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EDITORIAL
Jewellery, among tribal communities, is far more than ornamentation. It is memory cast in

metal and bead, identity worn on the body, and knowledge transmitted without script. Across India—
and particularly in culturally vibrant regions like Odisha—tribal jewellery embodies an extraordinary
convergence of ecology, ritual, aesthetics, and social organisation. The present volume, Traditional
Tribal Jewellery, brings together eighteen scholarly contributions—eleven in English and seven in
Odia—that collectively document, analyse, and re-interpret this rich material culture at a critical historical
moment.

The central question that implicitly and explicitly runs through this volume is compelling: Is
tribal jewellery disappearing, or is it transforming? In an age marked by rapid socio-economic
change, market integration, displacement, and cultural homogenisation, traditional forms of adornment
appear increasingly vulnerable. Yet, as the essays in this collection convincingly demonstrate, tribal
jewellery is not merely a relic of the past; it is a living, adaptive cultural form negotiating continuity and
change.

The opening conceptual contribution,”Is Tribal Jewellery Disappearing? Exploring
Conservation and Sustainable Livelihood Opportunities”, sets the thematic framework of the volume
by positioning tribal jewellery at the intersection of cultural heritage and socio-economic empowerment.
It argues that vulnerability does not necessarily imply disappearance, and that with appropriate policy
support, ethical market linkages, and skill revitalisation, traditional jewellery can be conserved while
simultaneously serving as a sustainable livelihood option. This perspective resonates across several
contributions in the volume, especially those engaging with craft revitalisation, market forces, and
artisan agency.

A strong anthropological foundation underpins this collection. Articles such as “Nature’s Beauty
Translated into Tribal Jewellery” and “Traditional Jewellery of the Tribes of Odisha” foreground
the deep ecological embeddedness of tribal ornamentation. The use of locally available materials—
seeds, shells, bones, wood, beads, metals, and semi-precious stones—reveals an intimate relationship
between communities and their environments. Jewellery here emerges as a cultural response to landscape,
scarcity, and creativity, shaped through generations of apprenticeship and embodied knowledge.

Several essays focus specifically on Odisha, a state with remarkable tribal diversity. Detailed
ethnographic accounts of the Bonda, Dongria Kandha, Saora, Juang, Gadaba, Kutia Kandha,
Chuktia Bhunjia, Santal, Koya, and Gond communities highlight how jewellery functions as a
visual language encoding age, gender, marital status, clan affiliation, ritual protection, and social hierarchy.
These studies reinforce the idea that tribal jewellery must be read as material culture and cultural
text, rather than merely as decorative art.

Of particular significance are contributions on Particularly Vulnerable Tribal Groups
(PVTGs), which document bead-making traditions and elaborate adornment practices among
communities such as the Bonda, Dongria Kandha, Chuktia Bhunjia, and Kutia Kandha. Despite material
poverty and limited access to precious metals, these communities exhibit extraordinary aesthetic
richness. Their jewellery practices challenge conventional notions of value, reminding us that cultural
wealth often flourishes under conditions of economic marginalisation.

Gender and agency form another important axis of analysis in this volume. The essay adopting
a feministic perceptual approach offers valuable insights into how tribal women negotiate tradition,
choice, and self-expression in wearing jewellery. It nuances the debate beyond parochial interpretations



of culture, revealing generational shifts where younger women increasingly assert individual preference
alongside inherited norms. Such perspectives are crucial for understanding cultural change from within
rather than imposing external narratives of loss.

The Santal-focused contributions are particularly noteworthy for their theoretical depth. By
conceptualising jewellery as embodied memory and living archive, these essays move beyond
descriptive ethnography to engage with questions of history, survival, and resistance in oral societies.
Ornaments are shown to preserve ancestral knowledge, encode historical experience, and even serve
economic functions during times of hardship. This framing powerfully challenges museum-centric or
fossilised views of tribal artefacts.

Importantly, this volume is bilingual in spirit and scholarship. The inclusion of seven
articles in Odia is not merely symbolic but substantive. These contributions, rooted in local language
and regional scholarship, enrich the volume by offering culturally nuanced perspectives that might
otherwise remain inaccessible to wider academic discourse. Together, the English and Odia articles
create a dialogic space where local knowledge systems and formal academic inquiry meaningfully
intersect.

As a whole, Traditional Tribal Jewellery makes a compelling case for moving beyond the
rhetoric of disappearance. The essays collectively argue for documentation, community-centred
conservation, ethical branding, museum collaboration, and integration with livelihood
programmes such as handicrafts, cultural tourism, and value-added tribal enterprises. They also
underline the responsibility of scholars, policymakers, and institutions to treat tribal jewellery not as an
exotic commodity, but as a dynamic heritage requiring sensitive engagement.

In conclusion, this volume is both timely and significant. It serves as a cultural archive, an
academic resource, and provides inputs for policy-relevant intervention. By foregrounding tribal voices,
lived practices, and regional scholarship, Tribal Jewellery contributes meaningfully to the broader
discourse on indigenous knowledge systems, cultural sustainability, and inclusive development. It
reminds us that what is worn on the body often carries the weight of history, identity, and future
possibility.
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Is Tribal Jewellery Disappearing? :
Exploring Conservation and Sustainable Livelihood

Opportunities

A.B. Ota*

Abstract:

Tribal jewellery is a profound expression of cultural identity, traditional
knowledge, and artistic ingenuity. Across the globe and especially in culturally rich
countries like India - tribal jewellery has historically embodied ritual significance,
social affiliation, and material culture. Yet in the era of globalization and rapid socio-
economic transformation, many tribal ornamentation forms are perceived to be under
threat of vanishing. This concept paper critically examines whether tribal jewellery
is truly vanishing, what factors contribute to its vulnerability, and how it can be
conserved and revitalised as a sustainable livelihood option for tribal communities.
Central to this study is the linkage between traditional craft preservation and socio-
economic empowerment, including mechanisms such as skill revitalisation, market
intervention, policy support, and ethical branding.

Keywords: tribal jewellery, cultural heritage, traditional knowledge, sustainable
livelihoods and socio-economic empowerment.

1. Introduction

Jewellery has always been more than ornamentation in tribal societies. It is a
repository of history, symbolism, and identity. Tribal jewellery designs, materials, and crafting
techniques are deeply intertwined with community cosmologies, ecological environments,
and social structures. The global market for traditional crafts—including tribal jewellry—is
reported to be worth billions, illustrating its contemporary economic relevance as well as
aesthetic resonance among diverse consumers. Articles Factory

However, the sustainability of tribal jewellery traditions faces multiple pressures:
generational shifts, loss of transmission of craft knowledge, market exclusion, and competition

* A former Professor in Anthropology, Revenue Divisional Commissioner, Director, SCSTRTI &
Odisha State Tribal Museum, Odisha and former Advisor, Tribal Museum, Rashtrapati Bhavan.
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from mass-produced manufactured goods. In many regions, younger generations increasingly
migrate to urban areas in pursuit of mainstream education and employment opportunities,
thereby weakening the village-based transmission of jewellery craft tradition. Evaluating
whether these dynamics amount to a vanishing heritage— and if so, whether it is reversible
through conservation and economic integration—constitutes the core objective of this paper.

2. Defining Tribal Jewellery and Its Cultural Significance

Tribal jewellery refers to ornamentation traditionally produced and worn by
indigenous communities. It is distinct from mainstream jewellery in that tribal pieces are
often handcrafted entirely by community artisans, using materials available locally such as
beads, metals (e.g., silver, brass), shells, wood, stones, and natural fibres. Traditional motifs
and patterns carry meanings associated with rites of passage, marriage, spiritual protection,
social status, and community narratives.Handicrafts.nic.in

2.1 Anthropological and Cultural Context

From the Lamkang tribe’s jewellery systems in Northeast India to Banjara and
Bastar ornamentation in other regions, tribal jewellery functions not merely as
adornment, but as an embodiment of cultural knowledge and practice. Jewellery
elements can signify gender, age, marital status, and clan identity, and many pieces
possess mnemonic Value—that is, they encode elements of myth, history, or
cosmological beliefs within abstract representations.jneis.com

2.2 Symbolism and Social Function

Traditional jewellery often serves in ritual and ceremonial functions—worn during
festivals, weddings, and social gatherings. Some pieces embody cosmological protection,
believed to ward off malevolent forces, while others denote authority or community rank.
There is rich diversity in forms, ranging from necklaces and bracelets to anklets, armlets,
nose rings, and headdresses—each with specific materials and crafting techniques suited
to local ecology and cultural symbolism.Handicrafts.nic.in

3. Is Tribal Jewellery Vanishing? Evidence and Perspectives

The question of whether tribal jewellery is “vanishing” needs to be situated within
broader discussions of cultural change, economic transformation, and globalization.

3.1 Loss of Traditional Knowledge and Transmission

One of the major challenges tribal jewellery faces is the erosion of traditional
knowledge transmission. As younger members of tribal communities increasingly migrate
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for education or work, the intergenerational transfer of craft skills—traditionally learned
through apprenticeship within families or communal workshops—declines. This threatens
not only jewellery making itself but the complex cultural meanings embedded within these
practices. In many tribal systems, oral tradition and hands-on mentorship are foundational
for craft knowledge to survive.EDUREV.IN

3.2 Socio-economic Pressures and Market Challenges

Tribal artisans frequently inhabit remote areas with limited access to markets,
exposing them to exploitation by middlemen and loss of value capture. Without direct
market access, artisans sell at low prices, discouraging younger generations from continuing
these crafts. Problems such as weak transportation, limited broadband connectivity, and
absence of business literacy further constrain tribal crafts’ sustainable commercialization.
Tribal Studies Notes

3.3 Cultural and Lifestyle Transformation

Modernization brings cultural assimilation. As rural tribal communities shift towards
new forms of livelihood, traditional practices—including jewellery making—are sometimes
regarded as obsolete or economically non-viable. This can lead to commodification that
strips jewellery of its deeper cultural significances, reducing it to mere aesthetic products
for tourist consumption. etribaltribune.com

4. Conservation Pathways for Tribal Jewellery

Conserving tribal jewellery traditions requires multidimensional strategies at both
community and institutional levels.

4.1 Skill Training and Workshops

Several initiatives demonstrate the impact of structured training programs that
revitalise traditional jewellery craftsmanship. For example, a workshop on traditional bead
jewellery making in Jamshedpur brought together artisans from Jharkhand, Odisha, West
Bengal, and Arunachal Pradesh, enhancing both technical skill and cultural pride.

Apart from technique, such programs often focus on cultural exchange and inter-
tribal dialogue, fostering collective identity and cross-learning. The Times of India

Similarly, training programs supported by agencies such as the Small Industries
Development Bank of India (SIDBI) in Northeast India have focused on equipping local
artisans with skills in traditional jewellery making with an explicit livelihood orientation.
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Such interventions often accompany business training and financial literacy support,
empowering artisans to form micro enterprises. Arunachal Times

4.2 Documentation and Archiving

To confront the vulnerability of intangible cultural heritage, documentation of designs,
techniques, and meanings associated with tribal jewellery is crucial. Establishing archives,
digital repositories, and exhibitions helps ensure that these traditions remain accessible to
future generations while enabling academic and artistic engagement.

4.3 Brand Creation and Market Linkages

An innovative conservation strategy is branding tribal jewellery to better access
markets. For example, the Jharkhand government launched “Adiva,” a state-branded
tribal jewellery line, to showcase indigenous jewellery through official channels and markets.
This not only legitimises the craft but also builds consumer recognition and value. The
Times of India

Brand-oriented approaches help connect tribal jewellery artisans with both domestic and
international consumers willing to pay premium prices for authentic, culturally rich, and
ethically sourced products—thus increasing incomes and enhancing craft sustainability.

5. Tribal Jewellery as a Sustainable Livelihood Option

When thoughtfully integrated with sustainable development frameworks, tribal
jewellery can become more than cultural artifacts—it can anchor sustainable livelihoods.

5.1  Economic Empowerment and Gender Inclusion

Many tribal communities traditionally ascribe jewellery making to women.
Integrating jewellery craft into formal livelihood models empowers women economically,
enhances family incomes, and strengthens gender equity. Moreover, connecting artisans
with cooperatives and market platforms increases bargaining power and income stability.

5.2 Eco-friendly Materials and Cultural Sustainability

Tribal jewellery often uses sustainable, locally sourced materials such as
recycled metals, seeds, beads, and natural fibres. This aligns with the global movement
towards ethical and eco-conscious fashion—where consumers seek products with low
environmental impact and strong cultural narratives. In Thailand, mountain tribe jewellery
artisans have transformed traditional materials—often recycled or indigenous metals—
into eco-jewellery that resonates with global sustainable fashion trends.kyochonth.com
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Such practices not only sustain ecological integrity but provide competitive advantage in
markets prioritizing sustainability.

5.3 Linking to Broader Sustainable Livelihood Frameworks

Integrating tribal jewellery into broader livelihood strategies involves combining
craft development with heritage tourism, online marketplaces, cooperative branding, and
design innovation. These strategies reflect global sustainability frameworks that emphasize
cultural preservation, environmental stewardship, and inclusive economic growth.

For example, forest-based ecotourism as part of sustainable tribal livelihood
strategies has been studied for its ability to balance conservation with community income
generation—suggesting that heritage crafts like jewellery can be part of a broader eco-
tourism appeal.tijmr.org

6. Policy and Institutional Support

Sustainable revitalization of tribal jewellery traditions requires supportive policy
frameworks.

6.1 Legal Protections and Intellectual Property

Protection of traditional knowledge, motifs, and local designs through geographical
indications (GI), trademarks, or collective branding can guard against cultural
appropriation—where dominant cultural players co-opt indigenous designs without consent
or compensation. The UN Declaration on the Rights of Indigenous Peoples underscores
the importance of protecting indigenous intellectual property and cultural
heritage.heritageuniversityofkerala.com

6.2 Government and NGO Partnerships
Government initiatives (e.g., handicraft development missions) and NGO

collaborations provide essential infrastructure for material procurement, design innovation,
market access, and training. Linking such programs with microcredit schemes, cooperative
structures, and business development services creates pathways for artisanal clusters to
thrive economically.

6.3 Sustainable Development Goals (SDGs)
Revitalisation of tribal jewellery crafts directly aligns with several SDGs, including

Goal 1 (No Poverty), Goal 5 (Gender Equality), Goal 8 (Decent Work and Economic
Growth), Goal 12 (Responsible Consumption & Production), and Goal 15 (Life on Land)—
particularly where sustainable materials and cultural ecosystem values are intrinsic to the
craft.
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7. Challenges and Risks of Conservation Strategies

While growing recognition of tribal jewellery has led to several conservation initiatives
and livelihood-oriented interventions, the process of revitalisation is complex and fraught
with challenges. Efforts to conserve and commercialise tribal jewellery operate at the
intersection of culture, economy, and identity, where poorly designed strategies can
inadvertently undermine the very traditions, they seek to protect. It is therefore essential to
critically examine the risks associated with conservation-driven market integration,
particularly in relation to cultural integrity, equity, sustainability, and community ownership.

7.1 Cultural Commodification

One of the most significant challenges in conserving tribal jewellery is the risk of
cultural commodification. As tribal ornaments increasingly enter commercial and global
markets, there is a growing tendency to redesign them purely to suit contemporary consumer
preferences. Such market-driven adaptations often prioritise aesthetics, uniformity, and
trend alignment over cultural symbolism, ritual significance, and indigenous narratives. When
this occurs, jewellery risks being reduced to a decorative product divorced from its cultural
context, thereby undermining its role as a carrier of identity, collective memory, and traditional
knowledge. Over time, this process can dilute distinct regional and tribal styles, leading to
cultural homogenisation and the erosion of indigenous aesthetic diversity.

7.2 Uneven Distribution of Economic Benefits

A second major risk lies in the uneven distribution of economic benefits along the
value chain. In the absence of well-structured, community-owned enterprises and
transparent marketing systems, the financial gains generated from tribal jewellery frequently
accrue disproportionately to intermediaries—such as traders, designers, exporters, and
retailers—rather than to the artisans themselves. Many tribal producers lack direct access
to markets, pricing information, branding tools, and negotiation power, which makes them
vulnerable to exploitation. Consequently, while tribal jewellery may command premium
prices in urban boutiques or international markets, artisans often receive only marginal
compensation for their labour, skill, and creativity. Such inequities not only perpetuate
economic injustice but also weaken incentives for younger generations to continue traditional
craft practices.

7.3 Dependency on External Funding and Project-Based Interventions

Another critical concern is the risk of dependency on external funding and short-
term, project-based interventions. Government schemes, donor-funded programmes, and
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NGO-led initiatives have undoubtedly played an important role in reviving interest in tribal
jewellery through training, exhibitions, and market exposure. However, when these
interventions are not accompanied by long-term institutional support and capacity-building,
they may create dependency rather than resilience. Once project funding ends, artisan
groups often struggle to sustain production, access markets, or maintain organisational
structures. Sustainable conservation therefore requires a deliberate transition from externally
driven support systems to artisan-owned enterprises, cooperatives, and self-sustaining
market mechanisms that ensure continuity and autonomy.

7.4 Intellectual Property Appropriation

In addition to economic and structural risks, conservation efforts must contend
with ethical challenges related to intellectual property appropriation. Tribal motifs, symbols,
and design elements are frequently copied and commercialised by mainstream designers
and corporate brands without consent, attribution, or benefit-sharing. In the absence of
adequate legal protection and community awareness, such practices erode collective cultural
ownership and weaken trust in market engagement. Addressing this challenge necessitates
the development of legal safeguards, collective intellectual property frameworks, and
awareness-building among artisans to ensure that conservation strategies remain ethically
grounded, culturally sensitive, and firmly rooted in community agency.

8. Recommendations

To ensure that tribal jewelry traditions are not merely preserved as museum artefacts
but continue to thrive as living practices and sustainable livelihoods, a multi-pronged and
integrated approach is essential.

8.1 First, comprehensive documentation projects should be undertaken to systematically
record traditional designs, materials, techniques, and cultural meanings associated
with tribal jewellery. Such documentation—through ethnographic studies, visual
archives, and digital repositories—serves as a safeguard against knowledge loss
and provides a foundation for education, research, and intergenerational
transmission.

8.2 Second, community-centred skill development programmes must be prioritised.
These should go beyond technical training to include business skills, financial literacy,
quality control, and basic digital competencies. Training initiatives are most effective
when they build upon existing indigenous knowledge systems and involve master
artisans as mentors, thereby reinforcing community pride and ownership.
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8.3 Third, brand development and online market platforms should be strengthened to
ensure fair pricing, transparency, and wider market access. State-supported or
cooperative brands can help authenticate products, communicate cultural narratives,
and reduce dependence on exploitative intermediaries. Digital platforms, when
appropriately supported, can connect artisans directly with ethical consumers at
national and global levels.

8.4 Fourth, policy interventions are crucial for creating an enabling ecosystem. These
include legal protections such as Geographical Indications (GI), collective
trademarks, and safeguards for traditional knowledge, as well as institutional
marketing support through exhibitions, fairs, and government procurement channels.

8.5 Fifth, integration with cultural and heritage tourism offers significant potential. Tribal
jewellery gains meaning and value when presented as part of a broader cultural
experience—through museums, festivals, craft villages, and eco-tourism circuits—
allowing visitors to engage with the stories, landscapes, and communities behind
the craft.

8.6 Finally, sustainable material sourcing must be promoted to ensure that conservation
efforts align with ecological stewardship. Encouraging the use of recycled metals,
locally available natural materials, and environmentally responsible practices
reinforces both cultural and environmental sustainability.

9. Conclusion

Tribal jewellery is far from being a mere relic of the past; rather, it represents a
living tradition that embodies deep cultural, spiritual, and socio-economic significance.
While multiple forces—ranging from market pressures to cultural transformation—pose
threats to its continuity, these challenges are not insurmountable. Strategic conservation,
grounded in the convergence of community-led training, supportive policy frameworks,
ethical marketing practices, and ecological sustainability, can not only arrest the decline of
tribal jewellery traditions but transform them into robust and resilient livelihood options.

When approached with sensitivity and respect, tribal jewellery has the potential to
bridge heritage and modernity—preserving cultural continuity while enabling economic
resilience and dignity for tribal communities. Its future lies not in isolation from markets, but
in equitable, culturally informed engagement that allows indigenous artisans to define the
terms of their participation and shape the evolution of their heritage.
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Nature’s Beauty Translated into Tribal Jewellery:
Ancient Craftsmanship and Contemporary Aesthetics

Dr Rajni Lamba*

Abstract:

Tribal jewellery of India is a distinctive art form made by indigenous
communities using locally available natural materials like rough or uncut precious
and semi-precious stones, silver, copper, bone, wood, seeds, leaves and feathers. It
holds deep cultural and spiritual significance, often indicating social status, age,
marital status, and tribal affiliation. Key features include rustic and bold designs,
with variations in craftsmanship, materials, and styles across different tribes and
regions. India is a culturally varied country in terms of crafts and artefacts. Every
tribe in India has its own traditions and beliefs that have shaped its jewellery, crafts,
and artwork. Indian tribal jewellery has a distinct reputation, ranging from ornate
headdresses to intricately crafted earrings. 

The distinctive craft abilities of many tribes and indigenous cultures are
demonstrated by the handcrafted tribal jewellery produced in India. Handcrafted
tribal jewellery is frequently made using methods and customs that have been handed
down through generations and are taught by example and apprenticeship. Indian
tribal decorations are genuinely one-of-a-kind, utilizing a variety of materials ranging
from natural elements like stones, beads, wood, and shells to semi-precious and
precious stones and metals.

In certain cultures, tribal jewellery is a show of seniority and special status,
while others have practical customs and spiritual beliefs. These exquisite decorations,
which continue to flourish and enthral fashion fans worldwide, are a reflection of
socio-cultural traditions. This jewellery, which makes extensive use of wood, ivory,
metal, bones, feathers, nd wild grass, is a creative expression that highlights the
amazing craftsmanship and vision of these diverse cultures.

Keywords: Tribal, jewellery, decoration, craftsmanship, traditions, culture, handcrafted,
adornment

* Senior Anthropologist and CEO of the non-profit, The Rural Environmental Enterprises Development
Society [The REEDS]. Email: drlamba1@gmail.com
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1. Introduction

Mankind, since the earliest times has been giving expression to their inherent
proclivity to artform whether they are in the form of cave paintings, rock art, body decorations
or even the wearing of all forms of embellishments the form of at have been clubbed as
jewellery.  This jewellery may be in the form of random leaves picked up from trees and
strung together to form a crown, a necklace or even bracelets and anklets. Flowers are
commonly used for decorating the hair, hung around the neck and the wrists or even simply
tucked over the ear. Apart from these there are a vast multitude of materials that have been
used and continue to be used as decorative elements favoured by the tribals of India
across all the regions. The pieces of jewellery are typical. They are a result of the coming
together of nature and the creativity of the tribals. Jewellery for the tribal has significance at
a number of levels. Besides, the beauty aspect their ornaments are infused with meaning
and context that is relevant for their spiritual, ritual and esoteric symbolism. Some of these
can be enumerated below:

[i]       Imparting Identity and status: Jewellery indicates social status, age, marital
status, and tribal affiliation within a community.

[ii]     Espirit de Corps and markers of Cultural heritage: It is a testament to the
unique craft skills and rich cultural heritage of different tribes.

[iii] Symbolism: Ornaments can represent spiritual beliefs, functional habits, and a deep
connection to the land and nature. 

Some of these ascribed meanings can be found in the jewellery of the following
tribes:

[i] The Apatani (Arunachal Pradesh): Known for forging iron bracelets and using
red flowers as a decorative element for earrings.

[ii] The Wancho (Arunachal Pradesh): Utilize materials like seeds, beetle wings,
feathers, and bamboo canes.

[iii] The Banjara: A highly popular style of Indian tribal jewellery.

[iv] The Bhil and the Gond (Madhya Pradesh): Gond women wear armlets, anklets,
and necklaces, often made of silver.

[v] The Jaunsari (Uttarakhand): Wear earrings, nose rings (Bulak and Nath), and
necklaces (Utraiyan) that are characterized by intricate designs. 



- 12 -

Banaja 2026

2.   Specialised forms of Jewellery handcrafted by the tribals

When discussing Indian tribal jewellery, the Bastar region of central India leads the
way. An exemplary manifestation is seen in the Dokra Jewellery made by the Bastar Tribe
in Madhya Pradesh. The use of silver in this kind of jewellery is among its most distinctive
characteristics. There are several regional variations to the jewellery observed among the
tribals of India.

A. Dokra Jewellery

Skilled craftspeople produce elaborate Dokra jewellery designs using a unique process
called Dokra. Additionally, the artisans create one-of-a-kind pieces like the Dokra anklets,
which have become incredibly famous, by incorporating beads, pearls, and feathers into
their work. These beautiful crafts of the tribal pieces of jewellery have a very long history
to tell the world about its royalty and heritage. The story of dokra traces back more than
4000 years. The existing shreds of evidence say
this Indian tribe’s jewellery belongs to the earliest
civilisation i.e. Mohenjo-Daro and Harappa
civilizations. The unique name of this Indian tribal
jewellery is derived from the tribes who were
traditional metalsmiths from theWest Bengal and
Odisha. This traditional metalsmith was known
there as “Dhokra Damar”.Dokra jewellery is made
by the mentioned tribe known as Dokra Damra.
These tribes used a unique style of handcraft
famously called the lost wax casting technique.
Dokra handmade jewellery is a popular craft form
practised in the villages of Odisha, West Bengal
and Chhattisgarh. Besides these, the presence of these tribes who make Dokra jewellery
is also found in Jharkhand, Rajasthan and Kerala and Telegana. Indian Villez works closely
with the artisans, experiencing the passion and dedication of craftsmen and provides a
market for this range of tribal jewellery. This lost-wax technique which is named after the
Dokra Damar tribe can also be found in international countries of China, Egypt, Malaysia,
Nigeria and Central America.

Dokra Jewellery’s beauty lies in the rustic shade which is famous all around the world.
Dokra horses, elephants, peacocks, religious idols and measuring bowls and a lot of others
are famous artefact of the Dokra jewellery. Distinctive, detailed and enchanting folk or

Fig-1: A dokra work necklace
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traditional motifs Dokra jewellery is an edge over all handcrafted jewellery techniques.
This eye-catching artefact is created using scrap materials. Brass is one of the main materials
and the artefacts are filled with clay. Natural resources such as wax, resin, wood from the
forest and riverbed clay are used by the craftsman. Areas, where the production happens
on a large scale, have a detailed process to make the handmade Dokra Jewellery. First, a
hole is dug in the ground for heating purposes which acts as a firing oven but with time the
availability of raw materials has changed its course. In today’s process, the metals used in
making the artefacts are available in the form of wires in different shapes and diameters.
The Artisans of Dokra Jewellery work with extreme dedication to make these fine pieces
of jewellery.

In today’s world Dokra handmade or the Dokra Tribal Jewellery also has contemporary
pieces to make them look fashionable and style statement. Dokra jewellery can be one of
the finest pieces to style with your office wears, casual wear or parties.

B. Rajasthani Tribal Banjara Jewellery

One of the most popular types of Indian tribal
jewellery is banjara. It is distinguished by its striking
and original designs, vibrant and striking patterns,
and the use of various materials throughout the
jewellery-making process. This type of tribal
jewellery is exquisitely adorned with cowrie shells,
beads, coins, and other embellishments. One of the
most well-known styles of Banjara jewellery is the
Kasliwal jewellery.

C. Tribes in the Northeast and their Jewellery

Numerous indigenous tribes with distinctive jewellery-
making styles can be found in the northeastern parts of India.
Bamboo, grass, and other natural materials are used by the
Khasi people, who are mostly from Meghalaya, to create a
unique style of tribal jewellery. To make their jewellery more
appealing, the Khasi tribe’s craftspeople use feathers and beads
to give their creations an intriguing appearance.

Fig-1: A  piece featuring
Kasliwal jewellery

Fig-3: Traditional
Tibetan Silver Earrings
Collection Handcrafted
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The Garo people from Meghalaya make the distinctive Garo jewellery. They have a
unique piece called the Gorvor necklace, which is made with brass beads and features a
design that represents nature.

Incredibly beautiful indigenous jewellery is produced in our north-eastern states.
Among the most well-known types of traditional jewellery from the area are:

1. Naga Jewellery

2. Jewellery from the Mizo

3. The Bodo and Tiwa tribes from Assam make jewellery

4. Jewellery made by the Hmar people in Mizoram 

D.  Tibetan Jewellery

This form of jewellery is crafted from colourful beads and silver metal and comes in
elaborate designs and sizes. There is a special type of bridal jewellery with specific pieces
that adorn only the bride.

E. Jewellery of the Jharkhand ad Bihar Tribals

Additionally, tribal jewellery has a long tradition among
the tribes of the neighboring states of Bihar and Jharkhand.
They have a unique type of choker that both men and women
wear: the Hansuli necklace.

F.  Himachal Pradesh’s Chamba Tribal Jewellery

The tribes of Himachal Pradesh have a rich cultural past.
Furthermore, the rich tribal jewellery history of the area is
personified by the Gujjar necklace, anklets, and bracelets. In this area, Himalayan earrings
are very well-known.

Some tribes use a delicate method of twisting wires into
complex forms and adorning them with beads or stones, while
other tribes make their handcrafted tribal jewellery using clay or
wax casting. Certain tribes in Bengal are skilled in making
handmade tribal jewellery out of terracotta, which is manufactured
by firing clay in a kiln.

Fig-4: A Hansli
necklace made by
the Jharkhand and

Bihar tribes
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Indian tribal ornaments have been increasingly popular over the world, and Indian
ethnic jewellery is not just popular among Indians. These days, a lot of people purchase
handcrafted tribal jewellery online or at various international shows. Many of the modern
forms of jewellery outlets are patronizing the tribal elements and designs and these are
having international appeal as compared to the typical Indian jewellery styles of regions like
Rajasthan, Gujarat, Jammu and Kashmir, the temple jewellery of the Southern parts of the

country and numerous typical form of jadau, meenakari, kundan pocki and others.

3. Materials and crafting of Tribal Jewellery

Tribal jewellery is crafted from materials found in the natural environment, such as
silver, brass, bone, wood, seeds, shells, and feathers. The aesthetic attraction of this jewellery
is its bold, rustic, and earthy, with raw, unpolished finishes. The tribal artisans use techniques
like engraving, embossing, beadwork, and filigree to create intricate details. Common
materials include oxidized silver, a brass-like alloy called Dokra, glass beads, and natural
elements like horns and bamboo. Tribal jewellery is characterized as unique handcrafted
jewellery pieces that represent the unique history and culture of a particular group. Due to
its great cultural significance, tribal jewellery is frequently passed down as an heirloom. 

Maharashtra has a throwing range of tribal jewellery and some of its most famous
jewels of the tribes include, a traditional necklace known as the Kolhapuri Saaj, a silver
bangle known as Tode, Nath and many other things. 

These tribal embellishments are created using a variety of techniques that are
specific to each tribe.  The Banjara tribe of Rajasthan makes tribal jewellery out of
coins, beads, and cowrie shells, while the Khasi tribe of Meghalaya makes elaborate
jewellery out of dried grass.

(i) Seven exquisite pieces of jewellery of the Indian tribes

In certain cultures, tribal jewellery is a
show of seniority and special status, while others
have practical customs and spiritual beliefs. These
exquisite decorations, which continue to flourish
and enthral fashion fans worldwide, are a reflection
of socio-cultural traditions. This jewellery, which
makes extensive use of wood, ivory, metal, bones,
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feathers, and wild grass, is a creative expression that highlights the amazing craftsmanship
and vision of these diverse cultures.

(ii) Garo, Khasi and Jaintia Hill Tribes in Meghalaya

The indigenous people of Meghalaya
adorn themselves with narrow glass fluted stems
of Garo and red coral beads of Jaintia and Khasi.
Bracelets, trinkets, belts, earrings, and necklaces
are made from these gorgeous beads and stems
and are worn on special occasions and by some
people every day. During the “Lahoo” dance, the
women don headdresses that appear stunning.

(iii) The Tribes of Bastar in Madhya Pradesh and Chhattisgarh

They are especially well-known for making
beautiful necklaces out of one-rupee coins, which
are widely used all throughout the country. In
addition, they manufacture commercially popular
necklaces, headpieces, earrings, and other
accessories using glass, silver, wood, peacock
feathers, and other unusual metals, together with
grass, natural beads, and wildflowers.

(iv) The Banjara Tribes of Rajasthan

Chunky, vibrant jewellery created from
shells, coins, beads, and metallic mesh is worn by
the Banjaras, a nomadic group that lives in parts
of Gujarat and Rajasthan. Additionally, they
decorate them with Banjara tribal art, which they
also incorporate into belts, shoes, bags, and other
items.

(v) The Wancho tribe of Arunachal Pradesh

Beetles, feathers, seeds, and bamboo canes are all utilized by the Wancho tribe to
adorn their jewellery. The Karka Gallong women wear headdresses adorned with the
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feathers of the huge Hornbill bird and adorn
themselves with coils of iron rings as earrings. The
Apatani tribe also produces iron bracelets that
resemble renowned red blossoming flowers and
are worn as earrings.

(vi) Tribes of Maharashtra-Halba

The Halba tribe of Maharashtra crafts
beautiful braids known as Khosas and eye-
catching ear piercings known as Khinwas using
metals including silver, gold, aluminum, and brass.
Additionally, they adorn their bodies with phuli,
which are nose piercings. In this tribe, tattoo
jewellery is particularly popular among the guys.

(vii) Tribes of the Konda Kapus in
Karnataka

The Konda Kapur tribes mostly use copper
and silver coins to create beautiful decorations, which
have gained a high value among contemporary
antique collectors.  Folk women also wear these
necklaces on important occasions, which are
primarily made from 25 and 50 paisa coins.

(viii) Tribes of Chamba, Kangra, Mandi, and Kullu in Himachal
Pradesh

During their regional festivals, the Chamba,
Kangra, Mandi, and Kullu tribes in Himachal
Pradesh display their exquisite ornate daggers,
anklets, iron-headed bangles, collar-like decorations
called Hansalis, and silver chokers called Kachs.
Women in this tribe also adorn their headdresses
with this distinctive feature, which is awash in silver and color.
4. Modern Influence, Preservation and Propagating the Creativity of the

Tribes

While traditional tribal jewellery continues to be valued within indigenous
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communities, it has also gained popularity in the broader market. Designers and jewellers are
increasingly incorporating tribal elements into contemporary jewellery, bringing these ancient
crafts to a wider audience. This fusion of traditional and modern styles helps preserve
tribal artistry and provides economic opportunities for tribal artisans.

However, it is crucial to approach this trend with respect for the cultural heritage
and intellectual property of the tribal communities. Ensuring fair compensation and recognition
for the artisans is essential in maintaining the authenticity and sustainability of tribal jewellery
traditions.

5. Conclusion

Tribal jewellery of India is a vibrant expression of the country’s cultural diversity
and artistic heritage. Each piece is a testament to the rich traditions, beliefs, and lifestyles of
India’s indigenous communities. The cultural significance of tribal jewellery extends beyond
its aesthetic appeal, encompassing aspects of identity, spirituality, and social customs. As
interest in tribal jewellery grows, it is important to celebrate and preserve these unique
traditions, ensuring that the voices and craftsmanship of tribal artisans continue to thrive.

In terms of cuisine, attire, and tribal jewellery, every community in India, a melting
pot of diverse cultures and races, has something special and breathtaking to offer. The
traditional tribal jewellery is a tribute to our great past, from the Chamba rumaal’s unique
design to the Hansuli necklaces of royal appeal. It is more crucial than ever to preserve the
essence of our traditional roots and legacy in the face of urbanization and industrialization.
As a result, India’s captivating tribal jewellery history has caught the eye of the discerning
populations of the world of art for many years.
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Traditional Jewellery of the Tribes of Odisha:
A Cultural Tapestry of Identity, Heritage and Aesthetics

Shikha Patra*

Abstract:

The tribal communities of Odisha possess a rich cultural heritage, expressed
vividly through their jewellery.  Tribal traditional jewellery, crafted from locally
available materials such as beads, shells, metals, and natural fibres, serves not only
as aesthetic adornments but also as markers of social identity, marital status, age,
and spiritual beliefs. Each tribe, including the Bonda, Juang, Gadaba, Saora, Santal,
Dongria Kondh, Chuktia Bhunjia, and Kutia Kandha, has preserved distinctive styles
of jewellery that reflect their ecological context, cultural ethos, and historical
continuity. Tribal jewellery embodies symbolism, ritual significance, and community
values while simultaneously connecting the wearer to nature and traditional craft
practices. Despite the influences of modernisation and changing socio-economic
conditions, these ornaments continue to uphold the cultural integrity and identity of

Odisha’s indigenous communities.

Keywords: Tribal jewellery, cultural heritage, symbolism, traditional ornaments, socio-
cultural identity

1. Introduction

Odisha, with 22.85% of its population belonging to Scheduled Tribes, holds the
third-largest tribal population in India. Beyond sheer numbers, the state’s cultural landscape
is distinguished by the presence of 64 tribes, including 13 Particularly Vulnerable Tribal
Groups (PVTGs), each with its own social organisation, language, artistic expressions,
and traditional knowledge systems (Census, 2011). Scholars frequently describe tribal
communities as simple, honest, and hard-working, qualities that reflect their deep ecological
connections and cooperative ways of life. As highlighted by Dungdung and Pattanaik (2020),
sincerity, resilience, and a strong work ethic continue to shape the everyday socio-economic
and cultural practices of tribal groups.Tribal jewellery offers an important window into
these cultural worlds. Historically, it has served not only as an adornment but also as a

* Research Scholar, Department of Education, Central University of Odisha, India
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form of wealth and cultural memory. Across India, tribal communities have preserved their
distinct jewellery traditions, maintaining the original motifs, symbolism, and craftsmanship
through generations. These ornaments, crafted from materials such as bone, wood, clay,
shells, seeds, beads, and crude metals, embody a rustic aesthetic that reflects indigenous
ecological knowledge. Significantly, the use of locally available materials demonstrates
sustainable resource practices rooted in intimate relationships with nature. As Dwivedi
(2016) describes, Indian tribal ornaments represent a “hidden treasure” that showcases
both creativity and cultural resilience.

2.  Historical and Cultural Context

The study of ornament is central to understanding decorative art, yet its core
elements, meaning, rhythm, form, and cultural value, are often analysed separately across
disciplines. Ornament functions not merely as decoration but as a visual language that
conveys rhythm, identity, and cultural communication. An interdisciplinary perspective,
therefore, helps illuminate how ornamental traditions evolve and connect to wider historical
and cultural processes (Palaguta, 2020).In Naga folktales, traditional jewellery serves as
an everyday object that reflects social hierarchy. Through five stories, Dancing with
Feathers and Teeth, Kurupe Hair, Echuli Vantamu, The Horned King, and The
Carnelian Necklace, textual analysis grounded in Judy Attfield’s concept of the “material
culture of everyday life” reveals how ornaments embody craftsmanship, meaning, and the
negotiation between tradition and modernity (Mohanta & Chadhar, 2002). Historically,
ornaments have expressed personality, beauty, social identity, and cultural values, reflecting
the deep relationship between individuals, nature, and society. Among Odisha’s tribes,
particularly the Bonda PVTGs, jewellery holds strong artistic and cultural significance.
Evidence shows that tribal communities have long crafted ornaments from locally available
materials, iron, brass, shells, bones, seeds, beads, and forest products, demonstrating
ecological sustainability and indigenous craftsmanship, in contrast to gold- or gem-based
urban jewellery (Sahoo& Chaudhuri, 2020).

Jewellery in tribal societies plays multiple roles:

 Social marker: It indicates marital status, clan identity, and age group.

 Economic asset: Metal ornaments serve as wealth, especially among tribes like the
Saora and Juang.

 Ritualistic significance: Many ornaments are worn during festivals, initiation
ceremonies, and funerals.
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 Symbol of beauty: Tribes associate beauty with bold, robust, and heavy ornaments.

Thus, jewellery forms an integral part of their life cycle, from birth to marriage and
beyond.

3. Materials and Craftsmanship: A Distinctive Tradition in Odisha

Tribal jewellery of Odisha stands out because of its raw aesthetic, handmade
qualities, and eco-centric materials. The craftsmanship is traditionally passed down through
generations. Metal jewellery is another significant craft tradition among the tribal
communities. These ornaments are appreciated not only within tribal societies but also
widely in non-tribal markets. Skilled tribal artisans create a variety of items such as necklaces,
pendants, earrings, and payals, which often feature distinctive designs rooted in their cultural
identity. Due to their unique craftsmanship and aesthetic appeal, these metal ornaments are
now traded and sold across state boundaries, giving tribal jewellery broader recognition
and value (Garada, 2012).Traditional Bonda ornaments, once made from natural materials
and worn as an integral part of their cultural identity, are increasingly being replaced by
metallic jewellery. The distinctive traditional pieces that reflected their close relationship
with nature are now giving way to modern metal ornaments, marking a significant shift in
their adornment practices (Sahoo et al., 2024). Many tribal communities in Odisha are
well known for their unique animal dances, performed especially during festivals and seasonal
celebrations. These dances are typically led by young girls who wear elaborate glass and
brass jewellery, which not only enhances their appearance but also symbolises cultural
identity, tradition, and community pride. The ornaments play a central role in the
performance, reflecting both artistic skill and the tribe’s deep connection to nature and
ancestral customs (Malhotra, 2024).

3.1   Common Materials Used

1. Metals: Brass, copper, silver, aluminium, and iron.
2. Organic materials: Wood, seeds, feathers, bamboo, cane, and even animal bones.
3. Beads and stones: Colourful glass beads, natural stones, cowries, and conch shells.
4. Coins and threads: Old coins stitched into necklaces; cotton or jute threads used

as chains.

4. Tribal Jewellery across the Major Tribes of Odisha
Odisha’s tribes exhibit remarkable diversity, and so does their jewellery. Below is

a detailed account of some of the most prominent tribal communities and their traditional
ornaments.
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4.1 Kol Tribe

The Kol, a Proto-Australoid tribal community of central and eastern India, are
mainly concentrated in Odisha’s Sundargarh, Mayurbhanj, and Keonjhar districts. Known
for their communal living, distinct livelihood practices, clothing, and housing, they are
recognised as a Scheduled Tribe and continue to balance traditional customs with modern
wage-based occupations (Priyadarshi, 2010; Acharya et al., 2024). As per the 2011 Census,
the Kol population in Odisha was 4,058 (Census of India, 2011). Skilled in agriculture and
hunting, the Kol have historically shaped their culture around these practices. Their traditional
jewellery is notable for its simplicity, craftsmanship, and symbolic value (Acharya et al.,
2024). The name “Kol” is interpreted variously, with scholars linking it either to the Mundari
word ko (“they”) or to koro/horo (“men”), a term the community uses for self-identification.

Jewellery

Traditional jewellery is an important aspect of Kol culture, admired for its simplicity,
craftsmanship, and symbolic value. Kol women typically wear silver earrings, necklaces,
and bangles, crafted by local artisans. These ornaments not only enhance personal adornment
but also reflect the community’s cultural identity and social belonging (Acharya et al., 2024).

4.2 Kutia Kandha Tribe

The broader Kandha population in Odisha is significantly large, numbering approximately
17.43 lakhs (1.74 million) according to the 2011 Census (Census, 2011). Within this
community, the Kutia Kandha constitute a distinct subgroup primarily residing in the
Kalahandi and Kandhamal districts (Khatua & Singh, 2025). Considered one of the most
traditional sections of the Kandha tribe, they have historically inhabited remote hilltops and
valleys. The Kandha are further differentiated by geography, with those living in highland
and stream-adjacent areas known as Dongria Kandha, while those settled in the plains are
referred to as Desia Kandha. The Kutia Kandha of Kandhamal are officially recognised as
a Particularly Vulnerable Tribal Group (PVTG). Their cultural life is deeply rooted in myths,
beliefs, and ritualistic practices, which in earlier times included hunting traditions and even
extreme customs like human sacrifice (Acharya et al., 2024).

Jewellery

Kutia Kandha women traditionally wear an urumi, a cloth covering the upper body,
complemented by bangles, necklaces, and other ornaments. Hairstyles are styled and
decorated with large and small hairpins and a glass headband, reflecting both aesthetic
sensibilities and social identity within the community. These ornaments not only serve as



- 24 -

Banaja 2026

personal adornment but also signify cultural belonging and tribal identity (Acharya et al.,
2024).

4.3 Juang Tribe

The Juang tribe, a Particularly Vulnerable Tribal Group (PVTG) of Odisha, had a
population of about 47,095 to 50,000 as per the 2011 Census, with major concentrations
in Keonjhar’s hilly regions and the plains of Dhenkanal (Census, 2011). Recognised for
their primitive subsistence methods, traditional technology, and low historical literacy, the
Juang speak their own language, belonging to the Northern Mundari group, while also
using local Odia in areas of frequent interaction. With growing access to education and
communication, many younger Juangs now speak Odia and English as well. Known for
their distinctive minimal attire and heavy jewellery, the Juang maintain a strong cultural
identity rooted in their Munda (Austric) linguistic and racial heritage (Pradhan &Sahu,
2022).

Jewellery

Juang women wear simple yet distinctive ornaments, often made from silver, gold,
brass, and beads. Common items include silver bangles, armlets, and necklaces, as well as
gold nose-rings and earrings. Brass bangles, toe-rings, anklets, and armlets are widely
worn, often in multiple layers. Their necks and chests are adorned with multi-coloured
bead necklaces, while hairpins with pendants and wildflowers decorate their hair buns.
Men do not traditionally wear jewellery, while children typically wear minimal clothing and
no ornaments. With increased contact with non-tribal populations and the influence of
modern education and lifestyle, traditional Juang dress and jewellery practices are slowly
being replaced by modern styles (Pradhan &Sahu, 2022).For Juang women, jewellery is
essential not just for adornment but as a form of cultural identity, especially during festivals
like Pusha Purnima.

4.4 Dongria Kondh Tribe

The Niyamgiri hill ranges span the Bissam Cuttack, Kalyansingpur and Muniguda
blocks of Rayagada district and are home to the Dongria Kondh, whose population is
about 8,848 (Odisha State Tribal Museum, 2025). A subgroup of the larger Kondh
community, the Dongria Kondh are officially recognised as a Primitive Tribal Group (PTG).
They inhabit around 120 villages across Bisam Cuttack, Muniguda, and Kalyansingpur
blocks of the Eastern Ghats. Their livelihood centres on shifting cultivation supported by
rich horticultural practices. Traditional ornaments play a key role in expressing ethnic identity,
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though younger and educated members increasingly adopt modern styles, while remote
settlements continue to preserve older adornment traditions. The Dongria Kondh’s deep
cultural attachment to body ornaments remains evident in their elaborate and distinctive
jewellery (Orissa Review, 2006).

Table 1 Dongria Kondh Ornaments and Their Characteristics

Sl. 
No. 

Local Name English 
Equivalent 

Materials Used Period of Use 

1 Bala / Chapa 
(Chipna) 

Hair clip Imitation Regular 

2 Aska (Small knife) Hairpin Iron & brass Regular 
3 Sipna Hairpin Aluminium Ceremonial 
4 Murma Nose ring Brass Daily 
5 Murma Ear ring Brass Regular 
6 Nanguli Ear ring Brass Regular 
7 Kagudika Neck ring Brass, aluminium Regular (used by 

both boys and girls) 
8 Taka Mekadika Coin necklace Aluminium & cotton 

thread 
Ceremonial 

9 Mekadika Bead necklace Beads Regular 
10 Khagla Neckband Iron Regular 
11 Pania Comb Wood/plastic Regular 
12 Ata Suta Waist chain Brass Regular 
13 Sana Pajan Bangle Mixed brass Regular 
14 BadaPajan Bangle Mixed brass Regular 
15 Puyumudi Finger ring Brass & copper Regular 
16 Kalumudi Toe ring Brass Regular 
17 Andu Anklet Brass Regular 

 Source: Government of Odisha (2006), Orissa Review, September–October issue.

4.5 Chuktia Bhunjia Tribe

The Chuktia Bhunjia tribe is classified as one of the Particularly Vulnerable Tribal
Groups (PVTGs) of Odisha. The name is derived from two words: “Chuktia”, from
“Chok”, meaning “pure,” and “Bhunjia”, meaning “caste” or “people”; together, it signifies
“pure people.” The Chuktia Bhunjia have distinct cultural practices, beliefs, deities,
livelihoods, and house structures, which serve as markers of their unique identity. One
notable cultural practice is the sacred kitchen-shed, a small, isolated structure where food
is prepared. Outsiders, including married daughters, are forbidden from touching it. If the
shed is touched, it is traditionally destroyed and rebuilt, with cooking continuing in a
temporary kitchen until reconstruction (Acharya et al., 2024).
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Jewellery

Chuktia Bhunjia women traditionally wear necklaces made of beads and coins,
glass and brass bangles, anklets, and earrings crafted from aluminium or silver. These
ornaments are an important part of personal and social identity, reflecting both cultural
heritage and aesthetic values (Acharya et al., 2024).

4.6   Saora Tribe

According to the 2011 Census, the Saora population in Odisha is 534,751, making
them one of the state’s four or five largest tribes (Census, 2011). The Hill Saora or Lanjia
Saora are considered one of Odisha’s most primitive groups, known for their distinct
cultural practices and resilient social organisation. Living in high hills, steep slopes, valleys,
and near streams, they derive their name from either the Scythian word Sagories (“axe”)
or the Sanskrit SabaRoye (“carrying a dead body”), both linked to their traditional practices.
Also known as Savara, Sabara, Saur, or Sora, they belong to the Proto-Australoid group
and speak a Munda language of the Austro-Asiatic family. Concentrated mainly in the
northern parts of the former Koraput district, the Saora are believed to have inhabited the
region even before the arrival of the Gonds (Swain, 2018).

Jewellery

Saora men and women are traditionally fond of adornment, using both natural and
metal ornaments. Women pierce and gradually enlarge their earlobes from childhood,
eventually wearing multiple brass spiral earrings. They also decorate their hair with fiber or
cloth bands inlaid with glass pieces, along with brass chains, flowers, and the characteristic
long brass hairpin. Saora women wear necklaces of brass, silver, alloy, and beads, along
with nose rings, waist bracelets, finger rings, and bronze or aluminium anklets. Men also
wear simple earrings, nose rings, and bead necklaces. Although these ornaments remain
part of Saora culture, many have shifted to modern jewellery over time (Swain, 2018).

4.7  Bonda Tribe

According to the 2011 Census, the Bonda (Remo) population in Odisha was
12,231. Known for their distinct cultural identity, the Bonda of Malkangiri are especially
recognised for their unique jewellery traditions. Bonda women, who hold a respected
position in their matriarchal society, are noted for their elaborate bead and shell ornaments,
which form a core part of their identity (Sahoo, 2023). Their attire and semi-nude
appearance are closely linked to spiritual beliefs associated with Maha Prabhu, reflecting
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cultural continuity, resilience, and the community’s deep connection to nature (Ashok
Vardhan, 2020).

Jewellery

The ornamentation of Bonda women is distinctive and culturally significant,
consisting of numerous bead necklaces that often extend down to the navel or even the
waist. A typical Bonda woman may wear about 50 to 100 bead chains, although in some
cases this number increases to 200 or even 300, creating a vibrant display of multi-coloured
strands. The length and arrangement of these chains vary according to body height and
social status; single-coloured chains are usually of uniform length, whereas multi-coloured
chains are grouped by shade. These bead necklaces spread across the abdomen and
cover the chest, functioning as a cultural alternative to maintain modesty while symbolising
identity and tradition. Along with the bead chains, Bonda women wear aluminium neck
bands, headbands made of grass or beads, aluminium or brass bangles, nose rings, and
ear studs. Their head is further adorned with a palmyra fillet or a string decorated with
olive shells or scarlet seeds. The weight and layering of the ornaments not only enhance
aesthetic appeal but also keep the bead chains securely in place when sitting, leaning, or
bowing, ensuring coverage of private parts while reflecting deep-rooted cultural beliefs
and mythic traditions(Vardhan, 2020). Bonda women’s jewellery plays a major role in
defining their social identity. The heavy neck rings are worn throughout life and rarely
removed.

4.8 Gadaba Tribe

The Gadaba are a vibrant tribal community of central India, especially in Odisha,
known for their rich cultural traditions. Their religious life is closely linked with songs,
dances, rituals, and festivals that shape their social identity. Rooted in long-standing beliefs
and practices, Gadaba religious traditions guide everyday life and strengthen community
bonds. However, recent socio-cultural changes have begun to influence these traditional
practices, leading to notable shifts in their ritual and cultural expressions (Padhi, 2020).

Jewellery

Gadaba women are fond of wearing numerous ornaments during religious functions,
usually made of brass or aluminium. Traditional peasant jewellery, known for its eloquent
design, greatly attracts them, and even the poorest Gadaba women adorn themselves with
ornaments. Earlier, Gadaba women wore earrings made of long circular brass wires that
hung from a hole in the ear. They also wore metal rings around the neck and necklaces with
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coins attached as pendants. Gadaba men typically wear finger rings, wrist bracelets, and
earrings (guna). Women further use hairpins and wear earrings, nose rings, and finger rings
made with coins (Padhi, 2020).Gadaba jewellery is essential during Dhemsa dance
performances, where rhythmic movements highlight the metal ornaments.

4.9 Santal Tribe

The Santals of Mayurbhanj wear jewellery that reflects their agricultural lifestyle
and festive culture. The Santals are one of the major tribal groups of Odisha, especially
concentrated in Mayurbhanj district, where they significantly shape the region’s culture.
According to the 2011 Census, their population in Odisha is 894,764. Their cultural
practices, household objects, and artistic expressions reflect a rich heritage that continues
to play an important role in their social identity (Seth & Mohanty, 2018).

Jewellery

Santal women traditionally adorn themselves with a diverse range of ornaments
worn on the head, neck, ears, nose, arms, wrists, waist, ankles, and toes. On their hair
knot, they use pankatha, a triangular ornament with bead-like borders and hanging chains,
along with other head ornaments such as jhipjhipi and mechkanti. Neck ornaments include
the leaf-shaped gojimala, the coin-strung takamala, and the metal hansuli. Ear ornaments
comprise jhinka, rajas, pagra, and the hook-shaped machipagra. Nose ornaments
include nuluk, bulak, dumpu-phuli, and karla-phuli. The arm ornament baju is made of
a decorative plate with several chains, while the circular wrist ornament, the peter sakam,
features enclosed beads and a locking mechanism. For the waist, Santal women wear
dandajhinjir; the traditional payeni is worn on the ankle, kharua on the legs, and batri
on the toes (Seth &Mohanty, 2018)

5. Symbolism and Social Meaning
Tribal jewellery is deeply connected to cultural meaning. Tribal jewellery in Odisha

is much more than mere adornment; it carries deep social, cultural, and symbolic
significance. Among various tribal communities, ornaments serve as markers of status,
age, and marital position, clearly communicating an individual’s place within the social
hierarchy. For instance, in the Bonda tribe, women wear multiple bead necklaces that not
only enhance their appearance but also signify social rank and maturity. Similarly, the Juang
women’s nose rings and necklaces indicate marital status and adulthood. Beyond social
markers, jewellery often has spiritual and protective functions, serving as amulets to ward
off evil spirits or to invoke blessings during rituals, as observed among the Saora, Gadaba,
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and DongriaKondh communities. The materials and designs used, ranging from beads,
shells, and locally sourced metals to brass and aluminum, reflect a close connection with
the natural environment and a commitment to traditional craft practices, preserving tribal
identity and cultural heritage. Jewellery also embodies notions of beauty and femininity, as
seen in the Bonda and Saora women, where elaborate necklaces, bangles, and earrings
complement traditional tattooing and other body decorations. Many ornaments are worn
specifically for ceremonial purposes, such as puberty rites, marriages, and religious festivals,
emphasising their ritual significance. In addition, ornaments function as a form of
communication, expressing lineage, community affiliation, and even family wealth, as in the
Chuktia Bhunjia bead and coin necklaces. In this way, tribal jewellery in Odisha is an
intricate symbol of identity, spirituality, and social structure, intertwining aesthetic expression
with the broader cultural and ecological context of each community.

6. Conclusion
The traditional jewellery of Odisha’s tribal communities represents a rich tapestry

of cultural expression, social identity, and symbolic meaning. Each ornament, whether made
of beads, shells, metals, or natural materials, tells a story of the wearer’s social status,
marital position, or spiritual beliefs, while also reflecting the tribe’s connection with its
natural environment. Beyond mere decoration, these adornments serve as tools for cultural
continuity, linking generations through rituals, ceremonies, and everyday practices. Despite
the pressures of modernisation and changing lifestyles, tribal jewellery continues to preserve
the unique heritage, artistry, and values of Odisha’s diverse communities. By studying and
documenting these ornaments, we gain a deeper understanding of the intricate relationship
between material culture, social organisation, and symbolic communication within tribal
societies, highlighting the need to protect and celebrate these invaluable cultural treasures.
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Abstract

Odisha, home to sixty-four Scheduled Tribes, possesses a rich and diverse
tradition of tribal jewellery that functions as a significant marker of identity, social
structure, and belief systems. Far beyond decorative value, traditional ornaments
encode meanings related to age, gender, marital status, clan affiliation, ritual
protection, and ecological adaptation. This paper examines the traditional tribal
jewellery of Odisha—particularly among communities such as the Dongria Kandha,
Bonda, Saora, Gond, Santal, Juang, and others—from an anthropological perspective.
It analyses materials, craftsmanship, symbolism, and social functions of ornaments,
with special reference to metal jewellery and bangles. The study also explores the
impact of modernization, market forces, and synthetic materials on indigenous
ornament traditions. By situating jewellery as material culture and cultural text, the
paper highlights its role in preserving tribal identity and intangible heritage, while
addressing challenges of continuity and cultural change.

Keywords: Tribal Jewellery, Material Culture, Odisha, Indigenous Crafts, Cultural Identity,
Anthropology

1. Introduction:

Odisha, often described as the homeland of 64 Scheduled Tribes, is characterized
by a remarkable diversity of languages, belief systems, and artistic traditions. Within this
complex cultural landscape, tribal jewellery emerges not only as a form of personal
adornment but as a significant symbol of heritage, identity, and social meaning. Unlike
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mere decorative artifacts, tribal ornaments encode social information that indicating age,
marital status, social rank, and clan affiliation while simultaneously reflecting the aesthetic
sensibilities and ritual beliefs of their communities. Jewellery, therefore, serves as a visual
and material language through which tribal societies communicate values, norms, and identity.

Among Odisha’s prominent tribes such as Kandha, Bonda, Saora, Gond, and
Santal characteristic by styles, materials, and motifs have evolved in response to ecological,
social, and spiritual contexts. For example, Dongria Kandha women are recognized for
their elegant silver ornaments and intricately designed hairpins, which signify ritual purity,
beauty, and social identity. In contrast, Bonda women wear heavy aluminium neck rings
and multiple layers of colorful bead necklaces, serving as markers of gender identity, marital
status, and spiritual protection. These ornaments are believed to safeguard wearers from
malevolent forces, affirm social cohesion, and reinforce collective identity.

The production of tribal jewellery is equally revealing. Using locally sourced materials
like metals, beads, shells, bones, and seeds, artisans employ traditional techniques passed
down orally across generations. This process demonstrates the interconnection between
ecological knowledge, craftsmanship, and cultural continuity, highlighting how material culture
is both adaptive and symbolic. Anthropologically, jewellery functions as a mediating medium,
where the human body becomes a canvas for social and spiritual narratives, expressing
identity, memory, and belonging.

However, traditional jewellery practices face pressures from modernization, market
integration, and cultural assimilation. The introduction of mass-produced ornaments and
synthetic materials has transformed both the aesthetics and symbolic meanings of tribal
adornment, raising critical questions about cultural resilience, authenticity, and heritage
preservation. Despite these challenges, tribal jewellery remains a living repository of Odisha’s
intangible cultural heritage, reflecting the persistence and adaptability of indigenous
knowledge systems.

This study aims to explore tribal jewellery in Odisha from an anthropological
perspective, analyzing how ornaments mediate identity, social structure, and symbolic
meaning, while also examining the impacts of modernization and market influences. By
situating jewellery as both a material and cultural text, the research seeks to contribute to
broader discussions on heritage preservation, cultural continuity, and the role of material
culture in expressing tribal identity

The anthropological study of tribal jewellery provides valuable insight into the ways
in which culture is materialized and communicated through bodily adornment. Among most
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of the tribal communities of Odisha; such as the Dongria Kandha, Bonda, Saora, Gond,
and Santal, each group has evolved distinctive styles, motifs, and materials in ornament
making. The Dongria Kandha women, for instance, are known for their elegant silver
ornaments and hairpins, while the Bonda women adorn themselves with heavy aluminium
neck rings and layers of colorful bead necklaces. These adornments are expressions of
aesthetic sensibility, gender identity, and spiritual protection, often believed to safeguard
the wearer from malevolent forces and to maintain social harmony.

The materials and techniques used in making these ornaments reveal much about
the community’s interaction with its natural environment. Traditional artisans utilize locally
available metals like brass, silver, and aluminum, along with beads, shells, bones, and
seeds, shaping them using indigenous tools and age-old craftsmanship. The process of
ornament making thus embodies both technical skill and cultural continuity, transmitted
orally across generations.

However, with increasing modernization, migration, and market influences, traditional
jewellery practices among tribal groups are gradually diminishing. The intrusions of synthetic
materials, changing lifestyles, and mass-produced ornaments have contributed to the erosion
of indigenous craft traditions. Despite this, tribal jewellery remains a living testimony of
Odisha’s intangible cultural heritage, symbolizing the resilience and creativity of its tribal
communities.

This study, therefore, seeks to explore the symbolic, social, and cultural meanings
embedded in tribal jewellery of Odisha from an anthropological perspective. It aims to
document traditional ornament forms, understand their role in social life, and analyze how
modernization has influenced these practices. By doing so, the research contributes to the
broader understanding of material culture, identity formation, and cultural preservation
among the tribal societies of Odisha.

2. Review  of  Literature

Dwivedi (2016) stated that in early India, jewelry was handcrafted from naturally
available materials such as seeds, feathers, leaves, bones, and metals like gold, silver, and
copper. Tribal artisans continue this tradition, creating ornaments that are rustic, chunky,
and locally sourced, reflecting both aesthetic sensibility and deep cultural meaning. Sathpathy
(2017) emphasized that jewelry is a vital expression of human creativity and a reflection of
ethnic culture, serving as a medium of socio-cultural communication. It constitutes an
invaluable component of intangible cultural heritage, with its origins, history, designs, and
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functions providing insights into cross-cultural traditions and maintaining relevance in
contemporary society. Bhattacharya (2015) and Singh (2008) noted that Dongria women
wear elaborate necklaces and headgear, while Bonda women adorn themselves with layered
metal rings and beads, reflecting nature-inspired designs and tribal aesthetics. These
traditional ornaments continue to influence contemporary design, blending heritage with
modern fashion and showcasing Odisha’s cultural diversity. Pollio (2021) stated that the
imagery on medieval jewelry, including portable artwork and finger rings from the 5th to
15th centuries, originated from both ancient European traditions and Asiatic motifs, reflecting
a long history of cross-cultural exchange. Jewelry during this period was not merely
decorative but often imbued with spiritual, personal, and social significance. Finger rings,
in particular, expressed individual identity and marked life’s important rites of passage,
while all personal adornments reflected the artistic trends, social milieu, and cultural heritage
of their time.

According to Behera (2018) antique artifacts often raise questions about their
origin, production, and creators, which are addressed through anthropological study and
analysis. The paper highlights the traditional arts and crafts of Odisha, particularly in Ganjam
district, which are now endangered, and emphasizes the vital yet often invisible role of
curators in preserving these cultural expressions. It focuses on anthropological documentation
of the metal craft, and Chitrakar communities, illustrating how dying art forms are maintained
through careful collection and study.

3. Significance of the study

This study highlights the cultural and anthropological importance of tribal jewellery
in Odisha. Tribal ornaments are not only decorative but also serve as symbols of heritage,
social identity, and spiritual beliefs. By documenting the styles, materials, and motifs, the
research preserves traditional craftsmanship and provides insights into the social, ecological,
and ritual contexts of tribal communities. The findings can aid cultural preservation, inform
design and policy initiatives, and emphasize jewellery as a living expression of Odisha’s
rich tribal heritage.

Anthropological Relevance of the Material Culture of Traditional Tribal Jewellery of
Odisha

The material culture of traditional tribal jewellery in Odisha holds significant
anthropological importance as it reflects the social organization, belief systems, and cultural
identity of indigenous communities. Jewellery, as a tangible cultural object, serves as a key
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medium through which anthropologists interpret the lived experiences and worldview of
Odisha’s tribal societies.

 The tribal jewellery in Odisha functions as a marker of social identity. Different
tribes such as the Dongria Kandha, Bonda, Saora, and Gadaba have distinct styles, materials,
and patterns of jewellery that help identify community affiliation. Ornaments also indicate
age, gender, marital status, and clan membership, allowing anthropologists to understand
social stratification and role differentiation within tribal groups. It also reflects symbolic and
spiritual beliefs deeply rooted in tribal cosmology. Many ornaments are believed to possess
protective powers, guarding the wearer against evil spirits, disease, or misfortune. The use
of natural materials like seeds, shells, bones, and silver signifies a close relationship with
nature and ancestral spirits, highlighting indigenous belief systems and ritual practices. It
also provides insights into economic life and subsistence patterns. The use of locally available
resources and handmade techniques reveals self-sufficient economic systems and traditional
craftsmanship. Jewellery also functions as a form of wealth and security, often exchanged
during marriages or inherited across generations. However, the tribal jewellery illustrates
cultural continuity and transmission. Designs, techniques, and symbolic meanings are passed
down orally and through practice, especially from elders to younger generations.
Anthropologists study these objects to trace historical continuity and the resilience of tribal
traditions despite external influences.

The study of traditional jewellery also helps in understanding gender roles and
aesthetics in tribal societies. While both men and women wear ornaments, women’s
jewellery often carries deeper social and ritual significance, especially in life-cycle ceremonies
such as puberty, marriage, and fertility rites.

From an anthropological perspective, the changing forms of tribal jewellery reveal
the impact of modernization and cultural change. The introduction of market-driven designs,
synthetic materials, and tourism influences shows how traditional material culture adapts
while marketing identity and heritage.

4. Tribal Communities of Odisha

Odisha is the homeland of 64 tribal communities, with a rich population of indigenous
peoples who have preserved their distinct identities, traditions, and ways of life over
centuries. According to the Census, Odisha is home to a significant number of Scheduled
Tribes, making it one of the major tribal belts of India. These communities primarily inhabit
hilly, forested, and interior regions of the state, particularly in districts such as Koraput,
Rayagada, Kandhamal, Mayurbhanj, and Malkangiri.
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The tribal communities of Odisha, including groups such as the Kandha, Saora,
Bonda, Dongria Kandha, Santal, Gadaba, and Juang, are known for their unique languages,
social systems, rituals, art forms, and material culture. Their lifestyles are closely connected
to nature, relying on forest resources, agriculture, and traditional craftsmanship. Studying
these communities is anthropologically important as they represent living traditions that
offer valuable insights into indigenous knowledge systems, cultural continuity, and the dynamic
interaction between tradition and modern influences.

5. The Traditional Bangles of the tribes of Odisha

The tribal communities of Odisha have a rich tradition of wearing bangles that are
deeply embedded in their cultural identity, social structure, and rituals. These bangles,
known by different local names, are crafted from diverse materials like brass, silver, copper,
aluminum, white metal, alloys, and mixed metals, reflecting both natural resource availability
and traditional craftsmanship specific to each tribe.

a)  Santal Tribe: The Santal tribe is the third
largest tribal community in India and is predominantly
distributed in the districts of Mayurbhanj, Balasore,
and Keonjhar in Odisha, accounting for about 9.32
percent of the tribal population. Santal women
traditionally wear distinctive bangles locally known as
Sankha Chudi (Wristlet), Jhanjara Sakam, Chur, Bala
Sakam, and Satul. Bangles (Armlet) primarily made
of brass and silver. These bangles are characteristically
large and thick and are worn during festivals and
important ceremonial occasions. Beyond their decorative value, they signify social status,
while the use of silver in certain bangles underscores their importance in special rituals and
as symbols of wealth.

Among the Santals, bangles carry deep social, ritual,
and symbolic meanings and function as visible markers of
cultural identity, distinguishing Santal women from other tribal
and  non-tribal communities. They play a crucial role in  life-
cycle ceremonies such as birth rituals, initiation rites, marriage,
and festivals, symbolizing a woman’s transition into adulthood
and marital responsibility. Silver bangles are regarded as
sacred and are commonly worn during religious observances

Figure - 1 Satul
Rairangpur , Mayurbhanj

Figure - 2 Chur,
Rairangpur Mayurbhanj
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and ancestor worship to invoke blessings and protection. Economically, these ornaments
serve as movable wealth, while socially and aesthetically they reflect family status, enhance
traditional dance performances, and symbolize femininity, fertility, continuity of tradition,
and protection from misfortune within Santal society.

b) Juang Tribe: The Juang tribe is one of the Particularly Vulnerable Tribal Groups (PVTGs)
of Odisha and is predominantly concentrated in the districts of Keonjhar, Jajpur and
Dhenkanal. The Juang population constitutes approximately 0.491 percent of the state’s
tribal population. Juang women traditionally wear brass bangles locally known as Hatkhadu
and Khadubala, along with aluminium or blend bangles called Kacha and Agua. The use of
lighter materials makes these bangles suitable for everyday wear, while their intricate designs
convey cultural identity and social status. Brass bangles are commonly worn during rituals
and community gatherings, where they are believed to bring protection, prosperity, and
ancestral blessings.

Socially, the number, material, and design of bangles
indicate marital status, age, and social standing among Juang women.
Economically, brass bangles function as movable assets that may
be exchanged or sold during times of financial need. Artistically,
bangles enhance traditional dances and communal performances,
contributing to rhythm and visual expression. Symbolically, they
represent femininity, continuity of tradition, and collective cultural
identity, reinforcing the social and cultural fabric of the Juang
community.

c) Dongria Kandha Tribe: The Dongria Kandha is a sub-tribe of the Kandha community,
primarily residing in the southern districts of Odisha, namely Rayagada and  Kandhamal.
The Kandha population constitutes approximately 16.96 percent of the state’s tribal
population. The Dongria Kandha is renowned for their exquisite metalwork. Their bangles

Figure - 3  Agua , Gonasika, Keonjhar

Figuer - 4 Kacha
Gonasika, Keonjhar
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are Sana Pajan, BadaPajan, Badapaja, Paja, Milapaja,
Mudrapaja, and Kaja Tedua (Brass Bangle) are mostly
made from mixed brass, brass, and copper. These
bangles are thick and engraved with traditional motifs
representing nature and spiritual beliefs. They are an
important part of marital and ritual ceremonies, marking
the wearer’s social identity and tribal heritage.

Most probably the brass and copper bangles are believed to provide spiritual
protection, strength, and ancestral blessings. The number, size, and design of bangles indicate
age, social standing, and family prestige within the community. Bangles also function as
movable wealth that may be exchanged or sold during times of financial need. In performative
contexts, they enhance traditional dances and ceremonial events by contributing to rhythm
and visual expression, while symbolically representing femininity, continuity of tradition,
and the rich cultural heritage of the Dongria Kandha community.

d) Bonda Tribe:  The Bonda tribe is one of the Particularly
Vulnerable Tribal Groups (PVTGs) of Odisha, constituting
approximately 0.13 percent of the state’s tribal population.
They are primarily concentrated in the Malkangiri district.
Bonda women traditionally wear brass or aluminium bangles
locally known as Sungurei and Chudi/Sumarai. These are
bangles worn especially by married women from wrist to
elbow.  These lightweight bangles are often decorated and
are commonly worn during festivals, dances, and communal
celebrations. The use of aluminium reflects a shift towards more accessible materials while
maintaining cultural continuity and traditional identity within the Bonda community. The use
of bangles represent fertility, perspority and community wellbeing. Bonda folklore tells,

Figure - 5 : Milapaja, Kurli,
Rayagada

Figure - 6 : Paja, Kurli, Rayagada

Figure - 7: Sungurei,
Padeiguda, Malkangiri
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there harvests and fertility improved after women began wearing bangles which make
them deeply spiritual and culturally important.

Among the Bonda, bangles serve important social, ritual, and symbolic functions
beyond ornamentation. They signify femininity, cultural identity, and belonging to the
community. Their lightweight nature makes them suitable for everyday activities, while their
decorative designs retain ceremonial importance. Further, bangles enhance traditional dances
by contributing to rhythm and visual expression. Symbolically, they represent continuity of
tradition, adaptation to changing material availability, and the preservation of ancestral
customs within Bonda society.

e) Kandha Gauda Tribe: The Kandha Gauda, also known as Tanla
Gauda, derive their name from their traditional occupation of herding
cattle for the Kandha community. This tribe is predominantly found
in the districts of Kandhamal, Nabarangapur, and Sundargarh in
Odisha, constituting approximately 0.275 percent of the state’s tribal
population. Kandha Gauda women traditionally wear brass bangles
locally known as Khadu, Pulkabani, and Dibu Chudi. These bangles
are generally thick and either plain or minimally engraved, reflecting
the community’s preference for simplicity and practicality. Despite
their modest design, the bangles serve as important social markers, symbolizing cultural
identity, occupation-based heritage, and social belonging within the Kandha Gauda
community.

Among the Kandha Gauda, bangles serve significant social, ritual, and symbolic
functions beyond ornamentation. They are worn during festivals, community gatherings,
and life-cycle ceremonies, where they signify cultural identity and social belonging. The
number, thickness, and design of bangles indicate marital status, age, and social standing,
while they can also function as movable assets during times of financial need. Artistically,
the bangles enhance traditional dances and ceremonial performances by contributing to
rhythm and visual expression. Symbolically, they represent simplicity, practicality, and the
continuity of cultural traditions, reinforcing both individual identity and the collective heritage
of the Kandha Gauda.

f) Gond Tribe: The Gonds are one of the most dominant tribal communities in India. In
Odisha, they are the second largest tribal group after the Kandha, primarily concentrated
in the districts of Nabarangpur, Nuapada, Bolangir, Keonjhar and Kalahandi, constituting

Figure - 8 : Bata
Baliguda. Kandhamal
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approximately 9.265 percent of the state’s tribal population. Gond women traditionally
wear both brass and silver bangles, locally known as Phula (Hallow Bangles), Katria and
Bandria (Salid Bangles made of Silver) Bahata and Ghantam Sakam. Silver bangles, in
particular, hold special significance in rituals and are sometimes passed down as family
heirlooms, symbolizing wealth, social status, and continuity of lineage within the community.

Among the Gond community, bangles serve important social, ritual, and symbolic
functions. Brass and silver bangles are worn during festivals, marriages, religious ceremonies,
and community gatherings, where they signify cultural identity, prosperity, and social
belonging. The number, material, and design of bangles often indicate marital status, age,
and social standing. In addition, bangles enhance traditional dances and cultural
performances, contributing to rhythm and visual expression. Symbolically, they represent
femininity, cultural identity, and the preservation of Gond traditions across generations.

g) Bhumia Tribe: The Bhumia tribe, whose name is derived from Bhumi, meaning land,
predominantly resides in separate hamlets within heterogeneous villages in Koraput,
Malkangiri, and Nabarangpur districts, constituting approximately 1.3135 percent of
Odisha’s tribal population. Bhumia women traditionally wear silver bangles locally known
as Kankana, Bahati, Chudi, Rupa Bala, which are worn during festivals, marriages, and
community ceremonies. These bangles signify cultural identity, social belonging, and
prosperity, while their number and design indicate marital status, age, and family standing.
Considered auspicious, silver bangles are sometimes passed down as heirlooms, reflecting
wealth and continuity of lineage. In addition, they enhance traditional dances and ceremonial
performances by contributing to rhythm and visual expression, symbolically representing
femininity, cultural heritage, and the preservation of Bhumia traditions.

h) Munda Tribe: The Munda is a major tribe of Odisha, largely concentrated in the
western districts of Sundargarh, Sambalpur, and Keonjhar, constituting approximately 5.82
percent of the total Scheduled Tribe population in the state as per the 2011 census. Munda

Figure - 9 : Bangles of Gond Tribe
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women traditionally wear silver bangles, locally
known as Chudi. They also wear brass bracelets
(Sakom), Lac bracelet (Lathi) and glass armlets
(Churia).The bangles are generally thin and
polished and are commonly worn during social
events and spiritual rituals, where they are
believed to invoke protection, prosperity, and
well-being. They also enhance traditional dances
and communal performances, contributing to
rhythm and visual appeal, while symbolically
representing femininity, cultural continuity, and the preservation of Munda traditions across
generations.

i) Oraon Tribe: The Oraon is an agrarian tribe of
Odisha, predominantly found in the districts of
Sundargarh, Sambalpur, Jharsuguda, Deogarh, and
Keonjhar, constituting approximately 3.73 percent
of the state’s tribal population as per the 2011 census.
Oraon women traditionally wear aluminium bangles
locally known as Bandaria, which are lightweight and
colorful. These bangles form an integral part of
traditional attire during festivals, marriages, and community functions, reflecting cultural
identity and social belonging within the Oraon community.

Among the Oraon community, aluminium bangles such as Bandaria hold significant
social, ritual, and symbolic importance. They are worn during festivals, marriages, and
community gatherings, where they signify cultural identity, social belonging, and celebration.
Their lightweight and colorful nature makes them suitable for daily wear as well as special
occasions. The number, design, and color of bangles often indicate age, marital status, and
social standing within the community. Additionally, these bangles enhance traditional dances
and communal performances by contributing to rhythm and visual appeal, symbolically
representing femininity, cultural

 6.  Materials, Craftsmanship, and Cultural Significance

Brass is widely used for its durability and accessibility, while silver holds sacred
status in rituals and celebrations. Tribes like Dongria Kandha and Chukutia Bhunjia

Figure - 10 : Chudi,  Munda
Mayurbhanj

Figure - 11 : Bandaria of
Oraon Tribe
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showcase exceptional skill in mixed metals and copper work. Aluminum and alloys represent
modern adaptations. Craft techniques include engraving, embossing, casting, and beadwork,
often featuring natural motifs such as leaves, animals, and geometric patterns of demonstrating
harmony with the environment.

Bangles mark social identity, marital status, and spiritual protection, playing crucial
roles in life-cycle ceremonies, festivals, and community events, thereby reinforcing social
bonds and cultural continuity. It also plays a key role in festivals, dances, and community
gatherings, reinforcing cultural bonds and continuity across generations.

7.  Changes:

The oldest traditions of tribal jewellery of Odisha conform as anthropological
markers of gender, identity, and spirituality. Tribal jewellery, like bead necklaces, bangles,
earrings, waist chains, etc. carried both aesthetic and ritualistic values. Tribal jewellery has
always been an integral component of their culture, transcending its ornamental function to
signify social rank, spiritual belief, and communal affiliation. In India, the state of Odisha
boasts a unique tribal heritage enriched by communities such as the Santal, Bonda, Juang,
Dongria Kondh, Gonds, Oraon, Munda and Bhumij. These tribes have developed distinctive
jewellery styles over centuries, using natural and locally sourced materials such as silver,
brass, beads, shells, and threads. Impacts of globalization, modernization and urbanization
have drastically transformed traditional modes of jewellery production and consumption.
The slow disappearance of these traditions thus represents not merely a loss of traditional
craft but also a gap in intergenerational cultural transmission The tribal artisans who once
crafted unique ornaments now face economic marginalization. Younger generations are
moving away from such ancestral jewellery making and using practices. This change not
only disrespects a tangible jewellery craft but also interrupts the intangible cultural narratives
implanted within it.

8.  Conclusion

As many as sixty-four Scheduled Tribes of Odisha possess a rich and distinct
tradition of tribal jewellery which functions as a significant marker of their identity, social
structure, and belief systems. In addition to their decorative value, tribal traditional jewellery
set values related to age, gender, marital status, clan affiliation, ritual protection, and ecological
adaptation.
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Therefore, the traditional tribal jewellery of Odisha represents a vital expression of
indigenous identity, belief systems, and artistic heritage. As material culture, it embodies
social memory, ecological knowledge, and cultural continuity. Despite pressures of
modernization, tribal jewellery persists as a living tradition, underscoring the need for
documentation, preservation, and culturally sensitive policy interventions.
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Enliven Tradition of Bead Jewellery making among
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Abstract:
Since long the enlivening tradition of crafting and using jewellery has

established the aesthetics life of PVTGs. Inability to buy costly metals and materials
hasn’t prevented these people, like Bonda, Chukti Bhunjia, Dongria Khond and Kutia
Kandha from crafting and wearing beautiful bead jewellery. Indeed, these PVTGs in
their areas are seen adorning their bodies with numerous pieces of bead jewellery.
All most all PVTGs adorn their bodies with bead jewelleries. Among them, the Bonda
in Bonda hills, Chuktia Bhunjia in Sonabeda Plateau, Dongria Khond in Niyamgiri
hills and Kutia Kandha in Belghara hilly area are the glaring examples of adorning
their bodies with bounty of bead jewlleries. Keen observations of the author among
these PVTGs in their respective regions along with information obtained from Tribal
Craft demonstration programmes hosted by Odisha State Tribal Museum, SCSTRTI,
Bhubaneswar in 2023 are the sources of data used in this paper. This paper discusses
the art of making and manipulating bead jwelleries for dressing, personal adornment,
observing festivals and rituals, protection from evil spirits as well as group identity.
Besides, it tells of challenges, changes, continuity and the promotional aspects of the
PVTGs’ traditional bead jewellery.

Key Words: Bead Jewellery, Bonda, Chuktia Bhunjia, Dongria Khond, Kutia
Kandha, Personal Adornment, Group Identity.

1. Introduction :

Odisha is home to 64 Scheduled Tribes. Among them 13 are identified as Particularly
Vulnerable Tribal Groups (PVTGs). They are Bonda, Birhor, Chuktia Bhunjia, Didayi,
Dongria Khond, Hill-Kharia, Juang, Kuia Kandha, Lodha, Mankirdia, Paudi Bhuyan,
Saora, and Lannia Saora. Each of these groups has its identifiable cultural traditions,
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costumes and jewellery. Tribal jewellery can be said to be extensive, earthen, and rhythmic.
Since time immemorial most of the tribes in general, and PVTGs in particular, wore a
variety of traditional jewellery, like bead necklaces, armlets, bangles, and earrings, nose
rings, anklets, toe rings, etc.

Usually, raw materials used by tribes are sourced from locally available natural
objects. “Tribal jewellery includes popular natural materials such as leaves, berries, feathers,
fur, claws, flowers, and more into magnificent wearable works of art” (Periwal, 2021).
Tribes’ unique cultural tradition manifests a varied jewellery which owes a distinct practical
fascination. Significantly, tribal jewellery reveals a lot about rich as well as poor tribals’
socio-economic status, family treasure, body decoration, moral values, and manifests group
identity.

Jungle beads are collected and thread are purchased for use in making jewellery
by the PVTGs. The neck jewellery of Bonda crafted of beads and their home-made
bracelets of grass are among the items they expertise and upkeep. Similarly, it is widely
seen that Dongria Khond and Kutia Kandha girls adorn their ears and hair-buns with
different colourful flowers-based jewellery. Also, Chuktia Bhunjia girls are expert in making
and using multi-coloured and fascinating bead jewellery.

Discussion in this paper source data obtained through interview and field observations
among Bondas of Mudulipada, Malkangiri district, Chuktia Bhunjia of Sunabeda Plateau,
Nuapada district, Dongria Khond of Niyamgiri hills, Rayagada district and Kutia Kandha
of Belghar hill areas of Kandhamal district, Tribal Craft Live Demonstration Programmes
at Odisha State Tribal Museum, SCSTRTI, Bhubaneswar and from secondary sources as
well. It lucidly presents the practice of bead jewllery making by the PVTG people along
with their uses, persistence and functional significance. While highlighting the interventions
undertaken for promotion of the craft of Bead Making Jewellery, it also portrays the
challenges, change and continuity. The Conclusion provides a summary of bead-making
jewellery and suggests its promotional aspects.

(a) Bonda’s Bead Jwellery:

Bonda is one of the 13 Particularly Vulnerable Tribal Groups of Odisha. Up in the
hill, the Bondas dwell in the most interior pocket, Mudulipada forest region in Khariput
block of Malkangiri district. The Bonda women make jewellery out of grass and beads. In
the past, they used to make beads, taking seeds and stones. Now the plastic and glass
beads are bought by them from the local markets. Unlike the past, now use of glass-based
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bead necklace is very popular among the Bonda women. Strings of
multicolored beads, locally called Mali, stretch down to their navel.
Each line of the bunch of necklaces speaks of their clan and age iden-
tity and retention of ancestral memory. From neck to naval their bare
body is fully covered by bunches of many colourful bead jewellery.
These beads are strung together to make long necklaces which act as
a sort of clothing for chest and naval regions of the women’s body

The Bonda women wear numerous ornaments, necklaces,
earrings, bangles and headbands. The beads are mostly small and
strung on the long threads and each necklace is several round thicker
and the girls often choose a single prominent colour like red, blue or
yellow so that they are identified as the one with ‘blue girl’ or the ‘red
girl’. Almost all Bonda women and girls are expert in the technique
of crafting bead glass jewellery. While crafting ornaments in their
leisure time, they use the cotton thread to join the glass beads.

According to Ashok Vardhan (2020) ornamentation of the neck
and bosom of Bondo women consists of a great mass of brass and bead work. Generally
wearing more than 50 chains around the neck which hangs up to waist is common tradition
by a Bondo woman. The other surprising observation is that all these chains are not of
same colour, but of various colours. The length of chains, irrespective of numbers and
colour vary according to a woman’s body height (sitting height) and her social class. Mostly
single-colored chains are of same length in proportion to sitting height. If there are mul-
tiple-colored chains, each bunch of chains belong to one colour. Colourful bead chains
spread over the abdomen and cover the chest and lower part of the body, which cause no
obscenity.  Adornment of bead chains by the Bondo women owe to their socio-cultural
practices. It is conspicuous that Bonda adolescence girls adorn their bodies with large
amount of bead chains than the mature women. With progress of age of adulthood in the
age group of 21 - 40 years the Bonda women folk use of jewellery increased substantially.
Though, adornment of bead jewellery among Bonda women beyond 40 years of age or
more is reduced slowly, but it does not cease

“The Bonda woman doesn’t need a tiara to reign. She wears the turuba, a grass-
woven headband, to hold in place the lobeda—a cascade of vivid beads that circle her
shaved head like a halo of heritage. The lobeda isn’t just ornamentation; it’s an assertion of
identity in a world that often demands assimilation. Worn with quiet confidence, these twin
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crowns tell tales of resilience, rebellion, and rooted pride. Because in the Bonda hills,
tradition isn’t worn lightly—it’s worn loud” (Hota, 2024).

According to Bonda women bead makers usually
two ornaments, namely (Domor Lubeida, Bead Necklace)
and Rinang Lubeida (Bead Headband) are found very com-
mon among them.  Beads bought from the local market are
strung together by Bonda women to make long bead neck-
laces or lubeida. Several such lubeida are used to cover
from the chest down to the naval region of the body; with
girls often choosing a single prominent colour like yellow or
blue or even red for their ornaments.  Usually, all Bonda girls above the age of seven and
women will have shaved heads. The beads used to make necklaces are also used in the
preparation of beaded headbands, to cover the head. Now it is gaining demand in outside
market.

(b)   Chuktia Bhunjia’s Bead Jewellery:

Chuktia Bhunjia, identified as a
PVTG, inhabits in Sunabeda plateau of
Nuapada district. The Chuktia Bhunjia
women wear few ornaments for their
adornments in comparison to other PVTGs.
The women are also fond of wearing bead
necklaces. The beads are made of glass and
plastic and are put together in group. The
women of the community irrespective of
marital status wear it on their neck. They generally prefer red and white colour beads for
necklace. Necklaces are multi-coloured and may be flat or multi-dimensional. Today, the
Chuktia Bhunjia women use either a mix of seeds and beads or exclusively beads to make
their necklaces. In the past, these necklaces were made exclusively from seeds collected
from the forest for preparation of a simple bead necklace for which they take one to two
hours. But for complicated process, it takes 1 to 2 days for completion.

Now-a-days the Chuktia Bhunjia girls buy various beads from the weekly mar-
kets or brought them from Raipur district of Madhya Pradesh which is nearest to their
area. In their leisure time they nicely thread the beads in attractive design. In Chuktia
Bhunjia language it is called as ganthi.  Previously, they were strictly making it for their
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personal use. From their very childhood, they learn this bead making process. They use
thread (cotton, plastic), needles, scissors, candles, varieties of colourful beads and hooks
for preparation of necklaces. These bead necklaces are simple and multi-coloured also
and may be flat or three-dimensional depending upon the skill of the woman who makes
them. Usually, they use single-coloured beads but prefer multi-coloured beads for prepa-
ration of necklace. The traditional skill of bead jewellery making is acquired by the
Chuktia Bhunjia girls from their mothers, grandmothers, or even elderly women rela-
tives. The tax of skill upgradation in the process of bead jewelry making is being done
with support from OSTM, SCSTRTI, Bhubaneswar under the aegis of Ministry of Tribal
Affairs, GoI, New Delhi.

Ganthi, the traditional bead jewelry,
inherent cultural significance among the women of
Chuktia Bhunjia PVTG. It is worn through different
socio-ritual purposes. The adornment of Ganthi
jewellery by women add to their beauty. Women
usually wear bead necklaces made of black and
blue beads, which symbolize their marital status and
social identity. Adornment of these bead jewelley
carries reputation when used to mark community
festivities (Nuakhai), birth (name giving ritual) and
marriage rites and rituals. On such occasions, bead
jewelry is exclusively worn by women. It is an
injunction for widows not to wear black and blue
beads or the Sakpicha - a tightly bound necklace,
which are traditionally tied by a groom around a
bride’s neck during the marriage ceremony. At
times, Children wear Kardhan, a typical bead belt
around their waist, which is believed to protect them from the evil eye. Beads jewelleries
also used as a ceremonial gifts and exchange.

Generally, in local weekly markets the Paharias and other non-tribal people purchase
necklaces from the Chuktia Bhunjia jewellry makers. In different Exhibitions and Live
Demonstration programmes organized by Government and NGOs, the Chukti Bhunjia
Women sales their jewellery crafts to outside customers including foreigners and get better
price for their bead necklaces. Images below reflect the bead jewellery making by Chuktia
Bhunjia women.
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Chuktia Bhunjia Girls making Bead Jewellery in Live Deonstration
Programme in OSTM, SCSTRTI, Bhubaneswar and their interacting with a

foreign visitor.

(c) Dongria Khond’s Bead Jwellery:

Another colorful and fascinating identified PVTG in
Odisha is Dongria Khond. Residing up in the Niyamgiri hills
of Rayagada district, they are famous for Meria Festival and
their practice in developing fruit orchards in difficult terrain.
Living close to hills and forests, they are mostly dependent on
forest and the natural resources to eke out their livelihood.
Prolonged tradition of making and using jewellry forms entirely
the Dongria Khond’s art and aesthetics life.

“Atop the head down to the toe of the foot, everywhere the Dongria Kondhs use
ornaments and jewelleries. They have used material like iron, brass, aluminum, cotton
thread, beads, copper, gold, silver, wood, etc. They use materials and natural objects
derived from the forests. The use of flowers, on special occasions, like dancing or marriage
ceremony is also noticed. Dongria Khond girls wear flower-based jewellery in their ears,
with red and yellow blossoms being the most common” (Seth & Panda, 2018).

The Dongria Khondh uses materials like glass beads of different color to make
necklaces, locally known as Mekadika. This is a glass-bead necklace of different colours
such as red, yellow, blue and black. A Dongria Khond boy usually wears five to six such
necklace which reflects his financial position. But the Dongria Khond girls favour using
Kambiti, a necklace made of small glass beads. They also love to adorn their neck with
Kainchamali, which is tied around the neck. Under the influence of modernization, a
handful traditional bead jewellery of the Dongria Khonds slowly facing extinction as they
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are losing implication and value to the younger generatiion. Often use of quality jewellery
along with bead- necklace indicates economic status of the boys and girls, who wear
them. This also impresses them to proceed with love and then selection of marriage partners.
Bead jewellery is also given as a presentation by a girl to her lover.

(d) Bead Necklaces by Kutia Kandha:

Kutia Kandha people are one among 13 identified Primitive Tribal Groups in
Odisha. They dwell in the hilly areas of Belghar in Kandhamals district and forested areas
in Lanjigarh of Kalahandi district.  They feel proud of their indigenous knowledge and
technique associated with herbal medicines, comb necklace and bead necklace. The Kutia
Kandha females from their early childhood adorn their body with many kinds of ornaments
starting from bead necklace to silver jewellary of different designs. “The females use
ornaments of different varieties all over the body from head to toe. The rings, hair clips,
bead necklace, comb necklace, a type of seed necklace and palm leaf knitted band are
worn for decoration and beautification of the body. Sometimes these are put on as a
symbol of status and social prestige” (Ota & Sahoo, 2010: Pp. 13-14).

Among the jewelleries of Kutia Kandha, the
bead, seed and comb necklaces hold special
attractions for their design, beauty and purpose of
use. Traditionally, they were used to make bead and
seed necklaces. They collected beads and different
seeds from the local forest and dried these to string
into necklace. With the introduction of different
variety of colour full glass beads, the use of bead
and seed for necklace lost its popularity, especially among the young generation.

Therefore, now the glass-bead necklaces are common jewellery prepared by Kutia
Kandha women.  They use it in bunches in the neck. The skilled hands of Kutia Kandha
girls thread glass-beads to make necklaces of different colours, out of which necklaces

made of glass-beads of dual clours, red and
yellow, are considered inspiring and eminent.
Kutia Kandha girls buy glass beads from the
weekly market. Then they thread the glass beads
with the help of needles. All the Kutia Kandha
girls acquire the technique of joining the glass
beads through the cotton thread. The use of the
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glass bead necklace by Kutia Kandha girls does not reveal any status symbol. Still, the
girls and young women prefer to wear bead necklaces for their beautification. The image
reproduced here shows the event of Kutia Kandha girl artists demonstrating their works of
bead jewellery on the campus of Odisha State Tribal Museum, SCSTRTI, Bhubaneswar in
the year 2023.

2. Challenge & Change:

Depletion of the forests, the treasure house of raw materials used in making tribal
art and crafts, is a cause of concern for tribal artists. This viewpoint needs to be considered
by the Government to help support ongoing bead jewellry craft work of the tribal families
by providing the raw materials for the bead jewellery cottage industry. The indigenous
knowledge related to traditional art and crafts, including the tribal traditional jewellery, is
weakening in course of time for want of   appreciation and documentation. There is a
pressing need for documenting such value loaded information to cause the promotion of
PVTG communities.

Traditionally, the art of bead-making jwellery was practiced by PVTGs exclusively
for personal adornments. Recently, the practice has undergone a marked decrease under
the influence of globalization, modernization, westernization and widespread innovation of
metallic jewellery. The influence of modernization is noticed more among the tribal young
mass resulting in a decreasing trend in use of the quantity of bead ornaments, especially by
the PVTG people. These influences have encouraged the younger generation to favour
modern metal ornaments over traditional bead jewellery. As such, the transmission of
tradition of bead-making skills over generations has declined, posing a significant challenge
for the preservation of this intangible cultural heritage. This mandates an urgent need for
documentation, and revitalization to ensure sustainability of PVTG bead jewellery traditions
in times to come.

3. Interventions  for Promotion  of  Bead Jwellery:

PVTG people have conserved their traditional craft of bead jewellery making and
adornment of the ornaments ingeniously. Help-support should be extended to these
craftsmen so that their bead jewellery tradition will come to limelight and to facilitate wide
market opportunity. This may enable them to provide a better price for their product and
additional income. Currently Government and non-government organizations are extending
their technical and financial supports to PVTGs artisans for promotion of making and
marketing tribal ornaments for their employment and additional income generation. Each
PVTG has its beautiful traditional inherent skill in creating bead jewellery, which can be
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saved, if some valuable interventions are made by Government truly. Raw materials for
jewellery making should be provided to them at subsidized rate. This will help them to
concentrate more on their jewellery craft value addition and upgrade their skill with innovative
design and utilitarian articles, which will attract wide market avenue for their product.

Therefore, ST & SC Development Department, Government of   Odisha with
support from Ministry of Tribal Affairs, have started adopting promotional strategies through
development initiatives at different levels to honour and nurture the traditional tribal talents
for their art and crafts. Organization of Live Demonstration programme of Tribal Art and
crafts is one of them. It is looking forward to an alternative for enhancing the socio- economic
pursuit of tribal artists and craft folks. Odisha State Tribal Museum has been privileged by
organizing nine Live Demo programmes of Tribal Art and Crafts including the programme
under Janajatiya Gourav Divas in 2023.  As many as 15 participating tribal communities
have shown their expertise and ingenious creativity with 18 different crafts, including the
bead making of Bonda, Chuktia Bhunjia, Dongria Khond and Kutia Kandha PVTGs, and
their variety of items, decorative, utilitarian article and even essential for livelihood and
ritual obligations.

After organization of Live Demo of Tribal Art and
Crafts, it was realized that the significance of elevation of the
programmes by encouraging and inspiring the Bonda, Chuktia
Bhunjia, Dongria Khond and Kutia Kandha artists, who were
privileged with sale of their products and gained economically.
Further, organization of events provided opportunities to the visitors to feel the original
PVTGs art and crafts and Jewellery workshops in the Museum arena in the heart of capital
city of Odisha, Bhubaneswar. They have been acquainted with tribal ethnic touch in the art
of bead jewellery making and craft traditions and their learning process along with
contemporary arts. As such both the tribal Artists and the visitors were gainers from the
programmes. Besides, under the skill upgradation process, the artisans could be able to
prepare value added products, which were in great demand in the market. The ingenious
product of traditional bead jewelleries have now generating demand among the buyers
from within the country and outside.

“Several Odisha-based scholars and tribal welfare collectives are now working
on digitally archiving Bonda motifs, bead patterns, and jewellery styles. Besides, Cultural
festivals like Parab Utsav in Koraput are also offering platforms for Bonda artists to present
their traditions without being exoticized. Further, empowered by Odisha’s Mission Shakti
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and the Bonda Development Agency, the tribe thrives today in small pockets through eco-
friendly enterprises like Hill Broom Grass cultivation, bead jewelleries, Ringa Textiles,
attracting eco-tourism and preserving their unique identity” (Hota, 2024).

4. Conclusion:

The PVTG People make bead jewellery out of grass and bead. Natural materials
like peacock feathers, seeds of different fruits and wildflowers also influenced their making
of popular colourful jewelleries and artefacts. Beads collected from forest are used in
making jewellery. Bead necklaces and wild grass-based bracelets are two fascinating
jewelleries which act as symbol of identity for Bondas. Under the forces of modernization
and industrialization the younger generation is found dispirited by their traditional bead
jewellery. Instead of use of natural material, like wild beads and seeds for making jewelleries
the PVGTs are now cultivated the habit of using artificial beads made of colourfu threads,
plastic and copper and silver, etc. Previously the PVTG people made jewellery for their
self-use. Now this traditional skill of creating jewelery craft have been upgraded through
govt. development agencies and NGOs by organizing different Tribal Craft Live
Demonstration and Training programmes.  Now they make bead jewellery for own use as
well as sale through Exhibition, TDCC and TRIFED Ltd. This effort has been providing
additional income to the PVTG jewellery makers.

Keeping the enthusiasm of the PVTG jewelers in view, there is necessity of market
demand survey for ethnic bead crafts. For production of traditional jewellery crafts and
their market linkages, the help of craft-based NGO entrepreneurs must be sought. Mr.
Narendra Modi, Prime Minister of India choose art works associated with tribal art and
craft as gifts for the leaders of various countries. It is a novel idea for promotion of marketing
tribal art and crafts. These Live Demos organized have successfully fulfilled the set objectives
of the programmes and such programmes need to be continued for times to come for the
betterment of the PVTG artisans.
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Feministic Approach through Perception rather than
Parochialism in wearing Jewellery by the Tribal Women

Laxmi  Narayan Nayak*

Abstract

Perception of tribal women is generally acknowledged through the
amalgamation of traditional values and social egalitarian approach. The decision
making of women in wearing jewels often seems to be a common traditional norm
based on myths and legends. The social preferences in wearing the jewels are followed
through generation. This may be termed as a pessimistic parochial approach if
considered through the basis of tradition and culture. On the other hand it is also a
form of optimistic parochialism where the perception of tribal women is not taken to
consideration. The study thus makes an attempt to identify the feministic approach
of tribal women in wearing any type of jewels through their perception. The perception
is considered here in the realms of three social factors as social preferences, positive
prophecy and homophily. The study is based on qualitative description of views taken
from 60 tribal women chosen through purposive random sampling. The study finding
reveals that older women prefer social preference in wearing any jewellery items
whereas the choice of younger women is based on their self-attainment.

Keywords: Tribal women, Jewels, Parochialism, Perception, Choices and Social Factors

1.  Statement of the Problem

Parochialism and optimism for integral development are stranded at opposite end.
In case of negative trend towards developmental approach for the vulnerable gender of
the society various factors of parochialism are responsible such as patriarchy, social
stereotyping ideology, restriction, lack of awareness and many a times the self-unwillingness
of the said gender group. The piousness and devotion towards own tradition or extreme
ethno-centrism are also the reason for such atrocities. Parochialism, if unchecked or
unregulated (Storr and Romero, 2023) results in stubborn social outcomes and un-
standardised (Alexander, 2010) outcomes in the society. This impacts the society or the
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community at large. They speak about openness in the society to restrict the effects of
parochialism. Tomaney (2013) in a contrasting view defended parochialism in the context
of its attachments to cultural values and its solidarity. He explains that cultures are the locus
point of human ecology and history of mankind. He also advocated that with good
understanding of context one can determines that there is no relation between praising for
local identity and exclusion.

The awareness among women belonging to any segment or group is necessary for
their holistic development. Feminist theories argues women to have valuable perspective
towards the society they belongs, but are often over looked by the patriarchal mindset.
This negates the true meaning of gender development. Social change carries the process
builds through awareness and consciousness of the marginalised segment (e.g. women) in
the societies. The time bound perceptions of these segment of people depicts the social
realities and the knowledge system of the society or the community. The understanding of
which collectively laid the foundation for social change. Optimistic social division rather
than biological differences emphasizes particularly the role gender in any community or
society. The behaviours, roles and attributes given to the specific gender are constructed
socially which are entirely in the influence of culture, tradition and ethnicity of the community
or the group. Awareness of recognition and further challenging the norms of oppression
are the pavement of gender equity.

The theory of socialization (Lorber, 1994) speaks about specializing gender roles
to   maintain the norm of society that is based on modulation, reinforcement and inclusive
behavioural pattern. These roles are defined and learned by the social institutions such as
family, religion, community, education and media. She speaks about the factors like behaviour
and identity of an individual determining gender development, which is shaped by the
dynamics of the society. This way of socialization determines the difference between
masculinity and feministic approach in cultural aspects, where the behaviours are adjusted
on the basis of gender in respect to the community or the society. These behaviours are
nurtured or trained from the tender age of the person. This fosters the psychological and
social construction of a person which impacts her or his personality as well as relationship
to the community. It determines the social term gender broadly than the biologically
identifying term sex.

Crenshaw theory of inter-sectionality (1991) highlights various spectres of
oppression based on sex, gender, class, race and even forms of disability. These oppressive
mindsets of the larger or dominant personnel have greater negative impact on the recipient.
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According to the theory understanding the concept of inter-sectionality allows the oppressed
gender to speak against the subordinating behaviour as not all women (according to the
theory) faced the pain of discrimination. It sparkles a sense of empowerment to the women
and to follow the path of effective change. This may be through forms of attire, speech,
writings, morphology or ideological change. Choice feminism (Thwaites, 2017) and concept
like rational choice (Driscoll and Krook, 2012) encourages women to embrace the various
circumstances provided to them and make efforts to justify the choices they had taken for
every situation. It sparks a debate of neo-feminism based on values of individuals and
counters the systematic inequalities in the society. The choice of a woman especially from
a marginalised community should be made in her choice for particular attire. The concept
of Homophily as introduced by Merton and Lazarsfeld (1954) is entirely based on the
social psychology of like-minded population. It is a network developed by breeding strong
connection between individuals who shares same interest, values, character and social
hierarchy. It may be stated as the process of socialisation where it transmit to generation
and the younger encultured it to stay within the society or the community. The bonding or
the behaviour among the units (i.e. individual of the society, community or the group) also
defines their status stratification in the society and also adds cultural values to the faction.
The concept of wearing any form of ornaments or jewellery by the tribal women may be
considered as the symbol of homophilia. The women wearing the ornaments enjoy a
particular strata in the society where they are respected, positioned and also symbolised
their aspect of self-empowerment. This sanguine abduction of proclaimed position by the
women in the tribal society is also respected by the members of the community. They
follow this as a norm of their culture and denying this may invites harsh punishment or even
exclusion.

The bangles locally named as Kataria and Bandaria, worn by the women of Gond
community adjourn the fact that ornaments are only worn for beautification. These two
ornaments found to act as protective gear towards the chastity of the Gond women during
the colonial era. The British abducted these tribal women for various exploitations. The
bangles then proved to be a handy tool of protest for these women. The bangles are
strongly made of brass metal having thick and sharp edges. It helped the Gond women to
resist back from their exploiters. The decoration in the bangles also signifies the economic
pursuit of the family to which the women wearing it belongs to.

The above statement about the ornaments as worn by the women of Gond
community signifies that the behaviour of the community members could be shaped through
simple objects of beautification. The Gond women are now protected by legal laws and
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also have no fear of forceful abduction still the concept of the bangles as the protector of
chastity of a woman still prevails and is equally honoured by the members of the community.
It is said that the beauty of a concept lies within his or her beholder. The onset of urbanisation
and assimilation with other communities (such as non-tribal) the women of Gond community
are developing their taste towards other objects. This hand worn ornament is no longer
seems to be the only speaker of feminism.

2.  Objectives of the Study

1. To explore social perception of tribal women towards the jewellery, they worn

2. Ranking their perception to find out existence of Parochialisation, if any

3.  Methodology Adopted

The study is descriptive in nature based entirely on social listening and understanding
the behaviour of tribal women through opinionnaire method. 60 tribal women (across
tribal group or irrespective of any specific community) are surveyed through questionnaire.
The women are selected through purposive random sampling where 30 women are below
40 years of age and 30 women above 40 years of age with some level of education to
answer the questions sent to them through paper or e-medium. The perception of the
women towards the jewells they wear had been structured into factors which were measured
in 5 point likert scale as Strongly Agreed, Agreed, Neutral, Disagreed and Strongly
Disagreed. The perception had then been ranked through Relative Importance Index or
RII method to identify the social importance of the Jewells.

4.  Background of the Study

Jewellery items worn by women reflect the cultural significance of the community
they belong. It often has a perceived value based on self-esteem, behaviour and status
versatility. The study identifies the perception of the tribal women through social factors
towards the jewellery they wear.

4.1.  Factors determining through Perception

Socialization through Social Preference e.g. the broad neck band worn by the
Bonda women to protect them from the attack of wild animals may develop as a norm for
social responsibility which culminated into a cultural symbol for them. The bangles (Kataria
and Bandaria) worn by the Gond women had also been socialised and accepted by the
community, in order to protect the chastity of the women. These jewellery had got preference
of wearing from communal acceptance.
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The concept of development of tribal women through accomplishing any position
is considered in the study as Positive Social Prophecy. The affirmative transition marked
with acceptance by the community may be termed as the absolute growth of a tribal woman.
It has been possible by awareness, educational attainment and economical empowerment.
The prospects of decision making ability and choices are also reflected as the factor for
social prophecy. Wearing any jewel irrespective of any peer pressure or social consideration
rather on their will, also justified the same virtue. It may be judged by ritual followed in
wearing bangle by women of Bonda community.

The Bonda women wear bangles called as Sungurei. The rituals prior to its wearing
speaks about the intersectionality and viviparous opportunity for Bonda women (especially
for young women prior to their marriage) through raising voice and decision making ability.
The unmarried women before marriage used to spend night at promiscuous shelter or
youth dormitory called as Selani Dingo. Bonda boys from nearby villages used to visit the
dormitory every evening, each carrying the Sungurei. They visit the place to find a potential
mate for them. The boys usually are younger to their prospective bride. Holding the hand
of chosen woman the boy introduced himself with providing details of his lineage and life-
style. He requested the woman to wear the Sungurei brought by him. Before wearing the
same, the woman asked several questions to the proposed boy, in order to test his tangible
assets along with his physical and intellectual prowess. The questions used to be on his
ability to grow rice in his land; can he be able to make a house of his own hand; had he ever
repaired roof of his own hut and made it rain proofed; is he a capable hunter; does the prey
which the boy is game hunting ever attacked back; etc. The boy has to answer all the
questions with the behest of the woman. The woman on the next day verified the answer of
the boy in the market or from the villagers of the said boy. If she found the answer to be
true and satisfactory, she wore the bangle of the boy. She may also reject the proposal on
her choice. The acceptance is celebrated with singing and joyful merry making. The
celebration is often carried on for months before the marriage is finalised.

The jewel, Sungurei, thus has a cultural and social meaning for Bonda women
more than just being an ornament.

In the study Homophily or the associative behaviour of one tribal woman with the
other women guided by affinity, inter-personal respect and associative likeness towards
the path of change and development in their cultural values and ethnicity. The women
belonging to a particular age-group basically have a common psychic unity, which then
culminates to a particular behavioural pattern. In case of wearing of jewels the older women
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of any community found to follow terms based on their social and cultural norms. On the
contrary the younger generation the outer beautification of the jewels outshines the cultural
affinity.

The study had tried to analyse these factors statistically to find out the social and
psychological prospect of women in wearing any form of jewels.

4.2. Tabulation and Analysis

Factors Strongly 
Agreed 

Agreed Neutral Disagreed Strongly 
Disagreed 

Total 

Social 
Preference 60 30 3.33 6.67 0 100 

Positive 
Prophecy 40 26.67 10 16.67 6.66 100 

Homophily 33.33 33.33 16.67 13.33 3.34 100 
 

Table 01: Perception of Older Tribal Women towards wearing Jewels (in %)

(Source: Compiled by the Author) {more than 40 years old}

It is found that the perception of 90% (table 01) women concords positive response
to social preference in wearing any types of jewellery. Approximately 24% and 17% of
women negates factors such as positive prophecy and homophily respectively. Despite
negation more than 60% (approximately) of tribal women also have inclination for these
two factors.

It may be perceived as the older women are traditionally attached to the status and
behaviour they received from their community.

Table 02: Ranking Factors of Perception of the Older Tribal Women through
Relative Importance Index or RII

Factors Strongly 
Agreed 

Agreed Neutral Disagreed Strongly 
Disagreed 

Total N A*N RII Ranks 

Social 
Preference 90 36 3 2 0 131 30 150 0.8733 1 

Positive 
Prophecy 60 32 9 10 2 113 30 150 0.7533 3 

Homophily 50 40 15 8 1 114 30 150 0.76 2 

(Source: Compiled by the Author)
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Factors Strongly 
Agreed 

Agreed Neutral Disagreed Strongly 
Disagreed 

Total 

Social 
Preference 16.67 16.67 13.33 30 23.33 100 

Positive 
Prophecy 66.67 30 3.33 0 0 100 

Homophilly 53.33 30 10 6.67 0 100 
 

(Source: Compiled by the Author) { less than 40 years old}

The older women rank social preference (1st, table 02) as the most liable factor to
wear any jewellery items. Based on their perception they kept homophily and any form of
positive prophecy in 2nd and 3rd rank respectively.

This ranking may be defined as the older women are more attached to the traditions
and cultural values where they kept communal ethics prior to their self-esteem or position.
The statement by the author based on the perception of the respondent not totally negates
that the women are not empowered or are happy with the position (as all the women taken
are literate, reference to the methodology) they acquired in their respective communities. It
signifies that the age-old tribal women are specifically adhered to the socio-cultural norms
of their community.

Table 03: Perception of Younger Tribal Women towards wearing
Jewellery items (in %)

The perception of younger women is found to be inclined more towards self-
conscious factors (table 03) as positive prophecy (with approximately 97%) and homophily
(with approximately 84%). This attitude of self-consciousness may also be seen as little
more than 50% of the women disagreed with factor of social preference to be a reason for
wearing any jewels.

It may be perceived as the younger women are now in versed with education,
modernisation and new tradition which enable them to switch from communal pressure to
self-attainment.
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Factors Strongly 
Agreed 

Agreed Neutral Disagreed Strongly 
Disagreed 

Total N A*N RII Ranks 

Social 
Preference 25 20 12 18 7 82 30 150 0.5467 3 

Positive 
Prophecy 100 36 3 0 0 139 30 150 0.9267 1 

Homophily 80 36 9 4 0 129 30 150 0.86 2 
 
(Source: Compiled by the Author)

The table 04 ranks the perceptive factors of younger tribal women where they
rank positive prophecy prior to the other two factors. As discussed above the onset of
modernisation and initiation of development through education and employment, the younger
found wearing any type of jewellery irrespective of the traditional one based on their choices
and desire. They are now choosing fashionable and contemporary jewellery over their
traditional jewellery as according to them the former enhances their beauty more than the
later.

The perceived factor as homophily is in 2nd position due to the similar psychic unity
among the younger generation. For tribal women in this age –group wearing jewellery just
for traditional value seems less appealing.

5.  Findings

The narrative of perception differs across age-group among the tribal women in
wearing jewelleries. The older tribal women found revering to their traditional trait while
the younger one acknowledges self-personifying elements in wearing any jewellery items.
It is also found that the women across the age groups are more or less motivated or follow
the behaviour of the herd of the group (based on age) they belong, which is further classified
above as homophilia. The older women found attached to the oral traditions through
folklores, songs or stories heard from their elders which had culminated their behaviour
more towards traditional aspect in wearing of jewellery items. In addition to the above, it
may be said that the non-availability or limited alternatives in jewellery products the women
in this age group had to stick to the traditional lustring object. On the contrary the tribal
women from younger age group had more available option due to marketibility and their

mobility to various places.

Table 04: Ranking Factors of Perception of the Younger Tribal Women through
Relative Importance Index or RII
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6.  Conclusion

Choices and respecting the perception of women may be termed as the true meaning
of their development and empowerment, which could be possible through unrestricted
autonomy and strategic detachment. This can be provided through aspects of building
awareness and knowledge; providing opportunities by education, economic prowess and
ability to decision making. Wearing of jewelleries can be considered as a form for
representing both their choices and societal perception in similar dimension. The obligation
of rights and self-worth may be represented in wearing of jewellery products especially by
the women belonging to a traditional community (i.e. tribal community). The optimistic
approach of parochialism often put predilection in wearing any form of jewellery items in
the virtue of social preference. Due to onset of assimilation and diffusion among the
community the choices and preferences of the tribal women had taken shape. This may be
regarded as challenging compel (feministic virtue) or a pessimist approach of parochialism.
A holistic mutation is thus required for both the culture of the community and choice of the
marginalised section to move together.
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The Traditional Jewelleries of Santal Tribe in Mayurbhanj
District of Odisha, India: An  Analysis

Biswajit  Parida*

Abstract

India’s tribal people have a rich cultural heritage. Every tribe has traditional
jewellery that has been integrated into their everyday lives and represents their culture
and customs. The most ancient jewellery tradition is found in India. The Indus Valley
people used gold, beads, and other metals to create their necklaces and earrings
around 1,500 BC. The socio-cultural traditions of the Santal tribe in the Mayurbhanj
area of Odisha are reflected in their tribal jewellery. It represents the wearer’s status
socially, financial situation, spirituality, practical habits, etc. Their rich jewellery
culture sets them apart. Everybody, both men and women, wears a lot of jewellery.
Many necklaces, bracelets, belts, headpieces, and nose rings are worn by them. The
jewellery’s beads are gorgeous and quite valuable. Depending on its color and sheen,
each bead has a unique worth and significance. Every item of jewellery has a unique
name and set of specifications. The purpose of this essay is to provide a detailed
description of the Santal tribe’s exquisite and varied ornaments along with their
ethnic names in the Mayurbhanj area of Odisha.

Keywords: Traditional Ornaments, Tribe, Santal, Mayurbhanj

1. Introduction

For centuries, people have been fascinated with jewellery as an amazing form of
decoration. It includes a wide variety of accessories made from different precious and
non-precious materials, such as rings, bracelets, necklaces, earrings, and more.

As a tool for self-expression, a representation of cultural identities, and an indicator
of wealth and rank, jewellery has enormous cultural, historical, and personal value. Jewellery
has been an important part of human civilization since antiquity. Intricate jewellery that
dates back thousands of years has been discovered during archaeological excavations,
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demonstrating the artistry and craftsmanship of ancient cultures. Throughout history, jewellery
has been connected to strength, beauty, and luxury, from the sparkling riches of Egyptian
pharaohs to the elaborate decorations of Mughal rulers (Thippeswamy and Neeranjaneya,
2023). In the end, ornamentation served as a social value marker, giving objects status.
Examples of this include the decorating of sacred artifacts used in church rituals, such as
altarpieces, sceptres, and papal garments.  According to Nelson (1993), “ornament’ is
defined as something meant to honour it, to give it an elevated status, and to make it
something special. Thus, ornaments are not so aesthetic, but an amoral concept that involves
the impregnation of an object with not just physical beauty but virtue. An ornament was a
representation of good things, which are appropriate and valuable in a social sense”.

2.    Objectives of the Study

The major objectives of the study are;

i. To study the ornaments of the Santal people in the Mayurbhanj district of Odisha.

ii. To understand the importance of ornaments in Santal’s life.

3.    Materials and Methods

For the present empirical study, various anthropological methods have been used
for a deep understanding of tribal ornaments, with special reference to Santals of Mayurbhanj
district, Odisha. Both primary and secondary sources were used in order to obtain the
data required for my search. Secondary data gathered from various sources, including
websites, journals, and published papers. Various anthropological methodologies and
techniques such as participant observation, case studies, key informants, focused group
discussions, and interviews have been employed to gather empirical data on the different
ornaments used by the populations under study. The target community participated in the
extensive fieldwork.

4. The Study Area

The Santals of Bantali Rakhasahi village in the Bijatala block of the Mayurbhanj
district of Odisha, which is located at East Longitude 85°40' and North Latitude 21°16'
and 22°34', were the subjects of the present study. The village under study is located
approximately 80 kilometers from Baripada, the district headquarters town, and 8 kilometers
from Rairangpur town (www.mayurbhanjdistrict.nic.in).

http://www.mayurbhanjdistrict.nic.in).
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Fig.1 Map of the Study area, Mayurbhanj district

5. The People Under Study: The Santals

The district holds the second-highest proportion of Schedule tribes in Odisha,
with around 58 percent of its population belonging to ST communities (Census, 2011).
Santals are the third largest tribal community in India after the Bhills and Gonds. They
belong to the Austro-Asiatic group.

Santal is the largest tribe of the district. They are regarded as people of the forest,
and they refer to themselves as Hopan, which means “child” or “children of human beings,”
and thus are regarded as inhabitants of the forest. They are only referred to as Santal.
Other people also call them Santhal. For my research purpose, I have chosen Bantali
Rakhasahi village of Bijatala block, which is selected on the basis of the largest concentration
of the Santal population, which constitutes about 77 percent of its total population (Census,
2011). The people living in the village speak the regional language, Odia, as well as their
own dialect, Santali, and some Hindi.  They have their own script, which was developed
by Pandit Raghunath Murmu. Their main occupation is agriculture and agricultural labour.
The Santal tribe is the most dominant in the village. The total population of the studied
village is 904, of which 475 (52.54%) were men and 429 (47.45%) were female. Out of
175 households, 131 were Santals, accounting up 75.99% of the village’s total population.
Of them, 45.70 percent were women and 54.29 percent were men.

Map Showing the Study Area
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6. Major Findings and Conclusions

Tribal jewellery is empirical as well as decorative. Every tribe continues to maintain
its own distinctive ornamentation style, and ethnic groups have taken great care to preserve
the original essence of ornament design. In addition to being visually pleasing, it frequently
conveys information about the wearer’s wealth, position, functional habits, and spiritual
beliefs. It also signifies individual access, group affiliation, and social festivities (Dwivedi,
2016). “Both men and women in most archaic forms of societies used to adorn different
parts of their bodies in definite proportions, of course, the man differing from a woman in
specific form. The six hexa-divisions of body composing the seats of adornment, beauty,
and love are the zones, such as, respectively, from head to toe: head and face, neck and
thoracic, arm, waist and pubis, ankle and foot” (Nayak, 2006: 33).

The Santal people generally use a few ornaments to decorate their bodies, made
up of gold, silver, and brass.  Females are using glass bangles.  The women wear earrings,
a nose ring, and a thread used as necklaces.  The young girl wears a silver necklace.
Married women are required to wear iron as well as silver bangles on their hands.  During
the marriage and any other ceremony, they wear traditional ornaments, including hairpins
and foot anklets, and finger rings, also made up of gold and silver. Such as…

a. Pankanta (Sutbasi):

 Figure: 2-Pantanta/Sutbasi

The Pankanta, locally known as Sutbasi, is a distinctive traditional ornament of
the Santal tribe of Mayurbhanj district. It is primarily associated with Santal women and
holds both aesthetic and cultural significance. It is a hair ornament and is generally made of
silver or metal pieces. It is commonly worn during daily activities as well as on festive and
ritual occasions. The Pankanta is traditionally worn by married women, symbolizing
womanhood, marital status, and modesty. They mainly used to wear in different festivals
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like Sohrai bonga (Kali puja), Baha bonga (flower festival), and Karam bonga. This
ornament becomes part of the complete traditional attire and represents simplicity, discipline,
and cultural identity of Santal women.

b. Earrings (Paghra):

Pagra is a traditional Santal ear ornament worn
by Santal women. It is part of a set of indigenous jewellery
pieces that the Santal tribal community uses for personal
adornment. The Santals have specific names for ornaments
worn on different parts of the body, and paghra refers
specifically to the ear jewellery. In traditional lists of Santal
ornaments, pagra is listed as the ear ornament, indicating
it was a standard part of women’s traditional adornment. It
could be made of metal such as silver, bronze, or gold.
Though the exact design and material could vary by region
and availability.

c. Nose pin (fuli):

Figure:4- Nose Pin (Fuli)
A fulli/Phuli, sometimes called a fulli, is a tiny, floral-shaped nose ornament worn

by women as a nasal piercing in several Indian customs. Fully literally translates to “little
flower,” and those studs are frequently delicate, understated, and ornamental.  Fulli/Phuli
designs, which are typically worn on the left nostril (the preferred side in Indian Culture),
might be flowery, simple studded points, or slightly intricate. Tribal people in Odisha have
long made nose ornaments out of wirework, metal (such as silver, brass, or copper), and
occasionally beads or shells. Simple rings or studs can be used as regular jewellery or for
ceremonies and festivals.

Figure 3: Ear Rings
(Paghra)
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d. Gunusi:

A gunusi is a necklace that is usually made of coins, metal beads, silver fragments,
or even seeds. During rites, feasts, and social events, women and occasionally men wear
it. Because bigger and more intricate pieces signify prosperity, gunusi frequently symbolizes
economic standing. Even though contemporary influences are rapidly altering regular usage,
these ornaments continue to play a significant role in Santal material culture, particularly
during festival days like Sohrai bonga and Baha bonga.

e. Necklace (haar malla):

The words “haar” or “mala/malla” generally mean necklace or garland among
the Santals and are worn around the neck. In wider Indian jewellery terminology, haar is
also a generic term for any necklace (e.g., gold haar in wedding sets). Puisa Mala /
Sikimala is a coin necklace worn around the neck, often made of metal (silver, bronze, or
later lighter materials). Silver has been especially common, though economic factors
influenced how much metal jewellery individuals could afford. In many Santal communities,
silver necklaces became part of festivals, weddings, and ceremonial ornaments, and were
sometimes worn by men on special occasions, depending on their financial condition. It is
a cultural significance that indicates festivity, and many rituals and ceremonies.

f. Silver Wristlet (Sankhachuli):

These silver wristlets used by the financially
sound ‘Santal’ ladies are called ‘Sankhachuli’ in their
language and for decoration. They used to buy the
ornaments from near-by local haat /market, which was
designed by the goldsmith as indicated by Santal ethnic
ornaments.Top of FormBottom of Form

g. Chur
“Chur” refers to heavy bangles, often made of

gold, silver, or platinum, worn in Indian traditions. Chur
ornaments are traditional Indian bangles crafted in gold or
silver, while Santal ornaments refer to the jewellery and
adornments worn by the Santal women of the Mayurbhanj
district of Odisha, which represent a rich cultural heritage
but differ in style and symbolism. They are worn during
weddings, festivals, and special ceremonies.

Figure:5- Necklace
(Haar Malla)

Figure:6- Chur
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h. Bichha
Among the Santals, ornaments are not merely decorative; they carry cultural,

aesthetic, and symbolic significance. Bichha, Danta, and Gunusi are traditional ornaments
commonly used by Santal men and women, which are usually made of silver or white
metal. It is a waist ornament mostly used by children.

i. Armed Wrists (Wrist Ornaments)

Among the Santals, wrist adornments known
as “Armed” Wrist decorations are significant in terms
of culture, aesthetics, and symbolism. Both men and
women wear these ornaments, although the number,
style, and material may change depending on social
occasion, gender, and age. Iron, brass, silver, or
bronze bangles, locally referred to by many names in Santal society, are the most popular
wrist jewellery. Traditionally worn by married women, iron bangles are especially important
because they represent protection, strength, and marital status. More ornamental bangles
made of brass and bronze are frequently worn at festivals, dances, and local traditions.
Particularly during dance styles like the Baha and Sohrai festivals, women typically wear
several bangles on both wrists to create a rhythmic sound while they move.

Men may choose to wear a single metal bangle or more basic wrist bands, which
convey masculinity and restraint rather than ostentation. In addition to metal bangles, younger
members and kids wear beaded wrist jewellery produced from seeds, glass beads, or
forest materials. In general, the Santals’ armed wrist decorations are more than just
decorative; they are an essential part of their material culture and social life, symbolizing
identity, tradition, marriage symbolism, and harmony with nature.

j. Ring (Mudam):

In the context of Santal jewellery,
Mudam often just called Mudam refers to
a typical Santal ornament worn as a ring
on the finger. It is one of the unique
decorations that Santal women have
traditionally worn as a part of their ethnic
and cultural identity. A finger ring is referred to as a “Mudam” in traditional Santal jewellery.

Figure 7- Khaddu

Figure:8- Ring (Mudam)
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It is one of numerous Santal decorations that are unique to certain body parts. In the past,
Santal women decorated themselves with a variety of items, many of which were practical,
symbolic, or marked life stages.

k. Luha Chudi (Meher Sakam):

Luha Chudi literally means iron bangles
(“Luha” = iron/metal, “Chudi” = bangle). They
are traditional metal bangles worn by Santal women,
especially on different festivals and ceremonies. Luha
Chudi are sturdy metal ornaments and often part of
daily as well as ceremonial occasion which are typically
of iron or mixed metals.

Traditionally, locally forged by blacksmiths (Komar community) or by artisans
who supply tribal ornaments. These ornaments were used to wear after marriage. This
bangle is through in to the water if her husband has died. All married Santal women wear
metal bangles (like Luha Chudi) as part of their regular adornment.

l. Bala (balah sakam):

The Santal women are used to wearing Bala Sakam. In the Santali
language, ”bala” refers to a bracelet or bangle, and ”sakam” indicates a circular form
like a ring, so ”bala sakam” essentially means a bangle/bracelet.  It is the traditional tribal
ornaments of the Santal community found in the Mayurbhanj district of Odisha.  Traditionally
worn by Santal women on the wrist as part of their daily or ceremonial attire. These bangles
were traditionally made of indigenous materials like bronze, iron, silver, or terracotta, and
often had cultural symbolism in addition to decorative use.

m. Payel (Paijap/Paingan):

This is the women’s ornaments. The term paijap or
paijap-paingan – anklet with tiny bells (ghungroos) attached
specifically refers to the anklet ornament, traditionally worn
around a woman’s ankle. These bells jingle as the wearer
moves—an aesthetic feature common in many festivals and
ceremonial costumes. Traditionally, many of these ornaments
were made from heavier metals like bronze and silver. Over the
years, with economic changes and modernization, lighter

Figure: 9-Meher Sakam

Figure:10-
Payel (Paijap/Paigan)
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materials like silver, brass, glass, and even plastic have become common, though many
traditional designs remain valued for cultural occasions.

n. Toe Ring (katub gunsi):

It is a toe ring/foot traditional ornament
worn on the toes (toe rings), commonly in tribal
jewellery contexts in parts of eastern India. It
appears as a foot ornament in classical and tribal
ornament lists (for example, in Odisha tribal
descriptions). In some tribal ethnographic
contexts, toe rings like jhuntia are mentioned as
part of women’s adornment tradition, and are
associated with married women’s jewellery.

o. Anklets (Janga Khadu):

In the region, the anklet is referred to as paini or
Khaddu for feet. Among these, “Khadu” describes a
particular kind of anklet that Santal women have
historically worn. Santal women wear solid-structured
anklets called Kaddhu. It is more robust in shape than
other kinds of anklets and is usually made of metal
(typically, heavier metals like bronze or silver). It is a
unique component of the traditional outfit and is different
from other anklet varieties like Paini, which is lighter and
does not have ghunguroo or bells. Traditionally, local
resources like bronze, silver, or commercially accessible
metals were used to create these decorations, depending
on status and availability.

In addition to being pleasing to the eyes, jewellery in its rich adornment history
also communicates cultural identity and social cues like marital status. Although these
ornaments were traditionally constructed of heavier metals and had a significant cultural
impact, younger generations are already replacing some of the classic parts with lighter
materials like glass, plastic, and light silver.

Figure:11-
Toe Ring (Katub gunsi)

Figure  12- Janga Khaddu
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7. Conclusion

Based on the study, the Santals have made an effort to preserve their customs
through ornaments, but they have also evolved. Although they have occasionally altered
them, they have attempted to wear traditional ornaments. In the case of Santals, silver or
gold is a metal that is commonly accepted for any occasional needs because of their poor
financial situation in society. They occasionally used gold to make decorations, depending
on their financial situation.
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Santal Ornaments, Embodied Memory, and the Politics of
Survival in an Oral Society

Raimani Murmu*

Abstract

Within the Santal community of eastern India, jewellery is more than a
decoration or an adornment. It manifests as a way of remembering, recording and
intergenerational passing on knowledge in a society where history is not primarily
written down. Ornaments carry stories of ancestry, social roles, ritual life and survival,
and they do so through the body itself. Worn in daily life and in ceremonies, these
objects act as memory tools that link individuals to family, community and the sacred
world. This essay positions the Santal  Jewellery as a form of cultural archive. It
argues that ornaments preserve historical experiences, communicate social identity
and economic purposes, especially in times of hardship. Drawing on ethnographic
studies, tribal histories, and records of material culture, the essay examines how
these objects have endured despite colonial disruption, changing markets and modern
pressures. Rather than treating Santal ornaments as relics of the past, the essay
elaborates on how they continue to function as living, embodied archives that support
cultural continuity and everyday survival.

Keywords: Santal tribes, Tribal history, Cultural Memory, Jewellery archive, Colonial
impact

1.       Introduction

The idea of archives has always been tied to writing; documents, manuscripts,
inscriptions and the institutions that preserve them. This understanding, though, does not
fully comprehend how knowledge is truly contained in verbal societies, where memory
and learning are carried through performance, storytelling and material practices rather

* Young Museum Professional (YMP) at the Odisha State Tribal Museum, SCSTRTI,
Bhubaneshwar, Odisha., Mobile No- 7064513594, Email-murmurai141@gmail.com
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than through text1. In the Santal community, one of the largest
Adivasi groups in India, history has traditionally relied on oral
traditions rather than written records. Instead, it has been
upheld in the body and passed down through ritual and
expressed through objects used on an everyday basis2.
Ornament terminology varies regionally; names  follow
commonly cited Santal ethnographic usage. Ornaments play
a crucial role in the framework of memory. Santal jewellery,
such as neckpiece(harmala), hairpin (sudbaha), armlet
(baju), bangle (sankhachuli), anklet (paini), earrings
(pagra), nose rings (phuli), is more than just an adornment.
They are the symbols that carry meanings tied to social identity, spiritual belief, lived history
and economic security.

These jewellery pieces have been passed down through the generations, worn
across time and function as embodied archives, preserving knowledge without depending
on written language. Santal ornaments thus offer a distinct way of thinking about historical
memory and archives. These ornaments remain fluid, shaped by the effects of colonial rule,
women’s labour, and the uncertainties of the present. Colonial governance treated written
documents as the most reliable and often the only source of history, which is why communities
like the Santals have frequently been described as lacking a history or being “ahistorical.”
This is because they did not have a written form. Therefore, this approach overlooks the
numerous ways in which historical knowledge has been contained through everyday practices
and material forms. Thus, placing Santal Jewellery within the idea of the archive calls for a
rethinking of what truly counts as historical evidence. In the Santal society, the ornaments
sit at a triad of memory, the body and the livelihood. Jewellery is made through locally
originated craft traditions and worn across different stages of life. These are also included
in the ritual use and are sought out during times of economic pressure, when they are
pawned or sold or exchanged to quell the urgent household needs. The ornaments are also
passed down as inheritance, deepening their meanings from being a security to a prized

1 Indian scholars of history and anthropology have long argued that archives in South Asia extend
beyond written documents to include oral traditions, ritual practices, and material culture. See Romila
Thapar (2000) on alternative historical sources in early India; Shahid Amin (1995) on memory and
vernacular history.
2Ornament terminology varies regionally; names follow commonly cited Santal ethnographic usage.

Figure 1: Sudbaha/
Pankatha(Hairpin)
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possession. As such, Santal jewellery is a testimonial of history. Treating these ornaments
as archives makes it possible to recognise processes such as mending, wearing and
circulation as forms of historical record, and the body as a site where history is carried.
This perspective becomes extremely important in the present, as the Santal ornaments are
reproduced as heritage pieces, museum objects or design commodities. When they are
separated from the world they are used in (social worlds), their archival function is weakened.
The history carried through use and bodily presence is then reduced to mere decorative
symbols.

2. Methodology

This study uses a qualitative and interpretive approach drawn from anthropology,
material culture studies, and oral history. Since Santal society does not rely on written
records, the paper moves beyond text-based methods to examine jewellery as a form of
embodied archive, through which memory, social knowledge, and survival practices are
carried. The analysis treats ornaments as social and material texts. Their form, material,
weight, placement on the body, and patterns of use are read as meaningful signs that
communicate age, gender, marital status, ritual roles, and economic conditions. Changes
such as repair, reduction, absence, or exchange of jewellery are understood as historically
significant rather than as loss. The study draws on three main sources: Indian ethnographic
and anthropological writings on the Santals; recorded oral traditions such as songs, ritual
descriptions, and community narratives; and material culture records, including museum
descriptions and visual documentation of ornaments. Colonial-era sources are used critically,
with attention to their historical limits and biases.

3. Orality, Memory, and Material Culture

The Santal society has been dependent on oral transmission to carry spiritual ideas,
clan histories, traditions, ritual rules and moral knowledge. Instead of relying on written
formats, they have prioritised circulating the knowledge through songs, myths, seasonal
festivals and routine practices. These forms of transmission depend on adaptation and
fluidity rather than permanence (Ong, 1982). Material objects such as ornaments play a
particular role in sustaining memory. Jewellery, since it is durable and is worn on the body,
turns into a tangible medium through which knowledge is passed on. As opposed to verbal
transmission, which is fleeting and fickle, ornaments remain in use for a very long time.
They are passed down and circulated by the people who adorn them. Their meanings are
learnt through shared usage. As such, Santal ornaments define cultural memory: memory
preserved through symbolic forms and social practice rather than written history (Assmann,
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2011). Early colonial ethnologies state that before the nineteenth century, Santal women
popularly wore ornaments made from the locally harvested materials, including terracotta,
seeds, shells, and forest-sourced beads. An early twentieth-century ethnography, by S.C.
Roy, a collection of field observations and interviews of the local people, highlights that the
earthen bangles (hasasakam) and clay or seed necklaces (hasa mala) were common
among the Santal women during the supposed pre-monetised phase of Santal society. This
jewellery was primarily worn during rituals and festivals, where its value was displayed
primarily through participation, rather than in its durability. Involvement of such objects in
important occasions reflects a view in which ornamentation was more closely related to
ecological cycles and seasonal life than permanence or accumulation.  By the middle of the
nineteenth century, particularly after increased interaction with colonial markets and daily
wage labour, following the Santal Hul during 1855-56, Santal ornamentation started to
include metals like bronze, brass and bell metal. These ornaments have been described as
itilpaini, which were fitted once and worn permanently. These anklets carried a strong
aesthetic endurance and marked bodily endurance (Suvash, 2018). This shift towards the
metal was closely linked to the changes in the local economy, which included a reduction
towards access to forest resources and the growing use of cash wages. Metal ornaments,
thus, were easier to obtain through markets and could also be sold or pledged in times of
need. However, though the materials to make the jewellery changed, established patterns
of ornament use and meaning remained in place, showing how Santal practices blended
and adapted to the new conditions without forsaking the earlier forms of cultural expression.

4. Jewellery as Social Text

Santal jewelleries carry forms of social information which in many societies would
be preserved in a written format, documented or inscribed. However, the Santals carried
their body as a surface on which social knowledge is made visible, and ornaments operated
as a form of social text. The type of ornament worn, its weight, material, and position on
the body, communicate the details such as age, gender, marital status and social status.
Heavier neck ornaments, such as the hansuliand gojimala, along with nose ornaments
such as the bulak or nuluk, are typically worn by married Santal women (Soren & Jamir,
2020). However, the alterations in weight of the heavier pieces or removal of them,
substituting with lighter forms or the cessation of nose ornaments mark the transition in life,
such as widowhood or movement into elder-hood.  Variations in ornaments are not just
limited to evolution in style or limited to a matter of choice. This form of communication is
closely linked with lived experience. Reduction in the weight of the metal used for neck
pieces can indicate economic strain on the household, especially if the ornaments are
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exchanged for lesser ones or sold permanently during periods of crisis. The absence of
jewellery can also indicate loss, displacement, or prolonged separation from home. Presence
or absence of the ornaments, the quality and quantity of the metals used, all contribute to
the social conditions, how they are read and used. Such practices hold a mirror to those of
registers, allowing information to circulate through shared visual cues rather than formal
records. The most vibrant explanations about Santal jewellery appear in the late nineteenth
and early twentieth centuries. These ethnographic records were predominantly a collection
of interviews, fieldwork and observations of everyday life rather than a secondary research
of existing manuscripts. These documents show a wide range of body-specific ornaments,
including head ornaments such as pankathaand jhipjhipi; ear ornaments such as jhinka
and pagra (JETIR, 2018). Each of these pieces carried a distinctive social meaning,
indicating age group, marital status or the eligibility to participate in certain rituals. Awareness
of this system was not written down or formally taught; rather, it was learnt through
observation, oral instruction and repeated bodily practice. This demonstrates the active
role of jewellery as a non-written social archive, maintained through everyday use and
mutual understanding, as these visual codes operate as a semiotic system, legible within the
community but largely opaque to outsiders.

Therefore, Santal ornaments perform a role far
more intriguing than signalling an identity. They carry the
traces of lived and shared history. Each piece develops
into an object biography, shaped by its circulation, use,
loss and return (Kopytoff, 1986). A sole necklace reflects
the work of an artisan, the landscape from which the
materials used were drawn, the ceremony or the ritual in
which it was first worn, or a later period where it had to
be sold or exchanged, during the economic crisis. These
layers, carved within the jewellery, become inscribed
narratives. Distinct from the written archives, where
events are described as fixed moments, ornaments hold
different times together in a material form. Signs of wear,
tear, and repair are not treated as damages that reduce the worth of the piece; rather, they
point towards longevity and continued relevance. A repaired clasp marks endurance. This
stark difference between modern market ideas of novelty and flawlessness and the Santal
context of continuity, use and survival, giving their ornaments a lasting significance, solidly
highlights the perseverance of the Santal history.

Figure 2:
Sankhachuli (Bangle)
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5. Sanctity, Protection, Sacred Body and the Impact of Colonial Rule

In the Santal community, metals such as silver and brass are believed to offer
protection, guarding the wearer against evil, illness and other harmful forces. Ornaments
worn during major festivals, such as Baha (the flower festival) and Sohrai (the harvest
festival), take on a particular ritual importance, which links the wearer to the ancestral
presences (Hapramko) and spirits (Bonga). These rituals often do not end with the festival;
instead, the sacred ornaments are usually worn in daily life, absorbing sweat, smoke and
other marks of hard physical labour. Sanctity here is not defined by purity. With repeated
engagement with life, the ornament becomes sacred, not through preservation of ritual
seclusion (Hembram, 2022). For Santal women, jewellery also serves as an economic
security. In periods of crisis or uncertainty, ornaments perform as movable assets that can
be mortgaged during such hardships. Women usually retain control of their jewellery, which
provides them the financial agency and autonomy, while the land and fixed property are
often held by men. The decision whether or not to keep the ornaments is rarely dependent
on the monetary value; they hugely depend on memory, attachment and security. In such
scenarios, women act as the custodians of circulation, of maintaining the links to the past
while responding to urgent needs.

The later expansion of the Permanent
Settlement (1793) into zamindari expansion in Santal
regions, under colonial rule, converted communal land
use into taxable private property, pushing Santals into
debt and wage labour. In the decades following the
Santal Hul, traditional jewellery began carrying political
meaning as a very prominent assertion of Adivasi
individuality (Dutta, 2022). This significance was later
shaped by the colonial legislation and forest reservation
acts, which intensified restrictions on land and forest
use.  British policies such as the Indian Forest Acts of
1865 and 1878 curtailed access to forest produce that was traditionally used in ornament
manufacture, including clay, seeds, shells, lac and small quantities of metal. These laws
brought large tracts of forest in the Santal Parganas under the state control. Forest reservation,
resulting in the displacement of the Santals, led to land loss, reduced access to subsistence
resources, and growing dependence on cash income. As such, many Santals were forced
into migratory labour in tea gardens, coal mines and factories (Soren & Jamir, 2020,).
Despite these pressures, jewellery did not lose its societal, cultural significance. Instead, it

Figure 3: Baju (Armlet)
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began to comprehend the effects of deprivation and displacement. Lighter neckpieces and
reduced bangle sets often reflected chronic food shortages, while simplified or incomplete
ornament ensembles pointed to interrupted ritual cycles. The absence of certain pieces could
signal seasonal migration for labour, permanent displacement, or the sale of ornaments to
meet immediate needs Majumdar et al., 2021). These accounts, however, often separated
ornaments from the social relations and histories that gave them meaning, reclassifying them as
fixed “tribal artefacts.” This mode of preservation, while stripping context, created an enduring
tension between recording Santal culture and erasing the lived conditions that shaped it.

From the commencement of the 1950s, there was a gradual shift in the aesthetic
sensibilities. In Natundih village, for instance, factory-made fabrics replaced the older forms
of dress, such as panchi-parhan for women and simple dhotis for men, in everyday life
(Palit, 2022). Adornments, however, remained central and rooted, especially during the
ritual settings, festivals and marriage ceremonies. The jewellery continued to mark social
and personal identity, self-respect and status, even as the styles of clothing changed. The
prevalence of ornaments, in this context, suggests that jewellery provides a stable point of
reference, allowing the cultural meanings to be continued forward, especially during a
social and economic change (Baskey, 2019).

6. Expanding the Idea of the Archive

In contemporary times, Santal ornaments stand at a crossroads between
preservation and transformation. Classic adornments are still worn during celebrations,
weddings and ceremonies in rural regions. Yet mass-produced replicas and the reduction
in the number of artisan professions jeopardise the endurance of these customs (Ministry
of Tribal Affairs 2018). At the time, NGOs, museums, and designers have repositioned
Santal jewellery as either cultural heritage or fashion, calling them “tribal artefacts”. Although
these efforts may bring support and recognition, they also carry the danger of appropriating
visual appeal without involving the underlying cultural significance. The archive endures,
yet its guardianship is increasingly disputed. Santal jewellery urges a re-examination of
what defines an archive. It reveals that history can be maintained without written texts,
memory can exist without documentation, and identity can be upheld without records.
These adornments are not artefacts but dynamic agents in social existence, preserving,
conveying and evolving knowledge via embodied practice. Recognising Santal ornaments
as a cultural archive, questions prevalent models and affirms the authenticity of indigenous
knowledge systems. Preservation, therefore, must extend beyond objects to include the
social worlds, livelihoods, and oral traditions that give them meaning.
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7. Conclusion

Reframing Santal jewellery as an archive allows for a broader understanding of
how history is preserved and transmitted in oral societies. It demonstrates that historical
knowledge does not depend solely on written documentation but can be sustained through
embodied practices, material circulation, and everyday use. In Santal society, ornaments
are not passive objects or aesthetic accessories; they are active carriers of memory. Through
wear, repair, exchange, and inheritance, they record social relations, ritual obligations,
gendered labour, and experiences of survival. These processes challenge text-centred
models of history and reveal alternative archival forms that remain embedded in lived
social worlds. This study has shown that Santal ornaments operate simultaneously as cultural
memory, social communication, and economic resource. Their materials, weight, placement
on the body, and patterns of circulation convey information that written archives often
contain in registers or records: age, marital status, ritual eligibility, economic strain,
displacement, and continuity within kinship networks. Knowledge about these meanings is
not codified or formally taught but acquired through observation, participation, and repetition.
Memory, in this context, is not preserved through permanence but through use. History
remains dynamic, reshaped with each act of wearing, mending, or transfer.

Situating jewellery within the framework of the archive also requires questioning
dominant assumptions about historical authority. Colonial and modern historiography
privileged written sources as the primary markers of historical legitimacy, frequently
describing societies without writing as ahistorical. Such approaches overlooked the ways
in which oral transmission, ritual practice, and material culture preserve and communicate
knowledge over time. Recognising ornaments as archives does not diminish the value of
written records; rather, it exposes their limits and highlights the need for plural forms of
evidence when engaging with indigenous and subaltern histories. The endurance of Santal
jewellery must also be understood in relation to historical change. Colonial land settlements,
forest reservation, market integration, and labour migration altered access to materials and
reshaped patterns of ornament production and use. Locally sourced elements such as clay,
seeds, and shells gradually gave way to metal ornaments that could be obtained through
markets and converted into cash during times of hardship. In the contemporary period,
further transformations have emerged through mass production, declining artisanal labour,
and the repositioning of Santal jewellery as heritage or fashion. These shifts reflect structural

pressures rather than cultural abandonment.
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Despite these changes, there is strong continuity in the role jewellery plays within
Santal society. Ornaments continue to mark life stages, ritual participation, and social
belonging. They remain closely tied to women’s labour and agency, functioning as both
emotional inheritance and economic security. Decisions to retain, reduce, sell, or replace
jewellery are shaped not only by monetary value but by memory, attachment, and survival
needs. Even absence carries meaning, pointing to migration, loss, or economic crisis. In
this way, continuity is maintained not through unchanging form, but through adaptive practice.
These ornaments are not remnants of an earlier time but continue to be made, worn,
exchanged, and repaired in everyday and ritual contexts within contemporary Santal life.
Their meanings are sustained through present use, even as forms and materials adapt to
changing social and economic conditions. Understanding Santal jewellery as a living archive
also raises important questions about preservation. When ornaments are removed from
their social contexts and displayed as museum artefacts or design commodities, their historical
function is weakened. Detached from use, circulation, and bodily presence, they risk being
reduced to decorative symbols. Preservation, therefore, cannot be limited to objects alone.
It must account for the social relations, livelihoods, and oral traditions that give these objects
meaning and allow them to function as archives. Santal jewellery demonstrates that history
can be carried without writing, memory sustained without documentation, and continuity
maintained without fixity. These ornaments hold multiple temporal layers at once, linking
past experiences with present realities. Recognising them as archives expands the scope of
historical inquiry and affirms the legitimacy of indigenous knowledge systems. It underscores
the need to move beyond narrow definitions of evidence and to acknowledge the many
ways in which societies remember, record, and endure.
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Abstract:

The jewelleries of the different tribal communities of Odisha - such as the
Kondh, Saora, Bonda, and Santal — operate as a visual language through which
age, marital status, clan affiliation, and ceremonial roles are articulated. The diversity
of designs and techniques evident in tribal jewellery reveals a continuity of tradition
and collective action, while also indicating adaptive responses to fast-changing socio-
economic contexts. In recent decades, these inherited traditions have been
recontextualized within the framework of the cottage and handicrafts industry,
influenced by market forces, tourism, and global cultural exchange. Consequently,
indigenous tribal ornaments of Odisha have transcended their localized ritual and
social functions to gain wider recognition, positioning them at the intersection of
heritage preservation and sustainable livelihood for tribal artisans. This
transformation, however, raises critical questions regarding authenticity, cultural
ownership and the commodification of indigenous knowledge systems. The shift from
community-based usage to market-oriented production has altered materials, motifs
and modes of craftsmanship in subtle yet significant ways. At the same time, increased
visibility has opened avenues for economic empowerment and intergenerational
transmission of skills within tribal communities. This study examines the tensions
between preservation and adaptation highlighting both the vulnerabilities and
resilience of tribal jewellery traditions. By situating tribal jewellery within
contemporary discourses on sustainability and cultural heritage, this article highlights
its potential as a livelihood practice while advocating for adoption of sustainable
conservation strategies.

Keywords: Tribal jewellery,  Recontextualized, Sustainability, Tribal Ornaments,
Commodification, Dongaria Kandha.
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1. Introduction

Since olden times, the making of ornaments and practices of bodily ornamentation have
formed an intrinsic dimension of the traditions and cultural life of tribal communities in
Odisha. Rooted in indigenous knowledge systems, tribal jewellery functions not merely as
an aesthetic elaboration but as a complex cultural text that encodes social identity, cosmology,
ritual practice, gender roles, and ecological relationships. Crafted from locally available
materials such as metal, beads, seeds, shells, bone, and semi-precious stones, these
ornaments reflect a deep symbiosis between tribal societies and their natural environment.
From an anthropological perspective, ornamentation among the tribes of Odisha-such as
the Kandha, Saora, Bonda and Santal-operates as a visual language through which age,
marital status, clan affiliation, and ceremonial roles are articulated. The diversity of designs
and techniques evident in tribal jewellery reveals a continuity of tradition and collective
action, while also indicating adaptive responses to fast changing socio-economic contexts.
In recent decades, these inherited traditions have been recontextualized within the framework
of the cottage and handicrafts industry, influenced by market forces, tourism, and global
cultural exchange. Consequently, indigenous tribal ornaments of Odisha have transcended
their localized ritual and social functions to gain wider recognition, positioning them at the
intersection of heritage preservation, and sustainable livelihood for tribal artisans.

Odisha is one of the tribal populated State in India located in the eastern part,
consists of sixty-four (64) Scheduled Tribes (STs). Each tribe of Odisha has its unique
style of traditional jewellery which portray their culture, tradition and belief system. The
Dongaria Kandha is one of the Particularly Vulnerable Tribal Group (PVTG) of Odisha
and living in the Niyamgiri hill ranges of the State.

This paper gives understanding of different types of traditional jewelleries used by
Dongaria Kandha tribe of Odisha and also highlights the importance of jewellery in their
socio-cultural perspective exploring its design, patterns, made up of which material and
functional relevance.

2. Objective:

 To describe the socio-cultural understanding of the Jewelleries of Dongaria Kandha
Tribe of Odisha

3. Research Design:

The primary data is collected from the display unit of Odisha State Tribal Museum
(OSTM), which is specifically dedicated to the Dongaria Kandha tribe. The display includes
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Sl.
no Odia Name Local Name English Name Material 

Used Body Part User 

1 Munda kanta Sipna Hairpin Aluminium Head Female 
2 Munda kanta Mila katri Hairpin Brass and 

iron Head Female 

3 Munda kanta Chipna Hairpin Brass Head Both 
4 Munda kanta Kilamodi Hairpin  Aluminium  Head  Female  
5 Munda kanta Jhil puri Hairpin White metal Head Female 
6 Singa Pania Kama kakawa Comb Horn Head Male 
7 Naka phula Manguli Murma Nose ring Gold Nose Both   
8 Kana phula  Kiyu Murma Earring Brass Ear Female 
9 Kana phula Kwte  Earring Gold/brass  Ear  Female 
10 Kana phula Nanguli Earring Brass Ear Female 
11 Mali Mekodika Bead necklace Beads Neck Both 
12 Galabandha Kagudi Neck band Iron 

/aluminium  Neck Both 

13 Tanka mala Taka mekodika Coin necklace Coin Neck Female 
14 Baju bandha Tedwa Armlet Brass Arm Female  
15 Chudi Paja Bangle Brass Hand Female  
16 Hata khadu Mila paja  Thin bangle Brass Hand Female 
17 Hata khadu Kaja paja Thick bangle Brass Hand Female 
18 Hata khadu Tedwa paja Bangle Brass Hand Female 
19 Hata mudi Dowra mudi Finger ring Brasss Hand Children  
20 Mudi Kendukali mudi Finger ring Brass Hand Female  
21 Mudi Siring sappa Toering Brass Foot Female  
22 Anta suta Ata suta  Waist chain silver Waist Female 
23 Jhuntia Kada mudi Toe ring Brass Foot Female 
24 Jhuntia  Jhatasi Mudi Toe ring  Brass  Foot Female 
25 Goda Khadu Andu Anklet Brass Foot  Female  
 

(Source: Display Unit, Odisha State Tribal Museum, Bhubaneswar)

artefacts (jewellery) and captions. The audiovisual Kiosk, museum handbook and museum
brochure are analysed as informative sources.10 number of Dongaria Kandha females
were interviewed who have in-depth knowledge about their traditional jewellery to
crosscheck the information.

4. Discussion:

Jewelleries used by Dongaria Kandha tribal community on the Head-to-Toe sequence

4.1. Head Ornaments of the Dongaria Kandha Tribes

“Sipna” is the Hairpin worn by the Dongaria Kandha
female in their hair bun. This scissor-like hairpin is made of
aluminium and purchased from local non-tribal artisans.
Generally, the female folk of the community wear this Sipna
during the marriage ceremonies and on festive occasions.
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Besides this, the Sipna has utilitarian value, like digging roots and tubers from the forest
and for self-protection. It is also used as a courtship gift. The local Ghasi community
prepare this hairpin by  hitting and biting technique.

“Mila Katri”, the ethnic name of the hairpin used by
the Dongaria Kandha female. This sickle-shaped hairpin is
made of brass by the local Ghasi community. Dongaria Kandha
women put this hairpin on both sides of their hair on the head.
The Milakatri is not only a hairpin but also a multipurpose
knife. The Dongaria Kandha women used this for self-
protection, for cutting and peeling fruits and vegetables, and
for cutting loose threads while embroidering shawls.

“Kilamodi” is the ‘U’ shaped hairpin made of a single piece of metal wire. It is
inserted in the hairlock along with the scissor-like hairpin to secure the hair bun.

“Jhilpuri”is the ethnic betel leaf-shaped hairpin worn by the
female folk of the Dongaria Kandha community. This is a decorative
hairpin used in their hair bun on ritual occasions. It signifies their cultural
identity.

“Kama Kakawa” is the traditional comb prepared by the tribe itself. This comb
is prepared with buffalo horn. The Dongaria Kandha male are fond of using a comb, which
they use as an item of decoration.

“Chipna” is the hairpin used by the Dongaria Kandha
tribe. Both the boys and girls are used to this clip. These hairpins
are made of Brass and aluminium, or silver. This daily grooming
object is used to secure the hairstyle in place.

4.2 Rings

“Manguli Murma” is a traditional nose ring worn
by both male and female members of the Dongaria Kandha
community. Usually, the Manguli Murma is made of gold.
The local Ghasi artisan, a scheduled caste community, designs
the nose ring. The styles differ between boys and girls, with
boys wearing two nose rings and girls three. It serves as an
important symbol of their identity and pride.
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4.3. Ear Ornaments

“Kiyu Murma” is the ethnic ornament made of gold or
brass. They wear numerous earrings in each ear. Approximately
15/16 holes have been made in their ear to put these earrings for
their decoration.

“Kwte” is the brass/gold Earpin worn by the female folk
of the community. One part of this earpin has a small hole, and
the other has a small knob fixed to it.

“Nanguli”is the earring that looks like a snake. The
Dongaria Kandha people believe that wearing nanguli keeps
away a snake from entering into the ears while they sleep.

“Kwte” is worn in the upper part of the ear;
“Nanguli” in the lower and “kiyu Murma” is worn in the
middle section of the ear.

4.4. Neck Ornament

“Mekodika” is the ethnic neck ornament worn by both
the Dongaria Kandha male and female. Usually, small colourful
glass beads are used by the tribe to make Mekodika. Different
kinds of Mekodikas are worn by the tribe, like pita,
Murmanga, Teba, kala, and pitda, which are named based
on the colour and design of the bead. They wear 5 to 6 or even
more than that of bead necklaces around their necks in multiple layers. It enhances the
artistic and aesthetic taste of the tribe.

“Kagudi” is made of aluminium, silver and iron. This
ornament is made by the local Ghasi artisan. An iron or
aluminium strong, more or less circular wire fitted with hooks
at its two ends is worn by both male and female members of
the community. Male members of the community wear 2 to 3
neckbands, whereas females used to wear 8 to 10 at a time. It
is considered cultural identity and beauty of the Dongaria
Kandha tribe.
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“Taka Mekodika” is the coin necklace used by the
Dongaria Kandha females. This necklace is a set of coins having
holes strung together. It shows the financial status of the tribe.

4.5. Hand and arm Ornaments

The “Tedwa” is an arm ornament used by the female folk of the
community. Usually designed by the local Ghasi artisan from brass. It is
especially worn by the newly married woman who brings it from her
parents’ house during her marriage. When the armlet does not fit on the
arm, it is worn on their wrist.

Hand ornaments are very special among the Dongaria
Kandha culture. They love to wear several bangles, which they
call “Paja”, and are worn by female folk of the community.
Various types of bangles are worn by the tribe such as Mila
paja (Thin bangle), kaja paja (Thick bangle about 1 inch),
Tedwa paja(a very thick bangle about 2-3 inch). The Dongaria
Kandha people, with the help of local artisans, carve these bangles with flower and
geometrical shape motifs.

4.5.1. Finger Rings

Kendukali mudi is a type of finger ring made by the local
Ghasi artisan. It is made of brass. This flower-shaped ring is worn
by the Dongaria Kandha female. During courtship, this ring is
presented as a token of affection.

Dowra mudi is the ethnic name of the finger ring worn
by the Dongaria Kandha children. This brass finger ring has a
small cavity that contains a small piece of sacrificial meat (buffalo
meat) within it, which they collect from the Meriah festival. It
also contains medicinal substances prepared from the roots of
the wild plant by their magico-religious healer. It is worn by the
children as a talisman against the evil spirits. Except on Monday
and Thursday, other days are regarded as auspicious to wear.

They also wore different kinds of rings on different fingers, like Puyu mudi on the
thumb and on the forefinger, Tamba mudi on the middle finger, Baras on the ring finger,
and Muya on the little finger.
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4.6. Waist Ornaments

Ata suta is the traditional ornament worn by
the Dongaria Kandha female, which is made from
silver. Many women are found wearing four to five
waist bands around the waist.  Besides beautification,
the main purpose of this waist chain is to prevent the
clothes from slipping away and create a pocket near
the waist area so that they can carry things.

4.7. Foot Ornaments

4.7.1 Anklet

“Andu” is the ethnic anklet of the Dongaria Kandha
women made of Brass. It is elliptical in shape and has raised both
in front and back edges with various decorative motifs.

4.7.2. Toe Rings

The Dongaria Kandha women worn many types of
Toe rings like Amta Mudi or Kada Mudi, and Jhatasi Mudi.
These toe rings are made of Brass. The girls 10 yrs or older
begin wearing the toe rings which is a part of their customary
practices. “Siringi Sappa” is a kind of toe ring worn by the
female folk of the community. This long flat ring is made of
brass with linear motifs.

5. Conclusion:

The jewelleries of the Dongaria Kandha tribal community of Odisha signifies the
community’s socio-cultural beliefs, their identity and everyday life practices. Each jewellery
piece, worn on the head, hair, ear, neck, arms, waist, feet echo the Dongaria Kandha tribal
community’s close relationship with nature, spirituality and social structure. Each of these
jewellery pieces is crafted using the locally accessible materials such as – beads, brass,
aluminium and silver. More importantly, these jewelleries express indigenous knowledge,
craftsmanship and aesthetic values passed down through generations. Some of the
jewelleries are also used by the female folks for self-defence purpose and used during
marriage ceremonies and other festive occasions which symbolises their marital status,
community belongingness and strong social bond among the community members.
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In the contemporary time of cultural change, the Dongaria Kandha tribal community
members continue to practice the preparation of their jewelleries and thereby preserve
their traditional ornaments. The Dongaria Kandha tribal community’s head-to-toe jewelleries
highlights the distinctiveness of the community’s socio-cultural life and deeply deep-rooted
belief system. The provisioning of a supportive eco-systems through capacity building of
the Dongaria Kandha tribal community members traditional jewellery making skills could
further scope for a sustainable livelihood practice for the youths of the community. The
States existing institutional arrangement i.e. the Scheduled Castes & Scheduled Tribes
Research and Training Institute need to play a vital role in organising training-cum-capacity
building workshops on jewellery making and value addition for the Dongaria Kandha
tribal community members. Similarly, the Tribal Development Co-operative Corporation
of Odisha Ltd, under the ST & SC Development, M & BCW Department, Govt. of
Odisha which is operating since 1967 can be roped in to facilitate the marketing and
branding of the Dongaria Kandha tribal community’s jewelleries and thereby enhancing
livelihood opportunities for the tribal youths.
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Symbols of Identity: Traditional Jewellery of the Koya
Community of Malkangiri district of Odisha
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Abstract

The Koya community is one of the principal tribal groups of Malkangiri district
in southern Odisha. Traditional jewellery among the Koya community forms an
essential component of their cultural heritage, embodying both aesthetic expression
and deep social meaning. Rooted in their close interaction with the forests and natural
resources of the Malkangiri region, Koya ornaments are crafted primarily from locally
available materials such as brass, beads, forest seeds, shells, and occasionally silver
or iron. These ornaments are not merely decorative; they signify identity, age, marital
status, and social belonging within the tribe. Women typically adorn themselves with
bright bead necklaces, heavy brass bangles, ear rings, and waist ornaments, while
men wear bead strings and armlets that echo their historical association with hunting
and warrior traditions. Over time, regional influences—particularly from Telugu-
speaking populations in southern Malkangiri—have brought subtle variations in
design and styling, making Koya jewellery a blend of traditional craftsmanship and
adaptive cultural exchange. Despite the pressures of displacement, economic hardship
and cultural change, traditional jewellery remains a vital marker of Koya identity,
linking the community to its ancestral past and sustaining its distinctiveness in a
rapidly transforming social landscape. This article examines the cultural meanings,
typologies, and regional variations of Koya traditional jewellery, by documenting
and analyzing these adornment traditions within the broader socio-historical context
of the tribe.

Keywords: Koya, ornaments, traditional Jewellery, identity, adornment

___________________
* Assistant Director (Research), Scheduled Caste Scheduled Tribe Research and Training Institute
(SCSTRTI), Bhubaneswar.



- 96 -

Banaja 2026

1. Introduction:

Koyas are one of the 64 Scheduled Tribes of Orissa living mostly in Malkangiri.
They are also spread in South Bastar of Chhatishgarh and East Godavari and Khamam
districts of Andhra Pradesh (Ray, 2010). In Malkangiri, they are the largest tribal group.
Their population grew from 58,730 in 1971 to about 1,22,535 in 2001, and reached
1,47,137 as per 2011 Census. Historically, the Koyas were known as a warrior tribe.
Bangaru Devi, the last queen of Malkangiri, ruled from 1855 to 1872 and famously defeated
King Ramachandra Deva III of Jeypore with the help of her strong and large Koya army.
During the British period, the Koyas often resisted colonial control. The most well-known
instance of this resistance is the Koya Revolution of 1880, led by a young Koya leader
named Tama Dora (Ota & Sahoo, 2015).

In Malkangiri Koya constitutes the Principal Tribe and widely found in Kalimela,
Mottu, Podia, Mathili, Korkonda and Malkangiri Blocks (Ota & Sahoo, 2015). They
refer to themselves as Koya or Koitor, which means “people”. It is interesting to note that
the members of the same tribe inhabiting the adjacent regions of Madhya Pradesh and
East Godavari district call themselves as ‘Madias’ and ‘Dorlas’ respectively. The Koyas
of Malkangiri are more connected with the Bison-Horn-Marias as suggested by Wilfrid
Grigson.

The Koyas are known as Madias in the Sukuma and Bastar region of Chhatisgarh.
This is evident from the discussions made by Shri Wilfrid Grigson in his book ‘The Maria
Gonds of Bastar’. (Encyclopedia of Tribes in Odisha Volume-III, P-952)

The head of the Koya village is known as the “Peda,” and this position is passed
down through the family. They live in low, thatched houses and grow crops like tobacco,
mandia, maize, and paddy. Mahula and Salapa are their traditional drinks. They also keep
animals such as pigs, goats, cows, and hens. For illnesses, they rely on magic and local
herbal treatments. Their main festival is “Bijapandu,” celebrated in the month of Chaitra.
They speak Koya language, which is a form of the Gondi dialect and belongs to the Dravidian
language family. Dance and music play an important role in their festivals and rituals, reflecting
their rich cultural heritage. The jewelleries and ornaments used by the koya people are
unique, which gives their traditional attire a distinctive charm rooted in ancestral traditions.

2. Traditional Jewellery of the Koya :

Traditional jewellery among the Koya community is a significant expression of
their cultural identity, social organisation, and historical continuity. As the largest tribal group



- 97 -

a^Rû 2026

of Malkangiri district in Odisha, the Koyas have developed a distinctive material culture
shaped by their close relationship with the natural environment and long-standing interaction
with neighboring communities (Ray, 2010). Their ornaments—crafted from brass, beads,
forest seeds, shells, and metal—reflect a heritage rooted in indigenous craftsmanship. Over
time, cultural exchanges with Telugu-speaking populations in southern Malkangiri and with
related groups such as the Madias and Dorlas have introduced stylistic variations (Ota &
Sahoo, 2015). Despite the pressures of displacement, migration, and economic change
since the 1970s (Kornel & Das, 2006), traditional jewellery continues to function as a vital
symbol of identity and cultural resilience among the Koyas.

The cultural significance of jewellery among the Koyas must be understood within
their broader socio-historical background. Historically identified as a warrior tribe, the
Koyas developed adornments that were closely linked to social hierarchy, martial traditions,
and ritual practices (Ota & Sahoo, 2015). Their ornaments also reflect centuries of
interaction with neighboring tribal groups of the Bastar and East Godavari regions, including
the Bison-horn Marias and Madias, with whom they share cultural similarities (Grigson,
1938). While such exchanges influenced ornamentation techniques and forms, the core
aesthetic values of Koya jewellery—simplicity, durability, and ecological sensitivity—have
remained intact. Jewellery, therefore, functions as both a personal adornment and a cultural
statement, connecting them to the symbols of clan identity, traditional ritual roles, and the
community’s collective memory.

         Like other tribe the Koya people are fond of jewellery and ornaments and they use
different types of jewellery which can be discussed as:

a) Padiya: “Padiya” is one of their traditional Hairpins used by Koya Women. It is made
of aluminum. It is made by the local blacksmith through heat and hammer process. They
purchase it from the local black smith or from the local market. The Padiya used by Koya
is of 7 cm in length, 1.8 cm in thickness and 5 gm in weight. The Koya women wear the
padiya on their buns after hair dressing. It is used to decorate their bun. The well to do
Koya women put on more number of Padiya throughout the year. During dance and festive
occasion, marriage ceremony, while going to the relative’s house they use more numbers
of hairpins. The hair pin can be transferred from mother to daughter. Hairpins are of different
shapes and sizes. It is seen the Koya women made use of more than one hair pins on their
head.  Hair pin is used to bind the bun in the back side of their head. The pin is a pointed
one to be used for piercing the bun. It gives the nice look as well as gives them the ethnic
characteristic of being Koya people. There are also other different types of hair pin used
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by koya women of different size and design locally known as ‘Itad’. it is shaped like a little
knife curved inwards. Besides clipping the hair, they use it for different purposes.

Source: Odisha State Tribal Museum, Bhubaneswar

b) Kaudimala:  Kaudimala is one of the bead necklaces used by the Koya women. It is
their ethnic bead necklace. Koya women are very fond of wearing different kinds of beautiful
ethnic ornaments. The Cowerie necklace is one among the vast array of bead necklaces
usually use. The cowerie necklace has significance for them as the cowerie used as legal
tender money in the days past. The cowerie having different colour motifs are outsourced
for the purpose of beading into a necklace. They use the cowerie necklace in all ethnic
occasions especially. Both married and unmarried women are found of using it. The Koya
women string the coweries into the necklace by threading it with the help of cotton thread.
The shape and sizes varies. Presently they use it.

Source: Odisha State Tribal Museum, Bhubaneswar

c) Tiya: The neckband used by the Koya tribe is locally known as ‘Tiya’. It is made up
of Brass. The local community artisan crafted it by lost wax process. They adorn it around
their neck throughout the year. In festive occasion, married women and girls put on more
nos. of Tiya. It serves as status symbol for the tribe in the Koya society. The artisans design
it with simple motifs. It signifies their cultural identity. Some neckbands are also made of
iron which are used for daily wearing.
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Source: Odisha State Tribal Museum, Bhubaneswar

d) Pairi:  Pairi’ is the ethnic name of the anklet used by the married women of Koya
tribe. It is plain and oval shaped. There is a taboo associated with wearing Pairi. Only
married women use it. It is simple forbidden for spinsters of the tribe. They put on this
Anklet around the ear. It is an indicator to know whether a Koya woman is married or not.
The anklet used by Koya community is of different pattern and size. It is also locally called
as ‘Kalpati’.

Source: Odisha State Tribal Museum, Bhubaneswar
e) Khadam: ‘Khadam’ is the ethnic name of anklet used by the Koya women. It is one of
their ethnic ornaments. Anklet is a pedal jewellery used by the Koya women irrespective
of ages. It is made up of aluminum by the local goldsmith through heat and hammer process.
It is oval shaped and plain and sometimes designed. The artisans make intricate design.
Sometimes it is fitted with jingling bells. They use it during wedding and ethnic festive
occasions. There is no taboo attached on it. It is passed from mother to her daughter. It is
their symbol of status. The design is quite peculiar that distinguishes it from other anklet
used by other tribes. It is elliptical in size with the front and back edge raised. Embellishments
in the shapes of various designs are embossed on the anklet. The anklet is so designed,
which fits the feet of the user, with the back touching the toe and the front pat stay put on
the leg part of the user. Now-a-days the Koya women prefer costly silver metal instead of
white metal for the preparation of anklet. It adds beauty to the user.
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Source: Odisha State Tribal Museum, Bhubaneswar

f) Katta: ‘Katta’ is the ethnic name of horn crown used by Koya community. It is shaped
like a cap wound by different colored cloths with a pair of bison horns for the crown. The
crown is decorated with the feathers of peacock, cock and hen. More than five coweri
necklaces are hung on the crown in such a way that it hides the face of the user. They use at
the time of dance. They put it on the head and as mark of vanity of their ethnicity. Koya is the
only tribe who uses this headgear for dancing purposes. It adds beauty to the dancing partner.

Source: Odisha State Tribal Museum, Bhubaneswar & Photo Hnadbook on Koya
Tribe

g) Head Gear: Traditionally, the Koya women use head gear during dance festival and
special occasion. It is designed by the local artisan. It is made up of brass. It is crafted
strictly adhering to the ethnic specifications in marriage, festival dance wherein they put on
this head gear. The head gear symbolizes their exclusive ethnicity. One can distinguish the
Koya from others by identifying the head gear. Whenever communitarian occasion comes,
it is simple mandatory for all Koya men to use the head gear. Presently they use the gear on
their ethnic events and occasions. Present generation Koya people are not enthusiastic for
the head gear to wear on.
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Source: Odisha State Tribal Museum, Bhubaneswar & Photo Hnadbook on Koya
Tribe

h) Aanimala & Puste  : The coin necklace used by Koya women is locally known as
‘Aanimala’. It is made up of aluminum coins. And the coin necklace made up of silver is
called “Puste’. The artisan makes the replica of the coin. He strings the aluminum coin
together by the help of a string or thread. Both married and unmarried women adorn them
with the necklace coin. They make daily use of it. They use to clean the jewellery items by
indigenous method in order to ensure luster and shining qualities lest the coin necklace
becomes blackened. It is their status symbol. The well to do Koya women do possess
more numbers of aluminum coin necklaces. The use of the necklace now is in vogue in the
tribal belts. However, the introduction of modern imitation ornaments is fast replacing the
indigenous coin necklace. During marriage occasions people prefer to present the necklace
to their daughters.

Source: Odisha State Tribal Museum, Bhubaneswar && Photo
Hnadbook on Koya Tribe

i) Mantad: The waist chain used by the Koya women locally called as
‘Mantad’. It is one of their traditional ornaments. It is made of brass.
The waist chain symbolizes the reproductive potentiality of the women.
They purchase it from the local market. During marriage, dance, and
festive occasion they use it. It is their status symbol.
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j) Bada:  The armlet worn by the Koya women is
locally called as ‘Bada’. It is made up of aluminum.
This coiled armlet is designed in a specific pattern,
having beautiful dot lines at its border. The local
goldsmith prepares it through heat and hammer
technique. The user may purchase it directly from
the weekly market on payment of money or materials.
It is a symbol of pride and privilege. At the time of
death this is thrown into the pyre of the deceased.
Some of these ornaments are inherited by new
generations and they use it with sincerity and devotion considering it as a gift of their
forefathers. Under the impact of modernity and change many of them have abandoned the
use of the specific ornament. It is used for decoration and self-protection. After marriage
the female wears it.

k) Nedem: The bead necklace used by the Koya women locally is called ‘Nedem’. It is
made up of beads (Pohola). The Beads are purchased from the local market and then the
Koya girls and women fasten it for their use. The necklace in clusture serves the purpose
of being ethnic ornament. They put on the bead necklace around the neck. The beads are
of different color. The girls use Bead necklace with multiple beads. The Koya women
always use it whether they are inside their house or outside. The bead necklace is usually
accompanied with other necklaces having different names like ‘Nedaki’, Lalkha Mali’,Mali
etc.. Presently the old timers, and the ladies inhabiting in their matrix are seen using it.
However, the younger generation is not very interested in wearing them anymore.

l) Muda/Mudi:  The Koya people wear
a traditional finger ring called ‘Muda’. It is
an ethnic ornament made from mixed
metals, crafted by local goldsmiths using
heat and hammering. People usually buy it
from the weekly market. Both girls and
women wear these rings throughout the
year, and during dances they often wear
several at once. The rings are round,
decorated, and fit snugly on the finger.

Source: Odisha State Tribal
Museum, Bhubaneswar

Source: Odisha State Tribal
Museum, Bhubaneswar
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Muda/Mudi are also exchanged as gifts among friends and relatives during special events
and festivals. Wearing them enhances appearance and represents cultural identity. Young
men often buy these rings to give to their girlfriends, especially when the relationship becomes
serious and may lead to marriage. Wealthier families use rings with more elaborate designs
and patterns. The rings are sometimes passed down from mother to daughter.

Source: Odisha State Tribal Museum, Bhubaneswar

m) Bangle: Bangles are common ornaments worn by Koya women, and women of all
ages use them for decoration. Married Koya women usually wear aluminum bangles made
by local goldsmiths using heat and hammering. They often wear several bangles at once on
their wrists. Sometimes, when the owner dies, the bangles are burned, or they may be
passed on to close family members. During ethnic festivals and marriage, they are found it
wearing in good numbers. Nowadays, bangles made from more expensive metals are also
becoming popular. The bangles are usually round with an opening in the front. The front
part is thicker and decorated with fine designs, while the middle part becomes slimmer. To
wear it, the user gently pushes it onto the wrist. These bangles are an important traditional
ornament of the Koya community.

n) Ear rings:  Koya women adorn their body with different varieties of beautiful ornaments.
They use earring, which are made up of mixed metal like brass, aluminum, silver etc. The
local goldsmith designs the earring through heat and hammer technique. They procure it
from the local market or from the goldsmith. It is rounded in shape and to some extent it is
designed. It adds beauty to the ear of the koya women. During dance, specific occasion,
and marriage ceremony or while going to relatives house they put on earring. It signifies
their cultural identity. Women from well-off families usually wear them throughout the year.
The earring also reveals the economic status of the family. Sometimes it is inherited from
mother to her daughter. It is given as presentation to the bride during marriage ceremony.
Even today, wearing earrings continues to be an important tradition in Koya society.

Source: Odisha State Tribal Museum, Bhubaneswar
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Jewellery in Koya society serves a range of symbolic and social functions. It acts
as an indicator of life stages—childhood, puberty, marriage, and elderhood—and
communicates clan/elderhood/affiliations and social roles. Ornaments worn by married
women, for example, symbolize fertility, household responsibilities and participation in ritual
activities. During festivals, jewellery becomes a visual expression of collective identity,
enhancing the performative aspects of dance, music and ritual exchange. Thus, adornment
is not merely personal but deeply embedded in the social fabric of Koya life.

3. Recent Changes:

The Koyas of Malkangiri Subdivision, though culturally a homogenous group, can
be divided into two groups according to their proximity to the local population of the
subdivision with whom they come in contact and by whom they have been profoundly
influenced in many respects. The Southern Koyas are greatly influenced by Telugu people
who come from adjacent area of Andhra Pradesh. While the northerners have retained
their primitiveness to a great extent (Ota & Sahoo, 2015), the southerners have been
much influenced in dress, ornaments and hair style by the Telugus. In line with their distinct
cultural identity, the traditional jewellery of the Koyas reflects both their historical roots
and the regional influences that shaped them. While the northern Koyas of Malkangiri have
preserved many of their old customs, the southern groups—who came into closer contact
with Telugu-speaking populations—adopted certain elements of Telugu ornamentation.
Traditionally, Koya men and women adorned themselves with simple yet striking ornaments
made from brass, beads, and cowries. Women commonly wore heavy bead necklaces,
metal bangles, and ear ornaments, while men often used bead strings and Peacock feathers
and bison horn decorated with cowries that complemented their warrior reputation in
earlier times. Just like their clothing and hairstyles, which changed through contact with
nearby communities, their jewellery also shows a mix of their own traditional craftsmanship
and outside influences.

Since 1970s, the Koya community in Malkangiri has experienced significant
changes. Their traditional lifestyle has been affected by the arrival of Bangladeshi refugees
resettled under the Dandakaranya Project, as well as refugees from Burma and Sri Lankan
Tamils passing through the area. Large development projects—such as the Duduma,
Balimela, Upper Kolab and Indravati hydroelectric projects, bauxite mining, and the
Hindustan Aeronautics project—have displaced many Koya families (Kornel & Das, 2006).
The growing presence of outsiders with stronger economic and political advantages has
also put pressure on them, affecting thereby their ancient and traditional socio-cultural
matrix to a visible degree. Today, the Koyas continue to struggle for survival in the face of
these rapid changes. This has also affected the adornment fashion among koya people.
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Younger generations, influenced by modern fashion and economic necessity, increasingly
adopt commercially available jewellery. As a result, traditional forms are gradually declining,
although older women continue to preserve and use them, maintaining a tangible link to
ancestral heritage.

4. Conclusion:

Jewellery transcends mere adornment; it serves as a manifestation of social identity,
economic status, and cultural heritage among different communities. Koya traditional
jewellery represents a unique intersection of ecology, identity, craftsmanship and history.
While influenced by regional interactions and challenged by socio-economic changes, these
adornments continue to embody the resilience and cultural pride of the community. Despite
the social and economic disruptions brought by displacement and large development projects
since the 1970s, many Koya families continue to treasure these ornaments as markers of
identity, linking them to their ancestral heritage and the larger cultural landscape of Malkangiri.
Preserving this heritage is crucial not only for maintaining Koya identity but also for enriching
our understanding of India’s diverse tribal cultures. Through sustained documentation,
community engagement and cultural revival efforts, Koya jewellery can continue to flourish
as a living tradition connecting past and present.
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Abstract
Traditional jewellery is a symbolic tangible expression of India’s cultural

heritage. Among this, the jewellery of the Chuktia Bhunjia tribe of Odisha stands
out for its artistic distinctiveness. For the Chuktia Bhunjia community, ornamentation
embodies identity, social belonging, and cultural memory. Their jewellery, crafted
primarily from beads, brass, and natural materials, reflects an intimate relationship
with the environment and an enduring connection to ancestral traditions. This paper
explores the cultural significance, techniques, materials, and narrative traditions
embedded in Chuktia Bhunjia jewellery, highlighting how these adornments function
as living cultural markers while also play a significant role in sustaining tribal identity
in contemporary times.

Keywords: Bead Making, Chuktia Bhunjia, Traditional Jewellery, Tangible Culture, PVTG

1. Introduction
Traditional jewellery constitutes one of the richest visual, non-verbal and material expressions
of India’s cultural heritage. If broadly defined, jewellery encompasses a range of elements
adorn by people or species to enhance appearance and convey cultural identity. These
adornments include personal ornaments, body decorations, and even forms of body
modification such as tattooing. Among these traditions, beadwork occupies a distinctive
position due to its multifunctional role as ornamentation, ritual symbolism, and a marker of
social status across diverse tribal communities. Anthropological and ethnographic studies
across India have documented bead traditions among tribal groups such as the Gond,
Santhal, Toda, Bhil, and Naga communities, highlighting their aesthetic value as well as
their cultural and cosmological significance (Elwin, 1955; Haimendorf, 1987; Roy, 2004).
However, such studies remain unevenly distributed across regions, with eastern India
particularly Odisha remaining comparatively underrepresented in scholarly discourse.

Odisha is home to one of the largest concentrations of Scheduled Tribes in India,
accounting for nearly 23 percent of the state’s population (Census of India, 2011). The
state’s tribal communities possess rich artistic traditions expressed through metalwork,
wall paintings, wood carving, and personal adornment practices. Despite this cultural wealth,
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academic engagement with Odisha’s tribal material culture has largely prioritized architecture,
sculpture, and ritual performances, leaving everyday craft traditions such as beadwork
marginally explored (Nayak, 2019). This lacuna is particularly evident in the case of the
Chuktia Bhunjia, a Particularly Vulnerable Tribal Group (PVTG) primarily inhabiting the
plateau surrounded by hill .

The Chuktia Bhunjia community is historically recognized for its distinct cultural
practices, subsistence patterns, and strong attachment to forest ecology. Beadwork among
the Chuktia Bhunjia is not merely decorative; it functions as a visual language encoding
age, gender, marital status, ritual affiliation, and collective memory. Yet, scholarly references
to tribe adornment practices are often fragmentary, appearing only as incidental observations
within broader ethnographic accounts of Odisha’s tribes (Vidyarthi & Rai, 1985; Banerjee,
2010). Dedicated studies focusing specifically on beadwork traditions—its materials,
techniques, symbolic meanings, and transformations—are conspicuously absent.

Against this background, the present paper seeks to retell and re-examine beadwork
traditions among the Chuktia Bhunjia of Odisha, situating them within wider Indian tribal art
studies while foregrounding their localized meanings and contemporary transformations. By
doing so, the study contributes to the growing discourse on indigenous material culture, heritage
preservation, and the need for region-specific ethnographic documentation in Odisha.

2. Methodology adopted in the study

This study adopts an empirical and qualitative research methodology grounded in
primary data collected through systematic field visits conducted by the author among the
Chuktia Bhunjia community of Odisha. The fieldwork involved direct observation of
beadwork practices, interaction with community members, and informal interviews with
artisans and elders to document materials, techniques, symbolic meanings, and contexts of
use. Visual documentation and descriptive recording were employed to capture variations
in design and usage. The empirical nature of the data allows the study to move beyond
secondary literature and provides an authentic, community-centered understanding of
Chuktia Bhunjia beadwork traditions.

3. Chuktia Bhunjia:  A Traditional Bead Makers

The Chuktia Bhunjia community is widely recognized for its distinctive cultural
institution known as the Lal Bangla (sacred kitchen). They primarily inhabit the Sunabeda
Plateau in the Komna Block of Nuapada district, situated near the Odisha - Chhattisgarh
border. The tribe is broadly divided into two groups: the Chuktia Bhunjia and the Chinda
Bhunjia. The former represents the original, relatively less acculturated section, while the
latter has undergone varying degrees of cultural assimilation. According to Russel and
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Hiralal in The Tribes and Castes of the Central Provinces of India, the Bhunjias are
believed to have originated from unions between the Gond and Halva communities. (Pattnaik
et al., 1984  pp.1-6)

The Bhunjias residing on the Sunabeda Plateau - often considered the cultural
heartland of the tribe, that have preserved several traditional practices that reinforce
their identity. These include rituals associated with the deity Sunadei, taboos concerning
the use of agricultural produce in roofing materials and bedding, the avoidance of blouses
by women, and the maintenance of a sacred kitchen space. Commensal restrictions and
food taboos continue to be carefully observed by both men and women, reflecting deep-
rooted cultural norms.

The traditional attire of Chuktia Bhunjia men consists mainly of a simple cloth,
undergarments, and shirts. Women typically wear sarees without blouses or additional
undergarments. While men rarely use ornaments, women adorn themselves with various
traditional pieces, most notably necklaces made from coiled metal and beads. Bead-making
has been an integral part of Chuktia Bhunjia women’s cultural life since time immemorial.
This craft is primarily undertaken by the women of the community, who procure beads
from nearby village markets. Young women skilfully string beads of various colours to
create ornaments used for different ceremonial and social occasions. These bead ornaments
serve aesthetic, symbolic, and ritual purposes, reflecting the community’s deep connection
to its material heritage.

(a) Bead making

The craft of bead-based jewellery among the Chuktia Bhunjia is traditionally
transmitted through matrilineal learning, with mothers and grandmothers serving as primary
instructors. In contemporary times, this indigenous skill is also reinforced through formal
training provided by institutions such as the SCSTRTI (Scheduled Castes and Scheduled
Tribes Research and Training Institute), enabling broader dissemination and preservation
of the craft.

The time required to produce bead jewellery varies according to its complexity. A
simple single-line ornament can be completed within an hour, while more elaborate pieces
depend on size, pattern, and intricacy that requires a significantly longer duration. The
beads, locally referred to as ganthi, form the core material of this traditional art.
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Members of the community create several distinct types of bead ornaments, each
serving specific cultural functions. Common examples include payal or payedi (anklets),
chudi (bangles), kardhan (waist ornaments worn by children), and sakpicha (neck
ornaments). These items not only enhance personal adornment but also carry ritual and
symbolic significance within the community.

(b) Types of beads- i. Beads with no such knot between two beads known as Guleth
Ganthi.

                          ii. A knot between two beads known as Supari Ganthi.
                          iii. Beads that are in straight position known as Chara Ganthi.

(c) Significance of Ganthi

The traditional bead jewellery known as Ganthi holds deep cultural significance
among the Chuktia Bhunjia community and is worn for various social and ritualistic purposes.
Women adorn these ornaments not only to enhance personal beauty but also as an
expression of reverence to their community deity i.e., Mother Sunadei. The customary
attire of Chuktia Bhunjia women is typically a white saree with a red border and no additional
undergarments is complemented by bead ornaments made of vibrant colors. Married
women commonly wear bead necklaces composed of black and blue beads, which
symbolize marital status and social identity.

These ornaments are especially significant during important communal events such
as marriage ceremonies, the child-naming ritual, Nuakhai, and Bada Jatra observed in
the month of Kartika. On such occasions, bead jewelry is exclusively worn by women.
However, certain restrictions apply to widows. They are prohibited from wearing black
and blue beads or the sakpicha - a tightly bound necklace since these items are traditionally
tied around a woman’s neck by her husband during the marriage ceremony. Upon the
husband’s death, these ornaments are removed as a mark of respect and in adherence to
cultural norms.

Bead ornaments also serve a protective function. Children often wear a distinctive
bead belt around the waist, known as kardhan, believed to protect them from the evil eye.
Similar bead ornaments are also tied around the wrists of young children for the same
purpose.

Historically, bead - making was practiced solely for personal adornment rather
than commercial gain. Beads functioned as tokens of affection and were commonly
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exchanged during marriage ceremonies or child-naming rituals. However, the practice has
undergone a marked decline in recent years due to globalization, modernization, and
widespread availability of metallic jewellery. These influences have led many tribal individuals
especially the younger generation to prefer modern metal ornaments over traditional bead
jewellery. As a result, the intergenerational transmission of bead-making skills has weakened,
posing a significant concern for the preservation of this intangible cultural heritage. The
declining practice highlights the urgent need for documentation, and revitalization to ensure
the continuity of tribal jewellery traditions in the future.

4. Conclusion

Traditional bead-making among the Chuktia Bhunjia of Odisha represents far more
than an artisanal practice; it embodies a living archive of cultural memory, ecological
knowledge, social identity, and indigenous aesthetics. In the absence of written records,
such material traditions serve as crucial cultural texts that warrant careful scholarly attention.

The study demonstrates that despite its cultural significance, Chuktia Bhunjia
beadwork remains largely undocumented and vulnerable to erosion under the pressures of
socio-economic change, market-driven aesthetics, and diminishing intergenerational
transmission

The gradual replacement of traditional materials and the declining everyday use of
bead ornaments signal not merely a loss of craft but a weakening of the cultural narratives
embedded within them. This situation is further exacerbated in Odisha by the limited number
of focused studies on tribal adornment practices, resulting in the marginalization of such
traditions within mainstream heritage discourse.

Preservation and documentation, therefore, emerge as urgent and necessary
interventions. Systematic ethnographic recording, visual documentation, and community-
centered archival practices can play a pivotal role in safeguarding bead-making traditions
for future generations. Such efforts should not aim at fossilizing the craft but at recognizing
it as a dynamic and evolving cultural expression. Integrating traditional beadwork into
broader frameworks of intangible cultural heritage, museum narratives, and educational
initiatives can contribute to both cultural sustainability and indigenous empowerment.
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ùMûUòG ùMûUòG @kuûe Zò@ûeò Keòaû _ûAñ _êeû _eòaûe fûMòejò[û’«òö Zò@ûeò Pûùf; @ûuùfUþ,
Kû̂ ềf, LWê, cêŠK<û, ùaâiùfUþ, cê\ò, fùKUþ, ùPûùLeþ, ù^Kùfiþ @û\òö Zû’ bòZùe _êYò aòbò̂ Ü
_âKûee WòRûA þ̂ö GA ù~còZò Kû̂ ềf iaê; PK @ûKéZòe _ò©k Kû̂ ềf, ùcûWÿû ~ûA[òaû ai« _ò©k
Kû̂ ềf, _ZâKû̂ ềf, PûeòùKûYò@û _ò©k Kû̂ ềf, ÆûAeûfþ @ûKéZòe Kû̂ û ềêf AZýû\òö ùZùa Giaê
ùKcòZò Zò@ûeò jêG I G[òfûMò K’Y K’Y iaê \eKûe jêG Zûjû @ûMKê RûYòaûö
C_Kâc

@û\òaûiú g±e @[ð @û\òcö @[ðûZþ iað_â[c aû iað_âûPú^ @]òaûiúö @û]ê̂ òK ibýZû
iõÄéZòe ajê \ìeùe aY _ûjûWÿ, ^\ú _eòùaÁòZ _âKéZòe ùKûkùe aiaûi Keê[òaû @û\òc cYòh

1. ijKûeú _âù`ie, @û\òaûiú @¤d^ aòbûM, aòùgähYûcôK @û\òaûiú MùahYû _eòh\, CKôhð ùK¦â, gûae gâúùlZâ,
ùKûeû_êU, ùcû - 9437815575
2. aeòÂ eûRÊ ijûdK, eûRÊ Gaõ aò_~ðýd _eòPûk^û aòbûM (R&DM), IWÿògû ieKûe, ùKûeû_êU
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aû @]òaûiúKê @û\òaûiú Kêjû~ûGö @ûc IWÿògûùe 64 iµâ\ûde @û\òaûiú R^RûZò aiaûi Ke«òö
ùicû^u c]ýeê fû¬ò@û iCeû, MŠ, Rê@ûw, bìcòR, iû«ûk, Wweò@ûK§, WòWûdò I aŠû @^ýZcö
@ûC Gcû^u Kkû iõÄéZò, _eµeû I Rúa^ùg÷kú ÊZª I @^^ýö aûiiÚû^Vûeê @ûe¸ Keò
é̂ZýMúZ, Lû\ýù_d, ùagbìhû I @kuûe @û]ê̂ òK ùfûKu Vûeê bò̂ Üö @û\òaûiúcû̂ ue @kuûe

aû MjYû GK _âcêL aòba, ù~CñVò iìlà Kkûe ò̂zK _âZòQaò ù\LòaûKê còùkö RûU_êeò cêcðû,
KêUòwû, KùiWKû, LMfû, LòfùcûWò, ùcùKûWKû, _ûRû, _êdêcê\ò, cê\ò _ûeûLêUò, KZeò@û, a¦eò@û,
iêKò\û^, KñVcûkò, ù_ûùjûfû cûkò, _Gñeò, PûGñeú, _û^_Zâú @û\ò Gcû^u ùiø¦~ðýKê \ßòMêYòZ
Keò[ûGö ùZùa Gcûù^ iùRA ùjaû _ûAñ ò̂ùR jòñ @kuûe Zò@ûeò Keò[û«òö iaêVê MêeêZß_ì‰ð K[û
ùjfû Gcûù^ _ò§ê[òaû @kuûe ùKak ùiø¦~ðý iû]^ _ûAñ ùjC^[òfû, aeõ @ûZà iêelû ij
@^ýû^ý KûeY _ûAñ CŸòÁ [ôfûö
@û\òaûiú @kuûe _âÉêZ Keòaû _âKâòdû

_âùZýK @kuûee ò̂Riß ùg÷kú I Zò@ûeò Keòaûe Xû*û ejòQòö _â[ùc KûeòMe _ò©k iòUþ
ù^A cûKðe aýajûe Keò iòUþ C_ùe @ûagýK @ûKéZò @ûu«òö Zû_ùe ùiA @ûKéZòKê KUeþ
aýajûe KeòKûUò \ò@«òö [ùe ò̂R Azû cêZûaK @ûKéZò còkò~òaû _ùe KûeòMe _ò©k iòUþ C_ùe
GK WòRûA þ̂ @ûe¸ Ke«òö ò̂jûY Gaõ jûZêWÿò aýajûe Keò _ò©k iòUþùe ùLûù\A Keò KòQò
WòRûA þ̂ò aò Zò@ûeò Ke«òö WòRûA þ̂ Zò@ûeò ùjaû _ùe KûeòMecûù^ Kû^e jêKþ fùMAaû _ûAñ aÉêe
ùMûUòG cêŠùe Qò\â Zò@ûeò Ke«òö Zû_ùe Kû̂  _ûAñ jêKþUò _ò©k Zûe aýajûe Keò _âÉêZ
Keû~ûGö Gjû GK _âKûeùg÷kúö @^ý GK ùg÷kú @ ê̂~ûdú, KûeòMecûù^ _ò©k iòUeê @ûagýK
@ûKéZò KûUò ù^aû _ùe ùijò iòUþùe eêfeþ aýajûe Keò GK ùeLû @ûu«ò Gaõ ò̂jûY, jûZêWÿò
aýajûe Keò cSò @õgKê KûUò \ò@«òö _ùe, bòZe _éÂKê jû̀ þ eûCŠ `ûAf aýajûe Keò ciéY
Ke«òö [ùe Azû cêZûaK @ûKéZò _ûA~òaû _ùe Gjûe Pûeò_ûLùe _ò©ke _Zkû Zûe MêùWÿA
\ò@«òö iaê ieòaû _ùe _âÉêZ @kuûeKê ^ûAUâòKþ GiòWþ _KûA i`ûKeû~ûGö GùZ Kûc ù~
bûaòùf @û½~ðý fûùMö GùZ _eògâc iù©ß KûeòMecûù^ @bûaùe [û@û«ò, MeûL ùLûRê[û@û«òö
ùKak _ò©k, iê̂ û Kò́ û eì_û ê̂ùjñ @û\òaûiúcûù^ aûCñgùe c]ý @kuûe Zò@ûeò Ke«òö @ûC
aûCñgùe Zò@ûeò Gjò @kuûe Gùa ~êa_òXÿòu c]ý `ýûi^ (fashion) _ûfUò[òaûùaùk GjûKê
ù^A Gùa @ûe¸ ùjûA~ûAQò aýaiûdö @ûi«ê @ûùfûP^û Keòaû KòQò @kuûe aòhdùeö
@kuûe

@û\òaûiúcûù^ @kuûeKê bf_û@û«òö @kuûe @û\òaûiú iõ_â\ûde iûcûRòK-@û[ðòK aòKûg
Gaõ iûõÄéZòK _eµeûùe GK MêeêZß_ì‰ð iÚû̂  eùLö @û\òaûiúcjòkû / Sò@cû^uê Gjû @nêZ eì_
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\òGö Kò«ê GMêWÿòK ùKak iRûA ùjaû @ûbìhY ê̂ùjñ aeõ ùicû^u _ûAñ ù_âc Gaõ \êÁ-@ûZàû
ò̂ùeû]e iûcMâúö ùKûeû_êUe R^RûZò aýajûe Keê[òaû @kuûe WòRûA þ̂ Gaõ cìk-iûcMâú

Cbdùe ajê aòaò]Zû ejòQòö Rúa^e _~ðýûd, ùbøZòK iÚòZò Gaõ aýajûee @aie @ ê̂iûùe
@kuûe bò̂ Ü ùjûA[ûGö

@û\òaûiú cjòkûcûù^ eì_û, Z´û, _ò©k, _[e, fêjû Gaõ iê̂ ûùe Zò@ûeò aòbò̂ Ü _âKûee
@kuûe _ò§«ò ~ûjû \ßûeû ùicûù^ ò̂R geúee aòbò̂ Ü @õgKê iê¦e Keò_ûe«òö ùicûù^ _âûd
icÉ @kuûeKê ajêZ _i¦ Ke«ò KûeY Gjû ùicû̂ ue ùiø¦~ðý Gaõ iûcûRòK-iûõÄéZòK
@ûagýKZûKê _ìeY Kùeö ùicûù^ ùKak ]ûZê @kuûe aýajûe Ke«ò ^ûjòñ aeõ `êf, Nûi,
Z«ê, `kaòj^, _gêu ^L-jûWÿ-gòw Gaõ _lúu _eùe Zò@ûeò @kuûe c]ý aýajûe Ke«òö

é̂Zýùe aòùgh @kuûe aýajûe Keû~ûGö é̂Zý _â\g ð̂ Gaõ Wâcþ aRûAaû icdùe
ùMûWÿ ijòZ fûMò[òaû fêjû cê\ò (ùMûWÿ Gaõ ùfùMäUþ) _ò§û~ûGö _êeêhcûù^ cêAñ eLòaûKê Gaõ
ùicû^ue \ûXòKê @ ò̂dcòZ bûaùe KûUòaûKê _i¦ Ke«òö ~êaZú Gaõ cjòkûcûù^ ^ûKcê\ò
_ò§«ò, ùi_Öcþ Gaõ _ûgðß ù\A c]ý ~û@û«ò; ùicûù^ _ò©k, eì_û, fêjû ò̂cðòZ @ûwêVò cê\ò, Kfûe,
@ûcðùfUþ, _û\cê\ò AZýû\ò c]ý _ò§«òö

@û\òaûiú iõ_â\ûde cjòkûcûù^ ùicû^u ùKge aòùgh ~ZÜ ̂ ò@«òö ùicûù^ ùicû^ue
f´û ùKgKê @ûM_ûgðßKê ùKg_ò̂ þ ijòZ aû§ò[û«ò Gaõ cêŠe WûjûY _Q _ûgðßùe GK MŒòùe ùKge
_âùl_òZ ùKûY ijòZ _ò§«òö KòQò cjòkû cêŠùe ùicû^u ùKgùe GK ùKûY fMû«òö cjòkûcûù^
ù~Cñ ùg÷kúùe ùicû^ue ùKgKê iRû«ò Gaõ iRûA[û«ò Zûjû ùicû^ue ùiø¦~ðý Gaõ @ûKhðYKê
ò̂‰ðd Kùeö

@û\òaûiú iõ_â\ûde @kuûeMêWÿòKê (K) Mkû @kuûe, (L) Kû^ @kuûe, (M) ^ûK
@kuûe, (N) jûZ @kuûe Gaõ (O) ùMûWÿ @kuûe bûaùe aMðúKéZ Keû~ûA_ûùeö

GMêWÿòK geúee aòbò̂ Ü @õgKê iRûAaû _ûAñ _ò§û~ûGö Mkû @kuûe (jûe)ùe Pò_þ cûfò,
Mò̂ ò cûfò, Pû_iûeò Gaõ LMfû @«bðêqö Kû̂  @kuûeMêWÿòK ùjCQò PûŠò@û ^ûMêf, Rfò̀ êfû,
Zcû`êf, _äfò, SòKû, fêfò Gaõ L¬ûö ^ûK @kuûeMêWÿòK ùjCQò ùaieú, fawû KWò, Sêµò, MêY,
cûe\ûŠò, ùZ«êfò _Zâò@û Gaõ ^û[ê AZýû\òö jûZ @kuûeMêWÿòK ùjCQò LWê, aû«û (aûjê), jUû
ùP þ̂ AZýû\òö ùijò_eò ùMûWÿ @kuûe MêWÿòK ùjCQò PòZâKkû, _û\ @kuûe, _¬êeú AZýû\òö Gjò
@^ýû^ý @kuûeMêWÿòK aýZúZ Pò_Üû (ùKg _ò̂ þ), @ûwêVò @kuûe (IWê), Gaõ @«iìZûö
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@û\òaûiú cjòkûcû^ue GK ißZª MêY ùjCQò ù~ ùicûù^ aòaûj, _að_aðûYú, aòùgh
C›a, a§ê Gaõ iõ_Kðúdu ijòZ iûlûZ Gaõ é̂Zý _â\gð̂  Keòaû icdùe aòbò̂ Ü _âKûee
@kuûe aýajûe Ke«òö @kuûe ijòZ @ûMâje @ûC GK \òM ùjCQò ù~ @kuûe ùKak geúee
ùiø¦~ðý aé¡ò _ûAñ ê̂ùjñ aeõ ùa÷aûjòK iÚòZò, iûcûRòK-@û[ðòK @aiÚû, iûcûRòK _âZòÂû Gaõ cjòkû
/ Sò@ ù~Cñ iõ_â\ûde @U«ò ùijò iõ_â\ûde iûõÄéZòK iÚòZò iõ_Kðùe _eòPde _âZúK bûaùe
_ò§û~ûGö @kuûe @û\òaûiú icûRùe @ûC GK MêeêZß_ì‰ð CùŸgý iû]^ Kùe @[ðûZ iûcûRòK
]ûcðòK @aieùe aýqòMZ Éeùe Gjû GK C_jûe eìù_ ÊúKéZö GK @aòaûjòZ _ê@ / Sò@Kê
@kuûe Kò́ û GK ò̂ŸòðÁ _âKûe @kuûee @û\û^_â\û^e eì_K Gaõ Gjû _eòbûhòZ iûcûRòK
iûõÄéZòK cìfýùaû] Gaõ @býûi ijòZ @û«eòK bûaùe RWòZö GjûijòZ, ~û\êKeú-]ûcðòK
@býûiKûeúcûù^ ùicû̂ u MâûjKcû̂ u _leê ù\aZû, ù\aú Gaõ \êÁ @ûZàûuê i«êÁ Keòaû _ûAñ
Gaõ ùeûMeê iêiÚ ùjaû_ûAñ @kuûe aýajûe Ke«òö

@kuûee _âKéZò Gaõ iûcMâú ò̂‰ðd Keê[òaû KûeKMêWÿòK ùjCQò: geúee gûeúeòK
ùa÷gòÁý, _eòaûee @û[ðòK @aiÚû, iõ_â\ûde iûcûRòK-iûõÄéZòK @ûagýKZû Gaõ GjûKê aýajûe
Keû~ûC[ôaû @aieö @û\òaûiúiõ_â\ûde Gjò @kuûeMêWÿòK @û\òaûiú @*kùe _âiûeòZ ijeû*k
Gaõ _û½ûZý iõÄéZòe _âbûa Gaõ R^RûZòu c]ýùe gòlûMZ aòKûge aòÉûe \ßûeû ajêk bûaùe
_âbûaòZ ùjûAQòö

@kuûe KkûKéZò

cYòh ̂ òR geúee @wMêWÿòKê iùRAaû _ûAñ _âak @ûMâj _âKûg Keò[ûG Gaõ @û\òaûiúcûù^
c]ý G[òeê aýZòKâc ̂ êjñ«òö ùKûeû_êUe @û\òaûiúcûù^, aòùghKeò ùicû^u c]ýùe cjòkûcûù^,
ò̂RKê iRûAaû _ûAñ aýajûe Keê[òaû _Zâ, ̀ êf, ùfûc, _[e, jûWÿ Gaõ aúR aýZúZ, ]ûZê ò̂cðòZ

@kuûee aýajûe @^û\òKûkeê Keò@ûiêQ«òö @kuûe ijòZ geúeKê iRûAaû ùicû̂ ue ißZ«â
ùg÷kú, @^^ý _eòPd Gaõ iû]ûeY iõÄéZòe GK @õgö geúee _âûd _âùZýK @õgùe - _û\e
@ûwêVòVûeê ùKg _~ðý« - _âùZýK @õg _ûAñ aòbò̂ Ü WòRûA^ ijòZ @kuûe aýajéZ jêGö aýajéZ
]ûZê MêWÿòK ùjCQò: @ûfêcò̂ òdc, _ò©k, Z´û, iê̂ û, fêjû Gaõ eì_ûö

ùKûeû_êUe @û\òaûiú cjòkûcûù^ aýajûe Keê[òaû @kuûeMêWÿòKê Q@Uò _âcêL ùMûÂúùe
aòbq Keû~ûA _ûùe ù~_eòKò 1. cêŠ, 2. Mkû, 3. Kû^, 4. ^ûK, 5. jûZ Gaõ 6. ùMûWÿ _ûAñ
@kuûeö Gjò Q@Uò aMðe _âcêL Rò̂ òhMêWÿòK ò̂cÜfòLòZ iûeYúùe ZûfòKû bêq Keû~ûAQòö
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@û\òaûiú @kuûee aýajûeòK iÚû^ I _âcêL @kuûe aòùgh
aýajûe iÚû^ _âcêL @kuûe aòùgh
cêŠ KûV _û ò̂@û, ùKg Käò_þ
^ûK ^ûK_êWûcê\ò, ^ûKcê\ò
Kû^ Kû^`êf
ùaK cê\âûjûe, cYòjûe, iõfMÜjûe, ùaKcê\ò
jûZ KuY, aûjêeakû, cê\ò
ùMûWÿ _û_êfò, _û_êfòùP þ̂, @ûwêVòcê\ò

KûV_û^ò@û:
‘KûV_û ò̂@û’ ùjCQò ]ûWÿò \û« ijòZ GK gû`Öö GjûKê cêŠe

ùKgKê i`û Keòaû, MêŠ Keòaû, iRûWÿòaû Gaõ ÁûAfþ Keòaû _ûAñ aýajûe
Keû~ûGö ùKûeû_êUe R^RûZòcûù^ aòbò̂ Ü iûcMâúùe Zò@ûeò K´ aýajûe
Ke«ò, iaêVûeê _ûeõ_eòK ùjCQò KûV K´ö ùicûù^ K´ Zò@ûeò Keòaû_ûAñ
ò́̂  KûV Kò́ û gûk KûV aýajûe Ke«òö ùicûù^ aýajûe Keê[òaû KûV

K´ MêWÿòKe ò̂KU \û« [ûG Gaõ ùKg iRû _ûAñ aýajûe Keû~ûGö KòQò
@û\òaûiú _êeêh Gaõ cjòkû ùKg iRûWÿòaû _ùe iÚû̂  Gaõ iÚòZòùe ùKg iRûWÿòaû _ûAñ ùKgùe KûV
K´ fMûAaû ù\Lòaû @ûKhYðúdö ùicûù^ ùKøYiò iõ_ðKúdu NeKê Kò́ û aRûeKê Mùf Gjû
aýajûe Ke«òö ‘ùWûweò@ûK§’ ~êaKcû̂ ue @]òKûõg icdùe Gjò `ýûg þ̂ @Qòö ùicû^ue
KûV K´MêWÿòK jûZ Zò@ûeò Gaõ iê¦e bûaùe _fòiþ  Keû~ûA[ûGö iùbð icdùe Gjû RYû_Wÿòfû
ù~ R^RûZòcûù^ KûV K´ aýajûe Ke«ò KûeY GMêWÿòK _âûKéZòK, @Y-@ûKâcYKûeú Gaõ
Jh]úd ~ûjû ùKgKê N^ I Gjûe aé¡ò Keòaûùe Gaõ iêiÚ eLòaûùe @Zý« iûjû~ý Kùe ö KûV
K´ MêWÿòK ajêZ _âûPú^ö @ûRòKûfò aRûeùe C_f² _äûÁòK K´MêWÿòKê c]ý ùKûeû_êUe @û\òaûiúcûù^
aýajûe _ûAñ KòYò[û«ò; Kò«ê GMêWÿòKê HZòjý iûcMâú bûaùe aòùaP^û Keû~ûG^ûjòñö
Pò_^û - ùKgKäò_þ

‘ùjdûeKäò_þ’ Kò́ û ‘KäûÆþ’ ùjCQò GK  eòùU ò̂õ Mâò_þ ~ûjû iêaò]û
_ûAñ Gaõ ùKg ùg÷kúe @õg bûaùe ùKgKê GK iÚû^ùe ]eòeLòaû \ßûeû
ùKgKê iêelòZ eLòaû _ûAñ aýajûe Keû~ûGö ùKûeû_êUe R^RûZòcûù^
fêjûùe Zò@ûeò ùKg Kæò°þ aýajûe Ke«ò ~ûjû ùKge _Q iûcÜû LŠMêWÿòKê
]eò Gaõ GK iûRi{û ùKg ùg÷kú aRûd eLòaû _ûAñ @ûLòeê ùKgKê
\ìùeA eùLö GK ‘ùjdûeKäò_þ’ GK N^ fêjû Zûeùe Zò@ûeò Keû~ûG ~ûjûKê cSòùe gì̂ ý WòMâúùe
auû Keû~ûG ~ûjû \ßûeû ZkKê jûZùe ùKg bòZùe _äMþ Keû~ûA_ûeòa Gaõ \êAUòKê GKûVò Pû_ò
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ùKg ]eò eLò_ûeòaö iû]ûeYZü, Käò_þe Zk @õg @]òK ùKg ]eòaû _ûAñ C_e @õg @ù_lû UòKòG
ùQûU ùjûA[ûG Gaõ \êAUòe Kòuþ ijòZ UòKòG KùbðùUWþ @ûKûe [ûG ~ûjû `kùe ùKg Gaõ Käò_
þCbd _eÆeVûeê Liò ^~ûG Gaõ aýajûeKûeú Nê*ôùf GjûKê aRûd eLû~ûA_ûeòaö Gjò_eò Käò_þ
GKû icdùe Cbd C_ù~ûMú Gaõ iûRi{û C_KeY bûùa aýajéZ jêGö Käò_þe f´ 2.5-3.5
A* c]ýùe bò̂ Ü ùjûA[ûG Gaõ GjûKê ijRùe fùMAaû Gaõ KûXòaû _ûAñ WòRûA þ̂ Keû~ûA[ûGö
Gjò _ò̂ þMêWÿòK iû]ûeYZü cêŠ @ûMe Cbd _ûgßð Gaõ _Q _ûgßðe Zk _ûgßð \êAUò Kû^ _ûL ùKgKê
GK iÚû^ùe ]eò eLôaû _ûAñ ù~ûWÿò bûaùe aýajûe Keû~ûGö ùKùZK iÚû^ùe _ò̂ þKê iÚòe eLôaû
_ûAñ C_e bûM ijòZ GK f´û _òiþ _ò̂ þ aýajûe Keû~ûGö
cêcðû - ^ûK @kuûe

‘cêcðû’ ùjCQò ^ûKe aûjûe_ûgðßùe _ò§û ~ûC[òaû GK @kuûeö
GMêWÿòK iek ùLûkû _ûA_þ @ûKûeùe,GK ÁWþ Kò́ û fw (fûCw)
@ûKûeùe iað̂ òcÜ @õg Vûeê `êf WòRûA^ _~ðý« C_f²ö ùi_Öcþ eòwþ
_eò, ^ûKe KûUðòùfRþ ùb\ Keò iéÁò ùjûA[òaû MûZùe ^ûK eòwþ iûcòf
Keû~ûGö aûjý ^ûKùe _ò§û~ûC[òaû @kuûeMêWÿòK aùRUþ @ ê̂iûùe
_ò©k Kò́ û iê̂ ûeê Zò@ûeò ùjûA[ûGö ÁWþ, faw Kò́ û `êf WòRûA þ̂
ùlZâùe ^ûKùe _Wÿò[òaû cêLý WòRûA þ̂ GK _Zkû Zûe bk ò@õg ijòZ
iõ~êq ùjûA[ûG ~ûjûKê ^ûKùe GK iû\û (iìZûjú^) ‘^Uþ’ ijòZ ùVfò \ò@û~ûG ~ûjû GjûKê
bòZeeê iÚòZòùe eùL ~ûjû\ßûeû @kuûeUò Xòfû jêG ^ûjó Kò aûjûeKê Liò ~ûG ^ûjó Gaõ _ò§ê[òaû
aýqòu iû]ûeY gûeúeòK MZòaò]ò ijòZ _Wÿò ~ûG^ûjóö _ûA_þ eòwþ ùlZâùe, ù~ûWòaû ùgh bûMùe
ùMûUòG cêŠùe iûcû^ý ùQûU @ûKûee jêKþ Gaõ @^ý cêŠùe Qû*òZ jê_þ [ûG ~ûjû ùicû^uê ò̂ŸðòÁ
iÚû^ùe eùLö ^ûK eòwþ iû]ûeYZü ^ûKeaûjûe _ûgðßùe _ò§û~ûG Gaõ GK icû^ Xû*û Gaõ
WòRûA þ̂ [ûGö ~\òI ùKøYiò @kuûe ùMûUòG _ûgðß aò̂ û @^ý_ûgðßùe eLòaû @i¸aö “Wÿweò@ûK§”
_êeêh ~êaKcûù^ ^ûKe aûjý Qò\âùe ^ûK @kuûe _ò§ò _ûe«òö
^ûMêf–Kû^`êf

^ûMêfþ ùjCQò @kuûe ~ûjûKê ùKûeû_êU @û\òaûiú cjòkûcûù^
Kû̂ ùe _ò§«òö Gjò _âKûee @kuûe Kû^e ùfûaùe Gaõ aûjý Kû̂ e
C_e @õge KûUðòùfRþ Kò́ û ùjfòrùe ù`ûWÿû~ûA Kû^ùe fMû~ûGö
KûUðòùfRþ Gaõ ùjfòr Zêk^ûùe Kû^e ùfûa ù`ûWÿû Keòaû ijR Gaõ iêiÚ
ùjaûKê Kcþ icd fûùMö @kuûe _ò§òaû _ûAñ @ù^K ùfûK 3-4Uò
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iÚû^ùe ù~_eòKò ùfûa, bòZe Kû̂ , Kû^e c]ýbûMe aûjý @õg Gaõ Kû^e C_e bûMùe Qò\â
KeòaûKê _i¦ Ke«òö Kû^e @kuûe iek eòw @ûKûee, eûARòõ ùKûaâû (^ûMêfþ) ù ầcþ jûA[òaû,
ÁWþ Gaõ aòbò̂ Ü WòRûA^e Sêf«û @kuûe - cYò _[e ijòZ Kò́ û aò̂ û Gaõ _ò©k Kò́ û iê̂ ûùe
Zò@ûeò ùjûA_ûùeö ùKûeû_êU R^RûZòu c¤ùe, eòw @ûKûee Kû̂  @kuûee aòbò̂ Ü Xû*û ajêZ
ùfûK_âòdö iû\û eòw aýZúZ @^ý WòRûA^ùe iõKú‰ð `µû Uêýaþ fMû~ûA[ûG ~ûjû ù`ûWÿû
ùjûA[òaû MûZ ù\A _QKê ùVfò \ò@û~ûG Gaõ @kuûeKê iÚòZòùe eLòaû _ûAñ aûjý _âû«ùe [òaû
Uêýaþùe GK ù^ûUþþ bZðò Keû~ûGö aé©ûKûe Gaõ @¡ð-aé©ûKûe KVò̂  Gaõ UýêaòKòþ eòw WòRûA^
ùþlZâùe, Gjûe _âû«MêWÿòK @kuûee @õg MV^ Keê[òaû jê_þ Gaõ jêKþ \ßûeû a§û ùjûA[ûGö

RùY @û\òaûiú cjòkûuê Kû^e Qò\âeê ZkKê aé©ûKûe @kuûe ijòZ f´û _ò©k Zûe ijòZ
Cbd Kû§ QêAñaûKê  Sêfê[òaû ù\Lòaû ajêZ @û½~ðýR^Kö ùKûeû_êUe R^RûZòu Kû^ @kuûee
GK aòùghZß ùjCQò ù~ ùMûUòG Kû^ùe ùMûUòG, \êAUò Kò́ û @ù^K @kuûe _ò§ò Qò\â ù\A
_âùag Keû~ûA_ûùe Kò«ê _ýûUð̂  Cbd Kû̂ ùe icû̂  ejò[ûGö \ßòZúd aòùghZß ùjCQò GMêWÿòK
Cbd fòw \ßûeû _ò§û~ûA[ûGö Z[û_ò, @]òK icd ]eò _ò§û~ûC[òaû bûeú Kû^ @kuûe Kû^e Qò\â
Gaõ Qò\â ùjûA[òaû MûZKê UûYòaûe @ûguû [ûG ~ûjû _ûAñ GMêWÿòKê GWûA \ò@û~ûGö
Lûiêcûfò - cê\âûjûe

“cê\âûjûe” ùjCQò ùKûeû_êUe @û\òaûiú ~êaZú Gaõ cjòkûcûù^
ùaKùe _ò§ê[òaû iaêVûeê ùfûK_âòd Gaõ _êeêYû _âKûee Mkû @kuûeö
GMêWÿòK GK ùcûUû Zûe Kò́ û K_û KõUûiìZû Gaõ _âûd 10-20 eì_û
Kò´û iê̂ û cê\âû Kò́ û eì_û Gaõ iê^û _eòaé©ûKûe cê\âû @ûKéZòe ]ûZê
aýajûe Keò Zò@ûeò Keû~ûGö ~\ò aùRUþ eì_û Kò́ û iê̂ û _ûAñ @ ê̂cZò
\òG ^ûjòñ, ùZùa _ò©k I ]kû ]ûZê c]ý aýajûe Keû~ûA_ûeòaö iê̂ ûeú Kò́ û ‘Nûiò@û’Pûjò\û
@ ê̂~ûdú Gjò @kuûe Zò@ûeò Ke«òö cê\âûjûe Zò@ûeò Keòaûe _âKâòdû GK @Zò iek Kkûö ò̂cðûZû
_â[ùc ]ûZêMêWÿòKê ùMûfû Kò́ û cê\âûùe iRû«ò, _âùZýK C_ùe GK Nì‰ð̂  Ke«ò Gaõ Zû’_ùe GK
ùP þ̂, Zûe Kò́ û K_û KõUû iìZûKê jûe Zò@ûeò Keòaû _ûAñ Nì‰ð̂  Kò́ û jê°ùe aû§ò \ò@û~ûGö Gjû
ciéY, ^c^úd I fMûAaû Gaõ aûjûe KeòaûKê ijRö ~\ò cê\âûMêWÿòKê GK iìZûùe ù~ûWû~ûG,
ùZùa GjûKê _Q _ùU aû§ò ùaKùe _ò§û~ûGö Kò«ê ù~ùZùaùk ]ûZêùe Zûe Kò́ û ùP^
aýajûe Keû~ûG,  ùiùZùaùk jûZ Pû_ò Gaõ Xòfû Keò \êA _âû«Kê a¦ Gaõ ùLûfòaû _ûAñ jêKòõ
_¡Zò _âùdûM Keû~ûGö cê\âû jûeUò ùaKVûeê 5 AõP ZkKê Kò́ û Zû’Vûeê @]òK CyZû _~ðý«
Kò́ û QûZòe c]ý bûMKê Liò~òaû iÚòZòùe ejòfû bkò Sêfò ejò[ûGö
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Pò_cûfò -iõfMÜ jûe

ùKûeû_êU Ròfäûe @ù^K @û\òaûiú cjòkû GK aòùgh _âKûee jûe
_ò§òaûe @býûi eL«ò ~ûjûKê ùicûù^ ‘Pò_cûfò’ ùaûfò Kj«ò ~ûjû geúe
ijòZ _âûd ̂ òaòWÿ bûaùe RWò ejò[ûGö ‘_ûùeûRû’ R^RûZòe cjòkûcû^ue
Gjò _âKûee ùaK @kuûe _âZò ajêZ _i¦ [ûG Gaõ ùicûù^ aògßûi
Ke«ò ù~ ùicû̂ u ùaKùe ‘Pò_cûfò’ PcK\ûe ùjaû ijòZ ùicûù^
@Zý« @ûKhYðúd ù\Lû~û@û«òö Gjò jûe cêLýZü _ò©k aýajûe Keò
Zò@ûeò Keû~ûG, ~\òI @û[ðòK \éÁòeê ]^ú @û\òaûiú _eòaûe ijòZ RWòZ @ù^K ùlZâùe Gjû
iê̂ ûùe c]ý Zò@ûeò ùjûA_ûùeö ‘Pò_cûfò’ GK jûZ N<û aýûŠ _eò ù\Lû~ûG Gaõ @ûagýK f´
iìZû LŠ, _âûd 40 @ûdZûKûe _ò©k Pò_þ dê̂ òUþ Gaõ KòQò_Zkû Uêýa \ßûeû Zò@ûeò ùjûA[ûGö
‘Pò_cûfò’ Zò@ûeò Keòaû _âKéZùe GK KÁKe Kkûö _âKâòdûUò ò̂cÜfòLòZ _âùZýK dê̂ òUþ @[ðûZþ
Pò°ùe PûùeûUò _Zkû Uêýa ùiûfØe Keû~ûG Gaõ Uêýaþe MûZ cû]ýcùe dê̂ òUþMêWÿòKê iìZû ù\A
jûe _âÉêZò Keû~ûGö ùiø¦~ðý Gaõ _ò§ê[òaû aýqòu fêKþ aé¡ò Keòaû _ûAñ iìZû Zò@ûeò Keòaû
icdùe Gjûe jê_þ cû]ýcùe cSòùe GK iê¦e ù\Lû~ûC[òaû fùKUþ c]ý eLû~ûA_ûùeö
fùKUUò iê̂ û Kò́ û @^ý ùKøYiò cìfýaû̂  ]ûZêùe Zò@ûeò ùjûA_ûùe ~ûjû _ûAaûKê Pûjêñ[òaû aýqò/
_eòaûee iûc[ðý @ ê̂iûùe ùjûA_ûùeö Gjò jûee GK ißZª ùa÷gòÁý ùjCQò ù~ Gjû @^ý jûe
_eò ~ù[Á f´û ê̂ùjñ ~ûjû `kùe Gjû ùaKùe Sêfò ejòaû _eòaù©ð geúe ijòZ fûMò ejò[ûGö
_ò©kùe Zò@ûeò ùjûA[òaûeê, Gjû ajêZ gÉû Gaõ Gjûe MâûjK iõLýû ajêZ @]òKö
LûMfû- ùaKcê\ò Kò́ û jûe

‘ùWûweò@ûK§’ R^RûZòe cjòkû Gaõ _êeêhcûù^ ‘KûMêWÿò@ûKû’
Kò́ û ù^Kþ eòw ùaûfò ~ûjûKê Kêj«ò ZûjûKê ajêZ _i¦ Ke«òö ùicûù^
ò̂dcòZ bûaùe Gjò cê\òKê ùicû^u ùaKùe _âòZò\ò̂  _ò§«òö ù^Kþ eòw

ùjCQò ùaKùe _ò§û~ûC[òaû cê\òö Kò«ê @ûwêVòùe [òaû cê\ò, _û\ùe [òaû
cê\ò Kò́ û @ûcðùfU _eò ê̂ùjñ, GMêWÿòK ùaKùe bfbûaùe `òUþ jêG ^ûjòñö
Z[û_ò, GMêWÿòK ùaKùe ajêZ Xòfû bûaùe Uwû ~ûG^ûjòñö cê\òe \êA_âû«Kê
GK jê_þ iûjû~ýùe jêKòõ \ßûeû ù~ûWû~ûGö ù^Kþ eòwMêWÿòK @ûfêcò̂ òdcþ, _ò©k Kò́ û eì_ûùe Zò@ûeò
ùjûA[ûG Gaõ iû]ûeYZü PêWÿò @ûKûee ùMûfûKûe `µû _ûA_þ ùjûA[ûGö ù^Kþ eòwMêWÿòKe GK
_âcêL ùa÷gòÁý ùjCQò ù~ GMêWÿòK \êA Kò́ û ZùZû$]òK bò̂ Ü @ûKûe / aýûie ùMûÂúùe aýajéZ
jêG, ùKùZK icdùe _ò§ê[òaû aýqòu ùaKe iõ_ì‰ð f´Kê @ûzû\^Kùeö Gjû ùaKùe Kfe
Ée _~ðý« aiò[ûGö
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akû- KuY

KuY GK @kuûeö ùKûeû_êUe R^RûZò GjûKê \êA jûZùe
KuY C_ùe UòKòG _ò§«òö GMêWÿòK _ò©k, eì_û, Kò́ û ]kû ]ûZêùe
Zò@ûeò Keò cjòkûcûù^ _ò§«òö ~êaZú Gaõ ‘_eRû’ _êeêh ~êaK G[ôeê
\êAUò _ò§«òö KuYMêWÿòK KVò̂  Kò́ û `µû ùjûA[ûG, ~\ò `µû jêG,
ùZùa fûL (GK ùeRò^þ _\û[ð)ùe iû]ûeYZü _ì‰ðKeò a¦
Keû~ûA[ûGö ùiMêWÿòK ciéY Gaõ Xòfû bûaùe G_eò Zò@ûeò Keû~ûA[ûG
~ûjû aò̂ û KÁùe jûZùe _ò§òaû I aûjûe KeòaûKê ijR ùjûA[ûGö  KòQò cjòkû GjûKê GK
ijûdK @kuûe CùŸgýùe _ò§«ò KûeY KuY @ûWÿKê iúiû bûaùe Kû~ðýKùe Gaõ Gjû _Qùe
@^ý _Zkû KuY _Wÿò[ûGö KòQò ùlZâùe, KuYMêWÿòK jûZùe [òaû icdùe jûZKê Pû_òù\A a¦
ùjûA[òaû WòRûA þ̂ Keû~ûA[òaû _âû« ijòZ ùLûfû~ûA _ûùe Gaõ i`û Kò́ û ceûcZò _ûAñ aûjûeKê
@ûYòaû _ûAñ ajêZ Kcþ Pû_ùe ùLûfû~ûGö ù~ùZùaùk KuY ùcûUû ùjûA[ûG , ùiùZùaùk
Cbd jûZùe GKK LŠ bûaùe aýajûe Keû~ûG Gaõ KûP Kò́ û ]ûZê ò̂cðòZ @^ý @ûù_lòK
_Zkû PêWÿò _âKûee @kuûe ]eò eLòaûe ijûdK Kû~ðý Keò[ûG Kò́ û ù~ùZùaùk _Zkû jêG,
ùiùZùaùk @ù^K LŠùe PêWÿò bûaùe aýajûe Keû~ûA[ûGö
_û\LWê–_û\êKû

‘_û\êKû’ GK ùMûWÿ @kuûeö Gjû _ò©k Kò́ û @ûfêcò̂ òdcùe
Zò@ûeò Gaõ ùKûeû_êUe @û\òaûiú cjòkûcûù^ GjûKê ùMûWÿùe _ò§«òö
Gjûe GK @nêZ @ûKéZò @Qòö Gjû @ŠûKûe Kò«ê _ò§òaû icdùe iò]û
ê̂ùjñö Gjûe @ûM Gaõ _Q @õg c]ý bûM Zêk^ûùe C_eKê CVò[ûG

Gaõ @ûM Ée _Q @ù_lû UòKòG Cy Éee ùjûA[ûGöGjò @ûKéZò ùMûWÿ
C_ùe _Qeê @ûM ÉeKê iÚòZòùe eLòaû _ûAñ @ûagýKö @ûagýK @ûKûeeGK
`µû_ûA_þ auû Keò _ûUò Zò@ûeò Keû~ûGö _ûUòe aûjûe @õg C_e Gaõ Zk_ûgðßeê ]úùe ]úùe
Xûf [ûG Gaõ cSòùe GK @Y-ZúlYþ gòLe [ûGö Gjò @kuûeùe ùKøYiò ùLûfû iÚû^ ^ûjòñ Gaõ
Gjû ùMûWÿùe `òUþ ùjaû _ûAñ aòbò̂ Ü @ûKûeùeZò@ûeò Keû~ûG, ~\òI Gjû iÚòe Gaõ ajêZ Xòfû
ê̂ùjñ Z[û_ò Pûfòaû icdùe ~ªYû jêG ̂ ûjòñ Kò́ û Liò~ûG ̂ ûjòñö GjûKê Cbd _ûUòe Lûfò iÚû̂  ù\A

_û\ _âùag Keû~ûG Gaõ _Qe ùMûWÿ _ûLùe C_e _û\ùe eLò fMû~ûGö Gjò @kuûe UòKòG
bûeú Gaõ _âùZýKUò _âûd 150 Mâûc IR^eö _û\e ùQûU ùQûU SUKû Gaõ cjòkûcû^u \îZ
MZòKê ùeûKòaû _ûAñ _û\êKûKê Gjò_eò WòRûA þ̂ Keû~ûA@Qòö
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RUò@û - ùUûeòwiþ

ùKûeû_êUe aòaûjòZ R^RûZò cjòkûcûù^ ‘@ûwêVò cê\ò’ _ò§«òö
GMêWÿòK iû]ûeYZü \ßòZúd @ûwêVòùe @[ðûZ aWÿ @ûwêVò _ûLùe _ò§û~ûGö
GMêWÿòK Cbd _û\ùe _ò§û~ûGö Kò«ê \ßòZúd @ûwêVò iaêVûeê f´û
ùjûA[òaûeê G[òùe GK @ûwêVò cê\ò fMûAaû iaêVûeê ijRö GjûKê
@^ý ùKøYiò Rò̂ òh ijòZ iõ~êq ^eLòaû Gaõ ijRùe Liò _WÿòaûKê
ùeûKòaû _ûAñ, \ßòZúd @ûwêVòùe GK @ûwêVò cê\ò _ò§òaû iû]ûeY @býûiö @ûwêVò cê\ò @ù^K
_âKûeeö KòQò ùKak iû\û Gaõ iek aýûŠ ù~ùZùaùk @^ý KòQò iek aýûŠùe `êf Gaõ
^cê̂ û ijòZ `ýûg^ bûaùe WòRûA þ̂ Keû~ûGö @ûwêVò cê\òMêWÿòKe Zk bûMùe iû]ûeYZü GK
ùQûU `ûu [ûG ~ûjû `kùe Liò~òaûKê ùeûKòaû _ûAñ ùiMêWÿòKê ijRùe KWÿû Gaõ @ûeûc\ûdK
bûaùe `òUþ Keû~ûA_ûeòaö @ûwêVò cê\ò _ò§òaû cjòkûu ‘aòaûjòZû’ iÚòZòKê iìPòZ Kùe; Gjû
‘aòaûjòZ’ @aiÚûe _âZúKö Kò«ê icÉ aòaûjòZ R^RûZò cjòkû _û\ cê\ò _ò§ò_ûeòùa ^ûjòñ @[ðûZþ Gjû
aû]ýZûcìkK ê̂ùjñö _û\cê\ò eì_ûùe Zò@ûeò ùjûA[ûGö
ùWUòiòKfûw

K§ iõ_â\ûde cjòkûcûù^ MjYû _ò§òaûKê ùag _i¦ Keò[û«òö
ùWUòiòKfûw GK _âKûeKcea§, ~ûjûKê ù\gò@û K§cûù^ _ò§ò[û«òö
ùZùa Gjò Kce a§ ié\êX ÿ@û[ðòK iÚòZòe _âZúK bûùa \gðûA[ûGö
iòWþ ù^Kùfiþ

ùKûeû_êUe iòeòùaWÿûùe aûi Keê[òaû \êeê@û @û\òaûiú iõ_â\ûde
cjòkûcûù^ Gjò iòWþ ù^Kùfiþ _ò§ò[û«òöGjò _ûeµeòK MjYûKê cjòkûcûù^
MQe aòbò̂ Ü _âKûe c¬òùe ò̂ùR Zò@ûeò Keò[û«òö gêLòfû iò@ûkò c¬òKê
iìZûùe Zò@ûeò Keò[û«òö
ùaWò@û ù^Kùfiþ

Gjû GK _âKûe ewú^ ù^Kùfiþ, ~ûjû @û\òaûiú cjòkûu
iê¦eZûKê @ûjêeò aXûA ù\A[ûGö aòùghKeò cûfKû^Mòeòùe [òaû
aŠûRûZòe @û\òaûiúcûù^ cûkòùe aòbò Ü̂ _âKûe _âûKéZòK ew ù\A
Zò@ûeò Keò[û«òö ùijò_eò ùKak c¬òùe Zò@ûeò fêùaWò@û ù^KùfiKê
aŠû cjòkûcûù^ Zûu geúe C_eòbûMKê Xûuòaû _ûAñ _ò§ò[û«òö
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gvPìWÿò
IWÿògûe aéjZ @û\òaûiú iû«ûk, aŠû I ùKûdûcûù^ aòbò̂ Ü

_âKûe @kuûe Z[û MjYû _ò§ò[û«òö ùicû̂ u @kuûe c]ý @^ýcû̂ uVê
bò̂ Üö ùi[òc]ýeê gvPìWÿò @^ýZcö GjûKê ùicûù^ aòaûj AZýû\ò Lûiþ
C›aùe _ò§ò[û«òö
aûRê(ZûWÿû, ùZWÿê@û)

Kòiû^ iõ_â\ûde R^RûZò cjòkûcûù^ aûjêùe ù~Cñ MjYû
_ò§ò[û«ò, ZûjûKê iû]ûeYZü aûRê a§^ Kêjû~ûG, ùjùf Zûu bûhûùe
ùicûù^ Gjò aûRêKê ‘ZûWÿû’ Kêj«òö Gjûeê _ûùe ò̂cðòZ ùjûA[ûGö
Gjûe ùMûùU _UKê cê̂ ò@û Keû~ûA[ûG, ~ûjû @ûZàelûùe iûjû~ý
Kùeö ùijò_eò Wweò@û K§ _ò§ê[òaû aûRêKê ‘ùZWê@û’Kêj«òö
Rúa^RúaòKû I _âZòÂû ùlZâùe R^RûZòe @kuûe : GK aòek Kú©ðò eì_

ò̂ele ùjûA[òùf iê¡û @ûMKê aXÿòaûe @\cý Azû @ûMùe
jûe cû ò̂Qò _eòiÚòZòö ^aew_êe bkò GK @û\òaûiú ajêk I C_û«
Ròfäûe RùY ̂ òele cjòkûu _ûAñ Zûu Kkû I KûeòMeú @ûYòù\AQò
@ù^K LýûZòö ^aew_êe i\e aäKþ PêeûjûŠòMâûce ^úkcYò
LûZò(52)ö ^úkcYò @û\òaûiú @kuûe Zò@ûeòùe ò̂_êYö Zûu
ò̂cðòZ @kuûe IWÿògû I aûjûe eûRýcû̂ uùe aòbò̂ Ü _â\gð̂ úùe

_â\gðòZ ùjaû ij ùagþ @û\éZ ùjûA_ûeòQòö aòbò̂ Ü ùckû I cùjû›aùe ùi Zûue Kkû I
KûeòMeú _ûAñ _êeÄéZ c]ý ùjûAQ«òö

^úkcYò KjòQ«ò, Zûu aê¡ò @ûiòaû _eVûeê ùi @û\òaûiú @kuûe ò̂cðûY Keò@ûiêQ«òö
aòaûj _ìaðeê aû_ Nùe ò̂cðûY Keê[òùf I aòaûj _ùe Zûu gûgìNùe aò ùijò Kû~ðýùe ò̂ùdûRZ
@Q«òö _ìaðeê Cbd Êûcú I Èú cògò aòbò̂ Ü iû¯ûjòK jûUùe Giaê @kuûe aòKâò Keê[òùfö
MZ15ahð ùja aòbò̂ Ü _â\gð̂ úùe bûM ù^aû ij ùiVûùe Giaê @kuûe aòKâòaUû Keò@ûiêQ«òö
4ahð _ìùað Êûcúu ù\jû« _eVê ùi GKû ùjûA~ûAQ«ò iZ, ùjùf bûwò _Wÿò̂ ûjû«òö _ìaðbkò
@û\òaûiú @kuûe Zò@ûeò Keò ù\ge aòbò̂ Ü _âû«ùe @ ê̂ÂòZ _â\gð̂ úKê ~ûA aòKâò KeêQ«òö eûRý I
eûRý aûjûùe Zûu Kkû I KûeòMeú _â\gð̂  Keòaû _ûAñ còg^ gqò iêù~ûM ù\AQò ùaûfò KjòQ«ò
^úkcYòö Êûcúu ù\jû« _ùe Gjò aýaiûdùe jòñ Zûu _eòaûe I Zûu bCYúu _eòaûe PkêQòö
Gùa Zûuê Kûcùe ijù~ûM KeêQ«ò Sò@ _\àò̂ úö ^úkcYòu bkò Zûu Sò@ c]ý @û\òaûiú @kuûe
Zò@ûeò Keòaûùe iò¡jÉûö ùi ò̂cðûY Keê[òaû @kuûe c]ýùe ^û ê̂, Pû_ieú, Pò_cûkò, MúZcûkò,
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]û̂ cûkò, Lûiêcûkò, cwkiìZâ, fawùKûWÿò, UcûUfê, _êfò, Sòuû, Sêõ_ò, aûeò, ùaieú, ùiûeòiò@ûcûkò,
Kû̂ ùcûWÿò@û, Zû̂ , cê\ò, _ò©kaûfû, ùMûWÿcê\ò I ùP^ AZýû\ò ejòQòö Giaê @kuûe ò̂cðûY _ûAñ
@ûagýK K*ûcûf ùi eûd_êe I ùKûeû_êU Ròfäû ùKûU_ûWÿeê @ûYò[û’«òö ^úkcYò ò̂Re Kkû ò̂R
bòZùe iúcòZ ^eLò @^ýcû̂ uê gòLûAaû ij ùicû̂ u _ûAñ aò ùeûRMûee aûU ò̀UûA _ûeòQ«òö
C_iõjûe :

@kuûe ùKak gûeúeòK ùiø¦~ðý aé¡òùe ijûdK ùjûA^[ûG, ùMûUòG RûZòe iûõÄéZòK
ùa÷gòÁý, ò̂RÊEPò, Kkû KêgkZû I Êûbòcû^e _âZúK bûaùe c¤ Gjûe C_ù~ûMòZû @aòi´û\òZö
Gjò Kâcùe IWÿògûe R^RûZòu aòbò̂ Ü ùMûÂú\ßûeû _âÉêZ I aýajéZ aòbò̂ Ü ]ûZê I @^ýû^ý aÉê ò̂cðòZ
bkòKò bkò @kuûee @û\éZò ùKak R^RûZòu c¤ùe iúcòZ ùjûA ejò̂ ûjó, aògße ùiøLô̂
RMZùe Gjûe Kâc a¡òð¾ê @û\e, G @kuûeMêWÿòKe @_eòiúc cj©ß _âKûg ijòZ R^RûZòu
cû̂ iòKZû I ùcøkòK iéÁò Kcð _âaYZûe _eòPd ù\A[ûGö
ijûdK Mâ̂ Ú:
cògâ, iêaûiP¦â, 2002 bZeû ùfûK iõÄéZò I ùfûKiûjòZý, @û\òaûiú bûhû I iõÄéZò GKûùWÿcú,

bêaù^gßeö
IWÿògû Ròfäû ùMùRUði, ùKûeû_êU, ùKûeû_êU, Zûeû\©, @ûAGGiþ Wÿ., cêLý iõ_û\K, ùMùRUði

Gaõ cjû ò̂ùŸðgK, _âgòlY ic ß̂d ùMû_a§ê GKûùWcú @`þ @ûWcò̂ òùÁâi^, [ùMùRUði
dê̂ òUþ], iû]ûeY _âgûi^ aòbûM IWÿògû ieKûe. 2018

e[, _ùeg, \êeê@û Rúa^ I iõÄéZò, Rd_êe iûjòZý _eòh\, Rd_êeö
_ûXú, eûùR¦â (2009), ùKûeû_êU @û\òaûiú ùfûKiõÄéZò, iêað‰gâú _âKûg^ú, aûùfgßeö
_eòWÿû, iùeûR Kêcûe (2017); K§cûke ùfûKù\aZû: @ûc ùfûK ù\aZû iõ_û\^û -

W.\êMðûcû]a ^¦,ùfûK iõÄéZò MùahYû Mâ^Úcûkû-10, ùfûK iõÄéZò MùahYû
_eòh\, _êeúö

cògâ, cùj¦âKêcûe (1996); KkûjûŠòe @û\òaûiú iõÄéZò I iûjòZý :ùfûKiõÄéZò _eòKâcûö _â[c
iõÄeY, Mâ̂ Úc¦òe, aòù^û\aòjûeú, KUKö _éÂû-150ö

IWògûe R^RûZò, IWògû eûRý _ûVý_êÉK _âYd^ I _âKûg^iõiÚû, _êÉK ba^, bêaù^gßeö
cògâ, @RdKêcûe, IWò@û ùfûKiûjòZý, ùfûKiõÄéZòö
_ûXÿú, ùaYúcû]a (2017);  Kkòwe ùfûKù\aZû : @ûc ùfûKù\aZûö iõ_û\^û-W.

\êMðûcû]a^¦, ùfûKiõÄéZò MùahYû Mâ̂ Úcûkû-10, ùfûKiõÄéZò MùahYû _eòh\,
_êeú ö _éÂû-9ö



- 127 -

a^Rû 2026

iû«ûk iõ_â\ûde _ûeõ_ûeòK @kuûe
VûKêe\ûi jûñi\ûü*

iûeûõg

ibýZûe aòKûg @ ê̂iûùe icûRe aòKûg c]ý NUò[ûGö _âMZòe ij Zûk ù\A iû«ûk
iûcûR aòbò̂ Ü _â[û I _ûeµûeòK aÈ ùagbìhû ijòZ ò̂R icûR I iµâ\ûde aòbò̂ Ü @fuûe cû^
_eò]û̂  Keò[ûGö @ûRòe c ê̂hý ibýZû @Zýû]ê̂ òK @kuûe _eò]û^ Keò[ûG, cûZâ Gjò iû«ûk
@û\òaûiú ò̂R iµâ\ûde _ûeµeòK @kuûe _eò]û^ Keòaû _ûAñ Zòùk cûZâ ùjkû Keò̂ ûjó Kò bêfò
c]ý ~ûA^ûjóö cûN cûi _â[c i¯ûjùe cûMþ aõMû Keòaû ijòZ iû«ûk iµâ\ûde ì̂@û ahð eìù_
_ûk^ Keû~ûGö `MêY cûiùe MQ fZûùe ^û^û\ò `êf @ûiò[ûGö `MêY cûi _õPc \ò̂ ùe aûjû
aûõMû ijòZ aûjû _ea ùjûA[ûG Gaõ ùa÷gûL cûi _õPc \ò̂ ùe cûücùY aõMû ijòZ cûücùY
_ea ùjûA[ûG, Gjò \êA _aðùe iû«ûk ùfûKcûù^ Rûùje Mûkþùe _ìRû Kfû _ùe ^ûP MúZ
Keò[û«òö Rûùje Mûk aýZúZ aêeê _ûZû, _ûeþa þ̂ _ûZû, iò\þ _ûZû Gaõ @^ýû^ý ~ûZâû _ûZû
icdùe icÉ ~êaZú Gaõ Èú ùfûKcûù^ @ù^K iê¦e I cù^ûec @kuûe _eò]û^ Keòaûe
ù\Lû~ûGö iû«ûk @û\òaûiú _eò]û^ Keê[òaû @kuûe MêWòK cûUò, aòbò̂ Ü `ke c¬ò, a^ýR«êe
\û« Gaõ _e, iê̂ û, eê_û, _òZk, Kõiû Gaõ fêjû @û\ò ]ûZêeê ò̂cðòZ ùjûA[ûGö
C_Kâc

bûeZe @û\òaûiú iõ_â\ûd ùfûKcû^u c]ýùe iû«ûk ùfûKcûù^ ajêk cûZâûùe
@Q«òö bûeZ bòZùe Gcûù^ cêLýZü IWÿògû, SûWÿLŠ, aòjûe, _½òcaw, c¤_âù\g, QZògMWÿ,
@ûiûc I Zâò_êeû eûRý cû^uùe [òaûùaùk bûeZ aûjûùe Gcûù^ ù^_ûke Sû_û, ùcûeûw I
iê̂ iûeò Ròfäû, awkû ù\ge ùQûU^ûM_êe, eûRcjf I Wûfcû _ûjûW @õPke _û\ù\gùe,
\ûùcû\e C_ZýKûùe, bêUû̂  Gaõ cýû^cûe iúcû @õPe cû̂ uùe @ÌùK aiaûi Ke«òö @ûc
IWÿògûùe cêLýZü cdìeb¬, ùK¦êSe, aûùfge Ròfäû Gaõ ùXuû̂ ûk I cûfKû^Mòeò Ròfäûùe
Gcûù^ @Ì iõLýûùe aiaûi Ke«òö iû«ûkò ùfûKue ibýZû, icûR, iõÄéZò, bûhû, _að_aððûYò,
ù\aûù\aú, ^úZò ò̂dc I @ûPûe aýajûe Lêa CyùKûUòe @ùUö R^ iõLýû \éÁòeê bûeZe 3d

*ij ò̂ùŸðgK ù~ûR^û I iõù~ûRK aòbûM, IWÿògû ieKûe
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aW R^RûZò ùjCQ«ò iû«ûk R^RûZòö ‘iû«ûk’ c ê̂hý ibýZûe Proto-Australoid @û\òc @]òaûiú
ùMûÂúe Austro-Asiatic bûhû Kjê[òaû @û\òaûiú iõ_â\ûde ùfûK@U«ò Gaõ cêLýZü Kéhò ̂ òbðegúk
RúaòKû ò̂aðûj Keò[û«òö

iû«ûk iõ_â\ûde ùfûKcûù^ @ûc IWÿògûe 64 _âKûe @û\òaûiúu c¤eê @^ýZcö
Gcû^u bûhûe GK ißZ«â fò_ò ejòQòö GjûKê @fþPòKò Kêjû~ûGö @fþPòKò CnûaK _ŠòZ eNê̂ û[ cêcðê
1925 ciòjûùe Gjû Cnûa^ Keò[òùfö 2003 ciòjû Wòùi´e 22 ZûeòL \ò̂  Gjò bûhû
bûeZ ieKûeu ißúKéZò _ûA i´ò]û^e 8c @^êùz\ùe iûcòf ùjûAQòö iû«ûk @û\òaûiú
_âùZýKUò _eòaûe ò̂R iû«ûkò iõ_â\ûdùe _âPkòZ [òaû icûR, iõÄûe, iõÄéZò, _â[û _eµeû,
^úZò ò̂dc, Lû\ý ù_d, ùagbìhû, @ûPûe aòPûe, _û* _*ûdZ, cêLò@û _ûeMû^û I EXò _â[û
AZýû\ò @ ê̂iûùe GK ò̂ŸðòÁ gévkòZ Rúa^ \ßûeû ò̂dªòZ ùjûA[ûGö Gjûeò bòZùe ùicûù^
ò̂RKê Lû_ Lê@ûA iêLùe KûkûZò_ûZ KeòaûKê ùagú _i¦ Keò[û@û«òö ~êM aòa©ð^ @^ê~ûdò

c^êhý ibýZûe aòKûgû ê̂iûùe @MâMZò Gjò iû«ûkúu _ùl Rúa^ _âKâòdûe _eòa©ð̂  c]ý
ù\LòaûKê còkò[ûGö

iû«ûkú @û\òaûiú bûhûùe @kuûeKê iûRþ Kêjû~ûGö iû«ûkú bûhû iõÄéZò I _eõ_eû
bòZùe Gcûù^ _eò]û^ Keê[òaû aòbò̂ Ü _âKûe _âûPú^ I _ûeõ_ûeòK @kuûe MêWòK 9 ùMûUò _é[K
bûMùe aòbq Keû~ûA_ûùe, ~[û- 1) ajü  iûRþ – cêŠ @kuûe 2) fêZêeþ iûRþ- Kû^ @kuûe
3) cêñ iûRþ- ^ûK @kuûe 4) jUü iûRþ- ùaK @kuûe 5) iê_ê iûRþ- aûjê @kuûe 6) fêfþjû
iûRþ – cYòa§ @kuûe 7) KûUêaþ iûRþ- @ûwêVò @kuûe 8) WûŠû iûRþ- @õUû @kuûe Gaõ 9)
KûUû iûRþ- _û\ @kuûeö
cêŠ @kuûe -

iû«ûk @û\òaûiú ùfûK cêŠùe _eò]û̂ þ Keê[òaû aòbò̂ Ü _ûeõ_ûeòK ‘ajü iûRþ’ @kuûe
cû̂ u c]ýùe ejòQò-
1) _û^þ KûõUû  –

iû«ûkò ^ûeú I ZeêYú cûù^ cêŠ ùKgùe aýajûe Keê[òaû GK
_âKûe @kuûe Kê ‘_û^ Kû<û’ Kêjû~ûGöGjû ù\LòaûKê _û^ _Zâ _eò
ùjûA[ûG Gaõ G[òùe GK Zûe K<û fûMò[òaûeê GjûKê iû«ûkò bûhûùe
‘_û^þ Kû<û’ Kêj«òö iû«ûkò ùfûKcûù^ GjûKê aYò@û _ûLùe Zò@ûeò
KùeA[û«òö Mâûcû*k cû^uùe [òaû aRûe Gaõ jûUùe c]ý Gjû
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KòYòaûKê còkò[ûGö G[òùe @ù^K ZûeKhò Kûc ùjûA[ûG Gaõ eêù_fò ew ùjûA[òaûeê Gjû
ù\LòaûKê ajêZ iê¦e, cù^ûec I @ûKhðYúd ùjûA[ûGö

iû«ûkò Sò@ Gaõ cjòkû cûù^ aòbò̂ Ü _að_aððûYú, ^ûP, MúZ, aòaûj, ì̂@û a]ê ù\Lòfû
ùaùk GjûKê cêŠ ùLûiû`êf _eò aýajûe Keò[û«òö iû«ûkò ùfûKcûù^ _âûdZü Pûhú, ùicûù^
@ù^K icdùe aòf aûWòùe Pûh aûi Keò[û«òö ùZYê, ùicûù^ Zûue @kuûe iaê iò¦êKùe
iûAZò Keò eLò[û«ò, @ûC \eKûe ùaùk GjûKê iû«ûkò iõÄéZòe GK iõÄûe eìù_ aýajûe
Keò[û«òö
2) gògòeþ Rûfò –

gògòe Rûfò ù\LòaûKê _û̂ þ Kû<û i\égö Gjûe Kûc c]ý _û̂ Kû<û
_eò Gaõ GKû iÚû̂ ùe aýajéZ ùjûA[ûGö iû«ûk R^RûZòe ZeêYú I
cjòkûcûù^ GjûKê cêŠùe ùLûiû cûeòfû _eò fùMA[û«òö _û^Kû<û @ù_lû
gògòe RûfòKê ùagú ZeêYúcûù^ _i¦ Keò[û«òö

G[òùe @ù^K ZûeKhò Kûc jûA[ûG Gaõ ù\LòaûKê iê¦e c]ý
fûMò[ûGö Gjû gògòe _eò Zêhûe ]ak Gaõ Rûfò i\ég ùjûA[òaûeê Gjûe
^ûc gògòe Rûfò \ò@û ~ûAQòö _û^K<ûeê gògòe Seê [òaû_eò @ûLòKê ù\Lû~ûGö gògòe Rûfò ùKak
eì_ûùe Zò@ûeò Keû~ûGö gògòe RûfòKê _ûeµeòK @û]ê̂ òK @kuûe _eò aýajûe Keû~ûCQò,
ù~còZòKò, ì̂@û a]ê ù\Lò Mfûùaùk, aòaûj, RûùjeMûkþ _ìRû ùaùk, ~ûZâû, _ûZû, _að_aððûYò,
^ûP MúZ Kfûùaùk, aûfû ù¬ù_fþ Z[û a§ê icê]ò I KêYò@û NeKê Mfûùaùk gògòe Rûfò aòùgh
bûaùe aýaûjûe Keû~ûA[ûGö
3) iê\þ _ûgú –

iû«ûkò bûhûùe ‘iê\þ _ûgú’ Kjòùf ‘ùLûiû `ûg’ö ùLûiû PêUòKê Qû_ò eLòaûKê
iê\þ _ûgú aýajûe Keû~ûGö iû«ûkò Sò@ I cjòkûcûù^ cêŠe ùKgKê _a^ùe ^
CWòaû _ûAñ Gaõ iê¦e bûaùe iRûWò eLòaûKê GK _âKûe cê̂ ò@û Käò_ aýajûe
Keò[û«ò, GjûKê ‘iê\þ _ûgú’ Kêj«òö Gjû ù\LòaûKê eêù_fò Gaõ iêù^fò ew _eò c]ý
ùjûA[ûGö iê\þ _ûgú _òZk Kò́ û eì_ûe Zò@ûeò Keû~ûG ö Gjû ùaYúùe Kò́ û ùLûiûùe
fMû~ûGö ùKùZK cjòkû _ûjûW, _aZð I Rwfe GK _âKûe aYý R«ê ‘Sòu’
_âRûZòe _eKê c]ý iê\þ _ûgú _eò aýajûe Keò[û«òö
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4) iòfþ jû–

cêŠ PêUòKê Pû_ò ]eò eLòaû _ûAñ GK _âKûe Käò_þ @kuûe aýajûe Keû~ûGö
GjûKê iòfþjû Kêjû~ûGö Gjû cûeòaû \ßûeû PêUò _a^ùe CùW ^ûjòñ, Gaõ bfbûaùe
PêUòKê iûAZò eLò[ûG I iê¦e ù\Lû~ûGö Gjû eì_ûùe ]ûZêùe ò̂cðòZö iòfjû ùMûUòG
_ùU ^ûeúe Kû^ C_e cêŠ PêUòùe fûùM Gaõ @^ý _ûLùe fûMò[òaû jûeUòe
jûuêkûUò ùLûiûùe fûMò[òaû _û̂ þ KûõUû ù\jùe fûùMö `kùe Gjû SêfòKò [ûA @ù^K
iê¦e ù\Lû~ûGö GjûKê ZeêYúcûù^ _ò§òaûKê ùagú _i¦ Keò[û«òö
Kû^ @kuûe -

Kû̂ ùe aýajûe Keê[òaû _ûeõ_ûeòK @kuûe MêWòKê ‘fêZêe iûRþ’ Kêjû~ûGö GVûùe
cù^ _ùKA \ò@û ~ûA_ûùe Kò i«ûkò Nùe K^ýû _òfûUòG RûZ ùjùf, _òfûUòe \êA Kò́ û Zò̂ ò ahð
ùjaû cûZâùK, Kû^Kê ‘jûZú fêZê Rðû ê̂cþ’ Z[û ^ûMù`Yú K<û iûjû~ýùe ù`ûWû ~ûA[ûGö
Kû̂ UòKê ù`ûWò ùi[òùe ò̂́  Kò́ û Ke¬ ùZf _âZò\ò̂  \ò@û ~ûGö Gjû cûLòaû \ßûeû Kû^Uò _ûùP
^ûjòñ,  Kò ùi[òùe ùKøYiò cûQò aiò_ûùe ^jòñö iû«ûk @û\òaûiú Kû^ùe _eò]û þ̂ Keê[òaû aòbò̂ Ü
_ûeõ_ûeòK @kuûe MêWòK c]ýùe –
1) fêZêe _ûMâû –

fêZêe _ûMâû Kjòùf Kû^ùe aýajûe Keê[òaû GK _âKûe @kuûeKê
aêSûGö  fêZêe _ûMâûKê @ûùc IWò@ûùe Kû^`êf Kjò[ûCö iû«ûkòcûù^ aýajûe
Keê[òaû Kû^ ềf eì_û Kò́ û iê̂ ûe Zò@ûeò ùjûA[ûGö  Mûñ MŠûe Sò@cûù^
fêZêe _ûMâû @kuûe aòbò̂ Ü _að _aðûYò cû^uùe aýajûe Keò[û«ò; cûZâ
ijeùe ejê[òaû iû«ûkò cjòkû I Sò@cûù^ @ÌùK aýajûe Keò[û«òö fêZêe _ûMâû @ù^K KûeêKû~ðý
ùjûA ù\LòaûKê @ù^K iê¦e ùjûA[ûGö
2) fêZêe Lòfû-

iû«ûkò bûhûùe ‘fêZêe Lòfû’ Kjòùf Kû^ùe aýajûe Keê[òaû Lòf i\ég GK _âKûe
@kuûeö fêZêe Lòfû Kû^ùe aýajûe Keû~ûGö G[ôùe aòbò̂ Ü _âKûe MQ _Zâe KûVò Kò́ û ^ûWò
c]ý fMû~ûA[ûGö _âûdZü fêZêe Lòfûùe ò̂́  MQ _Zâ fûMò[òaû KûVòKê aýajûe Keû~ûGö
@ûRòKûfò U_þ aýajûe Keû~ûCQòö eì_ûe @fuûe ùMûùU_ùU Lòf [òaûùaùk @ûe _ùU GjûKê
UûAU Keòaû _ûAñ ^Uþ fMû~ûGö
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3) fêZêe eðòõ –

Kû̂ ùe aýajûe Keê[òaû GK_âKûe Kû^`êfKê ‘fêZêeþ eðòõ’ Kêjû~ûGö
fêZêeþ eòõ iû]ûeYZü eì_ûe Zò@ûeò Keû~ûA[ûGö ]^ú Gaõ _âbûaògûkú
ùfûKcûù^ aYò@û _ûLùe GjûKê iê̂ ùe Zò@ûeò Keû«òö fêZêe eòõ ùKak
ùQûU ùQûU Sò@ Gaõ Kòùgûeú cûù^ jòñ _eò]û̂  Keò[û«òö  ùQûU Sò@ cûù^
iû̂  eòõ Gaõ Kògeú cûù^ aW eòõ Kû^ùe fùMA[û«ò, GjûKê MêfûA _ûMâû
Kêjû~ûGö  @ûM Kûkùe aûfý aòaûj _â[û _âPk^ icdùe ^aa]ì eìù_ aûQò, Sò@Kê ‘fêZêeþ eðòõ’
Kû̂ ùe fMûA ZûKê ‘jeü PòjÜû’ Z[û _ò§ûYò Keê[òùfö  Sò@Uò adÄ ùjfû cûZâùK Zûe aòaûj _êYò
iõ_ìYð Keê[òùfö
4) fêZêeþ _ûgú-

iû«ûkò _eµeû @ ê̂~ûA ‘jûZú fêZêe Rû ê̂cþ’ ùe Kû̂ ûKê ù`ûWòfû _ùe ò́̂  ùZf ù\A
GjûKê iêLû~ûGö Kû^ bfbûaùe iêLò Mfû_ùe, G[òùe GK _âKûe `ûg fMû~ûG, GjûKê fêZêe
_ûgú Kêjû~ûGö Gjû iê̂ û, eì_û Kò́ û Z´û Zûe ùe c]ý Zò@ûeò Keû~ûGö
^ûK @kuûe -

iû«ûkcûù^ ̂ ûKùe aýajûe Keê[òaû aòbò̂ Ü _ûeµeòK ‘cêñ iûRþ’ @kuûe MêWòKê ùjfû “cêñ
`êfò’, ‘cêñ Lòfû’ @ûC ‘fêfêKþ’ AZýû\òö
1) cêñ `êfò–

iû«ûkò bûhûùe ‘cêñ `êfò’ Kjòùf ^ûKùe aýajûe Keê[òaû ^ûK
`êfKê aêSûGö  ù~_eò Kû̂ Kê jûZúfêZêe Rû̂ êc iûjûRýùe ù`ûW ~ûG,
VòK ùijò_eò ̂ ûKKê c]ý jûZúfêZêe Rû ê̂c Z[û ̂ ûMù`Yúe KõUû iûjû~ýùe
ù`ûWò KYû Keû~ûA[ûGö  ^ûK KYûùe \eKûe cêZûaK @kuûe aýajûe
Keû~ûG ^ùjùf, G[òùf ùKak ò̂c PûùeRþ jòñ fMû~ûA[ûGö “cêñ̀ êfò’
Kê iû«ûkò ùfûKcûù^ jûU Kò́ û ò̂KUZc ije aRûeeê KòYò [û@û«ò Gaõ
aòbò̂ Ü _að _aðûYò, _ìRû @ûC C›a @aieùe ùKak cjòkû Gaõ Sò@ _òfû cûù^ _eò]û^ Keò[û«òö
2) cêñ Lòfû -

iû«ûkò bûhûùe ‘cêñ Lòfû’ Kjòùf ̂ ûKùe aýajûe Keê[òaû Lòf i\ég GK _âKûe @kuûeö
Gjû aòbò̂ Ü _âKûe MQ _Zâe ^ûWò Kò́ û ùW¶ùe c¤ Zò@ûeò ùjûA[ûGö _âûdZü cêñ Lòfûùe ò̂́  MQ
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_Zâ KûVòKê jòñ aòùgh cûZâûùe aýajûe Keû~ûA[ûGö iê̂ û, eì_ûe @kuûe ùMûùU _U Lòf
[òaûùaùk @ûe _ûU ^Uþ \ßûeû cêñ Lòfû UûAU Keû~ûGö

3) fêfêKþ –

iû«ûkòcûù^ eì_û Kò́ û iê̂ û ò̂cðòZ GK _âKûe @kuûe ^ûK @ûMùe SêùfA [û@û«ò, GjûKê
‘fêfêKþ’ Kêjû~ûGö fêfêKþ ùKak Èú ùfûKcûù^ jòñ aýajûe Keò[û«òö GjûKê _ò§òaû _ûAñ ùKøYiò
iûcûRòK aûeY Kò _âZòa§K ^ûjòñö

ùaK @kuûe–
ùaKùe iû«ûk _eò]û þ̂ Keê[òaû aòbò̂ Ü _ûeµeòK @kuûe MêWòK iû«ûkò bûhûùe ‘jUü

iûRþ’ Kêjû~ûG, ùiMêWòK  c¤ùe –

1) iòKkò cûfû –

iû«ûkò R^RûZòùe 12ùMûUò aõge ùMûZâ ejòQò, ~ûjûKê iûõ_â\ûdòK
bûhûùe ‘_ûeòiþ’ Kêjû~ûGö Gcû̂ u c]ýeê jûñi\ûü aõg ùjfû _òkPì MûYûe
_â[c ùRýÂ _êZâö ‘gòKêkú jûñi\ûü’_ûeòi e ùfûKcûù^ ‘@ûaùM _ìRû’ Z[û
UûŠòawû  Kfûùaùk _ìRû aò]òùe ‘gòKêkò’ aýajûe Keò[û«òö @ûM Kûkùe Gjò
aõge cjòkûcûù^ Zûue ùaKùe ‘gòKkò cûfû’Kê @kuûe eìù_ aýajûe
Keê[òùfö

2) jûñifò-

ùaKùe GK _âKûe eòõ aýajûe Keû~ûG, ~ûjûKê iû«ûkò bûhûùe
jûñifò Kêjû~ûGö Gjû ùKak eì_ûùe Zò@ûeò Keû~ûGö @^ý @û\òaûiú
iõ_â\û~e ùfûK cûù^ c]ý jûñifò aýajûe Keòaûe ù\Lû~ûGö  Gjû ò̂\û
ùjûA[òaûeê Gjûe \e @]òKö ùKjò ùKjò GjûKê ‘jûñifò UWÿeþ’ c¤ Kjò[û«òö
‘jûñifò’ GK @Zò _âûPú^ I _êeûZ^ iûõ_â\ûdòK @kuûe @ùUö G[òùe
ùMûùU_ùU jêK [òaûùaùk @^ý _U GK KYû ejò[ûG Gaõ ùaKùe aýajûe Kfûùaùk G
\êjóKê iõù~ûM Keû~ûG ö iû«ûk R^RûZòe ‘jûñi\û’ aõge ùfûKcûù^ GjûKê ùaKùe ò̂R ‘RûZò
PòjÜ’ eìù_ aýajûe Keò[û«òö ò̂R aûi Méj Gaõ Méj_ûkòZ _gêcû̂ uê PòjÜòaû _ûAñ  ùicûù^ _gê
ù\jùe ‘jûñifò’ PòjÜ @ûuò ù\C[òùfö



- 133 -

a^Rû 2026

3) UûKû cûfû-
cê\âûe jûeKê iû«ûkò bûhûùe ‘UûKû cûfû’ Kêjû~ûGö UûKû cûfû ùaKùe

_eò]û̂  Keû~ûG Gaõ ùKak iû«ûkò cjòkûcûù^ GjûKê aýajûe Keò[û«òö
eûRû, cjûeûRû I aâòUòg _âPkòZ _êeêYû eì_û cê\âû Gaõ bûeZ ieKûeu \ßûeû
_âPkòZ Uuû_AiûKê aYò@û _ûLùe ‘UûKû cûfû’ Zò@ûeò Keû~ûGö Gjû @Zý«
iê¦e jûA[òaûeê icÉ Kòùgûeú, ~êaZú I Èú ùfûKcûù^ _eò]û^ KeòaûKê ùagú
_i¦ Keò[û«òö UûKûcûfû ajêZ _êeêYû I _âûPú^ _ûeµûeòK @kuûe @ùUö
4) cjeþ cûfû-

ùMûUòG Zûcâ Kò́ û _òZk cê\âûùe Zò@ûeò jûeKê iû«ûkò bûhûùe ‘cje cûfû’ Kêjû~ûGö ~\ò
Uuûe cjeùe Zò@ûeò jûA[ûG ùZùa ‘UûKû cje cûfû’ Kêjû~ûG Gaõ ~\ò ùKøYiò Rúa R«ê,
_lú, _Zâ, MQ @û\òe cje Kò́ û PòjÜûe @ ê̂eì_ùe jûe Zò@ûeò Keû~ûG, ùZùa ZûKê PòjÜaû cje
cûfû @ûLýû \ò@û~ûGö  _âûdZü ùMûUòG _òZk cê\âûKê jûUùe còkê[òaû iìZû cûkùe SêfûA ùaKùe
_ò§û~ûGö @ûM Kûkùe ^ûeú I _êeêh ibòGñ cje cûfû ùaKùe aýajûe Keê[òùfö Gjû ù\LòaûKê
@Zý« iê¦e, cûZâ KûkKâùc Gjûe Pûjò\û iû«ûk icûRùe ùfû_ ùjaûKê MfûYòö
5) jûiû cûfû-

iû«ûkò cjòkûcûù^ cûUòe jûe ‘jûiû cûfû’ aýajûe Keê[òùfö
PòKòUû cûUò ‘^ûkþ Kû  jûiû’eê  cûkò Zò@ûeò Kfû _ùe GjûKê Leûùe gêLûA
bûUòùe ù_ûWò GK UûYê@û iìZû \ßûeû Mê̂ Úò jûe Keê[òùfö G[òùe Azû I
\eKûe cêZûaK _Zâ ew, cûUò ew I aòbò̂ Ü PòZâcû̂  c]ý @u^ Keû~ûC[òfûö
@ûM Kûkùe ùfûKu _ûLùe GùZ Uuû _Aiû ^ [òfû, ùicûù^ aòbò̂ Ü
_âKûe @ûiaûa _Zâ cûUòùe MXòaû ijòZ _ò§òaû _ûAñ gvû I jûe @kuûe
c]ý aýajûe Keê[òùfö
aûjê @kuûe -

iû«ûkcûù^ jûZ aûjêùe _eò]û þ̂ Keê[òaû aòbò̂ Ü _ûeõ_ûeòK @kuûe MêWòKê iû«ûkò
bûhûùe ‘iê_ê iûRþ’ ùaûfò Kêjû~ûGö ùiMêWòK  c]ýùe  cêLýZü –
1) aûRê-

@û\òKûkeê iû«ûk R^RûZò aûjêùe aýajûe Keê[òaû GK ißZ«â _âKûe @kuûe ejòQò
GjûKê ‘aûRê’ Kêjû~ûGö ‘aûRê’ GK ißZ«â _âKûe HZòjûiòK Gaõ _ûeõ_ûeòK @kuûe, ~ûjûKê
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iû«ûkò cjòkû I Èú ùfûKcûù^ aòùgh bûaùe aýajûe KeòaûKê bf _û@û«òö aûRê
ù\LòaûKê ]kû ewe Gaõ Gjû ùKak eì_ûùe jòñ Zò@ûeò Keû~ûGö iû«ûkò icûRùe
aûRêe cj©ß @ù^K ùagúö

Gjû KòYòaûKê aòùgh còkò ^ [ûG; ùZYê, GjûKê aYò@û _ûLùe \eKûe
cêZûaK Zò@ûeò Keû~ûGö aûRêe Pûjò\û ù~còZò ejòQò ùicòZò c]ý Gjûe Kâd cìfý @]òKû ejòQòö
Gjû ùKak aòaûj, C›a, _ìRû, ^ûP, _að _aðûYò @aiùe I KêYò@û NeKê Mfû ùaùk jòñ aýajûe
Keû~ûA[ûGö GjûKê @Zò ~ZÜ ijKûùe Ne iò§êKùe iûAZò eLû~ûA[ûGö
2) Zqò –

iû«ûkò bûhûùe jûZe aûjê Kê ‘iê_ê’ Kêjû~ûGö aûjêùe aýajûe Keê[òaû
@kuûe ùjCQò ‘aûRê’ Gaõ ‘Zqò’ö ‘Zqò’ @kuûe eì_ûùe jòñ Zò@ûeò Keû~ûGö
ùMûùU ùcûje, fùKU @aû _\K ù\jùe Nêwêe KòQò fûMò[ûG Gaõ \êA _UKê
cûkò fûMò GK jêK iûjû~ýùe _eÆeKê ù~ûWÿò[ûG öGjûKê iû«ûkò bûhûùe ‘Zqò’
Kêjû~ûGö ùQûU jûe _eò jûA[òaûeê Gjû ù\LòaûKê @ù^K iê¦e;  adÄ I Èú ùfûKcûù^ GjûKê
aýajûe KeòaûKê aòùgh _i¦ Keò[û«òö Zqò @kuûe @Zò _êeêYû I _ûeõ_eòK, GjûKê icÉ
iû«ûkò cjòkû, ÈúùfûK, Kòùgûeú, ~êaZú cûù^ _ò§ò [û@û«òö GjûKê _ò§òaû _ûAñ ùKøYiò iûcûRòK
aûeY Kò _âZòa§K ^ûjòñö
cYòa§ @kuûe -

cYòa§Kê iû«ûkò bûhûùe‘fêfþ jû’ Kêjû~ûGö   cYòa§ @aû KPUòùe
_eò]û^ Keê[òaû aòbò̂ Ü _ûeõ_ûeòK @kuûe c]ýùe ejòQò –ùcYþ ùj\þ
iûKûc, aûfû gûKcþ, ùcûUe _fû, eì_ûPêkò, KûñPþ Pêkò I UWÿ AZðýû\òö
1) ùcYþ ùj\þ iûKûcþ –

iû«ûkò icûR, iõÄéZò, _â[û _eõ_eû I eúZò̂ úZò bòZùe ‘ùcYþ ùj\þ
iûKûcþ’e @ù^K MêWòG  @ûA^ iò¡ I aò]ôa¡ N ò̂Â iõ_Kð ejQò Gaõ Gjû _âùZýKUò iû«ûk Èú
ùfûKue GK MêeêZß_ìYð I _â]û̂  @kuûe @ùUö
Gjûe ò̂cðûY Keòaûùe c]ý @ù^K aò]òa¡ ò̂dc ejòQò –

1) ùcYþ ùj\þ iûKûcþ ùKak Kcûe gûkùe Kcûe \ßûeû ò̂cðûY Keû~ûGö
2) Gjû ùKak fêjûe jòñ Zò@ûeò Keû~ûGö
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3 ) ‘Kcûe C_aûi’ eLò KòQò _ìRûKeò ‘ùcYþ ùj\þ iûKûcþ’Kê Zò@ûeò Keò[û«òö
4) ‘ùcYþ ùj\þ iûKûcþ’ ùKak ißûcú Zû ò̂R ij]cðòYú Èú Kêjòñ eúZò̂ úZò ò̂dc @ ê̂iûùe

_òù§Aaûe _eõ_eû ejòQòö
5) G[òùe Zòù^ûUò Mûe ejò[ûGö

Gjò Zòù^ûUò Mûee ißZ«â iùuZ I Kûc c]ý ejòQò, ~[û- (1) RòZû (ißûcú) (2) ]cð
ù\aZû (cûeûõaêeê) Gaõ (3) cûSú-cû_ûñSò Z[û cêLò@û-_õPûdZö_â[c MûeUò ò̂R ißûcúu _ûAñ
\ßòZúdUò ]cð ù\aZû cûeûõaêeê Kê aêSûC[òaû ùaùk ZéZúd MûeUò cêLò@û I _õPûdZKê iìPòZ
Keò[ûG ö iû«ûkò iûcûRòK iõÄéZò @ ê̂iûùe icÉue aògßûi ùjCQò ù~, G icÉ gqò ùi[òùe
GKûVò ejòQò Gaõ ÈúKê aòbò̂ Ü @NUY I \êaðò_ûK icdùe ijûdZû _â\û̂  Keò[ûGö

Gjò iû«ûk icûRe iõÄûe @ ê̂iûùe _âùZýKUò Èú ùfûKu aûc jûZùe GK ‘ùcYþ ùj\þ
iûKûcþ’ _eò]û^ Keòaûe aò]ô ejò[ûGö  ùcYþ ùj\þ iûKûcþ e @ù^K aòùghZß ejòQòö RùY Èú
ùfûKKê jûU aRûeùe PòjÜòaûKê ùjùf, ùi cjòkûe aûc jûZKê flý Keû~ûG Gaõ ùi[òeê ZûKê
ijRùe RûYòjêG Kò ùi cjòkû RYK aòaûjòZû Kò ê̂ùjñö

RùY C©c cjòkûKê aòbû ùjûA ij]cðòYú bûaùe MâjY KeòaûKê ùjùf, Zûuê _â[ùc
aòbû icdùe iò¦ìe Nhòfû ùaùk ùcYþ ùj\þ iûKcþKê c]ý iò¦ìe ZòkK cûeò _ò§û~ûGö RùY Èú
ùfûK iõiûe bòZùe _âùag Kfû cûZâùK ùi GjûKê _ò§òaû aû]ýZû cìkKö ~\ò RùY ^ûeúKê ^
_ò§û~ûG, Kò ùi _ò§ò[òaû UòKê  `_ûWò \ò@«ò, ùi ^ _ò§«ò, ùZùa iû«ûkò icûR Zûuê Kûjûe _ ô̂ú
ùjaûe cû^ýZû \òG ^ûjòñö  ùKøYiò ißûcú Èú Kkj I aû\ aòaû\ aòPûe ùaùk Gjò ‘ùcYþ ùj\þ
iûKûcþ’ jòñ ùi Èú ùfûKe _eòPd ù\A[ûGö ~\ò ùKøYiò Èú ùfûK Azû _ìaðK ùcYþ ùj\þ iûKûcþ
^ _ò§«ò, ùZùa Zûuê icûReê ajòÃûe c]ý  Keò\ò@û~ûG ö ùZYê, iû«ûkò icûR e _â[û _eõ_eû,
eúZò ^úZò I ò̂dc @ ê̂iûùe _âùZýK Èú ùfûK ‘ùcYþ ùj\þ iûKûcþ’ @kuûe Kê _ò§òaû _ûAñ _i¦
Keò[û«ò Gaõ iû«ûk icûR c]ý _âùZýK ^ûeúKê Èú ùjaûe cû̂ ýZû _â\û̂  Keò[ûGö ùcYþ ùj\þ
iûKûcþ Kê aòaûjòZû ^ûeú cû^ue GK ‘i«Kþ’ ùaûfò Kêjû~ûGö

@û\ò Kûkeê iû«ûk icûRùe iû«ûkò bûhûùe _âaû\ ejòQò ù~, ‘ùcYþ ùj\þ iûKûcþ \ aûjê
Kêkòdûü i«Kþ Kû̂ û’ @[ðûZþ ‘ùcYþ ùj\þ iûKûcþ ùjCQò Èú ùfûKue PòjÜ’ö Gjò @kuûee @ûC
ùMûUòG cj©ß Gaõ iûµâ\ûdòK aògßûi ejòQò ù~, ùKøYiò @NUY I _âûKéZòK \êaðò_ûK ùcN NWNWò
ùaùk Gjû ]ûeY Keò[ôaû Èú ùfûKu C_ùe aRâ_ûZ @ûù\ø jêG ^ûjòñö  _âùZýK Èú ùfûK Gjò
@kuûe C_ùe Mbúe aògßûi eLò[û@û«ò Gaõ ò̂R ißûcú _ûLùe ^ [òaû icdùe ‘ùcYþ ùj\þ
iûKûcþ’ jòñ Zûuê \êNðUYû ùaùk elû Keò[ûGö gvûe \êA cêjñ `ûu eLòùf ißûcú Èú iõ_ðK c]ý
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bf eùj^ûjòñ ùaûfò iû«ûkò icûRùe aògßûi ejòQòöRùY Èú ùfûKue i¹û̂ , cjZ, A{Z Gaõ
elK jòiûae ‘ùcYþ ùj\þ iûKûcþ’ iû«ûk icRùe ùag _eòPòZ ùjûA ejòQò ö
2) aûfû iûKcþ-

_âûPú^Kûkeê _âPkòZ [òaû @Zò _êeêYû iû«ûkò
^ûeúcû^ue _â[ûR ò̂Z @kuûe ùjCQò ‘aûfûiûKcþ’ö _âûe¸ùe
Gjû ùaûâ* ]ûZêùe ò̂cðòZ [òfû cûZâ, KûkKâùc eì_û I iê̂ ûe
c¤ Gùa jûU aRûeùe còkêQòö Gjûe \êA bûM [ûG Gaõ
_ò§òfû icdùe GjûKê Zûe KûVò iûjû~ýùe iõù~ûM Keû~ûGö
jûZùe icÉ gvû _ò§ò iûeòfû _ùe, ùghKê aûfû iûKcþ \êA jûZùe _ò§û~ûGö `kùe, aûfû
iûKûcþ jûZ ZkKê ejò~ûG Gaõ iê¦e ù\Lû~ûGö icÉ ‘aûfûiûKûcþ’ _âûd ùcûUû ùjûA[ûG ö

GjûKê icÉ ^ûeú RûZò ùQûU _òfûVûeê @ûe¸ Keò aé¡û _~ðý« _ò§ò_ûeòùa Gaõ G[òùe
ùKøYiò aûeY I aû]K iû«ûkò icûRùe ̂ ûjòñ ö _âûPú^ Kûkeê GjûKê aòùgh @aiùe _ò§û ~ûC[òfû
cûZâ Gùa aòbò̂ Ü _að_aðûYò, C›a, Rûùje Mûkþû aûjû Gù^Rþ Gaõ a§ê NeKê Mfûùaùk
‘aûfûKêkò’ Z[û ‘icê\êYò’ cûù^ aòùgh Keò aýajûe Keê[òaûeê Gjûe ^ûcKûeY G_eò ùjûA@Qòö
‘aûfûiûKûcþ’e cjZß iû«ûkò icûRùe @ù^K cûZâûùe ejòQò ö GjûKê aýajûe Keê[òaû ùfûKKê
@ù^K LûZòe I A{Z c]ý Keû~ûA[ûG ö
3) Pêeþ

KPUò aû cYòa§Kê iùRAaû _ûAñ GK _âKûe ùcûUû I Iiûeò@û
eì_ûe @kuûe iû«ûkò ^ûeúcûù^ _ò§ò[û«òö GjûKê iû«ûkò bûhûùe ‘Pêeþ’
Kêjû~ûG ö Gjû 2 eê 3 A* ~ûG f´û Gaõ G[òùe @ù^K ùeLûPòZâ
_eòKÌ^û @ ê̂iûùe Zò@ûeò Keû~ûA[ûG ö Pêeþ _ò§òfû ùakKê G[òùe [òaû
^UþKê _â[ùc ùLûfû~ûG I KPUòùe _ò§ò UûAUþ Keû~ûGö @ûMKûkùe
GK ̂ ò\û _âKûe Pêeþ @kuûe _ò§ê[òùf, G[òùe ùKøYiò ̀ ûu ̂ [òfûö Gjû @ù^K ùcûUû ùjûA[òaûeê
IR^ I \ûcòKû c¤ [òfûö ùKak, _âbûaú ]^ú ùgâYúe cjòkûcûù^ jòñ _ò§ò _ûeê[òùfö KûkKâùc
ibýZûe aòKûg ùjaû ê̂iûùe, iû«ûkò @û\òaûiú gòlòZ I @û]ê̂ òKúKûeY ùjaû ijòZ Gcû^ue

@kuûe aýajûeùe c¤ _eòað©^ ù\Lûù\AQòö @û\ò Kûke ‘Pêeþ’ @ûRòKûfò
GK _âKûe @û]ê̂ òK eì_ûùe Zò@ûeò ùjûA jûU aRûeùe Gùa C_f²ö
G[òùe @ù^K Pûeê Kkû ijòZ Zûe Khò Kûc ejòQò Gaõ _Zkû I Kc IR^e
c]ý Zò@ûeò Keû~ûCQòö
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4)  ùcûUe _fû-
adÄû I aé¡ûcûù^ ‘ùcûUe _ûfû’ _ò§ò [û@û«òö \êAUò eì_û gvûùe ùcûUe \û^û _eò

ùjûA[òaû eì_û MêWòK ù~ûWò \ò@û~ûG Gaõ Gjûe bòZe _U `¶û [ûGö GjûKê ‘ùcûUe_fû’
Kêjû~ûGö Gjû Mâûc jûU aRûeùe eì_û ù\ûKû^ MêWòKùe KòYòaûKê còkò[ûGö iû«ûkò icûRe Gjû
@Zò _êeêYû _ûeµeòK @kuûe @ùUö

5) e`fþ Pêkò -

‘e`fþ Pêkò’ Kjòùf @ûfêcò̂ òdc ]ûZêùe ò̂cðòZ ùjûA[òaû
gvûKê aêSûA[ûGö GjûKê ùKak adÄ cjòkû, ÈúùfûK Gaõ
aò]aû ^ûeúcûù^ aýajûe Keò[û«òö Gjû aYò@û _ûLùe Zò@ûeò
KeòaûKê _Wò[ûG Kò́ û jûU aRûeùe c]ý KòYòaûKê còkò[ûGö Gjû
@Ì ùKùZK cjòkû cûù^ jòñ aýajûe Keò[û«òö

jûZ @ûwêVò @kuûe–
iû«ûkòbûhûùe jûZKê ‘Zò’ I @ûwêVòKê ‘KûUêa’ Kêjû~ûGö iû«ûkò @û\òaûiú ùfûKcûù^

Zûu @ûwêVòùe aýajûe Keê[òaû @kuûe Kê ‘KûUaþ iûRþ’ Kêjû~ûGö ùicûù^ ùKak \êA _âKûe
@kuûe aýajéZ Keò[û«ò, ~[û –

1) cê\ûc-

iû«ûkò bûhûùe ‘cê\ûc’ Kjòùf ‘cê\ò’Kê aêSûA[ûGö Cbùd iû«ûkò _ê@Sò@cûù^ jûZ
@ûwêVòùe ‘cê\ûc’ aýajûe Keò[û«òö GjûKê iû«ûkò bûhûùe ‘Zòcê\ûc’ Kêj«òö _ê@cûù^ ùKak
jûZ @ûwêVòùe cê\ò fMûAfû ùaùk Sò@cûù^ jûZ I ùMûWùe SêõUò@û aýajûe Keò[û«òö ùMûWùe
aýajéZ cê\òKê ‘KûUû cê\ûc’ Kêjû~ûGö iû«ûkò ùfûKcûù^ Cbd eì_û I iê̂ û MjYûe @kuûe
aýajûe Keò[û«òö

2) jûaðû cê\ûcþ-

@û\òaûiú iû«ûkò ùfûKcûù^ GK_âKûe aYý R«ê ‘aRâKû̄ û’ ù\je PcWûùe Zò@ûeò cê\ò
_ò§òaûKê bf _û@û«òö aRâKû̄ ûe PcWûKê iû«ûkò ùfûKcûù^ ‘jûaðû jûðZû’ Kjò[û«òö ‘aRâKû¯û’e
PcWûKê gúk Kò́ û _[eùe Nhò cê\ò Zò@ûeò Keû~ûGö G[òùe ajêZ Jh]úd MêY ejòQò Gaõ Gjû
_ò§òaû \ßûeû @ù^K ùeûM bf jûA[ûGö c`if MûñMŠûùe jûaðûcê\ûc _ê@cûù^ _ò§òaûe ù\Lû~ûGö
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@õUû @kuûe-
iû«ûk ùfûKu ‘WûŠû’ Z[û @<ûùe _eò]û þ̂ Keê[òaû @kuûeKê ‘WûŠû iûRþ’ Kêjû~ûGö

ùiMêWòK ùjfû  –
1) Sò¬òe

‘Sò¬ò’ @aû ‘WûŠûSò¬ò’GK _âKûe @õUûùe aýajûe Keê[òaû eì_ûe
@kuûeö GjûKê Kòùgûeú I ~êaZúcûù^ ùagú aòbò̂ Ü _ða_ðaûYò, _ìRû, _êeÄûe
ùbûRò I C›a _ûk^ @aiùe @<ûùe _ò§òaûKê _i¦ Keò[û«òö ‘WûŠû Sò¬òeþ’
@õUûùe a§û~ûG Gaõ Gjû iûc^û _UKê Ijkò ùjûA[ûGö Gjû _eò]û^
Keò[òaû ùfûK c]ý @ù^K iê¦e ù\Lû~ûGö
2) WûŠû Pûaò-

iû«ûkò ^ûeú cûù^ gûXú _ò§òfû _ùe ‘‘@<û Pûaò’ Kê gûXú C_ùe
fMû~ûGö Gjû eì_ûùe Zò@ûeò jûA[ûGö G[òùe @ù^K ZûeKhò Kûc ùjûA[ûGö
ùMûUòG iê¦e `êf fùKU ù\jKê C_e _ùU GK eì_û ù_äU iõù~ûM [ûA
@^ý_ùU Zòù^ûUò RûMûùe jûe iõù~ûM ùjûA G[òùe SêcêKû Ijkò [ûGö GjûKê
ùKak ^ûeú cûù^ _ò§ò[û«ò Gaõ Pûfòfû ùaùk @ù^K iê¦e eêYêSêYì g±
ùjûA[ûGö Gjû GùZ _êeêYû @kuûe ^ ùjùf c]ý iû«ûkò icûRùe Gjûe
@û\e @ù^K ùagú ejòQòö  ZeêYú, ~êaZúcûù^ GjûKê ùaùgh aýajûe Keò[û«òö
_û\ @kuûe-

iû«ûk ùfûK _û\ùe _eò]û þ̂ Keê[òaû aòbò̂ Ü _ûeõ_ûeòK ‘KûUû iûRþ’ @kuûe MêWòKùjfû–
1) _ûAYò –

‘_ûAYò’ ùKak cjòkû cûù^ aýajûe Keò[û«òö  Gjû _û\ MŒòùe _ò§û~ûGö eì_û, ùaâû*
Kò́ û _òZkùe ‘_ûAYò’ Zò@ûeò ùjûA[ûGö Gjû ùcûUû _ûA_ bkò GK eòõ,  Gjûe bòZeUû `µû
ùjûA[òaûeê Gjû ùagú jûfêKû @kuûeö  @ûM Kûkùe iû«ûkò iõ_â\ûde ùfûKcûù^ _eòaûee
ùQûU Sò@ I Kòùgûeú _òfûuê _ò§ûA ù\C[òùf, cûZâ @ûRòKûfò ùKak iòù^cû, ^ûUK I ~ûZâû
RMZùe _ûAYò Kê aýajûe Keû~ûCQòö _ìùað GjûKê ]^ú iû«ûkò ùfûKcûù^ ò̂Re ùQûU _òfûuê
_ò§ûA ù\C[òùfö Kê̂ ò _òfû Pûfòfû ùaùk \êA ùMûWe _ûdYò aûRòaû `kùe c]êe g± gêYò
_òfûKê@û^¦ fûMê[òfû Gaõ ùi gúNâ Pûfòaû I ù\øWòaû gòLò ~ûC[òfûö
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2) AZòfþ _ûAYò–
‘AZòfþ _ûAYò’bòZeUû ùMûfûKûe cûZâ aûjûe \êA _U ùMûRò@û

jûA[ûGö Gjû ò̂\û Rò̂ òh Gaõ ùaâû* ]ûZêùe Zò@ûeò ùjûA[òaûeê Gjû
Gù^K IR ò̂@û @ùUö AZòfþ _ûAYòKê aòùgh aòaûjòZû cjòkûcûù^ _ò§òaûKê
ù\Lû~ûGö AZòk _ûAYò @ûù^K _âûPú^ I _ûeµeòK, @ûM Kûke Gjò
@kuûe Gùa _âûd iû«ûkò icûRùe ^ûeúcûù^ _ò§òaû ùagú cûZâûùe
ù\LòaûKê còkê̂ ûjòñö Gjû ]úùe ]úùe aòfê̄  ùjaûKê MfûYòö
3) LûWê-

GK _âKûe ùcûUû I ò̂\û _ûAYòKê iû«ûkò ùfûKcûù^ LûWê Kjò[û«òö
LûWêe IR^ _ûAYò Vûeê @ù^K ùagúö Gjû _òZk ^ùP\þ aâõPùe Zò@ûeò
ùjûA[ûGö ùQûU LûWê jûZùe Gaõ aW LûWêKê ùMûWùe _ò§û~ûG ö Gjû GK
_âûPú^ @kuûe cûZâ Gùa icûRùe Zûe aýajûe ùagú ù\Lû ~ûC^ûjòñö
4) aûuò-

aûuò @kuûe @Qò _âûPú^ Gaõ Gjû iû«ûkò icûR, _â[û, _eõ_eû
I RûZò ùMûÂú ijòZ iõ_éq ejòQòö Gjû _ûAYò _eò ù\LòaûKê, cûZâ Gjû
auû ùjûA[òaûeê GjûKê aûuò Kêjû~ûGö iû«ûkòe 12ùMûUò iõmû ejòQò Gaõ
_âùZýK iõmûe ißZ«â  PòjÜ c]ý ejòQò, ~ûjûKê iû«ûkò bûhûùe ‘_ûeòi PòjÜû’
ùaûfò Kêjû~ûGö aûuò ùiûùe^ ùMûÂúe RûZòMZ PòjÜö  @ûM Kûkùe
ùiûùe^ ùfûKcûù^ GjûKê @kuûe eìù_ aýajûe Keê[òùf Gaõ ùicû^uê ijRùe PòjÜò
ùjC[òfûö ùicûù^ Zûue MûB ùMûeê, Ne\ßûe, Kû Ú̂ Gaõ @ûiaûa Rò̂ òh _Zâ ù\jùe Gjò ‘aûuò
PòjÜ’ Kê aýajûe Keò @gòlòZ ùfûKcûù^ c]ý @Zò ijRùe ò̂Re Rò̂ òhKê PòjÜò _ûeê[òùfö `kùe
ùKøYiò Rò̂ òh jRê̂  [òfûö
5) _û¬^-

_ûCñRòKê iû«ûkò bûhûùe ‘_û¬ þ̂’ Kêjû~ûGö GK eì_û cûkò ù\jùe
@ù^K MêWòG SêcêKû fûMò[ûGö ‘_û¬ þ̂’ Kê icÉ cjòkû I Sò@cûù^ ùMûWùe
aýajûe KeòaûKê _i¦ Keò[û«òö ‘_û¬ þ̂’ fMûAaû \ßûeû ùMûW @Zò iê¦e
ù\Lû~ûGö ‘_û¬ þ̂’ ùKak eì_ûe Zò@ûeò Keû~ûGö ùKùZK fêjûùe Zò@ûeò
‘_û¬ þ̂’ jûUùe còkò[ûG cûZâ, GMêWòK eêù_fò ew \ò@û~ûA [ûGö

^ûeúcûù^ ÊbûaZü ùiø¦~ðý c^Äûö RMZKê iê¦e bûùa ù\Lôaû I
Gjò Kâcùe ò̂RKê iê¦e bûùa iRûAaû Gcû^ue ijRûZ _âaé©òö R^RûZò ùMûÂúùe iû«ûk
R^RûZòe ÈúùfûKue eêPòMZ ùiø¦~ðýKê aòPûe Keò @kuûe _âÉêZò I aýajûe aòaò]Zû ùicû̂ u
eêPò I cû̂ iòKZûKê iìPûA[ûGö
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K§ R^RûZòe _ûeµeòK @ûbìhY

                                                                   ùWûkûcYò cûSú*

iûeûõg
ùiø¦~ðý aé¡ò iKûùg cYòh @ûbìhYùe aòbìhòZ ùjûA[ûG û aòbò̂ Ü R^ùMûÁú aû iµâ\ûd

@ ê̂~ûdú @ûbìhYMêWÿòK bò̂ Üþ bò̂ Ü ùjûA[ûG û Gjò Kâcùe K§ R^RûZòe @ûbìhYKê aòPûe Kùf
RYû~ûG ù~ GMêWÿòK @^ý R^ùMûÂúVûeê _é[K Z[û ÊZª bkò cù^jêG û _Zâ @ûbìhY, ềf
@ûbìhY, c¬ò(`k) @ûbìhY, ù_ûhûK @ûbìhY, eì_û @ûbìhY, iê̂ û @ûbìhY _âbéZò ]ûZêMêWÿòKùe
Zò@ûeò ùjûA[ûG û K§ @û\òaûiúcû^uê _eò]û^ ùKøgk c¤ RYû@Qò ~ûjû_ûAñ _eò]û^ Kfû_ùe
Zûue ùiø¦~ðý @^ýcû̂ uVûeê ÊZª cù^jêG û _û\, jûZ, @<û, ùaK, Kû^, ^ûK, cêŠ I aûk
_âbéZò @wMêWÿòKùe Gcûù^ GMêWÿòKê _eò]û^ Ke«ò û aòbò̂ Ü ]ûZêùe ò̂còðZ 85eê C¡ðß _âKûe @ûbìhY
K§cûù^ _eò]û̂  Ke«ò û

C_Kâc
ò̂RKê iê¦e Keòaû _ûAñ cYòh @kuûe _eò]û^ Keò[ûG û Gjò @kuûe ù~ ùKak

ùi÷û¦~ðý aé¡ò Kùe^ûjó; Zûjû cû¤cùe ùijò iµâ\ûde iõÄéZò c¤ _âZò̀ kòZ ùjûA[ûG û
ùMûUòG RûZòe iõÄéZò ùjCQò Zûe _eòPd ö ~ûjûe iõÄéZò ù~ùZ _âûPú^ ùijò RûZòe
cj^údZû ùiùZ ùagò _âLe I \ú ò̄c« ö cYòh R à̂eê céZêý, aòaûjeê aòùz\ I iKûkeê i¬
~ûG ù~Cñ Kû~ðýMêWÿòK Kùe ùijò Kû~ðýMêWÿòKùe Zûe iõÄéZòe _âZò̀ k^ NUò[ûG ö aÈ ùjC
Kò´û @ûbìhY, Lû\ý ùjC Kò́ û Lû\ý _ûAñ @ûagýK \âaý, cûUò _ûZâ ùjC Kò́ û Kõiû _ûZâ,
cûUòNe ùjC Kò́ û Q_e Ne, _âùZýK ijòZ IZüù_âûZü bûaùe K§cûù^ RWÿòZ [û«ò ö ùZYê
Zûu iõÄéZò ùijò iÚû^ùe Sfiò CVê[ûGö K§cû^ue iûõÄéZòK aòhde aòùgh cìfýùaû]
ejò@Qòö ùicûù^ ò̂R iõÄéZòKê ù^A Mað @^êba Keò[û«ò ö GYê \ìe \ìeû«eê ùfûKcûù^
Gjòcû^u iõÄéZò i´§ùe @aMZ ùjaûKê Z[û RûYòaûKê Zûu ^òKUKê ~ûA[û«ò ö cYòh
ùiø¦~ðýùe cŠòZ ùjaû_ûAñ aÈ, @kuûe Z[û @ûbìhYe @ûagýKZû ùfûWÿò[ûG ö ù~Cñcûù^
ù~ùZ cûZâûùe iùRA ùjûA[û«ò aû @ûbìhYùe cŠòZ ùjûA[û«ò ùijòcûù^ Zûu iõÄéZòe
aòKûg PòZâ ùiùZ cûZâûùe \gðûA[û«ò ö GYê @ûbìhY _eò]û^ cYòhe aòKûge GK _âcêL \òMö

* MùahK, IWÿò@û bûhû I iûjòZý aòbûM, i´f_êe aògßaò\ýûfd, aêfðû, ùcû- 9178745682
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K§ Z[û @û\òaûiúcûù^ CfMÜ ejê[ôùf û “@ûiòQê ^wkû, ~òaê ^wkû” Cqòùe aògßûi
eLê[ôùf ö ùZYê _ea©ðú Kûkùe ù~Cñ _Zâ I aÈe _eò]û^ KeòQ«ò Zûjû @kuûe bûaùe
_eòjòZ ùjûAQò f{û ^òaûeY iKûùg ^êùjñ û KûeY @û\òaûiú icûRùe f{û ùaûfò KòQò ^ûjóö
~\ò [û@û«û ajê _ìaðeê CfNÜ ejê[ôaû cYòh @û\òaûiú ^ûeúKê akû}ûe Keòaêf«û û Kò«ê G iaê
@û\òaûiú icûRùe NùU ^ûjó KûeY @û\òaûiú cYòh Zûe geúee PcðKê ù_ûhûK bûùa Gaõ
c^Kê _aòZâ eùL û GYê _Zâ I ù_ûhûKKê @û\òaûiúe ùMûUòG @kuûe ùaûfò Kêjû~ûA_ûùeö
 aÈ aòPûe

ùMûUòG RûZòe ibýZû I iõÄéZòKê RûYòaûKê ùjùf Zûe _eò]û^ Keê[ôaû aÈKê @ ê̂gúk^
Keòaû @ûagýKö _âûPú^ Kûkùe @û\òc cYòh CfMÜ ùjûA _âKéZòe ùKûkùe Rúa^ ~û_^
Keê[ôfûö ]ôùe ]ôùe aê¡òe aòKûg ùjaû `kùe ibýZû aiûA f{û ò̂aûeY _ûAñ _Zâ _eò]û̂  Keò
_Zâeê aÈKê ]ôùe ]ôùe @MâMZò Kfûö cYòhe _eò]û^e Kâc aòKûgKê ù^A Kêjû~ûG - “Kò _êeêh,
Kò ^ûeú, Cbùd ò̂Re _eò]û̂  _âZò @ûù\ø \éÁò ù\C^[ôùf ö Kâcgü ùicû^u Rúa^e cû^\Š
Êeì_ ùaø¡òK aòKûg ùjaûKê fûMòfûö ùicû̂ u c^ùe f{û ùaûfò ùPZ^ûUò RûMâZ ùjfû ö
`kùe ùMûUòG ^ûeú Zûe al ù\g Gaõ ù~ø^ûwKê @ûaeY Keòaû _ûAñ MQe _Zâ I akþKkKê
_eò]û̂  eìù_ aýajûe Kfûö ùijò_eò _êeêh c¤ Zûe ù~ø^ûwKê @ûaéZ Keòaû _ûAñ _Zâ aû
akþKkKê aýajûe Keòaû @ûe¸ Keò[ôfûö _ùe ì̂Z^ _âÉe ~êM, cùjù¬û\ûùeû ibýZû Kò́ û
_é[ôaúe @^ý ùKøYiò ibýZûùe _â[ùc aÈ _eò]û^e @dcûe¸ ùjfû Zûjû @ûRò ò̂ŸòðÁ bûùa
Kjòaû i¸a_e ê̂jñ ö”(1) Gjò Kâcùe @û\òc @]ôaûiú K§ R^RûZòe c¤ Zûue aÈ _eò]û^ùe
aòa©ð̂  ùjûAQòö K§cûù^ aÈ _eò]û^ KeòQ«ò ùjùf GjûKê ùUûUòG _âKûe @ûbìhY bûaùeö
Kò«ê ]ôùe ]ôùe ibý icûRe _âbûaùe f{û ò̂aûeY _ûAñ aÈ aû¤ZûcêkK ùjûAQòö

icÉu @û[ôðK @aiÚû VòKþ ^[ôaûeê K§cû^ue aÈ _eò]û^ @Zò iek ùjûA[ûGö
^ûeúcûù^ gûXÿú _ò§ê[ôaû ùaùk _êeêhcûù^ ù]ûZòö Gjò ^ûeú I _êeêhe _eò]û^ ùg÷kúe ÊZªZû
@ZúZùe ejò[ôfûö a©ðcû̂ e ^ûeúcû^u bkò @ZúZe ^ûeúcûù^ aäûCR (alûaeY) _ò§ê ^[ôùfö
Kêjû~ûG K§ ^ûeúcûù^ ò̂R i«û^ _ûAñ aäûCRþ _ò§ê ^[ôùfö KûeY aäûCR _ò§òùf ùicûù^ Zûue
gògê_êZâKê lúe ù\fûùaùk ijR ùaû] jêG ^ûjóö ùZYê Gjû ùMûUòG icdùe ùMûUòG _âKûe
_eµeû ùaûfò ]eò ̂ ò@û~ûA[ôfûö KûeY K§ ^ûeúe f{û ò̂aûeYùe Mê̄ ûw ùjCQò cêLý; É^ Z[û
al ùMøYö KûeY K§ ùfûKcûù^ Èú, Sò@ I ùaûjìKê cûñ ùaûfò aòPûe Ke«ò GYê ùKjò Zûu alKê
Kê\éÁò _Kû«ò ^ûjó; Zûjû ùKak i«û^e jó @]ôKûe ùaûfò aòPûe Ke«òö K§ icûRùe cûe iÚû^
ajê C¡ßðùeö ùZYê cûKê iaûðùMâ eLôaû ij \dûcdòe _âZúK bûaùe c¤ MâjY Ke«òö ùZYê
gògêUòKê ù~còZò ùbûK ùjùf ùi iõiûee ~ûjû aò LûA_ûeòa, ùijòbkò ù~ùZùaùk gògêKê
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ùgûh/ùbûK ùjùf ùi ù~Cñ iÚû^ùe [ôùf c¤ cûe lúe _û^ Keò_ûeòaö GYê gògê lúe
_û^e iêaò]û _ûAñ K§ ^ûeúcûù^ aäûCR _ò§«ò ^ûjóö @^ý_lùe K§ _êeêh ù]ûZòKê ùfwêUò
cûeò _ò§«òö _êeêhcû^u _ò§û ùg÷kú bò^Ü ö \êA _òPû iõ_ì‰ð ù\Lû~ûC[ûGö G iµKðùe Zûuê
_Pûeòaûeê Kj«ò - “@ûcþùK aù^ ^û’ fûùM, iêeþ iêeûfò@ûö”(2) @[ðûZþ bf fûùM ^ûjó I
_òPûùe K_Wÿû fûMò[ôùf iêfêaêfê fûùM ùaûfò Kj«òö GYê @<ûe ù]ûZòKê iað\û _òPûe C_eKê
ùUKò eLôaûKê _i¦ Ke«òö aiòaû _ìaðeê Ne ùjC Kò́ û ùKøYiò PUûYùe aiòùf _õqò Zû C_ùe
ai«òö Gjûe KûeY ùjCQò _â[cZü fêMû ckò ^ ùjaû Gaõ \ßòZúd KûeY ùjCQò _òPû ù~ùjZê
K_Wÿûùe ùNûWÿûA ùjûA ^[ûG ùZYê PUûY C_ùe ~\ò ùQûU ùQûU ùMûWÿò ejò[ûG Zûùjùf
_òPûùe fûMòa ùaûfò `êuò [û«ò ö G @býûi Gùa c¤ @ù^K ùfûKue @Qòö @ûRò c¤ @¡ð CfMÜ
ùjûA KûjóKò ejêQ«ò ZûKê @ ê̂gúk^ Kùf RYû~ûG ù~ _òXÿò _ùe _òXÿò ]eò Gcûù^ CfMÜ ùjûA
ejê[ôùf, ]ôùe ]ôùe _Zâ aýajûe Kùf ùZYê ùijò @û\òc ]ûeûUò ùKCñVò ^û ùKCñVò ejò~ûAQò,
~ûjû`kùe K_Wÿûe aýajûe Kùf c¤ iõ_ì‰ð bûaùe ZûKê MâjY Keò_ûeò ^ûjû«ò û K_Wÿûe
aýajûe KeòQ«ò ùiùZùaùk, ù~ùZùaùk Zûu geúeKê iõ_ì‰ð XûuòaûKê Zûuê VòKþ fûMò̂ ûjóö
_âû[còK Éeùe f{ýû ò̂aûeY _ûAñ fêMû aýajûe KeòQ«ò iZ Kò«ê iõ_ì‰ð bûaùe Keò_ûeò ^ûjû«ò,
ùKak ù~ø^ûwKê XûuòQ«ò ~ûjûö ùijò @býûi Keòaû `kùe \úNð \úNð ahð aòZò~ûA[ôùf c¤
_eµeû bkò ùijò _êeêYû Xû*û Gùa c¤ ejòQòö

_ìaðeê iìP^û ù\AQò ù~ _êeêh I ^ûeúcûù^ LŠòG cûZâ fêMûaýajûe Ke«òö icÉue
@û[ðôK @aiÚû Êzk ̂ [ôaûeê ùaû]jêG Gcûù^ LŠòG fêMû aýajûe Keê[ôaûe @ ê̂cû^ Keû~ûA_ûùeö
KûeY [ôfûaûfû \êA eê Zò ò̂ LŠ c¤ eLô[û«òö _êeêh [ôfûaûfû ù]ûZò ij MûcêQû Kû§ùe
_KûA[û«òö _êeêhcûù^ Gjò MûcêQû ]eòaûe @ù^K KûeY ejòQòö ~\ò MûcêQû Kû§ùe ejòfû
Zûùjùf ùi [ôfûaûfû aû ]^ú ùfûKö MûcêQû cêŠùe ejòfû Zûùjùf ùi Kûc KeêQò Gaõ
@<ûùe ejòfû iCKþ ùaûfò ]eû~ûGö K§cûù^ Leûùe c¤ @ù^K icd ~ûGñ Kûc Keê[û«òö
~ûjû Leûeê elû _ûAaû _ûAñ cêŠùe _MWÿò ù\A Kûc Keò[û«òö K§cû^ue Kû~ðý Keòaûe
ùg÷÷kúùe cêŠùe MûcêQû aû§òaûe ùa÷gòÁý ejòQòö Kêjû~ûG ù~ K§cûù^ _ìaðùe eûRû bkò [ôùf
ùZYê _MWÿò ù~ùZùaùk cêŠùe _ùWÿ Zûuê fûùM Zûue eûRcêKêU cêŠùe @Qòö GYê_MWÿò
cêŠùe [ôùf ù~ùZ Kû~ðý Kùf c¤ ùicû^u icd RYû_ùWÿ ^ûjó ö gqòe ij Kû~ðýMêWÿòK
iµû\^ Keò[û«òö aûkK I ~êaK @aiÚûùe [ôaû K§cûù^ _âûdZü MûcêQûKê @<ûùe bòWÿò[û«òö
G iµKðùe _Pûeòaûeê Kj«ò - “K@ñfò @<û aeKgþ ^û’ùjùf bûwùZ ~ûZö”(3) @[ðûZþ aûkK
I ~êaKcû^uê Kûc ù~ùZùaùk gòLû ~ûC[ûG, ùiùZùaùk @wKê cRaêZþ Keòaû _ûAñ @<ûùe
MûcêQû a§û~ûGö ù\gò@û K§cû^ue fêMû aýajûeùe ù]ûZò, MûcêQû I gûXÿúe ejò[ôaû ùaùk
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KêUò@û K§cûù^ MûcêQû _eòaù©ð gûf aýajûe Keò[û«òö @agý ù\gò@û K§cûù^ ùKak
_êeêhcûù^ MûcêQû aýajûe Keê[ôaû ùaùk KêUò@û K§cû^ue gûf Cbd ^ûeú I _êeêh
aýajûe Keò[û«òö
 K§cû^ue ZªúKûe-Wcþ

Wcþ ùfûKcûù^ ùKùaVê fêMûaêYòaû gòLôùf Zûjû iVòKþ bûaùe Kjòaû i¸a_e ê̂jñö
K§û^ù\g aû eûRýùe aêYûKû~ðý ùKak Wcþcûù^ Keê[ôùfö _ea©ðú Kûkùe K§û^ù\g
ùKûgk eûRý (\lòY ùKûgk)e @«bðêq ùjaûeê Z«ú RûZò bûaùe Wcþ, bêfò@û, KêÁû I Kêfò RûZò
aòùaPòZ ùjùfö Wcþcûù^ L\Wÿ fêMû aêYê[ôùfö Gjûe @ûKûe ùcûUû ejò[ôaûeê K_þUû c¤
Kjê[ôùfö Zûjûij Gjû Wcþcûù^ aêYê[ôaû K_þUû ùjZê GjûKê ‘WcþK_þUû’ c¤ Kjê[ôùf ö @^ý Zò̂ ò
Z«ÿú RûZò c¤ùe “Kêfò RûZòe Z«úcûù^ ùKak ù_ä̂ þ WòRûA^eþ K_Wÿû aêYûaêYò Ke«òö KêÁû
RûZòe aêYûKûecûù^ cVû gûXÿú Zò@ûeò Keòaûùe ]êe§e ö Gcûù^ _ûU gûXÿú c¤ aêY«ò ö Gcû̂ u
cêLý Kûc ùjfû Kȩ̂  gûXÿú aêYòaû ö XXX Kêfòcû^ue cêLý Kûc ùjfû cVû iìZû Zò@ûeò ùjC[ôaû
ùKûhûKê aòbò̂ Ü _âYûkúùe iòSûA Zjóeê ieê cVû iìZû aûjûe Keò cVû gûXÿú aêYòaû ö”(4) Kò«ê
K§cû^ue aÈ aýajûeùe ù\gò@û K§cûù^ @ZúZùe ‘WcþK_þUû’ aýajûe Keê[ôùf I KêUò@û
~êaZúcûù^ aêYê[ôaû ‘Wweò@û gûf’ I fêMû aýajûe Keê[ôùfö
 @ûbìhY

ùiø¦~ðý aé¡ò Keòaû _ûAñ cYòh @û\òc Kûkeê @ûRò~ûGñ iað\û ùPÁû Keò ‘@ûbìhY’e @ûgâd
ù^AQòö K§ cYòh _Zâ ùjC Kò́ û `k @aû ùjC _ùQ ùKCñ fZû RûZúd MQ _âbéZòKê aýajûe
Keò _â[ùc ùiø¦~ðýùe cŠòZ ùjaû _ûAñ @ûMbe ùjûAQò ö _êYò ùKùZùaùk cAñhòe iòwKê cêKêU
KeòQò Z ùKùZùaùk _\K ù~còZò cêLý @ûKhðY ùijòbkò ùc‹ûe iòõwKê _\K bûaò MâjY
KeòQòö ùKùZùaùk aûNe ^LKê ‘aûN^Lô cûkò’ Keò _eò]û^ KeòQò Z @ûC ùKùZùaùk iòwùe
Zò@ûeò ‘iòõ_û ò̂@û’ cêŠùe ùLûiò ùjûAQòö @ûC ùKùZùaùk _êYò LMþfû, aûjêUò, cê\ò, PêUþKò,
KZþeò@û, a§eò@û, aûWÿUûjû fùMAQò Z @ûC ùKùZùaùk iê̂ ûùe ò̂cðòZ @kuûe cŠòZ ùjûA
ò̂Re ùiø¦~ðýKê aé¡ò KeòQòö Kò«ê Gjò iê¦e iê¦e @kuûe MêWÿòK aýajûe Keòaû aWÿK[û ê̂ùjñ!

aWÿK[û ùjCQò ùKCñ Xwùe K§cûù^ aýajûe Keê[ôùfö KûeY aýajûe RûYò ̂ [ôùf ùiø¦~ýðe
aé¡ò NùU ^ûjó aeõ jâûi NUò[ûGö ùZYê K§cû^ue @kuûe @ûbìhY ùg÷kúe ùMûUòG ieYú
ò̂cÜùe _âÉêZ KeûMfû –
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@ûbìhY iûeYú

KâcòK
iõLýû

@kuûee
^ûc

ùKCñ @we
]ûeY

Keû~ûG

ùKCñ ]ûZê/
aÉêùe ̂ òcðòZ

KòG ]ûeY
Ke«ò

(_êeêh / Èú)
Êeì_

aûke

1 ùPAñeò
cêŠò

ùLûhûe
C_e @õg

fêjû, eì_û,
_òZk I ei

Èú Gjû Seû~êq

2 Lôeò_ò̂ þ ùLûhû,
ùaYú

fêjû, eì_û,
_òZk I ei

Èú
ùLûhûKê UûYò Keò aû§ò eLô[ûGö

iò]û, aûu I Sêµû, Gbkò
Zò̂ ò eKceö

3 Pò_þ̂ û
cÉKe

i¹êL bûM
ùKg

fêjû, eì_û,
_òZk I ei

Èú Pò_þ̂ ûe ùXI ùXCKû _ûZò@û
aûjûeKê ù\Lû~ûA[ûGö

4 iòwþ_ ò̂@û ùLûhûe
C_eòbûM iòw Èú @ûRòKûfò Gjû ù\Lôaû aòekö

5 _û̂ þ_Zeò ùLûhû fêjû, eì_û,
_òZk I ei Èú Lôeþ_ò̂ ò bkò aûkKê Pû_ò ]eò[ûGö

6 MeûKUû ùLûhû fêjû, eì_û,
_òZk I ei Èú Qê*ô @ûKéZòeö C_e _ûgßðùe cêŠêkû

ùjûA ùUû_ûUòG [ûGö
cêjñe

1 Mê̂ û û̂K_êWÿûe
\êA_ûgßð

iê̂ û, _òZk I
ei AZýû\ò Èú PòKþeòMê̂ û I jûeûMê̂ û, Gbkò

\êA eKceö

2 RŠò/WYú ^ûKe
\êA ềWÿû cSò iê̂ û, _òZk Èú

^ûKeê C_e IV _ûLKê Sêfò ejò[ûGö
IR^ _âûd @]ùZûkû bòZùeö

3 LêUò@û
û̂K_êWÿûe
C_e

\êA_ûgßð
iê̂ û Èú

Gjû GK jûfêKû @kuûeö _âûd
Pûeò@Yû IR^e

Kû̂ e

1 ùaUþfû Kû^e VòKþ
ềiê@û ZkKê iê̂ û Èú

Gjû iê̂ ûe KûVò, \êA _ûgßðùe ùQûU
ùQûU ềf aiû~ûA[ûGö

2 ềiê@û Kû^e C_eò
@õgùe iê̂ û Èú / _êeêh \êA ]ûeê@û Keò ùcûWÿû ùjûA[ûGö
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KâcòK
iõLýû

@kuûee
^ûc

ùKCñ @we
]ûeY

Keû~ûG

ùKCñ ]ûZê/
aÉêùe ̂ òcðòZ

KòG ]ûeY
Ke«ò

(_êeêh / Èú)

Êeì_

3 Sf_û
Kû^e Zk

@õg iê̂ û Èú Kû^e _Q _ûLeê ̀ êefûMò
bòWÿû ùjûA[ûGö

4
Rûcþfò/
RêfþKò

Kû^e Zk
@õg iê̂ û Èú/_êeêh \êA ]ûeê@û, iûcþ̂ ûKê iê̂ ûe

ềf [ûGö

5 K‰ð ềf Kû^e Zk
@õg

iê̂ û Èú
iê̂ ûe Zòù^ûUò SeûfMû ềfKê
Mê̂ ÚûùjûA _Q@ûWê ềe \ßûeû

bòWÿû ùjûA[ûGö

6 MñVò@û Kû^e Zk
@õg iê̂ û/_òZk Èú MûUòKò@û _òUû iê̂ û cê\ò

7 ^ûwêfþ Kû^e Zk
@õg iê̂ û Èú \êA ]ûeê@û Keò ùcûWÿû ùjûA[ûGö

8 iòKþfò
Kû^e Zkê
C_eKê iê̂ û Èú

Gjû iê̂ ûe gòuêkò, Kû^e Zkê
C_eKê f´ò ejò[ûGö

ùaKe

1
LKþfû/
LMþfû ùaK eì_û Èú/_êeêh

ùMûfûKûe aWÿ akû, cSò @õg ùcûUû
I \êA @M@ûWÿKê ieêö ùKak

aòaûj ùaùk _ò§«òö

2 iêKò\û^ ùaK iê̂ û, eì_û I
^òùKf

Èú, Qê@û I
_êeêh

Pûeò@Yú KG þ̂e GK cûkö

3 Pû_þiûe ùaK iê̂ û Èú
Gjû @fMû ]ûZêe ieêZûeùe Mê̂ Úû
I ùaKùe Pû_ò ùjûA ejò[ûGö

4 @\þfò\û^ ùaK
iê̂ û, eì_û I

^òùKf
Èú, Qê@û I

_êeêh @ûV@Yú KG þ̂e GK cûkö

5 Uwû\û̂ þ ùaK
eì_û I
^òùKf

Èú, Qê@û I
_êeêh UuòKò@û KG þ̂e GK cûkö

6 Kûfòcûfò ùaK MY×òcûkò Èú, Qê@û
Èúu ùlZâùe gêb_â\, gògêuê

Kê\êÁòeê cêq eùLö

7 ]ê\þcûfò ùaK I
jûZKPò

MY×òcûkò gògê Qê@ûuê _ò§ûAùf Zûuê lúe fûùM
I iêiÚ ej«òö

8 KñVòcûfò ùaK MY×òcûkò gògê Kkû cûkò Vûeê aWÿ aû^ûe,
Gjû iêù^fú eweö
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KâcòK
iõLýû

@kuûee
^ûc

ùKCñ @we
]ûeY

Keû~ûG

ùKCñ ]ûZê/
aÉêùe ̂ òcðòZ

KòG ]ûeY
Ke«ò

(_êeêh / Èú)

Êeì_

9 MñUþcûfò ùaK MY×òcûkò Èú ]ûZê, _äûÁòKþ, ù_ûjkû AZýû\òeê
Zò@ûeò ùjûA[ûGö

10 iêeþiêcûfò/
iêeþiûcûfò

ùaK iê̂ û Èú I Qê@û
ùiûeòh \û^û @ûKûee MY×òMêWÿòKê

iìZûùe Mê̂ Úò cSòùe Pû¦ò
fMû~ûA[ûGö

11 ]û̂ þcûfò ùaK iê̂ û Èú I Qê@û MY×òMêWÿòK ]û̂  @ûKûee

12 Wê@ûcûfò ùaK iê̂ û Èú, Qê@û I
_êeêh

MY×òMêWÿòK ùXfû bkò ùMûfûKûe
I Lûfê@û, cSòùe Pû¦ò [ûGö

13 Kû¦êfþ
Pê_û

ùaK iê̂ û Èú, Qê@û I
_êeêh

MY×òMêWÿòK Kû¦êfe ùPû_û @ûKéZòe,
_âZò MY×ò @ûMùe ùiûeòh \û^û

bkò iê̂ û fûùMö

14 aò̂ þiêZûeþ
cûfò

ùaK iê̂ û Èú, Qê@û I
_êeêh

ùKak iê̂ ûKê _òUò _òUò
Zò@ûeò jêG, iìZû fûùM ^ûjóö

jûZe

1 KZþeò@û \êA jûZPKò
eì_û,

cûeþaûWÿò I
^òùKf

Èú
C_e @õg cûQ_òVò bkò ]ûeê@û,
ùMûfûKûe I `¶ûö PêWÿò _ò§òaû

_ìaðeê _ò§û~ûGö

2 a¦þeò@û \êA jûZPKò
eì_û,

cûeþaûWÿò I
^òùKf

Èú KZþeò@û bkò Kò«ê \«êeòZ,
PêWÿò_ùe _û_êfò cêjñKê eùjö

3
UûjñûWÿþ/
UûWÿþ/

aû’UûjûñWÿþ
aûjê

eì_û,
cûeþaûWÿò I
^òùKf

Èú Gjû ajêe akû, G[ôùe ềf _Wÿò
ZûeKiò Kûc ùjûA[ûGö

4 aûjûiìZû
aûjê, VòKþ
KjêYú
C_eKê

eì_û,
cûeþaûWÿò I
^òùKf

Èú _âûd 1 A* Iiûe [ûGö

5 Kfûeò \êA jûZPKò eì_û Èú I ùQûU
Sò@

KaþRû I Lê<ò\ßûeû bòWÿò
_ò§û~ûA[ûGö

6 jûZþ_Uþ̂ ò \êA jûZPKò eì_û Èú PêWÿòVûeê UòKòG Iiûeò@û, KaþRû
I Lê<ò \ßûeû bòWÿò _ò§û~ûGö

7 aûjûUò aûjêe C_e
@õg

eì_û, ei I
cûeþaûWÿò

Èú, aòRê I
ùaR^þ

Æâòwþbkò aûjêùe Pû_ò
ùjûA ejò[ûGö
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KâcòK
iõLýû

@kuûee
^ûc

ùKCñ @we
]ûeY

Keû~ûG

ùKCñ ]ûZê/
aÉêùe ̂ òcðòZ

KòG ]ûeY
Ke«ò

(_êeêh / Èú)

Êeì_

8 iñKþiUò UûjûñWÿþ
C_ùe

eì_û, ei I
cûeþaûWÿò

Èú, aòRê I
ùaR^þ

_Zkû I ùP_þUûö \êA cêjñKê
KûVò fMûA bòWÿû~ûGö

9 LþêWê \êA
jûZPKò

eì_û, ei I
cûeþaûWÿò

Èú I _êeêh Gjû akû bkò GK @kuûe,
jûZe LWê

10 cê¦ò
(cê\ò)

\êA jûZ
@ûwêVò

iê̂ û, eì_û Èú/_êeêh
_òZk I Z´û

@ûwêVò _ò§û cê\òùe_[e aùi
^ûjóö ùKak _û^_Zâ aû

ềf Qû_ ejò[ûGö

11 QZûcê¦ò \êA jûZ
@ûwêVò

eì_û I ei Èú cê\òe C_ùe eì_û Uuû aû ò̂ùKf
Uuû aiû~ûA[ûGö

12 afû \êA
jûZPKò

iê̂ û, ei I
cûeþjûWÿò

Èú, _êeêh I
Qê@û

_êeêh _òfû ùKak aûc jûZùe
cûZâ ùMûUòG _ò§«òö

13 Pêeò \êA
jûZPKò

iê̂ û, eì_û,
ei, KûP,

ò̂ùKf I
_äûÁòKþ

Èú K§ ecYúcûù^ @ûRòKûfò
KûP PêWÿò _ò§òaû gòLôùfYòö

_û\e
1 _Añeò _û\e

ùMûAVò
_òZk Èú Gjû ù_ûfû I Zû bòZùe ùMûUòG

[ôaûeê SêcþKû bkò aûùRö
@ûKûeùe ùXC ùXCKûö

2 AñûKò
_û\e
ùMûAVò _òZk Èú

LWê bkò ùP_þUû, ùMûfûKûe I
ùMûWÿKê Pû_ò ]eò[ûGö

3 _ûñRêf _û\ eì_û Èú Gjû Wcþ ecYúue _ûCñRúö

4 UêŠfþ
_û\e
ùMûAVò eì_û, ei Èú

UêŠfþùe ềf aiû~ûA[ûG,
_Añeò I _ñûRêfþ ijòZ _ò§û~ûGö

5 @wþUû
\êA _û\e
aêXÿû @ûwêVò eì_û, ei Èú Gjû _û\ aêXÿû @ûwêVòe cê\òö

6 SêUþKò/
PêUþKò

_û\e KûYò
@ûwêVò I Zû
_ûL @ûwêVò

eì_û, ei Èú @ûKûeùe @Lô@û Vûeê ùQûUö

7 @Lô@û aêXÿû @ûwêVòe
ò̂KU \êA
@ûwêVò

eì_û, ei Èú Zûe ùcûWÿò Zò@ûeò Keû~ûA[ûGö
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KâcòK
iõLýû

@kuûee
^ûc

ùKCñ @we
]ûeY

Keû~ûG

ùKCñ ]ûZê/
aÉêùe ̂ òcðòZ

KòG ]ûeY
Ke«ò

(_êeêh / Èú)

Êeì_

8 LêUò@û
aêXÿû @ûwêVò
QWÿû @^ýiaê
@ûwêVòùe

eì_û, ei Èú
Gjû C_ùe ùQûU ùQûU

ềf aiû~ûA[ûGö

@<ûe

1 @ñUû
Mê̂ þPò

@<ûe
PZê_ûgßð eì_û, ei Èú I _êeêh

_âûd GK A* Iiûee ZûeKgò
Kûc ùjûA[ûGö _êeêh ùfûùK

ù]ûZò C_ùe _ò§«òö

2 @ñUû
iòKþfò

@<ûe
PZê_ûgßð

eì_û, ei Èú Gjû @<ûe GK eKc gòuêkòö

3 @ñUû
iìZû

@<ûe
PZê_ûgßð

eì_û, ei Èú Gjû GK ]ûZê ò̂cðòZ ZûeKgò
Kûce \CWÿò

4 @ñUû
ùWûeþ

@<ûe
PZê_ûgßð ùcûUû iìZû Èú, Qê@û I

_êeêh

^ûfò ewe iìZû, Gjû @<ûùe
^ ejòùf @gêb aòPûe Ke«òö

(Gjò iûeYú _âÉêZò _ûAñ “K§cûke Wcþ ùfûKiõÄéZò” _êÉKe ijûdZû ò̂@û~ûA@Qò)(5)

 a^ûMêRû (PòZûKêUû)

“@ûiòQê GùKfû Rúaê GùKfû
^ ~òùa ùZû iûùw ùKjò ö”(6)

Gjò _âiò¡ _õqòe @[ð ùjCQò Gjò iõiûeKê c ê̂hý eì_ùe R à̂ ùjûA @ûiòùf ùKjò ùKøYiò
Rò̂ òh ]eò @ûi«ò ̂ ûjó Kò́ û Gjò c©ðý cŠkeê aûjêWÿòMfû ùaùk c¤ KòQò ù^AKò ~û@û«ò ̂ ûjó ö @[ðûZþ
gì̂ ý jÉùe @ûiò gì̂ ý jÉùe ù`eò~òaû ö ÊMðMûcú ùjaû ö ]^, eZÜ, iµ©ò, aûWÿò, Èú, _òfû-Qê@û,
iµKðúd icùÉ ùijò iÚû^ùe jó ejòùa ùKjò iûwùe ~òùa ̂ ûjó ö @[ðûZþ céZêý iZý Gaõ iZý Gjû
aò c ê̂hý ù~Cñbkò ^wkû ùjûA R à̂ ùjûA[ûG ùijòbkò céZêý ùjùf c¤ ^wkû Keò iõÄûe aò]ô
_ûk^ Keû~ûG Kò«ê K§ iµâ\ûdeùe iõÄûe aò]ôùe ‘gì̂ ýjÉ’ _eµeû ejò[ôùf c¤ céZêý_ùe
ÊMð aògßûi ^ûjó ö Gcûù^ céZêý _ùe ÊMðKê ê̂ùjñ  ‘Wêcû’ ùjûA @ûi«ò Zûu NeKê ö Gcû^ue
aògßûi ùicûù^ céZêý_ùe ò̂R _eòaûeùe R à̂ ò̂@«ò ö ùZYê ^aRûZ gògêUò R à̂ ù^fû _ùe ùKCñ
Wêcû @ûiòQò ùaûfò PòjÜU Keû~ûGö ùZYê ù`eòaûe _eµeû [ôaû ùjZê Gcûù^ KòQò ù^AKò ~òaûe
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aògßûi c¤ ejòQò ö  @^ý iµâ\ûde ùfûKcûù^ ù~Cñbkò Lûfò jûZùe @ûiò Lûfò jûZùe ~û@û«ò
ùijòbkò K§ iµâ\ûdùe ê̂ùjñö Gcûù^ Kj«ò KòQò ^ùjùf ‘a^û ]^’ ùjùf ù^AKò ~òaû ö
(Gcûù^ a^ûKê ]^ ùaûfò c¤ Kj«ò) ùi[ô_ûAñ ùicûù^ Kj«ò - “A _êeê KòQê ^û ù^ùf bòfþ
A ]^ (a^û/PòZû) ùK ù^ùZ ~òcêñ ö”(7) @[ðûZþ ]^, iµ©ò KòQò ̂  ù^A _ûeòùf c¤ G _êe (c©ðý)
PòZûKUû eì_K ]^Kê ù^AKò ~òaûe aògßûi ejòQò ö K§ iõÄéZòùe GjûKê ‘a^ûMê\û’ Kêjû~ûG ö
‘a^û’e @[ð PòZâ ö @ZúZùe a^û Kjòùf Kû̂ Ú PòZâ, ùSûUò PòZâ I ù\jùe @ûuò ùjC[ôaû PòZâKê
aêSûC[ôfû Kò«ê a©ðcû^ ‘a^ûMê\û’ Kjòùf ù\jùe @ûuò ùjC[ôaû PòZâKê jó aêSûGö ‘Mê\ò’e @[ð
ùjCQò Uò_òaû, ù`ûWÿòaû, @ûuòaû _âbéZò @[ðùe aýajûe ùjûA[ûG ö K§cû^ue aûiMéj @ZúZùe
‘cûUòNe’ MêWÿòKùe a^ûMê\û aû @u^ Keû~ûC[ôfû  Kò«ê ‘a^ûMê\ò’ Kjòùf ÆÁ ùjûA ~ûG ù~
ùKøYiò GK fòwKê (cYòhKê) aêSûGö ùZYê ‘a^ûMê\û’eê ‘a^ûMê\ò’ g± @]ôK ~[û[ð ùjûA[ôfû ö
Gjò a^ûMê\ò K§ ecYúcûù^ ùiø¦~ðýaé¡ò Keòaû _ûAñ ù\je aòbò̂ Ü @wùe PòZû KêUûA[û«ò ö
KjêYú, aûjê, QûZò, cêjñ, ùMûWÿ, _û\e C_eò bûM, jûZ I _û_êfòùe KêùUA[û«ò ö Kò«ê @^ý ùMûUòG
Z[ýeê RYû~ûG ù~ bûeZKê cêifcû^ I AõùeRcû^u @ûMc^ `kùe @ZýûPûe aXÿò Pûfòfû ö
iê¦eú ~êaZúcû^uê cêifcû^ I AõùeRcûù^ CVûAù^A akûKôûe KeòaûKê fûMòùf ~ûjû‘kùe
ò̂Re  ùiø¦~ðýKê ^Á Keòaû _ûAñ cêjñùe Gjòbkò aòbò̂ Ü _âKûee PòZâ Keê[ôùf ùaûfò Kêjû~ûG ö

@agý G K[û ij cêñ GKcZ jêG ù~ @û\òaûiú ecYúcûù^ Lêaþ iê¦e [ôùf ùaûfò ö Zûjû ij
ùKak @ZýûPûe I Kê\éÁò ùKak cêifcû^ I AõùeRcûù^ _KûC[ôùf Zûjû ê̂ùjñ aòbò Ü̂
@Y@û\òaûiú eûRûcûù^ c¤ Keê[ôùf, ~ûjû @û\òKaò iûekû \ûi @û\òaûiú ecYúcû^u iê¦eZûe
ùa÷gòÁý \gðûAaûKê ~ûA ajê _ìaðeê KjòQ«ò -

“a^Pe ùjûA ùZûe Gc« NeYú
 eûRûe @bòùhKKê G ù~ûMûG _ûUeûYúö”(8)

@[ðûZþ \êügûi^ Rûeûgaee NeYúe ùiø¦~ðýKê ù\Lô KjòQò a^Pe (@û\òaûiú)
ùjûA Gjòbkò Èú aû @Zý« iê¦eú ecYú, G Z GVò (a^) ^êùjñ eûRûu _ûUeûYú ùjaû K[û
ùaûfò KjòQò ö GYê iûekû \ûiu CqòKê aòPûe Kùf Gcûù^ a^û Mêù\Aaûe Gjû c¤
ùMûUòG KûeY ùjûA_ûùe ö

a^û @w @ ê̂~ûA Mê\û ~ûA[ûG ö ùKCñ @wùe ùKCñ `êf @u^ ùja ö _êeêhKê
ùKCñ̀ êf aû PòZâ Keê[ôaûùaùk ^ûeúcû^uê ùKCñ bkò PòZâ ùja Zûjûe c¤ aò]ô ejòQò ö Gjûe
_âÉêZò K[û aòPûe Keòaû Zû ùjùf Gjûe _âÉêZò I KêUòaû Kû~ðý ‘NêMò@û’ RûZòe Èúcûù^ Keò[û«ò ö
Wòaþeò (Wòaò/fY×̂ ) @ûfê@e ]ì@ûñeê iõMéjúZ _ûCñg I RWÿû ùZfe cògâYùe _âÉêZ ùjûA ZûjûKê
‘a^ûMê\û Kfû’ Kêjû~ûG ö geúee ù~Cñ iÚû̂ ùe KêUû~ûG ùijò iÚû^ùe _â[ùc PòZâ Keò GjûKê
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ùaûkò \ò@û~ûG I Pê*ôùe ùijò iÚû̂ ùe ceû~ûG ö Gjû_ùe KkûUò gêLôMfû_ùe _ûYòùe ù]ûA
ù\A ùZf I jk\ú ùf_ \ò@û~ûG ö iõKâcY ù~còZò ^ ùja Gaõ ù`ûWÿò ùjûA[ôaû iÚû̂ e
C_Pûe gúNâ ùja ùaûfò `êfò ~ûA[ôaû iÚû̂  C_gc _ùe ]ôùe ]ôùe VòKþ ùjûA~ûG I ù~Cñ
PòZûUò KêUû~ûG Zûjû geúee @«~ûGñ ejò~ûG ö a©ðcû̂  Gjû fê̄  _âûd ö Kò«ê a^û Mêù\A
(KêùUA) ùjaû _eµeû ejòQò ö Kò«ê ‘UûùUû’ ^ûcùe a©ðcû^ _eòPòZ ùjûAQò ö

_eòùghùe Kêjû~ûA_ûùe ù~ K§cû̂ ue Pcð ùjCQò ù_ûhûK Gaõ ù_ûhûK (geúe)
aûjûùe ~ûjûaò ùicûù^ _eò]û^ Ke«ò ùi icÉ MêWÿòK Zûue ùMûUòG ùMûUòG @kuûe û
_éÂUúKû :

1. Ansari, M.A. 1957, Islamic culture, Dress of the great muguls, Mayurbhanj,
Gazeteers, January, P- 255

2. ò̂R iõMâj ùbûA, # _êe¦e, _ò_f _\e, UòUòfûMWÿ, afûwòe
3. ò̂R iõMâj - _â]û^ú, # MùYgße, LêRòbðUû, UòUòfûMWÿ, afûwòe
4. iõ - \ûg, _âù`ie @ùgûK Kêcûe, _½òc IWÿògûe _eòPd, i´f_êe aògßaò\ýûkd,

ùRýûZòaòjûe, aêfðû - 768019, _éÂû - 356 – 357
5. cû̂ ùiVþ, WKÖe ùlZâaûiú, (2019) K§cûke Wcþ ùfûKiõÄéZò, @û\òaûiú bûhû I

iõiþéZò GKûùWcú, bêaù^gße, _éÂû – 69
6. ù~ûùM¦â ù\÷am, aò_â, UòKû ùMûaò¦ P¦â - _éÂû - 07
7. ò̂R iõMâj - ùbûA, Kêfê\, _ò_f _\e, UòUòfûMWÿ, afûwòe – adi -69
8. iûekû cjûbûeZ - @û\ò_að, C¡ûe - _âûPú^ M\ýû_\ýû\gð, iõ- @û afäb cjû«ò,

_âKûgK-  C}k aògßaò\ýûkd - _éÂû – 22


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_eRû R^RûZòu _ûeµeòK @kuûe

e¬^ _â]û^*

iûeûõg
Gjò MùahYûZàK _âa§Uòùe IWÿògûùe aiaûi Keê[òaû _eRû R^RûZò cjòkû I _êeêhcûù^

aýajûe Keê[òaû _ûeµeòK @kuûe iµKðùe a‰ð̂ û Keû~ûAQòö geúee aòbò̂ Ü @w ùb\ùe
aýajéZ bò̂ Übò̂ Ü @kuûe iµKðùe iìlà aòùgæhY Keû~ûAQòö jûZ, _û\, ^ûK, Kû̂ , K_ûk,
jûZ@wêkò, _û\@wêkò, Mkû, @õUû @û\ò geúee aòbò Ü̂ @w _ûAñ bò̂ Übò̂ Ü @kuûe aýajûe
Keû~ûA[ûGö Giaê @kuûe _ûAñ @ûagýK ]ûZê, RwfRûZ \âaý, `êf, `k, @kuûe ò̂cðûY
_¡Zò, @kuûe aòKâòaUû _ûAñ C_faþ] jûUaRûe @û\ò iµKðùe _êvû ê̂_êv @ûùfûP^û Keû~ûAQòö
_eRûcûù^ @aòbq ùKûeû_êU Ròfäû iùcZ @Ì iõLýûùe KkûjûŠò Ròfäûùe aiaûi Keò[û«òö
eûRýe ùcûU _eRû R^RûZòe 91 _âZògZ _eRû ùKak @aòbq ùKûeû_êU (ùKûeû_êU,
^aew_êe, eûdMWÿû I cûfþKû^Mòeò) Ròfäûùe ù\LòaûKê còk«òö GYê Gjò _âa§Uò _âÉêZ Keòaû _ûAñ
@aòbq ùKûeû_êU RòfäûKê ùlZâ @]ýd^ _ûAñ Pd^ Keû~ûAQòö
C_Kâc

IWÿògûùe aiaûi Keê[òaû @û\òaûiúcû^u c]ýeê _eRûcûù^ ùjCQ«ò GK _âcêL R^RûZò
ùMûÂúö IWÿògûe R^RûZòu c]ýùe gZKWÿû 4 _âZògZ ùjCQ«ò _eRû R^RûZò ùMûÂúö _eRûcûù^
icMâ IWÿògûe aòbò̂ Ü @*kùe ù\Lû~ûC[òaû ùaùk @aòbq ùKûeû_êU Ròfäûùe Gcûù^ ajêk bûùa
aiaûi Ke«òö @Ì iõLýûùe KkûjûŠò Ròfäûùe aò ù\LòaûKê còk«òö IWÿògû _eRû R^iõLýûe
gZKWÿû 91 _âZògZ @aòbq ùKûeû_êU Ròfäûùe ù\LòaûKê còk«òö @aòbq ùKûeû_êUKê _eRûcû^ue
eûRý Kêjû~ûA[ûGö ùKjò ùKjò G @*kKê _eRûu ÊMð ùaûfò Kjò[û«òö

1961 ciòjû R^MY^û eòù_ûUð @ ê̂iûùe, icMâ IWÿògûùe ùcûU R^RûZò ùfûKu iõLýû
42,23,757 [òaûùaùk Z à̂]ýeê _eRûu iõLýû 1,59,866 [òfûö @[ðûZþ IWÿògûe ùcûU
R^RûZòe gZKWÿû 3.78 _âZògZ _eRû R^RûZòö ùijòbkò eûRýe ùcûU _eRû R^RûZòe 91

* aeòÂ iû´û\òK I R^RûZò MùahK, i´û\ Kû~ðýûkd, ùK¦ê_\e, `êfaûYú,
  Ròfäû: K§cûk-762001 ù`û þ̂: 9437213854
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_âZògZ ùKak @aòbq ùKûeû_êU Ròfäûùe aiaûi Ke«òö ùijòbkò 2001 ciòjû R^MY^û
eòù_ûUð @ ê̂iûùe, IWÿògûùe _eRû R^RûZòe ùfûKiõLýû 3,17,301ùe _j*ò[òfûö Gjò eòù_ûUðKê
@ ê̂]ýû^ Kùf _eRû R^iõLýûùe aé¡ò ùjC[òaû _eòflòZ ùjCQòö

_eRûcûù^ ùKûeû_êU Ròfäûe ùKûeû_êU i\e aäK, ùicòkòMêWÿû, _Uûwò, ̂ ¦_êe, fcZû_êU,
\gc«_êe, flàú_êe, Rd_êe, ùaûeòMê¹û, ùa÷_ûeúMêWÿû, Kê¦êeû aäKþ iùcZ ^aew_êe Ròfäûe
^aew_êe i\e aäK, ^¦ûjûŠò, ùZ«êkòLêõUò, _û_WÿûjûŠò, WûaêMûñ, ùKûhûMêcêWÿû, SeòMûñ aäKþ,
cûfþKû^Mòeò Ròfäûe cûfþKû̂ Mòeò, KêWêcêfäëMêcû Gaõ eûdMWÿû Ròfäûe eûdMWÿû I Kûgú_êe aäKùe
aiaûi Ke«òö

_eRû g±Uò ‘_âRû’ g±eê @ûiòQò ùaûfò ùKùZK _ŠòZ Kj«òö Gjûe @[ð eûRûu gûiòZ
eûRýe RùY iû]ûeY R^Zû aû ^ûMeòK; ù~Cñcûù^ eûRû I Rcò\ûeu @]ú^ùe [òùfö
_eRûcûù^ \êAUò ùgâYúbêqö 1. aWÿ _eRû I 2. iû^ _eRûö

aWÿ _eRûcûù^ @ù_lûKéZ C Ü̂Z I ibýö iû^ _eRûcûù^ @ ê̂̂ ÜZ Gaõ gòlû ùlZâùe
ajê _Qê@ûö ùKûeû_êU Ròfäû ùMùRUòde (@ûeþiòGiþ ùafþ, 1945) @ ê̂~ûdú, cêLýZü 8 _âKûe
_eRû R^RûZòe ùfûùK @aòbq ùKûeû_êU @õPkùe aiaûi Ke«òö ùicûù^ ùjùf- _ûùew
_eRû, _ûùew Mû\aû _eRû, K§ _eRû, ù_ùwû _eRû, ùSûWÿò@û _eRû, aûùew _eRû,
ùiûWÿûaògò@û _eRû, aŠû _eRûö ùijòbkò flàú ^ûeûdY iûjê Zûu _êÉK ‘jòfþ UâûAaþi @`þ
Rd_êe’(1942)ùe _eRûuê 6Uò ùgâYúùe aòbq KeòQ«òö ùicûù^ ùjCQ«ò- ùiûùWÿ _eRû,
ùiûùWÿ_ûfò _eRû, ù_ùwû _eRû, _ûùew ùSûWÿò@û _eRû, _ûùewû _eRû, ùifò@û _eRûö

ùbøùMûkòK \éÁòùKûYeê aòPûe Keò _eRûcû̂ uê cêLýZü \êA bûMùe aòbq Keû~ûA_ûùeö
ùicûù^ ùjCQ«ò- 1. Wwefû _eRû I 2. MûWÿLŠò@û _eRûö ù~Cñ _eRûcûù^ _ûjûWÿe gúhð
_âù\g I ZZþiõfMÜ Rwfùe aiaûi Ke«ò ùicûù^ ùjCQ«ò Wwefû _eRû Gaõ ù~Cñcûù^
^\ú_Vû I icZk @*kùe aiaûi Ke«ò ùicûù^ MûWÿLŠò@û _eRûö

ùMûZâ \éÁòùKûYeê _eRûcû̂ uê aòbò̂ Ü ùMûÂúùe @«bðêq Keû~ûAQòö ùicûù^ ùjùf-
ùUueò@û _eRû (ùMûZâ- aûN), cwâò@û _eRû (ùMûZâ- aûN), KŠò@û _eRû (ùMûZâ-`êf),
iêKêWÿò@û _eRû (ùMûZâ-aûN), _òŠûù_û\âò@û _eRû (ùMûZâ-^ûM), eZêfò@û _eRû (ùMûZâ-^ûM),
Mêcêeò@û _eRû (ùMûZâ-^ûM), eûcò@û _eRû (ùMûZâ-ùQkò), bû_êfò@û _eRû (ùMûZâ-KAñQ),
iêfò@û _eRû (ùMûZâ-aûR_lú), eû_ò@û _eRû (ùMûZâ-KêKêe), jòùKûeò _eRû (ùMûZâ-ùjUûaûN),
Kêeêcêfò@û _eRû (ùMûZâ-RWÿûMQ), iêKò@û _eRû (ùMûZâ-cûQ)ö

‘_ûRðú’ ùjCQò _eRûcûù^ aýajûe Keê[òaû bûhûö @^ý_ùU ‘ù_ùwû’ bûhû ùjCQò
ù_ùwû aû K§ _eRûcû̂ ue bûhûö Gjò \êAUò @ûõPkòK bûhû \âûaòWÿ bûhû ùMûÂúe @«bðêqö
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cêLýZü cûŠò@û I ]û^ _eRûcû^ue cêLý Lû\ýö GjûaýZúZ _eRûcûù^ aòbò̂ Ü RwfRûZ
\âaý, aY @ûkê, gò́ , Kû¦êf, iê@ûñ, R^û, R¦òeò, K¦û, @û´ùKûAfò, aûCñg KeWÿò, cêM, aòeò,
ùKûk[, cûQ, KêKêWÿû, ùQkò, cdìe, PêUò@û cìhû @û\ò Lû\ý blY Keò[û«òö @ZúZùe _eRûcûù^
Rwfùe C_faþ] jeòY, aûjðû, i´e, KêUâûe cûõi LûC[òùfö
_eRûu iûõÄéZòK I iûcûRòK Rúa^

_eRûcû^ue iûcûRòK I iûõÄéZòK Rúa^ @Zý« Cycìfýeö ùicûù^ ùMûÂúbêq ùjûA
ejòaûKê _i¦ Keò[û«òö ùMûÂú Rúa^ ùicû^u Rúa^ aõPòaûe cìkcªö

_âZò _eRû Mûñùe cêLýZü \êAUò MêeêZß_ì‰ð iÚû̂  [ûGö _â[cUò ùjCQò ‘ùaeYcêŠû’ Gaõ
\ßòZúdUò ùjCQò ‘ ò̂gûYòcêŠû’ö Mâûc ibûiÚkKê ùaeYcêŠû aêSû~ûC[òaû ùaùk Mâûc ù\aù\aúu
@ûiÚû^Kê ò̂gûYòcêŠû Kêjû~ûGö

ò̂gûYòcêŠûùe _eRû Mûñe icÉ ù\aù\aú _ìRû _ûA[û«òö _eRûcû^u Mâûc ù\aZû
ùjCQ«ò jêŠò ù\aZûö _eRûcûù^ cêLýZü _âKéZòe C_ûiKö ùicûù^ _ûjûWÿ, ^B, SeYû, MQ
Gaõ ÊMðúd aÉê ~[û- iì~ðý, _é[òaú, P¦â @û\òuê _ìRû Keò[û«òö _eRûcûù^ \ûeþ̂ ò cûZû (_é[òaú),
búcû ù\aZû (ahðûe ù\aZû), aûc^ù\A VûKêeûYú, Mêcû^ú cûZû, Wweù\A, Mwûcû,
aûfòù\aZû, aêXÿûeRû, \û\òaêXÿû, a^\êMðû, fûŠòù\aZû (@MÜò), Kûkúiê¦eú (]^e ù\aú) @û\ò
aòbò̂ Ü VûKêe, VûKêeûYúuê _ìRû Keò[û«òö

_eRûcûù^ aûe cûiùe ùZe _að _ûk^ Keò[û«òö _eRûcû^u _aðMêWÿòKê cêLýZü Q@
bûMùe aòbq Keû~ûA_ûùeö 1. Kéhòbò©òK _að, 2. _ûeµeòK _að, 3. iûcûRòK _að, 4.
gòKûebò©òK _að, 5. ùeûM ò̂eûKeY _að, 6. MâûcKê aò_\ @û_\eê iêelòZ eLòaû ò̂cù« _ûkòZ
_aðö _eRûcûù^ UûKê_ea, a¦û_^û _ea, @û´ ì̂@ûLò@û _ea, ]û̂  ì̂@ûLò@û _ea, _ìh _eaþ,
PAZò _ea, gòKûe ~ûZâû (ùa<_að), \ò@ûfò _ea, Kû¦êf bRû _ea, aûfò~ûZâû (aûfò _ea),
aCkûYò, búcû _ìRû, aòiþ_êUê̂ ò ~ûZâû (aòj^Qò̂ û _ea), \gjeû _ea, ùUûKòceû _ea, Kûcò̂ ú
_ìRû, C@ûñi _ea, aòbò̂ Ü Mâj_ìRû @û\ò aòbò̂ Ü _að_aðûYò _ûk^ Keò[û«òö

@ZúZùe @aòaûjòZ _eRû ~êaK, ~êaZúcûù^ Mâûce GK ò̂ŸðòÁ iû]ûeY @ ê̂Âû^ùe
ejê[òùfö Gjò ~êa @ ê̂Âû^Kê ‘]ûwWÿû aiû’ (~êaKcû^u ò̂cù« CŸòÁ) Gaõ ‘]ûwòWÿúaiû’
(~êaZúcû̂ u ò̂cù« CŸòÁ) Kêjû~ûC[òfûö cûZâ, a©ðcû̂  _eRû Mûñùe ]ûwWÿû aiûe _âûiwòKZû
@ ê̂ba KeòjêG ò̂ö

_eRûcû^ue Mâûcý _âgûi ò̂K aýaiÚû @Zý« MYZûªòK I Cycû^eö Mûñ cêLò@ûuê ‘^ûdK’
aû ‘cê\êfò’ Kêjû~ûC[òaûùaùk _ìRû_aðûYò cêLò@ûuê ‘Rû̂ ò’ Kêjû~ûGö GjûaýZúZ MûñcêLò@û ^ûdKuê
ijûdZû Keòaû _ûAñ bûU^ûdK (Mûñ cêLò@ûu ijù~ûMú), Pfû þ̂ (Mûñ cêLò@ûu ijù~ûMú), \òiûeò
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(ùRýûZòh), MêYò@û, gòeû (Kûkòiò), MêeêcûB (cjòkû _ìRK)ue Mâûcý _âgûi ò̂K aýaiÚûùe GK
MêeêZß_ì‰ð bìcòKû ejò[ûGö
_eRûu ù_ûhûK _âiû]^ú I PòZûKêUû

@Zò @û\òc Kûkùe _eRûcûù^ MQe aËk, _Zâ @û\ò _eò]û̂  Keê[òùfö _ùe iìZû
K_Wÿûe aýajûe Kùfö _eRû _êeêhcûù^ ùfwêUò LùŠ _ò§«ò Gaõ akKû K^û LùŠ @ûMKê Sêfò
ejò[ûGö _ìùað _eRû _êeêhcûù^ ùLûfû ù\jùe ejê[òùfö cûZâ Gùa ùicûù^ fêwò, ù]ûZò,
iûUð, _ýûõUþ @û\ò _ò§òùfYòö

_eRû cjòkûcûù^ KÉû iìZû gûXÿú LùŠKê Kû§ùe I @õUûùe MêùWÿA _ò§ò[û«òö _eRû
ecYúUòG gûXúe Pûeò bûMeê Zò̂ ò bûM @õUûùe MêùWÿA[òaûùaùk @agòÁ bûùM gûXÿúKê QûZòùe
MêùWÿA _Q_U Kû§ùe MŒò _ùKA[û«òö a©ðcû̂  _eRûcjòkûcûù^ @û]ê̂ òK gÉû ^ûAf þ̂, _fòÁe
gûXÿú _ò§ê[òaûùaùk Sò@cûù^ ầKþ, iûfê@ûe, Kê©ðû _ò§êQ«òö

_eRû ecYú cêŠùe Kêic ùZf, RWÿûùZf I ùUûfùZf aýajûe Ke«òö cûZâ Gùa
_eRû ~êaZúcûù^ ò̂KUiÚ jûUaRûeeê còkê[òaû gûÉû iêM§òZ ùZ÷k, aòbò̂ Ü _âKûe _âiû]^ú iûcMâú
KòYò aýajûe KùfYòö

PòZûKêUû _eRû ^ûeúe cêLý aòba [òfûö _âZò _eRû ecYú ù\je aòbò̂ Ü iÚû̂ ùe PòZû
KêùUA[û«òö geúee jûZ, aûjê, K_ûk, _û\ @û\òùe PòZû KêùUA[û«òö _eRû ^ûeúcûù^ geúeKê
iùRAaû _ûAñ @kuûe aýZúZ PòZûKêUûKê @]òK _âû]û̂ ý ù\C[òùfö aòùghKeò _eRû cjòkûcûù^
aûjêùe aòbò Ü̂ _âKûe `êf, _gê_lúe PòZâ iûwKê ^û^û RýûcòZòK PòZâ @u^ Keò[û«òö PòZû
KêùUAaûKê _ûRðò bûhûùe ‘aû^û ùMû\Kò’ Kj«òö iû]ûeYZü @aòbq ùKûeû_êU @õPke MCWÿ
RûZòe cjòkûcûù^ Mûñ Mûñ aêfò _eRû ecYúcû^ue geúeùe PòZû KêùUA[û«òö
_eRûu @kuûe

@kuûe aò̂ û @û\òaûiúu Rúa^ùg÷kú iµKðùe @ûùfûP^û Keòaû @]êeû ùaûfò cù^ùjaö
_að_aðûYò, C›a, cùjû›aùe ì̂@û ù_ûhûK _eò]û^ Keò geúeùe aòbò̂ Ü _ûeµeòK @kuûe
_eò]û̂  Keò _eRû ecYúUòG Wweùe ùNeûG aêfò ^ @ûiòùf c^ @[d jêGö _eRû _êeêhcûù^
c]ý ùKùZK ò̂ŸðòÁ @kuûe _eò]û^ Keò[û«òö

_eRû cjòkû I _êeêhcûù^ aòbò̂ Ü _âKûe _ûeµeòK @kuûe _eò]û̂  Ke«òö @kuûeKê
aû\ ù\A RùY _eRû ecYúe ùiø¦~ðý a‰ð̂ û ò̂e[ðK bkò cù^ ùjaö _eRû R^RûZòe ùfûùK
]^ú ê̂jñ«ò iZý, cûZâ _êeêhUòG Zû’ ò̂R ù_âdiúKê @kuûe ù\aûùe ùjkû Keò ^[ûGö

_eRû cjòkûcûù^ iê̂ û bkò cìfýaû^ ]ûZêùe ò̂cðòZ @kuûe @ù_lû @^ý gÉû ]ûZê ò̂cðòZ
@kuûe _eò]û^ Keò[û«òö @û[ðòK @^U^ Gjûe _âcêL KûeYö _eRû R^RûZò ùMûÂú aòùghKeò
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eì_û, @ûfêcò̂ òdcþ, jßûAUþ ùcUûfþ, _ò©k, Z´û @û\ò ]ûZê ò̂cðòZ gÉû @kuûe ijòZ aòbò̂ Ü _âKûe
cûkò, `êf I `k ò̂cðòZ @kuûe _ò§òaûKê _i¦ Keò[û«òö ùKûeû_êUe _eRû ~êaZúcûù^ GK
Rwfú `k ‘UûA`k’e jûeKê _ûCñRò bkò _ò§ò[û«òö UûA`k ùjCQò GK Rwfú `kö GjûKê
Mec _ûYòùe iòùSA Leûùe gêùLAaû _ùe GjûKê iìZûùe Mê̂ Úò _ûCñRò _âÉêZ Keû~ûGö G[òeê @Zò
iêc]êe eêYêSêYê g± ò̂MðZ ùjûA[ûGö ùKùZK ùlZâùe _eRûcûù^ @ûfêcò̂ òdc Kò́ û Z´û
_Aiûùe ò̂cðòZ iêCKò jûe c]ý _eò]û^ Keò[û«òö

@Zò Kcþùe _eRû ]ûwWÿûUòG ]ûwòWÿúe RêWÿûùe KêùeA `êfe ù_ Ú̂ûUòG ùLûiòù\A
_ûeòùf ù_âc CQêkò _ùWÿö ùKûeû_êU @õPkùe aiaûi Keê[òaû iÚû^úd aYò@û I Nûiò@û iµâ\ûde
ùfûùK _eRûcû̂ u _ûAñ c^cêZûaK @kuûe MXÿò ù\A[û«òö Gùa iÚû^úd @õPkùe ùKùZK
G þ̂RòI iõiÚûcûù^ @û\òaûiúu _ûAñ @kuûe ò̂cðûY KeêQ«òö

a©ðcû^ ~êMùe _eRûcû^ue _ûeµeòK @kuûe aýajûeùe @ù^K _eòa©ð^
ù\Lûù\fûYòö _eRû cjòkûcûù^ iê̂ û I eì_û ò̂cðòZ @kuûe _eò]û^ KùfYòö

^aew_êe Ròfäûùe GcòZò \êAUò Mûñ ejòQò, ù~CñVûùe ùKak @û\òaûiúu @kuûe Zò@ûeò
Keû~ûA[ûGö ^aew_êe Ròfäûe _òfòKû I PêeûjûŠò Mûñe @û\òaûiúcûù^ @û\òaûiú @kuûe ò̂cðûY
Keò ù\gaòù\gùe _eòPd iéÁò KùfYòö ùicû^uê GK ò̂ŸðòÁ ùÊzûùiaú iõiÚû ùa÷hdòK _âgòlY
_â\û^ Keò[û«òö

_eRû cjòkûcûù^ cêLýZü Mkûùe, jûZùe, ùMûWÿùe, _û\ùe, @õUûùe, ^ûKùe,
Kû̂ ùe, _û\@ûwêkò, jûZ@ûwêkò I cêŠùe @kuûe _ò§ò[û«òö
_eRû ecYúe Mkû @kuûe (Neck Ornaments)

_eRû cjòkûcûù^ Mkûùe aòbò̂ Ü _âKûe jûe I ùP þ̂ (cûkò) bkò MjYû _ò§ò[û«òö jûeKê
ù_ùwû bûhûùe ‘jòKþWò’ Kêjû~ûC[òaûùaùk ùP þ̂ (cûkò)Kê ‘jûiþ’ Kj«òö _eRû ecYú Mkûùe
Pò_û MjYû _ò§òaûKê _i¦ Keò[ûGö ùicûù^ QûZò _~ðý« f´ò[òaû eûYújûe _ò§òaûKê _i¦ Keò
^[û«òö _eRû ecYú Mkûùe _eò]û^ Keê[òaû _âcêL MjYû c]ýùe Pò_þ cûkò, Mò̂ òcûkò, ùMûeò@ûcûkò,
]û̂ cûkò, ^û ê̂, KûfðûKûõUû, Pû_þieò, LMfû @û\ò @^ýZcö
Pò_þcûkò (Necklace): Gjò Mkû @kuûeUò ù\LòaûKê GK jûZNõUûe aýûŠþ bkòö @^ý iû]ûeY
aMðe cjòkûcûù^ aýajûe Keê[òaû Pò_ûjûe bkò Gjû ù\LòaûKêö _eRû ecYúe Mkûùe Gjò
jûeUò Pò_ò ùjûA ùgûbû _ûC[òaûeê GjûKê Pò_þcûkò Kêjû~ûGö Pò_þcûkò cêLýZü _ò©k ]ûZêùe ò̂còðZ
ùjûA[ûGö ùKùZK ùlZâùe iê̂ û I eì_ûùe c]ý Gjò @kuûe ò̂cðûY Keû~ûA[ûGö ùMûUòG
Pò_þcûkòùe _ûLû_ûLò 40eê 50Uò Pò_þ (Bead) iìZûùe Mê̂ Úû ~ûA[ûGö ùMûUòG Pò_þùe 4Uò ùfLûG
icû^ @ûKûee _Zkû _ûA_þKê ùiûfþWòõ Keò L¬û~ûA[ûGö _ûA_þùe [òaû KYû ù\A _âZò Pò_þKê
iìZûùe Mê̂ Úû~ûA[ûGö Gjû aûù\ ùMûUòG Pò_þ cûkòe ùK¦â bûMùe ùMûUòG ùfLûG @ûKhðYúd
fùKUþ Sêfê[ûGö fùKUþKê ù_ùwû bûhûùe ‘_\þKû’ Kj«òö
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Mò̂ òcûkò (Necklace): _eRû ecYúcûù^ G ]eYe cûkòKê ajêk bûùa aýajûe Keò[û«òö Gjû
ù\LòaûKê iû]ûeY cûkò bkòö ùQûU ùQûU Qò\â~êq Mò̂ ò I cûkò (Bead)Kê Kâcû ß̂dùe iìZûùe Mê̂ Úû
~ûA[ûGö _â[ùc ùMûUòG Mò̂ ò I Zû’_ùe \êAUò ùfLûG cûkò, Zû’ _ùe _êYò ùMûUòG Mò̂ ò I \êAUò
cûkò Mê̂ Úû~ûA[ûGö ùMûUòG cûkòùe _âûd 40eê 50Uò Mò̂ ò ejê[òaûùaùk 80eê 100Uò cûkò
aýajûe Keû~ûA[ûGö G cûkòùe aò fùKUþ aû ‘_\þKû’ aýajûe Keû~ûA[ûGö G cûkòKê Cbd
_eRû ~êaK I ~êaZúcûù^ _eò]û^ Keò[û«òö cêLýZü _ò©k, Z´û I iê̂ ûùe Gjò cûkò ò̂cðûY
Keû~ûA[ûGö
ùMûeò@ûcûkò (Necklace): Gjò cûkòUò iû]ûeY ùP þ̂ bkòö G[òùe @ù^K ùMûeò@û (Bead)Kê
iìZûùe Mê̂ Úû ~ûA[ûGö ùMûUòG cûkòùe \êAgjeê Zò̂ ò gj ùMûeò@û Mê̂ Úû~ûA[ûGö Gjûe ùK¦â
bûMùe c]ý GK fùKUþ (_\þKû) L¬û ~ûA[ûGö Cbd _eRû _êeêh I cjòkûcûù^ G cûkò
_ò§ò[û«òö _ò©k I Z´û ]ûZêùe G cûkò _âÉêZ Keû~ûA[ûGö Gùa Gùa ]^ú _eRûcûù^ iê̂ ûùe
ò̂cðòZ ùMûeò@û cûkò aýajûe KùfYòö

]û^cûkò (Necklace): ]û^cûkòe MXÿY UòùK ò̂@ûeû I iìlàö _ò©k I iê̂ ûùe Gjû Zò@ûeò
ùjûA[ûGö G[òùe _ò©ke ùMûeò@û ijòZ ]û̂ (Bead)e iìlà KûeêKû~ðý ùjûA[ûGö _ò©kùe ]û^
@ûKéZòe ùQûU ùQûU dê̂ òUþ _âÉêZ Keû~ûA ùMûeò@û ij ùiûfþWòõ Keû~ûA cûkò _âÉêZ Keû~ûGö
ùMûUòG ]û^cûkòùe 150eê 200 ]û^ iìZûùe Mê̂ Úû~ûA[ûGö G cûkòKê Cbd _êeêh I cjòkûcûù^
_eò]û^ Keò[û«òö
iêCKòie(Necklace): Gjû jûe _~ðýûde Mkû @kuûeö Kâcû ß̂dùe ùMûUòG ùMûUòG ùMûeò@û
(Bead) @ûC iêCKò (Coin)Kê iìZûùe Mê̂ Úû~ûA jûe _âÉêZ Keû~ûGö iêCKòiaê @ûfêcò̂ òdc Kò́ û
Z´û ]ûZêùe ò̂cðòZ ùjûA[ûGö ùMûUòG iêCKòieùe 10eê 15Uò iêCKò I 10eê 15Uò ùMûeò@û
Kâcû ß̂dùe Mê̂ Úû ~ûA[ûGö
ùaf_Zâú cûkò (Necklace): Gjò Mkû @kuûeUò @û]ê̂ òK _eRû icûRùe Gùa Gùa _âPkòZ
ùjûAQòö Gùa ù\gaòù\gùe @û\òaûiú @kuûe bûùa ùaf_Zâú cûkòe ùfûK_âòdZû @]òK ejòQòö
_ò©kùe ùaf_Zâ @ûKûee dê̂ òUþiaê Zò@ûeò Keû~ûA iìZûùe Mê̂ Úû~ûA[ûGö Gjû ù\LòaûKê @]òK
@ûKhðYúdö ùcûUû KkûiìZûùe Giaê ùaf_ZâKê Mê̂ Úû~ûA[ûGö
^û^ê (Necklace): Gjò MkûjûeUò ù\LòaûKê jûZNõUûe `òZû bkòö _Zkû ZûeKê MêùWÿA MêùWÿA
`òZû bkò Keû~ûA[ûGö Gjò @kuûeUò Mkûùe _Uò bkò Pò_ò ùjûA eùjö _eRû cjòkûcûù^
Gjòbkò Mkûjûe _ò§òaûKê @]òK _i¦ Keò[û«òö G[òùe c]ý fùKUþ (_\þKû) Sêfò[ûGö
KfðûKõUû (Necklace): Gjò Mkû @kuûeUò ù\LòaûKê Lêaþ @ûKhðYúdö Gjò Mkûjûeùe iìZûùe
Mê̂ Úû~ûA[òaû dê̂ òUþ (Bead)MêWÿòK ù\LòaûKê ùMûUòG ùMûUòG W´eê @ûKéZòe ùjûA[ûGö Giaê
dê̂ òUþMêWÿòKê KfðûKõUû Kêjû~ûGö ùMûUòG Mkûjûeùe _ûLû_ûLò 120eê 150Uò KfðûKõUû iìZûùe
Mê̂ Úû~ûA[ûGö KfðûKõUû _ò©k, Z´û I iê̂ û ]ûZêùe ò̂cðòZ ùjûA[ûGö
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Pû_þieò(Necklace): Gjû aò GK _âKûe Mkûjûe I ù\LòaûKê jûZNõUûe `òZû bkòö Gjûe _âZòUò
dê̂ òUþ (Bead)Kê Pû_þieò Kj«òö Pû_þieòMêWÿòK @ûdZN^ûKûe I ù\LòaûKê iê̂ û aòÄêUþ bkòö
ùMûUòG @ûdZûKûe _ò©k ù_äUþ C_ùe _ò©k ZûeKê SùkA Keû~ûA[ûGö _âZò Pû_þieòùe iìZû
_ìùeAaû _ûAñ M©ð [ûGö ùMûUòG jûeùe _âûd 120Uòeê 150 _~ðý« Pû_þieò Mê̂ Úû ~ûA[ûGö
Gjò jûeUò Mkûùe Pò_ò ùjûA ejò[ûGö _ò©k, Z´û Kò́ û iê̂ ûùe Gjò Mkûjûe ò̂cðûY Keû~ûA[ûGö
LMfû (Necklace): Gjû aò GK Mkûjûeö eì_ûe ùcûUû Zûeùe Gjû ò̂cðòZ ùjûA[ûGö Gjû
ù\LòaûKê _û\ Kò́ û aûjêe akû bkòö ùaKùe Pû_ò ùjûA ejò[ûGö _eRû cjòkûcûù^ ùaùkùaùk
_ûõPeê \gUò LMfû GK iwùe ùaKùe _ò§ò[û«òö
_eRû ecYúe Kû^ @kuûe (Ear Ornaments)

_eRû ecYú Kû̂ ùe _eò]û̂  Keê[òaû @kuûeKê ‘MêUê’ Kj«òö _eRû cjòkûUòG geúee
@^ý ùKCñ @wùe MjYû _ò§ê Kò ^ _ò§ê, Kû^ Gaõ ^ûKùe ò̂½d KòQò ^û KòQò MjYû _ò§òaû [dö
_eRû ~êaZú Kû^Kê ùKùa aò aò̂ û MjYûùe eLòaûKê _i¦ Kùe ò̂ö _eRû cjòkûcûù^ Kû^ _ûAñ
aòbò̂ Ü _âKûee @kuûe aýajûe Keò[û«òö ùiiaê K‰ð @kuûe ùjùf- aû¦ò@û, ^ûMêfþ, Rûfò̀ êf,
`êfò, SòKû, fêfò, L¬û, Sêµò _âcêLö
aû¦ò@û(Earring): _eRû cjòkûcûù^ aýajûe Keê[òaû GK _âcêL K‰ð @kuûe ùjCQò aû¦ò@ûö
Gjû ù\LòaûKê iû]ûeY Kû^ eòwþ bkòö \êAUò _ò©k Kò́ û iê̂ ûe ZûeKê ùcûWÿò ùMûfþ eòwþ _âÉêZ
Keû~ûGö _eRû _êeêhcûù^ c]ý aû¦ò@û aýajûe Keò[û«òö
^ûMêfþ(Earring): Gjò K‰ð @kuûeUò ù\LòaûKê ^ûMiû_ bkòö _ò©k Kò́ û iê̂ ûùe GjûKê ò̂cðûY
Keû~ûA[ûGö ^ûMiû_e c[ûùe jêKþUòG fûMò[ûGö Gjò jêKþ ijûdZûùe _eRû cjòkûUò Kû^ùe
_ò§ò[ûGö G[ò_ûAñ _eRû cjòkûUò _ìaðeê Kû^ ù`ûùWÿA[òaû Reêeúö
Rûfò̀ êfò(Earring): iìlà KûeêKû~ðý_ì‰ð Gjò K‰ð @kuûeUò ù\LòaûKê @Zò @ûKhðYúdö Gjû ù\LòaûKê
RjÜò̀ êf @ûKéZòeö Gjû GK _âKûe Kû̂ `êf Gaõ Gjûe _âZòUò _ûLêWÿûùe _[e aiûY ùjûA[ûGö
iê̂ û I _ò©k ]ûZêùe Gjò MjYûUò ò̂cðûY Keû~ûA[ûGö `êf ijòZ GK ^ûWÿ fûMò[ûGö _Q_ùU
GK ù_õP fûMò[ûGö
ZûcûUêf (Earring): Gjû GK iû]ûeY Kû^ ềf bkò @Zò iìlà KûeêKû~ðý_ì‰ðö GK ùMûfûKûe ù_äUþ
C_ùe aé©ûKûe _eò]ò c]ýùe ùQûU ùQûU eòcþ L¬û~ûA Zûjûeò c]ýùe @Zò ùQûU ùQûU afþ
L_û ~ûA[ûGö ù_äUþ C_ùe eòcþ I afþùiUþMêWÿòKê SùkA Keû~ûA ZûcûUêf _âÉêZ Keû~ûGö
G[òùe GK ̂ ûWÿ fûMò[ûG Gaõ _Q_ùU ù_õP \ò@û~ûA[ûGö Gjò @kuûe _ûAñ iê̂ û I _ò©k]ûZêe
@ûagýK _Wÿò[ûGö Cbd _eRû ~êaK I ~êaZúcûù^ Kû̂ ùe ZûcûUêf _ò§ò[û«òö
`êfò(Earring): Gjû aò GK _âKûe Kû^ ềfö Gjûe ò̂cðûY ùKøgk @Zò ijRö QûõP C_ùe GK
_ò©k Pû\eKê eLò _òUòù\ùf Gjò @ûKéZòe Kû^ ềf _âÉêZ ùjûA~ûGö `êfò ù\LòaûKê UMe`êf bkò
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Gaõ G[òùe ^ûWÿ I ù_õP fûMò[ûGö
SòKû(Earring): _eRû cjòkûcûù^ _ò§ê[òaû K‰ð @kuûe c]ýùe SòKû ù\LòaûKê bûeú @ûKhðYúdö
@ûRòKûfò iòù^cû I `ýûg^ gòÌùe Gjò MjYûKê ùagò cûZâûùe aýajûe Keû~ûC[òaû ù\LòaûKê còùkö
Gjû ù\LòaûKê Seû bkòö GjûKê Kû̂ ùe MêùWÿA _ò§û~ûA[ûGö Gjûe aòbò̂ Ü @ûKûe ejòQòö ùMûUòG
_Zkû I f´û _ò©k _ûZò@û C_ùe _ûõPeê @ûVUò ̀ êf aiû~ûA[ûGö Giaê ̀ êfùe _[e aiû~ûA[ûGö
_âZò ềfe dê̂ òUþKê ùMûUòG ùfLû ‘eûaû’ Kêjû~ûGö ùMûUòG `êfùe _ûõPUò eûaû aiò[ûGö
fêfò(Earring): Gjû aû¦ò@û bkò GK Kû^ eòwþ, cûZâ aû¦ò@ûVûeê @ûKûeùe ùQûUö @û\òaûiú
_êeêhcûù^ Kû̂ ùe fêfò _ò§ò[û«òö GjûKê ùKak ùMûUòG _ò©k Kò́ û iê̂ û Zûeeê _âÉêZ Keû~ûA[ûGö
L¬û(Earring): Gjû GK _âKûe Kû^ eòwþö Gjû aû¦ò@û bkòö cûZâ @ûKûeùe aWÿö _eRû
~êaZúcûù^ Kû̂ ùe L¬û _ò§òaûKê @]òK _i¦ Keò[û«òö Gjûe @ûKûe aWÿ ùjûA[òaûeê Kû^ùe
Sêfò[òaûùaùk Lêaþ cù^ûec \ògò[ûGö _ò©k Kò́ û iê̂ û ]ûZêùe GjûKê ò̂cðûY Keû~ûA[ûGö
_eRû ecYúe ^ûK @kuûe (Nose Ornaments)

_eRû ^ûeúcûù^ ^ûKùe aýajûe Keê[òaû @kuûeKê ‘cê\âû’ Kj«òö Kû̂  bkò ^ûKKê
MjYûgì̂ ý KeòaûKê _eRû ^ûeúcûù^ ùKùa Pûjû«ò ^ûjóö _eRû ^ûeúcûù^ ^ûKùe aòbò̂ Ü _âKûe
MjYû _ò§ò[û«òö ùiMêWÿòK ùjùf- ùaiþeò, fawKXÿú, Sêµò, MêYû, cûeû\Šò, ùZ«êkò_Zeò@û \Šò, ̂ [êö
ùaiþeò(Nose Ring): Gjû GK ^ûK ềf RûZúd @kuûeö ù\LòaûKê GK `êf bkòö G[òùe GK
^ûWÿ I ù_õP fûMò[ûGö _eRû cjòkûcûù^ ùaiþeò aýajûe Keò[û«òö _òZk I iê̂ û ]ûZêùe ùaiþeò
ò̂cðûY Keû~ûA[ûGö

fawKXÿú(Nose Ring): Gjû aò GK ^ûgû @kuûeö fawKXÿòKê _eRû ~êaZúuVûeê @ûe¸ Keò
aé¡ûcûù^ _eò]û^ Ke«òö Gjû ù\LòaûKê faw`êf bkòö G[òùe ^ûWÿ I ù_õP fûMò[ûGö _ò©k
I iê̂ û ]ûZêùe Gjû ò̂cðòZ ùjûA[ûGö
Sêµò(Nose Ring): Gjû ù\LòaûKê Kû^ù_Šò bkòö cûZâ Gjû GK ^ûK ềfö ùLûfû QZû @ûKéZòe
Gjò ̂ ûK`êfUò \êA ̂ ûK_êWÿûe c]ý bûMùe SêfòKeò eùjö _eRû cjòkûcûù^ G ]eYe ̂ ûK`êfKê
ajêk bûùa aýajûe Keò[û«òö iê̂ û I _ò©k ]ûZêùe G ^ûK`êf ò̂cðûY Keû~ûA[ûGö
MêYû(Nose Ring): Gjû ù\LòaûKê ùaiþeò bkòö cûZâ Gjûe c]ý bûMùe GK jõi aiò[ûGö
jõiUòe PûeòKùWÿ ùQûU ùQûU ùMûfûKéZò cûkò (eûaû) L¬û~ûA[ûGö
cûeû\Šò(Nose Ring): _eRû ^ûeúcûù^ ^ûKùe aýajûe Keê[òaû @kuûe c]ýeê cûeû\ŠòUò
ùagþ @ûKhðYúd fûMò[ûGö ^ûKe \êA_êWÿûe c]ý bûMùe Gjû Sêfò ejò[ûGö \Šò ùgâYúe ù~ùZ
^ûK @kuûeiaê \êA ^ûK_êWÿûe cSòùe Sêfò eùjö Gjûe @ûKûe ù\LòaûKê @¡ð P¦âûKéZòeö Gjûe
_ûgßðùe ùKû̂ þ @ûKûee ùQûUùQûU eûaû L¬û~ûA[ûGö
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ùZ«êkò _Zeò@û \Šò(Nose Ring): Gjû ù\LòaûKê cûeû\Šò bkòö cûZâ G[òùe ùZ«êkò_Zâ @ûKéZòe
ùQûU ùQûU eûaû L¬û ~ûA[ûGö cûeû\Šò @ù_lû Gjû ù\LòaûKê @Zò c^ùfûbûö Gjû \êA
^ûK_êWÿûe cSòùe SêfòKeò eùjö
^[ê(Nose Ring): Gjû c]ý GK \Šò RûZúd ^ûgû @kuûeö cûZâ GjûKê \êA ^ûK_êWÿûe cSòùe
_ò§û ^~ûA ^ûKe _ûgßðùe _ò§û~ûGö G[òùe GK ^ûWÿ I ù_õP fûMò[ûGö
_eRû ^ûeú I _êeêhue jûZ @kuûe (Hand Ornaments)

Cbd _eRû ^ûeú I _êeêhcûù^ jûZùe aòbò̂ Ü _âKûe @kuûe _ò§òaûKê _i¦ Keò[û«òö
cjòkû I _êeêhcûù^ jûZe cYòa§ùe aòbò̂ Ü _âKûe PêWÿò, aû@ûñUû (aûjêUò), akû, LWê, jûZùP þ̂
@û\ò _eò]û^ Keò[û«òö
LWê(Bracelet): Cbd _eRû ^ûeú I _êeêhcûù^ jûZe cYòa§ùe LWê _eò]û̂  Keò[û«òö _ò©k
Kò́ û jßûAUþ ùcUûfùe G @kuûe ò̂cðòZ ùjûA[ûGö Gjû ùMûfûKéZòe Gaõ Gjûe cêjñ PêWÿò bkò
iµì‰ð a¦ ^ ùjûA ùMûUòG cêŠùe jêKþ Gaõ @^ý cêŠùe jêKþ _gòfû bkò GK lê\â KêŠkú [ûGö
PêWÿò(Bangles): @ûRòKûfò _eRû cjòkûcûù^ KûP ò̂cðòZ aòbò̂ Ü _âKûe PêWÿò _eò]û^ KùfYòö Giaê
PêWÿò ò̂KUiÚ jûUaRûeùe C_faþ] ùjCQòö aòùghKeò _að_aðûYò, cùŠA, _eaþ, cûfýa«
C›a, PAZò _eaþ icdùe _eRû ^ûeúcûù^ G KûP PêWÿò (_ûYòPêWÿò) KòYò[û«òö
aû@ûñUû(Armlets): aû@ûñUû (aûjêUò) ù\LòaûKê ùMûfûKéZòe Gaõ @ûKûeùe ajêZ aWÿ I ùcûUûö
Gjûe \êA cêŠ a¦ [ûGö GjûKê _eRû ^ûeúcûù^ aûjêùe _ò§ò[û«òö
jûZùP þ̂: jûZùP þ̂ ùKak _êeêhcûù^ jûZe cYòa§ùe _ò§ò[û«òö
_eRû ^ûeú I _êeêhue _û\ @kuûe (Leg Ornaments)

_eRû ^ûeúcûù^ _û\Kê aòbò̂ Ü @kuûeùe iùRAaûKê _i¦ Keò[û«òö _eRû ^ûeúcû̂ u
bkò _êeêhcûù^ c]ý _û\ùe ùKùZ _âKûe @kuûe _eò]û^ Ke«òö _eRû ^ûeúcûù^ aWÿ aWÿ
ùMûfûKéZò _û\akû _û\ùe _ò§«òö GjûaýZúZ ùMûWÿ @wêkòùe SêõUò@û aýajûe Ke«òö _eRû
^ûeúcûù^ _û\ùe _ûCñRò Gaõ _û\LWê (_GñWò) _ò§«òö _ûCñRòKê ù_ùwû bûhûùe ‘_û¬êeê’ Gaõ
_û\LWêKê ‘_GñWò’ Kj«òö
_û\LWê (_GñWò)(Anklets): _û\LWê (_GñWò) ùjCQò eì_û Kò́ û jßûAUþ ùcUûfùe ò̂cðòZ _û\LWêö
Gjûe @ûKûe ajêZ aWÿ I ùcûUûö Gjûe @ûKûe ùMûfþ Gaõ iûcû^ý aKâ ùjûA[ûGö Gjû ajêZ
IR ò̂@û ùjûA[òaûeê G[òùe @]òK ]ûZê aýajûe ùjûA[ûGö jùk _GñWòe IR^ _ûLû_ûLò @]û
Kòùfû _~ðý« ùjûA[ûGö
_û¬êeê(Anklets): _eRû cjòkûcûù^ _û\ùe eì_ûe _ûCñRò aýajûe Keò[û«òö Gjû ùMûfûKéZò
ùP þ̂ bkòö GjûKê _û\ùe _ò§û~ûA[ûGö _eRû ̂ ûeúcûù^ aòbò̂ Ü @ûKéZòe _ûCñRò aýajûe Keò[û«òö
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Pò_þ̂ û(Hair Pin): cêŠKõUûKê ù_ùwû bûhûùe Pò_þ̂ û Kj«òö cêŠe ùKg I RêWÿûKê aû§ò eLòaûùe
Pò_þ^û ijûdK ùjûA[ûGö Gjû _eRû cjòkûue GK _ûeµeòK cêŠKõUûö Pò_þ̂ û ù\LòaûKê
ùLûfûQZû @ûKéZòeö @ûC ùKùZK Pò_þ̂ û ù\LòaûKê QZòKõUû bkòö
jûZ I _û\ @ûwêkò cê\ò(Finger and Toe Rings): _eRû ~êaZúcûù^ jûZ I _û\ @ûwêkòùe
aòbò̂ Ü _âKûee cê\ò _ò§ò[û«òö ù_ùwû bûhûùe jûZ cê\òKê ‘IZêi’ Kêjû~ûC[òaûùaùk _û\ cê\òKê
‘SêõUò@û’ Kj«òö Giaê cê\ò iê̂ û, eì_û, _ò©k Kò́ û Z´û ]ûZêùe ò̂cðûY Keû~ûA[ûGö
@õUûiìZû(Waist Band): _eRû cjòkûcûù^ @õUûùe _ûeµeòK @õUû iìZû _ò§òaûKê _i¦ Keò[û«òö
@õUûiìZûKê ù_ùwû bûhûùe ‘ùcwþùWûeþ’ Kj«òö Giaê @õUû iìZû eê_û Kò́ û jßûAUþ ùcUûfùe
ò̂cðòZ ùjûA[ûGö Gjû ù\LòaûKê GK `òZû bkòö eì_ûe _Zkû P\eùe GjûKê _âÉêZ Keû~ûA[ûGö

Gjûe ùMûUòG cêŠùe jêKþ [ûG Gaõ @^ý cêŠùe `gû [ûGö jêKþKê `gûùe _ìùeA @õUûùe
_ò§û~ûGö _eRû cjòkûcûù^ @õUûùe ùMûUòG @õUû iìZû _ò§«òö ùaùkùaùk _eRû ^ûeúcûù^
@õUûùe GKû]òK @õUû iìZû _eò]û^ Keò[û«òö aYò@û Kò́ û Nûiò@ûcûù^ _eRû Mûñcû̂ uê aêfò ~û@û«ò
Gaõ aòbò̂ Ü @kuûee @Wðe ù^A KòQò\ò̂  _ùe ù~ûùMA[û«òö
C_iõjûe

ùMûÂú Rúa^ ùjCQò _eRûcû^u i`k Rúa^ aõPòaûe @û]ûeö _eRûcûù^ ùMûÂúMZ
bûùa GKûVò còkòcògò Rúa^Kê C_ùbûM Ke«òö Mâûce iûõÄéZòK I iûcûRòK C›a, _að_aðûYòcû^uùe
_eRû _êeêh I cjòkûcûù^ GKZâòZ ùjûA iêL \êüL aûõUò[û«òö _að_aðûYò @ûiòùf _eRû ecYú,
]ûwòWÿúcûù^ ̂ ì@û fêMû _ò§ò geúeKê aòbò̂ Ü @kuûeùe iùRAaûùe fûMò _Wÿ«òö @ûRòe @û]ê̂ òKZûe
_âbûaùe ùjC Kò́ û @_iõÄéZòe _âbûaùe _eRûcû̂ u ùMûÂú Rúa^ ^KeûZàK bûùa _âbûaòZ
ùjûAQòö @ûRò _eRûcûù^ ùKøYiò iûõÄéZòK Gaõ iûcûRòK Kû~ðýKâcùe GKûVò ùjaûKê @ûMâj _âKûg
Keê ^[òaû ù\LòaûKê còkêQòö _eRû ^ûeúcûù^ I ]ûwòWÿúcûù^ _ûeµeòK @kuûeKê _êeêYûKûkò@û
Kjò ùiiaêKê _eò]û^ KeòaûKê KêŒû _âKûg Keê[òaûe ù\LòaûKê còkòfûYòö ~ûjû `kùe @ù^K
_ûeµeòK @û\òaûiú @kuûe @ûRò ùicû^u _âiû]^ I géwûe aýaiÚûeê jUò~òaûKê aiòfûYòö
@ûRòKûfò _eRû ^ûeúcûù^ aûjêùe Gaõ ùMûWÿùe aû@ûñUû, _û\LWê, @õUû iìZû _ò§òaûKê _i¦
Keê̂ ûjû«òö Mkûùe _ûeµeòK iêCKò jûe ùjC Kò ^ûKùe Sêµò, ùaiþeò _ò§òaûKê C›ûj _âKûg
Keê̂ ûjû«òö Gjû `kùe @ù^K _ûeµeòK @û\òaûiú @kuûe Gùa AZòjûi ùjûAMfûYòö Giaê
_ûeµeòK @û\òaûiú @kuûee _ê̂ eê¡ûe ijòZ Gjûe _ê̂ ü _âPk^ Keòaû Gùa icÉu _ûAñ GK
@ûjßû̂  _ûfUòQòö @^ý_ùU @û\òaûiúue G _ûeµeòK @kuûee aòKâòaUû _ûAñ C_~êq aRûe iéÁò
Keòaû iûwKê Gjûe ajêk _âPûe, _âiûe I aòmû_^ c]ý Reêeú @ùUö @û\òaûiúu _ûeµeòK
@kuûeKê _ê̂ ü ùfûK_âòd KeûAaû \òMùe Cbd ieKûeú Gaõ ùaieKûeú Éeùe _\ùl_
ò̂@û~òaû CPòZþö
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@û\òc aŠû R^RûZòu @ûbìhY Kkû :
GK iûõÄéZòK I icûRZûZßòK @ ê̂gúk^

                                                                       eûùR¦â _ûXú*

iûeûõg

@û\òaûiúcûù^ @Zý« ùiø¦~ðý _ò_ûiê I Kkû_âaY cYòh û Gcûù^ @_eì_ _âKéZòK
iêhcûùaÁòZ akd c¤ùe aiaûi Keò @ûiê[ôaûeê _âKéZòKê ù~_eò C_ùbûM Ke«ò ùijò_eò _âKéZò
@û]ûeòZ ò̂R ùagbìhû,_ìRû _ûaðY I Kkû™K @bòeêPò ij RW I Rúa _âKéZò ò̂dªòZ I iêMVòZ
Rúa^ RòAñ[û«ò  û

@û\òaûiú iõÄéZòe GK akòÂ aòba ùjCQò Gcû^u Kkû KûeòMeú  û Gcû̂ K Rúa^Kê
iei I iê¦e Keò @ûiò[ôaû Gjò Kkû c¤ùe aÉê Kkû, C_ù~ûMú Kkû, _â\gð̂ gúk Kkû I @ûbìhY
Kkû _âbéZòùe ißKúd ùcøkòKZû I Kkû_âaYZû ò̂jòZ  û Gjò Kkû KûeòMeúùe ùMûUòG @û\òaûiú
ùMûÂúe _âRûZòMZ _eòPòZò (Ethnic Identity) aò\ýcû^  û IWògûe 64 _âKûee @û\òaûiú iõ_â\ûdu
c¤ùe ù~Cñ 13 ùMûUò @û\òaûiú ùMûÂúuê @Zò @û\òc Z[û aòùgh @ ê̂̂ ÜZ ùMûÂúe R^RûZò
(PVTG) bûùa ieKûeú cû^ýZû còkòQò, ùicû^u c¤ùe cûfKû^Mòeò Ròfäûe LAe_êU aäKùe
aûi Keê[ôaû @û\òc aŠû R^RûZò @^ýZc  û Gcû^u ù\÷̂ ¦ò̂  Rúa^P~ðýûùe aÈ, @kuûe,
ùagbìhû @û\ò @ûbìhY Kkû ißZª I ùa÷PòZâýcŠòZ û Gcû^u aÈ _eò]û̂  I @kuûe _eò]û^ùe
@û\òc ibýZûe ù~ZòKò iõùKZ aò\ýcû̂  Zù©û]ôK ejòQò G iaêe iûcûRòK, ]cðúd I iûõÄéZòK
C_ûù\dZû  û _âÉêZ _âa§ùe Gjò @û\òc aŠû R^RûZòu aòek @ûbìhY Kkûe _âcêL aòba- ùag
bìhû I @kuûe iµKðùe GK iûõÄéZòK I icûRZûZßòK @ ê̂gúk^e _âdûi Keû~ûAQòö

 cûfKû^Mòeò Ròfäûe LAe_êU aäKe aûeRwe _ûjûW C_ùe I _û\ ù\gùe 33 Uò
Mâûcùe aûi Keê[ôaû @û\òc aŠûcûù^ @Zò @û\òc R^RûZò bûùa _eòMYòZ û iÚû^úd ù\gò@û
bûhûùe ’aŠû’ Kjòùf ùLûfû, ùcfû I fwkû û Kò«ê,Gjò R^RûZò ißÌ aÈ LùŠ _eò]û^
Keê[ôaûeê Gcû^uê ‘aŠû’ ^ûcùe ^ûcòZ Keû~ûA[ôaû @^êcòZ û aûÉaùe Gcûù^ ^òRKê

* @û\òaûiú MùahYû c*, iû/ù_û- Kê¦êeû, bûdû –R~_êe, Ròfäû- ùKûeû_êU -764002 (IWògû)
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‘ùeùcû’ (cYòh) ùaûfò Kjò[û«ò û Gcû^u K[ôZ bûhû “ùecgýûc’ ~ûjûKò, @ûùÁâû -Giò@ûWþ
_eòaûee @«bðêq û Gjò bûhûe ißZª fò_ò ^ [ôaûeê Gcû^u MúZ, KûjûYú, cò[, XM Xcûkò
_âbêZò ùcøLôK _eµeûùe MZògúk I iõRúaòZ û 2011 R^MY^û @ ê̂~ûdú IWògûùe aŠûcû^u
R^iõLýû 12,231ùjûA [ôaûùaùk ùKak @aòbq ùKûeû_êU Ròfäûùe Gcû^u iõLýû
11,863 RY û Rûwòeò _ûjûW iõfMÜ aŠû _ûjûW NûUòùe ejê[ôaû aŠû bûA bCYúcûù^ C_e
aŠû I _ûjûW Zùk aûi Keê[ôaûeê Zk aŠû bûùa _eòPòZ û _ûjûW C_ùe cê\êfò_Wû I
@ûŠâûjûf _õPûdZùe aûi Keê[ôaû aŠû ùfûKu @ù_lû _ûjûW Zùk eûR_[ KWùe ejò[ôaû
eûiùaWû _õPûdZùe aûi Keê[ôaû Zk aŠû ùfûKcûù^ aûjûe ùfûKu iõÆgðùe @ûiê[ôaûeê
Gcû^u Pûfò PkYò I ùagbìhû _âbïZò Kâcgü \îZ _eòa©ð̂  NUò[ôaû _eòflòZ ùjûA [ûG û Gjò
@û\òc R^RûZòu _âRûZòMZ _eòPd (Ethenic Identity) ~[û: Gcû^u ùagbìhû é̂ZýMúZ,
bûhû, ùcøLôK _eµeû _âbéZò @ûRò @û]ê̂ òKZûe _âbûa I Pû_ùe ù~Cñ cûZâûùe _eòa©ð̂  ùjûA
PûfòQò, Zûjû baòhýZùe ùMûUòG @û\òc R^RûZòu GK M¸úe _eòPd iuU bûùa cêŠ
ùUKòaûe i¸ûa^û ejòQò ùaûfò Kjòùf @Zýêqò ùja ^ûjñò û

aŠû iõ_â\ûd @Zý« ißûbòcû^ú I elYgúk R^RûZò û ^òR cûUò I cYòhuê Gcûù^
_âûYbeò bf _ûA[û«ò û ^òRe CKôU \ûeò\âý iù©ß Gcûù^ ^òR @õPkKê iaêVê CKôéÁ iÚû^
bûùa cù^ Keò[û«ò û “Gcû^u aûiMéj, ù_ûhûK _eòz\, ù\÷^¦ò^ aýajéZ aòbò^Ü
C_KeY MêWòKùe aûÉê Kkûe iê¦e _âùdûMeê Gcû^u Kkû KêgkZûe _eòPd còkò
[ûG”ö (_ûXú -2016,_é-38) ùagbìhû I PûfòPkYòùe @û\òc ibýZûe iõùKZ aò\ýcû^ö
Gcû^ue iß_âRûZòMZ ißZª ùagbìhû ùjZê Gcûù^ @û\òc aŠû R^RûZò bûùa ijRùe
aûeò ùjûA _W«ò û Gcûù^ _âKéZò\© Kkû_âaY cYòh I Kkû I Rúa^ @û\òaûiú cYòh
ijòZ lúe ^úe _eò iõ_Kð û “~\ò ùKûYiò aòhd @û\òc @]ôaûiúcû^ue iõÄéZò @\ýûa]ô
Rúa« ejò _ûeòQò, ùZùa Zûjû ùjCQò ùicû^ue akòÂ Kkûùaû] I ^éZý, iwúZ, PòZâ
bûÄ~ðý , iÚû_Zý I ̂ û^û _âKûee aýajûe Z[û @ûkuûeòK \âaý c¤ùe ùa÷gòÁý iê_eòÆêUö”
(eûCZeûd-1981, _é-167) aŠû icûRùe Cbd _êeêh I cjòkûu Kkû_âaYZû
ejòQòö aŠûcûù^ @kuûe _âòd ùjùf ùjñ Gcû^u cjòkûcûù^ ^òR ùiø¦~ðýùaû]e
_eò_âKûg ^òcù« @]ôK @kuûùe i{òZ ùjûA[û«ò û _ìùað Gcû^ue iaê @kuûe cògò _âûd
10 Kò:Mâû eê 15 Kò:Mâû _~ðý« ùjûA[ûG û iµâZò Gjû Kcò Kcò @ûiò 2-3 Kò:Mâû ùe
_jõPòfûYò û Gcû^u @ûbìhY Kkûe \êA _âcêL @w ùjCQò : _ûeµeòK aÈ I @kuûe I
~ûjûKò, Gcû^ue _âRûZòMZ _eòPd û Gcû^u ^òRÊ mû^ ùKøgkùe ùR÷aòK _¡Zòùe
aêYû ~ûA[ôaû ùQûUò@û _ûeµeòK aÈKê ‘eòwû’ Kjò[û«ò û Gjû MQe Z«ê I K_û iìZûùe



- 164 -

Banaja 2026

_ûeµeòK mû^ ùKøgkùe ^òRÊ Z« I ùR÷aòK ewù\A aêYû~ûA[ûG û
 eòwû (aŠû cYòhu aÈ) : Gcû^u aÈ aêYòaû I _ò§òaû iµKðùe ùKùZK ùfûK K[û I
cò[þ _âPkòZ û

 _â[c ùfûKK[ûUò ùjfû @Zò _âûPú^ Kûkùe aŠûcûù^ CfMÜ ùjûA ejê[ôùf û ùiKûkùe
Gcûù^ aÈ iµKðùe @mûZ [ôùf û \òù^ aŠû ecYúUò Ne Kû~ðýùe aýÉ [ôaû ùaùk cjû_âbêu
Èú NeKê @ûiò ò̂@ûñ cûMòùf û cjû_âbêu Èúuê ù\Lô aŠû Èú ùfûKUò fûùRA Mfû I aûc jûZùe
ò̂R Mê̄ ûwKê ùNûWûA WûjûY jûZùe ò̂@ûñ ù\fû û Gjû ù\Lô VûKêeûYúu c^ùe \dû ùjfû I ùi
ò̂ùR _ò§ò[ôaû gûXúeê LùŠ KûUò ZûKê _ò§òaûKê ù\ùf û ùijò\ò̂ Vûeê aŠû ùfûKcûù^ GK ùQûUò@û

aÈ _eò]û^ Keò f{ýû ò̂aûeY Kùf û
\ßòZúd ùfûK K[ûùe a‰ðòZ @Qò ù~ @û\òaûiú aûe bûAu c¤ùe aŠû aW bûA û \òù^

icÉ bûA ùaõU KeòaûKê RwfKê ~ûA[ôùf û ùiùZùaùk aŠû ÈúùfûKUò ‘Kòwê aêWû^þ’
(cê\êfò_Wûe iúZû KêŠ )Kê _ûYò @ûYòaûKê ~ûA[ôùf û iúZû VûKêeûYú ùiVûùe Mûù]ûD[ôùf û
ùi _ò§ò[ôaû iòfKþ gûXú iì~ðý KòeYùe PKþ PKþ Keê[ôfû û Mûù]ûAaû ùaùk gûXúUò bòRò ~ûA
Zûue @w _âZýw aûjûeKê `êUò \ògê[ôfû û Gjû ù\Lô aŠû ÈúùfûKcûù^ jiòù\ùf û iúZû
VûKêeûYú jiòaûe KûeY _Pûeòùf û iúZû _ò§ò[ôaû gûXúUò ùMûùU aêXò@ûYú Rûf _eò ù\Lû~ûCQò
ùaûfò C©e ù\ùf û iúZû VûKêeûYú lê² ùjûA @bògû_ ù\ùf ù~ @ûRòVûeê Zêùc fûwkû
ejòaö Zêc cêŠ fûŠò ùjûA ~ûC û iúZûu aûKý ^ ieêYê aŠû Èúu fêMû I cêŠaûk ù_ûWòMfûö
ùi fûRùe _âÉe @ûXê@ûkùe fêPò ejòfû û GùY gòKûe iûeò bûAcûù^ NeKê ù`eò ù\Lôùf
ù~ aŠû ecYú Nùe ^ûjò û Rwf iûeû ùLûRò ùLûRò KòwaêWûKþ _ûL _[eùe iõ_ì‰ð CfMÜ I
fŠû ùjûA fêPò [ôaûe ù\Lôùf û Gjûe KûeY _Pûeò aêSòùf û Gjûe _âZòKûe _ûAñ icùÉ ~ûA
cjû_âbêuê _âû[ð^û Kùf û cjû_âbê \dû _eag ùjûA ^òR Z«ê ò̂cðòZ aÈeê LùŠ ù\ùf Gaõ
Kjòùf @ûRòVûeê ~\ò GjûVûeê @]ôK aÈ _eò]û^ Kò́ û cêŠùe aûk eL«ò, ùZùa aŠû aõg ]ßõi
ùjûA~òa û bûAcûù^ Gjò K_WûKê aŠû ecYúuê ù\ùf û ùijò\ò̂ Vûeê aŠû Èúcûù^ gûXú _òù§
^ûjòñ Kò cêŠùe ùKg eL«ò ^ûjñò û (cûjûYû- 2004, _é-299)

 @^ý GK aŠû KûjûYúùe iúZû _Zkû aÈ _eò]û^ Keò Mûù]ûD [ôaû ùaùk aŠû
Èúcûù^ bâcùe VûKêeûYú CfMÜ ùjûA Mûù]ûD [ôaûe bûaò _eòjûi Keò[ôùf û G[ôùe lê² ùjûA
cû iúZû Kjòùf Zêùc ^ûeú ùjûA @ûC RùY ^ûeúKê Mûù]ûAaû ù\Lô C_jûi KeêQ û ùi aŠû
Èú ùfûKcû^uê fwkû I fŠû ùjaû _ûAñ @bògû_ ù\A[ôùf û Gcûù^ _ùe iúZû VûKêeûYúKê
_âû[ð^û Keòaûeê ùi Zûu ò̂R gûXú Kû ò̂eê LùŠ ]Wò Pòeò ù\A[ôùf û aŠû ÈúùfûKcûù^ ùijò
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\ò^Vûeê GK ùQûU aÈ _ò§ò @ûiêQ«ò û ( Das K.B. and Mahapatra L.K., 1979 Page-5)
~ûjûKò aŠû bûhûùe eòwû ^ûcùe _eòPòZ û aŠû iµâ\ûdùe eòwûe _âPûk^ ajê _âûPú^ö
ùKùZK cò[þeê RYû~ûG ù~ aŠû I Mû\aû \êA bûA [ôùf û NUYûKâcùe Gcûù^ bò̂ Ü ùjûA
~ûAQ«ò û Gjò \êA iõ_â\ûd iað _â[ùc MQe Z«êeê fêMû aêYò _ò§ò[ôùf û aŠû i_â\ûdu eòwû
aÈ @^êeì_ Mû\aûcû^u ùKew aÈKê _ûeµeòK bûùa Gcûù^ aêYò[û«ò û eòwû Vûeê ùKew
aÈe f´ I Iiûe @]ôK û Gcûù^ iß̂ òcðòZ Z«ùe MQe Z«ê iìZû ij aRûee K_û iìZû cògûA
G[ôùe _âKéZòK ew ù\A fêMû aêYò[û«ò û Gjò fêMûe @ûdêh _âûd 70-80 ahð û GjûVûeê @]ôK
c¤ û ùcûe ùlZâ @¤d^ Kûkùe Zò̂ ò-Pûeò _êeêh ]eò ùKùZK Mû\aû Nùe Gjò fêMû ejò[ôaû
ù\LôaûKê còkòQò û

 aŠû iµâ\ûdu aÈ eòwûe f´ 3 ềU I Iiûe GK `êU û GjûKê @õUûùe MêWûA
cjòkûcûù^ i~ ô̂ùe _ò§ò[û«ò I Gcûù^ ù\je C_eò bûMKê aÈ _eòaù©ð ùMûQûG cûkú _ò§ò
@ûaé© Keò eL«ò û aŠûcûù^ eòwû aÈ aêYòaû _ûAñ iêùc MûfòeûKþ _êh _ea _ùe RwfKê ~ûA
cêeMû, GMêA, ùKew MQ iõMâj Keò[û«ò û Gjò MQe aKkKê QWûA Z«ê aûjûe Keò[û«ò û Gjò
Z«êKê jûZ, Rx I Mê̂ êeû (iìZû _ûKf Keòaû ZKfò )ùe _ûKk Keò[û«ò  û Gcû^u ò̂RÊ Zò@ûeò
fêMû aêYû Z« (ùZ^ûwZû Kê̂ ê K_þ) iûjû~ýùe eòwû aÈKê ùKak aŠûcjòkûcûù^ jó aêYò[û«ò û
Gcû^u iµâ\ûdùe _êeêhcûù^ eòwû aêYòaû ò̂ùh] ejòQò û eòwûe ̂ ûfò, Kkû, ùMeê@û _âbêZò aòbò̂ Ü
ewe ùeLûcû^ bûeò iê¦e I @ûKhðYúd ùjûA[ûG û aŠû cjòkûcûù^ eòwû _ò§òaû ùjZê KõUûfUû
_ûjûW_aðZ c¤ùe ijRùe aêfò Kû~ðý _ûeò[û«ò û  icd I @[ð @bûaeê ùicûù^ f´û gûXú
aêYòaûùe @lc, _ê̂ ½ Gjò eòwû ùicû^ue _ûeµeòK ùfûK aògßûi I _âRûZòMZ _eòPòZò ij
IZù_âûZ bûùa RWòZ û  @ûRò @û]ê̂ òKZûe _âbûaùe eòwû a\kùe jûUaRûeùe còkê[ôaû ew
ùaewe MûC þ̂, ^ûAUò, gûdû, gûXú, aæûCR _âbéZò _ò§òùfYò û ùKak é̂Zý MúZ I aòùgh
@aieùe eòwû aÈ ij aòbò̂ Ü @kuûe iaê _ò§òaû \éÁòùMûPe ùjûA[ûG û
 aŠû _êeêhcûù^ f{ýû ò̂aûeY ò̂cù« 4 `êU f´ I \êA `êU @iûee ùMûiò (GK ùQûUò@û fêMû)
_ò§ò[û«ò û GjûKê eòwû @ ê̂eì_ aŠû cjòkûcûù^ ò̂RÊ Z«ùe aêYò[û«ò û Gcû^u fêMû aêYòaû
ùg÷kúùe @û\òc mû^ ùKøgk ò̂jòZ û @ûRòKûfò aŠû _êeêh cûù^ fêwú, ù]ûZò, _ýûõU, gûUð _âbéZò
_ò§òùfYò û
@kuûe : iêVûc I gq aŠû ~êaZúUò eòwû ij @^ýû^ý ajê @kuûe _ò§ò ò̂R ùiø¦~ðýùaû]e
_eòPd ù\A[ûG û @]ôK @kuûe _ò§ò aŠû ]ûwòWòUò Zûe Rúa^ iû[úKê @ûKhðòZ Keò[ûG û Gcû̂ u
@ûkuûe iaê iû]ûeYZü fêjû, ei, _ò©k, KûP, _[e I _Zâ _âbéZòùe Zò@ûeò ùjûA[ûG û Gcû̂ u
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]ûZê I KûP ò̂cðòZ ùKùZK @kuûeKê _ûL jûU aRûeeê KòYò[û«ò û @ûC ùKùZK aYò@û I
Kcûecûù^ Zò@ûeò Keò[û«ò û Gcûù^ aòbò̂ Ü MQe _Zâ, `k, KûVe @kuûe iaêKê ò̂ùR Zò@ûeò
Keò _ò§ò[û«ò û Gcûù^ ^ûK, Kû̂ , ùaK,aûjê, ùMûW, jûZ, @õUû I cêŠKê aòbò̂ Ü @kuûeùe @Zò
iê¦e bûùa i{ûA [û«ò û Gcû^u aòbò̂ Ü @kuûe iµKðùe iõlò̄  iìP^û ò̂cÜùe \ò@û~ûCQò:

ùe^ûõMa fêaûAWû (cêŠe cûkú) _ìað a‰ðòZ ùfûK K[ûùe iúZû cû’K @bògû_ùe aŠû
ecYúcûù^ cêŠùe ùKg eL«ò ^ûjòñ ùaûfò K[ôZ û Kò«ê Gjûe @^ý KûeYcû^ ùjfû- _eògâcú aŠû
Èú ùfûKcûù^ ùKge ~ ô̂ ù^A _ûe«ò ^ûjòñ I ùKgùe ùZf fMûAaûKê c¤ icd _ûA ^ [û«òö
G[ô_ûAñ Gcûù^ ò̂R cêŠKê fŠû Keò @ù^K _âKûe cûkòùe iRûA[û«ò û Gcûù^ GcòZò bûaùe fŠû
cêŠKê i{ûA[û«ò ù~ ùKjò fŠòZû ùaûfò RûYò _ûeòaû i¸a ê̂ùjñ û aRûeeê KòYò[ôaû ]kû, Kkû,
jk\ò@û, iaêR, ^ûfò _âbéZò ewe cûkò iaêKê iìZûùe iê¦e bûùa Mê̂ Úò cêŠ Pûeò_ûLKê MêùWA
ù\A[û«ò û ù~_eòKò cêŠe ùKøYiò @õg ùKjò ù\Lô ^ _ûe«ò I cûkò iaêKê Pû_ò eLôaû _ûAñ @^ý
GK cûkòùe gq bûaùe aû§ò ù\A[û«ò  û Gjû aýZúZ Gcûù^ Rwfú Nûiùe Zò@ûeò iìZûKê ] ê̂
@ûKûeùe aêYò cêŠùe _ò§ò[û«ò û GjûKê ‘KêeZa’ Kêjû~ûG û Gcûù^ LRêeú _Zâùe Zò@ûeò ‘ŠAŠû’
^ûcK cêŠ iìZû c¤ _ò§ò[û«ò û Gcûù^ cêŠùe _ò§ò[ôaû cûkúiaê ùUû_ò _eò ùNûùWA @Zò @ûKhðYúd
ùjûA[ûG û
Kû^ ềf : Gcû^u Kû̂  ềf iû]ûeYZü ei I _òZkùe Zò@ûeò Keû~ûA[ûG û  eiùe Zò@ûeò
Kû̂  ềf fò́ ffê ùjCQò - GK ùcûUû ei LŠKê \êA _ûgðßùe ùP_Uû Keò aW ùP_Uû _ûLUò
@ûMKê ù\A _ò§ò[û«ò û @^ý GK Kû^ `êf ‘RêwRêwfê’ ~ûjûKò GK ZûeKê ùMûùfA Keò Gjûe
ò̂cÜùe ùQûU ùQûU ùP^ Sêfû ~ûA[ûG û fò́ ffêKê Kû^e C_eò bûMùe _ò§ò[û«ò û RêwRêwfêKê

Kû̂ e ò̂cÜ bûMùe _ò§ò[û«ò û Kû^ Ijkò ^ ~òaû _ûAñ GjKê cêŠ cûkò ij iõù~ûM Keò[û«ò û _ìùað
aŠû ÈúùfûKcûù^ ^ûKùe ùKøYiò ^ûK`êf _ò§ê ^ [ôùf û Gùa @^ýcû̂ uê ù\Lô ~êaZúcûù^
^ûK ềf _ò§ê [ôaû ù\Lû~ûG û Gcûù^ ^ûK`êfKê ‘iê̂ Kcò’ Kjò[û«ò û
bñiêw/LMfû (ùaKe akû): _ò©k akû I eie akû Gjò \êA _âKûee akûKê aŠû ecYúcûù^
_ò§ò[û«ò û Gcûù^ _ò©ke akû ij eie aòbò̂ Ü _âKûee akûMêWòG _ò§ò[û«ò û ù_ûfû ei \ŠKê
ùMûùfA Keò Cbd _UKê ù~ûWòaû _ûAñ ùi[ôùe cûB I @Šòeû @ûuêWò eLû ~ûA[ûG û _ò©k Zò@ûeò
akûKê @]ôKûõg Êzk aMðe Èú ùfûKcûù^ _ò§òaû ù\Lû~ûG û fêjû Kò́ û ei \Šùe eie Zûe
MêWûA \ò@û ~ûA[ûG û GjûKê Kcûe Zò@ûe Keò [ûG û @ûRòKûfò jûU aRûeùe c¤ Giaê C_f²
ùjfûYò  û RùY aŠû ecYú _âûd 8 eê 10 Kò́ û ùaKùe ù~ùZ iõLýK ejò_ûeòa ùiùZûUò akû
_ò§ò[û«ò û Gjò akû ùKak ò̂Re ùiø¦~ðý aé¡ò _ûAñ aýajûe Keû~ûA ^ [ûG, G[ôùe Gcû̂ u
iûcûRòK, iûõÄéZòK I @û[ðôK Rúa^e _âZò̀ k^ ùjûA[ûG û aýûajûeòK \éÁòeê ù\Lôùf ùaKùe
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bñiêw (akû) _ò§ò[ôaû RùY aŠû Èú ùfûKKê ùKjò RùY ùaKùe Pò_ò Kò́ û @È _âùdûM Keò cûeò
_ûeòùa ^ûjò û KûeY Gjò bñiêw GjûKê _âZòùeû] Keòa I \ßòZúdZü Wwe _ûjûWùe cêŠùe ùaûS
ù^A ~òaû@ûiòaû ùaùk Gjû cêŠKê iò]û I iÚòe Keò eùL û (cûjûYû-2004, _é-304) G[ôeê Gjò
akûa§e iûcûRòK, iûõÄéZòK I gûeúeòK C_ù~ûMòZû ijRùe @ ê̂cû̂  Kûeû~ûA_ûùe û
fêaAWû : (cûkò) aŠû ecYúcûù^ _âPkòZ Kò́ \«ú I _âRûZòMZ _eµeû @ ê̂~ûdú @õUû Zkeê
@ûŒê _~ðý« ùKak GK ùQûU aÈ ‘eòwû’ _ò§ê [ôaûeê ò̂R geúee C_e @õgKê ùNûWûA eLôaû
ò̂cù« @Zò PZêeZû ij @iõLý cûkò _ò§ò[û«ò û Gcûù^ cûkòKê ‘fêaAWÿû’Kjò[û«ò û cûkòMêWòK ùaK

Vûeê ^ûbò _~ðý« f´ûA[û«ò I Gcûù^ KûP I _äûÁòKe fûf, iaêR, ^úk, jk\ò@û, Kkû, _âbêZò
ewe cûkòiaêKê jûUaRûeeê KòYò @ûYò ^ûAf þ̂ iìZûùe ùaKeê ^ûbò _~ðý« cû_ ù\Lô Mê̂ Úò[û«ò û
Gcûù^ c¤ _Aiû cûkò (Wûaê fêaAWÿû), KCWò cûkò (aêùW fêaAWÿû) I _ò©k cûkòKê _að_aðûYò
I é̂ZýMúZ @aieùe _ò§ò[û«ò û Gcûù^ Rwfeê iõMéjòZ KòQò `k ~[û: ùKCU cûk, KûKW
ùRûZ I gòùe _âbêZò `kKê gêLûAaû _ùe GjûKê Mê̂ Úò cûkò Keò _ò§òaû flý Keû~ûG û cûkòKeò _ò§ê
[ôaû Gjò `k MêWòKùe Jh]úd MêY c¤ ejò[ûG û aòbò̂ Ü _âKûe cûkò \ßûeû aŠû ecYúcûù^
geúee C_eò bûMKê G_eò bûùa @ûaé© Keò[û«ò ù~, Gcû̂ u ùaK Vûeê ̂ ûbò _~ðý« ùKûYiò @w
aûjûeKê ù\Lû ~ûA ^ [ûG û G[ôeê aŠû ÈúùfûKcû^u PZêeZû, aê¡òc©û I mû^ ùKøgke _eòPd
còkò[ûG û
iêweG (PêWò): aŠû ÈúùfûKcûù^ ei I _ò©kùe Zò@ûeò ùQ_Uû I ieê @ûKûee MêWòG PêWò
_ò§ò[û«ò û aòaûjòZ Èúcûù^ @]ôK iõLýK PêWò _ò§ò [ôaû ù\Lû~ûG û Gcûù^ akû MŒò Vûeê KjêYú
_~ðý« \êA jûZùe _âûd 40 eê 50 _~ðý« PêWò _ò§òaûKê _i¦ Keò[û«ò û Kcûe Gjò PêWòKê Zò@ûeò
Keò[ûG û GùZ iõLýK PêWò _ò§òaû cìkùe Gcû^u icûRùe cò[þ _âPkòZ û @Zò _âûPú^ Kûkùe
aŠû ÈúùfûKcûù^ PêWò Kò́ û LWê _ò§ê ^ [ôùf û ùicû̂ u gògû (_êùeûjòZ) ù~ùZ _ìRû_ûV Kùf
c¤ ù\aù\aú i«êÁ ùjùf ^ûjñò û cjû_âbêu @iù«ûh ùjZê ùKøYiò Èú MbðaZú ùjùf ^ûjòñö
giý @ck Kcò Mfû û aŠûcûù^ cògò cjû_âbêuê Mêjûeò RYûA _âû[ð̂ û Kùf û cjû_âbê aŠû ÈúùfûKuê
WÿKûA UòKò̂ òLô _eúlû Keò Kjòùf ù~ ù~Cñ\ò̂  ~ûGñ aŠû ÈúùfûKcûù^ LWê ^ _ò§òQ«ò, ùijò\ò̂
_~ðý« ùicûù^ Mbð ]ûeY Keò _ûeòùa ^ûjòñ Kò bf `if @ck ùja ^ûjñò  û ùZYê aŠû Èú
ùfûKcûù^ ùijò\ò̂ Vûeê @]ôK iõLýK PêWò I LWê _ò§òùf û ùicûù^ MbðaZú ùjùf û _âPêe @ck
c¤ ùjùf û (cûjûYû-2004, _é- 305)
aŠû iµâ\ûdùe LWêe iûcûRòK I iûõÄéZòK MêeêZß : eiùe Zò@ûeò LWê aŠû ~êaùMûÂúu Rúa^
iû[ô Pd^ùe iûcûRòK I iõÄéZòK MêeêZß aj^ Keò[ûG û aŠû ~êaKUòG Zû’e c^ fûLô ~êaZúUòKê
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ò̂R Rúa^ iû[ô bûùa _ûAaû _ûAñ ajêZ _eògâc Keò ~êaZúUòKê c^ûAaûKê _Wò[ûG û ò̂R Mâûcùe
ißaõge ùfûùK ejê[ôaûeê ~êaKUòKê @^ý aõge Sò@ ùLûRòaû _ûAñ ~òaûKê _Wò[ûG û ~êaKUò @^ý
Mâûce ‘ùifû ò̂Wòùwû’ (]ûwWúaiû aû aŠû ~êaZúcû̂ u eûZâò gd^ûMûe I @aie aòù^û\^
ùK¦â)Kê ~òaûùaùk iûwùe ù^A[ûG eie LWê aû PêWò û Gcû̂ uê ]ûwWò aiûùe ~êaZúcûù^
Lû\ý _û^úd ù\A @ûZò[ý _â\û^ Keò[û«ò û aòk´òZ eûZò _~ðý« ~êaK ~êaZú cògò é̂ZýMúZ Keò
_eÆeKê PòjÜòaûe iêù~ûM _ûA[û«ò û ~êaKcûù^ MúZ MûA é̂Zý Keòaûùaùk Zûe _i¦e ]ûwWòKê
c^ûAaûKê ùPÁû Keò[û«ò û ùi Zû’e _i¦e ~êaZúe jûZùe ei LWêUòKê _ò§ûA\òG Kò́ û ò̂R iûw
jûZùe ei LWêKê ]ûwWò _ûLKê _VûA[ûG û ~\ò ]ûwWòUò LWêUòKê MâjY Kùe, ùZùa Zûe aòaûj
_ûAñ i¹Zò [ôaû iìP^û còkò[ûG û Gjû _ùe Cbd _le Ne ùfûùK @ûù_ûh @ûùfûP^û Keò aòaûj
_ûAñ ißúKéZò ù\A[û«ò û ~\ò ~êaZúUò aòaûj Keòaû _ûAñ @i¹Z, ùZùa ùi LWêUòKê ù`eûA
ù\A[ûG û Gjò _eò bûùa aŠû ~êaKUò ajê aûe ]ûwWò aiûKê ~ûA ~êaZúuê LWê ù\A ò̂R Rúa^
iû[ô _ûAaû _ûAñ _eúlû Keò Pûùf û iêZeûõ aŠû iµâ\ûdu iûcûRòK Rúa^ùe ei LWêUò GK
MêeêZß_ì‰ð bìcòKû MâjY Keò[ûG û GZ\þaýZúZ ]ûwWò aiûùe é̂Zý MúZ icdùe jûZe PêWò/LWê
iaê aû\ý~ªe Kû~ðý Keò[ûG û aŠû ecYúcûù^ é̂Zý MúZe Q¦ ij Zûk ù\A PêWò / LWê _ò§ò[ôaû
jûZKê jfûA jfûA aû\ý ~ªe c]êe ]ß̂ ò iéÁò Keò[û«ò û aÉêZü aŠû ecYúcû^u jûZe LWê/ PêWò
I @^ýû^ý @kuûe Gcû̂ u iûcûRòK, ]cðúd I iûõÄéZòK Rúa^ùe aòùgh cìfýùaû] aj^ Keò
@ûiò@Qò û aòbò̂ Ü @aiùe é̂Zý MúZ icdùe aýajéZ _ûeµeòK ù_ûhûK _eòz\ùe ò̂RÊ
ùcøkòKZû I Kkû_âaYZû aò\ýcû^ û Cbd Èú _êeêhu ùag ù_ûhûK I ùKg aò̂ ýûi @Zý«
ecYúd û @û\òaûiú ecYúcûù^ aòbò̂ Ü @kuûe ^Leê ^ûiòKû _~ðý« cŠòZ ùjûA[û«ò û (_ûXú-
2016,_é-38)
[ê̂ d fêaAZû (@<û iìZû) : aŠû ÈúùfûKcûù^ @õUûùe @õUû iìZû aû§ò[û«ò û Gjû ùKew Kò́ û
iò@ûWò Z«êe \CWòùe Zò@ûeò Keò[û«ò û Gjò @õUû iìZûùe Gcûù^ _ò§ò[ôaû ùQûUò@û aÈ eòwûKê aû§ò
eLô[û«ò û iµâZò Gcûù^ iìZûùe Mê̂ Úû ~ûA[ôaû cûkòKê @õUû iìZû bûùa aýajûe KùfYò û Gjò @õUû
iìZûùe aŠû Èú ùfûKcûù^ Qêeú I \û@û SêfûA [ôaû ù\Lû~ûG û
@ûeZò (cê\ò ): aŠû Èú ùfûKcûù^ ùKak jûZe @ûwêVòùe ei, _ò©k I fêjûe aòbò̂ Ü cê\ò
_ò§ò[û«ò û Gcûù^ ùMûWe @ûwêVòùe cê\ò _ò§ò ^ [û«ò û ùKùZK cê\òKê ei ZûeKê MêWûA Kcûe
Zò@ûeò Keû~ûG û  Zûe C_ùe aòbò̂ Ü ewe _[e aiû cê\ò c¤ Zò@ûeò KeûA _ò§ò[û«ò û Gcûù^
Wûaê @ûeZú aû _Aiû L¬û cê\ò c¤ _ò§ò[û«ò û Kò«ê Gùa aRûeùe còkê[ôaû _ò©k, fêjû, MòfUòe
cê\ò KòYò Gcûù^ _ò§òaûKê _i¦ KùfYò û _ìað @ûùfûPòZ ei LWê _eò aŠû ~êaK~êaZúu c¤ùe
a§êZû I bf _ûAaûe C_jûe bûùa cê\òe @û\û^ _â\û^ ùjûA[ûG û ~\ò ùKøYiò aŠû Sò@ RùY
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_ê@Vûeê cê\òUòG MâjY Kùe, ùZùa ùi a§êZû iÚû_^ Keòaû, bf _ûAaû Kò́ û aòaûj _ûAñ eûRò
@Qò ùaûfò cù^ Keû~ûG û @ûRò Gjò _eµeû KßPòZ _eò\éÁ ùjûA[ûG û

aŠû _êeêhcûù^ Lêa Kcþ @kuûe _ò§òaû ù\Lû~ûG û Gcûù^ ei _ûZò@ûùe akû @ûKéZòe
aûjêUò Zò@ûeò Keò aûjêùe _ò§ò[û«ò û GjûKê ‘iû´û’ Kjò[û«ò û _ê@cûù^ ùaKùe \êA PûùeûUò cûkò
I cêŠùe LRêeú _Zâùe Zò@ûeò ŠAŠû _ò§ò[û«ò û Gcûù^ RwfKê ~òaûùaùk Kû§ùe ] ê̂ge
_KûA, @õUûùe ZúlY Qêeú I aûCñg, KûV I if_ iìZûùe Zò@ûeò iê̂ êKaMþ (_û ò̂@û ) ùLûiò[û«òö
C_iõjûe : C_ùeûq @ûùfûP^ûeê ÆÁ _âZúdcû^ jêG ù~, @û\òc aŠû iµâ\ûdu ùagbìhû
@kuûe, @ÈgÈ, aû\ý~ª, aòbò̂ Ü C_KeY @û\òe MV^, aýajûe I C_ûù\dZû \éÁòeê Giaê
iûcûRòK, I ]cðúd I @[ðù ÷̂ZòK Rúa^ ij @wûwú bûùa RWòZ û Gjò iaêùe @û\òc ibýZûe
iõùKZ aò\ýcû̂  ùaûfò Kêjû~ûA_ûùe û Gcû^ue aÈ _eò]û^ I @kuûeùe ò̂RÊ ùcøkòKZû I
ùiø¦~ðýùPZ^û ò̂jòZ û Gcû̂ u aÈ ad^ Kkû, @kuûe _âÉêZòùe ~êM ~êMe _ûeµeòK mû^
ùKøgke ò̂\gð̂  còkò[ûG û @ûRò gòlûe _âiûe, @û]ê̂ òKZûe _âbûaùe Gcû^u Pûfò PkYò I
@ûbìhY Kkû iùcZ Gcû^u aõPòaû ]ûeûùe ajê _eòa©ð̂  NUòaûùe fûMòQò û _eòa©ð̂  iéÁòe
ò̂dc ùjûA[ôùf ùjñ Gcû^ue Rúa^Kê iei I _âûYa« Keò@ûiê[ôaû @û\òc _ûeµeòK Kkû

KûeòMeúe \îZ _eòa©ð̂  icÉu _ûAñ GK M¸úe Pò«ûe aòhd ê̂ùjñ Kò ?
ijûdK Mâ̂ Ú I _Zâ _ZâòKû :

cjû«ò iêùe¦â I \ûi eûBPeY (iukK) IWò@û iûjòZý I @û\òaûiú iõÄéZò (1981) aòù^û\
eûCZeûdu _âa§ ‘@û\òaûiú Kkû I Zû’e aòùghZß, IWògû iûjòZý GKûùWcú , bêaù^gße

cûjûYû eûR Kòùgûe (2004) aŠû _eµeû I mû^ ùKøgk,@û\òaûiú bûhû I iõÄéZòUò
GKûùWcú,bêaù^gße

Das K B and Mahapatra L K (1979 ) Folklore of Orissa,NBT,New Delhi .
_ûXú W. eûùR¦â (2016) ùKûeû_êUe @û\òaûiú ùfûK iõÄéZò (2d iõÄeY), iêa‰ðgâú _âKûg^ú,

aûùfgße  (Gjò _âa§ _âÉêZò _ûAñ aŠû icûRe ißMðZ flàY cû¦âû, ùlcûMêeê, LAe_êU,
fûQòcò cê\êfò’ _ùWAMêWû, LAe_êU, iêùe¦â ^ûdK, ibû_Zò aŠû icûR, egcú cê\êfò,
LAe_êU, cêefú]e Kòhðû^ú, _\àò̂ ú, cê\êfò, ùMûaò¦ _ûfú, cûfKû^Mòeò _âcêL ajê
cìfýaû^ Z[ý _â\û^ Keò[ôaûeê MùahK Gcû̂ u ò̂KUùe KéZm ) :


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@kuûe _âòd iCeû R^RûZò
iêùe¦â ^û[ iûj ê*

iûeûõg

iéÁòe iaðùgâÂ _âûYú cYòh û _âû[còK @aiÚûùe c ê̂hý aYRwfùe CfMÜ ùjûA aêfê[ôùf
c¤ _ea©ðú icdùe aÈ I bìhY\ßûeû ̂ òRKê cûRòðZ I ùgûb^úd Keò MXÿò ùZûkòQò û @û\òcû^acûù^
_â[ùc MQe _Zâ, `êf, `k, _gê_lúcû̂ ue _e, gòw, \û« I PcWÿû Gaõ @ûKhðYúd _[e
Z[û aòbò̂ Ü ]ûZa _\û[ðKê ò̂Re @kuûe eìù_ aýajûe Keê[ôùf û Gjò _eµeû @ûRò c¤ _âûPú^
R^RûZò iõ_â\ûdùe _eòflòZ ùjûA[ûG û aòbò̂ Ü R^RûZòe _êeêh I cjòkûcûù^ bò̂ Übò̂ Ü @kuûe
_eò]û̂  Keò[û«ò û R^RûZò iõ_â\ûde _êeêh I cjòkûcûù^ aýajûe Keê[ôaû @kuûeeê ùicûù^
ùKCñ iõ_â\ûd @«MðZ Zûjû ijRùe aûeòùjûA_ùWÿ û iCeû R^RûZò ò̂Re ùiø¦~ðýaé¡ò Z[û
iûõÄéZòK _að_aðûYò _ûAñ Gaõ _ûeµeòK aògßûi Z[û iûcûRòK Kû~ðý _ûAñ aòbò̂ Ü @kuûe aýajûe
Keò[û«ò û Gjòiaê @kuûe ùicû^ue iûcûRòK I iûõÄéZòK cìfýùaû]e _eòPd aj^ Kùe û
C_Kâc

bûeZùe [ôaû _âûd 705Uò @ ê̂iìPòZ R^RûZò iµâ\ûd c¤eê IWÿògûùe aiaûi Ke«ò
64_âKûee R^RûZò û ùijò_eò bûeZùe 75Uò _âûPú^ R^RûZò iµâ\ûd aûiKeê[ôaûùaùk
IWÿògûùe jó iaðû]ôK 13Uò ùMûÂúe _âûPú^ R^RûZò iµâ\ûd ~[û- iCeû, fû¬ò@û iCeû, KêUò@û
K§, Wweò@û K§, aŠû, ùfû]û, WòWÿûdú, cûuòWÿò@û, aòeùjûeþ, _ûCWÿò bìdûñ, _ûjûWÿò LWÿò@û, Rê@ûw
I PêKUò@û bê¬ò@ûcûù^ aiaûi Ke«ò û bûeZ ieKûeu \ßûeû ù~ûR^û aòeZòKûk 1979-80
ahðùe iCeû I fû¬ò@û iCeû _âûPú^ R^RûZòe cû^ýZû fûbKeòQò û iCeû, gae, iCe, ije,
ieû @û\ò ^ûcùe _eòPòZ iCeû R^RûZò ù_âûùUû-@ùÁâûfGWÿþ ùMûÂúbìq ùK¦â I \lòY bûeZe
GK _âcêL R^RûZò ùMûÂú û SûWÿLŠ, IWÿògû, @û§â_âù\g, QZògMWÿ, cjûeûÁâ, _½òcaw Z[û @ûiûc
eûRýe aòÉéZ @õPkùe Gcûù^ aiaûi Ke«ò û Gcûù^ IWÿògûe _âùZýK Ròfäûùe CYû@]ôùK
ejê[ôùf c¤ _ûekûùLcêŠò I MêYê_êe iaþWÿòbòR þ̂ùe ùcûU R^iõLýûe @¡ðû]ôK iCeû iõ_â\ûd
aiaûi Keê[ôaûeê Gjò @õPk iCeû bìcò aû iCeû ù\g eìù_ iaðZâ _eòPòZ û

* cêLýcªú _êeÄûe _âû¯ _â]û̂ gòlK Z[û iCeû R^RûZò MùahK, _òVû_êe _âKÌ aò\ýûkd, Kaòiì~ðý^Me,
M¬ûc, \ìebûh- 9438060038
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aòhdaÉê
iCeûcûù^ @kuûe _âòd û Cbd ^ûeú I _êeêhue @kuûe _âZò aòùgh eêPò ejò[ûG û

^ûeúcûù^ cêŠe cSòùe Kò́ û aûc_ûgßðùe iò̂ ÚòKûUò ùKg iRûA[û«ò I cêŠe _Q_ùU RêWÿû aû
ùLûhû aû§ò[û«ò û _êeêhcûù^ ùKg KûUò[û«ò Kò«ê ^ûeúcûù^ ò̂Re ùKgKê ^ KûUò ùiø¦~ðý _ûAñ
iRûA eLô[û«ò û ù\÷̂ ¦ò̂  Rúa^]ûeûùe @wi{û Gaõ ùfûKiwúZ, ùfûK é̂Zý, aòaûj, _að_aðûYò
AZýû\òe @wi{ûVûeê _é[K @ùU û ̂ éZý icdùe ewùaew ù_ûhûKe ajêk aýajûe ù\Lû~ûGö
cêŠùe _lú_e, cdìe _êz I ềf ùLûhû~ûG û _êeêhcûù^ c[ûùe gòeÈûY aû _MWÿò _ò§«ò û Gjû
é̂Zý _eòùagKê iei iê¦e Kùe û aòaûj Z[û @^ýû^ý _að_aðûYò I C›aùe Cbd cjòkû I _êeêh

aòbò̂ Ü @kuûe\ßûeû @wi{û Keò[û«ò û
iCeû Sò@ I ecYúcûù^ @^ý @û\òaûiú Sò@ I ecYúcû̂ uVûeê _âûKéZòK eìù_ ùagþ

iê¦e û _âiû]^ _ûAñ Gcûù^ ùKgi{û, ^Lùe _âùf_, geúee aòbò̂ Ü @õgùe PòZûKêUû, ù_ûhûK
_eòz\, @kuûe @ûbìhY, ZßPûùe ew _âùf_^ AZýû\ò _âùdûM Keò[û«ò û iCeûcûù^ ahðû\òù^
ùMûWÿ I jûZùe _ûYò ^ fûMòaû_ûAñ c¬ê@ûZò MQe _Zâe _âùf_ fMûA[û«ò û iCeû ecYúcûù^
eûZòùe LûA iûeòaû_ùe c¬ê@ûZò MQe _ZâKê _[eùe aûUò Zû’e _âùf_Kê ùMûWÿ Gaõ jûZe
@ûwêVòùe fMûA[û«ò û Gjû\ßûeû jûZ I ùMûWÿe ùiø¦~ðý aé¡ò _ûA[ûG û iµâZò aRûeùe còkê[ôaû
ùcùj¦òKê ùKjòùKjò ùiø¦~ðý aé¡ò _ûAñ aýajûe Keò[û«ò û

PòZû KêUûAaû _eµeû iCeû iõ_â\ûdùe ù\LôaûKê còkò[ûG û K_ûk, Mûf, jûZ I
geúee aòbò̂ Ü iÚû^ùe PòZû KêUûAaûKê Gcûù^ _i¦ Ke«ò û iCeû iõ_â\ûde _âiû]^, @kuûe
Gaõ PòZû Zû’ iõÄéZòe @^ýZc _eòPd û Gjò _eòPdKê ù^A Gcûù^ MaðòZ û

@ûbìhY ùiø¦~ðý aé¡òe ùgâÂ ijûdK û  iCeûcûù^ iû]ûeYZü _âKéZò_âòd û _âKéZòùKûkeê
_Zâ-`êf, Mê¬e, cdìe_êz iõMâjKeò ùi[ôùe ò̂R geúeKê iRûA[û«ò û Gjû\ßûeû Gcû^ue
geúe Lêaþ iê¦e \òùg û iCeû iõ_â\ûdùe _òfûVûeê aêXÿû _~ðý« icÉu bòZùe ùiø¦~ðý_Y
[ûGö û adi Gcû^u _ûLùe aûe´ûe jûeþ cûù^ û ù\jKê iRûAaû, ù\jKê @kueY Keòaû
iCeû iõ_â\ûde ijRûZ _âaé©ò û Gjò @kueY ùlZâùe ^ûeúcûù^ _êeêhcû^u @ù_lû @]ôK
@ûMâjú û iCeû ecYúcû^ue _âKéZò \© eì_ @Zý« ecYúdö @kuûe aò̂ û Gcû̂ ue _âKéZ
eì_fûaYý aûeòùjûA_ùWÿ û iCeû ecYúcûù^ @^ýû^ý @û\òaûiúu _eò ajê @kuûe _âòd ^ùjùf
c¤ Gcû^ue @kuûe _âZò [ôaû \êaðkZûKê ùKjò @ÊúKûe Keò_ûeòùa ^ûjó û ùaKùe @Ì KY×ò~êq
cûkò I ]ûZê ò̂còðZ cûkò _ò§«òö Kû^e cûõik Ijk @õg aû K‰ðafäúùe KûÂ ò̂còðZ ùMûfûKûe
@kõKûe _ò§òaûKê Gcûù^ bf _ûA[û«ò û GjûKê ùZ^ûwþefê Kêjû~ûG û ùKjò ùKjò _òZk ò̂còðZ
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cŠkûKûe K‰ðKêŠk c¤ _ò§ò[û«ò û jûZ I ùMûWÿe @ûwêVòùe @ûfêcò̂ òdcþ ò̂còðZ cê\ò _ò§«ò û
@]ôKûõg ÈúùfûK ^ûKùe ùMûUòG iû^ eòwþ Kò́ û Vêuò _ò§òaûe ù\Lû~ûG û Gcûù^ ùMûWÿùe _ûCñRò
_ò§«ò û Giaê @kuûeKê Gcûù^ iÚû^úd jûUeê KòYò[û«ò û @Zý]ôK Meòa _eòaûee ecYúcûù^
]ûZê ò̂còðZ @kuûe KòYò ^ _ûeòùf, KûÂ ò̂còðZ cûkò ùaKùe _ò§ò[û«ò û G_eòKò Qê@ûUòG R à̂
ùjaû_ùe KkûiìZûùe Mê̂ Úû ~ûA[ôaû KûPcûkò Kò́ û _æûÁòKþ cûkòUòG Zò@ûeò Keò Zû’e ùaKùe
fMûA[û«ò û aòbò̂ Ü EZêùe còkê[ôaû bò̂ Übò̂ Ü `êfùe cûk _âÉêZKeò iCeû ecYúcûù^ ò̂RKê
iRûA[û«ò û aòùghKeò ùKøYiò a§êNeKê ~òaûùaùk, jûUKê Mfûùaùk I _að_aðûYò icdùe
Gcûù^ ò̂RKê iê¦e bûaùe iRûA[û«ò û iCeû gògê, _êeêh I ecYúcûù^ aýajûe Keê[ôaû
@kuûeMêWÿòKê \êAUò bûMùe aòbq Keû~ûA_ûùe ~[û- ùiø¦~ðýaé¡ò Z[û iûõÄéZòK _að_aðûYòùe
aýajéZ @kuûe Gaõ _ûeµeòK aògßûi Z[û iûcûRòK Kû~ðýùe aýajéZ @kuûe û ùiø¦~ðýaé¡ò Z[û
iûõÄéZòK _að_aðûYòùe aýajéZ ùKùZK @kuûee aòaeYú ò̂cÜùe _â\© :

_òeþ_òeþ@û
fû¬ò@û iCeû iõ_â\ûde @aòaûjòZ K^ýûcû^uVûeê @ûe¸ Keò aé¡û _~ðý« icÉ cjòkû

Gjò @kuûeKê aýajûe Keò[û«ò û iìZû\ßûeû Mê̂ Úò eì_û _Aiûùe _òeþ_òeþ@û Zò@ûeò Keû~ûG û
aòùghZü Sò@Uò aòaûjù~ûMýû ùjûAMùf G _âKûe @kuûe _ò§ò[ûG û ù~ùZ iê¦eú ùjùf c¤ Gjò
@kuûeKê Kû̂ ùe ̂  _ò§òùf ùijò ~êaZúKê ùKøYiò ~êaK aòaûj KeòaûKê ijRùe eûRò ùjC^[ôaûe
aògßûi Gjò iõ_â\ûdùe ejòQò û Gjò @kuûe _eò]û̂  Keòaû `kùe K_ûk Z[û ùKge ùiø¦~ðý
aé¡ò ùjaû iùwiùw _eòjòZû cjòkû RYKe ùiø¦~ðý \ßòMêYòZ ùjûA[ûG û
~û@ûZûwþ

iúiû I eì_û ]ûZêe i¹ògâYùe aYò@û\ßûeû Zò@ûeò ~û@ûZûwþKê fû¬ò@û iCeû ecYúcûù^
iû]ûeYZü Kû~ðýû, Mê@ûe, @ûaþWÿêeþ, @û¬òc þ̂, aòaûj AZýû\ò C›aùe @ ê̂ÂòZ é̂Zýùe _eò]û^
Keò[û«ò û ò̂R iõÄéZò ijòZ Lû_ LûAaû bkò _âÉêZ Gjò @kuûe ùaKùe _eò]û^ Keòaû \ßûeû
fû¬ò@û iCeû ecYúe ùiø¦~ðý aé¡ò ùjaû ijòZ ùicû̂ ue iûõÄéZòK _eòPd còkò[ûG û
eû^ÜûZûwþ

iCeû iõ_â\ûde iûõÄéZòK ùiø¦~ðýùaû]Kê \éÁòùe eLô fû¬ò@û iCeû cjòkû aòùghKeò
Sò@cûù^ eû Ü̂ûZûwþ @kuûe ùaKùe _eò]û^ Keò[û«ò û aòbò̂ Ü _að_aðûYòùe ]^úùgâYúe cjòkûcûù^
Gjû _eò]û̂  Keò[û«ò û iê̂ ûe ùQûUùQûU cûkò I `ûiðû i\ég iê̂ ûe GK ùQûU_ûZKê iìZûùe
aYò@û\ßûeû Mê̂ Úû~ûA Gjò jûeUò Zò@ûeò Keû~ûA[ûG û Gjû ù\LôaûKê bûeò iê¦e û `ûiðûe c¤bûMùe
ùLûù\A Keû~òaû iùwiùw GjûKê jûee c¤bûMùe Mê̂ Úû~ûA[ôaûeê gûeúeòK ùiø¦~ðý aé¡ò
NUò[ûG û
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Wûeûwþaaþ

iCeû Sò@UòG aòaûjù~ûMýû ùjûAMùf G _âKûe @kuûe _ò§ò[ûG û aòùghZü Gjò
@kuûe _eò]û^ Keòaû `kùe K_ûk Z[û ùKge ùiø¦~ðý aé¡òùjaû iùwiùw _eòjòZû cjòkû
RYK ò̂Re ùiø¦~ðýKê ajêMêYòZ Keò[ûG û _êeêhcû^uê ijRùe @ûKhðY Keòaû, @^ý MâûcKê é̂Zý
KeòaûKê ~òaû, aòaûj, Kû~ðýû, Mê@ûe @û\ò C›aùe eì_û Zò@ûeò Wûeûwþaaþ @kuûeKê fû¬ò@û iCeû
iõ_â\ûde @aòaûjòZ K^ýûcûù^ aýajûe Keò[û«ò û `kùe iCeû ~êaZúe ùiø¦~ðýùe iCeû
~êaK @ûKhðòZ ùjûA ~êaZúUòe _eòPd RûYòaûKê Pûùjñ û _ea©ðú icdùe ~êaZúUòKê aòaûj
KeòaûKê AzûKeò[ûG Gaõ aòaûj Keò iêLú Rúa^~û_^ Kùe û
iûeþWÿûùaûAZûwþ

ùiø¦~ðý aé¡ò Z[û ò̂Re iûõÄéZòK _eòPd _ûAñ fû¬ò@û iCeû iõ_â\ûde cjòkûcûù^
eì_ûe ieêieê Zûeùe QKò _KûAfû bkò @ûwêVò ùcûUûe ùMûfûKûe iûeþWÿûùaûAZûwþ jûeKê
ùaKùe _eò]û^ Keò[û«ò û Gjò @kuûe cêLýZü Kû~ðýû, Mê@ûe I aòaûj bkò _að_aðûYòMêWÿòKùe
aýajûe ùjûA[ûG û aòùghKeò iûcìjòK é̂Zý icdùe geúee ùiø¦~ðý aé¡ò ̂ òcù« Gjò @kuûe
_eò]û^ Keû~ûGö
iòõ_âûfòZûwþ

Gjò @kuûe _eò]û̂ e _½ûZþùe iCeû ecYúcû^ue ùiø¦~ðýùaû] aûeòùjûA_ùWÿ û
iúiû ]ûZêe ùQûUùQûU cûkòKê iìZû\ßûeû Mê̂ Úò _âÉêZ jûeKê Zò̂ ò Kò́ û ·eò Lô@ Keò fû¬ò@û iCeû
iõ_â\ûde ]^ú ùgâYúe cjòkûcûù^ iòõ_âûfòZûwþ @kuûe ùaKùe _eò]û^ Keò[û«ò û _eµeû I
iõÄéZòKê aRûd eLôaûKê ~ûA Kû~ðýû, Mê@ûe, @ûaþWÿêeþ I aòaûj @û\ò _að_aðûYòùe Z[û jûUaRûeKê
~òaû I a§êaû§au NeKê ~òaû icdùe Gjò @kuûe aýajûe ùjûA[ûG û
@û^ûwþfê

eì_ûZûeKê Æâòwþ bkò ùMûfûKûe bûaùe Zò@ûeò Keò @û^ûwþfê @kuûe Zò@ûeò ùjûA[ûG û
Gjò @kuûeKê fû¬ò@û iCeû iõ_â\ûde ~êaZúVûeê aé¡û _~ðý« icÉ cjòkû Mê@ûe, Kû~ðýû Z[û
aòbò̂ Ü _að_aðûYòùe _eò]û^ Keò[û«ò û iCeû iõÄéZòe ÊZª _eòPd aj^ Keê[ôaû Gjò @kuûe
_eò]û̂  \ßûeû cjòkûcû^ue ùiø¦~ðý ajêMêYòZ ùjûA[ûG û
Zû^ûwâûfêWÿþ

KòeòWÿûw MQe KûVeê Zû̂ ûwâûfêWÿþ @kuûe _âÉêZ Keû~ûA[ûG û _â[cKeò gògêe Kû^
ù`ûWÿûAaû icdùe Gjò @kuûeKê _ò§ûA \ò@û~ûA[ûG û ò̂Zò\ò̂ ò@û Kû̂  @kuûe bûaùe iCeû
iõ_â\ûde icÉ aMðùe Gjûe ·jò\û @ûRò aò ejòQòö
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ùWûAùWÿûAfêWÿþ

iûõÄéZòK _eòPd aj^ Keê[ôaû Gjò @kuûe _eò]û̂  \ßûeû iCeû cjòkûcû^ue ùiø¦~ðý
ajêMêYòZ ùjûA~ûA[ûG û  Kû̂ e ùiø¦~ðý aé¡ò _ûAñ eì_ûe ieêieê ZûeKê ùMûfûKûe Keò ZkbûMùe
eì_ûe aWÿcûkò Gaõ ùijò cûkò ù\jùe ùQûUùQûU cûkò L¬û~ûA Z[û eì_ûe Seû fMû~ûA
ùWûAùWÿûAfêWÿþ ^ûcK @kuûe aYò@û\ßûeû Zò@ûeò Keû~ûA[ûG û Gjò @kuûeKê fû¬ò@û iCeû
iõ_â\ûde ~êaZúVûeê aé¡û _~ðý« icÉ cjòkû Mê@ûe, Kû~ðýû Z[û aòbò̂ Ü _að_aðûYòùe _eò]û̂  Keò
_ûeµeòK é̂Zý _eòùahY Keò[û«ò û

_ûeµeòK aògßûi Z[û iûcûRòK Kû~ðýùe aýajéZ iCeû R^RûZòe @kuûeMêWÿòK ùjfû-
fùaûZûwþ

iCeû iõ_â\ûde iûcûRòK I iûõÄéZòK cìfýùaû] Z[û ùiø¦~ðýe QòUû aj^ Keê[ôaû Gjò
@kuûe cûUò@û ewe _[e cûkò ù\jùe Mûe _Wÿòaû bkò ùLûù\A ùjûA iìZûùe Mê̂ Úû~ûA[ûGö
Gjò @kuûe _ò§òaû `kùe cûUòù\aZû fùaûiêcþ i\ûiað\û _ûùL_ûùL ejò[û«ò ùaûfò iCeûcûù^
aògßûi Ke«ò û Gjû _eò]û^ Keò aMWÿùe KûcKùf bf `if ùjûA[ûG ùaûfò Gcû^ue Mbúe
@û™aògßûi û aòbò̂ Ü _âKûe bdeê cêqò Z[û ò̂RÊ iûõÄéZòK _eòPd _â\û̂  Keòaû _ûAñ fû¬ò@û iCeû
iõ_â\ûde Cbd ]^ú I Meòa ùgâYúe cjòkûcûù^ _[e cûkòùe Zò@ûeò fùaûZûwþ @kuûe
ùaKùe _eò]û̂  Keò[û«ò û
Kû«òZûwþ

iCeûcûù^ ù_âZû™û I \êÁù\aZûuê @Zý]ôK bd I bqò Keò[û«ò û ùicû̂ uê i«êÁ
Keò_ûeòùf Rúa^ iêLcd jêG ùaûfò Gcûù^ aògßûi Ke«ò û ù_âZû™û Z[û \êÁ ù\aZûu \ûCeê
elû Z[û ò̂Re iûõÄéZòK _eòPòZò _ûAñ fû¬ò@û iCeû iõ_â\ûde ]^ú ùgâYúe cjòkûcûù^ Kû«òZûwþ
@kuûe ùaKùe _eò]û^ Keò[û«ò û Gjû ùWCñeò@û aû ZûaòRþ i\ég û GjûKê aYò@û\ßûeû Zò@ûeò Keò
Zû’e Cbd _ûgßðùe Kkû I ^ûfò ewe cûkò iìZûùe Mê̂ Úû~ûA[ûG û aòbò̂ Ü _að_aðûYò Z[û ~ûaZúd
NeKûc Keòaû icdùe Gjò @kuûe aýajûe  ùjûA[ûG û
ZêAZêAZûwþ

_ò©ke cûkòMêWÿòKê iìZû\ßûeû Mê̂ Úò ZêAZêAZûwþ @kuûe _âÉêZ ùjûA[ûG û Gjò @kuûe
_ò§òùf \êÁù\aZûu @ûùKâûgeê geúeKê elûKeòaû ijòZ geúeKê gqò còùk ùaûfò iCeûcû^ue
\éXÿaògßûi ejòQò û GYê ~êaZúVûeê aé¡û _~ðý« icùÉ ZêAZêAZûwþ @kuûe _ò§ò[û«ò û _eµeû I
iõÄéZòKê aRûd eLôaûKê ~ûA fû¬ò@û iõ_â\ûde cjòkûcûù^ Kû~ðýû, Mê@ûe, @ûaþWÿêeþ @ûKêA, _ûuêA
Z[û aòbò̂ Ü _að_aðûYòùe @ ê̂ÂòZ ùjC[ôaû é̂Zý icdùe Gjò @kuûe ùaKùe aýajûe Keò[û«òö
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_ûùMû@ûWÿû

céZaýqòe @û™ûe i«êÁò aò]û̂  _ûAñ CŸòÁ Zế fêcþZwþ é̂Zý, Kû~ðýû, Mê@ûe Z[û aòbò̂ Ü
_að_aðûYòùe _ûùMû@ûWÿûKê ùaKùe _ò§û~ûG û eì_ûZûeùe aYò@û\ßûeû Gjò @kuûe Zò@ûeò
Keû~ûA[ûG û fû¬ò@û iCeû iõ_â\ûde cjòkûcûù^ GjûKê _eò]û^ Keò é̂Zý _eòùahY Keò[û«òö
iCeû iõ_â\ûdùe Gjò @kuûee ÊZª c~ðýû\û ejòQò û
Mê_þMê_þKêaþ

_eõ_eû Z[û iûõÄéZòK _eòPd aj^ Keê[ôaû ‘Mê_þMê_þKêaþ’Kê iê̂ û I eì_ûùe Zò@ûeò Keò
ò̂Zò\ò̂ ò@û ^ûK MjYû jòiûaùe cjòkûcû^u bkò iCeû _êeêhcûù^ ^ûKe WûjûY _êWÿûùe _ò§ò[û«òö

@û[ð̂ úZòK \éÁòeê iê̂ û Zò@ûeò MjYûKê ]^ú ùgâYúe Gaõ eì_û Zò@ûeò MjYûKê Meòa ùgâYúe ùfûùK
_ò§ò[û«òû \CWÿò bkò ùcûWÿòùcûWÿò ùjûA iê̂ û Kò́ û eì_ûùe Zò@ûeò ùjûA[ôaûeê Gjû PòKþPòKþ Keò ^ûKe
ùiø¦~ðý aé¡ò Keòaû iùwiùw GK gévkòZ ùiø¦~ðýùaû]e _eòPd aj^ Kùe û Gjò MjYû
_ò§òùf cYòhe céZêý_ùe _ìað_êeêhcû^u ijòZ cògò_ûeòaûe \éXÿ aògßûi Gcû^u iõ_â\ûdùe
ejòQò û Gjû c¤ fû¬ò@û iCeû _êeêhcû̂ ue GK iûõÄéZòK PòjÜ û
KûŠîcþWÿûKûWÿþ

_ìað_êeêhu i¹û^ûù[ð LWÿêùe aòbò̂ Ü eKce RýûcòZòK ^Kþiû ùLû\òZ Keû~ûA Gjò
@kuûeUò _âÉêZ ùjûA[ôaûeê Gjû iê¦e ù\Lû~òaû iùwiùw GjûKê _ò§òaû icdùe jûZe
ùiø¦~ðý aé¡ò _ûA[ûG û \êÁù\aZû I ù_âZû™ûu ùKû_eê cêqò I _êað_êeêhuê i¹û^ RYûAaû
_ûAñ ò̂RÊ iõÄéZò ijòZ Lû_ LûAfû bkò _ò©k Kò́ û ei ]ûZêùe Zò@ûeò jûZe LWÿê jòiûaùe
‘KûŠîcþWÿûKûWÿþ’Kê fû¬ò@û iCeû cjòkûcûù^ _ò§ò[û«ò û @û[ð^úZòK \éÁòeê _ò©k Zò@ûeò MjYûKê
]^ú ùgâYúe Gaõ ei Zò@ûeò MjYûKê Meòa ùgâYúe ùfûùK _ò§ò[û«ò û aòbò̂ Ü _að_aðûYò I aòaûj
C›aùe c¤ cjòkûcûù^ G _âKûe @kuûe _ò§òaûKê _i¦ Keò[û«ò û
C_iõjûe

iCeû R^RûZòe HZòjý, _eµeû I iõÄéZòe bò©òbìcò iê\éXÿ û iCeû iõ_â\ûd @ûRòKûfò Cy
gòlòZ ùjûA iûcûRòK aòKûg]ûeûùe @õgMâjY KùfYò û ì̂Z^ Pò«û]ûeû iCeû ~êaK~êaZúcû̂ u
c^ùe _âùag Keòaû `kùe iCeû iõ_â\ûde ùcøkòK

iõÄéZò, _eµeû, HZòjý ]úùe]úùe ùfû_ _ûAaûKê aiòQò û ò̂KU @ZúZùe iCeû
iõ_â\ûde @kuûeMêWÿòKe @Zý]ôK Pûjò\û [ôfû û a©ðcû^ ùKak aòaûj, _að_aðûYò, é̂ZýMúZ I
@aie aòù^û\^ icdùe Gjò _ûeµeòK @kõKûeùe iCeû ~êaZú I ecYúcûù^ ò̂RKê i{òZ
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Keò[û«ò û @^ý icdùe iÚû^úd jûU Kò́ û aRûeeê _æûÁòKþ, KûP, @ûfêcò̂ òdcþ @û\ò ^Kfò @kuûe
_eò]û̂  Keò[û«ò û @û]ê̂ òK @kuûe ijR, iêfb I gÉûùe còkê[ôaûeê iCeû iõ_â\ûde ~êaZú I
ecYúcûù^ GMêWÿòK _âZò aòùgh @ûKéÁ ùjC[ôaû ù\Lû~ûCQò û iCeû  @kuûeMêWÿòKe iûcûRòK I
iûõÄéZòK MêeêZß ejò[ôaû ùaùk @\ýûa]ô ieKûeú I ùaieKûeú Éeùe Gjûe iêelû _ûAñ ùKøYiò
_\ùl_ MâjY Keû~ûC^[ôaûeê ajê _êeûZ^ @kuûe iõ_ì‰ð ò̂½òjÜ ùjûAMfûYò û bûeZúd iõMúZ,
é̂Zý I _eµeû @¤d^ ò̂cù« iCeû R^RûZòe @kuûe @Zý« C_ûù\d ùjC[ôaûeê Gjûe

iõelY I MùahYû @Zý« Reêeú û Gjò @kuûe icìj IWÿò@û iõÄéZòe GK @aòùz\ý @õgaòùgh
Kjòùf @Zêýqò ùja ^ûjóö
ijûdK Mâ̂ ÚiìPú

1. iûjê, KkûcYò eaú¦â ^û[; IWÿògûe @û\òaûiú PòZâKkû, @û\òaûiú bûhû I iõÄéZò GKûùWcú,
@ ê̂iìPòZ R^RûZò I @ ê̂iìPòZ RûZò C Ü̂d^ aòbûM, bêaù^gße û

2. a^Rû, @û\òaûiú bûhû I iõÄéZò GKûùWcú, @ ê̂iìPòZ RûZò I R^RûZò C Ü̂d^ aòbûM,
bêaù^gße û

3. iûjê, WKÖe iêùe¦â ^û[; iCeû _âa§ûakú, Auþ @ þ̀ ^ùfRþ, MêRêeûU û





- 177 -

a^Rû 2026

Wweò@û K§u @kuûe

                                                            \ßòZú P¦â iûjê*

iûeûõg
@û\òaûiúcûù^ _âKéZòù_âcú I @Zý« ùiø¦~ðý _ò_ûiê û iaêùaùk _âûKéZòK iûcMâúKê

bf _û@û«ò û Pûeò_ûLùe C_f² iûcMâúKê ^òRe ùagbìhûùe C_ù~ûM Keò @ûiòQ«ò û Giaê
iûcMâúKê iéR^ûZàK \éÁòbõMú I eP^ûZàK Pò«^ Reò@ûùe ̂ òRe KûeòMeú ùKøgkKê _âùdûM_ìaðK
iê¦e bûùa @kuûe _âÉêZ Keò _ò§ò[û«ò û eûdMWû Ròfäûe ^òdcMòeò _ûjûWÿ, Rwf I _âûKéZòK
iµ\ I ùiVûùe aûi Keê[òaû @û\òc R^RûZò @kuûee @ûKéZò, ew I C_û\û^ _eÆe
iõgäòÁ û Gjò ^òa§Uò IWÿògûe eûdMWû Ròfäû @«MðZ ^òdcMòeò _ûjûWÿ @*kùe aiaûi
Keê[ôaû aòùgh @^ê Ü̂Z ùMûÂúe R^RûZò (PVTG) ùMûÂúe Wÿweò@û K§ R^RûZòu @kuûe
_eµeûKê GK ùfûK iõÄéZò, iûcûRòK I _âZúKû™K @¤d^ bûùa aòùgæhY Keò _âÉêZ
Keû~ûAQòö G[òùe Cbd a‰ð^û™K I MêYû™K _¡Zò @af´^ Keû~ûAQòö ùlZâiùaðlY,
iûlûZKûe, @õgMâjY @aùfûK^ I \ßòZúdK Z[ý iõMâj cû¤cùe Wÿweò@û K§u aòaò]
]ûZê–_âûKéZòK C_û\û^ bò©òK @kuûee MV^, C_û\û^ I _âùdûM _âKâòdûKê aòùgæhY
Keû~ûAQòö

C_Kâc
IWògûùe aiaûi Keê[òaû 64 _âKûe @û\òaûiúu c]ýeê @]òKûõg iõ_â\ûde @û\òaûiú

@aòbq ùKûeû_êU Ròfäûùe aiaûi KeêQ«ò û aòòùgh bûùa @Zò \êaðk R^RûZò icìj c]ýùe
Wweò@û K§cûù^ Gùa aò _ûeõ_eòK bûùa ò̂R Rúa^ ùg÷kú RòCñQ«ò û iek I _ûeõ_eòK
ùagbìhû bòZùe ùicû̂ u Rúa^ùg÷kú icÉuê @ûKéÁ Keò@ûiòQò û Wweò@û K§ ùjCQ«ò eûdMW
Ròfäûe @^ýZc _âcêL R^RûZò û GA @û\òc R^RûZòe ùfûùK cêLýZü ò̂dcMòeò _ûjûW ùKûkùe
Rúa^~û_^ Keò @ûiêQ«ò û @^û\ò Kûkeê Gcûù^ WõMeùe ejò @ûiê[òaûeê ùicû^u @ûaûiòKiÚk
bò©òùe Gcû^u ^ûc Wweò@û K§ ùjûAQò û K§ iõ_â\ûde Gcûù^ GK aòùgh ùMûÂú û Wweò@û

* A¦òeû ^Me, PZê[ð Mkò, eûdMWû -765001 ùcû-9437909671,
   Email-dwitisahu@gmail.com

mailto:Email-dwitisahu@gmail.com
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K§cû^ue aûiiÚû^ ùlZâ 19.33 C©e @lûõg Gaõ 83.25 _ìað \âûNòcû c¤ùe Gaõ
ò̂dcMòeò _ûjûWÿe Cy cûkbìcò C_ùe icê\â _©^eê 1000 `êUeê 4970 `êU CyZûùe

@aiÚòZö ò̂dcMòeò _aðZcûkûe ùMûUòG _ûL eûdMWû Ròfäû Gaõ @ûe _ûL KkûjûŠò Ròfäû û ajêk
bûùa Wweò@û K§cûù^ eûdMWû Ròfäûe aòhcKUK, cê̂ òMêWû I KfýûYiòõ_êe aäKe ò̂¡òðÁ
@õPkùe Gcû^u Rúa^RúaòKû iúcòZ û ùijò_eò KkûjûŠò Ròfäûe fûõRòMW aäKe KòQò Mâûcùe
ùicûù^ aiaûi Ke«ò û aòhcKUK aäKe Kêfòð, PûõPeûMêWû I jûU cê̂ òMêWû Zòù^ûUò _*ûdZùe,
cê̂ òMêWû aäKe gòa_\e I cê̂ òùLûf _õPûdZùe Gaõ KfýûYiòõ_êe aäKe _ûeiûfò I iê̂ ûLŠò
_õPûdZùe c¤ Gcûù^ aûi Ke«ò û Wweò@ûK§cûù^ _âKéZòe C_ûiK û ùicûù^ cêLýZü cûUò,
_ûYò, _ûjûW, @ûKûg, aél, KûV, _[e @û\òKê C_ûi^û Ke«ò û Wweò@û R^RûZòe ùfûùK
ò̂dcMòeò _ûjûWe SeYû I WõMe cûUò C_ùe ùicû^u Rúa^RúaòKû ò̂bðe û _ûeõ_eòK jk\ú,

@\û Pûh ij aòbò̂ Ü _âKûee `k Pûh Ke«ò Wweò@ûK§ û cifû I `k C_ôû\^ ij Gjûe
aòKâòaUû Keò Rúa^ ]ûeY Ke«ò û
_ûjûW eRû ^òdcMòeò

ùMûùU _ùU KkûjûŠò I @ûe _ùU eûdMWû Ròfäû û cSòùe _ûùPeú bkò Vò@û ùjûAQò
ZúL _ûjûW û ^û@û Zûe ^òdcMòeò û ^òdcMòeò ùKak GK _ûjûW ^êùjñ û ùi eûRû û
^òdceRûö Zûe _âRû ùjCQ«ò @û\òc R^RûZò Wweò@ûK§ û eûdMWû I KkûjûŠò Ròfäûe ajê
PyòðZ _ûjûW ùjCQò ^òdcMòeò û ùagbìhû PûfòPkYùe ùicûù^ @û\òc û _ûjûWÿ aû Wwe
ùjCQò ùicû^ue iaêKòQò ö Wweùe aòbò^Ü _âKûe `k Pûh Keò ùicûù^ ^òRe RúaòKû
^òaðûj Keò[û«òö WõMe ùjCQò Zûu ù\aZûö K§ R^RûZòe GK ùMûÂú ajê Kûkeê ^òdcMòeò
_ûjûWÿ C_ùe aiaûi Keò @ûi[òaûeê Zûu ^ûc ùjfû WõMeò@û K§ö IWÿògûe eûdMWÿû
Ròfäûe ò̂dcMòeò _ûaðZý @õPkùe aiaûi Keê[ôaû Wweò@û K§cûù^ _âKéZò ù\aZû Gaõ
_ê^Rð^àùe aògßûiú ö ^òdceûRû, ]eZú cûZû I \cðê ù\aZû C_ùe ù~ZòKò @ûiÚû _âKéZòe
aòbò^Ü gqò C_ùe aò ùiZòKò aògßûi û ^òdcMòeò GVò eûRû û Zûe _âRû ùjùf Wweò@ûK§ö
_ûjûWKê eûRû cû^ò Gùa aò aõPêQ«ò GA R^RûZò û _âZòUò K[ûùe ^òdceRûKê _Pûe«ò û ZûKê
_ìRû Ke«ò û Zû_ùe ù~ùKøYiò Kû~ðýùe jûZ \ò@«ò û ò̂dc eRûe Wwe \ßûeû a*ê[òaûeê
ùicûù^ aòbò^Ü icdùe WõMeKê _ìRû Ke«ò û ^òdcMòeòKê ^òRe ù\aZû eìù_ _ìRû Ke«òö
^òdcMòeò ùicû^uê  _òAaûKê ùSûfûSeYûe Rk ù\CQò û aõPòaûKê RõMf ù\AQò û RúAñaûKê
_a^ ù\CQò ^òdceûRû û @ûC LûAaûKê ]û^, cûŠò@û, iê@ûñ, KûõMê, ùKûifû, Kû¦êf, cKû,
jk\ú, @\û, _ûkê@ Vûeê @ûe¸ Keò iê_eú, Kckû, @û´, _Yi, LRêeú bkò RûZòRûZòKû `k,
K¦û I gûM ù\CQò û Wweò@û Pûh C_ùe ^òbðe Keê[òaûeê ^òdcMòeò CùŸgýùe ahðe aòbò^Ü
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icdùe Kéhòbò©òK _að _ûk^ Ke«ò û Wwe _ìRû, cûŠò@û eûYú, aòj^ _ìRû, ]û^ ^ì@ûLò@û,
_òWòKû,  ùceò@û _ea, aòPûj_û, afûYò, ùcùŠû _ûaðêò, aòPûaWÿ \ò@ûf ò, @ûRò ù_^ê ~ûZâû,
fûjò ù_ ê̂ ~ûZâû , KûUfû _ûaðê , eûKêi _ìRû, iúZûeûYú _ìRû, AZýû\ò _ûk^ Ke«ò û

R^gîZò I ùfûKK[û

_âûPú^ Kûkùe ò̂dc eûRû @ù´û]ê̂ ò ^ûcùe _eòPòZ ò̂dcMòeò gòLeùe Zûue \êMð
ò̂cðûY Keò[ôùfö Zûue _ùWÿûgú eûRû C¡a eûRûu ijòZ bf iµKð [ôfûö ùMûUòG \ò̂  ò̂dc

eûRû C¡a eûRûuê GK ùbûRòùe ò̂cªY Keò[ôùf Gaõ Chà @ûZò[ý _â\û^ Keò[ôùfö C¡a eûRû
ùKak eûRûu @ûZò[ýùe @û̂ ¦òZ ^ ùjûA eûYúu @ûZò[ý Gaõ Zûu \ßûeû _eiû ~ûA[òaû Êû\òÁ
aý¬^ùe iµì‰ð bûaùe @ûKhðòZ ùjûA[ôùfö C¡a eûRû Lû\ýùe cêt ùjûA ò̂dc eûRûu
@ ê̂_iÚòZòùe \êMðKê @ûiò[ôùfö ùi fêYùe bòRû Gaõ eûYúu \ßûeû _eòùahY Keû~ûA[ôaû “ÊZª
Lû\ý” LûAùfö ùghùe ùi eûYúuê ù^A _kûAMùfö ùijò\ò̂ ê ò̂dc eûRû _ûjûW QûWò @ûC
Kê@ûùW ~ûC ^ûjñû«ò û

ùijò_eò @ûC GK ùfûK K[û @ ê̂iûùe _ìað Kûkùe fL_\e ùaûfò ùMûUòG Mûñ [ôfû ö
ùijò Mûñ @û\òaûiú ùfûK aûi Keê[ôùf ö ùijò Mûñ Pûeò_ùU NõP Rwf _eò_ìYð [ôfû ö ùiA
ùfûKcûù^ aYe ̀ k, cìk, ÊúKûe, aYe K¦û LûA a*ê[ôùf ö ùicûù^ ùKøYiò ù\aù\aú _ìRû
Keê̂ [ôùf ö ùi _aðZ C_ùe [ôaû ù\aú _âùZýK \ò̂  aûN ùjûA RY RY Keò LûA ù\C[ûGö
ùZYê R^iõLýû gì̂ ý ùjaûKê fûMòfû ö ùi Mûñùe ùMûUòG ùaRêYú [ôfû ö ùijò Mûñe ùaRêYúuê iß_Ü
ùjfû ù~ ùcû ò̂dc cû ò̂ _ìRû_ûV ^ Kùf cêñ icÉuê LûAù\aò ö Zêùc ù~Cñ `k @û\ûd Keòa
Zû _ìaðeê KêKêWû Kò́ û ùQkò akò ù\a ùjùf ~ûA ùcû c^ gû«ò ùja ö Gjû_ùe ùaRêYú akú
ù\aû _ûAñ eûRò ùjfû ö ùi \ò̂ eê ù\aúu @ûù\g @ ê̂iûùe _êRû PûfòQò ö ùijò ̂ òdc ]eò Pûfòaû
ù~ûMêñ _aðZe ^ûc ò̂dcMòeò _aðZ ùjûAQò ö ùijò \ò̂ eê @û\òaûiú(K§) ùfûKcûù^ a^ù\aúuê
_ìRû Keò«ò ùaûfò Kò́ \«ú ejòQò ö

iûcûRòK aògßûi -

Wweò@ûK§ ùfûKcû̂ ue @kuûe aýajûe ùicû^u iµâ\ûde _eòPd \òG ö Rúa^e
Kû~ðýKkû_Kê @[ð_ì‰ð KeòaûKê _Wÿò[ûG û ùZYê @kuûeMêWÿòK geúee ùgûbû a¡ð̂  ij Leû_ gqò
I @geúe @û™ûe elK bûùa ù~ZòKò aýajéZ ùiZòKò ùicû̂ u _eòPde _âZúK bûùa aýajéZö
iêelû Gaõ iÚòZòe cû_KûVò bûaùe ùicû̂ u _ûLùe [ôaû @]ôKûõg @kuûe _ò§òaû @û\òaûiúcû^ue
GK aòùgh ùa÷gòÁý û iûRi{û, ùiø¦~ðý Gaõ ù_âc  \éÁòeê geúee Q@Uò bûMùe @kuûe
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_ò§ò[û«òö cêŠeê _û\ _~ðý«, cêŠ Gaõ cêjñ, ùaK Gaõ al, aûjê, KUò Gaõ ̂ òcÜ KUò @õgþ, ùMûAVò
Gaõ _û\ @û\ò @kuûeùe i{òZ ejê[òùf û

Wweò@ûK§cûù^ ùicû^ue ù_ûhûK, iûRi{û Gaõ ùKg i{ûùe ùicû̂ ue ÊZªZû
_â\gð̂  Ke«òö ÊZª ù_ûhûKe @nêZ eì_ùe bòW bòZeê Wweò@ûuê ù~ ùKjò ù\Lô ijRùe
RûYò_ûeòùa û Wweò@ûK§ ùfûKu iûcûRòK-@û[ðôK iÚòZò ùicûù^ _ò§ê[ôaû @kuûee _eòcûY Gaõ
MêYa©ûeê ijRùe @ ê̂cû^ Keû~ûGö iû]ûeYZü ]^ú ùfûKcûù^ @]ôK IR^e iê̂ û @kuûe
_ò§«òö Wweò@û ùaRê/ùaRêYòò RúaòZ Gaõ céZ @ûZàû I ù\aZûu c¤ùe iõù~ûMKûeú bûaùe
Kû~ðý Ke«ò û ùfûK Gaõ icûRe KfýûY _ûAñ ù\aZû Gaõ ù\aúuê @ûKhðòZ Keòaû _ûAñ ]ûcðòK
bûaùe PcK\ûe iê̂ û @kuûeùe ò̂RKê i{òZ Ke«òö @kuûe MêWòK cêLýZü iê̂ û, eì_û, ei I
_ò©kùe _âÉêZ ùjûA[ûG û
ùag bìhû -

aòùgh bûùa \êaðk R^RûZò icìj Wweò@ûK§u _âcêL @ûKhðY ùjfû ùicû^u _ûeõ_eòK
ùagbêhû û _êeêh I ÈúùfûùKcûù^ iû]ûeYZü _ûeõ_eòK ùagbêhûùe  _âûdZü icû^ ù\Lû~û@û«òö
cêŠùe ùLûiû I aûk Q_û ij ùLûiûùe ùQûUò@û KûZò fMûA[û«ò û ùijò_eò Sò@cûù^ ^ûKùe,
Kû̂ ùe @kuûe fMûAaû ij ]ûZêùe ò̂còðZ LMfû fMûA[û«ò û cjòkûcûù^ cêjñùe PòZû KêUò[û«òö
ùZùa GA ùagbêhûe cêLý @ûKhðY ùjfû ùicû̂ u \ßûeû Zò@ûeò ÊZª P\e Kû_Wû M¦û û
@kuûe Zò@ûeò Gaõ iûRi{û GK ÊZª Kkûö ~êM ~êM ]eò @û\òaûiú _ûeµeòK Kkû Gaõ
@kuûee ùg÷kú, WòRûA þ̂, iûcMâú Gaõ ùKøgke GK bŠûe û Gjû a©ðcû^ KêUúe gòÌùe _eòYZ
ùjûAQòö _ûeµeòK @kuûeMêWÿòK ùKak ù\ge aòbò̂ Ü aMðe ùfûKu c¤ùe ê̂ùjñ aeõ iûeû
aògßùe GK aWÿ Pûjò\ûö
ùiø¦~ðý

  _eÆeKê @ûKhðòZ Keòaû _ûAñ Wweò@ûK§ _êeêh I cjòkû _eÆe ijòZ ùagbêhûùe
GK _âKûe _âZòù~ûMòZû Ke«ò û _êeêh Gaõ cjòkûcûù^ ùicû^ue _ûeõ_eòK ù_ûhûK Gaõ
iûRi{û _ò§ò C›aùe ù~ûM \ò@«ò û ù_âc _ûAaû _ûAñ Wweò@ûcûù^ ùicû̂ ue adi Gaõ fòw
ò̂aðòùghùe ùiø¦~ðýKê bf _û@û«òö ùicûù^ aýajûe Keê[ôaû @kuûe ùicû^ue gûeúeòK

ùiø¦~ðý aé¡ò Keòaûùe iûjû~ý Kùeö @aòaûjòZû (]ûwWÿû / ]ûwWÿò) _eÆeKê @ûKhðòZ Keòaû _ûAñ
iµì‰ð bûaùe @kuûeùe  iùRA ùjûA [û@û«òö Wweò@û K§ _ê@ Gaõ Sò@cûù^ ù_âce _âZúK
bûaùe ]ûõMòWò aiûùe @kuûe C_jûe @û\û^ _â\û^ Ke«òö ]ûwWÿûcûù^ ùicû^u _âòdR^uê
@ûwêVò cê\ò, ùKg Käò_þ Gaõ _ûRû _â\û^ Ke«òö ù_âc Gaõ ùiÜjeê RùY ~êaZú ùKùaùKùa Zûu
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ù_âcòKu cêŠ ùKgùe GK Käò_þ fMû«òö Gjû aýZúZ KòQò Sò@ Gaõ _ê@cûù^ @ù^K cûkò _ò§«ò
~ûjû ùicû^ue ù_âcòKu iõLýû MY^û Kùeö
@ûZà iêelû

Wweò@û K§cûù^ ùKak aòbò̂ Ü @kuûeùe ̂ òR geúeKê iRû«ò ^ûjó, aeõ @û™elû _ûAñ
c¤ aýajûe Ke«òö gZîcû̂ u ij fXÿòaû _ûAñ KõUû, aûjê Gaõ _û\ùe [ôaû @kuûe aýajûe
Keû~ûGö a^ý _âûYúuVûeê Gaõ aûjûe ùfûKu ijòZ SMWÿû icdùe Wweò@û K§cû^u _ûAñ
]ûZê ùjCQò iùaûð©c i¸ûaý @Èö ùicû^uê GK @ûKhðYúd eì_ ù\aû aýZúZ @ûagýKZû
icdùe @kuûeMêWÿòK ùicû^uê iûjû~ðý Ke«òö _ìùað ùNûe RõMf bòZùe Wweò@ûK§cûù^
aiaûi Keê[òùf û ùiùZùaùk _âZò _û\ùe aûN Sòuò ù^aûe i û̧a^û ejê[òfû û ùZùa ù\jùe
aòbò̂ Ü KõUû~êq @kuûe [òùf aûN Kò́ û jòõi R«ê @ûKâcY Keò _ûeê ^[òùf û @ûKâcY Kùf aò
@kõKûe ij cYòhKê cûeò LûAaû ijR ̂ [òfû û ùZYê @]òKûõg icdùe ùfûKUò aõPòaûe i¸ûa^û
ejê[òfû û ùijò_eò cêŠùe GK ùQûU KûZò eLò[û«ò û Gjû aò_\ ùaùk Kûc ù\aû ij RõMfùe
Nêeò aêfòfûùaùk `k I K¦û @û\òKê i`û Keò LûAaû fûMò aýajûe Keò[û«ò û cjòkûcûù^ G[òij
aW _ò̂  KõUû cêŠe RêWûùe aýajûe Keò[û«ò û Gjû c]ý @ûZàelû fûMò ùaùkùaùk aýajûe
Keò[û«ò û
@kuûe I PòZâKkû

iaê R^RûZò _eò Wweò@ûK§ _êeêh I cjòkû ò̂R ù\jùe PòZû KêUûA[û«ò û PòZâ @ûuò NeKê
iùRA [û«ò û ò̂R ù\jùe _ò§ò[òaû @kuûeùe Gaõ ÊZª Pû\e Kû_WûM¦ûùe aò _ûeõ_eòK PòZâ
ejòQò û ùiiaê PòZâùe _âKéZòe aòbaMêWòK iÚû̂  _ûAQò û WõMe, ềf, MQ AZýû\ò ò̂R PòZâùe iûAZò
eùL û Zûjû aò ò̂ŸòðÁ ÉeKâcùe û Kkû _âòd Wweò@ûK§ iCKùe Giaê PòZâ Kùe ò̂ û aòbò̂ Ü KûeY,
_að_aðûYú I _eõ_eû _ûk^ @û]ûeùe Giaê PòZâ @õK^ Keò @ûiòQò û \úNð ahð ]eò WõMeò@û K§
R^RûZòKê _ûLeê ù\Lò @ûiòQò û PòZâKkûùe aòùghm bûùa _eòPòZ ềùf IûWKû, Rûù´ IûWKû, fjeú
KêŠòKû, eûYò RûùKiòKû, iúZûeò IûWKû I Rû̂ ú KûWâûKû ù\÷Zýûeú @û\ò Wweò@ûK§u ij @ûùfûP^û
KeòaûKâcùe ùicû̂ ue PòZâKkûKê _ûõP bûMùe aòbq KeòaûKê GVò Pûjóaò û Kû̂ Ú PòZâ, aÈ PòZâ, Lê¦û
PòZâ, LêõUû PòZâ Gaõ @kuûe PòZâ bûaùe aòbq Keû~ûA_ûùeö Giaê PòZâ Kkû _ûAñ WõMeò@û aòbò̂ Ü
eõM aýajûe Keò[ûG û ùi[òc]ýeê \êAUò aòhdùe @ûùfûP^û Keòaò û
LêõUû PòZâ

Wweò@ûK§ _êeêh I Èú ò̂R ù\jùe PòZâKê LêõUò [û«ò û Gjû iÚûdú ùjûA ejò[ûG û @ûRòe
UûUê PòZâ bkò Gjò PòZâ Sfiê[ûG û céZýê _~ðý« Gjû geúeùe [ûG û Wweò@ûK§ cjòkûcûù^ jûZ,
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cêjñ, ùMûWùe PòZâ @ûuò[û«ò û jûZ _û_êfòe C_eò bûM, aûjê, aûjê I _û_êfò cSòùe jûZe Zk
bûMùe, cêjñe K_ûk, @ûLòe Cbd _ûgßðùe, ù[ûWòe ̂ òcÜ bûMùe Gaõ ùijò_eò ùMûWe ù_Šûùe,
_û\e C_eòbûMùe I ùMûWe ò̂cÜ bûMùe PòZû KêUò[û«ò û Giaê PòZû ÊZª û cêjñùe cêLýZü aò¦þê
I ùeLû PòZû [ûG û bîfZûe cSòùe ùKûifû MQe QòZâ @u^ Keò[ûG û ùMûWùe Q¦ûdòZ PòZâKkû
ù\Lû~ûG û jûZùe aòbò̂ Ü _âKûe PòZâKkû ejò[ûG û Gjû ùicû̂ u cêVû @û]ûeùe ùjûA[ûG û
ò̂dcMòeò @õPkùe cêLýZü 13Uò cêVûùe aiaûi KeêQ«ò û @[ðûZ 13Uò aõge Wweò@ûK§
ò̂dcMòeòe i«û^ bûùa _âZò_ûkòZ ùjCQ«ò û cêVû aû aiaûi Keê[òaû _\e bò©òùe ùicû̂ u

iûõMò@û ò̂¡ðûeY ùjûAQò û ùiMêWòK ùjfû KûWâûKû, IûWûKû, RûùKiòKû, KêgòKû, ò̂gòKû, ê̂ŠâêKû,
ZêAKû, _âûÄû, _ûfKû, _òWòKûKû, IûefòKû, ùI¦fòKû, _êiòKû @û\ò iûwò@ûùe RYûgêYû û _âûdZü icÉ
Wweò@ûK§ GA iaê iûwò@ûKê ]ûeY Keò ò̂R ò̂Re ùMûÂú _eòPd _â\û̂  Keò[û«ò û ùicû̂ u
cêVûe _âZúK Êeì_ jûZùe Cbd cjòkû I _êeêh aòQû, cdìe, if_ MQ, aûN, cjêf MQ,
ùKûifû MQ @û\ò PòZâ KêUò[û«ò û G[òeê ùi ùKCñ cêVûe Zûjû ijRùe RûYò jêG û _û_êfòe
C_eòbûMùe Gaõ _û\e C_eòbûMùe  aò¦ê Kò́ û ềf PòZâ @u^ Keò[û«ò û Giaê Mûñe @bòm cjòkû
QêõPò iûjû~ýùe ù`ûWò ùi[òùe Rkê[òaû Wòaòeòeê iõMéjòZ ciéY KkûKê fMûG û  ùijòiÚû^ùe Nû
^ùjaû fûMò KõPû jk\úe _âùf_ \ò@û~ûG û Zûjû gêLòfû _ùe LêõUû ~ûA[òaû PòZâ Sfiò CùV û
@ûC fòùb ò̂ û Gjò UûUê PòZâ Kkû gúZ \ò̂ ùe Keû~ûG û cêjñùe aòbò̂ Ü _âKûe PòZâKkû Keòaû _Qùe
R^gîZò ejòQò û Wweò@û ùfûùK cêLýZü _ûjûW WõMeùe ejê[òùf û ùiùZùaùk aûjûe ùfûKu
ùfûfê_ \éÁòeê ùicû̂ ue Èú I aXòfû Sò@uê \ìùeA eLòaû _ûAñ cêjñKê Gbkò PòZûKêUò aòKéZ
Keê[òùf û KêUò@û K§ Èúcû^u cêjñùe ajêk PòZû KêUû~ûA[òaû ù\Lû~ûG û Kò«ê Gjò PòZâ Kkû \ßûeû
ùicû^ue ùiø¦~ðý aé¡ò _ûA[ûG û
@kuûe PòZâ

Wweò@ûK§ _êeêh I cjòkû aýajûe Keê[òaû @kuûeùe aò iéR^ Kkûe Qû_ ejò[ûG û
Wweò@ûK§ cjòkû aýajûe Keê[òaû _ûeõ_eòK cûkòKê aû\ ù\ùf ùi @ù^K _âKûe @kuûe
ùaK, ^ûK, Kû̂ , jûZ, @ûõMêVò, ùMûW Gaõ cêŠe ùLûiûùe aýajûe Keò[ûG û ùiiaê ei Kò́ û
_òZkùe _âÉêZ ùjûA[ûG û Gjò @kuûeMêWòK @agý Wweò@ûK§ _âÉêZ Keò ^[ûG iZ û Kò«ê
Wweò@ûK§ iõÄéZò @û]ûeòZ @kuûe iaê @ ê̂iìPòZ RûZòe ùfûK _âÉêZ Keò[û«ò û Wweò@ûK§
cjòkû aýajûe Keê[òaû _ûRû, ieê _ûRû, ùcKWòKû, ùUWê@û _ûRû _âcêL GK bò̂ Ü ùg÷kúùe _âÉêZ
ùjûA[ûG û ùijò_eò _êõMû cê\ò, @õUû iìZû, @ûcUû cê\ò, iòeòõMò iò_û _âcêLùe GK ÊZª ]eYe
`êf _Kû jÉKcð ùjûA[ûG û Wweò@ûK§ _êeêh I cjòkû ùLûiûùe GK ÊZª ]eYe KûZò Kêiû
_êõMû I iò_Yû fùMA[û«ò û GjûKê _âÉêZ Kfûùaùk Gjûe GK ÊZª PòZâKkû ò̂jòZ ùg÷kúùe
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_âÉêZ ùjûA[ûG û Giaêaûù\ Wweò@ûK§ ~êaKe Kû§ùe iaêùaùk Ijkò[ûG UûõMò@û û GA
UûõMò@û I KûUâòKê aò ÊZª ùg÷kúùe ò̂cðûY ùjûA[ûG û Giaê ò̂cðûY _Qùe aò GK _eõ_eû ejòQòö
Wweò@ûK§u c]ýeê ùKjò ceòMùf ùi aýajéZ Keê[òaû aÈ, ei I _ò©ke aûi^Kêi^ AZýû\òKê
ga i}ûe ùaùk cgûYòùe QûWò \ò@û~ûG û ùiA aûi^Kêi^Kê ù^A SòMòWòe @ ê̂iìPòZ RûZòe
ùfûùK ùi[òeê Giaê ÊZª @kuûe _âÉêZ Keò Wweò@ûK§uê aòKâò Keò[û«ò û Gbkò bò̂ Ü Kkûùe
_âÉêZ @kuûe @^ý ùKCñVò còkò_ûùe ò̂ û Gùa c¤ SòMòWòe KûeòMecûù^ Wweò@ûK§uê Gjò
@kuûe aòKâò Keò[û«ò û
_êeêh  @kuûe

@ZúZùe _êeêh Gaõ cjòkû Cbd ùicû̂ ue geúee aòbò̂ Ü @õgKê ò̂ŸðòÁ @ ê̂_ûZùe
iRûC [ôùf û ò̂½òZ bûaùe _êeêh ò̂ŸðòÁ eì_ùe RùY cjòkûVûeê bò̂ Ü [ôùfö ùijò_eò _êeêh
i\iýcûù^ ù~ùZùaùk ]ûwòWòaiûKê ~òaû a¦ Ke«ò ùiùZùaùk ùicûù^ @kuûe _âZò @ûMâj
KcûA \ò@«òö _êeêhcûù^ Kû_WûM¦û ijòZ @kuûe bûùa Wweò@ûK§ _êeêh iòùe ò̂ (ùQûU
_û̂ ò@û), cêcðû (^ûKe cê\ò / Kû̂  cê\ò), KûMêWòKû (ùaKe akû), @ûUû iìZû (Kce iìZû þ),
iòwòWòi_û (@ûwêVò cê\ò) @û\ò _ò§ò[û«ò û ]ûwòWòcû̂ uê @ûKhòðZ Keòaû _ûAñ ~êaKcûù^ cêŠ, ùaK,
Kû̂ , ^ûK, jûZ, @ûwêVò, KUò, ùMûWÿ Gaõ _û\ bkò aòbò̂ Ü geúe @õgùe _ò§û~ûC[ôaû aòbò̂ Ü
_âKûee @kuûeùe ò̂RKê iRûA ùjûA[û«ò û
cjòkû @kuûe

Wweò@ûK§ Sò@cûù^ _ê@cû̂ u Vûeê @]òK @ûKhðYúd fûM«ò û _ûeõ_eòK aÈ ij aòbò̂ Ü
@kuûe bòZùe ùicûù^ Lêa iê¦e \òg«ò û  ùicûù^ ^ûKùe Zòù^ûUò cê\ò _ò§«òö _ê@cûù^ \êAUò
^ûKcê\ò _ò§«òö _ê@cûù^ _û\ùe LWê Gaõ _û\e @ûõMêVò cê\òùe aýajûe Ke«ò ^ûjóö Gjû
aýZúZ cjòkûcûù^ cûZéZß MâjY Keòaû _~ðý« aòbò̂ Ü @kuûeùe i{òZ ùjûA[ûû«òö Wweò@ûK§
cjòkû iò_Üû (ùjdûe_ò̂ ), Pò_^û (ùjdûe Käò_þ), @ûÄû (ùjdûe_ò̂ þ / ùQûU Qêeú) , cêcðû (^ûK
/ Kû^ eòw), ^ûwêfò (Kû̂  eòw), KûMêWòKû (ùaK a§), ùcKûWòKû (Mkû jûe), UûKû ùcùKûWòKû
(cê\âû jûe), @õUû iêZû, ùUWê_ûRû (PCWû PêWòþ),  KûRû_ûRû (ùcûUû PêWò), còfû_ûRû (_Zkû
PêWò), @ûŠê (_û\ akûþ),  _êdêcê\ò (@ûwêVò eòw), ùK¦êKfò (_û\ @ûwêVò eòw) aýajûe Keò[û«òö
cjòkûcûù^ _êeêhcû^u Zêk^ûùe ò̂RKê iRûAaûKê @]ôK @ûMâjúö aò]aû I aé¡ûcûù^ cjòkûcû̂ u
Zêk^ûùe Kcþ @kuûe aýajûe Ke«òö ùijò_eò i«û^ _âia _ùe RùY cjòkû ^a aòaûjòZ
cjòkûu Zêk^ûùe ÊÌ @kuûe aýajûe Ke«òö
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gògê @kuûe

Wweò@û K§e _òZûcûZûcûù^ R à̂e ùMûUòG cûi _ùe ùicû^u _òfûcû^uê ^ûKcê\ò,
Kû^`êf, PêWÿò Gaõ KUò ùP^ùe iRû«ò Gaõ gògêcûù^ aWÿ ùjaû ijòZ @]ôK @kuûe iûcMâú
ù~ûWò ùjûA Pûùfö ùicû^u ùgh aûfýKûkeê _ê@ Gaõ Sò@cûù^ aòaûj Keòaû _~ðý«
ùicû^u geúeKê aòbò Ü̂ @kuûe iûcMâú ijòZ iRû«òö Wwûeò@û K§cû^u cêŠ ùKgVûeê @ûe¸
Keò _û\e @ûwêVò _~ðý« iûRi{û Ke«ò ö cêŠ C_e Vûeê _û\ _~ðý« iaêVò Wweò@û K§cûù^
@kuûe aýajûe Ke«ò ö _òfû\ò̂ ê @kuûe ]ûeY Keòaû _âKâòdû @ûe¸ ùjûA~ûC[òaûeê _ea©ðú
icdùe @Zý]òK @kuûe ùicû^u _ûAñ ùaûS fûùM ò̂ û
aòaò] @kuûe

Wweò@ûK§cûù^ _âKéZòe C_ûiK û _âKéZòe ajê C_û\û^Kê ò̂R geúeùe @kuûe bûùa
]ûeY Keò[û«ò û Rwfeê _âû¯ iûcMâú Gaõ _âûKéZòK aÉêe aýajûe Keò _ò§ò[û«ò û  Wweò@ûK§u
@]òKûõg @kuûe ]ûZêùe Zò@ûe Gaõ _âûdZü aRûeeê Kò́ û iÚû^úd KûeòMeVûeê KòYò[û«ò û PûUòKYû
Kò́ û KfýûYiòõj_êe jûUeê ùicûù^ Gjò @kuûe iaê KòYò[û«ò û `k, cìk, _Zâ, aòj^, aòbò̂ Ü
ewe _[e, aòbò̂ Ü _âûYúu \û«, jûWÿ Gaõ ^L c¤ @kuûe Zò@ûeòùe aýajéZ jêGö ùicûù^
fêjû, Z´û, @ûfêcò̂ òdc, eì_û, _ò©k, iê̂ û Gaõ eieê  Zò@ûeò @kuûe  aýajûe Ke«ò ö G[òùe
ò̂Re iéR^úKê aýajûe Ke«ò û iÚû^úd @õPke @ ê̂iìPòZ RûZò(Nûiò iõ_â\ûd) ùfûKuê ò̂Re

@ûMâj WòRûA^Kê Kjò @kuûeùe ò̂Re c^ _i¦e WòRûA^[òaû @kuûe ]ûeY Ke«ò û ùi[ò_ûAñ
Wweò@ûK§u @kuûeùe MQ, _Zâ, fjòe Q¦û, ̀ êf @û\ò WòRûA^ ùagú [ûG û  aòùgh @aieùe
ùicûù^ ềfe aýajûe c¤ Keò[û«òö cê̂ þWùe aòbò̂ Ü eõMe eòa^e `êf c]ý ùKjò ùKjò
_ò§ò[û«ò û ]ûZê @kuûe _âZò aòùgh @ûMâj [ôaûeê Wweò@ûK§cûù^ ò̂KUa©ðú Mâûce Nûiò, cêkòò,
Kõiûeò, aYò@û AZýû\ò aòbò̂ Ü RûZòe @kuûe ò̂cðûZûu ijûdZûùe @kuûe ò̂cðûY Keò[û«ò û
aòhcKUK ò̂KUa©ðú SòòMòWòe @ ê̂iìPòZ RûZò iµâ\ûde ùfûK ùjCQ«ò Wweò@û K§cû^ue cêLý
@kuûe KûeòMeö
aûk Q_û (iò_þ̂ û)

Wweò@ûK§ _êeêh I cjòkû \ìeeê ù\LòaûKê GKû _eò RYû_Wÿ«ò û Gbkò \ògòaûe _âcêL
KûeY ùjCQò Zûue ùKg, ̂ ûK I ùaKe @kuûe û ̂ òKUeê ̂  ù\Lòùf ùicû^uê PòjÜòaû KÁKeö
ùiø¦~ðý iùPZ^ Wweò@û K§cûù^ ùicû^ue ÊZª ùKg i{ûAaû fûMò aòbò̂ Ü ùKg Käò_þ aû aûk
Q_û aýajûe Keò[û«ò û \êA _âKûe _ò̂  aýajûe Keò[û«ò û ùMûùU AõeûRú @le dê @ûKûe [ûA
iûcû^ý aW [òaûùaùk @^ýUò ùP_Uû ùjûA ùKgKê UûY bûùa ]eòaû bkò ùjûA[ûG û  ùKjò ùKjò
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eì_û _ò̂ þ aò aýajûe Keò ùicû̂ ue ùKg i{ûKê @]ôK iê¦e Ke«òö Sò@cûù^ GKû]òK _âKûee
aûk Q_û ijòZ ùicû^u cêŠKê iRû«ò û ùMûUòG _ûLùe @ûV \gUò aûk Q_û ijòZ ùiUþ Keò
_ò§ò[û«òö GMêWòK c[ûe iûcÜû bûMeê @ûe¸ Keò Cbd _ûLùe ùKg C_ùe iùRA ùjûA[ûG û Gjû
Zûue ùiø¦~ýðKê ajêMêYòZ Kùe û RûZ_êeú Gaõ ùWUû ^ûcK aûk Q_û fêjû, _ò©k, Z´û Kò́ û
eì_ûùe Zò@ûeò ùjûA[ûGö ùKgKê bf bûaùe KêŠûAaû _ùe RùY Sò@ Gjò aûk Q_ûMêWÿòKê Zûu
ùKgùe fMûGö Gjò aûk Q_û MêWÿòK ijûdZûùe ùicûù^ ùKgKê AzûKéZ bûùa iù{A
eLò_ûe«ò Gaõ Giaê ùLûfû _a^eê ùKgKê elû Kùeö ùKgKê @iRWÿû ùjaûKê \òG ò̂ û _ê@ Gaõ
Sò@ Cbd Gjò aûk Q_û aýajûe Ke«òö ZòeùcûùWeû GK eì_û _ò̂ þ _Q _ûgðßùe ùcûWÿò[ôaû
ùKgKê GK iÚòe iÚû^ùe eLò[ûGö Gjû GK i{òZ ùKg RêWûe ùK¦âùe fûMò[ôaû GK f´û _ò̂ þö
GjûaýZúZ RêWûe _eò]ôeê Pûeò _ûõPUò ùQûU ùP þ̂ Sêfê[ûGö Giaê aûk Q_û \ßûeû ùKg ij
iõ~êq ùjûA[ûG û iò_Üû ùjCQò @ûfêcò̂ òdcùe Zò@ûeò GK _âKûee KAñPò bkò ùKg_ò̂ þö G[ôùe
_eÆe _ûLùe \êAUò iê¦e bûùa ùMûWÿûùjûA[ôaû ùMûf ềf WòRûA^e [ûGö GjûKê cjòkûu
cêŠe _Q _ûgðßùe fMû~ûGö iû]ûeYZü aòaûj C›a icdùe Gaõ C›a @aieùe iò_^û
RêWûùe aýajûe Keû~ûGö Gjû aýZúZ Wweò@ûK§ cjòkûcûù^ cêŠe Cbd _ûgðße ùKgùe
ùQûU Qêeú (còfû KûZeû) fMûAaûKê _i¦ Ke«ò û Gjû @ûZà iêelû ij ùaùkaùùk RõMfeê ̀ k
iõMâj Keò LûAaûùe ijûdZû ùjûA[ûG ùaûfò Wweò@ûK§cûù^ Kj«ò û _êeêh I cjòkû Cbùd
ùicû^u cêŠ ùKgùe _û ò̂@û c]ý fMûA[û«òö aògßûi ejòQò ù~ WõMe_ûjûW, eûÉûNûU ù\A
Mfûùaùk cêŠùe _û ò̂@û [òùf ùKøYiò @gêb gqò ù\j bòZeKê _âùag Keò_ûùe ò̂ û
^ûK `ûgû (cêcðû):

Wweò@ûK§u @^ýZc _âcêL @kuûe ùjCQò ^ûK `ûgû û K§ bûhûùe ZûKê cêcðû
Kêjû~ûGö cêùwfò cêcðû ùjCQò Wweò@û K§ cjòkûcûù^ _ò§ê[ôaû GK ^ûK cê\ò aû `ûgûö Gjû
_ò©k Kò́ û iê̂ ûùe Zò@ûeò û R à̂e ùMûUòG cûi _ùe _òZûcûZûu \ßûeû Wweò@û K§ gògêKê ‘cêcðû’
C_jûe \ò@û~ûGö Sò@Uò Zòù^ûUò cêcðû _òù§ û \êAUò ^ûKe C_e bûMùe Gaõ ùMûUòG ^ûK bòZùe
cSò bûMùe \Šò bkò Ijkò[ûGö _ê@Uò ùKak \êAUò cêcðû _òù§ û ùMûUòG ^ûKe C_e bûMùe
Gaõ @^ýUò ^ûK bòZùe cSò bûMùe Ijkò[ûGö ^ûK cêcðû iû]ûeYZü iê̂ ûùe Zò@ûeò jêGö ùZYê
Wweò@ûK§cûù^ @kuûe aýajûe Keòaû icdùe aòùgh ~ ô̂ ò̂@«òö ‘cêùwfò cêcðû’ aýajûe
_òfûKê Wweò@ûK§ bûaùe PòjÜòZ Kùe û Gjû ]ûeY Keòaû Maðe _âiõM ùjûA[ûGö  Gjò @kuûe
KûjûKê C_jûe \ò@û~ûG ^ûjóö Wweò@ûK§ ^ûK cê\ò Zûu ^ûK Zùk ùgh ò̂gßûi _~ðý« Sêfê[ûGö
Kû^ cê\ò (^ûwêkò)

Wweò@û K§ Sò@, cjòkû Gaõ _êeêhu Kû̂ Kê ùQûU cê\ò ijòZ iRû~ûA[û«òö Wweò@ûcûù^
ùicû^u Kû̂ ùe _âûd 16Uò Kû̂ `êf aýajûe Ke«òö GjûKê cêcðû Kêjû~ûGö Kû^ùe cjòkûcûù^
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^ûwêkò aýajûe Ke«òö GjûKê iû_ _eò ù\Lû~òaû _ûAñ ùcûWÿû ~ûA[ûGö Wweò@û _êeêh _âùZýK
Kû̂ ùe ùMûUòG ù^ûfò (Kû^cê\ò) aýajûe Ke«òö ùicûù^ aýajûe Keê[ôaû aòbò̂ Ü Kû̂ cê\ò
c]ýeê Kòdê cêcðû ùjCQò iê̂ û Gaõ eì_ûùe Zò@ûeò ùQûU cê\ò û Gjû Sò@e Kû^ùe Zò@ûeò e§âùe
\ò@û~ûGö Wweò@û K§ _â[û @ ê̂~ûdú Sò@e R à̂ _ùe Kû^ùe _âûd 16 Uò e§â Keû~ûG Gaõ Gjò
e§âMêWÿòKùe cê\ò _ò§û~ûGö Gjû aýZúZ Kû̂ e ^ec @õg Zùk ùMûUòG ^ûwêkò _ò§«òö ‘^ûwêkò’
GK aòùgh @ûKûee ~ûjûKò GK iû_ _eò ~ûjûe `Yû Gaõ fû¬ [ûGö Gjû aògßûi Keû~ûG ù~
^ûwêfò aýajûe iû_Kê ùgûAaû icdùe Kû̂  bòZeKê _âùag KeòaûKê \òG ^ûjóö
Mkû jûe (KûWêWòKû/ùcKûWòKû)

Wweò@ûK§ ùaKùe GKû]òK akû ]ûeY Ke«ò û GjûKê LMfû Kêjû~ûG û Gjû GK \éXÿ
aé©ûKûe @ûKûee fêjû Zûeùe ù ầcþ ùjûA[ûG ~ûjûe \êA _âû«ùe jêKþ [ûGö Gjûe @ûKûe ùMûf
[òùf c]ý Zûe geúe ùMûf ̂  ùjûA Cbd_Uê ùP_Uû ùjûA GK]ûe iéÁò Keò[ûG û Giaê iÚû^úd
@ ê̂iìPòZ RûZò ùfûKcû^u \ßûeû Zò@ûeò Keû~ûG ö fêjû, eì_û Gaõ @ûfêcò̂ òdcùe Zò@ûeò LMfû
ajêZ @ûKhðYúdö û _û* ahð adiùe Wweò@ûK§ Sò@ LMfû _ò§òaû @ûe¸ Kùeö RùY ~êaZú
Zûu ùaKùe @ûVeê \gUò aòbò̂ Ü @ûKûee LMfû ]ûeY Keò[ûG û Gjû ùaK I QûZò @õgKê
ùNûùWA ùjûA eLò[ûG û G[ò ijòZ ùicûù^ ieêcûkòKê ùagú ]ûeY Keò[û«ò û Wweò@ûK§ cjòkû,
Sò@ Gaõ _òfûcûù^ c¤ ùicû̂ u ùaKùe GcòZò aòbò̂ Ü _âKûee ieê cûkò _ò§«ò û ùiûeòh \û̂ û
_eò gj gj ùQûU ùMûf cûkòe Zò@ûeò ùjûA[ûGö Gjûe eõM iû]ûeYZü ]kû, jk\ò@û, ^ûfò I
iaêR ùjûA[ûG û GKû]òK iõLýûùe aòbò̂ Ü @ûKûee cûkò ùaKeê QûZò _~ðý« f´ò[ûG û Gjû cêLýZü
ùicû^u f{û ò̂aûeY fûMò aýajûe Ke«ò û aûjûe ùfûKu Leû_ ̂ Reeê cêq eLòaû fûMò Gbkò
QûZò beòaû bkò @kuûe _ò§ò[û«ò û ~êaKcû^u jé\d RòZòaû _ûAñ aòbò̂ Ü ewe ùQûU KûP
ùMûfûKûe cûkòùe Zò@ûeò GK jûe K´òZòKê c]ý _ò§ò[û«òö Wweò@ûcûù^ Mkûùe KWÿû aû§ò GK
KûõAP cûkò aýajûe Ke«òö ùicûù^ _ò©kùe Zò@ûeò cûkò c¤ aýajûe Ke«òö Wweò@û K§
Kêcûeúcûù^ ùcKûWòKûuê ajêZ _i¦ Ke«òö ùicûù^ _òZWû, Kû´òZò, cêcðûwû, jòwû, KòWUò,
ùZaû, KûMêWò AZýû\ò @ù^K _âKûee ùcKûWòòKû aýajûe Ke«òö Sò@cûù^ @jfò jûe ^ûcK jûe
_ò§òaûKê c¤ bf _û@û«ò û Gjû aòbò̂ Ü cê\âûùe Zò@ûeòö @jfò jûe ùjCQò cê\âûe GK ùiUþ û 25
_Aiû, 50 _Aiû Gaõ 1 Uuû cê\âûKê Qò\âKeò iìZûùe MY×ò _KûA jûe Keò aýajûe Keò[û«òö
Sò@cûù^ Gjò _âKûee jûe _ò§ò ùicû^ue @û[ðôK iÚòZò ù\Lû«òö

ùcKûWòKû ùjCQò @ûC GK _âKûee KûP cûkòò jûe ~ûjû fûf, jk\ò@û, ^úk Gaõ Kkû
_eò aòbò̂ Ü ewe ùjûA[ûGö Wweò@û K§ _ê@ iû]ûeYZü Gjò _âKûee _ûõPeê Q@ Kò́ û Zû’Vûeê
@]ôK jûe _òù§ö ùaKKê fûMò ùjûA Gjò jûe [ûG û ò̂RKê @ûKhòðZ Keò MXò ùZûkòaû fûMò Gjò_eò
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jûe _òù§ û RùY Sò@ ùi aýajûe Keê[ôaû jûee MêYa©ûeê _ê@e @û[ðôK iÚòZòKê ajêZ ijRùe
@ ê̂cû̂  Keò_ûùe Gaõ ZûKê baòhýZ Rúa^ iû[ú bûaùe Pd^ KeòaûKê _i¦ Kùeö aòbò̂ Ü
@aieùe ùi aòbò̂ Ü Sò@uVûeê Gjò jûee C_jûe _ûA[ûGö Gjû ù_âce _âZúK bûùa aòùaP^û
Keû~ûGö i\e \ûŠùe ̂ ûPùaùk Kò́ û ]ûwWò aiûùe MúZùe MúZùe ù_âc ̂ òùa\^ Kfûùaùk
_ê@e iûji, é̂Zý, MúZ Gaõ jûiýeiùe Lêiò ùjûA Sò@Uò _ê@UòKê ùicû^ue ù_âcùe cZê@ûfû
Ke«òö
@<û iìZû

]ûwWÿûcûù^ @<û iêZû (Kce iìZû) Gaõ ]ûwWÿòcûù^ KUò ùWûeò aýajûe Ke«òö
]ûwWÿòcûù^ ùicû̂ u KUò Pûeò_ûLùe eì_û iìZû aýajûe Ke«òö Gjû cjwû Gaõ aRûeùe aòKâò
jêGö Z[û_ò RùY ]ûwWÿò _âûd 10 ahð adiùe Zò̂ òeê PûùeûUò iìZû _ò§ò_ûe«òö ]ûwWÿòcûù^ KUò
iìZû aýajûe Keò ùicû^u ù_ûhûKKê @ûKhðYúd Keò[û«òö Gjû aýajûe Keò ùicûù^ KUò @õg
_ûLùe ùicû^u fêMûùe _ùKU Zò@ûeò Ke«ò ~ûjû ùicû^uê aòbò̂ Ü Rò̂ òh aj^ Keòaûùe iûjû~ý
Kùeö
jûZ @kuûe:

Wweò@ûK§u cjòkûcûù^ PêWÿò Gaõ LWê aýajûe Ke«ò û Gjûe iûcûRòK cìfý ajêZ
@]ôKö ZûW, LWê Gaõ aòbò̂ Ü WòRûA^e PêWÿò @aòaûjòZ cjòkûu jûZùe i{òZ ùjûA[ûGö _ûRû Kò́ û
Kdêcûkû ùjCQò GK _âKûee PêWÿò ~ûjû “Wweò@ K§” cjòkûcûù^ _ò§«òö Gjû _ò©k Gaõ
@ûfêcò̂ òdcùe Zò@ûeò ö RùY ~êaZú iû]ûeYZü Zûu jûZ b©òð PêWÿò _ò§ò[ûGö Wweò@ûcûù^ iÚû^úd
KûeòMeu ijûdZûùe WòRûA^MêWÿòKê @ûKhðYúd Keòaû _ûAñ aòbò̂ Ü `êf Gaõ RýûcòZòK ùeLû
G[ôùe ùLû\òZ ùjûA[ûGö _âùZýK aòaûjòZ Gaõ @aòaûjòZ ~êaZú G_eò Kdêcûkû PêWÿò _ò§«ò û
~\òI ~êaK Gaõ aé¡û cjòkûcûù^ Zêk^û™K bûaùe Kcþ _ò§«òö @aòaûjòZû ~êaZúcûù^ ]ûõWòaiûùe
ejòaû Gaõ aòaûje _âûe ò̧K ahðMêWÿòKùe Zûuê aòbò̂ Ü _âKûee PêWÿòùe iùRA jê@«òö PêWÿò c¤ùe
ZûW ùjCQò _âûd 250 Mâûc IR^e GK ajêZ bûeú PêWÿòö ùKùZK PêWòùe ZúlY KõUû [ûG û
GjûKê @^ûagýK _êeêhuVûeê Wweò@û cjòkûuê elû Keòaû _ûAñ @È bûaùe aýajûe Keû~ûGö
@ûRòKûfò Gjû @ûC ù\LòaûKê còkê̂ ò û GjûaýZúZ aRûee _ûYòPêWòKê jûZùe _ò§òaûKê bf _û@û«òö
aòùgh C›a ùaùk cjòkûcûù^ Giaê _ò§ò[û«ò û
jûZ cê\ò (_òdêcê\ò)

Wweò@û K§ ùicû^ue jûZ @ûwêVòKê ùLûfû eL«ò̂ ûjóö ùicûù^ _âùZýK @ûwêVòùe @Zò
Kcùe ùMûUòG cê\ò _ò§«òö G_eòKò @ûwêVòùe GKû]ôK cê\ò aýajûe Ke«òö ùicûù^ eì_û, _ò©k,
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ei Gaõ Z´û bkò ]ûZêùe Zò@ûeò aòbò̂ Ü _âKûee @ûwêVò cê\ò aýajûe Ke«ò û @]ôKûõg icdùe
ùicûù^ ò̂R ù_âcòKcû^uê Gjò cê\ò C_jûe @ûKûeùe _â\û^ Keò[û«òö cê\òMêWÿòKê aòbò̂ Ü _âKûee
KkûZàK WòRûA þ̂ ijòZ iRû~ûA[ûGö aòbò̂ Ü @ûwêVòùe aýajûe @ ê̂iûùe ùicû^ue cê\òMêWÿòKê bò̂ Ü
bò̂ Ü ^ûcKeY Keû~ûA[ûGö _òdê cê\òUò aêXÿû @ûwêVòùe Gaõ ZRð̂ úùe _ò§û~ûG û c¤c @ûwêVòùe
Z´û cê\ò, @^ûcòKû @ûwêVòùe _ò©k Gaõ ùQûU KûYò @ûwêVòùe cêdûö _òdê cê\òe C_e bûMùe
PûùeûUò iê¦e ùMûf @ûKûee `êf ejò[ûGö Z´û cê\ò GK KêŠkûKûe ö Gjû Z´ûùe Zò@ûeò Gaõ
aRûeùe còùkö ei cê\ò Kò́ û eì_ûùe Zò@ûeò cê\ò @^ûcòKû @ûwêVòùe fMû~ûGö Gjû iµì‰ð ùMûf
@ûKûee ê̂ùjñ û cê\òe \êA _âû« GKûVò ù~ûWû ^ ~ûA  cSò @õg KUû ùjûA[ûG û 4Uò ùQûU eì_û
iòùfA Zûe Q¦ûQ¦ò aêYò ùjfû _eò WòRûA^e Zò@ûeò ùjûA[ûGö ‘iòwâò i_û’ cê\òUò _ò©k Gaõ
eì_ûùe Zò@ûeò û Gjûe c¤bûM iê¦e `êf Gaõ aòbò̂ Ü _âKûee @ûÉeY ijòZ Zò@ûeò ùjûA[ûGö
cêdû cê\ò eì_ûùe Zò@ûeò ùjûA K ò̂Â @ûwêVòùe _ò§û~ûGö Gjò cê\òUò @û´ MQ Gaõ Gjûe _Zâe
WòRûA^ bkò [ûG û
_û\ @kuûe (ùK¦êKûfò)

Wweò@ûK§ucû^u _û\ c¤ @kuûe ]ûeYeê cêq ̂ êùjñö iû]ûeYZü ùicûù^ ùicû̂ u
ùMûW Gaõ @ûwêVò @kuûeùe iRûA[û«òö @ûŠê ùjCQò _ò©kùe Zò@ûeò GK aòùgh bûaùe Zò@ûeò
ùMûW akûö Gjûe IR^ _âûd GK KòùfûMâûc û KòQò adÄ Sò@cûù^ jó _ò§«òö GjûKê _û\ùe _ò§òaû
ajêZ KÁKe ùjûA[ûGö MY×òò C_ùe [ôaû Lûfò @õgùe @¡ð P_Uû ùjûA [ûG û Gjò akûùe
UYû~ûA[ôaû @ûaeY GjûKê @]ôK @ûKhðYúd Keò[ûGö G[òij @ûC GK_âKûee ùMûW akû
_ò§ò[û«ò û cSò @õg KUû ùjûA bòZùe ùMûfûKûe af bkò KòQò ]ûZê [ûG û Pûfòùf G[òeê GK @nêZ
g± gêbû~ûG û  ]ûwòWòcûù^ GjûKê aýajûe Kùf é̂Zý _âKéZùe PcKôûe Gaõ @û½~ðýR^K
ùjûA~ûGö ]ûwWûcûù^ GjûKê ù\Lô cêt ùjûA~û@û«ò Gaõ aòùgh Zûk ijòZ é̂Zý Ke«òö jûZe
@ûõMêVò _eò Wweò@ûcûù^ _û\ @ûwêVòe cê\ò KWÿû cê\ò , @ûcUû cê\ò, SûU @iò cê\ò @û\ò aýajûe
Ke«òö Giaê cê\ò “_ò©kùe Zò@ûeò ùjûA[ûGö \g ahð Kò́ û Zû’Vûeê @]ôK _êeêYû ]ûwWòcûù^
Gjò cê\ò _ò§òaû _eõ_eû ejòQò û
@kuûe _âÉêZò _âYûkú:

R^RûZò Wweò@ûK§cûù^ iû]ûeYZü cêŠe aòbò̂ Ü Kòice  cêŠ KõUû, aûk Q_û, KûZò,
`êf fùMA ùjûA[òaûùaùk ùaKùe ÊZª ]eYe GKû]òK akû I cûkò _ò§ò[û«ò û akûMêWòK
ùaKeê QûZò~ûGñ  iû̂ eê aW Kâcùe iùRA ùjûA _ò§ò[û«ò û ùijò_eò ^ûKùe ù^û[, aûjêUò,
KPòùe akû, @õUûùe @õUûiìZû ij ùMûWùe akû _ò§ò[û«ò û \êA jûZe _âûdZü iaê jûZùe cê\ò
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_ò§òaûe _eõ_eû ejòQò û ùijò_eò Wweò@ûK§ ecYúcûù^ ùMûW@ûwêVòùe aò cê\ò _ò§ò[û«òö
ùijò_eò Wweò@ûK§ _êeêhcûù^ c]ý jûZùe cê\ò, cêŠùe aûk Q_û, KûZò, _û ò̂@û _ò§ò[û«òö
Giaêe ò̂cðûY ùg÷kú ÊûZªý aj^ Kùe û Giaê @kuûeùe bìhòZû Wweò@ûK§ ecYúcûù^ eì_iú
fûM«ò û ùicû̂ ue ùiø¦~ðýKê ajê MêYòZ Kùe Gjò @ûbìhY û ùZùa Giaê @kuûe _âÉêZ ajê
KÁiû]ý aýû_e û GK ÊZª _¡Zòùe Giaê @kuûe _âÉêZ Keû~ûG û cjêcûQòe ù`Yûeê _âÉêZ
cjcùe jêG Gjò @kuûee Qû* û GjûKê RúaòKû Keò ahð ahð ]eò aõPò @ûiòQ«ò eûdMWû Ròfäû
aòhcKUK aäKe SòòMòWòe KûeòMecûù^ û aòhcKUK cêLý i\ie cjKêcû Vûeê WêKêc eûÉûùe
cûZâ 6 KòùfûcòUe Mùf _ùW Kkû I KûeòMee Mâûc SòMòWò û Mâûcùe _âûd 300 _eòaûe
ejê[òaûùaùk ùi[ò c]ýeê  Nûiú iõ_â\ûde 40Uò _eòaûe cêLýZü GA ù_gûKê @û_ùYA
ù^AQ«ò û _òXò _òXò ]eò ùicûù^ Gjò Kûc Keò RúaòKû ò̂aðûj Keò@ûiêQ«ò û

GA KkûKê  _âZýl @ ê̂]ýû^ Keòaû fûMò @ûùc _jñPò[òfê SòMòWòùe û @ûcKê ijù~ûMe jûZ
aùXA[òùf @û\òaûiú MùahK Z[û gòlK Zâò_Zò jòKKû û Mûñùe _jñPòfûùakKê  Nee i¹êLùe
iÈúK ajê _eòaûe ò̂cðûY Kûcùe aýÉ[òùf û ùbUòfê ~êa KûeòMe ^lZâ _òWòKûKûuê û ùbUòfê
adÄ Z[û @ ê̂ba KûeòMe cûŠòKû aêUòKû I cûŠòKû Nûiò@ûYú û ò̂cðûY ùg÷kú iõ_Kðùe iaòÉþéZ Z[ý
jûif fûMò  Pûfòfû @ûùfûP^û û

ùWûKâû iûcMâú bûùa _eòPòZ GA iûcMâú _ûAñ KõPû cûf ùjCQò _òZk Kò́ û ei]ûZêö
_òZk I ei ]ûZêùe jó Giaê iûcMâú _âÉêZ Keû~ûCQò û ùZùa iûcMâú _âÉêZ fûMò QûõP _âÉêZ
Keòaû UòùK KÁKe û G[òfûMò \eKûe jêG cjêù`Yûe cjc û cjêcûQò cjê iõMâj Keò eLò[òaû
cjù`YûKê ò̂@ûñ fMûA cjê iõMâj Kfû _ùe cjê aiû @^ýcû^u _ûAñ @ùfûWû ùjC[òaûùaùk
GA KûeòMecû^u _ûAñ _ûfUò~ûG ajê cìfýaû^ û aòbò^Ü iìZâeê iõMâj Keòaû ij cjê
iõMâjKûeúuVûeê aò Gcûù^ ùKRò _òQû 300 Uuû ù\A cjc iõMâj Ke«ò û GjûKê @ ê̂_ûZ
@^êiûùe _ûYò ù\A Pìfòùe aiû~ûG û _ûYòKê bf bûùa `êUûA aiûKê ^ec Ke«ò û bfbûùa
`êUòfû _ùe GK _ûYò b©òð [òaû aW _ûZâùe bûicû^ @aiÚûùe iõMâjKûeú _ûZâKê eLû~ûA
ùi[òùe `êUû _ûYòKê QYû~ûG û @aùgh MêWòK `òwò \ò@û~ûG û GjûKê [Šû ùjaûKê QûWò
\ò@û~ûGö @ûagýKiÚùk ùZ«êkò cõRòe cŠ G[òùe cògû~ûG û [Šû ùjfûùakKê Gjû @Vû bkò
@¡ðZek @aiÚûKê @ûiò~ûG û GjûKê ùicû^u bûhûùe cA^ ùaûfò Kêjû~ûG û  cA^eê KûeòMecûù^
Pûjò\û cêZûaK iûcMâúe Qû* ò̂R jûZùe Zò@ûeò Ke«ò û ùMûUòG iûcMâú fûMò ùKak ùMûùU
cA^e Qû* jó Kûc Kùe û @^ý iûcMâú bkò Qû* Reò@ûùe GKû]òK iûcMâú Zò@ûeò G[òùe i¸a
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^[ûG û cA^e Qû* C_ùe bf Keò K@ñkò@û cûUò Gaõ Zû C_ùe iûcû^ý UûY cûUòe \êAUò
_âùf_ \ò@û~ûA ^òaêR Keû~ûG û Kò«ê ^òaêR _ìaðeê iûcMâúe ùMûUòG _ûLùe e§â eLû~ûA[ûGö
GA e§â ù\A Zek _ò©k Kò́ û eiKê bZòð Keû~ûG û _ùe e§â ^òaêR Keò bûUòùe ù_ûWû~ûGö
bf bûùa ù_ûWòMùf cûUòe _âùf_ Liò~ûG û ò̂ŸòðÁ ]ûZêùe KûeòMee cû^i iûcMâú ò̂RÊ eì_
]ûeY Kùe û bòZùe [òaû cA^ c]ý ù_ûWò _ûCñg ùjûA~ûG û @ûC @aùghùe ~ûjû eùj Zûjû
ùjCQò ùWûKâû iûcMâú Z[û Wweò@ûK§u @kuûe û _ùe GjûKê bf bûùa _fòiþ Keû~ûA C{k
Keû~ûG I MâûjKKê aòKâò fûMò _âÉêZ ùjûA~ûG û MâûjKcûù^ MâûcKê @ûiò KòYê[òaûùaùk PûUòKYû
I WêKêc iû¯ûjòK jûUùe ò̂R iûcMâúee _ieû ùLûfò[û«ò KûeòMecûù^ û Gjû aýZúZ Wò@ûAiò
\ßûeû eûRý Z[û eûRý aûjûeùe @ûùdûRòZ aòbò Ü̂ ùckû I cùjû›aùe ù~ûM ù\A aòKâò Keòaûe
iêù~ûM còkò[ûG û eûdMWûKê @ûiê[òaû _~ðýUKu ^Reùe GA iûcMâúe Pûjò\û ajêZ ejò[òaûeê
aòù\gú _~ðýUKuê iûcMâú aòKâò Kùf @]òKû \ò _Aiû fûb còkò[ûG ùaûfò Nûiò@ûYú cZaýq
KeòQ«ò û iû¯ûjòKú jûUùe Wweò@ûK§ @û\òaûiúcûù^ c]ý ò̂R _i¦e iûcMâú Leò\ Keò
ù^A[û«ò û `kùe PûUòKYû I WêKêc jûU _~ðýUKcûù^ Cbd iûcMâú KòYòaû ij Wweò@ûK§
ùfûKu ij c]ý ùbU ùjûA[û«ò û GA jûUùe Wweò@ûK§cûù^ ò̂Re C_ôû\òZ iûcMâú aòKâò
Keòaû ij ò̂R _ûAñ Giaê iûcMâú c]ý Leò\ Keò[û«ò û GA @û\òaûiú  jûUMêWòK _~ðýU^ \éÁò
ùKûYeê Ròfäû _ûAñ ajê MêeêZß aj^ Kùe ö

C_iõjûe :

ÊZª @kuûe Gaõ iûRi{û Wweò@ûK§u GK RûZòMZ _eòPd û Giaê ùicû^uê ÊZª
_eòPd _â\û^ KeòQò û  Kò«ê @û]ê̂ òKúKeY _âbûaùe Wweò@ûcû^ue KòQò _ûeµeòK @kuûee
MêeêZß jeûAQò û  ~êaKcûù^ aòùgh bûùa ^ûK I Mkûùe _ûeõ_eòK @kuûe ]ûeY KeòaûKê
_i¦ Keê ^ûjûñ«òö ùKg c]ý eLê ^ûjûñ«ò û cjòkûcûù^ aRûeùe C_f² @kuûe _âZò aòùgh
@ûKhòðZ ùjCQ«ò û LMfû _ò§òaûKê @ûC _i¦ Keê ^ûjûñ«ò û ùijò_eò ùMûWe ZûW @ûC _âûdZü
ù\LòaûKê còkê̂ ò û jûZùe KõUû~êq LWê \ê¿âû_ý ùjûAMfûYò û jûZùe _ûeõ_eòK ]ûZêùe Zò@ûeò
LWê @ù_lû _ûYò KûP PêWòe aýajûe ùjC@Qò û Wweò@ûK§u @ûMâj Kcò~òaûeê jûUaRûeùe
Gjûe Pûjò\û aò KcòMfûYò û ùagù_ûhûKùe aò _eòa©ð̂  @ûiòfûYò û Rò@ûA UýûM jûif _ùe aò
K_WûM¦û còkòaû bûeò KÁKe aýû_ûe û icùÉ iû]ûeY ù_ûhûK _âZò eêPò ù\LûAùfYò û ùKak
KòQò iµâ\ûd Z[û _eêYûKûkò@û ùfûK _ûe´eòK @kuûe iaêKê @lê‰ eLôaûùe ilc ùjûAQ«òö
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Z[ý iõMâj – ^ûdK, gâúew, _âZÜZûZßòK MùahK, aòhcKUK, eûdMWÿ
Kêfðò, Lù´iò, _ûeiûfòe WõMeò@û Mâûcaûiú
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