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PÀ®à£Á ¸ÀAVÃvÀ (¨sÁUÀ-30)
MA§vÀÛ£ÉAiÀÄ vÀgÀAUÀ

ªÀÄÆ®: UÉÆÃ«AzÀgÁªÀ mÉÃA¨É
C£ÀÄªÁzÀ: ²jÃµÀ eÉÆÃ²

ªÀÄzsÀÄgÀeÁwAiÀÄ gÁUÀUÀ¼ÀÄ:
¨sÉÊgÀªÀ:
ªÀÄzsÀÄgÀ eÁwAiÀÄ ºÉ¸ÀgÀ£ÀÄß DzsÀj¹ ªÀÈµÀ¨sÀ, zsÉÊªÀvÀ ºÁUÀÆ ªÀÄzsÀåªÀÄ
PÉÆÃªÀÄ®ªÁVgÀÄªÀ ªÀÄvÀÄÛ UÀAzsÁgÀ ºÁUÀÆ ¤µÁzÀ wÃªÀæªÁVgÀÄªÀ ¸ÀégÀUÀ¼ÀÄ¼Àî
gÁUÀUÀ¼À£ÀÄß ªÀÄzsÀÄgÀ JAzÀÄ ¸ÀAPÉÃw¸À¯ÁVzÉ. ªÀÄzsÀÄgÀ eÁwAiÀÄ°è ¨sÉÊgÀªÀ
EzÀÄ ¥ÀæªÀÄÄR gÁUÀªÁVzÉ. EzÀgÀ ªÁ¢ ¸ÀégÀ PÉÆÃªÀÄ® zsÉÊªÀvÀ. UÁAiÀÄ£À
¸ÀªÀÄAiÀÄ ¸ÀÆAiÉÆÃðzÀAiÀÄzÀ ªÉÆzÀ®£ÉAiÀÄ ¥ÀæºÀgÀªÁVzÉ. EzÀgÀ DgÉÆÃºÀ
ªÀÄvÀÄÛ CªÀgÉÆÃºÀ ¸ÀA¥ÀÆtðªÁVzÉ. PÀAoÀ ¸ÀAVÃvÀPÉÌ C£ÀÄPÀÆ®ªÁUÀÄªÀAvÉ
DgÉÆÃºÀzÀ°è (RªÀiÁeïgÁUÀzÀAvÉ) jµÀ¨sÀ ¸ÀégÀªÀ£ÀÄß ©lÄÖ©qÀÄªÀ gÀÆrüEzÉ.
PÉÆÃªÀÄ® zsÉÊªÀvÀ G°AiÀÄÄªÁUÀ PÉÆÃªÀÄ® ¤µÁzÀzÀ ªÀÄvÀÄÛ PÉÆÃªÀÄ® jµÀ¨sÀªÀ£ÀÄß
G°AiÀÄÄªÁUÀ PÉÆÃªÀÄ® UÀAzsÁgÀzÀ QAavï ¸Àà±Àð ªÀiÁqÀÄªÀÅzÀÄ AiÉÆÃUÀåªÉAzÀÄ
¥ÁædÕgÀ ªÀÄvÀªÁVzÉ. «®A©vÀ D¯Á¥À QæAiÉÄAiÀÄ°è F PÁgÀtPÁÌV j ªÀÄvÀÄÛ
zsÀ F ¸ÀégÀUÀ¼À°è£À ªÀÄÆ®ªÁVgÀÄªÀ PÀgÀÄt ¨sÁªÀ£É E®èªÁV ¨sÉÊgÀªÀªÀ£ÀÄß
UÁA©üÃAiÀÄð vÀÄA©PÉÆ¼ÀÄîvÀÛzÉ. ªÉÄÃ¯É ºÉÃ½gÀÄªÀÅzÀÄ ²ªÀªÀÄvÀ ¨sÉÊgÀªÀgÁUÀzÀ
CªÀ±ÉÃµÀ aºÀßªÁVzÉ JAvÀ®Æ ºÉÃ¼À¯ÁUÀÄvÀÛzÉ. ªÀÄ j UÀ¼À ªÉÄÃ¯É DgÉÆÃ»
«ÄÃAqï F gÁUÀzÀ «±ÉÃµÀªÁVzÉ. ¨sÉÊgÀªÀ gÁUÀ D¯Á¥À£Á ¥ÀæzsÁ£ÀªÁVzÀÄÝ
ºÁqÀÄUÀjUÉ «±ÉÃµÀ C£ÀÄPÀÆ®vÉAiÀÄ£ÀÄß GAlÄ ªÀiÁqÀÄvÀÛzÉ. F gÁUÀzÀ°è ¥Àæ¨sÁvÀ
¨sÉÊgÀªÀ, C»gï¨sÉÊgÀªÀ, zsÀÄ°AiÀiÁ ¨sÉÊgÀªÀ, §AUÁ® ¨sÉÊgÀªÀ, D£ÀAzÀ ¨sÉÊgÀªÀ
EvÁå¢ C¥Àæ¹zÀÞ ¸ÀégÀÆ¥ÀUÀ¼ÀÄ EgÀÄvÀÛªÉ. ¥ÁgÀA¥ÀjPÀ UÁAiÀÄPÀ£À ¸ÀAUÀæºÀzÀ°èEAxÀ
gÁUÀUÀ¼ÀÄ EgÀÄvÀÛªÉ. DzÀgÉ F ¸ÀégÀÆ¥ÀUÀ¼ÀÄ d£ÀgÀ°è ¥ÀæZÁgÀUÉÆ½¸À®ànÖ®è.
C¥Àæ¹zÀÞ gÁUÀgÀÆ¥ÀUÀ¼ÀÄ avÁÛPÀµÀðPÀ jÃw¬ÄAzÀ ¥Àæ¸ÀÄÛvÀ ¥Àr¸À®àlÖgÉ PÀ¯ÉAiÀÄÄ
«¸ÁÛgÀUÉÆ¼ÀÄîvÀÛzÉ. E®èªÁzÀgÉ gÁUÀUÀ¼ÀÄ PÉÃ¼ÀÄªÀÅzÀPÉÌ zÉÆgÉAiÀÄÄªÀÅ¢®è ªÀÄvÀÄÛ
UÁAiÀÄPÀ£À ¸ÀAUÀæºÀzÀ°èAiÉÄÃ G½zÀÄ©qÀÄvÀÛªÉ. feÁÕ¸ÀÄ gÀ¹PÀ NzÀÄUÀgÀ Q«UÀ½UÉ
F gÁUÀUÀ¼À ºÉ¸ÀgÀÄUÀ¼ÁzÀgÀÆ vÀ®Ä¥À¨ÉÃPÉA§ PÁgÀt¢AzÀ EAxÀ gÁUÀUÀ¼À
QAavï ªÀiÁ»wAiÀÄÄ ®¨sÀåªÁUÀ° JA§ GzÉÝÃ±À¢AzÀ ¨sÉÊgÀªÀzÀ PÉ®ªÀÅ
¸ÀégÀÆ¥ÀUÀ¼À£ÀÄß E°èPÁtÂ¸À¯ÁVzÉ.
¨sÉÊgÀªÀ: (¥ÀæZÀ°vÀ)
zsÀzsÀ, ¥À, ªÀÄ UÁ ªÀÄ-j, ¸Á EzÀÄ ¨sÉÊgÀªÀ gÁUÀzÀ UÀÄAd£À ¸ÁÜ£À. ¸Á
j-¸Á UÁ ªÀÄ-¥À ªÀÄ, j UÁ ªÀÄ; ¥À zsÀzsÀ, ¤Ã zsÀ ¥À, ªÀÄ UÁ j-¸Á; UÁ
.
ªÀÄ ¥À, zsÀzsÀ, ¥À ªÀÄ, UÁ ªÀÄ, UÁ j j ¸Á; ªÀÄ ¥ÀzsÀ, ¤Ã ¸Á-¤Ã zsÀ-¥À ªÀÄ,
UÁ, ¥À ªÀÄ, UÁ ªÀÄ-j, ¸Á EvÁå¢ ¸ÀégÀ¸ÀAUÀwUÀ¼ÀÄ EgÀÄvÀÛªÉ.
C»gï ¨sÉÊgÀªÀ:
¨sÉÊgÀªÀ ¥ÀæPÁgÀzÀ F gÁUÀzÀ°è wÃªÀæ zsÉÊªÀvÀ ªÀÄvÀÄÛ PÉÆÃªÀÄ® ¤µÁzÀ
EgÀÄvÀÛzÉ. ¸Á UÁ ªÀÄ-j j ¸Á; UÁ ªÀÄ-¤ zsÁ-¥À zsÁ-ªÀÄ-UÁ j-ªÀÄ; ¥À-¤
. . .
zsÁ, UÁ ªÀÄ-j-¸Á. zsÁ ¤ ¸Á j-¸Á-zsÁ ¤, ¥À UÁ, ªÀÄ-j ¸Á.
¥Àæ¨sÁvÀ ¨sÉÊgÀªÀ:
F gÁUÀzÀ°è DgÉÆÃºÀzÀ°è ¥ÁæAiÀÄ±ÀB jµÀ¨sÀ ªÀÄvÀÄÛ ªÀÄzsÀåªÀÄ ªÀdåðªÁVgÀÄvÀÛªÉ.
. .
¸Á UÁ ¥À, UÁ ªÀÄ j ¸Á; zsÀzsÀ, ¥À-UÁ ªÀÄ UÁ j-¸Á; ¥À-zsÀzsÀ ¤Ã ¸Á-j
.
¸Á; ¤Ã zsÀzsÀ-¥À ªÀÄ UÁ j-¸Á; UÁ-ªÀÄ, ªÀÄ UÁ j ¸Á ¸Á; »ÃUÉ F gÁUÀzÀ
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¸ÀégÀÆ¥À«zÉ. E£ÉÆßAzÀÄ ¥ÀæPÁgÀzÀ°è ªÀÄzsÀåªÀÄªÀÅ ®°vÁAUÀªÁV ¥ÀæAiÉÆÃV¸ÀÄªÀ
ªÀÄvÀÄÛ ªÀÄzsÀåªÀÄªÀÅ ªÀÄÄPÀÛªÁV ¥Àæ¨sÁªÀ±Á°AiÀiÁVgÀÄªÀÅzÀÄ PÀAqÀÄ §gÀÄvÀÛzÉ.
zsÀÄ°AiÀiÁ ¨sÉÊgÀªÀ:
EzÀÄ ¨sÉÊgÀªÀ ¥ÀæPÁgÀzÀ gÁUÀUÀ¼À°èAiÉÄÃ ªÉÆÃºÀPÀªÁzÀÄzÀÄ. EzÀgÀ°è wÃªÀæ
ºÁUÀÆ PÉÆÃªÀÄ® JgÀqÀÆ ¥ÀæPÁgÀzÀ jµÀ¨sÀ ¥ÀæAiÉÆÃUÀªÁUÀÄvÀÛzÉ. ªÀÄzsÀåªÀÄ
. . .
ªÀÄÄPÀÛªÁVzÉ. zsÀ, ¥À, ªÀÄ-j, ¸Á jÃ ¸Á; UÁ ªÀÄ, ¤Ã zsÀ, ¤Ã-¸Á j ¸Á-zsÀ
. . .
¤Ã ¸Á jÃ ¸Á, zsÀ-¥À ªÀÄ-UÁ j ¸Á-jÃ, ¸Á, UÁ-ªÀÄ »ÃUÉ F gÁUÀzÀ
ZÀ®£À«zÉ. ªÀÄ-j «ÄÃAqï AiÀÄÄPÀÛªÁVzÉ.
§AUÁ® ¨sÉÊgÀªÀ:
F ¥ÀæPÁgÀzÀ°è ¤µÁzÀ ¸ÀA¥ÀÆtð ªÀdåðªÁVzÉ. ¸Á UÁ ªÀÄ ¥À, zsÀzsÀ
. . . .
¥À zsÀ, ¸Á, ¸Á j, ¸Á zsÀ-¥À ªÀÄ, UÁ ªÀÄ UÁ j ¸Á »ÃUÉ F gÁUÀzÀ
¸ÀégÀÆ¥À«zÉ.
ªÉÄÃ°£À J®è gÁUÀUÀ¼À°èAiÀÄ «±ÉÃµÀvÉ ¸À¥ÀÛPÀzÀ GvÀÛgÁzsÀðzÀ°è
¥ÀæwÃvÀªÁUÀÄvÀÛzÉ.
²ªÀªÀÄvÀ ¨sÉÊgÀªÀ:
F gÁUÀzÀ°è PÉÆÃªÀÄ® ºÁUÀÆ wÃªÀæUÀAzsÁgÀ ªÀÄvÀÄÛ ¤µÁzÀ
¥ÀæAiÉÆÃUÀUÉÆ¼ÀÄîvÀÛzÉ. UÁ ªÀÄ ¥À ªÀÄ j, j, j UÀ j-¸Á; ªÀÄ ¥À zsÀ, ¤ zsÀ, ¤Ã
.
¸Á, ¤Ã zsÀ, zsÀ ¤ zsÀzsÀ ¥À, UÁ ªÀÄ; UÁ ªÀÄ j, j UÀ j-¸Á; ªÀÄ-j, UÀ-j
ºÁUÀÆ ¤-zsÀ F ¸ÀégÀUÀ¼ÀÄ «ÄÃAqï ¥ÀæAiÉÆÃUÀzÀ°èªÉ.
¨sÉÊgÀªÀgÁUÀzÀ ¸ÀégÀÆ¥ÀzÀ PÀ®à£É ªÀÄºÁzÉÃªÀ£À zsÁå£À¸ÀÛ ¨sÁªÀ£ÉAiÀÄÄ¼Àî,
gÀÆrüAiÀÄ°ègÀÄªÀ avÀæªÀ£ÀÄß PÀtÄäAzÉ vÀgÀÄvÀÛzÉ. ¸ÀA¸ÀÌøvÀ UÀæAxÀUÀ¼À°è ¨sÉÊgÀªÀzÀ
¸ÀégÀªÀÄÆwðAiÀÄ ªÀtð£É ªÀÄºÁzÉÃªÀ£À ¥ÀÄgÁtzÀ°è£À ªÀtð£ÉUÀ½UÉ
C£ÀÄUÀÄtªÁVzÉ. D ¸ÀégÀUÀ½AzÀ ªÀÄºÁzÉÃªÀ£À£ÀÄß UËgÀ«¸ÀÄªÀÅzÀgÀ eÉÆvÉUÉ
EAxÀzÉÆAzÀÄ PÀ®à£É ªÀiÁrPÉÆ¼Àî¨ÉÃPÁUÀÄvÀÛzÉAiÀÄ®è; ¸ÀªÀiÁ¢ü ¹Üw¬ÄAzÀ E¢ÃUÀ
vÁ£É eÁUÀÈvÀUÉÆAqÀ PÁgÀtªÁV CzsÀð¤«Ä°vÀªÁVgÀÄªÀ CªÀ£À PÀtÄÚUÀ¼ÀÄ
PÉÆÃªÀÄ® jµÀ¨sÀ ªÀÄvÀÄÛ PÉÆÃªÀÄ® zsÉÊªÀvÀ ¸ÀégÀUÀ¼ÀÄ, ¨sÁ®ªÀÄzsÀåzÀ°ègÀÄªÀ
¥Àæ¨sÁ«Ã ±ÀÄzÀÞ ªÀÄzsÀåªÀÄ DvÀ£À ¢lÖªÀÄAiÀÄªÁzÀ ªÀÄÆgÀ£ÉÃAiÀÄ PÀtÄÚ, UÁAzsÁgÀ
gÀÆ¦ UÀAUÉ ºÁUÀÆ DºÁèzÀPÁgÀPÀ ¥ÀAZÀªÀÄ¸ÀégÀÆ¦AiÀiÁzÀ ZÀAzÀæ DvÀ£À
vÀ¯ÉAiÀÄ ªÉÄÃ¯É «gÁf¹zÁÝgÉ EvÁå¢ EvÁå¢. F ªÀtð£ÉAiÀÄ£ÀÄß DzsÀj¹
¨sÉÊgÀªÀgÁUÀzÀ DPÀ®£É, D¯Á¥À£É, UÁAiÀÄ£À CxÀªÁ ¥Àæ¸ÀÄÛw ¸ÀgÀ¼À ºÁUÀÆ
¸ÀºÀdªÁV DUÀÄvÀÛzÉ JAzÀÄ AiÀiÁjUÀÆ PÀ®à£É¬ÄgÀ°®è JAzÉÃ¤®è. ºÁUÉAiÉÄÃ
gÁUÀªÀ£ÀÄß ºÁqÀÄªÁUÀ UÁAiÀÄPÀ£ÀÄ AiÀiÁªÀ ¥ÀæPÁgÀzÀ ªÀÈwÛ CxÀªÁ zÀÈ¶ÖAiÀÄ£ÀÄß
ºÉÆA¢gÀÄvÁÛ£ÉÆÃ; CAzÀgÉ gÁUÀzÀ ªÀÄÆ® ªÀÈwÛ, zsÀªÀÄð, CzÀgÀ ¥ÀæwµÉ×
ºÁUÀÆ «²µÀÖ ¸ËAzÀAiÀÄðªÀ£ÀÄß JµÀÄÖ ¸ÁzsÀåªÉÇÃ CµÀÄÖ ¥Àæ¨sÁªÀ±Á°AiÀiÁV
¥ÀæPÀl ªÀiÁqÀ¨ÉÃPÉA§ GzÉÝÃ±ÀPÉÌ EzÉÆAzÀÄ ¸ÀºÀPÁj ªÀiÁUÀðªÁVzÉ.
PÁ®AUÀqÀzÀAxÀ PÀëÄzÀægÁUÀzÀ°è ±ÀÈAUÁjPÀ ¯ÁªÀtÂAiÀÄ£ÀÄß M§â UÁAiÀÄQ CxÀªÁ
£Àn ¸Á©ü£ÀAiÀÄªÁV ¸ÀÄAzÀgÀªÁV ºÁqÀÄvÁÛ¼É. EzÀ£ÀÄß PÉÃ½ D ¯ÁªÀtÂAiÀÄ°è£À
ªÀÄÄQð, RlPÁ EvÁå¢ C®APÁgÀ D ¸ÀégÀUÀ¼À£ÀÄß ¨sÉÊgÀªÀgÁUÀzÀ°è §¼À¸ÀÄªÀ
ªÉÆÃºÀ C£ÉÃPÀ UÁAiÀÄPÀjUÉ GAmÁzÀgÉ CzÀPÉÌ G¥ÁAiÀÄ«®è ªÀÄvÀÄÛ CAxÀ
ªÉÆÃºÀPÉÌ M¼ÀUÁUÀÄªÀÅzÀjAzÀ ºÁUÀÆ CzÀjAzÀ ¨sÉÊgÀªÀgÁUÀzÀ UÁA©üÃAiÀÄð ªÀÄvÀÄÛ
¥ÀæwµÉ×AiÀÄ£ÀÄß £Á±À ªÀiÁqÀÄªÀÅzÀPÉÌ ªÀiÁvÀæ ¸ÁzsÀåªÁUÀÄvÀÛzÉ. EAxÀ C£ÀxÀðUÀ¼À£ÀÄß
¤ªÁj¹PÉÆ¼Àî¨ÉÃPÁzÀgÉ ªÁ¢ ¸ÀAªÁ¢ ªÀÄvÀÄÛ PÁ®à¤PÀ gÁUÀªÀÄÆwð
2
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¤ªÀiÁðt ªÀiÁrPÉÆ¼ÀÄîªÀÅzÀÄ MAzÉÃ G¥ÁAiÀÄ JAzÀÄ ¥ÁæaÃ£À ±Á¸ÀÛçPÁgÀgÀÄ
¸ÀÆa¹zÁÝgÉ. F GzÉÝÃ±ÀªÀ£ÀÄß ¥ÀjUÀtÂ¹zÁUÀ ¨ÉÃgÉ ¨ÉÃgÉ gÁUÀ ¸ÀégÀÆ¥ÀUÀ¼ÀÄ
ºÉÆ¼ÉzÀgÉ CzÀ£ÀÄß ºÁ¸Áå¸ÀàzÀªÉAzÀÄ ¥ÀjUÀtÂ¸À¯ÁUÀzÀÄ. £ÀªÀÄä ¸ÀAVÃvÀzÀ°è
¸ÀªÀÄ¸ÀéjÃ gÁUÀUÀ¼À C£ÉÃPÀ eÉÆÃrUÀ¼ÀÄ PÀAqÀÄ §gÀÄvÀÛªÉ. CªÀÅUÀ¼À°è MAzÀÄ
gÁUÀ UÀA©üÃgÀªÁVzÀÝgÉ E£ÉÆßAzÀÄ ZÀAZÀ® ªÀÈwÛAiÀÄzÁVgÀÄvÀÛzÉ. gÁUÀzÀ eÁw
MAzÉÃ DVzÀÝgÀÆ ªÀÈwÛ ©ü£ÀßªÁVgÀÄvÀÛzÉ. EAxÀ ¹ÜwAiÀÄ°è ¥ÀæwAiÉÆAzÀÄ gÁUÀzÀ
©ü£Àß ¸ÀégÀÆ¥ÀªÀ£ÀÄ PÀ®à£ÉAiÀÄ°è ¤«Äð¹PÉÆAqÀÄ CzÀ£ÀÄß J®ègÀ ªÀÄ£À¹ì£À°èAiÀÄÆ
©A©¸ÀÄªÀ ¥Àæ§®ªÁzÀ G¥ÁAiÀÄ EzÀQÌAvÀ E£ÉÆßAzÀÄ EzÉAiÉÄÃ?
£ÁlPÀzÀ ºÁqÀÄ
F±À aAvÁ ¤ªÁj ¸Áj ±ÁgÀzÁ
PÁ®AUÀqÁ
EzÀÄ ªÀÄzsÀÄgÀ eÁwAiÀÄ PÀëÄzÀægÁUÀªÁVzÉ. EzÀgÀ DgÉÆÃºÀ ªÀÄvÀÄÛ
CªÀgÉÆÃºÀUÀ¼À PÉëÃvÀæ §ºÀÄvÉÃPÀªÁV LzÀÄ ¸ÀégÀUÀ¼À ¥Àj¢üUÉ ¹Ã«ÄvÀUÉÆ¼ÀÄîvÀÛzÉ.
PÀëÄzÀæUÁAiÀÄ£À
¥ÀæPÁgÀUÀ½UÉ
AiÉÆÃUÀåªÁVzÉJAzÀÄPÁ®AUÀqÁ,
¦Ã®Ä,
jhÄAgÉhÆÃn, dAUÀ¯Á, ¥ÀºÁr, UÁgÁ EvÁå¢ gÁUÀUÀ¼À PÉëÃvÀæªÀÅ §ºÀ¼ÀµÀÄÖ
¸À® ¥ÀAZÀªÀÄ ¸ÀégÀzÀ ¸ÀÄvÀÛ°£À ¸ÀégÀUÀ½UÉ ¹Ã«ÄvÀªÁVgÀÄvÀÛzÉ. ¥ÁæxÀ«ÄPÀ
CªÀ¸ÉÜAiÀÄ°è£À eÁ£À¥ÀzÀ VÃvÉUÀ¼À ¸ÀégÀ¸ÀASÉåAiÀÄ£ÀÄß DzsÀj¹ F gÁUÀUÀ¼À
¥Àæ¥ÀAZÀ «¸ÁÛgÀUÉÆ¼ÀÄîvÀÛzÉ. CzÀgÀ°è §ºÀ¼ÀµÀÄÖ ¸ÀégÀUÀ¼ÀÄ vÀÄA©PÉÆArgÀÄªÀÅzÀÄ
PÀAqÀÄ§gÀÄªÀÅ¢®è. EAxÀ gÁUÀUÀ¼À DAvÀAiÀÄðzÀ°è ¥ÀAZÀªÀÄ ¸ÀégÀzÀ ªÀÄÄAzÉ
¸ÁªÀiÁ£ÀåªÁV ¸ÁUÀÄªÀÅ¢®è. F ¥ÀæPÁgÀUÀ¼À°è ªÀÄzsÀåªÀÄ E®èªÉÃ ¥ÀAZÀªÀÄ
¸ÀégÀªÀ£ÉßÃ µÀqÀÓ JAzÀÄ PÀ°à¹ CAzÀgÉ £Á®ÄÌ CxÀªÁ LzÀÄ ¸ÀégÀUÀ¼ÀµÀÄÖ JvÀÛgÀPÉÌ
µÀqÀÓªÀ£ÀÄß Kj¹ F gÁUÀUÀ¼À£ÀÄß ºÁqÀ¯ÁUÀÄvÀÛzÉ. ¥ÀAZÀªÀÄzÀ ªÀÄÄA¢£À ¸ÀégÀUÀ¼ÀÄ
CxÀªÁ µÀqÀÓzÀ PÉ¼ÀVgÀÄªÀ MAzÉgÀqÀÄ ¸ÀégÀUÀ¼À£ÀÄß vÉUÉzÀÄPÉÆAqÀÄ F gÁUÀzÀ
¥Àj¢üAiÀÄ£ÀÄß QAavÁÛV «¸ÀÛj¹PÉÆ¼Àî§ºÀÄzÁVzÉ. «ÄÃAqï, UÀªÀÄPÀUÀ¼ÀAxÀ ¨sÁj
C®APÁgÀUÀ¼ÀÄ PÁ®AUÀqÁ gÁUÀPÉÌ M¥ÀÄàªÀÅ¢®è. F gÁUÀzÀ°è£À ªÀÄÆgÀÄ £Á®ÄÌ
«²µÀÖ ¸ÀégÀUÀ¼À UÀÄAd£ÀªÀ£ÀÄß ¤ªÀiÁðt ªÀÄqÀ§ºÀÄzÁVzÀÄÝ CAxÀ UÀÄAd£ÀUÀ¼ÉÃ
gÁUÀzÀ ¸ÀégÀÆ¥ÀªÀ£ÀÄß ©A©¸ÀÄvÀÛzÉ. PÁ®AUÀqÁ gÁUÀzÀ°è UÁ-j ¸Á; UÁ ªÀÄ
UÁ-j ¸Á; ªÀÄ ¥À UÁ-j ¸Á; ¥À zsÀ ¥À ªÀÄ, UÁ-j ¸Á; EvÁå¢ ¸ÀégÀ¸ÀAUÀwUÀ¼À
ªÀÄzsÀåzÀ°è UÁ j ¸Á EªÀÅUÀ¼À ¸ÀvÀvÀ UÀÄAd£À Q«AiÀÄ°è UÀÄAiÀiïUÀÄqÀÄvÀÛzÉ ªÀÄvÀÄÛ
CzÀjAzÁV PÁªÁåPÀëgÀUÀ½UÉ «²µÀÖªÁzÀ £ÁzÀªÀ£ÀÄß ¤ÃqÀÄvÀÛzÉ. F gÁUÀzÀ°è
£ÀÆgÁgÀÄ ¥ÀzÀUÀ¼À£ÀÄß £ÁlPÀUÀ¼À°è ºÁqÀ¯ÁVzÉ. CzÀgÀ°è ‘vÀÆmÁPÀagÀÄ£À »Ã
ªÀiÁ£À’ ±ÁgÀzÁ £ÁlPÀzÀ F ºÁqÀÄ ªÀiÁzÀjJAzÀÄ ºÉÃ¼À§ºÀÄzÀÄ.
gÁªÀÄPÀ°
ªÀÄzsÀÄgÁ eÁwAiÀÄ°è ¸ÀªÀiÁ«µÀÖUÉÆ½¸À®àlÖ gÁªÀÄPÀ°AiÀÄÄ ¸ÀÄAzÀgÀ
gÁVtÂAiÀiÁVzÉ. EzÀÄ ¨sÉÊgÀªÀzÀ ¸ÀégÀÆ¥ÀªÀ£ÉßÃ ºÉÆA¢zÉ. DzÀgÉ ZÀ®£É ªÀiÁvÀæ
¨sÉÊgÀªÀzÀAvÉ ¥Àæ¨sÁªÀ±Á°AiÀÄ®è. ªÀÄvÀÄÛ gÁUÀzÀ ªÀÈwÛ PÀÆqÀ CzÀgÀµÀÄÖ UÀA©üÃgÀªÀ®è.
¨sÉÊgÀªÀ EzÀÄ GvÀÛgÁAUÀ ¥ÀæzsÁ£ÀªÁzÀ gÁUÀ JAzÀÄ ¥ÀjUÀtÂ¸À®ànÖzÀÝgÀÆ
CzÀgÀ «±ÉÃµÀvÉ ¸ÀégÀ¸À¥ÀÛPÀzÀ ¥ÀÆªÁðzsÀðzÀ°èAiÉÄÃ «PÀ¸À£ÀUÉÆ¼ÀÄîvÀÛzÉ. EzÀPÉÌ
«gÀÄzÀÞªÁV gÁªÀÄPÀ°AiÀÄ «PÁ¸À ªÀÄvÀÄÛ «¯Á¸À ¸À¥ÀÛPÀzÀ GvÀÛgÁzsÀðªÁVzÉ.
¥ÀAZÀªÀÄzÀ ªÉÄÃ¯É ºÉZÀÄÑ MvÀÄÛPÉÆqÀ¯ÁUÀÄvÀÛzÉ. DzÀgÉ E¢µÀÖjAzÀ¯ÉÃ ©ü£ÀßªÁzÀ
gÁVtÂ ¤ªÀiÁðtUÉÆ¼ÀÄîªÀÅzÀÄ ¸ÁzsÀå«®èªÁzÀÝjAzÀ ¥ÀAZÀªÀÄPÉÌ wÃªÀæ ªÀÄzsÀåªÀÄzÀ
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DgÉÆÃ» UÀwAiÀÄ£ÀÄß ªÀÄvÀÄÛ PÉÆÃªÀÄ® zsÉÊªÀvÀPÉÌ PÉÆÃªÀÄ® ¤µÁzÀzÀ CªÀgÉÆÃ»
eÉÆvÉAiÀÄ£ÀÄß PÀ°à¸ÀÄªÀ - ªÀiÁ,¥À zsÀ ¤ zsÀ ¥À ªÀiÁ ¥À- ¸ÀégÀ¸ÀAUÀwAiÀÄ£ÀÄß
gÁªÀÄPÀ°AiÀÄ ¥ÀæªÀÄÄR ®PÀëtªÀ£ÁßV UÀÄgÀÄw¸À¯ÁUÀÄvÀÛzÉ. E£ÉÆßAzÀÄ ¸ÀÆPÀëöä
¨sÉÃzÀªÉAzÀgÉ ¨sÉÊgÀªÀzÀ°è£À ªÀÄ-j ¸Á F «ÄÃAqïAiÀÄÄPÀÛ ¸ÀAUÀwUÉ §zÀ¯ÁV UÁ,
j, ¸Á JA§ ¸ÀAUÀwAiÀÄ£ÀÄß gÁªÀÄPÀ°AiÀÄ°è §¼À¸À¯ÁUÀÄvÀÛzÉ. EzÀ®èzÉ j ªÀÄvÀÄÛ
zsÀ F ¸ÀégÀUÀ½UÉ ¨sÉÊgÀªÀzÀAvÉ DAzÉÆÃ®£À«gÀÄªÀÅ¢®è. F gÁUÀzÀ UÁAiÀÄ£À
¸ÀªÀÄAiÀÄ ¢£ÀzÀ ªÉÆzÀ® ¥ÀæºÀgÀªÁVzÉ. MAzÉÆªÉÄä PÀÄ°Ã£À ªÀÄ»¼ÉAiÉÆ§â¼ÀÄ
vÀ£Àß ¸ÀévÀAvÀæ C¹ÛvÀéªÀ£ÀÄß ¸ÁÜ¦¸ÀÄªÀ PÁgÀtPÁÌV ªÀÄvÀÄÛ UÀªÀÄ£À ¸É¼ÉAiÀÄÄªÀÅzÀPÁÌV
ºÀuÉAiÀÄ ªÉÄÃ¯É zÉÆqÀØzÁzÀ PÀÄAPÀÄªÀÄ w®PÀªÀ£ÀÄß Ej¹PÉÆAqÀÄ PÀAUÉÆ½¸ÀÄªÀAvÉ
gÁªÀÄPÀ° gÁUÀzÀ ªÀÄÄzÉæ ªÀÄvÀÄÛ ªÀÈwÛ EgÀÄvÀÛzÉ. ¨sÉÊgÀªÀgÁUÀzÀ vÀzÀÆæ¥À
J¤¹zÀgÀÆ EzÀ£ÀÄß D gÁUÀzÉÆA¢UÉ ¤gÀAvÀgÀªÁV EgÀÄªÀ ¸ÀºÀZÁjtÂAiÀÄAvÉ
¥ÀjUÀtÂ¸À¨ÉÃPÁUÀÄvÀÛzÉ. DzÀgÉ wÃªÀæ ªÀÄzsÀåªÀÄ ªÀÄvÀÄÛ PÉÆÃªÀÄ® ¤µÁzÀzÀAvÀºÀ
«eÁwÃAiÀÄ ¸ÀégÀ¸ÀAUÀwAiÀÄ£ÀÄß C©üªÀiÁ£À¢AzÀ ¥Àæ¸ÀÄÛvÀUÉÆ½¸À¨ÉÃPÁUÀÄvÀÛzÉ. »ÃUÉ
gÁªÀÄPÀ° ¸ÀévÀAvÀæö ªÀÈwÛAiÀÄ ¸ÀéZÀÒAzÀªÁzÀ gÁVtÂAiÀiÁVzÉ.
UÁ ªÀÄ ¥À, ªÀiÁ ¥À zsÀ ¤, zsÀ ¥À- EzÀÄ gÁªÀÄPÀ°AiÀÄ UÀÄAd£À ¸ÁÜ£ÀªÁVzÉ.
¸Á, j UÁ ªÀÄ ¥À, ªÀiÁ ¥À ¥À zsÀ ¤ zsÀ ¥À, ªÀiÁ ¥À, UÁ ªÀÄ, UÁ j ¸Á; ªÀÄ
.
¥À, ¤Ã zsÀ ¥À ªÀiÁ ¥À zsÀ, ªÀiÁ ¥À UÁ-; ¸Á ¤Ã, zsÀ ¥À, ªÀiÁ ¥À zsÀ ¤ zsÀ
ªÀiÁ ¥À, ªÀÄ UÁ j ¸Á; »ÃUÉ F gÁUÀzÀ ZÀ®£É¬ÄzÉ.
£ÁlPÀzÀ ºÁqÀÄ
ºÉÆÃAiÀÄ ¸ÀA¸ÁgÀvÀgÀÄ
- ªÀÄÆPÀ£ÁAiÀÄPÀ
eÉÆÃV CxÀªÁ eÉÆÃVAiÀiÁ:
ªÀÄzsÀÄgÀ eÁwAiÀÄ°è eÉÆÃVAiÀiÁ EzÀÄ OqÀªÀ µÁqÀÀªÀ ¥ÀæPÁgÀzÀgÁUÀªÁVzÉ.
.
.
¸Á, j, ªÀÄ ¥À zsÀ ¸Á »ÃUÉ DgÉÆÃºÀ ªÀÄvÀÄÛ ¸Á ¤Ã zsÀ ¥À ªÀÄ j ¸Á
»ÃUÉ CªÀgÉÆÃºÀªÀ£ÀÄß ºÉÆA¢zÉ. PÀéavÁÛV CªÀgÉÆÃºÀzÀ°è UÁAzsÁgÀªÀ£ÀÄß
G¥ÀAiÉÆÃV¸ÀÄªÀ gÀÆrü GAlÄ. F gÁUÀzÀ ªÁ¢ PÉÆÃªÀÄ® ªÀÄzsÀåªÀÄªÁVzÉ.
UÁAiÀÄ£À ¸ÀªÀÄAiÀÄ ªÀÄzsÀågÁwæ¬ÄAzÀ DgÀA©ü¹ ¢£À ªÀÄzsÀåzÀªÀgÉUÉ
AiÀiÁªÁUÀ®Æ ºÁqÀ§ºÀÄzÀÄ. F gÁUÀ ºÀÈzÀAiÀÄ¸Àà²ðAiÀiÁVzÀÄÝ EzÀ£ÀÄß
PÀëÄzÀæeÁwAiÀÄ gÁUÀUÀ¼À°è ¥ÀjUÀtÂ¸À¯ÁVzÉ. EzÀPÉÌ PÁgÀt F gÁUÀ ±À§Ý¤µÀ×
gÁUÀªÁVzÉ. F gÁVtÂAiÀÄ ªÀÈwÛ CvÀåAvÀ ±ÉÆÃPÁPÀÄ®ªÁVzÀÄÝ F gÁUÀªÀ£ÀÄß
PÉÃ¼ÀÄvÀÛ¯ÉÃ ¥ÀwAiÀÄ ¨sÁªÀavÀæzÀ ªÀÄÄAzÉ PÀÄ½vÀÄPÉÆAqÀ £Áj, vÀ¯ÉAiÀÄ£ÀÄß
£É®PÉÌ D¤¹ CªÀ£À zsÁå£ÀªÀ£ÀÄß ªÀiÁqÀÄªÀ bÁAiÉÄAiÀÄ£ÀÄß CxÀªÁ CªÀ¤AzÀ
¥ÀjvÀåPÀÛ¼ÁzÀ PÀgÀÄuÁªÀÄÆwðAiÀÄ bÁAiÉÄAiÀÄ£ÀÄß PÀtÚ ªÀÄÄAzÉ ¤°è¸ÀÄvÀÛzÉ.
PÉÆÃªÀÄ® ªÀÄzsÀåªÀÄzÀ £ÀAvÀgÀ PÉÆÃªÀÄ® zsÉÊªÀvÀzÀ DAzÉÆÃ°vÀ zsÀé¤ Q«UÉ
©Ã¼ÀÄvÀÛ¯É ±ÉÆÃPÀ gÀ¸ÀzÀ ªÁvÁªÀgÀt vÀPÀët ¤ªÀiÁðtUÉÆ¼ÀÄîvÀÛzÉ. ªÀÄvÀÄÛ
E£ÀÄß½zÀ ¸ÀégÀUÀ¼À ªÉÄÃ®Æ EzÀgÀ ¥Àæ¨sÁªÀ GAmÁUÀÄvÀÛzÉ. E¢µÀÖjAzÀ¯ÉÃ
¸ÀªÀiÁzsÁ£ÀªÁUÀÄªÀÅ¢®èªÉÃ£ÉÆÃJA§AvÉ PÉÆÃªÀÄ® zsÉÊªÀvÀzÀ eÉÆvÉUÉ PÉÆÃªÀÄ®
¤µÁzÀªÀ£ÀÆß ¸ÀºÀ DUÁUÀ §¼À¹PÉÆ¼Àî¯ÁUÀÄvÀÛzÉ. EzÀ®èzÉ eÉÆÃVAiÀiÁzÀ°èAiÀÄ
PÉÆÃªÀÄ® zsÉÊªÀvÀªÀÅ QAavïDAzÉÆÃ°vÀ ªÀÄvÀÄÛ ºÉZÀÄÑ PÉÆÃªÀÄ®ªÀÄAiÀÄªÁVzÉ.
ªÀÄzsÀåªÀÄ¢AzÀ PÉÆÃªÀÄ® jµÀ¨sÀPÉÌ §gÀÄªÁUÀ ¨sÉÊgÀªÀzÀAvÉAiÉÄÃ ªÀÄ-j »ÃUÉ
«ÄÃAqï£ÀÄß §¼À¸ÀzÉAiÉÄÃ jµÀ¨sÀzÀ ªÉÄÃ¯É DWÁvÀªÀ£ÀÄßGAlÄ ªÀiÁr CzÀjAzÀ
ºÀÄAPÁgÀªÀ£ÀÄß PÉÃ½zÀAvÉ ¨sÁ¸À ¤ªÀiÁðtªÁUÀÄvÀÛzÉ. PÉÃªÀ® ¸ÀégÁ¯Á¥À£ÀzÀ
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ªÀÄÆ®PÀ PÀAoÀªÀ£ÀÄß zÁn §gÀÄªÀ ºÁUÀÆ PÀtÂÚ£À°è ¤ÃgÀÄ ºÀj¸ÀÄªÀ ¸ÀºÀd
¸ÁªÀÄxÀåð eÉÆÃVAiÀiÁzÀAvÉ E£ÀÄß½zÀ AiÀiÁªÀgÁUÀPÀÆÌ §gÀÄªÀÅ¢®è. ªÀÄÄQð,
vÁ£À, RlPÁ, UÀªÀÄPÀ EvÁå¢ C®APÁgÀ F gÁUÀPÉÌ M¥ÀÄàªÀÅ¢®è. ®WÀÄªÁzÀ
«ÄÃAqï QæAiÉÄ ºÁUÀÆ DAzÉÆÃ®£À EªÉgÀqÉ F gÁUÀPÉÌ C®APÁgÀUÀ¼ÀÄ.
PÀÄAPÀÄªÀÄ w®PÀ ªÀÄvÀÄÛ ªÀÄAUÀ¼À¸ÀÆvÀæ EªÉgÀqÀQÌAvÀ ºÉaÑ£À C®APÁgÀ ±ÉÆÃPÀ
ªÁåPÀÄ®AiÀÄÄPÀÛ ªÀÄ»¼ÉUÉ J°è ¸ÁzsÀå? eÉÆÃV gÁUÀzÀ°è ªÀÄÄQð, RlPÉ UÀ¼À£ÀÄß
§¼À¹zÀgÉ PÁ®AUÀqÁ gÁUÀzÀ bÁAiÉÄ §gÀÄvÀÛzÉ. ªÀÄvÀÄÛ UÀªÀÄPÀ, vÁ£ÀUÀ¼À£ÀÄß
§¼À¹zÀgÉ ¨sÉÊgÀªÀ gÁUÀzÀ ¨sÁ¸À ¤ªÀiÁðtªÁUÀÄvÀÛzÉ.
j, ªÀÄ-zsÀ-¥À ªÀÄ-j-¸Á EzÀÄ eÉÆÃVAiÀiÁ gÁUÀzÀ UÀÄAd£À ¸ÁÜ£ÀªÁVzÉ.
zsÀ-¥À-ªÀÄ-j-¸Á; ¸Á j, ªÀÄ-¥À zsÀ-ªÀÄ-¥À ªÀÄ-j-¸Á; ªÀÄ-¥À zsÀ-¸Á-¤Ã
. . . .
¸Á j, ¸Á; ¸Á ¤Ã zsÀ ªÀÄ, zsÀ-¤-zsÀ-¥À-ªÀÄ, j, ¸Á; EzÀÄ gÁUÀªÁZÀPÀ
D¯Á¥À£ÉAiÀiÁVzÉ.
£ÁlPÀzÀ°è£À ºÁqÀÄ
eÁvÉÆÃQ ªÀÄªÀÄ ±ÀPÀÄAvÀ® - ±ÁPÀÄAvÀ®
ªÀiÁgÀhiÁ ªÀÄ£ÃZÉ »vÀUÀÄd - ¸Ë¨sÀzÀæ
«¨sÁ¸À
«¨sÁ¸À EzÀÄ ªÀÄzsÀÄgÀ eÁwAiÀÄ°è£À OqÀÀªÀ gÁUÀªÁVzÉ. ªÀÄzsÀåªÀÄ ªÀÄvÀÄÛ
¤µÁzÀ F gÁUÀzÀ°è ªÀdåðªÁVzÉ. ¸ÀÆAiÉÆÃðzÀAiÀÄzÀ ¸ÀªÀÄAiÀÄzÀ°è F
gÁUÀªÀ£ÀÄß ºÁqÀ¯ÁUÀÄvÀÛzÉ. jµÀ¨sÀ ªÀÄvÀÄÛ zsÉÊªÀvÀ PÉÆÃªÀÄ®ªÁVgÀÄªÀÅzÀjAzÀ
zÉÃ¸ÀPÁgÀ CxÀªÁ ¨sÀÆ¥À F gÁUÀUÀ½VAvÀ «¨sÁ¸ÀgÁUÀªÀ£ÀÄß «¸ÀÛj¹
ºÁqÀÄªÀÅzÀÄ PÀptªÁVzÉ. PÉÆÃªÀÄ® zsÉÊªÀvÀ EzÀÄ ªÁ¢Ã¸ÀégÀªÁVgÀÄªÀÅzÀjAzÀ
vÁ£ÀQæAiÉÄUÉ
CqÀZÀuÉAiÀÄ£ÀÄßAlÄ
ªÀiÁqÀÄvÀÛzÉ.
F
vÉÆAzÀgÉAiÀÄ£ÀÄß
¤ªÁj¸ÀÄªÀÅzÀPÁÌV wÃªÀæzsÉÊªÀvÀªÀ£ÀÄß §¼À¸ÀÄªÀ gÀÆrüAiÀÄ£ÀÄß ¸ÁPÀµÀÄÖ PÁtÄvÉÛÃªÉ.
¤µÁzÀ ¸ÀA¥ÀÆtðªÁV ªÀdåðªÁVgÀÄªÀÅzÀjAzÀ PÉÆÃªÀÄ® zsÉÊªÀvÀ ªÀÄvÀÄÛ
vÁgÀµÀqÀÓUÀ¼À £ÀqÀÄªÉ EgÀÄªÀ CAvÀgÀ vÁ£ÀQæAiÉÄUÉ ¸ÀºÀdªÁV eÉÆÃr¸ÀÄªÀÅzÀÄ
¸ÁzsÀåªÁUÀÄªÀÅ¢®è. CAvÉAiÉÄÃ zsÉÊªÀvÀªÀ£ÀÄß ¢égÀÄPÀÛ CAzÀgÉ ¸Á zsÀzsÀ ¥À, zsÀzsÀ
¥À UÁ j ¸Á, ¥À zsÀzsÀ ¸Á zsÀzsÀ, ¥À ¥À UÁ j, ¸Á, »ÃUÉ ¸ÀégÀUÀ¼À£ÀÄß
§¼À¹PÉÆAqÀÄ gÁUÀ«¸ÁÛgÀ ªÀiÁqÀÄªÀ ¥ÀæAiÀÄvÀß ªÀiÁqÀ¯ÁUÀÄvÀÛzÉ. zsÉÊªÀvÀ
ªÁ¢¸ÀégÀªÁVgÀÄªÀÅzÀjAzÀ F jÃw ¢égÀÄQÛ¬ÄAzÀ vÁ£ïQæAiÉÄAiÀÄ°è §¼À¸ÀÄªÁUÀ
gÁUÀ¸ÀégÀÆ¥À ¸ÀºÀdªÁVAiÉÄÃ C¨Á¢üvÀªÁV G½AiÀÄÄvÀÛzÉ. F gÁUÀzÀ ªÀÈwÛ
GzÁvÀÛ, ±ÀæzÁÞ¼ÀÄ ªÀÄvÀÄÛ ¸ËªÀÄåªÁVzÉ. Vj PÀAzÀgÀUÀ¼À°è vÀ¥À¸Àì£ÁßZÀj¸ÀÄªÀ
ªÀÄÄ¤AiÉÆ§â£ÀÄ GzÀ¬Ä¸ÀÄªÀ ¸ÀÆAiÀÄð£ÁgÁAiÀÄt¤UÉ ±ÀæzÁÞ¥ÀÆªÀðPÀªÁV
C©üªÁzÀ£É ªÀiÁqÀÄwÛgÀÄªÀ avÀætzÀAvÉ «¨sÁ¸ÀgÁUÀzÀ ¸ÀégÀ ¸ÀégÀÆ¥À«zÉ. F
gÁUÀPÉÌ PÀëÄzÁæ®APÁgÀUÀ¼ÀÄ M¥ÀÄàªÀÅ¢®è.
UÁ ¥À zsÀ-¥À UÁ j, ¸Á EzÀÄ gÁUÀzÀ UÀÄAd£À ¸ÁÜ£À. ¸Á j UÁ ¥À, zsÀ,
¥À, UÁ j ¸Á; ¥À ¥À zsÀzsÀ ¥À, UÁ zsÀ ¥À, zsÀ-UÁ ¥À; zsÀzsÀ ¥À, UÁ j ¸Á; ¥À zsÀ,
. . .
¥À-zsÀ-UÀ ¥À zsÀ, ¸Á-j, ¸Á-zsÀzsÀ ¥À-UÁ j ¸Á »ÃUÉ F gÁUÀzÀ ZÀ®£À«zÉ.
wÃªÀæ ªÀÄzsÀåªÀÄ, wÃªÀæ zsÉÊªÀvÀ ºÁUÀÆ wÃªÀæ ¤µÁzÀ ¸ÀégÀUÀ¼À ¸ÀA¥ÀPÀð EgÀÄªÀ
«¨sÁ¸ÀgÁUÀªÀÇ MA¢zÉ. DzÀgÉ CzÀÄ CµÉÆÖAzÀÄ ¥ÀæZÁgÀzÀ°è®è. «¨sÁ¸ÀzÀ°è
wÃªÀæ zsÉÊªÀvÀ vÉUÉzÀÄPÉÆ¼Àî¨ÉÃPÉÆÃ CxÀªÁ PÉÆÃªÀÄ® zsÉÊªÀvÀ vÉUÉzÀÄPÉÆ¼Àî¨ÉÃPÉÆÃ
JA§ §UÉÎ ©ü£Áß©ü¥ÁæAiÀÄUÀ½ªÉ. JgÀqÀÆ jÃwAiÀÄ gÁUÀUÀ¼ÀÄ ¥ÀæZÀ°vÀzÀ°èzÉ.
- ªÀÄÄAzÀÄªÀgÉAiÀÄÄªÀÅzÀÄ
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¹ÛçÃzÀ¥ÀðtzÀ°è £Álå±Á¸ÀÛç (¨sÁUÀ-23)
- qÁ. ©.J£ï.¸ÀÄ«ÄvÁæ ¨Á¬Ä
CzsÁåAiÀÄ-4: ªÀÄ»¼ÉAiÀÄgÀ C©ü£ÀAiÀÄ ¯ÉÆÃPÀzÉÆ¼ÀV£À C¯ÉÆÃPÀ
±ÀÈAUÁgÀ-¨sÀQÛUÀ¼À zÀéAzÀézÁlzÀ°è £ÀÈvÀåPÀ¯Á«zÉAiÀÄgÀ°è §ºÀÄªÀÄA¢
±ÀÈAUÁgÀªÀÇ ¨sÀQÛAiÀÄ gÀÆ¥ÀªÉÃ J£ÀÄßªÀÅzÀgÀvÀÛ M®ªÀ£ÀÄß vÉÆÃgÀÄvÁÛgÉ. DzÀgÉ
PÉ®ªÀgÀÄ D ±À§ÝUÀ¼À ¸ÁA¥ÀæzÁ¬ÄPÀ CxÀðªÁåSÁå£ÀUÀ¼À£ÀÄß zÁn ºÉÆ¸ÀvÉÆAzÀÄ
¸ÀéAwPÉ ºÁUÀÆ ¸ÁévÀAvÀæöåªÀÅ¼Àî CxÀðªÀ£ÀÄß PÀAqÀÄPÉÆArgÀÄªÀÅzÀÆ GAlÄ. °Ã¯Á
¸ÁåA¸À£ï CAxÀªÀgÀ°è M§âgÀÄ. CªÀgÀ ¥ÀæPÁgÀ ‘£Á¬ÄPÁ’ J£ÀÄßªÀÅzÉÃ dUÀwÛ£À°ègÀÄªÀ
J¯Áè ºÉtÄÚ-UÀAqÀÄUÀ¼À ¸ÀA§AzsÀªÀ£ÀÄß ¥Àæw¤¢ü¸ÀÄvÀÛzÉ. £ÁªÀÅ ªÀÄ£ÀÄµÀågÀÄ
¥ÀæwAiÉÆ§âgÀÆ AiÀiÁªÁUÀ®Æ K£À£ÁßzÀgÀÆ ¥ÀqÉAiÀÄ®Ä, ªÀ±ÀzÀ°èlÄÖPÉÆ¼Àî®Ä
CxÀªÁ zÀQÌ¹PÉÆ¼Àî®Ä §AiÀÄ¸ÀÄvÀÛ¯ÉÃ EgÀÄvÉÛÃªÉ. F §AiÀÄPÉUÀ¼ÀÄ ºÀA§®UÀ¼ÁV,
¤jÃPÉëUÀ¼ÁV, D±Á¨sÀAUÀUÀ¼ÁV PÉÆ£ÉUÉ ºÀvÁ±ÉUÀ¼ÁV £ÀªÀÄä£ÀÄß CªÀÅUÀ¼ÉÆA¢UÉ
ºÉÆÃgÁqÀÄªÀAvÉ ªÀiÁqÀÄwÛgÀÄvÀÛªÉ. F jÃw ¸ÀzÁ AiÀiÁªÀÅzÉÆÃ MAzÀ£ÀÄß
¥ÀqÉAiÀÄ®Ä ¥ÀjvÀ¦¸ÀÄªÀ «±Àé¸ÁªÀiÁ£Àå CxÀðzÀ°è ‘±ÀÈAUÁgÀ £Á¬ÄPÉ’AiÀÄ
¥ÀjPÀ®à£ÉAiÀÄ£ÀÄß CxÉÊð¸ÀÄvÁÛgÉ °Ã¯Á ¸ÁåA¸À£ï. »ÃUÁV EzÀ£ÀÄß ºÉtÄÚUÀAqÀÄUÀ¼À ¥ÉæÃªÀÄ-PÁªÀÄªÉAzÀµÉÖÃ £ÉÆÃqÀÄªÀÅzÀÄ CªÀjUÉ ¸ÀjAiÉÄ¤¸ÀÄªÀÅ¢®è.
‘PÉÆ£ÉUÀÆ £ÁªÀÅ ¤¨sÁ¬Ä¸À¨ÉÃQgÀÄªÀÅzÀÄ ¨sÁªÀ£ÉUÀ¼À£ÉßÃ. DzÀÝjAzÀ
¥ÀgÀA¥ÀgÁUÀvÀ CxÀðUÀ½UÉÃ CAnPÉÆ¼ÀÄîªÀ CUÀvÀå«®è J£ÀÄßªÀ °Ã¯Á CªÀjUÉ
F ‘£Á¬ÄPÁ’ ¥ÀjPÀ®à£ÉAiÀÄ£ÉßÃ ¸ÀÄvÀÄÛªÀgÉ¢gÀÄªÀ eÉAqÀgï CA±ÀªÀÅ ¹ÛçÃUÀÆ
¥ÀÄgÀÄµÀ¤UÀÆ ¥ÀævÉåÃPÀ, ¤¢ðµÀÖ ¸ÁÜ£ÀUÀ¼À£ÀÄß PÀ°à¸ÀÄªÀ «µÀAiÀÄªÁV DvÀAPÀ«®è.
°AUÀªÀåªÀ¸ÉÜ ºÀÄnÖ¸ÀÄªÀ CxÀð¸ÀÆZÀ£ÉUÀ¼ÀÄ EzÀÝgÉ EgÀ°. DzÀgÉ C°ègÀÄªÀ
¨sÁªÀªÀÅ PÁAiÀÄÄ«PÉ, ¤jÃPÉëAiÉÄÃ DVgÀÄvÀÛzÉ. D MAzÀÄ C£ÀÄ¨sÀªÀªÀÅ ªÀÄ£ÀzÀ°è£À
§AiÀÄPÉAiÀÄ£ÀÄß G¢ÝÃ¦¹, ºÉaÑ¸ÀÄªÀAxÀzÀÄ. EzÀÄ J®è ªÀiÁ£ÀªÀgÀ ¸ÀºÀd
ªÀÄ£ÉÆÃªÁå¥ÁgÀªÉÃ vÁ£É? £ÀªÀÄä
DzsÀÄ¤PÀ §zÀÄQ£À PÀæªÀÄªÀ£ÉßÃ EzÀÄ
¥Àæw¤¢ü¸ÀÄªÀAvÉ vÀªÀÄUÉ vÉÆÃgÀÄvÀÛzÉ J£ÀÄßvÁÛgÉ °Ã¯Á¸ÁåA¸À£ï (¹.J¸ï.®Qëöä:
«ÄgÀgïì CAqï UÉ¸ÀÑgïì)
¨sÀgÀvÀ£ÁlåzÀAxÀ C©üeÁvÀ PÀ¯ÉAiÀÄÄ PÉÃªÀ® ¯ËQPÀ jÃwAiÀÄ CxÀðUÀ¼À£ÀÄß
¥Àæw¤¢üÃPÀj¸ÀÄªÀAxÀzÀ®è. CzÀgÀzÉÃ¤zÀÝgÀÆ ¸ÀÆPÀëöäªÀÇ ¸ÀÆZÀåªÀÇ DzÀ
«zsÁ£ÀªÁVgÀÄvÀÛzÉ. zÉÊ£ÀA¢£À DUÀÄºÉÆÃUÀÄUÀ¼À, ¸ÁªÀiÁfPÀ-¯ËQPÀ «µÀAiÀÄUÀ¼À
¥Àæw¤¢üÃPÀgÀtPÁÌV ZÀ®£ÀavÀæUÀ¼ÀÄ, £ÁlPÀUÀ¼ÀÄ, ©Ã¢ £ÁlPÀUÀ¼ÀÄ EgÀÄvÀÛªÉ.
¥ÀwæPÁPÀvÀðgÀÆ ªÀÈvÁÛAvÀ¥ÀwæPÉUÀ¼ÀÆ ªÀiÁqÀÄªÀ vÀgÀºÀzÀ PÉ®¸ÀªÀ£ÉßÃ ¨sÀgÀvÀ£ÁlåªÀÇ
ªÀiÁqÀ¨ÉÃPÉAzÉÃPÉ C¥ÉÃQë¸ÀÄwÛÃj? ¥ÀæwAiÉÆAzÀÄ PÀ¯ÉUÀÆ CzÀgÀzÉÃ DzÀ
¸ËAzÀAiÀÄð«gÀÄvÀÛzÉ. ¨sÀgÀvÀ£ÁlåzÀ ¸ËAzÀAiÀÄð CzÀgÀ°è£À CxÀðªÁå¦ÛAiÀÄ°èzÉ.
CzÀÄ MAzÀÄ ¸ÁUÀgÀ. CzÀgÀ C©ü£ÀAiÀÄ ±ÉÊ°AiÀÄ M¼ÀUÀqÉAiÉÄÃ ¨ÉÃPÁzÀµÀÄÖ ¸ÉÆÌÃ¥ï
EgÀÄªÀÅzÀjAzÀ ¨ÉÃgÉ ¨ÉÃgÉ PÉëÃvÀæUÀ½AzÀ CAvÀºÀ CA±ÀUÀ¼À£ÉßÃ J¼ÉzÀÄ vÀAzÀÄ
EzÀPÉÌ eÉÆÃr¹ ºÉÆ¸À ‘D«µÁÌgÀ’ JAzÀÄ vÉÆÃj¹PÉÆ¼Àî¨ÉÃPÁzÀ CUÀvÀå«®è.
fÃªÀ£ÀzÀ°è JµÉÆÖÃ d£À §AzÀÄ ºÉÆÃUÀÄwÛgÀÄvÁÛgÉ. D ¸ÀA§AzsÀUÀ¼ÀÄ ±Á±ÀévÀªÁV
G½¢gÀ¨ÉÃQ®è. DzÀgÀÆ PÉ®ªÀÅ ¸ÀA§AzsÀUÀ¼ÀÄ MAzÀÄ CxÀªÁ ºÀ®ªÀÅ C£ÀÄ¨sÀªÀUÀ¼À
ªÀÄzsÀÄgÀ £É£À¥ÀÄUÀ¼ÀÄ ªÀÄ£ÀzÀ°è zÁR¯ÁVgÀÄvÀÛªÉ. CAxÀ ªÀÄzsÀÄgÀ £É£À¥ÀÄUÀ¼À
D MAzÀÄ UÀ½UÉAiÀÄ£ÀÄß »rzÀÄ PÉÆqÀ®Ä MAzÀÄ ‘¥ÀzÀ’ CxÀªÁ ‘eÁªÀ½’
MAzÀÄ gÀÆ¥ÀªÀµÉÖ J£ÀÄßªÀ °Ã¯Á ¸ÁåA¸À£ï CªÀgÀ «ZÁgÀUÀ¼ÀÄ ¥ÀgÀA¥ÀgÉ¬ÄAzÀ
vÀªÀÄäzÉÃ DzÀ CxÀðªÀ£ÀÄß C©ü£ÀAiÀÄPÁÌV PÀnÖPÉÆAqÀ jÃwAiÀÄ£ÀÄß ¸ÀÆa¸ÀÄªÀÅzÉÃ
ºÉÆgÀvÀÄ, ¥ÀgÀA¥ÀgÉUÉÃ ºÉÆ¸À CxÀð ªÀÄÆ®UÀ¼À£ÀÄß vÀAzÀÄ ¸ÉÃj¹ CzÀ£ÉßÃ
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¸ÀªÀÄPÁ°Ã£ÀvÉUÁV ¥ÀjµÀÌj¸ÀÄªÀÅzÀgÀ°è CªÀgÀ D¸ÀQÛ E®è JA§ÄzÀ£ÀÄß CªÀgÀ
«ZÁgÀUÀ¼ÉÃ ¸ÀàµÀÖ¥Àr¸ÀÄvÀÛªÉ.
¥ÀgÀA¥ÀgÉAiÀÄ ¨ÉÃgÀÄUÀ¼À£ÉßÃ DzsÁgÀªÁV Ej¹PÉÆAqÀgÀÆ C©ü£ÀAiÀÄzÀ EvÀgÀ
PÀ¯ÁªÀiÁUÀðUÀ½AzÀ ¨ÉÃPÁzÀÝ£ÀÄß ¹éÃPÀj¹ ºÉÆ¸ÀvÉÆAzÀÄ CxÀð«£Áå¸ÀªÀ£ÀÄß
¸ÀÈ¶Ö¸ÀÄªÀ AiÀiÁªÀ jÃwAiÀÄ innovation UÀ¼À£ÀÄß °Ã¯Á CªÀgÀÄ C£ÀUÀvÀå
J£ÀÄßvÁÛgÉÆÃ CAxÀzÉÃ ºÉÆ¸À D«µÁÌgÀUÀ¼À°èAiÉÄÃ vÀªÀÄä ¸ÀÈd£À²Ã®vÉAiÀÄ
CxÀð«zÉ J£ÀÄßªÀ ZÀAzÀæ¯ÉÃSÁ CªÀgÀ «ZÁgÀUÀ¼ÀÄ °Ã¯Á CªÀgÀzÀPÉÌ
vÀ¢égÀÄzÀÞ eÁUÀ¢AzÀ ºÉÆªÀÄÄävÀÛªÉ. ZÀAzÀæ¯ÉÃR CªÀjUÉ £ÀÈvÀåPÀ¯É J£ÀÄßªÀÅzÀÄ
zÉÃºÀ¨sÁµÉAiÀÄ°è ¤gÀAvÀgÀªÁV vÁªÀÅ £ÀqÉ¸ÀÄwÛgÀÄªÀ MAzÀÄ ±ÉÆÃzsÀ£É. D
zÉÃºÀzÀ M¼ÀºÉÆPÀÄÌ CªÀgÀ
PÉÃAzÀæªÁzÀ ¨É£ÀÄßªÀÄÆ¼É/¨É£ÀÄßºÀÄjAiÀÄ£ÀÄß
vÀ®Ä¥ÀÄªÀÅzÉÃ C°è UÀÄj. zÉÃºÀªÀ£ÀÄß
CzÀgÀ «PÉÃA¢ævÀ ¤®ÄªÀÅUÀ¼ÀÄ,
ZÀ®£ÉUÀ½AzÀ ©qÀÄUÀqÉUÉÆ½¹ ¸ÀjAiÀiÁzÀ ¤®Ä«£À°è ¤°è¸ÀÄªÀÅzÉÃ ¨É£Éß®Ä§Ä.
D ¨É£Éß®Ä§Ä vÀ£ÀßzÉÃ ¨sÁµÉAiÀÄ£ÀÄß DqÀ®Ä ©qÀ¨ÉÃPÀÄ J£ÀÄßvÁÛgÉ ZÀAzÀæ¯ÉÃR.
CzÀPÁÌV CªÀgÀÄ vÀAvÀæzsÀªÀÄðzÀ DPÀÈwUÀ½AzÀ®Æ «£Áå¸ÀUÀ½AzÀ®Æ ‘±ÀQÛ’ JA§
¥ÀjPÀ®à£ÉAiÀÄ£ÀÄß ¹éÃPÀj¸ÀÄvÁÛgÉ. AiÉÆÃUÀ±Á¸ÀÛç¢AzÀ®Æ, AiÀÄÄzÀÞPÀ¯ÉUÀ½AzÀ®Æ
C£ÉÃPÀ «ZÁgÀUÀ¼À£ÀÄß vÉUÉzÀÄPÉÆAqÀÄ £ÀÈvÀågÀÆ¥ÀzÀ vÀAvÀæUÀ¼À£ÀÄß §zÀ°¸ÀzÉAiÉÄÃ
¤¢ðµÀÖ PÀxÀ£ÀªÉÇAzÀ£ÀÄß ºÉÃ¼ÀÄªÀÅzÀPÁÌV ¸ÀÆPÀÛjÃw¬ÄAzÀ CªÀÅUÀ¼À£ÀÄß DPÉ
§¼À¹PÉÆ¼ÀÄîvÁÛgÉ.
‘¥ÀæPÀÈw’ ‘¥ÀÄgÀÄµÀ’ vÀvÀÛ÷éUÀ¼À£ÀÄß ¸ÁºÀfPÀ vÀAvÀæ¥ÀzÀÞwAiÀÄ £É¯É¬ÄAzÀ
CxÉÊð¹PÉÆ¼ÀÄîªÀ ZÀAzÀæ¯ÉÃSÁ ‘¥ÀæPÀÈw’ J£ÀÄßªÀÅzÀÄ °AUÁwÃvÀ £É¯ÉAiÀÄzÀÄ.
M§â ¥ÀÄgÀÄµÀ£ÀÆ ¹ÛçÃAiÀiÁUÀ§ºÀÄzÁzÀ MAzÀÄ CªÀ¸ÉÜAiÀiÁV CzÀÄ
¸ÀªÀðªÁå¦AiÀiÁVgÀÄvÀÛzÉ. ¹ÛçÃvÀé JA§ÄzÀgÀ GzÉÝÃ±À CxÀªÁ ¥ÀæAiÉÆÃd£À
¸ÀAvÁ£ÉÆÃvÁàzÀ£ÉAiÉÄÃ JA§ÄzÀ£ÀÄß CªÀgÀÄ M¥ÀÄàªÀÅ¢®è. ”fÃªÀ£ÀzÀ UÀÄj
JAzÀgÉ DvÀä¸ÁPÁëvÁÌgÀ. £À£Àß F ¸Àé¸ÁPÁëvÁÌgÀzÀ CªÀ±ÀåPÀvÉAiÀÄÄ ¤¸ÀUÀðzÀ
GzÉÝÃ±ÀPÉÌ «gÀÄzÀÞ JAzÀÄ C£ÀÄßªÀÅzÁzÀgÉ, D «µÀAiÀÄzÀ°è £Á£ÀÄ RArvÀ D
¤¸ÀUÀðzÀ eÉÆvÉ E®è.” JAzÀÄ CªÀgÀ ¸ÀàµÀÖ «ZÁgÀ.
«±Á®ªÁzÀ eÁUÀwPÀ ¸Á»vÀåzÀ NzÀÄ, ¥ÀgÀA¥ÀgÁUÀvÀ ±Á¹ÛçÃAiÀÄ CzsÀåAiÀÄ£À,
avÀæPÀ¯ÉAiÀÄ ¥Àjtw, PÁªÀå gÀZÀ£ÉAiÀÄ D¸ÀQÛ-»ÃUÉ ºÀ®ªÀÅ DAiÀiÁªÀÄUÀ¼ÀÄ¼Àî
ªÀÄ»¼É ZÀAzÀæ¯ÉÃSÁ CªÀgÀÄ ¥ÀgÀA¥ÀgÉAiÀÄ vÀ¼ÀºÀ¢AiÀÄ ªÉÄÃ¯ÉAiÉÄ CvÀåAvÀ
DzsÀÄ¤PÀ CxÀð ¸ÁzsÀåvÉUÀ¼À£ÀÄß vÀªÀÄä £ÀÈvÀågÀÆ¥ÀPÀUÀ¼À°è ¸ÀÈ¶Ö¹zÁPÉ. M§â
£ÀÈvÀåPÀ¯Á«zÉ vÀ£Àß zÉÃºÀªÀ£ÀÄß ºÉÃUÉ £ÉÆÃqÀ¨ÉÃPÀÄ JA§ÄzÀgÀ°è ¥ÀgÀA¥ÀgÉ¬ÄAzÀ
PÀ°àvÀªÁzÀ zÀÈ¶ÖVAvÀ ©ü£ÀßªÁV EAzÀÄ §zÀ¯ÁªÀuÉ K£ÁzÀgÀÆ DVzÉAiÉÄ
JA§ ¥Àæ±ÉßUÉ ZÀAzÀæ¯ÉÃSÁ ¤ÃqÀÄªÀ GvÀÛgÀ vÀÄA§ CxÀðªÀvÁÛzÀzÀÄÝ:
vÀÄA§ »AzÉ zsÀªÀÄðªÀÅ £ÀÈvÀåzÀ ªÀÄÆ® ¥ÉæÃgÀuÉ DVzÁÝUÀ £ÀvÀðQAiÀÄ zÉÃºÀªÀÅ
MAzÀÄ £ÉÊªÉÃzÀåªÉ¤ß¹vÀÄÛ. ¥ÁæxÀð£É, zsÁå£À, G¥Á¸À£ÉUÀ½UÉ zÉÃºÀªÀÅ MAzÀÄ
ªÀiÁzsÀåªÀÄªÁ¬ÄvÀÄ. ¸ÀévÀB £ÀvÀðQAiÀÄÆ CzÀ£ÀÄß £ÀA©zÀÝ¼ÀÄ. D £ÀA©PÉAiÀÄ£ÉßÃ
¸ÀvÀåªÉAzÀÄ vÉÆÃj¸ÀÄªÀÅzÀPÁÌV CªÀ¼ÀÄ §zÀÄPÀ¨ÉÃQvÀÄÛ. D zsÁ«ÄðPÀ £É¯É¬ÄAzÀ
¸ÀjzÀÄ £ÀÈvÀåªÀÅ MAzÀÄ ªÀÄ£ÉÆÃgÀAd£É ¸ÁzsÀ£ÀªÁzÁUÀ CªÀ¼À zÉÃºÀªÀÅ
E£ÉÆß§âgÀ£ÀÄß ¸ÀAvÉÆÃµÀ¥Àr¸ÀÄªÀ, ¸ÀÄR¥Àr¸ÀÄªÀ ¸ÁzsÀ£ÀªÁ¬ÄvÀÄ. »ÃUÉ
¸ÀÄRªÀ£ÀÄß zÉÆgÀQ¸ÀÄªÀ G¥ÀPÀgÀtªÉAzÀÄ ¹ÛçÃ zÉÃºÀªÀ£ÀÄß £ÉÆÃqÀÄªÀ PÀæªÀÄªÉÃ
¢ÃWÀðPÁ®¢AzÀ gÀÆrüAiÀiÁV ºÉÆÃVzÉ. ¹ÛçÃAiÀÄgÀÆ vÀªÀÄä zÉÃºÀUÀ½AzÀ¯ÉÃ
¸ÀAvÀ¸ÀªÀ£ÀÄß ºÉÆ«Ää¸À§¯ÉèªÉAzÀÄ w½zÀgÀÄ. DzÀgÉ ¥Àj±ÀÄzÀÞªÁzÀ D£ÀAzÀªÀ£ÀÄß
¸ÀÈ¶Ö¸À®Ä zÉÃºÀªÉÃ MAzÀÄ ¸ÀA¥À£ÀÆä®ªÉA§ÄzÀ£ÀÄß PÁtzÉ ºÉÆÃzÀgÀÄ. F
UÉÆAzÀ®¢AzÀ ºÉÆgÀ§gÀ®Ä E£ÀÆß ¹ÛçÃAiÀÄjUÉ ¸ÁzsÀåªÁV®è. MAzÀÄ ¸ÀgÀPÁV,
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zÉÃºÀªÀÅ §¼ÀPÉAiÀiÁUÀ¨ÉÃPÁzÀ ªÀ¸ÀÄÛªÁV ºÉÆÃVzÉ. »ÃUÉ zÉÃºÀzÀ §UÉV£À
¥ÀjUÀæ»PÉ PÁ®¢AzÀ PÁ®PÉÌ §zÀ¯ÁUÀÄvÀÛ¯ÉÃ §A¢zÉ. DzÀgÉ zÉÃºÀzÉÆ¼ÀUÉÃ
EgÀÄªÀAxÀ ¸ÉÖÃ¸ïUÀ¼ÀÄ AiÀiÁªÀÅªÀÅ? D ±ÀQÛAiÀÄ £É¯ÉUÀ¼É°èªÉ? J£ÀÄßªÀÅzÉÃ vÀªÀÄä
MlÄÖ §zÀÄQ£À ¤gÀAvÀgÀ ºÀÄqÀÄPÁl J£ÀÄßvÁÛgÉ ZÀAzÀæ¯ÉÃR. F zÉÃºÀzÀ eÉÆvÉ,
¸ÀªÀiÁdzÀ eÉÆvÉ, §æºÁäAqÀzÀ eÉÆvÉ, ¥Àj¸ÀgÀzÀ eÉÆvÉV£À £ÀªÀÄä ¸ÀA§AzsÀªÉÃ£ÀÄ
JA§ÄzÀ£ÀÄß CjAiÀÄ®Ä zÉÃºÀzÀ §UÉÎ, fÃªÀ£ÀzÀ §UÉÎ £ÀªÀÄä dªÁ¨ÁÝj
K£ÀÄ JA§ÄzÀ£ÀÄß CxÀðªÀiÁrPÉÆ¼Àî®Ä F ±ÀjÃgÀzÀ DvÀä¸ÁPÁëvÁÌgÀªÉÃ MAzÀÄ
DPÀgÀªÁUÀ¨ÉÃPÀÄ J£ÀÄßvÁÛgÉ CªÀgÀÄ. (¹.J¸ï.®Qëöä: «ÄgÀgïì CAqï UÉ¸ÀÑgïì)
ªÀÄ»¼ÉAiÀÄ zÀÈ¶Ö¬ÄAzÀ PÀ¯Á¸ÁzsÀ£É J£ÀÄßªÀÅzÀ£ÀÄß ªÀÄAiÀiÁðzÉAiÀÄ
ªÀÄÄ¸ÀÄQ£ÉÆ¼ÀUÉÃ £ÀqÉ¸À¨ÉÃPÁzÀ ¹Üw ¢ÃWÀðPÁ®¢AzÀ®Æ EvÀÄÛ, EzÉ. vÁªÀÅ
PÀÄ°Ã£À ªÀÄ£ÉvÀ£À¢AzÀ §AzÀªÀgÀÄ JA§ÄzÀ£ÀÄß vÉÆÃ¥Àðr¹PÉÆ¼ÀîÀÄvÀÛ¯ÉÃ
¸ÁªÀðd¤PÀªÁV PÀ¯ÁPÉëÃvÀæPÉÌ PÁ°qÀ¨ÉÃQvÀÄÛ. ºÁUÉ PÀ¯ÉAiÀÄ PÉëÃvÀæzÀ°è PÀÆqÀ
UÀA©üÃgÀ, ªÀÄgÁåzÀ¸ÀÜ ºÉtÄÚªÀÄUÀ¼ÁV, fÃªÀ£À PÀæªÀÄ¢AzÀ®Æ ¨ÁºÀåªÀåQÛvÀé¢AzÀ®Æ
¸ÁÜ¦¹PÉÆAqÀgÉÃ£ÉÃ d£ÀgÀ UËgÀªÁzÀgÀUÀ¼ÀÄ CªÀjUÉ ¸À®ÄèªÀÅzÀÄ ¸ÁzsÀå«vÀÄÛ.
zÉÃªÀzÁ¹ »£Éß¯É¬ÄzÀÝ JA.J¸ï. ¸ÀÄ§Äâ®Qëöä CªÀgÀ C¸ÁzsÁgÀt PÀAoÀ¹j,
UÁAiÀÄ£ÀzÀ ¥Àj±ÀÄzÀÞvÉUÀ½AzÀµÉÖÃ d£ÀgÀ£ÀÄß ªÀÄAvÀªÀÄÄUÀÞgÀ£ÁßV ªÀiÁrzÀÝgÉ?
CxÀªÁ «ªÁºÀªÁVzÀÄÝ, ªÀÄPÀÌ¼ÉÆA¢UÀ£ÁzÀ ¥ÀwAiÀÄ JgÀqÀ£ÉAiÀÄ ¸ÀwAiÀiÁV
CvÀåAvÀ ±ÀÄzÀÞ ¸ÀºÀzsÀ«ÄðtÂÃ £É¯ÉAiÀÄ°è G½zÀÄ ¨Á½zÀÝgÀÄ ªÀÄvÀÄÛ D zsÁ«ÄðPÀ
¨sÀQÛ, ±ÀæzÉÞ, ¤µÉ×UÀ¼ÀÄ CªÀgÀ §»gÀAUÀzÀ ªÀåQÛvÀéPÉÌ «±ÉÃµÀ ªÀZÀð¸Àì£ÀÄß ¤ÃrzÀÝªÀÅ
J£ÀÄßªÀ CA±ÀUÀ¼ÀÄ PÀÆqÀ ¸ÁªÀðd¤PÀgÀÄ PÀ¯Á«zÉAiÀiÁzÀ ºÉuÉÆÚ§â½UÉ vÉÆÃj¹zÀ
UËgÀªÀzÀ°è UËtªÀ®è C®èªÉ?
ªÀÄAiÀiÁðzÉAiÀÄ CªÀUÀÄAoÀ£À ¨ÉÃgÉ ¨ÉÃgÉ gÀÆ¥ÀªÀ£ÀÆß vÁ¼À§®èzÀÄ.
¹zÉÝÃ±ÀéjzÉÃ«AiÀÄAxÀ ªÀÄºÁPÀ¯Á«zÉ vÀ£Àß£ÀÄß vÀªÀÄä UÀÄgÀÄUÀ¼À ‘ªÀÄUÀ’ JAzÉÃ
UÀÄgÀÄw¹PÉÆArzÀÝgÀÄ. ºÁUÉ ªÀÄUÀ£ÁzÀÝjAzÀ D UÀÄgÀÄªÀÅ vÀ£Àß ºÉAqÀwAiÀÄ£ÀÄß
FPÉAiÀÄ gÀPÀëuÉUÉ M¦à¹ ¸ÀAZÁgÀPÉÌ vÉgÀ¼ÀÄªÀÅ¢vÀÄÛ. PÀ¯ÉAiÉÄÃ ¥À«vÀæ J£ÀÄßªÀ
£ÀA©PÉ CwgÉÃPÀPÉÌ ºÉÆÃzÀgÉ zsÁ«ÄðPÀvÉ, ¸ÀA¨sÁ«vÀvÀ£À ªÉÆzÀ¯ÁzÀªÀÅ F
PÀ¯ÉAiÀÄ ¥ÀjZÀAiÉÄðAiÀÄ ¸ÀgÀtÂAiÀÄ°è DzÀåvÉ ¥ÀqÉAiÀÄÄvÀÛªÉ. ¦vÀÈ¸ÀA¸ÀÌøwAiÀÄÄ EAxÀ
J®è ªÀÄr-ªÉÄÊ°UÉUÀ¼À°è PÀ¯ÉAiÀÄ£ÀÄß ‘¥À«vÀæ’ªÁV G½¹qÀ®Ä ºÉtUÀÄvÀÛzÉ. DUÀ
C¥À«vÀævÉAiÀÄ PÀ¼ÀAQvÀ eÁUÀzÀ°è §gÀÄªÀ ªÀÄ»¼É EAxÀ PÀÄgÀÄqÀÄ £ÀA©PÉUÀ½UÉ
ªÉÆzÀ®Ä §°AiÀiÁUÀÄvÁÛ¼É. ªÀÄzsÀÄgÉÊ ¥ÉÆ£ÀÄßvÁÛ¬ÄUÉ UÀAqÀ¸ÀgÀ ªÁzÀåªÉ¤¹gÀÄªÀ
£ÁzÀ¸ÀégÀªÀ£ÀÄß PÀ°AiÀÄ®Ä, zÉÃªÁ®AiÀÄzÀ GvÀìªÁ¢UÀ¼À°è, ºÀ§âºÀj¢£ÀUÀ¼À°è,
ªÀÄzÀÄªÉ ªÀÄÄAfUÀ¼À°è £ÀÄr¸À®Ä AiÀiÁjAzÀ®Æ CrØ§A¢gÀ°®è. CzÀPÉÌ DPÉ
zÉÃªÀzÁ¹ PÀÄlÄA§¢AzÀ §AzÀzÉÝÃ PÁgÀt. DzÀgÉ DPÉAiÀÄ D±ÀæAiÀÄzÁvÀ UÀAqÀ£ÀÄ
wÃjºÉÆÃzÁUÀ CªÀgÀ «zsÀÄåPÀÛ «zsÀªÉAiÀÄAvÉ FPÉ §zÀÄPÀ®Ä DgÀA©ü¹zÁUÀ
«zsÀªÉAiÉÆ§â¼ÀÄ ªÀÄAUÀ¼ÀªÁzÀåªÁzÀ £ÁzÀ¸ÀégÀªÀ£ÀÄß £ÀÄr¸À¨ÁgÀzÉAzÀÄ DPÉAiÀÄ
CªÀPÁ±ÀªÀ£ÀÄß PÀ¹zÀÄPÉÆ¼Àî¯Á¬ÄvÀÄ.
“¸ÀÆAiÀÄð ºÀÄlÄÖªÀÅzÀ£ÀÆß £ÉÆÃqÀ°®è; ZÀAzÀæ «Ä£ÀÄUÀÄªÀÅzÀ£ÀÆß PÁt°®è”
¸ÀAVÃvÀ, £ÀÈvÀå, ªÁzÁå¢ PÀ¯ÉUÀ¼ÀÄ ªÀåQÛUÀvÀ ¸ÁzsÀ£ÉAiÀÄ£ÀÄß PÉÃAzÀæªÁV
ºÉÆA¢gÀÄªÀAxÀªÀÅ. DzÀgÉ gÀAUÀ¨sÀÆ«Ä CzÀgÀ ¸ÀégÀÆ¥À¢AzÀ¯ÉÃ ¸ÁªÀÄÆ»PÀ
®PÀëtªÀÅ¼ÀîzÀÄÝ. gÀAUÀQæAiÉÄAiÉÄ£ÀÄßªÀÅzÀÄ C£ÉÃPÀ jÃwAiÀÄ gÀAUÀPÀ«ÄðUÀ¼À
¥ÀæAiÀÄvÀß¢AzÀ, ¸ÀºÀPÁgÀ¢AzÀ¯ÉÃ ¸ÀA¨sÀ«¸ÀÄªÀAxÀzÀÄ. C©üeÁvÀ gÀAUÀ¨sÀÆ«ÄUÉ
ªÀÄ»¼ÉAiÀÄgÀ£ÀÆß ¸ÉÃj¸À¨ÉÃPÀÄ JAzÀÄ £Álå±Á¸ÀÛçªÀÅ ºÀPÉÆÌvÁÛ¬Ä¹vÉÛ£ÀÄßªÀÅzÀ£ÀÄß
»AzÉAiÉÄÃ UÀªÀÄ¤¸À¯ÁVzÉ. DzÀgÉ ¥ÁvÀæ¤ªÀðºÀuÉAiÀÄ DZÉUÉ gÀAUÀ¨sÀÆ«ÄAiÀÄ
DyðPÀ ¸ÁªÀiÁfPÀ ªÀåªÀ¸ÉÜAiÀÄ°è F jÃw ¥ÀæªÉÃ±ÁªÀPÁ±À ¥ÀqÉzÀ ¹ÛçÃ£ÀlªÀUÀðªÀ£ÀÄß
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J°è EqÀ¯ÁVvÀÄÛ? ºÉÃUÉ £ÀqÉ¹PÉÆ¼Àî¯ÁUÀÄwÛvÀÄÛ? CªÀgÀ fÃªÀ£ÀzÀ PÀæªÀÄ ºÉÃVgÀÄwÛvÀÄÛ
JA§ §UÉÎ AiÀiÁªÀÅzÉÃ jÃwAiÀÄ zÁR¯ÁwAiÀÄÆ £ÀªÀÄUÉ ¹UÀ¯ÁgÀzÀÄ. DzÀgÉ
¸ÁªÀiÁfPÀ, zsÁ«ÄðPÁ¢ ¥Àj¹ÜwUÀ¼ÀÄ §zÀ¯ÁzÀ ºÁUÉ PÀæªÀÄPÀæªÀÄªÁV ªÀÄ»¼É
gÀAUÀ¨sÀÆ«ÄUÉ ¨ÁgÀ¢gÀÄªÀAvÉAiÉÄÃ ºÉÃUÉ ªÀiÁqÀ¯Á¬ÄvÉ£ÀÄßªÀÅzÀÄ PÀÄvÀÆºÀ®PÁj
ZÀjvÉæAiÀiÁVzÉ.
£Álå±Á¸ÀÛçzÀ ¥ÀæPÁgÀ ¸ÀÄPÀÄªÀiÁgÀ ±ÉÊ°AiÀÄ C©ü£ÀAiÀÄPÉÌ ¹ÛçÃAiÀÄgÉÃ ¨ÉÃQvÀÄÛ.
CªÀ±ÀåPÀvÉ EzÀÝ°è ¹ÛçÃAiÀÄgÀÄ ¥ÀÄgÀÄµÀ¥ÁvÀæUÀ¼À£ÀÆß ¤ªÀð»¸ÀÄwÛzÀÄÝzÀÄAlÄ.
zÉÃªÀvÉUÀ¼ÀAxÀ ¸ÀÄPÀÄªÀiÁgÀ ®PÀëtªÀÅ¼Àî ¥ÁvÀæUÀ¼À£ÀÄß ¹ÛçÃAiÀÄgÀÄ ¤ªÀð»¸ÀÄwÛzÀÝgÀÄ.
¹ÛçÃAiÀÄgÀzÉÃ £ÁlPÀvÀAqÀUÀ¼ÀÆ EzÀÝªÀÅ. zÉÃªÁ®AiÀÄUÀ¼À°è, ¸ÉÃ£Á¥Àw UÀÈºÀUÀ¼À°è,
¥ÀÄgÀ¥ÀæªÀÄÄRgÀ ªÀÄ£ÉUÀ¼À°è ¹ÛçÃAiÀÄgÉÃ ¥ÀÄgÀÄµÀ¥ÁvÀæUÀ¼À£ÀÆß ¤ªÀð»¸ÀÄªÀAxÀ
£ÁlåUÀ¼ÀÄ ¥ÀæzÀ²ðvÀªÁUÀÄwÛzÀÄÝzÀPÀÆÌ £Álå±Á¸ÀÛçzÀ°è ¸ÀÆZÀ£É zÉÆgÉAiÀÄÄvÀÛzÉ.
¹ÛçÃ£ÁlPÀ vÀAqÀUÀ¼ÀµÉÖÃ C®èzÉ CgÀªÀÄ£ÉUÀ¼À°è gÁtÂAiÀÄgÀÆ EvÀgÀ CAvÀB¥ÀÄgÀ
¹ÛçÃAiÀÄgÀÆ £ÁlPÁ©ü£ÀAiÀÄ ªÀiÁqÀÄwÛzÀÝgÀÄ (JA.JZï. PÀÈµÀÚAiÀÄå; gÀAUÀ¨sÀÆ«Ä
ªÀÄvÀÄÛ ¸ËAzÀAiÀÄð ¥ÀæeÉÕ: ¥ÀÄ. 14)
PÀ£ÁðlPÀzÀ C£ÉÃPÀ gÁdgÀ gÁtÂAiÀÄgÀÄ £ÁlPÁ©ü£ÀAiÀÄ ªÀiÁqÀÄwÛzÀÄÝzÀgÀ
G¯ÉèÃRUÀ½ªÉ. ZÁ®ÄPÀå dUÀzÉÃPÀªÀÄ®è£À gÁtÂAiÀÄgÁzÀ ªÀÄºÁzÉÃ«,
gÀÆ¥ÁzÉÃ«AiÀÄgÀÄ ¹ÃvÉ, gÁªÀÄgÀ ¥ÁvÀæªÀ»¹zÀÝgÀÄ JA§ ¤gÀÆ¥ÀuÉ EzÉ.
ºÉÆAiÀÄì¼À ©nÖzÉÃªÀ («µÀÄÚªÀzsÀð£À)£À ªÀÄºÁgÁtÂ ±ÁAvÀ¯É «avÀæ £ÀvÀð£ÀªÀ£ÀÄß
¥ÀæªÀvÀð£É ªÀiÁrzÀªÀ¼ÀÄ. ¸ÉÆÃªÀiÁ¯ÁzÉÃ« JA¨ÁPÉ dqÀ¨ÉÆ®èPÀ, PÀAZÀÄPÀ,
zÀÄPÀÆ®, ZÀ®ètUÀ¼À£ÀÄß zsÀj¹ ¹A©¹ PÀnÖPÉÆAqÀÄ £ÁlPÀªÁqÀ®Ä §AzÀzÀÝgÀ
ªÀtð£É¬ÄzÉ. gÁdgÀ G¥À¥ÀwßAiÀÄgÀÆ UÀtÂPÉAiÀÄgÀÆ ¥ÀjZÁjPÉAiÀÄjUÉ £ÁlPÀ,
£ÀÈvÀå, ¸ÀAVÃvÀUÀ¼À£ÀÄß PÀ°¸ÀÄªÀÅzÀÄ CªÀgÀ ²PÀët PÀæªÀÄzÀ ¨sÁUÀªÁVvÀÄÛ. (JA.JZï.
PÀÈµÀÚAiÀÄå: ¥ÀÆªÉÇÃðPÀÛ ¥ÀÄ. 15-16)
PÁè¹PÀ¯ï ¸ÀA¸ÀÌøvÀ £ÁlPÀzÀ CªÀ£ÀwAiÀÄ §½PÀ DzsÀÄ¤PÀ PÁ®zÀ ²µÀÖgÀÆ¥ÀzÀ
¥ÁæzÉÃ²PÀ gÀAUÀ¨sÀÆ«ÄUÀ¼ÀÄ zÉÃ±ÀzÀ ««zsÀ ¨sÁµÁ ¥ÀæzÉÃ±ÀUÀ¼À°è vÀ¯ÉAiÉÄvÀÄÛªÀªÀgÉV£À
£ÀqÀÄ«£À CªÀ¢üAiÀÄ°è ¨sÁgÀvÀzÀ gÀAUÀ¨sÀÆ«ÄAiÀÄ£ÀÄß fÃªÀAvÀªÁV G½¹lÖzÀÄÝ
§ºÀÄ±ÀB eÁ£À¥ÀzÀ PÀ¯ÁgÀÆ¥ÀUÀ¼ÀÄ. ZÁgÀtgÀAxÀ PÀxÀPÀgÀ ªÀÄÆ®¢AzÀ PÀxÀ£À
«zsÁ£ÀzÀ £ÁlPÀUÀ¼ÀÄ gÀÆ¥ÀÄvÀ¼É¢gÀ¨ÉÃPÀÄ. ¥ÀÄgÁtUÀ¼ÀÄ, «ÃgÀUÁxÉUÀ¼ÀÄ,
«±ÉÃµÀªÁV GvÀÛgÀ ¨sÁgÀvÀzÀ gÁdgÀ D¸ÁÜ£À, ¸ÀA¸ÁÜ£ÀUÀ¼À°è d£À¦æAiÀÄªÁUÀ®Ä
ZÁgÀtgÀÄ PÁgÀtªÁVzÀÝgÉ gÁdgÀ AiÉÆÃzsÀgÀ ¸ÁºÀ¸À VÃvÉUÀ¼À UÁAiÀÄPÀgÀÄ,
ªÀÄzÀÄªÉ ªÀÄÄAvÁzÀ ¸ÀAzÀ¨sÀðUÀ¼À°è DAiÀiÁ ªÀA±ÁªÀ½AiÀÄ PÀxÉ ºÁqÀÄwÛzÀÝ
¸ÀAVÃvÀUÁgÀgÀÄ, ºÁqÀÄ, £ÀvÀð£ÀUÀ¼À°è ¹ÛçÃAiÀÄgÀÄ ªÀÄÄRå PÉ®¸À ¤ªÀð»¸ÀÄwÛzÀÝ
£ÁZï ªÀUÀðzÀªÀgÀÄ
ªÀÄÄAvÁzÀ ««zsÀ ¸ÁªÀiÁfPÀ PÉ¼À¸ÀÛgÀzÀªÀgÀ PÁtÂPÉ
PÀ¯ÉUÀ¼À vÁ½PÉ ¨Á½PÉUÉ ¸ÀA¢zÉ. EªÀgÁgÀÆ ªÀÄÄRå ¸ÀªÀiÁdzÀ°è UËgÀªÀ,
¥ÀæwµÉ×UÀ½zÀÝªÀgÀ®è; fÃªÀ£ÀPÁÌV ªÉÃ±Áå ªÀÈwÛUÀÆ E½AiÀÄÄªÀ PÀ¯ÁªÀAvÉAiÀÄjªÀgÀÄ.
¨sÀQÛ ¥ÀAxÀUÀ¼ÀÄ ¥Áæ§®åPÉÌ §gÀÄªÀÅzÀgÉÆA¢UÉ zÉÃUÀÄ®-¸ÀAQÃtðUÀ¼ÀÄ
ºÉÃgÀ¼ÀªÁV ¨É¼ÉzÀªÀÅ. CzÀgÉÆA¢UÉÃ zÉÃªÀzÁ¹ ¥ÀzÀÞwAiÀÄÆ ªÁå¥ÀPÀªÁV
¨É¼É¬ÄvÀÄ. zÉÃªÁ®AiÀÄzÀ zsÁ«ÄðPÀ GvÀìªÁZÀgÀuÉUÀ¼À ¨sÁUÀªÁVAiÉÄÃ
¨ÉÃgÀÆjzÀ zÉÃªÀzÁ¹ ¥ÀzÀÞwAiÀÄ°è ºÉtÄÚ ªÀÄPÀÌ¼À£ÀÄß aPÀÌ ªÀAiÀÄ¹ì¤AzÀ¯ÉÃ zÉÃªÀgÀ
¸ÉÃªÉUÉ «ÄÃ¸À®Ä ElÄÖ ¸ÀAVÃvÀ, £ÀÈvÀåUÀ¼À PÀ°PÉUÉ K¥ÁðqÀÄªÀiÁqÀÄwÛzÀÝgÀÄ.
¸ÁªÀiÁfPÀªÁV F ¥ÀzÀÞw ¹éÃPÀÈvÀªÁUÀ®Ä zsÁ«ÄðPÀ £ÀA©PÉAiÀÄ eÉÆvÉUÉ
D d£ÀgÀ §qÀvÀ£ÀªÀÇ PÁgÀt«¢ÝÃvÀÄ. zÉÃªÀ¸ÁÜ£ÀzÀ §½AiÀÄ¯Éè CªÀgÀ ªÁ¸ÀPÉÌ
CªÀPÁ±À PÀ°à¹, PÀgÀgÀ»vÀ d«ÄÃ£ÀÄ ¤Ãr ¥ÉÆÃ¶¸À®Ä gÁdgÀ PÀÄªÀÄäPÀÄÌ,
¸ÀÜ½ÃAiÀÄ gÁd¥ÀÄgÀÄµÀ ªÀUÀð,
¥Á¼ÉUÁgÀgÀÄ, ²æÃªÀÄAvÀgÀÄ ªÀÄvÀÄÛ CªÀgÀ
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PÀÈ¥Á¥ÉÆÃ¶vÀgÁzÀ ¥ÀÄgÉÆÃ»vÀ ªÀUÀð EªÀgÉ®ègÀ ¸ÁéªÀÄåPÉÌ zÉÃªÀzÁ¹AiÀÄgÀÄ
M¼À¥ÀqÀ¨ÉÃQvÀÄÛ.
¨sÁgÀvÀzÀ¯ÉèÃ ²µÀÖ d£ÀgÀ ¹ÛçÃAiÀÄgÀÄ PÀqÁØAiÀÄªÁV ¥Á°¸ÀÄwÛzÀÝ ¥ÀgÀzÁ
(CªÀUÀÄAoÀ£À) ¥ÀzÀÞw wÃªÀæªÁzÀAvÉ ¹ÛçÃAiÀÄgÀÄ £ÁlPÀzÀ°è C©ü£À¬Ä¸À®Ä
¤§ðAzsÀUÀ¼ÀÄ ºÀÄnÖPÉÆAqÀªÀÅ. £Álå±Á¸ÀÛçzÀ ¤AiÀÄªÀÄPÉÌ EzÀÄ «gÀÄzÀÞªÉÃ
DVzÀÝgÀÆ ªÀÄzsÀåAiÀÄÄUÀzÀ°è EAxÀ ¤µÉÃzsÀUÀ¼ÉÃ ¥Áæ§®åPÉÌ §AzÀªÀÅ. £ÉÊwPÀvÉ,
²Ã®zÀ ¥Àæ±ÉßUÀ¼À£ÀÄß ªÀÄÄA¢lÄÖ ¹ÛçÃ¥ÁvÀæUÀ¼À£ÀÄß UÀAqÀ¸ÀgÀÄ CxÀªÁ ¨Á®PÀgÉÃ
C©ü£À¬Ä¸ÀÄªÀÅzÀÄ ¥ÀæZÁgÀPÉÌ §A¢vÀÄ. ºÀvÀÛ£ÉAiÀÄ ±ÀvÀªÀiÁ£ÀzÀ ¨sÀQÛ ¥ÀAxÀzÀ
¥ÀÄ£ÀgÀÄvÁÜ£ÀzÀ §½PÀ JgÀqÀÄ ªÀÄÆgÀÄ ±ÀvÀªÀiÁ£ÀUÀ¼À°è »ÃUÉ ¹ÛçÃAiÀÄgÀ£ÀÄß
gÀAUÀ¨sÀÆ«Ä¬ÄAzÀ ºÉÆgÀzÀÆqÀ¯Á¬ÄvÉAzÀÄ ºÉÃ¼À¯ÁUÀÄvÀÛzÉ. £ÀnAiÀÄgÀ£ÀÄß
QÃ¼ÁV PÁtÄªÀÅzÀÄ DgÀA¨sÀªÁzÀzÀÝPÉÌ zÉÃªÀzÁ¹ ¥ÀzÀÞwAiÀÄ ¥sÀ®ªÁV ºÉZÀÑ
vÉÆqÀVzÀ C£ÉÊwPÀ ªÀåªÀºÁgÀUÀ¼ÀÆ PÁgÀtªÁVgÀ¨ÉÃPÀÄ. ¨sÀQÛ¥ÀæzsÁ£À £ÀÈvÀå
£ÁlPÀUÀ¼À°è PÀÆqÀ ¨sÁUÀªÀ»¸ÀzÀAvÉ F ¹ÛçÃAiÀÄgÀ£ÀÄß ¤§ðA¢ü¸À¯Á¬ÄvÀÄ.
(JA.JZï. PÀÈµÀÚAiÀÄå: ¥ÀÄ. 19-21)
ªÀÄzsÀåAiÀÄÄUÀzÀ°è ¥Áæ§®åPÉÌ §AzÀ ¸ÀäøwPÁgÀgÀ ¤Ãw ¤AiÀÄªÀiÁªÀ½UÀ¼À
¥ÀjuÁªÀÄªÁV ªÀÄ»¼ÉAiÀÄgÀ£ÀÄß ¥ÀÄgÀÄµÀjVAvÀ PÉ¼ÀV£À ¸ÁÜ£ÀzÀ°è Ej¸À¯Á¬ÄvÀ®èzÉ
ºÉtÛ£ÀPÉÌÃ C¥À«vÀævÉAiÀÄ PÀ¼ÀAPÀªÀ£ÀÄß ºÉÆj¸À¯Á¬ÄvÀÄ. C¥À«vÀægÁzÀÝjAzÀ ¹ÛçÃAiÀÄgÀ
¥ÀæªÉÃ±ÀªÀÅ PÀ¯ÉAiÀÄ ¥Á«vÀæöåªÀ£ÀÆß PÉr¹©qÀÄªÀÅzÉ£ÀÄßªÀ ©üÃwAiÀÄÄ ¨É¼É¬ÄvÀÄ.
ªÉÃ±ÉåAiÀÄjUÉ, zÉÃªÀzÁ¹AiÀÄjUÉ, gÁd£ÀvÀðQAiÀÄjUÉ (vÀªÉÊ¥sï) PÀ¯ÉUÀ¼ÉÃ PÀÄ®ªÀÈwÛ
DVzÀÄÝzÀjAzÀ UËgÀªÀ¸ÀÜ ªÀÄ£ÉUÀ¼À ºÉAUÀ¸ÀgÀÄ F PÀ¯ÉUÀ¼À PÀ°PÉ¬ÄAzÀ PÀÄ®UÉlÄÖ
ºÉÆÃUÀÄvÁÛgÉ£ÀÄßªÀ ªÀÄAiÀiÁðzÀ¸ÀÜgÀ ©üÃwAiÀÄÆ wÃªÀæªÁ¬ÄvÀÄ. »ÃUÉ JgÀqÀÆ
jÃwUÀ½AzÀ ¥Á«vÀæöå ªÀÄvÀÄÛ £ÉÊwPÀvÉUÀ¼À ºÉ¸Àj£À°è ¹ÛçÃAiÀÄgÀÄ MmÁÖgÉAiÀiÁV
PÀ¯ÉUÀ½UÉ JgÀªÁUÀÄªÀAvÉ D¬ÄvÀÄ.
MAzÉgÀqÀÄ ±ÀvÀªÀiÁ£ÀzÀµÀÄÖ ZÀjvÉæAiÀÄÄ¼Àî DzsÀÄ¤PÀ ¨sÁgÀwÃAiÀÄ gÀAUÀ¨sÀÆ«ÄUÉ
ªÀÄ»¼ÉAiÀÄgÀ ¥ÀæªÉÃ±ÀªÁzÀzÀÄÝ E¥ÀàvÀÛ£ÉAiÀÄ ±ÀvÀªÀiÁ£ÀzÀ ªÉÆzÀ® zÀ±ÀPÀUÀ¼À®èµÉÖÃ.
DzÀgÉ EAxÀ «zÀåªÀiÁ£À ¨sÁgÀvÀPÀÌµÉÖÃ ¹Ã«ÄvÀªÉÃ£ÀÆ C®è. ¥sÁæ£ïì zÉÃ±ÀzÀ°è
PÀÆqÀ ºÀ¢£ÁgÀ£ÉAiÀÄ ±ÀvÀªÀiÁ£ÀzÀªÀgÉUÀÆ ¹ÛçÃAiÀÄjUÉ gÀAUÀzÀ ªÉÄÃ¯É §gÀ®Ä
CªÀPÁ±À«gÀ°®è. ªÀÄzsÀåPÁ°Ã£À ‘«Ä¸ÀÖj ¥ÉèÃ’ UÀ¼À°è ‘ªÀfð£ï’ ¥ÁvÀæPÉÌ ªÀiÁvÀæ
¹ÛçÃAiÀÄgÀ£ÀÄß §¼À¸ÀÄwÛzÀÄÝzÀÄ EvÀÄÛ. DzÀgÉ £ÉgÉAiÀÄ gÁµÀÖçªÁzÀ ¸ÉàÃAiÀiïß£À°è
¤dªÁzÀ
¹ÛçÃAiÀÄgÉÃ ªÀfð£ï ¥ÁvÀæ ªÀ»¹zÀgÉ D ¥ÁvÀæzÀ ¥Á«vÀæöåªÉÃ
PÀ¼ÉzÀÄºÉÆÃUÀÄªÀÅzÉAzÀÄ CzÀPÀÆÌ CªÀPÁ±À ¤ÃqÀÄwÛgÀ°®è. (dÆrvï UÉæÃªïì
«Ä®ègï : ¥sÉ«Ä¤¸ïÖ yAiÉÄÃlgï CAqï yAiÀÄj ¥ÀÄ. 246)
¦vÀÈ¥ÀæzsÁ£À ªÀåªÀ¸ÉÜAiÀÄ°è PÁ®PÁ®PÉÌ ¹ÛçÃ¸ÀA§AzsÀzÀ°è ¨É¼ÉzÀÄ§AzÀAxÀ
C£ÉÃPÀ PÀÆægÀ, »Ã£À ¥ÀjPÀ®à£ÉUÀ¼À «¸ÁÛgÀªÁzÀ §¯ÉAiÀÄ £ÀqÀÄ«¤AzÀ¯ÉÃ
¹ÛçÃAiÀÄgÀ gÀAUÀ¨sÀÆ«ÄAiÀÄ ¥ÀæªÉÃ±ÀªÁ¬ÄvÀÄ. CzÉÃ ªÀåªÀ¸ÉÜAiÀÄ CAPÉAiÉÆ¼ÀUÉ
EzÀÄÝPÉÆAqÉÃ vÀªÀÄä PÀ¯Á¸ÁzsÀ£ÉUÀÆ ±Àæ«Ä¸ÀÄªÀ C¤ªÁAiÀÄðvÉ EvÀÄÛ. EA¢UÀÆ
F ¹Üw ºÉZÉÑÃ£ÀÆ
§zÀ¯ÁV®è; D¼ÀÄªÀ ±ÀQÛUÀ¼À ¸ÀégÀÆ¥À, ¤AiÀÄAvÀæt
«zsÁ£ÀUÀ¼ÀÄ ºÉZÀÄÑ ºÉZÀÄÑ ¸ÀÆPÀëöäªÀÇ, ¸ÀAQÃtðªÀÇ DVªÉAiÀÄµÉÖ. ¥ÁæzÉÃ²PÀªÁV
¨É¼ÉzÀÄ§AzÀ ²µÀÖgÀAUÀPÀ¯ÉAiÀÄÄ zÉÃ±ÀzÀ
ªÀ¸ÁºÀvÀÄPÁ®zÀ°è vÀ£ÀßzÉÃ DzÀ
¤¢ðµÀÖ gÀÆ¥À, ®PÀëtUÀ¼ÉÆA¢UÉ ºÉÆ«Ää§A¢zÀÄÝ CzÀ£ÀÄß ¸ÁA¥ÀæzÁ¬ÄPÀ
‘ªÀÈwÛgÀAUÀ¨sÀÆ«Ä’ JAzÀÄ UÀÄgÀÄw¸ÀÄªÀÅzÀÄ gÀÆrüAiÀÄ°èzÉ. 1950gÀ zÀ±ÀPÀ¢AzÀ
ªÀÄÄAzÉ zÉÃ±ÀzÀ°è PÁtÂ¹PÉÆAqÀ DzsÀÄ¤PÀ gÀAUÀ¨sÀÆ«Ä ‘ºÀªÁå¹ gÀAUÀ¨sÀÆ«Ä’
JAzÀÄ CAQvÀUÉÆArgÀÄvÀÛzÉ.
- ªÀÄÄAzÀÄªÀgÉAiÀÄÄªÀÅzÀÄ
10
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Chintalapalli Venkata Rao
From “Murali Vani”, Sri B V K Sastry Felicitation Volume

As the illustrious ruler of a model State, the late Krishnaraja
Wodeyar IV of Mysore was a great patron of the arts. His tastes
were judicious and catholic. Though fond of Karnatak music, he
had equal appreciation for Hindustani music. He was not averse
to Western music either.
And it was before this connoisseur of music that Chintalapalli
Venkata Rao made an enduring impact one evening. In fact,
Venkata Rao’s concert that day was a revelation to many of
the rasikas and vidwans assembled at the court. Especially
his exposition of Todi and the celebrated kriti of Tyagaraja,
“Endukudayaradura”, perfectly set off the challenging mood of
the composition. The exposition of the raga was virile and fullblooded and had no subtle frills. While improvising the passage
of “jagela” in the kriti, Venkata Rao’s well-modulated voice left
a profound impact. The same dynamism was also apparent in
another kriti of Tyagaraja, “Evarura”, in Mohanam, reflecting a
similar mood of challenge and despondence.
Not content with the first recital, the Maharaja had another
scheduled for the following evening, and enjoyed the music of
Venkata Rao for an equal duration, conferring on him the title of
“Sangitaratna”. In fact, following these recitals, the Maharaja,
it is said, sought to know where this “jewel” had been hiding all
these years. His officers and vidwans could provide no immediate
answer. And the “jewel” itself has another story to tell.
New pastures
In his early days, when Venkata Rao was carving for himself
a niche in the musical world, he longed to try his luck at the
Mysore Durbar, like so many up-and-coming musicians of the
day. Accordingly, he made the long journey to Mysore and
awaited his opportunity. But he was no match for the perfumed
politics of the Princely Court and had indefinitely to cool his
heels. That was enough for the spirited young man. After waiting
for a reasonable period, he returned home, in a huff, and swore
that he would never visit Mysore again! He then set his sight on
new pastures-in the Rayalaseema, coastal Andhra, Hyderabad
and even up north, being pre-eminently successful as a concert
artiste. He decided to return to Mysore only after a special
messenger, sent at the instance of Muthiah Bhagavathar, told
him that he had been invited to perform before the Maharaja.
Some of the incidents and personalities connected with his
career, as recalled by Chintalapalli, are so remote that they have
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almost passed into history. Yet Venkata Rao, even in the evening
of his life (he is rising 92), seems to have retained his old fire.
In fact his very looks--the ebony complexioned tall figure with
a slight stoop and the lush white moustache for contrast and
the deep voice--seem to proclaim more of an old warrior than a
musician.
Chintalapalli Venkata Rao hails from a family of musicians
whose roots go deep to the heyday of Vijayanagar: there are
records at least to prove that these were strong during the
times of the Bahamani Sultans. Thus music is in his blood.
Born and brought up in such a congenial musical atmosphere,
it is no wonder that Venkata Rao distinguished himself, like
some of his illustrious ancestors. His formative years were
spent at home under the direction of Pakka Hanumanthachar
of Penukonda. He also served a period of apprenticeship with
Hangal Chidambarayya.
Chintalapalli, in more than one way, belongs to the
sishyaparampara of Tyagaraja. Chidambarayya was a disciple
of Mysore Sadasiva Rao, the famous composer who in turn
studied under Walajapet Venkataramana Bhagavathar, the
direct disciple of Tyagaraja. Apart from this, Venkata Rao also
served under Neyakkarpatti Sesha Iyer, who was the son of
Neyakkarpatti Subba Iyer, a disciple of Tyagaraja.
“I was in my later teens” said Venkata Rao, recalling how
he came into Sesha Iyer’s orbit. “Some of us, his pupils, lived in
a room in Chayamma Temple, at Hindupur. Early one day, we
were practising a pallavi - Dorakuna dora nedu nee samukhamu’
- in Todi. Each of us was improvising it as best as we could.
But, at one stage, there arose a dispute about the aptness of
some prayoga. And in the verbal exchanges that followed, even
though my stand was correct, I was all but overwhelmed by the
aggressive attitude of the others.
“The matter seemed on the point of erupting into violence,
when suddenly the door flew open and an elderly gentleman
entered the room. His stare itself was such that it froze us into
silence. And when he asked us to sing the pallavi, one by one,
we obeyed without demur. After listening to each one of us, he
looked at me and bade me follow him out. There he said: ‘Son,
I overheard your exchanges and could see that your stand was
right. But I did not want to take sides. Now, I have reassured
myself and advise you strictly to follow the sampradaya in the
face of all odds. If you want my help at any time, you may come
to me.”
And Venkata Rao, for his part, did not hesitate to seek Sesha
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Iyer’s guidance, spending a most rewarding time with him.
“There is no point in discussing the subject,” said Venkata
Rao, emphatically, when I questioned him about the tone and
texture of the music prevailing in his heyday. “Especially when
it is beyond the comprehension of the present generation, whose
ears are attuned to a more mellow form of music. My sruti, for
instance, was white four (F); also, the music concerts of those
days were not packed with som many kritis. Just a couple of
kritis were rendered, more in the nature of warming up the
musician and the atmosphere. The accent was more on the raga
its detailed exposition set off by manodharma. The tanam and
the pallavi would be equally expansive, with the attention of
the musician concentrated on the pallavi, where he brought into
full play his skill, his mastery of technique, his sensitivity to the
bhava and rasa of the music. He virtually revelled in these, and
the audience, too, was highly responsive to such artistic aspects
of music. I could happily indulge in pallavis with sixteen kalas
to a bar.
Lost vitality
“Such music, I am afraid, will be incongruous in the current
context. I do not blame anyone for this, because people at any
time cultivate and develop an art according to their capacity. I
need not be misunderstood if I go so far as to say that the young
man of today is not as strong and as virile as the young man of
my times. Consequently, he has to develop the art more in tune
with his temperament and energy. Naturally, therefore, his music
is more mellow-in fact, I should not look for that vitality in his
art which prevailed in my day. For, even if he wants to infuse it,
where is the lung power and energy to control the breath?
“These diluting influences apart, I must say that I miss
another important aspect of the art: bhava. It was in those
days given as much attention as technique. And my gurus were
noted for the clear enunciation of the word and for making it
meaningful, imbuing it with the rasabhava of the raga. ‘Our
music should evoke the sentiments and feelings inherent in the
kriti even in the lay listener, otherwise that music is purposeless,’
they used to say.”
Though Chintalapalli speaks about present-day music,
particularly the low sruti and the more mechanical way of
singing, with obvious disapproval, he does not complain. “I find
the musician today tobe more clever and better informed than
was the case in our days. But this has not helped the growth of
any real art. “he points out.
-Published in Illustrated Weekly of India, 1966
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Interaction with founder, Hamsakutiram,
Dr Geetha Bhat – Centre for Music Education,
Psychology and Research
Aparna Shivapura in conversation with Dr Geetha Bhat.

Dr Geetha R.
Bhat, is a musician,
psychologist,
Music
Therapist,
Writer, Researcher
and
Connoisseur,
working tirelessly for
the cause of Children
with special needs
and Persons with
disabilities
using
Carnatic
Classic
Music.
It is an Institution set up to build awareness and promotion
of fine arts towards holistic health and enriching the society
especially amongst the youth. The cause demonstrates the
significance and advantages of classical music and its therapeutic
effects on various types of disorders.
Dr Geetha says, “the challenge is greater during Covid19
times because the movement of the afflicted children and their
families is restricted. Most of our initiatives involves a face-face
or 1-1 interaction, wherein I intervene with music to ensure
they are calm and relaxed. In addition, there are many children
and families below poverty line who cannot afford a computer
to access the online classes. There are multi-dimensional
challenges, and we have to innovate solutions on-the-go.”
She has initiated a virtual program called ‘Karuna’, wherein
she performs different concepts and healing ragas for the family
and the afflicted children, strictly maintaining the privacy
of institutions and NGOs she is closely associated with. This
ensures there is something in store for the family to bond and
watch together, also creating a platform for learning for the
children.
She has also been leading the path in the Covid-times by
providing learning material, presentations, teaching and
visual aids on various life-skills, so they can be used to their
advantage. This is a segment of individuals and families who
are far more stressed, challenged and require assistance at every
stage. Carnatic Classical Music plays a phenomenal role in aiding
healing here.
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She continues to adapt relaxation techniques through music to
the individual’s needs, and works through progressive succession,
with her special needs students, and their families. Using music,
she tries to build deep and intensive coping mechanisms. There
is a blend of Classical Music, Yoga, Meditation, Comedy and
Conversations which delivers the ‘internal medicine’ for these
children.
In addition, she also has to empower the family and the
entire ecosystem surrounding the client to ensure, there is
no disturbance and the healing is effective. Most often, it is a
harsh reality that the fathers abandon the family and the child
is left with the mother. The mother goes through tremendous
pressures especially dealing with children in the age of 12 – 24.
She is designing exclusive programs for such mothers, as coping
strategies.
Music Therapy uses all elements of music like rhythm, raga,
and patterns to induce relaxation and calmness in the individual.
She says, “Indian Classical music with its complex structure of
the sapthaswaras, form, shruthi, laya, raga, thala and with the
fragrance of the ragas pervading through emotions or rasas can
do wonders with not only us but also children and individuals
with special needs. Each of these elements can be broken into
their own individual patterns and frameworks within the
massive construction of Classical music to derive a positive
outcome. The combination of rasas with a true understanding
of a raga’s unique melodic patterning is the process through
which music really becomes a method of transformation.” The
sessions also drive initiatives in developing concentration, focus
and enhancing attention span in them. With dedicated and
rigorous practice sessions included, this can definitely calm the
continuously and aggressively disturbed mind, especially of
younger children.
The Hamsakutira Foundation is doing yeoman’s service
in this regard and requires worldwide support to sustain this
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initiative. They use Music Therapy to address the psychological
and emotional needs of the children. “Music therapy is based
on the understanding that the ability to respond to music is
an inborn quality in all human beings. This ability usually
remains unimpaired by impairments, injury or illness and is
not dependent on musical training. In music therapy we work to
achieve therapeutic aims by developing a musical relationship
where emotions and thoughts can be expressed,” Dr Geetha says
in Hamsakutira.
For more details on the initiatives, please visit
http://www.hamsakutira.in/
There is not enough time, resources and methodologies to
expediate this great humanitarian effort. There is far more
support and backing required for this to be successful. More
musicians need to come forward and teach the children with
special needs. They need more music classes, more music
sessions and healing. One music session, one music teacher and
one raga will NOT suffice. The entire music fraternity needs to
come forward to support Children with special needs and the
disadvantaged, for whom, a few minutes of support ‘musically’
will make a valuable difference.
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Beyond the stage
Guru. Dr. Lalitha Srinivasan
-Shilpa Nanjappa

As artistes we often question ourselves on the purpose of our
art. Why we pursue it; what it means to us; are we bound by it or
does it free us; when are we deemed successful; who defines our
success; etc. Most dancers base their artistry on stage performances
and seldom get their hands into allied fields of art, let alone fields
not related to art. Could it be the sense of familiar comfort that
the stage gives a performer? Or a jampacked schedule that leaves
a performer with hardly any time to pursue much else? Or the
daunting task of opening a few books and reading theoretical
aspects? Of late, it has been a refreshing change to see more and
more dancers looking towards the path of research and study to
broaden their understanding of the artform, which brings in
more intellectual dimensions to practical presentations as well.
Kalasinchana brings you this series to throw light upon the works
of various artistes, who looked beyond the stage and chose to tread
a scholarly path, with the hope to inspire more artistes to follow
suit. We are extremely thrilled to start this series with a pioneering
artiste in more ways than one- Guru. Dr. Lalitha Srinivasan.
At a time when there was no
internet, mobile phones or any
other gadgetry that eases our lives
today, Dr. Lalitha Srinivasan took
on herculean task of connecting
the history of Karnataka with
the origins of Bharathanatyam.
It takes just a couple of minutes
while interacting with her to
understand
how
passionate
she is about Karnataka, its
people, Bharathanatyam, her roots and her undying thirst for
knowledge. ‘Huchchu’ she says.. “Its my madness. . . I can’t
stop. It keeps me going and I keep unearthing more and more
everyday!” One of the senior most dance Gurus of the state, Dr.
Lalitha has meticulously trained scores of talents over decades at
her NUPURA School of Bharthanatyam, with the most amazing
outcome being, quite a few of them choosing to pursue research
as well. Her humility and perseverance are truly inspirational.
It’s truly an honour to showcase how she went about this fruitful
journey, in her own words.
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My choice of topic,
wasn’t really chosen…
I did not pursue an
academic learning for my
Doctorate. It is an honorary
one. I did my research work
over 30 years ago- a time
when it was relatively new
to pursue academic research
in dance. I worked on
reconstructing the Suladhi
Prabhanda, compositions
peculiar to Karnataka,
which were prevalent between 14th to 17th century AD. I did
not pursue this by choice. I was instructed to take it up, as
it existed in the cultural mode of dancing throughout South
India even before the advent of the Tanjore Quartet. Since it
was common knowledge that the Quartet was responsible for
stylizing Bharathanatyam into the format we see even today,
I was intrigued to see that Karnataka’s history held keys to
stylized dancing much before that. This piqued my interest to
find those connections.
I based my work of reconstruction on the text ‘Sangeetha
Darpana’ of Damodara Panditha who wrote in 1620. Suladies
come to us from the days of the Natya Shastra. The salaga
suda prabhanda mentioned by Bharatha Muni changed into
Suladhi Desi style of dancing based on the Saptha talas
of the Alankaras of Carnatic music. Initially, hundreds of
Dasavarenyas who lived during that period danced to the
rhythm with their eka thari thamboora, castronauts (chitike or
wooden symbals with bells attached) with devotional fervor.
But it entered the classical
repertoire because of the
stylization, tempo variation
and rhythmic precision. The
Desi Utpluthi Karanas and
Brahmaries were mentioned
in these compositions. Hand
movements also created a
rare and special vocabulary
of their own. I had to
study the Natya Shastra,
Sangeetha
Darpana,
Sangeetha
Ratnakara,
18
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Nrityadhaya, Lasya Ranjana, etc to deduce the movements.
Based on textual evidence, I reconstructed the movements and
arrived at aesthetic charies, bhramaries, lasyanga and kalasa,
the technical details included in the dance format. I still have
to clarify some of them which I could not understand 30 years
ago and I continue to realise them as I journey along to refine
the Suladi Prabandha.
It is interesting to note that these suladies are still sung
and danced in the harikatha format in several rural villages
of Karnataka even to this day, but the performers don’t
necessarily know what those rhythm patterns are intended
for or what deeper meanings these compositions hold. Only
the classical dance format truly brings to life the intentions of
these compositions.
Turns and tempos that made my journey what it is
today….
Having received the
Fellowship
awarded
by
Human
Resources
Department in 1986, I
furthered my study to
reconstruct
the
Suladi
Prabandha of Purandaradasa
in Raga Naata, set to Suladi
Sapta talas. I was certainly
not aware of the Suladi
Prabhanda till Late Sri B
V K Shastry informed me
about this particular piece
of classical music from the
great glorious Vijayanagar
period, which was the
contribution of Haridasa to
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Carnatic music and later dance. I was helped by a Sanskrit
teacher to make necessary notes and I put my students through
the rigorous training of the Shudda Paddathi, which I named
Sulalitha Nritya. I was also helped by Mahamahopadyaya Dr
R. Satyanarayana in theoretical aspects and Dr. Shachi Devi
and Smt. Sharada with singing the Suladi Prabhanda.
What it means to me and the whole dance fraternity
now…
Though I did not realize it then, now as I go through
the music and dance of Suladi, my feeling of amazement
increases. It is not only a song or dance; it is the very core of
Karnataka’s people- their sentiments, language, culture, the
prevalent Vaishnava Bhakti during Haridasa times and so
much more. I am indeed blessed to have taken it up to realize,
compose and propagate what belongs to our land. I believe I
did it in a very small way. More people should take up these
compositions which are profuse, running into thousands of
songs. It portrays the identity of Karnataka. It needs to be
propagated in order to throw more light on the dance history
of Karnataka. Only then can historical events about the
origin of Bharathanatyam itself be truly accredited.
A Suladi can replace a Varna in a Bharathanatyam
performance, as we find suladies like Kshetra Suladi, Alankara
suladi, Shringara Youkta suladi, Vatsalyayoukta suladi: with
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moral, social, ethical norms and themes. I insist on the fact
that there are rare repertoires in Karnataka apart from
what we have borrowed from Tamilnadu. If dancers have the
patience and interest to pursue it, they will indeed unearth
a grand legacy of Karnataka’s dance tradition. Actually,
most of the south Indian dance forms took root during the
great Vijayanagar period between 14th and 17th century.
Unfortunately, due to the onslaught of Muslim invasion and
the later British rule, we have lost so much. If dancers of
Karnataka work towards this goal they will be richly rewarded
and we can collectively feel proud of our state’s grand legacy.
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Reminiscing about legends
Guru Sri Tarun Kumar Singh
Srividya Angara Sinha in conversation with Manipuri
Guru Sri N Tiken Singh

Graceful, delicate and lyrical,
the Manipuri dance form is one of
the most fascinating dance styles of
India. The fluid movements of the
classical dance form, the raasleela
and the pure muscle and rhythm of
the Pung Cholom are truly a treat
to the eyes. Ananya Kalasinchana
takes delight in interviewing Guru
Sri N Tiken Singh of the Manipuri
classical dance form as he walks
down memory lane reminiscing
about his guru, Sangeet Natak Academy awardee Guru Sri Tarun
Kumar Singh.
Guru N Tiken Singh, son of Padmasri and SNA awardee Guru
N Ibemni, started out as a child artiste and traditional performer,
and musician. His illustrious career spans over fifty years as a
dance guru, researcher, scholar, and music director. A recipient
of the Manipur State Akademi Award for Manipuri dance, Sri
Tiken Singh has directed, and consulted on many national and
international dance and music projects. Ananya Kalasinchana
thanks SNA Yuva Puraskaar Awardee Sri Basu Sinam Singh, a
student of Guru Tiken Singh for his support and collaboration in
facilitating this conversation
Before we embark on the interview, could you tell us a
few words about the Manipuri classical dance style? What
are its origins, what is its musicality, what books and
stories does it draw from?
The Manipuri classical dance form was established by some
gurus. We’ve two religions in Manipur, one is pre-Hindu or
the Maitei religion, and one is post-Hindu. Most elements of
Manipuri have been carried from the Pre-Hindu art forms. In
Manipur, there is a community theatre art form, which we call
Lai-Haraoba. The classical dance as well as the Lai-Haraoba
festival belong to the Maitei people, as they’re the predominant
community in Manipur. Literature, philosophy, dance, music,
ritual, rites and martial arts etc are all part of the Lai-Haraoba,
a festival that spans from as less as three days to a month or
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more.
When the people of the valley embraced the Hindu religion,
they came to be known as Manipuri Gaudiya Vaishnav. They
followed the teachings of Gauranga Mahaprabhu of Bengal.
In the second half of the 18th century, King Bhagyachandra
adopted the doctrine of Gauranga Mahaprabhu but to his
greatness, he chose to amalgamate the old culture of Manipur
with the newly adopted philosophy of Gaudiya Vaishnavism. He
started the raas-leela, took the stories from the ancient Hindu
texts like Srimad Bhagavata purana, and designed the music
and dance elements newly.
South-east Asia and Manipuri culture in fact are quite
connected, for example with countries like Myanmar,
Phillippines, Thailand etc. So the cultural foundation was
very strong before the advent of Hinduism. This is the reason
the aesthetic value of Manipuri is still alive though the religion
changed. Which is also why the Manipuri dance is different
from the other Hindu art forms of country. The philosophy is
the same but the presentation is radically different.
As a student, when did you first start learning Manipuri,
sir?
Me? So, my mother was a folksinger. The whole family was
in fact artistic. My elder sisters are folk dancers. From my
childhood, I accompanied them as drummer, singer, sometimes
I played an instrument like flute. When the Lai Haraoba festival
came, our house used to get converted to a school. Youngsters
used to come to our house to learn dance from my sisters. My
mother N Ibemni is a Padmasri and SNA awardee. She was also
a choir singer during the reign of the last king Bodhachandra,
then she became a balladeer or story-teller. So, the influence was
really present from that time onwards.
I belonged to a poor family, so I had to go out to earn money.
After some time, I joined the Jawaharlal Nehru Manipuri Dance
Academy for a Diploma course, and it was during this time that
I met Guru Tarun Kumar. In the dance academy, we mainly
learnt the Raas leela, along with classical dance and even tribal
dance forms. But unfortunately, the classical item was only
one class comprising two compositions. Even now, there is no
methodology of learning solo dance separately. The emphasis is
more on Raasleela.
Gurus Shri Maisnam Amubi Singh, he was the pioneer of
this classical solo dance. He had many students like my Guru
Shri Tarun Kumar, Th Babu, Y Mahavir, L. Thambalngoubi,
Tondon Devi, Devjani Chaliha, Guru RK Singhajit Singh
etc. Guru Tarun Kumar had a very special characteristic, as
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he developed the training methodology for Manipuri dance.
He also wrote two books “First steps of Manipuri dance” and
“Nritta Rasika”. He discussed about Manipuri in the pravesika,
he developed a special set of exercises and a dancer who could
master these would be capable of learning the dance in a short
amount of time.
Some disciples of Tarun Kumarji are working in
Shantiniketan, one of whom is a professor and one an associate
professor. They currently use his methodology to train students.
So you met your Guru at the academy. How was he like?
Yes, we met at the dance academy. 1976 was when I joined.
My guru was very reticent. Spoke very less. He introduced two
dance pieces, one is easier, one is slightly tougher. The difficult
one, no one wanted to learn that. But I wanted to learn it.
Whether I’m able or not, I
didn’t care, I wanted to dance
that piece. He said I was
walking the arduous path,
because that piece wasn’t
really about performance.
It was quite philosophical.
Somehow, I learnt it.
Then with my colleagues,
we founded the Progressive
Artists Laboratory, and
requested Guruji to accept
the role of President of this
organization. We started
working from 1977 onwards
with Guruji and within one or
two years, many young girls and boys came to our organization
to get trained. But we didn’t have a place of our own, we had to
take it for hire. Slowly, we established a complex. Guruji’s view
was to help us go further in a practical manner. He was very
experienced, and his thought-processes guided us a lot.
I wanted to be a music director during that time, because
my mother was a musician. I loved to compose music for dance.
Though I joined the academy to learn dance practically, I’d sit
down to play music to suit the dancer. My role changed to a
music director.
Please tell us more about your guru.
Never were we told that what we were doing was good. When
we also gained some experience and started training other
students, some of them showed promise. One such student of
ours, Raseshwori was a good dancer and we wanted guruji to see

24

PÀ¯Á¹AZÀ£À dÄ®ÉÊ 2020

this dancer’s work. Once the dance
ended, Guruji just got up and left,
like he always did. She was very
hurt and started crying. Later
when I visited him, I asked him
quietly if he thought the student
was good and that she was hurt
because nothing was said.
Guruji remained quiet. After
a while, he said “The moment
you say ‘good’ to a student, you’re
ending his or her growth as an
artist. If you have even a little
affection towards your student
and want to see them go far,
NEVER say ‘good job’ to them. You are not saying anything
negative, no? You’re just staying quiet”.
Guruji then told me, “You at least want to become a music
director, no? Then listen. Taal is the life of music, understand the
concept of rhythm. Don’t fall into the swirls of sur and raag, get
an iron grip on taal! Taal and literature are interlinked. It is only
when there is rhythm in poetry that the meaning registers in the
reader’s mind!” I was young then, I didn’t quite understand his
words, but as my age and experience grew, I understood what he
said. It reverberates in my ears till date!
My guruji was 27 when he became a dancer, before that he
was a percussionist. Because he had lost all his flexibility while
playing the drum in Manipuri, he developed his own exercises
that can help bring about a dancer’s grace. He believed that
every dancer must be equally strong on both the left and right
sides and these set of exercises that he had devised supported
that learning curve. The younger generation of dancers liked
this very much. From a traditional point of view, women weren’t
allowed to show their feet. But guruji laid stress on the Manipuri
footwork for women, what you see today was his effort.
There might have been many instances with your Guru
that shaped your ideas and your personality for life, could
you please share a few with us?
There is one beautiful instance that I can recall. The Manipuri
new year Cheiraoba, that comes during February- March. On
this day, we bow down to our parents, gurus and elders. One
such Cheiraoba day, I took all my students and went to his place
with a simple offering of a new dhoti. We presented it to him
along with our pranaams. “What is this?”, he asked. When I told
him the reason, he said “I’ve never said that I am a guru. I’m
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no guru.” Saying this, he fell silent
and went back into the house. He
brought out a photo of his guru
Amubi. He placed the photo in
front of us and started crying.
“Till now, I’ve never announced
the fact that I’m such and such a
person’s student. The Guru is to be
enshrined in the heart, then you
will go forward in life. If you wish
to use your guru’s name to further
your career, that’s not good.” This
he told me wagging his finger at
me, I remember vividly.
In Manipuri choreographies
like Yeh Sakhi Mohna, the
music of which was set by Sri
Tarun Kumar. It is evident that he was adept in both dance
and music. Is that the way the dance form is passed on as
well? With a compulsory training in music?
Before the advent of Vaishnav dharma, the Sanskrit chantings
and mantras were done by Bengali mahajans. The sankeertan
tradition that we use in Manipur have also come from West
Bengal. So people also enjoyed the language’s nuances though
it was from another state. People did what they liked without
getting into territorial issues. This Yeh Sakhi Mohna is by Sri
Rai Vasant. My guruji was an expert at Bengali. He heard this
from Rai Vasant ji and then took it to his own guruji. In his own
Guru’s name, he presented the choreography.
About training in music along with dance, well, this
organization dreams of doing it and has achieved that objective
to an extent. Usually, the focus is more on dance at most places.
But in Guruji’s school, if you couldn’t pick a song up with
rhythm, then you aren’t taught the dance. It needn’t be sung
as per the correct notes, but the rhythm has to be intact. The
misfortune is that in the classical solo dance tradition, after
the older gurus have passed on, the institutions are thinning
down. General classes are held on raas, lai haraoba etc but not
on classical dance.
There is some musical knowledge that I’ve, hence I try to
pass it down through our organization. Even literature, there
is focus in terms of trying to teach the meaning. As such, that
which you cannot say in word, but can present through dance
and music is kala. Art is the deepest thought that occurs in a
person, and the entity that inspires it is literature. According
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to my guru ji’s training, this is the path that must be followed.
The tricky part of learning Manipuri is that mudras etc are
not part of the Manipuri pedagogy. It is expression through the
entire body. You’ve to push the energy to the very extremity.
That is why it is a little difficult to pick up.
The vision your guru Sri Tarun Kumar had for Manipuri,
do you think it is coming about today, happening today?
We do have a long way to go. The efforts are on always, and
the journey promises to be fulfilling!
This reminds me of an incident though. Many years ago, we
were given an opportunity to perform at a VIP program. There
were a variety of pieces as part of that evening’s repertoire –
martial arts, Pung Cholom, raas, there was a variety. Guruji
asked us “Which program is this?” We gave the details and
slowly we kept getting into one rehearsal after another, one piece
after another. We didn’t practice the classical dance per se. We
kept rehearsing these pieces only. Guruji said “What are you
doing? Why are you wasting your time? Practice the classical,
and you’ll understand the precious core of the classical form!
Your country’s unity is in this form! Small regional movement
forms cannot be termed classical. For something to be called
that, it needs to have a characteristic that can reach out to the
entire nation. It needs to have all the aesthetics. When thought is
subjected to intense focus, it becomes ‘shastreeya’. And classical
art forms belong to that realm. We all turn to the shastras for
guidance. If you see Kuchipudi and like something, take it but
mould it to the Manipuri aesthetic! If you’re a classical dancer,

27

PÀ¯Á¹AZÀ£À dÄ®ÉÊ 2020

till you die, you’ll remain one!”
What words of wisdom as learnt from your guru and as
a guru yourself, would you like to pass on to the current
generation of Manipuri dancers?
As I said, Guru is to be enshrined within the heart. This
person Tiken Singh (referring to himself), this is no guru. There
is Eashwar inside of me. Everyone is associated with that spark
of the Eternal.
You’re teaching, but while teaching you are also learning,
aren’t you? Learning constantly on how best to transfer the
knowledge to the person in front of you? Therefore, an aspect
of the guru must be attributed to that person as well. Such were
the words of my guru.
My job is to take the knowledge and words of my guru
forward. What I understand, I teach. Those who want to learn
more, I take some time to search within myself and answer
their queries. My work is to invite people who are far more
knowledgeable than I am or we are, in order to learn more,
understand more and in that process take the vision of my guru
forward.

*****
Online sale of “Ananya Nritya Sangeetha” CDs

We are pleased to collaborate with Shaale
to offer all volumes of “Ananya Nritya
Sangeetha” online for convenience of the
classical dance fraternity, worldwide. These
volumes can be accessed on the Shaale
Abhyas for Indian Dance app with either
a monthly or yearly subscription. Funds
acquired through this initiative shall be
utilised for “Ananya Arogyadharanidhi” –
an artistes’ welfare fund. Kindly subscribe
at abhyas.shaale.com Or Download the
app on your mobiles'Android' - bit.ly/indiandanceandroid;
'iOS' - bit.ly/indiandanceios
For those who wish to donate, the
bank details are : Beneficiary name:
Ananya Arogyadharanidhi; A/c no.:
0552000100011301;
Karnataka
Bank
Limited; Malleshwaram branch; Bangalore
-3 ; IFSC: KARB0000055. Donations to
ANANYA
are exempted under Sec.80G
of £À dÄ®ÉÊ 2020
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CONVICTION IN TIMES OF CRISIS (Part 2)
Stability

- Janani Murali

An artiste's financial health has been much discussed over
the last few months in view of the Covid crisis. What has come
to the fore more than ever before is the fact that this is a topic
that has been brushed aside a bit too much for our own good.
One of the reasons for this discomfort of discussing it has been
a misinterpretation of the 'art and money' equation to mean:
'Art and money are not mutually navigable aspects. The worth
of an artiste cannot be measured by money.' What might have
helped us would have been this interpretation of the 'art and
money' equation: 'The worth of an artiste is beyond the wealth
they possess. Their creative spark, pursuit, time and energy
cannot be undervalued against a paltry fee.' The narrative
that artistes must not seek money at the risk of being labelled
'business-minded' has done us no good. How do we then tackle
this situation that we find ourselves in now? Not just a plain
matter of paucity of funds but a mind-set as well that needs an
overhaul perhaps?
In the previous issue, we spoke at length of the digital deluge
and the necessary pause that might be essential to look at WHAT
we create, WHY we create and HOW we share it. This is for those
artistes taking their performances and interactive sessions to
the digital platform to fill the gap in live performances that this
pandemic has brought on. For those who were already digitally
connected, the transition has been easier. For those who weren't
aware but still had access to a digital platform to perform or
teach, the transition has been challenging but beneficial as a
stop-gap arrangement. Those with the technical expertise are
beginning to reach out to those who could benefit from it- these
are heart-warming moments of each person lending a helping
hand to another. This does not however mean that a hop onto
the digital platform has eased out the pockets. Finding and
maintaining financial stability remains a challenge. "Conducting
events online, managing back end and technology for live
streams, multi-media and editing and being open to new ideas
even if it is not directly related to the arts' is the need of the hour
feel Keerthi Kumar and Roopa Krishnamurthy, performers and
event curators. "It is difficult and we will corrode our savings
in the process but it will take some reinvention on our part to
create new revenue models. This will probably be a true test of
our creativity and our willingness to learn and adapt." they say.
While a few artistes have known all along the importance of
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saving, investment and being prepared for the proverbial rainy
day, several others have been living off earnings by the moment.
So is it too late to begin saving now that the rainy days are here
and we are not headed out for a while anywhere? For those who
find themselves in the 'senior' age group, is a solution to savings
possible at all? Shreya Nagarajan Singh, arts consultant, who
has been organising online sessions to help artistes plan out
their finances opines that it is for both the young and old to
think smartly about their investments. Yes, the older artistes
may have lesser years of investing in front of them compared to
the younger generation, but that does not make it less important
or not possible. Retirement is inevitable and planning for it is
important, she thinks.
We asked a senior financial advisor to list out what we could
do in the immediate short term. "In the short term, if classes are
going digital, get fees for the next 3 to 6 months. This can give
you some immediate cash flow and reduce tension. If you have
taken a hall on rent for taking classes, negotiate with landlord
for a waiver of rent or reduction of rent for 3 months. Also seek
time for payment of rent. One may even consider giving up
the space to avoid recurring cost. With Working-From-Home
becoming popular, commercial space rentals are likely to come
down. If the hall you have taken is centrally located, try to renegotiate lower rentals. All EMI and Credit card payments can
be deferred by 3 months under Government Covid guidelines.
Interest for delayed payment is leviable but one can at least
avoid immediate cash outflow. Ruthlessly cut any expenditure
not required now. One can even get books for children from
their senior batch. Teach children the value of money. But don’t
panic. This mess will pass."
Yet another section of the art fraternity reels under financial
strain much worse. With absolutely no access to the virtual
world and completely dependent on live performances or live
teaching sessions, unfortunate stories of traditional artistes
taking their life, going into unimaginable debt and worse are
surfacing. What we need in this case is an immediate emergency
response to their loss of livelihood. Reaching out to artistes in
crowdfunded initiatives has been one way of dealing with the
situation and those spear heading these initiatives know well
that the momentum must be kept high to continue supporting
these artistes through this year. With the art fraternity coming
together to lend a helping hand, one hopes that the public at large
also recognises this need. And so apart from donating towards
funding initiatives, sensitising the public towards the plight of
these artistes is an effort that every digitally connected artiste
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could take on- educate those who may not know, influence those
who follow you, motivate those who are looking to help but don't
know how or where... this would be our gesture of gratitude to
the innumerable ways in which traditional artistes contribute
to the arts and in turn nourish our creative pursuits. If you are
in contact with a traditional artiste, find and provide avenues to
supplement their income- learn a language or skill from them,
document their work and enable paid viewership, be a channel to
enable their children's education dreams - scout for scholarships
that they could apply for, connect patrons and universities who
could help, tell their stories- it is not just the plight that must be
portrayed but the immense intangible value that they carry on
their shoulders that the world must see.
The solution does not end here. What we need is a long-term
financial solution for every artiste. Basic financial planning is a
given, but surprisingly one finds that many remain unaware or
worse, are unable to save from the meagre income. This brings
us back to the unfortunate truth that the arts are undervalued
and artistes underpaid. It is time to invest our collective energies
to push for a change of mind-set towards the arts. How will we
do it?
					
To be continued...

A quick guide to Basic Financial planning
-If you have not planned any long term savings plan, it is time to
start. Even a small amount every month is a good start.
-Work out your basic expenses for a month. Rent, children’s education, medicines, food and basic clothing are essentials. Jot down on
a piece of paper how much you need for these per month. Immediate
task is to build a nest which takes care of at least one year cover of
these expenses.
-Please do not play in the stock market if you do not know the wild
fluctuations one may encounter there.
-Create some fixed deposits in a bank (please stay with bigger banks),
then invest through mutual funds. Take the advice of a good banker
or expert.
-Savings is not what is left after your expenses. Set aside the targeted
amount of savings and manage with what is left.
-Insurance cover is an absolute must. Premiums on life insurance
are lower if taken at an early age. Medical expenses can be very high.
Without a Hospitalization and Accident cover policy, it can eat into
your precious savings. Education expenses of children also can be
very high. Please plan for it. Take an endowment policy which can
give you a sizable amount after may be 10 or 15 years when they may
be going for higher education.
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Mental Health Well Being in
Classical Dance – An Inquiry
- Ramaa Venugopalan

A recent article in a world dance magazine addressed the
mental health of dancers in ballet companies. The counsellor
revealed key points that hinder the mental well-being of
dancers through their training years. The article had a deep
impact on me, and I could not resist from a similar inquiry
into the world of Indian classical dance.
Are we classical dancers living in a mental sphere of
happiness or anxiety? What are the factors that make up this
health index? Are we assessing our mental and emotional wellbeing? Most importantly, are we dancers truly happy?
Warped in layers of perceived notions of divinity,
adherence, non-questionable notions, unspoken rules, dancers
are so caught in multiple layers of agony that an inquiry into
the mental well-being has been rarely assessed.
A glance into the eco-system that defines the sphere of the
classical dance and an inquiry into factors that affect mental
health reveals much.
The Young Mind – Nascent Influences
The dance teacher, along with the parent, are a key influence
on a child’s psyche. Children are enrolled early into learning
classical dance and this is where the seeds of well-being or
otherwise are usually sown. The learning space is a taut box of
rigid regimes, discipline, low tolerance, high expectations, and
to a large extent a normalisation of identity. Group classes,
the usual norm, merges multiple identities into a single one,
thus scaling up the expectation that all the students will rise
to the benchmark set by the teacher. This, subconsciously,
propels the child to expedite the learning curve regardless of
their inherent ability. The first seed of anxiety is sown here.
Dr. Aarthi Doss, a practicing physician and child health
care specialist, opines that the introduction to any activity
always begins with parental persuasion, peer pressure or
external influence. This persuasion can also have an impact on
the child’s ability to adapt to any activity. General Anxiety
Disorder, she says, can manifest in multiple ways. Frequent
complaints of headaches, anger, lack of focus, or clinging are
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the result of supressing emotions such as helplessness, jealousy,
regret, grief and embarrassment; key behaviour patterns that
parents must watch out for.
Dr. Aarthi also states that any kind of trauma regarding
self-esteem or physical appearance at a young age can have
a life-long impact of esteem issues and insecurities. As dance
teachers, what one remarks about physical appearances or
ability manifests as inner voices in the heads of the young
child. If one is not careful, these inner voices amplify and have
the power to silence any other ideas of the self. These permeate
into the teenage sphere manifesting as anxiety disorders,
esteem issues, depression and somatic manifestations.
The initial training years are instructive in nature, devoid
of pathways for the children to express themselves. Teachers
must tread this path with care. Supressing a child’s response
or expression but later expecting the child to be creative and
emote can mar the child’s ability and emotional landscape.
The key is to help the child deal with emotions, express
and provide ample freedom within the confines of the form
to enable an organic creative growth. Rather than a strict
instruction, for example, says Dr. Aarthi, an explanation to
help the child understand why a certain movement is done in
a particular way helps.
Teenage and Young Adults – External Influences
The crucial phase – The first noticeable changes are physical
appearances. The child has learnt the craft sufficiently and
forays into learning compositions that are filled with myriad
emotions including sensual and sexual undertones. It is this
juncture that predominantly determines how the child grows
up into a young adult, adapts to the multiple layers that
dance offers, and most importantly develops the attitude that
permeates into the self.
Body changes, gender orientation, peer pressure, dealing
with co-dancers along with one’s own internal understanding
of body is a huge mental agony in itself.
Comparison, inducing semblances of competition, exposure
to the concept of ‘star performers’, defining subjective success
paths, and most importantly the concept of making it to the
good books of the teacher occurs in this phase. The words and
the validation of the teacher are sacrosanct. Questioning the
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teacher is unheard of. Mostly. Healthy discussions are way off
the radar too. Behavioural patterns, abusive or otherwise are
shoved under the carpet and often dismissed as “the teacher
has the right to reprimand and be demanding”.
The identification of one’s own dancing capabilities comes to
the fore during simple and small performance opportunities or
group productions. Teachers seldom address this crucial phase
sensitively. A discussion on why a particular child is essaying
a part is never explained, and the spirit of camaraderie and
team work is not addressed. The children are left to make
their own subconscious assumptions as to why they were not
good enough to grab that important opportunity or role.
This phase is also one of self-discovery. Debunking
the myth of physical appearances, enabling your child to
understand that dance and its overtures are only roleplays,
encouraging them towards a holistic approach to the form
can keep the mind balanced. It is equally important to keep
communication channels open and observe any excessive
behaviour patterns in the teenager. Excessive indulgence on
a particular aspect, for example, a physical appearance such
as jewellery or makeup, or a good body can equally harm the
teenager.
“Encourage healthy discussions about ideas, the dance form
and possibilities rather than discussing personas. Expand the
horizons towards healthy reading habits, lectures, history
and allied subjects. Monitoring their online presence and a
conversation about its pros and cons also helps them use the
online media effectively”, advices Dr Aarthi.
Encouragement, not excessive indulgence, is the key. Nonvalidation from the parent or teacher can lead to displeasure
and self-doubt. This may eventually lead to challenges in
relationships, promiscuous sexual and emotional patterns,
thus hampering the future. “This process is cyclic,” says
Dr. Aarthi and the patterns tend to permeate into future
generations.
The learning space must foster an inclusive and
understanding atmosphere. As facilitators, it is important to
be patient and watch out for bullying, body-shaming, teasing,
especially with children grappling with gender and sexual
identity.
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The Mirage – The desire to be somebody else
If there is a space that continuously feeds into the delusion
of being somebody else, it is the dance space. Exposure to
successful, globe-trotting performing artists, who speak
about dance as an exotic and esoteric entity are key factors
towards widening an empty hole within. While one does need
to look out for exceptional artistry outside, the learning space
actively does not foster the key aspect of individual happiness
and acceptance. Constantly wanting to be like a popular dancer
lures the young mind along with a generous thrust of skewed
concepts of excellence and perfection.
Competition and Power Play
The dance performative space is rampant with power play,
often brutal. Professional dancers, freelancers, and contractors
who work with Gurus /star dancers/senior/popular artists,
often agonise over myriad emotions. Unsafe environments with
sexual and/or emotional misconduct, passive discrimination,
a non-conducive environment to discuss and opine, disparity
in financial compensation, expectations of idealism, gruelling
rehearsal schedules and travel plans, absence of compassion
towards family and other commitments… often leave the
youngsters exasperated. Obligation and fear are underlying
rules which cannot be broken. The sheer density of dancers
who may grab an opportunity away is a constant fear.
The competitive spirit is so deeply rooted that one rarely
forges a bond or trusts a co-artist. A deep feeling of exclusion
and loneliness plagues fellow dancers. Not being understood
or simply heard leads to depression and insecurity. The view
of the dancer’s world is so myopic that outside help is rarely
sought.
Healing and harmony – the way forward
The focus for each dancer is to survive. Concepts such as reinvention, new choreography, breaking barriers, out-of-thebox thinking, and collaboration - are but ways to force oneself
into the permanent memory of the galaxy of performing
stars. Years of baggage, subconscious conditioning, a sense of
self-inflicted purpose, a mirage of fame and glory, clouds the
ability to look squarely at the lack of harmony within. Use of
anti-depressants, drugs, alcohol abuse, sexual and emotional
dysfunction, and a constant need for validation are tell-tale
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signs to seek help.
All stakeholders of this eco-system have a shared
responsibility. Parents must observe the interest and wellbeing of the child. The triggering of behavioural patterns,
sexual or emotional, requires immediate monitoring and
calling out offenders. Acceptance that the child may not be
meant for a particular skill is the key towards realising the
child’s true potential.
Teachers of classical dance must reflect and reinvent
notions of power and compassion. We are imparting art,
not running a factory to churn out perfect, dancing robots.
Providing a safe, conducive environment, fostering an open
healthy positive relationship with our students is our basic
responsibility. Reaching out to students, allowing them to let
go, innovatively encouraging them to address emotions and
being kind to their physical issues go a long way in fostering a
healthy bond. Let the dance learning space be a safe space for
them to be open, debate, and integrate with the ethos of the
dance form.
As independent dancers, the onus is on us to reflect on our
path, our purpose and to constantly monitor our own wellbeing. Calling out offenders, defying toxic relationships in the
garb of well-known teachers, choreographers, organizers and
sharing such information to protect fellow dancers is a serious
responsibility.
If continuous anxiety or emotional disturbance persists,
reach out to your family physician or a well-wisher who has a
history of your mental and physical condition. They can help
tap flags and advice accordingly. Sometimes, just talking out
helps a long way in addressing and accepting problems. Take
the time out to have a dialogue or conversation openly with
someone you trust. Accept and understand where these are
stemming from. Identifying the source of pain often helps one
on the path towards healing believes Dr. Aarthi.
Dance is a reflection of one’s own self. One might camouflage
it with frills, outward display of happiness and validation.
Once the make-up is wiped out and the media is shut down for
the day, one must meet oneself in the darkness of the night.
If it is filled with peace and harmony, all is well. If not, it is
imperative seek help. All else is walking towards a mirage - a
futile one at that.
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The Dance and the Dancing Body
- Pujita Krishna
There is something about a dancing body that captivates the
imagination of all those who are watching. The three-dimensionality
of the human figure, more so female, moving, gesturing, expressing,
keeping time, harmonious or syncopated, draws the attention and
keeps it engaged, even if just for a few moments. The power of the
body as a medium for movement and as a conduit for expression
ranges from the primitive to the rarefied. It has been associated
with ritual of possession and exorcism as in the case of the stambali,
dance of the Tunisian Jews or that of the Tuareg of Nigeria, to
birthing as in the case of belly dancing, and of course, worship.
The tarantella, an Italian folk dance began as an extirpation of
poison following the bite of a tarantula: the women danced to rid
themselves of the poison.
The body in all of these practices has been treated as an
instrument of healing or for connecting to a higher realm, and
dance its catalyst. Variants of these nascent forms of dancing exist
in India as well. Hewn at the altar of artistry, overtime, dance has
increasingly become viewed as a visual form of entertainment,
where the body, having transformed from a crude vessel to an
elegant allegory, has become a pivotal point of attention, meant to
serve as a tool in a craft. But somehow, as an art form, the tool has
taken precedence over the craft.
The dancing body as the fulcrum of visual engagement, is
confined or liberated as the case might be by two-fold perceptions
that are attached to it- by those of the dancer herself/himself and
those of the viewer. These perceptions are governed by traditions
and social conditioning. A good measure of body perception is also
determined by the dance form itself, and its specific physiological,
kinetic, and anatomical demands. In no other form is this truer of
than ballet.
The upward, sky-aspiring, etheric nature of ballet has meant a set
of unusually exacting standards of body flexibility and a premium
on thin-ness. George Balanchine, the famous choreographer, cofounder of New York City Ballet, is both venerated for his genius
but also infamously credited for the impossibly high standards of
the perfect ballet-body. Every so often, he would prop up a prima
ballerina, a favourite, who would answer to his description of the
tall, waif-like creature adorning his works. Suzanne Farrell, was
one such figure. In her paper, ‘Dying to Dance: Issues of Body
Image, Eating Disorders and Identity in Western Culture’, Leighah
Beadle-Darcy writes of the experience of Gelsey Kirkland, a former
member of the New York City Ballet, as she speaks of Balanchine:
‘He halted class and approached me for a kind of physical
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inspection. With his knuckles, he thumped my sternum and down
my rib cage, clucking with his tongue and remarking, “Must see
those bones.’
The ethereality of the body is somehow the cornerstone of ballet.
This may also have something to do with the fact that a balletic
performance while spurred on with orchestral music has little or no
literary content. There is no song. In the absence of the word, the
body and its corporeality become the focus.
On the other side of the pond, take the case of Flamenco, an
example of a dance form that has its roots in gypsies channeling
the emotions of a wandering community through profound
expressivity. In Flamenco, the body is a dynamo of searing angst
pounded out through the zapateado (footwork) and palmas (claps),
and the comportment of the body, especially that of the upper body,
which is supposed to carry the unbending ‘truth’, the passion or
duende, the individual stamp of expression. There have been studies
which suggest that Flamenco has influences of Kathak since the
gypsy community is widely believed to have originated from India.
The body is subservient to individual expression, and pressed into
service as an agent of ‘actitud’ and ‘compas’. Dr.Gabriella Estrada,
independent scholar, choreographer and journalist speaks of how
the legendary El Farruco would ‘captivate’ everyone simply by the
lift of his arm indicating that, in Flamenco there is no desired body
type, but it is and must be an agent of a fierce expressivity that must
‘appear’ to emanate from a deep place, not just from within the body
of the dancer but from the trail of history of its gypsy progenitors.
Jn fact she goes on to say that there is a decided preference in
traditional Flamenco for a more grounded, perhaps heavier, and
a mature performer. A mature performer is able to channel the
‘inner’ into the ‘outer’. The Flamenco dancer is alone; even while
buttressed by musicians, his art is introverted. It is almost as if the
Flamenco dancer is dancing for himself or herself. Once again, note,
there is music but there is no song. There are no words, or minimal,
if any, accompanying the movement. The viewer therefore in the
absence of meaning, creates his or her own, by fixating solely on the
volatile spontaneity of the dancing body.
Indian margi dance traditions however, are founded on different
principles. Which is why, even beyond mere perfection of technique
and skill, the exalted was that which ‘touched’, ‘moved’ or elicited
a parallel, synchronous, unpremeditated, response in the form of
‘rasa’. Abhinaya or expressiveness, is thus held aloft as the acme
of a dancer’s artistry. There is no easy way to define rasa. But, this
rasa, or for want of a better word, a sympathetic chord between the
dancer and the viewer, may emanate from the body of the dancer but
it traverses in concentric circles back and forth between the dancer
and the viewer. The recreation of the mood, a ‘bhava’ and therefore
a corresponding ‘bhavana’ in the viewer is de-coupled from the
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body. Jayachandran, a PhD research scholar, avers that dance in
India is not a performing art, it is a knowledge tradition. The actual
performance that is seen on the stage is the culmination of years
of work that have been plied into the art. This is most noteworthy
in a tradition like Koodiyatam that straddles the tripod of dance,
theatre and ritual. The passing on the baton, so to speak, of being
a performer therefore was traditionally considered a sacred duty.
The Indian dancer is always aware of the audience. Indeed, she
is seeking to make a connection with the audience. But, she is only
incidental to the story she presents as she transports the viewer
from the confines of time and space to yet another realm. She slows
down time or elongates it, if you will, by playing around with time
as a concept, as in the case of tala, or gingerly guides the viewers
through an arc of emotions through the deliberate and strategized
use of raga, song and gesture.
“Performance has not happened when the person who is
watching remembers the body of the dancer,’ says Jayachandan.
The transparency of the body of the dancer is what makes the
dancer’s art truly virtuosic. By ‘transparent’, he means, the reduced
materiality of the body because something else more ephemeral
takes over that leaves a scent of memory of not the dancer but of
the import of what was danced. The performance therefore has
happened in an imagined space - a sort of shared cloud between the
dancer and the viewer.
Senior bharatnatyam dancer, Dr. Ananda Shankar Jayant,
recalls the words of her guru Rukmini Devi Arundale who would
advise her students at Kalakshetra to forget the body when they
got on to the stage. With the body goes self-identification of the
ego and a sense of self-ness. ‘She insisted that the practice had to
be so thorough, beyond just muscle memory, that the dancer could
afford to lose oneself in the portrayal so much so that, members
of the audience could come and tell you, we didn’t see you, but we
saw such and such goddess or such and such deity.’ Today, however,
she does feel that the engagement with the physicality of the body
is quite common with dancers across the country especially since
there is this new ‘fitness culture’ that has redefined the way we view
bodies in general. This new culture stands in stark contrast to a
time when a dancer could be thin, fat, stocky, short, bald, as long as
he or she could create a sense of enduring fulfilment in the audience.
While awareness of being fit is a positive thing, she cautions against
excessive body- judgement.
In so far as the purpose and ultimate goal of an Indian dancer is
concerned, it may serve us well to remind ourselves every so often
that the dancer’s body cannot be the cynosure, it cannot detract
from the performance itself. It may draw in, it may appeal but it
cannot be the focal point. The end point is never to have the rasika
say, ‘what a dancer!’, but to say, ‘what a performance!’

39

PÀ¯Á¹AZÀ£À dÄ®ÉÊ 2020

Art and the Artist
Prasad Natarajan
- Pramila Lochan
Since verbal communication was tough to master, I always searched
means to express myself through visuals. Written communication is also
another means that appeals to me more. Art has always been part of
my life, and I have been sketching from the age of seven. Hence my go
to medium is Pen and Ink. Over the years I have been honing my skills
with graphite pencils, watercolors, acrylics and oils and tried my hand in
print making as well.
Expressing what I feel deeply is my main aim to create. As a
professional artist, I spend many hours experimenting with many
mediums. Working on artworks is mixed with emotions of frustration
and relief at the same time. Frustration is when I am unable to portray
my ideas into visual form and relief is when I complete the artwork. The
feeling of unfulfillment always follows me throughout. This helps me
stay grounded and learn everyday. The time spent on the drafting-board
or easel is a time full of struggle and breakthroughs. I thrive to improve
on my craft by constantly working on interesting compositions, colors and
narratives.
My love for outdoors led me to nature art, photography and poetry.
Sketches and paintings are a means to share with the viewers intimate
moments I get to spend with an individual species in their natural
habitat. If my creation makes my viewer stop in their tracks and have a
second glance, I feel that it is a successful work, and has met its purpose.
I strongly believe that visual representation is a powerful medium to
reach across the world. Art is an important tool and a powerful medium
in Wildlife conservation.
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Oriental Dwarf Kingfisher - acrylic

Common Kestrel - photograph

41

Combduck Pair-Brush Ink Pen

Osprey - oil PÀ¯Á¹AZÀ£À dÄ®ÉÊ 2020

GreenVine Snake - photograph

Prasad Natarajan (born:
2nd April 1983) is one
of India’s acclaimed
wildlife artist based in
Bengaluru. He is the
Founder of Artist for
Wildlife and Nature
(AWN) and featured
in many leading wildlife
magazines for his work and contribution. Primarily self-taught,
he has been working on wildlife art from 2005 and travels around
the world to study his subjects’ behaviour in their natural habitat.
He gathers as much information as possible through images
and field sketches. This enables him to depict his subjects as
accurately as possible when sketches and images transform into
finished works at his studio Mango Grove Art Gallery/Studio. His
contribution includes a first of its kind All India " AWN Annual
show 2017/18" and 2018/19" held at Venkatappa Art Gallery,
Bangalore. He has organized "Artists for Birds" (July 2018/19)
and "AWN Miniatures" (July 2019) group shows. His Wildlife
photographs have won awards, published in international dalies
and are in permanent collections of top wildlife artists across
the world. His work has been featured in the BNHS Hornbill
magazine and calendar among top 20 Indian wildlife artists.
Recently his Artwork was published on the cover-page of “Indian
Birds” (June 2020). Invited by educational institutes and
nature related organizations to deliver lectures on nature art, he
has presented a talk show as Wildlife Artist for All India Radio,
Bangalore.
To read and see more about
artist
and
his work
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