUnks¿uq'kklue~] 2-39-1
7- y?kqx.k vknkS Hkofr prq"dksA

xq#;qxeUrs edjd'kh"kkZAA uk-'kk- (mi;qZDr)] 15-4
xq#;qxeUrs ;fn ijeL;k%A
bg dfFkrk lk edjd'kh"kkZAA uk-'kk- (mi;qZDr)] 32-82

8- okxqjsfr Hkjr%AA NUnks¿uq'kklue~] 2-24-1
9- çFkea p r̀rh;a p RoUra pSo ;nk xq#A

ǹ';rs çfrikna rq lk Ks;k okxqjk ;FkkAA uk-'kk- (mi;qZDr)] 32-71]
dk-ek-] 32-73
vk|e/;xkS lkUrxkS rFkkA ;=k oS xq#% lk rq okxq#%AA dk-la-lh- 32-6

10 - vk|e/;xkS lkUrxkS rFkkA ;=k oS xq#% lk rq ok xq#%AA uk- 'kk- (?kks"k) 32-70
11- gfj.kIyqrfefr Hkjr%AA NUnks¿uq'kklue~] 2-163-1
12- dqUryrUohfr Hkjr%AA NUnks¿uq'kklue~] 2-25-1
13- vk|ijs }s ;=k rq ßLosA lk [kyq ukEuk HkwryrUohAA uk- 'kk- (xk;dokM+)]

32-69
14- vk|ijs }s ;=k rq ßLosA lk [kyq ukEuk HkwryrUohAA uk- 'kk- (xk;dokM+)]

32-69
15- eÙkxtfoyflrfefr Hkjr%AA NUnks¿uq'kklue~] 2-271-1
16- vk|a prqFk± "k"Ba p uS/kua p ;nk xq#A

"kksM'kk{kjosQ ikns ;=ksHkyfyra rq ;r~AA uk- 'kk- (xk;dokM+)] 15-95
HkzkS ;fn uk'p fuR;feg fojfprpj.kkA
x'p rFkk p oS Hkofr fu/kueqixr%A
L;knfi pkf‘eso ;fn lrreuqxra
rR[kyq òÙkexzò"kHkxtfoyflre~AA uk- 'kk- (xk;dokM+)] 32-96
vk|a "k"Ba prqFk± p uS/kua p xq#.;FkA
"kksM'kk{kjs ikns xta foyflra rq rr~AA uk- 'kk- (dk-la-lh-) 16-72

17- iq"ilèf¼fjfr Hkjr%AA NUnks¿uq'kklue~] 2-113-1
18- vk|prqFksZ uS/kuda p iÛke"k"Bs ;=k p nh?ksZA

iq"ilè¼k ladfFkrk lk iËfrjFkS"kk xhrdcU/ksAA dk-la-lh- 32-22
19- xk;dokM+ laLdj.k] 32-201
20- rfMfnfr Hkjr%AA NUnks¿uq'kklue~] 2-113-1
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21- ;Rina e/;r% L;kr~ y?kq% lk rfV%AA dk-la-lh- 32-50] ?kks"k 32-51
22- e/;y?kqukFk fo|qRikns ikns lea foHkDrsuAA xk;dokM+] 34-49

e/;y?kqukFk fo|qRikns ikns lea foHkDrsuAA xk;dokM+] 34-50
23- iq.;fefr Hkjr%AA NUnks¿uq'kklue~] 2-15-1
24- NUnks¿uq'kklue~] ì- 13] iknfVIi.kh 4
25- prq.kk± p ;nk ;L; f}rh;a ßLoeso pA

çfr"Bk;ka xra òÙka iq"ia L;kÙkf¼ uker%AA dk-la-lh- 32-79
26- f}rh;a y?kq loZ=k prq.kk± ;=k ǹ';rs
27- ohFkhfr Hkjr%AA NUnks¿uq'kklue~] 2-42-1
28- ;L;k% L;q'pj.ks =kh.;knkS fu/kue~A

nh?kkZ.khg rq lk ohph uke (Ñrk)AA xk;dokM+] 32-89
;=k L;q'p pj.ks =kh.;knkS fu/kusA
nh?kkZ.;so rq lk ohfFkukZe ;FkkA ?kks"k%] 32-8

dkO;ekyk esa xk;dokM+ vuqlkj vkSj dk-la-lh- esa ?kks"k laLdj.k osQ
vuqlkj ikB gSA

29- =kh.;knkS rq ;fn pkUR;a pkfi xq#A
ukEuk oS dfFkrk iËfr% lk rq ;FkkA dkO;ekyk] 32-98

30- f'k[ksfr Hkjr%AA NUnks¿uq'kklue~] 2-53-1
31- xq#.kk y?kquk pSo lea uhrk rq ;k /kzqokA

NUnL;qf".kfg òÙkKS£oKs;k dkfeuh ;FkkAA xk;dokM+] 32-105
32- vk|eUriÛkes L;kr~ r̀rh;eso pA

iknrks xq:f.k oS ;L;k% lk f'k[kk rq okA xk;dokM+] 32-106
33- piysR;UrsA nzqrxfrfjfr Hkjr%AA NUnks¿uq'kklue~] 2-62-1
34- xq#fu/kuxra ;fn Hkofr lnkA
35- dqoy;ekysfr Hkjr%AA NUnks¿uq'kklue~] 2-110-1
36- n'kk{kjÑrs ikns =kh.;knkS =khf.k uS/kusA

;L;k xq:f.k lk Ks;k ifÄ~Dr#RiyekfydkAA xk;dokM+] 15-31
37- v¯LeLrs f'kjfl rnk dkUrs oSMw;ZLiQfVdlqo.kkZ<~;sA

'kksHkka Loka u ogfr rka c̀¼k lqf'y‘k dqoy;ekys;e~AA mi;qZDr] 15-33
38- =kh.;knkS ;fn fg xq:f.k L;q% pRokjks ;fn y?koks e/;sA

iÄ~DrkoUrxredkj% L;kn~ foKs;k dqoy;ekyk[;kAA mi;qZDr] 15-32
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39- #fpjeq[khfr Hkjr%AA NUnks¿uq'kklue~] 2-150-1
40- ;fn [kyq e/;s RoFk xq#.kh iqujfi pkUR;a xq#pj.ksA

Hkofr fg fuR;a #fpjeq[kh deynyk{khfr fg dfFkrkAA xk;d- 32-205
41- deyyrk{khR;fHkdfFkrkAA dk-la-lh- 32-225
42- ;fn [kyq "k"Ba xq#;qxya fu/kuxra pkI;Fk xq#de~A

Hkofr fg lSoa pj.kfo/kkS eq[kpiyk f=k‘qfHk jfprkAA xk;d- 32-211
eq[kpiys áfrpiykAA dkO;ekyk] 32-217
deyfuekL;s áfrpiykAA dk-la-lh- 32-225] ?kks"k] 32-245

43- euksorhfr Hkjr%AA NUnks¿uq'kklue~] 2-210-1
44- pfn iÛkea fg lr̀rh;uS/kua uoea f}rh;efi rL; rkǹ'ke~A

pj.ks xq#f.k ;fn lkfg iw£odk txrh cq/kS£uxfnrk euksorhAA xk;d-] 32-
151

45- ;fn iÛkea fg lr̀rh;uS/kua uoea r̀rh;a rkǹ'ka oj.ke~A
Hkofr fg xq#f.k ;=k oS txrh inSHkZofr lekuk;ekukAA dkO;ekyk] 32-
15

46- ;fn iÛkea fg lr̀rh;uS/kua uoea f}rh;efi rL; rkǹ'ke~A
pj.ks xq#f.k ;fn Lofriw£odk txrh cq/kS£uxfnrk foyfEcrkAA dk-la-lh-

47- yfyrsfr Hkjr%AA NUnks¿uq'kklue~] 2-16-1
48- f}rh;su y?kq loZ=k prq.kk± ;=k ǹ';rsA

lk çfr"Bk cq/kSKsZ;k lqçfr"Bk };su rqAA xk;dokM+] 32-56] dkO;ekyk]
32-58] dk-la-lh- 32-55

lUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwph

1- NUnks¿uq'kklue~] gsepUnzkpk;Z] laiknd% çk-,p-Mh- osy.kdj]flU/kh tSu
xzUFkekyk Øekad&41] Hkkjrh; fo|k Hkou] eqEcbZ] çFkekòfÙk] bZ-l
1961A

2- ukVÔk'kkL=ke~ (Hkkx&2) (vfHkuoHkkjrh lfgr)] Hkjreqfu] laiknd%
jkeÑ".k dfo] xk;dokM+ vksfj;sUVy lhjht+ ØekË 65] çkP;fo|k
efUnj] oMksnjk] çFkekòfÙk] bZ-l- 1934A
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3- ukVÔk'kkL=ke~ (Hkkx&4) (vfHkuoHkkjrh lfgr)] Hkjreqfu] laiknd% ts-
,l- ins 'kkL=k] xk;dokM+ vksfj;sUVy lhjht+ ØekË´145] çkP;fo|k
efUnj] e-l- ;qfu- oMksnjk] çFkekòfÙk] bZ-l- 1964A

4- ukVÔk'kkL=ke~ (Hkkx&1) (v/;k;% 1&29)] Hkjreqfu] laiknd% eueksgu
?kks"k] euh"kk xzUFkky;] dydÙkk] bZ-l- 1969A

5- ukVÔk'kkL=ke~ (Hkkx&2) (v/;k;% 25&39)] Hkjreqfu] laiknd% eueksgu
?kks"k] fcfCyvksFksdk bf.Mdk] Øe ua-´272&v] fn ,f'k;kVhd lkslk;Vh]
dydÙkk] bZ-l- 1983A

6- ukVÔk'kkL=ke~ (lEiw.kZ)] Hkjreqfu] laiknd% iafMr osQnkjukFk ‘kekZ] dkO;ekyk
laLdj.k Øekad&42] Hkkjrh; fo|k çdk'ku] fnYyh] iqueqZnz.k] bZ-l-
1983A

7- ukVÔk'kkL=ke~ (lEiw.kZ)] Hkjreqfu] laiknd% iafMr cVqdukFk 'kekZ vkSj
cynso mik/;k;] dk'kh laLÑr lhjht+ Øekad&60] pkS[kEck laLÑr
laLFkku] okjk.klh] f}rh; laLdj.k] bZ-l- 1980A
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9

vkpk;Z Hkjr osQ ukVÔk'kkL=k dh yksd/kehZ ijEijk dk
,d foyqIr u{k=k´fujrjax

bPNkjke f}osnh ^ç.ko*

Hkkjrh; 'kkL=k ijEijk dh tM+sa viuh Hkwfe esa prqjlz bruh xgjh gSa fd os u
osQoy yksd thou ls jlkd"kZ.k djrs gq, viuh v{kq..krk ckuk, j[krh gSa vfirq
os viuh lEiÁrk ,oa iq"Vrk osQ pyrs bl Hkkjr Hkwfe dh ekVh dks Hkh cka/ks
j[krh gSaA vkpk;Z Hkjr osQ ukVÔk'kkL=k dh tM+sa tgkÍ viuh 'kkL=kh; fl¼kUr
LFkkiuk osQ dkj.k lexz Hkkjrh; dkO;'kkL=k] lkSUn;Z'kkL=k rFkk jl'kkL=k osQ vk/
kkj esa çfrf"Br gSa] Bhd ogha os viuh iw.kZ ǹ<+rk osQ lkFk yksd/kehZ ukVÔk
ijEijk] f'kYi] dyk] dkS'ky vkfn osQ {ks=k esa bruh xgjkbZ ls vuqL;wr gSa fd
lEiw.kZ Hkkjro"kZ esa iQSyh yksdukVÔk ijEijk esa vuqxaqftr gksrh lqukbZ nsrh gSaA

,slh gh ,d foLèr vkSj lEHkor% vc rd vKkr vkpk;Z Hkjr osQ
ukVÔk'kkL=k dh vuwfnr Ñfr yksdHkk"kk czt esa jfpr rFkk Hkjr fl¼kUr dh
laf{kIr çLrqfr djus okyk xzUFk gS dfo fojtukFk feJ }kjk jfpr ^^fujrjax**A
mÙkj çns'k osQ bVkok tuin esa ;equk unh osQ rV ij uxj ls rhu ehy nwj ,d
rhu lkS o"kZ iqjkuk iqLrdky; gSA ;g xzUFkkxkj rRdkyhu miftykf/kdkjh Jh laHkw
lkgc osQ vikj ri dk iQy gS tks ckn eas ̂ ^[kV [kVk ckck** osQ uke ls çfl¼
gks x;s FksA muosQ bl fo'kkyxzUFkkxkj esa lglzkf/kd ik.Mqfyfi;kÍ vHkh Hkh nch
iM+h gSa ftuosQ m¼kj dh] laj{k.k dh] iqu% çfr"Bk dh egrh vko';drk gSA
xzUFkkxkj esa yxHkx 1]40]000 (,d yk[k pkyhl gtkj) xzUFk lax̀ghr gSaA
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iqLrdky; dh lwpuh esa cLrk la- 1460 dh Øe la[;k ij ^^tks 200
iqLrdksa dh cU/kst gS 166 uEcj ij ̂ ^fujr jax** uked ;g y?kq xzUFk ik.Mqfyfi
osQ :i esa lax̀ghr gSA xzUFk esa dqy 362 nksgs] loS;k] lksjBk] rFkk NIi; NUnksa
esa vkpk;Z Hkjr osQ ukVÔk'kkL=kh; fl¼kUrksa dk lgt ljy cztHkk"kk esa o.kZu fd;k
x;k gSA

xzUFk osQ Lok/;k; ls irk pyrk gS fd ;g fdlh ̂ ^fojtukFk feJ** ;k 'kq¼
djosQ dgsa rks cztukFk feJ uked dfo dh jpuk gSA tks laor~ 1530 dh gSA
bVkok tuin bf"Vdk iqjh osQ uke ls çkphu dkO;ksa esa mfYyf[kr jgk gSA 12oha
'krkCnh esa jktk lqesj ¯lg osQ 'kklu dky esa bl uxj dk iqu£uek.k gqvkA
cztHkk"kk Hkk"kh {ks=k gksus osQ dkj.k ;gkÍ egkjkl ,oa jklyhyk dk eapu cMs+ iSekus
ij gksrk jgk gS vkSj vkt Hkh gksrk jgrk gSA

^^fujrjax** dh jpuk fdl ujs'k osQ dky esa gqbZ ;g dguk rks dfBu gS
D;ksafd xzUFkdkj us fdlh ujs'k dk ukeksYys[k ugha fd;k gS] fdUrq xzUFk dh
ifjlekfIr ij ;g nksgk fy[kk gŚ

fcjtukFk dh Ñik lkSa] jP;kS] >qdk okSa lhlAfcjtukFk dh Ñik lkSa] jP;kS] >qdk okSa lhlAfcjtukFk dh Ñik lkSa] jP;kS] >qdk okSa lhlAfcjtukFk dh Ñik lkSa] jP;kS] >qdk okSa lhlAfcjtukFk dh Ñik lkSa] jP;kS] >qdk okSa lhlA
fojtukFk dfo xzUFk ;g laor~ iUnzg rhlAAfojtukFk dfo xzUFk ;g laor~ iUnzg rhlAAfojtukFk dfo xzUFk ;g laor~ iUnzg rhlAAfojtukFk dfo xzUFk ;g laor~ iUnzg rhlAAfojtukFk dfo xzUFk ;g laor~ iUnzg rhlAA11111

;g xzUFk dqy iUnzg çdkj osQ NUnksa esa mifuc¼ gS ftUgsa ikÍp rjaxksa esa 60-
60 NUnksa osQ çLrkj esa foHkDr fd;k x;k gSA dqy rhu lkS NUnksa esa ukVÔk'kkL=k
osQ fofo/k fo"k;ksa dh ppkZ dh xbZ gSA 'ks"k 62 NUnkas esa dfo us viuh oa'k&
ijEijk] egkjkl efgek] rFkk Ñ".k HkfDr lEçnk; esa jklyhyk osQ vuqdj.k dk
egÙo o£.kr fd;k gSA ^^fujrjax** dk vkjEHk bl nksgs ls gksrk gŚ

lqfejkSa mek egsl dkSa czãpju fpr yklAlqfejkSa mek egsl dkSa czãpju fpr yklAlqfejkSa mek egsl dkSa czãpju fpr yklAlqfejkSa mek egsl dkSa czãpju fpr yklAlqfejkSa mek egsl dkSa czãpju fpr yklA
fujrjax yfPNu dgÅÍ Hkk"kk Hkfufr lqekiAAfujrjax yfPNu dgÅÍ Hkk"kk Hkfufr lqekiAAfujrjax yfPNu dgÅÍ Hkk"kk Hkfufr lqekiAAfujrjax yfPNu dgÅÍ Hkk"kk Hkfufr lqekiAAfujrjax yfPNu dgÅÍ Hkk"kk Hkfufr lqekiAA22222

mi;qZDr nksgs dk lkǹ"; gesa ukVÔk'kkL=k osQ çFke 'yksd ls gh fey tkrk gS&
ç.kE; f'kjlk nsokS firkeg&egs'ojkSAç.kE; f'kjlk nsokS firkeg&egs'ojkSAç.kE; f'kjlk nsokS firkeg&egs'ojkSAç.kE; f'kjlk nsokS firkeg&egs'ojkSAç.kE; f'kjlk nsokS firkeg&egs'ojkSA
ukVukVukVukVukVÔkÔkÔkÔkÔk'kkL=ka ço{;kfe czã.kk ;nqgkâre~AA'kkL=ka ço{;kfe czã.kk ;nqgkâre~AA'kkL=ka ço{;kfe czã.kk ;nqgkâre~AA'kkL=ka ço{;kfe czã.kk ;nqgkâre~AA'kkL=ka ço{;kfe czã.kk ;nqgkâre~AA33333

dfo fcjtukFk vkxs fy[krs gSa &
fcjek osQ lqr ts Hkjr ijekuUn ewuhlAfcjek osQ lqr ts Hkjr ijekuUn ewuhlAfcjek osQ lqr ts Hkjr ijekuUn ewuhlAfcjek osQ lqr ts Hkjr ijekuUn ewuhlAfcjek osQ lqr ts Hkjr ijekuUn ewuhlA
fujrjax lqHk'kkL=k osQ cs bZlu osQ bZlAAfujrjax lqHk'kkL=k osQ cs bZlu osQ bZlAAfujrjax lqHk'kkL=k osQ cs bZlu osQ bZlAAfujrjax lqHk'kkL=k osQ cs bZlu osQ bZlAAfujrjax lqHk'kkL=k osQ cs bZlu osQ bZlAA44444

vFkkZr~ czãk osQ lqr tks Hkjr eqfu gSa os ijekuUn osQ vf/k"Bkrk gSa vkSj bl
fujrjax 'kqHk 'kkL=k esa os lHkh nsoksa osQ nso gSaA egkeqfu Hkjr us l| ijfuoZ̀fr ,oa
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HkoLkaHko [ksn dh fuòfÙk osQ fy, gh bl ifo=k 'kkL=k dk l̀tu fd;k´
jP;kS egkeqfu us ljl fujr lqiape osnAjP;kS egkeqfu us ljl fujr lqiape osnAjP;kS egkeqfu us ljl fujr lqiape osnAjP;kS egkeqfu us ljl fujr lqiape osnAjP;kS egkeqfu us ljl fujr lqiape osnA
tklkSa fNu eÍg tkr gS HkolaHko lc [ksnAAtklkSa fNu eÍg tkr gS HkolaHko lc [ksnAAtklkSa fNu eÍg tkr gS HkolaHko lc [ksnAAtklkSa fNu eÍg tkr gS HkolaHko lc [ksnAAtklkSa fNu eÍg tkr gS HkolaHko lc [ksnAA55555

bl fujrjax ;k dgsa ^ùR;jax* 'kkL=k dh ifjf/k crkrs gq, dfo fy[krk gS&
pkj osn N% 'kkL=k vB fcfc/kkxe liqjkuApkj osn N% 'kkL=k vB fcfc/kkxe liqjkuApkj osn N% 'kkL=k vB fcfc/kkxe liqjkuApkj osn N% 'kkL=k vB fcfc/kkxe liqjkuApkj osn N% 'kkL=k vB fcfc/kkxe liqjkuA
lc osQ jl dkSa /kkjrkS fujrjax jl [kkuAAlc osQ jl dkSa /kkjrkS fujrjax jl [kkuAAlc osQ jl dkSa /kkjrkS fujrjax jl [kkuAAlc osQ jl dkSa /kkjrkS fujrjax jl [kkuAAlc osQ jl dkSa /kkjrkS fujrjax jl [kkuAA66666

pkj osn] N% 'kkL=k] fofo/k vkxe rFkk iqjk.k vkfn osQ lEiw.kZ jlksa dks vUrxZw<
j[kus okyk ;g ùÙkjax 'kkL=k jl dh [kku gSA bl 'kkL=k dk çFke çopu vkpk;Z
Hkjr us vius lkS iq=kksa dks fd;k Fkk ,slh gh ijEijk ukVÔk'kkL=k esa mfYyf[kr gSaA
fujrjax dk ;g m¼j.k nz"VO; gŚ

lkS lqr lc xquoUr vB fcu;lhy lEiÁAlkS lqr lc xquoUr vB fcu;lhy lEiÁAlkS lqr lc xquoUr vB fcu;lhy lEiÁAlkS lqr lc xquoUr vB fcu;lhy lEiÁAlkS lqr lc xquoUr vB fcu;lhy lEiÁA
rs minsls Hkjr eqfu lcfcf/k lnk çlÁAArs minsls Hkjr eqfu lcfcf/k lnk çlÁAArs minsls Hkjr eqfu lcfcf/k lnk çlÁAArs minsls Hkjr eqfu lcfcf/k lnk çlÁAArs minsls Hkjr eqfu lcfcf/k lnk çlÁAA
lfUny nfÙky cPN vB dksy rUnq xq.k[kkfuAlfUny nfÙky cPN vB dksy rUnq xq.k[kkfuAlfUny nfÙky cPN vB dksy rUnq xq.k[kkfuAlfUny nfÙky cPN vB dksy rUnq xq.k[kkfuAlfUny nfÙky cPN vB dksy rUnq xq.k[kkfuA
,sls lqrl; dkSa HkU;kS eqfu ;g 'kkL=k çekuAA,sls lqrl; dkSa HkU;kS eqfu ;g 'kkL=k çekuAA,sls lqrl; dkSa HkU;kS eqfu ;g 'kkL=k çekuAA,sls lqrl; dkSa HkU;kS eqfu ;g 'kkL=k çekuAA,sls lqrl; dkSa HkU;kS eqfu ;g 'kkL=k çekuAA77777

HkjrukVÔk'kkL=k osQ bu 'yksdksa dks ;gkÍ Lej.k djuk lehphu gksxk´
iq=kku/;ki;kekl ç;ksxa pkfi rÙor%Aiq=kku/;ki;kekl ç;ksxa pkfi rÙor%Aiq=kku/;ki;kekl ç;ksxa pkfi rÙor%Aiq=kku/;ki;kekl ç;ksxa pkfi rÙor%Aiq=kku/;ki;kekl ç;ksxa pkfi rÙor%A
'kkf.MY;a pSo okRL;a p dksgya nfÙkya rFkkAA'kkf.MY;a pSo okRL;a p dksgya nfÙkya rFkkAA'kkf.MY;a pSo okRL;a p dksgya nfÙkya rFkkAA'kkf.MY;a pSo okRL;a p dksgya nfÙkya rFkkAA'kkf.MY;a pSo okRL;a p dksgya nfÙkya rFkkAA88888

bl ukVÔk'kkL=k dh xEHkhjrk crkrs gq, dfo dgrk gS&
vfrfclky vfr nqjxe vfr vkuUn fu/kkuAvfrfclky vfr nqjxe vfr vkuUn fu/kkuAvfrfclky vfr nqjxe vfr vkuUn fu/kkuAvfrfclky vfr nqjxe vfr vkuUn fu/kkuAvfrfclky vfr nqjxe vfr vkuUn fu/kkuA
fn;kS Hkjr N%rhlkS vf/k;k;fu fut KkuAAfn;kS Hkjr N%rhlkS vf/k;k;fu fut KkuAAfn;kS Hkjr N%rhlkS vf/k;k;fu fut KkuAAfn;kS Hkjr N%rhlkS vf/k;k;fu fut KkuAAfn;kS Hkjr N%rhlkS vf/k;k;fu fut KkuAA99999

;g ukVÔk'kkL=k vfr fo'kky gS] vfr nqxZe gS vkSj vfr vkuUnçn gS ftl Kku
dks Hkjr eqfu us NÙkhl v/;k;ksa eas vius iq=kksa dks çnku fd;kA ;gkÍ ;g 'kadk
gks ldrh gS fd miyC/k ukVÔk'kkL=k eas lSrhl v/;k; gSaA fiQj dfo us NÙkhl
v/;k;ksa dh jpuk D;ksa Lohdkj dh ijUrq ;g ç'u vlek/ks; ugha gSA

xzUFk dh ifjlekfIr osQ va'k dks i<+us ls dqN ,slk çrhr gksrk gS fd ;g
Hkjr ukVÔk'kkL=k dk la{ksi esa fd;k x;k Hkk"kk 'kkL=kh; foospu egkjklyhyk ;k
Hkxoku~ Ñ".k dh yhykvksa osQ ukVÔkkuqdj.k osQ fufeÙk jpk x;k gksxk D;ksa fd
,d nksgs esa dfo cztukFk us fy[k gŚ

fcjtukFk dks [ksyq ;g egkjkl lalkjAfcjtukFk dks [ksyq ;g egkjkl lalkjAfcjtukFk dks [ksyq ;g egkjkl lalkjAfcjtukFk dks [ksyq ;g egkjkl lalkjAfcjtukFk dks [ksyq ;g egkjkl lalkjA
rjdh yhyk fgr dgsÅ fcjtukFk lqfopkjAArjdh yhyk fgr dgsÅ fcjtukFk lqfopkjAArjdh yhyk fgr dgsÅ fcjtukFk lqfopkjAArjdh yhyk fgr dgsÅ fcjtukFk lqfopkjAArjdh yhyk fgr dgsÅ fcjtukFk lqfopkjAA1010101010

vFkkZr~ ;g lalkj Hkxoku~ cztukFk JhÑ".k dk [ksy gS vkSj mudh yhyk osQ

vkpk;Z Hkjr ds ukVÔk'kkL=k dh yksd/kehZ ijEijk - - - % bPNkjke f}osnh ^ç.ko*
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fgr vFkkZr~ jklyhyk [ksyus osQ fufeÙk gh dfo cztukFk us ;g xzUFk Hkk"kk esa jpk
gSA bl Hkko dks iw.kZr% Li"V djrs gq, dfo us vfUre NUn la- 362 esa dgk
gS &

fg;rjax lkSa çdV gS fujrjax ;gq xzUFkAfg;rjax lkSa çdV gS fujrjax ;gq xzUFkAfg;rjax lkSa çdV gS fujrjax ;gq xzUFkAfg;rjax lkSa çdV gS fujrjax ;gq xzUFkAfg;rjax lkSa çdV gS fujrjax ;gq xzUFkA
egkjkl osQ fgr jP;kS lnk eksn dkS iUFkAAegkjkl osQ fgr jP;kS lnk eksn dkS iUFkAAegkjkl osQ fgr jP;kS lnk eksn dkS iUFkAAegkjkl osQ fgr jP;kS lnk eksn dkS iUFkAAegkjkl osQ fgr jP;kS lnk eksn dkS iUFkAA1111111111

bl çdkj ge ns[k ldrs gSa fd vkpk;Z Hkjr osQ fl¼kUr ,oa ukVÔk osQ {ks=k
esa muosQ }kjk fn;s x;s funsZ'k fdruh xgjkbZ ls tuekul esa cSBs gq, FksA
yksd/kehZ ijEijk esa yhykvksa osQ eapu djus okys lk/kkj.k jfld tu Hkh mu
fnuksa ukVÔk'kkL=k ijEijkvksa ls lqifjfpr gksrs FksA Hkkjrh; tuekul dh vfHk#fp
osQ dykRed ifj"dkj dk bl ls cM+k lk/ku nwljk ugha gks ldrkA bl xzUFk
dh ;g ,d ek=k çfr [kV~ [kVk ckck laxzgky; xzUFkxkj bVkok esa fo|eku gSA
laHkor% bldh vU; çfrfyfi;kÍ Hkh {ks=k esa dgha miyC/k gSaA mudk irk yxk;k
tkuk 'ks"k gSA

lUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.kh

1- fujrjax & cztukFk dfo Ñr- 362A
2- fujrjax & çFke rjaxk nksgk & 1A
3- HkjrukVÔk'kkL=k v- 1 'yksd & 1A
4- fujrjax çFke rjax nksgk & 7A
5- fujrjax çFke rjax nksgk & 10A
6- fujrjax çFke rjax nksgk & 12A
7- fujrjax çFke rjax nksgk & 26A
8- ukVÔk'kkL=k&çdjk/;k; 'yks- & 25-26A
9- fujrjax cztukFk dfo Ñr nksgk & 28A
10- fujrjax iaperjax nksgk & 359A
11- fujrjax iaperjax nksgk & 362A
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10

'kkL=k ,oa ç;ksx´,d fo'ys"k.k

dey okfl"B

çk;% lkekU; yksx 'kkL=k] lafgrk] iqjk.k ¯dok lw=k 'kCnksa dks ,d gh vFkZ esa
xzg.k djrs gSaA vk/kqfud dgs vFkok ekus tkus okys vke tu vYiKku ds
dkj.k bUgsa iksaxk&iUFk] vkmV MsVsM] vçklafxd tSls fo'ks"k.kksa ls lq'kksfHkr
djrs jgrs gSa vkSj if'pe dh vk/kh&v/kwjh tkudkjh dks vk/kkj cukdj bu
xzUFkksa dh vrk£dd vkykspuk dj] vkSj oSKkfud fo'ys"k.k dk vHkko crkdj
viuk çHkko tekus dk ç;kl djrs gSaA fcuk ;g tkus&cw>s fd ;s 'kCn (xzUFk)
vius vki esa lEiw.kZ oSKkfud vk/kkjksa vksj ç;ksxksa dks lesVs gaSA vr% bu 'kCnksa
dh ifjHkk"kk tkuuk vR;ko';d gSA

iqjk.k] iqjkru] çkphu] iqjk.k dk vFkZ gŚ euq";ksa] _f"k;ksa] nsoksa] nkuoksa]
xU/koks±] jktkvksa] egkiq#"kksa vkfn ds ,sls o`rkUr gSa tks iq#"k ijEijk ls pys vk
jgs gSa vkSj fgUnqvksa ds /keZ lEcU/kh vk[;ku xzUFk ftuesa l`f"V] mRifÙk rFkk
y; vkfn ds o`rkUr jgrs gSaA ;s 18 gSá ftuds uke fo".kq] iÀ] czã] f'ko]
Hkkxor] ukjn] ekdZ.Ms;] vfXu] czãoSorZ] ¯yx] ojkg] LdUn] okeu] dweZ]
eRL;] x#M] czãk.M] vkSj Hkfo"; gSaA1 vr% iqjk.k] dFkk lkfgR; ds vUrxZr
vkrs gSa u fd 'kkL=kh; vuq'kklu ds vUrxZrA

'kkL=kh; O;k[;kvksaa dks iqjk.k eas çLrqr fd;k x;k gS tSls fp=kdyk vFkok
ew£rdyk ds lUnHkZ esa fo".kq/keksZÙkjiqjk.k dk fp=klw=k [k.M vkfnA lafgrk'kCn
dh O;k[;k bl çdkj gS &



78 Nå¢ya‹åstra and the Indian Dramatic Tradition

lafgrk dk vFkZ feykoV] O;kdj.k ds vuqlkj nks v{kjksa dk feydj ,d
gksuk] lfU/k] fdlh xzUFk dk Loj Hksn ij fu/kkZfjr ikBØe (fo'ks"kr% 'kCnksa
;k inksa ds mPpkj.k ds leqfpr ifjorZu ds /;ku ls lËfyr oSfnd eU=kksa dk
laxzg] ewyikB ;k i|ksa dk Øfed laxzg vkfn ekuk tkrk gSA2

oLrqr% lafgrk okfpd ijEijk dk laxzg dgh tk ldrh gS fdUrq og 'kkL=k
dh Js.kh esa ugha ekuh tkrh gSA dqN fo}ku~ bls 'kkL=k dh Js.kh esa j[krs gSa
tSls pjdlafgrk fpfdRlk 'kkL=k (vk;qosZn) dk xzUFk gSA

ukVÔk'kkL=k esa Hkkjrh; laLÑfr ds rÙo] HkkSxksfyd fooj.k] u`&oa'kfo|k]
Hkk"kk,Í] lkfgR;] euksfoKku] yksdçFkk] dyk] oSfnd'kkL=k] vFkZ'kkL=k] xkU/ko±
'kkL=k] iqjkdFkk] laxhrrÙo] vk;qosZn'kkL=k] vkfn dbZ 'kkL=kksa dk leUo; vkSj
çk;ksfxd rÙo lfEefyr gSaA

mnkgj.kkFkŹ ukVÔk'kkL=k ds 26 ossa v/;k; esa fo"kiku tU; e`R;q dh fofHkUu
voLFkkvksa dk fp=k.k djrs gq, vkpk;Z Hkjr us vfHkusrk dks fu£n"V djrs gq,
fy[kk gŚ

çFkes osxs dk';sZ"ofHkus;a osiFkq£}rh;s rqAçFkes osxs dk';sZ"ofHkus;a osiFkq£}rh;s rqAçFkes osxs dk';sZ"ofHkus;a osiFkq£}rh;s rqAçFkes osxs dk';sZ"ofHkus;a osiFkq£}rh;s rqAçFkes osxs dk';sZ"ofHkus;a osiFkq£}rh;s rqA
nkgLrFkk r`rh;s foyfYydk LFkkPprqFksZ rqAA 107AnkgLrFkk r`rh;s foyfYydk LFkkPprqFksZ rqAA 107AnkgLrFkk r`rh;s foyfYydk LFkkPprqFksZ rqAA 107AnkgLrFkk r`rh;s foyfYydk LFkkPprqFksZ rqAA 107AnkgLrFkk r`rh;s foyfYydk LFkkPprqFksZ rqAA 107A
iQsuLrq iapeLFks rq xzhok "k"Bs rq Hk.;rsAiQsuLrq iapeLFks rq xzhok "k"Bs rq Hk.;rsAiQsuLrq iapeLFks rq xzhok "k"Bs rq Hk.;rsAiQsuLrq iapeLFks rq xzhok "k"Bs rq Hk.;rsAiQsuLrq iapeLFks rq xzhok "k"Bs rq Hk.;rsA
tMrk lIres rq L;kUej.ka Ro"Ves Hkosr~AA108AAtMrk lIres rq L;kUej.ka Ro"Ves Hkosr~AA108AAtMrk lIres rq L;kUej.ka Ro"Ves Hkosr~AA108AAtMrk lIres rq L;kUej.ka Ro"Ves Hkosr~AA108AAtMrk lIres rq L;kUej.ka Ro"Ves Hkosr~AA108AA

vFkkZr~ fo"kosx ls gksus okyh voLFkk,Í vkB gksrh gSá
blesa çFkekoLFkk esa 'kjhj 'kfDrghurk (d`'krk)] nwljh´'kjhj dEiu]

rhljh´nkg] prqFkŹ fgpdh vkuk] i×pe&eqag ls iQsu (>kx) vkuk] "k"B &
xyk yVduk] lIre esá tMrk vkSj v"Ve voLFkk esa vUr ej.k gksrk gSA
blds vuUrj 'yksdksasa esa ukVÔk'kkL=k fo"k iku fd, vfHkusrk dks vfHku; ds
lw{e funsZ'k nsrk gSA

blh çdkj fo"ktU; jksxh ds y{k.k vkSj fpfdRlhdh; ijke'kZ pjdlafgrk
esa y{k.kksa dk Øe dqN vyx gSA fpfdRlhdh; n`f"V ls lEHkor% og
vko';d y{k.k yxHkx leku gh gSA ;Fkk ´

r`.k&eksg&nUr&g"kZ&çlsd&osiFkq&Dyek HkoUR;k|sAr`.k&eksg&nUr&g"kZ&çlsd&osiFkq&Dyek HkoUR;k|sAr`.k&eksg&nUr&g"kZ&çlsd&osiFkq&Dyek HkoUR;k|sAr`.k&eksg&nUr&g"kZ&çlsd&osiFkq&Dyek HkoUR;k|sAr`.k&eksg&nUr&g"kZ&çlsd&osiFkq&Dyek HkoUR;k|sA
osxs jlks çnks"kkr~ vl`d~ çnks"kkr~ f}rh;s pAA17AAosxs jlks çnks"kkr~ vl`d~ çnks"kkr~ f}rh;s pAA17AAosxs jlks çnks"kkr~ vl`d~ çnks"kkr~ f}rh;s pAA17AAosxs jlks çnks"kkr~ vl`d~ çnks"kkr~ f}rh;s pAA17AAosxs jlks çnks"kkr~ vl`d~ çnks"kkr~ f}rh;s pAA17AA
oSo.;Z&Hkze&osiFkq&ewPNkZ&t`EHkkÌ&fpefpekUrdk%AoSo.;Z&Hkze&osiFkq&ewPNkZ&t`EHkkÌ&fpefpekUrdk%AoSo.;Z&Hkze&osiFkq&ewPNkZ&t`EHkkÌ&fpefpekUrdk%AoSo.;Z&Hkze&osiFkq&ewPNkZ&t`EHkkÌ&fpefpekUrdk%AoSo.;Z&Hkze&osiFkq&ewPNkZ&t`EHkkÌ&fpefpekUrdk%A
nq"V fif'krk r`rh;a e.My&d.Mwk oiFkqdks"Bk%AA18AAnq"V fif'krk r`rh;a e.My&d.Mwk oiFkqdks"Bk%AA18AAnq"V fif'krk r`rh;a e.My&d.Mwk oiFkqdks"Bk%AA18AAnq"V fif'krk r`rh;a e.My&d.Mwk oiFkqdks"Bk%AA18AAnq"V fif'krk r`rh;a e.My&d.Mwk oiFkqdks"Bk%AA18AA
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okrkfntk'prqFkZ s N£nnksgkÌ'kwyewPNkZ|k%Aokrkfntk'prqFkZ s N£nnksgkÌ'kwyewPNkZ|k%Aokrkfntk'prqFkZ s N£nnksgkÌ'kwyewPNkZ|k%Aokrkfntk'prqFkZ s N£nnksgkÌ'kwyewPNkZ|k%Aokrkfntk'prqFkZ s N£nnksgkÌ'kwyewPNkZ|k%A
uhyknhuka rel'p n'kZua iÛkes osxs AA19AAuhyknhuka rel'p n'kZua iÛkes osxs AA19AAuhyknhuka rel'p n'kZua iÛkes osxs AA19AAuhyknhuka rel'p n'kZua iÛkes osxs AA19AAuhyknhuka rel'p n'kZua iÛkes osxs AA19AA
"k"Bs fgDdk HkÌ% LdU/ks L;kÙkq lIres¿"Ves ej.ka u`.kke~A"k"Bs fgDdk HkÌ% LdU/ks L;kÙkq lIres¿"Ves ej.ka u`.kke~A"k"Bs fgDdk HkÌ% LdU/ks L;kÙkq lIres¿"Ves ej.ka u`.kke~A"k"Bs fgDdk HkÌ% LdU/ks L;kÙkq lIres¿"Ves ej.ka u`.kke~A"k"Bs fgDdk HkÌ% LdU/ks L;kÙkq lIres¿"Ves ej.ka u`.kke~A
blh Øe esa lw=k 'kCn Hkh O;k[;k foLrkj (O;kl) ls lkekfld m¼j.k

ds vFkZ esa ç;qDr gksrk gS ^^lw=k** 'kCn lw=k (/kkxk)] fljk] Nksj] y?kqokD;]
fopkj (ftUgsa foLrkfjr fd;k tk ldrk gS)A oLrqr% lw=k O;k[;kvksa dk
laf{kIrhdj.k rFkk Le`fr esa jf{kr djus dk vk/kkj gSA

'kkL=k iqjk.k (la) os /kk£ed xzUFk tks yksxksa ds fgr vksj vuq'kklu ds fy,
cuk;s x, gSA budh la[;k 18 dgh xbZ gS &_Xosn] ;tqosZn] lkeosn]
vFkoZosn] f'k{kk] dYi] O;kdj.k] fu#Dr] T;ksfr"k] NUn] ehekalk] U;k;]
/keZ'kkL=k] ukVÔkosn (xkU/koZosn)] vk;qosZn] /kuqosZn] vFkZ'kkL=k vkfn´fdlh
fof'k"V fo"k; lEcfU/kr og Kku tks Bhd Øe ds laxzg djds j[kk x;k gksaA

'kkL=k dks nwljs 'kCnksa esa fo"k; dk foKku dguk vuqfpr ugha gksxk] D;ksafd
foKku 'kCn fo'ks"kKku vFkok Øec¼ Kku ds fy, ç;qDr fd;k tkrk gSA
foKku ³k`…ykc¼ ç;ksxksa ds fu"d"kZ ij vk/kkfjr ç;ksxkRed Kku gS tks xgu
iM+rky ds i'pkr~ O;ogkfjd :i esa ç;qDr fd, tkrs gSaA

çfl¼ dyk euh"kh lqJh dfiyk okRL;k;u us 'kkL=k'kCn dks ifjHkkf"kr
djrs gq, dgk gS fd´laLÑr dks"kdkjksa us 'kkL=k dk ç;ksx fdlh ,d fo"k;
ls lEcfU/kr Kku jkf'k ds fy, fd;k gSA

fdUrq foxr 'krkCnh ;k mlds iwoZ vaxzsth 'kCn ̂ F;ksjh* vFkok ̂ F;ksjhfVdy*
'kCn dks 'kkL=k dk i;kZ;okph vFkok lekukFkhZ ekudj vR;f/kd ç;ksx fd;k
x;kA F;ksjh 'kCn dsoy fopkj ;k vuqeku ds vFkZ dks fLFkj djrk gSA vr%
F;ksjh ç;ksx vFkok O;ogkfjd txr~ ls vlEc¼ gSA

'kL=k ,oa 'kkL=k 'kCn dh igyh 'krZ gS fd og çk;ksfxd gksuk pkfg,¡ fcuk
ç;ksx ds dksbZ Hkh Kku 'kkL=k dh Js.kh esa ifjxf.kr ugha fd;k tk ldrkA çk;%
lHkh 'kkL=k ,d nwljs ls vkUrfjd :i ls lEc¼ gSa rFkk ,d gh ç;ksx ls
fHkUu&fHkUu vk'k;ksa dh iw£r djrs gSa bl lUnHkZ dks Hkjr eqfu ds ukVÔk'kkL=k
us viuh çkekf.kdrk vfËr dh gSA

vLrq] 'kkL=k fo'ks"k esa Hkh vU; 'kkL=kksa ds ç;ksx rÙo vkSj y{k.kksa dk
lekos'k gksrk gS rks lkoZnsf'kd] lkoZdkfyd ,oa lkoZtfud :i ls loZekU;
vkSj loZlqyHk O;f"V&,oa lef"V&ijd gksrk gSA

'kkL=k ds fo"k;kUrxZr lw{ere fooj.kksa] vÌksa] mikÌksa] rÙoksa ,oa lEcfU?kr

'kkL=k ,oa ç;ksx´,d fo'ys"k.k % dey okfl"B
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fo"k;ksa ds fu:i.k lko/kkuh iwoZd gksrk gSA ;s rÙo 'kkL=k dh jpuk dky esa
ftrus çklfÌd ,oa çk;ksfxd gksrs gSa mrus gh çklfÌd Hkfo"; esa Hkh gksrs
gaS oLrqr% 'kkL=k ,d pkS[kVk Hkj gS vFkok yphyh lajpuk Hkj gS¡ nwljs 'kCnksa
esa og [kkdk (ekufp=k) Hkj gS tks dkyØe esa fofHkUu ç;ksxksa dks lesV dj
mUgsa lqjf{kr vkSj lajf{kr dj vkxkeh ihf<+;ksa dks /kjksgj ds :i esa lkSairk tkrk
gSA 'kkL=k dh jpuk] dky fo'ks"k dh vis{kk 'kuS% 'kuS% iq"V gksrh gS tks
çkjfEHkd dky dh vis{kk dkykUrj esa vf/kd fo'oLr vkSj loZxzkgh ekU;
gksrh gSA vk/kqfud lUnHkZ esa ukVÔk'kkL=k if'peh vfHku; 'kSfy;ksa dh mikns;rk
,oa fopkjksa dks Li"V djus dk ,d foLrfjr ç;kl gSA

ukVÔk'kkL=k ds iÛke v/;k; esa ukVÔk çLrqfr ls igys jÌeÛk ij bldk
ç;ksx fd;k tkrk gSA blh fy, bls ^iwoZjÌ* dgrs gSA

;fn vk/kqfud lUnHkks± esa bl iwoZjÌ dk fo'ys"k.k fd;k tk, rks ukVÔk'kkL=k
esa iwoZjÌ ds mUuhl vÌ crkdj mUuhl Hkkx fd, x, gSa ftuesa ukS vÌ
;ofudk ds vUnj ,oa 10 vÌ ;ofudk ds cká Hkkx jÌ ihB ij crk, x,
gSa] tks Øe'k% bl çdkj gŚ çR;kgkj] vorj.k] vkjEHk] vkJko.kk] oD=kikf.k]
ifj?k¶uk] la?kV~Vuk] ekxkZlkfjr] T;s"B] e/;e vkSj dfu"B vklkfjr gSa ;s lHkh
oLrqr lÌhr ukVÔk çLrqfr ls igys Øec¼ rS;kfj;ksa ds gSa ftUgsa ;ofudk ds
vUnj inkZ [kqyus ds iwoZ fd;k tkuk pkfg,A
1- ok|ksa dk foU;kl (Øec¼ tekuk)
2- xk;d xkf;dkvksa dk Bhd Øe
3- lkewfgd xhr ifjxhr fØ;k dk vkjEHk
4- ok|;U=kksa dks vkyki ls feykuk
5- ok|ksa dk Loj lU/kku
6- rky ok|ksa dks Bksd&ihV dj Loj eas ykuk
7- lHkh ok|ksa dk leUo;
8- xk;dksa ,oa urZfd;ksa ds ikn&foU;kl vkSj y; dk fu'p; djukA
oLrqr iwoZjÌ esa o£.kr ukVÔk'kkL=kh; fof/k;ka ml dky esa Hkh mruh gh

çklafxd FkhaA vkt ds vk/kqfud laxhr ifjn`'; esa Hkh mruh gh mi;ksxh ,oa
çpfyr gSaA

mnkgj.k ds fy, ukVÔk dks NksM+dj tgkÍ Hkh lewg vFkok ,dy xk;u gksrk
gS ogkÍ xk;d vFkok oknd dks bu lHkh vÌksa ls nks&pkj djuk iM+rk gS tSls
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ok|ksa dk ,d&,d dj feykuk] Loj yxkdj ns[kuk] rcyk] i[kkot vkfn
feykuk] ukVÔk'kkL=k bls insZ ds ihNs djus ds funsZ'k nsrk gS rkfd inkZ [kqyus
ij ,d ne n'kZd vFkok Jksrk ij Lojksa dk okf×Nr çHkko iM+sA orZeku esa
e×p ij vkdj xk;d&oknd] urZd vkfn dykdkj vFkok Jksrk dk le;
lkt feykus esa ys ysrs gS dHkh&dHkh ;g vof/k vk/ks ?k.Vs ls Åij gks tkrh
gS vkSj Jksrk dk /kS;Z [kksus yxrk gSA

vLrq] iwoZjÌ] o£.kr ukS vÌksa dks ;fn ukVÔk'kkL=kkuqlkj fd;k tkos rks og
orZeku esa n'kZd dks mruk gh çHkkfor djsxk ftruk ml dky esa djrk FkkA

blh çdkj vfHku; ds lUnHkZ esa vkfÌd vfHku; rhu çdkj dk gŚ
'kjhj] eq[kt] ps"VkÑr ukVÔk ds N% vÌksa esa 'kjhj dk gj vÌ&çR;Ì dk
lekos'k gks tkrk gSA ;Fkk flj] gLr] o{k] ik'oZ] dfV vkSj ikn rFkk vU;
N% mikÌksa esa us=k] Hkzw] ukfldk] v/kj] diksy rFkk fpcqd gSaA buds vfrfjDr
'kk[kk] u`Ùk] vË˜j] rhuksa oLrq,a Hkh vfHku; ds vÌ gSaA

vk/kqfud vfHku; Hkh bu vÌksa ds vUrxZr lekfo"V gks tkrk gSA dqN
funsZ'kd ukVÔk'kkL=kh; vkafxd eqækvksa dks vçklfÌd djkj nsrs gSaA vUrjkZ"Vªh;
[;kfr çkIr ekbe vk£VLV Jh fujÜku xksLokeh ds }kjk bl lUnHkZ esa nks ,d
eqækvksa dk mnkgj.k gh dki+Qh gksxk] mnkgj.kkFkZ gali{k (gLr) eqæk dk ç;ksx
vkt Hkh vfHkusrk fy[kus ds ekbe esa dye idM+us gsrq djrk gS] flxjsV ihus
ds fy, drZjh eq[k (gLr) eqæk dk mi;ksx djrk gSA blh çdkj dj.k] pkjh
vkfn dk ç;ksx Hkh vk/kqfud vfHkusrk tkus&vutkus djrk gS fdUrq gSa ;g
'kkL=kh; vkfÌd eqæk,ÍA budk Kku u gksuk viuh Js"Bre 'kkL=kh; ijEijkvksa
ds çfr vKku dgk tk ldrk gS vFkok viuh tM+ksa ls dVus dh foeq[krk
Hkj gSA

lUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwph

1- y?kq fgUnh 'kCn lkxj (lEiknd d#.kkifr f=kikBh) dk'kh ukxjh
çpkfj.kh lHkk] dk'kh (okjk.klh)] i`"B & 622

2- ogha] i`"B &962
3- ogh]  i`"B & 939
4- Hkkjr dh lgh le> % mldh viuh 'krks± ij (vkys[k)] dfiyk

'kkL=k ,oa ç;ksx´,d fo'ys"k.k % dey okfl"B
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okRL;k;u¡ (vuq-) jes'k pUæ 'kkg] jax çlax] tqykbZ&flrEcj] i`"B 9
jk-uk-fo- fnYyh

5- fgUnh ukVÔk 'kkL=k] ckcwyky 'kqDy 'kkL=kh] pkS[kEck laLd`r laLFkku]
okjk.klh] v/;k; 26 i`"B& 613

6- lqJqrlafgrk eg£"k.kk HkxorkfXuos"ks.k ç.khrk egkeqfuukepjds.k çfr
laLdrkZ vk;qosZnkpk;Z t;nso fo|kyËkj (fgUnh vuqokn) f}rh;
[k.M] eksrhyky cukjlhnkl] ubZ fnYyh] v/;k; 23 i`"B&341]

7- fgUnh ukVÔk'kkL=k] ckcwyky 'kqDy 'kkL=kh] pkS[kEck laLÑr laLFkku]
okjk.klh] v/;k; 5
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11

HkjrksÙkQ vkgk;kZfHku; ds fl¼kUrksa dk iz;ksx
^çfrekukVd* ds lUnHkZ esa

fu#iek f=kikBh

Hkkjrh; ukVÔkfo|k ds lEiw.kZ rÙoksa dh ,d foiqy lEink ds :i esa çfrf"Br
vkpk;Z Hkjr Ñr ^ukVÔk'kkL=k* ds v/;;u ,oa vuqla/kku dh ,d vfofPNUu
ijEijk pyrh vk jgh gSA

^ukVÔk'kkL=k* dh ewy ik.Mqfyfi;kÍ Hkkjr ds lqnwj nf{k.k vkSj mÙkj Hkkjr
ls izkIr gqbZ gSa ftuds vk/kkj ij blds dbZ laLdj.k izdkf'kr gq,A bldk
loZizFke izdk'ku 1894 bZö esa fu.kZ;lkxj izsl ls dkO;ekyk laLÑr lhjht
ds vUrxZr gqvkA rnuUrj xk;dokM+ vksfj,UVy lhjht ls jkeÑ".k dfo ds
lEikndRo esa ̂ vfHkuoHkkjrh* Vhdk lfgr bldk izdk'ku pkj Hkkxksa esa gqvkA
^ukVÔk'kkL=k* dk ,d vU; laLdj.k dk'kh ls 1929 bZö esa pkS[kEck laLÑr
lhjht ds vUrxZr izdkf'kr gqvk ftldk lEiknu ia- cVqdukFk 'kekZ ,oa ia-
cynso mik/;k; us fd;k FkkA blh izdkj dkykUrj esa vU; laLdj.k Hkh
izdkf'kr gq,A ^ukVÔk'kkL=k* ds izdkf'kr bu laLdj.kksa esa ikBHksn Hkh ik;s tkrs
gSaA

^uV voLdUns* ls fu£er ^ukVÔk* dk vFkZ gŚ ^rkS;Zf=kd*A fofHkUu dks'k
^rkS;Zf=kd* dks u`R;] xhr ,oa ok| dh lef"V dgrs gSaA1 ^ukVÔk'kkL=k* esa
mi;qZÙkQ rhuksa ds vfrfjÙkQ ̂ ukVÔk* ls lEc¼ lEiw.kZ dykvksa tSlś ukVÔkksRifÙk]
ukVÔke.Mi] jÌiwtk] iwoZjÌ vkSj vÌgkj] ukVÔklfU/k;ksa] uk;d&ukf;dk ds
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izdkj] NUn%&'kkL=k] vyËkj ,oa jl vkfn dk O;kid fu:i.k fd;k x;k gSA
^ukVÔk'kkL=k* esa tgkÍ ukVÔk&dyk ds fl¼kUrksa dk lw{ekfrlw{e foospu

feyrk gS ogha bldk nwljk izcy i{k Hkh fu:fir gS ftls ^ukVÔk&iz;ksx* ;k
^iz;ksx&foKku* dh laKk nh tkrh gSA blds vUrZxr vkpk;Z Hkjr us vkfÌd]
okfpd] lkfÙod rFkk vkgk;Z vfHku; dk fo'ys"k.k fd;k gSA dksbZ Hkh
ukVÔkÑfr eÛkh; iz;ksx gsrq gh jfpr gksrh gSA blesa o£.kr ik=kksa dh voLFkkvksa
dk 'kkjhfjd ps"Vkvksa] ok.kh ds foU;kl] euksHkkoksa dh vfHkO;fDr rFkk mfpr
os'kHkw"kk vkfn ds }kjk izLrqr vuqÑfr dks gh 'kkL=kh; Hkk"kk esa vfHku; dh
laKk nh xbZ gS &

foHkko;fr ;LekPp ukukFkkZu~ fg iz;ksxr%foHkko;fr ;LekPp ukukFkkZu~ fg iz;ksxr%foHkko;fr ;LekPp ukukFkkZu~ fg iz;ksxr%foHkko;fr ;LekPp ukukFkkZu~ fg iz;ksxr%foHkko;fr ;LekPp ukukFkkZu~ fg iz;ksxr%
'kk[kkÌksikÌla;qDrLrLeknfHku;% Le`r%AA'kk[kkÌksikÌla;qDrLrLeknfHku;% Le`r%AA'kk[kkÌksikÌla;qDrLrLeknfHku;% Le`r%AA'kk[kkÌksikÌla;qDrLrLeknfHku;% Le`r%AA'kk[kkÌksikÌla;qDrLrLeknfHku;% Le`r%AA

(ukVÔk'kkL=k] 8-9)
vfHkuhr gksus ij gh ukVÔk dh ^n`';dkO;^ ;g laKk pfjrkFkZ gksrh gS rFkk

ml ls gh izs{kd jlkuqHkwfr dh pje lhek rd igqÍprk gSA vkpk;Z Hkjr us
izk/kkU;su vfHku; dks pkj izdkj ls ckÍVk gŚ vkfÌd] okfpd] lkfÙod rFkk
vkgk;ZA ukVÔk ds ikBÔk va'k okfpd vfHku; ds ek/;e ls lEiUu fd;k tkrk
gSaA dfo&l`f"V esa dfo&fuc¼ ik=k Hkh lq[k&nq%[kkRed euksHkkoksa ls ;qDr gksrs
gh gSaA eÛk ij buds bu fofo/k Hkkoksa dh vfHkO;fÙkQ djkrk gS ^lkfÙod*
vfHku;A ̂ ukVÔk* esa o£.kr ik=kksa dks ;FkkFkZ :i esa eÛk ij izLrqr djus ds fy,
vko';d gksrk gS mls vuqdwy os'kHkw"kk vkfn dk usiF; esa gh fo/kku dj
ysukA vkpk;Z Hkjr ds vuqlkj ik=k dk os'k foU;kl vyËkj&ifj/kku] vÌ
jpuk] jÌeÛk ij futhZo ykSfdd inkFkks± vkSj ltho tUrqvksa dk ukVÔk/kehZ
iz;ksx ̂ vkgk;Z* vfHku; gSA vkgk;kZfHku; usiF;t fof/k gŚ

vkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%A
r=k dk;Z% iz;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% iz;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% iz;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% iz;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% iz;RuLrq ukVÔkL; 'kqHkfePNrkAA22222

vU; vfHku;ksa dh vis{kk vkgk;kZfHku; dk ikFkZDÔk gS D;ksafd bl fof/k dk
iz;ksx usiF; esa gh fl¼ dj fy;k tkrk gS¡ tcfd vU; vfHku;ksa dk iz;ksx
eÛk ij gh gksrk gSA ^ukVÔk'kkL=k* esa vusd HksnksiHksn lfgr vkgk;kZfHku; dk
o.kZu fd;k x;k gSA

ukVÔk&iz;ksx esa vkgk;kZfHku; dk egÙo vlk/kkj.k gSA ,slk iz;ksx ftlesa
vU; lHkh vfHku; fdrus gh mRÑ"V D;ksa u gks lkSUn;Zfoghu gh fl¼ gksrs
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gSaA ;fn muesa vkgk;kZfHku; dk lUrqyu u gksA eq[; :i ;s vkgk;kZfHku; ds
dkS'ky ls gh isz{kd ds ân; esa vuqdk;Z ,oa vuqdrkZ ds Hksn dks frjksfgr
fd;k tk ldrk gSA mRÑ"V vfHku; ds iz;ksx ls gh izs{kd dh og ifjHkk"kk
jÌeÛk gks ldsxh tks vkpk;Z Hkjr us nh gŚ

;Lrq"VkS rqf"Vek;kfr 'kksosQ 'kksdeqiSfr pA;Lrq"VkS rqf"Vek;kfr 'kksosQ 'kksdeqiSfr pA;Lrq"VkS rqf"Vek;kfr 'kksosQ 'kksdeqiSfr pA;Lrq"VkS rqf"Vek;kfr 'kksosQ 'kksdeqiSfr pA;Lrq"VkS rqf"Vek;kfr 'kksosQ 'kksdeqiSfr pA
nSU;s nhuRoeH;sfr l ukVÔks izs{kd% Le`r%AAnSU;s nhuRoeH;sfr l ukVÔks izs{kd% Le`r%AAnSU;s nhuRoeH;sfr l ukVÔks izs{kd% Le`r%AAnSU;s nhuRoeH;sfr l ukVÔks izs{kd% Le`r%AAnSU;s nhuRoeH;sfr l ukVÔks izs{kd% Le`r%AA33333

n'kZd dh iw.kZ lUrqf"V esa gh iz;ksx&foKku dh lk/kqrk gSA dkfynkl us
^vfHkKku'kkdqUry* esa lw=k/kkj ds eq[k ls mfpr gh dgk gS&

^^vk ifjrks"kkn~ fonq"kka u lk/kq eU;s iz;ksxfoKkue~**^^vk ifjrks"kkn~ fonq"kka u lk/kq eU;s iz;ksxfoKkue~**^^vk ifjrks"kkn~ fonq"kka u lk/kq eU;s iz;ksxfoKkue~**^^vk ifjrks"kkn~ fonq"kka u lk/kq eU;s iz;ksxfoKkue~**^^vk ifjrks"kkn~ fonq"kka u lk/kq eU;s iz;ksxfoKkue~**4

iz;ksx foKku dh ;g lk/kqrk vf/kdka'k :i esa vkgk;Z vfHku; ij gh fuHkZj
gSA

vk/kqfud jÌeÛk dh fodflr voLFkk dks ns[krs gq, ;g dgk tk ldrk
gS fd og iw.kZ:i ls ikjEifjd fof/k;ksa dk vuqxkeh ugha gSaA fdUrq izkphu
laLÑr ukVÔk&Ñfr;ksa dh izkphurk ,oa ekSfydrk dks v{kq..k cuk, j[kus ds
fy, HkjrksÙkQ fl¼kUrksa ds vuqdwy izn'kZu vifjgk;Z gSA rHkh mudh okLrfodrk
,oa dfo dh Hkkouk dh lqj{kk lEHko gSA

izkphu ukVÔkdkjksa dh ³k`…yk esa Hkkl dfo ,oa muds 13 ukVd lnSo gh
lekn`r jgs gSaA egkdfo dkfynkl us ̂ izfFkr;'klka Hkkl&lkSfeYy& dfoiq=kknhukaizfFkr;'klka Hkkl&lkSfeYy& dfoiq=kknhukaizfFkr;'klka Hkkl&lkSfeYy& dfoiq=kknhukaizfFkr;'klka Hkkl&lkSfeYy& dfoiq=kknhukaizfFkr;'klka Hkkl&lkSfeYy& dfoiq=kknhuka
izcU/kku~izcU/kku~izcU/kku~izcU/kku~izcU/kku~* dgdj budk Lej.k fd;k gSA HkklÑr lEiw.kZ 13 ukVd jÌeÛkh;
n`f"V ls mi;qDr gSA bu ukVdksa esa ^izfrekukVd*^izfrekukVd*^izfrekukVd*^izfrekukVd*^izfrekukVd* dk viuk fo'ks"k egÙo gSA
bl ukVd dk dFkkpØ lkr vËkas esa foHkkftr gSA jke ds jkT;kfHk"ksd dh
rS;kjh ls ukVd dk izkjEHk gksrk gS rFkk muds ouokl ds i'pkr~ iqu%
jkT;kfHk"ksd ds lkFk ukVd dh ifjlekfIr gks tkrh gSA bl ukVd dh dFkk
^jkepfjr* ij gh vk/kkfjr gS fdUrq blesa Hkkl dh ekSfydrk dk ifjp;
ins&ins izkIr gksrk gSA ukVdh; n`f"V ls n'kZd dk dkSrwgy gj n`'; esa cuk
jgs] bl izdkj bldh jpuk gqbZ gSA Hkjr izfrikfnr vkgk;Z vfHku; ds lw{e
ifj'khyu ds lkFk mls ^izfrekukVd* ds lUnHkZ esa iz;ksx djrs gq, bl ukVd
dh iz;ksxkgZrk esa o`f¼ dh tk ldrh gSA

vkpk;Z Hkjr us vkgk;Z vfHku; ds eq[; pkj Hksn ekus gSá iqLr] vyËkj]
vÌjpuk rFkk l×thoA buesa iqLr uked Hksn okLrfod :idksa dks jÌeÛk
ij izLrqr djus dh lkËssfrd fof/k gSA blds ek/;e ls gh jÌe.Mi ij

HkjrksÙkQ vkgk;kZfHku; ds fl¼kUrksa dk iz;ksx - - - % fu#iek f=kikBh
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;FkkFkZrk dk lÜku djrs gq, 'kSy] ;ku] foeku vkfn vusdkusd Hkkjh oLrqvksa
dks izLrqr fd;k tkrk gSA5  lfU/ke] O;kfte vkSj osf"Ve blds rhu :i gksrs
gSaA vko';drk ds vuqlkj jÌe.Mi ij izLrqr dh tkus okyh Hkkjh&Hkjde
oLrqvksa dk yk[k] ckÍl] HkwtZi=k] peM+k vkfn gYdh oLrqvksa ls fuekZ.k djds
izLrqr djus dh fof/k lfU/ke gSA jFk] foeku] ;kukfn dks Ñf=ke xfr iznku
djuk O;kfte gS] ftls iqLr dks oL=k ;k fdlh vU; oLrq ls yisV dj rS;kj
fd;k tkrk gS mUgsa osf"Ve ;k psf"Ve dgk tkrk gSA6

^izfrekukVd* ds izFke vË esa gh dÛkqdh izfrgkjh dks jke ds jkT;kfHk"ksd
dh rS;kjh dh lwpuk nsrk gS
- - - - i'; i'; i'; i'; i';&

N=ka lO;tua lufUniVga Hkæklua dfYira- - - N=ka lO;tua lufUniVga Hkæklua dfYira- - - N=ka lO;tua lufUniVga Hkæklua dfYira- - - N=ka lO;tua lufUniVga Hkæklua dfYira- - - N=ka lO;tua lufUniVga Hkæklua dfYira- - - 77777

bR;kfn 'kCnksa ls nsrk gSA bl esa jkT;kfHk"ksd dk n`'; izn£'kr djrs gq,
vfHk"ksd ds ;ksX; oLrqvksa] tSls N=k] ¯lgklu] jFk vkfn dks iqLr fof/k ds
^lfU/ke* Hksn ds }kjk gh fu£er dj izLrqr fd;k tk ldrk gSA r`rh; vË
esa jFkklhu Hkjr ,oa lkjfFk dk izos'k eÛk ij fn[kkus ds fy, lfU/ke ,oa
O;kfte iqLr fof/k dk vkJ; fy;k tk;sxkA8 D;ksafd blh ls jFk dk fuekZ.k
,oa mldh xfr izn£'kr dh tk ldsxhA r`rh; vË esa gh b{okdqoa'kh; e`r
jktkvksa dh izfrek dk Hkjr }kjk voyksdu ,oa iz.kke dk n`'; gSA9  bl izlÌ
esa izfrekvksa dk fuek.kZ Hkh ^iqLr* uked vkgk;Z fof/k ls djrs gq, mUgsa
;FkkFkZrk ds vuqdwy izn£'kr fd;k tk ldrk gSA blh izdkj vU;kU; LFkyksa
ij Hkh ;gkÍ ukVÔkksi;ksxh N=k] eqdqV] /otk] foeku] ¯lgklu vkfn ds izn'kZu
dh vko';drk gS mUgsa iqLr fof/k ds ek/;e ls gh lEHko cuk;k tk ldrk
gSA

vkpk;Z Hkjr dh Li"V ekU;rk gS fd ukVÔk&dFkk ds mi;ksxh vL=k&'kL=k&
/kuq"k] xnk vkfn dks ;fn eÛk ij izn£'kr djuk gks rks os gYds inkFkZ tSls
yk[k] ckÍl vkfn ls fu£er gksus pkfg, vU;Fkk vf/kd Hkkjh gksus ij os
leqfpr vfHku; esa ck/kk mifLFkr djsaxsA tSls ̂ izfrekukVd* ds izFke vË esa
/kuq"k&ck.k vkfn mÙkQ fof/k ls gh fufeZr gksaxsA

jÌeÛk ij mifLFkr gksus okys ik=kksa dk vkHkw"k.k] oLrq vkfn ds }kjk ewy
(vuqdk;Z) ik=kksa ls lkE; j[krk gqvk euksgkjh vkSj ;FkkFkZ vyËj.k rks izfl¼
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gh gSA Hkjr us bls vkgk;kZfHku; ds vyËkj uked Hksn ds vUrxZr fu:fir
fd;k gSA ik=kksa ds vyËj.k dks rhu izdkj ls lEikfnr fd;k tkrk gSA vr%
;g rhu izdkj dk gksrk gS & ekyk] vkHkj.k rFkk os'kfoU;kl´

vyËkjLrq foKs;ks ekykHkj.kokllkAvyËkjLrq foKs;ks ekykHkj.kokllkAvyËkjLrq foKs;ks ekykHkj.kokllkAvyËkjLrq foKs;ks ekykHkj.kokllkAvyËkjLrq foKs;ks ekykHkj.kokllkA
ukukfo/klek;ksxkr~ ;ks¿Ìka sikÌfofu£er%AAukukfo/klek;ksxkr~ ;ks¿Ìka sikÌfofu£er%AAukukfo/klek;ksxkr~ ;ks¿Ìka sikÌfofu£er%AAukukfo/klek;ksxkr~ ;ks¿Ìka sikÌfofu£er%AAukukfo/klek;ksxkr~ ;ks¿Ìka sikÌfofu£er%AA1010101010

ukVÔk'kkL=k esa ekyk,Í ikÍp izdkj dh crkbZ xbZ gSa & osf"Vr] forr] xzfFkr]
yfEcr ,oa la?kkR;A ^izfrekuVd* esa ouokl dky esa lhrk dk vyËj.k
HkjrksÙkQ ekY;kHkj.k ds vuqlkj gh gksuk pkfg,A

vkHkj.k pkj izdkj ds gksrs gS & vkos/;] cU/kuh;] iz{ksI; vkSj vkjksI;A buesa
tks 'kjhj ds vÌksa dks cs/k dj igus tkrs gSa os vkos/; gSaA cU/kuh; os vkHkw"k.k
gSa tks vÌksa esa ckÍ/ks tkrs gSa tSls & vÌn] ds;wj] dj?kuh vkfnA iz{ksI; ds
vUrxZr uqiwj vkfn vyËj.k gS rFkk vÌksa esa vkjksfir djds igus tkus okys
oL=kkHkj.k] gkjkfn vkjksI; vkHkj.k gSaA11

^izfrekukVd* ds izFke vË esa lhrk ds 'kjhj ls mrjs vkHkw"k.kksa ds fo"k;
esa jke dk tks dFku gS og Li"V lËsr nsrk gS fd mrkjus ls iwoZ lhrk dk
vyËj.k mi;qZDr vHkkj.kksa ls gh fd;k tk;sxkA12

vkpk;Z Hkjr dh lw{en`f"V dk gh ifj.kke gS fd ukVÔk'kkL=k esa fL=k;ksa ,oa
iq#"kksa ds i`Fkd~&i`Fkd~ vkHkw"k.kksa dk rFkk vÌ&izR;Ìksa esa igus tkus okys
HkkÍfr&HkkÍfr ds vyËkjksa dk mYys[k feyrk gSA ^izfrekukVd* esa lhrk] jke]
n'kjFk vkSj dkS'kY;k vkfn jkfu;kÍ gh ugha vU; ik=kksa dks ;Fkk;ksX; vyË`r
dj Hkjr dh bl n`f"V dk ykHk mBkrs gq, ukVd dk lqUnj izn'kZu fd;k tk
ldrk gSA bruk gh ugha fdl Hkko ,oa jl esa dSls vkHkw"k.k gksus pkfg,]
vkHkw"k.kksa dk fuekZ.k fdu oLrqvksa ls gks bu lcdk Hkh foLr`r 'kkL=kh;
fo/kku Hkjr us izLrqr fd;k gSA tSls&^ukVÔk'kkL=k* esa 'kksd&;k nq%[k&e;h n'kk
esa peRdkjiw.kZ vkHkw"k.kksa dk iz;ksx ukjh ds fy, v'kksHkuh; crk;k gSA bl
funsZ'k ds vuqlj.k ij ^izfrekukVd* ds f}rh; vË esa jke ds fo;ksx esa
O;kdqy jktk n'kjFk dks /khjt ckÍ/krh gqbZ dkS'kY;k vkSj lqfe=kk ds vkHkw"k.k
jktdqyksfpr rks gksaxs ijUrq cgqr peRdkjiw.kZ ughaA13

vkHkw"k.kksa ds iz;ksx ,oa fuekZ.k ds lEcU/k esa Hkh Hkjr us egÙoiw.kZ fl¼kUrksa
dk izfriknu fd;k gSA ukVÔk esa u rks vko';drk ls vf/kd vkHkw"k.kksa dk
iz;ksx gksuk pkfg, vkSj u gh mudk fuekZ.k ,slh /kkrqvksa ls gks ftlls os cksf>y

HkjrksÙkQ vkgk;kZfHku; ds fl¼kUrksa dk iz;ksx - - - % fu#iek f=kikBh
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gks tk;A yksg vkfn ls fu£er peRdkjksRiknd ,oa gYds vkHkw"k.kksa ds iz;ksx
dks gh mfpr n'kkZ;k x;k gSA Ñf=ke vkSj gYds vyËkj vfHku; esa ck/kk
mRiUu ugha djrsA14  ^izfrekukVd* ds izFke vË esa jke ds vfHk"ksd dh
?kks"k.kk dk lekpkj lqudj lhrk vius vkHkw"k.k mrkj dj psVh dks nsrh gSaA15

;fn os vkHkw"k.k Hkkj esa vf/kd gksaxs rks fu%lUnsg ukVÔk iz;ksx esa ck/kk mRiUu
gksxhA

vkgk;kZfHku; dk r`rh; izdkj vÌjpuk gSA blds vUrxZr ik=kksa ds
:i&ifjorZu ij foLrkj ls izdk'k Mkyk x;k gSA blh ds vkJ; ls vuqdrkZ
vius ^Lo* Hkko dk ifjR;kx dj jke] lhrk vkfn ds :i ,oa Hkko ls
lefUor gks izs{kdksa ds le{k izLrqr gksrk gSA Hkjr us ewy:i ls pkj o.kks± dh
;kstuk dj yh gSA ftlls jÌdkj ik=kksa dks ns'k&tkfr ds vuq:i izLrqr fd;k
tkrk gSA

o.kZ&jpuk dh ;g vkgk;Z fof/k ukVÔk&iz;ksx esa brus egÙo dh gS fd blh
dk vkJ; ysdj euq"; :i dk gh eÛk ij vuqdj.k ugha izLrqr fd;k tkrk
vfirq ,sls Hkh inkFkZ vkSj izk.kh tks ekuoh; ugha gS] izLrqr dj fn;k tkrs gSaA
unh] nqxZ] izklkn] ;ku bR;kfn ds eÛkh; izn'kZu ds fy, vfHkusrk dks gh mlh
:i jÌ dh vkHkk ls ;qÙkQ djds izLrqr fd;k tkrk gSA ik=kksa dh vÌjpuk]
jl rFkk ns'k tkfr ds vuqdwy gksrh gSA ³k`Ìkj jl esa ';ke] gkL; esa 'kqHkz]
d#.k esa /kwlj vkfn o.kksZ ds iz;ksx dk fo/kku gSA bl n`f"V ls iz;ksT; ukVd
ds f}rh; vË esa jke ds fo;ksx esa foyki djrs gq, 'kksdkdqy n'kjFk dh
o.kZ&jpuk /kwlj gksuh pkfg,A

czkã.k] {kf=k;] nsork] ;{k vkSj vIljk dk o.kZ xkSj crk;k x;k gSA vr%
jke] y{e.k vkfn dh vÌjpuk xkSjo.kZ dh gksxhA jksxh] dqdehZ] riL;kjr dk
o.kZ Ñ".k gksxk rFkk _f"k ;k laU;klh dks dk"kk; o.kZ ls iznf'kZr fd;k
tk;sxkA16  izLrqr ukVd ds iÛke vË esa laU;klh os'k/kkjh jko.k dh vÌjpuk
dk"kk; o.kZ dh gksxhA17

bl izdkj ukVÔk'kkL=k tkfrHksn ,oa ns'kHksn ds vk/kkj ij L=kh&iq#"kksa ds
fof'k"V os'k] vkHkw"k.k ,oa ds'k&foU;kl dk Hkh fo/kku djrk gS ftldh
mikns;rk ^izfrekukVd* ds lUnHkZ esa Hkh gSA Hkjr 'kq¼] fofp=k ,oa efyu
uked rhu izdkj ds os'k dk mYys[k djrs gSá
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'kq¼ks fofp=kks efyufL=kfo/kks os'k mP;rsA'kq¼ks fofp=kks efyufL=kfo/kks os'k mP;rsA'kq¼ks fofp=kks efyufL=kfo/kks os'k mP;rsA'kq¼ks fofp=kks efyufL=kfo/kks os'k mP;rsA'kq¼ks fofp=kks efyufL=kfo/kks os'k mP;rsA
rs"kka foHkkxa O;k[;kL;s ;Fkkdk;± iz;ksDr`fHk%Ars"kka foHkkxa O;k[;kL;s ;Fkkdk;± iz;ksDr`fHk%Ars"kka foHkkxa O;k[;kL;s ;Fkkdk;± iz;ksDr`fHk%Ars"kka foHkkxa O;k[;kL;s ;Fkkdk;± iz;ksDr`fHk%Ars"kka foHkkxa O;k[;kL;s ;Fkkdk;± iz;ksDr`fHk%A

^izfrekukVd* ds czkã.k] iqjksfgr] d×pqdh;] riLoh] {kf=k; vkfn ik=kksa ds
fy, 'kq¼ os'k dk iz;ksx gksxkA ^phjoYdypekZf.k rkilkuka rq ;kst;sr~*^phjoYdypekZf.k rkilkuka rq ;kst;sr~*^phjoYdypekZf.k rkilkuka rq ;kst;sr~*^phjoYdypekZf.k rkilkuka rq ;kst;sr~*^phjoYdypekZf.k rkilkuka rq ;kst;sr~*A18

bl funsZ'k ds vuqlkj mi;qZÙkQ ukVd esa ouokl dky esa jke oYdy/kkjh gh
izn£'kr fd, tk;saxsA

ukVd bR;kfn esa 'kjhj ds vU; vÌksa dh HkkÍfr f'kj dk Hkh izlk/ku
vfuok;Z gksrk gSA bl i{k dk Hkh foLr`r foospu ukVÔk'kkL=k esa miyC/k gSA
ik'oZxr] eLrdh ,oa fdjhVh ;s rhu f'kj ds os'k gksrs gSaA

ik'okZxrk eLrfduLrFkk pSo fdjhfVu%Aik'okZxrk eLrfduLrFkk pSo fdjhfVu%Aik'okZxrk eLrfduLrFkk pSo fdjhfVu%Aik'okZxrk eLrfduLrFkk pSo fdjhfVu%Aik'okZxrk eLrfduLrFkk pSo fdjhfVu%A
f=kfo/kk eqdqVk Ks;k fnO;ik£FkolaJ;k%AAf=kfo/kk eqdqVk Ks;k fnO;ik£FkolaJ;k%AAf=kfo/kk eqdqVk Ks;k fnO;ik£FkolaJ;k%AAf=kfo/kk eqdqVk Ks;k fnO;ik£FkolaJ;k%AAf=kfo/kk eqdqVk Ks;k fnO;ik£FkolaJ;k%AA1919191919

blds vuqlkj mi;qZÙkQ ukVd jktk ds flj ij eqdqV 'kksHkeku jgsxkA l×tho
vkgk;kZfHku; dk prqFkZ izdkj gS ftlds ek/;e ls vkpk;Z Hkjr us vin] f}in
vkSj prq"in thoksa dks jÌeÛk ij izLrqr djus dh fof/k;kÍ crk;h gSaA20

jkek.kh; dFkk ij vkfJr izfrekukVd esa ;=k&r=k bl fof/k dh mi;ksfxrk
gksxh ghA bl fof/k ds iz;ksx ds fy, Hkjr us ?kVh ;k iVh dh dYiuk dh gSA
;g ,d izdkj dk vkoj.k gksrk gS ftlls vko';drk ds vuq:i fofo/k izkf.k;ksa
dk :i jpdj vfHkusrk jÌeÛk ij ukVÔkdFkk dh okLrfodrk dk lek;kstu
djkrk gSA ?kVh ;k iVh dh jpuk ds fy, vko';d lkexzh /kku dk Hkwlk]
HkLe] oL=k vkSj Nky vkfn crk;h x;h gSA buls vkPNknu rS;kj djds eq[k]
vkÍ[k] ukd vkfn ds ikl vko';d fNæ djds bldk iz;ksx fd;k tk ldrk
gSA

vk/kqfud fodflr jÌeÛk ij ?kVh ;k iVh ds fuekZ.k esa vU; oLrqvksa dk
Hkh iz;ksx fd;k tk ldrk gSA ̂ izfrekukVd* ds "k"B vË esa lhrk dk vigj.k
djds ys tkrs gq, jko.k vkSj tVk;q ds ;q¼ ds n`'; esa tVk;q dk vfHku;
dj jgs ik=k ds fy, l×tho uked vkgk;Z vfHku; dh gh mi;ksfxrk gSA

bl izdkj yksd/kehZ izo`fÙk;ksa dks LokHkkfod ,oa lgt :i esa jÌeÛk ij
ukVÔk/kehZ ds :i esa izLrqr djus gsrq vkgk;kZfHku; furkUr mi;ksxh gSA
vkgk;kZfHku; ds HkjrksÙkQ fl¼kUrksa dk laf{kIr foospu djds ^izfrekukVd* esa
muds iz;ksx dk ;g 'kks/kkRed ifj'khyu ,d fnXn'kZu ek=k gSA bu fl¼kUrksa
ds foLr`r v/;;u ds i'pkr~ muds vf/kdkf/kd iz;ksx ls ukVd dks

HkjrksÙkQ vkgk;kZfHku; ds fl¼kUrksa dk iz;ksx - - - % fu#iek f=kikBh
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dykRed :i esa iz;ksx fd;k tk ldrk gS rFkk Hkkl ds dfoRo&lqjfHk dh
ekSfydrk dks v{kq..k j[krs gq, mls tu&tu rd igqÍpk;k tk ldrk gSA

ikn fVIi.kh rFkk lUnHkZikn fVIi.kh rFkk lUnHkZikn fVIi.kh rFkk lUnHkZikn fVIi.kh rFkk lUnHkZikn fVIi.kh rFkk lUnHkZ

1- rkS;Zf=kda u`R;xhrok|a ukVÔkfena =k;e~A vejdks'k] 1-7-10
2- ukVÔk'kkL=k] 21-1A
3- ukVÔk'kkL=k] 27-52 A
4- vfHkKku'kkdqUry] 7-i`ö 2 A
5- 'kSy;kufoekukfu peZoeZ/otk uxk% A

;kfu fØ;Urs ukVÔks fg l iqLr bfr lafKr%AA ukVÔk'kkL=k] 21-9 A
6- ukVÔk'kkL=k] 21@11 A
7- izfrekukVd 1@i`- 7 A
8- izfrekukVd 3@i`- 85 A
9- izfrekukVd 3@i`- 96 A

10- izfrekukVd 1@i`- 39 A
11- ukVÔk'kkL=k] 21@10A
12- ukVÔk'kkL=k] 21@13] 14] 15 A
13- d.kkSZ RojkiârHkw"k.kHkqXuik'kkS] lalzaflrkHkj.kxkSjrykS p gLrkSA

,rkfu pkHkj.kHkkjurkfu xk=ks] LFkkukfu uSo lerkeqi;kfUr rkor~A
izfrekukVd 1@i`- 26 A

14- izfrekukVd 2@i`- 59 A
15- ukVÔk'kkL=k] 21@47] 48] 49] 50 A
16- izfrekukVd 1@i`- 17 A
17- ukVÔk'kkL=k] 21@86-99 A
18- izfrekukVd 5@i`1- 160 A
19- ukVÔk'kkL=k] 21@123 A
20- ukVÔk'kkL=k] 21@131 A
21- ;% izkf.kuka izos'kks oS l l×tho bfr Le`r%A

prq"inks¿Fk f}inLrFkk pSokin% Le`r%AA ukVÔk'kkL=k] 21-152 A
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lUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwphlUnHkZ xzUFk lwph

1- vejdks'k] pkS[kEck fo|kHkou] okjk.klh] 1997 A
2- mik/;k;] cynso] HkklukVdpØe~] izFke Hkkx] pkS[kEck fo|kHkou]

okjk.klh] 1995 A
3- mik/;k;] cynso] HkklukVdpØe~] f}rh; Hkkx] pkS[kEck fo|kHkou]

okjk.klh] 1973A
4- ns] lq'khy dqekj] laLÑr dkO;'kkL=k dk bfrgkl] fcgkj fgUnh xzUFk

vdkneh] 1988A
5- n;ky] t;] ukVÔk'kkL=k vkSj vfHku;dyk] vfHk#fp izdk'ku] fnYyh]

1998 A
6- f}osnh] dfiynso] vfHkKku'kkdqUrye~] lkfgR; laLFkku] bykgkckn]

1979 A
7- f}osnh] ikjlukFk] ukVÔk'kkL=ke~] lEiw.kkZuUn laLÑr fo'ofo|ky;]

okjk.klh] 1992 A
8- nhf{kr] lqjsUæ ukFk] Hkjr vkSj Hkkjrh; ukVÔkdyk] eksrhyky cukjlhnkl]

fnYyh] 1989 A
9- uxsUæ] fgUnh vfHkuoHkkjrh] fnYyh fo'ofo|ky;] fnYyh] 1960A

10- ukVÔk'kkL=ke~́ if.Mr dsnkjukFk] Hkkjrh; fo|k izdk'ku] okjk.klh]
1983 A m¼j.k blh xzUFk ls fn, x, gSaA

11- Vatsyayan, Kapila, Bharata the Nå¢ya‹åstra, Sahitya
Akademi, 1996.

12- Kane, P.V., History of Sanskrit Poetics, Motital Banarsidas,
1971.

13- jk;] xÌklkxj] izfrekukVde~] laLÑr laLFkku] okjk.klh] 1993A
m¼j.k blh xzUFk ls fn, x, gSaA

14- 'kkL=kh] Jhfuokl] n'k:id] lkfgR; Hk.Mkj] esjB] 1986 A

HkjrksÙkQ vkgk;kZfHku; ds fl¼kUrksa dk iz;ksx - - -% fu#iek f=kikBh
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12

ukVÔk'kkL=k osQ "k"B v/;k; ds nks ikBHksn
vkSj mu ij foe'kZ

jkeewfrZ f=kikBh

bl fucU/k esa dsoy dkfjdkvksa ls lEc¼ ikBHksn ij gh fopkj lhfer fd;k
tk jgk gSA ikBHksn Hkh nks çdkj ds gSá ,d rks ,slk gS ftlls ekU;rk ij dksbZ
fo'ks"k vUrj ugha iM+rk gSA "k"B v/;k; dk igyk gh 'yksd fdUgha çfr;ksa
esa vuqiyC/k gS&^iqoZjÌfo¯/k JqRok - - - *] 'yksd dh txg dsoy ^_"k;
Åpq%^&bruk ikB feyrk gSA tgkÍ ;g 'yksd feyrk gS mlesa Hkh ikBHksn gŚ

iwoZjÌfo¯/k JqRok iqujkgqeZg"kZ;%AiwoZjÌfo¯/k JqRok iqujkgqeZg"kZ;%AiwoZjÌfo¯/k JqRok iqujkgqeZg"kZ;%AiwoZjÌfo¯/k JqRok iqujkgqeZg"kZ;%AiwoZjÌfo¯/k JqRok iqujkgqeZg"kZ;%A
Hkjra equ;% losZ ç'uku~ iÛkfHk/kRLo u%AAHkjra equ;% losZ ç'uku~ iÛkfHk/kRLo u%AAHkjra equ;% losZ ç'uku~ iÛkfHk/kRLo u%AAHkjra equ;% losZ ç'uku~ iÛkfHk/kRLo u%AAHkjra equ;% losZ ç'uku~ iÛkfHk/kRLo u%AA

^Hkjra equ;%* dh txg ^equ;ks Hkjr*  rFkk ^ç'uku~ iÛkfHk/kRLo u%^ dh
txg ^i×pç'uku~ czohfg u%* ,slk ikB feyrs gSA ,sls ikBHksnksa dk Hkh viuk
egÙo gSA ijUrq dksbZ fof'k‘ ekU;rk esa vUrj ugha vkrkA vr% ,sls ikBHksnksa ij
viuk /;ku dsfUnzr u dj oSls ikBHksnksa fopkj djuk egÙoiw.kZ yxrk gS ftuls
ekU;rk,Í cny tkrh gSaA rhljh dkfjdk esa ̂ ,o* dh txg ̂ vfi* ikBkUrj çkIr
gksrk gS& blls O;k[;k ij çHkko iM+ ldrk gSA ^Hkkok'pSo dFka çksÙkQk%* dh
txg ^Hkkok'pfi fg ;s çksÙkQk*& tSls  ikBHksn gSA blh çdkj i×pe dkfjdk
esa ^dkfjdka pSo* dh txg ^dkfjdk'pSo* vkSj ^;FkkØee~* dh txg
^;Fkkfof/k*&tSls foHkÙkQÔkUrj vkSj 'kCnkUrj ds ikBHksn feyrs gSaA ,sls gh
lkekU; ikBHksn vkSj Hkh gaSA1
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iUnzgoha dkfjdk dk ikBHksn egÙoiw.kZ gSA ;gkÍ ,d ikB gS&
^^chHkRlkn~HkqrlaKkS psR;‘kS ukVÔks jlk% Le`rk%**^^chHkRlkn~HkqrlaKkS psR;‘kS ukVÔks jlk% Le`rk%**^^chHkRlkn~HkqrlaKkS psR;‘kS ukVÔks jlk% Le`rk%**^^chHkRlkn~HkqrlaKkS psR;‘kS ukVÔks jlk% Le`rk%**^^chHkRlkn~HkqrlaKkS psR;‘kS ukVÔks jlk% Le`rk%**

ikBkUrj gS &
^^chHkRlkn~Hkwr'kkUrk'p uoukVÔkjlk% Le`rk%**^^chHkRlkn~Hkwr'kkUrk'p uoukVÔkjlk% Le`rk%**^^chHkRlkn~Hkwr'kkUrk'p uoukVÔkjlk% Le`rk%**^^chHkRlkn~Hkwr'kkUrk'p uoukVÔkjlk% Le`rk%**^^chHkRlkn~Hkwr'kkUrk'p uoukVÔkjlk% Le`rk%**

b/kj usiky ls çkIr ik.Mqfyfi;ksa esa fofHkUu ikBkUrj çkIr gq, gSaA
eqnz.k ds vHkko] çfrfyfidkjksa ds çekn rFkk fofHkUu ns'kdky esa çogeku

ekSf[kd ijEijk ds dkj.k ukVÔk'kkL=kh; ewy dkfjdkvksa ij fofHkUu ikBkUrj
feyrs gSaA mÙkQ dkfjdk dks gh ysaA vkn'kZ çfr dk ikB´

gkL;'k`Ìkjd#.kk ohjjkSnzHk;kudk%gkL;'k`Ìkjd#.kk ohjjkSnzHk;kudk%gkL;'k`Ìkjd#.kk ohjjkSnzHk;kudk%gkL;'k`Ìkjd#.kk ohjjkSnzHk;kudk%gkL;'k`Ìkjd#.kk ohjjkSnzHk;kudk%
chHkRlkn~Hkqr'kkUrk'p uo ukVÔkjlk% Le`rk% AAchHkRlkn~Hkqr'kkUrk'p uo ukVÔkjlk% Le`rk% AAchHkRlkn~Hkqr'kkUrk'p uo ukVÔkjlk% Le`rk% AAchHkRlkn~Hkqr'kkUrk'p uo ukVÔkjlk% Le`rk% AAchHkRlkn~Hkqr'kkUrk'p uo ukVÔkjlk% Le`rk% AA

(usiky ik.Mqfyfi)

(1) gkL;J̀Ä~xkjd#.kks us- 1&7] js ;k] oh] çk ik oh
³k̀ÌkjgkL;d#.kks js & 1
³k`ÌkjgkL;d#.kk dkO;xk] çk] dk] eeks
³k`Ìkjohjd#.kk js ik vkj oh
³k`ÌkjgkL;d#.kk dkO;

(2) ohjjkSnzHk;kudk% us- 1&7] js] xzkik] th] oh] xkik]
t] v] eA

jkSnzHk;kudk% js ik] ,] vkj vks] dkO;] çk] xk]
dk] eeksA

jkSnzgkL;Hk;kudk% js ik] vkj ohA

(3) chHkRlkn~Hkqr'kkUrk'p uo us- 1&7] xzkik] oh] jsik] oh] xkik]
tA

    chHkRlkn~HkqrlaKkS psR;‘kS js] xk] xzk] dk] eeksA
    chHkRlkn~HkqrlaKkS p ukVÔks pk‘kS js ik] vkj] oh] vkj vksA
    chHkRlkn~HkqrlaKk psR;‘kS xk ik] nz] v] o] r] dkO;A

¯d jlsH;ks HkkokukefHkfuoZ̀fr#rkgks HkkosH;ks jlkukfefrA ds"kkf×pUers rq
ijLijlEcU/kkns"kkefHkfuoZf̀rfjfrA rUu] dLekr~\ ǹ';rs fg HkkosH;ks jlkukefHkfuòZfr%A
u jlsH;ks Hkkokuke~A



95

vfHkfuoZ̀frfjR;uUrja dkO;] dkik] d] [k] xzkik] oh ekr`dk;ka ^n`';rs fg
HkkosH;ks jlkukefHkfuo` ZfruZ jlsH;ks Hkkokuke~ n`';rsA ijLijlEc¼k
jlkukefHkfuoZ`frfjfr´us- 1&7 jsik] oh] xzkik] oh] ijLijlEc¼k&
ns"kkefHkfuoZ̀frfjr&js] dkO;] xzk] xk] dk] eeksA
1- dkfynkl ds ^foØeksoZ'kh;* esa (2&2&18) fuEufyf[kr 'yksd ls

;g Li‘ gS fd muds le; rd ukVÔk esa vkB jl okyh ijEijk gh
çpfyr Fkh´
eqfuuk Hkjrsu ;% ç;ksxks Hkorh"o‘jlkJ;% ç;qÙkQ%A
yfyrkfHku;a re| HkrkZ e#rka nz‘qeuk% lyksdiky%AA

2- pkS[kEHkk laLdj.k dk miØe vkSj milagkj Hkh ukVÔk esa jl dh ppkZ
dk fojks/kh gSA

3- dkO;kn'kZ (2&1&292) esa Hkh dgk x;k gS
bg Ro‘jlk;Ùkk jloÙkk Le`rk fxjke~A

blds vk/kkj ij (çks- dk.ks ds vuqlkj) ekuk tkrk gS fd lkroha 'krh esa
Hkh jlksa dh la[;k vkB gh Lohdkj dh tkrh FkhA vfHkuoxqIr dk i{k gS fd
dqN yksx ukS jl ekurs gSa] ijUrq mUgksaus dbZ çkphu ik.Mqfyfi;ksa esa 'kkUr jl
vkSj mlds LFkk;h Hkko ^'ke* dk mYys[k çkIr fd;k gŚ
iQyr% dgk gŚ

;s iquuZojlk bfr iBfUr rUers 'kkUrLo:iefHk/kh;rsA;s iquuZojlk bfr iBfUr rUers 'kkUrLo:iefHk/kh;rsA;s iquuZojlk bfr iBfUr rUers 'kkUrLo:iefHk/kh;rsA;s iquuZojlk bfr iBfUr rUers 'kkUrLo:iefHk/kh;rsA;s iquuZojlk bfr iBfUr rUers 'kkUrLo:iefHk/kh;rsA2

vkSj vkxs Hkh dgk gŚ
^^rLeknfLr 'kkUrks jl%A rFkk p fpjUruiqLrds"kq LFkkf;Hkkoku~ jlRoeqius";ke%**A

bR;uUrja ^^'kkUrks uke 'keLFkkf;HkkokRed%** bR;kfn 'kkUry{k.ka iBÔkrsA**3

jsu ds laLdj.k ds NBs v/;k; esa ^^Ro‘kS ukVÔks jlk%^^ gh ekuk x;k gSA
blls Li‘ gS fd dkfynkl ds le; rd 'kkUr jl dks LohÑfr ugha feyh

Fkh (le; 400&450 bZö) ijUrq vfHkuoxqIr dks cgqr igys gh bldh
LohÑfr fey pqdh Fkh (1000 bZö ls igys)A iQyr% vfHkuoxqIr ekurs gSa
fd ukVÔk'kkL=k dh ik.Mqfyfi;ksa esa nks ijEijk,Í py jgh FkhaA mn~HkV us vius
^dkO;kyadkjlkjlÄ~xzg* esa (4&45) uo jl dh ckr dgh gS &

'k`ÌkjgkL;d#.kjkSnzohjHk;kudk%A'k`ÌkjgkL;d#.kjkSnzohjHk;kudk%A'k`ÌkjgkL;d#.kjkSnzohjHk;kudk%A'k`ÌkjgkL;d#.kjkSnzohjHk;kudk%A'k`ÌkjgkL;d#.kjkSnzohjHk;kudk%A
chHkRlkn~Hkqr'kkUrk'p uo ukVÔks jlk% Le`rk%AA 4-45chHkRlkn~Hkqr'kkUrk'p uo ukVÔks jlk% Le`rk%AA 4-45chHkRlkn~Hkqr'kkUrk'p uo ukVÔks jlk% Le`rk%AA 4-45chHkRlkn~Hkqr'kkUrk'p uo ukVÔks jlk% Le`rk%AA 4-45chHkRlkn~Hkqr'kkUrk'p uo ukVÔks jlk% Le`rk%AA 4-45

Hkkoçdk'ku4 us dgk gS fd 'kkUr jl dks tksM+us dk Js; oklqfd dks gSA

ukVÔk'kkL=k osQ "k"B v/;k; ds nks ikBHksn - - - % jkeewfrZ f=kikBh
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mi;qZÙkQ fooj.k ls Li‘ gS fd ;g ikBHksn 400&750 bZ0 ds chp cuk
gksxkA b/kj ds ç;Ruksa esa usiky ls tks lkr ;k mlls nks& ,d vf/kd
ik.Mqfyfi;kÍ feyh gSa] muesa Hkh ^uo ukVÔkjlk% Le`rk%^&tSls okD;
miyC/k gSaA budk le; 12&15 oha 'krkCnh ds chp dk gSA

n'k:iddkj Hkh ukVÔk esa vkB jl ds gh i{k/kj gSaA eEeV us dkO; esa uo
jl dh i{k/kjrk dh gSA mUgksaus dgk gS&

fuosZnLFkkf;Hkkoks¿fLr 'kkUrks¿fi uoeks jl%A 4-44fuosZnLFkkf;Hkkoks¿fLr 'kkUrks¿fi uoeks jl%A 4-44fuosZnLFkkf;Hkkoks¿fLr 'kkUrks¿fi uoeks jl%A 4-44fuosZnLFkkf;Hkkoks¿fLr 'kkUrks¿fi uoeks jl%A 4-44fuosZnLFkkf;Hkkoks¿fLr 'kkUrks¿fi uoeks jl%A 4-44
vfHkuo us fuosZn dk fo'ys"k.k djrs gq, mls vkuUno¼ZuksÙkQ ^leLr&

r`".kk{k;lq[kkRek* 'ke esa i;Zoflr dj vUrr% vkRek dks gh LFkk;h Lohdkj
fd;k gSA vkuUno¼Zu 'kkUr ds i{k/kj gSaA if.Mrjkt uo LFkk;h Hkkoksa dk
mYys[k djds leFkZu esa eqfu&opu dks çek.k ekurs gSaA bUgksaus rks mldh
fLFkfr ukVÔk esa Hkh lksiifÙk ekuh gSA ̂ lÌhrjRukdj* ds pjek/;k; esa Hkh 'kkUr
dh ukVÔk esa fLFkfr crkbZ gSA bldh ik.Mqfyfi;kÍ ckjgoha ls iUnzgoha 'krh ds
e/; iqf"idkvksa ds lk{; ij miyC/k gSA foosd lek/k'r ikB&lEiknu ds
i{k/kj vkpk;Z fo'os'oj us Hkh ^uoukVÔkjlk%* dk gh i{k xzg.k fd;k gSA
pkS[kEck laLdj.k esa "k"B v/;k; dks lekIr djrs gq, dgk x;k gŚ

,oesrs jlk Ks;kLRo‘kS y{k.kyf{krk%A,oesrs jlk Ks;kLRo‘kS y{k.kyf{krk%A,oesrs jlk Ks;kLRo‘kS y{k.kyf{krk%A,oesrs jlk Ks;kLRo‘kS y{k.kyf{krk%A,oesrs jlk Ks;kLRo‘kS y{k.kyf{krk%A
;gha vkpk;Z fo'os'oj us ftl ikB dks lekn`r ekuk gS] og gŚ

,oesrs jlk Ks;k uo y{k.kyf{krk%A 6-132 (83),oesrs jlk Ks;k uo y{k.kyf{krk%A 6-132 (83),oesrs jlk Ks;k uo y{k.kyf{krk%A 6-132 (83),oesrs jlk Ks;k uo y{k.kyf{krk%A 6-132 (83),oesrs jlk Ks;k uo y{k.kyf{krk%A 6-132 (83)
pkS[kEck laLdj.k esa 82&83 ds chp ,slh Ng dkfjdk,Í ugha gSa tks ^uo

ukVÔkjlk%* okys viuh çfr esa Lohdkj djrs gSa] ijUrq ^v‘kS* okyh ijEijk
vLohdkj djrh gSA

fopkjdksa ds le{k ;g leL;k gS fd fdl ijEijk dks Lohdkj fd;k tk,\
tgkÍ rd ikB lEiknu foKku ds fu;eksa dk lEcU/k gŚ çkIr ik.Mqfyfi;ksa dh
vf/kdka'k çfr;ksa esa ^uo ukVÔkjlk%* okyk ikB gh miyC/k gSA Jh jkeÑ".k
dfo us ftu pkyhl ik.Mqfyfi;ksa ds vk/kkj ij (1926] 1980) lEiw.kZ
ukVÔk'kkL=k rFkk vfHkuoHkkjrh lfgr dsoy lkr v/;k;ksa dk çFke [k.M
lEikfnr vkSj çdkf'kr fd;k vkSj mudks mÙkj ijEijk vkSj nf{k.k ijEijk ds
uke ls f}/kk foHkkftr fd;k x;k gSA 1956 bZö esa Jh jkeLokeh 'kkL=kh us nl
vkSj ik.Mqfyfi;ksa dk mi;ksx dj ikBHksn dh ijEijk le`¼ dhA
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usiky ls laçfr lkr ik.Mqfyfi;kÍ vkSj çkIr gks xbZ gSaA 'kkUr jl ds
fojksf/k;ksa }kjk ftrus Hkh rdZ fn, x, gSa] vfHkuo vkSj if.Mrjkt vkfn us mu
lcdk [k.Mu fd;k gSA vr% 'kkUr dks jl u ekuus dk dksbZ dkj.k ugha gSA
rc ;gh dYiuk djuh iM+rh gS fd ijEijk esa nksuksa rjg ds ikB miyC/k jgs
gSa vkSj laxzgdkj Hkjr us nksuksa ijEijkvksa dk mi;ksx fd;k gSA ^v‘kS ukVÔkŝ
dgus dk vk'k; ;g gS fd dkO; esa ^'kkUr* mUgsa Hkh vHkh‘ gSA eEeV dk
Hkh ;gh i{k gSA if.Mrjkt çHk`fr rks ukVÔk esa Hkh ̂ uo* ds i{k/kj gSaA vfHkuo
ftl ijEijk dk mYys[k djrs gSa mlesa rks uo ukVÔkjlk%* gS ghA vFkkZr~ ;g
ijEijk ukVÔk esa uo jlksa dh ckr ekurh gSA ijLij fHkUu ijEijkvksa dk mYys[k
Hkjr vU;=k Hkh djrs gSaA ,d rjiQ ogh Hkjr tgkÍ iÛkkx dk mYys[k djrs
gSa ogha dksgy lEer ,dkn'k vÌksa dh Hkh ppkZ djrs gSaA ik'pkR; vkSj ikSjLR;
'kkL=kfon~ rks bls laxzg xzUFk gh dgrs gSaA blhfy, nks çoZrdksa ls budks
lEcU/k Hkh rksM+ fn, x, gSaA ukVÔk'kkL=k ds "k"B v/;k; esa ,d 'yksd gS &

,rs Þ;‘kS jlk% çksÙkQk nzqfg.ksu egkReukA,rs Þ;‘kS jlk% çksÙkQk nzqfg.ksu egkReukA,rs Þ;‘kS jlk% çksÙkQk nzqfg.ksu egkReukA,rs Þ;‘kS jlk% çksÙkQk nzqfg.ksu egkReukA,rs Þ;‘kS jlk% çksÙkQk nzqfg.ksu egkReukA
iqu'p Hkkoku~ o{;kfe LFkkf;&lÛkfj&lÙotku~AAiqu'p Hkkoku~ o{;kfe LFkkf;&lÛkfj&lÙotku~AAiqu'p Hkkoku~ o{;kfe LFkkf;&lÛkfj&lÙotku~AAiqu'p Hkkoku~ o{;kfe LFkkf;&lÛkfj&lÙotku~AAiqu'p Hkkoku~ o{;kfe LFkkf;&lÛkfj&lÙotku~AA

'kkjnkru; us vius ̂ Hkkoçdk'ku* esa nwljh 'kkUrokyh ijEijk ds çorZd ds
:i esa oklqfd dk uke fy;k gSA vkpk;Z fo'os'oj us nzqfg.k&xHkZ'yksd dks
blfy, çf{kIr ekuk gS fd ml ij vfHkuoxqIr dh Vhdk ugha gSA

^jfrgkZl'p* dk ikBkUrj ̂ gklks jfr'p*] ̂ foLe;'psfr* dk ̂ foLe;'pSo]*
^fuosZnXykfu'kÄ~dk[;k% dk ̂ fuosZnks¿Fk rFkk Xykfu'kÄ~dklw;k* bR;kfn ikBkUrj
feyrs gSa&ij ^g"kkZnha'pkf/k&xPNfUr* dk ikBkUrj tc ^g"kk±'pkf/kxPNfUr*
feyrk gS rc ekU;rk gh cny tkrh gSA vfHkuo Hkkjrhdkj us ̂ g"kkZnha'p* ikB
ij dgk gŚ ^vU;s Rokfn'kCnsu 'kksdknhuke=k lÄ~xzg%A l p u ;qÙkQ%A
lkekftdkuka g"kS ZdiQya ukVÔka u 'kksdkfniQye~] rFkkRos fufeÙkkHkkokr~
rRifjgkjçlÌkPpsfr eU;ekuk% g"kk±'pkf/kxPNfUr bfr iBfUrA**5

ijEijk esa jlkuqHkwfr ds Lo:i ij nks fofHkUu i{k feyrs gSá vkuUnoknh
vkSj lq[knq%[koknhA igyk i{k vfHkO;fÙkQoknh dk gS vkSj nwljk mip;oknh
dkA ,d ekurk gŚ jlLo:i dks ^LFkkf;foy{k.k ,o jl%* tc fd nwljk
dgrk gŚ ^LFkk;h jl%*A mip;okfn;ksa dh ijEijk esa tks jl dks lq[knq%[koknh
ekurs gSa] vUnkt ls bUgsa fxuk tk ldrk gŚ
(1) n.Mh] okeu] yksYyV] 'kadqd] lka[;oknh] Hkkst rFkk jkepUnzA

ukVÔk'kkL=k osQ "k"B v/;k; ds nks ikBHksn - - - % jkeewfrZ f=kikBh
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(2) vkuUnoknh ;k vfHkO;fÙkQokfn;ksa esa /ofudkj vkuUno¼Zu] Hk¶rkSr]
Hk¶uk;d] vfHkuoxqIr] eEeV] gsepUnz] fo'oukFk] çHkkdj] e/kqlwnu
ljLorh rFkk txUukFk vkfnA

Lokeh lqjtunkl ns'kik.Ms dh dlkSVh (LFkk;h dks jl ekuus okys jl dks
lq[knq%[kkRed vkSj LFkk;h foy{k.kdks ekuus okys vkuUnoknh) dks vekU;
?kksf"kr djrs gSaA mudk i{k gS fd tks dkO; ;k ukVÔk jl dks ̂ lq[knq%[kksHk;kRek*
ekurs gSá os viuk i{k 'kCn'k% j[k nsrs gSa vkSj ;s dsoy rhu vkpk;Z gSá
vfHkuoHkkjrh esa çLrqr lka[;oknh vkpk;Z] Hkkstjkt vkSj jkepUnź xq.kpUnzA
(1) lka[;okfn;ksa dk er´lka[;n`'kk lq[knq%[kLoHkkoks jl%6

(2) jlk% lq[knq%[kkoLFkk:ik%7

(3) LFkk;hHkko% fJrksRd"kZfoHkkoO;fHkpkfjfHk%A Li‘kuqHkkofu'ps;% lq[knq%[kkRedks
jl%8AA

lqjtunkl dk ;g dguk rks laxr gS fd ftudks dkO; ;k ukVÔk jl
lq[knq%[kksHk;kRed Lohdk;Z gS] mUgksaus viuk i{k Li‘ :i ls 'kCn'k% dg fn;k
gS¡ ij Lo;a vfHkuoxqIr ekurs gSa fd n.Mh vkfn Hk¶yksYyV dh rjg
vuqdk;Zxr gh jl dh fLFkfr ekurs gSaA dkj.k] ogkÍ ds ik=k vlk/kkj.k O;fÙkQ
:i gh gS&vr% ykSfdd vuqdk;Z :i gh Bgjrs gSaA vfHkuo dgrs gSá ^^fpjUrukuka
pk;eso i{k%]**  mUgksaus n.Mh dks mn~/k`r Hkh fd;k gSA bl lqfpfUrr i{k ds
vkyksd esa Hk¶yksYyV dh rjg ;s yksx Hkh jl dh eq[; :i ls fLFkfr
vuqdk;Zxr gh ekurs gSa rc mldk Lo:i lq[knq%[kksHk;kRed gh gksxkA ;g ckr
vyx gS fd LFkk;h dks jl ekuus okys dbZ vkpk;Z gSa tks mls vkuUn:i ekurs
gSaA Hkkoçdk'kudkj 'kkjnkru; dks gh ysa] mUgksaus dgk gŚ

foHkkoSjuqHkkoS'p lkfÙodSO;ZfHkpkfjfHk%AfoHkkoSjuqHkkoS'p lkfÙodSO;ZfHkpkfjfHk%AfoHkkoSjuqHkkoS'p lkfÙodSO;ZfHkpkfjfHk%AfoHkkoSjuqHkkoS'p lkfÙodSO;ZfHkpkfjfHk%AfoHkkoSjuqHkkoS'p lkfÙodSO;ZfHkpkfjfHk%A
vkuh;eku% LoknqRoa LFkk;h Hkko% jl% Le`r%AAvkuh;eku% LoknqRoa LFkk;h Hkko% jl% Le`r%AAvkuh;eku% LoknqRoa LFkk;h Hkko% jl% Le`r%AAvkuh;eku% LoknqRoa LFkk;h Hkko% jl% Le`r%AAvkuh;eku% LoknqRoa LFkk;h Hkko% jl% Le`r%AA9

n'k:iddkj us Hkh ^LFkk;h^ dks vkuUnkRed gh ekuk gSA
bu lc m¼j.kksa ds lk{; ij ;g Li‘ gS fd ns'kik.Ms dh mi;qZÙkQ dlkSVh

Bhd ugha] og O;fHkpkjh gksus ls vxzkÞ; gS] ij lqjtunkl th dk ;g i{k
Hkh fopkj.kh; gS fd fpjUru vkpk;Z n.Mh vkfn] ftUgsa vfHkuo Hk¶yksYyV
dh HkkÍfr jl dh fLFkfr vuqdk;Zxr gh ekuus okyk crkrs gSá dh jlfo"k;d
ekU;rk vkuUnoknh gŚ fopkj.kh; gSA fopkj.kh; bl fy, Hkh gS fd tks yksx
jl dh fLFkfr vuqdk;Zxr ekurs gSa] mudh O;k[;k ;k mudk lEcU/k ukVÔk
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ls fdl çdkj LFkkfir gSA çÑr esa fopkj dkO; ;k ukVÔk ls lEc¼ vkLokn
dh çÑfr ls gSA euhf"k;ksa us ;g Hkh ekuk gS fd vuqdk;Ź ;k vuqdrkZxr jl
ekuus okyksa dh n`f‘ ls lkekftd ;k çs{kd cká gh gSa] mlds ?kVd ugha gSaA
,slh fLFkfr esa mUgsa vkuUnoknh dguk fdlh Hkh n`f‘ ls laxr çrhr ugha gksrkA

fu"d"kZ ;g gS fd nksuksa ekU;rk,Í vHkh vkSj fopkj dh vis{kk j[krh gSaA
vuqdk;Zxr jl ekuus okyksa ds lkFk ,d loky ;g Hkh tqMk gqvk gS fd
vuqdk;Z dh fLFkfr dgkÍ gŚ yksd esa ;k jpf;rk dh dYiuk esa\ blh fy,
vuqdj.k dk Hkh vk'k; vU;Fkk yxk;k x;k gSA ukVd ds uk;d dk rks
vuqdj.k tSls&rSls dgk Hkh tk ldrk gS] çdj.k ds dfYir uk;d ds fo"k;
esa D;k dgk tk,xk\ n'k:iddkj rks Li‘ dgrk gS fd dfo _f"k ugha gS
tks vuqdj.kh; jkekfn dh voLFkkvkas dk çkfrHk&çR;{k dj bfrgkl dh rjg
mudh O;fÙkQxr voLFkkvksa dk mifucU/k dj ldrk gS] blds foijhr viuh
dYiuk esa fLFkr ik=k esa viuh ltZukRed vuqHkwfr mMsy nsrk gS vkSj rnuq:i
foHkkokfn lkexzh dks 'kCnc¼ dj nsrk gSA fiQj vuqdrkZ ;k vfHkusrk Hkh
fdldk vuqdj.k djrk gS\ yksdxr ik=k lkeus gS ugha] vkSj gks Hkh rks
lekfgreuLd jpf;rk dks mlls D;k ysuk&nsuk\ jpf;rk dh dYiuk esa fLFkr
vuqdk;Z ls Hkh mldk D;k ljksdkj\ yksd esa jgus okyk vuqdk;Z Hkh
rRdky´vfHku;&dky esa fo|eku dgkÍ gS\

fo}kuksa dk er gS fd ;g vuqdk;Z vuqdkjd ds ek/;e ls lân; ds
vUr%dj.k esa mRdh.kZ vuqdk;Z gSA Hk¶yksYyV dk fl¼kUr blh ij çfrf"Br
gSA ckr ;g gS fd 'kCn&cks/k dk lEiw.kZ lalkj cqf¼LFk ;k fpÙkLFk vFkZ dks
ysdj curk gS vkSj ukVÔk esa vfHkus; rÙo Hkh fpÙk esa mifLFkr jgrk gSA
lkekftd ds fpÙk esa vuqdk;Z u gks rks mlesa mRiUu jl dk vkLokn dSls gksxk\
rnzwirkuqla/kku&dSls cusxk\ vuqdk;Zrk gh vykSfddrk gSA ykSfdd nq";Ur esa
mRiUu jfr dks ³k`Ìkj jl ugha dgk tk,xk] çR;qr ogh tc vuqdk;Z gksdj ukVÔk
;k dkO; esa çLrqr gksrk gS ;k fd;k tkrk gS rHkh lkekftd ds fpÙk esa og
mifLFkr gksrk gS vkSj mlesa mRiUu LFkk;h jl:i ls fu"ifÙk ysrk gSA jfld ds
vkLokn dk jgL; gh ;g gS fd og vuqdk;Z vkUrfjd cu tkrk gSA vuqdkjd
ij mldk vkjksi fd, fcuk foHkkokfn dks vkRelkr~ ugha fd;k tk ldrk] ijUrq
uV }kjk miLFkkfir jllkexzh dks Lok;Ùk dj vUr%fLFkr vuqdk;Z ds LFkk;h Hkko
dk lân; }kjk jl :i ls vkLokn lqdj ,oa lqcks/k gSA

ukVÔk'kkL=k osQ "k"B v/;k; ds nks ikBHksn - - - % jkeewfrZ f=kikBh
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;g ehekalk&n'kZu gh gS ftlds vuqlkj vkRek ifj.kkeh gS ftlesa Kku]
bPNk ,oa Ñfr vkfn fodkl çogek.k jgrs gSaA blls lân; ds vkRexr
vuqdk;Z&rFkk vuqdk;Zxr LFkk;h Hkko dh O;k[;k ljy gks tkrh gSA bl çdkj
vuqdk;Z dh fLFkfr lkekftd ds vUr%dj.k esa fo|eku gSA

lUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.khlUnHkZ rFkk fVIi.kh

1- cM+kSnk ls 40 $ 10 ik.Mqfyfi;ksa ds vk/kkj ij ikBHksn dk çkekf.kd ikBHksn
gks pqdk gSaA b/kj usiky ls Hkh 8&9 ik.Mqfyfi;kÍ feyh gSaA yksxksa us mudk Hkh
mi;ksx fd;k gSA MkWö jsokçlkn f}osnh us Hkh i;kZIr dke fd;k gSA f'keyk
'kks/k laLFkku ls mldk Hkh o`gr~dk; çdk'ku gks pqdk gSA MkWö çseyrk 'kekZ
us Hkh u`R;&xku okys v/;k;ksa dk ikBHksn çdkf'kr fd;k gSA

2- xk;dokM+ vksfj,.Vy fljht] çFke [k.M] i`"B 333-
3- r=kSo] i`"B 340
4- xk;dokM+ vksfj,.Vy fljht] ,fMVsM] i`"B 46&48
5- jkeÑ".k dfo }kjk lEikfnr ^ukVÔk'kkL=k*] 1956] i`"B 289A
6- lka[;oknh vfHkuoHkkjrh] i`"B 276A
7- Hkkst] ³k`Ìkjçdk'k] Hkkx 2] i`- 369A
8- ukönö] r`öfoödkö 109A
9- Hkkoçdk'k] v/;k; 2A
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13

mÙkjjkepfjr esa 'kEcwd&o/k osQ
feFkd dk iqu£uekZ.k

olUroqQekj e- Hk¶

1-0 çkpuhre /kk£ed ekU;rkvksa dks O;ÙkQ djusokyh vfrekuoh; dFkkvksa dks
^iqjkdFkk ;k iqjkdYiu* (vFkkZr~ Myth) ^feFkd dgrs gSa deZiQy ds
fl¼kUr dks fo'kn djus ds fy, Hkh dnkfpr~ ^feFkd* dk fuekZ.k fd;k tkrk
gSA ,sls feFkd çFke n`f‘ esa rks furkUr voSKkfud (;k v/kZoSKkfud) tSls gh
çrhr gksrs gSa] ijUrq ,sls feFkdksa ds ihNs dksbZ laLÑfrfo'ks"k ds yksxksa dh ,d
fr;Zd~ nk'kZfud n`f‘ Hkh dk;Zjr gksrh gSA ØkUræk‘k dfo tc dksbZ dkO; dk
ç.k;u djrs gSa rc os çk;% ,sfrgkfld [;kr&bfro`Ùk dk gh vkJ; ysrs gS]
;k rks dnkfpr~ viwoZ&dYiuk&ef.Mr dFkkoLrq ysdj lkeus vkrs gSaA ijUrq
tc ,sfrgkfld dFkkoLrq dk vkJ; djds mlesa ewyr% mifuc¼ dksbZ
feFkdh; rÙo dk] viuh futh dfon`f‘ ls] dksbZ viw.kZ vFkZ?kVu djds
fn[kykrs gSa rc os eR;Z dfo&O;fÙkQRo ls mQij mBdj vej egkdfo cu
tkrs gSaA [;kr&bfro`Ùk dk vkJ; djusokys dfo ls ge tks ^^dfo&U;k;**
dh mehn j[krs gSa mlesa Hkh feFkdh; vFkZ?kVu dk lekos'k fd;k tk ldrk
gSA

2-0 HkoHkwfe dh dfon`f‘ esa jke ds mÙkjthou esa ,d ugha] nks ?kVuk;sa
çeq[k gSá

1- yksdkiokn ls jke ds }kjk lhrk dk R;kx] ,oa 2- vdkye`R;q dks çkIr
gq, fdlh czkã.k ds ckydiq=k dks iqu#Tthfor djus ds fy, jke ds }kjk
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'kwæ rkil&^'kEcwd*&dk o/kA bu nksuksa ?kVukvksa dks ysdj HkoHkwfr us
^mÙkjjkepfjr* dh jpuk dh gSA ;gkÍ ij (lhrk&R;kx dk) çFke ?kVukpØ
rks iwjk ,sfrgkfld gS] ijUrq tks nwljh ('kwærkil ds o/k }kjk e`riq=k dks
iqu#Tthfor djus dh) ?kVuk gS] og ,d voSKkfud feFkd gh gSA D;ksafd
fdlh 'kwæ ds ri djus ls dksbZ czkã.kiq=k dk vdky e`R;q gks tk,] ;k ,d
'kwærkil dk o/k djus ls og ckyd iqu#Tthfor gks tk,´;g nksuksa ckrsa
(ekU;rk;sa) vkt ds foKkuç/kku ;qx esa xzká ugha gks ldrh gSaA ijUrq egkdfo
HkoHkwfr us lhrkR;kx dh ,sfrgkfld ?kVuk dks çFke vË esa j[kk gS] vkSj
'kEcwdc/k dh feFkdh; ?kVuk nwljs vË esa j[kk gSA rRiÒkkr~ vkxs ds (3 ,oa
4&6) vËksa esa bu nksuksa ?kVukvksa ds ifj.kke Øek'k% fn[kyk, x, gSaA tSls
fd&lhrkR;kx dh (çFkekË dh) ?kVuk dk ifj.kke r`rh; vË esa lkdkj
gksrk gSA ;gkÍ ij lhrk ds fujof/k fojg ,oa rTtU; 'kksd ls d#.kjlef.Mr
ukV~;l`f‘ çLrqr dh tkrh gSA rRiÒkkr~ nwljs vad esa ?kVh 'kEcwdo/k dh ?kVuk
ds ifj.kke Lo:i ^^e`riq=kksa ds iquthZfor gksus** dk ?kVukpØ 4&5&6 vadksa
esa vkdkfjr fd;k x;k gSA vFkkZr~ 'kwærkil 'kEcwd dk o.k djus ls ;fn e`r
czkã.kiq=k iquthZfor gks ldrk gS rks ;gh feFkdh; lR; jke ds O;fÙkQxr
thou esa Hkh dSls 'kuS% 'kuS% ew£reUr gksrk gS¡ ;g 4&5&6 vËksa esa fn[kyk;k
tkrk gSA 'kEcwdo/k ds ckn mlh fnu jke viuh okilh ;k=kk esa gh ekrk lfgr
nks iq=kksa dks ysdj gh v;ks/;k okil ykSVrs gSá ;g ukV~;xr lR; gSA lhrkR;kx
ds lkFk gh tks xHkZLFk larkuksa dk çol Hkh la'k;xzLr gks x;k Fkk] og nksuksa
(dq'k ,oa yo) ukVd ds mÙkjk/kZ esa (vË 4 ls 7) fiQj ls vius ekrkfirk
dks feyrs gSaA bl rjg HkoHkwfr us ^mÙkjjkepfjr* uked ukVd dh tks jpuk
dh gS] og d#.kjlç/kku gksrs gq, Hkh d#.kkUr ugha gSA mUgksaus cfYd
LokHkkfod:i ls gh 'kEcwdo/k :ih deZdk ifjikd fn[kykusokyh vkSj
lq[kkUr esa ifj.kr gksusokyh ,d vuqie ukV~;l`f‘ gekjs lkeus j[kh xbZ gSA

3-0 okYehdh; jkek;.k ds mÙkjdk.M esa tks 'kEcwdo/k dh iqjkdFkk
(Myth) çLrqr gqbZ gS] vUrLry esaa tkdj HkoHkwfr us jke ds mÙkjpfjr dks
ckfjdh ls ns[kk gSA nwljs 'kCnksa esa dgsa rkś HkoHkwfr us 'kEcwdo/k ds iQfyrkFkZ
ds :i esa jke ds mÙkjthou dks ifj.kr gksrk gqvk fu:fir fd;k gSA vc ge
;g ns[ksaxs fd 'kEcwdo/k ds lkFk lEc¼ ?kVukpØ dks pkj Hkkx esa foHkÙkQ
djds HkoHkwfr us mldk ,d rjg ls :idkRed vFkZ?kVu djds] mls fdl
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rjg ^:id* esa :i esa çLrqr fd;k gSA
3-1 'kEcwd dh feFkd esa dgk x;k gS fd 'kwæ O;fÙkQ dks ri esa vf/kdkj

ugha gSA fdUrq ç'u gksrk gS fd´;gkÍ dkSu ls 'kwæ dh ckr gS\ vFkkZr~ ;gkÍ
'kwæ dkSu gS\ fopkj djus ls ,slk çrhr gksrk gS fd jke ds mÙkjthou esa
çtktu us gh 'kwæ ds :i esa ,d vuf/kÑr nq"deZ fd;k gSA tSlk fd
v;ks/;koklh çtk us fdlh ds O;fÙkQxr thou esa >kÍ[k dj tks fufUnr deZ
'kq: fd;k (lhrkfo"k;d viokn çtkfjr fd;k)] ogh 'kwæRo FkkA ijx`gokl
djusokyh L=kh dks] jktk dks vius ?kj esa ugha j[kuk pkfg,] lhrk ds xHkZ esa
fdl ds iq=k iy jgs gksaxs\´bR;kfn nqoZpu cksydj çtk us jktdrZO; esa tks
vuf/kÑr fgLlk fy;k´og Fkk ̂ ^'kwæ dk ri esa vuf/kdkj**A ,sls 'kwæRo dk
rks o/k gh djuk pkfg,A vU;Fkk fdlh f}t dk f'k'kq vo'; gh vdky e`R;q
dks çkIr gksxkA tks b, ukVd esa Hkh gqvk gSA tSlk fd´jke us viuh çtk  dks
lhrkfo"k;d xyr ¯unk çlkfjr djrs gq, ugha jksdh] ugha VksdhA rks mlds
ifj.kke Lo:i] budh nksuksa larkuksa dk çlo gh vk'kadkxzLr gks x;kA
lhrkR;kx ds dkj.k jke dh iSnk gksusokyh larku] çlo gksus ls igys gh]
xHkZoLFkk esa gh ej tk,] ,slh nk#.k n'kk dk fuekZ.k gksrk gSA

3-2 vuf/kÑr :i ls ri dj jgs 'kwæ dk jke us o/k dj fn;k´bl
feFkdh; ?kVukØe ds f}rh; lksiu dks] dfo us ukVd esa dSls lkdkj gksrk
gqvk fn[kyk;k gS\ og ns[kk tkl rks] rhu ckrsa /;ku nsus ;ksX; gksrh gSaA tSlh
fd&jke çtkuqjÜku ds fy, lhrk dk R;kx dj fn;k% vkSj }kn'k o"kZ i;ZUr
ewd cu dj] jktdk;Z esa lnSo lUu¼ jgsA jktdrZO; dk ikyu djrs le;
os dHkh Hkh lhrk ds fy, çdk'; :i esa] ;k ,dkUr esa] {k.k Hkjds fy, Hkh
foyki ugha djrs gSaA fdUrq tc vÓkes/k&;kx djus dk çlÌ vkrk gS rc jke
us /keZdk;kZFkZ Hkh nwljk fookg ugha fd;k¡ vkSj lhrk dh gh fgj.e;h çfrÑfr
cuok dj viuh ^okekÌh* ds :i esa lhrk dks gh (çdk'; :i esa) iqu%
çfrf"Br djds] jke us ,d rjg ls 'kwæRo dks çkIr gqbZ çtk ds xky ij FkIiM
gh ekj nh gSA nwljs fookg ds fy, jke dks vlEefr :i fu.kZ; ls] jke us
Li‘ :i ls ;g lwfpr dj fn;k fd mudh n`f‘ esa rks lhrk ifo=k gh gS¡
vkSj jke us vius ân; ls rks lhrkth dk R;kx fd;k gh ugha gSA bl rjg ls]
jke us tks fgj.e;h lhrk dh çfrÑfr dh LFkkiuk dh Fkh] og lhrkfo"k;d
çtk dh ekU;rk dk lh/kk o/k gh FkkA

mÙkjjkepfjr esa 'kEcwd&o/k osQ feFkd dk iqu£uekZ.k % olUrdqekj e- Hk¶
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jktk ds O;fÙkQxr thou esa >ka[kus dh ps‘k ,d rjg ls çtk dh 'kwærk
gh FkhA gesa fdlh ds O;fÙkQxr thou ds ckjs esa çdk'; esa cksyus dh] ¯unk
djus dh vuf/kÑr ps‘k ugha djuh pkfg,A ,slh 'kwærk lnSo o/; gksrh gSA
jktk jke us ,slh 'kwærk dk o/k lhrk dh fgj.e;h çfrÑfr ds }kjk lw{e :i
esa fd;k gSA

3-3 'kEcwdo/k ds çlÌ esa (r`rh;pj.k esa)] jke ds [kÌçgkj ds ckn 'kwæ
'kEcwd dk fnO; iq#"k ds :i esa :ikUrj.k gksrk gSA vc og ^^vUos‘O;ks
;nfl Hkqous HkwrukFk% 'kj.k% - - - - A** bR;kfn cksyrk gqvk jke dks ç.kke
djrk gqvk] muds lkeus ureLrd [kMk jgrk gSA oSls] ogh <ax ls] lIre
vË esa xHkkZË iw.kZ gksus ds ckn] v#U/krh  uxjtuksa dks iwNrh gS fd oSÓkkuj
vfXu us ftlds iq.;'kkyh pkfj=; dk fu.kZ; fd;k gS] vkSj nsoksa us ftldh
laLrqfr dh gS] rFkk tks nso;tuHkwfe ls çknqHkwZr gqbZ gS] ,slh bl lhrknsoh dk
Lohdkj fd;k tk, ;k ugha\ bl fo"k; esa vki lc dh D;k jk; gS\ rc
y{e.k dgrk gS fd v#U/krh ds }kjk mykguk fn, x, ;g ikSjtkuin vkSj
ldy Hkwrlewg vk;kZ lhrk ds lkeus ureLrd [kM+s gSa¡ vkSj lhrk nsoh dks
çek.k dj jgk gSA ,d rjg ls lhrk nsoh ls {kek ;kpuk dj jgs gSaA

bl rjg ls] v;ks/;koklhvksa dh lhrk&fo"k;d ekU;rk cnyh xbZ¡ muesa
ls 'kwærk pyh xbZA v;ks/;k dh çtk dk ;g mQ/ohZdj.k FkkA 'kwæRo dk o/
k gksus ij çtkekul dk ;g fnO;:ikUrj.k gh FkkA ftl rjg ls vuf/kÑr
ri dks jksdus ds fy, jke us 'kEcwd dk o/k fd;k vkSj 'kEcwd dk fnO;
iq:"k ds :i esa tks ifjorZu gqvk Fkk] cl oSls gh] ;gkÍ ij&ukVd ds vUr
esa lhrkfo"k;d yksdkiokn çlkfjr djus okys çtkekul dk yfTtr gksdj]
vUr esa fnO;rk es ifj.keu fd;k x;k gSAA

3-4 'kEcwdo/k dh feFkd esa] jke us fdlh f}t ds e`r f'k'kq dks
iqu#Tthfor djus ds fy, (thokros) 'kEcwd dk o/k fd;k¡ mlds ifj.kke
Lo:i e`rf'k'kq iquthZou çkIr djrk Hkh gSA rks bl ^mÙkjjkepfjr* ukVd esa
Hkh] çtkekul esa ifjorZu vkus ls tks dq'k&yo ^okYehfd ds vUrsoklh* ds
:i es igys çfl¼ gq, Fks] ogh ckn esa jke&lhrk ds larku ds :i esa u;k
lgh vfHkKku çkIr djrs gSa nwljs 'kCnksa esa dgsa rks dq'k&yo ^^f}tRo** dks
çkIr djrs gSaA

d#.kke; cudj jke us ;fn fdlh f}t ds e`rf'k'kq dks iquthZfor djus
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ds fy, 'kEcwd o/k :i dBksj iq.;deZ fd;k gks rks] jke ds iq=k] tks lhrk
ds xHkZ esa gh Fkś vkSj tUe çkIr djus ls igsys gh vU/ksjs esa frjksfgr gks x,
Fkś og Hkh iqu% çknqHkwZr gksus gh pkfg,A ,slh deZiQy ds fl¼kUr dh vis{kk
gS (;k dfo&U;k; dh vis{kk gS)´HkoHkwfr us bl çdkj iw.kZ dh gSA

4-0 ukVd ds vkjEHk esa dqyxq# ofl"B us tks lans'k Hkstk gS] mlesa dgk
x;k gS fd´

tkekr`;Ksu o;a fu#¼kLRoa cky ,okfl uoa p jkT;e~Atkekr`;Ksu o;a fu#¼kLRoa cky ,okfl uoa p jkT;e~Atkekr`;Ksu o;a fu#¼kLRoa cky ,okfl uoa p jkT;e~Atkekr`;Ksu o;a fu#¼kLRoa cky ,okfl uoa p jkT;e~Atkekr`;Ksu o;a fu#¼kLRoa cky ,okfl uoa p jkT;e~A
;qÙkQ% çtkukeuqjÜkus L;kLrLek|'kks ;Rijea /kua o%AA;qÙkQ% çtkukeuqjÜkus L;kLrLek|'kks ;Rijea /kua o%AA;qÙkQ% çtkukeuqjÜkus L;kLrLek|'kks ;Rijea /kua o%AA;qÙkQ% çtkukeuqjÜkus L;kLrLek|'kks ;Rijea /kua o%AA;qÙkQ% çtkukeuqjÜkus L;kLrLek|'kks ;Rijea /kua o%AA

(1-11)
jke u, jktk gSa vkSj iztkjÜku :i drZO;ikyu ls tks ;'k v£tr fd;k tk,

ogh mlds fy, ije /ku gksxkA
ofl"B dh ,slh vkKk ls çsfjr gksdj jke us çtkjk/ku dk ,d (lhrkR;kx

:i) gh dk;Z ugha fd;k Fkk] ijUrq nks dk;Z fd, gSaA jke ds mÙkj thou esa
lhrkR;kx ds lkFk lkFk 'kEcwd&o/k çlÄ~x Hkh vR;Ur egÙoiw.kZ ?kVuk
gŚ ,slk HkoHkwfr dk miØe gSA ;fn ;g nwljh ?kVuk dk lgh ek;us esa
ewY;kËu u fd;k tk, rks og ukV~foospu ds fy, 'kksHkkLin ckr ugha gksxhA
D;ksafd ukVd tSlh le; dh ikcUnh Lohdkj us okyh dyk dk tc dksbZ
dfo vius dFkf;R; dks ew£reUr djus ds fy, voyEcu ysrk gS rc] og
dqN Hkh vuko';d pht vius ukVd esa ugha j[k ldrk gS¡ vkSj ;g ckr ,d
fl¼kUr ds :i esa lHkh foospdksa us ekuh gSA rFkkfi nqHkkZX; ls 'kEcwdo/k çlÌ
dks v|kof/k xaHkhjrk ls ugha ns[kk x;k gSA ,oeso] blh çlÌ ds lUnHkZ esa
mÙkjjkepfjr ds lafo/kku dh dfir; {kfr;kÍ Hkh m†for dh xbZ  gSaA tSlk
fd´MkWö ,lödsö csyokydjth vkSj MkWö thödsö HkV us dgk gS fd´1-
'kEcwdo/k çlax ds fy, ,d iwjs LorU=k vad dh vko';drk ugha Fkh] bl
dks fo";dEHkd esa lwfpr fd;k tk ldrk FkkA 2- nks dqekjksa ds vfHkKku ds
fy, prqFkZ] iape vkSj "k"B vad dh Hkh vko';drk ugha FkhA mÙkjjkepfjr
ds 2] 4] 5 ,oa 6 vadksa dh vko';drk dks ugha le>us ds dkj.k] lHkh
fo}ku~ Hkkodksa us feydj HkoHkwfr ds çfr cM+k vU;k; fd;k gSA D;ksafd jke
dks vius mÙkj thou esa lhrkR;kx dk tks dBksj fu.kZ; ysuk iMk] og ;fn
jktdeZ gS] rks muds }kjk fd;k x;k 'kEcwdo/k Hkh nwljs ,d jktdeZ dk gh
va'k FkkA lhrk Hkh tc lqurh gS fd´^^vkt jke 'kEcwdo/k ds fy, iÛkoVh

mÙkjjkepfjr esa 'kEcwd&o/k osQ feFkd dk iqu£uekZ.k % olUrdqekj e- Hk¶
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esa vk, gq, gSa** rc rqjar og cksyrh gS fd´^^fn‘~;k vifjghu&jkt/keZ% [kyq
l jktkA** (3&8 ds mQij)A bl rjg lhrk us ^'kEcwdo/k* ds deZ dks jke
ds ,d jktdeZ ds :i esa gh ns[kk gS] vkSj mlds fy, jke dk vfHkuUnu
Hkh fd;k gSA

blh rjg ls] prqFkZ vad ds vkjEHk esa Hkh lkS/kkrfd us ofl"B ij dVk{k
djrs gq, dgk gS fd´^^blus vkrs gh cNMsokyh dfiyk xk; eMeMkf;rk**
(mnjLFk) djyh gS]&bldk eryc Hkh ;gh gks ldrk gS fd lhrk&R;kx ds
fy, ;gh dqyxq# ftEesnkj gSA (prqFkk±d dk fo"dEHkd gkL;iw.kZ gS] rFkk
jlkUrj ds fy, ç;qÙkQ gŚ ,slk ekuk tkrk gS] ijUrq og Hkh O;Ükukiw.kZ gSA
dfiyk xk; ls lhrk dh eksr gh O;aftr dh tk jgh gSA)

bl rjg jke ds mÙkj thou esa ,d ugha] nks ?kVukvksa dks dsUæ esa j[kdj
ukVd dk ewY;kËu djuk pkfg,A ftl rjg ls lhrkR;kx vkSj rTtU; fojg]
;k 'kksd´;g ukVd dk ,d fo"k; cuk gS¡ mlh rjg ls 'kEcwdo/k :i
jktdeZ vkSj tTtU; iq.; ds cy ij jke dks ekrk lfgr iq=kksa dh çkfIr gksrh
gS (vkSj ukVd lq[kkUr esa ifj.kr gksrk gS)´;g Hkh bl ukVd dk fo"k;
ekuuk pkfg,A gekjs ukVÔkdfo HkoHkwfr mÙkjjkepfjr ds lrksa vadksa esa tks
çn£'kr dj gjs gSa mldk ç;kstu <wÍ<uk gh pkfg,A

4-1 'kEcwdo/k dh feFkd dk tks ek£ed fcUnq gS] og gŚ e`rf'k'kq dk
iquthZouA vr% vc gesa ;g ns[kuk gksxk fd D;k ;g fo"k; ^mÙkjjkepfjr*
ds lkrksa vËksa esa lk|Ur&lqO;kIr gS ;k ugha\

^mÙkjjkepfjr* ukVd ds vkjEHk esa lhrkR;kx ,d egÙoiw.kZ ?kVuk ds :i
esa mHkjdj lkeus t:j vkrh gS] ijUrq vUr rd tkrs ogh ,d ?kVuk dk
çk/kkU; ugha cuk jgrk gSA lhrkR;kx ds lkFk lkFk 'kw# ls gh] cfYd mlls
Hkh igys&fp=kohfFkdk çlax esa gh çFke fp=k ds :i esa t`EHkdkL=kksa dks tc
ç.kke fd;k tkrk gS rc ls] dFkk ds vUrLry esa pyus okyk nwljk ,d
dFkka'k Hkh gS¡ og gS e`rçk;% f'k'kqvksa dk iquthZou ,oa jke&lhrk ds iq=kksa ds
:i esa mu nksuksa dk vfHkKkuA vUrLry esa çokgeku ;g nwljs fo"k; dk
çk/kkU; Øe'k% c<rk tkrk gS¡ tks ukVd ds mÙkjk/kZ esa eq[kfjr gksdj t`EHkdklz
ds ç;ksx ds lkFk fg ekuksa fd vKkrokl fd t`EHkk ls eqÙkQ gksdj 4&6
vËdh jÌHkwfe ij vkdkfjr gksrk tkrk gSA lw{erk ls ns[kk tk, rks dq'k&yo
dk iquthZou ,oa lhrk&jke ds iq=kksa ds :i esa vfHkKku&;gh ,d ?kVukpØ
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^mÙkjjkepfjr* ds lkrksa vËksa es lk|Ur ,oa lqxzfFkr :i ls lqO;kIr gSA
4-2 çFke vË esa ofl"B ds lUns'kokgd v‘koØ tks vk'khokZn nsrs gSa

fd´^^rr~ fde~ vU;n~ vk'kkLegs\ dsoya ohjçlok Hkw;k%A** vkSj rRiÒkkr~
fp=kohfFkdk çklÌ esa] lcls igys gh fp=k esa t`EHkdklz dks ns[kdj jke dgrs
gSa fd´^^loZ;snkuha Ror~çlwfre~ miLFkkL;fUrA (;g t`EHkdkL=k vc rsjh
larfr dh lsuk esa mifLFkr jgsaxs)A** bl rjg ls lhrk&jke dh larfr ds ikl
t`EHkdklz dk Lor%fl¼ gksuk] ,d çek.k ds :i esa çFkekË esa gh dgk x;k
gSA

4-3 ;gh ckr f}rh; vË ds 'kq¼ fo"dEHkd esa vË˜fjr gks mBrh gSA
vk=ks;h ounsork oklUrh ls dgrh gS fd´^^fdlh nsork us vkdj okYehfd
dks dq'k&yo uke ds nks f'k'kq le£ir fd, gSa¡ vkSj mu nksuksa dks t`EHkdklz
rks vktUefl¼ gSA os nksuksa i<us esa brus rst gSa fd eSa mu ds lkFk cSBdj
i<+ ugha ikrh gwÍA vr% eSa vxLR;&yksikeqæk dk vkJe <wa<rh gqbZ ;gkÍ rg
vk;h gwÍA**

4-4 r`rh; vË ds fo";dEHkd esa Hkh lhrk dks nks iq=k gksus dh ;gh ckr
nwljs 'kCnksa esa iqujko`Ùk gqbZ gSA relk&ewjyk osQ laokn ls gesa Kkr gksrk gS fd
y{e.k ds pys tkus ds ckn] çkIrloosnuk lhrk xÌkçokg esa fxjrh gSA
ysfdu ogkÍ ij gh mlus nks iq=kksa dks tUe fn;kA vkSj xÌhxkçokg esa fxjrh
gSA ysfdu ogkÍ ij gh mlus nks iq=kksa dks tUe fn;kA vkSj xÌkth us lhrk dh]
,oa nks iq=kksa dh Hkh j{kk djrs gq, fcxMrh ckth lEHkkyh gSA

r`rh; vË dh çeq[k n`';koyh esa dfjdyHk dk ,oa e;wjurZu dk tks
çlÌ gS] og nksuksa cM+s lwpd gSaA r`rh;kË esa nks rjg ds çeq[k dk;Z fn[kkbZ
iM+rs gSá (1) ckjg c"kks± ls jke us tks lhrk dks ^fu;ra foyqIrk* ekuh gS¡
vkSj iÛkoVh dks ns[kdj os tks ckj&ckj ew£PNr gks jgs gSa mldks lhrk ds
lÜkhouh leku dj Li'kZ ls l&HkkukoLFkk ('kqf¼) esa yk;k tkrk gSA vkSj ,slk
djds ^^lhrk dnkfpr~@dq=kfpr~ thfor gks ldrh gS** ,slh ,d vk'kk jke ds
fpr esa Mkyh tkrh gSA (2) rFkk vk;Ziq=k jke dh mifLFkfr esa] dfjdyHk
,oa e;wjurZu ds çlÌ }kjk lhrk ds fpÙk esa vius iq=kksa dh Le`fr iqu%
lØpkfjr djus dk f}rh; ukVÔkdk;Z Hkh lEiUu fd;k tkrk gSA

4-5 mÙkjjkepfjr ds prqFkZ vË esa] okYehfd ds vkJe esa tud vkSj
dkSlY;k dk feyu gksrk gSA ysfdu ;gkÍ ij os lhrk&jke ds iq=k yo dks
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^vkJeDVq* ds :i esa gh ns[krs gSaA ijUrq dkSlY;k ds eu esa rks lkÒk;Z ç'u
gksrk gh gS fd jkeHkæ dh vkÑfr dks feyus okyk ;g fd'kksj dkSu gSa\ mlh
{k.k v#U/krh Hkh ,d ^viok;Z* mfÙkQ esa cksyrh gS fd´^^bna uke
r‰kxhjFkhfuosfnrjgL;a d.kkZe`re~A u Rosoa foÀ% drjks¿;e~ vk;q"erks%
dq'kyo;ksfjfrA** bl rjg prqFkZ vË esa Hkh lhrk ds larkuksa dh ckr iYyfor
gksus yxrh gSA

4-6 iÛke vË es lhrkiq=k  yo ds lkFk] vÓkes/k ;K ds vÓk dks ysdj
y{e.kiq=k pUædsrq dk ;q¼ gksus dk lajEHk 'kq: gks tkrk gSA yo dh ck.ko`f‘
dks ns[kdj lkjFkf lqeU=k dks cky j?kquUnu dh Le`fr gks vkrh gSA ^^/k`r/kuq"ka
j?kquUnua LejkfeAA** (5-4) bl ;q¼ ds nkSjku yo us rks t`EHkdkL=k dk ç;ksx
Hkh dj fn;k¡ vkSj lc pfdr gks mQBsA ;gkÍ ij Hkh frjksfgr gq, jke&lhrk
dh larku Øe'k vkfoHkwZr gksrs fn[kkbZ iMrh gSA ekuksa 'kEcwdo/k ds }kjk ,d
v;ks/;koklh e`r f}tf'k'kq dks iqu% iquthZfor djokus dk tks iq.; gksxk mlds
gh iqy&Lo:i jke&lhrk dh frjksfgr larku vc iqu% çknqHkwZr gks jgh gSA

4-7 "kB vË esa oy ,oa pUædsrq ds ;q¼ dks vkdk'kekxZ ls v/;k/;k
dh vksj okil tk jgs Jhjken ns[krs gSaA t`eHkdklz ds çHkko ls jke dh lsuk
rks fuÒks‘ iMh gS¡ ijUrq nks dqekjksa dk Hk;kud ;q¼ ns[kdj] jke okYehfd
ds vkJe esa uhps mrj vkrs gSaA vkSj ogkÍ ij gh vius iq=kksa dks&yo ,oa dq'k
dkś Øe'k% ns[kus dk lkSHkkX; çkIr djus gSaA ijUrq ;gkÍ ij jke dks nksuksa
dqekjksa dk dksbZ fufÒkr vfHkKku ugha gksrk gSA D;ksafd ^^ge rks okYehfd ds
gSa** ^^gesa gekjh ekrk dk uke Hkh Kkr ugha gS** bR;kfn okD;ksa dks yo&dq'k
ls lwudj jke xqejkg gks tkrs gSaA ;|fi jke dks vusd dkj.kksa ls lansg rks
gks gh jgh Fkh fd ;s nksuksa esjh gh larfr gksxhA D;ksafd mUgksaus gh igys lhrk
dk xHkZ f}/kk xzUFkhHkkookyk gS ,slk tkuk FkkA

4-8 lIre vË ds xHkkZË dks ns[kus ds ckn jke ;g tku ikrs gSa fd mudh
vxy&cxy esa cSBs yo ,oa dq'k gh muds nks iq=k gSaA 'kEcwdo/k :i ,d
foMEcukiw.kZ ls jke us tks iq.; v£tr fd;k Fkk] mldk çdVhdj.k ;gkÍ gksrk
gSA jke ds mÙkj thou dh ,d foMEcuk ;g Fkh fd tks v;ks/;koklh çtk
us jke dh lUrfr dks ldq'ky çlwr ugha gksus nh] ogh çtk ds ,d e`rf'k'kq
dks iquthZfor djus ds fy, jke dks 'kEcwd dk o/k djus ds fy, tkuk iM+k
FkkA vr% 'kEcwdo ds ckn jke dh tks okilh ;k=kk 'kw: gksrh gS mlesa gh jke
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dks vius nksuksa iq=k] mudh ekrk (lhrk) ds lkFk okil fey tkrs gSaA´;g
/;ku nsus ;ksX; ckr gSA)

milagkjmilagkjmilagkjmilagkjmilagkj
5-0 jke us vius mÙkj thou esa ofl"B dh vkKk ds vuqlkj eq[; :i

ls nks jktdk;Z (çFke nks vËksa esa) fd, gSa&(1) lhrkR;kx ,oa (2)
'kEcwdo/kA dfo HkoHkwfr us bu nksuksa ?kVukvksa ds ukVÔkkRed ifj.kke tSlss fd
(1) lhrk dk fojg ,oa rTtU; 'kksd ls d#.kef.Mr r`rh; vË rFkk (2)
vuf/kÑr riÒk;kZ dj jgs 'kwæ dk o/k ,oa rTtU; iq.; ls vius gh e`rçk;%
f'k'kqvksa dks iquthZou çkIr gksuk&f}tRo çkIr gksuk bu ckrksa dks cM+h
dykRedrk ds lkFk çLrqr fd;k gSA vkSj bl rjg mÙkjjkepfjr ds f}rh;
,oa prqFkZ] iÛke rFkk "k"B vË dh ftl esa lkFkZdrk cuh jgs ,slh ,d
vuqie ukV~;l`f‘ dk fuekZ.k djds fn[kyk;k gSA

HkoHkwfr dks 'kEcwdo/k dh dFkk ,d feFkd ds :i esa] okYehdh;
jkek;.k ls çkIr gqbZ FkhA ijUrq mls lgh vFkZ esa jke ds gh orZeku thou esa
lkdkj gksrh gqbZ fn[kykus dk liQy dfodeZ dsoy HkoHkwfr us gh fd;k gSA
bl rjg ls mUgksaus viuk egkdfoRo fl¼ fd;k gSA

^mÙkjkepfjr* dk lq[kkUr dksbZ ukVÔk'kkL=kh; vkKk dk Ñf=ke ifj.kke ugha
gSA ijUrq ,d feFkdh; lR; gh jke ds thou esa ldkj gksrk gS] blhfy, og
lq[kkUr cuk gS ,slk fn[kykdj HkoHkwfr us jke ds nq"dj jktdeZ dk lqiQy
blh tUe esa ifj.kr gksrk gqvk fl¼ fd;k gSA

^mÙkjjkepfjr* dk lq[kkUr dksbZ ukVÔk'kkL=kh; vkKk dk Ñf=ke ifj.kke
ugha gSA ijUrq ,d feFkdh; lR; gh jke ds thou esa ldkj gksrk gS] blhfy,
og lq[kkUr cuk gS ,slk fn[kykdj HkoHkwfr us jke ds nq"dj jktdeZ dk
lqiQy blh tUe esa ifj.kr gksrk gqvk fl¼ fd;k gSA ^^mÙkjs jkepfjrs
HkoHkwfr£of'k";rs** ;g mfÙkQ dk eeZ Hkh mlds lq[kkUr gksus esa <wÍ<uk pkfg,A

^^jke u;s jktk gS vkSj çtkjk/ku :i drZO;ikyu ls tks ;'k v£tr fd;k
tk, ogh mlds fy, ije /ku gksxkA**

mÙkjjkepfjr esa 'kEcwd&o/k osQ feFkd dk iqu£uekZ.k % olUrdqekj e- Hk¶
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14

dkfynkl ds ukVdksa esa iqLr vkgk;Ź
,d vkdyu

lfork vks>k

vkpk;Z Hkjreqfu us vkfÌd] okfpd vkgk;Z ,oa lkfÙod vfHku;ksa dks
eq[;r;k vfHku; ds pkj LrEHk ds :Ik esa Lohdkj fd;k gSA vfHku; dk vFkZ
gS vuqdj.k vkSj vuqdj.k esa lkn`'; gks rks çs{kd dks jlkuqHkwfr gks ldrh gS
vkSj rHkh vfHku; dk lk/; Hkh fl¼ gks ldsxkA ukVÔkç;kssx esa ykSfdd inkFkks±
rFkk thoksa dh :Iklkn`'; dk lk/ku vkgk;Z vfHku; gh gSA vkgk;Z vfHku;
ukVÔkç;ksx ,oa lk:I;&l`tu dh ,d egÙoiw.kZ fo/kk gSA blds }kjk n`';ksa dks
jÌeÛk ij Ñf=ke :i esa çLrqr fd;k tkrk gSA pwÍfd vkgk;Z vfHku;
ukVÔkç;ksx dh vk/kkj Hkwfe gS] vr% Hkjreqfu us bls usiF;t&fof/k uke nsrs
gq, dgk gŚ

vkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%Avkgk;kZfHku;ks uke Ks;ks usiF;tks fof/k%A
r=k dk;Z% ç;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% ç;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% ç;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% ç;RuLrq ukVÔkL; 'kqHkfePNrkAAr=k dk;Z% ç;RuLrq ukVÔkL; 'kqHkfePNrkAA   (uk-'kk- 21@3)
vFkkZr~ ukVÔk ds 'kqHk dh bPNk djus okyksa dks usiF; esa gh bldh ;kstuk

ç;Ru&iwoZd dj ysuh pkfg,A lw{er;k fopkj djsa rks ikrs gSa fd vU;
vfHku;ksa dh vis{kk vkgk;Z vfHku; dh lÙkk vk|ksikUr çrhr gksrh gS] D;ksafd
çs{kdksa ds le{k bls rR{k.k çLrqr ugha fd;k tk ldrk cfYd ;RuiwoZd ukVÔk
çLrqrhdj.k ds iwoZ bldh rS;kjh dh tkrh gSA vkgk;Z vfHku; ds prq£o/k Hksnksa
(iqLr] vyadj.k] vaxjpuk rFkk lÜkho) ds vk/kkj ij ge u dsoy xt]
çklkn] ou] ioZrkfn dks vfirq vuqdk;Z nq";Urkfn dks Hkh çR;{k gqvk ikrs gSaA
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iqLrfof/k }kjk gh isz{kdksa dks xt] çklkn] vL=k&'kL=k] çLrj] f'kyk vkfn dh
lthork dk vkHkkl gksrk gSA ukVÔk'kkL=k esa iqLrfof/k dk fu:i.k bl çdkj
ls gqvk gŚ

'kSy;kufoekukfu peZoeZ/otk uxk% A'kSy;kufoekukfu peZoeZ/otk uxk% A'kSy;kufoekukfu peZoeZ/otk uxk% A'kSy;kufoekukfu peZoeZ/otk uxk% A'kSy;kufoekukfu peZoeZ/otk uxk% A
;s fØ;Urs fg ukVÔks rq l iqLr bfr lafKr% AA;s fØ;Urs fg ukVÔks rq l iqLr bfr lafKr% AA;s fØ;Urs fg ukVÔks rq l iqLr bfr lafKr% AA;s fØ;Urs fg ukVÔks rq l iqLr bfr lafKr% AA;s fØ;Urs fg ukVÔks rq l iqLr bfr lafKr% AA (ukö 'kkö 21@9)

vFkkZr~ ioZr] ;ku] foeku] jFk] xt] /otk rFkk n.Mkfn vusdkusd ykSfdd
inkFkks± dk peZ ;k oL=kksa ls fu£er lkadsfrd inkFkks± ds ek/;e ls jÌeÛk ij
lk:I; l`tu gksrk gSA

iqLr dh la;kstu fØ;k rhu :iksa esa lEikfnr gksrh gŚ lfU/ke] O;kfte
vkSj osf"Ve iqLrA lfU/ke ;kfu tks oLrq,Í ijLij tksM+dj jÌksi;ksxh cuk;h
tkrh gSa] os lfU/ke iqLr ds varxZr vkrh gSaA

fdfyÜkpeZoL=kk|S;Zæwia fØ;rs cq/kS%AfdfyÜkpeZoL=kk|S;Zæwia fØ;rs cq/kS%AfdfyÜkpeZoL=kk|S;Zæwia fØ;rs cq/kS%AfdfyÜkpeZoL=kk|S;Zæwia fØ;rs cq/kS%AfdfyÜkpeZoL=kk|S;Zæwia fØ;rs cq/kS%A
lfU/keks uke foKs;% iqLrks ukVdlaaaJ;% AAlfU/keks uke foKs;% iqLrks ukVdlaaaJ;% AAlfU/keks uke foKs;% iqLrks ukVdlaaaJ;% AAlfU/keks uke foKs;% iqLrks ukVdlaaaJ;% AAlfU/keks uke foKs;% iqLrks ukVdlaaaJ;% AA  (ukö 'kkö21@ 7)
ftu HkkSfrd inkFkks± dk jÌeap ij ;kfU=kd lk/kuksa dh lgk;rk ls ç;ksx

gksrk gS os ^O;kfte iqLrfof/k* ds varxZr vkrs gSá
O;kfteks uke foKs;ks ;U=ks.k fØ;rs rq ;%AO;kfteks uke foKs;ks ;U=ks.k fØ;rs rq ;%AO;kfteks uke foKs;ks ;U=ks.k fØ;rs rq ;%AO;kfteks uke foKs;ks ;U=ks.k fØ;rs rq ;%AO;kfteks uke foKs;ks ;U=ks.k fØ;rs rq ;%A
osf"Ve fof/k esa oL=kkfn dks vkosf"Vr dj ;k yisVdj ç;ksx esa yk;k tkrk

gŚ
os"VÔkrs pSo ;æwia osf"Ve% l rq lafKr%os"VÔkrs pSo ;æwia osf"Ve% l rq lafKr%os"VÔkrs pSo ;æwia osf"Ve% l rq lafKr%os"VÔkrs pSo ;æwia osf"Ve% l rq lafKr%os"VÔkrs pSo ;æwia osf"Ve% l rq lafKr% (ukö'kkö21@8)
bl çdkj ls ukVÔk'kkL=k esa vkpk;Z Hkjr us iqLr fo/kku dk lexz ç;ksx

fdl çdkj gks] ;g fu:fir rks dj fn;k gS ijUrq bl rF; ij Hkh fopkj gksuk
pkfg, fd ç;ksDrk ;k ukVÔkdÙkkZ dgkÍ rd bl Hkkjrh; ukVÔk lafo/kku dk
vuqxeu djrs gSaA laLÑr dfo ijEijk esa bu ukVÔk lafo/kkuksa dk ikyu gksrk
fn[kkbZ iM+rk gSA gkÍ] bruk vo'; gS fd dky vkSj ifjfLFkfr ds vuqlkj buesa
dqN ifjorZu&ifjo/kZu gksrs jgs gSaA egkdfo dkfynkl ds ukVdksa esa ^iqLr
vkgk;ZZ* fdu fdu :iksa esa ifjyf{kr gqvk gS rFkk bu ukVdksa ds vkyksMu ls
iqLr ds çk;ksfxd Ik{k ds lkFk mldh lEiw.kZrk dk cks/k Hkh fdl çdkj ls
gqvk gSŚ ;gkÍÍ bl ij n`f"V visf{kr gksxhA egkdfo dkfynkl ds ukVdksa esa
iqLr fo/kku ds vUrxZr vkus okys dqN egÙoiw.kZ ukVÔkksidj.k fdu :iksa esa
çLrqr gq, gSa] mu ij bl çdkj ls fopkj fd;k tk ldrk gS &

vklu%vklu%vklu%vklu%vklu% vkpk;Z Hkjreqfu us jÌfo/kku dh n`f"V ls ukVÔk'kkÏ ds rsjgosa
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v/;k; esa jÌeÛk ij ç;ksx esa yk;s tkus okys vkluksa dk foospu fd;k gSA
;gkÍ o£.kr gS fd fdl çdkj ds yksxksa dks fdl çdkj dk vklu fn;k tkuk
pkfg,A dfo us vius ukVdksa esa vkluLFk jktk] fonw"kd] jkuh] lsod vkfn
dh çLrqfr djk;h gSA vc ç;ksDrk ds foosd Kku ij fuHkZj djrk gS fd og
fdlds fy, fdl çdkj dk vklu ç;ksx esa ykrk gSA ^vfHkKku'kkdqUrye~*
ds i×pe vË esa jktk vkSj fonw"kd vkluLFk çLrqr gksrs gSá ^rr%^rr%^rr%^rr%^rr%
çfo'kR;kluLFkks jktk fonw"kd'p*çfo'kR;kluLFkks jktk fonw"kd'p*çfo'kR;kluLFkks jktk fonw"kd'p*çfo'kR;kluLFkks jktk fonw"kd'p*çfo'kR;kluLFkks jktk fonw"kd'p*  ;gkÍ vkpk;Z Hkjr ds vuqlkj jktk ds
fy, ^¯lgklu* rFkk fonw"kd tks fd czkã.k o.kZ dk gS vr% mlds fy,
dk"Bklu dk ç;ksx fd;k tkuk pkfg,A jktk nq";Ur pwÍfd paæoa'kh jktk gSa vr
muds ¯lgklu ij pUæek dk fpÉ vafdr gksuk pkfg, A ;g ç;ksx djuk ;k
u djuk ç;ksDrk ij fuHkZj djrk gSA ^ekyfodkfXufe=k* esa jktk ds ¯lgklu
dk mYys[k x.knkl ds ek/;e ls gqvk gŚ

¯lgklukfUrdpjs.k lgksiliZu~* ¯lgklukfUrdpjs.k lgksiliZu~* ¯lgklukfUrdpjs.k lgksiliZu~* ¯lgklukfUrdpjs.k lgksiliZu~* ¯lgklukfUrdpjs.k lgksiliZu~* (eköfeö1@12)
bl ukVd ds çFke vË esa gh jktk }kjk dgk x;k gŚ (ifjtuaifjtuaifjtuaifjtuaifjtua

foyksD;foyksD;foyksD;foyksD;foyksD;) vklus rkon=kHkorks%  (mHkkS ifjtuksiuhr;k´jklu;ks#ifo"VkS)*vklus rkon=kHkorks%  (mHkkS ifjtuksiuhr;k´jklu;ks#ifo"VkS)*vklus rkon=kHkorks%  (mHkkS ifjtuksiuhr;k´jklu;ks#ifo"VkS)*vklus rkon=kHkorks%  (mHkkS ifjtuksiuhr;k´jklu;ks#ifo"VkS)*vklus rkon=kHkorks%  (mHkkS ifjtuksiuhr;k´jklu;ks#ifo"VkS)*
(eköfuö çFke vË)

çFke vË esa jktk ds dFku esa&^Hkxofr] fØ;rke~ vkluifjxzgk% Hkxofr] fØ;rke~ vkluifjxzgk% Hkxofr] fØ;rke~ vkluifjxzgk% Hkxofr] fØ;rke~ vkluifjxzgk% Hkxofr] fØ;rke~ vkluifjxzgk%  (losZlosZlosZlosZlosZ
;FkkgZeqifo'kfUr;FkkgZeqifo'kfUr;FkkgZeqifo'kfUr;FkkgZeqifo'kfUr;FkkgZeqifo'kfUr)*A  lHkh dk ;Fkksfpr LFkku ij cSBus ls rkRi;Z gS jktk vkSj
/kkfj.kh ^¯lgklu* ij rFkk ifjozkftdk  pwÍfd laU;kfluh gS vr% mlds fy,
^i¶klu* dk ç;ksx ,oa fonw"kd ds fy, ^dk"Bklu* dk ç;ksx fd;k tkuk
pkfg,A f}rh; vË ds çkjEHk esa laxhr dk çcU/k gks tkus ij jktk] jkuh]
ifjozkftdk] fonw"kd] ukSdj&pkdj lHkh vius vius vklu ij vkluLFk
fn[kkbZ iM+rs gSa´^rr% çfo'kfr laxhrjpuk;ka Ñr;keklLFk% lo;L;ksrr% çfo'kfr laxhrjpuk;ka Ñr;keklLFk% lo;L;ksrr% çfo'kfr laxhrjpuk;ka Ñr;keklLFk% lo;L;ksrr% çfo'kfr laxhrjpuk;ka Ñr;keklLFk% lo;L;ksrr% çfo'kfr laxhrjpuk;ka Ñr;keklLFk% lo;L;ks
jktk /kkfj.kh ifjozkftdk foHkor'p ifjokj%Ajktk /kkfj.kh ifjozkftdk foHkor'p ifjokj%Ajktk /kkfj.kh ifjozkftdk foHkor'p ifjokj%Ajktk /kkfj.kh ifjozkftdk foHkor'p ifjokj%Ajktk /kkfj.kh ifjozkftdk foHkor'p ifjokj%A*

ukVdksa esa vklu dks ,d vkSj :Ik esa ge ikrs gSa] og gS&'kÕ;kluA
^vfHkKku'kkdqUry* esa 'kÕ;k ds :Ik esa f'kyki¶ dk ç;ksx gqvk gS&- - -
lqdqekjLrj.ka a f'kyki¶ef/k'k;kuk l[khH;keUoklqdqekjLrj.ka a f'kyki¶ef/k'k;kuk l[khH;keUoklqdqekjLrj.ka a f'kyki¶ef/k'k;kuk l[khH;keUoklqdqekjLrj.ka a f'kyki¶ef/k'k;kuk l[khH;keUoklqdqekjLrj.ka a f'kyki¶ef/k'k;kuk l[khH;keUok - - - (vfHk'kkö 3
vË)A* r`rh; vË esa gh foçyEHk dh ijkdk"Bk dks bl 'kÕ;klu ds
ek/;e ls n'kkZ;k x;k gSá ^rRi'pkr~ lan"Vdqlqe& 'k;ukU;k'kqDykUrfoleHkax&rRi'pkr~ lan"Vdqlqe& 'k;ukU;k'kqDykUrfoleHkax&rRi'pkr~ lan"Vdqlqe& 'k;ukU;k'kqDykUrfoleHkax&rRi'pkr~ lan"Vdqlqe& 'k;ukU;k'kqDykUrfoleHkax&rRi'pkr~ lan"Vdqlqe& 'k;ukU;k'kqDykUrfoleHkax&
lqjHkhf.klqjHkhf.klqjHkhf.klqjHkhf.klqjHkhf.k (3@15)* vuqlw;k }kjk jktk dks ;g lacksf/kr fd;k tkrk gŚ ^br%^br%^br%^br%^br%
f'kykrySdns'keyadjksrq o;L;%A*f'kykrySdns'keyadjksrq o;L;%A*f'kykrySdns'keyadjksrq o;L;%A*f'kykrySdns'keyadjksrq o;L;%A*f'kykrySdns'keyadjksrq o;L;%A*

dkfynkl ds ukVdksa esa iqLr vkgk;Z´,d vkdyu % lfork vks>k
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bl çdkj ls ukVÔkkssidj.k ds :Ik esa ;g vklu ;k rks cSBus ds fy, fHkUu
fHkUu :iksa esa gks ;k 'k;u gsrq f'kyki¶kfn :Ik esa gks lcdk viuk fo'ssk"k egRo
fn[kkbZ nsrk gS ftUgsa ^iqLrfo/kku* }kjk la;ksftr dj çLrqr djuk lgt ,oa
ljy gSA

vL=k'kL=kvL=k'kL=kvL=k'kL=kvL=k'kL=kvL=k'kL=k % vkpk;Z Hkjr us ukVÔk'kkLrz ds 21 osa v/;k; esa (165&70)
vL=k&'kL=kksasa dk fooj.k çLrqr fd;k gS A vL=k&'kL=k ds vUrxZr /kuq"k ck.k]
ryokj] Hkkys] f=k'kwy vkfn ç;qDr gksrs gSaSA dkfynkl ds ukVdksa esa fdl çdkj
ds vL=k&'kL=kkssa dk ç;ksx gqvk gS ;gkÍ ml ij fopkj visf{kr gksxkA

/kuq"kck.k %/kuq"kck.k %/kuq"kck.k %/kuq"kck.k %/kuq"kck.k % ^vfHkKku'kkdqUry* ds çFke vË esa gh jktk nq";Ur vkSj
lkjfFk dk ços'k n'kkZ;k x;k gS ^rr% çfo'kfr e`xkuqlkjh l'kjpkigLrks^rr% çfo'kfr e`xkuqlkjh l'kjpkigLrks^rr% çfo'kfr e`xkuqlkjh l'kjpkigLrks^rr% çfo'kfr e`xkuqlkjh l'kjpkigLrks^rr% çfo'kfr e`xkuqlkjh l'kjpkigLrks
jktk jFksuA*jktk jFksuA*jktk jFksuA*jktk jFksuA*jktk jFksuA* f}rh; vË esa jktk vius /kuq"k dks foJke nsus dh ckr djrk
gS&^foJkea yHkrkfena p f'kfFkyT;ku¼eLe¼uq%*^foJkea yHkrkfena p f'kfFkyT;ku¼eLe¼uq%*^foJkea yHkrkfena p f'kfFkyT;ku¼eLe¼uq%*^foJkea yHkrkfena p f'kfFkyT;ku¼eLe¼uq%*^foJkea yHkrkfena p f'kfFkyT;ku¼eLe¼uq%* bl dFku ls /kuq"k dk
dÙkZ̀Ro Hkkflr gks jgk gS] lkFk gh mldh Js"Brk Hkh |kssfrr gks jgh gSA "k"B
vË esa Hkh fonw"kd dh j{kk gsrq jktk nq";Ur /kuq"k&ck.k /kkj.k djrk&^;ouh^;ouh^;ouh^;ouh^;ouh
& HkÙkZ% ,r¼Lrkokilfgra 'kjklue~ (jktk l'kja pkie~)& HkÙkZ% ,r¼Lrkokilfgra 'kjklue~ (jktk l'kja pkie~)& HkÙkZ% ,r¼Lrkokilfgra 'kjklue~ (jktk l'kja pkie~)& HkÙkZ% ,r¼Lrkokilfgra 'kjklue~ (jktk l'kja pkie~)& HkÙkZ% ,r¼Lrkokilfgra 'kjklue~ (jktk l'kja pkie~)A* ^foØekssoZ'kh;*
ds iÛke vË esa fx¼ }kjk ef.k gj.k dj fy;s tkus ds Ik'pkr~ fx¼ dks bl
vijk/k ds fy, n.M gsrq jktk Ikq:jok }kjk /kuq"k&ck.k eÍxok;k tkrk gŚ
^(/kuqgZLr% çfo';) HkÙkZ% bna l'kja pkie~A^(/kuqgZLr% çfo';) HkÙkZ% bna l'kja pkie~A^(/kuqgZLr% çfo';) HkÙkZ% bna l'kja pkie~A^(/kuqgZLr% çfo';) HkÙkZ% bna l'kja pkie~A^(/kuqgZLr% çfo';) HkÙkZ% bna l'kja pkie~A* i×pe vË esa gh ukekfËr
ck.k dk mYys[k feyrk gSA

^dÛkqdh&ukekfËrks n`';rsA uk=k es o.kZfoHkkolgk n`f"V%A^dÛkqdh&ukekfËrks n`';rsA uk=k es o.kZfoHkkolgk n`f"V%A^dÛkqdh&ukekfËrks n`';rsA uk=k es o.kZfoHkkolgk n`f"V%A^dÛkqdh&ukekfËrks n`';rsA uk=k es o.kZfoHkkolgk n`f"V%A^dÛkqdh&ukekfËrks n`';rsA uk=k es o.kZfoHkkolgk n`f"V%A
jktk&rnqi'ys"k'p 'kja ;kofUu:i;kfeAjktk&rnqi'ys"k'p 'kja ;kofUu:i;kfeAjktk&rnqi'ys"k'p 'kja ;kofUu:i;kfeAjktk&rnqi'ys"k'p 'kja ;kofUu:i;kfeAjktk&rnqi'ys"k'p 'kja ;kofUu:i;kfeA

bl ck.k :i vkgk;Z dk dFkkud ds çokg dks vkxs c<+kus esa rFkk dFkkud
dks jkspd ,oa dkSrwgyiw.kZ cukus esa egÙoiw.kZ ;ksxnku gSA

jFk%jFk%jFk%jFk%jFk%&jFk dk fuekZ.k iqLrfof/k ds vUrxZr ̂ osf"Ve fof/k* ls gksrk gSA blds
vUrxZr pyus fiQjus okyh Ñf=ke oLrq,Í vkrh gSaA jFk dks blh fof/k ls rS;kj
dj ^O;kfte fof/k* }kjk xfr'khyrk yk;h tkrh gSA 'kkdqUry ds çFke vË
esa jktk nq";Ur dk lkjfFk ds lkFk jFk ij vk:<+ gksdj ços'k fn[kk;k x;k
gSA lIre vË esa Hkh bUæ ds ikl ls jktk nq";Ur jFk ij vk:< gksdj lkjfFk
ekrfy ds lkFk Hkwyksd ij vkrs gSá ^rr% çfo'kR;kdk'k;kusu jFkkf/k:<ks^rr% çfo'kR;kdk'k;kusu jFkkf/k:<ks^rr% çfo'kR;kdk'k;kusu jFkkf/k:<ks^rr% çfo'kR;kdk'k;kusu jFkkf/k:<ks^rr% çfo'kR;kdk'k;kusu jFkkf/k:<ks
jktk ekrfy'pA*jktk ekrfy'pA*jktk ekrfy'pA*jktk ekrfy'pA*jktk ekrfy'pA*
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bl ukVd esa jFk ds nks :i ifjyf{kr gksrs gSá ,d vk[skV ds fy, fudys
jktk nq";Ur }kjk ç;qDr jFk] nwljk oSlk jFk ftldk lkjfFk ekrfy gS vkSj tks
vkdk'kekxZ ls Hkwyksd ij vorfjr gks jgk gSA

^foØeksoZ'kh;* ukVd ds çFke vË esa lw;ksZiLFkku ls ykSVdj vkrs gq,
jktk vius lkjfFk ds lkFk jFk ij vk:< gksdj jÌeÛk ij fn[kkbZ iM+rss gSá
^rr% çfo'kR;iVh{ksis.k jktk jFksu lwr'p*^rr% çfo'kR;iVh{ksis.k jktk jFksu lwr'p*^rr% çfo'kR;iVh{ksis.k jktk jFksu lwr'p*^rr% çfo'kR;iVh{ksis.k jktk jFksu lwr'p*^rr% çfo'kR;iVh{ksis.k jktk jFksu lwr'p*A jktk ds jFk ij /otk dk Hkh
la;kstu gksrk gS tks ml jktk ds oa'k dh ifjpkf;dk gksrh gSA blh ukVd esa
çFke vË esa bl çdkj dk n`"VkUr æ"VO; gŚ ^;Ue/;s leofLFkrks /otiV%^;Ue/;s leofLFkrks /otiV%^;Ue/;s leofLFkrks /otiV%^;Ue/;s leofLFkrks /otiV%^;Ue/;s leofLFkrks /otiV%
çkUrs p osxkfuykr~çkUrs p osxkfuykr~çkUrs p osxkfuykr~çkUrs p osxkfuykr~çkUrs p osxkfuykr~ (foöfoö1@5)A* bl ukVd esa jFk dk la;kstu dFkkud
ds çokg dks vkxs c<+kus esa lgk;rk çnku djrk gS D;ksafd blh ds }kjk jktk]
moZ'kh dks jk{kl ds pÌ˜y ls NqM+kus esa liQy gks ikrk gSA ̂ vfHkKku'kkdqUry*
ds çFke vË esa Hkh jktk dh ;g mfDr&^phuka'kqdfeo dsrks% çfrokra^phuka'kqdfeo dsrks% çfrokra^phuka'kqdfeo dsrks% çfrokra^phuka'kqdfeo dsrks% çfrokra^phuka'kqdfeo dsrks% çfrokra
uh;ekuL; uh;ekuL; uh;ekuL; uh;ekuL; uh;ekuL; (1@33)* laHkor% blh jFk/ot dh vksj bfÌr djrk gSA

ioZrf'kyk çLrj ioZrf'kyk çLrj ioZrf'kyk çLrj ioZrf'kyk çLrj ioZrf'kyk çLrj % çklkn] 'kSy ;k ioZr dh ;kstuk ukVÔkksidj.k ds :Ik
esa jÌeÛk ij gksrh gS A ioZr ds lkËsfrd :i dks ^lfU/ke iqLr* ds ek/;e
ls oL=k] ykSg] cÍklkfn vko';d oLrqvksa ds }kjk n`';rk yk;h tkrh gS A
f'kyk] çLrj vkfn dk bu fof/k;ksa ds }kjk fuekZ.k gks tkus ij riksou] m|kukfn
ds n`';ksa esa budk ç;ksx gksrk gS A laLÑr ds vU; :idksa ds vfrfjDr
vfHkKku'kkdqUry vkfn ukVdksa esa blds n`‘kUr feyrs gSaA tgkÍ jktkds
vkl&ikl bfro`Ùk voyfEcr gks] rks vo'; gh ogkÍ nqxZ] çklknkfn dks çLrqr
djus dh vko';drk iM+rh gS] tSlk fd foØekoZ'kh; ukVdkfn esa ge ikrs
gSaA bl ukVd ds r`rh; vË esa egkjkuh ds fuosnu ij] jktk ef.kgE;Z Hkou
dh Nr ij tkus ds fy, fonw"kd dks ekxZ&funsZ'k djus dks dgrk gSA ;gkÍ
lksiku dh Hkh ;kstuk gq;h gŚ ^jktk vkjksgfrA losZ lksikukjksg.ka ukV;fUrA*^jktk vkjksgfrA losZ lksikukjksg.ka ukV;fUrA*^jktk vkjksgfrA losZ lksikukjksg.ka ukV;fUrA*^jktk vkjksgfrA losZ lksikukjksg.ka ukV;fUrA*^jktk vkjksgfrA losZ lksikukjksg.ka ukV;fUrA*
;g n`'; dFkkud ds çokg esa xfr ykus ds fy, vko';d çrhr gksrk gSSA
bldh ;kstuk Hkh iqLrfof/k }kjk dh tkrh gSA bl ukVd ds çFke vË esa ioZr
ds :i esa gsssedwV f'k[kj dk ç;ksx gqvk gSA blh gsedwV f'k[kj ij jEHkk]
esudk vkfn vIljk;sa vig`r moZ'kh dh çrh{kk dj jgh gSaA jktk mlh gsedwV
ioZr ij jFk dks mrkjus dk vkns'k nsrk gS &

jktk&lwr  bna rPNSyf'k[kje~A  vorkj; jFke~A*jktk&lwr  bna rPNSyf'k[kje~A  vorkj; jFke~A*jktk&lwr  bna rPNSyf'k[kje~A  vorkj; jFke~A*jktk&lwr  bna rPNSyf'k[kje~A  vorkj; jFke~A*jktk&lwr  bna rPNSyf'k[kje~A  vorkj; jFke~A*
ouçns'k rFkk çkÑfrd n`'; % ouçns'k rFkk çkÑfrd n`'; % ouçns'k rFkk çkÑfrd n`'; % ouçns'k rFkk çkÑfrd n`'; % ouçns'k rFkk çkÑfrd n`'; % bu n`';ksa ds vUrxZr riksou] vkJe]

dkfynkl ds ukVdksa esa iqLr vkgk;Z´,d vkdyu % lfork vks>k
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m|ku] çenou rFkk yrke.Mi vkfn vkrs gSaA ;|fi vkfÌd] okfpd
vfHku;ksa ds ek/;e ls vf/kdkf/kd budk ç;ksx gksrk gS rFkkfi iqLrfof/k ds
vUrxZr bUgsa çLrqrhdj.k ds fy, fl¼ fd;k tkrk gSA n`';fo/kku esa buds
ç;ksx dk vk/kkj LrEHk [kM+k djds gh ge vU; vfHku;ksa ds }kjk bUgsa vkSj
Hkh iqLr ,oa çHkkodkjh cuk ikrs gSaA ^vfHkKku'kkdqUry* ds çFke vË esa
riksou dk lkjk n`'; mifLFkr gksrk fn[kkbZ nsrk gSA bUgha riksou] yrke.Miksa
ds vUrZxr xqPNo`{k] oVo`{k vkfn dk mYys[k gqvk gSA ç;ksxdÙkkZ ds Åij
fuHkZj djrk gS fd og pkgs rks ,d xqPNo`{k Hkh jÌeÛk ij çLrqr dj vU;
o`{kksa ds çrhd :i esa Hkh mls ç;ksx esa yk ldrk gSA ;Fkk jktk dh ;g mfDr
& ^;kofneka Nk;kekfJR; çfriky;kfe*^;kofneka Nk;kekfJR; çfriky;kfe*^;kofneka Nk;kekfJR; çfriky;kfe*^;kofneka Nk;kekfJR; çfriky;kfe*^;kofneka Nk;kekfJR; çfriky;kfe* (çFke vË) blh vksj lËsr
djrh gSA vU;=k o`{kksa dk mi;ksx bl ukVd esa ;=k&r=k nf'kZr gS &

Hkorq iknikUr£gr ,o folzC/kka rkonsuka Ik';kfeHkorq iknikUr£gr ,o folzC/kka rkonsuka Ik';kfeHkorq iknikUr£gr ,o folzC/kka rkonsuka Ik';kfeHkorq iknikUr£gr ,o folzC/kka rkonsuka Ik';kfeHkorq iknikUr£gr ,o folzC/kka rkonsuka Ik';kfe (çFke vË)
rsu gheka {khjo`{kPNk;kekJ;kersu gheka {khjo`{kPNk;kekJ;kersu gheka {khjo`{kPNk;kekJ;kersu gheka {khjo`{kPNk;kekJ;kersu gheka {khjo`{kPNk;kekJ;ke (prqFkZ vË)A
;kor~ Ro;ksixr;k yrklukFk bok;a dsljo`{kd% çfrHkkfr;kor~ Ro;ksixr;k yrklukFk bok;a dsljo`{kd% çfrHkkfr;kor~ Ro;ksixr;k yrklukFk bok;a dsljo`{kd% çfrHkkfr;kor~ Ro;ksixr;k yrklukFk bok;a dsljo`{kd% çfrHkkfr;kor~ Ro;ksixr;k yrklukFk bok;a dsljo`{kd% çfrHkkfr (çFke

vË)A
yrkeqisR;kfyÌÔkyrkeqisR;kfyÌÔkyrkeqisR;kfyÌÔkyrkeqisR;kfyÌÔkyrkeqisR;kfyÌÔk (prqFkZ vË)A
bl ukVd ds "k"B vË esa v'kksd ò{k dk mYys[k gqvk gSA ̂ ekyfodkfXufe=k*

ds r`rh; vË esa ;gh v'kksd o`{k egÙoiw.kZ vkgk;Z ds :Ik esa ç;qDr gqvk
gS&

^u rkon~HkrkZ \  ,"kks¿'kksd'kk[kkoyEch iYyoxqPN%*^u rkon~HkrkZ \  ,"kks¿'kksd'kk[kkoyEch iYyoxqPN%*^u rkon~HkrkZ \  ,"kks¿'kksd'kk[kkoyEch iYyoxqPN%*^u rkon~HkrkZ \  ,"kks¿'kksd'kk[kkoyEch iYyoxqPN%*^u rkon~HkrkZ \  ,"kks¿'kksd'kk[kkoyEch iYyoxqPN%*

n.Mdk"B % n.Mdk"B % n.Mdk"B % n.Mdk"B % n.Mdk"B % ukVÔk'kkL=k ds çFke v/;k; esa czãk us Hkjr ls rq"V gks dj
^dqfVyd* çnku fd;k (1@60) ;gkÍ dqfVyd ls rkRi;Z Vs<s&es<s n.Mdk"B
ls gSA ukVÔk'kkL=k esa bl n.Mdk"B ds fuekZ.k dh fof/k crkbZ x;h gS] tks
iqLrfo/kku ds vUrxZr fu:fir gŚ

dfiRFkfcYooa'ksH;ks n.Mdk"Ba HkosnFkAdfiRFkfcYooa'ksH;ks n.Mdk"Ba HkosnFkAdfiRFkfcYooa'ksH;ks n.Mdk"Ba HkosnFkAdfiRFkfcYooa'ksH;ks n.Mdk"Ba HkosnFkAdfiRFkfcYooa'ksH;ks n.Mdk"Ba HkosnFkA
oØa pSo fg drZO;a f=kHkkxs y{k.kkfUore~ AAoØa pSo fg drZO;a f=kHkkxs y{k.kkfUore~ AAoØa pSo fg drZO;a f=kHkkxs y{k.kkfUore~ AAoØa pSo fg drZO;a f=kHkkxs y{k.kkfUore~ AAoØa pSo fg drZO;a f=kHkkxs y{k.kkfUore~ AA (21@183)

laLÑr :idksa esa fonw"kd dh çÑfr ds :Ik esa ;g LFkkfir gSA fonw"kd
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ds okegLr esa n.Mdk"B fLFkr gksrk gSa ^vfHkKku'kkdqUry* esa fonw"kd dk
n.Mdk"B gkL; mRiUu djus okyk gS´^bfr n.Mdk"Beq|E; pwrkË˜ja^bfr n.Mdk"Beq|E; pwrkË˜ja^bfr n.Mdk"Beq|E; pwrkË˜ja^bfr n.Mdk"Beq|E; pwrkË˜ja^bfr n.Mdk"Beq|E; pwrkË˜ja
ikrf;rqfePNfrikrf;rqfePNfrikrf;rqfePNfrikrf;rqfePNfrikrf;rqfePNfr (vfHkKku 0@6)A*

vU; ukVÔkksijdj.k % vU; ukVÔkksijdj.k % vU; ukVÔkksijdj.k % vU; ukVÔkksijdj.k % vU; ukVÔkksijdj.k % jÌeÛk ij ukVÔkksidj.k :i esa ç;qDr gksus okys
cgqr ls ,sls midj.k gSa] tks ukVd ds dFkkud esa vge~ Hkwfedk fuHkkrs gSa
ijUrq isz{kdksa dk /;ku mu vkgk;ks± dh lkexzh dh vksj ugha tkrkA ;Fkk&

jTtq rFkk csfM+;kÍ% jTtq rFkk csfM+;kÍ% jTtq rFkk csfM+;kÍ% jTtq rFkk csfM+;kÍ% jTtq rFkk csfM+;kÍ% 'kkdqUry ds "k"B vË esa c¼iq#"k dks ysdj nks
flikgh çLrqr gksrs gSá ^rr% çfo'kfr ukxfjd% ';ky% i'pkn~ c¼iq#"keknk;^rr% çfo'kfr ukxfjd% ';ky% i'pkn~ c¼iq#"keknk;^rr% çfo'kfr ukxfjd% ';ky% i'pkn~ c¼iq#"keknk;^rr% çfo'kfr ukxfjd% ';ky% i'pkn~ c¼iq#"keknk;^rr% çfo'kfr ukxfjd% ';ky% i'pkn~ c¼iq#"keknk;
jf{k.kkS p*jf{k.kkS p*jf{k.kkS p*jf{k.kkS p*jf{k.kkS p* ;gkÍ cÍ/ks gq, iq#"k dk jÌeÛk ij mifLFkr gksuk dkSrwgy vkSj
dFkkud ds foLrkj dk dkj.k curk gSA

¯lg] gLrh v'okfn ¯lg] gLrh v'okfn ¯lg] gLrh v'okfn ¯lg] gLrh v'okfn ¯lg] gLrh v'okfn % iqLrfof/k ds vUrxZr ;g Hkh dgk x;k fd xt
v'okfn ykSfdd oLrqvksa dk lkadsfrr iqLrksa ds }kjk lk:I; l`tu gksrk gSA
lfU/ke iqLr ds }kjk bu xtkfn dk Ñf=ke <Íkpk rS;kj fd;k tkrk gSA tc bu
vkÑfr;ksa dk fuekZ.k gks tkrk gS rks osf"Ve }kjk mls vkosf"Vr dk lk:I;
l`tu gksrk gSA rRi'pkr~ O;kfte }kjk mls ;kaf=kd xfr çnku dj jÌeÛk ij
çLrqrhdj.k gksrk gSA tks gesa dykRedrk vkSj ;FkkFkZrk ds vR;Ur fudV ys
tkrk gS&;Fkk ^vfHkKku'kkdqUry* ds lIre vË esa loZneu }kjk flag 'kkod
ds lkFk [skyus dk çlax vkrk gSA ;fn og 'kkod ltho u gksdj Ñf=ke :Ik
esa fu£er gks rks og iqLrfof/k ds ^lfU/ke iqLr* }kjk gh fu£er gksrk
gS&^t`EHkLo ¯lg nUrkaLrs x.kf;";s^t`EHkLo ¯lg nUrkaLrs x.kf;";s^t`EHkLo ¯lg nUrkaLrs x.kf;";s^t`EHkLo ¯lg nUrkaLrs x.kf;";s^t`EHkLo ¯lg nUrkaLrs x.kf;";s (laIre vË)A* blh vË esa e`fÙkdk
e;wj dk Hkh mYys[k æ"VO; gS &

(d) çfo'; e;wjgLrkçfo'; e;wjgLrkçfo'; e;wjgLrkçfo'; e;wjgLrkçfo'; e;wjgLrk (lIre vË)
([k) vL; e`fÙkdke;wjL; jE;Ro i';sfr Hkf.krks¿flvL; e`fÙkdke;wjL; jE;Ro i';sfr Hkf.krks¿flvL; e`fÙkdke;wjL; jE;Ro i';sfr Hkf.krks¿flvL; e`fÙkdke;wjL; jE;Ro i';sfr Hkf.krks¿flvL; e`fÙkdke;wjL; jE;Ro i';sfr Hkf.krks¿fl (lIre vË)A

bldh ;kstuk osf"Ve iqLr ds vUrxZr gksrh gSA  lIre vË esa loZneu
ds cktwcU/k :i esa cÍ/kk NksVk lk /kkxk iqLr :i esa le>k tk ldrk
gS] tks jktk nq";Ur ds firk gksus dk ifjpk;d gSA

     blds vfrfjDr ?kV] ik=k] Hkktu  (Mfy;k)] Hkksti=k] ufyuhi=k] osf"V
vkfn NksVs NksVs :i esa vkgk;Zxr ukVÔkksidj.k jÌeÛk ij çLrqr gksrs gaS tks
dFkk çokg esa çHkkodkjh rks gksrs gSa ij gekjs le{k xkS.k cus jgrs gSaA

dkfynkl ds ukVdksa esa iqLr vkgk;Z´,d vkdyu % lfork vks>k
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bl çdkj ls bu ukVdksa esa ç;qDr ^iqLr vgk;Z* u fliQZ dFkkud ds çokg
dks vkxs c<kus esa gh lgk;d çrhr gksrk gS cfYd ukVÔk ds mn~ns'; çkfIr
esa Hkh lgk;rk çnku djrk gSA  ç;ksxdÙkkZ vkpk;Z Hkjr us Hkh ukVÔk esa bldh
egÙkk Lohdkj djrs gq, bldk foospu fd;k gSA vkt ds ifjos'k esa ukVÔk
ds çLrqrhdj.k esa ç;ksDrk mu fof/k;ksa] midj.kksa dks ;Fkkor ç;ksx esa yk;s
;g vko';d ugha cfYd mu fof/k;ksa ç;ksxksa easa ifjorZu&ifjo/kZu lEHko gSA
gkÍ bruk vo'; gS fd mu ifjofrZr ç;ksxksa ls çLrqrhdj.k esa ck/kk mRiUu u
gksA vkt ds jÌeÛk ij n`f"V Mkysa rks ;fn ç;ksxdÙkkZ vkgk;Zxr bl
iqLrfof/k ds fcuk gh ukVd dks çLrqr djuk pkgrk gS rks ;g dnkfpr~ gh
lEHko gksxk D;ksafd bl iqLrfof/k dks fdlh u fdlh :i esa de ;k
vf/kd :i esa Lohdkj djuk gh gksxkA blds iw.kZ vHkko esa ukVÔk esa
jlis'kyrk 'kk;n gh lEHko gksA vr% ;g fof/k bl ç;ksxfoKku esa
mRd"kkZ/kk;d ,oa midkjd gSA
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15
ukVÔk'kkL=k ,oa ç;ksxfoKku dh ik.Mqfyfi ijEijk ds

lUnHkZ esa dPN ds egkjktk y[kir th
dh ik.Mqfyfi;kÍ

cynsokuUn lkxj

^ukVÔk'kkL=k] n`';dkO; vkSj ç;ksxfoKku dh ik.Mqfyfi ijEijk* ds fo"k; esa
'kks/kçcU/k çLrqr djus ds ladYi ek=k ls esjs eu esa dbZ fopkj LiQqfjr gq,
D;ksafd b/kj djhc fiNys rhl&iSarhl o"kks± ls fgUnh vkSj fo'ks"k :i ls laLÑr
jÌdeZ ds lkFk lfØ; :i ls tqM+s gq, gksus ds dkj.k laLÑr&jÌdeZ ds
ç;ksx esa fnu&o&fnu vkus okyh fofHkUu çdkj dh leL;kvksa vkSj mlds
oSdfYid lek/kkuksa dk ifjp; feyk gSA lkFk gh thfodksiktZu ds fy,
bysDVªkWfud&lÛkkj&ek/;e ls tqM+s gksus ds dkj.k laLÑr&jÌdeZ vkSj laLÑr&
ukV~;&ç;ksx ds fy, vk/kqfud n`';&JO; ek/;e ds midj.k fdrus mi;ksxh
gks ldrs gSá bldh ,d lk{; lwph Hkh gekjs ikl gS A ^foØeksoZ'kh;*]foØeksoZ'kh;*]foØeksoZ'kh;*]foØeksoZ'kh;*]foØeksoZ'kh;*]
^if.Mr&jkth;if.Mr&jkth;if.Mr&jkth;if.Mr&jkth;if.Mr&jkth;*] ^iqj'pj.kdeyiqj'pj.kdeyiqj'pj.kdeyiqj'pj.kdeyiqj'pj.kdey* (jke dh 'kfDriwtk)] ^HkxonTtqd^HkxonTtqd^HkxonTtqd^HkxonTtqd^HkxonTtqd*]
^vfHkKku'kkdqUryvfHkKku'kkdqUryvfHkKku'kkdqUryvfHkKku'kkdqUryvfHkKku'kkdqUry*] ^eqækjk{kleqækjk{kleqækjk{kleqækjk{kleqækjk{kl*] ^mÙkjjkepfjrmÙkjjkepfjrmÙkjjkepfjrmÙkjjkepfjrmÙkjjkepfjr* vkfn vusd ukVdksa dh]
jÌeÛk] vkdk'kok.kh ,oa nwjn'kZu ds fy, n`'; vkSj JO; çLrqfr ds le; dbZ
,sls çlax vk, tc n`'; fo'ks"k dks :ikf;r djuk ukV;'kkL=k dh ijEijkvksa
ds vuqlkj vlEHko ugha rks] dfBu vo'; yx jgk FkkA fdUrq ,slh gh
fLFkfr;ksa esa fofo/k&çdkj ds LykbM~&ç;ksx ,oa Nk;k&çdk'k& n`';ksa us cgqr
enn dhA vLrq] çÑreuqljke%A

nSo&la;ksx ls ,d fnu] nSfud lekpkj&i=k esa Nik ,d ys[k feyk vkSj
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yxk tSls fctyh dkSa/k xbZ gks] mlh fctyh dh dkSa/k dk ifj.kke gS ;g
'kks/k çcU/kA eSa ik.Mqfyfi lalk/ku dsUæ] lkxj ds fy, blh fo"k; ij viuh
ckr igys dguk pkgwÍxkA
çkIr ik.Mqfyfi;ksa dh i`"BHkwfeçkIr ik.Mqfyfi;ksa dh i`"BHkwfeçkIr ik.Mqfyfi;ksa dh i`"BHkwfeçkIr ik.Mqfyfi;ksa dh i`"BHkwfeçkIr ik.Mqfyfi;ksa dh i`"BHkwfe

gky gh esa dPN ds egkjktk y[kir th ds le; dh dqN ik.Mqfyfi;kÍ
çkIr gqbZ gSaA tSlk fd fo}r lekt tkurk gS fiQj Hkh l|% lUnHkZ ds fy,
crkuk pkgsaxs fd dPN (xqtjkr) esa ekS;Z] 'kd] xqIr] eS=kd] pkyqD;] tkMstk
vkfn oa'k ijEijkvksa ds jktkvksa us 'kklu fd;k gS A tkMstk oa'k ds jktkvksa
us djhc 438 o"kks± rd jkT; fd;k gS A bl fo"k; esa Hkkouxj&tuin ds
vUrxZr f'kgksj rkyqdk esa fLFkr ^lqys[ku dyk iQkmUMs'ku* ds çkpk;Z y{e.k
;w- ok<sj us cgqr lw{erk ,oa xgurk ds lkFk vuqlU/kku fd;k gS A

tkMstk&oa'k ds jktkvksa us dPN ds O;oLkk;] LFkkiR;] lkfgR; vkSj laxhr
dh o`f¼ ,oa çflf¼ ds fy, cgqewY; ;ksxnku fn;k gSA [kasxkjth&çFke]
çkXeyth&çFke] y[kirth] xkSMth&f}rh;] ns'kyth&f}rh;] Hksktjktth vkfn
dh jpukRed çòfÙk;ksa }kjk dPN us ns'k ,oa fons'k esa cgqr [;kfr v£tr dh FkhA
egkjktk y[kir th dh dkO;'kkykegkjktk y[kir th dh dkO;'kkykegkjktk y[kir th dh dkO;'kkykegkjktk y[kir th dh dkO;'kkykegkjktk y[kir th dh dkO;'kkyk

^Hkqt* esa Jh y[kirth dk 'kkludky bZ- l- 1752 ls bZ-l- 1761 rd
jgkA bl vof/k esa] ;gkÍ lkaLÑfrd ,oa lkfgfR;d jpukRed ço`fÙk;kÍ
pje&lhek ij jgh] tSlk fd igys dgk x;k gSA vgenkckn ls çdkf'kr gksus
okys xqtjkrh Hkk"kk ds nSfud lekpkj i=k ̂ xqtjkr lekpkj* esa fnukad 28-10-
2006 dks Jh xq.koarh Nks- 'kkg }kjk çLrqr ys[k esa foLrkj ls crk;k x;k gS
fd´egkjktk y[kir th dh dkO;'kkyk esa uoksfnr dfo;ksa dks ços'k ikus
ds fy, okd~pkrq;Z dh vgZrk vfuok;Z FkhA Jh y[kir th us Hkqt esa ,d
dkO;'kkyk dh çfr"Bkiuk dh FkhA dgk tkrk gS fd bl çdkj dh ltZukRed
ço`fÙk;ksa dks 'kq# djkus okys os lalkj ds çFke 'kkld FksA

tSlk fd ge lc tkurs gSá ns'k vkSj nqfu;k esa] çkphu dky ,oa e/;dky
ds nkSjku] jktkyksx] dfo;ksa vkSj dykdkjksa dks vkJ; nsdj viuh ç'kfLr;kÍ
fy[kokrs FksA viuk ladhrZu lqudj [kq'k gksrs FksA dfo;ksa vkSj dykdkjksa dks
migkj nsrs FksA fdUrq dfo;ksa dks dkO;dyk dk 'kkL=kh;&i¼fr ls çf'k{k.k
nsus dh jpukRed ço`fÙk;ksa dk vHkko FkkA iwjs fo'o esa ek=k osful 'kgj esa
ml le; bl çdkj dh ,d dkO;'kkyk Fkh fdUrq bl dkO;'kkyk dk mÆs';
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ns'k&fons'k ds O;kikfj;ksa ,oa le`¼tuksa dk euksjatu djuk ek=k Fkk] fdUrq
dPN ds egkjktk y[kir th us] dkO; esa fufgr çÑfr ds lkehI; ds vkuan
dks çfrHkklEiUu dfovksa dh jpuk }kjk çkIr djus ds fy, loZçFke dPN
esa dkO;'kkyk dh çfr"Bkiuk dh FkhA bl dkO;'kkyk dk foLr`r o.kZu]
foLrkjHk; ls] leqfpr ugha gSA ek=k bruk dguk i;kZIr gS fd bl dkO;'kkyk
esa ns'k ds vyx&vyx {ks=kksa ls uoksfnr ,oa çfrf"Br dfo vkrs FksA ;gkÍ ij
çf'k{k.k dh vof/k ikap o"kZ dh FkhA dkO; ds fofHkUu vÌksa ,oa i{kksa ds
fo"k; esa ijh{kk gksrh FkhA fofHkUu fo"k;kssa ij dfork dh jpuk djuh gksrh FkhA
egkjkt y[kir Lo;a mÙke dfo FksA muds vkSj nwljs çfrf"Br dfo;ksa vkSj
vkpk;ks± ds le{k bu uoksfnr& çf'kf{kr dfo;ksa dks viuk dkO;&ikB djuk
gksrk FkkA çfrf"Br dfo;ksa vkSj vkpk;ks± dh lfefr }kjk mÙkh.kZ ?kksf"kr fd,
x, dfo;ksa dks jkT;lHkk esa dfo dk vyadj.k] lEeku&i=k oxSjg fn;k tkrk
Fkk vkSj muds lEeku esa uxj;k=kk dk vk;kstu Hkh fd;k tkrk FkkA mÙke
dfo;ksa dks HksaV migkj nsdj lEekfur fd;k tkrk FkkA
dkO;'kkyk ds vkpk;ZdkO;'kkyk ds vkpk;ZdkO;'kkyk ds vkpk;ZdkO;'kkyk ds vkpk;ZdkO;'kkyk ds vkpk;Z

egkjktk y[kirth ds dkO;xq# gehjth ds funsZ'kkuqlkj fd'kux<+ ds
tSueqfu dud&dq'ky th dks bl dkO;'kkyk ds vkpk;Z in ij fu;qDr fd;k
x;k FkkA eqfuJh dud dq'ky th laLÑr] v/kZekx/kh] jktLFkkuh ,oa oztHkk"kk
ds fo}ku~ FksA muds Kku&oSHko ls çHkkfor gksdj y[kir th us mudks
^Hk¶kdZ* dh inoh nh Fkh A
egkjkt y[kir th dh jpuk,Íegkjkt y[kir th dh jpuk,Íegkjkt y[kir th dh jpuk,Íegkjkt y[kir th dh jpuk,Íegkjkt y[kir th dh jpuk,Í

Jh y[kir th Lo;a leFkZ dfo FksA mUgksaus y[kir&vyadkjpfUædk]
y[kir&Hkkofoykl] y[kir&lrlbZ] y[kir&fo|kfouksn] y[kir&dkO;foykl]
y[kir&lq/kk¯l/kq] y[kir&xhr¯ixy] y[kir&tl¯l/kq] y[kir&ekueatjh]
y[kir&eÜkjh] y[kir&HkfDrfoykl] y[kir&Lojk/;k;] y[kir&laxhr&n'kZu]
y[kir&jkfxuhfp=kekyk] y[kir&Hkkocksf/kuh vkSj y[kir&³k`Ìkj vkfn 16
jpukvkas dk fuekZ.k fd;k Fkk & ,slk ekuk tkrk gS A
dkO;'kkyk ds vkpk;Z eqfuJh duddq'kyth ,oa jktk ds dkO;xq#dkO;'kkyk ds vkpk;Z eqfuJh duddq'kyth ,oa jktk ds dkO;xq#dkO;'kkyk ds vkpk;Z eqfuJh duddq'kyth ,oa jktk ds dkO;xq#dkO;'kkyk ds vkpk;Z eqfuJh duddq'kyth ,oa jktk ds dkO;xq#dkO;'kkyk ds vkpk;Z eqfuJh duddq'kyth ,oa jktk ds dkO;xq#
gehj th dh jpuk,Ígehj th dh jpuk,Ígehj th dh jpuk,Ígehj th dh jpuk,Ígehj th dh jpuk,Í

dkO;'kkyk ds eqfuJh duddq'ky th us ^y[kir&eatjh& ukeekyk* ,oa
^lqUnj&³k`Ìkj* uke ds nks xzaFkks dh jpuk dhA egkjkt y[kir th ds dkO;xq#

ukVÔk'kkL=k ,oa ç;ksxfoKku dh ik.Mqfyfi ijEijk - - - % cynsokuUn lkxj
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gehjth us xq.k&¯ixy&çdk'k] gehjuke&ekyk vijuke gjftl&ekyk]
tnqoa'k&oa'kkoyh] ̄ ixydks'k] Hkkxor&niZ.k] T;ksfr"k&tM+ko] y[kir&xq.k¯ixy]
egkjkt&ns'kyth dh opfudk tSls xzUFkksa dh jpuk dh A
dkO;'kkyk dh fo'ks"krkdkO;'kkyk dh fo'ks"krkdkO;'kkyk dh fo'ks"krkdkO;'kkyk dh fo'ks"krkdkO;'kkyk dh fo'ks"krk

bl dkO;'kkyk dh eq[; fo'ks"krk ;g jgh fd laxhr&'kkL=k vkSj u`R;'kkL=k
ds ewY;oku~ xzUFkkas dh jpuk ;gkÍ ij gqbZ A buesa laxhr&lwj&rjafx.kh]
ok|foosd&foykl] e`naxeksgjk] y[kir&rky&fo/kku] u`R;lq/kkjk&eatjh]
y[kir&jkxekyk] laxhr&jRukdj vkfn çeq[k ekus tkrs gSa A bu xzUFkksa esa ls
dqN gLrfyf[kr xzUFkksa dh ik.Mqfyfi;kÍ gky] f'kgksj ds *lqys[ku dyk
iQkmUMs'ku* esa lax`ghr gSaA
rhu nqyZHk ik.Mqfyfi;kÍrhu nqyZHk ik.Mqfyfi;kÍrhu nqyZHk ik.Mqfyfi;kÍrhu nqyZHk ik.Mqfyfi;kÍrhu nqyZHk ik.Mqfyfi;kÍ

ok|&foosd&foykl] lÌhr&lwj&rjafx.kh ,oa laxhr&jRukdj´bu rhu
ik.Mqfyfi;ksa dks çkpk;Z y{e.k ok<sj us LFkkuh; dckM+hokys] eqfLyeca/kq
egaen HkkbZ ls [kjhn dj lax`ghr fd;k gS A

ok|&foods&foykl ds jpukdkj ek;kjke pkSgk.k ds iq=k iQdhjpan pkSgku
gSa vkSj lÌhr&lwj&rjfÌ.kh ds jpf;rk dfo gfjoYyHk gSaA

ok|&foosd&foykl esa tkMstk jktkvksa dh oa'kkoyh] lÌhr dh
mRifÙk&fo"k;d foLr`r o.kZu vkSj laxhr ds 40 ok|lw=k gSaA bu 40 lw=kksa dh
ppkZ ds vfrfjDr rkyHksn dh 'kkL=kh;&ppkZ gSa A nksgk] pksikbZ] loS;k vkSj
NUn&'kkL=k dk lUnHkZ gSA Loj&v/;k; esa lkr lqjksa dk mYys[k gSA jkx&v/
;k; esa jkx ds vFkZ ,oa çdkj gSa A es?k] HkSjoh] nhid] dsnkjh] clar] ekysf'kjh
(okxsJh)] foHkkl vkSj lkjÌ gSaA bl xzaFk esa jkfx.kh dk Hkh foHkkx gSA
fcykoy] jkedyh] yfyr] eYgkj] Hkwikyh] xwtjh] caxkyh] nsofxjh] lksjBh]
frjou] igkM+h] lkoark] mjdVkSM+h] tSrfljh tSls jkxksa dh ppkZ Hkh gS A
milagkjmilagkjmilagkjmilagkjmilagkj

mi;ZqDr ik.Mqfyfi;ksa vkSj y[kir th ds uke ls çkIr gksus okys lksyg
xzUFkksa dh ikB ijiEijk ,oa ikBkykspu ds fy, foLr`r v/;;u djuk vHkh
'ks"k gSA ;gkÍ ij mifLFkr lq/khtuksa ds le{k Hkh ;g uez fuosnu gS fd &
y[kir th ds uke ls çkIr gksus okys bu lksyg xzUFkksa ds jpf;rk] okLro esa]
egkjkt y[kir th gh Fks fd dksbZ vkSj´;g fo"k; vHkh fu.ksZrO; gS A vk'kk
gh ugha] fo'okl Hkh gS fd ,rnFkZ bl laxks"Bh ds funsZ'kd] la;kstd ,oa
çk;kstd lHkh lfØ; ç;kl djsaxsA
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16

vokZphu ukVdksa esa ukVÔkç;ksx dh
uohu lEHkkouk,Í

eÜkqyrk 'kekZ

dyk dk çk.krÙo gS dkO; vkSj dkO; dk mRÑ"Vre :i gS ukVdA bl fo/kk ds
vrhr esa ç;ksx vkSj çxfr dh vtlz/kkjk çokfgr gksrh jgh gSA ukVÔk dfoRo
dh pjelhek gh ugha vfirq ,d ,slk pk{kq"k ;K gS ftlesa Jo.ksfUæ;ksa ds
lkFk&lkFk us=kksa dks Hkh lq[k çkIr gksrk gSA ukVd f'kYi] fo|k] Kku vkSj dyk
dk eafnj gh ugha vfirq lkef;d leL;kvksa dk laokgd Hkh gSA

Hkkjrh; ifjos'ktU; fofHkUu laLÑfr;ksa dh bUæ/kuq"kh vkHkk ;gkÍ ds lkfgR;
esa Hkh çfrfcfEcr gksrh gSA tgkÍ thou dk çR;sd i{k çxfr ds u;s v/;k;
fy[k jgk gS ogkÍ vokZphu ukVdksa esa ukVÔkrÙoksa dh uohu lEHkkoukvksa ls dSls
budkj fd;k tk ldrk gSA orZeku le; esa gekjk ukVÔklkfgR; ;qxkuq:i gksus
ds lkFk&lkFk eÛku dh n`f"V ls Hkh cgqr le`¼ gks x;k gSA çkphu ukVdksa
esa dfo }kjk fd;s x;s o.kZu dh lgk;rk ls çs{kd vius le{k çLrqr n`';
dh dYiuk dj ysrk Fkk vFkkZr~ fdlh Hkh fLFkfr dh lËYiuk çs{kdksa dh
çfrHkk ij fuHkZj FkhA fofHkUu çdkj ds jÌ&funsZ'k gh bu n`';ksa dh lÜkhouh
gksrs Fks¡ ;Fkk&vfHkKku'kkdqUry ds çkjEHk esa nq";Ur ftl e`x dk ihNk djrk
gS] og lw=k/kkj ds funsZ'k ls gh vuqHkoxE; gksrk gSA jktk dk vfHku; djus
okyk vfHkusrk viuh cU/kh gq;h n`f"V ,oa eqæk ls ,slk vfHku; djrk gS ekuks
og e`x ij çgkj dj jgk gSA jÌeÛk ij fç;aonk ,oa vulw;k dk iQwy pquuk
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oLrqr% iq"i pquus dk vuqdj.k ek=k gSA vfHkusrk ,oa vfHkus=kh bu leLr Hkkoksa
dks] ukVÔkxr laosxksa dks vius vkafxd vkfn vfHku; ls dq'kyrkiwoZd O;ÙkQ
dj nsrs gSaA ijUrq blds fy;s ,d vkn'kZ çs{kd esa vfHkusrkvksa }kjk vuqÑr
ik=kksa ds Hkkoksa rFkk vuqHkwfr;ksa dks Lodh; cuk ldus dh ;ksX;rk ds lkFk gh
rhoz xzg.k'khyrk vkSj mRÑ"V fu.kZ;'kfÙkQ dk gksuk visf{kr gSA rc gh og
lkekU; cká fpÞuksa ;Fkk´vJq] gkl] jksek×p] vkØks'k] g"kZ] tqxqIlk] Hk;
vkfn vusdksa Hkkoksa dh vfHkO;fÙkQ dj ldrk gSA bl çdkj çkphu ukVdksa esa
ukVddkj çs{kkx`g] vfHkusrk] ukVd dh lktlTtk ,oa n`'; çs{kd vkfn çeq[k
ukVÔkrÙoksa dk ç;ksx Hkjreqfu ds ukVÔk'kkL=kh; fu;eksa dh ifjf/k esa gh djrs
jgsA mUgksaus n`'; dh çk.koÙkk ds fy;s dksbZ fo'ks"k Jelk/; dk;Z ugha fd;kA
D;ksafd mudk mÆs'; ek=k eÛkh; vfHku; gh ugha vfirq ukVÔkÑfr;ksa dks
mRd"kZçnku djus okyh vusdksa dykvksa u`R;] ok|] xhr vkfn dks Hkh mRd"kZ
çnku djuk FkkA ijUrq vokZphu ukVÔkjpukdkjksa us vius&vius ukVÔkksa esa bl
ekSu dks rksM+k gSA mUgksaus çkphu ukVÔk'kkL=kh; fu;eksa dks va'kr% gh Lohdkj
fd;k gSA vkt ukVd dk vfHkçk; :id dk ,d vÌ ugha vfirq mlesa
,dkËh] çglu] Hkk.k] fMEc] ohfFkdk] uqDdM+ ukVd] u`R; ukfVdk,Í]
jsfM;ks:id] vkWisjk] Nk;kukVd vkfn leLr fo/kk,Í vuqL;wr gSaA çLrqr
'kks/k i=k esa Hkh ukVd 'kCn dks blh vokZphu vFkZ esa ç;qÙkQ fd;k x;k gSA

ukVÔk {ks=k esa ØkfUr ykus okys lk/kdksa dh ,d foLr`r ³k`…yk gS blesa]
vfHkjkt jktsUæ feJ] jk/kkoYyHk f=kikBh] nso£"k dykukFk 'kkL=kh] gfjnÙk
'kekZ] g"kZnso ek/ko] ouekyk Hkokydj] ufyuh 'kqDyk] yhyk jko] jek
pkS/kqjh] deykjRue~] nsodh esuu] oh.kkikf.k ikVuh] feFkys'k dqekjh feJk]
ds'kopUæ nk'k vkfn vusd jpukdkj lfEefyr gSaA oLrqr% budh jpukvksa esa
çkphu vkSj vokZphu nksuksa ukVÔkrÙoksa dh lqxU/k O;kIr gSA ;|fi bu ukVÔkdkjksa
us :id dh lexzrk ij viuh n`f"V dsfUær dh ijUrq Hkkjrh; euhf"k;ksa dh
çKk ifj"Ñfr ds dkj.k le;&le; ij jÌeÛk ,oa rduhd dh n`f"V ls
;qxkuq:i ifjorZu gksrs jgs gSaA f'kYi ,oa dF; esa /ofu dh çeq[krk ij ,dkxz
gksdj ftu ukVdksa dk ç.k;u fd;k x;k os ^jsfM;ks :id* ds :i esa çpfyr
gq;sA vkdk'kok.kh ds çlkj.k ,oa rduhd dh n`f"V ls bUgsa lokZf/kd
çHkko'kkyh dgk tk ldrk gSA orZeku ifjos'k esa jsfM;ks :id (/ofu ukVÔk)
vkSj u`R; ukfVdk,Í gh vf/kdka'kr% çpfyr gSaA laxhr ukfVdkvksa ds çfr Hkh
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vokZphu ukVÔkdkjksa dh vfHk#fp ifjyf{kr gksrh gSA blesa ouekyk Hkokydj
dh jkeouxeu] lhrkgj.k] ikoZrhijes'ojh; blh çdkj dh ukfVdk,Í gSa blesa
fofo/k NUnksa dks rnuq:i rkyksa ,oa jkxksa esa fuc¼ fd;k gSA ufyuh 'kqDyk dh
ikoZrhri'p;kZ rFkk jk/kkuqu;% u`R; ukfVdk,Í gSa blesa dRFkd u`R; dh Loj
Hkafxek,Í o£.kr gSaA yhykjko }kjk furkUr vk/kqfud 'kSyh esa pkSchl ukVdksa dk
ç.k;u fd;k blesa dqN :id ,dkËh gSa vkSj dqN laxhr ukVÔkA blesa /ofu
funsZ'kksa dh çpqjrk gksus ds dkj.k jsfM;ks ij vR;Ur liQyrk iwoZd çLrqr
fd;k tk ldrk gSA deykjRue~ ds x.k;PNkx] foosdkuUnLe`fr]
ufpdsrk&;e&laokn Hkh blh çdkj ds jsfM;ks :id dgs tk ldrs gSaA
vfHkjkt dk ^vHkh"Veqik;u* ngst ij vkfJr jsfM;ks :id gSA ;g vius
leLr ekudksa ij [kjk mrjrk gSA ngst tSlh dqçFkk ds lek/kku Lo:i
x`gLokeh dk ;g dFku ^^ro ln~xq.kk ,o es vrqyuh;a ;kSrde~ro ln~xq.kk ,o es vrqyuh;a ;kSrde~ro ln~xq.kk ,o es vrqyuh;a ;kSrde~ro ln~xq.kk ,o es vrqyuh;a ;kSrde~ro ln~xq.kk ,o es vrqyuh;a ;kSrde~** bl
ukVd dks lq[kkUr dh vksj ys tkrk gS vkSj ngst leL;k dk lek/kku Hkh
çLrqr djrk gSA MkW- jk/kkoYyHk dk ̂ es?klUns'k* /ofu ukVÔk gS blesa es?kxtZu]
o"kkZ] ok;q dh rhozrk dk ukn lEiw.kZ HkkokfHkO;fÙkQ dk ek/;e gSA ds'kopUæ
nk'k dk ^lekuh* ukVd /kkjkokfgd ds :i esa fy[kk x;k liQy ç;ksx gS
blesa lEiw.kZ ukVd ds jÌfunsZ'k JO;e~ ,oa n`';e~ esa fy[ks x;s gS tks ik=k
laokn ds lkFk&lkFk vfHku; dk ,d okrkoj.k Hkh rS;kj djrs gSaA bls nwjn'kZu
ij Hkh vR;Ur liQyrk ls çLrqr fd;k tk ldrk gS D;ksafd blesa n`'; ,oa
JO; dh leku fLFkfr;kÍ gSaA jsfM;ks ,oa nwjn'kZu ij fd;s tkus okys liQy
ukVÔkç;ksxksa us fiQYe txr esa Hkh nLrd nh gSA ^vkfn'kadjkpk;Z* uked
laLÑr fiQYe us liQyrk ds vusd dh£reku LFkkfir fd;sA blh çdkj
gfjnÙk'kekZ ds ukVÔkladyu ^vkØUnue~* ds leLr ,dkadh ^jsfM;ks :id*
gSA mudk bykgkckn vkdk'kok.kh ls dbZ ckj çlkj.k gks pqdk gSA L=kh&'kks"k.k
ds fo#¼ ^vcykcye~* ,dkadh dk mn~?kks"k ^^o;a uk;Z% jk"Vsª tkx`;keo;a uk;Z% jk"Vsª tkx`;keo;a uk;Z% jk"Vsª tkx`;keo;a uk;Z% jk"Vsª tkx`;keo;a uk;Z% jk"Vsª tkx`;ke**
ukjh ds uothou dh vksj lËsr djrk gSA nso£"k dykukFk 'kkL=kh dh laLÑr
ukVÔkoYyjh /ofu ukVÔk dk vuqie mnkgj.k gS mUgksaus viuk er O;Dr djrs
gq;s fy[kk gS fd ^^bu :idksa esa çlkj.k rduhd dh n`f"V ls tks lwP; fy[ks
tkrs gSa mUgsa laLÑr esa mfYyf[kr fd;k x;k gS lkFk gh mUgsa vfr laf{kIr :i
fn;k x;k gSA ;|fi lkekU; ikBd ds fy;s mudh fo'ks"k vFkZoÙkk ugha gS
eÛku ;k çlkj.k esa gh mudk fo'ks"k mi;ksx gSA** (laLÑr ukVÔkoYyjh

vokZphu ukVdksa esa ukVÔkç;ksx dh uohu lEHkkouk,Í % e×tqyrk 'kekZ
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Hkwfedk i`- 4]5)
/ofu:idksa ds fuekZ.k esa Ñfrdkj dk y{; ;g gksuk pkfg;s fd mudh

Hkk"kk] Hkko] 'kSyh vR;Ur ljy ,oa cks/kxE; gks ftl ls Jksrk Jo.k ek=k ls
gh mls xzg.k dj ldsa D;ksafd eqfær ukVd esa vFkZ Li"V u gksus ij iqu%
iBu&ikBu dh lqfo/kk gksrh gS ijUrq ̂ /ofu :id* esa /ofu dk lE;d~ ç;ksx
gh 'kkfCnd okrkoj.k dks rS;kj djrk gSA ukVÔkoYyjh ds çR;sd ,dkËh ds
}kjk dksbZ u dksbZ lUns'k vo'; fn;k x;k gS ftl ls u;h ih<+h çsj.kk xzg.k
dj vkn'kksZUeq[k O;ogkj dh vksj vxzlj gks ldsA blesa çk;% leLr ukVd
çkphu vk[;kuksa ds gh uohuhdj.k gS] dsoy ^/keZL; rÙoa fufgra xqgk;ke~/keZL; rÙoa fufgra xqgk;ke~/keZL; rÙoa fufgra xqgk;ke~/keZL; rÙoa fufgra xqgk;ke~/keZL; rÙoa fufgra xqgk;ke~*
gh orZeku fLFkfr;ksa ij fy[kk x;k ukVd gSA

ukVdksa ds {ks=k esa leL;kiw£r tSls fo"k; dks ysdj vfHkjkt us ^iÛk lh
u eh* tSlk jkspd ukVd fy[kkA bldh dFkkoLrq furkUr uohu vkSj csrky
iphlh tSlh jkspd gSA çR;sd çs{kd vUr rd bl lwfÙkQ dk vFkZ [kkstrk jgrk
gS] vkSj ukVÔk dh lekfIr rd mldh jkspdrk cuh jgrh gSA ̂ ok.kh?kVdesyue~*
esa ,d u;k ç;ksx ik=kksa ds ukedj.k dks ysdj fd;k x;k gSA blds leLr
ik=kksa ds uke O;kdj.k ds lw=k okD;ksa ij j[ks x;s gSa tSlś Nk=kksa ds uke
;Ä~yqd~] ÑnUr] ;ÄUr] deZokP;] ,dopu vkfnA bl çglu }kjk O;kdj.k
ds lw=kksa dk ekuohdj.k djds gkl&ifjgkl esa gh xw<+ rÙoksa dh O;k[;k dj
nh x;h gSA ̂ nsgyhifjosnue~* Hkh ukVÔk uo ç;ksx gh dgk tk ldrk gS D;ksafd
blesa fnYyh dh psruk ,d o`¼k esa fpf=kr gSA vr% ukfnj'kkg dk dRys vke
vkSj nkjkf'kdksg dh ;krukvksa ls {kr&fo{kr fnYyh ml o`¼k ds :i esa
foyki djrh gSA vkt Hkh og vius ifjo£rr Lo:i esa yksdrU=k dh foÑfr
ns[kdj lUrq"V ugha gS ;gh gS vpsru dk psru esa vkjksi.kA

blh ijEijk esa iwoksZUes"k fof/k (Flash back system) dks ekudj fy[kk
x;k ukVd ^,da ln~ foçk cgq/kk onfUr* Hkh uohu dyk dk ifjpk;d gSA
^çe}jk* ukfVdk dh dFkkoLrq Hkys gh çkphu gks ijUrq funsZ'kd] e×p
O;oLFkk ,o ;qxcks/k dh n`f"V ls furkUr vk/kqfud gSA ukVÔk'kkL=kh; nqcksZ/krk
dks ljyhÑr djus ds fy;s ys[kd us vusd ifjorZu dfYir fd;s gSaA blds
vfrfjDr vokZphu ukVÔkeÛku esa dqN uohu çfof"V;kÍ jgh gSaA tSls çdk'k dk
çHkko] /ofu dk çHkko] okrkoj.k la;kstu ds fy;s eÛk lTtk] insZ ij Nk;k
n`';ksa dk vk;kstu] eq[kksVksa esa fofo/krkA bu leLr uo ç;ksxksa }kjk ukV~; ds
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Lo:i esa eÛkh; n`f"V ls peRdkfjd ifjorZu vk;k gSA dqN ukVd ^yhyk
ukVÔk* 'kSyh esa fy[ks x;s gSaA yhyk ukVÔk esa os'klTtk ugha gksrh vfirq ik=k
vius vfHku; ls gh viuh igpku çLrqr djrs gSa tSls ^bUætkye~* ,oa
^dkeyk* esa enkjh vkSj tewjs ds ikjLifjd laokn lEiw.kZ lekt dk fp=k [khap
nsrs gSaA blesa os'kHkw"kk ds vçHkkoh gksus ij Hkh çLrqfr dk vkd"kZ.k çs{kd dks
cka/k nsrk gSA ;s ukVd uqDdM+ ukVd Hkh dgs tk ldrs gSa ftlesa vyx&vyx
?kVukvksa ,oa ik=kksa dks fijks dj ,d çrhdkRed :id dk l`tu gksrk gSA
^deyk* ukVd esa lekt esa O;kIr Hkz"Vkpkj dks fnXn'kZd ds laoknksa }kjk HkhM+
Hkjs tuekxZ ij çLrqr fd;k x;k gSA ek/ko ds ^ijh{kk* ,oa ^dYio`{k* ukVd
Hkh yhykukVÔk Js.kh dk gh gSA ;|fi uohurk dh mRdV vfHkyk"kk us blesa
jlkuqHkwfr ds ^czsdj* Hkh cuk fn;s gSa ijUrq loZFkk uohu djus dk tquwu
ek/ko ds leLr lkfgR; esa fc[kjk gqvk gSA ,d gh dFkkoLrq dks ysdj fy[ks
x;s ikÍp ukVd dh ³k``…yk okyk ̂ dYio`{k^ ukVd fuf'pr :i ls ,d vuwBk
ç;ksx gSA bldk ik=k eulq[k euksHkko dk çrhd gS vU; ik=kksa ds uke {k%]
;% iq#"k%] çFkek] r`rh;%] euq";%] dU;k] lR;%] ladYi%] /keZ% vkfn gSa ftudks
i<+dj gh ukVd dh vokZphurk dk cks/k fd;k tk ldrk gSA blds vfUre
ukVd esa ngst çFkk] Hkzw.k gR;k tSls fo"k;ksa dks mBk;k gSA Hkk"kk ,oa laokn
furkUr ;qxkuq:i gSaA iq=kh mRiUu djus okyh Hkk;kZ ds çfr ifr dh ;g
mfÙkQ&^,"kk j.Mk u iq=kefi çlwrs*^,"kk j.Mk u iq=kefi çlwrs*^,"kk j.Mk u iq=kefi çlwrs*^,"kk j.Mk u iq=kefi çlwrs*^,"kk j.Mk u iq=kefi çlwrs* & vk/kqfud lekt esa L=kh dh nqnZ'kk dks
bafxr djrh gSA vr% ek/ko lR; dgrs gSa fd ^;=k uk;ZLrq ngÔkUrs jeUrs r=k^;=k uk;ZLrq ngÔkUrs jeUrs r=k^;=k uk;ZLrq ngÔkUrs jeUrs r=k^;=k uk;ZLrq ngÔkUrs jeUrs r=k^;=k uk;ZLrq ngÔkUrs jeUrs r=k
jk{klk%*jk{klk%*jk{klk%*jk{klk%*jk{klk%*A

jk/kkoYyHk f=kikBh us uekZyki 'kSyh esa ^çs{k.klIrde~* dh jpuk dh gSA
ftlesa O;aX; ds lkFk&lkFk ljy gkL; dh l`f"V gksrh gSA mudk ^e'kd/kkuh*
ukVd eÛk dh n`f"V ls lokZf/kd liQy dgk tk ldrk gS D;ksafd Fkds gq;s
ekuo eu dks vfHkusrkvksa dk ^dkWesMh 'kks* foJkfUr nsrk gSA blesa fonw"kd
Js.kh dk lsB vius laoknksa esa ̂ l* ds LFkku ij ̂ 'k* cksydj vkSj viHkza'kHkk"kk
esa ik=kksa dh nqxZfr djkdj çs{kdksa dks lEeksfgr dj ysrk gSA ePNjnkuh ds pkj
ckÍlks ds LFkku ij [kM+s pkjksa iq#"k fcuk okrkZyki ,oa laoknksa ds gh ckj&ckj
fxj dj gkL; dh l`f"V djrs gSaA Js"Bh ds eq[k ls ^rkMf;L;kfe]^rkMf;L;kfe]^rkMf;L;kfe]^rkMf;L;kfe]^rkMf;L;kfe]
iQkM+f;L;kfe ekjf;L;kfe] /kkMf;L;kfe] gfuL;kfe] ?kfuL;kfeiQkM+f;L;kfe ekjf;L;kfe] /kkMf;L;kfe] gfuL;kfe] ?kfuL;kfeiQkM+f;L;kfe ekjf;L;kfe] /kkMf;L;kfe] gfuL;kfe] ?kfuL;kfeiQkM+f;L;kfe ekjf;L;kfe] /kkMf;L;kfe] gfuL;kfe] ?kfuL;kfeiQkM+f;L;kfe ekjf;L;kfe] /kkMf;L;kfe] gfuL;kfe] ?kfuL;kfe* tSls 'kCn
lglk gh mUeqÙkQ gkL; mRiUu dj nsrs gSA ys[kd dk ;g dFku fd ^^b;esob;esob;esob;esob;eso

vokZphu ukVdksa esa ukVÔkç;ksx dh uohu lEHkkouk,Í % e×tqyrk 'kekZ
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laLd`rHkk"kk;k U;wurkA v=k çpqjk% xky;ks u lfUrA vU;k% Hkk"kklaLd`rHkk"kk;k U;wurkA v=k çpqjk% xky;ks u lfUrA vU;k% Hkk"kklaLd`rHkk"kk;k U;wurkA v=k çpqjk% xky;ks u lfUrA vU;k% Hkk"kklaLd`rHkk"kk;k U;wurkA v=k çpqjk% xky;ks u lfUrA vU;k% Hkk"kklaLd`rHkk"kk;k U;wurkA v=k çpqjk% xky;ks u lfUrA vU;k% Hkk"kk
voyksD;Urka rkor~A 'kr'k% lglz'k% xkfyfHkLrk Hkk"kk% le`voyksD;Urka rkor~A 'kr'k% lglz'k% xkfyfHkLrk Hkk"kk% le`voyksD;Urka rkor~A 'kr'k% lglz'k% xkfyfHkLrk Hkk"kk% le`voyksD;Urka rkor~A 'kr'k% lglz'k% xkfyfHkLrk Hkk"kk% le`voyksD;Urka rkor~A 'kr'k% lglz'k% xkfyfHkLrk Hkk"kk% le`¼k% lfUrA¼k% lfUrA¼k% lfUrA¼k% lfUrA¼k% lfUrA
dFka çxfr'khyk% lfUr rk% Hkk"kk%**dFka çxfr'khyk% lfUr rk% Hkk"kk%**dFka çxfr'khyk% lfUr rk% Hkk"kk%**dFka çxfr'khyk% lfUr rk% Hkk"kk%**dFka çxfr'khyk% lfUr rk% Hkk"kk%**A ueZfouksn mRiUu djrk gSA (e'kd/kkuh
i`- 46)

blh Øe esa ^x.ks'kiwtue~* dks uqDdM+ 'kSyh dh liQy çLrqfr dgk tk
ldrk gS ftlesa x.ks'kiwtu ds pUns ds uke ij /kU/kk fd;k tk jgk gS] Lrqfr
iwtu ds LFkku ij v'yhy fiQYesa fn[kkus ds ok;ns fd;s tkrs gSa bl çdkj
;g ,dkËh lekt dh dyqf"kr eukso`fÙk dks isz{kdksa rd igqÍpkrk gSA ^/khoj&
'kkdqUry* vkSj ^es?klUns'k* dsoy uke ek=k ls gh çkphu dFkkoLrq dk Li'kZ
djrs gS budh vkRek furkUr vokZphu gSA MkW- f=kikBh /khoj dh çsfedk ds
:i esa 'kdqUryk dh uO; l`f"V djds bl ukVd dks iwokZxzg ls eqÙkQ dj nsrs
gSaA ^es?klUns'k* ,d cPps dk lgt fo'okl gh rks gS ftls cuk;s j[kus ds
fy;s ys[kd dks o"kkZ dk vk;kstu djuk iM+rk gSA ;gh vk/kqfud ukVÔk dk
ç;ksx foKku gS ftlesa ,d ifjikVh dks NksM+dj rF;ksa dks le;kuq:i vkdkj
fn;k gSA nf{k.k Hkkjr esa ohFkh ukVd Hkh blh çdkj dh lkekftd i`"BHkwfe
,oa leL;kvksa dks ysdj fy[ks tkrs jgs gSaA bl çdkj laLd`r ukVdksa dh
vuojr çogeku ;g ukVÔk;k=kk mldh thoUrrk dh |ksrd gSA

ukVÔk lkfgR; esa ç;ksx foKku dk pje fcUnq ^^e`R;qj;a dLrwjhe`xks¿fLre`R;qj;a dLrwjhe`xks¿fLre`R;qj;a dLrwjhe`xks¿fLre`R;qj;a dLrwjhe`xks¿fLre`R;qj;a dLrwjhe`xks¿fLr**
esa n`f"V xkspj gksrk gSA ftlesa ik'pkR; jÌeÛk ij çpfyr folaxr ukVÔk 'kSyh
dk ç;ksx fd;k x;k gSA ^dczLFkkus* bl :id esa nks e`r iq#"kksa ds laokn dh
çLrqfr ns[kdj lkekftd grçHk jg tkrs gSaA çR;sd laokn esa nks&rhu v{kj
,oa 'kCn lËsr Hkk"kk esa fufgr gksus ds dkj.k vn~Hkwr okrkoj.k dk fuekZ.k
djrs gSaA ^^fprkfXu% lkf{k:iks orZrsfprkfXu% lkf{k:iks orZrsfprkfXu% lkf{k:iks orZrsfprkfXu% lkf{k:iks orZrsfprkfXu% lkf{k:iks orZrs** bl :id ds ik=k gSaA nks çsr vkSj
,d vklUue`R;q dU;kA e`R;q ls lk{kkRdkj tSls fo"k; ds fy;s ;g :id
lVhd çrhr gksrk gSA ,d xw<+ 'kkfCnd fp=k æ"VO; gŚ

^^,fg] fprkfXu% lkf{k:iks orZrsA i';] vkXus;dhVk% th.kZò{ks 'k;ux̀gçnhik;Urs
okluk;qDrks¿fLr uhykU/kdkj%] Roeso es fç;rekA** (i`- 18)

bl ç;ksx/k£erk dk dkj.k u dsoy gekjh lkekftd ifjfLFkfr;ksa esa
ifjorZu dk gksuk gS vfirq gekjh thou'kSyh dk cnyko Hkh gSA vkt ?k.Vksa
rd pyus okys ukVdksa dk LFkku NksVs&NksVs ,dkÌh ys jgs gSaA D;ksafd Jksrk
,oa n'kZdksa ij u rks cMs ukVdksa dks ns[kus dk le; gS vkSj u #fpA vr% de
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le; esa vf/kd vkuUn çkIr djus ds euksfoKku us gh laxhr ,oa u`R;
ukfVdkvksa] jsfM;ks :id] /ofu ukVÔk ,dkËh tSls y?kq ukVdksa esa viuh #fp
O;ÙkQ dh gSA mnkgj.kkFkZ dykukFk 'kkL=kh dk ̂ ukVÔk'kkL=kkorkj* ukVd iPphl
fefuV esa vfHkuhr fd;k tk ldrk gSA çs{k.klIrde~ ds leLr ukVd rhl
ls pkyhl fe- esa] dYio`{k ds leLr ,dkËh 15 ls 20 fe- esa] vfHkjkt
ds vf/kdka'k ukVd 25 ls 40 fe- ds e/; çLrqr fd;s tk ldrs gSaA /ofu
,oa n`'; ifjorZu }kjk o"kks± ,oa ekg dk vUrjky çs{kdksa dks ljyrk ls
lEçsf"kr fd;k tk ldrk gSA oLrqr% ukVÔkijEijk esa cnyrs gq;s ç;ksx foKku
ls ;g Li"V gS fd vk/kqfud Kku&foKku ds çdk'k esa jÌeÛk ij ukVd dks
çLrqr djus dh uohu 'kSfy;ksa dk fodkl gqvk gSA flusek ds vfo"dkj vkSj
,dkadh ukVd ds c<rs çHkko us jÌeÛk fo"k;d u;s&u;s ç;ksxksa dks tUe
fn;k gSA gR;k] e`R;q] ;q¼ fo"k;d n`';ksa dks ysdj çkphu ukVdksa esa tks
çfrcU/k Fks os vo f'kfFky gks pqds gSaA jÌeÛk dh vk/kqfud lktlTtk] /ofu
çdk'k ;kstuk bruh l'kDr gS fd n'kZd dks n`'; dYiuk dh vko';drk gh
ugha gSA o"kkZdkyhu n`'; dks vkdk'kh; fo|qr~ vkSj /ofu lkE; ls ltho dj
fn;k tkrk gSA u`R; ukfVdkvksa esa fo|qr çdk'k dks xfr'khy djds fofHkUu
Hkkoksa dks ljyrk ls lEçsf"kr fd;k tkuk Hkh lEHko gks x;k gSA bl çdkj
ukVd dsoy vfHku; ugha lk/kuk gS] Hkksx ugha ;ksx gS] çn'kZu ugha vfirq
czãkuUn lgksnj gSA vc og fnu nwj ugha tc fodflr gksrh ukVÔkdyk esa
Hkjreqfu dk ?kks"k] f'ko dk rk.Mo vkSj ikoZrh dk ykL; ,d ckj fiQj fFkjd
mBsxkA blfy;s vokZphu ukVÔkdkjksa ij ukVÔk'kkL=kh; fu;eksa dh voKk djus
dk vkjksi Hkys gh yxs ijUrq mUgsa viuh 'kks/k ijd n`f"V dks vkSj fodflr
djuk gksxk D;ksafd mUgsa irk gS fd lEHkkoukvksa ds }kj vHkh Hkh [kqys gq;s
gSa %

oDr dk #duk ;gkÍ lEHko ugha]oDr dk #duk ;gkÍ lEHko ugha]oDr dk #duk ;gkÍ lEHko ugha]oDr dk #duk ;gkÍ lEHko ugha]oDr dk #duk ;gkÍ lEHko ugha]
NksM+ ns ;g dkiQyk lEHko ugha]NksM+ ns ;g dkiQyk lEHko ugha]NksM+ ns ;g dkiQyk lEHko ugha]NksM+ ns ;g dkiQyk lEHko ugha]NksM+ ns ;g dkiQyk lEHko ugha]

eksM+ rd igqÍps] u;s gSa eksM+ fiQj]eksM+ rd igqÍps] u;s gSa eksM+ fiQj]eksM+ rd igqÍps] u;s gSa eksM+ fiQj]eksM+ rd igqÍps] u;s gSa eksM+ fiQj]eksM+ rd igqÍps] u;s gSa eksM+ fiQj]
,d lcdk gks tgkÍ lEHko ughaA,d lcdk gks tgkÍ lEHko ughaA,d lcdk gks tgkÍ lEHko ughaA,d lcdk gks tgkÍ lEHko ughaA,d lcdk gks tgkÍ lEHko ughaA

dkyks¿fLe i`- 17dkyks¿fLe i`- 17dkyks¿fLe i`- 17dkyks¿fLe i`- 17dkyks¿fLe i`- 17

vokZphu ukVdksa esa ukVÔkç;ksx dh uohu lEHkkouk,Í % e×tqyrk 'kekZ



130 Nå¢ya‹åstra and the Indian Dramatic Tradition



131

17

vk/kqfud jÌeÛk vkSj ukVÔk'kkL=k lEer ç;ksx´eaq'kh
vtesjh ds vçdkf'kr ukVd ^jkepfjr* dh

ik.Mqfyfi ds fo'ks"k lUnHkZ esa

lR;orh f=kikBh

ukVÔk'kkL=k dh Hkkjrh; ijEijk jl dks dsUæ esa j[kdj fodflr gqbZ gSA
vkLokn dh çfØ;k ds fy, oLrqrF; vkSj f'kYi dh rkt+xh vfuok;Z gSA

ukVÔk ds çoÙkZd vkpk;Z Hkjr us ukVd ds miknku esa ç;ksx dh
lEHkkoukvksa ds fy, LFkku NksM+k gSA Hkjr dh ukVÔk dh lexz vo/kkj.kk esa
vR;f/kd fofo/krk vkSj yphykiu gSA

mUuhloha 'krkCnh esa ukVÔk'kkL=k ds eqfær :i esa çdk'ku ds lkFk gh jÌ
ijEijk ls mlds vUr%lEcU/kksa dh vksj jÌd£e;ksa dk /;ku x;kA ç;ksx dh
n`f"V ls bl fn'kk esa gq, ç;klksa dks ge fHkUu&fHkUu dksfV;ksa esa j[k ldrs gSaA
1- laLÑr ukVdksa dk ewy :i esa ;k Hkkjrh; Hkk"kkkvksa esa muds vuqoknksa

dk ukVÔk'kkL=kh; eapuA
2- vk/kqfud ukVdksa dk ukVÔk'kkL=k ds vk/kkj ij ç;ksxA
3- yksd ukVÔkksa rFkk ikjEifjd ukVÔk :iksa] ijEifjd u`R;ksa ds ek/;e ls

ukVÔk'kkL=kh; fo/kkukas dk ç;ksx esa lek;kstu
4- vk/kqfud ukVdksa ds oLrq vkSj f'kYi ij ukVÔk'kkL=kh; fo/kkuksa dk

çHkkoA
buesa çkjfEHkd nksuksa Lrjksa ij tks ç;kl fd;s x;s] muesa ,d lhek rd
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ukVÔk'kkL=k ds ikB ij Hkh fopkj fd;k x;k vkSj blhfy;s ukVÔk'kkL=k ds
tkudkj if.Mrksa rFkk jÌd£e;ksa ds chp laokn vkSj foe'kZ dk flyflyk Hkh
çkjEHk gqvkA

laLÑr ukVdksa dk ewy :i esa ;k Hkkjrh; Hkk"kkvksa esa muds vuqoknksa ds
ukVÔk'kkL=k lEer ç;ksxksa dh chloha 'krkCnh ds mÙkjk¼Z esa ,d lqLi"V ijEijk
fn[kkbZ nsrh gSA ,sls ç;ksxksa ds fy;s dfri; fof'k"V dsUæ Hkh cusA buesa jk"Vªh;
ukVÔk fo|ky;] fnYyh] laLÑr jÌ] psUubZ] vfHkuo Hkkjrh] okjk.klh]
dkfynkl vdkneh] mTtSu rFkk fr#ouUriqje~ ds ̂ lksikue~* dk uke fy;k tk
ldrk gSA jk"Vªh; ukVÔk fo|ky;] fnYyh esa jgdj ftu funsZ'kdksa us
ukVÔk'kkL=k lEer ç;ksxksa dh ijEijk dk lw=kikr fd;k] muesa 'kkUrk xkÍ/kh vkSj
xkso/kZu ikÍpky ds uke fy, tk ldrs gSaA

'kkUrk xkÍ/kh ds ukVd ̂ m#HkÌ* vkSj xkso/kZu ikapky ds funsZ'ku esa [ksys x;s
^nwrokD;* vkfn ds ç;ksxksa esa ukVÔk'kkL=k dk ikBkykspu Hkh >ydrk FkkA bu
ç;ksxksa esa ukVÔk'kkL=k lEer ^eÙkokfj.kh* rFkk jÌihB vkSj jÌ'kh"kZ dh
ifjdYiuk dks lkdkj djus dk ç;kl fd;k x;k rFkk vfHku; dh n`f"V ls
gLr o dj.kksa dk l/kk gqvk ç;ksx fd;k x;kA

okjk.klh dh vfHkuo Hkkjrh laLFkk ds ç;ksxksa esa lÙkj ds n'kd esa
^ekyfodkfXufe=k]* ̂ dkfynkllÌhr* rFkk ̂ eqækjk{kl* ds vfHku; ,sfrgkfld
egÙo ds gSaA bu lkjs miØeksa dh ,d fo'ks"k ifj.kfr vLlh ds n'kd esa
dkfynkl vdkneh] mTtSu ds }kjk rhu oqQ'ky funsZ'kdksa ds funsZ'ku esa
^foØeksoZ'kh;* ukVd ds prqFkZ vË ds ç;ksxksa }kjk gqbZA buesa dkoye~ ukjk;.k
if.kDdj rFkk çks- deys'knÙk f=kikBh ds ç;ksx ewy laLÑr esa rFkk funsZ'kd
jrufFk;e dk ç;ksx ef.kiqjh esa gqvkA

lu~ 2005 esa Hkkjr Hkou esa vk;ksftr dkfynkl vdkneh }kjk jk"Vªh;
laLÑr ukVÔk lekjksg lEiUu gqvk ftlesa lEiw.kZ ̂ foØeksoZ'kh;* ds ewy Hkk"kk
esa gh rhu ç;ksx gq, & ^lksiku* dh vksj ls ds- ,u~- if.kDdj ds funsZ'ku esa]
dkfynkl vdkneh dh vksj ls jktsUæ voLFkh ds funsZ'ku esa rFkk ukVÔk
ifj"kn~] lkxj dh vksj ls çfl¼ ukVÔk funsZ'kd dey okfl"B ds funsZ'ku esa
çLrqfr;kÍ gqb±A

vk/kqfud ukVdksa dk ukVÔk'kkL=k ds vk/kkj ij ç;ksx dk ,d miØe fxjh'k
jLrksxh us gtkjh çlkn f}osnh ds miU;kl ds vius ukVÔk :ikUrj´^ck.kHkV~V
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dh vkRedFkk* dk ukVÔk'kkL=k lEer ç;ksx }kjk fd;kA
fons'kh ukVdksa dk ukVÔk'kkL=k ;k ikjEifjd ukVÔk:iksa ds vk/kkj ij ç;ksx

dk ,d lqUnj mnkgj.k c- o- dkjUr ds funsZ'ku eas j?kqohj lgk; }kjk vuwfnr
^eSdcsFk* dk ^cjue ou* ds uke ls eapu gSA blesa ;{kxku 'kSyh esa ç;ksx
fd;k x;kA

yksdukVÔkksa rFkk ikjEifjd ukVÔk:iksa ikjEifjd u`R;ksa ds ek/;e ls
ukVÔk'kkL=kh; fo/kkuksa dk] ç;ksx esa lek;kstu vkt vusd çfrHkk'kkyh funsZ'kd
dj jgs gSaA buesa ukVÔk'kkL=k dk çR;{k lfUuos'k Hkys gh u gks ij ikjEifjd
Hkkjrh; ukVÔk esa ukVÔk'kkL=k ds vusd fo/kku] vfHku; i¼fr;ksa vkSj
jÌ&çfof/k;ksa dk çkekf.kd ç;ksx gksrk vk jgk gSA vr,o ç;ksx dh n`f"V ls
dqN ,sls funsZ'kd tks bu ikjEifjd ukVÔk:iksa esa çoh.k Fks] mUgksaus ikjEifjd
jÌeÛk ls tqM+dj ,d xgjs vFkZ esa ukVÔk'kkL=k dk vkt ds jÌeÛk ij
uokfo"dkj fd;kA

dkoye~ ukjk;.k if.kDdj] jru fFk;e vkSj dUgkbZ yky funsZ'kdksa esa
mYys[kuh; uke dgs tk ldrs gSaA ftuesa jru fFk;e vkSj dUgkbZ yky us
vius ç;ksxksa ds fy, ef.kiqjh yksdukVÔk dh 'kSfy;ksa dk vU;Ur jpukRed
mi;ksx fd;k vkSj if.kDdjth us dsjy ds yksdukVÔkksa dkA

ukVÔk'kkL=k us ledkyhu jÌeÛk ij chloha lnh esa tks xgjh Nki vafdr
dh] mldk vlj ledkyhu ukVÔk ys[ku ij Hkh gksuk LokHkkfod Fkk´bl
nkSj esa fy[ks tkus okys vusd ukVdksa esa çLrkouk] ukUnh vkfn ukVÔk'kkL=kh;
fo/kkuksa vFkok vfHkçk;ksa dk u;s lUnHkks± esa ç;ksx fd;k x;kA 'kEHkqfe=k ds
^dkÛkuÌ^ dh çLrkouk esa lw=k/kkj vkSj uVh dh ckrphr lh/ks ukVÔk'kkL=k
ijEijk ls bl vR;k/kqfud ukVÔk dks tksM+rh gSA

fgUnh esa 'kËj 'ks"k] ef.k e/kqdj vkfn ukVddkjksa dh Ñfr;ksa esa ge vusd
Lrjksa ij ukVÔk 'kkL=kh; fo/kkuksa dk :i ns[k ldrs gSaA

yksdukVÔkksa dh ijEijk esa [;ky] ekp] yhyk ukVÔk vkfn ds e×p ds fy,
vusd u;s ukVd mUuhloha&chloha 'krfCn;ksa esa fy[ks x;sA buesa ijks{k :i ls
Hkjr eqfu ds ukVÔk'kkL=k dk çHkko ifjyf{kr gksrk gSA ukVÔk'kkL=k esa o£.kr
iwoZjÌ o çLrkouk dh fof/k;ka fdlh u fdlh :i esa Hkkjr ds fofHkUu
vÛkyksa esa çpfyr yksdukVÔkksa esa ç;qDr gksrh jgh gSaA vr% bu yksd ukVÔkksa
ds eÛk ds fy, u;s ukVd fy[kus okys ukVddkjksa us Hkh bl çdkj ds

vk/kqfud jÌeÛk vkSj ukVÔk'kkL=k lEer ç;ksx´ - - - % lR;orh f=kikBh
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ukVÔk'kkL=kh; fof/k fo/kkuksa dk ç;ksx viuh ukVÔkÑfr;ksa esa fd;kA
mUuhloha vkSj chloha 'krkCnh esa fgUnh rFkk vU; Hkkjrh; Hkk"kkvksa esa fgUnh

rFkk vU; Hkkjrh; Hkk"kkvksa ds jÌeÛk vkSj ukVd ij ;ksjksih; ijEijkvksa dk
çHkko iM+k] ij ijks{k ;k çR;{k :i ls ukVÔk'kkL=k dh ijEijk,a Hkh mUgsa
çHkkfor djrh jghaA bldk ,d jkspd mnkgj.k ge eqa'kh vtesjh ^çse* ds
}kjk fojfpr vçdkf'kr ^jkepfjr* ukVd dh ik.Mqfyfi esa ns[k ldrs gSaA

eqa'kh çsefogkjh vtesjh eqa'kh ^vtesjh çse* ds uke ls Hkh lkfgR; esa
çfl¼ gSA bu dk tUe fn- 25 uoEcj 1881 dks fpjxkÍo] >kÍlh esa gqvk rFkk
26 ebZ 1937 ds fnu ;gha ij budk fu/ku gqvkA ;s jk"Vªdfo eSfFkyh'kj.k
xqIr ds cky l[kk rFkk çsj.kkL=kksr jgs gSaA cPputh us buds fo"k; esa lR; gh
fy[kk gS &

ctrh D;k
eSfFkyh'kj.k ds
dkO; dh£r dh Hksjh
feyrs vxj
u mudks
Jh eqa'kh vtesjh \
eqa'khth us fgUnh esa ^jkepfjr* ukVd dh jpuk dhA ;g ukVd vçdkf'kr

gSA bldh ik.Mqfyfi dfo ds ikS=k Jh fo|klkxj 'kekZ ds ikl gS tks [kaMok
esa fuokl djrs gSaA eq>s bldh çfrfyfi muds lkStU; ls çkIr gqbZA

bl ukVd ds }kjk yxHkx Ms<+ lkS nks lkS o"kZ iwoZ mÙkj Hkkjr vkSj fo'ks"kr%
cqUnsy[kaM ds vÛky esa jkeyhyk fdl çdkj [ksyh tkrh Fkh´;g ge tku
ldrs gSaA lEiw.kZ ukVd eqa'khth us jkeyhyk dh 'kSyh esa fy[kk gS rFkk  blesa
ml le; dh jkeyhykvksa esa xk;s tkus okys xhr o fof/kfo/kkuksa dk lekos'k
fd;k gSA rqylh ds jkepfjrekul ds Hkh nksgs vkSj pkSikbZ;ksa dks blesa
chp&chp esa tksM+k x;k gSA bl ukVd esa jke ds vorkj ds fy, euq vkSj
'kr:ik ds ri ls ysdj jke ds }kjk f'ko ds /kuq"k dks rksM+us o lhrk ds }kjk
muds daB esa ojekyk Mkyus rd dh dFkk lkr vËkas esa çLrqr dh xbZ gSA

eqa'kh th ukVÔk'kk=k ds fof/kfo/kkuksa ls ifjfpr gSaA ukVÔk'kkL=k esa fo/kku gS
fd ukVd vkjEHk djus ds iwoZ iwoZjÌ fd;k tkuk pkfg;sA iwoZjÌ vkuq"Bkfud
Hkh gksrk gS] vkSj ukVd dh çLrqfr ds fy, og ,d dykRed miØe Hkh



135

gksrk gSA blesa nsorkvksa dh Lrqfr rFkk ukVd dh Hkwfedk ckÍ/kh tkrh gSA blh
ijEijk eas eqa'khth us ^jkepfjr* esa vkjEHk esa lw=k/kkj ds }kjk oUnuk vkSj
iq"ikatfy djkbZ gSaA

eqa'kh vtesjh th ds bl ukVd dh çLrkouk esa laLÑr ukVdksa dh çLrkouk
dh >yd feyrh gSA Hkjreqfu us ukVÔk'kkL=k esa crk;k gS fd ukVd dh
çLrkouk esa f=kxr ds vUrxZr lw=k/kkj] uVh ;k fonw"kd ukVd ds vkjEHk esa
mlds eapu dh Hkwfedk ckÍ/krs gq, jkspd <ax ls ppkZ djds mldh vo/kkj.kk
djrs gSaA dkfynkl ds vfHkKku'kkdqUry] 'kwæd ds e`PNdfVd ;k jkt'ks[kj
ds ukVdksa esa lw=k/kkj eap ij vkdj igys n'kZdksa dks lacksf/kr djrk gS] fiQj
uVh dks iqdkjrk gSA eqa'khth us bl ukVd esa blh ijEijk dk ikyu djrs gq,
lw=k/kkj vkSj uVh dk lqUnj jkspd laokn vius ukVd dh çLrkouk esa tksM+k
gSA bl iwjs laokn dh ljapuk laLÑr ukVd rFkk ukVÔk'kkL=k dh ijEijk ds
loZFkk vuq:i gSA mnkgj.k ds fy, &

lw=k/kkjlw=k/kkjlw=k/kkjlw=k/kkjlw=k/kkj & gka rks bl lH; lekt ds lkeus vkt dkSu lk ukVd [ksyk tk;s
fd ftlls euksjÜku ds lkFk&lkFk f'k{kk dh çkfIr Hkh gksA
(dqN lkspdj) vPNk] rks bl fo"k; esa viuh iRuh ls ijke'kZ
dj ywa & og lykg nsus esa cM+h çoh.k gSA (usiF; dh vksj
?kwedj)&fç;s D;k dj jgh gks&tjk b/kj rks vkvks!

uVhuVhuVhuVhuVh & (usiF; ls) vkbŹ çk.kukFk !
(uVh dk ços'k)

uVhuVhuVhuVhuVh & (ç.kke djrh gqbZ)´dfg, D;k vkKk gS \
lw=k/kkjlw=k/kkjlw=k/kkjlw=k/kkjlw=k/kkj & dY;k.k gks ! çk.koYyHks] vkt esjk fopkj ukVd [ksyus dk gS]

blls lH; iq#"k rFkk efgyk,a vkSj ckydx.k bl jÌky; dh
'kksHkk cM+k jgs gSaA eSa pkgrk gwÍ fd dksbZ ,slk ukVd [ksyk tk;
tks fd n'kZd e.Myh dks vkuUn nk;d rFkk f'k{kkçn

uVhuVhuVhuVhuVh & (chp esa gh jksddj) lkFk gh HkfDrjl dk vkuUn Hkh feys!
lw=k/kkjlw=k/kkjlw=k/kkjlw=k/kkjlw=k/kkj & okg] okg rqEgkjh #fp dh eSa ç'kalk djrk gwÍ&vPNk rks crkvksa

dkSu lk ukVd mi;qDr gksxk \

;fn ge vfHkKku'kkdqUry dh çLrkouk ls bl jkepfjr ukVd dh bl

vk/kqfud jÌeÛk vkSj ukVÔk'kkL=k lEer ç;ksx´ - - - % lR;orh f=kikBh



136 Nå¢ya‹åstra and the Indian Dramatic Tradition

çLrkouk dh rqyuk djsa rks ns[k ldrs gSa fd eqa'kh vtesjh çse us vius ukVd
esa dkfynkl dh çLrouk ls çsfjr gksdj Hkh u;k :i fn;k gS] rFkk ukVÔk'kkL=k
ds f=kxr ds fo/kku dk Hkh mUgksaus ikyu fd;k gSA

eqa'khth us vius bl ukVd esa bfrgkl] jkek;.k] egkHkkjr rFkk iqjk.kksa ds
vius xgjs v/;;u dk ifjp; fn;k gSA rqylh dk jkepfjrekul rks muds
ekul ij iwjh rjg Nk;k gqvk gSA blds vuq:i mUgksaus igys vË dk igyk
n`'; Lok;aHkqo euq dh jktlHkk ls vkjEHk fd;k gS] fiQj euq dh 'kr:ik ds
lkFk riL;k dk fu:i.k fd;k gSA

iwjs ukVd esa vËks dk foHkktu çkphu laLÑr ukVd dh ijEijk ds vuq:i
gSA vËks a dk NksV s&NksV s n`';k s a es a foHkktu vk/k qfud ukVd ds
lafo/kku ds vuq:i gSA okLro esa ijEijk vkSj vk/kqfudrk dk lqUnj leUo;
bl ukVd esa gqvk gSA

Hkjreqfu us ukVÔk'kkL=k esa ukVÔk ds X;kjg vax crk, gSaA´jl] Hkko]
vfHku;] /kehZ] o`fÙk] ço`fÙk] flf¼] Loj] vkrks|] xku rFkk jÌ ;k jÌeÛkA
bu X;kjg rÙoksa dk muds vaxksa ;k HksnksiHksnksa ds lkFk leUo; gksus ls ukVd
liQy gksrk gSA eqa'khth us bl ukVd dks Hkjr eqfu ds ukVÔk&ekud ds vuq:i
O;ofLFkr ifjdYiuk esa <kyk gSA bl ukVd esa jke vkSj lhrk ds feyu esa
iwoZjkx] ³k`Ìkj] jktkvksa }kjk /kuq"k rksM+us ds vliQy vkSj gkL;kLin ç;klksa ds
fp=k.k esa gkL;] fo'okfe=k ds }kjk jke dks ys tkus ds vuqjks/k ij n'kjFk ds
'kksd ds fp=k.k esa d#.k] jko.k ds Øks/k ds fp=k.k esa jkSæ] jke ds ijkØe]
rkM+dk] lqckgq] ekjhp vkfn ls ;q¼ o /kuqHk±x ds fu:i.k esa ohj rFkk ij'kqjke
ds vkxeu ds le; v;ks/;kokfl;ksa o jkfu;ksa ds Hk; ds fp=k.k esa Hk;kud
jl gS rks /kuqHk±x vkfn vusd nq';ksa esa vn~Hkqr vkSj jke o vU; nsoksa dh oanuk
ds çlÌksaa eas 'kkUr jl dk ifjikd gqvk gSA dsoy ohHkRl jl ugha gSA bl
çdkj vkB jlksa dh vR;Ur euksgj vfHkO;fDr eqa'khth us viuh jpuk esa dh
gSA blds lkFk gh mi;qZDr fofo/k çlaxksa esa fuosZn] Xykfu] 'kËk] vlw;k vkfn
lapkjh Hkkoksa rFkk LrEHk] Losn] jksekÛk vkfn lkfÙod Hkkoksa dk Hkh ;FkkLFkku
lfUuos'k ukVddkj us fd;k gSA ukVd ds ç;ksx esa vkafxd] okfpd] lkfÙod
vkSj vkgk;Z pkjksa çdkj ds vfHku;ksa dks lekfgr djuk vko';d gSA ;s
vfHku; pkj o`fÙk;ksa dk ç;ksx fd;k gSA jke lhrk ds lkSUn;Z ds o.kZu vkSj
iq"i okfVdk esa muds ijLij n'kZu ds çlÌ esa dSf'kdh o`fÙk gSA Hkkjrh o`fÙk
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okXO;ogkj ç/kku gksrh gSA ukVd esa vk|ar laokn dh lqlac¼ lqxfBr ;kstuk
gS] ftlds dkj.k iwjs ukVd esa Hkkjrh vkjaHk ls vUr rd cuh jgh gSA jke]
fo'okfe=k tSls ik=kksa dk mnkÙk pfj=k bl ukVd esa tgkÍ&tgkÍ fpf=kr gS ogk¡
lkÙorh o`fÙk gSA m¼r ps"Vkvksa vkSj rhoz osx'kkyh jk{kl ik=kksa dh ps"Vkvksa dk
lkrosa vad esa ukVddkj us fu:i.k fd;k gS] blesa vkjHkVh o`fÙk gSA

bl çdkj pkjkaas o`fÙk;ksa ls lEiUu gksus ds dkj.k bl ukVd ds eÛku esa
vkafxd] okfpd] lkfÙod vkSj vkgk;Ź ;s pkjksa çdkj ds vfHku; mikns; gks
tkrs gSaA /kehZ ;k ukVÔk çLrqfr dh 'kSyh nks çdkj dh gS & ukVÔk/kehZ vkSj
yksd/kehZA eqa'khth ds ^jkepfjr* es nksukas 'kSfy;kÍ lkFk&lkFk pyrh gSaA vusd
Hkkoiw.kZ n`'; ukVÔk/kehZ i¼fr ds ç;qDr gksus ij lqUnj yx ldrs gSa] vkSj dbZ
n`'; LokHkkfod yksd/kehZ i¼fr ls djus ij çHkko Mkyrs gSaA ukVd esa tgkÍ
n'kZdksa ds jl] Hkko esa iwjh rjg rUe; gksus dh fLFkfr vkrh gS ogkÍ nsoh
flf¼] vkSj tgkÍ n'kZd rVLFk gksdj n`'; dk vkuUn ysrs gSa] ogkÍ ekuq"kh flf¼
gksrh gSA bl ukVd esa nksuksa çdkj dh flf¼;ksa ds fy, i;kZIr vodk'k gSA
ukVÔk ds 'ks"k vÌksa esa Loj vkSj xku dk lEcU/k lÌhr ls gSA ukVddkj eqa'kh
vtesjh çse lÌhr ds vPNs tkudkj FksA mUgksaus bl ukVd esa xk;s tkus okys
xhrksa esa jkx o rky dk funsZ'k fd;k gSA bl çdkj laxhr dk lekos'k bl
ukVd esa ;Fks"V :i esa gqvk gSA

bl ukVd dk jÌeÛk yhykukVÔk ds vuq:i dfYir gSA vËkas dk foHkktu
n`';ksa esa gqvk gS] ftlls ukVd esa fujUrj xfr ,oa fofo/krk cuh jgrh gSA

bl çdkj bl vçdkf'kr ukVd dh ik.Mqfyfi ds v/;;u ds vk/kkj ij
ge dg ldrs gSa fd chloha 'krkCnh ds fgUnh ukVdksa esa yhykukVÔk dh
ijEijk esa Hkjreqfu ds ukVÔk'kkL=k ds vuqlkj ç;ksfxd fo/kku dk fuokZg fd;k
tkrk jgk gSA

vk/kqfud jÌeÛk vkSj ukVÔk'kkL=k lEer ç;ksx´ - - - % lR;orh f=kikBh
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18

MS. ëNí of the Nå¢ya‹åstra
of Bharata

Tapasvi Nandi

It would not be worth repeating the details concerning the
editing or critical editing of the Nå¢y‹åstra (hereafter Nå.
›å.) from the year 1865. We express our gratitude to  Fritz
Edward Hall, Heymann, Paul Regnaud, Grossept, Shiv Dutta
and Kashinath Panduranga who contributed to bringing the
Nå¢y‹åsra into light. Their efforts were made in years before
AD 1900.

With the edition ñGaekward Orientl Series (G.O.S.) of
the first volume in AD 1926 a new phase began. This contained
the Abhinavabhårat∂ (A.bh.) on the Nå. ›å. also. Ramakrishna
Kavi consulted some forty mamuscripts made available to
him from different parts of India. The same was re-edited
in 1956 by K.S. Ramaswami Shastri. In the Introduction, the
editor attempted a critical and comparative study of all the
mamuscripts available to him. Some of them were available
in a transcribed forms. He classified these into v] l] e] and
r groups. We need not go into details that are known to the
world of scholars.

Volume II of the Nå-›å., in the G.O.S. published in 1936
combined Chapters VIII-XVIII, along with the A.bh. Vol. III
has Chs. XIX-XXVII and Vol. IV has Chs. XXVIII to XXXVII.
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These appeared in í54 and í64 respectively. These parts also
contained the A. Bh. During these years we also came across
the Kashi Sanskrita Series (KSS). ñedition, containing thirty
six chapters, and based on two MSS. In 1929 Manomohan
Ghosh gave us the whole of the Nå¢ya‹åstra with critically
prepared text with, English translation. Vol. I contained Chs.
IñXXVII, and Vol. II had Chs. XXVIII-XXXVI. Meanwhile a
number of valuable attempts were made by the great names
of Pandit Vishveshvarjee, Pandit Madhusμudana Shashri, G.V.
Bhat, etc. P.V. Kane and S.K. De also had their contribution
in it and Raghavan, G. T. Deshpande, Dolat Rai Mankad, W.
Wilson, Rangacharya and others contributed through their
observations. Parimal Prakashan, with R.S. Nagar as editor,
reproduced all four volumes. of the G.O.S. , showing variants
from the Gaekward Oriental Series, Nirnaysagar edition,
Kashi Sanskrit Series edition, Manomohan Ghosh. edn.,
Kåvyamålå edition etc. in the footnotes. The third edn. of
the G.O.S. vols is also attempted with K. Krishnamoorthy
editing the Vol. I (1992), while Vol. II (2001), Vol. III (2003)
and Vol. IV are taken care of by V.M. Kulkarni and Nandi.

This third edition of the G.O.S. as noted above is made
richer by also looking into a MS. called ëNí, acquired by the
Oriental Institute (O.I.) Vadodara from Beer Library,
Kathmandu (Nepal). Krishnamoorthy (Preface, p. 3, vol. I,
G.O.S. 1991) observes that, this MS is referred to with the
abridged symbol ëNí. There is yet another MS acquired by
the Oriental Institute. This is of the A. Bh., which is
disappointing. K. Kris observes that the Nepal MS. was not
new and he felt disappointed with the same. Actually R.
Kavi had already recorded its important readings under his
e] and r, though he has not been consistent in noting all
readings. K. Kris has attempted it in a consistent way.

It may be noted that Nandi, under the guidance of
Kulkarni has attempted the critical examination of MS. ëNí.
in almost a perfect fashion. V.M. Kulkarni has taken care of
the A. Bh. portions in the vols, II, III & IV and Nandi
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concentrated on the Nå¢ya‹åstra text in all the three
volumes, keeping MS ëNí before him. The results are more
rewarding than what K. Kris has made out to be.

It has been observed by Nandi (Vol. II, Preface, pp. vii ff,
that the MS. N. has at times different variants from different
scripts in the G.O.S. edn. as ^n*] ^u*] ^e*] ^<*] ^t*] ^V*] ^B*]
^i*] ^r*] ^c*] ^Hk*] ^x*] ^.k*] ^j*] ^b*] ^;*] and ^M*¡

Again ëNí seems to be closer to one or the other MS, in
different chapters. No definite design emerges out of this.
This we have noted with reference to relevant chapters.

Number of verses in a given chapter also differs, as well as
the number of chapters. We have attempted a comparative
study while preparing a fresh critical edition of vols. IIñIV,
keeping in view this transcript of the so called N.

Full description of all variations in numbering of verses
and half verses has been attempted in the foot-notes to the
fresh eedition. All colophons to different chapters are noted
and compared with those in the G.O.S. edition. Difference
in numbering of chapters is observed and noted.

The G.O.S. edition has thirty-seven chapters but the
present N. shows thirty-three chapters. All topics in the thirty-
seven chapters of the G.O.S. are accommodated in the thirty-
three chapters of the MS. N.

As already noted, ëNí, shows a number of absolutely new
variants. We have added these in the footnotes with special
numbers, such as 1a, 2b, 3c, 3d, etc. While preparing the
new edition of the G.O.S., when ëNí has the same variant as
read in, say, n] u] e] etc. we have placed ëNí along with that.

In Vol. II, N. Shows 366 new variants. 136 readings are in
agreement with ^n*, 66 with ^u*, 25 with ^e*, 15 with ^p*, 12
with ^<*, 2 with ^t*, 5 with ^V*, 1 with ^B*, 18 with ^i*, 2 with
^iQ*, 5 with ^j*, 1 with ^Hk*, 1 with ^x*, ^.k*, 2 with ^c*, 14 with
^j*, 1 with ^b*,  14 with ^;* and 106 with ^M*.

As observed earlier ms ëN.í differs from the G.O.S. edition
not only in number of chapters, but also in number of verses,

Ms. ëNí of the Nå¢ya‹åstra of Bharata: Tapasvi Nandi
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even sequence of verses too, in a given chapter. The
colophons also do not read identically at times. At times half
verses or a single line from a verse from the G.O.S. edition is
read in a different verse in ëNí.

In vol. III G.O.S., ëN.í has a different design as follows:
Ch. XIX G.O.S. = Ch. XXIV; 46 new readings are noted

in N.
Ch. XX = Ch. XXI (N); 28 new readings; G.O.S. edition

has 77 verses, ëNí reads 72 verses.
Ch. XXI = Ch. XXII (N), 33 new readings ëNí, seems to

be closer to ^u* in this chapter.
Ch. XXII = Ch XXIII (N), 33 new readings
Ch. XXIII = Ch. XXIV-N.; 20 new readings; ëNí, is closer

to ^u* & ^p* and has 78 verses as against 80 read in the G.O.S.
edition.

Ch. XXIV = Ch. XXV N; It may be noted that the editor
Kavi (edn. 1954) has noted (p. 248) in the that two sets of
readings are noted in this and that the first one which follows
the commentary is given by him first : izFkea o`fÙkdkjikBkuqlkjh
;&e&u&Hk&vkn'kZikB¡ vuUrja vuqcU/k:is.k p&iQ&ikBLrq fuos';rsA

A ctually the editor has done something else. He has given
the second reading not as ^vuqcU/k* but (as in the case of Ch.
XVI) a separate adhyåya or chapter XXV i×p¯o'kks¿/;k;% (G.O.S.),
ëN.í gives this a second reading. So now becomes Ch. XXV in
the N also. In both these chapters the verses are equal in
number i.e. 125. Thus virtually Ch. XXIV of the G.O.S. edition
which is termed  as iaqL=;qipkjks ukek/;k;'prq²o'k% is not read in N.
Both the G.O.S. and N. identically call their Ch. XXV as
^fp=kk¿fHku;ks uke i×p¯o'kks¿/;k;%´so, Ch. XXV of G.O.S. is Ch.
XXV of N. But Ch. XXIV (G.O.S.) (edition, 54) (vs. 1-89)
seems to be equivalent to some verses in the beginning of
Ch. XXXIII of ëN.í, (Vol. IV). Ch. XXC N. has 48 new
readings.

Ch. XXVI G.O.S. = Ch. XXVI N. It may be noted that the
G.O.S. has only thirty-eight verses in this chapter and the
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colophon calls it to be ^foÑfrfodYiks uke "kM~̄ o'kks¿/;k;% The ëNí,
has 101 verses in this chapter and it covers up Ch. XXVII of
the G.O.S. also and the colophon reads asñbfr Hkkjrh;s
flf¼O;×tdks ukek/;k;ks% "kM~̄ o'k%A The G.O.S. edition has its Ch.
XXVII named as ^^flf¼O;×tdks uke lIr¯o'kks/;k;%A** Thus the
two texts are not in agreement.

Ch. XXVI G.O.S. (vs. 1ñ38) is not read in N. The whole
chapter is missing. Again, Ch. XXVI N begins with verse No.
1 where ëabí are missing. So 1 cd (N), Ch. XXVI is read as
^^ç;ksxKSuZ drZO;ks ukVds flf¼fePNrk** V2 = N. is V1 Ch. XXVII,
G.O.S. (p.301ñ8).

Now, Ch. XXVII (G.O.S.) = Ch. XXVI N; 33 new variants
are read in N.

Ch. XXVII G.O.S. has 104 verses = Ch. XVI. N; which has
101 verses. N has some resemblance with ^j* , In Vol. III
(G.O.S.) we read 241 totally new readings from ëN.í

AppendixñI to Vol. III G.O.S. ñ revised edn. 2003, (p.
321) shows that some verses read in Ch. XXXIII (N) are
read in Ch. 24, G.O.S., p. 263, Vol. III. The Ch. XXXIII (N)
is quoted in full in this appendix. It has 142 verses.

Vol. IV (G.O.S.) has many irregularities with reference to
ëNí. (p. 521) Appendix-I shows vs. 194ñ299, Ch. III MS. ëNí,
which are absolutely new in MS N.

Appendix-II (p. 529) shows further where ëNí differs. (pp.-
529ñ36). Appendix-III (p. 537 G.O.S. edn. Vol. IV) shows
Variants as read in N pp. 416ñ21 (=pp 537-39). Appendix-
IV shows variants as read on p. 438 of N-transcript. These
are vs. 123-39 i.e. 17 in all. Appendix-V (p. 542, G.O.S. edn.)
shows N variants on p. 452, of the transcript. The whole is a
prose passage beginning with ^^rL;So pkUrs** and ending withñ
^^flf¼jfi**A

We have not quoted the colophons in the G.O.S. and ëNí
that do not read identically for want of time and space. The
learned will look for all this in the published volumes II, III
& IV of the new of the G.O.S. one thing is clear the ëNí, is
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not so unimportant and it surely deserved a better attention
from K. Krishnamoorthy.

In the end we will also mention the new edition of the
Nå¢ya‹åstra partñI, termed Kåvaya-lak¶aƒa-lak¶ita covering
Chs. I-III, VI, XVII, XIIIñXXVII, XXXV and XXXVI, ed. R.P.
Dwivedi, 2005 A.D. His observations are critical and deserve
further discussion. We do not mention our differences with
him at this juncture. Dwivedi, following P.V. Kane seems to
place Da°uŒin as prior to Bhåmaha. We do not agree. In all
known commentaries on given works on alaΔkåra, we read
such an expression as ;Fkk HkkegkfnfHk%´and never as ^;Fkk
n.M~;kfnfHk%A This speaks for itself. In his ufUnuh (fVIi.kh) Ω he has
quoted at places different readings, without mentioning the
source.  But with all this his effort is commendable and his
observations are sound though we do not agree when he
seems to be overdoing while criticizing Ånandavardhana  and
Åbhinavagupta.

We eagerly await the arrival of other parts of the
Nå¢ya‹åstra as planned by him. We are grateful to him for a
copy of his work, which he spared for us.
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Some Textual Problems in the
Nå¢ya‹åstra

 Jayanti Tripathi

The Indian theorists on dramaturgy have developed some
theories following which a dramatic piece has to be composed
or presented. The construction of the plot and proper
development of the same largely depend on the employment
of these theories. Bharata is the earliest authority to have
dealt extensively on this problem in his Nå¢ya‹åstra. The
present paper tries to reflect upon the interesting textual
problems related to dramaturgy. It is significant to note that
often the text of Bharata is ambiguous and difficult to
understand since sufficient aid is not available for
understanding the technical terms, because neither there
is any immediate commentary on it nor Bharata employs
any illustration like later theorists to make the point clear.
On the backdrop of this introduction it is proposed to discuss
on the text of Bharata dealing with the number of
sandhyaΔgas having scope of confusion and ambiguity with
regard to its proper interpretation and authenticity.

The discussion is based mainly on the views of some
important critics like Jagaddhara (AD 1300-1450),
Kå¢ayavema (AD 1381-1416), Råghavabha¢¢a (AD 1475-1500),
N∂lakaƒ¢ha (AD 1665), °DuƒŒhiråja (AD 1713), Tripuråri and
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Pμurƒasarasvat∂. The view of the theorists like Abhinavagupta
(Abhi), Dhana¤jaya (Dr), Råmacandra and Guƒacandra,
(ND), SiΔgabhμupåla (RS), Vi‹vanåtha (SD), and
›åradåtanaya (BP), Vidyånåtha (PR), and Sågaranandin
(NLR) are also taken into consideration for discussion.
Further the manuscripts of the Nå¢ya‹åstra available in BORI,
Poona are also consulted.

II

Bharata in his N› reads:
prq""kf"VcZq/kSKsZ;kU;srkU;Ìkfu lfU/k"kq1

It means that the number of sandhyaΔgas are sixty-four.
But on actual counting of his enumeration we find that he
has enumerated sixty-five sandhyaΔgas: twelve in mukha
thirteen in pratimukha, therteen in garbha thirteen vimar‹a
and fourteen in nirvahaƒa. Now, the problem is if the
number of sandhyaΔgas is sixty-four then one may doubt the
authenticity of the text or if conversely the enumeration is
proper then the statement catu¨¶a¶¢i etc., cannot stand valid.
Here is a case of contradiction, because both cannot be true.

SandhyaΔgas of the pratimukha sandhi are: vilå‹a, parisarpa,
parinyåsa, vilobhana, yukti, pråpti, samådhåna, vidhåna,
paribhåvanå, vajra, pu¶pa, upanyåsa and varƒasa√håra.

SandhyaΔgas of the garbha sandhi: Abhμutåharaƒa mårga,
rμupa, udåharaƒa, krama, sa√graha, anumåna, prårthanå,
åk¶epa, to¢aka, adhibala, udvega and vidrava.

SandhyaΔgas of the Vimar‹a sandhi: apavåda, sa√phe¢a,
vidrava, ‹akti, vyavasåya, prasaΔga, dyuti, kheda, ni¶edha,
virodha, ådåna, chådana and prarocanå.

SandhyaΔgas of the Nirvahaƒa sandhi: sandhi, vibodha,
grathana, nirƒaya, paribhå¶aƒa, dyuti, prasåda, ånanda, samaya,
upagμuhana, ‹amabhå¶aƒa, pμurvavåkya, kåvyasa√håra and
pra‹asti.2

Abhinavagupta on SandhyaΔgas:
It seems that Abhinavagupta was aware of this discrepancy
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and inconsistency but has not given his own view. He only
records the views of two traditions prevalent since before
him who have tried to overcome this problem: According to
one tradition the prarocanå of the vimar‹a sandhi may be
dropped and thus the number would be sixty-four.
According to the other tradition pra‹asti of the nirvahaƒa
sandhi may be dropped and not prarocanå, then the number
would become sixty-four. To quote:

dsfpn=k (voe'kZlU/kkS) vU;reeÌa çjkspuka ukfnz;UrsA }kn'kkÌesoSra
lfU/kekgq%A vU;s uq =k;ksn'kkÌRos RoL; fuoZg.klU/kkS ç'kLrs% x.kue~ vU;kÕ;e~A
bfr rL;kfi =k;ksn'kkÌRokr~ prq""kf"V&la[;kiw£r%A3

It, indeed, becomes very difficult to say anything as to the
real position of Bharata. As one can see, out of the sixty-five
aΔgas, one aΔga has to be dropped and which one it could
be is a matter of examination. If we follow the view as
recorded by Abhinavagupta then we have two options: (a)
dropping of prarocanå from the vimar‹a sandhi or (b)
dropping pra‹asti of the Nirvahaƒa sandhi.

We feel that if one compares these two aΔgas, it would be
evident that both the aΔgas are not essential. So dropping
either will not create any problem. But if we compare the
usefulness of these two aΔgas then one may prefer to drop
pra‹asti and retain prarocanå. The logic behind such
observation being; like other aΔgas praracanå has the function
of offering of some scope to the dramatic character which is
not true in the case of pra‹asti. To explain, prarocanå is a
situation, which suggests the coming events, those are yet to
happen. In other words it gives a glimpse of the end, which
is soon going to be accomplished:

izjkspuk p foKs;k lEHkkjkFkZizdkf'kuhAizjkspuk p foKs;k lEHkkjkFkZizdkf'kuhAizjkspuk p foKs;k lEHkkjkFkZizdkf'kuhAizjkspuk p foKs;k lEHkkjkFkZizdkf'kuhAizjkspuk p foKs;k lEHkkjkFkZizdkf'kuhA44444

Further it shows the signs or hints of achievement of
prosperity or success that is to come at the end. For example
in the VI act of the Veƒ∂sa√håra where På¤cålaka before
Duryodhanaís death is narrating to Yudhi¶¢hira and Draupad∂
thus :

vga p nsosu pØikf.kuk nsoldk'keuqçsf"kr%A vkg p nsoks nsodhuUnu%A
vi;Zqf"krizfrKs p ek#rkS ç.k"Vs dkSjojkts egkuklhÁks fo"kkn%A laizfr
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iquHkhZelsusu vklkfnrs lq;ks/kus fu"d.VdhHkwra Hkqourya ifjdy;rq Hkoku~
vH;qn;ksfprkÒkkuojra çoR;ZUrka lekjEHkk%A Ñra lUnsgsu&
iw;ZUrka lfyysu jRudy'kk jkT;kfHk"ksdk; rsiw;ZUrka lfyysu jRudy'kk jkT;kfHk"ksdk; rsiw;ZUrka lfyysu jRudy'kk jkT;kfHk"ksdk; rsiw;ZUrka lfyysu jRudy'kk jkT;kfHk"ksdk; rsiw;ZUrka lfyysu jRudy'kk jkT;kfHk"ksdk; rs

Ñ".kk¿R;UrfpjksfT>rs p dcjhcU/ks djksrq {k.ke~AÑ".kk¿R;UrfpjksfT>rs p dcjhcU/ks djksrq {k.ke~AÑ".kk¿R;UrfpjksfT>rs p dcjhcU/ks djksrq {k.ke~AÑ".kk¿R;UrfpjksfT>rs p dcjhcU/ks djksrq {k.ke~AÑ".kk¿R;UrfpjksfT>rs p dcjhcU/ks djksrq {k.ke~A
jkes 'kkrdqBkjHkklqjdjs {k=knz qeksPNsfnfujkes 'kkrdqBkjHkklqjdjs {k=knz qeksPNsfnfujkes 'kkrdqBkjHkklqjdjs {k=knz qeksPNsfnfujkes 'kkrdqBkjHkklqjdjs {k=knz qeksPNsfnfujkes 'kkrdqBkjHkklqjdjs {k=knz qeksPNsfnfu

Øks/kkU/ks p o`dksnjs ifjirR;ktkS dqr% lat;%AAØks/kkU/ks p o`dksnjs ifjirR;ktkS dqr% lat;%AAØks/kkU/ks p o`dksnjs ifjirR;ktkS dqr% lat;%AAØks/kkU/ks p o`dksnjs ifjirR;ktkS dqr% lat;%AAØks/kkU/ks p o`dksnjs ifjirR;ktkS dqr% lat;%AA55555

Avalokakåra observers on it:
;Fkk os.khlagkjs
^ik×pkyd%&vga p nsosu* - - - bR;qiØE; ^iw;ZUrka lfyysu jRudy'kk*
bR;kfnuk eÌykfu drZqekKki;fr ;qf/kf"Bj%A* bR;Ursu nzkSinhds'kla;eu&
;qf/kf"BjjkT;kfHk"ksd;ksHkkZfouksjfi fl¼Rosu n£'kdk çjkspusfrA6

This is the situation, which shows the events those are yet
to happen as already accomplished. Here På¤cålaka
describes the Veƒ∂sa√håra and the coronation has already
accomplished even when they are not so. It shows the signs
of achievement of success that is going to take place in the
nirvahaƒa sandhi. Or as its application is seen in the VI act of
the Ahij¤åna‹åkuntala (A›), in a situation where Sånumat∂
tells that the state of unhappiness of ›akuntalå will soon go
away, here she hopes that the king will get back his wedded
wife:

lkuqerh&Jqra e;k 'kdqUryka lek³okl;UR;k egsUnztuU;k eq[kkr~A ;KHkkxksRlqdk
nsok ,o rFkkuq"BkL;fUr ;Fkk¿fpjs.k /keZiRuha HkrkZ¿fHkufUn";rhfrA
Here Kå¢ayavema locates the sandhyaΔga prarocanå. In his

words:
v=kkizopusu Hkkfodk;ZL; KkrRokr~ izjkspua uke lU/;ÌeqDre~A7

On the other hand in case of pra‹asti it is not so. Because
pra‹asti means a praise or prayer for peace to the king and
the country and other things. Pra‹asti is the valedictory pro-
nouncement purporting to pray for the general will, that is
to come at the end of the play after kåvyasa√håra. i.e. after
the conclusion of the drama. All the theoretical works like
Da‹arμuμpaka (DR) Nå¢yadarpaƒa (ND) Bhåvaprakå‹ana (BP)
Pratåparudr∂ya (PR) Såhityadarpaƒa (SD) Nå¢yalak¶aƒaratna-



149

ko‹a (NLR) have understood much in the same way. It is
technically known as the Bharata-våkya and is placed at the
end of the play. It is neither connected with the action of
the drama nor it contributes in any way to the development
of the plot due to the obvious reason that the kåvyasa√håra
which is the actual completion of the play where the neces-
sary action of the play is over. To explain it further where
towards the close of the drama some elderly person who has
been helping the hero asks him ëWhat else should I do for
you?í This question is put up only after the fruition has taken
place: here prevails a feeling of complete gratification in
the heart of the hero, which is expressed by him in a usual
phrase,óëcould there be any sweeter thing than this?í This
readiness to confer a boon on the part of the senior person
responded by a feeling of gratification on the part of the
hero marks the termination of the play. For example in the
VI act of the Veƒ∂sa√håra where all the Kauravas are killed,
the war is over and all the necessities of the coronation of
Yudhi¶¢hira are ready, and there Kæ¶ƒa asks Yudhi¶¢hira :

rr~ dFk; egkjkt] fdeLekr~ ija lehfgra laikn;kfe\
To this Yudhi¶¢hira replies :

u ̄dfpÁ nnkfr HkxokUçlUu%A vga rq iq#"klk/kkj.k;k cq¼~Ôkk lUrq";kfeA u
[kYor%ijeH;FkZf;rqa {ke%A8

This indicated the fulfilment of the desire of the hero.
There is the attainment of the end. Here actually speaking
the play comes to an end. That is kåvyasa√håra or the ter-
mination of the play.

After this comes the pra‹asti, see for example in the same
drama. Yudhi¶¢hira says :

;qf/kf"Vj%&u ¯dfpUu nnkfr etc. and Øks/kkU/kS% ldya gra fjiqdqya
i×pk{krkLrs o;a etc.
(i.e. the entire family of enemies has been killed by us

blinded by rage, we, the PåƒŒavas are unwounded etc.,)
Yudhi¶¢hira further sayas :

rFkkfi çhr'psn~ HkxokaLrfnneLrqrFkkfi çhr'psn~ HkxokaLrfnneLrqrFkkfi çhr'psn~ HkxokaLrfnneLrqrFkkfi çhr'psn~ HkxokaLrfnneLrqrFkkfi çhr'psn~ HkxokaLrfnneLrq
vÑi.ke#xJkUra thO;kTtu% iq#"kk;q"kavÑi.ke#xJkUra thO;kTtu% iq#"kk;q"kavÑi.ke#xJkUra thO;kTtu% iq#"kk;q"kavÑi.ke#xJkUra thO;kTtu% iq#"kk;q"kavÑi.ke#xJkUra thO;kTtu% iq#"kk;q"ka
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Hkorq p Hko‰fDr}SZra fouk iq#"kksÙkesAHkorq p Hko‰fDr}SZra fouk iq#"kksÙkesAHkorq p Hko‰fDr}SZra fouk iq#"kksÙkesAHkorq p Hko‰fDr}SZra fouk iq#"kksÙkesAHkorq p Hko‰fDr}SZra fouk iq#"kksÙkesA
nf;rHkqouks fo}ˆU/kqxZ q.ks"kq fo'ks"kfor~nf;rHkqouks fo}ˆU/kqxZ q.ks"kq fo'ks"kfor~nf;rHkqouks fo}ˆU/kqxZ q.ks"kq fo'ks"kfor~nf;rHkqouks fo}ˆU/kqxZ q.ks"kq fo'ks"kfor~nf;rHkqouks fo}ˆU/kqxZ q.ks"kq fo'ks"kfor~
lrrlqÑrh Hkw;kn~ Hkwi% çlkf/kre.My%AAlrrlqÑrh Hkw;kn~ Hkwi% çlkf/kre.My%AAlrrlqÑrh Hkw;kn~ Hkwi% çlkf/kre.My%AAlrrlqÑrh Hkw;kn~ Hkwi% çlkf/kre.My%AAlrrlqÑrh Hkw;kn~ Hkwi% çlkf/kre.My%AA99999

In A› both Kå¢ayavema and Råghavabha¢¢a locate this
sandhyaΔga of pra‹asti where king Du¶yanta expresses a gen-
eral peace and blessing for all, in the verse:

jktk&çorZrka çÑfrfgrk; ik£Fko%jktk&çorZrka çÑfrfgrk; ik£Fko%jktk&çorZrka çÑfrfgrk; ik£Fko%jktk&çorZrka çÑfrfgrk; ik£Fko%jktk&çorZrka çÑfrfgrk; ik£Fko%
ljLorh Jqfregrka egh;rke~AljLorh Jqfregrka egh;rke~AljLorh Jqfregrka egh;rke~AljLorh Jqfregrka egh;rke~AljLorh Jqfregrka egh;rke~A
eekfi p {ki;rq uhyyksfgr%eekfi p {ki;rq uhyyksfgr%eekfi p {ki;rq uhyyksfgr%eekfi p {ki;rq uhyyksfgr%eekfi p {ki;rq uhyyksfgr%
iquHkZoa ifjxr'kfDrjkReHkw%AAiquHkZoa ifjxr'kfDrjkReHkw%AAiquHkZoa ifjxr'kfDrjkReHkw%AAiquHkZoa ifjxr'kfDrjkReHkw%AAiquHkZoa ifjxr'kfDrjkReHkw%AA1010101010

It is neither connected with the action of the drama nor
it contributes in any way to the development of the play.
While explaining the general nature and utility of the aΔgas
Vi‹vanåtha says: vÌkfu Hkwrkoljkf.k mP;Urs and HkwrkoljRo is ex-
plained asóHkwrkfu çkf.kuks ukVÔkik=kkf.k rnoljRoe~A11  That gives
scope to the characters in the play. Contrary to this all the
theorists like Dhana¤jaya, Råmacandra and Guƒacandra,
SiΔgabhμupåla, Vi‹vanåtha and Sågaranandin have accepted
this aΔga.

Position of the Loter theorists
Now, let us take the views of the later theorists on the

inconsistency in the expression of Bharata for analysis.
Dhana¤jaya, whose contribution to dramaturgy is applauded
to a great extent after Bharata, holds altogether a different
view. He drops the prårthanå sandhyaΔga of the garbha sandhi.
Prårthanå is defined as a situation of earnest request for the
pleasure of love or a request for joy or festivity etc. Dhana¤jaya
retains both prarocanå and pra‹asti. Thus the number would
be sixty four. The theorists like ›åradåtanaya (BP),
Vidyånåtha (PR) and SiΔgabhμupåla (RS) follow Dhana¤jaya
(DR). It appears that this view of Dhana¤jaya is not
convincing. The inclusion of prårthanå in case of the
Nå¢ya‹åstra is unquestionable and to drop this without
substantial ground is illogical. It cannot be argued that
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Dhana¤jaya has written his work independently and
according to his theory, the number of sandhyaΔgas is sixty-
four where prårthanå does not figure. For, Dhana¤jaya has
drawn upon, to a large extent, the Nå¢ya‹åstra.

The later theorists like Råmacandra and Guƒacandra,
Vi‹vanåtha and Sågaranandin retain this aΔga. All the later
theorists who follow either Bharata or Dhara¤jaya though
take the problem for discussion, do not have anything to
contribute regarding the inconsistency. The author of the
Nå¢yadarpaƒa, who mostly follows Bharata, enumerates sixty-
five aΔgas and does not try to reconcile it. On the contrary
he remarks:

b;a (that is the pra‹asti sandhyaΔga) pko';a fucU/kuh;kA rFkk
bfro`ÙkkUrHkZwrk ps;e~A rsukL;k% i`Fkx~ x.kus prq""kf"Vjfi vÌla[;k HkofrA
(SD, p. 303)
Vi‹vanåtha remarks that pra‹asti may be left out as there is

no bhμutåvasaratva, further while discussing the sandhyaΔga
prårthanå Vi‹vanåtha points out that he has included the
sandhyaΔga prårthanå so that those who excluded pra‹asti
from the nirvahaƒa may still have the full complement of
sixty-four sub-divisions, otherwise the total number of aΔgas
would make sixty-five.

bna p izkFkkZuk[;eÌe~A ;Uers fuoZg.ks HkwrkoljRokHkkokr~ iz'kfLrukekÌa
ukfLr rUerkuqlkjs.kksDre~A vU;Fkk vÌkuka i×p"kf"Vla[;dizlÌkr~A (ibid)

Sågaranandin maintains that the sandhyaΔgas are sixty-
four, but describes sixty-five aΔgas. SiΔgabhμupåla accepts
sixty-four aΔgas excluding prårthanå. There is another view
recorded in the Nå¢yadarpaƒa that some theorists do not
recognize the åk¶epa sandhyaΔga of the garbha sandhi. Åk¶epa
is the revelation of the b∂ja which is employed in pråptyå‹å
and which is the cause of the final attainment of the fruit.
But, since this view is not accepted by other theorists it may
be neglected. ND gives another alternative explanation. He
says that when the b∂ja which is the desire concealed in oneís
heart is brought out, it is åk¶epa. The illustration quoted is
from the Ratnåval∂, the words of the king who takes Ratnåval∂
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as Sågarikå and describes her beauty, reveal the secret love
of the king for Sågarikå.

Before taking the view of the old critics into consider-
ation let us sum up whatever is discussed above:

1. Following Dhana¤jaya prårthanå of the garbha sandhi
may be dropped.

2. Following one tradition recorded by Abhinavagupta,
prarocanå of avamar‹a sandhi may be dropped.

3. Following another tradition pra‹asti of nirvahaƒa san-
dhi may be dropped.

4. Following ND, and NLR. the number may be retained
as sixty-five as enumerated, and the expression catu¶¶a¶¢i
etc., need not be taken seriously.

5. Or following the view recorded in ND. åk¶epa may be
dropped.

Now, let us take the views of some critics. As stated earlier
we have consulted a number of critics, out of which
DhuƒŒhiråja, Råghavabha¢¢a, Kå¢ayavema, V∂raråghava,
Pμurƒasarasvat∂ and Tripuråri have made some contributions
towards this problem.

It is very significant to note here that none of these critics
has traced the prårthanå sandhyaΔga of the garbha sandhyaΔga
of garbha sandhi. We have at least two critics in the name of
Kå¢ayavema on the Abhij¤åna‹åkuntala and DhuƒŒhiråja on
the Mudråråk¶asa who have traced all the sixty-four
sandhyaΔgas excluding prårthanå.

It is but natural that this aΔga can be found in any play
based on love story and it is difficult to avoid this aΔga. Now,
coming to the next aΔga, i.e. prarocanå, Kå¢ayavema,
Råghavabha¢¢a, V∂raråghava, DhuƒŒhiråja and N∂lakaƒ¢ha
have traced this aΔga.12

I. Kå¢ayavema on the Vikramorva‹∂ya :
jktk´eUnkjiq"iSjf/kokflrk;k - - - ^fdesuelzksigra djksfe*A v=k
Hkkfodk;Zlwpuku~ çjkspuk uke lU/;ÌeqÙkQa HkofrA

II. Råghavabha¢¢a on the ›akuntalå :
fonw"kd%& ;|soefLr [kyq lekxe% dkysu r=kHkoR;kA bR;kfnuk
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^eSoe~*A - - - vfpUruh;% lekxeks Hkorhfr ,rnUrsu jkspuk
ukekÌeqifyIre~A rYy{k.ka n'k:ids ^fl¼keU=k.krks Hkkon£'kdk L;kr~
izjkspuk* bfrA

III. V∂raråghava on the Mahåv∂racartia :
vxLR;%´^gUr Ro;k bnkuha - - - yÄ~dk}hixra fu'kkpjdqya ÑRLua
ijkHkw;rs lE;d~ikyu'khyusu txrka lkS[;a lekLFkh;rsA* v=k fl¼on~
HkkfoJs;%&dFku:ia izjkspua uke foe'kZlU/;ÌeqÙkQe~A

Thus it is evident that early critics are in favour of accepting
this aΔga. The case of pra‹asti is similar to prarocanå. Most of
the critics like Kå¢ayavema, Råghavabha¢¢a, V∂raråghava,
DhuƒŒhiråja, ›ivaråma, etc. have traced this aΔga, which
we have already noted. Interestingly two commentators
namely Råghavabha¢¢a and ›ivaråma remark:

HkjrokD;a uVokD;e~A ukVdkfHku;lekIrkS lkekftdsH;ks uVsuk'khnhZ;rsA
çLrkoukuUrja uVokD;kHkkokn=k HkjrokD;feR;qDre~A - - - vusu iz'kfLruked&
eÌeqif{kIre~A

Even ›ivaråma on the Någånanda holds a similar view and
writes that the pra‹asti is the bharata-våkya and the na¢a is to
recite this as there is no scope for any character to do the
same after the play is over.

vËs izfo"Vik=kk.kka losZ"kkeUrsfu"ØkfUr%A iquuZVL; ukVdkolkus izos'kks u
?kVrsA u p dFkkuk;dL; izÑra fouk txnuqxzgkuq'kklue~A vr,o HkjrokD;a
bfr loZ=k fu£n';rsA vuqdk;kZfHkÁHkjrokD;e~ bR;FkZ%A

Under such circumstances, it becomes difficult to say any-
thing for certain regarding the inclusion or exclusion of any
of these possibilities. As one can find, the later critics are of
no use so far as the present problem is concerned. In course
of our study we have noticed that all the critics, except
Jagddhara, have followed the Da‹arμupaka in formulating and
tracing any of the sandhyaΔgas. Thus since Dhana¤jaya has
not accepted the prårthanå, none of the early critics have
tried to locate this aΔga, though it can be found very well in
most of the plays. To illustrate: In the Ratnåval∂ the king
invites his beloved for giving the pleasure of her company:

fiz;s lkxfjds] - - - jHklk fu%'kËekfyÌÔk eka - - - vÌkfu RouÌ&
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rkifo/kqjk.;sásfg fuokZi;A
In the Veƒ∂sa√håra we can see Duryodhanaís request to

Bhånumat∂ :
fofdj /koynh?kkZikÌlal£i p{kq%fofdj /koynh?kkZikÌlal£i p{kq%fofdj /koynh?kkZikÌlal£i p{kq%fofdj /koynh?kkZikÌlal£i p{kq%fofdj /koynh?kkZikÌlal£i p{kq%
ifjtuiFkofrZU;=k ¯d laHkzes.kAifjtuiFkofrZU;=k ¯d laHkzes.kAifjtuiFkofrZU;=k ¯d laHkzes.kAifjtuiFkofrZU;=k ¯d laHkzes.kAifjtuiFkofrZU;=k ¯d laHkzes.kA
fLere/kqjeqnkja nsfo ekekyiksPpS%fLere/kqjeqnkja nsfo ekekyiksPpS%fLere/kqjeqnkja nsfo ekekyiksPpS%fLere/kqjeqnkja nsfo ekekyiksPpS%fLere/kqjeqnkja nsfo ekekyiksPpS%
izHkofr ee ik.;ksj×tfy% lsforqa Roke~AAizHkofr ee ik.;ksj×tfy% lsforqa Roke~AAizHkofr ee ik.;ksj×tfy% lsforqa Roke~AAizHkofr ee ik.;ksj×tfy% lsforqa Roke~AAizHkofr ee ik.;ksj×tfy% lsforqa Roke~AA (III. 15)

Even in other plays like ›åkuntala, Vikramorva‹∂ya, etc.,
also the occurrence of this aΔga is seen frequently. Further,
according to the definition not only a situation of love but
also where there is har¶a, utsava, also is prårthanå, which are
found in many of the Sanskrit plays. From the point of view
of Bharata, this aΔga is to be accepted. And hence either
prarocanå or pra‹asti is to be dropped. Abhinavagupta, amongst
the later theorists, therefore has not given his preference
but has recorded the two views, which we have already noted.

To us it appears that, taking the clue from Vi‹vanåtha,
one may prefer to drop pra‹asti which is not serving any
purpose as required by an aΔga and thus the number would
be sixty-four. And the pra‹asti of Bharata as Råghavabha¢¢a
and ›ivaråma observe is the concluding benedictory verse at
the end of the play where the actor or actors shower the
benedictions on the audience, which is called as bharatavåkya
in the later period. As a matter of fact as it does not form a
part of the play hence need not be included in the play.
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Concept of Nå¢akaóBharata to Vi‹vanåtha

Arun Ranjan Mishra

Indian tradition of drama has its Vedic genesis with the
sacrificial altars gradually giving show and smooth ways to
the audience-friendly and techno-savvy stages of the moderns
drama-via primitive open pandals, palatial podia and
sanctified auditoriums. Just as it is very much a need to do a
focal research on the development of the stage, so also it is a
desideratum to find out the path of development that the
concept of (Sanskrit) Nå¢aka took to reach its clear and
crystal state.

With such an aim, we envisage at showing the
development of the notion of nå¢aka (the most
representative form of all r μupakas) from Bharata to
Vi‹vanåtha. The four cardinal stages in the Post-Bharata
period having been represented by Abhinavagupta, Dhanañ
jaya, Råmacandra-Guƒacandra and Vi‹vanåtha, we propose
to make a brief study of them in order to theorize to some
extent on how (and ëprobably whyí) they have deviated grossly
or subtly, from Bharataís concept of nå¢aka, or from one
another. We shall try to make the study on socio-historical
analysis - since such as endeavours may inspire a study of the
dynamics of the social as well as dramaturgical factors
responsible for the progressive and positive changes in the
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said concept.
In comparison to the available ones, there were many

treatises on drama before and after Bharata. We however
find only their authors names occassionlly. Kohala, Dattila,
›ålikarƒa, Vådaråyaƒa, Nakhaku¢¢a, A‹maku¢¢a and Vi‹ålikha
are the names of dramaturgists that we find in different
authentic texts. Bharata refers to the dramaturgists like
Nårada, Kohala, Våtsya, ›åƒŒilya, Dhμurttila, Tanºu, Nand∂,
Ka‹yapa, Væhaspati, Nakhaku¢¢a, A‹maku¢¢a, Vådaråyaƒa and
›åtakarƒ∂ etc.1  ›årΔgadeva in his SaΔg∂ta-ratnåkara has also
referred to Bharata, Ka‹yapa, MataΔga, Yå¶¢ika, Durgå, ›akti,
›årdμula, Kohala, Vi‹åkhila, Dattila, Kambala, A‹vatara, Vågu,
Vi‹våvasu, Rambhå, Arjuna, Nårada, Tumburμu, Å¤janeya,
Måtægupta, Råvaƒa, Nandike‹vara, Svåti, Råhula, Vinduråja,
K¶etraråja, and Rudra¢a etc. He has also enlisted Lolla¢a,
Udbha¢a, ›aΔkuka, K∂rtidhara and Abhinavagupta as the
commentators of Nå¢ya‹åstra.2 In his Abhinavabhårat∂,
Abhinavagupta has clear references to Bha¢¢odbha¢¢a (750-
810 AD) Bha¢¢alolla¢a (820-900 AD), ›r∂‹aΔkuka (900-950 AD)
Bha¢¢anåyaka (935-985 AD), the author of the extinct
Hædayadarpaƒa, Bha¢¢atauta (1000-1050 AD), his teacher and
the author of the extinct Kåvyakautuka,3 Priyåtithi,
Bha¢¢asumanas, Bha¢¢agopåla, Bha¢¢a‹aΔkar a and Ghaƒ¢aka
etc. In Rasårƒavasudhåkara, ›iΔgabhμupåla mentions
›åƒŒilya, Kohala, Dattila and MåtaΔga as the writers on
Nå¢ya‹åstra (N.›.). Another such name, Dattakåcårya is also
found in Ku¢¢animatam. Sågaranand∂ has enlisted many of
the above authors of dramaturgy.4

There are some independent treatises on N.›. like
Abhinaya-darapƒa of Nandike‹vara, Nå¢aka-lak¶aƒa-ratnako‹a
of Sågaranand∂, Nå¢yadarpaƒa of Ramacandra-Guƒacandra,
Bhåvaprakå‹ana of ›åradåtanaya Rasårƒava-sudhåkara and
Nå¢aka-paribhå¶å of ›iΔgabhμupåla, Nå¢akacandrikå of Rμupa
Gosvåm∂ and Nå¢yaprad∂pa of Sundara Mi‹ra. The title of
Nå¢akad∂pa by Ruyyaka is also available in the tradition. There
are also treatises on poetics that also cover the issues of
dramaturgy. Some of them are ›æΔgåraprakå‹a and Sarasvat∂-



157

Kaƒ¢håbharaƒa of Bhoja, Kåvyånu‹åsana of Hemacandra Sμuri,
Pratåparudra-Ya‹obhμu¶aƒa of Vidyånåtha, Ekåval∂ of
Vidyådhara and Såhitya-darpaƒa of Vi‹vanåtha.5

In would be very fruitful a study if we show a development
of all the types of rμupakas with reference to the texts as
uttered above. This can sufficiently add to the idea about
the gradual development of the Indian (and world) drama
and about the factors catalytic to it. We at present wish to
make a very small and novice attempt at doing so in the
context of nå¢aka (which we would say ëdramaí hereafter)
taking note of a few books.

BHARATA (5th Century BC):
In the eighteenth chapter of his N.›., Bharata has

presented ten types of rμupaka through three activities like :-
(1) Naming (2) defining and (3) showing them on the bases
of the characteristic stage-performances (prayogata¨)6  their
allied necessities make a type of rμupaka different from the
other. Bharata perceives this proyoga (stage performance)
as the primary channel through which the rμupakas manifest
from the Vætts.7  The details of these vættis (Bhårat∂, Årabha¢∂,
Kai‹ik∂ and Såttvat∂) are presented in the twentieth chapter
of N.›. Bharata sees in the Nå¢aka and the Prakaraƒa two
rμupakas that depend upon all the four types of Vættis.8  There
is a thin layer of division between this Vætti and Prayoga. When
the former is a set of prescribed dramatic activities for the
delineation of a particular rasa or bhåva, the latter is the
stage-execution of that set. Bharata sees the similarity
between nå¢aka and prakaraƒa as far as the stage execution
of all the Vættis are concerned. In fact almost all the
characteristics he assigns for nå¢aka are conceded to
prakaraƒa too.

To Bharata, a drama should have a famous story matter.
Its hero should also be both famous and dignified (udåtta).
It should portray the life-story of a clan of spiritual king
(råjar¶i). It can also depend upon divine characters. A drama
should be rich with the presence of charismatic personalities

Concept of Nå¢akaóBharata to Vi‹vanåtha: Arun Ranjan Mishra



158 Nå¢ya‹åstra and the Indian Dramatic Tradition

along with their flourishments and with the qualities like
love-efforts found in them. It is also enriched with the
application of aΔkas and prave‹akas. A drama is beset with
the activities of the kings which give scope to various rasas
and bhåvas in various ways. It delineates the sorrows and
happiness in the life of kings and nobles. As it progresses
through various stages, the playwright should write it by
preparing the aΔkas (Acts) based on the virtues of expansion
of various vindus on different junctures.9

Bharata has accepted divisions (with the name ëaΔkaí or
Act) in a drama and hence in his time drama was not a long
drawn single show that would have demanded a greater
stretch of time of the kings and nobles etc. who usually had
a busy schedule. Such a division was also necessary to show
various rasas and bhåvas through different sets of dialogues
in different Acts. The divisions are called aΔkas because
drama reflects, produces or suggests various meanings of
life and relationships and these meanings (arthå ) make a
lap-climbing (aΔkårohaƒa) in order to be nourished by the
audience. Audience receives the meanings through the
language. So the meanings climb the lap of dialogue (våk
or våƒi). As such våk and artha are equated with Pårvat∂ and
›iva respectively in our tradition. Besides the first verse of
Raghuvam‹a we can also refer to Tantråloka where it is
revealed that ëartha   ›ambhu¨ ›ivå våƒ∂.í Hence aΔka
represents a tantric way of imagining the union of ›iva
(artha) and Pårvat∂ (Våk or Våƒ∂) that undergoes various
rasa and bhåva. ›iva is also the central deity in the jurisdiction
of drama.10  Bharata harps upon the word-meaning relation-
ship in the context of aΔka-ëaΔka iti rμuŒhi‹abdo bhåvaisí ca
rasaisícs rohayati arthån.11

An aΔka (Act) thus represents a divine act of
consummation (sambhoga). Not only that, it also provides a
scope of portraying the hero (who is a king) and his sambhoga.
Since he goes through various feelings and situations in his
life, the playwright has to compartmentalize them and make
them vivid. In order to do so, he has to make the Acts smaller
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ones. Bharata warns that Acts need not be stretched too
much (aviprakæ¶¢a) so that the hero (king) and his
enjoyments (sambhoga) and situations (avasthå) would be
presented with more clarity.12

Bharata in his time has seen the predominance of kings
in the story of drama. A common man like Cårudatta had to
take centuries to climb the central podium of drama. Besides
the king, Bharata has also recognized the honorable position
of queens, royal elders, priests, ministers and generals. They
exude different feelings and sentiments, which are
systematized through Acts.13   These characters necessitate a
good number of Acts. Bharata ranges their number form
five to ten.14  but it is not found in all the important
manuscripts of N.›. . . 15

Bharata allows some incidents like those of anger,
satisfaction, sorrow, lifting of cures, chaos, marriage and
wonders that are feasible to be shown in an Act. It is in fact
very necessary to note Bharatas assertion that all the incidents
a playwright wishes to incorporate in a drama have to run in
consonance with the prayoga-vij¤åna adopted for the whole
endeavour. Nothing should go against the art of stage
performance. The phrases like ëavirodhena prayoge¶uí16  and
ëåva‹yakåvirodhenaí17  signify such prescriptions. What is
however more important, Bharata underlines that the
purpose of drama has the highest importance and prayoga is
a means for it, therefore, too much of things and incidents
should not overcrowd an Act since this can go against the
necessary purpose of it.18  He also wishes to make the
incidents of an Act go parallel with the actual time division
of a day.19  And the incidents or activities that could not be
staged before the end of a day, then they shall be enacted
briefly in a prave‹aka slashing the Actís progress then and
there.20  Prave‹aka can also be employed to show in a
microscopic way the activities that can otherwise take away a
long stretch of time in a drama. 21  So prave‹aka is defined by
Bharata as that intermediary part between two Acts where
the characters talk among themselves to briefly indicate the
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audience about the incidents, which would have otherwise
taken a time span of one month to one year. A character
traveling a long distance is also shown briefly in a prave‹aka
(interlude).22 This abridged presentation through such a
stage-technique is always to smoothen the presentation of
the incidents in the following Act.23

The characters, speaking other than Sanskrit have been
accommodated in Bharataís drama. In the Seventeenth
chapter of N.›., Bharata has discussed over which character
would speak which language. Many are directed to speak
Prakrit. Even the Sanskrit speaking characters can speak
Prakrit on the demand of any situation.24  According to the
nativity of a character, the consumed actor is also directed
to speak (any of the seven types of) country-language (de‹a-
bhå¶å) ñ

vFkok NUnr% dk;kZ ns'kHkk"kk iz;ksDr`fHk%AvFkok NUnr% dk;kZ ns'kHkk"kk iz;ksDr`fHk%AvFkok NUnr% dk;kZ ns'kHkk"kk iz;ksDr`fHk%AvFkok NUnr% dk;kZ ns'kHkk"kk iz;ksDr`fHk%AvFkok NUnr% dk;kZ ns'kHkk"kk iz;ksDr`fHk%A
ukukns'kleqRFka fg dkO;a Hkofr ukVdsAAukukns'kleqRFka fg dkO;a Hkofr ukVdsAAukukns'kleqRFka fg dkO;a Hkofr ukVdsAAukukns'kleqRFka fg dkO;a Hkofr ukVdsAAukukns'kleqRFka fg dkO;a Hkofr ukVdsAA2525252525

The variety of languages (mainly Sanskrit and Prakrit)
that are allowed in ten rμupakas are of four types-(1) Atibhå¶å
(Language of Gods) (2) Årya-bhå¶å (Language of people of
higher rung in the Aryan society), (3) Jåtibhå¶å (Language
of non-Aryans) and (4) Yonyantar∂ bhå¶å (Language of
animals, birds).26  All this speaks of the broad-based hold of
drama in a society-though the royal patronage might have
the pivotal role in the expensive endeavous. This also speaks
of the right of other language in a Sanskrit drama.
Therefore, fitting to the types of characters in a Sanskrit
drama, as interlude can be in Sanskrit (Udåtta-vacana) or in
Prakrit.27  However, the condensation of the prolonged
incidents is its main purpose in a drama.28

Bharata, again, has shown another important role of an
interlude. He prohibits the scenes of war, disintegration of
a kingdom, death and blocking a city etc. from being
displayed on the stage and utilizes an interlude to brief the
audience about them. However, neither in an Act nor in an
interlude the slaughter of an uprising hero is permitted.
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Heroís fleeing, getting arrested or agreeing to a treaty with
an opponent is allowed in a drama only with enough poetic
puns so as to protect the rasa form getting marred. So the
use of interludes and prohibition of certain scenes are for
the protection of the good tastes, and of human and moral
values of the then Indian society.

Bharata has stressed on the low population on stage. A
family in a drama should be of four or five members at the
most. The arrangement (kårya) of Acts should be like the
tuft of hair in a cowís tail i.e., smaller Acts towards the end.
And the core and kernel part of drama should be kept in
suspense to be revealed at the end. This would help
generating an impression before the andience leave
auditorium.29

Thus Bharata has not only codified the sets of vidhi and
niÓedha but has also instructed the technique for nourishing
rasa in a drama. By placing famous or royal characters on
the centre-stage, he has accepted the importance of king
and royal patronage in the affairs of drama. At the same
time by bringing Prakaraƒa at par with drama,30 he has also
recognized the imaginary stories or heroes that are capable
of giving pleasure to the audience. Dwelling long on Act
and Interlude is the context of drama; he has intended to
take care of the nerves of the audience who would surely
not tolerate prolonged stage activity without any thematic
progress. He has desired to make the stage incidents realistic
by presenting them parallel to the actual time of a day.31

DHANAÑJAYA (947-996 AD):
Dhana¤jaya (D.) accepts Bharataís dictum that ìnrpat∂nåm

yac caritam . . . . . . tan nå¢kamî (drama is a life-story of kings).32

But he deciphers more on the nature of a king who could
be the hero of a drama. A hero is a valorous king endowed
with appeasing qualities. He is a hero of dh∂rodåtta type a
råjar¶i as well. Bharata has hinted on the typology of hero, in
the twenty fourth chapter of N.›.33  D. adds that he should
be the protector of three Vedas (trayyås tråtå), a man
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desirous of fame (k∂rtikåmo) and full with great enthusiasm
(mahotsåha¨).34  As we know Bharata has prohibited many
negative incidents that could cause sorrow and anxiety in
the audience and mar the flourishment of rasa.35  On the
other hand, D. has advised for a bolder thing than a mere
poetic pun (Bharata means to express unpalatable
incidents). He says to change the course of Itihåsa or
completely omit a portion of it in order to avoid the facts
that tarnish the hero or mar a rasa ñ

;Ùk=kkuqfpra fdf×pUuk;dL; jlL; okA;Ùk=kkuqfpra fdf×pUuk;dL; jlL; okA;Ùk=kkuqfpra fdf×pUuk;dL; jlL; okA;Ùk=kkuqfpra fdf×pUuk;dL; jlL; okA;Ùk=kkuqfpra fdf×pUuk;dL; jlL; okA
fo#¼a rRifjR;kT;eU;Fkk ok çdYi;sr~AAfo#¼a rRifjR;kT;eU;Fkk ok çdYi;sr~AAfo#¼a rRifjR;kT;eU;Fkk ok çdYi;sr~AAfo#¼a rRifjR;kT;eU;Fkk ok çdYi;sr~AAfo#¼a rRifjR;kT;eU;Fkk ok çdYi;sr~AA36

Such a stand of D. is a clear deviation from Bharata who is
rather interested to directly or exactly show the life and
enjoyment of a hero for providing pleasure to the audience
-ìye nåyakå nigaditås te¶åm pratyak¶a-carita-sambhoga.  î37 D.
must have seen many matured dramas that have been
inclined to twist history and epic characters to make the
stage-act more tasteful. The most ostensible instance is
›åkuntala where Kålidåsa has invented the trespassing of an
elephant into Kaƒvaís hermitage, Durvåsåís curse and ring
episode etc. for protecting the character of the king
Du¶yanta. D. must have taken inspirations form such
instances to allow a playwright taking poetic freedom with
the epic facts. D. however, mentions how the author Måyuråja
omitted the episode of Båliís death in Råmaís conceitful
hands projecting the hero (Råma) of his drama
Udåttaråghavam flawless in  character. This episode has been
twisted by Bhavabhμuti in his Mahåv∂ra-carita where Båli, as a
friend of Råvaƒa, attacks Råma and gets killed.38

In the nineteenth chapter of N.›, the categorization of
sandhi, sandhyaΔga and artha-prakæti etc. are discussed as the
inner aspects of drama. However during the time of D. and
onwards, the availability of dramas is plenty and hence the
illustrations for each aspects are clearer and more
comprehensive. Bharata has also not seen a big difference
between Prave‹aka and Vi¶kambhaka, which he classifies as
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pure (‹uddha) and mixed (saΔk∂rƒa) or mi‹ra.39  The place
of vi¶kambhaka inside an Actí (aΔkåntaråla) as spelt out by
Bharata is actually between mukha-sandhi and the Act as
prescribed by Kohala. Abhinavagupta says that the
articulation of Bharata (as aΔkåntaråla) is actually a sign
(upalak¶aƒas) of what is intended and is not a fault of miss-
prescription.40

D. brings more clarity on the concept of vi¶kambhaka. As
per the ëdemand of necessity,í he says, a playwright should
employ a vi¶kambhaka or straightway an Act in the beginning
of a drama. Explaining the ëdemand of necessity (kårya-
yukti¨)í which may be close to Bharataís phrase ëarthakriyåí
(vide fn. 39), he opines that a large part of a subject of
drama, which are necessary to be conveyed at first but are
actually not attractive enough should be conveyed through
a vi¶kambhaka. On the other hand, when the interesting
matters exist right in the beginning, then an Act dependent
on an åmukha or praståvanå (prelude) can be employed
straight way.41  Bharata speaks briefly about vi¶kambhaka after
concluding the discussion on drama and within the context
of prakaraƒa. He seems to be more satisfied with pravae‹aka.
The plural forms ëprave‹akai¨í and ëprave‹akå¨í that he uses
in the Eighteen chapter of N.›. is construed as a ëvariety of
prave‹aka.í But he really seems to have used the words in
the sense of a ënumber of prave‹akasí in different situations
of a drama. In the fifth chapter of N.›., he vividly describes
how one should start a drama. There he uses the words like
sμutradhåra, sthåpaka, praståvanå and kåvya-praståvaka etc.42

However, D. does not provide a precise definition for
drama like Bharata.43  Not is he as impressive and vivid as the
latter in defining the Act when he says-

çR;{kusr`pfjrks fcUnqO;kfIr&iqjLÑr%AçR;{kusr`pfjrks fcUnqO;kfIr&iqjLÑr%AçR;{kusr`pfjrks fcUnqO;kfIr&iqjLÑr%AçR;{kusr`pfjrks fcUnqO;kfIr&iqjLÑr%AçR;{kusr`pfjrks fcUnqO;kfIr&iqjLÑr%A
vËks ukukçdkjkFkZ&lafo/kku&jlkJ;%AAvËks ukukçdkjkFkZ&lafo/kku&jlkJ;%AAvËks ukukçdkjkFkZ&lafo/kku&jlkJ;%AAvËks ukukçdkjkFkZ&lafo/kku&jlkJ;%AAvËks ukukçdkjkFkZ&lafo/kku&jlkJ;%AA44

In order to explain his phrase ëraså‹raya í, he has employed
another kårikå that reflects the rasasμutra of Bharata. But the
concept of drama took a different turn when he added that
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the story line of a drama should not be broken for long while
delineating a particular rasa. Nor the rasa, he says, should
be marred by the authorís curiosity of over-bordering the
drama with vastu (subject-matter), alaΔkåra
(embellishments) and the nå¢ya-lak¶aƒas.45  When Bharata
allows a variety of rasa in a drama and specifies only adbhμuta
in the nirvahaƒa, D. codifies the desire of the post-Bharata
audience who preferred ‹æΔgåra and våra as the main rasa
and others like karuƒa, håsya and bhayånaka as the subsidiary
one.46  He agrees with Bharata on some elements to be
prohibited on stage, but adds some thing more like traveling
a distance, eating, taking bath, sex, anointing, hanging or
wearing dresses etc. He suggests that these will be hinted
through interludes. However he does not prohibit any
activity or ritual relating to gods and forefathers.47

D. agrees with Bharata that a king should be on the
centre-stage of a drama. Thus, from the pre-Bharata to post-
Dhana¤jaya period, a kingís shadow falls deeply on drama.
However the most eye-catching of Dís opinion is that a hero
(king) must be a protector of three Vedas. His own king
Mu¤j (Våkapatiråja) had died in the hands of enemies. His
time witnessed the fall of Hindu kingdoms during the early
medieval period. The Arabian fighters were entering India
from Kabul and Ghazni. Sabuktigin (950-97 A.D.) and his ill-
famous son Mahmud of Ghazin (970-1030 A.D.) attacked
Shahiya ruler Jayapåla and his son Ånandapåla of Punjab
around Multan and gradually entered Kanauj, Mathurå and
Gwalior etc.48  Perhaps this was the reason that D. was in
search of a protector of Vedas.

ABHINAVAGUPTA (950-1020 AD)
Abhinavagupta (AG) is backed by a great tradition of drama

and dramaturgy almost unknown to us. Pt. Madhusudan
Shastri has prepared a long list of authors A.G. has referred
to.49 A.G. categorically states that the famous subject for a
drama is to be chosen from the Mahåbhårata etc.50  When
both Bharata and D. agree to allow a divine character to be
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the hero to a drama A.G. finds fault in it. To him if a divine
character were given a prime place in a drama, then the
love-in-separation, pathos, wonder, fright or anger etc.
ascribed to him would make him a common man. If we
forcefully put all these feelings on him, then it would destroy
theimag what he is famous for. On the other hand, if we
withdraw those feelings from a hero, because he is a divine
being, then what kind of drama shall we make?  A drama,
says A.G., is known for the pleasure (ra¤janå) of aroused
feelings. Without this, there canít be any drama at all. So
the read hrŒaya-samvåda (the spreading of heart-felt
feelings) is not possible in such cases. Gods have no sorrow
and for the eradication of which (even in as imaginary level)
any network of drama could be fabricated. Thus in A.G.ís
framework of drama, the Uttara-råmacarita with Råma as its
hero has a negligible claim. However what is more interesting
to note, A.G. concedes that a female divinity can be
incorporated in a drama as the heroine, because the
audience can surmise many feelings in her on the basis of
the feelings exuded by the male human character. A.G.
makes such a concession probably to uphold Vikramorva‹∂ya
as a drama.51

A.G. gives fairly a convincing understanding of the word
ënå¢aka.í He says, the behaviour of the royal characters on
stage renders an humbling effect, which entering the mind
of the audience gives a hilarious release of feelings and
pleasurably shakes the body and mind. As it makes both (body
and mind) dance, it is called ënå¢akaí a word that has been
derived form the root ëna¢aí meaning both dance and
drama.52

Illustrating from Ratnåval∂, A.G. shows three categories
of Actñ(1) aΔkåvatåra (an Act conjoined with another), (2)
cuŒå (as Act rich whit types of special meanings expressed
by sμuta and band∂ etc.) and (3) aΔkamukha (an Act where a
male or female character relates the meaning and motive
of one Act with those of another).53  He has also clearly stated
that Bharataís ëprave‹akaí would mean cμulikå aΔkåvatåra,
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aΔkamukha, prave‹aka and vi¶kambhaka. Such elaboration is
made by him on the strength of Kohalaís understanding of
the word as these five arthopak¶epakas.54

RAMACANDRA-GU °NACANDRA (1050-1100 AD)
Nå¢yadarpaƒa (ND) is a combined effort of Råmacandra

and Guƒacandra (R.&G.), the disciples of Hemacandra, the
famous åcårya of Jaina literature. The text seems to be an
extension of the dramaturgical norms of Bharata and yet its
has also it own conspicuous addition to the further
nourishment of the idea of drama. Unlike their predecessor,
R. & G. have added dharma, artha and kåma, as the positive
fruits of drama, in the body of dramaís definition ñ

[;krk|&jktpfjra /keZdkekFkZlRiQye~A[;krk|&jktpfjra /keZdkekFkZlRiQye~A[;krk|&jktpfjra /keZdkekFkZlRiQye~A[;krk|&jktpfjra /keZdkekFkZlRiQye~A[;krk|&jktpfjra /keZdkekFkZlRiQye~A
lkËksik;&n'kk&lfU/k&fnO;kËa r=k ukVde~AAlkËksik;&n'kk&lfU/k&fnO;kËa r=k ukVde~AAlkËksik;&n'kk&lfU/k&fnO;kËa r=k ukVde~AAlkËksik;&n'kk&lfU/k&fnO;kËa r=k ukVde~AAlkËksik;&n'kk&lfU/k&fnO;kËa r=k ukVde~AA55

But actually they also mean the path to mok¶a (spiritual
liberation, not the temporary release from the cocoon of
personal feelings, worries and idiosyncrasies through
identification with the character on stage) through drama.
In the benediction at the beginning of the first Viveka
(Chapter) of ND, they wish to sayñ

prqoZxZiQyka fuR;a tSuha okpeqikLegsAprqoZxZiQyka fuR;a tSuha okpeqikLegsAprqoZxZiQyka fuR;a tSuha okpeqikLegsAprqoZxZiQyka fuR;a tSuha okpeqikLegsAprqoZxZiQyka fuR;a tSuha okpeqikLegsA
:iS}kZn’kfHk£o'oa ;Fkk U;kÕ;s /k`ra ifFkAA:iS}kZn’kfHk£o'oa ;Fkk U;kÕ;s /k`ra ifFkAA:iS}kZn’kfHk£o'oa ;Fkk U;kÕ;s /k`ra ifFkAA:iS}kZn’kfHk£o'oa ;Fkk U;kÕ;s /k`ra ifFkAA:iS}kZn’kfHk£o'oa ;Fkk U;kÕ;s /k`ra ifFkAA
So the twelve forms of Rμupakas reflect the preaching of

Jania Mahåv∂ra and fetch the four highest goals of life.
Actually Jaina and Buddhist traditions, more strongly than
the orthodox Hindus, regard all form of performing arts as
the distractions in the path to salvation. But the popularity
of Rμupakas must have compelled them to accept the dramatic
forms as worthseeing. If drama is to be shown relevant to
their spiritual life, salvation has to be accepted as a fruit of
Nå¢ya. This is what R. & G. have done in their definition of
drama. They have also simplified the idea of the four types
of hero and have earmarked what type of characters would
beam what type of qualities.56  Besides the other instructions
that their predecessors have pronounced R. & G. have shown
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interest in proportionate verbal expression in a drama, as it
is different from padya or gadya kåvya ñ

LoYii|a y?kqx|a f'y"VkokUrjoLrqde~ALoYii|a y?kqx|a f'y"VkokUrjoLrqde~ALoYii|a y?kqx|a f'y"VkokUrjoLrqde~ALoYii|a y?kqx|a f'y"VkokUrjoLrqde~ALoYii|a y?kqx|a f'y"VkokUrjoLrqde~A
flU/kq&lw;s ZUnq&dkykfn&o.kZukf/kD;&o£tre~AAflU/kq&lw;s ZUnq&dkykfn&o.kZukf/kD;&o£tre~AAflU/kq&lw;s ZUnq&dkykfn&o.kZukf/kD;&o£tre~AAflU/kq&lw;s ZUnq&dkykfn&o.kZukf/kD;&o£tre~AAflU/kq&lw;s ZUnq&dkykfn&o.kZukf/kD;&o£tre~AA57

VI›VANÅTHA (1300-1384 AD)
Vi‹vanåtha (V) made a compendium of poetic norms in

his Såhityadarpaƒa (SD) taking note of his predecessors.
However his theory of drama tilled more towards the themes
from the Råmåyaƒa drama, surely he was opposing to the
hero-hood of persons like Kæ¶ƒa in Veƒ∂s√håra and Råma
in Uttararåmacarita (UR) and was in favour of råjar¶is like
Yudhi¶¢hira and Du¶yanta. Bharata, D. and R.&G. etc. were
in favou of both råjar¶i and a divine being. But Råma of UR
does not fit to their scheme, as he is a divine-cum-non-divine
character. The puƒdits contemporary to Bhavabhμuti opposed
to the main flow of pathos in UR which also seemed to have
projected that the Råmåyaˆa was a poetry of pathos. The
whole tradition of dramaturgy accepting ›æΔgåra and V∂ra as
the main sentiment of a drama, the chance of Råma as a
hero of an accepted drama (U.R.) was bleak. Even the word
prakhyåta in the definition of drama has been understood
to be a famous story or person from the Mahåbhårata etc.
(Vide f.n. 50)

In such a situation, V. raised his head in favaour of Råma.
Taking a clue from Raghuv√‹a, he boldly declared, the aim
of poetry is to make the readers like Råma58  - a clear drift
from the Mahåbhårata-tilted tradition, elucidating upon
garbhåΔka, he refers to the garbhåΔka named S∂tå-svayamvara
in Bålaråmåyaƒa.59  Similarly, while giving examples of
Patåkå, he first remembers the episode of Sugr∂va.60  His SD
is replete with illustrations from the poetry on Råma. He
accepted the erotic and heroic sentiments as the main rasas
in a poetry / drama and thereby indicated that the Råmåyaƒa
is an epic of heroic sentiment. He interpreted khyåta-vættatva
of a drama clearly in favour of Råma and said ñ^^[;kra
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jkek;.kkfnizfl¼a o`Ùke~A ;Fkk&jkepfjrkfn-**61  A drama has to be beset
with pain and pleasureñëSukha-du¨kha-samudbhμuta.í This he
interpreted asñëlq[kn%[kleqn~HkwrRoa jke;qf/kf"Bjkfno`ÙkkUrs"ofHk&O;Dre~í.62

Doing this, he proved himself to be samånadharmå of
Bhavabhμuti and accepted UR as a successful drama. But here
came the opposition of the pro-Abhinavagupta rhetoricians
who could point out Råma breaking down in tears and even
fainting out in the pang of sorrow in contradiction to his
divine character. Neither a råjar¶i nor a divinely (divya)
having such personality, is too incomprehensible as a hero
of a drama.

In order to neutralize such an opposition V. accepted
three types of hero in a drama- (1) råjar¶i (2) divine and
(3) divine-cum-non-divine hero.63  Here the third type is a
character who is actually divine but thinks himself human.
V. Explains ñjkt"kZ;ks nq";Urkn;% fnO;k% JhÑ".kkn;%] fnO;kfnO;%] ;ks
fnO;ks¿I;kRefu ujkfHkekuk] ;Fkk & JhjkepUnz%A64

V. also advises like R.& G. not to use difficult words or
meaning in a drama in order to creat rara and bhåra.65  He
also desires to see a drama not overburdened with verses-
nåtipracura-padyavån66 refraining the pro-Bhavabhμuti
playwrights from going highly lyrical.

Thus, although Bharataís vision of drama has remained
grossly uncharged through ages, many necessary subtle
modifications were executed by later dramaturgists. All
omissions and commissions in the concept of drama have
been effected with the rise of new dramas or with efforts of
accommodating controversial dramas. However the
development of the concept has made the science of Indian
drama broader and more acceptable.
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The V∂th∂ and the V∂thyaΔgas

S. Ramaratnam

The V∂thi∂ is one of the ten types of Sanskrit drama, the
other nine being, Nå¢aka, Prakaraƒa, Bhåƒa, Prahasana,
°Dima, Vyåyoga, Samavakåra, AΔka and ∫håmæga. The
difference between them lies in the theme chosen, the type
of hero selected and the rasa that is delineated. For example,
in Nå¢aka, the theme is either Puråƒic or historical while
the Prakaraƒa has a social theme. Bhåƒa is a monologue
play.  Prahasana has comic as the predominant sentiment
while aΔka has karuƒa (Pathos) as its main rasa. The V∂th∂ is
a one act play with a social theme. There can be just two of
three characters in it. The sentiment of love is prominent in
it. The V∂th∂ and its elements have to be studied in relation
to other play forms like Nå¢aka.

Indiaís culture is based on its literature and art. The values
were imparted to the society through the narration of the
epics and the Puråƒas and also through several types of play
forms and art forms. The V∂th∂ is one such play form that is
directly connected with the common people and their
problems. While major play forms like Nå¢aka and Prakaraƒa
have attracted the attention of a number of scholars, the
V∂th∂ has not been studied in detail yet. The elements of
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V∂th∂ that are widely employed in other play forms as well.

The meaning of V∂th∂ :
The V∂th∂ literally means street. The play form V∂th∂ can

probably be equated with what we call as street play in the
present day context. The advantage of the street play is that
it reaches the common people directly and it is free from
sophisticated techniques and complicated theatrical devices.
The message conveyed is simple and direct. It can be related
to socially relevant themes and hence its importance. We
may proceed on the hypothesis that the Sanskrit V∂th∂ was
also designed with this purpose in mind. It might have taken
a different turn over the centuries.

The V∂th∂ has not been given the attention it deserves in
the world of scholars. Not many V∂th∂s have been published
so far and quite a good number of them are still in manuscript
form waiting to see the light of the day.
The definition of V∂th∂

The V∂th∂ has been defined thus in the Nå¢ya‹åstra :

V∂th∂ syåd anekåΔkå tathaikahåryå dvihåryå vå /
Adhamottamamadhyåbhiyuktå  syåt prakætibhis tisæbhi¨//
Sarvarasalak¶ƒåŒhyå yuktå hyaΔgais trayoda∂abhi 1  //

The Da‹arμupaka and other dramaturgical texts have added
one or two more points. A consolidated account of the V∂th∂
may be given as follows:

The V∂th∂ is a one act play. It may have two acts also
depending upon the theme of the play. It may have a Puråƒic
theme or a social theme. It may consist of higher, middle or
lower characters. It may have a touch of all the rasas but
‹æΔgåra is predominant in it. It is marked by thirteen
elements called the ëV∂thyaΔgas.í The V∂th∂ has only two
junctures namely the opening and the denouement. But it
has the scope for all the ëarhaprakætisí, the germ, the drop
(b∂ja, bindu) etcetera. It contains a ëpraståvanåí and may have
a ëvi¶kambhakaí in the act proper. It may have just one or
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two characters on stage but other characters may speak
through the ëåkå‹a bhå¶itaí or the ëcμulikåí technique.

As for the specimens of this play form, Bhoja in his
›æ≈gåraprakå‹a mentions one ëMålatikå V∂th∂í which is not
traced yet. Mention may be made of Premåbhiråma of
Ravipåthi Tripuråntaka, S∂tåkalyåƒa V∂th∂ of VeΔkappiah,
L∂låvat∂ V∂th∂ and Candrikå V∂th∂ of Råmapåƒivåda, all of which
belong to the eighteenth century.

The V∂th∂ and the Prahasana
The V∂th∂ and the Prahasana have many common

features. Both of them are one act plays. They have limited
characters and limited sandhis. Both of them appeal to the
common people. The Prahasana may consist of the
V∂thyaΔgas also. Bharata says that the bhårat∂ vætti shall be
employed in Prahasana and the V∂th∂2 . Referring to the
Prologue, Bharata says,

Bhedås tasyås tu vij¤eyås catvåro aΔgatvamågatå¨ /
Prarocanåmukha≈ caiva v∂th∂ prahasana≈ tathå //

It means that the Bhårat∂ vætti, a style of expression will be
suitable for Prarocanå part of the Prologue and also the
parahasana and the V∂th∂.

It the light of its relation to the V∂th∂, some aspects of
Prahasana may also be discussed here. Prahasana has comic
as the predominant sentiment. It ridicules the ways of cheats
who exploit the common people in the garb of holy men,
ascetics, and Bråhmaƒas. Now, is it not improper to make
these noblemen the butt of ridicule on the stage?
Abhinavagupta analyses this problem. The activities of the
holy men etc. are not by themselves subject to any criticism
or disapproval. It is only when they become rogues that we
have a case for Prahasana.

;s rq LoHkkor% u x£grk HkxoÙkkilkfnps"Vkfo'ks"kSLrs"kka izkÑriq#"k&
laØkfUrnkSjkRE;ksfnrka vU;lEcU/kn`";ekur;k izgluh;rka ;krk%3 A

The V∂th∂ and the V∂thyaΔgas: S. Ramaratnam
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As for the number of V∂thyaΔgs to be employed in a
Prahasana, Abhinava says that there is no hard and fast rule.4

With regard to the number of acts in a Prahasana, Abhinava
says,ó 'kq¼aa ,dkËa ladh.k± rq vusdkËe~] os';kfnpfjrla[;kcykfnfr dsfpr~5 A

Abhinava also answers the question whether it is worthwhile
to present on the stage a Prahasana, which generally depicts
the life of the degraded persons. He says that the Prahasana
too has its moral appeal in that it shows how one should not
act. If the association of the rogues can corrupt the minds of
even the holy men ascetics and the Bråhmaƒas, it is needless
to say what effect it would have on common men. On
witnessing the Prahasana, a wise man would become wiser
and would learn to avoid the wicked.

rf}"k;s ;% izÑ"Vks fookn% fo#¼r;k voHkklusu iQyHkwrsu lEik|r;k
;nqÙkQa izgL;ekua rr~ rFkkHkwrpfjrkoyksdusu fg laLÑrefr% O;qRik|ks u
Hkw;Lrku~ o×pdkuqiliZfr bfrA6

Nå¢yadarpaƒa (ND) follows Abhinavabhårat∂ in
interpreting the definition of Prahasana found in the
Nå¢ya‹åstra. The new point that ND mentions is with regard
to the statement, årta-str∂-båla-mμurkhådi¨ adhikår∂. Does it
mean that the regular connoisseurs of art (sahædayas) are
prohibited from seeing a Prahasana ? Prahasana, being
simple in theme and replete with comic situations, will
invariably appeal to women, children and the innocent at
once. They are thus trained in the art of witnessing dramas
and analyzing them critically. In course of time, they too can
become full-fledged connoisseurs of art like others and can
witness and enjoy the perfec play forms, the Nå¢aka and the
Prakaraƒa. The Prahasana, according to ND, marks the first
stage in the art of appreciating the popular play form,
Nå¢aka.

çglusu p ckyL=khew[kkZ.kka gkL;izn'kZusu ukVÔks çjkspuk fØ;rsA rr%
lÜkr&ukVÔk#p;% 'ks"k:idS% /kekZFkZdkes"kq O;qRik|UrsA7
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The Prahasana Elements
Among other dramaturgical texts dealing with the

definition of Prahasana, Rasårƒavasudhåkara of ›iΔgabhμupåla
deserves special mention. The author gives a list of ten new
elements of Prahasana and illustrates8  them from
Ånandako¶a Prahasana, which is yet to be traced. The ten
element are:

voyfxreoLdUnks O;kgkjks foizyEHk miifÙk%A
Hk;eu`ra foHkzkfUr% xånokd~ p izyki'pAA

(i) ëAvalagitaí consists in decrying (nw"k.k) or abandoning
(R;tu) oneís earlier decision, out of delusion.

iwoZekRex`ghrL; lekpkjL; eksgr%A
nw"k.ka R;tua pk=k f}/kkoyfxra ere~AA
;kfu |fUr xykn/k% lqÑfruks yksEuka p rs"kka fLFkre~A
;kU;w/o± ifjiks”k;fUr iq#"kkLrs"kka eqgq% [k.Mue~AA
ÑRok loZtxn~ fo#¼fof/kuk l×pkfj.kka ekn`'kkaA
Jhxhrk p gjhrdh p gjrks gUrksiHkksX;a o;%AA

Since the monk here is presented as decrying his ascetic
life, this is an illustration of  ëavalagitaí comprising dμu¶aƒa.
Another illustration is from the Prabodhacandrodaya,9  where
a K¶apaƒaka desires to take up another religious order, giving
up his own (tyajana).

vgks dkikfydn'kZuesoSda lkS[;eks{klk?kue~A Hkks dkikfyd] vga ro
lkEizra nkl% lao`Ùk%A ekefi egkHkSjokuq'kklus nh{k;A

(ii) Avasda  : ëAvaskandaí is the one where several persons
offer different and absurd interpretations to a given
phenomenon, according to their own bent of mind.

The V∂th∂ and the V∂thyaΔgas: S. Ramaratnam
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voLdUnLrq vusds"kka v;ksX;L; ,doLrqu%AvoLdUnLrq vusds"kka v;ksX;L; ,doLrqu%AvoLdUnLrq vusds"kka v;ksX;L; ,doLrqu%AvoLdUnLrq vusds"kka v;ksX;L; ,doLrqu%AvoLdUnLrq vusds"kka v;ksX;L; ,doLrqu%A
lEcU/kkHkkldFkukr~ LoLo;ksX;Ro;kstukAAlEcU/kkHkkldFkukr~ LoLo;ksX;Ro;kstukAAlEcU/kkHkkldFkukr~ LoLo;ksX;Ro;kstukAAlEcU/kkHkkldFkukr~ LoLo;ksX;Ro;kstukAAlEcU/kkHkkldFkukr~ LoLo;ksX;Ro;kstukAA

;fr% % lk{kk‰wra onfr dqp;ksjUrja }SroknaA
ckS¼% % Hkkoks cks/k{kf.kdefgek lkSxrs nÙkikn%A
tSu% % ckgksewZys u;fr 'kqfprkekgZrh dkfpnh{kkA
losZ % ukHksewZya izFk;fr iQya loZfl¼kUrlkje~AA

Here the adherents of different faiths try to read their
own philosophical truths, wrongly though, in the physical
configuration of a harlot.

(iii) ëVyåhåraí is a humorous conversation between two
or three persons.

^O;kgkj% Lolaoknks f}=kk.kka gkL;dkj.ke~A*^O;kgkj% Lolaoknks f}=kk.kka gkL;dkj.ke~A*^O;kgkj% Lolaoknks f}=kk.kka gkL;dkj.ke~A*^O;kgkj% Lolaoknks f}=kk.kka gkL;dkj.ke~A*^O;kgkj% Lolaoknks f}=kk.kka gkL;dkj.ke~A*
ckS¼% & (;¯r foyksD;) dqrks eq.M% ,dn.MhA
feF;krhFkZ% & (foyksD;] n`f"Ve~ vid"kZu~] vkRexra) {kf.kdoknh

u lEHkk"k.kh; ,oA rFkk¿fi n.Ma vUr/kkZ; fu#Ùkja
djksfeA (izdk'ka) v;s 'kwU;okfnu~] vn.Mks eq.Mks¿ga
vkxyknfLeA

tSu% & (vkRexra) uwuelkS ek;koknhA Hkorq] vgefi fdefi
vUr/kk Z; izLr qr a i `PNkfeA (izdk'k a) v;s
egkifj.kkeokfnu~ c̀gn~cht] yksEuka lekutkrh;Ros¿fi
ds”kkf×pr~ ladrZue~] vU;s"kka laj{k.kfefr O;ofLFkrs%
¯d dkj.ke~\

feF;krhFkZ% & thones/;eX/kkjdks ujfi’kkpks¿;a vUr/kkZ;kfi u
lEHkk”k.kh;%A

fu"dPNdh£r% & (lknja) l[ks] vkgZrequs] okns Ro;k v;a vizfri£Ùkuke
fuxzgLFkkuekjksfirks ek;koknhA

feF;krhFkZ% & (vkRexra) uwufeekofi ekn`'kkoso fyÌ/kkj.kek=ks.k
dqf{kEHkjh L;krke~A

This humorous conversation between the followers of
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different religious schools is an instance of ëVyåhåra.í
(iv) ëVipralambhaí is frightening and deceiving others

of pretending possession by an evil spirit and the like. This is
illustrated by another passage from Ånandako¶a, where a
gaƒikå pretends possession of a ëyak¶iƒ∂, and deceives others.

(v) ëUpapattií is offering a humorous explanation for a
well-known phenomenon or concept on the basis of another
well-known observation.

miifÙkLrq lk izksÙkQk ;r~ izfl¼L; oLrqu%AmiifÙkLrq lk izksÙkQk ;r~ izfl¼L; oLrqu%AmiifÙkLrq lk izksÙkQk ;r~ izfl¼L; oLrqu%AmiifÙkLrq lk izksÙkQk ;r~ izfl¼L; oLrqu%AmiifÙkLrq lk izksÙkQk ;r~ izfl¼L; oLrqu%A
yksdizfl¼;k ;qDR;k lk/kua gkL;gsrqukAAyksdizfl¼;k ;qDR;k lk/kua gkL;gsrqukAAyksdizfl¼;k ;qDR;k lk/kua gkL;gsrqukAAyksdizfl¼;k ;qDR;k lk/kua gkL;gsrqukAAyksdizfl¼;k ;qDR;k lk/kua gkL;gsrqukAA

For instance:
feF;krhFkZ% & (iqjks¿oyksD;) v;s milfjÙkhja fiIiyukek ouLifr%

;Òk xhrklq Hkxork futfoHkwfrr;k fu£n"V%A
(fofpUR;) dFkuL; rjks% b;a vfrefgelEHkkouk\
(foe;;) mii|r ,o´
rRina ruqe/;k;k ;sukÓkRFknyksiee~A
rnÓkRFkks¿fLe o`{kk.kkfeR;wps Hkxoku~ gfj%AA
v=k yksdizfl¼su vÓkRFknyks#ewy;ks% lkE;su gsrquk
yksdizfl¼L;So HkxonÓkRF;ksjSD;L; lk/kua gkL;dkj.ka
miifÙk%A

(vi) ëBhayamí is the fear caused by the arrival of the
policemen etc.

Le`ra Hk;a rq uxj'kks/kdkfnÑrksn;e~ALe`ra Hk;a rq uxj'kks/kdkfnÑrksn;e~ALe`ra Hk;a rq uxj'kks/kdkfnÑrksn;e~ALe`ra Hk;a rq uxj'kks/kdkfnÑrksn;e~ALe`ra Hk;a rq uxj'kks/kdkfnÑrksn;e~A
This Prahasana Element is illustrated by a scene from

Ånandako¶a again, where the sudden arrival of the
policemen throws the pseudo-ascetics out of gear.

(vii) ëAnætamí is an utterance of false praise or flattery.
vu`ra rq Hkosr~ okD;a vlR;LrqfrxqfEiQre~A
rnso vu`ra bR;kgq% vijs LoerLrqfr%AA

e.g.
ckykrisu ifje`"VfeokjfoUna

ekfÜk"Vpsyfeo eUerekri=ke~A
lkyÙkQys[kfeo lkS[;dj.Me|

;wuka eqns r#f.k rRinekrZoa rsAA

The V∂th∂ and the V∂thyaΔgas: S. Ramaratnam
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Loera rq ;Fkk diwZjeÜk;k±́
j.Mk p.Mk nhf{krk /keZnkjk

e|a ekala ih;rs [kk|rs pA
fHk{kk HkksT;a peZ[k.Ma p 'kÕ;k

dkSyks /keZ% dL; uks Hkkfr jE;%AA
(viii) ëVibhråntií is the elusion caused by the similarity of

features between two things.
oLrqlkE;Ñrks eksgks foHkzkfUrfjfr xh;rsA

e.g.
ckS¼% & (iqjks¿oyksD;)

gsedqEHkorh jE;rksj.kk pk#niZ.kkA
dk¿fi xU/koZuxjh n`";rs Hkwfepkfj.khAA

tSu% & vf;] {k.kHkÌokfnu~] ,rnqRikrQya izFken£'kuks Hkor ,oa
ifj.kers ¼bfr ykspus foehy;fr)

ckS¼% & (iqu£uoZ.;Z) gUr] fdeins HkzkUrks¿fLeA
u iqjh;a fo'kkyk{kh u rksj.kfees HkzqokSA
u niZ.kfeekS x.MkS u p dqEHkkfoekS LrukSAA

(ix) ëGadgadavåkí is faltering of speech due to feigned
crying.

vlR;#fnrksfUeJa okD;a xånokd~ Hkosr~A
e.g. (HkfxU;kS ijLijekf'y"; #nr bo)
xqáxzkgh & (vkRexra)

vuqikÙkok"idf.kda xånfu% 'okldfyreO;ÙkQe~A
vu;ksjlR;#fnra lqjrkUrn'kka O;uÙkQhoA

(x) ëPralåpaí is welcoming an unworthy act as a worthy
one.

izyki% L;kr~ v;ksX;L; ;ksX;Rosukuqeksnue~Aizyki% L;kr~ v;ksX;L; ;ksX;Rosukuqeksnue~Aizyki% L;kr~ v;ksX;L; ;ksX;Rosukuqeksnue~Aizyki% L;kr~ v;ksX;L; ;ksX;Rosukuqeksnue~Aizyki% L;kr~ v;ksX;L; ;ksX;Rosukuqeksnue~A
e.g.

jktk & (lkSnk;ksZnzsde~) v;s foMkyk{k] vLenh;s uxjs fo"k;s p
ifrghuk p ;k ukjh tk;kghu'p ;% iqeku~A
rkS nEirh ;Fkkdkea Hkosrkfefr ?kks";rke~AA

fcMkyk{k% & nso% çek.ke~A (bfr lkuqpjks fu"ØkUr%)
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xqáxzkfg & (lYyk?koxksjoe~)
u"VkÓkHkXu'kdVU;k;su izfrikfnre~A
mfprk rs egkjkt ls;a dk#.;?kks"k.kkAA

vfi p & eUokn;ks eghikyk% 'kr'kks xkeiky;u~A
u dsukfi Ñrks ekxZ% ,oekÒk;ZlkS[;n%AA

The V∂thyaΔgas
Since writers like Bharata and others prescribe the

presence of the V∂thyaΔgas in the Prahasana, a brief
description of them may not be out of place here. Bharata
has stated and defined them.10  Other dramaturgical texts
like the Da‹arμupaka offer illustrations too, mostly culled out
from well-known plays. The most striking illustrations and
their appropriate definitions chosen from the various texts,
are given below. The V∂thyaΔgas are thirteen in number.
They are:

m¼kR;dkoyfxrs çi×p=kxrs Nye~A
okDdsY;f/kcys x.M voL;fUnr ukfydsA
vlRçykiO;kgkjs e`nokfu =k;ksn'kA11

(i) m¼kR;d (Speech with a hidden meaning.)
xw<kFkZini;kZ;ekyk ç'uksÙkjL; okAxw<kFkZini;kZ;ekyk ç'uksÙkjL; okAxw<kFkZini;kZ;ekyk ç'uksÙkjL; okAxw<kFkZini;kZ;ekyk ç'uksÙkjL; okAxw<kFkZini;kZ;ekyk ç'uksÙkjL; okA
;=kkU;ksU;a lekykiks }s/kks¼kR;a rnqP;rs;=kkU;ksU;a lekykiks }s/kks¼kR;a rnqP;rs;=kkU;ksU;a lekykiks }s/kks¼kR;a rnqP;rs;=kkU;ksU;a lekykiks }s/kks¼kR;a rnqP;rs;=kkU;ksU;a lekykiks }s/kks¼kR;a rnqP;rsAA12

Udghåtyaka is of two kinds ñ (i) a series of successive words
with a hidden meaning and (ii) a series of questions and
answers.
Illustration for the first kind:

fonw"kd% & Hkks o;L;] d ,"k dkeks ;su Roefi nw;ls\ l ¯d iq#"kks
vFkok L=khfr\

jktk & l[ks]
eukstkfrjuk/khuk lq[ks"oso izorZrsAeukstkfrjuk/khuk lq[ks"oso izorZrsAeukstkfrjuk/khuk lq[ks"oso izorZrsAeukstkfrjuk/khuk lq[ks"oso izorZrsAeukstkfrjuk/khuk lq[ks"oso izorZrsA
LusgL; yfyrks ekxZ% dke bR;fHk/kh;rsAALusgL; yfyrks ekxZ% dke bR;fHk/kh;rsAALusgL; yfyrks ekxZ% dke bR;fHk/kh;rsAALusgL; yfyrks ekxZ% dke bR;fHk/kh;rsAALusgL; yfyrks ekxZ% dke bR;fHk/kh;rsAA

fonw"kd% & ,oefi u tkukfeA
jktk & o;L;] bPNkçHko% l bfrA
fonw"kd% & ¯d ;ks ;fnPNfr l rr~ dke;fr\

The V∂th∂ and the V∂thyaΔgas: S. Ramaratnam
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jktk & vFk~ fde~ \
fonw"kd% & rTKkre~] ;Fkk¿ga lwidkj'kkyk;ka HkkstufePNkfeA

The Avaloka wrongly states that this passage is from the
Vikramorva‹iya. Prof. Raghavan points out that this is from a
V∂th∂ called ëMålatikåí which is also quoted by Bhoja in his
›æΔgåraprakå‹a (Sæ, Pr).13

Illustration for the second kind of  m¼kR;d
dk 'yk?;k xqf.kuka {kek] ifjHko% dks] ;% LodqY;S% Ñr%
¯d nq%[ka] ijlaJ;ks] txfr d% 'yk?;ks] ; vkJh;rsA
dks e`R;qO;Zlua] 'kqpa tgfr ds] ;S£u£trk% 'k=ko%
dS£oKkrfena] fojkVuxjs NÁfLFkrS% ik.MoS%AA14

voyfxr (Unexpected turn)
;=kkU;fLeu~ lekos’; dk;ZeU;r~ çlk/;rsA
rPNkoyfxra uke foKs;a ukVÔ;ksDr`fHk%AA15

ëAvalagitamíconsists in an unexpected turn in events.
Illustration: ›æ, Pr. cites the following passage from the

fp=kiQyd episode in Act II of Ratnåval∂.16

lqlÌrk & lf[k] ;L; Ñrs Uoekxrk lks¿;a rs iqjrfLr"VfrA
lkxfjdk & (lklw;e~) lqlÌrs dL; Ñrs vgxkxrk \
lqlÏrk & (fogL;) vya vU;'kfËrsu] uuq fp=kQydL;A

Here the clever SusaΔgatå indirectly refers to the love
Sågarikå has for the king in a way that is quite unexpected.

(iii) Prapa¤ca: (Unworthy praise)
vl‰wra feFk%Lrks=ka çiÜkks gkL;ÑUer%Avl‰wra feFk%Lrks=ka çiÜkks gkL;ÑUer%Avl‰wra feFk%Lrks=ka çiÜkks gkL;ÑUer%Avl‰wra feFk%Lrks=ka çiÜkks gkL;ÑUer%Avl‰wra feFk%Lrks=ka çiÜkks gkL;ÑUer%A17

ëPrapa¤caí is unworthy praise that evokes laughter. The
Avaloka quotes the Karpμurama¤jar∂ verse, ëraƒŒå caƒŒå . . .
.í18  as an illustration of ëprapa¤ca.í

Trigata : (Triple Explanation)
JqfrlkE;kr~ vusdkFkZ;kstua f=kxra fRogA19

Regarding the exact nature of a particular sound heard,
we have ëtrigata.í
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Illustration.
ok.kheqjtDof.kra JqfrlqHkxa ¯d lq/kkeqp% Lrfure~Aok.kheqjtDof.kra JqfrlqHkxa ¯d lq/kkeqp% Lrfure~Aok.kheqjtDof.kra JqfrlqHkxa ¯d lq/kkeqp% Lrfure~Aok.kheqjtDof.kra JqfrlqHkxa ¯d lq/kkeqp% Lrfure~Aok.kheqjtDof.kra JqfrlqHkxa ¯d lq/kkeqp% Lrfure~A
tynL; fdeKkra ro e/kqjxHkhjokfXoyklks¿;e~AtynL; fdeKkra ro e/kqjxHkhjokfXoyklks¿;e~AtynL; fdeKkra ro e/kqjxHkhjokfXoyklks¿;e~AtynL; fdeKkra ro e/kqjxHkhjokfXoyklks¿;e~AtynL; fdeKkra ro e/kqjxHkhjokfXoyklks¿;e~A20

Here the sweet and resonant words of the Sμutradhåra ara
variously understood by his assistant as the sound produced
by the drum or the cloud or the speech of Sarasvat∂ herself.

(V) Chalam: (Deception)
fiz;kHkSjfç;SokZD;S£oyksH; NyukPNye~Afiz;kHkSjfç;SokZD;S£oyksH; NyukPNye~Afiz;kHkSjfç;SokZD;S£oyksH; NyukPNye~Afiz;kHkSjfç;SokZD;S£oyksH; NyukPNye~Afiz;kHkSjfç;SokZD;S£oyksH; NyukPNye~A21

ëChalamí arises from the desire the desire to deceive or
mislead others with unfriendly words that seem friendly.
Illustration

fo}kulkS dykokufi jfldks cgqfo/kç;ksxK%Afo}kulkS dykokufi jfldks cgqfo/kç;ksxK%Afo}kulkS dykokufi jfldks cgqfo/kç;ksxK%Afo}kulkS dykokufi jfldks cgqfo/kç;ksxK%Afo}kulkS dykokufi jfldks cgqfo/kç;ksxK%A
bfr p HkoUra foÀks fuO;Zw<a lk/kq rr~ Ro;k loZe~AAbfr p HkoUra foÀks fuO;Zw<a lk/kq rr~ Ro;k loZe~AAbfr p HkoUra foÀks fuO;Zw<a lk/kq rr~ Ro;k loZe~AAbfr p HkoUra foÀks fuO;Zw<a lk/kq rr~ Ro;k loZe~AAbfr p HkoUra foÀks fuO;Zw<a lk/kq rr~ Ro;k loZe~AA22

These words of the assistant, though apparently praising
the talents of the Sμutradhåra, are only sarcastic in nature
and hence form the illustration for ëChala.í

Våkkel∂: (Witty retort)
okDdsyh gkL;lEcU/kks f}f=kizR;qfÙkQrks Hkosr~AokDdsyh gkL;lEcU/kks f}f=kizR;qfÙkQrks Hkosr~AokDdsyh gkL;lEcU/kks f}f=kizR;qfÙkQrks Hkosr~AokDdsyh gkL;lEcU/kks f}f=kizR;qfÙkQrks Hkosr~AokDdsyh gkL;lEcU/kks f}f=kizR;qfÙkQrks Hkosr~A23

ëVåkkel∂í arises from a comic dialogue comprising two or
more sets of questions and answers.

Illustration : SD quotes the following verse as an instance
of okDdsyh

fHk{kks ekalfu"kso.ka çdq#"ks \ ¯d rsu e|a foukfHk{kks ekalfu"kso.ka çdq#"ks \ ¯d rsu e|a foukfHk{kks ekalfu"kso.ka çdq#"ks \ ¯d rsu e|a foukfHk{kks ekalfu"kso.ka çdq#"ks \ ¯d rsu e|a foukfHk{kks ekalfu"kso.ka çdq#"ks \ ¯d rsu e|a fouk
e|a pkfi ro fç;a\ fç;egks okjkXukfHk% lgAe|a pkfi ro fç;a\ fç;egks okjkXukfHk% lgAe|a pkfi ro fç;a\ fç;egks okjkXukfHk% lgAe|a pkfi ro fç;a\ fç;egks okjkXukfHk% lgAe|a pkfi ro fç;a\ fç;egks okjkXukfHk% lgA
os';kI;FkZ#fp%] dqrLro /kua\ |wrsu pkS;sZ.k okos';kI;FkZ#fp%] dqrLro /kua\ |wrsu pkS;sZ.k okos';kI;FkZ#fp%] dqrLro /kua\ |wrsu pkS;sZ.k okos';kI;FkZ#fp%] dqrLro /kua\ |wrsu pkS;sZ.k okos';kI;FkZ#fp%] dqrLro /kua\ |wrsu pkS;sZ.k ok
pkS;Z|wrifjxzgks¿fi Hkorks\ u"VL; dk¿U;k xfr%pkS;Z|wrifjxzgks¿fi Hkorks\ u"VL; dk¿U;k xfr%pkS;Z|wrifjxzgks¿fi Hkorks\ u"VL; dk¿U;k xfr%pkS;Z|wrifjxzgks¿fi Hkorks\ u"VL; dk¿U;k xfr%pkS;Z|wrifjxzgks¿fi Hkorks\ u"VL; dk¿U;k xfr%AA24

vf/koy vf/koy vf/koy vf/koy vf/koy (Out vying)
vU;ksU; okD;kf/kD;ksfÙkQ% Li/kZ;k¿f/kcya Hkosr~A25

ëAdhibalamí is a dialogue in emulation or battle of wits
among persons where each one outwits the other.

Illustration: Vi‹vanåtha cites a passage from his own work
ëPrabhåvat∂í26

otzukHk% & vL; o% {k.ksuSo fueZF; xn~iku;kA
yhy;k mUewy;kE;s”k Hkqou};e| o%AA
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iz|wEu% & vjs js] vlqjkiln] vyeequk cgqizykisu, - - - -

x.M% (Abrupt Remark)
x.M% çLrqrlEcfU/k fHkÁkFkZ lglksfnre~A27

ëGaƒŒaí is a statement suddenly introduced in the middle
of another statement as a sort of dramatic irony, which has
some connection with context on hand.

Illustration: Avaloka quotes the following passage from
Utraråmacarita.28

jke% & b;a xsgs y{eh% ----------ijeláLrq fojg%A
izrhgkjh & nso mifLFkr%A
jke% & vf; d%\
çrhgkjh & nsoL;klÁ ifjpkjd% nqeqZ[k%A

(IX) voL;fUnr (Re-interpretation)
jlksÙkQL; vU;Fkk O;k[;k ;=kkoL;fUnra fg rr~A29

ëAvasyanditamí consists in re-interpreting certain words
uttered earlier emotionally.

Illustration : The ëAvalokaí cites an illustration from
ëChalitaråma.í30

lhrk% & tkr] dY;a [kyq ;qokH;ka v;ks/;k;ka xUrO;e~A r£g l jktk
fou;su uferO;%A

yo% & vEc] fdekokH;ka jktksithfoH;ka HkforO;e~A
lhrk% & tkr] l [kyq ;qo;ks% firkA
yo% & fdeko;ks% j?kqifr% firkA
lhrk% & (lk'kËe~) tkr] u [kyq ija ;qo;ks%] ldyk;k ,o

i`fFkO;k%A
Here the statement that Råma is the father of Lava and

Ku‹a, made first in an emotional sway, is re-interpreted by
S∂tå that he is the father of the entire earth.

(X) ukfydk (Riddle)
lksigklk fuxw<kFkkZ ukfydSo çgsfydkA31

ëNålikåí is an enigmatic remark with a hidden meaning,
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meant for evoking laughter. It is of two kinds- (i) vUrykZi (ii)
ofgykZiA

Illustration for vUrykZi
çR;ËeVqfjr&loZ&jlkorkj&

ÁO;ksYylr~&dqlqejkftfojkftcU/ke~A
?kesZrjka’kqfeo oØr;kfHkjE;a

ukVÔkçcU/kefre×tqylafo/kkue~AA32

Some of the letters used in this verse combine to give the
name of the play, viz., çléjk?koe~ (syllables underlined.)
Illustration for ^cfgykZi*
Øeo/kZekufoykla jlkrys ¯d djksfr dUniZ%A
lw=k/kkj% & v;s] ç'uksÙkja ls;eLeRçhfrfjfr nsokns'k%A rr~ Lo;eso

okp;kfeA
fuHkZjxq#O;Z/kÙk p okYehfddFkka fdeuql`R;AA33

The answer to the riddle posed in the verse above is
^ckyjkek;.k* which is the name of the play to be presented by
the ^lw=k/kkj-*

(ix) vlRçyki% (Incoherent Talk)
vlEc¼&dFkkçk;a vlRçykiks ;FkksÙkj%A34

Illustration: ND cites the following verse35  as an illustration
of ëasatpralåpaí.

v£p”kefUr fonk;Z oD=kdqgjk.;kl`Dorks oklqds&
LrtZU;k fo"kdHkqZjku~ x.k;r% laLi`'; nUrkË˜jku~A
,da =khf.k uok"V lIr "kfMfr O;R;Lrla[;kØek
okp% ØkS×pfjiks% f'k'kqRo&fodyk% Js;kafl iq".kUrq o%AA

Here the incoherent talk and the wrong way in which
child Kumåra counts the cardinal numbers, is an instance of
^vlRizyki-*

(xii) O;kgkj%  (Humorous Speech)
vU;kFkZ ,o O;kgkjks gkL;yksHkdja op%A36

ëVyåhåraí is a remark made with a different purpose while
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others understands it as having a different motive. This evokes
laughter and may have a basis in greed or undue desire.

Illustration : DR cites Vidμu¶akaís remark from the
ëlåsyaprayogaí scene of ëMålavikågnimitraí.37

(ekyfodk xUrqfePNfr)
fonw"kd% & ek rkor~] mins'k'kq¼k xfe";flA
x.knkl% & (fonw"kda çfr) vk;Z] mP;rka ;LRo;k ØeHksnks yf{kr%A
fonw"kd% & çFkea çR;w"ks czkã.kL; iwtk Hkofr] lk r;k yfYrkA

(ekyfodk Le;rs)
Here what Vidμu¶aka meant by ëupade‹a‹uddhåí is that he

must be honored first while Gaƒadåsa thought that Målavikå
was wrong in her performance.

(xiii) e`noe~ (Euphemism)
nks"kk xq.kk xq.kk nks"kk ;=k L;q% e`noa fg rr~A38

ëMædavaí is that in which defects become merits or vice
versa. Illustration: ND quotes the following verse.39

lUr% lPpfjrksn;O;lfuu% izknqHkZo|U=k.kk%
loZ=kSo tukioknpfdrkfLr"BfUr nq%[kku~ lnkA
vO;qRiÁefr% Ñrsu u lrk uSoklrk O;kdqyks
;qÙkQk;qÙkQfoosd'kwU;ân;ks /kU;ks tu% çkÑr%AA

Prahasana Elements and the V∂thyaΔgas in other forms of
literature:

Before going into the question of Prahasana elements in
other forms of literature, it is necessary to distinguish them
from the general håsya elements. A passage may be said to
contain a particular Prahasana element only if it is
ëhåsyapråyaí. But the contrary is not true. Not all passages,
which are håsya-oriented can be said to have a Prahasana
element. A Prahasana element is that, which, while being
håsyaoriented, is dramatic in nature and is full of action and
gesticulations. Håsya, plain and simple, may evoke ësmitaí
(gentle smile) or ëhasitaí (smile), but a Prahasana element
is boisterously farcical evoking ëapaha-sitaí (loud laughter)
or ëatihasitaí (reeling laughter). The Prahasana element may
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be based on pun and other types of word play, ridiculing of
physical deformities, vain quarrel, improper speech,
impertinence, roundabout talk, misquoting of scriptures or
well-established sayings, exaggeration, deception and the
like. The scene in the Uttararåmacarita (Act I), where S∂tå,
pointing to Urmilåís picture and asking Lak¶maƒa, who she
is, is plain humour. Such elements of humour should be
contrasted with Prahasana-elements and the V∂thyaΔgas
described above.

It may be noted that there are one or two overlapping
elements between the Prahasana-elements and the
V∂thyaΔgas, For instance the Prahasana element ëanætamí is
similar to the V∂thyaΔga ëPrapa¤ca.í False praise is the basis
for both. The Karμuraman¤jar∂-verse, ëraƒŒå caƒŒå . . . . . .
etc.í  which is offered as an illustration for the V∂thya¤ga,
ëprapa¤caí, is cited as an instance of his ëanætamí by
›iΔgabhμupåla. The Prahasana element ëgadgadavåkí, has its
namesake the V∂thyaΔgas but their features differ rent. Thus
we have ëavalagitaí in both ëavalagitaí the V∂thya¤ga is an
action taking place unexpectedly while its namesake, as a
Prahasana element, consists in repenting for an earlier
decision. Thus the Prahasana elements ìavaskanda and
vyavahåraî resemble ìavasyandita and vyåhåraî of the
V∂thya¤gaî respectively.

The origin of the Prahasana elements can be traced to
the Ùgvedic period. The following conversation between
Indra and his wife Indråƒ∂ from the tenth MaƒŒala of the
°Rgveda40  may be cited as an illustration of the Prahasaƒa
element ëvyåhåra,í which is a humorous conversation
between two or three persons.

Indra : They have neglected ëSoma Pressing.î They
have not praised me in the sacrifice and
Væ¶åkapi is rejoicing over this.

Indråƒi: Though much annoyed at Væ¶åkapiís action,
thou haste nest towards him and bestowest
on him prosperity. The ëkapií has spoiled the
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oblations of ghee, may the dog, which chases
the boar seize him by the ear and devour him.

Indra: Why are you angry with our friend Væ¶åkapi ?
Indråƒi: This savage beast despises me as one who has

no male offspring, though I am the mother
of male offspring.

Indra: I am not happy, Indråƒ∂, without my friend
Væ¶åkapi.

Indraƒi: The man who is impotent begets not progeny,
but the one who is endowed with vigour.

Indra : He who is endowed with vigour begets not
progeny but he who is an impotent.

The name Væ¶åkapi (male monkey) in the above passage
may evoke a sense of humour. The pun on the word ëKapií
(ref. to (i) monkey (ii) shortened form of ëVæ‹åkapi)í, and
Indra controvert Indråƒ∂ on the question of progeny may
also be noted for their humour. Coming to the classical
period, the ›μurpaƒakhå episode in the Råmåyaƒa and the
Gædhra-Gomåyu episode in the Mahåbhårata may be cited
as instances of humour in the Prahasana style.

The Prahasana elements find their extensive usage only
in the dramatic literature. The Nå¢aka, Prakaraƒa, Bhåƒa,
Prahasana, Vith∂ and the Uparμupaka varieties, viz., the nå¢ikå
and the Sa¢¢aka provide a number of instances of the
Prahasana elements and the V∂thyaΔgas. The illustrations of
the V∂thyaΔgas from the Målatikå V∂th∂, RåƒŒavånada,
Ratnåval∂ (a nå¢ikå), Karpμurama¤jar∂ (a sa¢¢aka),
Målavikågnimitra and Uttararamåcarita (Nå¢aka) and some
of the lost Råma plays like Abhiråmaråghava, Chal∂taråma
have been already referred to. Illustrations for the Prahasana
elements are also drawn from many plays, majority of them
are, of course, from the lost Prahasana, Ånandako‹a (as given
by Simhabhμupåla in his Rasårƒavasudhåkara).
The social importance of the V∂th∂ :

Sanskrit is the bedrock of Indian civilization and culture.
The drama is a powerful visual medium that can carry a
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message effectively to the masses. The V∂th∂ is a simple play
form and it can be effectively used to impart values and morals
to the society. A study of the existing V∂th∂s will go a long way
in showcasing Indiaís cultural tradition to the world at large.
The present study may also help to popularize Sanskrit
among the masses. Unless the language is taken to the
masses, it cannot survive. Based on the study proposed,
scholars can be encouraged to write new plays in this type
concentrating on socially relevant themes.
The relevance of the V∂th∂ in the present day context:

The country is at the crossroads. There is serious erosion
in values and morals for which the country stood for
centuries. The Western influence has killed the native
intelligence. The Television media has added fuel to the
fire. The once powerful theatre is facing its extinction in
the country. Under these circumstances, it is necessary for
every educated Indian to pay attention to the cultural
traditions of India and preserve it for posterity. A study of
the V∂th∂ will help the cause in two ways. It can help the
revival of Sanskrit dramatic tradition, which in turn will be
helpful in popularizing Sanskrit among the masses of this
land. Short Sanskrit V∂th∂ will plays will also be helpful in
carrying important messages to the common people on
socially relevant ideas.
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The Experience of the Comic in Classical
Indian Drama and Dramaturgy

Sudha Gopalakrishna

This paper tries to explore the traditions of the experience
of the comic in classical Indian drama and dramaturgy. In
spite of the fact that the comic experience is so diverse in
matter and spirit across the world that it cannot be treated
under a common formula, this paper tries to identify some
recurring motifs and themes, as well as some possible
variations in its experience, reflected in Indian drama, which
may be different from Western drama.

The comic mode in its simplest form may be defined as a
response that evokes a feeling of pleasure, expressing the
basic impulse of life-affirmation. It offers a temporary escape
from the cares and anxieties of everyday life, establishing an
atmosphere of celebration and presenting an affirmative
approach to the world. As an English word and idea, the
origin of the word ìcomedyî is from the Greek ìkomosî which
is connected to the revelry of Dionysiac worship, which serve
to evoke celebratory experiences of liberty, mirth, and
vitality. In the Indian context, comedy as we understand in
the Western sense of the word encompasses a large sphere
of experience; in fact, it is perhaps the only dramatic genre,
for tragedy as a rule is avoided in Indian aesthetic theory.
The basic demand of the gods to Brahmå for the creation of
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nåya is for ìsomething pleasant to look at and something
pleasant to hear1 î, as a means to refresh the mind, for ìthose
bowed down by sorrow, engaged in ascetic endeavours or
weary after long hours2 î. The aspect of entertainment
connects drama to the concept of play on the one hand3

and as celebration of life on the other. At a higher level,
comedy suggests a way of transcending misery by rising above
itself, where the joys and sorrows of everyday life are replaced
by a serene calmness and blissful repose, a level which may
be termed not merely as ìcomicî, but as ìcomedicî, since it
arises from a pervasive sense of a deep inner harmony.

During the course of this paper, I would like to dwell on
each of these dimensions that comedy evokes. It is usually
assumed that comedy is inseparable from laughter, and so
discussions of comedy are generally linked with discussions
on laughter. Theorists across the world have devoted
considerable speculations on laughter and its causes and
effects. George Meredith for example, observes that: ìthe
test of true comedy is that it shall awaken thoughtful
laughterî. The word ìthoughtfulî in this definition suggests
the intellectual quality associated with the mental process
by which laughter is derived. Charles Baudelaire says that
ìhuman pride, which takes the upper hand, . . .  is the natural
cause of laughter in the case of the comic. Here laughter is
an expression of superiority, which one feels in relation to
another object. For example, on seeing the antics of a clown,
one is moved to laughter. Freud also says that ìa person
appears comic to us if, in comparison with ourselves, he
makes too great an expenditure on his bodily functions and
too little on his mental ones. The idea of the physical when
confronted with the mental is a permanent source of comedy
in theatres across the world.î

I would at this point like to turn to the Indian concept of
the comic, which come under discussions on håsya-rasa as it
appears in texts like Nå¢ya‹åstra, Såhitya darpaƒa etc.

In the Nå¢ya‹åstra, Bharata defines håsa or laughter as
causing amusement through oneís own or anotherís strange
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appearance, words, attire or action. Håsa is the sthåyibhåva
of håsyarasañso håsya is the development of håsa which is
caused by strange appearance etc. Bharata states that håsa
or laughter is produced by imitating the actions of others,
by indulging in absurd talk, baselessly accusing others and
behaving in a ridiculous manner. One is also moved to
laughter on seeing weaknesses such as greed, impudence,
tendency to quarrel and physical defects. Laughter is also
caused by tickling a person but that cannot come under the
sentiment håsyarasa as such. These are the vibhåvas of
håsyarasa-the one at whom people laugh for his strange
appearance, etc. become the ålambana vibhåva and his
actions become the udd∂pana vibhåva of håsya. The anubhåvas
of håsya are narrowing of eyes, smiling, throbbing of the
lips, the nose, and the check, perspiration, colour of the
face and taking hold of sides. In other words, these are the
external features by which laughter is manifested. The
vyabhicåribhåvas of håsya are sleep, indolence, stupor, dream
and jealousy. The colour ascribed to håsya, is white and the
deities ascribed are the attendants of Lord ›iva.

Thus håsa or laughter is derived out of incongruity ñ it
arises out of comic appearance, speech or manner of a
person. This feature makes the concept of håsya in Indian
aesthetics equivalent to the concept of laughter in the West.
Both relate laughter to the incongruous, or the
disconnecting of one idea from another, which produces
pleasure and gets expressed as laughter. The Nå¢ya‹åstra
also provides one of the causes by which håsya is produced.
Bharata observes that imitation of ‹æΔgåra becomes håsya.
He also states that håsya is derived from ‹æΔgåra. This implies
that the imitation of a lofty subject makes it ridiculous and
invariably produces håsya. This fact is especially true in the
case of ‹æΔgåra because it has no trivial associations with it.

Bharata analyses the phenomenon of laughter by its
context and its manifestation. According to the situation
involved, håsya is classified into two types ñåtmastha and
parastha. If a person laughs by himself, it is åtmastha, and if
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he makes others laugh, it is parastha. According to its
histrionic manifestation, håsa is classified into six varieties.
In smita, the eyes are made wide open and in hasita, the
teeth are shown a little. Vihasita is followed by a sweet sound,
and upahasita by the shaking of the head. In apahasita, the
laughter becomes so intense that tears well up in the eyes.
Atihasita is uproarious laughter, with the shaking of the whole
body. The first two are associated with the higher, the third
and fourth with the middling and the last two with the lower
characters respectively.

Comedy as a theatrical form has had a great appeal in
India. Though there are not too many direct evidence of
the origin of drama in India, the Nå¢ya‹åstra ascribes a divine
origin to nå¢ya, with the staging of a play at the Indradhvaja
festival. There are dramatic dialogues in the Veda-s and
Puråƒa-s, and then of course there is a wealth of dramatic
literature that has come down to us through the contribution
of eminent dramatists like Bhåsa, Kålidåsa, ›μudraka and
others. In an analysis of the plays written by these great
writers, it may be seen that the comic element in them is
highly varied and multi-faceted. For example, the three well
known plays of Kålidåsa fit into the spirit of the romantic
comedy, dealing with courtship and romance, concluding
with the happy union of the lovers in the end. In Indian
Drama, it is difficult to find sharp satire, sarcasm or invective
that characterize some of Western drama. As Wells has noted,
ìno formulations of specifically comic attitudes, such as
Aristophanesís sensualism, Cervantesís romantic dualism,
Moliereís urban materialism or Machiavelliís calculated
satire.î Perhaps an obvious exception is the character of
Maitreya, the Vidμu¶aka in the Mæcchaka¢ika, a keen observer
of the society around him, who puts to ridicule established
institutions such as prostitution (he says that the love of a
courtesan as fickle as an oil-less lamp). As a dramatic category,
prahasana is a form of drama that is intended to evoke
humour. Unlike other forms of drama, the subject matter is
the invention of the dramatist, and therefore there is
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considerable freedom for the writer. The Dasarμupaka
classifies prahasana into three typesó‹uddha, vikæta and
saμ√k∂rƒa according to the characterization, and these plays
deal with tricks and comic situations of every kind, though
violence in action is avoided. Among the prahasana-s in
Sanskrit, Mattavilåsa and Bhagavadajjuk∂ya are perhaps the
most popular, for in both there is a deliberate attempt to
provoke laughter by the creation of an incongruous situation,
which is by its very nature funny, as for example, the
exchange of the souls between the Bhagavån and the
courtesan in the Bhagavadajjuk∂ya.

The Mattavilåsa which takes place in Kå¤ci, ridicules the
degenerate religious practices of the time, including those
of Buddhism. The ›aivite Kapålin and his wife hold the stage
from the beginning to the end, and their drunken revelries
constitute the action of the play. The Buddhist mendicant
Någasena, with his greed for food, a voluptuous life style
and for women, Babrukalpa, the På‹upata, and the madman
are portrayed with humour. The language also suits the
theme, as for example the comparison of liquor shop to a
sacrificial ground. However, prahasana as seen from these
two plays appear to be embedded with a deeper layer of
philosophic meaning, in which the authors seem to question
a human beingís innermost needs and quests, as for example,
in the last part of the Bhagavadajjuk∂ya in which the confused
›åƒŒilya asks his guru, after the souls have re-entered the
respective bodies, ìmaster, what is all this?î to which he gets
no definite answer. Unlike the farce in Western drama,
there is a metaphysical dimension here, leaving the spectators
in doubt about the fundamental issues of human existence.

The association of comedy with ridicule has had an impact
on the way comic characters are judged in drama. Aristotle
considers comedy to be interior to tragedy because comedy
represents men as worse than they are, while tragedy
represents them as better. But once the experience in
comedy is accepted as the affirmation of a positive approach
to life, a completely different picture emerges. The comic
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protagonist in drama, who adopts a subversive way of life, by
turning established ideas topsy-turvy, becomes a figure not
of derision, but of admiration. He attains the stature of a
hero, a comic hero. On this point, Robert M. Torrance
observes that the concept of comedy as derision was largely
adopted by the culturally upper class of society. ìBut from
this altered vantage point of the lower classes, looking at
society from the bottom up, a radically different, if largely
inarticulate, conception of comedy begins to emerge. The
comic opponent of established authority, however knavish
or buffoonish his character, however ludicrous or indecorous
his activities, is no longer primarily a butt of mockery, but a
vessel of sympathetic identification ñ when the invincible
underdog of fantasy enters a world we recognize as our own
Ö he assumes the dimensions of a comic hero.î His
recklessness and libertine fatness become a virtue rather than
a flaw in his character, because they bestow on him the
license to utter truths that are otherwise canceled.

Another basic feature of the conception of the comic hero
is his freedom from restraint. The comic protagonist is not
shackled by the ordinary norms of society ñ he distorts and
disrupts the established order of things. He regards the world
as patterned to serve his will. William E. Gruber calls him as
ìanarchistî in the sense that ìhe represents forces not within
any plan; he is the wild man, the being who can never be
absorbed even as a scapegoat in any system whatsoever.î In
short, he is an ëoutsiderí as far as the established tradition of
society are concerned. The institution of the fool in Western
theatre and of the Vidμu¶aka in Sanskrit theatre has relevance
from this perspective, because of their affirmation of a
subversive way of life, because it affords them protection for
the audacities that others lack.

The problem of the origin of the Vidμu¶aka has been a
subject of controversy in Sanskrit drama. His origin is traced
by Windisch to Greek drama and the Roman mime.
According to Lindenau, he is derived from the figure of
Væ¶åkapi in °Rg Veda. A.B. Keith discovers his origin in the
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Vedic ritual, that of the Mahåvrata ceremony in which a
Brahmin and a courtesan are introduced as engaged in
coarse abuse of each other. G.K. Bhat seeks his origin from
the evidence in the Nå¢ya‹åstra of the conflict between the
Devas and the Asuras. According to him, the earliest
representation of a comic character is the figure of the Asura,
a symbol of evil, whose discomfiture became a matter of
amusement. I. Sekhar maintains that the forerunner of the
Vidμu¶aka is the Cakkyar or his type in Dravidian theatre, for
in this he is given wide freedom to indulge in the witty,
humorous, silly and even vulgar.î

The Vidμu¶aka appears in Sanskrit drama as a stock
character with stock traits. Minute details regarding his
speech, manners and dress are recorded in texts like
Nå¢ya‹åstra and Såhityadapaƒa, and the Vidμu¶aka should be
able to impart håsyarasa by all these means. Bharata describes
him as a dwarfish, deformed person.4  The Såhityadarpaƒa
sees his ìsvakarmaî as creating comedy through his actions,
physical appearance, dress and speech5 . His fondness for
quarrel is also a significant trait. Corresponding to the four
types of heroes, there are four types of Vidμu¶akas also. The
one who attached himself to the Gods is LiΔg∂, an ascetic, to
the king is Dvija, a Brahmin, to the minister is Råjaj∂v∂, an
employee of the king, and to the Brahmin is ›i¶ya, a pupil.
Nårada who appears in Bhåsaís Bålacarita and Avimåraka,
who prides himself as a mischief-maker, instigating quarrels
among the Devas and the mortals, is an example of the first
type. The Brahmin who appears as a companion narmasaciva
or minister in sport ñ of the king in the romantic plays like
Avimåraka and Abhij¤åna‹åkuntala come under the second
category. The third division includes Vasantaka, who appears
as Yaugandharåyaƒaís friend in Bhåsaís Pratij¤åyaugand-
haråyaƒa. ›åƒŒilya, the disciple of the yogin in
Bhagavadajjuk∂yam, represents the fourth type of Vidμu¶aka.

The humour of the Vidμu¶aka is multi-faceted, for he
subjects himself and the world around him to ridicule. Self-
derision and satire are the two techniques for evoking
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laughter. The dual role of being a butt and a wit makes him
a favourite with audiences.

The institution of the Vidμu¶aka as well-established during
the time of A‹vagho¶a, because in his Buddhist play
Såriputraprakaraƒa, the Vid¶u¶aka is introduced as a comic
character. But Bhåsaís plays seem to establish his traits and
fit him as a character. Vasantaka in Bhåsaís
Pratij¤åyaugandharåyaƒa and Svapnavåsavadatta and
Santu¶¢a in Avimåraka are responsible for much of the
humour of the plays. In Bhåsaís Cårudatta and ›μudrakaís
Mæcchakaika, the Vidμu¶aka, named Maitreya, serves as a
dramatic necessity to balance the sorrowful condition of
Cårudattaís poverty. He is also an irresistible epicurean who
prefers food, drink and physical well being to a pious life.
He is characterized by absolute loyalty to his master even
during time of distress. Each of the three plays is to provide
fun and advice the king in his romantic dalliances. He offsets
the sentimentality of the king by his realistic and even
indecorous expressions. In the hands of Har¶a, however, the
Vidμu¶aka deteriorates to provoke only cheap humour. In
Bhavabhutiís plays, the Vidμu¶aka is conspicuous by his
absence. In the plays dealing with the life of Råma ñ
Uttararåmarita and Mahåv∂racarita ñ a vidμu¶aka may not be
strictly relevant, but his omission in the romantic play
Målat∂mådhava seems to be deliberate. V.V. Mirashi explains
that the dramatist, being a learned Brahmin himself, may
not have liked to introduce a clumsy and gluttonous
Vidμu¶aka, a Brahmin only in name, and a disgrace to his
caste. In the same way, Vi‹åkhadattaís Mudråråk¶asa is also
too serious to provide any light comedy. In
Kula‹ekharavarmanís Tapatisamvaraƒa and
›ubhadrådhana¤jaya, the Vidμu¶aka degenerates into a stupid
Brahmin with stock characteristics and attempts at evoking
humour.

The Vidμu¶aka holds a vital importance in Ku¢iya¢¢am, for
his role is even more important than that of the hero. Unlike
other characters, he indulges in Våcika throughout. In
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addition to his Prakrit speech, he speaks in the local Malayalam
and interprets the meaning of Sanskrit ‹okas in Malayalam,
giving him access to all levels of spectators. He easily shifts
his role as a character inside the play and as a commentator
outside dramatic action. He has the license to utter anything
on the stage, including criticizing the king in those days,
and nobody was given the permission to question him. His
parody of the kingís exalted ‹loka-s through Malayalam
prati‹loka-s, mockery of social evils, mockery of his own
impoverished condition and the subversion of the idea of
puru¶årtha-s make him an all-time favouite.

I would now like to turn my attention from the extraneosly
funny and humourous, to a world-view that I argue here as
the basis to which all comedy seek to achieve, which is, a
broadly affirmative approach to life.

REFERENCES

1. N›. I.11.
2. N›, I.114.
3. Pramod Kale, The Theatric Universe: A Study of the Nå¢ya‹åstra, p.

45, says: The Nå¢ya‹åstra views theatre primarily as a re-creational,
leisure-time activity resembling a game or sport.î

4. N›. XIII.110
5. N›. III.48.



204 Nå¢ya‹åstra and the Indian Dramatic Tradition



205

23

Towards a Theory and Definition
of Beauty

Bhavatosh Indra Guru

Beauty is a qualitative perception that qualifies primary
motives of experience by the effect of concentration in which
terms of comprehension are composite and sure. Qualitative,
in this regard, is a movement of perception towards concept
and assertion. Perception provides a sequence of known
objects and puts forth conditions through which every object
situates itself on reality and significance. Perception is what
is being observed not as an object but as a consequence of
object in a temporal space and for that matter presupposing
inherence of events is well worth justified. Objects incline
formally a unity of contents and distribute realisable models
in a path to be traversed. Objectís position at time at which
distinction is being marked and established is open to
addition by the point of view of nearness and proximity. It
tends to move closer at the behest of rich consciousness that
is there in the making. Beauty is richly a textural feature
that defines an object in immediacy of recent perception
and therefore no predisposed effect could constitute or
graduate itself to the meaning of it. We can divide causative
perception into two urgent situations namely the beginning
of a resolution and resolution of location into finite sequence
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in which immediacy could be established. It is now
understood that an activity of enriched perception in which
figural content and formal meaning are brought to nativity
through intersection is the fundamental groundwork of
beauty.

I

Constituents of perception regulate optimum
concentration of causative determinants and therefore actual
performance of harmony and active realisation of order
become two important suggestions in the present context.
Emotion, feeling, imagination, thought and language
primarily motivate performance as well as realisation of both
the actual and active aggregates. Emotion, for example, is
an intensity of genitive conformity and it redefines
emergence of meaning in the total situation. Emotion
contemplates will hence warmth is extended to conviction.
This to say that emotion suggests an aggregate of causative
determinants and therefore it is also the beginning of an
appropriate tendency to look into the real that extends
beyond the certain and the appearance that is probably
reduced at the expense of time. It is for this reason that
emotive circumstance continues the meaning of perception.
This could be assigned to propriety of the stay of content in
a space and for that matter the life of content would be
proportional to the period elapsed in constituting assertive
conditions in either will or in warmth. What is observed is
not available to us until will commences normative
distribution of its contents in the recognisable part of the
universe. If we could consider an intersection along both
the vertical and horizontal scales of meaning formation,
nearly all the consequences of harmony of relation, time
and order would be found in the conjoint location and the
other constituents would graduate them to the associative
insertion in the manner of q1 q2 q3 . . . . The entire figuration
should have the following proximal interrelationship
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∑  [q1+ q2+ q3+ q4+ q5 . . . . . ]

In a composite form such as this the strength of conformity
to the random quotient would be maximum. The primacy
of internal form would be quite conveniently maintained
and established in as much as each single factor operating
in the capacity of standard situation which begets universal
form exclusive to itself and for this reason the progress of
internalised conformity subjecting that situation to warmth
would make model capable of bringing about modification.
This situation in due course of time would become multiple
of progression. Emotion, in that way, is a tendency to present
the consolidated sensory movement to external openings in
such a way that immediate externality of random causation
of the motives are united and revived. We could presume,
atleast, two directions in which we could foresee the
consequence of perception being obtained in genitive
conformity and total warmth. In the first place, emotions
constitnting an autonomous locale in nearly all the inferential
and denotative events are demoted and for that matter the
concept of exclusive formation reappears. It is now possible
to say that emotive circumstance is acquired as an addition
to the disintegrated fragments of the enlargements of
conformity while each occasion of conformity as a reasonable
event assures an equivalent turn of function or expansion of
meaning. We can now say that the aberration in whatever is
felt and thought would disjoin the selection of conformity.
Emotion presents various events in such a way that each event
is removed as universal and restored as local model subject
to the phenomenon of internalisation. For example, if an
upgraded conformity in the form N is operating and
constituting conformity in stray events as D, B, C, P, and R,
M the genitive situation would be obtained as something
subsequent to the division and resultant of the division:
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N [b1 /c1 = N] [c1 /p1 = N] [r1 /m1 = N]

It follows from this that any absolute of genitive form would
be brought to the necessary union/synthesis through an
intended division between two proximal situations. Emotion
interprets the optimum adequacy of context to the external
and it also invariably concentrates the content into general
richness. For this reason internalised expansion of the content
is supposedly brought to an end. Quality of sensation and
method of perception condition the apparatus of semiotic
configuration in as much as sensation which is elevation of
thought in the environment of genitive idealisation. Similarly
thought is an expression of contextual content in such a
way that both context and content are reinvented in a
universal form. Now the question as to how emotive
consequence is a subject of perception and therefore of
beauty can be quite conveniently answered. The perception
is founded upon the event of enlargement of an experience
in that what is perceived transmutes nearly all the contents
in rarefied space. The nearness of presentation of form
conducts and imposes assertive necessity and for the same
purpose whatever brings about an enlargement of local
contents into universal content becomes emotion itself. The
manner described in a location of genitive cause, genitive
effect and genitive consequence will appear in the form of
absolute harmony. In this regard, the content formation
would be nearly maximum, when comprehensible verities
of perception are obtained and we could now say that
between emotion and perception the effect of relationship
is felt along the inverse progression. Our representation of
absolute in the manner S and N will carry definite meanings.
It is not that one relation disqualifies the other rather a
relation has concomittance in the manner of:

S/N = SN
Perception displaces the synthesis of observed, observable

and observation into effective segments in which the content
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is placed in the position of modifier. For example perception
Q will have readjustment in relation to intermediate
fragment in the following:

Q [N1 N2 N3 N4 N5. . . . . . . .]

This form would determine the general nature of
perception in the effective circumstances. It is to be
understood that observation enables external at
comprehension hence there is still a gap between external
comprehension and internal association and for that matter
extension of observation in a linear commencement is
another characteristic of importance. Perception is an event
to develop both in the context and medium the meaning
and reinvention of content. Now we can say that internal
environment in which association has been the richest source
of change is now a valid aspect of knowledge (assertion).
This situation is in harmony with what external equivalents
would make it to be. The method of insistence on a term
for emotive adequacy of a perceived situation is largely
between ideal mood and relational model of underlying
content. The observerís intention at the sight of increased
intensity of assertion does benefit to the subsequent
rearrangement that comes up almost as a rule if the observer
is inclined towards extra-intentional conformity and the
strength of both model and content would be remarkably
reduced. The observer will have to believe that the external
space where finite ordering will have to be commenced in
order that the perception could acquire variety and
significance in stationary situation, the contents of
experience cannot be motivated for that matter assertion
could not take place. It is important to remember that
evidence of perception and content of emotion are primarily
the same hence perception becomes an exclusive method
to obtain a ground for meaning of the both. What we see is
relational and for this reason seeing is often pursued
marginally through symbols and image. Let us consider a
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situation in which the observer Z associates the random events
A, C, Q, R, by implying positive variants for the each and in
that case the figural form would be obtained in the following
manner:

Z [AA1/C1 + D1/P1. . . . . . 
 M1/O1]

The centrality of associated events like A, D, P, and M
become committed to a terminal universe at A hence
synthesis finally accrues to primary universal Z. Observation
dose not stay principally at the necessity of thought or even
relative model of experience. It rather forms a conjunct of
committance in which thought and experience both become
term figures intending simultaneity of division and synthesis.
Perception, on that account, approaches the condition of
received conjunction with external value within the figural
form ensuring growth and expansion of the contents.

II

In order to observe a formal instance in perception a cause
is to be established as a method hence observation and
perception both are obtained in distinction. For example,
Red Rose, White Lily and Blue Primrose invite assertive union
and synthesis for a projection of contents and presentation
of situation. The colour of Red Rose evokes natural
suggestion in that colour (Red) could be experienced as
well as comprehended through a planned content
arrangement and extensive situational urgency. In the colour
of Rose, the contents are recorded in deserved proportion
and for this reason; the appearance of a thoroughly
impressionistic concept (the meaning that eye attaches to
the first visual impression in the form of intensity and
magnitude distinction like blue, white, black and the like)
is confirmed through positional imminence of approved
context and recognised situation. Red is a maturity of figural
terms and movement of the contents are externalised on
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each occasion in which magnitude is recognised to be the
distinction. The primacy of existence of Red obviously
distinguishes Red (as a content) and Rose (as a context) as
being cyclical coordinates whose acceptability is performed
substantially on a presentation level. The motive of figural
dimension is to indicate a perfect suitability of committed
forms to contrived situation therefore location of content is
cyclically replaced and cyclically terminated. Rose, by that
standard, would be recognition of strength not of the
sequence of expended contents within but of outward
approval that Red accords to it. In Red relation (s) and
position (s) do not acquire stationary ideal and both become
extensive external when observer presents a total response
to each and means to associate himself in the primacy of
form. Red is observerís strength in that observer becomes
an index for he transmutes inversion to reversion and
reversion to associated cycle. We can, for example, look at
the following:

Red Observer Rose
O → O → : :
R → O → R1

Continuity of consequence of perception develops medial
representation and for this reasons each consequence
presumes assertive variable for itself. We can understand
that Red in which cyclical terms are maximum denotes a
beginning of an excellence of intensity in that and the
observer has to define the strength of Red not as he
comprehends it rather as it reaches him through relative
magnitude inherent in Red. The assertion of contents in
Red puts the observer in relative adequacy in as much as
Red in specific location of the contents and the observer is
only a variant in this event of distribution of contents. Rose
is significantly resolved as a mutated form without obtaining
a strength or adequacy as observable situation. It could be
seen that presentation and reception of strength moves
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through initial concentration of value and medial dislocation
of recreated value. Am Observerís preferences and intensity
of resolution offered as index of value to the observer
distinguishes primacy of his choice and consequence that
the choice would acquire in an action. For the matter the
observer is differently placed under these two conditions.
Any beginning of cause of perception at the Rose begets
extraordinary resolution at the succeeding Nodes and
creates performance by the way of multiplication of inward
equivalence. For example, look at the following:
Red Rose

Appearance of Red at a conjunct point R revives the
method of location and inward deviation along a circle Rx Ry

and each is subsequently projected along external equivalents
Ra and Rb. The conjunct linear R and external equivalents
Rx Ry commit themselves a revived assertion Rp Ro and from
this place transformation into content system is actually
assured.

III

Movement of perception and improvisation of content
assertion are supposedly the end terms for any coherent
object placed for effective internalisation by the observer.
Perception continues fundamental inception of
performable motives in external space and for this purpose
sensation is attributed to the worth of operating from of the
object and development of this from along a cyclical figure
beginning at q and closing at qn. Objectís position is
noteworthy in as much as object initiates a deviation of
consciousness towards the logic of attitude and action
manifestation. A resolution on behalf of observed situation
is brought to this point and it makes the consciousness
capable of enriching both existence and existing models.
The direction occupied by thought in the case of Red Rose,
Blue Sky, Yellow Primrose or Pink Bougainvillea is that each
creates exceptional synthesis and relational harmony within
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the definable objects of assertion in the above. For example,
Pink Bougainvillea enhances multitude of variants in both ñ
the observer perceiving them and subject creating them for
that matter the effect is simultaneously localised in generic
and non-generic events of assertion. It could be understood
that beauty is achieved at the point at which generic strength
of the object is equal to assertive strength consequently the
primal notations P and Q will have a representation along
with generic and assertive strength in the following manner:

Pm = Qn

This is the actual strength of the model. The enrichment
is secured not as a measure of exclusive external form rather
it comes as an inherent multiplication of contents within
the performable variants of the object. In Pink Bougainvillea,
the height of generation of the contents brings up necessity
of proposing indispensable set of reassertion brought about
by the intensity of similar contents. The logic of this
argument lies in the fact that the contents are stretched to
accord union with synthesis in the underlying attitude in
object and for this reason consciousness and perception are
modified to find necessity of multiplication, division and
addition.

IV

The method to incorporate primary form of perception
comprehends a crisis felt in supporting perception as a
natural phenomenon in creating the contents of beauty.
The position of observer is relational at the extreme centre
of universe where the scale of association with organized
perception is maximum and absolute. In this regard it is
quite convenient to note that beauty is exactly located in
the contents at that point. It means that the evolution of
observer into purely native and inward content is a matter
of conformity to the actual strength hidden in underlying
event. If we could take assertion in the following manner:
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Marigold on the left is Crimson and Yellow and Rose on
the right is Red and Pink.

We will have an opportunity to conduct an enquiry into
observerís reception and conception of the event. Observer
would like to concentrate dispersion of colour into the
universe as being the massive magnitude afforded by
enriched content in the universe. For that matter strength
of Pm would we obtained in Pn not as a measure of equality
but as a cause of multiplication and therefore the perception
Q will have the form:

Q=Pm Pn

This would prove the point that the matter of evolution
of an observer into content and content into observer is
realisable both as an object and event. It cannot be relegated
to the error of resolution of object into illusion. If one keeps
an eye on Pink Rose being Pink and Yellow Marigold being
yellow one could easily comprehend that excess of resolved
content in Pink and Yellow is an extraordinary measure to
upgrade contents of generic terms inherent in the above. It
is for this reason that observer tends to record the primacy
of content magnitude over generic formations containing
each of the above.

V

Forms of perception create determinate sequence of
assertion and justify the presentation of each assertion in
the universe that creates them. Perception could be fully
idealised in absolute form and for that matter distinctions
which are marked at several points become resolute and
high. For example, if an observer places the content in the
following statement, he can find adequacy of objectís
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constituents. Look at the following:

Mild air pushes the round Daffodils

In this the observer tends to confirm motive in that
sequential form includes convergence at the beginning and
at the end. At the beginning one can form an action hence
reception of the terms. It grows to what we would like to call
cumulative performance because random terms do not find
any implication through the contents. It is a process of
rearrangement that unites the beginning of evolution.
Observer locates and exposes the location into harmonious
conduct. ìMild airî brings up all those events which are
consciously recognized by the observer and in that way these
become observerís ability to make out the norms of reception
and approval. In the same manner, in the above utterances,
superlative interjections pass a magnitude of activity through
proper assortment into the conditioned content hence
recognition of beautiful is primarily a case of what is being
recorded in the perceptible activity of the whole situation.
Here, in this regard, we can allow the observer to position
himself at various intermediate levels of approval and
intensity. Formation of contents is a matter of intense
harmony among the available active situations because of
which the observer tries to redefine himself after the absolute
content form, hence ëmildí and ëroundí are so important in
the present context. ëMildí could be the multiplicity of major
attitude formation. Similarly ëroundí is an equivalent check
of the variants present in the ëmildí. We can understand
that comprehensible forms of beauty are open to negotiation
by the observer at a time at which perception is being
moulded for the sake of coherence and order. The position
of object in the perception of superlative function (beauty,
beautiful etc.) assures a viability of functional motive that
the observer obtains as internal terms for a series of
displacements that regulate the radical forms and causes
action to continue. It is imminent in the interest of the
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observer to develop formative notions with regard to extra
spatial conjunctions in a form that comprehends spatial
assertion associative figures hold maximum strength of the
contents. ëBlack Roseí necessitates a style of perception in
which consciousness approaches intermediate strength of
rebuilding native experiences. At one instance, observerís
will disallows rapidity of round external in black ëBlackí in
that is mounted upon figural abstraction and validity of
figures discontinue experiences. Yet recurrent mutation of
modelized formation within black is, of necessity, an act of
approval through consciousness.

An objectís capacity to enhance the multiplicity of values
is one of the chief occasions of determining the formulation
of concept of perception. As we have seen perception is the
prolongation of consequence of an observation therefore it
purports to bring up the revival of assertion into content.
This logic gains ground as observer does not turn his position
in relation to object he is observing. What actually happens
is that evocation of composite strength in terms of active
potential for value is grasped forthwith by the observer. He
does not either prolong it or extend it by relating strength
to potential and potential to strength. Observerís
comprehension of the content is a term granted for revival
of necessary action and therefore there is only permanence
with regard to the active contents that are obtained in
perception. For example, look at the following equation
where P, Q, S, T and R are the resolutions:

P = MI + NII

Q = AI + BII

R = GI + HII

T = UI + VII

In this we can understand that observerís resolutions are
necessarily founded upon the imminent permanence
manifest in the active potentials (MI. . . .VII) and all the
circumstances close to this condition.

Identification of absolutes commences a period of stay in
gradual irresolution and cumulative decay of the context
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therefore when an observer constitutes a definite manner
of absolute in two objects carrying the same intensity of
resolution he diversifies the strength of the contents
indefinitely. The dislocation upholds the primacy of
conception and reception and the earliest form of approval
of dislocation of absolute is contained in the following figural
formation

MP M
N

Pa Sr
S

M
M

pb S
s

It must now be in our mode of admission that action
apparently discontinues the strength of perception by
reconstituting formal absolutes at concrete distance. Each
absolute occupies continuity of regeneration and for that
matter there is an impression of content formation. Multiple
variants keep up the association through correspondence
of terms (M-P-S) and create harmony amongst approved
absolutes and functional forms. Suspended formation
occurring to measure the height of supractivated models
do not receive any adequate reorientation and for that
matter they are ineffective in resolving the proximal
dimension of the whole situation. Now the observer upgrades
the absolutes to contain the quantum of actual forms
resulting a bifurcation in the manner of MN and M.M

Observerís absolute development into empirical mode of
reality by necessitating cohesion of the structures constitutes
the meaning. The question now arises as to how commitment
of an observer could be the manner of apprehending and
dislocating the equivalent of experience in a way in which
observer terms it, figures it and forms it? This question can
be answered by approving the logic of coincidence of actual
forms found within the observerís object and resolved event
and for this reason the proximity is continued and intra
creation of proximal units is sustained and made meaningful.
On the other hand, if we could look at the formation of
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absolute for the sake of diversion of composite situation, we
will have to concede the point that the term for an absolute
is primarily in the manner of interchange after the lapse of
one observation.

VI

Beauty, therefore, is a mode of comprehension in which
the reality of perception is recognized and subsequently
brought to cognition and expression. It follows from this
that the perception constitutes temporal sequence of both
object and subject and for this reason the observer who comes
to observe resolves a series of perception into absolute
convergences. The manner of resolution, on occasions, is,
of necessity, deviant at the sight of the formation of two
similar absolutes yet the genitive conformity acting within
the observer revives the specific mode of comprehension.
The measure of beauty, as an event in perception, is
committed to the likelihood of contents associating
themselves perceptively or imperceptively for the sake of an
ideal structure. The strength provided by the contents to
the observation of the observer is also worth attention. The
contents enact a union within the universal they create and
for that matter they remarkably add to the interaction of
such genitive formation as emotion and the feeling and
because of this the observer is having strength to dislocate
the object into subject or to subject into object. Beauty, on
that account, is surely a perception whose terms are
composite and sure.

Notes:

1. Perception is a reorganisation, reincarnation and reassertion of
sensation in which contents enact a movement from conduction to
comprehension. Perception revives the associated motives and
therefore becomes determinates of the whole apparatus that enact
a method for location of beauty in an event.

2. Beauty is primarily a graduation of perceptible sequence of
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comprehensible universals in the space. It is because of this that the
observer recognizes realizable modes in their concrete adequacy.

3. Generation of contents for the sake of primordial derivation from
the object of experience and its subsequent change into object of
perception is a remarkable change of the feature of attending events
leading to the formation of beautiful.

4. Beauty, of necessity, is a genitive formation in which figuration of
constituents proceed from the observer to object hence absolutes
are formed at equidistant notion.

5. Position of the categories (Perception, Experience, Thought and
the like) at a time at which the cause of beauty is advance and
propagated, is figural and approximate to be movement of
geometrical coordinates.

6. The Observer keeps expanding the motives involved in perceiving
the object hence in a position to obtain variants and multiples in the
from of P, Q, M, N, R, S, T Precisely these encoded figures participating
in the event entail and extend the benefit of synthesis to each.

7. Perception may best be defined as a cause to enact motive in
observation therefore immediate environment and extended space
both become normative ground of extension of observerís judgement.

8. There is no fundamental proposition to sustain the argument that
the aggregate and synthesis of the observation continues a period of
stay in locating or dislocating the absolute.

9. Antecedents of Perception, in the form of emotion and feeling,
largely figure in the process of orientation of a fact into the content.

10. The measure of being qualitative suggests a distinction when operative
categories opt for total changes into the medium in which preference
and selection are recurrent. Another obvious way of interpreting
quality is by indicating enormity of observation.

11. Object is a term appropriate for extreme condensation of formal
methods attending causation of any event in perception hence object
locates itself through synthesis of the contents. One of the
characteristics of object is that it revives the stay of potential in an
ideal perception

12. Determinants of beauty appear in the form of graduated intensity of
the participating categories and therefore Perception, Will, Emotion
and the like obtain genitive figuration.
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Editing Sanskrit Dramas and the
Problem of Prakrit

Rabindra Kumar Panda

The problems and issues relating to the manuscript traditions
of the Nå¢ya‹åstra, Drama and stage performance, are
seriously affecting the Sanskrit studies in general and the
drama literature in particular. The problem is more about
the editions of the Sanskrit dramas. A cursory survey makes
us aware of the fact that most of the Sanskrit dramas are just
the Student-editions and they are not critical. Even the best
of the dramas like the Mæcchaka¢ika, Målatimådhava, Uttara-
råmacarita, Mudråråk¶asa, Veƒisa√håra etc., are not available
in the form of critical editions. Many scholars feel that they
are to be critically edited as the texts are in need of
improvement particularly in the Prakrit portions. The Prakrit
portions in the Sanskrit dramas have created problems as
adequnate interasts were not token towards the Praket
langnage incerporated there.

The question arises: Why is it so?  Is it the reason that
scholars are under the impression that the manuscript
material is completely exhausted? and attempts for
preparing the critical editions of the prominent dramas will
not produce any significant result. We have to be therefore
satisfied with the texts prerently available with us.
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“ Or is it the reason that we do neither feel the need
of their critical editions nor their importance for the
study of other aspects of Sanskrit literature?

“ Or is it completely a missing point vanished from the
minds of the scholars?

“ Or the works are underway but I do not have the
pertinent information in the absence of any reference
source?

These are the questions, which disturbed me and made
me motivated to undertake an investigation. The
investigation made me fully aware of the fact that it is a
thought provoking problem and is to be addressed in some
detail. The main problem is about the Prakrit portions, which
are not presented, in the proper form. It is evidently clear
from the following remark of Prof. A. M. Ghatage:

ìIn spite of the great number of editions of Sanskrit
dramas issued in India, very few show any merit in preparing
the Prakrit passages in a critical form.î

He, in his illuminating paper, gives a brief account of the
good editions with regard to Prakrit. From this we know
that in the field of Sanskrit studies, the drama attracted the
attention of scholars very early and the study of Prakrit at
this stage was chiefly confined to the study of the dramatic
dialects. The Prakrit passages comprire a considerable part
of Sanskrit dramas and are prerented in a number of dialects.
It was mainly the work of Pischel who first brought to light
the importance of proper understanding of the Prakrits of
Sanskrit dramas. So Pischel published the Bengali recession
of Abhij¤åna-‹åkuntalam with particular care bestowed on
the Prakrit passages. This recension preserves the Prakrit
passages in a far better condition than the Devanågar∂
recession. Then Målavikågnimitra and Vikramorva‹∂yam of
Kålidåsa were prepared by S. P. Pandit who presented the
Prakrit passages with care. But the other dramas did not get
the attention of competent scholars.

Mæcchaka¢ika, as we know, is a creation of outstanding
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brilliance, a real drama of life, a remarkable composition
with distinct dramatic qualities which deviates from the
beaten track. The play as a whole responds so much to the
modern taste with its story-element and characters being
refreshingly un-stereo-typed, and the stage technique and
approach is thoroughly unconventional. A true humanist, a
keen observer of men and society, ›μudraka with his rare
dramatic genius has drawn his characters from all walks of
life, ordinary and downtrodden, so long unheard and unsung
in our literary productions. It is significant to note that while
occidental critics have all praise for the drama Indian critics
have not given the drama its dueimportance and they seem
to have paid greater attention to masterpieces of Bhåsa,
Kålidåsa and Bhavabhμuti. No doubt Mæcchaka¢ika has attracted
the attention of various scholars and it has been studied from
different angles but a critical edition is still a desideratum.
The need for preparing a critical edition, therefore, arises
particularly for the reason that there are some problems
with regard to Prakrit language.

One of the peculiarities of ›μudrakaís style, as we know, is
an extensive use of Prakrit dialects, on the poet handles
with all the ease of a master. Of the thirty characters on the
Mæcchaka¢ika seven, only six of them speak Sanskrit, while
fifteen speak pure üaurasen∂, and seven, pure Mågadh∂. Of
the remaining three, the Dyμutakara speaks ›aurasen∂, but
in two places he uses the nominative singular form in the
Mågadh∂, instead of that of ›aurasen∂. So also Samvåhaka
almost invariably speaks Mågadh∂, but in two occasions the
Apabhra√‹a ending in ëuí occurs in his speech and the
›aurasen∂ ending is occasionally to be observed in his speech;
while Måthura alone speaks mixed dialect. There is an
equally large portion of Prakrit verses in the play, about
ninetynine  Prakrit verses in a total of about three seventy
seven. This shows that the play was written when the
›aurasen∂ and the Mågadh∂ dialects were thoroughly
understood by the audience and were consequently in vogue
in plays.
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We have reasons to believe that the Prakrit languages
underwent a rapid change after the commencement of the
Christian era. We know that the Mågadh∂ in this play is not
quite the same as that is found in the grammar. The ending
in dani prescribed in it for the indeclinable in två, the
optional forms of aham, the nominative singular of nouns in
a, and the past pass. participle do not occur in the play;
while the change of the Sanskrit into and the Apabra√‹a
ending in the ëuí of the nominative singular forms, which
occur in the play, are not noticed in the grammar.
Hemacandra, a grammarian of 12th century, says that ëhaí is
changed to ëstaí as is borne out by the Girnar inscription,
and the Apabhra√sa ending in ëuí is also noticed by him;
but on the other hand, almost all the other variations from
Vararuci, which are to be seen in his grammar, do not occur
in the Mæcchaka¢ika. We must therefore suppose either that
the last two peculiarities were developments that occurred
some centuries after Vararuci, and certainly long before the
period to which the dialects of Hemacandraís  grammar
belong, or that they were provincialisms which were not
noticed by Vararuci. The ëuí is probably peculiar to the
Deccan for the old Marå¢h∂ endis with this. We are not,
however, in a position to determine the point. In any case, it
is clear that the Mæcchaka¢ika dialects belong to a period prior
to the sixth century A. D.; for Hemacandra formulated his
grammar from his knowledge of the Jaina Prakrit literature,
which was written before the sixth century or even earlier.
The peculiar language of Måthura is not at all inexplicable.
There cannot be two dialects, used in the same part of the
country, with a sharp line between them. People over  used
to speak a language composed of a varying proportion of
each of them. The very fact that Saμvåhaka, Dyμutakara and
Måthura speak mixed dialects, which do not conform to any
strict rules of Prakrit grammar, shows that ›μudraka moved
in the midst of living Prakrit languages and wrote them as
he heard them spoken.

It is rightly observed that ìvarious Prakritic dialects used
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in the piece are free from artificialities noticeable in those
of other dramatists. Their evidence is not invalidated by the
mere statement of Prof. Levi that the older Prakrit ñ
grammarians take no notice of them. Their works have no
pretensions to comprehensiveness. They treat of those words
which have regular formation and are well-known.î

S. R. Banerjee also rightly remarks:

ìIn the whole terrain of Sanskrit dramas, the major dialects
which are found used are Saurasen∂ and Mågadh∂. Even
Mahåra¶¢r∂ is not frequently found in the dramas unless it
is a verse or a song. It is only in the Mæcchaka¢ika we have
some sub dialects, such as Dhakki or Takki, Pråcyå, Avant∂,
CåƒŒål∂ ›akår∂. But unfortunately the features of these
sub dialects given by grammarians do not tally with the
texts of the Mæcchaka¢ika. Though the features of the sub
dialects are not very many to form a separate language,
they sufficiently represent some features, which
characterize them as a separate language. The question
is:  How these grammarians could collect the features of
their sub dialects? In this connection it can also be said
that how Vararuci could ignore the sub dialects of the
Mæcchaka¢ika, when he belonged to the 5th or 6th Cen. A.D.
much long after the composition of Mæcchaka¢ika we have
not yet tried to solve this problem of the features of Prakrit
as found in Sanskrit dramas before the advent of Vararuci.î

It appears from all these anomalies that a thorough study
of all these sub dialects as given by later Prakrit grammarians
should be investigated. The features of these used in the
Mæcchaka¢ika dialects is to be investigated. The use of various
types of Prakrits along with their variations as used by Sμudraka
is a unique feature. We do not know of any other Sanskrit
play exhibiting so many narietis of Prakrit as in ›μudrakaís
composition which seems intended to illustrate the precepts
of the Nå¢ya‹åstra in this regard.í The multifarious kinds of
Prakrit and the subtle speeches couched in an inimitable
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Prakrit appear to have offered different shades of meanings
and must have been understood and appreciated by the
general audience for whom the drama was intended.
›μudrakaís knowledge of wealth of the Prakrits and his skill
of using number of unfamiliar local words supposed to be of
indigenous origin are perhaps a good sign of the popularity
of ›μudrakaís drama. There must have been a common
tradition of using those among the come across people,
which was subsequently lost. We local words in the drama
such words and observations in Prakrit which express the
intended ideas forcefullgas well as attractinelly. If these words
or expressions are not read in their original perspectine
none can really relish the charms or the excellence of the
same. The usual practice of the dramay teaching of  in
colleges and universities is to avoid the Prakrit portions and
read instead their Sanskrit renderings (chåyå). To read
Prakrit passages ›μudrakaís composition in Sanskrit chåyå is
to deny oneself of the correct spirit and a real relish of the
excellence of such passages. It is a long desideratum to have
a standard edition of the text incorporating all possible
variant readings to allow the readers to choose the readings
themselves for a correct interpretation.î The love of the
editors for Prakrit is also evidently clear from the following
remark of M. R. Kale, who have prepared a good edition of
the play.

ìThe Prakrit passages, which prove a hindrance to the
reader in the class, have been printed bellow the text, as
in my other editions of Sanskrit plays, along with the text,
only the Sanskrit rendering being given above; the utility
of this contrivance has been established in actual use.î
He further remarks; ìHis (›μudrakaís) constructions are
ordinarily simple and straightforward; the ambiguity that
is sometimes met with is frequently due to defective
Prakrit renderings as they are found in MSS.î
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Prof. Ghatage enlightens us by saying that ìFairly good
from the Prakrit point of view is the edition of Mæcchaka¢ika
(by Godbole, BSS, 1886) though a more critical edition of
this all important drama for Prakrits is urgently needed.î
Similarly ìthe editions of Målatimådhava by Bhandarkar,
Mμudråråk¶asa by Telang, Ratnåval∂ by Cappeller in the second
edition of Bohtlingkís Chrestomathie where the usual chåyå
is replaced by a PrakritñSanskrit index. S. Konow has
prepared an admirable edition of the Karpurama¤jar∂ of
Råja‹ekhara.

S. R. Banerji brings to light one more problem in
connection with the Sanskrit dramas.  The names of dialects
and sub dialects given by Sanskrit dramaturgists and
rhetoricians in their respective treatises are another
problem. The problem arises because the names of the
speakers used some languages as prescribed by them are
not always found in the existing Sanskrit dramas, except a
few speaking ›aurasen∂ and Mågadh∂. It is quite obinous
that fisherman speaking Mågadh∂ is not sanctioned by any
Sanskrit dramaturgist. But later in the 14th cent. A.D. in
Simhabhμupålaís (1330) Rasårƒavasudhåkara it is said that
dh∂vara will speak in Mågadh∂ (dhivara-dμuti-nice¶u mågadh∂
ca niyujyate). Whether Simhabhμupåla was carried out by
›akuntalå or followed some other grammar is only a
speculation. But Bharata in his Nå¢ya‹åstra has not really
mentioned about dh∂vara speaking Mågadh∂. However, it is
necessary that these aspects of Prakrit dialects and sub dialects
are to be reinvestigated in the light of the documentary
evidence.

At the end let me conclude the paper with the following
valuable remark of Prof. Ghatage:

ìAs compared to the vast number of editions of Sanskrit
dramas there are very few good ones for the Prakrit
passages, even for the best known plays. It is to be hoped
that future editors would give greater attention to this
aspect of their work and make up for the deficiency which
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is so keenly felt.î
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Våcika-Performance and
the Art of Word and Sense

Gopabandhu Mishra

Stage performance begins with the verbal expressions and
physical gestures, i.e. våcika and åΔgika. They are performed
in the very beginning of a drama, i.e. RaΔgadvåra.1 Although
the speech-organ is a part of the body, the verbal expression
is counted separately apart from the physical one. This shows
the importance of the verbal expression. These åΔgika and
våcika actions along with two others, i.e. såttvika and åhårya
are performed by the actors according to the need of the
play.

Nature of the problem
Among these four performances åΔgika, såttvika and

åhårya are exclusively related with the actor, however, his
dialogues are prepared by a poet or a dramatist and their
meanings are intended to be conveyed to the audience. Now
the problem is to correlate these three: (i) the performance
of the actor, (ii) the thought of the dramatist and (iii) the
dialogues composed by the dramatist.

Art, its nature and the art of word and sense
Våcika expressions of a play are the manifestation of
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performing art. The words and senses are its constituent
parts. So, the art of word and sense plays a key role in
composing these expressions.

An art is, according to the Encyclopedia Britannica, a visual
object or experience consciously created through an
expression of skill or imagination.2 According to the
Chambers Dictionary, it is a practical skill, or its application
is guided by principles.3 It means that an art is an expression
which has to be skillfully and consciously dealt with by its
creator. While creating an art the artist must be aware of
the theories and principles that concern with the intended
art. In this way the art of word and sense has to be skillfully
oriented by its creator after maslering a deep and thorough
knowledge of the principles of the concerned area of
thought. This is why the art differs from one branch to
another. The art in Nyåya philosophy is different from that
in Vyåkaraƒa, poetry or astronomy. Even the art in an audible
(‹ravya) kåvya varies from that in a visual drama (dæ‹ya
kåvya). Therefore, a dramatist has to be well equipped with
the following two types of specialties while composing a
dialogue for a drama: (i) the philosophical or natural relation
between the word and the sense in general and the
grammatical system of the language concerned in particular,
and (ii) the basic constituent parts of a drama, i.e. vastu,
netå and rasa in general and the object behind the drama
concerned in particular.

Now it is clear that the art of word and sense is based on
their philosophical tie with each other.  The grammarians
advocate the two-fold existence of an object: (i) existence
in the external world and (ii) existence in the form of
meaning which figures in mind. The former is called primary
existence (mukhyasattå or sampratisattå) and the latter
secondary existence (upacårasattå). According to Bhartæhari
the words move in the realm of this secondary existence.4

The basis of this secondary existence is the fact that one
determines things in his mind and uses words to express
what he has determined. Oneís mind enjoys a certain amount
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of freedom in determining things. When someone utters a
sentence consisting of nouns and a verb, the things denoted
by the nouns and the verb have an existence only in the
mind of the speaker. This kind of secondary existence of
the objects in oneís mind is the basis of the use of all words.
Thus says Bhartæhari ñìNo meaning of word can go beyond
this secondary existence and this is the cause of the use of
words to express things.î5 This theory has a support of
Pata¤jaliís statement when he says that no meaning of a word
is without this secondary existence (u lÙkka inkFkksZ O;fHkpjfr).6  It
means that the perception of an object takes a shape of word
in the very mind of a viewer. So, it becomes immaterial that
whether that object has an existence in reality or not. It may
be an imaginary one or a non-existent one, but to this
upacåra-sattå all of them are perceived in the mind and take
the forms of words. Kaiya¢a goes further in saying that until
and unless an object is placed in the mind, no word can be
uttered. The meaning with image in our mind can be
connected with another idea, such as affirmation (asti),
negation (nåsti), created (jåyate) so on and so forth.7

Reflecting on the eternity of meaning he says that the sense
of a word is what appears in the mind. Whatever it is uttered,
a meaning having the form of some subject arises in the
mind. It is the proof that the relation between the word and
the sense is eternal.8 Following this theory we can say that a
language needs a thought and a thought needs a language.
Bhartæhari explains ëthoughtí and ëlanguageí from the
standpoint of communicability and says that if this eternal
identity of knowledge and the word were to disappear,
knowledge would cease to be knowledge; it is this identity
that makes identification possible.9

Three stages of an art
Observation, cognition (or perception) and expression

(or manifestation) are the three stages of an art. When a
painter desires to paint a figure having parts like that of a
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tree, he first observes it gradually in a sequence, then as the
object of a single perception and then paints or expresses it
on the cloth / canvas or on a wall in a sequence. Bhart®hari
sees the same process in the case of the word also.10 Similarly,
the art of word and sense has these three stages too. As it
has been discussed above, the observation of an object is
perceived in oneís mind and then an effort is made skillfully
to utter an appropriate word to reveal it.

Våk and Våcika-performance
A poet or a dramatist is called the independent creator

of his own world of poetry or drama.11 His creation comes
out in the form of words with their general or special
meanings. The formation or manifestation of words has to
come across the three stages discussed above. When the
cognized or perceived sense gets the form of the word, there
lies the seed of art, because here a practical skill of using
just words having a justifying sequence is essential to
communicate the perceived sense. The sage Bharata thus
advises that there should be a skilled effort (ëyatnaí derived
from the root yati prayatne with the suffix naΔ meaning a
justifying effort) for the våk or the verbal expression.

okfp ;RuLrq drZO;ks ukVÔkL;s;a ruw% Le`rk Aokfp ;RuLrq drZO;ks ukVÔkL;s;a ruw% Le`rk Aokfp ;RuLrq drZO;ks ukVÔkL;s;a ruw% Le`rk Aokfp ;RuLrq drZO;ks ukVÔkL;s;a ruw% Le`rk Aokfp ;RuLrq drZO;ks ukVÔkL;s;a ruw% Le`rk A12

Commenting on this verse, Abhinavagupta says that this
yatna is related with the both (i) the poet who exhibits his
skill while composing a dialogue, and (ii) the actor who uses
that dialogue skillfully at the time of dramatic performance.

okfp ;RuLrq drZO; bfr dfouk fuekZ.kdkys uVsu iz;ksxdkysAokfp ;RuLrq drZO; bfr dfouk fuekZ.kdkys uVsu iz;ksxdkysAokfp ;RuLrq drZO; bfr dfouk fuekZ.kdkys uVsu iz;ksxdkysAokfp ;RuLrq drZO; bfr dfouk fuekZ.kdkys uVsu iz;ksxdkysAokfp ;RuLrq drZO; bfr dfouk fuekZ.kdkys uVsu iz;ksxdkysA13

But the characteristics of these two efforts differ from
each other.
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(i) The poet
Before composing a dialogue the poet introduces the

whole scene in his mind after placing the characters properly
and serially. Then he thinks the appropriate words and their
order according to the sequence, the context, the
corresponding dialogues and the impact of these dialogues
on the desirable consequences. Here he uses both of his
skills: (i) the knowledge of dramaturgy, and (ii) the
acquaintance with the nature of the language concerned.
Explaining this skill Kuntaka says that the poets unfold the
exclusive poetic beauty by using the more subtle and artistic
words in place of other possible but less attractive one.

çFkeçfrHkkrinkFkZçfrfuf/kinkFkk ZUrjlEHkos lqdqekjrjkRiwoZleiZ.k suçFkeçfrHkkrinkFkZçfrfuf/kinkFkk ZUrjlEHkos lqdqekjrjkRiwoZleiZ.k suçFkeçfrHkkrinkFkZçfrfuf/kinkFkk ZUrjlEHkos lqdqekjrjkRiwoZleiZ.k suçFkeçfrHkkrinkFkZçfrfuf/kinkFkk ZUrjlEHkos lqdqekjrjkRiwoZleiZ.k suçFkeçfrHkkrinkFkZçfrfuf/kinkFkk ZUrjlEHkos lqdqekjrjkRiwoZleiZ.k su
dkefi dkO;PNk;keqUehy;fUr do;%Adkefi dkO;PNk;keqUehy;fUr do;%Adkefi dkO;PNk;keqUehy;fUr do;%Adkefi dkO;PNk;keqUehy;fUr do;%Adkefi dkO;PNk;keqUehy;fUr do;%A14

It can be observed in these dialogues between Anasμuyå
and ›akuntalå in Abhij¤å‹åkuntala.

vulw;kvulw;kvulw;kvulw;kvulw;k & gyk 'kdqUrys! b;aa Lo;aaojo/kw% ckylgdkjL; Ro;k
Ñruke/ks;k ouT;ksRLusfr uoekfydk] ,uka foLe`rkfl\

'kdqUryk'kdqUryk'kdqUryk'kdqUryk'kdqUryk & rnk vkRekuefi foLefj";kfeA (yrkeqisR;koyksD; p)
gyk] je.kh;s [kyq dkys ,rL; yrkiknifeFkquL; O;frdj%
lao`Ùk%A15

Here Anasμuyå addresses ëHalå ›kuntalåí before reminding
her close association with the creeper Vanajyotsnå. But while
replying her, ›akuntalå does not address her at first and
instantly replies her affinity towards that creeper. Then only
she addresses Anasμuyå ëHalåí etc. Here the poet could have
expressed it otherwise, e.g. ̂ gyk! dFkesoa onfl* etc. But showing
the close association with the nature might be chief aim of
the poet and this composition is able to reveal that. This
appropriateness of the word in order to express the proper
sense more effectively is the art. Thus, explaining the
specialty of word and sense in a kåvya, Kuntaka says that the
word, which is capable of expressing the desirable sense, is

Våcika-Performance . . . Sense: Gopabandhu Mishra
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adorable in a creative art. The poet has to choose the most
suitable word amongst all viable words.

'kCnks foof{krkFkSZdokpdks¿U;s"kq lRLofi A vU;s"kq lRLofi = vijs"kq
rn~okpds"kq cgq"kq fo|ekus"kqA16

(ii) The actor
The skill of the actor has a vital role in connection with

the Våcika-performance. He goes through the dialogues and
predicts the personality intended therein. Then he practices
the dialogues along with other åΔgika action etc.17 Here the
art of word and sense is transformed in the art of dramatic
action and these actions in an audio-visual performance are
only the causes of dramatic relish and, therefore, are called
abhinaya.

foHkko;fr ;LekPp ukukFkkZu~ fg ç;ksxr%AfoHkko;fr ;LekPp ukukFkkZu~ fg ç;ksxr%AfoHkko;fr ;LekPp ukukFkkZu~ fg ç;ksxr%AfoHkko;fr ;LekPp ukukFkkZu~ fg ç;ksxr%AfoHkko;fr ;LekPp ukukFkkZu~ fg ç;ksxr%A
'kk[kkÄ~xksikÄ~xla;qDrLrLeknfHku;% Le`r% AA'kk[kkÄ~xksikÄ~xla;qDrLrLeknfHku;% Le`r% AA'kk[kkÄ~xksikÄ~xla;qDrLrLeknfHku;% Le`r% AA'kk[kkÄ~xksikÄ~xla;qDrLrLeknfHku;% Le`r% AA'kk[kkÄ~xksikÄ~xla;qDrLrLeknfHku;% Le`r% AA18

Åcårya Bharata reveals that the våk is the body of all ‹åstras,
the cause of all and there is nothing beyond this våk.19

Abhinavagupta also admits that the våk is revealed in the
form of Universe according to Bhartæhari and in case of
dramaturgy this theory ought to be accepted here.

okxso fo'ok Hkqoukuhfr Jqrs% 'kCnfoorZukfn:iRoa p çlkf/kraokxso fo'ok Hkqoukuhfr Jqrs% 'kCnfoorZukfn:iRoa p çlkf/kraokxso fo'ok Hkqoukuhfr Jqrs% 'kCnfoorZukfn:iRoa p çlkf/kraokxso fo'ok Hkqoukuhfr Jqrs% 'kCnfoorZukfn:iRoa p çlkf/kraokxso fo'ok Hkqoukuhfr Jqrs% 'kCnfoorZukfn:iRoa p çlkf/kra
r=kHkon~fHkHkZr`Zgfj& çHk`frfHkfjfr rfngkuqlj.kh;e~r=kHkon~fHkHkZr`Zgfj& çHk`frfHkfjfr rfngkuqlj.kh;e~r=kHkon~fHkHkZr`Zgfj& çHk`frfHkfjfr rfngkuqlj.kh;e~r=kHkon~fHkHkZr`Zgfj& çHk`frfHkfjfr rfngkuqlj.kh;e~r=kHkon~fHkHkZr`Zgfj& çHk`frfHkfjfr rfngkuqlj.kh;e~A20

Here the solution of the problem cited in the beginning
of the discussion may be as follows. The thought of the poet
takes place in him according to his experiences, education
and deep observations of different objects and aspects. This
thought takes the shape of words according to the secondary
existence (upacårasattå), which has been discussed above.
Now the poet composes the dialogues, descriptions and
dramatic instructions by using his high intellect and practice
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of composing prose and poetry after discarding the
inappropriate words. This sort of composing is the art of
word and sense. These cause of the art have been called
‹akti, nipuƒatå and abhyåsa by åcårya Mamma¢a.21

Now the actor with the help of the director and others
makes a skilled effort to express these dialogues in such a
manner by which the intention and conceptual view of the
poet is conveyed to the audience perfectly. By virtue of the
collective force of these three acts of the art of word and
sense, i.e. observation, cognition and expression, the
audience gets the opportunity to relish the dramatic
performance.
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The Narrative Technique in Kμu¢iyå¢¢am

P.C. Muraleemadhavan

Kμu¢iyå¢¢am is the earlier known form of enacting Sanskrit
drama in Kerala. It is different from other forms of dramatic
representation known to have existed elsewhere. Kerala has
produced several Art forms, which can claim a very high
antiquity. They are SaΔghakka¸i, Kμuttu, Kæ¶ƒanå¢¢a√,
Mu¢iye¢¢u, Tira, Thu¸¸al, etc. The most ancient and
important among them are SaΔghakka¸i and Kμuttu. The
Kμuttu has three modes of representation, namely Prabandha
Kμuttu, NaΔgyår-Kμuttu and Kμu¢iyå¢¢am. Kula‹ekhara Varman,
an ancient king of Kerala (eleventh Century AD), himself a
renowned dramatist and the author of the dramas
Tapat∂samvaraƒa and Subhadrådhana¤jaya, has in his plays
as well, is credited with the reformation of the Kerala stage
by introducing several innovations which are generally
observed in Kμu¢iyå¢¢am performances. He was assisted by his
friend Tolan in his endeanour, by composing manuals on
stagecraft generally styled Å¢¢aprakåras and Kramad∂pikas for
staging Sanskrit dramas.

The Nå¢ya‹åstra of Bharata in the fourth Century BC

suggests a flourishing theatre scenario of his time. Bharataís
disciples Kohala and Dattila and others kept up this tradition.

Eminent play-writes like Bhåsa, Kålidåsa and ›r∂har¶a
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visualized the stage and composed drama accordingly. The
period from 4th B.C. to 6th A.D. was the golden age of Sanskrit
Theatre. This was followed by a period of stagnation. It shows
the signs of steady decline of this great tradition.

But the golden age of North India had an impact in Kerala.
In the South, The Mattavilåsa-prahasana was the first
dramatic work written in Sanskrit (seventh AD). The
Å‹caryacμuŒåmaƒi is believed to be the first play composed in
the Kerala region. ›aΔkara (eighth AD) N∂lakan¢ha Kaviís
Kalyåƒasaugandhika comes next in order. King Kula‹ekhara
composed two Sanskrit plays, Subhadrådhana¤jayaí and
Tapat∂samvaraƒa.í He was not merely a play-write but
possessed an uncanny stage sense. Hence, along with the
text of the play (granthapå¢ha), he also composed the texts
for performance (raΔgapå¢ha) entitled VyaΔgyavyåkhyå. His
innovative ideas of presentation on the stage gave birth to a
new technique called ëNirvahaƒaí by which the past story of
the hero and other characters are narrated to the audience.
In the theatre he introduced circular movements for a
refined and scientific enjoyment of the most accomplished
audience.  Later on all the plays even Bhåsaís plays were
presented in the newly evolved style of Kula‹ekhara. The
Cåkkyars from Kerala took most of the plays composed by
Kerala authors to perent them in the new style. Thus acting
became more dance-oriented. Slowly it is known as
Kμu¢iyå¢¢am. Most of the developments took place
immediately after Kula‹ehkara, eleventh century AD but it is
to be noted that the concept of Kula‹ehkara about the
theater was a secular one but it gradually changed to the
monopoly of higher castes only.

In twelfth and thirteenth century, Malayalam entered the
realm of theater. It was the Nampiar, the Sμutradhåra, when
first used Malayalam as the medium to convey the plot while
introducing the play to the audience. This was known as
ëNampiar Tamil.í But due to the advent of vidμu¶aka (jester)
he took the role of Nampiar and description began to deviate
from those in the texts.
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In the Å¢¢aprakåram (acting manuals) the sole enactment
of vidμu¶aka become prominent. Descriptions evolving out
of sub-plots and parodies replaced the original text. Vidμu¶aka
created a meta-theatre of narrative in nature in the place of
Sanskrit one. Portrayal of objects and ideas of day-to-day life
made this Sanskrit theatre, a contemporary one.

Though it began in the name of ëNirvahaƒaí to introduce
the story of the play, the Chåkkyar modified it to the extent
that it has no relation with the main body of the play mostly
it will be contrary too. But on an independent stage the
Word (Våk) of vidμu¶aka come to be known as ëKμuttuí. The
old campμus and newly composed prabandhas have become
the basis of this narrative presentation. Thus Cåkkyar Kμuttu
and Prabadha Kμuttu become an independent art from
Sanskrit theatre. It has originated from Sanskrit theatre and
continues to be part of it, and at the same time it is presented
as an independent art form. The actresses (NaΔΔyår) also
lost their significance throughout drama, since it is enacted
in several days. Then they developed another independent
art form called ëNaΔΔyår Kμuttuí which is also in the form of
ëNirvahaƒaí of the character Kalpalatikå, the maid of
Subhadrå in the play of Subhadrådhana¤jaya.í Slowly new
areas have been traced out by NaΔΔyår, from several Sanskrit
dramas, for presenting their acting skills. While Prabandha
Kμuttu is narrative in nature the NaΔΔyå Kμuttu is known for
its enactment. By fourteenth century, Sanskrit theatre had
to be located in temple institution. The Kμuthambalams of
Kerala were constructed around fifteenth-sixteenth
Centaury AD and the religious elements were introduced in
Sanskrit plays only when the staging of these plays started at
Kμuthambalams.

The Staging of Sanskrit dramas in temple not something
peculiar to Kerala. ›åradåtanaya in his Bhåvaprakå‹ana
mentions his experience witnessing the dramas enacted in
front of goddess ›åradå. There were nineteen temple
theatres in Kerala with different lak¶aƒas.

The narrative techniques in staging, started with king

The Narrative Technique in Kμu¢iyå¢¢am: P.C. Muraleemadhavan
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Kula‹ekhara. As stated before, Kula‹ekhara wrote several
å¢¢aprakåras. (Kramad∂pikås)  by which he can narrate past
story of character in the form of ëNirvahaƒa.í Letter Chåkyar
developed three different modes of presenting ëNirvahaƒaí
called Anukrama, Sam¶kepa and Nirvahaƒa.

In Kerala the Sanskrit dramas were never enacted in full.
Only a single act is being enacted, the performance of which
extends form 5-18 days or even 21 days. In mantråmka it comes
to 41 days. Every act of the drama selected and adapted for
conveying the story up the beginning of the act.

The vidμu¶aka should recite maƒipravå¸a verses in answer
to the Sanskæit speech of the hero. The stanzas are called
prati‹lokas humorous and appropriate to the occasion. In the
Svapnavåsavadatta the king in separation remembers how
Våsavadattå attended his classes in V∂ƒåvådana thus:

cgq'kks¿I;qins'ks"kq ;;k ekeh{kek.k;kAcgq'kks¿I;qins'ks"kq ;;k ekeh{kek.k;kAcgq'kks¿I;qins'ks"kq ;;k ekeh{kek.k;kAcgq'kks¿I;qins'ks"kq ;;k ekeh{kek.k;kAcgq'kks¿I;qins'ks"kq ;;k ekeh{kek.k;kA
gLrsu lzLrdks.ksu Ñrekdk'kHkkf"kre~AAgLrsu lzLrdks.ksu Ñrekdk'kHkkf"kre~AAgLrsu lzLrdks.ksu Ñrekdk'kHkkf"kre~AAgLrsu lzLrdks.ksu Ñrekdk'kHkkf"kre~AAgLrsu lzLrdks.ksu Ñrekdk'kHkkf"kre~AA

Chakyar presents a beautiful parody thus:

cgq'kksI;qfeps#Eisy~ ;;k eka uksDdek.k;kAcgq'kksI;qfeps#Eisy~ ;;k eka uksDdek.k;kAcgq'kksI;qfeps#Eisy~ ;;k eka uksDdek.k;kAcgq'kksI;qfeps#Eisy~ ;;k eka uksDdek.k;kAcgq'kksI;qfeps#Eisy~ ;;k eka uksDdek.k;kA
gLrsu lzLr'kwis Z.k Ñrekdk'kpsfjre~AAgLrsu lzLr'kwis Z.k Ñrekdk'kpsfjre~AAgLrsu lzLr'kwis Z.k Ñrekdk'kpsfjre~AAgLrsu lzLr'kwis Z.k Ñrekdk'kpsfjre~AAgLrsu lzLr'kwis Z.k Ñrekdk'kpsfjre~AA

Thus vidμu¶aka must translate and interpret with gestures
the speeches of the impotent characters to be on the stage.

The expansion of the function of vidμu¶aka and his
description of the puru¶årthas etc., are to include the narrative
aspects in theatre. The four puru¶årthas according to the
vidμu¶aka are vinodam, va¤canam, a‹anam and råjasevå.
It is stated in a verse thus :

ØhMkokjo/kwtuSoZjxq.kSLrs"kka rrks o×puaØhMkokjo/kwtuSoZjxq.kSLrs"kka rrks o×puaØhMkokjo/kwtuSoZjxq.kSLrs"kka rrks o×puaØhMkokjo/kwtuSoZjxq.kSLrs"kka rrks o×puaØhMkokjo/kwtuSoZjxq.kSLrs"kka rrks o×pua
;=k Dokfi lesR; Hkkstufof/k³pkd.BekeU=k.ksA;=k Dokfi lesR; Hkkstufof/k³pkd.BekeU=k.ksA;=k Dokfi lesR; Hkkstufof/k³pkd.BekeU=k.ksA;=k Dokfi lesR; Hkkstufof/k³pkd.BekeU=k.ksA;=k Dokfi lesR; Hkkstufof/k³pkd.BekeU=k.ksA
Hkw;% Jhcd’kkfyuka Ñrf/k;ka jkKka p lalsouaHkw;% Jhcd’kkfyuka Ñrf/k;ka jkKka p lalsouaHkw;% Jhcd’kkfyuka Ñrf/k;ka jkKka p lalsouaHkw;% Jhcd’kkfyuka Ñrf/k;ka jkKka p lalsouaHkw;% Jhcd’kkfyuka Ñrf/k;ka jkKka p lalsoua
pRokjhfr fonw"kdL; prqjS#ÙkQkfu ÑR;kfu fgAApRokjhfr fonw"kdL; prqjS#ÙkQkfu ÑR;kfu fgAApRokjhfr fonw"kdL; prqjS#ÙkQkfu ÑR;kfu fgAApRokjhfr fonw"kdL; prqjS#ÙkQkfu ÑR;kfu fgAApRokjhfr fonw"kdL; prqjS#ÙkQkfu ÑR;kfu fgAA
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These are discussed under the pretext of describing the
past story of vidμu¶aka, these four puru¶årthas are discussed in
the form of Nirvahaƒa. This story is being narrated by Cåkkyar
for educating The society and to bring it to a righteous path.
Several stories are narrated in these contexts. For the
description, vidμu¶aka uses Sanskrit ‹lokas and hundreds of
maƒipravå¸am verses taken from various texts befitting to be
narrated in the context. At the time of narration, the
vidμu¶aka redicules royal persons and even the kings.

In a kμu¢iyå¢¢am performance, the first day is known as
ëkμuthupurappå¢u.í Nampiar sounds Mi¸åvu and NaΔgyar
cymbals. She also sings certain verses known as akkitta.
Nampiar then retunes to The greenroom and brings some
holy water, which he sprinkles on the stage, reciting
benedictory verse, specially composed by Cåkkyar for the
performance. This is known as AraΔΔutalikkuka. Then the
sμutradhåra enters and perform the dance as the beginning
of action. The second day is the Nirvahaƒa. The character
mentioned by the sμutradhåra enters, NaΔΔyår recites a verse
called Ålåma‹loka to announce his entrance.

The cåkkyar acts the portion of the particular act, which
is being staged. Thus the early life of the hero prior to the
incidents actually staged is covered. If the portion selected
happens to be the sixth or seventh act of a play, the Nirvahaƒa
has to include the story of earlier acts. Thus aulience
(såmåjika) will get a complete picture of the story being
presented.

ëAnukramaí and ëSamk¶epaí are the two devices used by
the Cåkkyar for this. The description of incidents in the form
of question backward, one by one, is called Anukrama.
Samk¶epa is describing the story from the beginning up to
the incidents of the particular act in a forward direction.
After the entrance of the character NaΔΔyår again sings
certain stanzas called purappåd ‹lokas to the accompaniment
of which, dance known as Ta¢¢u, is performed by the
Cåkkyar. Such verses are of narrative nature describing the
earlier life of the character. The sense of the Ålåma‹lokas
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recited by NaΔΔyar is narrated in verses by the character.
He also enacts the sense of the verses sung by the NaΔΔyår
too. The story may begin on the third day if vidμu¶aka is not
in the selected portion for staging Kμu¢iyå¢¢am.

The vidμu¶aka is there to translate the passages spoken by
the character appearing on the scene along with him. In
such acts where vidμu¶aka is absent, the Nampair who appears
as sμutradhåra gives a summary of the story enacted. The
narrative aspect of this portion is very brief compared to the
presentation of the vidμu¶aka in the form of ëAnukramaí,
ëSa≈k¶epaí and ëNirvahaƒaí. The portion presented by
Nampiar is in Malayalam, full of Sanskrit words. Such texts
are referred to as ëNampiar Tamilí of MårddaΔgika Tamil.
The Nampiar Tamil is an alternative to Vidμu¶akaís nirvahaƒa.
The narrative aspect of the story is fulfilled by ëNampiar
Tamil.í If the particular act selected for Kμu¢iyå¢¢am happens
to have a Vidμu¶aka, the beginning of the story is postponed
during these days with humorous action and narrative
devices of the story. There is a common verse for Vidμu¶aka
to start his performance, in all the plays. It is thus:

czãk ;su dqykyofÁ;ferks czãk.MHkk.Mksnjsczãk ;su dqykyofÁ;ferks czãk.MHkk.Mksnjsczãk ;su dqykyofÁ;ferks czãk.MHkk.Mksnjsczãk ;su dqykyofÁ;ferks czãk.MHkk.Mksnjsczãk ;su dqykyofÁ;ferks czãk.MHkk.Mksnjs
fo".kq;sZu n'kkorkjxgus f{kIrks egklËVsAfo".kq;sZu n'kkorkjxgus f{kIrks egklËVsAfo".kq;sZu n'kkorkjxgus f{kIrks egklËVsAfo".kq;sZu n'kkorkjxgus f{kIrks egklËVsAfo".kq;sZu n'kkorkjxgus f{kIrks egklËVsA
#nzks ;su dikyikf.kiqVds fHk{kkVua dkfjr%#nzks ;su dikyikf.kiqVds fHk{kkVua dkfjr%#nzks ;su dikyikf.kiqVds fHk{kkVua dkfjr%#nzks ;su dikyikf.kiqVds fHk{kkVua dkfjr%#nzks ;su dikyikf.kiqVds fHk{kkVua dkfjr%
lw;ksZ HkzkE;fr fuR;eso xxus rLeS ue% deZ.ksAA (HkrZ`gfj%)lw;ksZ HkzkE;fr fuR;eso xxus rLeS ue% deZ.ksAA (HkrZ`gfj%)lw;ksZ HkzkE;fr fuR;eso xxus rLeS ue% deZ.ksAA (HkrZ`gfj%)lw;ksZ HkzkE;fr fuR;eso xxus rLeS ue% deZ.ksAA (HkrZ`gfj%)lw;ksZ HkzkE;fr fuR;eso xxus rLeS ue% deZ.ksAA (HkrZ`gfj%)

Explaining the sense and inner sense of the verse: Cåkkyar
drags the attention of the audience to various stories, mostly
humorous, for narrating the vices and virtues of the people,
good and bad in the society. Through several humorous
narratives, Chåkkyar will finally establish the value of Satya,
Dharma, etc. which leads to the final goal of human life.
The first item of his narration is called ëVivådu T∂rkukaí
putting an end to the dispute between two factions,
Mekkåntala and Kizhkkåmtala whose quarrel for the
administrative authority of a village temple is brought.
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Several quarrels in the world, including that of ›iva and
Pårvat∂ are narrated for exposing the harm done by callous
individuals in general for personal benefits.
The verse:

vkeU=k.ka czkã.kkuka gh /keZ%vkeU=k.ka czkã.kkuka gh /keZ%vkeU=k.ka czkã.kkuka gh /keZ%vkeU=k.ka czkã.kkuka gh /keZ%vkeU=k.ka czkã.kkuka gh /keZ%
lsok jkKkeFkZewya ujk.kke~Alsok jkKkeFkZewya ujk.kke~Alsok jkKkeFkZewya ujk.kke~Alsok jkKkeFkZewya ujk.kke~Alsok jkKkeFkZewya ujk.kke~A

os';kL=kh"kq çkfIrjsok=k dkeksos';kL=kh"kq çkfIrjsok=k dkeksos';kL=kh"kq çkfIrjsok=k dkeksos';kL=kh"kq çkfIrjsok=k dkeksos';kL=kh"kq çkfIrjsok=k dkeks
Hkw;Lrklka o×pua eks{kgsrq%AAHkw;Lrklka o×pua eks{kgsrq%AAHkw;Lrklka o×pua eks{kgsrq%AAHkw;Lrklka o×pua eks{kgsrq%AAHkw;Lrklka o×pua eks{kgsrq%AA

Uttered by Vidμu¶aka in the beging denotes the decline
of Brahmanic culture. In this way, by criticizing himself, he
criticizes vehemently, the entire Brahmin folk in particular
and human society in general for the deterioration of virtues.
Due to the influence of Buddhist philosophy, we can come
across several Vidμu¶akas criticizing vehemently the
Brahmanism and vice-versa. We can see both these in the
Bhagavadajjuka. Before embarking on a detailed description
of ëA‹anam,í the story of a breakfast offered by Kubera to
Gaƒapati is narrated with an invocation to the deity. In
ëVinodamí both men and women indulging in lustful deeds
are vehemently attacked, narrating illustrative anecdotes and
making pointed personal references and allusions. The
purpose is to dissuade people from unsavory acts prompted
by carnal desires. Va¤canam again intended to highlight the
vices of the society. The narrations are to persuade one, to
turn oneís mind away, from the attractions of the world.

At the end the Vidμu¶aka finds all other kings of his time
as unworthy, and turns to the virtuous one, who is the hero
of the play, befitting to the context. Vidμu¶aka voices the
grievances of the subjects too. Even the crowned and
anointed chief is not spared. Thus once the Vidμu¶aka is
introduced, in the play, he performs his ëNirvahaƒaí by
narrating his story up to the particular act. He also recalls
the dialogues of every character spoken in his presence and
explains them in vernacular. While narrating the story, he

The Narrative Technique in Kμu¢iyå¢¢am: P.C. Muraleemadhavan



244 Nå¢ya‹åstra and the Indian Dramatic Tradition

resorts to a kind of Prakrit-Malayalam diatect. The Vidμu¶aka
alone uses Malayalam, the local language. This marks a new
development in representing Sanskrit drama, since it
renders the play enjoyable, even to those who do not
understand Sanskrit. After ëNirvahaƒaí the Kμu¢iyå¢¢am starts
on the next day. The Chåkyar and NaΔΔyar enact together;
hence it is called Kμu¢iyå¢¢am. It is also explained as ëKμu¢iya-
å¢¢am means superior type of å¢¢am.í Enactment of
Kμu¢iyå¢¢am may exceed to three more days.

It ends with ëMu¢iyakkittaí some sort of ëBharata våkyaí
sung by NaΔΔyar composed by Cåkyar, followed by Milåvu
and other instruments. The Chakyar dances according to
the tune. More than 20 rågas are used in Kμu¢iyå¢¢am, most
of them are not directly connected with the rågas of Music.
Even though pa¤cavådya is mentioned in Kμu¢iyå¢¢am, there
are six instruments used, such as Milåvu, Edakka, Kompu
Kuzhal Thålam and ›aΔkhu. In Karivallμur temple in Malabar,
Timila is also used.

The three Råmåyaƒa plays formed a trilogy in Karala. They
are Å‹caryacμudåmaƒi, Pratimånå¢aka and Abhi¶ekanå¢aka. All
together there are 21 acts. Since the Character Vidμu¶aka in
not available in these dramas the description of puru¶årthas
has no place in it. As is said, a complete Sanskrit drama is
never enacted in a Kμu¢iyå¢¢am Theater. One or two acts are
being staged.

According to the tradition of the Cåkyars, the number of
acts in which they can train themselves is seventy-two, out of
24 Sanskrit plays. These include all the thirteen plays
attributed to Bhåsa. In other words these plays owe much to
the lively stage tradition of Kerala in presenting them to the
posterity.
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Performance Traditions in the
Nå¢yaprad∂pa

Radhavallabh Tripathi

Nå¢yaprad∂pa (NP) is a text on dramaturgy written in six-
teenth century by Sundaramisra. The ms. (no. 41618) in
Sampurnand Sanskrit University library has 52 folios in the
size of 9.2x4.2 written in Devanagari. Each page has 8 lines,
and each line has around 30 syllables. It was copied in 1872
VS (1815 AD).

The in Saraswati Bhawan Library of Sampurnanand San-
skrit University belonged to one Pi‹unaharå Dayånåtha
Någara Vyåsa who purchased it at the cost of one rupee from
PremanåråyaƒativåŒ∂ on the seventh day of black fortnight
in the month of Å¶åŒha in VS 1972 (1915). It seems that
the copyist scribed his own propitiatory verse on the back of
title page, and note obviously in a different handwriting,
was afterwards added by the owner of the Ms. below it.2

NP was composed in 1613 AD. Sundarami‹ra had erlier
written a play, Abhiråmamaƒi in 15993. This play is no more
extant. Dr. V. Raghavan in his ìSome Lost Rama Playsî does
not refer to this lost Råma-play.

Sundara has composed this text to simplify and present
the principles of dramaturgy in a nutshell, so that those who
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are not adept in the theory and practice of Sanskrit Drama
can grasp the basic tenets of the ›åstra4. The unique quality
of this text lies in its comprehensive nature, it covers all the
topics of Dramaturgy and provides a better understanding
of structure of Sanskrit drama than the latter texts like
Da‹arμupaka, Såhityadarpaƒa etc.

NP deals with the following topics-PμrvaraΔga, Nånd∂,
Praståvanå or Åmukha, five Sandhis and their sixty four con-
stituents, five Avasthås five Arthaprakætis, Patåkåsthånakas,
Nå¢yålaΔkåras, 21 Anusandhis, LåsyåΔgas and ten major types
of drama (Da‹arμupaka) and three minor typesñNå¢ikå,
Sa¢¢aka and Trμo¢aka. The Uniqueness of this text lies in ex-
position of 36 Lak¶aƒas, which the later authors have gener-
ally omitted. Sundarami‹ra adheres to the Anu¶¢up tradi-
tion of Nå¢ya‹åstra for definition of the 36 Lak¶aƒas, He
frankly criticizes such stalwarts like Dhanika and offers novel
interpretations on many subjects.

Besides Bharata, Sundarami‹ra also cites Måtægupta,
Dhanika, Abhinavagupta and Vi‹vanåtha (Såhityadarpaƒa)
and disagrees with such a great commentator like
Råghavabha¢¢a on identification of Patåkå and Prakar∂ in
Abhij¤åna‹åkuntala.

For definitions he mostly depends on Bharata and
Dhan¤jaya but his Nå¢yaprad∂pa is a unique text offering
practical criticism of about a dozen Sanskrit plays on the
basis of various categories and theories of Nå¢ya‹åstra. It si-
multaneously analyses the structure of some major Sanskrit
plays like Mudråråk¶asa, ›åkuntala, Vikramμorva‹∂ya
Målavikågnimitra, Vμeƒ∂sa√håra and Ratnåval∂. Many other
plays like Svapnavåsavadattå, Målat∂mådhava, Kundamålå,
Udåttaråghava Ratnåval∂ and PåƒŒavånanda are also taken
up for reference and confirmation of definitions and theo-
ries. Of these, the last three are not available. NP is thus the
richest storehouse of references to several Sanskrit plays
amongst the texts on Sanskrit dramaturgy produced after
12th century AD.  It not only brings out the erudition of
Sundaramiøra, but also establishes the fact that the study
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and performances of these plays were in vogue during
seventieenth century AD.

Sundarami‹ra has however held the focus on to his own
play A bhir¡ mama̧ i, and NP can be said to be the only source
for the reconstruction of this play, which has otherwise been
lost.
NP on the performance of Nånd∂.

In the extensive discussion on Nånd∂, Sundara also speci-
fies the articles that should be used on the stage during the
performance of Nånd∂. These areñDμurvå or auspicious grass,
Kala‹a flowers and Chatra5, but adds that this is not compul-
sory just as hinting the theme of the play through Nåd∂ is
also not compulsory, because neither Bharatamuni prescribes
it nor it is an invariable practice on theatre.

He determines kåvyårthasμucana (hints on the theme of
the play to be performed) as  Pråyika (not compulsory) but
holds that the performance will become much more spec-
tacular if kåvyårthasμucana is also made a part of Nånd∂-pre-
sentation.6

Nånd∂ may be comprised of eight, ten, twelve or sixteen
padas. There is very interesting discussion of the connota-
tion of the word pada in the adjectives A¶¢apadå,
Dvåda‹apadå etc.  Besides Bharata and Dhana¤jaya,
Sundarami‹ra here quotes Måtægupta also.7

Various interpretations are offered with regards to pada
in Nånd∂, viz. :

(i) a pada denotes a word to be used in the sentence
(ii) pada is a quarter of a verse
(iii) pada is half of a verse

Sundara makes a brilliant analysis of Nånd∂ by profusely
quoting the Nå¢ya‹åstra of Bharata and also by citing views of
savants like Måtægupta and Dhanika. He justifies °Sa¢padå
Nånd∂ in Vμeƒ∂sa√håra and cites the Nånd∂s of
Målavikågnimitra and Ratnåval∂ also. 8

Performance Traditions in the Nå¢yaprad∂pa: Radhavallabh Tripathi



248 Nå¢ya‹åstra and the Indian Dramatic Tradition

Who performs Nånd∂?
Sundara upholds the theory of two Sμutradhåras establish-

ing the second Sμutradhåra as Sthåpaka, but also allows the
possibility that the use of the term Sμutradhåra for Sthåpaka
may be indicative.9 He also holds that besides the recitation
of Nånd∂, the Sthåpaka may recite one or two madhara
‹lμokas. He also allows the alternative that only one actor can
function both as Sμutradhåra and Sthåpaka and he may re-
cite both Nånd∂ and Madhura‹lμoka. The Madhura‹lμokas may
either be combined with or be separated from the Nånd∂.10

If the alternative of Nånd∂ combined with the
Madhura‹lμokas is taken for granted, then the question would
arise - why the existing scripts of many of the Sanskrit plays
have a Nånd∂ verse in the beginning apart from the
Madhura‹lμoka? Sundarami‹ra provides a suitable answer
here. He says that the abrupt beginning with the directive
ënåndyantμe tata¨ pravi‹ati sμutradhåra¨ would be inauspi-
cious,11 therefore a verse is prefixed with it.

Sundarami‹ra also holds that references to lotus or moon
in Nånd∂ verses enhances their charm and cites the Nånd∂
of his own play Nånd∂ for example.12

The Sthåpaka should also perform the Prarμocanå, which
is attracting the audience towards the theme of the play
through beautiful descriptions of seasons like spring etc.
Here also Sundarami‹sra cites the example of his own play.13

Sundara justifies the elimination of items like Pratyåhåra,
Avataraƒa, Årambha, Utthåpana etc. from the performance
of PμurvaraΔga on the basis of the use of the word Nitya in
the definition of Nånd∂ in Nå¢ya‹åstra. His analysis of Åmukha
or Praståvanå is equally important.

A master of theories of dramaturgy, Sundara offers novel
interpretations or his own views on performance traditions
and various dramatic concepts.
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The Nætta Karaƒa of the Nå¢ya‹åstra

Jayashree Rajagopalan

ìIndian contribution to world history of dance is unique. . .
a profound admiration for all the perennial flow of artistry
this country enjoyed leaves one in a dumb-founded rapture
with a sense of passionate devotion. The essence of the
contribution seems to be a victory over all that oppresses, a
change of body into spirit and an elevation of the creature
into creator ñ thus merging the finite with the Infinite. The
solid physical base for all these abstract concepts is the
technical virtuosity of the ancient Indian dance, a reflection
of which is seen in Bharataís Nå¢ya‹åstra a work ascribed to a
period when some parts of our Earth still slept in the cradle
of civilization. The gross physical technique of Indian Dance
was vitalized by the concept of Karaƒas. The Karaƒas were
the units of dance on which the foundation as well as the
pinnacle was made up.î1

Dr. Padma Subrahmanyam

Lord ›iva, the originator of the art of the dance, with
karaƒas and aΔgahåras spoke thus, after seeing the nå¢ya
presented by Bharataís disciples:
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vgks ukV~;fena lE;d~ Ro;k l`"Va egkersAvgks ukV~;fena lE;d~ Ro;k l`"Va egkersAvgks ukV~;fena lE;d~ Ro;k l`"Va egkersAvgks ukV~;fena lE;d~ Ro;k l`"Va egkersAvgks ukV~;fena lE;d~ Ro;k l`"Va egkersA
;'kL;a p 'kqHkkFk± p iq.;a cqf¼foo/kZue~AA;'kL;a p 'kqHkkFk± p iq.;a cqf¼foo/kZue~AA;'kL;a p 'kqHkkFk± p iq.;a cqf¼foo/kZue~AA;'kL;a p 'kqHkkFk± p iq.;a cqf¼foo/kZue~AA;'kL;a p 'kqHkkFk± p iq.;a cqf¼foo/kZue~AA
e;k¿ihna Le`ra u`R;a lU/;kdkys"kq u`R;rkAe;k¿ihna Le`ra u`R;a lU/;kdkys"kq u`R;rkAe;k¿ihna Le`ra u`R;a lU/;kdkys"kq u`R;rkAe;k¿ihna Le`ra u`R;a lU/;kdkys"kq u`R;rkAe;k¿ihna Le`ra u`R;a lU/;kdkys"kq u`R;rkA
ukukdj.kla;qÙkQ Sj axgkjS£oHkwf"kre~AAukukdj.kla;qÙkQ Sj axgkjS£oHkwf"kre~AAukukdj.kla;qÙkQ Sj axgkjS£oHkwf"kre~AAukukdj.kla;qÙkQ Sj axgkjS£oHkwf"kre~AAukukdj.kla;qÙkQ Sj axgkjS£oHkwf"kre~AA

He praises and congratulates Bharata and the actors for
their presentation that brings fame, merit and virtneg
Moreover he is reminded of his own sandhyå nætay adorned
with aΔgahåras made up of karaƒas. He advises Bharata and
his artistes to use them in the pμurvaraΔga the preliminaries
of the play. The ‹uddha pμurvaraΔga would thus be made into
citra pμurvaraΔga. ›iva directed his disciple TaƒŒu, to teach
these karaƒas and aΔgahåras to Bharata, hence giving the
name of TåƒŒavam for the art of dance. Seeing ›iva dance,
Pårvat∂ joined him, thus showing how the uddhata and
sukumåra prayoga of the karaƒas is possible. Seeing this, the
bhμutagaƒas started dancing, creating the piƒŒibandhas, This
is the mythological origin of the karaƒas described in the
beginning of the fourth chapter. Before understanding the
karaƒas, it would do well to have a brief introduction to
Nå¢ya‹åstra.

The onehundredand eight nætta karaƒas are described,
defined and enumerated in the tåƒŒava lak¶aƒa, in the
fourth chapter of Nå¢ya‹åstra of Bharatamuni, which is the
earliest extant treatise on the art of dramaturgy. Laying down
the laws of aesthetics, this work has influenced the allied
arts of painting, sculpture and poetics. It was prescribed for
Jambudv∂pa, which, according to research, covers the entire
land mass of Eurasia. This Sanskrit magnum opus, running
to 36 chapters, covers a gamut of topics relevant for the
creation of nå¢ya. Its influence can be clearly perceived in
the Greek theatre the Japanese and Chinese performing
arts, and even in far eastern countries of Indonesia, Bali,
Java and Thailand.

The Nå¢ya‹åstra is definitely the codification of a tradition
in practice well before its time, as Bharata himself mentions
the Na¢a-sμutras which already existed, taking the antiquity
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of dance history even further.
It is believed that this knowledge of the Nå¢ya

(dramaturgy) was revealed to Bharamuni by Lord Brahmå
himself, who, at the behest of Lord Indra, created the Nå¢ya
Veda by culling recitation (padya) from Rik-Veda, music
(gåna) from Såma-Veda, histrionics (abhinaya) from the
Yajur-Veda and sentiments (rasa) from the Atharva-Veda.2

Bharata systematically codified this knowledge (vid-) to
create a science of the art of theatre, calling it the Nå¢ya‹åstra.

The 36 chapters of this ‹åstra can be realized as the answers
to the five questions asked by his Ræsi disciples. The questions
put forth are

1. How did this Nå¢ya-Veda come into existence ?
´ukV~; osna dFka czãu~ mRié%\

2. For whom was it meant ?
´dL; ok Ñrs\

3. What are its limbsódR;ax%\
4. What are its means or sources ?

´fde~ izek.k'p\
5. How is it reduced to practice ?

&iz;ksx'pkL; dhn`'k%\

The answers spread with cross ñ reference over the 36
chapters can be analysed thus.

1. Brahmå created the Nå¢ya-Veda from the four Vedas
in the beginning of the Tretå-yuga, as an audio-visual
source of entertainment to raise the moral standards
of the people.

2. It was meant for the poet and the actor.
3. Its limbs are rasa, bhåva, abhinaya, dharm∂, vætti, pravætti,

siddhi, svara, åtodyam, gånam and raΔga.
4. There are three pramåƒa or sourcesñVeda, Loka (the

perceivable world) and ådhyåtmika (personal
experience).

The Nætta Karaƒa of the Nå¢ya‹åstra:  Jayashree Rajagopalan
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5. The nå¢ya is put into practice by varied kind of
productions elucidated. But these have to be learnt
properly under the guidance of a guru.

There is enough evidence through a number of sculptures
and literature to prove that this art of Nå¢ya‹åstra was well
understood and practiced in Bhårata var¶a till the 12th
Century AD in the North and the 14th Century AD, in South.
There is also literary evidence that the path shown by Bharata
was referred to, as ëmårgaí and the regional practices were
known as ëde‹i.í It is evident that the de‹is having their roots
in the Nå¢ya‹åstra, and developed and interpreted the
concepts of Nå¢ya‹åstra following the regional preferences,
i.e. ëparvættií. Thus we had the de‹i form of Odissi, Bharata-
nå¢yam, Kathak etc., donce co-existing with their mårga
technique, just as Sanskrit Language coexisted with the other
Prakrits and regional dialects. In course of time, due to
political and sociological reasons, the technique of the
Nå¢ya‹åstra went into oblivion.

We do owe to the Westerners the discovery of the
manuscripts of the Natya‹åstra. But the Indians took no time
to identify their roots, and soon there was a resurgence of
literary activity. Manuscripts from all regions of the country
were collected, even if in fragments, they were preserved,
deciphered, studied in depth, annotated with cross
reference, and finally the four volumes of Nå¢ya‹åstra with
the Abhinavabhårat∂, the commentary of Nå¢ya‹åstra by
Abhinavaguptåcårya were brought out.

In the study of the karaƒas in particular, the
Abhinavabhårat∂ is of great help as it is very difficult to
visualize the movement through the sutra of the Nå¢ya‹åstra.
For instance, the Nå¢ya‹åstra explains the ëkaraƒaí as
ëhastapådasamayoga¨ nættasya karaƒam bhavet.3  This would
simply mean, the combination of the hand movement creates
the karaƒas.í It is Abhinavaguptåcårya who clearly explains
that ëhastaí here refers to the actions pertaining to the upper
part of the body and ëpådaí refers to movement of the lower
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limbs of the body. Hasta implies ‹åkhå, aΔga and upåΔga
and påda endnotes the sides, waist, thighs, shank and feet.

gLrk siyf{krL; iwo Zdk;o£r'kk[kk axk sik axk s fn% ink siyf{krL; pgLrk siyf{krL; iwo Zdk;o£r'kk[kk axk sik axk s fn% ink siyf{krL; pgLrk siyf{krL; iwo Zdk;o£r'kk[kk axk sik axk s fn% ink siyf{krL; pgLrk siyf{krL; iwo Zdk;o£r'kk[kk axk sik axk s fn% ink siyf{krL; pgLrk siyf{krL; iwo Zdk;o£r'kk[kk axk sik axk s fn% ink siyf{krL; p
vijdk;xrik'oZ& dV~;q:tM~a?kkpj.kkns%vijdk;xrik'oZ& dV~;q:tM~a?kkpj.kkns%vijdk;xrik'oZ& dV~;q:tM~a?kkpj.kkns%vijdk;xrik'oZ& dV~;q:tM~a?kkpj.kkns%vijdk;xrik'oZ& dV~;q:tM~a?kkpj.kkns%4

Etymologically, the word ëkaraƒaí is derived from the root
ëkæ-í meaning a doer, maker, causer, doing, making, causing,
producing, helping, promoting, the act of doing and the doer.
The word ëkaraí also has the above meaning.5  The word karaƒa
also suggests the idea of being an instrument, an element, a
part of something and in dance it is a unit of action.

Karaƒa should be understood as a unit of dance movement
made up of three major constituents i.e. a sthåna or a static
posture, cåri or a dynamic movement of the leg, and nætta hastas
or hand movements which are vibrant and mobile as the entire
hand moves and are particularly used for nætta karaƒas. There
are 108 karaƒas mentioned in the IVth chapter of the Nå¢ya‹åstra.
These are referred to as nætta karaƒas because they belong to
the realm of dance. There are four hasta karaƒas mentioned
in the IXth chapter which are rotating movements of the wrists
serving as vyåyåma or exercise as well as recaka or subtle
embellishment. In the Xth Chapter there is a mention of a
karaƒa made up to two cåris. Thus in dance we have the nætta
karaƒa, hasta karaƒa and karaƒa pertaining to cåris. The word
karaƒa, is used in the åthodya chapters with reference to playing
of the instruments.

The nætta karaƒas incorporate in them the concept of sthiti
(a fixed position) and gati (motion) according to
Abhinavagupta. Karaƒa includes avasthåna and gati.6  The
sthåna is the specific posture of body which define certain
lines for the body. There are six puru¶a sthånas (male
postures) described in the Xth Chapter and three str∂ sthånas
(female postures) in the XIIth chapter, Abhinavagupta
explains that the gati of the karaƒa is in its cåri only7 . But we
can explain that while in motion or in stationary, the body
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has to maintain a certain posture, which is a sthåna. So the
sthåna gets galvanized into motion through the cåri,
maintaining the same posture.

The term cåri has its root in the word ëcar-íwhich means
to move go, walk, roam about, pervade, go along, follow, stir
to spread, and to continue performing8 . Bharata defined
cåri as the simultaneous movements of the thigh, shank and
feet. The thigh follows the way in which the feet are moved;
these two together cause the cåri of the feet9 . Therefore,
the cåri is movement which engages the correlated
movements of the feet, shanks, thighs and waist at a time10 .
32 cåris have been defined by Bharata in the Xth Chapter.
There are 16 bhμu-cåris where both the feet are constantly in
contact with the ground and 16 åkå‹a cåris in which one leg
is constantly lifted in the air. These cåris have to be mastered
in order to give the vibrant dynamism to the karaƒas, from
the subtlest to the acrobatic.

The sthånas and cåris are the outcome of a logical
combination of the movement of the aΔgas and upåΔgas.
The åΔgikåbhinaya or physical expression is three fold namely
‹åkhå, aΔkura and nætta. Såkhå literally means branch, and
all movements come under this. AΔkura, means, primarly
sprout, lrit in this context it means, hand gestures used to
elaborate a concept, supplementing the idea just
represented. For instance, Lakμ¶m∂, who is depicted with
kapitta hasta at the shoulder level is further shown as
emerging from the sea, shown as consort of Visnu, then that
becomes Ankura. The Third element nætta represents dance
involving aΔgas (major limbs) and upåΔgas (minor limbs)
evolving into karaƒas and aΔgahåras.

Bharata analyses the body into six aΔgas (SaŒaΔgas) or
major limbs ñ head (‹ira), hand (hasta), chest (uras) sides
(pår‹va) waist (ka¢i) and feet (påda). There are six upåΔgas
of the face (mukha-upåΔgas), eye (netra), eyebrow (bhrμu),
nostril (nåså), lower lip (adhara) cheeks (kapola) and chin
(chibuka). Apart from these, there are other upåΔgas of the
body (‹ar∂ra-upåΔgas) referred to as pratyaΔgas in later texts.
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These are neck, shoulder, belly, thigh, knee, shank, ankle,
heel, sole and toes. There are ‹lokas of enumeration, which
help learning and have to be exercised to reach a level of
co-ordinated precision when employed in the karaƒas.

Abhinavagupta defines a karaƒa as ëkriyå karaƒamí11 .
Action is karaƒa, that is through the graceful throw of the
limbs ëgåtråƒåm vilåsak¶epasya.í12 He says that there should
be no inhibition in throwing the limbs. There should be a
free flow of body movements maintaining the sau¶thava or
the erect back. But all these movements should be well
connected and embellished through the recakas. Bharata
says the subtle beauty of the recakas of the feet (påda) waist
(ka¢i) hand (hasta) and neck (gr∂vå), can make the most
difficult movements look easy and light.

Abhinavagupta says combining the gati and sthithi can give
rise to innumerable karaƒas but Bharata has codified those
which are relevant for creating the aΔgåharas.13

The nætta karaƒas have a logical development, the first
few are based, more on bh μu-cåris and graceful hip
movements, after that more åkå‹acåris are used, then
combination of two karaƒas creating nætta måtækås become
particular karaƒas (like vik¶iptam = vihdhutμodbhrånta +
daƒŒapåda), and the last few become extremely acrobatic.

Though they are termed nætta karaƒas, they can be used
to convey emotions, and concepts through våkyårthåbhinaya.
Karaƒas like a¤cita for adbhuta and unmattam for haughty
pride are already mentioned.

The karaƒa by itself is too small a structure to form a dance
sequence. Hence combinations of these called aΔgahåras are
prescribed in the IVth chapter. There are 32 aΔgahåras, which
create an astonishing variety of movements. The combination
of karaƒas is named differently, and two karaƒas make a nætta
måtækå, three makes a kalpa, four a ¶aƒŒaka, five saΔgha¢aka,
and six, seven and eight make aΔgahåras. Nætta måtækås and
aΔgahåras are used in piƒŒ∂bandhas or group formations.

According to Dr. Padma Subrahmanyam, who has truly
given a meaningful place for karaƒas in our dance today, by
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reconstructing and reviving these nætta karaƒas with a co-
related study of the karaƒa sculpture of our temple, the
word ëKaraƒaí could well be defined as coming from
anukaraƒa. Many of the karaƒas are imitation of movements
of animals, birds, creepers. As nå¢ya itself is anukaraƒa of
the loka, the karaƒa, which is an essential element of Nå¢ya,
could well have derived its name thus.

Today, if I am able to write with understanding, on a
technical topic of the Nå¢ya‹åstra which some years back was
still a puzzle to scholars, and find that these words, these
pages are inadequate, it is only guru Dr. Padma
Subramanyam has Nå¢ya‹åstra and her word shown how
World Dance can be identified against the backdrop of the
Nå¢ya‹åstra, and karaƒas in particular.

As I offer my salutations to my Guru who has made me realize
the divinity of this art, I will conclude with this ‹loka from the
tåƒŒava lak¶aƒam of Nå¢ya‹åstra which says the one who practices
the art given to us by Mahe‹vara will attain ›ivaloka.

egs'ojL; pfjra ; bna lEç;kst;sr~egs'ojL; pfjra ; bna lEç;kst;sr~egs'ojL; pfjra ; bna lEç;kst;sr~egs'ojL; pfjra ; bna lEç;kst;sr~egs'ojL; pfjra ; bna lEç;kst;sr~
loZikifo'kq¼kRek f'koyksda l xPNfrAA326AAloZikifo'kq¼kRek f'koyksda l xPNfrAA326AAloZikifo'kq¼kRek f'koyksda l xPNfrAA326AAloZikifo'kq¼kRek f'koyksda l xPNfrAA326AAloZikifo'kq¼kRek f'koyksda l xPNfrAA326AA
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Orissan Texts on Dramaturgy and
the Performance of Plays at
›r∂ Jagannåtha Temple, Puri

Prafulla K. Mishra

It is quite curious to mark the natural stage with amphi-
theatre like gallery surrounded by caves at KhaƒŒagiri in
Bhubaneswara. This gives an impression of a rock-cut natu-
ral stage with all green rooms and the place for the musi-
cians. Råƒ∂gumphå and the other beehive caves meant for
Jaina sådhus and other attendants, guards and mendicants.
An amphitheatre like place was probably used for religious
discourses and performances of plays and devotional musi-
cal concerts. King Khåravela restored music and dance that
were banned by the Buddhists during the conquest of
Ashoka. The Håthigumphå (elephant cave) inscription of
Khåravela at the same place testifies this event. There is a
carving of hunting which is similar to the events of Du¶yanta
hunting after a deer.  But this carving might be a picture of
the Mahåbhårata or of any local event of pre Christian era.
Well, the enactment of plays was not ruled out as the king,
queen and monks were residing together in the vånaprastha
life. It is needless to say how plays are religious at the outset.
In this context it is quite natural to expect a manual on dra-
maturgy. But to the utter surprise of the scholars no such
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text is available until the dramaturgy portion of the
Såhityadarpaƒa, during early fourteenth century. After the
Såhityadarpaƒa a good number of texts are written for dance
and music. They are as follows :

1. Såhityadarpaƒa Vi‹vanåtha
2. Såhityabhμu¶aƒa Raghunåtha Dåsa
3. Abhinayadarpaƒaprakå‹a Jadunåtha simha Mahå-

påtra
4. G∂taprakå‹a Kæ¶ƒadåsa BaŒajenå
5. Tålasarvasva Raghun™tha Ratha
6. Nå¢yamanoramå -do-
7. SaΔg∂takalpalatå Haladhara Mishra
8. MædaΔgavådya -do-
9. SaΔg takaumud∂ -do-

10. Sag∂tadåmodara -do-
11. SaΔg∂ta nåråyaƒa Jagannåtha Nåråyaƒa

Deva
12. Abhinayacandrikå Mahe‹vara Mahåpåtra.
13. Unknown Harinåyaka

The time of these works (except såhityadarpaƒa) is after
seventeenth century. The text on dramaturgy and musicol-
ogy belongs to a later period. Dramatic theories are com-
monly discussed in the above mentioned texts. Besides there
is mention of their own opinion even though the impact of
Nå¢ya‹åstra, Da‹arμupaka and Såhityadarpaƒa is distinct. The
distinction is quite significant for the most popular classical
dance and music of Orissa known as Odissi dance. The ele-
ments of dramaturgy are therefore discussed at the outset1 .
The basic elements of Odissi dance emerge with their own
way of distinction in cauka posture symbolizing Lord
Jagannåtha. Jagannåtha is the centre of dance, drama, mu-
sic and all other arts. The art form of poetry of G∂tagovinda
of Jayadeva is being sung every day in the opening and clos-
ing ceremony of Lord Jagannåtha everyday. The melodrama
of Rådha and Kæ¶ƒa and the popularity have encouraged
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other poets to write for the entertainment of Lord
Jagannåtha. The Nå¢ya‹åstra holds how the plays should be
performed at the instance of festivals of the local deity like
the dhvaja utsava of Indra (I.55) Even the Oriya form of
›r∂madbhågavata was composed in front of Gaƒe‹a under a
banyan tree in the in the Jagannåtha temple premises. Puri
being the most sacred place in the South-eastern sea-coast
was centre of attraction for all the åcåryas and devout Hin-
dus. Hindus deem this place as one among the four dhåmas.
So they aspire to come to this place at least once in lifetime.
Naturally devout writers and poets used to flock together to
offer their work to Lord Jagannåtha on different festive oc-
casions. Besides, it was a pleasure to make a premier show of
their play in different occasions of the temple festivals.
›r∂har¶a couldnít resist his temptation of describing the
mahåjye¶¢h∂ bath festival of Sri Jagannåtha (Nai¶adh∂ya XV.89).
Similarly Kæ¶ƒmi‹ra in Prabodhacandrodaya refers to the beau-
tiful seashore of Puri.

It is another curious thing to mark a missing link in Orissan
history. There is no text on kåma ‹åstra, ‹∂lpa ‹åstra and nå¢ya
‹åstra contemporary to the building of the famous Sun
temple at Koƒårka. But the cluster of temples and the im-
ages holding or playing with musical instruments and the
dancing postures, the amorous postures and different nå¢a
maƒŒapas create puzzles in the mind of a connoisseur. How
come these performing arts were reflected without any text?
Was there any living tradition or oral tradition thereof? The
legends of Koƒårka temple speak of the extant of texts by
which Dharmapada was educated.2 In addition to this there
was an oral tradition handed down from generation to gen-
eration. The village artisans were no less than immortal sculp-
tor, musical maestros, dancers, actors and other artists of
sixty-four branches. It might so happen that the heavy flood,
fire and white ants have eaten away the texts in palm-leaf
form. On the other hand the temples become mute teach-
ers for art, craft, painting, music, dance, war-craft, kåma‹åstra,
yoga‹åstra and other social learning. ›ilpaprakå‹ana is a text
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edited and reconstructed by Alice Burner and Sadasiva Ratha
and R. P. Das. No original manuscript is available so for.

There are a number of plays composed and enacted in
temple premises. In the places of festival like Jagannåtha-
ballava-ma¢ha, Dolavedi, Narendra pu¶kariƒ∂, GuƒŒapa,
maƒŒicå, SnånamaƒŒapa etc., plays were enacted. The fes-
tivals were dayana-cori, dola-yåtrå (holi), candana yåtrå, ratha-
yåtrå and snånayåtrå respectively. An attempt is made to ap-
preciate such a patronization for performing art and other
information.

Plays on different themes:

1. Anargharåghavañnå¢akaóMurari Mishrañ11c. AD

(Nåndyante) sμutradhårañalam ativistareƒa/ bho bho¨
lavanodavelañvanåli-tamålataruñmaƒŒalasya tribhuvana-
mauli-maƒŒana-mahån∂lamaƒe¨ kamalå-kuca-kala‹a-
kasturikå-patråΔkurasya bhagavata¨ puru¶ottamasya
yåtråyåm upasthån∂yå¨ sabhåsada¨/

Here mahån∂lamaƒi happens to be the epithet of
puru¶ottama Jagannåtha. The place is near the seashore
and is testified by Mahiar inscription.3

In another manuscript it is said as follows :
bho bho ! ›r∂puru¶ottama-k¶etra-sambandhini bhagavati
Jagannåthasya yåtrå-mahotsave guƒŒicådrau upasthån∂yå¨ 
upasthitå¨ sabhåsada¨/
samudre majjanan nμunam uŒresu purusottamam/
dæ¶¢vå tavåntike bhμuya¨ puro  gacchaty ayam ‹i‹u¨//

2. Veƒ∂sa√håra-nå¢akaóBha¢¢anåråyaƒa
3. Para‹uråma-vijaya-nå¢akaóKapilendradeva- 1435-1466

(nåndyante) sμutradhårañalam ativistareƒa/. . . tribhuvanodita
apratima-pratåpa-pramudita-varalak¶m∂-svayamvareƒa
råjådhiråja-navako¢i-karƒå¢ådhipati-gajapati-gaŒe‹ara-
pratåpav∂ra-Kapilendradeva-mahåråjena/ n∂lakanda-
ranåthasya mahotsava sabhåsada¨/ matñkåvyåbhinayenådya
vinodaya kus∂lavå¨//

4. Bhaktivaibhava-nå¢akamóKavi-ŒiƒŒmaj∂vadevåcårya
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sμutradhåra;
dolåmahotsavakæte puru¶ottamasya
kolåhalai¨  pikagirå√ dhvanayan digantam /
lokåkalad-vahala- ku√kuma-dhμuli-siktå¨
celå¤cala-dvijavarairñmadhurujjih∂te //

5. Utsåhavat∂ Rμupakam Hall∂sa AD 1497-1535
asmin vasantasamaye puru¶ottamasya
pråsådapår‹va-maƒimaƒŒapa-maƒŒal∂¶u/
ete haranti hædayåni mahåjanånåm
nånåvidhair abhinayai  rasikåvan∂ndrå¨ //
This play was enacted in spring festival of Jagannåtha
at dolavedi.

6. Piyu¶alahar∂ go¶¢h∂óJayadeva ñII ( son of Jivadeva)
Sμutradhåra :
aho bhagavata¨ janas∂tamayμukhasya n∂låcala-mauli-
maƒŒana-maƒe¨ garuŒadhvajasya pråsåde prasådamilita¨
såmåjikå¨ /

7. Samæddha-mådhava-nå¢akaókavibhμu¶aƒa Govinda
Såmantaråy, the Court poet of V∂raki‹oradeva. 1778
AD

Sμutradhåra : årya pa‹ya pa‹ya n∂låcala√auli-lilåcala-
jaladhara-maƒŒalåmbarasya pralaya-samayåparåkμupå-
råntalåntarantaritapaya  manasåyåm kalpava¢añvi¢api-
ki‹alaya-nilayavilåsanañlålasa-matta-madhusμudanasya
›r∂madhusμudanasya jivåtukætatvåcñcaraƒañråjivam
åjanana≈ bhaktajanånå≈ hædayam  årådhayåma¨/

8. Jagannåtha-ballava-nå¢akaóRayaråmånanda, fifteenth
cent.

9. Chandrakalå nå¢ikåóVisvanåtha, fourteenth cent.
10. DånakhaƒŒa nå¢ikåóGopålabha¢¢a, sixteenth cent.
11. Maƒimålå nå¢ikåóÅnad∂ Mishra, 1746
12. Rasago¶¢h∂ rμupaka go¶¢h∂óÅnad∂ Mishra, 1746
13. Bha¤jamahodaya nå¢akaóNarasimha Mishra, 1650-

1660 AD.
This nå¢ikå was composed by Narasimha Mishra and
was staged in Puri in front of Gajapati Balabhadra Deva
a king of Khurdha kingdom, in the presence of ›iva

Orissan Texts on Dramaturgy and . . . : Prafulla K. Mishra
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Nåråyaƒa Bha¤ja, the ruler of the Kendujhara state as
evident from the praståvanå,
nåndyante sμutradhåra   : asti tatra dak¶iƒa-påråvatat∂re
sakalapåpak¶ayadak¶a-k¶mådharamaƒŒala-maƒŒana. . .
›r∂puru¶ottamåbhidha≈ pμuƒyak¶etram /

14. Caitanyacandrodaya nå¢akaóKavikarƒapμura Paramånanda-
dåsa This play was enacted in Jagannåtha temple in the
presence of Gajapati king Pratåparμudra on the occasion
of car festival.

15. Pårijåta-haraƒa-nå¢akaóGopaladasa,  fifteenth cent
16. Abhinava veƒisamhåra nå¢akaóMarkaΔdeya Mishra,

fifteenth cent.
17. ›r∂puru¶ottamaónå¢aka, Madhavi Dasi (woman

devout)sixteenth cent.
18. GuƒŒicå mahotsava
19. Bha¤jamahodayanå¢aka, Historical dramaóKavi

Nilakantha Mishra edited by Banambara Acharya, and
published in 1946.

Plays on the Råmåyaƒa theme:
1. Råma-Vinåyaka-vyåyoga is written by Væhaspati PaƒŒita,

the court poet of Gajapati Purusottama Deva (1467-
1497 A.D.). The theme of the vyåyoga is based on
uttarakåƒŒa or Råmåyaƒa on the basis of ›ambuka
vætånta. In this vyåyoga Oriya language is used. This
play was enacted in the temple premises of Puri.

2. ›r∂-Råmacandra-Nandodaya-vyåyoga, composed by
Nåråyaƒa Nanda, the court poet of Gajapati
Purusottama Deva. Uttararåmacarita influences the
plot, where Candraketu moves with horse. But the
author Nanda uses ›atrughna in place of Candraketu.

3. Råmåbhi¶eka, Ullapya type of play composed by Råma
Dåsa the court poet of Gajapati Pratåparμudra Deva.

4. Tri‹iro-vadha-vyåyoga is composed by Cintåmaƒi Mi‹ra,
the court poet of Cakre‹a or Cakrapratåpa, the son of
Gobinda Vidyådhara in between 1549-1557 AD.The
theme of this vyåyoga is on the basis of ÅraƒyakåƒŒa.

5. ›r∂-Råmakau‹ikåΔka 
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Sμutradhåra: ›r∂n∂lasundaramah∂dhar åvasthitasya
padåbjapμujako daya da‹åtmajena væhaspatiñpaƒŒitena
viracitåbhinavavyåyogena råma-vinayåkhyena pari¶adasñ
to¶ayitavya¨. . . .

Plays based on the Mahåbhårata

1. Abhinava Prtij¤å Vyåyoga: Puru¶ottama Dåsa, the court
poet of Kapilendra Deva 1435-67 A.D, composed
Abhinava pratij¤å. The theme is based on drona parva,
the story of cakravyμuha.

2. Abhinava Veƒ∂sa≈håra: Gajapati Puru¶ottama Deva
himself composes aΔka type of play.

3. Candråvat∂-haraƒa, Gop∂nåtha Ratha the court poet of
Gajapati Kapilendra Deva and his successor Gajapati
›r∂ Puru¶ottama Deva had composed the play.

4. ›r∂kæ¶ƒa-bhakta-våtsalya-carita, Gajapati Råmacandra
Deva-1 otherwise known as Abhinava Indradyumna had
composed the one act play in 1574-1575 A.D.
Sμutradhåra: kamalanirvi‹e¶a-caraƒakamalasya kamalamukha-
kamalatulamådhvika-lubdha madhuvrata-sya n∂lañ‹ailañ
‹iromaƒe  ̈bhagavata  ›r∂-purusottamasya kenåpi kåraƒenaívasara-
rasaprayukta-hædayasya såmpratam-abhinavañindradyumne
gajapate  ›r∂-råma-caraƒañkamalårolamba-råmacandradeva-ko¢i-
janmårjita-sukætañprabhåvavati kæpå-vasata¨ pratåtadårumaya-
madhuramμurte  puƒŒrikåk¶asya guƒŒicå-mahotsavoíyam
tadanantara-sa≈stha≈ bhagavantam anådimadhyåntam
anantam ålokya janma saphalayåmi.
atra kila guƒŒicå-mahotsave  nånådig-de‹a-gata nånårya-
vidagdha-mi‹rån kena prabandhåhinayenårådhayåmi,
(vicintya) tatas tenaiva n∂pati-tilakena ‹r∂råmacandra-
devena kæta≈ ›r∂ Kæ¶ƒa-bhakta-våtsalya≈ carita≈
abhinetavyam/
This play was enacted in GuƒŒicåmahotsava, the car
festival of Jagannåtha
Ambar∂¶adurvåsåΔka, Våƒ∂nåtha Pattanaik the court
poet of Gajapati ›r∂ Mukunda Deva (1560-1568 AD)has

Orissan Texts on Dramaturgy and . . . : Prafulla K. Mishra
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composed this aΔka type of one act play.
5. ›r∂kæ¶ƒavijaya and Bhagavatåyana, the Vai¶ƒava poet

Råma Dåsa the court poet of Gajapati Pråtaparudra
Deva has composed these two one act plays in between
1497 and 1540 AD.

Prafulia K. Mishra
›r∂kæ¶ƒavijaya:
måri¶a . . . . ådi¶¢osmi bhagavatå n∂lådrinåthena
bhaktamukhena guƒŒicå-mahotsavena etat samåyojitavyam
kimapyuparμu pakam abhinetavyam . . .
Bhagavatåyanam : in the praståvanå of Bhagavatåyanam
the same author indicates;
bhagavat-puƒŒarika-nayanasya dolamahotsave padåravinde

prak∂rƒa-pa¢¢avasa-pμu¤jañpi¤jarita maulinå bhakta-
samμuhena.

6. ›yamantaka-haraƒa, Våsudeva Ratha the court poet  of
Gajapati Ramacandra Deva-1 has composed this one act
play.
Sμutradhåra: are nartaka akhilajanamanollåsakæta- ›r∂jagan-
nåyakasya vivåhayåtrå dar‹anotsuka bhμupasamμuha ete
evåbhivartate nμutanañprabandhåbhineya ånadayaty aha /

7. PracaƒŒa-vækodara, Kaviratna Puru¶ottama Mishra, the
court poet of B∂rake‹ar∂ Deva king of Khurda (eighteenth
century) has composed the play.

8. Madhuråniruddha-nå¢akam, Cayani Candrasekhara18th C.
9. Pramudita-Govinda Nå¢akam, Kaviratna Purohita Sadasiva

Udgata (Ms. vo1, p. 7)
The citations and references of the above plays enacted
in the temple premises and around are quite self-
explanatory. Yet, some of the interesting features need
to be discussed.
Though the theme of the above plays are from  the
Råmåyaƒa, Mahåbhårata and other devotional and
regional tradition, yet Lord Jagannåtha becomes the
centre of depiction. All of them praise the holy shrine
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and the holy place.
Secondly, Jagannåtha in not found to be addressed in
any of the invocatory stanzas in any inscription. But the
poets are devoted enough to pray him and that tendency
is noticed onuard fortheenty century. The benedictory
stanzas normally addressed to lord ›iva is replaced by the
benediction of Lord Jagannåtha. All play-rights express
their gratitude to lord Jagannåtha in different words. Sri
Jagannåtha is referred as tribhuvana mauli, puru¶ottama-
kamala, n∂lakandaranåtha, puru¶ottama, n∂låcala-
maulimaƒŒanamaƒi, k¶mådharañmaƒŒala-maƒŒana,
N∂lasundara-mauli etc.in various plays like dola utsava,
guƒŒicå utsava, vasanta utsava, varalak¶m∂ svayamvara,
vivåha yåtrå etc. Dola yåtrå and vasanta utsava etc. were
used to take place on the maƒŒapa inside the temple
premises in those days.
The singing of Jayadevaís Gitagovinda everyday also
encouraged poets to sought royal patronage where
Gajapati Pratåparudra Deva, Kapilendra Deva,
Råmacandra Deva were present.
Study of more than one manuscript of the same plays
would reflect more interesting facts. The place of festival
was all over Puri in different places. The car festival is
popularly known as guƒŒicå yåtrå which is locally called
even today. Many Oriya poets mention this as guƒŒicå yåtrå.
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30

The Critical Edition of the Prabhåvat∂-
Pradyumna-Nå¢aka: An Overview

Sweta Prajapati

While preparing a paper on the play Prabhåvat∂-pariƒaya of
Harihara Upadhyaya, also known as Harihara  Jha, I developed
an interest to investigate the unpublished Sanskrit plays
composed on the same theme with a view to edit them if
they deserve edition and publication. Fortunately, in course
of my investigation of the manuscript sources preserved at
the Oriental Institute of Baroda, I found out a play entitled
Prabhåvat∂-pradyumna-nå¢aka, one manuscript of which is
available in our institute in good condition. It is a mythological
play of appreciable merit. Its author is Råmakæ¶ƒasμuri, a little
known literary figure of 17th century. After checking the
New Catalogues Catalogurom and other relevant sources, I was
confirmed that the play has not attracted the attention of
any competent scholar and has still remained unpublished
though two manuscripts of this play are available. One is
deposited in the Oriental Institute, Baroda and the other is
in the Raghuvir Sanskrit Library, Jammu.  The details of these
MSS are as follows:
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Ms.  Name Ms.B (Baroda) Ms.J (Jammu)

Acc. No. 12975 645
Material Paper Paper
Folios 46 33
Granthas 730 1450
Size 25.5  9 27.5 10
Age Samvat 1644 Saka 1650

The colophon of the Ms. B reads: laor~ 1644 le;s iQkYxq.kofn
5 cq/ks iqLrd fy"kh okjk.klhuxj JhvdcjlkfgjkT;s egkjktkf/kjkt
JhjkepUænsokRet;qojktJheku~ohjHkænsoK;kA

It is interesting to say that the manuscript of the
Oriental Institute bears the stamp of Mahåråjådhiråja-
‹r∂råmacandradevåtmaja. The stamp contains both
Persian and Devanågar∂ scripts. The colophon of this
Ms reads that this was copied at Varanasi in the territory
of the king Akbar by the command of the Prince
V∂rabhadra, the son of the king Råmacandra.

The colophon of the Ms. J reads:

bfr JhoS".kokxzx.;HkxorhnklksÙksftrjkeÑ".klwfjlwfprs izHkkorhç|qEuukfEuukVds
i×peks¿Ë%A vFk gkykårs dkys [kck.kjlHkwfers flrkf³ouf}rh;k;ka
Ñ".kkuanks¿fy[kRlq/kh%AA 'kqHkeLrq AAJh%AA

Manuscript Observation
The Mss. have their own peculiarities. Between the two

Mss. of this play, the Jammu Ms. is more authentic than that
of the Baroda one.  Baroda Ms. has many spelling mistakes
and is full of; corrections and additions in the margin Moreover
it has repetitions and omission of lines in some places. While
comparing the variants it is observed that the Jammu Ms.
contains better and authentic variants though there are a few
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exception in such a situation both the manuscripls are
complementary to each other.  However, overall estimation is
that the Jammu Ms. is couridered better than the Baroda one.
As far as better readings are concerned, the Baroda Ms. is written
in Jain Devanågar∂ style. The scribeís name and the place of its
copying are not found. But, in the colophon it is mentioned
that this Ms. was copied at the order of Bhadradeva, the son of
king Råmacandra who ruled over Gujarat during the reign of
Mughal King Akbar. The king Ramacandra was a Jain and this
may be the reason that this Ms. is written in Jain style.  The
Jammu Ms. gives the numbers at the end of every verse with
red ink and every name of the speaker of dialogues are
darkened with red ink. Hence it becomes easy to differentiate
the dialogues.  The technical elements like the praståvanå,
vi¶kambhaka and prave‹akas are also marked separately with
red ink. This effort of the intelligent and sincere scribe helps
in easily reading and understanding   the text.   These features
are not found in the Baroda Ms.

Author
Unlike most of the Sanskrit writers, Ramakrishna has given

some pertinent information about his personal life and of
ancestors. The Sμutradhåra in the Praståvanå speaks the names
of his father and forefathers. His father was Gopålåcårya who
was a learned and expert in disciplines of knowledge. He
himself was a profound scholar, amd has thoronghly studied
the Såhitya‹åstra as it is evident from his writing. He had
sound knowledge of metrics and Puråƒas etc. and was a
devotee of Nåråyaƒa or Vi¶ƒu and Lak¶m∂.

Details of the Play
From the title of the play it is understood that it is a

mythological one and based on the Prabhåvat∂-Pradyumna
episode on which many kåvyas like Prabhåvat∂-pariƒaya by
Harihara, Pradyumnacarita-Mahåkåvya by Mahåsenåcårya,
Pradyumnåbhyudaya, etc are found to be composed. The
theme is derived from the Hariva√‹a (Adhyåya 91-97).

The Critical Edition of the Prabhåvat∂ . . . : Sweta Prajapati



272 Nå¢ya‹åstra and the Indian Dramatic Tradition

However, the theme is found also in the Vi¶ƒupuråƒa and
the Nepala-måhåtmya. However, the play of Ramakrishna has
its own merits. Though written on very well known plot, the
playwright has displayed his creative talent while presenting
the theme in an appealing manner.

There are five acts as we find in the traditional
compositions. The play begins with two benedictory verses
followed by a very long praståvanå. The verses, which speak
out the poetic brilliance of the author, are in the form of
Prahelikå written in praise of Goddess Lak¶m∂1 in
›årdulavikr∂Œta and ›ikhariƒ∂ meters having the ala√kåra
Pra‹na. The verses also speak of the authorís sense of
humour.

Though the nature elements are given less scope for
description in the present play, some of the verses related
to rain are worth noting.2 The dramatist successfully
describes Prabhåvat∂ís beauty,3 passion of hero and heroine
in the second and third act by applying various beautiful
alaμkåras like D∂paka.4 Some verses remind us the well known
verses of Kålidåsa and Bhavabhμuti.5,6 The poet-dramatist has
nicely depicted the love in separation.7

It is known that the author was a talented poet well versed
in different ›åstras. He has given vent to his poetic caliber
by composing verses both in Sanskrit and Prakrit. Even in
the first act there are thirty-nine verses, and in second, thirty
four. The dialogues are mostly short; the language is easy
and clear.

The author has made use of the different motifs like the
BhramaravadhaprasaΔga as we find in the Abhij¤åna‹åkuntalam.
One of the interesting features of this play is that it contains a
garbhanå¢aka by name Rambhåbhisaraƒa. In the third act,
patralekhana, the technique of message sending is given rending
of messages.

Summary of the Play
Act I

In the first act after benedictory verse to goddess Lak¶m∂
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there occurs a very long praståvanå, in which through the
dialogue between sμutradhåra and na¢∂ we are informed about
dramatist Råmakæ¶ƒasμuriís personal account, his scholarship
and staging of this drama in Varanasi before the intelligent
audience. The act starts with dialogues between Indra and
Hans∂, a divine lady. They discuss about the plan to kill the
demon Vajranåbha by way of establishing the relation of
Pradyumna with Prabhåvat∂, the daughter of Vajranåbha.
They want to take the help of Bhadra. Indra goes to meet
Lord Kæ¶ƒa to discuss the plan.

Act II
In the Prave‹aka through we are informed the dialogues

of Pradyumna and his friends about the dream of Pradyumna
that he saw one beautiful lady. Then enters Prabhåvat∂ís
friends Madhuvåƒ∂ and Sarvaj¤å thinking for the removal
of her pitiable condition occurred due to pangs of love. The
month of Vasanta is adding to her pain. Sarvaj¤å narrates
the story of divine birth of Pradyumna and his qualities. Hans∂
has been sent to Dvårikå to inform Pradyumna about
Prabhåvat∂ís love and to bring Bhadrana¢a. Then in the
Vi¶kambhaka, the dialogues between Taralikå and Prabhåvat∂
informus that Hans∂ has been sent to Dvårikå to bring
Bhadrana¢a. Taralikå narrates Bhadraís talent, then all of
them go to Dhavalagæha to wait for Hans∂ís arrival from
Dvårikå with some good news. Now, Hans∂ is in the Dvårikå,
where she sees the same pitiable condition of Pradyumna.
Hans∂ hands over the love-letter of Prabhåvat∂ to Pradyumna
and explains about the condition of Prabhåvat∂. She also
explains her plan how Pradyumna will enter the Vajrapura
with Bhadrana¢a, the friend of Pradyumna.  She also informs
him about the divine birth of Prabhåvat∂. Hans∂ departs to
meet Prabhåvat∂ and Pradyumna departs to take the
permission of his father for further action.

The Critical Edition of the Prabhåvat∂ . . . : Sweta Prajapati
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Act III
In the Vi¶kambhaka, we are taken to Vajrapura, where

the demons are talking with Vajranåbha about Bhadranataís
dramatic talent. Vajranåbha then proceeds towards the
theatre with his minister ›uddhasena to watch the drama
Rambhåbhisaraƒa to be performed by Bhadra and other
actors. Then Sarvaj¤å, Madhuvåƒ∂ and Taralikå enter.  They
all proceed towards dhavalagæha to see Prabhåvat∂ who was
about to jump from the height to end her life, but she was
saved by Taralikå and Sarvaj¤å.  Sarvaj¤å hands over the letter
of Pradyumna to her.  Taralikå also informed her about the
drama performed by the group of actors invited by her father
Vajranåbha. Being highly pleased by their talent the king
Vajranåbha honored them with lots of wealth and now they
enjoy the royal hospitality. There Hans∂ come and inform
that Pradyumna is waiting for Prabhåvat∂ in the garden.
Prabhåvat∂ was taken to the garden by Taralikå and other
friends. Here Pradyumna became the bee by means of his
magical power and enjoyed the company of Prabhåvat∂.
After some time Pradyumna reveals his original form and
takes Prabhåvat∂ to the palace for marriage.

Act IV
In the fourth act, Prabhåvat∂ and Pradyumna are tied with

the sacred thread of marriage. In the Prave‹aka, we are
informed about Candråvat∂ and Guƒavat∂ís love with Gada
and Samba, two brothers of Pradyumna. Then enter Sarvaj¤å
and Taralikå.  From their talk we are informed about the
three children born by the marriages of three couples. It
has become now difficult for them to hide three children
from the king Vajranåbha. There comes Madhuvåƒ∂ crying
with news that Vajranåbha is enquiring about the parents of
these children.  Hans∂ goes to Indra seeking his help. Indra
departa an his chariot along with Måtali and inspired.
Pradyumna for war with Vajranåbha.
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Act V
Lord Kæ¶ƒa, Purandara, Måtali and Hans∂ are observing

the war between Pradyumna and Vajranåbha.  Pradyumna
kills Vajranåbhaís elder son. Gada and ›amba also help
Pradyumna in gadåyuddha and kill many soldiers. Gada kills
Candrasena. In the mean time, from behind the curtain it is
known that Prabhåvat∂, Candråvat∂ and Guƒavat∂ wish to end
their life along with children and friends in the fire.  Lord
K®Óˆa stops them doing so. Then comes Nårada and tells
that Pradyuma kills Vajranåbha. Then enter Pradyumna,
Gada and Såmba. The drama ends with the Bharatavåkya,
in which Nårada blesses the three couples for well being,
and prosperity of the nation.8

Dramatic Techniques
The dramatist has strictly observed the dramatic techniques

to make the play a successful one. All the arthakriyås,
arthopak¶epakas, sandhis, nånd∂, bharatavåkya etc. are used
following dramatic rules. There are two Prave‹akas
(Introductory scenes) and two vi¶kambhakas (supporting
scene).

The author has made proper use of culikå (intimating
speech from behind the curtain) to provide the information
of the entry of the new characters with some special
intension on the stage. At the end of the first act the dialogue
of and Ha≈s∂ and Indra ruggest the theme of the second
act. This is a case of aΔkåsya (Anticipatory scene). In the
vi¶kambaka of the third act, we are informed about
Vajranåbha enjoying the play, Rambhåbhisaraƒa. This
episode is not so interesting but cannot be avoided also as it
partakes in the development of main theme. So it has been
described in the Vi¶kambhaka.

At the end of the third act, the conversation between
Prabhåvat∂ and Pradyumna theres us some light on the
matter of the fourth act, in which the gåndharva-vivåha  is
going to  take place in the palace. The fourth act starts with
the entry of the same characters. This is a case of aΔkåvatåra
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(transitional scene). The author has also made use of two
prave‹akas, in which Candråvatiís and Guƒavatiís love with
Gada and Såmba respectevely and is shown gradnally
developing which to culminetes in the birth of their children
and their efforts to hide the children from Vajranåbha etc.
is included in the Prave‹akas. Here the patåkå (subordinate
story), the love story of Candråvat∂ and Guƒavat∂ with Gada
and Såmba, which is helpful to the main theme, is described
by Prave‹aka.

Among the 21 sandhyantaras, (distinction of the
segments) the author has used såma (sweet speech), pradåna
(to give something as identity, Prabhåvat∂ gives her necklace
as an identity to Pradyumna), vadha, (killing of demon
Vajranåbha,) dμuta, lekha, svapna, citra, etc. are very skillfully
described by the author in developing the theme.

As ›æΔgåra is the main sentiment of this drama, the
kai‹ik∂vætti is nicely dealt with. For this the dramatist has
employed, narma and narmaspho¢a techniques of kai‹ik∂vætti
in the dialogues of Prabhåvat∂ and Pradyumna.  The fifth
act deals with the description of v∂rarasa and therefore
såttvat∂vætti is also found by employing saΔlåpaka (serious
dialogues between Vajranåbha and Pradyumna, Såmba and
Candrasena), utthåpaka (one character motivates the other
for war; Pradyumna has been motivated by Lord Kæ‹ƒa and
Indra). In the description of two personís attacking each
others sampheta, one of the elements of årabha¢∂vætti is also
found.

Observations on Prakrit language
In the present play, there is ample use of Prakrit language

in Nå¢akas. Apart from the small dialogues many verses and
long passages are found in the play. This speaks of the
playwrightís command over the Prakrit language. The
Sanskrit chåyås are not given. It may be the reason that the
author wants them to read in Prakrit so that one can relish
their linguistic peculiarities. There are many women
characters namely, Prabhåvat∂, Ha≈s∂, Madhuvåƒ∂, Taralikå,
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Sarvaj¤å et. al. Among them Prabhåvat∂ and Madhuvåƒ∂
speak Prakrit only while the elderly and motherly characters
like Sarvaj¤å and Taralikå and Ha≈s∂ speak Sanskrit. But
Ha≈s∂ is a divine character and she speaks both Sanskrit
and Prakrit as per the need.  For example, she speaks in
Sanskrit with Pradyumna and in Prakrit with others.

Originality and Innovations
1. The detailed exposition of birth of Pradyumna is made

for showing the high family tradition and heroic
attributes of the hero Pradyumna.

2. In the original source, the plan of entering into
Vajrapura is made by Lord ›r∂ Kæ¶ƒa. But, in this drama,
the work is done by Na¢a named Bhadra. The reason
may be to retain the importance of the main character.

3. The dramatist has also proved his skill of imagination
in order to an atmosplow of sending the picture of
Pradyumna to Prabhåvat∂ and of Prabhåvat∂ to
Pradyumna creat attraction Pra and Pra for each other
by means and his  a rignificance to have Vajrapura and
to kill the demon Vajranåbha.

4. One more appreciable trait of the dramatist is to be
noted that in the theme of the rorignent to play,
Pradyumna enters into the Harem in the form of a
bee with the helpof his magical power måyå or. While
in the present play that episode has been developed
nicely to create a scope for the description of
›æΔgårarasa. Here Pradyumna in the form of bee
observes all the passionate and sensual behavior of
Prabhåvat∂. The author seems to have been inspired
by the ›akuntalå of Kålidåsa, though Pradyumna here
is the active participant and not the passive observer
like Du¶yanta. This change deserves appreciation. But
it should not be interpreted as lack of herosm of the
hero because he used to know with all the technique
of måyåvidyå as he was born and brought up with a
demon.  It is in fact the consequence of vidyå, which

The Critical Edition of the Prabhåvat∂ . . . : Sweta Prajapati
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helps in achieving the goals impossible by any other
means.

5. The love-letter episode is also a creation of authorís
mind.

6. Prabhåvat∂ís attempt suicide in the third and fifth acts
is shown.

Comparative Observations
This theme of Prabhåvat∂ and Pradyumna of the Hariva√‹a

has attracted many poets and dramatists. The occurrence of
staging of Rambhåbhisaraƒa-nå¢aka by kapa¢a-natas in
Vajrapur in the same adhyåyas as in the Hariva√‹a is
considered as one of the earliest evidence of the origin of
the drama. But some scholars do not consider this as more
important since Hariva√‹a is a later composition of second
or third century.

When we compare the three dramas-Pradyumnåbhudaya,
Prabhåvat∂-pariƒaya, and Prabhåvat∂-Pradyumna-certain
dramatic changes come to our notice:

1. The role which Sucimukh∂ plays in Prabhåvat∂-
Pradyumna and Prabhåvat∂-pariƒaya is played by
Bhadrana¢a in Pradyumnåbhyudaya-nå¢aka. Bhadrana¢a
narrates the beauty of Pradyumna to Prabhårat∂
interest to arouse for Pradyumna. In Prabhåvat∂-
pariƒaya Ital her Lord Kæ¶ƒaís character is omitted.

2. The theme of the Pradyumnåbhyudaya is centered
around the killing of the demon Vajranåbha and the
victory of Pradyumna, while both Prabhåvat∂-pariƒaya
and Prabhåvat∂-Pradyumna deal much with ›æΔgårarasa
and foucs at the union of Prabhåvat∂ and Pradyumna.

3. The characters of Indra, Sucimukhi do not exist in
Prdyumnå-bhyudaya. Prabhåvat∂-Pradyumna drama
centers around the victory of Pradyumna over
Vajranåbha.

4. Rambhåbhisaraƒa is suggested in Prabåvat∂-Pradhyumna
and Prabhåvat∂-pariƒaya but it is acted in as garbhanå¢aka
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in the Pradyumnåbhyudaya.
5. Marriages of Gada and Såmba occur the Prave‹aka of

Pradyumnåbhyudaya and Prabhåvat∂-Pradyumna but in
Prabhåvat∂pariƒaya the entire fifth act is devoted to this
episode.

6. The birth of three children happened to be known
after the war in Pradyumnåbhyudaya while in other two
plays it is  the cause of the war.

The comparison of all these three dramas reveal many
notable points. It gives an opportunity to understand different
perspectives of all these three dramatists, Harihara Jha
(Prabhåvat∂-pariƒaya), Ravivarma Kula‹ekhara (Pradyumnå-
bhyudaya) and Ramakrishna Suri (Prabhåvat∂-Pradyumna). It
is interesting to study their techniques like   the inclusion of
the episodes either in Prave‹aka or Vi¶kambhaka or as the
part of the actual act. Replacement, omission and addition
of the characters are noticeable features.  It is enjoyable to
see how one dramatist has excelled in describing certain
episodes while depicting in ›æΔgåra and Vi¶rarasa and how
the other has achieved less success in doing so. This shows,
how the genius of one dramatist makes the drama
interesting and the same becomes less interesting at the
hand of other. This type of comparative study helps in
understating the traits of application of the dramatic
techniques adumbrated by the age-old dramatists.  This also
facilitates in knowing the subtleties of practical utility of
dramatic elements. I presume that there are more plays on
this theme.

Conclusion
A critical edition of the present play is under preparation.

and the work will bring to light some other valuable
points.

The Critical Edition of the Prabhåvat∂ . . . : Sweta Prajapati
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The Changing Perspectives of
Contemporary Sanskrit Dramas

Banamali Biswal

The famous Sanskrit maxim: ëKåvye¶u nå¢aka≈ ramya≈í out-
classes the dramas from other genres of creative writings
(prose and poetry both). Kålidåsaís Abhij¤åna‹åkuntala,
however, excels the dramas written till the time of the present
maxim. It is a different fact that in Abhij¤åna‹åkuntala also
the fourth act and there also the four specific verses are
underlined as most fantastic. Though there were many
famous Sanskrit dramatists in ancient times still the great
dramatists like Bhåsa, A‹avagho¶a, Kålidåsa, Bhavabhμuti,
›udraka, ›r∂har¶a etc., excelled others for their superb
creations of dramas. The Sanskrit plays written by the above
writers, used to be staged in ancient times all over India.
However, now the only surviving ancient Sanskrit drama
theatre is KuŒiya¢¢am where almost all major Sanskrit plays
are being performed in their original forms. The noted
Nå¢ya‹åstra-scholar and the authority of KuŒiya¢¢am,
legendary actor Mani Madhava Chakyar choreographed and
directed plays like Kålidåsaís Abhij¤åna‹åkuntala,
Vikramorva‹∂ya, Målavikågnimitra, Bhåsaís Svapnavåsavadattå
and På¤caråtra etc. for the first time in the history of
KuŒiya¢¢am. He not only popularised KuŒiya¢¢am but also
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rejuvenated the only surviving Sanskrit drama theatre in
India. During Kålidåsa-samåroha at Ujjain in 2006, I had the
opportunity to see the staging of Målavikågnimitra the in
the KuŒiya¢¢am style directed by Kavalam Narayan Panikkar
and enacted by the Theatrical team ëSopaní, Trivandrum.
However, the drama containing six acts in original was staged
in two acts in a musical drama form.

The Nå¢ya‹åstra written by Bharata literally means
ëScripture of  Danceí though  it is technically translated as
ëScience of Theatre.í This is a key-work for regulating the
subject of stagecraft, which specifically describes the proper
way one should go about staging a Sanskrit drama.  It also
addresses a wide variety of topics including the proper
occasions for staging a drama, the proper designs for theatres,
the types of people who are allowed to be drama-critics and
above all specific instructions or advice for actors, playwrights
as well as the producers. Though the Nå¢ya‹åstra primarily
deals with stagecraft, it has come to influence music, dance
and literature as well. Thus, it can be stated that the
Nå¢ya‹åstra is the foundation of the fine arts in India.
However, todayís Sanskrit dramas do not completely come
in the framework of Nå¢ya‹åstra since they differ from the
ancient dramas in many aspects such as theme, character
and above all the stage-performance. An attempt is made to
analyse the changing perspectives of contemporary Sanskrit
dramas from different angles.

Indian dramas - The origin and development
If we look back to the origin and development of the

Indian dramas we can see that our country has a long and
enriched tradition of theatrical arts. It is certainly much
longer than that of the western world. It is not true as believed
by many scholars that the theatrical tradition of India has
come out of the Greek invasion. Theatre has existed here as
an indigenous institution at least since the Vedic period.
However, the Hellenistic influences cannot be denied on
Sanskrit theatre in the later period.
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The earliest forms of theatrical arts might have existed in
the form of dance-dramas as evidenced by iconographies
available in the Indus Valley Civilisation, which might have
died out with the Civilisation itself. However, the dramatic
forms of the Vedic age later took its place. Vedic dramas
also owed its origin to religion just like the Greek dramas,
For example, the Yama-Yam∂ episode in the °Rgveda, presents
one of the earliest forms of drama in Indo-European
literature. This drama is believed to be enacted by the
Brahmins as a part of Vedic rituals in ancient time. Similar
trends can be found in other Vedic as well Upani¶adic
dialogue hymns (i.e. Samvådasμukta-s) such as Nad∂-
Vi‹våmitra, Yama-Naciketa and Satyakåma-Jåbåla etc.

In the course of time, drama developed into an
independent tradition by setting aside the religious rituals.
Because of Alexanderís invasion of India, the Hellenistic
influences also greatly enriched Sanskrit dramas. The term
yavanikå1  used for curtain in Sanskrit theatre might have
been derived from the word ëyavanaí i. e. the Sanskrit word
used for ëGreekí. However, despite the Hellenistic
influences, Sanskrit-plays substantially differed from their
Greek counterparts. The nature of the plays changed from
tragedy to light comedy. Dramatists often worked on pre-
existing mythological or historical themes that were familiar
with the common mass or rather the audience. Thus, many
ancient plays, derived there plots from the Råmåyaƒa,
Mahåbhårata and the other great epics of India.

Besides the vedic references, one can find the mention of
the term drama as well as other dramatic terms along with
the related instruments in later works such as Mahåbhårata,
Råmåyaƒa, Hariva√‹a, Kåmasμutra, Artha‹åstra, Mahåbhå¶ya
and also some of the Buddhist- texts like Lalitavistara etc.

In the Mahåbhårata, Arjuna learnt dance and songs from
Gandharva and he imparted such knowledge to the prince
of Virå¢a also. The Prek¶ågæha and Nå¢ya‹ålå etc. might have
come to use in the Mahåbhårata-period. In Råmåyaƒa
references are available with regard to the staging of drama.

The Changing Perspectives of Contemporary . . . : Banamali Biswal
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The terms like Na¢a, Nartaka, RaΔgåvataraƒa and RaΔgastr∂
are used in the Mahåbhårata. In Hariva√‹apuråƒa there is a
reference to Nå¢aka based on the Råmåyaƒa. Kæ¶ƒa originated
a Na¢a named Bhadra. He with other Yådava-s headed by
Pradyumna as hero, played the Råmåyaƒa in the city of
Vajranåma. Here Såmba played the role of Vidu¶aka.

In Påƒiniís time (700-600 BC.) the term Nå¢ya was in very
much use as he derives the term from the root Na¢- with the
addition of  Nya  by P. 4.3.129. Till Buddhist age (600 BC)
the dramaturgy was quite developed. In Buddhist texts we
find references to Nå¢akas based on the biograph of Buddha
played in the court of Bimbisara. Upto Kau¢ilyaís period
Nå¢akas used to be played by professional teams. In Kåmasμutra
(2nd century BC), Mahåbhå¶ya (third century BC) etc. Nå¢akas
seem to be available in a developed form. It seems that by
the time when these texts were written the dramas were in
a well-developed form and most probably presented by the
professional teams. The tradition of composing Sanskrit
dramas did not stop in the age of classical Sanskrit literature
since it continued till the age of modern Sanskrit literature.
The tradition of writing modern Sanskrit dramas started
before independence i.e. from the last decades of
nineteenth century, which continues till the date. The
writers, enriching the tradition with their substantial
contributions are: Ambikadatta Vyasa, Amiyanatha
Chakravarty, Balaganapat Bhatta Sudharma, Bhalachandra
Bhide, Bhima Bhatta Nirpaje, B.R. Shastri, Chajjuram
Shastri, Chudanatha Bhattacharya, Durgadatta, Haridas
Siddhanta Vagisha Bhattacharya, Jatindra Bimal
Chaudhururi, Jivanyaya Tirtha, J.T. Parikh, Kalipada
Tarkacharya. Kshitish chandra, Lakshman Shuri, Lila Rao,
Mathuradatta Pandey, Mathura Prasad Dikshita, Mahidhar
Shastri, Venkataram, Maheshvar Shastri, Mulashankar
Maniklal Yagnik, Medhavrata, Nityananda, Rama Choudhuri
(wife of Jatindra Vimal Chaudhururi), Siddheshvar Chatto-
padhyaya, S.R. Lila, Sudarshan Tripathi, Tejanath Jha,
Vasudev Dvivedi, Virendra Kumar Bhattacharya, Vishnudatta
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Bhattacharya, Vishnudatta Tripathi, Vishnupada
Bhattacharya, Vishvanath Keshav Chhatre, Vishveshvara
Vidyabhushana, Ramkumar Malaviya, Ramanujacharya, R.
Ganesh, V. Venkataraghavan, Vyasaraja Shastri, Y. Mahalinga
Shastri, Shridhara Bhaskar Varnekar, Shrirama Velankar,
Jaggu Vakula Bhushana, Janak Shankar Dave, Kapildev
Dvivedi, Ramaji Upadhyaya, Reva Prasad Dvivedi,
Radhavallabh Tripathi , Rajendra Mishra, Ogeti Parikshita
sharma, Kriparam Tripathi, Krishnadatta Sharma,
Ramakanta shukla, Ramakishore Mishra, Haridatta Sharma,
Harshadeva Madhav, Keshav Chandra Dash, Banamali Biswal,
Prashasyamitra Shastri, Janardan Pandey and others.
Classification of contemporary Sanskrit Dramas:

Before going into the details of the works of the
contemporary Sanskrit dramatists mentioned above let me
classify the available dramas. Usha Satyavrat has reviewed
around fifty plays in her ëSanskrit dramas of Twentieth
century.í2 She has classified them into seven groups on the
basis of their themes. The groups are: Biographical plays,3

Historical plays,4 Humorous plays,5 Mythological plays and
legendary plays,6 Political plays,7 Social plays8 and
Miscellaneous plays.9 From the observation of her list it is
clear that in the beginning Mythological, Historical and
Biographical plays dominated Political as well as Social plays.
However, the scenario has been certainly changed in recent
times.

In the similar pattern S.R. Ranganatha has also classified
into six classes in his ëPost Independence Sanskrit Drama.10

The divisions are: Mythological plays,11 Historical plays,12 Social
plays,13 Symbolic plays,14 dance-drama15 and Miscellaneous
plays.16 If we compare between the divisions accepted by
Usha Satyavrata and S. Ranganath then we find that the
latter has dropped a couple of categories like Humourous
and Political plays. At the same time he has added two
categories, namely, Symbolic plays and Dance-drama.
However, it is not clear why S. Ranganath has concentrated
mainly on a single author for his study. Out of the forty-one
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plays he has dealt in his book, a large nuber of plays (atmleast
twenty six in number) belong to a single playwright, i.e. Ogeti
Parikshita Sharma. Though Usha Satyavrataís work is
comparatively exhaustive still in my opinion the Sanskrit
dramas accepted for the study in both the books are not
sufficient.

Contemporary Sanskrit Dramatists and their main
contributions:

In the present assignment by Contemporary Sanskrit
Dramas, I mean the dramas written in the the post-
independent period i.e. the later half of the twenteth century
but of course including the period covered yet in the
twentyfirst century. It is believed that Haridasa Siddhanta
Vagisha was the first Sanskrit playwright of twentety century.
What I observed during this study that hundreds of dramas
have been written during this period. Some new genres have
entered to the creative world of dramaturgy in addition to
the existing ten varieties of r μupaka, namely, Nå¢aka,
Prakaraƒa, Bhåƒa, Vyåyoga, Samavakåra, °Dima, ∫håmæga,
AΔka, Vith∂ and Prahasana etc.

17
 and the eighteen varieties

of Upa-rμupakas, namely, Nå¢ikå, Tro¢aka, Go¶¢h∂, Sa¢¢aka
etc.

18
 The new genres are mostly Laghunå¢aka, EkåΔk∂,

ReŒio-Rμupaka,V∂thinå¢aka, Udyånanå¢aka etc. Todayís
playwrights are busy in writing Laghunå¢aka-s as well as
EkåΔk∂-s and publishing them in the form of Laghu-nå¢aka-
saμgraha and EkåΔk∂saμgraha etc. However, a few dramatists
like Ramaji Upadhyaya and Rewa Prasad Dvivedi etc. are
still writing dramas following the well-accepted traditional
norms.

As it is not posrible to incorporate all the plays here
therefore, I have prepared it on the basis of the dramas
available in my personal library, Institute library and the
reviews published in some periodicals like D®k,19 Sågarikå,20

Nå¢yam21 etc. In the process of preparing the paper, I have
gone through the works like ëSanskrit Dramas of twentieth
centuryí by Usha Satyavrat, ëPost Independent Sanskrit
Dramaí by S. Ranganatha and ëÅdhunika Sa√skæta Nå¢aka
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(Naye Tathya-Nayå Itihåsa)í by Ramaji Upadhyaya and I
found them useful so far as my topic is concerned. However,
these books cannot be considered to be updated, because,
many available dramas are not included and many recent
dramatical works are also written after these books are
published.

In the following pages a brief outline of the contemporary
Sanskrit dramas is presented. The order adopted here has
nothing to do either with its chronology or its quality. It is
neither claimed that all the Sanskrit dramas and their authors
have got a due place in my paper.

Haridas Siddhanta-Vagisha Bhattacharya has written a
mythological play titled Viråjasarojin∂ published from
Calcutta in the ›aka-year 1879.  The drama deals with the
love affair of King Harida‹va, the ruler of Malwa with Sarojini,
a Gandharva princess. The author is competent in composing
verses in spoken language:

Ekasya mithyåvacanasya rak¶aƒe
sahasramithyåvacanaprayojanam.

VihaΔgama√ Cålayitu√ vihåyasi
vihitrimam vastu bahu apek¶ate. . . .

In addition to that he has written three historical plays:
Mivårapratåpam (of six acts), ›ivåj∂caritam (of ten acts) and
VaΔg∂yapratåpam (of eight acts). Music and songs are
abundantly available in all of his four above said dramas. In
Viråjasarojin∂ the patriotic feelings and V∂rarasa are expressed
through the songs of Bh∂latroups. One can get acquainted
with life style and activities of the army in this play. In the
first act of ›ivåj∂caritam through the child song  by the friends
of the hero the devotion towards the country is well
expressed. In the second act ›ivåj∂ in disguise of a hermit
engages his arms as Nartak∂-s and thus he succeeds to
Karimbax, the luxurious president of Toraƒadurga. Pråkæta-
songs presented by the Dh∂vara-s before the Vi¶kambhaka
in the third act of VaΔg∂yapratåpam shows authorís concern
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for vernacular language.
Jatindra Bimal Chaudhuri is a prolific dramatist who has

written at least twentyone dramas in Sanskrit. Besides he
has written a drama in Pali too. Jatindra Bimal being a Bengali
has made use of Bengali music and songs in several contexts
of Sanskri dramas. Some of his Sanskrit dramas are:
Mahimåmayabhåratam (1960), Melanat∂rtha , Bhårata-
viveka¨, Subhå¶a-Subhå¶a¨, De‹abandhu , De‹apriya¨,
Rak¶aka‹r∂gorak¶a¨, Ni¶ki¤cana , Ya¶odhara¨, ›akti‹årada¨,
Mukti‹årada¨, Annadaråghava¨, Pr∂tivi¶ƒupriya¨, Bhak-
tivi¶ƒupriya¨, Amarasam∂, Bhåratalak¶m∂, Mahåprabhuhari-
dåsam, Vimala-yat∂ndram, D∂nadåsaraghunåtham, Bhårata-
hædayåravindam, Bhåskarodayam and Amaram∂ram
(Rμupaka). In the second act of the Mahimåmayabhåratam,
the central character Rågarågiƒ∂ is depicted as handicapped.
This suggests that the status of music goes down without the
praise of the audience. On the request of Rågarågiƒ∂ the
lord ›iva sings and the lord Brahmå listens to it. After hearing
this song Rågarågiƒ∂ gets back her limbs and becomes
normal. In the beginning of the third act, Jahåμnårå, the
daughter of ›åhajahåμ praises Yamunå-river, which not only
increases the beauty of drama, but it proves the utility of the
rivers in human life. In addition to that, instigates us for the
preservation of our environment.

Jivanyaya Tirtha earns a respectable position amongst the
playwrights of twenteth century. He has written around thirty
plays in Sanskrit. One can see many songs included in these
plays out of which some are presented in the background
and some others on the stage. Some of his plays are: Kålidåsa,
›aΔkaråcårya, Kumårasambhava, Raghuva√‹a, Nåmaviståra,
›r∂kæ¶ƒakautuka, CaƒŒatåƒŒava, Rågavirågam, Puru‹a-
ramaƒ∂yam, Daridradurdaivam, Vanabhojanam (Prahasa-
nam) etc. As the name suggests, the play Rågaviråga is full
of music and songs. In this play a young couple is allowed to
sing in the court of a king with a condition that no one will
give them any gift without the permission of the king.
However, being overjoyed with the performance, some
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people violate the order and a hermit presents them a
blanket, the prince a ring and the princess a necklace. The
king asks clarifications for violating the order and they
present their views. The king was impressed by their
explanations and finally, he himself awards the young artists
with thousands of coins.

J.T. Parikh wrote a one-act play Chåyå‹åkuntala and had
published it in 1957. Though it play is based on an old theme
but the author has shown enough innovations in it. The
author might have been influenced by the third and fourth
acts of Bhavabhutiís Uttararåmacarita when he introduces
the shadow of ›akuntalå in his play. In fact, both S∂tå and
›akuntalå suffered alike in their life. The only difference is
that the separation in case of S∂tå and Råma was permanent
whereas the separation of ›akuntalå and Du¶yanta was
temporary one. The language of the author is very lucid
and idiomatic.  He befits the maxims like ìcrying in the
wilderness (Araƒyarodana)î in the following verse:

Svaya√ gehe lak¶m∂r iva samupalabdhå tava punar-
vimohådås∂dvå kimapi hædaya√ tatra virasam.
Svayam tyaktå kånt∂ tava katham idån∂m tu Sulabhå
vidhau ka¶¢am våme virama viramåraˆyaruditåt. (Verse 17)

Kalipada Tarkacharya wrote four Nå¢aka-s, namely,
Naladamayant∂yam (1926), Måƒavakagaurava, Pra‹åntaratnå-
karam (1939), Syamantakoddhåra¨. One can see the
dominance of music, dance and songs in some of his above
said plays. In Pra‹åntaratnåkara one can see the women being
exploited in the form of the main woman character of the
drama named L∂låvat∂, who was a prostitute in profession.
In the second act she is being trained with music, songs and
dance so that she can entertain people in a better way. In
the sixth act during Kaumud∂mahotsava, L∂låvat∂ is seen
presenting songs and dance. Syamantakoddhåra  is based on
the mythological theme i. e. the marriage of Kæ¶ƒa and
Jåmbavat∂ where one can find music and dance abundantly
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especially the devotional song and the dance presented by
the devotees of Kæ¶ƒa just after his marriage with Jåmbavat∂.

Kapildev Dvivedi wrote a social drama entitled as
Parivartana published from Lucknow in 1952. The drama
consists of four acts and the published book contains only
thirtyfour pages. The present title deals with a burning
problem of our present society in the form of dowry.
Authorís style, throughout the drama, is suggestive. He
creates humour through the technique of suggestive
language.

Lila Rao Dayalu, the daughter of Kshama Rao, wrote at least
twentyfour plays as noted below: Girijåyå¨ Pratij¤å, Bålavidhavå,
Holikotsava , K¶aƒikavibhrama¨, Gaƒe‹acaturth∂, Mithyå-
grahaƒa, Ka¢uvipåka , Kapotålaya¨, Vætta‹aμsichinna , Svarƒapu¶pa,
Asμuyin∂, V∂rabhå, Tukåråmacarita, J¤åne‹varacarita, M∂råcarita,
Jayanta¨, Kamåun∂yå. Out of these plays Bålavidhavå is a
modern one-act play where the authoress effectively brings
out the social malady of child-widow and the injustice done
to her by the society at large. Here though the hero of the
play Anup wants to marry the widow who has lost her husband
in the childhood, the society does not co-operate with him
to do so. His friend says: a‹akya√ asambhavametat punarvivåho
vidhavånå√ na jåtu lokapriyatå. At the same time the priest
says:

Nμuna√ dharmaviruddha√ smætigarhita√ ca etat kætyam.
Na kutråpi samarthito vidhavodvåha¨
Katha√ dharmamaryådollaΔghanam vidh∂yate.

The hero is attracted to the natural beauty of the widow
girl and says :

Ke‹apå‹avih∂nåípi na låvaƒyåd viyujyate.
Ko vå nisargasaundarya√ yauvanasya vilopayet.

Mathura Prasad Dikshita plays a leading role among the
Sanskrit dramatist of twenteen century.  Seven of his plays are
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available today, which find a prominent place in the galaxy of
the contemporary Sanskrit dramas. They are: Bhåratavijaya-
nå¢aka (1953), Bhaktasudar‹ana-nå¢aka (1954), Bhμubhårod-
dharaƒa (1960), V∂rapratåpanå¢aka (1961), V∂rapæth-
viråjavijayanå¢aka, Gåndh∂vijaya and ›aΔkaravijaya His
Bhåratavijayanå¢aka is a historical patriotic drama in which
the bad aspects of the British rule is presented along with
the great efforts of our freedom fighters to free Mother
India from the claws of British rulers. One can see the beauty
of patriotic expression in the seventh act (7.11-12) through
the statements of Jawaharlal Nehru and Dr.
Sampoornananda. The comparision of the Europeans who
attacked  our country, with Jarå°sandha, is really interesting:

Bh∂mo yathå jaråsandha√ tathå två√ på¢aye k¶aƒåt
Druhyata√ bhåratabhuve k¶aƒam apy adya na k¶ame.
Mumμur¶ur asi n∂cas tva√ jighåμsan de‹amåtaram
Are pa‹ya k¶aƒenaiva karomi två√ yamåtithim.

In the fifth act he inspires the freedom fighters to be
united to fight against the British oppression and tortures:

Re re jågæta jågæta k¶itibhæta ‹aurya√ samå‹riyatåm
GauråΔgå dhanalolupå bhæ‹am ime luƒ¢hanti sarvåtmanå.
Råjya√ yeípaharanty asådhuniyama√ kætvå tu dåyådaka√
Dharma√ cåpi ha¢håt tata  katham ime ti¶¢hantu måyåvina .

Mulashankar Maniklal Yagnik was not only a playwright
but a musician also. Pratåpavijaya (1931), Saμyogitåsvayamvara
and Chatrapatisåmråjya (1929) are his main contributions
to the field of Sanskrit dramas. In Saμyogitåsvayamvara one
can find beautiful examples of music.  The fourth act of this
play begins with the songs of Kedåraråga in tritåla presented
by V∂ƒika-s whereas in the beginning of the fifth act a song is
presented in GauƒŒamallåraråga, which appeals the
audience most. Thus, music can be accepted as one of the
dramatic specialities of yåj¤ika, because he is able to create
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a unique atmosphere through music.
Rama Choudhuri (wife of Jatindra Vimal Chaudhururi)

has written at least twenty five Nå¢akas titled Abhedånanda
(Dhvani-r μupaka), Agniv∂ƒå (r μupaka) Agniv∂ranå¢aka
(rμupaka), ›aΔkara‹a√kara, De‹ad∂pa, Pall∂kamala,
Kavikulakamala, Bhåratåcårya, Gaƒadevatå, Bhåratatåta,
Yat∂ndra-Yat∂ndra, Prasannaprasåda, De‹ajanaka, Lenina-
vijaya, Bhårataviråma, Tanatanu¨, Meghamedura, Medan∂ya,
Yugaj∂vana, Nivedita-nivedita, Rasamayaråsamaƒi,
Råmacaritamånasa, Caitanya-caitanya, Sa√såråmæta and
Nagaranμupura etc. The dramatist has applied the rules of
dramaturgy like praståvanå, arthaprakæti, avasthå and sandhi
along with arthopak¶epaka vætti-s in his dramas. In Pall∂kamala,
the birth of the heroine Kamalakalikå is shown in flashback
technique. In Niveditå-nivedita she has applied some
modern film technique when the letter of Vivekananda is
presented in his original voice.

Ambikadatta Vyasa has written a drama titled Såmavata.
The author himself says that he has borrowed the plot from
the Såmavataprakaraƒa of the Skandapuråƒa known as
BrahmottarakhaƒŒa. Amiyanatha Chakravarty contributed
two dramas, namely, Harinåmåmæta, Dharmaråjya.
Balaganapat Bhatta Sudharma composed a rμupaka called
Åtmanå Åtmåna. Bhalachandra Bhide wrote a Nå¢aka titled
Athåto J¤ånadevoíbhμut. Bhima Bhatta Nirpajeís two plays
Kå‹m∂ra-sandhåna-samudyama  (1954) and Haidråbådavija-
ya can also prove themselves as welcome additions to the
tradition of contemporary Sanskrit dramas.

B. R. Shastri has written two short plays, namely, Yåmin∂
and  Devayån∂. Yåmin∂ is an one act play published in the
Maƒima¤jar∂ in 1962. The drama depicts the life of Bilhaöa
and his love affair with Yåmin∂. The present author is bold
enough to deviate from the rules of dramaturgy at times.
For example sneezing on the stage is not allowed. However,
he allows it in the following statement: etadapi vij¤åpyaμ
yadaha√ str∂bhyo bibhemi (k¶auti). For the expression svagatam
the author uses a modern word n∂cai   i.e. slowly, not in an
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audible form. He does not follow the rules of sandhi in the
verse as he writes: Cåru‹∂le k¶ipram ehi udayatye¶a candramå.
The other play Devayån∂ is also published in the same
collection (Maƒima¤jar∂ in 1962).  The mythological story is
based on Mahåbhårataís popular theme Yayåti and Devayån∂.

Pt. Chajjuram Shastri has written a drama called
Durgåbhyudaya published from Delhi in 1931.The drama
consisting of seven acts deals with the greatness of the
goddess Durgå. Pt. Chajjuram was a scholar of Navyanyåya
and a poet too. He himself reveals this fact and says:

Karka‹e nyåyavi¶aye komale kåvyavastuni.
Sama√ l∂låyate tasya Chajjuråmasya bhårat∂.

He is proud of his own scholarship and poetic talent and,
therefore, says:

Chajjuråmakætau naika¨ sa ‹loka¨ paridæ‹yate.
Kalpånalpåthavå Kåcid yatra naiva camatkæti .

In my opinion the following verse praising the glory of
the goddess can prove his claim:

Yå bh∂kar∂ ‹ubhakar∂ paramå ca måyå
tå√ j¤åtum icchåmi yadi tvam ananta‹aktyå .
Bhaktyå svabhaktaduritaughavikhaƒŒikåyå¨
pådåravindayugala√ smara caƒŒikåyå .

Chudanatha Bhattacharya of Nepal has written a social
drama titled Pariƒåma¨ consisting of seven acts. The title is
published from Kathamandu in Sambat 2016. The style of
author is very lucid which can be experienced in many of
his expressions including the following one: madayati madirå,
taralayati tåruƒyam, andhayati dhanam, utpathayati manmatha ,
virμupayati rμupåbhimåna , kharvayati garva¨. His language is
highly idiomatic as it is seen in the following statements:
k¶amåsårå hi sådhava , gæhadåhe nahi vahnir aparådhyati etc.
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Virendra Kumar Bhattacharya has written seven Nå¢aka-s,
namely, Kavikålidåsa , ›årdμula‹aΔkara , Siddhårthacaritam,
Ve¶¢anavyåyoga¨, G∂tagauråΔga¨, ›araƒårth∂samvåda¨,
›rpaˆakhåbhisåra¨. The author has applied dance, music and
songs in all of his dramas.

Nityananda has written many rμupaka-s like Meghadμuta,
Prahlådavinodana, S∂tåråmåvirbhåva, Tapovaibhava etc. His
Meghadμuta is a song-dominated drama where you can find prose
compositions rarely. The theme of Prahlådavinodana is a biography
of the mythologically famous character Prahlåda. In this play Nårada
and Prahlåda are shown singing songs in many contexts.

Vishnupada Bhattacharya has three plays to his credits: They
are: Kå¤canaku¤cikå, KapålakuƒŒalå, Anukμulagalahastaka
(Prahasana). Songs have been incorporated in all of his dramas.
In AnukÒla-galahastaka the personality of Bhojpuria
Ramavatara has been naturally displayed in a humorous way.

Vishveshvara Vidyabhushana has written around fifteen
plays. Some of his important plays are: Cåƒakyavijaya,
Kaumud∂mahotsava, Vålm∂kisamvardhanam, Prabuddhah-
imåcala . Music and songs play important role in these plays.
King Vikramavardhana is the hero of Prabuddhahimåcala ,
which is full of patriotic contexts.

H.V. Narayan Shastri wrote a social play titled
Guƒapar∂k¶aƒa. One can see the influence of Kålidåsa, Bhåsa,
›μudraka, etc. on the dramatist. He has the modern people
their dresses as well as along with their hair style: kecana
kættake‹å¨, kecana lu¤citake‹å¨, apare baddhake‹å¨, kecana
lamba‹ma‹rava , kecana muƒŒitama‹rava¨, anye tanu-‹ma‹rava ,
kecana u¶ƒi¶adharå¨, apare sa‹irastråƒå¨.

Ramakishore Mishra has written at least six dramas in
Sanskrit. They are: AΔgu¶¢hadåna, EkåΔkåvali , EkåΔkamålå,
Dhruva, Tyågapatraniråsa, Abhi‹aptada-‹aratha.

Lak¶maƒasμuri has written three plays Dill∂såmråjya,
Paulastyavadha and Gho¶ayåtrå. Panchanana Tarkaratna has
written two plays, namely, AmaramaΔgala and KalaΔkamocana.
These plays are also important from the point of view of songs
and music.
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Janak Shankar Dave (1911-1990) has written a play titled
Mahåv∂ranirvåƒa, containing eighteen scenes but not divided
into acts. R.I. Nanavati names it as chronic play (Post
Independence Sanskrit literature: A critical survey, A. M.
Prajapati Felicitation volume, pp 259-263). The play, which
can be called a historical play, administers the life of lord
Mahåv∂ra as found in a number of Jaina works.

Jaggu Vakula Bhushana has written a humorous play called
AnaΔgadåha-prahasana. He also has written another short play
titled Pratij¤åkau¢ilya, which is published in 1968 and forms
the Pμurvavastu of Vi‹åkhadattaís Mudråråk¶asa. As the author
says: Mudråråk¶aså-valokanalitotsåhena mayå tåvat tatpμurva-
vastutayå tådæ‹a√ vastu saμvidhånavaicitryagumphita√
pratij¤åkau¢ilya√ nåma nå¢akam ar∂racam.

S.B. Velankar has written more than twenty plays in Sanskrit
most of which are published from Devavanimandira, Mumbai
between 1961-91.  SaΔg∂tasaubhadra (1961); Kålidåsa-carita,
Megadμutottara, Hutåtmå Dadh∂ci, Rå¶¢rasande‹a, Råj¤∂
Durgåvat∂, Kålind∂, Kailåsakampa, Svåtantryalak¶m∂ (al1 964);
MadhyamapåƒŒava , Svatantracintå (1967); Svatantramƒi¨,
Tanayo Råjå Bhavati Katham Me, Janma Råmåyaƒasya,
Tatvamasi, Å¶åŒhasya Prathamadivase (all in 1972);
Chatrapati¨ ›ivaråja¨ (1974); Tilakåyanam, Lokamånyasmæti 
(1977); Bålag∂ta Råmacarita (1982); and Meghadμutånvita
(1991) etc.

V.P. Bokil of Maharashtra has written three plays, namely,
›ivavaibhava, Ramåmådhava and  ›r∂kæ¶ƒarukmiƒ∂ya. He has
taken interest in in the use of rare forms like Niravitta,
Car∂karo¶i, Sa¤cec∂yate, Cok¶ubh∂¶i.  One can find some
artificial ornate poetry in his dramas. For example in
›r∂kæ¶ƒarukmiƒ∂ya, ›r∂kæ¶ƒa descibes the princess Rukmiƒ∂
as noted in the following verse:

kalaƒka¨ kulasyåpi kopa  ka¢hora¨
durak¶o duruktir-duradhvo dur∂ha¨.
vi¶åkto vi¶åsyo vi¶ånto visarp∂
bhujaΔgo bhavådhir bhidåkæd bhajasva.
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V.Venkataraghavan has written more than ten dramas in
Sanskrit. They are: Råsal∂lå, Kåma‹uddhi (both in 1963);
Vimukti (1964); Prek¶aƒakatray∂, Vijjikå, Vika¢anitamvå,
Avant∂sundar∂, Lak¶m∂svayamvara, Punarunme¶a, Å¶åŒhasya
Prathamadivase, Mahå‹vetå, Pratåparudravijaya, Anårakal∂.
Out of them his Prahasana drama Vimukti¨ is a symbolic play
published in one of the issues of Saμskætapratibhå, Delhi, in
1964. Here all the characters are symbolic in nature. The
Brahmin symbolises J∂våtmå, his eldest son symbolises mind
and his five other children symbolise the five sense organs.
His wife represents Prakæti, mother-in-law Måyå, sister in law
Guƒa-s. Thus, it proves a Prahasana of Alaukika-type as
Sμutradhåra says in the beginning. Vyasaraja Shastriís
Vidyunmålå also contains many songs.

Y. Mahalinga Shastri has earned unchallenging fame in the
field of Sanskrit dramas.  He has written a number of plays in
Sanskrit. Some of those plays are: Ådikåvyodaya, ›æΔgåra-
nårad∂ya, Bhåratavijaya, KauƒŒinyaprahasana (1930),
Kaliprådμrbhava (1956), Pratiråjasμuya (1957), Ugåtæda‹ånana
(1958), Ubhayarμupaka (1962), Marka¢amårdalika (1951) and
AyodhyåkåƒŒa (1963). In the sixth act of Ådikåvyodayam,
which is a Prakaraƒa, Shastriji has introduced puppet dance
in the royal outdoor of Kau‹alyå.

Prof. Ramaji Upadhyya is considered as one of the well
known writers of Bha¢¢a-yuga. He has written several Sanskrit
dramas, namely, A‹okavijaya, Kaikey∂vijaya, S∂tåbhyudaya,
Nandagautam∂ya, ›ambukacarita and Sundar∂nanda etc.
Kaikey∂-vijaya which consists of five acts, is based on Kaikey∂,
one of the neglected character of Valmikiís Råmåyaƒa who is
generally blamed by the people for being a principal cause in
Råmaís forest dwelling for fourteen years. The author has
applied many changes in the drama. His main aim is to present
Kaikeyi as flawless, because, she has become harsh to Rama
only for the benefit of people. Had Rama not been sent to
the forest, he could not have become the killer of the great
demons like Råvaˆa, Kumbhakarƒa etc. His A‹okavijaya is also
consisting of five acts, based on the life of the king A‹oka the
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great who conquered KaliΔga in a most dreadful war. In fact,
the consequence of the war changed the nature of Ashoka
and he turned Dharmå‹oka from CaƒŒå‹oka. The author
succeeds in depicting the pathetic condition of a family who
has lost his sons in the Kalinga-war. In S∂tåbhyadaya one can
find the depth in the scholarship of the author along with his
creative as well as imaginative talent. The author has tried to
improve the shortcomings present in the story of the
Råmåyaƒa after the victory over LaΔkåvijaya. He has shown
his novelty in adding S∂tåís auto-biography. The drama,
consisting of six acts, pleases the audience through its
innovation. Here the statement of Nårada for S∂tå is very
significant and worth mentioning: S∂tå na kevala√
påtålavåsina¨ api tu sarvån lokån saccåritryeƒa prakåma‹aktyå
ca pravartyamånås∂t. asti bhavi¶yati ceti trikåladar‹inå
brahmaƒåítra bhavatyai nivedayitum pre¶itoísmi. (AΔka 5)

His Sundar∂nanda contains five acts. The theme of this play
depicts the detachment of Nanda and Sundari (the brother
and sister in law of Gautama Buddha) from royal enjoyment.
However, Gautama Buddha has played the key role in their
detachment. Seeing the tendency of people blindly following
the way of materialistic enjoyment, the present play can be
considered as a great contribution.

Prof. Ogeti Parikshita Sharma is a versatile Sanskrit dramatist
who has contributed substantially to the field of contemporary
Sanskri a drama.  His famous mythological dramas are : ›råvaƒa
(based  on the Råmåyaƒa), Parik¶ita (based  on the
Bhågavata), Nartana‹∂lå (based  on the Mahåbhårata), Vajra√
Vajreƒa Bhidyate (based on the Mahåbhårata), Prabodhana
(based on the Mahåbhårata), Gurudak¶iƒå (based on
Kålidåsaís Raghuva√‹a), Uttaragograhaƒa (based on the
Mahåbhårata), Svapnaniruddha (based on Bhågavata),
Indråya Svåhå (based on the Mahåbhårata, closer to Bhåsaís
Karƒabhåra) DhanurbhaΔga (based on Råmåyaƒa),
Bh∂¶mapratij¤å (based on the Mahåbhårata), Såvitr∂ (based
on the Mahåbhårata), Kanyåvataraƒa (based on the origin
of  the Råmåyaƒa). He has also  written six historical plays.
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They are Rak¶åbandhana (the central theme based on the
confrontation between Alexander and the Sindh king
Puru¶ottamadeva), Varåhamihira (the central theme based
on the famous astrologer and one of the nine jewels adorning
the royal court of Vikramåditya), Vilhaƒ∂ya (the central theme
based on the Kashmir poet Vilhaƒa who falls in love with the
princess Yåmin∂), Rå¶¢råyedam (the central theme based
on the history of Hampi, the founding Vijayanagar empire),
Åtmårpaƒa (the central theme based on the conquest of
Singhagarh from Maratha king) and Parivartanam (the central
theme based on Purandara Das of Karnatak who from a
Brahmin merchant  became devotee of Krishna). His social
plays includes Påna‹ålå, Premapar∂k¶å, Pariƒ∂tå, Aparåjita,
Matibhramaƒa, Vaya√ Pa¤cådhika√ ‹atam and  Na Str∂
Svåtantryam Arhati each of which deals with a social incident
or problems. In his Påna‹ålå he rejects the cabaret dance,
because, he feels that there is no ÅΔgika, Åhårya,
Våcikåbhinaya in this dance. This only exhibits oneís lust and
therefore, it is not a dance at all. Here the dancer only tries to
sell her body. The cabaret dance has been narrated by the
dramatist as follows:

Pa‹ya pa‹ya me kucabhåram, spar‹a spar‹a me kacabhåram.
Pa‹ya pa‹ya me μurubhåram, bhrama bhrama me pådap∂¢ham.

In all he has written at least twenty-six dramas which can
be treated as a marvellous effort.

Prof. G.B. Palsule has written several short plays and
Samånamastu Vo Mana¨ is one of them. This drama consists
of three acts and depicts the sense of National Unity and
National Integration. In the first act, a boy narrates the speech
of his headmaster: Adhunå vaya√ svatantrå¨. Asmåbhi  tathå
vartitavya√ yathå asmåka√ rå¶¢ram balavad bhavi¶yati. Ka‹cid
asam∂yo vå bhavatu, VaΔg∂yo vå bhavatu, Mahårå¶¢r∂yo vå
bhavatu, Åndhr∂yo vå bhavatu sarvair api bhårat∂yai  saha
bhråævad vartitavyam iti.

In addition to this, to his credit he has a collection of
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dramas titled as Rμupakacatu¶¢aya which consists of four
Rμupaka-s, namely, Yadå Råyadurgo Jågarti, Atra Mætyur
Vilajjita  (both translated from original Marathi by Vasant
Kanetkar), Andha√ Yugam (translated from original Hindi
by Dharmveer Bharati) and Utti¶¢ha Kaunteya. He has also
written another two original Nå¢aka-s, namely, Dhanyoíha√
Dhanyoíham and Bhåsoíhåsa¨. His other translated Sanskrit
dramas are: Athåto J¤ånadevoíbhμut, Dhanyeya√ Gåyan∂ Kalå
and Bhråtækalaham.

S.B.Varnekar has written two historical plays titled as
Vivekånandavijaya and ›r∂lokamånyasmæti. Vivekånandavijaya
is treated as Mahånå¢aka by the author himself, which is
accepted as a separate type of drama having ten acts and
dealing with the life of Mahåpuruƒa. ›r∂lokamånyasmæti¨
has no plot as such and the main does not appear on the
stage except in the last scene.

Prof Rewaprasad Dvivedi is a good scholar, and a good
poet too. He also has written some plays like Yμuthikå (1976)
based on Shakespearís Romio Juliya¢a (An Italian love story
of two youths belonging to two different royal family) and
Saptar¶ikaΔgresa. In Yμuthikå the author has inducted
Vi¶kambhaka in the beginning of the first act to inform about
the actual conditions of the states.  Saptar¶ikaΔgresa is a
political play of ten acts, which can be rightly called a
Samavakåra. The word Sapta and °R¶i both denote the nuber
seven which means seventy seven if put together. Thus, the
whole title means 1977 congress. The story of the drama is
mainly based on 1977 Parliamentary Election where National
Congrss was defeated for the first time after independence.
The play starts with the rejection of the election of Indirå
Gåndh∂ by Allahabad High court followed by the emergency
meeting by the Congress working committee and the
revolution by Jayaprakash Narayan. With the introduction
of two imaginary characters, namely, Januka and Sundaraka
the drama depicts the then political atmosphere by
incorporating the reactions and speeches of Jagajivan Ram,
Hemavati Nandan Bahuguna and Moraraji Deshai etc. Here
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the main aim of the playwright seems to be the upliftment
of the nation:

Rå¶¢ronn∂tau prathayatitarå√ svacchatå ‹ik¶aƒasya.
Praj¤åko¶occhvasita-hædayodanvadutthåmætasya. (3.14)

Since ours democratic country the kings or rulers are made
by the common people. The great poet and the best
dramatist prof. Dvivedi says that in our country which is
existing on the back of the mountain Meru, the heaven is
also supposed to serve.

Yatra prajåyate råjå råjånati tathå prajå.
Merupæ¶¢håyamåneísmin rå¶¢re svargoípi dåsati. (10.45)
Såmapratam vayam eva smo netåro bhåratåvanau.
Svadharmapålanam råjyam råjånoípi tato vayam. (10.46)

Since prof. Dvivedi himself is a good rhetorician, the
author of KåvyålaΔkårakårikå and Nå¢yånu‹åsanam he tries
to solve many unsolved dramatic problems through this
Samavakåra-type of play.

Prof. Radhavallabh Tripathi has written many dramas in
Sanskrit, namely, Premap∂yμu¶a, Prek¶aƒasaptaka and
TaƒŒulaprasth∂ya etc. and he has published some of them
with Hindi translation. Besides, he has translated many
famous ancient Sanskrit plays into Hindi, which are published
in several issues of Nå¢yam, a Publication of Sagar under his
able editorial guidance. His Prek¶aƒasaptakam is a collection
of seven Prek¶aƒaka-s or EkåΔkikå-s i.e. one act plays. This
collection centres around several social problems and opens
new possibilities of the development of Indian dramatic
tradition. In fact, Prek¶aƒaka is more of street plays for which
the term Vithinå¢aka (NukkaŒa Nå¢aka in Hindi) is being
used in the present time. Earlier the Prek¶aƒaka-s used to
be played in the religious fair etc. to bring certain problems
to the notice of a common man. Prof. Tripathi and other
dramatists of present time apply this technique in an
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innovative way with newer themes including dowry death,
non-discrimination between male and female child and so
on.

In Prek¶aƒasaptaka his Prek¶aƒaka-s are titled as Megha-
sande‹a, Dh∂vara‹åkuntala, Mukti , Ma‹akadhåni, Gaƒe‹apμujana
and Prat∂k¶å etc. They display the social discriminations in
some way or other. In Meghasande‹a the cloud is invited
through letters. Mukti   hints at the duty of Gæhastha and
Ma‹akadhåni presents the selfish acts of the political leaders.
In Ma‹akadhåni   the four persons substitute the bamboo
stands in four corners and manage the mosquito net to be
placed on the stage. The characters create humour by their
activities in the form of falling and again standing up in
regular intervals. In Gaƒe‹apμujana the bad tendencies of the
misutlization of money collected in the name of worship is
described.  Prat∂k¶å describes the mental agony of a father
whose young daughter goes out for job. Thus through these
dramas Dr. Tripathi gives a new direction to the science of
stage performance of Sanskrit plays.

His Premap∂yμu¶a contains seven acts and the theme is based
on the biography of Bhavabhμuti. Here some characters are
historical whereas some are imaginative. He has incorporated
a number of interesting incidents in it. His TaƒŒulaprasth∂ya
was published in 1999 which is a Prakaraƒa-type of Rμupaka
containing ten acts. Here, the struggle of a poor boy is
depicted who of life problems in every stage in our society,
full of current problems multifaceted contradictions. The
boy is in great pain to see the injustice done to his father.
The in our educational system, the water crisis  along with
the monopolies of Jamindars are well depicted in this
Prakaraƒa. The developments of the characters are shown
its real fervur. The characters of this play either represent
their class or their tendency.

Prof. Rajendra Mishra has maintained a balance between
quality and quantity so far as the Sanskrit dramas are
concerned. He has written around fifty EkåΔk∂-s and a good
number of Uparμupaka-s. His plays are generally based on
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the themes related to social as well as psychological problems.
He has written some historical as well as mythological dramas
too. One can refer to his eight collections of EkåΔk∂-s, namely,
Rμuparμudr∂ya. Catu¶path∂ya, Nå¢yasaptapada, Nå¢yapa¤cåmæta,
Nå¢yapa¤cagavya. Nå¢yanavagraha, Rμupavi√‹ikå and
Aki¤canakå¤cana. His three Nå¢ikå-s are Pramadvarå,
Vidyottamå and L∂låbhojaråja.

In his short play Phaƒ¢μusacaritabhåƒa compiled in
Nå¢yapa¤cagavya, Dr. Mishra has cut a VyaΔgya on the
modern student society by depicting the immoral as well as
undisciplined surrounding pervading in University campus.
Phaƒ¢μusa, the hero of the play, falls in love with his maternal
uncleís daughter. In Indian society  (except south India)
marital permission is not granted to such relationship and
in no way such relationship can be legalised through
marriage. Therefore, Dr. Mishra has depicted it as a social
problem. In fact, the main character Phaƒ¢μusa represent
the contemporary youth. Therefore, the psychological
feelings of Phaƒ¢μusa reflected in the following statement is
worth-mentioning: Yåvat karomi pa¢haneíbhiruci√ sut∂k¶ƒa√
dhairya√ nidhåya kalayåmi ca yåvadaΔga√ våtåyanånti-
kapathena tu tåvad eva yånt∂ chinatti hædaya√ mama kåpi bålå.
In Chalitådhamarƒa appearing in Nå¢yapa¤cåmæta, he has
expressed concernes about the greediness for dowry by the
parents of the groom. His other social plays Indrajåla,
Nægæhagha¢¢a, Vaidheyavikraya (Catu¶path∂ya), and
Punarmelana (Rμupa-rudr∂ya), Såk¶åtkåra  (Nå¢ya-
saptapad∂yam) also deal with certain social problems like
call girl profession, the workless culture of offices, the
uncontrolled family, the self surrender by the decoits to
come back to the main stream of society and the corruption
in the process  of appointment etc..

In his Våƒ∂gha¢akamelana, one can see the naming of
the characters in an interesting way. The characters are
named as Yaƒluk, YaΔanta, Kædanta etc. In his Dehal∂pari-
devanam Delhi is depicted as an old woman crying for the
harm caused to her in different periods. Flash back system
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has also been used in his plays like Eka√ sad viprå bahudhå
vadanti etc.

Harshadeva Madhava is not only a modern poet but a novel
dramatist also. He has presented three collections of dramas
in Sanskrit, namely, Mætyurayam Kastur∂mægoísti, Par∂k¶å and
Kalpavæk¶a. Mætyur ayam Kastur∂mægoísti (1998) is the
collection of absurd dramas, two street plays and seven
articles. He accepts a novel path in his dramas throughout.
He narrates death through various characters. The audience
becomes spellbound to see two ghosts or rather spirits
exchanging their views on death. The other important
character of the drama is a girl a waiting death very closely.
The playwright has chosen the path of the absurd drama of
the western style, in which nothing of the characters, stage,
dialogues etc. are traditional. We can also see revolutionary
trends in the field of Sanskrit play writing through his
contributions.

Kalpavæk¶a (2002) is his second collection of dramas
presenting seven one-act plays named as Kalpavæk¶a 1,
Kalpav¶k¶a 2, Kalpavæk¶a 3, Kalpavæk¶a  4, Kalpavæk¶a 5,
Kåmadhenu¨ and Vartamåna¨. Some of the plays of this
collection are staged in the cities of Madhya Pradesh and
Gujarat. In the last play of Kalpav¶k¶a the playwright has risen
the issues like dowry problem and female foeticide. The
following verse in Kalpav¶k¶a -5 shows the tendency of
Harshadeva casting satiristic views of the present problems
on the traditional background :

Yatra nåryastu dahyante ramante tatra råk¶aså¨
Yatra hyetå‹ ca  p∂Œyante ramante tatra dånavå¨.
Rudanti yatra nårya hå hasanti tatra pråƒina¨
Kasmåd vahati gaΔgeya√ kasmåt sthito himålaya .

The absurdity of the present age, Indian philosophical
mystery, novel experiments of stage, new style and new
thinking are the features of this collection. The playwright
is a new approach to myths. In the Kalpavæk¶a¨-5, the
characters are numbered as 1, 2, 3 etc. instead of being
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named. However, in Kalpavæk¶a¨ -1, the characters are named
in one letter just as K¶a, Ya etc. Par∂k¶å is another modern
short play of Madhaa. This play along with his Kalpavæk¶a are
written in the style of L∂lånå¢ya. In L∂lånå¢ya-style the
characters are neither decorated nor costumed as per
characterís requirement. The actors bring the characters
into life through their marvellous acting.  This practice is
mostly seen in in the street plays of present time.

Keshab Chandra Dash has applied himself mostly to dramas
and short stories. He has rarely shown interest on writing
plays. In this position his only short play titled as Samån∂
deserves a mention. This play is written as a series of drama,
which can be presented as tele serial since he has given
dramaturgical instructions for audio-visual presentation.

Haridutta Sharma has written Tripathagå consisting of
three Nå¢aka-s published in 1987. His Ekrandanam is the
collection of four Radio-dramas titled Pa¤canadap∂Œanam,
Ekam eva Raktam, Bækavikro‹anam and Abalåbalam of which
many have been broadcasted from All India Radio, Allahabad.
Pa¤canadap∂Œanam and Ekam eva Raktam deal with the
problem of terrorism in India. Pa¤canadap∂Œanam
concentrates on terrorism in Punjab whereas Ekam eva
Raktam has a say about terrorism in Kashmir.  Bækavikro‹an-
am deals with the problem of corruption along with several
scams. On the other hand, he raises voice against women-
exploitation in Abalåbalam.

Ramakanta Shukla has written some short plays. His ReŒio
Rμupaka : Kacadevayån∂, based on the mythological characters
Kaca and Devayån∂, was published in 1985. His other play
PaƒŒitaråj∂yam deals with the love affair of Panditaraj
Jagannath with the Muslim beauty LavaΔg∂. His Abhi‹åpam is
a successful Dhvanirμupaka. Saμskætanå¢yavallar∂ of Devarshi
Kalanath Shastri is also an example of Dhvaninå¢ya where
he has provided instructions for necessary stage
arrangements.

Banamali Biswal has written two historical short plays in
Sanskrit: Dehi Padapallavamudåram which has been awarded
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with a prize in All India short play competition arranged by
Delhi Sanskrit Academy in 2oo6 is based on the theme of
Jayadeva and Padmåvat∂. His other short play named
ëDharmapadasya Pitæbhakti¨í is published in the Sa√skæta-
laghunå¢akasaΔgraha of Delhi Sanskrit Academy (year of
publication not given). The story is related to the con-
struction of famous sun temple Koƒårka. Bishu Maharana
heads the team of twelehundred Architects engaged in the
construction work of Koƒårka. The artists could build the
temple in almost twelve years. However, they could not
complete its top, because, surprisingly the only knower of
this technique Bishu Maharana has forgotten the technique.
The king ordered life punishment, if the work is not
completed within twelve more days. In the twelfth night
the twelve yearold Dharmapada, reaches the spot in search
of his father whom he has not yet seen. After knowing the
fact from a starving vulture talking to her son, Dharmapada
completes the work at night when all the twelvehundred
architects were passing a sleepless night to welcome the
decided death. In fact, Dharmapada has learnt this
technique when he was in motherís womb as his father
narrated the technique before departing home for twelve
long years. The climax of the play takes the audience to a
tragedy as Dharmapada commits suicide by jumping to the
sea from the top of the temple. He has preferred death to
save the artists from life punishment and to save his father
from the blame as well. In the morning the artists were happy
to see that the temple was complete and they were saved.
They thought that the fantastic job has been done by Bishu
Maharana and therefor, they took no time to felicitate him.
The king also awarded him psumptuously for that great job.
However, the awardee was in a dillema, as he knew the fact
that he does not deserve all he is earning. The play ends
with Bishu Maharanaís confusion by seeing the sweet berries
of his courtyard scattered there. Though he guesses the
presence of his wife and son there but he fails to find none.
No body was there to answer him. He asks questions to

The Changing Perspectives of Contemporary . . . : Banamali Biswal



308 Nå¢ya‹åstra and the Indian Dramatic Tradition

himself. Bishumaharanaís last few sentences keep the
audience spell-bound: Kim aham vastutoíbhinandya¨?
Har¶avi¶ådayo  katara  matkæte spæhaƒ∂ya ? Mandiram nirmitam
ast∂ti tu satyam ! parantu kena nirmitam, kva gato me putra¨? ka 
mama pra‹nasyottara  dåsyati?  E¶a¨ samudra¨? Iyam nad∂? Idam
navanirmitam mandiram athavå sarvopari viråjamåna¨
sμuryadeva  ? Besides, Biswal has written two social dramas (yet
to be published) titled Unmatta¨ and Jagata‹cak¶u¶i Para  
based on certain social problems related to corruption and
our family system.

Kriparam Tripathi has written a mythological drama titled
Madhyamaråmacaritam based on the story of the Råmåyaƒa.
The complete Vanavåsa of Rama is briefly depicted in all
the six acts and in the last act the Mok¶a of MåƒŒakarƒa is
described. In the 11th canto of ÅraƒyakåƒŒa of Valm∂kiís
Råmåyaƒa and the thirteenth canto of Raghuva√‹a the
MåƒŒakarƒa is depicted as trapped in the youthful cage of
five beautiful damsels. Kriparam has tried to free
MåƒŒakarƒa forever from such imprisonment.

Rå¶¢råya ›ar∂ravi‹råƒanam is a small patriotic drama by
Kæ¶ƒadatta ›armå which is published in the June issue of
Vi‹vasaμskæta in 1999 from V.V.R.I., Hoshiarpur (Punjab).
Nalini Shukla has written a couple of music dramas or dance
dramas called SaΔg∂tanå¢ikå. Her Pårvat∂tapa‹caryå and
Rådhånunaya   may find a mention in this context. In her
unique drama Rådhånunaya (published from Kanpur with
English translation), the Råsal∂lå of Krishna and Radha is
depicted which resemble the ancient division of Uparμupaka
called Råsaka. The first scene is devoted to MaΔgalåcarana
whereas in rest of the four scenes the  Råsal∂lå of Krishna in
spring season along with the separation song of  Rådhå is
well depicted. The authoress has adopted Katthak-style in
her drama as she expresses:

Kandarpa  kandarpa  tatta the∂ the∂.
Dhumaki¢a dhaka dhaki¢a dhaki¢a .
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Taka taka taka taki¢a taki¢a.
Na¢avara  harirajaya  jayati vijitakåla  vijitakåla 

(Rådhånunaya  2/8)

Vanamala Bhavalkarís mythological drama Råmava-
nagamanam is a dance ballet in three scenes published by
Sanskrit Parishad, Sagar. Her other music dramas are
Pårvat∂parame‹var∂ya and S∂tåharaƒa. Her PadadaƒŒa is a
social drama, dealing with the rehabilitation of a war-hero
who returns home after having lost his one leg in war. The
heroine accepts him with the same love and devotion.

 Dr. Mithilesh kumari has written a historical play titled
Åmrapål∂ where the well accepted dramaturgy rules are
partially applied. R.Ganeshís Rμupaka: Anve¶aƒam is a symbolic
play where the hero is a Mechanical Engineer by Vƒtti and a
poet by Pravætti. Sμutradhåra himself in the beginning declares
that it is a symbolic play:

Åj¤aptoísmi pari¶adå gaƒe‹ena viracita√ rasikalokavinμutanam
anve¶aƒam mayå såΔketikam rμupakam pradar‹ayitavyam iti.

Paropakår∂ is a short play written by Dr. Suryamani Rath
containing six scenes based on the story of the Mahåbhårata.
The theme is based on the killing of Vakåsura in the city of
Ekacakra. The play begins with the declination of
Duryodhana refuring to give even a tip of land, which can
be measured by the point of the needle. It also depicts the
agony of PåƒŒava-s as well as their feelings of love towards
each other. The depiction of the Brahmin family tormented
by the demon and finally the killing of Vakåsura by Bh∂ma
are the other attractive scenes of the drama. The poetic
ability of the dramatist is well expressed in many contexts:

Srotoímbhaså√ bhramayitu√ prakhara√ nad∂¶u
Cakram rathasya yavani‹ ca yathå vibhåti.
Jyotirgaƒa¨ pratidina√ parito dine‹am
Rak¶oípi bh∂makarayugmagata√ tathåíbhμut.. (p. 22)
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The author has tried to strictly follow the rules of
dramaturgy in his play.

K.S. Nagarajan wrote a play titled Unmattak∂cakam, which
was published in 1960 from Pune. The drama in five acts
depicts K∂caka in a different form. He is depicted not as a
wicked. but a good natured one who loves Draupad∂
immensely. N. Ranganatha Sharma wrote a play titled
Ekacakra based on the story appearing in the first parva of
the Mahåbhårata. Båhubalivijayam is the other drama written
by him. Jaggu Singaracharya has written a drama named
›aur∂‹auryam, the story of which is based on the Vi¶ƒupuråƒa
and Bhågavata. Samba Dikshita has written a mythological
play titled as Bhμukailåsanå¢aka. The author has written a
beautiful stanza in the favour of drinking liquor through
Nikumbha:

Citte ‹åntir jåyate madyapånåt
‹ånte citte såma gåyanti mattå¨.
Gåna√ kætvå sadgati√ yånti v∂rå 
tasmåt peyam madya√ evå‹u bh¶uri.

Vande Måtaram is a short play of Surendra Nath Sarangi,
which has been awarded in the All India Muli-language
drama competition because of its dramatic qualities. This is
a patriotic play where characters are presented both in
traditional and modern ways.  The same author has written
another drama titled Abhij¤åna‹åkuntala divided into five
scenes. Though the story of this drama is the same as that of
Kålidåsa, still it has some originality, brevity as well as simplicity
too. The new adopted here in many contexts helpea to  make
the drama interesting and attractive.

Janardan Prasad Pandey has written a short play titled as
Abalåsåmarthya, which also goes against the tradition of male
domination. Here the woman character proves its ability at
the end and has been staged in a number of occasions. His
other short play Raghudåsasya Patra is also a welcome addition
so far as the trend of social dramas are concerned.
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Prashasyamitra Shastriís Saμskætavar¶e Mahar¶i-Påƒine 
Svargåd Bhårate Samågamanam is publihed in Sa√skæta-
laghunå¢akasaΔgraha of Delhi Sanskrita Akadmi (PP.).
Though the play is very short, it appeals to the audience
because of its humorous presentation. Similarly Bholå-
råmasya J∂va is a drama by Jiyalal Sharma. The theme of this
short play is based on the short story of Hari Shankar Parasayi.

Vishvanatha Satyanarayan who is a J¤ånap∂¢ha-award
winner in Telugu and a Padmabhμu¶aƒa-winner too wrote
two dramas in Sanskrit, namely, Guptapå‹upatam and
Am®ta‹armi¶¢ham published by Andhra Mahasabha, Mumbai
in 1975.

P.M. Bhatkhande the Sanskrit playwrght of Maharashtra
has written more than fifteen one-act plays, a ballet and some
other compositions too.  Some of these are published in
three of his collections, namely, Mukta, Mahådåna,
Lalanåkhyåna. His Mukta contains three one-act plays: Mukta,
Væk¶arak¶aƒa, Ehi Mætyo Svågata Te, in Mahådånam, however,
there are four dramas : Mahådåna, Kara, Dhanam Vå ›∂lam
Vå and A‹mabuddhi¨. Similarly, Lalanåkhyåna contains three
plays, namely, Lalanåkhyåna, ›ilpaguŒha and Itimånav∂ya.
The playwright has handled variety of themes with variety of
forms. His themes are mostly modern and the forms have
been experimented variedly from traditional Sanskrit dramas
to Lokanå¢ya. He has also written a fantasy and a detective
story as well. However, he has managed all these by
maintaining the atmosphere of typical classical Sanskrit plays
by including Nånd∂ and Bharatavåkya etc.

Durgadatta has written a Rμupaka titled Abhimanyor v∂ratå
which depicts the bravery of Abhimanyu. M∂‹akavaidu¶ya is
a Prahasana, written by Rajakishore Mani Tripathi, which
casts satiristic expressions on the present set up of our society,
be it in office, politics, army or any thing else. According to
him, today the philosophy of every bodyís life resemble that
of a mouse:
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Yasmin gehe bhaved våsa  tatra chidra√ samåcaret.
Dhanam tena pathå n∂två mμu¶akavad dhan∂ bhavet. (4)

Acharya Madan Mohan Joshi has written a collection of short
plays named as Rμupakapa¤caka, published with the financial
assistance of Delhi Sanskrit Academy. The five Rμupaka-s which
are published with their Hindi renderings are Gæhalajjam,
N∂raså Saraså Dharå, Såk¶aratå, ∫‹varasya Kåryam and Prerakam.
In his Såk¶aratå, a Sanyås∂ teaches the fourteen Pratyåhåra-
sμutra-s of Påƒini in an interesting way:

A I U °N Dhyånena ‹æƒu
°R  °Lk, E OÃ, Ai Ouc Pa¢hanåya Må ‹uca
Ha Ya Va Ra °T På¢ham ‹∂ghram Pa¢ha
Laƒ, ±Na Ma Ãa °Na NaM Gurave Nama¨
Jha Bha±N, Gha °Dha Dha°S Uccair må hasa
Ja Ba Ga °Da Da› Pa¢han Måílasa
Kha Pha Cha °Tha Tha Ca °Ta TaV Åj¤åm Pålaya
Ka PaY Ve¶¢anam ånaya
›a Sa SaR, HaL Pa¢hanåya Cala

Sudarshan Pathi has written some plays titled Sim-halavijaya,
Karuƒåpårijåta, Pådukåvijaya, Ruciråcarita and
Amarabhårat∂nå¢aka.  His Simhalavijaya (1951) is based on
Orissan History where songs are accomodated in Orissan style.
Pundarikaksha Mishra (Subhadråharaƒa, Sudhåharaƒa,
Båˆaharaƒa, Samådhåna and Cetanå), Sudarshanacharya
(S∂måntaprahar∂, Navajanma), Harekrishna Mahatab
(Cåƒakyavijaya), Dayanidhi Mishra (Para‹uråmapratij¤å or
Måtæhatyå), Basudeva Mahaptra (Såvitr∂pariƒaya) and
Yatindracharya (Mådhavavilåsa) are other Orissan
contributors to the branch of contemporary Sanskrit Dramas.
Bhavdeva Bhagavati of Assam has written a short play, namely,
Nμu¢anam Nå¢akam (1982), which deals with the double
standard of the so-called educated people who are at the
helm of affairs. The events are arranged in four scenes and
only two characters are engaged in conversation. Siddheshvar
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Chattopadhyaya of West Bengal has written four Nå¢aka-s:
Dharitr∂patinirvåcanam, Atha Kim (Prahasana), NanåvitåŒana,
Svarg∂yahasana. Besides, S.R. Lila (Amaranåyaka), Sudarshan
Tripathi (Amarabhårat∂), Medhavrata (Prakætisaundarya,
1934), Krishna Kumar (Asti Ka‹cid Vågvi‹e¶a¨) Mathuradatta
Pandey (Dyåvå Pæthiv∂yam), Mahidhar Shastri Venkataram
(Sarojin∂saurabha, 1960), Maheshvar Shastri: Asti Ka‹cid
Vi‹e¶a ), Kshitish chandra (Andhairandhasya Ya¶¢i  ),
Prashasyamitra Shastri (NavaŒhåvadhμu vara‹ ca), Ramkumar
Malaviya (T∂rthayåtrå), Ramanujacharya (Anyåyaråja), B.K.
Limaye (Pæthiv∂vallabha), V.D. Gangal (Bhartæhar∂ya), S.N.
Tadpatikar (Vi‹vamohana), Tejanath Jha (Ayån∂), Vasudev
Dvivedi (Kautsasya Gurudak¶iƒå) Vishnudatta Tripathi
(Anasμuyåcarita) and Vishvanath Keshav Chhatre
(Apμurva‹åntisaΔgråma) have enriched the field of Sanskrit
with their valuable contributions.

In addition to that, Several short plays are published by
Sanskrita Bharati (Delhi, Bangalore): Navarμupaka,
Kavikopakalåpa, Jågarμuko Bhava (Vith∂nå¢aka), Såk¶i‹∂lå
(Janapadarμupaka) and Lokabhå¶åpracårasamiti (Puri,
Bhadrak): Ådi‹aΔkaråcårya , Bhagavån Vådaråyaƒa,
Madhulipså (Nå¢ikå), Lokal∂lå (Laghunå¢akasaΔgraha) and
Lokanå¢ya (Laghunå¢akasaΔgraha). Limited scope of the
paper does not allow me to go into the detail.

The changing perspectives of contemporary Sanskrit
dramas

Sanskrit Drama has an uninterrupted history of continity
more than two thousand years. The twentieth century
Sanskrit playwrights, who live in an age of science and
technology, are well disposed to make experiments and to
introduce certain changes in their plays as per the demands
If we analyse the tendencies thrusted into the modern
Sanskrit dramas, there are certain clear trends and
tendencies, that point out the singns of lixity. It is interesting
to note that in spite of incorporating many changes Sanskrit
dramas confined to Sanskrit dramas no longer remain
physical or spiritual and slowly it is moving towards  social,
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ethical and intellectual. No longer it represents the mind in
repose, instead venturing to represent the mind in action.
It no longer maintains an ideal isolation since it has started
coming closer to the society in its trials and tribulations, joys
and sorrows, hopes and aspirations. The changing
perspectives of contemporary Sanskrit dramas can be
experienced in the contexts of language, expression,
technique, themes, songs, etc. Some of the examples are
given below:

Language:  The modern dramatists prefer simple Sanskrit
than the Oja¨samåsabahulå language. In this context the
other important issue is the absence of Prakrit in modern
dramas. Bharata suggests the use of Prakrits in a play by
certain characters like women, jester, menial etc. In
obedience to this rule Sanskrit playwrights made prakrits an
essential and inseparable part of their plays even long after
Prakrit ceased to be effective media of expression. Of late a
tendency is visible in Sanskrit drama either to avoid Prakrits
or to replace them with modern vernaculars.  For example
we may mention the Bhμubhåroddharaƒam of Mathura
Prasad Dikshit where the author puts Hindi in place of
Prakrits. In one of his plays titled Bhåratavijayanå¢akam22 he
uses Newari (the language of Nepal). In addition to that, in
Påƒin∂yanå¢akam23 Gopal Shastri Darshan Keshari employed
Bhojapuri in place of Prakrits.

Changes in expression:  Todayís dramatist does not believe
in so called puritanism of language.The tendency is
increased either to adopt certain foreign words as it is or to
Sanskritise them. It is not uncommon to find the use of some
English words like badminton, tennis, police, radio, station,
bus etc. in the language of modern Sanskrit plays. Examples
can be many in this context. However, I will quote a few
examples from one or two plays.

R.Ganesh in his play Anve¶aƒa uses plenty of English words
both in the verses and dialogue. In the verse for example:

Biske¢ breŒ cåkle¢ ca carvaƒakam ity atyantah∂nåny aho.
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›låghyåny eva samå‹rayanti sulabhårambhåƒi ka¶¢åni tai .
In the dialogue for example:

EkaóSiksara,  (sixer) hå
AparaóNahi BolŒ
Anya óKatham
Anyatara¨ - Suviditam,  Phora
AnyaóNaiva, Ka¢, MiŒ-Vike¢
Eka¨óEla-B∂-°Dablyμu
Apara¨óIniΔgsa °Diph∂¢a
SarveóNayanayo   Ånanda  
Se¤cur∂

Changes in Technique: The contemporary Sanskrit dramas
vary  in the technique also. They present a break with the
past. Like the western plays the acts are now being divided
into scenes. The Nånd∂, Bharatavåkya, Praståvanå, Prave‹aka,
Vi¶kambhaka and Patåkå-Prakar∂ etc. are being discarded.
Some dramatists are still trying to incorporate those
traditional techniques in their Sanskrit plays. Sometimes they
are ruccessful in doing that and some times they are not.
The Sanskrit stage is slowly deviating from its old elaborate
form to a new simplified look. It is not uncommon that
Sanskrit plays are being performed in the open air or under
the shade of a tree.

On account of the increasing pre-occupations of the
modern age the playwrights are inclined to write shorter
plays, especially one-act plays, in order to entertain the
audience. The Sanskritist too is affected by this tendency.
The one act plays, once non-existent or very rare in Sanskrit,
have become more frequent. Radio plays are being written
to be broadcast on the various stations of the All India Radio.
The Shadow plays like Chåyå‹åkuntala24 by J.T. Parikh have
also come to existence.

The credit for introducing western style operas on the
Sanskrit scene goes to the inefatigable Dr. Raghavan, the
famous author of a number of works. His Råsal∂lå25 (Sanskrita
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Ranga Annual, Madras 1963) Prek¶aˆakatray∂26 (published
by the author, Madras 1956), Lak¶m∂svayamvara 27 (Sanskrita
Ranga Annual, Madras 1959), Kåma‹uddhi 28 (Sanskrita
Ranga Annual, Madras 1963), and Vimukti 29 (Sanskrita
Pratibhå, New Delhi, Vol. IV, No. 2 1964) can as landmarks
in the field of Sanskrit Plays. One can observe the absence
of Vidu¶aka in todayís plays. The Dh∂rodåtta, Dh∂ralalita
Nåyaka-s are being replaced by most common characters.

Changes in Themes:  Gone are the days when Sanskrit
play-wrights looked to the Råmåyaƒa, Mahåbhårata and
Puråƒa-s for their themes. There is a growing tendency
among the Sanskrit writers to adopt the burning problems
of day-to-day life, on the problems of terrorism, dowry-death
and the killing of female foetus etc. They are also dealing
with the problems of down trodden society.

Introduction of Songs:  Sanskrit playwrights of late have
shown an increasing tendency of incorporating songs in their
plays. Such tendency has been started in the medieval age
when a particular type of dramatic composition named
SaΔg∂taka-s was being composed. As the name suggests these
compositions were full of songs and music. In ancient plays,
as per the dramatic rules, verses have been included.
However, the contemporary playwrights do not follow that
technique strictly, though some of them are still using verses
in their dramas. a-days contain lengthy songs some dramas
mention of råga on the coutrary, in which they are to be
sung. On the contrary, very good musical dramas like
SaΔg∂tasaubhadra and Kålidåsacarita by the famous
Maharashtrian plawright and scholar S.B. Velankar.

The Baroda dramatist Mulshankar Maniklal Yajnik in his
three historical plays Sa√yogitåsvayamvara, Chatrapatisåm-
råjya and Pratåpavijaya has given the technical details about
the songs their in Tåla, Sthåy∂ and Antarå, their notes etc. at
the end. In his Råsal∂lå the great musicologist Dr. Raghavan
has clearly indicated that his verses should be sung on a
particular Råga and interestingly he has shown that Råga
along with other directions preceding them. In the drama
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called Parivartana (published by the author from Lucknow)
Kapila Dev Dwivedi has modelled his songs in language as
well as on the mode of singing on the songs of famous
G∂tagovinda of Jayaeva. J.B. Chaudhuriís plays are full of
devotional songs, which resemble old Stotra-s in character,
form and approach.

There is a noveltly in the songs of Sanskrit plays also. For
example, special type of songs like a marshal song as in
Chatrapatisåmråjyam (fourth act) or a fishermenís song as
in VaΔg∂yapratåpam  (third act) or a Bhilsí song as in the
MevåŒapratåpam (first act).

Most of the songs available in Sanskrit plays are in free
style. They can be called muktakas not having particular
metre. In fact, the poetry in muktaka-style is comparatively
of recent origin, which gained more popularity in the
vernaculars. Its application in Sanskrit is, no doubt, very
interesting.

Application of Dance: The dramas where dance is
introduced, are technically called as dance drama or
Nætyanå¢ikå. Now a day such dramas are also being written
and played in Sanskrit. S. Ranganath in his ìpost Independence
Sanskrit Dramaî has discussed dance drama and he has given
one example i.e. Vanamala Bhavalkarís Råmavanagamana
which consists of three scenes. Here South Indian and North
Indian music is ably demonstrated with the kind of Råga-s to
be employed for singing the stanzas such as Yamanaråga,
Ham∂raråga, Kåph∂råga, SåraΔgaråga, Vasantaråga etc.
Nætyanå¢ikå meaning dance drama is famous in Orissa. The
Oriya dramatist Vaishnav Pani has the credit of creating this
genre in the tradition of Oriya drama and he became very
much successful in his effort.  Being influenced by him Pt.
Vaikunth Vihari Nanda has applied this technique in Sanskrit
drama also. His Abhi‹aptacandra, Madanadahana, Måtæ‹akti ,
Kårtav∂rya-nigraha, Dak¶ayaj¤ , Jalandharavadha, Bhakta-
prahlåda, Jagannåthavijaya, Meghanådavadha and
Dånav∂rahari‹candra or Råjavaibhavam may find a place in
this context. These dramas have been staged in several
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occasions of Rashtriya Sanskrit Sansthan.
S.B.Velankarís ballet Nætyanå¢ya‹akuntalå based on Kali-

dasaís masterpiece is worth mentioning in this context. The
Nånd∂på¢ha of the drama speaks loud about the work:

›r∂na¢aråjapade praƒatam
‹akuntalåcarita g∂tam.

Kålidåsakavivarapraƒ∂tam
bhμupatidu¶yantenåcaritam

Daivagativættam citrajivitam..
kavinå nå¢ye yathåvi¶kætam

Prek¶adhvam bharatånvayanå¢yam
prastutanætyam sarvaninditam

Sahædayasujanå¨ ‹æƒutåvahitam
nætyam nå¢yam g∂tasahitam

›r∂råmakave rasikasammatam.

New Themes: Gone are the days when a Sanskritist looked
towards the Råmåyaƒa,  Mahåbhårata or the other Puråƒa-s
for their themes. Sanskrit dramatists with their creative
intellect freed themselves from the shackles of tradition. By
the very force of the age they are constantly in quest of newer
themes. There is a growing tendency among them to adopt
the burning problems of the day-to-day life as their themes.
As a result, now we have the plays Kå‹m∂rasandhåna-
samudyama   and Haidråvådavijaya by the Andhra dramatist
Nirpaje Bhima Bhatt on the problems of Kashmir and
Hydrabad respectively. In addition to that, we have a play on
the irrigation policy of India by the Calcutta playwright J. B.
Chaudhuri. Similarly, on the social problem of dowry there
is a very good play titled Vidhiviparyåsa by the West Bengal
dramatist ›r∂j∂vannyåyat∂rtha, a prolific writer and the author
of about twenty plays in Sanskrit, all of which have had the
credit of being staged in several occasions. The periodic news
in the newspaper about the change of sex too has tickled
the imagination of the Sanskrit Playwright. S°mavatam of
Ambikådatta Vyåsa, Puru¶aramaƒ∂ya of ›r∂j∂vannyåyat∂rtha and
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›æΔgåranårad∂ya of Y. Mahalinga Shastri are fine examples
in this context. In Bhåratavijayanå¢akam one can find a
complete history of India including the rule of East India
Company and the attainment of independence in 1947.

Conclusion
What I observed during my present study that till eighties

social plays were being written less in comparison to the other
categories like mythological, historical etc. However, after
eighties in last three four decades or so, more social plays are
being written in the form of  EkåΔk∂-s. In fact, in the
contemporary period, EkåΔk∂-s are being preferred to the
Nå¢aka, Prakaraƒa and Samavakåra etc. which contain more
acts and naturally require more time to be staged. The
tradition of EkåΔk∂ is not new. One can see one act plays in
the form of some Rμupaka-s and Uparμupaka-s like Bhåƒa,
Prahasana, Vyåyoga, V∂th∂, AΔka, Go¶¢h∂, °Dimbha etc.
However, the modern one act plays are inspired and
influenced either by western dramas or the dramas written
in the other Indian languages. Now the EkåΔk∂-s are being
written on the basis of realism and not the idealism. The
reasons for which the EkåΔk∂-s are being preferred now is:  In
this fast going dynamic age the people are so busy that they
do not have time to enjoy the long dramas occnpying more
time. Because of their busy shedule, the audience want to
witness life and problems in a shorter time. The EkåΔk∂-s
present a partial picture of life they are to be based on certain
interesting incidents and challenging problems. This sort of
drama as restricted to one act, the theme should be interesting
and the language should also be of compact nature. In EkåΔk∂-
s the incidents are arranged in such a manner that they leave
a permanent impression on  the audience. Many dramatists
now prefer to write EkåΔk∂-s because they are of high
demand.

Acting is the principal essence of modern dramas. In this
respect it differs from ancient dramas where emphasis is
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given on the Kåvyatva - aspects than the Abhinayatå-aspects.
The earlier dramatists used to avoid certain scenes, because.
However, no such problems can arise now-a-days becase of
advanced techniques. Therefore, it is a high time now to
introduce new rules and to modify the existing ones in
certain contexts to justify the changes occurring in
contemporary Sanskrit Dramas.

1. The theory of yavanikå meaning curtain having been derived
from the word ëyavanaí as postulated by some western scholars
has been proved to be worng, as the correct word for curtain in
Nå¢ya‹åstra is ëjavanikåí derived from the verbal root ëjuí (to move)
and ëyavanikåí [Editors]
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iqjksoko~Q

Hkkjrh; ukVÔk'kkÐkh; ijEijk esa vkpk;Z HkjrÑr ukVÔk'kkÐk dks dykvksa dk
fo'odks'k dguk vR;qfDr ugha gksxhA ;g lgh gS fd ftl :i esa ;g xzUFk
vkt miyC/k gksrk gS mldks ysdj fo}kuksa esa ys[kd rFkk dky nksuksa osQ fo"k;
esa er&erkUrj izpfyr gSaA ;gkÍ Ikj bldh lfoLrj ppkZ dk vodk'k ugha gSA
vr% fcuk blosQ foLrkj esa x;s tks loZekU; vkSj fu£ookn gS ogha rd lhfer
jguk lehphu gksxkA ukVÔk'kkÐk esa o£.kr fo"k;ksa osQ vk;ke ,oa lw{e foospu
dks ysdj fo}kuksa esa dksbZ foizfrifÙk ugha gSA

OkkLrfodrk rks ;g gS fd Hkkjrh; dkO;'kkÐk ,oa ukVÔk'kkÐk nksuksa osQ
ewyÏksr osQ :Ik esa bl xzUFk dks ekU;rk izkIr gSA dkO;kLokn lEcU/kh
jl&fl¼kUr gks vFkok ukVdksa osQ eapu dh lw{ekfrlw{e foospuk] lc oqQN
bl xzUFk esa lfoLrj ,oa lkaxksikax miyC/k gksrk gSA vfHku; osQ fofHkUu izdkjksa
ls ysdj ukVd&ys[ku esa /;krO; fcUnqvksa rd lHkh vksj vkpk;Z Hkjr dk
/;ku x;k gSA ;gkÍ rd fd ys[ku izfØ;k dh ppkZ osQ izlax esa os O;kdj.k
osQ fu;eksa dk o.kZu djuk Hkh ugha HkwysA dkO;'kkÐkh; ijEijk esa Hkh ijorhZ
vkpk;ks± us ukVÔk'kkÐk dks vkdj xzUFk osQ :i esa Lohdkj fd;k gSA

bruk gksus ij Hkh bl xzUFk osQ Lo:i osQ fo"k; esa bnfeRFke~ ugha dgk tk
ldrkA bldk izeq[k dkj.k fo"k; foLrkj osQ lkFk miyC/k IkkBHksn Hkh gSaA
;g Hksn fdruk xgjk gS] bldk vuqeku yxkus osQ fy, blosQ v/;k;ksa dh
la[;k esa Hksn dh vksj bafxr djuk Ik;kZIr gSA ,d ikB esa 17 v/;k; gSa ogha
vU; IkkB esa la[;k c<+dj 22 gks tkrh gSA ;g IkkB Hksn 'kks/kdrkZvksa ,oa
fo}kuksa osQ fy, ,slh xqRFkh gS ftls vHkh rd lqy>k;k ugha tk ldkA

tc ge ukVÔk'kkÐk dks dykvksa dk fo'odks'k dgrs gSa rks ;g osQoy



iz'kalkRed opu u gks dj rF; dk miLFkkiu gksrk gSA ukVÔk] u`R;] u`Ùk]
f'kYi bu lHkh {ks=kksa esa KkrO; ,oa /;krO; leLr fo"k;ksa dk vkdyu
ukVÔk'kkÐk esa fd;k x;k gSA vr% ukVÔk'kkÐk ij fopkj vusd Ikgyqvksa ls fd;k
tk ldrk gSA bl xzUFk dh miyC/k ik.Mqfyfi;ksa ls ysdj blesa foosfpr
fo"k;ksa vkSj ijorhZ 'kkÐkksa ij bl xzUFk osQ izHkko rd lHkh fopkj&foe'kZ dh
vis{kk j[krs gSaA

jk"Vªh; ik.Mqfyfi fe'ku ik.Mqfyfi;ksa osQ {ks=k esa laj{k.k ,oa lwphdj.k osQ
lkFk izkphu Hkkjrh; Kku dks 'kks/kdrkZvksa ,oa fo}kuksa osQ fy, lqxerkiwoZd
miyC/k djkus rFkk orZeku lUnHkZ esa ml Kku osQ mi;ksx dks Ikzsfjr djus osQ
fy, ÑrladYi gSA blfy, Hkkjrh; Kku dh ijEijk dks mn~?kkfVr djus osQ
fy, og vyx&vyx fo"k;ksa ij fujUrj laxksf"B;ksa dk vk;kstu djrk jgrk
gSA bu laxksf"B;ksa osQ ek/;e ls fo}Ttu lEc¼ fo"k;ksa ij ppkZ djus dk
volj izkIr djrs gSa vkSj ^okns okns tk;rs rÙocks/k%* dh Ikzfl¼ mfDr osQ
vuqlkj lR; dks mn~?kkfVr djus dh fn'kk esa vkxs c<+rs gSaA

blh Øe esa lu~ 2006 esa MkW- gfj flag xkSM+ fo'ofo|ky;] lkxj esa
18&20 uoEcj rd ^ukVÔk'kkÐk ,oa Hkkjrh; ukVÔk dh ijEijk* fo"k; Ikj
laxks"Bh dk vk;kstu fd;k x;kA bl laxks"Bh esa bl {ks=k osQ yC/kizfr"B ,oa
[;krukek fo}kuksa osQ lkFk u;h ih<+h osQ mnh;eku 'kks/kdrkZ Hkh lfEefyr
gq,A rhu fnuksa esa 31 'kks/ki=k miLFkkfir fd;s x;s ftuesa ukVÔk'kkÐk dh
ik.Mqfyfi;ksa ls ysdj ukVÔk IkzLrqfr dh fofHkUu 'kSfy;ksa rd ij ppkZ gqbZA izks-
deys'knÙk f=kikBh] izks- jk/kkoYyHk f=kikBh] izks- vfHkjkt jktsUnz feJ] Ikzks-
rifLo ukUnh tSls vkpk;ks± us ukVÔk'kkÐk osQ fofHkUu i{kksa ij viuk lqfopkfjr
er j[kkA

izLrqr ladyu esa lax`ghr 'kks/k&fucU/kksa esa olUr oqQekj HkV~V ,oa lfork
vks>k us mÙkjjkepfjr rFkk dkfynkl dks vius 'kks/ki=k dk osQUnzfcUnq cuk;k gSA
oqQlqe Hkwfj;k] bPNkjke f}osnh] dey okfl"B] fu#iek f=kikBh] xksicU/kq feJ]
ih-lh- eqjyhek/kou~ ,oa jk/kkoYyHk f=kikBh osQ 'kks/ki=k ukVÔkiz;ksx osQ vusd
i{kksa ij izdk'k Mkyrs gSaA ih-lh- eqjyhek/kou~ us owQfV~V;kVe~ dh okpu 'kSyh
ij fopkj fd;k gS] xksicU/kq feJ us okfpd vfHku; dks vius 'kks/kIk=k dk
fo"k; cuk;k gSA jk/kkoYyHk f=kikBh ukVÔkiznhi esa IkzLrqfr dh ijEijk ij
fopkj djrs gSa vkSj bPNkjke f}osnh ukVÔk'kkÐk dh yksd/kehZ ijEijk osQ ,d
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foyqIr i{k´fujrjax´ij fopkj djrs gSaA ukjk;.k nk'k us Hkkjrh; ukVÔk&ijEijk
esa Jh Hkkstnso osQ iz;ksxfoKku dks foospu dk fo"k; cuk;k gS ,oa fu#iek
f=kikBh us izfrekukVd osQ lUnHkZ esa vkgk;Z vfHku; osQ fl¼kUrksa dk vkdyu
djus dk Ikz;Ru fd;k gSA ijEijk ,oa vk/kqfud iz;ksx dk ewY;kadu e×tqyrk
'kekZ] ouekyh fcLoky ,oa lR;orh f=kikBh osQ i=kksa esa ns[kus dks feyrk gSA

bl laxks"Bh esa ukVÔk'kkÐk dh miyC/k Ikk.Mqfyfi;ksa dks Hkh ppkZ dk fo"k;
cuk;k x;kA fo:ik{k tM~Mhiky dk 'kks/k i=k ukVÔk'kkÐk dh ikB la'kks/ku
ijEijk ls lEcfU/kr gSA eulq[k osQ- eksfy;k gsepUnzkpk;Z osQ NUnks¿uq'kklu osQ
lUnHkZ esa ukVÔk'kkÐk osQ IkkB dh leh{kk djrs gSaA vkpk;Z jkeewfrZ f=kikBh us
ukVÔk'kkÐk osQ nks v/;k;ksa ij esa viuk lqfopkfjr er LFkkfir fd;k gSA rifLo
ukUnh ukVÔk'kkÐk dh ^,u* ik.Mqfyfi dh ppkZ djrs gSa ,oa t;Urh f=kikBh
us ukVÔk'kkÐk esa lEiknuxr leL;kvksa dh vksj bafxr fd;k gSA 'osrk iztkifr
us izHkkorh&Ikz|qEu&ukVd  osQ vkykspukRed lEiknu dk fooj.k fn;k gS rFkk
johUnz oqQekj i.Mk us laLÑr ukVdksa osQ lEiknu osQ lUnHkZ esa mBus okyh
izkÑr dh leL;k dh vksj fo}kuksa dk /;ku vkd£"kr fd;k gSA ,l- jkejRue~
ohFkh ,oa ohF;Ì ij fopkj izLrqr djrs gSa rFkk t;Jh jktxksikyu~ us
ukVÔk'kkÐk osQ u`Ùk dj.k dh ppkZ dh gSA IkziqQYy oqQekj feJ vksfM+'kk esa
miyC/k ukVÔk'kkÐk dh ijEijk ,oa JhtxUukFk efUnj] Ikqjh esa iz;ksx esa yk;s
tkus okys ukVdksa dk fooj.k IkzLrqr djrs gSaA lq/kk xksikyd`".ku~ us 'kkÐkh;
ukVdksa rFkk ukVÔk'kkÐk esa gkL; dh vuqHkwfr Ikj fopkj fd;k gSA

mi;ZqDr lwph ls Li"V gS fd bl laxks"Bh esa fopkj foe'kZ dk vk;ke
vR;f/kd foLr`r Fkk vkSj oDrkvksa us lE;d~ 'kks/kiwoZd izLrqfr dh FkhA bl
laxks"Bh dks vk;ksftr gq, ikÍp o"kZ O;rhr gks pqosQ gSaA bu i=kksa dk izdk'ku
vifjgk;Z dkj.kksa ls vc rd #dk jgkA ysfdu bl izdkj dh ppkZ dky
lkis{k ugha gksrh vr% bls izdkf'kr dj lq/kh ikBdksa osQ le{k ykuk lehphu
ekuk x;kA ;g [ksn dk fo"k; gS fd MkW- vP;qrkuUn nk'k] ftUgksaus bl laxks"Bh
osQ 'kks/ki=kksa dk lEiknu vkjEHk fd;k Fkk] vdky dkydofyr gks x;sA gesa
muosQ ijyksdxeu dk d"V gS vkSj mudh deh dk vuqHko fujUrj gksrk jgk
gSA

Ikzks- jk/kkoYyHk f=kikBh us oqQyifr in osQ vfrO;Lr ,oa dk;ZlaoqQy thou
esa lEiknu osQ Hkkj dk lE;d~ fuokZg fd;k ,oa bl laxzg dh Hkwfedk Hkh
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fy[kh] ftlosQ fy, ge muosQ vkHkkjh gSaA
;g vk'kk dh tkrh gS fd 'kks/ki=kksa osQ izdk'ku ls ikBdksa osQ fy, fopkj

osQ dbZ ekxZ [kqysaxsA ;g xzUFk ukVÔ'kkÐk ls lEc¼ leL;kvksa osQ
lek/kku dk nkok ugha djrk ysfdu ;fn blosQ }kjk lek/kku dk fn'kkfunsZ'k
fey losQ rks ge viuk iz;Ru lkFkZd ekusaxsA lq/kh IkkBdksa ls lqfopkfjr
IkzfrfØ;k dh Ikzrh{kk Hkh gesa jgsxhA

    nhfIr ,l- f=kikBh
funs'kd]

jk"Vªh; ik.Mqfyfi fe'ku
u;h fnYyh
2 fnlEcj] 2011
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Introduction

There is a saying about the Mahåbhårataóyanna bhårate tanna
bhårateóthat this great epic contains everything encompassed
by this vast peninsula, i.e., the Bhåratavar¶a, and whatever this
great epic does not contain, this Bhåratavar¶a also does not
have it. With a slight variation, the same can be applied to the
Nå¢ya‹åtra of Bharatamuni. The Nå¢ya‹åstra encompasses all
that belongs to the Indian tradition of art and aesthetics.
Bharatamuni stands as a Vyåsa in the Indian theatric universe.
His text has remained an åkaragrantha, an authentic source
book, for the whole tradition of performing and literary arts
that has continued in India for more than two millenia.

The word ëNå¢yaí in Sanskrit stands for the art of drama
and practice of theatre. Nå¢ya‹åstra (N›), literally meaning a
discourse on the discipline of Nå¢ya, is the most comprehensive
and voluminous text in this language on Nå¢ya. It is composed
in verse-form and comprises around 6000 stanzas in thirtysix
chapters.

A ‹åstra is a scientific work supposed to serve two-fold
purpose ‹a√sana (documentation) and ‹åsana (reagulation).
A ‹åstra presents an analytical and descriptive account of the
practices, models and standards related to a particular
discipline. This is ‹a√sana or documentation. A text becomes
a ‹åstra by ‹a√sana (‹a√sanåcchåstram). Alongside the analysis
of the real practices, a ‹åstra should also establish norms,
evolving the set of rules and regulations. This is ‹åsana. A text
assumes the function of a ‹åstra by ‹åsana also



(‹åsanåcchåstram). Nå¢ya is the practice or the very dharma of
a na¢a or an actor. The discipline describing this practice and
regulating it is Nå¢ya‹åstra. Assuming both narrative and
prescriptive functions for the na¢as or actors, the Nå¢ya‹åstra
gives an account of the practices of thearte and it also establishes
the norms and standards for the artists connected with theatre,
including the poet or the dramatist. Abhinavagupta, a very
authentic commentator of the Nå¢ya‹åstra has aptly defined
the purpose of this text Nå¢yasya na¢avættasya ‹åstra√
‹åsanopåya√ grantham. . . . (Abhinava-bhårat∂ Abh Vol. I, p. 3).
i.e., it is a text for disciplining the conducts of an actor. He
has also termed this ›åstra as bharatasiddhasadupåyopa-
de‹aparaka‹åstraóa ‹åstra showing the ways testified by skilled
actors (Abh, Vol. I, p. 4).

The earliest reference to Bharatamuni as a great master of
theatre is by Kålidåsa, Shri Ramakrishna Kavi, whose name
has assumed legendary proportions for having brought out
the first critical edition of the Nå¢ya‹åstra with Abhinavabhårat∂
of Abhinavagupta, places Bharatamuni sometime around 500
BC. On the basis of linguistic and anthropological evidences,
Harprasad Shastri establishes that N› was composed around
second century BCE whereas scholars like P.V. Kane and S.K.
De tried to fix different periods for different portions of N›
accepting it as a text which grew through ages.

The Yamalå¶¢akatantra records a tradition regarding the
three recensions of N›. Accordingly, Brahmå created a
Nå¢yaveda of 36,000 verses, which was abridged into 12,000
verses. This was further simplified and abridged by
Bharatamuni in 6000 stanzas. Abhinavagupta has referred to
two recensions of, Nå¢ya‹åstra, Dvåda‹asåhasr∂ (having twelve
thousand stanzas) and °Sa¢såhasr∂ (with six thousand stanzas).
The Nå¢ya‹åstra of Brahmå must have been in vogue till 8th
century, as Dåmodara (Ku¢¢an∂matam, v. 75) tells that his hero
is adept in the Nå¢ya‹åstra by Brahmå.

Kavi classified the manuscript traditions of the Nå¢ya‹åstra
into the categories of A and B, manitaining that the recension
A is of later origin, and is influenced by the Spho¢a school of
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Kashmir Saivism. Recension B, older in origin was followed by
the adherents of Nyåya and M∂må√så systems like Lolla¢a,
›aΔkuka et al. The manuscripts obtained from Tamil and
Andhra regions belong to the older recension i.e., B whereas
the manuscripts availed from Ujjain and northern parts of
the country represent recension A. The Kåvyamålå and Kashi
editions follow recension A, while some chapters of the N›
published by Hall are close to B. Other editors of the N› e.g.,
M.M. Ghosh and K.S. Ramaswami, did not agree with Kavi.
Ramaswami argued that the duality of recensions is not
responsible for changes evinced form the manuscripts, but
the amendments by the commentators. R.I. Nanavati finds
two versions of the N›óone that accompanies
Abhinavabhårat∂, the only commentary available to us, and the
other that goes without the commentary. The manuscripts
have been divided by him in two groups, the Northern and
the Southern. They have been termed as the Longer Version
and the Southern Version (SV). SV is close to the
Abhinavabhårat∂.

Abhinavagupta presents a threadbare analysis of the
problem to establish that the complete text of the N› is
homognenous and authored by a single person named
Bharatamuni. The text of the N› has evolved in answer to the
five questions; therefore, it is a homogeneous text (Abh, vol.
I, p. 9). There five questions are spelled out in the first chapter
of the Nå¢ya‹åstra in the following way (1) How did Nå¢yaveda
originate; (2) Whom, is it meant for; (3) What are its branches;
(4) What is its extent and what are the criteria which
authenticate it; (5) How is it practised. The discussions on
these five questions lead to the elaboration of the
Nå¢yasaΔgraha, the fundamentals of theatre. Bharata-muni
says that there are five elements constituting Nå¢ya three types
of Abhinayas, music and songs (Abh., vol. I., p. 264). Kohala,
said to be the disciple of Bharatamuni on the other hand, has
enumerated eleven or thirteen constituents of Nå¢ya. The
whole text of the N› consists of a systematic exposition of these
eleven or thirteen elements as recounted in the N› VI. 10,
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with their divisions and different varieties.
The N› also hints upon the interaction between the regional

(de‹∂) and the refined (mårg∂) traditions that has been a mark
of Sanskrit theatre right from its inception. Bharata indicates
that there are diverse traditions in loka too, and what an actor
cannot gather from the ‹åstra, he must understand from loka.
The concept of loka in the N› however, does not visualize any
difference between classical and folk. Loka is one of the three
parameters of Nå¢ya, other two being Veda and adhyåtma,
and it is an ever lasting source for the practising artist, because
‹åstra is not the solution for all his problems, and for the
questions the ‹åstra does not slove, loka has to be resorted to
(XXV.120ñ23).

Abhinavagupta explains loka as the people living in
janapadas, with all their regional customs and behavioural
patterns (Abh on XII. 69). These Janapadas taken together,
form a de‹a. Therefore, loka also means the people of a de‹a.
The concept of loka in thus way encompasses the regional or
de‹∂ traditions of art also.

From the references to Kohala by Abhinavagupta,
Råmacandra Guƒacandra, Sågaranandin, Hemacandra and
other Åcåryas, it is clear that he was a great exponent of de‹∂
traditions; he standardized the definitions of minor forms of
drama, for the first time which are termed as Uparμupakas later.
The definitions of Uparμupakas as given by the later authors
indicate that the folk-forms of drama are being classfied.

Bharata was not unaware of this Uparμupaka tradition, even
though this tradition has not been dealt with by him. In the
last chapter of the N› Bharata informs that his sons, trained
by him in the Nå¢yaveda later on began to perform ‹ilpakas of
rustic nature (Gråmyadharmaka). ›ilpaka is one of the
Uparμupakas. Parallel to the tradition which Bharata had dealt
with in the N›, Kohala introduced indigenous elements in
performing art. He is said to have authored a text on Nå¢ya
after Bharata. Kohal∂ya Nå¢ya‹åstra is not available to us now.
Abhinavagupta, however, tells us that Kohalaís concepts or
the Kårikås from his work have crept in the present text of
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the N›. The very concept of Nå¢yasaΔgraha, comprising eleven
fundamental elements including Rasa, Bhåva, Abhinaya,
Dharm∂, Vættis, Parvættis, Siddhi, Svara, Åtodya (instruments), Gåna
(music) and RaΔga (theatre) has been given by Kohala.
Abhinavagupta also tells us that it was Kohala who stood for
allowing more scope for music and dance in a theatric
performance. In the text of the N› as available to us now, we
can discern Bharataís vision of the classic and superb in theatre,
intermingled with Kohalaís concepts. Take the concept of
Siddhi amongst the elements of the Nå¢yasaΔgraha for
example. Siddhi is of two types daiv∂ and månu¶∂. In the former,
the audience is completely merged in the dramatic world,
but in the latter they are free to applause, to cheer up or
appreciate the performance of the actor by alienating
themselves from the de‹a-kåla of the play in performance.
There is thus equal scope for the aesthetics of ecstasy and
aesthetics of distance in the Nå¢ya‹åstra. In his discourse on
Bhμumikåvikalpa, Bharata has classified the Bhμumikå or assuming
of roles by the actors in three types anurμupå, virμupå and
Rμupånusåriƒ∂, depending on the apititude of the performer,
i.e., whether he or she is alike to the role is unlike to it, or
tends to become alike with it. Bharata would prefer the
anurμupå type only, but at the same time, he allows the other
two types also depending on the circumstances. This brings
out the multiplicity of theatric traditions that have influenced
the ›åstra. ›åstra in such treatments creates sufficient scope
for de‹∂ traditions also.

The very concept of Prayoga or the types of theatric
performance confirms the tendency in the N› for such
allowances. Prayoga is mainly of two types åbhyantara and
båhya. The åbhyantara prayoga stands in total commitment to
‹åstra, it is performed by the artists who are adept in the ‹åstra.
But the performers of båhya prayoga may be completely
ignorant of the ‹åstra, they might not have studied it with any
Nå¢yåcårya, they are guided by their own intuition or skill (N›,
XII. 75-80). Båhya prayoga is thus a theatre of the people.
Here also Bharata finds the åbhyantara prayoga as the ideal
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one, but at the same time he shows extreme generosity for
the performers of båhya prayoga. The ‹åstra itself makes room
for the violation of the ‹åstra. An apaprayoga, however, stands
in sharp contrasts to these two types of prayogas, because ‹åstra
is deliberately violated there by those who were trained in it,
and in Bharataís system, apaprayoga can never be allowed (III.
69)

The Nå¢ya‹åstra thus has an invariable link with the
performance traditions. As Kålidåsa says prayogapradhåna√ hi
Nå¢ya‹åstram performance is the core of the Nå¢ya‹åstra. The
discovery of the text of the Nå¢ya‹åstra in the modern world
has led to an era of new dimensions in the field of performing
arts, with Sanskrit theatre assuming an added significance in
the context of global theatre. The study of the Nå¢ya‹åstra
requires acquiantance with its intricate textual problems and
its manuscript traditions as well as its exposition by the
performing artists. The present volume rightly views both these
perspectives.

The National Mission for Manuscripts has taken an initiative
in the right direction for protection and preservation of a rich
heritage of manuscripts in India. The Manuscript Resource
Centres established under its auspices all across the country
have unearthed valuable treasures of knowledge in the form
of manuscripts. One such MRC was created in the Sanskrit
Department of Dr. H.S. Gour University, Sagar. Late Prof.
Achyutanand Dash, a promising scholar who has been a young
colleague of mine in this Department was entrusted with the
responsibility of running this centre. He organised a number
of programmes under the auspices of this centre in consultation
with me. National Seminar on ìThe Manuscript Tradition of
Nå¢yå‹astra, Drama and Stage Performanceî was organised under
the auspices of the MRC of the Sanskrit Department of Dr.
H.S. Gour University, Sagar from 18th to 20th November in
2006. The papers collected in this volume were presented in
that Seminar. Prof. Dash had done hard work in collecting the
papers and started editing them. Further more, he wanted
that I could check the final draft in his life time.
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The thirty-two articles collected in this volume bring out
diverse traditions of theatre. They also establish the interaction
between the manuscript traditions and performance
traditions of the Nå¢ya‹åstra. Dr. Kamleshdatta Tripathi in his
inaugural lecture had set the tone for the deliberations of
the seminar which brings out the changing scenario of the
Nå¢ya‹åstra. In the context of the milieu, modernity and the
post-modern scenario. Rajendra Mishra makes an assessment
of the ritualistic character of Sanskrit Theatre, that is a mark
of all eastern traditions. The need to study the performance
traditions on the basis of the commentaries of Sanskrit dramas
and the various works written in the tradition of Nå¢ya has
been underlined in the remarks by the present author. Ajit
Thakore makes a brilliant analysis of the textual stucture of
the Nå¢ya‹åstra. The paper by Pt. Rammurti Tripathi closely
examines some of the textual problems and highlight the
importance of the manuscript traditions of the Nå¢yasåstra.
The papers by Ichcharam Dwivedi and Baldevanand Sagar
not only provide information with regard to unknown
repositories of manuscripts and the manuscripts related to
the Nå¢ya‹åsta as preserved therein, they also establish the
continuity of performance traditions in the areas where the
manuscripts related to the Nå¢ya‹åstra traditions were
produced and preserved. Some of the authors have brought
out various facets of performance traditions originating from
the Nå¢ya‹åstra.

The present volume will hopefully regenerate interest in
the Nå¢ya‹åstra studies and go a long way for resuscitating
performance traditions.

óRADHAVALLABH TRIPATHI

New Delhi
2nd December, 2011
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Key to Transliteration

VOWELS

v a vk å b i bZ  ∂ m u mQ μu
(but) (palm) (it) (beet) (put) (pool)
_ æ ,  e ,s ai vks o vkS au
(rhythm) (play) (air) (toe) (loud)

CONSONANTS
Guttural d ka [k* kha x ga ?k gha Ä Δa

(skate) (blockhead) (gate) (ghost) (sing)
Palatal p ca N  cha t ja > jha ×k ¤a

(chunk) (catchhim) (john) (hedgehog) (bunch)
Cerebral V ¢a B* ¢ha M@M+ Œa <*@<+ Œha .k* ƒa

(start) (anthill) (dart) (godhead) (under)
Dental r ta Fk tha n da /k dha u na

(path) (thunder) (that) (breathe) (numb)
Labial i pa iQ* pha c ba Hk bha e ma

(spin) (philosophy) (bin) (abhor) (much)
Semi-vowels ; ya j ra y la o va

(young) (drama) (luck) (vile)

Sibilants 'k ‹a "k ¶a l sa g ha
(shove) (bushel) (so) (hum)

Others {k k¶a =k tra K j¤a G* l _* ¿
(ksåtriya) (tri‹μula) (j¤ån∂) (play)
va  (ó) ≈ or √ amusμura (nasalisation of preceding vowel) like

  sa≈skæti/or so√skæti
v% visarga = ̈  (aspiration of preceding vowel like (pråta¨)

¿     Avagraha consonant #' consonant (like-imé vasthitå)

Anusvåra at the end of a line is presented by m (e~) and not ≈
*No exact English equivalents for these letters.
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