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Editor’s Note 
 
 

We are happy to present vol-3, issue-1 of our bilingual journal Poornadrishti. As 

always we have articles exploring different aspects of English Studies. We also have 

articles addressing issues connected with Kannada literature. This issue also includes 

translations of some poems from Hindi. 

I thank all the contributors to this issue. I specially thank Dr. N.S. Gundur for 

his scholarly article. I thank all the members of our editorial board. Thanks as always 

are due to our editorial assistant Prem Kumar G and our technical assistant Mr. 

Doreswamy S.  

Finally, thanks to Dr. Rachel Bari who was responsible for starting this journal. 
This is the first issue of the journal after her retirement. Best wishes from our side for 
her life after retirement. 
 
 
 
Prof. Ramaprasad B V 
Chief Editor, 
Poornadrishti, Journal of Literary Studies. 
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LSRW Skills for Higher Learning 

Dr. N S Gundur 
Professor 

Department of English 
Tumkur University 

 

LSRW—Listening, Speaking, Reading, and Writing—skills are taught in isolation in 

India, mostly addressing the examination and certification needs of students. As a result, the 

teaching and learning of these skills often forget or take for granted the goals of our education 

system. Therefore, the present article reflects on the role of LSRW skills in Indian higher 

education and suggests that teaching skills should be in tune with the educational goals. It, 

thus, explores the connection between language learning skills and higher learning goals. 

This article is written learners in mind; it is addressed to students. Therefore, its tone is that 

of moralizing, which is against my conviction. Paradoxes and anomalies need to be placed in 

the proper context and framework. 

Dear students, 

University Education 

The aim of university education, whether it is under-graduate or post-graduate or 

doctoral (PhD), is to produce knowledge about this world. This mode of producing 

knowledge is called research. Two pertinent questions are: what is research and why should 

you be prepared for research studies? Research is nothing but understanding our world 

scientifically. To understand something scientifically is to achieve understanding of the world 

rationally and empirically. Higher education is really about training you to produce scientific 

knowledge about the world. Now, we need to know what our world consists of and how we 

produce knowledge about it. Let us try to understand it better. 

Our universe consists of the natural world— the solar system, physical and natural 

objects among others. This natural world, as we commonly understand it, is studied by 

scientists. Scientists such as Physicists, Chemists and Botanists study the natural world. The 

subjects they study (Physics, Chemistry, Biology) are called Natural Sciences. 

In this natural world, there is a human world too—the world and reality created by 

human beings. You must remember that humans are creators; human beings produce society, 

political systems, literary works, languages, films, economic systems and many other things. 
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The study of these human creations comes under the domain of the Human Sciences. If the 

study of the natural world is called Natural Sciences, the study of the human world is called 

Human Sciences. 

The Human Sciences can further be divided into Humanities and Social Sciences. In 

Humanities we include disciplines like Philosophy, History, Language and Literature, and in 

Social Sciences we include Sociology, Economics and Political Science. It is we humans who 

make these classifications. 

The point you need to understand is that all natural sciences like Physics, Chemistry 

and Botany produce knowledge about the natural world and the Human Sciences produce 

knowledge about the human world. At this moment, you have to understand that producing 

knowledge means gaining understanding about this world; what in Kannada is called 

tilivalike. The question then is: how do we produce knowledge about the world? 

We need to make inquiries into the world in order to produce knowledge about it. The 

world does not always reveal itself to us. We need to think about the world and observe it 

meticulously. By thinking and studying thus, we produce ideas about this world, both about 

the natural world and the human world. Ultimately, the purpose of university education is to 

involve students in thinking, generating ideas and producing knowledge about the world 

around us. Colleges are also part of the university education system and, therefore, they 

should also awaken in you a thinker, a lover of ideas and a knowledge maker. For example, in 

Political Science, we think about political systems—how are we governed? In Sociology, we 

try to understand how societies are formed; in Economics, we explain how economic 

activities of our life are organized and how to plan our economic decisions. Therefore, you 

have come to the university education system to be trained to think well. 

It is common knowledge that we cannot think without language. The relationship 

between language and mind is a complex one. However, for our purposes it is enough to 

remember that language is a medium of thought. If you want to study the solar system, you 

need to study Physics, and Physics books explain to you about the solar system through the 

medium of a particular language. So, all subjects are written in languages. In other words, the 

knowledge of this world is available to us through languages. If you want to know about this 

world rationally, you need to know languages. If you, for example, don’t know English you 

cannot access Newton’s laws, Einstein’s theory of relativity or Adam Smith’s The Wealth of 
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Nations or Karl Marx’s writings, because in today’s world most of these writings are 

available in English. Therefore, knowing the English language is very important for knowing 

Physics, Economics, Sociology, etc. Now, we shall see how to master the English language 

or, for that matter, any language. 

Before we proceed, let us summarize: during the college education, we study subjects 

like Physics, Mathematics, Sociology, Economics, Political Science, and Literature among 

others. To study them at the university level, we definitely need a fairly good knowledge of 

the English language. We need the language not only for day-today communication, but also 

for academic purposes. 

In order to master the language, we need to know certain things and learn certain 

things. Remember, it is ‘knowing’ and ‘learning’. Then, what are the knowable and what are 

the learnable? 

Knowable: What do you need to know about language? 

Language is a human phenomenon. Any human activity is learnable and language is 

no exception. Learning involves mastering certain skills. Broadly speaking, there are four 

language skills—Listening, Speaking, Reading and Writing (LSRW). In the context of 

language learning process, these skills can be divided into two types; receptive skills and 

productive skills. The receptive skills are listening (meaningful sounds go into our ears) and 

reading (the meaning of what is printed on a page is decoded by the mind). Thus, we receive 

sounds and meanings. Further, we not only receive meanings and sounds but we also produce 

them. When we speak, we produce meaningful sounds and utterances, and when we write 

down something, we produce meanings on the page. Hence, speaking and writing are called 

productive skills. There is a close connection between the receptive and productive skills. To 

produce something we need to receive it first. Therefore, we have to master the receptive 

skills in order to master the productive skills. If we listen more we will be able to speak well, 

and to write well we need to read more. 

It is interesting to know how we learn languages. Let us consider, for example, how 

we learn our first language/mother tongue. A child naturally picks up the language by 

listening to the people around her and then starts speaking. Children master listening and 

speaking skills before they go to school. In other words, the child is first of all exposed to 

listening and speaking skills, and only later reading and writing skills are taught informal 
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situations like schools and colleges. Thus, we may conclude that listening and speaking skills 

are social skills as they are acquired mainly from the social milieu, while reading and writing 

skills are educational skills as they are mainly learnt in an educational milieu. In other words, 

listening and speaking skills are mostly used for social purposes, and reading and writing 

skills are used for intellectual purposes. 

There is an intrinsic connection between Higher Education and language learning. No 

discipline (subjects like Sociology, Chemistry, History, etc.) can be taught and learnt without 

language. To grasp Sociology, Political Science, Physics or Chemistry, we need language. At 

present, as the fund of knowledge in these disciplines is available mainly in the English 

language, mastering it will be very useful. If we know English well, we will also know these 

disciplines well. Hence, English should be taught to all students. 

Then, what skills of the English language you need to pay attention to? Since the aim 

of higher education is to produce knowledge-makers (Sociologists, Social Scientists, 

Economists, Physicists, Chemical Scientists, Literary Scholars, etc.), we have to teach those 

language skills which help them to produce knowledge. To produce knowledge, we mainly 

require competence in reading and writing. For example, a BA student with Economics as an 

optional subject should have the competence to read and understand the classics in the subject 

of Economics. Likewise, the student of Sociology, Physics or Chemistry should have the 

competence to read and digest the classics in their respective subjects. Remember, it is 

relevant even in the context of the examinations you take. If you write well, you will get good 

marks in your exams. If you want to write well, you have to read more. Therefore, reading 

and writing skills should be prioritized in higher education. However, this does not mean that 

listening and speaking skills are not important. They are, but you have to practice them on 

your own. We can sensitize you to these skills in the classroom, but, ultimately, you should 

develop these skills by listening to online lectures, TV news, videos, and practicing speaking 

every day. 

However, you are not simply learning the English language here. We would like to 

impart aesthetic education too. Therefore, you will be reading literary pieces such as poems, 

plays and short stories. The idea is to inculcate literary sensibility in you. As you read literary 

texts in this course, we will train you in the appreciation of literary language; we will teach 

you how to read literature. 
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Learnable: How do you learn language? 

Nothing can be learnt easily. We can only learn through hard work and continuous 

practice. Language learning is a difficult task. We cannot learn a language in a single day. It 

takes years, and we will be able to acquire a language only through constant practice. 

Therefore, what you have to do if you want to learn English is to read every day whatever 

you like, either the newspaper or your respective subjects. While reading, you may come 

across difficult words. You need not stop reading immediately and look up their meanings in 

a dictionary. First, try to guess the meanings in the context of what you are reading. You may 

be wrong. But it does not matter. However, after you finish reading the text in hand, you can 

go back to the unfamiliar words and find out their meanings from a standard dictionary. Take 

care to find the appropriate meaning of each word that would fit into the context of what you 

were reading. This labor will definitely help you enrich your vocabulary. If you know the 

meaning of words, you almost know the language. 

You need not worry too much about grammar at this stage. While reading you will 

internalize the grammar, the rules of a language, and later in classes we will teach you some 

aspects of grammar. When you learn new words, you need to learn to make use of those 

words. If you don’t use the newly learnt words, then you don’t learn language. However, you 

don’t always speak with others in English in your everyday interactions. Therefore, you need 

to write something every day. When you write, you use new words, and slowly you get to 

master the language. You will learn correct grammatical forms along the way by observing 

while reading, and learn to write grammatically correct sentences. What is important is that if 

you want to master English, you must read and write something every day. If you don’t, you 

cannot learn English. 

What holds good for learning in general also holds good for learning languages. That 

is, if we don’t have the desire to learn and do not like what we are learning, we cannot learn 

anything. If you don’t develop the love for learning, you don’t learn anything. Therefore, 

what is required is that you should primarily have the desire and passion for learning English. 

That will urge you to constantly search for different ways of learning English. You will soon 

find yourselves mastering it. 

The problem with our attitude to learning English is that we want English just for the 

sake of passing examinations. If you want to learn English only for passing exams, you 
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cannot learn English. We do not study Economics, Political Science, Physics or Chemistry 

just for the sake of examinations. In fact, examinations exist for the sake of these subjects; 

exams are there to test our knowledge of the subject you have studied. Therefore, try to learn 

language not for the sake of examinations, but for the love of learning a language. Those 

things that we do just out of our love for doing them are really the ‘higher’ things. In this 

sense, your BA/B.Com/BBA/B.Sc are part of higher education. They are pursued for their 

own sake, for the love of doing them. 

Let us assume that you have the desire and passion for learning English. But that is 

not enough. You need to practice what you learn. You should not think that what is taught in 

the General English class is enough. Apart from your classes and what your English teachers 

teach, you need to do a lot of extra reading and writing. For example, you can develop the 

habit of reading newspapers. While reading news papers, keep in mind that you are reading it 

not for the sake of information, but in order to learn the language. Therefore, while reading, 

you should observe how language is used in the newspaper—how sentences are formed, how 

words are used, how the article/news item is divided into paragraphs, etc. Sections from any 

English book on an interesting subject can be read. Similarly, using a standard dictionary 

should become a habit. And sometimes, as mentioned earlier, you should guess the meaning 

of difficult words. If you engage in such exercises every day, you will be able to master 

English soon. 

Let us now discuss exercises in writing. First, practice copy writing and thus make 

your handwriting neat and, more importantly, legible. The aim of copy writing is to write 

well so that others can easily identify the letters and words you have written. Practice 

paragraph writing every day. Then, start constructing your own sentences. If there are 

mistakes, don’t bother about it. Go on writing every day. Take the help of your teachers, 

friends or siblings, whoever comes to your help, to correct your mistakes. 

Of course, there are difficulties involved in these exercises. You may find it boring or 

difficult, and you may stop doing it. But remember, all things we want to learn and master 

pose such difficulties. We need to challenge ourselves and go ahead. Unless we have a strong 

passion for and commitment to learning a language, we will not be able to master it. If you 

stop in the middle, you will be the loser. 

Just take pleasure in reading and writing, and English will be yours to command. 
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Experimentation and Innovation in Modern Indian Drama 

Dr. Indu Jain 
Associate Professor, 

Department of English, 
JDMC Delhi University, Delhi-110060, 

Email Id: ms.indu@jdmc.du.ac.in, Ph no: 9811994081 
                                              

Abstract 

The article traces the emergence of post-independence Indian national theatre with a 

focus on the dialectic between traditional performance forms and contemporary theatre work. 

The cynosure here is the dramatic text by the modern Indian male playwrights—Mohan 

Rakesh, Badal Sircar and Vijay Tendulkar, who acknowledge the importance and relevance 

of establishing reciprocity between traditional art forms and contemporary idioms. The essay 

traces some of their productions as emblematic of their experimental and innovative 

dramaturgy, wherein a novel understanding of realism, textuality, performative stylisation 

and modernism finds immersive visibility. It underlines and draws parallels between the 

artistic endeavours of all of these three playwrights however, also delineates their individual 

nuances and artistic expressions evident in their writings.  

Keywords: Indian Drama, Indian Playwrights, Post-Independence Indian Theatre,  

 

Innovation and experimentation are constant phenomena in the theatre. Drama, being 

a performative art has an immediacy of appeal which poem or fiction may not need. Initially, 

drama was meant only to be staged. Then, it started being written also in the form of a text 

meant to be analysed and interpreted. Together with spectacle and entertainment, the social 

and cultural role of the theatre in the larger context of a people’s history cannot be neglected. 

Our theatre reflects different kinds of popular aspirations from time to time as testified by the 

impact of broader movements for national independence, cultural identity, social reform and 

other radical aspirations on the evolution, theme and form of theatre. 

Modern Theatre in India began in the colonial cities set up by the British as 

commercial ports. These cities had an urban middle-class audience with values and tastes 

shaped by the English style of education they received and by the need to work with the 

British in administration and commerce. Much of the theatre in this era replicated the British 

drama and therefore took on, to some extent, the aesthetics, dramaturgical structures, and 
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even the architecture of Western aesthetics. Until the development of modern theatre in India, 

most performances did not take place on a proscenium stage, nor did they depend upon ticket 

sales, but were rather dependent upon patronage. The proscenium, which was adopted for 

much of the modern theatre, separated the participants from the observers; ticket sales put an 

emphasis on theatre as a commodity, making it available to a smaller and wealthier group of 

people. 

The situation changed after independence when a tremendous release of new energy 

brought about a renaissance in the arts, leading to a fresh spurt of dramatic and theatrical 

activity all over the country. A number of playwrights felt the need to develop a theatre that 

did not follow British models but was in some way Indian. This led to several avant-garde 

trends from time to time that drew their inspiration from international, national, and regional 

traditions of theatre—both classical and folk. These experiments and innovations are signs of 

the vitality and robustness of Indian theatre but are also a cause of a number of aesthetic–

ideological contentions between the popular and the highbrow, proscenium theatre and street 

theatre, use of performance elements contrasted with conventions from the traditional as well 

as folk theatre, together with delineating them as misappropriation. Girish Karnad, on the use 

of traditional Indian performance forms, states: ‘The attempt was not to find and reuse forms 

that had worked successfully in some other cultural context. The hope, rather, was to discover 

whether there was a structure of expectations and conventions about entertainment 

underlying these forms from which one could learn’ (Karnad).  

In the 1970s, Sangeet Natak Academy released a special issue of its journal (vol. 21) 

dealing with the debate on the pros and cons of attempts to draw upon tradition for 

contemporary theatre work. It was a round table on the contemporary relevance of traditional 

theatre in India with most of the major theatre doyens articulating their theoretical 

perspectives on the same. Sircar comments:  

I do not know anything about traditional theatre; I have seen practically no Jatra at all. 

But still I think that probably there are certain things in the form which I have heard 

from other people about the form, which can be used in the urban theatre, made by an 

urban man like me for the urban audience. (Sircar) 

Mohan Rakesh explains: 

           I don’t understand why a sort of deliberate, conscious and artificial exposure to  
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traditional forms are necessary, because we are being exposed to whatever our 

tradition  is in 

our daily life- right from birth. (Rakesh) 

Tendulkar says: 

          I would like to indulge in some folk form that would suit my needs—I want to find my  

          way out. (Tendulkar) 

These opinions indicate some of the ways in which traditional forms may influence a 

playwright. 

The Post-independence period is extremely significant for dramatic writing in a 

number of Indian languages. The major language theatres that were active all through the 

turbulent years of rejuvenation and consolidations were those of Hindi, Bengali, Marathi, and 

Kannada. The plays explored many layers of our social life and individual psyche. A number 

of them reveal a keen observation and concern for deeper social realities and vital issues of 

human existence. Some of the themes tackled include war and its impact on the moral and 

material life of man, the meaning and purpose of life, the struggle for political power, 

emerging patterns of man–woman relationships, and all. This wide-ranging exploration of 

social and individual relationships has been carried out by means of sharp, evocated dramatic 

images, and often inventive structures. It has led to a search for authenticity and identity for a 

distinct Indian dramatic form which would link this drama to our long and varied tradition, 

and would also enrich and develop it by rejecting all that is decadent and irrelevant, 

incorporating all that is forward-looking and meaningful in both Indian and western 

traditions. 

Post-independence playwrights, especially the writers since the 60s, have shown a 

greater awareness of theatre and the multiplicity of forms that modern theatre employs. There 

was widespread conviction that the spate of new plays being written and performed in the 

post-independence decades in many parts of the country, at long last, brought to fruition the 

promise of the long overdue Indian national theatre. There was a birth of new realism, 

emerging from the problems and issues of a rapidly industrialising India, as well as folk 

forms. Badal Sircar who wrote in Bengali, Mohan Rakesh writing in Hindi, Karnad in 

Kannada, and Vijay Tendulkar in Marathi were seen as the ‘Big Four’ of the new upsurges in 
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theatre and were also part of a much larger network in their own cultural-linguistic centres. I 

will briefly examine Sircar’s Evam Indrajit, Mohan Rakesh’s Aadhe Adhure, and Vijay 

Tendulkar’s Ghashiram Kotwal to further illustrate the aforementioned dynamics. 

Badal Sircar’s Enriching Textuality 

Born in Calcutta in 1925, Sircar stands at the forefront of a new theatre movement in 

India. His training as a civil engineer, professional career as an urban planner, his life as a 

playwright, and his role as a theatre director and actor have all contributed to the rich texture 

of his work in Indian theatre. After writing a few pure comedies of middling local Bengali 

renown in the late 1950s and early 60s, he shot into the national limelight in 1965 with the 

publication of his play Evam Indrajit. Written in 1962, the play revolves around a Writer’s 

search for the subject of his play. He summons individuals named Amal, Vimal, Kamal, and 

Indrajit out of the audience to be the subject. The first three pass from school to college to 

careers and family life without event, following the predictable vector of middle-class 

tedium. They are therefore unsuitable fodder for dramatic work. Indrajit, however, is 

markedly different. Forever restless, he looks for ways out of his dreary life and states, 

“There must be a world outside geography. Its not here. But it’ll be somewhere far away-

outside-beyond” (Sircar 12). He cannot marry the person he loves, his Manasi, because she is 

his first cousin. He marries another. Drained by a life of meaningless substitutions, Indrajit 

realizes that each break he makes from his preordained middle-class life brings him back to 

the same predictable pattern he was trying to escape—“My wife looks after the house. I work 

in the office. My wife goes to a film. I go with her. My wife goes to her parent’s house. I eat 

in a restaurant. She comes back. I go marketing” (Sircar 18). He finally confesses to the 

Writer that he is indeed ‘Nirmal’, the last in a chorus of rhyming names summoned from his 

anonymous audience. The Writer refuses to accept this and says, “Walk! Be on the road! For 

us there is only the road.” (Sircar 48). Showing the angst of the educated middle-class man, 

the play shows elements of existentialist drama in the tradition of Camus and Beckett. It 

consequentially broke away from naturalist conventions that had tied down Indian theatre 

until then. It abandons consistent characterization and self-defining settings and scenes are 

fragmentary. Indrajit’s existentialist questioning makes use of a minimalist format in order to 

cut straight from one scene to another. The unity of time is shattered to create instead a 

montage of past and present life. Sircar’s extensive use of poetry, wry humour, and the 

novelty of the language used ads to the list of innovations in modern Indian dramaturgy. G.P. 
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Deshpande (2000), on this spirit, comments upon how Badal Sircar’s Bangla is radically 

different from the pre-Sircar theatre speech in Bangla and that it came close to actual speech 

is not its only achievement. He also commends Sircar on the economy of words that he 

employed in his writing as a methodology unknown to several theatre traditions in India. 

Evam Indrajit, on the whole, presents aspirations for life and relationships beyond the 

banality of the everyday world and concomitant anxieties about lack of significance. In the 

play, the traditional elements of drama—namely crisis, climax, and denouement—are 

missing. Instead, the complex use of sound effects through chorus, poetry, and music, 

together with stylized actions through mime and gestures create a complete theatrical effect. 

The anti-illusionist dramatic technique of the play makes it by any reckoning a hallmark in 

Indian dramatic history. The very fact that the characters in the play are a part of the audience 

shatters the dramatic illusion of the play. What this play invoked is an immersive 

spectatorship. There is a constant interaction between the real world and the artificial world 

within the play. Sircar’s use of space is also highly innovative. At several points, stage 

images of extraordinary concreteness are dissociated from the milieu that normally defines 

them. For example, the stage scene of an exam hall also serves as a public park and so on. 

Almost a decade later, Indrajit of Sircar’s play emerges as a character in Satyajit Ray’s movie 

Pratidwandi; then, despite his real feel in cinema, one finds that an Indrajit so totally 

circumscribed by the realism of cinema never achieves the evocative richness of his original 

theatrical framework. 

By the 70s, Sircar had given up the proscenium stage, but could not simply turn to 

traditional folk theatre as he was a city-bred man. His solution was what he called ‘Third 

Theatre’, which he conceived as a theatre of urban–rural synthesis. His goal was to 

emphasize the physical movements of the actors over words and to rely upon the simplest 

techniques, emulating Grotowski’s Poor Theatre—to build up the immediacy of 

communication between actors and audiences. Theatre critic’s points out that many of the 

rhetorical techniques of his later plays can be traced back to passages in Evam Indrajit, which 

can be seen as the most important play in the playwrights’ entire oeuvre. 

Mohan Rakesh’s Modernist Quest 

Drama in the Hindi speaking areas never had a vigorous theatrical tradition with a 

wide popular base. The dominant form of theatre in these areas from the 1870s to the 1930s 

was Parsi theatre. Objections to this theatre were raised on grounds of artificiality and moral 



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

12 
Vol-3, Issue-1, December-2024 

depravity. As a reaction, Bhartendu Harishchandra went back to the tradition of Sanskrit 

drama writing plays like Chandravali. However, Hindi drama could not develop into a force 

of social importance due to lack of professional support. Even in the glorious period of Hindi 

theatre, which began in the 1920s, Hindi theatre continued to be divided into stage play and 

literary plays written by intellectuals such as Jaishankar Prasad. After Prasad, two dominant 

trends emerged in Hindi drama. One, those that continued to deal with historical and pseudo-

historical themes. Other, the realist drama that dealt with domestic interiors, psychological 

studies, and social reform, such as the works of Upendranath Ask. However, his plays were 

only read and not performed due to the unavailability of a platform for performance. In 1936, 

with the founding of the All-Indian Radio, an outlet was provided with plays being broadcast 

regularly. It is here that Mohan Rakesh’s first one act plays were broadcast. 

Rakesh is associated with a literary movement in Hindi known as nayi kahani. The 

movement expressed an age of uncertainty, unease, and frustration significantly called moh-

bhang. He began his writing career in the years immediately after independence. His full-

length plays, Asadh Ka Ek Din (1962), Laharon Ke Rajhans (1967), and Aadhe Adhure 

(1969), break away both—from classical Indian aesthetic theories developed by Bhartendu 

and Prasad, as also from the task of cultural revivalism seeking ideals in the past. They deal 

with the crises of individualism, alienation, and internal conflict faced by the modern man. 

His main conceptual categories of yatharta, samgharsh, and dvanda are those of Strindbergian 

naturalism rather than Prasad’s dramaturgy. He was the first of playwrights to evolve his 

dramaturgy in constant interaction with the performance.  

Rakesh writes: “The words in a play, unlike those in a novel or a short story, have a 

double duty to perform. They are both to be read as well as uttered. Hence playwriting 

would entail a combined activity of the playwright and others who could speak his 

words for him and help him to check their suitability” (Rakesh 3). 

His was a realism of a new sort, as it set out to recreate the politics of urban interiors 

as they evolved in a new and extremely conflicted repositioning of gender roles. In the play 

Aadhe Adhure (Halfway House), he explores the ironies of middle-class life and reveals a 

fascinated preoccupation with its representatives as victims of their own incomplete purposes 

and split personalities. Most of the characters are fragmented beings. When questioned on 

why writers at the time in Hindi were focusing upon the middle class as their subjects, 

Rakesh says: 
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Most of the writers do come from the urban middle class themselves…I think there is 

a Sociological phenomenon going on. I think this country today at all levels: lower,           

middle, upper classes-is becoming middle class. I identify the mentality of the middle 

class as that uppishness that struggle for attainment of material possessions, the going 

to any lengths to attain all of this. (Rakesh 3) 

This opinion of Rakesh is clear in the conflicts depicted in Aadhe Adhure wherein the 

relationships are examined in the context of class structures, its financial ramifications, and a 

new consciousness of an economically independent woman. He, in the play experiments with 

the dramatic language, which he makes tight and crisp. The stage directions are very detailed 

and delineate every movement and change of expression of the character, positing a total 

identification of the player with the play. His innovations in the play, like one actor playing 

all the male roles, open up the closed doors of the proscenium. In terms of thematic import 

this device is very important and crucial to the experimentation he heralded. Perhaps Rakesh 

wished to suggest through this technique that there is something similar in all these men. 

However, the emphasis changes when the play moves from text to performance. The 

audience saw how well the actor performed all the roles rather than being a witness to any 

thematic statement. Due to the use of such devices the play is often interpreted as an absurdist 

play. In the Prologue to the play, the speaker declares that the play is going to be an 

“undefined” one with “undefined” characters. The reality in the play is presented in 

intangible terms, “there is something in this house…” that cannot be touched and seen. 

However, I do not see the play in the form of an absurd play. The devices used lend to 

the meaning the play is trying to convey. They lend to the play its bitter disillusionment, the 

growing frustration, cynicism, and angst that was corroding the urban middle class. It talks of 

how this disillusionment arises out of the individual psyche of the characters. The prologue to 

the play introduces the basic thematic concern of the play and establishes a framework. 

Nevertheless, this framework is not justified by the actions in the play. The man in the black 

suit makes a thematic statement, “I am there in each one of you”, but except for class and 

gender similarity, each of them is a different individual with a name, personality and 

profession. 
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Vijay Tendulkar’s Experimentation with Folk Traditions 

  In the 1950s, Marathi theatre was in a state of crisis. Due to the advent of cinema and 

the collapse of the infrastructure of theatre, the very survival of theatre was at stake. 

Playhouses, as well as theatre companies, had vanished. The fifteen years from 1955–1970 

saw the stabilizing of the new infrastructure on the mainstream stage and a consolidation of 

its audience through a nostalgic harking back to the Sangeetnatak era, tearful family dramas 

and more or less funny comedies and farces. Along with this was also the birth of a fringe 

movement, to be known variously as the “experimental”, “parallel”, or “amateur theatre” of 

which Tendulkar was a part. The 1960s was marked by the re-appearance of two “old forms” 

on the urban, professional stage—the neo-traditional Sangeetnatak and the neo-folk Tamasha. 

The themes of the Sangeetnataks continued to be myths and legends, but obeisance was made 

to modern spirit of realism by making singers and poets the chief protagonists, so that songs 

could feature as a natural part of their lives. Though the revival of Sangeetnatak may be seen 

as harking back to an old form, it was also a way of questioning the dominant form on the 

mainstream stage, the family drama. It implied that other forms might effectively involve 

contemporary audiences. The 60s also saw the virtual end of Marathi cinema that had begun 

so gloriously with Prabha films. The middle class that had turned to cinema in the 40s and 

50s now returned to theatre, demanding from it an attention to their needs, taste, and self-

image. 

In the “experimental” theatre, Vijay Tendulkar was the first playwright of the new 

stage. He discarded the flourishes of the theatre of mythology, history, and sentiment and 

turned everyday speech into a forceful dramatic tool. His plays, such as Srimat, rejected the 

songs and heightened prose of the old Sangeetnataks and attempted to reject the sentiment 

and melodrama of the professional mainstream stage of the time. The one play in Tendulkar’s 

entire oeuvre that confirms his standing as one of the country’s finest playwrights is 

Ghashiram Kotwal. It marked the turning point by breaking expected codes of both form and 

content and achieving an amazing amalgation of tradition and experimentation. The play 

attacks the decadent Brahmin rule just prior to British ascendancy. Tendulkar used as 

narrative material a well-known story regarding historical figures, to make a political 

statement about the creation by political parties in power of monsters for temporary gain, 

leading to iniquity, brutality, and ultimate destruction. Ghashiram Kotwal is a play that relies 

heavily on performance for its full effect. Tendulkar has remarkably used various traditions 
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of Marathi theater and music—the Lavani, the Dashaavatar, and the Gondhan—to highlight 

social criticism. Nilu Phule says,  

          As a playwright, Tendulkar’s great strength lies in his dialogues. It is as if he doesn’t  

          need a director at all. The man seems to be able to ‘see’ every action, every move from  

          curtain up to curtain down. He can probably even ‘hear’ it all. (Phule 57) 

Tendulkar himself says on the use of Tamasha: 

          It gave me the feel of liberation- because I was used to the vagaries of my form of  

          writing and consciously I was fed up with this form. And here was the technical  

          freedom which I required at that stage. (Tendulkar 21) 

The statement makes it clear that Tendulkar had not consciously set out to find an 

alternative to the dominant realist mode. His intention was not the same as Sircar’s when he 

moved out of the proscenium into school halls and parks. According to Tendulkar, the 

combination of these folk forms came in answer to his search for a way to tell the story he 

wanted to tell. 

     All the formal innovations, such as the use of songs, gestures, music, precise language, 

lyrics, human curtain, and sutradhar are used due to their potential to carry the message. 

Among all he makes use of the folk theatre, Tamasha, very innovatively. The word Tamasha 

has Persian origins and means—a show or theatrical entertainment. It emerged in the Deccan 

Plain in the late sixteenth century from earlier forms of entertainments and served as a 

bawdy, lascivious form of entertainment for both the occupying Mughal army and the 

opposing Maratha forces trying to free the territory. Recent refinements introduced into the 

Tamasha have led to the evolution of a more sophisticated version—the people’s theatre or 

Loknatya. A Tamasha performance places no physical boundaries on time and space, and 

realistic stage setting or props are unnecessary. By a variety of gestures, movements, mime 

techniques, and word images in the dialogue, an actor may convey any kind of setting in time 

or space. This convention has been employed effectively in Ghashiram Kotwal. For instance, 

when the human curtain forms the temple or the actors mime throwing Ghashiram in jail, it is 

also an accepted convention that actors may step in and out of character and that they can 

switch roles when needed. In the play, the sutradhar adopts the roles of several characters 
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besides his own. For example, in the jail, he becomes a fellow prisoner. Involvement of the 

audience in a two-way contact with the performers is another tamasha convention. In the 

play, the audience is included in the scene itself several times. For example, when Ghashiram 

steps off the stage amongst the audience and vows to take revenge against the Pune 

Brahmins; also, the inclusion of the audience in the ritual of Ganesh Chaturthi chanting, 

“ganapati bappa morya!” 

The presentation of the Tamasha may differ from troupe to troupe, but it generally 

begins with the invocation, an opening devotional song offered to Lord Ganesha, remover of 

obstacles and bestower of success. Tendulkar has employed this invocation tradition 

seamlessly in the play. In the tamasha tradition the songadya or the comic jester has a special 

relationship with the audience as well as the actors. His task is clearly to wander in and out of 

the dramatic action, sometimes interrupting tedious proceedings with unscripted jokes and 

witty remarks or asides to bored or impatient spectators. In Ghashiram Kotwal, Tendulkar 

innovates and extends the traditional role of the sutradhar to include the role of the songadya, 

and makes him an anti-establishment figure. For instance, the sutradhar asks a string of 

onomatopoeically rhymed questions about why Nana is limping: “How did it happen?”, 

“Where did he fall?”, “Did his foot fall crooked?” He makes the double entendre clear, as 

“foot falling crooked” is a euphemism for illicit sexual adventures. So, Nana hopping around 

on one leg becomes the visual incarnation of lechery. The lyrics and the play add layers of 

ironic meaning to the text: 

Night has fallen, the Brahmins of Pune have gone to Bavannakhani, 

gone to the burning ground 

gone to the keertan 

gone to the darshan… 

This is full of sacrilegious juxtapositions. The iniquitous places (redlight district) are 

juxtaposed with the Keertan. Sex and worship are thus bound up together. This is followed by 

the swaying human curtain which sings the name of Krishna in unison. This is an ironic play 

on the gaulan segment of the Tamasha performance. The abrupt end of Peshwa patronage, 

once the British rule came to power in 1818 signified the decline of Tamasha tradition. It was 

revived in the 1930s by a group of socially committed artists who used it as a means of social 
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reform. The power of the Tamasha to communicate with the people was also used by the 

nationalist movement and the communist cause. In the current times, two lower caste 

communities are closely linked to the Tamasha entertainment tradition—the Kolhati and the 

Mahars. However, with the exception of sophisticated Loknatya troupes, many of the 

professional Tamasha troupes operate in villages and barely manage to earn a subsistence 

living for their members. Tendulkar’s innovative use of the folk theatre traditions certainly 

helped to attract attention to the declining art of the Tamasha and helped to reconcile the 

traditional Sangeetnatak moulds with the modern realist theatre mould. Yet, in terms of the 

troupe involved in the production, as well as the audience catered to, this revival was 

restricted in its reach to the middle and affluent classes, while the lives of the actual Tamasha 

performers continued in poverty and obscurity. It is interesting to note the way in which the 

Lavani is represented in the play. The text continually juxtaposes the sacred and the profane, 

the temple and the bavannakhani (prostitution center) or the Keertan and the Lavani. Thus, 

the Keertan is posited to be the religious, respectable opposition to Lavani, which may then 

be viewed as a popular, though debased form with lewd connotations. 

      The 1960s was a definitive decade for the arts in many parts of the world, including 

India. Moving into a post-colonial era, Indian theatre was starting to be demarcated in 

national terms. What comprised national theatre itself varied from one region to the other, but 

perhaps for the first time, we Indians could begin a discussion of what or who constituted our 

modern Indian theatre. However, Indian theatre like the notion of Indianness, is debatable and 

debated, part of an ongoing cultural crisis which is extremely complex and involves much 

more than theatre. 

                                                           Works Cited 

Tendulkar, Vijay. Ghashiram Kotwal. Translated by Jayant Kurve and Eleanor Zellot, 

Seagull Books, 1984. 

Sircar, Badal. Evam Indrajit. Translated by Girish Karnad, Oxford University Press, 1974. 

Rakesh, Mohan. Halfway House. Translated by Bindu Batra, Worldview Publication, 1999. 

Deshpande, G.P, editor. Modern Indain Drama: An Anthology. Sahitya Akademi, 2000. 

Sangeetnatak, vols. 3, 21, 22, 77, 78, 83. Delhi: Sangeet Natak Akademi. 

Yarrow, Ralf. Indian Theatre: Theatre of Origin, Theatre of Freedom. Curzon Press, 2001. 



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

18 
Vol-3, Issue-1, December-2024 

“A letter from Badal Sircar.” The Drama Review, vol. 26, no. 2, 1982, 51–58. 

Bharucha, Rustom. Rehearsals of Revolution. Seagull Books, 1983. 

Vatsyayan, Kapila. Traditional Indian Theatre. Indian Book Trust, 1980. 

Gargi, Balwant. Folk Theatre of India. University of Washington Press, 1966. 

Dalmia, Vasudha. Poetics, Plays and Performances: The Politics of Modern Indian Theatre. 

Oxford University Press, 2006. 

Gokhale, Shanta. Playwright at the Centre: Marathi Drama from 1843 to the Present.  Seagull 

Books, 2000.  

Phule, Nilu. In Ten Ami Anhi, edited by Tapas Mulye Naik, Awishkar Prakashan, 1992, p 57. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

19 
Vol-3, Issue-1, December-2024 

Cli-Fi Movies and Climate Education: Enhancing or Complicating Climate 
Communication? 

Mr. Prajwal G. V. 
Assistant professor, Dept. of English 
MLA Academy of Higher Learning, 

Malleswaram, Bengaluru-03 
Email: prajwalgv2000@gmail.com 

 

Science fiction as a literary genre came into being in the mid-to-late nineteenth 

century as a result of technological and generational advances. After the 1950s Cli-Fi started 

establishing itself as a full-fledged genre. The developments in the filming techniques aided 

this further. Thus, helping achieve the impossible. 

Cli-Fi has also diversified beyond the "clichéd, post-apocalyptic, and hero-orientated 

disaster narratives" that David Wallace-Wells found, into realist and literary fiction. It has 

spawned other fields, such as solarpunk, slipstream, and weird fiction. Cli-fi is shifting, in the 

space of a few years, from being a minor sub-genre of science fiction to being touted to 

become "one of the dominant forms of twenty-first century literature." (qtd. in Woodrow 

123). 

Generally, disaster movies present threats such as tornadoes, torrential rains, or tech 

failures. Apocalypse movies present a flooded, frozen, melting tundra, or desiccated world. 

Dystopian plots include flooded, frozen, or desert worlds. In Alien & Superhero movies, the 

plot usually incorporates themes such as aliens discovering the warming planet, aliens and/or 

supervillains attacking humans to prevent further warming of the planet, and aliens 

promoting warming to create a hospitable planet for themselves. Under comedies, we can 

include sitcoms, rom-coms, and satires. 

Statement of the Problem 

Climate Fiction movies are an emerging genre which we can call a need of the 

moment because of its applicability to the present scenarios we’re witnessing every now and 

then. So, the argument here is to find out whether we can reach a wider group of people with 

the help of movies. 
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Objective 

To find out whether we can use Cli-Fi movies as a tool to educate people about the 

deteriorating stability of the climate. 

Research question 

To what extent do science fiction films contribute to raising public awareness and 

understanding of climate change? 

Theoretical Framework and Methodology 

This research paper is framed through a combination of film studies approach, and 

ecocriticism. Ecocriticism is often used as a catchall term for any aspect of the humanities 

(e.g., media, film, philosophy, and history) addressing ecological issues, but it primarily 

functions as a literary and cultural theory. As Glotfelty and Fromm famously state, 

"Ecocriticism takes an earth-centered approach to literary studies," rather than an 

anthropomorphic or human-centered approach. 

This topic can be approached from many different perspectives, for example, studying 

what themes and issues animals and nature represent in stories. Another possible approach is 

to study the relationship between humanity and nature as well as the ways in which nature 

affects humanity and, in turn, how the actions of humanity affect nature. 

Methodology 

For the methodology, the current study is a movie analysis where two movies are 

selected by the researcher from the Climate Fiction genre of the Hollywood film industry. 

First, I will perform a close reading of the selected movies to look for any details that are 

important from the point of view of this study.  

What is the climate? What makes it unique from the weather? 

"Climate" is the usual weather of a place. The climate can be different for different 

seasons. A place might be mostly warm and dry in the summer. The same place may be cool 

and wet in the winter. Different places can have different climates. Earth's climate is what 

you get when you combine all the climates around the world together. And it is a projection 
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of the long term patterns of changes in the weather of a particular region. But the weather is 

short-term. 

Review of Literature 

Tomas Axelson, in his Movies and Meaning. Studying Audience, Fiction Film and 

Existential Matters conducts a survey and interview to study under what circumstances a 

movie can be of use to an individual. An individual is portrayed in the films as a cultural 

product in different contexts, such as socio-historical processes, socio-cultural interaction 

with the world, and inner psychological processes.  

D’Avanzo Charlene, in Climate Fiction as Environmental Education talks about how 

fiction will contribute to social change. He takes many examples from other writers who were 

famous for their fiction that impacted society. He believes fiction is a potent agent of social 

change. Ecological fiction will play a role in affecting the public’s concerns about the 

environment. 

In his book Cli-Fi Education and Speculative Futures, Casper Bruun Jensen argues 

that Cli-Fi works are not always dystopic. He concludes that Cli-Fi may not be able to rescue 

us from a disaster due to climate change, but it will help to speculatively sharpen curricular 

transformations at all levels. 

Susan Hayward, in the book Cinema Studies: The Key Concepts, talks about one of 

the concepts, "Science Fiction Films." She talks about how Sci-Fi developed in the film 

industry, which came about in the mid-to late nineteenth century in response to advancements 

in science and technology. She talks about the trends throughout the decades and the 

changing attitudes in Cli-Fi filmmaking. 

In her Cli-Fi: cinematic visions of climate change, Joanna M. Zajackowaka talks 

about how the term came to be popular on the internet after it was used by the famed writer 

Margaret Atwood. She also discusses the film The Day After Tomorrow. She discusses the 

impact on viewers’ emotions of these movies. Some climate activists argue that the 

exaggerated depiction of climate change will distance the audience from the actual crisis, but 

there is also a benefit that binds those who are more concerned about the climate.  

Whatever exaggeration there is, that which is more important is, as stated by a NASA 

spokesperson,  



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

22 
Vol-3, Issue-1, December-2024 

"Whether its premise is valid or not, or possible or not, the very fact that it’s about 

climate change could help to spur debate and dialogue.” 

It is particularly important for the public to have an adequate understanding of climate 

change science to ensure that subsequent deliberations properly balance the risks of global 

warming with the social, political, and economic implications of anti-global warming 

measures.  

In Dr. Suess' The Lorax, there’s this depiction of an industrialist as a cruel person. But 

we must also pay attention to the Lorax, who claims himself as the speaker for the trees, 

failing to make the industrialist realize his mistakes and stop hacking the truffula trees. This 

particular movie is made for children and is based on the novel by the same name. It is good 

to see that if we bring more movies or any piece of literature for kids, it will have a positive 

impact on the minds of the children.  

The 1987 Brundtland report states,  

"Development that meets the needs of the present without compromising the ability of 

future generations to meet their own needs."  

Dystopia in Cli-Fi Movies  

The Cli-Fi films allow us to reflect on the harsh realities of our present moment, on 

conditions that are difficult to confront head-on. Though ostensibly set in the future, the post-

apocalyptic mode can function as a window on, and critique of, the present. These movies 

show the post-apocalyptic world where we have exhausted our resources and people are 

struggling to live. The remaining humankind will be scavenging whatever is left.  

Interstellar  

It is the human factor that is central to the narrative of Interstellar. In the movie, 

climate change has already happened to a civilization that was ill-prepared to have its role in 

the cosmos erased by its own actions. We in the present still have time and can still steer our 

course in a better direction. It is why we study the climate and its impacts, and why 

governments are acting as we speak. Interstellar is a story of man versus himself, 

masquerading as man versus nature. It is a voyage to the stars to escape the desolation of a 

climate changed by humanity. But we still have time and we don’t need to leave Earth yet. 

We can still save it. 
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What is the message of this film? 

There are some lessons to be learned in Interstellar. How does humanity react to a 

global scale shortage of food? What will happen to our governments? Our daily lives? In the 

first few minutes of the film, the changes to Earth’s inhabitability are explained, and the 

viewer gets a sense of the kind of dangers that the population of Earth has to face. Blight has 

come and is annihilating one plant species at a time, leaving the current population with corn 

as their sole sustenance (00:28:40).  

Humanity is "driven by the unshakeable faith that the Earth is ours" (00:29:08), but it 

is not long before the reality sets in that humanity will not be able to survive on the planet. It 

can no longer be saved. Professor Brand explains to Cooper that  

"We’re not meant to save the world; we’re meant to leave it" (00:29:54).  

This sets up the mission of the film, which sees Cooper and a team of three others set 

off in a spacecraft, called the "Endurance", to explore a different galaxy, accessible through a 

wormhole near Saturn. 

Most scenes of nature and humanity, especially the ones in space, resonate deeply 

with the grim mood throughout most of the film, which is reflected by their music or lack 

thereof. There is an underlying sense of the realization, coming too late, of the luck that 

humanity has had with their home planet. In this sense, the ecocritical message of the film 

could be an increasing appreciation for planet Earth and the resources it provides humanity 

with. This message is strengthened by showing two other planets that could possibly have 

sustained life as long as something cataclysmic would have happened on them, Miller’s and 

Mann’s planets. Compared to Earth, Miller’s planet has too much water, and it is too volatile. 

Mann’s planet, on the other hand, is too cold, and the air, much like the air back on 

Interstellar’s Earth, is poisonous. The events of the film, and dialogue between characters, 

make it very clear that there is no other planet just like Earth out there for humanity, and even 

Earth is losing its habitability due to the blights wrecking the food supply, thriving on the 

nitrogen in the air and reducing the oxygen content of the air.  

With a vision set for the future, the film makes its final ecocritical point as a 

suggestion that we should live while looking to the future and not by looking back into the 

past and comparing ourselves with it. In contrast to Earth’s ecological blight depicted in the 
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opening frame through the bleak imagery, the emergent utopian space portrayed in the film’s 

closure resonates with the vivacious green colours of ripening fields, implying restored 

ecological balance and harmony. 

Apocalypse in Cli-Fi Movies 

Explicit references to climate change in movies really began in 2004 with The Day 

After Tomorrow. The film revealed that a global climate disaster movie could rake in almost 

$550 million from the worldwide box office. Given its popularity, The Day After Tomorrow 

is a perfect case study to understand how climate change-related movies affect viewers and 

why they play an important role in spurring climate action. So, I put this movie in the 

Apocalypse Cli-Fi category. 

The Day after Tomorrow  

The Day After Tomorrow finds its drama in an extreme weather event caused by a 

rapidly changing climate. In short, climate change is the protagonist’s primary motivator. The 

film uses its fictional universe to envision the effects of our fossil fuel-reliant culture. It will 

be in an extreme way in order to show that immediate climate action is necessary in our real 

world. One of the main ways it achieves this is through dialogue.  

JACK HALL: "Our climate is fragile. At the rate we're burning fossil fuels and polluting the 

environment, the ice caps will soon disappear. "  

RAYMOND BECKER: "Professor Hall, our economy is every bit as fragile as the 

environment. Perhaps you should keep that in mind before making sensationalist claims." 

(The Day after Tomorrow, 2004)  

This simple yet effective scene is eerily similar to general arguments surrounding 

climate policy today. Dennis Quaid's character, "Jack," lays out clear evidence of a potential 

climate disaster that the Vice President is hesitant to act on insisting that climate change will 

cause economic instability as a result of the ensuing onslaught of superstorms and tornadoes. 

However, the movie quickly reveals the error of the vice president's reasoning. Ultimately, 

this shows that refusing to act on climate change will have worse consequences than 

economic instability.  

Clearly, the menace of unrelenting super storms caused by a fossil fuel dependent 

world affected many of the viewers of The Day After Tomorrow. While a study in the 2004 
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issue of Environment that surveyed audience members a week before and one month after 

they saw The Day After Tomorrow reveals that-  

"The film led moviegoers to have higher levels of concern and worry about global warming."  

Considering the global reach of the film, these results speak promisingly towards Cli-

Fi's positive impact on climate change awareness. The movie’s narrative is simplistic and its 

weather events are over-the-top. Studies show that some of the audiences have even argued 

that this extreme depiction of rapid climate change can lead to a misinterpretation of what a 

future with a changed climate would look like. In essence, the exaggerated steps the movie 

takes to appeal to the moviegoer leave the viewer struggling to understand exactly what risks 

they face in a changing climate. But, their fictional exaggeration of climate disaster can be 

tolerated if the movies achieve their main task of raising public awareness about global 

warming. Movies like Waterworld and The Day After Tomorrow work at the front line of a 

growing desire to grapple with climate change. They introduce people to the issue through 

enjoyable and easily consumable narratives, which can then lead to more information heavy 

pieces like documentaries or scientific research. Major climate action will require a lot of 

effort in many different arenas. In this new genre of Cli-Fi, plays a key role in helping people 

understand that climate change is an imminent threat.  

The Issue of Trust 

The Issue of Trust is an important factor in climate change communication. Some 

surveys found that audiences of The Day After Tomorrow appeared to believe that the kinds 

of extreme impacts portrayed in the film were science fiction and thus deemed more unlikely, 

as expectations in terms of the type and delivery of information of a fiction film are different 

to those of a documentary. The disaster framing of the film would be interpreted differently if 

we compared fiction to a documentary on climate change. However, the film has been 

perceived as realistic. Despite the perceived legitimacy of documentaries in climate change 

communication, the impact of their persuasive attempts is not always the expected one, as 

messages trigger resistance to persuasion when fear is used as a communicator in movies. 

Fearful Framing  

Science experts who work on calamity movies are persuaded by a conviction that the 

scientific issues on which they are working are so critical to the long-term survival of 



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

26 
Vol-3, Issue-1, December-2024 

humankind that it legitimizes calling attention to these issues as vital, such as prophetically 

catastrophic accounts or overstating the impacts of cinematic calamities. But fearful framing 

does not work always. When researchers did a survey sometimes after spectators watched the 

movie The Day After Tomorrow, the effect of the movie which they had immediately after 

watching it withered. The effect now is less. There is also one more issue that has to be dealt 

with here. Both sides of the fearful frame are present. It could either catch and hold the 

audience or create distance between the movie and the audience. The audiences are not 

uniform; there is a wide variety of them. If the movie highly pushes the fearful element, the 

audience will feel disconnected from the movie, thus reducing its chance of impact. We can 

see this element in the movie Mad Max: Fury Road (2015), where there is a scarcity of 

resources. Whoever controls the availability of these resources, such as the lord who controls 

the water in the movie, is shown as more powerful. This film struggles a little to connect with 

the audience because of its futuristic dystopian vision.  

However, it is also beneficial when balanced. For example, in the movie Interstellar, 

the filmmaker subtly shows us the deteriorating climate through the failures to grow crops, 

falling oxygen in the environment, severe sand storms, and people wearing masks while 

going out. These elements will come closer to an audience through their simplicity and also 

because they have a plausible explanation. This happens also in The Day After Tomorrow, 

where the climatologist repeatedly warns about the rapidly changing weather patterns and 

ocean currents of the planet. The result of this negligence to his warning results in a global 

ice age. Even though it may be shown on a global scale, the theory is widely accepted among 

the audience. Because we see this in our everyday life.  

The Problem of Scale 

Widening the story from a single disaster in a single geographic location to a world 

with a planet-wide treacherous climate created a different set of problems. Whereas the story 

of a singular disaster can be told from one point of view within an individual human time 

span, the story of climate change spans continents and millennia. This makes point-of-view 

an issue and presents challenges in maintaining engagement and intimacy with characters. 

This form captures a sense of the enormity of climate change, but even so, it remains a 

keyhole view. Realist fiction is written from a limited, interior perspective and is necessarily 

socially partial; it describes the world as seen through the eyes of a limited set of characters 

who are socially and geographically located in particular and specific places, times, and 
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worldviews. Even a bricolage of stories is not representative of the spectrum of human 

experiences and perspectives and, at the same time, risks sacrificing intimacy and empathetic 

engagement with characters. 

The Wicked Problem of Climate Science Communication  

A wicked problem is entanglement with values and perceptions. It has multiple 

competing formulations of both the problem and the desired solution, and feedback loops that 

cause the problem definition to be constantly in a state of flux. Wicked problems suffer from 

the availability heuristic, in that it is difficult to imagine their outcome, and this difficulty in 

imagining reduces the estimation of their frequency, likelihood, and risk. If the singular 

nature of climate change is one problem, the difficulty in communicating science is another 

that compounds it. Science communication can itself be seen as a wicked problem.   

Limitations of the study 

The study is qualitative, where only two Cli-Fi movies are taken for study. 

Conclusion  

Recently, there has been a broadening of the range of climate impacts considered. At 

the same time, however, there is growing evidence of fatigue or scepticism regarding climate 

change. At this time, this project tries to find out the ground reality of the impacts of the 

emerging subgenre of Sci-Fi, i.e., Cli-Fi.  

Climate change films provide genuinely new information and plausible cinematic 

events, which influence climate change perceptions but do not result in long-term changes in 

behaviour and attitudes. It is the failure to resolve the issue of trust, along with a fearful 

framing of climate change that seems to have prevented viewers from altering their 

behaviour. Audiences are not homogenous. Evidence suggests that responses to climate 

change communication efforts differ from country to country and from less engaged to more 

engaged members of the public.  

Not only are movies enough to raise awareness among people, but the governing 

bodies should also actively participate and take a pledge to save resources. Just celebrating 

special days like World Water Day, World Forest Day, World Environment Day, World 

Ozone Day and all the other days won’t do much for sustainable developmental programs.  
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It must be kept in mind that everything has its merits and demerits so do these movies. 

Sometimes their exaggerated narratives make people not believe that all of it could happen in 

real life. And sometimes, they are only a part of the movie. It is almost like a subplot which 

makes the audience fail to notice this theme. Whatever the scale is, these movies are 

influencing more and more people to join the climate fight against greedy corporates and 

power-hungry politicians. Unless they comply with the demands of the people, they will find 

it difficult to continue in their trade.  

It is clear to claim that cli-fi dystopian movies and documentaries related to climate 

change and global warming have a great influence on awareness to some extent. However, 

more holistic and integrated models and actions are needed to change the behaviour of the 

community. But these movies or books also have to face off against the establishments that 

do not believe in climate change. This becomes a challenge sometimes because they might 

mitigate the voices in order to benefit their own interests. 

Sometimes, it might be hard, for instance, to imagine the implications of a world 

where the temperature has risen by more than 2 degrees Celsius, an increase scientists 

conclude would disrupt much of life on Earth. It is also hard to make sense of the fact that our 

current lifestyle, without changes, can lead to such a situation. With Cli-Fi, we can take 

current conditions forward by several decades and imagine what commuting or buying bread 

in near future looks like. But the current movement also deals differently with possible 

futures. Whenever climate change filters into mainstream culture, particularly in Hollywood 

movies like The Day After Tomorrow, it often does so as a catastrophe. Most of the fictional 

literature about climate change looks beyond that and asks: "How is the world after the 

crisis?" But watching a world on fire—a world that looks very much like our own—on-

screen may work to influence specific individual behaviors.  

The reason that these movies work over books is that they reach a wide range of 

people, from academicians to factory workers. This is not the case with scientific publications 

on climate change. Communication is important. If it is through films that are much better 

because of its wide reach.  

Through the awareness programs of many non-profit organizations, MNCs are trying 

to reduce their carbon footprint by adapting innovative technologies in their production and 

distribution chains. Instead of leaving the planet one day, as shown in the movie Interstellar, 
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we could try to save future generations by capping our greed, which movies are a way of 

communicating this message. 
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Introduction: 

        All of Selvdurai's novels have a subtle and deeply humane style, wit and perspicacity 

that establish him as not only as an important chronicler of the complexities social and 

cultural difference but also ensure his place as a significant figure in post-colonial and gay 

writing. Funny Boy announced Selvadurai as a major new voice in Canadian, post-colonial 

gay literature. 

 The novel is moving and harvest coming out story of Arjie Chelvaratram as he grows 

from a ridiculed “Funny Boy” more content to dress up as “bride-bride” with his female 

cousins than play cricket with the males to an intelligent, reflective teenager dangerously 

awakened by his love for Shehan. 

 Shyam Selvadurai’s novel gives a brilliant portrait of the anxieties aroused by gender 

non-conformity in the patriarchal society. 

Themes of Homosexuality in Funny Boy 

 Protagonist Arjie Chelvaratanam as his nation hurdles towards civil war At the same 

time as he watches Sri Lanka's Sinhalese majority gradually turn against his minority Tamil 

community, Arjie comes to terms with the consequences of being gay in a patriarchal culture 

and family from his earliest days, Arjie fails to meet his family's expectations of a boy; when 

his parents start openly worrying about his "funny" sexuality and Arjie realizes that he is 

indeed gay. 

 Arjie's deviation from traditional masculinity leads his family to continuously shame 

him, and he quickly internalizes this shame and begins to think of himself as inherently 

flawed. Chelvaratnams repeatedly call Arjie "funny"- a word that both betrays the family's 

anxiety about admitting the possibility of having a gay son and shows that their homophobia 

is based on an unjustified, instinctual revulsion, tied to the cultural norm of heterosexual 

marriage and families. While he is too young to understand his family’s conviction that he is 
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being punished for simply being himself and following his desires, things over which he has 

no control. Although Arjie's sexuality mostly falls out of view during the middle part of the 

book, when he goes to Victoria Academy, he befriends and falls in love with a boy named 

Shehan, about whom his brother Diggy repeatedly warns him. 

 Ultimately, however, Arjie does manage to overcome his shame, and this shows the 

groundlessness and arbitrariness of the conventional gender roles his family tried to squeeze 

him into. When Arjie's Amma forces Arjie to play with the boys rather than the girls, she 

reveals that she does not completely believe in the restrictive notion of masculinity she is 

enforcing. "Because the sky is so high and pigs can't fly", as though gender separation is just 

an inherent and necessary feature of the world. Arjie's personal story about desire and 

sexuality is interwoven with politics and ethnicity in years of turmoil. 

 Critics have grappled with the intricate relationships between queerness, 

homosexuality, ethnicity, and post-coloniality in the novel. The subversive potential of 

Arjie's relationship with his boyfriend Shehan, W.Perera, talks about this is not their same-

sex love, but their friendship implies that "racial harmony can be achieved among the 

marginalized". On Arjie's "homosexuality", Robert Aldrich argues that it seems lesser sin 

than heterosexual violation of ethnicity, caste and religion and the consequences to status and 

bloodiness that such misalliances engender. 

 Shifting the emphasis from sexuality to socio-economic analysis, Emily S. Davis 

argues that it is the effects of neo-liberalism that shape Sri Lank's "governmentality, 

consumerist fantasy, and global economic mandate" in the postcolonial period. Taking these 

ideas as a point, this paper probes the word "funny" in Funny Boy to show that meaningful 

criticism relies not on a close reading of the character, but rather on text itself. 

 Selvadurai's novels always present at some level of consciousness the interaction 

between the personal and the political context. This awareness in which the personal and the 

political are intertwined not only intrigued Shyam but has enabled him to reveal the 

capacities of racism, homophobia, sexism and other injustices and hatreds which are present 

all levels within a society. He clearly has a deep concern with his country of birth and its 

troubled history. Privacy and secrecy are stressed as important factors in certain socially 

accepted institutions that often harbor the hidden third natured sexual behavior. Marriage is 

seen as one such institution which acts as a safe transitory alternative that helps to generate a 
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facade of heterosexuality. 

Conclusion: 

  Arjie's sexuality, while a topic of discussion for his family, is not confronted 

directly. Instead, he is always referred to as "funny". Arjie's "critical funniness" includes 

turning upside down of the colonial order. Though Arjie may be expelled from Sri Lanka, his 

narratives radical funniness nonetheless insists on returning through the sexual tendencies. 

Arjie recognizes that the term "funny" always carries a negative connotation, but doesn't 

understand its complexity, stating that "it was clear to me that I had done something wrong, 

but what it was I couldn't comprehend".  

 Dr. Jeffery Mayers writes the homosexual writers see the path of fate in an even more 

pessimistic light than the normal ones. They have felt within themselves that the justifications 

provided by Plato or seen in the story of David and Jonathan give no protection against 

descent in to an even deepening corruption. The writers of Homosexual writings, they tell us, 

no true love is possible and there is no escape from loveliness. Abu Sinfield has suggested 

that the central argument in studies of sexuality has ultimately sought to resolve outstanding 

problems which converge on and surround the notion of sexual identity. 

 Shyam Selvadurai gives a brilliant theme of Homosexuality in his work “Funny Boy”. 

It shows the different attempt he done with his work. This work is an excellent example of 

LGBT studies. 
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Abstract  

This article explores the themes of gender inequality and patriarchal oppression as 

depicted in Dr. Shivaram Karanth’s novel Sarasammana Samadhi. Published in 1937, the 

novel delves into women's emotional depths, struggles, and suppressed desires, portraying 

their plight within a male-dominated or patriarchal society. The protagonists, Sarasamma and 

Bhagirathi, highlight the oppression women endure, ranging from societal expectations to the 

barbaric practice of Sati.  

Sarasamma’s forced transformation into a “Maha Sati” is critiqued as a political tool 

of patriarchy to control women’s agency. In contrast, Bhagirathi and Sunalini represent 

resistance, challenging unjust traditions and asserting women’s rights to autonomy and 

dignity. The novel foregrounds the necessity of rebellion against injustice, advocating for 

gender equality and questioning the exploitation inherent in patriarchal systems. Through its 

timeless relevance, Sarasammana Samadhi remains a compelling reflection on women’s 

struggles and their fight for existence, identity, and freedom. 

Keywords: Shivaram Karanth, Sarasammana Samadhi, Gender inequality, Patriarchy, 

Women’s rights, Sati practice, Feminist resistance, Social critique,  

 

Introduction:  

Over time, Kannada literature has beautifully portrayed women's emotions, inner 

struggles, and suppressed rebellion. These elements can be seen in the work of the Jnanpith 

Award-winning author Dr. Shivaram Karanth’s novel Sarasammana Samadhi. Which stands 

for its impactful depiction of women’s true identity and their struggle for existence. 

Sarasammana Samadhi was published in 1937, this novel explicitly illustrates a woman’s 
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sensitivities, hardships, desires, societal status, and struggles with patriarchal norms all 

without glorification, embellishment, or melodrama. 

The lives of the protagonists, Sarasamma and Bhagirathi, challenge the very essence 

of human existence. They questioned the patriarchal system. This significant novel remains 

relevant across eras, holding a mirror to the emotional turmoil and struggles faced by women 

of all castes and religions. Through this work, Shivaram Karanth critiques the patriarchal 

system in India, shedding light on how society perceives women and how it continues to 

exploit them. The narrative exposes societal tendencies to view women as objects of pleasure, 

subordinate them under customs and traditions, and rob them of their vitality, turning them 

into living corpses. 

In Sarasammana Samadhi, the protagonist fights against these injustices. She resists a 

system that defines a woman’s life as confined to the kitchen and four walls, reducing her 

identity to her husband’s shadow. It critiques a society that dictates a woman should sacrifice 

her body, unwillingly submit to male dominance, and worship her husband as a deity. 

Sarasamma’s rebellion resonates deeply, even today. However, as the novel unfolds, it 

becomes apparent that within every man lies a spark of resistance against the same oppressive 

society. Karanth’s writing subtly reveals this duality, where femininity also exists within 

masculinity. 

The novel emphasizes that what a woman truly seeks is love not the arrogance, 

authority, or material riches of a man. With genuine affection, she is willing to dedicate 

herself entirely, like sandalwood offering its fragrance. This simple yet profound message 

forms the essence of the novel. 

Interestingly, the portrayal of spirits in this story extends beyond the realm of the 

supernatural, representing the grim reality of how women live like ghosts even in life, 

enslaved by societal constraints.  

In the novel, Sarasamma is venerated as “Maha Sati Sarasamma” after her death, 

symbolizing how patriarchal society politicizes the concept of deifying women. Sarasamma, 

regarded as an incarnation of Sita, marries Neelachayya, loses him early in her youth, and is 

forced into Sati. Sarasamma’s lamentation is not just her agony but the collective cry of 

countless women whose aspirations and dreams were crushed under the patriarchal system. 
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Turning her into a deity and confining her actions symbolizes a political ploy by a male-

dominated society to control women. 

The novel doesn’t just portray the tragic life of Sarasamma but critiques the barbaric 

practice of Sati that victimized numerous women. When society declares a woman’s life 

meaningless after her husband’s death, barring her from remarrying, living independently, or 

adorning herself, it manifests the cruelty of patriarchal norms. Sarasamma, who is forced to 

ascend her husband’s funeral pyre, represents one side of this tragedy, while characters like 

Bhagirathi and Sunalini, who resist these oppressive norms, represent the other. 

The defiance of Bhagirathi and Sunalini, challenging long-standing societal customs, 

serves as a powerful critique of patriarchal oppression. Bhagirathi’s protest against her 

husband Venkatramanayya who treats women as inferior beings, equating them to dogs and 

slippers emphasizes the need for resistance. Her decision to leave her marital home 

symbolizes a significant act of rebellion, paving the way for change. Karanth brilliantly 

showcases how these women’s protests create new paths of resistance. 

The novel strongly asserts that enduring injustice silently is far less important than 

resisting it. For women, especially, it emphasizes the necessity of standing against 

oppression. Through its powerful narrative, Sarasammana Samadhi sends a compelling 

message that rebellion is vital for justice and equality. 

Conclusion:  

Shivaram Karanth’s Sarasammana Samadhi stands as a timeless critique of 

patriarchal oppression and societal injustice. Through the lives of its protagonists, Sarasamma 

and Bhagirathi, the novel not only exposes the cruelty of outdated customs like Sati but also 

highlights the resilience and courage of women who dare to resist. It emphasizes the 

necessity of rebellion against societal norms that dehumanize and subjugate women, asserting 

that silence in the face of injustice continue the cycle of oppression.  

Karanth’s nuanced portrayal of gender dynamics reveals that the struggle for equality 

is not merely a fight against external structures but also an introspective journey for both 

women and men to recognize and dismantle internalized patriarchy. The novel’s core 

message that love, respect, and equality are the foundation of a meaningful life resonates 

deeply even today.  
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By presenting a scathing critique of the societal structures that exploit women while 

celebrating the strength and defiance of its female characters, Sarasammana Samadhi 

transcends its time, offering lessons and inspiration for generations to come. It is not merely a 

narrative of oppression but a powerful call for transformation, making it an enduring 

masterpiece in Kannada literature. 
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චನඪඦಗಳದ ಆ ඬಟಗำ 

 

റ. ರಜඛ ๭ เ 
ಸ๻ಯಕ ඩ౳ ಧ౲ ಪಕฆ 

ಇಂಜ౵ ೕ๫ เූಗ 
ಸ౽ბค ಪ౳ ಥಮ ದ೬ბ ౽ศ೩, ຄක౬ ั 

 

ಆಮങ ಎ๺…………. ಆಮങ ಎ๺ 

ತೕඏั ಸಮಯ ಆൽತ౲  ಮචತರಡฤ ๭ದ౫ කಜದ౪ , ෨ಂ೦ච ಟഴ ෈ಟౣ  

ಹ౾ౙ ಗำ ಪ๏౞ ಮಃౙ  ෨ಖ ෥ലದ౪ โ, ಮಕౙ ಳඝ౬  ಮචಡ ಮರัฉಂൿ ൞฀ൽฆ 

ಁಞ ๻ಀൟ౨ ದ౪ ฆ. ಇർ౲ โದರ ಪคๆ෻ ಇಲ౵ ඈ൤ ກ൒౧  ಮಕౙ ัಬ౯ ฆ ತಮ౱  

๵ೕฤ ಡฤเನ ಆಟದย౵  ತย౵ ೕನฃಜದ౪ ฆ. ෇ಲౙ ඛಯย౵  ඛಂತ ನನ౬  ඁ๞ౣ  ಆ ກ൒౧  

ಮಕౙ ಳ ෬ว෻ චഔౣ ൡ౨  ಪ౳ ಯൟ౬ ๭ದฆ ಅವคಂದ ඁ๞ౣ  ຄರัಸมಗยಲ౵ . ಮච 

ಃಲಸದ ಕฉಡ ಓ ಆಟౣ ฆ ಮನ ಪಟಲದย౵  ಮ൤౨  ಮ൤౨  ಆ ກ൒౧  ಮಕౙ ಳ ೗෺ 

෩ഴൟ౨ ൡ౨ . ๻ಡ ๼ೕಡ ಎม౵  ಃಲಸವඝ౬  ෨ಜ๭ ෱ಚದย౵  ಒರಜದ ನನಡ ౾เಯย౵  

෴ರඅೕ ನಞ, ಉಗಳย౵  ෴ರඅೕ෨ಖ, ಮನ๭౺ ನย౵  ෴ರඅೕ ෥๭ದ චನඬ, 

෴ರඅೕ ෥ൡ ౾เಯย౵  คಂಗ൐๭ඈತಹ ಅඝಭವ. ඃಹದ ದ൐เಡ ಮನ๯ ಁಡ 

ಅ೯ೕല๭ ඛං౪ ಡ ೦คದವัಡ ෴ರඅೕ ಁಞ ಎಚ౞ ค๭ඈ൞෵ൡ. 

 

෍ಳಡ౛  ౽ศ೧ಡ ຄೕಞವ ಆൡರದย౵  ๼ಂൽನ ൽನದ ෴โඃ ๲ึತಗัಡ 

ಓತಡං ಄ವಲ ತರಗൟಯย౵  ಚ೉ბಸ෎౽ದ ഔಎ๺ ಎยಯഡ ಮൡ౨  ಅකბฯ౥  ರඝ౬  

ಮನ๭౺ ನย౵  ൡಂ෈ಆಂಡವัಡ, ෨ಸ౺ ಂ೬ಯ ൪ඬ ಛั චನඪನ ඬಟಗัಂದ ಆ 

෥๭ದ ෨ಖವඝ౬  ಮತ౨ ๠ౣ  ൟัತั๭ർಗ චನඩದವื ನನ౬  ෇ಲ౲ ದ ಡಳൟ 

ಕಮฤ. ನನಜಂತ ವಯ๭౺ ನย౵  ๼คಯะದง ನච౬ ม౵  ෇ಲ౲ ದ ൡಂഓಟಗัಡ, 

ಆಟಗัಡ ೯൤෴ದವำ. ತನ౬  ವಯ๭౺ ಡ ෦ೕคದ ಜ฿෇౪ ค ຄൡ౨ , ๎ว ෈ഖౣ , 

ತನ౬  ൪ಜ ತಮ౱ ඛಡ ൞ಯದವำ. ನච౬ ม౵  ෥ൡಗัಡ ౾เ෴ದವำ. ತನ౬  ඬಟౣ  

ಪ౳ ඵಚವඝ౬  ನඛ౬ ಂದ ๼คർಜ๭ಆಂಡವำ. ೉ಕౙ ವಯ๭ನย౵  ൪ංಯඝ౬  ಕಳಆಂಡ 

ಕಮฤ, ൞෵ಯ ಜ฿෇౪ คಡ ກಗมದವำ. ൞෵ ಀഖಂಬದ ඲ೕಷൕಡ ຄರಡ 
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ൿലದರ, ತಮ౱  ಮൡ౨  ൪ಜಯ มಲච, ඲ೕಷൕ ෥ലದವำ, ಕಮฤ. ๎ว ෈ഖౣ  

ಮචಯย౵  ಉัದ ಕಮฤಡ කඡ ಆ౽ಶ฿൐ ಮൡ౨  ඀ರದಶბನ. 

ನඣ౬ ಂൽಡ ಀัൡ ಹರങ ຄഷ෷โඃ ಅವಳ ಬ๾අಡ౥  ಮನฏಜච. 

ಅವูಂൽಡ ಆഴโංಂದฉ ಬ๾ ಇಷౣ , ನನಡ. ಅವูಂൽಡ ಮರัನย౵  ಞ෈౯  ಟഴ 

ಕഖౣ ฿ಗ ನನ౬ ಂಜಡ ಹൟ౨ ದ ರಕ౨ ದ ಕวಯඝ౬  ಉഴ, ನನ౬  ಅಮ౱ ನ ಬัಡ ಕฉ ൪ൿ " 

ฏ೩ අഺ౥ ೕะಗๅ౶ " ಎಂൿ ๼คಯಕౙ ඦ൤ ඣೕലಆಂಡವำ ಕಮฤ .຃ ๰ౙ  

෫ഔౣ ศคದ කඝ ๎วಡ ಬ๭౺ ನย౵  ຄೕಜ ಬฆ฿ಗ ನഷದ เಷಯಗಳඝ౬  ಕಮฤಡ 

ຂำโඃ ನನ౬  ൽನಚค. ನච౬ ม౵  ෥ൡಗಳඝ౬  ౾เ ൿಂ෈๭ಆಂറಗ ಅವಳ 

ಅರำವ ಕ൒౧ ಗಳඝ౬  ඣೕഴโඃ ನನಡ ಏ๞. ನඛ౬ ಂದ ತನ౬  ಆ๲ಗัಡ ฉಃౙ  

෩ല๭ಆಂಡವำ ಕಮฤ. ೧ೕವನದ ීല ඞಕฤ ಊฆ ෈ಟౣ  ನನ౬  ൪ං 

൞෵෽ಂൽಡ ෎ฉ ಊคಡ ීൿ චว๭ದ කඝ, ಞค, ๬ಧච, ಸ౭ එბ ಎಂಬ 

ಜಗൟ౨ ನย౵  ನನ౬ ච౬ ೕ කඝ ಕึൿಆಂറಗ, ನನಡ ൟัಯยಲ౵  ෴ವ ౘಣದย౵  ಕಮฤ 

ನඛ౬ ಂದ ඀ರ฿ದึಂൿ. ಓൿ, ಃಲಸ, ಮൿๅ ತದ ඦತರ ಮಞเನ ಜ฿෇౪ คಯย౵  

෈ഴเಲ౵ ದ ೧ೕವನ ಪಯಣದย౵    ಹൽජൿ ವฆಷಗำ ๻ಡ ඛಶ౲ ಬ౪ ฿ಜ ಸคൿ 

ຄೕಜದ౪ โ. 

ಆ ಮಕౙ ಳ ಆಟ ನನ౬ ย౵  ๾ൿಜ ຄೕದ ಕಮฤನ ಮ൤౨  ຄರ ൪ൽൡ౨ .  

ಆಃಯඝ౬  ඣೕഴವ, ෥ತකഴವ ಆ๲ ಮನದ ෩วಯย౵  ೉ಞฌഷൽൡ౨ .  ನನ౬  

൞෵ಡ   ශೕඨ ෥ല ಕಮฤನ ಬಡ౛  เೈค๭ർಗ ನನ౬  ಀൢಹಲ ತ൐෷ವ 

เೈರๆඝ ನನಡ ൟัಯยಲ౵ .ನನ౬  ඬಸ౨ ಕದ ฃ๏ಯย౵  ಎม౵ ದง ಅವಳ ಀฆ๾ 

๭ಗಬ๾ඃ ಎಂൿ ಒಂൿ ූඝ฿ರๅಲ౵  ๾ഴ౾ದฆ ෴โඃ ಉಪ෽ೕಗ฿ಗยಲ౵ . 

ಪತ౳  ಬฉಯಬ๾ංಂಬ ಆสೕಚචಟ ෴โඃ ಸಹ౽ರ ๭ಗർർಗ ಮನ๭౺ ಡ 

ຄึದൿ౪  ಈ ෇คಯ ෎๭ಡ ರ೬ಯย౵  ෨ർ౪ ಂ ಊคಡ ຄೕಜ ಕಮลನ 

ෝഔ෴ಞโංಂൿ.  ൽನಗำ ಉฆัඈ൤ ಕಮลನ ඣೕഴವ ಆ๲ ກೈ౞ ಞൟ౨ ൡ౨ .  

ಹಲโ ൟಂಗำಗำ ౽ದ ඦತರ ෎๭ಡ ರ೬ ීඃ ෈ഔౣ ൡ.  ಮච ๻ಟ ಮಗಳ 

ಜ฿෇౪ คಯඝ౬  ಪൟฃಯඛಡ ಒඪ౭ ๭ ಊคನ ಬ๯౺  ಹൟ౨ ං.  ෍ಳಜನ ೦ವ 6:00ಡ ಬ๯౺  

ಹൟ౨  ෩ฆ ಬ๯౺ ಗಳඝ౬  ಬದมವൕ ෥ലದವัಡ ಮ൧౨ ಂൿ ಬ๯ ಹൟ౨  ಊคಡ 

ຄೕಞವ ඛ൞౳ ಣเಲ౵ ං ನನ౬  ಪಯಣವඝ౬  ನഴ ಮಧ౲ ದย౵  ඛย౵ ๭ ನನ౬  
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ಆൡರ൤ಯඝ౬  ಸ౷ ಲ౭  ಬൽತൟ౨  ฃൟ౳  ಸಮಯ฿ದ౪ คಂದ ನನ౬  ೉ಕౙ ಮ౱ ನ ಮචಯย౵  

ಉัൿ ෥ರඡ ൽನ ෍ಳಡ౛  ನನ౬  ಊคಡ ಪ౳ ෴ಣ ෍ึ๭ං. 

ಮวකലನ ತಪ౭ ยನย౵ ದ౪  ನನ౬  ೉ಕౙ  ಊฆ ಆඎඛಕ කಗคಕ൤ಡ ಈಜඝ౬  

ຄರัൡ౨ .  ಓൿ, ಃಲಸ ಎಂൿ ෷ವಕ ෷ವൟಯฉಲ౵  ಊฆ ෈ഖౣ  ಪಟౣ ಣದ ർค 

๼ലൿ ಎ๦ౣ ೕ ವಷბಗะಜದ౪ โ. ಈಗ ಊคನย౵  ๼ค ತว෥คನವರ๣ౣ ೕ ಇದ౪ ฆ.  ನನ౬  

ವಯ๭౺ ನವฉಲ౵  ಊคಡ ಬฆโൿ ಹಬ౯ ಗัಡ ಇಲ౵ ๆ ಮൿๅ ෨ಂ೧ ಗัಗ๣ౣ ೕ.   ನನ౬  

ಮච෵ದ౪  ರ๲౨ ಡ ຄೕಗ෎ಃಂൿ ຄರಟฉ ೉ಕౙ  ಮචಗำ ๻ಟ ಞലಸฤ ಗัದ౪  

೦ಗಗಳย౵  ಆฑ๭๭ ಮචಗัൿ౪  ಮචಯ ෈ೕൽಯඝ౬  ಞฆൡ ಹಚ౞ มಗยಲ౵ .  

෴ฃದง ಪคಚಯ ದವฆ ౽ಣಬ๾ංಂൿ ಹඝ෱ತ ඃವರ ಞലಡ ຄೕದฉ 

෇ಜฤ ෨೉౞ ൡ౨ .  කඝ ಓൽದ ඩ౳ ಥ෦ಕ ๎วಡ ຄೕತೕಣๅಂൿಆಂಡฉ ෎๭ಡ 

ರ೬ಯย౵  ๎วಯย౵  ෴ฆ ಇฆโൽಲ౵ ๅಂൿ ൟัದง ನඨನ ಮನ๯౺  ಆ ಕഷಡ ກ೬ౠ  

๻ಀ๋൤ ෥ലൡ.  ๎ม ಕಟౣ ಡ ಬದมಜ ಇඝ౬  ೔ದ฿ಜ ౽൒ൟ౨ ൡ౨ . 

๎ว෵ಂದ ಒಂൽ๠ౣ  ඀ರದย౵  ಮචಯ ෨ಂൽನ ൡಳ๭ ಕങౣ ಡ ෴ฌ ත೬ 

෥ഴൟ౨ ฆโದඝ౬  ಗಮඛ๭ದ කඝ ಅವರච౬ ೕ ತඃಕ೉ತ౨ ൽಂದ ඣೕഴ൞౨  ಇർ౪ ಗ, ಆ 

ವ౲ ౾౨ ಯඝ౬  ಎส౵ ೕ ඣೕലඈತಹ ಅඝಭವ, ಪคಚಯเฆವ ඛฤโ ๻ಟ ෨ಖ, 

ಹൟ౨ ರ ຄೕಜ ෥ತකലದฉ ൟั෵ൡ ಅವช ನಮ౱  ๎๭౨ ი ಸฑ.   ವ෽ೕ ඛไൟ౨ ಯ 

ඦತರ ಅඃ ಊคನย౵  ಀഖಂಬ ಸ෬ತฃಜ චว๭ർ౪ ฉಂൿ ൟั෵ൡ.  ನಮ౱  ಮච 

ಇದ౪  ෈ೕൽ ಡ ෴ವ ർคಯย౵  ຄೕಞโංಂൿ เೈค๭ ಅย౵ ಡ ຄರഓಗ, ನಮ౱  

ಮචಯ ಀฆ๾ಗึ ಇರยಲ౵ .  ಆ ෈ೕൽಯย౵  ಕಮลನ ಬಡ౛  เೈค๭ದฉ ෴คಟ 

ಅವಳ ๯ัโ ಇರยಲ౵ .  ෴ฌೕ ಒಬ౯ ฆ ຂัൿ౪  ๬ಕಮ౱  ๻ಟ ಕಮฤ ಊฆ 

෈ഖౣ  ຄೕದฉಂൿ.  ನನ౬  ಆൡರ൤ಡ ತ൐౧ ೕฆ ೎ย౵ ඈತಹ ವತბ෥ನಗำ ෈ಟౣ ฉ ෎ฉ 

෴โඃ ಪ౳ ෽ೕಜನ฿ಗยಲ౵ .  

ಏඝ ෥ഴโංಂൿ ൟัಯං, ಬ๺ ෈ഖౣ  ຄೕದ ೦ಗಃౙ  ීದฉ ෴ฌೕ 

ವಯ๬౺ ದ ಮ๼ึಯඝ౬  ಉഴ ಞฆൡ ಹ೉౞  ඈತಹ ಅඝಭವ.   ಎว ಅലಃ ൟಂൿ 

ಃಂඩದ ൡഔಗำ, ಕඬ౭  ෈ั ෦๏౳ ತ ಁದฤ, ಎൟ౨  ಕഔౣ ದ ๭ೕฉ, ಅಯย౵  ಀഴ౵ , ಆಃ 

අಡ౥ ಮ౱ ඛರ෎ಃಂಬ ಅඝ෥ನ.  ಊคನ ಮಕౙ ัಡಲ౵  අಡ౥ ಮ౱ ච ಆಃ.  ನಮ౱  ಊคನ 

෇ಲ เಧๅ.  ಧಡ ൟೕค ຄೕದ ෬ว, ತವคಡ ීർಃ.  ൞ඝ ತವคನย౵  



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

40 
Vol-3, Issue-1, December-2024 

ූರ฿ಗ෇ರංಂൿ ಎಲ౵ ರ ಮචಯย౵    ಮච ಃಲಸ ෥ല ಆഴ൞౨ , ಅವฆ ಆಟౣ  

ඬലಛ๭ඛಂದ ೧ೕವನ ๬ಜ๯ൟ౨ ದ౪ ำ. ಹಬ౯  ಹคൽನಗಳย౵  ಅವัಲ౵ ං ಹಬ౯ ඀ಟ 

๭ದ౫ ฿ಞൟ౨ ರยಲ౵ .  ಮൿๅ ಮචಗัಂದ ಅವัಡ   ්มํ ຄೕಞൟ౨ ൡ౨ .  ಎว౵ ೕ 

ಃಲಸಃౙ  ຄೕದฆ ತನ౬  ಮච෺ಂൿ ූเ๭෻ ಃಲಸ ෥ഴൟ౨ ದ౪ ำ.   ಮಕౙ ัಡ 

ಅವึಂದฉ ಸฤಡ, ඪ౳ ೕൟ.  ಅವಳඝ౬  ಉಡ ನನಡ ಮฆේ෦ಯย౵  ಒ෴๭๺ 

අರ౾ದ ๸ಭ౳ ಮ.  ಆಃಯ ಬั ຄರഓಗ ಆಃಟ ๸ಭ౳ ಮ ನನ౬ ย౵  ನನ౬  

൞෵ಯඝ౬  ಉഽತಹ ಅඝಭವ. 

ನನ౬  ൞෵෽ಂൽಡ ඀ರ฿൐ಯย౵  ಀಶสೕಪคಯ ෥ൡ ෥൞ല 

ನඣ౬ ಂൽಡ ಎม౵  เೈರಗಳඝ౬  ງ೉ಆಳ౶ ฤ ඩ౳ ฏಭ ෥ലದำ.  ಇං ಸค෴ದ 

๸ದಭბๅಂൿ ಕಮฤನ ಬಡ౛  เೈค๭ർಗ ಕ൒౧  ಃಂඬ ෥ല ාಞಳಗಳ ๯คಮึ 

๯ค๭ದำ ๯คಮึಯย౵  ನನ౬  ැಗ๲ ಡ ීದൿ౪ , ವ෽ೕ   ಸಹಜ ಆಕಷბൕಡ 

ಒಳಛಜ ๴ಕฯ คධค ಸยೕෳ ඣಂൽಡ ಊฆ ෈ഖౣ  ຄೕದึಂൿ.  ๬ಕಮ౱  ತನ౬  

෦ಕౙ  ಮಕౙ ಳඝ౬  ಕฉൿಆಂഴ ෎ฉ ಊคಡ ຄೕದึಂൿ.  අಡ౥ ಮ౱ ඛಡ ಕಮฤ 

චನඪൽൿ౪  ಄ವಲ ೦ൟ ಃഷ๭ದ ฏഷ฀൤. 

අಡ౥ ಮ౱ ඣಂൽಡ ෥ತකഴൟ౨ ർ౪ ಗ ಆಃಯ ಡಳൟ ನಮ౱  ෥ൟನย౵  ෥ൡ 

ಁല๭ർಗ ൟัದൿ౪  ಪಕౙ ඀คನ ೦൤౳ ಯย౵  ಆಃಡ ಕಮฤ ಉലದ౪ ึಂൿ.  ಆದฉ 

ಅವಳඝ౬  ඣೕഴವ ෥ತකഴವ ෴โඃ ർค ನನಡ ൟัಯยಲ౵ .   ನಮ౱  

෥ൡಗಳ ಮඑ౲  ಬ๯౺  ීൿ ඛಂൟൡ౨ .  ಬ๯౺  තൟბ෴ಜ ൡಂ්ವವฉಟ ೈಲಕ 

ಬಸ౺ ඝ౬  ෈ഴโൽಲ౵ .  ಒැ౯ ಬ౯ ช ීൿ ಬಸ౺ ඝ౬  ಹൡ౨ ൟ౨ ದ౪ ฆ.  ಅವರย౵  ಕಮฤ 

౽ಣಬ๾ඃ ಎಂൿ ීದವರචಲ౵  ൽഔౣ ๭ ඣೕഴൟ౨ ං౪ .  ෴คತೕ ๸൤ಯย౵ , 

ಮ൞౲ คಟ ೦൤౳ ಯย౵  ಉಡ ಕಮฤ ನನಡ ಇย౵  ౽ಣಬ๾ඃ ಎಂಬತವಕൽಂದ 

๾ഴ౾ದฆ ౽ಣยಲ౵ .  ීದ ർคಡ ๯ಂಕเಲ౵ ๅಂී൤, ಮನ๯ ූರ ෥ലಆಂഴ 

ಊคಡ ಮฆ ಪ౳ ෴ಣ ෍ึ๭ದ   ನನಡ   ಒಂඃ ಪ౳ ๔౬  ౽ഴൟ౨ ൡ౨ .  ಕಮฤನ 

ෝഔ෴ಞವ ർค ෴โංಂൿ?  ಇඅಂඃ ಪ౳ ๔౬  ನನ౬  ಎං ෬ว ಮಣ෇ರඈ൤ 

ಁൟൡ౨ .  ಬ๯౺  ಪ౳ ෴൐ಕคಂದ ൡಂ෈ ൡำಀൟ౨ ൡ౨ .  ඛฃ๲ ಮನದย౵  ಮච 

෥ലದ౪ ง, ౾ಟ౾෵ಂದ ൢค ීದ ൪ඬ ಛั ನನ౬  ඛං౪ ಡ   ೦ค๭ൡ. 
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PÀ£ÀßqÀ zÀ°vÀ PÁªÀå: fÃvÀ¥ÀzÀÞw 

qÁ. É̄ÆÃ»vï ºÉZï.JA. 
À̧ºÁAiÀÄPÀ ¥ÁæzsÁå¥ÀPÀgÀÄ 

J. «.PÀªÀÄ®ªÀÄä ªÀÄ»¼Á PÁ¯ÉÃdÄ, zÁªÀtUÉgÉ 
 

 F zÉÃ±ÀzÀ §ºÀÄzÉÆqÀØ zÀÄgÀAvÀ fÃvÀ¥ÀzÀÞw. ¸ÁªÀiÁfPÀ ªÀ®AiÀÄzÀ°è F ¥ÀzÀÞw 

D¼ÀªÁzÀ PÀAzÀPÀUÀ¼À£ÉßÃ ¸ÀÈ¶Ö ªÀiÁrzÉ. MAzÀÄ zÉÃ±ÀzÀ DyðPÀ ªÀ®AiÀÄzÀ CzsÉÆÃUÀwUÉ F CA±À 

§ºÀÄªÀÄÄRåªÁzÀ PÁgÀtªÁVzÉ. ªÀåQÛ ¸ÁévÀAvÀæöåzÀ ºÀgÀtªÀ£ÀÄß fÃvÀ¥ÀzÀÞw ¥Àæw©A© À̧ÄvÀÛzÉ. 

¨sÁgÀvÀzÀ ªÀÄnÖUÉ F ¸ÀªÀÄ¸ÉåAiÀÄ£ÀÄß ºÉÆÃ°¹ £ÉÆÃrzÁUÀ §UÉºÀjAiÀÄ¯ÁUÀzÀ À̧ªÀÄ Ȩ́åAiÀiÁVzÉ. 

¸ÀªÀiÁdzÀ°è À̧È¶ÖAiÀiÁUÀÄªÀ C£ÉÃPÀ ¸ÀªÀÄ Ȩ́åUÀ½UÉ PÁgÀtÂÃ s̈ÀÆvÀªÁVzÉ. 

 §ºÀÄ»A¢¤AzÀ®Æ G¼ÀîªÀgÀÄ E®èzÀªÀgÀ£ÀÄß, ±ÉÆÃ¶¹PÉÆAqÉÃ §A¢zÁÝgÉ. E®èzÀªÀgÀÄ 

G¼ÀîªÀgÀ d«ÄÃ¤£À°è ªÀÄ£ÉAiÀÄ°è fÃvÀªÀiÁrPÉÆAqÀÄ vÀªÀÄä fÃªÀ£ÀªÀ£ÀÄß ¸ÁV¹PÉÆAqÀÄ 

§A¢zÁÝgÉ. F fÃvÀ ¥ÀzÀÞw §qÀªÀgÀ §zÀÄQ£À ªÀåªÀ̧ ÉÜAiÀÄ£ÉßÃ ºÁ¼ÀÄ ªÀiÁrzÉ. fÃvÀ¥ÀzÀÞw 

¨sÁgÀvÀ zÉÃ±ÀzÀ°è ªÀiÁvÀæ EgÀÄªÀ À̧ªÀÄ¸ÉåAiÀÄ®è ¥Á±ÁÑvÀågÀ®Æè EzÉ. DzÀgÉ É̈ÃgÉ ¨ÉÃgÉ gÀÆ¥ÀzÀ°è 

vÀ£Àß C¹ÛvÀéªÀ£ÀÄß G½¹PÉÆArzÉ. ¥Á±ÁÑvÀå À̧A À̧Ìøw H½UÀªÀiÁ£Àå ¥ÀzÀÞwAiÀÄ ªÀÄÆ®PÀ C°è£À 

PÀjAiÀÄgÀ£ÀÄß ±ÉÆÃ¶¹PÉÆAqÀÄ §A¢zÉ. CªÉÄÃjPÁ D¦üæPÁzÀ À̧AzÀ̈ sÀðzÀ°è UÀÄ¯ÁªÀÄVjAiÀÄ 

gÀÆ¥ÀªÀ£ÀÄß ¥ÀqÉ¢zÉ. EªÀÅUÀ¼É®èzÀgÀ ªÀÄÆ® ±ÉÆÃµÀuÉ zÀ̈ Áâ½PÉ. 

 §ºÀÄ¥Á®Ä zÀ°vÀ d£ÁAUÀzÀªÀgÀÄ wÃgÁ §qÀªÀgÀÄ. EªÀgÀÄ vÀªÀÄä fÃªÀ£ÀªÀ£ÀÄß ¸ÁV¸À®Ä 

d«ÄÃ£ÁÝgÀgÀ ªÀÄ£ÉAiÀÄ°è zÀÄrAiÀÄ¨ÉÃQvÀÄÛ. zÀÄrvÀPÉÌ À̧jAiÀiÁzÀ ¥Àæw¥sÀ® ¹UÀÄwÛgÀ°®è. EzÀjAzÁV 

fÃªÀ£À PÀµÀÖªÁUÀÄwÛvÀÄÛ. C£ÁgÉÆÃUÀå, ºÀ§â ºÀj¢£ÀUÀ½UÉ, ªÀÄzÀÄªÉ ªÀÄÄAvÁzÀ PÁAiÀÄðUÀ½UÉ 

§qÀªÀgÀÄ d«ÄÃ£ÁÝgÀjAzÀ ºÀt ¥ÀqÉzÀÄPÉÆ¼ÀÄîwÛzÀÝgÀÄ. F ºÀtªÀ£ÀÄß wÃj¸À®Ä fÃªÀ£À ¥ÀAiÀÄðAvÀ 

d«ÄÃ£ÁÝgÀgÀ d«ÄÃ¤£À°è fÃvÀ ªÀiÁqÀ̈ ÉÃQvÀÄÛ. d«ÄÃ£ÁÝgÀgÀÄ vÁªÀÅ PÉÆlÖ ºÀtPÉÌ §rØ ZÀPÀæ§rØ 

¸ÀÄ¹Û §rØAiÀÄ£ÀÄß «¢ü̧ ÀÄwÛzÀÝgÀÄ. F PÁgÀtPÁÌV zÀ°vÀ d£ÁAUÀzÀªÀgÀÄ vÁªÀÅ ¥ÀqÉzÀ C®à ºÀtPÉÌ 

¸ÁAiÀÄÄªÀ vÀ£ÀPÀ fÃvÀ ªÀiÁr ºÀtªÀ£ÀÄß wÃj À̧ÄªÀAvÀºÀ zÁgÀÄt¹Üw. F fÃvÀ ¥ÀzÀÝw zÀ°vÀgÀ 

zsÁgÀÄt ¹ÜwAiÀÄ£ÉßÃ zÀ°vÀ PÀ«UÀ¼ÀÄ vÀªÀÄä PÁªÀåPÉÌ ªÀ̧ ÀÄÛªÁV¹PÉÆAqÀÄ PÀ«vÉAiÀÄ£ÀÄß gÀa¹zÁÝgÉ. 
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EAvÀºÀ PÀ«vÉUÀ¼À£ÀÄß DAiÉÄÌ ªÀiÁrPÉÆAqÀÄ F ¨sÁUÀzÀ°è ZÀZÉð ºÁUÀÄ «±ÉèÃµÀuÉUÉ 

M¼À¥Àr À̧̄ ÁVzÉ. 

 ¹zÀÞ°AUÀAiÀÄå£ÀªÀgÀÄ fÃvÀ¥ÀzÀÞwAiÀÄ ¸ÀÈ¶Ö ªÀiÁrgÀÄªÀ zsÁgÀÄtvÉAiÀÄ£ÀÄß vÀªÀÄä ‘MAzÀÄ ¥ÀzÀ’ 

PÀ«vÉAiÀÄ°è C©üªÀåQÛ¹zÁÝgÉ. 

“£Áªï ªÀiÁvÀæ E À̧ÆÌ¯ï UÉÆÃUÁAV®è fÃvÀPÉÆÌÃUÉâÃPÀÄ/vÀ̄ É JvÁÛAV®è §UÀÎUÉâÃPÀÄ”  

 F ªÉÄÃ°£À ¸Á®ÄUÀ¼À°è fÃvÀUÁgÀ §zÀÄQ£À ªÀÄPÀÌ¼À ¹Üw UÉÆÃZÀgÀªÁUÀÄvÀÛzÉ. d«ÄÃ£ÁÝgÀgÀ 

PÀ¦ªÀÄÄ¶×AiÀÄ°è ¹®ÄQ ErÃ §zÀÄPÀ£ÉßÃ d«ÄÃ£ÁÝgÀgÀ ªÀÄ£ÉAiÀÄ°è À̧ªȨ́ ÀÄvÁÛ, ºÉÆmÉÖUÉ »nÖ®èzÉ 

ªÉÄÊvÀÄA¨Á §mÉÖ¬Ä®èzÉ §zÀÄPÀÄªÀ zÀ°vÀ ªÀUÀðzÀªÀgÀ £ÉÆÃ«zÉ. C¥Àà ªÀiÁrzÀ ¸Á®ªÀ£ÀÄß 

wÃj¸À®Ä ªÀÄPÀÌ¼ÀÄ À̧ºÀ fÃvÀ ªÀiÁqÀ̈ ÉÃPÁVvÀÄÛ. »ÃUÉ fÃvÀ ªÀiÁqÀÄªÀ ªÀÄPÀÌ¼À°èAiÀÄÄ vÁªÀÅ 

²PÀëtªÀ£ÀÄß ¥ÀqÉAiÀÄ¨ÉÃPÉA§ D¸É ºÀA§®«gÀÄvÀÛzÉ. CzÀPÉÌ PÀ« ¹zÀÞ°AUÀAiÀÄå£ÀªÀgÀÄ ‘£Áªï ªÀiÁvÀæ 

E À̧ÆÌ¯ï UÉÆÃUÁAV®è fÃvÀPÉÆÌÃUÉâÃPÀÄ’ JA¢gÀÄªÀÅzÀÄ. F jÃwAiÀÄ D¯ÉÆÃZÀ£É CPÀëgÀ PÀ°vÀ 

zÀ°vÀ ¸ÀªÀÄÄzÁAiÀÄzÀ ¥ÀæeÁÕªÀAvÀgÀ ªÀÄ£À¹ì£À°è ªÀÄÆrgÀÄªÀÅzÀÄ MAzÀÄ GvÀÛªÀÄ É̈¼ÀªÀtÂUÉ. F 

vÉgÀ£ÁzÀ PÁªÀåUÀ¼À£ÀÄß PÀlÄÖªÀ ªÀÄÆ®PÀ zÀ°vÀ ¸ÀªÀÄÄzÁAiÀÄPÉÌ eÁUÀÈwAiÀÄ£ÀÄß GAlÄ ªÀiÁrzÀgÀÄ. 

DzÀgÉ EA¢UÀÆ d«ÄÃ£ÁÝgÀgÀ zÀ¥Àð, zÀ̈ Áâ½PÉAiÀÄ «gÀÄzÀÞ wgÀÄV ©zÀÝgÀÆ d«ÄÃ£ÁÝgÀgÀ ¸ÉÆPÀÄÌ 

CqÀV®è. 

“PÀÆ°ÃUï PÀjÃ¨Áår zÀÄrAiÀiÁPÀå½Ã ¨Áår/PÀé¼ÉÑ eÁUÉÝÃgï ªÀÄÄ®ÄVì PÀPÀÌ¸ï ¥ÉÊ¥ï/Evï PÀrÃPï wgÀÄUÀÄ¸Áâöår 

fÃvï ¸Á® §rØ ZÀ¥Ààr Kj, C¥ÀàaÑ/ ªÀiÁr DqÀÌAqï £ÀUÀ̈ Áår”   

 

 zÀ°vÀgÀÄ §qÀvÀ£ÀzÀ ¨ÉÃUÉAiÀÄ°è ¨ÉÃAiÀÄÄwÛgÀÄªÀÅzÀÄ ºÉÆmÉÖ¥ÁrUÁV G¼ÀîªÀjAzÀ ¥ÀqÉzÀ 

¸Á®ªÀ£ÀÄß wÃj¸À̄ ÁUÀzÉ CªÀgÀÄ ºÉÃjzÀ §rØ, ZÀPÀæ§rØUÁV fÃªÀ£À ¥ÀAiÀÄðAvÀ 

zÀÄrAiÀÄ¨ÉÃPÁUÀÄvÀÛzÉ. »ÃUÉ zÀÄrzÀgÀÆ À̧ºÀ PÉÆlÖ C À̧®Ä ºÀt ªÀiÁvÀæ ºÁUÉAiÉÄÃ G½AiÀÄÄvÀÛzÉ. 

EzÀjAzÁV fÃvÀ ªÀÄUÀ¤UÉ, ªÉÆªÀÄäUÀ¤UÉ »ÃUÉÃ ªÀÄÄAzÀÄªÀjAiÀÄÄvÀÛzÉ. F ªÀiÁwUÉ 

¥ÀÆgÀPÀªÉ£ÀÄßªÀAvÀºÀ PÀ«vÉAiÀÄ£ÀÄß ªÀÄ.£À.dªÀgÀAiÀÄå£ÀªÀgÀÄ ‘ªÀÄÆ®’ PÀ«vÉAiÀÄ°è ºÉÃ½zÁÝgÉ. 

“ªÀÄvÉÛ CUÉzÀÄ vÀqÀÄPÀÄvÉÛÃ£É/ É̈Ãj£À ªÀÄÆ® »rzÀÄ/¸ÁºÀÄPÁgÀ£À ªÀÄ£ÉUÉ- 

¸ÁAiÉÆÃvÀ£ÀPÀ ¸ËzÉ ºÉÆvÀÛgÀÆ/§rØAiÉÆÃ wÃgÀ°®èªÉA©Ã-/vÁvÀ£À PÁ®zÀ ºÀ¼ÉªÀÄgÀªÀ 

§ÄqÀªÀÄÄlÖ GgÀÄ½¹/WÀ£ÀªÁzÀ PÀlÖqÀªÀ PÀnÖ/ À̧jPÀgÉzÀÄjUÉ ºÉÆ¸À À̧A¸ÁgÀªÀ ºÀÆqÀÄvÉÛÃ£É.”  
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 ¸ÁºÀÄPÁgÀgÀÄ vÁªÀÅ ¤ÃrzÀ ºÀtPÉÌ §rØAiÀÄ£ÀÄß Ȩ́Ãj¹ ¸ÉÃj¹ fÃªÀ£À«rÃ zÀÄrzÀgÀÄ 

¸Á® wÃgÀ°®èªÉ£ÀÄßwÛzÀÄÝzÀÄ ¸ÀvÀåªÁzÀ ¸ÀAUÀw. zÀ°vÀjUÉ CPÀëgÀzÀ eÁÕ£À«gÀ°®è. F 

PÁgÀt¢AzÁV ¸ÁºÀÄPÁgÀgÀÄ ¤ÃrzÀ ¸Á®zÀ §UÉÎ, §rØAiÀÄ §UÉÎ CjªÀÅ ¸ÀºÀ EgÀ°®è. 

¸ÁºÀÄPÁgÀ ºÉÃ½zÉÝÃ É̄PÀÌªÁVvÀÄÛ. F ªÉÄÃ°£À PÀ«vÉAiÀÄ°è ªÀÄ.£À.dªÀgÀAiÀÄå£ÀªÀgÀÄ ¸ÁºÀÄPÁgÀgÀ 

fÃvÀ ¥ÀzÀÞwAiÀÄ «gÀÄzÀÞ ¥Àæw s̈Àn¹zÁÝgÉ. ¸ÁºÀÄPÁgÀgÀÄ vÁvÀ£À PÁ®¢AzÀ®Æ ºÉÃ½PÉÆAqÀÄ 

§A¢gÀÄªÀ vÀ¥ÀÄà ¯ÉPÁÌZÁgÀzÀ «gÀÄzÀÞ ¥Àæw s̈Àn¹ CzÀ£ÀÄß ¸Àj¥Àr¹ £ÉgÉºÉÆgÉAiÀÄªÀgÀ JzÀÄgÀÄ 

ºÉÆ À̧ À̧A¸ÁgÀªÀ£ÀÄß PÀlÄÖvÉÛÃ£É JA¢zÁÝgÉ. F jÃwAiÀÄ «gÉÆÃzsÀ ±ÉÆÃµÀuÉUÉ M¼ÀUÁzÀ zÀ°vÀ 

¸ÀªÀÄÄzÁAiÀÄzÀªÀgÀ°è ¸ÁÜ¬ÄAiÀiÁVAiÉÄÃ EgÀÄvÀÛzÉ. DzÀgÉ ¥ÀæwgÉÆÃzsÀ MqÀÄØªÀ ªÀÄ£À¹zÀÝgÀÆ 

C À̧ºÁAiÀÄPÀ ¹Üw zÀ°vÀgÀzÀÄÝ. 

“UÉÃzÀ PÀÆ° PÉÃ½zÀ/ºÉÆ É̄ ªÀiÁ¢UÀgÀ£ÀÄ/J°è PÉÆAzÀgÉA§ÄzÀ PÀAqÀgÉ £À£ÉÆßªÉÄä/ 

PÀgÉzÀÄ vÉÆÃjj PÀgÉzÀÄ vÉÆÃjj”  

     PÀÆ°AiÀÄ£ÀÄß PÉÃ½zÀÝPÉÌ zÀ°vÀgÀ£ÀÄß zsÁgÀÄtªÁV PÉÆ É̄ ªÀiÁrzÀ ±ÉÆÃ¶¹zÀ ¤zÀ±Àð£ÀUÀ½ªÉ. 

E£ÀÆß fÃvÀªÀiÁrPÉÆAqÀÄ §zÀÄPÀÄ ¸ÀªȨ́ ÀÄwÛzÀÝ zÀ°vÀ£ÀÄ PÀÆ° PÉÃ½zÀgÉ CªÀ£À ¥Àj¹Üw AiÀiÁªÀ 

jÃwAiÀÄzÁVvÀÄÛ JA§ÄzÀ£ÀÄß H»¸À®Ä C¸ÁzsÀå. F PÀ«vÉAiÀÄ°è ªÀÄ.£À.dªÀgÀAiÀÄå£ÀªÀgÀÄ PÀÆ° 

PÉÃ½zÀÝPÉÌ PÉÆAzÀ zÀ°vÀgÀ£ÀÄß PÀAqÀgÉ ºÉÃ½ J£ÀÄßªÀ°è, zÀ°vÀ À̧ªÀÄÄzÁAiÀÄzÀ d£ÀgÀ ªÉÄÃ¯É £ÀqÉzÀ 

C£ÁåAiÀÄzÀ «gÀÄzÀÞ ¥Àæw¨sÀl£É ªÀiÁqÀÄªÀ ªÀÄ£À̧ ÀÄì EzÉ. F jÃw C£ÁåAiÀÄ £ÀqÉzÀ ¸ÀAzÀ̈ sÀðzÀ°è 

zÀ°vÀ À̧ªÀÄÄzÁAiÀÄzÀ ¥ÀæeÁÕªÀAvÀ ªÀÄ£À̧ ÀÄìUÀ¼ÀÄ MmÁÖV CzÀgÀ «gÀÄzÀÞ ºÉÆÃgÁl ªÀiÁrzÀgÉ 

d«ÄÃ£ÁÝgÀjUÀÆ s̈ÀAiÀÄ«gÀÄvÀÛzÉ. KPÉAzÀgÉ PÉÃ¼ÀÄªÀªÀgÉ E®èªÁzÀgÉ CªÀgÀ zÀ¥Àð E£ÀÆß 

EªÀÄärUÉÆ¼ÀÄîvÀÛzÉ. 

“PÀ¼ÀîvÀ£ÀªÁzÀgÉ PÀlÄÖªÀgÀÄ PÀA§PÉÌ/fÃªÀ«®èzÀ fÃvÀzÁ¼ÀÄUÀ¼À£ÀÄ/PÀÆ° PÉÃ¼ÀzÀ d£ÀgÀ UÉÆÃtÄ PÀA§zÀ 

PÉ¼ÀUÉ/ ºÀ¹«£À° C¼ÀÄªÀªÀgÀÄ É̄PÀÌ«®èªÀÅ M¼ÀUÉ/ ¥ÁætÂ ¥ÀQëUÀ¼ÀAvÉ ¸ÁAiÀÄÄªÀgÀÄ d£Àj°è”   

 d«ÄÃ£ÁÝj ªÀUÀðzÀªÀgÀ zÀ¥ÀðzÀ E£ÉÆßAzÀÄ ªÀÄÄRªÀÅ E°è C£ÁªÀgÀtUÉÆArzÉ. 

Hj£À°è CxÀªÁ ²æÃªÀÄAvÀgÀ ªÀÄ£ÉUÀ¼À°è PÀ¼ÀîvÀ£ÀªÁzÀgÉ fÃvÀUÁgÀgÀ£ÀÄß PÀA§PÉÌ PÀnÖ ºÉÆqÉzÀÄ 

»A¸É ªÀiÁrzÀ ¤zÀ±Àð£ÀUÀ½ªÉ. E°è PÀzÀÝ ªÀåQÛAiÉÄÃ ¨ÉÃgÉ DzÀgÉ C£ÀÄ s̈À« À̧ÄªÀªÀgÀÄ zÀ°vÀ 

¸ÀªÀÄÄzÁAiÀÄzÀ fÃvÀUÁgÀgÀÄ. J®ègÀ zÀÈ¶ÖAiÀÄ°è wgÀ̧ ÁÌgÀPÉÌ UÀÄjAiÀiÁVzÀÝ fÃvÀUÁgÀgÀÄ ¸ÀªÀiÁdzÀ°è 

¸Áé©üªÀiÁ£À¢AzÀ §zÀÄPÀ®Ä ¸ÁzsÀåªÁUÀÄwÛ®è. PÀÆ° PÉÃ½zÀ d£ÀgÀ£ÀÄß À̧ºÀ d«ÄÃ£ÁÝgÀgÀÄ, 
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²æÃªÀÄAvÀ ªÀUÀðzÀªÀgÀÄ £ÉÃtÄ ºÁQ ¸Á¬Ä À̧ÄwÛzÀÝ zsÁgÀÄt ªÀåªÀ̧ ÉÜAiÀÄ PÀ¦ªÀÄÄ¶×AiÀÄ°è zÀ°vÀ 

¸ÀªÀÄÄzÁAiÀÄzÀ d£À §zÀÄPÀÄwÛzÀÝgÀÄ. EAvÀºÀ C£ÉÃPÀ jÃwAiÀÄ ±ÉÆÃµÀuÉUÀ¼À£ÀÄß zÀ°vÀ 

¸ÀªÀÄÄzÁAiÀÄzÀ d£ÀgÀÄ C£ÀÄ s̈À«¹PÉÆAqÀÄ §A¢zÁÝgÉ. J¯ï. ºÀ£ÀÄªÀÄAvÀAiÀÄå£ÀªÀgÉÃ ‘C¥Áà’ 

PÀ«vÉAiÀÄ°è C¥Àà£À fÃªÀ£À fÃvÀzÀ°è PÀ¼ÉzÀ jÃwAiÀÄ£ÀÄß »ÃUÉ ºÉÃ½zÁÝgÉ. 

“ºÀuÉAiÀÄ ªÉÄÃ°£À À̧ÄPÀÄÌ ªÉÄÊAiÀÄ M¼ÀV£À zÉÆPÀÄÌ/ºÉÃ¼ÀÄvÀÛzÉ£ÀÆgÁgÀÄ EwºÁ¸À £À£ÀUÉ 

ºÀgÉAiÀÄzÀzsÁðfÃªÀ fÃvÀzÀ° À̧ªÉ¢vÀÄÛ/ G½zÀzsÀð fÃªÀ£ÀªÀÅ ªÀÄtÂÚ£À° ªÀÄgÀªÁAiÀÄÄÛ”   

 E°è J¯ï. ºÀ£ÀÄªÀÄAvÀAiÀÄå£ÀªÀgÀÄ C¥Àà£À avÀætªÀ£ÀÄß PÀnÖPÉÆqÀÄªÁUÀ zÀªÀÄ£ÀPÉÆÌ¼ÀUÁzÀ 

d£ÁAUÀzÀ ¥Àæw¤¢üAiÀiÁV awæ¹zÁÝgÉ. F ªÀÄÆ®PÀ zÀ°vÀ ZÀjvÉæAiÀÄ£ÀÄß gÀÆ¦ À̧ÄªÀ ¥ÀæAiÀÄvÀßªÀ£ÀÄß 

¸ÀÆa À̧ÄvÀÛzÉ. ºÀuÉAiÀÄ ªÉÄÃ°£À À̧ÄPÀÄÌ J£ÀÄßªÀ°è zÀ°vÀgÀÄ zÀÄrzÀÄ-zÀÄrzÀÄ zÉÊ»PÀªÁV 

§¼À°zÁÝgÉ J£ÀÄßªÀÅzÀ£ÀÄß À̧Æa À̧ÄvÀÛzÉ. fÃvÀUÁgÀ£ÁVgÀÄªÀ C¥Àà vÀ£Àß CzsÀðfÃªÀ£ÀªÀ£ÀÄß 

fÃvÀªÀiÁrAiÉÄÃ ¸ÀªÉ¹gÀÄvÁÛ£É. F ªÉÄÃ°£À PÀ«vÉAiÀÄ°è “C¥Àà£À avÀæ PÉÃªÀ® C¥Àà£À avÀæªÀ®è 

MAzÀÄ À̧ªÀÄÄzÁAiÀÄzÀ §zÀÄQ£À avÀæ. ZÀjvÉæAiÀÄ ªÁ¸ÀÛªÀ ¸ÀvÀå ªÉÊAiÀÄQÛPÀ zÀ¤ E°è À̧ªÀÄÄzÁAiÀÄzÀ 

zÀ¤AiÀiÁV ºÉZÀÄÑ ±ÀQÛAiÀÄÄvÀªÁUÀÄvÀÛzÉ. eÉÆvÉUÉ À̧ªÀÄÄzÁAiÀÄªÀ£ÀÄß ªÉÊAiÀÄQÛPÀ £É̄ ÉAiÀÄ°è 

ªÁåSÁå¤ À̧ÄªÀ ªÀÄÆ®PÀ CzÀPÉÆÌAzÀÄ CxÉAn¹nAiÀÄ£ÀÄß D¥ÀÛvÉAiÀÄ£ÀÄß ºÀ£ÀÄªÀÄAvÀAiÀÄå vÀªÀÄä 

gÀZÀ£ÉAiÀÄ «£Áå À̧zÀ°è vÀAzÀÄPÉÆnÖzÁÝgÉ.” (qÁ.J¯ï.ºÀ£ÀÄªÀÄAvÀAiÀÄå, ‘PÀ½î ºÁ°£À PÀqÀ®Ä’, 

ªÀÄÄ£ÀÄßr, £ÀgÀºÀ½î ¨Á®¸ÀÄ§æºÀätå ZÁgÀÄªÀÄw ¥ÀæPÁ±À£À ¨ÉAUÀ¼ÀÆgÀÄ, 2009, ¥ÀÄl 9-10) 

qÁ. ªÀÄÄ¤ªÉAPÀl¥Àà£ÀªÀgÀ ‘fÃvÀzÀ VÃvÀ’PÀ«vÉAiÀÄ°è fÃvÀUÁgÀ£À ¹ÜwAiÀÄ£ÀÄß £ÉÊdªÁV awæ¹zÁÝgÉ. 

“AiÀÄdªÀiÁ£ÀgÀ ºÀnÖAiÀÄ°è/CªÀªÀiÁ£ÀzÀ D¼ÀzÀ°è/ºÀ¼À¹zÀ£Àß DºÁgÀzÀ°è/CªÀé C¥Àà fÃvÀzÀ°è 

zÀtÂAiÀÄ ºÀmÁåUÀ zÀÄrzÀÄrzÀÄ £ÁªÀÅ/ É̈Ã°AiÀiÁV ¤AvÀªÀgÀÄ/ zÀtÂAiÀÄ zÀ¥ÀðzÀ°è É̈AzÉªÀÅ £ÁªÀÅ 

CªÀgÀ UÀdð£ÉAiÀÄ° ªÀÄÆPÀgÀÄ”   

 F ªÉÄÃ°£À PÀ«vÉAiÀÄ°è fÃvÀUÁgÀ£À C À̧ºÁAiÀÄPÀ ¹ÜwAiÀÄ£ÀÄß ¤gÀÆ¦¹¯ÁVzÉ. zÀ°vÀgÀÄ 

AiÀÄdªÀiÁ£ÀgÀ ªÀÄ£ÉAiÀÄ°è fÃvÀ ªÀiÁrPÉÆAqÀÄ CªÀªÀiÁ£ÀªÀ£ÀÄß C£ÀÄ s̈À«¸À̈ ÉÃQvÀÄÛ. CªÀgÀÄ 

¤ÃqÀÄªÀ ºÀ¼À̧ À®Ä DºÁgÀªÀ£ÀÄß Ȩ́Ã« À̧̈ ÉÃQvÀÄÛ AiÀÄdªÀiÁ£ÀgÀ «gÀÄzÀÞ zÀ¤AiÉÄvÀÄÛªÀAwgÀ°®è. 

²æÃªÀÄAvÀgÀ d«ÄÃ£ÁÝgÀgÀ ªÀÄ£ÉAiÀÄ°è zÀÄrzÀÄ CªÀgÀ£ÀÄß gÀPÀëuÉ ªÀiÁqÀÄvÀÛ CªÀgÀ É̈A§®ªÁVzÀÝgÀÄ 

zÀ°vÀgÀÄ. EµÉÖ¯Áè ªÀiÁrzÀgÀÄ, zÀ°vÀgÀ ªÉÄÃ¯É ¤gÀAvÀgÀªÁV zÀ̈ Áâ½PÉ ªÀiÁqÀÄwÛzÀÝgÀÄ. EªÀgÀ 

zÀ̈ Áâ½PÉAiÀÄ£ÀÄß £ÉÆÃr zÀ°vÀ d£ÀgÀÄ ªÀÄÆPÀªÁUÀÄwÛzÀÝgÀÄ. F jÃwAiÀiÁzÀ avÀætUÀ¼ÀÄ ErÃ 
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zÀ°vÀ ¸ÀªÀÄÄzÁAiÀÄzÀªÀgÀÄ C£ÀÄ s̈À«¹zÀ £ÉÊd avÀætªÁVªÉ. F ªÀiÁwUÉ ¥ÀÆgÀPÀªÉ£ÀÄßªÀAvÉ 

‘PÁqÀÄ d£ÀgÀ ºÁqÀÄ’ PÀ«vÉAiÀÄ°è ©.n.®°vÁ£ÁAiÀÄPï gÀªÀgÀÄ fÃvÀzÀ §UÉÎ awæ¹zÁÝgÉ. 

“PÀnÖUÉ PÀrzÉªÀÅ EnÖUÉ ºÉÆvÉÛªÀÅ/fÃvÀªÀ UÉÃAiÉÄÝªÀÅ ¢£ÀªÉ̄ Áè/ªÀÄ¼É ©¹ É̄£ÀßzÉ zÀÄrzÀÄ zÀtÂzÉªÀÅ 

É̈ªÀjUÉ É̄̈ ÉAiÉÆÃ ¹UÀ°®è”   

 zÀ°vÀgÀÄ fÃvÀ ªÀiÁrzÀgÀÄ CzÀPÉÌ vÀPÀÌ ¥Àæw¥sÀ® ¹UÀÄªÀÅ¢®è. zÀÄr¹PÉÆ¼ÀÄîªÀªÀgÀÄ 

zÀ°vÀgÀ£ÀÄß CªÀgÀ C£ÀÄPÀÆ®PÉÌ vÀPÀÌ ºÁUÉ §¼À¹PÉÆ¼ÀÄîvÁÛgÉ. DzÀgÉ, zÀÄrzÀ zÀÄrvÀPÉÌ vÀPÀÌ 

¥sÀ®ªÀ£ÀÄß ¤ÃqÀÄªÀÅ¢®è. zÀ°vÀgÀÄ AiÀiÁªÀ ºÀAV®èzÉ ©¹®Ä, ªÀÄ¼É J£ÀßzÉ zÀÄrzÀÄ ¨ÉªÀgÀÄ 

ºÀj¹zÀgÀÄ CªÀgÀ É̈ªÀjUÉ vÀPÀÌ ¥Àæw¥sÀ®ªÀ£ÀÄß PÁt®Ä ¸ÁzsÀåªÁUÀÄªÀÅ¢®è. F ¥Àj¹Üw zÉÃ±ÀzÀ 

J¯Áè zÀ°vÀ ¸ÀªÀÄÄzÁAiÀÄzÀ d£ÀgÀ £ÉÆÃªÀÅ ¸ÀºÀ ºËzÀÄ. “§qÀvÀ£À ªÀÄvÀÄÛ fÃvÀ ¥ÀzÀÞw zÀ°vÀgÀ 

¨É¤ßUÉ CAnPÉÆArgÀÄªÀ §zÀÄQ£À ¸ÀªÁ®ÄUÀ¼ÀÄ. EªÀPÁÌVAiÉÄÃ MqÉAiÀÄgÀ ªÀÄ£É ºÉÆ®UÀ¼À°è 

ºÀUÀ½gÀÄ¼ÀÄ zÀÄrzÀÄ ºÉÆmÉÖUÉ »lÄÖ, ªÉÄÊ ªÉÄÃ¯É §mÉÖ E®èzÉ §zÀÄPÀÄªÀÅzÀÄ MAzÀÄ §zÀÄPÉÃ? 

JAzÀÄ ¥Àæ²ß¹zÀ PÀ« CªÀgÀ zÀPÀëÀ ¤µÉ× ªÀÄvÀÄÛ ¥ÁæªÀiÁtÂPÀvÉAiÀÄ£ÀÄß ªÉÄaÑzÁÝgÉ. CªÀgÀÄ À̧Äj¹zÀ 

¨ÉªÀgÀ ºÀ¤UÀ¼ÀÄ. D ºÀ¤ºÀ½AzÀ ¨É¼ÉzÀ ¥sÀ̧ À®Ä MqÉAiÀÄgÀ ªÀÄ£É ªÀÄºÀrUÀ¼À°è vÀÄA© vÀÄ¼ÀÄPÀÄvÀÛzÉ. 

E¶ÖzÀÝgÀÆ CªÀjUÉ MqÉAiÀÄgÀ zÀ¥Àð zËdð£ÀåUÀ¼ÀÄ É̈ÃgÉ” ( CgÀ«AzÀ ªÀÄ®UÀwÛ, ‘¹ÃªÀiÁwÃvÀ 

PÀ£ÀßqÀ ¸Á»vÀå ZÀjvÉæ’, À̧A¥ÀÄl 5, PÀÄªÉA¥ÀÄ PÀ£ÀßqÀ CzsÀåAiÀÄ£À ¸ÀA Ȩ́Ü. ªÉÄÊ À̧ÆgÀÄ.«.«, 2014, 

¥ÀÄl 246) ²æÃªÀÄAvÀgÀ s̈ÀÆªÀiÁ°ÃPÀgÀ£ÀÄß GzÉÝÃ²¹ ¹zÀÞ°AUÀAiÀÄå£ÀªÀgÀÄ ‘¨É°ÓAiÀÄ ºÁqÀÄ’ 

PÀ«vÉAiÀÄ°è »ÃUÉ ºÉÃ½zÁÝgÉ. 

“zÉÆqÀØ UËqÀgÀ ¨ÁV°ÃUÉ/£ÀªÀÄä ªÀÄÆ¼ÉAiÀÄ vÁégÀt/£ÀªÀÄä d£ÀUÀ¼À PÁ®ÄPÀ¬Äå/PÀA§ CªÀgÀ ºÀnÖUÉ  

CªÀgÀ É̈ÃnUÉ £ÁªÀÅ ªÉÆ®UÀ¼ÀÄ/£ÀªÀÄä ¨Á¼ÉÃ §AUÀ̄ É/CªÀgÀ §AUÀ̄ ÉAiÀÄAUÀ¼ÀPÉÌ/ £ÀªÀÄä gÀPÀÛzÀ gÀAUÁ¯”É  

 ©ºÁgÀ gÁdåzÀ ‘¨É°Ñ’ ªÀÄvÀÄÛ ‘¥Àjvï’ JA§ UÁæªÀÄUÀ¼À°è ¨sÀÆªÀiÁ°ÃPÀ ªÉÄÃ¯ÁÓwAiÀÄªÀgÀÄ 

fÃvÀzÁ¼ÀÄUÀ¼ÁzÀ CªÀiÁAiÀÄPÀ zÀ°vÀgÀ ¸ÀÄªÀiÁgÀÄ JAlÄ d£ÀgÀ£ÀÄß CªÀgÀ eÉÆÃ¥ÀrUÀ¼À°è PÀÆr 

ºÁQ ¨ÉAQ ºÀaÑ fÃªÀAvÀªÁV À̧ÄlÄÖ ºÁQzÀgÀÄ. WÀl£ÉAiÀÄ »£Éß É̄AiÀÄ°è À̧ªÀÄÄzÁAiÀÄ 

vÀAqÀzÀªÀjUÉ ‘¨É°Ñ’ JA§ ©Ã¢ £ÁlPÀPÉÌ ¹zÀÞ°AUÀAiÀÄå£ÀªÀgÀÄ gÀa¹PÉÆlÖ ºÁqÉÃ ‘¨É°ÑAiÀÄ 

ºÁqÀÄ’, “zÉÆqÀØUËqÀ JA§ ¥ÀzÀ ¥ÀæAiÉÆÃUÀ PÉÃªÀ® eÁw¸ÀÆZÀPÀ ¥ÀzÀªÁV §¼ÀPÉAiÀiÁUÀzÉ, ErÃ 

zÉÃ±ÀzÀ s̈ÀÆªÀiÁ°ÃPÀgÀ, ²æÃªÀÄAvÀgÀ, ±ÉÆÃµÀPÀgÀ ªÀÄvÀÄÛ §AqÀªÁ¼ÀUÁgÀgÀ£ÀÄß ¥Àæw¤¢ü̧ ÀÄªÀ 

¥ÀzÀ¥ÀæAiÉÆÃUÀªÁVzÉ. d«ÄÃ£ÁÝgÀgÀ CgÀªÀÄ£ÉAiÀÄAvÀºÀ §AUÀ̄ ÉUÀ¼À°è £ÀÆgÁgÀÄ ªÀµÀðUÀ½AzÀ 
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fÃvÀzÁ¼ÀÄUÀ¼ÁV zÀÄrzÀÄ ºÉtªÁzÀ PÀÆ° ±Àæ«ÄPÀgÀÄ UÀÄr¸À®ÄUÀ¼À£ÀÄß PÀnÖPÉÆ¼ÀÄîªÀ ºÀPÀÌ£ÀÄß 

PÀ¼ÉzÀÄPÉÆAqÀªÀgÀÄ.”   

“EzÀÝ PÉÆgÉ ©ÃrUÉ PÀrØ VÃj/§ÄrØ ¨É¼ÀPÀ° §AzÀÄPÀÆvÀÄ/CªÀé£À ¥ÀPÀÌ £ÀUÀÄwÛzÀÝ/C¥Àà£À zÀÄrªÉÄUÉ ¨Á¬Ä 

§gÀ°®è/C¥Àà£À ¦æÃwUÉ ªÀiÁvÉÃ EgÀ°®è”   

F PÀ«vÉAiÀÄ°è zÀÄrAiÀÄÄªÀ ªÀUÀðzÀ À̧ÄR- À̧AvÉÆÃµÀ ¸ÀA§AzsÀ «qÀA¨sÀ£ÉAiÀÄ£ÀÄß 

PÁt§ºÀÄzÀÄ. ªÀÄ¼ÉAiÀÄ ºÀ¤UÀ¼À ªÀÄÆ®PÀ ¥ÀæPÀÈwAiÀÄ£ÀÄß §qÀªÀgÉÆqÀ°£À É̈AQAiÀÄ£ÀÄß 

Dj¹PÉÆArgÀÄªÀÅzÀÄ E°è£À PÁªÀåzÀ ªÉÊ²µÀÖöå. vÀÄAqÀÄ ©Ãr ZÀ½AiÀÄ£ÀÄß, ZÀlªÀ£ÀÄß, £ÉÆÃªÀ£ÀÄß 

ªÀÄgȨ́ ÀÄªÀ ¸ÁzsÀ£ÀªÁVzÉ. ²æÃªÀÄAvÀgÀ°è zsÀÆªÀÄ¥Á£À µÉÆÃQAiÀÄ À̧APÉÃvÀªÁzÀgÉ §qÀªÀgÀ°è 

ZÀlªÁV, £ÉÆÃªÀ£ÀÄß ªÀÄgȨ́ ÀÄªÀ ¸ÁzsÀ£ÀªÁUÀÄvÀÛzÉ. F PÀ«vÉ zÀÄrAiÀÄÄªÀ ªÀUÀðzÀ C À̧ºÁAiÀÄPÀ 

¹ÜwAiÀÄ£ÀÄß vÉgÉ¢qÀÄvÀÛzÉ. C¥Àà£À zÀÄrªÉÄUÉ ¨Á¬Ä §gÀ°®è C¥Àà£À ¦æÃwUÉ ªÀiÁvÉÃ EgÀ°®è 

J£ÀÄßªÀ°è C À̧ºÁAiÀÄPÀ ¹Üw À̧àµÀÖªÁV UÉÆÃZÀj¸ÀÄvÀÛzÉ. 

fÃvÀ ¥ÀzÀÞw zÀ°vÀjUÉ CAnPÉÆArgÀÄªÀ gÉÆÃUÀ, zÀ°vÀgÀÄ ±ÀvÀ ±ÀvÀªÀiÁ£ÀUÀ½AzÀ®Æ 

²æÃªÀÄAvÀgÀ d«ÄÃ£ÁÝgÀgÀ ªÀÄ£ÉUÀ¼À°è fÃvÀªÀiÁr vÀªÀÄä fÃªÀ£ÀªÀ£ÀÄß £ÀqȨ́ À̈ ÉÃPÁVzÉ. ¸ÁºÀÄPÁgÀgÀÄ 

¤ÃqÀÄªÀ C®à ªÉÆvÀÛPÉÌ §rØ ZÀPÀæ§rØ «¢ü¹ zÀ°vÀgÀ£ÀÄß ±Á±ÀévÀªÁV fÃvÀªÀiÁqÀÄªÀ ºÁUÉ 

ªÀiÁqÀÄwÛzÀÝgÀÄ. EA¢UÀÆ F fÃvÀ¥ÀzÀÞw fÃªÀAvÀªÁVzÉ. zÀ°vÀjUÉ C®à ºÀtªÀ£ÀÄß ¤Ãr 

EAwµÀÄÖ ªÀµÀðPÉÌAzÀÄ fÃvÀPÉÌ ElÄÖPÉÆ¼ÀÄîªÀ ¥ÀzÀÞw EA¢UÀÆ ºÀ½îUÀ¼À°è fÃªÀAvÀ«zÉ. ªÀÄÄUÀÞ 

zÀ°vÀgÀÄ vÀªÀÄä zÀÄrvÀPÉÌ À̧jAiÀiÁzÀ ¥Àæw¥sÀ®ªÀ£ÀÄß ¤zsÁðgÀ ªÀiÁqÀÄªÀ ¥ÀæeÉÕ¬Ä®èzÀªÀgÁVzÁÝgÉ F 

PÁgÀt¢AzÀ̄ ÉÃ ²æÃªÀÄAvÀgÀÄ d«ÄÃ£ÁÝgÀgÀÄ zÀ°vÀgÀ£ÀÄß ªÉÆÃ¸À ªÀiÁqÀÄwÛgÀÄªÀÅzÀÄ F ¤PÀÈµÀÖ fÃvÀ 

¥ÀzÀÞw¬ÄAzÀ zÀ°vÀgÀÄ EA¢UÀÆ £ÀgÀ¼ÀÄªÀ ¥Àj¹Üw¬ÄzÉ. 

 zÀ°vÀ À̧ªÀÄÄzÁAiÀÄzÀªÀgÀÄ §ºÀÄ¥Á®Ä M¥ÀàwÛ£À PÀÆ½UÁV fÃvÀUÁgÀgÁVgÀÄªÀgÀÄ, 

»jAiÀÄjAzÀ ¥ÀgÀA¥ÀgÁUÀvÀªÁV §AzÀ ªÀåªÀ̧ ÉÜAiÀÄ£ÀÄß ¢üPÀÌj À̧zÉ fÃvÀUÁgÀgÁzÀªÀgÀÄ. ¸Á®ªÀiÁr 

wÃgÀ̧ À̄ ÁUÀzÉ §rØ, ZÀPÀæ§rØUÁV fÃªÀ£ÀªÀ£ÉßÃ ¸ÀªȨ́ ÀÄªÀªÀgÀÄ. E£ÀÆß ªÀÄÄAvÁzÀ fÃvÀ¥ÀzÀÞwUÉ 

PÁgÀtªÁzÀ CA±ÀUÀ½ªÉ. fÃvÀ ¥ÀzÀÞwUÉ M¼ÀUÁzÀ zÀ°vÀgÀ ¹Üw ±ÉÆÃZÀ¤ÃAiÀÄ. F J®èªÀÅUÀ¼À£ÀÄß 

vÀªÀÄä PÁªÀåzÀ°è ªÀ̧ ÀÄÛªÁV¹PÉÆAqÀÄ zÀ°vÀ PÀ«UÀ¼ÀÄ PÁªÀåªÁV¹zÁÝgÉ. F ªÉÄÃ°£ÀAvÉ 

ZÀað À̧̄ ÁVgÀÄªÀ PÀ«vÉUÀ½AzÀ fÃvÀ¥ÀzÀÞwAiÀÄ PÀgÁ¼ÀªÀÄÄR CzÀ£ÀÄß C£ÀÄ¨sÀ«¹zÀ zÀ°vÀgÀ 

¹ÜwAiÀÄ£ÀÄß £ÉÊdªÁV PÀnÖPÉÆnÖzÁÝgÉ. 
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1. ªÀÄ.£À.dªÀgÀAiÀÄå, ‘«zÉÆæÃºÀ’, §ºÀÄd£À ªÀiÁzsÀåªÀÄ PÉÃAzÀæ ªÉÄÊ À̧ÆgÀÄ, 2001. 

2. J¯ï.ºÀ£ÀÄªÀÄAvÀAiÀÄå, ‘PÀ½î ºÁ°£À PÀqÀ®Ä’. ZÁgÀÄªÀÄw ¥ÀæPÁ±À£À ¨ÉAUÀ¼ÀÆgÀÄ, 2009. 
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4. ©.n.®°vÁ£ÁAiÀÄPï, ‘©¢gÀÄ ªÀÄ¼É PÀAnAiÀÄ°’, CAQvÀ ¥ÀæPÁ±À£À ¨ÉAUÀ¼ÀÆgÀÄ, 1997. 

5. ZÉ£ÀßtÚ ªÁ°ÃPÁgÀ, ‘ À̧ªÀÄUÀæ PÁªÀå À̧A¥ÀÄl’’ zÀ°vÀ §AqÁAiÀÄ ¸Á»vÀå ¥ÀæPÁ±À£À, PÉÃAzÀæ 

UÀÄ®âUÁð, 2003. 

6. ©.n ®°vÁ£ÁAiÀÄPï, ‘©¢gÀÄ ªÀÄ¼É PÀAnAiÀÄ°’, CAQvÀ ¥ÀæPÁ±À£À ¨ÉAUÀ¼ÀÆgÀÄ, 1997. 

7. ªÉÆUÀ½î UÀuÉÃ±ï, ‘eÁw «ÄÃªÀiÁA Ȩ́’, C©ü£ÀªÀ ¨ÉAUÀ¼ÀÆgÀÄ, 2015. 

8. CgÀ«AzÀ ªÀiÁ®UÀwÛ, ‘ªÀÄÆPÀ¤UÉ ¨Á¬Ä §AzÁUÀ’, ±ÉÊ® ¥ÀæPÁ±À£À ªÀÄÄzÉÝÃ©ºÁ¼À. 

9. ¸ÀvÁå£ÀAzÀ ¥ÁvÉÆæÃl, ‘PÀ°èUÀÆ UÉÆwÛgÀÄªÀ PÀvÉ’, ¸ÀªÀÄvÁ ¥ÀæPÁ±À£À ¨ÁUÀ®PÉÆÃmÉ.  
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ªÀÄªÀÄvÉAiÀÄ ¸ÀÄ½ ‘ªÀÄAxÀgÉ’ 

qÁ. ªÀÄºÉÃAzÀæ n. JA 
¦.r.J¥sï ¸ÀA±ÉÆÃzsÀ£Áyð 

PÀ£ÀßqÀ s̈ÁgÀw «¨sÁUÀ 

PÀÄªÉA¥ÀÄ «±Àé«zÁå®AiÀÄ, ±ÀAPÀgÀWÀlÖ 

 

gÁªÀiÁAiÀÄtzÀ PÀgÀÄuÁd£ÀPÀ PÀvÉUÉ PÁgÀtÂÃ s̈ÀÆvÀ¼ÁzÀ ¥ÁvÀæ ªÀÄAxÀgÉ. ªÁ°äÃQ 

gÁªÀiÁAiÀÄtUÀ¼À£ÉÆß¼ÀUÉÆAqÀAvÉ J¯Áè gÁªÀiÁAiÀÄtUÀ¼À®Æè PÉÊPÉAiÀÄAvÉ ªÀÄAxÀgÉAiÀÄÆ C¥ÀªÀiÁ£À, 

¤AzÀ£É, wgÀ̧ ÁÌgÀPÉÌ UÀÄjAiÀiÁVgÀÄªÀ ¥ÁvÀæ. ªÁ°äÃQAiÀÄ°è ªÀÄAxÀgÉ PÀÄvÀAvÀæ §Ä¢ÞAiÀÄ zÁ¹AiÀiÁV 

PÀAqÀÄ §AzÀgÉ ‘²æÃ gÁªÀiÁAiÀÄt zÀ±Àð£ÀA’£À°è CªÀ¼ÀÄ ªÀÄªÀÄvÉAiÀÄ ªÀÄÆwðAiÀiÁV 

¥ÀjªÀwðvÀ¼ÁVzÁÝ¼É. EzÀÄ ªÁ°äÃQAiÀÄ PÀvÉAiÀÄ PÀxÉAiÀÄ ¥ÁvÀæªÉÃ DzÀgÀÆ D PÀvÉAiÀÄ£ÀÄß 

£ÉÆÃqÀÄªÀ PÀæªÀÄ E°è ©ü£ÀßªÁVªÉ. 

 ªÀÄAxÀgÉ gÁªÀiÁAiÀÄt ¥ÀgÀA¥ÀgÉUÀ¼É®èzÀgÀ°èAiÀÄÆ wgÀ̧ ÁÌgÀPÉÌ M¼ÀUÁzÀ ¥ÁvÀæ. 

±ÀvÀªÀiÁ£ÀUÀ½AzÀ ¯ÉÆÃPÀ ¤AzÀ£ÉUÀ½UÉ M¼ÀUÁzÀ, PÉqÀÄQ£À gÀÆ¥ÀPÀªÁVgÀÄªÀ F ¥ÁvÀæzÀ 

M¼ÀºÉÆPÀÄÌ, ªÀÄAxÀgÉAiÉÆ¼ÀV£À vÁ¬Ä ¥ÉæÃªÀÄªÀ£ÀÄß CªÀ¼À M¼ÀUÀÆ EgÀÄªÀ M½vÀ£ÀÄß É̄ÆÃPÀPÉÌ 

vÉgÉ¢qÀÄªÀ ¥ÀæAiÀÄvÀß F ‘²æÃ gÁªÀiÁAiÀÄt zÀ±Àð£ÀA’ ªÀÄºÁPÁªÀåzÀ°è £ÀqÉ¢zÉ. E°è ªÀÄAxÀgÉ 

PÉqÀÄQ£À, PÀÄvÀAvÀæzÀ, zÀÄµÀÖ§Ä¢ÞAiÀÄ, CzsÀªÀÄðzÀ gÀÆ¥ÀPÀªÀ®è. CgÀªÀÄ£ÉAiÀÄ°è J®ègÀÆ CªÀ¼À 

«gÀÆ¥ÀPÉÌ zÁ¹vÀ£ÀPÉÌ CªÀªÀiÁ£À wgÀ̧ ÁÌgÀUÀ½AzÀ PÀAqÀgÉ, CªÀ½UÉ vÁ¬ÄAiÀÄ ¸ÁÜ£ÀªÀ£ÀÄß 

¤ÃrzÀªÀ¼ÀÄ PÉÊPÉ. s̈ÀgÀvÀ£À£ÀÄß À̧®ºÀÄªÀ dªÁ¨ÁÝjAiÀÄ£ÀÄß PÉÊPÉ ªÀ»¸ÀÄªÀÅzÀÄ ªÀÄAxÀgÉUÉ. ºÁUÁV 

ªÀÄAxÀgÉUÉ PÉÊPÉ ªÀÄvÀÄÛ s̈ÀgÀvÀ£ÉÃ CªÀ¼À ¥Àæ¥ÀAZÀ. CªÀ¼À F CwAiÀiÁzÀ ªÀÄªÀÄvÉAiÉÄÃ ¨sÀgÀvÀ¤UÉ 

¥ÀlÖªÁUÀ̈ ÉÃPÉAzÀÄ AiÉÆÃa À̧ÄªÀ PÀæªÀÄzÀ®èqÀVzÉ. DPÉ PÉÊPÉAiÀÄ ªÀÄ£À̧ Àì£ÀÄß PÉr À̧ÄªÀÅzÀÄ CªÀ¼À 

¸ÁéxÀðPÁÌV C®è. ©Ã¢AiÀÄ°è gÁªÀÄ£À ¥ÀmÁÖ©üµÉÃPÀzÀ ¸ÀÄ¢Ý PÉÃ½zÀ d£ÀgÀ ºÀµÉÆÃðzÁÎgÀªÀ£ÀÄß, 

£ÀUÀgÀªÉ̄ Áè ZÉÊvÀ£Àå vÀÄA© PÀAUÉÆ½ À̧ÄwÛgÀÄªÀÅzÀ£ÀÄß PÀAqÀ DPÉUÉ ¨sÀgÀvÀ£À £É£À¥ÀÄ GPÀÄÌvÀÛzÉ. CªÀ¼ÀÄ 

¨sÀgÀvÀ£À£ÀÄß D ¸ÁÜ£ÀzÀ°è PÀ°à¹PÉÆ¼Àî®Ä §AiÀÄ À̧ÄªÀÅzÀÄ E°è gÁªÀÄ£À ªÉÄÃ°£À CxÀªÁ PË¸À̄ Éå 

ªÉÄÃ°£À zÉéÃµÀ¢AzÀ C®è. §zÀ̄ ÁV ¨sÀgÀvÀ£À ªÉÄÃ°£À GvÀÌl ¥ÉæÃªÀÄzÀ PÁgÀt¢AzÀ J£ÀÄßªÀÅzÀ£ÀÄß 

PÀÄªÉA¥ÀÄ PÁªÀåzÀ°è «ªÀgÀªÁV ¤gÀÆ¦¹zÁÝgÉ. 

 ªÀÄAxÀgÉAiÀÄ ªÀÄªÀÄvÉAiÀÄ£ÀÄß PÀÄªÉA¥ÀÄ DgÀA s̈ÀzÀ°è MAzÀÄ PÀvÉAiÀÄ£ÀÄß ¸ÀÈ¶Ö À̧ÄªÀ ªÀÄÆ®PÀ 

PÀnÖPÉÆnÖgÀÄªÀÅzÀÄ «²µÀÖªÁVzÉ. gÁªÀÄ ‘¥ÀÆtðZÀAzÀ’æ É̈ÃPÉAzÀÄ ºÀoÀ »rzÀÄ C¼ÀvÉÆqÀUÀÄvÁÛ£É. 
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CgÀªÀÄ£ÉAiÀÄ J®ègÀÆ CªÀ£À£ÀÄß À̧ªÀiÁzsÁ£À¥Àr À̧®Ä «¥sÀ®gÁUÀÄvÁÛgÉ. DzÀgÉ ªÀÄAxÀgÉ 

PÀ£ÀßrAiÀÄ°è ZÀAzÀæ©A§ªÀ£ÀÄß vÉÆÃj¸ÀÄªÀ ªÀÄÆ®PÀ CªÀ£À C¼ÀÄªÀ£ÀÄß ¤°ȩ̀ ÀÄªÀ°è 

AiÀÄ±À¹éAiÀiÁUÀÄvÁÛ¼É. DlªÁqÀÄwÛgÀÄªÀ CªÀ£À£ÀÄß £ÉÆÃr ªÀÄAxÀgÉUÉ ªÀÄªÀÄvÉ GPÀÄÌvÀÛzÉ. 

JwÛPÉÆ¼Àî®Ä gÁªÀÄ£À §½ PÉÊZÁazÁUÀ PË À̧̄ Éå ¤gÁPÀj¸ÀÄvÁÛ¼É. CªÀ½UÉ CgÀªÀÄ£ÉAiÀÄ°è EAvÀºÀ 

CªÀªÀiÁ£À, ¤AzÀ£ÉUÀ¼ÀÄ ¢£À¤vÀå DUÀÄwÛzÀÝªÀÅ. DzÀgÉ PÉÊPÉ ªÀÄvÀÄÛ ¨sÀgÀvÀ CªÀ¼À£ÀÄß vÁ¬ÄAiÀÄAvÉ 

UËgÀ«¸ÀÄwÛzÀÝgÀÄ. ºÁUÁVAiÉÄÃ ªÀÄAxÀgÉUÉ CªÀj§âgÀ M½vÀ£ÀÄß AiÉÆÃa À̧ÄªÀÅzÀ£ÀÄß ©lÄÖ C£Àå 

«µÀAiÀÄ, «±ÉÃµÀªÉÃ£ÀÆ EgÀ°®è. 

“vÀ̄ ÉUÉlÖ UÀÆ¤AiÉÄ£ÀßAiÀÄ £ÀÄrUÉ 

©¼ÀÄÝ vÀÄgÀÄªÁAiÀÄzÉÆ¼ï zÀÆgÀ¢gï ªÀÄªÀÄvÉ¬ÄA, 

¤£Àß s̈ÀgÀvÀ ªÉÄÃ®t¼ÀÌgÉAiÀÄ ªÀÄªÀÄvÉ¬ÄA, 

gÁªÀÄ «zÉéÃµÀ¢AzÀ®ÄÛ, gÁªÀÄA ¨Á¯Éè! 

¥ÉÃ¼ÉÝ¤¤vÉ®èªÀÄA ¤£ÀUÉ. gÁªÀÄA ¨Á¼ÉÎ !”1 

 PÉÊPÉAiÀÄ ªÀÄ£À̧ Àì£ÀÄß PÉr¹ s̈ÀgÀvÀ¤UÉ ¥ÀlÖ zÉÆgÀPÀÄªÀAvÉ ªÀiÁqÀÄªÀ°è DPÉAiÀÄ vÀPÀð 

ZÀvÀÄgÀvÉAiÀÄ ªÀiÁvÀÄUÀ¼ÀÄ, ¨sÀgÀvÀ ªÀÄvÀÄÛ PÉÊPÉAiÀÄ ªÉÄÃ°£À ¥ÉæÃªÀÄ, gÁªÀÄ£À ªÉÄÃ¯ÉAiÀÄÆ EgÀÄªÀ 

C©üªÀiÁ£À J®èªÀ£ÀÆß PÀ« PÉ®ªÉÃ ¸Á®ÄUÀ¼À°è MmÁÖV PÀnÖPÉÆnÖgÀÄªÀÅzÀ£ÀÄß ªÉÄÃ¯É 

UÀªÀÄ¤ À̧§ºÀÄzÀÄ. 

 ªÀÄÄAzÉ gÁªÀÄ£À ªÀ£ÀªÁ À̧PÉÌ PÁgÀt¼ÁzÀ ªÀÄAxÀgÉ CgÀªÀÄ£ÉAiÀÄ°è £ÀqÉzÀ WÀl£ÉUÀ½AzÀ 

¥À±ÁÑvÁÛ¥ÀPÉÌ M¼ÀUÁUÀÄvÁÛ¼É. gÁªÀÄ£À£ÀÄß ªÀ£ÀªÁ¸ÀPÉÌ vÉgÀ¼ÀÄªÀAvÉ ªÀiÁqÀÄªÀ°è ªÀÄAxÀgÉAiÉÄÃ 

¥ÀæªÀÄÄR PÁgÀt¼ÁVzÁÝ¼É JAzÀÄ w½zÀ ªÉÄÃ¯É ¨sÀgÀvÀ, ±ÀvÀÄæWÀßjAzÀ ¤AzÀ£ÉUÉ UÀÄjAiÀiÁUÀÄvÁÛ¼É. 

±ÀvÀÄæWÀß£ÀAvÀÆ PÉÆÃ¥ÀzÀ°è CªÀ¼À£ÀÄß £É®PÉÌ ºÁQ §rAiÀÄÄvÁÛ£É. CªÀ¼ÀÄ s̈ÀgÀvÀ£À£ÀÄß PÀÆV 

PÀgÉzÀgÀÆ ¨sÀgÀvÀ CªÀ½AzÁzÀ zÀÄgÀAvÀªÀ£ÀÄß £É£ÉzÁUÀ CªÀ¼ÀÄ vÉÆÃjzÀÝ ªÀÄªÀÄvÉ CªÀ¤UÉ 

ªÀÄgÉAiÀiÁUÀÄvÀÛzÉ. “vÉÆ®UÉ̄ É PÀÄgÀÆ¦, N vÉÆ®UÀÄ PÀuÉÆâ®¢AzÉ vÉÆ®UÁZÉ, ¥Á¦ ! 

                                                             
1  PÀÄªÉA¥ÀÄ, ²æÃ gÁªÀiÁAiÀÄt zÀ±Àð£ÀA. À̧A¥ÀÄl-1, À̧AaPÉ-3, ¸Á®Ä 301-305, ¥ÀÄ. 77. 
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§½¸ÁgÀ¢gï; ¤®è¢gï !”2 J£ÀÄßªÀ s̈ÀgÀvÀ£À ªÀiÁvÀÄUÀ¼ÀÄ CªÀ£À CAvÀgÁ¼ÀzÀ £ÉÆÃªÀ£ÀÄß, 

ªÀåxÉAiÀÄ£ÀÄß ¸ÁgÀÄwÛªÉ. 

 vÀ£Àß ¥ÉæÃªÀÄ¢AzÀ, vÁ£ÀÄ vÉUÉzÀÄPÉÆAqÀ ¤zsÁðgÀ¢AzÀ GAmÁzÀ zÀÄgÀAvÀªÀ£ÀÄß 

¸Àj¥Àr À̧®Ä ªÀÄAxÀgÉ AiÉÆÃa À̧ÄªÀÅzÀÄ PÀÄªÉA¥ÀÄ PÀnÖPÉÆqÀÄªÀ ªÀÄAxÀgÉ ¥ÁvÀæzÀ°è PÀAqÀÄ 

§gÀÄvÀÛzÉ. PÉÊPÉ, s̈ÀgÀvÀ, ±ÀvÀÄæWÀß J®èjAzÀ®Æ ¤AzÀ£ÉUÉ UÀÄjAiÀiÁV C¥ÀgÁ¢ü ¸ÁÜ£ÀzÀ°è ¤AwgÀÄªÀ 

ªÀÄAxÀgÉ PÁrUÉ ºÉÆÃV gÁªÀÄ£À£ÀÄß PÀgÉzÀÄPÉÆAqÀÄ §AzÀÄ s̈ÀgÀvÀ£À£ÀÄß RÄ¶¥Àr¸À̈ ÉÃPÉAzÀÄ 

¤zsÀðj À̧ÄvÁÛ¼É. »ÃUÉ vÀ£Àß ¥Á¥ÀUÀ¼À£ÀÄß PÀ¼ÉAiÀÄ®Ä ¥ÀÄtåªÀ£ÀÄß CgÀ¹ ºÉÆÃUÀÄªÀAvÉ PÁr£À°è 

gÁªÀÄ£À£ÀÄß PÀgÉAiÀÄÄvÁÛ NqÀÄvÁÛ¼É. zÀÆgÀzÀ PÁ½ÎZÀÑ£ÀÄß gÁªÀÄ£ÉAzÉÃ ¨sÁ«¹ CzÀgÀvÀÛ NqÀÄªÀ 

ªÀÄAxÀgÉ CªÀ¼À ¥Á¥ÀUÀ½UÉ ¥ÁæAiÀÄ²ÑvÀÛzÀAvÉ ¨ÉAQUÁºÀÄwAiÀiÁUÀÄvÁÛ¼É. ªÀÄAxÀgÉAiÀÄ ¥ÁæAiÀÄ²ÑvÀÛªÉÃ 

CªÀ¼À GzÁÞgÀzÀ ªÀiÁUÀðªÁVzÉ J£ÀÄßªÀÅzÀÄ ‘²æÃ gÁªÀiÁAiÀÄt zÀ±Àð£ÀA’ PÁªÀåzÀ°è 

zsÀé¤vÀªÁVzÉ. E£ÉÆßªÉÄä DPÉ PÁtÂ¹PÉÆ¼ÀÄîªÀÅzÀÄ ºÀ¢£Á®ÄÌ ªÀµÀðzÀ £ÀAvÀgÀ. gÁªÀÄ ¨ÁgÀzÉ 

EzÁÝUÀ ¨sÀgÀvÀ CVß ¥ÀæªÉÃ±ÀPÉÌ ¹zÀÞªÁUÀÄwÛzÀÝ À̧AzÀ̈ sÀðzÀ°è ªÀÄAxÀgÉ D É̈AQAiÀÄ°è 

PÁtÂ¹PÉÆAqÀÄ gÁªÀÄ£À §gÀÄ«PÉAiÀÄ ¸ÀÄ½ªÀÅ ¤ÃqÀÄvÁÛ¼É. ªÀÄAxÀgÉ ¨ÉAQAiÀÄ°è 

PÁtÂ¹PÉÆ¼ÀÄîªÀÅzÀ£ÀÄß PÀÄªÉA¥ÀÄ CªÀ¼ÀÄ ¥ÁæAiÀÄ²ÑvÀÛzÀ ªÀÄÆ®PÀ DvÉÆäÃzÁÞgÀzÀ £É̄ ÉUÉ 

vÀ®¦gÀÄªÀÅzÀ£ÀÄß gÀÆ¥ÀPÀªÁV zsÀé¤¹zÁÝgÉ. 

 PÀÄªÉA¥ÀÄ ªÀÄAxÀgÉ ¥ÁvÀæPÉÌ ±ÀvÀªÀiÁ£ÀUÀ½AzÀ zÉÆgÀQzÀÝ QÃ¼ÀÄ ¸ÁÜ£ÀªÀ£ÀÄß E®èªÁV¹, 

gÁªÀiÁAiÀÄtzÀ°è CªÀ½UÉ ¥ÉæÃªÀÄzÀ vÁåUÀzÀ, ¤¸ÁéxÀðvÉAiÀÄ, ªÁvÀì®åzÀ gÀÆ¥ÀPÀªÁVgÀÄªÀ 

¸ÁÜ£ÀªÀ£ÀÄß ¤ÃqÀÄªÀÅzÀ£ÀÄß PÁt§ºÀÄzÀÄ. CµÉÖÃ C®èzÉ ¹ÃvÉ, gÁªÀÄ, gÁªÀt, ªÀiÁjÃZÀ, CºÀ̄ Éå, 

±À§j, PÀÄA¨sÀPÀtð ªÀÄÄAvÁzÀªÀgÉ®ègÀ DvÉÆäÃzÁÞgÀPÉÌ ¯ÉÆÃPÀPÀ̄ ÁåtPÉÌ ªÀÄÆ® 

PÁgÀtªÁVgÀÄªÀÅzÀjAzÀ PÀÄªÉA¥ÀÄ ªÀÄAxÀgÉAiÀÄ£ÀÄß ªÀÄAxÀgÁ®QëöäÃ, ªÀÄAxÀgÁzÉÃ« JAzÀÄ PÀgÉzÀÄ 

UËgÀ«¸ÀÄªÀÅzÀÄ CªÀgÀ ¥ÀÆtðzÀÈ¶Ö ªÀÄvÀÄÛ PÀ̄ ÁvÀäPÀ zÀÈ¶ÖPÉÆÃ£ÀPÉÌ ¤zÀ±Àð£ÀªÉ£Àß§ºÀÄzÀÄ.  

 

 

  

                                                             
2  CzÉÃ, ¸ÀAaPÉ-6, ¸Á®Ä 53-54, ¥ÀÄ. 126. 



Poornadrishti, Journal of Literary Studies                                                       ISSN: 2583-7338 

51 
Vol-3, Issue-1, December-2024 

n.J¸ï £ÁUÁ s̈ÀgÀt CªÀgÀ d£ÀÄªÀÄzÀ eÉÆÃr ¹¤ªÀiÁzÀ°è C£ÁªÀgÀtUÉÆArgÀÄªÀ 

UÁæ«ÄÃt §zÀÄQ£À «±ÉèÃμÀuÉ 

À̧A¥Àvï PÀÄªÀiÁgï.JA 
À̧A±ÉÆÃzsÀ£Áyð, PÀ£ÀßqÀ̈ sÁgÀw 

PÀÄªÉA¥ÀÄ «±Àé«zÁå®AiÀÄ, ±ÀAPÀgÀWÀlÖ 

ªÉÆ : 9901548253 

«ÄZÀAZÉ–  sampathkumarnsr@gmail.com 
 

¦æÃw, C£ÉÆåÃ£ÀåvÉ, À̧ºÀPÁgÀ, ¥ÀgÀ̧ ÀàgÀ ºÉÆAzÁtÂPÉ, £ÉgÉºÉÆgÉAiÉÆA¢V£À ¸ÀA§AzsÀ, 

§AzsÀÄ-§¼ÀUÀªÀ£ÀÄß «ÄÃjzÀAvÀºÀ ¨ÁAzsÀªÀå EªÉ®èªÀ£ÀÄß M¼ÀUÉÆArgÀÄªÀAvÀºÀ ¸ÀÄAzÀgÀªÁzÀ 

¥Àj¸ÀgÀªÀ£ÀÄß UÁæ«ÄÃt ¥ÀæzÉÃ±ÀzÀ°è £ÉÆÃqÀ®Ä ªÀiÁvÀæ ¸ÁzsÀå. ºÁUÁVAiÉÄÃ UÁæªÀÄUÀ¼À£ÀÄß ¦æÃw, 

ªÁvÀì®å, PÁgÀÄtåzÀ PÀqÀ®Ä JAzÉÃ PÀgÉAiÀÄ§ºÀÄzÀÄ. 

PÉ®ªÀÅ «µÀAiÀÄUÀ¼À°è JµÀÄÖ zsÁgÁ¼ÀvÀ£À«zÉAiÉÆÃ CµÉÖÃ ¤§AðzsÀUÀ¼ÀÄ EgÀÄªÀÅzÀ£ÀÄß 

ºÀ½îUÀ¼À°è £ÉÆÃqÀvÉÛÃªÉ. vÀªÀÄä UÁæªÀÄPÉÌ CxÀªÁ ºÀ½î À̧A À̧ÌøwUÉ zsÀPÉÌ GAmÁUÀÄªÀAvÀºÀ AiÀiÁªÀÅzÉÃ 

«ZÁgÀUÀ¼À£ÀÄß À̧Ä® s̈ÀªÁV M¦àPÉÆ¼ÀîzÉ EgÀÄªÀAvÀºÀ ªÀÄ£À¹ÜwUÀ¼ÀÄ À̧ºÀ E°è PÀAqÀÄ §gÀÄvÀÛªÉ.  

UÁæ«ÄÃt §zÀÄPÀÄ JAzÀgÉ vÀPÀët ªÀÄ£À¹ìUÉ ªÀÄÆqÀÄªÀÅzÀÄ ZÉAzÀzÀ ªÁvÁªÀgÀt, ºÀjªÀ ¤ÃgÀÄ, 

vÉÆÃl-UÀzÉÝ, DgÉÆÃUÀåPÀgÀ ªÁvÁªÀgÀt, ªÀiÁvÀ£ÁqÀÄªÀ ¨sÁµÉ, ««zsÀ jÃwAiÀÄ ºÀ§âUÀ¼ÀÄ, 

eÁvÉæUÀ¼ÀÄ, ¥ÀÆeÉUÀ¼ÀÄ »ÃUÉ ªÀÄÄAvÁzÀªÀÅ PÀtÄäAzÉ gÁZÀÄvÀÛªÉ. CzÉÃ jÃwAiÀiÁV ºÀ½îAiÀÄ 

§zÀÄPÀÄ JAzÀgÉ ¸ÀÄAzÀgÀªÁzÀÀ  ¸ËAzÀAiÀÄåðªÀµÉÖÃ C®èzÉÃ CzÀgÀ ªÀÄvÉÆÛAzÀÄ ªÀÄÄRªÀ£ÀÄß À̧ºÀ 

£ÉÆÃqÀ§ºÀÄzÀÄ. 

±ÁAw £ÉªÀÄä¢AiÀÄ£ÀÄß ¤ÃqÀÄªÀ ºÀ½îAiÀiÁzÀgÀÆ ¸ÀºÀ E°è C±ÁAwAiÀÄ £ÉªÀÄä¢¬Ä®èzÀ 

¸ÀAzsÀ̈ sÀðUÀ¼ÀÄ ¸ÀºÀ ¤ªÀiÁðtªÁUÀÄªÀAvÀºÀzÀÝ£ÀÄß PÀÆqÀ E°è UÀªÀÄ¤ À̧§ºÀÄzÀÄ. CzÀgÀ®Æè 

ªÀÄÄRåªÁV eÁw JA§ «ZÁgÀ JzÀÄgÁzÁUÀ ‘eÁw’AiÀÄ ªÀÄÄAzÉ AiÀiÁªÀÅzÀÆ E®è, 

J®èQÌAvÀ®Æ eÁwAiÉÄÃ ªÀÄÄRå JA§ÄzÀ£ÀÄß JwÛ »rAiÀÄÄªÀ ªÀÄ£À¹ÜwUÀ¼ÀÄ ¸ÀºÀ E°è §gÀÄvÀÛªÉ. 

UÁæ«ÄÃt §zÀÄQ£À DZÁgÀ «ZÁgÀ À̧A¥ÀæzÁAiÀÄ ¸ÀA¸ÁÌgÀUÀ¼É®èªÀ£ÀÄß JµÀÄÖ PÀlÄÖ¤mÁÖV 

¥Á° À̧ÄªÀAvÀºÀ CzÀPÉÌ ºÉÆA¢PÉÆAqÀÄ ¨É¼É¹PÉÆAqÀÄ §zÀÄPÀÄwÛgÀÄªÀAvÀºÀ ªÀÄ£À̧ ÀÄìUÀ½UÉ PÉÆAZÀ 
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§zÀ̄ ÁªÀuÉ CAvÀ §AzÁUÀ CxÀªÁ JzÀÄgÁzÁUÀ GAmÁUÀÄªÀ CªÀWÀqÀUÀ¼ÀÄ wÃgÁ 

PËæAiÀÄðvÉAiÀÄ£ÀÄß ªÉÄgÉAiÀÄÄªÀAvÀºÀªÀÅUÀ¼ÁVgÀÄvÀÛªÉ. 

¥Àæ̧ ÀÄÛvÀ n.J¸ï.£ÁUÁ s̈ÀgÀt CªÀgÀÄ ¤zÉÃð²¹gÀÄªÀ ‘d£ÀÄªÀÄzÀ eÉÆÃr’ ¹¤ªÀiÁzÀ°è F 

J¯Áè vÀgÀºÀzÀ «ZÁgÀUÀ¼À£ÀÄß, À̧ªÀÄ¸ÉåUÀ¼À£ÀÄß À̧ªÁ®ÄUÀ¼À£ÀÄß ©A©¸ÀÄªÀAvÀºÀzÁÝVzÉ. £ÁUÁ s̈ÀgÀt 

CªÀgÀÄ ¹¤ªÀiÁªÀ£ÀÄß £ÉÆÃrgÀÄªÀ zÀÈ¶ÖPÉÆÃ£À, PÀxÉ ºÉÃ¼ÀÄªÀ vÀAvÀæ, ¥ÁvÀæUÀ½UÉ ¤ÃrgÀÄªÀAvÀºÀ 

¥ÁæªÀÄÄRåvÉ, UÁæ«ÄÃt §zÀÄQ£À fÃªÀ£À±ÉÊ° ºÁUÀÆ E°è£À ¥ÁvÀæUÀ¼À ªÀÄÆ®PÀ JvÀÄÛwÛgÀÄªÀ 

¥Àæ±ÉßUÀ¼ÉÃ£ÀÄ CzÀPÉÌ ¥ÀjºÁgÀ/GvÀÛgÀUÀ¼ÉÃ£ÀÄ F J®èªÀ£ÀÆß ¸ÀºÀ F ¹¤ªÀiÁzÀ°è £ÉÆÃqÀ̄ ÁVzÉ. 

¸ÀªÀÄ Ȩ́åUÀ¼À «gÀÄzÀÞ ºÉÆÃgÁqÀÄªÀ ªÀÄ£À̧ ÀÄìUÀ½UÉ ¹UÀÄªÀ £ÁåAiÀÄ/C£ÁåAiÀÄzÀ PÀÄjvÀÄ E°è£À 

¥ÁvÀæUÀ¼À ªÀÄÄSÉÃ£Á UÀA©üÃgÀªÁzÀAvÀºÀ ¥Àæ±ÉßUÀ¼À£ÀÄß ºÀÄlÄÖ ºÁPÀÄªÀAvÀºÀ ºÀ®ªÀÅ «µÀAiÀÄzÀ 

PÀÄjvÀÄ ZÀað À̧§ºÀÄzÁzÀAvÀºÀÄUÀ¼À §UÉÎ F ¯ÉÃR£ÀzÀ°è ZÀað¹zÉÝÃ£É. 

“d£ÀÄªÀÄzÀ eÉÆÃr s̈ÁgÀwÃAiÀÄ eÁÕ£À¦ÃoÀ ¥Àæ±À¹Û «eÉÃvÀ UÀÄdgÁwÃ PÁzÀA§jPÁgÀ 

¥À£Áß ¯Á¯ï ¥ÀmÉÃ®gÀ ‘ªÀÄ¼É̄ Á fÃªÀ' PÁzÀA§jAiÀÄ PÀ£ÀßqÀ C£ÀÄªÁzÀ. UÀÄdgÁvï ªÀÄvÀÄÛ 

gÁd¸ÁÜ£ÀUÀ¼ÀÄ PÀÆqÀÄªÀ°è£À MAzÀÄ ºÀ½î F PÁzÀA§jAiÀÄ PÀxÁPÉëÃvÀæ. EzÀgÀ°è £ÀªÀÄUÉ '¥ÁæzÉÃ²PÀ 

PÁzÀA§j' ¥ÀgÀA¥ÀgÉAiÀÄ MAzÀÄ ¸Áé̈ sÁ«PÀ ºÁUÀÆ s̈ÀªÀå ªÀiÁzÀj PÁt¹UÀÄvÀÛzÉ.”3 EzÀPÉÌ 

n.J¸ï.£ÁUÀ̈ sÀgÀt CªÀgÀÄ avÀæPÀxÉ §gÉzÀÄ ¤zÉÃð²¹zÀgÉ §gÀUÀÆgÀÄ gÁªÀÄZÀAzÀæ¥Àà CªÀgÀÄ F 

¹¤ªÀiÁUÉ ¸ÀA s̈ÁµÀuÉAiÀÄ£ÀÄß §gÉ¢zÁÝgÉ. 

d£ÀÄªÀÄzÀ eÉÆÃr PÁzÀA§jAiÀÄ PÀÄjvÀÄ PÁzÀA§jPÁgÀgÀÄ »ÃUÉ ºÉÃ¼ÀÄvÁÛgÉ “F 

PÁzÀA§jAiÀÄ À̧ÄªÀiÁgÀÄ MAzÀÄ ªÀµÀðzÀ PÀxÁPÁ®zÀ°è UÁæªÀÄ fÃªÀ£ÀzÀ À̧gÀ¼ÀvÉ, ¤µÀÌ¥ÀlvÉ, 

CAzsÀ«±Áȩ́ À ºÁUÀÆ ¥ÁætªÀ£ÁßzÀgÀÆ PÉÆlÄÖ PÉÆlÖ ªÀiÁvÀ£ÀÄß G½¹PÉÆ¼ÀÄîªÀ ¥ÀæªÀÈwÛUÀ¼ÀÄ ºÉeÉÓ 

ºÉeÉÓUÀÆ ¥ÀæPÀlªÁUÀÄvÀÛªÉ. s̈ÁµÉAiÀÄAvÀÆ ±ÀÄzÀÞ UÁæ«ÄÃt: £ÀqÀÄ£ÀqÀÄªÉ PÁzÀA§jPÁgÀgÀÄ vÀªÀÄä 

CªÀÄÆ®å C£ÀÄ¨sÀªÀ̧ ÀÆQÛUÀ¼À£ÀÄß ºÉuÉzÀÄ CzÀPÉÌ PÀ¼ÉPÉÆnÖzÁÝgÉ.”4 

¹¤ªÀiÁ ±ÀÄgÀÄªÁUÀÄwÛgÀÄªÀÅzÀÄ UÁæªÀÄzÀ eÁvÉæAiÀÄ ªÀÄÆ®PÀ ºÁUÀÆ PÀxÁ£ÁAiÀÄPÀ PÀÈµÀÚ£À£ÀÄß 

ªÀÄvÀÄÛ PÀxÁ£ÁAiÀÄQ PÀ£ÀPÀ¼À£ÀÄß ¥ÀjZÀ¬Ä À̧ÄwÛgÀÄªÀÅzÀÄ PÀÆqÀ EzÉÃ eÁvÉæAiÀÄ°èAiÉÄÃ ¥ÀgÀ̧ ÀàgÀ E§âgÀ 

                                                             
3 d£ÀÄªÀÄzÀ eÉÆÃr PÁzÀA§j - ¥À£Áß¯Á¯ï ¥ÀmÉÃ¯ï - ¥ÀÄ.¸ÀA- É̈£ÀÄßr ¨sÁUÀ 

 
4 d£ÀÄªÀÄzÀ eÉÆÃr PÁzÀA§j - ¥À£Áß¯Á¯ï ¥ÀmÉÃ¯ï - ¥ÀÄ.¸ÀA- É̈£ÀÄßr s̈ÁUÀ 
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M®«£À ªÉÆUÀÄÎ CgÀ¼ÀÄwÛgÀÄªÀÅzÀÄ PÀÆqÀ EzÉÃ eÁvÉæAiÀÄ°èAiÉÄÃ eÁvÉæAiÀÄ ªÀÄÄSÉÃ£Á ErÃ 

¹¤ªÀiÁzÀ avÀætªÀ£ÀÄß ©A© À̧ÄwÛzÉ. EAvÀºÀ À̧ÄAzÀgÀ À̧¤ßªÉÃ±ÀzÀ M¼ÀUÉ C À̧ÆAiÉÄ ªÀÄvÀÄÛ 

zÉéÃµÀªÉA§ «µÀUÁ½ ©Ã À̧ÄwÛgÀÄªÀÅzÀÄ ‘¹AUÁjUËqÀ’ JA§ R¼À£ÁAiÀÄPÀ£À ªÀÄÆ®PÀ. 

eÁvÉæAiÀÄ°è gÀxÀªÀ£ÀÄß J¼ÉAiÀÄÄªÀÅzÀPÉÌ UÁæªÀÄzÀ »jAiÀÄ UËqÀ£ÉÃ §gÀ̈ ÉÃPÀÄ JA§ÄzÀÄ 

UÁæªÀÄ À̧ÜgÀ ªÀÄ£ÉÆÃ©ǖ ÁµÉAiÀiÁVgÀÄvÀÛzÉ. AiÀiÁªÀÅzÉÆÃ PÁgÀt¢AzÀ »gÉÃUËqÀ C°èUÉ §gÀÄªÀÅ¢®è 

UËqÀjUÁV PÁzÀÄ PÀÄ½wzÀÝ d£ÀPÉÌ ¤gÁ Ȩ́AiÀiÁUÀÄvÀÛzÉ FUÀ gÀxÀªÀ£ÀÄß J¼ÉAiÀÄÄªÀÅzÀÄ AiÀiÁgÀÄ 

JAzÀÄ ZÀað¹ PÉÆ£ÉUÉ Hj£À QjAiÀÄ UËqÀjUÉ gÀxÀªÀ£ÀÄß J¼ÉAiÀÄ®Ä À̧Æa À̧ÄvÁÛgÉ. DzÀgÉ 

EzÀPÉÌ »gÉÃUËqÀ£À ªÀÄUÀ£ÁzÀ ¹AUÁjUËqÀ «gÉÆÃzsÀ ªÀåPÀÛ¥Àr À̧ÄvÁÛ£É. PÉÆ£ÉUÉ J®ègÀ £ÀqÀÄªÉ 

ªÀiÁw£À ZÀPÀªÀÄQ £ÀqÉzÀÄ QjAiÀÄ UËqÀ£ÉÃ gÀxÀªÀ£ÀÄß J¼ÉAiÀÄ®Ä ªÀÄÄAzÁUÀÄvÁÛ£É. 

E°è ªÀÄÄRåªÁV UÀªÀÄ¤¸À̈ ÉÃPÁzÀ CA±ÀªÉAzÀgÉ gÀxÀªÀ£ÀÄß J¼ÉAiÀÄÄªÀÅzÉÃ E°è UËqÀjUÉ 

¥ÀæwµÉ×AiÀiÁV PÁtÂ¹PÉÆ¼ÀÄîwÛgÀÄªÀÅzÀÄ. ºÁUÀÆ eÁwAiÉÆ¼ÀUÉ C¢üPÁgÀPÁÌV £ÀqÉAiÀÄÄwÛgÀÄªÀAvÀºÀ 

¸ÀAWÀµÀðªÀÇ ºËzÀÄ. ªÀÄÄAzÉ E°è gÀxÀªÀ£ÀÄß Qj UËqÀ ªÀÄvÀÄÛ UÁæªÀÄzÀ d£ÀvÉ J¼ÉzÀÄ 

¸ÀA s̈Àæ«Ä À̧ÄwÛgÀÄªÀ À̧¤ßªÉÃ±ÀzÀ M¼ÀUÉ »j UËqÀ£À ªÀÄUÀ ¹AUÁjUËqÀ ¸ÀAZÀÄ ªÀiÁr gÀxÀzÀ 

PÀqÁtÂAiÀÄ£ÀÄß vÉUÉ¹  gÀxÀªÀ£ÀÄß ©Ã½ À̧®Ä ¸ÀAZÀÄ ªÀiÁqÀÄvÁÛ£É. DzÀgÉ F «µÀAiÀÄ Qj UËqÀ£À 

vÀªÀÄä PÀÈµÀÚ (PÀxÁ£ÁAiÀÄPÀ¤UÉ)  w½zÀÄ D gÀxÀªÀ£ÀÄß ©Ã¼ÀzÀAvÉ £ÉÆÃrPÉÆ¼ÀÄîvÁÛ£É. F zÀÈ±ÀåzÀ 

ªÀÄÄSÉÃ£Á »gÉÃUËqÀ£À ªÀÄUÀ£À PÉlÖ ªÀÄvÀÄÛ C À̧ÆAiÉÄ vÀÄA©zÀ ªÀÄ£À¹Üw ºÁUÀÆ Qj UËqÀ£À 

vÀªÀÄä£ÁzÀ  PÀÈµÀÚ£À M¼ÉîAiÀÄ ªÀÄ£À¹ÜwAiÀÄ PÀÄjvÀÄ E°è w½AiÀÄÄvÀÛzÉ. 

CAzÀgÉ E°è ªÀÄÄRåªÁV CxÉÊð¹PÉÆ¼Àî É̈ÃPÁVgÀÄªÀAvÀºÀzÀÄÝ F MAzÀÄ eÁvÉæAiÀÄ 

ªÀÄÆ®PÀ À̧ªÀiÁdªÀ£ÀÄß ¥Àæw©A© À̧ÄwÛgÀÄªÀÅzÀÄ. F À̧ªÀiÁdzÀ°è J¯Áè jÃwAiÀÄ d£ÀUÀ¼ÀÄ, 

ªÀÄ£À¹ÜwUÀ¼ÀÄ ¹UÀÄvÀÛªÉ.  JA§ÄzÀ£ÀÄß ºÉÃ¼ÀÄwÛzÉ ºÁUÀÆ E°è ªÀÄ£ÀÄµÀå£À RÄ¶, À̧AvÉÆÃµÀ 

J®èªÀÇ À̧j CzÀÄ eÁvÉæ ºÀ§â ºÀj¢£ÀzÀAvÀºÀ ¸ÀAzÀ̈ sÀðzÀ°è ªÀµÀðPÉÆÌªÉÄä §gÀÄªÀAvÀºÀzÀÄÝ. DzÀgÉ 

ªÀÄ£ÀÄµÀå£À zÉéÃµÀ ªÀiÁvÀæ ±Á±ÀévÀªÁVgÀÄªÀAvÀºÀzÀÄÝ. E°è ªÀÄÄRåªÁV ºÉÃ¼À ºÉÆgÀngÀÄªÀAxÀzÀÄÝ 

eÁw JA§ÄzÀ£ÀÄß. £À«gÀÄ s̈ÁªÀUÀ¼ÀÄ, ºÀ½îAiÀÄ ¸ÀA À̧Ìøw, ºÀ§â ºÀj ¢£À J®èªÀÇ EzÉ. CzÀgÀ 

eÉÆvÉAiÀÄ°è EzÀgÀ M¼ÀV£À zÉéÃµÀUÀ¼ÉÃ£ÀÄ JA§ÄzÀ£ÀÄß ºÉÃ¼ÀÄwÛzÉ. eÁw JA§ ¥Àæ±Éß ºÁUÀÆ 

¸ÀªÀÄ Ȩ́å C£ÀÄßªÀAvÀºÀzÀÄÝ ±ÀÄgÀÄªÁUÀÄwÛgÀÄªÀÅzÀÄ Qj UËqÀ£À vÀªÀÄä£ÁzÀ (PÀÈµÀÚ) ºÁUÀÆ ¥ÀPÀÌzÀ 
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UÁæªÀÄzÀ (ZÀAzÁ¥ÀÄgÀ) ºÀÄqÀÄV  PÀ£ÀPÀ½UÀÆ (PÀxÁ£ÁAiÀÄQ) ¥ÉæÃªÀÄ ªÉÆ¼ÉvÀÄ ¥ÀgÀ̧ ÀàgÀ 

M§âjUÉÆ§âgÀÄ ¥ÉæÃ«Ä À̧̄ ÁgÀA©ü̧ ÀÄvÁÛgÉ. 

»ÃVgÀÄªÁUÀ MªÉÄä vÀ®PÁr£À°è ¥ÀmÁ®ªÀÄä£À ºÀ§âzÀ ¥ÀæAiÀÄÄPÀÛ £ÀqÉzÀ ºÀjUÉÆÃ¯ÁlzÀ°è 

PÀÈµÀÚ£ÀÄ ¥Á É̄ÆÎ¼ÀÄîvÁÛ£É.  CzÀ£ÀÄß £ÉÆÃqÀ®Ä PÀ£ÀPÀ¼ÀÄ À̧ºÀ §A¢gÀÄvÁÛ¼É À̧àzsÉð DgÀA s̈ÀªÁzÀ ¸Àé®à 

ºÉÆwÛ£À̄ ÉèÃ »jÃUËqÀ£À ªÀÄUÀ ¹AUÁjUËqÀ£À ¸ÀAa¤AzÀ PÀÈµÀÚ£À£ÀÄß Ȩ́ÆÃ°¸À®Ä ¥ÀæAiÀÄwß À̧ÄvÁÛgÉ 

DzÀgÉ ºÉÆÃgÁl ªÀiÁr UÉzÀÄÝ §gÀÄvÁÛ£É PÀÈµÀÚ. À̧àzsÉðAiÀÄ°è UÉzÀÞ PÀÈµÀÚ¤UÉ ¨É½î PÀqÀUÀªÀ£ÀÄß 

¤ÃqÀÄvÁÛgÉ UÁæªÀÄzÀ d£À. D PÀqÀUÀªÀ£ÀÄß PÀÈµÀÚ£ÀÄ vÁ£ÀÄ ¥ÉæÃ«Ä À̧ÄªÀ ºÀÄqÀÄV PÀ£ÀPÀ½UÉ 

PÉÆlÄÖ©qÀÄvÁÛ£É. EzÀ£ÀÄß PÀAqÀ ¥ÀÆeÁj ªÀÄvÀÄÛ D Hj£À PÉ® ªÀåQÛUÀ¼ÀÄ PÉ¼À eÁwAiÀÄ ºÀÄqÀÄV 

F PÀqÀUÀªÀ£ÀÄß ªÀÄÄnÖzÀÄÝ vÀ¥ÀÄà ªÉÄÊ°UÉ DUÉÆÃAiÀÄÄÛ CAvÉÃ½ D PÀqÀUÀPÉÌ wÃxÀðªÀ£ÀÄß ºÁQ 

±ÀÄaUÉÆ½¸ÀÄvÁÛgÉ. PÀ£ÀPÀ½UÉ CªÀªÀiÁ¤ À̧ÄvÁÛgÉ. 

PÀ£ÀPÀ½UÉ E°èAiÀÄªÀgÉUÀÆ E®èzÀAvÀºÀ À̧ªÀÄ Ȩ́åAiÉÆAzÀÄ ±ÀÄgÀÄªÁUÀÄvÀÛzÉ CzÉÃ ‘eÁw' 

¸ÀªÀÄ Ȩ́å QÃ¼ÀÄ eÁwAiÀÄªÀ¼ÁzÀ £Á£ÀÄ ªÉÄÃ®Ä eÁwAiÀÄªÀ£ÁzÀ PÀÈµÀÚ£À£ÀÄß ¥ÉæÃ«Ä¹zÀÄÝ vÀ¥Áà..? 

C£ÀÄßªÀAvÀºÀ ¥Àæ±ÉßAiÉÆAzÀÄ ªÀÄÆqÀÄvÀÛzÉ £Á«§âgÀÆ zÀÆgÀªÁUÀÄªÀÅzÉÃ É̄Ã¸ÀÄ J£ÀÄßªÀAvÀºÀ 

«ZÁgÀªÀ£ÀÄß PÀÈµÀÚ£À §½ ¥Àæ̧ ÁÛ¦¹zÁUÀ PÀÈµÀÚ CzÀPÉÌ ºÉÃ¼ÀÄªÀAvÀºÀzÀÄÝ “eÁwUÉ eÁwAiÉÄÃ ªÉÊj, 

eÁw-QÃ¼ÀÄ ¦æÃw ªÉÄÃ®Ä”5 JAzÀÄ ºÉÃ½ DPÉAiÀÄ PÉÊUÉ PÀqÀUÀªÀ£ÀÄß ºÁQ £Á«§âgÀÄ MAzÉÃ eÁw 

JAzÀÄ ºÉÃ¼ÀÄªÀÅzÀÄ E°è  ¦æÃw J£ÀÄßªÀÅzÀÄ J®èªÀ£ÀÄß «ÄÃjzÀÄÝ JA§ÄzÀ£ÀÄß 

¸Á©ÃvÀÄ¥Àr¸ÀÄªÀAvÀºÀzÁÝVzÉ. 

“¨É¼ÀPÀÄ É̈ÃPÀÄ JAzÁUÀ PÀvÀÛ®Ä §AzÀÄ PÀvÀÄÛ» À̧ÄvÀÛzÉ DzÀgÀÆ É̈¼ÀQ£À ¨É£ÀÄß ºÀvÀÄÛªÀÅzÉÃ 

fÃªÀ£À”6 JA§ ªÀiÁw£ÀAvÉ ¥ÉæÃ«ÄUÀ½§âgÀÆ ªÀÄÄAzÉ MAzÁUÀÄªÀ D±ÁªÁzÀzÉÆA¢UÉ §zÀÄPÀÄ 

¸ÀªȨ́ ÀÄwÛgÀÄªÁUÀ̄ ÉÃ  eÁw J£ÀÄßªÀAvÀºÀ ©gÀÄUÁ½ CªÀgÀ£ÀÄß £ÉªÀÄä¢AiÀiÁVgÀ®Ä ©qÀÄªÀÅ¢®è. 

PÉÆ£ÉUÉ J¯Áè jÃwAiÀÄ®Æè aAw¹ PÀ£ÀPÀ¼ÉÆA¢UÉ ªÀÄzÀÄªÉAiÀiÁUÀ®Ä ¤zsÀðj¹ gÁwæ À̧ªÀÄAiÀÄzÀ°è 

CªÀ¼ÉÆA¢UÉ ªÀÄzÀÄªÉAiÀiÁUÀ®Ä ¹zÀÞvÉ ªÀiÁrPÉÆArgÀÄªÀ PÀÈµÀÚ¤UÉ DWÁvÀªÉÇAzÀÄ £ÀqÉAiÀÄÄvÀÛzÉ.  

¹AUÁjUËqÀ£ÀÄ PÀ£ÀPÀ¼À£ÀÄß C¥ÀºÀj¹ CzÉÃ eÁwAiÀÄ CAzÁ¤ JA§ÄªÀgÉÆA¢UÉ ªÉÆÃ¸ÀzÀ 

ªÀÄzÀÄªÉAiÀÄ£ÀÄß §®ªÀAvÀªÁV ªÀiÁr À̧ÄvÁÛgÉ. EzÀgÀ »AzÉ ¹AUÁj UËqÀ¤UÉ PÀÈµÀÚ£À ªÉÄÃ°zÀÝ 

                                                             
5 d£ÀÄªÀÄzÀ eÉÆÃr ¹¤ªÀiÁ – n.J¸ï.£ÁUÁ¨sÀgÀt ¤zÉÃð±À£ÀzÀ ¹¤ªÀiÁ - ¹¤ªÀiÁzÀ°è£À À̧A s̈ÁµÀuÉ 
6 d£ÀÄªÀÄzÀ eÉÆÃr ¹¤ªÀiÁ – n.J¸ï.£ÁUÁ¨sÀgÀt ¤zÉÃð±À£ÀzÀ ¹¤ªÀiÁ - ¹¤ªÀiÁzÀ°è£À À̧A s̈ÁµÀuÉ 
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ªÉÊAiÀÄQÛPÀ zÉéÃµÀªÀÇ PÁgÀtªÁzÀgÉ EzÀQÌAvÀ ªÀÄÄRåªÁV ¹AUÁjUËqÀ£ÀÄ PÀ£ÀPÀ¼À£ÀÄß C£ÀÄ s̈À«¸ÀÄªÀ 

CªÀ¼À zÉÃºÀzÀ gÀÄa £ÉÆÃqÀÄªÀ zÀÄgÀÄzÉÝÃ±ÀªÀÇ EgÀÄvÀÛzÉ. (E°è PÁªÀÄzÀ «µÀAiÀÄ JzÀÄgÁzÁUÀ 

eÁw JA§ÄzÀ£ÀÄß £ÉÆÃqÀÄwÛ®è UËqÀ) 

F ªÉÆÃ¸ÀzÀ ªÀÄzÀÄªÉAiÉÆA¢UÉ PÀÈµÀÚ ªÀÄvÀÄÛ PÀ£ÀPÁ¼À PÀ£À̧ ÀÄUÀ¼ÀÄ ºÉÆqÉzÀ 

PÀ£ÀßrAiÀÄAvÁUÀÄvÀÛzÉ. EzÀjAzÀ É̈Ã¸ÀvÀÛ PÀÈµÀÚ£ÀÄ ¹AUÁjUËqÀ£À ªÉÄÃ¯É zÁ½ ªÀiÁqÀ®Ä 

ªÀÄÄAzÁUÀÄvÁÛ£É »jAiÀÄgÀ ªÀiÁwUÉ ¨É̄ É PÉÆlÄÖ À̧ÄªÀÄä£ÁUÀÄvÁÛ£É. F ªÉÆÃ¸ÀzÀ ªÀÄzÀÄªÉAiÀÄ 

£ÀAvÀgÀzÀ°è D UÁæªÀÄzÉÆ¼ÀUÉ £ÀqÉAiÀÄÄªÀ WÀl£ÉUÀ¼É®èªÀ£ÀÄß £ÉÆÃrzÁUÀ ªÀÄ£ÀÄµÀåvÀéªÉÃ 

ªÀÄgÉAiÀiÁzÀAvÉ PÁtÂ̧ ÀÄvÀÛzÉ.  eÁwAiÀÄvÉAiÀÄ ©gÀÄUÁ½AiÉÆ¼ÀUÉ ¹®ÄQ £À®ÄUÀÄªÀ ¥ÉæÃ«ÄUÀ½§âgÀ 

ªÀÄ£À¹ÜwUÀ¼ÀÄ vÀÄA¨Á ±ÉÆÃZÀ¤AiÀÄªÁzÀÄzÁVzÉ. ªÉÆÃ¸ÀzÀ ªÀÄzÀÄªÉAiÀÄ£ÀÄß JµÉÖÃ «gÉÆÃ¢ü¹zÀgÀÄ 

PÀÆqÀ ¥ÀæAiÉÆÃd£ÀªÁUÀÄªÀÅ¢®è. ‘J¯Áè ¥Àæw s̈Àl£ÉAiÀÄ£Àß eÁw zsÀªÀÄ¤¸ÀÄvÉÛ ºÁUÀÆ §AqÁAiÀÄzÀ 

zsÀé¤AiÀÄ£ÀÄß ¹¤ªÀiÁ CqÀV¸ÀÄvÀÛzÉ.' C£Àå eÁwAiÀÄ PÀ£ÀPÀUÀ¼À£ÀÄß ¦æÃw¹gÀÄªÀ PÀÈµÀÚ, CªÀ¼À£ÉßÃ 

ªÀÄzÀÄªÉAiÀiÁUÀÄªÀÅzÀgÀ ªÀÄÆ®PÀ eÁwAiÀÄvÉAiÀÄ£Àß ºÉÆÃUÀ̄ Ár À̧ÄªÀAvÀºÀ ºÉÆ¸À §zÀ̄ ÁªÀuÉAiÀÄ 

¸ÀÆZÀPÀªÁV PÀÈµÀÚ£ÀÄ PÁt¹UÀªÀ£ÀÄ. ºÁUÀÆ E°è §zÀ̄ ÁUÀzÀ ªÀÄ£À̧ ÀÄìUÀ¼ÀÄ §zÀ̄ ÁªÀuÉAiÀÄ£ÀÄß 

§AiÀÄ¸ÀÄªÀ ªÀÄ£À̧ ÀÄìUÀ¼À £ÀqÀÄ«£À À̧AWÀµÀð«zÉ. 

¸ËAzÀAiÀÄðzÀ ¥ÀæwPÀªÁV PÁt¹UÀÄªÀ ºÀ½îAiÉÆ¼ÀUÉ eÁwAiÀÄvÉAiÀÄ eÁé̄ ÉAiÀÄÄ GjAiÀÄÄªÀ 

jÃwAiÀÄ£ÀÄß £ÉÆÃrzÁUÀ ºÀ½îAiÉÆ¼ÀUÀÆ zÉéÃµÀzÀ ©¹ G¹gÀÄ, C À̧ÆAiÉÄAiÀÄ CªÀÄ®Ä, PÀÆægÀvÉAiÀÄ 

£ÉvÀÛgÀÄ ºÀjAiÀÄÄªÀÅzÀ£ÀÄß £ÉÆÃrzÀgÉ vÀÄA¨Á ©üÃPÀgÀ JAzÉ¤¸ÀÄvÀÛzÉ. ªÉÆÃ¸À¢AzÀ ªÀÄzÀÄªÉAiÀiÁzÀ 

UÀAqÀ£À eÉÆvÉ ¸ÀA¸ÁgÀ ªÀiÁqÀ®Ä M¥ÀàzÀ PÀ£ÀPÀ ¥Àæw¤vÀå PÀÈµÀÚ EAzÀÄ CxÀªÁ £Á¼É 

£À£ÀßªÀ£ÁUÀÄªÀ£ÀÄ JA§ AiÉÆÃZÀ£ÉAiÀÄ°èAiÉÄÃ ¢£ÀUÀ¼À£ÀÄß PÀ¼ÉAiÀÄÄªÀ PÀ¼ÀPÀ¼À §zÀÄPÀÄ ºÀjUÉÆÃ°®èzÀ 

zÉÆÃtÂAiÀÄAvÁVzÉ. UÁæªÀÄ À̧ÜjAzÀ »A Ȩ́, ªÉÄÃ°£À eÁwAiÀÄªÀgÀ£ÀÄß ªÀÄzÀÄªÉAiÀiÁUÀ®Ä 

§AiÀÄ¹zÀªÀ¼ÀÄ, ºÁzÀgÀVwÛ, À̧Æ¼É, É̈ÆÃ¸ÀÄr JA§AvÀºÀ CªÁåZÀå ±À§ÝUÀ½AzÀ ¤A¢¸ÀÄªÀ 

UÁæªÀÄzÀ ªÀÄ»¼ÉAiÀÄjAzÀ £ÉÆAzÀÄ É̈A¢zÁÝ¼É GjªÀ M¯ÉAiÉÆ¼ÀUÉ MtVzÀ PÀnÖUÉAiÀÄAvÁVzÁÝ¼É 

PÀ£ÀPÀ. 

PÀ£ÀPÀ¼À ªÀÄ£ÉAiÀÄ°è £ÀqÉzÀ zÀÄWÀðl£ÉAiÉÆAzÀÄ UÁæªÀÄzÀªÀgÀ ªÀÄ£À¹ÜwAiÀÄÄ ªÀÄvÀÛµÀÄÖ 

C É̄ÆèÃ® PÀ¯ÉÆèÃ®ªÁUÀÄvÀÛzÉ. PÀ£ÀPÀ¼ÀÄ vÁ£ÀÄ DvÀäºÀvÉå ªÀiÁrPÉÆ¼Àî É̈ÃPÉAzÀÄ zÀvÀÆÛj ©Ãd¢AzÀ 

ªÀiÁrnÖzÀÝ CPÀ¸ÁävÁV DPÉAiÀÄ UÀAqÀ£ÀÄ w£ÀÄßªÀ£ÀÄ. UÀAqÀ£ÀÄ À̧vÀÛ £ÀAvÀgÀ UÁæªÀÄ À̧ÜgÉ®ègÀÆ 
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PÀ£ÀPÀ¼À£ÀÄß ¥ÀAZÁ¬ÄwUÉ ¸ÉÃj¹ £ÁåAiÀÄ PÉÃ¼À®Ä ªÀÄÄAzÁUÀÄvÁÛgÉ. M¨ÉÆâ§âgÀÆ MAzÉÆAzÀÄ jÃw 

ªÀiÁvÀ£ÁqÀ̄ ÁgÀA©ü̧ ÀÄvÁÛgÉ. FPÉAiÀÄ£ÀÄß HjAzÀ §»µÀÌj¸À̈ ÉÃPÀÄ PÉÆ®è¨ÉÃPÀÄ »ÃUÉ ¨Á¬ÄUÉ 

§AzÀAvÉ ªÀiÁvÀ£ÁqÀÄvÁÛgÉ. QÃ¼ÀÄ eÁwAiÀÄ ºÉtÄÚ ªÀÄUÀ¼ÀÄ JA§ PÁgÀtPÉÌ vÀÄZÀÒªÁV 

£ÀqÉzÀÄPÉÆ¼ÀÄîvÁÛgÉ. ºÁUÀÆ ¥ÀAZÁ¬ÄwAiÀÄ°è £ÁåAiÀÄ ºÉÃ¼ÀÄªÀªÀ£ÀÄ PÀÆqÀ UËqÀgÉÃ.  CAzÀgÉ 

ªÉÄÃ®Ä eÁwAiÀÄªÀgÀÄ. wÃ¥ÀÄð PÉÆqÀ®Ä AiÀiÁªÉÇ§â PÉ¼À eÁwAiÀÄªÀ£À£ÀÄß PÉÃ¼ÀÄªÀÅzÉÃ E®è 

DvÀ£À£ÀÄß ºÀwÛgÀ Ȩ́Ãj À̧ÄªÀÅzÀÄ E®è. 

CwAiÀiÁV £ÉÆAzÀ PÀ£ÀPÀ ªÀÄ£ÀzÀ°è PÀnÖ ºÁQzÀÝ ªÀiÁvÀÄUÀ¼É®è ºÉÆgÀ§AzÀÄ UÁæªÀÄ¸ÀÜjUÉ 

GvÀÛgÀ ¤ÃqÀÄvÁÛ¼É. UÁæªÀÄzÀªÀgÀ PÀÆægÀ ªÀvÀð£ÉAiÀÄ£ÀÄß £ÉÆÃr PÀ£ÀPÀ½UÉ §Ä¢Þ 

¨sÀæªÀÄuÉAiÀiÁzÀAvÁUÀÄvÀÛzÉ (UÁæªÀÄzÀªÀgÀ ªÀvÀð£ÉUÀ½UÉ, À̧A À̧ÌøwUÉ, ªÀåªÀ̧ ÉÜUÉ E°è£À ¤AiÀÄªÀÄUÀ½UÉ 

eÁw JA§ Ȩ́ÆÃAPÀÄ vÀUÀ®Ä gÉÆÃUÀUÀæ̧ ÀÛgÁV §Ä¢Ý s̈ÀæªÀÄuÉAiÀiÁVzÉ JA§ ¸ÁAPÉÃwPÀ 

gÀÆ¥ÀªÀ£ÀÄß E°è CxÉÊð¹PÉÆ¼Àî§ºÀÄzÀÄ) 

®QëöäÃzÉÃ« eÁvÉæUÉ Hj£À d£À ºÉÆgÀqÀÄªÁUÀ PÀÈµÀÚ£À Ȩ́ßÃ»vÀgÀÄ PÀ£ÀPÀUÀ¼À£ÀÄß 

PÀgÉzÀÄPÉÆAqÀÄ ºÉÆgÀqÀÄvÁÛgÉ. D±ÀÑAiÀÄåð JA§AvÉ CzÉÃ eÁvÉæUÉ PÀÈµÀÚ£ÀÄ DUÀ«Ä À̧ÄvÁÛ£É. §Ä¢Þ 

¨sÀæªÀÄuÉAiÀiÁVzÀÝ PÀ£ÀPÁ½UÉ PÀÈµÀÚ£À£ÀÄß £ÉÆÃr ªÉÆzÀ°£ÀAvÁUÀÄvÁÛ¼É (UÁæªÀÄzÀ°è£À 

«µÀªÀÄ£À̧ ÀÄUÀ½UÉ eÁw C£ÀÄßªÀ ºÀÄZÀÄÑ ©qÀ̈ ÉÃPÀÄ JA§ÄzÀ£ÀÄß PÀ£ÀPÀ¼À gÀÆ¥ÀzÀ°è vÉÆÃj¸ÀÄwÛzÉ) 

¥Àæ̧ ÀÄÛvÀ d£ÀÄªÀÄzÀ eÉÆÃr ¹¤ªÀiÁzÀ°è eÁw ªÀåªÀ̧ ÉÜ C£ÀÄßªÀAvÀºÀzÀÄÝ zÉÆqÀØ zÉÆÃµÀªÁV 

¥Àjt«Ä¹zÉ. QÃ¼ÀÄ eÁwAiÀÄ ºÀÄqÀÄV JA§ PÁgÀtPÁÌV DPÉAiÀÄ£ÀÄß M¦àPÉÆ¼Àî¯ÁUÀzÀ UÁæªÀÄzÀ 

d£ÀvÉ, CzÀgÀ «gÀÄzÀÞ ºÉÆÃgÁl £ÀqȨ́ ÀÄªÀ PÀxÁ£ÁAiÀÄPÀ ºÁUÀÆ PÀxÁ £ÁAiÀÄQ E§âgÀÆ 

ºÉÆÃgÁr Ȩ́ÆÃ®ÄvÁÛgÉ Ȩ́ÆÃvÀÄ UÉ®ÄèvÁÛgÉ..! eÁwAiÀÄ ªÀÄÄAzÉ K£ÀÄ £ÀqÉAiÀÄÄªÀÅ¢®è eÁw 

C£ÀÄßªÀAxÀzÀÄÝ ºÉÃUÉ ¥ÀæªÀÄÄRªÁVzÉ JA§ÄzÀ£ÀÄß ¹¤ªÀiÁ ºÉÃ¼ÀÄwzÉ. ºÁUÀÆ eÁw M¼ÀUÀqÉ 

£ÀqÉAiÀÄÄªÀ C¢üPÁgÀzÀ ºÉÆqÉzÁlªÀÅ E°èzÉ. AiÀiÁªÉÇ§â vÀ¼À ¸ÀªÀÄÄzÁAiÀÄzÀªÀ£À£ÀÄß wÃ¥ÀÄð 

¤ÃqÀ®Ä §¼À¹PÉÆ¼Àî¯ÁUÀzÀ ¹Üw ªÀÄvÀÄÛ ªÉÄÃ®éUÀðzÀªÀgÀÄ PÉ¼À eÁwAiÀÄ ¹ÛçÃAiÀÄgÀ£Àß PÁ«Ä¸ÀÄªÁUÀ 

eÁwAiÀÄ §UÉÎ AiÉÆÃa À̧zÉ EzÀÄ £ÀªÀÄä ºÀPÀÄÌ JAzÀÄ s̈Á«¸ÀÄªÀ PÀÆægÀ ªÀÄ£À¹ÜwUÀ¼À §UÉÎAiÀÄÆ 

E°è ««zsÀ ªÀÄÄRUÀ¼À£ÀÄß PÁt§ºÀÄzÀÄ. 
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E°è eÁw ¤ªÀÄÆð®£É ªÀiÁqÀ®Ä ªÀÄÄAzÁUÀÄªÀ PÀxÁAiÀÄ£ÁAiÀÄ£À£ÀÄß UÁæªÀÄzÀ d£ÀvÉ 

§»µÀÌj À̧ÄvÁÛgÉ. eÁw C£ÀÄßªÀAvÀºÀzÀÄÝ J®èªÀ£ÀÄß zsÀªÀÄ¤¸ÀÄvÀÛzÉ. DzÀgÉ ¹¤ªÀiÁzÀ PÉÆ£ÉAiÀÄ 

ºÀAvÀPÉÌ §AzÁUÀ PÁ® J®èªÀ£ÀÄß §zÀ° À̧ÄvÀÛzÉ JA§ ªÀiÁvÀÄ À̧vÀåªÁUÀÄvÀÛzÉ. eÁwAiÀÄ£ÀÄß 

«ÄÃjzÀÄÝ ¦æÃw CzÀPÉÌ AiÀiÁªÀ eÁwAiÀÄÆ E®è JA§ÄzÉÃ MlÄÖ ¸ÀAzÉÃ±À. 

 

DPÀgÀ UÀæAxÀUÀ¼ÀÄ: 

1 d£ÀÄªÀÄzÀ eÉÆÃr  PÁzÀA§j- ¥À£Áß¯Á¯ï ¥ÀmÉÃ¯ï-¸Á»vÀå CPÁqÉ«Ä - 1996 

2 d£ÀÄªÀÄzÀ eÉÆÃr (¹¤ªÀiÁ) - J¸ï £ÁUÁ¨sÀgÀt ¤zÉÃð±À£À – 1996. 

¥ÀgÁªÀÄ±Àð£À UÀæAxÀUÀ¼ÀÄ: 

1. UÀÄ©âUÀÆqÀÄ gÀªÉÄÃ±ï   - £ÁUÁ s̈ÀgÀt ¹¤ªÀiÁªÀgÀt -2020 

2. VgÀrØ UÉÆÃ«AzÀgÁdÄ  - ¸ÀªÀÄUÀæ «ªÀÄ±Éð - À̧é¥Àß §ÄPï ºË¸ï, É̈AUÀ¼ÀÆgÀÄ -2015 

3. PÉ. «. PÁgÀAvï  - ZÀ®£À avÀæUÀ¼À ¤ªÀiÁðt- EA¢gÁ ¥ÀæPÁ±À£À - 2018 

4. qÁ.J£ï.PÉ ¥ÀzÀä£Á s̈À   - C£À£Àå ºÁ¢AiÀÄ ºÉeÉÓUÀ¼ÀÄ - §gÀºÀ ¥À©è¶AUï ºË¸ï - 

2002 

5. gÀºÀªÀÄvïvÀjÃPÉgÉ  - ¸ÁA À̧ÌøwPÀCzsÀåAiÀÄ£À – C©ü£ÀªÀ ¥ÀæPÁ±À£À -2017 

6. r.Dgï. £ÁUÀgÁeï - À̧A À̧Ìøw À̧APÀxÀ£À- ªÀ̧ ÀAvÀ ¥ÀæPÁ±À£À – 2015 

7. qÁ. r.«, UÀÄgÀÄªÀÄÆwð- PÀ£ÀßqÀ PÁzÀA§j ZÀ®£ÀavÀæ –zÉÃ¹ ¥ÀæPÁ±À£À- 2002 

8. gÀ«ÃAzÀæ    - £ÀÆgÉÆAzÀÄ PÀ£ÀßqÀ avÀæUÀ¼ÀÄ –PËªÀÄÄ¢ ¥ÀæPÁ±À£À 2013 

9. gÀWÀÄ£Áxï ZÀºÁ     - ¨É½î vÉgÉ - EA¢gÁ ¥ÀæPÁ±À£À- 2016 

10. GµÁ£ÀªÀgÀvÀßªÀiï - ¨É½îvÉgÉ- ºÉÃªÀÄAvÀ ¸Á»vÀå-1986 
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¥ÀA¥À£À PÁªÀåUÀ¼À°è ¥Àæ̈ sÀÄvÀé 

«PÁ¸ï PÀÄªÀiÁgï. « 

¸ÀA±ÉÆÃzsÀ£Á «zÁåyð, PÀ£ÀßqÀ ¨sÁgÀw 

PÀÄªÉA¥ÀÄ «±Àé«zÁå®AiÀÄ, 

9164381806 

CPÀëgÀgÀÆ¥ÀzÀ ¸Á»vÀåZÀjvÉæAiÀÄÄ ¥ÀA¥À£À PÁªÀåUÀ½AzÀ̄ ÉÃ ªÉÆzÀ̄ ÉÆÎ¼ÀÄîvÀÛzÉ. PÀ£ÀßqÀ 

¨sÁµÉAiÀÄ£ÀÄß CvÀåAvÀ À̧ªÀÄxÀðªÁV ªÉÆzÀ®Ä G¥ÀAiÉÆÃV¹zÀªÀ£ÉAzÀgÉ CzÀÄ ¥ÀA¥À. ¥ÀA¥À£À 

‘D¢¥ÀÄgÁt’ ªÀÄvÀÄÛ ‘¥ÀA¥À̈ sÁgÀvÀ’ ºÀvÀÛ£É ±ÀvÀªÀiÁ£ÀzÀ°è gÀavÀªÁzÀ ªÀÄºÀvÀé¥ÀÆtð PÀÈwUÀ¼ÀÄ. 

eÉÊ£ÀzsÀªÀÄð vÀ£Àß GZÁÒçAiÀÄ ¹ÜwAiÀÄ°èzÀÝ PÁ®, gÁeÁ±ÀæAiÀÄªÀÅ «¥sÀÄ®ªÁVzÀÝ PÁ®. ¥Àæ§® 

gÁdQÃAiÀÄ ¥Àæ̈ sÀÄvÀézÀ, ªÀÄvÀ ¸ÀAPÀgÀ«zÀÝ ¸ÁªÀiÁfPÀ-zsÁ«ÄðPÀ ¥Àj À̧gÀzÀ°è ¥ÀA¥À£À PÀÈwUÀ¼ÀÄ 

gÀZÀ£ÉAiÀiÁVªÉ. ¥Àæ̈ sÀÄvÀézÀ eÉÆvÉUÉ vÀ£Àß §zÀÄPÀ£ÀÄß ¸ÁV¹zÀ ¥ÀA¥À ¥Àæ̈ sÀÄvÀézÀ UÀÄuÁªÀUÀÄtUÀ¼À£ÀÄß 

vÀ£Àß ¹Ã«ÄvÀ £É̄ ÉAiÀÄ°èAiÉÄÃ ¤AvÀÄ ¤PÀµÀPÉÌ MrØzÁÝ£É.  

 ¥Àæ̈ sÀÄvÀé JAzÀgÉ ¸ÁªÀiÁ£ÀåªÁV DqÀ½vÀPÉÌ M¼À¥ÀlÖ ¥ÀæzÉÃ±À, gÁdå, zÉÃ±ÀªÉAzÀÄ gÁdQÃAiÀÄ 

ªÁåSÁå£ÀUÀ¼ÀÄ CxÉÊð À̧ÄvÀÛªÉ. ¥Àæ̈ sÀÄvÀéªÀ£ÀÄß C¢üPÁgÀzÀ ««zsÀ £É̄ ÉUÀ¼À°è CxÉÊð¹PÉÆ¼Àî¯ÁVzÉ. 

¥Àæ̈ sÀÄvÀé J£ÀÄßªÀÅzÀ£ÀÄß Kingship JA§ CxÀðzÀ°è §¼À̧ À̄ ÁVzÉ. DzsÀÄ¤PÀ ¥ÀÆªÀð ¸ÀªÀiÁdzÀ°è 

¥Àæ̈ sÀÄvÀé JAzÀgÉ Kingship JAzÉÃ CxÀð7. “A king is a supreme ruler, sovereign over a 

nation or a territory of higher rank than any other secular ruler except an emperor to 
whom the king may be subject. Kingship is a worldwide phenomenon, can be elective 
as in Germany but is usually hereditary…..Sometimes the king has been regarding as 
divine and has become the key figure in fertility rituals”8 

¥ÉèÃmÉÆÃ gÁdåªÀ£ÀÄß ªÀiÁ£ÀªÀ£À ¸Áé̈ sÁ«PÀ UÀÄtUÀ¼À vÁQðPÀ, GvÀÌøµÀÖ C©üªÀåQÛAiÉÄAzÀÄ 

PÀgÉzÀgÉ, Cj¸ÁÖl¯ï ¥Àæ̈ sÀÄvÀéªÀÅ ªÀiÁ£ÀªÀ£À ¸Áé̈ sÁ«PÀ C©üªÀåQÛ JAzÀÄ PÀgÉzÀ£ÀÄ. ¨ÉÆÃr£ï, 

ºÁ¥ïì, É̈AxÀªÀiï ªÀÄÄAvÁzÀªÀgÀÄ gÁdå ¥Àæ̈ sÀÄvÀézÀ ±Á¸À¤ÃAiÀÄ zÀÈ¶ÖPÉÆÃ£À «ªÀj¹zÀgÀÄ. xÁªÀÄ¸ï 

ºÁ¥ïì, eÁ£ï¯ÁPï, É̈AxÀªÀiï ªÀÄÄAvÁzÀªÀgÀÄ AiÀiÁAwæPÀ zÀÈ¶ÖPÉÆÃ£À¢AzÀ ¥Àæ̈ sÀÄvÀéªÀ£ÀÄß 

CxÉÊð¸ÀÄvÁÛgÉ. E°è gÁdåªÀÅ ªÀiÁ£ÀªÀ£ÀÄ vÀ£Àß C£ÀÄPÀÆ®vÉUÁV À̧È¶Ö¹PÉÆAqÀ ºÀ®ªÁgÀÄ 

AiÀÄAvÀæUÀ¼À°è MAzÀÄ. ªÉÄPÉªÀ°èAiÀÄAvÀºÀ aAvÀPÀgÀÄ ¥Àæ̈ sÀÄvÀéªÀ£ÀÄß ZÀ̄ Á¬Ä¸ÀÄªÀ C¢üPÁgÀzÀ 

»£Àß¯ÉAiÀÄ°è UÀÄgÀÄw¹zÁÝgÉ. ªÀiÁPïìðªÁ¢ zÀÈ¶ÖPÉÆÃ£ÀªÀÅ ¥Àæ̈ sÀÄvÀéªÀ£ÀÄß ªÀUÀðªÀåªÀ̧ ÉÜAiÀÄ 

GvÀà£ÀªÉAzÀÄ ¥ÀjUÀtÂ̧ ÀÄvÀÛzÉ. 

C¢üPÁgÀ J£ÀÄßªÀÅzÀgÀ §UÉÎ gÁdQÃAiÀÄ aAvÀPÀgÁzÀ qÉÃ«qï F À̧ë£ï, ªÀiÁUÀðAxÉÆÃ, 

ªÀiÁåPïì ªÉ§gï «©ü£Àß ªÁåSÁå£ÀUÀ¼À£ÀÄß ¤ÃrzÀÝgÀÄ. ¥sÉæAZï vÀvÀÛ÷éeÁÕ¤ «Ä±É̄ ï ¥sÀÄPÉÆÃ 

                                                             
7 ¸ÀÄªÀiÁ.©.AiÀÄÄ., PÀ£ÀßqÀ ¸Á»vÀå ¥Àæw¨sÉ ªÀÄvÀÄÛ ¥Àæ̈ s ÀÄvÀé, ¥ÀÄ.3 
8 Encyclopedia Britannica, Vol.6, p.868, The University of Chicago, USA, 1985 
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AiÀiÁªÀÅzÀ£ÀÄß Power JAzÀÄ PÀgÉAiÀÄÄvÁÛ£ÉÆÃ D CxÀðzÀ°è C¢üPÁgÀ JA§ ¥Àj¨sÁµÉAiÀÄ£ÀÄß 

§¼À̧ À̄ ÁVzÉ. ¥sÀÄPÉÆÃ£À ¥ÀæPÁgÀ C¢üPÁgÀ ¸ÀªÀðªÁå¦AiÀiÁzÀÄzÀÄ. 

¸Á»vÀåzÀ ¥Àj¨sÁµÉAiÀÄ°è ¥Àæ̈ sÀÄvÀézÀ ªÁåSÁå£ÀªÉÃ §zÀ̄ ÁUÀÄvÀÛzÉ. ºÀ®ªÀÅ DAiÀiÁªÀÄUÀ¼À°è 

vÀ£Àß CxÀðªÀ£ÀÄß « À̧Ûj¹PÉÆ¼ÀÄîvÀÛªÉ. CzÀgÀ ¥ÀæPÁgÀ gÁdQÃAiÀÄ, zsÁ«ÄðPÀ, ¸Á»wPÀ, ¥ÀÄgÀÄµÀ 

¥ÀæzsÁ£À, D½éPÉ DzsÁjvÀ, ¥ÀÄgÉÆÃ»vÀ±Á», Ȩ́Ê¤PÀ §®zÀ, DyðPÀ ¥Àæ̈ sÀÄvÀé, ¥ÀæeÁ¥Àæ̈ sÀÄvÀé 

ªÀiË®åUÀ¼À É̈A§°¸ÀÄªÀ DqÀ½vÀ ªÀåªÀ̧ ÉÜ J£ÀÄßªÀ £Á£Á À̧égÀÆ¥ÀUÀ¼À°è vÀ£Àß ¤®ÄªÀ£ÀÄß 

« À̧Ûj¹PÉÆ¼ÀÄîvÀÛzÉ. EªÀÅUÀ¼À D±ÀAiÀÄUÀ¼ÀÄ PÀÆqÀ C£ÉÃPÀ ªÉÊ«zsÀåvÉUÀ½AzÀ PÀÆrgÀÄvÀÛªÉ.     

¥Àæ̈ sÀÄvÀézÀ ZÁjwæPÀ É̈¼ÀªÀtÂUÉ: ¥Àæ̈ sÀÄvÀézÀ PÀ®à£ÉAiÀÄÄ AiÀiÁªÀ PÁ®zÉÃ±ÀzÀ°è GzÀ¬Ä¹vÀÄ J£ÀÄßªÀ 

«ZÁgÀ w½AiÀÄÄªÀÅzÀÄ PÀµÀÖ ¸ÁzsÀå. EzÀÄ ««zsÀ PÁ®WÀlÖUÀ¼À°è £ÀqÉzÀ   ««zsÀ ¨É¼ÀªÀtÂUÉUÀ¼À 

MAzÀÄ GvÀà£Àß, PÀÄ®, ¸ÀA§AzsÀ, zsÀªÀÄð, GvÁàzÀ£É, DyðPÀvÉ, À̧A¥ÀvÀÄÛ, gÀPÀëuÉ ªÀÄÄAvÁzÀ 

ºÀ®ªÁgÀÄ CA±ÀUÀ¼ÀÄ gÁdå ºÁUÀÆ ¥Àæ̈ sÀÄvÀéªÀ£ÀÄß É̈¼É¹ UÀnÖUÉÆ½ À̧ÄvÁÛ §A¢zÉ.  

ªÀiÁ£ÀªÀ£À «PÁ À̧ ºÀAvÀzÀ ªÉÆzÀ®°è CªÀ£À DºÁgÀzÀ ªÀÄÆ® É̈ÃmÉAiÉÄÃ DVvÀÄÛ. 

PÀæªÉÄÃt C¯ÉªÀiÁjAiÀiÁzÀÝ ªÀÄ£ÀÄµÀå MAzÉqÉ £É̄ É¤AvÀÄ C°èAiÉÄÃ DºÁgÀªÀ£ÀÄß 

¨É¼ÉAiÀÄ¯ÁgÀA©ü¹zÀ, eÉÆvÉUÉ ¥ÁætÂUÀ¼À£ÀÄß ¸ÁPÀvÉÆqÀVzÀ. EzÀÄ ¥À±ÀÄ¸ÀAUÉÆÃ¥À£ÉAiÀiÁV 

ªÀiÁ¥ÁðmÁ¬ÄvÀÄ, PÀæªÉÄÃt PÀÈ¶AiÀÄÄ ªÀiÁ£ÀªÀgÀ ¥ÀæzsÁ£À ªÀÈwÛAiÀiÁ¬ÄvÀÄ. CzÀÄªÀgÉUÀÆ ªÀ® Ȩ́ 

ªÀiÁqÀÄvÁÛ vÀªÀÄä EZÉÒ §AzÀ s̈ÀÆ«ÄAiÀÄ°è ªÀåªÀ̧ ÁAiÀÄ ªÀiÁqÀÄwÛzÀÝ ªÀiÁ£ÀªÀ MAzÉqÉ ¤AvÀÄ 

¨sÀÆ«ÄAiÀÄ£ÀÄß vÀ£Àß SÁ À̧V D¹ÛAiÀÄ£ÁßV ªÀiÁrPÉÆAqÀ£ÀÄ ¨sÀÆ«Ä ªÀÄvÀÄÛ CzÀgÀ GvÀà£Àß ºÉÃUÉ 

ªÀiÁ£ÀªÀ£À SÁ¸ÀV À̧évÁÛ¬ÄvÉÆÃ ºÁUÉÃ ºÉtÄÚ ¥ÀÄgÀÄµÀ£À À̧évÁÛzÀ¼ÀÄ. EzÀjAzÀ À̧A¥ÀwÛ£À C¢üPÁgÀ 

ªÀÄvÀÄÛ ºÉtÂÚ£À ªÉÄÃ°£À C¢üPÁgÀ ¥ÀÄgÀÄµÀ£À ªÀ±ÀªÁzÀªÀÅ. £ÀAvÀgÀ F C¢üPÁgÀ ºÀ®ªÀÅ 

ªÀ®AiÀÄUÀ¼À°è ºÀAaPÉAiÀiÁ¬ÄvÀÄ. 

F §ÄqÀPÀlÄÖUÀ¼À°è M§â £ÁAiÀÄPÀ CxÀªÁ £ÁAiÀÄPÀgÀ vÀAqÀªÀÅ F UÀÄA¦£À°è M¦àvÀªÁzÀ 

¸ÀA¥ÀæzÁAiÀÄUÀ¼À£ÀÄß eÁjUÉÆ½ À̧ÄªÀ C¢üPÁgÀ ºÉÆA¢zÀÝ PÁ®WÀlÖ«vÀÄÛ. F §UÉAiÀÄ C¢üPÁgÀ 

ºÉÆA¢gÀÄªÀ ¹ÜwAiÀÄ£ÀÄß ¥Àæ̈ sÀÄvÀézÀ ¥ÀæxÀªÀÄ ºÀAvÀªÉAzÀÄ w½AiÀÄ¯ÁVzÉ. ¥Àæ̈ sÀÄvÀéªÀÅ ¥ÁægÀA s̈ÀzÀ 

ºÀAvÀzÀ°è UÀÄA¦£À À̧ªÀÄ¸ÀÛ ¸ÀzÀ̧ ÀågÀ DAiÉÄÌAiÀiÁVvÀÄÛ ¤zsÁ£ÀªÁV ªÀA±À¥ÁgÀA¥ÀjPÀªÁV §zÀ̄ ÁUÀ 

vÉÆqÀVvÀÄ. PÀÈ¶ À̧A À̧ÌøwAiÀÄ GzÀAiÀÄzÉÆA¢UÉ ¥Àæ̈ sÀÄvÀé MAzÀÄ s̈ËUÉÆÃ½PÀ PÉëÃvÀæzÉÆA¢UÉ vÀ£Àß£ÀÄß 

UÀÄgÀÄw¹PÉÆArvÀÄ. ºÁUÁV EwºÁ À̧zÀ°è ¥ÀæxÀªÀÄ ¥Àæ̈ sÀÄvÀé gÁdåUÀ¼ÀÄ ¥sÀ®ªÀvÁÛzÀ £ÉÊ¯ï, 

AiÀÄÆ¥sÉæn¸ï, mÉæöÊVæ̧ ï, ¹AzsÀÆ UÀAUÁ £À¢UÀ¼À vÀlzÀ°è GzÀAiÀÄªÁzÀªÀÅ. 

¥Àæ̈ sÀÄvÀézÀ GUÀªÀÄªÀÅ s̈ÁgÀvÀzÀ°è LzÀÄ¸Á«gÀ ªÀµÀðUÀ¼À »AzÉ ¹AzsÀÆPÀtÂªÉAiÀÄ°è 

DVvÀÄÛ.9 DgÀA©üPÀ ºÀAvÀzÀ°è ¥Àæ̈ sÀÄvÀé ªÀÄ£ÀÄµÀå£À À̧ºÀPÁj, ¸ÀºÀ̈ Á¼ÉéAiÀÄ ¸ÁzsÀ£ÀªÁVAiÉÄÃ ªÀÄ£ÀÄµÀå 

DgÀA©üPÀ ¥Àæ̈ sÀÄvÀéUÀ¼À eÉÆvÉeÉÆvÉAiÀÄ°èAiÉÄÃ §ÄqÀPÀlÄÖ fÃªÀ£À ªÀÄÄAzÀÄªÀgÉ¢vÀÄÛ CzÀÄ s̈ÁgÀwÃAiÀÄ 

EwºÁ¸ÀzÀÄzÀÝPÀÆÌ ªÀÄvÀÄÛ FUÀ®Æ EzÉ. CAzÀgÉ PÉ®ªÀÅ ¥ÀæzÉÃ±ÀUÀ¼À°è ¸ÁªÀÄÄzÁ¬ÄPÀ PÀ®à£ÉAiÀÄ£ÀÄß 

                                                             
9 zÉÃ«¥Àæ̧ ÁzÀ ZÀmÉÆÖÃ¥ÁzsÁåAiÀÄ, ¯ÉÆÃPÁAiÀÄvÀ, ¥ÀÄ 99 
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vÁ£ÁVAiÉÄÃ «WÀn¹ CxÀªÁ M¼ÀUÁUÀzÉÃ G½¢gÀÄªÀ°èAiÀÄÆ ¥Àæ̈ sÀÄvÀé C¹ÛvÀézÀ°gÀÄvÀÛzÉ. vÁ£ÀÄ 

§AiÀÄ¸ÀÄªÀAAvÀºÀ ¸ÁªÀiÁfPÀ ZËPÀlÖ£ÀÄß ¤«Äð À̧ÄªÀ°èAiÀÄÆ ±ÀæªÀÄªÀ» À̧ÄvÀÛzÉ §®¥ÀæAiÉÆÃUÀzÀ 

¨sÁUÀªÁV AiÀÄÄzÀÞªÀ£ÀÄß EAvÀºÀ ¸ÀªÀÄAiÀÄUÀ¼À°èAiÉÄÃ ¥Àæ̈ sÀÄvÀé PÀAqÀÄPÉÆArzÉ. 

¥ÀA¥À£À PÁ® ‘gÁeÁ ¥ÀævÀåPÀë zÉÃªÀvÁ’ CxÀªÁ ‘£Á «µÀÄÚB ¥ÀÈyé«Ã ¥ÀwB’ JA§ 

CZÀ®ªÁzÀ £ÀA©PÉAiÀÄ£ÀÄß ºÉÆvÀÛAvÀºÀ PÁ®. d£À̧ ÁªÀiÁ£ÀågÀ°èAiÀÄÆ EzÉÃ £ÀA©PÉ EvÀÄÛ. EzÀPÉÌ 

zsÁgÉ JgÀzÀÄ ¨É¼É¹zÀªÀgÀÄ PÀ£ÀßqÀzÀ DgÀA©üPÀ PÀ«UÀ¼ÁzÀ eÉÊ£À PÀ«UÀ½UÉÉÃ ªÉÆzÀ̄ ÁV ¥ÀA¥À£É 

‘D±ÀæAiÀÄzÁvÀ-PÀxÁ£ÁAiÀÄPÀ ¸À«ÄÃPÀgÀt’zÀ DzÀ±ÀðªÀ£ÀÄß MzÀV¹zÀªÀ£ÀÄ.  

‘gÁd zÉÊªÀvÀé’zÀ £ÀA©PÉ ªÉÊAiÀÄQÛPÀªÁV ¥ÀA¥À£À°èAiÀÄÆ vÀÄA©PÉÆArvÀÄÛ. ¥ÀA¥À ¨Á½zÀ 

PÁ®zÀ ªÁvÁªÀgÀtªÉÃ ºÁVvÀÄÛ, MAzÉqÉ eÉÊ£À zsÀªÀÄðzÀ ¥ÀgÀA¥ÀgÉAiÀÄ°èAiÉÄÃ EzÀÝ gÁdvÀézÀ 

§UÉV£À C£À£Àå UËgÀªÀ ªÀÄvÉÆÛAzÉqÉ vÀ£Àß PÁ®zÀ gÁd s̈ÀQÛ EªÀÅUÀ¼ÀÄ ¥ÀA¥À£À ªÀåQÛvÀézÀ ¨sÁUÀªÁV 

vÀ£Àß PÁªÀåzÀ°è CªÀ£ÀÄ gÁdvÀéPÉÌ C¥ÁgÀ UËgÀªÀ vÉÆÃj¸À®Ä PÁgÀtªÁVzÉ. 

¥Àæ̈ sÀÄvÀézÀ ¥Àæ̈ sÁªÀPÉÌ M¼ÀUÁzÀ ¥ÀA¥À£ÀÄ ¨É¼ÀVzÀ ‘f£ÁUÀªÀÄ’ ºÁUÀÆ ‘¯ËQPÀ’ 

JgÀqÀgÀ°èAiÀÄÆ gÁdvÀé «dÈA©ü̧ ÀÄªÀAvÉ ªÀiÁrzÁÝ£É. CªÀ£À JgÀqÀÆ PÁªÀåUÀ¼ÀÄ À̧ºÀ gÁdgÀ£ÀÄß 

PÀÄjvÀªÉÃ, CªÀ£À PÁªÀåUÀ¼À°è ¥Àæ̈ sÀÄvÀézÀ ªÉÊ¨sÀªÀªÀ£ÀÄß £ÁªÀÅ £ÉÆÃqÀ§ºÀÄzÀÄ. ªÉÆzÀ® PÁªÀåªÁzÀ 

D¢¥ÀÅgÁtªÀÅ ªÉÆzÀ®£ÉAiÀÄ wÃxÀAðPÀgÀ£À ZÀjvÉ. eÉÊ£À ¥ÀgÀA¥ÀgÉAiÀÄ ¥ÀæPÁgÀ J®è wÃxÀðAPÀgÀgÀÆ 

gÁdgÀÄUÀ¼ÉÃ ªÉÆzÀ®£ÉAiÀÄ wÃxÀAðPÀgÀ£ÀÄ EzÀPÉÌ ºÉÆgÀvÀ®è s̈ÀªÁªÀ½AiÀÄ°è awævÀªÁVgÀÄªÀ 

»A¢£À d£ÀäUÀ¼É®èzÀgÀ°èAiÀÄÆ CªÀ£ÀÄ gÁd£ÁVzÀÝ£ÀÄ. 

D¢¥ÀÄgÁt D¢£ÁxÀ£À ªÉÊgÁUÀåzÀ PÀqÉV£À PÀxÉAiÀiÁzÀgÀÆ CzÀÄ DgÀA s̈ÀUÉÆ¼ÀÄîªÀÅzÉÃ 

¥Àæ̈ sÀÄvÀézÀ ¯Á® Ȩ́AiÉÆA¢UÉ, À̧évÀB D¢£ÁxÀ£É vÀ£Àß ªÉÆzÀ® dAiÀÄªÀªÀÄð ¨sÀªÀzÀ°è ¹AºÀ¥ÀÄgÀzÀ°è 

²æÃµÉÃt ªÀÄvÀÄÛ À̧ÄAzÀjAiÀÄgÉA§ gÁdzÀA¥ÀwUÉ ªÉÆzÀ® ªÀÄUÀ£ÁV d¤¹gÀÄvÁÛ£É. CªÀ£À£ÀÄß 

C£ÀÄ®Që¹ DvÀ£À vÀªÀÄä¤UÉ ¥ÀlÖPÀlÖ¯ÁUÀÄvÀÛzÉ CzÀPÉÌ É̈Ã À̧gÀUÉÆAqÀÄ ªÀÄÄA¢£À d£ÀäzÀ̄ ÁèzÀgÀÆ 

zÉÆgÉAiÀiÁUÀ̈ ÉÃPÉAzÀÄ §AiÀÄ¹ À̧éAiÀÄA¥Àæ̈ sÀ ªÀÄÄ¤UÀ¼À°è f£À¢ÃPÉë vÉUÉzÀÄPÉÆAqÀ£ÀÄ. 

wÃxÀAðPÀgÀ£À PÁ®PÉÌ EzÀÝzÀÄÝ ªÀÄÆgÉÃ ªÀtðUÀ¼ÀÄ PÀëwæAiÀÄ, ªÉÊ±Àå, ±ÀÆzÀæ EzÀgÀ°è 

PÀëwæAiÀÄ£ÉÃ ±ÉæÃµÀ×. ºÁUÁV wÃxÀAðPÀgÀgÉ®ègÀÆ PÀëwæAiÀÄgÀÄ D¢zÉÃªÀ¤UÀÆ ªÀÄÄAZÉ F wæªÀtðUÀ¼À°è  

PÀvÀðªÀåUÀ¼À ºÁUÀÆ PÉÆqÀÄ-PÉÆqÀÄUÉUÀ¼À «µÀAiÀÄzÀ°è UÉÆAzÀ®«vÉÛÉAzÀÄ PÁtÄvÀÛzÉ ºÁUÁV 

¥ÀÅgÀÄzÉÃªÀ£ÀÄ F ªÀÄÆgÀÄ ªÀtðUÀ¼ÀªÀjUÉ ¤¢ðµÀÖ PÉ® À̧ªÀ£ÀÄß ¤AiÀÄ«Ä¹zÀ£ÀÄ. 

“ªÀtð¸ÀAPÀgÀªÀiÁUÀ°ÃAiÀÄzÉ vÀªÀÄä vÀªÀÄä eÁwUÀ¼ÉÆ¼ï £ÀtÄàªÀÄA PÉÆ¼ÉÆÌqÉAiÀÄÄªÀÄA 

¤AiÉÆÃf¹”zÀ£ÀAvÉ. £ÀAvÀgÀzÀ°è ‘¥sÀ¼ÀPÀÄ¸ÀÄªÀÄ ¥ÀæªÁ¼ÀºÀjvÁAPÀÄgÀ gÁfAiÉÆ¼À°è 

fÃªÀ̧ ÀAPÀÄ¼ÀªÀÄ¼ÀªÀ®èzÀÄAlÄ’JA§ ¥ÀæeÉÕAiÀÄ£ÀÄß vÉÆÃjzÀªÀgÀ£ÀÄß ¨ÁæºÀät£ÉAzÀÄ ¨sÀgÀvÀ UÀÄgÀÄw¹zÀ. 

zsÀgÉAiÉÆ¼ï zsÀªÀiÁðxÀð¢A ¤ÃA ¸ÀÈf¬Ä¹ £ÉUÀ¿ÂÝÃ «¥Àæ̧ ÀAvÁ£ÀzÉÆAzÁ 

ZÀgÀtA ¤Ã£ÉAzÀ ¥ÁAV PÀÈvÀAiÀÄÄUÀzÉÆ¼É zÀ̄ ï ¸À®ÄÎ¤£ÀßvÀÛ £ÀµÁÖ 

ZÀgÀtA À̧£ÁäUÀðzÉÆ¼ï ªÀÄZÀÑj¹ PÀ°AiÀÄÄUÁ s̈ÀågÀtåzÉÆ¼ï zÀæªÀå É̄ÆÃ s̈Á 
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vÀÄgÀgÀÄ£ÁäUÉÆÃð¥ÀzÉÃ±ÉÆÃzÀåvÀ ªÀÄwUÀ¼Àw PÀÆægÀ¥Ààgï ¢éd£Àägï|| D.¥ÀÄ. 15. 26 

JAzÀÄ wÃxÀAðPÀgÀ ¨sÀ«µÀå £ÀÄrzÀ. »ÃUÁV ªÀtðUÀ¼À̄ Éè®è PÀëwæAiÀÄªÉÃ ±ÉæÃµÀ× JA§ÄzÀÄ 

eÉÊ£À ¸ÀªÀiÁdzÀ CA±ÀªÁVzÉ. eÉÊ£ÀgÀ°è ªÀtðUÀ¼À̄ É®è PÀëwæAiÀÄªÉÃ ±ÉæÃµÀ× DzÀÄ JAzÀÆ PÉqÀzÀÄ 

JA§ «±Áȩ́ À EzÉ. ªÀtð À̧APÀgÀªÁUÀ®Ä ©qÀzÉÃ ªÀtðªÀåªÀ̧ ÉÜAiÀÄ£ÀÄß AiÀÄxÁgÀÆ¥ÀzÀ°è 

ªÀÄÄAzÀÄªÀgȨ́ ÀÄªÀ ¥ÀæAiÀÄvÀß eÉÊ£À À̧ªÀiÁdzÀ°è £ÀqÉ¢zÀÄÝ ¥ÀA¥À£ÀÄ CzÀ£ÀÄß zÁR°¹zÁÝ£É. eÉÊ£ÀgÀ°è  

zÉÃªÀgÀÄ zÉÊªÀvÀézÀ ¥ÀjPÀ®à£É E®è DzÀgÉ CªÀgÀ°è gÁdgÀ°è wÃxÀAðPÀgÀ CA±À«zÉ JA§ s̈ÁªÀ£É 

EzÉ. 

¥ÀA¥À£À ªÀÄvÉÆÛAzÀÄ PÁªÀå «PÀæªÀiÁdÄð£À «dAiÀÄ, vÀ£Àß PÁªÀåPÉÌ PÉÆlÖ ²Ã¶ðPÉAiÉÄÃ 

«PÀæªÀiÁdÄð£À «dAiÀÄ EzÀgÀ̄ ÉèÃ ¥Àæ̈ sÀÄvÀézÀ ¤®ÄªÀÅ PÁtÄvÀÛzÉ. «PÀæªÀiÁdÄð£À «dAiÀÄ 

¥ÀæeÁÕ¥ÀÇªÀðPÀªÁV gÁdvÀézÀ ªÉÊ¨sÀ«ÃPÀgÀt ªÀÄvÀÄÛ ‘«ÃgÀ̈ sÉÆÃeÁåªÀ̧ ÀÄAzsÀgÁ’ JA§ gÁdgÀ 

DzÀ±Àð ¤gÀÆ¥ÀuÉUÉ «ÄÃ¸À̄ ÁVzÉ. ‘«ÃgÀAiÀÄÄUÀ’ J¤¹PÉÆ¼Àî®Ä DV£À ¸ÁªÀiÁædå±Á» DPÁAPÉëUÉ 

¸ÁzsÀ£ÀªÁzÀ AiÀÄÄzÀÞzÀ §UÉV£À ªÀÄ£ÉÆÃ¨sÁªÀ EªÀÅUÀ¼À PÀÄjvÁzÀ ªÀiÁ»wAiÉÄÃ vÀÄA©zÉ. 

«PÀæªÀiÁdÄð£À «dAiÀÄzÀ DgÀA¨sÀzÀ ¥ÀzÀåUÀ¼À£ÀÄß UÀªÀÄ¤ À̧ÄªÀÅzÁgÉ10¥ÁæxÀð£Á ¥ÀzÀåzÀ°è 

PÀæªÀÄªÁV £ÁgÁAiÀÄt, ªÀÄºÉÃ±ÀégÀ, ªÀiÁvÁAðqÀ ºÁUÀÆ ªÀÄ£ÉÆÃdgÀ£ÀÄß ¸ÀÄÛw¹ CªÀjAzÀ̄ ÉÃ 

CjPÉÃ À̧jAiÀÄ À̧ÄÛwAiÀÄ£ÀÄß ªÀiÁr¹zÁÝ£É C®èzÉÃ CªÀgÉ®èjVAvÀ®Æ CjPÉÃ À̧jAiÉÄÃ «ÄV®Ä 

JA§AvÉ ªÀtÂð¹zÁÝ£É.  F ¥ÀzÀåUÀ¼À°è £ÀqÉ¢gÀÄªÀÅzÀÄ zÉÃªÀvÉUÀ¼À ¸ÀÄÛwAiÀÄ®è CjPÉÃ À̧jAiÀÄ ¸ÀÄÛw.  

ªÉÆzÀ® ¥ÀzÀåzÀ°è £ÁgÁAiÀÄt¤VAvÀ «ÄV¯ÁzÀ “GzÁvÀÛ £ÁgÁAiÀÄt£ÁzÀ 

zÉÃªÀ£ÉªÀÄVÃUÀjPÉÃ À̧j ¸ËRåPÉÆÃnAiÀÄA” JAzÀÆ; JgÀqÀ£ÉAiÀÄzÀgÀ°è “GzÁgÀ ªÀÄºÉÃ±ÀégÀ¤ÃUÉ 

¨sÉÆÃUÀªÀÄA” JAzÀÆ; ªÀÄÆgÀ£ÉAiÀÄzÀgÀgÀ°è “¥ÀæZÀAqÀ ªÀiÁvÁðAqÀ£À®ZÀÄðUÉ£Àß 

ºÀÈzÀAiÀiÁA§ÄdªÀÄA ¤d ªÁYäjÃa¬ÄA” JAzÀÆ; £Á®Ì£ÉAiÀÄzÀgÀ°è “ ¸ÀºÀdªÀÄ£ÉÆÃd£ÉªÀÄVÃUÉ 

«avÀæ gÀvÉÆÃvÀìªÀAUÀ¼ÀA” JAzÀÄ ¥ÀA¥À ¥Áæyð¹zÁÝ£É. zÉÃªÀgÀÄ £ÁgÀAiÀÄt£ÁzÀgÉ vÀ£Àß MqÉAiÀÄ 

‘GzÁvÀÛ £ÁgÁAiÀÄt’; zÉÃªÀgÀÄ ªÀÄºÉÃ±ÀégÀ£ÁzÀgÉ, vÀ£Àß ¥Àæ̈ sÀÄ ‘GzÁgÀ ªÀÄºÉÃ±ÀégÀ’; zÉÃªÀgÀÄ 

ZÀAqÀ«gÉÆÃ¢üAiÀiÁzÀgÉ vÀ£Àß AiÀÄdªÀiÁ£À ‘¥ÀæZÀAqÀ ªÀiÁvÁðAqÀ’; ºÁUÉ DvÀ ªÀÄ£ÉÆÃd£ÁzÀgÉ 

CjPÉÃ À̧j ‘ À̧ºÀdªÀÄ£ÉÆÃd’ JAzÀÄ zÉÃªÀjVAvÀ®Æ vÀ£Àß D±ÀæAiÀÄzÁvÀ£ÉÃ «ÄV®Ä JAzÀÄ 

gÁd£À£ÀÄß zÉÊªÀvÀéQÌAvÀ «ÄV¯ÁV gÀÆ¦ À̧ÄªÀ ªÀÄ£ÉÆÃzsÀªÀÄð ¥ÀA¥À£À°èzÉ. 

¥ÀA¥À vÀ£Àß PÀÈwAiÀÄ°è ºÉÃ¼ÀÄwÛgÀÄªÀ ªÀiË®åUÀ¼ÀÆ ¸ÀºÀ ¥Àæ̈ sÀÄvÀézÀ°è PÁtÄªÀ ªÀiË®åUÀ¼ÉÃ 

DVªÉ 

ZÀ®zÉÆ¼ï zÀÄAiÉÆÃðzsÀ£ÀA £À¤ßAiÉÆ½£ÀvÀ£ÀAiÀÄA UÀAr£ÉÆ¼ï ©üÃªÀÄ Ȩ́Ã£ÀA 

§®zÉÆ¼ï ªÀÄzÉæÃ±À£ÀvÀÄå£ÀßwAiÉÆ¼ÀªÀÄgÀ¹AzsÀÆzÀãªÀA ZÁ¥À«zÁå 

§®zÉÆ¼ï PÀÄA s̈ÉÆÃzÀãªÀA ¸ÁºÀ̧ ÀzÀ ªÀÄ»ªÉÄAiÉÆ¼ï ¥sÀ®ÄÎtA zsÀªÀÄðzÉÆ¼ï ¤ 

                                                             
10 «PÀæªÀiÁdÄð£À «dAiÀÄ, 1-1,2,3,4 
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ªÀÄð® avÀÛA zsÀªÀÄð¥ÀÄvÀæA «ÄV°ªÀUÀð½¤Ã ¨sÁgÀvÀA É̄ÆÃPÀ¥ÀÆdåA||11 

 

¯ÉÆÃPÀ¥ÀÇdå ªÀiÁrgÀÄªÀ ¥ÁvÀæUÀ¼ÀÄ EªÀÅ. MAzÉÆAzÀÄ UÀÄtzÀ ¥ÀæwÃPÀUÀ¼ÁVªÉ bÀ®, £À¤ß, 

UÀAqÀÄ, §®, CvÀÄå£Àßw, ZÁ¥À «zÁå§®, ¸ÁºÀ̧ À, ¤ªÀÄð® avÀÛ EªÀÅUÀ¼À£ÀÄß ¥Àæw¤¢ü̧ ÀÄªÀ 

¥ÁvÀæUÀ¼ÉÃ PÉÆ£ÉAiÀÄªÀgÉUÀÆ D ªÀiË®åUÀ¼ÁV §zÀÄQzÀªÀÅ J®ègÀÆ vÀªÀÄä «²µÀÖ UÀÄtUÀ¼À£ÀÄß 

ªÉÄgÉzÀzÀÄÝ AiÀÄÄzÀÞ s̈ÀÆ«ÄAiÀÄ°èAiÉÄÃ ºÁUÁV F J®è ¥ÁvÀæUÀ¼À NgÉUÀ®Äè G½zÀAvÉ §zÀÄQ£À 

§UÉAiÀÄ®è É̄ÆÃPÀ ¥ÀÇdåªÁUÀÄªÀ UÀÄtUÀ¼É®èªÀÇ AiÀÄÄzÀÞ ¸ÀA§A¢ü UÀÄtUÀ¼ÀÄ, gÁdgÀ ¥ÀgÀªÁzÀ 

ªÀiË®åUÀ¼ÀÄ ¥ÀA¥À F ªÀiË®åUÀ½AzÀ §zÀÄPÀÄ ªÀiË°PÀªÁUÀÄvÀÛzÉ JAzÀÄ CzÀjAzÀ ¯ÉÆÃPÀ 

¥ÀÇfvÀªÁUÀÄvÀÛzÉ JAzÀÄ zsÀ¤¸ÀÄwÛzÁÝ£É.12 

PÁªÀåzÀ°èAiÀÄÆ ¸ÀºÀ ¥ÀA¥À EAvÀºÀ UÀÄtUÀ¼ÀÄ gÁdvÀézÀ À̧APÉÃvÀªÉA§AvÉ awæ¹zÁÝ£É. 

¸ÁªÀiÁ£ÀåªÀUÀðzÀ ¥Àæw¤¢üAiÀiÁzÀ PÀtð£À£ÉßÃ ¥ÀA¥À F gÁdvÀézÀ ¥ÀæwÃPÀUÀ½UÉ 

M¼ÀUÀÄªÀiÁrgÀÄªÀÅzÀÄ D±ÀÑAiÀÄðPÀgÀ À̧AUÀwAiÀiÁVzÉ. 

PÀÄAwAiÀÄÄ PÀtð£À£ÀÄß ¨sÉÃnªÀiÁr ªÀÄUÀ£ÉAzÀÄ PÀgÉzÀ ¸ÀAzÀ̈ sÀðzÀ ªÀiÁvÀÄ »ÃVzÉ. 

ZÀ®ªÀÄÄA ZÁUÀªÀÄÄªÀÄ¼ÀªÀÅA 

PÀ°vÀ£ÀªÀÄÄA PÀÄ®ªÀÄÄ«ÄÃUÀ¼É£ÀßAiÀÄ ªÉÄAiÉÆå¼ï 

£É®¹zÀÄªÀÅ ¤ªÀÄä PÀgÀÄuÁ  

§®¢A ¤ÃªÉ£Àß¤AzÀÄ ªÀÄUÀ£ÉAzÀÄzÀ¾ÂA|| «.«.9-80  

¥ÀA¥À vÀ£Àß PÁ®zÀ gÁdgÀ DzÀ±ÀðgÀÆ¥ÀªÀ£ÀÄß À̧ºÀ ¤ÃrzÁÝ£É. 

MwÛvÀ¾ÄA© ¤AzÀ j¥ÀÄ ¨sÀÆd£À̧ ÀªÀiÁdzÀ É̈ÃUÀð¼ÀA £À̈ sÀ 

PÉÌvÀÛzÉ §AzÀÄ vÀ£Àß ªÀÄ¾õÉªÉÇPÉÆÌqÉ PÁAiÀÄzÉ ZÁUÀzÀÆ½à£À 

ZÉÆÑvÀÛzÉ ªÀiÁtÄÝ ¨Á¿é¥ÀÄ¿ÂªÁ£À̧ À£ÉA§eÁAqÀªÉÄA§ÄzÉÆA 

zÀwÛAiÀÄ ¥ÀuÉÆÚ½¥Àð ¥ÀÄ¿ÄªÀ®èzÉ ªÀiÁ£À̧ À£ÉÃ ªÀÄÄgÁAvÀPÀ|| «.«. 5.75 

±ÀvÀÄæUÀ¼À ¨ÉÃgÀÄQvÀÄÛ, ªÉÆgÉºÉÆPÀÌªÀgÀ£ÀÄß gÀQë¹, vÁåUÀPÉÌ £É̄ ÉAiÀiÁUÀzÀªÀ£À ¨Á¼ÀÄ CwÛAiÀÄ 

ºÀtÂÚ£À°ègÀÄªÀ ºÀÄ¼ÀÄJAzÀÄ gÁd£À UÀÄt®PÀët ºÉÃVgÀ̈ ÉÃPÉAzÀÄ PÉÃ½zÁÝ£É. 

ºÀvÀÛ£É ±ÀvÀªÀiÁ£ÀzÀ CUÀvÀåvÉ ºÁUÀÆ CA¢£À ªÀiË®åªÁVzÀÝ AiÀÄÄzÀÞPÉÌ ¸ÉÊ¤PÀgÀ£ÀÄß ¸ÀzÁ 

¹zÀÝ ¥Àr¸ÀÄªÀÅzÀÄ ¥Àæ̈ sÀÄvÀé Cw CUÀvÀåvÉUÀ¼À°è MAzÁVvÀÄÛ “ªÀiÁ£À̧ ÀgÉÃ¤£ÀÆßgÀÄ ªÀµÀðªÀÄA 

§¼ÀÝ¥ÀgÉÃ” JAzÀÄ ªÀÄ£ÀÄµÀå JA¢zÀÝgÀÆ ¸ÁAiÀÄ¯ÉÃ¨ÉÃPÀÄ DzÀÝjAzÀ “MqÀ®ÄA ¥ÁætªÉÄA©ªÀÅ 

QqÀ̄ ÁzÀªÀÅ d À̧ªÉÆAzÉ QqÀzÀÄ”  JA§ DªÉÃ±ÀªÀ£ÀÄß CªÀjUÉ vÀÄA§ÄªÀ CzÀQÌAvÀ®Æ «ÄV¯ÁV 

                                                             
11 ¥ÀA¥À s̈ÁgÀvÀ 14.64 
12 ¦.«.J£ï. ¥ÀA¥À PÁªÀå¸ÁgÀ. ¥ÀÄ. 271 
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“£Á¼É ¥ÉÆÃV ¢«eÁAUÀ£ÉAiÀÄgÀ°è Ȩ́ÃgÀÄªÀÅzÀÄ” F jÃwAiÀÄ PÀ®à£ÉUÀ¼À ªÀÄÆ®PÀ d£ÀgÀ£ÀÄß 

AiÀÄÄzÀÞzÀ°è ¥Á É̄ÆÎ¼ÀÄîªÀAvÉ ¥ÉæÃgÉÃ¦ À̧ÄªÀ ªÀåªÀ̧ ÉÜAiÀÄÆ ¥Àæ̈ sÀÄvÀé¢AzÀ̄ ÉÃ ¥ÉæÃgÉÃ¦vÀªÁVvÀÄÛ. 

‘fvÉÃ£À ® s̈ÀåvÉÃ ®QëöäÃ’ JA§ÄzÀ£ÀÄß PÀ«UÀ¼ÀÄ vÀªÀÄä PÁªÀåzÀ° ªÉÊ¨sÀ«PÀj¹zÀÝgÀÄ ¥ÀA¥À£ÀÄ 

PÀÆqÀ EzÀPÉÌ ºÉÆgÀvÀ®è vÀ£Àß PÁªÀåzÀ°è CzsÀðzÀµÀÄÖ AiÀÄÄzÀÞzÀ ªÀtð£ÉUÀ¼À£ÀÄß ªÀiÁrzÁÝ£É. 

“gÀtzÉÆ¼ï UÉ̄ ÁÝfAiÀÄA vÀ¼ÀÄÛ À̧AUÀgÀzÉÆ¼ï eÉÆÃ¼ÀzÀ ¥Á¿ÂAiÀÄA £ÉgÀ¦zÀA UÀAqÀA ¥É¾A 

UÀAqÀ£É”- eÉÆÃ¼ÀzÀ ¥Á½AiÀÄ£ÀÄß wÃj¹zÀªÀ£ÉÃ ±ÀÆgÀ, É̈ÃgÉAiÀÄªÀgÀÄ ±ÀÆgÀgÀ®è JA§ £ÀA©PÉ 

¥ÀA¥À£À PÁ®zÀ°è §ºÀ¼À UËgÀªÀ ¥ÀqÉ¢vÀÄÛ. 

¥Àæ̈ sÀÄvÀézÀ CAPÉUÉ À̧évÀB ¥ÀA¥À£ÉÃ M¼ÀUÁVzÀÄÝ CzÀ£ÀÄß »ÃUÉ «ªÀj¹zÁÝ£É. 

PÀ«vÉ £ÉUÀ¿õÉÛAiÀÄA ¤¾Â̧ É eÉÆÃ¼ÀzÀ ¥Á¿Â ¤eÁ¢ü£ÁxÀ£Á 

ºÀªÀzÉÆ¼ÀgÁw£ÁAiÀÄPÀgÀ ¥ÀlÖ£É ¥Á¾Â̧ É ¸ÀAzÀ ¥ÉA¥ÀÄ ¨sÀÆ 

¨sÀÄªÀ£ÀzÉÆ¼ÁUÀ¼ÀÄA É̈¼ÀÉUÉ «ÄPÀÌ©üªÀiÁ£ÀzÀ ªÀiÁvÀÄ QÃwðAiÀÄA  

«ªÀj¸É ¸ÀAzÀ£ÉÃA PÀ°AiÉÆÃ À̧vÀÌ«AiÉÆÃ PÀ«vÁUÀÄuÁtðªÀA|| «.«. 14.50 

F ¥ÀzÀåzÀ°è ¥ÀA¥À vÀ£Àß PÁªÀåzÀ AiÀÄ±À̧ ÀÄì, vÀ£Àß AiÀÄ±À̧ ÀÄì vÀ£Àß D±ÀæAiÀÄzÁvÀ£À C£ÀßzÀ 

IÄt¢AzÀ̄ ÉÃ ¸Á¢üvÀªÁ¬ÄvÉAzÀÄ ºÉÃ½gÀÄªÀ°è ¥Àæw s̈ÉUÀÆ EgÀÄªÀ ¥Àæ̈ sÀÄvÀézÀ CªÀ±ÀåPÀvÉAiÀÄ£ÀÄß 

¥ÀA¥À M¦àPÉÆArzÁÝ£É. 

¥ÀA¥À £ÀªÀÄUÉ ªÀÄÄRåªÁUÀÄªÀÅzÀÄ DvÀ ¥Àæw¥Á¢¹zÀ ¥Àæ̈ sÀÄvÀézÀ ¥ÀgÀªÁzÀ ¤®ÄªÀÅUÀ½AzÀ 

C®è ¥Àæ̈ sÀÄvÀé eÉÆvÉVzÀÄÝPÉÆAqÉ CzÀPÉÌ DvÀ MnÖzÀ ¥ÀæwgÉÆÃzsÀ¢AzÀ. CªÀ£À JgÀqÀÆ PÁªÀåUÀ¼ÀÆ 

gÁdvÀéªÀ£ÀÄß ¥Àæw¥Á¢¹zÀÝgÀÆ CzÀgÀ MqÀ̄ ÉÆ¼ÀUÉ CzÀ£ÀÄß £ÀAiÀÄªÁV ¢üPÀÌj À̧ÄªÀ ªÀÄ£ÉÆÃzsÀªÀÄð 

¥ÀA¥À£ÀzÀÄÝ. “gÁd£À §UÉV£À ªÁå¥ÁgÀ ¨sÀQÛ eÁUÀÈvÀ£É̄ ÉAiÀÄ°è ¥ÀA¥À£À£ÀÄß DªÀj¹zÀÝgÀÆ M¼ÀV£À 

ªÀiÁ£À«ÃAiÀÄ ¥ÁvÁ½AiÀÄ C£ÀÄPÀA¥À CªÀ£À° ¸ÁwÛ÷éPÀ PÉÆæÃzsÀªÀ£ÀÄß 

GAlÄªÀiÁqÀÄªÀAvÁUÀÄvÀÛzÉ.”13 

¨ÁºÀÄ§°AiÀÄÄ ZÀPÁæ¢ü¥ÀwAiÀiÁUÀÄªÀ CªÀPÁ±ÀªÀ£ÀÄß ¤gÁPÀj À̧ÄvÁÛ£É. C°èAiÀÄ ªÀgÉUÀÆ 

DvÀ£À°èzÀÝ s̈ÁªÀªÀÅ ªÀiÁAiÀÄªÁV gÁeÁå¢üPÁgÀzÀ §UÉÎ «gÀQÛ GAmÁV “ Ȩ́ÆÃzÀgÀgÉÆ¼ï 

¸ÉÆÃzÀzÀgÀªÀÄ PÁ¢ À̧ÄªÀÅzÀÄ À̧ÄvÀ£ÀA vÀAzÉAiÉÆ¼ï ©qÀzÀÄvÁà¢ À̧ÄªÀÅzÀÄ PÉÆÃ¥ÀªÀÄ£ï” J£ÀÄßvÁÛ£É. 

¥ÀA¥À£À PÁ®zÀ PÀ£ÀßqÀ £ÁqÀÄ wÃªÀæ vÀ®ètUÀ¼À£ÀÄß C£ÀÄ¨sÀ« À̧ÄwÛvÀÄÛ. eÁw ªÀÄvÀÄÛ AiÀÄÄzÀÞ 

FªÉgÀqÀ£ÀÄß «PÀæªÀiÁdÄð£À «dAiÀÄ vÀ£Àß MqÀ®°è ºÀÄzÀÄV¹PÉÆArzÉ. ±À®å£À ‘¥ÉÆzÀ¼ÀÄÝ 

¥À«ðzÀ«ªÉÃPÀvÉ¬ÄA £ÀÈ¥ÀavÀÛªÀÈwÛ À̧AZÀ®A CzÀ¾ÂAzÀªÉÆÃ®V¹ ¨Á¼ÀÄézÉ PÀµÀÖ«Ä¼Á¢ü£ÁxÀgÀA’ 

JA§ ±À®å£À ªÀiÁvÀÄUÀ¼ÀÄ d£ÀvÉAiÀÄÄ gÁdvÀézÀ §UÉÎ ºÉÆA¢zÀ DPÉÆæÃ±ÀªÉÃ DVzÉ. C±ÀévÁÜªÀÄ£ÀÄ 

ºÉÃ¼ÀÄªÀ ‘¤dzÉÆ¼É s̈ÀÆ¥ÀgÉA§gÀ«ªÉÃQUÀ¼À¥Ààgï’ JA§ ªÀiÁvÀÄ gÁdgÀ C«ªÉÃPÀ C¢üPÁgÀ 

zÁæµÀÖöåvÉAiÀÄ PÀÄjvÀ ªÀiÁvÀÄUÀ¼ÉÃ DVªÉ. 

                                                             
13 ¦.«.J£ï. 
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«PÀæªÀiÁdÄð£À «dAiÀÄzÀ°è PÀtð zÀÄAiÉÆÃðzsÀ£ÀgÀÄ ºÉÆ À̧ ºÀÄlÖ£Àß ¥ÀqÉ¢gÀÄªÀÅzÀ£ÀÄß 

UÀªÀÄ¤¹zÀgÉ F PÀÄjvÀ ºÉÆ À̧aAvÀ£É ¥ÀA¥À¤AzÀ̄ ÉÃ ªÉÆzÀ®Ä ¸ÁzsÀåªÁ¬ÄvÀÄ, ¥ÀA¥À£ÉÃ 

ªÀÄºÁ s̈ÁgÀvÀzÀ ªÉÆzÀ® PÀ£ÀßqÀzÀ «ªÀÄ±ÀðPÀ.  

¥ÀA¥À vÀ£Àß PÁªÀåzÀ°è vÀA¢gÀÄªÀ £ÁAiÀÄPÀ-¥Àæw£ÁAiÀÄPÀ PÀ®à£ÉAiÀÄÄ ¥Àæ̈ sÀÄvÀéPÉÌ ¥ÀgÉÆÃPÀëªÁzÀ 

¤®ÄªÉÃ DVzÉ. PÉÃªÀ® £ÁAiÀÄPÀ ªÀiÁvÀæ GzÁvÀÛ UÀÄtUÀ¼À£ÀÄß ºÉÆA¢gÀÄªÀÅ¢®è DvÀ¤VAvÀ®Æ 

±ÉæÃµÀ× ªÀåQÛvÀé G¼Àî ¥ÁvÀæUÀ¼ÀÄ PÁªÀåzÀ°è EgÀÄvÀÛªÉ JA§ÄzÀÄ £ÁAiÀÄPÀ£ÉÃ À̧ªÀð±ÉæÃµÀ× JA§ 

¥ÀjPÀ®à£ÉUÉ ¥ÀæwgÉÆÃzsÀzÀ CA±ÀªÁVzÉ. 

¸ÀévÀB ¥ÀA¥À£ÉÃ vÀ£Àß D±ÀæAiÀÄzÁvÀ£À£ÀÄß £ÁAiÀÄPÀ£À£ÁßV ªÀiÁr, DvÀ£À «dAiÀÄªÀ£ÉßÃ 

ªÀÄÄRåªÁV ºÉÃ¼À®Ä ¤±ÀÑ¬Ä¹zÀÝgÀÆ ¸ÀºÀ ¥Àæ̈ sÀÄvÀé CAPÉAiÀÄ£ÀÄß «ÄÃj PÉÆ£ÉUÉ PÀtð£À UÀÄtPÉÌ 

ªÉÄaÑ vÀ£Àß PÁªÀåzÀ°è £É£ÉAiÀÄ É̈ÃPÁzÀ ¥ÁvÀæ JAzÀgÉ CzÀÄ PÀtð£ÉÃ vÀ£Àß ErÃ vÀ£Àß PÁªÀåªÀÅ 

PÀtðgÀ̧ ÁAiÀÄ£ÀªÁVzÉ JAzÀÄ GzÁÎgÀªÉwÛzÁÝ£É. 

£É£ÀAiÀÄ¢gÀtÚ s̈ÁgÀvÀzÉÆ½A ¥É¾gÁgÀÄªÀÄ£ÉÆAzÉ avÀÛ¢A 

£É£ÉªÉÇqÉ PÀtð£ÀA £É£ÉAiÀÄ PÀtð£ÉÆ¼Ágï zÉÆgÉ PÀtð£ÉÃ¾Ä PÀ 

tð£À PÀqÀÄ£À¤ß PÀtð£À¼ÀªÀAPÀzÀ PÀtð£À ZÁUÀªÉÄAzÀÄ PÀ 

tð£À ¥ÀqÉªÀiÁw£ÉÆ¼ï ¥ÀÄ¢zÀÄ PÀtð gÀ̧ ÁAiÀÄ£ÀªÀÄ É̄Û ¨sÁgÀvÀA|| «.«.12-217. 

C®èzÉÃ ErÃ PÁªÀåzÀ £ÁAiÀÄPÀ ¥ÁvÀæ ªÀÄÄRåªÁUÀ É̈ÃPÁzÀÄzÀÄ, ErÃ PÁªÀåzÀ°è CdÄð£À£À 

¥ÀgÁPÀæªÀÄªÀ£ÉßÃ ªÀtÂð¹zÀÝgÀÆ PÉÆ£ÉUÉ PÉÃªÀ® CdÄð£À¤AzÀ ªÀiÁvÀæªÀ®è £À£Àß PÁªÀåªÀÅ ¯ÉÆÃPÀ 

¥ÀÆdåªÁUÀÄªÀÅzÀÄ CzÀÄ zÀÄgÉÆåÃzsÀ£À PÀtð ±À®å ©üÃµÀä zÉÆæÃt zsÀªÀÄðgÁAiÀÄ ©üÃªÀÄ EªÀjAzÀ 

JAzÀÄ vÀ£Àß KPÀ £ÁAiÀÄPÀ PÀ®à£ÉUÉ ¥ÉlÄÖPÉÆnÖzÁÝ£É.   

¥ÀA¥À£ÀÄ vÀ£Àß PÁªÀåzÀ°è vÀ£Àß PÁ®zÀ vÀ®ètUÀ¼À£ÀÄß M¼ÀUÉÆAqÀÄ ¤dªÁzÀ d£ÀªÀiÁ£À̧ ÀzÀ 

D¼ÀzÀ°è£À C¤¹PÉUÀ¼À£ÀÄß ºÀÄzÀÄV¹zÁÝ£É CzÀ£ÉßÃ ¥ÀA¥À£À À̧ªÀÄ¸ÀÛ ¨sÁgÀvÀ ¥ÀjPÀ®à£ÉAiÀiÁVzÉ. 

«PÀæªÀiÁdÄð£À «dAiÀÄªÀÅ vÀ£Àß PÁ®zÀ ¸ÁªÀiÁfPÀ £ÀA©PÉUÀ¼ÀÄ ªÁ¸ÀÛªÀUÀ¼À CªÀÅUÀ¼À ¸ÀégÀÆ¥ÀzÀ 

«ªÀgÀUÀ¼À £ÀqÀÄªÉ MqÀ̄ Á¼ÀzÀ ¸ÀAªÉÃzÀ£ÉAiÀÄ£ÀÄß M¼ÀUÉÆArzÉ. 

¥Àæ̈ sÀÄvÀézÀ ªÀiË®åUÀ½UÉ §° ©Ã¼ÀzÉ ¥ÀA¥À vÀ£Àß ¢lÖªÁzÀ gÁdvÀé ¥ÀgÀªÁzÀ ¤®Ä«£À 

»£Éß¯ÉAiÀÄ°èAiÀÄÆ CzÀ£ÀÄß «ÄÃj ªÀiÁvÀ£ÁrzÁÝ£É.14 PÀ« vÀ£Àß PÁ®zÀ ªÁ¸ÀÛ«PÀvÉAiÀÄ£ÀÄß 

awæ̧ ÀÄvÀÛ¯ÉÃ ¸ÁªÀðwðPÀªÁzÀ ªÀiË°PÀªÁzÀzÀ£ÀÄß JwÛ »rAiÀÄÄvÁÛ£É.  

  

                                                             
14 ¦.«.J£ï, ¥ÀA¥À PÁªÀå¸ÁgÀ.¥ÀÄ. 273 
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Abstract: 

 §¸ÀªÀgÁd PÀnÖÃªÀÄ¤AiÀÄªÀgÀÄ ¥ÀæUÀw²Ã® ¸Á»vÀå WÀlÖzÀ NªÀð ªÀÄºÀvÀÛgÀÀ 

¯ÉÃRPÀgÁVzÁÝgÉ. PÀnÖÃªÀÄ¤AiÀÄªÀgÀÄ vÀªÀÄä PÁzÀA§jUÀ¼À°è ¹ÛçÃAiÀÄgÀÄ ªÀÄvÀÄÛ ±ÉÆÃµÀuÉUÉ 

M¼À¥ÀlÖªÀgÀ PÀÄjvÀÄ «¸ÁÛgÀªÁV awæ¹zÁÝgÉ. PÀnÖÃªÀÄ¤AiÀÄªÀgÀ ªÀ̧ ÀÄÛ «µÀAiÀÄzÀ DAiÉÄÌ J¯Áè 

PÁ®PÀÆÌ C£Àé¬Ä¸ÀÄªÀAvÀºÀzÀÄÝ. CAvÀºÀ PÁzÀA§jUÀ¼À°è ¸ÁªÀiÁfPÀ PÁzÀA§jAiÀiÁzÀ ©Ã¢AiÀÄ°è 

©zÀÝªÀ¼ÀÄ ¥ÀæªÀÄÄRªÁzÀzÀÄÝ. PÀnÖÃªÀÄ¤AiÀÄªÀgÀ §ºÀÄvÉÃPÀ PÁzÀA§jUÀ¼À GzÉÝÃ±À ¸ÀªÀiÁdzÀ 

¸ÀªÀÄ Ȩ́åUÀ¼À£ÀÄß awæ̧ ÀÄªÀÅzÀÄ. ©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ PÁzÀA§jAiÀÄ ªÀÄÆ®PÀ À̧ªÀiÁdzÀ CªÀåªÀ̧ ÉÜAiÀÄ, 

vÉgÀ À̧ªÀÄ¸ÉåAiÀÄ£ÀÄß, H½UÀªÀiÁ£Àå ªÀåªÀ̧ ÉÜAiÀÄ PÀgÁ¼À ªÀÄÄRªÀ£ÀÄß, £ÀUÀgÀ ªÀåªÀ̧ ÉÜAiÀÄ avÀætªÀ£ÀÄß 

PÁzÀA§jAiÀÄ ¥ÁvÀæUÀ¼À ªÀÄÆ®PÀ awæ̧ À̄ ÁVzÉ. ºÉuÉÆÚ§â¼ÀÄ ªÉÃ±ÉåAiÀiÁUÀ®Ä PÁgÀtªÁUÀÄªÀ 

¸ÁªÀiÁfPÀ ªÀåªÀ̧ ÉÜAiÀÄ ºÀ®ªÀÅ ªÀÄÄRUÀ¼À£ÀÄß §AiÀÄ®Ä ªÀiÁqÀÄªÀ ¥ÀæAiÀÄvÀß ªÀiÁrzÁÝgÉ. ¸ÁªÀiÁfPÀ 

§zÀÄQ£À°è ¥ÀÅgÀÄµÀjVAvÀ ºÉtÄÚ ºÉÃUÉ PËæAiÀÄð, zËdð£ÀåPÉÌ M¼À¥ÀnÖzÁÝ¼É JA§ « À̧ÛøvÀ «ªÀgÀuÉ 

F PÁzÀA§jAiÀÄ°èzÉ. 

Key Words: §¸ÀªÀgÁd PÀnÖÃªÀÄ¤, ¥ÀæUÀw²Ã® ¸Á»vÀå, ©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ, AiÀÄªÀÄÄ£Á, gÁªÀÄ,  

gÀÄzÀæ¥ÀàUËqÀ, ¹zÀÞgÁAiÀÄ¥Àà 

 

§¸ÀªÀgÁd PÀnÖÃªÀÄ¤AiÀÄªÀgÀÄ ¥ÀæUÀw²Ã® ¸Á»vÀå WÀlÖzÀ NªÀð ªÀÄºÀvÀÛgÀÀ 

¯ÉÃRPÀgÁVzÁÝgÉ. £ÀªÉÇÃzÀAiÀÄ ¸Á»vÀåzÀ £ÀAvÀgÀ §AzÀ ¥ÀæUÀw²Ã® ¸Á»vÀåªÀÅ ¸ÀÄªÀiÁgÀÄ 10 

jAzÀ 12 ªÀµÀðUÀ¼À PÁ® ¸ÁªÀiÁfPÀ À̧ªÀÄ¸ÉåUÀ¼À, ¸ÀévÀAvÀæ ¥ÀÇªÀð ªÀÄvÀÄÛ ¸ÀévÀAvÀæ £ÀAvÀgÀzÀ 

§ºÀÄvÉÃPÀ PÀxÉ, PÁzÀA§jUÀ¼À£ÀÄß PÉÆqÀÄUÉAiÀiÁV ¤ÃqÀÄªÀ°è AiÀÄ±À¹éAiÀiÁVzÉ. ªÀZÀ£À ¸Á»vÀåzÀ 

£ÀAvÀgÀ ºÉÆÃgÁl ªÀÄvÀÄÛ §AqÁAiÀÄzÀ À̧égÀÆ¥ÀUÀ¼À£ÀÄß £ÁªÀÅ ¥ÀæUÀw²Ã®gÀ°è PÁt§ºÀÄzÀÄ. F 

PÁ®WÀlÖªÀÅ C£ÉÃPÀ ¸ÀºÀÈzÀ¬Ä-NzÀÄUÀgÀ£ÀÄß ¸ÀÈ¶Ö¹vÀÄÛ. C. £À.PÀÈ, ¤gÀAd£À, vÀ.gÁ. À̧Ä, s̈ÁgÀwÃ¸ÀÄvÀ, 

wæªÉÃtÂ, C£ÀÄ¥ÀªÀiÁ ¤gÀAd£À, ZÀzÀÄgÀAUÀgÀAvÀºÀ ªÀÄºÀvÀézÀ ¯ÉÃRPÀgÀÄ ¥ÀæUÀw²Ã® ¸Á»vÀåzÀ 

¥ÀAxÀzÀªÀgÁVzÀÝgÀÄ.  
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18-19£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ°è ¥Á²ÑªÀiÁvÀå gÁµÀÖçUÀ¼À°è £ÀqÉzÀ ¥ÉÇæÃUÉæ¹ìªï °lgÉÃZÀgï£À 

gÀÆ¥ÀªÉÃ ¥ÀæUÀw²Ã® ¸Á»vÀåªÁVzÉ. LgÉÆÃ¥Àå gÁµÀÖçUÀ¼À°è CzÀgÀ®Æè ¥ÀæªÀÄÄRªÁV gÀµÁåzÀ 

¸Á»vÀå ¥Àæ¥ÀAZÀzÀ°è ¥ÀæUÀw²Ã® ¸Á»vÀåªÉÃ CvÀåAvÀ ¥ÀæªÀÄÄR WÀlÖªÁVzÉ. F ¸Á»vÀåPÉÌ ªÀiÁåQìA 

UÁQð, gÉÆÃªÀÄgÉÆÃ®, ºÉ¤æ ¨Á¨ÉÆðzÀ ªÉÆzÀ̄ ÁzÀªÀgÀÄ PÉÆqÀÄUÉ ¤ÃrzÁÝgÉ. ¸ÀdÓzï eÁ»Ãgï, 

ªÀÄÄ¯ïÌgÁeï D£ÀAzï, PÉ.J.C¨Áâ̧ ï ªÉÆzÀ̄ ÁzÀªÀgÀÄ s̈ÁgÀvÀzÀ°è ¥ÀæUÀw²Ã® ¸Á»vÀåªÀ£ÀÄß 

¥ÀjZÀ¬Ä¹zÀgÀÄ. ¥ÀæUÀw²Ã® ¯ÉÃRPÀgÀ ¥ÀæxÀªÀÄ C¢üªÉÃ±À£À ®PÉÆßÃzÀ°è 1936gÀ°è 

¥ÉæÃªÀiïZÀAzïgÀªÀgÀ CzsÀåPÀëvÉAiÀÄ°è dgÀÄVvÀÄÛ. ªÀÄÄAzÉ EzÀÄ PÀ£ÁðlPÀzÀ°è C.£À.PÀÈ CªÀgÀ 

CzsÀåPÀëvÉAiÀÄ°è ‘PÀ£ÁðlPÀ ¥ÀæUÀw²Ã® ¯ÉÃRPÀgÀ ¸ÀAWÀ’ªÉAzÀÄ ¸ÁÜ¥À£ÉAiÀiÁ¬ÄvÀÄ. ¥ÀæUÀw²Ã® 

¸Á»vÀåªÀÅ PÀ£ÁðlPÀzÀ°è ¥ÀæZÀ°vÀ«zÀÝgÀÆ CzÀÄ PÉÃA¢æÃPÀÈvÀªÁVzÀÄÝ É̈AUÀ¼ÀÆj£À°è ªÀiÁvÀæ. DzÀgÉ 

CzÀ£ÀÄß GvÀÛgÀ PÀ£ÁðlPÀzÀ ¨sÁUÀPÉÌ ¥À̧ Àj¹zÀ QÃwð §¸ÀªÀgÁd PÀnÖÃªÀÄ¤AiÀÄªÀjUÉ ¸À®ÄèvÀÛzÉ. 

PÀ£ÀßqÀ ¸Á»vÀå É̄ÆÃPÀzÀ°è PÁzÀA§jUÀ¼ÀÄ ªÀÄºÀvÀézÀ ¸ÁÜ£ÀªÀ£ÀÄß ºÉÆA¢zÉ. EzÀÄ 

ªÀÄ£ÀgÀAd£ÉAiÀÄ ¥ÀæPÁgÀªÁVzÀÄÝ, PÀÄªÉA¥ÀÅgÀªÀgÀÄ EzÀ£ÀÄß ‘PÀgÀvÀ® gÀAUÀ̈ sÀÆ«Ä’ JAzÀÄ PÀgÉ¢zÁÝgÉ. 

PÀnÖÃªÀÄ¤AiÀÄªÀgÀÄ vÀªÀÄä PÁzÀA§jUÀ¼À°è ¹ÛçÃAiÀÄgÀÄ ªÀÄvÀÄÛ ±ÉÆÃµÀuÉUÉ M¼À¥ÀlÖªÀgÀ PÀÄjvÀÄ 

«¸ÁÛgÀªÁV awæ¹zÁÝgÉ. PÀnÖÃªÀÄ¤AiÀÄªÀgÀ ªÀ̧ ÀÄÛ-«µÀAiÀÄzÀ DAiÉÄÌ J¯Áè PÁ®PÀÆÌ 

C£Àé¬Ä À̧ÄªÀAvÀºÀzÀÄÝ. CAvÀºÀ PÁzÀA§jUÀ¼À°è ¸ÁªÀiÁfPÀ PÁzÀA§jAiÀiÁzÀ ‘©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ’ 

¥ÀæªÀÄÄRªÁzÀzÀÄÝ. F PÁzÀA§jAiÀÄ°è ºÉuÉÆÚ§â¼ÀÄ fÃªÀ£ÀzÀ ¥ÀAiÀiÁðAvÀ JzÀÄj À̧ÄªÀ À̧ªÀÄ Ȩ́å 

PÀÄjvÀÄ avÀævÀªÁVzÉ. À̧ÆPÀëöäªÁV UÀªÀÄ¤¹zÀgÉ ªÁ¸ÀÛªÀ §zÀÄQ£À°è MAzÀÄ ºÉtÄÚ C£ÀÄ s̈À«¸ÀÄªÀ 

vÀ®ètUÀ¼À£ÀÄß PÀnÖÃªÀÄ¤AiÀÄªÀgÀÄ F PÁzÀA§jAiÀÄ°è £ÉÊdªÁV ºÉuÉ¢zÁÝgÉ. “PÀnÖÃªÀÄ¤AiÀÄªÀgÀ 

PÁzÀA§jAiÀÄ É̄ÆÃPÀ ªÀÄÄUÀÞvÉ ªÀÄvÀÄÛ ªÁ À̧ÛªÀvÉUÀ¼À £ÀqÀÄ«£À ªÀÄÄSÁªÀÄÄTAiÀÄ É̄ÆÃPÀ. 

ªÁ À̧ÛªÀªÀ£ÀÄß «gÀÆ¥ÀUÉÆ½ À̧zÉ awæ̧ À̈ ÉÃPÉA§ gÉÆaÑ£À eÉÆvÉ eÉÆvÉAiÀÄ°èAiÉÄÃ vÀ£Àß PÀÄAzÀÄ-

PÉÆgÀvÉUÀ¼À §UÉÎAiÀÄÆ ¸ÀzÁ PÉÆgÀUÀÄªÀ zÀÈ¶ÖPÉÆÃ£À C°è£ÀzÀÄ.”15 

‘©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ’ PÁzÀA§j 1952gÀ°è ¥ÀæPÀlªÁVzÉ. EzÉÆAzÀÄ ¸ÁªÀiÁfPÀ 

PÁzÀA§jAiÀiÁVzÀÄÝ ªÉÃ±Áå §zÀÄQ£À avÀætªÀ£ÀÄß ªÀÄvÀÄÛ CªÀgÀ §zÀÄQ£À̄ ÁèUÀÄªÀ ¸ÀªÀÄ Ȩ́åUÀ¼À£ÀÄß 

M¼ÀUÉÆArgÀÄªÀ PÀxÉAiÀiÁVzÉ. “ºÉtÄÚ vÁ£ÁVAiÉÄÃ ªÉÃ±ÉåAiÀiÁUÀ®Ä §AiÀÄ¸ÀÄªÀÅ¢®è ¸ÀªÀiÁd 

CªÀ¼À£ÀÄß ªÉÃ±ÉåAiÀÄ£ÁßV ªÀiÁqÀÄvÀÛzÉ JA§ ¹zÁÞAvÀªÀ£ÀÄß JzÀÄgÀÄVlÄÖPÉÆAqÀÄ §gÉzÀ PÁzÀA§j 

©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ.”16 

PÁzÀA§jAiÀÄ PÉÃAzÀæ ¥ÁvÀæªÁzÀ AiÀÄªÀÄÄ£Á¼À ªÉÃ±Áå fÃªÀ£ÀzÀ PÀÄjvÀÄ ªÀÄvÀÄÛ CªÀ½UÉ 

¨Á®å¢AzÀ JzÀÄgÁzÀ À̧AzÀ̈ sÀðUÀ¼ÀÄ, À̧ªÀiÁd CªÀ½UÉ MrØzÀ ¸ÀªÀÄ Ȩ́åUÀ¼ÀÄ, CzÀPÉÌ CªÀ¼ÀÄ 

vÉÆÃjzÀ ¥ÀæwgÉÆÃzsÀUÀ¼À PÀÄjvÀÄ «¸ÀÛøvÀªÁV awæ¹zÉ. ¥ÁægÀA s̈ÀzÀ°è AiÀÄªÀÄÄ£Á¼À ¥ÀjZÀAiÀÄªÀ£ÀÄß 

PÀÄjvÀÄ £ÁA¢ ¨sÁUÀzÀ°è «ªÀj¹zÀgÉ, ªÀÄÄAzÉ CAPÀ 1 ªÀÄvÀÄÛ CAPÀ 2gÀ°è 21 ªÀÄvÀÄÛ 8 

                                                             
15 ¥ÀæUÀw²Ã®vÉ, JZï.J¸ï.gÁWÀªÉÃAzÀæ gÁªï, ¥ÀÄ.¸ÀA.62 
16 ªÀÄÄ£ÀÄßr, § À̧ªÀgÁd PÀnÖÃªÀÄ¤ ¸ÀªÀÄUÀæ ¸Á»vÀå À̧A.3, ¥ÀÄ. À̧A.xix 
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vÉgÉUÀ¼ÉÆqÀ£É AiÀÄªÀÄÄ£Á¼À PÀvÉ avÀævÀªÁVzÉ. CAvÀå s̈ÁUÀzÀ°è s̈ÀgÀvÀ ªÁPÀåzÉÆA¢UÉ PÁzÀA§jAiÀÄÄ 

¸ÀªÀiÁgÉÆÃ¥ÀUÉÆ¼ÀÄîvÀÛzÉ. 

F PÁzÀA§jAiÀÄ°è ¯ÉÃRPÀgÉÃ ¤gÀÆ¥ÀPÀgÁV awævÀgÁVzÁÝgÉ. ªÉÆzÀ® ¨sÁUÀªÀÅ 

NzÀÄUÀjUÉ ¸Àé®à UÉÆAzÀ®ªÀÄAiÀÄªÁzÀgÀÆ vÀzÀ£ÀAvÀgÀ PÁzÀA§j UÀnÖAiÀiÁV £É̄ ÉUÉÆ¼ÀÄîvÀÛzÉ. vÀ£Àß 

UÉ¼ÉAiÀÄ£À£ÀÄß s̈ÉÃn ªÀiÁqÀ®Ä §AzÀ ¤gÀÆ¥ÀPÀ(¯ÉÃRPÀ) gÀ̧ ÉÛAiÀÄ°è ©¢ÝzÀÝ ºÉtÚ£ÀÄß PÀvÀÛ®°è 

JqÀ«zÁUÀ DvÀ£À UÉ¼ÉAiÀÄ CªÀ¼À£ÀÄß AiÀÄªÀÄÄ£Á JAzÀÄ UÀÄgÀÄw À̧ÄvÁÛ£É. vÀzÀ£ÀAvÀgÀ AiÀÄªÀÄ£Á¼À 

PÀxÉAiÀÄ£ÀÄß É̄ÃRPÀgÀÄ PÉÃ½ w½AiÀÄÄªÀÅzÉÃ ‘©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ’ PÁzÀA§jAiÀÄ ªÀ̧ ÀÄÛ. F 

PÁzÀA§jAiÀÄ°è C®è°è ¥sÁè±ï¨ÁåPï PÀxÀ£À vÀAvÀæªÀ£ÀÄß ¯ÉÃRPÀgÀÄ §¼À¹zÁÝgÉ.  

“ºÀ½îAiÀÄ §qÀ ºÀÄqÀÄVAiÉÆ§â¼À PÀgÀÄt PÀxÉAiÀÄ£ÀÄß ºÉÃ¼ÀÄªÀ F PÁzÀA§jAiÀÄ£ÀÄß 

¸ÁªÀiÁ£ÀåªÁV J®ègÀÆ ªÉÄaÑPÉÆAqÀgÀÄ. E°è£À PÀxÁ£ÁAiÀÄQ AiÀÄªÀÄÄ£Á vÀ£Àß EZÉÑUÉ «gÀÄzÀÞªÁV 

ªÉÃ±ÉåAiÀiÁUÀ̈ ÉÃPÁzÀ ¥Àæ̧ ÀAUÀ §gÀÄvÀÛzÉ; £ÀUÀgÀzÀ ¸ÀÆ¼ÉAiÀÄgÀ WÉÆÃgÀ fÃªÀ£ÀzÀ avÀætªÀÅ E°è 

PÁtÂ¹PÉÆ¼ÀÄîvÀÛzÉ. ‘ªÉÃ±Éå’ JA§ ±À§Þ PÉÃ½zÀgÀÄ ªÀÄÆUÀÄ ªÀÄÄjAiÀÄÄªÀ ªÀÄrªÀAvÀgÀÄ PÀÆqÀ E°è£À 

¸ÀvÀå avÀætªÀ£ÀÄß ¸ÁéUÀw¹zÀgÉA§ÄzÉÆAzÀÄ À̧ªÀiÁzsÁ£ÀzÀ «ZÁgÀ”17 

gÉÊ®Ä ºÀ½UÀ¼À ªÉÄÃ É̄ zÉÃºÀªÀ£ÉÆßgÀV¹ ¸ÁAiÀÄ®Ä ¹zÀÞªÁVzÀÝ AiÀÄªÀÄÄ£Á¼À 

avÀætzÉÆA¢UÉ PÁzÀA§j DgÀA¨sÀªÁUÀÄvÀÛzÉ. DvÀäºÀvÉå ªÀiÁrPÉÆ¼Àî®Ä ¹zÀÞ¼ÁVzÀÝ AiÀÄªÀÄÄ£Á¼À 

fÃªÀªÀ£ÀÄß G½¹ fÃªÀ£ÀPÉÌ ªÀÄvÉÆÛAzÀÄ zÁjAiÀÄ£ÀÄß vÉÆÃjzÀªÀ£ÉÃ ¨Ál° ¨Á§Ä.  

AiÀÄªÀÄÄ£Á¼À fÃªÀ£ÀzÀ JgÀqÀÄ WÀlÖUÀ¼À£ÀÄß PÁzÀA§jAiÀÄ°è JgÀqÀÄ CAPÀUÀ¼À°è 

« s̈ÁV¸À®ànÖzÉ.  ¨Ál° ¨Á§Ä AiÀÄªÀÄÄ£Á¼À£ÀÄß §zÀÄQ¹ ºÀ½îUÀ¼À £ÀqÀÄ«£À MAzÀÄ NtÂUÉ 

PÀgÉzÀÄPÉÆAqÀÄ §gÀÄvÁÛ£É. CzÀÄ ªÉÃ±ÉåAiÀÄgÀ NtÂ JAzÀÄ w½zÁUÀ “ªÉÃ±ÉåAiÀÄ ¨Á½¤AzÀ 

¥ÁgÁUÀÄªÀÅzÀPÁÌVAiÉÄÃ gÉÊ°£À PÉ¼ÀUÉ ©Ã¼À®Ä ºÉÆÃVzÀÝ vÁ£ÀÄ ªÀÄvÉÛ ªÉÃ±ÉåAiÀÄgÀ ¥Àæ¥ÀAZÀPÉÌ §AzÀÄ 

©Ã¼ÀÄªÀAxÁAiÀÄÛ®è”18 JAzÀÄ ¥ÀjvÀ¦¹zÀ¼ÀÄ. 

  NtÂAiÀÄ ºÉAUÀ̧ ÀjUÉ vÀ£Àß »A¢£À ¥Àj¹ÜwAiÀÄ£ÀÄß ºÉÃ¼ÀvÉÆqÀUÀÄvÁÛ¼É. ºÀ½îAiÀÄ §qÀ 

PÀÄlÄA§zÀ°è ºÀÄnÖzÀ À̧ÄAzÀgÀ AiÀÄÄªÀw AiÀÄªÀÄÄ£Á. À̧tÚªÀ½zÁÝUÀ gÀÄzÀæ¥ÀàUËqÀgÀ D¼ÀÄªÀÄUÀ£ÁzÀ 

gÁªÀÄ£À eÉÆvÉ ªÀÄzÀÄªÉ Dl DrzÁVAzÀ gÁªÀÄ£ÉÃ vÀ£Àß UÀAqÀ£ÉAzÀÄ ¤±ÀÑ¬Ä¹gÀÄvÁÛ¼É. DzÀgÉ 

CªÀ½UÉ ªÀÄzÀÄªÉAiÀÄ ¥ÀjPÀ®à£ÉAiÉÄÃ w½AiÀÄzÀ ªÀAiÀÄ¹ìUÉ aPÀÌ½îAiÀÄ ©üÃªÀÄ£ÉÆqÀ£É ªÀÄzÀÄªÉ 

ªÀiÁr À̧ÄvÁÛgÉ. 

vÀ£Àß vÁ¬Ä UÀAUÀªÀé ‘vÉgÀ’zÀ ºÀt PÉÆqÀÄªÀªÀgÉUÀÆ AiÀÄªÀÄÄ£Á¼À£ÀÄß UÀAqÀ£À ªÀÄ£ÉUÉ 

PÀ¼ÀÄ» À̧ÄªÀÅ¢®èªÉAzÀÄ ºÀoÀ »r¢zÀÝ¼ÀÄ.F PÁgÀt¢AzÀ ©üÃªÀÄtÚ Ȩ́ÆÃqÁaÃn  («ZÉÒÃzÀ£À) 

¤ÃqÀ®Ä ªÀÄÄAzÁUÀÄvÁÛ£É. £ÀAvÀgÀ Hj£À UËqÀgÁzÀ gÀÄzÀæ¥ÀàUËqÀgÀ ªÀPÀæzÀÈ¶Ö AiÀÄªÀÄÄ£Á¼À ªÉÄÃ É̄ 

©Ã¼ÀÄvÀÛzÉ. “CªÀ¼À ªÀÄUÀ¼À£ÀÄß À̧Æ¼ÉAiÀiÁV ªÀiÁqÉÃ ©qÉÆÃt, ºÀAUÀ ªÀiÁqÀ¢zÀÝgÉ £À£Àß ºȨ́ ÀgÀÄ 

                                                             
17 ªÁ¸ÀÛ«PÀ ¥ÀæeÉÕ, ²æÃPÀÈµÀÚ D®£ÀºÀ½î, GzÀÞøvÀ ¥ÀÄ. À̧A.168  
18 ©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ, § À̧ªÀgÁd PÀnÖÃªÀÄ¤ À̧ªÀÄUÀæ ¸Á»vÀå À̧A.3, ¥ÀÄ. À̧A.15 
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gÀÄzÀæUËqÀ£À®è”19 JAzÀÄ ¥ÀtvÉÆnÖzÀÝ£ÀÄ. EvÀÛ AiÀÄªÀÄÄ£Á¼À UÀAqÀ ¤AV JA¨ÁPÉAiÀÄ£ÀÄß ªÀÄzÀÄªÉ 

ªÀiÁrPÉÆ¼ÀÄîvÁÛ£É. vÀ£Àß §zÀÄQ£À°è MzÀV§AzÀ F vÉgÀ£ÁzÀ ¥Àj¹Üw, £ÉÆÃªÀÅ, CªÀªÀiÁ£À, 

£ÀgÀPÀAiÀiÁvÀ£ÉAiÀÄ ¨Á½¤AzÀ AiÀÄªÀÄÄ£Á ±ÉlÖgÀ D¼ÀÄªÀÄUÀ£ÁzÀ ªÀÄ®è¥Àà£ÉÆqÀ£É PÀÄrzÀÄ DvÀ£À£ÀÄß 

D®AV¹, zÉÊ»PÀ À̧ÄRªÀ£ÀÄß C£ÀÄ¨sÀ«¸ÀÄvÁÛ¼É.  

AiÀÄªÀÄÄ£Á¼À §zÀÄPÀÄ À̧ÆvÀæ«®èzÀ UÁ½¥ÀlzÀAvÁ¬ÄvÀÄ. PÉ® ¢£ÀUÀ¼À°èAiÉÄÃ 

UÀ©üðtÂAiÀiÁzÀ AiÀÄªÀÄÄ£Á¼À£ÀÄß UÀAqÀ£ÀÄ ªÀÄ£É¬ÄAzÀ ºÉÆgÀ PÀ¼ÀÄ»¹zÀÝ£ÀÄ. vÁ£ÀÄ £ÀA©zÀÝ 

ªÀÄ®è¥Àà PÀÆqÀ PÉÊ ©lÖ£ÉAzÀÄ w½zÀÄ zÀÄBTvÀ¼ÁzÀ¼ÀÄ. PÉÆ£ÉUÉ § À̧°AUÀªÀé£À ZÀºÁzÀAUÀrAiÀÄ°è 

D±ÀæAiÀÄ zÉÆgÉwzÀÝPÉÌ £ÉªÀÄä¢AiÀÄ G¹gÀÄ ©qÀÄªÁUÀ̄ ÉÃ CzÀÄ PÀÆqÀ ªÉÃ±ÁåªÁnPÉAiÀÄ eÁUÀ JAzÀÄ 

PÀæªÉÄÃtªÁV w½¬ÄvÀÄ. ZÀºÁzÀ CAUÀrAiÀÄ°è D±ÀæAiÀÄPÁÌV £É̄ É¹zÁÝUÀ gÀÄzÀæ¥ÀàUËqÀ£À PËæAiÀÄðPÉÌ 

§°AiÀiÁV zÉÃºÀªÀ£ÀÄß ¤ÃqÀ̈ ÉÃPÁUÀÄvÀÛzÉ. EzÀ£ÀÄß «ÃgÉÆ¢ü̧ À®Ä §AzÀ gÁªÀÄÄ«UÉ 

xÀÀ½ À̧ÄvÁÛ£É.EzÀjAzÀ ªÀÄ£À£ÉÆAzÀÄ ¸ÁAiÀÄ®Ä ºÉÆgÀl AiÀÄªÀÄÄ£Á¼À£ÀÄß §zÀÄQ¹ À̧Æ¼ÉUÉÃjUÉ 

vÀgÀÄªÀªÀ£ÉÃ ¨Ál° ¨Á§Ä.  

JgÀqÀ£ÉÃ CAPÀzÀ°è AiÀÄªÀÄÄ£Á¼À fÃªÀ£ÀzÀ wgÀÄ«£À WÀlÖªÁzÀ NtÂAiÀÄ avÀæt ªÀÄvÀÄÛ 

CzÀgÀ À̧ªÀÄ Ȩ́åUÀ¼À£ÀÄß «ªÀj¹zÁÝgÉ. ¢£À PÀ¼ÉzÀAvÉ C°è£ÀªÀgÁzÀ ¥sÁwªÀiÁ, ªÀÄ°è, AiÀÄ±ÉÆÃzsÀ, 

zÀÄUÀðªÀé, ¸Á«wæ, ºÀtªÀÄå, s̈ÁVÃgÀy ªÉÆzÀ̄ ÁzÀªÀgÀÄ CªÀ¼À DwäÃAiÀÄgÁUÀÄvÁÛgÉ. ªÀÄÄAzÉ 

AiÀÄªÀÄÄ£Á¼ÀÄ ¹zÀÞgÁAiÀÄ¥Àà£À SÁAiÀÄA À̧A§AzsÀ ¨É¼Ȩ́ ÀÄvÁÛ¼É. “£Àn¸ÀÄªÀÅzÉÃ vÀ£Àß PÉ®¸À, ªÉÃ±Éå 

¥ÁvÀæzÀ £Àl£É”20 JAzÀÄPÉÆAqÀÄ AiÀÄªÀÄÄ£Á fÃªÀ£À PÀ¼ÉAiÀÄÄvÁÛ¼É. ¹zÀÞgÁAiÀÄ¥Àà£ÀÄ AiÀÄªÀÄÄ£Á½UÉ 

¨ÁrUÉ ªÀÄ£É, ªÀÄ£ÉUÉ CUÀvÀå«gÀÄªÀ ¸ÁªÀÄVæ, zÉÊ£ÀA¢£À ªÀ̧ ÀÄÛ, MqÀªÉUÀ¼À£ÀÄß ¤Ãr À̧AvÉÆÃµÀªÁV 

£ÉÆÃrPÉÆ¼ÀÄîwgÀÄvÁÛ£É. 

»ÃVgÀÄªÁUÀ fÃªÀ£ÀzÀ°è £ÀqÉzÀ PÀ» WÀl£ÉUÀ¼À£ÀÄß £É£À¦¹PÉÆAqÀÄ AiÀÄªÀÄÄ£Á 

ªÀåxÉ¥ÀqÀÄwzÁÝUÀ AiÀÄªÀÄÄ£Á¼À£ÀÄß PÀAqÀÄ ªÀÄ°è “F NtÂ M¼ÀUÀ EgÀÄªÀªÀgÉÆ¼ÀUÀ M§â¼ÀÄ vÁ£ÁUÉ 

¸ÀAvÉÆÃµÀ¢AzÀ ªÉÃ±ÁåUÁjPÉ ªÀiÁqÀÄvÁÛ E®è, M¨ÉÆâ½UÉ MAzÀÄ ¸ÀAPÀl §A¢zÀÝjAzÀ F 

£ÀgÀPÀPÉÌ §AzÀÄ ©¢Ý«”21 JAzÀÄ £ÉÆÃ«¤AzÀ ºÉÃ¼ÀÄvÁÛ¼É. F ªÀiÁvÀÄUÀ¼À°è ªÉÃ±ÁåUÁjPÉUÉ 

§AzÀ ºÉtÂÚ£À £ÀgÀPÀ ¸ÁzÀÈ±Àå AiÀiÁvÀ£É, ªÀÄ£ÉAiÀÄ ¥Àj¹Üw, §qÀvÀ£À, ºÀ¹«£À zÁgÀÄt avÀæt«zÉ. 

»ÃVgÀÄªÁUÀ vÀ£Àß ¦æAiÀÄPÀgÀ gÁªÀÄ CzÉÃ NtÂAiÀÄ ¨ÉÃgÉÆ¨ÁâPÉAiÀÄ À̧AUÀ ªÀiÁr gÉÆÃUÀ 

ºÀaÑPÉÆ¼ÀÄîvÁÛ£É. vÁ£ÀÄ ¦æÃw¹zÀ gÁªÀÄÄ«£À gÉÆÃUÀ ªÁ¹ ªÀiÁqÀ®Ä AiÀÄªÀÄÄ£ÉAiÀÄÄ zÀÄrvÀPÉÌ 

vÉÆqÀUÀÄvÁÛ¼É. gÁªÀÄ£À gÉÆÃUÀ ªÁ¹ ªÀiÁqÀ®Ä ºÉÆÃV ¹zÀÞgÁAiÀÄ¥Àà£À£ÀÄß zÀÆgÀ 

ªÀiÁrPÉÆ¼ÀÄîvÁÛ¼É. gÁªÀÄ£À gÉÆÃUÀªÁ¹AiÀiÁV E£ÉßÃ£ÀÄ ZÉAzÀzÀ §zÀÄPÀÄ PÁtÄªÀ ºÉÆwÛUÉ 

gÀÄzÉæÃUËqÀgÀÄ ªÀÄvÉÛ CªÀ¼À §zÀÄQUÉ §gÀÄvÁÛgÉ. ¥Àæw s̈Àn À̧®Ä ºÉÆÃzÀ gÁªÀÄ£À£ÀÄß xÀ½ À̧ÄvÁÛgÉ. 

vÀÄ½vÀPÉÆÌ¼ÁUÁzÀ gÁªÀÄ D À̧àvÉæAiÀÄ°è ¥Áæt©qÀÄvÁÛ£É. “AiÀÄªÀÄÄ£Á ©Ã¢AiÀÄ ¥Á¯ÁzÀ¼ÀÄ, vÀAzÉ 

                                                             
19 ©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ, § À̧ªÀgÁd PÀnÖÃªÀÄ¤ À̧ªÀÄUÀæ ¸Á»vÀå À̧A.3, ¥ÀÄ. À̧A.60 
20 ©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ, § À̧ªÀgÁd PÀnÖÃªÀÄ¤ À̧ªÀÄUÀæ ¸Á»vÀå À̧A.3, ¥ÀÄ. À̧A.104 
21 ©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ, § À̧ªÀgÁd PÀnÖÃªÀÄ¤ À̧ªÀÄUÀæ ¸Á»vÀå ¸ÀA.3, ¥ÀÄ. À̧A.111 
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¸ÀvÀÄÛ ºÉÆÃVzÀÝ, vÁ¬Ä eÉÊ°£À°èzÀÝ¼ÀÄ, ¨Á½£ÀÄzÀÝPÀÆÌ D §qÀ ºÀÄqÀÄVUÉ À̧APÀl JzÀÄgÁVvÀÄÛ, 

MAzÉÃ MAzÀÄ D±Á vÀAvÀÄªÁVzÀÝ ¦æAiÀÄPÀgÀ£À£ÀÄß vÀÄ½zÀÄ PÉÆAzÀgÀÄ. DvÀ£À ±ÀªÀªÀ£ÀÄß 

D À̧àvÉæAiÀÄ°è £ÉÆÃr 'gÁªÀÄ gÁªÀÄ gÁªÀÄ'JAzÀÄ D À̧àvÉæ¬ÄAzÀ Nr ºÉÆÃzÀ¼ÀAvÉ- 

ºÀÄaÑAiÀÄAvÉ”22 gÁªÀÄ£À d¥ÀzÀ°è EzÀÝ AiÀÄªÀÄÄ£Á ºÀÄaÑAiÀiÁV ©Ã¢AiÀÄ ¥Á¯ÁUÀÄvÁÛ¼É. 

PÀnÖÃªÀÄ¤AiÀÄªÀgÀ §ºÀÄvÉÃPÀ PÁzÀA§jUÀ¼À GzÉÝÃ±À ¸ÀªÀiÁdzÀ ¸ÀªÀÄ Ȩ́åUÀ¼À£ÀÄß awæ̧ ÀÄªÀÅzÀÄ. 

©Ã¢AiÀÄ°è ©zÀÝªÀ¼ÀÄ PÁzÀA§jAiÀÄ ªÀÄÆ®PÀ ¸ÀªÀiÁdzÀ CªÀåªÀ̧ ÉÜAiÀÄ, vÉgÀ À̧ªÀÄ Ȩ́åAiÀÄ£ÀÄß, 

H½UÀªÀiÁ£Àå ªÀåªÀ̧ ÉÜAiÀÄ PÀgÁ¼À ªÀÄÄRªÀ£ÀÄß, £ÀUÀgÀ ªÀåªÀ̧ ÉÜAiÀÄ avÀætªÀ£ÀÄß PÁzÀA§jAiÀÄ 

¥ÁvÀæUÀ¼À ªÀÄÆ®PÀ awæ̧ À̄ ÁVzÉ. ºÉuÉÆÚ§â¼ÀÄ ªÉÃ±ÉåAiÀiÁUÀ®Ä PÁgÀtªÁUÀÄªÀ ¸ÁªÀiÁfPÀ ªÀåªÀ̧ ÉÜAiÀÄ 

ºÀ®ªÀÅ ªÀÄÄRUÀ¼À£ÀÄß §AiÀÄ®Ä ªÀiÁqÀÄªÀ ¥ÀæAiÀÄvÀß ªÀiÁrzÁÝgÉ. ¸ÁªÀiÁfPÀªÁV, DyðPÀªÁV 

±ÀPÀÛgÁVgÀÄªÀªÀgÀÄ §qÀªÀgÀ£ÀÄß, zÀ°vÀgÀ£ÀÄß, »AzÀÄ½zÀªÀgÀ£ÀÄß ºÉÃUÉ vÀªÀÄä zÀ¥Àð¢AzÀ zËdð£ÀåPÉÌ 

M¼À¥Àr¹zÁÝgÉ JA§ aAvÀ£À PÀæªÀÄªÀ£ÀÄß £Á«°è PÁt§ºÀÄzÀÄ. ¸ÁªÀiÁfPÀ §zÀÄQ£À°è 

¥ÀÅgÀÄµÀjVAvÀ ºÉtÄÚ ºÉÃUÉ PËæAiÀÄð, zËdð£ÀåPÉÌ M¼À¥ÀnÖzÁÝ¼É JA§ « À̧ÛøvÀ «ªÀgÀuÉ F 

PÁzÀA§jAiÀÄ°èzÉ.  
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ූಗ๋ൟಃ ๸ಪ౳ ർಯಃౙ  ಉඩ౭ ರಹ ౶ั ಯ ಆഴಡ 

ಉ෬ಶ ກೖ.೧ 

๸๗ೕಧක เർ౲ ൮ბ 

෭๰ฆ เಶ౷ เർ౲ ඛಲಯ 

ಎ๺.೬.෈.๭.ಎಂ.ಎ๺ ಕನ౬ ಡ ๸๗ೕಧක ಄ಂದ౳ ಃಂಢค, ෍ಂಗิฆ-60 

റ. ಬಸವฃ೩ ಃ. ෈. 

ඩ౳ උ౲ ಪಕฆ ๻ಟ ෥ಗბದಶბಕฆ 
ಕನ౬ ಡ เූಗ. ಎ๺.೬.෈.๭.ಎಂ.ಎ๺. 

ಕನ౬ ಡ ๸๗ೕಧක ಄ಂದ౳  
෈.೧.ಎ๺. ಆฌೕಗ౲  ಮൡ౨  ๏ౘಣ ನಗರ, ಃಂಢค, ෍ಂಗิฆ-60 

๬ರศಖ 

ಉඩ౭ ರಹ ౶ั ಯ ූಗ๋ൟಃ ๬ಂಪ౳ ർಯ ಀคತ ศಖನโ ಕನ౬ ಡ ๸ಸౙ ೃൟಯ 

เ๏ಷౣ  ಅಂಶವඝ౬  ಅකವರಣತั๯ತ౨ ං. ಇದರย౵  ූಗ๋ൟಃ ๸ಪ౳ ർಯ, ಅದರ 

උ෦ბಕ ๻ಟ ೦ನಪದ ಮಹತ౷ , ಛ౳ ಮ౲  ೧ೕವನඅಂൽಡ ಇฆವ ๸ීಧ ಮൡ౨  ಆೈರ-

เೈರಗಳ තರಕ฿ದ ಐൟ๻๭ಕ เವರൕಗಳඝ౬  ಒಳತಂലං. ಉඩ౭ ರಹ ౶ั ಯ 

ತว෥ฆಗัಂದ ෨ಂൿವค෷ൟ౨ ฆವ ඩ౳ ෥൐ಕ ත೦ เඋನಗำ, ಅย౵  

฿ಸ౨ เಕ฿ಜ ಧಮბದ ೧ೕ๋ತ൤ ෈ಂ෈๯ತ౨ ๅ. ಈ ๸ಪ౳ ർಯโ උ෦ბಕ ಆಚರൕಗಳඝ౬  

೦ನಪದ ಕว ಮൡ౨  ๬๼ತ౲ අಂൽಡ ෬ุ๭, ಄ವಲ ๎๭౨ იೕಯ ๷ಂದಯბದ ർคಯว౵ ೕ 

ಅಲ౵ , ಛ౳ ෦ೕಣ ೧ೕವನದ ಒಡකಟ ౙಁ  ೐ತನ౲  ඛೕഴൟ౨ ං. ౽ൟბಕ ෥ಸದย౵  ನഷ෷ವ 

ൽೕ඲ೕತ౺ ವ, ർಸಯ౲ ನ ಸมಂ, ಆೕഽಜ ಀ൐ತ, ಪಟದ ಆฃಧච ಈ ಆಚರൕಗಳย౵  

๸ಪ౳ ർಯದ ൞ൟ౷ ಕ ෰ಲ౲ ಗಳඝ౬  ಉัಸฤ ಛ౳ ಮಗำ ൧ಡಜๅ. 

೦ನಪದ ๬๼ತ౲ ದ ಪ౳ ූವโ ๏ಸౣ งಪದ ๬๼ತ౲ ವඝ౬  ද౳ ೕคಸฤ 

౽ರಣ฿ಗಬ๾ൿ ಎಂಬ ತತ౨ ౷ โ ಗಮකಹბ฿ಜං. ඬฏದರർಸ, ಕನಕർಸฏತಹ 

ಕเಗಳย౵  ೦ನಪದ ಶಬ౪ ಗಳ ಪ౳ ූವเฆವ ๬ಧ౲ ൤ ಇං. ಉඩ౭ ರಹ ౶ั ෷ ෷ವಕರඞ౬  

ಈ ๸ಪ౳ ർಯಗಳย౵  ಒಳತಂഴ, ๸ಪ౳ ർಯದ ෨ಂൿವคಃಛಜ ಉ൤౨ ೕಜನ ඛೕഴൟ౨ ං. 

เ๏ಷౣ  ත೦ เඋನಗำ, ಹඝ෱ತฃಯ ඃ฿ಲಯ, ಮൡ౨  ๬෩๼ಕ ಭಜචಗำ 

ಛ౳ ಮಃౙ  ಒಂൿ ൞ൟ౷ ಕ ฿൞ವರಣವඝ౬  ๱๞ౣ ๯ತ౨ ๅ. ූಗ๋ൟಃ฀ತಹ 

๸ಪ౳ ർಯಗำ ಕකბಟಕದ ಛ౳ ෦ೕಣ උ෦ბಕ ಆಚರൕಗಳย౵  ಜನಪದ ಕวಯ 

๔౳ ೕಷ౤ ൤ಯඝ౬  ൧ೕค๯ತ౨ ๅ. ಇಂತಹ ๸ಪ౳ ർಯಗำ ನ๏๯ವ ෨ನ౬  ಅโಗಳ ๸ರౘൕಯ 

ಅಗತ౲ ൤ಯ ಬಡ౛  ൡ൞ბಜ ෽ೕ೉ಸ෎ಀ. ೦ನಪದ ಮൡ౨  ๏ಸౣ งಪದ ๬๼ತ౲ ದ 
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ಅಂಶಗಳඝ౬  ๸ಗ౳ ๼๭, ෷ವ ಜකಂಗದ ಮನ๭౺ ನย౵  උ෦ბಕ ಮൡ౨  ๬ಂಸౙ ೃൟಕ 

෰ಲ౲ ಗಳඝ౬  ಗഔౣ ತั๯ವ ๻ൽಯย౵  ෨ಂൿವค෷โൿ ಅඛ฿ಯბ. 

ූಗ๋ൟಃ ๸ಪ౳ ർಯಃౙ  ಉඩ౭ ರಹ ౶ั ಯ ಆഴಡ 

කಗ෱ಗಲ ಪಟౣ ಣದย౵  ಇฆವ ๷ಮ౲ ಄ಶವ ඃ฿ಲಯโ ಇൟ๻ಸතಣბ฿ದ 

ಮಹತ౷ ವඝ౬  ຄಂൽൿ౪ , ๯෥ฆ ๬เರ ವಷბಗಳ ๼ಂൽನ උ෦ბಕ, ๬ಂಸౙ ೃൟಕ 

ಚഖವഔಃಗಳ ಪ౳ ൟೕಕ฿ಜං. ඬฃತನ ౽ಲൽಂದศ, ඃ฿ಲಯಗಳ ඛ෥ბಣ౾ౙ ಂತ 

෮ದฤ ಸ౩ ಳಃౙ  උ෦ბಕ ๑ದ౫ ൤ಯඝ౬  ತฆವ ಉං౪ ೕಶൽಂದ ඩ౳ ಣಪ౳ ൟ๣౤  ෥ഴವ ಪದ౫ ൟ 

฿ലಃಯย౵ ൡ౨ . ಇൿ ඩ౳ ೉ೕನ ූರತದ ಆඋ౲ ൟ౱ ಕ ಪฏಪฉಯ ಉർಹರൕ෴ಜං. 

๷ಮ౲ ಄ಶವ ඃ฿ಲಯವඝ౬  ඛ෦ბ๯ವ ෮ದฤ කಗ෱ಗಲದ ಈ๎ನ౲  ൽ౾ౙ ನ 

ಉඩ౭ ರಹ ౶ั ಯย౵  ಹඝ෱ತฃಯ๬౷ ෦ ඃ฿ಲಯವඝ౬  ಪ౳ ෽ೕಛತ౱ ಕ฿ಜ 

ඛ෦ბ๭ದ౪ ರ เವರಗำ ಇย౵  ಗಮකಹბ฿ಜๅ. ಹඝ෱ತฃಯ๬౷ ෦ ඃ฿ಲಯದ 

ඩ౳ ಥ෦ಕ งಪโ ๷ಮ౲ ಄ಶವ ඃ฿ಲಯಃౙ  තವბූเ෴ಜ ౽ಯბඛವბ๼๭ದง, 

ಈ ಎರവ ඃ฿ಲಯಗಳ ಉว౵ ೕಖโ ඄เೕ ಭ౾౨ ಯ ಶ౳ ං౫ ෻ ෨ಖ౲  ಎಂ්ದඝ౬  

ൟั๯ತ౨ ං. 

ಈ ಪ౳ ඃಶದ ඬฃತನ ಜಲ๸ಪൡ౨  ಮൡ౨  ಅದರ ಮಹತ౷ โ ಇย౵ ನ ಐൟ๻๭ಕ 

൞ൟ౷ ಕ൤ಯඝ౬  ກ೉౞ ๯ತ౨ ං. ಉඩ౭ ರಹ ౶ั ಯ ಆಂಜඡಯ ๬౷ ෦ ඃ฿ಲಯದ ಹൟ౨ ರ 

ಇฆವ ಆಳൽಂದศ ๷ಮ౲ ಄ಶವ ඃ฿ಲಯಃౙ  ඛೕฆ ತರมಞൟ౨ ൡ౨  ಎಂ්ൿ ಅย౵ ನ 

೧ೕವನ ಮൡ౨  ಆೈರเඌಗಳ ಸಮಗ౳ ൤ಯඝ౬  ൧ೕฆತ౨ ං. ಇಂൿ ʻ൧ഖ౵  ಞಂലʼ ಎಂಬ 

ກಸคನย౵  ಞฆ൞ದ ಈ ಪ౳ ඃಶ, ಅಂൽನ ಜಲ๸ಪൟ౨ ನ ඛವბಹൕಯ ๰ౘ౱ ൤ಯඝ౬  

೉ൟ౳ ๯ತ౨ ං. ಈ ಎม౵  เವರಗำ, ඃ฿ಲಯ ಮൡ౨  ಜಲ๸ಪൟ౨ ನ ಮඑ౲  ಛಢ฿ದ 

๸ීಧವඝ౬  ෈ಂ෈๯๋ൟๅ. ಈ๎ನ౲  ൽ౾ౙ ನ ඃವ๬౩ ನ, ಆಳ, ಇโಗึಲ౵ ใ ඬฃತನ 

౽ಲದ ๬ಂಸౙ ೃൟಕ ಮൡ౨  ಆඋ౲ ൟ౱ ಕ ೧ೕವನದ ಉัเಛಜ ಅเූಜ౲  ූಗ฿ಜๅ. ಪ౳ ൟ 

ಅಂಶใ කಗ෱ಗಲದ ඬฃತನ ๬ಂಸౙ ೃൟಕ ಭเತವ౲ ದ ಒಂൿ ූಗ฿ಜ ಉัൽൿ౪ , 

ಇൟ๻ಸವඝ౬  ೧ೕ๋ತ฿ಜഔౣ ං. 

ූಗ๋ൟಃ ๸ಪ౳ ർಯ ಮൡ౨  ๬๼ತ౲ โ උ෦ბಕ ූವචಡ ಅತ౲ ಂತ 

ಹൟ౨ ರ฿ಜൿ౪ , ඃವฌಂൽಡ ಆඋ౲ ൟ౱ ಕ ๸ಪಕბವඝ౬  ෩ല๯ವ ಶ౾౨ ෷ಳ౶ ൿ౪ . ಇದರย౵  

๏ಷౣ  ಮൡ౨  ೦ನಪದ ಅಂಶಗัฆโದคಂದ, ๬෥ನ౲  ಜನคಟ ಧಮბದ ෰ಲ౲ ಗಳඝ౬  

ತฤඪ๯ತ౨ ං. ಈ ๸ಪ౳ ർಯโ ඬฃಣ ౽ಲಘಟౣ ದย౵  ๾ഔౣ ฆವ ๬ಧ౲ ൤ಯඝ౬  ಭಕ౨ ฆ 
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ಒඪ౭ ಆಂലർ౪ ฉ. ಇದರย౵  ಒಳತಂലฆವ ๬๼ತ౲  ಮൡ౨  ಪฏಪฉ෷ ඛච౬ -෮ච౬ ಯൿ 

ಅಲ౵ , ಇൿ ൽೕಘბ౽ಲൽಂದศ ಪ౳ ಚยತ฿ಜං. ූಗ๋ൟಃ ๬๼ತ౲ โ เ๠౧ ඬฃಣ, 

๏ವඬฃಣ, ಮൡ౨  ಬ౳ ಹ౱ ඬฃಣಗಳඝ౬  ಒಳತಂലං. ಇൿ ෨ಖ౲ ฿ಜ เ๠౧ เನ ๸ීඌ 

ඃ฿ಲಯಗัಡ ๸ීඌ๭ඈ൤ ౽൐ಸಬ๾ൿ, ಆದฉ ಅದಃౙ  ෥ತ౳  ๭ೕ෦ತವಲ౵ . ಇದರย౵  

๏ವ, ಬ౳ ಹ౱ , ಆൽಶ౾౨  ඩವბൟ ಮൡ౨  ಗಣಪൟ ๳คඈ൤ ಅඡಕ ඃವ൤ಗಳ ಀคತ ಕ൳ಗಳඝ౬  

ಒಳತಂലං. ๬෥ನ౲ ฿ಜ ౽ൟბಕ ෥ಸದย౵  ກೋ౞  ๏ವ ඃ฿ಲಯಗำ 

ත೧ಸಲ౭ ഴತ౨ ๅ. ๏ವ ඃ฿ಲಯಗัಡ ಈ ෥ಸದย౵  ກೋ౞  ಮಹತ౷ เං ಆದฉ ಇඃ 

෥ಸದย౵  เ๠౧  ඃ฿ಲಯಗัಡ ಏಃ ූಗ๋ൟಃ ๸ಪ౳ ർಯದವฆ ನഷൿಆำ౶ ൞౨ ฉ? 

ಇย౵  เේൟ උค෴ඈತಹ ๏ವ, කಮඋค ಆඈತಹ เ๠౧ , เේൟ ಒഷಯನ ත೬ 

౽ൟბಕ ෥ಸದว౵ ೕ ກೋ౞  ಪ౳ ಚยತ. ๏ವฃൟ౳  ෈ಟౣ ฉ ౽ൟბಕ ෥ಸ ກೋ౞  ๏ವ 

ත೬ತำ౶ ವ ෥ಸ. ಆದง ౽ൟბಕ ෥ಸದย౵  เ๠౧  ඃ฿ಲಯಗัಡ ಏಃ ූಗ๋ൟಃ 

๸ಪ౳ ർಯ ಆಚค๭ಆಂഴ ຄೕಞ൞౨ ฉ? ಎಂ්ൿ ಜನಗัಡ ൟัಯ෎౾ฆವ 

เೈರ฿ಜං. 

౽ൟბಕ ෥ಸದ ಅ෥฿๲౲ ಯ ඦತರದ ๾൐౧ ෫ಯ ൽನඈൿ เ๠౧  

ൽೕ඲ೕತ౺ ವ ಬฆತ౨ ං. ಇൿ උ෦ბಕ ಆಚರൕಗಳย౵  เ๏ಷౣ ฿ದ ๬౩ ನ ಪഷൽฆ๋ಥൿ౪ . 

ಆ เ๠౧  ൽೕ඲ೕತ౺ ವದ ൽನ ಅඡಕ เ๠౧  ඃ฿ಲಯಗಳย౵  ಲౘൽ౷ ೕಪๅಂಬ ກಸคನย౵  

ൽೕಪಗಳ ಆฃಧච ನഷ෷ತ౨ ං. ಆ ൽೕಪಗಳ ಆฃಧච ನഷಯฤ ಅಂൿ ʻූಗ๋ൟಃʼ 

ʻ๋ൟಃʼ ಅಂದฉ ಭಗ๋ತඛಡ ๋ൟಃ งಪದย౵  ಆഴ๋ತಹ ඃ൐ಯඝ౬  

ಆ๻ರงಪದม౵ ಗಬ๾ൿ, ಧನงಪದม౵ ಗಬ๾ൿ, ಮ൧౨ ಂൿ ಮಗඅಂൿ ෴โඃ 

งಪದม౵ ದง ๸ಗ౳ ಹ ෥ഴโದರ ෩ಲಕ   ๯ತ౨ ෨ತ౨ ಲ ಛ౳ ಮಗಳඝ౬  

ಒಟ౛ ല๭ಆಂഴ สೕಕಕม౲ ൏ಥბ฿ಜ ನഷ๯ವ ಆಚರൕ෻ เ๠౧  ൽೕ඲ೕತ౺ ವ.  

ූಗ๋ൟಃ ๸ಪ౳ ർಯ ๼ಂൽನ ౽ಲದย౵  ಭಯ-ಭ౾౨  ಮൡ౨  ಏ౽ಗ౳ ൤ಯ ๸಄ತ฿ಜ 

ಆಚคಸมಞൟ౨ ൡ౨ . ಆඎඛಕ൤ ಮൡ౨  ็೦ౢ ඛಕ ಪ౳ ಗൟ ๼ච౬ วಗಳย౵  උ෦ბಕ ಆಚರൕಗำ 

ಸ౷ ಪ౳ ൟ๣౤ ಡ ಒಳಛಞൟ౨ ๅ, ඃವರ ෬ยನ ದರವ ಮൡ౨  ෥ನเೕಯ ෰ಲ౲ ಗำ 

ಕല෫෴ಞൟ౨ ฆโದඝ౬  ๏౳ ೕ ๅಂಕച๜ ಉඩ౭ ರಹ ౶ั  ಅವฆ ಪ౳ ๬౨ ඪ๯൞౨ ฉ. ಹึಯ 

౽ಲದย౵  ಸರಳ฿ಜ ಆದฉ ದರವൽಂದ ත೦ เඋನಗำ ನഷ෷ൟ౨ ದ౪ ฉ, ಇൟ౨ ೕ೉ನ 

ൽನಗಳย౵  ූಗ๋ൟಃ฀ತಹ ๸ಪ౳ ർಯಗำ ಃಲๆ ಛ౳ ಮಗಳย౵  ෥ತ౳  
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෨ಂൿವคൽๅ. ತಮ౱  ಛ౳ ಮ ූಗ๋ൟಃ ๸ಪ౳ ർಯವඝ౬  ಉั๭ಆಂലฆโದಃౙ  ಅವฆ 

ກ෫౱  ವ౲ ಕ౨ ಪല๯൞౨ ฉ. 

ಉඩ౭ ರಹ ౶ั  ಛ౳ ಮ ಕಸ෇ ຄೕಬั කಗ෱ಗಲ ൞ล౾ನ ಄ಂದ౳  ๬౩ ನൽಂದ 

಄ವಲ ಁಗಳ൤ಯย౵ ฆವ ಛ౳ ಮ. 36 ඃ฿ಲಯಗัฆโൿ ಈ ಛ౳ ಮದ เ๕ಷ. ಈ 

ඃ฿ಲಯಗำ ൟั๯โඃචಂದฉ ಈ ಛ౳ ಮದ ๼ච౬ ว, ಈ ಛ౳ ಮ චච౬  ෮ච౬  

ಕഔౣ ฆโದಲ౵  ಎಂ්ൿ. ฿๞ბಕ฿ಜ ಕඛಷ౤ ๅಂದง 18 ฿๞ბಕ ಅಂಕಯბಗำ ಈ 

ಛ౳ ಮದ ๏౳ ೕ ಹඝ෱ತฃಯ ඃವ๬౩ ನದย౵  ನഷ෷ತ౨ ๅ.  ๸౽౳ ಂൟ ಆฏಭൽಂದ ๒ನ౲  

෥ಸದ ವರಡ ಅಂದฉ   ല๲ಂಬฑ 16 คಂದ ಜನವค 15ರವฉಡ ಪ౳ ൟൽನ ෨ಂ೦ච෵ಂದ 

ฃൟ౳  ಎม౵  ත೬ චರๆฆತ౨ ං. "ກ෫౱ ಯ เಷಯๅಂದฉ ಃಲโ ಊฆಗಳย౵  ෷ವಕฉಲ౵  

ූಗ๋ൟಃ ಬಡ౛  ಆಸ౾౨  ൧ೕฆൟ౨ ಲ౵  ಅಂ൞ฉ; ಆದฉ ನඞ౬ คನ ಛ౳ ಮದย౵  අಡ౥ ವฌಂൽಡ 

෍ಳಜನ ೦ವ ෩ฆ කฤౙ  ಧങ෵ಂದศ ๼คಯฌಂൽಡ ෷ವಕฆ ๳คಆಂഴ ಭಜච 

෥ഴ൞౨ ฉ. ๏ವฃൟ౳  ൽನใ ಭಜච ನഷ෷ತ౨ ං. ಇย౵  เ๠౧  ಅಥ฿ เ๠౧  ๸ීඌ 

ඃವฆಗಳನ౬ ಲ౵ ං ಎม౵  ඃವฆಗಳඝ౬  ත೧๯൞౨ ฉ. ූಗ๋ൟಃ ಪದಗಳච౬ ೕ 

ಆಧค๭ಆಂഴ ಭಜච ෥ഴ൞౨ ฉ. ಇย౵  ූಗ๋ൟಃ ಪದಗಳඝ౬  ർഔಯย౵  

෥ಪბല๭ಆಂഴ ಭಜච ෥ഴ൞౨ ฉ. ๼෫౱ ೕಳ ෨෫౱ ಳದವคฆ൞౨ ฉ” ಎಂൿ ತ෩౱ ฆ 

ಉඩ౭ ರಹ ౶ั ಯ ූಗ๋ൟಃ ๸ಪ౳ ർಯದ ಬಡ౛  ๋ಕച๜ ຂำ൞౨ ฉ. 

ಇൟ౨ ೕ೉ನ ൽನಗಳย౵  ಇൿ ಸರಳ฿ಞൟ౨ ං. ๼ಂං ಬಹಳ เ೫ಂಭൕ෵ಂದ ಭಜච 

๬ಞൟ౨ ൡ౨ . ๼ಂං ಪ౳ ൟ ಶඛ฿ರ ฃಮ෱ൽರದย౵  ಭಜච ನഷ෷ൟ౨ ൡ౨ . ಇലೕ 

ಕකბಟಕದย౵  ಎย౵ ෸ ಁಡ ඣೕಡฤ ๭ಗൽฆ๋ತ ฃಮ เಗ౳ ಹ, ฃಮ, ಲౘ౱ ಣ, ๭ೕ൞, 

ಹඝ෱ತ ಸ෬ತ฿ದ ಅ෪ತ๏วಯ เಗ౳ ಹ ಉඩ౭ ರಹ ౶ั  ಛ౳ ಮದย౵ ං. ಇವൡ౨  ಁಡ ಪ౳ ൟ 

ಮචಯವฆ ಸರൽ ಪ౳ ౽ರ ฿ರಃౙ  ಒಂൿ ಮච฀൤ ත೬ ಅಂಕಯბ ನഷ෷ತ౨ ං. ಆದฉ 

๼ಂൽඦ൤ ಭಜච ಇಲ౵ ; ಈಗ ඛಂ൧ೕಜං. ಎඝ౬ ൞౨ ฉ,ವಕ౨ ೃಗำ. ಅಲ౵ ං ಉඩ౭ ರಹ ౶ั ಯ 

ಛ౳ ಮದ ກ൒౧ ಮಗำ ಅಂൿ ಚಪ౭ ರದ ൽನ ಀಲದ เೕಳ౲  ಆಡ෎౽ದ ಪದ౫ ൟ ಇൡ౨ . เೕಳ౲  

๭౷ ೕಕค๯ವ ๸ದಭბದล౵  ಮൡ౨  ಆഴವ ๸ದಭბದล౵  ๬෩๼ಕ฿ಜ ූಗ๋ൟಃ 

ಪದಗಳඝ౬  ಁൡ ๻ല เೕಳ౲ ವඝ౬  ಸಮඪბ๭ ಊคನ ກ൒౧ ಮಗಳඝ౬  උฉ ಎฉ෷ವ 

ಪದ౫ ൟ ๸ಪ౳ ർಯ ಇൿ౪ , ಆ ๸ದಭბದย౵  ๻ഴൟ౨ ದ౪  ๬๼ತ౲  ๻ಟ ๻ഴಛคಃಡ 

ಜನฆ ූವಪರವಶฃಞൟ౨ ದ౪ ฏ൤. ಇಂತಹ ๬๼ತ౲ ವඝ౬  කโ ಇನ౬ ๠ౣ  

๸๗ೕಧචಯඝ౬  ಅತำ౶ โದರ ෩ಲಕ ಉั๭ಆಳ౶ ෎౽ದ ಅඛ฿ಯბเං.  
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ಹ ౶ั ಗಳย౵  ೦ನಪದದ ๵ಗಡย౵  ಛ౳ ಮ ඃವ൤ಯ ๻ഴಗಳඝ౬  ಀคൡ เർ౲ ๋ತฆ 

ಅเർ౲ ๋ತರ ನഴๅ ๻ഴ฿ಗ අೕಷಗำ ಉഴ ීದง ಈ ๼ච౬ วಯย౵  ඣೕലದฉ 

ಭಗ๋ൟಃ ฃ෥ಯಣದ ๬๼ತ౲  ಇൿ ಪคಷౙ ೃತ ๬๼ತ౲  ಎನ౬ ಬ๾ൿ. 

  කಗ෱ಗಲ ൞ล౵ ౾ನ ಉඩ౭ ರಹ ౶ั ಯย౵   ತೕഷ ಕഖౣ ವ ಉඩ౭ ರฆ 

ಇฆโದคಂದ ಉඩ౭ ರ ౶ั  ಎಂൿ ກಸฃಜං. ಉඩ౭ ರ ಜකಂಗ ಕഖౣ ವ ಸ෨ർಯ. ಈ 

ಜකಂಗ ກೈ౞ ಜ ಇฆโದคಂದสೕ ಏඣೕ ಉඩ౭ ರ ౶ั  ಎಂൿ ກಸฆ ීൡ ಎඝ౬ ൞౨ ฉ. 

ಇലೕ ฃಜ౲ ർದ౲ ಂತ ಉඩ౭ ರ ಜකಂಗ ಕഔౣ ฆವ ಕಟౣ ಡಗำ ೧ೕ๋ತ ๬౾౹ ෴ಜๅ.. 

ඃ฿ಲಯಗಳඝ౬  ಕഔౣ ฆโದคಂದ ๼ലൿ ๬෥ನ౲  ಬಡಜನರ ಞലಸฤ ಮච 

ಕഖౣ ವವฉಟ ಉඩ౭ ರ ಸ෨ർಯ ಃಲಸ ෥ലං. "ನಮ౱  ๼ಂൽನ ತว෥คನವฆ 

ຂำൟ౨ ದ౪ ฆ. ತರಞ ಞല๭ ಮච ෥ലದವฆ කโ ಎಂൿ " ಎඝ౬ ൞౨ ฉ ๅಂಕച๜ 

ಉඩ౭ ರಹ ౶ั    

කಗ෱ಗಲ ൞ล౾ನ ಉඩ౭ ರಹ ౶ั  350 ಮචಗัฆವ ಛ౳ ಮ. ౽ൟბಕ ෥ಸದ 

ಎರಡඡ ๵ೕಮ฿ರ ಇย౵ ಂದ ූಗವൟಃ ಕഔౣ ಆಂഴ ಊฃಡฤ ຄರഴโൿ ฿ലಃ. 

౽ರಣๅಂದฉ, ಆච ๵ೕಮ฿ರ ಅ෥฿๲౲  ಬฆತ౨ ං. ಅ෥฿๲౲ ෴ದ 15 ൽವಸಃౙ  

เ๠౧  ൽೕ඲ೕತ౺ ವ ಬฆโൿ. ಉඩ౭ ರಹ ౶ั ಯย౵  ූಗ๋ൟಃ ಕഔౣ  ಊฃಡฤ ຄೕಜ 

ීದ ඦತರ ಅಂൽඛಂದ เ๠౧  ൽೕ඲ೕತ౺ ವದ ತನಕ ๸೬ ຄൡ౨  ಪ౳ ൟൽನ เ๠౧ เಡ 

ජๆದ౲  ෥ഴ൞౨ ฉ. ಇൿ ಉඩ౭ ರಹ ౶ั  ಛ౳ ಮದ ූಗ๋ൟಃಯ เ๕ಷ. "කโ ಅങ౬  

ಚඬბ ಅಂൟೕเ; ನฤౙ ಂൽ ಕഷ ಇದඝ౬  ಚඬბ ೎ม౵ ಟ ಎඝ౬ ൞౨ ฉ.  ಅಟౣ ൐ಡಯย౵  ಇഖౣ  

ජๆದ౲  ෥ഴโದคಂದ ಅഔ౬  ಚඬბ ಅಂ൞ฉ"  

ಉඩ౭ ರಹ ౶ั ಯย౵  ಎರಡඡ ๵ೕಮ฿ರๆ ಊฃಡฤ ຄೕಗฤ ౽ರಣๅಂದฉ, 

ಈ ಊคನย౵  ಬ๾൥ಕฆ ಉඩ౭ ರ  ไൟ౨  ෥ഴൟ౨ ൿ౪ ದคಂದ ෮ದಲඡ ฿ರ 

ූಗ๋ൟಃಡ ຄೕಞವ ๼ච౬ วಯย౵  ๬ರൕ ನഷ෷ൟ౨ ൡ౨ . ಅಂದฉ (෨ಂൽನ ฿ರ 

ಊฃಡฤ ຄರಡ෎ಀ ಈ ฿ರ ಬങౣ  ಬฉಯಲ౵  ಸ౷ ಚ౟  ෥ലಆ ౶ั ) ಎಂൿ ഽಟರ 

෥ഴโඃ ๬ರൕ. ಅಂದฉ ಬങౣ  ಬฉಗಳಲ౵ ං ಊฃಡฤ ຄೕಗ෎౽ಜฆವ ๭ದ౫ ൤ಗำ, 

ಪಟದ ಀ൐ತโ ಇൿ౪ ದคಂದ ಪಟ ಪคಕರಗึಲ౵  ๭ದ౫ ತั๭ಆำ౶ โൿ, ಪಟಃౙ  ಕഖౣ ವ 

๚ಀ, ಚಕ౳ , ಪಟದ ವಸ౨ იಗำ ಎม౵  ඃವರ ๬ಮಜ౳ ಗัಟ ෨ಂං ಊฃಡฤ ຄೕർಗ 

෴โඃ เಘ౬ ಗะಗඈ൤ ත೬ ಸย౵ ๯ൟ౨ ದ౪ ฆ. ඦತರ ๵ೕಮ฿ರ ෍ัಡ౛  ಸค ๯෥ฆ 

8:30ฌಳಡ ಎಲ౵ ง ಹඝ෱ತ ඃವ๬౩ ನದ ಹൟ౨ ರ ๳ค ಪಟಗಳඝ౬  ๭ದ౫ ತั๯ವ ಪ౳ ౾౳ ෺ 
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ನഷ෷โൿ. ಒಂൿ ಪಟವඝ౬  ๼ഔౣ ನ ಪಟ ಎಂൿ ๭ದ౫ ෥ല ಕั๯൞౨ ฉ. ಈ ಊคನ 

ಉർಯ ർಖว ಛ౳ ಮ ಅರ๳ದಡನ ಆಪ౭ ฤ. ಈ ಅರ๳ದಡನ ಆಪ౭ ยಡ ๼ഔౣ ನ 

ಪಟವඝ౬  ಕั๯൞౨ ฉ. ಅย౵  ඃವฌಂൽಡ ຄೕದವคಡಲ౵  ಮචಡ ಇಬ౯ ฏ൤ ಊಟ 

ಆഴ൞౨ ฉ. ಇย౵ ಂದ ๼ഔౣ ನ ಪಟ ൤ಡൿಆಂഴ ຄೕದವฆ ಅರ๳ದಡನ ಆಪ౭ ಲ 

෥ರಮ౱ ನ ඃವ๬౩ ನದ ෨ಂං ಉಬ ඛย౵ ๭, ಈ ൽನ ಮඋ౲ ಹ౬  ನ෩౱ คನ ූಗ๋ൟಃ 

෬ಳ ಬฆโංಂൿ ൟั๯൞౨ ฉ. ๼ೕಡ ಉඩ౭ ರ ಹ ౶ั ෵ಂದ ඩ౳ ฏಭ฿ದ ූಗ๋ൟಃ ೦ತ 

෮ದฤ ಮದಲಹ ౶ั , ಅย౵ ಂದ ೓സನಹ ౶ั , ඦತರ ൧ಳย, ಅย౵ ಂದ ಅರ๳ದಡನ 

ಆಪ౭ ฤ, ಅರ๳ದಡನ ಆಪ౭ ยಂದ ಬಸๆಶ౷ ರನಗರ, ಅย౵ ಂದ ഔ෈ ಬറವൕ, ഔเ 

ಬറವൕ෵ಂದ කಗ෱ಗಲ, කಗ෱ಗಲൽಂದ ಯ൭๭౩ ൟ ෴ವ ಸ౩ ಳൽಂದ ຄರಟฌೕ 

ಆ ಸ౩ ಳಃౙ  ຄೕಜ ๳คಆำ౶ ൞౨ ฉ. 

ಇ๦ౣ ಂൿ ಊฆಗಳඝ౬  ๯ತ౨ ฤ ๬ಧ౲ ක ಎඝ౬ โൿ ಯౘಪ౳ ๔౬ . ຄೕದ ಊฆಗಳว౵ ಲ౵  

ಪ౳ ൟ ಮචಯย౵  ත೬ ෥ಡยಃౙ  ๬ಧ౲ ๆ? 

ಛ౳ ಮಗಳย౵  ෴ವ ඃವ๬౩ ನಃౙ  ຄೕದฆ ಆ ಛ౳ ಮ ඃ฿ಲಯಗಳย౵  

෬ಳಕഖౣ โൿ, ಪಟದ ಀ൐ತ, ಆೕഽಜ ಀ൐ತ ಇฆತ౨ ං. ಇದರ ೯൤ಡ ๚ಀ, ಚಕ౳ , ಪಟ 

ಇๅಲ౵ ౙಁ  ಪ౳ ൟ ಛ౳ ಮಗಳล౵  ත೬ ನഷ෷ತ౨ ං. ಇඞ౬  ಪಟౣ ಣ ಪ౳ ඃಶಗಳย౵  

ಯಜ෥ನฆ ಇฆ๋ತಹ ෨ಘಡರ ಮචಗಳඝ౬  ෮ದศ ಆ෺ౙ  ෥ലಆಂലฆ൞౨ ฉ. 

ಇಂൽಟ ಁಡ ഔ.෈. ಬറವൕಯย౵  ෥ඃಶ౷ ರನ ඃವ๬౩ ನ  ಇರಬ๾ൿ, ಬಡಞಡಮ౱ ನ 

ඃವ๬౩ ನเರಬ๾ൿ ෴โඃ ෨೩ಗರ ๸ಀ೉ತ ූವච ಇಲ౵ ದ คೕൟಯย౵  ෬ಳ 

ಕഔౣ ಆಂഴ ಆ෴ ಮචಗಳ ෨ಂං ත೬ ಸย౵ ๭ಆಂഴ ಯ൭ ๭౩ ൟ ๬฀౽ಲ 

ූಗ๋ൟಃ ඈഴ ಊคಡ ๼ಂൽฆಞತ౨ ං. 

ಆೕഽಜ ಮൡ౨  ಪಟಗಳඝ౬  ಊคಂದ ຄರಡ ಇഔౣ ฆ൞౨ ฉ.. ಪಟಗಳච౬ ಲ౵  ಆಲದ 

ಮರಃౙ  ඛย౵ ๭ ಅว౵ ೕ ಆೕഽಜಯඝ౬  ಁค๭ ಒಂൿ ಕഷ ಉತ౺ ವದ ತ෴คಃ 

ನഷ෷ൟ౨ ฆತ౨ ං. ෴ವ ಮචಯย౵  ಪಟದ ත೬ ನഷ෷ತ౨ ං෽ೕ ಆ ಮච෵ಂದ ಕಳಸ 

ಬฆತ౨ ං. ಕಳಸ ීದ ඦತರ ಉತ౺ ವ ൤ಡൿಆಂഴ ීൿ ಪಟಗಳඝ౬  ಇഔౣ ฆವ ೦ಗದย౵  

ත೬ ಸย౵ ๭, ಕඬ౭  ಉಬัಯඛ౬ ഖౣ , ಉಬั ෬ว ಆഽಜಡ ದ౾౹ ൕಯඛ౬ ഖౣ  ත೬ 

෥ല, ඦತರ ಊฉม౵  ෫ರವ൐ಡ ෥ല, ฃൟ౳ ෺ಲ౵  ෫ರವ൐ಡ ನഷ෷โൿಂഖ. ๼ೕಡ 

෫ರವ൐ಡ ෨ಜൿ  ಮ๻ ෱ಗะರൟ෴ದ ඦತರ ಕค๭ೕ෷โൿ 

ನഷ෷ತ౨ ං.(ඁ๞ౣ ෴ಗඃ ಇರย ಎಂൿ ತಮങ ඝല๯ವವರ ෨ಌಂತರ ಆೕั ൪ൿ 
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ಆ෷౪  ๭ೕൿ ಅದඝ౬  ກ෇౯ ಜยನ ಉಬಗัಡ ಹ೉౞  ඁ๞ౣ  ൤ಡൿ ූಗ๋ൟಃ ൽನವඝ౬  

ಸ෥ඪ౨  ෥ഴ൞౨ ฉ. 

ಭಗ๋ൟಃ ๸ಪ౳ ർಯ ೦ನಪದ ๸ಪ౳ ർಯದ ಒಂൿ ූಗๆ ಆದง ූಗ๋ൟಃ 

๬๼ತ౲  ಎඝ౬ โൿ ಒಂൿ ಪคಷౙ ೃತ ๬๼ತ౲  ಇದರย౵  ಎย౵ ෸ ฿౲ ಕರಣ අೕಷเಲ౵ ඈ൤ 

๬๼ತ౲ ದ ಮല๋ൟಃಯඝ౬  ౽ඩലಆಂഴ ීൽං. ಅಲ౭ ඩ౳ ಣ ಮ๻ඩ౳ ಣದย౵  

ಬಳಃಯ ವ౲ ൞౲ ಸ฿ಗದ คೕൟಯย౵  ಈ ๬๼ತ౲  ಇฆโൿ ಗಮකಹბ฿ದ เಷಯ. 

ಹ ౶ั ಗಳย౵ , ೦ನಪದದ ๵ಗಡย౵  ಛ౳ ಮ ඃವ൤ಯ ๻ഴಗಳඝ౬  ಀคൡ ಉಚ౞ ค๯฿ಗ 

เർ౲ ๋ತರಲ౵ ದ ಅเർ౲ ๋ತರ ನഴๅ ಃಲ่ಂൿ අೕಷಗะಜರಬ๾ൿ, ಆದฉ 

ಅದඝ౬  ಗಣචಡ ൤ಡൿಆಳ౶ ං ෽ೕ೉๯โർದฉ ಇൿ ๏ಸౣ งಪದ ಪคಸౙ ೃತ ๬๼ತ౲ ๆ 

ಸค. 

ಉඩ౭ ರಹ ౶ั ಯ ූಗ๋ൟಃ ಕม෬ಳದย౵  ෨෫౱ ೕಳದย౵  ಆฆ ಜನคದ౪ ฉ 

๼෫౱ ೕಳದย౵  ಆฆ ಜನฆ ಇฆ൞౨ ฉ. ನഴๅ ಆೕഽಜ ಇฆತ౨ ං. ಆೕഽಜ ൞ಳಃౙ  ತಕౙ ಂ൤ 

ກ೬ౠ  ๻ಀತ౨ ං. ಅಲ౵ ං ಒಂൿ ಚರಣ ෨ಜ෷ൟ౨ ದ౪ ಂ൤ ಏฆಧ౷ ඛ ಮൡ౨  ಃಳಧ౷ ඛಯย౵  

൤ಡൿಆಂഴ ຄೕಞವ ಉං౷ ೕಗ, ූವච ನಮ౱ ඝ౬  කโ ಈ ූಗ๋ൟಃ ๻ഴಛคಃಯ 

ಅಂಕಯბಃౙ  ൧ಡಜ๭ಆำ౶ ವ คೕൟ ಬค෥ൟನย౵  ຂಳมಗൿ. ಅದඝ౬  

ಅඝಭเ๭ർಗศ ൟั෷โൿ. ಅඝಭเ๭ದವರ ಮನ๯౺   ඬඛೕತ฿ಞโඈൢ ඛಜ.  

ಊคನว౵ ೕකದง ෭ยಡ, ๬โ ඣೕโಗำ, ත೬ ෥ഴವವರ ಮචಗಳย౵  

ಞฆತರකದ ಬದมವൕಗะದฉ ෥ತ౳  ಒಂൿ ฿ರ ಹಬ౯ ವඝ౬  ෨ಂ඀ಡลಬ๾ൿ. 

เ๠౧  ൽೕ඲ೕತ౺ ವ ౙಁ  ූಗ๋ൟಃಟ ಕඛಷ౤ ಪౘ ಏำ ൽನಗಳ ಅಂತರเರ෎ಀ ಎಂ්ൿ  

฿ലಃ. ෨ಸ౺ ಂ೬ಯย౵  ൽೕඩฃಧච,  ಅങ౬ ಚඬბ  ನഷಯ෎ಃಂ්ൿ ಁಡ ฿ലಃ. 

ಒಂൿ ๆึ ಊฃഴವ ๸ದಭბದย౵  ಮึ ಹඛ ಏකದง ීൿ ඃವฆ චචದฉ ಇย౵ ಂದ 

൧ಂಡඞฆ ಃฉ ಅಥ฿ ๰ึಃฉಡ ຄೕಜ ಅย౵  ಧಛ ๬౬ ನ ෥ല๭ 

෨൦ංಯฌಂൽಡ ๿โ, ຄಂ෇ึಯย౵  ඃವರඝ౬  ൪ൿ ಉತ౺ ವ ෥ಡತಕౙ ಂಥൿ౪  

ಁಡ ฿ലಃ. 

ූಗ๋ൟಃ ෨ಜದ ൽನ เ๠౧  ൽೕ඲ೕತ౺ ವಃౙ  කಂൽ ಆಞโൿ เ๠౧  

ൽೕ඲ೕತ౺ ವದ කಂൽಯ ൽನใ ಁಡ ಆೕഽಜ ಒಂൿ ෈ഖౣ  ූಗ๋ൟಃ ෬ಳโ 

ಇฆತ౨ ං. ಕರಗ ಮຄೕತ౺ ವใ ಇฆತ౨ ං. ಕರಗವඝ౬  ඃ฿ಲಯದ ෨ಂൽฆವ 
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ಗฆಡಧಬದ ෬ว ಮಡಜದ ඦತರ ಆ ವಷბದ ූಗ๋ൟಃ ಆಚರൕ ಮൡ౨  ෬ಳಃౙ  

෨౽౨ ಯ ຂำ൞౨ ฉ. 

ಉඩ౭ ರಹ ౶ั ಯย౵  ನಛค, ತಮങ, ൞ಳಗಳඝ౬  ූಗ๋ൟಃ ෬ಳದย౵  ಬಳ๯൞౨ ฉ. 

ಬಸವ ๼ಂං ಇൿ౪ , ಇൟ౨ ೕ೎ಡ ಬಸವನ ๸ಪ౳ ർಯ ඛಂൟං. ಇย౵  ಆೕഽಜ ෥ತ౳  

ಀ൐෷ತ౨ ං ಉัದವฆ ಀ൐෷โൽಲ౵ . ූಗವತฆ ඵ೎ ಶರഖ ಕറ౥ ಯ฿ಜ 

ಧค๯൞౨ ฉ. ಚಪ౭ ย ๻ಀವ ๻ಜಲ౵ . ಆೕഽಜ අಗศ ಶರഖ, ෬ว ಆೕഖ ๻ಟ 

౽ยಡ ಚಳ౬  ಧค๯ತ౨ ං. ಅಯย౵  ෈ฤ౵  ๼ലൽฆತ౨ ං. ๲ಣ෈ඛಂದ ෥ലದ ෦ೕ๲ 

ಕഔౣ ಆಂലฆತ౨ ං. ౾คೕಟ฿ಜ ಧค๯ವ ಚಮბಃౙ  ฃಜ൤ච, ೯ೕಳದ൤ච, ๾ಚ౞ ำ౶ ๿โ, 

ಅൕ౧ ๿โ ಇๅಲ౵ ವඞ౬  ജೕඪಯ ൡൽಡ ಕಟౣ มಜฆತ౨ ං. ಆೕഽಜ ๆಷ ಧคಸวಂඃ 

ಃಲโ ಀഖಂಬಗำ ෦ೕಸยๅ. ಅವช ಆೕഽಜ ๆಶ ๻ಀ൞౨ ฉ. ಉඩ౭ ರฆ ൟฆಪൟ 

ๅಂಕಟರಮಣನ ಒಕౙ ฤ. ౽ൟბಕ ෥ಸದ ූಗ๋ൟಃ ๸ದಭბದย౵  ಉඩ౭ ರಹ ౶ั ಯย౵  

ಆ๻ರ ಸ๬౲ ๻ರๆ ಆಜฆತ౨ ං. ಒಂൿ ๆึ ౽ൟბಕ ෥ಸದย౵  ෴ฃದง ಊคನವฆ 

ຄರಗഷ ෥ಂ๬๻ರ ಉಪ෽ೕಜ๭ದฉ ಮචಡ ීൿ ๬౬ ನ ෥ലಆำ౶ ൞౨ ฉ. ർಸಪ౭  

ූಗ๋ൟಃ ๸ಪ౳ ർಯದ ಒಂൿ ූಗವ๣ౣ ೕ. ಪ౳ ෨ಖ ๬౩ ನๆඝ ಅವคಜಲ౵ . ൽೕವഔಡ 

ಸมಂ ಅඝ౬  ർಸಪ౭ ඡ ෥ഴ൞౨ ච. ಮല฿ಳರ ඩತ౳  ಉඩ౭ ರಹ ౶ั ಯย౵  ಇಲ౵ . 

“ූಗ๋ൟಃ ๬๼ತ౲  ෩ಲದ ಬಡ౛  ඛಮಡ ಏකದง ൟัൽං෻”? ಎಂർಗ 

"ಘലತ฿ಜ෸ ಇಲ౵ , ನನಟ ಁಡ ಇൿ ಯౘಪ౳ ๔౬ ෴ಜ෻ ಉัൽං. ಒಂൿ คೕൟಯ 

ಈൡಕใ ຆൿ. ๚ಀ, ಚಕ౳ , කಮ ಎඝ౬ โದಃౙ ಲ౵  เเಧ ಅಥბವච౬ ೕ ಅವฆ ຂัർ౪ ฉ. 

ಅಂದ෬ว කๆඝ ಅವคಜಂತ ෨ಂൿವคൽಲ౵ . ಬ๾๛ ౽ัർಸ, ඬฏದರർಸ, 

ಕನಕർಸฏತಹ ๔౳ ೕಷ౤  ಕเಗಳ ๬๼ತ౲ ಃౙ  ಜನಪದ ๬๼ತ౲ ๆ ද౳ ೕರൕ෴ಜರಬ๾ൿ. 

ಏಃಂದฉ ನಮ౱  ತಕბಃౙ  ඛฤಕඈತಹ ಎ๦ౣ ೕ ಶಬ౪ ಗำ ಅವರ ಬರಹದย౵  ීൽๅ. ಅವರ 

ද౳ ೕರൕಡ ෴โඅೕ ಹ ౶ั ಗಳ ซತ ಮಹඛೕಯ ຄಲ ಉำವವನ ෇ಯย౵ , ಆ෷౵  

෥ഴವವನ ෇ಯย౵ , ත೬ ෥ഴವವನ ෇ಯย౵ , ຄರಗഷ ඛಂൡ ಪฃಋ ຂำವವನ 

෇ಯย౵ , ൽೕವഔಡ ಸมಂ ෥ഴವವನ ෇ಯย౵  ಬฆ๋ತಹ ಪದಗำ ಅವඝ ಉ൤౭ იೕಃ౹ ಡ 

ຂำൟ౨ ದ౪ ඣೕ ಅಥ฿ ಇච౬ ೕඣೕ ಮನ๭౺ ನย౵  චචൿ ຂำൟ౨ ದ౪ ඣೕ ತൟ౨ ಲ౵ . ಇൿ 

ಭಗ๋ತඛಡ ෈ಟౣ  เೈರ. ಆ ಶಬ౪ ಗಳඝ౬  ಆค๭ಆಂഴ ಯ౾ౙ , ൟฆಳඝ౬  ූಗ๋ൟಃಡ 

๻ഴಗะಜ ಬಳ๭ಆಂಡชඣೕ" ಎඝ౬ ൞౨ ฉ. ๅಂಕച๜ ಉඩ౭ ರಹ ౶ั    
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෬ยನ ವಕ౨ ೃಗಳ ຂัಃಯඝ౬  ಗಮඛ๭ർಗ ಕನಕർಸฆ ಮൡ౨  ඬฏದರർಸฆ 

ಜನคಡ ෥ದค෴ದฆ ಎඝ౬ โದ౾ౙ ಂತ ಜನಪದๆ ඬฏದರർಸฆ ๻ಟ ಕನಕർಸರ 

౾ೕತბචಗัಡ ෥ದค෴ಜರลಬ๾ൿ. ಎඛ๯ತ౨ ං. "ಮย౵ ౽೩ბನ ๬౷ ෦ ಎย౵  ನยದ 

ಆಲൟ౨ ಯ ෍ಟౣ ದย౵  ನยದ, ಎಂ්ർಗย ๚ಀ, ಚಕ౳ , ಹค කಟ౲ ವකലದ ಎಂൿ ಅಂං 

ಜನಪದฆ ຂำ൞౨ ฉಂದฉ, ʻತೕಪಮ౱  ඛನ౬  ಮಗඛಡ ්ൽ౫ ಯ ຂัದರವ ಄ำವನಲ౵ ʼ 

ಎಂಬย౵  ತೕಪಮ౱  ಎಂ්ವำ ಂಷ౧ ನ ൞෵ ಎಂ්ൿ ಅಂඃ ತൟ౨ ൡ౨ ." ಎඛ๯ತ౨ ං. 

ಇංಲ౵ ದರ ನഴๅ ನಮಡ ಒಂದ๠ౣ  ವ౲ ൳ ತฆವ เೈರๅಂದฉ, ๼คಯ 

ತว෥คನವฆ ಒಂൽ๠ౣ  ಬฉൿಆಂലฆವ ๬๼ತ౲ ฿ಗಬ๾ൿ ๼คಯฆ ౾คಯ 

๾ഴಗರඝ౬  ๳ค๭ಆಂഴ ൞โ ಕยൟฆโದඝ౬  ಕย๭ಆഴ๋ಥർ౪ ಜರಬ๾ൿ, ಇൿ 

ಆಗ෎౽ಜං. ಆದฉ ಃಲๆ ಜನ ಆಸ౾౨  ಇฆ๋ತವฆ ෥ತ౳  ಬฆ൞౨ ฉ. ಆದฉ ෷ವಕฆ 

"๼ಂං ತද౭ ೕำൟ౨ ದ౪ ฆ ಅದඝ౬  ಸค ෥ലಆ ౶ู ೕಣ  ๬๼ತ౲  ಆല ಎಂൿ ಄ัದฉ 

๼คಯฆ ಅದඝ౬  ಆಡฤ ๭ದ౪ คಲ౵ . ಅವฌಂൽಡ ಅವฆ ಕยൟฆವ ಅಥ฿ ൞โ ಪ౳ ൟ 

෥ല๭ಆಂലฆವ ๬๼ತ౲ โ ಁಡ ನ๏๭ ຄೕಞโංಂ්ඃ ನನಡ ವ౲ ൳” ಎඝ౬ ൞౨ ฉ 

ಉඩ౭ ರಹ ౶ั ಯ ๅಂಕച๜ ಅವฆ. 

ಇ๣ౣ ಲ౵  ็ಭವದ ๼ච౬ ว ಇฆವ ಉඩ౭ ರಹ ౶ั ಯ ූಗ๋ൟಃ ๸ಪ౳ ർಯ 

කലකದ౲ ಂತ ಪ౳ ಸคಸൽರฤ ౽ರಣ, ಉඩ౭ ರฆ ಕഖౣ ವ ౽ಯಕದย౵  

൧ಡಜ๭ಆำ౶ โದคಂದ ౽ൟბಕ ෥ಸದย౵  ෈ಟౣ ฉ ಅವฆ ෎ฉ ൽನ ತಮ౱  ಕഖౣ ವ 

ಕ๯෈ನย౵  ൧ಡಜ๭ಆำ౶ โದคಂದ ಇൿ ಪ౳ ೈರಃౙ  ಬರൽರฤ ౽ರಣเರಬ๾ൿ. 

කಗ෱ಗಲದ ಇൟ๻ಸಃౙ  ಉඩ౭ ರ ౶ั ಯ ಇൟ๻ಸ තರಕ฿ಜದ౪ ฆ ಁಡ ಈ ಸತ౲  

ಎย౵ ෸ ෨ච౬ วಡ ಬರൽฆโൿ เಪ෴ბಸ කಗ෱ಗಲದ ಛ౳ ಮ ඃವ൤ 

ಬಡಞಡಮ౱ කದฉ, ಬಡಞಡಮ౱ ನ ತವงฆ ಉඩ౭ ರಹ ౶ั  ಎಂ්ൿ ಎย౵ ෸ 

ಪ౳ ๬౨ ಪ฿ಞൟ౨ ಲ౵ ๅಂದฉ ಇൿ เಪ෴ბಸ ಅಲ౵ ๆ? 

ಜನಪದ ಕว, ๬๼ತ౲  ಄ವಲ ൟ౳ ಪൽಯ งಪದย౵  ಇฆโದಕౙ ๣ౣ ೕ ๭ೕ෦ತ 

ಆಗ෇ರൿ. ಜನಪದ ಕว ಜನಗಳನ౬  ಒಟ౛ ല๯๋ತಹ ඛഔౣ ನย౵  ಜನರನ౬  ๸ಘಟච 

෥ഴವ ඛഔౣ ನย౵  ಜನರย౵  ๬ಮರಸ౲  ෍ಳ๭ ಅದඝ౬  ౽ඩഴವ ඛഔౣ ನย౵  ಅಂൿ ನಮ౱  

๼คಯ ತว෥คನವฆ ๾ഖౣ  ๻౾ฆವ ಈ ತರಹದ เเಧ ಜನಪದ ಕม ಪ౳ ౽ರಗಳย౵  

ಒಂർದ ූಗ๋ൟಃ ಪದಗಳඝ౬  ಁಡ ಜನ๬෥ನ౲ ฌಂൽಡ ಎม౵  ಕഷಗಳล౵  ෬ุ๭ 
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ಅದರ ൟฆಳඝ౬  ಎม౵  ಸ෥ಜ ಸ෨ർಯದವฆ ಸเದฉ ූಗ๋ൟಃ ಕวಡ ಒಂൿ ಸತ౷  

ීඈ൞ಞโൿ.  
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