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जनसचार के �े� म � िनत नये बदलाव हो रह ेह।�  हम ि�ट से लगाकर रेिडयो, टेलीिवजन से होते ह�ए ं ं
अब नवीन मीिडया के िडिजटल दौर म � ह।�  केवल मा�यम ही नह�, उसक� तकनीक और अतव��त को ं ु
लेकर भी नये �योग हो रह ेह।�  समाचार और मनोरजन क� दिनया म � नए और अनोख े�योग हो रह ेह।�  ं ु
एआइ, ओटीटी और �ीन �मर जैसे नए त�व मनोरजन को नए आयाम द े रह ेह।�  ऐसे म � जनसचार ं ंू
शोध पि�का का यह काम ह ैिक जनसचार क� दिनया म � हो रह ेिवकास और प�रवत�न के सम�त ं ु
आयाम� पर नजर रख।े उसके सम�त आयाम� को समसामियक सदभ� म � समझ।े मीिडया मीमासा के ं ं
इस अक म � शोधकता�ओ ने ऐसे कई िवषय� को ��य� िकया ह।ै ं ं
 एआइ यानी आिट�िफिशयल इटेिलज�स (कि�म बि�म�ा) से समाचार� व मनोरजन क� ृं ु ं
दिनया म � एक नए यग क� श�आत ह�ई ह।ै एआइ से िनिमत�  वचअ� ल च�र� और एिनमशेन मनोरजन ु ु ु ंु
को नए आयाम द ेरह ेह।�  समाचार स�थान� के भीतर भी उसक� उपि�थित हो चक� ह।ै बह�भाषीय ं ु
कट�ट, अनवाद और रोजमरा� के कछ  काम� म � धड़�ले से उसका उपयोग हो रहा ह।ै यह उसका उजला ं ु ु
प� ह ैपरत वह कई काम� म � मानव ससाधन को िव�थािपत भी कर रहा ह।ै यह िचता का िवषय ह।ै ं ु ं ं
िचता उसक� पारदिशत� ा और सा�कितक सवेदनशीलता को लेकर भी ह।ै परत दिनया िजतनी तेजी से ृं ं ं ं ु ु
एआइ क� िदशा म � बढ़ रही ह,ै �या भारतीय समाज और खासतौर पर समाचार उ�ोग जगत उसके 
िलए तैयार ह ै?  इसक� पड़ताल एक लेख म � क� गयी ह।ै
 मनोरजन के नये �लेटफॉम � के �प म � िपछले कछ वष� म � ओवर-द-टॉप (ओटीटी) का भी ं ु
तेजी से िव�तार ह�आ ह।ै भारत म � पचास से अिधक ओटीटी �लेटफॉम � म�यधारा म � ह � परत इनम �ु ं ु
सवा�िधक नेटि�ल�स, �ाइम वीिडयो और िड�नी हॉट�टार क� चचा� सबसे �यादा ह।ै इन �लेटफॉम �
क� अपने िव�तार और कट�ट को लेकर �या रणनीित ह ैऔर कैसे वे मनोरजन बाज़ार को �भािवत कर ं ं
रह ेह,�  एक शोध प� म � इस �ि�या को समझने का �यास िकया गया ह।ै 
 हा�य और �य�य के ज�रये गभीर चीज� को परोसना लेखन क� मह�वपण � िवधा रही ह।ै ं ं ू
काट�न ि��प इसका लोकि�य िच�ा�मक �व�प ह।ै लेिकन जलवाय प�रवत�न और पया�वरण सरीख ेू ु
गभीर चनौतीपण � िवषय के िलए इसका �योग नया ह।ै मनोरजन का नया रग। इसको �ीन �मर नाम ं ु ू ं ं ू
िदया गया ह।ै दिनया के दसरे दशे� म � यह �थािपत िवधा ह ैपरत भारत म � इस  �े� का जाना-माना नाम ं ुु ू
रोहन च�वत� ह।�  वे लगातार कई वष� से इस �े� म � काम करते ह,�  एक शोध आलेख म � उनके काय� 
का आकलन िकया गया ह।ै 
 इन नये मा�यम� और िवधाओ के घटाटोप म � परपरागत जनमा�यम ितरोिहत हो गये ह� ं ं
ऐसा नह� ह।ै मा�यम� का �व�प ज�र बदल रहा ह ैपरत सपादक�य �ि� क� जो �थािपत परपराए ँह �ं ु ं ं
उनका मह�व कम नह� ह�आ। इस िलहाज से िह�दी प�का�रता के �तभ महावीर �साद ि�वेदी क� ं
सपादक�य �ि� पर ��तत आलेख शािमल िकया गया ह।ै हबेरमास के पि�लक �फेयर के प�र�े�य म �ं ु
नवीन मीिडया क� दमदार उपि�थित को भी समझने क� कोिशश क� गई ह।ै 
मीिडया मीमासा म � प�तक समी�ा को भी जगह दनेे क� योजना ह।ै आलेख� के साथ ही समी�ाथ� ं ु
प�तक�  भी हम � भजे सकते ह।�  हम � परी उ�मीद ह ै िक इस अक म � सकिलत आलेख आप सभी ु ू ं ं
शोधकता�ओ, पाठक� के िलए उपयोगी ह�गे। नये िवषय�, िवचार� के इस िसलिसले म � आप सभी का ं
सहयोग िनरतर जारी रहगेा ऐसा िव�ास ह।ैं
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माखनलाल चतव�दी रा��ीय प�का�रता ु
एव सचार िव�िव�ालय, भोपाल ं ं
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Abstract
Comic strips connect with people by conveying matters through a humorous, visual narrative that 
is concise yet comprehensive. While the nature of this mode of communication is humorous or 
satirical, it can also be viewed as an educational tool capable of raising awareness amongst its 
audience. Covering environmental issues in this format is a brave move that can often go wrong, 
as the creators have to be precise and accurate when dealing with scientific facts and political 
climate, while interspersed with humour/satire. Green humour is an Indian comic strip by Rohan 
Chakravarty that regularly features various environmental issues and explores regional and 
international environmental concerns that are topical and educative. This paper conducts visual 
analysis of Green Humour comic strips over a period of four years (2021-2024) and uses 
Nambiar’s typology of environmental frames as analytical framework. The study identifies the 
emergent themes and visual narratives in these strips and explores the educative and awareness-
raising nature of such a mode of communication while dealing with environmental issues in 
India.

Keywords: Comic Strips, Environment, Climate Change, Environmental Communication.

Introduction

With a visual narrative usually humorous in 
nature, comic strips connect withpeople 
byconveying matters through concise yet 
comprehensive narratives. While Schnurer 
(1941) believed that comic strips could reach 
even those considered illiterate for the movies, 
surpassing barriers of age and race, Abbott 
(1986) found the imagery in comic strips and 
comic books having artistic value like any 
traditional form of art and called comic art a 
medium that “combines written text and visual 

art to an extent unparalleled in any other art 
form” (p.155). Understandably, McLuhan 
(1964) viewed the whole comic strip/book genre 
as a cool medium, one that provides little 
information and depends on the viewers to form 
their own meanings. While a comic strip may not 
give the audience lengthy details about who, 
what, when, where, why, and how as a hot 
medium may, the audience's understanding of 
the comics has only bettered over time, being 
one of the few communication narratives having 
seamlessly transitioned and flourished from 
print to the digital spheres. Throughout history, 
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comic strips have been seen and utilised as a 
democratic medium to express commentary, 
criticism, or even a voice of dissent (Black, 
2009) over the state of affairs, and often, are 
politically motivated. Creative usage of literary 
tools like analogy, symbolism, exaggeration, 
etc., is quite regularly seen in comic strips; 
however, it is the satirical representation of the 
status quo that is most often observed world-
wide. Through implementation of tropes such as 
humour, sarcasm, irony, and mockery, comic 
strips have been able to sometimes convey much 
more on topical issues through its creative 
panels and limited words.  As observed in news 
media, environmental issues occasionally 
appear in comic strips, as and when any grave 
issue and surrounding political scenarios come 
to the fore. However, given the increasing 
concerns over climate change, there have been 
more pieces on the environment—ranging from 
topics like policies, anthropogenic damage, 
endangered species and human apathy. While 
comic strips may be humorous or satirical in 
nature, it can also be perceived as a mode to 
educate and raise awareness. In India, environ-
mental news portal Down to Earth has an 
exclusive children's section titled Young 
Environmentalist, which has been intermittently 
featuring environmental issues through the eyes 
of a young girl since 2016. Globally, there are 
only a few comic strips that focus exclusively on 
environmental issues, including works of 
Finnish illustrator Seppo Leinonen and 
Canadian comics artist Rosemary Mosco. 

In India, Green Humour is a comic strip by 
Rohan Chakravarty that exclusively focuses on 
the environment. Originally started out through 
blogging in 2009, the comic strip soon started 
regularly publishing with the online platform Go 
Comics in 2013 and has been featured weekly in 
the national daily, The Hindu, since 2014.It has 
also appeared on several international platforms 
such as National Geographic Traveller, 
Sanctuary Asia, Current Conservation, and 
Sustenuance, along with regular contributions to 
environmental portals such as DW Environment 
and Roundglass Sustain.

Green Humour explores regional and interna-
tional environmental concerns regularly, with 
topics ranging from wildlife and nature conser-
vation to environment and sustain ability. As 
stated on the strip's website, it may be considered 
that “Green Humour is possibly the largest 
collection of cartoons on wildlife and environ-
ment on the web”.

This paper conducts visual analysis of Green 
Humour comic strips over a period of four years 
(2021-2024) and uses Nambiar's typology of 
environmental frames as analytical framework. 
The study identifies the emergent themes and 
visual narratives in these strips and explores the 
educative and awareness-raising nature of such a 
mode of communication while dealing with 
environmental issues in India.

Review of Literature

Comics theorist, McCloud defines comics as 
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“juxtaposed pictorial and other images in 
deliberate sequence, intended to convey infor-
mation and/ or produce an aesthetic response in 
the reader” (1994, p. 9). His definition encom-
passes the comics genre as a whole, counting 
cartoons, comic strips, comic books and graphic 
novels, and is one of the foremost and widely 
used explanation in academia. Todd (2015) 
opines that the comic frame helps people to 
relate to the inadequacies seen at a personal level 
and in the social systems and “provokes charita-
ble self-reflection, which is conducive to social 
change because audiences can be sympathetic 
toward causes that they might be complicit in 
perpetuating” (p. 253-254).

Extant studies within the comics genre largely 
focus on comic books and graphic novels. 
Further, research on comic strips has been 
observed primarily with in cultural, political and 
literary genres.

Under the scope of communication, a notable 
study by Yankelevich (2016) highlights the 
potential of comic strips towards public health 
sensitisation in Mexico and its effectiveness in 
dissemination of scientific medical information 
about AIDS. 

At present, majority of comic strip research 
come from the field of education, especially ELT 
(English Language Teaching) for classrooms 
and are application-derived.  There are also 
studies that mention how comic strips are being 
used in classrooms as value addition to teach 

science (Kim et al., 2012; Özdemir, 2017). 

Moving closer to the topic of environment, 
Vasileva and Golubev (2019) underline the 
significance of eco-comics as an educational tool 
to teach environmental journalism, and as an 
influential medium of mass communication to 
foster public awareness. Sentürk and Selvi 
(2024) vouch for argumentation-supported 
educational comics as a teaching tool for 
environment education through their experimen-
tal research. Alexander and Aram (2019) 
analysed single-panel climate change-themed 
comic strips through discourse analysis and 
focus group discussions, and found that the 
audience was quick to accept and comprehend 
grave environmental issues through comics over 
other media. Sou (2023) propounds how 
proponents of geo-humanities and climate 
change can come together to narrativise and 
communicate human experiences of climate 
change through comic strips and also visualise 
alternative climate futures. 

Conclusively, a study on a comic strip with 
targeted focus on the environment, associated 
concerns, policies and generic information is 
novel and significant. Hence, the analysis of 
comic strip, Green Humour through its visuals 
and themes not only contributes to the fields of 
environment and mass communication but also 
to fields such as comics studies as well as climate 
communication

Objectives
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Figure. 1   Nambiar's typology of Environmental frames.

The objectives of the study are:

1. To analyse the visual narratives captured by 
Green Humour to comment/ explain various 
environmental issues in India and around the 
world. 

2. To identify various literary tools used in the 
comic strips and analyse how these were 
relevantly framed to capture pertinent issues. 

Research Questions

The study aims to answer the following research 
questions:

1.What are the prominent themes emerging in 
the comic strips of Green Humour?

2.What are the prominent frames emerging in the 
comic strips of Green Humour?

Analytical Framework

Prithi Nambiar's typology of Environmental 
frames (2015) was used as analytical framework 
for this study. She had identified 20 frames 
pertinent to environmental news coverage in 
India (Figure 1), which was found apt by 
researchers to analyse the framing of Green 
Humour's comic strips.

Materials and methods

The study takes a mixed method approach to 
analyse the data. Collected data set includes 625 
comic strips posted by Green Humour between 
2021 and 2024. Themes were identified using 
content analysis, and the data was organised, 

coded, and quantified using Microsoft Excel. 
Frame analysis was employed next to identify 
prominent environmental frames with Nambiar's 
typology of environmental frames as analytical 
framework.

Findings and Analysis

Volume-19 | No.3 | July- September, 2025मीिडया मीमासा ं Media Mimansa4



A total of 532 posts were published between 1 
January 2021 and 31 December 2024.These 
posts also included 36collaborations with 
various conservation organisations (World 
Wide Fund (WWF), Save our Seas Foundation 
(SOSF), Birdlife International, Climate Justice 
Resilience Fund (CJRF), etc.), along with 
illustrations (17) as well as wildlife/ biodiversity 
maps (9). As the study only focused on the comic 
strips, further refining was carried forth by 
excluding maps and illustrations without 
speech/thought bubbles or plot. In some cases, 
the same post had multiple single panel 
cartoons;each of which was counted as individ-
ual strips. Thus, a total of 625 individual strips 
were identified for analysis. Around 195 strips 
were India-centric (31.2%), while nearly 45% 
(281) focused on international affairs and 
remaining 149 strips fell under others category 
(Figure 2). 

International and national affairs pertinent to 
environmental policies (EIA, fishing bans, 
global wars, etc.), issues (global warming, 
floods, etc.), and action (COPs) were frequently 
and extensively covered topics

294 strips (47.04%) had interpersonal 

interaction, while 234 strips (37.44%) had 

direct communication (Figure 3). 56 

(8.96%) strips had a mix of interpersonal/ 

direct interaction and 21 strips were infor-

mation/ appreciation posts (3.36%)   

(Figure 4).

The strips were also categorised on the basis 

of the characters' forms of illustration. 181 

strips featured characters in human forms 

(28.96%) and 138 strips featured non-

human characters in their natural forms 

exclusively (22.08%) (Figure 5).

Figure 2. Examples of 
a) National issues and  b) International affairs.

Figure 3 Examples of 
a) direct interaction of characters with the audience 
b) interpersonal communication between characters.

Figure 4 Examples of 
a) a mix of direct and interpersonal interaction

 b) information/ appreciation post.
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100 strips featured interactions between 

characters in human and non-human beings 

in natural forms (16%), and 94 strips 

featured non-human characters in natural 

and anthropomorphised forms interacting 

(15.04%) (Figures 6 &7a, respectively).

Remaining 78 strips (12.48%) featured non-
human characters in anthropomorphised forms 
only (Figure 7b). Non-human characters in this 
context include animals, plants, birds, microor-
ganisms such as fungi and algae, etc. 

As for literary tools, around 378 posts (60.48%) 
were satirical in nature, while 202 posts 
(32.32%) were humorous (includes science 
humour, general knowledge, and status quo), 
and 39 posts (6.24%) comprised information 
and/or appreciation posts. 218 posts (34.88%) 
included wordplay, while 72 posts (11.52%) 
encompassed puns involving species' names, 
context, etc. Also, literary tools such as sarcasm, 
irony, idioms, etc., were recurrently observed.

Lastly, emergent frames in the comic strips were 
recorded using Nambiar's typology of environ-
mental frames. As illustrated in Figure 10, most 
prominent frames are: Scientific frame (116),  

Figure 5 Example of 
a) characters in human form 

b) non-human being characters in natural form.

Figure 6 Interactions between human and 
non-human being characters in natural forms.

 

Figure 7 Interactions between 
a) non-human being characters in natural and 

anthropomorphised forms and 
b) non-human being characters in 

anthropomorphised forms.

 

Figure 8 An example of 
a) satire   b) regional pop-culture based humour.
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Politics (75), Crisis (67), Human Interest (64), 
and A developed world ploy (58).The following 
Inferences were made by the researchers based 
on the findings of the study:

1. Serious environmental issues can be 
broken down with a note of humour, while also 

being educational. Seriousness of the issue does 

not get diluted; instead, the concept/ issue may 
be retained by the audience much more compre-
hensively. When the Indian citizen thinks of 

environmental issues, it rarely extends beyond

the scope of trees, large endangered species 
(tigers, lions, elephants, etc.), pollution, and 
climate change. However, the politics of 
isolating indigenous and tribal communities and 
criminalising/ othering them as obstacles to the 
so-called development, while flouting rules and 
constitutional amendments of environmental 
bills and laws to entertain corporate interest by 
ruling governments, fail to make the connection. 
The politics of climate action between Global 
North and Global South remains widely con-
tested, as the latter countries have been bearing 
the brunt of carbon emissions and real-time 
effects of global warming. There is also the 
gender politics vis-à-vis developing countries 

and environmentalism that is rarely addressed or 
even considered, except in academic spheres. 
Such issues that may be understood as the 

Figure 10 Environmental frames in Green Humour comic strip

Figure 9 Examples of a) wordplay b) pun.
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cornerstones of any environmental movement or 
activism are often portrayed as environmental 
terrorism by the mainstream media. Green 
Humour frequently covers these topics and 
showcases the hypocrisy and gaslighting attitude 
of the bigger brass that often ends in blaming the 
less fortunate parties, i.e., indigenous groups, 
women, island or developing nations. Using the 
visual narrative may actually elicit interest 
among audience who may wish to pursue the 
issues further. Without badmouthing an undesir-
able outcome/ situation/ person—a trope 
increasingly seen in mainstream media, the 
usage of sarcasm/ satire/ irony actually makes 
comic strips a rather interesting mode of commu-
nication to convey an important message

2. Using non-human beings as protagonists in 
natural and anthropomorphic forms may connect 
better with the audience and elicit scientific 
interest among children. Comic strips do adopt 
the storytelling narrative, albeit in a compact and 
concise manner. Many children's storybooks 
have animals or birds as narrators, as these are 
known to be impressionable on children while 
growing up. However, these comic strips do not 
preach moral stories but focus on real time 
contexts such as polar caps melting, illegal 
exotic animal trade, extinction, etc., that can be 
scary to not just children but also grown-ups. 
However, using polar bears, exotic red-eared 
slider (turtle), great Indian bustard (bird), etc., as 
narrators expressing concerns may appeal to the 
audience, raise their awareness and perhaps, 

even prompt civic action.

3.  Frames 'Politics' and 'Governmental 
Accountability' have a deep connection. For 
example, bills and laws have been amended by 
the ruling government on multiple occasions in 
India in recent years, serving the economic 
interests of private entities by giving them the 
leeway to usurp unaccounted tracts of 
forestlands to facilitate developmental projects. 
On one hand, the worst losers caught in the 
constant tug-of-war between the political 
economies of development and environmental 
justice are the indigenous, forest-dwelling, and 
tribal communities, who continue to be viewed 
as obstructers of 'development' for fighting for 
their land and rights. One may consider this as an 
ideological forerunner to what the British did to 
these communities during the pre-independence 
era by branding them as 'criminal tribes'. Such 
discriminatory deeds by people in power do not 
just discredit governmental accountability but 
also make it undemocratic and unfair. The artist 
has captured such scenarios through tools such 
as sarcasm and irony, and frequently features the 
subaltern community members as characters to 
express criticism/commentary. Interestingly, the 
artist takes the same approach when the scenario 
involves wide scale environmental destruction, 
but with a twist that involves the non-human 
species being portrayed as the commentators of 
these situations. The researchers inferred that 
this style (anthropomorphic features) personifies 
the non-human beings, giving 'voice' to the 
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o t h e r w i s e  ' v o i c e l e s s '  v i c t i m s  o f  t h e 
anthropogenic development, while also pushing 
humans to empathise with their plight and not 
just consider them as collateral damage of 
development. 

4. Information about different species and their 
statuses, environmental policies, bills and laws, 
and general environmental issues can be 
presented creatively. As showcased by Green 
Humour, literary tools such as satire, sarcasm, 
puns, and idioms may have a greater effect 
towards highlighting context and imbibing 
better audience retention. This may also be true 
for usage of pop-culture references in a topical 
manner, especially when reaching out to 
teenagers and young adult populations.  

5. A major observation in the visual narra-
tives of Green Humour was that the artist made 

his non-human characters as close as to their real 
species counterparts, in terms of their anatomical 
accuracy and physical appearances. From 
announcement of new species discoveries to 
posts detailing species facing extinction and 
critically endangered tags, this level of research 
on the part of the artist is noteworthy and crucial 
towards aiding better audience retention and 
raise their awareness about these species. 
Furthermore, it can be an excellent tool to teach 
children (besides those with scientific interests) 
about a world that not only centres on human 
beings but also every other species, and to draw 
their attention to the incredible flora and fauna 
on the earth through funny and creative narra-
tives. Scientific information apart, this medium 
may also help shed light on environmental 
crimes and injustices that mainstream media 
chooses to ignore. 

Conclusion

The need to communicate environmental issues, especially in this time of visible climate effects 
observed worldwide, is well established. However, modes of communicating environmental 
issues need not be restricted to news. Comic strips like Green Humour can not only inform citizens 
but also educate, engage and prepare them. A shift from previous styles of unscientific and 
alarmist manner of environmental communication has to be consciously taken by mainstream 
news and media organisations worldwide. While constructive and solutions-based coverage has 
been touted one of the ways forward, this study has elucidated how comic strips as a communica-
tion mode can be creative, effective, educative and a beacon of democratic criticism. Also, the 
digital reach of comic strips makes these widely accessible. Inclusion of such conversational 
narratives with scientific facts and information can raise scientific temper and awareness in not 
just young children but also the general public. Multiple examples of nature-based solutions, new 
species' discoveries, laws and policies, and indigenous and tribal rights in a comprehensive 
manner were found in the comic strips; topics that are mostly overlooked by news media. A shift 

Volume-19 | No.3 | July- September, 2025 मीिडया मीमासा ं Media Mimansa 9



from anthropocentric development to eco centric one has been intensively advocated by UN's 
Sustainable Development Goals. But without governments or private entities' active investments, 
and given how the current media ownerships (corporatisation) work worldwide, expecting 
mainstream media to have an environmentally-leaning outlook that may elicit a collective 
consciousness towards environmentalism among the masses may not be just realistic but also 
problematic. However, the media does have a binding responsibility towards its citizens and 
needs to do better in its representation of environmental issues, without succumbing to corporate 
lobbying and vested interests. As observed through this case study, alternative media forms 
disseminating information, opinions, and criticism through creative narratives and visual tools 
may have a wider reach towards educating people on environmental issues, and encouraging 
them to rise above the general apathy towards the environment and become active agents of 
change. To gauge the impact of such forms of communication, further research is recommended. 
Lastly, each environmental issue requires solutions that need not necessarily come through 
single-pronged approaches. Factors such as community participation, in clusivity, art and culture, 
indigenous knowledge and social justice in addition to governmental accountability and commit-
ment to the environment are imperative. 
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  Abstract
  The given study provides a theoretical understanding of the concept of the public sphere and 
explores whether the new media can be identified as an alternative sphere for democratic 
participation in the formative engagements of youth in India. Using Habermas’s concept of the 
public sphere and its critiques by scholars like Nancy Fraser, the study situates the emergence 
of digital space in the context of power, participation, and exclusion. The study highlights how 
participations in the public sphere in India have been historically constrained by class, caste, 
and gender inequalities, which in turn gave rise to counter-publics and alternative spaces. The 
study also illustrates how, with the advent of new digital technologies, participation of the 
youth on platforms such as YouTube, Twitter, and Youth Ki Awaaz has sought to contest 
dominant narratives, amplify silenced perspectives, and construct counter discourses on 
feminism, cultural plurality, and social justice. Further, the study highlights the fragmentation 
and the market-driven nature of the Internet and its influence on the authenticity of the 
message, and points out that new media offers myriad opportunities for youth activism, 
participatory parity and democratization in India, but is also poised with various fundamental 
risks.

Keywords: New Media, Public Sphere, Alternative Sphere, Digital Democracy.

Introduction

In 1962, the German philosopher and sociologist 
Jürgen Habermas introduced the concept of the 
public sphere in his book The Structural 
Transformation of the Public Sphere: An Inquiry 
into a Category of Bourgeois Society (1962). 
The book examined the practice, popular among 
members of the European bourgeoisie, of 
meeting collectively to deliberate on a variety of 
public issues. The bourgeoisie formed the 

wealthy upper strata of European society and 
were dominant over the working, or plebeian, 
lower classes. In Habermas’ formulation, the 
coffee house served the purpose of a meeting 
place where members of the bourgeoisie 
engaged in associative interaction, thereby 
giving rise to the public sphere. The public 
sphere was considered to be essential in the 
context of democracy and the rational–critical 
discourse formation, as the issues of public 
concern were brought about for discussion 
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among people  coming f rom di f ferent 
sociopolitical backgrounds. The public sphere 
was assumed to be a public sphere discourse 
from a Marxist point of view, where the people 
assemble for rational public discourse, and the 
public opinion is formed on the basis of logic and 
reason, not on social hierarchies and reactionary 
dogmas. Such a discourse would create a 
socially engaged public ready to take action on 
the prevailing issues in society. Similar argu-
ments have been posed by Calhoun (1992) in 
“Habermas and the Public Sphere” and Eley 
(1992) and Kluge and Negt (1993). 

      

                     

             

                 

                                                       

Habermas believed that the public sphere 
concerning the polity was the only area which 
had both the quality of discourse and quantity of 

participation at the same time. In the 17th and 
18th centuries in Europe, the classical bourgeois 
public sphere was regarded as a remarkable 
contest of democracy. It was the only democracy 
where all the opinions of the public were formed 
only on the basis of the merits of the argument 
and not on the social and economic identities of 
the people. However, contrary to what 
Habermas had argued, social scientists and 

scholars, such as Nancy Fraser (1990), Warner 
(2002) and Asen (2000) have focused on the 
public sphere as a phenomenon with roots which 
are largely and dominantly upper-class. They 
believed that in a democracy, the public sphere 
should be deemed as an inappropriate notion to 
use for the construction of public opinion, for it 
was extremely class-dominated and served the 
higher-class ideologies to the lower, or working-
class people.

 

                                       

For instance, scholars such as Craig Calhoun 
(1992), Berlant (2002) & Hauser (1999) have 
argued that the concept proposed by Habermas 
has depicted a very narrow approach in terms of 
the formulation of public opinion within society. 
Firstly, it included only the members of the 
upper-class society, i.e., the bourgeoisie. 
Secondly, coffee shops in 17th-18th-century 
European society were seen more as exclusive 
spaces for deliberation.  They did not project the 
attributes for plurality in terms of participation 
for the formation of public opinion. As a result, 
the coffee shop as an institution for the formation 
of the public sphere in itself contradicted the 
attributes on the basis of which it claimed to 

Source: Author-Generated
Figure 2 Inclusion of bourgeoisies and exclusion of other classes

Source: Wikipedia (2025)
Figure 1 Bourgeoisies sitting in a coffee shop and discussing public matters.
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create a plural space for collective engagement. 
Thirdly, the formation of public opinion 
occurred only with the involvement of the 
bourgeoisie class. There was no participation of 
the members of the plebeian classes (or working 
classes); as a result, the public opinion that was 
being formed was not only devoid of pluralistic 
characteristics, but the opinion was largely a 
hegemonic argument enforced upon the mem-
bers of the lower socio-economic stratum. 

                                                

As scholars like Nancy Fraser (1990), 
Papacharissi (2010), Downey and Fenton (2003) 
& Couldry (2010), have argued, the public can 
be understood as a group of members within a 
society who are well aware of the issues which 
collectively affect them and are actively engaged 
in finding the solution to the problem. Such a 
form of public is not concentrated in terms of 
particular strata of the population, such as the 
bourgeoisie, and the issues discussed are 
collective issues. These are seen as strong 
markers for identifying an active public. 

However, in the case of the classical notion of 
public sphere as proposed by Habermas (1962), 
all these attributes were seen to be missing. 
Therefore, scholars viewed it more as a domi-
nant sphere for opinion formation and collective 
engagement within a democratic society. 
Similarly, in the case of India, what can be 
observed is the fact that the hegemonic roots that 
existed during the colonial era and influenced 
the process of public opinion formation still 
prevailed within the contemporary Indian 
society, now governed by the dominant classes 
who mediated the concerns and issues of the 
general public as per their personal preferences 
(Fraser, 1990; Calhoun, 1992; Bhargava, 2005).

Another important attribute to highlight is the 
fact that the public sphere is seen more as a basic 
requirement to mediate between state and 
society, and if the participation is more plural-
oriented, then in that case, it helps in creating an 
ideal situation for democratic control of state 
activities. Habermas’ liberal model of a public 
sphere holds onto this normative claim. It 
proposes how an actual public sphere within a 
democratic setup should be. However, in reality, 
it is not the case as there always is a stratum of 
population which remains excluded or ill-
informed, thereby giving a small share of the 
population a massive share of socio-economic 
capital to enforce their demands and needs upon 
others (Habermas, 1962). It is seen as an 
idealistic model of democracy, which is shaped 
through structural changes of society that ended 

Figure 3 Class-based hegemony
Source:  https://musicalhegemony.files.wordpress.com/2015/05/civil-society.jpg
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in a transformed understanding of the public 
sphere. However, in the case of India, there are a 
lot of structural limitations in terms of plural 
participation, such as in the case of women and 
minorities and also in the case of members 
belonging to the scheduled castes and scheduled 
tribes in a similar manner. Even Habermas 
himself pointed out that the participation of 
women and the inclusion of minorities was not 
guaranteed by his model, relying on the circum-
stances of bourgeois society in the early 17th to 
18th century (Bhargava, 2005).

In regard to India, with the predominance of the 
neo- l ibera l  reg ime and  the  forces  of 
globalisation, there has been a rise in the 
individualistic consumer culture and disappear-
ance of political frontiers that have structured the 
political imaginary as well as the political 
markers of a society (Appadurai, 1996; 
Chatterjee, 2004). As a result, the public sphere 
in Indian society appears distorted. Public 
sphere in the case of India, as discussed by 
Bhargava (2005) and Rajagopal (2001), is a 
common and publicly accessible space, such as 
the market, coffee shop, pub and newspaper, 
which helps in the forming of public opinion, 
while in the case of a political community, 
citizenship is necessary for membership. 
Bhargava (2005) has further pointed out that, 
unlike Western societies, in India, the scope for 
individuation and freedom could not be repli-
cated to the same degree. The Indian relations 
between the family and the individual were not 

conducive enough for the emergence of autono-
mous individuals within society. However, the 
concept has helped in understanding how the 
social structures of class and caste limit the 
scope of participation for public opinion 
formation in India and how it has led to the 
shaping of counter-movements of different 
degrees in India. For instance, Indian historians 
and scholars such as Prof. Bipin Chandra and Dr. 
Neerja Singh have argued that the Gandhi 
Ashram can be seen as one of the counter-
spheres (Rudolph, 2014), which was plural in 
terms of participation and involved collective 
engagement in terms of public opinion forma-
tion. However, such space could not be sustained 
in the long run.

There are, however, certain challenges in India 
in terms of the existence of a plural public 
sphere. For instance, there is a problem of 
uniform language and culture. Despite India 
being blessed with a rich cultural heritage, there 
are issues of egalitarianism as well as the 
development of a common consensus due to 
cultural and social differences (Chatterjee, 
2004). Taking the case of inclusion of members 
of ethnic communities or the tribal communities, 
it faces strong social barriers to inclusion within 
the public space for public opinion formation. 
Apart from that, in India, there has been no 
consensual unitary sphere post-independence, 
unlike in most Western societies. In the case of 
India, what can be observed is that there has been 
a constant struggle between the dominant and 
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the counter spaces, where the members have 
been engaging with each other for their voice to 
be heard and for greater social acceptance. Even 
the dialogues formed in the so-called public 
sphere are not due to common consensus but 
rather due to the structured power relations 
controlled by the members having a higher 
socio-economic capital within the society. As a 
result, in the case of India, the public sphere 
appears fragmented (Appadurai,  1996; 
Rajagopal, 2001).

 In terms of newspaper as a public 
sphere, Nair (2003) has pointed out that post- 
independence India, most of the national 
newspaper firms came under the control of rich 
businessmen such as G.D. Birla, Ramakrishna 
Dalmia and Ramnath Goenka, who had invested 
in widely diversified industrial activities and 
were now interested in owning a newspaper firm 
as they felt that newspapers could help them in 
expanding their business interests rather than 
creating a space for healthy journalism which 
could complement a plural public sphere in the 
Indian society. As a result, the newspapers began 

to be governed by the dominant ideologies of the 
capitalists and the rich classes (Chandhoke, 
2009). On the eve of independence, most of the 
newspapers reflected the characteristics of a 
plural public sphere and operated freely. The 
press at the time enjoyed the freedom of repre-
senting political dissent and discharged its 
adversarial role rather effectively (Nair, 2003). It 
also remained the major site for the promotion of 

integrative ideological discourse and reflected 
the language of civilisation and cultural prow-
ess. However, it could not be sustained in the 
long run and gradually became more and more a 
capitalist machinery aimed at promoting and 
propagating capitalist objectives, which 
ultimately shrunk the space for participation of a 
larger public in India (Rajagopal, 2009; Udupa, 
2015). Thus, what could be observed was the 
fact that newspapers, which were crucial for 
opinion formation, became more and more 
concentrated to those having a major share of 
social and economic capital. As a result, they 
became more of puppets of the market forces 
rather than being socially active agents for civic 
engagement. Even the public sphere shaped by 
these forces reflected more of the dominant 
ideologies and paid little to no heed to the 
concerns and limitations of the other classes 
within society.
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Research Methodology and Research 
Objectives

The given study utilizes both theoretical and 
conceptual methods for understanding the 
notion of the public sphere. It also explores the 
critical arguments pertaining to the concept and 
its existence in society as well as its evolution, 
especially in the context of India. The study 
relies heavily on secondary sources such as the 
works of Jürgen Habermas (1962), Nancy Fraser 
(1990), Calhoun (1992), Bhargava (2005), 
Downey and Fenton (2003), and et.al, to 
understand the concept of public sphere in depth 
and its development over the period of years. 
The study also explores the genesis of the 
counter-public sphere and how it has helped in 
shaping alternative opinions, especially in 
developing nations such as India. The study also 
seeks to situate the concept of new media as an 
alternative or counter-sphere in literature, 
especially with respect to the youth engagement 
in India. The methodology in this case focuses 
on a comparative study of the dominant sphere 
as proposed by Habermas (1962) and the 
alternative ones as critiqued and redefined by 
Fraser (1990) and others after her. The study in 
parts seeks to understand the discourses of 
power, participation and exclusion with the aim 
of redefining new media democracy with 
historical instances like the Gandhi Ashram as a 
counter-sphere, the role of newspapers in India 
post-independence, and more recently, the new 
digital spaces like YouTube, Twitter, and Youth 

Ki Awaaz. The study is based on qualitative 
research, involving the examination of texts, 
such as academic papers, historical texts, and 
case studies, to determine how new media 
operate as both a means of democratisation and a 
medium subjected to market manipulation, 
gatekeeping, and fragmentation. The inquiry is 
interpretive, focusing on theory construction as 
opposed to an estimation and, therefore, seeks to 
analyse how profoundly digital technologies 
serve as an alternative public sphere in India.

The research objectives of the study are four-
fold and detailed as follows: 

1. To understand Habermas’ construct of the 
public sphere and the subsequent critique of its 
limitations regarding class, caste, gender, etc. 

2. To trace the critique and re-conceptualization 
of the public sphere by Nancy Fraser and the 
emergence of counter-publics as spaces of 
resistance.  

3. To examine the potential of new media in 
India as an alternative sphere of engagement for 
democratic participation (particularly among the 
youth on YouTube, Twitter, and Youth Ki 
Awaaz).  

4. To study the new media’s role in countering 
discourses on caste, cultural pluralism, market-
driven fragmentation, and social justice.  
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Alternative Sphere: Does it Exist?

It is critical to understand that within society, 
there have always been two or more forces which 
have constantly conflicted with each other, 
which ultimately has shaped the social change 
within society. For instance, from a historical 
point of view, there has been a clash between the 
forces of modernization with the forces of 
conservative tradition, such as forces of capital-
ism with the forces of socialism and many other 
similar cases (Marx, 2016). Even in the case of 
identity and engagement, there have always been 
two factions which have struggled with each 
other in order to gain recognition and existence 
within society. They can be broadly classified as 
the dominant and counter/alternative forces 
(Fraser, 1990). 

The alternative public sphere or the counter-
public sphere can be understood as a space where 
the members of the subordinated social groups 
invent and circulate counter-discourses to 
formulate oppositional interpretations of their 
identities, interests, and needs (Fraser, 1990; 
Asen, 2000; Warner, 2002). They are formed as a 

response to the exclusions of the dominant 
publics and to better promote the ideals of 
participatory parity (Chatterjee,  2004; 
Kampourakis, 2016). Because of the existence of 
different degrees of exclusion of the public, be it 
women, non-proprietary working class, as 
pointed out by Fraser (1990), there has been an 
emergence of competing counter-publics which 
have not been unitary but rather have been 

composed of conflictual and antagonistic 
publics. It has challenged the political domina-
tion that has taken the form of consent to con-
struct common sense, which has been derived 
precisely by the proliferation of discourses that 
have normalised and naturalised the existing 
order (Chatterjee, 2004; Kampourakis, 2016). 
Further, the liberal conceptualization of the 
public sphere rests upon the bracketing of social 
inequalities in deliberation, to the benefit of 
abstract political equality, which seemingly 
works to the advantage of dominant groups in 
society rather than the disadvantaged subordi-
nates (Downey and Fenton, 2003; Papacharissi, 
2010; Thomas, 2013).

Due to the existence of such factors, there has 
been a gradual shaping of an alternative sphere 
with more and more participation of the subordi-
nated groups, which has helped in the shaping of 
alternative opinions and discourses for 
oppositional interpretations of identities, 
interests, and needs. These counter-spaces have 
challenged the dominant publics and strived to 
reach an ideal space for participatory parity. For 

instance, in the case of equality and equal 
accessibility, many youth-centric groups have 
created their alternative spaces to address the 
issues of hegemony, caste and class etc 
(Appadurai, 1996; Chatterjee, 2004; Bhargava, 
2005; Thomas, 2013).

Nancy Fraser (1990), in her essay “Rethinking 
the Public Sphere: A Contribution to the Critique 
of Actually Existing Democracy”, points out the 
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gap between the participatory public and the 
public sphere due to the existence of dominant 
ideologies and limitations on the participation of 
the subaltern public. She further points out that 
the alternative spaces for engagement will 
always exist in society due to the inability to 
eliminate social inequalities in absolute terms. 
Due to the strong socio-economic hierarchy and 
socio-sexual structures, the idea of inclusive 
engagement becomes restricted and controlled. 
Similar trends can be seen in the case of India 
(Fraser, 1990; Appadurai, 1996; Bhargava, 
2005).

However, despite the criticism, the benefit of 
having an alternative sphere is the existence of 
alternative social identities, which can create a 
space for acceptance within society through such 
spaces. The formation of alternative identities, 
according to Nancy Fraser, can be seen as a 
means for enhancing the scope for participation 
within a society (Rajagopal, 2001; Ninan, 2007; 
Udupa, 2015). With the changing social struc-
tures of society and the greater degree of stratifi-
cation, the greater the chances of the formation 

of counter-public spheres within a society. The 
alternative sphere helps in challenging the 
supposed inclusiveness of the informal delibera-
tions of opinion-and will-formation, where from 
legitimacy is derived and driven by hegemonic 
forces due to structural inequalities (Fraser, 
1990; Negt and Kluge, 1993; Asen, 2000).

In the case of India, with the existence of strong 
social inequalities between different communi-

ties and social groups, there exist alternative or 
counter-spheres of different degrees which 
function to legitimize the identities of the 
subaltern groups, such as the members of 
Scheduled Tribes and Scheduled Caste, feminist 
groups, LGBT, etc. Kamal Nath Chobey (2019) 
in “Creating a Counter-Public Sphere” points out 
the importance of the existence of an alternative 
sphere for the Scheduled Castes, as such a space 
provides them a platform to raise their voices 
against the atrocities committed against them by 
the members of the dominant communities. It 
has helped in raising questions in terms of social 
practices, the degree of acceptance within social 
spaces and the scope for equal participation 
without any restrictions based on the social 
identity of an individual (Bhargava, 2005; 
Khorana, Parthasarathi, & Thomas, 2014). 
However, at times such alternative spaces have 
been argued to be partially successful in terms of 
providing the alternative discourse, which at 
times appears to be an extension of the dominant 
discourse of society. For instance, in the case of 
an alternative sphere for the tribals regarding 
their identity and ownership, the counter 
movement in parts of Odisha and Jharkhand 
against growing capitalism has not been able to 
provide an alternative model through which the 
economic identity of these communities can be 
defined (Appadurai, 1996; Rajagopal, 2009; 
Udupa, 2015).
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New Media, Youth and Alternative Sphere

In the case of the emergence of new technology, 
it has been observed within society that the 
socio-economic well-off classes and the current 
generation, such as the youth, are its early users. 
The same is in the case of India, where the youth 
is seen to comprise a major share of the user base 
(Rajagopal, 2009; Khorana, Parthasarathi, & 
Thomas, 2014; Udupa, 2015). Downey and 

Fenton (2003) have described the necessity of 
alternative media for the representation of 
counter-arguments and ideologies necessary to 
counter the existing dominant discourse. They 
point out that the emergence of the internet has 
been revolutionary in terms of providing a space 
for the shaping of an alternate sphere within 
society. For instance, in the case of India, there 
are many civil society groups, communities, etc, 

which are utilising new media extensively to 
create and maintain their alternative spaces for 
discussions and opinion formation in the areas of 
advocacy, health and education, equal accessi-
bility, governance and many more (Khorana, 
Parthasarathi, & Thomas, 2014; Udupa, 2015). 
The current statistics indicate that in India, close 
to 90% of the civil society organisations use 
social media for users’ engagement. Within the 

social media landscape, 72% utilise Facebook, 
32% use X (Twitter), 28% use Instagram and 
26% and 25% utilise YouTube & LinkedIn 
respectively (Global NGO Technology Report, 
2019).When it comes to youth, new media 
platforms such as YouTube, Facebook, Twitter 
and other similar platforms have been increas-
ingly used as forums and alternative spaces to 
develop counter-arguments and allow greater 

 

Figure 5 Distribution of population with respect to digital media us
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accessibility to such discourses, which otherwise 
are kept regulated by the mainstream media 
(Udupa, 2015). The current statistics indicate 
that the Indian youth account for 41.8% of all 
Instagram users in India. Around 23.1% are on 
Facebook and 26.6% are on Messenger. 60.9% 
are on YouTube and 15.5% are on Snapchat 
(Napoleon Cat, 2024). New media, because of its 
attribute of limitless digital space, provides the 

scope for such counter groups and communities 
to produce information which can help in 
challenging the dominant discourses (Downey 
and Fenton, 2003). For example, in today's time, 
many youth-centric digital forums and counter-
spaces have helped in creating an alternative 
thought of equality, especially in the case of 
women. Now, in today's time, feminism is 

garnering a lot of attention even from the 
mainstream media, which earlier was not the 
case. A similar case can be seen in the case of 
religious and cultural tolerance in India (Banaji 
and Bhat, 2022).

Apart from that, new media as an alternative 
media has helped in amplifying the voices of the 
marginalized and reaching it out to the active 
public which in the case of India, comprises of 

the youth due to the demographic dividend. Even 
if there an existence of strong barriers of 
gatekeeping in the digital space, new media 
provides limitless options to leapfrog the hurdles 
in order to disseminate the information to a 
larger audience and sensitize a larger public 
(Khorana, Parthasarathi, & Thomas, 2014; 
Udupa, 2015). For instance, out of the total 

 

Figure 6 Demographic profile of Meta Audience
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young population of India (18 to 29 years), 27% 
are active users on social media platforms 
(Investopedia, 2024) and utilizing the social 
media space for highlighting counter-arguments 
and narratives that are challenging the main-
stream biases. Even the Reuters Institute Digital 
News Report (2024) highlights that, despite the 
mainstream forms of gatekeeping, digital media 
spaces are actively being used for amplifying 
narratives, especially at the grassroots by the 
young Indian population. 

In addition to that, from the perspective of youth, 
new media has helped in greater personalization 
of the information which has helped in present-
ing the information in different creative styles to 
magnify the impact. For instance, “Youth Ki 
Awaz” is an online platform which provides all 
the necessary information pertaining to the youth 
and, at the same time, provides a forum for 
discussion and the formation of opinion. 
Wikipedia is another such platform which is not 
only neutral in terms of engagement but also 
provides greater accessibility to the youth in 
utilizing its space for developing counter-

arguments and alternative opinions. What can, 
therefore, be observed is the fact that new media 
as an alternative public sphere has completely 
revolutionized the idea of public sphere and has 
helped in the creation of counter-publics in India 
(Banaji and Buckingham, 2013; Udupa, 2015; 
Banaji, 2017). For instance, the current statistics 
indicate that close to 60,000 users are active 
citizen writers, demonstrating the participatory 

engagements and creation of alternative spaces 
for deliberations (NDTV, 2014; Growjo, 2024). 

Even in the case of advocacy, the Indian youth is 
utilizing new media extensively to promote 
change within the society in terms of equal 
access, equal opportunities and on many other 
factors. There are, however, certain criticisms 
regarding the use of new media as an alternate 
sphere within Indian society. For instance, new 
media cannot be considered entirely free for the 
development of counter-arguments. They, 
rather, to a large extent are driven by the market 
forces due to which the dominant ideologies 
acquire a greater presence within the digital 
space (Banaji and Buckingham, 2013; Udupa, 
2015; Banaji, 2017).The process of continuous 
production and consumption of information also 
creates a risk for authenticity as there can be 
information of a radical nature which acquires 
the attention of the youth and influences their 
opinion formation. Even in the case of communi-
cation via new media, public communication can 
help in defining a political community, but it 
does not in itself provide the conditions for social 
integration and may lead to greater fragmenta-
tion rather than greater intersubjectivity. While 
new media does play a role in the destabilization 
of the public sphere and the generation of new 
forms of fragmentation and solidarity, they are 
central to this process that presents both opportu-
nities and dangers to the theory and practice of 
democratization (Khorana, Parthasarathi, & 
Thomas, 2014; Udupa, 2015) .
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  Abstract
    Rima Das’s Village Rockstars (2017) presents a cinematic exploration of Indian 

Knowledge Systems (IKS) through the lens of rural life in Assam. This film is set 

against a backdrop of lush natural landscapes and ecological narratives. This film 

does not merely use nature as a setting but as a central character that shapes and 

sustains village or rural life. The narrative captures traditional ecological knowledge 

rooted in the community's daily practices, ranging from the use of taro leaves as 

umbrellas to building boats from banana trunks. The nature in film is portrayed as 

nurturing and also destructive. Dhunu, young girl is the central character in this film, 

who navigates gender norms, dreams of owning a guitar and interacts with nature and 

community in ways that reflect resilience, sustainability and hope. This study adopts a 

descriptive and qualitative research design, both primary sources (the film) and 

secondary materials. Cultural continuity is reinforced through oral storytelling, folk 

music, artisanal practices and labor, demonstrating the transmission of knowledge, 

ethics and philosophical wisdom across generations. The paper shows the thematic 

highlights that includes ecological narratives, sustainability practices, gender and 

agency, cultural transmission and visual metaphors such as dwindling flames and the 

setting sun, symbolizing resilience, hope and renewal. Das presents IKS not as a relic 

but as a living, evolving force shaping identity, community cohesion and everyday 

survival. Ultimately, Village Rockstars functions as both a cinematic and socio-

cultural document, demonstrating that indigenous knowledge, ecological harmony 

and human creativity remain vital in addressing contemporary environmental and 

social challenges.

Keywords: Village Rockstars, Indian Knowledge Systems, Ecological Narratives, Natural landscapes, Gender

Indian Knowledge Systems (IKS) embody a vast 
repository of traditional wisdom, philosophical 

insights and scientific advancements that have 
evolved over millennia. IKS is rooted in ancient 
texts, oral traditions and cultural practices that is 
in the form the intellectual backbone of Indian 

Introduction
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society. It offers perspectives across diverse 
fields such as philosophy, medicine, astronomy, 
the arts and governance (Sen, 2005). These 
systems emphasize sustainability, harmony with 
nature and the interconnectedness of human life 
with the cosmos, values that continue to resonate 
in contemporary debates on ecology and cultural 
identity (Rao, 2018).

Over the years, as India has undergone socio-
political and cultural transformations, the 
relevance of IKS has resurfaced in both aca-
demic and popular discourse. Cinema, as a 
powerful medium of mass communication and 
cultural representation, plays a vital role in 
reflecting, preserving and reinterpreting 
traditional knowledge. From early mythological 
narratives such as Raja Harishchandra (1913) to 
modern explorations of Ayurveda, Yoga and 
spirituality in films like Paheli (2005) and OMG: 
Oh My God! (2012), Indian cinema has acted as 
both a visual archive and a transformative space 
for IKS (Dwyer, 2014). Beyond the Indian 
context, filmmakers across the globe have 
embedded indigenous ecological and cultural 
narratives within cinematic storytelling, making 
oral traditions accessible to wider audiences 
(Finn, 2022). The works of storytellers like Carol 
Geddes (2003) highlight how film functions as a 
contemporary extension of traditional storytell-
ing, preserving cultural identity while adapting 
to new mediums.

In the context of Indian cinema, storytelling has 
always been used with cultural traditions, 

folklore and ecological worldviews. Films have 
consistently mirrored the shifting social and 
cultural fabric of the nation while engaging with 
indigenous practices and rural lifeways (Teja, 
2024). Rima Das’s Village Rockstars (2017) 
exemplifies this intersection of IKS and ecologi-
cal narratives, portraying the rhythms of rural 
life, the relationship between humans and their 
environment and the resilience of local commu-
nities. By foregrounding ecological knowledge 
and cultural continuity through the lived 
experiences of its characters, the film provides a 
fertile ground for examining how Indian cinema 
reimagines IKS in relation to sustainability and 
contemporary global challenges.

This research article seeks to examine how 
Village Rockstars embeds Indian Knowledge 
Systems within its ecological, visual and 
thematic structure. It interrogates the film’s 
portrayal of ecological adaptation, gender roles, 
oral traditions and sustainable practices. 
Through a qualitative, interpretive approach 
rooted in film analysis and cultural studies, this 
study argues that Village Rockstars serves as a 
cinematic expression of indigenous knowledge 
which affirms the resilience, hope and 
sustainability are deeply embedded in the 
cultural fabric of rural India.

Brief introduction of Indian Knowledge 
Systems: 

Indian Knowledge Systems (IKS) are deeply 
rooted in ancient texts such as the Vedas, 
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Upanishads, Puranas and Dharmashastras. It 
offers a holistic worldview that integrates 
spiritual, ethical and scientific dimensions of life 
(Rao, 2018). Unlike the Western knowledge 
systems, which often emphasize empirical 
observation, IKS highlights the interconnected-
ness of knowledge, ethics and the cosmos (Kak, 
2016). Traditionally, this knowledge has been 
categorized into Paravidya (higher knowledge 
aimed at self-realization) and Aparavidya 
(practical knowledge concerning the material 
world) (Sharma, 2017). Over millennia, IKS 
have evolved into a vast body of indigenous 
wisdom encompassing fields such as philoso-
phy, medicine (Ayurveda), astronomy, mathe-
matics, literature, agriculture, arts and gover-
nance. The systems are an integrated perspective 
that blends spiritual, ecological and practical 
dimensions of life, shaping India’s intellectual 
and cultural heritage. In contemporary times, the 
revival and reinterpretation of IKS are increas-
ingly recognized for their relevance in address-
ing global challenges related to sustainability, 
environmental balance, holistic health and 
cultural identity.

Literature Review

Tiwari (2025) in his study “Indian Knowledge 
Systems in the Cinematic Frame: Past, Present, 
and Future” represents a vast repository of 
intellectual traditions that have shaped India’s 
social, cultural and philosophical identity and 
cinema has emerged as a significant medium for 
their preservation and reinterpretation. The 

researcher studied the mythological epics of 
early films to contemporary explorations of 
spirituality, ecology and mental health, Indian 
cinema has consistently bridged ancient knowl-
edge with modern sensibilities. He also noted 
that filmmakers have made considerable 
progress in integrating IKS into cinematic 
narratives, future possibilities such as the 
blending of technology and tradition, ecological. 
This literature also highlights that by embracing 
IKS as dynamic and evolving frameworks the 
cinema not only contributes to cultural conserva-
tion but also positions itself as a tool for address-
ing pressing global challenges like climate 
change, social inequality and mental well-being.

Somabhai (2025) in his study “The Role of 
Animated Films in Promoting the Indian 
Knowledge System: A Global Educational 
Perspective” highlighted the potential of 
animated films as a medium for promoting the 
Indian Knowledge System (IKS) in contempo-
rary contexts. Scholars such as Ranganathan 
(2015) and Kapoor (2020) emphasize that IKS, 
rooted in texts like the Vedas and Puranas, spans 

diverse fields including philosophy, Ayurveda, 
yoga and astronomy, requiring innovative 
approaches for global dissemination. Few 
studies note that animation based on mythology 
and folklore, such as Ramayana: The Legend of 
Prince Rama (1992), Hanuman (2005) and the 
Chhota Bheem series makes philosophical and 
cultural concepts accessible across generations 
and cultures (Sharma, 2019; Patel, 2020). 
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Furthermore, international perspectives (Barker 
& Petley, 2001; Reddy, 2022) demonstrate that 
animated visuals effectively bridge linguistic 
and cultural barriers in multicultural learning 
environments. Overall, this study shows that 
animated films do not only preserve India’s 
cultural heritage but also serve as dynamic tools 
for education, intercultural exchange and global 
awareness of indigenous knowledge.

About  Village Rockstars

Village Rockstars (2017) is an Assamese- 
language minimalist drama film set in a flood-
prone village  of Chhaygaon near Guwahati, 
Assam, India. This film is written and directed 
by Rima Das and produced by Flying River 
Films and Akanga Film Asia (The Film Verdict). 
This drama film premiered at the 2017 Toronto 
International Film Festival, Village Rockstars 
received widespread acclaim and was selected as 
India's official entry for the 91st Academy 
Awards. The film garnered numerous awards, 
including the Golden Lotus Award for Best 
Feature Film at the 65th National Film Awards, 
marking a significant achievement for Assamese 
cinema. The film's IMDb page lists 17 wins and 
10 nominations across various international 
festivals, including the Grand Jury Prize at the 
Indian Film Festival of Los Angeles and Best 
Original Score at the Buenos Aires International 
Festival of Independent Cinema (IMDb). As of 
June 2, 2025, Village Rockstars holds an IMDb 
rating of 7.7/10, reflecting its positive reception 
among audiences and critics alike (IMDb). This 

film stands as a testament to the power of 
storytelling in highlighting the aspirations and 
challenges of rural youth, particularly young 
girls, in India.

This film follows the story of Dhunu (played by 
Bandita Das), a ten-year-old girl with a dream 
that defies the constraints of her environment 
where she wants to own a guitar and form a rock 
band with her friends. Though living in poverty 
with her widowed mother and elder brother, 
Dhunu faces the challenges of rural life with 
imagination, resilience and an unyielding spirit. 
She plays with local boys, climbs trees and 
creates a mock band with handmade instruments 
crafted from thermocol and wood. Despite 
societal expectations and financial hardship, 
Dhunu remains determined to pursue her dream.

The nature plays a central role in the film with 
not just as a backdrop but as a living. Scenes of 
fields, monsoon rains and seasonal floods 
capture both the beauty and vulnerability of the 
rural ecosystem. The film portrays the villager’s 
deep-rooted relationship with the land, while 
also highlighting how environmental hardship 
like floods can bring loss and instability. 
Dhunu’s mother, a strong figure, becomes a 
symbol of empowering women supporting her 
daughter in subtle but powerful ways. At last, 
Dhunu receives a real guitar, symbolizing not 
only the realization of her dream but also the 
affirmation of hope and imagination.

However, this film has a naturalistic storytelling, 
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non-professional cast and immersive visuals 
which offers a deeply humanistic and authentic 
portrayal of rural childhood, dreams and the 
spirit of community.

Objective of the study

This paper aims to analyze the representation of 
Indian Knowledge Systems (IKS) and ecologi-
cal consciousness in Rima Das’s Village 
Rockstars, with a particular focus on rural 
Assamese life. It explores how the film inte-
grates traditional ecological knowledge, cultural 
practices, gender roles and oral traditions within 
its narrative and visual framework.

Methodology 

This study adopts a descriptive research design 
and employs a qualitative approach to explore 
the representation of the Indian Knowledge 
System (IKS) in regional cinema. The research 
draws upon both primary sources, such as 
selected films and secondary sources includes 
scholarly articles, imdb ratings, news reports and 
relevant textual materials. The method of 
qualitative textual analysis involves examining 
the narrative structure, visual framework, 
character development, symbolic elements and 
cultural motifs to identify the patterns and 
themes that reflect the principles and practices of 
IKS. The film Village Rockstars (2017) has been 
selected for detailed analysis due to its narrative 
richness and its implicit engagement with 
indigenous knowledge, rural traditions and 
socio-cultural values aligned with the broader 

framework of IKS. 

Ecological Narratives in Village Rockstars

Natural surroundings: Rima Das’s Village 
Rockstars is rich in ecological narratives that are 
deeply connected with Indian Knowledge 
Systems (IKS), particularly in rural life of 
Assam. The natural environment in the film is 
not just a backdrop or for the landscape but for a 
living. The breathing presence reflects the 
intimate relationship between the villagers or 
children and the land. The film opens with an 
immersive portrayal of the landscape and as the 
plot develops the sunset over fields, children 
fishing in ponds and resting on tree branches are 
shown. These scenes emphasize a rhythm of life 
that flows in harmony with nature. The scene 
where Dhunu’s brother lies peacefully in a field, 
later joined by her and other children, conveys a 
spiritual and physical comfort derived from the 
mother earth. The children’s connection with 
animals, especially Dhunu’s affection for her 
goat named Munu. The delight of the children 
playing in the rain illustrates how nature 
becomes both a companion and a caregiver in 
their daily lives. However, the same nature that 
nurtures also brings vulnerability. The floods in 
the film serve as both a literal and metaphorical 
force of disruption. When paddy fields are 
destroyed and students are unable to go to home, 
the fragility of rural life becomes apparent. 
Dhunu’s narration of her father’s death in a flood 
due to the absence of an embankment encom-
passes a common trauma faced by the riverine 
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communities in Assam. The incident reveals 
h o w  e n v i r o n m e n t a l  d e g r a d a t i o n  a n d 
infrastructural neglect intersect with personal 
loss. 

 Traditional ecological knowledge: 
Traditional ecological knowledge is seamlessly 
shown in various scenes in the film. Objects like 
taro leaves used as umbrellas and the jhapi, an 
Assamese head wear made for both sun protec-
tion and agricultural labor are subtle yet power-
ful symbols of ecological adaptation. The 
construction of makeshift bridges from bamboo 
and boats from banana trunks reflects the 
community's inventive use of natural materials. 
These practices are not just highlighted simply 
but are a part of the everyday life in the village 
setting. This shows how traditional knowledge is 
transmitted through lived experience from 
generations. 

 Connection and dependence on nature: 
This film has portrayed the community’s 
response to seasonal flooding with authethicity. 
The scene of relocation of household belongings 
and livestock using small wooden boats demon-
strates collective adaptation strategies that have 
evolved over generations. The villagers don’t 
fight the flood like it’s an enemy. Instead, they 
deal with it calmly and wisely, showing a way of 
life that focuses on living with nature, not trying 
to control it.

The villagers’ reliance on land and water is 
shown through simple daily activities like 

washing clothes in the river, resting under trees, 
and feeding leaves to goats. In one scene, Dhunu 
hugs a tree with care, plays with her goat and 
children cool off by bathing in floodwater. These 
moments show a deep emotional and physical 
connection with nature. They film depicts the 
Indian belief that nature is not just lifeless matter 
but a living, sacred force that moves in cycles.

 Visual storytelling: Das employs visual 
storytelling to reflect class dynamics. The 
clothing of children some in bright colors others 
in faded clothes visually articulates economic 
inequality. The presence of a bicycle functions as 
a symbol of aspiration and socio-economic 
mobility, while the underwater shot of Dhunu 
and her friend conveys a sense of serenity and 
timelessness, a brief escape from the burdens of 
poverty. Following the flood, the loss of Munu, 
the goat symbolizes the shattering of dreams and 
the harsh consequences of environmental 
upheaval. The scene in which Dhunu searches 
for Munu with a bamboo torch, while the number 
of flames gradually diminishes due to a lack of 
oil, becomes a visual metaphor for dwindling 
hope. Yet, the last flame that keeps burning 
shows that even in hard times, a small but strong 
hope remains.

 The theme of hope becomes clear in the 
final scenes. Dhunu’s life gradually returns to 
normal, and her smile shows that she has found 
peace again. Her mother carrying the guitar 

something Dhunu had always dreamed of 
represents a moment of emotional healing and 

Volume-19 | No.3 | July- September, 2025 मीिडया मीमासा ं Media Mimansa 29



new possibilities. The last image of Dhunu 
standing in front of the setting of the sun beauti-
fully symbolizes life’s ongoing cycle and fresh 
beginnings. With simple but powerful visuals, 
the film expresses a traditional belief that even in 
hard times, there is always the chance to start 
again.

Representation of Indian Knowledge Systems 
(IKS) in Village Rockstars

The representation of Indian Knowledge 
Systems in Village Rockstars is woven deli-
cately into the fabric of everyday rural life, 
reflecting how tradition, resilience, ecological 
awareness and cultural continuity function in 
harmony. Dhunu’s mother, in particular, stands 
as a symbol of strength and survival working 
alone in the paddy fields, selling homemade 
sweets and raising her children after the death of 
her husband. Her perseverance is not dramatized 
but normalized, showing how agricultural 
knowledge and feminine strength are central to 
rural livelihoods. The economic and ecological 
roles played by women are shown through their 
labor in both household and field such as rearing 

goats, plucking betel nuts for income and selling 
food products, all of which highlight the multi-
faceted forms of ecological labor rural women 
perform.

The film also highlights collective wisdom and 
community solidarity during times of ecological 
crisis. Villagers work together during floods, 
move belongings and livestock to safer places 

and assist each other in recovery. These 
moments illustrate the value of interdependence 
and communal memory in coping with seasonal 
hardships. Such collaboration is not institutional 
but spontaneous and grounded in mutual trust a 
principle that underlies many indigenous 
knowledge systems in India.

 Sustainability is embedded in the 
material culture depicted throughout the film. 
Children make use of discarded or natural 
materials such as boats and instruments. A guitar 
made from thermocol, swings from rope and 
tyres reused as play objects all demonstrate a 
rooted ecological mindfulness. These are not 
simply economic necessities but expressions of a 
culture that does not separate creativity from the 
environment. Such improvisations embody the 
philosophy of a  sustainable ethos passed down 
through generations.

 Traditional gender roles are both 
reinforced and challenged in the narrative. On 
one hand, girls are shown studying indoors while 
boys play outside, and societal expectations 
limit Dhunu's behavior once she reaches 

puberty. On the other hand, Dhunu consistently 
subverts these norms joining a boys music 
group, climbing trees and aspiring to form her 
own rock band. She is the only girl to express 
such ambition, and her mother, instead of 
discouraging her, becomes her quiet ally. 
Despite social scolding, her mother supports her 

dream and even teaches her to swim an act both 
practical and symbolically empowering. This 
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resistance to rigid gender expectations illustrates 
how individual agency can emerge even within 
traditional frameworks. Dhunu’s transition 
through puberty is marked by rituals steeped in 
Assamese tradition: she is bathed by village 
women, dressed in a sari and receives gifts and 
teachings on how to be a woman. This film 
contrasts this cultural initiation with her emo-
tional solitude, as she is no longer allowed to 
play with boys. This restriction is a reminder of 
the constraints imposed by gendered customs. 
Her eventual return to play and her ownership of 
a real guitar marks as a personal triumph.

IKS is also preserved and transmitted through 
cultural expressions: language, music and oral 
storytelling. The consistent use of Assamese 
language, the presence of traditional songs, 
musical instruments like tabla and harmonium 
and the act of fishing with a traditional rod and 
Chepa/ Sepa (a type of basket use to keep dish) 
all reflect a living heritage. Dhunu singing folk 
songs while delivering food to her mother in the 
field connects music to labor and joy to survival. 
The weaving traditions of Assamese culture are 

showed through her mother’s work as she weave,  
showing that craftsmanship is not simply art but 
an act of continuity. The film also portrays a 
spiritual dimension of indigenous knowledge. 
Dhunu reads from a newspaper about the power 
of the mind, echoing the ancient Indian idea that 
manas (mind) can manifest reality. Her belief 
that dreaming can lead to fulfillment connects 
individual desire with metaphysical teachings.

The most explicitly philosophical moment 
comes through an intergenerational oral narra-
tive by the grandfather of the village who 
narrates a story to the children about Dharma and 
the Mahabharata. The dialogue in which Dharma 
poses questions to Yudhishthira about who is 
greater than the world (the father), vaster than the 
sky (the mother), what is the fastest (the mind) 
and who is truly rich (one free from greed) is with 
ethical insights. Such storytelling serves as a 
bridge between mythology and lived experience 
showing the role of elders as pedagogues in 
transmitting moral and philosophical values 
across generations. The grandfather’s explana-
tion of how the mind can travel without moving 
reflects the deeply Indian belief in the mind’s 
imaginative and transformative power. In this 
moment, cultural memory, oral tradition and 
psychological insight merge into a seamless act 
of learning.

In Village Rockstars, IKS is not treated as a relic 
of the past but as a dynamic and evolving 
presence in the lives of its characters. From 
gender roles to ecological practices, from the use 
of traditional tools to the telling of epic stories, 
Rima Das constructs a narrative that is both 
grounded in rural realism and open to imagina-
tion. The film’s quiet rebellion lies in showing 
how indigenous knowledge, though threatened 
by modern disruptions and social pressures, 
continues to shape identity, resilience and hope.
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Discussion 

Village Rockstars emerges as a quietly radical 
film drama that embraces the dramatic storytell-
ing that shows the slow and hurdles of rural life. 
Das does not romanticize village existence in the 
film drama but rather reveals its beauty, chal-
lenges and resilience through the eyes of Dhunu, 
a young girl. The film’s strength lies in its ability 
to portray Indian Knowledge Systems (IKS) not 
as outdated traditions, but as living practices that 
adapt, resist and endure.

The natural surroundings in Village Rockstars 
are not passive settings but active agents that 
shape community behavior and belief. From the 
joyous scenes of children playing in the rain to 
the devastating impact of floods, the film drama 
shows the dual role of nature such as the 
sustainer and the destroyer. The villager’s 
response to environmental challenges is por-
trayed with authenticity, emphasizing coexis-
tence over domination. 

Moreover, the film drama reflects traditional 
ecological knowledge through material culture 
and daily practices. The use of organic materials 
such as bamboo, taro leaves and banana trunks 
signifies an inherent ecological wisdom passed 
down through generations. These visual cues are 
subtle yet powerful, reinforcing the film’s 
commitment to portraying indigenous practices 
as normal and essential.

Gender roles are navigated with sensitivity and 
nuance. While traditional expectations are 

imposed on Dhunu, especially as she enters 
puberty her quiet rebellion and her mother’s 
silent support serve as powerful counter-
narratives. Her aspiration to form a rock band 
and her acquisition of a guitar challenge 
gendered constraints while remaining grounded 
with her rural identity. 

Cultural transmission is further emphasized 
through oral storytelling, music and language. 
The conversation between Dhunu and her 
grandfather about Dharma and the Mahabharata 
exemplifies how philosophical and ethical 
knowledge is  imparted informally yet 
impactfully. Such scenes underscore the 
pedagogical role of elders and the enduring 
power of mythological narratives in shaping 
moral frameworks. However, the visual story-
telling enhances the thematic depth of the film. 
The fading flames of Dhunu’s bamboo torch 
during her search for Munu (goat) metaphori-
cally represent dwindling hope, while the final 
image of her smiling with the setting sun 
symbolizes rebirth and continuity. 

Overall, Village Rockstars is a testament to how 

indigenous knowledge continues to inform 
everyday life, especially in marginalized and 
rural communities. Rima Das weaves IKS 
narrative through ecological awareness, commu-
nal solidarity labor and memory. In doing so, she 
offers not only a cinematic experience but also a 
socio-cultural document that challenges viewers 

to reconsider the value of traditional wisdom in 
an increasingly fragmented world. 
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Conclusion

Village Rockstars by Rima Das serves as a compelling cinematic exploration between rural life, 
and ecological awareness in relation to Indian Knowledge Systems (IKS). Through the lens of 
Dhunu’s experiences, the film demonstrates how tradition, resilience and creativity coexist with 
the challenges of environmental vulnerability and social constraints. Nature is portrayed not just 
as a backdrop but as an active participant in shaping the rhythms of life nurturing, challenging and 
guiding the villagers in their daily existence. The depiction of traditional ecological knowledge 
from the inventive use of natural materials to the community’s adaptive responses to seasonal 
floods, highlights a sophisticated understanding of sustainable living embedded in local prac-
tices.
The film also shows the negotiation of gender roles within traditional frameworks. Dhunu’s quiet 
rebellion, supported by her mother, reflects the possibility of empowerment and the reimagining 
of social norms while remaining connected to cultural identity. Through oral storytelling, music 
and daily labour, Village Rockstars illustrates how knowledge, ethics and philosophical wisdom 
are transmitted across generations, ensuring continuity amidst change.
Ultimately, Rima Das presents IKS not as a relic of the past but as a living, evolving force that 
informs identity, community and hope. The film’s visual and narrative strategies such as the 
metaphor of dwindling flames and the symbolism of the setting sun portrays the themes of 
resilience, renewal and the enduring relevance of traditional wisdom. Village Rockstars, thus 
stands as both a cinematic and socio-cultural document, emphasizing that indigenous knowledge, 
ecological harmony and human creativity remain vital in navigating contemporary challenges.
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Abstract

    Artificial Intelligence (AI) is transforming Indian newsrooms by enhancing efficiency, 

enabling multilingual content delivery, and automating repetitive tasks. At the same 

time, its rise has triggered concerns about job displacement, ethical dilemmas, and gaps 

in workforce preparedness. This study employs a mixed-methods design-surveys (80 

respondents), interviews (15 experts), and content analysis (40 AI-generated articles)-

to examine AI adoption in Indian media, its implications for traditional journalistic 

roles, and the ethical challenges that emerge. Findings indicate that AI is widely 

deployed for tagging, translation, and transcription, yet its integration has generated 

apprehension about job loss, particularly among junior journalists. Moreover, there is a 

critical shortage of training opportunities in AI literacy, contextual sensitivity, and bias 

mitigation. Ethical issues-ranging from lack of transparency to cultural 

misrepresentation-persist. The study concludes that structured reskilling initiatives, 

clear ethical codes, and human oversight mechanisms are essential to ensure AI 

augments, rather than undermines, journalistic values.

Keywords: Artificial Intelligence, Indian Journalism, Newsrooms, Job Transformation, Job Displacement, 
Reskilling, AI-generated Content, Automation, Ethical Journalism, Multilingual Translation, Editorial 
Oversight, Workforce Development

Introduction

Artificial Intelligence (AI) is reshaping journal-
istic practice across the globe. In India—a 
country marked by linguistic diversity, regional 
disparities, and rapid digital expansion—AI 
offers immense potential for efficiency and 
outreach. However, its adoption also raises 
pressing concerns about equity, ethics, and 

employment stability. AI technologies are now 
routinely used for transcription, tagging, 
translation, and personalized content recom-
mendations (Ashfaq et al., 2022; Newman, 
2024). While these applications save time and 
broaden audience accessibility, they simulta-
neously threaten traditional roles, heighten 
anxieties around job displacement, and expose 
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vulnerabilities in editorial integrity.Existing 
scholarship illustrates how AI has already 
disrupted the media industry worldwide 
Newman, 2024; Stanly, 2024). In India, 
researchers such as Roy & Sengupta (2024), 
Ashfaq et al. (2022), and Saxena (2024) under-
score AI's dual character: as a driver of effi-
ciency and a destabilizer of established 
workforce structures. Global ethical frameworks 
emphasize transparency, fairness, accountabil-
ity, and human oversight (Associated Press, 
2020; Poynter Institute, 2023). Nevertheless, 
Indian newsrooms lag behind in systematically 
embedding such frameworks. Against this 
backdrop, the present study investigates how AI 
is being used in Indian newsrooms, how it is 
reshaping or displacing roles, and what strate-
gies can ensure its responsible and ethical 
integration.

Objectives

1. To investigate how AI adoption in Indian 
newsrooms affects journalistic workflows, 
workforce dynamics, and ethical practices.

2. To propose strategies for responsible AI 
integration that balance efficiency, employment 
stability, and journalistic integrity.

Literature Review

AI has emerged as both an enabler of efficiency 
and a disruptor of established journalistic 
practice. Newman (2024) highlights its potential 
to reshape newsroom workflows while caution-
ing about the erosion of public trust and the 

disruption of business models. Stanly (2024) 
observes that back-end automation has become a 
high priority for news executives globally, but 
content creation with AI is viewed as a 
reputational risk. Ashfaq et al. (2022) show that 
Indian media houses are experimenting with AI 
in automated journalism, multilingual publish-
ing, and audience engagement, though they 
continue to struggle with misinformation, bias, 
and workforce instability.

Saxena (2024) and the World Economic Forum 
predict significant job transitions. While 
millions of new roles (such as AI specialists and 
data scientists) are expected to emerge, tradi-
tional administrative and clerical positions face 
redundancy. In India, this transition is particu-
larly challenging due to widespread skills gaps 
and the absence of structured reskilling initia-
tives. Elanjimattom (2022) highlights further 
dangers in algorithmic curation and filter 
bubbles, noting how political bias and misinfor-
mation risks are amplified in India's polarized 
media environment.

Global frameworks offer guidance. The 
Associated Press (2020) emphasizes editorial 
oversight in its best practices for AI-driven 
journalism. Comparative studies of global AI 
ethics guidelines reveal a convergence around 
principles of transparency, fairness, account-
ability, human agency, and data protection. The 
Poynter Institute (2023) has even introduced 
newsroom-ready AI ethics kits that highlight 
disclosure and accountability.
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In summary, while AI offers opportunities for 
multilingual accessibility and operational 
efficiency in Indian newsrooms, it also raises 
risks of job loss, ethical lapses, and cultural 
insensitivity. These insights set the stage for the 
empirical analysis presented in this study.

Hypothesis

H1: AI use in Indian newsrooms significantly 
improves productivity by automating repetitive 
tasks.

H2: AI adoption heightens job displacement 
concerns, particularly among junior and trainee 
journalists.

H3: Access to structured AI training reduces 
displacement anxiety and promotes positive 
attitudes toward AI.

H4: AI-generated content on politically sensi-
tive topics shows a higher likelihood of bias 
compared to non-political topics.

Research Methodology

This study adopted a mixed-methods approach 
to capture both broad trends and in-depth 
perspectives on AI's impact in Indian news-
rooms.

Research Design

1. Quantitative surveys measured AI adoption 
patterns, workforce perceptions, and ethical 
awareness.

2. Semi-structured interviews with editors, 
policymakers, and AI specialists provided 

qualitative depth.

3. Content analysis evaluated AI-generated 
articles for accuracy, bias, and cultural sensitiv-
ity.

Research Questions

1. How are AI tools currently used in Indian 
newsrooms, and what tasks are automated?

2. How has AI affected traditional job roles and 
created opportunities for new ones?

3. What ethical challenges arise from AI-driven 
journalism?

4. What strategies can balance AI integration 
with workforce development and journalistic 
ethics?

Data Collection

·Surveys: Conducted with 80 journalists and 
newsroom managers (80% response rate). 
Stratified random sampling ensured representa-
tion across national, regional, and digital-first 
media. Respondents included senior editors 
(25%), mid-level journalists (30%), manage-
ment (20%), and junior/trainee journalists 
(25%). Gender representation was approxi-
mately 55% male and 45% female. Respondents 
came from major cities such as Delhi, Mumbai, 
Bengaluru, Chennai, and Kolkata, along with 
states including Maharashtra, Kerala, and Uttar 
Pradesh.

·Interviews: Fifteen semi-structured interviews 
explored perceptions of AI's benefits, risks, and 
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skill requirements.

Content Analysis: Forty AI-generated articles 
from Indian media platforms were selected for 
analysis. Articles were identified based on 
newsroom disclosures of AI-assisted production, 
metadata indicating machine-generated text, and 
confirmation from interview respondents 
regarding AI tool usage in specific outlets. The 
selection included coverage across politics, 
regional news, and lifestyle.

Criteria for Evaluation:

· Accuracy: Measured by comparing reported 
facts against verified sources and official data.

· Bias: Identified through framing analysis, 
focusing on partisan political leanings, omission 
of marginalized voices, and disproportionate 
emphasis on dominant narratives.

· Sensitivity: Examined in terms of representa-
tion of caste, gender, religion, and regional 
identities, assessing whether content preserved 
cultural nuance and avoided stereotypes.

Analytical Framework
• Survey data were analyzed using descriptive 
statistics.
• Interview transcripts were thematically coded 
to identify recurring patterns around reskilling, 
ethics, and oversight.
• Content analysis focused on factual accuracy, 
algorithmic bias, and cultural sensitivity.

Ethical Considerations

Participants provided informed consent, and all 
responses were anonymized and securely stored. 
Diverse representation helped minimize bias.

Limitations

While the dataset enhances generalizability, a 
larger sample size would strengthen national-
level conclusions. Moreover, the rapid pace of 
AI development may limit the long-term 
relevance of specific findings.

Tables and Figures

This section presents the key visual and tabular 
representations of data collected through 
surveys, interviews, and content analysis. These 
tables and figures offer an overview of AI 

Evaluation Criteria
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adoption trends, workforce impacts, ethical 
implications, and newsroom transformations as 
observed during the research. They serve as 

foundational evidence for the findings and 
discussions in the subsequent sections.

Table 1: AI Tools Usage in Indian Newsrooms
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Figure 1 AI Adoption in Indian Newsrooms (Pie Chart)

Figure 2 Content Analysis of AI-Generated Articles in Indian Newsrooms
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Figure 3: Survey Results on AI Adoption and Workforce Perceptions in Indian 

Research and Analysis

AI Adoption

AI adoption in Indian newsrooms is evident and 
expanding. NDTV has employed AI for tran-
scription and tagging, reducing reporter work-
loads by as much as 35% (NDTV, 2024). 
News18 has implemented AI-driven multilin-
gual tools, leading to a 25% rise in regional 
engagement but revealing persistent cultural 
gaps (News18, 2024). The Hindu has deployed 
personalization algorithms that boosted audi-
ence engagement by 20%, though editors voiced 
concerns about bias in editorial priorities (The 
Hindu, 2024). The Quint, a digital-first outlet, 
integrates AI into distribution workflows while 

maintaining human oversight to safeguard 
credibility (The Quint, 2024). These examples 
reinforce survey findings, where 60% of 
respondents reported frequent use of AI for 
transcription, tagging, and translation. Globally, 
The Washington Post uses “Heliograf” to 
produce thousands of stories during elections 
and sporting events (The Washington Post, 
2019). The Associated Press has automated 
corporate earnings reports, allowing reporters to 
focus on investigative work (Associated Press, 
2020). Similarly, BBC News experimented with 
automated coverage during the 2019 elections, 
sparking debates about accuracy and account-
ability (BBC News, 2019).

Volume-19 | No.3 | July- September, 2025 मीिडया मीमासा ं Media Mimansa 41

Source : Survey conducted  during this research, 2025



Workforce Impact

• Job Displacement: Junior editorial staff in 
organizations such as NDTV reported feeling 
especially vulnerable, as AI replaced tasks like 
transcription and copy-editing (NDTV, 2024). 
Overall, 40% of survey respondents feared 
displacement.

• Job Creation: Few Indian newsrooms have 
created roles like AI trainers or content auditors. 
Interviewees acknowledged the existence of 
such roles globally but observed that Indian 
organizations lag behind in institutionalizing 
them.

• Skill Gaps: Seventy percent of surveyed 
journalists identified the absence of structured 
training programs. Editors at The Quint empha-
sized their reliance on self-learning, highlighting 
the urgent need for newsroom-level reskilling 
initiatives (The Quint, 2024).

Demographic Insights

Senior editors expressed cautious optimism, 
seeing AI as a tool for productivity enhancement. 
Junior and trainee journalists, by contrast, were 
more insecure. Female respondents raised 
particular concerns about bias in AI outputs, 
especially in gendered narratives.

Ethical Concerns

Content analysis revealed that while 80% of AI-
generated articles were factually accurate, they 
lacked contextual and cultural nuance. Election 
coverage, for example, often reduced stories to 

results without incorporating social con-
text—similar to BBC’s 2019 election automa-
tion (BBC News, 2019). Algorithmic bias was 
evident in 12% of the analyzed articles, often in 
politically sensitive topics. Interviews high-
lighted a lack of transparency, with editors 
noting that audiences are rarely informed when 
AI contributes to content generation. 

International cases illustrate the risks. The 
Guardian criticized Microsoft AI after a “dis-
tasteful” automated poll appeared beside a 
murder story (The Guardian, 2023). CNET was 
forced to retract AI-generated financial stories 
that contained factual errors (CNET, 2023). 
These cases underscore reputational risks and 
align with concerns expressed by Indian editors.

Policy and Institutional Gaps

Although India aspires to be a global AI hub, 
newsroom-specific ethical frameworks remain 
underdeveloped. Outlets such as Times Now, 
India Today, and Zee News have experimented 
with AI-assisted production, but disclosure to 
audiences is rare (Ashfaq et al., 2022). 
Internationally, frameworks such as the Reuters 
Institute AI Guidelines (Newman, 2024) and 
Associated Press best practices (Associated 
Press, 2020) stress transparency, oversight, and 
accountability—standards Indian media have 
yet to fully adopt.
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Conclusion

The integration of AI into Indian newsrooms presents both transformative opportunities and 
disruptive challenges. While it enhances efficiency and broadens linguistic reach, it also threat-
ens routine jobs, exacerbates skills gaps, and raises ethical concerns. This study demonstrates 
that although AI is widely used for repetitive tasks, new job creation, structured training, and 
ethical safeguards remain insufficient.

Key conclusions:

1. AI adoption is strong in back-end functions but uneven in advanced applications.

2. Displacement anxieties persist, particularly among junior journalists.

3. Ethical challenges—bias, transparency, and misinformation—are significant.

4. Skills gaps remain a critical barrier to responsible adoption.

Recommendations:

• Introduce structured training and reskilling programs within newsrooms.

• Develop ethical codes, adapted from global models, requiring disclosure and oversight.

• Involve journalists directly in AI tool design and deployment to ensure cultural and             
linguistic relevance.

• Create policy frameworks that mandate accountability and regular audits of AI outputs.

• Foster collaborations among media houses, academic institutions, and policymakers to 
track AI's evolving impact.

With a balanced approach, Indian newsrooms can ensure AI strengthens journalism's democratic 
role rather than undermining it.
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Abstract
The Indian entertainment industry has been reshaped by the rapid rise of Over-the-Top (OTT) 
platforms, which have disrupted traditional media by offering flexible, personalized, and on-
demand content. This study critically examines the growth trajectories of three leading plat-
forms—Netflix, Amazon Prime Video, and Disney+ Hotstar—through a comparative case study 
approach. Unlike prior descriptive accounts, this paper integrates theoretical perspectives 
including Disruptive Innovation, Uses and Gratifications, Diffusion of Innovations, and the 
Political Economy of Media to analyze adoption patterns, content strategies, and market posi-
tioning. Findings reveal that while Netflix embodies global disruption, its limited affordability 
constrains adoption; Amazon leverages bundled ecosystems to accelerate diffusion; and 
Disney+ Hotstar thrives on cultural legitimacy through sports and regional programming. The 
study contributes by identifying research gaps in global–local strategy comparisons and offering 
insights into the hybrid disruption of India's media ecosystem. The implications extend both to 
theory—by refining how existing models apply in diverse markets—and to practice—by guiding 
OTT providers, policymakers, and creators in sustaining innovation within culturally complex 
contexts.

Keywords: OTT Platforms; Indian Entertainment Market; Online Streaming Trends; Content 
Personalization; Media Consumption Shift

Introduction

The digital transformation of media consump-
tion in India has accelerated significantly due to 
the widespread adoption of the internet and the 
increasing affordability of smartphones. 
Consequently, traditional media formats such as 
cable television and cinema, once dominant 
fixtures in Indian households, have witnessed a 

noticeable decline in viewership. In contrast, 
Over-the-Top (OTT) platforms have experi-
enced remarkable growth, offering audiences the 
convenience of on-demand access, personalized 
content recommendations, and a wide variety of 
viewing options.The term "over-the-top" (OTT) 
refers to video-on-demand platforms and has 
witnessed remarkable global growth in recent 
years.
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(Mulla,2022;SharmaandLulandala,2023).The 
rise of OTT platforms has been driven by the 
widespread availability of low-cost internet, the 
easy access to smartphones and other smart 
devices, advances in technology, and better 
network connectivity.(Lee et al., 2020; Kwak et 
al., 2021).This transition was further intensified 
during the COVID-19 pandemic, as lockdowns 
and social distancing measures drove a surge in 
digital content consumption (Ormax Media, 
2024). As a result, India has emerged as one of 
the fastest-growing OTT markets globally, both 
in terms of subscriber base and original content 
production. Industry projections estimate that 
the number of OTT video-streaming consumers 
in India will reach approximately 600 million by 
2025, highlighting a sustained upward trajec-
tory. Additionally, revenue in the OTT video 
segment is expected to reach USD 4.49 billion 
by 2025, cementing India's status as a major 
player in the global digital entertainment 
landscape (Statista, 2024).

This paper aims to examine the growth trajec-
tory, user appeal, and market strategies of three 
major OTT platforms in India—Netflix, 
A m a z o n  P r i m e  V i d e o ,  a n d  D i s n e y + 
Hotstar—through a case study approach. By 
analyzing their content offerings, pricing 
models, marketing tactics, and audience 
engagement strategies, this study seeks to 
understand the factors driving their popularity 
and the broader implications for India’s digital 
entertainment landscape.

Objectives of the Study

The primary objective of this study is to critically 
analyze the increasing popularity and market 
dominance of Over-the-Top (OTT) streaming 
platforms in India, focusing specifically on three 
major players: Netflix, Amazon Prime Video, 
and Disney+ Hotstar. As India’s digital enter-
tainment landscape continues to evolve rapidly, 
it becomes essential to explore the strategic, 
technological, and socio-cultural factors 
contributing to the success of these platforms 
(EY, 2023).

The study is structured around the following 
specific objectives:

1. To assess the growth trajectory of Netflix, 
Amazon Prime Video, and Disney+ Hotstar in 
the Indian market.

2. To examine the role of content diversity, 
localization, and personalization in enhancing 
user appeal on these platforms.

3. To explore the pricing strategies and subscrip-
tion models adopted by these platforms and their 
impact on consumer acquisition and retention.

4. To evaluate the marketing approaches and 
platform-specific innovations that enable 
sustained audience engagement in the highly 
competitive Indian OTT sector.

5. To identify the broader implications of the rise 
of OTT platforms for traditional media formats 
such as television broadcasting and cinema 
distribution.
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Literature Review

The expansion of Over-the-Top (OTT) plat-
forms in India has attracted significant scholarly 
and industry attention. Prior works have largely 
emphasized structural drivers such as affordable 
smartphones and data penetration (KPMG, 
2021; TRAI, 2022). While these studies provide 
valuable context, they are often descriptive and 
overly infrastructure-centric, overlooking the 
interplay between technological adoption and 
socio-cultural shifts. For instance, KPMG 
(2021) stresses affordability as the critical 
enabler, yet Deloitte (2023) contends that 
personalization through recommendation 
algorithms has been equally central. This tension 
suggests that OTT adoption cannot be reduced to 
a single explanatory factor.

A second strand of scholarship emphasizes 
localization and content diversity. EY (2023) 
highlights how vernacular programming and 
culturally proximate narratives enable global 
platforms to gain legitimacy in India. Similarly, 
Murthy et al. (2023) discuss the impact of OTT 
on Indian cinema, noting how regional storytell-
ing challenges Bollywood’s long-standing 
dominance. However, these studies tend to 
celebrate localization strategies rather than 
critically evaluating their limits. For instance, 
Netflix’s relatively slow penetration in rural 
markets suggests that cultural proximity alone 
may  no t  gua ran tee  adop t ion  wi thou t 
affordability and distribution strategies.

Globally, OTT research provides contrasting 

insights. Studies from South Korea and the US 
emphasize the role of network effects and 
disruptive innovation (Lee et al., 2020; Kwak et 
al . ,  2021),  where streaming platforms 
destabilized entrenched broadcasters by offering 
flexible, on-demand services. Yet, Indian 
research has not sufficiently engaged with these 
theoretical perspectives, leaving a gap in 
comparative understanding. Moreover, while 
international works often draw on Disruptive 
Innovation Theory or Diffusion of Innovations 
(Rogers, 2003), Indian scholarship remains 
more industry-report-driven, limiting academic 
depth.

Another key theme is consumer behavior during 
the pandemic. Sehgal et al. (2021) and athique et 
al. (2023) demonstrate how COVID-19 intensi-
fied reliance on streaming platforms. However, 
these works again adopt a largely descriptive 
tone, documenting behavioral shifts without 
situating them within broader frameworks such 
as Uses and Gratifications Theory, which could 
explain why Indian audiences turned to OTT for 
escapism, control, and identity affirmation 
during crises.

Taken together, the literature reveals three 
critical gaps. First, there is insufficient compara-
tive analysis of global versus local OTT strate-
gies, which limits understanding of how interna-
tional players adapt to India’s diverse markets. 
Second, there is limited integration of media and 
communication theories, making current 
scholarship descriptive rather than explanatory. 
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Finally, there is a lack of longitudinal and cross-
cultural comparisons that could contextualize 
India’s OTT growth against global patterns.

This study addresses these gaps by critically 
analyzing Netflix, Amazon Prime Video, and 
Disney+ Hotstar through a comparative, theory-
informed lens. By embedding frameworks such 
a s  D i s r u p t i v e  I n n o v a t i o n ,  U s e s  a n d 
Gratifications, Diffusion of Innovations, and 
Political Economy of Media, the research aims 
to move beyond description to critically evaluate 
how these platforms reshape India’s media 
ecosystem and what this signifies for the global 
digital entertainment landscape.

Methodology

This study adopts a qualitative case study 
approach to examine the growth trajectories, 
user appeal, and market strategies of three major 
Over-the-Top (OTT) platforms in India: Netflix, 
Amazon Prime Video, and Disney+ Hotstar. The 
qualitative method is appropriate as it allows for 
a detailed exploration of the factors influencing 
the success of these platforms and the impact 
they have had on India's entertainment industry.

Research Design

Three leading OTT platforms in India—Netflix, 
Amazon Prime Video, and Disney+ Hotstar 
were selected based on clear sampling criteria:

• Market Presence: They represent the largest 
share of India’s OTT subscriber base.

• Content Strategies: They differ significantly 

in localization, pricing, and original produc-
tions, offering comparative diversity.

• Global vs. Domestic Orientation: Netflix 
(global-first), Amazon Prime Video (hybrid 
model with strong regional push), and Disney+ 
Hotstar (India-focused with sports and regional 
strengths) together capture the ecosystem’s 
breadth.

Timeframe of analysis spans 2016–2024, 

covering the period from their entry in India to 
the present.

Data Collection

The study relies on secondary data drawn from 
peer-reviewed journals, industry reports (e.g., 
KPMG, Deloitte, PwC, TRAI), company filings, 
press releases, and verified news portals. To 
ensure reliabilitySource Triangulation, 
Authority Check&Currency of Datawere taken 
into consideration.

Analytical Framework

The study adopts a comparative thematic 
analysis framework. Thematic categories 
include:

1. Content Strategy (localization, originals, 
diversity)

2. Pricing and Subscription Models

3. Audience Engagement and Retention

4. Technology and User Experience

5. Market Challenges (regulation, competition, 

Volume-19 | No.3 | July- September, 2025मीिडया मीमासा ं Media Mimansa48



churn)

This framework allows systematic comparison 
across platforms while situating findings in the 
broader context of India’s media transformation.

Evolution of OTT Platforms in India

Early Beginnings

OTT platforms began to gain traction in India 
around 2015, when Jio’s entry into the telecom 
sector significantly reduced data costs and 
improved access to internet services across the 
country. Before this digital disruption, television 
dominated entertainment with a stronghold over 
regional and national content. The early entrants 
such as Hotstar (2015), Voot (2016), and 
ALTBalaji (2017) laid the foundation for India’s 
digital content revolution.

Impact of the COVID-19 Pandemic

The COVID-19 pandemic brought cinema halls 
to a standstill, prompting production houses to 
release films directly on OTT platforms. This 
shift drastically increased subscriber bases and 
content consumption rates. OTT platforms 
began offering a mix of global and regional 
content, catering to diverse linguistic and 
cultural preferences in India.

The Indian OTT Market: Overview and 
Trends

India’s OTT market was valued at $2.6 billion in 
2023 and is expected to reach $5 billion by 2027, 
driven by content localization, original program-

ming, and growing mobile penetration. The 
competition is intense with global giants and 
homegrown platforms vying for user attention.

 

Key Market Drivers

Affordable Internet Palomba (2022) notes that 
the rapid expansion of mobile internet and 
communication networks has significantly 
transformed the way people engage with digital 
media.India's digital transformation has been 
largely facilitated by the unprecedented 
affordability of internet access. The country 
boasts some of the lowest mobile data rates 
globally, a development propelled by intense 
competition among telecom providers and the 
aggressive pricing strategies introduced by 
Reliance Jio in 2016. The drastic reduction in 
data prices made high-speed internet accessible 
to millions of new users, especially from lower-
income and rural segments who were previously 
excluded from the digital ecosystem (TRAI, 
2022).

The expansion of 4G networks has been a game-
changer in ensuring consistent, high-speed 
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streaming capabilities across urban and semi-
urban areas. With the rollout of 5G underway, 
the reach and quality of internet connectivity are 
expected to improve even further. Enhanced 
bandwidth and lower latency will enable 
uninterrupted streaming, even of high-definition 
and 4K content, thus enhancing the overall 
viewing experience.The affordability and 
accessibility of internet services have also 
enabled content creators and platforms to tap 
into untapped markets. OTT players are now 
tailoring offerings based on hyperlocal prefer-
ences, language, and cultural nuances, knowing 
that a significant portion of their viewership 
resides outside major metropolitan cities. In 
essence, cheap internet has acted as the back-
bone of the OTT revolution in India, enabling 
widespread participation and sustained engage-
ment.

Smartphone Penetration The smartphone 
revolution in India has significantly accelerated 
the adoption and consumption of online stream-
ing content. With over 750 million smartphone 
users as of 2023, India is one of the largest 
smartphone markets globally (IAMAI, 2023). 
These devices have transformed from mere 
communication tools to powerful entertainment 
hubs, supporting HD video playback, app-based 
content access, and personalized viewing 
experiences.The majority of Indian consumers 
now use their mobile phones as their primary 
device for accessing OTT content. This has 
prompted streaming platforms to optimize their 

apps for smaller screens, mobile data usage, and 
regional preferences. Features like mobile-only 
subscription plans, low-resolution streaming 
options for limited data users, and intuitive app 
interfaces have been introduced to enhance user 
experience and affordability. The widespread 
availability of affordable smartphones across 
Tier II and Tier III cities, driven by both domes-
tic and international manufacturers, has also 
played a key role. As digital literacy increases 
and devices become more user-friendly, more 
Indians are joining the streaming ecosystem. 
Additionally, innovations such as voice search, 
vernacular language interfaces, and integrated 
payment systems have reduced barriers for first-
time digital users. Smartphones have also 
enabled a highly personalized and portable 
entertainment experience. Users can now watch 
their favorite shows during commutes, breaks, or 
while multitasking, contributing to higher 
engagement levels. Thus, smartphone penetra-
tion has not only expanded the reach of OTT 
platforms but has also redefined the viewing 
habits of an entire generation.
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Content Diversity One of the most distinguish-
ing features of the OTT era in India is the wide-
ranging diversity of content available on these 
platforms. Unlike traditional television, which 
primarily focused on national content in Hindi 
and English, streaming services are now catering 
to a more fragmented, culturally diverse audi-
ence. This includes not only multiple Indian 
languages such as Tamil, Telugu, Bengali, and 
Marathi but also various global languages and 
genres.OTT platforms such as Netflix and Hulu 
provide a diverse range of content, giving 
viewers the freedom to watch on their own 
schedule. With smooth access across multiple 
devices, these platforms create a truly flexible 
and borderless entertainment experience. 
(Chen,2019)

This diversification caters to the unique tastes 
and cultural identities of regional viewers, who 
often found themselves underrepresented in 
mainstream media. Platforms like Aha (Telugu), 
Hoichoi (Bengali), and Sun NXT (Tamil) have 
capitalized on this demand by producing original 
content specifically for their language-based 
audiences. Even global giants like Netflix and 
Amazon Prime Video have commissioned 
original series and films in regional languages to 
appeal to a broader Indian audience.

Moreover, OTT platforms have ventured into 
genres and narratives that were rarely explored 
in conventional media. Whether it’s independent 
cinema, social issue-based storytelling, crime 
thrillers, or LGBTQ+ narratives, content 

diversity has expanded the scope of representa-
tion and viewer choice. The ability to binge-
watch, skip ads, and access subtitles or dubbed 
versions enhances this accessibility even further.

This explosion of content variety not only drives 
viewer engagement but also fosters inclusivity 
and cultural relevance. As audiences increas-
ingly demand stories that reflect their realities, 
content diversity becomes a key competitive 
edge for OTT platforms operating in India’s 
pluralistic society.

Changing Consumer Habits The digital age 
has brought with it a fundamental shift in how 
Indian consumers engage with entertainment. 
Traditional viewing patterns centered around 
scheduled programming and family TV time are 
giving way to personalized, on-demand con-
sumption. Today’s viewers prefer flexibility and 
autonomy—watching what they want, when 
they want, and on the device of their choice 
(Deloitte, 2022).

Binge-watching, a term now synonymous with 
OTT consumption, has become the norm. 
Streaming platforms cater to this demand by 
releasing entire seasons of series at once, 
allowing viewers to consume content at their 
own pace. This model is particularly appealing 
to younger demographics and working profes-
sionals who seek entertainment tailored to their 
schedules.

Short-form content, such as mini-series, web 
episodes, and digital-first films, is also gaining 
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popularity among audiences who have shorter 
attention spans or limited time. Moreover, 
recommendation engines powered by AI ensure 
users are continually presented with content 
aligned with their preferences, further enhancing 
viewing satisfaction.

Social media plays a critical role in influencing 
consumption patterns. Viewer discussions, 
memes, and fan theories on platforms like 
Instagram and Twitter help create hype and 
communal experiences around shows, prompt-
ing more people to engage. As entertainment 
becomes an integrated part of digital lifestyles, 
evolving consumer habits remain a driving force 
behind OTT growth.

Mil l enn ia l  and  Gen  Z  Engagement 
Millennials and Gen Z represent the core 
demographic of India’s OTT consumer base. 
These digital natives have grown up in an 
environment where smartphones, social media, 
and streaming services are ubiquitous. Their 
consumption habits reflect a preference for 
mobile-first viewing, personalized content 
recommendations, and socially relevant 
storytelling (Kantar, 2021).

These generations are highly adaptive and 
experimental, gravitating toward bold narra-
tives, diverse genres, and unconventional 
protagonists. This has prompted OTT platforms 
to take creative risks and explore themes that 
resonate with youth culture, including mental 
health, gender identity, start-up culture, and 
urban relationships. Content that is relatable, 

binge-worthy, and shareable often performs well 
among these audiences.

Additionally, Millennials and Gen Z are highly 
engaged users. They actively participate in 
online conversations, post reviews, and follow 
celebrities and creators associated with their 
favorite shows. Their engagement is not limited 
to passive consumption but extends to content 
creation and sharing, thereby amplifying reach 
and popularity.

OTT platforms leverage this digital behavior 
through targeted marketing campaigns, 
influencer partnerships, and user-generated 
content. By offering multi-device support, 
gamified interfaces, and interactive content 
features, platforms further increase user reten-
tion. In essence, Millennials and Gen Z are not 
just consumers but co-creators of the OTT 
culture, shaping its trends and sustaining its 
momentum.

Case Study 1: Netflix India

Entry and Positioning

Netflix entered India in 2016 with a premium 
strategy, positioning itself as an aspirational 
service for urban elites. From the perspective of 
Disruptive Innovation Theory (Christensen, 
1997), Netflix initially appeared as a niche 
service catering to high-end users who valued 
globalized narratives and high-quality produc-
tion. Its later adoption of mobile-only plans at 
₹199/month illustrates how disruptors eventu-
ally scale down to penetrate price-sensitive 
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segments. This trajectory demonstrates how 
disruptive players create new markets before 
challenging incumbents such as cable television 
and multiplex chains.

Content Strategy

Netflix’s heavy investment in originals like 
Sacred Games and Delhi Crime illustrates the 
Uses and Gratifications Theory, where audi-
ences seek culturally resonant narratives, 
autonomy in content selection, and globally 
competitive storytelling. However, its limited 
focus on regional languages shows a gap in fully 
leveraging India’s fragmented cultural market. 
While theoretically positioned to exploit 
Diffusion of Innovations (Rogers, 2003), 
Netflix’s adoption curve has been slowed by 
affordability barriers.

Pricing and Accessibility

Although Netflix eventually adopted pricing 
innovations, its relatively higher costs highlight 
the tension between premium branding and mass 
adoption. This tension aligns with the Political 
Economy of Media, where value creation 
depends not only on user preferences but also on 
pricing power and economic stratification.

Technology and User Experience

Superior streaming quality, personalization 
algorithms, and user interfaces exemplify 
Netflix’s strength in creating competitive 
advantage through technological affordances. 
However, critics argue that recommendation 

algorithms may create “filter bubbles,” limiting 
exposure to diverse narratives, a concern 
frequently raised in algorithmic media studies.

Challenges and Criticism

Despite global success, Netflix’s Indian journey 
reveals contradictions: elitist perceptions, 
limited regional outreach, and pricing hurdles. 
Its disruption is therefore incomplete, demon-
strating that global media flows must be local-
ized to gain long-term legitimacy in diverse 
cultural contexts.

Case Study 2: Amazon Prime Video India

Entry and Market Approach

Amazon Prime Video entered India in 2016 
bundled with e-commerce benefits, embodying 
the Political Economy of Media, where content 
is a value-added service within a larger platform 
capitalist model. Unlike Netflix, Amazon’s 
disruptive edge lies not in premium differentia-
tion but in its ability to subsidize entertainment 
through retail revenues.

Content Portfolio

Amazon’s catalogue of Bollywood hits, regional 
cinema, and originals like Mirzapur and The 
Family Man reflects a deliberate cultural 
proximity strategy, ensuring that content 
resonates with Indian sociocultural realities. 
From a Uses and Gratifications perspective, 
Amazon caters to both escapism and identity 
construction, giving users localized narratives 
alongside global franchises.
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Regional Reach

Its proactive regional investments mirror 
Diffusion of Innovations, where adoption 
spreads more rapidly when innovations meet 
cultural compatibility. Amazon’s focus on 
Tamil, Telugu, and Malayalam markets demon-
strates that regional inclusivity is not merely a 
business choice but also a strategic adaptation to 
India’s multilingual ecosystem.

Pricing Strategy

At ₹1499/year, Amazon’s bundled model 
undercuts Netflix and enhances affordability, 
illustrating disruptive pricing through cross-
subsidization. This strategy demonstrates how 
conglomerates leverage economies of scope, a 
concept in media economics where multiple 
services reinforce one another.

Innovations and Collaborations

Amazon’s collaborations with Indian filmmak-
ers and experiments with dubbing and VR reflect 
media convergence theory, where technological 
and creative synergies redefine user experience. 
By embedding itself in both popular and niche 
markets, Amazon demonstrates a hybrid 
approach—neither purely disruptive nor purely 
sustaining.

Case Study 3: Disney+ Hotstar

Market Positioning and Evolution

Disney+ Hotstar’s dominance relies heavily on 
live sports, particularly the IPL. This exempli-

fies the principle of network externalities, where 
the value of the service increases with larger user 
participation during live communal events. 
Unlike Netflix’s globalized disruption, Hotstar 
leverages cultural rituals to secure mass adop-
tion.

Content Differentiation

By offering cricket, Hindi serials, and Disney 
franchises, Hotstar exemplifies the cultural 
hybridity framework, blending global IP with 
domestic entertainment. This balance shows 
how media globalization and localization 
intersect in creating cultural legitimacy.

Subscription Tiers

Multiple pricing tiers (free, Super, Premium) 
reflect a tiered-access economy, ensuring 
inclusivity for lower-income users while 
retaining profitability. This strategy resonates 
with the diffusion curve, allowing gradual 
progression from free sampling to paid subscrip-
tions.

Regional Penetration

Hotstar’s regional language catalogue enhances 
its stickiness in rural and semi-urban markets, 
aff irming the Uses and Gratif icat ions 
Theory—audiences seek stories aligned with 
linguistic identity. This model highlights how 
localization can be a more effective adoption 
driver than globalized narratives.
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Challenges

The loss of HBO content in 2023 and subscrip-
tion churn reveals the fragility of reliance on 
exclusive licensing. From a political economy 
perspective, this underscores how platform 
dependence on external IP creates vulnerability 
in dynamic media markets.

Critical Comparative Analysis

The three platforms illustrate different trajecto-
ries of disruption and adaptation in India’s OTT 
economy. Netflix demonstrates classic disrup-
tion by entering as a niche premium player but 
faces barriers in affordability and regional 
inclusivity. Amazon Prime Video exemplifies a 
platform capitalist model, where streaming is 
sustained by e-commerce cross-subsidies, 
aligning with theories of media conglomeration. 
Disney+ Hotstar highlights the power of 
network externalities and cultural proximity, 
showing that communal sports viewing and 
vernacular content drive mass adoption more 
effectively than premium branding.

From a theoretical standpoint, all three platforms 
illustrate Diffusion of Innovations but at 
different adoption rates and cultural alignments. 
Netflix leads with quality and technology but 
struggles with late adopters; Amazon accelerates 
diffusion by embedding content into daily 
consumer practices; Hotstar thrives by tapping 
into existing cultural rituals like cricket fandom. 
Thus, while narrative accounts highlight growth, 
a critical-theoretical lens reveals deeper sys-

temic logics of disruption, convergence, and 
localization.

Theoretical Implications

This study contributes to academic discourse by 
integrating multiple theoretical perspectives to 
explain the disruptive trajectory of OTT plat-
forms in India. First, it extends Disruptive 
Innovation Theory by demonstrating that global 
disruptors like Netflix face significant barriers in 
markets where affordability and cultural 
diversity constrain rapid adoption. Second, it 
strengthens the application of Uses and 
Gratifications Theory by highlighting how 
Indian audiences seek not only entertainment 
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and autonomy but also linguistic and cultural 
proximity. Third, the research affirms the 
relevance of Diffusion of Innovations, showing 
that adoption curves vary depending on socio-
e c o n o m i c  a n d  c u l t u r a l  c o m p a t i b i l-
ity—Amazon’s bundling strategy and Disney+ 
Hotstar’s cricket-based communal appeal 
illustrate differentiated diffusion pathways. 
Finally, the study contributes to the Political 
Economy of Media by revealing how platform 
capitalism and network externalities shape 
OTT’s sustainability in India, where pricing 
strategies, partnerships, and regulatory over-
sight determine long-term market positioning.

Practical Implications

The findings also hold significance for industry 
practitioners, policymakers, and content 
creators. For OTT providers, the study under-
lines the necessity of regional content invest-
ment and vernacular storytelling to penetrate 

non-urban markets. Affordability remains 
central; hybrid monetization models (e.g., 
AVOD + SVOD) can balance reach and profit-
ability. The role of sports and cultural rituals, 
exemplified by Disney+ Hotstar, signals that 
mass adoption requires aligning with local social 
practices. For policymakers, the results empha-
size the importance of establishing balanced 
regulatory frameworks that protect consumer 
interests while fostering innovation. For content 
creators, the study highlights opportunities to 
collaborate with platforms that prioritize 
inclusive narratives, ensuring both cultural 
relevance and commercial viability.

In sum, the theoretical and practical insights 
derived from this study enrich both scholarly 
debates and real-world strategies, advancing our 
understanding of OTT’s transformative impact 
on India’s media ecosystem.

Conclusion

The rise of OTT platforms in India marks a fundamental shift in media consumption, not only 
altering viewing habits but also redefining the economics and cultural logic of entertainment. 

Netflix, Amazon Prime Video, and Disney+ Hotstar illustrate three distinct strategies: premium 
disruption, bundled integration, and cultural-ritual adoption. While infrastructural drivers such as 
internet access and smartphone penetration accelerated adoption, this study shows that theoreti-
cal frameworks are essential to explain why diffusion pathways diverge. Disruptive Innovation 
Theory highlights the limits of global models in price-sensitive markets; Uses and Gratifications 
Theory explains the cultural pull of regional narratives; Diffusion of Innovations clarifies varied 
adoption curves; and the Political Economy of Media situates these platforms within broader 

dynamics of platform capitalism and regulation.The practical implications are equally signifi-
cant. For providers, localized storytelling, hybrid monetization models, and attention to user 
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affordability are vital for retention. For policymakers, balanced regulatory oversight is crucial to 
sustain innovation while protecting consumer interests. For content creators, the OTT boom 
presents opportunities for culturally inclusive collaborations that amplify diverse 
narratives.Overall, this study moves beyond descriptive accounts by critically evaluating OTT 
disruption in India through theoretical integration. It demonstrates that the Indian OTT revolution 
is not a simple extension of global trends but a hybrid disruption shaped by cultural complexity, 
economic stratification, and technological convergence.
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आचाय� महावीर �साद ि�वेदी क� सपादन कला: एक िव�ेषणं
1लोके�� िसह राजपत  ं ू

शोध सार 
प�का�रता म � सपादक और सपादन का बह�त मह�व ह।ै सपादन क� �ि�या से गजरकर ही समाचारप� �यवि�थत �प म �ं ं ं ु
पाठक� के सामने आते ह।�  प�का�रता के �े� से जड़े िव�ान� ने सपादन को कला के �प म � दखेा ह।ै जब भी िह�दी प�का�रता ु ं
म � सपादन कला के िवकास को लेकर चचा� होती ह,ै तब आचाय� महावीर �साद ि�वेदी का नाम अिनवाय� �प से उ�लेिखत ं
िकया जाता ह।ै आचाय� महावीर �साद ि�वेदी ने िन�सदहे िह�दी प�का�रता म � सपादन कला को एक नई िदशा दी। उनका ं ं
योगदान िह�दी प�का�रता के इितहास म � एक मील का प�थर ह।ै उ�ह�ने न केवल सपादन कला क� श�आत क�, बि�क उसे ं ु
प�र�कत भी िकया। आचाय� महावीर �साद ि�वेदी का िह�दी प�का�रता क� सपादन कला म � योगदान अ�यत मह�वपण �ृ ं ं ू
और यगा�तरकारी रहा। उ�ह�ने सपादन को एक �यवि�थत कला के �प म � �िति�त िकया और आने वाली पीढ़ी के ु ं
सपादक� के िलए एक आदश � �थािपत िकया। 1901 से पहले क� ‘सर�वती’ और अ�य पि�काओ का उ�लेख इस बात का ं ं
�माण ह ैिक ि�वेदी जी के आने से पहले िह�दी प�का�रता म � सपादन का �तर उतना स�यवि�थत और प�रप�व नह� था। ं ु
‘सर�वती’ पि�का, िजसके सपादन का भार ि�वेदी जी ने सभाला, उनके सपादन कौशल का उ�क� उदाहरण बनी। ि�वेदी ृं ं ं
जी ने ‘सर�वती’ को एक �िति�त पि�का के �प म � �थािपत िकया और �वय भी एक कशल सपादक के �प म � उभरे। ं ु ं
��तत अ�ययन म � आचाय� महावीर �साद ि�वेदी क� सपादन कला का िव�ेषणा�मक अ�ययन िकया गया ह।ै अ�ययन म �ु ं
यह जानने का �यास िकया ह ैिक उ�ह�ने सपादन के िकन म�य� एव त�व� को बढ़ावा िदया और िकसी समाचार प� या ं ू ं
पि�का के सपादन म � सपादक क� �या भिमका होती ह।ै इसके िलए ि�तीयक �ोत� का अ�ययन िकया गया और उनसे �ा� ं ं ू
साम�ी का िव�ेषण िकया गया ह।ै 

म�य श�द : सपादन कला, आचाय� महावीर �साद ि�वेदी, प�का�रता, िह�दी प�का�रताु ं

��तावना 

आचाय� महावीर �साद ि�वेदी को िह�दी प�का�रता म �
सपादन कला का परोधा कहा जाता ह।ै िह�दी सािह�य और ं ु
प�का�रता म � भाषाई तथा �याकरण शि� के �े� म � उनका ु
अतलनीय योगदान ह।ै 'सर�वती' के सपादन के मा�यम से ु ं
उ�ह�ने िह�दी प�का�रता म � एक यग क� �थापना क�। भाषा, ु
भाव और िवषय सभी �ि� से प�का�रता म � उनके योगदान के 
कारण उस यग का नामकरण 'ि�वेदी यग' िकया गया। िह�दी ु ु
प�का�रता का वह यग आज भी हमारे पथ को आलोिकत ु
करता ह।ै िह�दी प�का�रता म � उ�ह�ने जो उ�च �ितमान 
�थािपत िकए, वे आज भी �ासिगक और अनकरणीय ह।ै ं ु

िवशषेकर, भाषा के म� ेपर उ�ह�ने िह�दी प�का�रता को एक ु
नया �वाह िदया। उ�ह � सपादन कला का अ�णी �य� कहा ं
जाता ह,ै  उसका सा�ात �माण ह ै 'सर�वती' पि�का। 
प�का�रता म � िकए गए �योग� के िलए आज भी सर�वती का 
उदाहरण िदया जाता ह।ै यह आचाय� ि�वेदी के सपादक�य ं
कौशल का ही �भाव था िक बह�त कम समय म � 'सर�वती' ने 
वह चम�कार कर िदया, जो लबे समय से िनकल रही पि�काए ं ं
नह� कर सक�। न केवल 'सर�वती' के पाठक वग� का िव�तार 
ह�आ, बि�क आचाय� महावीर �साद ि�वेदी के सपादक�व म �ं
िह�दी जगत को �मख लेखक/सािह�यकार �ा� ह�ए। “उ�ह�ने ु
िह�दी म � सपादन-कला का �वत�न और प�र�कार िकया। इस ं
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बात को समझना हो तो १९०१ ई�वी के पहले क� 'सर�वती' 
समते पि�काए दखे लीिजए”  । “जनवरी 1903 ई. म � ि�वेदी ं
जी ने सपादन आरभ िकया। पि�का के अग-अग म � उनक� ं ं ं ं
�ितभा क� झलक िदखायी पड़ी। िवषय� क� अनेक �पता, 
व�तयोजना, सपादक�य िट�पिणया, प�तक समी�ा, िच�, ु ं ं ु
िच�-प�रचय, सािह�यक समाचार� के �य�य िच�, मनोरजक ं ं
साम�ी, बाल उपयोगी रचनाए, �ारिभक िवषय-सची, �फ ं ं ू ू
सशोधन और पय�वे�ण म � सव�� ही सपादन कला िवशारद ं ं
ि�वेदी का �यि��व चमक उठा”  । रा��किव मिैथलीशरण ग� ु
तो �वय मानते ह-�  “मरेी उ�टी-सीधी �ारि�भक रचनाओ का ं ं
पण � शोधन करके उ�ह � 'सर�वती' म � �कािशत करना और प� ू
�ारा मरेे उ�साह को बढ़ाना ि�वेदी महाराज का ही काम था”  । 
मिैथलीशरण ग� का यह व��य आचाय� महावीर �साद ु
ि�वेदी क� सपादन �मता को भली �कार िस� करता ह।ै ं
सपादन कला म � मिैथलीशरण ग� उ�ह � अपना ग� मानते थे। ं ु ु
'िहदी सािह�य का इितहास' के लेखक आचाय� रामच�� श�ल ं ु
ि�वेदीजी के ऐितहािसक योगदान क� चचा� करते ह�ए कहते ह,�  
''य�िप ि�वेदीजी ने िह�दी के बड़े-बड़े किवय� को लेकर गभीर ं
सािह�य समी�ा का �थायी सािह�य नह� ��तत िकया, पर नई ु
िनकली प�तक� क� भाषा क� खरी आलोचना करके िह�दी ु
सािह�य का बड़ा भारी उपकार िकया ह।ै यिद ि�वेदीजी न उठ 
खड़े होते तो जैसी अ�यवि�थत,  �याकरणिव�� और 
ऊटपटाग भाषा चार� ओर िदखाई पड़ती थी, उसक� परपरा ं ं
ज�दी न �कती। उसके �भाव से लेखक सावधान हो गए और 
िजनम � भाषा क� समझ और यो�यता थी उ�ह�ने अपना सधार ु
िकया''  । कथा स�ाट मशी �ेमचद क� बह�चिचत�  कहानी 'पच-ंु ं ं
परम�ेर' का शीषक�  भी ि�वेदीजी का ही िदया ह�आ ह।ै उनके 
सपादन पर मशी �ेमचद कहते ह-�  “आज िह�दी म � ऐसा कौन ं ंु ं
िव�ान सपादक ह,ै जो अपने काम को यथाथ� बि� से करता ं ु
हो, जो हरेक लेख को आ�ोपात पढ़ता हो, उसक� भाषा का ं
प�र�कार करता हो, एक चतर कलाकार क� भाित, प�थर के ु ं
टकड़े को एक बोलती ह�ई मित� बना दतेा हो। हमारी कई ु ू
कहािनया 'सर�वती' म � ि�वेदी जी के सपादन-काल म � िनकल�। ं ं
जब वे छप जाती थ� और म � असल से िमलान करता था, तो 

मालम होता था िक उनका िकतना �पातर ह�आ ह।ै मरेी एक ू ं
कहानी 'पच-परम�े र' ह।ै मन� े िजस समय उसे ि�वेदी जी क� ं
सेवा म � भजेा था, उसका नाम 'पच� म � ई�र' था। छपने पर दखेा ं
तो 'पच-परम�े र' हो गया। जरा-से प�रवत�न से वह नाम कैसा ं
चमक उठा”  । आचाय� महावीर �साद ि�वेदी क� प�का�रता 
एव सपादन शलैी को समझने के िलए, उनक� ही �ेरणा से ं ं
प�का�रता के �े� म � आए यश�वी सपादक बाबराव िव�ण ं ू ु
पराड़कर के व��य को जानना आव�यक ह।ै वे कहते ह-�  “सन ्
1906 से �ितमास 'सर�वती' का अ�ययन मरेा एक कत��य हो 
गया। म � 'सर�वती' दखेा करता था, सपादन सीखने के िलए” । ं
यह व��य बताता ह ैिक ि�वेदी जी का सपादन एक आदश �ं
�ितमान था, िजससे न केवल उस समय के सपादक/प�कार ं
सीखते थे, बि�क आज के प�कार� के िलए भी उनका िलखा 
पाथेय ह।ै

शोध उ�े�य 

1. एक सपादक के �प म � आचाय� महावीर �साद ि�वेदी क� ं
सपादन कला का अ�ययन।ं

2. समाचार प�-पि�का म � सपादक क� भिमका का अ�ययन। ं ू

3. सपादन के त�व� का अ�ययन।ं

शोध �िविध 

��तत अ�ययन का �ा�प िव�ेषणा�मक एव िववेचना�मक ु ं
�कित का ह।ै अ�ययन हते िव�ेषणा�मक एव िववेचना�मक ृ ु ं
प�ित का उपयोग िकया गया ह।ै शोध िवषय के सबध म � एक ं ं
समझ िवकिसत करने और सबिधत शोध �े� म � पव� म � िकये ं ं ू
गए शोध काय� से अवगत होने के िलए सािह�य पनरावलोकन ु
िकया गया। शोध अ�ययन हते ि�तीयक �ोत� का उपयोग ु
िकया गया ह,ै िजसम � प�तक� , समाचारप�, पि�काए, शोधप� ु ं
एव वेबसाइटस शािमल ह।�्ं

सािह�य समी�ा 

अनपमा ि�पाठी एव आशतोष िम� ने अपने शोधप� 'आचाय� ु ं ु
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महावीर �साद ि�वेदी का िह�दी सािह�य के िवकास म �
योगदान' म � िन�कष � िदया ह ैिक आचाय� महावीर �साद ि�वेदी 
ने भाषा तथा �याकरण के िनयम� तथा िवराम िच�� आिद का 
ऐसा �योग िकया जैसा िक पव�वत� लेखक� म � अभाव था। ू
उ�ह�ने सक�प लेकर भाषा को प�र�कत िकया। उनके �यास� ृं
से खड़ी िह�दी को सव��च �थान िमला। खड़ी िह�दी म �
िलखनेवाले नये लेखक तैयार ह�ए (ि�पाठी & िम�, 2019)।

 बजे�� कमार ने अपने शोध प� ‘�याग क� ृ ु
ि�वेदीयगीन सािहि�यक प�का�रता’ म � बताया ह ैिक आचाय� ु
महावीर �साद ि�वेदी के सपादन से भाषा का प�र�कार ती� ं
गित से ह�आ। ‘सर�वती’ पि�का क� सपादन कला के समान ं
सपादन कला त�कालीन अ�य िकसी समाचारप�-पि�का म �ं
िदखायी नह� पड़ती ह।ै आचाय� महावीर �साद  ि�वेदी अपने 
लेख� म � अपनी िव�ता क� छाप छोड़ने के िलए श�द� का 
�योग नह� करते थे अिपत उनका �यास रहता था िक जो ु
िलखा जा रहा ह,ै बह�स�यक पाठक� क� समझ म � आ जाए। ं
उ�ह�ने िविभ�न भाषाओ के �थानीय श�द� का �योग कर ं
िह�दी क� श�द सपदा म � वि� क�। लेखक के अपने अ�ययन म �ृं
पाया ह ैिक सपादक के �प म � वे अपने दािय�व का बखबी ं ू
िनव�हन करते थे। उनके पास जो लेख �कािशत होने के िलए 
आते थे, उनको श� करने म � आचाय� ि�वेदी अ�यिधक �म ु
करते थे। श�द-भडार, �याकरण, िवराम-िच�� के उपयोग क� ं
�ि� से आचाय� ि�वेदी ने �वय अपने लेख� के मा�यम से िह�दी ं
भाषा का आदश � सबके सामने ��तत िकया ह ै (कमार, ु ु
2016)।

 डॉ. राजकमारी शमा� अपने शोध आलेख ‘िहदी ु ं
प�र�कार और आचाय� महावीर �साद ि�वेदी’ म � बताती ह � िक 
ि�वेदी जी ने 1903 म � 'सर�वती' का सपादन श� िकया, ं ु
िजसके बाद यह पि�का िहदी सािह�य क� एक नई पहचान बन ं
गई। ि�वेदी जी ने अपने सपादन काल (1903-1920) म �ं
'सर�वती' म � िविभ�न िवषय� जैसे सपादक�य िट�पिणयाँ, ं
प�तक समी�ाए,ँ िच� और सािह�य-समाचार को शािमल ु
िकया। उनक� लगन और कमठ� ता ने इसे उस समय क� सव���े  

पि�काओ म � से एक बना िदया। यह आलेख ि�वेदी यग म �ं ु
िहदी भाषा और सािह�य के िवकास म � आचाय� ि�वेदी के ं
योगदान को रेखािकत करता ह ैऔर उनके सपादन कौशल को ं ं
िवशषे �प से सराहता ह ै(शमा� र. , 2016)।

• डॉ. िच�ा अपने शोध आलेख ‘महावीर �साद 
ि�वेदी और सर�वती पि�का’ म � बताती ह � िक महावीर �साद 
ि�वेदी ने अपने 17 वष� के सपादक�य काय�काल म � सदवै ं
समय का पालन िकया और तय समय म � सर�वती का सपादन ं
कर उसे पाठक� तक पह�चँाया। िह�दी भाषा के �ित उनके मन म �
अटट िन�ा थी। आचाय� ि�वेदी से �े�रत होकर उस समय के ू
अनेक लेखक/प�कार श� िह�दी और �याकरण स�मत भाषा ु
का उपयोग करने लगे थे। आचाय� महावीर �साद ि�वेदी ने 
सर�वती के मा�यम से िह�दी भाषा को िव� म � मह�वपण � �थान ू
िदलाने का काय� िकया (िच�ा, 2013)।

• कपाशकर चौबे अपने लेख ‘महावीर �साद ि�वेदी ृ ं
और सर�वती’ म � िव�ेषण करते ह � िक ि�वेदीजी ने सपादन ं
क� �ि� से यह सिनि�त िकया िक सर�वती म � �कािशत ु
होनेवाली ��येक रचना क� भाषा �याकरण स�मत हो। इसके 
साथ ही परी पि�का एक ही वत�नी म � िनकले। इस लेख से यह ू
भी �ात होता ह ैिक ि�वेदीजी बड़े-बड़े लेखक� क� रचनाओ म �ं
�याकरण क� गलितय� पर िन:सकोच िट�पिणया करते थे। ं ं
उनक� िट�पिणय� के कारण �याकरणस�मत भाषा और वत�नी 
क� एक�पता के �ित तब के लेखक एव सपादक सचते रहने ं ं
लगे (चौबे)। 

िव�ेषण 

आचाय� महावीर �साद ि�वेदी ने िह�दी क� यश�वी 
सािहि�यक पि�का ‘सर�वती’ का 17 वष� तक सपादन कर ं
िह�दी प�का�रता म � एक क�ित�मान �थािपत िकया था। उ�ह�ने 
पि�का को सरस, उपयोगी और �भावपण � बनाया। सर�वती के ू
सपादन के मा�यम से वे प�का�रता एव सािह�य को आमजन ं ं
तक लेकर गए। पव� से �कािशत प�-पि�काए अपनी भाषा के ू ं
कारण एक िवशषे वग� तक ही सीिमत थ�। सर�वती पि�का 
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िनमल�  नदी क� तरह �ान के �वाह को धरातल पर लेकर गई। 
आज भाषा के सरलीकरण के नाम पर िजस तरह से सपादक ं
भाषा के साथ िखलवाड़ कर रह ेह,�  उ�ह � आचाय� महावीर 
�साद ि�वेदी �ारा सपािदत सर�वती के कछ अक� का ही ं ु ं
अ�ययन कर लेना चािहए। आचाय� भी भाषा के सरलीकरण 
के प�धर थे। अपने सपादन के मा�यम से उ�ह�ने यह िकया भी। ं
उ�ह�ने �वय अपने लेखन म � सबोध और �चिलत भाषा को ं ु
अपनाया। उनक� भाषा म � न तो स�कत के त�सम श�द� क� ृं
अिधकता ह ैऔर न ही उद-� फारसी के अ�चिलत श�द� क� ू
भरमार ह।ै वे गह के �थान पर ‘घर’ और उ�च के �थान पर ृ
‘ऊँचा’ िलखना अिधक पसद करते थे। ं

िह�दी भाषा को िवकिसत करने के अपने इस �यास के सबध म �ं ं
आचाय� महावीर �साद ि�वेदी ने िलखा ह-ै “यह न दखेता िक 
यह श�द अरबी का ह ैया फारसी अथवा तक� का। दखेता ु
िसफ�  यह िक इस श�द, वा�य अथवा लेख का आशय 
अिधकाश पाठक समझ ल�गे या नह�। अपनी िव�ता क� छाप ं
छोड़ने क� कोिशश मन� े कभी नह� क�” (जोशी, 2018)। भाषा 
को सरल, सगम और सबोध बनाने के �यास म � उ�ह�ने भाषा के ु ु
�व�प को िबगाड़ा नह�। वे सरलता के प�धर तो थे, लेिकन 
�याकरण श�ता के कठोर आ�ही थे। ि�वेदीजी ने अपनी ु
भाषा म � उद � और फारसी के श�द� का िन�सकोच �योग ंू
अव�य िकया, िकत इस �योग म � उ�ह�ने केवल �चिलत श�द� ं ु
को ही अपनाया। बाद म � उ�ह�ने उद � वाल� के �भाव से िह�दी म �ू
अनाव�यक ही उद � श�द� के �चलन क� आलोचना भी क� ह।ै ू

ि�वेदीजी क� भाषा प�र�कत और �याकरण के िनयम� से बधी ृ ं
ह�ई ह।ै उनका वा�य-िव�यास िह�दी क� �कित के अन�प ह,ै ृ ु
कह� भी वह अ�ेजी या उद � के ढग का नह�। यह �यान रखना ं ंू
चािहए िक जब ि�वेदी जी ने लेखन श� िकया तो िह�दी भाषा ु
�याकरण क� अराजकता क� िशकार थी। िह�दी के 
लेखक/सािह�यकार इस गभीर सम�या के �ित उदासीन थे। ं
यह तो िह�दी का सौभा�य ह ैिक उस समय म � उसे आचाय� 
महावीर �साद ि�वेदी जैसा सयो�य प� िमला, िजसने िह�दी के ु ु
�व�प क� सवारने क� महती िज�मदेारी उठाई। इस सदभ � म �ं ं

ि�वेदीजी के मह�व को रेखािकत करते ह�ए आचाय� रामच�� ं
श�ल ने बह�त ही �प� िलखा ह-ै “यिद ि�वेदीजी न उठ खड़े ु
होते तो जैसा अ�यवि�थत, �याकरण िव�� और ऊटपटाग ं
भाषा चार� ओर िदखाई पड़ती थी, उसक� परपरा ज�दी न ं
�कती। उसके �भाव से लेखक सावधान हो गए और िजनम �
भाषा क� समझ और यो�यता थी उ�ह�ने अपना सधार िकया” ु
(िसह व. , 2023)। इस सदभ � म � जग�नाथ �साद शमा� के ं ं
िवचार� को भी दखेना चािहए। वे िलखते ह-�  “पव�काल म � भाषा ू
क� जो साधारण िशिथलता थी अथवा �याकरण सबधी जो ं ं
िनब�लता थी, उसका प�रहार ि�वेदी जी के म�थे पड़ा। अभी 
तक जो जैसा चाहता था, िलखता रहा। कोई उसक� आलोचना 
करने वाला न था। अतएव, इन लेखक� क� �ि� भी अपनी 
�िटयाँ क� ओर नह� गई थी। ि�वेदी जी जैसे सतक�  लेखक ु
इसक� अवहलेना न कर सके, अतएव इ�ह�ने उन लेखक� क� 
रचना-शलै ी क� आलोचना �ार�भ क�, जो �याकरणगत दोष� 
का िवचार अपनी रचनाओ म � नह� करते थे” (शमा� ज. प., ं
1992)। 

आचाय� महावीर �साद ि�वेदी ने सहज एव सरल श�दावली ं
का �योग करके भाषा का प�र�कार िकया। वे भाषा क� श�ता ु
के �ित अ�यिधक सचते थे। भाषा के सदभ � म � वे िकसी भी ं
�कार क� �िटयाँ सहन नह� कर सकते थे। इस सदभ � म � हम �ु ं
�मरण करना चािहए िक व�र� लेखक लाला सीताराम ने जब 
महाकिव कािलदास क� ‘शकतला’ पर एक बड़ा ंु
आलोचना�मक �थ �कािशत िकया, तो आचाय� महावीर ं
�साद ि�वेदी ने उसे पढ़ा। �थ म � कई �िटयाँ दखेकर, ि�वेदी जी ं ु
ने उनक� तीखी आलोचना करते ह�ए एक आलोचना�मक 
लेख ‘सर�वती’ पि�का को भजेा। उनक� इस �प� और खरी 
आलोचना से �भािवत होकर ही पि�का के सचालक बाब ं ू
िचतामिण घोष ने उ�ह � ‘सर�वती’ पि�का का सपादक िनय� ं ं ु
करने का िनणय�  िलया। ‘सर�वती’ का सपादन करते ह�ए ं
ि�वेदी जी ने भाषा-सबधी सम�याओ का दर करने के िलए ं ं ं ू
अथक �यास िकए, िजसम � उ�ह � सफलता भी िमली। भाषा के 
प�रमाज�न म � ि�वेदीजी के योगदान को रेखािकत करते ह�ए ं
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सरे�दनाथ िसह िलखते ह-�  “आधिनक ग� और प� क� भाषा ु ं ु
खड़ी बोली के प�रमाज�न, स�कार और प�र�कार का इितहास ं
पि�डत महावीर �साद ि�वेदी क� स�म �ि�, �खर पाि�ड�य ू
और कमठ� ता का इितहास ह”ै (िसह स. ) । ं

िह�दी म � �याकरण का �याकरण का अभाव उ�ह � बह�त खटका। 
वह मानते थे िक जब भाषा के िलए कोई िनयम ही नह� रहगेा तो 
स�य और उ�च सािह�य का िनमा�ण कैसे होगा? इसी िवचार 
के साथ उ�ह�ने िह�दी भाषा क� रचनाओ म � �याकरण पर जोर ं
दनेा आरभ िकया। ‘सर�वती’ के सपादक क� िज�मदेारी ं ं
सभालने के लगभग दो वष � बाद ही 1905 म � उ�ह�ने ‘भाषा ं
और �याकरण’ शीषक�  से एक आलेख िलखा। इस लेख म �
उ�ह�ने भाषा के िलए �याकरण क� आव�यकता पर बल िदया 
और इसके िलए उ�ह�ने �याकरण िव�� रचनाओ के उदाहरण ं
भी ��तत िकए। ु

 आचाय� महावीर �साद ि�वेदी ने िह�दी ग� और 
प� क� भाषा को एक करने (खड़ी बोली के �चार-�सार) के 
िलए भी महान अिभयान चलाया। वे इसे �ाकितक िनयम� के ृ
िव�� मानते थे िक हम बोलते-िलखते एक भाषा म � ह � और 
किवता दसरी भाषा म � करते ह।�  ि�वेदीजी इस चलन को िह�दी ू
के िव�तार म � बाधा क� तरह दखेते थे। इसिलए उ�ह�ने इस बात 
पर बह�त जोर िदया िक किवय� को ग� क� भाषा म � ही किवता 
िलखना आरभ करना चािहए। इस सदभ � म � उ�ह�ने ही अपने ं ं
एक लेख ‘किव कत��य’ म � िलखा ह-ै “ग� और प� क� भाषा 
पथक-पथक नह� होनी चािहए। िह�दी ही ऐसी भाषा ह ैिजसके ृ ृ
ग� म � एक �कार क� और प� म � दसरे �कार क� भाषा िलखी ू
जाती ह।ै स�य समाज क� जो भाषा हो उसी भाषा म � ग�-
प�ा�मक सािह�य होना चािहए” (राय, 2023)। उनके इस 
अिभयान और आ�ह का �भाव िदखाई पड़ता ह।ै 
मिैथलीशरण ग�, �ीधर पाठक, राय दवेी �साद, गया �साद ु
श�ल ‘सनेही’, ह�रऔध, नाथ राम ‘शकर’ शमा�, रामनरेश ु ू ं
ि�पाठी आिद किवय� क� रचनाए �कािशत करके ि�वेदी जी ं
ने यह सािबत कर िदया िक खड़ी बोली िह�दी म � भी उ�च कोिट 
क� किवताए िलखी जा सकती ह।�  किवता के साथ-साथ ं

कहानी िवधा के िवकास म � भी इस पि�का क� महती भिमका ू
रही ह।ै यह कहने म � कोई अितशयोि� नह� िक आधिनक ु
िह�दी कहानी का उदय एव आधिनक खड़ी-बोली किवता को ं ु
�चार-�सार एव �ित�ा आचाय� महावीर �साद ि�वेदी के ं
सपादक�व म � ‘सर�वती’ से ही िमली। ं

लेखन म� उ�क�ता एव श�ता के आ�ही ृ ुं

‘सर�वती’ म � �कािशत होने वाली ��येक साम�ी पर ि�वेदी 
जी क� पैनी नजर� रहती थ�। उ�ह�ने साम�ी क� गणव�ा से कभी ु
समझौता नह� िकया। इस कारण उनसे कई लेखक नाराज रहते 
थे। अनेक लोग अपनी रचना ‘सर�वती’ म � �कािशत कराने के 
िलए ि�वेदी जी पर दबाव भी डालते थे तो कई लोग �लोभन 
भी दतेे थे लेिकन उ�ह�ने न तो दबाव के आगे घटने टेके और न ु
ही �लोभन उ�ह � िडगा सके। सामा�य: वे �वय ही अनेक ं
रचनाओ का सपादन कर दतेे थे। परत िजन रचनाओ म �ं ं ं ु ं
अशि�य� क� भरमार और �याकरण क� अनदखेी क� जाती ु
थी, उ�ह � लौटाने म � ि�वेदी जी कतई सकोच नह� करते थे। ं
उनका कहना था िक हम � अपने िलख ेह�ए पर प�रशोधन अथवा 
सशोधन को �वीकार करना चािहए। इस सदभ � म � उनका �प� ं ं
मत था, “अपना िलखा सभी को अ�छा लगता ह ैपरत उसके ं ु
अ�छे-बरे का िवचार दसरे लोग ही कर सकते ह।�  जो लेख हमने ु ू
लौटाए, वह समझ-बझकर ही लौटाए, िकसी और कारण से ू
नह�। अतएव यिद उसम � िकसी को बरा लगा तो हम � खदे ह।ै ु
यिद हमारी बि� के अनसार लेख हमारे पास आव� तो उ�ह � हम ु ु
�य� लौटाए।ँ उनको हम आदर �वीकार कर�, भजेने वाले को भी 
ध�यवाद द � और उसके साथ ही यिद हो सके तो कछ पर�कार ु ु
भी द।�  यिद िकसी को सव��ता का घमड नह� ह ैतो वह अपने ं
लेख म � दसरे के �ारा िकए ह�ए प�रशोधन को दखेकर कदािप ू
�� नह� होगा। लेखक अपने लेख का �फ �वय शोध सकता ह ैू ं
और सशोधन के समय हमारे िकए गए प�रवत�न यिद उसे ठीक ं
न जान पड़े तो वह हम � सचना दकेर वह उसको अपने ू
मनोनकल बना सकता ह”ै (िसह भ. , 2013)। उ�ह�ने ु ू ं
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‘सर�वती’ पि�का के उ��ेय एव मह�व के सबध म � �प� तौर ं ं ं
पर िलखा भी था िक सर�वती म � केवल उ�क� कोिट क� ृ
रचनाओ को ही मह�व िदया जाएगा और उनक� उ�क�ता का ृं
िनणय�  लेखक� क� �िसि� के आधार पर नह� बि�क रचना के 
अपने वैिश�य के आधार पर िकया जाएगा। ि�वेदी जी के ्
सपादन-काल म � इस िस�ात का सदवै पालन िकया गया।ं ं

 आचाय� महावीर �साद ि�वेदी के सपादन का ही ं
�भाव ह ैिक कथा स�ाट �ेमचद क� कहानी ‘पच परम�ेर’ का ं ं
शीषक�  इतना �भावी एव िविश� बन सका। यह शीषक�  कहानी ं
के साराश का सबसे यो�य �ितिनिध�व करता ह।ै जबिक ं
�ेमचद ने जब ‘सर�वती’ म � �काशन के िलए अपनी कहानी ं
भजेी थी, तब उनक� कहानी का शीषक�  यह नह� था। आचाय� 
के सपादन के �ित कत�ता �य� करते ह�ए �ेमचद ने कहा ह-ै ृं ं
“आज िह�दी म � ऐसा कौन िव�ान सपादक ह,ै जो अपने काम ं
को यथाथ� बि� से करता हो, जो हरेक लेख को आ�ोपात ु ं
पढ़ता हो, उसक� भाषा का प�र�कार करता हो, एक चतर ु
कलाकार क� भाित, प�थर के एक टकड़े को बोलती ह�ई मरत ं ु ू
बना दतेा हो। हमारी कई कहािनया ि�वेदी जी के सपादन-काल ं ं
म � ‘सर�वती’ म � िनकल�। जब वे छप जाती थ� और म � असल से 
िमलाता था तो मालम होता था िक उनका िकतना �पातर ू ं
ह�आ ह।ै मरेी एक कहानी ‘पच परम�ेर’ ह।ै मन� े िजस समय उसे ं
ि�वेदी जी क� सेवा म � भजेा था, उसका नाम ‘पच� म � ई�र’ था। ं
छपने पर दखेा तो ‘पच परम�ेर’ हो गया था। जरा से प�रवत�न से ं
वह नाम कैसे चमक उठा”। आचाय� ि�वेदी ‘सर�वती’ म �
िकसी भी साम�ी के �काशन से पव� उसे भली �कार पढ़ते और ू
उसक� भाषा, वत�नी, �याकरण इ�यािद म � आव�यक प�रवत�न 
करते थे। एक आदश � सपादक का कत��य ह ैिक उसक� नजर से ं
जो भी साम�ी गजरे, वह न केवल श�ता को �ा� हो अिपत ु ु ु
उसक� गणव�ा भी बढ़ जाए।ु

िवषय चयन म� �यापक �ि�कोण 

िह�दी प�का�रता को नयी भाषा-शलै ी �दान करने वाले 
आचाय� महावीर �साद ि�वेदी ने ‘सर�वती’ म � िविवध 

�े��/आयाम� पर साम�ी �कािशत कर िवषय चयन म � भी एक 
�यापक �ि�कोण �कट िकया। उ�ह�ने �वय सािह�य क� ं
िविवध िवधाओ म � िलखने के अलावा अथ�शा�, िव�ान, ं
इितहास, समाजशा�, परा�व आिद िविवध िवषय� पर लेखन ु
कर उदाहरण ��तत िकया और दसरे लेखक� को भी इन ु ू
िवषय� पर िलखने के िलए �े�रत/�ो�सािहत िकया। दरअसल 
वे चाहते थे िक िह�दी के पाठक नये-नये िवषय� पर गभीर ं
साम�ी का भी अ�ययन कर�। वष � 1903 से 1906 तक आचाय� 
महावीर �साद ि�वेदी ‘सर�वती’ के पाठक� क� �िच का 
प�र�कार करते रह ेतािक वे गभीर िवषय� का बोझ उठा सक� । ं
1906 म � ‘सर�वती’ के अितम अक म � ि�वेदी जी ने पाठक� को ं ं
सिचत करते ह�ए िलखा- “सर�वती के रस� वाचक अब कछ ू ु
गभीर िवषय� पर भी लेख पढ़ने को तैयार रह।�  सामा�य िवषय� ं
पर ही सरल लेख िलखते रहने से िह�दी क� अव�था उ�नित 
नह� हो सकती” (चतव�दी, 1957)। ु

आज के सािह�यकार� क� तरह वे श� सािह�य का राग ु
अलापने वाल� म � नह� थे बि�क उनका मानना था िक �ान के 
हर �े� को जानना सािह�यकार/प�कार के िलए आव�यक ह।ै 
उनका मानना था िक ‘सर�वती’ के पाठक� को िविवध िवषय� 
पर जानकारी एव �ानपरक साम�ी िमलनी ही चािहए। ं
‘सर�वती’ के �वेशाक म � पि�का के उ��ेय क� चचा� करते ह�ए ं
उ�ह�ने िलखा ह-ै “इसके �काशन का उ��ेय पाठक� को 
िविवध िवषय का �ान कराना ह”ै। ि�वेदी जी ने ‘सर�वती’ म �
लगभग सभी िवधाओ जैसे-किवता, कहानी, एकाक�, ं ं
उप�यास, नाटक, आ�मकथा, जीवनी, या�ा-सािह�य, डायरी 
लेखन, समालोचना, प�तक प�रचय, कला-स�यता, ु
इितहास, लोकगीत आिद सा�कितक िवषय� पर लेख तथा ृं
अ�य भाषाओ के सािह�य के अनवाद को लाने का भरसक ं ु
�यास िकया। ि�वेदी जी के सपादन-काल म � समाज-सधार, ं ु
�ी-िश�ा, एव बाल-सािह�य जैसे िवषय� को भी ‘सर�वती’ ं
म � िवशषे �थान िदया गया। िह�दी क� पहली सिच� मािसक 
पि�का के �प म � �िति�त ‘सर�वती’ म � मह�वपण � िच�� के ू
साथ ही �य�य-िच�� को भी यथोिचत �थान िमलता था। ं
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नये लेखक� को �ो�सािहत िकया, सपादक गढ़े ं

आचाय� महावीर �साद ि�वेदी के िलए प�का�रता �यवसाय 
नह� थी अिपत यह उनका �वभाव था। ‘सर�वती’ के सपादक ु ं
क� िज�मदेारी सभालने से पहले उ�ह�ने जब 1903 म � रेलवे क� ं
नौकरी छोड़ी, तब उ�ह � 150 �पये मल वेतन एव 50 �पये भ�ा ू ं
िमलता था। यानी कल 200 �पये। उस समय यह एक बह�त ु
बड़ी रािश थी। परत उ�ह�ने 200 �पये ठकरा कर मा� 20 �पये ं ु ु
मािसक पर ‘सर�वती’ के सपादक का पद �वीकार िकया। ं
उनका यह �याग एव समप�ण ही बताता ह ैिक सािह�य और ं
प�का�रता का उनके जीवन म � �या �थान रहा होगा। अपने इसी 
समप�ण के कारण उ�ह�ने िह�दी प�का�रता एव आधिनक ं ु
सपादन क� बिनयाद को न केवल मजबत िकया बि�क उसे ं ु ू
��े लेखक एव सपादक भी िदए। एक महान सपादक के �प म �ं ं ं
ि�वेदी जी ने सदवै ही पाठक� के िहत का िचतन करते ह�ए नये ं
रचनाकार� को �ो�सािहत िकया। आचाय� रामच� श�ल, ं ु
िव��भरनाथ शमा� कौिशक, पदमलाल प�नालाल ब�शी, ु
रा��किव मिैथलीशरण ग� जैसे िह�दी सािह�य के न जाने ु
िकतने चमकते नाम उनक� छ� छाया से िनकले ह।�  आचाय� 
रामच� श�ल, कामता �साद ग�, �ेमचद, लोचन �साद ं ु ु ं
पा�डेय जैसे कई लेखक ह � जो ‘सर�वती’ पि�का के मा�यम से 
िह�दी जगत म � अपनी पहचान बना सके। उ�ह�ने बाबराव िव�ण ू ु

पराड़कर और गणशे शकर िव�ाथ� जैसे प�कार भी तैयार ं
िकए, िज�ह�ने �वय भी िह�दी प�का�रता क� बह�त सेवा क� ह ैं
और आदश � �थािपत िकए। 

पि�का सपादन-�काशन म� समय का पालन ं

प�-पि�का गणव�ापण � साम�ी के साथ अपने तय समय पर ु ू
�कािशत हो जाए, यह भी सपादक क� मह�वपण � िज�मदेारी ं ू
रहती ह।ै प�-पि�का का िनयिमत और िनयत समय पर 
�कािशत होकर पाठक� के हाथ म � पह�चँ जाना, उसक� 
लोकि�यता एव उसके �सार म � वि� को सिनि�त करता ह।ै ृं ु
उस समय क� अिधकतर पि�काए अपने िनयत समय पर नह� ं
िनकल पाती थ�। उसके पीछे अनेक कारण रहते थे लेिकन 
आचाय� महावीर �साद ि�वेदी ने अपने सपादन के 18 वष� म �ं
कभी भी इन कारण� को बाधा नह� बनने िदया। उनके सपादन म �ं
‘सर�वती’ िनयत समय पर �कािशत होती रही, भले ही उ�ह �
अकेले ही परी पि�का के िलए साम�ी िलखनी पड़ी हो। ि�वेदी ू
जी ने अपने सपादन के िलए जो िनयम बनाए थे, उनम � से एक ं
िनयम यह भी था िक वह पि�का के सपादन एव �काशन म �ं ं
सदवै समय का पालन कर�गे। उ�ह�ने अपने इस िनयम का सदवै 
पालन िकया। 

िन�कष� 
आचाय� महावीर �साद ि�वेदी ने िन�सदहे आधिनक सपादन कला क� न�व रखने वाले 'आचाय�' ह।�  उ�ह � सपादन कला का ं ु ं ं
अ�दत कहना चािहए। उ�ह�ने सपादक क� भिमका के साथ न केवल �याय िकया, बि�क उसक� भिमका म � िव�तार भी कर ं ू ूू
िदया। एक सपादक के �प म � उ�ह�ने िह�दी भाषा का प�र�कार, िह�दी क� वा�य रचना और पदिव�यास म � एक�पता क� ं
ओर �यान िदया, िह�दी म � �याकरण के मह�व को �ितपािदत िकया। एक महान सपादक के �प म � उ�ह�ने िह�दी सािह�य म �ं
अनेक लेखक� एव किवय� को �िति�त िकया और अनेक यश�वी प�कार�/सपादक� को �िशि�त िकया। अपने सपादन ं ं ं
के मा�यम से उ�ह�ने िह�दी क� नवीन ग� िवधाओ के िवकास का माग� भी �श�त िकया। आचाय� महावीर �साद ि�वेदी क� ं
सपादन कला का प�रचय दनेा किठन काय� ह ैलेिकन 'सर�वती' क� सफलता से हम उसका आकलन कर सकते ह।�  ं
'सर�वती' िह�दी क� लोकि�य एव �िति�त पि�का रही ह।ै िन�सदहे उसने यह �िसि� एव सफलता आचाय� महावीर �साद ं ं ं
ि�वेदी क� सपादन �ितभा के बल पर �ा� क�। 'सर�वती' के सपादन के मा�यम से ि�वेदी जी ने आधिनक सपादन कला के ं ं ु ं
नये �ितमान �थािपत िकए ह।�  
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सामदाियक रेिडयोः सम�याए ँएव चनौितयाँु ं ु
(म�य �देश के जनजातीय �े�� के िवशेष सदभ� म�)ं

1
डॉ. सौरभ कमार िम�  ु

शोध सार 

आज के दौर म � इटरनेट क� सलभ उपल�धता और �माट� फोन के बढ़ते �चलन ने लोग� क� जीवनशलैी को काफ� �भािवत ं ु
िकया ह।ै लोग चद समय म � दशे—दिनया से जड़ने म � स�म ह।�  लेिकन इन सबके बीच कछ ऐसे भी �े� ह � जहाँ यह सिवधाए ँं ु ु ुु
बह�त हद तक पह�च से बाहर ह।�  वहाँ पर उनक� बात सनने, सनाने तथा सजोने वाला एक ही मा�यम ह ैरेिडयो। हम िवशषे �प ं ु ु ं
से बात कर रह ेह � म�य�दशे के कछ ऐसे इलाक� क� जहाँ आज भी मोबाइल िस�नल व िबजली क� पह�च नह� ह ैलेिकन ु ं
उनके मनोरजन के िलए सामदाियक रेिडयो (व�या) के �प म � एक साधन उपल�ध ह ैिजसके ज�रए वे अपने स�कित का ृं ु ं
सर�ण करने के साथ मनोरजन भी करते ह।�  लेिकन कछ कारण� से यह आवाज अब अपने उ��ेय से भटककर दम तोड़ती ह�ई ं ं ु
नजर आ रही ह।ै ये रेिडयो �टेशन अब लापरवाही के कारण अपने उ��ेय� से भटक रह ेह।�  कछ िवसगितयाँ भी ह � तो कछ ु ं ु
अनदखेी, िजसका �भाव इन के��� पर भारी पड़ रहा ह।ै एक तरह से जनजातीय समाज क� आवाज कह ेजाने वाले ये रेिडयो 
�टेशन खद क� पहचान बचाने म � असमथ� िदखाई द ेरह ेह।�ु

म�य श�द : सामदाियक रेिडयो, व�या, जनजाित, �सारण, उपकरण, दीघक� ालीन शोध, सा�कितक अिभ�यि�।ृु ु ं

��तावना 

वैसे तो दशेभर म � हजार� क� स�या म � सामदाियक रेिडयो क� ं ु
�थापना क� गई ह,ै जो मनोरजन का एक सश� मा�यम ह,ै ं
लेिकन म�य�दशे के कछ ऐसे दर�थ इलाके (सदर जनजातीय ु ुू ू
�े�) ह � जहाँ पर सचार के साधन� क� पह�च कम थी। ऐसे ही ं ं
�े�� को िचि�त करके साल 2000 म � आिदम जाित क�याण 
िवभाग म�य�दशे �शासन के अ�तग�त सचािलत 'व�या' �ारा ं
आठ �े�� आलीराजपर, खडवा, बैतल, सेसईपरा, नालछा, ु ं ू ु
चाड़ा, िबजौरी व बालाघाट जैसे जनजातीय बह�ल इलाक� म �
वनवासी स�कित को �सा�रत व सरि�त करने के साथ इस ृं ं
समदाय के मनोरजन और उसे समाज के म�यधारा से जोड़ने ु ं ु
के िलए सामदाियक रेिडयो क� �थापना का िवचार साझा ु
िकया, जो जनजाित समह� क� बोली म,�  उ�ह� के िलए और ू
उ�ह� के �ारा सचािलत िकया जाए। वे अपने अिधकार� के ं
िलए कछ कह � और साथ ही अपनी स�कित व रीितय� का ृु ं
सर�ण भी कर सक� । सरकार ने इसके अलावा भी �दशे क� ं

जनजाितय� के िलए कई मह�वपण � योजनाए ँ �ार�भ क� ू
लेिकन िश�ा व पह�च के अभाव म � उनका उिचत ि�या�वयन ं
नह� हो सका। (िम�, सामदाियक रेिडयो, 2003)ु

सरकारी स�थाए ँ आए िदन िश�ा को लेकर कछ न कछ ं ु ु
�यव�थाए ँकरती रहती ह � लेिकन सदर (�रमोट) इलाक� म � रहने ु ू
वाले जनजातीय समाज के पास सचना व सचार का कोई ू ं
िव�तत ससाधन न के बराबर ह।ै इन इलाक� म � सचार का ृ ं ं
एकमा� साधन रेिडयो होता ह,ै जो सरकार क� योजनाओ को ं
जनजाित समह� तक पह�चाने का काय� करता ह।ै इसी को �यान ू ं
म � रखते ह�ए व�या ने वष � 2011 म � सामदाियक रेिडयो क� ु
श�आत क�। बाद म � अलग-अलग इलाक� म � 8 अ�य ु
सामदाियक रेिडयो �टेशन� क� �थापना क� गई। यह वैि�क ु
�तर पर एक इकलौता �योग था, िजसम � उनक� जीवनशलैी 
को सधारने तथा सर�ण का काय� िकया गया। चिक जनजाित ु ं ं ू
समदाय� क� अपनी अलग-अलग बोली ह,ै इसी को �यान म �ु
रखते ह�ए रेिडयो काय��म का �सारण उ�ह� क� बोली म � िकया

1.    उपिनदशेक (जन�ल)/ सह-राजभाषा अिधकारी, भारतीय इितहास अनसधान प�रषद, नईिद�ली-110001 E- mail : saurabh.sip@gmail.com  ु ं ्
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सामदाियक रेिडयो इन समदाय� के बीच काफ� चिचत�  व पसद ु ु ं
िकए गए। जहाँ एक तरफ उ�ह � अपनी बोली म � काय��म� व 
योजनाओ क� सचनाए ँिमल�, वह� दसरी तरफ नई पीढ़ी के ं ू ू
िलए स�कित, रीितय�, लोकगीत� व लोककथाओ को ृं ं
सरि�त करने का एक मच भी िमला। इसक� लोकि�यता दर-ं ं ू
दर तक फैली। �सारण भी ल�बे समय तक ह�आ। लेिकन समय ू
के साथ-साथ तमाम आिथ�क, सा�कितक व सामािजक ृं
कारण� से इनका �सारण धीरे-धीरे कम होता गया और 
वत�मान म � ि�थित यह ह ैिक सभी (लगभग) आठ जनजातीय 
�े�� म � चल रह ेव�या के सामदाियक रेिडयो �टेशन बद होने ु ं
क� ि�थित म � आ चके ह।�  जनजातीय समदाय� के आधार व ु ु
स�कित सर�ण क� बात को कहने वाले यह रेिडयो �टेशन ृं ं
अब अपना दम तोड़ने को मजबर ह।�  (ितवारी, व�या, 2012, ू
प.3—5)ृ

सािह�य पनरावलोकनु

सामदाियक रेिडयो समाज क� म�यधारा से अलग और ु ु
समाज क� अितम रेखा पर बसे जनजातीय समदाय� को ं ु
सश� बनाने का एक मह�वपण � मा�यम बनकर उभरा ह।ै ू
जानकार इसके उस योगदान पर बल दतेे ह,�  िजसके मा�यम से 
यह जनजातीय भाषाओ, मौिखक परपराओ और सा�कितक ृं ं ं ं
अिभ�यि�य� को सरि�त करता ह,ै िज�ह � �चिलत म�यधारा ं ु
मीिडया �ायः नज़रअदाज कर दतेा ह ै (रवी��न, 2013)। ं
उदाहरण�व�प, केरल के वायनाड ि�थत रेिडयो माटोली के 
अ�ययन से यह �प� होता ह ै िक जनजातीय भाषाओ म �ं
�सारण समदाय क� पहचान और पीढ़ी दर पीढ़ी ु
�ान—साझदेारी को मजबत करता ह।ैू

शोध यह भी रेखािकत करता ह ैिक सामदाियक रेिडयो केवल ं ु
सचना पह�चँाने का मा�यम नह� ह,ै बि�क यह समदाय क� ू ु
स�कित और स�यता को सकिलत करने का का अवसर भी ृं ं
दतेा ह ै(कमार, 2024)। इस दो—तरफा सवाद से �थानीय ु ं
शासन, अिधकार जाग�कता और सामिहक िनणय� � म �ू
सहभािगता बढ़ती ह।ै अ�ययन� म � किष सबधी जानकारी, ृ ं ं

�वा��य परामश � और आपदा—�बधन सदशे� के �सार म �ं ं
इसक� भिमका दज� क� गई ह ै(िम�, 2024)।ू

ल�िगक समावेशन भी एक मह�वपण � िवषय ह।ै जब मिहलाए ँू
िनमा�ता या ��तोता के �प म � जड़ती ह � तो सामदाियक रेिडयो ु ु
सा�कितक बाधाओ को चनौती दनेे और उनक� आवाज को ृं ं ु
मखर करने का साधन बन जाता ह ै(मिलक, 2022)।ु

सािह�य सामदाियक रेिडयो को सा�कितक सर�ण और ृु ं ं
सामािजक प�रवत�न का उ��ेरक बताता ह,ै साथ ही इसके 
दीघक� ािलक �भाव� को समझने हते अिधक गहन, ु
तलना�मक और दीघक� ािलक शोध क� आव�यकता पर बल ु
दतेा ह।ै (िसह, 2010)।ं

इसके अित�र� समय समय पर समाचार प��, लेख� और 
सोशल मीिडया के �ारा �कािशत िवषय� के मा�यम से 
जानकारी �ा� क� गई।

अ�ययन �े�

यह शोध आलेख म�य�दशे म � आिदम जाित क�याण िवभाग 
म.�. शासन के उप�म व�या �ारा �थािपत ८ सामदाियक ु
के��� पर केि��त ह।�  यह सामदाियक रेिडयो शहर से दर �रमोट ु ू
इलाक� म � �थािपत िकए गए ह।�  इनका उ��ेय दर-दराज ू
इलाक� म � रहने वाले जनजातीय समदाय� को समाज क� म�य ु ु
धारा से जोड़ने के साथ उनके रीितय�, परपराओ को सरि�त व ं ं ं
�सा�रत करना भी ह।ै

शोध उ�े�य

1.  व�या सामदाियक रेिडयो क� �ासिगकता का अ�ययन।ु ं

2.  सामदाियक रेिडयो का सदर �ामीण अचल� म � उपयोिगता ु ु ंू
पर अ�ययन।

3. व�या सामदाियक रेिडयो के��� क� वत�मान ि�थित पर ु
अ�ययन।
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शोध �िविध

इस शोधप� म � व�या सामदाियक रेिडयो क� वत�मान ि�थित ु
को जानने के िलए उपकरण के �प म � सा�ा�कार, अनसची ु ू
का �योग िकया गया ह।ै िवषयव�त िव�ेषण के िलए ु
ि�तीयक �ोत� का �योग िकया गया ह।ै

व�या सामदाियक रेिडयो क� �थापनाु

दशे-िवदशे म � सामदाियक रेिडयो क� चचा� के साथ ही इसके ु
गण—दोष को लेकर भी मथन व िचतन �ार�भ हो गया। चचा� ु ं ं
इसके �ा�प तथा उ��ेय� को लेकर श� ह�ई और नतीजा ु
िनकला िक िवकासशील दशे� के िलए और समाज क� मल ू
सरचना से कटे ह�ए समाज के िलए यह रेिडयो काफ� कारगर ह।ै ं
इसी योजना को लेकर कॉलेज�, शहरी �े�� म � कै�पस तथा 
�ामीण साथ ही जनजातीय समदाय� के बीच सामदाियक ु ु
रेिडयो क� �थापना �ारभ ह�ई। 2003-2004 म � सबसे पहले ं
दि�ण भारत के अ�नामलाई िव�िव�ालय म � इसक� �थापना 
क� गई। इसके �भाव के कारण ही शहरी �े�� म � सरकार के 
�यास� से कै�पस क�यिनटी रेिडयो क� �थापना होने लगी। ु
वह� �ामीण व जनजातीय बह�ल �े�� म � कमजोर व समाज क� 
म�यधारा से कटे लोग� क� आवाज ये सामदाियक रेिडयो ु ु
बनने लगे। यह जानकारी दनेे के साथ-साथ मनोरजन का भी ं
एक सश� मा�यम बना। इसे लगाने क� लागत कम थी और 
इसका �सारण �े� भी सीिमत था। (मनोज कमार, भारत म �ु
जनसचार, 1995)ं

�ोताओ को अपनी बोली म � बात कहने तथा सनने का मौका ं ु
िमलने लगा। सरकार ने भी इसके �सार को लेकर कछ िनयम� ु
म � बदलाव िकए। इससे ये लाभ ह�आ िक दशेभर म � सदर �े�� ु ू
म � सामदाियक रेिडयो श� करने क� ओर लोग� का िवचार ु ु
बढ़ने लगा।

इ�ह� कारण� से म�य�दशे म � भी कछ सामदाियक रेिडयो क� ु ु
�थापना के �यास होने लगे। लेिकन सरकार के सामने एक 
सम�या थी िक म.�. जनजातीय बह�ल �े� ह,ै जहाँ बैगा, 

भील, ग�ड, कोरक, बैगानी जैसी म�य जनजाितय� के ू ु
अलावा बड़ी स�या म � अ�य समदाय भी रहते ह � जो समाज क� ं ु
म�यधारा से कटे ह�ए थे। इनके िवकास व उ�थान के िलए ु
पहले योजना बनाना आव�यक था, सामदाियक रेिडयो क� ु
पह�च सबसे पहले यहाँ होनी चािहए। इसी चचा� के साथ रेिडयो ं
के�� �थापना क� बात चल पड़ी। वैसे तो �दशे म � िनजी 
सामदाियक रेिडयो भी �थािपत थे लेिकन उनक� पह�च मिहला ु ं
व बाल िवकास को लेकर �यादा थी। 

सरकार �ारा इसक� िज�मदेारी आिदम जाित क�याण 
िवभाग, म.�. शासन के उप�म व�या को दी गई, िजसके 
अतग�त वनवासी समदाय� के उ�थान के िलए काय� िकया जा ं ु
रहा था। इस �कार व�या ने वष � 2011 म � म.�. म � अपनी तरह 
का एक अलग, जनजातीय समदाय� क� बोली म,�  उ�ह� के ु
�ारा तथा उ�ह� के बीच एक सामदाियक रेिडयो के�� क� ु
�थापना क�। इसका �सारण �े� िसफ�  ऐसे इलाके थे जहाँ बड़ी 
स�या म � जनजाितय� का िनवास था। (डी. िसह, भारतीय ं ं
इले��ॉिनक मीिडया, 2010)

यह दशे का पहला जनजातीय बोली पर आधा�रत रेिडयो था 
िजसक� �थापना व�या �ारा आलीराजपर म � ‘आजाद’ रेिडयो ु
के नाम से क� गई। इस पर दो पािलय� सबह और शाम को ु
जनजाित समह� क� बोली म � काय��म और सरकारी ू
योजनाओ का �सारण होता था। इस के�� के सफल �सारण ं
के बाद �दशे के अलग-अलग �थान� पर अ�य जनजातीय 
समदाय� के बीच सामदाियक रेिडयो के�� �थािपत करने का ु ु
दौर �ार�भ हो गया। इनका एकमा� उ��ेय था, जनजाित 
समदाय� के जीवन �तर म � सधार लाना और उनक� सा�कितक ृु ु ं
भावनाओ को सरि�त करना था लेिकन वत�मान म � कछ ं ं ु
कारक� के कारण यह रेिडयो के�� आज बद होने क� ि�थित म �ं
आ गए ह।�

सामदाियक रेिडयो का उ�े�यु

सामदाियक रेिडयो का म�य उ��ेय समाज के िकसी एक ु ु
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समदाय िवशषे क� बोली-भाषा म,�  सचना पह�चाना, िशि�त ु ू ं
करने तथा मनोरजन करना ह।ै सामदाियक रेिडयो के मा�यम से ं ु
समदाय िवशषे क� िवल� होती स�कित, सािह�य, परपरा एव ृु ु ं ं ं
उसके इितहास को सरि�त एव सविधत�  िकया जा सकता ह।ैं ं ं

समदाय� के बीच सचार के तीन �मख त�व-सचना, िश�ा ु ं ु ू
और मनोरजन को �ि� म � रखते ह�ए क�यिनटी रेिडयो �सारण ं ु
मा�यम का आरभ ह�आ। क�यिनटी रेिडयो �सारण मा�यम ं ु
सचार का एक त�व नह� होकर अिपत उस समदाय क� ं ु ु
आवाज ह,ै जो हमशेा से उपेि�त रही ह।ै सबसे बड़े और 
�भावी जनमा�यम के �प म � रेिडयो �सारण मा�यम के �े� म �
सवा�िधक लोकि�य एव सश� �प से �थािपत ह।ैं

सामदाियक रेिडयो, रेिडयो �सारण �े� क� एक शाखा ह ैऔर ु
वह रेिडयो के बिनयादी िस�ात� के अन�प काय� करने के ु ं ु
िलए सतत �प से �य�नशील ह।ै क�यिनटी रेिडयो के �सार म �ु
शिै�क स�थाओ के साथ गैर-लाभकारी स�थाओ को ं ं ं ं
िज�मदेारी दी गई ह।ै सामदाियक रेिडयो का �व�प ु
लोकताि�क ह,ै िजसम � हर �यि� को बोलने, सनने और ं ु
जनिहत के काय��म बनाने क� परी आजादी ह।ै इस मा�यम के ू
ज�रए �ामीण� और मलभत सिवधाओ से विचत तबक� के ू ू ु ं ं
िवकास और सशि�करण क� राह खलती ह।ै इससे जड़ कर ु ु
हम िवकास से विचत, उपेि�त लोग� क� मि� का मा�यम ं ु
बनकर समदाय म � सकारा�मक प�रवत�न ला सकते ह।�  रेिडयो ु
काय��म का िनमा�ण समदाय के लोग� क� आव�यकता एव ु ं
पसद के अनसार होता ह।ै बोली �थानीय होती ह।ै सही मायने ं ु
म � कहा जाए तो यह समदाय क� पहचान होती ह,ै उनक� अपनी ु
आवाज ह।ै क�यिनटी रेिडयो �े�ीय स�कित क� झाँक� ��तत ृु ं ु
करता ह।ै �े�ीय खान-पान, पहनावा-ओढ़ना, भाषा-बोली, 
रहन-सहन तथा आचार-िवचार को मच �दान करने वाला यह ं
अपने आप म � िविश� मा�यम ह।ै दशे म � कई बोिलयाँ ल� हो ु
गई और कई ल� होने के कगार पर ह।�  इसम � सामदाियक ु ुं
रेिडयो एक सजीवनी के �प म � काम कर रहा ह।ै ं

सामदाियक रेिडयो क� �थापना का उ��ेय केवल समदाय का ु ु

मनोरजन करना न होकर िश�ा, �वा��य, पया�वरण, ं
जनजागित लाना और लोक स�कित, लोक सािह�य एव ृ ृं ं
लोक परपरा के समिचत सर�ण के िलए समदाय के म�य ं ु ं ु
काय� करना ह।ै सामदाियक रेिडयो का ज�म वािणि�यक या ु
जन-मा�यम �सारक� �ारा क� जा रही उपे�ा के चलते ह�आ। 
क�यिनटी रेिडयो का सचालन सामदाियक �तर पर होता ह,ै ु ं ु
िजसका उ��ेय लाभ कमाना नह� ह।ै (िगरीश खरे, सामदाियक ु
रेिडयो का उदारीकरण, 2005) सामदाियक रेिडयो �यि� ु
िवशषे, समह और समदाय� क� अपनी िविवध गितिविधय� के ू ु
अनभव� को बाँटने तथा अपनी परपरागत कला क� साझदेारी ु ं
क� �ि�या को सगम बनाता ह।ै यह 21व� सदी म � �ामीण ु
अचल� के िलए एक �सारण �ाित के �प म � ह।ैं ं

हालािक, सामदाियक रेिडयो �सारण मा�यम के पास ं ु
आकाशवाणी क� तरह न तो िवशाल �सारण �े� ह ैऔर न ही 
सामदाियक रेिडयो के पास उतना बड़ा ससाधन एव तकनीक� ु ं ं
�ान, िजसक� वजह से क�यिनटी रेिडयो का कैनवास बड़े ु
आकार का हो। हालािक क�यिनटी रेिडयो का लघ �व�प ही ं ु ु
उसे �भावी बनाता ह।ै सामदाियक रेिडयो से �सारण ु
अिधकतम दस िकलोमीटर तक िकया जा सकता ह।ै िकत ं ु
इससे बड़ी स�या म � समदाय िवशषे के �ोता लाभाि�वत होते ं ु
ह।�  सामदाियक रेिडयो क� िवशषेता यह होती ह ैिक �े� िवशषे ु
म,�  समदाय िवशषे के िलए �सा�रत होने वाले काय��म का ु
िनमा�ण समदाय िवशषे क� �थानीय भाषा म � होता ह।ै इस ु
�सारण म � न केवल लोग� क� सम�याए ँ उठायी जाती ह,�  

बि�क उ�ह � �वा��य, िश�ा और िवकास सबधी अनेक ं ं
उपयोगी जानका�रयाँ भी दी जाती ह।�  सामदाियक रेिडयो ु
�ोताओ क� आव�यकता, उपयोग और भागीदारी को �यान ं
म � रखकर बनाया गया ह।ै भारत जैसे िवशाल दशे म � जहाँ थोड़े 
फासले पर बोली और स�कित दोन� ही बदल जाती ह,ै वहाँ ृं
सामदाियक रेिडयो �सारण म � िविवधता �वयमवे ही िदखती ु
ह।ै सामदाियक रेिडयो के िलए समदाय श�द का उपयोग ु ु
िकया गया ह ैऔर इसके 60 �ितशत काय��म �थानीय बोली 
म � ही �सा�रत िकए जाते ह।�  इसम � क�यिनटी रेिडयो काय��म ु
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म � िविवधता �वाभािवक �व�प ह।ै (मनोज कमार, क�यिनटी ु ू
रेिडयो, 2016)

‘व�या’ सचािलत सामदाियक रेिडयो के��ं ु

म�य�दशे सरकार व आिदम जाित क�याण िवभाग के िनणय�  
के उपरात म�य�दशे के ८ जनजातीय बह�ल �े�� का चयन ं
सामदाियक रेिडयो के �सारण के िलए िचि�त िकए गए, जहाँ ु
सदर इलाके म � िनवास करने वाली जनजाितय� को समाज क� ु ू
म�यधारा से जोड़ने के िलए व�या सामदाियक रेिडयो का ु ु
�सारण �ारभ िकया गया। सामदाियक रेिडयो िन�निलिखत ं ु
हःै-

1. आजाद रेिडयो  90.4, अलीराजपरु

 म.�. म � जनजातीय समदाय� के सामािजक, ु
सा�कितक व आिथ�क उ�थान को �यान म � रखकर आिदम ृं
जाित क�याण िवभाग के उप�म व�या �ारा सबसे पहले 
महान �ाितकारी च�शखेर आजाद क� ज�मभिम ् ूं ं
आलीराजपर से वष � 2011 म � सामदाियक रेिडयो �ार�भ ु ु
िकया गया। यह रेिडयो के�� भील जनजातीय समदाय के िलए ु
भीली बोली म � काय��म� का �सारण करता ह,ै जहाँ मनोरजन ं
के साथ-साथ �ानवधक�  िवषयव�त का �सारण दो पािलय� ु
सबह और शाम को िकया जाता ह।ै यह के�� शासक�य उ�क� ृु
महािवघालय आजाद नगर के अतग�त �थािपत ह।ै यहा �ारभ ं ं ं
म � रेिडयो मशीनरी, �रकािड�ग और �सारण सबधी जानकारी ं ं
यह� के यवाओ को उपल�ध कराई गई। िवशषे �प से �थानीय ु ं
रीित-�रवाज, लोक-स�कित को उजागर व सरि�त करने पर ृं ं
�यान केि��त िकया गया। जनजातीय समदाय� म � िशि�त ु
यवाओ का एक समह बनाया गया। समह �ारा लोक स�कित, ृु ं ू ू ं
गीत� को �रकाड� करना, मनोरजन व �ानवधक�  काय��म� का ं
िनमा�ण करना �ार�भ िकया गया। साथ ही उ�ह � �चा�रत व 
�सा�रत भी िकया गया। व�या क� ओर से इन समदाय� के बीच ु
रेिडयो सेट के िवतरण का काय� भी िकया गया। यह समह गाँव-ू
गाँव जाकर लोग� को इसक� उपयोिगता बताता था। �थानीय 

लोग� ने इसक� मह�ा को समझा और इससे जड़ने लगे। इस ु
�कार रेिडयो व�या ‘आजाद’ जनजातीय समदाय� के बीच ु
अपनी जगह बनाने म � सफल रहा।

2. रेिडयो व�या खालवा, खडवां

 आजाद रेिडयो क� सफलतापव�क �थापना तथा ू
�सारण के बाद व�या को यह भरोसा हो गया िक सामदाियक ु
रेिडयो के मा�यम से जनजातीय समदाय� तक सरकार क� ु
योजनाए ँपह�चँाई जा सकती ह � तथा सभी को एकजट करने का ु
काय� भी िकया जा सकता ह।ै इसके बाद सामदाियक रेिडयो ु
के��� क� �थापना क� गाड़ी चल पड़ी। इसी कड़ी म � व�या �ारा 
दसरा सामदाियक रेिडयो के�� खालवा खडवा म � �थािपत ु ंू
िकया गया। 90.4 मगेाहट�ज पर यहाँ लगभग 10 िक.मी. के ्
दायरे म � काय��म� का �सारण िकया जाता ह।ै खडवा म �ं
कोरक जनजाित के लोग� क� स�या बह�त �यादा ह ैऔर ू ं
सामदाियक रेिडयो पर इसी बोली म � अिधकतर काय��म ु
�सा�रत िकए जाते ह।�

3. रेिडयो व�या चाड़ा, िड�डौरी

 म.�. के िड�डौरी िजले नजदीक बैगाचक तहसील 
के िनकट ि�थत गाव चाड़ा म � व�या व दी�ा वेलफेयर ं
क�चरल सोसाइटी क� ओर से व�या चाड़ा समदाियक रेिडयो ु
का सचालन िकया जाता ह।ै यह �े� बैगा जनजाित का बह�ल ं
�े� ह ै जो �ाकितक �प से काफ� स�दर ह।ै यहाँ 90.4 ृ ु
मगेाहट�ज ���व�सी के मा�यम से चाड़ा के 07 से 10 िक.मी. ्
के र�ज म � आने वाले गाव जैसे खपरीपानी, बैगाचक आिद ं
जगह काय��म� का �सारण बैगानी बोली म � िकया जाता ह।ै 
यहाँ के जनजाित समह को औषिधय� व जड़ी-बिटय� का ू ू
काफ� जानकारी होती ह।ै यह जगल� से �ा� जड़ी-बिटय� से ं ू
लोग� का उपचार करते ह।�  

4. रेिडयो व�या नालछा, धार

 भीली बोली का सामदाियक रेिडयो के�� नालछा ु
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(धार) आिदम जाित क�याण िवभाग के व�या �ारा सचािलत ं
होता ह।ै शासक�य उ�क� मा�यिमक िव�ालय नालछा, धार ृ
म � ि�थत यह रेिडयो के�� म�य �प से भीली जनजाित को ु
के�� म � रखकर काय��म� का �सारण करता ह।ै यहाँ के 
जनजातीय समह का म�य �यवसाय खतेी तथा पशपालन ह।ै ू ु ु
90.4 मगेाहट�ज पर �सा�रत होने वाले काय��म� म � मनोरजन ् ं
के साथ जाग�क करने वाले काय��म भी होते ह।�

5. रेिडयो व�या िचचौली, बैतलू

 इस सामदाियक रेिडयो का सचालन व�या के �ारा ु ं
शा. उ�क� मा�यािमक िव�ालय, िचचौली, बैतल म � िकया ृ ू
जाता ह।ै इसके सर�ण व सवधन�  क� िज�मदेारी व�या के साथ ं ं
िव�ालय �बधन का भी ह।ै 90.4 मगेाहट�ज पर ग�डी बोली म �्ं
काय��म� का �सारण दो पािलय� म � होता ह।ै यह यहाँ के लोग� 
के िलए मनोरजन का �मख साधन ह।ैं ु

6.  रेिडयो सेसईपरा, �योरपरु ु

 सह�रया जनजातीय समदाय के िलए �ारभ ह�ए इस ु ं
सामदाियक रेिडयो �टेशन का सचालन व�या �ारा िकया ु ं
जाता ह।ै शा. उ�क� मा�यिमक िव�ालय सेसईपरा के दखेरेख ृ ु
म � इसका �सारण होता ह।ै वैसे तो इसका �सारण �े� लगभग 
10 िकलोमीटर ह,ै लेिकन भौगोिलक व तकनीक� सम�याओ ं
के कारण 05-07 िकलोमीटर तक ही इसक� पह�च हो पाती ह।ै ं
उससे िविभ�न काय��म सह�रया जनजाित क� बोली म � िकए 
जाते ह।�

7. रेिडयो व�या िबजौरी, िछदवाड़ां

 िछदवाड़ा िजले का िबजौरी िवकास ख�ड ं
िव��िस� पातालकोट के िलए जाना जाता ह।ै यह �े� 
परपरागत औषिधय� के िलए जाना जाता ह।ै यहाँ क� आबादी ं
अनमानतः 1 लाख के करीब ह।ै (2011 जनगणना) �थानीय ु
बोली भा�रया ह।ै इसी �थान पर रेिडयो व�या िबजौरी का 
सचालन शासक�य उ�क� उ�चतर मा�यिमक िव�ालय �ारा ृं
90.4 मगेाहटज� (एफ.एम.) पर िकया जाता ह।ै यहाँ के �भारी 

�धान पाठक बालक आ�म िबजौरी ह।�

8. रेिडयो व�या बालाघाट

 जबलपर के पास ि�थत बालाघाट म � शासक�य ु
उ�क� मा�यिमक िव�ालय, बैहर �ारा सामदाियक रेिडयो ृ ु
के�� व�या बैहर, बालाघाट का सचालन िकया जाता ह।ै यह ं
म�य �प से बैगा जनजाित बैगानी बोली म � �सा�रत होता ह।ै ु
90.4 मगेाहटज� (एफ.एम.) पर काय��म� का �सारण िकया 
जाता ह।ै (सौरभ कमार िम�, सामदाियक रेिडयो, 2023)ु ु

व�या’ सामदाियक रेिडयो �सारण बद होने के कारणु ं

भौगोिलक सरचनां

सामदाियक रेिडयो क� सरचना और काय��णाली परी तरह से ु ं ू
आकाशवाणी से िभ�न ह।ै सामदाियक रेिडयो क� �थापना ु
म�य �प से �रमोट ए�रया (दर-दराज के �ामीण इलाके) म �ु ू
पाए जाने वाले उन जनजातीय समह� का उ�थान करने के िलए ू
िकया गया ह,ै जो आज भी समाज क� म�यधारा से जड़ नह� ु ु
पा रह ेह।�  सबसे पहले बात यिद व�या के नए �योग क� कर� 
चाड़ा और नालछा सामदाियक रेिडयो �टेशन सदर इलाक� म �ु ु ू
�थािपत िकए गए ह � जो या तो पहाड़ी �े�� से या िफर घने 
जगल� से िघरे ह�ए ह।�  इन क� �� तक आसानी से पह�चँ पाना ं
बह�त ही मि�कल ह,ै िजसका खािमयाजा सामदाियक रेिडयो ु ु
क� �� को ही झलेना पड़ता ह।ै �य�िक मशीनरी या िकसी �कार 
क� ज�रत क� ि�थित म � गाँव से बाहर और उसके बाद शहर 
तक आने म � बह�त समय लगता ह।ै कह�-कह� पहाड़ी इलाका 
और सघन वन होने के कारण यातायात �यव�था से �ामीण 
परी तरह से कटे ह�ए ह।�  सामदाियक रेिडयो क� �� पर िकसी ू ु
काय��म के आने वाले कलाकार भी रा�ता बेहतर ना होने के 
कारण आने से कतराते ह,�  िजससे कछ नया करने म � भी ु
सम�याए ँआती ह।�

शै�िणक चनौतीु

िकसी भी दशे और रा�� क� तर�क� म � वहाँ क� िश�ा नीित का 
बह�त बड़ा सहयोग होता ह।ै िजस दशे म � िश�ा का �तर िजतना 
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उ� रेिडयो �टेशन� पर जनजाित समह� क� पसद को ू ं
�यान म � रखते हए �थानीय बोली म � काय��म� का �

�सारण िकया जा रहा ह।ै �टेशन� से िन�निलिखत 
काय��म� का �सारण िकया जाता ह ै- 

व�या सामदाियक रेिडयो के��� �ारा �सा�रत काय��म ु

 (काय��म समय—समय पर बदले भी जाते ह।� ) (व�या �काशन िवभाग, आिदम जनजाित क�याण िवभाग, म.�.)
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�यादा उसक� िवकास क� गित उतनी ही ती� होती ह।ै लेिकन 
िजन �थान� पर सामदाियक रेिडयो के�� क� �थापना क� गई ह ैु
वहाँ पर िश�ा क� ि�थित बह�त दयनीय ह।ै जनजाित समह� का ू
परा जीवन अपने आप को �कित के नजदीक रखने के साथ-ृू
साथ जीिवका के िलए भटकने म � खपता ह।ै िश�ा �हण करना 
उनके िलए ि�तीयक िवषय ह।ै सदर इलाक� म � �कल और ु ूू
कॉलेज क� �यव�था तो ह ैलेिकन पढ़ने लायक िव�ाथ� नह� 
ह।�  इस कारण भी रेिडयो को अपनी बात कहने म � काफ� व� 
लग रहा ह।ै िश�ा का �तर कम होने के कारण िकसी भी िवषय 
म � जनजाित समह� क� बात करने क� �िच कम होती ह ैिजससे ू
काय��म बनाने से लेकर उसे �सा�रत करने तक िद�कत� 
आती ह।�  

आिथ�क सम�या

िकसी भी �यि� और स�था को आगे बढ़ने के िलए अथ� बेहद ं
ज�री साधन ह।ै �य�िक इसके अभाव म � कोई भी काय� परा ू
नह� होगा। सामदाियक रेिडयो क� �� के साथ-साथ जनजाित ु
समदाय� के िलए भी आिथ�क सकट सबसे बड़ी चनौती ह ैु ं ु
�य�िक इसके अभाव म � �सारणकता� और �ोता दोन� क� 
गाड़ी आगे नह� बढ़ सकती ह।ै क� �� पर अ�सर दखेने को 
िमलता ह ैिक धन के अभाव म � के�� सही तरीके से सचालन ं
नह� कर पा रहा। पैसे के अभाव म � काय��म� का िनमा�ण नह� 
हो पाता, कलाकार� का भगतान ना होने से वह �रकॉिड�ग के ु
िलए नह� आते और पया�� ईधन के अभाव म � क� � बद होने के ंं
कगार पर पह�चँ जाते ह।�  एक त�य िनकलकर सामने आया िक 
�रमोट इलाक� म � अ�सर पैस� क� िक�लत के कारण क� � को 
बद करने तक क� नौबत आ गई। साथ ही इलाके म � रहने वाले ं
लोग� के पास भी पैसे क� कमी के कारण रेिडयो और उससे 
सबिधत उपकरण भी खरीदने म � िद�कत आती ह।ै इसका ं ं
प�रणाम यह होता ह ैिक रेिडयो �ोताओ क� स�या घटने से ं ं
�सारण पर भी असर पड़ने लगता ह।ै िपछले कछ साल� म �ु
सामदाियक रेिडयो िजन उ��ेय� के साथ �थािपत ह�ए थे ु
आिथ�क कमजोरी के कारण वे अपनी पहचान खोते जा रह ेह।�  
इस कारण जनजाित समह मनोरजन के साथ िवकास क� ू ं

ती�ता से भी विचत हो रह ेह।�ं

तकनीक उपकरण� का अभाव

आिथ�क चनौती के साथ-साथ दसरा बड़ा सघष � तकनीक ु ंू
सबधी ह।ै सामदाियक रेिडयो क� � िजन इलाक� म � लगे ह�ए ह � वे ं ं ु
बह�त ही दग�म �े� ह।�  घने जगल, पहाड़ी इलाक� या दसरे ंु ू
इलाक� के कारण मौसम भी बदलता रहता ह।ै इस कारण 
मशीन� को सरि�त रखने क� सबसे बड़ी िद�कत होती ह।ै ु
खराब होने क� ि�थित म � उनको सधरवाना चनौतीपण � काय� ु ु ू
होता ह।ै चिँक क� �� पर तकनीक ससाधन बह�त ही सीिमत ू ं
स�या म � होते ह।�  सही मायने म � हर उपकरण का कोई िवक�प ं
नह� होता और दसरे उपकरण को आने म � समय लगता ह।ै तब ू
तक मजबरी म � क� � को बद करना पड़ता ह,ै जो �सारण को ू ं
�भािवत करता ह।ै

काय��म िनमा�ण सबधी सम�याएँं ं

िकसी भी स�था या योजना को चलाने के िलए िवचार का ं
बह�त मह�व ह।ै इसी �कार सामदाियक रेिडयो क� � को भी ु
चलाने के िलए िजतना ज�री अथ�, तकनीक और �ोता ह �
उतना ही आव�यक काय��म भी ह।ै काय��म� के अभाव म �
सामदाियक रेिडयो के उ��ेय को हम लोग� तक नह� पह�चँा ु
सकते ह।�  हम िजस ल�य को लेकर क� � का सचालन कर रह ेह �ं
उसे परा करने के िलए तय मानक� पर काय��म का िनमा�ण ू
करना आव�यक ह।ै लेिकन धनाभाव म � और बेहतर लोग� क� 
कमी के कारण अ�सर दखेने को िमलता ह ैिक नए काय��म� 
का िनमा�ण नह� हो पाता और कछ नया ना िमलने के अभाव म �ु
समदाय के लोग� म � रेिडयो सनने के �ित �िच भी कम होती ु ु
जाती ह।ै सामदाियक रेिडयो सचालन म � कई बा�यताए ँभी ह,�  ु ं
जैसे काय��म� का �सारण 60 �ितशत सबिधत जनजाित ं ं
समह� क� ही बोली म � ही होने चािहए। काय��म समह क� ओर ू ू
से समह के िलए और समह �ारा ही बनने चािहए। समाचार ू ू
और समसामियक म� ेनह� िदखा सकते ह।�  इससे इस रेिडयो ु
का दायरा सीिमत हो जाता ह।ै
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मह�वपण� सझावू ु

इस शोध आलेख और िवषय क� गभीरता को दखेते ह�ए अपने ं
अ�ययन के दौरान इस िवषय के जानकार� से भी िमलना ह�आ 
और उ� िवषय को लेकर उन सभी से वहद चचा� ह�ई जहाँ ृ
उ�ह�ने इस नवीन आयाम को जीिवत रखने के िलए मह�वपण �ू
सझाव भी िदए। उनका कहना ह ै िक जनजातीय �े�� म �ु
सामदाियक रेिडयो सचना, स�कित और सवाद का सश� ृु ू ं ं
मा�यम बन चका ह।ै इसे और �भावी बनाने के िलए ु
आव�यक ह ैिक इसक� साम�ी �थानीय जीवन, भाषा और 
स�कित से गहराई से जड़ी हो। यिद काय��म �थानीय बोली म �ृं ु
ह� और उनम � लोक कथाए,ँ गीत, कहावत� और पारप�रक �ान ं
शािमल िकया जाए तो �ोताओ का जड़ाव �वाभािवक �प से ं ु
बढ़ेगा।

रेिडयो का सचालन केवल कछ �िशि�त लोग� तक सीिमत न ं ु
रहकर परे समदाय क� सहभािगता से होना चािहए। िकसान, ू ु
मिहला, छा� और बजग� सभी को अपनी बात रखने का ु ु
अवसर िमले। इस तरह का सामिहक �यास रेिडयो को ू

सचमच ‘समदाय क� आवाज’ बना दगेा। साथ ही �वा��य, ु ु
िश�ा, किष, रोजगार और सरकारी योजनाओ से सबिधत ृ ं ं ं
काय��म� को सरल भाषा म � �सा�रत करना भी समाज को 
जोड़ने का �भावी तरीका ह।ै

मिहला सहभािगता िवशषे �प से मह�वपण � ह।ै यिद मिहला ू
��तोता, सवाददाता या िनमा�ता के �प म � शािमल ह� तो वे ं
अपने अनभव और �ि�कोण से रेिडयो को और अिधक ु
�ासिगक बना सकती ह।�  तकनीक� �ि� से भी बदलाव ज�री ं
ह।ै �सारण को मोबाइल फोन, इटरनेट और सोशल मीिडया ं
तक पह�चँ कर �ोताओ का दायरा बढ़ाया जा सकता ह।ैं

�थायी सचालन के िलए िव�ीय �ोत िविवध होने चािहए। ं
�थानीय सहकारी सिमितय�, �वयसेवी सगठन� और लघ ं ं ु
िव�ापन� से आय के रा�ते बनाए जा सकते ह।�  अत म,�  ं
िनयिमत फ�डबैक और म�याकन से यह सिनि�त िकया जा ू ं ु
सकता ह ै िक सामदाियक रेिडयो सचमच समाज क� ु ु
आव�यकताओ और आका�ाओ को �ितिबिबत कर रहा ह।ैं ं ं ं

िन�कष� 
व�या �ारा �थािपत सामदाियक रेिडयो क� �थापना का म�य उ��ेय जनजातीय समदाय� को समाज क� म�यधारा से ु ु ु ु
जोड़ना रहा ह।ै िजसम � वे अपनी परपराओ से दर ह�ए िबना िवकास के �म म � आगे बढ़े। लेिकन �थापना के बाद काफ� समय ं ं ू
गजर गया ह,ै सामदाियक रेिडयो के�� आज भी अपने िवकास व आधिनक�करण क� बाट जोह रह ेह।�  सरकार क� वत�मान ु ु ु
क� चनौितय� को �यान म � रखकर ख�ताहाल होते के��� को उ�थान पर जोर दनेे क� आव�यकता ह।ै नह� तो ‘बेजबान� क� ु ु
आवाज’ कह ेजाने वाले सभी व�या सामदाियक रेिडयो के��� को पणत� या बद होने से कोई रोक नह� सकता।ु ू ं
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