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We have great pleasure in introducing the current volume of
Pratyabhijµ¡, the research journal published by the Department of
sahitya, Sree Sankaracharya University Sanskrit Kalady, CARE listed
by University Grants Commission. The Department of Sahitya started
its distribution of knowledge 27 years ago. The first edition of
Pratyabhijiµ¡ was published in 2014. The main academic interest of
this journal is to document the achievements of knowledgeable
writings to the connoisseurs. The Dept. of Sahitya has presently
published around 30 books in various scholastic subjects.

The newest edition of Pratyabhijiµ¡ contains 28 research articles
that deals with various dimensions of Sanskrit and Indological studies.
7 articles are written in Sanskrit while the rest are transcribed in
English. The articles are written by various renowned scholars, faculty
member of our university as well as from other colleges. Research
scholars on Vedic, Puranic, Epic, UpaniÀadic, classical literature and
Sastras like Grammar, Linguistics, Ayurveda, Philosophy and
Aesthetic works.

Dr. P. V. Ramankutty crtically observes the destiny and manpower
reflected in Mahabharata. Dr. V. R. Muralidharan goes through
language, linguistics and m¢m¡msa in Indian viewpoints. Dr. Jeena
George explains the rasa in Ratnaket£daya and Preetha P. V. goes
through Kerala Sanskrit tradition of Vaidyamanorama respectively.
Dr.M. Sathian reveals the role of spectators in drama through the
views of Bharata and K¡lid¡sa. The four other articles are also based
on drama literature and its dimensions. Dr. Kiran A.U. goes through
the stage performance of Bh¡sa plays, E. Muralikrishnan investigates
the mental pain and stress glorified in Abhijµ¡na¿¡kuntala of
K¡lid¡sa. Archana C. S. compares the character of Hi·imb¡ in
Mah¡bh¡rata and Madhyamavy¡yoga. Galeel T. analyses the main
characters in Vikramorva¿¢ya. Dr. Ambika K. R. and Biniya A.B.
explore the different areas of Dharma¿¡stra topics. Dr. Gisha K.
Narayanan reveals the information of personality and perception in

Editorial Remarks
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UpaniÀads. Sujith Subrahmanian goes through the word upade¿a
and its different dimensions in P¡¸inian Grammar. Dinesan V.R.
evaluates rhythmic speciality in Kathakali art form. Saju Thuruthi, a
renowned mural artist introduces the traditional art forms of Kerala.
Dr. Jensi M. reveals the dark-arts described in Keralodaya of K.N.
Ezhuthachan and Keerthy Mary Francis goes through the contribution
of Arnos Pathiri, Johann Ernst Hanxleden, to Sanskrit and Malayalam
language and literature. Thus, the present Volume communicate with
us a number of areas of studies associated with Sanskrit wisdom.

The articles of the contributors are published in the present volume
without much editorial changes in the content and form. Hence, we
would like to make it clear that the contributors themselves hold the
responsibility of the views and ideology taken by them in their articles.

We do express the sincere gratitude to the contributors of articles.
We hope this journal will inspire Sanskrit scholars and we are happy
to present this volume before the Sanskrit scholars.

Editorial Board
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K£¶iy¡¶¶am, the traditional Sanskrit theatre of Kerala has come
to the limelight in recent times with the UNESCO awarding  the title
Masterpiece of Oral and Intangible Heritage of Humanity to it in
2001. Being the only surviving Sanskrit theatre anywhere, it opens
up vast possibilities of research in classical theatre. India is fortunate
in having a seminal text like the N¡¶ya¿¡stra which happens to be
the only ancient treatise in the world in outlining the a to z of theatre.
However, the abstract principles of performance described in the
text are often baffling for want of a living theatre. Sanskrit theatre, it
is well known, has become extinct in most parts of India from
medieval times. However, through K£¶iy¡¶¶am, the only surviving
Sanskrit theatre anywhere, we can understand the implications
of theatrical practices of ancient India to a considerable extent,
though it has developed a lot of regional ramifications in the course
of its development. It is proposed here to  explore what K£¶iy¡¶¶am
has to offer us in decoding the theatre language of ancient India.
The salient features of the Sanskrit theatre, especially its emotive
dimensions, body language,dance orientation and orchestration  could
be better understood if we could explore the theatrical practices of
this unique art.

Sanskrit drama seems to have been transplanted to Kerala during
process of Aryanisation. This long and continuous process began in
the first millennium and gathered momentum from the seventh
century A.D. onwards. It seems that the Sanskrit drama which was
performed in royal courts, and public places came to be grafted to
the temple ritual when the Kerala agrarian societies were organized

TOWARDS A GLOBAL THEATRE: WHAT CAN
KERALA’S  SANSKRIT THEATRE OFFER US?1

Dr. C. Rajendran
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in Brahmin settlements with temples as their nucleus. The ancient
tamilakam region had a rich tradition of oral discourses called K£ttu
and the Sanskrit performance tradition came to be amalgamated with
this regional theater in a process of remarkable indigenisation. Many
of these changes were the products of continuous evolution, but some
said to be introduced by King Kula¿ekhara of Mahodayapura, himself
a playwright and patron of Sanskrit literature and Tolan, his
companion. As a result of the changes introduced by this duo, the
classical Sanskrit theatre came to use Malayalam also in addition to
the regular Sanskrit and Prakrit and the character Vid£Àaka became
a prominent figure in the Kerala theatre. Enactment of the play
gradually came to be confined to certain acts and the previous story
narrated in introductory discourses called Nirvaha¸a

The K£¶iy¡¶¶am is performed by the acting community consisting
of Cakyar, Nambiar and Na´yar .The male characters are enacted
by the Cakyar and the female characters by Na´yars. The Nambiars,
the male counterparts of the latter are the professional drummers
who play the instrument Mizh¡vu. There were eighteen families
belonging to the Cakyar community, the mainstay of the art, but
now it has been reduced to three. These families were assigned the
performance of the enactment of the ritual at various temples all over
Kerala and various entitlements fixed to them, which ensured the
continuity of the ritual across centuries.

The plays presented in K£¶iy¡¶¶am make an intriguing list. The
most conspicuous omissions are plays of celebrities like K¡lid¡sa,
á£draka, Bhavabh£ti and Vi¿¡khadatta. The reasons are obscure.
But fortunately we have most of the plays ascribed to Bh¡sa, though
now the staging of plays except portions from Pratijµ¡yaugandhar¡ya¸a,
and AbhiÀeka has become practically extinct. HarÀa’s N¡g¡nanda
was popular though Ratn¡vali and Priyadar¿ika were not staged.
Another hot favorite was Mahendravikrama’s Mattavil¡saprahasana.
An early and frequently staged play is the Ë¿caryac£·ama¸i  of the
Keralite author Saktibhadra of the 8th century. The Kaly¡¸asaugadhikavyayoga
of N¢laka¸¶ha, and Bhagavadajjuka of Bodhayana are also some
interesting plays. But the most frequently staged plays were of King
Ku½a¿ekhara himself, whose Subhadr¡dhananjaya and Tapat¢samvara¸a
were very popular on the stage probably because of their authorship
by the King, who was a great patron of Sanskrit learning. Recently,
there has been a concerted attempt to revive the performance of  plays
which have for long been extinct on the stage as well as to stage
plays like Abhijµ¡na¿¡kuntala which were never staged before.
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K£¶iy¡¶¶am was conventionally staged in specially constructed
temple theaters called K£ttampalam though in the second half of the
last century, it was taken out of the temple precincts by reformists.
Many important temples of  Central and South Kerala like those at
Trichur, Irinjalakkuda, Kidangoor, Harippad, Guruvayur, Peruvanam,
Muzhikkulam, Tirunakkara and Chengannur have their own
k£ttampalams which used to stage the Sanskrit drama regularly as a
structured ritual. Most of the K£ttampalams are rectangular in shape
as mentioned in texts like the N¡¶ya¿¡stra eventhough they do not
possess characteristics like Mattav¡ri¸i. One half of the structure is
earmarked for the audience. The other half consists of the stage and
the green room, which is connected with the former through two
doors. The stage is usually one feet raised from the level ground and
its area ranges from 21"4’’X21’’4’ square feet and 9’’4’X9’’4’
square feet. The stage is demarcated by four to twelve decorated
pillars, which support a roof having architectural decorations. The
low roof of the stage creates a bigger than life image for the actors
dressed up in their costumes The K£ttmpalams have excellent
auditory properties and good ventilation. The biggest theatre as in
the Vadakkumnathan temple of Trichur can accommodate two to
five hundred spectators at a time. A big oil lamp placed in front of
the stage serves as the focal point of the stage wherein the actors
face the main audience sitting in front of them.

The K£¶iy¡¶¶am performance can be distinguished into four
aspects: the preliminaries called the p£rvaranga as in the N¡¶ya¿¡stra,
the summing up of the previous story called Nirvaha¸a, the enactment
of the text proper and the final concluding ceremony called
Mutiyakkitta.

The preliminaries were an elaborate affair beginning with the
offstage ceremonial preparation called Talayilke¶¶uka, the symbolic
tying of the red headgear by the main actor. This is preceded by
several rituals like the ceremonial shaving of the hair, ablution in
water, the formal permission receiving ceremony, the lighting of the
two wicks of the stage lamp, and the worship of Lord Ga¸e¿a and
others in the green room. There upon, he touches his face with
clarified butter and other articles of cosmetics. After this headband
ceremony, the actor cannot remove the cloth before the performance
is over and his ritualistic status is akin to that of the yajam¡na in a
sacrifice. After the ceremony, the actor takes to his appropriate
costume while the drummer plays the Mizh¡vu kept on the stage.
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The second part of the preliminary is the decoration of the stage.
The pillars of the stage are covered with unbleached clothes and
decorated with plantain trees having fruits and bunches of coconut
and areca nut leaves. A big lamp is placed on the forefront of the
stage and hanging lamps all over the stage. A full measure of unmilled
rice [nirapara] with a bunch of coconut flowers and the eight
auspicious articles called AÀ¶amangalya are also placed on the stage,
along with the offerings to Lord Ga¸e¿a on a plantain leaf. The
Mizh¡vu drum is placed in its wooden stand at the back of the stage
and covered with unbleached cloth. A sheet of white cloth is placed
on the floor in front of the Mizh¡vu wherein the female singer
belonging to the caste of Na´yar is to sit.

In the next phase, the drummer, who is the Nandis£tradhara comes
forward and seeks the formal permission of the authorities of the
temple for the performance. He enters the stage from the left side
and places the cymbals on the white cloth spread in front of the
female singer’s seat. He lights the third wick of the lamp and
approaching from the right side, sits behind the Mizh¡vu. He starts
playing the Mizh¡vu in Ekat¡½a after due worship of the family god
and Lord áiva. Then the chief priest of the temple comes to the stage
and performs the worship of Lord Ga¸e¿a for the successful
completion of the performance.

Afterwards, it is the turn of the female singer to enter the stage
and she sits down on the cloth spread for her to sound the cymbals to
the rhythm of the drum. She sings verses called Akkitta in praise of
Lord Ga¸e¿a, áiva and Sarasvati. In between the verses, the drummer
plays intricate rhythmic patterns. The duet is called GoÀ¶hi ko¶¶uka.
After all the rites are over, the drummer comes close to the front
lamp and sprinkles the stage with flower, water and sandalwood paste
while reciting a benedictory verse. He salutes Brahma by touching
the ground and then returns to the green room. This is called the
ara´´utali. The preliminaries come to a close with this.

The performance proper begins with the ceremonial entrance of
the actor called Purapp¡·u. He, in the case of the main characters, a
red curtain is held on the stage to conceal the identity of the character.
Naturally, this excites great curiosity in the audience.  The drummer
plays a particular rhythm and the actor, facing the Mizh¡vu drums
makes obeisance to them. The actor then performs some dance to
the beat of the drum, also behind the curtain. This is called the
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Marayilkriya, the ritual behind the curtain. There upon, the curtain
is removed and the character faces the audience. If it is the S£tradhara,
he takes five ceremonial steps (pancapadaviny¡sa), comes forward
and sits in a specific posture. In the case of other characters, the
actor attains the mood and the specific type of the character through
some set movements and conventions. There upon, the actor
introduces the text of the play through some gestures. This
introductory acting, however is not as part of the regular enactment
of the text, which is yet to begin. For, when these pure movements
are performed, the actor has not assumed the role of the character. In
order to indicate his status, the actor takes his upper scarf from his
waist to his left shoulder, tying it into two notes and unties the two
ends of his lower garment. This enactment is followed by some dance
movement, technically called Nityakriya, usually accompanied by
the songs from the female singer. After this performance, the actor
again assumes the role of the character and returns to the temple,
signaling the end of the day’s performance.

Performance of the actual text is prefaced by the narration of the
previous story. This is done in three stages, anukrama, samkÀepa
and nirvaha¸a. The first part of the text having been given in the
purapp¡·u ceremony of the previous night, the actor begins
anukrama, ‘the sequence’ which consists of describing what has
happened in the past through questions in the reverse order. The
actor sits on the stool, and looking at the audience pays obeisance to
it with folded hands resembling the lotus in a technical style called
kamalaparivartana. For example, in the enactment of the second act
of N¡g¡nanda, the actor donning the role of J¢m£tav¡hana asks,
through gesticulation, the following questions in a reverse
chronology: How did J¢m£tav¡hana meet and fall in love with
Malayavati in the Gouri’s hermitage? Before that how did he go to
the hermitage of Gauri? Before that, when traveling on the mountain
to construct his penance hut, how did he see the hermitage of Gauri?
And so on the questions stop at the very beginning, directed towards
the origin of Himalaya which was the abode of the Vidyadharas,
The anukrama ends with the survey of the audience and the
kamalaparivartana obeisance and then the sankÀepa narration begins.
The actor narrates how the capital of the Vidy¡dharas was fashioned
at the time of the creation of the world and how J¢m£taketu, the king
reigned there. The narration continues with the story of J¢m£tav¡hana,
his son, the reigning prince, who visits his parents in the forest in
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company with Maitreya, his friend. In the Nirvaha¸a, all the questions
asked in anukrama are answered in the reverse order. Here all the
previous story of the first act of N¡g¡nanda is presented. Here the
verses are sung by the female singer after their representation in
gesture by the actors. When the story reaches the present situation,
the text of the play is taken up for performance. In the course of the
play, the action is stopped whenever a major character is to enter
and have his or her Nirvaha¸a.

As pointed out by Pragna Thakkar Enros, the “past in the
flashback” device is a very important and distinguishing element of
K£¶iy¡¶¶am since it supplies the essentials of the previous story to
the audience, which becomes necessary due to the limitation of the
performance to select portions of the play. To quote Enros,

‘A story in flashback is very dramatic in its effects and serves a
number of purposes. Its format is such that it not only gives the
incidents of the past, but also presents fully the personality of the
main characters. In other words, it introduces a character’s present
situation, past experience and basic nature. Thus, when the actual
text starts, the character’s personality is to a certain extent established,
and from this the thread of the story can be picked up and developed.
The most important thing about the story in flashback however is
the way it is woven into the actual text of the play. A character starts
He then reveals the past in a flashback which gives the background
to the story, introduces the characters, highlighting those aspects of
their personality important to the play, and suggests the angirasa-
the main rasa or aesthetic experience of the play.  The play does not
start after the past in flashback, as is generally believed, but
immediately with the entry of the first character. Thus the past in
flashback, while not part of the actual text, is treated as a part of
performance’.23

In the actual enactment of the text following the Nirvaha¸a, there
will be a short introduction to all prose and verse passages. This is
devoid of speech and simply enacted with gesture.  Then the text is
recited and enacted. An elaboration and interpretation follow through
gesture. This is followed by a repetition of the last lines of the text,
which gives some sort of continuity to the text. Since the elaboration
and interpretation of the speaker last for even hours, it is quite common
for the characters, including the person addressed, to leave the stage.
This often gives the performance an impression of solo acting.
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The final ritual at the close of the performance is called
mutiyakkitta. The drummer plays on his mizh¡vu to announce that
the stage is ready for the final bath (avabh¤ta). the Cakyar comes to
the stage with the headband on, carrying the holy water in a beaked
vessel. He washes his face and feet and formally sips three mouthfuls
of water as ¡camana and then touches his ears, eyes, nose, chest and
head with a particular finger, declaring that he is performing the final
bath and uttering a prayer. He then sprinkles water on his head and
body and on the stage and the audience. Taking one wick from the
lamp, he invokes the god, describing a circle. Then he drops the
wick on the floor, salutes the god again and prays for atonement
(pr¡ya¿citta) for any lapse in the performance. He then ends the
performance touching the ground.

The ¡ngik¡bhinaya (bodily acting) of K£¶iy¡¶¶am is mainly based
on the Kerala text HastalakÀa¸ad¢pik¡. The work, even while
retaining the basic features of the N¡¶ya¿¡stra, has developed
differences of detail with regard to the nature and usage of individual
mudras or hand poses which can be shown at with either or both of
the hands. Of all, K£¶iy¡¶¶am, like Kathakali, makes use of twenty-
four Mudras. They can be shown at five different levels, viz. below
the navel, at the navel, chest, brow and above the brow. The Mudra
should not exceed the range of the vision of the actor on his normal
posture with head held erect. In other words, the actor should not
have to turn his neck even slightly to have a view of the Mudra. The
acting is technically distinguished into three, called Irunn¡¶¶am,
Patiµµ¡¶¶am and Ilakiy¡¶¶am. These represent acting done while
sitting, standing and moving. The language of the gesture is extremely
sophisticated and can convey even the number, gender, and case
relation of the word, apart from its general meaning. In fact, the
gesture language is a parallel language with its semantics and syntax.
The Mudras are not static poses and at every moment present an
impression of perpetual movements.

A unique and interesting feature developed by K£¶iy¡¶¶am and
adopted by other art forms like Kathakali is what is technically called
pakarnn¡¶¶am or the technique of assuming the nature of another
character. Here, the individual actor enacting the role of a character
like Arjuna or Subhadra may, when interpreting the text, momentarily
assume the nature of another character and present his or her role for
the time being. Suppose Arjuna is engaged in a soliloquy in which
Subhadra, the heroine figures. Here the actor would himself turn
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into Subhadra momentarily, present her action and thought, and revert
to his basic stature of Arjuna afterwards. This practice of mono acting
gives unusual depth to acting, but in its extreme form, as when Sita
has to assume the nature of Hanuman, it is not without aesthetic
problems and has been attacked vehemently by works like the
Na¶¡nku¿a, a critique of K£¶iy¡¶¶am. It has communicative problems
also, since a layman will have absolutely no idea of what it is all
about since the acting in such instances are not accompanied by any
text.

In K£¶iy¡¶¶am, the V¡cik¡bhinaya is done mainly through what
is technically called R¡ga or Svara. Padmasri Mani Madhava Cakyar
has given the details of the various Svaras and their usage in his
work, N¡¶yakalpadrumam. Various talas are also assigned to the
Svaras. The various Kramad¢pikas or stage manuals contain
instructions of the Svaras to be sung on proper occasions. There are
regional variations found in the employment of Svaras. In this
connection, there is an important point to be noted: Even though
tradition uses the terms Svaras and R¡gas to denote these voice
modulation patterns, it would be wrong to confuse them with Svaras
or R¡gas, found in classical Indian music. The Svaras/R¡gas of
K£¶iy¡¶¶am do not possess the musical quality and the melodious
individuality of the Svaras and R¡gas of Classical music, which have
accurate frequency regulations in regard to the basic ¡dhara¿ruti [basic
tone] represented by the drone. The manner of articulation of the
Svaras however, is very effective in capturing the mood of the
context.

The v¡cik¡bhinaya of Vid£Àaka deserves special mention here.
The Vid£Àaka of classical theatre, who is only a minor character,
has undergone a remarkable transformation in K£¶iy¡¶¶am in as much
as that he becomes the dominant figure with ample scope for
elaboration and improvisations. The Vid£Àaka, who speaks Prak¤t
in the classical theater, is allowed to speak Malayalam also and in
doing so, he becomes a solo exponent of the text. He reproduces the
dialogue of the other characters and translates them into the
vernacular language and expounds the meaning. In doing so, the
Vid£Àaka introduces a lot of fresh material into his structured text
like parodies, of the original verses sung by the hero, anecdotes and
illustrations which are all delivered in Malayalam. Another feature
of the dialogue of the Vid£Àaka is that he involves the audience also
into the time-space frame of the play, identifying them as characters.
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The Vid£Àaka is, as suggested by Kunjunni Raja, actually a
‘chartered libertine’ who can make fun of anybody among the
audience and this is usually done by assuming that the particular
individual targeted by him is actually a character in the play.

The costume of K£¶iy¡¶¶am bears close resemblance to those in
Kathakali to such an extent that a layman may find it difficult to
distinguish between the two. In fact, the costume and make up of
Kathakali is a refined form of the former. The characters in the play
are divided into various types on the basis of their nature and stature
and various types of costumes and makeup like Pacca, Pazhukka,
Kari, and katti and tati accorded to them. Generally, heroes are
indicated by Pacca and Pazhukka. Heroes like Arjuna take pacca,
while some characters like J¢m£tav¡hana in N¡g¡nanda and
Samvarana in Tapat¢samvara¸a are adorned with pazhukka. In
pacca, the face is painted green and lips painted red, and the eyes
and brows are blackened. The character wears a prominent white
paste, or of late, a curved paper frame called cu¶¶i, which ‘extend
down to the curve from the cheekbone to and the sides of the jaw to
join at the chin’4 The Pazhukka costume is more or less the same,
save the difference that the face and lips are painted red. The
s£tradh¡ra’s faceis also painted red. The characters like R¡va¸a,
who are of demonic nature and haughty in temperament are
represented with green face. A long mustache in red and white is
also added to their face .A red and white design is painted on the
nose and between the eyes which extends to the forehead in a knife-
shaped design over the eyebrows which gives a weird appearance to
the character, enhancing his evil nature. This design is called katti.
A white knob, resembling the nose of a rhinoceros, is also attached
to the nose of the actor. Otherwise, the character resembles the pacca
type with cu¶¶i and other facial designs. Demons and similar sinister
characters are represented in the kari type of costume wherein the
actor is painted black, with white marks in the forehead, and cheeks.
The lips are painted red. á£rpa¸akha in her terrible form takes this
costume and is always represented by a male actor, while her beautiful
human disguise is represented by a woman actor herself. Another
type of costume is t¡¶i, which is based on the colour of the beard,
and this is generally given to characters like the monkey. There are
two types of this character, the red beard and the white beard.
Characters like V¡lin, who are egocentric, take the former, while
those devoted and kind, like Han£m¡n are white bearded.The
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Vid£Àaka, an important character has his own peculiar costume. His
face and limbs are painted with white paste made of rice flour and
brown spots are applied to his body. Black color is applied to his
eyes and brows. His moustache, drawn with charcoal, has one tip
pointed upwards and the other downwards.

The orchestration in K£¶iy¡¶¶am mainly consists of a couple of
the pot drum mizh¡vu placed on stands near the green room, the
cymbals played by the female singers, the conch sounded at the
entrance of divine characters, i¶akka, the hour glass like percussion
instrument and the kurumkuzhal, the small pipe. But the most
prominent instrument is the mizh¡vu, which is sounded throughout
the performance except when the actor bids its stoppage formally
for the deliverance of the dialogue .

The cultural and aesthetic significance of K£¶iy¡¶¶am is self
evident. It is   the only surviving Sanskrit theatre with the history of
more than a thousand years and ancient plays like Ë¿caryac£·ama¸i,
N¡g¡nanda, Pratijµ¡yaugandhar¡ya¸a and Bhagavadajjuka are
enacted in it in a most authentic and traditional way, although with
some local innovations. Thus abstractions of the treatises like the
N¡¶ya¿¡stra become concrete realities on the stage, thereby giving
the audience the taste of the traditional theatre. The most outstanding
feature of K£¶iy¡¶¶am is that it has retained the syntax and semantics
of the unique body language of theatre developed in angikabhinaya.
Bharata, in the N¡¶ya¿¡stra has dilated on the possibilities of the
human body in developing a most sophisticated mode of
representation by carefully segmenting the body into main limbs and
sub limbs. Thus the face, the hands and  the feet are co ordinated  in
the communication process in an integrated  manner on one hand,
and segments like the eyes, cheeks brows, and fingers  are treated
separately as autonomous units to enhance  the variety of acting.
Another feature of K£¶iy¡¶¶am is its being well equipped to represent
all the grammatical features of the language including compounds,
gender and number all of which are shown with appropriate gestures.
Finlly, the mudra language of the hand and fingers, envisaged in
treatises like the N¡¶ya¿¡stra can  also  be retrieved from K£¶iy¡¶¶am,
although it bases its gestures on texts like the HastalaÀanad¢pika.
One significant feature of K£¶iy¡¶¶am is that the enactment is
conceived as an elaborate process of micro acting, with every shade
of meaning being brought to the forefront, the audience already
sensitised about the nature and previous history of the character.
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Thus when a character like R¡va¸a or Arjuna comes to the stage, it
is their mental life which is projected through acting and the action
of the drama moves at a very slow tempo. Though this may appear
to be somewhat strange to the audience trained to watch action movies
of contemporary times, when one prepares to enter into the time
frame of K£¶iy¡¶¶am, one comes out of the theatre with an enriching
experience. There is no shade of emotion untapped and no mental
process behind the action unexplored in the acting here.

An extraordinary technique in K£¶iy¡¶¶am is the same actor,
retaining the costume and nature of the character represented by him/
her, assuming the role of another character and enacting what that
character has to say .This is technically called pakarnn¡¶¶am. Though
vehemently criticised by texts like the Na¶¡nku¿a, this technique
definitely adds to the variety and richness of acting and may be an
off shoot of the kim brav¢shi technique extensively used in  plays
like the dramatic monologue Bh¡¸a.This constitutes an important
technique in narration where the single narrator can create the
impression of many characters coming to the stage.

It is the costume in K£¶iy¡¶¶am which offers rich resource material
for the reconstruction of classical theatre. K£¶iy¡¶¶am can be
regarded as a Keralite form of epic theatre where divine and semi
divine as well as demonic and other supernatural characters present
themselves on stage. The typology inherent in the costume division
ensures that the basic nature of the character is symbolically
suggested in the costume and make up assigned to that character.
Innumerable characters like K¤À¸a, Arjuna, YudhiÀ¶hira, Kap¡lin,
Ajjuka, R¡ma, Sita, R¡va¸a, Ja¶¡yu, B¡lin , Han£m¡n and Sugr¢va
have  made their remarkable presence on the stage of Kerala for
ages while the outside world was groping in the dark in the search
for traditional costume of Sanskrit plays. K£¶iy¡¶¶am presents a
happy blend of M¡rga and De¿i traditions in dress which is worthy
of emulation in modern experiments with Sanskrit theatre.

The voice modulation in acting in K£¶iy¡¶¶am seems to have
two layers. An examination of the raga names here suggests that
most of them are survivals of ancient Tamilakam music, while the
actual recitation has strong Vedic accent. Here again, there seems to
be a blend of local and Sanskritistic traditions. The v¡cik¡bhinaya
of K£¶iy¡¶¶am does not relapse to music; on the other hand, its stron
accentuation highlights the emotive significance and semantic
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connotations of the speech and this is something which deserves
close attention of researchers.

In orchestration, we see that the wealth of melody instruments
listed in the N¡¶ya¿¡stra are conspicuous by their absence in
K£¶iy¡¶¶am. However, the versatile role of the Mizh¡vu pot drum
may help us to appreciate dimensions of the presentation of Sanskrit
theatre as a dance drama.

To sum up, more concerted efforts are necessary to unearth the
classical elements in K£¶iy¡¶¶am on one hand and to bring more
plays to its ambit though choreography. The UNESCO recognition
has kindled renewed interest in the art in and outside India, and a
coordinated effort is necessary to sustain this interest.

Footnotes
1 The draft of the paper has already appeared in Academia.edu
2 Producing Plays in the Tradition of K£¶iy¡¶¶am, In Sanskrit  Drama in

Performance, Ed.Rachel Van M Baumer and James R. Brandon, Hawaii,
Honolulu, 1981.

3 Ibid.P. 290
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Dr. C.  Panduranga Batta

1. Introduction

One of the main objectives of this lecture is to understand the
multidimensional character of creativity with special reference to its
nature and cultivation as found in Sanskrit poetics.

We also try to grasp a few essential points needed for creativity
and innovation. We try to get a glimpse of the lofty ideals that have
inspired the geniuses to give expressions to their creative thinking.

All aspects of poetic activity, from creation to expression have
been recorded with perspective insight and in minute detail by the
great Sanskrit aestheticians and poeticians from Bharata to
Jagann¡thapa¸·ita.

Sanskrit poeticians have shown deep interest in analysing the
concept of creativity and answered various questions related to this.
They have written extensively on the nature, incidence and cultivation
of creativity which is of immense help in understanding the making
of a poet and a creative person. We focus on the requisites of a
creative person such as pratibh¡ (creative talent), vyutpatti (erudition),
abhy¡sa (practice) and the importance of bahujµat¡ (varied
knowledge).

REVISITING THE CONCEPT OF CREATIVITY AS
FOUND IN SANSKRIT POETICS

Professor S. Venkatakrishnan Endowment Lecture delivered live online
by Dr. C. Panduranga Bhatta, Former Professor of Indian Institute of
Management Calcutta on 05th November 2020 at Sree Sankaracharya Univeristy
of Sanskrit, Kalady.
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It may be noted that Sanskrit poeticians such as Mamma¶a,
Ënandavardhana, Abhinavagupta are of the opinion that creative
achievement can be enhanced or made more probable through many
forces. These forces include certain personality traits and motives,
certain mental capabilities, some amounts of expertise relevant to
the field in which creativity is attempted.

Pratibh¡ (Cretative Talent)

All the poeticians from Bh¡maha to Jagann¡tha Pa¸·ita have
accepted that pratibh¡ is very essential for creation of genuine poetry
and art. Abhinavagupta’s teacher Bha¶¶a Tauta (10th CE) was
probably the first who tried to analyse this concept and to give a
definition.

He says: prajµ¡ navanavonmeÀa ¿¡lin¢ pratibh¡ mat¡; Intellectual
faculty, which shines from novel flashes of ideas, is called pratibh¡.
Abhinavagupta further elaborates this idea by saying., pratibh¡
ap£rva vastu nirma¸a kÀama prajµ¡; Pratibh¡ is that intellectual
faculty which is capable of creating new ideas. All the latter writers
normally follow Bha¶¶a Tauta’s definition. This pratibh¡ is the power
with which the poets entertain the readers by their ever new ideas,
and images. There is no end of the charming material for poetry
provided the poet is endowed with pratibh¡ as emphatically stated
by Ënandavardhana;

na k¡vy¡rtha vir¡mosti yadi sy¡t pratibh¡gu¸ah

R¡ja¿ekhara, the author of K¡vyam¢m¡Æsa (10th CE) classifies
pratibh¡ into k¡rayitr¢ and bh¡vayitr¢ types. The first is kavigata
(i.e. resides in the poet) and the second is bh¡vayitr¢ (i.e. resides in
the connoisseur). This shows that pratibha is essential not only for
the poet, but also for the reader of poetry or for that matter, for any
connoisseur of Art.

The poet needs it to transform the ordinary into beautiful, the
stale and dull into fresh and charming. The reader needs it to
understand the inner meaning, to see the hidden beauty and to
experience the supreme bliss.

Sanskrit poeticians also mention two types of pratibh¡ (creative
talent) :

1. inborn talent (sahaja pratibh¡)

2. acquired talent (ah¡rya pratibh¡)
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Inborn talent operates due to impressions of the past births.
Acquired talent requires hard work and rigorous training. Proficiency
and practice are acquired through an effort; therefore , so far as,
these are concerned a poet is made.

The question that is often debated is ‘Can pratibh¡ alone is enough
for a creative person?

Mamma¶a who represents one school of opinion says that all the
three viz. Pratibh¡, vyutpatti and abhy¡sa are necessary for becoming
a creative poet. According to him poetic genius, skillfulness, arising
from a study of the world (i.e. all kinds of objects animate as well as
inanimate), of science (i.e. sciences such as prosody, grammar, fine
arts, warfare, history and so on ) and of poems, and the practice of
the teachings of those versed in composing works of literary art,
these collectively constitute the source of poetry.

Jagann¡tha Pa¸·itha (17th CE) is of the view that pratibh¡ alone
is the cause of poetry. In his Rasaga´g¡dhara, he says:

“The cause of poetry is only the poet’s pratibh¡ “tasya ca
k¡ra¸am kavigat¡ keval¡ pratibh¡”.

In his view, education, training and practice can only enhance
the beauty of the poet’s creation; but they are not inevitably necessary.

Ënandavardhana (8th CE) has not stated his views on this point
explicitly, but it appears that he also considers Pratibh¡ as the most
important, if not the only, cause of poetry. He says:

Any defect caused by lack of scriptural knowledge is easily
concealed by the power (pratibh¡) of the poet. But the defect caused
by the dearth of pratibh¡ appears (to everyone) instantaneously. He
says,

“There is nothing on earth which cannot serve as grist to the mill
of a poet gifted with genius and everything can be transmuted into a
thing of beauty”.

He says further that though primordial Nature has been responsible
for the creation of numerous worlds containing varied objects over
an indefinite period in the past, it is not possible to say even now that
her ability for the creation of new objects has diminished even by an
iota. Therefore, there is no scarcity of resources for creative outputs.

It all depends on possessing creative genius.
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The poet does not have to discover and express new emotions
and his thoughts, but rather to express any emotions and his thought
about it in such a way that we are certain that the experience in his
mind is newly discovered by him and not merely handed on to him
readymade by someone else.

It may be mentioned here that K¡lid¡sa drew materials from his
predecessors, but he handled them so artistically and his creative
genius changed all the crude matters into pieces of precious gems.

Vyutpatti (Erudition) and Abhy¡sa (Practice)

It is to be noted that Sanskrit poeticians while attaching the greatest
importance to pratibh¡ as the direct cause of creative production did
not lose sight of other factors that go to assist in the creative process.
This corroborates an observation made by JC Shairp who ways:

“While Imagination, working in these and other ways, is the poet’s
peculiar endowment, it is clear that for its beneficent operation there
must be present an ample range, a large store of material, on which
to work. This it cannot create for itself. From other regions it must be
gathered from a wealth of mind in the poet himself, from large
experience of life and intimate knowledge of nature, from the exercise
of his heart, his judgement, his reflection, indeed of his whole being,
on all he has seen and felt…. When many conditions are present,
then and then only can his imagination work widely; benignly, and
for all time”.

A poet in the making is expected to acquire all-round knowledge.
Rudrata regards erudition (vyutpatti) as an aid to pratibh¡. According
to him erudition lends power of discretion in arranging the material
in the poetic composition which incident should precede, which
should follow, which episode should get cursory treatment, which
style should suit the sentiments to be delineated, which flaws are
avoidable and which are necessary, all these questions can be settled
only by poet’s own discretionary power. No extraneous factors can
give answer to the questions pertaining to the plot arrangement or
selection of theme etc. or even style of expression would greatly
depend upon the poet’s inner equipment i.e. proficiency.

Erudition in the real sense should not mean acquisition of wide
knowledge; it should mean in-depth study that develops the ability
to distinguish the suitable from the not so suitable material.
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Bahujµat¡ (Varied Knowledge)

Some poeticians like Mamma¶a strongly argue that varied
knowledge is indeed very essential for one who wants to become a
poet of repute. This fact is authenticated in the works of renowned
Sanskrit poets. Their works reveal diversified interest developed by
them besides indicating their strong and authentic knowledge of
different fields.

Valmiki, the author of the R¡m¡ya¸a had a thorough knowledge
of the mythilogical material which was known in his age.

There are similes in his work referring to the different sciences,
viz. Architecture, sculpture, law and administration, medicine, surgery,
mythology, agriculture, gardening, botany, zoology, sacrificial
ritualism, fighting with weapons and missiles, geography, astronomy,
astrology, human anatomym psychology, civics, grammar, ny¡ya,
philosophy of Vedanta human behavious etc.

With regard to the famous epic of India viz. The Mah¡bh¡rata it
is said,

dharme ca arthe ca k¡me ca mokÀe ca bharatarÀabha/

yadih¡sti tadanyatra yanneh¡sti na tat kvacid//

“In the the realm of religion and ethics (dharma) of metarial
progress and prosperity (artha), of the enjoyment of the pleasures of
personal and social life (k¡ma), and of spiritual emancipation
(mokÀa), whatever is embodied in it (i.e. Mah¡bh¡rata) may be found
elsewhere; but what is not found here (in the epic), will not be found
anywhere else”

And a close study of the Mah¡bh¡rata would convince one that
his claim is not at all exaggerated.

Indeed, it embodies most of the knowledge about Indian religion
and mythology, law, ethics, and philosophy, statecraft and art of
war, and history. It also includes accounts of earth, sun, moonm
stars and mini stars, spirituality, or the science of medicine, charity,
descriptions of holy places, regions, rivers, mountains, forests, seas,
glorious cities, the construction of forts, the skill in arms of ancient
kings, science of architecture and engineering, the science of music,
and many other sciences all of which are conducive to human being’s
well-being an all-round progress. It is an encyclopedia of ancient
Indian culture.
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K¡½id¡sa who is one of the greatest poets of Sanskrit Literature
was acquinted with a variety of knowledge.

K¡½id¡sa’s own literature testifies to his comprehensive
knowledge of different sciences and arts, philosophical systems,
material scicences like Artha¿¡stra and R¡jan¢ti, knowledge of
Sanskrit and Prakrit languages and their grammar, study of prosody
and poetics, deep study of R¡m¡ya¸a and Mah¡bh¡rata and the
Pur¡¸as.

He was acquainted with astronomy, astrology and medicine,
history, geography, poetics, dramaturgy. His plots, description of
incidents and situations, narration, speeches of character, his similes,
etc., all these-throw sufficient light on the range of his knowledge.

B¡¸a Bha¶¶a author of K¡daÆbar¢ was most learned in practically
all branches of leaning. He was well grounded in the epics. The
Mah¡bh¡rata and the R¡m¡ya¸a, as well as in the Pur¡¸as. He was
conversant with all the important systems of philosophy. He was
also proficient in the science of politics. The Artha¿¡stra. He knew
thoroughly the court-etiquette and also military and veterinary
sciences, he was duly acquainted with the flora and fauna of India,
rites and rituals observed by the people. He was well-versed in
grammar, poetics and he had extensive vocabulary. It is very
interesting note that B¡¸a traveled widely, and his companions
included such varied and sundry members as a snake-doctor and
goldsmith, a painter and a singer, a dancing girl and a gambler.

B¡¸a’s team consisted of forty-four members each one with a
special attainment in the arts and crafts of the time. Some of them
were poets in various languages, a few were philosophers and quite
a few were artists. There were dice-players, gamblers, actors and
scribes, Buddhist monks and nuns, jewelers and physicians, ascetics
of different denominations and story tellers, potters and shampooers.
Thus, his companions were drawn from different strata of society.
B¡¸a also visited holy places, royal courts and educational centers
and interacted with poets and scholars. This gave him a first-hand
insight in to life and nature and filled him with a many-sided and all-
round experience of human beings and their manners.

In short, his travels contributed as much as his learning to shape
his innate genius.
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Another creative genius who has made significant contribution to
Indian aesthetics viz., Abhinavagupta had an insatiable desire for
varied learning. He studied different scriptures under different
teachers and went even out of his hometown viz., Kashmir to do so.
A statement made by him reveals his unquenchable thrist for
multidisciplinary knowledge.

He says:

“Even though one may be lucky enough to get a teacher who
has attained perfection himself and can easily lead his pupil to it, yet
that does not mean that one should not approach other teachers for
obtaining knowledge of other scriptures and other path ways”

He preached this, both by precept and example, for, even though
he was fully satisfied with the tenets and teachings of áaiva scriptures,
he, because of his boundless curiosity studied under teachers of other
sects, such as Buddhism and Jainism.

Other sources of Creative Talent

R¡ja¿ekhara the author of K¡vyam¢m¡Æsa refers to eight factors
as sources of creativity (K¡vyam¢m¡msa, X). They are:

1. Peace of mind

2. Poetic intuition (Pratibh¡)

3. Practice (Abhy¡sa)

4. Devotion

5. Participation in the assembly of the learned

6. All-inclusive knowledge (vyutpatti)

7. Strong memory

8. Courage

Concentration, which means oneness of mind or single
mindedness in which all other thoughts are withdrawn, is given due
importance in creativity as it facilitates creative process. It is a method
of withdrawing the mind from going to external objects. When the
mind is fully concentrated, it can perceive new objects and new ideas
can occur in it. Vamana advocates selection of proper time and place.
Proper place according to him is the place free from human beings.

Solitude or loneliness helps a poet to concentrate on the plot or
poetic idea or its expression. V¡mana recommends fourth part of the
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night as proper time (V¡mana’s K¡vy¡laÆk¡ras£tra, I.3.30). It is
early morning or fourth quarter of the night that is regarded as
congenial for any intellectual activity. As it is fresh after night’s rest,
concentration becomes easier.

Inexhaustible Resources for Creative Outputs

For a creative person there is no piece of thought which is of no
use. Indian medical genius viz., Caraka says, there is nothing in this
world that cannot be used as medicine. This gives tremendous hopes
to creative persons in all fields. All sorts of ideas and expressions are
capable of being constituents of poetry.

Namis¡dhu, commentator on Rudra¶a’s K¡vy¡laÆk¡ra says.

“There is no such word nor any meaning, no proverbial saying,
no proverbial saysing, no art that cannot become a part of poetry.
Indeed, poet’s burden is great” (Namis¡dhu’s commentary on
Rudra¶as K¡vy¡laÆk¡ra, I.19).

Originality and Coincidence

There are bound to be plenty of coincidences amongst great minds.
But according to Ënandavardhana all of them should not be egarded
by the wise as being identical. Further, he points out how they are
not identical.

Coincidence is of three types :

1. like that of a reflect image of persons

2. like that of a painted picture of persons

3. like that of living persons resembling each other.

An intelligent person should avoid the first kind of coincidence,
viz., that like a reflected image, because it has no separate life of its
own or, in other words, not even a real body of its own.

The second kind of coincidence, viz., that like a painted portrait
also deserves to be avoided, since its soul is nothing but a nonentity
though it has a body of its own.

But the third kind of coincidence need not be rejected by the
creative person at all, since it possesses a lovely body of its own
which is real (as well as a distinct soul). So long as its vital essence is
present, even a poetic theme similar to an earlier one will appear
exceedingly beautiful.
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Motivational Factors

Love of glory says Mamma¶a in his K¡vyaprak¡¿a, is a primary
motive that spurs a genius to write immortal poetry, and in support
of his assertion he cites K¡½id¡sa as a case in point.

K¡½id¡sa admits at the beginning of Raghuvam¿a that he is
soliciting literary fame (Raghuvam¿a, I.3) Sanskrit poets cared more
for the survival of their literary work rather than for the knowledge
of its authorship.

MandaÅ kaviya¿ah pr¡rth¢ gamiÀy¡mi upah¡syat¡m

We are concerned here with such persons who were driven to
create something great more by a desire to leave behind something
beyond time, i.e. immortal.

Valmiki the great Sanskrit poet of India who created his epic the
R¡m¡ya¸a says,

Y¡vatsth¡syanti girayaÅ saritasca mah¢tale/

T¡vad r¡m¡ya¸a kath¡ lokeÀu pracariÀyati//

As long as the hills stand on earth and the rivers continue flowing.

So long will the story of R¡m¡ya¸a circulate (stay current) in the
Worlds (R¡m¡ya¸a, I.2.35).

People who work for attaining immortality do not have a limited
time frame. They aim at the generations to come to appreciate their
work. They are driven by an inner drive to leave an indelible mark
on everything that they create or execute.

We know nothing about ancient Indians who created wonderful
literature, music and other creative products. Why, they remained
anonymous? India’s famous philosopher Jiddu Krishna Murthy says.

“with anonymity there is a different kind of creativity, not based
on success, reward, money etc. Anonymity has great importance, in
it there is a different quality, the personal motive, the personal attitude
and personal opinion do not exist. If the mind is extraordinarily clear
without a shadow of conflict, then it is really in a state of creation; it
needs no expression, no fulfilment and no publicity when one feels
important, one does not love what one is doing; one loves oneself
and not what one is doing. (Krishnamurthy. J.1999).
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The focal point of the Epic Mah¡bh¡rata (MB) is the Great War.
All the episodes in the Epic lead to this great happening.  Though
the description of the war scenes in the epic is hyperbolic and
exaggerated, they generally are seen carved in a tone and tinge of
reality. The descriptions of war scenes are quite lively and varied
beset with a number of formations every day.  It is to such a narratives,
in the post-war scenario, that the Epic narrator infuses a heavy dose
of mysticism by his narrative of the inevitability of destiny in stark
contrast with a life of reality that throbs with human activity especially
in pre-war epoch of the Epic. The post war scenario in the epic
registers a significant shift in terms of the philosophy of life. In the
place of elasticity of mind and dynamism, a kind of dark and dismal
philosophy crept in which the role of the operation of destiny has
been explicit. A minimum doze of mysticism is welcome, since it is
common in classical works of any early culture, but in MB the reader
has the feel that a dismal future is always there in wait for you. Every
now and then we are reminded of the strike of destiny. In the
introduction of Classical Sanskrit Literature- Classical Period,
Dasgupta discusses the stagnating effect of the rigorous injunctions
of the Sm¤t¢-s which form part of the ancient Indian Dharma¿¡stra
literature.  He points out how the basic fact that society is a human
institution was forgotten. He adds how the attempt to bind with iron
chains all movements of society, so that these must adapt themselves
to the conditions that prevailed in Vedic times. Such a views are
detrimental to the development of society. He continues how this
“extreme conservatism of social laws had an extremely depressive
effect as regards the freedom of mind  and it enslaved the temper of

Dr. P.V. Ramankutty

THE DICHOTOMY BETWEEN DESTINY AND MAN-
POWER IN THE MAHËBHËRATA
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the mind  and habituated it to respect the older traditions at the expense
of common sense and wisdom.”(Dasgupta: 1955: xxiii). The view
of Dasgupta is significant with regard to the content of the present
paper. The word destiny has several equivalents in Sanskrit namely
Vidhi, Niyati, K¡la, Daivam, Dishtam, Bhagadheyam, Bh¡gyam,
Vidh¡nam et al. It had wider dimensions in ancient Indian life and
literature, for concepts like karma, karmaphala, transmigration, birth;
re-birth, liberation and the like are essentially associated with the
phenomenon of destiny.  Its operation on human life   is a pet topic
in Sanskrit literary discourse   and in many works it is seen overplayed
and sometimes overrated. The Mah¡bh¡rata is no exception. In the
other words, the operation of the motif of Destiny is a sure feature in
classical literary works and it is so in Mah¡bh¡rata too. Its play is
not confined to a mere undercurrent, but it is a powerful impact on
the currents of thought of the characters in the epic from where their
actions spring forth. The characters at times appear like play things
in the pervading shadow of destiny. Its sway in the epic seems to
adversely affect the natural flow and logic of the story generating
the impression that human efforts, after all, are liable to fail since
there are certain things which are already pre-determined and no
force on earth can effect a change on it.

The primacy of destiny over human effort is a narrative the Epic
author assiduously maintains from the beginning to the end. So the
epic is marked by the conflict of manuÀyak¡ra versus daivak¡ra with
a pre-monition that the former is bound to fail despite its natural
logic. The so-called great sages who are invariably acclaimed as
jitendriya, those who have won over their senses, jitakrodha, the
ones who have subdued anger, conduct themselves in a manner not
befitting the high-sounding titles they are generously accorded with.
The psychic energy they are supposed to possess is seen spent on
trivial humans for tiny errors. Their indignation gets reflected in their
curses and prophecies and their happiness appear like boons and
blessings. The characters sometimes appear like puppets revolving
round their benevolent or malevolent fate. It has seriously affected
the natural flow of the story for the thin air of wonder, which is the
breath of any good storytelling, is conspicuously missing.

Author as Character

Destiny, the power or agency which determines the course of
events or the predetermined irresistible force which is supposed to
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influence the course of events, makes its significant presence in the
Epic in its character-turned author. He appears as the symbol of
destiny every time he appears in the Epic. He seems to determine
the course of events when it gets impeded. Suddenly does he make
his appearance from nowhere to direct the course of events in the
way he likes to have it.

The Certainty of the great War

Even at the outset, by the time a discernible reader completes the
Ëdiparva, he begins to nurture the impression that the Great War is
a certainty and no force on earth can either stop it or reduce its
ferocity. When the war turned out to be a fate accomplice, what is
left for the reader is to wait for it. He allows himself to ponder in a
mood of leisureliness. What is left is for him is to wait for the
experience of the details of warfare. The deep enmity between the
Kauravas and the P¡¸·avas even in their childhood days is allowed
to grow and no elder including the veritable K¤À¸advaip¡yana or
Bh¢Àma meaningfully intervenes to block its ominous progress except
Vidura who, because of his lower birth, is barred to assert himself
and wield meaningful authority. At times, he chooses to be painfully
candid to his brother Dh¤tar¡Àtra on the latter’s wanton affection to
his eldest son.  Vy¡sa was nowhere in the picture when the gruesome
atrocity was being committed against Draupad¢ at Hastin¡pura in
front of all the so called great paragons of virtue. Incidentally the
absence of G¡ndh¡r¢ on that crucial occasion is an eloquent one.
Perhaps the war could have been averted if she had intervened. But
the great Epic author is silent on this context.  Likewise on the day
of the end of war the P¡¸·avas slept on the shore of river GhoÀavat¢.
The remaining warriors including Dh¤À¶adyumna, the commander-
in- chief of the P¡¸·ava army which won the war and his brother
sikha¸·i as well the five sons of P¡µc¡l¢ slept in the war camp beside
the battle ground. It was on that dark day destiny struck in the form
of A¿vatth¡man, Kripa and K£tavarman who successfully slaughtered
the sleeping warriors with ease. Now the question arises as to why
K¤À¸a didn’t tell his warriors not to sleep in the war- camps. The
answer that might come from the lips of K¤À¸a will possibly be the
expression: Destiny. Everything that is bound to happen can’t help
happening. Again, when G¡ndh¡r¢ tells Dh¤tar¡Àtra no to again invite
the P¡¸·avas for the Anudy£ta, the second play of gambling, the
latter emphatically blurts: Destiny cannot be altered. The answer for
several such ironic gaps of silence is nothing but the phenomenon
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called destiny.  All such instances point out that there is some narrative
in the Epic that reduces reality into mystification.

The Mausala Parva

It is in the Mausala Parva that Destiny strikes at its worst. It has
been conceived the virtual end of the epic where fate plays havoc in
the life of hapless humans despite their best efforts to avoid her
inevitable strike. A group of sages led by Vi¿v¡mitra comes to meet
K¤À¸a at Dw¡raka. An idea flashed along the mind of certain young
men led by áara¸a, brother of K¤À¸a to ridicule them as a mere
momentary pastime. They dressed as S¡mba, son of K¤À¸a, in disguise
of a woman and asked the sages in feigned solemnity, what the
woman, wife of the V¤À¸i chief Babhru, bring forth after some time.
Sharp came the retort from the sages who knew they were being
ridiculed by the youths for no reason. This woman will deliver an
iron bolt and your entire race shall perish because of that. Now, look
at the imprecation of the sages to the young men. The presence of
áara¸a, brother of K¤À¸a and á¡mba, son of K¤À¸a and the mention
of Babhru K¤À¸a’s close aide is also ironical. Normally a kind of
balance is struck between the gravity of the offence committed and
the heaviness of the curse pronounced. Such propriety and proportion
is always there in every curse. But here, this very same  balance is
significantly missing. There is neither propriety nor proportion in
the curse pronounced by the elderly masters who had but given vent
to their carnal immaturities. There is a strong tinge of artificiality in
the depiction of the occurrences in the Mausala Parva. It is a short
Parva and its episodes, as a collective impact, come like a bolt from
the blue. The story was already on its way to its gloomy end and to
add insult to injury, the curse of the sages loomed large on its horizon.
A reader here experiences a strong strain of the absence of natural
logic. The Epic author has conceived the Mausala Parva as the tragic
pinnacle of the narrative of the operation of the pair of opposites
namely destiny and manpower and the victory of the former over
the latter. Look at the ferocity of the curse of the sages to the group
of youths who in their wantonness chose to mildly ridicule them.
The punishment was meted out not to them but to their entire race.
The episodes in this parva are seen painted in heavy colours
sacrificing the natural flow and balanced way of storytelling with
natural logic. The entire scene  and the subsequent terrible brawl
that broke out and the  devastation of Dw¡raka along with its people,
the shameful defeat that even Arjuna had to encounter before a group
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ordinary robbers  to the wonder of all,  smack melodrama and
unnatural immediacy to wind up the story to its denouement of  deep
gloom and despair. And to culminate the happenings in the Parva,
there is a short scene where Vy¡sa has his stock sermons to Arjuna
who had just experienced the saddest ignominy in his life. The gist
of Vy¡sa’s statement was his usual unpleasant words to the effect
that what is destined shall pass over sans failure.

Look at the large number of metaphors used by the epic author to
picture the onslaught of destiny:

1. Bald-headed man with terrible face and fierce aspect, black
and tawny in complexion, peering into the houses.(Ch. 2.3)

2. Streets getting swarmed with rats and mice eating away the
hair and nails of sleeping men...

3. The Sarasa birds imitating the hooting of the owl and goats
imitating the cries of jackals...

4. Wives and husbands being continuously deceived mutually...

5. Rising and setting sun getting surrounded by headless trunks...

6.  The moment they are served, foods getting suddenly infested
with innumerable worms...

7. The V¤À¸i women dreaming daily a woman of black and
white  teeth entering their abodes laughing aloud and running
through the streets of Dw¡raka...

Kuntaka’s Observation

Kuntaka in Vakroktoj¢vita makes a short analysis in contrast
between the epilogues of Mah¡bh¡rata and the drama Ve¸¢samh¡ra
of Bha¶¶an¡r¡ya¸a of the 7th century CE. The volley of occurrences
depicted in the concluding Parvas, especially the Mausala Parva,
give the impression that  the story of the Epic is destined to have a
shadowy end. Dhavikara points out that the story of the Epic is carved
out by the message that the unending chain of greed and desires
indulged in by almost everybody is nothing but trash. Human activities
are destined to end in disgust. The epic does not instill hope and
expectation in us. It does not deliver the message that nothing has
ended and that life never ceases to exist and that human efforts shall
continue. According to Kuntaka in the Epic Mah¡bh¡rata, the reader,
at the end of the epic, is left with a mood of gloom and dismay. It
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casts a shadow on the sah¤daya to the effect that nothing remains to
be hoped in this pessimistic existence of ours and that all human
efforts are ultimately destined to be futile and fruitless. A sharp
contrast to the shadowy end of the Mah¡bh¡rata is seen in
Ve¸¢samh¡ra which is based on the main story of the Epic. The
play is a dramatized version of some of the significant episodes in
the Mah¡bh¡rata (MB). There the story ends on a pleasant note giving
hope and expectation to the effect that life shall continue with its
tumultuous currents. After all, the P¡¸·avas, after an era of incessant
sufferings and turmoil, win the country and YudhiÀ¶ira enjoys the
fruits of their previous hardships scaling to the glory of the heights
of affluence and happiness. It is with this pleasant message that the
play comes to a close. Such an end is totally different from the dismal
atmosphere into which the final stage of the epic is cast. Such positive
denouement which is the result of daring deviation from the epic is a
significant example for Kuntaka’s prabandhavakrat¡. Kuntaka thus
critiques the epic in his own way presenting the idea of the unending
nature of life and its unfailing continuity. It occurs in the fourth
UnmeÀa of Vakroktij¢vitam when Kuntaka explains certain varieties
of Prabandhavakrakt¡, the beautiful mode of expression that
permeates a whole literary work. This kind of Vakrat¡ occurs when
there is departure from the rasa or the chief sentiment of the source-
book with a view to generate beauty in the reader’s psyche. The
English translation of the Sanskrit passage is furnished below: ‘An
example is had in the play Ve¸¢samh¡ra. Its story is based on the
original Epic viz., Mah¡bh¡rata whose ultimate rasa is tranquility
(á¡nta) since it dwells at length on the futility of mundane life, which
is largely beset with endless desires devouring all other interests or
attitudes. The playwright has expunged this á¡ntarasa in the
conclusion of his own work and has substituted in its place the heroic
sentiment (v¢ra) along with supreme wonderment (Adbhuta) which
suits the story of P¡¸·avas much better. He so effects the innovation
that the entire lot of their enemies lies slain on the battlefield, and
Dharmar¡ja the champion of undiluted royal duty, is made to be
attended with triumphant success at the end. This novel conclusion
partakes of beauty in respect of the work as a whole and provides
infinite delight to cultured reader. They will indeed think along these
lines- though victimized by so many, they (P¡¸·avas) could still
overthrow their enemies by dint of steadily increased strength on
their side and could ultimately win royal glory. Such thoughts will
train them to preserve even in times of distress and maintain an attitude
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of heroic courage. So, it can be pointed out that there is a heavy dose
of the onset of destiny that leads to mystification of material life. It is
characteristic of ancient narratives, where sages and god-men tread
with heavy paces preaching often the philosophy that life is, and has
been an illusion, a dream and not a stark reality. But life has its
unending delights, of course soaked with unending sorrows. The
Epic’s denouement is, on the other hand, one of eternally hopeless
void and vacuum.  As we listen to the long pathetic lamentations of
YudhiÀ¶hira in view of the gruesome bloodbath in the war, the
predicament of the royal couple G¡ndh¡r¢ and Dh¤tar¡Àtra being
taunted by the still uncompromising Bh¢ma and the tragic end of
Kunt¢ and Vidura, a darkness envelops as the curtain of gloom
descends slowly but steadily across the reader’s psyche.
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Dr. V. R. Muralidharan

Language is the most important factor in human development as
a whole in all the fields of social, economic, literary and cultural
activities. A world without language/word is in its varied form and
nature is impossible for the human beings even to think for a while.
A number of scholars from India from the Vedic time onwards had
pointed out the importance and all-pervading nature of language in
high terms. The world would be considered as an entirely dark one
without any light in which there is no language at all1. Every
development of the world is related with the support of language
and hence the great philosopher of Sanskrit grammar, Bhart¤hari,
had mentioned that language as the ultimate Brahman in his magnum
opus work, V¡kyapad¢ya2. So all Indian philosophers with an
exception of materialists like C¡rv¡ka-s and Bauddha-s accepted
verbal testimony as a means of valid knowledge. The all pervading
nature of language was, however, admitted by the M¢m¡msaka-s
and Ved¡ntin-s in their discussions vehemently. They generally
consider Vedic language as self-revealed and without any fault as it
is not touched by any human relations.

One of the most important factor about language is that almost all
philosophers from the orthodox group had discussed the different
areas of language from the phonetic up to the semantic levels in their
treatises in detail. Later on, some Buddhist scholars also indulged in
the discussion of the language functioning. Their theory of apoha or
exclusion in the naming process is well known and is of modern
relevance.  So this topic is of much relevance for the recent linguistic
approaches which is headed by the structural views on linguistics by

INDIAN VIEWS ON LANGUAGE
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Ferdinand de Saussure and others in the west. Many modern ideas
promoted by the present day scholars had similar as well as parallel
points of discussion in ancient Indian treatises on the studies of
language. The grammarians, logicians and M¢m¡msaka-s had spent
much time for hair splitting discussions. Some of their findings are
the topic of discussion in this article.

Language is a wider area with the speech mechanism to other
tools like indicators of ideas through the signs. The sound that is
heard through ear is perception and not language, but the ideas
grasped through that sound is what is considered as verbal testimony
or the cognition of reality through the language. So the silent reading
(mauni¿loka), gesture and the like are also to be included in the
purview of language. This was admitted in the texts of logic of later
origin. The M¢m¡msaka-s discussed about the impact of language
on the hearer or observer. The Vedic passages, especially those of
the Br¡hma¸a-s, are directive sentences for those who are qualified
to act accordingly. So a mere statement like ‘agnihotram juhoti’3 (a
sacrifice, agnihotra by name, is being done) is a direction for him to
perform the sacrifice.

Even now the sign boards for information in the notice boards
are of indicative in nature. They prompt the reader to act positively
or negatively as per the directive sentence. Many of such sentences
are seen in the buses and trains and such sentences are helpful to
understand and to follow the rules by those who use such comforts.
For example, if there is a notice in the bus on some seats as ‘ladies
only’ it is indicative of the fact that those seats are reserved for ladies
only. As a righteous person, everybody is bound to follow all such
directions and if such notices are not followed, penalty may be caused
as per the rules and regulations. So the M¢m¡msaka-s considered
that all the Vedic passages are directive in nature either directly or
indirectly. So a sentence like v¡yurvai ksepistha devat¡4 (The deity
‘Air’ is the swiftest one’ is indicative of the fact that pleasing such a
deity through offering sacrifice with quick result. There is no such
meaning in that sentence. But M¢m¡msaka-s, who were known as
the scholars of syntax in India (v¡kyas¡strajna) add additional
meaning to such sentences which is known as the purpose of the
sentence which is not revealed through the literal sense. This is the
view generally held by the Bh¡¶¶am¢m¡msaka-s. The followers of
Prabh¡kara, however, attributed all the meaning, whether directive,
indicative or purpose, everything under the common category of
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direct sense though the function of abhidh¡ or denotation. So
according to them there is only one functioning or vy¡para as far as
language is concerned and that is known as abhidh¡. Its capacity to
convey all the meanings later derived is accepted by them. Following
this view many great scholars of Sanskrit poetics like Mukulabha¶¶a,
Bha¶¶an¡yaka, Kuntaka, Mahimabha¶¶a and Dhanaµjaya discarded
the indicative and suggestive functioning of the language. On the
other hand, the Bh¡¶¶am¢m¡msaka-s argued that the ultimate meaning
is derived only through indication or lakÀa¸a, which is more in
parallel with the modern view on language that language is metaphor.
This metaphoric nature of language is somewhat related with the
complex nature on language of the present day studies of semiotics.

Though some scholars are not yet convinced, it is a fact that
language is the instrument for knowledge of reality, in which the
part taken by perception and inference is very little. Of the knowledge
that somebody acquire, language though it’s varied forms of silent
reading, gestures, social media and the like, is the greatest one among
the various means of valid knowledge. Hence Jaimini in his
M¢m¡ms¡sutra-s said that language, which he termed as ¿¡stra, alone,
is the sole means to determine the nature of dharma or duty5. This
view is acceptable to the Ved¡ntin-s in general as far as the empharical
world reality is concerned. They follow the views of Bh¡¶¶a-s on
many such discussions and they say ‘vyavah¡he bh¡ttanayah’.

Indian scholars divided the language into a number areas from
the basic sounds or var¸a (letter), pada (word), pratyaya (affix), v¡kya
(sentence) and sentence construction and the like. They promoted
serious discussions on the functioning powers like abhidh¡, lakÀa¸¡
and vyaµjan¡. The poeticians, further, pointed out the aesthetic
rapture derived from the enjoyment of creative literature in their
valuable treatises. So they have gone up to the emotional realm of
language besides the logical realm discussed by the philosophers.

India have a continuous stream of such studies from the Vedic
times onwards. In the Vedas, there are references about the importance
of language and literature. Y¡ska had quoted a very striking verse
from the Îgveda to explain the beauty of creative writing as:

Uta tva pa¿yan na dadar¿a v¡cam uta tva ¿¤¸van na ¿¤¸otyen¡m.

Uto tvasmai tanvam visasre j¡yeva patya u¿ati suv¡s¡.6
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Some fail to see properly the beauty of meaning of the words,
some fail to understand the meaning; and the words reveal the beauty
of their meaning only to some like a desirous and loving damsel
reveals her body only to her husband. Y¡ska’s attempts to seek out
the etymological meanings of the Vedic as well as some Sanskrit
words is really interesting from the point of view of a linguist. He
has presented the principles of linguistics in the beginning of the
second chapter of his Nirukta.

To the introduction of Mah¡bh¡Àya, Pataµjali have quoted some
attractive verses about the nature of language while discussing the
major and minor purposes of the study of grammar. Accordingly the
language mechanism is like a bull with four feet, seven hands, two
horns, tied up in three ways and the like. This divine power was
bestowed among the mortals for easy communication and
understanding.

Catv¡ri ¿¤´g¡ trayo asya p¡da dve ¿¢rÀe sapta hast¡so asya.

Tridh¡ baddho rÀabho roraviti maho devo marty¡n avivesa.7

M¢m¡msakas had discussed the potentiality of language in the
discussions of bh¡van¡ or creative urge. There are two types of
bh¡van¡: á¡bd¢ and Ërth¢. á¡bd¢ is of the nature of provocative
and Ërth¢ is actual creative urge. á¡bd¢ generates activity in the
qualified follower and the follower reacts accordingly. To activate
the listener, the potential mood is to be incorporated with the verbal
form. It can be exercised though the grammatical forms like liµ, lo¶
or tavya suffixes. In general the hearer is informed to act accordingly
through the use of these suffixes in the verbal forms. But at a later
level, the follower acts on such occasions without the direct potential
verbal forms. So if a teacher announces that the rank was gained last
year from one student of the class indicates the factor that the present
year also someone among the students should secure the rank. So all
sentences in some way or other bear the potential nature directly or
indirectly. The sentences with directive mood have some further
purposes. Such sentences generate activity in the observers or hearers.
Such sentences may be considered as common or universal sentences
as they direct all those who are interested to attain the result by acting
accordingly. The sentences of the creative writings, thus, become of
universal nature and gain the readability and enjoyment from all the
readers alike. There is potentiality even in the words listed
methodologically in the dictionaries as there is indication of ‘should
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understand’ in general that this word is used as equivalent to the
listed term.

The views of M¢m¡msaka-s on the connection of words in a
sentence is of prime importance and it was discussed by almost
philosophers and poeticians of ancient and medieval India. The
theories, known as anvit¡bhidh¡nav¡da as well as abhihit¡nvayav¡da
promoted by the Pr¡bh¡kara-s and Bh¡¶¶am¢mamsaka-s were of
much importance. The meaning is fully conveyed through the word
meanings as the former school argues. But the other school demands
an ideal understanding of meaning even before the actual performance
of the same through selected words. According to them, a selection
of ideas is the predetermining factor of uttering sentences in a linear
and methodological way.

As already mentioned, this view of the M¢m¡msaka-s was helpful
to the poeticians like Abhinavagupta to develop the theory of
suggestion in the field of literature. He has mentioned the same as
additional meaning or adhik¡rthapratipatti in his Abhinavabh¡rat¢
commentary on the sixth chapter of N¡¶ya¿¡stra8. All the present
day activities are also related with the power of language.  One cannot
even think without language. Language is the most striking feature
of the human beings.  They are using language not for communication
alone, but they record the past events, they compose creative writings
like poems, lyrics and the like, they further developed music and
various art forms by which communicate and provide enjoyment to
the readers and spectators to a great length. The contribution of
Indians in the past in the field of language helped the westerners to
introduce new areas of wisdom like comparative philology and later
on linguistic studies. Many concepts explained by de Saussure bear
resemblance with Indian attempts on language discussions. So
language and literature satisfy the human beings in the much
complicated life situations to a great extent and Indians viewed the
importance of language in high terms form a very remote past to the
present day.

Footnotes:

1. K¡vy¡dar¿a: I.2

2. V¡kyapad¢ya:

3. Arthasangraha:

4. ibid.P
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5. M¢m¡ms¡s£tra:

6. Quoted in Nirukta:

7. Mah¡bh¡sya:P.40

8. N¡¶ya¿¡stra.Vol I, P.
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Dr. K. G. Sheshadri

Introduction

Goats and sheep have been domesticated by humans almost 8700
years ago. On the basis of archaeological evidence Zeuner believed
that goat was the earliest ruminant and probably the first animal to
be domesticated after the dog1. Goats are a source of meat, milk,
skin and fibres. During Pre-Harappan period, wild ancestors of goats
were found in barren hills of Baluchistan and Western Sindh. Seals
resembling goats were found in the Indus valley civilization.Scholars
have debated over selecting names for the domestic Indian goat and
these have been discussed in literature2. It is evident from these
discussions that the name Capra hircusaegagrus Erxl.was used to
designate all Indian goats. Goat remains have been discovered at
Harappa, Hastinapur, Maski, Rupar, Rangpur and Brahmagiri sites
of India. The bezoar goat (Capra hircus Linn.) of Turkestan and
Afghanistan whose remains have been discovered in Near East is
considered to be the parent of Indian goats.

Ancient Vedic texts mention animals as part of Cosmic law and
further indicate domestication of animals. A study of ancient Sanskrit
literature gives us interesting insights into goats that are significant
both from a religious, mythological and a scientific aspect. Ancient
Indians had observed several characteristics of goats that were
recorded in their literature from the earliest period. The characteristics
of goats as gleaned from these texts is presented in the present paper
that will allow one to admire at the keen sense of observations made
regarding to this animal. These observations range from regarding
their origin, their bodily color or structure, the qualities of their

CHËGALAKâAÛA – GOATS AND THEIR
CHARACTERISTICS IN ANCIENT INDIAN TEXTS
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products, the omens they forebode when used in various sacrificial
rituals, behavioural tendencies and also sounds made by them as
dealt in some texts and are presented in suitable contexts.

Goats in Vedic Literature

Goats are mentioned as early as in the Vedic texts. They are termed
by the word ‘Aja’which has special significance in some hymns.
The PuruÀa S£kta of Îgveda [10.90.10] mentions that goats and
sheep were born from the Supreme Person. RV [9.26.8] mentions
that goats were harnessed to carts. Goat is employed as a draft animal
for P£Àa¸ in RV [6.55.4]–

{ÉÚ¹ÉhÉÆx´É +VÉÉ·É¨ÉÖ{ÉºiÉÉä¹ÉÉ¨É´ÉÉÊVÉxÉ¨ÉÂ*
Likewise he is said to be drawn in a chariot harnessed by goats

RV [6.55.6].

              +ÉVÉÉºÉ& {ÉÚ¹ÉhÉÆ ®úlÉä ´É½þxiÉÖ Ê¤É§ÉiÉ&*
The term ‘Aja’ also denotes the Sun that upholds heaven and

earth RV [I.67.3] –

+VÉÉä xÉ IÉÉÆ nùÉvÉÉ®ú {ÉÞÊlÉ´ÉÓ iÉºiÉ¨¦É tÉÆ ¨ÉxjÉäÊ¦É& ºÉiªÉè&*
In the Îgveda the term ‘Aja’ is also regarded as the unmanifested

source of all manifestation and equated with Agni Praj¡pati3. A minor
Vedic deity is a one-footed goat glorified along with Ahirbudhnya,
and others in the hymns RV [2.31.6] –

+Ê½þ¤ÉÖÇvxªÉÉä +VÉ BEò{ÉÉnÖùiÉ*
In the A¿vamedha sacrifice, goat is sacrificed to Lord P£Àa¸

before the horse RV [1.163.12]. Several varieties of goats are
mentioned in the hymns. RV [10.27.17] speaks of roasted ram (meÀa)
as a fertility charm. The castrated variety or ram is called [petva] as
in RV [7.18.17]. The hornless variety is called basta RV [1.161.13].
The Ma¸·£ka S£kta of RV [7.103.6] mentions a frog that has
sounded similar to the bleating of a goat (gom¡yureko
ajam¡yurekaÅ).

TheV¡jasaneyî SaÆhit¡ YV [3.43] has a hymn calling cows, goats
and sheep nearer to men.In context of the PuruÀamedha sacrifice,
the text YV [30.11], the quality of keenness (tejase ajap¡laÆ) has
been alluded to a goat herd. The YV [21.29] mentions a grey colored
he-goat to be sacrificed to the A¿vins by the Hot£. The association
of goats with Agni is also mentioned in YV [13.51]. The V¡jasaney¢
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SaÆhit¡ YV [19.89] includes the goat as one of animals led to the
sacrificial post during the A¿vamedha sacrifice. The Taittir¢ya
SaÆhit¡ TS [2.1.1-4] also mentions goats in association with Agni.
Goat’s hair (Ajaloma) is mentioned in use of a sacrificial ritual in TS
[5.1.6.2]. In the context of the A¿vamedha sacrifice, the text TS
[5.5.11-5.5.24] states that black goat is to offered to Agni, a white
ram to the Sun and a ram to Varu¸a. The goats and sheep are
symbolically stated to be born through Up¡Æ¿u and Antary¡ma cups
used in sacrificial rituals TS [6.5.10.1]. This must be taken in a
context similar to that in the PuruÀa S£kta of £gveda where in the
Devas are said to perform a sacrifice and goats are said to have
originated from the Supreme Person through sacrifice. The Taittir¢ya
SaÆhit¡ TS [7.3.14.1] states that goats originated from Agni and
Basta is the king of goats. Elsewhere it is stated that the she-goat
originated from Praj¡pati. The same myth is also supported by TS
[2.1.1.4-5]. Vedic texts also state that the testis of a goat was implanted
on Indra. The Taittir¢ya SaÆhit¡ [6.5.10.1] states that goats give
birth to two or three kids.

iÉº¨ÉÉuùÉè jÉÒxÉÂ +VÉÉ VÉxÉªÉÊiÉ*
The Maitr¡ya¸¢ SaÆhit¡ [3.10.2] states that the Gods immolated

man as a victim and the sap (medhas) went out of him and entered a
horse. When it was immolated, sap entered a cow which then departed
and entered a sheep. From sheep, the sap entered a goat. This indicates
a succession of organisms.The Pari¿iÀ¶as are texts compiled for
elaborating various subjects discussed in the Vedic Brahmana and
Sutra texts. Each Veda has got its own Pari¿iÀ¶a. Of these there are
eighteen Pari¿iÀ¶as ascribed to K¡ty¡yana belonging to the áukla
Yajurveda Pari¿iÀ¶a4 (SYP). The second Pari¿iÀ¶a of this text is titled
as‘Ch¡galakÀa¸a’ and comprises of eighteen K¡rik¡s. It has
elaborate details of characteristics of goats to be used in sacrifices.
These are briefly summarised in Tab.1. It further enumerates the list
of goats that are not to be used in sacrifices. These include those
having the color of parched grains, color of blossoms (PuÀpavar¸a),
those having a white head, those suffering from ear diseases, those
having white ears or bereft of ears, those that move like a tortoise, or
those which are bluish in color, or those with seven hooves or
deformations or short ears (these goats forebode poverty and death
of sons of sacrificer if used). It also adds that one should avoid in a
sacrifice a goat which is fully grown, white, with reduced virile power
and which drinks water with three limbs (mouth and two ears). A
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goat having three legs of the same color and the fourth of a different
color is termed as ‘Musala’ and forebodes sin to the family of the
sacrificer. The text also states that a goat should wholly be reddish
or optionally its red color may be mixed with one or two colors. A
fierce looking goat, a short goat and a female goat which miscarries
may be procured for sacrifice. The ‘Ch¡galakÀa¸a’ text also specifies
that a goat which is black or has a black front side or black legs can
be selected. A good goat is described by the text to possess long
legs, high shoulders, high head and six curls, less semen, big belly,
soft body with red ears and of color of blossoms. A goat of black
color in the sides with whitish legs is termed as ‘Vai¿rava¸a’.

Tab.1 Characteristics of goats as in ‘Ch¡galakÀa¸a’ of áukla
Yajurveda Pari¿iÀ¶a

The S¡maveda SaÆhit¡ (SV) [P£rv¡rcika, 4.2.7] also glorifies
the ram in its hymn as -

+Ê¦É iªÉÆ ¨Éä¹ÉÆ {ÉȪ û½ÚþiÉ¨ÉÞÎM¨ÉªÉÊ¨ÉxpÆù MÉÒÌ¦É¨ÉÇnùiÉÉ ´Éº´ÉÉä +hÉḈ É¨ÉÂ* ªÉºªÉ tÉ´ÉÉä xÉ
Ê´ÉSÉ®úÎxiÉ ¨ÉÉxÉÖ¹ÉÆ ¦ÉÖVÉä ¨ÉÊ½þ¹`öö¨ÉÊ¦É Ê´É|É¨ÉSÉÇiÉ**

“Make glad with songs that ram (meÀa) whom many men invoke
worthy of hymns of praise, Indra, the sea of wealth”.

This hymn is also quoted by the Îgveda RV [1.51.1] attributed
to sage Savya A´girasa which is commentated by S¡ya¸¡c¡rya. He
mentions that Indra came in the form of a ram to Medh¡tithi’s sacrifice
and drank Soma juice.

Rich information about goats is obtained in the Atharvaveda
SaÆhita(AV). The goat is said to have been born from the heat of

Types of Auspicious Goats Characteristics and their omens 

White faced and having a black neck Best one for sacrifice 

Having reddish horns of the length of 
four fingers (known as Pālaka) 

Worthy for sacrifice 

Has a white circle on the right side 
(Sarvārthaka) 

Fulfills all desires 

Black and white on the back (Vijaya) Leads to defeat of enemy 

Pannada type of goat That which has a masculine name 
and whose teeth are fallen out 
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Agni by which the Gods attained their Godhead AV [4.14.1]. The
goat is anointed by milk and ghee in a sacrificial ritual AV [4.14.6].
The text AV [5.21.5] states that goats and sheep run fearing the wolf.
A complete hymn to goats in the sacrificial ritual is given the text
AV [Paµcaud¡na Ajas£kta] by sage Bh¤gu. The hymn deals on
bringing in the goat to the sacrificial place, slaughtering and cooking
of a goat. The hymn AV [9.5.1] conducts the goat with a prayer to
step to the third firmament.

¨É½þÉxiªÉVÉÉä xÉÉEò¨ÉÉ Eò¨ÉiÉÉÆ iÉÞiÉÒªÉ¨ÉÂ*
There is a hymn to the slaughterer asking him to cut along the

skin with a dark metal, joint by joint with the knife and not being
hostile to him.

+xÉÖSUôt ¶ªÉÉ¨ÉäxÉ i´ÉSÉ¨ÉäiÉÉÆ Ê´É¶ÉºiÉªÉÇlÉÉ{É´ÉÇ%ÊºÉxÉÉ ¨ÉÉÊ¦É ¨ÉÆºlÉÉ&* ¨ÉÉÊ¦É nÖù½þ&
{É¯û¶É& Eò±{ÉªÉèxÉÆ iÉÞiÉÒªÉä xÉÉEäò +ÊvÉ Ê´É ¸ÉªÉèxÉ¨ÉÂ**-AV [9.5.4]

The goat is to be offered with five rice dishes (Paµcaud¡na) as in
AV [9.5.8] and such an offering is made so that it may ascend to the
world of well doing without difficulty AV [9.5.9]. The A´girasas
are said to know their world by this goat AV [9.5.16]. The cooked
goat having five rice dishes is said to set one in the heavenly world.

+VÉ& {ÉC´É& º´ÉMÉæ ±ÉÉäEäò nùvÉÉÊiÉ {É\SÉÉènùxÉÉä ÊxÉ@ñËiÉ ¤ÉÉvÉ¨ÉÉxÉ&*
- AV [9.5.18]

A similar reference to the cooked goat with the dishes is mentioned
in AV [9.5.37]. The AV [11.2.21] has a hymn in the Rudra S£kta
seeking him to roll forth his missile and smite progeny of mockers
for those being greedy for kine, men, goat and sheep. AV [9.5.7]
states -

+VÉÉä +ÎMxÉ®úVÉ¨ÉÖ VªÉÉäÊiÉ®úÉ½Öþ®úVÉÆ VÉÒ´ÉiÉÉ ¥ÉÀhÉä näùªÉ¨ÉÉ½Öþ&* +VÉºiÉ¨ÉÉÆºªÉ{É ½þÎxiÉ
nÚù®ú¨ÉÎº¨É±±ÉÉäEäò ¸ÉrùvÉÉxÉäxÉ nùkÉ&**

“The goat is Agni and is called light (Jyoti), they say that goat is
to be given by one living to a priest, the goat given in this world by
one having faith smites far away the darkness”. The text AV [9.5.9]
also mentions that the goat moves across difficult places.

+VÉÉä ®úÉä½þ ºÉÖEÞòiÉÉÆ ªÉjÉ ±ÉÉäEò& ¶É®ú¦ÉÉä xÉ SÉkÉÉä%ÊiÉ nÖùMÉÉÇhªÉä¹É&**
Similarly AV [8.8.25] states that certain herbs are known to goats

and sheep. The first six verses of the Paµcaud¡na Ajas£kta are quoted
by the Kau¿ika S£tra (KS) [64.6-16] in connection with bringing in,
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circumambulating Agni, slaughtering, sprinkling of waters on its feet
and cooking as well as offering it with five rice dishes.

The Br¡hma¸a texts mention goats being associated with Agni
and the sacrificial ritual. The legend of the Maitr¡ya¸¢ SaÆhit¡ (MS)
[3.10.2] mentioning that the Gods immolated man as a victim and
the sap (medhas) entering a list of animals including that of a goat is
also supported by the Aitareya Br¡hma¸a AB [2.8] as well as
áatapatha Br¡hma¸a (SB) [I.2.3-6]. The Ajak¡va is a sacrificial wood
vessel dedicated to Mitr¡-Varu¸a that has ornamentation similar to
the fleshy protuberance at the neck of a goat as stated in the áatapatha
Br¡hma¸a SB [4.1.5.19] –

+VÉÉMÉ±ÉºiÉxÉÉè +VÉEòÉ iÉuùiÉÂ +VÉÉMÉ±ÉºiÉxÉÉEòÉ®úEòÉ¹ ö̀öÉ ́ ÉªÉ´ÉªÉÖHÆò ̈ ÉèjÉÉ´É¯ûhÉOÉ½þºªÉ
Êuù]äṍ ÉiªÉºªÉ {ÉÉjÉÆ ¦É´ÉÊiÉ*

The áatapatha Br¡hma¸a states that Agni touched ‘Aja’and had
brilliance.

xÉÉä ½þ ´ÉÉ <nù̈ ÉOÉä%MxÉÉè ´ÉSÉÇ +ÉºÉ* ªÉÊnùnù̈ ÉÎº¨Éx´ÉSÉÇ& ºÉÉä%EòÉ¨ÉªÉiÉ* [4.5.4.3]

The use of goat hairs (Ajaloma) in sacrificial ritual is mentioned
in áatapatha Br¡hma¸a SB [6.4.4.22]. The PaµcaviÆ¿a Br¡hma¸a
PB [16.1.10] includes goats among donkeys and sheep. The
Jaimin¢ya Br¡hma¸a JB [1.68] also speaks of goats in context of
Stomas such as G¡yatri.

The Taittir¢ya Ëra¸yaka TA [4.3.3] mentions the use of milk of
she-goat in Pravargya rites. The ritual of cooking a goat with barley
grains and its consumption with regard to pacificatory rites in
connection with the Pit£medha rituals is also mentioned by the text
TA [6.10] with the flesh of goat being consumed with the hymn –

+VÉÉä%ºªÉVÉÉ%º¨ÉÉnùPÉÉ uäù¹ÉÉÊºÉ*
Ritual associations of the goat are elaborated more in the árauta

S£tras. The Ëpastambha árautas£tra ASS [25.4.10] also mentions
the use of goat’s milk. Interestingly the text ASS [10.29.4] mentions
that the sacrificer while holding the he-goat to be offered to Agni
and Soma should hold it by its right ear as the animal looks at Soma
being carried forth with the hymn ‘Namo Mitrasyeti’ -

+VÉäxÉÉMxÉÒ¹ÉÉä̈ ÉÒªÉähÉ EòhÉÇMÉÞ½þÒiÉäxÉ ªÉVÉ¨ÉÉxÉÉä ®úÉVÉÉxÉ¨ÉÉäÁ¨ÉÉxÉÆ |ÉiÉÒIÉiÉä xÉ¨ÉÉä Ê¨ÉjÉºªÉäÊiÉ**
Further the Ëpastambha árautas£tra Ap SS [10.29.5] mentions

the characteristics of such a he-goat used in the sacrifice. It must be
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red in color and may be with or without horns. It can be black or red
spotted, big, fat and bearded as –

±ÉÉä½þºiÉÚ{É®úÉä ¦É´ÉÊiÉ* +{ªÉiÉÚ{É®ú&* EÞò¹hÉºÉÉ®úRÂóMÉÉä ±ÉÉäÊ½þiÉºÉÉ®úRÂóMÉÉä ´ÉÉ* ºlÉÚ±É&
{ÉÒ´ÉÉ ¶¨É¸ÉÖhÉ&**

Several characteristics of goats can be found in context of various
sacrifices mentioned in the K¡ty¡yana árautas£tra5 KSS in context
of Agnichayana ritual. The Ukh¡ vessel is sprinkled with milk of the
she-goat KSS [16.4.23]. The ram and goat are immolated for sake
of Agni –

ÊSÉEòÒ¹ÉÇ̈ ÉÉhÉ =kÉ®úºªÉÉÆ ¡òÉ±MÉÖxªÉÉÆ {ÉÉèhÉÇ̈ ÉÉºÉäxÉä¹]Âõ´ÉÉ {É\SÉ {É¶ÉÚxÉÉ±É¦ÉiÉä%nùÊIÉhÉÉxÉÂ*
- KSS [16.1.5]

The black and the hornless goat is offered to Praj¡pati
(¿y¡mat£paro v¡ pr¡j¡patyaÅ as in KSS [16.1.33]) and a white
bearded goat to V¡yu (v¡yave v¡ niyutvate ¿vetalapsud¢ dve
dadhy¡t||) as in KSS [16.1.38]). In context of the Sautr¡ma¸¢ sacrifice
(especially on the fourth day) and the R¡jas£ya sacrifice the animals
to be offered include a reddish white he-goat to A¿vins, ewe with
teats and dewlap to Sarasvat¢and bull to IndraKSS [19.3.2-4] and
KSS[15.10.1] respectively–

+Ê·ÉxÉÉä%VÉÉävÉÚ©É&* ºÉÉ®úº´ÉiÉÉä ¨Éä¹É&* Bäxpù @ñ¹É¦É&**
In context ofA¿vamedha sacrifice, the text states that a horse,

hornless he-goat and Go-M£ga are tied to the central stake –

+ÎMxÉ¹`öäö%·ÉiÉÚ{É®úMÉÉä̈ ÉÞMÉÉÊzÉªÉÖxÉÊHò**-KSS [20.6.2]

This is followed by tying of twelve victims called Parya´gya (body
encircling) that are to be tied to different parts of the horse’s body
KSS [20.6.4] such as the black necked he-goat, an ewe, two black
he-goats, a dark grey he-goat, one white and one black goat, two
goats with shaggy hind thighs, one white, one barren and one dwarf.
Male goats are offered along with sacrificial cakes (Puro·a¿a) to
Agni and Soma in the AgniÀ¶oma sacrifice KSS [8.7.24-25]. A pair
of hornless he- goats are given as sacrificial fees (DakÀi¸¡) in
Agnicayana rite KSS [81.6.23]. The K¡ty¡yana árautas£tra also
mentions the use of several body parts of goats in sacrificial rituals.
The Adhvaryu is said to purify milk in a vessel of reeds by means of
a sieve made of hair of goat in the Sautr¡ma¸i rite KSS [19.2.12].
Likewise in theV¡japeya sacrifice, the sacrificer descends from the
post upon a Rukma placed on a skin of a goat.
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¯ûC¨É ºÉ¯ûC¨Éä ¤ÉºiÉSÉ¨ÉÇhªÉ´É®úÉä½þÊiÉ**-KSS [14.5.15]

The Adhvaryu spreads the skin, brings a seat of Udumbara
(Ficusracemosa) and makes the sacrificer sit on it. The L¡my¡yana
árautas£tra (LSS)[2.10.1] states that one must mentally meditate on
the horse, goats and sheep, rice and barley with a Stoma hymn. The
M¡nava árautas£tra (MSS) [Pr¡ksomabh¡ga, 1.8.5.10-27] also
mentions that the goat is to be offered to Indra and Agni. Similar
ritual uses of goats in sacrifice are mentioned in the á¡´kh¡yana
árautas£tra (SKSS) [15.1.21-23] –

ºÉ{iÉnù¶É |ÉÉVÉÉ{ÉiªÉÉ& ¶ªÉÉ¨ÉÉºiÉÚ{É®úÉ ±É{ºÉÖÊnùxÉ ={ÉÉ±É¨¦ªÉÉ& ºÉ´ÉxÉÒªÉÉxÉÉÆ iÉxjÉÆ
{ÉªÉÇÎMxÉEò®úhÉÉxiÉ¨ÉÂ*

The V¡dh£la árautas£tra VDSS [4.19.31] also elaborates on the
Ajamedha (offering of a goat).The Seventh Pra¿na of the Saty¡À¡·ha
árautas£tra (SDSS) describes the characteristics of goats that are to
be selected for the sacrifice.

BEò´ÉhÉÉæ Êuù´ÉhÉÇ¶SÉ ¤É½Öþ´ÉhÉêºiÉlÉè́ É SÉ* ®úÉäÊ½þiÉÉä ªÉºiÉÖ ´Éè UôÉMÉ& ºÉ ¹É¹`öö& EÖò±É¨ÉÖrù®äúiÉÂ**
ªÉºiÉÖ ·ÉäiÉ¨ÉÖJÉ¶UôÉMÉ& EÞò¹hÉOÉÒ´É& ÊºÉiÉÉänù®ú&* {É¶ÉÚxÉÉÆ SÉè́ É ̈ ÉÖJªÉ& ºªÉÉi{É¶ÉÖEòÉ¨ÉºiÉ¨ÉÉ±É¦ÉäiÉÂ**
¨ÉÎ\VÉ¹`öö´ÉhÉÇºÉÆEòÉ¶ÉÉä ªÉSUÞôRÂóMÉä SÉiÉÖ®úRÂóMÉÖ±Éä* ºÉ SUôÉMÉ& {ÉÉ±ÉEòÉä xÉÉ¨É ̈ É½þÉx{ÉÉ±ÉªÉiÉä vÉxÉ¨ÉÂ*
Ê´ÉEò]õÉä ´ÉÉ¨ÉxÉÉä ´Éä½þiºÉÉ½þ»ÉÉ& {É¶ÉÉ´ÉºjÉªÉ&** ºÉÉvÉªÉÎxiÉ ¨É½þÉªÉYÉÆ ¨É½þSSÉ ±É¦ÉiÉä ¡ò±É¨ÉÂ*
ªÉVÉä iÉÖ nùÊIÉhÉä {ÉÉ·Éæ ¨Éhb÷±ÉÆ ªÉºªÉ ´Éè ¦É´ÉiÉÂ** UôÉMÉ& ºÉ´ÉÉÇlÉÇEòÉä xÉÉ¨É ºÉ´ÉÇEòÉ¨É¡ò±É|Énù&*
·ÉäiÉÆ iÉÖ nùÊIÉhÉä {ÉÉ·Éæ ¦É´Éänù´Éè ªÉºªÉ ̈ Éhb÷±É¨ÉÂ** ºÉ SUôÉMÉÉä Ê´ÉVÉªÉÉä xÉÉ¨É +Ê¦ÉjÉnù¨ÉxÉ& º¨ÉÞiÉ&*
¹É]ÖõzÉiÉ& ¹Éb÷É´ÉiÉÇ& ºÉEÖòÊIÉ±ÉÉä̈ É¶ÉÉänù®ú&* ÎºxÉM´Éºi´ÉM±ÉÉä̈ É´ÉhÉÇ& ºªÉÉSUôÉMÉ& ºÉ´ÉÉÇlÉÇºÉÉvÉEò&**
±ÉÉä½þEòhÉÇ& {ÉÖ¹{ÉEòhÉÉæ ªÉºªÉ SÉèiÉnù´ÉªÉÆ ¦É´ÉäiÉÂ** ±ÉÉVÉÉEòhÉÇ̈ ÉEòhÉÈ ´ÉÉ ¶ÉÖh`ööEòhÉÈ iÉlÉè́ É SÉ*
iÉ±ÉºÉ{iÉ¶É¡ò´ªÉRÂóMÉ¶ÉÖh`ööÉEòhÉÇºiÉlÉè́ É SÉ** nùÉÊ®únùªÉÆ {ÉÖjÉxÉÉ¶ÉÆ SÉ ̈ É®úhÉÆ SÉè́ É iÉÉoù¶Éä*
BEò´ÉhÉÉÇºjÉªÉ& {ÉÉnùÉºiÉÖ®úÒªÉºiÉÆ ªÉnùÉ ¦É´ÉäiÉÂ** ºÉ SUôÉMÉÉä ¨ÉÖºÉ±ÉÉä xÉÉ¨É +vÉºiÉÉzÉªÉiÉä EÖò±É¨ÉÂ*
EòÉ±ÉÉ±É& EÞò¹hÉ{ÉÉ·ÉÇºiÉÖ ·ÉäiÉ{ÉÉnùÉè |ÉÊiÉÎ¹`ööiÉ&** UôÉMÉÉä ́ Éȩ̀ É´ÉhÉÉä xÉÉ¨ÉxÉ¨ÉÉMÉºªÉÉä{ÉÊiÉ¹`ööÊiÉ**

- SDSS [Pra¿na7, Pa¶ala 8]

The characteristics of goats outlined by the Saty¡À¡·ha
árautas£tra are similar in details to those furnished by the second
Pari¿iÀ¶a of the áukla Yajurveda Pari¿iÀ¶a (SYP) titled
as‘Ch¡galakÀa¸a’ and are as described before except that one gets
the names given to these goats along with the omens they forebode
when used in sacrifice. These have been already described in Tab.1
and are thus not repeated in the present context.

Similar to the K¡ty¡yana árautas£tra, the text of Vaikh¡nasa
árautas£tra VSS [17.11] mentions seventeen goats [Ajasaptada¿¡n]
as sacrificial fees. Goat’s milk is used in sacrificial rituals as in the
Bh¡radv¡ja árautas£tra (BSS)[11.4.11] and BSS [11.9.19]. It is also



51

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

used in the Pravargya rites (an ancillary and preliminary rite to
AgniÀ¶oma consisting of offerings to several deities) as stated in the
text. Bh¡radv¡ja árautas£tra BSS [14.4.7] prescribes goats, sheep
and other items given as sacrificial fees. The other Kalpas£tras also
have some valuable details of goats. The Bh¡radv¡ja Pit£medhas£tra
(BPS) [1.12.4-5] mentions that flesh of a goat is cooked with barley
grains and eaten after cremation rites.The Gobhila G£hyas£tra (GGS)
[3.1.9] refers to the offering of goat to the person who catches up the
hair during Ke¿¡nta rituals. A goat is to be offered as fee after the
study of Parvans of Agni as well as a ram for that of Indra [3.2.49].
The text mentions that a white goat is to be sacrificed in context of
building a house [4.7.28]. The Dr¡hy¡ya¸a G¤hyas£tra DGS (also
known as Kh¡dira G¤hyas£tra KGS) [2.5.5] states that goat is to be
given during the God¡narites. The Para¿ur¡ma Kalpas£tra (PKS)
mentions the goat as a vehicle of Agni in context of Ny¡sa in Archana
(worship) –

®úÉÆ +MxÉªÉä ¶ÉÊHò½þºiÉÉªÉ iÉäVÉÉä%ÊvÉ{ÉiÉªÉä +VÉ´ÉÉ½þxÉÉªÉ ºÉ{ÉÊ®ú´ÉÉ®úÉªÉ xÉ¨É&**
- PKS [6.14]

The Gautama Dharmas£tra6 [15.15] mentions the use of flesh of
a red goat in rites. It forbids the drinking of goat’s milk during the
first ten days after it has given birth [17.22-23] and also includes
animals without hair or with hair among forbidden food [17.28].
The VasiÀ¶ha Dharmas£tra7 [2.28] states that one may not sell
domestic animals with one hoof or those having fur. The text also
mentions that by killing a male-goat in ancient times the disease of
hunger came into origin. If one kills such a goat one had to perform
a penance for 98 days.

The Sm¤tis give several other aspects of goats with regards to
several rites. The Manusm¤ti (MSM)[11.68] forbids the slaughter of
goats, sheep along with other animals such as ass, horse, camel, deer
and elephant. The text [3.268-270] also refers to the offering of flesh
of a goat for the libation of the Manes on occasion of ár¡ddha rituals.
The á¡t¡tapasm¤ti SS [2.52] states that by killing a goat, one is born
with extra limbs. As expiation one must donate a she-goat covered
with cloth of variegated colors. Similar donation of a goat is also
given in SS[5.28]. The Atrism¤ti [295] states that milk of she-goat
should never be used in Havya and Kavya. The Y¡jµavalkyasm¤ti
(YVS) (Ac¡r¡dhy¡ya, D¡naprakara¸a) [I.261] states that offering
meat of black goat (Lauh¡miÀam) and meat of an old white goat
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(V¡rdhr¢¸asa) in ár¡ddha rite yields unending fruits. A goat should
be exhibited in ár¡ddha rites according to theViÀ¸u SaÆhit¡. The
male goat (ram) is regarded as the vehicle of Agni. The UpaniÀads
state that Medh¡tithi, a descendant of Ka¸va was carried to heaven
in the form of a ram by Indra. This is also echoed by the view that
Indra drank Soma juice assuming the form of a ram at Medh¡tithi’s
sacrifice as stated earlier in Îgveda RV [1.51.1].

Goats in Epic and Puranic Texts

V¡lm¢ki R¡m¡ya¸a (VR) also has several references to goats.
The B¡la K¡¸·a [49.6] of the text has Sage Vi¿v¡mitra stating to
Lord R¡ma that Agni appealed to the Manes (Pit£s) to take the
testicles of ram and offer it to Indra.

+ªÉÆ ¨Éä¹É& ºÉ´ÉÞ¹ÉhÉ& ¶ÉGòÉä Ê½þ +´ÉÞ¹ÉhÉ&* ¨Éä¹ÉºªÉ ´ÉÞ¹ÉhÉÉè MÉÞÁ ¶ÉGòÉªÉ +É¶ÉÖ
|ÉªÉSUôiÉ**

The Manes who had gathered to collect their share of offering
extricated the testes of ram and offered them to Indra. Owing to this
and efficacy of the ascetic power of Sage Gautama, Indra became
one with the testes of a goat as stated in the B¡la K¡¸·a [49.10].

<xpù& iÉÖ ̈ Éä¹É& ́ ÉÞ¹ÉhÉ& iÉnùÉ |É¦ÉÞÊiÉ ®úÉPÉ´É* MÉÉèiÉ¨ÉºªÉ |É¦ÉÉ´ÉäxÉ iÉ{ÉºÉÉ SÉ ̈ É½þÉi¨ÉxÉ&**
In the Ayodhya K¡¸·a [77.3], the text states that white goats and

sheep were given as gifts along with cows by Bharata during the
performance of the rites of twelfth day of ár¡ddha of king Da¿aratha.
Goat skins termed as Aj¡vika were used for shields and finger-guards
as mentioned in the Ayodhya K¡¸·a [87.23]. The same text narrates
the story of V¡t¡pi, a demon who used to assume the form of a ram
and tricked the sages of Da¸·ak¡ra¸ya. The text also speaks about
the Prave¸a species of goat Ëra¸ya K¡¸·a [43.36] as Lord R¡ma
exclaims the skin of this goat cannot be compared with that of
M¡r¢ca’s disguise –

xÉ Eònù±ÉÒ xÉ Ê|ÉªÉEòÒ xÉ |É´ÉähÉÒ xÉ SÉÉÊ´ÉEòÒ*
Mah¡bh¡rata (SM) also mentions the goat as a domestic animal.

The Vana Parva [226.19-20] states that goat skin was used for wearing
by those living in the forest. The same text Vana Parva [188.21]
mentions that in the Kaliyuga people will milk the goats and ewes
(Aja and E·aka) as cows will not be available. The Mah¡bh¡rata
also mentions that sixth face of Skandha called Vi¿¡kha is a goat’s
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face and hence named as ‘Ch¡gamukha’ [Vana Parva, 217.3] or
‘Ch¡gavaktra’ [Vana Parva, 217.11]. While narrating briefly the
story of R¡m¡ya¸a, the Mah¡bh¡rata [Vana Parva, 94.8] mentions
that the demon V¡t¡pi turned into a goat. Several Pur¡¸as mention
various aspects of goats. The Matsyapur¡¸a [15.32-33] states that if
sacrificial fire of an Ahit¡gni is not available either from churning or
borrowing, then it can be offered in the right ear of goat since it
belongs to Agni. The text [217.21-22] also specifies that roosters,
monkeys, goats and cows with calves were kept in horse stables for
their welfare. The K£rmapur¡¸a states that goats were created from
mouth of Praj¡pati. With regard to ár¡ddha rites the text states that
flesh of a goat gives satisfaction for six months to the Manes [2.20.40],
that of a ram for four months [2.20.40] and that of a red goat gives
satisfaction endlessly [2.20.43]. The text also states that a place
should be strewn with sesame seeds and goats should tread all over
the place thereby avoiding haunting evil spirits from the site [2.22.18].
The ViÀ¸upur¡¸a [1.5.46] states that goats where born from Brahma’s
mouth

iÉiÉ& º´ÉSUôxnùiÉÉä%xªÉÉÊxÉ ́ ÉªÉÉÆÊºÉ ́ ÉªÉºÉÉä%ºÉÞVÉiÉÂ* +´ÉªÉÉä ́ ÉIÉºÉ¶SÉGäò ̈ ÉÖJÉiÉÉä%VÉÉ&
ºÉ ºÉÞ¹]ṍ ÉÉxÉÂ**

The same text [2.6.19] also adds that one who rears cats, cocks,
goats, dogs, hogs or birds fall into hell indicating a taboo of keeping
certain animals. The áivapur¡¸a [Chap.42] mentions that as to how
DakÀa Praj¡pati’s head was severed by V¢rabhadra, the lieutenant
of Lord áivaafter the immolation of Devi Sat¢. The text further states
that Lord áiva replaced DakÀa’s head by the head of a goat and
Sage Bh¤gu’s beard with that of a goat’s beard. The Padmapur¡¸a
[S¤À¶i Kha¸·a, 26.105] mentions the term‘Ajagandha’(smelling of
goats) and states that it is also one of the names of Lord áivaas
mentioned in the conversation between Sage Pulastya and R¡maas
stated in the text [S¤À¶i Kha¸·a, 28.154] –

+VÉMÉxvÉÆ SÉ näù́ Éä¶ÉÆ näù́ Énäù́ ÉÆ Ê{ÉxÉÉÊEòxÉ¨ÉÂ**
The Padmapur¡¸a [183.10–24] also has an episode of a goat

narrating its previous life. Such incidents of J¡tismara¸a among
animals are mentioned in ancient literature.The V¡manapur¡¸a
[95.42] states that goat and sheep are to be donated to please Lord
Ke¿ava. The Agnipur¡¸a [283.6-7] mentions about a rite of boiling
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several ingredients in goat’s milk for treating diseases of worms in
intestines in children. Goat’s milk is also used to treat horses suffering
from passage of blood in urine [289.21-22], to prepare a collyrium
to subjugate people [123.28] as well as to treat abdominal dropsy in
men. In describing the birth rites for children (B¡l¡digrahaharab¡lat-
antram) the text [299.5] states that goat’s urine (Ajâmûtra) should
used to wash the body of the child. A seat made of goat’s skin termed
as ‘Aj¡sana’is mentioned in the text. Agnipur¡¸a [156.10] states
that a goat’s skin is very holy so as to be used as a Brahmac¡rin.
The Agnipur¡¸a [231.12] strangely mentions that goats and sheep
are both wild and domestic in nature.It further adds that the
performance of Rudra Homa with libarations of sacrificial porridge
or clarified butter arrests spread of plague or epidemics among goats
and sheep. The BhaviÀyapur¡¸a (BVP) [Madhyama Kh¡¸·a,10.79-
80] mentions that peacock feathers and seven hairs of a goat are to
be soaked in castor oil and burned in a grain store at evening time to
avoid pests like rats. The V¡yupur¡¸a [1.9.42] states that goats and
sheep are rural domestic animals born of the creator’s mouth. They
are useful in sacrificial rites [1.59.16]. Goat’s milk is considered
taboo for ár¡ddha rites [2.16.17] but it is stated that goat’s flesh
gives satisfaction to the Manes for a period of seven months. The
V¡yupur¡¸a also states that at the end of Kaliyuga people will keep
Aja (goat), E·aka (ewe), Khara (Ass) and UÀ¶ra (camel) as
petssimilarly to that mentioned by the Mah¡bh¡rata [Vana Parva
188.21]. TheViÀ¸udharmottarapur¡¸a [1.112.21] states that Ajad¤À¶i
(having goats like eyes) is name of one of founders of family of
A´girasas. This is supported by the similar view of the Atharvaveda
Paµcaudana S£kta as stated earlier. A similar association of the goat
with the family of A´girasas is also seen in one of the hymns by
Sage Savya A´girasa in the S¡maveda SaÆhit¡ [P£rv¡rcika, 4.2.7]
as well as Îgveda RV [1.51.1].

Goats in Post-Vedic Texts

Some interesting details of characteristics of goats are mentioned
in some Post-Vedic texts. Male goats are identified as Aja, Ch¡ga
and Basta and female goats as Aja or Ch¡gi according to Amarako¿a.

The Su¿ruta SaÆhit¡ [S£trasth¡na 45.51] says that goat’s milk
is constipative, appetizing and useful in all diseases. The curd
alleviates all doÀas. Its flesh is not very cold, heavy, unctuous, slightly
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increases kapha and pitta, slimy in nature and beneficial in dry cough
and tuberculosis [S£trasth¡na, 46.87]. The skin and hair are used
for fumigation [Uttarasth¡na, Am¡nuÀopasargapratiÀedha, 60.38].
The liver and spleen of a goat are useful for night blindness, eye
diseases [Uttarasth¡na, 17.26]. The Su¿ruta SaÆhit¡ also mentions
goat ghee [Ajasarpi –Chikits¡ Sth¡na, 2.33], urine [Ajam£tra–
S£trasth¡na, 45.223] and blood [Ajarakta- Chikits¡ Sth¡na, 38.86].
Goat hairs (Ajaroma) are used along with hairs of camel and sheep
in fumigation of child troubled by spirits [Uttarasth¡na,
SkandhagrahapratiÀedha, 28.6]. The faces (Ajasak£t) is used to treat
disorders like Raktapitta [Uttarasth¡na, 45.28].

Similar efficacies of the milk, curd and dung are mentioned by
the Charaka SaÆhita [S£trasth¡na, 25.40]. It also states that meat
juice is useful in curing tuberculosis. Several Ëyurveda Nigha¸¶us
give the properties of goat products that are not dealt in the present
context. The R¡janigha¸¶u (RN) [19.46-47] also mentions the
characteristics of ‘Aja’, ‘Ch¡ga’ and ‘MeÀa’ stating that goats of
different places have different characteristics indicating that ancient
Indians were aware of the species variations –

¨Éä¹ÉÉä ¦Éäb÷Éä ½Öþb÷Éä ¨ÉähfÅø&>ðhÉÉÇªÉȪ û®úhÉºiÉlÉÉ* Bb÷Eò& ¶ÉÞÎRÂóMÉhÉÉä%Ê´É& ºªÉÉnÖù§ÉÉä ®úÉä̈ É¶ÉÉä
£É±ÉÒ** xÉÉxÉÉnäù¶ÉÊ´É¶Éä¹ÉähÉ ¨Éä¹ÉÉ xÉÉxÉÉÊ´ÉvÉÉ +¨ÉÒ**

The B¤hatsaÆhit¡ (BS) of Var¡hamihira also gives the
characteristics of goats. The text states that for increasing yields of
flower and fruits of trees, creepers and shrubs they should be
sprinkled with mixture of powder of dung of goats (Aja¿ak¤tch£r¸a)
and sheep along with other ingredients in suitable measures as stated
BS [LV.17]. The text also speaks of a type of glue known as
‘Vajratala’in which one of the ingredients of its composition are
horns of goat (AjaviÀ¡¸a) BS [LVII.7]. The B¤hatsaÆhit¡ BS [LXV]
gives the characteristics of auspicious and inauspicious types of goats
as –

UôÉMÉ¶ÉÖ¦É±ÉIÉhÉ¨ÉÊ¦ÉvÉÉºªÉä xÉ´Énù¶ÉÉ¹]õnùxiÉÉºiÉä* vÉxªÉÉ& ºlÉÉ{ªÉÉ ´Éä¶¨ÉÊxÉ ,xiªÉÉVªÉÉ&
ºÉ{iÉnùxiÉÉ ªÉä** nùÊIÉhÉ{ÉÉ·Éæ ¨Éhb÷̈ ÉÊºÉiÉÆ ¶ÉÖC±ÉºªÉ ¶ÉÖ¦É¡ò±ÉÆ ¦É´ÉÊiÉ*

“I shall now expound the auspicious and inauspicious signs of
goats. Those that have nine, ten or eight teeth bring good luck and
should be kept at home. Those that have seven teeth must be
abandoned’. The dewlap that hangs from neck of goats is termed
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‘Ma¸i’ and those having two or three are considered exceedingly
auspicious”.

Quoting from a work titled ‘Vaidyaka Tantra’it states –

ºiÉxÉ´Énù́ É±É¨¤ÉiÉä ªÉ& Eòh`öäö%VÉÉxÉÉÆ ¨ÉÊhÉ& ºÉ Ê´ÉYÉäªÉ&* BEò¨ÉÊhÉ& ¶ÉÖ¦É¡ò±ÉEÞòrùxªÉiÉ¨ÉÉ
ÊuùÊjÉ¨ÉhÉªÉÉä ªÉä**

“The thing that hangs like a breast from the neck of goats is
termed ‘Ma¸iÅ’. Those having one ‘Ma¸iÅ’are of good augury
while those having two or three are exceedingly auspicious.”

Quoting Sage Garga’s views, the text mentions four classes of
goats as discussed further BS [LXV.4-7]–

EÖò]Âõ]õEò& EÖòÊ]õ±É¶SÉè́ É VÉÊ]õ±ÉÉä ́ ÉÉ¨ÉxÉºiÉlÉÉ* iÉä SÉi´ÉÉ®ú& Ê¸ÉªÉ& {ÉÖjÉÉä xÉÉ±ÉI¨ÉÒEäò ́ ÉºÉÎxiÉ
´Éè**

It also mentions that according to Sage Garga, a goat with bluish
(dark) hair on the head and dark feet or one with white forepart and
bluish hind-part brings good luck to the owner. The text also quotes
Sage Vy¡sa’s views on the characteristics of goats. The four classes
of goats are the sons of the Goddess of wealth that do not dwell in a
poverty stricken place BS [LXV.9].

Regarding inauspicious goats, the text BS [LXV.10] states –

+lÉÉ |É¶ÉºiÉÉ& JÉ®úiÉÖ±ªÉxÉÉnùÉ& |ÉnùÒ{iÉ{ÉÖSUôÉ& EÖòxÉJÉÉ Ê´É´ÉhÉÉÇ&* ÊxÉEÞòiÉEòhÉÉÇ Êu{É¨ÉºiÉEòÉ¶SÉ
¦É´ÉÎxiÉ ªÉä SÉÉÊºÉiÉiÉÉ±ÉÖÊVÉ¼´ÉÉ&**

“Goats that bleat like donkeys, have crooked or erect tails, mis-
shapen nails, cut ears, heads shaped like those of an elephant and
having a dark palate and tongue are considered to be inauspicious.”

Regarding characteristics of horns the text states –

¨ÉÖhb÷É& ºÉ´Éæ ¶ÉÖ¦ÉnùÉ& ºÉ´ÉÇÊºÉiÉÉ& ºÉ´ÉÇEÞò¹hÉnäù½þÉ¶SÉ* +vÉÉÇÊºÉiÉÉ& ÊºÉiÉÉvÉÉÇ vÉxªÉÉ&
EòÊ{É±ÉÉvÉÇEÞò¹hÉÉ¶SÉ**

“All goats that have no horns,that are completely white or black
or are half-white or half- dark or half-brown and half-black are
auspicious and bring good luck” as stated in the text BS [LXV.4].
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CHARACTERISTICS OF THE FOUR CLASSES OF GOATS
ACCORDING TO BÎHATSAMHITË BS [LXV.4-7]

It is interesting to note that Var¡hamihira also mentions the
V¡mana goat as stated by the Saty¡À¡·ha árautas£tra. Kau¶ilya’s
Artha¿¡stra KA [13.4] makes interesting observations about goats
stating that goat-dung was mixed with chemicals to make
inflammable balls while storming a fort. It includes goat in cattle
group along with cow, buffalo, ass and camel KA [2.6]. It further
states that the quantity of ghee from goat’s milk was more than cow’s
milk KA [2.29]. Goat’s wool had to be removed half-yearly also as
stated in KA [2.29]. The anthology ‘S¡r´gadharapaddhati’ (BSGP)
[3114] while describing characteristics of men [PuruÀalakÀa¸a]
alludes to a person having smell of a goat (Ajagandhika) and also
possessing penis like goat (Ajali´ga). The M¡ta´gal¢l¡8 of
N¢laka¸¶ha, a text on elephant-lore prescribes a subjugation ointment
consisting of several herbs along with hair, hoofs and urine of goats
for elephants [X.10]. The K¤Ài Par¡¿ara9 (KP)[91], a text on agriculture
states that tying goats in the cow-shed leads to destruction of cattle –

EÞòi´ÉÉ MÉÉäxÉÉ¶É¨ÉÉ{xÉÉäÊiÉ iÉjÉÉVÉ¤ÉxvÉxÉÉnÂù wÉÖ́ É¨ÉÂ**

This is in contrast to tying of a goat in a horse stable as stated in
the Matsya Pur¡¸a [217.21-22]. The‘M¡nasoll¡sa’10 (MAN), an
encyclopaedic text of the western Ch¡lukyan king Some¿vara III in
the chapter titled ‘MeÀa Yuddhavinoda’ describing ram fights outlines
the characteristics of goats and rams. It states that a ram born with a
head turned away is never defeated.

{É®úÉRÂó¨ÉÖJÉÉä ªÉ =i{ÉzÉÉä ªÉÖräù xÉ ºÉ {É®úÉÊVÉiÉ&*

A ram with a black head is brave. It also states there are 3 kinds of
rams- Cholik¡, Ja¶ila and áo¸avar¸a. A Cholik¡ram has eyebrows,

Classes of 
goats 

Characteristics 

Ku¶¶aka  Marches in front of the flock, plunges first in water. Has a 
white head or six dark specks on the head. 

Ku¶ila  Has a spotted neck or head, with colour of pounded 
Sesamum(white and yellow), red eyes, dark or white feet 

Ja¶ila  White goat with dark testicles, dark band in middle. Walks 
slowly with a jingling sound. 

V¡mana That which is short   
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feet, belly, tail, ears and mouth black in color. A special ram named
as Uts¡hacholik¡ has the above mentioned parts of the body being
white in color instead of black. the Ja¶ila ram has big fat hairs in the
neck and breast, soft, dense and smooth hairs of any color on its
body. A áo¸avar¸a ram is red colored with fat horns with small and
sharp hairs throughout the body.

¦ÉÖ́ ÉÉè {ÉÉnùÉ¶SÉ VÉ`öö®Æú {ÉÖSUô¨ÉÉºªÉÆ ¸ÉÖÊiÉuùªÉ¨ÉÂ** <ÊiÉ ªÉºªÉ ¦É´ÉäiEÞò¹hÉÆ SÉÉäÊ±ÉEò& ºÉ =nùÉ¾þiÉ&*
BiÉè®äú´É ¦É´ÉäSUÂô´ÉäiÉè& EÞò¹hÉ¶SÉÉäiºÉÉ½þSÉÉä±ÉÉäEòÉ&* ®úÉä̈ ÉÉÊhÉ ºlÉÚ±ÉnùÒPÉÉÇÊhÉ iÉä¹ÉÉÆ Eòh`öäö ºiÉxÉä iÉlÉÉ*
ªÉäxÉ EäòxÉÉÊ{É ́ ÉhÉæxÉ ªÉºÉÉähÉÉÇ ºÉ´ÉÇMÉÉjÉVÉÉ* ̈ ÉÞnÖù±ÉÉ MÉÖÎ¨¡òiÉÉ ¶±ÉIhÉÉ VÉÊ]õ±É& ºÉ |ÉEòÒÌiÉiÉ&*
¤ÉxvÉÖ®ú& ºEòxvÉnäù¶Éä iÉÖ ºlÉÚ±É ºÉRÂóMÉiÉ¶ÉÞRÂóMÉEò&* ¿º´ÉÉÊhÉ ºlÉÚ±É®úÉä̈ ÉÉÊhÉ ºÉ´ÉÉÇRÂóMÉÒhÉÉÊxÉ ªÉºªÉ

   iÉÖ ±ÉÉäÊ½þiÉÉä ªÉ¶SÉ ´ÉhÉæxÉ ¶ÉÉähÉ& ºÉ {ÉÊ®úEòÒÌiÉiÉ&**[ViÆ¿ati IV.8.1239 – 1244]

The áivatattvaratn¡kara (STR) of Keladi Basavaraja also has the
characteristics of auspicious and inauspicious goats. These
characteristics are almost identical to those discussed by B¤hatsaÆhit¡
[LXV] of Var¡hamihira.

UôÉMÉ¶ÉÖ¦ÉÉ¶ÉÖ¦É±ÉIÉhÉ¨ÉÊ¦ÉvÉÉºªÉä xÉ´Énù¶ÉÉ¹]õnùxiÉÉºiÉä* vÉxªÉÉ& ºlÉÉ{ªÉÉ ́ Éä¶¨ÉÊxÉ ºÉxiªÉÉVªÉÉ& ºÉ{iÉnùxiÉÉ ªÉä
ºiÉxÉ <´É MÉ±Éä ±É¨{ÉiÉä ªÉ¶UôÉMÉÉxÉÉÆ ̈ ÉÊhÉ& ºÉ Ê´ÉYÉäªÉ&* BEò¨ÉÊhÉ¶¶ÉÖ¦É¡ò±ÉEÞòrùÒxÉ¡ò±ÉÉ ÊuùjÉ¨ÉhÉªÉÉä
ªÉä** {ÉÖhbÅ÷ÉººÉ´Éæ ¶ÉÖ¦ÉnùÉ& ºÉ´ÉÇÊºÉiÉÉ& ºÉ´ÉÇEÞò¹hÉnäù½þÉ¶SÉ*
+vÉÉÇÊºÉiÉÉ& ÊºÉiÉÉvÉÉÇ vÉxªÉÉ& EòÊ{É±ÉÉvÉÇEÞò¹hÉ¶SÉ** [Kallola 8, IV. 74 – 76]

Regarding inauspicious goats it states –

- +lÉÉ |É¶ÉºiÉÉ& JÉ®úiÉÖ±ªÉxÉÉnùÉ& |ÉnùÒ{iÉ{ÉÖSUôÉ& EÖòxÉJÉÉ Ê´É´ÉhÉÉÇ&* ÊxÉEÞòiiÉEòhÉÉÇ Êu{É¨ÉºiÉEòÉ¶SÉ
¦É´ÉÎxiÉ ªÉä SÉÉÊºÉiÉiÉÉ±ÉÖÊVÉ¼´ÉÉ&ù[8.4.81 ]

The Lokopak¡ra11 (LK) of Ch¡vu¸·ar¡ya, an encyclopaedic work
[1015 – 1042 A.D] gives the characteristics of an auspicious goat
[XI.36]. Another medieval encyclopaedia titled the Yuktikalpataru
(YP) of king Bhoja also gives the characteristics of goats. Quoting
form sage Bh¡radv¡ja’s Valiprakara¸a,’ probably a lost text, it states
the characteristics of an auspicious goat. Goats that are black
completely are stated to belong to Deva class bring about wealth,
those of yellowish or greenish (probably dark) belong to class of
men (Nara) while those that are white are auspicious. Those that are
deluded, look dull are suited to be killed and give no other fruits.

ªÉä EÞò¹hÉÉ& ¶ÉÖSªÉ¶SUôÉMÉÉ& {É¶É´ÉÉää%xªÉä iÉlÉè́ É SÉ* näù´ÉVÉÉÊiÉÊ¦É¯ûiºÉÞVªÉÉºiÉä ºÉ´´ÉÇlÉÉæ{ÉÊºÉrùªÉä**
ªÉä {ÉÒiÉÉ½þÊ®úiÉÉ ´ÉÉÊ{É xÉ®úVÉÉÊiÉ¯ûnùÒÊ®úiÉÉ&* ªÉä ¶ÉÖC±ÉÉ¶SÉ ¨É½þÉxiÉÉä ´ÉÉ ®úIÉÉäVÉÉiÉä& ¶ÉÖ¦É|ÉnùÉ&**
ªÉä ¨ÉÉä½þnùlÉ´ÉYÉÉxÉÉuùÊ±É¨ÉxªÉÆ |ÉªÉSUôÊiÉ* ´ÉvÉ B´É ¡ò±ÉÆ iÉºªÉ xÉÉxªÉiÉÂ ÊEòÎ\SÉiÉÂ ¡ò±ÉÆ ¦É´ÉäiÉÂ**

- [Chp.112.9-12]
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Regarding the omens of goats, the Basantar¡ja áakuna (BSK)
[XIV.15] under ChatuÀp¡da Prakara¸a says it is auspicious to see a
male and female goat together. The sounds of goat are considered
auspicious when one proceeds on a pilgrimage. Those that make
sound in the midnight are good to the owner. The M¤gapakÀi¿¡stra
(MPS) of Jain author Hamsadeva dated to 13th c. A.D mentions four
varieties of goats. Their features are as tabulated in Tab. 2 although
it may seem to be synonyms for goats in grammatical texts.

Several ancient Indian culinary texts discuss various properties
of the milk, ghee, meat and other products of goats. Among them
the Bhojanakut£hala of Raghun¡tha S£ri, states that meat of goat is
heavy to digest, unctuous and not cooling. It is sweet and does not
vitiate doÀas [M¡Æsaprakara¸a]. It also states that goat’s milk is
superior to cow’s milk in its properties. In this regard, the text deals
on milk properties based on the characteristics of the goats in the
section titled ‘KÀ¢raprakara¸am’ stating –

ºlÉÚ±ÉÉVÉnÖùMvÉÆ +ÎClÉiÉÆ {ÉªÉÉäYÉè& ºÉÚI¨ÉÉVÉnÖùMvÉÆ Îi´É½þ ÊEòÎ\SÉnÂùxÉ¨ÉÂ**

Milk of stout goats is whole some for those that are T¢kÀ¸¡gni.
Milk of thin goats is inferior to the former. Curds derived from milk
of goats alleviate Kapha and V¡ta and assist in digestion [Section on
Dadhiprakara¸am]. Butter extracted from the milk of a goat is light,
sweet and treats the vitiation of doÀas being healthy for eyes [Section
on Navan¢taprakara¸am]. Ghee derived from goat’s milk is healthy
for eyes and stimulates digestive fire.

TAB.2 CHARACTERISTICS OF THE FOUR CLASSES OF
GOATS ACCORDING TO MÎGAPAKâIáËSTRA (MPS)

Aja (Markhor) Are white in color and avaricious to eat always. They
have hanging testicles and thin long horns, strong legs,
fat belly and can climb trees and ascend mountains.

Ch¡ga Are red in color, possess good body smell, rarely get
(Himalayan Tahr) provoked, thin horns, scared of drum beats, take little

food, desire to sleep under shade of trees.

MeÀa (Nilgiri Tahr) Are black in color, thin body, swift gait, become absent-
minded in deep sorrow, scared of muddy land, their cries are

                                    long and loud, they walk slowly and also in thorny places, are lazy
and sleepy.

V¤À¸i (Wild goat) Are smoky or brown in color, have two short black horns, fat belly,
color of sides, neck and face different from main body, walk
slowly, have less sex urge, loose temper when they are hungry.
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The ‘KÀemakut£halam’ of KÀema¿arma, another culinary text
of the 16th c. A.D. also states that as goats have bodily constituents
similar to humans, the meat is appropriate for enhancing human
bodily constituents –

ªÉÉoù¶ÉÉ vÉÉiÉªÉÉä xÉÞhÉÉÆ +VÉÉxÉÉ¨ÉÊ{É iÉÉoù¶ÉÉ&* +iÉÉä vÉÉiÉÖÊ´É´ÉÞvªÉÇlÉÇ̈ ÉÉVÉÆ ̈ ÉÉÆºÉÆ |É¶ÉºªÉiÉä**

- ‘KÀemakut£halam’[6.81]

In discussing various meat preparations of goats, the text has some
interesting notes on the characteristics such as meat of she-goat that
has not yet given birth to its young [6.84], that of a goat whose
testicles are removed with a lance or trident (á£la) [6.88], meat of a
fatty lamb (Aj¡suta) that is the youth stage [6.86].

Several breeds of goats were known in the Mughal period as
evident from paintings by artist Mansur dated to the 17th c. A. D. The
Markhor breed along with five different breeds has been depicted in
a painting housed in the Collection of M. Demotte, Paris12. Himalayan
goats had white hairs and kept by nomads. The short-haired Barbari
goats had erect horns while the Surti goats had small whitish legs.
The Mughal emperor Jahangir in his Memoirs makes interesting
observations of mountain goats and their weight. He also mentions
that he had heard from hunters that a special worm develops in the
horns of the mountain ram and this causes an irritation which induces
the ram to fight with his hind. If he finds no rival he strikes his head
against a tree or rock to allay the irritation13. There exist several
indigenous breeds of goats such as J¡mn¡pari, B¢tal, Baluci, Cutci
K¡¿m¢ri, Barbari, Kamorias well as their characteristics as
documented in modern literature14.

Scientific Discussion of the Observations

The description of goats in ancient Indian literature also has some
features that are scientifically treated in some texts. These features
include the classification, physical features dealing on number of
teeth, color of body, limbs, eyes, ears and horns, their odour, mating
season, behavior attributes and qualities of their products for various
purposes. Interestingly one finds the classification of such goats based
on auspicious and inauspicious characters as in the Vedic texts like
the áukla Yajurveda Pari¿iÀ¶a, Saty¡À¡·ha árautas£tra, Ëpastamba
árautas£tra and K¡ty¡yana árautas£tra. Although one may not find
specific sections devoted to classification, these are mentioned in
context of various sacrificial rituals as discussed earlier. The áukla
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Yajurveda Pari¿iÀ¶a, however gives physical features of goats that
are found in the other texts as mentioned above. The Saty¡À¡·ha
árautas£tra also presents similar physical features of goats that are
also found in the B¤hatsaÆhit¡ of Var¡hamihira. Properties of goat
products are dealt in the Vedic texts as well as Ëyurvedic  and culinary
texts. Some of these properties are yet to be tested. The
M¤gapak¿i¿¡stra of Hamsadeva presents the information about goats
more scientifically with regard to their physical features and
behavioural attributes. It is interesting to note that Hamsadeva makes
observations regarding their behaviour such as fear, anger, sorrow
and so on as found in the description of goats. Such features are rare
in earlier texts. He also gives some descriptions of the knowledge of
their pregnancy period, stages of life and age that are also found
indirectly in the descriptions of goats in áukla Yajurveda Pari¿iÀ¶a
and other Vedic texts that mention about miscarriage in goats as well
as those with deformities. Although description of goat diseases is
found in ancient Indian literature, a knowledge of some diseases is
found in the áukla Yajurveda Pari¿iÀ¶a as it mentions that those
suffering from ear diseases, those with deformed ears and limbs,
those with reduced virile power or extra portions (such as seven
hooves) are to be avoided for sacrificial rituals. Thus one finds a
scientific approach to these observations of goats.

Conclusions

Goats have been domesticated and used from ancient times. Goats
are content with sparse food, eat aromatic herbs that are despised by
other ruminants and also furnish more milk than sheep. Goats have
served mankind in various ways for a longer period of history. Vedic
and Post-Vedic treatises are rich in the descriptions of various
characteristics of goats that must be researched in the Modern context
so as to compare them with existing several breeds of goats. The
above discussion outlines various observations made regarding the
characteristics of goats such as their physical features dealing on
color of body, features of their body parts, mating season, behavior
attributes and qualities of their products. Several ancient Indian
medical treatises also have highly spoken of the efficacy of goat and
its products. Although several studies on the properties of goats from
the point of their growth, meat production, lactational performance,
birth and physic-chemical properties of their products have been
reported in modern literature15, studies on the properties of goat
products used for various purposes in ancient Indian texts is yet to
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be documented from untapped ancient texts and researched on a
grander scale. These studies will help in supporting these observations.
Goat pastoral cultures have been rich in the Deccan plateau tending
herds of goats along with dogs to protect them. The indigenous
knowledge of such cultures as well as tribal folk medicines for treating
goat diseases also needs to be documented and studied so that a
comparative study of this knowledge can be verified with that in
ancient Indian literature.
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Dr. Jeena George

The Rasa is the most important element in K¡vya. Indian dramatists
give  importance in delineating rasas through dramas. Main sentiments
in n¡¶aka must be heroic or erotic, but all the sentiments may be
delineated as secondary.

The principal sentiment in Ratnaked£daya is s¤´g¡ra and  others
are secondary. The s£tradh¡ra praises the s¤´g¡ra rasa as rasottara,
in his introduction. According to him s¤´g¡ra excels all other rasas.
It is equal to the enjoyment of the blissful state of the supreme
Brahm¡nanda. The dramatist himself expresses his preference to that
sentiment as is evident from the verse in the beginning of the drama.1

ªÉºªÉÉºÉÊHò¨ÉxÉxªÉVÉÉä%Ê{É  ¦ÉMÉ´ÉÉxÉäiªÉ º´ÉªÉÆ nùÒ´ªÉiÉä
ºÉä́ ÉxiÉä ªÉ¨ÉxÉÉ®úiÉÆ SÉ ºÉÖoù¶É& ºÉxiªÉHò´ÉätÉxiÉ®úÉ&*
ªÉÆ ¥ÉÀÉxÉÖ¦É´É|É¨ÉÉänù±É½þ®úÒºÉvªÉ¶SÉ¨ÉÉSÉIÉiÉä
ºÉÉä%ªÉÆ ºÉ´ÉÇºÉÉÊiÉ¦ÉÚÌ´ÉVÉªÉiÉä ̧ ÉÞRÂóMÉÉ®ú BEòÉä ®úºÉ&**

The s¤´g¡ra sentiment is of two kinds – love in union and love
in seperation.2  Bharata has mentioned ten conditions of the persons
separated from beloved ones.3

B¡lakavi is at his best while delineating the mutual love of the
Hero and Heroine. In the first act, the seed of love germinates the
hero and heroine, see each other in the citrama¸·apa,  in the  temple
of Sarvasiddhikari. Then they undergo pangs of love. This type of
Vipra½ambha s¤´g¡ra is known as P£rvar¡ga, which has ten types.
It steadily grows in intensity. Hero expresses his anguish, his five
sense organs are clamouring for to enjoy her.4

TREATMENT OF RASA IN RATNAKETÍDAYA



66

N

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

¨ÉÖMvÉÉRÂóMÉÒ¨ÉvÉÖ®úÉvÉ®úÉÆ ̈ ÉÞnÖùÊMÉ®Æú SÉÉ¨{ÉäªÉMÉxvÉÉxÉxÉÉ-
¨ÉºiÉÉäEòºiÉ®úÉEòÉä®úEòuùªÉ¦É®úºiÉÉäEòÉ´ÉxÉ©ÉÉEÞòÊiÉ¨ÉÂ*
iÉÉ¨ÉÉÊSÉÊIÉ¹ÉiÉä Ê´É´ÉÉºÉÊiÉ ¨ÉÖ½Öþ& ¶ÉÖ̧ ÉÚ¹ÉiÉä ËEò ´ÉnùÉ-
¨ªÉÉÊVÉQÉÉºÉÊiÉ SÉÉÊ±ÉÊ±ÉRÂóMÉ¹ÉÊiÉ ¨Éä ½þÉ ½þxiÉ {É\SÉäÎxpùªÉÒ**

Here the Vipralambha s¤¸g¡ra as it first stage - Abhil¡Àa. The
¡lambanavibh¡va is the hero.  The Udd¢panavibh¡vas are the various
beautiful objects he sees around him such as the moon, cooing of
the cuckoo etc.. The anubh¡va is the desire of his recollection of his
beloved.

L¢l¡vat¢ is also comes to the same stage of  Abhil¡Àa is evident
from the verse described by her maid.5

ºÉxiÉÉ{ÉÆ VÉxÉªÉÎxiÉ SÉxpùÊEò®úhÉÉnùÉ´ÉÉä{É¨ÉÆ SÉxnùxÉÆ
¤ÉÉhÉÉätÉxÉÊxÉEÖò\VÉEäò ÊxÉ´ÉºÉÊiÉººÉVªÉrùÉ®úÉMÉÞ½äþ*
¶ÉªªÉÉ {ÉÖ¹{É¨ÉªÉÒ ÊxÉ¶ÉÉºÉ½þSÉ®úÒ ÊxÉpùÉ|ÉÊ´ÉpùÉÊ´ÉhÉ&
ºÉ¨¨ÉÚSUÇôÎxiÉ ºÉÖ̈ Éxnù́ ÉÉiÉºÉÉè½þÉnÇùVÉ±ÉÉnùÉÇÊxÉ±ÉÉ&**

The ¡lambanavibh¡va is the heroine. The udd¢panavibh¡vas are
the moon, the gentle breeze etc.. The vyabhic¡r¢bh¡vas are her
sorrow, fainting etc..

The vipralambhas¤´g¡ra runs its second stage namely Cint¡.  The
Chamberlian described conditions of the hero in the third act.6

´É½þxÉÂ IÉÉ¨ÉIÉÉ¨ÉÆ ́ É{ÉÖ®úÊiÉiÉ®úÉÆ vÉÚºÉ®úiÉ®Æú
ÊIÉ{Éx¦ÉÚªÉ& ·ÉÉºÉÆ ÊIÉÊiÉÊ´ÉÊ±ÉJÉxÉ´ªÉÉ{ÉÞiÉEò®ú&*
nù¶ÉÉÆ |ÉÉ{iÉ& ¶ÉÉäSªÉÉÆ ÊSÉ®ú´ÉxÉÊ´É½þÉ®ú|ÉhÉÊªÉxÉÒ¨ÉÂ
´É¶ÉÉÆ vªÉÉªÉx´ÉxªÉ& Eò±É¦É <´É ́ ÉÉ®úÒÊxÉªÉÊ¨ÉiÉ&**

The ¡lambanavibh¡va is the hero. The vibh¡va is the enchanting
scenery of the garden. Anubh¡vas are his sighing, restlessness etc..
The vyabhic¡r¢bh¡vas are his contemplation.

The hero is further seen wailing and longing for his beloved.  In
the next act a temporary union is effected. The union lasts only for a
brief period owning two incidents. Here the sambhoga¿¤¸g¡ra is
followed by vipralambha. The first incident is the fight between the
hero and Vidy¡dhara. Here there are touches of the sentiments V¢ra
and Bhay¡naka. The battle is descibed.7

EÖò{ªÉ¦nùÉäÊMÉº¡ò]õÉ±ÉÒºÉ¨É®ú¶É®ú̈ ÉÖEòÉPÉÉiÉVÉÉiÉº¡ÖòÊ±ÉRÂóMÉ-
¸ÉähÉÒJÉtÉäiÉÊ´ÉtÉäÊiÉiÉVÉ{É´ÉxÉÉärÞùiÉvÉÚ±ÉÒ¦ÉÞiÉÉ¶Éè&*
|ÉÉäSSÉhb÷|ÉÉCºÉ¨ÉÒ®ú|ÉSÉ±ÉVÉ±ÉvÉ®úÉºÉÉ®úºÉÆ®úÉÊ´ÉhÉÉäOÉè
´ªÉÉ{iÉÆ ºÉtÉäÊ´É{ÉÉ ö̀äöÊ´ÉªÉÊnùnù̈ ÉvÉÖxÉÉvÉÉä̈ ÉÖJÉè̄ ûx¨ÉÖJÉè¶SÉ**
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The ¡lambanavibh¡va is the anchorite. Udd¢panavibhavas are
the fiery arrows and driving dusty winds. The vyabhic¡ribh¡vas are
the fear and wonder generated  in the minds of L¢l¡vat¢ and her
friends.

After the battle the hero and heroine separated. The hero returns
to his kingdom Hemapura to protect it and the heroine goes to meet
her father. So in the fourth act, there is further resume of the love is
separation. The poet describes the pangs of love in the fourth act.
Here Vipralambha ¿¤´g¡ra is on its third stage sm¤ti.8

½þxiÉ º¨É®úÉÊ¨É ̈ ÉvÉÖ®úÉäÎ¹`öö iÉ´ÉÉvÉ®äú¹`öÆö*
½þxiÉ º¨É®úÉÊ¨É ̄ ûÊSÉ®úÉÊhÉ iÉ´ÉÉRÂóMÉ¨ÉRÂóMÉ¨ÉÂ**

Here the ¡lambanavibh¡va is the hero. The udd¢panabh¡vas are
the redness of the Pal¡¿a bud and the sweet smell of Gandhaphala;
which are respectively attributed to the lips and body of his beloved
and he Vyabhic¡r¢bh¡vas are the heroes recollection.

The hero then tells his friend that the name L¢l¡vati is misfit to
his  beloved.9

SÉ®úhÉ{ÉiÉxÉ{ÉÚ́ ÉÉÇxÉÂ ¦ÉÚªÉºÉ& ºÉÉ¨É´ÉÉnùÉxÉÂ
{ÉÊ®ú½þ®úhÉ¨ÉÊ{É i´ÉÆ ËEò xÉ ±ÉÒ±ÉÉ´ÉiÉÒÊiÉ*
iÉÊnùnù̈ ÉMÉhÉÊªÉi´ÉÉ ºÉÉ iÉnäù́ ÉÉÊ¦ÉvÉÉxÉ
ºJÉ±ÉxÉ¨É´ÉnùvÉÉxÉÉ ́ ÉÊHò ́ ÉÉ¨ÉÉÊ½þ ́ Év´É&**

Here the hero is on the fourth stage of love in seperation namely
gu¸akathana.

¨ÉÊªÉ {ÉÉÊiÉiÉ´ÉiªÉªÉä »ÉVÉÆ ¤É½Öþ¶ÉÉä ¤ÉxvÉÖ®úMÉÉÊjÉ ºÉÖÎ{iÉ¹ÉÖ*
ºÉEÞònù{ªÉ½þ̈ É{ÉÇªÉÉÊ¨É iÉä EÖòSÉEÖò¨¦ÉÉä{ÉÊ®ú EòÉä̈ É±ÉÉÊ¨É¨ÉÉ¨ÉÂ**

To alleviate hero’s agony a portrait of his beloved brought  before
him. He is so greatly delighted by it that he garlands and addresses
it. Here the hero is in the fifth stage of love in separation: Udvega.10

But the hero is no more allowed to undergo that next stages of the
pangs of separation. In fifth act the lovers and united, the marriage
of the hero and heroine takes place, From the above analysis it is
seen that the dramatist has developed the sentiment in consistent and
regular manner.

There is a beautiful description of the crest jwell (c£·ama¸i) placed
in the hands of L¢l¡vat¢. Vid£Àaka says it seems that ‘she holds in
her hand your very life in the pretext of this crest jwell.  For this the
king replied- No she holds my heart in her hand.  There by ordering
it not to move any where else.11



68

N

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

+±ÉHòiÉÉxÉä Eò®ú{É±±É´Éä%ºªÉÉ¶SÉÚb÷É¨ÉhÉä®úºªÉ ÊxÉ®úÒIÉhÉäxÉ*
iÉÉxªÉjÉ EÖòjÉÉÊ{É SÉ±ÉäÊiÉ iÉx´ªÉÉ ¨ÉxªÉä MÉÞ½þÒiÉÆ ¾þnùªÉÆ ¨É¨Éè́ É**

Here the poet has beautifully used the image of crest jwell to
depict the sentiment of loves. The crest jwell in this drama has a
special significance like the A´gul¢ya in Uttarar¡macarita or áaka¶a
of M¤cchaka¶ika or Mudra in Mudr¡r¡kÀasa. The c£·¡ma¸i in
Ratnaket£daya plays a pivotal role in the development of the theme.
It reminds one of c£·¡ma¸i of R¡m¡ya¸a well  portrayed by
áaktibhadra in his A¿caryac£d¡ma¸i. It seems that B¡lakavi got the
inspiration from áaktibhadra to make the crest jwell as symbol of
love.

King Ratnaketu defeats the vidy¡dhara and takes c£·¡ma¸i from
him.  He then gives it to L¢l¡vat¢ as a token of valour of Ratnaketu as
also of his love to L¢l¡vat¢. This is beautifully brought out when he
rescues L¢l¡vat¢ from the attack of Vidy¡dhara, who comes to claim
c£d¡ma¸i. He defeats the Vidy¡dhara and saves L¢l¡vat¢ from him.
This gives an opportunity for L¢l¡vat¢ to be more committed to the King.

Similarly while describing the Anubh¡vas he comes very near to
K¡lid¡sa. Many situations in Ratnaket£daya can be quoted to illustrate
this. The reaction of L¢l¡vat¢ on seeing the King and her  reluctance
to part from that place is beautifully described in the first act.12

{É®úÉ´ÉÞiªÉ ́ ªÉÉVÉÉi{É´ÉxÉ´É¶ÉiÉÉä ́ ÉÒ¯ûÊnù́ É ºÉÉ
où¶ÉÉ ́ ÉÒSÉÒIÉÉä¦ÉÉä\SÉÊ±ÉiÉnùÊ±ÉiÉäxnùÒ´É®ú̄ ûSÉÉ*
¶ÉxÉè& {É¶ªÉxiÉÒ¨ÉÉÆ ºÉ½þ ¨É¨É ¾þnùÉ ºÉÆºiÉ´É´ÉiÉÉ
|É´ÉÞkÉÉ |ÉºlÉÉiÉÖÆ |ÉºÉÞÊiÉxÉªÉxÉÉ {ÉnÂù̈ É´ÉnùxÉÉ**

 The situation is quite comparable to the state of á¡kuntal¡ while
she returns with Gautama after the first meeting with DuÀyanta

nù¦ÉÉÇRÂóEÖò®äúhÉ SÉ®úhÉ& IÉiÉ <iªÉEòÉhbä÷
iÉx´ÉÒ ÎºlÉiÉÉ EòÊiÉÊSÉnäù́ É {ÉnùÉÊxÉ MÉi´ÉÉ*
+ÉºÉÉäÊuù́ ÉÞkÉ´ÉnùxÉÉ SÉ Ê´É¨ÉÉäSÉªÉxiÉÒ
¶ÉÉJÉÉºÉÖ ́ É±Eò±É¨ÉºÉHò¨ÉÊ{É pÖù̈ ÉÉhÉÉ¨ÉÂ**

Again  while describing the exquisite beauty of L¢l¡vat¢ the poet
is at his best. Brahma could not create her because he is a sage (muni)
even in the three worlds there is none similar to the creation of Brahma.
K¡ma also can’t be her creator because he has to learn a knew for
such a work. She is the very embodiment of love drawn  from the
ocean of love.
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ºÉÉ ºÉÞ¹]õÉ xÉ SÉiÉÖ̈ ÉÖÇJÉäxÉ ̈ ÉÖÊxÉxÉÉ ºÉiªÉÆ ̈ ÉxÉÉä½þÉÊ®úhÉÒ
ºÉÞ¹]õÉè iÉºªÉ VÉMÉjÉªÉä%Ê{É ´ÉÊxÉiÉÉ où¹]õÉ EòlÉÆ iÉÉoù¶ÉÒ*
xÉÉä EòÉ¨ÉäxÉ SÉ xÉÚiÉxÉÉ¦ªÉºÉxÉiÉ& Ê¶É±{ÉÆ iÉÖ iÉ±±É¦ªÉiÉä
¸ÉÞRÂóMÉÉ®úÉ¨¤ÉÖÊxÉvÉä& º´ÉªÉÆ ºÉ¨ÉÖÊnùiÉÉ ̧ ÉÒ®äú́ É EòÉÊSÉi{É®úÉ**

The first two lines resemble K¡lid¡sa while describing Urva¿¢.
K¡lid¡sa says that Brahma who is involved in the recital of the vedas
can not be the creator of such a beautiful form.

+ºªÉÉ& ºÉMÉÇÊ´ÉvÉÉè |ÉVÉÉ{ÉÊiÉ®ú¦ÉÚ\SÉxpùÉä xÉÖ EòÉÎxiÉ|Énù&
¶ÉÞRÂóMÉÉ®èúEò®úºÉ& º´ÉªÉÆ xÉÖ ¨ÉnùxÉÉä ¨ÉÉºÉÉä xÉÖ {ÉÖ¹{ÉÉEò®ú&*
´ÉänùÉ¦ªÉÉºÉVÉb÷& EòlÉÆ xÉÖ Ê´É¹ÉªÉ´ªÉÉ´ÉÞkÉEòÉèiÉÚ½þ±ÉÉä
ÊxÉ¨ÉÉÇiÉÖÆ |É¦É´Éäx¨ÉxÉÉä½þ®úÊ¨ÉnÆù °ü{ÉÆ {ÉÖ®úÉhÉÉä ̈ ÉÖÊxÉ&**

Brahma is qualified as muni by K¡lid¡sa. B¡lakavi also use the
same phrase an idea. So B¡lakavi can’t claim anything of his own in
this part. But the later part especially her birth from the ocean of love
gives in new twist to the whole description. It is generally from the
imagination of the poet.

B¡lakavi has the same skill and proficiency while delineating other
rasas. The description of his fight with Vidy¡dhara is an example for
v¢rarasa. Other sentiments like V¢ra, Bhay¡naka and Karu¸a have
also been well delineated and they aid the development of the main
sentiments ¿¤´g¡ra.

Endnotes
1. Ratnaket£daya, p.4
2. N¡tya¿¡stra, Chapter-6
3. Ibid
4. Ratnaket£daya, p.16
5. Ibid., p.28
6. Ibid., p.33
7. Ibid., p.48
8. Ibid., p.67
9. Ibid., p.69
10.Ibid., p.72
11.Ibid., p.42
12.Ibid., p.14
13.Ibid., p.16
14.Ibid., p.11
15.K¡lid¡sa, Vikramorva¿¢ya Act I, áloka-8, Motilal Banarsidass

Publications, 1991.
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Dr. Ambika K. R.

RESUMPTION OF GIFT MIRRORING IN THE ANCIENT
LITERATURE

In the history of ancient Indian literature, D¡na or gift has been a
specific place. Manusm¤ti says:

´ÉÉÊ®únùºiÉÖÎi{É¨ÉÉ{xÉÉäÊiÉ* ºÉÖJÉ¨ÉIÉªªÉ¨ÉzÉnù:**
ÊiÉ±É|Énù: |ÉVÉÉÊ¨É¹]õÉ¨ÉÂ * nùÒ{Énù\SÉIÉȪ ûkÉ¨É¨ÉÂ**
¦ÉÚÊ¨ÉnùÉä¦ÉÚÊ¨É¨ÉÉ{xÉÉäÊiÉ* nùÒPÉÇ̈ ÉÉªÉÖÌ½þ®úhªÉnù:**
MÉÞ½þnùÉäMªÉÉÊhÉ´Éä¶¨ÉÊxÉ* °ü{ÉÉtä°ü{É¨ÉÖkÉ¨É¨ÉÂ**
´ÉÉºÉÉänù¶SÉxpùºÉÉ±ÉÉäCªÉ* ̈ ÉÊ·ÉºÉÉ±ÉÉäCªÉ¨Éº´Énù:**
+xÉbÖ÷qù: Ê¸ÉªÉÆ{ÉÖ¹]õÉ¨ÉÂ * MÉÉänùÉä¥ÉPxÉºªÉÊ´É¹]õ{É¨ÉÂ** (Ch.IV)

(One who offered or gave water, he became attain the satisfaction.
Same as one who gave food will attain the ultimate happiness, one
who gave gingelly will attain satisfaction of oblation, one who gave
land will attain the kingship, one who gave gold will become long
life, one who gave shelter or house will attain great house Holderness,
one who grant silver will achieve beauty. One who gave dress will
become enter in the world of moon; one who gave horse will enter
in the world of A¿van¢devata's. One who grant bull will attain in the
endless prosperity and one who gave cow will reach in the world of
sun.)

There are different kinds of gifts, but in the Pur¡¸a-s they are
named in the common word ¨Éä¯ûb÷. They are vÉÉxªÉ¨Éǟ û, ±É´ÉhÉ¨Éǟ û, MÉÖb÷¨Éǟ û,
º´ÉhÉÇ̈ Éǟ û, ÊiÉ±É¨Éǟ û, EòÉ{ÉÊºÉ¨Éä±ÉÖ, PÉÞiÉ¨Éǟ û, ®úSÉiÉ¨Éǟ û, ¶ÉCEÇò®ú¨Éǟ û and so on. The Pur¡¸ic
texts, refers to a category of ritual donations mentions ¹ÉÉäb÷¶É¨É½þÉnùÉxÉ as:

1. iÉÖ±ÉÉ{ÉȪ û¹ÉnùÉxÉ -Weighing of a person and the donation of
equivalent weight to god.
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2. Ê½þ®úhªÉMÉ¦ÉÇnùÉxÉ - The gift of the golden pot/embryo.

3. ¥ÉÀhb÷nùÉxÉ - The gift of the Brahma-egg.

4. Eò±{É{ÉÉnù{ÉnùÉxÉ - The gift of the wish granting tree.

5. Eò±{É±ÉiÉÉnùÉxÉ  - The gift of the wish granting vines.

6. MÉÉäºÉ½þ»ÉnùÉxÉ - The gift of a thousand cows.

7. ÊÊ½þ®úhªÉEòÉ¨ÉvÉäxÉÖnùÉxÉ - The gift of the wish granting cow.

8. ÊÊ½þþ®úhªÉÉ·ÉnùÉxÉ - The gift of the golden horse.

9. ÊÊ½þþ®úhªÉÉ·É®úlÉnùÉxÉ - The gift of the golden horse chariot.

10. ½äþ¨É½þÎºiÉ®úlÉnùÉxÉ - The gift of the golden elephant chariot.

11. {É\SÉ±ÉÉRÂóMÉ±ÉEònùÉxÉ - The gift of the five ploughshares.

12. ÊÊ´É¹hÉÖSÉGònùÉxÉ - The gift of the universal wheel.

13. {ÉÞl´ÉÒnùÉxÉ - The gift of the earth.

14. ºÉi{ÉºÉÉMÉ®únùÉxÉ - The gift of the seven seas.

15. ®úixÉvÉäxÉÖnùÉxÉ - The gift of the jewel cow.

16. ¨É½þÉ¦ÉÚiÉPÉ]õnùÉxÉ - The gift of the pot of elements.

Matsyapur¡¸a mentions iÉÖ±ÉÉ{ÉȪ û¹ÉnùÉxÉ (Tul¡bh¡ra) has the first and
the best among the sixteen great gifts. N¡rada says:

nùùi´ÉÉ pù´ªÉ¨ÉºÉ¨ªÉMªÉiÉÂ {ÉÖxÉ®úÉnùÉiÉÖÊ¨ÉSUôÊiÉ*

nùkÉÉ |ÉnùÉÊxÉEÆò xÉÉ¨É ´ªÉ´É½þÉ®{ÉnÆù Ê½þ iÉiÉÂ**

Where one wishes to resume an article which he/she has given
as 'gift', it is called Datt¡prad¡nikam - resumption of gift. (p. 128-1
N¡rada, p. 6 Sm¤ticandrika)

The provisions of law regulating gifts are laid down under the
topic called Dattasyanapakarma by Manu. The same title was adopted
by Kau¶ilya. Y¡jµavalkya and N¡rada called it Datt¡prad¡nikam
where as B¤haspati called it Adevadyad¡nam which was a recognized
mode of transfer of property to another without any pecuniary
consideration, given out of love and affection or religious or
charitable cause, dear to the heart of the donor (p. 159. Legal and
Constitutional History of India).

Different kinds of gift and their donors were held in great esteem
since the time of the Îgveda. The references to d¡na continued to
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be included in the later-Vedic literature and especially in the
Anu¿¡sanaparva of  Mah¡bh¡rata, Agni (chs. 208, 215, 217), Matsya
(ch. 82.91 and 274-289) and Var¡hapur¡¸as (ch. 99-111). Hem¡dri's
D¡nakha¸·a of the Caturvarga Cint¡ma¸i. Govindananda's
D¡nakriy¡kaumudi, N¢laka¸¶ha's D¡namay£kha, Vidy¡pati's
D¡nav¡ky¡vali, Ball¡lasena's D¡nas¡gara and Mitrami¿ra's
D¡naprak¡¿a are prominent digests devoted mainly to the topic of
D¡na.

<¹]õÉ{ÉÚiÉÉÇ as the subject of D¡na own origin in the Îgveda (X.14.8)
a man who had perform the <¹]õÉ{ÉÚiÉÉÇ activities has been praised when
he is dead. Here <¹]õÉ means 'offer sacrifices' and {ÉÚiÉÉÇ means 'charity'.
{ÉÚiÉÉÇ thus signifies the donation of immovable property and it points
to the establishment of an agricultural economy where wells, tanks,
gardens and land have a utility which they could not have had in a
prominently pastoral economy. The interesting aspect relating to
these terms is found in the Atrisamhita (verse 46) and Likhitasamhita
(verse6):

<¹]õÉ{ÉÚiÉÉÇ  ÊuùVÉÉiÉÒxÉÉÆ vÉ¨ÉÇ: ºÉÉ¨ÉÉxªÉ <¹ªÉiÉä*

+ÊvÉEòÉ®úÒ ¦É´ÉäSUÚôpùÉ {ÉÚiÉæ vÉ¨Éæ xÉ ́ ÉèÊnùEäò**

The objects that are seen to have been gifted in the Îgveda are
unambiguously some sort of wealth. The prized gifts include cows,
horse, chariots, camels etc. of these, emphasis has been given on
the gifts of cows were regarded as synonymous with wealth. But
gift of land or Bh£mid¡na has not got a noticeable entry in the early
Vedic literature.

Sm¤tik¡ras point out six distinct elements of D¡na. These are
D¡ta (donors) {É®úÊiÉOÉÉÊ½þiÉ (recipient), ̧ ÉÉrù (charitable attitude), näùªÉÆSÉvÉ¨ÉÇªÉÖEÂò
(gift-object that has been procured by the donor in a proper way)
and n ä ù¶ ÉEò É±É É è (a sacred place and an auspicious time) (p.93
Dharma¿¡stra and Social Awareness).

Resumption of gift is rather in appropriate because, according to
Dharma¿¡stra a gift made once final and irrevocable. Manu says:

ºÉEÞòiÉ¨ºÉäÊxÉ{ÉiÉÊiÉºÉEÞòiEòxªÉÉ|ÉnùÒªÉiÉä*

ºÉEÞònùÉ½þnùnùÉxÉÒÊiÉjÉÒhªÉäiÉÉÊxÉºÉiÉÉÆºÉEÞòiÉÂ**  (IX.47)

Once a partition is made, once a maiden is given in marriage
(EòxªÉÉnùÉxÉ¨ÉÂ) and once a man says 'I will give, it is irrevocable. Each of
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these acts is done by the good once for all Y¡j. Also says about the
same subject as näùªÉ¨|ÉÊiÉ¸ÉÖiÉÆSÉè´Énùi´ÉÉxÉÉ{É½þ®äúi{ÉÖxÉ:* (II.172). Whenever one
has promised to give shall be given. Having once given it let him
not resume it. D¡na is the second position in the caturup¡yas (S¡ma,
D¡na, Bheda, Da¸·a).

The rules of Manu and Y¡j. bring forth the strong sentiment that
prevailed in ancient Indian society that a gift made once was final
and it was irreligious and impermissible to revoke a gift. This was
also one of the reason due to which the law against widow marriage
or remarriage appears to have emanated. The act of the father or
guardian of a maiden (EòxªÉÉ) who gives her in marriage to a man was
considered as D¡na and among all the gifts EòxªÉÉnùÉxÉ¨ÉÂ was considered
to be highly meritorious and superior to all other gifts. This sentiment
to some extent prevails even at present (p.160 Legal and
constitutional history of India).

If the position in law was that a gift was irrevocable, how could
resumption of a gift be a topic of law? On an analysis of the provisions
of the topic, it is manifest that the topic does not contravene the
above basic principles. If contain provisions which deal only with
valid and invalid gifts. The sum and substance of the law was that if
a gift was valid it could not be revoked, and if a gift was invalid
there was nothing to revoke, Mit¡kÀara commentary on Yaj. (II.175)
explains four topics on gift itself:

1) What may be given as a gift (Deyam), 2) What may not be
given as a gift (Adeyam),

3) A valid gift (Dattam), and 4) An invalid gift (Adattam).

These matters regulated by the topic of law under the title nùkÉºªÉxÉ{ÉEò¨ÉÇ
show that the topic was law on gift and the provisions for resumption
of a gift contained in this topic only provided for resumption of an
invalid gift.

Y¡j. (II.175) says one's property may be given as gift without
detriment to the family (º´ÉÆEÖò]Öõ¨¤ÉÉÊ´É®úÉävÉäxÉnäùªÉ¨ÉÂ)

Manu states that a Br¡hma¸a, who is not learned, should not
accept as gift, gold, land, horse, cows, food etc., if he accepts, he is
bound to be perished. (¦ É Ú Ë ¨ É , +·É Æ ,  M É É Æ , +zÉ Æ ´ É Éº É Îºi É± É É i P É Þ i É ¨ É Â *
|ÉÊiÉMÉÞ¿xÉÂ+Ê´ÉuùÉºiÉÖ¦Éº¨ÉÒ¦É´ÉÊiÉnùÉ¯û´ÉiÉÂ** IV.188). Among the Deya things, which
can be the subject to gift, the best, according to Devalasm¤ti quoted
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by Apar¡rka, include food, curds, honey, protection, cows, land,
gold, horse and elephants: +zÉ Æn ù Ê v É¨ Év É Ö j É Éh É Æ M É É ä ¦ É Ú ¯ ûC¨É É·É½ þ Îºi É x É :*
nùÉxÉÉÊxÉ=kÉ¨ÉnùÉxÉÉÊxÉ=kÉ¨Épù´ªÉnùÉxÉiÉ: **(History of Dharma¿¡stra, Vol. II Part
II. p.847).

Manu (IV.233) Y¡j. (1.212) also include land, cow and vidya in
the list of the best of D¡na. The gift of land became much attractive
to the people because it could stabilize the family of the recipient
for several generations and it was considered to be a lasting
investment for the posterity. Viduran¢ti explains the importance of
+zÉnùÉxÉ¨ÉÂ and ´ÉºjÉnùÉxÉ¨ÉÂ as:

BEò: ºÉ¨{ÉzÉ¨É¸ÉÉÊiÉ´ÉºjÉä́ ÉÉºÉ¶SÉ¶ÉÉä¦ÉxÉ¨ÉÂ*

ªÉÉä%ºÉÆÊ´É¦ÉVªÉ¦ÉÞiªÉä¦ªÉ: EòÉäxÉÞ¶ÉÆºÉiÉ®úºiÉiÉ:**
(M.bh. Udyoga.¿l.46)

Mah¡bh¡rata also pointed out the importance of D¡na as:

ªÉYÉäxÉiÉ{ÉºÉÉSÉè́ ÉnùÉxÉäxÉ SÉ xÉ®ÉÊvÉ{É*

{ÉÚVªÉxiÉäxÉ®ú¶ÉÉnÚÇù±ÉxÉ®úÉnÖù¹EÞòiÉEò¨ÉÇÊhÉ:**

(M.bh.14.3.5)

Annad¡na is an important sacrifice from the time of Îgveda: ºÉ
BnÂù¦ÉÉäVÉÉäªÉÉäMÉÞ½þ´ÉänùnùÉÊiÉ*   (ÎV.10.117.3). Atharvaveda says: +½Æþ{ÉSÉÉ¨ªÉ½ÆþnùnùÉÊ¨É*
(12.3.47) -I cook and donate to others.

Agnipur¡¸a says: +zÉnùÉxÉÉi{É®ÆúxÉÉÎºiÉ xÉ ¦ÉÚiÉÆ xÉ ¦ÉẾ É¹ªÉÊiÉ* ½þºiªÉ·É®úlÉnùÉxÉÉÊxÉnùÉÊxÉnùÉºÉÒnùÉºÉMÉÞ½þÉhÉÒ
SÉ** (Ch.7, ¿l.44). There is no other donation exceeds food donation.
The donation of elephant, horse, chariot, servants etc. are not equal
to food donation. This quotation has been adopted by many other
Pur¡¸as like Brahm¡¸·apur¡¸a (3.17), Matsyapur¡¸a (ch.93) Y¡j.
(1.59) and C¡¸akyan¢ti (ch.6) are also gave importance of the
donation of food and drinks. In Keralotpatti there are sixteen types
of D¡na. MÉÉäMÉVÉÉ·É®úlÉÉxnùÉä±É®úixÉvÉÉxªÉvÉxÉÉÊxÉ SÉ* ÊiÉ±ÉiÉè±ÉMÉnùÉ¶ÉªªÉÉÊ¤É¨¤ÉÉxªÉÖ¦ÉªÉiÉÉä̈ ÉÖÊJÉ**
nùÉºÉ¶SÉEò¨¤É±É¶SÉè´ÉnäùªÉÉxªÉäiÉÉÊxÉ¹ÉÉäb÷¶É:**  (p.1114, áabdat¡r¡vali, Mal.).The
commandments of Buddha, D¡na or charity are among one of them.

The rules of Y¡j. (II.175), N¡rada (p. 128) and other
Dharma¿¡stra texts set out the restriction on the power to make gifts.
First of all, the donor must be the ower. Manu states that maintenance
of aged parents, wife, and minor children was the sacred duty of an
individual. N¡rada (p.129) and Dharmako¿a (p.779) explain about
the valid objects of gift as:
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{ÉÖhªÉ¨ÉÚ±ªÉÆ¦ÉÞÊiÉºiÉÖ¹]õ¬ÉºxÉä½þÉi|ÉiªÉÖ{ÉEòÉ®úiÉ:*

ºjÉÒ¶ÉÖ±EòÉxÉÖOÉ½þÉ®lÉÈ SÉ nùkÉÆnùÉxÉÊ´ÉnùÉäÊ´ÉnÖù:**

Payment of price for property purchased or wages due, a gift
given in consideration of amusement offered by another, or out of
affection, or by way of gratitude, or out of lover or regard to a woman
or out of respect to another, are all valid. In certain cases, a gift
originally valid to become invalid. Manu says:

vÉ¨ÉÉÇlÉÈªÉäxÉnùkÉÆºªÉÉiEòº¨ÉèÊSÉtÉSÉiÉävÉxÉ¨ÉÂ*

{É¶SÉÉSSÉ xÉ iÉlÉÉiÉº¨ÉÉzÉnäùªÉÆiÉºªÉiÉnÂù¦É´ÉäiÉÂ**   (VII.212)

Should money be given by a person to another, for a pious
purpose, the gift shall be void if the gift is not used for the purpose
for which it was given. If it was only promised and was not given, it
need not be given. But B¤haspati says in some cases a gift may be
resumed:

|ÉÊiÉ±ÉÉ¦ÉäSUôªÉÉnùkÉ¨É{ÉÉjÉä{ÉÉjÉ¶ÉRÂóEòªÉÉ*

EòÉªÉǽ ÉÉ%vÉ¨ÉÇºÉÆªÉÖHäòº´ÉÉ¨ÉÒiÉi{ÉÖxÉ®úÉ{xÉÖªÉÉiÉÂ**  (Sm¤tich. p. 453)

When a thing has been given through desire of a reward, or to an
unworthy man mistaken for a worthy person, or for an immortal
purpose, the owner may resume the gift.The resumption of gift
indicates that they were aimed at maintaining the purity and sanctity
of a gift and to ensure that the said method might not be misused for
illegal or immortal purposes.

Conclusion

Section 122 of the Transfer of Property Act 1882 defines gift as
transfer of moveable or immoveable property, made voluntarily and
without consideration by donor to the done and accepted by the
later. Under the ancient law also, the gift was a transfer of property
without consideration. It may be noted that a gift was considered
invalid, if anything return was accepted. Today the word gift means
in a wide sense. Even today Annad¡na is the first preference whether
it is religious or not. The next importance is given to the donation of
organs - eye, blood, liver, kidney etc. Now a day's people say that
education Vidy¡d¡na is charity but actually it is a part of business
in most of the organizations.



76

N

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

Reference Texts

1. Legal and Constitutional History of India, Vol. 1. M. Rama Jois N.M.
Tripathi Pvt.   Ltd. 1990

2. Dharma¿¡stra and Social Awareness, V.N. Jhn, Sri Satguru Pub. 1996

3. Socio-Economic Ideas in Ancient Indian Literature, A.R. Pinchamukti,
RS.S. Delhi 1998.

4. Some aspects of the studies of Dharma¿¡stra, S.G. Moghe. Bharatiya
Kala Prakashan,

5. Manusm¤ti, Ed., J.H. Dave, Bharatiya Vidya Bhavan 1972.

6. Y¡jµavalkya Sm¤ti, Ed. Gangas  Ganga¿¡garar¡ya, C.S. Pratisthan 1998.

7. Viduran¢ti (Mal) Tran K.R. Ramakrishnan, Ramakrishna Math, Thrissur,
1998

8. Sm¤ti Chandrika, Srinivasacarya, Nag Pub. 1998.

9. Sabdat¡r¡vali, (Mal) Sreekandesvaram, D.C. Books.



77

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

Dr. M. Sathian

When considering the origin of Indian theatre we get hints of a
rich and popular theatrical tradition even before Bharata, the author
of N¡tya¿¡stra. Based on the evidences obtained from H¡rappa and
Mohanjod¡ro and the information about the dance drama groups
described in j¡taka stories written in BCE 600, scholars opine that
Indian theatrical tradition is as old as the ancient Saindhava Culture.1

Bharata profounded the existed theatre. Bharata gave a new
profundity to the existed Indian theatre system. The street based
touring theatre performances which amused and leisured people in
vast were restrained and turned into more secured N¡¶yag¤has.
Moreover, he stylized and purified acting into a well-defined manner.2

N¡¶ya, the method of acting depends on mainly three factors,
namely writers, actors and the spectators. Writers are basically critics,
comes up with innovative themes by carefully observing and
interpreting worldly materials. Actors are those who adopts the output
of writers and express it in a loyal manner. And it is the magnanimous
association of audience whom the writers and actors target. To transfer
the overwhelming ‘rasa’ from the heart to the appreciators, the writer
creates emotionally strong characters. Actors perfectly affect the role
and make the spectator cheerful. Indian rasa theory introduces the
writer’s intrinsic emotional experience denoting towards the
spectator’s mind through his creativity.3 Bharatamuni also indicates
this from the 7th chapter of N¡tya¿¡stra.

´ÉÉMÉRÂóMÉ¨ÉÖJÉ®úÉMÉähÉ ºÉk´ÉäxÉÉÊ¦ÉxÉªÉäxÉ SÉ*
Eò´Éä®úxiÉMÉÇiÉÆ ¦ÉÉ´ÉÆ ¦ÉÉ´ÉªÉxÉÂ ¦ÉÉ´É =SªÉiÉä**

THE ROLE OF SPECTATORS IN DRAMA :
THE PERSPECTIVE OF

BHARATA AND KËßIDËSA
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Features of Spectator in N¡tya¿¡stra

Siddhivyaµjakam, 27th chapter of Bharatamuni’s N¡¶ya¿¡stra
describes the features of Spectator (|ÉäIÉEòÉ&) and nature of examiners
({É®úÒIÉEòÉ&). Characters of poet and spectators are inline, mindset of
audiences and writers are in same amplitude, and N¡tya¿¡stra says
the talents of acts (n¡¶yasiddhiÅ) should be adopted from the audience.
Siddhis are adopted from various methods of acting namely v¡cikam,
¡´gikam, s¡ttvikam and ¡h¡ryam. Bharata presents two types of
siddhis namely m¡nuÀi (human) and daiviki (divine). Bharata protrays
in different types of Siddhis the way which audience responds to the
objects utilized in the stage.

Ten types of M¡nuÀ¢ Siddhi

Bhrata, in N¡¶ya¿¡stra, describes the seven verbal siddhis
(v¡´may¢ Siddhi) like Smita (slight smile), Ardhah¡s¡ (Smile),
Atih¡s¡ (excessive laughter) S¡dhuv¡da (excellent), Ahov¡da (how
wonderful), KaÀtav¡da (how pathetic), and prabaddhan¡da
(tumultuous applause) and the three gesture siddhis (á¡r¢r¢ Siddhi)
like Pu½akaÅ (horripilation), Abhyutth¡nam (rising up from the seat)
and Ucchv¡saÅ (Inhalation).4

The audience as it is to share the feelings of the characters, is
expected to show them by the usual outward signs; laughter, tears,
cries, hair standing on end, jumping up from their seats, clapping
with the hands and other manifestations of pleasure, horror, fear and
other sentiments are both proper and natural.5 Acceptance of audience
with expression are explained in N¡tya¿¡stra as da¿asiddhis.6 When
actors produce comic sentiments on the stage effectively the spectator
receive it with a slight smile (smita). When comic sentiments are not
expressed clearly by the actors the spectators receive it with a smile
and it is called ardhah¡s¡. Expressions of a Vid£Àaka with his attire
and irregularity should be received by audience with laughter. Bharata
named such expression as atih¡sa. When deeds are represented using
virtuous phrases the audience should great it with the word
‘excellent’, this is called S¡dhuv¡da. Ahov¡da means the words
‘how wonderful’ uttered by the spectators when astonishing and
exciting incidents are acted upon the stage. In Pathetic sentiments
the audience should utter with tears ‘how pathetic’ and in case of
astonishment there should always be a tumultuous applause Bharata
calls these siddhis as KaÀtav¡da and Prabaddhan¡da respectively.7
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After describing the seven verbal Siddhis Bharata explains three
gesture receptions of spectators as follows. When harassment and
words elicting curiosity and respect are presented in the stage the
spectators should receive it with horripilation (pu½akaÅ).
Abhyutth¡nam means the spectators leaving of premises, which is
usually happens when a quarrel or different type of wars are presented
in stage. If the play has fight, potential calamity and minor personal
combat it should be received by the spectators with tears and with
shaking of the shoulder and head. This Siddhi is called ucchv¡saÅ.8

Two types of daivasiddhi

ªÉÉ ¦ÉÉ´ÉÉÊiÉ¶ÉªÉÉä{ÉäiÉÉ ºÉk´ÉªÉÖHòÉ iÉlÉè́ É SÉ*
ºÉÉ |ÉäIÉEèòºiÉÖ EòkÉḈ ªÉÉ nèù´ÉÒÊºÉÊrù& |ÉªÉÉäMÉiÉ&**

(N¡tya¿¡stram chapter 27, ¿loka - 16)
xÉ ¶É¤nùÉä ªÉjÉ xÉ IÉÉä¦ÉÉä xÉ SÉÉäi{ÉÉiÉÊxÉnù¶ÉÇxÉ¨ÉÂ*
ºÉ¨{ÉÚhÉÇiÉÉ SÉ ®úRÂóMÉºªÉ nèù´ÉÒÊºÉÊrùºiÉÖ ºÉÉ º¨ÉÞiÉÉ**

(N¡tya¿¡stram chapter 27, ¿loka - 17)
The Siddhi which includes an excessive display of sentiments

and expresses psychological states is to be taken by the spectators as
divine. When there is no noise, disturbance, no unusual occurrences
and the auditorium is full of spectators, Bharata calls the Siddhi as
divine.

Ideal Spectator

Bharata defines an ideal spectator in N¡tya¿¡stra as follows -

+´ªÉOÉèÊ®úÎxpùªÉè& ¶ÉÖrù >ð½þÉ{ÉÉä½þÊ´É¶ÉÉ®únù&
iªÉHònùÉä¹ÉÉxÉÖ®úÉMÉÒ SÉ ºÉ xÉÉ]õ¬ä |ÉäIÉEò& º¨ÉÞiÉ&**

(N¡tya¿¡stram chapter 27, ¿loka - 43)

An ideal spectator should be fascinated in acting. He should have
the ability to differentiate good and evil. Should not have any affection
and animosity. He should have good audiovisual senses. And Bharata
added such qualities will not be there in all spectators and he defines
a real observer is one who keeps resemblance with the character.

ªÉºiÉÖ¹]õÉè iÉÖÎ¹]õ¨ÉÉªÉÉÊiÉ ¶ÉÉäEäò ¶ÉÉäEò¨ÉÖ{ÉèÊiÉ SÉ*
GÖòrù& GòÉävÉä ¦ÉªÉä ¦ÉÒiÉ& ºÉ ¸Éä¹`öö& |ÉäIÉEò& º¨ÉÞiÉ&**

(N¡tya¿¡stram chapter 27, ¿loka - 49)

One who becomes happy in a character’s happiness, sorry about
a character’s misfortune, angry on a character’s anger and scared of
a character’s frighten, is defined as an ideal spectator. The spectator
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who is able to Identify himself with the subject is described as the
appreciator who finds delight in poetry by Abhinavagupta in Locana
commentary.

“ªÉä¹ÉÉÆ EòÉ´ªÉÉxÉÖ¶ÉÒ±ÉxÉÉ¦ªÉÉºÉ´É¶ÉÉnÂù Ê´É¶ÉnùÒ¦ÉÚiÉä ¨ÉxÉÉä̈ ÉÖEÖò®äú ´ÉhÉÇxÉÒªÉiÉx¨ÉªÉÒ¦É´ÉxÉªÉÉäMªÉiÉÉ iÉä
º´É¾þnùªÉºÉǼ ÉÉnù¦ÉÉVÉ& ºÉ¾þnùªÉÉ&*”

Appreciators are those who are having the ability of making mind
a clear surface as that of mirror to reflect colorful objects through
continuous exercise of poetry and those who can converse with
theirown hearts. Bharata suggests that each spectator is of unique
disposition so drama should be written according to that.

The spectator should be categorized according to their ability to
analyse the subject, reminds Bharata. He also makes it clear that
young people are pleased in seeing the presentation of love, the
learned in a reference to some Philosophical or religious doctrine,
those who are ambitious are inclined in wealth and those who are
disgusted with materialistic life are in salvation. Heroic persons are
always pleased with the odious and terrible sentiments and old people
in tales of virtue and puranic legends. Women, children and
uncultured are always delighted with comic situations and costumes
and make-up. Though we can’t agree with Bharata’s opinion about
the aptitude of the people of different dispositions from various levels,
we could understand the attitude of the society and the writers of that
time.

K¡½id¡sa’s Concept of the Spectator

By the time of K¡½id¡sa Indian theatrical tradition has shifted from
religious to secular. Dr. C. Rajendran opines that9 K¡½id¡sa’s concept
of theatre might have been secular. K¡½id¡sa, through his plays,
presents a clear picture of the spectators who enjoyed his plays. He
speaks about the spectators of his three plays with great respect and
admiration. ‘S£tradh¡ra’ is the one who heartly converses with
audience on behalf of writer prior entering to the story and he also
declares K¡½id¡sa’s concept about the audience to the world. All the
three plays of K¡½id¡sa were written considering intellectual
spectators. In the prologue to the play Abhijµ¡na¿¡kunta½am, the
stage-manager introduces the spectators to the actress and says “the
auditorium is filled with scholars so the play should be presented
with utmost care and seriousness. Each character should be presented
with great care”.
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ºÉÚjÉvÉÉ®ú& - +ÉªÉæ <ªÉÆ Ê½þ ºÉ-¦ÉÉ´É-Ê´É¶Éä¹ÉnùÒIÉÉMÉÖ®úÉäÌ´ÉGò¨ÉÉÊnùiªÉºªÉ +Ê¦É°ü{É¦ÉÚÊªÉ¹`ööÉ {ÉÊ®ú¹ÉnÂù*
+t JÉ±ÉÖ EòÉÊ±ÉnùÉºÉOÉÊlÉiÉ´ÉºiÉÖxÉÉÊ¦ÉYÉÉxÉ¶ÉÉEÖòxiÉ±ÉxÉÉ¨ÉvÉäªÉäxÉ xÉ´ÉäxÉ xÉÉ]õEäòxÉÉä{ÉºlÉÉiÉ´ªÉ¨Éº¨ÉÉÊ¦ÉºiÉiÉÂ
|ÉÊiÉ{ÉÉjÉ¨ÉÉvÉÒªÉiÉÉÆ ªÉixÉ&*

In the prologue to the play Vikramorva¿¢yam also the stage-
manager tells the ‘P¡rip¡r¿vakaÅ’ about the spectators who are
experts in assessing the play, with great respect. “M¡riÀa, the
audience is the one who have enjoyed the performance of our
ancestor’s plays. Each character should be informed to be mindful
of that.”

ºÉÚjÉvÉÉ®ú& - ̈ ÉÉÊ®ú¹É, {ÉÊ®ú¹Énäù¹ÉÉ {ÉÚ́ Éæ¹ÉÉÆ Eò´ÉÒxÉÉÆ où¹]õ®úºÉ|É¤ÉxvÉÉ*  .......... iÉnÖùSªÉiÉÉÆ {ÉÉjÉ´ÉMÉÇ&,
º´Éä¹ÉÖ º´Éä¹ÉÖ {ÉÉ`öäö¹´É´ÉÊ½þiÉè¦ÉÇÊ´ÉiÉ´ªÉÊ¨ÉÊiÉ*

In M¡½avik¡gnimitram also K¡½id¡sa describes proudly about his
scholarly audience.

ºÉÚjÉvÉÉ®ú& - +Ê¦ÉÊ½þiÉÉä%Îº¨É Ê´Érùi{ÉÊ®ú¹ÉnùÉ.....*

K¡½id¡sa clearly says through the words of N¡¶y¡c¡rya Ga¸ad¡sa,
a character in M¡½avik¡gnimitra “the audience are actual beneficiaries
of performance, and they are of different tastes and make sure each
one of them is enjoying dramatic sentiments limitlessly.”

xÉÉ]õ¬Æ Ê¦ÉzÉ¯ûSÉäVÉÇxÉºªÉ ¤É½ÖþvÉÉ{ªÉäEÆò ºÉ¨ÉÉ®úÉvÉxÉ¨ÉÂ*
(M¡½avik¡gnimitram, chapter1,¿loka-4)

K¡½id¡sa states, entertain the audience with poetic sentiments is
the ultimate aim of the play and the fulfillment of writer’s creativity
is based on audience satisfaction.

+É{ÉÊ®úiÉÉä¹ÉÉnÂù Ê´ÉnÖù¹ÉÉÆ xÉ ºÉÉvÉÖ ̈ ÉxªÉä |ÉªÉÉäMÉÊ´ÉYÉÉxÉ¨ÉÂ*
¤É±É´ÉnùÊ{É Ê¶ÉÊIÉiÉÉxÉÉ¨ÉÉi¨ÉxªÉ|ÉiªÉªÉÆ SÉäiÉ&**

(Abhijµ¡na¿¡kunta½am, chapter 1, ¿loka-2)

Here the poet indicates that “until the Intellectual audience is not
entertained, I never think the performance is good. Even well-trained
actors will not be confident too.” K¡½id¡sa indicates through the
¿loka ‘ºÉxiÉ& {É®úÒIªÉÉxªÉiÉ®únÂù ¦ÉVÉxiÉä’ in M¡½avik¡gnimitram that a spectator
assesses a play not on the basis of his predecessors or other’s opinion
but by his own personal experiences. The purity of a talented writer
has to be experimented in the fire-pit of a genius appreciator, K¡½id¡sa
clarifies in his Mah¡k¡vya RaghuvaÆ¿a too.

iÉÆ ºÉxiÉ& ¸ÉÉäiÉÖ̈ É½ÇþÎxiÉ ºÉnùºÉnÂù́ ªÉÊHò½äþiÉ´É&*
½äþ¨xÉ& ºÉÆ±ÉIªÉiÉäÁMxÉÉè Ê´É¶ÉÖÊrù& ¶ªÉÉÊ¨ÉEòÉ%Ê{É ´ÉÉ**

(RaghuvaÆ¿am, sarga 1, ¿loka-10)
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According to Bha¶¶an¡r¡ya¸a, a poet is designated to target for
good hearted people, and spectator should enjoy the way which a
calf is satisfied after feeding. He also says that, while watching a
play, an appreciator experiences greatest eternal and supernatural
pleasure than Yogi’s experience (‘Brahm¡nanda’).10 The declaration
‘sara¿vaty¡statvam kavisah¤day¡khyam vijayate’ of Abhinavagupta’s
Dhvany¡loka also points out the importance of the interaction of the
poet and the spectators in poetic enjoyment.

The role of the spectators and aesthetes in the completion of audio-
visual performance is discussed by literary critics with utmost
importance. When Bharata authentically records in N¡tya¿¡¶ra the
forms, virtues and diversity of the spectators, K¡½id¡sa through his
works, portrays his concepts and attitudes about the spectators.
K¡½id¡sa is able to express his admiration, respect and loyalty to his
spectators through his works. Bharata and K¡½id¡sa are two scholars
of world literature who have touched and understood the heart of the
spectators.
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""EòÉ´ªÉä¹ÉÖ xÉÉ]õEÆò ®ú̈ ªÉ¨ÉÂ'' <ÊiÉ |ÉlÉÉ ºÉ´ÉÇjÉ |ÉSÉ±ÉÊiÉ* +º¨ÉÉEÆò ¦ÉÉ®úiÉnäù¶É& |ÉÉSÉÒxÉEòÉ±ÉÉiÉÂ
¨ÉÖÊxÉxÉÉ ¦É®úiÉäxÉ nùÌ¶ÉiÉªÉÉ ºÉ®úhªÉÉ xÉÉ]õ¬Ê´É¹ÉªÉä ºÉÖiÉ®úÉÆ ºÉ¨ÉÖzÉËiÉ |ÉÉ{iÉÉä ´É®úÒ´ÉÌiÉ* xÉÉ]õEäò¹ÉÖ
¦ÉÉºÉ|ÉhÉÒiÉÆ º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ ®úºÉ¦ÉÉ´ÉÉtÉÊ´É¹Eò®úhÉä EòÉÊ±ÉnùÉºÉÉnùÒxÉÉ¨ÉÊ{É ¤É½ÖþvÉÉ |ÉSÉÉänùEò¨ÉÉºÉÒÊnùÊiÉ
ºÉÖvÉÒÊ¦ÉÌxÉ°ü{ªÉiÉä*

¨É½þÉEòÊ´É& ̧ ÉÒ¦ÉÉºÉ& ºÉÆºEÞòiÉxÉÉ]õEòEòiÉÞÇ¹ÉÖ +ÊuùiÉÒªÉÆ ºlÉÉxÉ¨É±ÉRÂóEò®úÉäÊiÉ* EòÉÊ±ÉnùÉºÉäxÉÉÊ{É
BiÉº¨Éè ºÉ¨ÉÉnù®ú& EÞòiÉ&, ªÉiÉ& ""+{ÉÉ®äú EòÉ´ªÉºÉÆºÉÉ®äú EòÊ´É®äú´É|ÉVÉÉ{ÉÊiÉ&''* ¦ÉÉºÉÊ´É®úÊSÉiÉä¹ÉÖ
jÉªÉÉänù¶É°ü{ÉEäò¹ÉÖ º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ |ÉlÉ¨ÉºlÉÉxÉ¨É½ÇþÊiÉ* xÉÉ]õEòºªÉÉºªÉ ¨É½þi´ÉÆ ®úÉVÉ¶ÉäJÉ®úºªÉ
ºÉÚÊHò¨ÉÖHòÉ´É±ªÉÉ¨Éä́ É {É®úÉ¨ÉÞ¹]õ¨ÉÂ-

""¦ÉÉºÉxÉÉ]õEòSÉGäò%Ê{ÉSUäôEèò& ÊIÉ{iÉä {É®úÒÊIÉiÉÖ̈ ÉÂ*
º´É{xÉ´ÉÉºÉ´ÉnùkÉºªÉ nùÉ½þEòÉä%¦ÉÚiÉÂ xÉ {ÉÉ´ÉEò&*''

VÉªÉxÉÉlÉºªÉ,

""¦ÉÉºÉºªÉEòÉ´ªÉÆ JÉ±ÉÖ Ê´É¹hÉÖvÉ¨ÉÇxÉÂ*
ºÉÉä{ªÉÉxÉxÉÉiÉÂ ¦ÉÉ®úiÉ´Éx¨ÉÖ̈ ÉÉäSÉ''**

<ÊiÉ ¸±ÉÉäEòÉvÉæ, ®úÉ¨ÉSÉxpäùhÉ MÉÖhÉSÉxpäùhÉ SÉ EÞòiÉä xÉÉ]õ¬nù{ÉÇhÉä SÉ º´É{xÉ´ÉÉºÉnùkÉÆ ¦ÉÉºÉäxÉ
®úÊSÉiÉÆ xÉÉ]õEòÊ¨ÉÊiÉ |ÉºiÉÖiÉÆ où¶ªÉiÉä*

MÉÖhÉÉfø¬ºªÉ ¤ÉÞ½þiEòlÉÉªÉÉÆ xÉÉ]õEòºªÉÉºªÉ xÉÉªÉEòºªÉ =nùªÉxÉºªÉ EòlÉÉ ={É´ÉÌhÉiÉÉ* {É®úxiÉÖ
MÉÖhÉÉfø¬ºªÉ OÉxlÉ& {Éè¶ÉÉSÉÒ¦ÉÉ¹ÉÉªÉÉÆ Ê´É®úÊSÉiÉ&, +t xÉÉä{É±É¦ªÉiÉä* OÉxlÉºªÉÉºªÉ EòlÉÉºÉÆIÉä{É&
ºÉÉä̈ Énäù́ É¦É]Âõ]õºªÉ EòlÉÉºÉÊ®úiºÉÉMÉ®äú ºÉ¨ÉÉEòÊ±ÉiÉÉä où¶ªÉiÉä* ́ ÉiºÉ®úÉVÉºªÉ =nùªÉxÉºªÉ ́ ÉÉºÉ´ÉnùkÉÉªÉÉÆ
|ÉhÉªÉ& {ÉnÂù̈ ÉÉ´ÉiÉÒ{ÉÊ®úhÉªÉ¶SÉ º´É{xÉ´ÉÉºÉ´ÉnùkÉxÉÉ]õEòºªÉ EòlÉÉ´ÉºiÉÖ&* º´É{xÉä où¹]õÉ ́ ÉÉºÉ´ÉnùkÉÉ
º´É{xÉ´ÉÉºÉ´ÉnùkÉÉ, iÉÉ¨ÉÊvÉEÞòiªÉ EÞòiÉÆ xÉÉ]õEÆò º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ*

Dr. Kiran A. U.

º´É{xÉ´ÉÉºÉ´ÉnùkÉä ¦ÉÉºÉEÞòiÉÆ xÉÉ]õ¬´ÉèÊ¶É¹]õªÉ¨ÉÂ*
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xÉÉ]õ¬´ÉèÊ¶É¹]õ¬¨ÉÂ

ºÉ¨|ÉÊiÉ ºÉÆºEÞòiÉ´ÉÉRÂó¨ÉªÉä ={É±É¤vÉÉxÉÉÆ °ü{ÉEòÉhÉÉÆ ºÉ¨ªÉMÉxÉÖ¶ÉÒ±ÉxÉäxÉ YÉÉªÉiÉä ªÉiÉÂ ¦ÉÉºÉ&
ºÉÆºEÞòiÉ°ü{ÉEòEòiÉÞÇ¹ÉÖ +OÉhÉÒ ́ ÉiÉÇiÉä* xÉÉ]õEòÉxÉÉÆ ¤ÉÉ½Öþ±ªÉäxÉ Ê´É¹ÉªÉ´ÉèÊ´ÉvªÉäxÉ +Ê¦ÉxÉªÉÉä{ÉªÉÉäÊMÉi´ÉäxÉ
SÉ iÉºªÉ xÉÉ]õ¬xÉè{ÉÖhªÉÆ xÉÉ]õEòÊxÉÌ¨ÉiÉÉè ´Éè¶ÉÉ®útÆ SÉÉ´ÉvÉÉªÉÇiÉä* ¦ÉÉ¹ÉÉªÉÉÆ ºÉ®ú±ÉiÉÉ, +EÞòÊjÉ¨ÉÉ
¶Éè±ÉÒ, ́ ÉhÉÇxÉä¹ÉÖ ªÉlÉÉlÉÇiÉÉ, SÉÊ®újÉÊSÉjÉhÉä xÉè{ÉÖhªÉÆ, PÉ]õxÉÉºÉÆªÉÉäVÉxÉä ºÉÉè¹ ö̀́ É¨ÉÂ, EòlÉÉ|ÉºÉRÂóMÉºªÉÉÊ´ÉÊUôzÉ&
|É´ÉÉ½þ& SÉ <iªÉÉnùªÉÉ& ¦ÉÉºÉxÉÉ]õEòºªÉ |É¨ÉÖJÉÉ& Ê´É¶Éä¹ÉiÉÉ& ºÉÎxiÉ* ºÉ´ÉÉÇÊhÉ °ü{ÉEòÉÊhÉ
+Ê¦ÉxÉªÉÉä{ÉªÉÉäMªÉÉÊxÉ ́ ÉiÉÇxiÉä* º´É{xÉ´ÉÉºÉ´ÉnùkÉä ̈ ÉÉèÊ±ÉEòiÉÉ º´ÉÉ¦ÉÉÊ´ÉEòiÉÉ Eò±{ÉxÉÉ´ÉèÊSÉjªÉÆ SÉ
Ê´É¶Éä¹ÉähÉÉä{É±É¦ªÉxiÉä* ¦ÉÉºÉ& B´É BEòÉÎRÂóEò-°ü{ÉEòÉhÉÉÆ VÉx¨ÉnùÉiÉÉ +ÉºÉÒiÉÂ* >ð¯û¦ÉRÂóMÉ¨ÉÂ,
nÚùiÉ´ÉÉCªÉ¨ÉÂ, nÚùiÉPÉ]õÉäiEòSÉ¨ÉÂ, EòhÉÇ¦ÉÉ®ú¨ÉÂ, ̈ ÉvªÉ¨É´ªÉÉªÉÉäMÉ&, BiÉÉÊxÉ °ü{ÉEòÉÊhÉ BEòÉRÂóEòÉÊxÉ
ºÉÎxiÉ*

º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ- xÉÉ]õ¬±ÉIÉhÉÉäHòÊnù¶ÉÉ+{ÉOÉlÉxÉ¨ÉÂ*

nù¶É°ü{ÉEäò¹ÉÖ º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ EòÎº¨ÉxÉÂ Ê´É¦ÉÉMÉä +xiÉ¦ÉÇ´ÉÊiÉ <ÊiÉ ÊxÉ°ü{ÉªÉÉ¨É&*
¹Éb÷RÂóEòªÉÖHòÊ¨ÉnÆù °ü{ÉEÆò xÉÉ]õEò, |ÉEò®úhÉÊ´É¦ÉÉMÉªÉÉä& +xiÉ¦ÉÇÊ´ÉiÉÖ̈ É½ÇþÊiÉ* xÉÉ]õEòºªÉ ±ÉIÉhÉÉxÉÖºÉÉ®äúhÉ
<ÊiÉ´ÉÞkÉÆ iÉÖ |ÉÊºÉrùÉ ¦É´ÉäiÉÂ* xÉÉªÉEò& ¸ÉÞRÂóMÉÉ®úxÉÉªÉEò& ´ÉÒ®úxÉÉªÉEòÉä ´ÉÉ ¦É´ÉäiÉÂ* vÉÒ®úÉänùÉkÉ&
+lÉ´ÉÉ vÉÒ®úÉärùiÉ&* ̈ ÉÖJªÉ ®úºÉ& ̧ ÉÞRÂóMÉÉ®úÉä ́ ÉÉ ́ ÉÒ®ú& ́ ÉÉ ºªÉÉiÉÂ* {É\SÉ +RÂóEäò¦ªÉ& ={ÉÊ®ú ¦É´ÉäiÉÂ*

iÉnÖùSªÉiÉä-""xÉÉ]õEÆò JªÉÉiÉ´ÉÞkÉÆ ºªÉÉiÉÂ

{É\SÉºÉÎxvÉºÉ¨ÉÎx´ÉiÉ¨ÉÂ ""............ <iªÉÉÊnùÊ¦É&*''1

º´É{xÉ´ÉÉºÉ´ÉnùkÉºªÉ <ÊiÉ´ÉÞkÉÆ |ÉÊºÉrù̈ ÉÎºiÉ* MÉÖhÉÉfø¬ºªÉ ¤ÉÞ½þiEòlÉÉiÉ& º´ÉÒEÞòiÉÊ¨ÉnÆù EòlÉÉ´ÉºiÉÖ
¤ÉÞ½þiEòlÉÉ {ÉÚhÉÇ°ü{ÉähÉ xÉÉä{É±É¦ªÉiÉä SÉänùÊ{É ¤É½Öþ¶É& iÉjÉ Ê´Ét¨ÉÉxÉÉ& ºÉ´ÉÉÇ& EòlÉÉ& ºÉÉä̈ Énäù´ÉºªÉ-
EòlÉÉºÉÊ®úiºÉÉMÉ®äú EòlÉÉ°ü{ÉähÉ +ÉJªÉÉiÉÉ& ºÉÎxiÉ* ¤ÉÞ½þiEòlÉÉªÉÉ& ºÉRÂóOÉ½þ°ü{ÉÆ IÉä̈ ÉäxpùºªÉ
¤ÉÞ½þiEòlÉÉ¨É\VÉªÉÉÇ̈ ÉÊ{É ={É±É¤vÉ¨ÉÂ* BiÉä¹ÉÖ |ÉÊºÉrùÉ =nùªÉxÉEòlÉÉ EòÉÊ±ÉnùÉºÉºªÉ ̈ ÉäPÉºÉxnäù¶Éä iÉlÉÉ
¶ÉÚpùEòºªÉ ̈ ÉÞSUôEòÊ]õEäò SÉ ºÉÚÊSÉiÉÉ ¦É´ÉÊiÉ* B´ÉÆ SÉ =nùªÉxÉEòlÉÉ ¤ÉÉèräùÊiÉ½þÉºÉä¹´ÉÊ{É {É®úÉ¨ÉÞ¹]õÉ
´ÉiÉÇiÉä* +xÉäxÉ |ÉEòÉ®äúhÉ º´É{xÉ´ÉÉºÉ´ÉnùkÉºªÉ EòlÉÉ´ÉºiÉÖ |ÉÊºÉrù& <ÊiÉ xÉÉ]õEòºªÉ ́ ÉºiÉÖº´É¦ÉÉ´É&
+jÉ ªÉÖVªÉiÉä* xÉÉ]õEòÉxÉÖªÉÉäVªÉÆ ¦ÉÉºÉäxÉ EòlÉÉ{ÉÊ®ú¹EòÉ®ú& SÉ ºÉÊzÉ´ÉäÊ¶ÉiÉ& où¶ªÉiÉä*

xÉÉªÉEòÊSÉjÉhÉ¨ÉÂ

{ÉÚ́ ÉÉæHò|ÉEòÉ®äúhÉ xÉÉ]õEò±ÉIÉhÉÉxÉÖºÉÉ®Æú xÉÉ]õEòºªÉ xÉÉªÉEò& ̧ ÉÞRÂóMÉÉ®ú|ÉvÉÉxÉä xÉÉ]õEäò vÉÒ®úÉänùÉkÉ&
B´ÉÆ SÉ ́ ÉÒ®ú®úºÉ|ÉvÉÉxÉä xÉÉ]õEäò vÉÒ®úÉärùiÉ& SÉ ¦ÉÊ´ÉiÉÖ̈ É½ÇþÊiÉ* º´É{xÉxÉÉ]õEòºªÉ xÉÉªÉEò& =nùªÉxÉ&
vÉÒ®ú±ÉÊ±ÉiÉ& <ÊiÉ xÉÉªÉEòÊ´É¦ÉÉMÉÉä où¶ªÉiÉä* vÉÒ®ú±ÉÊ±ÉiÉºªÉ ±ÉIÉhÉ¨ÉÂ B´ÉÆ ¦É´ÉÊiÉ-""ÊxÉÎ¶SÉxiÉÉä
vÉÒ®ú±ÉÊ±ÉiÉ& Eò±ÉÉºÉHò& ºÉÖJÉÒ ¨ÉÞnÖù&*''2 ºÉÊSÉ´ÉÉÊnùÊ´ÉÊ½þiÉªÉÉäMÉIÉä̈ Éi´ÉÉÎSSÉxiÉÉ®úÊ½þiÉ&* +iÉ
B´É MÉÒiÉÉÊnùEò±ÉÉÊ´É¹]õÉä ¦ÉÉäMÉ|É´ÉhÉ¶SÉ ¸ÉÞRÂóMÉÉ®ú|ÉvÉÉxÉi´ÉÉSSÉ ºÉÖEÖò¨ÉÉ®úºÉi´ÉÉSÉÉ®úÉä ¨ÉÞnÖùÊ®úÊiÉ
±ÉÊ±ÉiÉ&*

vÉÒ®úÉänùÉkÉ&-""¨É½þÉºÉi´É& +ÊiÉMÉ¨¦ÉÒ®ú& IÉ¨ÉÉ´ÉÉxÉÊ´ÉEòilÉ&*''3

ÎºlÉ®úÉä ÊxÉMÉÚ̀ öÉ½þRÂóEòÉ®úÉä vÉÒ®úÉänùÉkÉÉä oùføµÉiÉ&*

¶ÉÉäEòGòÉävÉÉtxÉÊ¦É¦ÉÚiÉÉxiÉ& ºÉi´É&* +xÉÉi¨É¶É±ÉÉPÉxÉ&* Ê´ÉxÉªÉSUôzÉÉ´É±Éä{É&*
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+RÂóMÉÒEÞòiÉ ÊxÉ´ÉÉÇ½þEòÉä vÉÒ®úÉänùÉkÉ&*

=nùªÉxÉ&- ºÉÆMÉÒiÉEò±ÉÉªÉÉ¨ÉÂ +ÊiÉÊxÉ{ÉÖhÉ& iÉºªÉ xÉè{ÉÖhªÉ¨ÉÂ BiÉÉ´ÉiÉÂ +ÎºiÉ ªÉiÉÂ ́ ÉÒhÉÉ´ÉÉnùxÉäxÉ
MÉVÉÉxÉÊ{É ̈ ÉÉä½þªÉÊiÉ* ªÉÖrùÉÊnù¹ÉÖ ºÉ¨ÉlÉÇ& SÉänùÊ{É =nùªÉxÉºªÉ vÉÒ®ú±ÉÊ±ÉiÉxÉÉªÉEòi´É¨Éä́ É ªÉÖVªÉiÉä*

º´É{xÉ´ÉÉºÉ´ÉnùkÉä xÉÉÊªÉEòÉªÉÉ& |ÉÉvÉÉxªÉ¨ÉÂ

EòÉÊ±ÉnùÉºÉºªÉ ¶ÉÉEÖòxiÉ±É¨ÉÂ <iªÉÉÊnù xÉÉ]õEäò¹ÉÖ ¶ÉEÖòxiÉ±ÉÉªÉÉ& |É¨ÉÖJÉºlÉÉxÉÆ ¦É´ÉÊiÉ iÉlÉÉÊ{É
´ÉÉºÉ´ÉnùkÉÉ xÉÉ¨É xÉÉÊªÉEòÉ ºÉ´ÉÉÇ& xÉÉÊªÉEòÉ& +ÊiÉ¶ÉªÉiÉä* B´ÉÆ SÉäiÉÂ xÉÉªÉEòºªÉ iÉÖ±ªÉºlÉÉxÉÆ
+lÉ´ÉÉ ÊEòÎ\SÉiÉÂ ={ÉÊ®úiÉxÉÆ ºlÉÉxÉÆ º´É{xÉ´ÉÉºÉ´ÉnkÉxÉÉÊªÉEòÉªÉÉ& ´ÉÉºÉ´ÉnùkÉÉªÉÉ& +ÎºiÉ <ÊiÉ
pùù¹]ÖÆõ ¶ÉCªÉiÉä*

B´ÉÆ SÉäiÉÂ xÉÉ]õEòºªÉ ºÉÉ¨ÉÉxªÉ±ÉIÉhÉ¨ÉÂ +ÊiÉÊ®úSªÉ ÊEòÎ\SÉiÉÂ+ÊvÉEò¨ÉÂ +ÎºiÉ ¦ÉÉºÉºªÉ
º´É{xÉ´ÉÉºÉ´ÉnùkÉä >ðÊ½þiÉÖÆ ¶ÉCxÉÖ̈ É&* +iÉ& xÉÉ]õEòºªÉ ={ÉÊ´É¦ÉÉMÉäxÉ =HòÉ +ÎºiÉ xÉÉÊ]õEòÉ*

±ÉIªÉiÉä xÉÉÊ]õEòÉ{ªÉjÉ ºÉRÂóEòÒhÉÉÇxªÉÊxÉ´ÉÞkÉªÉä*

iÉjÉ ́ ÉºiÉÖ |ÉEò®úhÉÉzÉÉ]õEòÉzÉÉªÉEòÉä xÉÞ{É&**

=i{ÉÉtÊ¨ÉÊiÉ´ÉÞkÉi´ÉÆ  |ÉEò®úhÉvÉ¨ÉÇ& |ÉJªÉÉiÉxÉÞ{ÉxÉÉªÉEòÉÊnùi´ÉÆ iÉÖ xÉÉ]õEòvÉ¨ÉÇ <ÊiÉ*

+jÉ iÉÖ =¦ÉªÉ¨ÉÊ{É ´ÉiÉÇiÉä +iÉ& º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ, xÉÉÊ]õEòÉ <ÊiÉ xÉÉ]õEòºªÉ ={ÉÊ´É¦ÉÉMÉää
MÉÊhÉiÉÖÆ B´É ªÉÖHò¨ÉÂ*

¨ÉÚ±ÉEòlÉÉ´ÉºiÉÖxÉ& ¦ÉÉºÉEÞòiÉ{ÉÊ®ú¹EòÉ®úÉ&

xÉÉ]õEäò ¨ÉÚ±ÉEòlÉÉªÉÉ& |ÉvÉÉxÉÉÆ¶Éä¹ÉÖ ¤É½ÚþÊxÉ ´ªÉiÉÒªÉÉxÉÉÊxÉ EÞòiÉÉÊxÉ ºÉÎxiÉ* ®úºÉ{ÉÊ®ú{ÉÉä¹ÉhÉÉlÉÈ
EòlÉÉªÉÉ& º´ÉÉ¦ÉÉÊ´ÉEòMÉiªÉlÉÈ xÉÉ]õEòÒªÉiÉÉªÉÉ¶SÉ EÞòiÉä EòÉÊxÉÊSÉiÉÂ ´ªÉÊiÉªÉÉxÉÉÊxÉ ºÉÎxiÉ* iÉä¹ÉÉÆ
|ÉvÉÉxÉ´ªÉÊiÉªÉÉxÉÉÊxÉ-

1) {ÉnÂù¨ÉÉ´ÉiÉÒ ̈ ÉÉiÉ®Æú ºÉxnù¶ÉÇÊªÉiÉÖÆ iÉ{ÉÉä́ ÉxÉÆ MÉiÉÉ <ÊiÉ ̈ ÉÚ±ÉEòlÉÉªÉÉÆ xÉÉÎºiÉ*
xÉÉ]õEäò iÉ{ÉÉä́ ÉxÉÉiÉÂ {ÉnÂù¨ÉÉ´ÉiÉÒ xªÉÉºÉ°ü{ÉähÉ º´ÉÒEò®úÉäÊiÉ ́ ÉÉºÉ´ÉnùkÉÉ¨ÉÂ*
vÉ¨ÉÇiÉi{É®úÉªÉÉ& {ÉnÂù¨ÉÉ´ÉiªÉÉ& º´É¦ÉÉ´ÉºªÉ ̈ É½þi´É´ÉvÉÇxÉªÉÉ ºÉ½þ
ªÉÉèMÉxvÉ®úÉªÉhÉºªÉ +ÌlÉ¯û{ÉähÉ {ÉnÂù¨ÉÉ´ÉiÉÓ ºÉ¨ÉÒ{É´ÉÊªÉiÉÖÆ ºÉxnù¦ÉÇºªÉ SÉ <nÆù ́ ªÉÊiÉªÉÉxÉÃÆ
|ÉªÉÖVªÉiÉä*

2) ´ÉºÉxiÉEò& +ÎMxÉ¤ÉÉvÉÉªÉÉÆ ½þiÉ& <iªÉºªÉ ºlÉÉxÉä xÉÉ]õEòEòÉ®äúhÉ
ªÉÉèMÉxvÉ®úÉªÉhÉ& nùMvÉ& <ÊiÉ |ÉªÉÖHò¨ÉÂ* ́ ÉÉºÉ´ÉnÂùkÉÉÊ´ÉªÉÉäMÉä
+iªÉxiÉÆ Ê´É±É{ÉxiÉÆ ®úÉVÉÉxÉÆ ºÉ¨ÉÉM·ÉÊºÉiÉÖÆ xÉ¨ÉÇºÉÆ¦ÉÉ¹ÉhÉäxÉ iÉÆ
iÉÉä¹ÉÊªÉiÉÖÆ SÉ Ê´ÉnÚù¹ÉEòºªÉ ºÉÉÊzÉvªÉ¨ÉÊxÉ´ÉÉªÉÇÊ¨ÉiªÉiÉ& B´ÉBiÉÉoù¶É´ªÉÊiÉªÉÉxÉÆ EÞòiÉ¨ÉÂ*

3) =nùªÉxÉ& {ÉnÂù¨ÉÉ´ÉiªÉÉ& ¦ÉiÉÉÇ ¦ÉÊ´É¹ªÉÊiÉ <ÊiÉ  |É´ÉSÉxÉÆ ¨ÉÚ±ÉOÉxlÉä
xÉÉ®únù& Eò®úÉäÊiÉ* ¦ÉÉºÉ& iÉÆ |É´ÉSÉxÉÆ {ÉÖ¹{ÉEò¦ÉpùÉÊnùÊºÉrèù&
ÊxÉ´ÉÉÇ½þªÉÊiÉ* xÉÉ®únùºªÉ xÉÉ]õEäò ºlÉÉxÉÆ xÉÉÎºiÉ*
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4) ¨ÉÚ±ÉEòlÉÉªÉÉÆ MÉÚføÉ±ÉÉäSÉxÉÉªÉÉÆ ́ ÉÉºÉ´ÉnùkÉÉªÉÉ& ºÉ½þÉänù®ú&
MÉÉä{ÉÉ±ÉEò¶SÉÉÎºiÉ* xÉÉ]õEäò ªÉÉèMÉxvÉ®úÉªÉhÉºªÉ iÉxjÉºªÉ ¶ÉËHò ́ ÉvÉÇÊªÉiÉÖÆ iÉiÉÂ iªÉHò¨ÉÂ*

5) {É\SÉ¨Éä +RÂóEäò Ê´ÉnÚù¹ÉEò®úÉVÉªÉÉä& SÉ EòlÉÉEòlÉxÉ´Éä±ÉÉºÉxnù¦ÉÇ&
xÉÉ]õEäò où¶ªÉiÉä* ´ÉºÉxiÉEò& EòlÉÉEòlÉxÉÊxÉ{ÉÖhÉ& <ÊiÉ ¨ÉÚ±ÉEòlÉÉªÉÉ&
|ÉºÉËHò ´ÉvÉÇÊªÉiÉÖÆ ¦É´Éänäù´ÉÆ EÞòiÉ¨ÉÂ*

6) +É¯ûÊhÉÊ®úÊiÉ ¶ÉjÉÖ& =nùªÉxÉ®úÉVªÉÆ VÉªÉiÉÒÊiÉ EòlÉÉ ̈ ÉMÉvÉä·É®úºÉÉ½þÉªªÉäxÉ ¶ÉjÉÖÆ ÊVÉi´ÉÉ
®úÉVªÉºªÉ {ÉÖxÉ±ÉÇÎ¤vÉ¶SÉ ̈ ÉÚ±ÉEòlÉÉªÉÉÆ xÉ*

7) ¨É½þÉºÉäxÉ& +RÂóEòÉ®ú´ÉiÉÒ SÉ ºÉxnäù¶ÉÆ nùi´ÉÉ ±ÉÉäEòÉxÉÂ =nùªÉxÉºÉÊzÉËvÉ
|Éä¹ÉªÉiÉÒÊiÉ ¦ÉÉMÉ& ̈ ÉÚ±ÉEòlÉÉªÉÉÆ xÉÉÎºiÉ* ́ ÉÉºÉ´ÉnùkÉÉ ZÉÊ]õiªÉ
´ÉMÉxiÉÖÆ ÊxÉ´ÉÇ½þhÉºÉvªÉÉÆ  +nÂù¦ÉÖiÉ®úºÉÆ VÉxÉÊªÉiÉÖÆ SÉ <nÆù ´ªÉÊiÉªÉÉxÉ¨ÉÖ{ÉªÉÖVªÉiÉä*

xÉÉ]õEòºªÉ xÉÉ¨xÉ& Ê´ÉSÉxiÉxÉ¨ÉÂ

º´É{xÉ´ÉÉºÉ´ÉnùkÉÊ¨ÉÊiÉ xÉÉÊ]õEòÉªÉÉ& xÉÉ¨É nùkÉ&* {É\SÉ¨ÉºªÉ +RÂóEòºªÉ (º´É{xÉÉRÂóEòºªÉ)
|ÉÉvÉÉxªÉÉiÉÂ <nÆù xÉÉ¨É* ¦ÉÉºÉºªÉ |ÉÊiÉ¦ÉÉ ̈ ÉÚ±ÉEòlÉÉªÉÉ¨ÉÂ +où¶ªÉÆ EòÉÎxiÉ¨ÉÂ +ÉäVÉ¶SÉ xÉÉ]õEòEòlÉÉªÉè
+nùnùÉiÉÂ* xÉÉ]õEòºªÉ BEòºªÉ ºÉÖ|ÉvÉÉxÉºÉÆ¦É´ÉºªÉ +ÊvÉ¹`öÉxÉä º´ÉºªÉ xÉÉ]õEòºªÉ xÉÉ¨É
""º´É|É´ÉÉºÉ´ÉnùkÉ¨ÉÂ'' <ÊiÉ º´ÉÒEÞòiÉ¨ÉÂ* <nÆù ÊxÉ¶SÉªÉäxÉ BEÆò ̈ ÉxÉ¶ÉÉºjÉxÉÉ]õEò¨ÉÎºiÉ* EòlÉÉ{ÉÉjÉä¹ÉÖ
¨ÉÉxÉÊºÉEò´ªÉÉ{ÉÉ®èú& |ÉÊiÉEò®úhÉè¶SÉ <ÊiÉ´ÉÞkÉÆ Ê´ÉEòÊºÉiÉ¨ÉÂ* ºÉÆ¦É´É{É®Æú{É®úÉhÉÉÆ º´É¦ÉÉ´ÉÊSÉjÉhÉÉiÉÂ
+ÊvÉEÆò ¦ÉÉºÉ& {ÉÉjÉÉhÉÉÆ ̈ ÉxÉÉä¦ÉÉ´ÉÉxÉÉ´É®úhÉä iÉi{É®ú&* xÉÉ]õEòºªÉ xÉÉ¨xÉ& BiÉiÉÂ ́ ªÉHò¨ÉÂ* º´É{xÉ®úRÂóMÉ&
¦ÉÉºÉºªÉ ¦ÉÉ´ÉxÉÉ EÖò¶É±ÉiÉÉªÉÉ& xÉÉ]õEòÒªÉ Eò±ÉÉ´Éè¦É´ÉºªÉ SÉè́ É =nùªÉxÉ´ÉÉºÉ´ÉnùkÉÉ|ÉhÉªÉºªÉ
+xÉ·É®ú |ÉiÉÒEÆò SÉ ¦É´ÉÊiÉ*

ªÉlÉÉ ®úÉVÉÉ (º´É{xÉÉªÉiÉä) ½þÉ ́ ÉÉºÉ´ÉnùkÉä!

´ÉÉºÉ´ÉnùkÉ-(ºÉÉ½þºÉÉäilÉÉªÉ) ½þ¨ÉÂ, +ÉªÉÇ{ÉÖjÉ&, xÉ JÉ±ÉÖ {ÉnÂù¨ÉÉ´ÉiÉÒ* ËEò xÉÖ JÉ±ÉÖ
où¹]õÉÎº¨É......*5

º´É{xÉä́ ÉÉºÉ´ÉnùkÉÉ-º´É{xÉä où¹]õÉ ́ ÉÉºÉ´ÉnùkÉÉ (¨ÉvªÉ¨É{Énù±ÉÉä{ÉÒ) iÉi|ÉÊiÉ{ÉÉnùEäò iÉSUô¤nùÉä{ÉSÉÉ®úÉiÉÂ
xÉÉ]õEòºªÉ ºÉYÉÉ* º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ(1) º´É{xÉä (où¹]Âõ´ÉÉ) ́ ÉÉºÉ´ÉnùkÉÉ ªÉÎº¨ÉxÉÂ iÉiÉÂ (xÉÉ]õEò¨ÉÂ)
(´ªÉÊvÉEò®úhÉ¤É½ÖþµÉÒÊ½þ) (2) º´É{xÉoù¹]õÉ ́ ÉÉºÉ´ÉnùkÉÉ (¨ÉvªÉ¨É{Énù±ÉÉäÊ{É) +¦ÉänùÉä{ÉSÉÉ®úÉiÉÂ xÉÉ]õEòºÉÆYÉÉ
xÉ{ÉÖÆºÉEò¦ÉÉ´É& (3) º´É{xÉäoù¹]õÉ ́ ÉÉºÉ´ÉnùkÉÉ º´É{xÉ´ÉÉºÉ´ÉnùkÉÉ (¨ÉvªÉ¨É{Énù±ÉÉäÊ{É) º´É{xÉ´ÉÉºÉ´ÉnùkÉÉ
+ÎºiÉ +ºªÉ iÉiÉÂ xÉÉ]õEÆò º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ (4) º´É{xÉä où¹]õÉ ´ÉÉºÉ´ÉnùkÉÉ, iÉÉÆ +ÊvÉEÞòiªÉ
EÞòiÉÆ xÉÉ]õEÆò º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ (+ÊvÉEÞòiªÉ EÞòiÉä OÉxlÉä +ÎºiÉ) (5) º´É{xÉ¶SÉ ´ÉÉºÉ´ÉnùkÉÉ
SÉ º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ (uùxuùºÉ¨ÉÉºÉ¨ÉÂ)

º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ ̈ ÉxÉ¶¶ÉÉºjÉ{É®ú¨ÉÂ

º´É{xÉ´ÉÉºÉ´ÉnùkÉÆ ¨ÉxÉ&¶¶ÉÉºjÉÉÊ¸ÉiÉÆ °ü{ÉEò¨ÉÂ <ÊiÉ ÊxÉhÉÔiÉÖÆ ¶ÉCªÉiÉä* ¨ÉÖJªÉEòlÉÉ{ÉÉjÉÉhÉÉÆ
¨ÉÉxÉºÉÒEò´ªÉÉ{ÉÉ®úÉ& +{ÉOÉÊlÉiÉÉ& où¶ªÉxiÉä* iÉiÉÂ ̈ ÉÖJªÉiÉªÉÉ EòÊ´É& |ÉÊiÉ{ÉÉnùªÉÊiÉ <iªÉä́ ÉÆ ÊSÉxiÉxÉÒªÉ¨ÉÂ*
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º´É{xÉ´ÉÉºÉ´ÉnùkÉä ºÉxvÉªÉ&

{É\SÉºÉÎxvÉºÉ¨ÉÎx´ÉiÉÆ ¦É´ÉÊiÉ º´É{xÉ´ÉÉºÉ´ÉnùkÉ&* BEäòxÉ |ÉªÉÉäVÉxÉäxÉÉÎx´ÉiÉÉxÉÉÆ
EòlÉÉÆ¶ÉÉxÉÉ¨É´ÉÉxiÉ®èúEò|ÉªÉÉäVÉxÉºÉÆ¤ÉxvÉ& ºÉÎxvÉ&*

""+xiÉ®èúEòÉlÉÇºÉÆ¤ÉxvÉ& ºÉÆÊvÉ®äúEòÉx´ÉªÉä ºÉÊiÉ**''6

º´É{xÉ´ÉÉºÉ´ÉnùkÉä |ÉlÉ¨ÉÉRÂóEäò ̈ ÉÖJÉºÉÎxvÉ&* ÊuùiÉÒªÉÉRÂóEäò |ÉÊiÉ¨ÉÖJÉºÉÎxvÉ&, iÉÞiÉÒªÉSÉiÉÖlªÉÇRÂóEòÉxªÉÊ{É
MÉ¦ÉÇºÉÎxvÉ, {É\SÉ¨ÉÉRÂóEäò Ê´É¨É¶ÉÇºÉÎxvÉ& ¹É¹]õÉRÂóEäò ÊxÉ´ÉÇ½þhÉºÉÎxvÉ <iªÉÉnùªÉ& xÉÉ]õEäò ºÉÎxvÉGò¨É&*

nù¶É°ü{ÉEäò =SªÉiÉä-

"¨ÉÖJÉ|ÉÊiÉ¨ÉÖJÉä MÉ¦ÉÇ& ºÉÉ´É¨É¶ÉÉæ{ÉºÉÆ¿ÞÊiÉ&*7'

¨ÉÖJÉºÉÎxvÉ&

´ÉÉºÉ´ÉnùkÉÉ =nùªÉxÉÆ |ÉÊiÉ Ê´É®úÊ½þhÉÒ |Éä̈ É ½äþiÉÖi´ÉäxÉ xÉÉ]õEòºªÉ +É®ú¨¦É& ÊGòªÉiÉä* iÉiÉÂ
|Éä̈ Éº´É{xÉ´ÉÉºÉ´ÉnùkÉä {É\SÉ¨ÉÉRÂóEòºªÉ +xiÉä Ê´É|É±É¨¦É¸ÉÞRÂóMÉÉ®úºªÉ {É®úÉEòÉ¹]õÉÆ |ÉÉ{xÉÉäÊiÉ*

¨ÉÖJÉÆ ¤ÉÒVÉºÉ¨ÉÖi{ÉÊkÉxÉÉÇxÉÉlÉÇ®úºÉºÉ¨¦É´ÉÉ+RÂóMÉÉÊxÉ uùÉnù¶ÉèiÉºªÉ ¤ÉÒVÉÉ®ú̈ ¦ÉºÉ¨Éx´ÉªÉÉiÉÂ*8

|ÉlÉ¨ÉÉRÂóEäò ́ ÉÉºÉ´ÉnùkÉÉªÉÉ& ̈ ÉxÉÉä̈ ÉÖEÖò®äú {ÉnÂù̈ ÉÉ´ÉiÉÒ¨ÉÂ +ÊvÉEÞòiªÉ ºxÉä½þ¦ÉÉ´ÉÆ ́ ÉvÉÇªÉÊiÉ*
|ÉlÉ¨ÉÉRÂóEòiÉ& {É\SÉ¨ÉÉRÂóEäò ¡ò±É°ü{É {ÉªÉÇxiÉÆ iÉºªÉ ¤ÉÒVÉÉ´ÉÉ{ÉÆ |ÉlÉ¨ÉÉRÂóEäò ́ ÉÉºÉ´ÉnùkÉÉ´ÉÉCªÉÆ-

´ÉÉºÉ´ÉnùkÉ&-(º´ÉMÉiÉ¨ÉÂ) ®úÉVÉnùÉÊ®úEäòÊiÉ ̧ ÉÖi´ÉÉ ¦ÉÊMÉÊxÉEòÉ ºxÉä½þÉnùÊ{É ̈ Éä+jÉ ºÉ¨{ÉtiÉä*

{ÉnÂù̈ ÉÉ´ÉÊiÉ- ¦É´ÉiÉÖ ¦É´ÉiÉÖ* +ÉªÉæ! Ê´É·ÉºiÉÉÎº¨É* +xÉäxÉ ¤É½Öþ̈ ÉÉxÉ´ÉSÉxÉäxÉÉxÉÖMÉÞ½þÒiÉÉÎº¨É*9

<iªÉÉÊnù {ÉnÂù¨ÉÉ´ÉiÉÒ´ÉÉCªÉä ´ÉÉºÉ´ÉnùkÉÉ¨ÉÂ +ÊvÉEÞòiªÉ {ÉnÂù¨ÉÉ´ÉiªÉÉ& ºxÉä½þ¦ÉÉ´ÉºªÉ +RÂóEÖò®Æú
nù®úÒoù¶ªÉxiÉä* <ilÉ¨ÉÂ <ÊiÉ´ÉÞkÉÆ ¤ÉÒVÉÉÊxÉ ®úºÉ¦ÉÉ´É¤ÉÒVÉÉÊxÉ +ÉÊ¸ÉiªÉ |ÉlÉ¨ÉÉRÂóEäò ̈ ÉÖJÉºÉÎxvÉ&*

|ÉÊiÉ¨ÉÖJÉºÉÎxvÉ

ÊuùiÉÒªÉÉRÂóEäò {ÉnÂù̈ ÉÉ´ÉiÉÒ =nùªÉxÉªÉÉä& Ê´É´ÉÉ½þ́ ÉÉiÉÉÈ ̧ ÉÖi´ÉÉ ́ ÉÉºÉ´ÉnùkÉÉªÉÉ& Ê´É®ú½þiÉÒµÉiÉÉ ́ ÉvÉÇªÉÊiÉ*
ÊuùiÉÒªÉÉRÂóEäò ́ ÉÉºÉ´ÉnùkÉÉ{ÉnÂù̈ ÉÉ´ÉiªÉä& =¦ÉªÉÉä& ºxÉä½þºªÉ ºlÉÉªÉÒ°ü{Éi´ÉÆ où¹]ÖÆõ ¶ÉCªÉiÉä* {ÉnÂù̈ ÉÉ´ÉiªÉÉ&
´ÉÉºÉ´ÉnùkÉÉÆ Ê¨ÉÊ±Éi´ÉÉ EòxnÖùEòGòÒb÷ÉªÉÉÆ ºÉ¨ÉÖ±±ÉºÉÊiÉ* iÉºªÉÉ& =¦ÉªÉÉä& ÊxÉMÉÚføÉxÉÖ®úÉMÉ¨ÉÊvÉEÞòiªÉ
´ÉÉiÉÉÇ±ÉÉ{ÉÆ Eò®úÉäÊiÉ* <ilÉÆ °ü{ÉähÉ {É±±ÉÊ´ÉiÉÉÊxÉ ¤ÉÒVÉÉÊxÉ où¹]ÖÆõ ¶ÉCªÉiÉä iÉÖ ÊuùiÉÒªÉÉRÂóEäò
|ÉÊiÉ¨ÉÖJÉºÉÎxvÉ*

""±ÉIªÉÉ±ÉIªÉiÉªÉÉänÂù¦ÉänùºiÉºªÉ |ÉÊiÉ¨ÉÖJÉÆ ¦É´ÉäiÉÂ*10

Ê¤ÉxnÖù|ÉªÉixÉÉxÉÖMÉ¨ÉÉnùRÂóMÉÉxªÉºªÉ jÉªÉÉänù¶ÉÉ**''

MÉ¦ÉÇºÉÎxvÉ:

iÉÞiÉÒªÉÉRÂóEäò - ́ ÉÉºÉ´ÉnùkÉÉ +½þÉä! +iªÉÉÊ½þiÉ¨ÉÂ*  +ÉªÉÇ{ÉÖjÉ: +Ê{É {ÉÊ®úEòÒªÉ: ºÉǼ ÉÞiÉ:*11

{ÉnÂù¨ÉÉ´ÉiªÉÉ ºÉ½þ =nùªÉxÉºªÉ Ê´É´ÉÉ½þ´ÉÞkÉÉxiÉäxÉ ´ÉÉºÉ´ÉnùkÉÉ ÊEòÎ\SÉnÂù nÖù&ÊJÉiÉÉ +ÉºÉÒiÉÂ*
iÉÊzÉÊ¨É¹Éä BEòÉ SÉä]õÒ {ÉÖ¹{ÉÉÊhÉ ́ ÉÉºÉ´ÉnùkÉÉªÉÉ EÞòiÉä |ÉnùÉªÉ{ÉnÂù¨ÉÉ´ÉiªÉÉ: Ê´É´ÉÉ½þÉlÉÈÇ EòÉèiÉÖEò¨ÉÉ±ÉÉÆ
®úSÉÊªÉiÉÖÆ ÊxÉ´ÉänùªÉÊiÉ* +{É®úÉ SÉä]õÒ +ÉMÉiªÉ ´ÉÉºÉ´ÉnùkÉªÉÉ OÉÊlÉiÉÉÆ ¨ÉÉ±ÉÉÆ MÉÞÊ½þi´ÉÉ ¶ÉÒQÉÆ
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MÉÞ½þÉ¦ªÉxiÉ®Æú MÉSUôÊiÉ*  <iÉºiÉÖ ́ ÉÉºÉ´ÉnùkÉÉ º´É¦ÉkÉÖÇ: =nùªÉxÉºªÉ ÊuùiÉÒªÉÊ´É´ÉÉ½äþxÉ +ÊiÉ´ÉnÖù&JÉÒiÉÉ
¦É´ÉÊiÉ*  nÖù&JÉÆ{ÉÊ®ú¨ÉÉVÉÇxÉÉlÉÈ ¶ÉªÉxÉÉMÉÉ®Æú MÉSUôÊiÉ*

{ÉnÂù̈ ÉÉ´ÉÊiÉ:- +ÉªÉæ! xÉ VÉÉxÉÉÊ¨É* +ÉªÉÇ{ÉÖjÉähÉ Ê´É®úÊ½þiÉÉäHòÎh ö̀iÉÉ ¦É´ÉÉÊ¨É <ÊiÉ {ÉnÂù̈ ÉÉ´ÉÊiÉ*12

´ÉÉºÉ´ÉnùkÉÉ-B´ÉÆ ¦É´ÉiÉÖ* +lÉ´ÉÉ ÊiÉ¹` öi´É¨ÉÂ =iEòÎh`öiÉÆ ¦ÉiÉÉÇ®ú¨ÉÖÊZÉi´ÉÉªÉÖføHÆò ÊxÉMÉÇ̈ ÉxÉ¨ÉÂ*
+½þ¨Éä́ É MÉÊ¨É¹ªÉÉÊ¨É* <iªÉÉÊnù ́ ÉÉCªÉè: iÉÞiÉÒªÉ SÉiÉÖlÉÉÇRÂóEòÉ¦ªÉÉÆ MÉ¦ÉÇºÉÎxvÉ:*

MÉ¦ÉÇºiÉÖ où¹]õxÉ¹]õºªÉ ¤ÉÒVÉºªÉÉx´Éä¹ÉhÉÆ ̈ ÉÖ½Öþ:*

uùÉnù¶ÉÉRÂóMÉ: {ÉiÉÉEòÉ ºªÉÉzÉ ́ ÉÉ ºªÉÉzÉ ́ ÉÉ ºªÉÉi|ÉÉÎ{iÉºÉÆ¦É´É:**13

Ê´É¨É¶ÉÇºÉÎxvÉ:

º´É|É´ÉÉºÉ´ÉnùiÉä {É\SÉ¨ÉÉRÂóEäò ®úÉVÉÉ +Ê{É º´É{xÉä ´ÉÉºÉ´ÉnùiÉÉÆ {É¶ªÉÊiÉ |ÉhÉªÉ´ÉÉCªÉè: iÉÉÆ
´ÉnùÊiÉ SÉ* ÊEòÎ\SÉiEòÉ±ÉÉxÉxiÉ®Æú ®úÉYÉ:  +´É±É¨¤É¨ÉÉxÉÆ ½þºiÉÆ ¶ÉªªÉÉä{ÉÊ®ú ÊxÉvÉÉªÉ +{É®únù¶ÉÇxÉ¶ÉRÂóEòªÉÉ
iÉiÉ: MÉSUôÊiÉ* ®úÉVÉÉ ´ÉÉºÉ´ÉnùkÉÉnù¶ÉÇxÉÆ ´ÉhÉÇªÉÊiÉ* =nùªÉxÉºªÉ ¶ÉªªÉÉªÉÉ: {ÉÉ¶ÉÇÂḈ Éä ÊiÉ¹`öÊiÉ
´ÉÉºÉ´ÉnùkÉÉ ËEò Eò®úhÉÒªÉ¨ÉÂ <ÊiÉ °ü{ÉähÉ ´ªÉºÉxÉÉÊiÉ¦ÉÉ®úÉiÉÂ +¦ÉÚiÉÂ*

º´É{xÉ´ÉÉºÉ´ÉnùiÉä  - ®úÉVÉÉ - B´ÉÆ, ¨ÉªÉÉ º´É{xÉÉää où¹]õ:?
ªÉÊnù iÉÉ´ÉnùªÉÆ º´É{xÉÉä vÉxªÉ¨É|ÉÊiÉ¤ÉÉävÉxÉ¨ÉÂ*
+lÉÉªÉÆ Ê´É§É¨ÉÉä ́ ÉÉ ºªÉÉiÉÂ Ê´É§É¨ÉÉä ÁÉºiÉÖ ̈ Éä ÊSÉ®ú¨ÉÂ**14
<iªÉÉÊnù =nùªÉxÉ´ÉÉCªÉÆ Ê´É¨É¶ÉÇºÉÎxvÉ& {É\SÉ¨ÉÉRÂóEäò º{É¹]õ¨ÉÂ*
GòÉävÉäxÉ´É¨ÉÞ¶Éä½þÉjÉ ́ ªÉºÉxÉÉuùÉ Ê´É±ÉÉä¦ÉxÉÉiÉÂ*
MÉ¦ÉÇÊxÉÌ¦ÉzÉ¤ÉÒVÉÉlÉÇ: ºÉ: +´É¨É¶ÉÇ <ÊiÉ º¨ÉÞiÉ:**15

ÊxÉ´ÉÇ½þhÉºÉÎxvÉ&

¹É¹`öÉRÂóEäò ºÉ´ÉÇEòÉªÉÉÇÊhÉ ={ÉºÉÆ½þ®úÊiÉ* ´ÉiºÉ®úÉVªÉ|ÉÉÎ{iÉ&* {ÉÚ́ ÉÇ̈ ÉÂ =nùªÉxÉºªÉ ½þºiÉÉ¦ªÉÉÆ
Ê´É±ÉÖ{iÉÉªÉÉ PÉÉä¹É´ÉiÉÒ´ÉÒhÉÉªÉÉ& |ÉÉÎ{iÉ&, ´ÉÉºÉ´ÉnùkÉÉªÉÉ& EÞòiÉä Ê{ÉiÉÞÞhÉÉ¨ÉÂ +ÉÊ¶É´ÉÇSÉxÉ|ÉnùÉxÉÆ SÉ
¦É´ÉÊiÉ* <iªÉÉÊnù °ü{ÉähÉ ¡ò±É|ÉÉÎ{iÉ& ºÉÆ¦É´ÉÊiÉ*

=SªÉiÉä iÉºªÉ ±ÉIÉhÉÆ nù¶É°ü{ÉEäò-

¤ÉÒVÉ´ÉxiÉÉä ̈ ÉÖJÉÉtlÉÉÇ Ê´É|ÉEòÒhÉÉÇ ªÉlÉÉªÉlÉ¨ÉÂ*

BEòÉlªÉÇ̈ ÉÖ{ÉxÉÒªÉxiÉä ªÉjÉ ÊxÉ´ÉÇ½þhÉÆ Ê½þ iÉiÉÂ*16

xÉÉ]õEò - |ÉEò®úhÉ Ê¨É¸É°ü{ÉÉ xÉÉÊ]õEòÉ <ÊiÉ Ê´É¦ÉÉMÉä º´É{xÉ´ÉÉºÉnù´ÉkÉºªÉ MÉhÉxÉÉ ¦É´ÉäiÉÂ*
¸ÉÞRÂóMÉÉ®ú |ÉvÉÉxÉxÉÉÊ]õEòÉ +ÎºiÉ* +jÉ +iªÉxiÉÆ ́ ÉèÊ¶É¹]ÂõªÉÆ +ÊxÉiÉ®úoù¶ªÉ º´É°ü{ÉÆ º´É{xÉ´ÉÉºÉ´ÉnùkÉºªÉ
´ÉèÊ¶É¹]õªÉÊ¨ÉÊiÉ ́ ÉHÖÆò ¶ÉCªÉiÉä* +jÉ ¦ÉÉºÉºªÉ |ÉÊiÉ¦ÉÉ ÊxÉiÉ®úÉÆ ¦ÉÉºÉ¨ÉÉxÉÉ où¶ªÉiÉä*

{ÉÉnùÊ]õ{{ÉhªÉ&

1. nù¶É°ü{ÉEò¨ÉÂ-3

2. nù¶É°ü{ÉEò¨ÉÂ-2, 3
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4. nù¶É°ü{ÉEò¨ÉÂ-3, 43

5. º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ-+RÂóEò¨ÉÂ-5

6. nù¶É°ü{ÉEò¨ÉÂ-1, 23

7. nù¶É°ü{ÉEò¨ÉÂ-1, 24

8. nù¶É°ü{ÉEò¨ÉÂ-1, 25

9. º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ-+RÂóEò¨ÉÂ-1

10. nù¶É°ü{ÉEò¨ÉÂ-1, 30

11. º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ-+RÂóEò¨ÉÂ-3

12. º´É{xÉ´ÉÉºÉ´ÉnùkÉ¨ÉÂ-+RÂóEò¨ÉÂ-4

13. nù¶É°ü{ÉEò¨ÉÂ-1, 36
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Dr. Gisha K. Narayanan

Ëtman the universal self, identical with the eternal core of the
personality. It is believed that after death either transmigrates to a
new life or attains MokÀa from the bonds of existence. Ëtman is the
central idea in all of the UpaniÀads. It is the spiritual essence in all
creatures. The UpaniÀads form the backbone of the Vedic literature
and give a profound unity and great spiritual enlightenment. The
UpaniÀadic wisdom affects and embodies the different classes of
spirituality in different ways. Ved¡ntic philosophy is the same as the
philosophy of the UpaniÀads and its philosophical speculations form
the foundations of the UpaniÀadic psychology. Ved¡nta means the
end of Vedas, known as UpaniÀads. It is both religious and
philosophical. As religion, Ved¡nta discovers the truth and posters
others. Philosophy of Ved¡nta synthesis is the science to present a
unified vision of reality.

The ontological doctrines of UpaniÀads are Brahman as the
Ultimate Reality. Self is the essence of all individuality, Brahman is
identical to the Ëtman (self). Brahman is the material and efficient
cause of universe. Like spider weaving its own web, furnishing him
both its matter and design. The UpaniÀads declares that the Ëtman
(self) is the innermost essence of the individual self. Ëtman is the
subject, the knower, the perceiver. The UpaniÀadic seers made the
identification of Ëtman with Brahman.

In the UpaniÀads, the K®na UpaniÀads starts with the questions
like who impels the mind to delight on its object, whose behest do
men utter speech? What intelligence directs the eyes and the ears?
etc1. It is answered by the preceptor that is through the power of the

UPANIâADIC VIEW ON SELF AND PERSONALITY
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self, the Ëtman. That the ear hears, the eyes sees, the tongue speaks
and the mind understands. The Pra¿na UpaniÀads raises the same
idea about that sleep in man and what again are awake in him? Of
these which God sees dream? Whose is the happiness?

Brahman is not only the universal spirit, but also the essence of
the self of the individual. Brahman is known through Ëtman. One
should realize that Ëtman is Brahman because the self is the absolute2.
This entire universe is Brahman3 and I am Brahman4. UpaniÀads
propound the identity of Brahman with Ëtman, the universal soul
with individual soul. Brahman is the universal soul, and it is the same
person residing in the individual. As fire which is one, it entering
this world becomes varied in shape according to the object it burns,
so also oneself within all beings become varied according to whatever
and also exists outside5.

The description of the five pr¡¸as in the UpaniÀads is much
elaborated. Pr¡¸a sustains and supports this body. All the activities
of the body and mind depend on it. Maitr¢ UpaniÀads described that
the five-fold; Pr¡¸a, Ap¡na, Vy¡na, Ud¡na, and Sam¡na division
occurred6. The importance of life energy (Pr¡¸a) is explained in
Ch¡ndogyopaniÀad7. All these are suggested that the Pr¡¸a is the
respiratory, Sam¡na is the circulatory, Vy¡na is the nervous, Ud¡na
is the thinking and the Ap¡na is the excretory and re-productive
systems.

The Taittir¢ya UpaniÀad declares that Satyam Jµ¡nam Anantam
Brahma8 that in the absolute is Pure Existence, consciousness and
infinity. According to UpaniÀads, the essence of human personality
is Ëtman, which is same as Brahman. It is the conjunction with gross
and subtle bodies becomes subject to experience of pleasure and
pain. It becomes engrossed in five types of sheaths (ko¿as) and the
total personality is called J¢va. Taittir¢ya UpaniÀad delineates the
famous doctrine of the five ko¿as or sheaths are Annamaya,
Pr¡¸amaya, Manomaya, Vijµ¡namaya and Ënandmaya. These five
contexts cited here only identical different stages in the inwardness
of the equity. What is visualized at each stage is correct in what
context, and is not stated to be nullified by the later vision. The same
is expressed clearly in Aitareya UpaniÀad the whole world is founded
on self-consciousness. It is self consciousness, which is Absolute9.

The relation between body and the soul has been well described
in Maitr¢ UpaniÀad10. It is that the body is compared to a cart and
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soul its driver. In Ka¶ha UpaniÀad, the individual personality made
clear expression of Ëtman. The pure self, Ëtman is beyond any
attribute, but the individual reflected by the rules of the phenomenal
world. The parable of the chariot  resented in this UpaniÀad is as to
know the self as the body as verily the chariot, to know the intellect
as the charioteer and the mind as verily the reins. The senses are the
horses, the objects of senses are the paths, the self is associated with
the body, the senses and the mind is the enjoyer11.

The hierarchy of the principles is again mentioned in the
UpaniÀads. It shows the inter relationship between the Self (Ëtman),
the intellect (Buddhi), the mind (Manas) and the senses (Indriyas).
In Katha UpaniÀad one of the most famous verses of Vedas occurs
in this UpaniÀad. Arise and awake12. It means realizes the Ëtman,
having approached excellent teachers.

The relation between the body and the soul is well again explained
by the KauÀ¢taki UpaniÀad13. It is said that the soul is the master of all
bodily actions. It is the Lord. It is just like a razor which is placed in
the razor case, or fire in the fire hearth. Similarly the conscious self
pervades the body upto the very hairs and nails.

Conclusion

The aim of the vedic seers was to grasp the true nature of the self
and describe the ways, in which altered states of consciousness arise,
to use a current phrase. There is no doubt that these reflections of
over three thousand years ago give us a theory of mind and
consciousness which are valid even today. They point out that in the
highest state of consciousness, the subject and object become one.
The UpaniÀads look upon the development of the self as the aim of
the human being and the human society. The UpaniÀads proclaimed
the aim of the facilities for every human being and stimulate his
intellect.
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Footnote
1. +Éå  EäòxÉäÊ¹ÉiÉÆ {ÉiÉÊiÉ |ÉäÊ¹ÉiÉÆ ¨ÉxÉ&

EäòxÉ|ÉÉhÉ& |ÉlÉ¨É& |ÉèÊiÉ ªÉÖHò&*
EäòxÉäÊ¹ÉiÉÉÆ ´ÉÉSÉÊ¨É¨ÉÉÆ ´ÉnùÎxiÉ
SÉIÉÖ& ¸ÉÉäiÉÆ Eò& näù´ÉÉä ªÉÖxÉÊHò** K®na UpaniÀad I.1.

2. +ªÉ¨ÉÉi¨ÉÉ ¥ÉÀ, M¡¸·£ky°paniÀad, I.2.
3. iÉi´É¨ÉÊºÉ, Ch¡nd°gy°paniÀad,VI.8.7.
4. +½Æþ ¥ÉÀÉÎº¨É, Brhad¡ra¸yak°paniÀad, I.4.10.
5. Kath°paniÀad, II.2.9.
6. Maitr¢ UpaniÀad, II.6.
7. Ch¡nd°gy°paniÀad, III.13.1.
8. Taittir¢ya UpaniÀad, II.1.1.
9. ±ÉÉäEò& |ÉYÉÉ |ÉÊiÉ¹`ööÉ |ÉYÉÉxÉÆ ¥ÉÀ* Aitarey°paniÀad, III.3.
10. Mytri UpaniÀad, II.3.4.
11. +Éi¨ÉÉxÉÆ ®úÊlÉxÉÆ Ê´ÉÊrùù  ¶ÉÉ®úÒ®Æú ®úlÉ¨Éä́ É iÉÖ*

¤ÉÖËrù iÉÖ ºÉÉ®úËlÉ Ê´ÉÊrù ¨ÉxÉ& |ÉOÉ½þ¨Éä́ É SÉ** KathopaniÀad, I.3.3.
12. =ÊkÉ¹`ööiÉÉ VÉÉOÉiÉÉ, KathopaniÀad, I.3.14.
13. ªÉlÉÉ IÉÖ®ú& IÉÖ®úvÉÉ®äú B´É Ê½þiÉ& ºªÉÉiÉÂ Ê´É·ÉÆ̈ ¦É®äú ´ÉÉ

Ê´É·É¨¦É®úEÖò±ÉÉªÉ B´É¨Éä́ Éè́ É |ÉYÉÉ +Éi¨ÉänÆù
¶É®úÒ®ú¨ÉÉi¨ÉÉxÉ¨ÉxÉÖ|ÉÊ´É¹]õ +É±ÉÉä¦ªÉ +ÉxÉJªÉä¦ªÉ& **  KauÀ¢taki UpaniÀad, IV.20.
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Dr. Jensi M.

MANTRAVËDA - ELEMENTS OF MAGIC RITUALS:
A TRADITIONAL PRACTICE OF NORTH KERALA

Keralodaya being a historical Mah¡k¡vya, the author Dr.K.N.
Ezhuthachan has made use of many myths like Pur¡¸ic, Epic, Oral
Literature, Seasonal Festivals, Social Believes, Social Evils, Social
Customs and celebrations prevalent among the people through out
his work. Dr. K.N Ezhuthachan used these myths to analyse the social
and cultural attitude of the people of Kerala.

When a study about a society is being done, one cannot confine
restrict in into the materialistic things like their trade, production,
process, clothing cum jewels, cooking style medicines, hand crafts,
artistic talents, folk songs, folk music, mythological stories, legends,
folk tales and folk sayings but the thoughts regarding their beliefs,
prohibitations rites, the situations performed from birth to death,
games consummation of art witchcrafts etc. These things too should
be taken into serious consideration.  These cultural factors are related
and complemented to each other. There is a principle included in the
usage of hymns and amulets.

The origin of Black Magic

According the Frazer1"the primitive man who lead their life by
hunting and killing their enemies had chosen black magic as a weapon
to control the mesmerism which made violence towards them. There
are explanations on the power of black magic in Îgveda, Ëra¸yaka-
s, Br¡hma¸a-s, Ved¡´ga-s, and in various epics and legends.  Ancient
Indians believed that they can attain anything like blessings of Gods,
control over nature, distraction of enemies, recovery and prosperity
through witchcraft.2
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Religion and Knowledge in Magic

Magic (witchcraft) is prior to religion also with a belief that both
have some super natural powers.  When human life became more
complicated and they recognized the more secrets about the nature,
there came some new routines in their words and deeds.  They may
recognize that they not attain spirituality only through the custom,
but they also follow it.3 The faith in magic has been dissolved into
religious faith.  Through magic and religion, one can make sure his
own position in the vast and complicated life.  And will be difficult
to achieve a meaning for life or a feeling of protection without the
help of such controls.4  Hence there is no wonder in mixing the
magical faith in religious faith.  May be due to this reason, P.
Damodaran Pillai5  told “It is inferred that the basement of the Vedic
literature is not religious, but more over it was the magical outlook’’.

It can be considered that Hindu religion or religious practices did
not reject the magical deeds.  But there are some other religions who
forbid the faith in magic.  But on the contrary, in Kerala there are
Islams who believe in ‘Jinn’ and make ‘talisman’, and Christians
who also are believers of black magic. The Christian magician
Ka¶amattattu Kattan¡r’s wonders are very famous.  In Hindu religion
also, castes without magicians are very rare.

Deviation

There are two types of magic viz, Magic for goodness and black
magic.  Sorcery are rituals praising the witches where as the other is
praise of Goddess of morality.  The legend is that Para¿ur¡ma himself
ordered the magicians to drive out the witches and praise the virtuous
goddess in Kerala. K¡lak¡du, K¡¶tum¡dam, Kall£ru, Cenn¡s,
A·ikacceri, Ka¸y¡ttain Kakk¡du, Kuzhimana, Pa·ikkodan,
Putumana, M£ttamana, Kallakk¡du, were prominent among them.
Their methods and Gods for worshipping differed to each other.
Thus the famous ‘18 traditions’ of magic was developed.

Primitive man had false impressions on the natural laws and still
there exist witchcrafts among uncivilized forest dwellers.  They thrust
in witches and also believed that they can kill and swallow the
children, bring the dead people back as devils, bless, roar, enlighten
themselves, bring back the things which were lost and forecast the
future.6 Among the tribes, in addition to the chief there will be a
respectable magical physician and others believe that he can forecast
the fortune.7 He is the responsible person for doing the deeds for
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heavy rain, prosperous, harvest and fruitful hinting.  There are several
groups who have magical heredity and among them the Pulluvas,
P¡¸as, Malayas, Va¸n¡n, Ma¸¸¡n, Velan, Karuvan, Ga¸akan,
Ka¸i¿an, Pulayas, Pa¤ayas, Kopp¡la¿. Heravas have chosen
blackmagic as a hereditary work.

Evil Spirits

They are the invisible powers which affect humans. Shapes,
Characters and duties are imagined for each of them.  They enter the
human body in order to achieve some particular aims. Black magic
can be characterized as a ritual act of mantras and tantras by which
the evil spirits can be expelled.

Spirits (Goddesses) can be divided as ‘grahas’ and var¸a’s as
devagraha, asura graha, r¡kÀasagraha, gandharva graha, yakÀa graha,
pi¿¡cagraha, pit¤graha etc..

Symptoms of Possession by Spirits

When ‘devagrahas’ enters a human body, the symptoms like
changing of face equivalent to lotus, reduction of words, excretion
and urine, intense affinity towards food stuffs, gentle looks, worship
to devas and brahmins, cleanliness, intense interests towards garlands
and white dresses, satisfaction on hills, mansion of rich people and
k¡vu’s sleepless eyes can  be seen.8

If there found spirit possessed a body through astrological
calculations, the astrologer recommends the compensation for it.

tilahomam KÀetrapin·am
v¡v£¶tuka balikeiya’ etc are do it.

Exorcise

In magical sacrifices the imagination of reflection is important.
The evil spirits and devils which penetrated into the body are invoked
into images and made into the body made out of either wood or
sacrificial rice.  The belief is that by performing this act, the penetrated
spirits and devil can be shifted to those images and they are deserted
some where out of doors.  If they are harmful evil spirits then nails or
needles fixed on the images.

Various sorcery deeds like tiriyuzhiccil, ariyuzhiccil, toluzhiyal
bhasmasn¡na, kurutiuzhiccil, balikarmas and other such sacrificial
offerings to the demised ones are usually considered as exorcise.
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Plucking the shape of the spirit, singing the magical songs and
chanting the rhythmic magical verses also are common.

Diversity of evil spirits

Among the spirits included in various graha’s like deva (god)
Asura (anti-god), gandharva (demi-god), yakÀa (demi-god) and
pi¿¡ca (devil) each group consists number of spirits with different
characters.  Among the spirits yakÀa or yakÀi and gandharvas are
important groups.

Through the evil spirits of all grahas can be expelled by all the
magicians, some groups have heredity of expelling the spirits of some
particular grahas. For example, inorder to expell the ‘pulluvapada’,
the pulluvas, Vannan’s and Malaya’s are usually engaged. Pulluva’s
songs sacrificial offerings and ‘kalamezhuttu’ are pleasing factors
for ‘sarpagraha’. The pulluvas of North Kerala are called
‘pretamp¡·i’s and it is believed that the magical acts of this group
can dispel the ancestral sins and give salvation to the spirits.

The acts which were once considered as very important are now
loosing its relevance.  Nowadays the ‘garbha bali’ and exorcise are
stepping back, since the modern medicines and other such things
got great popularity.  But once, such ritualitic performances where
so popular when pregnant ladies felt the presence of some other
factors in their own body and shown fear, there applied the practice
of ‘Garbhabali’ and exorcism for recovery.

The colourful ka½am’s decorations, music produced by the
instruments, song and the movement by the ‘kalam’s’ made an
unusual mental state in the effected person.  On such occasions the
mind becomes excited and at last they achieve calmness and peace.
One thinks psychologically it can be found that all these include the
principle of treating the disease.9

Magic is related to literature and it is clear from the magical songs
and magical process.  The rhythm, the voice, beauty and the genuine
imagination are to be experienced.

The scholarship today opines that the real magic lies in the scientific
methods which exist for the good fortune of humanity.  If one tries
to find out the meaning of scientific facts involved in it, all the
misunderstandings regarding these practices this knowledge might
be dispelled to some extend.  It is not a good tendency to ignore the
knowledge completely without knowing its goodness as it helped
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humanity once.  Even the mathematicians had admiringly accepted
the mathematical value of the magical squares (Akkappada) which
was once used by magicians to write the amulets .
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Saju Thuruthil

THE SIMILARITIES OF DIFFERENT TRADITIONAL
ART FORMS- SPECIAL REFERENCE TO KERALA

MURALS WITH THEYYAM AND KALAMEZHUTHU

Abstract

Traditional art forms are  way of expression of experiences and
feelings of people. It reflects the cultural heritage of a particular
society, so it is linked with rituals. Thus, religious rituals became the
roots of traditional art forms. The mural is a piece of artwork painted
on any large permanent surface, usually walls or ceilings. In the olden
days, it was permitted to depict on the walls of temples, churches,
and palaces so it was away from the life of common people. But
nowadays it became popular. Most of our traditional art forms depend
on naturally available materials so it’s eco-friendly. Through this
article the author is trying to associate the similarities of traditional
art forms. 

Key terms: Traditional art, cultural heritage, Mural 

Introduction

Folk art was one of the outlets of expressions and feelings of
common people. They reflect the cultural heritage of a particular
society. Most of the traditional art forms were an inevitable part of
their religious rituals. In ancient times the art depends entirely on
religion all over the world where there was no single folk art culture
that was not under the influence of religion or ritual. All the traditional
artforms had adopted the particular character of the society concerned.
An unfortunate fact that our rich folk-art traditions have variations is
due to the differences in religion and caste of people.
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Content 

In Kerala, the primitive art forms were inspired and influenced
by many other art forms. For example, the Kerala traditional murals
were generally influenced by Ka½amezhuttu or Dh£½icitra. It is evident
from the similarities that the mural paintings and other art forms grew
and flourished side by side. There are many similarities in the line
drawing and color applications. There are many factors in common
among rituals like Teyyam, Tira, KolaÆtu½½al, SarpaÆtu½½al,
Kathaka½i, K¤À¸an¡¶¶am, T¢y¡¶¶, Vettekkaran pattu, á¡st¡mp¡ttu
etc. These folk rituals were performed as religious offerings to God
and at the same time, they were sources of entertainment for people
and a particular way of ventilating the suppressed emotions of the
people. It works as a catharsis process in counselling and thus heals
the minds of people from the pent-up and suppressed emotions
creating stress. They feel free and relaxed after these rituals as it
works psychologically. So, it was impossible to segregate art from
the daily life of people and their culture. This closeness and oneness
with society helped art forms to remain so long without losing its
importance through centuries and races.

 All traditional art forms have a set of strict and definite rules
about its depiction. These rules were from the beginning and even
now the artists of the new era obey those strict rules. A good painting
is to be based on some rules. For eg. CitralakÀa¸a gives some strict
directions to make a fine painting. There are references of three
va¶ivus like, Citrava¶ivu, Bh£tava¶ivu, and ¿ilpa va¶ivu. These
explain the characteristics of paintings on various surfaces.
Knowledge of these rules is strictly followed in traditional paintings.
Anything has drawn in three-dimensional follow Citrava¶ivu but
sculptures cannot follow citrava¶ivu thus it follows áilpava¶ivu.
Extreme care is to be taken while carving wood as curves of figures
are to be perfect and flawless. Bh£tava¶ivu is followed while drawing
paintings on flat surfaces. These rules have great influence in our
ancient art forms and as a result, they become prominent and
remained so far for centuries. Paintings  done on the floor, wall, and
wood will not have the same features. The theory of Va¶ivu gives
explanations about the different depictions on different surfaces.

There are so many similarities among the mural paintings based
on Citrava¶ivu and Dh£½icitram based on Bh£tava¶ivu. The main
similarity lies in the selection of themes from Dhy¡na¿lokas and the
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perfection of depiction also has many features in common. The
prominent link that connects Dh£½icitra and mural painting is the
similarity of color sense in both the art forms. This is based on the
Pancavar¸a Tatwa. Five prominent colors are used in both styles.
They are Red, Yellow, Green, Black, and White. Through the style
and color application, it gives a three-dimensional effect to both
Dh£½icitra and mural painting. While Dh£½icitra artist applies power
colors to both left and right sides of the figure, the Mural artist creates
floral designs on both sides to give a balance position to the main
figure. Both sides are made proportionate and balanced in kind,
though the styles are different the effect is the same. In mural painting
sometimes these decorative works become MaÀipp£vu or
V¢r¡½ippa¶¶u design  to fill the space outside the figure.

Mainly five colors are used to create Kalam and all these colours
are prepared and processed by the artist himself. Green colour is
prepared from the leaves of ‘Siris Tree” (Albizzia Lebbek) locally
known as “Nenmeni V¡ka’’ or “Kunni V¡ka’’. These leaves are
dried and grained to nice powder to make a sap green colour. White
colour is made from rice powder, yellow from turmeric powder, lime
and turmeric powder are mixed to get red color power. Paddy husk
is burned to prepare black powder. Thus “Ka½am’’ or “Dh£½icitram’’
are made out of these five colors.

Costumes and ornaments worn by the figures are also similar in
both mural painting and Dh£½icitram. Costumes like M¡rkkacca
(breast Covering), UÀ¸¢Àam (Shoulder cloth) Kaccav¡½u and
O¶¶an¡kku (worn on waist) are similar and ornaments like Muttumala
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(pearl necklace,) Ka¶akam (bangles), are commonly used in both art
forms. While mural artists creat long-lasting and pulsating figures
through flawless lines and perfection in colorings, Dh£½icitra artists
bring out life and movement to still figures through the dramatic
effect of colors.

Mu¶iyettu kalam is also drawn in the traditional style of Dh£½icitra
ka½am of Kerala using natural hues. Rice powder, burned paddy
husk powder, turmeric powder, and powdered V¡ka leaves are used
for white, black, yellow, and green respectively. Ochre red is prepared
by mixing turmeric powder and lime. While drawing Bhadrak¡li
figure one breast is made with paddy and other with rice indicating
that the paddy  of rice or paddy was used for this. After completing
the Ka½amezhuttu, kalamp¡¶¶u were  performed which is the
devotional songs praising Devi. The devotional songs describe Devi
from head to toes. The figure in the kalam is of eight armed
Bhadrak¡½i, mounted over vet¡½a, holding D¡rika’s head on one
hand and weapons on all the other seven hands. This figure can be
seen in Mural paintings as well. Devotional songs were sung by the
mu¶iye¶¶u artist in front of the Ka½am. Description of Devi from the
head to toes are described in the Dhana¿lokas and based on this
Dh¡nya¿lokas the Mural artist depicts the paintings of Devi but one
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difference is that at the end of the Ka½am p¡¶¶u the Komaram erase
the Ka½am as a part of the ritual. Komaram is considered to be the
representative of a deity. When he possesses the power of Goddess,
mu¶iye¶¶u ka½am is erased by the p£c¡ri or priest himself. It is clear
that Bhagavathy ka½am is similar in depiction all over Kerala and
they are all related to Mural painting in their style of depiction.

Theyyam is one such traditional ritual that took shape from widely
practiced hero worship during the Middle age in Kerala. In those
days war heroes were given divine status and were adored by people
as saviours. Rituals were performed to please these deities. Devotional
songs were sung in praise of them for centuries.

Face design or Mukhathezhuttu is the unique feature of Theyyam,
here dark red designs are drawn on yellow surface. This might have
originated from the ancient body painting, that prevailed in most parts
of ancient India. The black colour is also used to make the painting
more attractive. Such decorations are usually done only on faces but
in rare cases bodies are also seen painted in this manner.

A special feature of Theyyam is, only Red-colored cloths are used
by the performers. It is believed that the dark red color gives more
power and strength to the characters and it increases their ferocity.
Costumes like Kaccav¡l and UÀ¸¢Àam and ornaments like Tho¶akam,
kuntalam, tolv¡½a, etc are common in mural painting and Theyyam.
Some theyyam like C¡mu¸·i theyyam, Muttappan theyyam,
Pularka½i, Kund£r C¡mundy, etc.  have very large Ke¿abh¡ram. Their
ke¿abh¡ram is very long and has beautiful decorative artworks on
them. Some other theyyams like Bali Theyyam have very small
headgears like a crown worn in Kathakali.
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In Mural painting only king or royal characters wear ke¿abh¡ram.
Sr¢ R¡ma, ViÀnu, Brahma, Indra, áiva, K¡½i, R¡va¸a, etc. are some
who wear Ke¿abh¡ra. All these characters are drawn in the navat¡la
rule in T¡lapram¡¸a. Also in Theyyam the importance of the
character is reflected in the size, shape, and fierceness of the figure.
While Kund£r C¡mun·i Theyyam comes to the stage and roars
after taking the “Ko¶iyila”, the viewers feel the fierceness of the
character. Such a feeling occurs in the minds of viewers while
observing some temple murals. The Narasimha painting of
Panayannoor K¡vu temple in Kottayam district of Kerala is one such
work. The mesmerizing power of this painting is frightening.

Conclusion

Through this article, the author tried to analyze the similarities of
Kerala Mural paintings with other traditional art forms like
Ka½amezhuttu, Mutiyettu, and Theyyam. Here the author mentioned
only three art forms apart from Mural painting. This study report
may be informative to art lovers, students of art, and may be an eye-
opener to the policymakers to take more effort to revive these
traditional artforms.
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Sujith Subrahmanian

{ÉÉÊhÉxÉÒªÉºÉÚjÉä¹ÉÖ =HòÉxÉÖHònÖù»HòÉxÉÉÆ ÊSÉxiÉÉ B´É ́ ÉÉÊiÉÇEòä¹ÉÖ |É´ÉiÉÇiÉä <ÊiÉ ºÉÖÊ´ÉÊniÉ¨ÉÂ* ªÉjÉ
´ÉÉÊiÉÇEòEòÉ®è& nÉä¹Éo¹]ÂªÉÉ Ê´É´É®hÉo¹]ÂªÉÉ ́ ÉÉ ÊEòÊ\SÉiÉÂ =SªÉiÉä, iÉjÉ ¦ÉÉ¹ªÉEòÉ®ähÉ, ́ ÉÉÊiÉÇEòºªÉ
+ÉIÉä{Éä¦ªÉ& ºÉÚjÉÉhÉÉÆ {ÉÊ®®IÉhÉÆ ÊGòªÉiÉä* ̈ É½É¦ÉÉ¹ªÉä ¤É½ÙjÉ <¨ÉÉÆ ®ÒÊiÉÆ p¹]ÖÆõ¶ÉCªÉiÉä* "={Énä¶Éä%VÉxÉÖxÉÉÊºÉEò
<iÉÂ' <ÊiÉ ºÉÚjÉä%Ê{É  BiÉÉo¶ÉÒ ®ÒÊiÉ& iÉjÉ ¦É´ÉÊiÉ* iÉjÉ BiÉiºÉÚjÉÊ´É¹ÉªÉä ́ ÉÉÊiÉÇEòEòÉ®ºªÉ ¦ÉÉ¹ªÉEòÉ®ºªÉ
SÉ ̈ ÉiÉÆ ÊEò¨ÉÂ iÉjÉ =¦ÉªÉÉä& ̈ ÉiÉªÉÉä& ¦Éän& +ÊºiÉ ́ ÉÉ, ªÉÊn +ÊºiÉ iÉÊ½Ç iÉjÉ ÊºÉrÉxiÉi´ÉäxÉ Eò&
{ÉIÉ& º´ÉÒÊGòªÉiÉä <iªÉÉÊnÊ´É¹ÉªÉÉ& <½ Ê´ÉSÉÉªÉÇxiÉä*

"={Énä¶Éä%VÉxÉÖxÉÉÊºÉEò <iÉÂ' <ÊiÉ {ÉÉÊhÉÊxÉEòÞiÉÉªÉÉ¨ÉÂ +¹]ÉvªÉÉªªÉÉÆ |ÉlÉ¨ÉÉvªÉÉªÉä iÉÞiÉÒªÉ{ÉÉnä
ÊuiÉÒªÉÆ ºÉÚjÉ¨ÉÂ* ={Énä¶Éä +SÉÂ +xÉÖxÉÉÊºÉEò& <iÉÂ <ÊiÉ {ÉnSÉiÉÖ¹]ªÉ¨ÉÂ +ÊºiÉ * iÉjÉ ={Énä¶É¶É¤nÉlÉÇ&
+jÉ Ê´ÉSÉÉªÉÇiÉä*

=qä¶ªÉÉä{Énä¶ÉÉè

ºÉÚjÉä ={Énä¶É{ÉnÆ ÊEò¨ÉlÉÇÊ¨ÉÊiÉ Ê´ÉSÉÉªÉÇiÉä * iÉjÉ +§É +ÉÄ +{É& <ÊiÉ =nÉ½®hÉÆ |Én¶ªÉiÉä*
+jÉ +ÉÄ <ÊiÉ =qä¶ªÉ&, ={Énä¶ÉÉä xÉÉÊºiÉ <ÊiÉ EòlªÉiÉä* ´ÉºiÉÖiÉ& +ÉÄ <iªÉºªÉ
"+ÉÄRÉä%xÉÖxÉÉÊºÉEò¶UxnÊºÉ' <ÊiÉ ºÉÚjÉähÉ +xÉÖxÉÉÊºÉEòÆ ÊGòªÉiÉä* B´ÉÆ SÉ ={Énä¶É{ÉnºªÉÉ¦ÉÉ´Éä
"+xÉÖxÉÉÊºÉEòÉä%SÉÂ' <ÊiÉ ºÉÚjÉähÉ +xÉÖxÉÉÊºÉEò& +SÉÂ <iºÉÆYÉ& ºªÉÉiÉÂ <iªÉxÉäxÉ +ÉÄ <iªÉºªÉ
<iºÉÆYÉÉ{ÉÊkÉ&* +iÉ& ={Énä¶Éä <ÊiÉ {ÉnÆ ªÉÉäVÉxÉÒªÉ¨ÉÂ <iªÉÖHò¨ÉÂ* iÉjÉè́ É =HòÆ ¦É´ÉÊiÉ +§É +ÉÄ
+{É& <iªÉjÉ +ÉÄ <ÊiÉ ={Énä¶ÉÉä xÉÉÊºiÉ =qä¶ªÉ&* +jÉ nÉä¹ÉÉä xÉÉÊºiÉ* B´ÉÆ SÉ Eò&
=qä¶ªÉÉä{Énä¶ÉªÉÉäÊ´ÉÇ¶Éä¹É& <ÊiÉ |É¶xÉ&* iÉjÉ =SªÉiÉä, |ÉiªÉIÉ¨ÉÉJªÉÉxÉ¨ÉÖ{Énä¶É& MÉÖhÉè& |ÉÉ{ÉhÉ¨ÉÙqää¶É&
<ÊiÉ* iÉjÉ Eò¶SÉxÉ MÉÉè& xÉÉ¨É Eò& <ÊiÉ {ÉÞSUÊiÉ, B´ÉÆ SÉ MÉÉä& EòhÉÆÇ MÉÞ½Òi´ÉÉ +ÉxÉÒªÉ +ªÉÆ MÉÉè&
<ÊiÉ |ÉiªÉIÉähÉ |Én¶ÉÇªÉÊiÉ Eò¶SÉxÉ* iÉäxÉ =SªÉiÉä "xÉ =Êq¹]Éä  ¨Éä MÉÉè&' <ÊiÉ* B´ÉÆ Eò¶SÉxÉ
EòÊ\SÉnÂ ´ÉnÊiÉ ¦É´ÉÉxÉÂ ¨Éä nä́ ÉnkÉÆ =Êq¶ÉiÉÙ <ÊiÉ* B´ÉÆ SÉ +jÉºlÉ& {ÉÞ¹]&, {ÉÞ¹]´ÉxiÉÆ,
{ÉÉ]±ÉÒ{ÉÖjÉºlÉÆ nä́ ÉnkÉ¨ÉÂ =Êq¶ÉÊiÉ, xÉ iÉÖ  ={ÉÊn¶ÉÊiÉ* ºÉ& nä́ ÉnkÉ& +jÉ xÉÉÊºiÉ, <nÉxÉÒÆ
{ÉÉ]±ÉÒ{ÉÖjÉä +ÊºiÉ* iÉ¨ÉÂ =Êq¶ÉÊiÉ* EòlÉ¨ÉÂ? +RÂMÉnÒ- +RÂMÉn¨ÉÂ +ºªÉ +ºiÉÒÊiÉ +RÂMÉnÒ*
B´ÉÆ EÖòhb±ÉÒ,  ÊEò®Ò]Ò * ́ ªÉÚfÉä®ºEò&- ́ ªÉÚf¨ÉÂ =®& ªÉºªÉ ºÉ&* ́ ÉÞkÉ¤ÉÉ½Ù&- ́ ÉÞkÉÉè ¤ÉÉ½Öþ& ªÉºªÉ
ºÉ&* B´ÉÆ ±ÉÉäÊ½iÉÉIÉ&, iÉÖRÂMÉxÉÉºÉ&* Ê´ÉÊSÉjÉÉ¦É®hÉ&, Ê´ÉÊSÉjÉÉÊhÉ +É¦É®hÉÉÊxÉ ªÉºªÉ ºÉ&, <Ço¶ÉÉä

{ÉÉÊhÉxÉÒªÉä ={Énä¶É¶É¤nÊ´ÉSÉÉ®&
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nä́ ÉnkÉ& <ÊiÉ* B´ÉÆ SÉ +jÉ nä́ ÉnkÉ& MÉÖhÉè& B´É¨ÉÂ =Hò& * B´ÉÆ SÉ iÉäxÉ =Hò¨ÉÂ =Êq¶ÉiÉÖ ¨Éä
nä́ ÉnkÉ& <ÊiÉ xÉ iÉÖ ={ÉÊn¹]&*

iÉnxÉxiÉ®¨ÉÂ =SªÉiÉä - <iºÉÆYÉÉªÉÉÆ ºÉ´ÉÇ|ÉºÉRÂMÉ&, ºÉ´ÉÇºªÉ =Êq¹]ºªÉ ={ÉÊn¹]ºªÉ ́ ÉÉ +xÉÖxÉÉÊºÉEòºªÉ
<iºÉÆYÉÉ |ÉÉ{xÉÉäÊiÉ <ÊiÉ* ={Énä¶É{Én¨ÉÊºiÉ SÉänÊ{É ºÉ´ÉäÇ¹ÉÉxÉÉ¨ÉxÉÖxÉÉÊºÉEòÉxÉÉ¨ÉÂ <iºÉÆYÉÉ +ÉMÉSUÊiÉ
<ÊiÉ* +§É +ÉÄ +{É& <iªÉjÉÉÊ{É |ÉÉ{xÉÉäÊiÉ* Eòº¨ÉÉiÉÂ EòÉ®hÉÉiÉÂ <iªÉÖHòä +Ê´É¶Éä¹ÉÉiÉÂ <ÊiÉ*
ºÉ´ÉÇºªÉÉxÉÖxÉÉÊºÉEòºªÉ <iºÉÆYÉÉ |ÉÉ{xÉÉäÊiÉ <iªÉÖHò¨ÉÂ, +iÉ& +Ê´É¶Éä¹ÉÉiÉÂ +§É +ÉÄ +{É& <iªÉjÉ
+ÉÄ <iªÉºªÉÉÊ{É +xÉÖxÉÉÊºÉEòºÉÆYÉÉ |ÉÉ{xÉÉäÊiÉ <ÊiÉ +ÉªÉÉiÉ¨ÉÂ* iÉjÉ =SªÉiÉä +xÉÖ{ÉnÒªÉ¨ÉÉxÉä Ê´É¶Éä¹Éä
ºÉ´ÉÇ|ÉºÉRÂMÉ& <ÊiÉ* +jÉ Ê´É¶Éä¹É <ÊiÉ ={Énä¶É¨ÉÖÊq¶ªÉ EòlÉªÉÊiÉ* ÊEòxiÉÖ iÉjÉ EòÉÊSÉiÉÂ ́ ªÉHòiÉÉ
xÉ VÉÉiÉÉ* =qä¶ªÉÆ ÊEò¨ÉÂ? ={Énä¶É& Eò& <iªÉjÉ ´ªÉHòiÉÉ xÉ VÉÉiÉÉ* +iÉ& iÉºªÉ {ÉªÉÇ]xÉÆ EòiÉÙÆÇ
xÉ ¶ÉCªÉiÉä* ={Énä¶É& <ÊiÉ ÊEò¨ÉÂ? =qä¶ªÉ& <ÊiÉ ÊEò¨ÉÂ? ÊEò¨ÉlÉÆÇ ¤ÉÉävÉÊªÉiÉÖÆ xÉ ¶ÉCªÉiÉä <ÊiÉ SÉäiÉÂ
ºÉRÂEòÒhÉÉèÇ =qä¶ªÉÉä{Énä¶ÉÉè*

<iªÉÖHòä ={Énä¶É& Eò& <ÊiÉ {ÉÚ́ ÉÇ̈ ÉÖHò¨ÉÂ, =qä¶ÉÆ ÊEòÊ¨ÉÊiÉ {ÉÚ́ ÉÆÇ ªÉnÖùHò¨ÉÂ, iÉÊnÂ¦ÉzÉ°ò{ÉähÉÉÊ{É
±ÉÉäEòä =qä¶ªÉÉä{Énä¶ÉÉè o¶ªÉäiÉä* |ÉiªÉIÉ¨ÉÉJªÉÉxÉ¨ÉÖqä¶ªÉ&, MÉÖhÉè& |ÉÉ{ÉhÉ¨ÉÖ{Énä¶É& <ÊiÉ Ê´É{ÉÊ®iÉ°ò{ÉähÉÉÊ{É
±ÉÉäEòä o¶ªÉiÉä* iÉtlÉÉ EòÊ¶SÉiÉÂ EòÊ\SÉnÉ½ - "¦É´ÉÉxÉÂ ¨Éä +xÉÖ́ ÉÉEò¨ÉÂ =Êq¶ÉiÉÖ' <ÊiÉ* iÉjÉ
ºÉÉIÉÉiÉÂ ={Énä¹]ÖÆõ ¶ÉCªÉiÉä +xÉÖ́ ÉÉEòÆ, ÊEòxiÉÖ "¦É´ÉÉxÉÂ ̈ Éä +xÉÖ́ ÉÉEò¨ÉÂ =Êq¶ÉiÉÙ' <ÊiÉ EòlÉªÉÊiÉ*
{ÉÞ¹]& =kÉ®ªÉÊiÉ "<Ç¹´Éäi´ÉEò¨ÉÂ +vÉÒ¹´É' <iªÉÉÊn* =Êq¹]Éä ̈ Éä +xÉÖ́ ÉÉEò& <ÊiÉ iÉäxÉÉ%jÉ =SªÉiÉä
SÉ* +Ê{É SÉ EòÊ¶SÉiÉÂ EòÊ\SÉnÉ½ -"OÉÉ¨ÉÉxiÉ®Æ MÉÊ¨É¹ªÉÉÊ¨É, ¦É´ÉÉxÉÂ ¨Éä {ÉxlÉÉxÉ¨ÉÂ ={ÉÊn¶ÉiÉÖ'
<ÊiÉ* {ÉxlÉÉxÉÆ iÉÖ ºÉÉIÉÉiÉÂ °ò{ÉähÉ <¨ÉÆ {ÉxlÉÉxÉÊ¨ÉÊiÉ +ªÉÆ {ÉxlÉÉ <ÊiÉ |Én¶ÉÇÊªÉiÉÖÆ xÉ ¶ÉCªÉiÉä*
iÉnÉÊ{É ºÉ& =kÉ®ªÉÊiÉ "+¨ÉÖÊ¹¨ÉzÉ´ÉEòÉ¶Éä ½ºiÉnÊIÉhÉ <iªÉä́ ÉÆ {ÉxlÉÉxÉ¨ÉÖ{ÉÊn¶ÉÊiÉ* B´ÉÆ MÉÖhÉè& ªÉiÉÂ
|ÉÉ{iÉÆ iÉäxÉè́ É iÉjÉ ̧ ÉÉäjÉÉ =SªÉiÉä* ={ÉÊn¹]Éä ̈ Éä {ÉxlÉÉ& <ÊiÉ xÉ iÉÖ =Êq¹]&* B´É¨ÉäiÉÉè =qä¶ªÉÉä{Énä¶ÉÉè
ºÉRÂEòÒhÉÉèÇ <ÊiÉ* B´ÉÆ Ê¦ÉzÉ°ò{ÉähÉ ={Énä¶É& =qä¶ªÉÉä VÉÉiÉ&, =qä¶ªÉ& ={Énä¶ÉÉä%Ê{É VÉÉiÉ&* B´ÉÆ SÉ
+§É +ÉÄ +{É& <iªÉjÉ +ÉÄ <ÊiÉ +xÉÖxÉÉÊºÉEò& <iÉÂ ¦É´ÉÊiÉ * B´ÉÆ iÉ½ÒÇiEòÉªÉÉÇ¦ÉÉ´ÉÉnjÉäiºÉÆYÉÉ
xÉ ¦ÉÊ´É¹ªÉÊiÉ <ÊiÉ ÊºÉrÉxiªÉiÉä*

´ÉÉÊiÉÇEòEòÉ®¨ÉiÉ¨ÉÂ

={Énä¶É +ÉtÉäSSÉÉ®hÉÊ¨ÉÊiÉ  EòÉè̈ ÉÖnÒEòÉ®ähÉ =SªÉiÉä* iÉäxÉ SÉ <nÆ ¨ÉxÉÊºÉ ÊxÉvÉÉªÉ B´É¨ÉÂ
=SªÉiÉä ªÉiÉÂ, ={Énä¶É¶É¤n& ¦ÉÉ´Éä PÉ\ÉxiÉ& <ÊiÉ* Ê´ÉÊ¶É¹ªÉè́ É ÊEò¨ÉlÉÇ̈ ÉÖHò¨ÉÂ <ÊiÉ SÉäiÉÂ, +Êº¨ÉxÉÂ
Ê´É¹ÉªÉä Ê´É´ÉÉnÉä ´ÉiÉÇiÉä* ={ÉÊn¶ªÉiÉä <iªÉxÉäxÉ ={Énä¶É& <ÊiÉ Eò®hÉ´ªÉÖi{ÉiªÉÉ Eò®hÉä PÉ\ÉÂ
|ÉiªÉªÉÉxiÉ& +ªÉÆ ={Énä¶É¶É¤n& <ÊiÉ ¦ÉÉ¹ªÉEòÉ®¨ÉiÉ¨ÉÂ +ÊºiÉ* iÉjÉ iÉÖ ={ÉÊn¶ªÉiÉä +xÉäxÉ
<iªÉÖ{Énä¶É& <ÊiÉ SÉäiÉÂ ={Énä¶É& ¶ÉÉºjÉ¨ÉÂ <iªÉÖHòä +xÉäxÉ ºÉÉvÉÖ¶É¤nÉ& ={ÉÊn¶ªÉxiÉä <ÊiÉ ¶ÉÉºjÉ¨ÉÂ
<iªÉlÉÇ& ¦É´ÉÊiÉ ={Énä¶É¶É¤nºªÉ ¦ÉÉ¹ªÉEòÉ®¨ÉiÉä* B´ÉÆ SÉ EòèÊ¶SÉiÉÂ ºÉRÂEòäiÉè& EòèÊ¶SÉiÉÂ Eò®hÉ¦ÉÚiÉè&
vÉÉi´ÉÉÊnÊ¦É& B´É ºÉÉvÉÖ¶É¤nÉ& +ÉSÉÉªÉèÇ& ={ÉÊn¶ªÉxiÉä* B´ÉÆ ¶ÉÉºjÉ¨ÉÖ{Énä¶É& <ÊiÉ ¦ÉÉ¹ªÉEòÉ®&
´ÉnÊiÉ* B´ÉÆ SÉ vÉÉiÉÖ|ÉÉÊiÉ{ÉÊnEòÉMÉ¨É|ÉiªÉªÉÉnä¶ÉÉ& ={Énä¶ÉÉ&* BiÉä {ÉÚ́ ÉÉäÇHò®ÒiªÉÉ Eò®hÉ¦ÉÚiÉÉ&
<iªÉÖSªÉxiÉä*

B´ÉÆ SÉ ={Énä¶ÉxÉä%VÉxÉÖxÉÉÊºÉEò& <iÉÂ <ÊiÉ ={Énä¶ÉxÉä <ÊiÉ ´ÉHò´ªÉ¨ÉÂ <ÊiÉ ´ÉÉÊiÉÇEòEòÉ®ähÉ
=SªÉiÉä* EÖòiÉ& <ÊiÉ SÉäiÉÂ Eò®hÉä ±ªÉÖbxiÉ& ={Énä¶É¶É¤n& SÉäiÉÂ iÉjÉ ={Énä¶ÉxÉ¨ÉÂ <iªÉä́ É °ò{ÉÆ
¦É´ÉÊiÉ* ={É-={ÉºÉMÉÇ{ÉÚ́ ÉÇEòÉiÉÂ Ên¶ÉÂ þvÉÉiÉÉä& PÉ\ÉÂ þ|ÉiªÉªÉä, \ÉEòÉ®ºªÉ PÉEòÉ®ºªÉ SÉ <iºÉÆYÉÉªÉÉÆ,
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"iÉºªÉ ±ÉÉä{É&' <ÊiÉ ±ÉÉä{Éä, ={ÉÊn¶ÉÂ + <ÊiÉ VÉÉiÉä, "{ÉÖMÉxiÉ±ÉPÉÚ{ÉvÉºªÉ SÉ' <ÊiÉ ºÉÚjÉähÉ MÉÖhÉä,
={Énä¶ÉÂ + <ÊiÉ VÉÉiÉä, Ê´É¦ÉÊHòEòÉªÉäÇ ={Énä¶É& <ÊiÉ °ò{É¨ÉÂ* Eò®hÉä SÉäiÉÂ "Eò®hÉÉÊvÉEò®hÉªÉÉä¶SÉ'
<ÊiÉ ±ªÉÖ]Â B´É ¦É´ÉÊiÉ* iÉÊ½Ç ±ªÉÖÊ] +xÉÖ¤ÉxvÉ±ÉÉä{Éä ªÉÖ́ ÉÉä®xÉÉEòÉè <ÊiÉ ºÉÚjÉähÉ ªÉÖ <iªÉºªÉ +xÉÉnä¶Éä
={Énä¶ÉxÉ¨ÉÂ <iªÉä́ ÉÆ °ò{ÉÆ ºªÉÉiÉÂ* +iÉ& ={Énä¶ÉxÉä%VÉxÉÖxÉÉÊºÉEò& <iÉÂ <iªÉä́ ÉÆ ´ÉHò´ªÉ¨ÉÂ <ÊiÉ
´ÉÉÊiÉÇEòEòÉ®¨ÉiÉ¨ÉÂ*

¦ÉÉ¹ªÉEòÉ®¨ÉiÉ¨ÉÂ

iÉjÉ ¦ÉÉ¹ªÉä Ê´ÉSÉÉªÉÇiÉä PÉ\ÉÂ -þ|ÉiªÉªÉ& ´ÉºiÉÖiÉ& ¦ÉÉ´Éä B´É ´ÉiÉÇiÉä* +jÉ iÉÖ Eò®hÉ´ªÉÖi{ÉÊkÉ&
|Én¶ÉÇxÉÒªÉÉ* Eò®hÉ´ªÉÖi{ÉÊkÉ& |Én¶ÉÇxÉÒªÉÉ SÉäiÉÂ, Eò®hÉä PÉ\ÉÂ <ÊiÉ xÉÉÊºiÉ, B´ÉÆ SÉ Eò®hÉä EòÊ¶SÉiÉÂ
|ÉiªÉªÉ& +jÉ ́ ÉHò´ªÉ& * vÉ\ÉÂ iÉÖ ¦ÉÉ´Éä B´É +ÊºiÉ <ÊiÉ EÞòi´ÉÉ vÉ\ÉÂ ́ ÉHÖò¨É¶ÉCªÉ&* Eò®hÉä {ÉÖxÉ&
Eò& |ÉiªÉªÉ& ́ ÉHò´ªÉ& <ÊiÉ SÉäiÉÂ "Eò®hÉÉÊvÉEò®hÉªÉÉä¶SÉ' <ÊiÉ ºÉÚjÉähÉ ±ªÉÖ]Â ́ ÉHÖÆò ¶ÉCªÉiÉä* +iÉ&
+jÉ ±ªÉÖ]Â B´É +ÉMÉSUÊiÉ* ªÉÊn ±ªÉÖ]Â B´É +ÉMÉSUÊiÉ iÉjÉ ±ÉEòÉ®ºªÉ ]EòÉ®ºªÉ SÉ
<iºÉÆYÉÉªÉÉÆ, ±ÉÉä{Éä, ªÉÙ <iªÉºªÉ +xÉÉnä¶Éä ={Énä¶ÉxÉ¨ÉÂ <iªÉä́ ÉÆ °ò{ÉÆ ºªÉÉiÉÂ* +Ê{É SÉ B´ÉÆ ®ÒiªÉÉ
¶ÉÉºjÉÆ xÉÉ¨É Eò®hÉÆ ¦É´ÉÊiÉ* ÊEòÆ Eò®hÉ¨ÉÂ? EòÒo¶ÉÆ Eò®hÉÆ <ÊiÉ SÉäiÉÂ ={Énä¶ÉxÉEò®hÉÆ ¦É´ÉÊiÉ*
={Énä¶ÉxÉÊGòªÉÉªÉÉ& Eò®hÉÆ ¦É´ÉÊiÉ ¶ÉÉºjÉ¨ÉÂ* ={Énä¶ÉEò®hÉäxÉ ÊEò¨ÉÂ ={ÉÊn¶ªÉiÉä <ÊiÉ SÉäiÉÂ
ºÉÉvÉÙ¶É¤nÉ& ={ÉÊn¶ªÉxiÉä* +iÉ& ={Énä¶ÉEò®hÉEò-ºÉÉvÉÙ¶É¤nEò¨ÉÇEò-={Énä¶ÉxÉÊGòªÉÉ <iªÉÉªÉÉÊiÉ*
B´ÉÆ SÉ, EòÉÊxÉ BiÉÉÊxÉ Eò®hÉÉÊxÉ <ÊiÉ SÉäiÉÂþ vÉÉiÉÙ&, ºÉÚjÉ¨ÉÂ, +ÉMÉ¨É&, +Énä¶É& <iªÉÉÊnÊ¦É®ä́ É
ºÉÉvÉÙ¶É¤nÉ& ={ÉÊn¶ªÉxiÉä <ÊiÉ EòÞi´ÉÉ ={Énä¶ÉxÉÊGòªÉÉªÉÉÆ Eò®hÉÉÊxÉ ¦É´ÉÊxiÉ BiÉÉÊxÉ {ÉÚ́ ÉÉäÇHòÉÊxÉ
<ÊiÉ ¦ÉÉ¹ªÉä*

ÊºÉrÉxiÉ{ÉIÉ&

B´ÉÆ SÉ, ={Énä¶ÉxÉä%VÉxÉÙxÉÉÊºÉEò& <iÉÂ <ÊiÉ ºÉÚjÉEò®hÉäxÉ ªÉ& +lÉÇ&-+É¶ÉªÉ& - ±É¦ªÉiÉä, ºÉ&
+É¶ÉªÉ& ¦ÉÉ¹ªÉEòÉ®ähÉÉÊ{É +RÂMÉÒGòÒªÉiÉä* =Hò|ÉEòÉ®ähÉ ¶ÉÉºjÉ¨ÉÂ ={Énä¶ÉxÉÊGòªÉÉªÉÉÆ Eò®hÉÆ
´ÉiÉÇiÉä* iÉäxÉ ºÉÉvÉÙ¶É¤nÉ& ªÉä ={ÉÊn¶ªÉxiÉä iÉä +Êº¨ÉxÉÂ þ +ºªÉÉÆ ÊGòªÉÉªÉÉÆ - ¦É´ÉÊxiÉ <ÊiÉ* ÊEòxiÉÙ
={Énä¶Éä%VÉxÉÙxÉÉÊºÉEò& <iÉÂ <iªÉä́ É ºÉÚjÉEòÉ®ähÉ =HòÆ, xÉ iÉÙ "={Énä¶ÉxÉä%VÉxÉÙxÉÉÊºÉEò& <iÉÂ' <ÊiÉ*
+iÉ& iÉjÉ ={Énä¶Éä <ÊiÉ ºÉÚjÉEòÉ®ähÉ ªÉnÙHòÆ iÉkÉÙ ºÉÉvÉÚEòiÉḈ ªÉÆ ¦ÉÉ¹ªÉEòÉ®ähÉ* Eò®hÉä ±ªÉÙ]Â
<iªÉÉÊn|ÉiªÉªÉÉxÉÉÆ º´ÉÒEòÉ®& xÉ EòiÉḈ ªÉ&, Eò®hÉä%Ê{É PÉ\ÉÂ +ÊºiÉ <ÊiÉ ¦ÉÉ¹ªÉEòÉ®& ´ÉHòÙ̈ ÉÂ
+É®¦ÉiÉä* xÉ iÉÙ iÉnlÉÆÇ ±ªÉÙ]Â|ÉiªÉªÉ& +É¸ÉªÉhÉÒªÉ&* B´É¨ÉÂ ={Énä¶É¶É¤nºªÉ ={Énä¶ÉxÉ¨ÉÂ <ÊiÉ
{ÉÊ®´ÉiÉÇxÉäxÉ iÉjÉ {ÉÚ́ ÉÉäÇHò& +É¶ÉªÉ& ºÉÉvªÉ& <ÊiÉ xÉÉÊºiÉ* iÉnlÉÆÇ Eò®hÉä%Ê{É PÉ\ÉÂ +ÊºiÉ <ÊiÉ
¦ÉÉ¹ªÉEòÉ®ähÉ ́ ÉHòÙ̈ ÉÉ®¦ªÉiÉä*

Eò®hÉä PÉ\ÉÂ þEò®hÉäxÉä́ É =Êq¹]& +lÉÇ& ±É¦ªÉiÉä <ÊiÉ ¦ÉÉ¹ªÉEòÉ®¨ÉiÉ¨ÉÂ* iÉnlÉÆÇ Eò®hÉä PÉ\ÉÂ <ÊiÉ
|ÉiªÉªÉ& <ÊiÉ ¦ÉÉ¹ªÉEòÉ®ähÉ ªÉnÙHòÆ iÉiÉÂ |ÉÉèÊf¨ÉÉjÉ¨ÉÂ <ÊiÉ nÒÊIÉiÉ¨ÉiÉ¨ÉÂ* Eò®hÉä PÉ\ÉÂ +ÊºiÉ <ÊiÉ
<iªÉxÉäxÉ ¦ÉÉ¹ªÉEòÉ®ºªÉ +ªÉ¨ÉÊ¦É|ÉÉªÉ& ªÉiÉÂ, Eò®hÉä%Ê{É ́ ÉªÉÆ PÉ\ÉÂ ºÉÉvÉªÉÉ¨É& iÉnlÉÆÇ ́ ÉªÉÆ |ÉÉèfÉ&
<ÊiÉ* Eò®hÉä PÉ\ÉÂ þÊ´ÉvÉÉªÉEòÆ ºÉÚjÉÆ ́ ÉºiÉÙiÉ& ºÉÉIÉÉiÉÂ xÉÉÊºiÉ* iÉlÉÉÊ{É º´É|ÉÉèfÂªÉÉ <iªÉÙHòä&, ªÉlÉÉäkÉ®Æ
¨ÉÙxÉÒxÉÉÆ |ÉÉ¨ÉÉhªÉ¨ÉÂ <iªÉxÉäxÉ ́ ÉÉ EòlÉÊ\SÉiÉÂ +º¨ÉÉÊ¦É& Eò®hÉä PÉ\ÉÂ <ÊiÉ ºÉÉvÉÊªÉiÉÙÆ ¶ÉCªÉiÉä <ÊiÉ
¦ÉÉ¹ªÉEòÉ®ºªÉ +Ê¦É|ÉÉªÉ&* ́ ÉºiÉÙiÉ& iÉÉo¶ÉÆ ºÉÚjÉÆ xÉÉÊºiÉ SÉänÊ{É +jÉ ={Énä¶ÉxÉä%VÉxÉÙxÉÉÊºÉEò& <iÉÂ
<ÊiÉ º´ÉÒEòÉ®ä {ÉÉÊhÉxÉÒªÉºÉÚjÉºªÉè́ É {ÉÙxÉ& ¦ÉRÂMÉ& ºªÉÉiÉÂ* iÉjÉ ºÉÚjÉÆ xÉ ºÉÆMÉSUiÉä <iªÉÉ{ÉÊkÉ& ºªÉÉiÉÂ*
+iÉ& +jÉ +½¨ÉÊº¨É ÊEòÊ\SÉnÊ{É EòiÉÖÇ̈ ÉÂ <ÊiÉ ¨ÉxÉÊºÉ ÊxÉvÉÉªÉ Eò®hÉä%Ê{É PÉ\ÉÂ ¦É´ÉÊiÉ,
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"EòÞiªÉ±ªÉÙ]Éä ¤É½Ù±É¨ÉÂ' <ÊiÉ ºÉÚjÉähÉ ¤ÉÉ½Ù±ÉEòÉiÉÂ Eò®hÉä PÉ\ÉÂ ºÉÉvÉªÉÉ¨É& <ÊiÉ ¥É´ÉÒÊiÉ ¦ÉÉ¹ªÉEòÉ®&*
"={Énä¶Éä%VÉxÉÙxÉÉÊºÉEò&' <iÉÂ <iªÉä́ ÉÆ {ÉÉÊhÉÊxÉxÉÉ ºÉÚjÉÆ EòÞiÉ¨ÉÂ* ÊEòxiÉÙ iÉnlÉÆÇ |ÉiªÉªÉÉxiÉ®Æ EòiÉḈ ªÉ¨ÉÂ
<ÊiÉ ́ ÉÉÊiÉÇEòEòÉ®ähÉ ªÉnÙSªÉiÉä iÉnº´ÉÒEòÞiªÉ ºÉÚjÉEòÉ®ähÉ ªÉnÂ º´ÉiÉ& B´É¨ÉÙHòÆ iÉºªÉ ºÉÉvÉÙEò®hÉäxÉè́ É
ªÉ& +É¶ÉªÉ& ´ÉÉÊiÉÇEòEòÉ®ähÉ =Hò& ºÉ& +É¶ÉªÉ& ¦ÉÉ¹ªÉEòÉ®ähÉ ºlÉÉ{ªÉiÉä <ÊiÉ YÉÉiÉÙÆ ¶ÉCªÉiÉä*

={ÉºÉÆ½É®&

={Énä¶Éä%VÉxÉÙxÉÉÊºÉEò& <iÉÂ <iªÉÊº¨ÉxÉÂ ºÉÚjÉä ={Énä¶É¶É¤nÊ´ÉSÉÉ®& EòÞiÉÉä ´ÉiÉÇiÉä* iÉjÉ
={Énä¶ªÉÉäqä¶ªÉ{Én¦Éän&, iÉjÉ ́ ÉÉÊiÉÇEòEòÉ®¨ÉiÉÆ, ¦ÉÉ¹ªÉEòÉ®¨ÉiÉ¨ÉÂ, +Ê{É SÉ nÒÊIÉiÉ¨ÉiÉÆ SÉ ºÉ¨ÉÉ±ÉÉäÊSÉiÉ¨ÉÂ*
iÉjÉ Eò®hÉä ±ªÉÙ]Â|ÉiªÉªÉÆ  º´ÉÒEòÞiªÉ ={Énä¶ÉxÉä%VÉxÉÙxÉÉÊºÉEò& <iÉÂ <ÊiÉ ́ ÉHò´ªÉÊ¨ÉÊiÉ ́ ÉÉÊiÉÇEòEòÉ®ähÉ
=Hò¨ÉÂ* +iÉ& Eò®hÉä PÉ\ÉxiÉÉä%ªÉÆ ={Énä¶É¶É¤n& <ÊiÉ ¦ÉÉ¹ªÉEòÉ®¨ÉiÉ¨ÉÂ* iÉkÉÙ |ÉÉèÊf¨ÉÉjÉÆ ¦É´ÉÊiÉ,
Eò®hÉä PÉ\ÉxiÉ& +ªÉÆ ¶É¤n& xÉÉÊºiÉ* ÊEòxiÉÙ ¦ÉÉ´Éä PÉ\ÉxiÉ& +ªÉ¨ÉÂ ={Énä¶É¶É¤n& <ÊiÉ iÉnxÉxiÉ®Æ
|ÉÉèf¨ÉxÉÉä®¨ÉÉEòÉ®& ¦É^ÉäÊVÉnÒÊIÉiÉ¶SÉ* ́ ÉºiÉÙiÉ& ÊºÉrÉxiÉi´ÉäxÉ ºÉÉ¨ÉÉxªÉiÉ& Eò®hÉä PÉ\ÉxiÉ& +ªÉÆ
¶É¤n& <iªÉä́ É º´ÉÒGòÒªÉiÉä, "EòÞiªÉ±ªÉÙ]Éä ¤É½Ù±É¨ÉÂ' <ÊiÉ ºÉÚjÉÆ |É¨ÉÉhÉ¨ÉÂ* ªÉtÊ{É ́ ÉÉÊiÉÇEòEòÉ®ºªÉ
+É¶ÉªÉ& ¦ÉÉ¹ªÉEòÉ®ähÉÉÊ{É º´ÉÒGòÒªÉiÉä* iÉlÉÉÊ{É ºÉÚjÉºªÉ {ÉÊ®´ÉiÉÇxÉä iÉÉi{ÉªÉÉÇ¦ÉÉ´ÉäxÉè́ É B´É Eò®hÉä
PÉ\ÉxiÉi´ÉäxÉ ={Énä¶É¶É¤nºªÉ ÊxÉ¹{ÉÊkÉ& ¦ÉÉ¹ªÉEòÉ®ähÉ |Én¶ªÉÇiÉä*

ºÉ½ÉªÉEòOÉxlÉºÉÚSÉÒ

+¨É®EòÉä¹É&, +¨É®ÊºÉÆ½&, ºÉÆ¶ÉÉävÉEò&-{ÉhÉ¶ÉÒEò®Éä{ÉÉ¼´É´ÉÉºÉÙnä́ É¶ÉÉºjÉÒ, SÉÉèJÉ¨¤ÉÉ, ́ ÉÉ®ÉhÉºÉÒ, 2007

+´ªÉªÉEòÉä¶É&, ́ ÉÉ.¸ÉÒ´ÉiºÉÉRÂMÉÉSÉÉªÉÇ&, ºÉÆºEòÞiÉÊ´ÉtÉºÉÊ¨ÉÊiÉ&, SÉäzÉè, 2004.

+¹]ÉvªÉÉªÉÒºÉÚjÉ{ÉÉ`&, ºÉÆºEòiÉÉÇ-¨É.¨É.¸ÉÒMÉÙ»|ÉºÉÉn¶ÉÉºjÉÒ, SÉÉèJÉ¨¤ÉÉ,´ÉÉ®ÉhÉºÉÒ, 2095

{ÉÉÊhÉxÉÒªÉ´ªÉÉEò®hÉÉänÉ½®hÉEòÉä¶É&, B¡Âò. ÊOÉ¨¨É±ÉÂ, Ê´É.Ê´É.´ÉäRÂEò]®ÉVÉ¶É¨ÉÉÇ, BºÉÂ.±ÉI¨ÉÒxÉ®ÊºÉÆ½Æ,
ÊiÉ»{{ÉÊiÉ, {ÉÉäÊhbSÉä®Ò, 2007.

¤ÉÞ½vnÉiÉÙ°ò{ÉÉ´ÉÊ±É&, Ê].+É®Âú. EòÞ¹hÉÉSÉÉªÉÇ&, ¸ÉÒ¶ÉRÂEò® +uèiÉ¶ÉÉävÉEòäxp¨ÉÂ, ¶ÉÞRÂMÉä®Ò, 2011.

´ÉèªÉÉEò®hÉÊºÉvnÉxiÉEòÉè̈ ÉÙnÒ (¤ÉÉ±É¨ÉxÉÉä®¨ÉÉ,iÉi´É¤ÉÉäÊvÉxÉÒºÉÊ½iÉÉ), ºÉ¨{ÉÉnEò&-¸ÉÒ MÉÉä{ÉÉ±ÉnkÉ{ÉÉhbä,
SÉÉèJÉ¨¤ÉÉ, ́ ÉÉ®ÉhÉºÉÒ,1997.

´ªÉÉEò®hÉ¨É½É¦ÉÉ¹ªÉ¨ÉÂ, {ÉiÉ\VÉÊ±É&, SÉÉèJÉÆ¦ÉÉ ºÉÙ®¦ÉÉ®iÉÒ |ÉEòÉ¶ÉxÉ, ́ ÉÉ®ÉhÉºÉÒ, 1995.

¶É¤n¨É\VÉ®Ò, Ê´ÉtÉºÉÉMÉ®Âú Eòä.B±É. Ê´É. ¶ÉÉºjÉÒ, ´ÉÉtÉ®Âú BhbÂ ºÉhºÉÂ, iÉÞ¶¶ÉÚ®Âú, 1013.
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¶ÉÉEòÙxiÉ±Éä ´ÉÊhÉÇiÉÉxÉÉ¨ÉÂ +ÉvÉÒxÉÉÆ |É¦ÉÉ´ÉÊ´ÉSÉÉ®É&*

¨ÉÖ®ú±ÉÒEÞò¹hÉxÉÂ <Ç.

ºÉ´ÉäÇ ̈ ÉÉxÉ´ÉÉ& +Ê{É Ê´É¹É¨É{ÉÊ®ÊºlÉÊiÉ¹ÉÙ ̈ ÉxÉºÉ& º´ÉÉºlªÉÆ EòlÉÆ ºÉÆ®IÉhÉÒªÉ¨ÉÂ <ÊiÉ ÊSÉxiÉªÉxiÉ&
Ê´ÉÊ´ÉvÉÉxÉÉ¨ÉÂ ={ÉÉªÉÉxÉÉ¨ÉÂ +ÉEò±ÉxÉä ºÉ¨ÉªÉªÉÉ{ÉxÉÆ EòÙ́ ÉÇÊxiÉ* ̈ ÉxÉºÉ& +ÉxÉxn|ÉÉ{iÉªÉä ¦ÉÉ®iÉÒªÉÉSÉÉªÉèÇ&
Ê´ÉÊ´ÉvÉ¨ÉÉMÉÉÇ& EòÊ±{ÉiÉÉ&* ̈ ÉxÉºÉ& ºÉxiÉÙ±ÉxÉÉ´ÉºlÉÉªÉÉ& |ÉÉ¨ÉÙJªÉÆ̈ ÉÂ +º¨ÉnÂ{ÉÚ́ ÉÇVÉÉ& Ê´ÉVÉÉxÉÊxiÉ*
+iÉ B´É =HòÆ ¥¼¨ÉÊ´ÉxnÚ{ÉÊxÉ¹ÉÊn-

"¨ÉxÉ B´É ¨ÉxÉÙ¹ªÉÉhÉÉÆ EòÉ®hÉÆ ¤ÉxvÉ¨ÉÉäIÉªÉÉä& *

¤ÉxvÉÉªÉÊ´É¹ÉªÉÉºÉHòÆ ̈ ÉÙHòÂªÉèÊxÉÊ´ÉÇ¹ÉªÉÆ º¨ÉÞiÉ¨ÉÂ'** <ÊiÉ *

 +jÉ ̈ ÉxÉÙ¹ªÉºªÉ ¤ÉxvÉxÉºªÉ iÉlÉÉ ̈ ÉÙHòä& SÉ EòÉ®hÉ¨ÉÊºiÉ ̈ ÉxÉ&* ¤ÉxvÉxÉÆ xÉÉ¨É Ê´ÉÊ´ÉvÉ|ÉEòÉ®ÉÊn&
Ê´É¹ÉªÉ±ÉÉ±ÉºÉÉÊn& uÉ®É ̈ ÉxÉÊºÉ =i{ÉzÉÉ& C±Éä¶ÉÉ& B´É  +ÉvÉªÉ&* iÉä ªÉlÉÉ ÊSÉxiÉÉªÉÉ& Ê´ÉEòÞiÉªÉ&
Anxiety disorders, nÙ¦ÉÒÇÊiÉ& phobias, nÙ&JÉ¦ÉÉ´É& unpleasant feelings <iªÉÉnªÉ&
¦É´ÉÊxiÉ*

¦ÉÉ®iÉÒªÉn¶ÉÇxÉÉxÉÙºÉÉ®Æ nÙ&JÉÆ ÊjÉÊ´ÉvÉÆ ́ ÉiÉÇiÉä* +ÉvªÉÉÊi¨ÉEò¨ÉÂ, +ÉÊvÉ¦ÉÉèÊiÉEò¨ÉÂ, +ÉÊvÉnèÊ´ÉEò¨ÉÂ
<ÊiÉ* BiÉä¦ªÉ&  ¨ÉÉäSÉxÉÉªÉ B´É Ê´ÉÊ´ÉvÉÉ& ¨ÉÉMÉÉÇ& ´Éän- ´ÉänÉRÂóMÉ-<ÊiÉ½ÉºÉ- {ÉÙ®ÉhÉ- ={ÉÊxÉ¹ÉnÂ-
¥¼¨ÉºÉÚjÉ- ¦ÉMÉ´ÉnÂMÉÒiÉÉ-ªÉÉ äMÉ¶ÉÉºjÉÉnªÉ& OÉxlÉÉ& +º¨ÉnÂ{É Ú´É ÇVÉ è& {ÉÊ®EòÊ±{ÉiÉÉ&*
Eò±ÉÉºÉÉÊ½iªÉÉÊnÊ´É¹ÉªÉÉ& +Ê{É +jÉ +xiÉ¦ÉḈ ÉÊxiÉ* ÊjÉÊ´ÉvÉä nÙ&JÉä  +ÉvªÉÉÊi¨ÉEònÙ&JÉÆ ¶ÉÉ®ÒÊ®Eò,
¨ÉÉxÉÊºÉEò¦ÉänäxÉ  {ÉÙxÉ& ÊuvÉÉ Ê´É¦ÉHòÆ ¦É´ÉÊiÉ* ̈ ÉÉxÉÊºÉEònÙ&JÉ¨Éä́ É +ÉÊvÉ& <ÊiÉ xÉÉ¨xÉÉ ́ ÉiÉÇiÉä*
=iEòh`É, ÊSÉxiÉÉVÉbiÉÉ, ̈ ÉxÉÉä́ ªÉlÉÉ, ̈ ÉxÉÉä́ ÉèC±É¤ªÉ¨É, +ÉiÉRÂEò&, +ÉiÉÊiÉ&, =uäMÉ& <iªÉÉÊnxÉÉ¨ÉÊ¦É&
+Ê{É +ÉÊvÉ& ±ÉÉäEòä o¶ªÉiÉä * Ê´É¹ÉªÉä¹ÉÙ +ÉºÉHòºªÉ ¨ÉxÉÙ¹ªÉºªÉ ¨ÉxÉÊºÉ  VÉÉªÉ¨ÉÉxÉÉ& Ê´ÉÊ´ÉvÉÉ&
´ÉÞkÉªÉ&  B´É +ÉÊvÉ°ò{ÉähÉ {ÉÊ®hÉ¨ÉiÉä*

¨ÉxÉÙ¹ªÉVÉÒ´ÉxÉºªÉ |ÉiªÉäEòÊº¨ÉxºÉxn¦ÉäÇ +Ê{É +ÉÊvÉOÉ½hÉÉªÉ ºÉÉvªÉiÉÉ +ÊºiÉ* ªÉÉäMÉ´ÉÉÊºÉ¹ ä̀
+ªÉÉävªÉÉ ®ÉVªÉºªÉ |ÉVÉÉxÉÉÆ IÉä̈ Éè¶´ÉªÉÇn¶ÉÇxÉÉªÉ |ÉÊºlÉiÉ´ÉÉx ®É¨É& Eò±ÉÙÊ¹ÉiÉÉxiÉ®RÂMÉ& ¶ÉÉäEòªÉÙHò&
¦ÉÚi´ÉÉ nÙ&JÉäxÉ ®ÉVÉ¦É´ÉxÉÆ  |ÉiªÉÉMÉSUÊiÉ* iÉlÉÉ EòÙ±ÉMÉÙ» ́ ÉÊºÉ¹`& iÉÆ ¶ÉÉÊxiÉ{ÉÚhÉḈ ÉSÉºÉÉ  ={Énä¶ÉäxÉ
SÉ ®É¨ÉºªÉ ̈ ÉxÉÉäÊ´É¹É¨ÉiÉÉÆ nÚ®ÒEò®ÉäÊiÉ*
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ªÉÉäMÉºÉÚjÉä {ÉiÉ\VÉÊ±É& +Ê{É ºÉÚjÉ°ò{ÉähÉ ́ ÉnÊiÉ* ""ªÉÉäMÉ& ÊSÉkÉ´ÉÞÊkÉÊxÉ®ÉävÉ&''  +jÉ ªÉÉäMÉ& xÉÉ¨É
ºÉ¨ÉÉÊvÉ&*  ÊSÉkÉ´ÉÞkÉªÉ& iÉÙ ̈ ÉxÉÉä́ ªÉÉ{ÉÉ®É& B´É* iÉä  iÉÙ  ̈ ÉxÉºÉ& {É\SÉ +´ÉºlÉÉ& ÊIÉ{iÉÆ, ̈ ÉÚfÆ,
Ê´ÉÊIÉ{iÉ¨ÉÂ, BEòÉOÉÆ, ÊxÉ»r¨ÉÂ  <ÊiÉ* {É\SÉ¨É ÊxÉ»rÉ´ÉºlÉÉ iÉÙ  ºÉ¨ÉÉÊvÉ& B´É* ºÉÉ ªÉÉäMÉuÉ®É
|ÉÉ{ªÉiÉä* +xªÉÉ& SÉiÉ»É& +´ÉºlÉÉ& Ê´É¹ÉªÉÉºÉHòºªÉ ̈ ÉxÉÙ¹ªÉºªÉ EòÞiÉEò¨ÉÇÊ¦É& ̈ ÉxÉÊºÉ  ºÉ¨ÉÙi{ÉzÉÉ&
´ªÉÉ{ÉÉ®É&*

1. ÊIÉ{iÉ +´ÉºlÉÉ iÉÙ ºÉÉ¨ÉÉxªÉiÉ& +ÊºlÉ®¨ÉxÉºÉ& ºÉÚSÉxÉÆ Eò®ÉäÊiÉ*

2. ¨ÉÚfÉ´ÉºlÉÉ iÉÙ <ÊxpªÉÉhÉÉÆ Ê´É¹ÉªÉ±ÉÉ±ÉºÉiÉÉÆ EòÉ®hÉäxÉ ̈ ÉxÉÊºÉ ºÉiªÉYÉÉxÉÉªÉ +ÊxÉSUÉÆ
|ÉnnÉÊiÉ*

3. Ê´ÉÊIÉ{iÉÉ´ÉºlÉÉªÉÉÆ iÉÙ EònÉÊSÉiÉÂ  ̈ ÉxÉºÉ& SÉ\SÉ±ÉiÉÉ +xªÉlÉÉ ̈ ÉÚfÉ´ÉºlÉÉ ̈ ÉvªÉä ¦É´ÉÊiÉ
¨ÉxÉ&*

4 BEòÉOÉÉ´ÉºlÉÉªÉÉÆ iÉÙ BEòÊº¨ÉxÉÂ B´É Ê´É¹ÉªÉä iÉ±±ÉÒxÉ& ¦É´ÉÊiÉ ̈ ÉxÉ&*

ºÉÉÊ½iªÉ¶ÉÉºjÉä ̈ ÉxÉÉä́ ÉÞkÉÒxÉÉÆ |ÉªÉÉäMÉ& o¶ªÉxiÉä* ®ºÉÉxÉÙ¦ÉÚÊiÉ& B´É ÊxÉn¶ÉÇxÉ¨ÉÂ +ÊºiÉ ̈ ÉxÉÙ¹ªÉºªÉ
+xiÉÊxÉÇÊ½iÉºlÉÉªÉÒ¦ÉÉ´ÉÉxÉÉÆ ¤ÉÊ½º¡òÙ®hÉÆ ¦É´ÉÊiÉ ®ºÉÉ&* iÉnlÉÇ̈ É +xÉÙ¦ÉÉ´É´ªÉÊ¦ÉSÉÉ®Ò¦ÉÉ´ÉÉ& ºÉ½EòÙ́ ÉÇÊxiÉ*
xÉÉ]ÂªÉ¶ÉÉºjÉä ¦É®iÉ¨ÉÙÊxÉxÉÉ <ilÉ¨ÉÂ =Hò¨ÉÂ-

Ê´É¦ÉÉ´ÉÉxÉÙ¦ÉÉ´É´ªÉÊ¦ÉSÉÉÊ®ºÉÆªÉÉäMÉÉi ®ºÉÊxÉ¹{ÉÊkÉ&* +¹] ºlÉÉªÉÒ¦ÉÉ´ÉÉ& jÉªÉÊºjÉÆ¶ÉiÉÂ ́ ªÉÊ¦ÉSÉÉ®Ò¦ÉÉ´ÉÉ&
SÉ ¦É´ÉÊxiÉ* ºÉÉÊi´ÉEò¦ÉÉ´ÉÉ& ̈ ÉxÉÉä́ ÉÞkÉªÉ& +Ê{É ºÉÊxiÉ* ®ºÉÉÊ¦É´ªÉ\VÉxÉä ºÉ½ÉªÉEòÉ& ¦É´ÉÊxiÉ*
xÉ´É®ºÉÉxÉÂ Ê´É½ÉªÉ +xªÉä ºÉ´ÉäÇ +jÉ ¨ÉxÉÉä́ ªÉÉ{ÉÉ®É& B´É* EòÉÊ±ÉnÉºÉäxÉ ¶ÉÉEòÙxiÉ±Éä ¨ÉxÉÉä́ ÉÞkÉªÉ&
+ÉvÉªÉ& ¤É½ÙvÉÉ |ÉªÉÙHòÉ&*

EòÉÊ±ÉnÉºÉäxÉ ®ÊSÉiÉOÉxlÉÉ& xÉ Eòä́ É±ÉÆ EòÉ´ªÉ¦ÉÉ´ÉxÉªÉÉ iÉºªÉ ̈ ÉªÉÉÇnÉ´ÉvÉÇxÉÆ Eò®ÉäÊiÉ, +Ê{É iÉÙ
BEò& ºÉÙnIÉ& Ê´ÉuÉxÉÂ iÉlÉÉ ¤É½Ù¶ÉÉºjÉn¶ÉÒÇ {ÉÊhbiÉ¦ÉÉ´ÉäxÉ {ÉÊ®SÉªÉÆ |ÉnnÉÊiÉ* EòÉ´ªÉºÉÉèxnªÉḈ ÉvÉÇxÉÉªÉ
+xÉäxÉ iÉjÉ iÉjÉ ={É¨ÉÉlÉÉÇxiÉ®xªÉÉºÉÉt%±ÉRÂóEòÉ®ÉhÉÉÆ ´Éèn¦ÉÒÇ|É¦ÉÞiÉÒxÉÉÆ ®ÒiÉÒxÉÉÆ Ê´ÉÊ¦ÉzÉ®ºÉÉxÉÉÆ
+ÉèÊSÉiªÉ{ÉÚhÉÇºÉÊzÉ´Éä¶ÉäxÉ EòÉ´ªÉxÉÉ]EòÉnÒxÉÉÆ ®SÉxÉÉ EòÞiÉÉ* ¦ÉÉ®iÉÒªÉ ºÉÆºEòÞiÉä& v´ÉVÉ´ÉÉ½Eò°ò{ÉähÉ
+xÉäxÉ n¶ÉÇxÉ- <ÊiÉ½ÉºÉ-{ÉÙ®ÉhÉÉä{ÉÊxÉ¹ÉnÂ- º¨ÉÞÊiÉ- ́ ÉänÉRÂMÉ- ́ ÉänÉÊn¹ÉÙ |ÉÊiÉ{ÉÉÊniÉÉxÉÉÆ MÉ½xÉiÉi´ÉÉxÉÉÆ
´ÉhÉÇxÉ¨ÉÂ +iªÉxiÉºÉ®±É¶Éè±ªÉÉ EòÞiÉ¨ÉÂ*

ºÉÉvÉÉ®hÉiÉ& EòÉ´ªÉxÉÉ]EòÉnÒxÉÉÆ Ê´É¹ÉªÉ´ÉºiÉÙ <ÊiÉ½ÉºÉÊ´É¹ÉªÉEòÆ ¦É´ÉäÊnÊiÉ |ÉÉSÉÒxÉè& =Ê±±ÉÊJÉiÉÆ
´ÉiÉÇiÉä* EòÉ´ªÉºªÉ ±ÉIÉhÉ|ÉºÉRÂMÉä ¨É½ÉEòÊ´ÉnÊhbxÉÉ EòÉ´ªÉÉn¶ÉäÇ B´É¨ÉÂ =Hò¨É-

""<ÊiÉ½ÉºÉ& EòlÉÉäi¦ÉÚiÉ¨ÉÂ <iÉ®nÂ ́ ÉÉ ªÉlÉÉäÊSÉiÉ¨É''*

+iÉ& ́ ÉHòÙÆ ¶ÉCªÉiÉä <ÊiÉ½ÉºÉ{ÉÙ®ÉhÉÆ iÉÙ EòÉ´ªÉºªÉ ¤ÉÒVÉº´É°ò{É¨ÉÂ* EòÉÊ±ÉnÉºÉäxÉ º´ÉÒªÉ®SÉxÉÉªÉè
Ê´É¹ÉªÉ´ÉºiÉÚÊxÉ <ÊiÉ½ÉºÉ{ÉÙ®ÉhÉä¦ªÉ& º´ÉÒEòÞiÉÉÊxÉ* EòÉ´ªÉºªÉ EòÉ±ÉÉÊiÉ´ÉÊiÉÇi´ÉÆ  EòlÉÆ ºÉÉvªÉ¨ÉÂ <ÊiÉ
SÉäiÉÂ ®SÉxÉÉSÉÉiÉÙªÉÉÇ, Eò±{ÉxÉÉ¶ÉHòÂªÉÉ, |ÉEòÞÊiÉ´ÉhÉÇxÉäxÉ, SÉÊ®jÉÊSÉjÉhÉäxÉ, {Én±ÉÉÊ±ÉiªÉäxÉ,
VÉÒ´ÉxÉÉä{ÉªÉÉäÊMÉxÉÉ¨ÉÂ ={Énä¶ÉäxÉ SÉ ºÉÉvªÉ¨ÉÂ*

""±ÉÉäEòÉä{Énä¶ÉVÉxÉxÉÆ xÉÉ]ÂªÉ¨ÉÂ''

+Ê{É SÉ |ÉiªÉäEòÊº¨ÉxÉÂ EòÉ±Éä Ê´Ét¨ÉÉxÉ EòÉ´ªÉÉº´ÉÉnEòÉ& iÉiEòÉ±ÉÒxÉè& Ê´É¹ÉªÉè& ºÉÉEòÆ
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EòÉ´ªÉä ́ ÉÊhÉÇiÉÊ´É¹ÉªÉÉhÉÉÆ iÉÙ±ÉxÉÉ ÊGòªÉiÉä* +jÉ ºÉÉRÂMÉiªÉÆ ¦É´ÉäkÉÊ½Ç EòÉ´ªÉ»ÉÉ¹]É Ê´ÉVÉªÉÒ¦ÉÚiÉ&*
EòÉÊ±ÉnÉºÉ& +iÉ B´É {ÉÉè®ÉÊhÉEò& ºÉxÉÂ +ÉvÉÙÊxÉEò& ¦É´ÉÊiÉ* EòÉÊ±ÉnÉºÉºªÉ ºÉ´ÉÇEòÞiÉªÉ& +Ê{É
iÉÉo¶ªÉ& ºÉÊxiÉ* |ÉiªÉäEòºªÉ EòÉ´ªÉÉxÉÙºÉxvÉÉxÉEòiÉÙÇ& ÊSÉxiÉxÉÉxÉÙMÉÙhÉ¨ÉÂ +ºªÉ EòÞiÉªÉ& xÉ´ÉiÉÉ¨ÉÂ
BÊiÉ* BiÉnä́ É ´ÉÒIÉhÉ´ÉèÊSÉiªÉÇ̈ ÉÂ  <ÊiÉ ´ÉnÊxiÉ* +Êº¨ÉxÉÂ ±ÉPÉÙ ¶ÉÉävÉ|É¤ÉxvÉä EòÉÊ±ÉnÉºÉäxÉ
´ÉÊhÉÇiÉÉxÉÉ¨ÉÂ +ÉvÉÒxÉÉÆ Ê´É¹ÉªÉä {ÉÊ®SÉSÉÉÇ ÊGòªÉiÉä* EòÉÊ±ÉnÉºÉäxÉ Ê´ÉÊ¦ÉzÉÊ´É¹ÉªÉÉ& ªÉlÉÉ ́ ÉhÉÇxÉÆ EòÞiÉÆ
iÉlÉÉ iÉäxÉ |ÉiªÉäEòÊ´É¹ÉªÉ´ÉºiÉÚxÉÉ¨ÉÂ +Ê{É xÉÚiÉxÉÉ oÊ¹]& Ê´É±ÉIÉhÉºÉÉèxnªÉÆÇ SÉ {ÉÊ®nkÉÉ* iÉnlÉÆÇ iÉäxÉ
Ê´ÉÊ¦ÉzÉÉxÉÉ¨ÉÂ ={ÉÉªÉÉxÉÉ¨ÉÂ +É¸ÉªÉ& EòÞiÉ&* iÉÉo¶ÉÉä{ÉÉªÉä¹ÉÙ +ÉÊvÉ& +Ê{É ¦É´ÉÊiÉ*

EòÉÊ±ÉnÉºÉ& +ÉvÉÒxÉÉÆ ́ ÉhÉÇxÉÆ ¶ÉÉEòÙxiÉ±Éä EòlÉÆ ºÉÆªÉÉäÊSÉiÉ´ÉÉxÉÂ <ÊiÉ +´ÉMÉxiÉÙÆ Eòh´É¨ÉÙJÉÉiÉÂ
ÊxÉ&ºÉÞiÉÉÊxÉ ́ ÉÉCªÉÉÊxÉ {ÉªÉÉÇ{iÉÉÊxÉ* ºÉ´ÉèÇ& +±ÉRÂEòÉ®iÉi´ÉYÉÉxÉÊ´ÉunÂÊ¦É& +RÂMÉÒEòÞiÉ¨ÉÊºiÉ ¶ÉÉEòÙxiÉ±Éä
¶±ÉäEòSÉiÉÙ¹]ªÉ¨ÉÂ*

""EòÉ´ªÉä¹ÉÙ xÉÉ]EòÆ ®¨ªÉÆ iÉjÉ ¶ÉÉEòÙxiÉ±ÉÆ ¨ÉiÉ¨ÉÂ

iÉjÉÉÊ{É SÉiÉÙlÉÉäÇ%RÂEò& iÉjÉ ¶±ÉÉäEòSÉiÉÙ¹]ªÉ¨ÉÂ''  **

ªÉtÊ{É Eòh´É& ¶ÉEòÙxiÉ±ÉÉªÉÉ& ´ÉÉºiÉÊ´ÉEò Ê{ÉiÉÉ xÉÉÊºiÉ iÉlÉÉÊ{É iÉÆ o¹]Ấ ÉÉ +Én¶ÉÇÊ{ÉiÉÉ
EòÒo¶É& ºªÉÉiÉÂ <ÊiÉ +´ÉMÉxiÉÖÆÆ ¶ÉCªÉiÉä* ¶ÉEòÙxiÉ±ÉÉªÉÉ& ¦ÉiÉÞÇMÉÞ½MÉ¨ÉxÉºÉ¨ÉªÉ& +ÉMÉiÉ& iÉnÉxÉÒÆ
iÉºªÉ ¨ÉxÉºÉ& ÊºlÉÊiÉ& +iªÉÙiEòh`ªÉÉ {ÉÊ®{ÉÚhÉÉÇ +ÉºÉÒiÉÂ*

""ªÉÉºªÉiªÉt ¶ÉEòÙxiÉ±ÉäÊiÉ ¾þnùªÉ¨ÉÂ ºÉÆº{ÉÞ¹]¨ÉÙiEòh`ªÉÉ

Eòh`ºiÉÊ¨¦ÉiÉ¤ÉÉ¹{É´ÉÞÊkÉEò±ÉÙ¹ÉÆ ÊSÉkÉÉVÉbÆ n¶ÉÇxÉ¨ÉÂ**

´ÉèC±É¤ªÉÆ ̈ É¨É iÉÉ´ÉnÒo¶É¨ÉÊ{É ºxÉä½Én®hªÉÉèEòºÉ&

{ÉÒbÂªÉxiÉä MÉÞÊ½hÉ& EòlÉÆ xÉ iÉxÉªÉÉÊ´É¶±Éä¹ÉnÙ&JÉèxÉḈ Éè&''**

SÉiÉÙlÉÉäÇ%RÂEòä {ÉÙxÉ& Eòh´É& ¶ÉEòÙxiÉ±ÉÉªÉÉ& EòÞiÉä ={ÉÊn¶ÉÊiÉ* "+º¨ÉÉxÉÂ ºÉÉvÉÙ Ê´ÉÊSÉxiªÉ
....iÉiºjÉÒ¤ÉxvÉÙÊ¦ÉªÉÉSªÉiÉä'**  +{É®jÉ -

""¶ÉÙ̧ ÉÚ¹Éº´É MÉÙ°òxÉÂ EòÙ»...

ªÉÉxiªÉä́ ÉÆ MÉÞÊ½hÉÒ{ÉnÆ ªÉÙ́ ÉiÉªÉÉä ́ ÉÉ¨ÉÉ& EòÙ±ÉºªÉÉvÉªÉ&''**

+jÉ ºÉ´ÉÇjÉÉÊ{É  EòÉÊ±ÉnÉºÉ& Eòh´ÉuÉ®É +Én¶ÉÇ MÉÞ½ºlÉÉ¸É¨ÉÒ EòÒo¶É& ºªÉÉiÉÂ <ÊiÉ |Én¶ÉÇªÉÊiÉ*
xÉ´ÉÉäfÉ {ÉÊiÉMÉÞ½ä iÉjÉiªÉ ºÉ¨{ÉÚhÉÇEòÙ±ÉºªÉ EòÉªÉÉÇÊhÉ º´ÉEòÉªÉÇÊ¨É´É º´ÉÒEòÞiªÉ iÉÉºÉÉÆ ̈ ÉxÉÊºÉ ÊSÉxiÉÉ&
ºÉ¨ÉÙi{ÉzÉÉ& ¦É´ÉÊxiÉ* ºÉÉ ºÉ¨{ÉÚhÉÇEòÙ±ÉºªÉ +ÉÊvÉ°ò{ÉähÉ {ÉÊ®´ÉÞkÉÉ ¦É´ÉÊiÉ* |ÉÊiÉ{ÉnÆ MÉÞ½ºlÉºªÉ
C±Éä¶ÉÉxÉÂ +´ÉMÉSUÊiÉ* +iÉ B´É ºÉ& ºÉÉÊi´ÉEò¦ÉÉ´ÉÉxÉ |ÉEò]ªÉÊiÉ* Eòh´É <ÊiÉ {ÉnºªÉÉlÉÇ&
+iªÉxiÉ±ÉPÉÙ <ÊiÉ* +iªÉxiÉºÉÚI¨ÉÉÆ¶ÉÉxÉÂ +Ê{É  º´É±ÉIªÉä +ÉxÉªÉÊiÉ <ÊiÉ ̈ ÉxÉºÉ& ́ ÉÞÊkÉÆ YÉÉ{ÉªÉÊiÉ*
Eòh´ÉºªÉ +ÉSÉ®hÉä {ÉÚ́ ÉÉäÇHò ¶±ÉÉäEòä¦ªÉ& +´ÉMÉ¨ªÉiÉä +É¸É¨Éä Ê´Ét¨ÉÉxÉºªÉ |ÉiªÉäEòºªÉ ´ªÉHòä&
+Ê{É |ÉÊiÉº{Éxn& ºÉ& +´ÉMÉSUÊiÉ* ºÉ& BEòÉOÉÊSÉkÉºªÉÉänÉ½®hÉ¨ÉÂ +ÊºiÉ*

+Ê¦ÉYÉÉxÉ¶ÉÉEòÙxiÉ±Éä Ê|ÉªÉǼ ÉnÉxÉºÉÚªÉä xÉÉÊªÉEòÉªÉÉ& ¶ÉEòÙxiÉ±ÉÉªÉÉ& uä ºÉJªÉä ºiÉ&* BiÉªÉÉä&
xÉÉ¨xÉÉä& {ÉÊ®¶ÉÒ±ÉxÉäxÉ +´ÉMÉ¨ªÉiÉä iÉÉºÉÉÆ ¨ÉxÉÉä ´ªÉÉ{ÉÉ®ÉÊhÉ* ºÉ´ÉÇnÉ Ê|ÉªÉ¨ÉÂ B´É ÊSÉxiÉªÉÊiÉ
Ê|ÉªÉǼ ÉnÉ* +xªÉä¹ÉÉÆ EòÞiÉä C±Éä¶ÉÉxÉÂ xÉ Eò®ÉäÊiÉ B¹ÉÉ* +xÉºÉÚªÉÉªÉÉ& |ÉEòÞÊiÉ& MÉÉ¨¦ÉÒªÉÇªÉÙHò¨ÉÂ
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+ÊºiÉ* ºÉÉ Ê´ÉÊSÉxiªÉ B´É ºÉ´ÉÉÇÊhÉ EòÉªÉÉÇÊhÉ Eò®ÉäÊiÉ* ªÉlÉÉ Ê|ÉªÉǼ ÉnÉ SÉ\SÉ±É¨ÉxÉºÉ& |ÉiÉÒEòÆ
iÉlÉÉ +xÉºÉÚªÉÉ ÊºlÉ®¨ÉxÉºÉ&* SÉiÉÙlÉÉäÇ%RÂEòä nÙ́ ÉÉÇºÉ@¹Éä& ¶ÉÉ{ÉºÉxn¦ÉäÇ <nÆ º{É¹]¨Éä́ É* Ê|ÉªÉǼ ÉnÉ-
"½É ÊvÉEÂò ½É ÊvÉEÂò.....iÉnä́ É ºÉǼ ÉÞkÉÆ, ªÉx¨ÉªÉÉ ÊSÉÊxiÉiÉ¨É EòÊº¨ÉzÉÊ{É {ÉÚVÉÉ½äÇ +{É®ÉrÉ  ¶ÉÚxªÉ¾þnªÉÉ
¶ÉEòÙxiÉ±ÉÉ* +xÉºÉÚªÉÉ-xÉ JÉ±ÉÙ ªÉÊº¨ÉxEòÊº¨ÉzÉÊ{É, B¹É& nÙ́ ÉÉÇºÉ& ºÉÙ±É¦ÉEòÉä{ÉÉä @Ê¹É& ....Ê|ÉªÉǼ ÉnÉ
-EòÉä%xªÉÉä½ÙiÉ´É½Éi |É¦É´ÉÊiÉ nMvÉÙ̈ É* iÉnÂ MÉSU, {ÉÉnªÉÉä&  {ÉÊiÉi´ÉÉ ÊxÉ´ÉÇiiÉÇªÉ* +º¨ÉÉiÉÂ
|ÉºÉRÂMÉÉiÉÂ YÉªÉiÉä Ê|ÉªÉǼ ÉnÉ ́ ªÉÉEòÙÊ±ÉiÉÉ, ÊEòxiÉÙ +xÉºÉÚªÉÉ ÊxÉ®ÉiÉRÂEòÉ <ÊiÉ* ªÉtÊ{É +xÉºÉÚªÉÉ
ÊxÉ®ÉiÉRÂEòÉ ºÉÉ nÙ¹ªÉxiÉÆ ºÉxnä½¨ÉxÉºÉÉ {É¶ªÉÊiÉ*  '+xÉºÉÚªÉÉ- +t ºÉ& ®ÉVÉÊ¹ÉÇ& <Ê¹]{ÉÊ®ºÉ¨ÉÉ{iªÉÉ
@Ê¹ÉÊ¦ÉÊ´ÉÇºÉÊVÉÇiÉ& +Éi¨ÉxÉÉä xÉMÉ®Æ |ÉÊ´É¶ªÉ +xiÉ&{ÉÙ®ºÉ¨ÉÉMÉ¨ÉÉÊn¨ÉÆ VÉxÉÆ º¨É®ÊiÉ xÉ ´ÉäÊiÉ*
Ê|ÉªÉǼ ÉnÉ Ê|ÉªÉÆ ÊSÉxiÉªÉÊiÉ, +xÉºÉÚªÉÉ Ê½iÉÆ ÊSÉxiÉªÉÊiÉ <ÊiÉ ´ÉÉºiÉÊ´ÉEò¨ÉÂ +ÊºiÉ* Ê|ÉªÉǼ ÉnÉ
SÉiÉÙlÉÉäÇ%RÂEòä <ilÉÆ ´ÉnÊiÉ-

=nÂMÉÒhÉÇn¦ÉÇEò¤É±ÉÉ ̈ ÉÞMÉÒ {ÉÊ®iªÉHòxÉiÉÇxÉÉ ̈ ÉªÉÚ®Ò*

+{ÉºÉÞiÉÉ {ÉÉhbÙ{ÉjÉÉ& ̈ ÉÙ\SÉÊxiÉ +¸ÉÙ <´É ±ÉiÉÉ&**

ºÉ´ÉäÇ Ê´É®½EòÉiÉÉ®É& <ÊiÉ +ºªÉÉ& EòlÉxÉ¨ÉÂ* +jÉ +ÉvÉªÉ& EòÒo¶É®ÒiªÉÉ  |É´ÉiÉÇxiÉä <ÊiÉ
o¹]¨ÉÂ*

xÉÉ]Eòä%Êº¨ÉxÉÂ nÙ́ ÉÉÇºÉ@Ê¹É& iÉÙ ÊIÉ|ÉEòÉä{ÉÒ ´ÉiÉÇiÉä* GòÉävÉ& ¨ÉxÉºÉ& vÉèªÉÇ½ÒxÉi´ÉÆ |Én¶ÉÇªÉÊiÉ*
¶ÉÉRÇÂMÉ®´É& +Ê{É EòÉäÊ{É¹]& ½`Ò SÉ +ÊºiÉ* ÊEòxiÉÙ ¶ÉÉRÇÂMÉ®´É& EòÉä{ÉäxÉ ´ÉÉiÉÉÆÇ Eò®ÉäÊiÉ {É®Æ
¶ÉÉ®uiÉ& ºÉÆªÉ¨ÉäxÉ SÉ ́ ªÉ´É½®ÊiÉ*

BiÉªÉÉä& +Ê{É º´É¦ÉÉ´É{ÉÊ®¶ÉÒ±ÉxÉäxÉ +ÉvÉÒxÉÉÆ EòÒo¶É|É¦ÉÉ´É& VÉÉiÉ& <ÊiÉ YÉÉiÉÙÆ ¶ÉCªÉiÉä*
nÙ¹ªÉxiÉ& º´É¦ÉÉ´ÉiÉ& ¶ÉÉxiÉ|ÉEòÞÊiÉªÉÙHò& vÉÒ®ÉänÉkÉ& B´É* ÊEòxiÉÙ B¹É& EòÉ¨ÉÒ +ÊºiÉ +iÉ&
iÉÊº¨ÉxÉ iÉnÂºÉo¶É ºÉ¨¤ÉÊxvÉiÉ ́ ªÉ´É½É®& +´É¶ªÉÆ ¦É´ÉäiÉ* {É®Æ SÉ +Êº¨ÉxÉÂ iÉlÉÉ xÉ o¶ªÉiÉä EòÉä{É&
<iªÉÉÊn* ªÉtÊ{É nÙ¹ªÉxiÉ& BEòÉOÉ¨ÉxÉºÉ& =nÉ½®hÉÆ ¦É´ÉÊiÉ iÉlÉÉÊ{É EònÉÊSÉiÉÂ Ê´ÉÊIÉ{iÉ¨ÉxÉºÉ&
ºÉxÉÂ  ´ªÉ´É½®ÊiÉ* ªÉlÉÉ-

"EòÞiªÉªÉÉäÊ¦ÉÇzÉnä¶Éi´ÉÉiÉÂ uèvÉÒ¦É´ÉÊiÉ ̈ Éä ̈ ÉxÉ&*

{ÉÙ®& |ÉÊiÉ½iÉÆ ¶Éè±Éè& ºiÉÉäiÉ& ºjÉÉäiÉÉä́ É½ÉÆ ªÉlÉÉ'**

+jÉ nÙ¹ªÉxiÉºªÉ ̈ ÉxÉºÉ& uxi´É¦ÉÉ´ÉÆ |ÉEò]ªÉÊiÉ* BEò{ÉÉ¶ÉäÇ xÉMÉ®MÉ¨ÉxÉÉªÉ ®ÉVÉMÉÞ½ÉiÉ +xÉÙYÉÉ
+ÉMÉiÉÉ +{É®jÉ ¶ÉEòÙxiÉ±ÉÉn¶ÉÇxÉÉäiºÉÙEòiÉÉ SÉ* +xiÉä ¶ÉEòÙxiÉ±ÉÉn¶ÉÇxÉÉªÉ ÊxÉÊ¶SÉxiÉÉä¦ÉÚi´ÉÉ
|ÉiÉÒIÉiÉä* iÉnlÉÇ̈ É +xÉxªÉ¨ÉxÉºÉÉä ¦ÉÚi´ÉÉ ºÉ½SÉ®ÉxÉ |ÉÊiÉ |Éä¹ÉªÉÊiÉ*

ÊuiÉÒªÉÉRÂEòä ®ÉVÉÉ +Éi¨ÉÉxÉÆ EòÉ¨ÉÒ <ÊiÉ ́ ÉhÉÇªÉÊiÉ* "ÊºxÉMvÉÆ ́ ÉÒÊIÉiÉ¨ÉxªÉiÉÉä%Ê{É ...EòÉ¨ÉÒ
º´ÉiÉÉÆ {É¶ªÉÊiÉ'*

¶ÉÉEòÙxiÉ±Éä |ÉÉ®¨¦Éä nÙ¹ªÉxiÉ& EòÉ¨ÉÒ +ÉºÉÒiÉÂ ÊEòxiÉÙ {É\SÉ¨ÉÉRÂMÉÉiÉÂ iÉÙ iÉºªÉ EòÉ¨ÉÒi´ÉÆ
ÊxÉMÉÇiÉÆ {É¶SÉÉiÉÂ ¶ÉÙrºÉÉÊi´ÉEòÆ |Éä̈ É +ÉMÉiÉ¨ÉÂ* ¶ÉEòÙxiÉ±ÉÉ{ÉÊ®iªÉÉMÉÉxÉxiÉ®Æ ºÉ {É¶SÉÉkÉÉ{ÉÆ Eò®ÉäÊiÉ*
+EòÞiÉ¨ÉÂ +ÉSÉÊ®iÉ¨ÉÂ <ÊiÉ nÙ&ÊJÉiÉ&* {É¶SÉÉiÉ ¹É¹]ä +RÂEòä +ºªÉ SÉèiÉxªÉi´É¨ÉÂ +ÉMÉiÉÆ o¶ªÉiÉä
<ÊiÉ Eò\SÉÙÊEòxÉÉ EòlªÉiÉä- ""+½Éä ºÉ´ÉÉÇº´É´ÉºlÉÉºÉÙ ®É¨ÉhÉÒªÉEòEòÞÊiÉÊ´É¶Éä¹ÉhÉÆ iÉlÉÉ Ê½ B´ÉÆ
´Éè̈ ÉxÉºªÉ{ÉÊ®iÉÉä%Ê{É Ê|ÉªÉn¶ÉÇxÉÉä nä́ É&''*
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""ÊSÉxiÉÉVÉÉMÉ®hÉ|ÉiÉÉ©ÉxÉªÉxÉºiÉäVÉÉäMÉÙhÉè®Éi¨ÉxÉ&

ºÉÆºEòÉ®ÉäÊ±±ÉÊJÉiÉÉä ̈ É½É¨ÉÊhÉÊ®´É IÉÒhÉÉä%Ê{É xÉÉ±ÉIªÉiÉä''**

¨ÉäxÉEòÉªÉÉ& ºÉJªÉÉ Ê¨É¸ÉEòäÊ¶ÉxªÉÉ nÙ¹ªÉxiÉºªÉ ÊxÉxnÉEòÞiÉÉ SÉänÊ{É ºÉ& +Éi¨ÉºÉÆªÉ¨É& ºÉxÉÂ
ÊºlÉiÉ&* "ºlÉÉxÉä JÉ±ÉÙ |ÉiªÉÉnä¶É Ê´É¨ÉÉÊxÉiÉÉÊ{É +ºªÉ EòÞiÉä ¶ÉEòÙxiÉ±ÉÉ ÊC±É¶ªÉÊiÉ'* +jÉ
nÙ¹ªÉxiÉ& ÊSÉxiÉªÉÊiÉ-

""|ÉlÉ¨ÉÆ ºÉÉ®RÂMÉÉIªÉÉ Ê|ÉªÉªÉÉ |ÉÊiÉ¤ÉÉävªÉ¨ÉÉxÉ¨ÉÊ{É ºÉÙ{iÉ¨ÉÂ*

+xÉ¶ÉªÉnÙ&JÉÉªÉäiÉÆ ½iÉÀnªÉÆ ºÉ¨|ÉÊiÉ Ê´É¤ÉÙr¨ÉÂ''**

®ÉVÉÉ º´ÉªÉÆ º´ÉnÉä¹É¨ÉRÂMÉÒEò®ÉäÊiÉ*

""ºÉÙiÉxÉÙ ÀnªÉÉiÉÂ |ÉiªÉÉnä¶É´ªÉ±ÉÒEò¨É{ÉèiÉÙ iÉä

ÊEò¨ÉÊ{É ¨ÉxÉºÉ& ºÉ¨¨ÉÉä½Éä ¨Éä iÉnÉ ¤É±É´ÉÉxÉÂ +¦ÉÚiÉÂ*

|É¤É±ÉiÉ¨ÉºÉÉ¨Éä́ ÉÆ |ÉÉªÉÉ& ¶ÉÙ¦Éä¹ÉÙ Ê½ ́ ÉÞkÉªÉ&

»ÉVÉ¨ÉÊ{É Ê¶É®ºªÉxvÉ& ÊIÉ{iÉÉä vÉÙxÉÒiªÉÊ½¶ÉRÂEòªÉÉ'' **

B´É¨ÉÂ =HòẤ ÉÉ ¶ÉEòÙxiÉ±ÉÉªÉÉ& {ÉÉnªÉÉä& {ÉiÉÊiÉ* vÉèªÉÇ¶ÉÉ±ÉÒ B´É º´ÉnÉä¹ÉÉxÉÂ +RÂMÉÒEò®ÉäÊiÉ*
¶ÉEòÙxiÉ±ÉÉªÉÉ¨ÉÂ +Ê{É |ÉÉ®¨¦Éä EòÉ¨ÉÒi´É¨Éä́ ÉÉºÉÒiÉÂ {É¶SÉÉiÉÂ |Éä̈ É ¶ÉÙri´É¨ÉÉ{xÉÉäÊiÉ* ¶ÉÉ®ÒÊ®EòÉiÉ
¨ÉÉxÉÊºÉEòÆ |ÉÊiÉ Gò¨É¶É& ´ÉvÉÇiÉäº¨É iÉi|Éä̈ É* ºÉÉ ¨ÉÉä½¨ÉÙMvÉÉ +ÉºÉÒiÉÂ <ÊiÉ ´ÉHòÙÆ ¶ÉCªÉiÉä*

""+Ê¦É¨ÉÙJÉä ̈ ÉÊªÉ ºÉÆÀiÉ¨ÉÒIÉiÉ ½ÊºÉiÉ¨ÉxªÉÊxÉÊ¨ÉkÉEòlÉÉänªÉ¨ÉÂ*

Ê´ÉxÉªÉ´ÉÉÊ®iÉ´ÉÞÊkÉ®iÉºiÉªÉÉ xÉ Ê´É´ÉÞiÉÉä ̈ ÉnxÉÉä xÉ ºÉǼ ÉÞiÉ&''**

+{É®jÉ nÙ́ ÉÉÇºÉ¨É½¹ÉäÇ& ¶ÉÉ{ÉºÉxn¦ÉäÇ iÉºªÉÉ& ̈ ÉxÉ& Eòä́ É±ÉÆ nÙ¹ªÉxiÉä B´É ±ÉMxÉÉ +ÉºÉÒiÉÂ* ÊEòxiÉÙ
Gò¨É¶É& +ºªÉÉ& º´É¦ÉÉ´Éä  MÉÉ¨¦ÉÒªÉÇ¦ÉÉ´É& |ÉEòÊ]iÉÉä +¦É´ÉiÉÂ* ºÉ´ÉÇÊº¨ÉxÉÂ ºxÉä½¦ÉÉ´É& |ÉEò]ªÉÊiÉ
B¹ÉÉ* +ÊxÉ´ÉÉªÉÇºÉxn¦ÉäÇ¹ÉÙ ªÉiÉÂ ́ ÉHò´ªÉÆ iÉi´ÉHòÙÆ ±ÉVVÉÉ xÉÉxÉÙ¦É´ÉÊiÉ* {É\SÉ¨ÉÉRÂEòä ®ÉVÉÉxÉÆ |ÉÊiÉ
ºÉ®Éä¹É{ÉÚhÉÇ̈ ÉÂ <ilÉÆ ́ ÉnÊiÉ ¶ÉEòÙxiÉ±ÉÉ-

"+xÉÉªÉÇ! +Éi¨ÉxÉÉä ÀnªÉÉxÉÙ̈ ÉÉxÉäxÉ ÊEò±É ºÉ´ÉÆÇ |ÉäIÉºÉä* EòÉä xÉÉ¨É +xªÉÉä vÉ¨ÉÇEò\SÉÙEò´ªÉ{ÉnäÊ¶ÉxÉ&
iÉÞhÉSUzÉEòÚ{ÉÉä{É¨ÉºªÉ iÉ´É +xÉÙEòÉ®Ò ¦ÉÊ´É¹ªÉÊiÉ'*

ºÉ{iÉ¨ÉÉä%RÂEòä ¶ÉEòÙxiÉ±ÉÉ ÊxÉiÉ®ÉÆ |ÉÊ¦ÉzÉÉ Ê´É±ÉºÉÊiÉ* Ê´É®½nÙ&JÉÆ iÉÉÆ {ÉC´É¨ÉiÉÒÆ SÉEòÉ®*
ºÉ´ÉÇn¨ÉxÉºªÉ ́ ÉvÉÇxÉä ¤Ér¸ÉrÉ +ÊºiÉ ºÉÉ* ̈ ÉÉ®ÒSÉÉ¸É¨Éä ¦ÉjÉÉÇ ºÉ½ {ÉÙxÉ&ºÉ¨ÉÉMÉ¨ÉxÉ´Éä±ÉÉªÉÉÆ ¶ÉEòÙxiÉ±ÉÉ
ÊxÉ®ÉiÉRÂMÉ¨ÉxÉºÉÉ ´ªÉ´É½®iÉÒº¨É* {ÉÙxÉ& +RÂMÉÙ±ÉÒªÉEòvÉÉ®hÉÉªÉ +ÉMÉiÉºªÉ nÙ¹ªÉxiÉºªÉ ºÉ¨ÉÒ{É¨ÉÂ
<ilÉÆ ´ÉnÊiÉ* ""xÉÉºªÉ Ê´É¶´ÉÊºÉÊxÉ, +ÉªÉÇ{ÉÙjÉ B´É BxÉÆ vÉÉ®ªÉiÉÙ <ÊiÉ''* ¤ÉÉ¼ªÉÊSÉ¼xÉä¹ÉÙ iÉºªÉÉ&
|ÉÊiÉ{ÉÊkÉ& xÉ¹]É {ÉÙxÉ¶SÉ +ÉxiÉÊ®Eò ºÉi´É¶ÉHòä& ={ÉÊ® {ÉÊ®{ÉÚhÉÇ& Ê´É¶´ÉÉºÉ& ºÉ¨ÉÙi{ÉzÉ& VÉÉiÉ&*
¥¼¨ÉÊ¤ÉxnÚ{ÉÊxÉ¹ÉÊn ¶ÉÙrÆ +¶ÉÙr¨ÉÂ <ÊiÉ ¨ÉxÉºÉ& uèÊ´ÉrÂªÉÆ ´ÉiiÉÇiÉä* ªÉlÉÉ-

""¨ÉxÉÉäÊxÉ ÊuÊ´ÉvÉÆ |ÉÉäHòÆ ¶ÉÙrÆ SÉÉ¶ÉÙr¨Éä́ É SÉ*

+¶ÉÙrÆ EòÉ¨ÉºÉRÂEò±{ÉÆ ¶ÉÙqÆ EòÉ¨ÉÊ´É´ÉÊVÉÇiÉ¨ÉÂ''**
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¶ÉEòÙxiÉ±ÉÉnÙ¹ªÉxiÉªÉÉä& VÉÒ´ÉxÉºªÉ |ÉÉ®¨¦ÉEòÉ±Éä ªÉ& ºÉ¨¤ÉxvÉ& EòÉ¨ÉÉÊvÉCªÉÉiÉÂ +¶ÉÙrÊ¨ÉÊiÉ
¨ÉxiÉ´ªÉ¨ÉÂ* {É¶SÉÉiÉÂ EòÉ¨ÉÊ´É´ÉÊVÉÇiÉÆ ¤ÉÉ¼ªÉÊSÉ¼xÉÉxÉÉÆ iªÉÉMÉÉiÉÂ +ÉxiÉÊ®EòÆ |Éä̈ É ªÉnÉ ºÉ¨ÉÙi{ÉzÉÆ
iÉnÉ ¶ÉÙr°ò{ÉähÉ ºÉÉÊi´ÉEòÆ |Éä̈ É ºÉ\VÉÉiÉ¨ÉÂ*

={ÉºÉÆ½É®&

+xÉÉÊnEòÉ±ÉiÉ& ±ÉÉäEòä Ê´ÉÊ¶É¹ªÉ ̈ ÉxÉÙ¹ªÉ¨ÉxÉÊºÉ {ÉÊ®o¶ªÉ¨ÉÉxÉÉ +ÉÊvÉ& EòÉÊ±ÉnÉºÉºªÉ Eò®º{É¶ÉäÇxÉ
Ê´É±ÉIÉhÉiÉÉÆ |ÉÉ{xÉÉäÊiÉ* EònÉÊSÉiÉÂ º´ÉVÉÒ´ÉxÉä +xÉÙ¦ÉÚiÉÉxÉÂ ¨ÉxÉÉä¦ÉÉ´ÉÉxÉÂ EòÉ´ªÉ¶ÉÉä¦ÉÉEò®è&
+±ÉRÂEòÉ®®ºÉÉÊnÊ¦É& ºÉ½ |ÉªÉÙVªÉ ºÉ¾þnªÉSÉäiÉÊºÉ ¨ÉÉä½¨ÉÙMvÉiÉÉ¨ÉÂ +ÉxÉªÉÊiÉ* ºÉÉ¨ÉÉxªÉVÉxÉÉxÉÉÆ
VÉÒ´ÉxÉä {ÉÊ®o¶ªÉ¨ÉÉxÉºªÉ EòÉä{É-¦ÉªÉ-ºÉxnä½-EòÉ¨É-GòÉävÉ-ºÉÆ¶ÉªÉ-½ÉºÉEò»hÉÉÊn°ò{ÉÉ&
Ê´ÉÊ¦ÉzÉ¨ÉxÉÉä́ ªÉÉ{ÉÉ®É& ¶ÉÉEòÙxiÉ±ÉxÉÉ]Eòä +ÊxÉ´ÉÇSÉxÉÒªÉÉxÉxnnÉªÉEòÉ& B´É* +iÉ& +ÉvÉÒxÉÉ¨ÉÂ
+´ÉMÉ¨ÉxÉÉªÉ, iÉÉ¦ªÉ& +Éi¨ÉÉxÉÆ ®ÊIÉiÉÙÆ SÉ EòÉ´ªÉxÉÉ]EòÉnÒxÉÉ¨ÉÂ +vªÉªÉxÉ¨ÉÂ +´É¶ªÉ¨Éä́ É Eò®hÉÒªÉ¨ÉÂ*
iÉnlÉÆÇ EòÉÊ±ÉnÉºÉºªÉ +Ê¦ÉYÉÉxÉ¶ÉÉEòÙxiÉ±É¨ÉÂ +iªÉÙkÉ¨É¨ÉÂ B´É* +ÉÊvÉOÉºlÉ¨ÉxÉÉä̈ ÉÙÊHòEòÉÊRÂIÉhÉ&
VÉxÉÉ& Ê´ÉÊ´ÉvÉÉä{ÉÉªÉÉxÉÂ +Êx´É¹ªÉ ´ÉÞlÉÉ ºÉ¨ÉªÉªÉÉ{ÉxÉÆ EòÙ´ÉÇÊxiÉ* iÉÉo¶ÉVÉxÉÉ& +´É¶ªÉÆ
EòÉÊ±ÉnÉºÉEòÞiÉ¶ÉÉEòÙxiÉ±ÉºªÉ +vªÉªÉxÉÆ Eò®ÉäiÉÙ*

OÉxlÉºÉÚSÉÒ

={ÉÊxÉ¹ÉnÂ ºÉ´ÉÇº´É¨ÉÂ, Êb.¸ÉÒ¨ÉÉxÉ xÉ¨{ÉÚÊiÉÊ®, ºÉ¨®É]Â {ÉÊ¤±É¹ÉäºÉ, iÉÞ¶ºÉÚ*

¦ÉÉ®iÉÒªÉ  ̈ ÉxÉÉäÊ´ÉYÉÉxÉÂ, ®É¨ÉxÉÉlÉ¶É¨ÉÉÇ  B´ÉÆ ®SÉxÉÉ ¶É¨ÉÉÇ, B]±ÉÉÆÊ]Eò {ÉÊ¤±É¹ÉäºÉÇÂ Bx]Â ÊbÊº]Å¤ªÉÚ]ÂºÉ,
2005, xÉ<Ç Ên±±ÉÒ*

¦ÉÉ®iÉÒªÉ¨ÉxÉÉäÊ´ÉYÉÉxÉ¨ÉÂ, bÉä. ̧ ÉÒ¨ÉÊiÉ ±ÉI¨ÉÒ ¶ÉÙC±ÉÉ, <Çº]äxÉ ¤ÉÙC Ê±ÉÆCºÉ, 2009, Ên±±ÉÒ*

xÉÉ]ÂªÉ¶ÉÉºjÉ¨É, ¦É®iÉ¨ÉÙÊxÉ, 1956.

ªÉÉäMÉ´ÉÉÊºÉ¹`¨ÉÂ, ̧ ÉÒ ®É¨É +ÉSÉÉªÉÇ, ºÉÆºEòÞÊiÉ ºÉÆºlÉÉxÉ¨É,¤É®ä±ÉÒ, =.|É, 1983.

+Ê¦ÉYÉÉxÉºÉÉEòÙxiÉ±É¨ÉÂ, bÉä. ºÉÙnÉEò®¨ÉÉ±É´ÉÒªÉ&, EòÞ¹hÉnÉºÉ +EòÉn¨ÉÒ, ́ ÉÉ®ÉhÉºÉÒ, 1991.

{ÉÉiÉ\VÉ±ÉªÉÉäMÉn¶ÉÇxÉ¨ÉÂ, {ÉiÉ\VÉÊ±É, bÉä. ºÉÙ®ä¶ÉSÉxp ̧ ÉÒ´ÉÉºiÉ´É, SÉÉäJÉ¨¤ÉÉ ºÉÙ®¦ÉÉ®iÉÒ |ÉEòÉ¶ÉxÉ,
´ÉÉ®ÉhÉºÉÒ, 2018.
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Suphi S.

India has a rich heritage of medical Science with the legacy in
Ëyurveda. Ëyurveda is the science of life which orients mankind
towards a healthy way of life and longevity. It teaches mankind to
live in harmony with nature. Health and longevity depends on the
style of life one follows. Man has always worried about ill-health; he
tried and succeeded to find out remedies for curing most of the
ailments. Ëyurveda is our traditional stream of medical system which
originated and propagated especially through Sanskrit medium.

Kerala is always treated as the land of Ëyurveda, the ancient
system of Indian medicine. Ëyurveda is not only a system which
concentrates on treating illness but also promotes and propagates
the principles of enjoying good health. The 18th and 19th century
witnessed the transformation of Kerala in all walks of social life.
Colonial rule and institutions they introduced in Kerala prompted
new knowledge and new style of education which followed the
western model. In Tiruvit¡mk£r the western system of treatment was
introduced during the time of Rani lekshmi bai. At first the treatment
was limited only in the royal palace. Then in 1861, Parvathibai started
a free charity Allopathic dispensary for extending its benefit to
common people1. During this period European missionaries were
given opportunity for working in the field of education. Gradually
modern medicine was popularized in Tiruvit¡mk£r. Those who
believed in indigenous medicine gradually began to turn to the
western medicines. It was also a fact that during this period the
Ëyurveda vaidyans in Kochi, Tiruvit¡mk£r, and Malabar provinces
of Kerala were not fully educated in their science. The lack of standard

CONTRIBUTIONS OF P.S.VARIER TO SANSKRIT
LANGUAGE AND INTELLECTUAL TRADITION
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education among them was a great problem. Influenced by the
institutionalized type of western education and social and cultural
renaissance generated by the confrontation with modernity, Ëyurveda
looked for new ways of development. Ëyurveda  maintain a holistic
perspective and give importance to of man’s relation with the world
and his accumulated experience of life. The people of Kerala had
received Sanskrit and the Ëyurveda, irrespective of consideration
of caste or religion. They believed Ëyurveda as their own common
medicine especially as the system of life saviour. The practitioners
of Ëyurveda or Aryavaidya were given great respect in the society.
Ayurvedic doctors and teachers in Kerala were divided into two types.
They are traditional [informal] educators and formal [college]
educators. P S Varier was a good physician, scholar, poet, dramatist,
musician entrepreneur and philanthropist; his efforts embraced the
entire realm of our cultural life. P S Varrier was not only the architect
of the Aryavaidyasala but the renaissance leader of the revitalization
movement of early 20thcentuary with its nucleus at Kottakal. While
alive, he dedicated his life to the service of humanity and bequeathed,
by his unique will all that he inherited to posterity.

P S Varier was born on 1869 at Kottakkal, Malappuram district
in Kerala. His father was Rama varier and mother Kunjikuttivarassiar.
P S varier started his lessons in Ayurvedic medicine under the classical
Gurukula system from Kuttanccery Vasudevanmoos, a Nambuthiri;
who belonged to one of the eight great families of Ayurvedic
physicians in Kerala. During this period he had a serious eye trouble
and so he consulted Dr.V.Varghese a surgeon at the Government
hospital Manjeri. Through this connection, following the advice of
Dr.Varghese, he learned informally the principles of Allopathic
system, modern anatomy and physiology for about three years under
Dr.Varghese. He decided to utilize this new knowledge for promoting
the Ayurvedic system. His knowledge of medicine thus embraced
both indigenous and western branches, which considerably
influenced his vision of reforming and modernizing Ëyurveda2. The
problem was that contemporary practitioners did not imbibe traditional
knowledge sufficiently. The classical text were either not easily
available or if available most practitioners did not have the necessary
language equipment to assimilate their contents. More easily accessible
texts and commentaries in vernacular language were also not
adequately provided. Instead of mastering the fundamental principles
of the core texts most of the practitioners adopted the easier method
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of oral instruction during short spells of apprenticeship under senior
physicians. By the end of the nineteenth century the over whelming
majority of indigenous practitioners was ignorant of the basic
concepts. Surveying borrowed prescriptions, their only aim and
objective was pursuit of their daily livelihood under the scholarly
leadership of P.S Varier. Efforts were taken for the revitalization
movement in Ëyurveda and they mainly tried to resolve three issues3.

•   The retrieval, systemization and dissemination of knowledge

•   Creation of institutional facilities for training physicians

•    Preparation and distribution of medicine.

In order to find a solution for some of the problems he formed the
Aryavaidyasamaja in 1902 which was an association of physicians.
It became an ideal platform for the revival and strengthening of
Ëyurveda. The proceedings of the meetings of the association had
two sections. The first comprises general speeches and the second is
the reading of papers. This helped significantly to codify the
unmodified experience and innovation of different physicians. He
introduced a systematic study of Ëyurveda by his pioneering
institutional efforts, disseminated the ancient wisdom through
scientific publication and ensured the quality of medicine by adopting
modern techniques of manufacturing his activities were not confined
to the medical field. In 1902 Varier founded Kottakkal
Aryavaidyasala for the manufacture of ayurvedic medicines which
later became synonymous with ayurvedic treatment in India. With
the inception of P¡¶a¿¡la established on 1917, Varier succeeded in
pioneering in imparting Ayurvedic wisdom and in the practice of
manufacturing Ayurvedic medicines. Later this P¡ta¿¡la was shifted
to Kottakkal in the year1924 and several hundred professionally
qualified physicians came out of it. This was later affiliated to the
University of Calicut as the Varier’s Ayurveda college and managed
by the Kerala Ayurvedic studies and research society with the
financial support from Aryavaidyasala Kottakkal. In 1924 P S Varier
established Aryavaidya cikits¡¿ala [the present charitable hospital]
with inpatient and outpatient services4. It also had a separate allopathic
wing. Presently this hospital provides free OP services to a number
of patients. He started the Ëyurveda magazine, ‘Dhanvantari, out of
a desire to promote the unification of the Ëyurveda community. He
established the Aryavaidyasamajam to organize Ëyurveda
conferences and educational programmes.
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He also wrote text book for students of Ëyurveda. His Ayurvedic
works are Cikits¡saÆgraha, AÀ¶¡´ga¿¡r¢ra, and B¤hacch¡r¢ra [2vol].
AÀ¶¡´ga¿¡r¢ra, and B¤hacch¡r¢ra are written in Sanskrit language.
Cikits¡saÆgraha wrote in Malayalam language5.

Sanskrit Literary works
B¤hacch¡r¢ra

He started writing an exhaustive text, B¤hacch¡r¢ra in 1920. Then
he composed a Laghu¿¡r¢ra, also called AÀ¶¡´ga¿¡r¢ra and published
it in 1925. The 16th conference of all India Ayurvedic congress held
at Jaipur hailed the work and awarded a certificate of merit to the
author. The second edition of it came up in 1961.As the name
indicates this is a voluminous treatise proposed to be completed in
eight parts called skandhas. They are, S¤À¶iskandhaÅ (Histology),
AsthiskandhaÅ (Osteology) SandhiskandhaÅ (Syndesmology),
Pe¿iskandhaÅ (Mycology), N¡½¢skandhaÅ (Angiology), antriskandhaÅ
(Neurology), Antar¡´gaskandhaÅ (Splanchnology) CaramaskandhaÅ
(concluding part).The first skandha was published in 1942 during
the golden jubilee celebrations of Ëryavaidyap¡¶ha¿¡la. The author
in his introduction has given a detailed account of the circumstances
that led him to the composition of the work. The second skandha
was published in 1969, during the birth centenary celebrations of
the author. He was not alive to see the second part in print. Only
these two parts of B¤hacch¡r¢ra are available now6. The salient
features of B¤hacch¡r¢ra are as follows

• Finest and well documented text on human anatomy written
in the basic language of Sanskrit.

• Loaded with illustrations like any standard anatomy text in
allopathy.

• For the first time in the history of Ëyurveda, technical terms
are coined for every structure of human body.

• Elaborate study on the evolution of embryo.

• Histology (cells study) is well explained.

• Detailed description of brain and nervous system.

• Elaborate description of bone and allied structures with
beautiful illustrations.
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AÀ¶¡´ga¿¡r¢ra

The Laghu¿¡r¢ra, also called AÀ¶¡´ga¿¡r¢ra  published in 1925.
The work is divided into eight chapters, consists of 2113 simple
verses in Sanskrit. The salient features of AÀ¶¡´ga¿¡r¢ra , are:

• Simple verses in Sanskrit for easy learning and elaborate
commentary for details.

• A harmonious blend of Ayurvedic description of  á¡r¢ra and
western anatomy, retaining the identity of the classical
wisdom.

• Arrangement of chapters from gynaecology and obstetrics
to sense organs as in classical text.

• Elaboration of functions of different organs in the body in a
scientific manner.

• Bones and muscles are well illustrated.

• Elaborate descriptions of nervous systems and sense organs.

• Presentation of new Sanskrit terms, the author has coined
suitable Sanskrit equals for  all the technical terms in English.
This text thus provides a glossary of medical terms in Sanskrit

Malayalam works

Cikits¡saÆgraha

Cikits¡saÆgraha is a 100 years old text originally written in
Malayalam. The first edition was published in 1907. This work is
essential for physicians, and useful for patients. This book describes
all popular medical formulations and their various forms and
combinations along with their dosage, methods of usage, dietary and
other restrictions and their declared effects. It also describes the
pathogenesis, symptoms and other details of common diseases and
prescribes the treatment for them. Besides, there is detailed description
of paµcakarma with their preparatory and concluding formalities,
dh¡ra, pizhichil and navarakizhi which are the special contributions
of Kerala to Ayurveda system7. It discusses all important aspects of
the maintenance and promotion of health, such as regimen, diet and
the suitable time and place for treatment.

P. S. V N¡¶yasaÆgham

P S Varier was an admirer of art and founded a drama troupe
which was developed to the famous Kathakali troupe,
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Paramasivavilasam. P S V N¡¶yasaÆgham is a centre for performing
and teaching kathakali the classical theatre of Kerala8. He had
established a drama company. In 1909, this was known for its
spectacular presentation of musical dramas. He had himself scripted
the plays, set music and directed the shows. The company travelled
to every major town of Kerala and performed. He established the
N¡¶yasaÆgham with the aim of popularizing this unique form of
classical theatre by training professional artists and by organizing
performance for the public to view. P S V N¡¶yasaÆgham is now
recognized as one of the major centres of kathakali today.

Conclusion

P S Varier was a man of extra ordinary skills in both Ayurvedic
medicine and modern system of treatment. He was a unique
personality with a rare combination of extra ordinary organizational
and managerial talents, enthusiasm and spirit of service.  P S Varier
was not only the architect of the Aryavaidyasala but the renaissance
leader of the revitalization movement of early 20th centuary with its
centre of functioning at kottakkal. He had a passion for teaching. He
started educational institutions and hospitals to increase the quality
of Ayurveda education. He also started the industrial production and
marketing of Ayurveda drugs.  He prepared AÀ¶¡´ga¿¡r¢ra and
B¤hacch¡r¢ra to provide resource material to the students. Both had
adapted from modern medicine. His famous works point out the
efficiency of his Sanskrit literature and Ayurvedic tradition. His efforts
resulted in the renaissance of Ëyurveda in Kerala.
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Kerala has its own unique tradition of treatments in Ayurveda.
Majority of people who lived in Kerala use this tradition as their
daily routine for health maintenance. The traditional Ayurvedic
treatments in Kerala are the real source of knowledge for the
development of modern science. From early times people in Kerala
practice this treatments without considering their caste or creed. Both
the tribal communities and the upper class Brahmins have donated
their own contributions to the field of Ayurveda. Kerala Ayurveda
accepts all kind of experience and grows with the knowledge of
science.

The Indian Ayurvedic tradition is developed through the treatises
like Caraka Samhit¡, Su¿¤uta Samhit¡, Ka¿yapa Samhit¡, Bhela
Samhit¡, AÀ¶¡´ga H¤dayam. Ayurvedic precisians in Kerala referred
AÀ¶¡´ga H¤dayam and AÀ¶¡´ga Samgraham of V¡gbha¶a than other
treatise. The AÀ¶avaidya Brahmins and Vaidyama¶ham
Nampoothiries are the great precisians of Ayurveda in Kerala, they
also used these references.1 Kerala have varieties of Yogam2 for
developing medicines and also used different kinds of medicinal
plants, unseen in major Indian Ayurvedic texts. N¡¶¶ucikits¡.
Pizhiccil, Dh¡r¡, Navarakizhi, Ta½aÆ, Talapoticcil are some unique
treatment specialties. Treatments for Poison, Small pox and Marmma-
Kalari etc. have their own peculiarities in this tradition.

The treatments are recorded in many texts; In Kerala these are
classified in to three. They are - Commentaries, Collections of
medicines and practices applied by the rural Vaidya community and
the modern Ayurvedic treatise. AÀ¶¡´ga H¤dayam have more

Preetha P.V.

VAIDYAMANORAMË AND AYURVEDIC TRADITION OF
KERALA
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commentaries in Malayalam than others. S¡radarppa¸am3 and
Bh¡vaprak¡¿am4, H¤dayapriy¡5, Sukhas¡dakam6 are some
Malayalam commentaries of AÀ¶¡´ga H¤dayam.  Sind£ramaµjar¢7,
Alatt£r Maniprav¡½am8, Jyotsnik¡9, Ërogyakalppadrumam10,
M¡ta´gal¢l¡11 are some independent Ayurvedic works from Kerala.
Dh¡rakalppam, Vaidyamanoram¡, Cikits¡kramam, Sahasrayogam,
Yogaratnaprak¡¿ik¡, Vaidyamaµjar¢, Cikits¡maµjar¢, Cikits¡n£l,
Sannip¡dacikits¡, Netracikits¡ etc. are the works popular known in
Kerala. All these texts give instruction for the practical use.

Vaidyamanoram¡

Vaidyamanoram¡ is an Ayurvedic Sanskrit work. It contains
several treatment formula followed by the Vaidya community.
Vaidyavara K¡lid¡sa narrated this text. Kavir¡ja Sukhadeva Vaidya
Vacaspati wrote a commentary named Sukhabodhin¢ for it. Many
drugs, diseases, treatments modalities in this text match with the
practices existing in Kerala like the use of RudrakÀa for Small Pox
(11/19), ArkakÀ¢ra for P¡m¡ Disease and Asanas¡ra for Obesity 12/
30 and practice of medicinal plant like Papha¸a etc. Thus the learned
scholars open that the author was from Kerala. As there is a narration
of Somaroga 2/13, áayyam£tra 7/14 and drugs like Ahiphena and
Kup¢lu 6/13, it can be predicted that the text belongs between 13th to
14th century A.D.  In various contexts the words like Guhya, Rahasya
are mentioned, which are pointing towards its composition were used
in the period of T¡ntrik literature. At the end portions of this text,
author himself announces that he is a devotee of lord áiva and he
made the Vaidyamanoram¡ as the source of information to all other
Ayurvedic treaties. Here he also suggested many treatment methods
for various diseases in human beings. More details about the author
and his period are not available.

An available Malayalam copy of this text edited and published
by Raja Marthandha Varma with Yadav Sarma from Bombay. It
was in N¡gar¡ Script. It was the fourth Volume of ‘Ëyurved¢ya
Grantham¡l¡’ series of publication. There is a description about
Taikkattu Neelakanthan Moosath as its patron. Another available
copy of this text was in Malayalam language, commented by T.C.
Paramesvaran Moosath, published from Kerala Sahitya Academy,
Thrissur in 1931. It has some elaboration from the original text,
because it contains two additional chapters. Also it covers more
reference from other text in this field.
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Importance of the text is that, it touches all 3 modes of treatments
via Daivavyap¡¿reya cikits¡ (spiritual therapy), Yuktivyap¡¿reya
cikits¡ (Analysis based management) and Satv¡vyap¡¿reya cikits¡
(psychotherapy). Certain treatments based on socio-economic status,
cultural conditions and geographical considerations are also narrated.
In this text, only treatment has been explained for diseases in eight
branches of Ayurveda.

Vaidyamanoram¡ contains 20 chapters entitled as Pa¶ala. The
chapters discuss different diseases affected by people and the divine
medicine easily available for the treatment. Author states that those
who practice with Vaidyamanoram¡, they became fame in this field
and the treatment will not fail in any case.  The text starts with a
prayer to the son of áiva (Vigne¿vara) for the successful completion
of this work. It is given below.

“´Éxnä ¨ÉxnC´ÉhÉ±¦ÉÆMÉ´ÉÞxnÉxÉxnEò®Æ ¨Énè& *
½xiÉÉ®¨ÉxiÉ®ÉªÉhÉÉÊ¨ÉxnÙ¶ÉäJÉ®xÉxnxÉ¨ÉÂ  **”12

The chapters are the following:-

1. Jvar¡cikits¡dhik¡ra

2. Raktapitt¡s£kdar¡sthisr¡vasomarog¡dhik¡ra

3. K¡sa¿v¡sahikk¡dhik¡ra

4. Arocaka¿£laccharddit¤À¸¡dhik¡ra

5. Ar¿od¡vartt¡dhik¡ra

6. Atis¡rag¤ha¸¢viÀu Cik¡dhik¡ra

7. M£trak¤cchraprameh¡somarog¡dhik¡ra

8. Vidradhi¿£l¡dhik¡ra

9. Udarap¡¸·ucikits¡dhik¡ra 10. K¡mal¡dhik¡ra

11. áophavisarppa¿vitrakuÀ¶h¡dhik¡ra

12.V¡ta¿o¸itav¡tavy¡dhisth£lak¤¿¡dhik¡ra

13. Garbhi¸¢cikits¡dhik¡ra

14. B¡lacikits¡dhik¡ra

15.Bh£tagrah¡dhik¡ra

16. AkÀikar¸¸avra¸agranthicikits¡dhik¡ra
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17.Apacyarbbudacikits¡dhik¡ra

18. Guhyarogacikits¡dhik¡ra

19.ViÀacikits¡dhik¡ra

20.Ras¡yanav¡j¢kara¸¡dhik¡ra

Content of Vaidyamanoram¡

In Vaidyamanoram¡, each chapter discusses several diseases and
their remedial treatments for human beings. First chapter speaks about
fever. Six type of fever is discussed. V¡tajvaram, Pittajvaram,
Kaphajvaram, Sannip¡tajvaram, J¢r¸ajvaram and ViÀamajvaram are
the six. Second chapter deals about bile in blood, leucorrhoea in
women and white discharge in men. Nasya treatments suggested for
the above mentioned ones. Asthma was the subject of matter discussed
in the third chapter. Pippaly¡di, Am¤tac£r¸am etc. are the great
medicine prescribed for asthma. Treatments for Distastefulness,
Diseases in Abdomen, Vomiting and Thirst was the subject of forth
chapter. Guna¿u¸¶h¢ Tablet, Triphala etc. are recommended
medicines in this chapter. Piles and its treatments are included in
fifth chapter. Other disease related with piles also discussed here.
Dysentery, Diarrhea and Cholera are treated in sixth chapter.
Rakt¡tis¡ram, Kaph¡tis¡ram and Prasav¡tis¡ram are the verities of
Dysentery. Hut¡¿anac£r¸am is an example of medicines to improve
the working of stomach. Urinary incontinence and Sugar problem
are in seventh chapter. Here some advises are noted from epics with
the treatments to get better effect.13 Hernia and some diseases in
abdomen like spleen are discussed in the eighth chapter. Author
denotes the preparation of medicines and the person who prepare
the medicine are important for treatment. Large belly and White
leprosy are the matter of ninth chapter. Every disease are connected
with each other. The treatment method also adopted the connectivity.
The tenth chapter discusses about Jaundice. Life style changes and
exercises are suggested with some prescribed medicines. Swelling,
Exima, Vitiligo and Leprosy are treated in eleventh chapter. Porridge
of different ayurvedic medicines is an example used for swelling
treatment. Also N¢li application is good for exima. Kap¡la kuÀ¶¶ham,
Ki¶ibha kuÀ¶¶ham, Viparcika kuÀ¶¶ham etc. are the varieties of
leprosy.
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The twelfth chapter contains the treatments about Rheumatism,
Obesity and leanness. KroÀ¶uka¿¢rÀam, Apab¡hakam are the varieties
of Arthritis. Oil massage and bathing is highly recommended
medicine for Arthritis patients. For the patients of Obesity and
leanness normal tasks are provided as the medicine. Pregnancy
treatments are discussed in thirteenth chapter. This chapter teaches
how to become physically a good mother. From the early periods,
treatments and exercises are continues till a baby formed. Next chapter
is the continuation of this chapter. Child treatment is discussed here.
Right food, sleep and bath are suggested for the kids. The fifteenth
chapter includes about Hallucination and Epilepsy. Brahamasahadh£mam
is the best medicine suggested here for the treatment. The treatment
for Eye, Ear, Sores and Gland diseases are discussed in sixteenth
chapter. Pillam, AbhiÀyanda, Pa¶alam, K¡cam, Armmam, áuklam
etc. are the variety of eye diseases. Bh¡skarakira¸a is a preferred
tablet for Cataract. Also D¢pik¡tailam is for Kar¸a¿£la disease in
ear. S¡dyov¤¸am and Bhagandav£¸am are treated as different Sores.
The cancer and Glandular edama are the topics of seventeenth chapter.
Blood clearance and medicinal treatments are suggested. Among
them sleep and health conditions of patients are also considered.
The treatment of Venereal diseases is taken in eighteenth chapter.
Here the treatments are provided for the diseases for sexual organs
for men and women. Lingal£ta, Upadam¿av¤¸am, Yoni¿£lam and
Yony¡rbhudam are the variety of this kind. Poison treatment is
discussed in nineteenth chapter. The poison of snake, mouse and
scorpion are treated here. Quantity of poison can identified with
symptoms in patient.  The last chapter of this text discusses about
rejuvenation. Treatments and activities are prescribed for protecting
the youngness. The advantages of seasonal medicines are highlighted
here.

The method of treatment explained in Vaidyamanoram¡

In Vaidyamanoram¡, the treatments are connected with the
diseases. The combination of medicines and its application are clearly
mentioned and the consequence of the method are explained. Some
examples are given below:-

   iÉGòpÉähÉäºÉ¶ÉÙHòä ±É´ÉhÉn¶É{É±ÉèÊ´ÉÇ¶´É{ÉlªÉÉºÉ¨ÉÉÆ¶ÉÉè SÉi´ÉÉÊ®Æ¶Éi|ÉEòÙ\SÉÆ
PÉÞiÉÊiÉ±ÉVÉ{É±ÉÉxªÉ¹] ºÉÆªÉÉäVªÉ{É¶SÉÉiÉ {ÉHòẤ ÉÉ {ÉÉEòä%¹]SÉÚhÉÉÆÇÊºjÉ¡ò±É¨ÉÊ{É ºÉ¨ÉÉªÉÉäVªÉ
vÉÉxªÉä ÊºlÉiÉÆ iÉiÉ JÉÉnänMxÉä& |ÉnÒÊ{iÉÆ VÉxÉªÉÊiÉ VÉªÉÊiÉ {±ÉÒ½MÉÙ±¨ÉÉän®ÉnÒxÉ**14
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The ingredients taken are Takra (Butter milk) & áukta (Fermented
Sugar Cane Juice) 1 Dro¸a (12288 kg), Lava¸a (Saindhava) 10 Pala
(480 gm) Har¢tak¢ (Teminalia Chebula) 10 Pala (480 gm), Ghee 40
Pala (1920 kg), Tila Taila (Sesame oil) 32 Pala (384 gm) and AÀ¶a
C£r¸a 3 Pala (144 gm).The procedure is: first the Takra and áukta
should be mixed. To that mixture Lava¸a, áu¸¶hi, Har¢tak¢, Ghee
and oil in proper quantity should be added. It should be kept in the
heap of grains. Then it should be consumed as per requirement. It
increases Agni (Converting Factor) also it cures Pl¢ha (Splenic
Disorder), Gulma (Inflammatory and Neoplastic Disease of Abdomen)
and Udara (Ascites). These are the main action of this treatment.

nÙMvÉ{ÉÉjÉ{ÉC´É¨ÉEòÇ¤ÉÒVÉ¨ÉÉ¶ÉÙ xÉÉ¶ÉªÉänxvÉEòÉ®¨ÉÊIÉºÉÆ¦É´ÉÆ xÉÞhÉÉÆ ºÉÙÊxÉÊ¶SÉiÉ¨ * iÉunä́ É
¶ÉÙC±É {ÉÙ¹{É¨ÉÙÊ¹]¨ÉÚ±É¨É{ªÉ±ÉÆ iÉÉ¨®{ÉÉjÉPÉÞ¹]¨É¨±ÉEòÉÊ\VÉEòÉSUxÉÉÊ®hÉÉ**15

Seeds of Arka (Calatropis procera) should be boiled well in 64
Pala (3072 gms) of milk. It cures blindness definitely. Also roots of
áiklapuÀpa (Jasmine) and Ghana P¡¶ala (Steriospermum
cheloniodes) should be pasted properly in copper vessel with K¡nji
(Sour gruel). It cures all the diseases of eye.

Treasure of Medicinal plants in Vaidyamanoram¡

Lots of medicinal plants are described in this text for the treatment
of different diseases. Like Honey, Pepper, Dry Ginger, Cow Urine
etc. These are commonly used for making KaÀ¡ya, Taila and different
oils. The synonyms for different drugs, which are not mentioned in
other texts, are used here. This technique is helpful to determine the
drugs. Some of the medicinal plants prescribed in this text are given
below-

áatakabhed¢-Aerva lanata (herb), áatapuÀppaÅ-Anethum
graveolens (herb) áatam£l¢-Aspargus racemosus (climber),
Punarnav¡- Boerhavia diffusa (herb), Gaµjik¡-Cannabis sativa
(shrub), Cakralat¡-Cardiospermum hallicacabum (climber), Jalam-
Coleur zeylanicus (herb), Parpa¶aÅ- Fumaria indica (herb), Pathy¡-
Terminalia chebula (tree), Am¤tavall¢-Tinospora cordifolia (hurb),
Badramust¡-Cyperus rotundus (shrub), A·£ls¡-Justica adhatoda
(shrub), Upakaly¡-Piper longum (climber), Sindhuvar¡-Vitex
negundo (shrub), Brimgar¡jaÅ-Eclipta alba (herb), D¢rgha¿£kaÅ-
Oryza sativa linn (Plant), Yav¡n¢-Trachyspermum ammi (herb) etc.
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The Essence of Vaidyamanoram¡

In this text, formulas are explained in simple manner. So that a
common man can understand the subject and it demands the
prominence of treatments in N¡¶¶u Vaidya community. Each chapter,
treatments are suggested for diseases which follows to connect
another. So the subject of narration is done in a sequential order. It
was the similar to the sequential order of texts like AÀ¶¡mga H£daya.
This text discusses different mixtures of medicines, which are highly
effective for good health and diminishing the diseases. E.g. -
Triphalam, âa·a´gakaÀ¡yam, Durv¡sarppis etc. The medicines are
suggested in order to consider the respective season and health
condition of the patient. e.g. - The Har¢tak¢ (Myrobalan) should be
taken with respective adjuvant in respective season. i.e., ái¿irak¡la-
Sita (Suger) + Har¢tak¢, Vasantak¡la- Saindhava (Epsom Salt) +
Har¢tak¢, Gr¢Àmak¡la- Gu·a (Jagery) + Har¢tak¢, VarÀak¡la- Madhu
(Honey) + Har¢tak¢, áaratk¡la- Pippal¢ (Long Pepper) + Har¢tak¢,
Hemantak¡la- áu¸¶h¢ (Ginger) + Har¢tak¢.16 For Obesity, the Sesame
oil is used to drink in morning.17At the same time for leanness, to
drink cold water after chewing betel leaf and ten bolls pepper and
bathing.18 Certain medicinal plants are commonly used for the
preparation of drugs along with that, some rare, unique and special
medicines are mentioned here. Such as Ëkuli, Indralat¡, Tri¿£li p¡da,
Bh£mi kadamba etc. Metals like copper and white sulfur, ashes of
elephant skin and horn of buffalo are also used for the treatment.
This text gives more priority to the easily available plants and
medicines. So it demands economical consideration. The style of
treatment recorded in this text indicates the practical knowledge of
Author in Ayurveda. So medicines are easily applicable in clinical
condition. Also there added some reference from other Ayurvedic
treatise like Sarvarogacikits¡ratn¡karam. In some site, spiritual
believes are considered as a treatment method along with medicines.
i.e., chanting of hymns of áiva, ViÀ¸u, Bhagavat¢ etc. and prayers
and ritual services in temples.19

With the medicinal treatments many inspirable stories were added
from R¡m¡ya¸a, Pur¡¸a etc. that will give positive attitude in patients
towards the medicines.20 In many situation exercises are prescribed
for the treatment. More than the effect of An Ayurvedic treaty it
considers the welfare of society and people, it was clearly noted in
the portion of G¤hacikits¡. Here author only suggested the order of
treatment are didn’t consider the symptoms of diseases. Also the
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Garbhacikits¡ and B¡lacikits¡ specify that treatments are more
dedicated to the male society.21These two become the negativity of
this text.

Some academic discussion about this work was quite popular in
north India but the south Indian people especially from Kerala, were
not much familiar with this work, even its author and the treatments
modalities are match with Kerala. Although Vaidyamanoram¡ is a
treasure of treatments in Ayurveda, Kerala Ayurvedic pattern wants
to explore the chances of this treatment.
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K.  R. Upendran

DRAMA IN EDUCATION: A NEW PERSPECTIVE
TOWARDS TEACHING AND LEARNING PROCESS.

Mainstream education has often neglected the holistic growth of a
child which is beyond textual knowledge. It includes independent
divergent thinking, creativity, problem-solving skills, emotional
intelligence, coping strategies and self-expression. Therefore, Drama
in Education is a discipline that intervenes in these areas ensuring learning
is a two-way process with equal teacher-student participation. This
increases the conceptual horizon of a child as effective learning can
only be established in a playful non-threatening environment. However,
one must not confuse between acting and applied theatre. Creative
Drama, Process Drama and Classroom Drama stimulate one’s mind
and body which is extremely important in the developmental stages of
a child regarding memory consolidation and exploring self-identity. It
increases the knowledge acquiring and retaining tendencies of a child
and facilitates his/her creative development. This paper aims to highlight
the unconventional teaching techniques which would pave the way for
modern learning.

Keywords: Drama in education, Creative thinking, Child
development, Applied Theatre, Education

Introduction

The Arts education stimulates the body as well as the mind. It sets
the senses in motion and creates a unique memory for every child. This
process sharpens the sensitivity of the child and makes him or her more
receptive to other forms of knowledge and develops the creative faculty
of a child. The aims of education spelt out in NCF 2005 recommends
certain guidelines on the issue. Following are the key points discussed
in the text.
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•  Education should cater to the holistic development of the child.

•  A child’s present environment and future should be addressed
while developing their abilities and skills.

• Education should contribute to the democratic values of the
nation (NCF,2005).

Effective learning is only possible in a joyful environment, which is
expected to be provided in schools. Hence, the school plays an
imperative role in the personae construct and development of a child.
The school must provide ample opportunities to inculcate a habit of
Independent thinking, Creativity and Self-expression. The role of various
art forms in schools- such as Music, Dance, Drama and Visual-arts
play an important role in facilitating the mentioned qualities. Art provides
a child, an activity-based experience and learning through the senses
and sensory perception. It opens up space for Imagination, Observation
and Visualization in the process of creativity. Every child possesses a
variety of emotions, which need to be egressed from the child’s inner
sense of self. Art education makes this process active. Position Paper
of Arts Education 2005 accentuates the idea that arts education should
be aimed at promoting self-expression, creativity, sense of freedom,
and thus psychological health (NCF,2005).

In the present scenario, the existence of Arts in school is different.
Art is seen as an activity that graces an occasion or a hobby, which a
child eventually has to forfeit to succumb to mainstream education. If
the potential of Arts education is understood and designed in the context
of the regional scenario, it could contribute and enhance the development
of the aesthetic sensibility among the children. Among all the performing
art forms, I believe that drama is more suitable for children in developing
kinesthetic aptitude, appreciating and manifesting expression, and
promote divergent thinking. The drama could also facilitate and nurture
in enabling an environment to address the psychological needs of the
children within the classroom.

In the Neolithic period, drama emerged to cater to the entitlement
needs of the masses. Soon the narrative of drama’s functionality shifted
from mere entertainment to communicating a message as a predominant
role of informing. Later in the Elizabethan period, it was used as a tool
to spread moral education among the masses as instruction being its
function. The role of ‘Drama in Education’ is half-century old which
developed much later. Professionals and experts in this discipline like
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Dorothy Heathcote and Gavin Bolton, have worked extensively on the
subject ‘Drama in education’ (Heathcote & Bolton). In India, it is still
finding its identity by testing it in the various education environment.

Before explaining what Drama in Education entails, I shall attempt
to discuss what Drama in Education is not. Drama in Education is
not product-centred, it does not focus on making a child good stage
actor. It does not aim towards perfecting the art of acting and it is not
partly directed towards preparing the children for cultural activities in
school.

Drama in Education

Drama in Education is not merely doing theatrics or ‘acting’
superficially but it is to create a ‘dramatic pressure’ or tension,
whereby the student would arrive at a .problem or an
understanding in a new way through creative thinking. (Heathcote
& Bolton, 1994). Drama in Education is a method of teaching, which
creates an encouraging environment for the children to construct his or
her knowledge. It motivates students to participate in a shared learning
process with the teacher and understanding various subject concepts
in a different dimension through an unexplored perspective.

I would reiterate my idea that a Teacher Educator builds the
capacities of the teacher at the level of academics and pedagogy. Drama
in Education practices will not only help in building academics and
pedagogy knowledge of a teacher but also encourage every teacher to
come up with a unique way of teaching and unconventional learning
modules.

Objectives

• To Highlight the importance of integration of body, mind and
emotions in the process of learning.

• To establish the importance of creating an environment that
facilitates democratic, contextualized and experience-based
learning.

• To explore how the participatory nature of drama shall be
bestowed into the learning environment.

Context of Drama in Education

Drama in Education– the term ‘drama’ is seen as composite art
that comprises of various art forms like music, dance, craft and theatre.
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The mainstream education system, therefore, must shift its focus to
primary education, the professional capacity of the teachers and the
expectation of the children should be specific to the prescribed set of
competencies. Drama in Education as a method can bring out changes
in the existing classroom environment for both teachers and children.
The core principle1 is to create the ability to feel empathetic for all
social beings can be nurtured through drama based on experience,
emotion and interpretation. The main focus of Drama in Education is
to optimize the learning possibilities in various subject/domains utilizing
the elements of Drama2. Drama in education is always child-centred,
using a constructivist educational approach to address the developmental
needs of the children and larger long term goals of the education
described in NCF 2005.

With the above-said understanding of Drama in Education, the
teacher educators shall try to achieve the objectives of it through certain
contents.

The content of the training program as follows -

1. Basics of Drama in education

2. Creative Drama

3. Process Drama

4. Classroom Drama processes

Basic of Drama in Education

Children learn many things by observing the elders, in which the
teacher is the one who encounters the children most of the time. A
teacher should perform his role in a very accommodative manner to
make the classroom experience playful. A happy impressed child’s
expression is always effective to start a teaching lesson. The idea that
voice is an instrument, the role of gestures and postures, usage of space
in the classroom support the teacher to create uniqueness in his craft.
Through different games, tasks and exercise teachers will understand
and try to apply to make his communication, expression, observation,
attention effective and efficient. Then, he shall be able to experience the
above-said faculties alertness through a participatory approach.

Creative drama

Creative Drama is built and designed on the instinct of dramatic
play. Creative drama is a part of the larger conceptual notion of drama
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in education, and it can be called an informal drama which allows the
participants to use their own imagination and creativity to act out stories,
poems or original ideas. The primary concern of creative drama revolves
around the benefits of children. Creative drama is structured in child-
centeredness. In a child’s education, dramatic activity is essential. Early
involvement in drama supports the exploratory nature of the child. It
expands a child’s understanding of the world and vision beyond his
own experience. Through creative dramatics, the child will able to find
himself, to discover his potentialities, his personality and limitations, his
movement and language capacities and his particular interests.

Process drama

Process drama is a method that has the potential for rigorous,
standards-based learning to take place. Students usually explore the
dynamics, relationships, and tensions (conflicts) that shape a given
situation, as well as acquire factual knowledge related to the academic
subject or topic of the drama. They grow up to be more self-aware
and expressive, with a greater sense of the challenges and the nuances
of the society in which they live. They play the roles realistically, living
through the roles’ tasks and actions, feeling their emotions, frustration
and joys. The participants in Process Drama take on roles that require
enquiry, examination, assessment and exploration of the subject matter
of the drama. The task of the teacher or instructor includes finding
ways to connect the pupils with the content and enable them to develop
desirable normative responses through active engagement and reflection.
This is the centre of process drama.

Classroom drama processes

The main subjects in the classroom are children in this approach.
This proposition also requires an understanding of Howard Gardener’s
multiple intelligence and other theories of learning styles of children.
After attending the previous three areas of training, the teacher will be
able to analyse his/her potential through self-assessment and therefore,
will be able to adopt the most suitable teaching technique and learning
style of students. Based on this self-clarity and observation he or she
will be able to design pedagogy to apply in the classroom. By providing
constant onsite support and continuous sharing of his experiences, the
teacher shall arrive at a unique pedagogy relevant to the children in his
/ her classroom. This method will help children to retain maximum
information in developmental stages and allow teachers to maximize
the utility of available resources.
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Discussion

The teachers who undergo a training program in ‘Drama in Education’
are often seen shifting their views towards the top to down approach,
i.e teacher alone can share their knowledge. The conventional approach
to education must change as we must prepare the young generation to
be global citizens and democratic rational human beings. Teaching should
be a two-way exchange of information, ensuring a holistic growth of
students and not just textual knowledge.  The teacher shall start to
reflect on their own expressionism, kinesthetic abilities, divergent thinking
while interacting with the children (Way). This change in the attitude of
the teachers and giving importance to the affective or psychological
requirements of the children is the need of the hour. Applying the elements
of ‘Drama in Education’ makes their children think independently and
critically. The teaching methods must incorporate a cohesive lesson
plan that ensures integration of mind, body and emotions. The classroom
teaching changes from lecture mode to peer learning processes and
shared understanding which will help young children to grow in all
endeavours of life. We must help the students to observe, participate
and demonstrate every topic they learn in a non-threatening controlled
environment facilitating them to push their boundaries. The intervention
is preferred if done at early developmental stages to ensure maximum
memory consolidation and learning.
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Ê¨ÉlÉÖxÉÂ Ê{É.

´ÉiÉÇ¨ÉÉxÉi´ÉÊxÉ°ò{ÉhÉ¨ÉÂ

+xÉÉMÉiÉ¨ÉÂ, +ÊiÉGòÉxiÉÆ, ́ ÉiÉÇ̈ ÉÉxÉÊ¨ÉÊiÉ EòÉ±ÉjÉèÊ´ÉvªÉ¨ÉÂ* iÉjÉ EòÉ±ÉºÉÉ¨ÉÉxªÉ±ÉIÉhÉ¨ÉÙHò¨ÉÂ
- EòÉªÉÇi´ÉÉ´ÉÊSUzÉEòÉªÉÇiÉÉÊxÉ°òÊ{ÉiÉ¨ÉÊvÉEò®hÉiÉªÉÉ ÊxÉÊ¨ÉkÉEòÉ®hÉi´ÉÆ EòÉ±Éi´É¨ÉÂ <ÊiÉ* ªÉÉä vÉ¨ÉÇ&
ªÉºªÉÉ%´ÉÊSUzÉ& ºÉ& iÉr¨ÉÉḈ ÉÊSUzÉ&* EòÉ±Éä¶´É®Éo¹]ÉÊxÉ ÊxÉÊ¨ÉkÉEòÉ®hÉÉÊxÉ* BiÉiEòÉªÉÉÇÊvÉEò®hÉ&
+ªÉÆ EòÉ±É& <iªÉlÉÇ&* EòÉ±ÉÉ& {ÉÊ®¨ÉÉÊhÉxÉÉ' ({ÉÉ.2.2.5) <ÊiÉ ºÉÚjÉä ¦ÉÉ¹ªÉä, ªÉäxÉ ¨ÉÚiÉÒÇxÉÉ¨ÉÂ
={ÉSÉªÉÉ¶SÉ +{ÉSÉªÉÉ¶SÉ ±ÉIªÉxiÉä, iÉÆ EòÉ±É¨ÉÉ½Ù&*

{ÉÉÊhÉÊxÉxÉÉ ‘±É& Eò¨ÉÇÊhÉ SÉ ¦ÉÉ´Éä SÉÉ%Eò¨ÉÇEòä¦ªÉ&’ ({ÉÉ.3.4.6.9) <iªÉxÉäxÉ ªÉtÊ{É
ºÉÉ¨ÉÉxªÉäxÉ ºÉ´ÉäÇ¹ÉÉÆ ±ÉEòÉ®ÉhÉÉÆ EòiÉÉÇ Eò¨ÉÇ SÉ +lÉÇ& =Hò& iÉlÉÉÊ{É ´ÉiÉÇ̈ ÉÉxÉÉÊnÊ´É¶Éä¹ÉÉlÉÇEòlÉxÉÆ
‘´ÉiÉÇ̈ ÉÉxÉä ±É]Â’ ({ÉÉ.3.2.123) <iªÉÉÊnºÉÚjÉè®ä́ É* ¦ÉÚiÉ¦ÉÊ´É¹ªÉuiÉÇ̈ ÉÉxÉ°ò{ÉÉä%lÉÇ& ±ÉEòÉ®ÉhÉÉÊ¨ÉÊiÉ
‘´ÉiÉÇ̈ ÉÉxÉä ±ÉÊb’ iªÉÉÊnÊ¦ÉVÉYÉÉÇªÉiÉä, ºÉ SÉ ¦ÉÚiÉ¦ÉÊ´É¹ªÉuiÉÇ̈ ÉÉxÉÉÊn´ªÉ´É½É®& EòÉ±ÉÉvÉÒxÉ&*

iÉä SÉ ±ÉEòÉ®É&, Ê]iÉ& ÊRóiÉ& <ÊiÉ ÊuvÉÉ =HòÉ&* iÉjÉ UxnÉä̈ ÉÉjÉMÉÉäSÉ®& ±Éä]Â* iÉÆ Ê´É½ÉªÉ Ê]iÉ&
{É\SÉvÉÉ -

‘´ÉiÉÇ̈ ÉÉxÉä {É®ÉäIÉä ¶´ÉÉä ¦ÉÉÊ´ÉxªÉlÉäÇ ¦ÉÊ´É¹ªÉÊiÉ*

Ê´ÉvªÉÉnÉè |ÉlÉÇxÉÉnÉè SÉ Gò¨ÉÉVYÉäªÉÉ ±ÉbÉnªÉ&**’ (´Éè.¦ÉÚ. 22)

1 ´ÉiÉÇ̈ ÉÉxÉä ±É]Â, 2 þ{É®ÉäIÉä Ê±É]Â, 3þ ¶´ÉÉä ¦ÉÉÊ´ÉxªÉlÉäÇ-+xÉtiÉxÉä ¦ÉÉÊ´ÉxªÉlÉäÇ ±ÉÙ]Â, 4
¦ÉÊ´É¹ªÉiºÉÉ¨ÉÉxªÉä ±ÉÞ]Â, 5þ |ÉÉlÉÇxÉÉnÉè ±ÉÉä]Â <ÊiÉ* iÉjÉ ±ÉblÉÇ´ÉiÉÇ¨ÉÉxÉi´ÉÊ´É¹ÉªÉä
EòÉèhb¦É^EòÞiÉ´ÉèªÉÉEò®hÉ¦ÉÚ¹ÉhÉºÉÉ®Æ {ÉÙ®ºEòÞiªÉ +jÉ Ê´ÉSÉÉªÉÇiÉä*

"´ÉiÉÇ̈ ÉÉxÉä ±É]Â' ({ÉÉ.3.2.923) <ÊiÉ ºÉÚjÉ¨ÉÂ* vÉÉiÉÉäÊ®iªÉÉiÉÞiÉÒªÉºÉ¨ÉÉ{iÉä®ÊvÉEòÉ®&* ́ ÉiÉÇ̈ ÉÉxÉä
<iªÉjÉÉ%x´ÉäÊiÉ* vÉÉi´ÉlÉÇ°ò{ÉÊGòªÉÉªÉÉ¨Éä´ÉänÆ ´ÉiÉÇ¨ÉÉxÉi´É¨ÉÂ* vÉÉi´ÉlÉÇÊGòªÉÉªÉÉ& ´ÉiÉÇ¨ÉÉxÉi´ÉÆ
´ÉiÉÇ̈ ÉÉxÉEòÉ±É´ÉÞÊkÉi´É¨ÉÂ* B´ÉÆ SÉ, ´ÉiÉÇ̈ ÉÉxÉÊGòªÉÉ´ÉÞkÉävÉÉÇiÉÉä& ±É]Â ºªÉÉÊniªÉlÉÇ&*  {ÉSÉiÉÒiªÉÉnÉè
+ÉJªÉÉiÉÉlÉÇEòiÉÞÇ-ºÉÆJªÉÉ-EòÉ±Éä¹ÉÙ ªÉtÊ{É ºÉÆJªÉÉ EòiÉÇÊ® +x´ÉäÊiÉ, ´ÉiÉÇ̈ ÉÉxÉEòÉ±ÉºiÉlÉÉÊ{É xÉ
EòiÉÞÇÊ´É¶Éä¹ÉhÉÆ, iÉlÉÉ SÉäiÉÂ, "SÉèjÉ& +{ÉÉIÉÒiÉÂ' <iªÉÉnÉè {ÉÉEòÊGòªÉÉªÉÉ¨ÉiÉÒiÉÉªÉÉ¨ÉÊ{É EòiÉÇÊ® ́ ÉiÉÇ̈ ÉÉxÉä
ºÉÊiÉ "{ÉSÉiÉÒ' iªÉÉÊn|ÉªÉÉäMÉÉ{ÉkÉä& *
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+iÉÒiÉÉ%xÉÉMÉiÉÊ¦ÉzÉ& EòÉ±É& ́ ÉiÉÇ̈ ÉÉxÉ&* |ÉÉ®¤vÉÉä ªÉ& ºÉÉvÉÊªÉiÉÙÆ |ÉºiÉÙiÉ&, xÉ SÉ ºÉ¨ÉÉÊ{iÉ¨ÉÙ{ÉMÉiÉ&
ºÉ& ́ ÉiÉÇ̈ ÉÉxÉ& <ÊiÉ xªÉÉºÉ&* ¦ÉÚiÉ¦ÉÊ´É¹ªÉiÉÉä& |ÉÊiÉuxnÒ ́ ÉiÉÇ̈ ÉÉxÉEòÉ±É& <ÊiÉ ¦ÉÉ¹ªÉEòÉ®&* ÊGòªÉÉ®¨¦ÉºªÉ
|ÉªÉÉäVÉEòÆ ¡ò±É¨ÉÂ* iÉnlÉÇ̈ Éä́ É MÉ¨ÉxÉÉÊn´ªÉÉ{ÉÉ®É&* nä¶ÉÉxiÉ®|ÉÉÊ{iÉ®ä́ É MÉ¨ÉxÉÊGòªÉÉªÉÉ& ¡ò±É¨ÉÂ*
iÉÉo¶É¡ò±ÉÉäi{ÉÊkÉ{ÉªÉÇxiÉÆ "MÉSUÊiÉ' <ÊiÉ |ÉªÉÉäMÉ&*

"ÊGòªÉÉ|É´ÉÞkÉÉè ªÉÉä ½äiÉÙºiÉnlÉÆÇ ªÉÊuSÉäÊ¹]iÉ¨ÉÂ*

iÉiºÉ¨ÉÒIªÉ |ÉªÉÙ\VÉÒiÉ MÉSUiÉÒiªÉÊ´ÉSÉÉ®ªÉxÉÂ**'

´ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ +xÉÙ̈ ÉäªÉÆ, xÉ iÉÙ |ÉiªÉIÉÊºÉr¨ÉÂ* +xÉäEòIÉhÉºÉ¨ÉÚ½Éi¨ÉEòºªÉ vÉÉiÉÙ́ ÉÉSªÉºªÉÉ%lÉÇºªÉ
(+´ÉªÉ´ÉÊGòªÉÉ&) ªÉÙMÉ{ÉiºÉÊzÉÊ½iÉi´ÉÉ%¦ÉÉ´ÉÉiÉÂ  +xÉÙ̈ ÉäªÉ¨Éä́ É ́ ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ* iÉnä́ ÉÉäSªÉiÉä ¦ÉÉ¹ªÉEòÉ®ähÉ,
"ºÉÚI¨ÉÉä Ê½ ¦ÉÉ´ÉÉä%xÉÙÊ¨ÉiÉäxÉ MÉ¨ªÉ&' <ÊiÉ*

iÉjÉ ÊEòÆ xÉÉ¨É ́ ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ <ÊiÉ SÉäiÉÂ, ¶É¤n|ÉªÉÉäMÉÉ%ÊvÉEò®hÉEòÉ±É´ÉÞÊkÉi´ÉÆ ́ ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ
<ÊiÉ ªÉnÙHòÆ EòèÊ¶SÉiÉÂ, iÉzÉ, ÊnxÉÉÊnEòÉ±É¨ÉÉnÉªÉ {ÉÉEòä xÉ¹]ä%Ê{É {ÉSÉiÉÒÊiÉ |ÉªÉÉäMÉÉ{ÉkÉä&* {ÉÙxÉºiÉjÉ
ÊxÉ´ÉÇSÉxÉuªÉ¨ÉÂ =Hò¨ÉÂ þ |ÉÉ®¤vÉÉ{ÉÊ®ºÉ¨ÉÉÊ{iÉi´ÉÆ ¦ÉÚiÉ¦ÉÊ´É¹ªÉÊ¦nùzÉi´ÉÆ ´ÉÉ ´ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ <ÊiÉ*
|ÉÉ®¤vÉÉ{ÉÊ®ºÉ¨ÉÉÊ{iÉi´É¨ÉÂ <iªÉÙHòä, iÉjÉ |ÉÉ®¤vÉÉä xÉÉ¨É iÉkÉnÂ¡ò±ÉÉxÉÙEòÚ±É´ªÉÉ{ÉÉ®v´ÉÆºÉÉ%ºÉ¨ÉÉxÉÉÊvÉEò®hÉ&
iÉkÉnÂ¡ò±ÉÉxÉÙEòÚ±ÉEòÞÊiÉÊ´É¹ÉªÉ&* {ÉSÉiÉÒiªÉjÉ Ê´ÉÊC±ÉkªÉxÉÙEòÚ±É& ́ ªÉÉ{ÉÉ®&, iÉrẤ ÉÆºÉ& <iªÉÙHòä iÉjÉ
{ÉÉEò& VÉÉiÉ& - +vÉ:¸ÉªÉhÉÆ EòÞiÉÊ¨ÉÊiÉ* iÉÉo¶É´ªÉÉ{ÉÉ®v´ÉÆºÉÉ%ºÉ¨ÉÉxÉÉÊvÉEò®hÉÉ EòÞÊiÉÊ®iªÉÙHòä
Ê´ÉÊC±ÉkªÉxÉÙEòÚ±É´ªÉÉ{ÉÉ®ÉxÉÙEòÚ±ÉEòÞÊiÉ®ä́ É* +{ÉÊ®ºÉ¨ÉÉÊ{iÉ¶SÉ iÉkÉnÂ¡ò±ÉÉxÉÙEòÚ±ÉSÉ®¨ÉÊGòªÉÉv´ÉÆºÉ-
|ÉÉMÉ¦ÉÉ´ÉÉ%ÊvÉEò®hÉEòÉ±É´ÉÞÊkÉ&* SÉ®¨ÉÊGòªÉÉv´ÉÆºÉ <iªÉÙHòä +vÉ&¸ÉªÉhÉÉäkÉ®EòÉ±ÉÉ®Æ¦É&, iÉi|ÉÉMÉ¦ÉÉ´É&
"{ÉSÉiÉÒ'iªÉ´ÉºlÉÉ*

{ÉSÉÊiÉ <iªÉjÉ ́ ÉºiÉÙiÉ& +ÊvÉ¸ÉªÉhÉÉtvÉ¸ÉªÉhÉÉxiÉÉ& ¤É¼´ªÉ& +´ÉªÉ´ÉÊGòªÉÉ& ́ ÉiÉÇxiÉä* BiÉÉºÉÉÆ
ÊGòªÉÉhÉÉÆ ºÉ¨ÉÚ½ B´É {ÉÉEòÊGòªÉÉ <iªÉÙSªÉiÉä* B´ÉÆ SÉ SÉÙ±±ªÉÙ{ÉÊ®ºlÉÉ{ÉxÉÉnÉ®¦ªÉ +vÉººlÉÉ{ÉxÉ{ÉªÉÇxiÉÆ
ªÉÉ ÊGòªÉÉ, |ÉÉ®¤vÉÉ +{ÉÊ®ºÉ¨ÉÉ{iÉÉ ºÉÉ ́ ÉiÉÇ̈ ÉÉxÉEòÉ±ÉÊGòªÉÉ <iªÉÙSªÉiÉä, xÉÉ¨É, +ÊvÉ¸ÉªÉhÉÉnvÉ¸ÉªÉhÉÉxiÉä
¨ÉvªÉä iÉnºiÉÒÊiÉ ¦É´ÉÊiÉ ±É]Â|ÉªÉÉäMÉ& * <nÆ SÉ ÊGòªÉÉMÉiÉÆ ́ ÉiÉÇ̈ ÉÉxÉi´ÉÆ, |ÉÉ®¤vÉi´ÉºªÉ +{ÉÊ®ºÉ¨ÉÉ{iÉä́ ÉÉÇ
ÊGòªÉÉªÉÉ¨Éä́ É ºÉÆ¦É´ÉÉnÂ <ÊiÉ*

¦ÉÚiÉ¦ÉÊ´É¹ªÉÊnÂ¦ÉzÉi´ÉÊ¨ÉiªÉjÉ, ́ ÉiÉÇ̈ ÉÉxÉEòÉ±Év´ÉÆºÉ|ÉÊiÉªÉÉäÊMÉi´ÉÆ ¦ÉÚiÉi´É¨ÉÂ =Hò¨ÉÂ* ªÉlÉÉ, PÉ]Éä
xÉ¹]& <ÊiÉ* +jÉ PÉ]|Év´ÉÆºÉÆ |ÉÊiÉ |ÉÊiÉªÉÉäMÉÒ PÉ]&, PÉ]v´ÉÆºÉ|ÉÊiÉªÉÉäÊMÉi´ÉÆ PÉ]ä ´ÉiÉÇiÉä <iªÉxÉäxÉ
PÉ]Éä xÉ¹]& <ÊiÉ ́ ªÉ´É½É®&* ¦ÉÊ´É¹ªÉi´ÉÆ SÉ ́ ÉiÉÇ̈ ÉÉxÉ|ÉÉMÉ¦ÉÉ´É|ÉÊiÉªÉÉäÊMÉi´É¨ÉÂ* ¦ÉÊ´É¹ªÉÊiÉ <ÊiÉ *
iÉjÉ ´ÉiÉÇ̈ ÉÉxÉ& |ÉÉMÉ¦ÉÉ´É& PÉ]|ÉÉMÉ¦ÉÉ´É&* iÉÉo¶ÉPÉ]|ÉÉMÉ¦ÉÉ´É|ÉÊiÉªÉÉäÊMÉi´ÉÆ PÉ]ä ´ÉiÉÇiÉä <iªÉxÉäxÉ
PÉ]Éä ¦ÉÊ´É¹ªÉÊiÉ <ÊiÉ ´ªÉ´É½É®&* +jÉÉä¦ÉªÉjÉÉÊ{É ªÉÉä PÉ]Éä ´ÉiÉÇiÉä, iÉÊnÂ¦ÉzÉ& ´ÉiÉÇ̈ ÉÉxÉEòÉÊ±ÉEòÉä
PÉ]&* B´É¨ÉjÉ {ÉÉEòÊGòªÉÉÊ´É¹ÉªÉä%Ê{É +É®¤vÉä ºÉÊiÉ ªÉÉ´ÉnÂ +ÊvÉ¸ÉªÉhÉÆ xÉ VÉÉiÉÆ, iÉÉ´Éi {ÉÉEòÊGòªÉÉªÉÉ&
|Év´ÉÆºÉ& |ÉÉMÉ¦ÉÉ´ÉÉä ´ÉÉ xÉÉºiÉÒiªÉxÉäxÉ iÉi|ÉÊiÉªÉÉäÊMÉi´É¨ÉÊ{É xÉÉÊºiÉ <ÊiÉ, ¦ÉÚiÉ¦ÉÊ´É¹ªÉÊnÂ¦ÉzÉi´Éä
"{ÉSÉÊiÉ' <ÊiÉ ́ ªÉ´É½É®& ªÉ¶SÉ ́ ÉiÉÇ̈ ÉÉxÉEòÉÊ±ÉEò&*

BiÉ±±ÉIÉhÉº´ÉÒEòÉ®ä "+Éi¨ÉÉ +ÊºiÉ', "{É´ÉÇiÉÉ& ÊiÉ¹`ÊxiÉ' <iªÉÉÊn|ÉªÉÉäMÉÉ%xÉÙ{É{ÉÊkÉ& <ÊiÉ
nÉä¹É&, ªÉiÉ& +Éi¨ÉÉ iÉÙ ÊxÉiªÉ&, EòÉ±ÉjÉªÉÉ%{ÉÊ®SUät&* iÉºªÉ ¦ÉÚiÉi´É¦ÉÊ´É¹ªÉi´ÉÉ¦ÉÉ´Éä EòlÉÆ
iÉÊnÂ¦ÉzÉi´É¨ÉÂ <ÊiÉ ¶ÉRÂEòÉ* +Éi¨ÉvÉÉ®hÉÉxÉÙEòÚ±ÉÊGòªÉÉªÉÉ& ºÉnÉ ´ÉiÉÇ¨ÉÉxÉi´ÉÉi iÉjÉ
|ÉÉ®¤vÉÉ%{ÉÊ®ºÉ¨ÉÉÊ{iÉi´É°ò{É±ÉIÉhÉÆ EòlÉÆ PÉ]iÉä <ÊiÉ* B´ÉÆ, {É´ÉÇiÉÉÊºiÉ¹`ÊxiÉ <iªÉjÉÉÊ{É
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ÊºlÉiªÉxÉÙEòÚ±ÉÊGòªÉÉªÉÉ& ºÉnÉ´ÉÊiÉÇi´ÉÉiÉÂ |ÉÉ®¤vÉÉ%{ÉÊ®ºÉ¨ÉÉÊ{iÉi´ÉÉ%¦ÉÉ´ÉÉiÉÂ ÊiÉ¹`xiÉÒÊiÉ ±É]Â|ÉªÉÉäMÉ&
EòlÉ¨ÉÂ <ÊiÉ*

iÉºªÉ ºÉ¨ÉÉvÉÉxÉ¨ÉÙHò¨ÉÂ - iÉjÉ, +Éi¨ÉEòiÉÞÇEòvÉÉ®hÉÉxÉÙEòÚ±É´ªÉÉ{ÉÉ®ºªÉ {É´ÉÇiÉEòiÉÞÇEò-
ÊºlÉiªÉxÉÙEòÚ±É´ªÉÉ{ÉÉ®ºªÉ SÉ ºÉnÉ´ÉÊiÉÇi´ÉÉi{ÉÚ́ ÉÉäÇHò±ÉIÉhÉÉi¨ÉEò´ÉiÉÇ̈ ÉÉxÉi´ÉÉxÉÙ{É{ÉkÉÉ´ÉÊ{É ±É]Â|ÉªÉÉäMÉ&
ºÉÉvÉÚÊGòªÉiÉä ªÉlÉÉ, {É´ÉÇiÉÉÊºiÉ¹`ÊxiÉ <iªÉÉÊn|ÉªÉÉäMÉEòÉ±Éä, iÉiEòÉÊ±ÉEòÉ& ªÉä ®ÉVÉÉxÉ& iÉä¹ÉÉÆ ªÉÉ
|ÉÉ®¤vÉÉ{ÉÊ®ºÉ¨ÉÉ{iÉÉ ÊGòªÉÉ iÉÉo¶ÉÊGòªÉÉªÉÉÆ ªÉuiÉÇ̈ ÉÉxÉi´ÉÆ, iÉuiÉÇ̈ ÉÉxÉi´ÉÆ {É´ÉÇiÉÊºlÉiÉÉè +É®Éä{ªÉ
{É´ÉÇiÉÉÊºiÉ¹`ÊxiÉ <ÊiÉ |ÉªÉÙVªÉiÉä* <½ Ê½ ¦ÉÚiÉ¦ÉÊ´É¹ªÉuiÉÇ̈ ÉÉxÉÉxÉÉÆ ®ÉYÉÉÆ ªÉÉ& ÊGòªÉÉ&, iÉÉ&
ÊiÉ¹`iÉä®ÊvÉEò®hÉ¨ÉÂ <ÊiÉ "´ÉiÉÇ̈ ÉÉxÉä ±ÉÊb'iªÉjÉ ¦ÉÉ¹ªÉEòÉ®´ÉSÉxÉ¨ÉÂ* +Éi¨ÉÉ +ÊºiÉ <iªÉjÉ SÉ
¶É®Ò®Ê´ÉÊ¶É¹]& ªÉ +Éi¨ÉÉ ºÉ +Éi¨Éx¶É¤näxÉ º´ÉÒÊGòªÉiÉä* B´ÉÆ SÉ ¶É®Ò®ºªÉ |ÉÉ®¤vÉÉ{ÉÊ®ºÉ¨ÉÉÊ{iÉ°ò{ÉÉ
ªÉÉ ÊGòªÉÉ +ÊºiÉ, iÉÉo¶ÉÊGòªÉÉxiÉMÉÇiÉ´ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ +Éi¨ÉÊxÉ ºÉ¨ÉÉ®Éä{ªÉ +Éi¨ÉÉ +ºiÉÒÊiÉ
|ÉªÉÙVªÉiÉä* ªÉlÉÉ, VÉÒ´É& ÊxÉiªÉ¶SÉänÊ{É ¶É®Ò®ºªÉÉ%ÊxÉiªÉi´ÉÉiÉÂ ¶É®Ò®Ê´ÉÊ¶É¹]ºªÉ VÉÒ´ÉºªÉÉÊ{É
+ÊxÉiªÉi´É¨ÉÙSªÉiÉä, iÉlÉÉ ®ÉVÉÉÊnÊGòªÉÉªÉÉÆ ªÉ& ´ÉiÉÇ̈ ÉÉxÉi´ÉºªÉ +xÉÙ¦É´É& iÉÉo¶ÉÉ%xÉÙ¦É´ÉºªÉ
+Éi¨É{É´ÉÇiÉÉÊn-ÊºlÉÊiÉÊGòªÉÉªÉÉ¨ÉÉ®Éä{ÉähÉ ́ ÉiÉÇ̈ ÉÉxÉi´É¨ÉÂ ={É{ÉÉnxÉÒªÉÊ¨ÉÊiÉ* +xÉäxÉè́ É, "+½¨ÉäEò&
|ÉlÉ¨É¨ÉÉºÉ¨ÉÂ, ́ ÉiÉÉÇÊ¨É SÉ, ¦ÉÊ´É¹ªÉÉÊ¨É SÉ'  <iªÉÉÊn¸ÉÙÊiÉ®Ê{É ºÉRÂMÉSUiÉä*

<nÉxÉÒÆ, ±É]Â±ÉEòÉ®& ´ÉiÉÇ̈ ÉÉxÉÉlÉÇºªÉ ´ÉÉSÉEòÉä ´ÉÉ tÉäiÉEòÉä ´ÉÉ <ÊiÉ SÉäiÉÂ, ªÉÊn ´ÉiÉÇ̈ ÉÉxÉi´ÉÆ
±É]É ́ ÉÉSªÉ¨ÉÂ <ÊiÉ º´ÉÒÊGòªÉiÉä iÉÊ½Ç, ªÉlÉÉ "+näRÂ MÉÙhÉ&' ({ÉÉ.1.1.2) <ÊiÉ ºÉÉ¨ÉÉxªÉÆ "´ÉÞÊr®ÉnèSÉÂ'
({ÉÉ.1.1.1) <ÊiÉ Ê´É¶Éä¹ÉähÉ ¤ÉÉvÉiÉä, iÉlÉÉ%jÉ ±ÉEòÉ®ºÉÉ¨ÉÉxªÉºªÉ EòiÉÞÇEò¨ÉÉÇlÉÇÊ´ÉvÉÉªÉEòÆ "±É&
Eò¨ÉÇÊhÉ SÉ ¦ÉÉ´Éä SÉÉ%Eò¨ÉÇEòä¦ªÉ&' ({ÉÉ.3.4.69) <ÊiÉ ºÉÉ¨ÉÉxªÉÆ ºÉÚjÉÆ ±ÉEòÉ®Ê´É¶Éä¹ÉºªÉ ±É]&
´ÉiÉÇ̈ ÉÉxÉÉlÉÇ|ÉÊiÉ{ÉÉnEòäxÉ "´ÉiÉÇ̈ ÉÉxÉä ±É]Â' ({ÉÉ.3.2.123) <ÊiÉ Ê´É¶Éä¹ÉºÉÚjÉähÉ ¤ÉÉvÉäiÉ* B´ÉÆ SÉäiÉÂ
{ÉSÉiÉÒiªÉÉnÉè Eòä́ É±ÉÆ ́ ÉiÉÇ̈ ÉÉxÉi´É¨Éä́ É |ÉiÉÒªÉäiÉ, EòiÉÞÇEò¨ÉÉÇlÉÇ|ÉiÉÒiªÉ¦ÉÉ´ÉÉ{ÉÊkÉ¶SÉ* +iÉ& ªÉlÉÉ,
+xÉÙ¦ÉÚªÉiÉä <iªÉÉnÉè +xÉÙ¦É´É°ò{ÉÉä%lÉÇ& ¦ÉÚvÉÉiÉÙMÉiÉ& +xÉÙÊ®iªÉÙ{ÉºÉMÉäÇhÉ tÉäiªÉiÉä, iÉunjÉÉÊ{É ́ ÉiÉÇ̈ ÉÉxÉÉlÉÇEò&
v É É i É Ù & , ±É] Â  i É Ù  i ÉrÉi É Ù M É i É ´ É i É Ç ¨ É É x É i´ É-¶É ÊHòtÉ ä i ÉEò &* tÉ ä i ÉEòi´ É Æ  S É
º´ÉºÉ¨ÉÊ¦É´ªÉÉ¾þiÉvÉÉiÉÙÊxÉ¹`¶ÉHòÂªÉÙnÂ¤ÉÉävÉEòi´É¨ÉÂ*

+Ê{É SÉ, ªÉlÉÉ nhbºÉi´Éä PÉ]ºÉi´ÉÆ, nhbÉ¦ÉÉ´Éä PÉ]É¦ÉÉ´É& iÉlÉÉ +jÉÉÊ{É {ÉSÉiÉÒÊiÉ ±É]ÂºÉi´Éä
´ÉiÉÇ̈ ÉÉxÉi´É|ÉiÉÒÊiÉ&, ±Éb¦ÉÉ´Éä iÉn¦ÉÉ´É& <ÊiÉ +x´ÉªÉ´ªÉÊiÉ®äEòºÉi´ÉÉiÉÂ ±É]& ́ ÉÉSÉEòiÉªÉÉ ́ ÉiÉÇ̈ ÉÉxÉÉlÉÇ&
<ÊiÉ {ÉIÉÉxiÉ®Æ ÊxÉ®ºiÉ¨Éä́ É*

ºÉ½ÉªÉEòOÉxlÉÉ& -

1. ¦ÉÚ¹ÉhÉºÉÉ®iÉk´É|ÉEòÉÊ¶ÉEòÉ : +ÉSÉÉªÉÇ-½®äEòÞ¹hÉ¶ÉiÉ{ÉlÉÒ, ®É¹]ÅÒªÉºÉÆºEòÞiÉÊ´ÉtÉ{ÉÒ`¨ÉÂ, ÊiÉ»{{ÉÊiÉ&,
2020.

2. ´ÉèªÉÉEò®hÉ¦ÉÚ¹ÉhÉºÉÉ®& : EòÉèhb¦É^&, SÉÉèJÉÆ¦ÉÉ ºÉÆºEòÞiÉ ºÉÆºlÉÉxÉ, ´ÉÉ®ÉhÉºÉÒ, 2006.

3. ´ÉèªÉÉEò®hÉÊºÉrÉxiÉEòÉè̈ ÉÙnÒ : ¦É^ÉäÊVÉnÒÊIÉiÉ&, ºÉÆ¶ÉÉä.-MÉÉä{ÉÉ±ÉnkÉ{ÉÉhbä, SÉÉèJÉÆ¤ÉÉ +¨É®¦ÉÉ®iÉÒ-
|ÉEòÉ¶ÉxÉ, ́ ÉÉ®ÉhÉºÉÒ, 1996.

4. ´ªÉÉEò®hÉ¨É½É¦ÉÉ¹ªÉ¨ÉÂ : {ÉiÉ\VÉÊ±É&, ºÉÆ¶ÉÉä.- ¦ÉÉMÉÇ´É¶ÉÉºjÉÒ VÉÉä¶ÉÒ, SÉÉèJÉÆ¦ÉÉ ºÉÆºEòÞiÉ |ÉÊiÉ¹`ÉxÉ,
Ên±±ÉÒ, 2004.
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ÊnxÉä¶ÉxÉÂ Ê´É +É®Âú

EòlÉÉEòä±ªÉÉ& ºÉ{iÉÉxÉÖ¹`ÉxÉºÉÉä{ÉÉxÉä¹ÉÖ ¨Éä±É{{ÉnºªÉ ´ÉèÊ¶É¹]õ¬¨ÉÂ

Eòä®±ÉÒªÉEò±ÉÉºÉÙ EòlÉÉEòäÊ±É& |É¨ÉÙJÉÆ ºlÉÉxÉ¨ÉÉ´É½ÊiÉ* +ºªÉÉÆ Eò±ÉÉªÉÉÆ SÉiÉÙÊ´ÉÇvÉÉÊ¦ÉxÉªÉÉxÉÉÆ
|ÉÉvÉÉxªÉ¨ÉÊºiÉ* +ÉÊRÂMÉEò-´ÉÉÊSÉEò-ºÉÉÊk´ÉEò-+É½ÉªÉÉÇÊ¦ÉxÉªÉÉxÉÉÆ  ºÉ¨¨Éä±ÉxÉ¨ÉÂ +ºªÉÉÆ Eò±ÉÉªÉÉÆ
o¶ªÉiÉä* +Ê{É SÉ ºÉ´ÉäÇ¹´ÉÊ{É Ê´É¦ÉÉMÉä¹ÉÙ ¶ÉÉºjÉÒªÉÉ¦ªÉºÉxÉäxÉè́ É Eò±ÉÉEòÉ®É& |ÉªÉÉäMÉºÉÉ¨ÉlªÉÈ  |ÉÉ{xÉÙ́ ÉÊxiÉ*
EòlÉÉEòäÊ±É& ºÉ{iÉn¶É¶ÉiÉEòä B´É Eòä®±Éä¹ÉÙ +ÉÊ´É¦ÉÚÇiÉ&* iÉi{ÉÚ́ ÉÆÇ +¹]{ÉÊnªÉÉ Æ̂, EòÞ¹hÉxÉÉ Æ̂
<iªÉÉÊnEò±ÉÉ°ò{ÉÉÊhÉ Eòä®±Éä¹ÉÙ |ÉSÉÊ±ÉiÉÉÊxÉ* B¹ÉÉÆ Eò±ÉÉ°ü{ÉÉhÉÉÆ ºÉÉ®ÉÆ¶ÉÆ º´ÉÒEòÞiªÉ EòÉä̂ É®CEò®kÉ¨{ÉÙ®ÉxÉÂ
<ÊiÉ Ê´É¸ÉÙiÉäxÉ ́ ÉÒ®Eòä®±É´É¨ÉÇhÉÉ ®É¨ÉxÉÉ^Ê¨ÉÊiÉ Eò±ÉÉ°ò{ÉÆ +ÉÊ´É¹EòÞiÉ¨ÉÂ* iÉiÉ& EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ
¨É½É¶ÉªÉäxÉ ®ÊSÉiÉÉ& +É^CEòlÉÉ& EòlÉÉEòäÊ±É°ò{ÉähÉ |ÉSÉÉÊ®iÉÉ&* iÉiÉ& |É¦ÉÞÊiÉ Ê´ÉÊ´ÉvÉè&  {ÉÊ®¹EòÉ®è&
°ò{ÉÒEòÞiÉÉ B´É +t o¶ªÉ¨ÉÉxÉÉ EòlÉÉEòäÊ±É&*

EòlÉÉEòä±ªÉÉÆ |ÉSÉÊ®iÉÉ +xÉÙ¹`ÉxÉ{ÉrÊiÉ& ºÉ{iÉÉxÉÙ¹`ÉxÉ¨ÉªÉÉÇnÉ <ÊiÉ xÉÉ¨xÉÉ |ÉÊºÉrÉ ¦É´ÉÊiÉ*
+ºªÉÉÆ {ÉriÉÉè ºÉ{iÉ ºÉÉä{ÉÉxÉÉÊxÉ ¦É´ÉÊxiÉ* iÉÉÊxÉ EòäÊ±É&, iÉÉä]ªÉ¨ÉÂ, ´ÉxnxÉ¶±ÉÉäEò&, {ÉÙ®{{ÉÉ]Â,
¨Éä±É{{Én¨ÉÂ, EòlÉÉÊ¦ÉxÉªÉ&, vÉxÉÉÊ¶É¶SÉ ¦É´ÉÊxiÉ*  B¹ÉÙ ºÉÉä{ÉÉxÉä¹ÉÙ {ÉÚ́ ÉÇ®RÂMÉÊGòªÉÉªÉÉ& +ÊxiÉ¨É¦ÉÉMÉÉä
¦É´ÉÊiÉ ¨Éä±É{{Én¨ÉÂ* iÉºªÉ Ê´É¶Éä¹ÉÉxÉÂ +ÊvÉEòÞiªÉ ¦É´ÉÊiÉ +ªÉÆ |É´ÉxvÉ&*

ºÉ{iÉÉxÉÙ¹`ÉxÉºÉÉä{ÉÉxÉÉÊxÉ

1 EòäÊ±É&

|ÉlÉ¨ÉºÉÉä{ÉÉxÉºªÉ EòäÊ±É& <ÊiÉ |ÉªÉÉäMÉºªÉ uÉè Ê´É¦ÉÉMÉÉè ºiÉ&* iÉÉè ºÉxvªÉÉEòäÊ±É&, ¶ÉÙr¨Éq±ÉEòäÊ±É¶SÉ
¦É´ÉiÉ&* +®RÂRÙEòäÊ±É& +lÉ´ÉÉ ®RÂMÉEòäÊ±É& <ÊiÉ xÉÉ¨xÉÉÊ{É ¶ÉÙr¨Éq±ÉEòäÊ±É& ´ªÉ´ÉÊÁªÉiÉä*

Eò. ºÉxvªÉÉEòäÊ±É&

EòlÉÉEòäÊ±É& ºÉÉvÉÉ®hÉiÉªÉÉ ®ÉjÉÉ´Éä́ É |ÉSÉÉ±ªÉiÉä* +t EòlÉÉEòäÊ±É& ¦ÉÊ´É¹ªÉiÉÒÊiÉ VÉxÉÉxÉÂ
¤ÉÉävÉÊªÉiÉÙ̈ Éä́ É +ºªÉ |ÉªÉÉäMÉ&* IÉäjÉ´ÉÉtEò±ÉÉ°ü{ÉähÉ |ÉSÉÉÊ®iÉäªÉÆ  Eò±ÉÉ IÉäjÉÉRÂMÉhÉä¹ÉÙ ®ÉVÉ¨ÉÊxn®ÉRÂMÉhÉä¹ÉÙ
´ÉÉ +´ÉiÉÉªÉÇiÉä* iÉiºÉ¨ÉÒ{ÉºlÉÉäzÉiÉºlÉÉxÉä¹ÉÙ ªÉlÉÉ +¶´ÉilÉ´ÉäÊnEòÉªÉÉÆ, Ê¤É±´É´ÉäÊnEòÉªÉÉÆ ́ ÉÉ EòäÊ±É&
ºÉxvªÉÉºÉ¨ÉªÉä +xÉÙ¹`ÒªÉiÉä* SÉäh]É, ¨Éq±ÉÆ, SÉäÊRÂR±ÉÉ, <±ÉkÉÉ±ÉÆ SÉ +jÉ ´ÉÉtxiÉä* {ÉÙ®É
ÊxÉ¨ÉxjÉhÉ{ÉÊjÉEòÉuÉ®É  Ê´ÉYÉÉ{ÉxÉÆ  +ºÉÉvªÉ¨ÉÉºÉÒiÉÂ* +iÉ& Eòä±ªÉÉ& |ÉÉvÉÉxªÉ¨ÉÉºÉÒiÉÂ*
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JÉ. ®RÂMÉEòäÊ±É&

xÉÉ]ÂªÉ®RÂMÉ B´É <ªÉÆ |ÉSÉÉ±ªÉiÉä* nÒ{É|ÉÉäV´É±ÉxÉÉxÉxiÉ®Æ ¨Éq±ÉEòÉ®& ®RÂMÉ¨ÉvªÉ¨ÉÂ +ÉMÉiªÉ
¨Éq±ÉºªÉ ´É±ÉxiÉ±ÉÉ¦ÉÉMÉä ¨ÉÊnÇÂni´ÉÉ |ÉªÉÉäMÉÆ |ÉÉ®¦ÉiÉä* EòäÊ±É& |ÉªÉÉäMÉºªÉ ¨ÉÙJÉÆ, ±ÉÊ±ÉiÉ®ÒiªÉÉ
BhhÉÉÊxÉ (Eò¶SÉxÉ +É®Éä½hÉÉ´É®Éä½hÉGò¨É&) SÉ ́ ÉÉnÊªÉi´ÉÉ +xiÉä "ÊvÉÊkÉÊkÉÊkÉ' <ÊiÉ |ÉªÉÙVªÉ ºÉ&
®RÂMÉºªÉ nÊIÉhÉ¦ÉÉMÉä  ÊiÉ¹`ÊiÉ* iÉnÉ ®RÂMÉ¨ÉÙJÉä ªÉ´ÉÊxÉEòÉÆ MÉÞ¼hÉÉÊiÉ*

2 iÉÉä]ªÉ¨ÉÂ

iÉiÉ& xÉ]É& ®RÂMÉ¨ÉÉMÉiªÉ xÉÉxnÒ°ò{ÉähÉ Eò\SÉxÉ xÉÞkÉºÉ¨|ÉnÉªÉÆ |ÉºiÉÙ́ ÉÊxiÉ* MÉÉªÉEòÉè ̈ Éq±ÉEòÉ®¶SÉ
º´Éä¹ÉÉÆ ¦ÉÉMÉ¦ÉÉHòẤ ÉÆ ´É½ÊxiÉ* ºÉÆºEòÞiÉxÉÉ]EòÉxÉÉÆ xÉÉxnÒ°ü{ÉähÉänÆ +xÉÙ¹`ÒªÉiÉä* ÊGòªÉÉxÉÉxnÒ,
¶±ÉÉäEòxÉÉxnÒÊiÉ xÉÉxnÒuªÉºªÉ ºÉ¨¨Éä±ÉxÉ¨ÉÊº¨ÉxÉÂ ¦ÉÉMÉä o¶ªÉiÉä* ªÉ´ÉÊxÉEòÉªÉÉ& +xiÉ¦ÉÉÇMÉä B´É
iÉÉä]ªÉÆ ÊGòªÉiÉä* iÉÉä¹ÉÊªÉiÉÙÆ +É^¨ÉÂ <iªÉlÉäÇ <nÆ {ÉnÆ |ÉªÉÙHò¨ÉÂ* ªÉlÉÉ ̈ Éä¹ÉºªÉ ̈ Éä]¨ÉÂ <ÊiÉ ¦ÉÉ¹ÉÉ|ÉªÉÉäMÉ&
iÉlÉÉ iÉÉä¹ÉºªÉ iÉÉä] <ÊiÉ* iÉÉä] +É^¨ÉÂ <iªÉxÉªÉÉä& ºÉxvÉÉè iÉÉä]ªÉÉ^Ê¨ÉÊiÉ ªÉEòÉ®ÉMÉ¨É& ̈ É±ÉªÉÉ±É¦ÉÉ¹ÉÉªÉÉ¨ÉÂ*
Gò¨ÉähÉ +ÊxiÉ¨É]EòÉ®ºªÉ ±ÉÉä{ÉÆ ¦ÉÚi´ÉÉ iÉÉä]ªÉÊ¨ÉÊiÉ {ÉnÆ |ÉÊºÉr¨É¦ÉÚiÉÂ* SÉ¨{ÉÉ, SÉ¨{É]É, +]xiÉÉ,
{É\SÉÉÊ® <iªÉÉÊn SÉiÉÙÊ´ÉÇvÉiÉÉ±ÉÉ& +Êº¨ÉxÉÂ |ÉªÉÙVªÉxiÉä* xÉ]É& ±ÉÊ±ÉiÉÉ½ÉªÉäÇhÉ ®RÂMÉ¨ÉÉMÉiªÉ iÉÉä]ªÉÆ
EòÙ́ ÉÇÊxiÉ* MÉÉªÉEòÉè +ÉvÉÉ®¹ÉbÂVÉ-{É\SÉ¨É-iÉÉ®¹ÉbÂVÉº´É®è& +EòÉ®Æ MÉÉªÉiÉ&* iÉnÉ xÉ]É& ̈ ÉÙJÉ´ÉÉnxÉÆ
EòÙ́ ÉÇÊxiÉ* +ºªÉ Eòè®±ªÉÉÆ "´ÉÉªkÉÉÊ®' <ÊiÉ xÉÉ¨É* +xÉxiÉ®Æ "xÉÉ^É' ®ÉMÉÉ±ÉÉ{ÉxÉÆ EòÞi´ÉÉ MÉhÉ{ÉÊiÉÆ,
¤ÉÉ±ÉMÉÉä{ÉÉ±ÉÆ, nä́ ÉÒÆ, Ê¶É´ÉÆ, ¨ÉÚEòÉÊ¨¤ÉEòÉÆ, Ê´É¹hÉÙÆ SÉ ºiÉÙi´ÉÉ MÉÒiÉÉÊxÉ +É±É{ªÉxiÉä* ºÉ´ÉÉÇhªÉÊ{É
ºiÉÙÊiÉMÉÒiÉÉÊxÉ ºÉÆºEòÞiÉ¦ÉÉ¹ÉÉªÉÉ¨Éä́ É* EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ ̈ É½É¶ÉªÉäxÉ Ê´É®ÊSÉiÉÉÊxÉ <¨ÉÉÊxÉ ºiÉÙÊiÉMÉÒiÉÉÊxÉ*

3 ´ÉxnxÉ¶±ÉÉäEòÉ&

iÉiÉ& MÉÉªÉEòè®ä́ É ÊGòªÉ¨ÉÉhÉÆ ¶±ÉÉäEòÉ±ÉÉ{ÉxÉÆ ¦É´ÉÊiÉ ́ ÉxnxÉ¶±ÉÉäEò&* BEòèEòºªÉÉ +Ê{É EòlÉÉªÉÉ&
|ÉiªÉäEòÆ ́ ÉxnxÉ¶±ÉÉäEòÉ& +É^CEòlÉÉºÉÉÊ½iªÉä o¶ªÉxiÉä* ªÉtÊ{É |ÉÊºÉrÉ& EòäSÉxÉ ́ ÉxnxÉ¶±ÉÉäEòÉ& B´É
+É±É{ªÉxiÉä iÉlÉÉÊ{É |ÉlÉ¨ÉÆ iÉÉ´ÉiÉÂ EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ ¨É½É¶ÉªÉäxÉ Ê´É®ÊSÉiÉ& ¨ÉÉiÉRÂMÉÉxÉxÉÆ <ÊiÉ
´ÉxnxÉ¶±ÉÉäEò& EòänÉ®MÉÉè±ÉÉ ®ÉMÉähÉ +É±É{ªÉiÉä* iÉiÉ& MÉÉªÉEòÉxÉÉÆ <SUÉxÉÙºÉÉ®¨ÉÂ +xªÉä EòäSÉxÉ
´ÉxnxÉ¶±ÉÉäEòÉ& +É´É¶ªÉEòÆ SÉänÂ +É±É{ªÉxiÉä* +xiÉä ¨Éq±Éä Eò±ÉÉ¶ÉÆ (ºÉ¨ÉÉÊ{iÉ&) |ÉªÉÙVªÉiÉä*

4 {ÉÙ®{{ÉÉ]Â

EòlÉÉªÉÉ& {ÉÚ´ÉÇ¦ÉÉMÉÉä ¦É´ÉÊiÉ {ÉÙ®{{ÉÉ]Â* xÉÉ]Eòä ºlÉÉ{ÉxÉÉªÉÉ& ºlÉÉxÉä <n¨ÉxÉÙ¹`ÒªÉiÉä*
´ÉxnxÉ¶±ÉÉäEòÉxÉxiÉ®Æ ¶ÉRÂEò®É¦É®hÉ®ÉMÉºªÉÉ±ÉÉ{ÉxÉÆ +EòÉ®ähÉ EòÞi´ÉÉ ¶±ÉÉäEòÉä MÉÒªÉiÉä* iÉiÉ&
ºÉÉÊk´ÉEòEòlÉÉ{ÉÉjÉÉÊhÉ ®RÂMÉ¨ÉÉMÉiªÉ EòÙ́ ÉÇxiÉÉä ¦ÉÉMÉ& {ÉÙ®{{ÉÉ]Â <iªÉÙSªÉiÉä* SÉiÉÙoÇÊ¹]ªÉÙHòÉä (xÉÉ±ÉÙxÉÉäCEÂò
<ÊiÉ ¦ÉÉ¹ÉÉ|ÉªÉÉäMÉ&) ¦É´ÉÊiÉ {ÉÙ®{{ÉÉ]Â* <iÉ& |É¦ÉÞÊiÉ SÉäh]ÉEòÉ®& ®RÂMÉ¨ÉÂ +ÉMÉSUÊiÉ |ÉªÉÙRÂHòä SÉ*
+Êº¨ÉxÉÂ ºÉxn¦ÉäÇ%Ê{É Ê´ÉÊ´ÉvÉÉxÉÉÆ iÉÉ±ÉÉxÉÉÆ |ÉªÉÉäMÉ& o¶ªÉiÉä* xÉ]ÉxÉÉÆ EòÉªÉÉªÉÉºÉÆ |ÉEò]ÊªÉiÉÙÆ
+RÂMÉÉä{ÉÉRÂMÉSÉÉ±ÉxÉÊ´ÉvÉªÉ& +Êº¨ÉxÉÂ ́ ªÉ´ÉºlÉÉÊ{ÉiÉÉ&* EòÉªÉ½ºiÉo¹]ÒxÉÉÆ ÊºlÉ®ÒEò®hÉÉªÉ ={ÉªÉÙHòÉ&
|ÉªÉÉäMÉÊ´ÉvÉªÉ& +Êº¨ÉzÉxÉÙ¹`ÉxÉä o¶ªÉxiÉä* +xiÉä ´ªÉ´ÉºlÉÉÊ{ÉiÉÉxÉÂ  xÉÞkÉÊ´ÉvÉÒxÉxÉÙ¹`ÒªÉ  xÉ]É&
®RÂMÉ´ÉxnxÉÆ EòÞi´ÉÉ ÊxÉMÉÇSUÊxiÉ*

5 ¨Éä±É{{Én¨ÉÂ

iÉiÉ& ̈ Éä±É{{ÉnÆ +xÉÙ¹`ÒªÉiÉä* ̈ Éä±É{{ÉnÆ EòlÉÉEòä±ªÉÉÆ "+xÉÙºÉÉÊ®'Eò±ÉÉEòÉ®ÉhÉÉÆ º´ÉiÉxjÉ|ÉªÉÉäMÉÉä
¦É´ÉÊiÉ*  ¨Éä±É{{Én¨ÉÊvÉEòÞiªÉ +xiÉä ´ÉIªÉiÉä*
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6 EòlÉÉ´ÉiÉ®hÉ¨ÉÂ

¨Éä±É{{ÉnÉxÉxiÉ®Æ EòlÉÉ´ÉiÉ®hÉÆ |ÉSÉÉ±ªÉiÉä* ®ÉjÉä& ºÉ´ÉäÇ¹´ÉÊ{É ªÉÉ¨Éä¹ÉÙ EòlÉÉEòäÊ±É®ÊºiÉ SÉäiÉÂ
{ÉÚ́ ÉÇªÉÉ¨Éä ¦ÉÊHò®ºÉ|ÉvÉÉxÉÉ ºÉÉÊk´ÉEòxÉÉªÉEò|ÉvÉÉxÉÉ ´ÉÉ EòlÉÉ º´ÉÒÊGòªÉiÉä* iÉiÉ& ¨ÉvªÉªÉÉ¨Éä
¶ÉÞRÂMÉÉ®®ºÉ|ÉvÉÉxÉÉ ®ÉVÉºÉxÉÉªÉEò|ÉvÉÉxÉÉ ́ ÉÉ EòlÉÉ*  iÉlÉÉ +xiªÉªÉÉ¨Éä iÉÙ "EòÊ®-iÉÉÊ]' ́ Éä¹É|ÉvÉÉxÉÉ
´ÉÒ®®ºÉ|ÉvÉÉxÉÉ ́ ÉÉ EòlÉÉ& º´ÉÒÊGòªÉxiÉä* ªÉtÊ{É ÊEò®ÉiÉªÉÙHòEòÉ±ÉEòäªÉ´ÉvÉºªÉ +´ÉiÉ®hÉä ÊEò®ÉiÉÆ
|ÉlÉ¨ÉÆ, EòÉ±ÉEòäªÉ´ÉvÉÆ ÊuiÉÒªÉÆ <ÊiÉ ´ªÉ´ÉºlÉÉÊºiÉ* ÊEò®ÉiÉºªÉÉxiÉä ±É¤vÉ{ÉÉ¶ÉÙ{ÉiÉÉºjÉ& +VÉÙÇxÉ&
nÚ®ÉnÉMÉSUxiÉÆ ̈ ÉÉiÉÊ±ÉÆ  {É¶ªÉÉ¨ÉÒÊiÉ +Ê¦ÉxÉÒªÉ ÊxÉMÉÇSUÊiÉ*

7 vÉxÉÉÊ¶É&

EòlÉÉEòä±ªÉÉ& +ÊxiÉ¨É¦ÉÉMÉÉä ¦É´ÉÊiÉ vÉxÉÉÊ¶É&* iÉÉä]ªÉÊ¨É´É +ªÉ¨ÉÊ{É ̈ ÉRÂMÉ±ÉÉSÉ®hÉÆ ¦É´ÉÊiÉ*
EòlÉÉªÉÉ& ºÉÉÊk´ÉEòEòlÉÉ{ÉÉjÉÆ ®RÂMÉ¨ÉvªÉä ÊºlÉi´ÉÉ ¶ÉÒ¹ÉÉäÇ{ÉÊ® +\VÉÊ±ÉÆ  ¤ÉrẤ ÉÉ "iÉèÊ½kÉ, iÉè iÉèÊ½kÉ'
<ÊiÉ Gò¨ÉähÉ {ÉÉnSÉÉ±ÉxÉÆ EòÞi´ÉÉ vÉxÉÉÊ¶ÉÆ ÊxÉ´ÉÇ½ÊiÉ* iÉnÉ MÉÉªÉEòÉè ºiÉÙÊiÉMÉÒiÉÆ +É±É{ÉiÉ&*
{É\SÉ¨ÉiÉÉ±É´É ä̂ Eò±ÉÉ¶ÉÆ SÉ |ÉªÉÙVªÉ "ÊvÉkÉÉ ÊvÉkÉÉ ÊvÉkÉkÉkÉÉ' <ÊiÉ ´ªÉ´ÉºlÉÉÊ{ÉiÉÆ xÉÞkÉGò¨ÉÆ
+xÉÙ¹`ÒªÉiÉä* iÉiÉ& ¨ÉRÂMÉ±É¶±ÉÉäEò& +É±É{ªÉiÉä* xÉ]& +\VÉÊ±É¤Ér& ºÉxÉÂ ´ÉxnxÉÆ EòÞi´ÉÉ
ÊxÉMÉÇSUÊiÉ*  SÉäh]É¨Éq±ÉEòÉ®É¶SÉ ́ ªÉ´ÉºlÉÉÊ{ÉiÉ®ÒiªÉÉ ́ ÉÉtGò¨ÉÆ |ÉªÉÙ\VÉiÉä* ̈ Éq±ÉºªÉ ́ É±ÉxiÉ±ÉÉ¶É¤nÆ
+xiÉä ̧ ÉÚªÉiÉä* ¦É®iÉ´ÉÉCªÉºÉ¨ÉÉxÉÆ ¦É´ÉÊiÉ <n¨ÉxÉÙ¹`ÉxÉ¨ÉÂ*

¨Éä±É{{ÉnºªÉ ºÉÊ´É¶Éä¹ÉiÉÉ

¨Éä±ÉªÉÙHòÆ {Én¨Éä́ É ̈ Éä±É{{ÉnÊ¨ÉÊiÉ ́ ÉHò´ªÉ¨ÉÂ* SÉäh]É¨Éq±ÉEòÉ®É& ̈ Éä±ÉÆ, MÉÉªÉEòÉè {ÉnÆ SÉ ®RÂMÉä
+ÉÊ´É¹EòÙ́ ÉÇÊxiÉ* ̈ Éä±É{{ÉnÆ EòlÉÉEòä±ªÉÉ& +xÉÙºÉÉÊ®Eò±ÉÉEòÉ®ÉhÉÉÆ º´ÉiÉxjÉ|ÉªÉÉäMÉÉä ¦É´ÉiÉÒÊiÉ {ÉÚ́ ÉÇ̈ Éä́ É
=Hò¨ÉÂ* uÉè MÉÉªÉEòÉè, BEò& SÉäh]ÉEòÉ®&, BEò& ¨Éq±ÉEòÉ®¶SÉ ¨Éä±É{{Énä ºÉÉ¨ÉÉxªÉäxÉ ¦ÉÉMÉÆ
´É½ÊxiÉ* Eòä¹ÉÙÊSÉiÉÂ ºÉxn¦ÉäÇ¹ÉÙ ¨Éä±É{{Én¨ÉÂ +iÉÒ´É |ÉÉvÉÉxªÉäxÉ  |ÉSÉÉ±ªÉiÉä* iÉjÉ uÉè SÉi´ÉÉ®Éä ´ÉÉ
SÉähbÉ¨Éq±ÉEòÉ®É& o¶ªÉxiÉä* {ÉÙxÉ& Eòä¹ÉÙÊSÉiÉÂ  ºÉxn¦ÉäÇ¹ÉÙ <]CEòÉ ´ÉÉtEòÉ®É¶SÉ ¨Éä±É{{Énä ¦ÉÉMÉÆ
´É½ÊxiÉ* ªÉtÊ{É MÉÉªÉEòÉè uÉ´Éä́ ÉäÊiÉ ´ªÉ´ÉºlÉÉ o¶ªÉiÉä*

¨Éä±É{{ÉnºªÉ EòlÉÉºÉxn¦ÉÇºªÉ  SÉ Ê¨ÉlÉ& EòÉäÊ{É ºÉÆ¤ÉxvÉÉä xÉ o¶ªÉiÉä* +Ê{É SÉ <nÆ ́ ÉxnxÉÉ{É®¨ÉÂ
+xÉÙ¹`ÉxÉÆ ́ ÉÉ xÉ ¦É´ÉÊiÉ* {ÉÙxÉ& +ªÉÆ |ÉªÉÉäMÉ& EòlÉÆ EòlÉÉEòä±ªÉÉÆ +ÉMÉiÉ& <ÊiÉ SÉäiÉÂ B´É¨ÉÙSªÉiÉä;

+É^CEòlÉÉºÉÉÊ½iªÉEòÉ®ä¹ÉÙ  |ÉlÉ¨ÉMÉhÉxÉÒªÉÉä ¦É´ÉÊiÉ EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ* iÉºªÉ MÉÙ»& ̈ ÉÉªÉÉ´É®Æ
MÉÉäÊ´Éxn¶ÉÉºjÉÒ B´É ̈ Éä±É{{ÉnºªÉ |ÉlÉ¨É |ÉªÉÉäHòÉ <ÊiÉ |ÉÊºÉÊr&* iÉjÉäªÉÆ EòlÉÉ- EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ
¨É½É¶ÉªÉäxÉ SÉiÉ»É& +É^CEòlÉÉ& Ê´É®ÊSÉiÉÉ&* BEòèEòºªÉÉ +Ê{É EòlÉÉªÉÉ& ®SÉxÉÉªÉÉ& +xiÉä ºÉ&
Ê´ÉÊ±ÉÊJÉiÉÆ ªÉiÉÂ, ¶ÉÉävÉÊªÉiÉÙÆ MÉÙ»Æ n¶ÉÇªÉÊiÉ º¨É* +ÉSÉÉªÉÇºiÉÙ ¤ÉEò´ÉvÉÆ o¹]Ấ ÉÉ <nÆ ±ÉÊ±ÉiÉÆ ¦É´ÉÊiÉ,
ÊEò¨ÉÒÇ®´ÉvÉÆ o¹]Ấ ÉÉ <nÆ EòÊ`xÉÆ ¦É´ÉÊiÉ, Eò±ªÉÉhÉºÉÉèMÉÊxvÉEòÆ o¹]Ấ ÉÉ <nÆ ¨ÉvªÉ¨ÉÆ ¦É´ÉÊiÉ,
EòÉ±ÉEòäªÉ´ÉvÉÆ o¹]Ấ ÉÉ <nÆ =kÉ¨ÉÊ¨ÉÊiÉ ´ªÉRÂMªÉ¨ÉªÉÉÇnªÉÉ =Hò´ÉÉxÉÂ* ®ÉVÉ¨ÉÊxn®ÉRÂMÉhÉ B´É
EòlÉÉxÉÉÆ |ÉlÉ¨É®RÂMÉÉ´ÉiÉ®hÉÆ |ÉSÉÉÊ±ÉiÉ¨ÉÂ* ÊxÉ¨ÉÊxjÉiÉÉäÊ{É +ÉSÉÉªÉÇ& +´ÉiÉ®hÉÆ p¹]ÙÆ xÉÉMÉiÉ&*
|ÉÊiÉÊnxÉÆ ®ÉÊjÉ¦ÉÉäVÉxÉÉxÉxiÉ®Æ º´ÉSÉªÉÉÇ̈ ÉxÉÙºÉÞiªÉ MÉÒiÉMÉÉäÊ´Éxn¨ÉÉ±É{ªÉ ¶ÉªÉxÉÉªÉ MÉSUÊiÉ º¨É*
+ÊxiÉ¨ÉEòlÉÉªÉÉ& ¦ÉÉMÉä "¨ÉÉiÉRÂMÉÉxÉxÉ¨É¤VÉ´ÉÉºÉ®¨ÉÊhÉÆ MÉÉäÊ´Éxn¨ÉÉtÆ MÉÙ̄ û¨ÉÂ' <ÊiÉ ́ ÉxnxÉ¶±ÉÉäEòÆ
¸ÉÙi´ÉÉ ºÉ& iÉjÉÉMÉSUiÉÂ* {ÉÙ®{{ÉÉ]Â ºÉ¨ÉÉ{iÉäÊ{É EòlÉÉªÉÉ& |ÉvÉÉxÉEòlÉÉ{ÉÉjÉÆ xÉ ºÉVVÉ¨É¦ÉÚiÉÂ* iÉÊº¨ÉzÉä́ ÉÉ´ÉºÉ®ä
<ÊiÉEòiÉḈ ªÉiÉÉ¨ÉÚfäÊ¹´ÉiÉ®ä¹ÉÙ, +ÉSÉÉªÉÇ& ®RÂMÉ¨ÉÉMÉiªÉ MÉÉªÉEòºlÉÉxÉä ÊºlÉi´ÉÉ iÉÊqxÉä MÉÉªÉxÉÒªÉÆ
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MÉÒiÉMÉÉäÊ´ÉxnºªÉ BEòÊ´ÉÆ¶ÉÊiÉiÉ¨ÉÆ MÉÒiÉÆ EòÉ±ÉªÉÉ{ÉxÉ¨ÉÙÊq¶ªÉ MÉÉiÉÙ̈ ÉÉ®ä¦Éä* ´ÉÉtEò±ÉÉEòÉ®ÉºiÉÙ
º´ÉEòÒªÉ®ÒiªÉÉ iÉÆ +xÉÙºÉ®ÊxiÉ º¨É* |ÉäIÉEòÉ& <nÆ MÉÒiÉÆ +Éº´ÉnxiÉä º¨É* iÉiÉ& |É¦ÉÞÊiÉ MÉÙ»Æ |ÉÊiÉ
+Én®ºÉÚSÉxÉÉlÉÇ̈ ÉÂ +Êº¨ÉxÉÂ ºlÉÉxÉä, {ÉÙ®{{ÉÉ]Â EòlÉÉ®¨¦ÉªÉÉä®xiÉ®ä  ¨Éä±É{{Én¨ÉÊ{É |ÉªÉÉäHò´ªÉÊ¨ÉÊiÉ
EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ ¨É½É¶ÉªÉäxÉ ´ªÉ´ÉºlÉÉ SÉGòä*

{ÉÚ́ ÉÇ®RÂMÉÉ´ÉiÉ®hÉä¹ÉÙ +ÊxiÉ¨ÉÆ ¦É´ÉÊiÉ ̈ Éä±É{{Én¨ÉÂ* MÉÒiÉ´ÉÉtEòÉ®ÉhÉÉÆ º´ÉiÉxjÉ|ÉªÉÉäMÉÉä ¦É´ÉÊiÉ
¨Éä±É{{Én¨ÉÂ* EòlÉÉ´ÉiÉ®hÉä EòlÉÉ{ÉÉjÉÉÊ´É¹EòÉ®& ¨ÉÙJªÉÆ ¦É´ÉÊiÉ* +iÉ& iÉnxÉÙMÉÙhÉÆ MÉÒiÉÆ ´ÉÉtÆ SÉ
|ÉªÉÉäHò´ªÉ¨ÉÂ* iÉjÉ iÉä¹ÉÉÆ ºÉÉ¨ÉlÉÇÂªÉ|ÉEò]xÉÉªÉ +´ÉºÉ®Éä Ê´É®±É B´É* +iÉ& MÉÒiÉ´ÉÉt|ÉªÉÉäHòÞhÉÉÆ
|ÉÉMÉ±¦ªÉÆ {ÉÚhÉÇiÉªÉÉ +ÉÊ´É¹EòiÉÙÇ̈ ÉÂ B´É ̈ Éä±É{{ÉnÆ °ò{ÉÒEòÞiÉ¨ÉÂ* {ÉÙ®{{ÉÉ]Â <ÊiÉ +xÉÙ¹`ÉxÉ®RÂMÉÉ´ÉiÉ®hÉÉxÉxiÉ®Æ
xÉ]ä¹ÉÙ ®RÂMÉÉiÉÂ Ê´É®¨ÉiºÉÙ ̈ Éä±É{{Én¨ÉÉ®¦ªÉiÉä*

+Êº¨ÉxÉÂ ¦ÉÉMÉä MÉÒiÉMÉÉäÊ´ÉxnÆ ºÉÉÊ½iªÉi´ÉäxÉ º´ÉÒEòÞiÉ¨ÉÂ* MÉÒiÉMÉÉäÊ´Éxnä BEòÉn¶É ºÉMÉäÇ
BEòÊ´ÉÆ¶ÉÊiÉiÉ¨ÉºªÉ |É¤ÉxvÉºªÉ ¹É]Â SÉ®hÉÉ& MÉÉªÉEòÉ¦ªÉÉÆ MÉÒªÉxiÉä* "¨É\VÉÙiÉ® EòÙ\VÉiÉ±É'  <ÊiÉ
|ÉlÉ¨ÉSÉ®hÉ& ̈ ÉÉä½xÉ®ÉMÉä iÉlÉÉ "Ê´ÉÊ½iÉ{ÉsÉ´ÉÊiÉ ºÉÙJÉºÉ¨ÉÉVÉä'   <ÊiÉ +ÊxiÉ¨ÉSÉ®hÉ& ̈ ÉvªÉ¨ÉÉ´ÉiÉÒ®ÉMÉä
SÉ |ÉªÉÉäHò´ªÉ& <ÊiÉ ÊxÉ¹Eò¹ÉÉÇ +ÊºiÉ* +xÉªÉÉä& ̈ ÉvªÉºlÉÉ& <iÉ®SÉ®hÉÉ& |ÉvÉÉxÉMÉÉªÉEòºªÉ <SUÉxÉÙºÉÉ®Æ
Ê´ÉÊ´ÉvÉè& ®ÉMÉè& MÉÒªÉxiÉä* ̈ Éä±É{{ÉnÆ ®ÉMÉ¨ÉÉÊ±ÉEòÉ°ò{ÉähÉ +É±É{ªÉiÉä* BEòÊº¨ÉzÉä́ É SÉ®hÉä ®ÉMÉ¨ÉÉÊ±ÉEòÉ|ÉªÉÉäMÉ&
+vÉÙxÉÉiÉxÉEòÉ±Éä |É´ÉÒhÉè& ÊGòªÉiÉä SÉ*

Eòä®±ÉÒªÉiÉÉ±É{ÉriÉÉè o¶ªÉ¨ÉÉxÉ& "SÉ¨{ÉÉ' iÉÉ±É& ̈ Éä±É{{Énä |ÉªÉÙVªÉiÉä* ̈ É\VÉÙiÉ® <ÊiÉ |ÉlÉ¨ÉSÉ®hÉ&
¨ÉvªÉEòÉ±Éä Ê´ÉÆ¶ÉiªÉIÉ®EòÉ±Éä MÉÒªÉiÉä* +Êº¨ÉxÉÂ SÉ®hÉä ̈ Éq±ÉEòÉ®ÉhÉÉ¨Éä́ É +É®Éä½hÉÉ´É®Éä½hÉ|ÉªÉÉäMÉÉä
o¶ªÉiÉä* SÉäh]ÉEòÉ®è&  Eò±ÉÉ¶É¨ÉÂ  B´É |ÉªÉÙVªÉiÉä* {ÉÙxÉ& ÊuiÉÒªÉSÉ®hÉ& "xÉ´É ¦É´Én¶ÉÉäEò' <ÊiÉ
Ê´É±É¨¤ÉEòÉ±Éä SÉi´ÉÉÊ®Æ¶ÉnIÉ®EòÉ±Éä MÉÒªÉiÉä* +ªÉ¨Éä́ É ̈ Éä±É{{Énä |ÉvÉÉxÉSÉ®hÉ&* +Êº¨ÉxÉÂ SÉ®hÉä
MÉÉªÉEòÉ& ´ÉÉtEòÉ®É¶SÉ Ê´É±É¨¤ÉEòÉ±Éä ºÉÉ¨ÉlÉÇÂªÉÆ |ÉEò]ªÉÊxiÉ* Eò±ÉÉEòÉ®ÉhÉÉÆ |ÉªÉÉäMÉºÉÉ¨ÉlÉÇÂªÉÆ
Ê´É±É¨¤ÉEòÉ±É ÊxÉEò¹ÉÉªÉiÉä* ¨Éq±ÉEòÉ®ÉhÉÉÆ, SÉäh]ÉEòÉ®ÉhÉÉÆ SÉ +É®Éä½hÉÉ´É®Éä½hÉGò¨É|ÉªÉÉäMÉÉªÉ
|ÉiªÉäEò¨ÉÂ +´ÉºÉ®ÉäÊºiÉ* +ºªÉ SÉ®hÉºªÉÉxÉxiÉ®Æ {ÉÙxÉ®Ê{É Ê´ÉÆ¶ÉiªÉIÉ®EòÉ±Éä "EòÙºÉÙ̈ ÉSÉªÉ®ÊSÉiÉ'
<ÊiÉ SÉ®hÉ& MÉÒªÉiÉä* BEòèEòäÊº¨ÉxÉÂ SÉ®hÉä SÉäh]ÉEòÉ®ÉhÉÉÆ ̈ Éq±ÉEòÉ®ÉhÉÉÆ SÉ |ÉÉMÉ±¦ªÉ|ÉEò]xÉÉªÉ
+´ÉºÉ®ÉäÊºiÉ* SÉ®hÉ¨ÉvªÉä BEò¨ÉÂ Eò±ÉÉ¶É¨ÉÂ +Ê{É |ÉªÉÙVªÉiÉä* iÉiÉ& +Êº¨ÉzÉä́ ÉÉIÉ®EòÉ±Éä +É±ÉÉ{ÉxÉºªÉ
´ÉäMÉÆ ´ÉvÉÇÊªÉi´ÉÉ "Ê´ÉiÉiÉ¤É½Ù́ É±±ÉÒ'  <ÊiÉ SÉiÉÙlÉÇSÉ®hÉ& MÉÒªÉiÉä* iÉiÉ& "SÉ±É¨É±ÉªÉºÉÙ®¦ÉÒ¶ÉÒiÉä'
<ÊiÉ {É\SÉ¨ÉSÉ®hÉ& n¶ÉÉIÉ®EòÉ±ÉªÉÙHòÉä ¦É´ÉÊiÉ* +ªÉÆ SÉ®hÉÉä%Ê{É  Ê´ÉºiÉ®ähÉÉ±É{ªÉiÉä* ́ ÉÉtEòÉ®ÉhÉÉÆ
|ÉªÉÉäMÉÉxÉxiÉ®Æ "Ê´ÉÊ½iÉ{ÉsÉ´ÉÊiÉ' <ÊiÉ +ÊxiÉ¨ÉSÉ®hÉ& ¨ÉvªÉ¨ÉÉ´ÉiÉÒ®ÉMÉä n¶ÉÉIÉ®EòÉ±É B´É ´ÉäMÉÆ
´ÉvÉÇÊªÉi´ÉÉ +É±É{ªÉiÉä* +Êº¨ÉxÉÂ SÉ®hÉä ̈ Éq±ÉEòÉ®ÉhÉÉÆ +É®Éä½hÉÉ´É®Éä½hÉ|ÉªÉÉäMÉÉä xÉÉÊºiÉ* +xiÉä
|ÉvÉÉxÉMÉÉªÉEòºªÉ, +EòÉ®ähÉ ̈ ÉvªÉ¨ÉÉ´ÉiÉÒ®ÉMÉºªÉ Ê´ÉºiÉ®ähÉÉ±ÉÉ{ÉxÉÉªÉ +´ÉºÉ®Éä%ÊºiÉ* EòlÉÉEòä±ªÉÉÆ
®ÉMÉÉ±ÉÉ{ÉxÉÉªÉ +EòÉ® B´É ÊxÉÊnÇÂn¹]&* +jÉ MÉÉªÉEòºªÉ ́ ÉènMvªÉÆ p¹]ÙÆ ¶ÉCªÉiÉä* iÉiÉ& ́ ÉÉtEòÉ®è&
BEòÆ Eò±ÉÉ¶ÉÆ |ÉªÉÙVªÉ º´Éä¹ÉÉÆ º´ÉiÉxjÉ|ÉªÉÉäMÉ& ºÉ¨ÉÉ®¦ªÉiÉä* +jÉ SÉä̈ {É]´É^¨ÉÂ, <]´É^¨ÉÂ, <®Ê^´É^¨ÉÂ,
xÉÉÊ±É®Ê^ <iªÉÉÊn ºÉÆYÉªÉÉ ́ ªÉ´ÉÊÁªÉ¨ÉÉhÉÉ& ¦ÉÉMÉÉ& |ÉªÉÙVªÉxiÉä* +xiÉä ®RÂMÉÉt´ÉÉt°ò{ÉÆ "ÊEò]iÉEòvÉÒÆ
iÉÉÆ' |ÉªÉÙVªÉ EòlÉÉ +É®¦ªÉiÉä*

BEòÉäxÉÊ´ÉÆ¶ÉÊiÉ¶ÉiÉEòÒªÉäxÉ EòÉ´É¶¶ÉäÊ® ̈ ÉÉxÉÙ¦ÉÉMÉ´ÉiÉäxÉè́ É EòlÉÉEòäÊ±ÉºÉÆMÉÒiÉä  |ÉlÉ¨ÉiÉªÉÉ {ÉÊ®¹EòÉ®É&
{É®ÒÊIÉiÉÉ&* iÉºªÉ ºÉ¨ÉEòÉÊ±ÉEòäxÉ xÉäx¨ÉÉ® ¨ÉÉvÉ´É¨ÉäxÉÉäxÉÂ ¨É½É¶ÉªÉäxÉ ¨Éä±É{{ÉnºªÉ
Eò±ÉÊ®ºÉ¨|ÉnÉªÉ®ÉMÉ´ªÉ´ÉºlÉÉ ́ ªÉ´ÉºlÉÉÊ{ÉiÉÉ* "¨É\VÉÙiÉ®' <ÊiÉ SÉ¨{ÉÉ¨Éä±É{{Énä ̈ ÉÉä½xÉ¨ÉÂ, Eò±ªÉÉhÉÒ,
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xÉÉ^CEòÙ»\VÉÒ, +`ÉhÉÉ, ºÉÉ´Éä®Ò, ¨ÉvªÉ¨ÉÉ´ÉiÉÒ <ÊiÉ ¹ÉbÂ ®ÉMÉÉ& |ÉªÉÙVªÉxiÉä* +xÉxiÉ®EòÉ±Éä
+xÉªÉÉä& ºÉRMÉÒiÉºÉ®ÊhÉ¨ÉÂ <iÉ®ä +xÉÙEòÙ́ ÉÇÊxiÉ º¨É*

+]xiÉÉ ¨Éä±É{{Én¨ÉÂ

ºÉ¨ÉÒ{ÉEòÉ±Éä ºÉnxÉÆ ½Ê®EòÙ̈ ÉÉ®Âú Ç̈ É½É¶ÉªÉäxÉ EòÞiÉÆ +]xiÉÉ¨Éä±É{{Én¨ÉÊ{É ®RÂMÉä o¶ªÉiÉä* iÉnlÉÆÇ
MÉÒiÉMÉÉäÊ´ÉxnºªÉ iÉÞiÉÒªÉºÉMÉÉÇiÉÂ "¨ÉÉÊ¨ÉªÉÆ SÉÊ±ÉiÉÉ' <ÊiÉ ºÉ{iÉ¨É|É¤ÉxvÉ& º´ÉÒEòÞiÉ&* +Êº¨ÉxÉÂ
¨Éä±É{{Énä ̈ ÉÉä½xÉÆ, {ÉxiÉÙ́ É®É±ÉÒ, JÉ®½®Ê|ÉªÉÉ, xÉÉ^CEòÙ»\VÉÒ, ¶É½ÉxÉÉ, ̈ ÉvªÉ¨ÉÉ´ÉiÉÒ <iªÉäiÉä ®ÉMÉÉ&
|ÉªÉÙVªÉxiÉä* +jÉÉÊ{É  ́ ÉÉtEòÉ®ÉhÉÉÆ  |ÉªÉÉäMÉºÉ¨|ÉnÉªÉ& {ÉÚ́ ÉÉäÇHò|ÉEòÉ®ähÉ +]xiÉÉ iÉÉ±Éä ́ ªÉ´ÉºlÉÉÊ{ÉiÉ&*
ºÉnxÉÆ ®É¨ÉEòÞ¹hÉxÉÂ ̈ É½É¶ÉªÉäxÉ +ºªÉ ́ ÉÉt´ªÉ´ÉºlÉÉ ÊxÉÊ¶SÉiÉÉ* |ÉlÉ¨ÉSÉ®hÉ& +¹]Ê´ÉÆ¶ÉiªÉIÉ®EòÉ±Éä,
ÊuiÉÒªÉSÉ®hÉ& ¹É]Â{É\SÉÉ¶ÉnIÉ®EòÉ±Éä, iÉÞiÉÒªÉSÉiÉÙlÉÇSÉ®hÉÉè {ÉÙxÉ®Ê{É +¹]Ê´ÉÆ¶ÉiªÉIÉ®EòÉ±Éä |ÉªÉÙVªÉxiÉä*
SÉiÉÙlÉÇSÉ®hÉ& ́ ÉäMÉÆ ́ ÉvÉÇÊªÉi´ÉÉ +É±É{ªÉiÉä* iÉiÉ& {É\SÉ¨ÉSÉ®hÉºªÉ +É±ÉÉ{ÉxÉä  ¹É¹`ºÉ{iÉ¨ÉSÉ®hÉÉè
SÉ ªÉÉäVªÉäiÉä* +jÉ iÉÉ±É& SÉiÉÙnÇ¶ÉÉIÉ®EòÉ±É B´É ¦É´ÉÊiÉ* +ÊxiÉ¨ÉSÉ®hÉ& ¨ÉÙÊ®ªÉ]xiÉÉiÉÉ±Éä
|ÉªÉÙVªÉiÉä* ®ÉMÉÉ±ÉÉ{ÉxÉ´ªÉ´ÉºlÉÉ {ÉÚ´ÉÉäÇHò|ÉEòÉ®ähÉ ¦É´ÉÊiÉ* +xÉxiÉ®Æ SÉäh]É¨Éq±ÉEòÉ®ÉhÉÉÆ
º´ÉiÉxjÉ|ÉªÉÉäMÉÉ´ÉºÉ®ä ÊjÉ{ÉÙ]ÉiÉÉ±É& º´ÉÒEòÞiÉ&* +iÉ& SÉä̈ {É]´É^ºªÉ ºlÉÉxÉä ÊjÉ{ÉÙ]´É^¨ÉÂ, SÉiÉÙ®¸ÉVÉÉÊiÉ
<]´É^ºªÉ ºlÉÉxÉä Ê¨É¸ÉVÉÉÊiÉ <]´É Æ̂ SÉ |ÉªÉÙVªÉäiÉä* EòlÉÉEòä±ªÉÉ& º´ÉEòÒªÉSÉÉ»iÉÉÆ ́ É½xiÉÉè <®Ê^´É Æ̂,
xÉÉÊ±É®Ê^ SÉ Ê´ÉxÉÉ¦ÉänÆ ªÉlÉÉGò¨ÉÆ |ÉªÉÙVªÉäiÉä* +xiÉä "ÊEò]iÉEòvÉÒÆ iÉÉÆ' SÉ |ÉªÉÙVªÉ EòlÉÉ ºÉ¨ÉÉ®¦ªÉiÉä*

={ÉºÉÆ½É®&

EòlÉÉEòä±ªÉÉÆ +xÉÙºÉÉÊ®MÉÒiÉ´ÉÉtEòÉ®ÉhÉÉÆ ºÉÉ¨ÉlªÉÇ|ÉEò]xÉÉªÉ ́ ªÉ´ÉºlÉÉÊ{ÉiÉä ¦ÉÉMÉä MÉÒiÉºÉÉÊ½iªÉi´ÉäxÉ
MÉÒiÉMÉÉäÊ´ÉxnÆ º´ÉÒEòÞiÉ¨ÉÂ* {ÉÚ́ ÉÇEòÉ±Éä EòÉä̂ ªÉkÉÙ iÉ¨{ÉÙ®ÉxÉÂ ̈ É½É¶ÉªÉºªÉ MÉÙ»hÉÉ |ÉÉ®¤vÉäªÉÆ ́ ªÉ´ÉºlÉÉ
+º¨ÉÉxÉÂ B´ÉÆ º¨ÉÉ®ªÉÊiÉ ªÉiÉÂ MÉÒiÉMÉÉäÊ´ÉxnºªÉ ={ÉÉºÉxÉÉÆ EòÙ́ ÉÇxiÉ& EòäSÉxÉ Eò±ÉÉEòÉ®É& {ÉÊhbiÉÉ¶SÉ
+º¨Éqä¶Éä¹ÉÙ +ÉºÉÊzÉÊiÉ* +Ê{É SÉ EòlÉÉEòä±ªÉÉ& ºÉÉÊ½iªÉ¶Éè±ÉÒ MÉÒiÉMÉÉäÊ´ÉxnÉnä́ É º´ÉÒEòÞiÉ¨ÉÂ*
EòlÉÉ{ÉÉjÉÉhÉÉÆ, ºÉxn¦ÉÉÇhÉÉÆ SÉ ºÉÚSÉxÉÉlÉÆÇ ¶±ÉÉäEò&, iÉlÉÉ EòlÉÉ{ÉÉjÉÉhÉÉÆ ºÉ¨¦ÉÉ¹ÉhÉÉªÉ {Én¨ÉÂ <ÊiÉ
´ªÉ´ÉºlÉÉ VÉªÉnä́ ÉäxÉè́ É |ÉÉ®¤vÉÉ* +iÉ& ®RÂMÉÉ´ÉiÉ®hÉÉ´ÉºÉ®ä¹ÉÙ MÉÒiÉMÉÉäÊ´ÉxnEòiÉÉÇ VÉªÉnä́ ÉÉä%Ê{É
´ÉÊxniÉ´ªÉ& <ÊiÉ ¨Éi´Éè́ É MÉÉäÊ´ÉxnMÉÙ»hÉÉ MÉÒiÉMÉÉäÊ´Éxn¨ÉÉ±ÉÊ{ÉiÉ¨ÉÂ* MÉÉäÊ´ÉxnÉSÉÉªÉÇ& º´ÉÉÊ¦É|ÉÉªÉÆ
´ªÉRÂMªÉ¨ÉªÉÉÇnªÉè́ É +ºÉÚSÉªÉiÉÂ <ÊiÉ {ÉÚ́ ÉÇo¹]ÉxiÉè& ´ªÉHòÆ  SÉ ¦É´ÉÊiÉ*

Endnotes
1   EòlÉEòÊ±ÉªÉÙ]ä Eòè{ÉÙºiÉEò¨ÉÂ {ÉÙ. 137
2   Eòä®±É{ÉÉÊhÉxÉÒªÉÆ  {ÉÙ.123 +ÉMÉ¨ÉºÉÊxvÉ&

ºÉ½ÉªÉEòOÉxlÉÉ&
1 Vellinezhi Achuthankutty

 Kathakaliyute kaipusthakam

Thiranottam, Dubai 2013

2 Kottarathil Sankunni

Aithihyamala
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ÊxÉiªÉÉ EòÞ¹hÉxÉÂ

¶ÉÉRÇÂMÉnä´ÉºªÉ ºÉRÂMÉÒiÉ®ixÉÉEò®¨ÉÊvÉEòÞiªÉ
´ÉÉMMÉäªÉEòÉ®Ê´É¨É¶ÉÇxÉ¨ÉÂ

ºÉRÂóMÉÒiÉxÉÞkÉªÉÉä& ̈ É½ÉºÉ¨ÉÖpi´ÉäxÉ EòÒiªÉÇ̈ ÉÉxÉ& ºÉÆºEòÞiÉ¦ÉÉ¹ÉÉªÉÉÆ Ê´É®ÊSÉiÉ& ºÉRÂMÉÒiÉ¶ÉÉºjÉOÉxlÉÉä
¦É´ÉÊiÉ ºÉRÂóMÉÒiÉ®ixÉÉEò®&* +ºªÉ ¶ÉÉºjÉOÉxlÉºªÉ EòiÉÉÇ ¶ÉÉRÇÂMÉnä́ É& jÉªÉÉän¶É¶ÉiÉEòä VÉÒÊ´ÉiÉ¨ÉvÉÉ®ªÉiÉÂ*
¦ÉÉ®iÉä¹ÉÖ ¶ÉÉºjÉÒªÉºÉRÂMÉÒiÉºªÉ Ê½xnÖùºlÉÉxÉÒºÉRÂMÉÒiÉÆ, EòhÉÉÇ]EòºÉRÂMÉÒiÉÆ <ÊiÉ Ê´É¦ÉÉMÉuªÉä%Ê{É |É¨ÉÉhÉi´ÉäxÉ
+RÂóMÉÒEÞòiÉÉä%ªÉÆ OÉxlÉ&* +iÉ& ¦ÉÉ®iÉä¹ÉÖ |ÉSÉÊ®iÉä¹ÉÖ ºÉRÂMÉÒiÉ¶ÉÉºjÉOÉxlÉä¹ÉÖ +ªÉ¨ÉÂ +ÊuiÉÒªÉºlÉÉxÉ¨ÉÂ
+±ÉRÂóEò®ÉäÊiÉ*

ºÉ{iÉÉvªÉÉªÉè& Ê´É¦ÉHòä%Êº¨ÉxÉÂ OÉxlÉä +Étä¹ÉÖ ¹É]ÂºÉÖ +vªÉÉªÉä¹ÉÖ ºÉRÂMÉÒiÉºªÉ, ºÉRÂMÉÒiÉÉä{ÉEò®hÉÉxÉÉÆ
SÉ Ê´ÉÊ´ÉvÉ|ÉEòÉ®É& |ÉÊiÉ{ÉÉtxiÉä* BEòèEòºªÉ +vªÉÉªÉºªÉ xÉÉ¨xÉÉ B´É iÉiÉÂ º{É¹]¨ÉÂ* iÉtlÉÉ-
º´É®MÉiÉÉvªÉÉªÉ&, ®ÉMÉÊ´É´ÉäEòÉvªÉÉªÉ&, |ÉEòÒhÉÇEòÉvªÉÉªÉ&, |É¤ÉxvÉÉvªÉÉªÉ&, iÉÉ±ÉÉvªÉÉªÉ&, ́ ÉÉtÉvªÉÉªÉ&
<ÊiÉ* +ÊxiÉ¨Éä xÉiÉÇxÉÉvªÉÉªÉä xÉÞkÉºªÉ ¶ÉÉºjÉÒªÉÊ´ÉvÉªÉ& +Ê¦ÉxÉ´ÉMÉÙ{iÉºªÉ +Ê¦ÉxÉ´É¦ÉÉ®iªÉÉ& +ÉvÉÉ®ähÉ
´ÉhªÉÇxiÉä* +ÉvÉÖÊxÉEò ºÉRMÉÒiÉÊºÉrÉxiÉºªÉ PÉ]xÉÉÆ, {ÉÊ®¦ÉÉ¹ÉÉÆ, ªÉÖÊHò\SÉ +xÉÖºÉxnvÉÉxÉÉä%ªÉÆ
OÉxlÉ& ºÉRÂMÉÒiÉ¶ÉÉºjÉºªÉ ºÉ¨{ÉÚhÉÇOÉxlÉ& <ÊiÉ Eò±{ªÉiÉä* +iÉ& ºÉÆºEÞòiÉ¦ÉÉ¹ÉÉªÉÉÆ ®ÊSÉiÉÉä%ªÉÆ OÉxlÉ&
iÉuÂªÉÉJªÉÉxÉÉÊxÉ SÉ +iÉÒ´É|ÉÊºÉrÉÊxÉ ¦É´ÉÊxiÉ* ÊºÉÆ½¦ÉÚ{ÉÉ±ÉºªÉ ºÉRÂMÉÒiÉºÉÖvÉÉEò®&, EòÊ±±ÉxÉÉlÉºªÉ
Eò±ÉÉÊxÉÊvÉ& <ÊiÉ uä ´ªÉÉJªÉÉxÉä +ºªÉ OÉxlÉºªÉ ºÉÖÊ´ÉºiÉÞiÉÉvªÉªÉxÉä ={ÉEòÉ®Eäò ¦É´ÉiÉ&*

EòÉ¶¨ÉÒ®nä¶Éä¹ÉÖ ¥ÉÉ¼¨ÉhÉºÉ¨ÉÖnÉªÉä ¶ÉÉRÇÂMÉnä́ É& VÉÉiÉ&* jÉªÉÉän¶É¶ÉiÉEäò ÊºÉÆ½¦ÉÚ{ÉÉ±ÉºªÉ ®ÉVÉvÉÉxªÉÉÆ
¸ÉÒ Eò®hÉÉOÉÊhÉ (Accountant) <ÊiÉ ºlÉÉxÉä ́ ÉiÉÇ̈ ÉÉxÉ& ºÉ& ºÉRÂMÉÒiÉiÉi´ÉÉÊxÉ ºÉ¨ÉÉ¾þiªÉ ±ÉäJÉxÉÆ
EÞòi´ÉÉ EòÉ±É¨ÉxÉªÉiÉÂ* +Ê¦ÉxÉ´ÉMÉÖ{iÉºªÉ +Ê¦ÉxÉ´É¦ÉÉ®iÉÒ, xÉÉ]ÂªÉ¶ÉÉºjÉ¨ÉÂ, nÊkÉ±É¨ÉÂ, ¤ÉÞ½qä¶ÉÒ
<iªÉÉÊnOÉxlÉÉxÉÉÆ |É¦ÉÉ´É& OÉxlÉä%Êº¨ÉxÉÂ p¹]ÆõÖ ¶ÉCªÉiÉä* Eòä®±Éä¹ÉÖ ÊuiÉÒªÉxÉÉ]ÂªÉ¶ÉÉºjÉÊ¨ÉÊiÉ |ÉÊºÉrÉä%ªÉÆ
OÉxlÉ& =kÉ®¦ÉÉ®iÉä |ÉlÉ¨ÉºlÉÉxÉ¨É±ÉRÂEò®ÉäÊiÉ*

´ÉÉMMÉäªÉEòÉ®& ºÉRÂMÉÒiÉºªÉ ºÉ¨ÉlÉÇ& |ÉªÉÉäHòÉ <ÊiÉ ºÉ´ÉèÇ& +RÂMÉÒEòÞiÉ¨ÉÂ* ÊEòxiÉÖ ºÉRÂMÉÒiÉYÉ&
º´ÉÉi¨ÉÉxÉxnÉiÉÂ {É®Æ ̧ ÉÉäiÉÞhÉÉÆ ºÉ¾þnªÉÉxÉÉÆ ¾þnªÉÉxÉxnÆ ±ÉIªÉÒEò®ÉäÊiÉ* iÉlÉÉ ºÉ¾þnªÉÉxÉÉÆ ̈ ÉxÉ& EòäxÉ
|ÉEòÉ®ähÉ iÉÖ¹ªÉÊiÉ <ÊiÉ YÉÉiÉÆÖ +Ê{É ºÉ& ¶ÉHòÉä ¦É´ÉÊiÉ* ±ÉÉäSÉxÉ|ÉÊiÉ{ÉÉÊniÉÆ "º´É½¾þnªÉºÉǼ ÉÉnºÉÖ¦ÉÉVÉ&
ºÉ¾þnªÉÉ&'' <ÊiÉ ́ ÉÉCªÉÆ +xÉäxÉ ºÉÉvÉÚÊGòªÉiÉä* +ÊiÉ{ÉÖ®ÉiÉxÉ-¨ÉvªÉEòÉ±ÉÉ¶ÉªÉÉxÉÉÆ Ê´É{ÉÖ±ÉÒEò®hÉÉªÉ
+ªÉÆ OÉxlÉ& ={ÉEòÉ®EòÉä ¦É´ÉÊiÉ* +iÉ& B´É ¦ÉÉ®iÉºªÉ jÉªÉÉän¶É¶ÉiÉEòä ®ÊSÉiÉÉä%ªÉÆ ¶ÉÉºjÉOÉxlÉ&
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+vÉÖxÉÉ +vªÉªÉxÉ¨É½ÇÊiÉ* OÉxlÉä%Êº¨ÉxÉÂ |ÉÊiÉ{ÉÉÊniÉÆ ́ ÉÉMMÉäªÉEòÉ®±ÉIÉhÉ¨ÉÖnÂPÉÉ]ÊªÉiÉÖ̈ Éä́ ÉÉªÉÆ |É¤ÉxvÉ&
|É´ÉiÉÇiÉä*

´ÉÉMMÉäªÉEòÉ®±ÉIÉhÉ¨ÉÂ

OÉxlÉä%Êº¨ÉxÉÂ ºÉRÂMÉÒiÉºÉ¨¤ÉÊxvÉxÉÒÆ |ÉEò]xÉEò±ÉÉ{É®¨{É®ÉÆ ¶ÉÉRÇÂMÉnä´É& Ê´É¶ÉnÒEò®ÉäÊiÉ*
MÉÒiÉ´ÉÉtxÉÞkÉÉxÉÉÆ ¨Éä±ÉxÉÆ ¦É´ÉÊiÉ ºÉRÂMÉÒiÉÆ <ÊiÉ iÉäxÉÉäHòÆ EòiÉ¨ÉÂ* MÉÒiÉÆ ´ÉÉtÆ iÉlÉÉ xÉÞkÉÆ jÉªÉÆ
ºÉRÂMÉÒiÉ¨ÉÖSªÉiÉä    <ÊiÉ ºÉRÂMÉÒiÉ±ÉIÉhÉÆ OÉxlÉäÊº¨ÉxÉÂ ºÉÚÊSÉiÉ¨ÉÂ* iÉlÉÉ ºÉRÂMÉÒiÉºªÉ ̈ ÉÉMÉÇºÉRÂMÉÒiÉÆ,
nä¶ÉÒºÉRÂMÉÒiÉÆ <ÊiÉ Ê´É¦ÉÉMÉuªÉ¨ÉÊºiÉ* xÉÉ]ÂªÉ¶ÉÉºjÉ¨ÉxÉÙºÉÞiªÉ ¶ÉÉºjÉÒªÉ®ÒiªÉÉ º´ÉÒEÞòiÉÆ ºÉRÂMÉÒiÉÆ
¨ÉÉMÉÒÇ <iªÉÖSªÉiÉä* +ÊxÉªÉiÉ´ªÉ´ÉºlÉÉªÉÖHòÆ ºÉRÂMÉÒiÉÆ ¦É´ÉÊiÉ nä¶ÉÒ* <¨ÉÉè ¦ÉänÉè Ê´ÉÊSÉxiªÉ OÉxlÉEòÉ®ähÉ
|ÉEòÒhÉÇEòÆ xÉÉ¨É iÉÞiÉÒªÉÉvªÉÉªÉ& ®ÊSÉiÉ&* +Êº¨ÉzÉvªÉÉªÉä ́ ÉÉMMÉäªÉEòÉ®±ÉIÉhÉÉiÉÂ {ÉÚ́ ÉÆÇ EòÊ´ÉxÉÉ B´ÉÆ
=Hò¨ÉÂ*

+lÉ |ÉEòÒhÉÇEòÆ EòhÉÇ®ºÉÉªÉxÉ¨ÉxÉÉEÖò±É¨ÉÂ*
nä¶ÉÒ¨ÉÉMÉÉÇ̧ ÉªÉÆ ́ ÉÊHò ¶ÉÉRÇMÉnä́ ÉÉä Ê´ÉnÉÆ ́ É®&**

´ÉÉMMÉäªÉEòÉ®&
ºÉRÂMÉÒiÉ®ixÉÉEò®äú ́ ÉÉMMÉäªÉEòÉ®ºªÉ±ÉIÉhÉÆ Ê´ÉºiÉ®ähÉ ÊxÉ°ò{ªÉiÉä* iÉtlÉÉ-
´ÉÉRÂ̈ ÉÉiÉÖ»SªÉiÉä MÉäªÉÆ vÉÉiÉÖÊ®iªÉÊ¦ÉvÉÒªÉiÉä*
´ÉÉSÉÆ MÉäªÉÆ SÉ EÖò¯ûiÉä ªÉ& ºÉ ´ÉÉMMÉäªÉEòÉ®Eò&**1
¶É¤nÉxÉÖ¶ÉÉºÉxÉYÉÉxÉ¨ÉÊ¦ÉvÉÉxÉ|É´ÉÒhÉiÉÉ*
Uxn& |É¦Éän´ÉäÊni´É¨É±ÉRÂEòÉ®ä¹ÉÖ EòÉè¶É±É¨ÉÂ*.3
®ºÉ¦ÉÉ´É{ÉÊ®YÉÉxÉÆ nä¶ÉÊºlÉÊiÉ¹ÉÖ SÉÉiÉÖ®Ò*
+¶Éä¹É¦ÉÉ¹ÉÉÊ´ÉYÉÉxÉÆ Eò±ÉÉ¶ÉÉºjÉä¹ÉÖ EòÉè¶É±É¨ÉÂ**4
iÉÉèªÉÇÊjÉiÉªÉSÉÉiÉÖªÉÆÇ ¾þt¶ÉÉ®Ò®¶ÉÉÊ±ÉiÉÉ*
±ÉªÉiÉÉ±ÉEò±ÉÉYÉÉxÉÆ Ê´É´ÉäEòÉäxÉäEòEòÉEÖò¹ÉÖ**5
|É¦ÉÚiÉ|ÉÊiÉ¦ÉÉänÂ¦Éän¦ÉÉHòẤ ÉÆ ºÉÖ¦ÉMÉMÉäªÉiÉÉ*
nä¶ÉÒ®ÉMÉä¹´ÉÊ¦ÉYÉÉxÉÆ ́ ÉÉC{É]Öõi´ÉÆ ºÉ¦ÉÉVÉªÉä**6
®Éä¹Éuä¹É{ÉÊ®iªÉÉMÉ& ºÉÉnÇÅi´É¨ÉÖÊSÉiÉYÉiÉÉ*
+xÉÖÊSU¹]ÉäÊHòÊxÉ¤ÉÇxvÉÉä xÉÚixÉvÉÉiÉÖÊ´ÉÊxÉÊ¨ÉÇÊiÉ&**7
{É®ÊSÉkÉ{ÉÊ®YÉÉxÉÆ |É¤ÉxvÉ¹ÉÖ |ÉMÉi±¦ÉiÉÉ*
pÖùiÉMÉÒiÉÊ´ÉÊxÉ¨ÉÉÇhÉÆ {ÉnÉxiÉ®Ê´ÉnMvÉiÉÉ**8
ÊjÉºlÉÉxÉMÉ¨ÉEò|ÉÉèÊfÊ´ÉÇÊ´ÉvÉÉ±ÉÊ{iÉxÉè{ÉÖhªÉ¨ÉÂ*
+´ÉvÉÉxÉÆ MÉÖhÉè®äÊ¦É´ÉÇ®Éä ́ ÉÉMMÉäªÉEòÉ®Eò&**9

+jÉ ´ÉÉRÂ̈ ÉÉiÉÉ <iªÉºªÉ ºÉ®º´ÉiÉÒnä́ ÉÒ <iªÉlÉÇ& vÉÉiÉÖ <iªÉºªÉ ¨ÉÚ±É¨ÉÂ, +ÉvÉÉ®& <iªÉlÉÇ&
ÊºÉrÂªÉiÉä* +iÉ& ºÉ®º´ÉiªÉÉ& ¨ÉÚ±ÉÆ, =nÂ¦É´É& SÉ MÉäªÉÆ <iªÉlÉÇ& ÊºÉrÂªÉiÉä* ´ÉÉSÉÆ SÉ MÉäªÉÆ SÉ ªÉ&
EÖò¯ûiÉä ºÉ& ´ÉÉMMÉäªÉEòÉ®&* +ªÉÆ xÉ Eäò´É±ÉÆ EòÊ´É& ºÉRÂMÉÒiÉYÉÉä ´ÉÉ* EòÊ´Éi´ÉªÉÖHòºÉRÂMÉÒiÉYÉi´ÉÆ
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´ÉÉMMÉäªÉEòÉ®ºªÉ ±ÉIÉhÉ¨ÉÂ* +xÉäEòè& MÉÖhÉè& ºÉ¨{ÉzÉÉä%ªÉÆ ´ÉÉMMÉäªÉEòÉ®& <ÊiÉ ºÉRÂMÉÒiÉ®ixÉÉEò®ä
iÉÞiÉÒªÉÉvªÉÉªÉä jÉªÉÉän¶ÉEòÉÊ®EòÉÊ¦É& =Hò¨ÉÂ*

¶É¤nÉxÉÖ¶ÉÉºÉxÉYÉÉxÉ¨ÉÂ iÉºªÉ |ÉlÉ¨ÉMÉÖhÉ& <ÊiÉ ¶ÉÉRÇÂMÉnä´ÉäxÉÉäHò¨ÉÂ* +iÉ& ´ªÉÉEò®hÉä
ºÉÖ¶É¤nÉ{É¶É¤nÊ´É´ÉäSÉxÉuÉ®É YÉÉxÉ¨ÉÂ +É´É¶ªÉEò¨ÉÂ* iÉlÉÉ +Ê¦ÉvÉÉxÉ|É´ÉÒhÉiÉÉ +¨É®EòÉä¶ÉÉÊnYÉÉxÉäxÉ
{ÉnºÉ¨{ÉÊkÉ& +É´É¶ªÉEòÒ* iÉlÉÉ +ÉèÊSÉiªÉ{ÉÚ́ ÉÆÇ {ÉnÉxÉÉÆ |ÉªÉÉäMÉSÉÉiÉÖ®Ò +xªÉÉä MÉÖhÉ&* ́ ÉèÊnEòUxn&
+ÊvÉEÞòiªÉ ºÉ¨ªÉEÂò YÉÉxÉ¨ÉÂ +É±ÉÉ{ÉxÉÉ´ÉºÉ®ä ¶ÉÉä¦ÉÉ´ÉvÉÇxÉÉªÉ ={ÉEòÉ®EòÉä ¦É´ÉÊiÉ* ºÉ& +±ÉRÂEòÉ®ä¹ÉÖ
|É´ÉÒhÉÉä ¦É´ÉäiÉÂ* ={É¨ÉÉt±ÉRÂEòÉ®|ÉªÉÉäMÉ& EÞòiÉä& ºÉÉèxnªÉÆÇ ́ ÉvÉÇªÉÊiÉ* ®ºÉ¦ÉÉ´É{ÉÊ®YÉÉxÉÆ <ÊiÉ {ÉnäxÉ
¶ÉÞRÂMÉÉ®ÉÊn®ºÉä¹ÉÖ Ê´É¦ÉÉ´ÉÉÊn¦ÉÉ´Éä¹ÉÖ SÉ {ÉÊ®YÉÉxÉ¨ÉÂ =Hò¨ÉÂ* nä¶ÉÊºlÉÊiÉSÉÉiÉÖ®Ò <iªÉÆ¶É& ´Éèn¦ÉÒÇ,
MÉÉèbÒ, {ÉÉ\SÉÉ±ÉÒ <iªÉäiÉÉºÉÉÆ ®ÒiÉÒxÉÉÆ YÉÉxÉÆ ºÉÚSÉªÉÊiÉ* Eò±ÉÉ¶ÉÉºjÉä¹ÉÖ EòÉè¶É±ÉÆ <ÊiÉ {ÉnäxÉ ºÉRÂMÉÒiÉ¶ÉÉºjÉä¹ÉÖ
iÉÉèªÉÇÊjÉiÉªÉä EÖò¶É±ÉiÉÉ ÊxÉÊnÇ¹]É* xÉÞkÉ´ÉÉtMÉÒiÉÊ´É¹ÉªÉä¹ÉÖ +´ÉMÉÉ½& +{ÉäIÉiÉä* iÉiÉ& ¶ÉÉ®Ò®Æ <ÊiÉ
MÉÖhÉäxÉ ¶É¤nMÉÖhÉÉxÉÊvÉEÞòiªÉ YÉÉxÉÆ ºÉÚSªÉiÉä* º´É®¨ÉÉvÉÖªÉÆÇ, MÉÉ¨¦ÉÒªÉÆÇ, ́ ªÉHòiÉÉ <iªÉÉÊn|ÉÉªÉÉäÊMÉEòÊ´É¹ÉªÉä¹ÉÖ
ºÉ& |É´ÉÒhÉ& ºªÉÉiÉÂ* ±ÉªÉÉxÉÉÆ pÖùiÉ¨ÉvªÉÊ´É±É¨¤ÉÉ& ¦ÉänÉ& ºÉÊxiÉ* iÉlÉÉ iÉÉ±ÉÉxÉÉÆ SÉÉSÉ{ÉÖ]Æ, SÉ\SÉi{ÉÖ]Æ
<ÊiÉ ¦ÉänuªÉÆ ¦É®iÉ¨ÉÖÊxÉxÉÉ =Hò¨ÉÂ* SÉiÉÖ®¸ÉVÉÉÊiÉ, jªÉ¸ÉVÉÉÊiÉ <ÊiÉ |ÉÉlÉÊ¨ÉEò¦Éän&* iÉiÉ& +xÉäEä
={ÉÊ´É¦ÉÉMÉÉ& iÉÉ±É´ÉÉtÊ´ÉÊvÉ <ÊiÉ +vªÉÉªÉä ¦É®iÉ¨ÉÖÊxÉxÉÉ =HòÉ&* BiÉä¹ÉÉÆ ºÉ¨ªÉEÂò YÉÉxÉ¨ÉÂ
+É´É¶ªÉEòÊ¨ÉÊiÉ ±ÉªÉiÉÉ±ÉEò±ÉÉYÉÉxÉÆ <ÊiÉ {ÉnäxÉ ºÉÚSªÉiÉä* ±ÉIÉhÉä¹ÉÖ Eò±ÉÉ <ÊiÉ {ÉnäxÉ ºÉ¶É¤n&,
ÊxÉ¶¶É¤n¶SÉ ºÉÚÊSÉiÉ&* +É´ÉÉ{ÉÉnªÉÉä ÊxÉ¶¶É¤nÉ&, wÉÖ́ ÉÉnªÉ& ºÉ¶É¤nÉ¶SÉ* º´É®EòÉC´ÉÉnÒxÉÉÆ
¹ÉÎbÂ÷´ÉvÉä¹ÉÖ ºlÉÉÊªÉ¹ÉÖ +´É¤ÉÉävÉ& +{ÉäIÉ¨ÉÉhÉÆ MÉÖhÉÉxiÉ®Æ ¦É´ÉÊiÉ* |ÉÊiÉ¦ÉÉ|É¦ÉÚiÉÆ <ÊiÉ +xªÉnÂ
Ê´É¶Éä¹É±ÉIÉhÉ¨ÉÂ* |ÉÊiÉ¦ÉÉ <iªÉºªÉ |ÉYÉÉÊ´É¶Éä¹É&* |ÉYÉÉÆ xÉ´ÉxÉ´ÉÉäx¨Éä¹É¶ÉÉÊ±ÉxÉÒÆ |ÉÊiÉ¦ÉÉÆ Ê´ÉnÖù& <ÊiÉ
¦É^iÉÉèiÉ&* +ªÉÆ |ÉYÉÉÊ´É¶Éä¹É& <ilÉÆ ÊxÉÊnÇ¶ªÉiÉä;

º¨ÉÞÊiÉ´ªÉÇiÉÒiÉÊ´É¹ÉªÉÉ ̈ ÉÊiÉ®ÉMÉÉÊ¨ÉMÉÉäSÉ®É*

¤ÉÖÊrºiÉÉiEòÉÊ±ÉEòÒ |ÉÉäHòÉ |ÉYÉÉ jÉèEòÉÊ±ÉEòÒ ¨ÉiÉÉ** <ÊiÉ*

®Éä¹Éuä¹É{ÉÊ®iªÉÉMÉ& ºÉÉnÇÅi´É¨ÉÙÊSÉiÉYÉiÉÉ <ÊiÉ ́ ÉÉCªÉºªÉ ́ ÉÉÊSÉEò¨ÉÉxÉÊºÉEòÉ¨É¹ÉÉÇhÉÉÆ {ÉÊ®iªÉÉMÉ&
<iªÉlÉÇ&* iÉlÉÉ ºÉ& ºÉ®ºÉi´É¨ÉÂ, =ÊSÉiÉYÉiÉÉÆ SÉ ºÉ¨{ÉÉnªÉÊiÉ* {É®ÊSÉkÉ{ÉÊ®YÉÉxÉÆ ºÉ¾þnªÉ¾þnªÉºÉǼ ÉänxÉ¶ÉÊHò&*
{ÉnÉxiÉ®Ê´ÉnMvÉiÉÉ {ÉªÉÉÇªÉ{ÉnÉxÉÉÆ ºÉÖ±É¦É|ÉªÉÉäMÉÉä ¦É´ÉÊiÉ*

¨ÉÖkÉÖº´ÉÉÊ¨ÉnÒÊIÉiÉEÞòÊiÉ¹ÉÖ ´ÉÉMMÉäªÉEòÉ®±ÉIÉhÉºÉ¨Éx´ÉªÉ&

´ÉÉMMÉäªÉEòÉ®ºªÉ |ÉlÉ¨ÉÆ ±ÉIÉhÉÆ nÒÊIÉiÉäxÉè́ É +x´ÉlÉÇ̈ ÉÂ EÞòiÉ¨ÉÂ* iÉäxÉ {É\SÉ¶ÉiÉÆ EÞòiÉªÉ&
ºÉÆºEÞòiÉ¦ÉÉ¹ÉÉªÉÉÆ +Ê±ÉJªÉxiÉ* pÊ¨Ébnä¶ÉÒªÉÉä nÒÊIÉiÉ& iÉºªÉ MÉÖ®Éä& ºÉEòÉ¶ÉÉnÂ ´ªÉÉEò®hÉÆ,
VªÉÉäÊiÉ¹ÉÆ, ¨ÉxjÉiÉxjÉ¶ÉÉºjÉÉÊhÉ, n¶ÉÇxÉÉÊxÉ SÉ ºÉ¨ªÉMÉ´ÉMÉ¨ªÉ iÉä¹ÉÉÆ |ÉSÉÉ®hÉÉªÉ +É±ÉÉ{ÉxÉÉªÉ SÉ
EòÞiÉÒxÉÂ ́ ªÉ®SÉªÉiÉÂ* iÉä¹ÉÉÆ +É±ÉÉ{ÉxÉÉªÉ ÊuºÉ{iÉÊiÉ¨Éä±ÉEòiÉÉÇ®ÉMÉÉ& iÉä¹ÉÉÆ VÉxªÉ®ÉMÉÉ& SÉ ={ÉªÉÖVªÉxiÉä*
¶ÉÉºjÉÊ´É¹ÉªÉÉ& ºÉÉvÉÉ®hÉiÉªÉÉ EòÊ`xÉÉ& ¦É´ÉÊxiÉ* ±ÉÊ±ÉiÉºÉÖEÖò¨ÉÉ®{Én|ÉªÉÉäMÉè& ́ ªÉRÂMªÉÉlÉèÇ&, +±ÉRÂEòÉ®è&,
ºÉRÂMÉÒiÉè& SÉ ºÉ¨ÉÉªÉÉäVÉxÉÆ EÞòi´ÉÉ iÉä¹ÉÉÆ ÊC±É¹]iÉÉÆ nÚ®ÒEòiÉÈÖ ºÉ¨ÉlÉÉÇ& <¨ÉÉ& EÞòiÉªÉ&* +ªÉ¨ÉÉ¶ÉªÉ&
´ÉGòÉäÊHòVÉÒÊ´ÉiÉä +xiÉ®¶±ÉÉäEòä o¶ªÉiÉä*

Eò]ÖõEòÉè¹ÉvÉ´ÉiÉÂ ¶ÉÉºjÉ¨ÉÊ´ÉtÉ´ªÉÉÊvÉxÉÉ¶ÉxÉ¨ÉÂ*

+É¼±ÉÉt¨ÉÞiÉ´ÉiÉÂ EòÉ´ªÉ¨ÉÊ´É´ÉäEòMÉnÉ{É½¨ÉÂ**
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B´ÉÆ ÊSÉxiªÉiÉä SÉäiÉÂ ´ÉÉEÂò SÉ MÉäªÉÆ SÉ ªÉ& EÖò¯ûiÉä <ÊiÉ ±ÉIÉhÉÆ nÒÊIÉiÉä ºÉÖiÉ®ÉÆ o¶ªÉiÉä*

nÒÊIÉiÉºªÉ xÉ´ÉOÉ½EòÞÊiÉ¹ÉÖ EòhÉÇºÉÚxÉÖ&   <ÊiÉ ºÉÚªÉÇºªÉ {ÉªÉÉÇªÉ|ÉªÉÉäMÉ& iÉºªÉ ́ ªÉÉEò®hÉ{ÉÉÊhbiªÉÆ
tÉäiÉªÉÊiÉ* ºÉÉvÉÉ®hÉiÉªÉÉ EòhÉÇºªÉ ºÉÚxÉÖ& <ÊiÉ iÉi{ÉÖ»¹ÉºÉ¨ÉÉºÉäxÉ ºÉ¨ÉºªÉ¨ÉÉxÉÊ¨ÉnÆ {ÉnÆ ¤É½ÖþµÉÒÊ½ºÉ¨ÉÉºÉºªÉ
=kÉ¨ÉÉänÉ½®hÉi´ÉäxÉ ¶ÉÉä¦ÉiÉä* EòhÉÇ& ºÉÚxÉÖ& ªÉºªÉ ºÉ& EòhÉÇºÉÚxÉÖ& <ÊiÉ ¤É½ÖþµÉÒÊ½ºÉ¨ÉÉºÉºªÉ +{ÉÚ́ ÉÇ|ÉªÉÉäMÉ&
iÉºªÉ ¶É¤nÉxÉÖ¶ÉÉºÉxÉ|ÉÉ´ÉÒhªÉÆ SÉ |ÉEò]ªÉÊiÉ*

SÉxpÆ ¦ÉVÉ ¨ÉÉxÉºÉ <ÊiÉ SÉxpOÉ½´ÉhÉÇxÉÉªÉÉÆ SÉxp{ÉnºªÉ {ÉªÉÉÇªÉi´ÉäxÉ ÊxÉ¶ÉÉEò®, IÉ{ÉÉEò®&,
¹ÉÉäb¶ÉEò±ÉÉvÉ®&, ¶ÉÒiÉÊEò®hÉ&, ¨ÉnxÉSUjÉ& <iªÉÉÊnÊ´ÉÊ¦ÉzÉ|ÉªÉÉäMÉÉ& iÉºªÉ +Ê¦ÉvÉÉxÉ|ÉÉ´ÉÒhªÉÆ
º{É¹]ÒEÖò´ÉÇÊxiÉ*

<xnÆùÖ ¹ÉÉäb¶ÉEò±ÉÉvÉ®Æ ÊxÉ¶ÉÉEò®Æ <Êxn®ÉºÉ½Éän®¨ÉÊxÉ¶É¨ÉÂ* <ÊiÉ ºÉÉÊ½iªÉ¨ÉÂ*

iÉlÉÉ Eò¨É±ÉÉ¨¤ÉÉnä́ ÉÒÆ |ÉEòÒiªÉÇ ®ÊSÉiÉÉºÉÖ EòÞÊiÉ¹ÉÖ {ÉÉ´ÉÇiªÉÉ& {ÉªÉÉÇªÉ°ò{ÉähÉ |ÉÊiÉ{ÉÉÊniÉÉ&
ºjÉÒ|ÉiªÉªÉ|ÉªÉÉäMÉªÉÖiÉÉ& ¶É¤nÉ& ÊxÉiÉ®ÉÆ p¹]ÖÆõ ¶ÉCªÉxiÉä* ¦É´ÉÉxÉÒ, ¨ÉÞbÉxÉÒ, <Ç¶ÉÉxÉÒ, Ê¶É´ÉÉxÉÒ,
»pÉhÉÒ, ¶É´ÉÉÇhÉÒ <iªÉäiÉä |ÉªÉÉäMÉÉ& =nÉ½®hÉÉÊxÉ* ¶É¤nÉ±ÉRÂEòÉ®|ÉªÉÉäMÉºªÉ ¤ÉÉ½Öþ±ªÉäxÉ +±ÉRÂEòÉ®|É´ÉÒhÉ&
<ÊiÉ ±ÉIÉhÉ¨ÉÊ{É ºÉÉvÉÚEòiÉÖÆ ¶ÉCªÉiÉä* +xÉÖ|ÉÉºÉºªÉ |ÉªÉÉäMÉ& ªÉlÉÉ,

¨ÉRÂMÉ±ÉÆ Eò¨¤ÉÖMÉ±ÉÆ ̈ É\VÉÖ±ÉiÉ®{ÉnªÉÖMÉ±É¨ÉÂ*

¨ÉRÂMÉ±ÉnÉªÉEò¨Éä¹ÉiÉÖ®RÂMÉÆ ̈ ÉEò®ÉäkÉÖRÂMÉ¨ÉÂ**

±ÉEòÉ®ºªÉ +É´ÉÞÊkÉi´ÉÉiÉÂ +xiªÉÉIÉ®|ÉÉºÉ&* +Ê{É SÉ MÉÉä{ÉÖSUªÉÊiÉ&, »ÉÉäiÉÉä́ ÉÉ½ªÉÊiÉ¶SÉ
iªÉÉMÉ®ÉVÉªÉÉäMÉ´Éè¦É´ÉÊ¨ÉÊiÉ BEòºªÉÉ¨Éä́ É EÞòiÉÉè o¶ªÉiÉä*

ªÉlÉÉ - iªÉÉMÉ®ÉVÉªÉÉäMÉ´Éè¦É´É¨ÉÂ
 +MÉ®ÉVÉªÉÉäMÉ´Éè¦É´É¨ÉÂ
 ®ÉVÉªÉÉäMÉ´Éè¦É´É¨ÉÂ
 ªÉÉäMÉ´Éè¦É´É¨ÉÂ
 ́ Éè¦É´É¨ÉÂ
 ¦É´É¨ÉÂ
 ́ É¨ÉÂ <ÊiÉ MÉÉä{ÉÖSUªÉiÉä&,

¶É¨ÉÂ
|ÉEòÉ¶É¨ÉÂ
º´É°ò{É|ÉEòÉ¶É¨ÉÂ
iÉk´Éº´É°ò{É|ÉEòÉ¶É¨ÉÂ
ºÉEò±ÉiÉk´Éº´É°ò{É|ÉEòÉ¶É¨ÉÂ

Ê¶É´É¶ÉHòÂªÉÉÊnºÉEò±ÉiÉk´Éº´É°ò{É|ÉEòÉ¶É¨ÉÂ* <ÊiÉ »ÉÉäiÉÉä́ ÉÉ½ªÉiÉä& SÉ =nÉ½®hÉÆ ¦É´ÉÊiÉ*
+lÉÉÇ±ÉREòÉ®ä¹ÉÖ ={É¨ÉÉ, +lÉÉÇxiÉ®xªÉÉºÉ&, ¶±Éä¹É& <iªÉÉnÒxÉÉÆ |ÉªÉÉäMÉ& ¤É½Öþ¶ÉÉä p¹]ÖÆõ ¶ÉCªÉiÉä* ªÉlÉÉ
Eò¨É±ÉÉ¨¤ÉÉxÉ´ÉÉ´É®hÉä ºÉÖ̈ ÉxÉºÉÉ®ÉÊvÉiÉÉ¤VÉ¨ÉÖJÉÒ <ÊiÉ {ÉnäxÉ {ÉÖ¹{Éè& +É®ÉÊvÉiÉÉ iÉlÉÉ ºÉVVÉxÉè&
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+É®ÉÊvÉiÉÉ <ÊiÉ +lÉÇuªÉÆ ±É¦ªÉiÉä* iÉlÉÉ ºÉEò±Éä <ÊiÉ {ÉnäxÉ SÉiÉÙ¹¹ÉÊ¹]Eò±ÉÉºÉÊ½iÉä <ÊiÉ
¹ÉÉäb¶ÉEò±ÉÉ¨ÉªÉÒ <ÊiÉ SÉÉlÉÇ& ÊºÉrÂªÉiÉä*  iÉlÉÉ +ÊiÉ¶ÉªÉÉäHäò& |ÉªÉÉäMÉ& Eò¨¤ÉÖVÉªÉOÉÒ´É&, ̈ ÉvÉÖ{ÉÊ´ÉVÉªÉ´ÉähÉÒÆ
<iªÉÉÊn¹ÉÖ º¡Öò] B´É*

n¶ÉMÉÖhÉä¹ÉÖ +ÉäVÉÉäMÉÖhÉ& |ÉÉªÉ¶É& ºÉ´ÉÇjÉ o¶ªÉiÉä* +ÉäVÉ& ºÉ¨ÉÉºÉ¦ÉÚªÉºi´É¨ÉäiÉnÂMÉtºªÉ VÉÒÊ´ÉiÉ¨ÉÂ
<ÊiÉ nÊhbxÉÉ =Hò¨ÉÂ* Eò¨É±ÉVÉÉxÉxn¤ÉÉävÉºÉÖJÉÒ, ºÉÖ®Ê®{ÉÖ̈ ÉÊ½¹ÉÉºÉÖ®¨ÉÊnÇxÉÒ, ÊxÉMÉ¨É{ÉÖ®ÉhÉÉÊnºÉǼ ÉäÊnxÉÒ
<iªÉÉnªÉ& =nÉ½®hÉÉÊxÉ* iÉºªÉ |ÉÊiÉ¦ÉÉ|ÉªÉÉäMÉ|ÉÉ´ÉÒhªÉÆ EÞòÊiÉ¹ÉÖ ºÉ´ÉÇjÉ o¶ªÉiÉä* ®ÉMÉ¨ÉÖpÉ, ́ ÉÉMMÉäªÉEòÉ®¨ÉÖpÉ,
SÉ UxnÉä{É¤ÉräxÉ ªÉÉäVªÉäiÉä* iÉlÉÉ {ÉÖ®ÉhÉEòlÉÉÆ¶Éº´ÉÒEòÉ®& BEòäxÉ {ÉnäxÉ ªÉÉäVªÉiÉä* B´ÉÆ UÉªÉÉ{ÉÊiÉ&,
Eòä¶É´ÉEò]ÉIÉèEòxÉäjÉ¨ÉÂ, MÉÒ¹{ÉÊiÉ¶ÉÉ{ÉÉxÉÖOÉ½{ÉÉjÉÆ, BEòxÉäjÉÒ, <iªÉÉnÒÊxÉ =nÉ½®hÉÉÊxÉ +ºªÉ
´ÉÉMMÉäªÉEòÉ®ºªÉ |ÉÊiÉ¦ÉÉMÉÖhÉÆ |ÉEò]ªÉÊiÉ* B´ÉÆ Ê´ÉÊ´ÉvÉÊ´É¹ÉªÉÉ& EòÞiÉÉè ºÉRÂEòÊ±ÉiÉÉ&*
iÉÉ±É®ÉMÉ±ÉªÉ±ÉIÉhÉ¨ÉÊ{É nÒÊIÉiÉEòÞÊiÉ¹ÉÖ ºÉ¨ÉÉªÉÉäÊVÉiÉ¨ÉÂ* iÉºªÉ ´ÉÉ®EÞòÊiÉ¹ÉÖ wÉÖ́ ÉÉÊnºÉ{iÉiÉÉ±ÉÉ&
Gò¨É¨ÉxÉÖºÉÞiªÉ º´ÉÒÊGòªÉxiÉä* BEòèEòºªÉ OÉ½ºªÉ n¶ÉÉEòÉ±É¨ÉxÉÖºÉÞiªÉè́ É EÞòiÉªÉ& ®ÊSÉiÉÉ&, iÉlÉÉÊ{É
®ÉMÉÉ±ÉÉ{ÉxÉÉ´ÉºÉ®ä, EÞòiÉä& ºÉÉÊ½iªÉ¶ÉÉä¦ÉÉªÉÉ& |ÉV´ÉÉ±ÉEòÉ& ®ÉMÉÉ& º´ÉÒEÞòiÉÉ&* SÉxp& ºÉÖOÉÉ¼ªÉ&
ºÉÖ|ÉÉ{ªÉ& <ÊiÉ EòÉ®hÉäxÉ +ºÉÉ´Éä®Ò <ÊiÉ ºÉÖMÉ¨ÉÉä ®ÉMÉ& ÊxÉÊnÇÂn¹]&* iÉlÉÉ ´ÉÒ®®ºÉtÉäiÉxÉÉ´ÉºÉ®ä
+`ÉhÉÉ <ÊiÉ ºÉxn¦ÉÉÇxÉÖMÉÖhÉ®ÉMÉº´ÉÒEòÉ®&*

={ÉºÉÆ½É®&

¶ÉÉRÇÂMÉnä´ÉºªÉ ºÉRMÉÒiÉ®ixÉÉEò®ä Ê´ÉÆ¶ÉÊiÉ& MÉÖhÉÉ& ´ÉÉMMÉäªÉEòÉ®±ÉIÉhÉi´ÉäxÉ =HòÉ&*
jÉªÉÉän¶É¶ÉiÉEòÉi{ÉÚ́ ÉÆÇ VÉÒÊ´ÉiÉäxÉ ¶ÉÉRÇÂMÉnä́ ÉäxÉ ®ÊSÉiÉÆ ́ ÉÉMMÉäªÉEòÉ®±ÉIÉhÉÆ +xÉäEòÉxÉÂ ºÉRÂMÉÒiÉYÉÉxÉÂ,
®SÉxÉÉEòÉ®ÉxÉÂ, {ÉÚ́ ÉÇEòÉ±É±ÉIÉhÉOÉxlÉÉxÉÂ SÉ ÊxÉ®ÒIªÉ º´ÉÉÊ¦É|ÉÉªÉähÉ ºÉ¨ÉÉªÉÉäÊVÉiÉ¨ÉÂ ¦É´ÉÊiÉ* B¹ÉÉÆ
±ÉIÉhÉÉxÉÉÆ BEòjÉ ºÉÊzÉ´Éä¶É& ¨ÉÙkÉÙº´ÉÉÊ¨ÉnÒÊIÉiÉä p¹]ÖÆõ ¶ÉCªÉiÉä* BiÉä¹ÉÉÆ ±ÉIÉhÉÉxÉÉÆ ºÉ¨Éx´ÉªÉ&
+¹]Én¶É¶ÉiÉEäò nÒÊIÉiÉä iÉºªÉ EÞòÊiÉ¹ÉÖ SÉè´É {ÉÚhÉÇiÉÉ¨ÉMÉÉÊniªÉÊ{É EòlÉxÉ¨ÉÖÊSÉiÉ¨Éä´É*
¨É½ÉEòÉ´ªÉ±ÉIÉhÉ¨ÉÖHòẤ ÉÉ +xiÉä nÊhbxÉÉ B´É¨ÉÂ =HòÆ* ""xªÉÚxÉ¨É{ªÉjÉ ªÉè& EòèÊ¶SÉnRÂMÉè& EòÉ´ªÉÆ
xÉ nÖù¹ªÉÊiÉ ªÉtÖ{ÉÉkÉä¹ÉÖ ºÉ¨{ÉÊkÉ®É®ÉvÉªÉÊiÉ iÉÊun&'' <ÊiÉ* BiÉnxÉÖ®ÉävÉÆ ÊSÉxiªÉiÉä SÉäiÉÂ EòºªÉÊSÉiÉÂ
±ÉIÉhÉºªÉ xªÉÚxÉiÉÉªÉÉ¨ÉÊ{É nÒÊIÉiÉ& ¶ÉÉRÇÂMÉnä́ ÉäxÉ =HòºªÉ ±ÉIÉhÉºªÉÉxÉÖºÉÉ®Æ =kÉ¨É´ÉÉMMÉäªÉEòÉ®Éä
¦É´ÉiÉÒÊiÉ ́ ÉHÖÆò ¶ÉCªÉ¨ÉÂ*

ºÉ½ÉªÉEòOÉxlÉÉ&

1 ¶ÉÉRÇÂMÉnä´É&
ºÉRÂMÉÒiÉ®ixÉÉEò®¨ÉÂ
EòÊ±±ÉxÉÉlÉ& (´ªÉÉJªÉÉxÉÆ)
SÉÉèJÉ¨¤ÉÉ ºÉÙ®¦ÉÉ®iÉÒ |ÉEòÉ¶ÉxÉÂ, ́ ÉÉ®ÉhÉºÉÒ-2011

2 +ÉSÉÉªÉÇ& ¸ÉÒ ®É¨ÉSÉxpÊ¨É¸É&
       EòÉ´ªÉÉn¶ÉÇ&
       SÉÉèJÉ¨¤ÉÉ Ê´ÉtÉ¦É´ÉxÉÂ
       ´ÉÉ®ÉhÉÊºÉ 2005

3 Compiled & Edited by T K Govinda Rao
Compositions of Mudduswami Dikshitar
Ganamandir publications
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 Indira Nagar, Chennai F E 1997
4 Notated by Dr. S. Bhagyalakshmy

Muthuswami Dikshitar Navagraha Krithis
C B H Publications. F E 2009

5 Dr. S Bhagyalakshmy
Muttuswami Deekshitar Sampoornakritikal
C B H Publications. 2007
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Keerthy Mary Francis

LIFE, PERSONALITY AND CONTRIBUTION OF
JOHANN ERNEST HANXLEDEN

J.E Hanxleden, the first indologist, was an European who made a
great wave in literature. He is also known as Arnos Pathiri, where
Ernest changed to Arnos and Padre to Pathiri.1 The contribution of
Hanxleden is precious to the branches of literature, culture and
indology. In the opinion of R. Narayana Panicker, the author of
Keralabh¡À¡s¡hityacaritraÆ, Hanxleden was an European who lived
after the age of Ezhuttacchan.2 Dr. Kurias Kumbalakuzhi opined that
Arnos Pathiri was the most enlightened personality among the western
in Kerala.3 Dr. Thankappan Nair specified that is ‘Father Haxleden
Pioneer Indologist’.4 In the opinion of Max Muller, Hanxledn was a
Sanskrit scholar better than his contemporary scholars.5 Ulloor says
that he is the most important person among foreign Christians.6 Arnos
Pathiri is the writer of second grammar text, first poet of elegy, author
of first kha¸·ak¡vya, and first Bible poet, in Kerala.7

Earlier life of Pathiri

J.E. Hanxleden was born in 1681 AD. His birthplace is
Ostercapplen which is a small town in Northern West Germany. He
made his philosophical studies in Osnabruck which is his hometown.
There is no information about his parents. There is a Goan catalogue
in Goa for documentation of life of Jesuit missionaries. So the
personal information about Hanxleden can be collected from that
catalogue. Hanxleden had started his journey to India at his age of
twenty. He travelled with Fr. William Mayor William Webber and
Shillingar. But before the ship reached in India, Mayor and Webber
passed away accidently. Arnos Pathiri worked about 31 years in
India, and spent a lot of his life time in Kerala.
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The way of journey of his life

Arnos Pathiri started his journey from Germany, his motherland.
After a long journey of two years, he arrived at Surat in1700. Then
he reached Goa and went to Kochi. He went to St. Paul church and
joined to the institution of Jesuits in Ambazhakkad which is situated
in Thrissur. He also worked at Puthenchira, Kodungalloor,
Kaduthuruthy, Kuruvilangad and Velur. He became ill when he was
working at Pazhuvil and afterwards  he travelled to Velur. The doctors
prescribed opium for his illness. The natives of Velur were travelling
to Palakkad for business purchases. So opium was available at those
market places. In Velur, first he lived in Pazhayangadi. After that he
shifted to Sramamkodu- Vengillassery , a hill place. There he
engagedin his social activities and by his initiation a tower and church
was constructed. Arnos Pathiri continued his progressive thoughts
and become a great personality among the people of Velur.

In the period which he lived in Velur, he wrote many books in
Sanskrit and Malayalam. One time a namp£tiri called him like
Ga¸apativ¡hanaripunayana, Cat- eyed person. Then Arnos replied
that Da¿arathanandanad£tamukha, monkey- faced person. In another
occasion, an Elayad told that ‘pathiri 8 villinu bahuvi¿eÀam¡¸e’.
Then Pathiri replied that ‘elayat¡yal e¶¶am nannu’.9 Here we can
understand the scholarship of  Pathiri in both Malayalam and Sanskrit.
In the last period of Arnos Pathiri, he spent at Pazhuvil in Thrissur.
His life came to an end on 21 March 1732 at Pazhuvil.

Education and Activities

Arnos Pathiri became the private secretary of Kodungalloor Bishop
when he priest. Then he practiced horse riding period of life in
Mattom. He met Sankaran Elayad at Velur while his rides. They
became friends and he met Azhvanchery thambrakkal through
Sankaran Elayad. He recognized that there had an institution to study
Sanskrit at Thrissivaperoor, where only high caste Hindu persons
were admitted for education in these types of institutions. However
the management admitted Pathiri, because they recognized about
the scholarship of Pathiri. This decision made the Sanskrit language
and Indian culture in front of the world. However the texts are
recovered after many years from his death.

Arnos Pathiri followed the styles of Ezhuttacchan and Poonthanam
for his literary works. He followed Ezhuttacchan in poetic style. So
the scholars opinioned that he is an Ezhuttacchan among Christians.
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Arnos Pathiri also took concepts from Indian tradition to his literature
where the higher authorities take decision that Christians would not
read the text of Indian Hindu poets.

The period which he lived in Velur, it was the golden time his
writings. In that time, he studied Siddhar£pa, Amarako¿a, P¡¸in¢yaÆ
etc. He also studied the yamaka poem YudhiÀ¶iravijaya of V¡sudeva
and took a copy of text himself.

In the time of his service, he understood that the local Malayalam
language and Sanskrit are very useful in his activities. So he studied
Sanskrit under the scholars namely, Kuµµan namp£tiri and K¤À¸an
namp£tiri who were lived in Kalady, near to Angamaly. Many other
Jesuits were trying to become scholars in Sanskrit. However none of
them get the grace in language than Arnos Pathiri.

 Contributions

The works of Arnos Pathiri are different types. They include
grammar, dictionary, commentary, biography etc. He had been
writing letters to his homeland regularly. His letters do not contain
the details of his contributions. Those manuscript letters are preserved
at Ecole, St. Genevieve in Paris. But there haven’t got any
chronological order of books of Arnos Pathiri. However Fr. Paulinus
recorded a table of works of Arnos Pathiri. Mi¿ih¡¶e P¡na or
Puttanp¡na, Umm¡¶e DukhaÆ, Vy¡kulaprabandhaÆ, CaturantyaÆ,
Malayalam- Portuguese dictionary, Malayalam- Portuguese grammar,
Malayalam- Sanskrit dictionary, Sanskrit grammar, Umm¡parvaÆ,
Ave Marie Stella, Grammatica Grandonica, Genova ParvaÆ,
Atm¡nut¡pam, Studies about YudhiÀ¶iravijaya, VasiÀ¶asara,
Vedantas¡ra, AÀ¶avakrag¢t¡ etc. are the works of Arnos. Most of
them are in the Grantha script.

The Umm¡¶e DukhaÆ is mentioned as the first book of Arnos
Pathiri. Some historians opinion that Puttanp¡na is the first book of
Pathiri.10 After Puttanp¡na, he wrote CaturantyaÆ which includes
Mara¸aparva, Vidhiparva, Narakaparva and MokÀaparva. It is also
known as Paµcaparva with Umm¡parva. The Europeans learned
great literature of India through the Sanskrit Portuguese dictionary
of Arnos Pathiri. The foreigners thought that India was a dark
continent. But they understood the real state of literature after the
great attempts of Arnos Pathiri. Arnos Pathiri used Greek Elegy11 for
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some of his literal works. There have two divisions in works of Arnos
Pathiri.

1. Contributions to Malayalam language and literature.

2. The technical works to understand the Sanskrit and
Malayalam languages to foreigners.

Mi¿ih¡¶e P¡na

Mi¿ih¡¶e P¡na or Puttanp¡na is known as the first text of
Arnos Pathiri. It is also known as K£da¿ap¡na or RakÀ¡karaveda
k¢rttanaÆ. It describes the biography of Jesus Christ. It is written in
Sarpi¸i metre, which is also known as p¡na metre.12 The poet
considers myths related to Bible and catholic heritages. Pathiri wrote
this p¡na in thirteen sections. But the twelfth chapter is another book,
especially different from the p¡na, namely Umm¡¶e Dukham. The
poem begins with ‘Amma kanni’13 is known as Umm¡¶e Dukham
and the people usually consider it as Puttanp¡na. The manuscript
library of Kerala University published this text namely K£d¡¿ap¡na.14

An old hand written copy of the text recovered from Kottayam
Kurichithanam Illam.15 It is the old one which available now.

Umm¡¶e DukhaÆ

The poem describes the harms of Jesus Christ which is from the
view of mind of Mary. Through this poem, he shows a new face of
mother Mary, which the world never saw before. The metre of the
poem is Natonnata. The heroine is Mary. Prof. Mathew Ulakamthara
compared the poem with G¡ndh¡r¢vil¡¸ in Str¢parva. Some scholars
mentioned that Umm¡¶e DukhaÆ and Vy¡kulaprabandhaÆ are the
first elegies in Kerala.16 The tone of the poem is like Vaµcipp¡¶¶u.
But the people of Kerala use a sad tone for singing of the poem. The
poet uses some local words for the lines.

As the description of Fr. Paulinus, Umm¡¶e DukhaÆ consists
seven sad moments. The words of Semon on the occasion of the
commitment of child in the chapel, escape to Egypt to protect child
from the murder attempt of King Herodes, the missing incident of
Christ at his twelfth age on Jerusalem Church, the face to face view
of both mother and son with cross, the view of crucification, an army
man stabs the chest of Christ with spear, and take place the body of
Christ in grave are the seven moments of sadness of mother Mary.
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CaturantyaÆ

The text with Christian philosophy and poetic qualities is
CaturantyaÆ. There describes the four states of man in the end of
the life. The text contains four chapters, namely, mara¸aparva,
vidhiparva, mokÀaparva and narakaparva. The metres used in this
text are g¡th¡, k¡ka½¢ and ka½ak¡µc¢. The text is an imitation of
Mah¡bh¡rata of Ezhuttaccan and K¤À¸ag¡th¡ of Ceru¿¿eri.
Mara¸aparva contains the story of a man, whose last talk with things
which he sees. Vidhiparva consists the description about the
karmaphala of a man after death. Narakaparva consists the description
of problems in hell. MokÀaparva is about the description of heaven
and its facilities.  The MokÀaparva also consists astronomical details.17

Vy¡kulaprabandhaÆ

It is the poem which likes Umm¡¶e DukhaÆ. It has sixty three
sections. The metres are Indravajra, Upendravajra, and Upaj¡ti. The
theme is the sorrow of mother Mary who stands under the cross.

Umm¡parvaÆ

Umm¡parvaÆ consists the whole story of mother Mary from birth
to ascendance. Here describes Mary who remembering the duties. It
is different from the theme of Umm¡¶e DukhaÆ. The scholars
mention that PaµcaparvaÆ is a great text which includes
CaturantyaÆ and Umm¡parvaÆ. The metre in Umm¡parvaÆ is
Keka. It consists 477 verses and each of them has fourteen letters.
He used the yamak¡la´k¡ra in different verses of the poem. He didn’t
fail to compose it with V¤tta and Ala´k¡ra. In Umm¡parvaÆ, Arnos
Pathiri uses Sanskrit words more in text. Some lines are completely
written in Sanskrit

Yoddh¡ sa¿cayuÀmasu yuÀmasu jetacasaÅ
Yoddh¡sah¡ye daivasaÆyuge kon¢¿varan (verse 347)18

The end of Umm¡parvaÆ, Pathiri describes the events mentioned
in the acts of apostles including the persecution by the Roman
emperors and martyrdom of early Christians.

Grammatica Grandonica

Grammatica Grandonica is a great contribution of Arnos Pathiri
to Sanskrit. It consists the introduction to declension and survey of
paradigms. It explains the use of cases, gender and compound. The
second part is devoted to the verbal conjugation. The other three
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parts discuss about syntax of cases, rule of sandhi and adverb
formulation. An alphabeticum is explaining the Malayalam
characters. Then a phonetically part and alphebeticum are not
available now. Arnos Pathiri chose Latin as the meta-language for
his Sanskrit grammar. The method of this text is descriptive and
pragmatic. The text provides not to historical nor phonetical
explanations. Toon Val Hal and Christophe Vielle are trying to make
a critical edition of the text. Now there is available a photographical
reproduction and transcription of the text in online. They say that
Hanxleden made very limited use of punctuations. The Sanskrit part
is written in Grantha Malayalam characters.

The manuscript of Grammatica Grandonica retrieved on twenty
fifth May 2010 from the Carmalite Monastery in Montecompatri,
near Rome.19 It is an important matter that Arnos Pathiri begins the
text with the word ‘v¤kÀaÅ’.20

Malayalam Portuguese dictionary

 Malayalam Portuguese dictionary is also named as Dictionarium
Malabarico Lusitanium. The dictionary published by Kerala Sahitya
Academy in 1988.21 That dictionary recovered by Prof. P.V.
Ulahannan Mappila from Archaives in Rome. It begins with the
declension of noun ‘villu’.22

Multi lingual dictionary

Arnos Pathiri also wrote a multi-lingual dictionary. It is a
Malayalam- Sanskrit- Portuguese dictionary. It is also known as
Vocabularium Malabarico Samscradamico Lusitanum. But Arnos
Pathiri wrote this dictionary as incompletely. He wrote till the letter
‘ta’. Then Antony Pimenton, the Kodungalloor Bishop completed
the dictionary.23

Genova ParvaÆ

It is a story from German folks. The story contains the presence
of mother Mary. So Arnos might be taking the story for his text.
Genova and Sypresso got married. The king Sypresso went to battle
after their marriage. Then the minister Gelover said about his love
towards Genova, but she rejected it. The minister locked her in jail
and the king was misunderstood by him. The king ordered to kill her
and child. However the soldiers relieved them on forest. After some
days, Sypresso called back Genova when he realized the truth. Then
the king killed the minister. Arnos Pathiri uses simple lines in this
poem.
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Ave Marie Stella

Arnos Pathiri translated a text named Ave Marie Stella. The basic
text is in Latin. But the translation of this text is not available now.
The text contains twelve parts. Paulinus says that it translated as
‘Dv¡da¿a bh¡skaraÅ’.24

Atm¡nut¡paÆ

Some scholars opinioned a text named Atm¡nut¡paÆ is written
by Arnos Pathiri. The text contains the repentance of a sinner. C.K.
Mattom says that there has no text named Atm¡nut¡paÆ which Arnos
Pathiri as author. There has also no evidence about the text in the
records of Paulinus.

A study about YuddhiÀ¶iravijaya

There has a mention about the study on YuddhiÀ¶iravijaya by
Arnos Pathiri YuddhiÀ¶iravijaya25 is a Sanskrit Yamaka poem of
V¡sudeva Bha¶¶atiri. Fr. Paulinus recorded that YuddhiÀ¶iravijaya
is written by the Arnos, but really it might be copied by Arnos Pathiri
manually.

Paulinus and Arnos

Paulinus Pathiri informed about the texts of Arnos Pathiri to
Europe. Paulinus wrote a letter from Vienna to Fr. Alexis OCD in
1799 about the manuscripts of Hanxleden.26 He mentioned in letter
that some contradictors of Catholics burned manuscripts from
manuscript library in Paris. But the scholars do not accept the records
of Paulius as completely true. He mentioned YuddhiÀ¶iravijaya as
book of Arnos Pathiri. The details from Vatican show the name of a
text as Mi¿ih¡caritraÆ P¡na. But Paulinus noted that as Mi¿ih¡¶e
P¡na. He says that P¡na has twelve parts. But Scholars mention that
the twelfth chapter of the text is a different text. So unless the twelfth
chapter, there have thirteen chapters in it. Paulinus did not mention
about the texts like Umm¡parvaÆ, Vy¡kulaprabandhaÆ etc in his
list.27 The Siddhar£pa of Palinus is completely a copy of Grammatica
Grandonica of Arnos Pathiri.

Conclusion

From the study of texts of Arnos Pathiri, there has been seeing
the depth knowledge of the political, literal, cultural, and religious
matters. The texts are published in Europe, fifty years after his death.
Fr. Paulinus helped to publish those books. Lord Meccale said that a
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single shelf of a good European library was worth the whole native
literature of India and Arabia.28 But there have so many people like
Arnos, who knows the wisdom world of India. They show the reality
to the world. There have many mistakes in the literature of texts of
Arnos Pathiri. But C.K. Mattom opinioned that the mistakes might
be making through the illiterate scribes or careless of press etc. James
Puliurumbil noted that Arnos Pathiri used pure Malayalam firstly
other than Ma¸iprav¡laÆ style in Kerala.29 The main intension of
Arnos Pathiri was composing of Christian devotional texts to give to
Christian community as similar as R¡m¡ya¸a and Mah¡bh¡rata.30

He found the descriptions of salvation from Sanskrit and Malayalam
literature, which supported Christian thoughts. And he used those
ideas in his texts. Sukumar Azheekkode says that there has a position
for Arnos Pathiri next to Ezhuttacchan. Arnos Pathiri brought
modernity to literature. And books of Arnos remember us the
philosophy to the modern age.31

End Notes

1. J.J. Pallath, Arnos Padiri, 1994, p.62; The article written by Mathias
Mundadan.

2. John Joffy C.F, Arnos Pathiri, 2009, p.143.

3. Kurias Kumbalakuzhi, Keralakavitayile Tenum Vayampum, 2011,
p.134.

4. N.V.P. Unnithiri, Samsk¤tattile Nizhalum Veliccavum,1998, p.26.

5. Fr. C.K. Mattam, Arnos Pathiri, p.35.

6. Ulloor, Keralas¡hityacaritraÆ, 2015, p.918.

7. John Joffy C.F, opp.cit, p.25.

8. Pathiri is a type of tree which used to make bow.

9. J.J. Pallath, op.cit, p.50.

10. Vincent Kiralur, Arnos Pathiri, 2016, p.32.

11. An Elegy is a sorrow poem, usually written to praise and express sorrow
for someone’s death.

12. John Joffy C.F., op.cit, p.21.

13. Amma kanni ma¸i tante nirmala dukhangalippol
Nanmay¡le manasu¶¶u ke¶¶ukon¶¡luÆ-Two lines from the Umm¡¶e
Dukham .

14. John Joffy C.F., op.cit, p.15.
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15. Ibid, p.54.

16. The history of literature mentioned ‘Oru vil¡paÆ’ of C.S. Subrahmannian
Potti is the first elegy of Malayalam. Some scholars consider Vil¡paviÆ¿ati
of Na¶uvattaccan or G¡ndh¡r¢vil¡pa of Ezhuttaccan in that position.

17. Abraham Adappur, Ernst turned Arnos, p.132.

18. Arnos Smruthi, Arnos academy, Velur, 2017, p.36.

19. Abraham Adappur, op.cit, p.102.

20. In Kerala, normally the siddhar£pa begins with cases of v¤kÀaÅ from the
influence of Buddhism.

21. Kurias Kumbalakuzhi, op.cit, p.24.

22. Villu- Bow; Villin¶e- Of the bow; J.J Pallath, op.cit, p.26.

23. Mathew Ulakamthara, Arnos Pathiri, 1982, p.44.

24. N.V.P. Unnithiri, op.cit, p.28.

25. The text is with complete essence of Mah¡bh¡rata.

26. Abraham Adappur, op.cit, p.92.

27. Kurias Kumbalakuzhi, op.cit, pp.29-30.

28. C.K. Mattom, op.cit, p.41.

29. James Puliurumbil, Arnos Pathiri, 2015, p.14.

30. Ibid, p.16.

31. Musafar Ahammed, Arnos Pathiri, 2013, pp.52-53.
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Introduction

Buddhacarita and Saundarananda are the two ancient Mah¡k¡vyas
in Sanskrit. Manuscripts of these two mah¡k¡vyas were discovered
in the manuscript collection of the king of Nepal. However, the most
of the part of Buddhacarita was lost, it is restored in 1898 by
Mah¡mahop¡dhy¡ya Haraprasad Sastri. According to him
Saundarananda is the later product of A¿vaghoÀa. He says that
maturity and confidence in writing shows that Saudarananda is a
later production than Buddhacarita.

The main plot of Sundarananda is the story of Nanda and his
wife Sundari. The oldest description of Nanda legend is found in
P¡li literature, mainly in Ud¡na, Dhammapada and J¡takas etc.
A¿vaghoÀa made some changes in the plot and names of characters
in Saundarananda from these legends. The text contains eighteen
chapters. Chapter twelve to sixteen  are highly philosophical and it
contains advices of Buddha. Many technical terms in Buddhism  can
see here. A¿vaghoÀa tried to convey these ideas among layman
through k¡vya.

Basic Buddhist Principles discussed in Saundarananda

Concept of S¢la in Buddhism

In Buddhism, moral virtue is the foundation of spiritual path
through a fixed attachment to ethical perception and vows is seen as
a hindering fetters. Virtue generates freedom from remorse and this
leads through gladness and joy to meditative calm, insight and
liberation on the basis of developing d¡na, the Buddhist cultivate

Gopika. G

BUDDHIST PRINCIPLES REFLECTED IN
SAUNDARANANDA
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S¢la (virtue) by observing ethical precepts. The most common of
which are the five virtues (Paµca¿¢l¡ni) the vowel of each of these
begins. ‘I undertake the rule of training to abstain from ...’ The five
abstentions are from.....’. The five abstentions are from: Panatip¡ta
(Harming living beings),  Adinn¡d¡na (Taking what is not given),
K¡mesumicch¡c¡ra (misconduct concerning sense- pleasure),
Mus¡v¡dam (False speech) and S£r¡merayamajjapamadatth¡na
(Unmindfull state due to alcoholic drinks or drugs). Each precept is
a rule of training as is each item of the monastic code, which is a
promise or vow to oneself.  While each precept is expressed in
negative wording  as an abstention, one who keeps these rules of
training increasingly comes to express positive virtues.

As the roots of unskillful action are weakened the natural dept-
purity of the mind can manifest listed each precept thus has a positive
counterpart respectively: kindness and compassion, generosity and
renunciation, joyous, satisfaction with one’s own wife, contentment
loving truth by searching it out recognizing falsity and attaining
precision though, mindfullness and awareness. Contentment is seen
as the greatest of all wealth.

These  are the first steps for attaining Arhatship. Buddha advices
that to achieve the ultimate wisdom we should control our senses
and worldly pleasures. These ideas are reflected in chapter thirteen.

+iÉ& |É¦ÉÞÊiÉ ¦ÉÚªÉºi´ÉÆ ¸ÉräùÎxpùªÉ{ÉÖ®ú& ºÉ®ú&*
+¨ÉÞiÉºiªÉÉ{ªÉªÉä  ºÉÉè̈ ªÉ ´ÉÞkÉÆ ®úÊIÉiÉÖ̈ É½ÇþÊºÉ** (13.10)
|ÉªÉÉäMÉ& EòÉªÉ´ÉSÉºÉÉä ¶ÉÖrùÉä ¦É´ÉÊiÉ iÉä iÉlÉÉ*
=kÉÉxÉÉä  Ê´É´ÉÞkÉÉä MÉÖ{iÉÉä%xÉ´ÉÎSUôpºiÉlÉÉ EÖò¯û** (13.11)
=kÉÉxÉÉä ¦ÉÉ´ÉEò®úhÉÉÊuù́ ÉÞiÉ¶SÉÉ{ªÉMÉÚ½þxÉÉiÉÂ*
MÉÖ{iÉÉä ®úIÉhÉiÉÉi{ÉªÉÉÇnùÎSUôpù¶SÉÉxÉ´ÉtiÉ&**  (13.12)

 In these two verses author explains importance of purity of mind
and body.  According to him a monk’s body, mind and speech must
be innocent transparent and clear.

¶É®úÒ®ú´ÉSÉºÉÉä& ¶ÉÖrùÉè ºÉ{iÉÉRÂóMÉä SÉÉÊ{É Eò¨ÉÇÊhÉ*
+ÉVÉÒ´ÉºÉ¨ÉÖnùÉSÉÉ®Æú ¶ÉÉèSÉÉiºÉÆºEòiÉÖÇ̈ É½ÇþÊºÉ** (13.13)

Here the poet mentioned about purity in karmas or actions and
purity in body and speech. ºÉ{iÉÉÆRÂóMÉäEò¨ÉÇÊhÉ means abstentions  from
Panatip¡ta, Adinn¡d¡na K¡mesumicch¡c£ra, Mus¡v¡dam,
Pisunav¡ca, Pharusavacanam, Sampphasamphapplapa.
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In these first three Karmas are called á¡r¢rika or boldly and next
four karmas are known as  v¡cika or oral.1

Brahmacarya

Brahmacarya is an important ¿¢la for monks. The word
Brahmacarya means not only the avoidance sexual conduct, but it
meant the all routines of a monk’s daily life.

iÉº¨ÉÉSSÉÊ®újÉºÉÆ{ÉzÉÉä ¥ÉÀSÉªÉÇÊ¨ÉnÆù SÉ®ú*
+hÉÖ̈ ÉÉjÉä¹´É´Étä¹ÉÖ ¦ÉªÉn¶ÉÔ oùfµÉiÉ&** (13.20)

Brahmacarya includes: Panatip¡ta virati, Adinn¡d¡na virati,
K¡mesumicch¡c¡ra virati, Mus¡v¡da virati, S£r¡merayamajjapama
datth¡na virati, Vikalabhojana virati (avoid food at afternoon),
Naccag¢tav¡dita visukadar¿ana virati (avoid music dance etc..),
M¡lagandhavilepanadh¡ra¸ama¸·anavibh£Àa¸adh¡ra¸a virati
(avoid ornaments, perfumes etc..), Ucca¿ayanamah¡¿ayana virati
(avoid soft bed), J¡nar£parajatapatigahana virati (not accept Gold
and Silver). These are known as da¿a ¿¢la.2

Concept of Four Noble truth and Eight-fold path Saundarananda

The four holy truths or Ëryasaty¡ni comprise the more advanced
teaching of Buddha. They are: Dukkha (sufferings or misery), Dukkha
Samud¡ya (cause of misery), and AÀ¶am¡rg¡ni (eight-fold path),
The word Dukkha refers to all those things we would like to be other
wise.

Buddha said that desire lead to suffering and liberation from these
suffering is possible.  The eight fold path leads to cessation of dukkha,
The path has eight factors. (They are Samyagd£Àti (Right view or
understanding), SamyaksaÆkalpa (right thought), Samyagv¡ca (right
speech), Samyakkarm¡nta (right action), Samyag¡j¢va (right
livelihood), Samyaksm£ti (right  attentiveness) Samyaksam¡dhi
(right concentration)).

Chapter Sixteen (Ëryasatyavy¡khya) of Saundarananda
exclusively deals with the concept of four notable  truth and eight-
fold path. Referring to these the poet says:

¤ÉÉvÉÉi¨ÉEÆò nÖù&JÉÊ¨ÉnÆù |ÉºÉHÆò nÖù&JÉºªÉ ½äþiÉÖ& |É¦É´ÉÉi¨ÉEòÉä%ªÉ¨ÉÂ*
nÖù&JÉIÉªÉÉä ÊxÉ&ºÉ®úhÉÉi¨ÉEòÉää%ªÉÆ |É¶É¨ÉÉªÉ ¨ÉÉMÉÇ&** (16.4)

There is suffering which is continuous and whose essence is agony;
there is cause of suffering whose essence is the origination remove.
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There is the destruction of suffering, whose essence is the origination
there is the destruction of suffering, whose essence is escape and
there is the path to tranquility where essence is protection. In the first
noble truth of Dukkha lying in T¤À¸¡ (thrust). This realization is
named as second noble truth T¤À¸a or thirst leads to rebirth. There is
a chain of causation, like impression, consciousness, sensation, T¤À¸¡
etc.. are linked with the second noble truth. All of them lead to
suffering  and sorrow.3

The third Noble  Truth deals with the cessation of suffering.  In
the end of causation of all desires. sorrow and suffering can be
automatically destroyed. A¿vaghoÀa  expounds that desires in many
forms are the cause of birth; therefore, one should eradicate them if
he wishes to be free from sufferings. The fourth noble truth is called
the eight-fold path of AÀtangam¡rga. The eight aspects of a´gas of
this path are right view. i.e., the world is full of suffering because of
desire and by destroying desire one can be attain  liberation.

Right aspiration, i.e., do not love the material pleasures. Love
humanity, Right speech, i.e., always speak truth. Right conduct i.e.,
do good action without selfish motive.

Right livelihood. i.e., man should obtain his livelihood by right
means only, Right effort, i.e., one should have control over his
thought. Right mindedness, i.e., knowing the mortality of the body
and Right Concentration i.e., Practice of meditation. A¿vaghoÀa
describes the Eight-fold path the last constituent of noble truth.

+ºªÉÉ¦ªÉÖ{ÉÉªÉÉä%ÊvÉMÉ¨ÉÉªÉ ¨ÉÉMÉÇ& |ÉYÉÉÊjÉEò±{É& |É¶É¨ÉÊuùEò±{É&*
ºÉ ¦ÉÉ´ÉxÉÒªÉÉä Ê´ÉÊvÉ´ÉnÂù¤ÉÖvÉäxÉ ¶ÉÒ±ÉÉä  ¶ÉÖSÉÉè  ÊjÉ|É¨ÉÖJÉä  ÎºlÉiÉäxÉ** (16.30)

The method of attain this cessation of defilements is the path which
consists  of three-fold insight (Prajµa) and two-fold quiescence
(pra¿ama). It should be practiced appropriately by the wise who abide
in the three fold pure discipline (¿¢la).

In Saundarananda, A¿vaghoÀa classified the eight-fold path into
three divisions-

1. á¢la (the code of conduct)

A¿vaghoÀa described ¿¢la as

´ÉÉCEò¨ÉÇ ºÉ¨ªÉEÂò ºÉ½þEòÉªÉEò¨ÉÇ ªÉlÉÉ´ÉnùÉVÉÒ´ÉxÉªÉ¶SÉ ¶ÉÖrù&*
<nÆù jÉªÉÆ ´ÉÞkÉÊ´ÉvÉÉè  |É´ÉÞkÉÆ ¶ÉÒ±ÉÉ¸ÉªÉÆ Eò¨ÉÇ{ÉÊ®úOÉ½þÉªÉ** (16.31)
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Right action of speech and body and right livelihood are based
on morals. These three aspects (A´gas) should be practiced in the
course of conduct for possession of action.

2. Prajµ¡ (Intuitive Wisdom)

Explaining this the poet says-

ºÉiªÉä¹ÉÖ nÖù&JÉÉÊnù¹ÉÖ oùÎ¹]õ®úÉªÉÇ ºÉ¨ªÉÎM´ÉiÉEÇò¶SÉ {É®úÉGò¨É¶SÉ*
<nÆù jÉªÉÆ YÉÉxÉÊ´ÉvÉÉè |É´ÉÞkÉÆ  |ÉYÉÉ¸ÉªÉÆ C±Éä¶É{ÉÊ®úIÉªÉÉªÉ** (16.32)

Right vision, right thought and right effort should be practiced in
the process of acquiring knowledge for the abolition of the miseries.

3. áama or Sam¡dhi (contemplation)

Sam¡dhi is the state of spiritual ecstasy consequent on complete
elimination of all sense of separateness resulting from continued
meditation on reality. It is the last  stage of the Noble Eight-fold
path, and the prelude to Nirv¡¸a.4 Following verse indicate this

xªÉÉªÉäxÉ ºÉiªÉÉÊvÉMÉ¨ÉÉªÉ ªÉÖHòÉ ºÉ¨ªÉEÂò º¨ÉÞÊiÉ& ºÉ¨ªÉMÉlÉÉä ºÉ¨ÉÉÊvÉ&*
<nÆù  uùªÉÆ ªÉÉäMÉÊ´ÉvÉÉè |É´ÉÞkÉÆ ¶É¨ÉÉ¸ÉªÉÆ ÊSÉkÉ{ÉÊ®úOÉ½þÉªÉ** (16.33)

To approach truths properly, right retention and right
contemplation are necessary. These two bases on tranquility should
be practiced.

Conclusion

Saundarananda, one of the two Mah¡k¡vyas of A¿vaghoÀa is
the exclusively written for the propagation of Buddhist principles.
This work was probably composed earlier than the Buddhacarita
and belongs to the class of ornate court poetry. Its theme is the legend
of conversion of reluctant Nanda, the half brother of Buddha.

The first and last aim of Saundarananda is the propagation of
Buddhist principles. A¿vaghoÀa considered this work as a tool for
attaining liberation. For acceptance and popularity among all class
of people, he wrote it in a k¡vya style with simple and lucid language.
A¿vaghoÀa tried to convey the hoghly philosophical ideas of
Buddhism in society through his literary skill.

End Notes

1. Saundarananda, Madhavan Aiyyappath, K.K Yateendran (Ed.), Kerala
Sahitya Akademi, Thrissur, 2012. p.218.
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2. ibid., p.219.

3. Vedagya Arya, ‘The concept of Buddhism as depicted in Buddhacarita
and Saundarananda’ Journal of Indian and Buddhist Studies, (Vol.41),
Dec.1992, p.527.

4. K. Krishna Murthy, A Dictionary of Buddhist Terms and Terminologies,
Sandeep Prakashan, New Delhi, 1999, p.28.
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Vinodkumar N. T.

+É¨ÉÖJÉ¨ÉÂ

¦ÉÉ®úiÉÒªÉºÉÆºEÞòiÉºÉÉÊ½þiªÉÊ´ÉSÉÉ®äú +±ÉRÂóEòÉ®úÉhÉÉÆ |É¨ÉÖJÉÆ ºlÉÉxÉ¨ÉÂ ́ ÉiÉÇiÉä* +±ÉRÂóEòÉ®úÊSÉxiÉÉ
¦É®úiÉ¨ÉÖxÉä& xÉÉ]õ¬¶ÉÉºjÉÉnùÂ +É®ú¦ÉiÉä* ¦É®úiÉ& xÉÉ]õ¬¶ÉÉºjÉä ¹ÉÉäb÷¶ÉÉvªÉÉªÉä jÉÒxÉÂ +lÉÉÇ±ÉRÂóEòÉ®úÉxÉÂ
BEòÆ ¶É¤nùÉ±ÉRÂóEòÉ®Æ SÉ |ÉÊiÉ{ÉÉnùªÉÊiÉ* ¦ÉÉ¨É½þ& ºÉÊ´ÉºiÉ®Æ iÉºªÉ Ê´É´ÉäSÉxÉÆ EÞòi´ÉÉ +¹]õËjÉ¶ÉnùÂ
+±ÉRÂóEòÉ®úÉxÉÂ EòÉ´ªÉÉ±ÉRÂóEòÉ®äú EòlÉªÉÊiÉ* {ÉÖxÉ®úÊ{É iÉºªÉ Ê´É¦ÉÉMÉÆ EÞòi´ÉÉ ¦ÉÉäVÉºªÉ EòÉ±Éä
ÊuùºÉ{iÉÊiÉ& +±ÉRÂóEòÉ®úÉ& {ÉÊ®úEòÎ±{ÉiÉÉ&* +±ÉRÂóEòÉ®úÉhÉÉÆ ´ÉMÉÔEò®úhÉÆ |ÉlÉ¨ÉiÉªÉÉ =nÂù¦É]õ&
+Eò®úÉäiÉÂ* ºÉ& +±ÉRÂóEòÉ®úÉxÉÂ ¶É¤nùÉ±ÉRÂóEòÉ®ú& +lÉÉÇ±ÉRÂóEòÉ®ú& SÉäÊiÉ Ê´É¦ÉVÉxÉ¨ÉÂ +EòÉ®úªÉiÉÂ*
ÊEòxiÉÖ ¦ÉÉäVÉ& iÉäxÉ ºÉÉEò¨ÉÂ =¦ÉªÉÉ±ÉRÂóEòÉ®ú¨ÉÊ{É +ªÉÉäVÉªÉiÉÂ* B´ÉÆ ºÉÆºEÞòiÉÉ±ÉRÂóEòÉ®ú¶ÉÉJÉÉ
Ê´ÉEòÊºÉiÉÉ* iÉjÉ +lÉÉÇ±ÉRÂóEòÉ®äú ={É¨ÉÉnùªÉ& +±ÉRÂóEòÉ®Éú& |ÉÊºÉrùÉ&*

¦ÉÉ®úiÉÒªÉºÉÆºEÞòiÉ{ÉÉ®ú¨{ÉªÉæ Ê´ÉÊ¦ÉzÉÉ& Ê´ÉSÉÉ®úvÉÉ®É& ºÉ\VÉÉiÉÉ&* iÉÉºÉÖ Ê´ÉSÉÉ®úvÉÉ®ÉºÉÖ nù¶ÉÇxÉÉxÉÉÆ
ºlÉÉxÉÆ |É¨ÉÖJÉÆ ¦É´ÉÊiÉ*"où¶ªÉiÉä +xÉäxÉ <ÊiÉ nù¶ÉÇxÉ¨ÉÂ'* ¦ÉÚ̈ ªÉÉÆ EòÉÊxÉSÉxÉ ´ÉºiÉÚÊxÉ xÉ·É®ÉÊhÉ
EòÉÊxÉSÉxÉ +xÉ·É®ÉÊhÉú SÉ* iÉÉÊxÉ ºÉ´ÉÉÇÊhÉ ́ ÉºiÉÚÊxÉ {É®úº{É®Ê¦ÉzÉÉÊxÉ ÊxÉªÉiÉº´É¦ÉÉ´ÉªÉÖHòÉÊxÉ SÉ*
BiÉä¹ÉÉÆ ́ ÉºiÉÚxÉÉÆ ÊxÉiªÉÉÊxÉiªÉÊSÉxiÉÉ B´É nù¶ÉÇxÉÉÊxÉ <iªÉÉSÉÉªÉÉÇ& EòlÉªÉÎxiÉ* +ÉÎºiÉEÆò xÉÉÎºiÉEòÊ¨ÉÊiÉ
nù¶ÉÇxÉºªÉ uäùvÉÉ Ê´É¦ÉÉMÉ&* ªÉä ´ÉänùºªÉ |ÉÉ¨ÉÉhªÉ¨ÉÂ +RÂóEòÒEÖò´ÉÇÎxiÉ iÉä +ÉÎºiÉEòÉ&, ªÉä xÉ
+RÂóEòÒEÖò´ÉÇÎxiÉ iÉä xÉÉÎºiÉEòÉ&* xªÉÉªÉ&, ºÉÉÆJªÉÆ, ªÉÉäMÉ&, ́ Éè¶ÉäÊ¹ÉEÆò, {ÉÚ́ ÉÇ̈ ÉÒ¨ÉÉÆºÉÉ, =kÉ®ú¨ÉÒ¨ÉÉÆºÉÉ
<ÊiÉ +ÉÎºiÉEònù¶ÉÇxÉÆ ¹É]Âõ|ÉEòÉ®äúhÉ Ê´É¦ÉVªÉiÉä* MÉÉèiÉ¨É&, EòÊ{É±É&, {ÉiÉ\VÉÊ±É&, EòhÉÉnù&,
VÉèÊ¨ÉxÉÒ, ´ªÉÉºÉ& BiÉä Gò¨É¶É& iÉä¹ÉÉÆ ={ÉYÉÉiÉÉ®úÉä ¦É´ÉÎxiÉ* iÉjÉ xªÉÉªÉ´Éè¶ÉäÊ¹ÉEäò |É¨ÉÖJÉÆ
ºlÉÉxÉ¨É±ÉRÂóEÖò¯ûiÉ&*

ºÉÆºEÞòiÉEòÉ´ªÉ¶ÉÉºjÉä +±ÉRÂóEòÉ®É&

¦ÉÉ¹ÉÉªÉÉ& ´ªÉÖi{ÉÊkÉ´ÉvÉÇxÉÉªÉ ªÉlÉÉ ´ªÉÉEò®úhÉ¶ÉÉºjÉ¨É{ÉäIÉiÉä, iÉlÉÉ EòÉ´ªÉ¶ÉÉä¦ÉÉ´ÉvÉÇxÉÉªÉ
+±ÉRÂóEòÉ®ú¶ÉÉºjÉ¨ÉÂ +{ÉäIÉiÉää* EòÉ´ªÉºªÉ ÊxÉ¨ÉÉÇhÉä nùÉä¹ÉMÉÖhÉÉ±ÉRÂóEòÉ®úÉnùÒxÉÉ¨ÉÂ +´ÉvÉÉxÉ¨ÉÂ
¶ÉÊHò¯ûx¨ÉÒ±ÉªÉÊiÉ* ®ú¨ÉhÉÒªÉÉlÉÇ|ÉÊiÉ{ÉÉnùEò¶É¤nùºªÉ |ÉªÉÉäMÉÉªÉ +±ÉRÂóEòÉ®ú¶ÉÉºjÉYÉiÉÉ +{ÉäIÉiÉä*
"<ÇªÉÖ¹ÉÒ ®úÉMÉ¨ÉÖ{ÉÉ¨ÉÉ ¶ÉÉ·ÉiÉÒxÉÉ¨ÉÂ'þ @ñM´Éänù&(1/11/55) "iÉnù{ªÉÖ{É¨ÉÉÎºiÉ' ¶ÉiÉ{ÉlÉ¥ÉÉÀhÉä(12/

={É¨ÉÉ±ÉRÂóEòÉ®ºªÉú ºÉÉoù¶ªÉÆ |ÉiªÉIÉ|É¨ÉÉhÉäxÉ EòlÉÆ Eò±{ÉªÉÊiÉ
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5/1/5)  <iªÉÉÊnù ́ ÉÉCªÉÉÊxÉ +±ÉRÂóEòÉ®ú¶ÉÉºjÉºªÉ =i{ÉÊkÉ& ́ ÉänùÉiÉÂ <ÊiÉ EòÉ´ªÉ¶ÉÉºjÉEòÉ®úÉ&
|ÉÊiÉ{ÉÉnùªÉÎxiÉ* ¦É®úiÉ¨ÉÖxÉä& xÉÉ]ÂªÉ¶ÉÉºjÉÉnùÉ®ú¦ªÉ +±ÉRÂóEòÉ®úÉhÉÉÆ EòÉ´ªÉi´ÉÆ EòÎ±{ÉiÉ¨ÉÂ*

+±ÉRÂóEò®úÉäiÉÒÊiÉ +ú±ÉRÂóEòÉ®ú& +±ÉÎRÂóGòªÉiÉä +xÉäxÉ <ÊiÉ +±ÉRÂóEòÉ®ú& <iªÉlÉæ Eò®úhÉ´ªÉÖi{ÉÊkÉ
ÊxÉ¹{ÉzÉä PÉ\ÉÂ |ÉiªÉªÉä +±ÉRÂóEòÉ®ú& <ÊiÉ {ÉnºªÉ ùÊxÉ¹{ÉÊkÉ&* ´ÉÉ¨ÉxÉºªÉ =CiªÉxÉÖºÉÉ®Æú-"EòÉ´ªÉÆ
OÉÉÁ¨É±ÉRÂóEòÉ®úÉiÉÂ' "ºÉÉèxnùªÉÇ̈ É±ÉRÂóEòÉ®ú&' <ÊiÉ ÊxÉ´ÉÇÊSÉiÉ¨ÉÂ* Ê´É·ÉxÉÉlÉEòÊ´É®ÉVÉÆú-"¶É¤nùÉlÉÇªÉÉä®ÎºlÉ®úÉ
ªÉä vÉ¨ÉÉÇ& ¶ÉÉä¦ÉÉÊiÉ¶ÉÉÊªÉxÉ&* ®úºÉÉnùÒxÉÖ{ÉEÖò´ÉÇxiÉÉä%±ÉRÂóEòÉ®úºiÉä®úRÂóMÉnùÉÊnù́ ÉiÉÂ*' <ÊiÉ +±ÉRÂóEòÉ®Æú
ÊxÉ´ÉÇSÉÊiÉ* ªÉlÉÉ iÉ¯ûhªÉ& ¶É®Ò®ú¶ÉÉä¦ÉÉ´ÉvÉÇxÉÉªÉ ½É®úÉt±ÉRÂóEòÉ®É& ={ÉEÖò´ÉÇÎxiÉ iÉlÉÉ ®úºÉÉnùÒxÉÉ¨ÉÂ
={ÉEÖò´ÉÇxiÉ& ¶É¤nùÉlÉÇªÉÉä& ¶ÉÉä¦ÉÉÊnù¶ÉÉÊªÉxÉ& +ÎºlÉ®É& ªÉä vÉ¨ÉÉÇ& iÉä +RÂóMÉnùÉÊnù´ÉnùÂ +±ÉRÂóEòÉ®É&
¦É´ÉÎxiÉ <ÊiÉ ́ ÉÒIÉªÉÉ¨É&* +±ÉRÂóEòÉ®Éú& ¶É¤nùÉ±ÉRÂóEòÉ®ú&, +lÉÉÇ±ÉRÂóEòÉ®ú& <ÊiÉ ÊuùvÉÉ ́ ÉiÉÇiÉä*
+xÉÖ|ÉÉºÉªÉ¨ÉEòÉnùªÉÉ& +±ÉRÂóEòÉ®úÉ& ¶É¤nùÉ±ÉRÂóEòÉ®äú +xiÉ¦ÉḈ ÉÎxiÉ* +lÉÉÇ±ÉRÂóEòÉ®äú ={É¨ÉÉnªÉ&
+xÉäEäòù +±ÉRÂóEòÉ®úÉ& ºÉÎxiÉ*

={É¨ÉÉ±ÉRÂóEòÉ®ú&

"+±ÉRÂóEòÉ®Ê¶É®úÉä®úixÉÆ ºÉ´ÉÇº´ÉÆ EòÉ´ªÉºÉ¨{Énù̈ ÉÂ* ={É¨ÉÉ EòÊ´É´ÉÆ¶ÉºªÉ ̈ ÉÉiÉè́ ÉäÊiÉ ̈ ÉÊiÉ¨ÉÇ̈ É **'

+lÉÉÇ±ÉRÂóEòÉ®äú¹ÉÖ ={É¨ÉÉ±ÉRÂóEòÉ®ú& ºÉ´ÉÇ|ÉlÉ¨ÉÉä ¦É´ÉÊiÉ* +±ÉRÂóEòÉ®äú¹ÉÖ ̧ Éä¹ ö̀É, EòÉ´ªÉºÉÉèxnùªÉÇºªÉ
ºÉÉ®ú¦ÉÚiÉÉ, Ê´ÉÊ´ÉvÉÉxÉÉ¨ÉÂ +±ÉRÂóEòÉ®úÉhÉÉÆ VÉxÉxÉÒ, EòÊ´ÉEÖò±É¨ÉÉiÉÉ <iªÉÉÊnù °ü{ÉähÉ ={É¨ÉÉªÉÉ&
ºÉ´ÉÉÇÊiÉ¶ÉÉÊªÉ ̈ É½k´ÉÆ Ê´É´ÉäSÉEèò& EòlªÉiÉä* +iÉ& ºÉ´ÉÇ|ÉlÉ¨É¨ÉÂ ={É¨ÉÉ B´É ÊxÉ°ü{ÉhÉÒªÉÉ +ÎºiÉ*
iÉºªÉÉ& ±ÉIÉhÉÆ xÉÉ]õ¬¶ÉÉºjÉEòÉ®ähÉ B´É¨ÉÖSªÉiÉä-"ªÉÎiEòÎ\SÉiEòÉ´ªÉ¤ÉÉävÉä¹ÉÖ ºÉÉoù¶ªÉ¨ÉÖ{É¨ÉÒªÉiÉä*
={É¨ÉÉ xÉÉ¨É Ê´ÉYÉäªÉÉ MÉÖhÉÉEÞòÊiÉ& ºÉ¨ÉÉ¸ÉªÉÉ**' (17/44) EòÉ´ªÉi´ÉÊxÉ¹`ö¨É Â
+±ÉÉèÊEòEòSÉ¨ÉiEòÉ®úVÉxÉEÆò ºÉÉoù¶ªÉ¨ÉÖ{É¨ÉäÊiÉ ¡òÊ±ÉiÉ¨ÉÂ* "={É¨ÉÉ ªÉjÉ ºÉÉoù¶ªÉ ±ÉI¨ÉÒ¯û±±ÉºÉÊiÉ
uùªÉÉä&' <ÊiÉ SÉxpùÉ±ÉÉäEòEòÉ®úºªÉ +Ê¦É|ÉÉªÉ&* ́ ÉÉCªÉºªÉ BäCªÉä BEòi´Éä ºÉÊiÉ ={É¨ÉÉxÉ-={É¨ÉäªÉªÉÉä&
¦ÉÉ´ÉäxÉ |ÉÊºÉrùºªÉ +´ÉèvÉ¨ªÉÇºªÉ iÉÉi{ÉªÉÇÊ´É¹ÉªÉÒ¦ÉÚiÉºªÉ vÉ¨ÉÇ¤ÉÉävÉºªÉ vÉ¨ÉÉæÊHò¶ÉÚxªÉÆ ´ÉÉSªÉ¨ÉÂ
+Ê¦ÉvÉÉ±ÉIÉhÉ´ªÉ\VÉxÉÉxÉÉ¨ÉÂ <iÉ®ú´ÉÞkªÉÉ |ÉiÉÒÊiÉÊ´É¹ÉªÉäxÉ ´ÉÉCªÉäxÉ ={É¨ÉÉ |ÉiÉÒªÉiÉä*
º É¨ É ´ É É ª Éº É¨¤ É xv É É ´ É ÎSU ô z É S É¨ É iEò É® ú i ´ É É ´ É ÎSU ô z ÉV É x ª É i É É Ê x É °ü Ê { É i É É
ºÉ¨É´ÉÉªÉºÉ¨¤ÉxvÉÉ´ÉÎSUôzÉYÉÉxÉi´ÉÉ´ÉÎSUôzÉ VÉxÉEòiÉÉÊxÉ°üÊ{ÉiÉÉ´ÉSUäônùEòiÉÉ´Éi´ÉÊ¨ÉÊiÉ JÉÎhb÷iÉEÞò¹hÉ¨ÉÂ
+ÉvÉ´ÉäÊiÉ ºlÉÉxÉä ={É¨ÉÉ* xÉèªªÉÉÊªÉEòÉxÉÉÆ ¨ÉiÉä ºÉÉvÉ¨ªÉÇ̈ ÉÂ ={É¨ÉÉ ¦É´ÉÊiÉ* ºÉÉvÉ¨ªÉÈ xÉÉ¨É
={É¨ÉÉxÉÉä{É¨ÉäªÉªÉÉä®äúEòvÉ¨ÉÇºÉ¨¤ÉxvÉ&* ={É¨ÉÉ±ÉRÂóEòÉ®úºªÉ SÉi´ÉÉªÉÇRÂóMÉÉÊxÉ ́ ÉiÉÇxiÉä* ={É¨ÉÉxÉ¨ÉÂ, ={É¨ÉäªÉ&,
ºÉÉvÉÉ®úhÉvÉ¨ÉÇ&, ={É¨ÉÉ´ÉÉSÉEò¨ÉÂ <ÊiÉ* iÉjÉ ºÉÉoù¶ªÉ|ÉÊiÉªÉÉäÊMÉ ={É¨ÉÉxÉ¨ÉÂ* ºÉÉoù¶ªÉÉxÉÖªÉÉäÊMÉ ={É¨ÉäªÉ&*
={É¨ÉÉxÉä ={É¨ÉäªÉä SÉÉä¦ÉªÉjÉ ºÉRÂóMÉiÉÉä vÉ¨ÉÇ& ºÉÉvÉÉ®úhÉvÉ¨ÉÇ&* ={É¨ÉÉ´ÉÉSÉEò¶SÉ <´ÉÉÊnù¶É¤nùÉ&*
=nùÉ½þ®úhÉÆ ªÉlÉÉ "¨ÉÖJÉÆ iÉ´É iÉlÉÉ ¦ÉÉÊiÉ ªÉlÉÉ ®úÉVÉÊiÉ SÉxpù¨ÉÉ&*' SÉxpù& <´É ̈ ÉÖJÉÆ ¦ÉÉÊiÉ <iªÉxÉäxÉ
¤ÉÉÊvÉi´É vÉ¨ÉÇºÉ¨¤ÉxvÉäxÉ |ÉÊºÉräùxÉ SÉxpäùhÉ ºÉ½þ ̈ ÉÖJÉ¨ÉÖ{É¨ÉÒªÉiÉä  <iªÉxÉäxÉ ¦ÉÉÊiÉ¶É¤nù& ºÉÉvÉÉ®úhÉvÉ¨ÉÇ&,
¨ÉÖJÉ¨ÉÖ{É¨ÉÉxÉÆ, SÉxpù& ={É¨ÉäªÉ&, ªÉlÉÉ-iÉlÉÉ ={É¨ÉÉ´ÉÉSÉEò¨ÉÂ  <iªÉxÉäxÉ ={É¨ÉÉ±ÉRÂóEòÉ®ú&* ={É¨ÉÉªÉÉ&
=nùÉ½þ®úhÉÆ xÉÉ®ÉªÉhÉÒªÉä-

ºÉ¨ÉÊvÉ¯ûÁ iÉnùRÂóEò¨É¶ÉÎRÂóEòiÉºi´É¨ÉlÉ ¤ÉÉ±ÉEò±ÉÉä{ÉxÉ®úÉäÊ¹ÉiÉ&*

¨É½þÊnù´ÉÉ©É¡ò±ÉÆ EÖòSÉ¨Éhb÷±ÉÆ |ÉÊiÉSÉÖSÉÚÊ¹ÉlÉ nÖùÌ´É¹ÉnÚùÊ¹ÉiÉ¨ÉÂ**40.7**

+jÉ {ÉÖiÉxÉÉ¨ÉÉäIÉä ̧ ÉÒEÞò¹hÉÉªÉ {ÉÚiÉxÉÉ Ê´É¹ÉÊ±É{iÉÆ ºiÉxªÉÆ {ÉÉªÉªÉÊiÉ* ªÉlÉÉ +É©É¡ò±ÉÆ Ê{É¤ÉÊiÉ
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iÉlÉÉ EÞò¹hÉ& {ÉÚiÉxÉÉªÉÉ& ºiÉxªÉÆ Ê{É¤ÉÊiÉ* +Îº¨ÉxÉÂ ¶±ÉÉäEäò EÖòSÉ¨Éhb÷±É¨ÉÂ ={É¨ÉÉxÉ¨ÉÂ, +É©É¡ò±É¨ÉÂ
={É¨ÉäªÉ¨ÉÂ <´É ={É¨ÉÉ´ÉÉSÉEÆò, |ÉÊiÉSÉÖSÉÚÊ¹ÉlÉ ºÉÉvÉÉ®úhÉvÉ¨ÉÈ SÉ ¦É´ÉÊiÉ <iªÉiÉ& {ÉÖhÉÉæ{É¨ÉÉ ºÉ¨¦É´ÉÊiÉ*
B´ÉÆ ºÉÉoù¶ªÉ¨ÉÂ =Hòi´ÉÉiÉÂ ={É¨ÉÉ*

xªÉÉªÉnù¶ÉÇxÉ¨ÉÂ

xªÉÉªÉnù¶ÉÇxÉºªÉ +ÉSÉÉªÉÇ& MÉÉèiÉ¨É& ¦É´ÉÊiÉ* +IÉ{ÉÉnù& <iªÉÊ{É MÉÉèiÉ¨ÉºªÉ xÉÉ¨ÉÉxiÉ®Æú ́ ÉkÉÇiÉä*
+iÉ& +ºªÉ nù¶ÉÇxÉºªÉ +IÉ{ÉÉnùnù¶ÉÇxÉÊ¨ÉiªÉÊ{É xÉÉ¨É +ÎºiÉ* Ê´É¹ÉªÉÉhÉÉÆ ªÉÖÊHòªÉÖHòÊ´ÉSÉÉ®ú& iÉlÉÉ
SÉSÉÉÇ SÉ xªÉÉªÉ¶ÉÉºjÉähÉ ÊGòªÉiÉä* "|É¨ÉÉhÉ-|É¨ÉäªÉ-ºÉÆ¶ÉªÉ-|ÉªÉÉäVÉxÉ-où¹]õÉxiÉ-ÊºÉrùÉxiÉ-+´ÉªÉ´É-
iÉEÇò-ÊxÉhÉÇªÉ-´ÉÉnù-VÉ±{É-Ê´ÉiÉhbÉ÷-½äþi´ÉÉ¦ÉÉºÉ-SUô±É-VÉÉÊiÉ-ÊxÉOÉ½þºlÉÉxÉÉxÉÉÆ iÉi´ÉYÉÉxÉÉÊxÉ
¸ÉäªÉºÉÉÊvÉMÉ¨É&' <ÊiÉ ¹ÉÉä]õ¶É{ÉnùÉlÉÉÇxÉÉÆ ÊxÉ°ü{ÉhÉäxÉ =ÊSÉiÉÉlÉÇOÉ½þhÉ¨ÉÂ Eò®úÉäÊiÉ <iªÉxÉäxÉ
xªÉÉªÉ¶ÉÉºjÉºªÉ'{ÉnùÉlÉÇ̈ ÉÒ¨ÉÉÆºÉÉ'<ÊiÉ xÉÉ¨ÉÉxiÉ®Æú ́ ÉiÉÇiÉä* '|É¨ÉÉhÉè®úlÉÇ{É®úÒIÉhÉÆ xªÉÉªÉ&'  <ÊiÉ ¦ÉÉ¹ªÉEòÉ®ähÉ
´ÉÉiºªÉÉªÉxÉäxÉ =SªÉiÉä* |É¨ÉÉhÉºªÉ ºÉ½ÉªÉäxÉ |É¨ÉäªÉºªÉ ªÉlÉÉlÉÇYÉÉxÉÆ |ÉÉ{ªÉ +Éi¨Énù¶ÉÇxÉäxÉ ̈ ÉÉäIÉ|ÉÉÎ{iÉ&
xªÉÉªÉ¶ÉÉºjÉºªÉ ̈ ÉÖJªÉ±ÉIªÉ¨ÉÂ*

|É¨ÉÉhÉ¨ÉÂ

"|É¨ÉÉEò®úhÉÆ |É¨ÉÉhÉ¨ÉÂ' <ÊiÉ ºÉÉ´ÉÇVÉxÉÒEòÆ |É¨ÉÉhÉ±ÉIÉhÉ¨ÉÂ* ¤ÉÖÊrù¯û{É±ÉÊ¤vÉYÉÉxÉÊ¨ÉiªÉlÉÉÇxiÉ®Æ
|É¨ÉÉhÉ¨ÉÂ <ÊiÉ xªÉÉªÉºÉÚjÉ¨ÉÂ* "={É±ÉÎ¤vÉºÉÉvÉxÉÉÊxÉ |É¨ÉÉhÉÉÊ¨ÉÊiÉ ºÉ¨ÉÉJªÉÉÊxÉ´ÉÇSÉxÉºÉÉ¨ÉlªÉÉÇnÂù ¤ÉÉärù́ ªÉ¨ÉÂ*
|É¨ÉÒªÉiÉä +xÉäxÉ <ÊiÉ Eò®úhÉÉlÉÉÇÊ¦ÉvÉÉxÉÉä Ê½þ |É¨ÉÉhÉ¶É¤nù&'  <ÊiÉ ¦ÉÉ¹ªÉEòÉ®úºªÉ ́ ÉÉiºªÉÉªÉxÉºªÉÉÊ¦É|ÉÉªÉ&*
ºÉÆ¶ÉªÉ-Ê´É{ÉªÉÇªÉ iÉEÇòYÉÉxÉÉxÉÉÆ º¨ÉÞÊiÉ´ªÉÊiÉÊ®úHòYÉÉxÉÆ |É¨ÉÉ* iÉºªÉ |ÉEÞò¹]Æõ Eò®úhÉÆ |É¨ÉÉhÉÊ¨ÉiªÉlÉÇ&*

|ÉiªÉIÉ|É¨ÉÉhÉ¨ÉÂ

|É¨ÉÉhÉä¹ÉÖ  <iÉ®ú|É¨ÉÉhÉÉä{ÉEòÉ®úEÆò |ÉlÉ¨ÉMÉhÉxÉÉ½Èþ |ÉiªÉIÉ|É¨ÉÉhÉ¨ÉÂ* iÉjÉ |ÉiªÉIÉ|É¨ÉÉEò®úhÉÆ
YÉÉxÉEòÉ®úEÆò YÉÉxÉ¨ÉÂ, +xÉÊvÉMÉiÉ´ÉiÉÇ¨ÉÉxÉªÉÉäMªÉÊ´É¹ÉªÉSÉèiÉxªÉÊ¦ÉzÉÆ |É¨ÉÉhÉSÉèiÉxªÉÊ¨ÉÊiÉ
|ÉiªÉIÉ|É¨ÉÉhÉ±ÉIÉhÉÉÊxÉ |ÉÊºÉrùÉÊxÉ* "+IÉºªÉÉIÉºªÉ |ÉÊiÉÊ´É¹ÉªÉÆ ´ÉÞÊkÉ& |ÉiªÉIÉ¨ÉÂ* ´ÉÞÊkÉºiÉÖ
ºÉÊzÉEò¹ÉÇ YÉÉxÉÆ ´ÉÉ*' +IÉÉä xÉÉ¨É <ÎxpùªÉ&* <ÎxpùªÉVÉxªÉ|ÉiªÉIÉ°ü{ÉYÉÉxÉÆ |ÉiªÉIÉ&* +ºªÉ
±ÉIÉhÉºªÉ ¨ÉiÉ¦ÉänùÉ& où¶ªÉxiÉä* ´ÉÉSÉº{ÉÊiÉÊ¨É¸ÉºªÉ +Ê¦É|ÉªÉähÉ-"´ÉÞÊkÉÊ®úÊiÉ ´ªÉÉ{ÉÉ®ú&'*
<ÎxpùªÉVÉxªÉYÉÉxÉºªÉ iªÉÉMÉäxÉ |ÉiªÉäEòÉxÉÉ¨ÉÂ <ÎxpùªÉÉhÉÉÆ Ê´É¹ÉªÉÒ¦ÉÚiÉºªÉ ´ªÉÉ{ÉÉ®úÉi¨ÉEò´ÉÞÊkÉ&
|ÉiªÉIÉYÉÉxÉÊ¨ÉÊiÉ EäòSÉxÉ EòlÉªÉÎxiÉ* "<ÎxpùªÉÉlÉÇºÉÊzÉEò¹ÉÇVÉxªÉYÉÉxÉÆ |ÉiªÉIÉ¨ÉÂ'  <ÊiÉ EäòSÉxÉÉ´ÉnùxÉÂ*
<ÎxpùªÉOÉÉÁÊ´É¹ÉªÉäxÉ ºÉ½þ iÉnÂùºÉ¨¤ÉxvÉÊ´É¹ÉªÉºªÉÉ´ÉMÉÉ½þxÉ¨ÉÊ{É ºÉÊzÉEò¹ÉæhÉ |ÉiªÉIÉYÉÉxÉÆ ¦É´ÉÊiÉ*
ºÉÊzÉEò¹ÉÇ& iÉÖ {ÉÖxÉ& {ÉÖxÉ& BEòÎº¨ÉxÉÂ Ê´É¹ÉªÉä +É±ÉÉäSÉxÉÉÆ Eò®úÉäÊiÉ* +iÉ& |ÉiªÉIÉYÉÉxÉÆ ÊxÉÌ´ÉEò±{ÉEò|ÉiªÉIÉ&
(Ê´É¶Éä¹É), ºÉÊ´ÉEò±{ÉEò|ÉiªÉIÉ& (Ê´ÉÊ¶É¹]õ) <ÊiÉ ÊuùvÉÉ ¦É´ÉiÉ&* ÊxÉÌ´ÉEò±{ÉEò|ÉiªÉIÉähÉ
ºÉÉ¨ÉÉxªÉYÉÉxÉ¨ÉÂ =i{ÉtiÉä* <ÎxpùªÉVÉxªÉÊxÉÌ´ÉEò±{ÉEò|ÉiªÉIÉYÉÉxÉ¨ÉÂ +|ÉvÉÉxÉÒEÞòiªÉ iÉiºÉ¨¤ÉxvÉÆ
xÉÚiÉxÉÉlÉÈ ºÉÊ´ÉEò±{ÉEò|ÉiªÉIÉYÉÉxÉäxÉ º´ÉÒEò®úÉäÊiÉ* +ÊvÉMÉiÉÉlÉÇÊ´É¹ÉªÉEòªÉlÉÉlÉÇº¨ÉÞiÉÉè
+ÊiÉ|ÉºÉRÂóMÉ´ÉÉ®úhÉÉªÉ +xÉÊvÉMÉÊiÉÌ´É¹ÉªÉÊ´É¶Éä¹ÉhÉ¨ÉÂ §É¨ÉYÉÉxÉ´ÉiÉ®úhÉÉªÉÉ¤ÉÉÊvÉiÉäÊiÉ*
<ÎxpùªÉVÉxªÉYÉÉxÉi´É¨ÉÂ, ªÉjÉ +ÎºiÉ iÉjÉ <ÎxpùªÉi´ÉäxÉ <ÎxpùªÉÉVÉxªÉVÉxªÉYÉÉxÉVÉxªÉi´ÉÆ |É¨ÉÉi´ÉÆ
|ÉiªÉIÉ|É¨ÉäiªÉÉnùÒÊxÉ ±ÉIÉhÉÉÊxÉ iÉjÉ iÉjÉ OÉxlÉä¹ÉÖ où¶ªÉxiÉä*

|ÉiªÉIÉ|É¨ÉÉhÉi´É¨ÉÂ ={É¨ÉÉ±ÉRÂóEòÉ®úä

ºÉÉvÉ¨ªÉÇ̈ ÉÖ{É¨ÉÉ <ÊiÉ xªÉªÉ¶ÉÉºjÉEòÉ®úÉhÉÉÆ ̈ ÉiÉ¨ÉÂ* ́ ÉÉCªÉºªÉ BäCªÉä ºÉÊiÉ ={É¨ÉÉxÉ-={É¨ÉäªÉªÉÉä&
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´ÉèvÉ¨ªÉÇ®úÊ½iÉ¨ÉÂ <´ÉÉÊnùÊ¦ÉÌxÉ{ÉÉiÉèºÉÉÇoù¶ªÉ¨ÉÂ ={É¨ÉÉ±ÉRÂóEòÉ®ú&* =nùÉ½þ®úhÉÆ ªÉlÉÉ-"¨ÉÖJÉÆ iÉ´É iÉlÉÉ
¦ÉÉÊiÉ ªÉlÉÉ ®úÉVÉÊiÉ SÉxpù̈ ÉÉ&'* ªÉlÉÉ SÉxpù̈ ÉÉ& ®úÉVÉÊiÉ iÉlÉÉ iÉ´É ̈ ÉÖJÉÆ ¦ÉÉÊiÉ <iªÉlÉæ ¦ÉÉÊiÉ& ¶É¤nù&
ºÉÉvÉÉ®úhÉvÉ¨ÉÇ&, SÉxpù& ={É¨ÉäªÉ&, iÉ´É¨ÉÖJÉ¨ÉÂ ={É¨ÉÉxÉÆ, ªÉlÉÉ-iÉlÉÉ <ÊiÉ ={É¨ÉÉ´ÉÉSÉEò¨ÉÂ
<iªÉÖ{É¨ÉÉ±ÉRÂóEòÉ®ú&* SÉxpù& ®úÉÊjÉEòÉ±Éä ¶ÉÉä¦ÉÉEò®ú& iÉÉ{É¶É¨ÉxÉEòÉ®ú& SÉ ¦É´ÉÊiÉ* B´ÉÆ ®úÉYÉ& ̈ ÉÖJÉÆ
où¹]Âõ´ÉÉ SÉxpù|É¦ÉÉ <´É ºÉ´ÉÉÇxÉÂ VÉxÉÉxÉÂ |É¶ÉÉä¦ÉªÉÊiÉ <iªÉlÉÇ& ±ÉIÉhÉªÉÉ ¤ÉÉävªÉiÉä* iÉlÉÉ SÉxpùºªÉ
¨ÉvªÉ¦ÉÉMÉä Eò±ÉRÂóEò& où¶ªÉiÉä* iÉlÉÉ ®úÉYÉÉä ̈ ÉÖJÉÆ Eò±ÉRÂóEòªÉÖHòÆ ¦É´ÉÊiÉ <ÊiÉ ́ ªÉRÂóMªÉÉlÉÇ& +Ê{É
ÊºÉnÂùvªÉÊiÉ <iªÉxÉäxÉ ={É¨ÉÉ±ÉRÂóEòÉ®ú& ºÉ¨¦É´ÉÊiÉ*

|ÉiªÉIÉ|É¨ÉÉhÉÊ´É¹ÉªÉä "+IÉºªÉÉIÉºªÉ |ÉÊiÉÊ´É¹ÉªÉÆ ́ ÉÞÊkÉ& |ÉiªÉIÉ¨ÉÂ' <ÊiÉ ±ÉIÉhÉäxÉ þ"¨ÉÖJÉÆ iÉ´É
iÉlÉÉ ¦ÉÉÊiÉ ªÉlÉÉ ®úÉVÉÊiÉ SÉxpù¨ÉÉ&' <ÊiÉ =nùÉ½þ®úhÉä SÉxpäùhÉ ºÉÉEÆò ºÉÉvÉ¨ªÉÇºªÉ =Hòi´ÉÉiÉÂ ®úÉYÉÉä
¨ÉÖJÉÆ où¹]Âõ´ÉÉ SÉxpù|É¦ÉÉ <´É ºÉ´ÉÉÇxÉÂ VÉxÉÉxÉÂ |É¶ÉÉä¦ÉªÉÊiÉ <ÊiÉ  ÊxÉÌ´ÉEò±{ÉEò|ÉiªÉIÉÆ ¤ÉÉävÉªÉÊiÉ*
ÊEòxiÉÖ "´ÉÞÊkÉºiÉÖ ºÉÊzÉEò¹ÉÇYÉÉxÉÆ ´ÉÉ' <iªÉÖHòi´ÉÉiÉÂ SÉxpùºªÉ ¨ÉvªÉ¦ÉÉMÉä Eò±ÉRÂóEò& où¶ªÉiÉä*
iÉÉoù¶ÉEò±ÉRÂóEò& ®úÉYÉÉä ¨ÉÖJÉä où¶ªÉiÉä <ÊiÉ ºÉÊzÉEò¹ÉæhÉ ºÉÊ´ÉEò±{ÉEò|ÉiªÉIÉ& tÉäiªÉiÉä <iªÉxÉäxÉ
|ÉiªÉIÉ|É¨ÉÉhÉÆ ¦É´ÉÊiÉ* +jÉ ́ ªÉRÂóMªÉÉlÉæxÉ iÉlÉÉ ºÉÊzÉEò¹ÉÇYÉÉxÉäxÉ SÉ ºÉÉoù¶ªÉÉlÉÇ& Ê¨É±ÉÊiÉ <iªÉxÉäxÉ
={É¨ÉÉªÉÉ& |ÉªÉÉäMÉä xÉ Eäò´É±ÉÆ ´ªÉRÂóMªÉÉlÉæxÉ, |ÉiªÉIÉ|É¨ÉÉhÉäxÉÉÊ{É +ªÉÆ ºÉ¨¤ÉxvÉ& ¶ÉCªÉiÉä <ÊiÉ
+´ÉMÉSUôÉ¨É&*

={ÉºÉÆ½þÉ®&

ºÉÆºEÞòiÉ¶ÉÉºjÉ¶ÉÉJÉÉªÉÉÆ xªÉÉªÉ¶ÉÉºjÉÆ |É¨ÉÖJÉÆ ºlÉÉxÉÆ ¦ÉVÉÊiÉ* iÉjÉ {ÉnùÉlÉÉÇxÉÉÆ ¹ÉÉäb÷¶É¦ÉänùÉxÉÉÆ
ÊSÉxiÉxÉÆ EÞòi´ÉÉ |É¨ÉÉhÉ¨ÉÊvÉEÞòiªÉ SÉSÉÉÈ EÖò´ÉÇÎxiÉ xªÉÉªÉ¶ÉÉºjÉEòÉ®É&* ´ÉÉCªÉÉlÉÇYÉÉxÉ¨ÉÂ =Êqù¶ªÉ
{ÉnùÉlÉÇYÉÉxÉº´ÉÒEò®úhÉÉiÉÂ |É¨ÉÉ, iÉºªÉ Eò®úhÉÆ |É¨ÉÉhÉÆ ¦É´ÉÊiÉ* |É¨ÉÉhÉä¹ÉÖ |ÉlÉ¨ÉMÉhÉxÉÉ |ÉiªÉIÉ|É¨ÉÉhÉºªÉ
¦É´ÉÊiÉ* "+IÉºªÉÉIÉºªÉ |ÉÊiÉÊ´É¹ÉªÉÆ ́ ÉÞÊkÉ& |ÉiªÉIÉ¨ÉÂ* ́ ÉÞÊkÉºiÉÖ ºÉÊzÉEò¹ÉÇYÉÉxÉÆ ́ ÉÉ' <ÊiÉ |ÉiªÉIÉÆ
±ÉIÉªÉÊiÉ* ÊxÉÌ´ÉEò±{ÉEò|ÉiªÉIÉYÉÉxÉäxÉ ºÉÊ´ÉEò±{ÉEò|ÉiªÉIÉYÉÉxÉäxÉ SÉ ́ ÉºiÉÖ& |ÉiªÉIÉÉlÉÇÆ ¤ÉÉävÉªÉÊiÉ*
ªÉlÉÉ iÉ¯ûhªÉÉ& ¶É®Ò®ú¶ÉÉä¦ÉÉÆ ´ÉvÉÇÊªÉiÉÖÆ ½þÉ®úÉt±ÉRÂóEòÉ®úÉ& |ÉªÉÖVªÉxiÉä iÉlÉÉ ¶É¤nùÉ±ÉRÂóEòÉ®úÉ&
+lÉÉÇ±ÉRÂóEòÉ®úÉ& SÉ EòÉ´ªÉºªÉ ¶ÉÉä¦ÉÉÆ ́ ÉvÉÇÊªÉiÉÖÆ |ÉªÉÖVªÉxiÉä* +lÉÉÇ±ÉRÂóEòÉ®äú¹ÉÖ ={É¨ÉÉ±ÉRÂóEòÉ®ú&
|É¨ÉÖJÉÉä ¦É´ÉÊiÉ* ºÉÉoù¶ªÉ¨ÉÂ ={É¨ÉÉ <iªÉxÉäxÉ ={É¨ÉÉxÉÉä{É¨ÉäªÉÉä{É¨ÉÉ´ÉÉSÉEòºÉÉvÉÉ®úhÉvÉ¨Éê& ={É¨ÉÉ
ºÉ¨¦É´ÉÊiÉ* "¨ÉÖJÉÆ iÉ´É iÉlÉÉ ¦ÉÉÊiÉ ªÉlÉÉ ®úÉVÉÊiÉ SÉxpù¨ÉÉ&' <ÊiÉ =nùÉ½þ®úhÉä SÉxpäùhÉ ºÉÉEÆò
ºÉÉvÉ¨ªÉÇºªÉ =Hòi´ÉÉiÉÂ ®úÉYÉÉä ̈ ÉÖJÉÆ SÉxpù& <´É ¦ÉÉÊiÉ <ÊiÉ ºÉÉ¨ÉÉxªÉlÉÇ&* iÉlÉÉÊ{É ̈ ÉÖJÉÆ SÉxpù|É¦ÉÉ
<´É ºÉ´ÉÉÇxÉÂ VÉxÉÉxÉÂ |É¶ÉÉä¦ÉªÉÊiÉ <ÊiÉ ±ÉIÉªÉÊiÉ* +xiÉä SÉxpùºªÉ ̈ ÉvªÉ¦ÉÉMÉä Eò±ÉRÂóMÉi´ÉÆ où¶ªÉiÉä*
+iÉ& Eò±ÉRÂóEòªÉÖHò¨ÉÖJÉÊ¨ÉiªÉÊ{É +lÉÇ& ́ ªÉVªÉiÉä* B´ÉÆ ́ ªÉRÂóMªÉi´ÉäxÉ ={É¨ÉÉºÉ¨¤ÉxvÉ& |ÉÊiÉ{ÉÉnùªÉÊiÉ*
+Îº¨ÉxÉÂ ={É¨ÉÉ±ÉRÂóEòÉ®úºªÉ =nùÉ½þ®úhÉä |ÉiªÉIÉ|É¨ÉÉhÉºªÉ |ÉªÉÉäMÉä |ÉiªÉIÉYÉÉxÉäxÉ ®úÉYÉ& ¨ÉÖJÉÆ
SÉxpù& <´É ¦ÉÉÊiÉ <ÊiÉ ºÉÉ¨ÉÉxªÉlÉÇ&* iÉºªÉ ¨ÉÖJÉä SÉxpùùºªÉ ¦ÉÉÊiÉ¨Éi´ÉÆ §ÉÉÎxiÉ¨Éi´ÉÆ VÉxÉªÉÊiÉ
<iªÉxÉäxÉ ÊxÉÌ´ÉEò±{ÉEò|ÉiªÉIÉYÉÉxÉäxÉ ¨ÉÖJÉÆ SÉxpù|É¦ÉÉ <´É ºÉ´ÉÉÇxÉÂ VÉxÉÉxÉÂ |É¶ÉÉä¦ÉªÉÊiÉ <iªÉlÉÇ̈ ÉÂ
={É±É¦ªÉiÉä* iÉlÉÉÊ{É ºÉ¨¤ÉxvÉºªÉ ¤ÉÉävÉxÉä ÎC±É¹]õiÉÉÆ VÉxÉªÉÊiÉ <iªÉxÉäxÉ ºÉÊzÉEò¹ÉæhÉ
ºÉÊ´ÉEò±{ÉEò|ÉiªÉIÉYÉÉxÉ¤ÉÉävÉäxÉ |ÉiªÉIÉ|É¨ÉÉhÉÆ ºÉ¨¦É´ÉÊiÉ* +iÉ& SÉxpùºªÉ +xiÉ¦ÉÉÇMÉä Ê´Ét¨ÉÉxÉÆ
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Khajuraho  temples of  Madhya Pradesh is one of  the most famous
monuments of India. Khajuraho temples are the epitome of Indian
architecture and sculpture. Chandellas,  powerful dynasty of  central
India  who ruled from the first quarter  of the 9th  century CE to the
end of the 13th century CE. Khajuraho, the capital of Chandella Empire
is a small town in the Bundelkhand region, Chhatarpur District of
Madhya Pradesh. Shaiva-Vaishanava and Jaina cults flourished in
Central India during Chandella Empire. Khajuraho temples are
located in  south, east  and west sides of the town. Sculptors of deities,
Surasundaris or  heavenly beauties, Apsarass or celestial nymphs,
Gandharvas or heavenly musicians, warriors, animals etc adorn the
walls of Khajuraho temples. Erotic sculptures on the walls is the
main attraction of Khajuraho temples. Erotic sculptures highlight the
romance,  sexual desire and intercourses and these erotic sculptures
obeys the passionate positions discussed in K¡ma¿¡stra texts. Scholars
opines that the erotic sculptures of Khajuraho temple reflect the  tantric
tradition of Chandellas. The erotic sculptures are depicted only on
the exterior walls of the Khajuraho temples ;there are  no erotic images
inside of the temples.

There were eighty five temples in Khajuraho, out of which twenty
have survived. Most of them were destroyed by the Muslim invaders.
Sandstone was widely used to build these temples. The temples are
built on  a high platform or basement and huge stones were used
with an interlocking system to strengthen the walls and towers. All
the temples of Khajuraho represent N¡gara or  the North Indian style
of architecture. Chief components of Khajuraho temples are an

A BRIEF SKETCH OF KHAJURAHO TEMPLES  OF
INDIA

Vishnu Devanand T.T.
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entrance porch or Ardhama¸·apa, a hall or Ma¸·apa, a large hall or
Mah¡ma¸·apa, a vestibule or Antar¡la and sanctum or Garbag¤ha.
Balconies are attached to the Ma¸·apa, the roof of the sanctum i.e
Vim¡na or central tower along with Íru¿£´k¡s or sub towers
mirroring the effect of mountain ranges etc are the common features
of Khajuraho temples. Khajuraho temples can be divided into two
groups on the basis of their plans. 1) S¡ndhara, i.e built in with a
circumambulatory passage around the Garbhag¤ha or Sanctum. 2)
Nirandhara, i.e without a circumambulatory passage around the
Garbhag¤ha or sanctum.

1) Lakshmana Temple

Lakshmana temple belongs to western group of Khajuraho temple
complex and is dedicated to Lord ViÀ¸u. The temple was built by
the Chandella ruler Ya¿ovarman between c. 930-950 CE. The temple
has an entrance porch or Ardhama¸·apa, a small hall or Hrasva
ma¸·apa, a large hall or Mah¡ma¸·apa, a vestibule or Antar¡la,
the sanctum or Garbag¤ha with a main shrine and three transepts
along with them. Lakshmana temple follows the five-Shrine or
Paµc¡yatana plan. The main shrine is encircled by four subsidiary
shrines at the four corners of the basement. The sanctum is Paµcaratha
on plan and the main áikhara or tower clustered with  minor áikharas
or towers. Temple also has balconies on three sides. Four-armed
and three headed idol of Lord ViÀ¸u is installed in the sanctum. Of
the three heads, the human face at the centre, lion face at the left side
and the boar face at the right side, the Lion face depicting Lord
Narasimha and the boar face depicting Lord Var¡ha, both the
incarnations of Lord ViÀ¸u.

2) Visvanatha Temple

Visvanatha temple belongs to western group of Khajuraho temple
complex and is dedicated to Lord áiva. Visvanatha temple follows
the five-Shrine or Paµc¡yatana plan. The main shrine is encircled
by four subsidiary shrines at the four corners of the basement. The
temple has an entrance porch or Ardhama¸·apa, a small hall or
Hrasva ma¸·apa, a large hall or Mah¡ma¸·apa, a vestibule or
Antar¡la, the sanctum or Garbag¤ha with a main  shrine. The sanctum
has balconies on three  sides which provides lights and ventilation to
the inner portion. Like all other temples of Khajuraho, Visvanatha
temple also enriched with sculptures. The statues of Surasundaris or
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heavenly beauties, Apsaras  or celestial  nymphs, Saptam¡trikas or
Seven  mother goddess, Goddess P¡rvati, Dancing Gane¿a.1

3) M¡ta´g®¿vara Temple

M¡ta´g®¿vara temple belongs to the western group of Khajuraho
temple complex and is dedicated to Lord áiva. M¡ta´g®¿vara temple
is the only temple in which p£jas are regularly conducted daily.
áivali´ga of the temple is eight feet high and made of yellow
sandstone. The word M¡ta´g®¿vara means ‘the God of Love.’ The
style and structure of this  temple are different from  the  other  temples
of Khajuraho and it not decorated with sculptures.

4) Jagadambi Temple

Jagadambi temple is another notable temple which belongs to the
northern group of Khajuraho temple complex. In early days the
temple was dedicatd to Lord ViÀ¸u and later to Goddess P¡rvati. It
belongs to Nirandhara type i.e in the sanctum there is no an
ambulatory passage. The temple is raised on a high platform and the
temple body consists of four parts. The main or large shrine with
sanctum or Garbhag¤ha, a vestibule or Antar¡la, a large hall or
Mah¡ma¸·apa adjoins with an entrance porch or Ardha ma¸·apa.
The four armed standing figure of Lord ViÀ¸u is arranged on the
lintel  of  the sanctum Santorum. Carved  panels  with  the  images  of
Lord ViÀ¸u and his avat¡ras or incarnations are arranged on the two
lower bands of the temple.

5) Citragupta Temple

According to Hindu mythology, Citragupta, is the friend of
Yamar¡ja, the God of Death. Citragupta records the virtuous deeds
of the people of the earth. Citragupta is the only temple in Khajuraho
dedicated to S£rya or Sun god. An attractive idol of the Sun god
seated in a chariot with seven horses is installed in the sanctum. Three
similar carved idols of Sun god are  also  arranged on the lintel of the
doorway. Citragupta temple resembles Jagadambi temple of
Khajuraho. The temple consists of a sanctum Garbhag¤ha without
ambulatory passage, a vestibule or Antar¡la, a Mah¡ma¸·apa with
lateral transepts and an entrance porch or Ardhama¸·apa. The temple
building has two balconies one along  the Ardhama¸·apa  or entrance
porch and the other along the highest shrine. The exterior walls of
the temple are enriched and adorned with  erotic sculptures of couples,
Apasaras and Gandharvas  and  the deities. A rare sculpture of eleven
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headed  Lord ViÀ¸u  i.e Vi¿var£pa  or the  supreme form   can be
seen on  the south wall of  the temple.

6) Kandariya Mahadeva Temple

Kandariya Mahadeva temple is the largest and finest temple
belonging to the western group of Khajuraho temple complex and is
dedicated to Lord áiva. The word ‘Kandariya’ means ‘Cave’.
Temple comprises all essential elements of the N¡gara style of
architecture. It is constructed with sandstone and has a granite
foundation. It is beautifully decorated with an abundance of stone
sculptures. The basement of the temple is thirty one meter long, twenty
meter wide and four meter high. Elevation of the temple is thirty one
meter high from the ground level. The temple consists of three
Ma¸·apas or Halls namely Mukhma¸·apa or Entrance hall followed
by a Ma¸·apa or Assembly hall, N¤ttama¸·apa or dance hall,  Antar¡la
or vestibule and Garbhag¤ha or sanctum sanctorum is enclosed by
ambulatory with transepts on the sides, rear and on elevation. Interior
and exterior walls  of the temple  are adorned with beautiful sculptures
of divine couples, their romantic and passionate figures, goddesses,
Apsaras or nymphs, Gandharvas or musicians, animals and birds
etc. Vim¡na or sanctum tower of the temple  is surrounded by eighty
four áikharas or small towers  like a mountain range. The temple
was built during the reign of Vidyadhara (c.1003-1035 CE).2

7) V¡mana Temple

V¡mana temple belongs to the eastern group of Khajuraho temple
complex and is dedicated to V¡mana i.e the 5th incarnation of Lord
ViÀ¸u. The temple consists of a sanctum or Garbag¤ha, a vestibule
or Antar¡la, a large hall or Mah¡ma¸·apa with lateral transepts and
an entrance porch or Ardhama¸·apa. The ceiling of the balconied
windows are carved with various postures of women and the exterior
walls of the temple are adorned with intricate sculptures of celestial
nymphs. Vamana temple belongs to Nirandhara structure, i e. the
sanctum without ambulatory passage and enshrines an image of four
armed V¡mana flanked by the CakrapuruÀa on the left and áa´gapuruÀa
on the right. The door way of  the sanctum has seven bands with the
decoration of dancing ga¸as, mithunas and  lotus petals.

8) Dulhadeo Temple

Dulhadeo temple belongs to the southern group of  Khajuraho
temple complex and is dedicated to Lord áiva. The word ‘Dulhadeo’
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means holy bridegroom.3 Dulhadeo temple is laid in the seven chariot
plan or Saptaratha.4 Dulhadeo temple belongs to Nirandhara structure.
The word Nirandhara denotes the layout without ambulatory passage.5

The temple consists of a sanctum or Garbhag¤ha, a vestibule or
Antar¡la, a large hall or Mah¡ma¸·apa and an entrance porch or
Ardhama¸·apa. The main tower or áikhara is supported by three
rows of  subsidiary towers or Íru¿£´k¡s. The main hall of  the temple
is an octagonal shape and resembles the shape of mount Kail¡sa, the
abode of Lord áiva. The ceiling of this  hall is adorned with  beautifully
carved images of celestial nymphs or Apsaras. The sculptures of
dancing damsels, flying Vidhyadharas and couples engaged in
copulation are embellished on the walls of the temple. In addition to
the main  áivali´ga, there are 999 additional áivali´gas are also carved
on the surface of the temple. Dulhadeo temple has lesser artistic
beauty than the other temples of Khajuraho.

9) Parsvanatha Temple

Parsvanatha temple is a Jain temple belonging to the eastern group
of Khajuraho temple complex and dedicated to P¡r¿avn¡tha, the 23rd

T¢rtha´kara. It is the largest among the Jain temples of Khajuraho,6

even though,  the exterior walls  of the  temple depict the Vaishnavaite
themes. The temple have an entrance porch or Ardhama¸·apa, a
large hall  or  Mah¡ma¸·apa,  a  vestibule or Antar¡la  and  a sanctum
or Garbag¤ha. It is believed that the temple was built in the period
between 950-970 CE by a prominent Jain  family during the reign of
Chandella King Dange. The temple is built in a rectangular shape
with two projections at the opposite ends. The east projection serves
as the entrance porch and the west projection rests behind the sanctum
and provided a shrine for Ëdin¡tha. The Parsvanatha temple belongs
to S¡ndhara type which has an inner ambulatory passage around the
sanctum. The temple has no transepts with balconied windows and
the vast area of the outer walls were adorned with the sculptures.

10) Adinatha Temple

Adinatha temple belongs to the Eastern group of  Khajuraho temple
complex and  dedicated to  Ëdin¡tha  the 1st T¢rtha´kara. Adinatha
temple belongs to Nirandhara structure, i e. the sanctum without
ambulatory passage. Only the sanctum and a vestibule or Antar¡la
have survived as the primitive structure. In later period an entrance
porch with arched doorways are added to it. The top row of the outer
wall of the Adinatha temple depicts a flying Vidy¡dhara. The
curvilinear tower is the salient feature of Adinatha temple
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During the period between 12th  to 13th  century CE,  the power of
the Chandella Kingdom began to decline due to the incursion of the
armies of  the Delhi rule. Unable  to  resist  the  onslaught,  Chandellas
withdrew from there. Khajuraho the capital city of Chandellas
remained unknown from the public and hidden by dense forest around
six hundred years. In 1838 CE by T.S. Burt, the captain of  East
India army re-discovered the Khajuraho temple complex and in1904
the site was acquired by the ASI.
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Archana C. S.

Bh¡sa famous for his works and writing style. The great poets
like K¡½id¡sa, B¡¸a, the rhetoricians like Abhinavagupta,
Bh¡maha,Vi¿van¡tha, R¡ja¿ekhara etc are quoting Bh¡sa in their
works. Thirteen works attributed to Bh¡sa. He lived between 2nd BCE
to 4th BCE. T. Ganapati Shastri, the Trivandrum manuscript library
curator, explored the thirteen plays and published as Bh¡san¡¶akacakra
in Trivandrum Manuscript Series.

The poet who took the thread of plot from epics and define in his
way gave the work a new look and beauty. The Bh¡sa-touch can see
in his each works. Among his work mostly Mah¡bh¡rata was used
as the thread. E.g., Paµcar¡tra, Írubha´ga, D£taga¶otkaca,
D£tav¡kya, Madhyamavy¡yoga. The main attraction of Bh¡sa’s
works is the characterisation. Bh¡sa keenly takes the characters that
didn’t get much importance in Vy¡sa’s writing, and he worked for
those characters. He gave a new face and great importance to little
famous characters also. The basic characteristics of the characters
are keenly observed distantly by him, and that was the main difference
between other Sanskrit Poets and Bh¡sa. He paved a new enlightened
way for the readers.

Hi·iÆb¡ also called as Hi·iÆb¢, the female character who didn’t
get much importance in Mah¡bh¡rata. While in Bh¡sa’s works,
Hi·iÆb¡ is presented as an important character. In Mah¡bh¡rata,
the description about Hi·iÆb¡ and Gha¶otkaca was seen in 152th

chapter of Ëdiparva. Hi·iÆb¡ is the sister of demon Hi·iÆbaÅ.
The main theme of the work is that Bh¢ma and family entered into
Hi·iÆbavana during the time of Ajµ¡tav¡sa and the issues happened

A COMPARATIVE STUDY OF CHARACTERISTICS OF
HIÚIêBË IN MAHËBHËRATA AND

MADHYAMAVYËYOGA
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after that. Hi·iÆb¡ is the first wife of Bh¢ma. We can call her as the
first daughter-in-law of Kunt¢. As we all know in Mah¡bh¡rata, lot
of female characters are praised but because of her R¡kÀasa
community, Hi·iÆb¡ didn’t get much importance in Mah¡bh¡rata.
Only the needy time Bh¢ma remembered Hi·iÆb¡ and her son. But
we can evaluate Hi·iÆb¡ as the prestigious character who was very
dutiful, a good single mother. Except her silence before the killing of
her brother by her lover, we can consider Hi·iÆb¡ in the same position
as Draupad¢.

Among Bh¡sa plays Hi·iÆb¡ appears in Madhyamavy¡yoga and
D£tagha¶otkaca. She enters in the scene as a main character. Vy¡sa
portrayed Hi·iÆb¡ as a demoness, who is very potent and helpful
person for the P¡¸·avas in the future. Bh¡sa highlights the virtues of
the demoness art form, their beauty in it, and the feminity that is so
much in love with her husband and son. Bh¡sa makes it clear through
Gha¶otkaca and Bh¢ma itself. Gha¶otkaca of Bh¡sa is famous for his
love to his mother. It is through Gha¶otkaca we can understand
Hi·iÆb¡ better.

In Madhyamavy¡yoga, without knowing that Bh¢ma is the father
of Gha¶otkaca who stops him when he is about to take br¡hma¸a’s
son to end his mother’s fast. Gha¶otkaca says that ‘even if it were his
father who order him to release br¡hma¸a’s son, he would not be
released because he was caught obeying his mother’s order. It reflects
his love and respect for his mother.

Bh¢ma in that situation thought that -The mother is the goddess of
all human beings and gods. He also remembers that Gha¶otkaca was
a good man who gave so much importance to his mother’s command.
To the question -who is your mother Gha¶otkaca replied that she is
the demoness by name Hi·iÆb¡. The fortunate woman who has the
high soul P¡¸·ava the light of the Kuru race, as her lord just as the
sky has the full moon

In D£tagha¶otkaca, there is also a situation who gave the evidence
of love to his mother. Gha¶otkaca introduces himself as Hi·iÆb¡putra
not Bh¢maputra, in such a way he show his love and respect for his
mother in the D£tagha¶otkaca.

½èÊb¨¤ÉÉä%Êº¨É  PÉ]ÉäiEòSÉÉä ªÉnÖù{ÉiÉÉä́ ÉÉÇCªÉÆ MÉÞ½Òi´ÉÉMÉiÉÉä*

p¹]´ªÉÉä%jÉ ¨ÉªÉÉ MÉȪ û& º´ÉSÉÊ®iÉènÉäÇ¹ÉèMÉÇiÉ& ¶ÉjÉÖiÉÉ¨ÉÂ**

From all these we can see the victory of Hi·iÆb¡ as a mother.
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There is a context in the Mah¡bh¡rata that when Hi·iÆb¡ sees Bh¢ma
for the first time her love leads her to forget even the demonic nature.

xÉÉ½Æ §ÉÉiÉÞ́ ÉSÉÉä VÉÉiÉÖ EÖòªÉÉÆÇ GÚò®Éä{ÉºÉÆÊ½þiÉ¨ÉÂ*
{ÉÊiÉºxÉä½Éä%ÊiÉ¤É±É´ÉÉxÉÂ xÉ iÉlÉÉ  ¦ÉÉiÉÞºÉÉè¾þnùùù¨ÉÂ**1

Hi·iÆb¡ confirms in a short time that love for her husband is
greater than her brother’s cruel suggestion.

Unlike the context of the story in the Mah¡bh¡rata,
Madhyamavy¡yoga depicts reunion of Bh¢ma and Hi·iÆb¡, who
couldn’t be see after the birth of Gha¶otkaca. Hi·iÆb¡’s desire to
see her husband, and for that she orders to her son to bring a man for
vratap¡ra¸a indicates their desire to see Bh¢ma. The Mah¡bh¡rata
also mentions that demons are known for their magical powers and
gain strength at night. Hi·iÆb¡ used all his magical powers to help
and appease Bh¢ma and his family. When she comes to make a love
proposal to Bh¢ma, she appears as a beautiful human being, adorned
with divine ornaments and shining like a full moon.

The Bh¢ma is thinking about her beauty as he sees her. Fascinated
by the beauty of the Bh¢ma, Hi·iÆb¡ forgets her demonic nature
and goes on to become a human woman without trying to frighten or
harm the Bh¢ma in his own form, and tells him about the cruel demons
in the Hi·iÆbavana. She secretly says that she is the vicious demon’s
sister and sent her to catch them. From these we can understand the
honesty of Hi·iÆb¡ indirectly.

She is ready to use her monstrous magic powers, the ability to fly
all over and techniques to transform into many forms for Bh¢ma and
family. From this, we can read the love for Bh¢ma and a good attitude
to the fiance  and his family. Hi·iÆb¡ uses love and compassion instead
of aggression to gain pleasure. After Hi·iÆb¡’s assassination, Hi·iÆb¡
accompanies Kunt¢ and her family, but at that moment, the Bh¢ma
angrily goes to kill her. YudhiÀ¶ira forbids the Bh¢ma in that case.

GÖòrÉä%Ê{É {ÉȪ û¹É´ªÉÉQÉ ¦ÉÒ¨É ¨ÉÉ º¨É ÊºjÉªÉÆ ´ÉvÉÒ&*
¶É®Ò®MÉÖ{iªÉ¦ªÉÊvÉEòÆ vÉ¨ÉÆÇ MÉÉä{ÉÉªÉ {ÉÉhb´É** 2

Despite being the cause of her brother’s death and about to be
killed, because of the love towards Bh¢ma she begs to Kunt¢ and
YudhiÀ¶ira.

¨ÉÉ ÁÖªÉiºÉÞVªÉ ºÉÖ¾þn& º´ÉvÉ¨ÉÆÇ º´ÉVÉxÉÆ iÉlÉÉ *
´ÉÞiÉÉä%ªÉÆ {ÉȪ û¹É´ªÉÉQÉºiÉ´É {ÉÖjÉ& {ÉÊiÉ& ¶ÉÖ¦Éä** 3
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I left my family, friends and righteous and chose this good man –
your son as my husband.

YudhiÀ¶ira sent Bh¢ma after a long request with the condition
that he would be sent back at night. The Bh¢ma also stipulates that
they must be together only until they have a son. In the Mah¡bh¡rata,
in the ¿lokas 22 to 30 of the 15th adhy¡ya of the Ëdiparva are
describing this. The Bh¢ma and Hi·iÆb¡ fly up to the sky and
describe their routes and places. There are no such scenes in the
Madhyamavy¡yoga, but there is a case where the Bh¢ma narrates
the character of Hi·iÆb¡ in one line.

VÉÉiªÉÉ ®ÉIÉºÉÒ xÉ ºÉ¨ÉÖnÉSÉÉ®ähÉ *4

The Bh¢ma says that by birth only the demon was not by deed.

Our grief at the loss of the country and wandering in the dense
jungle was erased by the mercy of the Hi·iÆb¡. 5

Being in the R¡kÀasa clan and the exile may have been the reason
for the abandonment of Hi·iÆb¡ and Gha¶otkaca in the jungle.
Hi·iÆb¡ and Gha¶otkaca are remembered only when help is needed
later. As they are in demon clan, p¡¸·avas only uses their strength for
personal growth. The division of the man according their nature, caste
can be clearly seen. Here we can see the contemporary matrimonial
negotiation where the caste and status of the two parties is not equal.6

But the characteristic feature of Hi·iÆb¡ is that she raises her son with
no resentment towards P¡¸·ava clan, but with great love.

Bh¡sa potrayed Gha¶otkaca as a monster with compassion and
respect for those around him. Gha¶otkaca says that the reason for
capturing the Br¡hma¸a family was the difficulty of disobeying his
mother’s word.

At the end of the story, Gha¶otkaca also shows no hesitation in
apologizing and bowing when he knows that his father is at the
forefront.

Hi·iÆb¡, though a demoness, has the quality of sacrifice, love
and respect to her husband. As well as teaching her son to equalise
with his father’s strength and warlike abilities and pour out her
magical powers also. Hi·iÆb¡ can be seen as a woman     who loves
her husband and son, even though she is not given any position or
recognition in the country, she didn’t break the words. If P¡¸·avas
accepted, Hi·iÆb¡ would have been Kunt¢’s first daughter-in-law.
Like other characters in Mah¡bh¡rata, Hi·iÆb¡ has a temple perhaps
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because of her simplicity nature. This wooden temple is located in
the village of Dunkri in Manali, Himachal Pradesh.7 It was built in
1553 AD by king Bahadur Shah, Gha¶otkaca are also imagines as in
the form of tree about a meter away. It has been declared a protected
monument by Archaeological Survey of India due to its historical
and architectural significance.

Conclusion

If we look at the Mah¡bh¡rata, we can see many characters who
have not been given such prominence. But in stark contrast to this,
we can assess that Bh¡sa’s attempts to bring the characters back to
the screen were entirely successful. Bh¡sa is perhaps the first
playwright to turn such seemingly insignificant characters into leading
characters. This transition from Vy¡sa to Bh¡sa is an insight into the
human values of the demons. The avoidance towards the low level
people and acceptance when they need.

Footnotes
1 M N Dutt, Mah¡bh¡rata, 2008, p.440
2  Ibid, p.447
3  Ibid ,p.447
4 T K Ramachandra Aiyar, Madhyamavy¡yoga, p.46
5 Ibid, p.46, ¿loka.49
6 Uma Narain, Resurrecting the Mother in ‘Mata Hidimba’, Jstor, 2003,

p.1680
7 Sunil P Elayidom, Mah¡bh¡ratham: S¡msk¡rikacaritram, p.489

Bibliography
Dutt M N, Mah¡bh¡rata; Sanskrit Text with English Translation, Parimal
Publications, New Delhi, 2008
Narasimhan Chakravarthi V, The Mah¡bh¡rata, Motilal Banarsidass
publishers Private limited, Delhi,1999
Prakash L, Mah¡bh¡rata One, Banana Books (P) limited, Chennai, 2008
Rajgopalachari.C, Mahabharata, Bharatiya Vidya Bhavan,
Mumbai,1951
RamachandraAiyar T K, Madhyamavy¡yoga, R S Vadhyar and Sons,
Palakkad, 2003.
Sunil P Elayidom, Mah¡bh¡ratam: S¡msk¡rikacaritram, D C Books,
Kottayam, 2020.
Uma Narain, Resurrecting the Mother in Mata Hidimba, Jstor, 2003.



184

N

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

V. S. Vanaja

Abstract : The concept of R¡kÀasa/RakÀas (and also of Asura) is
a prominent myth in the literature of ancient India. Sanskrit literature,
especially Vedic and Puranic literature, gives ample evidences to
form a vivid idea about this concept. This concept bears a perennial
impact on India’s cultural life too, especially on indigenous culture.
The root meaning of the word r¡kÀasa  and several other references
of early Vedic literature to this concept are clear indication of the
primary concept of R¡kÀasas described in the ancient Indian
Literature. They lead us to the human nature of R¡kÀasa-s. Asura-s
and R¡kÀasa-s became identical beings in later Vedic age and some
prominent R¡kÀasa are still being worshipped by the indigenous
people of India as their powerful heroes and Gods. This paper
examines the main trajectories of the evolution and impact of the
R¡kÀasa concept.

Words : R¡kÀasa concept, Asura-s, Deva-s, Primary evidence
Etymology, Transformation, Indigenous people.

Introduction

The emergence of each civilization happens through the struggles
and interaction of different human cultures. The thoughts, culture,
religion etc. of the prominent groups naturally become the main stream
culture of the society. This  fact is very much evident in the history
of the legends of R¡kÀasa, variantly RakÀas. It is important to analyze
the concept of Asura for getting a clear picture behind the R¡kÀasa
since they both became identical in later Vedic and post Vedic age,
especially in the  Puranic age. Gererally these concepts bear the sense

IMPACT OF RAKSASA CONCEPT ON INDIGENOUS
CULTURE OF INDIA – A REVIEW
BASED ON VALMIKIRAMAYANA
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of ‘opposite to the gods’. Indian Mythology is filled with the stories
of the conflicts between god and evil, in force between Devat¡-s or
Deva-s (gods) and Asura-s and R¡kÀasa-s, and also the final victory
of the former over the latter. The resonance of this legend and the
impact of its ideology can be noticed in the later cultural history of
India. This paper mainly is intended to discuss precisely the impact
of the R¡kÀasa concept of V¡lm¢kir¡m¡ya¸a on indigenous culture
of India. A general idea regarding the earlier history of this concept
is essential for a clearer understanding of this issue.

Primary Evidence of RakÀas in Îgveda

Being the oldest extant literary source, Îgveda bears the early
evidence of development of the concept about the RakÀas. It generally
shows affinity with the newly developed meaning of Asura, i.e., a
demon. In Îgveda the word indicates inimical forces that try to
prevent the sacrifice from being carried out.  In vedas they are always
malevolent in nature. Sometimes they associate with plagues, enemies,
various evils, magicians, sorcerers and so on. The sorcerer sends
RakÀas or RakÀas-es to perform his command against his enemies.
According to W.E. Hale the term RakÀas clearly refers to non-human
demonic beings. In the Vedas RakÀas-es are more often opposed by
agni or Soma than Indra. In Purana literature there is a description
about the origin of R¡kÀasa dynasty. They are said to be the
descendants of the Sage Ka¿yapa therein,

Etymology of rakÀas

RakÀas is a term derived from the root rakÀa (to protect). They are
thought to be the original settlers of India though they are mentioned
disparagingly as demonical beings for their professed hostility to the
sacrificial cults. The etymological meaning of the term may be thus
: as they protected, they are called RakÀas-es. There may arise another
question that ‘protected whom?’ It may be said here that due to their
enmity with the gods they protected themselves from Deva-s. But
the mythical background of the word discloses it in a different manner.
In mythology when the gods were engaged in performing sacrifice,
they were forbidden by Asura-s and R¡kÀasa-s, and thus they are
called RakÀas. The etymology of the word rakÀas puts the import of
the word into some doubts.

The etymology of rakÀas according to áatapathabr¡hma¸a is :

näù́ ÉÉxÉÂ ́ Éè ªÉYÉäxÉ ªÉVÉ¨ÉÉxÉÉÆºiÉÉxÉºÉÖ®ú®úÉIÉºÉÉÊxÉ ®ú®úIÉÖ& - xÉ ªÉIªÉnäù́ É <ÊiÉ* iÉtnù®úIÉxÉÂ iÉº¨ÉÉpùIÉÉÆÊºÉ**
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According to this, rakÀas means an obstructer, demon; from
‘rakÀa’ gets the meanings such as to with hold to check, to obstruct
etc.

áabdakalpadruma gives the etymology of rakÀas  as -

®úIÉxiªÉº¨ÉÉiÉÂ ®úIÉ&* ®úIÉ B´É ®úÉIÉºÉ&* iÉi{ÉªÉÉÇªÉ& EòÉèhÉ{É&, Gò´ªÉÉiÉÂ Gò´ªÉÉnù&.....**

Here the root ‘akÀa’ is seen in the same meaning of ‘to protect’.
The term akÀas is a synonym of RakÀas because R¡kÀasa is a
derivative of RakÀas.

V¡caspatya follows the same meaning. The etymological meaning
of the word rakÀas according to Y¡ska in his nirukta is as follows;

®úIÉÉä ±ÉÊIÉiÉ´ªÉ¨Éº¨ÉÉiÉÂ* ®ú½þÊºÉ IÉhÉÉäÊiÉ ´ÉÉ* ®úÉjÉÉè xÉIÉiÉ <ÊiÉ ´ÉÉ

Here he opines that the Îgvedic term raksas is derived from the
root ‘rakÀa’ which means ‘to protect’. Thus rakÀas means ‘one from
whom protection is necessary’ and so the word originally meant a
formidable man capable of inflicting evil or attacks in solitary places.
Later on the word came to mean a demon sometimes having three or
more heads, destroying human life by means visible or invisible, in
fact a supernatural evil being. The term rakÀa in the sense of an
amulet can be variously seen in Atharvaveda. In this context it would
be interesting and relevant to have a look at the reverences to Asura-
s and R¡kÀasa-s that appear in N¡¶ya¿¡stra of Bharata.

Representation of Asura and R¡kÀasa in N¡¶ya¿¡stra

The changing attitude of the society towards the concept of Asura
and R¡kÀasa is reflected in N¡¶ya¿¡stra. N¡¶ya¿¡stra is treated as
the fifth Veda and the oldest available literary record on Dramaturgy.
It presents an account on the attitude of Asura-s towards the popular
notion of the main stream society towards them. The Asura concept
in N¡¶ya¿¡stra seems to have been adopted from later Vedic period
(especially from Epics and Purana-s) where they are pictured as the
enemy of Devas. In the first chapter of N¡¶ya¿¡stra, Asuras are called
by the names Daitya, Danava, YakÀa, Kinnara, R¡kÀasa etc. In the
festival called Indradhvajamaha, Bharata with his sons enacted the
play ‘Daityaparajaya’ which depicts the story of the victory of Deva-
s over Asura-s became angry and they tried to disturb the festival.
Brahman although tried to convince Asura-s about the nature of
‘N¡¶ya’ but failed. Due to disturbance of Asura-s, Deva-s thought
of making a N¡¶yama´dapa for presenting N¡¶ya before invited
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audience. They also made some rules and regulations for presenting
N¡¶ya. After that Bharata with his sons enacted the Am£tamanthana
– Samavak¡ra and Tripurad¡ha-Dima. The common theme of these
dramas is the defeat of Asura-s by Deva-s. This theme became popular
by the time of Pur¡¸a literature and adopted as a common theme in
Indian mythology.

Further in the 21st chapter of N¡¶ya¿¡stra, while dealing with the
costumes of R¡kÀas¢ characters should wear indran¢la (precious blue
stone) white teeth, black dress etc. According to the descriptions
there, one who has a yellowish hair, reddish eyes, fat body, loud
noise etc. is fit for a R¡kÀasa character. Pi¿¡ca and Bh£ta character
should leave their hair untied. Here it can be viewed clearly that this
picture is closely connected with the concepts manifested through
the Puranic literature.

It must be stated that the changes in the concept of Asura and
R¡kÀasa as the representation of evil forces happened not only due
to the religious and cultural differences but also due to result of a
strong impact of the political change in the society. As has been
shown earlier, in Vedic period both Asuras and R¡kÀasas were not
portrayed as having fearful appearance. In the time of N¡¶ya¿¡stra
the attitude of the society has changed and it is clearly reflected in
the depiction of Asuras in N¡¶ya.

Brotherhood of Devas, Asuras, R¡kÀasas etc.

In Îgveda thee is no indication about Asura and R¡kÀasa as
identical beings. But, the nature and engagements of Asuras and
R¡kÀasas seen in later Vedic corpus give some clue to the later concept
regarding them. It was in the time of Br¡hma¸as a change in the
conception of these terms i.e. the enemy of Devas, had taken place.
It continued and developed through the Epics to Pur¡¸as. The
concept that imagines Asuras and R¡kÀasas are demons or evil beings
has become complete in Pur¡¸as.

Anu¿¡sanaparvam of Mah¡bh¡rata speaks of the brotherhood of
Deva-s and Asura-s. It says;

<nÆù SÉ ¸ÉÚªÉiÉä! ªÉÖräù näù´ÉÉºÉÖ®äú {ÉÖ®úÉ*
+ºÉÖ®úÉ §ÉÉiÉ®úÉä VªÉä¹`ööÉ näù´ÉÉ¶SÉÉÊ{É ªÉ´ÉÒªÉºÉ&**Mah¡bh¡rata, XII.33.13.

Here Asura-s are said to be the elder brothers of Deva-s. Their
rivalry is also stated in the same verse.
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Ëdiparvam describes them as the offsprings of Pulastya as;

®úÉIÉºÉÉ¶SÉ {ÉÖ±ÉºiªÉºªÉ ´ÉÉxÉ®úÉ& ÊEòzÉ®úÉºiÉlÉÉ*
ªÉIÉÉ¶SÉ ¨ÉxÉÖVÉ´ªÉÉQÉ! {ÉÖjÉÉºiÉºªÉ SÉ vÉÒ¨ÉiÉ&**Mah¡bh¡rata, I.66.7.

It is said here that R¡kÀasa-s, V¡nara-s, Kinnara-s and YakÀa-s
are the children of Pulastya. Though they have a common ancestor
their engagements are different. It would be more reasonable to take
that they were belonging to some sect of people who lived in the
forest.

R¡kÀasa-s in V¡lm¢kir¡m¡ya¸a

V¡lm¢kir¡m¡ya¸a contains copious information regarding the
later concept of R¡kÀasa as the opponents of Vedic tradition. Although
R¡kÀasa-s in V¡lm¢kir¡m¡ya¸a, are generally depicted as anti-social
group of people, there can be found innumerable instances which
obviously prove their identity as a separate ethnic group.

Some of the prominent R¡kÀasa characters in R¡m¡ya¸a seem to
be more exaggerated from their original identity. á£rpa¸akh¡, the
sister of R¡kÀasa king R¡va¸a is presented there as an ugly female
of R¡kÀasa clan. She came to the residing place of R¡ma at her will
and proposes R¡ma. This incident may be viewed as a pointer to the
freedom of women in the R¡kÀasa community to choose their life-
partner which the women of R¡ma’s community do not possess.
There is a detailed description about the comparison of the physique
of á£rpa¸akh¡ and R¡ma in the Ëra¸yak¡¸·a. á£rpa¸akh¡ is an
ugly woman having huge abdomen, terrible eyes, unsightly in
presence, hideous voice, hard accents etc. whereas R¡ma is a
handsome fellow with good qualities. Another R¡kÀas¢ character
T¡¶ak¡ is also portrayed as a YakÀi¸¢ who has the ability to assume
different forms  at will and endowed with the strength of thousand
elephants.

Attitude of R¡kÀasa – towards Vedic tradition

R¡kÀasa-s are said to be non-believers of sacrifice in the B¡lak¡¸·a
of R¡m¡ya¸a. There the R¡kÀasa-s M¡r¢ca and Sub¡hu are trying
to disturb the sacrifice of the sages by showering blood on the
sacrificial altar. Interestingly, M¡r¢ca has been described as an ascetic
in R¡m¡ya¸a itself;

iÉjÉ EÞò¹hÉÉÊVÉxÉvÉ®Æú VÉ]õÉ¨Éhb÷±ÉvÉÉÊ®úhÉ¨ÉÂ*
nùnù¶ÉÇ ÊxÉªÉiÉÉ½þÉ®Æú ¨ÉÉ®úÒSÉÆ xÉÉ¨É ®úÉIÉºÉ¨ÉÂ**  III.35.38.
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This verse is an important evidence of the asceticism prevailed
among the R¡kÀasa-s. At one place in Sundarak¡¸·a there is a
description of R¡kÀasa-s who are performing sacrifice. At the late
hour of night in La´ka, Han£mat heard the chanting of Vedic scholars
who were engaged in performing sacrifice;

¹Éb÷RÂóMÉ´ÉänùÊ´ÉnÖù¹ÉÉÆ GòiÉÖ|É´É®úªÉÉÊVÉxÉÉ¨ÉÂ*
¶ÉÖ̧ ÉÉ´É ¥ÉÀPÉÉä¹ÉÉxÉÂ ºÉ Ê´É®úÉjÉä ¥ÉÀ®úIÉºÉÉ¨ÉÂ** V.18.2.

This description is a definite proof of the fact that R¡kÀasa-s were
well versed in aswcetisim, Veda-s and related matters.

The forest Da¸·aka, being their original habitat, was under the
control of R¡kÀasa-s and the coming of sages to their land must have
been viewed as invasion by R¡kÀasa-s. This may be the actual reason
behind the rivalry between them. Throughout in R¡m¡ya¸a, as
mentioned earlier, R¡kÀasa-s are given the image of anti-social group
of beings. But there are ample references which give accurate
evidence to think that they are having a social life with highly
civilized state of things.

Origin of ‘R¡kÀasa Race’ in V¡lm¢kir¡m¡ya¸a

Uttarak¡¸·a of V¡lm¢kir¡m¡ya¸a furnishes an account of the
origin of R¡kÀasa dynasty in detail. It was told by sage Agastya to
R¡ma. At the time of creation Praj¡pati who was originated from
water and created water generated some creatures assigned them
with the duty of protecting that element (water). Hearing this some
of them said ‘rakÀ¡maÅ’ i.e. ‘we shall protect it’ and some others
said ‘yakÀ¡maÅ’ i.e. ‘we shall worship it’. Those who have said
rakÀ¡maÅ’ became R¡kÀasa-s and those who have said ‘yakÀ¡maÅ’
became yakÀ¡s. It is interesting that in the verse VII.4.11 of
R¡m¡ya¸a, Praj¡pati asked to guard water by introducing them as
‘m¡nav¡Å’ i.e. men. From this reference it is difficult to find out the
reason for treating these beings as hostile categories.

It in succeeding verses (VII.4.14-18) the R¡kÀasa brothers Heti
and Praheti are described as lords R¡kÀasa-s. Praheti choosed
asceticism while Heti married Bhay¡ the sister of K¡la. Vidyutke¿a,
a powerful R¡kÀasa, was born to Heti on Bhay¡.

Gonds, Oraons and R¡va¸a Tribes as the Descendants of R¡va¸a

Gonds who are indentified as the biggest tribal group in central
India and Oraons believe themselves as the descendants of R¡va¸a.
Kamil Bulke refers to a family living in the Ketkayamm village of
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Rayadiha in Ranchi whose family name is ‘R¡va¸a’. But they were
belonging to the ‘Gidhi’ clan which is a popular tribal group in
central India.

M.V. Kibe considers the people of Southern parts of Indian sub-
continent as belonging to R¡kÀasa tribe and also think the south Indian
people as the descendants of the powerful R¡kÀasa king R¡va¸a. He
points out that ‘R¡va¸avaÆ¿a’ is a sub-caste among Gonds which
might be regarded as the modern representatives of the R¡kÀasas.
Th problem regarding the ethnical identity of these people should be
studied in detail for bringing forth the real social and political history
of our ancient past. V.R.R. Dikshitar argues that the R¡kÀasas could
be taken as a tribe when the society emerged from the barbarous
state to a semi-civilized condition and sought to identify them with
the ancestors of modern Andamaners and Australian aborigines.

á£rpa¸akh¡ as a Goddess

The popular R¡m¡ya¸a character á£rpa¸akh¡ who belongs to
the race of R¡kÀasas and sister of R¡va¸a, the king of La´k¡, is
being worshipped as a goddess in Nilgiris of Tamil Nadu in South
India. The women who belong to the N¡ttu caste of Keralam believe
themselves as the daughters of á£rpa¸akh¡.

R¡kÀasa-s in the belief of the people of Wynad

In the Wayanad district of Keralam many people believe that it is
the place where the story of R¡m¡ya¸a happened. In their view,
many places there are related with the story of R¡m¡ya¸a. According
to their belief R¡va¸a is simply a man and he did not abduct S¢t¡,
but she went to his abode on her own wish. In Wayanad there is a
hill which is in the shape of a woman lying on the ground. People
relate the mythology of this hill with the R¡m¡ya¸a- character T¡¶ak¡.
According to their belief R¡ma and LakÀma¸a quarreled with T¡¶ak¡
and at the end R¡ma killed her with an arrow. The huge body of
T¡¶ak¡ fell down on the top of the mountain. In memory of the
killing of T¡¶ak¡ with the arrow by R¡ma that place is named after
Ambukutti (the place where the arrow was shot).

Conclusion

The legacy of Asura and R¡kÀasa although is subdued by the
main stream culture, it has been rooted deeply in the psyche of many
sects of people in India. It s the cultural, social and political changes
that resulted in the transformation of the scenario in its history.
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However, the tribal beliefs which are the remnants of begone age
can be taken as the survival of historical memories. The people who
believe themselves as the descendants of some powerful Asura and
R¡kÀasa characteristics are found now only in the peripheries of the
society. This may be due to their extermination by the so called main
stream culture. This may also have helped in the formation of the
strong belief in their powerful heroes who strongly opposed the Vedic
tradition.
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love with R¡ma (he too was attracted by her beauty) at the first sight in
the famous Malayalam poem T¡¶akayenna Dr¡vi·ar¡jakum¡ri of Vayalar
Rama Varma. Here the reason for the death of T¡¶ak¡ is her affection
towards R¡ma, and this is a more convincing depiction than that of
V¡lm¢kir¡m¡ya¸a. Vayalar adapted the theme of his poem from
Kampar¡m¡ya¸a.

18 T¡¶ak¡ is described there as the wife of intelligent Sunda, a R¡kÀasa,
and mother of M¡r¢ca. R¡ma killed her by entering her domain without
asking any question. This act can be read as the form of invasion to a
country by foreigners. Refer to V¡lm¢kir¡m¡ya¸a, I.24.25-27 for more
details.

19 See R¡m¡ya¸a of V¡lm¢ki, Vol. I, I.30.12.
20 IÉjÉ ½äþÊiÉ& |É½äþÊiÉ¶SÉ §ÉÉiÉ®úÉè ®úÉIÉºÉÉÊvÉ{ÉÉè* ¨ÉvÉÖEèò]õ¦ÉºÉRÂóEòÉ¶ÉÉè ¤É¦ÉÚ́ ÉiÉÖ®Ê®úxnù¨ÉÉè ** VII.4.2.
21 ºÉ iÉºªÉÉÆ VÉxÉªÉÉ¨ÉÉºÉ ½äþiÉÒ ®úÉIÉºÉ{ÉÖRÂóMÉ´ÉÉè*  {ÉÖjÉä {ÉÖjÉ´ÉiÉÉÆ ¸Éä¹`öÉä Ê´ÉtÖiEäò¶ÉÊ¨ÉÊiÉ ¸ÉÖiÉ¨ÉÂ**

VII.4.17.
22 Bulke, Kamil, op.cit., p.132f.
23 Kibe, M.V., Cultural Descendants of R¡va¸a, Kane Festschrift, 1941,

p.264-66. But the argument of Kibe that the south Indians are the
descendants of R¡kÀasa king R¡va¸a does seem tenable for the want of
adequate evidence.

24 Dikshitar, V.R.R, South Indians in the R¡m¡ya¸a, Transactions of the
All India Oriental Conference, 1993, p.245f.

25 Ibid., p.405. N¡ttu is said to be a subdivision of Kollan (Black smith).
According to another view it is a sub caste of and Malayan (people live
in hill areas probably the forest dwellers) of Cochin in Kerala. cf., Edgar
Thurston, op.cit., Vol. V, p.249.

26 Azeez Tharuvana, Vayan¡¶an R¡m¡ya¸am, Mathrubhumi Books,
Kozhikode, 2011, p.25f. The study of the people of Wynad based on
their beliefs and culture can give more information about the ethnic
settlements in ancient Keralam. A study based on cultural Anthropology
would provide more help in this regard.

27 Ibid., p.67.
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Biniya A. B.

Dharma¿¡stra literature pervades over various aspects of Indian
social and cultural life. The Dharma¿¡stra literature attempts to bring
discipline in the life of individual and also in the social life based on
the values which were in belief in those days. Some values have
been universal while others kept on changing in accordance with
time. This literature is very close to Indian society. In ancient India
women were denied equality with men, not only in secular matters
such as inheritance and succession but also in social status, religious
and spiritual practices. Even in the family women were supposed to
have been relegated to a very low position and regarded as mere
chalet. Status of women in the society has remained an important
issue from time immemorial. Dharma¿¡stra texts deal with some
conditions of women. Women had to face some uncommon situations
in their lives. Women became impure (untouchable) at her monthly
periods.

Rajasval¡ or Rajodar¿ana means menstrual women. It defines
Rajo in Sanskrit means blood and dar¿ana means to watch. The
Dharma¿¡stra texts provide some conditions about Rajasval¡, the
lifestyle of Rajasval¡, days of impurity, purification and purification
on the death of Rajasval¡. From the times of Taittir¢ya Samhita
rules have been laid down about the duties of a Rajasval¡ and it also
states how her husband and other people should act towards her. It
states that one should not address a woman who has unclean clothes
(who is in her course) nor should one sit with her, one should not
eat her food for she keeps emitting the colour of Br¡hma¸a murder.
The verse is thus,

CONCEPT OF RAJASVALË IN THE PERIOD OF
DHARMAáËSTRA
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ºÉÉ ̈ É±É´ÉuùÉºÉÉ +¦É´ÉiÉÂ* iÉº¨ÉÉx¨É±É´ÉuùÉºÉºÉÉ xÉ ºÉǼ ÉnäùiÉÂ* xÉ ºÉ½þÉºÉÒiÉ* xÉÉºªÉÉ +zÉ¨ÉtÉiÉÂ*
¥ÉÀ½þiªÉÉªÉè Áä¹ÉÉ ́ ÉhÉæ |ÉÊiÉ¨ÉÖSªÉÉºiÉä%lÉÉä JÉ±´ÉÉ½Öþ:* +MxªÉ\VÉxÉÆ ́ ÉÉ´É Ê»ÉªÉÉ +»É¨ÉÂ * +¦ªÉ\VÉxÉ¨Éä́ É
xÉ |ÉÊiÉMÉÞ½Æþ EòÉ¨É¨ÉxªÉiÉÂ*  (T.S.II.5.1.5-6)

 The Taittir¢ya Samhita says that there should be no intercourse
with Rajasval¡ women, either in a forest (after she bathes) nor when
she is unwilling (after bath).  She should not bath during the three
days, should not bath with oil in those days, should not arrange her
hair with a comb, should not apply collyrium to her eyes, should
not brush her teeth, and should not pare her nails. She should not
spin yarn, should not make ropes, and should not drink water with a
vessel made of pal¡¿a leaves or a vessel that is baked in fire (or is
broken). The results of the breaches are thus that the son becomes
suspected or charged with grave sins, a thief, shy not bold, destined
to die in water, will have a skin disease, will have a bald head and
will be feeble, will have squint-eyed, will have dark teeth and bad
nails, will be impotent, will commit suicide by hanging, will become
a lunatic or a dwarf.  The text further directs that she should observe
these rules for three nights, should drink water with her hands joined
together or with a plate that is not baked in fire. The verses is stated
thus-

ªÉÉÆ ¨É±É´ÉuùÉºÉºÉ ºÉ¨¦É´ÉÊiÉ ªÉºiÉiÉÉä VÉÉªÉiÉä ºÉÉä%Ê¦É¶ÉºiÉÉä ªÉÉ¨É®úhªÉä iÉºªÉè ºiÉäxÉÉä ªÉÉÆ {É®úÉSÉÓ
iÉºªÉè ¼MÉÒiÉ ¨ÉÖJªÉ{ÉMÉ±¦ÉÉä ªÉÉ ºxÉÉÊiÉ iÉºªÉÉ +{ºÉÖ ¨ÉÉ¯ûEòÉä ªÉÉ%¦ªÉRÂóHäò iÉºªÉè nÖù¶SÉ¨ÉÉÇ ªÉÉ
|ÉÊiÉJÉiÉä iÉºªÉè JÉ±ÉÊiÉ®ú{É¨ÉÉ®úÒ ªÉÉ%RÂóHäò iÉºªÉè EòÉhÉÉä ªÉÉ nùiÉÉä vÉÉ´ÉiÉä iÉºªÉè ¶ªÉÉ´ÉnùxÉÂ ªÉÉ xÉJÉÉÊxÉ
ÊxÉEÞòxiÉiÉä iÉºªÉè C±ÉÒ¤ÉÉä ªÉÉ ®úVVÉÖ ºÉÞVÉÊiÉ iÉºªÉÉ =uùxvÉÚEòÉä ªÉÉ {ÉhÉæxÉ Ê{É¤ÉÊiÉ iÉºªÉÉ  =x¨ÉÉnÖùEòÉä ªÉÉ
JÉ´ÉæhÉ Ê{É¤ÉÊiÉ iÉºªÉè JÉ´ÉÇÎºiÉ»ÉÉä ®úÉjÉÒµÉÇiÉÆ SÉ®äúnù\VÉÊ±ÉxÉÉ Ê{É¤ÉänùJÉ´ÉæhÉ ́ ÉÉ {ÉÉjÉähÉ |ÉVÉÉªÉè MÉÉä{ÉÒlÉÉªÉ**
(T.S.II.5.1)

In Boudh¡yana Dharma¿¡stra, Rajasval¡ str¢ has been termed as
an Atrei (rajasval¡mrutusn¡t¡m¡trey¢m¡hu). According to VasiÀ¶ha
Dharma¿¡stra menstruating woman remains impure for three days
and nights-(trir¡tram rajasval¡ ¿ucirbhavati). Rules have been laid
down about Rajasval¡ by VasiÀ¶ha. Menstruating women remains
impure for three days. She should not apply collyrium on her eyes
or oil on her body or bathe in water. She should sleep on the floor
and not sleep during the day. She should not touch the fire, should
not make a rope, nor look at the planets. She should not laugh or do
any household affairs. She should not drink from a damaged cup.
She may drink from her cupped hands, undamaged cup or a copper
vessel. The B¤had¡ra¸yaka UpaniÀad notes that a married woman
in her courses should drink water from a vessel of bronze and should
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not wash her clothes, a ¿£dra male or female should not touch her;
on the lapse of three nights she should bathe and she should be
made to unhusk rice. The verses are;

+lÉ ªÉºªÉ VÉÉªÉ¨ÉÉiÉḈ ÉÆ Ê´ÉxnäùiÉÂ, jªÉ½Æþ EÆòºÉäxÉ Ê{É¤Éänù½þiÉ´ÉÉºÉÉ:, xÉèxÉÉÆ ́ ÉÞ¹É±ÉÉä xÉ ́ ÉÞ¹É±ªÉÖ{É½þxªÉÉiÉÂ,
ÊjÉ®úÉjÉÉxiÉ +É{±ÉÖiªÉ µÉÒ½þÒxÉ´ÉPÉÉiÉªÉäiÉÂ**  (VI.4.13)

When VasiÀ¶ha Dharmas£tra and ViÀ¸u Dharmas£tra forbid the
eating of the food of a Rajasval¡ that is the food cooked by her and
owned by her should not be eaten. Laghu -H¡rita prescribes that a
Rajasval¡ may eat food from her own hand used as a plate; Vrddha-
H¡rita says the same and adds that if she is a widow then she should
not take food for three days and that one whose husband is living
must have only one meal a day. Those Br¡hma¸as in whose houses
menstruating woman participate in ritual activities, people who do
not maintain the sacred fires, and people in whose family there has
not been a Vedic scholar, all these are equal to ¿£dr¡s. The verses
are thus;

=nùCªÉÉx´ÉÉºÉiÉä ªÉä¹ÉÉÆ ªÉä SÉ EäòÊSÉnùMxªÉÉ: EÖò±ÉÆ ¸ÉÉäÊjÉªÉÆ ªÉä¹ÉÉ¨ÉÂ* ºÉ´Éæ iÉä ¶ÉÚpù vÉÌ¨ÉhÉ: <ÊiÉ**

The following are the rules pertaining to the life style of Rajasval¡
for first three days-

She should not to be seen by anyone.

Should wear a single cloth.

Should not bathe and wear ornaments.

She should behave in a shy manner and stay in the house.

Should practice complete silence.

Should remain calm and poised.

She should eat in earthen pots and sleep on the floor.

The above mentioned life style of Rajasval¡ is also described in
Vedic literature.

Period of impurity also has been prescribed in Dharma¿¡stra.
Rajasval¡ woman remains impure for three days. According to
Ëpastambha Sm¤ti she regains her purity after having a bathe on
fourth day. Prior to having bath she should not indulge in the
religious ceremonies and household activities.

|ÉlÉ¨Éä +½þÊxÉ SÉ¨b÷É±ÉÒ ÊuùiÉÒªÉä ¥ÉÀPÉÉÊiÉÊxÉ*
iÉÞiÉÒªÉä ®úVÉEòÒ |ÉÉäHòÉ SÉiÉÖlÉæ%½þÊxÉ ¶ÉÖvªÉiÉÒ**
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This ¿loka means that Rajasval¡ was called Ca¸·¡l¢ on first day,
Brahmagh¡tin¢ on the second and Rajak¢ on the third day.

Purification of Rajasval¡

Rajasval¡ women were also not allowed to touch each other.
She should stay without food.

®úVÉº´É±ÉÉ iÉÖ  ªÉlÉÉ xÉÉ®Ò +xªÉÉäxªÉÉÆ º{É¶ÉÇiÉä ªÉÊnù*
iÉÉ´ÉiÉÂ ÊiÉ¹ ä̀öÎixÉ®úÉ½É®ú ºxÉÉi´ÉÉ EòÉ±ÉäxÉ ¶ÉÖnÂùvªÉÊiÉ**

The ViÀ¸u Dharmas£tra (22.73-74) prescribes that if one
Rajasval¡ touches another Rajasval¡ of a lower var¸a she should
observe a fast from that time till the fourth day when she takes the
purification bath. On the other hand if she touches another Rajasval¡
woman of the same or a higher var¸a, she has to bath and then take
her food. According to Sm¤tik¡ra-s she should not bathe during the
three days. She was also supposed not to do religious duties during
the period.

ºÉÉv´ÉÉSÉÉ®úÉ xÉ ºÉÉ iÉÉ´ÉpùVÉÉä ªÉÉ´ÉiÉÂ |É´ÉiÉÇiÉä*
´ÉÞkÉä ®úVÉºÉÒ  ºÉÉv´ÉÒ ºªÉÉnÂù MÉÞ½þEò¨ÉÇhÉÒ SÉèÎxpùªÉÉä**

Rajasval¡ woman is fit for sacrifice and pit¤karma on fifth day.

¶ÉÖrùÉ ¦ÉiÉÖÇ¶SÉiÉÖlÉæ +½þÊxÉ ºxÉÉxÉäxÉ »ÉÒ ®úVÉº´É±ÉÉ*
nùèù´Éä Eò¨ÉÇhÉÒ Ê{ÉjªÉä SÉ {É\SÉ¨Éä +½þÊxÉ ºÉvªÉiÉÒ**

If a Br¡hma¸a Rajasval¡ touches another Br¡hma¸a Rajasval¡
she should observe fast for one night and becomes pure by
paµcagavya. The verse states so-

º{ÉÞ¹]õÉ ®úVÉº´É±ÉÉ +xªÉÉäxªÉÆ ¥ÉÉÀhªÉÉ¥ÉÉÀhÉÒ SÉ ªÉÉ*
BEò®úÉjÉÆ  ÊxÉ®úÉ½É®úÉ {É\SÉMÉ´ªÉäxÉ ¶ÉÖrùiÉÒ** '

If a Rajasval¡ is touched by a Ca¸·¡l¡ or by any of the Antyajas,
or by a dog or a crow, she has to be without food till she bathes on
the 4th day (Angiras47, Atri 277-279, ËpastambaVII.5-8),

®úVÉº´É±ÉÉ ªÉnùÉ º{ÉÞ¹]õÉ =¹]ÅõVÉ¨¤ÉÚEò¶É±¤É®èú:*
{É\SÉ®úÉjÉÆ ÊxÉ®úÉ½É®úÉ {É\SÉMÉ´ªÉäxÉ ZÉÖrùiÉÒ**

If a woman is suffering from fever and becomes a Rajasval¡ she
is not to be bathed on the 4th day to purify her, her purification is to
be effected by another healthy woman, who touches her and then
herself bathes with her clothes on and this is done ten or twelve
times and each time there is sipping of water, then the woman who
is ill has her clothes removed and new ones put on and then gifts are
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made according to ability and she becomes pure. The same
procedure is followed where a male who is ill is touched by a
Rajasval¡ or for some other cause he has to undergo the purification
of a bath. The healthy male touches him seven or ten times and
bathes after each touch, at the end of which the sickly person is
declared to be free from the impurity.

If a Rajasval¡ dies, then the corpse should be bathed with the
five products of the cow (paµcagavya), she should be covered with
another garment and then should be cremated. While A´giras said
that the corpse should be bathed after three days and it should be
cremated.

{É\SÉÊ¦É: ºxÉÉ{ÉÊªÉi´ÉÉ iÉÖ MÉ´ªÉèÊ½þ |ÉäiÉÉÆ ®úVÉº´É±ÉÉ¨ÉÂ*
´É»ÉÉxiÉ®úÉ´ÉÞkÉÉÆ EÞòi´ÉÉ nùÉ½þªÉäÊuùÊvÉ{ÉÚ́ ÉÇEò¨ÉÂ**

Conclusion

The Dharma¿¡stras talks about  the twelve impurities (fat, semen,
blood, marrow, urine, faeces, mucus of the nose, earwax, phlegm,
tears, rheum of eyes, sweat) of the body, one is blood. Women
become impure (untouchable) at her monthly periods. Women were
not allowed to perform any Vedic ritual or to touch any auspicious
things or visit the temple as it will spoil the purity of these things.
One of the reasons that a woman is considered impure (due to impure
bleeding) during the menstrual time is because of losing blood. But
along with that, heat and harmful toxins are also excreted from the
body. As such, her body will be weak and she needs to take rest. In
the Dharma¿¡stra period great importance was given to purity.

End Notes:

VasiÀ¶a Dharmas£tra, 5.10.

Shashi  Kashyap, Concept of  Untouchability in Dharma¿¡stra, p-74.

Idem.

Ibid., p.75.

Atrism¤ti, p.277.

Y¡jµavalkya Sm¤ti, 3.2.
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Galeel T

Introduction

Classical Sanskrit literature, including the dramas and other
Mah¡k¡vyas, is widely influenced by the myths and tales which are
developed from the Vedas, Br¡hma¸as, Epics and Pur¡¸as through
ago. It is noted that most of the Sanskrit k¡vyas are developed and
shaped by the stories of the Epics and Pur¡¸as. The plot of these
k¡vyas is borrowed from the myths which are widely deliberated in
the oral and textual traditions of Indian culture. The myths and tales
are not to be considered as a static form over time. It has dynamic
nature and these myths and tales are always considered as changeable
and it is very flexible to use as a cultural production from generation
to generation. Thus these myths and tales are the invaluable treasure
of Sanskrit literature.

The Sanskrit poets like Bh¡sa, K¡lid¡sa, etc. are deeply influenced
by the Epics and Pur¡¸as and accepted the stories like the plot of
their works. Moreover, they used their poetical imagination to
develop the plot.

 The tale of Urva¿¢ and Pur£ravas is depicted first in Îgveda
(10-95), and it full-fledged in áatapathabr¡Åma¸a(11-5-1),. The poet
K¡lid¡sa gave a new turn to the myth.

The present paper tries to bring out the character transformation
of Urva¿¢ and Pur£ravas. Through the three classical scriptures.
Îgveda, áatapathabr¡Åma¸a and Vikramorva¿¢ya.

THE CHARACTER TRANSFORMATION OF URVAáÌ
AND PURÍRAVAS IN VIKRAMORVAáÌYA.
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Urva¿¢ and Pur£ravas in Îgveda

The itihasa that mentioned the dialogue between Urva¿¢ and
Pur£ravas comes in the 95 th s£kta of 10 th ma¸·ala in Îgveda. The
story which plots the meaning lessnes of worldly pleasure moves
forward through Pur£ravas finding Urva¿¢ who left him after a long
time of life together, at m¡nasa saras, where Pur£ravas requests
Urva¿¢ to return back to a life together , which she rejects. The ¤Ài of
this s£kta is Urva¿¢ herself, where as both Urva¿¢ and Pur£ravas
becomes the devat¡.

It is clear that Urva¿¢ is portrayed as a strong woman, as Pur£ravas
says “stay infront of me for a while” and he describes Urva¿¢ as a
stubborn wife. (Îgveda 10-95-1)  The character of Urva¿¢ is crafted
powerfully to the extend that she address her husband with his name.
Her statement that “I am as non  countrolable as wind “points out
how she has placed her personality out side any bondage under
Pur£ravas, rather celebrates her freedom. (Îgveda 10-95-2)  at the
same time, Pur£ravas  is portrayed as one who lost his vibrance and
enthusiasm since he lost Urva¿¢ . He forgot his duty and the political
affairs of his state , and is portrayed as one who continue to mourn
for his lose. (Îgveda 10-95-3)  It is clear that Pur£ravas  is a king
and Urva¿¢ a model home maker who carried out all the duties of a
wife, and took good care of her father in law at her husband’s house.
The dialogue with uÀas also proves that Urva¿¢ took constuent care
of her husband’s sexual needs. (Îgveda 10-95-4) Through the
dialogue that Pur£ravas  the doesn’t own her body through he was
once the king of her body and soul, she makes a powerful indication
that she alone is the soul propriter of her own body and mind , which
is also a shake away from the shackles of (freedom) to a free self.
Her dissociation with Pur£ravas  might also stem from her desire to
revenge his usage of Urva¿¢, who wasn’t his wife, at anytime and
place as he wished even though he keeps separate time for all his
legally married wives. (Îgveda 10-95-5)  For Pur£ravas, the other
Apsaras who came with Urva¿¢, were also captivatingly beautiful
and lustrous. It may be understood that Pur£ravas  might have had
lustrous advancement towards these Apsaras friends of Urva¿¢ , who
stopped their visit to Pur£ravas’s home one Urva¿¢ left it. Their is
no other explanation to the mouning that even the Apsaras donot
pay visit to his house. (Îgveda 10-95-6)  The Devas paved way for
the growth of Pur£ravas  to equip him on their behalves to enter gate
was and destroy their enemies. (Îgveda 10-95-7) Urva¿¢ may



201

Vol. VII, Issue. I & II
January-June 2020

July-December  2020

Pratyabhijµ¡
|…i™… ¶…Y……

therefore be considered as a sexual compliment from the part of Indra
to please Pur£ravas. The curse that lord Mitra and Varu¸a give
Urva¿¢ may even be made up to suit the purpose. It shall be assumed
that Pur£ravas  who is filled with mortal imotions like any other man
becomes addicted to lust towards Urva¿¢ as a result of this curse. At
the same time, the Devas are seen uninterested to bring back him to
the normal life, rather they wish him to continue in this state of
affection. (Îgveda 10-95-8)  Even the words Pur£ravas  use to suave
Urva¿¢ were related to body and sex, which may have stemmed from
his conception that women must be susceptible to the wants and
needs of men. (Îgveda 10-95-9)  His request to stay put atleast until
he is provided with a son points out that Pur£ravas  saw Urva¿¢ only
as a means to bring forth his progeny, which also Sheds light at the
social inequality the women of the time had feaced. (Îgveda 10-95-
10)  Urva¿¢ also states that the responsibility that your son and yourself
would shoulder lies only with protection of land, and the protection
of country and its people. She also explains how the violation of her
agreement entirely changes her life. The main reason for the break
down of family relationships is the often non- fulfillment of contracts
in life. (Îgveda 10-95-11) when Urva¿¢ says that the son she would
give birth to, would come to meet his father , Pur£ravas  asks her
how a newly born can seperate his father and mother, where Pur£ravas
implies infact his intention to keep Urva¿¢ as well. (Îgveda 10-95-
12) when she says that her son with teary eyes would come to meet
his father, she actually indicates to Pur£ravas  that his tears are not
enough to hold her down, and, her use of the word ‘fool’ towards
her husband shows her resistance and resolute to not surrender her
womanhood infront of Pur£ravas. (Îgveda 10-95-13) Pur£ravas
who was sexually addicted even to the thoughts of Urva¿¢, on the
other hand tries to imotionally influence her by stating that he would
allow himself to die if Urva¿¢ continue the stint which alone proves
his ulterior and selfish motive. (Îgveda 10-95-14) It might be the
male element that makes even the author pen anti-woman statement
that “female friendship are  like wolves hearts”. The paradox is that
such a statement is made delivered by an Urva¿¢  who roots firmly
for identity. (Îgveda 10-95-15)  it is clear from her words that she
had undergone many fashion touches to please her husband. (Îgveda
10-95-16)  Even after listening to all the arguments, statements,
reasons and her dicissions, Pur£ravas  still used desperation as his
tool to get back Urva¿¢, which is well evident in his statement that he
is wooing that beauty who has no equals even among the Devas .
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(Îgveda 10-95-17)  But, Urva¿¢ bigs farewell to Pur£ravas  by telling
him that he would eventually reach heaven once the yajµas are
completed along with his son as directed by the Devas. This indicates
that the Devas are the once who disrupt the natural order of matters
at hand. This also indicates the mail- centered rules that point out the
Karmas and p£jas that give one his freedom even to copulate at
heaven, which also marks the fate of Apsaras destined to dance as
per the tune of the Devas. (Îgveda 10-95-18)

Urva¿¢ and Pur£ravas  in áatapathabr¡Åma¸a

This epic, which started from the Îgveda, reaching perfection in
the first Br¡hma¸a, in the 5th chapter of the 11th canto of the
áatapathabr¡Åma¸a. A case in point is the occasion of making fire
by using the ara¸¢ tree in the c¡turm¡sya sacrifice. Ara¸¢ should be
made of the banyan tree, and this story is told here to show the
connection between fire and banyan tree. Here Urva¿¢ coveted
Pur£ravas  and she won him over and made a deal with three terms.
By these terms, Urva¿¢ is portrayed as a strong woman as in the
Îgveda. At the same time, it was the narrator’s ambition to turn
Urva¿¢’s character  to covet Pur£ravas. The story of the curse in the
Îgveda also vanished. Then the gods conspire to bring her back,
Urva¿¢ keep the beloved lambs near the bed, and the gods kidnap
them. Urva¿¢ cries that they have kidnapped her lambs as if they
were from a desolate place where there were no heroes. when
Pur£ravas  heard this, he runs down Naked saying that he is a hero
while the gods make lightning. All of this seen to be a pretension
according to a pre-written script. Urva¿¢ is seen to be intertwined
with her own life and heavenly life, and Pur£ravas  is seen here as
brave, also understood that Pur£ravas  will adopt any means to fulfill
the desires of the lover in  áatapathabr¡Åma¸a.

 This context is also unclear in the Îgveda. The Îgveda doesn’t
say that Pur£ravas  searched the entire KurukÀetra, without seeing
Urva¿¢ .and saw her in the form of a swan at anyat¡ p½¡kÀ¡ lake.
Urva¿¢ introduces Pur£ravas, who has lived together for a long time,
to her fellow nymphs. It was according to their wish, Other than
which Urva¿¢ doesn’t seem interested. The echoes of Urva¿¢ in the
Îgveda can be seen here. Later, verses 1, 2, 14, 15, 16 in the Îgveda
are used here for the completion of the story. By saying “come and
sleep with me at the end of the year” Pur£ravas  wants her body and
Urva¿¢ is making a deal with Pur£ravas  again. Then Pur£ravas
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arrives at the place she said, asks for blessings from the gods as
Urva¿¢ says, takes away from the fire and his son, and then sacrifices
himself to the fire that turned into a banyan tree and becomes a deity
in the heaven. In áatapathabr¡Åma¸a  great change is evident in the
characters and contexts when at the Rigvedic aspects, Urva¿¢ is
described as a lover of love, but at the same time resolute, and
Pur£ravas  is described as a loving hero and a brave man who goes
one step further. Submission of the Urva¿¢ to the gods and at the
same time to Pur£ravas, the subject matter may have been changed
by the narrator to increase the enjoyment of the previous story. At
the heart of this change may have been the fact that love becomes
male-centric at the time.

Urva¿¢ and Pur£ravas  is in Vikramorva¿¢ya

The Vikramorva¿¢ya play, written by the poet K¡lid¡sa is presented
in five acts, in a different way from the earlier works of the Urva¿¢
and Pur£ravas 1 legend. “Tro·akam” is a Play that deals with the
thematic connection of human and divine worlds. Let us see how
the characteristics of this story and character in the past have changed
when it comes to K¡lid¡sa. Here Urva¿¢ works for Indra and is more
beautiful than P¡rvat¢. Pur£ravas  is a great hero who can only be
the commander of the gods.2 When he first sees Urva¿¢, the king
describes her lustful.3 At the same time, Pur£ravas  is a man of great
courage and heroism.4 From the king’s reply to chitrarata, who
thanked Pur£ravas  for rescuing Urva¿¢ from kesin, it is clear that he
was a hero, and has great   love for Indra5

When the Pearl necklace is trapped on the vine, Urva¿¢ gets a
chance to see the king, probably because K¡lid¡sa likes it, and such
a situation was created again by the darbha grass in áakunta½a.6

Although it is difficult to get Urva¿¢, Pur£ravas  is a person who is
immersed in the beauty of Urva¿¢ itself.7 Here K¡lid¡sa portrays
Urva¿¢ falling in love with Pur£ravas  and Pur£ravas  with Urva¿¢ at
the same time. Urva¿¢ approaches the king lustfully, as in the
áatapathabr¡Åma¸a.8 Love here stems from a lack of freedom, that
too by asking Pur£ravas ‘permission, and by the condition where it
was stated that “Indra should not have any problem with this
relationship”. This kind of Urva¿¢ is different from the previous
literature.9 While searching for the lost birch love letter, the king�s
words reveal that he is very lustful and very passionate about
Urva¿¢.10  Pur£ravas  is a man who seduces other women while he
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is with wife. But here, one finds a Pur£ravas  who does not hesitate
to fall at the feet of his estranged wife, who knows about his immoral
relationship with Urva¿¢. And he realizes that it is wrong to have an
extramarital affair “only for a moment” which will expire at the next
moment11. But that kind of love is forgotten as a problem and instead,
it is glorified here12. Perhaps because K¡lid¡sa was a city dweller
and polygamy was not problematic at the time,  Pur£ravas  speaks in
this way13. Although Urva¿¢ is expelled from heaven by a curse
similar to the Îgveda the curse here turns out to be beneficial to
Urva¿¢14. Instead of apologizing and falling at the feet of the queen
by Pur£ravas , the poet K¡lid¡sa makes his queen observe fasting ,
and justifies it through the words  of Pur£ravas , as if to reduce the
impact15. Like the love-struck YakÀa, K¡lid¡sa portrays Pur£ravas
as thin16. Urva¿¢ who comes to see the king is dressed like a prostitute.
This shows that Urva¿¢ is willing to do anything for the fulfillment
of love. It may also be said that the brave Urva¿¢ in the Îgveda has
been transformed into a mere prostitute 17. Pur£ravas , who becomes
lustful as the night progresses, and Urva¿¢, who frightens the heart
when hears those words from him, can be seen here emphasizing
that lust as  more important than love18. At the same time, K¡lid¡sa
has also produced a compassionate Pur£ravas  who takes care of his
wife19. By molding the character of Pur£ravas, K¡lid¡sa
acknowledged the abusive relationships of the kings of the time and
acted accordingly. It is clear from chitralekha’s words that K¡lid¡sa,
who ‘urbanizes’ ordinary characters, glorifies polygamy in a refined
way of civilization20. Pur£ravas  is allowed by his wife, to fall in
love with another woman, but can K¡lid¡sa  see this as a culture? 21.
Ë¿in¡ri can be seen as a “culturally rich” wife who sacrifices her
happiness and stands for her husband’s happiness22. Pur£ravas  is
seen here as a husband who is happy that his wife has accepted his
relationship with Urva¿¢, and is trying to make his wife happy23.
From Urva¿¢’s words that “we are both together with the permission
of the queen”, one can understand how much the character of  Urva¿¢
has changed for the drama24. Pur£ravas  suddenly changes from
ashinari to Urva¿¢‘s servent. Through this, it is clear that Pur£ravas
will do anything for his desire25. Chitralekha says that seem to be the
work of the nymphs to please the gods. Nymphs are the means of
physical and mental pleasure for the gods26. The fourth act deals
with the original text of the Îgveda. Here unlike  the previous context,
Urva¿¢ is silenced and Pur£ravas is activated in the mainstream.
Although Pur£ravas  refers, to the sun and moon as his parents  is
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said to be the groom of the country  and Urva¿¢, his involvement in
love has?, led the country in to oblivion 27. Urva¿¢ reveals her
convictions in the Îgveda. Here we can see Urva¿¢ apologizing to
Pur£ravas  for being angry28. Even the duty of Pur£ravas to the
country and the natives depends on Urva¿¢29. Here the sangamaniya
gem unites Urva¿¢ - Pur£ravas  and ayus30. Pur£ravas  is portrayed
as a loving father to his son31. While introducing the mother to her
son, Pur£ravas  makes it clear that Urva¿¢ has the qualities of an
ordinary woman32. Here the poet is trying to bind Urva¿¢, who is
free in the Îgveda, by moral values33. In the Îgveda, the brave
Urva¿¢, who ruthlessly says, “I will send your son to your home”,
is sent to hide her son, realizing that the son will cause her to separate
from the king,  here. Also, in the Îgveda, if it is the son who reunites
the father and mother, here the son is responsible for their
separation34.  Pur£ravas  realizing that Urva¿¢ will leave, prepares to
leave for the forest. As mentioned earlier, Urva¿¢ is the deciding
factor in whether that country should prosper or not. Pur£ravas is
weak when love is put aside35. Without Urva¿¢, the king would leave
the kingdom, and the gods would allow Urva¿¢ to remain on earth to
receive Pur£ravas‘s help in battle. It is the duty of the slave to do the
will of the master. Unlike the Îgveda, the poet creates a divine
ancestor for Pur£ravas. In this way, K¡lid¡sa may have given a divine
atmosphere to the kings and set them apart from the common people.

Conclusion

On Summing up the discussion regarding K¡lid¡sa
Vikramorva¿¢ya, another narrative of the Urva¿¢ and Pur£ravas
myth, beginning with the Îgveda and ending with the
áatapathabr¡Åma¸a  and the changes they make to the characters.
In Îgveda Urva¿¢ is a character that shows complete courage and
perseverance. The story of the curse makes her a slave to Pur£ravas.
But freed from that bondage, Urva¿¢ displays the perfect stance that
no one else can claim the right to her own body and mind. Urva¿¢
declares that not only her husband but also her son cannot reduce
the rigidity of her firm mind. Urva¿¢ is independent of male-centered,
social etiquette. This says that it is a woman’s duty to quell a man’s
sexual desire, to have children, and to take care of household chores.
However, in áatapathabr¡Åma¸a the narrator depicts Urva¿¢
becoming lustful in Pur£ravas. Unlike the previous story, the curse
story was deleted and some new parts were added, which can be
seen as a deliberate attempt to make the character a little simpler.
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However, Urva¿¢ lives with Pur£ravas , after clarifying the terms
with Pur£ravas  to protect her identity. Similarly, Urva¿¢ can be seen
as striving to live with the person of her choice and to be freed from
the bondage of the gods. Because she wants to merge with the man
of her choice, even if others are gods, she will overcome all that and
achieve the goal. When it comes to Vikramorva¿¢ya, Urva¿¢ is
becoming more of an ordinary housewife who has to embrace
civilization than the previous stories. Urva¿¢ loses the glory seen in
earlier stories (especially in the Îgveda) and falls in love with a
person as soon as she sees him. In the new situation, Urva¿¢ has
different companions and new thoughts, from previous stories.
Although poets say that this story about the love between the earth
and sky. But it is to know that K¡lid¡sa favors the masculine over
the feminine. That is why Urva¿¢ dresses up as a prostitute and makes
them fall in love with a married man. Unlike the Îgveda, her words,
dress, and mind are changed in a general way from the woman who
says that:- “I will send your son to you”, with a firm heart, Urva¿¢ is
matured in such a way that she hides her son blindly by love.
K¡lid¡sa’s Urva¿¢, is the epitome of sexual promiscuity, as obedient
to lord Indra, conforming to the social norms of the time, and
enjoying her security under the control of patriarchy.

In the Îgveda, Pur£ravas is a man who thinks that a woman
should be obedient to him. Pur£ravas  sees a woman as a reproductive
machine and seeing only his selfish gain and sexual pleasure. But he
is surrendering to Urva¿¢. Pur£ravas is a human king who was
appointed to take care of the earth for the gods. But Pur£ravas  is a
man who has lost everything due to lust and is ready to give up his
life to subdue a woman. Before the influence of Urva¿¢, all the
strategies fail and he returns in despair, but as a man glorified the
character of Pur£ravas  in this context throughout his play. Pur£ravas
is the one who accepts the terms of Urva¿¢ and acts accordingly. A
person who has been given the opportunity by Urva¿¢ to lust thrice
in a day; what makes Pur£ravas  different here is that he keeps his
word to his lover. He maintains heroism in any situation, and travels
all over KurukÀetra to find her.  However, the ultimate goal of this
character is to  indulge in lust. He makes sacrifices to reunite with
the lover, giving food to the priests for a year, and then - sacrificing
at and representative of the gods, Pur£ravas  gets permission to enter
heaven with the help of god. In the Îgveda, the paternity of Pur£ravas
itself is not clear, as mercury plays a role in the birth or the father and
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mother are one as another story Named I·¡. In áatapathabr¡Åma¸a,
Pur£ravas, just like Urva¿¢, is a character who was transformed by
the narrator of the time. Unlike the Îgveda, the author allows the
character of Pur£ravas to maintain its existence. K¡lid¡sa may have
the behest of the god and becoming one of the gods. In K¡lid¡sa‘s
Vikramorva¿¢ya, Pur£ravas has become a hero and a war partner of
the god Indra. But Pur£ravas is a king who is blinded by love and
has no interest in the affairs of the kingdom. Pur£ravas is a man who
occasionally faints, and realizes his own mistakes, and falls at his
wife’s feet. The love for the son, and the madness of love, is presented
in an increased way from previous stories. Pur£ravas is a man who
cannot bear the burden of the country without Urva¿¢. But Indra also
sees Pur£ravas as an aide to the war, so Urva¿¢ is kept with him.
Since K¡lid¡sa was a poet of kings, Urva¿¢ and áakunta½a are written
as female characters, who are worthy of the love of kings. But as
always, in those days, a woman’s body was more important than her
personality and identity.
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23 ®ÉVÉÉ :- nÉiÉÙÆ  ´ÉÉ  |É¦É´ÉÊºÉ ¨ÉÉ¨ÉxªÉº¨Éè EòiÉÙÇ̈ Éä́ É nÉºÉ¨ÉÂ * xÉÉ½Æ {ÉÙxÉºiÉlÉÉ i´ÉÆ ªÉlÉÉ Ê½ ¨ÉÉÆ
¶ÉRÂEòºÉä ¦ÉÒ» ll 14 ll  p 54

24 >ò´ÉÇ¶ÉÒ :-  ½±ÉÉ,  nä́ ªÉÉ nkÉÉä ¨É½É®ÉVÉ& * iÉiÉÉä%ºªÉ |ÉhÉªÉ´ÉiÉÒ´É ¶É®Ò®ºÉÆMÉiÉÉÊº¨É * ¨ÉÉ JÉ±ÉÙ
¨ÉÉÆ {ÉÙ®Éä¦ÉÉÊMÉxÉÒÆ   ºÉ¨ÉlÉÇªÉ l p 57

25 ®ÉVÉÉ :- +ÊxÉnäÇ¶ªÉºÉÙJÉ& º´ÉMÉÇ& EòºiÉÆ Ê´Éº¨ÉÉ®ÊªÉ¹ªÉÊiÉ * +xÉxªÉxÉÉ®ÒºÉÉ¨ÉÉxªÉÉä nÉºÉºi´ÉºªÉÉ&
{ÉÙ°ò®´ÉÉ: ll 18 ll p 58
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26 ÊSÉjÉ±ÉäJÉÉ :- ºÉÊJÉ , +{ºÉ®Éä́ ÉÉ®{ÉªÉÉÇªÉähÉ iÉjÉ¦ÉMÉ´ÉiÉ& ºÉÚªÉÇºªÉÉä{ÉºlÉÉxÉä ́ ÉiÉÇ̈ ÉÉxÉÉ  Ê|ÉªÉºÉJªÉÉ Ê´ÉxÉÉ
´ÉºÉxiÉÉäiºÉ´É +ÉMÉiÉ  <ÊiÉ ¤É±ÉÒªÉ  =iEòÊh`iÉÉÊº¨É ll  p 62 l

27 ®ÉVÉÉ  :- ºÉÙªÉÉÇSÉxp¨ÉºÉÉè ªÉºªÉ ̈ ÉÉiÉÉ¨É½Ê{ÉiÉÉ¨É½Éè * º´ÉªÉÆ ́ ÉÞiÉ& {ÉÊiÉnÇẤ ÉÉ¦ªÉÉ¨ÉÙ́ ÉÇ¶ªÉÉ SÉ ¦ÉÙ́ ÉÉ SÉ
ªÉ& ll 38 ll p 76

28 >ò´ÉÇ¶ÉÒ :- ̈ É¹ÉÇªÉiÉÙ ̈ É¹ÉÇªÉiÉÙ ̈ É½É®ÉVÉ: * ªÉx¨ÉªÉÉ EòÉä{É´É¶ÉÆ MÉiÉªÉÉ´ÉºlÉÉxiÉ®Æ |ÉÉÊ{ÉiÉÉä  ̈ É½É®ÉVÉ& ll
p 88

29 Ê´ÉnÚ¹ÉEò& :- Ên¹]ÂªÉÉ ÊSÉ®ºªÉ EòÉ±ÉºªÉÉä́ ÉÇ¶ÉÒºÉ½ÉªÉÉä xÉxnxÉ´ÉxÉ|É¨ÉÙJÉä¹ÉÙ |Énä¶Éä¹ÉÙ Ê´ÉÀiªÉ |ÉÊiÉÊxÉ´ÉÞkÉ&
Ê|ÉªÉ´ÉªÉºªÉ& * <nÉxÉÒÆ º´ÉEòÉªÉÉÇxÉÙ¶ÉºÉxÉäxÉ |ÉEòÞÊiÉ¨Éhb±É¨ÉxÉÙ®\VÉªÉxÉÂ ®ÉVªÉÆ  Eò®ÉäÊiÉ  ll p 92

30 ®ÉVÉÉ :- =´ÉÇ¶ÉÒºÉÆ¦É´ÉºªÉÉªÉ¨Éè±ÉºÉÚxÉÉävÉÇxÉÙ¦ÉÞÇiÉ&  * EòÙ̈ ÉÉ®ºªÉÉªÉÙ¹ÉÉä ¤ÉÉhÉ& |É½iÉÙÇÊnÇẤ É¹ÉnÉªÉÙ¹ÉÉ¨ÉÂ ll 7
ll p 96

31 ®ÉVÉÉ  :-  ¤ÉÉ¹{ÉÉªÉiÉä ÊxÉ{ÉÊiÉiÉÉ ¨É¨É oÊ¹]®Êº¨ÉxÉÂ,  ´ÉÉiºÉ±ªÉ¤ÉÊxvÉ ÀnªÉÆ ¨ÉxÉºÉ&  |ÉºÉÉn& *
ºÉÆVÉÉiÉ´Éä{ÉlÉÙÊ¦É»Ê\ZÉiÉvÉèªÉḈ ÉÞÊkÉ®Âú,  <SUÉÊ¨É SÉèxÉ¨ÉnªÉÆ {ÉÊ®®¤vÉÙ̈ ÉRÂMÉè& ll 9 ll p 98

32 ®ÉVÉÉ  :- <ªÉÆ  iÉä VÉxÉxÉÒ |ÉÉ{iÉÉ i´ÉnÉ±ÉÉäEòxÉiÉi{É®É * ºxÉä½|ÉºxÉ´ÉÊxÉÊ¦ÉÇzÉ¨ÉÙu½xiÉÒ ºiÉxÉÉÆ¶ÉÙEò¨ÉÂ ll
12 ll p 101

33 >ò´ÉÇ¶ÉÒ :- EòÉ¨ÉÆ ÊSÉ®ºªÉ |ÉäIªÉ Ê´É®½ÉäiEòÊh`iÉÉÊº¨É * xÉ  {ÉÙxÉªÉÙÇVªÉiÉä vÉ¨ÉÉḈ É®ÉävÉä ´ÉÊiÉÇiÉ¨ÉÂ * i
ÉnÂMÉSUi´ÉÉªÉÉÇ {ÉÙxÉnÇ¶ÉÇxÉÉªÉ ll p.102

34 >ò´ÉÇ¶ÉÒ :- ªÉnÉ ºÉ ¨É¨É Ê|ÉªÉ´ÉªÉºªÉºi´ÉªÉÒ ºÉ¨ÉÙi{ÉzÉºªÉ ´ÉÆ¶ÉEò®ºªÉ ¨ÉÙJÉÆ |ÉäÊIÉ¹ªÉiÉä iÉnÉ i´ÉªÉÉ
¦ÉÙªÉÉà%Ê{É ̈ É¨É ºÉ¨ÉÒ{É¨ÉÉMÉxiÉ´ªÉÊ¨ÉÊiÉ * iÉiÉÉä  ̈ ÉªÉÉ  ̈ É½É®ÉVÉÊ´ÉªÉÉäMÉ¦ÉÒ»iÉªÉÉ VÉÉiÉ¨ÉÉjÉ B´É
Ê´ÉvªÉÉMÉ¨ÉÊxÉÊ¨ÉkÉÆ ¦ÉMÉ´ÉiÉ¶S¼ªÉ´ÉxÉºªÉÉ¸É¨É{Én +ÉªÉÉÇªÉÉ& ºÉiªÉ´ÉiªÉÉ ½ºiÉä%|ÉEòÉ¶É¨ÉÂ  ÊxÉÊIÉ{iÉ& *
+t Ê{ÉiÉÙ®É®ÉvÉxÉºÉ¨ÉlÉÇ : ºÉǼ ÉÞkÉ <ÊiÉ Eò±ÉªÉxiªÉÉ ÊxÉªÉÉÇÊiÉiÉÉä ¨Éä nÒPÉÉÇªÉÙ : iÉnäiÉÉ´ÉÉx¨Éä ¨É½É®ÉVÉäxÉ
ºÉǼ ÉÉºÉ : ll p 104

35 ®ÉVÉÉ :- xÉ Ê½  ºÉÙ±É¦ÉÊ´ÉªÉÉäMÉÉ EòiÉÙÇ̈ ÉÉi¨ÉÊ|ÉªÉÉÊhÉ,  |É¦É´ÉÊiÉ {É®´ÉkÉÉ,  ¶ÉÉºÉxÉä ÊiÉ¹` ¦ÉiÉÇÖ :*
+½¨ÉÊ{É iÉ´É ºÉÚxÉÉ´ÉÉªÉÙÊ¹É xªÉºiÉ®ÉVªÉÉä, Ê´ÉSÉÊ®iÉ¨ÉÞMÉªÉÚlÉÉxªÉÉ¸ÉÊªÉ¹ªÉä ´ÉxÉÉÊxÉ ll 17 ll p 105
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General Guidelines to Contributors

Dear Scholars,
The Department of Sanskrit Sahitya is inviting learned research papers

for its Journal Pratyabhijñâ, Vol-VII, Issue- I, 2020, from eminent scholars.
Please send your articles on or before 31st of  May 2020. No articles, in any case,
will be accepted after the last date.
Please find the instructions given herein before sending your articles:

The articles must be a work of original research not published
hitherto in any other Journal/Book.
Topic of the article shall pertain to any field of Sanskrit research/
topics related to Sanskrit studies/Indological studies. (Analyticaland
critical studies from the point of view of Inter-disciplinary/
multidisciplinary approach in the fields of Ancient Indian History,
Socio-cultural life of Ancient Indian People, Vedas and allied Literature,
Epics and PurâGas, Religion, Philosophy, Archaeology, Arts, Theatre,
Epigraphy, Creative Literature, Linguistics, Literary Criticism, Grammar,
Translations of Sanskrit and Prakrit Works, Technical Literature,
Contemporary Relevance of Ancient Indian Knowledge  and so on are
solicited).
The language of Articles may be Sanskrit or English.
English text must be in Times New Roman 12pts font.
DV1-Surekh in 16 pts is to be used for Dia-critic Roman.
International conventional method for transliterating Sanskrit
should be followed.
DV-Surekh in 16 pts is the font to be used for Sanskrit texts
(Devanâgarî).
Length of the articles could be up to 6 to10 pages in A4 size.
Articles are to be typewritten (DTP) only on one side, double spaced
with standard margins. Explanatory Notes are to be given in single
space. (Double space shall be maintained in between each two
Notes).
Papers must be submitted in Digital form (preferably e-mail). A hard-
copy also has to be submitted.
In the first page of the article, title of the paper and name and address
of  the author are to be given separately.
In the second page, an ‘Abstract’ of the article in not more than
100 words is to be given.
Digital copies of the Paper are to be sent through e-mail to
pratyabhijna2020@gmail. com.
CD and/or hard copy of the articles are to sent to The Editor,
Pratyabhijñâ, Department of Sanskrit Sahitya, Sree Sankaracharya
University of Sanskrit, Kalady, Keralam, PIN- 683 574.
Language of the article must be pure and clear. Articles with many
errors in language will not be accepted.
A uniform modern method of academic writing should be adhered to in
the articles.

• Consistency in the method of referencing should be followed in the
article.
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• All the names of the works referred to the articles are to be specified
with Italics.

• Explanatory Notes/References/Bibliography shall be given at the end
of the article.

• Endnotes  should be numbered  continuously through the whole
paper  (not per page).

• All references should be cited in superscript in the body in Arabic
numerals and corresponding details have to be provided at the end of
the article. In references to printed books, the conventional system
should used, under which the name of the author, the title of the book
and the place and year of publication page number with in the text
come in that order. Well-known abbreviations for  journals should be
used, without further, explanation of the abbreviations. Use of forms
like ‘ibid’, ‘op.cit.,’ etc is recommended for saving space in the notes.

• For quotations, arrangement of paragraphs, abbreviations,
bibliography, use of brackets etc. also standard uniform method must
be followed.

• For the articles in Sanskrit also similar consistent method should be
pursued.

 The papers which do not observe these guidelines will not be
entertained.
Research papers submitted by the scholars would be refereed by
selected eminent scholars in the field. Only such reviewed research
articles will be accepted for publication.
Only one copy of the journal will be given as gratis to the authors of
the articles published.
The number of articles in one issue is limited approximately to Twenty.

(Articles which donot follow the above instructions will not be accepted for
publications. So please strictly stick on to the above instructions.)

Address for correspondence:

The Editor
Pratyabhijñâ

Department of Sanskrit Sahitya
Sree Sankaracharya University of Sanskrit

Kalady, Keralam, PIN- 683 574, Web. www. ssussahiti.in
E-mail: pratyabhijna2020@gmail. com.

Ph: 04842 46 33 80, Extn-207.


