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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 BV
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.
1
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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

3
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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@jdme.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

7
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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; [ 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

Vol-3, Issue-1, December-2024
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traditional forms are necessary, because we are being exposed to whatever our

tradition 1is 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

9
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theatre and were also part of a much larger network in their own cultural-linguistic centres. |
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.

10
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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

11
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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.
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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,
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"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

measurcs.

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.
22
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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

wormbhole 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
24
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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
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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

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



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
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.
Work Cited

Karanth, Shivaram. Sarasammana Samadhi. Manohara Grantha Mala, 1937.

36
Vol-3, Issue-1, December-2024



Q‘ )\),‘ - ’.
‘ .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

SIAIoNT'T €3 H&ned

039. B A &)
ATBIONT DYP5R T
QON L& JIoN
RTED WD TEE Toe3 ), BRNL,Y

e320é3 DR°. . e3eES R°

RAERY RO 3D DINRTBEO) AT 0N, &0TIS NRTBY WE,
BN BIAENT, 3D 00RTBEY), eNTER, DI 2NTYTOTY  Io0RNONT)
TRM TODIT. BLs)BT  BORCA YOTOFZ BV,  DTLPW,B)  3ad),
BALE) NI ST, 3DITTINTD. 20D,A0NE), DOT T3y Ty, €3 T,
DTY WCS3AE JE3,3), FODYRATD 9[OOT Ty, BRTLIRNDE) . DI

FORD FTOR & FREDD DS BEOTD), D3, N3, 3 BV, DTFLY 00D
RDRBISI),. Tont R DY, FORAWRY, =N TDOWWE). 2WONT ISR Be)ONE).

03B Re SN, TONPE), OVTTVRLEND, SA,SS), OISR RE AT ISH),
O300TWRE e3503) BeIONC), DONBAIBOIT 923es. DT BRI NTRY BRI
HBERCRA ATV ZeDTWRPR OeCBeE TRM 3,03 TTOTANI.

BN, ToekRR BT 33DTTD)., 00T DIT  oey)ie ILINPNR
LRRBE FX© ITNIODNE), FRERWTOT A DDONEF NI, IV, T,
DT, IOWBROBRPN, BNR,0B0D I0xm) MY IS PYSNPLOT €3

TRAW VBT, IR, SPNRPATIN  SSD0TREE S, WsW NYS
TN, ISN03  TODAE).  DONPIWTR  I3yeT9, 20T IV0EREINPR,

SERPR BR3CTRP. 3T, WODA,N ANXOT %00230.0 BRI, TS D,
33, 30N IR FONTWRY). SO, HOIMNER eI, 3, 963,
TYRVOWRT), Be),08 oDTINITROBRY). 283TF,e0NATE)., 30WODT, FPFTR0B
TN, IO IO BROREEP). I TENOWET FRHBR BTN

37
Vol-3, Issue-1, December-2024



.:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
DRTT, I, DI, SONAD VO], FPRB REWRY), TN, TS 2D,
IDIOND, NPT TR T €3TTaod 03I, BRTBIES.

SIR,00N P BOEE BRPWOARANPTE 9R8F  WBIRBRB, NSTOHI.
9RBLRODN 3WITHTBTOWT WHBY Q&R,, SN, 9TLRODN NTPIC). M), MR
TN IS,0NNR BITW BT TSN, TOR), S, 9D ¥R TC 0w
802 BRBRLYING,” NOT DODNT,N03 SRCRTRAOWRY) TN .y AP,

FE3L3DT T TSR AR, BN 0TVIN SBEW  LdRONNFTY, TN
DY IS, DIWD. I3, B3NP, Bed  WOWATAOTIIN 953

OO0 TALNPI, SAABPHEE SSR A JQ,08 3], San®ni  Js,
FDPRBATROBRY) T, WEIE WO IJSRTL) D D&, I, 3o
30RO X3 DR WOTD IJSBAT Do, ™MD, AP, R,BE Q0
NI, IR VoD TFWITROTEIN, STt 3PODDR), 0o FOBE), Tade
8,00 BRTHOWFOW. WD), FOX, DWW 3W S03T eI 2200230, 000E).

WRIOT 2RSS BORLDTE), BOJE BHRATY TN AT 00N IO
BN 2.

B3 DTY 88 IT,0), BN VAT TS D3, BRT IoDI,
BSTON, SRCRI, PIVRBIE €33 TNIT TNRSODS), BTHTRBDI),. <,

crleuMal FECD® 2008 FTeNENT R, AFDATN I3, BIATBE  IEOIEI
2T IS 3PONDe) I3, RRTE 00d0NS), DY 9RBY BT

ATTBITIE DOTD WOT) ZIONWOTEIC), TBIWIBTTY O30eHTC eVEBA3eENeTNEe) .

BY WIERNWDITR0W BB BINL  O)TBE  ABTOT  ANRWIN  a0S,1
BRITT, &8 200D 3eAR TBADE). BT eI BN TR
23€3030MHTOTD.  AINY) NRPTO3 TRDORST SPCTWIT €38 T,

TBOTY) SONINY) T 033 AR T 00T DEBD. DI ToNR N
25300230,000:3), BITIODIN 2D, A NRDT WA, BIRW. WFNS ol 6:0017 208D,

B3, DDPT) WA NFI, WEBURH 00RTRPR 2N3ROT WAY B3, edni
BT DTYWINT Ty BOVWVRIY, SR DGR, QAR IS,

38
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

33)BIADT, AL, WARRY, T8 FDONTOBOOTW 3y BBTeNS 300N,
NPT 0 DS VPR, I3, DR Todiers WFAT.

DSV 3BT, S8y BT, ORD)  STOT  DandFTIN SN,
BRTLI,. LT, TOF DOTD ONNET O3RBIONTE), B 283y, TE3,LTS D

BT ARR,L BRENPINT ). SR RDI). 2D 3e3e300IRTTRL VB, Sy
BODA,[BBR), DR WBEHTY BU,NEPR BDEH DTV 00BR NENRL. S,y

DIANT, CANR DBRMLETOR) BRTET 23T, DINYY TN MBI NPT,
BNNYS), e30°%2 DINDT), IO DO,  MB BN

O350 0R RBOWON ©KBedB) TOLWWIBIWOR) JBN03 ST MR BT
230N NW,3),. Vo WATW DYTeNT TSN BURLRLLIROTROBT IRAN

3B, Toe3aDH), AT YRR E0TD SPTWTR IS aDSAY, €3 TR B,
TOTRT03 0B, T TELEW WHBUN Y3, WOToN T3 3),.

FS3ANOT wORR), BRTHA), ZNIAD TODT ¥R TN ool e
RIS TRTR, MEDAT Vo) 93838 FTXTBRZDOTW SeCBOT, Yo, €3

WsBONRD, ABRL SPCRTOIB® 9IS, WOWONITIE CNEY) ToNe &,
B30 BRIN 3503T0RES ILMI) 93t Fod, Tod, RS FOSRE a3y, 0D
S033 93¢ NRDID), B0 ARNXITIN ISBRATITOT) IPANI.  Tad), a0
QT WD T 0303 DONE), BVRCTNFHYTWO) I2FDA 9D} TBRTEN, e,
DI0D BDOTBING Y3D). €3 DEDAONE), FDORS WM, J2FDATT 03500
RY AP YD),  OBRE 22,00 BEPT), AT, TN TN T
WE, BRCTBTOW. I, 33DTIR IR L3D 23D BOITW 330N WD 233
O3y &WyodeteSanede)

0T DRRBIPWOR 3PONT, 0&° 2830, BT WnT, WOWT 0TSt
BT aNHFONRD, TORWY ™MD BB, WOIB® N, S 9T 30T
FODOW JEINP), TR), V¥ NP3 FRWEN, 03, FEE AT, FON), B, 3T
BRTB N ANTWETOW BN, RIS eDTLPNQ), BRB NS €57, S, DS
WO IFW.  NoB 3D BT €3, ITOR  WOTWRT. I IR0,

39
Vol-3, Issue-1, December-2024



sélk‘l\):>:j.'Poornaclrishti, Journal of Literary Studies ISSN: 2583-7338
2500a00NM2I00WOT) AT IR, NI FOR 3008 FTRWIZ, 9330 TR,
RDRMOANOT 2RI ANITE). B, DODINTS). 9TPOT  B,TBRE
AT M3 . NWE DDINYOT 939N WO BRI, 3¢
TOXRT, BT 3IJ, DIONOTD PR TOXR  0RBII T . TR
ORFOTT AR, AL8. RPN, TOB IS aDTIBEROND), 200350 RA®
BRTIT  AOLD. BS3TOD WP BVRTEDN  SINP  ROWD Sny®), Sy
AN, TOWOIB LIV,

TS, FoNBRODT  BRTBONE).,  BDISALITOOD  23503) 235030
SIR0N DV, IFITNFI), BOWTAY,L) HDYT0L 0BT, VW IDOIT

ROBPEROTD TS WN, dFT0DATON T, TOR) 008 PN DD
WDATBYY RDDYDND), I3, BenNa 1’ WOWR),, :C3LE RADVX STREDN
WEMIN FyTF DFD BACTF SRODR RTD WED, BRIBFOTD. AT, I,
T, DDTZLPI), TIWNTRORY W33 edl BRCBFOTD.  BRW NN T
SSDTD, T Wod FBAE TOWOOS.

BATW2DNPRODN 3503T0RBI W, SFTOD NFS T, w0ITR). 300

FRRATIN IPTR), J/T,EBROST Z0NE). e3F Fehe)) TORD IO, 3T
RFI), [RCEBIT  03TTWIT OVHTWE Wed IS SLoNDe) . NIV
TO3NY DGs WA, WOTD D03F),. WAY, FPIFOIN 3)02TR[TNR WoOT
WA, VWP, 2wWBRRLEE WO WA R, BINZTD). 933D, Tahe

TOLPWIBITK N0  WOWRTID), DEZA SBT3, 0edRee  Fo3oH),,

D3I0NP  @ZODNS), FOW T TSN V), TILLWIITE  D0WIRTTDOT
TWBIBWTY ToRDE) . WOTW DN RI0TeITI0W03, TDTRY 40T R FROTY

DR DT Todee WA ININIA WO TP, TWISI). TN
23ee30350mes D O3RYWOTY?  VWROTE T[T, IS, W N3 DE9TTO3
TRI33I).. WRY), TYOJORTOOTW 302 BH 3. QUA  ITE), DI
BT B, FERFANOT 3D WOTW 30w) MY IS, AW 22DAID.

40
Vol-3, Issue-1, December-2024



%e )\) ‘.:1 "
> 3 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

SR TO3 wa; wWeITFS
@

0. BReHS .00,
ATIONT TVH,TF
. é).ﬁaﬁa@me &PV TS, TORILNT

3 D30T WITRF  HTOT  ReITFS. BRHRT BORTY T TIPS
SLTOT 6065671%3@@ AR TRRT. WO TeBT SHFF TOODT WFRNRSR 33 903
WRBDTE  TTIRNS. B AYBOZT  TTOWR,  BSTGES  FSWOWRIT.
GR0BT DR B nm%osamol TReDY JREBRTON WRTBOONTONT 5@%&3@?\@.

ABPRTY B RCIPMHT FeF BRANIN F903eL303NT.

WILODIOTOR B BYTBITD), 3RCHABTLOTE WODTT. VAYTBI
WYRT  BWITY  WDINY  BeITRREPOTW IR, BeBIDTI),  ANABLOW
WOLTRT. 8 ReF IPE wEBT wWNIT FRFONIE ToW BRRT. ReIIT
GO0 TeITY B[RY BB ADRONY TOTPZIOLR V. BT e3¢ e3¢3 TRTTY
3T, VATFW, WWPARRORT. ToTPF FOFE WINERTY IFB0H TR @I
TOONTT), SRCAABTPOW  WONT. ©WNEOT BFT  FOTLFTY  MOCVIDNOOD
SRTBW, TBOT. AYNTYTT RO SRERTD TS

WD BOT RIVONTHI SeT0 VBB, VWD T, BeRTBIY, ANILD
BWETPTT WIODY TDRONLIEID), DRTY, FO0IPT FEFO A ETIY. TOOTN
BeDI  FHODID), wmOTReT, TY, TOOINYR, DWPW  [NOTWT  FORFNVN
WTBL WNTYTO0T Ted TWRERNRITO. 85 BEOTI), SCOTLD eTI TORFOT
BWWETPTT NI e BRTIEIT), WO Toey oLy Beog W WY
WA WHODNT), DRFITL. 85 TN BOT LIWONTHL Toxy) TIRW VY TEIT,
TOOIVT ITT 23T WPR TEOWT, SCORTJOTH mdasaﬁgpé. 8 %38 TP BOTT
ZOTVED %3@%033501@ 3O AN IR, @dﬂ BRTONRZHOT s@éosm& BeBRTRT.

41
Vol-3, Issue-1, December-2024



>3 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
QOST  BRINTR, WOk TPREIEOW | RNDY  WEE DD DFREN

LPTRROONT.

%%@oﬁoﬁ%&ﬁwd& z%eéﬁ%@oﬁa By SRRV TN, T, WO T’

BRIONY VPB/IEATVT.

‘RS TR BT Retmeony Be3dniesn/3d azmongy wifes”

38 0edT FWNYY 2eIRT WINT WWFF JS NRCETTMIT. HeTYTT
BRTORXODY ALV QRE WL wNETYTT DIONY BB, TR &LWT
BYBo®  WEENYD WDRE TIT B[AFBIT  IREDT. OT BRAT  AOT,
Se0RLD WTW AT WeZT [RRICTND). Lt BeF [T WFFYOW  TY)
HTEoT, TEOLLIEIOW BA TOWOLHIT. ©TE F0 AFIONORTTH® ‘Tw' BN
QRRY” NRPTONY BeBERLCR’ 0D, 33 0edod wdnewd ©38 393
SO ABNTONT THFOIT THIIIY  DRABWRT 2,000 IR TSR, B3
30T PINYW, TNT R0T TOT BINTONT, 2 SONT, YVOLD [RRTIR.
©T0 QOONR R0eTYCT TTE, TWPPIOD QT SN WHTR ReTTT AT

@céﬁgg.

“sRden® Gbcmp z:b@omaée?c mz@/geg mzicc@ :mo:rl ss&se ﬁe}w@/vase BRET smmmm@

BeT® O W UJR 00, ¥TY/ SRR SEeE® SMRR”

DO WBIIT  ertoDY 5INPT BRFTORMON WYHOOT THET
TOTI),  SCORORNT B[ TEOT  wWE,  WIWFMN  Re[I TODFOZ
TORONLICTMDITT. &7l RRTIR AT 8oL VI T [TPT, TINONE YUPOINTT.
QWOOTN BB AN, [RWNAIN  Lerie  [OOTR[OOMITT. 85 BN
BRTTIDTOBT TRZODT), .3.BITORFIL TRV’ 3RZ0NY BevwT.

‘08 WRth SRBIR/WOT TRV LR/ TTTTT SRR
Too3ReSTT T8 mgdxa/ucgo&@e 2e8OVRONC-/ZIT FOT THRTT

LT LOLYR/FRTT FYRT 3t3/T0ISTOR ReT FoTeTT BAWICR.”

42
Vol-3, Issue-1, December-2024



N ’\.),;ﬁ"Poomadrishti, Journal of Literary Studies ISSN: 2583-7338
TOTNTOO Ty QCRT 59@%6 2QODZ, Xedd HeDA VOTINRE TRTTI
WO TIPINERD  FZwB  FonS. IO @wITI EDINALCII ISR
TOOOOmON  TTVTIWL  JERT OB Wi, WROD Wi w0y X 98IY.
TOTTOT BePTE SFIND. B3 XDeOT FRIODNY .. RWIONIH  FOTFOTT
ReZ JTE0H WG, TSPUATT. TTIL FII POROTUR  TEYIROR
WORTE I SERPT AWG, BIPWH ©TZ, AOTRA ITBRTODHIS DT
BRF FOTOTIZY, BT HOOTT. 35 0e30H NTRT RCIBR e¥ms I3
FINRODTRTY  FYSPNCDE  ANTT.  STS  BIURCT  wEHW  DIAGTR
VFTONT 3S BITTW,

“Rew 39 #98/RRS IRANTH/NY &eomBowns Fow3 smﬁ@e/

33 30000 3BH 300”7

a:ae:’)osm& ée@c;bé& 536356353‘}l TOTNRTON FRS TRRT 3NReART ABJFINDSD.
TR, VTTRREROW WNBD BIWEG FOBTH 3R F9TT ©ET TOXE O3R!
0eSONTON) DOWITI), VWLALD WAVG,. &4 FNZONY R.3.2BWTCRIBD 3R
3933 3000 BITTZY, oW Y HNFY, BOT FBNTONT ®IT e IET
OTONT QTG TP BRWT DI, AT, T 008 BTYOD SET FOTHFTIY
O3 AINTODT  TPFOT DIWND  wtRN ©TT QG Tweeootl TRATI
BWETYOONRD  POPRIWBH.  DIOWT  FeNTH/T  VYWOTT @TT  TIE REoN
ARRRRNIT.

“3%355%38 BT SOwéd/zﬁcwagzs BB NTR /3RO FPT WRT RRCL FOWT
31/ BAATO WHTE 6%&3&%@ we/ s T NFOZ O[T wIOY”

BWCTVO  BAFTHT  THFT  AIROW BRDF) Y WTOBTNRORT.
YWOSY WFWO HEI0IT WINYY IYTIHoWT WeSWTTIY, FoWE Ty TREW
&OF [RAT JITIFINTD. 3G 3G B[ode 3T STI ODPLWTITDH IO
RBNTOONT 22eSMOT. QT THONY STHTE ORI eI FBPHRIY
TNTPIOOT  WITL  AFIRNEY. TR 39T BITZ), ABD  WACTYTL,

43
Vol-3, Issue-1, December-2024



23 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
308 JNFTH/AD Feeew Tod FCWAEH T FIHOH  FRTNYODY  TII
ARVTRORT  RI WNNEFH.  QOIT @z 0e80D  JpeRBNYIY, I
ATNTODT  WIT  ODPIIEROT  WONTRI. . &mmoéof%swde "I’
TNZONY WTI WeBI ReBTY TYT 0eI0DY, S TeYTRT.

“TeBod 2eds 0B ﬁaéoﬁ WSNT d«@%:djﬁe%gdmca& Q3T JIR

TIODTFFRER BeBTO BRI/ VIR WeITH) wasgse Evletarler ol

QY DT TIWOTONITL OTT ¥TL0BI), FLERWWN  TISERFMOT
BTVONT BEAGOITN WEATRT. 83 W3 BOT WOZONT), SRLWT TONZ [,
BAVWIT. BBROH  RDCOT WFH), INIY TOTH DRTHD-DRW  WydoFemoN
2¢9m3 DT, RRWIIT.  BESMOTINE T 3T, OTERTID/IY,
BenPRODE FBAWTVE. B3 DT TRIONY “wTT 8Z IR0 0TI WIRY
20T TBOTWONT WIS 8, WOTOD [AT 3, FodEE T Y ATVTONT
TICIPN T,  TEOINTIMHIBT. B3R TBOTRODTD,  [odsE  ISoNY
TVERVIAD WP @d&r%oda @tﬁow%wo&m‘i w@éoﬁam& TWOTOR, I,
SuIod DWITY  BoWIRLWT.”  (W.QC TRIOZOR,, 3G, TII B,
BOD,R, ITTY, LRODWTY, WO Tpo3I 30neReD, J00E, T €-00)

=D

@o. [OABOTLTIVT ‘WeIT NeSTOIONY 23eSMOTI RSO, FaNn WSATYT.

“OHETRTT BCHQY/OTTREE SYRY/BIATT, BTORQ/T ©F Be3TY

TGedcd BN HRTAM ToR/BediRN JOIRT/ HHdedh TIFRY Bodn) T

ORT NBRFRONO TpeTTH”

33 DT BNIONY ReIRTT WATRONT R SCDI) ACRRALRNT. T
ODBRZPIT  NIONY  BeZ  SHRTROW  WTDRIDTI), OVPIHLED).  WB[DH
QDT TYILY STORT, AeQFeIL  ODRIPIT  AWF BICNBT0STIY.
S0TT N TT WIONY DRW WITW, TTH BRIF ©IT L0WLTHNF T
DO, vHEY TRRBH, FOIC e JTOIToN TLRIE [BPBEF . 9WT
TeHPEODT, IR BOZT I RTWMDEFI. B3 00S03PT TN BRE

44
Vol-3, Issue-1, December-2024



23 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
TOZ ATNTRODNTVI  OVPIAT  Js  $ZowoNS. S [PER BRTTBIVIWOT
W RIT TR’ FRTONY 0.8.00TVTVONT TRW ReIBT W1} WBSATVT.

“GR 300D AR BedR/ueE Aok ORBop/md HASEEH et s

B=oR BScine ANOY”

DO e BRATD  WTF T JETO  AMDPNY.  DOBRATRR[H
TOTR, ©B/S WDBROY IF TR WIRTRNTIT. ©TS, DRT DRTF, 2T,
FOTZ, AWDWPRY. TOTH BRI BONYT VAW, Y [T DRW BT
TOATDD ©RT 3=0mn 33, TSTODI), T APIONPOY. & 3362&3 Te3T
DY TOT ABNTONT %I SR€P AT TPW. ‘WBIT D, %3 TGS 3O
BYR wOLBRORWLE  WIET  HOLINH. BFTYNCNE LEODNT DI BRONYY
JROVD DR DR &), eﬁa@} e Y YT WINPT 20T wTEE?
QO THAT T ©NT TF AF W) TWRPEITIONT), PDWHT. WIT ROAT
B3NT BANW. & BAITVOT XY FPI wEONT DT FNTANYY 30w BWHETT.
ARG TR WTOR LBONT TTE TPRFINH 33" ( WTNOT WONS, “AeBwSeT
TIT WL WO, Ao &, DIOT IIE VFHODI FOF, HFIRL.Q.Q, 009,
e OPL) 0T PemPIeITH, Wedy AFOONRONTII Q0D TOW
TOZONY dert TeYTRS.

“z&@% noEs mn@cﬁ/sme veVCLleb ) 39;5:@/55:& wINS Ewosoaaé/sou 9333 aﬁéﬂ

9T Bee3R TR moﬁm/sm& WREC WONSB/WRNT uoﬁdoﬁ:omf%&/ 553% 838 Somo®

VDT DO WY B ‘WOT’ 20w MOFINYY HemPIT DeenSoDTI
BeBTRONTIT W[PONT TITT AT Q0D HBITZ), WRT BREITANGY ZRR
Tos 0308 T BEWOTIWON ALY, TOITR.  FTUIOD  LISONY  ATOTION
SOTTWON 23’ 0w Weh TwwBF ATIONONIWDH  Tedrderl Tode WYod
T, “TRFME 200 TW JSeen FeT© 0ERRBT TN WIBCIPNT, ke
TBeIT  PemPITT,  HEIOTT,  BREXTT T WORTOYTRITI),  TIIOD
TTTOIRENTONT.  WWNCTYTT  WTIIONOTT  WONSNYY  JRTIT  JRFNYOT

45
Vol-3, Issue-1, December-2024



23 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
BeITOHONTIN DRT  BeoweB TR JNFWL THRTONTR, BUEANRT TT,
BFETNBEROTR.”

“faz:‘g) 2R3 WeRR %&?é ned /ot A=) wodamso/e:awds asg S Q/eawj DRIDAR 30w
WBOY/TT L3R Jede ¥TOY”

B 3DZONY HROINVE  BAFS  WD-FOBRER  FOWOGF  DWOLIHOD,
TOWTVWD.  WFOD  TINY  HROT T30, WRDTRBOI 3050,
SORBRORVZYT VYT TRT [OF, OW We@ WOONT), WLV, JRCTIZ),
VDT TT@NT.  3eN08TY  FRDTOT  ReedoD 0330 WBRTY
B3N, &aewaﬁa‘% VDR FITOMST. 85 TOZ ROINT JINFT WATIODNT
H0DT, ITODITB. ©TI DADR W wIOY ©II wedn TeIe 0IY

@5&@@ 9RTOONT Sgpg% g%mﬂ mmamgﬁ.

2eg TGe TOI0R wordeolthm deet, TOITH 3T ITTRINCOTLR
3ee0TT 20eTYTT WINGY WBeSTPR T3, WeTIVIY, IEALETONT. AOTDFTOTI
QeTWTW WO PBeIF WA WIWR LR TIITI), ToIFTwoN BT[RBT TN
TRDETH. QOONR B BEITFE  ReWOTNT. TR ¥Y JEOTI, AR
YOITY [|HEIOW RBeIF VNIRRT TIPS WoLRRe JYRYY BeBOIT. [T
TSI Ty, THRITY, FONRT TSFOBI, ATRFT BRI TECNYTD/TINTRT 3
T000TS HEVOTTD NI FOTTZ, BT VISP 38 FF 8¢
TG 0T BATTY QOORR ITHT TOR ST,

TOZT  ABOTONTHI  WITWEY  WBET  FTRVMON  BeSMOTTINTITD,
&00ND0T ITOTToNSwoN 00T 555%0335301 @sgpxcs ReBMOTTIBRRI. TOOTIE
SeCACRNT G, WIWEMN BeBIBIE ATWIBR. 9T, BOOWT  WeITFEN
TOTRRT WOINPH. e IFER wIeT BOITC A3 Ieeduecd. B QPRI
R, ITY  [RTNREROB® B[O IANW  WBENAWI. 83 300
WRFACINTHOB  FUINTOT  BeSTHI0DH  TooYRND T, WINPT 3OIY
R, 300, Fwen TeIBRLTT.

46
Vol-3, Issue-1, December-2024



Ny
¢

-s.s Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

TOOTDITR NOFPNL

0. W.3.RTTOR,, VBHLT’, WIIBT TRPI 30T, WYART, S000.
D .TRIOZOR,, BY TIT IR, WS TFOTT 3oneedd, S00E.
2.008¢F°, (F0) ‘WIT TR TH,, VOFT TFOIT LSONARTIY’.

20.8.0920T000F, WA E FoOND’, ©WOIT TFo3T WONAR, ONEEL.

B € P L

BTy woOewT, TR, T, FOTHW” BT WOWODH WLE, TFII, 30T,
roenes, S004.

2.83 ©DTTVONT, WA Y FooND’, W033 ToII Lonwom, Qe
a‘irarﬁ% NS, W08 aNeRWOXR, ©¥RTH Londndd, S008.

©OOT [PONE, TWRFIN R WomR’, F© TPIT BT LNTIE.

e ror

RTRIOT TR, FTYNHL RRILB §3°, FTD TToIS NGRS,

47

Vol-3, Issue-1, December-2024



Q‘ )\),‘ - ’.
‘ .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

T30 WY TWoRT’

. WHTCOT, 8. N0
2.3.0F° BOBRTRT
ss&cs POTS den
BITOT agamsvoﬁ, 3osTTEY

TOTIVONERT  FUHORIT  TI  FoOLIRIYIT Do, WOFT. Dodes
TOBWRODENTBRIRROTOZ DY ToRPONNTOR FFODNOZ OFTONL WTWHPT,
QOTE, 3TAYTE MHOCIPNNT TZ, WIoDY TOFT BI0F, wHQOH TN
FOW  OWT ‘Y TomwON®  TIFTOXY  WRW  TIBOD TR EFO3TN
VORSFIPONTHY. BT WIsod  FBOD IFOD TNIHe BWIR G FTZOPD,

Roem® 3 2Q HITN.

OPT  TOWWONE  TTOTTNEQWOYOD®  TAYTY,  wE¥RT  TE,
IIRPINYOT  Beed  JOTINER  Wwemod, IFIS  THRTFONDE 83 03T
LYTRY, DOPTCIRINT TR JETID, VB/E wene ANT we3H, dnesy
STOWB TODF, 85 ‘Y TvRWONER TFFIOT WTWRIBY IFOT. AY WOFT
FRDET, 033, OTRRROD, STIFT  TRTIRY. PTDICNY QTR BT
DTRTE  TRATTY WNWRI  STWMINVOT  FOBES, ©IYR  TOWOH  FIBI,
QeRTIH %6%. PTIT), BOTW  &I0LTYOONTY, éd% TR WOTBR. Toron
DOPBR FF DI PUTIe ©TY [T, ©FY B3 WINPT TTIoe HIZAR
Teyzonededord OdeewAE THTYBNT. @I FIOH DIIW, IRV 0T
BTN ©Y. VeDONY ToDT  TERPREFTT WY VT RIT TRPCFTIYTTR,,
SNoBey ¥EI DOW TORRPWITOPTI), oW SN HOTT ITTW YRIT. WIW
PoIIZ, © m@ﬁd@ BOXBRYLD ORI VY ToDT NeIT WP TR,
00T FeROOT Q. VTGN PHTII DT I FHeT TR0V IRFYTI),
NWOT VWY VBTN ATRRATT.

VOTTORN mméojamol DROT PTOFTY 2,00 Séoﬁao‘n‘{ SENEVIWIOL

FIBRLDRTH QOF[ONT. To  ‘TRLFBOT, 30T TV 2R WIYERTOT.

48
Vol-3, Issue-1, December-2024



Ny
¢

b \,).;;‘:Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
OT[OD  DYTR UITWH,  FIPTOTTRELD DFPOTMITVT.  BTS  WOFT
ITRODY  WOTROWTTY,  ZRCOMT  TDROT WBT ORI, AYRIY
ODTRCIPIHTVY.  SWTOWEWLB  WITH), IR DOPIRA  IDVZ WRIT.
DITRYLY TOWT WP FeRuten RIS JTTOMITVY. VIR WTIINY QoI
PRTPT, J0TIND QI BRETH). Slale %éé W) PTT VIR, cpleuslevlerc
PSRBT, TormeNode  OFIN ©WBOYT  wEIIY oimez%m@dm& WD, OF

DT/, RIeRReIR YTIY.
“Brie, MeACHT D AR
DY, TONTRY® BRTOT® =IO,
I, T a”aaee;se%icﬁoda WTZON0,
oo é)zgeaéow@g, o0 !
ﬁe@é&@égmo AR, TOWO me;\ 1”1
3F0D  DITWP, IR PO Ty, TBRODTOZ SRWRY  ©IoD I3
BHTION  [PRNAW, HOT D) FIoH DT Bead, ToIWT eSS VT

VRTRI  QPI[W, FTL  FOPe  TNTY  wERN BLBRLHDRTI,  Fed
REAZLTOR.

WOOT TOIT  [IWoRE, FITOTT WOFPT WTIIONY IVT FLRINYOT

&l

TYTOTB,  LEMOTDTYY.  TOIVITI, WTWoAY, ITWTOZ  JRPIIY  oFTode

-0

(&l

WD FITLRNTRE Q0T 39T e 03, IRTHO0T JOTIR HOITHTVS.
IRTI0TR BRTTY WIY, JIOF T WRCWTYI. WIW  PHIIIN, 3N
TOWOR  PUB UBYOTRT  WTOTBI), JISweN ©HH  ZRe07 DWF WHIN

DTVOIPMHZT.  “Beond DR, L IO %fa@p@ocﬂ 3RO, L |

O BIoTW, I¢ 0ROV DIFTO. BOTPW-0), BOWE-A&, T A0N-A08, . 2.

49
Vol-3, Issue-1, December-2024



>3 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
WPTTOT; AQYOTT 1™ AT PUSI [P  OBI  WOITET a"xaew;boz,
SN, B,

23,

OTRILD  WOFPT O3PSI  PPOT  FIIAWE  PDOFPS  TWITY  TOW

BEDOOW, T BADILOT  APIFTNOT  YVOERT  TTOTB/IY,

21

QITTT. %éé, BT, IRF, PQOOTLR QOTIR MHOOSN TTIH m@ﬁd@) Q08
WOFY  PRR BREN  TOIDITY, ICWIROW WO PTBID, ANXDTRALFOTD
JAPFOMTVY. Lot TI, TOTNYI), IFODLY IDEQTI, VTR BREDTOZ PRIY
SDENININ 3oO30TY LrTRY. BRTT EDMRAN TOEJOTE  GPNY BTIZ LTI
OPT WRY TWINONR TWONHTHOZ L30TOTSATRMTVY. TOPTOD TWONYTI¢
OBY  WIRTT  IRAFTNT dWPI ge Tompode  TIEICT  RITY
BRTIONT. IR, ©E THREANPT TOTY B[RET JOTT. T RTT
QW PTT  @n, o—-’_@w%& %d@mﬁa%&é lelatatnlsiwlelsie JNC M Aol lowY)
TOPREROT TORNT  WDREOR  BYFY  Aezod. oj3 WosodY
PERIRNTD, DIOT  wBW  RODYIT DR CIRmRTT I
BOLTRYTID, TRTIFIN %@%cr%d

DFOT  OFS TRIE ITTRINCOT TRCIT HeN TITW), ARTNA,
TOBWRODHTY  WBPR  TBeNT /N, MWPEIOD, IV TRTTIINT
m@ﬁdﬁa@l QETRRYTI, TOLWTVTWD. VTLE VYT XeS, Toad, T, [IPOes, B,
30, OB TNOZTHVYT Qﬁ@@é@ﬁ%ﬁ% @meﬁ%mssa% RO
TNV TOOT  BWOTH moz;sc?owaa& BOFTRW3 ¢, TOTTITICR NOTD FITR
MPOORRT ©NT BREFT A DI FOOTT TRBRTE ATTFTBI LTI

2 eagde, B0WE-L, LN RBA-BY, &. O

50
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

8.0%° TOMRLPITE WNT BRTNT WRLR 2ATRRY WTORTLORRORTS
TR WIDIR NFeReB

TOTS® BTT.00
ROBREFIRF, TIWLOTS
BWOT DRT,LO, BOFTFHY
@R 1 9901548253

0230w —  sampathkumarnsr@gmail.com

208, WRRCIIZ, ITTO, TOIT TROWSE, ITTBRTOILOONT F0WOT,
woqﬁ:—w@érﬁao‘s{l QNEOTOBT mozsaé ad@ﬁwm& WINRRORWVWOBT  ROTTOT
TOATJI), ML TWEITY IRCFLD BT G, TIMRNODE MORNATI), s,
OB, THIVET TBLD DOTIE FTODWTI.

3OF IRWODNYY AR, TOTIYIINTWOIRE VT  WOF TN QURTI),
BYNEY SIeNE N CEV @53@ VPO T, ﬂoi@éﬁ cj%é PVOLRMWOBHZ O30T
ORTMTTY, WOPTN wRFIAYT ANTOTT DJREND I® Y o WIS,
MOSNEEd WTNB DOWS 3TEd DT TRWRYT 0BT 20TOTTEd, HOT AT,
BRW-NT, STRETBS HoTOBIC, [PITIVWR R, DIF 030N TYNAW,
IR, TRAEMD Lot B[NOTHTH)  TERVOT  TowHTH. wIe DedoIPN  BYOD
WD D0WT AWOTTTT  APOTORF VR Q[ VT IR0 [NAJZ), I
SRETBUIBITD.

008 JIPOONT, AWT TYRRTIR AT Y ©TW0ICD  BIOCWYT
RNOPPENHD AT ITIWFLOTOMIROTBHI, TRE Y NIVIFWTVW.  WTTLR
TODDON  WE A0W DT ATNTRTN WD [NOT  CIRPIBR AR,
DYFOTOR 2p30De [N, DOWOTI), D& LROWT! DIVZIND AT VY WIS
MOgReEd  WTNT  Ge3RT NPT FOTHION  FOAYTNTYB/I), DT, TN

TOORNROTD @d%é BRODBROT L3S1BLROT wmagmsosa mszgﬁ@ﬁ BP0

51
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

WHTORTH  ©WO3  WOTRN  WHRWO 00N QLORM® WRTRNAY 86D

TIONFZONT), STOINTOBTRNTINTOTS.

TR LB.0F°.TMOLTR WTH JTEFBAVET  ‘BXT ek’ AATPTY 33
RO ITHBT NFONTT),, FVANTI, FTOLINTT), WORRTOZBIYNG. TMoLITED
ORI AJVIT, IRCRVT T ATRES, IF BT TOZ, IRV JeRTVIBOZH
TOWNAI, MEeEd WIET BeBTZO Tonw VYT TWINY  TVRVT DB
BINTEH ©TF TOTT/VITRTEH B8 AQV/IR, BT 8 AITPTY SHCBOONT.

RIANG QTG BRETIET WIWATH ATHST T0D/LTODT 10D Y
TRINY  SNBeT MOPETRTOTH  JJNTRY, TR, TOVB/OTH TOF)  ITONT
RO WWFBWTVTOTOITONG Wi 5 SeDTTY 3WFAT .

“RRIT el PpTscD HIT TR QP DRTNSE FBOWOTT
T, GO TEeoT WY Bewm' PTOWOOD IIW OB, TORTT I
CORATND BREIYS 2O BY, 8% PTOWO0DH 3Gged, ATTY Tk ‘TpTedd
TOTOWD” TTOT/TOH  2OTD  AYPNT Tone  $B, [RTO  TWRAMIR.™ AT,
83.0K7.JONPTED T WITEH WO JTEF ST WTNRTD TosDWOTTH [T 83

AT ﬁomﬁ%oﬁaaﬁa& wd@m@d.

BT el  TWTOWDOD RO FTTOWOTWTD &R TeWITT B3
THTOWOON BT|RT 20T JRFT TPFOTY MO BeBIT ITYS, IFTLE,
VOBTYX TONR ITWEOWIVWIR ERLY, 3oL BIVITIY, WWIRATRNT T dnsd o
TEne Tpumerdddh. RHCDOZR T Mmoved: IFWIWE  FTOOTIT I,
DIVRY, VWPTBRINTI), B @d% 3YBRLTT.Y

2T/ DTSR TRV WWION TROT TN FPOIONT FFIN,
WY TPOTONS ITTYRY, TOWCRZREHRT B3RB ATie FoHYohe BTTFT AT

> BT R PTOWD ~ TJWRS’ TJedee® — T.FO-BNE LN

© BT WBREB THOWD - ESDISRSY Tedeer — &.ﬁo—zﬁmﬁ won
52
Vol-3, Issue-1, December-2024



23 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
LONT B WONITLVITH  BRE Qe FoRYohe  IOD  [BeT  ARe
AAWIOT %gwﬁ&a\ 8‘3)02‘3)7«33%@ QOTH®  AOTT 32’09@65@ WeR WEIROD D)
TERBOW DTWY WERIRT WOTWOMPT’ 202 DITIONTT TRVE.

PZONY  TPIZY, HFOMWPTE MOTT  LOOH MBI TR DOLOTD
MEFT DIRCYTRTAXPNTHIT. CIRPTRe FTHR0T LIMPE YR WRFLY
MEOMON B B9EY, &IF JTOHOIPIHIT SN TFIZY, DFOVZT 08T
QO WRFR BRI YWOT 00D TREOR THIZY, HTODLd RRWRTT. STV
908, WOTPRT NTOT  WOTROMPRE  DTURET [FIBRWES. SRR YT IWI
BRI 3T IEW FOOD MPBEIC THTI, DTN BOOTITDTYS.

QY SDFPN NFIZLFT @oTVOB3 TP, wYowFTe 9 RN
BIZOIPN  TEFRIRWDIVRYT. ToNL  I0IRYR BPTWTFN  IWRNITHOTTH
AOPREFP W, [00T Y OPI, 80 B HH!, MWHT mIY 29

()

BOPOMIWT BYF[EBT ¥ %O MRS DM ROMROMPRE  TOwW [PR  TFT
TELEONT), IR THIZ, WP TOW [TPWTYS. STWS 33 IROD 30 MBI
3D, TF (FPoTONIIN) VW ¥ TPI), WeYTOZ SJeeRBRWTI. 33 B3
BB LTTPBET AT 883 V) @FROD BDOWT DTS Tone 80 wEs

BT FHFT wIOD msfg\gpéoda 0B QY SYOINESTT.

©ond BY [OATN  OFPFAERYICTDNVBOITTY 33 20T WIOD
DVRVT  FTPRID), TSWORAWERVZPW. & ABPRTY QY 080D RINN,
DIHESALD  ATOIH. 00T, BT Tore Y DWHI o, FodeeR
YW RO WD 3F, T, TBOOTITOZHB BOTLFTY 5?&?&%@3 2TVVOBTTR, ST
DDHS TR DPY, TJTHNWDEOTHT, VY TINATON Y BRTL[OFT,
28 DOWTR, I RIND, JYOD FoF S, Ty JO OI QT YU, VT
BRIONY VBT wINT TERMTE 0TI, TENET. W08 Q0w TY, Torw
BRR, OWFOBI), NMIWRT 30 MBI IWIT (3F) Torwe TJIT

53
Vol-3, Issue-1, December-2024



Ny
¢

-s.s Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
MOFNT  (WOTOIT)  TOTBIN BTZIONL  (BEoT00DNT) T B[R E‘Sd&d

WWONRRWTD JLeNIVTORRTOT.
2 2) - -

&ENTOTON 238, BOTWRTY TEROMWT TYT TOMF IET TORRCDBTY
EISTEN md@\%@é BT, SREBL FTITW IT WORIITVY AP STOLIIT S

m:isgie ORI VN AOMOTPTBI R0WA0T 59%553&

STT BRI [RA N WDHTS IF IPFORY A3 ZTFAIA B¢ IBEREW
= D ew 22 @ 9 Q) £

BpedFD ToDHEATYT
-0

QEWWTVT  MRRT BT, B FEAT, FID  Tod  TEWIIJ BN FIFYN
BRLNIDTN. AT, FOB TR0 WY & YOS O [INW §Y 200 BN
& FBENDW, IO I, a'bé@ﬁ SRECOR o3y & swn@ SePET[Z, T
BWRRYRTIT. TTFYN WTRIPIRTT.

TITOR  VQONTIN®  YQWOTHZ  FIVACINOT  NWHMHIT  wde o’
xmﬁé 3 ZESONWEOT T WD WSONR T 89%’553& T BT..?
PNFVOTH  TIOIROT  TWRWIT  JpNYTR  TRTTIMPTE SR dRVWOSTH
TV, THI WO TILATIN TF ©TE TeDTOITHI), ‘it wdode FD,
2VS-3EN ed W™ DO Tew BFOD FR FRNBIY, Tod TP 20T 203
QOTD TP A WS AWVRT QYWY WMEOTH Q0TI

mwe&a@mwoéa@oﬂd.

“BYB 3B HOTRNR TS WO TRNLHLIIT STWIR LTI 3353& TP TIE
BeII™ Q0L [RST0Z TeAWNPYTH TWNOT LOTRMOT!  BTVTITLBRODN W
BIWEDNSe 20 ONTOSH  WWMOY  WB/OTW, IFOOIPNTL VRJHDY.
R3Oy 0e80HLR w808 FIFLROON TTNRIPAL AFFOR Tog TONTY
ORERODR FNTNIOITND ,%c?pé BRRERORLT FHIN BTOTIROT  IWOINTT.
ROTROTPBEI  FTITYRY, WITOA ©ITE WS0N WOWRR  DOWBBROON BRI
DODHONTW), WOTOBION [RRWITYT. QWS HOT WOTWO TPEIN IHI 30eDF)

S RRTE BB AT — 1.OF.TOMETR ITEITH 2ATW - 2QTWRTIT BOLRRS
O 2RTT BB AT — 1.OF.TOMETR ITEITT 2ATW - 2QTWRTIT BOLRRS

54
Vol-3, Issue-1, December-2024



Ny
¢

>3 »"Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
3,088 TeWegPp TTEOWTT ABEOT WNDION RAOTROMPTED FITYTY, VIO
ORY TeTT W JRCHDT DT IFP AWSTH. (VY TET ITOD  OTTITON

WS QOWTW), SREWEY TE)

B3 BRAT  DDFIeoLN  ZTF DT  IINY  ITWND BRI
TIRONOTIMTT.  AWOOT  BeBY FHD  AOMOTEI eSS Y SRBD
BOOTRTHTYS LOONT [PER B3S ety RIMTLTS. B3 FRCAT  BTPOD
S0BTTY ¥ TERNTBRYR  ITOWT  PUINTYDH, IecRTN DITIHE
TVPTOZ TEFWITT. WIONIOD WTRYOIRYR JL0E LTI FENLT
5352%;%71% B0 BReBEA0NTOTNTONT. RCRT 535533305353& @a’&e QNBREPITITO
BRT TOIRCETMPNY. ‘DY JIPWIONT, WS FRIRWE TONL  LOWIONT
BRODT), AT WBNRTB. ©F WIOH  TIINGIW, HESAWT  TF, WTIIE
DODBOIRYPTT BROT  VIONIONT, BRMOBATOTT BRI WTTOBEBOD
RRWFTON FHI TOLANT. TONL Y WICINT DIBNW L TOBJHBODZY,
2ONRT FIRNY IWNT BOPRE VT,

TPOTORNFT TSN FoLOATHT BYOIRFH 20S0NI0N TGO YOOI
030D, SRCRTN TYOIRYNL TERT VA YVATY, WEPONON WD), IRTZOD
ST TOOINRTR), BeeRBTT B0 EFT OTIMTT. RREFOOT BFAIRT
No®ES XA FOTT [PRELD  LIT IIT TSI TF VYOW WP ¢
IDF/IMOBI 202) 03eeBEIONY0DE DINTDY, FTOINT 3FTE WINRD TORRIYT
dreecdodozoNd.  MRFO0T  LOX,  HedT  PIoNTTRY PPN
WODATRD, TIWONE, ARY, LRCWVR DO0WOITT VWY JWNAPOT  JOLAT
MRT WLIORNOOT BP0 300mY YOB WSO3RYR LNt FWRONOTINTD Y
3I3.

FITY  DIONY  IRT DTFLIER0T MRTET 533;%@0333 mga:%
@@i@w %@@eemmgd. FITH TR @3@% ma%@%ﬁe'&om déf_ap 2eRDOT

SRR ©TWITN $IOD ROBH  SW/IW. TORD [ T0IT  MIFHTPTR

55
Vol-3, Issue-1, December-2024



Ny
¢

b \,).;;‘:Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
TITYRY, TWOLVOWSR HeOR [0 FEFLD TWNOTOMDTYT. 2L3NYTH LOTROTD Oed
BPITOBOTORRTVT. é&;%oﬁm&i&ol NROOT w%oa-’%@mﬁe%a Fodend et wooddR
2OWOZ  [PTTWWETVT. e WIOD T WNW 20w FOTET, =2g N
STTERWTT. TNL TOWOONIONY  TpOH TeNTTH BT MPEIe. WO
See0  WIONT/.  SeTVE FRTWLD  0IWFPY), I PIONTJID,  FesdRTe A

BITW, BT FCOWRT VY.

©30IRN FROT FIT WITY Tl ToT TRANTY BRTWOD MRFFON
WIT  AWDIT]Y.  ITHT ZET [IFJ0DF,  Jeed@  IIF9R w0
PRFEOIRTOTPMLIT  (MRFTSIT TIranen, oz en, IIIN QI A0DINeH
WS DOW  FPCOB  INWD  TRENNZTIN Q) FHIDTWOIWNT 0 [OFeSs

SRTBW, BY VFFABRILIOD)

©3 0T /IR LWOS  WI  BRTETON TS A LI FTINEIW,
TOTRIROW TRTWETIT. BJONF H0WOT ©Te IR FHW BRI/, WY
PROIPNG,  IIFER THIW,  IeR  DendIozordEy (MBS
QTEPIWNCR 2308 OZT T, WBLIEB DOLRTI), 3ITY THTTY S0e0RIT)

TRF DT Beed AITRTY P [T|F ORN[OTBD, BTG BRE:HN
TVOLWAT. e 20D TWN D0 TWTTN SEODT), LLERYLONT MOT
x38, ©U0 QWG BRT IIFAT  TERTeONT TINRR FF JoohE  9le
TReTe® Aneenzed Arekd ReRZes.] @E0D [OOT DR IVOIWVOY e
O[O, T TFTNVDTONT  DOLVTR, AT BEWST. Tone S WINE
STOIWT WHWTT BRWRLY VYT 0I0RY, IE¢ IVNTIONTHID,  SeTF
QIFW WHRERGIINT RS HH DeQRFTR 8¢ 259800 REODTF, FoARN
20800 il CIRESAT QW T, T, HOW PIAT FRT WTRENY wriche
QY DT B[RDNYRY, FOEWTVT.

56
Vol-3, Issue-1, December-2024



P "Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

QY W8 IFRFOT [PRLY BNOTMF  FPEONTONTT), TORT  BIT
WHLROWTT. W08 YNIOTHI), PVTD, PWIRIT. TS AAB/RT  FRIOD
ma@ QWOTPN T @gwm‘% wd@fm@ﬁ R0W [P x%mmgd méoﬁo?%

SNEOTH), WS VTWF, CIVTW WOSONR VY DOWTE 2t HOTIES,

&30 ROFNRLL:

O DT BB TTO0WO- wm‘&mef m%e@@—méoéé 9FBeD — 1996

9 DT BB (RABP) — DT OMOPTL AWEFIT — OEEL.

IooHBER noFReh:

1. m%mm T3NS  — TOMPITR RAWRTL -9090

2. NTG RRELOTOR - BIHR ITHIE — TP, WF T, Woneeds —-2003%

3. 3. Q. 580 - BOT WINY ATRFO— YOWTe JFIT - 2008

4., 0.3 CHUTSRIANIE A HATES %ﬁuﬁ% - WO IJRaon® T°F° -
2002

5. SZ®TBTOIT - mom;@%e.—oz%oim — WPTR TF3T -I002

6. B.30°. SONT0E — zor%a TOIFZ- IWoI3 Jze3T — D00

7. . B.D, MHIVDRSF— FRW TWOWD BORUG —TBed TFeds- 500

8. Tneom — SRTROW T[T WA —FID IWIT 200
9. OFOTF* BT® - aﬁ% 3T - ¥oTe TFe3T- 200

10. VIHITTIZT - $YIS- BeHo3 MeI-OFGL

57
Vol-3, Issue-1, December-2024



%e )\) ‘.:1 "
> 3 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

BoT PHNTY Ty,

)

QNTVIE BWPCT. X
Flelo¥plNaiap] DTRHE, T TS
BWOTH @%@méoodb,

9164381806

WIOTRTT  ALILWOZI  TOTI  HIMCOTSe  SRTERWNITZ. T
&Too?&odamol W08 AT N RBRTD  NWTOERENATIIOBT €T JOX. BOTI
SOOIV’ W) WOTLRTT' TS ITSRITY TWSTT  IDIBITREE  FENWD.
B[FE T, erom@ofo A30DYT O, TRTIONY) WFOOWNG PO, TWO
ToBeOD TYPTF, W FOIVLP AOTIWF-TONFT  TOFTBY  TOBJI 3 SNH
SePo3NS!. TPIE RRIR I, WWTW, FNAT TOT TJYRIT MOFTOBNTI),
33, 2enE IJohPodhe JOB TR, LR,

TN, F0TT FOTPIION SRYTY, Ty THS, Do, TeITOT To 30D
W,ETRIN @c;%rmgd TRIT, VHTTT QAP 3IneY @C;%F%)éfa%@ﬁd.
TP dRWTI, Kingship 20w &P WIRRNT. SAT BRTF FTPRTY
T, ©0uT Kingship oode @xe= “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™®

FPeedne Uo&éwm& [RIDD @mas NS I0dF T, m%@ag eﬁa;)wéioﬂaoda
30T, WOTWS® TR [PIDI @mas @2{35& QNOT  IOT. BRBT,
TOT, LWOFRT WVOTITRBW OO, TENIT ToAIOD TRBRET DTOATL. oA
TOT, PITCRF, WOPIF  [WOTTIW  RBWOIE  FRBEATOOT  JRITZ,
OPFDTT. VY OBH) D[RITH I, ODVZROITMWN  FRRIPOT  TOWOW
ODOTNYY 2.0,  HFBJONOIT WO TEHITFI,  WROWAT  BHTTT
LIGOHY  HTSATRT.  IRFTFO  GREREETH)  [PIBWH,  JInEBBHOD
NIIFOT TONERTT.

WRTT AWITIT 2} Todeod 8OBITIW  HENT AT, BRNEOTRE,
mss: WO SUNLSN mémémm QeRTIT. Poes® 3%@4@ NI IR

7 Rm.0.030., 38T Mbd, T W3y TeHI, .5
8 Encyclopedia Britannica, Vol.6, p.868, The University of Chicago, USA, 1985

58
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

O3RYTI, Power 20T TOVTVZIRE & OFPFBY ©RFTVT D0 aﬁ@ma‘ioiamol
WETTONT. FRBRCT TFT WPTT R 03TV

THIT TOLPRONY TPIT A/IRE WTRMHIT. TOF) SO3RINTY
3I, OPFBI), NIOAEANID. ©TT IO ToBICOD, TUNFT, AT, TDUIX
CHADIR ej%% 350038, TTReLIT, ;’Bzas WOT, BRFT TP, BTN,
SRONY  BondAMT SEIYS TTFH IWFT T FORTIAYY I,  dLBI
DRORBRNTT. AYNY STONNW BRR VFeT FAFINVOT TRRUTI.

THTE 0T WS[eIR: TPITT  FOSOIW  CIPT  TOTETTY  YOTOWIB DZEI
QT SYOIPYD TF TP, YW AP POTYNRYY IBT AP BERBNANG
20T WIT, VDO, FOWOP, TR, WIS, SHFTI, FOT, dg% BNOTOT
BOWOTY WOTN Tz, Tore TFRIRIY, B¢ NERRIRTY Wohd.

BPRITT  ATWWE TOITT IRTOY BRI STITT DWW Beriode SN,
ey wSNROSRTG,  DNF, wonE  SS0BD wPode  STITHI,
BIoDRTORAT, WBRIR  TEENYRD, TFTERBNT. WD TIORRCTIOITN
WIVTOFELVOND), TIVCD FROW B[RTB/O TS BBIPON,.  YTITRR  [OX
BRI T, @a%w 2O FRNODY TTIOD [TRWEF BRI WOTTW O
PRI, T, AN SACHTN TPRIROTBI PHRW W) VT3 YT, Ten
TRIDS AN &@wé@e Tone ésa% TNVRI z:%@gmfo. QWOOT ROTWET ©RFOT
DD, BES  DDeII WHTT  DIHS  [ITWTR. I0TT T WPWI BOPY)
VOORNPY BOBFCITOWN0.

33 WOTBHRNTY ), TONT VTP JONFT IO/ B8 MOTY LRTOT
ROTTIWORNTR), RTOORAYAR VHTT TRODT TWWOFTLNB, B WRCH ©HTWI
RO %@0335%1 TEPZT TFX TOIJOW  SYODLRNT. TP TBORT
TOTTY TOORT AIE FTHT eﬁoﬁ%ofmﬂégo QATOT@ON WOTTOTOTOToN WHSON
SRBND. G FOF S0D WTODUROOR THF, 20T GPRREYT FeITROON ST,

=R
IVSRTRORD. TN YESTRITY  TPR TN, BN FORT]T  J°,

=23

ORRTLR", 8 N, AOTFR NoMe IONY SWTY WTODTTY).

BNR.S STOYT TOITY TN, DRI FBTVO, IZLPYOD TOFEIWONONE T,
STOPT TN 2B RIoNY0DE OTBLY, BETT TNVONTINB WD T EEOD
QETORRTFER, W) HINCW VW VOTT 0P TWEINFY TBNTOWT FOTORD,

TDIT ORI GPTBRY  DTANT  BRFNAY  LOT  A0TRTEI[ODY

 BeDTIT BTGP0, LeTONE, T €€
59
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

TOTONONE DT WFPTO WITRNTEE NPRTVTY0NR T, @Ei%d@dagd. oW
QODR[OOTT  TOWIVRT  PTLT, VWFADTYODR  FeHB/RAIT  WOTOIRENT

—0 =

gIoneoN ojw%wmol YOBT ATORNTYoDe T, TOWBERORT.

VOXT OO Togd TTF TeHTLT WP T DT BRI T8 0w
DBOTT JORFODT), BRIOSTT TO. BIWT|PITYONR Qe JoNs 9B, VWY,
700 QT BBATHD IDBE STORT AN z%s BANONC JRTCON  JVOBS
‘BBONTOZ-THOTVONT FACFTR'T STIF BT, WBNITEI.

Tom ByWI'T ToWE FoDFITN TOTIYORR BDORENOR. TOT PYT
THOT  [OTIWOORE TN, wOWE WI FIWFT TTOBWSODHY0DEe VP ToHITI
WANS ©IT, PTB NIROTHE 3T, TOT TOWPY VRN TOTI BIIT ¢gorieson
3T, PBTY VT mu%@ ©9TOT NPT 3RCOTLD TOTEITONT.

TDIT  Tpewy W TOTH  LYNT  WIeNE'  Terw  GPIE
NOTTYONR TBZ, VB ORATOZ JIPRTRT. VBT FTVER PIJNRAW T ToRT,
N0THe, WII DPBAYY TNIT FRIBBI), TP SRCTBVTD. IRTO TBIOT
ST WPTOTOR SCTOFFTT 23083, ﬁés TTOT30D FTToT DY SeTEOTTTP
ToBNTE  DBRTOSOD  SeFPOFITH YTBE BHTIY  FooRPoNY  WBITHNTT

LoD assgm?gwdcgom SN ansmﬂc’&m.

SOTTVED  SOPI  FOINE FANT FTHOIRTIR O STOPRRNITIe
TDIT POFIRODNA, BT SOTFI 3T, BRTO RODTJIE PBTY AOTITTY
desferd WTY BOTOODNTOW TeRWOTIN RRTO  TNRATN LIS,  WB[I,
VDO BII ITWIN TLWFLOOMHITL WTF IeITAROT  TVODT  RITWLRWIR

BRTOIPMLIETOT WODA FODOTH INAINTY B30T SREROT.

k

SePOFFTI WOF AQPTY WRTe  TFRW  FSOD, [, INT VBIY
BEoDIe Be. TomoN SePOFITIYTL BEONTL SOTEB[AIND [0 83 §IFNYY
TIEBRNTG ToNR  BRW-BRBNANG ITONTY  RROTONTOW  FOEWIT  ToroN
RVTEITID B TRT DRFAYSOT AOFR %@355301 QONNATII.
“DeFFoTCRPROODT T, T, WWSNERT  TLWO  FRARTOITO
D08ReBX"TBTOB. T080TY "PIBROT ToFTOTIORT eplleMnl=J)
BeBIORTIIBYTOL'D0L) TFONT, SRCOTW/TR, LRFTEOSOW HTZ MHTWEAT.

FV3RY TRIREFFOO 0 B0 Jnede DTROTOZTROTD
3300 QEFOT TWON FZOIMNTRY TS FLHITZ S/,
BTE0 ﬁmgﬁrzz’i@@f WFOA %@oﬁwma%dsaéd@w §§5MGW

60
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

BDTNTYRRCF TTBERTE WENTS B3RTTT" ORITI ©.3. OF. St

RO SEFOFTT POFT, NRT.  GerN VRFNTSY g@o&ﬁe §e—-’mox QOLOTR
BS ABRBRT WOIWNT. ¥ITY [FNTSy FODTe Jey SW Q0TH  IRW
ROW  DTYF YW, VEFROTTIONLD VBT mm@ﬂ@osm% ODFITRTTY
BROTDB/BAT BONT, #3 FBPRBY IBOT) JOTH VT, oD TS, ¥
TS Ty@IT TOFOS VY WV ©BWOY ToRTY SCPOFTT BOJNT DO LB
Q.

TVOTT TIROTD oW, NTT/RWES VROV, II, TBF T dedr e
DFDJPWET QWO AWOLE  TPTB ALV TOENTT.  DTWIWFI WO
@aa@a@fadrsmﬁ To%ITI ﬁéa;&esds@ GANeH) ‘@edaﬁwem@:’nocﬁm’ Q0w ToT
STIE JCRTER NCFCRNT. DETOINNR’ DRRFRYLY SNT WWTPRI&% SFON
ORI o:bacgpzs WANS SNINRCLTORN QNG DOTT RBIn& 0D DOWT.

DFBPRET  QBWONT BTOPT JHNEI), NOIRRTTTRFEF DD TBIY
BN ToTOONED, WTEZT, [RTVOFT TINL  TVINCRTD), DI WB[OOTSe
©0FETOOD AWIONTY, FJRRATI VY[ BB[TYONOTLL  VOFCIOODE N
POWOZ JEFATT. B TTNYY ITBOVPYDD TeIINY BI0NY ©OFeROOD AWS.

BRTO TBBY  TOTICRDINOT WNCRT ‘YUY TOTIODETOT
TBeRBDNCR0EERO  FPDERCION0” DOTR; ITVHSONTIY  “evized  RTeFTIER
Zeenasdo” DOTI; FRTIFONTTTY ‘3o’ BRTVEOBI VW N,
®,TBOITDOLTIV0 D% 339eGOION0” DOTR; TIYIONTIY “ AmHIILewITONN
23T, TERETTJONFO” DOTH TOT TPRF AT, W@ ITONDITT 3T, LTBOD
YOTRE  ToToODER; TeITD  TZEZITTOWT, IIZ, TP Wed WIBEJT; eIV
BOBNTREROIPTT 3T, ONBRZPI ‘TIOW [IWIVFOW; Tt BT BLCRTOTT
©0%eT0  FTLWRBRR’ QO TETONOZOR  TF, BJONTIJE NN DO
TORTR, TFBZ08 NN TRLRB DJRCFIF BOBIYR.

TVOT I, FBONQ TBeHIWVT JPONAUR AT TPPIRY  FERT  [IPONe
SN

BOBRY DO3REFFTO SYRRYTITON0 NORBRY® Yes0AETO
WOTRT® m_s)wmss@osmmsmmwwwo DT
WOTRT® &oaﬁmc{)ﬁo TOTIT WaN03INRG® PLYEDO PRFTBRT

90 DFBPRFT WWOR, O-0.9.&.9
61
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

DFO WB0 FRFIZO WNOB/NEVRe OB cﬁwesm%onm

SRETTR, [PHRAVT TIINWD VY. 2OTVHOW THT TSEINTIND FO, I,
now, WO, VWIS, T AW, WTH, IWFO BY YN, TEIORD
ToENTe BRJONTJENR & SPYNGON WY QTR X, NOF NI,
BTTT, 0307 HeoHYode TN B DY WINT LONLY WITod I
WRONY Breed TPTOMOB NS ofmzfgp TOWOH TN, ToxT TWTwol
@@gﬁqﬁo Tom B8 :@@zsﬁ@od DB SPOTZMTT Q0T WTOOT  Seed
TPBITOMTT Q0 FITETS.

BIYORR IT TOT YOITT TN THHRIT FOTETL0WOT WA,
BRIBFT  BAROIPT  BFIZE  WOJ B IHRIT  BBeINON
LYMOTRRLIYTD SFODFIT BONSOITNT.

OO0 FEIFTI), Z3eLITRR WNIOW IVT TOTLFT =03 &eNT.

BOBNO FONTNIEH)0

3OTTB/NO POTNWENTT N HRRY*
SOATY) I, 30D

WOR0 JEBJROT FNAIOWTEION 2.2.6 -0

oD 35@1 FOOT 00T eﬁdérd@waﬁ@l ptest é’be@@)ﬁ.

2,830 V0T 0T PRIIATPRET BeNF¥o I

%ﬁcﬁ 20T 3T, waes”’dﬁ%@cs TODT WNTRYT

BHTT [IVER), LOWTVLITODAZOLLIVOTWI0LOTINO

TIOD TRVRYTE TVLDBJYT [IOTAZC BNT0TTU .. 8.228

INY 23663833, dmﬁm%éﬁdm& dif%, @gﬁé S3CTPNTRIS 230 @%ofn
aegsegdm TODNOTD Ton msza@gsa TeNT3eFoTD %e@m&é.

IS IIRRIT g Tne woOT IPYTNG ANTE FAFTW, I
RGP BRADJW  TDPZ 98 OnIInTY womeNT) “WRTTIITRT TR0
WYTTE” Q0T DT, F0OFTH TONSGeLICR STOOT “WELDO  TVEORVONT)

3TRTR) BIADBROT IBWR” 0w SWETT/I), VB/ON B0LOB/ VTFOZLWR NN

mom o83 0.9
" 2.0.07. 0B RIFFT. . 920

62
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

"¢ HeeN  DONIONTY  AePID” B3 000D TOING  TROT  HBJTIY,
CINTTY TARHRFOZ FedewRTm BIFORR ThInorde Fede TN,

‘233 @?,jsée O3 ¢ QOWITIY, TANW IR, IO ﬁ&j@%@%%& TOTI
BRE UBE TBROZBY I, HIVY OTFIR), ojwzfgpd BRFINTD, SRR
“Srotine® NLRBONO W RNONTTRY Eeedm TLIoRN0 STLTWO NOWO  FHewo
NOBS™- HeedT ToVONT), $e0ATHIe BRT, eI BRTTY 202 ZOWE
TOBT WOTY WHY MPTT TROB,

=

waja%zs DLkl "@;38 DoTI3e w;mﬁcs% @ij& &en @562)&7%5.

3OZ INeFoNo AT Heedd Totd AWHTOPD
TRTRYTIETOONTT TS TedA BOT FBoT L
PDITBRFINGO 381 @a@apﬁm&d B[R FeSFONO

QNWOR HOWNeo 3O3R wﬁaoﬁm BFRTOMIFRRE R0 .. OP.B0

B ITDY TJOT TI, PRT ONIW, II, DI T, YIONTIT VIT
HOTSe  THBJOCNBZOT  TeYVRY  TEPNRRL QI @a;a%zs @55553033534
TOT WRBRORT.

BOTW TR DD BT TETWOIT TYPTHE  TTT  IYNYOT
VY TN, BREINDNENOT VT 93 WD TSTRPOHOT. VNI FTEL FTOT[NU

TORIT, TSTOOATFTR WTT wBARYN PTTY, I0DT?N @i:jpmw AVISUDIWINT

R D
TVOTIR, “Cond WANS WIW0 3 PR BISONY TOTIZ, BWOAFTR weNT
EARISEAIROM TOZVYOD S eby SV e 3 BRLTT/I),

mommmme—omgd.”%

RO  BWHTSOIPMT  BTTWITI, JTWFORTI. BWYOH  F[INR
$ITQT PER)  WRODTON  TORRTITT 2} DT LoD “RRCTTTRY
ARCTTTTD ORI WITO BOTOIRY VBTV ERETIT” ST

TOTT FOT IITE oW 8%, IQNT, OWPVRER. & T 00T,
HBOTD, DFRTPRES AROD  TF, wLBOY TWNRERORT. IOI BRI
TOFTRPETICN0 FTWSR G FOWLO HTHOTHRCONA m@é%d FHOFOHTOFTO’
DOW FOT BRWNLD RIIOW TRIT W BROOT LIRETTe BNT. VITYTOW
TeNT  VRTRY mwdowdade%mf?gpﬁ’ N0V WD ToRT WRWET  9TOT
TR, BOD BOT BPIBNTE SN

B a.0.09.
63
Vol-3, Issue-1, December-2024



23 .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

DTBWEET  DWONTY  BEOF  WOIRFPIL BHRX BT, TBOTRTIY,
NEOVJTBT B DOZT  TRIWBOST TOTIOTSE /LT TOTITOONIB, ToTI3e
TOTOLRTIT T TRBE DWIFE.

TVOX BT, RBY FoDTVTV TONT-TESTOONT FOZOIN TPTF, [T
Qe BN, e[ TVONT [IY, YV MINTT), BRODIIYHOY ejémoéwa
ey BEZ VY TWINWD  HTY  AWTH OO TPODTIC  BJEJEF DO

VOBTOIR TEBRFT 0N,

7-9538 PLVOTZe 35 @50&@35& moﬁo%@mﬁ DB, =3I @uoﬁaaﬁe

BONTON BeYLd JFOWATTR T BTN, @o%odma SWEO BRVR BT msaé

B0, B3, RIY 5503323@%@6 T, DOTWTY W Frarde I, ARe I, '@dg@
Bor SHOORNTONT DO YV TRET S

STODOTEY PoSIHRVO FeITOTBROT BWZHO

SRR TOFTO JIJOD BLIFRYOTT TRT BLOFZeed 3

EOF S BT, BEOFIFWOTT BEIFS WONIVOTD 3

PFS TRTWEZRY TR 3eor TRRORTTS oTB0I 0.0.09-502.

VQTE YRE BT TOODT TOF, WOADTON  LIETOWW, AR WRIY  VWFII
BOOTRB[IE VBFAGTR FAFA VO wFIVOT [RTRY 3T, R Sees
BRIV W m&%@s BOF 3Q QeF TRLED TTFTION P [IO0T
QO B, DT TVODT FOIN FeBRWRS.

TOTD I, PITY II, OV IYONTI), LIRROW IR BIVPIAT
SYBOT  VARINYT), TDDNATS VTJ TOTI FIF P08 TOFOZOIPNT.
DTVIRES  WRONY 3T, TOT AORIVNT JONINLD TIING VJNY gmascs
DTTNY RN LEOVYT BOBETIONT), LIRRORT.

TDIT BPOASR WO Wedd TOT II, DWHOT To%RTY TTwW JALDT

&3 GohYohe 8965530l SN0 BRIPRWI.Y D BI, %@@d SNDITALCIOWIAY
BIWMTSe TOBFEFFT IPOTHTTR, D LROMWTV.

" 0.0.0, FoT RIS, 28
64
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

WRTTE s&éesoao&sd ‘abc@o&:cpﬂ a?céd@o’ wcﬁowaoﬁg e e.-oz,eéoﬁ
SN

89T
TOBRCPTOHF, ﬁqlcs LT
BD[OT DJDTLOOD
Twdweed: 9113590736
030 koppaashik999@gmail.com

Abstract:

WABOVE  FEIERIODTJH TSSO WY, PYE  LIE DTIIT
SGeDFOINTRT.  FLEDAODSID I,  PTOWONTFY  Ae0NT D, Jeewsn
LYTLYRT OB DATHON WSAWYT.  FLEVIONTT TR DTODT  BOH, DY
TOBR, VJOWRVOIHIY,. WOIH FWOWONTY A[IVRT TVTOWOCIRT R
RETH TIVDTTF),  BLICDAIONTT  WTZEF  TWTOWONY  NTET  ATPHRT
ATANT, $SPYT. WeLODY VTFWD TTOWO0DH TRVTF FTWRT BT OD,
30 RDAODI), YWINBRT, FBFOD ToY BOLTII,, INT BHIHCD eI,
TTOWOCN  TWING  TRVT  BETLINT.  THRY  BeFOIPNRLY  FITEITONMII
RTPET [IHOD BOF) [NONTI, WL BRWT TONI, BRACT. WHPEE
WTITY YTOHONOZ Teey et FPODE, TPRFHF WITYTE ©0w VFF TTH
88 FTOW00DYT.

Key Words: 233003 3630500, TR0 M, WEOONY NZTEH, 0HT0T?, TR,
DHTIPRE, AGTOLT

WAHBOVE  FEIERIONTJH TS0 WL, PYT LI DTIT
SeDBTINTYT. TPETON LT J0TT OB TRESL LY WP OO
00T 0O IJIRFNY O TIWRF IDANY, FTOFZ, TpsF =B ABOF, J0TTT
WIS 3T, TTOONTI), FR@RSHN  AeRTY ojasﬁc%ommﬁ. BRI I
S0ZT TBRCTE T WOTICNT FTRTNGI), Iy TSSeOTY FLWTID. 33
POTUI) 30T sa@dm-amm@ AR, ©. 3.3, VORI, B.00.%, (TSRS,
&3eed, ODTIP  JTORT, WBNTONTOITT  DHIE  SedTH TSSO LI
TOFTITINT .

65
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

OC-0Fde ITINTTY T0YBRY IFNYY SET  FpepE  OuSesT's
ORTFe Tiddeo TLITONT. NURT ToFNYY ©otog Tmnlmen TmT
LT, BTOWBY INSdew MmLITe V0T T|NN FLWOND. 85 ALIF [0
Mose, TREDINCY, TY RBRFT IRTLRTIWL SRR ARWT. IHT W0k,
B[RS0 GIOT, ED.WPT  BRTOITHID  {ROZTY TSSO TLIII),
TOWOWRTW.  TNddew  SedIT TP wHHIT  0IRBY OearsY
TBeSTWOTTBT  WHIZONY TN, JNOT VW TRFWIBY  ©.3.3) @I
OHIIONY  Foored Tddew SedsT  FOFTFHOW  AYTICIROND.  Triddew
LI FoorLsiY TWISAZTR W Fe0Res TNy BoNdedIY Bwe, T
VTI, YOIT FIFWIT LONE TIOAT $e3F WRTOOL FLLEDIONTJON FHLYIT.

ISR MLE Geeidd DTOWONN DTJIT  MIVW, BRODT. W
BOTTORZOD TFOTTONGD), VBJOPYTTT AR, IO TOMPRW’ DO BRI,
TLETAODTDL I, WTOWONTY Ao WP, JReHTVNA  2ITYFIT  HOBD
QARTWON  BEATRT.  TLEGVIONTT  THW-DITODNT B0, QY TOBR,
VZOVRB[OTHE); WOTH FoWOLONFY TRIVRT TTWOWOOINPT WERCHY NFTE’
BRVDTTF), 33 FoTOWOONY THRPUH BeTIT TOIPEOZ DWORT B,
DO W$TTONT. FRF N MEVIVTT 0FB WWDITY wOomD T VIR
BN, FLEDIONJIL 3 FTOWOONY JwwwN JRVOWYT.  “FLICNTT
TOW00DH  dees  JNE DI, DATING  ITBOT  T0oeENDoD  dwees.
TORTD, NORTARYAT WIFIeTow TRBT Heg wedohgode 3T, BOW-
3RTINY WR DR TR BRTMOH B ABRES VYT,

‘WeHOHY VZIW' TTOWO OFRITY  TFWINT. ARROTD  AH[IIB
TOTOWOCTWNATY), €Ty, WIS WTLOBR), W) VBT WIDIICPMB  ATDANT),
WERRORT  FTOITONT. “ésag@ ZoToN0e de%ofwrﬁeo WOPWROY BT
ORI, de%ojam‘%ﬁ [IPBIT 0w %67%03553& RTTNLEROT 2TT TTOO
ReHODY VTT/.”*

TOTOWOOR 30T, TOTHOT ONTNTOY WeTY, WETIT WOB W) VI[N
m@as@ozs ANTIT  FOTLZFNY, Iwdox  DR9R LRT ﬁmiémﬂo, @tﬁ% WD
3000T JEBREFNY B0 @i@émﬁ WERT. TROOFTY ONT/OTVY  TOWORNTZ,
OB 00D FNTY NWORATT, TNOW ©os O D oz OTY OO0 DR, ©

0% TREHeOT, DR .0OFTWCOT TR, T.F0.LD
o maﬂb‘}@, WRBOOL BT HIOR méoa‘é 0.2, .%0.XiX

66
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

SONLRTS ODTVTY 3F 238Z0N3. @O%@ﬁd@ T3 m%zsdfao@ﬁ FOTI0200030
xmd@ewm%ggcﬁ.

85 WTOWOONY SeDTITe  ITPTFTIN  WETTINTRT.  [RTO LN
LTONOR FY RROTORMONTITTER TBIO0TT TWOWD TEIC3N ISIRNTT. 3,
RPODTTZY, 5ee8 SPTBLO WO AVRTF(SeDT) TIONY WOT T, IZOY
RRITN BTI RAYOD UTYT, ONT/RTD DOT THERTVS. SBIOTT  ORNTTOY
THONT, SeNDFTTL Few  SPNPYT[e  WeHONY  VHTIW'  TTWOWOOD TR, B8
TBOWOONY ¥QY FTIUWRTFT IFI FoTBWI, SeDTL WHATHT.

BYOD  WB  TWNOIRYE T FTHORT), eI/ B3 TPTWOWDONI),
TOBVRITON QTR BLFRORI. VYT TPITo0NE ONT/OTD 3T, AN am%mﬁ
SeFodnnedeton TFON WIITT; INTT ARYONT FRT  ReBIT W0y BY
TeSRBRNTT. FeF 0w Ty FPTT TR BNOWMNT DRTOTT 3T AYI
R, WIRTY, TYNSATIOLNTROW FWITOTT T3>

o mene  Bed  DeDTIRTNA - WMODL  ATTONG 0DITY
WZeNRONN FTOWD BTOPMMIT. SIHE, TRRIRYL ATFING 0DTNTY

wemm‘i VPR z%eﬁé% mé’@ocﬁa m@oﬁam‘% BRCOTIZC 20 TOLN.

ONTNTY  VEBIT AT TYUNYR, FTTOWONY TR WOINTY
QIPNIOLT. PR LN ORTOTVYR, WY BYNY  IWAT WO 8e3n
TOTIROW WIS, W BeB0NT  Led Q0T SPTHR “HeF 0N LPIIOT
TRoIPRTENCDE FOT TSR T TRENTG To DT FeZ0NT T[T, 20w
DEFTOTOORY ™ DOTD TOBRLATL.

tedo TonFon I3, LOLT ms&éosm& TEYBRTMOTVY. BYOD  WT
BEN0WTY &égtﬁ TOWT O3NTE ORIV %%ﬁ@tm@ﬁ dogwwr@dad ESTONOT
TORT XA DWF S SRTINOT ToIIE IT, NOBIOW JFOWATTVY. STV
OROR  DDID  TOFUIoHe IPODT  FODAA  3FYOH  PEPBRTS  SHF
BPRATT.

B3, W nonzy BOW T FRWBITMH  ONJNTpERY, NOBI  WIN
TDLAWPOYBOT BT HLBOFD.83 TOTLOOOT  YeNVEY - Aoermowsees (ébz%wedm
DEBLD [ROTRMITYS. TOTT WO MPBTIE TVTTPRT JTT X ONTVTE 306
RETT. “WBY DNYIY, RAETIN [TPTWE B, BON TRBOFT 3T, TID

0 AN B ée%e)@g @@3&% NTB 3 T.80.0LY
-
~

o 2 @)
79 ReDODY WFFW, WAV T IR, W&, TO.A, T.70.028

e

67
Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

DVTTRBIY™ 20T BOBHWTF . 9 0NWOTOY NOT 0N DOLWIODNZ, T
SRREANTY. IF, wIDITY wBNWOT B3 ITT ToRE, IRy, VTT/RT,
JTTOIWBIOD LRYROT ONT/NTD BT BWIONTT DYTIRTI DR SBI,
BO0NA, ﬁej%oﬁ RDTZ, CNATARNELLS

ODTNTE WD BEZIPT  MoYTLTOZCND. IO LINTYode
NYFE03RE  ONVRTOYI), MOBI  FIWOT  TRT  FWLATI. T IoNT
YT TRT® F DRIOW YT WeDITTD. IRIN WIIONTI  WTHOTBORRONY
30N DBRTEFF IO AT WETNSE W FRR BeTYTOWION Won DO
BEeeomon SPONB. BTOT WONRONY SToHFTN ISR DTTTES TODF,
2OPN TFeTBI),  JBBEWWTT. AT,  QETRPRLY  WOT  TOTN
FORTYS.ATO0T  DTZLOT  TOONLY BHRTL ONJNTYR, WY Bedrteon
3VTWTWRC 203D 230N

RTBEIE BOTTY ONTVTRY ReTIT SDVIT Fe3oW LSO 28T W)
B0 BRANIR, DBOATRT. OF 3PTOZ wYITTT PSP, WY, ohIReT,
RFD, NG, TEOW,, PRNTH BHTLOTIT WIY  BeoDTIMHITVT.  WHOT
ORNTNTOR %c;pmojaags 0900 BOWOT WMWY, “BLdRFTIe g3, 0T, ﬁe%
TRIT SuI™C QOWRROT 0NBT BT IFOINTVY. AT TONTI 0NTITN
AR DI, DIN WNZINT RN, J[TOOT JE, WRINTD, JeR FOZH TN
SReRENHILTT.

GENTTONR  BEBITY,  IXT Bl FUINED, IIWAEROTW  0DTVZW
BITRSTYN ONVNTOTI, TOW WY B8 Led wEn QAWBBIRYA 2w Fomon
ROBRCROOT  HeT/WOE [RWTY VY, WHERHIN 2O FOBE 200TOOT 38
STTF 2OW WHN™C D0W  SRENI0T  TeDTY. B BRINTY  FeT MO
WOT FHEgT ITT AT P 0InITF, HI0L TORS, WEIT, TANT WS BIONT.

&ENTOTON BT, LONTT Tow WTe Ledod 3eBpPIOD TOR TR Teen
TPBRNTIN. T WeSRT TOBVDNT BRER TR F[RBED  OPTPBOID DRI,
SRTOTVY. oI TR WA BRTLY  TREN ATTIODITD,  BRJ
BRATRNTIE. TOINT  TRENTIACIPN e 0TI WIDR TRV BRI
JEPBT DE ©TY W WTVT. TISHLTLD BRCT  ToII[I), FYROTVT.

BYIBRIIMT ToH GIZONY TVEOWTT. “0NJNTD QD TWLRTW, FOT

% QeQodY VF[, WAVTOR T BN, LI, FO.4, TW.F0.LO
° ReDODY WFTW, WABTR T RN, W&, FO.4, TW.70.009
20 2e0ONY NFIW, WATOX BRI AW, WL FO.&, T.7F0.000
68

Vol-3, Issue-1, December-2024



v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

R BRENTG, TN FOIITWD, RIWVFPBRY, © VB BN FOFW QTN
2.0T3¢ O BTD  TOWRWONG, RONTCIW), DIW  IROTD. ©IT  IWBI)Y,
STZONY SRR  'TEF TR  TORWOT  BITZOWOT LB BRCTLOZ-
TYOPOZ™? DO HT/HY VT, ONT|NTD TOLWOITN QIO T ERMOTVE.

BE3EIIONT|S WIS FTTOWONT YT T AWPRT BIDANTIY, BSROFYTD.
WeLoDY WHTW  RTOWOCDH  TWROT  ATPRT  ©FIFOD, T FIFHODI,
YOINERY FIFOD FooY  BODTI, INC F[THOH  WFeeRI),  FTOWO0D
TRING TVROT BSFTINT. TRRPYH FeFOIPRLY FTLTNE BRAT BB 0D
TOPY EVANTT), O B[RS JODY, [RRWYT. TOBWWRTIRN, SHFITJON
FZOINVB/BT WBITR, BOTTDR, LOWPTHITR), Bert IR, BIFHOT WPRFTE,
LYTRATHT  Q0W  WOIT TR/, IRY  FTOWITDTW.  TR[IRT  WIVITY
PYDHAONOZ Ty Tert T|ODF,  TPRFFE wITEDRY 200 DFF DWTR 3
FOT0WOCRNIT.

3T NOF:

0. wATTRL T, WeDONY WTTIW, WITOIL BB AN, AL
RO.&, THOTION WATTO FLIENVI JIIWT, ¥R, 009

TOARNIET NOPNH:

O0. WANTIXR AWTWT, WABTOR FeLTAONHT FOTWOON, TFOTION WABTOW
B TETWS, B9, S00€

0S5, OMOFTRE".8.80°.(F0), WARTOE FLIEAONBWT FOTWOONT FIEE FOTL
O, TAOTHON WAB/OVE T TITYS, ¥moR, 9090

Od. TemnP, A.0.3(F0), T WDR-WIT, THOTION WITTOB  F3ETOD
TS, LI, 2098

OP. TOFTRCOT Tox T .DF., TRSSVE, FTIFWT AT, BTVWW, LSONERI,
250250

0%. wWIBTIE W3 (FO), VTVTIOR ITRIPIT BIE AT, TN, Foorwd
e‘bmédcjrs [0, Holwow, D00

Ok. 3BCSFI0P BIFBRC, OONNTIE  ToNe &, TTES, BT BP0
BEBROODS® Bx°, oTHBE, 000

22 eDONY VFTW, WAV TEIETI TR, A&E, FO.A, T.80.09H
69
Vol-3, Issue-1, December-2024



P "Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

N[0 3F FOR)TOONTF, T, VBY,0 FRTWIN

DT B2
ROBREEFI0 IO RDE
AVIENOIOAIN RN ADENISIOW
AR®.28.2).2.000.R° T, ROV FCOTYTONCD, WONSRTI-60
T39. WATTW F. .

DYPO5BTT) BONR aVNE WIET3
TI,EB dIN. AL 23.2).2.600. DA,

TI,B ROBREFVe FLOT)
W.R.DA’. 3TN 203, dFeD INT, FOTED, L3ONRRTI-60

Jo0e3C

NI, CBL,0N  PoNel03T AOTTIOD D3 SRDTe) TS AOR, 30D
DAR, 90T, IVORTLNRLRIZE. VWTE), NS0T FOTWOOR, €IWT

DRET TONSR TONBE ePBI,, MYy LLRBSBRORT AT BOWOT DI, €3LF0T-
LFIONY  FPTTOE 03TAT  IRVBNF,  WPNRROBE.  Vwe, CHBL,00
3e3eVOTINPLOT 0TIV WBNITVES DR T PO IPOSIND, 9.
20X,)TON FeDETW 203033 2D0VAIZ . B8 A0TT00NE) HPOedE T 3WTHBNP S,
ZOSBT T3 eI, AOGIsTRODT LR, TR T0A,,L0D ARPOWONET D03 §
€90), NYeCEd 2ATIT WBIOEITNR, 3Ts VRIS T. TOSET RBVAR), ST
DT 23, ORONS A0, FRCWON BS, RETW 300G S8 e33ITBRYE).
ROTWOONT 303,T e POsNF 0, QLR NN 3TBNGS.

WORHE  AOW3T yosdey  DROARE  Ad3Isedy,  RILORE)
TOTEIRIONWIIE) N0 33,29 NedVemE NG, RYTOWTON, FITROATOI®H
FINT ), ISR BW N ®)2I0e3e)TVes A3 V. G0, TBL,00 AN TT SR,
B FOBTOONNYS), wPRPOTB, FOTYTWIONT WVOTITDIMON 3L BT,

AR, TP LIPOSNY), BIN0ITIOD IO, e3P, AeNRDT 2FBINTD

NYENT, WOKD T3 T WOIVWTEITR)y, My A3, PNS03TON0IH
BOTJOODTY) TOOERTE NYedXd PoedFT  eRITHBNYY), HIBT  TESAD
BR300, 3RDAIZES. BOIB FOTTWOOINE) BRI 2300, LIeIYNY FOTFHBOD
eIN330D 07, TorN OS2’ RBD. WOSIE  oNI), IRTPRE A3

70
Vol-3, Issue-1, December-2024



Pt "Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
OINFI), RO, BN BOIONT DA, PoedET NI, AV0R, ST
SIRPOMPT, NESRRPRIE TORONE), TDI0TIIETDANITHTI) €9 )TIOONE .

NP0 3F ORI TWoONTF, VT, BB, 0D FATWI

Donahone @BEILLTEA), VBT AT TN VITOR TP T3
B3 2B, BRODT),, ReVT) A0edT BRENE 00D PoedIET, AOOR, 3T
WENWEIBTNY  TydeTeoNW. QYTO3T ToODOWE3E, BIODINY  Deoe 93,03
RVRT B FPT, HRET AT IONR, 330e3 B LIDOT @033, 330038083 3,9
DRTOND D). VT DYWES 0T3T  B83058,F BTORTOD  NVTOBTTBOIONS.
AP TTD  BEOOONTRY,  DeEARI  WRWR)  VINNONOT  RII; D8,
T, TB/L,ONE),. BTN OZTOODNAD,Ee))  TOOONTIY,  yO3RETRI FevoN
QeFABT dWTNY BE). NeNVOT/E WONE. BITN03TIONF,edd T3N3
DYTeNT BLRTey) APaNsTCTS WO ONT, TRELIV)OION TOONE De3E AT,
T AVBR WeoOOINY SN Tyedt BBZOD FWONE 30D O0WITI,
3VR3A.

B JYIIT RPT3T BORAOBI), aNI), BT B33 VAS 603TodT
303,F300, BVB,AI3T. TY,TB/L,OD 30O APed) WD 383
QTR FRYOTEX APeN;TCTe TOONT, DE3d ITEIMIZ I, 0T 9¢) I
2SS DI, e3WTIRPNY FaPH30ONTD, 33 . YO ‘30E3), MO’ Q0
BIOID), MPTT &8 IS, WODST HOROBIS DWEBHBOD  ARTB0NT,
WBIN3W. B D09, DWVONE, WO DI, HOROBIS NG5 NGRS
ROWOTRI), WODAIT033. STy DY, B AS, TRY, ARINT), 330 )TIII
FTOOT AY0R, 43T aNI), BRI T BCRIT PPN €905 INeoNs. )8
€90TZR DMONDONOT R)TVIT AO0R, 43T 23e)3e35T WO artedoN GOPT),,

YIT/OREI), 2Ce303e30NE3 3.

ONB03T  ROTWOOD  aNI), A03se) HOeET  PoSN  €93503
3.8.0a00NT0,, BRSBRODT e353058,F ROTVTE a3, a0RBAIT JBONY,T,,. VWTE).
dR, 2N, TOIBT IOJNPLTIHWOOW, FOeOR; HNONR TeNER 2332 NP,

3NARIZT. B8 FOTJWOONTY) Q)T FTOOTENLTE). B3,V A3 ONTY, 23T.3
71
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

2 FROBTTS. YW, 2WwPNRRORTIT A3 e03), BTOTBBOR) IR, -a303,ONTI)
90), VT DCRFToON0TE TyeFDIoNGS. NS0T Ado3sey) DRI, T,
D3T)0LD. eI, W) TINF, WFTRORT. QYT a0IN5200N eIRIIT FOLOR
3O ORNPT FOWOPAITOT TR WIICI), €333 ITIT, 23303 ACeIIC),. VWO,
933, WD/, DT, T 3DI), NEPBY ADWOI 9IIT TBINY BDI FHNFN,

WENRPORE. AOOT5200N  FOIET  OARE), VD, a3 000NN
TPBIO, WIS, D3 TCoOORNNPR S8 300REE). B, sNBIeIT 3T [Tt
BRRD, DR, WEOOORNNPT DT 2PN08F FOTYWONTRT) SBWRIBTRY, 39057

). DPRS PODOIVTOITB da3, VNGO e3TWOIHB AR, IR WHBOANT T2
T03ET AR VD, IBDI. P00 DT ToSET [0A WD, I

BPBRAPE 0R. 3T FT03ET VAR, IR, KCOOOINYT DT N30T
ROZTOOD  SWOATPOTW)  BMTVT? QOWIT HINPR 303330

e)2FOTNT.

TOIFT OAE  9e0a00R;0N SOITW  BIBEN0D  DIWOTD D&Y,
DCFRPEI @3 WIIE. BT PoedIET 3FTBRY). IR 2000 Ao, BHBRTITOTRY,.
&3 DR, DFA3 BT DT BOIT DR, WEOOINFE) OFD LTE50W BADS),
INY BTIFES SBORNNIZXW. €3 BNY ST STWODD) EIOTD  2I0Ne303T°
‘@B03F 0wW3 PS03 303F  CRREE), FAWISB0IT/ T30,
€350 80RO, FCRTWE IR NWIBIT, eNI3R,0T sRNWROTI) O30T
CRITBOYWCR AOMYD®  00WI)ET  :DRDT AZBNIO NYRINT I,

LR BATROTR) SRETTIO;POGE 200N SRV e3FTBONE R, DTS 3.

ONT08T FOTJWOOD 0NN FORTS), BPON-FY, NI), NTY30D FOTEZzvoN
€3230RIMISF),. BSTITI eI, 33,230, IT IYNS o, SBNYS). PRET €3I TN
B BDIR A MM, XS0 SNODI 1T DI, 33980 PN
BRI TYT, A [F0TEXT® VO, B, 9330 FALDRITVT. BFOD
FTOOWE) ATPN 33 PTRDOT TP LdPOINY) SBOANZTBT3. 933
DINFD), N803TONO3IT®  FOJWOINE T  MYdnPe), 3593

72
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

FOTNTORI. Za, MY IINS03T FOTWONRI), VP ATROLRTIY) T, 9530
BRD, WsTRRAIT.

NI, CB/Y, MY TALR BRLWP DINPONS FoORII FOTW A SDOT
RO FPNAFIODATE M. 36 TDOOODNPTHR) &8 MYdT I3CR. &3

BN  IPRIPIIOWT &8 MYEdE 03,63, &8 Mo S, 303,
FE BT, DN0IT. DORAE TN TR ZOTTR 18 WORXNET FOTORENY) S8
NIRRT I BXEN0ZTIOR Te3A,SHBE), STONIT 3. RO0TYOY e3T03DOT Jo=s
WORT IO OW3 BAOWT® 16 DOTW 2330 158301 &3S @3000o3AI0T

008 0039, P ITRCTIIR. "0 IRVBONTORT T NRTINTS). AT T3,
ZONET03T N, 373, 3RCTIZ L), £90T0T; SBT3 FSRDS MYRITE), BRTW STRODT
WINS 03 20T Doex), N30T HDAHTRORR ANTTT AEDBTLOT) P2
00RITVT. T0Y) DI PwS SWAMIW. Y, IR, 9T IR, FOWOH
RBONMFI, OB D,  EBOIMNMFI),  RFRBAITT.  20Ne303T BBNEP,L
SEDRITROB)  PuI  DOBITT. YD), PNS08F  IWNYI),  o3ade).
FOTEBRATROR) PBS e390RBITVT. 0aNLY 3NNFTREVTITT” 0T IR

VT, CBL,ON INN03T FOTWOODT W, 30TEXT* TP TT.

QYLBT DINYD), VB AP, 00T WBY 25,03 BONOT 3%
M), 008 Tyd JAWT ToeNDORNTRHE), Pud SBOWI),. BTC
FTOIFRTRER), DD ONR TRT SRCTBE) ANDTIZT0I T INYT, T, OF£9, ACI0,
BITN03 BeNCIe0T 953,33 AN VT, TBY, MNYENTETS. Y33, TRTW Ty
FI0DET) RCD FyToT 2003T, WOTD PION03I &RE FOTONE SBONI . 333
0DJT03 P Ye); BN DO3PNT. DT T.STHNY. 9D T, BB/L,00
NYNT BVED,ENNY) IO TR VT DS DIOT eI TRBLLTOT B33 V3D, ICFs
2 £T0AT ROBWPETOR), anI), FTRWIE AOWLPE TR, AN 0TON 250Ne303F
BENFI), TRIB) TR P30, REDNEA PRDT BN INPR, PTG B0
BB ROTTOOD YW, &3 FOWRERC), TOWIST, Aodo3; TN TOWIMODTN
2300 2393 BVTeS0aM3.3.303. QYO3® T35, o) QR0
ROBAFION), FHRRFIEIT0 NPT P AITRFLITIE &) ONEIT.

73
Vol-3, Issue-1, December-2024



Pt "Poornadrishti, Journal of Literary Studies ISSN: 2583-7338
BONYD), WISIBTET IPNRBS), MY B30 TRBINF S, DI dW053033d

£9:J0005e3033 STIE TN WRCRNY) TOWY WOWTN 83 03,300, SEBTT
BNS03T T390 Aodo3s VT BOR, 43 A030Is S, WTOIT.

TMeNON® IORIT T IBB/LON). RefB  TEE eV, I3

YOI TOOT A0, BP, DOT) BATING. GVT,C 0N TEIES A0, S8
ZRP0N Be,N BTIHTOOTWSE DI G5, B, 0L BRTI 203D AI,IT.
QBE To%s0R;03 VDY,T  %me0n TN TE,BAY 2003 T 0oN:s..
BeoORDNPI, TEDPHTOOT oRTD AWy WRBWST  MRIO) DS
FE,@IWBNR  NVTI,T ANWRORN TOA R, "Te), 00T 3335003233
BeH .30, T MBA DS 0RTTT oey) DO " d8IT  SOTEKRT®

N, CBL,

VONDON® FoORIS] YVTY,BBLY, 350 INPTE MY, TOIET IR

NVBIC ARCEDT YO JoMe38F TE TR0 NRTIRBE) BRTHBITH)T) w0RF.
FTTEIR0TWT, FAI ARNTOT €9e300ed0A; W3 T, €9533000A;0008 15 DT,

DR, DT D WTVEHT. NT,TIJ/R,ONC). N30T FE3, RTIBE) LN
WOB J030C ORNOTW dR), PRI RNE 3IT A0 BRI, T3S dRI, N
Byes 3RBITT. AT N, BB/LY, NN LINeS03TAD IFCR. "Ooad €9€3,
WBR)E ©908Ced; BEN,0D BB YW, BR)E FI9d 3,398, 93, LBR0N). 9,

Bye3e T35 TRTIHYTWOOT 9€3, wWeg)e e903aT"

eV, BB/L,ONE). ATBIE ReeNeITE NRTIBEY BN FTBLDS0TT,
B ORDID), WDIT VTO,T 35,3, ROBRIZT T[0T RBRTOIE 903

ONE0ITN BRLTHE  03,300). ATH SBANI3),. 90WT  (VODI &3
QRTITE) BRTEBLLT &8 2008 20€3, WOV, X 23 RTRY,) D0 WONWRT
TORIHTE ATH. LOWT €3, WINFOR NRTBO) BUENLTINTIE AT SN,

BEB BBIY) YR TO0T B¢ BOICNFQ), AW NRRPRIBA IR, BET, TS
JOB), BT, BT [A,NP) W, Be3C AMPNNPNRR TN0T NRTBR) B/LTN
O350eY T AT NPINTOI FRE A FIJT,3). SO3T AeCeNIRT WL, AD RITIIVT
8:308RPN DTSR BIVN0I WeS3A, ST 3T AD BENF I, AT RAPRIE o

74
Vol-3, Issue-1, December-2024



%‘p:}:ijoornadrishti, Journal of Literary Studies ISSN: 2583-7338
SBONYHT. wOR) BEIRID, 0SS BE 0T AW 200D TPRITYT. 88 NedS
FOWIOD WS MY CIVATPBS TRTVLN. &8 ITAPRS FTRBJ,ON 083,
BEBTI, TYRTT. ) BSTRODNT BRLWRONRG), 3DIN |w,B03 el
FRWITT. ANOTW &S BE IRTNFTROB) BRLEETY) TRTPRBS  TRT,Q
TRTDNN BRAST 30T FOW DDA, S8 DT 3NPsH/,; SRS N30T

DY 20B0HTBOTD 3P RT3, 3ol G0Ee,8 BL,AN0T @YT0LT0E LoN808T P03
RRTD) DTBOXBY,, WADOTW WORBIBY,, ~S03T 3PP, ODOTW OTATPRBI

BRP,L), OTAPBS TRR,DOT WA IINT, 9D €32 WE0RH, €30
WTITBONOT DoNeDON®, DoNDONOROT ONGA,S O30 X FDOT BRTEITC/LE
&3 X T, BRCN ADTRS),T0.

QROLOTD NRTINFI), AT AIGEsV0 VLT ONTFT,. BT NRTINTS ),
T8 DIODNE), T2 TRBOT, AOT5e3¢?

MRNYS), e BeLAST, BAED) 8 MDY,
BCFTENZHT), BEIT BRI, FRCBWON B3 YBIW. BT B3N Jod, 33, B
QROTR, TS MYINTOR, FPE SBRNIW. S, BELL J[ReSnS).
ODNEVTT) BRIEWOIB DOWT ePINFD, &DRTEX 303, 00T TROTITT.
QORI BTRTW €3.2). WBIRBONE), 3T,V XA BTWTIT, WRBTIBENS

BT, SITWTBIT) O0eHTE 3BNWINT AOWWI o YT DE3aD), e

FTETBROTWY B0300 DINY 0T FRE ADRATROBY ODFO 2,8 AOONOTO
200Me3038T WO DT oORTINIZI.

TACBON aNI), BENFPID, RDOTW BRI VETITT.. RENTI,). es8OT
RNTF, QDR e3¢ FRCBONODI, TPADA wOWD IR 3 FT I00F
SBONZTNIZRE. O30es IR, BET TR SWOIZBA3RE €3 TNIAN0T FPR
W3IZT. TPA 00T S0IT U333 INTITROTWY WOT) BEINFI, 93,30 TN,
TPE IR, TR), TOWPONDE, FOWY LS TRBONT B,BON,E, T
23508, SO0IT NRTEIY, 0TI 23008, T 0N, eNTEIN SWODIHTIOE. T
03331t N A oeD! FNONPT 30T 8033 FOALONIH T

SBONI 3. (T RAL0NTE BB 0T Ieéd SVBRRITHT 2300930033 TelP 3003

75
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

FRONY, AT BT, BANOT FOWNRYR 23, A, SN IPNET03F DI,
RO, T0C3ITT.

PNE03TF FOTWWOD VOIRVE ROTWORT WOTD IaNal eSWOR  PoNS03T
A5 VYT 20T BOR 93 AT VWTE), D) 0D WOsTTED WRLReIDTWOI
03B DRTWOIFTONT), TODORTROTW) WONTW. €90 TYL  0TBODYLITZE),
WPTOD [sIogAdoNe OCION). &8 FodoIs VRRT NeDVOBE WO ITOR.
BONYD), ZISBIT RANRBL), MY WEI0D TOBINT, DI 23, DRdeeN

953030 9053030 SWIeS FOFROTD WRCRNFINTLIIT, 333

9B, NEAIN INTBBRTE 0340623 RIHTIOBT YWY DR, TR BOR, 3 MO0 35t
=0.

QVTO,ITB/L,OD  PNS08T  FLORAYES), NDLYT), 8T 130T 3
ORNEPTA), €330 2IT) YBIT. SIS TRCBON YTI . TRCWON Jo¥T, 35,03
B, TOWHIXW. 9O 2,0 23T TWINONZTB O3 DTN DI, TP,
SRTITRORY BSREMIE YV LN, LIS [, D)) S8 00Ne303T HaGBINMDTOD

FOTONET, SRBNATAE 08 00X 0ITS), TXFOINT). 9T,
93023 ATINEI 3P ONITIHT. LIV IATET DRI, &) 3N TWOIR ).

NROIJBLITBR DR, ARy SRLRINTD. FPFE 00RIERT  DINSS),
MIBIZTIOTW WELRTHBNPIET 23003) 00T 2000 BU,233Y, 20T RTE DR DTITI).
LR, DT @BTR, NS0 TNR TAR,KBT NP DINY 903CITLIB 02T
DT, BNR,0BONC), DCTOTIFES,  9€3,3R)E  SBONILFT0WIT) TREB 0BT,
2,033 WY RTINS FOWHBERL), e B) NDVOTTR 00T BT ISWT BDOT
3R0BIPT FIE PP ARYITOR RN ) NoMm A OB
BN3,BODTRODN B, BROWRIFONE), W3, 30T M3 @S BRBIT,0FTY,

TR 0BT

PoNN03T  INT DT R, OBECE 3T, 0D  STHYHT IR,
DR [T V0NN DI FTRW TRCWON 2,0TD WED, N[0T YD)
PR3P, TON DB Wede BVOIBW. TONXDY, LOONT 00T

76
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

NOYBNOWT €3 DDBNE SO03T €3 F[RETW N30T €32FVHW o0I), SNXET,
2T IBCPH3T.

VT, TB/L,OND). IMeD, 3aeE3, FoFNPR), Nw03F RFTE). WPRITVT.
WRD 0B VW), WIWFNR WARS ROTWOD 08T, /). FRCBON 3903

DBOBNIE VPR3 BEIAID),.  eNSIT)  R[0F  JTED  Fwe,0heeN
FOATT. ¥R, Toes ToNE). TRCBON Bene3t JTEH, 3 T Tane

TN BY, FOAZX. FODAD, WD), oDBODNITV. RPWIOTW [RRET XA
T, BRPODTIRE. 300N FOAIE WFeDET, ToN3N, BTTEIT, 23,50,

T, DR VRSP, E3REHOD AN FEI NI R, TRCBON tw FORS0TIC
FOY TEN0WNY) LANAD. 933¢ TRCBON 33 TOWIVT. VT3 33BY
ROTEITINOR WHEN. TOIET WIWAT QONS03T AOWPERC). T, BB/L,00E).
€300 RAAY;00Ta3 BSNRI . 20T Y TO3ET AR, OVTITTR NRDTST)
BRTNB 2300ATT HFIWASRENATT 2DIN 200D A, TR F),TVT. IR,
ONS03T ROTTWOONT WOT) LIONBRKL. e A, 930N . DTN
TR0 9, AR, 300BITVN. 2NRWOYT WO I) NH,TBL,ONE). e .

“NB03T Ad3; TDPOT WM, VNN DVIWTR PDWANE™?  DOTN
"DOTIZRNONR B, IR TR B ONTFF,0300N0NE PR, 2,083 DLIOD
FO3)Te TP, JOB), WT) O ANEYTHL), ededlS LITE R, 9330 BCLT.T.
0T3S VL) 9EDONOT VOTNTODL),. W TOPWA, )TOWTLA,
FSTOOATOIB FLR, TeINY A0d03sT, BIBE A3t &)CTBOIIDNTITID.
NTOWT T, 3TET, DNTTOIB DRAL JW NP €930 WIBRE), WO, 9533
FEOBR O TRE BLNT 533 sDTBAOD VRO PR 200D, TR0,

FRITES 0N, T s3HTBITES 20N, BRTNE D0I) BUT® TP S
20D, DN TR0 WITHRS 200N, WTVWOITB BWNY 9330 V3, TN
BN ITRRE 9B YILIRE aNTRA,TD). IITY BT RPE Rede). |/
BRSO3 ANR DE, WT. €3 T NFI, SDATROTWY DB, 3TIPI, eNeS03FNR
BOBINPN WPATROBBIRL" 230,390, &30TEXT® 9009, 0B%,

77
Vol-3, Issue-1, December-2024



» .:j'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

RO BT YN BELTONTY, NeNDATIN FSTWORT) 03I, R)TOWTWORTI
20N NEDONTB) DB, WTEB,03 B3R )TOWTWORTY TaNR TITWOAT
BIEINER OO OITONTORWTIT). DIRIZER. "ZNDTOLIES Adedd C) ST

30303 BE,BD). IDW, DOWITONS) JOB), FF, BO V5T VORE DOTD €I0T
BITEB) BPHTT0TT,  NRaleted)y O, NN LIDO0D BPTTE TCPHRSY,’

N0WE). RALTE), DOWITH) T, SO 0TI 90T RRIB).." DVRIIT.

JYROBT  SRBIW TR WOBRY, 358 3PS dWTF0WT, DO

3353500330 20DR),; WITITRORTIE  Aodo35z00NTIR)  DAHTY DD
BBINT T, AECDAITROTWY Iocg) TDITVHTR, FOABTRWITTOFWNTLIT/ITI), AT
e31e3TNG. SW3 TORK B BSAY, YBI[0I3DT) 3003 WBITT. 33 AT
"008 BBV LHIT OTI), A0 oDBTRLRLD A0do3; TR QOTN FICPTW3
2oDONTY AT, FRBEN ATDC).. e9:3BRODN 9:33) FDITVT 9T Joey) 1)
00RRTRORTIT Ad3se)) TAW DA BACTHTHTZOWITE ISR 23587 33,393

N, CBL,0 330TERT® 95300.

QRLD), RPRT oIS YAE  MF,BBR,OD  IoMeS03T  AOTT0RD
VORVT;03 RYRORDTEN TOOED, VT, B3 ELANEN) FTOORNTTE).

3RBNATRR,DTOOR TIET AR, DE,T 933 3 DI oD, TS
FAIWI), 3RBNITRI)EHTOOT YT &)2F0TF, BTN FoTDe)TOTIT.

VONDONOT Y3TORT, Y0, 0P, IR &RTTDINT D) FRTB & A3;
AAODR  BNI,SR WODVTY  ATOJVEA  DONDONOT M 3
WRBMBEN00ET, WBMBRS  IXTRBY  VT,BTBE, 0T ) 0N

TYAR,ETONIS 30TV YT ITWOIVER €9 g3¢?

BIRT TS, ADI; HBO IJTOOD CARHBE)., VOIITEHRL 203
37230000, BIBT TS BINYS, WRRRBRITOITB® DE3,S). 23T, IOPES
RIS, 2T, ToeNTAR WP W, TOWRIE €3 90T T,
000D 3e3e3500TTTY TE), TdTVE B8 3TBE el BRRE T &yTOCNPE).
2,000 230Me303T JIWNFN, TRB BSAOesCRODN D9, TBNFOR, /A

78
Vol-3, Issue-1, December-2024



MW7 4
oo

v .?'Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

BT 3VIFIN, DY, RedoB AeIWIONTRT) FedTWT IoNeS03TF TSN 2,000 A3,
20TBOTNMR)T.

79
Vol-3, Issue-1, December-2024



. "Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

NS BRT) ToH)

0D DR - B. TN

T, BF,: Bo. VoNnv3, &

200D A,3TRCIT IdoN
0R) ) )W, BOTTHE,

AP0 3300 Vo)

S VWO 9 B03B0e3a330
WOPINPT B

0 BIVONTST

TR 2,08333e3¢
33DINT S,

(ADIOIAIONN

VoMY

BBNPE 9.

D033

H0D TP - To. VIO T3
TS, BT, B30. 0ON03, &
2008 73T T oM

FR0R) ) )W, BOTTFE,

W08 YorBe3 TAI TN

VO OINTH T,

BALGR,L 2830, TRTBRIS T
W33, DTOTWT

RRIT SN XNOTWROT S
e3RQ,LE3 23MHTIOT)
2NOTONTI BN
230,,30350M)e) 0.

80
Vol-3, Issue-1, December-2024



R "Poornadrishti, Journal of Literary Studies ISSN: 2583-7338

SomPod 33063083

0D DR - . TN

T, BF,: . WoNnC3, &

200D A,3TRCIT Jdon
0FR) ) IO, BOTTHFE,

RDONTR, HOOE
3E3TIT Q). .
clelanidewW

W

TONWNG B3

TEO, 30LW,300E3
eSTW0R

antAewWolelalg
BTV
FONTTR, ACITTHT?
ERIAINAL>S

0003 PFONT,

a3 30T eITIIIT ?
MY ABRODNI

933 ATRTI,
BENEIRD 3a36T?
RDLOHTO3I
97303, TN
eRIOMNICINN SN OW)

MY AP ONISTN.

88 T, a0)230,3035083
30083083

QBT e3?
o0TWROT) T
&y CNY
BLNTOTI0 I TONT3.
0003 TIPS
BECERRIYS

SSRNY "Tevae3..

81
Vol-3, Issue-1, December-2024



.

@

.

7)

»5.s Poornadrishti, Journal of Literary Studies

Vol-3, Issue-1, December-2024

ISSN: 2583-7338

82



