
 

 

cÖvP¨ I cvðvZ¨ wk‡í Aeqev`k© 

ª̀vweo ˆmKZ1 

M‡elYv-mvims‡ÿc : cÖvP¨ I cvðv‡Z¨i wkíKjv I wkív`k© Avjv`v 

ˆewk‡ó¨i wfwË‡ZB ¯Ẑš¿| GB ¯v̂Zš¿¨‡K we‡ePbvq bv wb‡qB wba©viY Kiv 

nq DrK…ó wKsev wbK…óZv| GgZve¯’vq GB cÖe‡Üi welqe ‘̄ cÖvP¨ I cvðvZ¨ 

wkíKjvq gvbe Aeqe iƒcvq‡Yi cðvrcU| wkíKjvq gvbe kix‡ii 

Dc¯’vc‡b GB ỳB aviv wecixZgyLx| Gi †cQ‡b i‡q‡Q mywbw ©̀ó `vk©wbK I 

†fŠ‡MvwjK KviY| cÖv‡P¨i wkíKjvq kixi G‡m‡Q ev¯ÍeZvev`x `„wófw½ 

†_‡K, cwð‡g G‡m‡Q GKwU Av`k©ev`x Ae¯’vb †_‡K, A_P wkíx I 

ZvwË¡Kgn‡j Gi wecixZ gZB cÖwZwôZ i‡q‡Q| bvix-cyiæ‡li †`nveq‡ei 

†ÿ‡Î cwðg cyiælZvwš¿K †kÖô‡Z¡i aviYv †_‡K wkíK‡g© Dc¯’vcb K‡i‡Q| 

Zv‡`i wPwÎZ cyiæl‡`n AwZwi³ †cwkeûj, civµgkvjx I exi wn‡m‡e 

Dc¯’vwcZ| wecix‡Z bvix‡`n †Kvgj, †fv‡Mi mvgMÖx, Aejv, ciwbf©ikxj 

hv mvaviY bvix-cyiæl‡`‡ni mv‡_ Am½wZc~Y©| cÖvP¨wk‡í cyiæl AwZiwÄZ 

†cwkeûj bq Ges bvixI cvðvZ¨ aviYvi g‡Zv †Kvgj-Kgbxq bq; cyiæl I 

bvix `yB cÿB GLv‡b Zv‡`i ¯v̂fvweKZv wb‡q wkíKjvq Dc¯’vwcZ| 

cvðv‡Z¨i ev Í̄eZvev`x ˆkjxi AnsKvi cÖK…Zc‡ÿ GKwU eûj cÖPwjZ wg_, 

hvi mv‡_ ev Í̄‡ei †Kv‡bv m¤úK© †bB| cwð‡gi †`n welqK aviYv ¯’zj 

ewni‡½i GK‡c‡k wbg©vY| cÖv‡P¨ †`n †KejB evwn¨K Aeqe bq, Av‡iv 

Mfxi Dcjwäi welq RwoZ †`‡ni mv‡_| d‡j cÖv‡P¨i bvix Ges cyiæl 

†`‡ni iƒcvqY cwð‡gi mv‡_ mv`„k¨c~Y© bq| cwð‡gi g‡Zv GLv‡b bvix 

cyiæ‡li †fv‡Mi mvgMÖx bq, †m m„wókxj ¯Ẑš¿ mËv| cyiælI GLv‡b 

AvµgYKvix, †cwkeûj, k³‡cv³ kix‡ii AvMÖvmx PwiÎ bq| ZvB G wel‡q 

ZvwË¡K wePvi we‡kølY cÖ‡qvRb| hv ¯̂Zš¿fv‡e †Kv‡bv M‡elYvq cwijwÿZ 

nqwb| eZ©gvb cÖe‡Ü Z_¨-Dcv‡Ëi wfwË‡Z cÖvP¨wkíKjvi Aeqev`‡k©i 

mv‡_ cvðvZ¨wk‡íi Zzjbvg~jK Av‡jvPbv Dc ’̄vwcZ nIqvq cÖeÜwU‡K 

we‡kølYagx© cÖqvm e‡j MY¨ Kiv Kiv hvq, hv cÖvP¨wk‡íi ¯v̂Zš¿¨‡K mgybœZ 

Ki‡e e‡j Avkv Kiv hvq|  

Abstract : Eastern and Western arts and philosophies are distinct 

based on different characteristics. Excellence or inferiority is 

determined without taking this distinction into account. In this case, 

the subject of this article is the background of the transformation of the 

human form in Eastern and Western art. These two trends are opposite 
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in the representation of the human body in art. There are specific 

philosophical and geographical reasons behind this. In Eastern art, the 

body comes from a realist perspective, in the West from an idealist 

position, while the opposite is established in artistic and theoretical 

circles. Western ideas of patriarchal superiority in relation to male and 

female bodies are presented in artworks. Their depicted male body is 

presented as overly muscular, powerful and heroic. In contrast, the 

female body is soft, consumptive, passive, dependent, which is 

inconsistent with the normal female-male body. In Oriental art the 

man is not exaggeratedly muscular and the woman is not as soft and 

graceful as the Occidental conception; both male and female sides are 

represented here in their naturalness in art. The conceit of the Western 

realist style is actually a widely held myth, which has nothing to do 

with reality. Western conceptions of the body are a one-sided 

construction of the gross exterior. In the East, the body is not just an 

external appearance, but a deeper perception of the body. As a result, 

the body image of women and men in the East is not similar to that of 

the West. Like in the West, here women are not objects of men's 

enjoyment, she is a creative individual being. The male is not the 

aggressor here either, the aggressive character with muscular, strong 

body. Therefore, theoretical judgment analysis is needed in this regard. 

Which was not observed in any study independently. As the present 

essay presents a comparative discussion of Oriental art with 

Occidental art on the basis of data, the essay can be considered as an 

analytical effort, which is expected to promote the distinctiveness of 

Oriental art. 

Pvwekã: AvKv•ÿv, bvix-cyiæl, †`n-mvabv, Av`k©, †hvM| 

Keywords: aspiration, male and female, pursuit, ideal, yoga. 

f~wgKv 

wkíKjvq gvbe Aeq‡ei Dc ’̄vcb GKwU cÖvPxb welq, jÿ¨ Ki‡j †`Lv hv‡e cÖvP¨ 

I cvðvZ¨ wk‡í gvbe Aeq‡ei Dc ’̄vcb n‡”Q m¤ú~Y© ¯̂Zš¿ Avw½‡K| †K wKfv‡e 

Dc ’̄vcb Ki‡e †mwU †Kgb K‡i wba©vwiZ nq? GLv‡bB Rxebexÿv ev gZv`‡k©i 

cÖkœ| cÖvP¨ ev cvðvZ¨ Kv‡iv Dc ’̄vcbB gZv`k© ewnf~©Z bq| A_©vr `yB cÿB Zv‡`i 

mywbw`©ó Av`k©‡K AbymiY K‡i wkíKjvq gvbe Aeqe iPbv Ki‡Qb| Av`k© n‡jv 

GKwU cwigvc, hvi gva¨‡g †h †Kv‡bv e ‘̄ ev wel‡qi ˆewkó¨‡K wPwýZ K‡i Zvi gvb 

cwigv‡Yi wel‡q wm×v‡šÍ Avmv hvq| DwPZ-AbywPZ, fv‡jv-g›`, mZ¨-wg_¨v, my›`i-

KzrwmZ, mvgÄm¨c~Y© ev mvgÄm¨nxb Ggb gvb`Ð¸‡jv m¤ú‡K© hvi gva¨‡g wbwðZ 

nIqv hvq ZvB Av`k©| DËivaywbK mg‡q Ggb evBbvwii wec` m¤ú‡K© Avgiv 

AeMZ †_‡KI ej‡Z cvwi GB ˆecixZ¨¸‡jv memgq g›` welq bq, †Kbbv gvby‡li 

Rxeb-g„Zz¨i gvSc‡_ wKQz mve©Rbxb welq i‡q‡Q †Kv‡bv ZË¡B hv‡`i ’̄vbPz¨Z Kivi 

mvg_©¨ iv‡L bv| AvaywbKZv, DËivaywbKZv wKsev Avw`gZv †Kv‡bvwUB mve©‡fŠg bq| 

cÖ‡Z¨K e ‘̄ Ges wel‡qi Avjv`v Avjv`v Av`k© _v‡K| cÖ‡Z¨K ms¯‹…wZ, ivóª, mgvR, 
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e¨w³, wek¦, `„wófw½, e ‘̄ I wel‡qi Av`k© Av‡Q| mgvRweÁvbxiv Av`k© m¤ú‡K© 

ej‡Qb, we‡kl Ae¯’vq, we‡kl ’̄v‡b ev we‡kl mg‡q gvby‡li Kv‡Ri aib, wPšÍv, 

Dcjwä BZ¨vw` wel‡q mgv‡Ri cÖZ¨vwkZ iƒc| A_©vr mvgwóK Kj¨vYKi cÖZ¨vkvi †h 

iƒcvqY †mwUB Av`k©| 

wk‡íi Av`k© iƒc ej‡Z Avgiv Kv‡K eyS‡ev? Avi wk‡íi Av`k© iƒc wK nIqv m¤¢e? 

Zv‡Z wK wkíKg© GKwU e„‡Ë Ave× n‡q hvevi m¤¢vebv ˆZwi n‡e bv? bv, KviY 

wk‡íi Av`k© wkí‡K e„Ëve× Ki‡e bv e‡jB wk‡íi Av`k© nIqvi †hvM¨Zv aviY 

K‡i| Ges Av`k© mKj cwiw ’̄wZ‡Z GKB iKg nq bv| wbw`©ó AÂ‡ji f~wgi MVb, 

Drcv`b e¨e ’̄v, Rj-evqyi aib, mvgwRK ixwZbxwZ, Rxeb-`k©b I gvby‡li wPšÍv-

†PZbvq GKwU e„nËi HK¨ cÖvK…wZK Kvi‡YB weivRgvb _v‡K| Gme wel‡q 

c„w_exe¨vcx ZvwË¡K-M‡elK‡`i HKgZ¨ i‡q‡Q †h, gvbyl A‡bKvs‡kB Zvi f~-cÖK…wZ 

(†iv`, e„wó, Av‡jv, Qvqv, evZvm, gvwU, cvwb, So, R‡jv”Q¡vm, Liv, eb¨v, wech©q) 

wbqwš¿Z| wek¦vq‡bi d‡j A‡bK wKQz cwiewZ©Z n‡q †M‡jI gvby‡li kixi I g‡bi 

†gŠwjK †Kv‡bv cwieZ©b nq bv| Lv`¨e¯‘i cÖvc¨Zv, Mv‡qi is, †Pnvivi AvKvi, 

†`nMVb, gbb-gvbwmKZv, Rxeb-`k©b, BZ¨vw`i mv‡_ gvby‡li cvwicvwk¦©K cwi‡ek 

IZ‡cÖvZfv‡e RwoZ| Kv‡RB Av`k© ˆewkó¨‡K wPwýZ Kiv `ytmva¨ n‡jI Am¤¢e 

bq| 

f~-cÖvK…wZK ev¯ÍeZv gvby‡li Rxeb‡K †hgb w`‡q‡Q wbw`©ó ˆewkó¨, †Zgwb 

ms¯‹…wZ‡KI w`‡q‡Q wbw`©ó wKQz †gŠwjK Mob| cÖvP¨ wkíKjv Zvi Rxebv`k©‡K †K›`ª 

K‡iB Zvi wbR¯̂Zv wbg©vY K‡i‡Q| GLv‡b gvby‡li ev¯Íe AwfÁZvi wgkÖY, 

†`nvZ¡ev`x `k©b, Z¨v‡Mi gvbm KvVv‡gv BZ¨vw`i †Rviv‡jv Dcw ’̄wZi Kvi‡Y 

wkíavivq ¯̂Zš¿ ˆewkó¨ iwPZ n‡q‡Q| Aí K_vq Avgiv ej‡Z cvwi cÖvP¨ wkíKjv 

†`nvZ¥ev`x `k©‡bi g‡ZvB †`n ev kixi‡Kw›`ªK wbg©vY| †mB kixiI cvðv‡Z¨i A‡_© 

kixi bq, m¤ú~Y© ¯̂Zš¿ cÖvP¨ avivi kixi, †hLv‡b kw³kvjx †iLvi Dcw ’̄wZ‡Z 

Kg©ÿg kix‡ii cÖavb¨ †`Lv hvq| wewfbœ kv¯¿xq wewa-weavbmn Kv‡ji Kivj MÖvm 

†_‡K †eu‡P hvIqv wkíKg©mg~n we‡køl‡Y hvi h_v_©Zv cvIqv hvq| cÖvP¨ wkí`k©‡bi 

cÖavbZg AwfgyL †`n ev kixi nIqvq cÖ_‡gB †`‡L †bqv hvq G wel‡q cÖv‡P¨i 

¯̂Kxq ˆewkó¨ Kx, ZvB †R‡b †bqv `iKvi kixi m¤úwK©Z cÖvP¨ I cvðv‡Z¨i cv_©K¨ 

I mv`„k¨mg~n| 

M‡elYv-mgm¨v wee„ZKiY : 

cÖvP¨ I cvðvZ¨ wk‡íi gvbe‡`‡ni A½-cÖZ¨½ web¨vm c×wZ Avjv`v, GB `yB avivi 

ms¯‹…wZ Ges Rxeb`k©bI ¯̂Zš¿| wKš‘ mgm¨v n‡jv Avgv‡`i cÖvwZôvwbK wkÿv 

c×wZ‡Z cÖavbZ cvðvZ¨ ˆkjxi PP©v Ges G wel‡q b›`bZvwË¡K I ˆeÁvwbK 

`„wó‡KvY †_‡K cvðvZ¨ c×wZ‡K †kÖô wn‡m‡e wPwýZKiY| cvðvZ¨ c×wZ‡K DrK…ó 

g‡b Kivi wecix‡Z cÖvP¨ c×wZi wbK…óZvI cÖwZcbœ nq, hv GKwU m‰e©e weåvwšÍi 
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m„wó K‡i| GB weåvwšÍ ’̄vbxq wk‡íi PP©vi wel‡q wkíx I ZvwË¡K‡`i wegyL K‡i 

†Zv‡j, hv GKwU AÂ‡ji wkíKjvi Rb¨ ¸iæZi wech©‡qi KviY| Z_¨-DcvË ej‡Q 

cÖvP¨ I cvðvZ¨ wk‡íi Aeqev`k© ¯̂Zš¿ nIqvq GLv‡b cÖ_gZ ZzjbvB AmgxPxb, 

wØZxqZ hw` Zzjbv K‡i †Kv‡bvwU‡K †kÖôZ¡ w`‡Z nq Zvn‡j hyw³-cÖgvY mv‡c‡ÿ Zvi 

†hvM¨ `vwe`vi cÖvP¨ wkíKjv| A_P eZ©gvb wPÎwU Gi wecixZ, A_©vr cvðv‡Z¨i 

Zzjbvq cÖvP¨wkí †Kv‡bvfv‡eB DrK…ó n‡Z cv‡i bv| GB AÂ‡ji wkíKjvi mg„w×i 

¯̂v‡_©B Ggb mgm¨vi h_v_© †hŠw³K mgvavb GKwU Riæwi welq| eÿ¨gvY cÖe‡Ü 

cÖvP¨ I cvðvZ¨ wkíKjvq Aeqev`‡k©i Z_¨-cÖgvYwfwËK GKwU Zzjbvg~jK 

Av‡jvPbv Dc ’̄vwcZ n‡q‡Q| 

cÖvP¨ I cvðv‡Z¨i Aeqev`k© wel‡q Avjv`v Avjv`v M‡elYv mnRjf¨ n‡jI G 

wel‡q Zzjbvg~jK Av‡jvPbvi ¯̂Zš¿ †Kv‡bv M‡elYvcÎ A_ev †Kv‡bv MÖš’ cÖKvwkZ 

n‡q‡Q GgbwU `„wó‡MvPi nqwb| ZvQvov G wel‡q iwPZ iPbvmg~n g~jZ cvðvZ¨ 

cwÐZ‡`i A_ev Zv‡`i Abymvix‡`i Øviv iwPZ, †hLv‡b cÖvP¨‡K A‡hŠw³Kfv‡e wbK…ó 

wn‡m‡e cÖwZcv`b Kiv n‡q‡Q| Rxebv`k©, ms¯‹…wZ ev cÖwZ‡ekMZ cÖfve‡K D‡cÿv 

K‡i †KejB cvðv‡Z¨i †kÖôZ¡ cÖgvYB hv‡`i cÖwZcv`¨ welq| Ggb GK‡c‡k 

`„wófw½i d‡j wkíKjvq Aeqev`‡k© †Kv‡bv wb‡g©vn iPbvi mÜvb cvIqv hvq bv| 

d‡j eÿ¨gvY cÖeÜwU G wel‡q GKwU †gŠwjK iPbv e‡j we‡ewPZ nevi `vwe iv‡L| 

cÖe‡Ü cÖvP¨ I cvðv‡Z¨i Aeqev`k© wel‡q `xN©w`b a‡i cÖPwjZ wKQz mvaviY 

aviYv‡K Dc ’̄vcb K‡i wewfbœ `vwjwjK DcKiY, mvgvwRK-mvs¯‹…wZK, `vk©wbK-

gb Í̄vwË¡K I ivR‰bwZK-A_©‰bwZK cwi‡ek we‡kølY I Dc¯’vc‡bi gva¨‡g G‡`i 

ˆewkó¨MZ mgm¨v‡K wPwýZ Kivi cÖqvm †bqv n‡q‡Q| cvV/Av‡aq we‡kølY c×wZi 

(Content Analysis Method) Abymi‡Y D³ welqvewji m¤úwK©Z MÖš’mg~n Ges 

mswkøó wel‡qi wbe©vwPZ cv‡Vi be-cwiPqÁvcK ˆewk‡ó¨i AbymÜvb Kiv n‡q‡Q| 

h_vh_ Awfwb‡e‡ki mv‡_ wbixwÿZ wel‡qi g~j †U·U ev cvV we‡kølYc~e©K M‡elK 

wbR¯̂ ch©‡eÿY‡K Zz‡j a‡i‡Qb| eY©bvg~jK c×wZi (Descriptive Method) 

AbymiY ZvB Av‡jvP¨ cÖe‡Ü cwijwÿZ n‡e| cÖe‡Üi wfZ‡i mivmwi D×…wZ ev fve, 

aviYv, e³e¨ ev c¨viv‡d«BwRs-Gi Z_¨m~Î (in-text citation) Ges cÖe‡Üi †k‡l 

Z_¨cwÄ (References) D‡jø‡Li †KŠk‡ji †ÿ‡Î Av‡gwiKvb mvB‡KvjwRK¨vj 

A¨v‡mvwm‡qkb (American Psychological Association) KZ…©K cÖKvwkZ 

Publication Manual of the American Psychological Association (7th Edition) 

(GwcG, mßg ms¯‹iY) AbymiY Kiv n‡q‡Q| evsjv evbv‡bi †ÿ‡Î Ôevsjv GKv‡WwgÕ 

cÖYxZ c×wZ Ges D×…wZi †ÿ‡Î †jL‡Ki Abym„Z c×wZ‡K eRvq ivLv n‡q‡Q|  

cÖvP¨ I cvðvZ¨ wk‡í Aeqev`k©  

`vk©wbK Ae ’̄vb †_‡K Avgiv Rvwb, kixi ev †`n mvabvB cÖvP¨ gZv`‡k©i cÖavb 

Awfjÿ¨| cÖv‡P¨i wkíx hLb Zvi wPÎ ev fv¯‹h© iPbv K‡i‡Q ZLb cÖ_‡gB Zvi 



cÖvP¨ I cvðvZ¨ wk‡í Aeqev`k© 51 

 

mvg‡b Dcw ’̄Z n‡q‡Q gvbe kixi| G AÂ‡j e¨vcK we Í̄…Z ÒZš¿Ó GKwU cwic~Y© 

†`nvZ¥ev`x aviv, AvaywbK A‡_© hv‡K Avgiv ev Í̄eev`x ej‡Z cvwi| Z‡š¿i Rb¥ I 

cÖmvi we‡klZ e½xq AÂj‡K †K‡›`ª †i‡LB N‡U‡Q| Zš¿ e¨envwiK Rxe‡bi wewea 

mgm¨vi ev Í̄em¤§Z mgvavb nvwRi K‡i (hw`I Z‡š¿i ch©vß cwigvY Ace¨vL¨vi 

Dcw ’̄wZi Kvi‡Y Zš¿ m¤ú‡K© mvaviY aviYv mgmvgwqK mg‡q †bwZevPK, 

cÖK…Zc‡ÿ Zš¿ GKwU AZ¨šÍ RxebgyLx I ev Í̄em¤§Z Rxeb`k©b)| Z‡š¿i g~j K_v 

n‡jv Òhv Av‡Q eªþv‡Ð ZvB Av‡Q †`nfv‡ÐÓ A_©vr †`n‡K GKwU ÿz`ª eªþvÐ g‡b K‡i 

Zš¿| myZivs Zvi mvabvi †K›`ªwe›`y n‡jv †`n ev gvbe kixi, cy‡iv c„w_ex‡K †evSvi 

cÖv_wgK cÖwµqv n‡jv wbR †`n‡K eyS‡Z cviv, Zv‡K wbqš¿‡Yi ÿgZv AR©b Kiv| 

cÖvP¨evmx Rbgvby‡li nvRvi nvRvi eQ‡ii Zvwš¿K mvabv Zv‡K m‡PZb ev Ae‡PZ‡b 

mgmvgwqK mg‡qI Zvwš¿K aviviB Abymvwi K‡i †i‡L‡Q e‡j g‡b K‡ib 

we‡klÁgnj| hw`I Avgiv AwaKvsk gvbylB wb‡R‡`i Zvwš¿K avivi Abymvix 

wn‡m‡e ¯̂xKvi Ki‡Z cÖ ‘̄Z bB, wKš‘ Avgv‡`i Rxeb-hvcb‡K we‡kølY Ki‡j †`Lv 

hv‡e Avgiv Zvwš¿K gZv`‡k©i evB‡i e„n`‡_© †h‡Z cvwiwb| †Kej evwn¨K A¯̂xK…wZ 

Qvov Gi †Kv‡bv wfwË †bB| Avgv‡`i †jvKvqZ, Pve©vK, mvsL¨, †hvM, ˆRb I †eŠ× 

`k©‡bi wbweo we‡køl‡Y †`Lv hv‡e G‡`i cÖwZwUi Drmg~j Zvwš¿K gZv`k©| cÖvP¨ 

AÂ‡j DrcwË Ges cÖfve we Í̄viKvix mKj gZv`k©B †Kv‡bv bv †Kv‡bvfv‡e Zvwš¿K 

gZv`‡k©iB we Í̄vi wKsev Zš¿ w`‡q e¨vcKfv‡e cÖfvweZ| ZvB GLv‡b wkí, ms¯‹…wZ 

Ges Rxebhvc‡b †`n mvabvB g~j K_v| gykwKj n‡jv GB †`n-mvabv kãhyM‡ji 

A_©I G‡ZvUvB weK…Z n‡q‡Q †h, GLb †`n-mvabv ej‡Z Avgiv †hŠb-mvabv eywS| 

ms‡ÿ‡c e‡j ivLv `iKvi †h, †`n-mvabv n‡jv †`n‡K K‡g©i Dc‡hvMx K‡i †Zvjvi 

mvabv| c„w_exi mKj K‡g©i mv‡_ †`‡ni h_vh_ I my ’̄ ms‡hvM ˆZwii mvabv n‡jv 

†`n-mvabv| G AÂ‡ji a¨vb-aviYv m¤ú‡K© AeMZ †KD GLb Avi GK_v A¯̂xKvi 

K‡ib bv †h, cÖvP¨evmx we‡klZ e½f~wgi mšÍv‡biv Zvwš¿K gZv`‡k©i Abymvwi| 

Zvwš¿K‡`i †`nmvabvi c×wZ n‡jv Ô†hvMÕ| †hvM PP©vi mv‡_ †Kv‡bv we‡kl a‡g©i 

ms‡hvM †bB| Zvwš¿K gZv`k© m¤ú~Y© ag© wbi‡cÿ nIqvq wewfbœ ag© Zv‡`i wb‡R‡`i 

g‡Zv K‡i Zš¿‡K e¨envi K‡i‡Q| †hvM Z‡š¿i cÖv‡qvwMK w`K| †`n-gb, fvÐ-

eªþv‡Ði ms‡hvM mvab, G‡`i ms‡hvM‡K Abyaveb Ki‡Z cvivi we‡kl cÖwµqv n‡jv 

†hvM, cieZx©Kv‡j †hwU Avjv`v n‡q GKwU ¯̂Zš¿ `k©‡bi gh©v`v jvf K‡i| wewfbœ 

e¨vL¨v`vbKvix I mvay-mbœ¨vmx‡`i gZvg‡Zi wfbœZvi d‡j †hvM-mvabvi eûgZ Ges 

eûc_ ˆZwi n‡jI †gŠwjK †h †`n-mvabv ev †`n‡K Kg©‡cv‡hvMxfv‡e cÖ ‘̄Z Kivi 

mvabv G wel‡q †Kv‡bv gZwe‡iva †bB| ZvB †`Lv hv‡”Q cÖvP¨-mšÍvb‡`i Rxebv`k© 

eyS‡Z n‡j Avgv‡`i Aek¨B Zvwš¿K cÖ_v-c×wZ Ges Gi cÖv‡qvwMK mvabv Ô†hvMÕ 

wel‡q †evSvcov Acwinvh© (hw`I GB cÖe‡Ü Zš¿ wKsev †hvM wel‡q we Í̄vwiZ ejvi 

my‡hvM †bB)| cÖvP¨ gZv`k© we‡klZ e½xq Rxeb`k©‡bi Acwinvh© Ask wn‡m‡e 

†hv‡Mi Dcw ’̄wZi Kvi‡YB GLv‡b wkíKjvi g~j Awfwb‡ekI †`n ev gvbe kixi| 

’̄vbxq ms¯‹…wZ I wk‡íi ˆewkó¨ ev ¸Yv¸Y‡K Avjv`v K‡i wPwýZ Ki‡Z PvB‡j ZvB 
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Zvwš¿K †hv‡Mi ci¤úiv m¤ú‡K© Rvb‡Z n‡e| ’̄vbxq wkíKjvq †hv‡Mi HwZn¨, 

Zvrch© Ges cÖfve m¤ú‡K© `wÿY Gwkq wkí we‡klÁ Kjw¤q̂v wek¦we`¨vj‡qi mv‡eK 

Aa¨vcK we`¨v †`‡nwSqv (Vidya Dehejia-1942) I Wvwj© BDbvi nvwb©k (Darly 

Yauner Harnisch) Zuv‡`i MÖš’ Yoga as a Key to Understanding the Sculpted 

Body †Z e‡jb:  

We must recognize also the significance of the tradition of yoga and 

its inevitable influence upon art. The Indian artistic tradition ignores 

the depiction of musculature not through anatomical ignorance or  lack 

of artistic skill, but because the Indian ideal was the yogic body. 

(Dehejia & Harnisch, 1997, p. 80). 

†hv‡Mi HwZn¨‡K A¯̂xKvi K‡i GLvbKvi wkíKjv‡K †evSv hv‡e bv| wkíKjv 

†Kv‡bv mgvRwew”Qbœ Kg© bq, AvaywbK mg‡q hw`I G‡K bvbvfv‡e mgvRwew”Qbœ 

wn‡m‡e †`Lv‡bvi cÖqvm †bqv n‡q‡Q wKš‘ Av`‡Z †m mKj cÖqvm e¨_© n‡q‡Q, †Kbbv 

gvbyl †Kv‡bv hš¿ bq, Zvi ˆPZb¨ wµqvkxj, †m mgv‡R mwµqfv‡e emevmKvix 

GKRb gbb-†gavm¤úbœ cÖvYx| mgv‡Ri cÖfve, Zvi Rj-evqyMZ cÖfve, fvlv I 

mg‡qi cÖfve‡K PvB‡jB †m Gov‡Z cvi‡e bv| †KejgvÎ AwZm‡PZb n‡q 

cwiwgwZ‡ev‡ai e¨envi Kiv †h‡Z cv‡i, wKš‘ cy‡ivcywi wew”Qbœ nevi ÿgZv Zvi 

†bB| Zš¿  I †hvM mycÖvPxbKvj †_‡K cÖvP¨ AÂ‡j cÖPwjZ _vKvq GLvbKvi †gav-

gbb I †PZbvq m‡PZb I Ae‡PZ‡b Zvwš¿K Av`k© cÖengvb, wkíKjvq Gi Qvc 

¯úófv‡eB jÿ¨ Kiv hvq| kixi mvabvi GKwU ¸iæZ¡c~Y© welq n‡jv cÖvYvqvg A_©vr 

k¦vm-cÖk¦vm‡K wbqš¿‡Y Avbvi gva¨‡g kix‡ii Dci wbR¯^ wbqš¿Y cÖwZôvi GKwU 

cÖwµqv| cÖvP¨avivi GKRb wPÎwkíx GLv‡b evwn¨K kixi A¼b K‡iB Zvi KvR †kl 

K‡i bv, eis Aw¼Z †`‡n k¦vm-cÖk¦vmI †hb Pjgvb _v‡K, A_©vr G‡ZvUvB ev¯Íem¤§Z 

nq †h‡bv g‡b nq iwPZ wkíK‡g© k¦vm-cÖk¦v‡mi Dcw ’̄wZ i‡q‡Q| †÷jv µvgwik Zuvi 

The Art of India  MÖ‡š’ e‡jb: 

Visual art in India is movement translated into measured lines and 

masses. Breath was known as the principle of all living form, It was 

therefore a test of a good painter that his figures should appear to 

breath. In India art the figures are, as it were, modeled by breath, 

which dilates the chest and is felt to carry the pulse of life through the 

body to the tips of the fingers. This inner awareness was given 

permanent shape in art, for it was daily and repeatedly practiced and 

tested in the discipline of yoga. It was found that by the concentrated 

practice of controlled breathing, an inner lightness and warmth 

absorbed the heaviness of the physical body and dissolved it in the 

weightless Ôsubtle body’, which was given concrete shape by art, in 

planes and lines of balanced stresses and continuous movement. This 



cÖvP¨ I cvðvZ¨ wk‡í Aeqev`k© 53 

 

shape, inwardly realized by yoga, was made concrete in art. 

(Kramrisch, 1954, p. 27). 

cÖvP¨ Rxebv`‡k© †`n †Kej evwn¨K kixi bq, †`n GLv‡b wek¦eªþv‡Ði GKwU †QvÆ 

cÖwZiƒc| †`n‡K †evSvi gva¨‡g, †`‡ni mv‡_ ms‡hvM ’̄vc‡bi gva¨‡g wek¦eªþv‡Ði 

mv‡_ hy³ nevi Kvh©Kix gva¨g †`n| cwðgv wkÿvi Kvi‡Y †`n ev kixi ej‡Z 

mgmvgwqK wkwÿZ gvbyl wKQzUv weå‡g c‡o hvb| †Kbbv †`n-mvabv ej‡Z Zviv 

†ev‡Sb ¯’~j kix‡ii mvabv| ’̄’~j kixi aviYvi mv‡_ cÖvP¨ Nivbvi †`nvZ¥ev‡`i 

†Kv‡bv m¤úK© †bB| BD‡iv‡mw›UªK Ávbv‡jvPbvi c¨vivWvB‡g emev‡mi mgm¨v n‡jv 

GKwU GK‡c‡k `„wó‡KvY †_‡K ch©‡eÿY, hv mvaviYZ Avgv‡`i fzj Dcmsnv‡i 

†cŠu‡Q †`q| Avb›` Kzgvi¯̂vgx Zuvi The Transformation of Nature in Art MÖ‡š’ 

e‡jb: 

In Western art the picture is generally conceived as seen in a frame or 

through a window, and so brought toward the spectator; but the 

Oriental image really exists only in our own mind and heart and is 

thence projected or reflected onto space. The Western presentation is 

designed as if seen from a fixed point of view, and must be optically 

plausible. (Coomaraswamy, 1934, p. 29). 

kix‡ii mv‡_ g‡bi ms‡hvM GLv‡b Ggb Ae ’̄v‡b i‡q‡Q †h, g‡bi m¤ú~Y© MwZwewa 

m¤ú‡K© AeMZ bv n‡q kixi‡K wKQzB †evSv hv‡e bv| ev Í̄e Rxe‡b mvay-mbœ¨vmx ev 

†hvMx‡`i †hgb K‡Vvi Zcm¨vi †fZi w`‡q †h‡Z nq, wkíx‡`i mvabvI †Zgwb 

wbqgZvwš¿K| cÖvPxb wMÖ‡mi †`n wbg©vY †hfv‡e Zvi ewni½ wb‡q g‡bvwb‡ek K‡i‡Q 

GB AÂ‡j GKBiKg welq N‡Uwb| GLv‡b kix‡i AvZ¥v hy³ n‡q GKwU Rxeš‘ 

†`‡ni cÖwZK‡í iwPZ n‡q‡Q wkíK‡g©i †`n| Ges GB wbwg©wZi †ÿ‡Î wkíx‡`i 

wQ‡jv K‡Vvi cÖwkÿ‡Yi e¨e ’̄v| †÷jv µvgwik e‡jb: 

The Greeks made gods of their marble statues of perfectly 

proportioned man, In India, the discipline of yoga not only controls the 

physical body, but purges and rebuilds the whole living being. The 

human body transformed by yoga is shown free not only from defects, 

but also from its actual physical nature. 

[…] The Greeks took as their ideal the disciplined, athletic physical 

body. The Indians took the disciplined state, or subtle body of inner 

realization, on which to model the shape of their images. Greek 

sculptors were not necessarily athletes, nor were all Indian artists 

yogis. In either case, training and environment equipped them with 

their own characteristic types and sensibilities. (Kramrisch, 1954, p. 

15). 
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cwðgv wkív`k© w`‡q †hgb cvðvZ¨ wkíKjv‡K †evSv m¤¢e bq, †Zgwb cwð‡gi †`n 

welqK aviYv w`‡qI cÖv‡P¨i gyL¨Z e‡½i †`n ev kixi‡K e¨vL¨v Kiv m¤¢e bq| 

cwðg †`n‡K †fv‡Mi mvgMÖx wn‡m‡e †`‡L‡Q; †`‡L‡Q †h, Zvi cÖgvY i‡q‡Q Zv‡`i 

†`n wbg©v‡Yi cÖwZwU †ÿ‡Î| cwðg cÖej cyiælZvwš¿K mgvR nIqvq Zv‡`i wbwg©Z 

cyiæ‡li wPÎ-fv¯‹h©‡K †`Lv hv‡e cÖej civµgkvjx, kw³gvb GKRb gvbyl iƒ‡c| 

wecix‡Z Zv‡`i bvixi wPÎvq‡Y G‡Kev‡iB D‡ëv aviv| bvix `ye©j, †Kvgj, 

ciwbf©ikxj, cyiælZvwš¿K mgv‡Ri †fv‡Mi mvgMÖx iƒ‡c Dc ’̄vwcZ| weªwUk AvU© 

wKD‡iUi I BwZnvmwe` wjÛv wbW (Lynda Nead 1957) Zuvi The Female Nude: 

Art, Obscenity and Sexuality MÖ‡š’ e‡jb: 

Anyone who examines the history of western art must be struck by the 

prevalence of images of the female body. More than any other subject, 

the female nude connotes ‘Art’. The framed image of a female body, 

hung on the wall of an art gallery, is shorthand for art more generally; 

it is an icon of western culture, a symbol of civilization and 

accomplishment. But how and why did the female nude acquire this 

status? (Nead, 1992, p.1). 

cwðgv wPÎKjvq †`n G‡m‡Q Zv‡`i gZv`wk©K Ae¯’v‡bi Dci wfwË K‡iB| Zv‡`i 

cyiælZvwš¿K mgv‡R cyiæl wkíx‡`i wPÎvq‡Y e¨vcKfv‡e D‡V G‡m‡Q bvix kixi, 

wKš‘ †mB kixi cyiæ‡li †fv‡Mi Dc‡hvMx nIqvi Rb¨ †hgb MVb `iKvi wVK 

†Zgwbfv‡e G‡m‡Q| †Kbbv †mLv‡b bvixi Ae ’̄vb GKvšÍB cyiæ‡li mnPix wn‡m‡e, 

cyiæ‡li Kvgbv evmbvi iƒcvqY n‡q| Avevi cyiæl kixi G‡m‡Q wVK D‡ëvfv‡e 

kw³gvb I †kŠh©-ex‡h©i cÖZxK wn‡m‡e| weªwUk wkí BwZnvmwe` I hv`yNi cwiPvjK 

†K‡b_ K¬vK© (Kenneth Clark 1903-1983) Zuvi MÖš’ The Nude: a study in ideal 

form G e‡jb wMÖKiv Zv‡`i A¨v_‡jU bMœ kix‡ii MVb wb‡q Me© Ki‡Zv: 

Greek literature from Homer and Pindar downward contains many 

expressions of this physical pride, some of which strike unpleasantly 

on the Anglo-Saxon ear and trouble the minds of schoolmasters when 

they are recommending the Greek ideal of fitness. "What do I care for 

any man.?" says the young man Kritobalos in the Symposium of 

Xenophon; "I am beautiful." And no doubt this arrogance was in-

creased by the tradition that in the gymnasium and the sports ground 

such young men displayed themselves totally naked. (Clark, 1956, p. 

23). 

e¨vqvgvMv‡i ˆZwi nIqv Gme kix‡ii evwn¨K MV‡bi w`‡KB wQj Zv‡`i jÿ¨| 

cyiæl‡`i †hgb †`Lv‡bv n‡Zv †cwkeûj I kw³gvb wn‡m‡e, bvix‡K †Zgwb dzwU‡q 

†Zvjv n‡Zv †Kvgj, Kgbxq, igYxq, Kvg-evmbv PwiZv_© Kivi Dc‡hvMx wn‡m‡e| 

Zv‡`i kixi welqK gZv`k© ev wPšÍv-fvebv cÖv‡P¨i †PZbvi mv‡_ †Kv‡bvfv‡eB 
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mv`„k¨c~Y© bq| wjÛv wbW †`wL‡q‡Qb cyiæ‡li Ggb kw³gvb kixi I wecix‡Z bvixi 

†Kvgj †`n cwðgv gvb‡mi GKwU RwUj gb Í̄vwË¡K cÖwµqv: 

It symbolizes the heroic male body – powerful and in, as well as 

under, control. In his analysis of the violent fantasies of the men of the 

German Freikorps, Klaus Theweleit has demonstrated the complex 

psychic compulsions associated with this image of the hard, insulated 

male body. 25 Within Freikorps ideology, the body of woman is 

perceived as unstructured. It represents the flood, the human mass; it is 

soft, fluid and undifferentiated. The warrior male insulates himself 

from the threat of dissolution into this mass by turning his body into an 

armoured surface that both repels the femininity on the outside and 

contains the ‘primitive’, feminized flesh of his own interior. (Nead, 

1992, p. 17). 

cyiæl †hv×v, AvµgYvZ¥K, kw³kvjx BZ¨vw` cÖZx‡K Zv‡`i AvMÖvmx Pwi‡Îi w`KwUI 

D‡b¥vwPZ nq| wecix‡Z bvixi cÖwZ Zv‡`i `„wófw½wUI ¯úó n‡q I‡V| cwðgv wk‡í 

gvbe †`‡ni wPÎvq‡Y Zv‡`i AvMÖvmx Pwi‡Îi †kKo †cÖvw_Z Av‡Q cwðgv `k©b Ges 

Zv‡`i f~-cÖvK…wZi MVb I Drcv`b e¨e ’̄vq| eQie¨vcx Lv‡`¨i †RvMvb wbwðZ Kivi 

Rb¨ Zv‡`i AvµgY Ki‡Z n‡Zv †Kv‡bv †Kv‡bv cÖwZ‡ewki Dci, djZ GwU Zv‡`i 

wU‡K _vKvi kZ©B ejv hvq| †K‡b_ K¬v‡K©i fvl¨ †_‡K Gi wKQzUv †evSv †h‡Z cv‡i, 

wZwb e‡jb: 

Greek confidence in the, body can be understood only in relation to 

their philosophy. It expresses above all their sense of human 

wholeness. Nothing that related to the whole man could be isolated or 

evaded; and this serious awareness of how much was implied in 

physical beauty saved them from the two evils of sensuality and 

aestheticism. (Clark, 1956, p. 24).  

K¬vK© GLv‡b mwVK Dcjwä K‡i‡Qb e‡j g‡b Kiv hvq| Z‡e kvixwiK †mŠ›`h© Zv‡`i 

KvgyKZv †_‡K iÿv K‡iwQ‡jv, bv Av‡iv KvgyK K‡i Zz‡jwQ‡jv †mwU GKwU eo cÖkœ| 

kixi wel‡q Zv‡`i gbb M‡o IVvi g~j wbwnZ Av‡Q Zv‡`i Abym„Z Rxeb`k©‡bi 

Af¨šÍ‡i| BDwbfvwm©wU di d‡ibvm© BUvwji GwMÖ‡MU cÖ‡dmi wµw÷qvbv d«v‡¼v 

(Cristiana Franco) Zuvi Shameless: The Canine and the Feminine in Ancient 

Greece MÖ‡š’ we‡kølY K‡i †`wL‡q‡Qb wMÖK‡`i bvix-fvebvi Avw` Drm‡K, hvi Qvc 

cvIqv hvq cieZx© BD‡ivcxq wkíKjvq| d«v‡¼v e‡jb: 

To fabricate the first woman, Zeus assigns each god a task—hence the 

new creature’s name is Pandora, “she who was a gift of all [the gods],” 

or perhaps “she who received from all [the gods] a gift.” The job of 

shaping the first material goes to the divine artisan Hephaestus, who 

must mix earth with water and give the clay the seductive appearance 
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of a young woman ready for marriage—and his models are the 

immortal goddesses. At this point his job is done, and around this 

marvelous automaton the other gods begin to busy themselves, each 

one ready to contribute with their own specific skill. Athena attends to 

the woman’s education, which in the ancient world essentially 

consisted in teaching her to work the loom. Aphrodite busies herself in 

giving Pandora an irresistible charm, pouring over her head that 

delicate grace (charis), a seductive submissiveness, that provokes 

torments of desire. But the ambiguous power of eroticism is not the 

only evil component in this first bride’s trousseau. To finish off the 

wicked work of Zeus, in steps Hermes, whose job is to give Pandora 

“a bitchy mind [kyneon noon] and a thievish nature.” And so Zeus’s 

instructions come to an end. (Franco, 2014, p. 2-3).  

bvixi cÖjyä Kivi ÿgZv, weåvšÍ, wec_Mvgx Kivi ÿgZv i‡q‡Q; Zvi we‡ØlcivqY 

gvbwmKZv, †PŠh©e„wËi ¯̂fve Ges PwiÎnxbZvi Kvi‡Y Zvi wel‡q mZK© _vK‡Z n‡e| 

Zv‡`i bvixi wPÎvq‡Yi †cQ‡b i‡q‡Q `xN© wg_jwRK¨vj I `vk©wbK KviY, bvix‡K 

Zviv †`‡L‡Q AZ¨šÍ AeÁvi `„wó‡Z; AvcvZ †mŠ›`‡h©i †h gwngv Mv_v Zv Avm‡j 

cyiæ‡li †fv‡Mi cÖ‡qvR‡b bvix‡K †evKv evwb‡q Zv‡K cÖjyä Kivi cÖwµqv| bvix 

†Kv‡bv cwic~Y© gvbyl bq, †m ciRxex, civbœ‡fvMx| d«v‡¼v‡K D×…Z K‡i welqwU 

Av‡iv we Í̄vwiZ †evSv †h‡Z cv‡i, wZwb e‡jb: 

Of what exactly does this contribution requested of Hermes toward the 

making of woman consist? What does Hesiod mean when he attributes 

to Pandora the temperament of a dog and a strong propensity to steal? 

Concerning the deceitful and thievish (epiklopos) nature of women, 

we don’t need to look far for explanations, since other passages in 

Hesiod’s poems clearly illuminate his opinion on the matter: for a 

husband, a woman means another mouth to feed. In a rural economy 

based on male labor, woman is the parasitic element that uses up the 

supplies stored away with so much toil by the men. In Hesiodic 

morality, founded wholly on the necessity of agricultural labor, 

woman constitutes an unproductive element. To cultivate the fields 

means to earn a living through honesty and justice, and so, those who, 

like a wife, eat bread without having plowed, reaped, or gathered, live 

by robbery. It is in this sense, then, that Pandora has the soul of a thief. 

And naturally, Hermes is the one who gives it to her, since he is the 

thief of Olympus, the patron god of thieves and the protector of 

scoundrels. (Franco, 2014, p. 3).  

†`Lv hv‡”Q cwð‡g cyiæl I bvix Pwi‡Î cÖKUfv‡e ˆecixZ¨ Av‡Q| †mB ˆecixZ¨ 

†Kv‡bv mvaviY welq bq, †Kbbv gvbe mgv‡Ri GKwU Ask‡K Aci As‡ki Dci 

AvwacZ¨ Kivi webv cÖ‡kœ †kÖôZ¡ †`Iqv n‡”Q| ïay ZvB bq †kÖô As‡ki A_©vr 
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cyiæ‡li †mev`vmx wn‡m‡eB bvix‡K Dc ’̄vcb Kiv n‡”Q cwðgv mf¨Zvi AvZzo N‡i| 

bvix‡K Zviv Zzjbv K‡i‡Q KzKz‡ii mv‡_ hvi GKgvÎ KvR n‡jv mKj Dcv‡q 

cyiæ‡li †mev Kiv| weªwUk es‡kv™¢~Z †gwWK¨vj wnD‡gwbwUR GW‡fv‡KU, kv ¿̄xq 

cwÐZ, I‡cb BDwbfvwm©wUi Gwg‡iUvm Aa¨vcK †n‡jb wKs (Helen King 1957) 

Zuvi Hippocrates’ Woman: Reading the female body in Ancient Greece bvgK 

MÖ‡š’ e‡jb: 

Homer’s Agamemnon says that nothing is more like a bitch than a 

woman (Od. 11.427; Vernant 1979: 105). The domestic dog is 

comparable to woman in Greek thought, being a predatory beast taken 

into man’s service, hovering between wild and tame (Redfield 1975: 

193–203): as we will see in Chapter 4, the unmarried girl in particular 

was seen as naturally wild, ‘untamed’ (admês) and ‘unyoked’ (azyga), 

to be domesticated into the service of culture. In Aristotle, the dog is 

explicitly seen as an animal sharing some qualities of humanity. For 

example, in bitches, swelling of the breasts shows they are ready for 

intercourse ‘just as in people’ (HA 574b14–16). (King, 1998, p. 24).  

cyiæ‡li †mev Kivi Dc‡hvMx n‡Z n‡e bvixi kixi, bvixi †Kv‡bv wbR¯̂ mËv ev 

gZvgZ †bB, cyiæ‡li †fv‡M Kv‡R jvMvB Zvi Aviva¨| ZvB †m cÖjyäKi I 

`yðwiÎ| Ggb mvgwRK I `vk©wbK Ae ’̄vb †_‡K cwðg bvix‡K Dc ’̄vcb K‡i‡Q 

Zv‡`i wkíK‡g©| ZvB Zviv ev¯Íeev`x `vwe Ki‡jI Av`‡Z †ZgbwU bq| †Kbbv 

Zviv bvix‡K Zvi ev¯ÍeZvq wPwÎZ K‡iwb| wPwÎZ K‡i‡Q cyiæ‡li gvbwmK Z…wßi 

Dc‡hvMx K‡i| civµgkvjx cyiæ‡li †hŠbm½x wn‡m‡e Kíbv K‡i Zviv iƒcvwqZ 

K‡i‡Q bvixi kixi| Zv‡`i kixi welqK †mŠ›`h©‡ev‡ai mv‡_ i³-gvs‡mi gvbexi 

†Kv‡bv m¤úK© †bB| cwð‡gi †mŠ›`h© ZvB ev Í̄em¤§Z bq, †Kbbv Zviv ev Í̄e 

kixi‡K AbyKiY bv K‡i KvíwbK I Kvw•ÿZ gv‡c Gu‡K‡Q kixi| cÖvPxb 

f~ga¨mvMixq wkí I cÖZœZ‡Ë¡i B‡gwiUvm Aa¨vcK A¨vÛªy ÷zqvW© (Andrew Stewart 

1948-2023) Zuvi MÖš’ Art, Desire and the Body in Ancient Greece G e‡jb: 

The ancient Greeks were, in actuality, thickset and sturdy, with 

relatively short lower limbs, judging from the osteoarchaeological 

material, which in no way coincides with the idealized representation 

of the human body in Greek sculpture, or indeed with the idealized 

form of the literary sources. (Stewart, 1997, p. 12).  

÷zqvU© cÖZœZvwË¡K m~‡Îi eiv‡Z ej‡Qb cÖvPxb wMÖKiv Zv‡`i KwíZ fv¯‹‡h©i g‡Zv 

wQ‡jb bv| mvwn‡Z¨i m~‡Î Zv‡`i GKwU KwíZ Av`k© iwPZ n‡q‡Q| Kv‡RB 

ev¯ÍeZvi †h eovB Zviv K‡i Ges Dcgnv‡`‡ki wkíx‡`i Av`kv©wqZ e‡j AeÁv 

K‡i Zvi †Kv‡bv wfwË †bB| Zviv GKwU KvíwbK Av`k© ˆZwi K‡i‡Q Ges Zvi 

Abymi‡Y wkíKg© iPbv K‡i‡Q| cwð‡gi wkíKjvq ev¯Íeevw`Zv GKwU m¤ú~Y© 
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KvíwbK iƒcK_v| †h iƒcK_v w`‡q Avgv‡`i wkíx I ZvwË¡Kgnj Av”Qbœ n‡q 

i‡q‡Qb| cÖvPxb wMÖ‡mi wkíxiv wek¦vm Ki‡Zv †Kv‡bv ¯̂Zš¿ kixi c~Y©v½ my›`i bq, 

djZ Av‡d«vw`wZ‡K †µvU‡bi cuvPRb Kzgvix †g‡qi wbLyuZ kvixwiK web¨v‡mi wewfbœ 

Ask‡K GKwÎZ K‡i mg‡MÖ cwiYZ Kivi gva¨‡g A¼b Kiv nq: 

Former begins with the belief that although no individual body is 

satisfactory as a whole, the artist can choose the perfect parts from a 

number of figures and then combine them into a perfect whole. Such, 

we are told by Pliny, was the procedure of Zeuxis when he constructed 

his Aphrodite out of the five beautiful maidens of Kroton, and the 

advice reappears in the earliest treatise on painting of the postantique 

world, Alberti's Delia Pittura. (Clark, 1956, p. 13).  

Kv‡RB wi‡qwjw÷K ev ev¯ÍeZvi †h aviYv mvaviYZ cwðg m¤ú‡K© Kiv n‡q _v‡K 

Zvi gv‡S †ek wKQz ¸iæZi wRÁvmv wPý i‡q †M‡Q| Zviv Zv‡`i g‡Zv K‡i GKwU 

Av`k© `uvo Kwi‡q‡Q Ges †mB Abymv‡i iPbv K‡i‡Q wkíKg©| Avi GwU A¯̂vfvweKI 

bq, A¯^vfvweK n‡jv wb‡R‡`i ev Í̄eZvev`x `vwe K‡i Ab¨‡`i Aev Í̄e e‡j wPwýZ 

Kiv; cwðg †hwU kZvwãi ci kZvwã a‡i K‡i G‡m‡Q, evKx wek¦ Zv‡`i bvbv Kvi‡Y 

†g‡b wb‡q‡Q| GLb †gvUvgywU Db¥y³ Z_¨ cÖev‡ni Kv‡j hv mn‡RB m¤¢e bq| 

cwð‡gi gvbe‡`n wPÎvq‡Y †ekwKQz AmsMwZ ¯úó K‡iB Zz‡j aiv hvq: 

1. Zv‡`i bvix‡`‡ni wPÎvqY ev¯Íem¤§Z bq, †Kbbv Zv wewfbœ A½-cÖZ¨‡½i 

Av`k©vwqZ Kíbvi iƒcvqY| 

2. Zv‡`i wPwÎZ bvix‡`n bvix‡K †fv‡Mi mvgMÖx, Aejv, ciwbf©ikxj I wØZxq 

mvwii gvbyliƒ‡c wPwÎZ K‡i‡Q| 

3. Zv‡`i cyiæl‡`n wPÎvq‡Y AwZwi³ †cwkeûj, civµgkvjx, †hv×v I exi wn‡m‡e 

Dc ’̄vwcZ Kiv n‡q‡Q, hv mvaviY cyiæl‡`‡ni mv‡_ Am½wZc~Y©| 

4. mvwe©K gvbe‡`n wPÎvq‡Y Zviv †Kej ewni‡½i cÖwZ ¸iæZ¡ w`‡q‡Q, †hwU gvbe 

Pwi‡Îi mv‡_ m½wZc~Y© bq| †Kbbv gvbyl †KejB kixi bq, †`n-gb-AvZ¥vi ms‡hvM 

bv NU‡j †mwU c~Y©Zv cvq bv| 

5. by¨W ev bMœZv‡K †mŠ›`h© wn‡m‡e Dc ’̄vc‡bi †ejvq Zv‡`i cÖej cyiælZvwš¿K 

g‡bvfve cÖKvwkZ n‡q‡Q| 

mKj we‡ePbv‡ZB †`Lv hv‡e cÖvPxb cÖvP¨ Nivbvi †`‡ni aviYvi mv‡_ cÖvPxb wMÖ‡mi 

kixi welqK aviYvi †Kv‡bv `~iZg m¤úK©I †bB| cwðg Zvi wbR¯̂ Av`‡k© wbg©vY 

K‡i‡Q gvbe kixi, cÖvP¨ P‡j‡Q Zvi wbR¯̂ c‡_| cÖv‡P¨ kixi ev †`‡ni wPÎvq‡Y 

cÖvavb¨ †c‡q‡Q Zv‡`i Rxeb-`k©b| cwð‡gi †`n welqK aviYv ’̄‚j ewni‡½i 

GK‡c‡k wbg©vY| cÖv‡P¨ †`n †KejB evwn¨K Aeqe bq, Av‡iv Mfxi Dcjwäi welq 

RwoZ †`‡ni mv‡_| hvi d‡j cÖv‡P¨i bvix Ges cyiæl †`‡ni iƒcvqY cvðv‡Z¨i 
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mv‡_ mv`„k¨c~Y© bq| cwð‡gi g‡Zv GLv‡b bvix cyiæ‡li †fv‡Mi mvgMÖx bq, †m 

m„wókxj ¯̂Zš¿ mËv| cyiælI GLv‡b AvµgYKvix bq, †cwkeûj k³‡cv³ kix‡ii 

AvMÖvmx PwiÎ bq| †m mgv‡Ri gvbyl, wewfbœ mg‡q Zvi wewfbœ cwiPq| kv ¿̄xq c wÐZ 

Aa¨vcK my‡i›`ªbv_ `vk¸ß (1887-1952) e‡jb: 

ag© I `k©bkv‡¯¿i cÖfv‡e mgMÖ‡`‡k GKwU b~Zb RvMiY AvwmqvwQj| [...] gvby‡li 

†`n m¤̂‡ÜI Zuvnv‡`i (wkíx‡`i) h‡_ó Ávb wQj| fviZel©xq bibvixi kix‡ii 

g‡a¨ †h GKUv ¯v̂fvweK †KvgjZv Av‡Q †m wel‡qI Zuvnv‡`i `„wó AvK…ó nBqvwQj| 

kixiveq‡ei cÖgvY MÖn‡Yi Rb¨ Zviv wMÖK‡`i R¨vwgwZK cwigvY MÖnY Kwi‡Zb bv| 

Zuvnviv Rxeb cÖKv‡ki †Póv Kwi‡Zb cÎvK…wZ †iLv Øviv| cÖK…wZi g‡a¨ Avgiv 

†Kv_vI R¨vwgwZK mij †iLv †`wL bv| cÖK…wZi g‡a¨ Avgiv †`wL Rxe‡bi MwZ 

†nwjqv ỳwjqv Xwjqv Xwjqv ew¼g‡iLvq PÂj nBqv cÖevwnZ nB‡Z‡Q,Ñ†m †Kv_vI 

w¯’i MwZ‡Z mij‡iLvi c‡_ avweZ nq bvB| (`vk¸ß, 2006, c„. 41) 

cÖvP¨ Nivbvq kixi mvabvi †K›`ª| ZvB kixi †KejB Zvi ewni‡½i welq bq| †`n-

mvabvi `k©b G‡`‡ki gvbyl‡K Rxeb m¤ú‡K© w`‡q‡Q wbM~pfv‡e †`n‡K Dcjwäi 

†eva| GLv‡b wkíx hLbB Zvi wkíK‡g© wb‡qvwRZ n‡q‡Q cÖ_‡gB Zvi Kv‡Q 

¸iæZ¡c~Y© n‡q G‡m‡Q †`n| †Kbbv †`n‡K Dcjÿ¨ K‡iB Zvi evwK mgvR, ivóª, 

c„w_exi mv‡_ m¤úK©| ZvB Zvi a¨vb-Ávb I Aa¨q‡bi welq n‡q Gm‡Q †`n ev 

gvbe kixi| wkíx ev mvaK cÖ‡Z¨‡KB kix‡ii wewfbœ Ask‡KB †mŠ›`h© I kw³i 

DrcwË ’̄j wn‡m‡eB Kíbv K‡i‡Q| we`¨v †`‡nwSqv Zuvi The Body Adorned: 

Dissolving Boundaries Between Sacred and Profane in India's Art MÖ‡š’ e‡jb:  

The Purusha-sukta pictures every manifestation of power in creation as 

having emerged from a specific part of his body. The moon emerged 

from his mind, the sun from his eye, fire from his mouth, wind from 

his breath, space from his navel, the world of gods from his head, and 

the earth from his feet. In this manner, even Vedic imagination appears 

to have visualized a perfect bodily form as the source of all beauty and 

power. (Dehejia, 2009, p. 18). 

cy‡iv c„w_exi mKj welq‡K GB †h †`‡ni mv‡_ Zzjbv K‡i eyS‡Z hvIqv GwU Zv‡K 

K‡i Zz‡j‡Q Av‡iv ms‡e`kxj| †Kbbv c„w_exi †Kv‡bv wKQzB Zvi evB‡i bq, meB 

Zvi †`‡n cÖZxKvwqZ iƒ‡c we`¨gvb| GLv‡b cwðgv cvwÐ‡Z¨ mgm¨v n‡jv Zviv 

cÖZxKx welq‡K ev¯Íe e ‘̄RM‡Zi mv‡_ wgwj‡q †`Lvi †Póv K‡i Gme Aev Í̄e 

nvm¨Ki welq e‡j AvL¨v †`b| g~jZ Zv‡`i AvPiYB G‡ÿ‡Î wkïmyjf, †Kbbv 

cÖZx‡Ki mv‡_ Zviv Avmj e ‘̄‡K ¸wj‡q †d‡jb, eyw×gvb gvby‡li Kv‡Q wbðqB 

GgbwU Avkv Kiv hvq bv| cwðg GKwU KvíwbK Av`k© w ’̄i K‡i Zvi g‡Zv K‡i †h 

wkíKjv ˆZwi K‡i‡Q, †mwU A‡bK †ewk hvwš¿K, ewni½wbf©i I cÖvYcÖvPzh©nxb| 

Zv‡`i ewng©yLx, †KejB evn¨ wel‡q Avmw³i Kvi‡Y Ggb fvebvq Zviv Af¨ Í̄| wKš‘ 

G‡`‡ki gvbyl Rv‡b GK‡c‡k ewng©yLx `„wófw½i †gŠwjK ÎæwU n‡jv Zv Rxeb m¤ú‡K© 
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A‡a©K aviYv †`q| cÖvP¨ fveavivi mKj †kÖwYi gvbylB ejv hvq AšÍgy©Lx `„wófw½‡K 

cÖvavb¨ †`q| Avi GB fveaviv h_v_© nevi KviY n‡jv gvbyl GKwU e ‘̄wcÐ bq; Zvi 

fvebv, Kíbv, gbb, eyw× ïay ewnivei‡Y aiv c‡o bv| G‡`‡ki wPÎwkíx A_ev 

fv¯‹‡ii Kv‡Q GKwU cÖavbZg mgm¨v n‡jv kix‡ii †fZi I evwn‡ii Q›`gqZv Ges 

cÖwZwU A½fw½ h_vh_fv‡e dzwU‡q †Zvjv| Kweiv wewfbœ Dcgv w`‡q _v‡Kb †hgb 

GKwU my›`i hye‡Ki Pjv‡div n‡Z cv‡i cvnv‡o GKwU Zgvj e„‡ÿi g‡Zv| GKRb 

hyeZx n‡Z cv‡i ey‡bvnsmxi †P‡qI my›`i c`we‡ÿ‡ci AwaKvix| wKš‘ wPÎx ev 

fv¯‹‡ii mgm¨v Zv‡K iƒcvq‡Yi| ZvB Zvi ewniveiY †`‡L wbwg©wZ w`‡j †mwU 

Ac~Y©B †_‡K hv‡”Q| GKwU ¸iæZ¡c~Y© welq Avgv‡`i Aek¨B g‡b ivL‡Z n‡e †h 

mgv‡Ri AswKZ Qwe¸wj Pjgvb mgv‡Ri mivmwi evwn¨K iƒ‡ci cÖwZwbwaZ¡ K‡i bv| 

eis mgv‡R weivRgvb Rxeb`k©b‡K dzwU‡q †Zv‡j| wek¦Ry‡o cwÐZiv GKgZ †h, †h 

wkíKg© Avgiv †`wL Zv mivmwi mgv‡Ri Abym„Z c×wZ bq|  

As scholars around the world agree, the human body of any tradition 

of sculpture and painting—be it Greek, Roman, or Renaissance—is a 

social construct and not a reflection of life as it was actually lived. 

Greek sculpture and vase paintings depict nude males, tall and 

muscular, fighting, competing in sports, and taking part in city 

processions. But as Andrew Stewart points out, “Not only did Greeks 

not fight or go about the city naked, they did not look like their 

marbles and bronzes either. (Dehejia, 2009, p. 34-35).  

†h‡nZz mivmwi †KejB evwn¨K iƒ‡ci cÖwZdjb wk‡íi gv‡S N‡U bv, ZvB wkíKjvq 

ev¯ÍeZvi aviYv‡K Avgv‡`i Avjv`vfv‡eB †`L‡Z n‡e| Rxeb ©̀k‡bi ˆecix‡Z¨i 

Kvi‡YB cÖvP¨ I cvðvZ¨ Avjv`v K‡i wbg©vY K‡i‡Q Zv‡`i wkíKg©| GB Avjv`v 

ˆewk‡ó¨i welq Abyavb Ki‡Z mÿg n‡q‡Qb AwaKvsk †ev×v cwÐZMY wKš‘ mgm¨v 

n‡jv Zuv‡`i AwaKvskB eyS‡Z wM‡q G‡Kev‡i †Mvovq Mj` K‡i e‡m‡Qb| †hgb  

niàv I g‡n‡Äv`v‡ii Lbb Kv‡Ri mv‡_ hy³ fviZxq cÖZœZvwË¡K Rwic wefv‡Mi 

1902 †_‡K 1928 mvj ch©šÍ gnvcwiPvj‡Ki `vwq‡Z¡ _vKv weªwUk cÖZœZvwË¡K Rb 

gvk©vj (Sir John Hubert Marshall CIE FBA  1876-1958) Zuvi The Monuments 

of Ancient India bvgK iPbvq cÖvPxb fviZxq ’̄vcbvi eY©bv, cÖfve, wkíiƒc BZ¨vw` 

we‡kølY K‡i‡Qb| †mLv‡b Greek and Indian ideals As‡k wZwb e‡jb: 

Hellenistic art never took a real and lasting hold upon India, for the 

reason that the temperaments of the two peoples were radically 

dissimilar. To the Greek, man, man's beauty, man's intellect were 

everything, and it was the apotheosis of this beauty and this intellect 

which still remained the keynote of Hellenistic art even in the Orient. 

But these ideals awakened no response in the Indian mind. The vision 

of the Indian was bounded by the immortal rather than the mortal, by 

the infinite rather than finite. Where Greek thought was ethical, his 
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was spiritual; where Greek was rational, his was emotional. And to 

these higher aspirations, these more spiritual instincts, he sought, at a 

later date to give articulate expression by translating them into terms 

of form and colour. (Marshall, 1962, p. 588).  

gvk©vj ¯̂xKvi Ki‡Qb †h, †n‡jwbw÷K cÖfve fviZxq wk‡íi Dci ¯’vqx nqwb, Gi 

KviY wn‡m‡e wZwb eY©bv K‡i‡Qb `yB Av`‡k©i ˆecixZ¨‡K| G‡ZvUzKz ch©šÍ wZwb 

wVKB wQ‡jb wKšÍy hLb wZwb wMÖK‡`i ˆbwZKZvi wecix‡Z fviZxq‡`i Ava¨vwZ¥K, 

wMÖK‡`i hyw³evw`Zvi wecix‡Z fviZxq‡`i Av‡eMme©¯̂ e‡j ivq w`‡jb ZLbB 

†evSv hvq †h, wZwb GB AÂ‡ji Rxeb-hvcb I gZv`k© m¤ú‡K© we‡kl wKQz AeMZ 

bb| †Kbbv GLv‡b `k©‡bi BwZnvm g~jZ hyw³evw`Zvi BwZnvm; fviZxq †Kv‡bv 

`k©bcÖ ’̄vb Ab¨vb¨ `k©b aviv‡K †hŠw³Kfv‡e LÐb bv K‡i wb‡R‡K cÖwZwôZ Ki‡Z 

cv‡iwb| `k©‡bi bqwU g~j avivi gv‡S †Kej †e`všÍB cy‡ivcywi Ava¨vwZ¥K aviv| 

hyw³i PP©v I cÖ‡qvM GLv‡b mycÖvPxbKvj †_‡K Pjgvb e‡jB GLv‡b Ab¨Zg cÖvPxb 

`k©b n‡jv Pve©vK; AvaywbK A‡_© hv‡`i ejv hvq cy‡iv` ‘̄i e ‘̄ev`x| †hLv‡b 

Ava¨vwZ¥KZvi †Kv‡bv ’̄vb †bB|  Avjv`v K‡i b¨vq`k©‡bi K_v‡Zv ejvB hvq †hwU 

cy‡ivcywi hyw³ZK© wbf©i| GKvi‡YB `k©‡b c~e©cÿ e‡j GKwU cÿ memgq †_‡K 

†M‡Q| ZvQvov Zš¿-Pve©vK-mvsL¨-†hvM-b¨vq-†eŠ× I ˆRb `k©‡b Ava¨vwZ¥KZv ev 

Av‡eM gyL¨ Ae ’̄v‡b †bB| G mKj cÖPviYv g~jZ G‡`‡ki gvbyl‡K cðvrc` 

wn‡m‡e Zz‡j aivi cÖqvm| cÖvPxbKvj †_‡KB G‡`‡k cy‡ivcywi ev¯Íeev`x ’̄vcZ¨, 

fv¯‹h© I wkíKjvi cÖPjb P‡j G‡m‡Q| 1608 mv‡j wZeŸZx HwZnvwmK jvgv 

Zvivbv_ (Tāranātha 1575–1634) Zuvi The history of Buddhism in India MÖ‡š’ 

cÖvmw½Kfv‡e e‡jb, GLv‡b wPÎKjv I fv¯‹h© G‡ZvUvB ev¯Íem¤§Z †h Qwe‡K cÖK…Z 

e ‘̄ e‡j weåg ˆZwi nZ:  

In the ancient period, the human artists possessed miraculous power 

and their artistic creations were astounding. In the Vinaya-vastu etc, it 

is clearly said that the statues made and pictures drawn by them 

created the illusion of being the real objects. For about a hundred years 

after the parinirvana of the Teacher, there were many artists like them. 

(Taranath, 1980, p. 347).  

cÖvPxb fv¯‹h© I wPÎKjvq Gi h‡_ó cÖgvY Av‡Q| wkíkv ¿̄mg~‡n G wel‡q h‡_ó 

cwigvY we Í̄vwiZ wb‡`©kbv i‡q‡Q| wKš‘ ewnivMZ ZvwË¡K we‡kølK‡`i `„wófw½B 

GLv‡b wQ‡jv wfbœ cÖK…wZi| Zviv a‡iB wb‡q‡Q GB AÂ‡ji mewKQz Ava¨vwZ¥K| 

RvMwZK ev¯Íe Rxe‡bi mv‡_ Giv cy‡ivcywi m¤úwK©Z bq| A_P ev¯‘kv ¿̄, wPÎkv¯¿ 

BZ¨vw`i eY©bvqI †`Lv hv‡e ejv n‡”Q wk‡íi D‡Ïk¨ n‡jv ev¯ÍeZv‡K Dc ’̄vcb| 

wKš‘ GB ev¯ÍeZvi aviYv cÖvP¨ I cÖZx‡P¨ Avjv`v| cwðg ewniveiY‡K †hgb ¸iæZ¡ 

†`q, cÖvP¨ Gi mv‡_ hy³ K‡i AšÍg©yLx †PZbvi jveY¨| †Kewj ewni½‡K †`n g‡b 

KivB eis Aev¯Íe †Kbbv gvbyl AvZ¥v-gbb-ˆPZb¨ m¤úbœ Rxe, Zv‡K D‡cÿv KivB 
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Aev¯Íe welq, cwðg hv memgqB K‡i G‡m‡Q; †mB A‡_© cwðgv wkíKjvB eis 

Aev Í̄e, Zv‡`i fzj AvKv•ÿvi wbg©vY| my‡i›`ªbv_ `vk¸ß e‡jb: 

wMÖK Av‡U©i cÖwZfv I Av`‡k©i mwnZ fviZxq Av‡U©i Av`k© I cÖwZfvi GZB 

ˆejÿY¨ wQj †h fviZxq A¼b c×wZ‡Z I fviZxq wkíxi wP‡Îi g‡a¨ wMÖK AvU© 

†KvbI ¯’vqx cÖfve ivwLqv hvB‡Z cv‡i bvB| MÖx®§Kv‡ji GKwU `gKv evZv‡mi b¨vq 

AvwmqvB wejxb nBqv wMqv‡Q| (`vk¸ß, 2006, c„. 39)| 

cwðgv wkíZvwË¡K, mgv‡jvPK I cwÐZeM© wb‡R‡`i †kÖôZ¡ †NvlYvi cvkvcvwk 

Aci‡K wbK…ó e‡jI ivq w`‡q‡Q| †mwU cwð‡gi mgm¨v n‡jI †mLv‡b †kl n‡q 

hvqwb, †Kbbv G‡`‡ki cwðgv wkÿvq wkwÿZ Ges Zv‡`i cÖfve ej‡q M‡o IVv 

gb‡bi †`kxq cÖvq mK‡jB cwð‡gi GB †NvlYv †g‡b wb‡q‡Qb| Ges e¨vcKfv‡e 

cwðgv gZev` cÖPvi K‡i wb‡R‡`i nxb¤§b¨Zv µgvMZ evwo‡q Zz‡j‡Qb|  

B we n¨v‡fjI e‡jwQ‡jb †h K¬vBf †_‡K †gK‡j G †`‡ki Awaevmx‡K GUv 

†evSv‡Z mg_© n‡qwQ‡jb †h G †`‡ki wbR¯ ̂ †Kvb wkíci¤úiv †bB| [...] d‡j 

wkwÿZ gvb‡m AvZ¥m¤ú` wel‡q AÁvbZv I Awek¦vm †_‡K nxb¤§b¨Zvi m„wó 

n‡qwQj Ges BD‡ivcxq ms¯‹…wZi wbwiL‡K GKgvÎ gvcKvwV g‡b Kiv ïiæ n‡qwQj| 

(†mvg, 2004, c„. 71) 

†mB nxb¤§b¨Zv I BD‡iv‡mw›UªK g‡bve„wË GLb †`v`©ÐcÖZv‡c ivRZ¡ Ki‡Q evsjvq| 

RR© evW©DW Zuvi The Industrial Arts of India MÖ‡š’ G‡`‡k dvBb AvU© †bB e‡j 

AwfgZ w`‡jI A‡bKUv gyL dm‡KB †hb e‡j †dj‡jb, †hLv‡b wkíxiv wg_jwR 

†_‡K gy³ _vK‡Z †c‡i‡Q †mLv‡b Zviv ˆkwíK `ÿZvi Qvc †i‡L‡Q: 

The monstrous shapes of the Puranic deities are unsuitable for the 

higher forms of artistic representation; and this is possibly why 

sculpture and painting are unknown, as fine arts, in India. Where the 

Indian artist is left free from the trammels of the Puranic mythology he 

has frequently shewn an instinctive capacity for fine art. (Birdwood, 

1880, p. 125) 

GKB Í̄e‡K wZwb cÖej AvZ¥wek¦v‡mi mv‡_ ¯̂we‡ivax GKwU Ae¯’vb e¨³ Ki‡jb| 

†hLv‡b Zuvi fvlvq ÔdvBb AvU©Õ G‡Kev‡iB AcwiwPZ, †mLv‡b wK K‡i Avevi 

ÒdvBb Av‡U©iÓ mnRvZ ÿgZvm¤úbœ wkíx _v‡K? Kv‡RB cwðgv we‡klÁ‡`i 

wePvi‡K Av‡iv wbweo ch©‡eÿ‡Yi cÖ‡qvRb Av‡Q| 

cwðgv wk‡íi bvix iƒcvq‡Yi Av`k© aiv nq †`ex Av‡d«vw`wZi fv¯‹h©‡K| 

Av‡d«vw`wZi fv¯‹h© hLb cÖvPxb wMÖ‡m wbwg©Z n‡q‡Q, cÖvq GKB mg‡q G‡`‡k ˆZwi 

nq w``viM‡Äi hÿxg~wZ©| GB `ywU fv¯‹‡h©i Zzjbvg~jK wePv‡iB me Z_¨ mvg‡b P‡j 

Avm‡Z cv‡i| G‡`‡ki cÖvPxbZg Ges me‡P‡q PgKcÖ` AÿZ fv¯‹h©¸‡jvi g‡a¨ 

GKwU n‡”Q w``viM‡Äi †`ex hÿxi fv¯‹h©| †e‡j cv_‡i †Lv`vB Kiv jvBd mvB‡Ri 
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GB bvix fv¯‹h©wU AZ¨šÍ wbLuyZfv‡e cvwjk Kiv| wZwb FRyfw½‡Z `uvwo‡q Av‡Qb| 

Xvjy Kuva, cwic~Y© Í̄b, miæ †Kvgi, nvjKv fuvRmn e„ËvKvi †cU, PIov †Kvgi Ges 

kw³kvjx Diæmn GKRb cÖej e¨w³Z¡m¤úbœ bvix| DaŸ©v‡½ gvbvbmB Aj¼vi I 

†Kvgi †_‡K wb¤œvs‡k kvoxi g‡Zv e ¿̄ cwiwnZ| wZwb kw³kvjx, `Ðvqgvb Ges 

mivmwi `k©‡Ki w`‡K ZvwK‡q Av‡Qb| 

wecix‡Z †`ex Av‡d«vw`wZ Ges Zvi Abymi‡Y wbwg©Z Ab¨vb¨ BD‡ivcxq †fbv‡mi 

fv¯‹‡h© †`Lv hvq nvjKv euvKv‡bv kixi, hv †fbvm ev bvixg~wZ©i `ye©jZvi Bw½Z, whwb 

mivmwi `k©K‡`i w`‡K ZvKv‡bv‡K Gwo‡q hvb| wZwb Zvi Í̄b I †hŠbv½ †X‡K ivLvi 

Rb¨ wb‡Ri nvZ e¨envi Ki‡Qb| Zvi wbR¯̂ kixi wb‡q wZwb jw¾Z| we`¨v 

†`‡nwSqvi ch©‡eÿYwU cÖvmw½Kfv‡e Zz‡j aiv hvq: 

Who is this strong, erect woman who holds herself so proudly and 

gazes directly at the viewer? She provides a total contrast, for instance, 

to the roughly contemporaneous and celebrated images of Greek 

Aphrodite, whose slight stoop and inwardly curved body suggests 

vulnerability, who avoids eye contact with the viewer, and who uses 

her hands to cover her genitals and breasts. 10 Like the Greek deity, 

this figure is the product of a strongly patriarchal society. (Dehejia, 

2009, p. 24). 

cwð‡gi cyiælZvwš¿K mf¨Zvq bvixi Ae ’̄vb Ges fvi‡Z bvixi mvgvwRK Ae¯’v‡bi 

GB `yB fv¯‹h© Aÿq cv_y‡i `wjj| G‡`‡k kixi †hgb mvabv-gw›`i cwð‡g Zv 

bq| Zviv †`‡ni ewni½ wb‡q AZ¨šÍ m‡PZb| Avi cyiælZvwš¿K gZv`‡k©i Kvi‡Y 

cyiæl n‡q D‡V‡Q civµgkvjx, bvix n‡q‡Q `ye©j, Aejv, ciwbf©ikxj| wecix‡Z 

G‡`‡k bvix I cyiæ‡l AšÍZ cÖvPxb cÖvP¨ mgv‡R Ggb wefvRb wQ‡jv bv; Zvi cÖgvY 

BwZnvm, `k©b, wkí-ms¯‹…wZ mewKQz‡ZB i‡q‡Q| hw`I wewfbœ mg‡q ewnivMZ 

gZv`‡k©i cÖej cÖZv‡c A‡bK wKQzB Avg~j e`‡j hvIqvi d‡j Avgv‡`i AwaKvsk 

ZvwË¡K M‡elKB weåvšÍ n‡q‡Qb| mvaviY gvbyl †mLv‡b Zwj‡q hv‡eb G Avi wewPÎ 

wK! 



64       Journal of Nazrul University: Volume 10, Number 1 & 2, 2024 

 

 

w``viM‡Äi hÿxg~wZ©| 
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     †fbvm Ae Av‡j©m|       Av‡d«vw`wZ Ae wb‡Wvm|   K¨vwc‡UvjvBb †fbvm|    †fbvm Ae wg‡jv|  

fviZxq cyiæ‡li wPÎvq‡Yi mv‡_I wMÖ‡mi †Kv‡bv mvgÄm¨ †bB, Gi mv‡_ e„nr 

cÖv‡P¨i eis †ek mv`„k¨ cvIqv hvq| Rvcvwb cwÐZ I wkí mgv‡jvPK IKvKziv 

(Okakura Kakuzō 1863-1913) †hgb e‡j‡Qb, ÒEastern Asia from the West, 

Buddhism—that great ocean of idealism, in which merge all the riversystems 

of Eastern Asiatic thought.Ó (Okakura, 1920, p. 4)| †eŠ×gZv`‡k©i wfwË 

†cÖvw_Z i‡q‡Q Zvwš¿K gZv`‡k©i Dci| Z‡š¿i kixi ïw×Ki‡Yi c×wZ n‡jv †hvM| 

GKRb †hvM-mvaK †`n‡K †hgb K‡i Abyfe K‡i, †`‡L ev Dcjwä K‡i Zvi Rb¨ 

Zcm¨vi cÖ‡qvRb nq| cvðv‡Z¨i kixi‡K †`Lvi `„wófw½i mv‡_ cy‡iv cÖv‡P¨i 

we‡klZ `wÿY Gwkqvi Awgj ZvB cÖKUfv‡e †Pv‡L c‡o| GB ˆemv`„k¨‡K we‡ePbvq 

†i‡LB G‡`‡ki kixi welqK aviYv‡K cvV Ki‡Z n‡e| we`¨v †`‡nwSqv welqwU 

h_vh_fv‡e Zz‡j a‡i‡Qb:  

The male figure portrayed on the temples, stupas, and caves of India is 

smooth, slender, and pliant, with body hair noticeably absent, and 

displays an idealized gender portrayal characteristic of the Indian 

tradition. It is a far cry from the musculature of Greek and Roman 

statues poised in action and, in this respect, bears a closer resemblance 

to the traditions of China, Korea, and Japan. The term “beautiful” may 

be applied to the portrayal in art of the Indian male physique, with its 

gentle oval face, elongated eyes, and full lips, set off by long hair 

pulled back into an elegant knot. It bears repetition here that the 

literature of India employed equally for men and women… (Dehejia, 

2009, p. 46). 
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GLv‡b cyiæ‡li kixi †cwkeûj bq| AvµgYKvix ev Amxg kw³i AwaKvix wn‡m‡e 

cyiæl‡K Dc ’̄vcb Kiv nqwb, KviY †hv‡Mi mvab gvbyl‡K AvµvšÍ I AvµgYKvix 

wn‡m‡e †`‡L bv| GLv‡b cyiæ‡li †`n‡iLv ev¯Íe gvby‡li g‡Zv, KwVb wRg Kiv wKQz 

wew”Qbœ gvby‡li g‡Zv AwZwi³ †cwkeûj I AwgZ kw³kvjx nevi Kíbv bq| 

¯̂vfvweK mvaviY †mŠ›`h© I ev¯ÍeZv‡K GLv‡b wkwíZ iƒc †`qv n‡q‡Q| bvixi Dci 

GLv‡b cyiæ‡li cÖfyZ¡ †bB, bvix-cyiæl ci¯úi ci¯ú‡ii cwic~iK| cyiæl Ges 

bvixi †`n wbgv©‡Yi GB cÖwµqv Rxeb`k©‡bi mv‡_ mivmwi m¤ú„³|  

Dcmsnvi 

cÖvP¨ I cvðvZ¨ wkíKjvq †`n ev kixi iwPZ n‡q‡Q ’̄vbxq ms¯‹…wZ, `k©b I 

Rxe‡bvcKi‡Yi mv‡_ †fŠ‡MvwjK ev¯ÍeZv‡K AbymiY K‡i| ZvB GB ỳB Av`‡k©i 

Zzjbv K‡i †Kv‡bvwU‡K †kÖô ev wbK…ó ejv hyw³hy³ n‡Z cv‡i bv| wKš‘ Avgv‡`i 

ev¯ÍeZv n‡jv wewfbœ Í̄‡ii Jcwb‡ewkK cÖfv‡e cvðvZ¨ Av`k©‡K †kÖô g‡b Kivi 

GKwU mvaviY cÖeYZv; hv cÖvP¨ wk‡íi AMÖMwZi Rb¨ GKwU cÖavb cÖwZeÜKZv 

m„wóKvix g‡bvfve| ’̄vbxq wkíKjvi cÖwZ ˆZwi nIqv AeÁvi Kvi‡Y GLv‡b 

wkíKjv welqK mg Í̄ Av‡jvPbv-ch©v‡jvPbv I fv‡jv-g›` wba©vwiZ nq cvðv‡Z¨i 

wba©vwiZ gvb`‡Ð, hv Avgv‡`i `xN© ’̄vqx nxb¤§b¨Zvi KviY n‡q `uvwo‡q‡Q| cwðgv 

†jv‡Mv‡mw›UªK evBbvwi g‡bve„wËi d‡j †`n ev kixi ej‡Z mgmvgwqK wkwÿZ gvbyl 

wKQzUv weå‡g c‡o hvb| †Kbbv †`n-mvabv ej‡Z Zviv †ev‡Sb ’̄~j kix‡ii mvabv| 

Avgv‡`i c~e©cyiæliv Rvb‡Zb| ZuvivB gvby‡li body-Uvi `y‡Uv bvg w`‡qwQ‡jbÑ 

Ô†`nÕ I ÔkixiÕ| hLb fivU n‡”Q, evo‡Q, e„w×jvf Ki‡Q, developing, ZLb 

Gi bvg Ô†`nÕ, Avi hLb developed Ges kxY© nevi cvjv, ZLb Gi bvg kixi| 

ZvB, Zuviv Ô†`nÕ kãwU ˆZwi K‡iwQ‡jb Ôw`n&Õ wµqv †_‡K, hvi gv‡b Ôe„w× 

cvIqvÕ, ÔevovÕ| kÖx nwiPiY e‡›`¨vcva¨vq Zuvi Ôe½xq kã‡KvlÕ MÖ‡š’ ZvB Ô†`nÕ 

k‡ãi gv‡b w`‡q‡QbÑ Ôhvnv ev‡oÕ| Avi ÔkixiÕ kãwU ˆZwi Kiv n‡qwQj Ôk„Õ 

wµqv w`‡q, hvi gv‡b kxY© nIqv| A_©vr, kixi nj †mB e¯‘ Ôhv kxY© nqÕ| Zvn‡j 

†`Lv hv‡”Q, Avgv‡`i c~e©cyiæ‡liv Rx‡ei cvw_©e Aw Í̄Z¡‡K cwRwUf ev †b‡MwUf 

†Kv‡bv w`K †_‡KB †`‡Lbwb, †`‡LwQ‡jb body-Uv Kx Ki‡Q †mB w`K †_‡K| 

Avi †h‡nZz body-Uv ỳiKg wµqv K‡i, Zuviv Zvi ỳiKg bvgKiY K‡iwQ‡jb| 

(Kwjg Lvb, 2006: 101-102),  

cvðvZ¨ gZv`‡k©i †KejB evwn¨K Aeqe ev kixi welqK aviYv I cÖvP¨ gZv`‡k©i 

†`nvZ¥ev`x aviYv †Kv‡bvµ‡gB mv`„k¨c~Y© bq| d‡j cÖvP¨ I cvðvZ¨ wkíKjvq 

gvbe Aeq‡ei Dc ’̄vcb †hgb Avjv`v, †Zgwb Gi e¨vL¨v-we‡kølYI n‡e m¤ú~Y© 

¯̂Zš¿ avivi| cvðv‡Z¨i ch©‡eÿY fw½‡Z Aci‡K †`Lvi †h `„wó‡KvY †mwU cÖvP¨‡K 

wbK…ó e‡j cÖZxqgvb Ki‡Z D`¨Z, hv Avgv‡`i wkí-ms¯‹…wZ I `k©bcÖ ’̄vbmg~n‡K 

memgqB wbPzgv‡bi e‡j we‡ePbvq cÖ‡ivwPZ K‡i| d‡j wkíKjv m¤úwK©Z mKj 

Kvh©Kjv‡cB Avgv‡`i mvaviYZ Avgv‡`i fzj MšÍ‡e¨ †cŠu‡Q †`q| GB Ae¯’v †_‡K 
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†ei nevi Rb¨ cÖ‡qvRb wbR¯̂ `k©b-ms¯‹…wZ m¤ú‡K© †hŠw³K we‡kølY| Ab¨_vq 

cvðv‡Z¨i †`wL‡q †`qv wkí-c×wZ‡K AbymiY I AbyKi‡Yi c_ †_‡K †ei n‡q 

cÖvP¨avivi wbR¯̂ wk‡íi ¯̂vZš¿¨‡K Abyaveb I PP©v K‡i Zvi mg„w× AR©‡bi c_ 

†_‡K Avgiv wePy¨Z ne, †hwU cy‡iv wkíKjvi Rb¨B †Kv‡bv ïf evZ©v e‡q wb‡q 

Avm‡e bv| 
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