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सपंादकीय 

कला मानव चेतना का एक ऐसा प्रततबबिंब है, जिसमेिं समाि अपनी सांस्कृततक परंपराओिं और भबवष्य की आकांक्षाओिं दोनोिं को एक साथ देख सकता 

है। ‘कला समीक्षा’ का यह बवशेष अंक कला के बवस्तृत और तनरंतर बवकससत होते स्वरूप को समतपित है, िहााँ परंपरा की समृजि आधुतनक प्रयोगोिं के 

साथ संतुललत रूप मेिं आगे बढ़ रही है। इसका उद्देश्य उन कलात्मक पक्षोिं को सामने लाना है, िो सामान्यतः अकादबमक बवमशोों के दायरे से बाहर रह 

िाते हैिं। 

इस अंक मेिं भारतीय शास्रीय संगीत की गहरी परंपरा और उसकी घराना प्रणाली का बवस्तृत अध्ययन प्रस्तुत तकया गया है। तकराना, पतियाला, 

ग्वाललयर और ियपुर-अतरौली िैसे प्रमुख घरानोिं की गायन शैललयोिं की तुलना के माध्यम से संगीत की बारीतकयोिं को समझने का प्रयास तकया गया 

है। साथ ही, मेवाती घराने के बवकास मेिं पंतित िसराि िी के अंतरराष्रीय योगदान को भी बवशेष रूप से रेखांतकत तकया गया है। 

दृश्य कला के संदभि मेिं, यह अंक भारतीय लघु जचरकला मेिं मतहलाओिं की भूबमका के ऐततहाससक से लेकर आधुतनक समय तक के पररवतिन को 

दशािता है। िहााँ पहले जचरोिं मेिं नारी को अक्सर एक सीबमत और वस्तु-रूप मेिं प्रस्तुत तकया िाता था, वहीिं आि की मतहला कलाकार इस छबव को चुनौती 

देते हुए स्वयं को सृिनकताि और शबि के रूप मेिं स्थातपत कर रही हैिं। इसके अततररि, कला सशक्षा मेिं शास्रीय, लोक और समकालीन परंपराओिं के 

समन्वय पर भी बवचार तकया गया है, जिससे एक समावेशी और संतुललत पाठ्यक्रम की तदशा स्पष्ट होती है। 

वतिमान तिजििल और वैश्वीकरण के युग मेिं, िहााँ तकनीक कला अबभव्यबि के नए अवसर प्रदान कर रही है, वहीिं सांस्कृततक पहचान और लोक 

परंपराओिं को संरसक्षत रखना भी एक बडी चुनौती बन गया है। यह अंक कला के शोधकतािओिं, अध्येताओिं और कला-पे्रबमयोिं के ललए नए बवचार और 

दृबष्टकोण प्रस्तुत करने की उम्मीद करता है। 

 

शुभकामनाएाँ सतहत, 

 

 

िॉ. मंतोष यादव  

सह-सपंादक, कला समीक्षा 
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1. PLURALISM IN ART PEDAGOGY: INTEGRATING CLASSICAL, FOLK, AND 
CONTEMPORARY PRACTICES IN INDIAN VISUAL ARTS CURRICULUM 

Poonam Pala* 

a Research Scholar, Drawing And Painting, Csjm University 
aEmail: kajalmahawar18@gmail.com 

Abstract 
Indian education on art is a blend of the new. One of the classes is where students are taught to paint in a detailed 

manner. During another lesson they are trained in the instruction on how to draw Madhubani designs. They learn art in one 

of the classes that are more conceptual. These different forms of learning are not typically connected to each other as the 

manner in which they are taught. They are there. They are not actually working together. Art schools in India do not even 

have to have types of art as it would be stated in this paper. These are their different types that they have to come together. 

The paper looks into how people in India perceive art and how art education was taught in the former British colony what 

transpired after Indian were given the independence and what is really happening in the classrooms. It means a teaching 

concept of the art that would be combined with modern critical thinking and folk art and traditional techniques. Of separating 

them, the paper adds they should be connected in a way that is grounded on the Indian ideas of teaching and learning. 

Possession of different art is not just an issue of looking different. It concerns itself with fairness that possesses a process 

and prudence about the different modalities that people in India learn about art. The education on Indian art needs to be 

decided on to involve the multifarious forms of art and learning. The fact that art education is pluralistic is very vital. Indian 

art must be dealing with more than a single art. It has to be a myriad of arts and the majority of learning. 

Keywords:   Pluralism, art pedagogy, Indian visual arts curriculum, classical rasa, Shilpa Shastras, folk art, Madhubani, Warli, 
contemporary Indian art, colonial legacy, Santiniketan, Nai Talim, art integration, NCERT 
------------------------------------------------------------------------ 
* Corresponding author.  

1. Introduction  

The art education cannot be discussed without referring to the fact that it always was about a  lot of things. Indian art is not 

one thing. The temples have sculptures, too, little paintings to put  up at the courts, paintings on the walls of the villages 

prints to sell at the markets art that will  attempt to rediscover ancient ideas, art in which the simple shapes and colours are 

used, and  art in which many different things are used to be capable of making its point. All these exist in  our history. When 

we enter a classroom it seems that we fail to relate all these different things.  That is how we teach traditions and that cannot 

be violated. We do folk art as projects. We  speculate of art without seeing art. Students can see a number of things but 

seldom can one talk  about them referring to the way they are connected. This is not an accident. It came about  through the 

history. It was sometime ago that the schools started to teach art in very realistic  approach like in the case of the Europeans. 
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When people desired in future/later times that the  Indian state should possess freedom again, they started appreciating the 

Indian style of making  art though they could to some extent make it seem more than it was. The manner of teaching  art in 

schools is also affected by the world and the schools fail to focus on the art itself and  what is distinctive about India. In my 

opinion, it is a most fascinating issue because I am  majoring in the sphere of art education. The question is not whether we 

should address art, folk  art and modern art. We already do. The question is how they are connected to each other. All  these 

things must be put together in a way that will make sense and not keep them isolated like  was the case before this paper. 

The Indian art education needs to show that all art is art,: not  just classical art, but folk art and contemporary art. We have 

to be aware of their connection  with one another and the overall importance of them to the art education. The Pluralism in 

the  Indian Context. Pluralism in India does not imply the presence of many people but many ways  of thinking. In India, 

systems of knowledge have been living together and compromising over  a period contrary to a situation where there is one 

dominant system over the other. One can see  the same in the art tradition of the Indians that have continued to grow and 

develop.  

2. Understanding Pluralism in the Indian Context  

In India, pluralism does not mean the existence of numerous individuals, but existence of  numerous ways of thinking. Over 

a period, disparate systems of knowledge in India have lived  together and compromised, as opposed to having one system 

dominant over the other. The  same can be observed in the art traditions of the Indians that have still evolved and developed. 

2.1 Classical Rasa and Shilpa  

When we speak of the Indian art we mean the Natyashastra in the case of the Natyashastra  which was written by Bharata 

Muni. This book talks of a concept of rasa which is a way of  thinking of art, which states that art should leave us with a very 

strong feeling.1In this  conception art is not about imitation, rather a sort of experience, or to be precise, emotional.  The other 

edition of the texts is known as the Shilpa Shastras which give us information on  how to make a piece of art like how to 

apply proportion, iconography, geometry and materials 

These writings make us familiar with the fact that learning art in India has been and remained  to be about discipline, 

producing and minding detail. Guru-Shishya parampara or relationship  between a teacher and a student was a very 

significant one in past in the art learning. Teachers  would have to do learning by observing and providing feedback to the 

students. They would  drill till they had it. It was not a rule-less learning process and was more about the making of a  feeling 

of how to make an art, that was beautiful and meaningful. When we today hear about  classical art at school, we are merely 

informed of the facts and put out of touch with more  intensive forms of learning and thought. It is somehow necessary to 

learn how to teach art more  subtly and allow students to learn their skills and beauty appreciation in a more active 

manner.  The objectification of art as a past object, a traditional phenomenon must not only be introduced  as the source of 

knowledge and production.  

 

2.2 Folk Practices as Living Knowledge Systems  
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Indian folk art Folk and tribal Art Indian folk art can be illustrated in school textbooks as an  example of the Madhubani and 

the Warli and Pattachitra. These styles are not only traditions.  They also form part of rituals and how individuals coexist 

with nature and how they collaborate  and the stories that they tell.3 Warli painting is an example. It shows a spiraling effect 

of farming  and how the people come in to feast. The Madhubani paintings are associated with the  perspective of how 

people view the world around them and the manner in which men and  women coexist at home. It is when lacking that the 

students can only copy the patterns without  knowing their sources even when it is something important.   

The folk traditions become beautiful pictures instead of an intellectual way. We ought to be  capable of teaching with the 

appreciation of forms of learning. Folk art does not need to be  visualized as something trendy and not significant. It is a way 

of knowing things. We should  take our time. Talk about the process of creating art and derive definitions off of the art 

and  then place the burden upon ourselves to create the art. This way the folk art like the Madhubanni  and the Warli and the 

Patta chitra will also be honored.  

2.3 Contemporary Practices and Criticality  

The Progressive Artists Group formation was Indian art transformation after the independence  of the country was achieved. 

The Indian art was revolutionized to Progressive Artists Group  after the country became independent. Artists were not keen 

on producing works of art without  losing the features that made their culture to be unique 

Other forms of art created by artists like Nalini Malani and Subodh Gupta include videos and  installations and addressed the 

large-scale problems that go all over the world. The Progressive  Artists Group through its artists like   

Nalini Malani and Subodh Gupta enabled the Indian art to be updated. Educating art we help  students to think over the big 

ideas and to work simultaneously on numerous topics. The  contemporary art is also educating the students of asking 

questions like, who I am, boy or girl,  what I think about politics, what I think about the environment. Modern art and the 

Progressive  Artists Group would help pupils to think in connection with these issues. In other instances  when teaching the 

modern art we may be overly concerned with the concepts and less  concerned with the actual creation of the art work. The 

students are able to be good in  explaining their ideas but they do not know how to bring them to life. This idea of putting 

all  that in a single pile suggests that we should never make a decision between conceptualizing  the big and acquisition of 

skills to create art. It is possible that the abilities that we need to  apply in the creation of the works of art and the gigantic 

ideas which we ponder can instruct  each other and be capable of assisting each other.  

3. Colonial Legacy and Curriculum Fragmentation  

The manner in which art schools had been founded in the past including the Sir J. J. School of  Art, and the Government 

College of Art and Craft, was influenced by colonial academic  realism They belonged to an art school that instructed on 

academic realism which is a style  that accentuates on making things look real. Such an artwork was very important. It gave 

people  an impression that it was the sole way of good art. They thought craft was inferior to the fine  art and knowledge on 

the body and the technique of painting oil paintings was important. The  art that was already being made by the people in 
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India was not defined as art but something  that they were to learn as history. People succeeded in attempting to change 

this.  

These archaic notions are still present in the way in which art is being taught. We are the present  generation, and yet we 

continue to separate art into things like painting or sculpture and we  must understand that this is how they have always 

been taught, and we should not simply follow  that pattern of teaching art. Education in art which still is founded on something 

near to  academic realism continues to be taught in the Sir J. J. School of Art and in the Government  College of Art and 

Craft.We must ask ourselves how we can be taught art in a manner that will  include art traditions, not merely the Western 

method of producing art. It is the necessity to  analyze the way art is taught and to try to reconcile different conceptions like 

the way people  make art in India and the way people make art in the West. This can happen in the art schools  like Sir J. J. 

School of art and Government College of art and craft. We have to make sure that  we have introduced art in a way that is 

fair and which encompasses all kinds of art which a  person produces. Pedagogical Indian Philosophies and Art Education.  

4. Indian Pedagogical Philosophies and Art Education  

4.1 Rabindranath Tagore and Santiniketan  

Rabindranath Tagore formed an idea of education in Visva-Bharati University. He desired  education to be one that involved 

experiencing things in closeness to nature and being related  to culture.   

This concept was applied at Visva Bharati University as expressed by Kumar in 1997.  The  Santiniketan method of instruction 

was quite different under the influence of Nandalal Bose. It  was a mixture of mural paintings, native folk designs and 

contemporary modes of  experimenting with the art. At Santiniketan the paintings in Ajanta were not merely a thing, in  a 

museum, to which the students at Santiniketan gazed. They instead viewed them as living  things which could motivate 

them. Santiniketan teaching reveals that it is possible to have a  high number of ideas and approaches to things. This occurs 

when the learning is grounded on  speaking to one another and be linked to the environment as opposed to adhering to a 

rigid  blueprint of what to learn.  

4.2 Gandhian Nai Talim  

Nai Talim was a curriculum that was developed by Mahatma Gandhi to educate the populace  that is a combination of book 

learning and practical work. Mahatma Gandhi wrote this idea in  the year 1937.7 Nai Talim is a kind of education in which Nai 

Talim ensures that working with  your hands is not less important as reading and writing. In Nai Talim people learn 

through  doing. The concept is quite significant in art education. It implies that things, such as folk crafts  must be included 

in how we educate people not just of something that people do as a hobby.  

5. Emerging Possibilities in Contemporary Indian Curriculum  

Over the past few decades Indian art education has undergone several changes. The National  Council of Educational 

Research and Training has initiated policies that emphasize on art  integration learning through doing and making sure that 

the students have the skills they  require. It is an indication that individuals are beginning to understand that the Indian art 

is  part of a balanced education. Teachers in schools and universities are experimenting with the  methods of teaching Indian 
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art such as integrating other subjects in projects that students work  together on and participating in the community. They 

are educating the folk traditions as a  means of knowing the culture not as something and looking at it. The issues related 

to  environment, who we are and who we become responsible are also being discussed through  the contemporary Indian 

art.  

Also there is a shift in the way students were graded with greater emphasis on examining their  entire portfolio and taking 

notes. Students are made to consider the reason why they are creating  Indian art in the way they are. They are also getting 

an opportunity to meet with Indian artists  visit museums and consult online sources to be acquainted with various forms of 

Indian art. All  these developments indicate that Indian art curriculum is not remaining the same. It is. It is  increasingly 

becoming inclusive and related to other things. It is not only an idea to teach art  in a manner that takes into account 

numerous perspectives. It is an already existing  phenomenon in most classrooms because of the teachers who are 

concerned about the  numerous art forms of Indians. Indian art education is quite significant. It is nice to know that  it is 

developing. In India, Indian art is getting entered into the school system.  

6. Case-Based Classroom Reflections  

Discussion of pluralism in teaching art must necessitate a consideration of what occurs in the  classroom. It is at this point 

that thoughts on art make sense or appear to be theories. This is  what had happened in my experience with teaching art to 

school children where triangles and  circles were emphasized upon in drawing when we introduced Warli painting to them as 

a style  to imitate and copy. We begin to discuss farm life, community rituals and presentation of nature  in art and the entire 

class is different. Students begin to pose such questions as why the people  in the paintingsare so simple why do we paint 

mud walls with white paint and what do the  spiral shapes represent. Painting does not mean imitate others but learn and 

discover something.  The same occurs when we are informed about the Madhubani art through reading stories that  it 

narrates, rather than its beautiful edges. Students begin to reflect about the stories that their  families and communities 

share and the ways in which the stories are related to the art. It goes  to an extent that some students begin to associate 

the pictures with their memories, festivals or  activities they perform back home. I also knew that it is possible to practice 

art techniques.  Students may become frustrated when they start learning how to control their brushstrokes as  in painting. 

It appears difficult to be this accurate particularly when they are accustomed to  learning.. As time goes by the practice 

enables them to concentrate and listen to details. When  they employ these methods to make their art about the 

contemporary life such as in the form  of cities, they are aware of how it all falls into place. The methods they studied prove 

to be  beneficial to them in expressing their thoughts rather than suppressing them. These classroom  scenes demonstrate 

that pluralism is not a concept that should be taught. We do have the ability  to do it. This is because when we teach art in 

a manner that takes into account the context and  makes the students think about what they are doing it works. Students 

prefer that they feel that  

7  

they are learning about tradition that are still alive and relevant and not the old things that were  in the past.  
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7. Pluralism as Ethical and Creative Affirmation  

Teaching art does not mean to add some more things in the curriculum. It is all about assisting  students to create their 

mode of thinking and feeling. In a nation such as India where people  have other cultures and ways of expressing themselves, 

art education may serve as a means of  bringing people to learn with each other. Once students get acquainted with art such 

as the  concepts of the Natyashastra and with other forms of art, such as Warli or Madhubani they  begin to perceive the 

whole thing in its interconnectedness. They also know that because  something is a simple one does not necessarily imply 

that it is not a good one as well.. The fact  that something is complicated does not make it better. They differ in their way of 

doing things  based on the circumstances. The work of artists such as Nalini Malani can enable students to  know this better. 

They observe how artists are capable of picking up stories and ideas and  reenacting them with new materials and 

techniques. The point is that tradition is not something  that does not change at all. It is something that is ever-increasing 

and changing. then when we  teach art in such a manner that encompasses the varying views we are the ones 

teaching  students to honor one another. We are making them appreciate the knowledge and skills that  others are not 

learning anywhere they are going. We are training them to be bold and attempt  things and be thinkers of what they are doing. 

Through this, art education is taught as a means  of imparting ethics. It assists students to be receptive, understanding and 

sensitive. It makes  them feel secure when they are put before complex scenarios. Pluralism and pluralism are one  another 

about art education and about respecting and appreciating the ways that people express  themselves in different ways.  

8. Conclusion  

The Indian visual culture is conversational. And we may consult the Indian books such as the  Shilpa Shastras and the 

Natyashastra which they discuss the art and the art of feeling. Then  there are the paintings of Madhubani and Warli and 

now we are witnessing new versions of  these forms of art, in the world. The Indian visual culture is never the same. It also 

stays the  same. When we educate art we are able to ensure that our learners acquire the desired skills.  And also allow them 

to use their imagination. They ought to be aware of the past. Also think  about the future. They are supposed to take pride in 

their origin. Also question things. The  Indian art is not a single thing, it is various things. We have the art, folk art and new 

art. They have all been interrelated and significant. It is by instructing all these that we are stating them  to be all valuable. 

When we combine all these kinds of art in a class we are in effect preserving  the tradition of the Indian art. The classroom 

is where the students have an opportunity to learn  about the past. Also make it their own. They can ask questions. Try new 

things. Through this  Indian art learning is not only adapting with the time it is demonstrating that it can always be  new. 

Indian art education and Indian visual culture are in inseparable communication with each  other. And it is what causes them 

to be so powerful and alive.  
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Abstract 

This paper focuses on examining the role played by women in shaping the world of Indian miniature painting, both by serving 
as decorative subjects for pleasure inside the Indian miniature painting as well as acting as visionary artists outside the 
miniature painting rebuilding the feminine identity in contemporary miniature painting and investigates the transition between 
the depiction of women as an object for male gaze to the contemporary time, where women are serving as influential 
characters reimaging the portrayal of modern women. The goal of this study is to explore the evolving depiction of females 
as passive subjects of display to active roles as practitioners who are challenging male dominated society and reconstructing 
women’s identity in the present era. This study aims to interrogate on how women were portrayed in major miniature art 
schools, and categorizes the portrayal of women in accordance with their socio-political status, such as high-class elite 
women, courtly women, attendants, and the friends of the female protagonists, to deeply analyze their distinct roles within 
the canons of Indian miniature painting. The study analyses the categorization of women in accordance with earlier 
representations.  This research concludes with a comprehensive study on Gargi Chandola, a contemporary artist, and a 
critical analysis of her artworks to investigate her contribution in shaping the female identity within the gendered biased 
society and socio-cultural landscapes and reimagining the traditional miniature painting in the 21st century. 
Keywords: Indian Miniature Painting, Female Iconography, Contemporary Miniature Art, Feminism, Gargi Chandola, Female 
Artists 
------------------------------------------------------------------------ 
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1. Introduction  
Essentially, “miniature painting” involves small-scale art characterized by intricate detail, often suited for presentation 

in a workbook format. Miniature paintings use finer brushes and are painted using materials that occur naturally, prepared 
by artists themselves on perishable materials, such as paper, ivory, etc. Miniature painting has been practiced in India, Persia, 
and Europe since ancient times (Shaikh, 2019). Every nation had their own style and specialization. The history of miniature 
painting in India could be dated back to as early as the 7th century AD, during the rule of the Palas in Bengal. The main theme 
that focused on miniature painting during Palas’s rule in Bengal was centered around Buddhist gods and their narratives. Art 
during the rule of the Palas in Bengal flourished in Nalanda, Odantapuri, Vikram Shila, and Somarpura-influenced institutes 
(Srivastava, 2022). Miniature art became widely spread during the Rajput and Mughal rule in India. Miniature paintings were 
produced to embellish manuscripts, capture historical events, and illustrate life in the courts. Miniature paintings consist of 
colorful scenes using colors and paint. It includes scenes from day-to-day lives to more scenes of a mythological aspect. 
These paintings were widely purchased by India’s rulers and upper-class society. They were commissioned to keep a record 
of culture/history. Miniatures consist of smaller and specific things like portraits, subtleness of facial features, finer details, 
and decor that portrays beauty with an essence of charisma. Natural paints were used in miniature painting. Srivastava and 
Shuchi (2022) describe the main characteristics of miniature paintings as well as how artists used natural and handmade 
colors from vegetables, minerals, shells, precious stones, gold, and silver to paint. The themes of most miniature paintings 
were the ragas, or the classical melodies of India. Miniature paintings depict the life of the royals as well as the common 
man, females’ beauty, grace, and charm, and the artists’ passion. 
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Gradually through the ages they were influenced by other cultures, like with the Persians during the Mughal reigns, 
causing a mixture of Hindu and Islamic styles. Miniature painting is still popular today, with artists using their methods to 
depict modern-day items while keeping their traditional techniques. Pande and Rekha (2004) explained that the primary 
motive behind the miniature painting is the objectification of women as sensuality and for entertainment for men. Royal 
women, maidens, courtesans, or figures like Ragini and Yogini are shown as sources of sexual and visual pleasures for men 
in miniature paintings; this represents that the women were just used as an object satisfying the men in society. In the 
tradition of miniature paintings, including Mughal imperial miniatures, Radhakrishna narrative scenes from Rajput miniatures, 
and Nayak Nayika portrayals in the Pahari School, women are portrayed as secondary figures and are rendered as decorative 
objects for male spectatorship or as romantic partners for erotic fulfillment of male sensuality. Such representation of women 
in a male-centric society diminished their independent autonomy and individuality. There are many research papers already 
done on the history of miniature painting and its significance, motifs, and themes involved in miniature art; however, there 
are very few studies done focusing on the portrayal of female figures in miniature painting and female artists who are working 
on the redevelopment of miniature painting by adopting contemporary practices. This research study focuses on the 
transformation of women from passive objects to active agents reclaiming visual power and agency through the lens of 
visual narratives along with iconography and the role of female artists in the revival of miniature painting in the contemporary 
world. 

2. Historical and Regional Portrayal of Female Figures in Miniature Paintings 
Feminism in art was built in tandem with the contemporary women’s movement. Feminist historians and critics started 

challenging the patriarchy that intermingled a masculine narrative with human experience, realizing men as the sole 
protagonist of history. This approach sidelined women's artistic contributions and representation and reinforced the portrait 
of women mainly as objects of display and consumed in dominant art practices. Mathew (1984), through his study, widely 
acknowledged how history privileges male-dominated paradigms and sidelines the women by presuming their significance 
and casting them as subordinate motifs. In Indian art, the female form has always been an important and widely represented 
subject. Women have been represented in various roles throughout Indian art history. In the Harappan Civilization, the 
“Mother Goddess” is portrayed as a symbol of fertility, divinity, and femininity. Khajuraho, Ajanta, and Ellora cave reliefs and 
murals portrayed women as sensual figures where the main protagonist is often shown seminude or nude, to capture the 
male gaze with their idle beauty standards. Buddhist art similarly represents women in different roles such as deities like 
Prajna Paramita and Goddess Tara, dancers, and queens and their attendants. However, miniature painting attained its 
pinnacle during Mughal rule in India, where Mughals rendered women as ethereal beauties, visual trophies for the male gaze, 
and decorative objects designed for fulfilling sensual desires of males in patriarchal society. In contrast, Rajput and Pahari 
School miniatures illustrated women through Radha-Krishna narratives and Nayak-Nayika portrayals, capturing diverse 
romantic sentiments of the lovers (bhava).  

Traditional practices typically restricted women to passive roles, depriving them from true agency and visual power as 
self-reliant protagonists, this study explores a shift from historical convention to modern interpretations. . 

Kamat Potpourri observes that in Bhimbetka Cave paintings, women have been depicted with  emphasized reduced 
genitalia with elided mammary features, which helps in clear understanding of female figures in Bhimbetka rock art. The 
painting titled “Mother Goddess” in figure 1 is glorified in a depiction where voluptuous bosoms expel milky streams onto 
the Earth, evoking fertility symbolism ubiquitous in Indian prehistoric paintings. Another piece of evidence of this iconography 
is the painting shown in figure 2, portraying women accompanied by two animals, all of them in a gestation period, carrying 
the unborn inside their diaphanous bodies. The animals are shown in translucent form, revealing embryonic forms inside 
their bodies, and the woman is recognized by swollen breasts and a protuberant belly. Female figures in early rock art are 
shown much less vigorously than male figures are. They are often shown pregnant (see figure 1 and 2). Hunting and 
gathering as means for survival would seem to be the central theme throughout prehistoric art. The emphasis of patriarchal 
history is power, potency, and masculinity. Women were mostly used as a way to birth children positioned as reproductive 
objects rather than empowered agents. However, childbirth stands as a powerful creative force. The painting of women 
releasing milky streams onto the ground could be seen as her contribution and rejuvenation. 
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Harappan civilization sculptures represented 
women as a sign of fertility and grace, whereas Khajuraho Temple portrayed women in erotic art. The paintings predated the 
miniature school of painting and served as an important foundation (Sharma et al., 2016). The early Indian artwork portrayed 
female figures as goddesses and symbols of fertility, divinity, femininity, grace, and moral virtue, which was later implemented 
by miniature artists in their artwork. Sensuality, fertility, and the roles of companions and symbols were probably the ways 
in which early depictions of women were portrayed in Indian miniature paintings. These came out with full force from the 
time of the Pala dynasty, marking the peak of the masterpieces of Mughal and regional schools like Garhwal and Deccani, in 
which adherence to social norms blended with erotic appeal, depriving women of personal agency and visual power for male 
dominated stories.  

The Mughal School of miniatures (16th to 19th century) is the amalgamation of Persian art styles and local Indian 
designs. The artist of the Mughal School of miniature mainly painted female figures in royal settings to highlight leisure, 
elegance, beauty, and relaxed lives. Artworks often include women of the court, queens, attendants, and other high-ranking 
ladies, to emphasize high social standing (Kooch, 2016). Their fancy detailed clothing, elaborate jewelry, and hair of queens 
and helpers served to highlight their social status. The primary focus of Mughal miniature paintings was the portrayal of 
luxury and the courtly lives of Mughal women. Women began appearing in scenes of harem life, gardens, and terraces during 
this time, where women spent their time finding amusement through musical performance, smoking a huqqa, hunting, or 
dancing. Portraits were extremely popular as images of Nur Jahan or princesses,  who were depicted in rich jewellery, 
extravagant flowing dresses and dignified elegant poses. Painting subjects included stories from texts such as the ‘Khamsa’ 
of ‘Nizami’ or ‘Padshahnama’ in which love, desire or meetings with Princes were depicted. 

The advent of Mughal rule fostered the eminence of miniature painting, transforming female figures into visual 
showpieces for patriarchal admiration and sensual fulfillment confining them as a sensual object and depriving them visual 
power. Royal Mughal patrons glorified these artworks, elevating miniature art to extraordinary refinement, delicacy, and 
mastery. Paintings of the Mughal era predominantly objectified women, portraying them as erotic embellishments with 
provocative imagery crafted for the pleasure and enjoyment of male connoisseurs. Women were mostly represented in 
illustrated manuscripts during the Mughal era. The feminine figures were romanticized through a lens of idealized 
proportions, where painters cast women with exaggerated features such as curvaceousness in order to define the Mughal 
era concept of beauty and grace. Pande and Neeharika Joshi (2019) explained that under Akbar’s rule, masculine aristocrats’ 
strict gendered boundaries existed, yielding male-centric artistic records and concealing women from public representation. 
Under the rule of Jahangir, Mughal portraiture reached its zenith, supported by royal patrons. However, this precision was 

 

Figure 1: The Mother Goddess Prehistoric Cave Painting, 

Bhimbetka Rephotographed from an exhibit from Tribal 

Museum Chindwara 
Source: 

https://www.kamat.com/kalranga/rockpain/7098.jpg 

 

Figure 2: Bhimbetka painting depiction women, and two 

animals in gestational phase 
Source: http://www.kamat.com/kalranga/rockpain/7099.jpg 
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exclusively reserved for the male elite, neglecting female 
subjects. Reawakened with Jahangir's rule, boundaries of 
Mughal decorum softened, which permitted women to step out 
of the shadows, chiefly credited to Noor Jahan's versatile 
patronage of arts and aesthetic interests emerging as rare 
agents of influence. Women of special seclusion lived all their 
days within the Zenana or Haram quarter, where no outsider 
was permitted entry, and were protected from the artist's lens.  
Women typically appear in leisurely vignettes often in bathing 
scenes accompanied by attendants. The way women portrayed 
in Mughal miniature reflects social strata: royal women were 
cloaked in Purdah (veiled) isolated in separate settings 
attended by their servants. Work from Jahangir's album depicts 
how good the artist was at capturing facial expressions and 
postures giving women a life-like quality while still making them 
look perfectly flawless and beautiful. In Mughal miniature 
women were often showcased as courtiers, dancers and 
companions. Noor Jahan was represented as an independent 
powerful influential patron who influenced female central 
miniatures in the Mughal era. 

The Rajasthani miniature captures the essence of 
mundane activities such as daily hunting scene as well as 
focuses on diverse temperaments of Radha Krishna by portraying Nayaks and Nayikas in evolving emotional states and 
nocturnal settings. The artist articulates the complex rasas emotional essence of human experience. The artist of Pahari 
School portrays the features and sensual sentiments of the female 
protagonist in accordance with Nayika Bheda in much the same way 
Baramasa (12 months) and Raag Mala (garland or melodies) were 
popular themes of the painters of Rajasthani School (Lal, 1968, pp-
23). The representation of Nayika epitomizes the beauty standards 
of female figures in the artistic works of Pahari school painters. 
Ancient Indian Scriptures characterized “Nayika” as a young lady 
who focuses on the emotional and spiritual intensity of her love. 
Indian art theory describes how Naika represents intense emotional 
commitment in her physical environment. Pande and Niharika Joshi 
(2019) highlight the roles of women in Pahari miniature based on 
their characteristics, emotions, feelings and their moods, this idea 
was called Nayikabheda and was very popular just like “Baramasa” 
painting of 12 months and “Ragamala” painting inspired by music. 
In the paintings the lover was called Nayak and the beloved was 
called Nayika, describing their emotional states of love. 

The Rajput and Pahari School of miniature create regional 
styles that are concerned with domestic life, rural settings, nature 
and romantic stories. A milestone was the use of the “Nayika 
Bheda” system which helped artists to highlight emotional states 
like longing or union classifying women's feelings.  Women figured 
in scenes of love as well, like Radha-Krishna from Geet Govinda or 
Baramasa Series illustrating the seasons with their moods of 
separation. Religious narratives by Ramayana, Mahabharata and 
Bhagavata Purana depict them as devoted wives, dancers or yoginis, 

 

Figure 3: Emperor Jahangir celebrating Holi with the ladies 

of the Zenana, Lucknow, c.1800 National Gallery of Australia 
Source: 

https://cdn.sanity.io/images/nlpqts3z/production/7b032c5b5ee3

10acfc95bda593931c6072cb749d-2560x1729.jpg?auto=format 

 

Figure 4: Krishna Revels with the Gopis: Page from a 

Dispersed Gita Govinda (Song of the Cowherds) 
Source: 

https://www.metmuseum.org/art/collection/search/65584 
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while secular themes present palace life, music and nature. Psychological states are underlined, for example, by the musical 
modes personified as women showing longing or anger, as in Raginis. For instance, in Kangra miniature Radha is often 
depicted in peaceful natural settings to visually convey themes of love, devotion and spiritual desires. These miniature 
paintings artfully merged poetic themes, visual beauty and literature. Rajput miniature primarily focuses on portraying 
romantic devotion as seen in the Radha Krishna painting. Women served as carriers of Bhakti Rasa depicting devotional 
characteristics. In Pahadi miniature painting, Radha's emotion symbolized love, reunion and separation. 

In the paintings from Deccan Sultanates women were depicted in a unique aesthetic that artfully merged Persian and 
local Indian styles. Artists made sure to highlight their jewelry, ornamentation, graceful postures then overall royal manners 
the purposeful use of vibrant hues are intricate designs not only showed artists great skills but also highlighted the social 
status of the women depicted. Deccan miniatures portrayed 
women in a Persian inspired style and were richly ornamented. 
Women figured as princesses, courtesans, servants, and 
confidantes in depictions of dressing, reclining on cushions, 
swinging, and flower-gifting, often in garden or pavilion settings 
with fountains and peacocks. The queen as patron in Ahmednagar 
manuscripts represented power as well as sexual appeal; suburban 
women in music, festivals, and slavery; while courtesans 
represented idealized beauty in serving their consumers’ pleasure 
through conventional representations of class-transcending 
attractiveness. 

Pande and Lavanya, (2004) explained that the composite 
Decani culture is the fusion of Hindu and Islamic culture and 
tradition which became a key theme in miniature art. Due to the 
support of rulers and patrons the key focus of miniature painting 
were royal courts hunting and pleasure rather showcasing the 
everyday life of common people but miniature painting provided 
employment to common people by employing artists and people 
skilled in creating paper brushes and colors. Women In paintings 
from Deccan Sultanates were represented in the traditional 
Deccani aesthetic, which blended Persian style with regional Indian 
style traditions. Painters carefully detailed jewelry and their elegant 
stance and demeanor. Intentional vivid color and rich detailing 
reflect the skill of the artists and the stature of the women, frequently confining them as ornamental objectification lacking 
independent agency and visual dominance. 
3. Reimagining Role of Nayika from Objectification to Power: Studying Artworks of Gargi Chandola  

Women were portrayed in various roles in miniature painting but most often they were objectified. Female figures were 
showcased as a source of entertainment and sensual fulfilment for the male subject. In the contemporary world miniature 
painting still continues to be a significant form of Art. Modern female practitioners are reinventing Indian miniature traditions, 
elevating women's passive depiction as ornamental figures to symbols of dominance, agency and strength. Spanning 
Imperial Mughal miniatures court painting where women serve as a decorative object for sensual fulfilment for male subjects, 
to Pahari school’s romantic Nayak Nayika depiction, these contemporary women artists are challenging male dominated 
legacies via feminist narrative. This is evident in the contemporary miniature artworks of Gargi Chandola a visual artist based 
in New Delhi and trained under Padmashree Awardee Vijay Sharma and Deepak Sharma in Kangra and Basohli style Pahari 
miniature. She blends her distinct style in miniature painting in order to revive miniature painting by mixing modern touch 
while preserving the traditional style. Gargi Chandola reimagines traditional Pahari miniature through feminist contemporary 
perspective, integrating meticulous techniques with socio political commentary.According to her, strong story telling plays 
an important role in miniature painting. 

 

Figure 5: Maharaja playing Holi with women near a 

garden pavilion, Deccani, 1765 
Source: 

https://cdn.sanity.io/images/nlpqts3z/production/3a6617420f

038ea2389d1db27825c1a6d7f372fa-

1912x1206.jpg?auto=format 

https://kalaasamiksha.in/
https://doi.org/10.67073/ZTPV6413


https://kalaasamiksha.in/ 
Kalaa Samiksha - Volume 02, No  05, May. 2026, PP 115-122 (Total PP 08) 

ISSN : 3107- 4936(Online) 
Frequency – Monthly 

DOI 10.67073/ZTPV6413 

120 

She challenges entrenched portrayal of women as 
showpiece for pleasure fulfilment for male subjects in Indian art 
history through her art practice and represents women as a lead 
protagonist, reimagining her position in male orthodox domain 
transforming passive objects into empowered agents 
possessing visual power. Chandola's depiction of combat 
between nude woman and a monkey symbolizes war over 
territory, power and reflects feminism's approach. Gargi 
Chandola's miniatures centers on power dynamics witnessing 
conflict between nude female and monkey over male dominated 
territory that reveal gendered hierarchies. She portrays her 
female protagonist nude, rejecting objectification and refusing 
to serve as erotic tools which was a common subject in 
traditional miniature painting, by fighting against male proxies 
(monkeys) over a banana, a symbol of territory and power. 
Chandola integrates traditional techniques like handmade 
ground gouache, khadiya zinc white on Wasli paper and custom 
miniature brushes as well as incorporates digital tools such as 
Adobe Photoshop and Adobe Illustrator for creating layout 
experimentation. Chandola's integration of traditional execution 
with digital technology, suggests transforming traditional 
practice into contemporary art trends. Symbolism plays a 
significant role in Chandola's art practice, bananas serve as phallic symbols representing patriarchal power and territorial 
dominance while the fearless nudeness of the female protagonist matches with her wild opponents, clothing plays no 
importance in primal combat. She clarifies that if monkeys are portrayed raw in the wilderness, then there is no need to cover 
up the female figure, and viewers should go beyond the nudity to explore the deeper insights of her work. Her solo exhibition 
“The Macaqophony” (2023) at Method Kala Ghoda, Mumbai showcases her female narration and clearly depicts how women 
are fighting for her individuality and dominance in a patriarchal society. Nude women's portrayal in her artwork clearly 
signifies primal agency not sensuality and not serve as a sensual object and serve beyond the ornamentation object, 
challenging traditional miniature art designed for male gaze.  
3.1 Portrayal of nude women as surface level rawness in Gargi’s miniature painting 

Gargi Chandula clarifies that representation of women as a nude figure in her artistic works are not for erotic fulfilment 
or central showpiece for men. On the contrary they signify basic outward nudity that viewers should pass through to access 
deeper insights. In raw wilderness of jungles and having primal fight bare handed and toolless and without armor she finds 
women dressing in clothes illogical, harmonizing women's state with monkey’s natural bareness. According to Chandola’s, 
if there is no tool and they are fighting bare handed without armor so there is no need for clothing for women she should 
also be represented as raw as monkey.  

Occasionally Chandola integrates subtle floral garlands as minimal ornamentation to add a touch of grace in her nayika. 
Chandola grounds her artistic practice historically, she explains that male nudes dominated in 90 per cent of Western Art 
which was created by male artists, while Indian Temple especially South Indian temples reliefs depict scenes of intercourse, 
and human animal acts which was common in rock paintings. Now due to cultural changes and societal evaluations 
sanctimonious spaces mandated decorum enforcing head coverings and etiquettes. Historical changes enforced 
modernization but her practice recaptures unapologetic rawness. Gargi’s view reframes nude women from just a sexual 
showpiece for men to enjoy which was a common theme in traditional miniature painting to a symbol of natural strength 
fighting for her survival and dominance, transforming roles of women from passive objects to active agents reclaiming visual 
power. It undermines patriarchal viewing by depicting mutual actions monkey fooling the Nayika and her countering back 
shows women fighting for her power and dominance. 

 
 

 

Figure 6: “The Macaqophony” series by Gargi Chandola 
Source: https://blurtheborder.com/wp-

content/uploads/brizy/imgs/gargi-chandola-2-

1110x1388x0x66x1110x1088x1708669853.jpg 
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3.2 Bridging miniature painting with gendered narratives in Chandola’s artwork 
Chandola’s involvement with miniature tradition and gender dynamics began on experiential learning at her Padmashree 

guru's workshop where she was the only female participant among male students and fellow artists. This resulted in mixed 
interactions challenges from gender marked dynamics resulting in softened criticism tempered by gender from her guru 
reflecting gender divided interactions, and benefits were relieving her from laborious material handling. Chandola’s gendered 
miniature painting shows transformation from gendered studio exclusion into visual narratives that shapes her core artistic 
method paintings that challenge traditional gendered hierarchies 
through nude women competing for phallic banana symbolizing 
power over territory with aggressive monkeys which can be seen 
as masculine symbols elevating women from passive objects to 
empowered agents. 

Acknowledging studio hierarchies, she supports boundary free 
workshops welcoming all genders, caste and socioeconomic 
strata. Chandola’s “The Macaqophony” series 2023 illustrates this 
vision where nude female figure invades male dominated jungle 
territories battling without tools for her power with aggressive 
monkeys symbolizing patriarchal society. Her unclothed nayika 
counterattack to monkey trickery could be seen as transforming 
role of female figure in old miniature tradition serving as a 
supporting role for a male dominated artworks to Chandola's nude 
Nayika battling in male dominated domains for her power and 
individuality and repositioning herself in the patriarchal society. 
This positions Chandola's work as feminist activism where banana 
symbolizes male dominated shortage and female nude reflects 
control in traditionally submissive miniature context entrenched 
female objectification.  
4. Conclusion  

Throughout the cannons of Indian art history female figures 
have been lavishly represented in boundless roles from celestial 
goddesses to romantic lovers and erotic heroines, yet they were not represented in powerful themes like hunts or battles, 
instead they were confined to maternity, mundane activities or sensual objectification, that suppressed their self-identity. 
Prehistoric cave painting exalted their role for giving birth; they were represented in gestational depiction. Women were 
represented as mother goddesses, a symbol of fertility and reduced their roles to womb. Buddhist art portrayed women as 
goddesses and Queens but still women were displayed seminude or nude to highlight their social position and to mesmerize 
the viewer. The background placement suggests their role as a supporting character in the paintings of the Buddhist era. 
Mughal Era artists objectified female figures confining their role as an erotic tool. Women serve male sensual gratification. 
Rajasthani and Pahari Nayika play a role of confined lover representing various moods of love, depicting their position as 
secondary characters sculpted for male protagonists. Their individuality was neglected due to emotional feelings for her 
lover. 

 However, in contemporary times feminist artists are challenging these portrayals of women in miniature painting and 
reshaping their feminine identity. This study revolves around the artworks of Gargi Chandola where she represents nude 
female protagonists who rise above objectification to the powerful role of conquering her position in patriarchal domain rising 
as dynamic agents who claim pictorial dominance through provocative composition that compel viewer participation over 
passive spectatorship. The artist encourages viewers to notice beyond female nudity to witness her nayikas raging combat 
against male proxies (monkeys) across male controlled zones fighting for banana, a symbol of territory, countering 
provocations and accessing male dominated territories. Contrasting traditional miniatures where she served as sensual 
ornamentation for male fulfilment. 

 Chandola’s work strongly epitomizes the women's evolution from just an erotic tool for male dominated community to 
dominant protagonist reinventing women's identity in miniature art. Through her art practice she is reimagining female 

 

Figure 7: “The Macaqophony” series by Gargi Chandola 

- depiction control over a banana, a symbol of territory  
Source: https://blurtheborder.com/wp-

content/uploads/brizy/imgs/gargi-chandola-3-

1110x1110x0x12x1110x1088x1708669855.jpg 

https://kalaasamiksha.in/
https://doi.org/10.67073/ZTPV6413


https://kalaasamiksha.in/ 
Kalaa Samiksha - Volume 02, No  05, May. 2026, PP 115-122 (Total PP 08) 

ISSN : 3107- 4936(Online) 
Frequency – Monthly 

DOI 10.67073/ZTPV6413 

122 

iconography from seductive lies to the Nayika dominating the world, fighting for her identity and strength.This study maps 
the cataclysmic transformation of women in miniature painting from fertility goddess confining their role to gestational 
objects, through Mughal Era’s women as patriarchal erotic gratification object , climaxing through Chandola’s bare bodied 
nayika snatching phallus shaped fruit , a symbol of territorial dominance  in a male dominated area  and establishing their 
visual power in a miniature painting.  
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Abstract 

This research paper presents a comparative study of the Kirana and Patiala gharanas, two major traditions of Hindustani 
classical music. The study examines their historical background, eminent artists, stylistic features, raga presentation, 
rhythmic patterns, and cultural influences. The Kirana gharana is renowned for its purity of notes, meend, and meditative 
khayal singing, whereas the Patiala gharana is known for its gamak, murki, thumri, and energetic rhythmic style. The study 
highlights that both gharanas represent the diversity, aesthetic richness, and cultural harmony of the Indian classical music 
tradition. 
यह शोध-पर तहन्ुस्तानी शास्रीय संगीत के दो प्रमुख घरानोिं—तकराना और पतियाला—का तुलनात्मक अध्ययन प्रस्तुत करता है। अध्ययन मेिं दोनोिं 
घरानोिं की ऐततहाससक पृष्ठभूबम, प्रमुख कलाकारोिं, शैलीगत बवशेषताओिं, राग-बवन्यास, लयकारी तथा सांस्कृततक प्रभावोिं का बवश्लेषण तकया गया है। 
तकराना घराना सुर-शुिता, मीिंि और ध्यानात्मक खयाल गायकी के ललए प्रससि है, िबतक पतियाला घराना गमक, मुरकी, ठुमरी और ऊििस्वी लयकारी 
के ललए िाना िाता है। शोध से स्पष्ट होता है तक दोनोिं घराने भारतीय संगीत परम्परा की बवबवधता, सौन्दयि-दृबष्ट और सांस्कृततक समन्वय के महत्वपूणि 
प्रतततनजध हैिं। 
Keywords: Kirana Gharana, Patiala Gharana, Khayal Singing, Thumri, Gharana Tradition 
 तकराना घराना, पतियाला घराना, खयाल गायकी, ठुमरी, घराना परम्परा 
------------------------------------------------------------------------ 
* Corresponding author.  

1. प्रस्तावना 

भारतीय शास्रीय संगीत बवश्व की प्राचीनतम संगीत परम्पराओिं मेिं स ेएक है। इस बवशाल परम्परा को िीबवत और बवकससत रखन ेमेिं घराना प्रणाली की 

भूबमका अतुलनीय रही है। 'घराना' शब्द उर्दि-तहन्दी के 'घर' स ेबना ह ैजिसका अथि ह ै— एक बवसशष्ट संगीत शैली की पाररवाररक एव ंगुरु-सशष्य परम्परा। 

तहन्ुस्तानी संगीत मेिं तकराना और पतियाला घराना अपनी बवसशष्ट शैललयोिं के कारण संगीत शोधकतािओिं और रससकोिं के ललए बवशेष रुजच का बवषय 

रहे हैिं। तकराना घराना सुर-साधना और ध्यानात्मक खयाल शैली के ललए, तो पतियाला घराना ठुमरी, मुरकी और ठाठदार लयकारी के ललए प्रससि है। 

यह शोध पर इन दोनोिं महान परम्पराओिं के बीच समानताओिं और अंतरोिं को रेखांतकत करत ेहुए एक समग्र तुलनात्मक जचर प्रस्तुत करता है। 

2. घराना परम्परा: एक पररचय 

2.1 घराना की अवधारणा 

पंतित बवष्णुनारायण भातखण्िे ने घराना को 'एक बवसशष्ट संगीत शैली और उसे सीखने-ससखाने की प्रणाली' के रूप मेिं पररभातषत तकया है। प्रत्येक घराने 

की पहचान उसकी स्वर-साधना पितत, राग-बवस्तार के तरीके, बवशेष तानेिं, लयकारी के तनयम और बंतदशोिं के भण्िार से होती है। 

2.2 घरान ेका सामाजिक और ऐततहाससक सदंभि 

मध्यकालीन भारत मेिं दरबारी संगीतकारोिं को राि-आश्रय बमलता था जिससे उनकी शैली एक क्षेरीय पहचान पाती थी। पतियाला घराने मेिं पंिाबी लोक 

संगीत का प्रभाव और तकराना घराने मेिं ब्रि तथा पश्श्चमी उत्तर प्रदेश की सांस्कृततक छाप इसी का पररणाम है। 

 

 

https://kalaasamiksha.in/
https://doi.org/10.67073/IMPE6601


https://kalaasamiksha.in/ 
Kalaa Samiksha - Volume 02, No  05, May. 2026, PP 123-126 (Total PP 04) 

ISSN : 3107- 4936(Online) 
Frequency – Monthly 

DOI 10.67073/IMPE6601 

124 

 

3. तकराना घराना 

3.1 ऐततहाससक पषृ्ठभबूम 

तकराना घराने का नाम उत्तर प्रदेश के मुज़फ़्फ़रनगर जिल ेमेिं श्स्थत कसब े'तकराना' के नाम पर पडा। इस घरान ेकी िडेिं 19वीिं शताब्दी के उत्तराधि मेिं हैिं। 

घराने को अंतरराष्रीय पहचान उस्ताद अब्ुल करीम खााँ (1872–1937) ने तदलाई। उन्होिंने कनाििक संगीत की सुरशुिता को तहन्ुस्तानी खयाल मेिं 

समातहत तकया। 

3.2 प्रमुख गायक 

उस्ताद अब्ुल करीम खााँ (1872–1937) 

'गान-सरस्वती' के नाम स ेप्रससि। भीगे सुर, लम्बी मीिंि और भावपूणि बंतदश उनकी बवशेषता थी।  

उस्ताद अब्ुल वातहद खााँ (1871–1949) 

तकराना शैली के र्दसरे स्तम्भ। ध्रुपद अंग की दृढ़ता और खयाल की मधुरता का अपूवि संयोग। 

पंतित भीमसने िोशी (1922–2011) 

तकराना घरान ेके सबसे प्रससि गायक। शबिशाली आवाज़, गहरी मीिंि। 1998 मेिं भारत रत्न स ेसम्मातनत। 

बवुषी गगंूबाई हगंल (1913–2009) 

भारी, मदािना आवाज़ और बवलम्म्बत खयाल की गहराई के ललए प्रससि। 

बवुषी प्रभा अर े(1932–2022) 

गाबयका एव ंसंगीतशास्री। 'Swaranjali' और 'Swarsadhana' िैसी पुस्तकोिं की रचना की। 

3.3 शलैीगत बवशेषताएाँ 

(अ) सरु-साधना और मीिंि 

सुर-शुिता तकराना की आत्मा है। मीिंि — एक स्वर स ेर्दसरे स्वर तक तरल यारा — यहााँ भाव-प्रकाशन का माध्यम है। 

(ब) बवलम्म्बत खयाल 

एक-एक स्वर पर गहन साधना। श्रोता को धीरे-धीरे ध्यानात्मक अवस्था मेिं ले िाना तकराना का लक्ष्य है। 

(स) तानेिं 

सपाि, मीिंि-प्रधान तानेिं — राग के भाव को बनाए रखत ेहुए। 

3.4 तप्रय राग 

• राग यमन — सुर-शुिता का आदशि 

• राग दरबारी कान्हडा — गहन भाव 

• राग मारवा — सूक्ष्म स्वर-जचरण 

• राग बमयााँ मल्हार — भीमसेन िोशी की अमर छाप 

• राग भैरवी — स्नेतहल समापन 

4. पतियाला घराना 

4.1 ऐततहाससक पषृ्ठभबूम 

पतियाला घराने का उद्भव पंिाब की पतियाला ररयासत मेिं हुआ। संस्थापक उस्ताद ़तेह अली खााँ और अली बक्श खााँ थे। इस घरान ेकी असली पहचान 

उस्ताद बडे गुलाम अली खााँ (1902–1968) ने तदलाई। पतियाला घराने ने पंिाब अंग की गायकी को असाधारण रूप से प्रससद्द तकया। 

4.2 प्रमुख गायक 

उस्ताद बड ेगलुाम अली खााँ (1902–1968) 

पतियाला का सबसे चमकदार नक्षर। असाधारण आवाज़ — मीठी, भारी, बवस्तृत रेिंि। ठुमरी 'याद तपया की आए' अमर 

है।  https://www.youtube.com/watch?v=4LB_NI_93rw ये यूटू्यब ललिंक है उस महान गीत की। 

उस्ताद बरकत अली खााँ (1905–1963) 
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ठुमरी के सविश्रेष्ठ गायक। भाव-प्रकाशन की अतुलनीय क्षमता। पंिाबी अंग की गायकी मेिं महारत और खुली पेिंचदार तानेिं इनकी बवसशष््ता थी। 

पंतित अिय चक्रवतीि (िन्म 1953) 

आधुतनक युग मेिं पतियाला घराने के सबसे प्रततबष्ठत प्रतततनजध।पंतित अिय चक्रवतीि िी ने वत्तिमान मेिं पतियाला घराने के प्रतततनजधतव की कमान अपने 

हाथोिं मेिं ले रखी है। पतियाला घराने की ठुमरी मेिं पंिाब अंग की गायकी के साथ पंतित िी बहुत खूबसूरती से ठुमरी गाते हैिं। 

4.3 शलैीगत बवशेषताएाँ 

(अ) गमक और मुरकी 

स्वर-कम्पन के साथ िोरदार गायकी — पतियाला की पहचान। मुरकी — स्वरोिं का तीव्र और लघु घुमाव। 

(ब) ठुमरी 

'बोल-बनाव' पितत — एक ही बोल को बार-बार बभन्न-बभन्न भावोिं मेिं गाना — पतियाला ठुमरी की िान है। 

(स) लयकारी 

बोल-बााँि — बंतदश के शब्दोिं को लय के साथ तोडकर-िोडकर प्रस्तुत करना — पतियाला की बवशेष कला। 

4.4 तप्रय राग 

• राग भैरवी — ठुमरी का मुख्य आधार 

• राग खमाि — भाव और लयकारी का संयोग 

• राग भीमपलासी — दोपहर की उदासी 

• राग पहाडी — पंिाबी लोक प्रभाव 

5. तलुनात्मक बवश्लषेण 

5.1 तलुना ताललका 
बवशषेता तकराना घराना पतियाला घराना 

उत्पबत्त स्थान तकराना, उत्तर प्रदेश पतियाला, पंिाब 

ससं्थापक अब्ुल करीम खााँ ़तेह अली खााँ 

प्रमखु बवधा खयाल खयाल, ठुमरी 

स्वर पक्ष सुर-शुिता, मीिंि गमक, मरुकी 

लयकारी सुर-प्रधान बवस्तृत, ितिल 

बवलम्म्बत खयाल ध्यानात्मक, बवस्तृत लयदार, बवबवध 

तानेिं सपाि, मीिंि-प्रधान गमक-तान, ितिल 

ठुमरी गौण केन्रीय बवधा 

भावपक्ष ध्यानपरक उत्सवधमीि 

तप्रय राग यमन, दरबारी, मारवा भैरवी, खमाि, पहाडी 

क्षरेीय प्रभाव ब्रि, गंगा-यमनुी पंिाबी लोक संगीत 

गान ेका ढगं गोल, धीमा ठेठ, ओिस्वी 

5.2 शलैीगत बवश्लेषण 

तकराना और पतियाला के बीच सबसे मौललक अंतर स्वर के प्रतत दृबष्टकोण मेिं है। तकराना 'सुर' को परम मानता ह ै— एक-एक स्वर पर गहन साधना। 

पतियाला मेिं स्वर को गमक के माध्यम से शबि दी िाती ह ै— ओिस्वी और तत्काल प्रभावी। 

ठुमरी के क्षेर मेिं दोनोिं मेिं सवािजधक अंतर है। तकराना मेिं खयाल सवोिपरर है, ठुमरी गौण। पतियाला मेिं ठुमरी एक केन्रीय बवधा ह ै— बडे गुलाम अली खााँ 

और बरकत अली खााँ की ठुमररयााँ भारतीय संगीत की अमूल्य तनजध हैिं। 

6. सासं्कृततक एव ंसामाजिक पररप्रके्ष्य 

6.1 क्षेरीय सासं्कृततक प्रभाव 

तकराना घराने पर कबीर, मीरा और तुलसीदास की भबि-परम्परा की छाया ह ै— इसीललए यहााँ आध्याम्त्मक गहराई और वैराग्य-भाव बमलता है। पतियाला 

पर पंिाब का उत्साह और िीवन-पे्रम — गायकी मेिं ठसक, िोश और गमििोशी। 

6.2 बवभािन का प्रभाव 

https://kalaasamiksha.in/
https://doi.org/10.67073/IMPE6601


https://kalaasamiksha.in/ 
Kalaa Samiksha - Volume 02, No  05, May. 2026, PP 123-126 (Total PP 04) 

ISSN : 3107- 4936(Online) 
Frequency – Monthly 

DOI 10.67073/IMPE6601 

126 

1947 के भारत-पातकस्तान बवभािन ने पतियाला घरान ेको गहरे रूप स ेप्रभाबवत तकया। लाहौर मेिं िन्मे बडे गुलाम अली खााँ मुंबई मेिं बस गए। बवभािन 

के ददि ने उनकी ठुमररयोिं मेिं और अजधक गहराई भर दी। 

 

 

6.3 मतहला गाबयकाओिं की भबूमका 

तकराना घराने ने मतहला गाबयकाओिं को बवशेष सम्मान तदया — हीराबाई बरोिेकर, गंगूबाई हंगल और प्रभा अरे ने इस परम्परा को नई ऊाँचाई दी। 

पतियाला मेिं परंपरागत रूप स ेपुरुष गायकोिं का वचिस्व अजधक रहा। 

7. आधतुनक काल मेिं योगदान 

7.1 ररकॉतिोंग और प्रसारण 

ग्रामोफोन ररकॉिि और ऑल इंतिया रेतियो ने दोनोिं घरानोिं के प्रसार मेिं अपूवि योगदान तदया। अब्ुल करीम खााँ और बडे गुलाम अली खााँ की 78 RPM 

ररकॉतिोंग्स आि ऐततहाससक महत्व की हैिं। 

7.2 फ़ल्म सगंीत 

बडे गुलाम अली खााँ ने मुगल-ए-आज़म (1960) मेिं 'पे्रम िोगन बन के' गाया — यह भारतीय फ़ल्म इततहास मेिं अमर है। 

https://www.youtube.com/watch?v=HmZnOlWYtqM  ये यूटू्यब ललिंक है उस महान गीत की। 

7.3 वशै्श्वक पहुाँच 

दोनोिं घरानोिं के कलाकारोिं ने यूरोप, अमेररका और िापान मेिं भारतीय शास्रीय संगीत का प्रसार तकया। 

8. समानताएाँ और सगंम-बबन्ु 

तमाम अंतरोिं के बाविूद, इन दोनोिं घरानोिं मेिं महत्वपूणि समानताएाँ हैिं: 

• दोनोिं खयाल गायकी को मुख्य बवधा मानत ेहैिं। 

• दोनोिं मेिं गुरु-सशष्य परम्परा की अपूवि तनष्ठा है। 

• दोनोिं ने राग-संगीत की शुिता और भावपक्ष पर बल तदया। 

• दोनोिं ने मुस्स्लम और तहन्र्द परम्पराओिं को समान सम्मान तदया। 

• पंतित भीमसेन िोशी बडे गुलाम अली खााँ के प्रशंसक थे और उनसे पे्ररणा ली। 

'तकराना घराना ध्यान ह ैतो पतियाला घराना उत्सव — दोनोिं बमलकर भारतीय संगीत को पूणि करत ेहैिं।' — दत्तारेय बवष्णु पलुस्कर 

9. तनष्कषि 

तकराना और पतियाला — दोनोिं घराने भारतीय शास्रीय संगीत के आकाश मेिं दो अलग-अलग नक्षरोिं की तरह हैिं। तकराना हमेिं अंतमिन की गहराइयोिं मेिं 

ले िाता ह,ै पतियाला िीवन की उत्सवधबमिता स ेिोडता है। दोनोिं घराने एक-र्दसरे के बवरोधी नहीिं, बल्ल्क पूरक हैिं। यतद तकराना संगीत की आत्मा है, तो 

पतियाला उसका उत्सव। भारतीय संगीत परम्परा की महानता इसी बवबवधता मेिं है। 

तकराना और पतियाला घराने तहन्ुस्तानी खयाल परम्परा की दो बभन्न, तकन्तु पूरक सौिंदयि-दृबष्टयााँ प्रस्तुत करते हैिं। तकराना स्वर की सूक्ष्मता और 

ध्यानात्मक गहराई का प्रतीक है, िबतक पतियाला लय, गमक और अलंकरण की गततशीलता का। 

इस तुलनात्मक अध्ययन से यह स्पष्ट होता है तक घराना प्रणाली भारतीय संगीत मेिं बवबवधता के संरक्षण का माध्यम है। यह अध्ययन संगीतशास्र को 

अजधक संरचनात्मक और बवश्लेषणात्मक आधार प्रदान करता है तथा यह ससि करता है तक परम्परा और नवोन्मेष एक-र्दसरे के बवरोधी नहीिं, बल्ल्क 

सह-अश्स्तत्व की प्रतक्रया हैिं। दोनोिं घरानोिं का अध्ययन केवल संगीत-शास्र का बवषय नहीिं — यह भारत की सांस्कृततक आत्मा को समझने की एक 

अनमोल कंुिी है। 
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Abstract 

The gharana tradition in classical music is a heritage of vocal music that preserves within itself the fundamental elements 
of different singing styles. These gharanas have made a significant contribution to establishing the khayal singing tradition 
as it exists today. In the Gwalior gharana and the Jaipur-Atrauli gharana, khayal singing is presented through various stylistic 
approaches, rhythmic patterns, and different methods of alapchari. 
The present research paper studies the various aspects of khayal singing in both gharanas. 
शास्रीय संगीत मेिं घराना परंपरा गायकी की बवरासत है, िो गायन शैललयोिं के मूल तत्वोिं को स्वयं मेिं संिोए हुए है। वतिमान मेिं प्रचललत ख्याल गायन 
शैली को प्रततष्ठातपत करने मेिं इन घरानोिं का बवशेष योगदान है। ग्वाललयर घराना और ियपुर-अतरौली घराना मेिं ख्याल शैली के बवबवध ढंग, लयात्मकता, 
आलापचारी के बवबभन्न तरीकोिं द्वारा ख्याल शैली की गायकी का प्रयोग तकया िा रहा है। 
प्रस्तुत शोध-पर मेिं दोनोिं घरानोिं मेिं ख्याल के बवबवध पक्षोिं का अध्ययन तकया िा रहा है। 
Keywords: Khayal, Gharana, Tradition, Comparison 
 ख्याल, घराना, परंपरा, तुलना 
------------------------------------------------------------------------ 
* Corresponding author.  

izLrkouk 

 ?kjkuk ijaijk ,d ,slh ijiajk gS tks fdlh izfrHkk'kkyh dykdkj ls 'kq: gksrh gSA ?kjkuk dykdkj dh 'kku O;fDrro] 

lEiUUkrk rFkk xq.kksa dk izfrfcEc gksrk gSA  

 orZeku eas [;ky 'kSyh cgqizpfyr xk;u 'kSyh gS ftldk iz;ksx xk;dh ds yxHkx izR;sd ?kjkus esa n`f"Vxkspj gksrk gSA 

izR;sd ?kjkus eas [;ky 'kSyh ds fofo/k <ax dks viuk;k x;k gSA  

 dgk tkrk gS fd Xokfy;j ?kjkus dks lHkh ?kjkuksa dh xaxks=h dgk tkrk gS vFkkZr~ dykdkjkas us Xokfy;j ?kjkus ls xk;dh 

ds fofo/k vk;ke dh rkyhe ysdj mlesa jpukRed ifjorZu }kjk vU; ?kjkuksa dks tUe fn;kA 

 [;ky 'kSyh ds lanHkZ esa Xokfy;j ?kjkuk vfr izkphu rFkk izfl) gS blesa [;ky dh vkykipkjh] Li"V rkuksa dk iz;ksx rFkk 

v"Vkax xk;d bls vU; ?kjkuksa ls fof'k"V cukrh gSA  

 ogha nwljh vksj [;ky dks ifjHkkf"kr djrk gqvk t;iqj vrjkSyh ?kjkuk Xokfy;j dh rjg likV rku dk iz;ksx u djrs 

gq, oØ o isaphnk rku y;dkfj;ksa ds fofo/k iz;ksxksa ds dkj.k izfl) gSA vr% bu nksuksa ?kjkuksa dk rqyukRed v/;;u [;ky ds 

ifjizs{; easa vR;Ur vko';d gSA vkxs [;ky ds fofo/k i{kksa dk fo'ys"k.k nksuksa ?kjkuksa }kjk fd;k tk jgk gSA  

'kks/k fof/k 

• bl ’kks/k esa t;iqj vrjkSyh ?kjkuk RkFkk Xokfy;j ?kjkus dh [;ky xk;dh dk lw{e fo’ys"k.k 'kks/k dh xq.kkRed] o.kZukRed] 

fo’ys"k.kkRed fof/k }kjk fd;k x;k gSA 

• bl 'kks/k es nksuksa ?kjkuksa ds dykdkjksa }kjk ?kjkus dh xk;dh dks JO; lkexzh }kjk O;ogkfjd :i esa Hkh n’kkZ;k x;k gSA  

,sfrgkfld i`"BHkwfe 

Xokfy;j ?kjkuk 
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Xokfy;j ?kjkus dk vkjEHk uRFku ihjc['k ls ekuk tkrk gS uR;u ihjc['k ml le; ds [;kfr izkIr dykdj Fks ftUgksaus ml 

le; ds ifjorZukuqlkj /kzqin  ds LFkku ij [;ky dh uohu 'kSyh dks vius ?kjkus esa LFkku fn;k blds vykok gLlw [kkW] gn~nw [kkW 

rFkk uRFkw [kkW us Hkh bl ?kjkus dks [;kfr fnykbZA gn~nw [kkW dh 'kkunkj] jkSchyh vkSj izHkkoksRiknd xk;dh us bl ?kjkus dks pje 

rd igqapk;kA 

t;iqj vrjkSyh ?kjkuk%& 

vrjkSyh ?kjkus ds laLFkkid cEcbZ ds mLrkn vYykfn;k [kka dks ekuk tkrk gS buds xq: pkpk tgkWxhj [kkW Fks mLrkn vYykfn;k 

[kkW izkjEHk esa /kzqin 'kSyh dk cstksM+ xk;u djrs Fks ckn eas mUgksaus vius ?kjkus eas [;ky dh 'kSyh dks viuk;kA blds vykok eath 

[kkW] 'ke'kqn~nhu ¼HkqthZ [kkW½] xtkuu cqok tks'kh] eksxwaxckbZ dqaMhZdj] efYydktqZu ealwj] dsljckbZ dsjdj }kjk [;ky 'kSyh ds fof'k"V 

xk;u ls bl ?kjkus dh izflf) gqbZA  

nksuksa ?kjkuksa dh xk;u 'kSyh ds eq[; rqyukRed fcUnq 

v"Vkax cuke ,dkRed izokg 

Xokfy;j ?kjkus dh v"Vkax xk;dh dks nqfu;kHkj esa izfl) xk;dh ekuk tkrk gSA bl ?kjkus dh v"Vkax xk;dh dk Loj ds 

egRoiw.kZ yxko rFkk cksyks dh Li"Vrk iz/kku xq.k gSA v"Vkax xk;dh esa Loj ds lk/kkj.k iz;ksx ds ctk; vyx&vyx Loj dks esy 

ls cuh lqUnj jpukvksa dk iz;ksx gksrk gSA 

Xokfy;j ?kjkus ds v"V vax 

1- vkyki&cgykok  2- y;dkjh]  3- cksykyki 

4- ehaM lwr   5- rku]  6- cksyrku 

7- [kVdk eqdhZ tetek 8- xed 

ogha t;iqj ?kjkus ds [;ky esa ,dkRedrk dk iqV fn[kkbZ iM+rk gS Xokfy;j ?kjkus ds foijhr t;iqj vrjkSyh ?kjkus esa vkyki 

dk fujUrjrk ij tksj fn;k tkrk gS ;gkW vkyki o rku ds chp dks foHkktu ugha fn[krk gSA vFkkZr~ iwjh xk;dh ,d v[k.M izokg 

dh vksj pyrh gSA  

jkx p;u 

Xokfy;j ?kjkus esa yksdfiz; jkxksa ij /;ku fn;k tkrk gS rkfd jkx dk 'kq) Lo:i cuk jgs tSls ;eu] HkSjo] 'kq) dY;k.k] ns'k] 

fe;ka] eYgkj ogha nwljh vksj t;iqj vrjkSyh ?kjkus esa vuoj rFkk tksM+ dk lqUnj dke fn[kk;k tkrk gSA tks nks jkxksa ds feJ.k ls 

curs gSa ftUgsa xkuk Xokfy;j ?kjkus dh xk;dh esa nks izfl) jkxksa dk izpyu vf/kd jkx njckjh] jkx rksM+h tks bldh ,oe~ fof'k"V 

ijaijk gSA  

vR;Ur dfBu gS tSls clUrh dkUgVk] tSrdY;k.k] vghjh yfyr 

y;dkjh 

blesa lh/kh rFkk ljy y;dkjh tSls nqxqu] frxqu dk iz;ksx gksrk gS] Xokfy;j ?kjkus esa y;dkjh fn[kkus ds fy, cfUn'k ds 'kCnksa 

dks idM+dj y; esa rku Lo:i xkrs gSa bl izfØ;k  esa frgkbZ  ds iz;ksx ls vkuUn izkIr gksrk gSA [;ky xk;u eas xk;d cksyrkuksa 

dks fHkUu&fHkUu y; eas xkrs gSa] ftls cksrykuksa esa y;dkjh dgrs gSA  

ogha t;iqj vrjkSyh ds [;ky xk;u esa fDyLV y;dkfj;kas dk iz;ksx fd;k tkrk gSA t;iqj vrjkSyh eas y; dk xf.kr cgqr 

tfVy gS blesa xk;d vkM dqvkM+ y;dkfj;ksa ds iz;ksx ls Jksrkvksa dks vk'p;Zpfdr dj nsrs gSaA  

vkykipkjh rduhd 

Xokfy;j ?kjkus esa vkyki dk fo'ks"k egRo gSA vkdkj eas vkyki djuk Xokfy;j ?kjkus dh futh fo'ks"krk gS Loj foLrkj ds 

vUrxZr jkx ds izR;sd Loj dks vyx j[krs gq, foyfECkr y; eas lcls igys vkdkj ls [kqyh vkokt eas vkyki djrs gSa ftls 

^^cgykok vkyki** dgrs gSA cgykok eas Loj Bgjko dk vHkko jgrk gSA t;iqj vrjkSyh ?kjkus esa vkyki o cafn'k vyx ugh gksrs 

xk;d cafn'k ls gh jkx dk foLrkj djrk gSA bleas 'okl fu;a=.k bruk vn~Hkqr gksrk gS fd vkyki dk ,d yEck vkorZu fcuk :ds 

pyrk jgrk gSA  

Loj yxko 

Xokfy;j ?kjkus dh lcls cM+h fo'ks"krk [kqyk xyk gSA ;g gLlw] gn~nw [kkW dh fojklr gS ftlesa lhu ls vkokt fudyrh gSA 

bleas vkdkj dk mPpkj.k csgn pkSM+k rFkk Li"V gksrk gSA ogha nwljh vksj t;iqj vrjkSyh dh [;ky xk;dh esa d.k Loj rFkk lw{e 

Lojksa dk iz;ksx gksrk gSA  

;gkW ij ,d Loj ls nwljs Loj ij tkrs le; ehaM dk bruk lw{e varj fn[kk;k tkrk gS fd chp dk varjky eglwl gh ugha 

gksrkA 

cafn'kksa dk iz;ksx 

Xokfy;j ?kjkus dh cafn'kksa eas 'kCnks dh Li"Vrk o 'kq)rk ij fo'ks"k cy fn;k tkrk gS cafn'kksa ds lkFk jkx foLrkj djrs le; 

'kCnksa ds mPpkj.k ij fo'ks"k /;ku fn;k tkrk gSA  

ogha t;iqj vrjkSyh ?kjkus eas Loj o ry; dk bruk fof'k"V iz;ksx fd;k tkrk gS fd Lojksa esa gh 'kCnksa dk foy; lk izrhr 

gksrk gSA bleas Loj yxko o y;dkjh ij /;ku fn;k tkrk gS] 'kCnksa dh Li"Vrk ij /;ku ugha fn;k tkrk gSA  
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nksuksa ?kjkus ds izeq[k dykdkjksa dk ;ksxnku 

Xokfy;j ?kjkuk 

vksadkj ukFk Bkdqj& vksadkj ukFk Bkdqj Xokfy;j ?kjkus ds izfrf"Br dykdkjkas esa ls fxus tkrs gSa budk xk;u Loj iz/kku o Hkkouk 

iz/kku gksrs gq, Hkh vkokt bruh tksjnk dh nksuksa cktw esa ctus okys nks rkuiqjksa dh Qudkj Hkh Qhdh ekywe gksrh gSA  

nks ?k.Vsa rd fofHkUu izdkj ls ,d gh jkx dks xkdj Bkdqj th mldk gwcgw Lo:i [kM+k djus esa ekfgj FksA ;s fDy"V] oØ o 

QwV rkus Hkh [kwc ysrs Fks fQj Hkh budk fo'ks"k >qdko vkykipkjh ij jgrk Fkk tks Xokfy;j ?kjkus dh fo'ks"krk gSA  

ckyd`".k cqok bpydjaftdj%& 

ckyd̀".k cqok th Xokfy;j ?kjkus ds mRre xk;d] foy{k.k O;fDrRo ds /kuh rFkk laxhr eeZK FksA bUgksaus Xokfy;j ?kjkus dh 

xk;dh dks tu&tu rd igqpk;k¡ rFkk 'kkL=h; laxhr dks fyfic dj Lojfyfi i)fr dk vkfoLdkj fd;kA /kzqin] /kekj] VIik rFkk 

[;ky pkjksa 'kSfy;ksa eas izoh.k gksus ds dkj.k ;s dykoar dgyk,¡A 

t;iqj ?kjkuk 

eks/kqckbZ dqMhZdj 

t;iqj ?kjkus ds Js"B dykdkjksa eas eks?kwckbZ dqMhZdj dk uke vxz.kh gSA t;iqj ?kjkus dh lHkh fo'ks"krk,¡ buds xk;u esa fn[krh 

gSA rky dh ,d vkòfRr eas fdlh Hkh ek=k ls le ij vkrs le; eq[kM+s dh cafn'k eas ckjEckj uohurk iSnk djuk eks/kwckbZ dh ekSfyd 

dYiuk 'kfDr dk ifjpk; t;iqj ?kjkus dh fDy"V rFkk dfBu y;dkfj;ksa dk lqUnj iz;ksx eks/kqckbZ dh xk;dh esa Li"V fn[krk gSA 

dsljckbZ dsjdj 

foy{k.k O;fDrRo dh /kuh rFkk mLrkn vYykfn;k [kka dh f'k";k dsljckbZ dsjdj t;iqj vrjkSyh dh fof'k"V dykdkj gSA 

bUgkasus mLrkn vYykfn;k [kka ls t;iqj ?kjkus dh ckjhfd;ksa dh lh[kkA 

funksZ"k rFkk [kqyh vkokt fudkyuk rFkk mls lqfo/kkuqlkj Å¡pkbZ& uhpkbZ ij ckjhd ehVh djrs gq, eUM iape ls rkj e/;e ;k 

iape rd vklkuh ls igq¡puk dsljckbZ th dk fof'k"V xq.k gSA  

buds }kjk dqN fiz; jkxksa dk xk;u tSls& clarcgkj] fy;keYgkj] xq.kdyh] t;t;oUrh] xkSM+ eYgkj] 'kq)  uV] vgkuk ek: 

fcgkx] rksMh vkfn buds fiz; jkx gSA  

'kks/k dh JO; lkezxh ¼izkFkfed lzksr½ 

t;iqj vrjkSyh ?kjkuk 

• fuo`fÙk cqok ljukbZd }kjk vYykfn;k [kk¡ dh [;ky xk;dh ¼You tube, 24-08-2019) 

• fd’kksjh veksudj }kjk tksM+ jkx clUr cgkj (You tube, 27-06-2023)  

• efYydktqZu ealwj }kjk tksM+ jkx dchjh HkSjo (AIR RAAGAM, 2021) 
Xokfy;j ?kjkuk 

• ia0 d`’.k “kadj jko }kjk v’Vkax xk;dh (You tube, 2024) 

• xaxk/kj jko rSyax }kjk jkx izLrqfr Xokfy;j ?kjkuk (You tube, 2023) 
              t;iqj vrjkSyh rFkk Xokfyj ?kjkuk ,d nf̀"V eas  

Øe rqyukRed fcUnq t;iqj vrjkSyh Xokfy;j ?kjkuk 

1- laLFkkid  mLrkn vYykfn;k [kkW uRFke ihjc['k 

2-+ xk;dh dk ewy tfVy ckSf)d isaphnk ljy] larqfyr] ikjiafjd 

3- jkx foLrkj  vR;Ur Øec)] lw{e  lh/kk rFkk Li"V  

4- jkx p;u nqyZHk rFkk tksM+ jksx dh iz/kkurk izpfyr rFkk 'kq) jkxksa dh 

iz/kkurk 

5- vkyki 'kSyh cksy vkyki dk vYi iz;ksx cksy vkyki dk de iz;ksx] 

cgykok 

6- rku 'kSyh  tfVy xed ;qDr oØ likV] lh/kh o ljy rkus 

7- y; dk iz;ksx  vkM rFkk dqvkM+ tSlh fDYk"V 

y;dkfj;ksa dk iz;kssx 

lh/kh ljy y; nqxqu] frxqu] 

pkSxquk iz;ksx 

fu"d"kZ 

vr% nksuksa ?kjkuksa dk rqyukRed v/;;u ds mijkUr og Li"V gqvk fd nksuksa gh ?kjkukas esa [;ky 'kSyh eas fofo/k <ax dks viuk;kA 

t;iq vrjkSyh ?kjkuk viuh tfVy jkx lajpuk] tksM+ jkxksa rFkk fDy"V y;dkfj;ksa ds fy, izfl) gS] tcfd Xokfy;j ?kjkuk [;ky 

xk;u dk ewy ekuk tkrk gSA ftleas ljyrk] Li"Vrk] Hkko iz/kku xk;dh dh ckgqY;rk gSA nksuksa ?kjkus fgUnqLrkuh [;ky xk;u 'kSyh 

ds LraHk gS fdUrq budh izLrqfr] jkx p;u] rku i)fr esa Li"V fHkUurk ǹf"Vxkspj gksrh gSA  

lanHkZ  
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GHARANA (मवेाती घरान ेकी लोकतप्रयता मेिं प0ं िसराि िी का योगदान) 
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Abstract: 

The tradition of the Mewati Gharana is of great antiquity. It has been enriched from time to time by the artists belonging to 

this lineage; among them, the highly acclaimed artist of the Mewati Gharana—Pandit Jasraj—significantly enhanced the 

popularity of this school and mesmerized audiences through his novel and unique vocal style. Today, his disciples continue 

to emulate this innovative style of singing. 

मेवाती घराने की परंपरा अतत प्राचीन है। जिसे समय-समय पर उस घराने के कलाकारांेे द्वारा समृि तकया है उन्हीिं मेिं से मेवाती घराने के बहुप्रततबष्ठत 

कलाकार पं0 िसराि िी ने इस घराने की लोकतप्रयता को संवजधित तकया तथा अपनी एक नवीन तथा अनूठी गायकी द्वारा श्रोताओ को मंरमुग्ध तकया 

इनकी नवीन गायकी का अनुकरण आि भी इनके सशष्योिं द्वारा तकया िा रहा है। 

Keywords: Folk Culture, Tribe, Folk Arts, Bhopa. 

 लोकसंस्कृतत, िनिातत, लोककलाएाँ, भोपा। 
------------------------------------------------------------------------ 
* Corresponding author.  

izLrkouk 

fgUnqLrkuh laxhr esa esokrh ?kjkus dh ijaijk lkS o"kksZa ls vf/kd gSA izkjEHk eas ;g ?kjkuk dOoky cPpkas ds ?kjkus rFkk /kzqin xk;u 

'kSyh ls lEcfU/kr Fkk ijUrq le; ifjorZukuqlkj /kzqin 'kSyh esa ifjorZu- vk;k rFkk lHkh ?kjkuksa esa [;ky 'kSyh dks viuk;k x;k] vr% 

esokrh ?kjkus dh xk;dh eas Hkh [;ky 'kSyh dh ped iM+hA 

esokrh ?kjkuk [;ky 'kSyh ds lkFk&lkFk ok| laxhr dk ?kjkuk Hkh jgk gSA esokrh ?kjkus dh [;ky xk;u 'kSyh es es:[k.M 

i)fr dk iz;ksx bls vU; ?kjkuksa ls fof'k"V cukrk gSA rhuksa lIrdksa eas vkokt dks ?kqekuk] e/;e foyfEcr y; esa cafn'kksa dk xk;u 

bl ?kjkus dh ijaijk jgh gS ftls bl ?kjkus ds dykdkjkas }kjk ih<+h nj ih<+h viuk;k x;kA 

bl ?kjkus ds izfl) xk;dks eas ?kX?ks uthj [kkW] iafMr uRFkwyky] iafMr fpeu yky] iafMr ef.kjke] iafMr T;ksfrjke rFkk orZeku 

eas ia0 tljkt th dk uke vxz.kh gSA 

ia0 tljkt th dks ^jl* dk eeZK dgk tkrk gS fd budk xk;u esa jl Vidrk gS blh dkj.k bUgas ^jljkt* dh inoh nh xbZA 

ia0 tljkt th us viuh xk;dh eas uohurk rFkk ekSfydrk mRiUu djds bl ?kjkus dks oSf'od Lrj ij igqapk;kA  

bl 'kks/k i= esa ia0 tljkt th dh xk;dh ds lHkh lw{e igyqvksa dks n'kkZ;k tk jgk gSA  

?kjkuk 

?kjkuksa dh uhao 18oha 'krkCnh ds ckn iM+hA ?kjkuk 'kCn ls vfHkizk; ?kj ls gSA vFkkZr~ fdlh dykdkj dh xk;dh ds fof'k"V xq.kks a 

dks de ls de rhu ih<+h rd gLrkUrfjr gksuk gh ?kjkuk dgykrk gSA izR;sd ?kjkus dh xk;dh dk viuk ,d vyx vankt gksrk 

gSA rFkk ?kjkus dh ;g ijaijk xq:&f'k"; }kjk ih<+h nj ih<+h pyrh jgrh gSA 

esokrh ?kjkuk 

esokrh ?kjkuk mRifRr o fodkl 
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fgUnqLrkuh 'kkL=h; laxhr dh le`) ijaijk esa esokrh ?kjkuk ,d izfrf"Br ?kjkuk ekuk tkrk gS bldh mRifRr 19oha 'krkCnh ds 

mRrjk)Z ekuh tkrh gSA bl ?kjkus dh mRifRr mLrkn ?kX/ks uthj [kku }kjk dh xbZ buds cM+s HkkbZ mLrkn oghn [kkW Hkh mPp dksfV 

ds dykdkj FksA bl ?kjkus dh tM+s nks izeq[k ijaijkvksa esa feyrh gS& 

1- dOoky cPpkas dk ?kjkuk 

2- /kzqin dh [k.Mkjckuh 'kSyh 

izkjEHk esa bl ?kjkus esa /kzqin dh xEHkhjrk dh iw.kZ >yd feyrh Fkh ijUrq ckn eas [;ky ds fodkl ds lkFk esokrh ?kjkus eas Hkh 

[;ky dk izpkj izlkj gqvkA 

esokrh ?kjkus dh xk;dh dh fof'k"V fo'ks"krk,¡ 

1- cafn'k ds 'kCnksa dk Li"V mPpkj.k & esokrh ?kjkus dh xk;dh eas xhr ds cksyks dh Li"Vrk ij vf/kd cy fn;k tkrk gSA 

Li"V 'kCn  rFkk lkQ mPpkj.k bl ?kjkus dh ekSfyd fo'ks"krk gSA 

ia0 tljkt th ds vuqlkj& 'kq) ok.kh ¼lkQ mPpkj.k½ 'kq) eqnzk ¼lgh vfHkO;fDr½ gh xk;dh dks lqUnj cukrh gSA  
2- Hkko iz/kku o HkfDr rRo ls ;qDr izLrqfr & xhr ds 'kCnksa dk >qdko HkfDr laxhr ls gksuk bl ?kjkus dh futh fo'ks"krk gSA 

Hkko iz/kku xhrksa }kjk Hkxon~ vkjk/kuk djds [;ky xkuk esokrh ?kjkus dh xk;dh esaa lkSan;Z rFkk feBkl dks ?kksy nsrk gSA  

nqYkZHk rFkk vizpfyr jkxksa dk xk;u & esokrh ?kjkus dh xk;dh esa 'kq: rFkk izpfyr jkxksa ds ctk; ijijkaxr nqYkZHk jkxksa dk xku 

Hkh gksrk gSA 

tSls& ukud eYgkj] ukx/ofu dkUgM+k [kekt cgkj] uV ukjk;.kh 'kq) uV] HkSjo cgkj] /kqfy;k eYgkj bR;kfnA 

rhuksa lIrdksa eas vkokt dk larqfyr foLrkj & bl ?kjkus esa dykdkjkas }kjk vkokt dks ?kqek;k tkrk gS] e/;] eanz rFkk rkj lIrd 

ds }kjk jkx dh vkykipkjh] likV rkuksa dk iz;ksx djds jkx dk foLrkj djrs gSA  

esokrh ?kjkus esa ia0 tljkt th dh xk;dh ds rRo 

esokrh ?kjkus dks yksdfiz; cukus esa ia0 tljkt th dh vge Hkwfedk gSA ia0 tljkt th us esokrh ?kjkus dh ikjaifjd 'kSyh dks 

cuk, j[krs gq, mleas Hkko] HkfDr o uokpk dk leUo; fd;kA budh xk;dh ds rRo fuEu izdkj ls gSA  

1- Hkkoiz/kkurk 

esokrh ?kjkus dk fof'k"V xq.k Hkko iz/kkurk gh gS blhfy;s ia0 tljkt th us blh ikjaifjd 'kSyh dks viukdj viuh xk;dh eas 

Hkko i{k dks iz/kku cuk;s j[kkA 

budh xk;dh esa HkfDr jl] d:.k jl] rFkk 'kkafr jl dk vuqHko gksrk gS tks vR;Ur Hkkoiw.kZ izrhr gksrh gSA 

2- gosyh laxhr dh ijaijk& 

ia0 tljkt th us viuh xk;dh esa ikjaifjd czt ds fuc) xhr ftlesa jk/kk d`".k ds J`axkj ls ysdj vkjrh rd ds inkas dk 

xku gksrk Fkk ftUgs gosyh laxhr dgk x;kA bl gosyh laxhr dh ijaijk dks ia0 th us viuh xk;dh ls izpfyr fd;kA 

vr% esokrh ?kjkus esa gosyh laxhr dh ijaijk dk izkjEHk ia0 tljkt th }kjk gh ekuk tkrk gSA 

3- tljaxh tqxycanh& 

ia0 tljkt th us vk/kqfud [;ky dks ,d u;k vk;ke fn;k ftls tljaxh dgk x;kA 

bl iz;ksx esa iq:"k rFkk efgyk xk;d vius&vius ewy Ldsy ls jkx dk xk;u dj ldrs gSaA ewPNZuk ij vk/kkfjr ;g iz;ksx 

[;ky esa uokpkj gSA  

4- es:[k.M i)fr dk iz;ksx& 

es:[k.M i)fr Loj&foU;kl ij vk/kkfjr gSA blesa Lojksa dh fofo/k la;kstu J̀a[kyk,a 'kkfey gSA ;s ia0 tljkt th dh xk;dh 

eas es:n.M dk lkSan;Z >dyrk gS mUgkasus es:[k.M dks Hkko ls tksM+k D;ksafd HkkokfHkO;fDr esokrh ?kjkus dk iz/kku xq.k gSA  

ia0 tljkt th ds izeq[k f'k"; 

esokrh ?kjkus dh xk;dh dks izpfyr o laof/kZr djus esa ia0 tljkt th dk uke vxz.kh gSA bl ?kjkus dh HkkoukRed xgjkbZ] 

HkfDr laxhr] es:[k.M rFkk likV rkuksa dk larqyu] o vk/;kfRedrk ds lkFk lkSan;Z rRo bR;kfn dk laiw.kZ jl iafMr tljkt th 

dh xk;dh esa fnXnf'kZr gksrk gSA  

ia0 tljkt th us esokrh ?kjkus dh blh ijaijk dks vius f'k";ka esa Hkh gLrkUrfjr fd;kA buds dqN izeq[k f'k";ksa ds uke tks ns'k 

esa gh ugha  fons'kksa esa Hkh iz[;kr gSA  

muds f'k";ksa ds ek/;e ls esokrh ?kjkus dh ijaijk vkt varjkZ"Vªh; Lrj ij LFkkfir gSA  

dqN izeq[k f'k";x.k 

❖ latho vH;adj 

❖ jru eksgu 'kekZ 

❖ r`fIr eq[kthZ 

❖ vafdrk tks'kh 

❖ dyk jkeukFk ¼ok;fyu oknd½ 

❖ 'k'kkad lqczE;eu ¼ckalqjh oknd½ 

❖ yksds'k vkuan ¼'kgukbZ oknd½ 

❖ jksfgr vkuan 

❖ uhjt ikfj[k bR;kfn 

iafMr tljkt&izeq[k iqjLdkj ,oa lEeku 
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ia0 tljkt th us esokrh ?kjkus dks vUrjkZ"Vªh; Lrj dh [;kfr fnyokbZA ia0 th esokrh ?kjkus ds ,dek= ,sls dykdkj gS 

ftuds iqjLdkjks dh yEch lwph gSA  

Hkkjr ljdkj ds fof'k"V lEeku ls ia0 th dk uoktk x;k tks fuEufyf[kr gSA 

❖ Hkkjr ljdkj }kjk dyk {ks= ds fy, 1975 esa ^i| Jh* iqjLdkjA 

❖ fgUnqLrkuh laxhr esa ;ksxnku gsrq ^laxhr ukVd vdkneh iqjLdkj 1987 esaA 

❖ laxhr {ks= eas fof'k"V lsok ds fy, ^i| Hkw"k.k* 1990 esaA 

❖ Hkkjr dk nwljk loksZPp ukxfjd lEeku o"kZ 2000 esa ^i| foHkw"k.k* 

❖ laxhr ukVd vdkneh QSyksf'ki 2004 esaA 

❖ e/; izns'k 'kklu }kjk yrk eaxs'dj vokMZ o"kZ 2008 esa  

❖ Lokfr laxhFkk iqjLdkje 2013 esaA 

❖ vesfjdk esa buds uke ij ,d {kqnzxzg (Pandit Jasraj) dk ukedj.k 2019a easA 

❖ vusd fo'ofo|ky;ksa }kjk ^ekun MkDVjsV mikf/k 

bR;kfn vusdksa lEeku ia0 tljkt th dks izkIr gq, rFkk blds tfj, bUgkasus esokrh ?kjkus dh yksdfiz;rk dks 'kh"kZ rd igqapk;kA  

fu"d"kZ 

izLrqr 'kks/k i= esa geus esokrh ?kjkus dh iajijk dks ia0 tljkt th }kjk vkRelkr djds mlesa uohur rFkk ekSfydrk dk laxe 

izLrqr dj esokrh ?kjkus dks yksdfiz; djus esa ia0 th dk ;ksxnku geus Hkyh Hkkafr ns[k fy;k gSA  

ia0 tljkt th esokrh ?kjkus ds ,sls nSnhI;eku lw;Z Fks ftUgksus esokrh ?kjkus dh ijiajk dks ,dfu"B izokg fn;k rFkk uohu 

vk;keksa }kjk esokrh ?kjkus dks vU; izfl) ?kjkukas ds led{k ykdj [kM+k dj fn;kA 

vr% vxj esokrh ?kjkus dks ia0 tljkt th dk i;kZ; dgs rks vfr';ksfDr u gksxhA 

lanHkZ xzUFk lwph 

1- jljkt ia0 tljkt] lquhrk cqf)jk[kk 

2- iqf"VekxhZ; eafnjksa dh laxhr ijEijk&gosyh laxhr] izks0 lR;Hkku 'kekZ  

3- fgUnqLrkuh 'kkL=h; laxhr dh ?kjkuk ijaijk] 'kaHkwukFk feJk euksjek 'kekZ 

4- Tradition of Hindustani Music euksjek 'kekZ 

5- Mewati Gharana in the rich heritage of Khayal Gayan, Research Paper, Bhavya Saraswat, 
6- SANGANA (Sangeet Natak Academy Journal) 
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