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À̧A¥ÁzÀQÃAiÀÄ 

NzÀÄUÀ§AzsÀÄUÀ½UÉ DzÀgÀ¢AzÀ £ÀªÀÄ¸ÁÌgÀ. 

£ÀÆ¥ÀÄgÀ ¨sÀæªÀÄjAiÀÄ ¥ÀæPÀluÉUÀ¼À£ÀÄß vÁªÀÅ UÀªÀÄ¤¸ÀÄvÀÛ¯ÉÃ §A¢¢ÝÃj. 18 ªÀgÀÄµÀUÀ¼À ºÉÆ¹®°è EzÉÝÃªÉ. FUÁUÀ¯ÉÃ 

¤AiÀÄvÀPÁ°PÉAiÀÄ£ÀßµÉÖÃ C®èzÉ ¸ÀÄªÀiÁgÀÄ 12 CzsÀåAiÀÄ£ÁzsÀjvÀ ªÀiË°PÀ ¥ÀÄ¸ÀÛPÀUÀ¼À£ÀÄß ¥ÀæPÀn¹zÉÝÃªÉ. D ¸Á°£À°è 

ªÀÄvÉÆÛAzÀÄ CAzÀgÉ 13£ÉÃ ¥ÀæAiÀÄvÀßªÁV E¢ÃUÀ ±ÉÆÃzsÀ«dAiÀÄ ¤ªÀÄä PÉÊAiÀÄ°èzÉ. £ÀÆ¥ÀÄgÀ ¨sÀæªÀÄjAiÀÄ ªÀÄÆ®PÀ 

PÀ̄ ÁzsÀåAiÀÄ£ÀzÀ dUÀwÛUÉ ¥Àæ¥ÀæxÀªÀÄªÉA§AvÉ ¥ÀjZÀ¬Ä¸À®àlÖ ‘£ÀÈvÀå²®àAiÀiÁvÉæ’ (zÉÃªÁ®AiÀÄ ²®àUÀ¼À CzsÀåAiÀÄ£À) ªÀÄvÀÄÛ 

‘±Á¸ÀÛçgÀAUÀ’ (¥ÁæaÃ£À ®PÀëtUÀæAxÀUÀ¼À CzsÀåAiÀÄ£À ªÀÄvÀÄÛ ¸ÀªÀÄPÁ°Ã£À C£ÀéAiÀÄzÀ ¸ÁzsÀåvÉUÀ¼À ±ÉÆÃzsÀ) JA§ JgÀqÀÄ 

CzsÀåAiÀÄ£À vÀgÀ¨ÉÃwUÀ¼À°è (EAl£ïð²¥ï) ¥À¼ÀVzÀ CzsÀåAiÀÄ£ÀPÁgÀgÀ ¸ÀA±ÉÆÃzsÀ£À ¯ÉÃR£ÀUÀ¼ÀÄ E°èªÉ.  

‘£ÀÈvÀå²®àAiÀiÁvÉæ’ AiÀÄ ªÉÆzÀ® ºÀAvÀzÀ ¥sÀ®±ÀÄæwAiÉÄA§AvÉ CzsÀåAiÀÄ£ÁyðUÀ¼À ±ÉÆÃzsÀ¯ÉÃR£ÀUÀ¼À §gÉªÀtÂUÉUÀ¼À£ÀÄß 

¸ÀAPÀ°¹ ‘²®à±ÉÆÃzsÀ¸ÀAUÀæºÀ’ªÉA§ÄzÁV ¥ÀæPÀn¸À¯ÁVvÀÄÛ. CzÁzÀ §½PÀ £ÀÆ¥ÀÄgÀ ¨sÀæªÀÄjAiÀÄÄ ªÀ»¹PÉÆAqÀ 

¨sÁgÀwÃAiÀÄ eÁÕ£À ¥ÀgÀA¥ÀgÉUÀ¼À CzsÀåAiÀÄ£ÀªÉÇAzÀgÀ dªÁ¨ÁÝjAiÀÄ£ÀÄß (LPÉJ¸ï ¥ÁæeÉPïÖ) ¥ÀÆtðUÉÆ½¸ÀÄwÛgÀÄªÀ F 

ºÉÆwÛ£À°è, ¸ÀA¸ÉÜAiÀÄ ªÀÄÆ®PÀ vÀgÀ̈ ÉÃvÀÄUÉÆAqÀ JgÀqÀ£ÉÃ ¸ÀÄwÛ£À ¸ÀA±ÉÆÃzsÀPÀ §¼ÀUÀzÀ DAiÀÄÝ É̄ÃR£ÀUÀ¼À£ÀÄß E°è 

¥ÀæPÀn¸À̄ ÁUÀÄwÛzÉ. D ¥ÉÊQ PÁªÀå, gÀÆ¥ÀPÀ, vÁ¼À ªÀÄvÀÄÛ ²®àUÀ¼À ±ÉÆÃzsÀ «ZÁgÀ E°è UÀªÀÄ£ÁºÀðªÁVzÉ. 12£ÉÃ 

±ÀvÀªÀiÁ£À¢AzÀ 16£ÉÃ ±ÀvÀªÀiÁ£ÀzÀªÀgÉV£À ªÀ¸ÀÄÛ-«µÀAiÀÄUÀ¼ÀÄ DPÀgÀªÁVzÀÄÝ; ±Á¸ÀÛçgÀAUÀzÀ ªÀÄÄRå D±ÀAiÀÄªÁzÀ 

£Álå±Á À̧ÛçzÀ ¨É¼ÀQ£À°è «±ÉèÃ¶¸ÀÄªÀÅzÀÄ EªÀÅUÀ¼À GzÉÝÃ±ÀUÀ¼À¯ÉÆèAzÀÄ. eÉÆvÉUÉ £ÀÈvÀå²®àAiÀiÁvÉæAiÀÄ JgÀqÀ£ÉÃ ºÀAvÀzÀ 

¥ÀæAiÀiÁtzÀ°è £ÁªÀÅ ¸ÀAzÀ²ð¹zÀ ¸ÀÄªÀiÁgÀÄ 49 zÉÃªÀ¸ÁÜ£ÀUÀ¼À ¨sÉÃnAiÀÄ §½PÀ ªÀÄÆr§AzÀ PÉ®ªÀÅ ¯ÉÃR£ÀUÀ¼ÀÆ 

EªÉ. 

£ÀªÀÄä £ÀÆ¥ÀÄgÀ ¨sÀæªÀÄjAiÀÄ PÁAiÀÄðUÀ¼À£ÀÄß UÀªÀÄ¤¹ £ÀªÀÄUÉ ¥ÉÆæÃvÁìºÀ, zsÀ£À ¸ÀºÁAiÀÄ ¤Ãr ªÀÄÄ£ÀßqÉ¹zÀªÀgÀÄ 

LPÉJ¸ï r«µÀ£ï£À gÁ¶ÖçÃAiÀÄ ¸ÀAAiÉÆÃdPÀgÀÆ, ¤zÉÃð±ÀPÀgÀÆ DzÀ UÀAn ¸ÀÆAiÀÄð£ÁgÁAiÀÄt ªÀÄÆwð ªÀÄvÀÄÛ 

CªÀgÀ LPÉJ¸ï r«µÀ£ï£À §¼ÀUÀ. eÉÆvÉUÉ LPÉJ¸ï ¥ÁæeÉPïÖ£À ̧ ÀºÀªÀwðUÀ¼ÁV £À£ÀUÉ ºÉUÀ̄ ÉuÉAiÀiÁzÀªÀgÀÄ ̧ À¤ävÀægÁzÀ 

qÁ. ±Á°¤ «oÀ¯ï ªÀÄvÀÄÛ qÁ. zÀéjvÁ «±Àé£ÁxÀgÀÄ. eÉÆvÉUÉ £ÀªÀÄä MqÀ£ÁrUÀ¼ÁzÀ «µÀÄÚ¥Àæ¸ÁzÀ J£ï, «±Àé£ÁxÀ 

±ÀAPÀgÀ£ÁgÁAiÀÄt ªÀÄvÀÄÛ ¥Àæ±ÁAvï «oÀ¯ï CªÀgÀ ¸ÀºÀPÁgÀªÀÇ ªÀÄ£À¤ÃAiÀÄ. eÉÆvÉUÉ £ÀªÉÄä®ègÀ DZÁAiÀÄðgÀÄ, 

PÀÄlÄA§zÀ ªÀÄPÀÌ¼ÀÄ, »jAiÀÄgÀÄ ¦æÃw¥ÀÆªÀðPÀªÁV ªÀÄÄ£ÀßqÉ¹zÁÝgÉ. CªÀgÉ®èjUÀÆ ºÁzÀð C©üªÀAzÀ£ÉUÀ¼ÀÄ.  

F ¥ÀÄ À̧ÛPÀPÉÌ ¸ÀA±ÉÆÃzsÀ£À ¯ÉÃR£ÀUÀ¼À£ÀÄß §ºÀ¼À ªÀÄÄvÀÄªÀfð¬ÄAzÀ §gÉzÀÄPÉÆlÖ £ÀªÀÄä ‘±Á¸ÀÛçgÀAUÀ’zÀ 

CzsÀåAiÀÄ£ÁyðUÀ¼ÀÄ ²æÃªÀÄw gÉÆÃ»tÂ J.Dgï., ²æÃªÀÄw £ÁUÀgÀAfvÁ J¸ï, qÁ. ¥Àæw s̈Á ¸ÀvÀå£ÁgÁAiÀÄt, ²æÃªÀÄw 

¹ÃªÀiÁ PÉ.J¸ï. EªÀgÀ ¥ÉÊQ gÉÆÃ»tÂ, ªÉÆzÀ® ºÀAvÀzÀ ‘£ÀÈvÀå²®àAiÀiÁvÉæ’AiÀÄ°è £ÀªÉÆäA¢UÉ EAl£ïð²¥ï£ÀÄß 
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§ºÀ¼À AiÀÄ±À¹éAiÀiÁV ªÀÄÄV¹, vÀzÀ£ÀAvÀgÀ ‘±Á¸ÀÛçgÀAUÀ’zÀ ¹Ã¤AiÀÄgï ¥sÉ¯ÉÆÃ DVzÁÝgÉ. ªÀÄvÀÄÛ EªÀgÉ®ègÀÆ £ÀªÀÄä 

¸ÀA¸ÉÜAiÀÄ £Álå±Á¸ÀÛç CzsÀåAiÀÄ£ÀzÀ «zÁåyðUÀ¼ÀÆ ºËzÀÄ. CªÀgÉ®ègÀ À̧ºÀPÁgÀPÉÌ ¦æÃw¬ÄAzÀ ªÀAzÀ£ÉUÀ¼ÀÄ.  

±ÉÆÃzsÀ ¥ÀæAiÀiÁt ¤gÀAvÀgÀªÁzÀzÀÄÝ. EzÀgÀ°è ¥ÀæwÃ WÀlÖPÀÆÌ «dAiÀÄ ¹UÀ̄ ÉÃ¨ÉÃPÉA¢®è. PÉ®ªÉÇªÉÄä ¸ÀªÀÄ¸Éå, ¸ÀªÁ®Ä, 

JqÀgÀÄvÉÆqÀgÀÄUÀ¼ÉÃ PÁ°UÉqÀªÀÅvÀÛªÉ. CAzÀÄPÉÆAqÀ UÀªÀÄå¸ÁÜ£ÀªÀ£ÀÄß ªÀÄÄlÄÖªÀÅzÉAzÀgÉ AiÀÄdÕªÉÃ DUÀÄvÀÛzÉ. C¥ÁgÀ 

vÁ¼Éä, ¸ÀvÀvÀ ±ÀæzÉÞ, ±ÀæªÀÄ, ¸ÀªÀÄAiÀÄ, PÁAiÀÄð¤µÉ×, ¸ÀvÀåªÀ£ÀßgÀ¸ÀÄªÀ ¦æÃw, ¥ÁæªÀiÁtÂPÀvÉ, §zÀÞvÉUÀ¼ÉÃ CzÀPÉÌ ºÀ« À̧ÄìUÀ¼ÀÄ. 

CzÀjAzÀ zÉÆgÀPÀÄªÀ vÀÈ¦ÛAiÉÄA§ ¥sÀ®PÉÌ £ÀªÀÄä£ÀÄß C¥ÀðuÉ ªÀiÁrPÉÆ¼ÀÄîªÀÅzÀµÉÖÃ C®èzÉ, §AzÀ ¥sÀ®ªÀ£ÀÄß 

AiÀÄxÉÆÃavÀªÁV ‘£À ªÀÄªÀÄ’ JAzÀÄ ¸ÀªÀiÁdzÀ D¸ÀPÀÛjUÀÆ G¥ÀPÁgÀªÁUÀÄªÀAvÉ vÉgÉ¢qÀÄªÀ ¦æÃw, OzÁAiÀÄðªÀÇ 

¸ÀA±ÉÆÃzsÀPÀ¤VgÀ É̈ÃPÀÄ JAzÉÃ £ÀÆ¥ÀÄgÀ ¨sÀæªÀÄjAiÀÄÄ ¨sÁ«¸ÀÄvÁÛ §A¢zÉ. CAxÀ MAzÀÄ PÁAiÀÄPÀzÀ°è «dAiÀÄ£ÀUÀgÀ 

PÀ£Áðl ¸ÁªÀiÁædåPÉÌ ¸ÀÄvÀÄÛªÀÄÄvÀÛ°£À MAzÀÄ ¥Àj¨sÀæªÀÄtªÀ£ÀÄß ªÀiÁqÀÄvÁÛ £ÀªÀÄä CzsÀåAiÀÄ£ÁyðUÀ¼ÀÄ ¸ÉÆUÀ¸ÁzÀ 

£ÀrUÉAiÀÄ£ÀÄß F ±ÉÆÃzsÀ«dAiÀÄzÀ°è ªÀiÁrzÁÝgÉ. J®èªÀÇ ªÉÄÃ¯ÉÆßÃlPÉÌ «©ü£Àß ªÀ¸ÀÄÛ- «µÀAiÀÄUÀ¼ÉÃ DVªÉ. 

gÀAUÀ¨sÀÆ«Ä-²®à-£ÀÈvÀå-vÁ®-vÀAvÀæ-GvÀìªÀ »ÃUÉ.., DzÀgÀÆ EªÀÅUÀ¼ÉÆ¼ÀUÉÆAzÀÄ ¸ÀªÀiÁ£À ¨ÁAzsÀªÀå EzÉ. vÁªÀÅ 

DAiÀÄÄÝPÉÆAqÀ ±ÉÆÃzsÀ dUÀwÛ£À «µÀAiÀÄUÀ¼À°è ¸Á¢ü¹zÀ ºÉªÉÄä EzÉ. ªÉÄÃ¯ÁV ªÀÄgÉAiÀiÁzÀ ªÀÄºÁ¸ÁªÀiÁædåPÉÌ 

¥ÀAiÀÄðl£À EzÉ. ºÁUÉAzÉÃ ¥ÀÄ À̧ÛPÀ dUÀwÛUÉ C¥ÀðuÉ ªÀiÁqÀÄwÛgÀÄªÀ F ±ÉÆÃzsÀ«dAiÀÄªÀ£ÀÄß N¢, D¸Áé¢¹ ºÁUÀÆ 

£ÀªÀÄä£ÀÄß ªÀÄvÀÛµÀÄÖ ºÉeÉÓUÀ½UÉ ªÀÄÄ£ÀßqÉ¹ «d¬ÄUÀ¼À£ÁßV¹ JA§ D±ÀAiÀÄzÉÆA¢UÉ, 

¤ªÀÄäªÀ¼ÉÃ 

qÁ. ªÀÄ£ÉÆÃgÀªÀiÁ ©. J£ï  

¸ÀA±ÉÆÃzsÀ£À ¤zÉÃð±ÀPÀgÀÄ, PÁAiÀÄð¤ªÁðºÀPÀ ¸ÀA¥ÁzÀPÀgÀÄ ªÀÄvÀÄÛ ¥ÁæZÁAiÀÄðgÀÄ,  

£ÀÆ¥ÀÄgÀ̈ sÀæªÀÄj- ¨sÁgÀwÃAiÀÄ eÁÕ£À ¥ÀgÀA¥ÀgÉUÀ¼À CzsÀåAiÀÄ£À PÉÃAzÀæ, PÀ£ÁðlPÀ 

----- 

 

C£ÁªÀgÀt ¢£À : gÁ¶ÖçÃAiÀÄ £ÀÆvÀ£À ²PÀët ¤ÃwAiÀÄ 4£ÉÃ ªÁ¶ðPÉÆÃvÀìªÀ ¸ÀAzÀ̈ sÀð, £ÀªÀzÉºÀ°AiÀÄ°è gÁ¶ÖçÃAiÀÄ 

²PÀët À̧aªÁ®AiÀÄ¢AzÀ dgÀÄVzÀ PÁAiÀÄðPÀæªÀÄ 
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Editor’s Note 

Namaskāra to all Respected Readers… 

Since its inception 18 years ago, all of Noopura Bhramari's publications have been read 

consistently by our devoted readers. In addition to magazines and journals, we have published 

around 12 books based on various studies. ‘Shodha vijaya’ is another milestone, which is the 

13th publication from our Institution, that includes the research articles of our Interns and 

Fellows, who have been trained in two internships – namely, ‘Nṛtyaśilpa yātra’ (an 

interdisciplinary study of temple sculptures) and ‘Śāstra Rañga’ (study of ancient scriptures 

and exploration of possibilities of contemporary application). It gives me great pleasure to 

inform you that Noopura Bhramari was the first to bring these institutional internship programs 

to the field of performing and fine arts.  

The first phase of ‘Nṛtyaśilpa yātra’ witnessed the compilation of research papers authored by 

our Interns, which were featured in the book ‘Śilpa śodha sañgraha’. As we draw closer to the 

end of the tasks we have under the Indian Knowledge Systems Division, New Delhi (IKS 

Project), Noopura Bhramari has compiled a list of selected articles from the second set of the 

research team that the institution trained. This publication, which spans the 12th to 16th 

centuries CE, includes research papers in the disciplines of sculpture, poetry, drama, and Tāḷa. 

The objective of this study is to analyse the concepts in the context of Nāṭyaṡastra, which was 

also Ṡāstra Ranga's primary focus. A few of the articles are also from the "Nṛtyaśilpa yātra–

phase 2," where we studied nearly 49 temples. 

Our dedication and effort towards the project were duly noticed, appreciated and financially 

supported by IKS Division. We are ever greatful to the National Coordinator and Director of 

IKS division - Prof. Ganti Suryanarayana Murty, and his team. Our Co-Principal Investigators 

Words fall less to appreciate- our Dr. Shalini P Vittal and Dr. Dwaritha Viswanatha who have 

genuinely supported and efficiently carried out their roles and responsibilities throughout this 

research journey. Further, the cooperation of Vishnuprasada N, Viswanatha Shankaranarayana 
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and Prashanth Vittal has been commendable. We have all been guided on this journey by the 

blessings of our teachers, the elders in each of our families, and the warmth and loving care of 

the children. I sincerely appreciate every one of them.  

Smt. Rohini A R, Smt. Nagaranjitha S, Dr Pratibha Satyanarayana and Smt. Seema KS have 

been our Interns who have written research articles for this book with great dedication. Smt. 

Rohini A. R. was regarded as one of the outstanding interns who not only completed her 

"Nṛtyaśilpa yātra-1" internship but also joined as a Senior Fellow for "Śāstra rañga- 1" and 

Nṛtyaśilpa yātra- 2. At present, all these research scholars are guiding the amateurs and 

carrying out an in-depth study of Nāṭyaśāstra. My deepest appreciation for all their support and 

co-operation.  

Research is a never-ending quest; one may not always emerge successful. Challenges do occur 

along the way. Attaining the intended goal can be equated to fulfilling a Yajña (sacrifice), 

wherein patience, persistent work, dedication, time, perseverance, love, and passion to know 

the truth, honesty, and commitment are offered as Havissu (sacrificial offerings) for Yajña. The 

enormous sense of satisfaction and joy that results from this Sacrifice must be embraced and 

given in to. Noopura Bhramari believes that the researcher should share the fruits / rewards 

received from such an endeavor amongst the interested members of the society with 

unwavering affection and generosity. Our interns thoroughly cherished and had an 

unforgettable time journeying through the impending Shodha Vijaya. The research papers in 

this publication covers a wide range of topics, including theater, sculptures, dance, festivals, 

Tāḷa, Tantra, and so on, all of which are beautifully and harmoniously blended; a 

circumnavigation of one of our country's vast empires especially focusing the Vijayanagara 

Karṇāṭa Dynasty. Thus, this book has been titled as Shodha Vijaya; which is also a sign of a 

victorious approach towards corresponding research topics.  

Accepting this, readers, we hope that it will take us to new heights in the world of literature. 

Please read, enjoy, and support us.  

Yours, 

Dr. Manorama B N 

Research Director, Executive Editor and Principal 

Noopura Bhramari - Center for the Indian Knowledge systems, Karnataka 

------ 

 

Released on: July 29, 2024, New Delhi, 4th Annual year  of NEP Celebration by Ministry 

of Education 
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A Study of the grandeur of Vasantotsava in 

the Sculptures of Vijayanagara Karṇāṭa 

period Temples with a special focus on 

Tamilnadu  

- Smt. A R Rohini, Bengaluru. 

 

Abstract 

Vasantotsava or the Spring Festival also known as the festival of Kāma, Madanotsava, 

Anangotsava, Kāmotsava and Madanatrayodaśi was a grand affair during the Vijayanagara 

Karṇāṭa era as evidenced by the sculptures of this period. The paper intends to identify and 

critically examine these sculptures of Vasantotsava in the temples of the Vijayanagara Karṇāṭa 

era. The history, significance and various rituals associated with this festival are also examined. 

Many Kāvya literature in Sanskrit explains this festival in detail which is also taken up for 

studies. The study also facilitates the understanding of dances that were presented during the 

festival. 

 

Keywords: Vasanta, Vasantotsava, Madanotsava, Śālabhañjikā, Rati & Kāma, Mṛgayotsava, 

Dohada, Indian temples, sculptures, performing arts, Kolāṭa, Uparupaka, Danḍa Rāsaka, 

Carcari, Nāṭyarāsaka, Mrgyotsava. 

 

Scope and Need of Study 

The scope encompasses a comprehensive approach to comprehending the Vijayanagara 

Karṇāṭa period Vasantotsava celebration. This investigation is required because no thorough 

study focusing on Tamil Nadu temple sculptures for Vasantotsava has been conducted 
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previously. Additionally, it was necessary to evaluate the dance and festivities portrayed in 

these sculptures in light of the medieval literature that is the subject of this study. 

 

Objectives 

• To identify the Vasantotsava sculptures of the Vijayanagara Karṇāṭa dynasty (1336 

AD to 1565 AD) with a special focus on Tamilnadu temples. 

• Identifying various rituals associated with the Vasantotsava celebration in Vijayanagara 

dynasty. 

• To comprehend, through the use of literature from the era, how Vasantotsava was 

celebrated during this time. 

 

Methodology: 

The present study employs exploratory and historical research with qualitative analysis.  The 

research objectives are investigated through field visits, utilization of historical sources, Kāvyā 

literature, dance treatises and academic research papers. The field study includes an extensive 

investigation of the sculptures in the selected temples of Vijayanagara Karṇāṭa period, 

focusing Andhra and Tamil Nadu area.  These Field Visits to the temples in Andhra and Tamil 

Nadu were conducted for documentation and interpretation of sculptures as part of Nṛtyaśilpa 

Yātre – phase 2 organised by Noopura Bhramari, IKS Centre. Below is the list of temples 

visited in Andhra and Tamil Nadu1: 

1. Chennakesava Temple – Sompalle, Andhra Pradesh 

2. Arunachaleswarar Temple - Tiruvannamalai  

3. Vriddhagireeswarar Temple - Vriddhachalam 

4. Sri Bhuvaraha Swamy Temple - Sri Mushnam 

5. Abirami Amman Temple - Thirukkadaiyur  

6. Vaitheeswaran Koil – Near Sirkazhi 

7. Thillai Nataraja Temple - Chidambaram  

8. Thillai Kali Amman Temple – Outskirts of Chidambaram 

9. Adi Kumbeswarar, Sarangapani and Arulmigu Chakrapani Temple - Kumbakonam 

10. Airavateswara Temple - Darasuram  

11. Rajagopalaswamy Temple - Mannargudi 

 
1 These names are updated according to official temple websites and government sources. 
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12. Brihadeeswarar Temple - Thanjavur 

13. Sri Ranganathaswamy Temple - Srirangam 

14. Uchi Pillayar Temple – Rockfort, Tiruchirapalli 

15. Jambukeswarar Temple – Thiruvanaikaval 

16. Mariamman Temple – Samayapuram 

17. Cave Temple – Sittanavasal 

18. Karpaga Vinayagar Temple - Pillayarpatti 

19. Nellaiappar Temple - Tirunelveli  

20. Bhagavathy Amman Temple / Kanyakumari Temple - Kanyakumari  

21. Thanumalayan Temple - Suchindram 

22. Sri Venkatachalapathy Temple - Krishnapuram 

23. Kutralanathar Temple and Chitra Sabha - Courtallam   

24. Andal Temple - Srivilliputhur 

25. Meenakshi Amman Temple - Madurai 

26. Kailasanathar Temple - Tharamangalam 

27. Ekambareswarar Temple, Kailasanathar Temple, Kamakshi Amman Temple, 

Iravatanesvara Temple, Matangeshvara Temple, Pavala Vannar Temple, Piravatanesvara 

Temple, Mukteswarar Temple, Vaikunta Perumal Temple, Varadaraja Perumal Temple – 

Kanchipuram 

The present study largely focuses on the temples listed below because only these have 

photographs from field studies available. After the documentation, interpretation of the 

sculptures, based on treatises has been undertaken. 

(Some temple administrations have not allowed to do documentation although the permission 

letter been carried). 

• Arunachaleswarar Temple - Tiruvannamalai 

• Ekambareswarar Temple - Kanchipuram 

• Sri Varadaraja Perumal Temple – Kanchipuram 

• Chennakesava Temple – Sompalle 

• Nellaiappar Temple – Tirunelveli 

• Venkatachalapathy Temple – Krishnapuram 

• Andal Temple – Srivilliputhur 

• Sri Ranganathaswamy Temple – Srirangam 

• Sri Bhuvaraha Swamy Temple - Sri Mushnam 
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• Jambukeswarar Temple – Thiruvanaikaval 

 

Primary Sources: 

1. Śrimadvālmīki Rāmāyaṇa (Kiṣkinda Khānḍa - V)  

2. Yoga Vasishta of Valmiki 

3. The Ritusamhara of Kalidasa  

4. Karpūramajari of Rājaśekhara 

5. Sarasvatikanṭābharaṇa and Śṛngāra Prakāsa of Raja Bhoja  

6. Nṛtta Ratnāvaḷi of Jayasenapati 

7. Bharatārnava of Nandikeśwara 

8. Saṅgītamuktāvali of Devaṇācārya 

9. Gīta Govinda of Jayadva 

10. Ratnāvaḷi of Śrī Harsha 

11. Nartananirnaya (Vol. 3) – Pandarika Viṭṭala 

 

Secondary Sources: 

1. Social and Political Life in the Vijayanagara Empire Vol.II – B A Saletore 

2. Sources of Vijayanagar History – S Krishnasvami Ayyangar 

3. A Study of Indian Spring Festivals from Ancient and Medieval Sanskrit Texts – Leona 

Anderson 

4. God of Desire: tales of Kamadeva in Sanskrit story literature – Catherine Benton 

5. Virūpākṣa-vasantotsava-campū of Ahobala or What Can Happen During the Hunting 

Festival – Lidia Sudyka 

6. Erotic Sculptures of India – Devangana Desai 

7. The woman-and-tree motif in ancient and contemporary India – Marzenna Jacubczak 

8. Sanskrit Drama—Its Aesthetics and Production - Raghavan V 

9. Padhagati Pādagati – Tulasi Ramachandra 

8. The contemporaries of Ancient Uparupaka Tradition traced in Coastal Karnataka’s 

Yakshagana and Post Medieval Literature Manorama B N 

 

Other secondary sources include scholarly journals, research publications, books, 

commentaries, almanacs and dictionaries.  
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Introduction: 

Vasanta Ṛtu or Spring is revered as the king of all seasons. It is so much awaited that the 

preparations for its arrival are marked by a festival called Vasanta Pancami1 which is observed 

over a month in advance. Bhoja in Sarasvatikanṭābharaṇa (11th Century) refers to Vasanta as 

Suvasantaka2, the day on which spring sets in (Siddharta, 2009, p.1098). 

 
1 Vasanta Panchami is observed on the fifth day of the lunar month Māgha (māgha-ṡukla-pan̄camī), 

which is devoted to Goddess Saraswati. The celebration dates back to ancient times. Although on 

Vasanta Pancami the arrival of spring is celebrated, the spring according to the Hindu calendar arrives 

in Caitra, which is a little over a month after this festival. The explanation for the same is provided 

below. 

The Vedānga jyōtiṣa calendar (by Lagadha dated to 1340 BCE) was a tropical lunisolar calendar 

designed to align with the seasons. Accordingly, in the Vedic era, Māgha was the first month of Vasanta 

ṛtu and the first month of the Indian year. Numerous Puranic texts namely Brahmāṇḍa-purāṇa - 

2.24.141, Vāyu Purāṇa - 1.153.113 and Linga Purana - 1.61.52 mention the month of Māgha as the first 

month. But later, perhaps around the later Vedic period (500 BCE), Indians adopted Caitra māsa as the 

first month of the New Year, which was chosen as the first month of Vasanta ṛtu (spring season) (Setty, 

2023).  

To this Sanskrit scholar and jyotisha vidwan Dr Ramakrishna Pejattaya, states that, “In subsequent ages 

after Varahamihira (5th CE), the seasons were fixed in accordance with the lunar months”. 

Hindus and Buddhists currently use the Nirayana or sidereal calendar (rather than the tropical lunisolar 

calendar), which has drifted away from the seasons. The sidereal calendar does not sync with the 

seasons as it tracks the position of the moon with respect to a far-off fixed star (such as Citra at 0°, 

Revati at 29°50', etc.). Furthermore, while January through February is referred to as the "spring 

season," or Vasanta, in both geography and history, according to the sidereal lunar calendar, the first 

month of the year is Caitra (Madhu*) and the months of Caitra and Vaishakha is referred to as Vasanta 

ṛtu corresponding to March and April which is in the current practice (मधुमाधवौ वसन्तः  madhumādhavau 

vasantaḥ (Apte 1890) - since Madhu and Mādhava are the months of Caitra and Vaiśākha, respectively 

(Richmond, 1956)). March and April should be actually referred to as summer because they are a little 

too late to be considered spring. Practically speaking, February and March have every seasonal 

characteristic of India's springtime (Setty, 2023). 

Dr Samod Acharya elucidates that, “In the Vedic system, months, seasons and year for practical 

purposes starts from Shukla pratipada i.e., the first day of the bright half.  The well-known “Hindu new 

year” celebrated in sidereal Caitra Shukla pratipada is neither the beginning of the true Vedic year nor 

the beginning of Vasanta Ritu, according to Vedic astronomy. Regarding the beginning of the Vedic 

year, which is mistakenly taken as beginning in Madhu or Chaitra month and Vasanta Ritu, simply 

because Madhu is always the first month wherever months are listed in the Vedas. The reason Madhu is 

mentioned first in the Vedas is not related to it being the first month of the Vedic year as is mistaken 

today. It is rather related to the order of seasons prescribed for Agnyadhana and Samskaras for 

different Varnas, Vasanta being prescribed for Brahmana”(Acharya, 2017). 

It is likely that for festivals based on lunar months, Nirayana or sidereal system is employed in modern 

practice and Vedic seasonal practice is observed in festivals like Vasanta Panchami (Sarasvati Pooja). 

The author is able to present this with the minimal data and research at hand. It is recommended that 

more research be done in this field. 

 
2 King Bhoja also uses the term in the context of sambhoga śringāra  

अष्टमीचन्द्रकः  कुन्दचतुर्थी सुवसन्तकः  । आन्दोलनचतुर्थ्यकशाल्मली मदनोत्सवः  ॥ ९३ ॥  

Aşțamīcandraka, kundacaturthi, suvasantaka, andolana-caturthi, ekaśālmali, madanotsava and more 

are known as prakirnams (sundry occasions) over which the emotion is developed. (Chapter 5, pancama 

pariccedaha, page 925). Suvasantaka is the day on which spring sets in and madanotsava or madana 



14 Shodha Vijaya 
 

The season heralds a fresh start and development, both in the natural world and within us.  It 

brings with it an enchanting transformation in nature leading to the most exquisite picturesque 

landscapes. The pleasant melodies of the cuckoos are often reserved for this season. The 

Pongamia blossoms with intoxicated bees on its bosom and the gentle breeze that brings the 

fragrances of new hopes, these and more are a sight to behold. That springtime makes for such 

a lovely, romantic and magical source of inspiration for poets, sculptors, musicians, dancers 

and other creatives is understandable. Numerous poets have captured the essence of spring in 

a multitude of literary works. 

A vivid description of the spring is given by sage Vālmīki in the Kiṣkindhā khānḍa of 

Rāmāyaṇa when Lord Sri Rama arrives at Lake Pampā1 along with Lakṣmaṇa (Sharma, 1927, 

Ch.1). The sage describes that Lord Rama’s heart was overflowing with joy upon seeing 

Pampā's pristine, limpid waves, blooming water lilies and lotuses, magnificent trees, and 

breathtaking woods covered in an abundance of all types of flowers. Lord Rama hails spring 

as a season filled with a pleasant breeze and tender love and the God of the Wind plays to the 

sound of bees humming and amorous nightingales singing. Likewise, Kālidāsa also elucidates 

the harmonious, rejuvenating and splendorous season Vasanta in canto six of Ṛtusamhāra  

(Kale,1967, p.39). 

A lovely portrayal of the spring is given in the third Aṣṭapadi of Gīta Govinda by Jayadēva 

(12th Century) in rāga Vasanta. The song explores the impact of the spring season on couples 

and those experiencing separation from their divine lover, Sri Krishna. 

लललतलवङ्गलतापरिशीलनकोमलमलयसमीिे। 

मधुकिलनकिकिम्बितकोलकलकूलितकुञ्जकुलििे ॥ 

लवहिलत हरिरिह सिसवसने्त। 

नृत्यलत युवलतिनेन समं सम्बि लविलहिनस्य दुिने्त॥ 

Lalita-lavaṅga-latā-pariśīlana komala-malaya-samīre, 

madhukara-nikara-karambita-kokila -kūjita-kunja-kuṭīre 

vihaRati haririha sarasa-vasante 

nṛtyati yuvati-janena samaṃ, sakhi, virahi-janasya durante (4-1-27) 

 
trayodaśi takes place on the 13th of the bright half of the Caitra śukla-trayodaśi (in Vasanta ṛtu). 

Madanotsava is dealt in detail in this article itself, under the heading Vasantotsava- subheadline. 

1 Pampā Sarōvara is a lake in Koppaḷ district near Hampi in Karnataka. Hampi was the capital of the 

Vijayanagara Karnāṭa Empire from 1336 to 1565. 
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Meaning: “ When soft cool breezes blow among the swaying, graceful, fragrant vines of clove, 

swarms of bees buzz about and the forest huts and cottages are resounding with the cooing of 

cuckoos, in the beautiful spring, Krishna is sporting and dancing with the youthful Gopis, that 

is hard to bear for those in separation (Narayanan and Mohan, 2016, p.118).  

Vasanta is also an ancient rāga in Carnatic music and is believed to evoke a serene, happy and 

tranquil mood, bringing hope, positivity and a burst of energy into people’s lives.  Rāgamālā1 

paintings glorify Krishna 's association with Vasanta by presenting Krishna's unending love 

for Radha (Ghosh, 2021, p.155). The idea of spring has been a recurring motif in the arts, 

inspiring a wide range of works as diverse as paintings, sculptures, poetry, literature and rāgas 

of Indian classical music.  

Yoga Vasiṣtha a philosophical text describes spring as2:   

नृत्यम्बन्त मत्तकलकोलकलकाकलीकाः   

पश्यामले मलयसानुलन बालवल्ल्यः  । 

लोलाललिालनयनारुणपत्रपालण - 

पुष्पा मधूत्सवलवलासलवशेषवत्यः  ॥ १५ ॥ 

nṛtyanti mattakalakokilakākalīkāḥ  

paśyāmale malayasānuni bālavallyaḥ | 

lolālijālanayanāruṇapatrapāṇi - 

puṣpā madhūtsavavilāsaviśeṣavatyaḥ || 15 || 

(Book 7, Ch. 115, Verse 15). 

Meaning: “See there the tender creepers, dancing merrily on the table-lands of the Malaya 

Mountain; displaying their red petals as the palms of their hands and winking with their eyes 

formed of fluttering bees. The blooming flowers bespeak their vernal festivity, and the warbling 

cuckoos fill the groves with their festive music” (Mitra, 1999, p.612) 

 

Manmatha/Kāmadeva : Most of the times, the names of Vasanta ṛtu is also associated with 

different names of  Kāma, it is understood that Kāma was revered throughout this season. Kāma 

is referred to by many other names in the Amarakośa  (Amarasimha, 1937 p. 5): 

मदनो मन्मर्थो मािः  प्रद्युम्नो मीनकेतनः  । कन्दपो दपयकोऽनङ्गः  कामः  पञ्चशिः  स्मिः  ॥२६॥ 

शििारिमयनलसिः  कुसुमेषुिनन्यिः  । पुष्पधन्वा िलतपलतमयकिध्वि आत्मभू ॥२७॥ 

 
1 Rāgamāla—meaning a ‘garland of ragas’ in Sanskrit—is a set of miniature paintings depicting the 

ragas.  
2 Sanskrit shloka from Valmiki's योग वालसष्ठ: (Shastri, 2004, p.5371) 
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Madano manmatho māraha pradyumno mīnaketanaha । 

Kandarpo darpako’nangaha Kamaha pancaśaraha smaraha ॥ 

Śambarārirmanasijaha kusumeṣurananyajaha । 

Puṣpadhanwā Ratipatirmakaradwaja ātmabhu ॥ 

According to Śiva Purāṇa (J.L.Shastri, 1950, p.279) and Kālikā purāṇa, Kama was the mind-

born son (manasija) of Brahma, the Creator of the Universe. Brahma created ten Prajāpatis and 

Sandhyā. Her charm had captivated Brahma and the Prajāpatis from the very moment of her 

birth. At this moment, a handsome youth with a flowery bow materialized in Brahma's 

imagination and took form. He questioned Brahma, "Kam darpayāmi" (Whom should I make 

proud?) as soon as he was born. Brahma answered, "Let your arrows aim at the minds of living 

beings." He was given the name "Manmatha" because he stirred Brahma's mind and because 

of his magnificent beauty he came to be called ‘Kama’ (Mani, 1975, p.378). 

Another account of Kama's birth is found in Mahabhārata Adiparva's chapter 66, verses 31–

33, where it is said that Dharma, one of the Prajāpatis, was born from Brahma's right breast. 

He gave birth to three incredibly attractive sons: Sāma, Kāma, and Harṣa. (Mani, 1975, p.378). 

His consort is Rati, the daughter of Prasūti and Dakṣa. Rati is represented as sensual pleasure 

herself. While Kama was created to spread love in the world, Brahma's sigh gave birth to 

Vasanta, to augment Kama's power (Benton, 2005, p. 32).  

Kama is portrayed as a charming young man with an attractive demeanour. He is seen wielding 

a sugar cane bow and flower arrows. The flowers on his arrows are Aravinda (White Lotus), 

Aśoka, Cūta (Mango Flower), Navamallikā (Jasmine) and Nilotpala (Blue lotus). The verse for 

the same from Amarakośa is cited below: 

Aravindamaśokam ca cūtam ca navamallikā 

Nīlotpalam ca pancaite pancabāṇasya sāyakāha || Verse 23 

The arrows invoke passion and love. It is nature's secret of procreation and freshness  

(Venkatvanaja, 2017). 

prathamam aravindam urasi paścāt ashokam adharayoh | 

cūtam shire navamallikā nayanayoh antatah nīlotpalam yat kincit 

(1) Aravindam flower-arrow - chest (2) Aśoka flower-arrow - lips (3) mango flower-arrow 

head (4) new jasmine flower-arrow eyes; (5) blue lily hits anywhere. 
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The nature of the arrows is: 

Unmādanasthāpanaśca soshanaha stambhanastathā 

Sammohanaśca Kamaśca panca bānaha prakīrthitāha || Verse 24 

Inflamed with love, mental or physical pain, faint, stiffening, hypnotizing, desire, 

all these five arrows of desire proclaim the state of love (Venkatvanaja, 2017).  

When discussing Vasantotsava, ancient writers have frequently emphasized the worship of 

Kama, the God of love and desire, referring to the Spring Festival as the festival of Kama, 

Madanotsava, Anangotsava, Kamotsava and Madanatrayodaśi. The worship of the God of 

Love takes place on the 13th of the bright half of the Caitra śukla-trayodaśi and is known as 

Madana trayodaśi. On this day, women worship Manmatha and his wife Rati, as well as their 

close companion, the Spring-Vasanta. In the worship of Kamadeva, fertility is commemorated 

through festivals and vratās (religious observance) held in the spring months of Caitra and 

occasionally Vaiśākha, which is a popular time for marriages. Bhaviṣya Purāṇa states that a 

ritual during Madanamahotsava is celebrated that serves to ensure fertility for both the earth 

(because earth's dying during the dry season and its rebirth during the rainy season are both 

examples of the narrative of Kama who perishes and is raised from the ashes) and the woman 

performing the puja as it signifies the rebirth of Kama who had been burnt by Śiva and was 

revived at Parvati's prayer. The Bhaviṣya Purāṇa promises that "wherever this ritual (in which 

the husband is seen as Kamadeva) is performed, the rains (will) come on time and prosperity 

(will) prevail" (Benton, 2005, p.97).  

In many cultures around the world, highlighting spring's universal significance can be seen as 

Vasantārambha – time of new beginnings and cultural harmony. When discussing 

Vasantotsava, ancient writers have frequently emphasized the worship of Kāma, the God of 

love and desire, referring to the Spring Festival as the festival of Kāma, Madanotsava, 

Anangotsava, Kamotsava and Anangatrayodashi/ Madanatrayodaśi. In the worship of 

Kāmadēva, vratās (religious observance) held, fertility is commemorated, beginning of 

enchanting season is celebrated as festivals, Vasantasamahotsava event organized in the spring 

months of Caitra Vaiśākha, which is also a popular time for conducting marriages.  

 

Vasantotsava in ancient times 

The enchanting season ‘Vasanta’ is celebrated in many cultures around the world, highlighting 

spring's universal significance as a time of new beginnings and cultural harmony. This was 

observed as Vasantotsava - a spring festival also known as Vasantasamahotsava or 
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Vasantārambha (varṣa) in ancient India.  Vasantotsava is also referred to by the name 

Madhutsava. Since Madhu is synonymous with Caitra1 (Richmond, 1956) Madhutsava and 

Vasantotsava both signify springtime celebrations.  

The table below lists some of the various names that Vasantotsava was given in the literature 

(Anderson, 1985, p.13).  

Text Author Period Vasantotsava 

Śrngāramanjarikathā Paramāra King 

Bhojadeva 

11th century Yatramahotsava of 

Madana 

Kāvyaviveka Jīmūtavāhana  12th century  Kamamahotsava 

Ratnāvaḷi King Harṣa 7th century Caitrotsava, 

Madanatrayodasi 

Bhāvaprakāśana Śāradātanaya 12th century Madanotsava of 

Vasanta 

Gathasaptaṣati King Hālā  1st century Madanamahotsava 

Bhaviṣya Purāṇa  8th – 11th century2 Anangatrayodashi 

 

Many Sanskrit literary works describe in detail the customs and rituals associated with 

Vasantotsava. These include the Ratnāvaḷi by Sri Harsha, written in central India in the sixth 

century, the Kathāsaritsāgara, a collection of stories recorded in North India in the eleventh 

century, Sarasvatīkanṭābharaṇam, written by King Bhoja in the 11th century, Sharadatanaya’s 

Bhāvaprakāśa from 13th century and the Virupākṣa Vasantotsava campu, a 15th century text 

from South India. Ratnāvaḷi describes dancing, songs, music, throwing colours and drinking 

wine in various ways as essential and customary elements of the celebration, 

Sarasvatīkanṭābharaṇam mentions drinking alcohol as a suitable way to get intoxicated on the 

occasion of the Vasantotsava and drinking bouts were part of the festivities of the 

Madanamahotsava celebrations as mentioned in Sharadatanaya’s Bhāvaprakāśa (Anderson, 

1985, p.62). 

From the discussions so far, it can be observed that Vasanta Pancami, Madanamahotsava, 

Vasantotsava are all celebrated as spring festivals and the term "Vasantotsava" is used in the 

sources to refer to a broad range of springtime celebrations such as worship of Kama, fertility 

 
1 Refer to footnote no.1 in page number 13. 
2 Portions of the Bhavishya Purana could date as late as the 16th or 17th century, but other portions are 

most likely older, possibly from the 8th or 11th century. (Anderson, 1985)  
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rites, hunting festivals, dancing, playing with colours and drinking (Each of these topics is 

covered separately in the paragraphs that follow). 

 

Vasantotsava in Vijayanagara Karṇāṭa empire (14th- 16th CE) 

Many inscriptions of the Vijayanagara Karnāṭa era attest to the activities surrounding this 

festival. An inscription dated A. D. 1509-10 mentions Krishna Deva Raya as “he who, every 

year, performed a sacrifice to Kama, the lord of the golden festival of Spring”. The prologue 

of the Sanskrit drama Jāmbhavatīkalyāņa, written by the King, mentions that the drama was 

enacted before the people assembled to witness the Caitra (spring) festival of Virūpāksha"1 

(Saletore, 1934, p.397). Nandi Timmaṇṇa one of the ‘Aṣtadiggajās’2 who flourished in the court 

of Krishna Deva Raya cites in a verse at the end of the first canto of Pārijātāpaharaņam that 

poets gathered at the court for the Spring Festival and Krishna Deva Raya as the one who hears 

their compositions with his queens (Ayyangar, 1919, p.138). The king who was an 

accomplished scholar mentioned the Vasanta festival being performed in the Vijayanagara 

court in the preface to his epic poem Āmuktamālyada, indicating the festival's significance 

(Guy, 2020, p.163). Srinatha Kavi who lived in the 15th century writes in his Haravilāsamu that 

the brothers of Avachi Tippayya Seṭṭi had the monopoly of supplying all the necessary articles 

for the grand Spring festival celebrated by the Reddi king Kumaragiri of Kondavidu (Saletore, 

1934, p.397).  

Virūpākṣa-Vasantotsava-campū a 15th-century CE work by the poet Ahobala a poet who lived 

during the Vijayanagara Karnāṭa period describes the spring and a nine-night Spring Festival, 

known as Vasantotsava. The Spring is described as: 

“[…] in one place the ground made wet by the ambrosial juice, sweet as mango, as if flowing 

forth from the seeds of pomegranate fruit split by the tiny beaks of parrots, in one place with 

ripe fruit fallen from wild clove, bow [8047] vilva, emblic myrobalan, mango, wood apple and 

other trees as if shaken by crowds of monkeys, in one place resounding with the jingling of 

swarms of bees, as if whitened by successions of pollens from flowers such as jasmine, in one 

place adorned with groves of rottlera joined with piper betel tied on with creepers of pepper 

brilliant with saptaparṇās as if high aśokās observed in the spaces between the many arbors 

and bowers very near the pretty cloth tent set up in the place occupied by the royal army of 

 
1 The research article on the analysis of this play is written by Nagaranjitha S., in the same book. 
2 Aṣtadiggajās were eight court poets in the court of Vijayanagara Karnāṭa king Kriṣṇadēvarāya in 

16th century.  
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Pleasure though it has countless new shoots of aśoka, in one place resplendent with a lake as 

if a dwelling for flamingoes […](Sudyka, 2011, p. 285). 

He also describes a nine-night spring festival, known as Vasantotsava, that was held annually 

in the Vijayanagara kingdom's capital Hampi (Pampākṣetra) on the full moon day of Madhu 

Māsa. Vasantotsava is described by the author as including Virupākṣa dēvamahotsava, 

Rathotsava, Mṛgayotsava, and Caitrotsava. The spring festival held here was a grandiose event 

honoring Lord Virupākṣa. According to Anila Verghese, Vasantotsava the nine-day-long 

festival, starting on caitraśuddhanavamī (the ninth day of the bright fortnight of Caitra) with 

the ceremonial hoisting of the flag dhvajārohaṇa concluded with the avabhṛthā, or the ablution 

of the idols in Tuṅgabhadrā river. The major Rathotsava (chariot festival) celebrations, which 

took place on the full moon day, the Mṛgayotsava, when the god Virūpākṣa was taken hunting, 

the festival of Virūpākṣa and Paṃpādevī's estrangement, and the reconciliation and marriage 

festival (Kalyaṇotsava) were held in between these two ceremonies (Sudyka, 2011, p. 274). 

Vasantotsava can be viewed as a springtime celebration with a common set of customs and 

festivities. The architectural splendors of the Vijayanagara Karnāṭa period feature numerous 

portrayals of Vasantotsava in 

sculptures. These magnificent, 

centuries-old carvings in the 

temples serve as a testimony of 

the extravagant spring festival. 

The following sections will 

examine these activities found 

in the sculptures in temples built 

during the Vijayanagara 

Karnāṭa period. 

 

A. Kāma and Rati Sculptures 

 

Fig.1: Rati and Kāma 

sculptures, projected as Yāḷi in 

the entrance of Varadaraja 

Perumal temple, Kanchipuram 
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Fig.2: Kāma, Bhuvaraha Swamy temple, 

Sri Mushnam 

 

  

 

 

 

 

 

 

Fig.3: Rati, Nellaiappar temple,Tirunelveli  

 

  

 

 

 

Fig.4: Rati Venkatachalapathy temple, 

Krishnapuram  
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Fig.5: Kāma, Jambukeswarar temple, Tiruvanaikovil  

    

Fig.6 & 7: Kāma and Rati, Andal temple Srivilliputhur 

 Fig.8 & 9: Kāma and Rati, Andal temple, 

Srivilliputhur  

Fig. 10: Rati and Kama on the pillars of 

Ekambareswarar temple, Kanchipuram 
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Fig. 11: Kāma and Rati sculptures 

above yāli at Varadaraja Perumal 

temple, Kanchipuram 

 

Kama is seen riding a parrot with his 

sugarcane bow and pulling a 

bowstring of bees to shoot flower 

arrows (fig. 2,5,6,9). Kama and Rati 

are sculpted as welcoming deities in 

the manṭapās (Fig.1 & 10) and temple 

walls of the Vijayanagara Karnāṭa 

dynasty, along with the sculptures of 

śālabhañjikās. The deities, both 

armed with bows, riding on chariots 

drawn by parrots; are accompanied by 

their reveling retinue. The panels of 

Kama with his consort Rati 

(fig.3,4,7,8) that are found in the 

temples of Varadaraja Perumal, 

Nellaiappar, Krishnapuram 

Venkatachalapathy, Srivilliputhur 

Andal and Sri Rangam attest to this. 

These temples were either built, 

renovated or extended, during the Vijayanagara Karnāṭa period. That Kama and Rati are 

connected with the spring festival celebrations is proven by the frieze on the exterior wall of 

the Kalyāṇa Manṭapa1/Vasanta Manṭapa of Varadaraja Perumal temple and mukhamanṭapa 

of Krishnapuram Venkatachalapathy temple.  

Magnificent sculptures of Kama and Rati can be found in Suchindram Sthanumalayan temple 

and Madurai Meenakshi temple2 too. 

 
1 Kalyāṇa Manṭapa is a raised, square platform surrounded by ornately decorated pillars. Within the 

temple complex, Kalyāṇa Manṭapa was a key feature of the Vijayanagara empire's architecture, 

symbolizing the wedding ceremony of the temple's deity to his bride.  

2 Permission to take photograph of the architecture and sculptures at the Madurai Meenakshi and 

Suchindram Sthanumalayan temples was denied, even though a letter from the IKS division in Delhi 

was obtained hence the photographs are not provided here. 
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B. Popular Dances during Vasantotsava 

 

1. Kolāṭa/Danḍa Rāsaka 

 

 

 

Fig.12 and 13 : Danḍarāsaka panel along with percussion instrumentalists 

Chennakesava temple, Sompalle, Andhrapradesh 

 

Pietro della Valle, the Italian composer and musicologist, travelled to India between 1623 and 

1624 and left accounts of his voyages. He observed and noted in his travelogue a popular 

entertainment at Ikkeri1. He says while describing this: "All of them (agile girls whose heads 

were decked with yellow and white feathers "which made a pretty sight") carry'd in each hand 

a little round painted Stick, about a span long, or a little more, which they struck together after 

a musical measure, to the sound of Drums and other instruments, and one of the skilfullest of 

the company sung one verse of a song, at the end of which they all reply'd seven or eight times, 

in the number of their meter with the word, Cole, Cole, Cole2, which signifies I know not what, 

but, I believe, 'tis a word of joy. Singing in this manner they went along the street, eight or ten 

 
1 The Nayakas of Madurai, Tanjore, Ginjee and Ikkeri were small dynasties of rulers that grew into tiny 

principalities as a result of the feudal administration of the Vijayanagara Karnāṭa Empire. Known also 

as Ikkeri Nayakas, the Nayakas of Keladi / Ikkeri (1500–1763) were based in the present-day Shimoga, 

Karnataka district.  

2 Kolu kolanna kolu kole in kannada, are some of words used in Kolāṭa songs in Kannaḍa language. 
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together, being either friends, or neighbours, follow'd by many other women, not dress'd in the 

same fashion, but who were either their Mothers or Kins-women” (Saletore, 1934, p.411). This 

dance was called Danḍarāsaka. It is akin to Kolāta, which is still seen in contemporary regional 

practices. 

Kolāṭa, often referred to as Danḍarāsaka, has a long tradition as a type of uparūpaka. 

Uparūpakas, also known as nṛtya-prabandhas, were minor dramas presented by writers of 

post-Bharata period dance and music literature, which included, among other dance and music 

genres, Hallīsaka, Rāsaka, Naṭyarāsaka, and Carcari. About these forms, Raghavan and 

R.Sathayanarayana write in detail1.  

Early writers such as Bhāmaha, Danḍin, and Bhoja wrote extensively on danḍarāsaka as 

Śamyā. Śamyā is categorized under Nartanaka by Bhoja in Śrngāraprakāśa. The Sanskrit-

Tamil work Śuddhānandaprakāśa, which refers to danḍarāsaka as the Śamya or Kolāṭa, shares 

the same opinion. Śāradātanaya divides rāsaka into three categories: Daņda Rāsaka, Mandala 

Rāsaka and Natya Rasaka. Danda-rāsaka is described as a variation of Lāsya (Raghavan, 1978, 

ch. xx). Dandarāsaka, according to Pārśvadeva, is a dance in which all of the Tāla-vādyās are 

played; dancers enter in pairs and proceed in groups of up to eight, facing each other or standing 

back-to-back; they strike rhythmically with their palms, perform different positions, and dance. 

Danḍarāsaka, according to Nṛtta Ratnāvaḷi of Jayasēnāpati (13th century), is a group dance in 

which dancers strike colorful sticks to keep up with the instrumental music and rhythm. He 

continues by describing the dance as follows: He says that the sticks used in this dance are 

made of Arjuna and other trees and that a Cāmara / fly whisk or a dagger was used in addition 

in place of one stick or Danḍa. The dance begins with eight dancers and later gets larger with 

the entry of groups of four, up to sixty-four dancers in two rows (Raghavan, 1960, p.147).  

`Saṅgītamuktāvali (15th Century) mentions Dandarāsaka under the nṛtta category without 

defining the term (Devaṇācārya, 1991 p.9). Nandikeshwara describes this popular dance form 

in Bharatārṇava, stating that it is performed by charming groups of women who strike 

short sticks about 16 angulas or 12 inches long. The dance is performed to the sound of 

instrumental music while doing pirouettes or Bhramarīs  (Nandikeshwara,2016, p.378) .  

Vijayanagara dynasty temple sculptures are replete with representations of Danḍarāsaka / 

Kolāta, or stick dances, accompanied by a variety of instruments (Fig.10 to 23). The 

Vijayanagara rulers generously supported and fostered dance, music, and other arts. Dance 

 
1 Refer Uparupakas and Nrityaprabhandas of Dr V Raghavan and Nartananirnaya Commentary of Dr 

R. Sathyanarayana  
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sculptures and literature from the era capture the subtleties of these dances. Dances performed 

in groups were common throughout the Vijayanagar era. Visualizing the entire sequence of 

this dance is made easier by the exquisitely carved sculptures of the spring festival dance in 

these temples. Individual dancers, two dancers, and group performances with sticks held by the 

dancers flanked by musicians known as Danḍarāsaka / Kolāṭa is a very common imagery one 

can see on the ceilings, wall panels, pillar blocks and plinths. These regional dance traditions 

are engraved in stone in practically all of the temples from this era. 

A few examples of the regional literature that include Kolāṭa dance are Rāgavānka’s 

Harishchandra (1165), Rudrabhata’s Jagannata vijayam (1185), Govinda Vaidya’s Kantirava 

narasaraja Vijaya (1648) and Kanakadasa’s Mohanatarangini (1550) (Ramachandra, n.d). 

 

 

 

Fig. 14: Danḍarāsaka dancing girls- Ekambareswarar Temple – Kanchipuram 

Fig.15: Dancers presenting Kolāṭa in front of a royal figure, Arunachaleswarar temple, 

Tiruvannamalai 
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Fig.16: Danḍarāsaka sculptures on the ceiling of Bhuvarahaswami temple, Sri Mushnam1 

 

 
1 The Virupaksha Temple in Hampi has similar carvings on ceiling depicting dancers performing 

danḍarāsaka, accompanied by musicians in a harmonious and uninterrupted way (based on statements 

provided by Dr. Manorama B N)  
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Fig.17: Danḍarāsaka with danḍa and cāmara,1 Ranganathaswamy Temple temple, Srirangam 

 

  

Fig.18: Danḍarāsaka panel, Bhuvaraha Bhuvaraha Swami temple, Sri Mushnam 

 

 

Fig. 19 : Danḍarāsaka panel in Varadaraja Perumal temple, Kanchipuram 

 

 
1 Similar set of sculptures are heavily identified in the outer panels of Vittalaraya temple Complex, 

Hampi, Hospet District, Karnataka (Dr Manorama’s Documentational evidence). 
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Fig. 20: Miniature carvings of Danḍarāsaka on the pillar at Varadaraja Perumal temple, 

Kanchipuram 

 

  

Fig.21: Panel of Kolāṭā dancers in Varadaraja Perumal temple, Kanchipuram 

 

2. Nāṭyarāsaka / Carcari 

Regarding Nāṭyarāsaka, Bhoja in Śṛngāraprakāśa states that it is performed in the springtime 

in the king's honor and is also known as Carcari. It is carried out in many patterns, such as 

Gulma and Pindi (Raghavan, 1993). Vema Bhūpāla refers to it as a dance that is done during 

the spring festival. Carcari is described by Śāradātanaya of Bhāvaprakāśa as consisting of 

strange, recurrent strokes on instruments made with the palms with frequent pauses. Nartana 

Nirṇaya of Pandarika Vittala notes that Carcari is a type of Rāsaka in which participants dance 

in Manḍalas during the spring festival to the singing of Carcari prabandha or Dvipadi 

prabhanda in a ṡṛngāra or vīra rasa theme. He claims that Nāṭyarāsaka is a dance performed 

by damsels in songs written in Desi hindola rāga that tell the story of the King 

(Sathyanarayana, 1998, pg. 356). 
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According to Manorama B N, the poet Ratnākaravarṇi who was in the time of Vijayanagara 

dynasty mentioned the many dances resembling Pinḍibandhas, which have the similarities to 

Danḍarāsaka, Carcari and Nāṭyarāsaka (Manorama, 2023, 117p). The temples of the 

Vijayanagara period feature carvings that highlight the grace and elegance of these dances with 

dancers surrounded by a plethora of musicians. These sculptures reveal the sculptors' 

familiarity with the art form of dancing, which was popular in the spring and other festivities. 

 

Kaṭṭara dance: "Kaṭṭaras" is another term that gained popularity during the Vijayanagara 

Karṇāṭa period. The term "Kaṭṭala" or "Kaṭṭara" for Nṛtyabhandhas of different kinds was 

originally used by Bommarasa author of Sanatkumāra Carite (1485). It is mentioned by Catura 

Dāmodara and Pandarika Vittala that Kolāṭa is one of the 63 Kaṭṭara variants (Ramachandra, 

n.d., pg. 273). Numerous medieval writings validate the synonyms Kaṭṭara/Kaṭṭari/Kaṭṭane 

Nṛtya/Katțada Jāti nṛtta/ Kaṭṭana/ Kaṭṭare/ Kartari. Several texts from this era, including 

Panḍarika Viṭṭala, Dēvendra, Vemabhupāla, Vēdasūri, Ratnākaravarṇi, Catura Dāmodara and 

King Tulaja used this phrase extensively in their writings. Vedasuri’s Sangíta Makaranda and 

Devendra’s Sangíta Muktāvali mentions 360 types of Kaṭṭaras.  Among the set, Manmatha 

Kāma Kaṭṭara, Vasanta Kaṭṭara, Ratiparaspara Kaṭṭara, Bhilla Kaṭṭara and Kola Kaṭṭaras are 

notable. Manmatha Kaṭṭara is a dance with different kinds of weapon-like structures such as 

bow, arrow and Cakra (discus); whereas Vasanta Kaṭṭara is a seasonal splendour (Manorama, 

2023, 114- 116p). Manmatha dances in the Kāmakaṭṭara1, aiming the flower arrow at Shankara 

while holding the Ikshu danda. The verse describes the theme of the dance but leaves out 

specifics of how it is performed.  

Vasanta Kaṭṭara is mentioned in Dēvendra's Sangīta Muktāvaḷi, where the dancers dance in 

the Vasanta or spring while splashing vermillion and saffron water at each other (Raghavan, 

1993). All of these help us to comprehend that throughout the Vijayanagara era, some of the 

 
1 ಕಾಮಕಟ್ಟರ – ವಾಮಕರ ೇಷು ಕ  ೇದಂಡ ೇದಕ್ಷಿಣ ೇ ಪುಷಪಸಾಯಕಂ | 

ಧೃತಾಸಾಲಂಕೃತಃ ಕಾಮೇರತಾಾಮನ  ೇಹರಃ | ಪರವಿಶ್ಾರಂಗಭ ಮಂಚ 
ಬಂಗಾಳಿ ಪಾತರವತತದಾ… ಶ್ರ ವಿಮೇಚನಂ ಶ್ಂಕರ  ೇ ಪರಿಕುರ್ಾಾಚಚ 
ಪಾರಂತೇರ್ಾಾನಮಾಚರ ೇತ್ | ಕಾಮಕಟ್ಟರವ ೇ ತತತಸವ ಾಕಾಮಫಲಪರದಃ 

Vāmakarēṣu kōdaṇḍēdakṣiṇē puṣpasāyakaṁ | 

dhr̥tāsālaṅkr̥taḥ kāmōratyāmanōharaḥ | praviśyaraṅgabhūmin̄ca 

baṅgāḷi pātravattadā… śara vimōcanaṁ śaṅkarō parikuryācca 

prāntīrdhānamācarēt | kāmakaṭṭaravē tattasarvekāmaphalapradaḥ  

(Veda’s Sangīta Makaranda. ಪೂರ್ೇಾಕತ. Page 279 padagati) 
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Kaṭṭaras features various themes were popular as springtime dances like Danḍarāsaka, Dance 

on Rati-Manmatha, Vasanta Rtu and Dance on Hunters (Manorama, 2023, pg. 113-117). 

 

Seasonal Activities 

1. Hunting festival: Mṛgayotsava 

Tribal hunters or Cencus (Fig.22,23), are prominently featured in Vijayanagara iconography. 

The huntress with foliage-headgear and the leaf attire is seen leaning on a bow, with a male 

partner seemingly pulling out a thorn from the bottom of her feet. Numerous sculptures 

portraying hunting scenes are on exhibit at the temples of this era as seen in figures 24 to 27. 

There are scenes showing men and women hunting both large wildlife like elephants and lions, 

as well as smaller animals such as deer and fowl. 

 

  

 Fig.22: Cencu Lakṣmī,  

Ranganathaswamy Temple temple, Śri Rangam Fig.23: Cencu Lakṣmī, Arunachaleswarar 

temple, Tiruvannamalai  
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Fig.24: Hunting scenes, Chennakesava temple, Sompalle 

 

Hunting was one of the judicious duties - Rājadharma (duty of a king towards his subjects) as 

well as a favourite sport and pastime. Accordingly hunting vicious wild animals was done to 

protect standing crops and the citizens as well as to demonstrate their physical prowess. It was 

also an excellent time to inspect the forest, to check on robbers and to bring peace to the forest 

folks. This essence of rajadharma was honoured during the Vasantotsava of the Vijayanagara 

Karṇāṭa Period, in the form of a festival of hunting, called Mṛgayotsava. 

Virupākṣa Vasantotsava campu mentions that Śiva’s (as Virupākṣa in Hampi) hunt takes place 

during Vasantotsava. Śiva is hailed as the best of huntmen in Śatarudriya (शतरुलिय means 

extolling one hundred ways of glorifying Rudra):   

नमो मृगयुभ्यः  श्वलनभ्यश्च वो नमो 

namo mṛigayubhyah ṣvanibhyaṣcha vo namo ||  

Meaning: Prostration to Thee who art the hunters and the huntsmen; prostration to Thee who 

art the hounds and the keepers of hounds (The Satarudriya - Daily Invocations, p.37 ).  

There are two occasions mentioned in the śaivāgamās and vaiṣnavāgamās when the idol leaves 

the temple precincts in procession or utsava1; that was specifically mentioned in medieval 

inscriptions. These are Avabhṛtha and Mṛgayotsava, or ablution in a nearby pond or river. On 

the last day of a nine- or ten-day festival, people are expected to visit a tīrtha for a special 

festival bath; the Mṛgayotsava is scheduled for the day prior. Vijayanagara's Vasantotsava had 

 
1 The central event of the traditional Hindu temple celebration (the utsava) is a procession of the 

utsava idols. Cala (moveable) and Achala (immovable) murthi’s or idols of gods and goddesses are the 

two-fold nature of images consecrated in the temples. The moveable idols are made of metal. The 

immovable images or mula-vigrahās or dhruvabērās, are made of stone and permanently fixed in the 

central shrine or Garbhagriha. The utsava murthi, or movable idols, are carried out in processions for 

the public to receive darśana; they resemble Kṣatriyās during the procession. (mAnasa-taraMgiNI, 

2013).  
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both of the essential 

components of the important 

annual celebration. Ahobala's 

account of the Mṛgayotsava 

mentions that it will be 

possible to see the God 

himself during the Great 

Hunt Festival - The 

Mṛgayotsava day is depicted 

as a time of year when the 

god personally visits his 

devotees and blesses them 

(Sudyka, 2019, p. 287).  

 

 

Fig.25: Hunting scene of 

Tiger on yāli, Bhuvaraha 

Swami temple, Sri Mushnam  

Fig. 26: Hunting scene in Yāḷi, Varadaraja Perumal temple - Kanchipuram 

 

 Fig. 27: Varadaraja Perumal temple, 

Kanchipuram 

 

Mṛgayotsava or Mrigayātra or hunting festival 

had become a striking aspect of the mahotsava 

or grand celebration that appears to have started 

becoming popular by the medieval periods. 

This had a military component as well. The 

deity's idol is carried in this procession on a 

horse, along with his trident, Pināka bow and 

Pāśupatāstra. The sounds of conchs and the 

beating of the Bheri and Paṭaha drums by people who follow the procession create a rhythm, 

giving the impression that an army is preparing for an invasion, a cavalry raid or a hunt. An 
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account from the time of the Vijayanagara ruler Bukkadeva's reign indicates that this aspect 

was undoubtedly serious (Manasatarangini, 2013). 

 

2. Playing with colors during Vasantotsava 

The main events of the Vasantotsava celebration included singing, dancing, consuming wine 

and people playing with coloured water. Common people and nobles interacted freely and 

joyously throughout this celebration. In several texts, splashing one another with coloured 

powder, water or mud is described as a way to relax social boundaries. The Spring Festival 

generally exudes an air of uninhibited pleasure, and the Vasantotsava is no exception. There's 

song, music and colour all across the city. This celebration is portrayed as having a lot of 

courtesan sporting and involvement. The throwing of coloured water is described as a 

distinct springtime activity termed 'Udakaksvedika' in Kāmasūtra and Śrínga krīda in 

Jayamangala's commentary. Continuing the trend of increasingly detailed depictions of this 

practice, Somesvara in the 9th CE describes it as "Secana krīda," or dousing each other with 

fragrant and colorful water using syringes (Śrīngas) (Anderson, 1985, p.43, 46).  

Around 1420/1421 CE, an Italian merchant, explorer, and writer named Niccolò de' Conti 

travelled to Vijayanagara, which he named "Bizenegalia" says the following about the 

celebrations: "There are also three other festival days, during which they sprinkle all passers-

by, even the king and queen themselves, with saffron water, placed for that purpose by the way-

side. This is received by all with much laughter (Saletore, 1934, p.396)." 

 

  

Fig. 28, 29 &30: Sculptures of women celebrating the festivals with colours,  

Chennakesava temple, Sompalle 
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The Vasantamanṭapa of the Chennakesava temple, Sompalle depicts images of dancing, music 

and water spraying (Fig.28, 29 &30)1. Women celebrate the arrival of spring by dancing while 

holding sticks or water squirts. Women are observed wearing variously styled outfits and 

sporting buns in their hair. It's a beautiful picture to witness, with women actively filling water 

syringes with colored water from the pots to toss at each other while musicians play the drum 

and blowpipes.  

 

3. Drinking Wine during Vasantotsava 

Ratnāvaḷi, Sarasvatīkanṭābharaṇa and Bhāvaprakāśa, mention wine drinking in the context of 

the Spring Festival. Ratnāvaḷi gives the following description of the fertility ritual where wine 

drinking was essential (Anderson, 1985, p.75). 

“The trees yonder appear to be drunk with the wine offered at the Spring Festival. The mouthful 

of wine sprinkled at the root of the Bakula trees seems now to be flavoured with thick dripping 

blossoms by the Bakula trees and the Campaka flowers bloom even while the moon-like faces 

of young damsels are flushed with wine; while the bees give back in harmony and thus seem 

to imitate the music of the anklets ringing loud as the delicate feet are raised against the Aśoka 

trees”. The Sompalle temple has sculptures of men and women holding little jars of wine, 

suggesting that the sculptors reinterpreted these ancient ceremonies and traditions. 

 

Fig. 31 & 32: Drinking wine during Vasantotsava celebration, Chennakesava temple, Sompalle  

 
1 A significant feature of the Narasimha svāmi temple in Ahobilam, Kurnool district of Andhrapradesh, 

has its sculpture depiction of the Vasantotsava celebrations. This temple is replete with depictions of 

people squirting each other with colored water (statement based on oral documentation from Dr. 

Manorama B N). 
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4. Dohada ceremony 

 

Fig.33        Fig.34     Fig.35 

Śālabhañjikās of Arunachaleswarar temple, Tiruvannamalai and  

Bhuvaraha Swami temple, Sri Mushnam 

 

In sculptural art, the Woman-and-Tree motif is considered auspicious. (Fig.33 to 38). In 

Vijayanagara art, Latā-Sundari, a theme similar to Śālabhañjikā, adorns the walls and pillars 

with images of maidens bending a tree limb (Śala, Aśoka, mango, etc.) Shorea Robusta, often 

known as Śāla is a tall tree. In general, a tree is also referred to by this word. Bhañjikā comes 

from the root ‘bhanj’ meaning "break," or shatter." The word Śālabhañjikā means a portrait 

sculpture, a game or a rite (Desai, 2010, p. ). These decorative motifs are carved on the inner 
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door jambs of the temples. These sculptures symbolize maidens connected to festivals like 

Aśokabhañjikā and Śālabhañjikā. In some places, the figure is seen standing atop Makara 

(Crocodile Or a mystic animal). The Śālabhañjikā symbolizes auspiciousness and sculptors 

employed this to represent the Dohada ceremony, which was carried out by a young girl to 

fertilize trees. The numerous Śālabhañjikā sculptures seen in Vijayanagara temples are 

symbolic of the Dohada fertility ceremony, which is also connected to the Vasantotsava. The 

ancient Sanskrit literature features this motif often. Poets like Kālidāsa, Rājaśekhara, Harṣa, 

Bilhaṇa, and Bāṇa describe Dohada ceremony.  

Dohada translates to a pregnant woman's desires. In this context, Dohada refers to a tree's 

fondness for direct or indirect contact with a woman, such as touching (sparśa), embracing 

(āliṅgana) or kicking and stroking with the foot (pādaghāta). Thus, by a kind of ritual that is 

unique to each tree, women can trigger their flowering. A woman can, for example, make the 

Tilaka bud with just a glance, while the Campaka, Nameru, and Karṇikāra yield to her laughter, 

the Nameru to her voice and the Kurabaka to her embrace. While the Bakula blossoms when 

a young maiden sprinkles wine from her mouth, in the case of Priyaṅgu, the most desired thing 

is to touch the creeper; the Mandāra tree requires pleasant conversation, and the Cūṭa tree is 

content to simply feel human breath upon itself, sing, and dance. It's stated that certain women 

could make a tree bloom even when it wasn't in season (Jakubczak, 2017, p.81). 

 

  

 

 

 

 

 

 

 

 

 

 

 

 

Fig.36 & 37: Jambukeswarar temple, Thiruvanaikaval    Fig.38: Varadaraja Perumal 

temple, Kanchipuram 
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5. Ascetics visit to Vijayanagar during Vasantotsava 

The Kāpālikās – the śaiva ascetics observed a year that was full of festivals. They made it a 

rule to meet twice a year specifically to enjoy pleasures with full freedom. These were the 

Vasantotsava and the Kaumudimahotsava (Venetia, 2010). A record of Tantrics practicing 

seasonal orgies on Vasantotsava is also seen mentioned (Desai, 1975, p. 119). The sculpture 

below depicts the naked mendicants.  

 Fig.39: Ascetic, Chennakesava temple, Sompalle   

  

Fig.40: Bhuvaraha Bhuvaraha Swami temple, 

Śrimūṣṇam 

 

 

Srirangam temple: Sculptures of Vasantotsava at one place   

It’s noteworthy to mention that the pillars facing the exterior or the pillars forming the outer 

lining of the manṭapa of Srirangam temple have sculpture panels depicting all activities and 

rituals associated with Vasantotsava close to each other (fig 41 to 49). 

 

 

Fig.41: Kolāṭa frieze with hunter’s dance  Fig.42: Kolāṭa frieze with ensemble 



39 Shodha Vijaya 
 

  

Fig.43: playing with water squirt  Fig.44: Dance and music with ensemble 

 

  

Fig 45: Panel of Kolāṭa     Fig.46: Hunting scene  

 

  

Fig.47: Kāma and Rati      Fig.48: Śālabhañjikā 

 

 

Fig.49: Carrying Wine or Colours + 3D projection of animals (Elephant and Bull) 
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Conclusion 

Vasantotsava was a multifaceted and extravagant celebration that involved people from all 

social classes, and the sculptures at the Vijayanagara Karṇāṭa temples depict each of these 

elements. The history of Vijayanagara and a multitude of sculptures that depict various 

activities provide a solid comprehension of textual and visual techniques that were practiced 

during those times with a variety of themes, including dances, hunting scenes, royal scenes, 

martial themes and celebrations. Most of all the temples have similar motifs, which highlights 

the sculptor’s perception while creating their works with a common realistic theme. These 

ritualistic celebrations played a significant role since it was a firm belief that thriving festivals 

would promote fertility, establish the existence of divine powers in the realm and strengthen 

the Dharma.  
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ªÀÄzsÀåAiÀÄÄVÃ£À PÁ®zÀ zÀ±ÀgÀÆ¥ÀPÀUÀ¼À ¸ÁzsÀåvÉUÀ¼ÁV          

CªÀiÁvÀå ªÀvÀìgÁd£À gÀÆ¥ÀPÀUÀ¼ÀÄ  

- qÁ. ¥Àæw¨sÁ ¸ÀvÀå£ÁgÁAiÀÄt, É̈AUÀ¼ÀÆgÀÄ.  

 

¥ÀæªÉÃ²PÉ 

¥Á æaÃ£À PÁ®zÀ gÀAUÀ¨sÀÆ«ÄAiÀÄ°è ¸ÁA¥ÀæzÁ¬ÄPÀ PÀxÁªÀ¸ÀÄÛªÀÅ¼Àî zÀ±ÀgÀÆ¥ÀPÀUÀ¼ÀÄ d£À¦æAiÀÄªÁVzÀÝªÀÅ ªÀÄvÀÄÛ 

PÀ«UÀ¼ÀÄ CªÀ£ÀÄß §gÉAiÀÄÄwÛzÀÝgÀÄ. ¨sÀgÀvÀ£ÀÄ vÀ£Àß £Álå±Á¸ÀÛçzÀ ºÀ¢£ÉAl£ÉÃ CzsÁåAiÀÄªÀ£ÀÄß zÀ±ÀgÀÆ¥ÀPÀUÀ½UÉAzÉÃ 

«ÄÃ¸À°nÖzÁÝ£É. 

lÉÉOûMÇü xÉmÉëMüUhÉqÉƒ¡ûÉå urÉÉrÉÉåaÉ LuÉ cÉ | pÉÉhÉÈ xÉqÉuÉMüÉU¶É uÉÏjÉÏ mÉëWûxÉlÉÇ ÌQûqÉÈ 

DWûÉqÉ×aÉ¶É ÌuÉ¥ÉårÉÉ SzÉåqÉå lÉÉšsÉ¤ÉhÉå | (18-2,3) 

ºÀvÀÄÛ gÀÆ¥ÀPÀ ¥ÀæPÁgÀUÀ¼À CAzÀgÉ- £ÁlPÀ, ¥ÀæPÀgÀt, CAPÀ, ªÁåAiÉÆÃUÀ, ¨sÁt, ¸ÀªÀÄªÀPÁgÀ, «Ãy, ¥ÀæºÀ¸À£À, rªÀÄ, 

FºÁªÀÄÈUÀ JAzÀÄ £ÁªÉÆÃ¯ÉèÃR£ÀªÀ£ÀÄß ªÀiÁr, ªÀÄÄAzÉ ¸À«¸ÁÛgÀªÁV CªÀ£ÀÄß «ªÀj¹zÁÝ£É.  

F ºÀvÀÄÛ gÀÆ¥ÀPÀUÀ¼À vÀÄ®£ÁvÀäPÀ ¸À«ÄÃPÉë¬ÄAzÀ £ÁlPÀ ªÀÄvÀÄÛ ¥ÀæPÀgÀtªÀ£ÀÄß gÀÆ¥ÀPÀUÀ¼À°è JgÀqÀÄ ªÀÄÄRå 

PÀªÀ®ÄUÀ¼ÉAzÀÄ ¥ÀjUÀtÂ À̧§ºÀÄzÀÄ (G¥ÁzsÁåAiÀÄ, 1980, 61). £ÁlPÀ, CAPÀ, ªÁåAiÉÆÃUÀ, ¸ÀªÀÄªÀPÁgÀ, rªÀÄ ªÀÄvÀÄÛ 

FºÁªÀÄÈUÀzÀ°è zÉÊªÀ CxÀªÁ GvÀÛªÀÄ ¸ÀªÀiÁdzÀ ¥ÁvÀæUÀ½ªÉ. E°è ¢üÃgÀ£ÁzÀ £ÁAiÀÄPÀ¤zÀÄÝ, gÁdgÀÄ CxÀªÁ 

zÉÃªÀgÀ PÀxÉUÀ¼À£ÀÄß PÁt§ºÀÄzÀÄ.  ̈ Át, «Ãy, ¥ÀæºÀ¸À£ÀUÀ¼ÀÄ ̧ ÁªÀiÁ£Àåd£ÀgÀ fÃªÀ£ÀªÀ£ÀÄß ¥Àæw¤¢ü̧ ÀÄvÀÛªÉ. EªÀÅUÀ½UÉ 

¥ÀæPÀgÀtªÉA§ gÀÆ¥ÀPÀªÉÃ ¥ÉæÃgÀPÀªÁVªÉ. CAzÀgÉ £ÁlPÀ ªÀÄvÀÄÛ CzÀgÀ ¥ÉæÃjvÀ gÀÆ¥ÀPÀUÀ¼ÀÄ zÉÊ«Ã ¥ÁvÀæUÀ¼À£ÀÄß ªÀÄvÀÄÛ 

±ËAiÀÄð¥ÀæzsÁ£À WÀl£ÉUÀ¼À£ÀÄß EwªÀÈvÀÛzÀ°è ºÉÆA¢zÀÝgÉ, ¥ÀæPÀgÀt ªÀÄvÀÄÛ CzÀgÀ ¥ÉæÃjvÀ gÀÆ¥ÀPÀUÀ¼ÀÄ ¸ÀªÀiÁdzÀ 

¸ÁªÀiÁ£ÀågÀ fÃªÀ£ÀªÀ£ÀÄß EwªÀÈvÀÛªÁV ºÉÆA¢gÀÄvÀÛzÉ. ¥ÀæPÀgÀtzÀ°è ºÀvÀÄÛ CAPÀUÀ½gÀ§ºÀÄzÀÄ. EzÀjAzÀ ¥ÉæÃjvÀªÁzÀ 

gÀÆ¥ÀPÀ¥ÀæPÁgÀUÀ¼À°è ºÉZÉÑAzÀgÉ MAzÀÄ CAPÀªÀÅ EgÀ§ºÀÄzÀÄ. ¨sÁµÉAiÀiÁV À̧A¸ÀÌöÈvÀ ªÀÄvÀÄÛ ¥ÁæPÀÈvÀ J¯Áè 



45 Shodha Vijaya 
 

gÀÆ¥ÀPÀ¥ÀæPÁgÀUÀ¼À°èAiÀÄÆ PÀAqÀÄ§gÀÄvÀÛzÉ. »ÃVzÀÆÝ zÀ±ÀgÀÆ¥ÀPÀUÀ¼À°è £ÁlPÀUÀ¼ÉÃ ºÉZÁÑVzÀÄÝ, G½zÀ ¥ÀæPÁgÀzÀ 

gÀÆ¥ÀPÀUÀ¼ÀÄ PÀrªÉÄ ¸ÀASÉåAiÀÄ°è §gÉAiÀÄ®ànÖªÉ. £Á®ÄÌ jÃwAiÀÄ £ÁAiÀÄPÀgÀÄ1, C£ÉÃPÀ £Á¬ÄPÁ ¥ÀæPÁgÀUÀ¼ÀÄ2, LzÀÄ 

CxÀð¥ÀæPÀÈwUÀ¼ÀÄ3, LzÀÄ CªÀ Ȩ́ÜUÀ¼ÀÄ4 ªÀÄvÀÄÛ LzÀÄ ¸ÀA¢üUÀ¼À£ÀÄß5 ºÉÆA¢gÀÄªÀ ¥Àj¥ÀÆtðªÁzÀ £ÁlPÀ §gÉAiÀÄ®Ä 

¸ÀÄ®¨sÀ. ¥ÀæPÀgÀt, ªÁåAiÉÆÃUÀ, ¨sÁt ªÀÄvÀÄÛ ¥ÀæºÀ¸À£ÀUÀ¼ÀÆ ªÀÄ£ÉÆÃgÀAd£À¨sÀjvÀªÁVzÀÝ PÁgÀt CªÀÇ wÃgÁ 

«gÀ¼ÀªÀ®è. CªÀ£ÀÄß ªÀÄÄAzÉ §AzÀ C£ÉÃPÀ PÀ«UÀ¼ÀÄ C£ÀÄ À̧j¹, §UÉ§UÉAiÀÄ gÀÆ¥ÀPÀ¥ÀæPÁgÀUÀ¼À£ÀÄß §gÉ¢zÁÝgÉ. EAvÀºÀ 

£ÁlPÀPÁgÀgÀ°è, CªÀiÁvÀå ªÀvÀìgÁd£ÀÄ ¥ÀæªÀÄÄR£ÀÄ. 

 

PÀ« ªÀÄvÀÄÛ PÀÈwUÀ¼ÀÄ  

ZÁ®ÄPÀågÀ gÁd£ÁzÀ PÁ°AdgÀzÀ ¥ÀgÀªÀÄ¢ðzÉÃªÀ£À (1163-1203) CªÀiÁvÀå£ÁzÀ ªÀvÀìgÁd£ÀÄ ¸ÀA¸ÀÌöÈvÀ 

¸Á»vÀå¥Àæ¥ÀAZÀzÀ̄ ÉèÃ DgÀÄ «©ü£Àß jÃwAiÀÄ gÀÆ¥ÀPÀUÀ¼À£ÀÄß §gÉzÀÄ C¢éwÃAiÀÄ£ÁVzÁÝ£É. ºÁUÉAzÀÄ ªÀvÀìgÁd£ÀÄ 

£ÁlPÀ ªÀÄvÀÄÛ ¥ÀæPÀgÀt JA§ JgÀqÀÄ «¨sÁUÀUÀ¼À£ÀÆß §gÉ¢®è. ºÁVzÀÆÝ s̈Á¸À£À£ÀÄß ©lÖgÉ CvÀåAvÀ ºÉaÑ£À 

À̧ASÉåAiÀÄ°è gÀÆ¥ÀPÀUÀ¼À£ÀÄß §gÉzÁvÀ ªÀvÀìgÁd£ÉÃ ¸Àj. PÉÃªÀ® £Álå±Á À̧ÛçzÀ ®PÀëtzÀ¯ÉèÃ PÁtÄªÀ ¸ÀªÀÄªÀPÁgÀ JA§ 

gÀÆ¥ÀPÀ¥ÀæPÁgÀªÀ£ÀÄß ¤zÀ²ð¸À®Ä GzÁºÀgÀuÉAiÀÄ gÀÆ¥ÀzÀ°è ‘ À̧ªÀÄÄzÀæªÀÄxÀ£À’ JA§ gÀÆ¥ÀPÀªÀ£ÀÄß §gÉ¢zÁÝ£É 

ªÀvÀìgÁd. ²ªÀ£ÀÄ wæ¥ÀÄgÀUÀ¼À£ÀÄß zsÀéA À̧ ªÀiÁqÀÄªÀ PÀxÉ G¼Àî wæ¥ÀÄgÀzÁºÀ JA§ rªÀÄªÀÅ E¢ÝvÉAzÀÄ £Álå±Á¸ÀÛç ªÀÄvÀÄÛ 

zÀ±ÀgÀÆ¥ÀPÀzÀ°è ¸ÀÆa À̧¯ÁVzÉ. EzÀ£ÀÄß ªÉÆzÀ® ¨Áj ªÀvÀìgÁd£ÀÄ §gÉzÀ £ÀAvÀgÀ, ªÉAPÀlªÀAiÀÄð£ÀÄ ‘PÀÈµÀÚ «dAiÀÄ’ 

ªÀÄvÀÄÛ gÁªÀÄPÀ«UÀ¼ÀÄ ‘ªÀÄ£ÀäxÉÆÃ£ÀäAxÀ£À’ JA§ rªÀÄUÀ¼À£ÀÄß gÀa¹zÁÝgÉ. ºÁUÁV ªÀÄÄAzÉ §AzÀ C£ÉÃPÀ 

£ÁlPÀPÁgÀjUÉ ªÀvÀìgÁd£ÀÄ C£ÀÄPÀgÀtÂÃAiÀÄ£ÁVzÁÝ£É.  

 
1  ¢üÃgÉÆÃzÁÝvÀ, ¢üÃgÉÆÃzÀÞvÀ, ¢üÃgÀ®°vÀ, ¢üÃgÀ±ÁAvÀ – JA§ÄzÁV £ÁAiÀÄPÀgÀÄ ªÀÄÄRåªÁV £Á®ÄÌ ¥ÀæPÁgÀzÀªÀgÁVzÀÄÝ, 
±ÀÈAUÁgÀzÀ°è CªÀgÀ£ÀÄß ¥ÀÄ£ÀB zÀQët, zsÀÈµÀÖ, C£ÀÄPÀÆ®, ±ÀoÀ JA§ ¨sÉÃzÀUÀ¼À£ÀÄß ªÀiÁr, PÉÆ£ÉUÉ CªÀgÀ°è GvÀÛªÀÄ, ªÀÄzsÀåªÀÄ, 
CzsÀªÀÄ JA§ s̈ÁªÀUÀ¼À£ÀÄß UÀªÀÄ¤¹, 48 ¥ÀæPÁgÀUÀ¼À£ÀÄß ªÀiÁqÀ§ºÀÄzÀÄ. (¸Á»vÀå zÀ¥Àðt, 3, 38). 

2  अथ नायिका त्रिभेदा स्वान्िा साधारणा स्िीयि | 
नािकसामान्िगुणैभभवयि िथासम्भवैिुभक्िा || (सा. द. ििृीिपररच्छेदः, 56 श्लोक)  

£ÁAiÀÄQAiÀÄÄ vÁåUÀ EvÁå¢ UÀÄtUÀ¼À£ÀÄß £ÁAiÀÄPÀ£ÀAvÉ ºÉÆA¢gÀÄvÁÛ¼É. CªÀ¼À£ÀÄß ¸Àé¹ÛçÃ, C£Àå¹ÛçÃ ªÀÄvÀÄÛ ¸ÁzsÁgÀt¹ÛçÃ JAzÀÄ 
« s̈ÁV À̧§ºÀÄzÀÄ. ¹éÃAiÀiÁ JAzÀgÉ, ¥ÀwªÀævÉAiÀiÁzÀ ºÉAqÀw. D ¥ÀæPÁgÀzÀ°èAiÉÄÃ CªÀ¼À ±ÀÈAUÁgÀ ZÉÃµÉÖUÀ¼À£ÀÄß UÀªÀÄ¤¹  ªÀÄÄUÁÞ, 
ªÀÄzsÁå, ¥ÀæUÀ¯Áã JAzÀÄ ªÀÄÆgÀÄ jÃw « s̈ÁUÀªÀ£ÀÄß ªÀiÁqÀ§ºÀÄzÀÄ. ªÀÄzsÁå ªÀÄvÀÄÛ ¢üÃgÁ « s̈ÁUÀUÀ¼À°è ¥ÀÄ£ÀB ¢üÃgÁ, C¢üÃgÁ, 
¢üÃgÁ¢üÃgÁ JAzÀÄ DgÀÄ «¨sÁUÀ. CªÀgÀ°è, ¥ÀwAiÀÄ ªÉÄÃ°£À ¥ÉæÃªÀÄªÀ£ÀÄß DzsÀj¹ eÉåÃµÀ×, PÀ¤µÀ× JA§ JgÀqÀÄ «¨sÁUÀUÀ¼ÀÄ 
EªÉ. ¥ÀgÀQÃAiÀÄ¹ÛçÃAiÀÄ°è ¥ÀgÉÆÃqsÁ, PÀ£Áå JA§ s̈ÁUÀUÀ¼ÀÄ. ªÉÃ±Áå JA§ÄzÀÄ ªÀÄvÉÆÛAzÀÄ ¥ÀæPÁgÀ. EzÀ®èzÉ £Á¬ÄPÉAiÀÄ 
CªÀ¸ÉÜUÀ¼À£ÀÄß UÀªÀÄ¤¹, ¸Áé¢üÃ£À¨sÀvÀÈðPÁ EvÁå¢ JAlÄ s̈ÉÃzÀUÀ¼ÀÄAlÄ. ¹ÛçÃAiÀÄgÀ ¸ËAzÀAiÀÄðªÀ£ÀÄß DzsÀj¹ GvÀÛªÀiÁ, 
ªÀÄzsÀåªÀiÁ ªÀÄvÀÄÛ CzsÀªÀiÁ JA§ ¨sÉÃzÀUÀ¼ÀÄ. ¢ªÁå¢ªÁå JA§ s̈ÉÃzÀUÀ¼ÀÆ EªÉ. ¸Á»vÀåzÀ¥ÀðtzÀ ¥ÀæPÁgÀ EªÉ®è ¨sÉÃzÀUÀ¼À£ÀÄß 
¥ÀgÀ¸ÀàgÀ C£Àé¬Ä¹ Ȩ́Ãj À̧ÄvÁÛ ºÉÆÃzÀAvÉ 380 ¥ÀæPÁgÀzÀ £Á¬ÄPÉAiÀÄgÀÄ DUÀÄvÁÛgÉ. 
3 PÀxÁ« À̧ÛjÃPÀgÀtzÀ zÀÈ¶Ö¬ÄAzÀ ªÀ À̧ÄÛ«£À°è LzÀÄ CA±ÀUÀ¼ÀÄ PÀAqÀÄ§gÀÄvÀÛªÉ. CªÀÅ ©Ãd, ©AzÀÄ, ¥ÀvÁPÀ, ¥ÀæPÀjÃ ªÀÄvÀÄÛ 
PÁAiÀÄð. 
4 £ÁAiÀÄPÀ£À PÁAiÀÄðzÀÈ¶Ö¬ÄAzÀ ªÀ À̧ÄÛ«£À°è LzÀÄ ¹ÜwUÀ½gÀÄvÀÛªÉ. DªÀÅ - DgÀA s̈À, AiÀÄvÀß, ¥Áæ¥ÁÛ÷å±Á, ¤AiÀÄvÁÛ¦Û ªÀÄvÀÄÛ 
¥sÀ¯ÁUÀªÀÄ 
5 LzÀÄ CxÀð¥ÀæPÀÈwUÀ¼ÀÄ ªÀÄvÀÄÛ LzÀÄ CªÀ¸ÉÜUÀ¼ÀÄ PÀæªÀÄªÁV Ȩ́ÃjzÀgÉ, ªÀ À̧ÄÛ«£À°è ªÀÄÄR, ¥ÀæwªÀÄÄR, UÀ s̈Àð, CªÀªÀÄ±Àð ªÀÄvÀÄÛ 
G¥À À̧AºÀÈw JAzÀÄ LzÀÄ ¸ÀA¢üUÀ¼ÁUÀÄvÀÛªÉ. 
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ªÀvÀìgÁd£ÀÄ §gÉ¢gÀÄªÀ DgÀÄ gÀÆ¥ÀPÀUÀ¼ÀÄ »ÃVªÉ: 

➢ QgÁvÁdÄð¤ÃAiÀÄ JA§ ªÁåAiÉÆÃUÀ  

➢ gÀÄQätÂÃºÀgÀt JA§ FºÁªÀÄÈUÀ  

➢ ¸ÀªÀÄÄzÀæªÀÄxÀ£À JA§ ¸ÀªÀÄªÀPÁgÀ 

➢ wæ¥ÀÄgÀzÁºÀ JA§ rªÀÄ 

➢ PÀ¥ÀÆðgÀZÀjvÀ JA§ ¨sÁt 

➢ ºÁ¸ÀåZÀÆqÁªÀÄtÂ JA§ ¥ÀæºÀ¸À£À  

PÀ« ªÀvÀìgÁd£À F DgÀÄ gÀÆ¥ÀPÀUÀ¼À£ÀÄß ªÉÆzÀ® ¨ÁjUÉ ¸ÉAlæ¯ï É̄Ê§æj, §gÉÆÃqÀ – EzÀgÀ ªÀw¬ÄAzÀ 1918gÀ°è 

¥ÀæPÁ²¸À¯ÁVvÀÄÛ. ²æÃ aªÀÄ£ï ¯Á¯ï. r. zÀ¯Á¯ï CªÀgÀÄ F gÀÆ¥ÀPÀµÀlÌªÀ£ÀÄß ¸ÀA¥Á¢¹, EzÀPÉÌ ¥ÀjZÀAiÀÄªÀ£ÀÄß 

§gÉ¢zÁÝgÉ. DzÀgÉ FªÀgÉUÀÆ F gÀÆ¥ÀPÀUÀ¼À §UÉÎ AiÀiÁªÀÅzÉÃ ¸ÉÆÃzÁºÀgÀt «±ÉèÃµÀuÁ É̄ÃR£À CxÀªÁ 

¥ÀæAiÉÆÃUÀUÀ¼ÀÄ PÀAqÀÄ§A¢®è.  

 

CzsÀåAiÀÄ£ÀzÀ DªÀ±ÀåPÀvÉ ªÀÄvÀÄÛ GzÉÝÃ±À 

FªÀgÉUÀÆ CµÁÖV UÀªÀÄ£ÀPÉÌ ¨ÁgÀ¢gÀÄªÀ ªÀvÀìgÁd£À gÀÆ¥ÀPÀUÀ¼ÀÄ, CªÀÅUÀ¼À PÀxÁªÀ¸ÀÄÛ«£À°ègÀÄªÀ «±ÉÃµÀvÉ, PÀ«AiÀÄÄ 

ºÉÃ½gÀÄªÀ ¸ÁégÀ À̧åªÀÄAiÀÄ CA±ÀUÀ¼ÀÄ, CzÀPÁÌV §¼À¹gÀÄªÀ ªÁPÀå-¥ÀzÀUÀ¼À ZÀªÀÄvÁÌgÀ, C®APÁgÀUÀ¼À ¥Àæ À̧ÄÛw, »£Éß¯É 

ªÀÄÄ£Éß¯ÉUÀ¼À PÀÄjvÀÄ UÀªÀÄ£À ºÀj¹ F CzsÀåAiÀÄ£ÀªÀÅ £ÀqÉ¢zÉ. £Álå±Á¸ÉÆÛçÃvÀÛgÀ PÁ®zÀ°è gÀZÀ£ÉUÉÆAqÀ 

¥ÀæªÀÄÄRªÉ¤¸ÀÄªÀ F gÀÆ¥ÀPÀUÀ¼À£ÀÄß £Álå±Á¸ÀÛç ®PÀëtzÀ zÀÈ¶Ö¬ÄAzÀ £ÉÆÃrzÁUÀ ¨sÀgÀvÀ®PÀët ¸ÁªÀðPÁ°PÀvÉAiÀÄÄ 

ºÉZÁÑV ªÀÄ£ÀzÀmÁÖUÀÄvÀÛzÉ JA§ PÁgÀt ªÀÄvÀÄÛ CzÀjAzÀ ¥ÁæaÃ£À gÀAUÀ¨sÀÆ«ÄAiÀÄ ªÉÊ²µÀÖ÷å, PÀxÁªÀ¸ÀÄÛUÀ¼À̄ ÁèUÀÄwÛzÀÝ 

§zÀ¯ÁªÀuÉ, ¥ÀæAiÉÆÃUÀzÀ ¸ÁzsÀåvÉ-¨ÁzsÀåvÉ, CªÀÅUÀ¼À ¸Á°£À°è CªÀiÁvÀå ªÀvÀìgÁd£À gÀÆ¥ÀPÀUÀ¼À ¸ÁÜ£ÀªÀiÁ£ÀUÀ¼À£ÀÄß 

CjAiÀÄÄªÀ GzÉÝÃ±ÀªÀÇ EzÉ. EzÀjAzÁV ªÀvÀìgÁd£À C£ÀAvÀgÀzÀ°è gÀZÀ£ÉUÉÆAqÀ E£ÀßµÀÄÖ gÀÆ¥ÀPÀUÀ¼À CzsÀåAiÀÄ£ÀPÉÌ 

ºÁ¢ zÉÆgÉvÀÄ ¥ÀÄ¶Ö ¹UÀÄvÀÛzÉ JA§ PÁgÀt¢AzÀ F §gÉªÀtÂUÉAiÀÄ£ÀÄß PÉÊUÉÆ¼Àî¯ÁVzÉ. 

 

CzsÀåAiÀÄ£À«Äw ªÀÄvÀÄÛ «zsÁ£À 

ªÀvÀìgÁd£À ‘ªÀiÁzsÀ«Ã’ JA§ «ÃyAiÀÄÄ C¥ÀæPÁ²vÀªÁVzÀÄÝ, EªÀ£À ‘±À«ÄðµÀ×AiÀÄAiÀiÁw’AiÉÄA§ ºÉ¸Àj£À gÀÆ¥ÀPÀªÀÅ 

CAPÀ JA§ ¥ÀæPÁgÀzÁÝVzÉ. DzÀgÉ CªÉgÀqÀÆ G¥À®§ÞªÁV®è. G½zÀAvÉ ®¨sÀå«gÀÄªÀ ªÀvÀìgÁd£À DgÀÄ 

gÀÆ¥ÀPÀUÀ¼À£ÀÄß ªÀiÁvÀæ E°è «±ÉèÃ¶¸À¯ÁVzÉ.  PÀxÁªÀ¸ÀÄÛ«£À°ègÀÄªÀ «±ÉÃµÀ CA±ÀUÀ¼À£ÀÄß C©ü£ÀªÀ̈ sÁgÀwÃ ¸À»vÀªÁV 

£Álå±Á À̧ÛçzÀ zÀÈ¶Ö¬ÄAzÀ ¥Àj²Ã°¸À¯ÁVzÉ. CªÀiÁvÀå ªÀvÀìgÁd£À PÁ®zÀ C£ÀAvÀgÀPÉÌ gÀAUÀ¨sÀÆ«ÄAiÀÄ «ZÁgÀUÀ¼À£ÀÄß 

zÁR°¹zÀ ®PÀëtUÀæAxÀUÀ¼ÁzÀ- PÀ°AUÀ zÉÃ±ÀPÉÌ ¸ÉÃjzÀ «±Àé£ÁxÀPÀ«AiÀÄ ¸Á»vÀåzÀ¥ÀðtªÀ£ÀÆß (1384 ¸ÁªÀiÁ£Àå 

±ÀPÀ), 12£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ°è UÀÄdgÁvï-ªÀÄºÁgÁµÀÖçzÀ ¥ÀæzÉÃ±ÀUÀ¼À D¸ÀÄ¥Á¹£À°è fÃ«¹zÀÝgÉ£Àß¯ÁzÀ eÉÊ£ÀªÀÄÄ¤UÀ¼ÁzÀ 

gÁªÀÄZÀAzÀæ ªÀÄvÀÄÛ UÀÄtZÀAzÀægÀÄ gÀa¹gÀÄªÀ ªÀÄvÉÆÛAzÀÄ C®APÁgÀ±Á¸ÀÛçzÀ UÀæAxÀ £ÁlåzÀ¥ÀðtªÀ£ÀÆß PÉ®ªÉÇAzÀÄ 

®PÀët«ZÁgÀUÀ½UÉ CzsÀåAiÀÄ£À £ÀqÉ¹ G¯ÉèÃT¸À¯ÁVzÉ. DªÀgÉV£À gÀAUÀ¨sÀÆ«ÄAiÀÄ ¥ÀæAiÉÆÃUÀUÀ½UÉ F UÀæAxÀUÀ¼ÀÄ 
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¸ÁQë¨sÀÆvÀªÁVgÀ§ºÀÄzÉAzÀÄ ¥ÀjUÀtÂ¹, £Álå±Á À̧ÛçzÀ gÀÆ¥ÀPÀ ®PÀëtUÀ½AzÀ ªÀåvÀå¸ÀÛªÁzÀ G¯ÉèÃRUÀ¼À£ÀßµÉÖÃ UÀÄgÀÄw¹ 

E°è ¤ÃqÀ¯ÁVzÉ. gÀÆ¥ÀPÀUÀ¼À PÀxÁ£ÀPÀªÀ£ÀÄß UÀªÀÄ¤¹zÀAvÉ ¥ÀÆgÀPÀªÁV PÉ®ªÀÅ ¥ÀÄgÁt, PÁªÀå, s̈ÁUÀªÀvÀ, 

ªÀÄºÁ¨sÁgÀvÀ ªÉÆzÀ¯ÁzÀ ¥ÁæaÃ£À EwºÁ¸À ¥ÀæxÀªÀÄ DPÀgÀ ¸Á»vÀåUÀ¼À G¯ÉèÃRªÀÇ ¸ÉÃjzÉ. EªÀÅUÀ¼ÉÆA¢UÉ PÉ®ªÀÅ 

¸ÀA±ÉÆÃzsÀ£À PÀÈwUÀ¼À£ÀÆß ¢éwÃAiÀÄ DPÀgÀUÀæAxÀUÀ¼ÁV ¥ÀjUÀtÂ¹ CzsÀåAiÀÄ£À £ÀqȨ́ À¯ÁVzÀÄÝ; D ¥ÉÊQ DZÁAiÀÄð 

§®zÉÃªÀ G¥ÁzsÁåAiÀÄgÀ À̧A¸ÀÌöÈvÀ ¸Á»vÀåzÀ EwºÁ¸ÀªÀÅ ¥ÀæªÀÄÄRªÁzÀzÀÄÝ.    

 

QgÁvÁdÄð¤ÃAiÀÄ - ªÁåAiÉÆÃUÀ 

®PÀët«ZÁgÀ:     

urÉÉrÉÉåaÉxiÉÑ ÌuÉÍkÉ¥Éæ: MüÉrÉï: mÉëZrÉÉiÉlÉÉrÉMüzÉUÏUÈ | 

AsmÉx§ÉÏeÉlÉrÉÑ£üxiuÉåMüÉWûM×üiÉÉxiÉjÉÉ cÉæuÉ || (£Álå±Á À̧Ûç 18, 90) 

¥ÀæSÁåvÀ £ÁAiÀÄPÀ£À£ÀÄß ºÁUÀÆ PÉ®ªÉÃ ¹ÛçÃ¥ÁvÀæUÀ¼À£ÀÄß ºÉÆA¢zÀ, MAzÉÃ ¢£ÀzÀ°è £ÀqÉAiÀÄÄªÀ WÀl£ÉUÀ¼À£ÀÄß 

M¼ÀUÉÆAqÀ, C£ÉÃPÀ ¥ÀÄgÀÄµÀ¥ÁvÀæUÀ½gÀÄªÀ ¥ÀÄgÀÄµÀ¥ÀæzsÁ£ÀªÁzÀ gÀÆ¥ÀPÀ«zÀÄ. ¢ªÀå£ÁAiÀÄPÀ¤®èzÀ, MAzÉÃ CAPÀ«gÀÄªÀ, 

¢Ã¥ÀÛgÀ¸À«gÀÄªÀ1 gÀÆ¥ÀPÀzÀ ¥ÀæPÁgÀ ªÁåAiÉÆÃUÀ. AiÀÄÄzÀÞ, ¤AiÀÄÄzÀÞ, ªÁåAiÀiÁªÀÄ, ±ËAiÀÄð, «zÁå EzÀgÀ°è PÁtÄªÀÅzÀÄ. 

¸ÁªÀiÁ£ÀåªÁV PÀAqÀÄ§gÀÄªÀ ¥ÁæaÃ£À ªÁåAiÉÆÃUÀUÀ¼À ºÉ¸ÀgÀÄUÀ¼ÀÄ- zsÀ£ÀAdAiÀÄ«dAiÀÄ, £ÀgÀPÁ¸ÀÄgÀ «dAiÀÄ, 

¤¨sÀðAiÀÄ ©üÃªÀÄ«dAiÀÄ, ¥ÀæZÀAqÀ¨sÉÊgÀªÀ, gÁªÀÄ«dAiÀÄ. ¨sÁ¸À£À ‘ªÀÄzsÀåªÀÄªÁåAiÉÆÃUÀ’ªÀ£ÀÄß ©lÖgÉ, vÀzÀ£ÀAvÀgÀ 

ªÀvÀìgÁd£À QgÁvÁdÄð¤ÃAiÀÄªÀ£ÀÄß ªÀÄvÀÄÛ CªÀ£À PÁ®zÀªÀ£ÉÃ DzÀ ¥ÀæºÁèzÀzÉÃªÀ£À ‘¥ÁxÀð¥ÀgÁPÀæªÀÄ’ JA§ 

ªÁåAiÉÆÃUÀªÀ£ÀÄß ¥ÀæªÀÄÄRªÁV £ÉÆÃqÀ§ºÀÄzÀÄ. 

EzÀgÉÆA¢UÉ “UÀ s̈ÁðªÀªÀÄµÀð «ªÀfðvÀB…C¹ÛçÃ ¤«ÄvÀÛ ¸ÀAUÁæªÉÆÃ…ªÁåAiÉÆÃUÉÆÃ’ £Á¬ÄPÁªÀiï «£Á” JAzÀÄ 

£ÁlåzÀ¥ÀðtzÀ°è «²µÀÖ ®PÀëtUÀ¼À£ÀÄß ªÁåAiÉÆÃUÀPÉÌ PÉÆnÖzÁÝgÉ. E°è ºÉtÂÚ£À ¸À®ÄªÁV AiÀÄÄzÀÞªÁUÀÄªÀÅ¢®è, ªÀÄvÀÄÛ 

E°è £Á¬ÄPÉAiÉÄÃ EgÀÄªÀÅ¢®è JA§ «µÀAiÀÄ F ®PÀët«ZÁgÀªÁV UÀªÀÄ£ÁºÀð. PÁ®PÁ®PÉÌ vÀPÀÌAvÉ ±Á¸ÀÛçzÀ 

¥Àj¨sÁµÉUÀ¼ÀÄ, ®PÀëtUÀ¼ÀÄ ¥ÀjªÀwðvÀªÁVgÀÄªÀÅzÀ£ÀÄß UÀªÀÄ¤¸À§ºÀÄzÀÄ. 

SÏmiÉUxÉÉå ÌWû MüÉsÉ¤ÉåmÉ AxÉÌWûzÉwhÉÑiÉrÉÉ ÌuÉÌlÉmÉÉiÉÉlÉÉÇ zÉƒ¡ûrÉÉ cÉ mÉëÉUqpÉmÉërÉ¦ÉÉlÉÉliÉUÇ TüsÉÉaÉqÉ LuÉ rÉiÉiÉå| £ÁAiÀÄPÀ£ÀÄ 

«ÃgÀ£ÁzÀ PÁgÀt CªÀ£ÀÄ PÁAiÀÄðzÀ DgÀA¨sÀªÁzÀ ªÉÄÃ¯É vÀPÀët ¥sÀ®ªÀ£ÀÄß §AiÀÄ À̧ÄvÁÛ£É ªÀÄvÀÄÛ ªÀÄzsÀåzÀ°è «WÀßUÀ¼ÀÄ 

§gÀ§ºÀÄzÉA§ vÀªÀPÀ¢AzÀ ¨ÉÃUÀ ¥sÀ®ªÀ£ÀÄß §AiÀÄ¸ÀÄvÁÛ£É. DzÀÝjAzÀ¯ÉÃ E°è ªÀÄÄR, ¥ÀæwªÀÄÄR 

¸ÀA¢ü2AiÀiÁzÉÆqÀ£ÉAiÉÄÃ ¤ªÀðºÀt ¸ÀA¢ü¬ÄAzÀ F gÀÆ¥ÀPÀªÀÅ PÉÆ£ÉUÀÆ¼ÀÄîvÀÛzÉ. zÀ±ÀgÀÆ¥ÀPÀUÀ¼À ¥ÉÊQ PÉÃªÀ® £ÁlPÀ, 

 
1 ¢Ã¥ÀÛUÀÄtªÉAzÀgÉ NeÉÆÃUÀÄt¢AzÀ PÀÆrzÀ ¸Á»vÀå. «ÃgÀ, gËzÀæ gÀ À̧UÀ¼ÀÄ ¥ÁæzsÁ£Àå. 
2  ¸ÀA¢üUÀ¼À «ªÀgÀuÉ:  

• ªÀÄÄR À̧A¢üAiÀÄ°è PÀxÁ s̈ÁUÀ E£ÀÆß ©Ãd gÀÆ¥ÀªÁVgÀÄvÀÛzÉ. £ÁAiÀÄPÀ£ÀÄ vÀ£Àß PÁAiÀÄðªÀ£ÀÄß DgÀA©ü¸ÀÄvÁÛ£É. 

• ¥ÀæwªÀÄÄR À̧A¢üAiÀÄ°è PÀxÉAiÀÄÄ E£ÀÆß ¸Àé®à É̈¼ÉAiÀÄÄvÀÛzÉ. £ÁAiÀÄPÀ£ÀÄ PÁAiÀÄð¸ÁzsÀ£ÉUÁV AiÀÄvÀß ªÀiÁqÀÄvÁÛ£É. 
• UÀ s̈Àð¸ÀA¢üAiÀÄ°è PÁAiÀÄð ¥sÀ®ªÀÅ PÉÊUÀÆqÀÄªÀ ¸ÀÆZÀ£É vÉÆÃgÀÄvÀÛzÉ. 
• CªÀªÀÄ±Àð ¸ÀA¢üAiÀÄ°è PÀxÉAiÀÄÄ E£ÀÆß ªÀÄÄAzÀÄªÀgÉzÀÄ, £ÁAiÀÄPÀ£ÀÄ PÉÆÃ¥À, ªÀå À̧£À, « É̄ÆÃ¨sÀ£Á¢UÀ½AzÀ À̧é®à 

vÀqÉzÀÄ ¤®ÄèvÁÛ£É. E°è ¥sÀ®¥Áæ¦Û ¤²ÑvÀªÁUÀÄvÀÛzÉ. 
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¥ÀæPÀgÀt, £ÁnPÁ ªÀÄvÀÄÛ ¥ÀæPÀgÀtÂPÁ - F £Á®ÄÌ ¥ÀæPÁgÀUÀ¼À°èAiÉÄÃ LzÀÄ CªÀ Ȩ́ÜUÀ¼ÀÄ ªÀÄvÀÄÛ LzÀÄ ̧ ÀA¢üUÀ¼ÀÄ EgÀÄvÀÛªÉ 

JAzÀÄ £ÁlåzÀ¥ÀðtzÀ°è w½¸À¯ÁVzÉ.  

 

PÀxÁ£ÀPÀ: PÀxÉAiÀÄ D¢AiÀÄ°è, CdÄð£À£ÀÄ ¹zÁÞzÉÃ±À£ÉA§ ̧ ÉÃªÀPÀ£ÉÆA¢UÉ ªÀiÁvÁqÀÄvÁÛ, PËgÀªÀgÀ £Á±ÀªÁUÀÄªÀ vÀ£ÀPÀ 

vÀ£ÀUÉ J°èAiÀÄ ¸ËRå JA§ÄzÁV ºÉÃ¼ÀÄvÁÛ£É. F ±ÉÆèÃPÀªÀÅ ±À¨ÁÝ®APÁgÀ, CxÁð®APÁgÀUÀ¼ÉgÀqÀ£ÀÆß ºÉÆA¢zÉ.  

‘ªÁ¸ÀÄzÉÃªÀ£À «ÄvÀæ£ÁzÀ ¤Ã£ÀÄ KvÀPÉÌ vÀ¥À À̧Äì ªÀiÁqÀ¨ÉÃPÀÄ’ JA§ ¥Àæ±ÉßUÉ, ‘UÀÄgÀÄd£ÀgÀ ¤zÉÃð±ÀzÀAvÉ £Á£ÀÄ vÀ¥À À̧Äì 

ªÀiÁqÀ®Ä §A¢zÉÝÃ£É. E®èªÁzÀgÉ ¨sÀÄd§®zÀ ¥ÀgÁPÀæªÀÄ«gÀÄªÀ £À£ÀUÉ vÀ¥À¹ì£À ªÀÄAvÀæ¹¢ÞAiÀÄÄ ®eÁÓ¸ÀàzÀ’ JAzÀÄ 

CºÀAPÁgÀ¢AzÀ CdÄð£À£ÀÄ £ÀÄrAiÀÄÄvÁÛ£É. CµÀÖgÀ°è WÀÈvÁa, w¯ÉÆÃvÀÛªÀiÁ, gÀA¨sÁ ªÀÄÄAvÁzÀ C¥ÀìgÉAiÀÄgÀÄ C°èUÉ 

vÀªÀÄä ¢ªÀåªÁzÀ «ªÀiÁ£ÀUÀ¼À°è §gÀÄvÁÛgÉ. F ¨sÁUÀzÀ°è PÉÊ²QÃªÀÈwÛUÉ D¸ÀàzÀ«zÉ. ¸ÀªÀå¸ÁaAiÀiÁzÀ CdÄð£À£ÀÄ D 

«ªÀiÁ£ÀUÀ¼À£Éß¯Áè vÀ£Àß ¨ÁtUÀ½AzÀ zÀÆgÀ ¸Àj À̧ÄvÁÛ£É.  

CµÀÄÖ ºÉÆwÛUÉ ̧ ÀjAiÀiÁV ±ÁzÀÆð® ªÀÄvÀÄÛ PÀÀApÃgÀªÀ JA§ E§âgÀÄ ̈ ÉÃqÀgÀÄ PÁªÀ®Ä PÁAiÀÄÄwÛgÀ®Ä ªÀÄÄ¤ªÉÃµÀzÀ°è 

EAzÀæ£ÀÄ ¥ÀæªÉÃ²¸ÀÄvÁÛ£É. CdÄð£À£ÀÄ w½AiÀÄzÉAiÉÄÃ CªÀ£À£ÀÄß “vÁvÀ” (vÀAzÉ) JAzÀÄ ¸ÀA¨ÉÆÃ¢ü¸ÀÄvÁÛ£É. EAzÀæ£ÀÄ 

ªÀÄUÀ£À ªÀÄ£ÉÆÃgÀxÀªÀ£ÀßjvÀÄ, vÀ£Àß ¤d À̧égÀÆ¥ÀªÀ£ÀÄß vÉÆÃj ªÀÄºÉÃ±ÀégÀ£À£ÀÄß DgÁ¢ü¸À®Ä ¸ÀÆa À̧ÄvÁÛ£É. CµÀÖgÀ°è 

MAzÀÄ PÁqÀÄºÀA¢AiÀÄÄ J¯ÉèqÉ G¥ÀzÀæªÀªÀ£ÀÄß ªÀiÁqÀ®Ä, CdÄð£À£ÀÄ FUÀ ¨Át¥ÀæAiÉÆÃUÀªÀ£ÀÄß ªÀiÁqÀ¯ÁgÀzÉ 

E£ÉÆß§â QgÁvÀ¤AzÀ vÁ£ÀÄ gÀQë¸À®àqÀ¨ÉÃPÉÃ£ÉÆÃ JAzÀÄ £ÉÆAzÀÄPÉÆ¼ÀÄîvÁÛ£É. 

D ªÀgÁºÀªÀÅ ªÉÆzÀ¯ÉÃ ¨ÉÃqÀgÀ MqÉAiÀÄ¤AzÀ PÉÆ®è®ànÖzÀÝgÀÆ CdÄð£À£ÀÄ vÁ£ÉÃ PÉÆAzÉ£ÉAzÀÄ £Àn¸ÀÄvÁÛ£É. 

PÀApÃgÀªÀ ªÀÄvÀÄÛ UÉÆÃªÀiÁAiÀÄÄPÀ JA§ QgÁvÀgÀ ¸ÀA¨sÁµÀuÉ¬ÄAzÀ CªÀgÀ MqÉAiÀÄ£ÉÃ ªÀgÁºÀªÀ£ÀÄß 

PÉÆA¢gÀÄªÀ£ÉAzÀÄ w½zÀÄ §gÀÄvÀÛzÉ. CdÄð£À£ÀÄ vÁ£ÉÃ PÉÆAzÉ£ÉAzÀÄ ºÉÃ½, D QgÁvÀgÀ MqÉAiÀÄ£ÀÄ PÉÃªÀ® PÁr£À 

JªÉÄäUÀ¼À ªÀiÁA¸ÀªÀ£ÀÄß w£ÀÄßªÀªÀ£ÀÄ JAzÀÄ CªÀºÉÃ¼À£À ªÀiÁqÀÄvÁÛ£É. EzÀ£ÀÄß PÉÃ½zÀ QgÁvÀ£À ªÉÃµÀzÀ°ègÀÄªÀ ºÀgÀ£ÀÄ 

§AzÀÄ J®èjUÀÆ PÉÃ¼ÀÄªÀAvÉ ¥ÁæPÀÈvÀzÀ®Æè, À̧éUÀvÀzÀ°è (vÀ£ÀßµÀÖPÉÌ vÁ£ÉÃ) ¸ÀA¸ÀÌöÈvÀzÀ®Æè ªÀiÁvÁqÀÄvÁÛ£É. EzÀjAzÀ 

¥ÁvÀæzÀ ¥ËærüªÉÄAiÀÄ ªÉÄÃ¯É ¨sÁµÉAiÀÄÄ DzsÁjvÀªÁVzÉ JAzÀÄ w½AiÀÄÄvÀÛzÉ.  

QgÁvÀ£ÀÄ CdÄð£À£À£ÀÄß ªÀÄ£À¸ÁgÉ PÉÆAqÁrzÀgÉ, CdÄð£À£ÀÆ QgÁvÀ£À£ÀÄß “EªÀ£ÀÄ ¸ÁPÁëvï ²ªÀ£ÉÃ” JAzÀÄ 

¨sÁ«¸ÀÄvÁÛ£É. CdÄð£À£ÀÄ KPÁQAiÀiÁV QgÁvÀgÀ ¸ÉÊ£ÀåªÀ£ÀÄß JzÀÄj¸À®Ä ¹zÀÞ£ÁzÁUÀ, ²ªÀ£ÉÃ CªÀgÀ£Éß¯Áè zÀÆgÀ 

¸Àj À̧ÄvÁÛ£É. ºÀgÀ£À ªÉÃµÀzÀ QgÁvÀ£ÀÄ CdÄð£À£À£ÀÄß AiÀÄÄzÀÞPÉÌ PÀgÉzÁUÀ, CªÀ£ÀÄ, “£À£ÀUÉ FUÀ ªÀÄÄ¤ À̧ºÀdªÁzÀ 

PÀgÀÄtgÀ¸ÀªÀÅ ¢éUÀÄtÂvÀªÁV D«¨sÁðªÀªÁUÀÄwÛzÉ” J£ÀÄßvÁÛ£É. “¸ÀªÀðvÀ: PÀ¤µÀ×: «ÄxÁå UÀjµÀ×:” JAzÀÄ QgÁvÀ£À£ÀÄß 

¨ÉÊAiÀÄÄvÁÛ£É. (F ‘«ÄxÁå UÀjµÀ×’ JA§ £ÁtÄÚrAiÀÄÄ  PÀ¥ÀÆðgÀZÀjvÀ JA§ ªÀvÀìgÁd §gÉzÀ ¨sÁt gÀÆ¥ÀPÀzÀ®Æè 

PÁtÄvÀÛzÉ). DzÀgÀÆ CªÀ£À ªÉÄÃ¯É ¨Át¥ÀæAiÉÆÃUÀªÀ£ÀÄß ªÀiÁqÀÄªÀÅ¢®è.  

DUÀ ºÀgÀ£ÀÄ, EªÀ£À ¥ËgÀÄµÀªÀ£ÀÄß MgÉUÀ®è°è C¼ÉAiÀÄzÉ ¢ªÁå¸ÀÛçªÀ£ÀÄß PÉÆqÀ¨ÁgÀzÉAzÀÄ ¤tð¬Ä¹ zÀÄAiÉÆÃðzsÀ£À£À 

ªÉÃµÀ¢AzÀ §gÀÄvÁÛ£É. ªÁUÁézÀzÀ°è, “¤Ã£ÀÄ zÀÄAiÉÆÃðzsÀ£À£ÉÃ C®è “JAzÀÄ CdÄð£À£ÀÄ ºÉÃ¼ÀÄvÁÛ£É. MAzÀÄ 

 

• G¥À À̧AºÀÈw CxÀªÁ ¤ªÀðºÀt ¸ÀA¢üAiÀÄ°è »AzÉ £Á£ÁªÀÄÄRªÁVzÀÝ PÁAiÀÄðªÉ®èªÀÇ KPÀªÀÄÄRªÁV 
ªÀÄÄVAiÀÄÄvÀÛzÉ ªÀÄvÀÄÛ £ÁAiÀÄPÀ£ÀÄ G¢ÝµÀÖ PÁAiÀÄð¥sÀ®ªÀ£ÀÄß ¥ÀqÉAiÀÄÄvÁÛ£É. 
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jÃw¬ÄAzÀ CzÀÆ ¸ÀjAiÉÄAzÀÄ M¦àzÀ zÀÄAiÉÆÃðzsÀ£À ªÉÃµÀzsÁj ²ªÀ£ÀÄ ©°ézÉåAiÀÄ ¥ÀæzÀ±Àð£ÀPÉÌ ¸ÀeÁÓUÀÄvÁÛ£É. 

EzÀ£ÀÄß PÀAqÀ CdÄð£À£ÀÄ “UÀzÁAiÀÄÄzÀÞzÀ¯ÉèÃ ¤Ã£ÀÄ ¤¥ÀÄt£ÁzÀgÀÆ, FUÀ ¨ÁtªÀ£ÀÄß ºÀÆqÀÄ” JAzÀÄ 

¥ÀAxÁºÁé£ÀªÀ£ÀÄß ¤ÃqÀÄvÁÛ£É. PÀApÃgÀªÀ, ±ÁzÀÆð® ªÀÄvÀÄÛ ¹zÁÞzÉÃ±ÀgÀ ¸ÀA¨sÁµÀuÉ¬ÄAzÀ AiÀÄÄzÀÞzÀ ¥ÀæQæAiÉÄAiÀÄÄ 

w½AiÀÄÄvÀÛzÉ. J¯Áè zÉÃªÀvÉUÀ¼ÀÄ ªÀÄvÀÄÛ ªÀÄÄ¤UÀ¼ÀÄ PÀzÀ£ÀªÀ£ÀÄß £ÉÆÃqÀÄwÛgÀÄvÁÛgÉ. E°è AiÀÄÄzÀÞªÀ£ÀÄß vÉÆÃj¸ÀzÉ, 

AiÀÄÄzÀÞzÀ PÀxÉAiÀÄ£ÀÄß ºÉÃ¼À¯ÁVgÀÄªÀÅzÀ£ÀÄß UÀªÀÄ¤¸À§ºÀÄzÀÄ.  

PÉÆ£ÉUÉ ²ªÀ£À vÀ¯É¬ÄAzÀ gÀPÀÛªÀÅ aªÀÄä®Ä, CdÄð£À¤UÉ ²ªÀ£À ¤d À̧égÀÆ¥ÀªÀÅ w½AiÀÄÄvÀÛzÉ. ²ªÀ£À PÁ®ÄUÀ½UÉgÀVzÀ 

CdÄð£À¤UÉ MAzÀÄ eÉÆåÃw¸ÀégÀÆ¥ÀªÁV ¢ªÁå À̧ÛçªÀÅ ±ÀAPÀgÀ¤AzÀ zÀPÀÄÌvÀÛzÉ. “UÀÄgÀÄªÁzÀ ¤£ÀUÉ K£ÀÄ 

UÀÄgÀÄzÀQëuÉAiÀÄ£ÀÄß ¤ÃqÀ°” JAzÀÄ CdÄð£À£ÀÄ PÉÃ¼À®Ä, “F ¥Àæ¥ÀAZÀªÉA§ £À£Àß ±ÀjÃgÀªÀ£ÀÄß ºÀUÀÄgÀªÀ£ÁßV ªÀiÁqÀÄ” 

(¥Á¦UÀ¼À ¸ÀAºÁgÀ¢AzÀ ¨sÀÆ¨sÁgÀªÀ£ÀÄß PÀrªÉÄ ªÀiÁqÀÄ ) JA§ÄzÁV ²ªÀ£ÀÄ PÉÃ¼ÀÄvÁÛ£É. ¨sÀgÀvÀªÁPÀåzÀ°è, “ªÀÄ¼É 

¸ÀÄjAiÀÄ°, gÁdgÀÄ D¼À°, PÀ«UÀ¼ÀÄ CªÀÄÈvÀzsÁgÉAiÀÄ£ÀÄß ¸ÀÄj¸À°, ªÉÆÃºÀ JA§ CAzsÀPÁgÀªÀÅ zsÀéA¸ÀªÁV 

²ªÁzÉéöÊvÀªÀÅ ¹¢Þ¸À°” JAzÀÄ D±ÀA¹¹ gÀÆ¥ÀPÀPÉÌ vÉgÉ J¼ÉAiÀÄ¯ÁUÀÄvÀÛzÉ.  

 

«±ÉèÃµÀuÉ: ªÀÄºÁ¨sÁgÀvÀzÀ°è CdÄð£À£ÉÆA¢UÉ ¸Ét¸ÁqÀ®Ä QgÁvÀ£À ªÉÃµÀzÀ°è ²ªÀ£ÀÄ §AzÀ PÀxÉ EzÀÝgÀÆ, 

¨sÁgÀ«AiÀÄÄ vÀ£Àß QgÁvÁdÄð¤ÃAiÀÄA JA§ ªÀÄºÁPÁªÀå¢AzÀ F WÀl£ÉAiÀÄ£ÀÄß d£À¦æAiÀÄUÉÆ½¹zÁÝ£É. CAvÉAiÉÄÃ 

G¥ÀfÃªÀåªÁzÀ ªÀÄºÁ¨sÁgÀvÀ ªÀÄvÀÄÛ K¼À£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ QgÁvÁdÄð¤ÃAiÀÄ ªÀÄºÁPÁªÀå¢AzÀ ¥Àæ s̈Á«vÀ£ÁzÀ 

CªÀiÁvÀå ªÀvÀìgÁd£ÀÄ «ÃgÀgÀ¸ÀPÉÌAzÉÃ ºÉÃ½ªÀiÁr¹gÀÄªÀ F WÀl£ÉAiÀÄ£ÀÄß ªÁåAiÉÆÃUÀPÉÌ vÉUÉzÀÄPÉÆArzÁÝ£É. 

E°èAiÀÄÆ  ¥ÀÄgÀÄµÀ ¥ÁvÀæUÀ¼ÉÃ ¥ÀæzsÁ£À. MAzÉÃ ¢£ÀzÀ°è £ÀqÉAiÀÄÄªÀ WÀl£É ªÀÄvÀÄÛ ¥ÀæSÁåvÀ ¥ÁAqÀªÀ£ÁzÀ CdÄð£À£ÉÃ 

£ÁAiÀÄPÀ. 

¨sÁgÀ«AiÀÄÄ ²æÃ JA§ ®Që÷äAiÀÄ £ÁªÀÄ¢AzÀ ªÀÄAUÀ®ªÀ£ÀÄß ªÀiÁrzÀgÉ, CªÀiÁvÀå ªÀvÀìgÁd£ÀÄ vÀ£Àß £ÁA¢ ¥ÀzÀåzÀ°è 

CA©PÉAiÀÄ£ÀÄß ¸Àäj¹ ²ªÀ£À CzsÁðAVAiÀÄ À̧ÆZÀ£ÉAiÀÄ£ÀÄß PÉÆnÖzÁÝ£É. ¸ÁÜ¥ÀPÀ£ÀÄ ¸ÀÆvÀæzsÁgÀ£À£ÀÄß ªÀiÁºÉÃ±ÀégÀ, 

JAzÀgÉ ªÀÄºÉÃ±ÀégÀ¤UÉ ¸ÀA§AzsÀ¥ÀlÖªÀ£ÀÄ, CªÀ£À ¨sÀPÀÛ JAzÀÄ ¸ÀA¨ÉÆÃ¢ü¸ÀÄvÁÛ£É.  E°èAiÀÄÆ ªÀÄÄzÁæ®APÁgÀzÀ 

¥ÀæAiÉÆÃUÀ«zÉ. ªÁåAiÉÆÃUÀzÀ ªÀÄÄRå gÀ¸À «ÃgÀ JA§ ¸ÀÆZÀ£É¬ÄzÉ.  

E£ÉÆßAzÀÄ £ÁA¢ ¥ÀzÀåzÀ°è ‘²ªÀ£À ±ÀÆ¯ÁAiÀÄÄzsÀªÀÅ £ÀªÀÄä£ÀÄß gÀQë¸À°’ JA§ÄzÁV DAiÀÄÄzsÀzÀ ¸ÀÆZÀ£É¬ÄzÉ. 

PÁ®AdgÁ¢ü¥ÀwAiÀiÁzÀ vÉæöÊ¯ÉÆÃPÀåªÀªÀÄðzÉÃªÀ£À DzÉÃ±ÀzÀ ªÉÄÃ¯É, ªÀvÀìgÁd£À F gÀÆ¥ÀPÀzÀ ¥Àæ À̧ÄÛwAiÀiÁVzÉ JAzÀÄ 

w½¸ÀÄvÁÛ, ¥ÀÄ£ÀB «ÃgÀgÀ̧ ÀzÀ ±ÉÆèÃPÀUÀ¼À£ÀÄß ºÉÃ¼ÀÄvÁÛ£É. gÁd£À, PÀ«AiÀÄ ªÀÄvÀÄÛ £ÀlgÀ ¸ÀÄÛw, gÀÆ¥ÀPÁ®APÁgÀzÀ°è 

CdÄð£À£ÉA§ ZÀAzÀæ£ÀÄ EAzÀæ£À ¢PÁÌzÀ ¥ÀÆªÀðPÉÌ ºÉÆÃV, C°è VjÃ±À£À ²gÀ¸Àì£ÀÄß KgÀÄªÀ£ÀÄ JA§ PÀxÉAiÀÄ 

¥ÀjZÀAiÀÄªÀ£ÀÄß ªÀiÁqÀÄvÁÛ, ¥Àæ¸ÁÛªÀ£ÉAiÀÄ£ÀÄß ªÀÄÄV¸ÀÄvÁÛ£É. ¸ÀÆvÀæzsÁgÀ ªÀÄvÀÄÛ ¸ÁÜ¥ÀPÀgÀ ªÀiÁvÀÄ ªÀÄÄVzÀ £ÀAvÀgÀ 

¥ÁvÀæUÀ¼À ¥ÀæªÉÃ±ÀªÁVzÉ. DzÀÝjAzÀ PÀxÉÆÃzÁÞvÀ JA§ ¥Àæ¸ÁÛªÀ£Á ¥ÀæPÁgÀ E°èzÉ. 

¹ÛçÃ¥ÁvÀæ«®èzÉ «ÃgÉÆÃvÁìºÀ¢AzÀ PÀÆrgÀÄªÀ, zÀÄAiÉÆÃðzsÀ£À£À ¥ÁvÀæªÀ£ÀÆß vÀAzÀÄ PÀxÉAiÀÄ°è MAzÀÄ ºÉÆ¸À 

DAiÀiÁªÀÄªÀ£ÀÄß vÀAzÀ ªÀvÀìgÁd£À PÀ®à£ÉAiÀÄÄ ¥Àæ±ÀA¸À¤ÃAiÀÄ. 
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gÀÄQätÂÃºÀgÀt - FºÁªÀÄÈUÀ 

®PÀët«ZÁgÀ: ¢ªÀå¥ÀÄgÀÄµÀgÀ£ÀÄß D±Àæ¬Ä¹, ¢ªÀå¹ÛçÃAiÀÄ PÁgÀt¢AzÀ AiÀÄÄzÀÞªÁV PÀxÉAiÀÄÄ ªÀÄÄAzÀÄªÀgÉAiÀÄÄªÀ 

gÀÆ¥ÀPÀzÀ ¥ÀæPÁgÀ FºÁªÀÄÈUÀ. EzÀgÀ°è GzÀÞvÀ ¥ÀÄgÀÄµÀjzÀÄÝ, ¹ÛçÃ¤«ÄvÀÛªÁVgÀÄªÀ ¥ÀgÀ¸ÀàgÀ gÉÆÃµÀ«gÀÄvÀÛzÉ. 

ªÁåAiÉÆÃUÀzÀAvÉ «ÃgÀgÀ̧ ÀªÀÅ¼Àî, ¨ÉÆ¨ÉâºÉÆqÉAiÀÄÄªÀÅzÀÄ, aÃvÁÌgÀ ªÀiÁqÀÄªÀÅzÀÄ - EªÉÃ ªÉÆzÀ¯ÁzÀªÀ£ÀÄß 

M¼ÀUÉÆArgÀÄªÀ F gÀÆ¥ÀPÀzÀ ¥ÀæPÁgÀªÀÅ «Ãy, CAPÀ ªÀÄÄAvÁzÀªÀÅUÀ¼À CA±ÀUÀ¼À£ÀÆß ºÉÆA¢zÉ JAzÀÄ ¨sÀgÀvÀ£ÀÄ 

®PÀëtªÀ£ÀÄß PÉÆnÖzÁÝ£É. C©ü£ÀªÀUÀÄ¥ÀÛ£ÀÄ,"DWûÉ cÉå¹É qÉ×aÉxrÉåuÉ x§ÉÏqÉÉ§ÉÉjÉïÇ rÉ§É xÉ: DWûÉqÉ×aÉ:", JAzÀgÉ, ¹ÛçÃ¤«ÄvÀÛªÁV 

J°è ªÀÄÈUÀzÀAvÉ EZÉÒ ªÀÄvÀÄÛ QæAiÉÄ EgÀÄvÀÛzÉAiÉÆÃ CzÀÄ FºÁªÀÄÈUÀ JAzÀÄ ¸ÀàµÀÖ¥Àr¹zÁÝ£É (18, 78-83) 

ºÀ£ÉßgÀqÀ£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ £ÁlåzÀ¥ÀðtzÀ°è, FºÁªÀÄÈUÀzÀ ®PÀëtªÀ£ÀÄß »ÃUÉ ¥ÀjµÀÌj¸À̄ ÁVzÉ. 

DWûÉqÉ×aÉ: xÉuÉÏjrÉƒ¡ûÉå ÌSurÉåzÉÉå SØmiÉlÉÉrÉMüÈ | LMüÉƒ¡û¶ÉiÉÑUƒ¡ûÉå uÉÉ ZrÉÉiÉÉZrÉÉiÉåÌiÉ uÉ×¨ÉuÉÉlÉç ||2,25 

ÌSurÉx§ÉÏWåûiÉÑxÉÇaÉëÉqÉå ÌlÉÌuÉïµÉÉxÉÈ xÉÌuÉQèuÉU:| x§rÉmÉWûÉU-pÉåS- ShQûÈ mÉëÉrÉÉå ²ÉSzÉlÉÉrÉMüÈ 

EzÀgÀ°è «Ãy, CAPÀUÀ¼ÉA§ gÀÆ¥ÀPÀUÀ¼À CA±ÀªÀ£ÀÄß ºÉÆA¢, ¢ªÀå£ÁzÀ CxÀªÁ zÀÈ¥ÀÛ£ÁzÀ £ÁAiÀÄPÀ£À£ÉÆß¼ÀUÉÆAqÀ, 

MAzÉÃ CAPÀ«zÀÝgÉ MAzÀÄ ¢£ÀzÀ QæAiÀiÁPÀ¯Á¥ÀªÀ£ÀÄß, £Á®ÄÌ CAPÀUÀ½zÀÝgÉ £Á®ÄÌ ¢£ÀzÀ PÁAiÀÄðUÀ¼À£ÀÄß w½¹, 

¥Àæ¹zÀÞ CxÀªÁ C¥Àæ¹zÀÞ EwªÀÈvÀÛªÀ£ÀÄß ¥ÀqÉzÀÄ, CAPÀUÀ¼À ªÀÄzsÉå ¸ÀªÀiÁ£À PÀxÉAiÀÄ ¸ÀA§AzsÀ«zÉAiÉÄA§ ®PÀëtUÀ¼À£ÀÄß 

UÀªÀÄ¤¸À§ºÀÄzÀÄ. ªÁåAiÉÆÃUÀzÀ°è w½¹gÀÄªÀAvÉ, E®Æè £ÁAiÀÄPÀ£ÀÄ vÀPÀët ¥sÀ®ªÀ£ÀÄß C¥ÉÃQë¸ÀÄªÀ PÁgÀt, UÀ s̈Àð 

ªÀÄvÀÄÛ «ªÀÄ±Àð ¸ÀA¢üUÀ¼ÀÄ EgÀÄªÀÅ¢®è. F ®PÀëtzÀ°è CAPÀUÀ¼À ¸ÀASÉåAiÀÄ ¸ÀàµÀÖvÉ PÁtÄªÀÅzÀÄ. £Á®ÄÌ ¢£ÀUÀ¼À 

QæAiÀiÁPÀ¯Á¥ÀUÀ½gÀÄªÀ PÁgÀt, gÀÄQätÂºÀgÀtzÀ°è £Á®ÄÌ CAPÀUÀ½ªÉ. 

F gÀÆ¥ÀPÀ ¥ÀæPÁgÀzÀ°è £ÁAiÀÄPÀ£ÀÄ £Á¬ÄPÉAiÀÄ£ÀÄß C¥ÀºÀgÀt ªÀiÁrzÀ PÁgÀt, PÀ®ºÀ GAmÁUÀÄvÀÛzÉ. ¸ÁªÀÄ, zÁ£À 

CxÀªÁ zÀAqÀ¢AzÀ (§AzsÀ£À) £ÁAiÀÄPÀ£ÀÄ ¥Àæw£ÁAiÀÄPÀ£ÉÆA¢UÉ dUÀ¼ÀªÀ£ÀÄß ¥ÀjºÀj¸ÀÄvÁÛ£É. E°è 12 jÃwAiÀÄ 

£ÁAiÀÄPÀjgÀ§ºÀÄzÀÄ. DªÉÃUÀ, ¥ÀgÀ̧ ÀàgÀ D«±Áé¸À ªÀÄvÀÄÛ ¸ÀàzsÉð EzÀÝgÉ CzÀ£ÀÄß «qÀégÀ J£ÀÄßvÁÛgÉ. ¥Àæw£ÁAiÀÄPÀ£À£ÀÄß 

¸ÁPÁëvÁÛV E®èªÉÃ ¥ÀgÉÆÃPÀëªÁV £ÉÃ¥ÀxÀåzÀ®Æè ªÀ¢ü À̧¨ÁgÀzÀÄ JA§ ¤AiÀÄªÀÄzÀAvÉ CªÀ£ÀÄ ¥À¯ÁAiÀÄ£À 

ªÀiÁqÀ§ºÀÄzÀÄ. ¥Àæw£ÁAiÀÄPÀ¤UÉ zÀAqÀ «¢ü¸À̄ ÁUÀÄªÀ À̧¤ßªÉÃ±ÀUÀ¼ÀÆ EgÀ§ºÀÄzÀÄ.  

 

PÀxÁ£ÀPÀ : ªÉÆzÀ®£ÉAiÀÄ ̈ sÁUÀzÀ°è ²±ÀÄ¥Á®£ÀÄ gÀÄQätÂAiÀÄ£ÀÄß ªÀj¸À®Ä ¹zÀÞ£ÁVzÁÝ£É JAzÀÄ w½zÀÄ, PÉÆÃ¥ÀUÉÆAqÀ 

CPÀÆægÀ£ÀÄ §®gÁªÀÄ-PÀÈµÀÚgÀ£ÀÄß ¨sÉÃn ªÀiÁqÀÄvÁÛ£É. CªÀgÀÄ ‘M§âgÀ°è ªÀÄvÉÆÛ§âgÀÄ ¥Àæw©A©vÀgÁzÀAvÉ, ¨sÀªÀ£ÀzÀ 

JgÀqÀÄ ¸ÀÜA¨sÀUÀ¼ÀAvÉ EzÀÄÝ, FUÀ PÀÄ¦vÀgÁzÀAvÉ PÁtÄwÛzÁÝgÉ’ JAzÀÄPÉÆ¼ÀÄîvÁÛ CªÀgÀ §½ vÉgÀ¼ÀÄvÁÛ£É. CPÀÆægÀ£ÀÄ 

CªÀgÀ ªÉÊªÀÄ£À¸ÀåPÉÌ PÁgÀtªÀ£ÀÄß PÉÃ¼À®Ä, PÀÈµÀÚ£ÀÄ K£ÀÆ ºÉÃ¼ÀÄªÀÅ¢®è. gÀÄQätÂAiÀÄ CtÚ£ÁzÀ  gÀÄQäAiÀÄÄ PÀÈµÀÚ£À£ÀÄß 

zÉéÃ¶¸ÀÄwÛzÀÝ£ÀÄ. ¥ÀæwÃºÁjAiÀÄ “zÉÃªÀ PÀÈµÀÚ” JAzÀÄ ̧ ÀA¨ÉÆÃ¢ü¹zÀgÉ, gÀÄQäAiÀÄÄ "PÀÈµÀÚ£ÀÄ ̧ ÀéUÀðPÉÌ ºÉÆÃzÁUÀ CªÀ£À£ÀÄß 

zÉÃªÀ PÀÈµÀÚ JAzÀÄ PÀgÉ¬Äj" JAzÀÄ ºÉÃ½zÁÝ£É. PÀÈµÀÚ£ÀÆ PÀÆqÀ PÉÆÃ¥À¢AzÀ vÀ£Àß RqÀÎ¢AzÀ gÀÄQäUÉ 

¥ÀgÀªÀiÁ£ÀAzÀªÀ£ÀÄß CAzÀgÉ ªÉÆÃPÀë CxÀªÁ ¸ÁªÀÅ PÉÆqÀÄvÉÛÃ£ÉAzÀÄ ¥ÀævÀÄåvÀÛgÀ ¤ÃqÀÄvÁÛ£É. »ÃUÉ E§âgÀÆ AiÀÄÄzÀÞPÉÌ 

¹zÀÞgÁUÀÄvÁÛgÉ JA§ÄzÀÄ w½AiÀÄÄvÀÛzÉ. C°è£À PÉ®ªÀÅ ªÁPÀåUÀ¼ÀÄ ¸ÀÄAzÀgÀªÁVªÉ - "ªÀA¢£À: vÀÄ ªÀAzÁå: KªÀ "... 

QªÀiï £À KvÉÃ ªÀzÀAw" (ªÀA¢UÀ¼ÀÄ £ÀªÀÄ¸ÀÌj¸À®àqÀÄªÀªÀgÉÃ..KPÉAzÀgÉ CªÀgÀÄ K£ÀÄ vÁ£ÉÃ ºÉÃ¼ÀÄªÀÅ¢®è?)  ªÀÄvÀÄÛ 
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"ªÀÄÄR«PÁgÀ KªÀ ªÁåPÀgÉÆÃw ¥ÀæAiÉÆÃd£Á¹¢ÞªÀiï" (ªÀÄÄRzÀ «PÁgÀªÉÃ PÁAiÀÄðzÀ C¸À¥sÀ®vÉAiÀÄ£ÀÄß w½¸ÀÄvÀÛzÉ) 

ªÀÄÄAvÁzÀ ªÁPÀåUÀ¼À°è PÀæªÀÄªÁV ±À§Ý ªÀÄvÀÄÛ CxÁð®APÁgÀUÀ¼ÀÄ, ªÁZÉÆÃAiÀÄÄQÛUÀ¼ÀÄ PÁtÄvÀÛªÉ. 

¦æAiÀÄAªÀzÀ£ÉA§ ¸ÉÃªÀPÀ£ÀÄ, gÀÄQätÂUÉ ²±ÀÄ¥Á®£ÀÄ §gÉ¢gÀÄªÀ ¥ÀvÀæªÀ£ÀÄß vÉÆÃj¸ÀÄvÁÛ£É. CzÀgÀ°è »ÃVgÀÄvÀÛzÉ- 

"PÀÈµÀÚ£ÀÄ gÀÄQätÂAiÀÄ£ÀÄß §AiÀÄ À̧ÄªÀÅzÀÄ, ²±ÀÄªÀÅ ZÀAzÀæ£À£ÀÄß §AiÀÄ¹zÀAvÉ" JAzÀÄ. JgÀqÀ£ÉÃ ¥ÀvÀæzÀ°è PÀÈµÀÚ£À£ÀÄß 

CªÀºÉÃ¼À£À ªÀiÁr, (17 ±ÉÆèÃPÀ) CªÀ£À£ÀÄß PÉÆ®ÄèªÀÅzÁV w½¸ÀÄvÁÛ£É. EzÀPÉÌ GvÀÛgÀªÁV §®gÁªÀÄ£ÀÄ 

²±ÀÄ¥Á®£À£ÀÄß PÉÆ®è®Ä ¥ÀæweÉÕ ªÀiÁr, ¥ÀæwÃºÁjUÉ gÀtzÀÄAzÀÄ©üAiÀÄ£ÀÄß ªÉÆ¼ÀV À̧®Ä ºÉÃ¼ÀÄvÁÛ£É. DUÀ PÀÈµÀÚ£ÀÄ 

vÁ£ÉÃ AiÀÄÄzÀÞPÉÌ ºÉÆÃUÀÄªÉ£ÉAzÀÄ ºÉÃ¼À®Ä, §®gÁªÀÄ£ÀÄ, zÉx§ÉÉx§ÉÌuÉ±ÉxÉÑ lÉ oÉÉÍsÉzÉÉåÍxÉ iÉjÉÉÌmÉ qÉå MåüzÉuÉ! 

oÉÉÍsÉzÉÉåÍxÉ | iuÉÉÇ ÂÎYqÉhÉÏmÉÉÍhÉÌlÉmÉÏQûlÉÉrÉ uÉUÇ lÉ rÉÉå®ÉUqÉWÇû MüËUwrÉå ||26|| - “PÀÈµÀÚ! AiÀÄzÀå¦ ¤Ã£ÀÄ ±À¸ÁÛç¸ÀÛçUÀ¼À£ÀÄß 

§®èªÀ£ÁVzÀÝgÀÆ £À£ÀUÉ ¨Á®PÀ£ÉÃ. ¤Ã£ÀÄ gÀÄQätÂUÉ ªÀgÀ£ÁV ºÉÆÃUÀ É̈ÃPÀÄ. £Á£ÀÄ gÀtgÀAUÀPÉÌ ºÉÆÃUÀÄªÉ£ÀÄ" 

J£ÀÄßvÁÛ£É. E°è CªÀj§âgÀ C£ÉÆåÃ£Àå ¸ÉßÃºÀ̈ sÁªÀ awæ À̧®ànÖzÉ, (26 ±ÉÆèÃPÀ). "ºÀ¯ÁA ºÁ¯ÁºÀ®«ÄªÀ ºÀ°Ã 

ªÀiÁ£ÀåvÁªÀiï vÁªÀzÉÃ±ÀB" "…²±ÀÄ¥Á®£À£ÀÄß ¸Á¬Ä¸À¢zÀÝgÉ §®gÁªÀÄ£ÀÄ vÁ£ÀÄ ºÉÆvÀÛ £ÉÃV®£ÀÄß ºÁ¯ÁºÀ® 

«µÀzÀAvÉ PÁtÄvÁÛ£É" JAzÀÄ C§âj¸ÀÄvÁÛ£É. J¯ÉèqÉAiÀÄÆ C£ÀÄ¥Áæ¸À C®APÁgÀ ªÀÄvÀÄÛ ±ÉèÃµÁ®APÁgÀ PÀAUÉÆ½¸ÀÄvÀÛªÉ. 

JgÀqÀ£ÉÃ CAPÀzÀ°è «µÀÌA¨sÀPÀ«zÉ.1 À̧A¸ÀÌöÈvÀ ªÀÄvÀÄÛ ¥ÁæPÀÈvÀzÀ°è ªÀiÁvÁqÀÄªÀ ¦æAiÀÄAªÀzÀ ªÀÄvÀÄÛ ¢Ã¥ÀPÀgÀÄ 

§®gÁªÀÄ£À s̈ÀªÀ£ÀPÉÌ vÉgÀ¼ÀÄvÁÛgÉ. ªÀÄAvÁæ¯ÉÆÃZÀ£ÉAiÀÄ°è PËAr£À¥ÀÄgÀPÉÌ ºÉÆÃUÀÄªÀÅzÉÆÃ CxÀªÁ ZÉÃ¢gÁdåPÉÌ 

ºÉÆÃUÀÄªÀÅzÉÆÃ JAzÀÄ AiÉÆÃa¹zÁUÀ, §®gÁªÀÄ£ÀÄ PËAr£À¥ÀÄgÀPÉÌ ºÉÆÃUÀ É̈ÃPÉAzÀÄ ºÉÃ¼ÀÄvÁÛ£É. JAl£ÉÃ 

±ÉÆèÃPÀzÀ°è «ÃgÀ ªÀÄvÀÄÛ ±ËAiÀÄðgÀ¸ÀzÀ ¥Àæ±ÀA¸É EzÉ. §®gÁªÀÄ£ÀÄ ‘E£ÀÆß «ZÁgÀ ªÀiÁqÀÄwÛ¢ÝÃgÁ’ JAzÀÄ 

UÀzÀjzÁUÀ, GzÀÞªÀ£ÀÄ ªÀÄÄºÀÆvÀðªÀ£ÀÄß w½¸ÀÄªÀ ¥ÀArvÀgÀ£ÀÄß PÀgÉ¸À®Ä ºÉÃ¼ÀÄvÁÛ£É. DzÀgÉ §®gÁªÀÄ£ÀÄ vÀ£Àß 

UÀzÉ¬ÄAzÀ ‘DPÁ±ÀzÀ°ègÀÄªÀ J¯Áè UÀæºÀ£ÀPÀëvÀæUÀ¼ÀÆ vÀ£Àß ªÀiÁw£ÀAvÉ £ÀqÉAiÀÄÄªÀAvÉ ªÀiÁqÀÄvÉÛÃ£É’ J£ÀÄßvÁÛ£É. 

GzÀÞªÀ£ÀÄ, §®gÁªÀÄ£À CªÀvÁgÀªÀÅ zsÀªÀÄð ¸ÁÜ¥À£ÉUÁzÀÝjAzÀ ¯ÉÆÃPÀzÀ jÃwAiÀÄ°èAiÉÄÃ £ÀqÉAiÀÄ É̈ÃPÉAzÀÄ 

¥Áæyð¸ÀÄvÁÛ£É. CzÀPÉÌ §®gÁªÀÄ£ÀÄ, ‘AiÀÄÄzÀÞPÉÌ eÉÆåÃwµÀÌgÀ ¸ÀºÁAiÀÄ ¨ÉÃqÀ, DzÀgÉ ªÀÄzÀÄªÉUÉ ¨ÉÃPÀÄ. CzÀPÉÌ PÀÈµÀÚ£ÀÄ 

E¯ÉèÃ EgÀ°. vÁ£ÀÄ AiÀÄÄzÀÞPÉÌ ºÉÆÃUÀÄªÉ’ JAzÀÄ ºÉÃ¼ÀÄvÁÛ£É. CµÀÖgÀ°è ªÀ¸ÀÄzÉÃªÀ zÉÃªÀQAiÀÄgÀÆ §AzÀÄ 

D²ÃªÀð¢¸ÀÄvÁÛgÉ.2 ‘ªÉÊ±ÁRªÀiÁ¸ÀzÀ¯ÉèÃ PÀÈµÀÚ£À ªÀÄzÀÄªÉAiÀiÁUÀÄvÀÛzÉ’ JAzÀÄ ¤±ÀÑ¬Ä¹, ‘E°è ¢§âtªÀÅ 

PÉÆÃªÀÄ®ªÁVgÀzÉ ±ËAiÀÄð¢AzÀ PÀÆrgÀÄvÀÛzÉ’ JA§ §®gÁªÀÄ£À ºÉÃ½PÉAiÉÆA¢UÉ CAPÀªÀÅ ªÀÄÄVAiÀÄÄªÀÅzÀÄ. 

ªÀÄÆgÀ£ÉAiÀÄ CAPÀzÀ°è ¸ÀÄ§Ä¢ÝPÉ JA§ À̧A£Áå¹¤ ªÀÄvÀÄÛ ¸ÀÄªÀvÀì¯Á JA§ gÀÄQätÂAiÀÄ ¸ÀTAiÀÄ ªÀÄzsÉå ¸ÀAªÁzÀ 

£ÀqÉAiÀÄÄvÀÛzÉ. CzÀgÀ°è ºÉÃUÁzÀgÀÆ ªÀiÁr gÀÄQätÂAiÀÄ ªÀÄzÀÄªÉAiÀÄÄ PÀÈµÀÚ£À eÉÆvÉ ªÀiÁr¸À É̈ÃPÉAzÀÄ ¸ÀÄ§Ä¢ÞAiÀÄÄ 

¤±ÀÑ¬Ä¹gÀÄªÀ ªÀiÁvÀÄ w½AiÀÄÄvÀÛzÉ. E°è gÀÄQätÂAiÀÄ ¥ÁvÀæ ¥ÁæPÀÈvÀzÀ°è ªÀiÁvÁqÀÄvÁÛ¼É. ¸ÀÄ§Ä¢ÞAiÀÄÄ ¸ÀA¸ÀÌöÈvÀzÀ°è 

ªÀiÁvÁqÀÄvÁÛ¼É.  gÀÄQätÂAiÀÄÄ PÀÈµÀÚ£À avÀæ¥ÀlªÀ£ÀÄß »rzÀÄ, lÉ ZÉsÉÑ pÉÉarÉÉÌlÉ S¨ÉÉÌlÉ pÉuÉÎliÉ... JAzÀÄ ªÀÄgÀÄUÀÄvÁÛ¼É 

(J®èjUÀÆ M¼ÉîAiÀÄ ¨sÁUÀåªÀÅ ¹UÀÄªÀÅ¢®è). uÉlÉWûËUhrÉÉ WûÉxrÉiÉå qÉ×aÉÉƒ¡ûWûËUhÉå AlÉÑUÉaÉÈ (ZÀAzÀæ£À°ègÀÄªÀ fAPÉAiÀÄ ªÉÄÃ¯É 

 
1 «µÀÌA s̈À- £ÀqÉzÀÄ ºÉÆÃzÀ PÀxÁA±ÀªÀ£ÀÄß À̧AQë¥ÀªÁV ¸ÀÆa À̧ÄªÀ vÀAvÀæ. E°è ªÀÄzsÀåªÀÄ ªÀÄvÀÄÛ ¤ÃZÀ ¥ÁvÀæUÀ¼ÉgÀqÀÆ ¸ÉÃj 
§gÀÄªÀÅzÀjAzÀ «Ä±Àæ «µÀÌA s̈ÀPÀ JAzÀÄ PÀgÉAiÀÄ®àqÀÄvÀÛzÉ.  
2 ¥Áæ¸ÀAVPÀ ªÀÈvÁÛAvÀªÁzÀ ¥ÀæPÀjÃ JA§ CxÀð¥ÀæPÀÈwAiÀÄ ¨sÉÃzÀ. 
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ªÀ£ÀzÀ fAPÉAiÀÄ ¦æÃwAiÀÄÄ £ÀUÀ®àqÀÄvÀÛzÉ) JAzÀÄ ¥ÉÃZÁqÀÄvÁÛ¼É. DUÀ ¸ÀÄ§Ä¢ÞAiÀÄÄ ¤dªÁVAiÀÄÆ D ºÀjAiÀÄÄ 

CªÀ¼À ¥ÁtÂUÀæºÀtªÀ£ÀÄß ªÀiÁqÀÄvÁÛ£ÉAzÀÄ D±Áé¹¸ÀÄvÁÛ¼É, CªÀ¼À ¸ÀªÀiÁzsÁ£ÀPÉÌAzÀÄ PÀÈµÀÚ£À avÀæzÉÆA¢UÉ 

¥ÁtÂUÀæºÀtªÀ£ÀÄß ªÀiÁr¸ÀÄvÁÛ¼É. 

EvÀÛPÀqÉ, CgÀªÀÄ£ÉAiÀÄ ºÉÆgÀUÉ J¯Áè gÁdgÀÄUÀ¼ÀÄ ªÀiÁUÀðzÀ°è ºÉÆÃUÀÄwÛgÀ®Ä G¥ÀàjUÉAiÀÄ QlQAiÀÄ eÁ®¢AzÀ 

CªÀgÀ£ÀÄß F ªÀÄ»¼ÉAiÀÄgÀÄ £ÉÆÃqÀÄvÁÛgÉ. E°è, D gÁd¸ÁÜ£À gÁdåzÀ ¥ÀgÀA¥ÀgÉAiÀÄ£ÀÄß £ÉÆÃqÀ§ºÀÄzÀÄ. »ÃUÉ D 

ºÉAUÀ¼ÉAiÀÄgÀÄ £ÉÆÃqÀÄwÛgÀ®Ä, ²æÃPÀÈµÀÚ£À PÉÊAiÀÄ°è gÀÄQätÂAiÀÄ avÀæªÀÅ ©Ã¼ÀÄvÀÛzÉ. vÀ¯ÉAiÀÄ£ÀÄß JwÛ £ÉÆÃqÀ®Ä gÀÄQätÂAiÀÄÄ 

PÁtÄvÁÛ¼É. 

ªÀÄÄA¢£À zÀÈ±ÀåzÀ°è, gÁdgÀÄUÀ¼À ªÀÄzsÉå PÀAUÉÆ½¸ÀÄªÀ PÀÈµÀÚ£À£ÀÄß £ÉÆÃr, gÁd ©üÃµÀäPÀ£ÀÄ PÀÈµÀÚ£À£ÀÄß ªÉÄaÑ CSÇ 

ÃmÉÍqÉSÇ zÉÉærÉïÇ CSÇ zÉÏsÉÍqÉSÇ uÉrÉÈ | ÂYqÉÏM×üwhÉqÉlÉÑ¢üÉqÉÉlÉç ÂÎYqÉhÉÏÇ WûiÉuÉÉlÉç WûPûÉiÉç ||- “JAxÀ gÀÆ¥À JAxÀ ±ËAiÀÄð, 

JAxÀ ²Ã®, JAxÀ ªÀAiÀÄ À̧Äì.. gÀÄQäAiÀÄÄ PÀÈµÀÚ£À£ÀÄß CªÀ®Që¹, gÀÄQätÂAiÀÄ£ÀÄß vÀ£Àß ºÀoÀ¢AzÀ ¸Á¬Ä¹zÁÝ£É " JAzÀÄ 

ªÀÄgÀÄUÀÄvÁÛ£É. (2,10) 

gÁdgÀÄUÀ¼À£ÀÄß ºÉÆUÀ¼ÀÄªÀ ªÀA¢AiÀÄÄ "zrÉÉqÉÉqÉlÉÉåWûUhÉ¤ÉqÉÈ," JAzÀÄ ªÀtÂð¹zÀgÉ, ¸ÀÄ§Ä¢ÞAiÀÄÄ C°è "ªÀÄ£À" JA§ 

¥ÀzÀªÀÅ ¨ÉÃqÀªÉAzÀÄ CAzÀgÉ PÉÃªÀ® ±ÁåªÀiÁºÀgÀtªÁUÀ° (gÀÄQätÂAiÀÄ£ÀÄß PÉÆAqÉÆAiÀÄÄåªÀAvÁUÀ°) JAzÀÄ 

D²¸ÀÄvÁÛ¼É. ÌlÉuÉïWûhÉÉålqÉÑZÉxiÉuÉ qÉlÉÉåUjÉÈ (¤£Àß ªÀÄ£ÉÆÃgÀxÀªÀÅ ¸À¥sÀ®ªÁUÀÄvÀÛzÉ) JAzÀÄ ºÁgÉÊ¸ÀÄvÁÛ¼É. CzÉÃ 

¸ÀªÀÄAiÀÄPÉÌ ¸ÀÄ§Ä¢ÞUÉ gÀÄQätÂAiÀÄ£ÀÄß EAzÁætÂAiÀÄ zÉÃªÁ®AiÀÄPÉÌ PÀgÉzÉÆAiÀÄå®Ä ¸ÀÆZÀ£É §gÀÄvÀÛzÉ. gÀÄQätÂAiÀÄÄ 

CzÀ£ÉßÃ vÀ£Àß ªÀÄgÀuÉÆÃvÀìªÀ JAzÀÄ w½zÀÄ, ¸ÀéUÀðªÀ£ÀÄß ¸ÉÃj C°èAiÉÄÃ EAzÁætÂAiÀÄ£ÀÄß ¥ÀÆf¸ÀÄªÉ£ÉAzÀÄ 

¨sÁ«¸ÀÄvÁÛ¼É. EzÀÄ ¸ÀjAiÉÄÃ, KPÉAzÀgÉ, ªÀÄÄAzÉ gÀÄQätÂAiÀÄÄ ‘EAzÀæ£À vÀªÀÄä£À ªÀÄqÀ¢AiÉÄÃ DUÀÄvÁÛ¼É’ JAzÀÄ 

¸ÀÄ§Ä¢ÞAiÀÄÄ ¸ÀAvÉÆÃµÀ¥ÀqÀÄvÁÛ¼É. ‘¥ÀÆtðªÀÄ£ÉÆÃgÀxÀzÀªÀ¼ÁUÀÄ’ JAzÀÄ ºÀgÀ̧ ÀÄvÁÛ¼É. CAPÀzÀ PÉÆ£ÉAiÀÄ°è J®ègÀÆ 

¤µÀÌç«Ä À̧ÄvÁÛgÉ. 

£Á®Ì£ÉÃ CAPÀzÀ°è ¸ÁvÀåQAiÀÄÄ ¸ÁgÀyAiÉÆA¢UÉ ¥ÀæªÉÃ²¹, ‘PÀÈµÀÚ¤AzÀ gÀÄQätÂAiÀÄ C¥ÀºÀgÀtªÁVzÉ, CªÀ£ÀÄ C°èAzÀ 

ºÉÆgÀnzÁÝ£É’ JAzÀÄ w½¸ÀÄvÁÛ£É. E°è C¥ÀºÀgÀtªÀ£ÀÄß ¥ÀgÉÆÃPÀëªÁV w½AiÀÄÄªÀAvÉ ¸À¤ßªÉÃ±ÀªÀ£ÀÄß ªÀiÁqÀ¯ÁVzÉ. 

‘vÁ¤ÃUÀ ²±ÀÄ¥Á® gÀÄQäAiÀÄ ªÀÄgÀt¢AzÀ vÀÈ¦ÛUÉÆ¼ÀÄîªÉ£ÀÄ’ JAzÀÄPÉÆ¼ÀÄîwÛgÀ®Ä, DUÀ ¸ÉÊ£Àå¸ÀªÉÄÃvÀ£ÁzÀ 

§®gÁªÀÄ£À£ÀÄß £ÉÆÃqÀÄvÁÛ£É. PÀÈµÀÚ£À ¥ÀPÀëzÀ J®ègÀÆ ²±ÀÄ¥Á® ªÀÄvÀÄÛ gÀÄQäAiÀÄ£ÀÄß »A¨Á°¸ÀÄwÛgÀ®Ä" rÉå oÉsÉSåuÉålÉ 

SØ¹ÉÈ MüÉsÉålÉ iÉå SØ¹ÉÈ " (§®gÁªÀÄ¤AzÀ £ÉÆÃqÀ®àlÖgÉ CªÀgÀÄ AiÀÄªÀÄ¤AzÀ¯ÉÃ £ÉÆÃqÀ®àlÖAvÉ) JAzÀÄ ¸ÁvÀåQAiÀÄÆ 

GzÀÎj¸ÀÄvÁÛ£É. NrºÉÆÃUÀÄwÛgÀÄªÀ gÀÄQä ªÀÄvÀÄÛ ²±ÀÄ¥Á®gÀÄ §®gÁªÀÄ£À ¨ÉÊUÀ¼ÀPÉÌ ¨ÉzÀj ¤®ÄèvÁÛgÉ. DzÀgÉ 

zÀÄgÀºÀAPÁgÀ¢AzÀ, ‘JwÛ£ÀAvÉ £ÉÃV®£ÀÄß ºÉÆgÀÄwÛÃAiÀÄ’ JAzÀÄ CªÀ£À£ÀÄß UÉÃ° ªÀiÁqÀÄvÁÛgÉ, gÀtzÀÄAzÀÄ©üAiÀÄ£ÀÄß 

PÉÃ½ PÀÈµÀÚ£ÀÄ gÀÄQätÂ, ¸ÀÄ§Ä¢Þ, ¸ÀÄªÀvÀì¯ÁgÉÆA¢UÉ C°èUÉ §gÀÄvÁÛ£É. ‘PÉÃ¸ÀjAiÀÄÄ D£ÉAiÀÄ ±À§ÝªÀ£ÀÄß PÉÃ½ §gÀzÉ 

E¢ÝvÉÃ?’-  JAzÀÄ ¸ÁvÀåQAiÀÄÄ ºÉÃ¼ÀÄvÁÛ£É. PÀÈµÀÚ£ÀÄ ²±ÀÄ¥Á®£À£ÀÄß ¸Á¬Ä¸À®Ä ºÉÆÃzÁUÀ CªÀ£ÀÄ §®gÁªÀÄ£À 

gÀxÀªÀ£ÀÄß C£ÀÄ¸Àj À̧ÄvÁÛ£É. PÀÈµÀÚ£À °Ã¯ÉUÀ¼À£Éß¯Áè G¥ÀºÁ¸Àå ªÀiÁqÀÄvÁÛ, ²±ÀÄ¥Á®£ÀÄ ‘EAzÁætÂAiÀÄ ªÀÄA¢gÀPÉÌ 

ºÉÆÃzÀ ºÉtÚ£ÀÄß PÀzÀÝ ºÉÃrAiÀÄ eÉÆvÉ vÁ£ÀÄ AiÀÄÄzÀÞ ªÀiÁqÀÄªÀÅ¢®è’ J£ÀÄßvÁÛ£É. PÀÈµÀÚ£ÀÄ vÁ£ÀÄ ªÀiÁrzÀÄÝ ̧ ÀjAiÉÄAzÀÄ 
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ªÁ¢¸ÀÄvÁÛ£É. PÀÈµÀÚ£ÀÄ J°è PÀÄ¦vÀ£ÁV CªÀ£À£ÀÄß ¸Á¬Ä¸ÀÄvÁÛ£ÉAiÉÆÃ JA§ s̈ÀAiÀÄ¢AzÀ ¸ÁvÀåQAiÀÄÄ ²±ÀÄ¥Á®£À 

£ÀÆgÀÄ vÀ¥ÀÄàUÀ¼À£ÀÄß PÀë«Ä À̧¨ÉÃPÉAzÀÄ eÁÕ¦ À̧ÄvÁÛ£É. DzÀgÉ, ²±ÀÄ¥Á®£ÀÄ ‘vÀ£Àß J¯Áè vÀ¥ÀÄàUÀ½VAvÀ PÀÈµÀÚ£À gÀÄQätÂÃ 

ºÀgÀtzÀ MAzÉÃ vÀ¥ÀÄà ̧ ÀjzÀÆV¸ÀÄvÀÛzÉ’ J£ÀÄßvÁÛ£É. ªÀgÀPÀ« ªÀiÁWÀ£À ²±ÀÄ¥Á®ªÀzsÀ PÁªÀåzÀ°è PÁtÄªÀ PÀÈµÀÚ¤AzÉAiÀÄÄ 

E°èAiÀÄÆ EzÉ. E£ÀÄß½zÀ PÀxÁ£ÀPÀªÀÅ PÀ«PÀ°àvÀªÁVzÉ.  

²±ÀÄ¥Á® ªÀÄvÀÄÛ gÀÄQäAiÀÄÄ D¸ÀÄjÃ «zÉåAiÀÄ£ÀÄß ¥ÀæAiÉÆÃV¹ DPÁ±À¢AzÀ ¨ÁtUÀ¼À£ÀÄß ¥ÀæAiÉÆÃV À̧ÄvÁÛgÉ. DzÀgÉ 

PÀÈµÀÚ£ÀÄ UÀgÀÄqÀ£À£ÉßÃ PÀgÉAiÀÄÄvÁÛ£É. UÀgÀÄqÀ£ÀÄ CªÀj§âgÀ£ÀÄß UÉÆÃ¼Ár¸ÀÄvÁÛ£É. ‘PÀÈµÀÚ£ÀÄ CªÀj§âgÀ£ÀÄß ªÀÄÄPÀÛgÀ£ÁßV 

ªÀiÁrzÀ£ÉÃ’ JAzÀÄ §®gÁªÀÄ£ÀÄ ¥Àæ²ß¹zÁUÀ, CPÀÆægÀ£ÀÄ ‘CªÀj§âgÀ£ÀÄß PÀÈµÀÚ£ÀÄ ¸Á¬Ä¹®è, KPÉAzÀgÉ, 

‘xÉqÉUÌuÉeÉrÉÉSåwÉ xÉqÉÍkÉMüÉå ÌuÉeÉrÉÈ” (AiÀÄÄzÀÞzÀ°è UÉ®ÄèªÀÅzÀQÌAvÀ EzÀÄ ºÉaÑ£À «dAiÀÄ) JAzÀÄ w½¸ÀÄvÁÛ£É. xÉuÉåï 

AÉMühÉïlÉÉÍpÉlÉrÉÇ MÑüuÉïÎliÉ JA§AvÉ, J®ègÀÆ £ÁlPÀzÀ vÀAvÀæ¢AzÀ PÉÃ½zÀAvÉ C©ü£À¬Ä À̧ÄvÁÛgÉ 

£ÉÃ¥ÀxÀåzÀ°è (vÉgÉAiÀÄ »AzÉ) PÀÈµÀÚ£ÀÄ gÀÄQä ªÀÄvÀÄÛ ²±ÀÄ¥Á®gÀ£ÀÄß PÀgÉvÀAzÀÄ,  ÂYqrÉxÉÉæ ÂÎYqÉhÉÏpÉëÉiÉÉ cÉåSÏlSì iuÉÇ 

cÉ qÉÉqÉMüÈ | AÌmÉ SÒhÉïrÉSÒ:zÉÏsÉÉæ sÉÉsÉlÉÏrÉÉæ rÉÑuÉÉÇ qÉrÉÉ||(24) JAzÀÄ ºÉÃ½ ‘PÉlÖ £ÀqÀvÉAiÀÄªÀgÁzÀgÀÆ EªÀgÀÄ £À£ÀUÉ 

D¥ÀÛgÀÄ’ JAzÀÄ w½¸ÀÄvÁÛ£É. rÉŠ MüÂhÉÉUxÉmÉÔUÉmsÉuÉålÉ ÌlÉuÉÉïhÉUÉåwÉÉlÉsÉålÉ lÉ iÉålÉ iuÉSèpÉëÉiÉÉ SakÉÈ (PÀgÀÄtgÀ¸ÀzÀ 

¥ÀæªÁºÀ¢AzÀ gÉÆÃµÀzÀ ̈ ÉAQAiÀÄÄ ±ÁAvÀªÁV ¤£Àß CtÚ£ÀÄ ̧ ÀÄqÀ®àqÀ°®è) JAzÀÄ ̧ ÀÄ§Ä¢ÞAiÀÄÄ ºÉÃ½, «ÃgÀgÀ̧ À¢AzÀ 

DgÀA¨sÀªÁzÀ PÁªÀåzÀ°è PÀgÀÄtgÀ¸À¢AzÀ ±ÀÄ s̈ÁAvÀåªÀ£ÀÄß ¸ÀÆa À̧ÄvÁÛ¼É. PÀÈµÀÚ£ÀÄ zÀAiÀiÁ«ÃgÀ£ÁV ªÉÄgÉAiÀÄÄvÁÛ£É.  

£ÀAvÀgÀ §®gÁªÀÄ£ÀÄ PÀÆqÀ " eÉrÉÌiÉ eÉrÉÌiÉ zÉÉæËUÈ zÉÉærÉïMüÉÂhrÉqÉÔÌiÉïÈ " JAzÀÄ ºÉÃ½ CªÀ£À£ÀÄß ºÉÆUÀ¼ÀÄvÁÛ£É. 

¸ÀÄ§Ä¢ÞAiÀÄÆ PÀÆqÀ £ÀªÀÄ¸ÀÌj¸À®Ä, PÀÈµÀÚ£ÀÄ ‘EzÉ̄ Áè ¤£Àß ªÀÄ»ªÉÄAiÉÄÃ’ JAzÀÄ PÉÆAqÁqÀÄvÁÛ£É. DPÁ±À¨sÁ¶vÀªÁV 

zÉÃ«AiÀÄÄ eÉÆåÃwAiÀÄgÀÆ¥ÀzÀ°è PÁtÂ À̧®Ä, J®ègÀÆ CªÀ¼À£ÀÄß ¥Áæyð¸ÀÄvÁÛgÉ. PÉÆ£ÉUÉ ¨sÀgÀvÀªÁPÀåzÀ°è 

ªÀÄAUÀ¼Á±ÀA¸À£À«zÉ. 

 

«±ÉèÃµÀuÉ: ¥Àæ À̧ÄÛvÀ gÀÆ¥ÀPÀzÀ £ÁA¢AiÀÄ°è ¥ÁªÀðwAiÀÄ §UÉÎ ªÀtð£ÁvÀäPÀ ¥ÁæxÀð£É EzÉ. “CgÉUÀtÂÚ¤AzÀ PÀÆr 

£ÀUÉªÉÆUÀªÀÅ¼Àî, WÀ£ÀªÁzÀ D£ÀAzÀzÀ°è vÀ°èÃ£À¼ÁzÀ, ªÀÄ£ÀäxÀ£À ±ÀÈAUÁgÀ ¨sÁªÀUÀ½AzÀ zsÁå£ÀªÀÄÄzÉæAiÀÄ£ÀÄß ¥ÀqÉ¢gÀÄªÀ 

¥ÁªÀðwAiÀÄ ¥ÉæÃgÀPÀ¨sÀAVAiÀÄÄ ¤ªÀÄUÉ®èjUÀÆ GavÀªÁzÀ ¥sÀ®ªÀ£ÀÄß ¤ÃqÀ°” JAzÀÄ D²ÃªÁðzÀzÀ 

ªÀÄAUÀ¼ÀzÉÆA¢UÉ PÀ«AiÀÄÄ gÀÆ¥ÀPÀªÀ£ÀÄß DgÀA©ü À̧ÄvÁÛ£É. E°è ¨sÀAV, ºÀ¸ÀÛ-ªÀÄÄzÉÀæ, ¨sÁªÀ ªÀÄÄAvÁzÀ £ÁlåPÉÌ 

¸ÀA§A¢ü¹zÀ ¥Àj¨sÁµÉUÀ¼À §¼ÀPÉ EzÉ. ªÀÄÄA¢£À ±ÉÆèÃPÀzÀ°è “¤£Àß G½zÀ gÀªÀÄtÂAiÀÄgÀÄ ¤£Àß ºÀÈzÀAiÀÄªÀ£ÀÄß 

¥ÀæªÉÃ²¸À¢gÀ° JAzÀÄ PË¸ÀÄÛ¨sÀªÀ£ÉßÃ PÁªÀ°UÉ ¤°è¹zÉ, DzÀgÉ CzÀÄ PÀ°è£À ZÀÆgÁV ¥Àjt«Ä¹vÀÄ. »ÃUÉ PÀÄªÀÄÄzÀUÀ¼À 

±ÉÆÃ¨sÉAiÀÄ£ÀÄß ºÉÆA¢zÀ, ®Që÷äAiÀÄ «avÀæ« À̧äAiÀÄ ªÀiÁvÀÄUÀ½AzÀ ªÀÄÆPÀ£ÁzÀ ªÀÄÄgÁjAiÀÄÄ £ÀªÀÄä£ÀÄß ¥Á°¸À°” 

JA§ ¥ÁæxÀð£É EzÉ. E°è £ÀªÀÄ¸ÁÌgÀzÀ°èAiÉÄÃ gÀÆ¥ÀPÀzÀ ªÀÄÄRå¥ÁvÀæªÁzÀ PË¸ÀÄÛ s̈ÀzsÁjAiÀiÁzÀ PÀÈµÀÚ, ªÀiÁvÀÄUÀ½AzÀ 

ªÀÄÄgÁjAiÀÄ£ÀÆß ªÀÄÆPÀUÉÆ½¹zÀ gÀÄQätÂ À̧égÀÆ¥À¼ÁzÀ ®Që÷äÃ – JA§ ¥Àæ¸ÁÛªÀ ªÀÄvÀÄÛ ªÀÄÄzÁæ®APÁgÀzÀ §¼ÀPÉ EzÉ. 

“PÁ®AdgÀzÀ°è ZÀPÀæ¸Áé«ÄAiÀÄ AiÀiÁvÉæAiÀÄ°è, ZÀAzÉÆæÃzÀAiÀÄzÀ ¸ÀªÀÄAiÀÄzÀ°è, CªÀiÁvÀå ªÀvÀìgÁd£À FºÁªÀÄÈUÀªÀ£ÀÄß 

C©ü£À¬Ä¸À̈ ÉÃPÉAzÀÄ C°èAiÀÄ «zÀédÓ£ÀgÀÄ DeÁÕ¦¹zÁÝgÉ”, JAzÀÄ ¸ÀÆvÀæzsÁgÀ£ÀÄ w½¸ÀÄvÁÛ£É.  CµÀÖgÀ°è ¸ÁÜ¥ÀPÀ£ÀÄ, 
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“GzÀAiÀÄVjAiÀÄ°è EgÀÄªÀ ºÉtÄÚ fAPÉAiÀÄ ¦æÃw¬ÄAzÀ vÀ£Àß°ègÀÄªÀ UÀAqÀÄ fAPÉAiÀÄÄ J°è ©Ã¼ÀÄvÀÛzÉAiÉÆÃ JA§ 

PÁvÀgÀvÉ¬ÄAzÀ ZÀAzÀæ£ÀÄ DPÁ±ÀªÉA§ gÀAUÀzÀ ªÀÄzsÀå¨sÁUÀzÀ°è §A¢gÀÄªÀ£ÀÄ” JAzÀÄ ºÉÃ¼ÀÄvÁÛ£É. ºÁUÉAiÉÄÃ “C°è 

M§â C¸ÀºÁAiÀÄPÀ¼ÁzÀ PÀ£Éå E£ÉÆß§â£À£ÀÄß ¦æÃw¸ÀÄªÀ¼ÀÄ” JA§ ªÀiÁvÀÄUÀ¼À£Áßr, PÀxÉAiÀÄ ¨sÀÆ«ÄPÉAiÀÄ£ÀÄß ¤Ãr, 

¸ÀÆZÀåªÁV PÀÈµÀÚ gÀÄQätÂAiÀÄgÀ PÀxÉAiÀÄÄ gÀAUÀzÀ ªÉÄÃ¯É DUÀÄvÀÛzÉ JAzÀÄ ¥ÀægÉÆÃZÀ£ÀzÀ ªÀÄÆ®PÀ vÉÆÃj¸ÀÄvÁÛ£É. 

eÉÆvÉUÉ CPÀÆægÀ£ÀÄ ²±ÀÄ¥Á® ªÀÄvÀÄÛ gÀÄQätÂAiÀÄgÀ ªÀÄzÀÄªÉAiÀÄ ¥Àæ¸ÁÛªÀzÀ §UÉÎ PÉÆÃ¥ÀUÉÆArºÀ£ÀÄ JAzÀÄ ºÉÃ½ 

¥Àæ¸ÁÛªÀ£ÉAiÀÄ£ÀÄß ªÀÄÄV¸ÀÄvÁÛ£É. 

²æÃªÀÄzÁãUÀªÀvÀzÀ zÀ±ÀªÀÄ ¸ÀÌAzÀzÀ°è, gÀÄQätÂÃ ºÀgÀtzÀ PÀxÉAiÀÄÄ ¨ÉÃgÉ jÃwAiÀÄ°èzÉ. gÀÄQätÂAiÀÄÄ ¨ÁæºÀät£À£ÀÄß PÀÈµÀÚ£À 

ºÀwÛgÀ PÀ½¸ÀÄvÁÛ¼É. CªÀ¼À£ÀÄß C¥ÀºÀj¸À®Ä vÁ£ÉÃ G¥ÁAiÀÄªÀ£ÀÄß w½¸ÀÄvÁÛ¼É. §®gÁªÀÄ, UÀzÁ, À̧APÀµÀðt 

ªÀÄÄAvÁzÀªÀgÀÄ ²±ÀÄ¥Á®£À£ÀÄß ¸ÉÆÃ°¹zÀ ªÉÄÃ¯É CªÀ£ÀÄ vÀ£Àß gÁdåPÉÌ vÉgÀ¼ÀÄvÁÛ£É. EvÀÛ gÀÄQäAiÀÄ£ÀÄß PÀÈµÀÚ£ÀÄ zÀéAzÀé 

AiÀÄÄzÀÞzÀ°è ̧ ÉÆÃ°¹, ̧ Á¬Ä¸À®Ä ¹zÀÞ£ÁUÀÄvÁÛ£É. DUÀ gÀÄQätÂAiÀÄÄ CªÀ£À ¥ÁzÀUÀ½UÉgÀV vÀ£Àß CtÚ£À ¥Áæt©üPÉëAiÀÄ£ÀÄß 

¨ÉÃqÀÄvÁÛ¼É. gÀÄQäAiÀÄ£ÀÄß «PÁgÀ£À£ÁßV ªÀiÁr CªÀ£À CªÀªÀiÁ£À¢AzÀ¯ÉÃ ¸ÀvÀÛAvÉ ªÀiÁqÀÄvÁÛgÉ. ¸ÀAPÀµÀðt£ÀÄ 

¸Á¬Ä¸ÀÄªÀÅzÀÄ ¨ÉÃqÀ JAzÀÄ w½¸ÀÄvÁÛ£É. 

EzÀ£ÉßÃ CªÀiÁvÀå ªÀvÀìgÁd£ÀÄ gÀÆ¥ÀPÀPÉÌ ¥ÀjªÀwð¹gÀÄªÀ jÃwAiÀÄÄ ¸ÉÆUÀ¸ÁVzÉ. ¥ÀvÀæzÀ §zÀ®Ä avÀæ, CzÀÄ ¸ÁPÁëvï 

PÀÈµÀÚ£À PÉÊAiÀÄ¯ÉèÃ ©Ã¼ÀÄªÀÅzÀÄ, ¸ÀÄ§Ä¢ÞAiÀÄ ¥ÁvÀæzÀ ¸ÀÈ¶Ö, PÀÈµÀÚ ªÀÄvÀÄÛ gÀÄQä, ²±ÀÄ¥Á®gÀ DPÁ±ÀAiÀÄÄzÀÞ, UÀgÀÄqÀ£À 

DUÀªÀÄ£À, PÉÆ£ÉUÉ PÀgÀÄt«ÃgÀ£ÁV PÀÈµÀÚ£À avÀæt - vÀÄA¨Á £ÁlQÃAiÀÄªÁVzÉ. FºÁªÀÄÈUÀzÀ ±ÉÊ°UÉ ¸ÀÆPÀÛªÁzÀ 

PÀxÁ£ÀPÀªÁV gÀÆ¦¹gÀÄªÀ ªÀvÀìgÁd£ÀÄ EzÀgÀ°è §¼À¹zÀ ¨sÁµÉAiÀÄÆ ¸ÉÆUÀ¸ÁVzÉ. ‘E£Éß°è’ JA§ÄzÀPÉÌ MÑü§ÉÉlrÉ§É 

JA§ ¥ÀæAiÉÆÃUÀ, §®gÁªÀÄ£À ±ËAiÀÄð ªÀÄvÀÄÛ zÁµÀÖ÷åð«Ä²ævÀ ªÁPÀåUÀ¼ÀÄ, ¸ÉÆ§V£À ±À¨ÁÝ®APÁgÀ- 

CxÁð®APÁgÀUÀ¼ÀÄ EªÉ̄ Áè ̧ ÉÃj NzÀÄUÀjUÉ ªÀÄÄzÀªÀ£ÀÄß ¤ÃqÀÄvÀÛzÉ. FV£À PÁ®zÀ®Æè E§âgÀÄ ¥ÀÄgÀÄµÀgÀÄ M§â¼À£ÉßÃ 

¦æÃw¸ÀÄªÀAvÀºÀ ZÀ®£ÀavÀæzÀ PÀxÉAiÀÄAvÉ ±ÀÈAUÁgÀ, «ÃgÀ, PÀgÀÄt, CzÀÄãvÀ, ºÁ¸Àå, ºÁUÀÆ ¸Àé®à ªÀÄnÖUÉ gËzÀæ 

gÀ¸ÀUÀ¼À£ÀÄß¼Àî FºÁªÀÄÈUÀªÀÅ ¯ÉÆÃPÀgÀAdPÀªÁVgÀÄvÀÛzÉ. 

 

¸ÀªÀÄÄzÀæªÀÄxÀ£À - ¸ÀªÀÄªÀPÁgÀ 

®PÀët«ZÁgÀ: ¸ÀªÀÄªÀPÁgÀ JA§ ¥ÀzÀªÀ£ÀÄß ‘¸ÀA’ ªÀÄvÀÄÛ ‘CªÀ’ JA§ JgÀqÀÄ G¥À¸ÀUÀðUÀ¼À£ÀÄß ‘PÀÈ «PÉëÃ¥É’ JA§ 

zsÁvÀÄ«£ÉÆA¢UÉ ̧ ÉÃj¹ ¤µÀàwÛ ªÀiÁqÀ¯ÁVzÉ.  EzÀÄ ‘ZÉ£ÁßV ZÉ®è®àqÀÄªÀÅzÀÄ/ ¹A¥Àr¸À®àqÀÄªÀÅzÀÄ’ JA§ ̧ ÁªÀiÁ£Àå 

CxÀðªÀ£ÀÄß ºÉÆA¢zÉ. C©ü£ÀªÀUÀÄ¥ÀÛ£À £Álå±Á¸ÀÛçzÀ ªÁåSÁå£ÀªÁzÀ C©ü£ÀªÀ̈ sÁgÀwAiÀÄ ¥ÀæPÁgÀ -" xÉÇoÉ®Éå AuÉMüÐhÉï¶É 

rÉ§ÉÉjÉïÈ xÉÈ xÉqÉuÉMüÉUÈ” JAzÀgÉ, E°è MAzÀÄ CAPÀªÉÃ ¸ÀA¥ÀÆtðªÁzÀAvÉ vÉÆÃjzÀgÀÆ ©ÃdzÀ ªÀÄÆ®PÀ ªÀÄÆgÀÄ 

CAPÀUÀ¼À £ÀqÀÄªÉ ¸ÀA§AzsÀ«gÀÄvÀÛzÉ ªÀÄvÀÄÛ MAzÀÄ ªÀÄºÁªÁPÀåªÀÅ J¯Áè CAPÀUÀ¼À®Æè ºÁ¸ÀÄºÉÆÃPÁÌV vÉÆÃgÀÄvÀÛzÉ. 

CAPÀUÀ½UÉ ¸ÀA§zÀÞ«zÀÝgÀÆ CxÀðªÀÅ ¸ÀªÀÄUÀæ gÀÆ¥ÀPÀzÀ°è ºÀgÀrgÀÄªÀÅzÀÄ.  

 SåuÉÉxÉÑUoÉÏeÉM×üiÉÈ mÉëZrÉÉiÉÉåSÉ¨ÉlÉÉrÉMü¶ÉæuÉ | §Éƒ¡ûxiÉjÉÉ Ì§ÉMümÉOûÎx§ÉÌuÉSìuÉÈ xrÉÉÎx§ÉzÉ×…¡ûÉUÈ ||lÉÉ. zÉÉ 18,63|| £ÁlPÀ 

ªÀÄvÀÄÛ ¥ÀæPÀgÀtUÀ¼À ®PÀëtzÀ £ÀAvÀgÀ F gÀÆ¥ÀPÀzÀ ®PÀët ªÀÄvÀÄÛ «ªÀgÀUÀ¼À£ÀÄß ¨sÀgÀvÀ£ÀÄ ¸ÀÄ¢ÃWÀðªÁV ºÀ¢£ÉÊzÀÄ 
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±ÉÆèÃPÀUÀ¼À°è »ÃUÉ PÉÆnÖzÁÝ£É. C©ü£ÀªÀUÀÄ¥ÀÛ£ÀÄ wæªÀUÀðUÀ¼ÀÄ1 EzÀgÀ°è GvÀà£ÀßªÁUÀÄªÀ PÁgÀt ªÀÄvÀÄÛ C£ÉÃPÀ 

CAPÀUÀ½gÀÄªÀ PÁgÀt, J¯Áè gÀÆ¥ÀPÀUÀ½UÀÆ ¥ÀÆªÀð¨sÁ«AiÀiÁV EzÀgÀ «ªÀgÀuÉAiÀÄ£ÀÄß ̈ sÀgÀvÀ£ÀÄ ¤ÃrzÁÝ£É- JAzÀÄ 

¸ÀªÀÄyð¸ÀÄvÁÛ£É. 

¸ÀªÀÄªÀPÁgÀzÀ°è zÉÃªÁ¸ÀÄgÀgÀ PÀxÉ EzÉ. ¥ÀæSÁåvÀ £ÁAiÀÄPÀ¤gÀÄvÁÛ£É. C¥ÀæSÁåvÀªÁzÀ §ÈºÀvÀÌxÉAiÀÄ £ÁAiÀÄPÀ£ÉÆÃ 

CxÀªÁ PÀ«PÀ°àvÀ £ÁAiÀÄPÀ£ÉÆÃ EgÀÄªÀÅ¢®è. ªÀÄ£ÀÄµÀå¤UÉ ºÉÆÃ°¹zÀgÉ, zÉÃªÀvÉUÀ¼ÀÄ GzÀÞvÀgÉÃ. CªÀgÀ°è §æºÁä¢UÀ¼ÀÄ 

¥Àæ±ÁAvÀgÀÄ, PÉ®ªÀgÀÄ CAzÀgÉ £ÀgÀ¹AºÁ¢UÀ¼ÀÄ GzÀÞvÀÀgÀÄ. DzÀgÉ E°è ²ªÀ£ÀAvÀºÀ UÀA©üÃgÀ, GzÁvÀÛ 

£ÁAiÀÄPÀ¤gÀ É̈ÃPÀÄ J£ÀÄßvÁÛ£É C©ü£ÀªÀUÀÄ¥ÀÛÀ. ªÀÄÆgÉÃ CAPÀUÀ½zÀÄÝ, ¥Àæw CAPÀzÀ°èAiÀÄÆ ªÀÄÆgÀÄ jÃwAiÀÄ «±ÉÃµÀ 

CxÀð/CA±ÀUÀ¼ÀÄ EgÀ¨ÉÃPÀÄ. CªÀÅ AiÀiÁªÀÅªÉAzÀgÉ - 

1. PÀ¥Àl JAzÀgÉ ªÀAZÀ£É/ªÉÆÃ¸À ªÀiÁqÀÄªÀÅzÀÄ (ªÀ¸ÀÄÛ«£À ªÀAZÀ£É, zÉÊªÀªÀ±À¢AzÀ DzÀ ªÀAZÀ£É ªÀÄvÀÄÛ 

¨ÉÃgÉAiÀÄªÀjAzÀ DzÀ ªÀAZÀ£É JAzÀÄ EzÀgÀ°è ªÀÄÆgÀÄ «zsÀ)  

2. «zÀæªÀ JAzÀgÉ ¥À¯ÁAiÀÄ£À (CZÉÃvÀ£À ªÀ¸ÀÄÛ«¤AzÀ GAmÁUÀÄªÀ, ¨ÉÃgÉAiÀÄªÀjAzÀ GAmÁUÀÄªÀ ªÀÄvÀÄÛ 

E§âjAzÀ®Æ GAmÁUÀÄªÀ «zÀæªÀ JAzÀÄ EzÀÄ ªÀÄÆgÀÄ §UÉAiÀiÁzÀzÀÄÝ. C£ÀxÀðªÁzÀ ªÀ¸ÀÄÛ«¤AzÀ Nr 

ºÉÆÃUÀÄªÀÅzÉÃ «zÀæªÀ) ªÀÄvÀÄÛ  

3. ±ÀÈAUÁgÀ (zsÀªÀÄð±ÀÈAUÁgÀ, CxÀð±ÀÈAUÁgÀ ªÀÄvÀÄÛ PÁªÀÄ±ÀÈAUÁgÀ JA§ ªÀÄÆgÀÄ «zsÀ) 

PÀ¥ÀlªÀÅ G¥ÁAiÀÄªÀ£ÀÄß AiÉÆÃa À̧ÄªÀÅzÀgÀ°è (PÀxÉAiÀÄ DgÀA¨sÀzÀ°è), «zÀæªÀªÀÅ ªÀÅöåvÀàwÛ CA±ÀzÀ°è (PÀxÉAiÀÄÄ 

¨É¼ÉAiÀÄÄªÀÅzÀgÀ°è) ªÀÄvÀÄÛ ±ÀÈAUÁgÀªÀÅ ¥sÀ¯ÁA±ÀzÀ°è (PÀxÉAiÀÄ PÉÆ£ÉAiÀÄ ̈ sÁUÀzÀ°è) vÉÆÃgÀÄvÀÛªÉ. C©ü£ÀªÀUÀÄ¥ÀÛ£À ¥ÀæPÁgÀ, 

MAzÉÆAzÀÄ CAPÀzÀ®Æè 12 £ÁAiÀÄPÀjgÀ̈ ÉÃPÀÄ JAzÀÄ PÉ®ªÀgÀÄ ºÉÃ½zÀgÉ, MAzÉÆAzÀÄ CAPÀUÀ¼À°èAiÀÄÆ £ÁAiÀÄPÀ, 

¥Àæw£ÁAiÀÄPÀ ªÀÄvÀÄÛ CªÀgÀ E§âgÀÄ ¸ÀºÁAiÀÄPÀgÀÄ ¸ÉÃj MlÄÖ ªÀÄÆgÀÄ CAPÀUÀ¼À°è ºÀ£ÉßgÀqÀÄ £ÁAiÀÄPÀgÀÄ JAzÀÄ E£ÀÆß 

PÉ®ªÀgÀÄ w½¸ÀÄvÁÛgÉ JAzÀÆ C©ü£ÀªÀUÀÄ¥ÀÛ ºÉÃ½zÁÝ£É. 

ºÀ¢£ÉAlÄ £ÁrPÉUÀ¼À (MAzÀÄ £ÁrPÉ 24 ¤«ÄµÀzÁÝVgÀÄvÀÛzÉ. ºÁUÁV 432 ¤«ÄµÀUÀ¼ÀÄ CxÀªÁ ¸ÀÄªÀiÁgÀÄ 

K¼ÀÆªÀgÉ WÀAmÉUÀ¼À PÁ® F gÀÆ¥ÀPÀªÀÅ £ÀqÉAiÀÄÄvÀÛzÉ.) PÁ®¥ÀæªÀiÁtzÀ°è À̧ªÀÄªÀPÁgÀªÀÅ EgÀÄvÀÛzÉ. ªÉÆzÀ®£ÉÃ 

CAPÀzÀ°è PÁªÀÄ±ÀÈAUÁgÀ«gÀÄªÀ PÁgÀt, ºÁ¸ÀåªÀÇ EgÀÄvÀÛzÉ. «ÃyAiÀÄ DA±ÀUÀ¼ÀÆ EgÀÄvÀÛªÉ. ¸ÀªÀÄªÀPÁgÀzÀ°è C£ÉÃPÀ 

gÀ¸ÀUÀ½ªÉ, PÉÊ²Q ªÀÈwÛAiÀÄÄ E®è; VÃvÀ-£ÀÈvÀÛ-ªÁzÀåUÀ¼ÀÄ ¥ÀæzsÁ£ÀªÁV vÉÆÃgÀÄªÀÅ¢®è. ¨sÁgÀwÃªÀÈwÛAiÀÄÄ 

¥ÀæzsÁ£ÀªÁVgÀÄvÀÛzÉ. gËzÀæzÀ CA±ÀªÀÅ EgÀÄªÀÅ¢®è. 

¸ÀªÀÄªÀPÁgÀzÀ bÀAzÉÆÃ§AzsÀUÀ¼À£ÀÄß «ªÀj¸ÀÄvÁÛ EzÀgÀ°è G¶ÚPï (7 ªÀiÁvÉæUÀ¼ÀÄ), UÁAiÀÄwæ (8 ªÀiÁvÉæUÀ¼ÀÄ) 

ªÀÄÄAvÁzÀ QèµÀÖªÁzÀ, CzsÀð¸ÀªÀÄ, CzsÀð«µÀªÀÄªÁzÀ §AzsÀUÀ½gÀ̈ ÉÃPÀÄ JAzÀÄ £Álå±Á¸ÀÛçªÀÅ ¸ÀÆa¹zÀgÉ, GzÀãl£ÀÄ 

‘ À̧æUÀÞgÀ ªÀÄÄAvÁzÀ bÀAzÀ¸ÀÄìUÀ¼ÀÄ EgÀ¨ÉÃPÀÄ, aPÀÌ bÀAzÀ¸ÀÄì EgÀ¨ÁgÀzÀÄ’ J£ÀÄßvÁÛ£É. EAxÀ ¸ÀªÀÄªÀPÁgÀªÀ£ÀÄß 

wÃxÀðPÉëÃvÀæUÀ¼À°è C©ü£À¬Ä¹zÀgÉ, ªÀÄÄUÀÞgÁzÀ zÉÃªÀ¨sÀPÀÛgÀÄ, ¨Á®PÀgÀÄ, ºÉAUÀ À̧gÀÄ ªÀiÁvÀæªÀ®èzÉ ªÀÄÆRðgÀÄ PÀÆqÀ 

£ÉÆÃr D£ÀA¢¸ÀÄvÁÛgÉ J£Àß¯ÁVzÉ- “KPÀA ¸ÀªÀiÁgÁzsÀ£ÀªÀiï”.  

 
1 zsÀªÀiÁðxÀðPÁªÀÄUÀ¼ÀÄ wæªÀUÀðªÉAzÀÄ ¥Àæ¹zÀÞªÁVªÉ. CzÀgÉÆA¢UÉ "¤ÉrÉÇ xjÉÉlÉÇ cÉ uÉ×Î®¶É Ì§ÉuÉaÉÉåï lÉÏÌiÉuÉåÌSlÉÉqÉç" ¹Üw, ªÀÈ¢Þ 
ªÀÄvÀÄÛ PÀë¬Ä À̧ÄªÀÅzÀPÀÆÌ wæªÀUÀð J£ÀÄßvÁÛgÉ. 
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PÀxÁ£ÀPÀ: ªÉÆzÀ®£ÉÃ CAPÀzÀ°è, ¥ÀzÀäPÀ (®Që÷äAiÀÄ ¸ÉÃªÀPÀ) ªÀÄvÀÄÛ ¤µÀÄ×gÀPÀ (M§â zÉÃªÀvÉ) JA§ JgÀqÀÄ ¥ÁvÀæUÀ¼À 

ªÀiÁvÀÄ PÀæªÀÄªÁV ¥ÁæPÀÈvÀ ªÀÄvÀÄÛ ¸ÀA¸ÀÌöÈvÀzÀ°è DgÀA¨sÀªÁUÀÄvÀÛzÉ. ¤µÀÄ×gÀPÀ£ÀÄ ‘¸ÀªÀÄÄzÀæªÁ¹¤AiÀiÁzÀ ®Që÷äUÀÆ, 

zÀÈ¶ÖUÉÆÃZÀgÀ£À®èzÀ £ÁgÁAiÀÄt¤UÀÆ ºÉÃUÉ ¥ÉæÃªÀÄ GAmÁUÀÄvÀÛzÉ’ JAzÀÄ G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ£É. vÀ£Àß zsÁå£ÀPÉÌ 

¹QÌzÀ £ÁgÁAiÀÄt£À avÀæªÀ£ÀÄß vÉÆÃj¸ÀÄvÁÛ£É. CzÀPÉÌ ¥ÀzÀäPÀ£ÀÄ, ‘¸ÀªÀÄÄzÀæ£À ¥ÀwßAiÀiÁzÀ UÀAUÉAiÀÄÄ ̧ ÀªÀÄÄzÀæ£À ªÀÄUÀ¼ÁzÀ 

®Që÷äUÉ gÀa¹gÀÄªÀ avÀæ¥ÀlªÀzÀÄ’ JAzÀÄ w½¸ÀÄvÁÛ£É. E§âgÀÆ D avÀæPÉÌ dUÀ¼ÀªÁqÀÄvÁÛgÉ. £ÁgÁAiÀÄt£À£ÀÄß PÀÄjvÀ 

®Që÷äAiÀÄ ¦æÃwAiÀÄ §UÉÎ ¥ÁæPÀÈvÀzÀ¯ÉèÃ ªÀÄÆgÀÄ ±ÉÆèÃPÀUÀ¼À£ÀÄß ºÉÃ¼ÀÄvÁÛ£É. ªÀÄAzÀªÀÄwUÀ¼ÁzÀ CªÀj§âgÀ dUÀ¼À 

d£ÀgÀAdPÀªÁVzÉ. ¤µÀÄ×gÀPÀ£ÀÄ ¥ÀzÀäPÀ¤UÉ vÀ£Àß PÀÄ±Á¸À£ÀªÀ£ÀÄß vÉUÉzÀÄ ºÉÆqÉAiÀÄ®Ä AiÀÄwß¹zÀgÉ, ¥ÀzÀäPÀ£ÀÄ 

‘AiÀiÁªÀÅzÁzÀgÀÆ ¸ÀªÀÄÄzÀædAvÀÄªÀÅ ¤£Àß£ÀÄß w£Àß°’ JAzÀÄ ºÁgÉÊ¸ÀÄvÁÛ£É. CªÀgÀ ¸ÀAªÁzÀzÀ ªÀÄÆ®PÀ, ®Që÷äAiÀÄÄ 

¥ÁªÀðwAiÀÄ£ÀÄß Cað¸À®Ä ¹zÀÞ¼ÁVzÁÝ¼É JAzÀÄ w½AiÀÄÄvÀÛzÉ. »ÃUÉ C£ÀÄßwzÀÝAvÉ, MAzÀÄ D£ÉAiÀÄÄ ¸ÀªÀÄÄzÀæzÀ 

ªÀÄzsÀå¢AzÀ ºÉÆgÀ§gÀÄªÀÅzÀ£ÀÄß £ÉÆÃr ̈ sÀAiÀÄ¢AzÀ ¤µÀÄ×gÀPÀ£ÀÄ Nr ºÉÆÃUÀÄvÁÛ£É. E°è ¥ÁætÂ¬ÄAzÁzÀ «zÀæªÀªÀ£ÀÄß 

£ÉÆÃqÀ§ºÀÄzÀÄ. ®Që÷äAiÀÄÄ vÀ£Àß UÉ¼ÀwAiÀÄgÁzÀ ®eÁÓ ªÀÄvÀÄÛ zsÀÈwAiÀÄgÉÆA¢UÉ (CªÀ¼À ¥ÁæPÀÈwPÀ UÀÄtUÀ¼À ¥ÀæwÃPÀ) 

D£ÉAiÀÄ£ÉßÃj ¸ÀªÀÄÄzÀæzÀ ºÉÆgÀUÉ §gÀÄwÛzÁÝ¼É JAzÀÄ w½AiÀÄÄvÀÛzÉ. D ªÀÄÆªÀgÀÆ ¥ÁæPÀÈvÀzÀ°èAiÉÄÃ À̧A¨sÁµÀuÉAiÀÄ£ÀÄß 

ªÀiÁqÀÄvÁÛgÉ.  

C£ÉÃPÀ ¥ÁæPÀÈvÀ ±ÉÆèÃPÀUÀ¼ÀÄ E°è PÀAqÀÄ§gÀÄvÀÛªÉ. ªÀÄÆªÀgÀÆ ºÀÆªÀ£ÀÄß ¸ÀAUÀæ»¸ÀÄªÁUÀ, ®Që÷äAiÀÄÄ £ÁgÁAiÀÄt£À 

ªÀPÀë¸ÀÜ¼ÀªÀ£ÀÄß ¸Àäj¹, D ºÀÆªÀÅUÀ¼À£ÀÄß ªÀÄÄvÀÄÛUÀ¼ÉAzÀÄ ¨sÀæ«Ä¸ÀÄvÁÛ¼É. ¥ÀÄµÀàUÀ¼À£ÀÄß Dj¸ÀÄªÁUÀ, ¨sÀæªÀÄgÀUÀ¼ÀÄ ®Që÷äAiÀÄ 

ªÀÄÄRªÀ£ÀÄß ªÀÄÄvÀÄÛvÀÛzÉ. zsÀÈwAiÀÄÄ, ‘®Që÷äAiÀÄ ªÀÄÄRzÀ ¥ÀjªÀÄ¼À¢AzÀ DPÀ¶ðvÀªÁzÀ zÀÄA©UÀ¼ÀÄ ºÀÆªÀ£ÀÄß ©lÄÖ 

CªÀ¼À ªÀÄÄRªÀ£ÀÄß ¸ÀÄvÀÄÛªÀgÉAiÀÄÄwÛªÉ’ JAzÀÄ G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ¼É.  

¨sÀªÁ¤AiÀÄ ¥ÀÆeÉAiÀÄ C£ÀAvÀgÀ ¥ÀzÀäPÀ£ÀÄ ¥ÀæªÉÃ²¹, PÀÈµÀÚ£À avÀæ¥ÀlªÀ£ÀÄß vÉÆÃj¹, ‘CªÀ£À£ÀÄß ºÀÆªÀÅUÀ½AzÀ ªÀÄvÀÄÛ 

PÀuÉÚA§ ºÀÆ«UÀ½AzÀ ¥ÀÆf¸ÀÄ’ J£ÀÄßvÁÛ£É.1 ®eÉÓAiÀÄÄ ¥ÀzÀäPÀ£À£ÀÄß “zÀæªÀåUÀ¼À ºÁUÀÆ ¸ÀÄRzÀ ¤¢ü” JAzÀÄ 

ºÉÆUÀ¼ÀÄvÁÛ¼É. (¥ÀzÀä JA§ÄzÀÄ PÀÄ¨ÉÃgÀ£À £ÀªÀ¤¢üUÀ¼À°è MAzÁVzÉ). ®Që÷äAiÀÄÄ £ÁaPÉ¬ÄAzÀ vÀ£ÀßµÀÖPÉÌ vÁ£ÉÃ  

"¨sÀªÁ¤AiÀÄ ¥Àæ¸ÁzÀªÉA§ ªÀÄgÀªÀÅ, F avÀæzÀ±Àð£À JA§ zÉÆÃºÀzÀ¢AzÀ ¥ÀÆtðªÁUÀÄvÀÛzÉ" J£ÀÄßvÁÛ¼É. EzÉÃ 

¨sÁUÀzÀ°è §ºÀ¼ÀµÀÄÖ PÀqÉ, ªÉÃzÁAvÀzÀ vÀvÀéUÀ¼À£ÀÄß ¸ÀÆPÀë÷äªÁV zsÀé¤¹gÀÄªÀÅzÀÄ ¸ÀÄAzÀgÀªÁVzÉ. 

¥ÀzÀäPÀ£ÀÄ, "eÉlÉÉSïlÉ mÉÔeÉrÉæuÉ eÉlÉÉSïlÉÈ mÉëÉmrÉiÉå " J£ÀÄßvÁÛ, J®ègÀ£ÀÆß ªÀÄzsÀÄ À̧ÆzÀ£À£À£À ¥ÀÆeÉUÉ ¥ÉæÃgÉÃ¦¸ÀÄvÁÛ£É. 

£ÉÃ¥ÀxÀåzÀ°è ¥Àæ¼ÀAiÀÄªÁUÀÄªÀAvÉ ¸ÀÆZÀ£É EzÀÄÝ (±ÉÆèÃPÀ 16) ©gÀÄUÁ½¬ÄAzÀ vÀ®ètÂ¹, ¥Àæ¥ÀAZÀªÉÃ dAUÀªÀÄªÁzÀAvÉ 

vÉÆÃgÀÄwÛgÀÄªÀ avÀæt«zÉ. ®Që÷äAiÀÄÄ CªÀ¼À vÀAzÉAiÀiÁzÀ ¸ÀªÀÄÄzÀægÁd£À£ÀÄß vÀ£Àß vÉÆqÉAiÀÄ ªÉÄÃ¯É PÀÄ¼Àîj¹PÉÆ¼Àî®Ä 

PÉÃ½PÉÆAqÀÄ, “EzÉÃ£ÉÃ ¥ÀÆeÉAiÀÄ ¥sÀ®” JAzÀÄ ªÀÄgÀÄUÀÄvÁÛ¼É. J®ègÀÆ ¸ÀªÀÄÄzÀæªÀ£ÀÄß ¥ÀæªÉÃ²¸À®Ä, ªÁ¸ÀÄzÉÃªÀ£ÀÄ 

zÉÃªÁ¸ÀÄgÀgÉÆA¢UÉ ¥ÀæªÉÃ²¸ÀÄvÁÛ£É. §ÈºÀ¸Ààw, PÀÄ¨ÉÃgÀ ªÀÄvÀÄÛ EAzÁæ¢ zÉÃªÀvÉUÀ¼ÀÄ ¸ÀªÀÄÄzÀæzÀ ºÀwÛgÀ §gÀ®Ä, 

§ÈºÀ¸ÀàwAiÀÄÄ ªÀÄAzÀgÀ ¥ÀªÀðvÀPÉÌ K£ÉÆÃ C£ÁºÀÄvÀªÁUÀÄªÀÅzÉo§ ¨sÀAiÀÄzÀ°è, ‘F ¸ÀªÀÄÄzÀæzÀ°è ¨ÉÃUÀ ¸Áß£À ªÀiÁr 

 
1 CªÀiÁvÀå ªÀvÀìgÁd£À gÀÄQätÂÃºÀgÀt JA§ FºÁªÀÄÈUÀzÀ®Æè avÀæ¥ÀlzÀ ªÀÄÆ®PÀ ¥ÉæÃªÀiÁAPÀÄgÀªÁUÀÄªÀÅzÀ£ÀÄß PÁt§ºÀÄzÀÄ.  
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¥ÀÄ£ÀB ¸ÀéUÀðPÉÌ ªÀÄgÀ½j’ JAzÀÄ zÉÃªÀvÉUÀ½UÉ ºÉÃ¼ÀÄvÁÛ£É. DzÀgÉ EAzÀæ£ÀÄ, ‘F §ÈºÀ¸ÀàwUÉ ªÀÄAvÀæªÀ£ÀÄß ©lÖgÉ 

E£ÉßÃ£ÀÄ §gÀÄªÀÅ¢®è, EªÀ£ÀÄ ¥ÀÄPÀÄÌ®’ JAzÀÄ G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ£É. zÉÃªÀvÉUÀ¼À UÀªÀðªÀ£ÀÄß UÀªÀÄ¤¸ÀÄwÛgÀÄªÀ 

ªÁ¸ÀÄzÉÃªÀ£ÀÄ, §æºÀä£À DUÀªÀÄ£ÀªÀ£ÀÄß J®èjUÀÆ vÉÆÃj¸ÀÄvÁÛ£É. ªÀÄºÉÃ±À£ÀÆ C°èUÉ §gÀ®Ä, ¸ÀªÀÄÄzÀæzÀ ªÀÄzsÀå¢AzÀ 

ªÀÄAzÀgÀ ¥ÀªÀðvÀªÀÅ K¼ÀÄvÀÛzÉ. ªÁ¸ÀÄzÉÃªÀ£ÀÄ ²ªÀ£À PÉÆgÀ½£À ¸ÀÄvÀÛ°gÀÄªÀ D¢±ÉÃµÀ¤UÉ ºÀUÀÎªÁUÀ®Ä DeÁÕ¦¸ÀÄvÁÛ£É.  

ªÀÄºÉÃ±À£ÀÄ, xÉuÉåïÅÌmÉ MÑühÉrÉÈ M×üwhÉ! iuÉÉÇ ÌuÉlÉÉqÉÏ xÉÑUÉxÉÑUÉÈ |  iuÉqÉåwÉÉqÉ°ÒiÉÉå oÉÉWÒûÌlÉïwmÉëirÉÔWû¶ÉiÉÑpÉÑïeÉÈ ||35|| 

“J¯Áè ¸ÀÄgÁ¸ÀÄgÀgÀÄ ¤Ã¤®èzÉ CAUÀªÉÊPÀ®åªÀ£ÀÄß ºÉÆA¢zÀªÀgÀAvÉ EzÁÝgÉ. ZÀvÀÄ s̈ÀÄðd£ÁzÀ ¤Ã£ÉÃ EªÀgÉ®ègÀ 

CzÀÄãvÀªÁzÀ ̈ sÀÄdªÁV¢ÝÃAiÀÄ” JAzÀÄ ºÉÆUÀ¼ÀÄvÁÛ£É. ºÁUÉAiÉÄÃ ‘F zÉÃªÁ¸ÀÄgÀgÀÄ ̧ ÀªÀÄÄzÀæªÀÄxÀ£À¢AzÀ G¥ÀºÁ¸ÀPÉÌ 

PÁgÀtgÁUÀzÉ EgÀ°’ JAzÀÄ ªÀÄÄUÀÄ¼ÀßUÀÄvÁÛ£É. «µÀÄÚªÀÅ ‘D ¸ÀªÀÄÄzÀæzÀ ±À§ÝªÀÅ ®Që÷äAiÀÄ GvÀÌApvÀ ºÁUÀÆ ¢ÃWÀð 

¤±Áé À̧ªÀ£ÀÄß vÉÆÃgÀÄvÀÛzÉ’ J£ÀÄßvÁÛ£É. 

¸ÀªÀÄÄzÀæªÀÄxÀ£ÀªÁUÀÄwÛzÀÝAvÉ, ªÉÃzÀUÀ¼ÀÄ ºÉÆgÀ§gÀÄvÀÛªÉ. C¸ÀÄgÀgÁd£ÁzÀ §°AiÀÄÄ, «µÀÄÚªÀ£ÀÄß “J®ègÀÆ ¤£Àß 

¸ÀªÀiÁ£À s̈ÀPÀÛgÁzÀÝjAzÀ J®èjUÀÆ ¸ÀªÀiÁ£À ¥Àæ¸ÁzÀ ¹UÀ̈ ÉÃPÀÄ” JAzÀÄ PÉÃ½PÉÆ¼ÀÄîvÁÛ£É. PÀÈµÀÚ£ÀÄ, “J¯Áè ªÀ¸ÀÄÛUÀ¼ÀÄ 

¸ÀªÀÄÄzÀæzÀ zÀqÀzÀ°ègÀ°. C£ÀAvÀgÀ ²ªÀ£À DeÉÕAiÀÄ ªÉÄÃ¯É «¨sÁUÀ ªÀiÁrPÉÆ¼ÉÆîÃt” JAzÀÄ ¸ÀªÀiÁzsÁ£À ¥Àr¸ÀÄvÁÛ£É.  

CVß ªÉÆzÀ¯ÁzÀ ¢PÁà®PÀgÀÄ CzÀ£ÀÄß ¸ÀÄgÀQëvÀªÁVj¸ÀÄvÁÛgÉ. C£ÀAvÀgÀ, LgÁªÀvÀ UÀdªÀÅ §gÀÄvÀÛzÉ. vÀzÀ£ÀAvÀgÀ, 

GZÀÑAiÀÄêçªÀ JA§ ¢ªÀå PÀÄzÀÄgÉAiÀÄ DUÀªÀÄ£ÀªÁUÀÄvÀÛzÉ. DUÀ, §æºÀä «µÀÄÚ ªÀÄºÉÃ±ÀégÀgÀÄ, ‘vÀªÀÄUÉ CzÀÄ ¨ÉÃqÀ’ JAzÀÄ 

ºÁ¸Àå ªÀiÁrPÉÆ¼ÀÄîvÁÛgÉ. C£ÀAvÀgÀ, ZÀAzÀæ£ÀÄ ºÉÆgÀ§gÀÄvÁÛ£É. «µÀÄÚªÀÅ CzÀ£ÀÄß ®Që÷äAiÀÄ ªÀÄÄRªÉAzÉÃ ¨sÀæ«Ä À̧ÄvÁÛ£É. 

ZÀAzÀæ£ÀÄ §AzÀÄ, ‘F ¸ÀªÀÄÄzÀæªÀÄxÀ£ÀzÀ PÁgÀt¢AzÀ ²ªÀ£À zÀ±Àð£ÀªÁ¬ÄvÀÄ’ JAzÀÄ »UÀÄÎvÁÛ£É. 

OµÀ¢üUÀ¼ÀÄ §AzÀÄ ²ªÀ£À §½ £É¯É¸ÀÄvÀÛªÉ. ªÁAiÀÄÄªÀÅ '£Á£ÀÄ £À£Àß ̧ ÁªÀÄxÀåðªÀ£ÀÄß ̧ ÀºÀ¸Àæ¥ÀlÄÖ ̈ É¼É¸ÀÄªÉ£ÀÄ. EzÀjAzÀ 

ªÀÄxÀ£ÀªÀÅ ²ÃWÀæªÁV DV G½zÀ PÀµÀÖ¸ÁzsÀå ¥ÀzÁxÀðUÀ¼ÀÆ zÉÆgÀPÀ°’ JAzÀÄ ºÁgÉÊ¸ÀÄvÁÛ£É. EzÀjAzÁV gÀvÀßUÀ¼ÀÄ 

§gÀÄvÀÛªÉ. C£ÀAvÀgÀ, ®Që÷äAiÀÄ DUÀªÀÄ£À £Á®ÄÌ ±ÉÆèÃPÀUÀ½AzÀ ºÉÃ¼À®ànÖªÉ. «µÀÄÚªÀÅ vÁ£ÀÄ avÀæzÀ°è PÀAqÀ ®Që÷äAiÀÄ£ÀÄß 

UÀÄgÀÄw¹ ¸ÀAvÉÆÃµÀUÉÆ¼ÀÄîvÁÛ£É. ®Që÷äAiÀÄÄ CªÀ£À PÀAoÀªÀ£ÀÄß D±Àæ¬Ä¹ ºÉÆgÀ§gÀÄvÁÛ¼É. vÀ£Àß vÀAzÉAiÀÄ ªÀÄxÀ£ÀªÀ£ÀÄß 

PÀAqÀÄ ªÀÄgÀÄUÀÄvÁÛ¼É. UÀAUÉAiÀÄÄ EªÀ¼À£ÀÄß PÀgÉvÀAzÀÄ ¸ÀªÀÄÄzÀæ wÃgÀzÀ°è Ej¸ÀÄvÁÛ¼É.  

CµÀÖgÀ°è §°AiÀÄÄ PÀÄdA¨sÀ JA§ vÀ£Àß ¸ÉÃªÀPÀ£À£ÀÄß PÀgÉzÀÄ, “AiÀiÁªÀÅzÀ£ÀÆß «µÀÄÚªÀÅ ªÀÄvÀÄÛ ªÀÄºÉÃ±ÀgÀÄ «¨sÁUÀ 

ªÀiÁqÀÄwÛ®è. DzÀÝjAzÀ £ÁªÀÅ CªÀÄÈvÀªÀÅ §gÀÄªÀ ªÉÃ¼ÉUÉ eÁUÀgÀÆPÀgÁVgÀ É̈ÃPÀÄ” JAzÀÄ ºÉÃ¼ÀÄvÁÛ£É. CªÀÄÈvÀzÀ 

PÀÄA¨sÀªÀÅ §gÀ®Ä, ªÀÄºÉÃ±À£ÀÄ CVßUÉ CzÀ£ÀÄß ¸ÀªÀÄÄzÀæwÃgÀzÀ°è Ej¸À®Ä ºÉÃ¼ÀÄvÁÛ£É. EzÀ£ÀÄß £ÉÆÃr  PÀÄdA¨sÀ£ÀÄ, 

»AzÉAiÉÄÃ §°AiÀÄÄ ºÉÃ½zÀAvÉ, vÁ£ÉÃ CVßAiÀÄ ªÉÃµÀªÀ£ÀÄß zsÀj¹ §gÀÄvÁÛ£É. PÀÈµÀÚ£ÀÄ CªÀ£À£ÀÄß £ÉÆÃr, 

¸ÀAvÉÆÃµÀUÉÆAqÀÄ, "CVßAiÉÄÃ, ¤Ã£ÀÄ J¯Áè zÉÃªÀvÉUÀ¼À°èAiÀÄÆ  ªÀÄÄR£ÀÆ, ¥ÀæªÀÄÄR£ÀÄ DV¢ÝÃAiÀÄ (qÉÑZÉqÉÌmÉ 

xÉuÉåïwÉÉÇ qÉÑZrÉqÉÍxÉ xÉuÉåïwÉÑ ) JAzÀÄ ºÉÆUÀ½ CªÀ¤UÉ CªÀÄÈvÀzÀ UÀrUÉAiÀÄ£ÀÄß PÉÆqÀÄvÁÛ£É. vÀPÀët, "¤£Àß vÉÃeÉÆÃ 

¥ÀæPÁ±À KPÉÆÃ PÀÄA¢zÀAwzÉAiÀÄ¯Áè " JAzÀÄ D±ÀÑAiÀÄð ¥ÀqÀÄvÁÛ£É. DzÀgÉ, ªÉÆÃ¸ÀUÁgÀ PÀÄdA¨sÀ£ÀÄ ‘vÀªÀÄä ªÀÄÄAzÉ 

£À£Àß vÉÃd¹ìUÉ°èAiÀÄ ¥ÀæRgÀvÉ’ JAzÀÄ ºÉÃ½ £ÀÄtÄaPÉÆ¼ÀÄîvÁÛ£É.. 

PÀÈµÀÚ£ÀÄ ¥ÀÄ£ÀB J®èjUÀÆ ªÀÄxÀ£À ªÀiÁqÀ®Ä ºÉÃ¼ÀÄvÁÛ£É. DUÀ MAzÀÄ ̈ sÀAiÀÄAPÀgÀªÁzÀ d®dAvÀÄªÀÅ ºÉÆgÀ§gÀÄvÀÛzÉAzÀÄ 

vÉÆÃgÀÄvÀÛzÉ. ‘¸ÀªÀÄÄzÀæªÉÃ PÉÆÃ¥ÀUÉÆArzÉAiÉÆÃ K£ÉÆÃ " aÉpÉÏUÉårÉÇ qÉWûÉiqÉÉ uÉæSåÍzÉMüÈ MüÉåmÉmÉëMüÉUåwÉÑ " (D¼ÀªÁzÀ 
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EªÀ£À PÉÆÃ¥À ¥ÀæPÁgÀªÀÅ ¨ÉÃgÉAiÀÄAwzÉ, «©ü£ÀßªÁVzÉ) J£ÀÄßvÁÛ£É. DzÀgÉ ¸ÀªÀÄÄzÀæªÀÅ ¢ªÀåªÁzÀ DAiÀÄÄzsÀUÀ¼À£ÀÄß 

¤ÃqÀÄvÀÛzÉ. C£ÀAvÀgÀ ¸ÀÄgÉAiÀÄ (ªÀÄzÀåzÀ) PÀÄA¨sÀªÀÅ ªÀÄgÀPÀvÀªÀÄtÂAiÀÄAvÉ PÀAUÉÆ½¸ÀÄvÁÛ §gÀÄvÀÛzÉ. CµÀÖgÀ°è PÀÄ¨ÉÃgÀ£ÀÄ 

DPÁ±ÀzÀ ºÀQÌUÀ¼É®è ¥Áæt ©qÀÄwÛgÀÄªÀÅzÀ£ÀÄß UÀªÀÄ¤¹, ‘«µÀªÀÅ §gÀÄwÛzÉ’ JAzÀÄ w½¸ÀÄvÁÛ£É. ªÀÄºÉÃ±À£ÀÄ J®ègÀÆ 

C°èAzÀ ºÉÆÃUÀ° JAzÀÄ DzÉÃ²¹zÁUÀ, ªÉÆzÀ®£ÉÃ CAPÀªÀÅ PÉÆ£ÉUÉÆ¼ÀÄîªÀÅzÀÄ. E°è C£ÉÃPÀ £ÁAiÀÄPÀgÀÄ PÁtÄvÁÛgÉ, 

PÀÄdA¨sÀ ªÀiÁrzÀ PÀ¥Àl, J®ègÀÆ NrºÉÆÃUÀÄªÀ «zÀæªÀ ªÀÄvÀÄÛ ®Që÷ä£ÁgÁAiÀÄtgÀ zsÀªÀÄð±ÀÈAUÁgÀ F CAPÀzÀ°è 

vÉÆÃgÀÄªÀªÀÅ. 

JgÀqÀ£ÉÃ CAPÀzÀ°è PÀ¥Àl ¸ÀÄAzÀjAiÀÄ ªÉÃµÀzÀ°è «µÀÄÚªÀÇ, CªÀ£À ¸ÀTAiÀÄ ªÉÃµÀzÀ°è UÀgÀÄqÀ£ÀÆ §gÀÄªÀgÀÄ. “F 

¤dð£À ¥ÀæzÉÃ±ÀzÀ°è ¤£ÀUÉÃPÉ ªÀÄ»¼ÉAiÀiÁUÀ®Ä D Ȩ́”, JAzÀÄ CªÀ¼À «¨sÀæªÀÄªÀ£ÀÄß UÀgÀÄqÀ£ÀÄ ¥Àæ²ß¸ÀÄvÁÛ£É. (E°è 

ºÉÃªÀPÀ ¥ÀzÀªÀ£ÀÄß D Ȩ́ JA§ CxÀðzÀ°è G¥ÀAiÉÆÃV À̧¯ÁVzÉ. EzÀÄ £ÀAvÀgÀ PÁ®zÀ CgÀ©âÃ ̈ sÁµÉAiÀÄ ¥Àæ s̈ÁªÀ¢AzÀ 

§A¢gÀÄªÀ ¥ÀzÀ). DUÀ «µÀÄÚªÀÅ "AjÉï´ÉÑ…¡ûÉUÉårÉqÉ°ÒiÉÉå qÉWûiÉå AjÉÉïrÉ mÉëaÉspÉiÉå "- ‘F CxÀð±ÀÈAUÁgÀªÀÅ zÉÆqÀØ 

CxÀðPÁÌV CxÀªÁ ¥ÀæAiÉÆÃd£ÀPÁÌV J£ÀÄßvÁÛ£É. EzÀgÀ°è, À̧ªÀÄªÀPÁgÀzÀ°è PÁtÄªÀ JgÀqÀ£ÉÃ ¥ÀæPÁgÀzÀ 

CxÀð±ÀÈAUÁgÀªÀÅ ¸Á¢üvÀªÁUÀÄvÀÛzÉ. ¨ÉÃgÉAiÀÄªÀgÀ DUÀªÀÄ£ÀªÀ£ÀÄß w½zÀÄ, «µÀÄÚªÀÅ ‘E£ÀÄß ªÀÄÄAzÉ ªÀÄ»¼ÉAiÀÄgÀAvÉ 

¥ÁæPÀÈvÀzÀ°è ªÀiÁvÁqÀ¨ÉÃPÀÄ’ JAzÀÄ UÀgÀÄqÀ¤UÉ w½¸ÀÄvÁÛ£É. 

CµÀÖgÀ°è §°AiÀÄÄ PÀÄdA¨sÀ£ÉÆA¢UÉ §AzÀÄ, ‘CªÀÄÈvÀªÀÅ ¹QÌzÀgÀÆ ®Që÷äAiÀÄAxÀºÀ PÀ£ÉåAiÀÄÄ ¹UÀ°®èªÀ®è’ JAzÀÄ 

ªÀÄgÀÄUÀÄvÁÛ£É.  CªÀj§âgÀ ¸ÀA¨sÁµÀuÉAiÀÄÄ d£ÀgÀAdPÀªÁVzÉ. EzÀ£ÀÄß UÀªÀÄ¤¹, UÀgÀÄqÀ£ÀÄ, "FUÀ ¤£Àß «¥Àæ®A¨sÀ 

C£ÀÄ s̈ÁªÀUÀ¼À£ÀÄß ¥ÀæzÀ²ð¸ÀÄ" JAzÀÄ «µÀÄÚ«UÉ ºÉÃ¼ÀÄvÁÛ£É. «µÀÄÚªÀÅ, “£Á£ÀÄ ¤dªÁVAiÀÄÆ ¢ÃWÀðªÁzÀ 

¤±Áé À̧UÀ¼ÉA§ vÁ£ÀªÁzÀåUÀ½AzÀ ®Që÷äAiÀÄ «gÀºÀªÀ£ÀÄß vÉÆÃj¸À®Ä FUÀ EaÒ¸ÀÄvÉÛÃ£É” JAzÀÄ vÀ£ÀUÉ vÁ£ÉÃ 

ºÉÃ½PÉÆ¼ÀÄîvÁÛ£É. ªÉÆÃ»¤AiÀÄ gÀÆ¥ÀzÀ «µÀÄÚ«UÀÆ, ¤¥ÀÄtÂPÉAiÀÄ ªÉÃµÀzÀ UÀgÀÄqÀ¤UÀÆ £ÀqÉAiÀÄÄªÀ ¸ÀÄAzÀgÀªÁzÀ 

¸ÀAªÁzÀ¢AzÀ, ªÉÆÃ»¤AiÀÄÄ AiÀiÁgÉÆÃ ¸ÀÄAzÀgÀ£À£ÀÄß PÀ£À¹£À°è PÀAqÀAvÉ, FUÀ CªÀ¤UÁV ºÀÄqÀÄPÀÄwÛgÀÄªÀAvÉ 

UÉÆvÁÛUÀÄvÀÛzÉ. §°AiÀÄÄ CªÀ¼À£ÀÄß PÉÃ¼À®Ä, «µÀÄÚªÀÅ, ‘vÀ£Àß F UÀzÀÎzÀ ªÀiÁvÀÄ G¥À±ÀÄæw (ªÉÃzÀzÀAvÉ) DUÀÄvÀÛzÉ’ 

JAzÀÄ ªÀÄ£ÀzÀ̄ ÉèÃ £ÀUÀÄvÁÛ£É. ¤¥ÀÄtÂPÉAiÀÄÄ ªÉÆÃ»¤AiÀÄ£ÀÄß ¸ÀªÀÄÄzÀægÁd£À PÉÆ£ÉAiÀÄ ªÀÄUÀ¼ÉAzÀÄ ¥ÀjZÀ¬Ä À̧ÄvÁÛ¼É. 

CµÀÖgÀ°è ¨sÁUÀðªÀ£ÁzÀ ±ÀÄPÁæZÁAiÀÄð£ÀÄ, §AzÀÄ " uÉkÉïiÉÉÇ uÉkÉïiÉÉÇ MüÍsÉÈ ", JAzÀÄ, §° J£ÀÄßªÀÅzÀgÀ §zÀ®Ä ‘PÀ° 

ªÀ¢üð¸À°’ JAzÀÄ D²ÃªÀð¢¸ÀÄvÁÛ£É. £ÉÃ¥ÀxÀåzÀ°è, zÉÃªÀvÉUÀ¼É®è ¸ÀªÀÄÄzÀæ¢AzÀ zÉÆgÉvÀ ªÀ¸ÀÄÛUÀ¼À£ÀÄß vÉUÉzÀÄPÉÆAqÀÄ 

ºÉÆÃUÀÄwÛgÀ®Ä, zÁ£ÀªÀgÀÄ ̧ ÀªÀÄgÁAUÀt¢AzÀ ¥À¯ÁAiÀÄ£À ªÀiÁqÀÄwÛzÁÝgÉ JAzÀÄ w½AiÀÄÄvÀÛzÉ. E°è «zÀæªÀ PÁtÄvÀÛzÉ. 

§°AiÀÄÄ vÁ£ÀÄ ªÉÆÃ»¤AiÉÆA¢UÉ CªÀÄÈvÀ¥Á£ÀªÀ£ÀÄß ªÀiÁqÀÄªÀÅzÁV ¥ÀæweÉÕ ªÀiÁqÀÄvÁÛ£É. PÉÆÃ¥ÀUÉÆAqÀ 

±ÀÄPÀæZÁAiÀÄð£ÀÄ «µÀÄÚ«£À ¤dgÀÆ¥ÀªÀ£ÀÄß w½¹zÀgÀÆ, CªÀÄÈvÀzÀ PÀÄA¨sÀªÀ£ÀÄß ªÉÆÃ»¤UÉ PÉÆlÄÖ, §°AiÀÄÄ 

AiÀÄÄzÀÞ¨sÀÆ«ÄUÉ ºÉÆgÀqÀÄvÁÛ£É. ªÉÆÃ»¤AiÀÄÄ ¤¥ÀÄtÂPÉUÉ CªÀÄÈvÀ¥ÁvÉæAiÀÄ£ÀÄß PÉÆlÄÖ "¤Ã£ÉÃ ¤¥ÀÄtÂPÉAiÀÄ®èªÉÃ? 

¤Ã£ÉÃ CªÀÄÈvÀªÀ£ÀÄß vÀAzÀzÀÄÝ C®èªÉ?" JAzÀÄ ªÀiÁ«ÄðPÀªÁV PÉÃ¼ÀÄvÁÛ¼É. «gÀºÀªÉÃzÀ£ÉAiÀÄ£ÀÄß ¸À»¸À¯ÁgÀzÉÃ 

CVßAiÀÄ°è ¥ÁæuÁ¥ÀðuÉ ªÀiÁqÀÄªÀÅzÁV ªÉÆÃ»¤ ¤zsÀðj¹zÁUÀ ±ÀÄPÁæZÁAiÀÄðgÀÄ ±ÀAQ¹, CªÀÄÈvÀ¥ÁvÉæUÁV 

PÉÃ¼ÀÄvÁÛgÉ. CVßAiÀÄ£ÀÄß G¥À±ÀªÀÄ£À ªÀiÁqÀÄªÀ ªÀÄAvÀæªÀÇ ¥sÀ°¸ÀÄªÀÅ¢®è. zsÁå£À¢AzÀ «µÀÄÚªÀ£ÀÄß ¸Àäj¹zÁUÀ, «µÀÄÚªÀÅ 

vÀ£Àß ¤dgÀÆ¥ÀªÀ£ÀÄß vÉÆÃj¸ÀÄvÁÛ£É. DUÀ ±ÀÄPÁæZÁAiÀÄð£ÀÄ, "¸ÀªÀÄÄzÀæªÀÄxÀ£ÀzÀ°è zÉÆgÉvÀ ªÀ¸ÀÄÛUÀ¼É®èzÀPÀÆÌ ¢üPÁÌgÀ. 
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zÉÊvÀåjAzÀ «µÀÄÚªÀÇ ªÀÄ»¼ÉAiÀÄ gÀÆ¥ÀªÀ£ÀÄß vÁ¼À É̈ÃPÁzÀgÉ, E£ÉßÃ£ÀÄ ¸ÁzsÀ£É G½¢zÉ?" JAzÀÄ GzÀÎj¸ÀÄvÁÛ£É. 

PÉÆ£ÉAiÀÄ°è ‘J®ègÀÆ CªÀÄÈvÁ¥Áæ±À£ÀPÉÌ ºÉÆÃUÉÆÃt’ JAzÀÄ ºÉÃ½ ¤UÀð«Ä¸ÀÄvÁÛgÉ. E°èUÉ JgÀqÀ£ÉÃ CAPÀªÀÅ 

ªÀÄÄVAiÀÄÄvÀÛzÉ. 

ªÀÄÆgÀ£ÉAiÀÄ CAPÀzÀ°è PÀÈµÀÚ ªÀÄvÀÄÛ ®Që÷äAiÀÄ zÀÈ±Àå«zÀÄÝ, ªÉÆzÀ°UÉ PÀÈµÀÚ£ÀÄ ‘J¯Áè ªÉÊ¨sÀªÀ ªÀÄvÀÄÛ ¸ËAzÀAiÀÄð«gÀÄªÀ 

¸ÀªÀÄÄzÀæªÀÅ ªÀiÁvÀæ ®Që÷äAiÀÄ£ÀÄß d¤¸À®Ä ¸ÁzsÀå’ JAzÀÄ ±ÁèX À̧ÄvÁÛ£É. ¦vÀÈUÀÈºÀ«AiÉÆÃUÀ¢AzÀ, vÀ£Àß vÀAzÉUÉ DzÀ 

PÀµÀÖ¢AzÀ £ÉÆAzÀ CªÀ¼À£ÀÄß ¸ÀAvÉÊ¸ÀÄvÁÛ£É "AWûÉå Mü¹Ç MülrÉMüÉlÉÉqÉç " JAzÀÄ ªÀÄgÀÄUÀÄvÁÛ£É. ‘¸ÀªÀÄÄzÀæ£À£ÀÄß PÀgÉvÀgÀ®Ä 

¸ÀªÀÄ¸ÀÛ zÉÃªÀvÉUÀ¼É®è ºÉÆÃVzÁÝgÉ’ JAzÀÄ ̧ ÀªÀiÁzsÁ£À ªÀiÁqÀÄvÁÛ£É. CµÀÖgÀ°è zÉÊvÀågÀÄ zÉÆqÀØ ©gÀÄUÁ½AiÀÄ£ÀÄß ªÀiÁr, 

J®ègÀÆ NqÀÄªÀAvÉ ªÀiÁqÀÄvÁÛgÉ. E¯ÉÆèAzÀÄ «zÀæªÀªÀ£ÀÄß £ÉÆÃqÀ§ºÀÄzÀÄ. DUÀ, ±ÀÄPÁæZÁAiÀÄð£ÀÄ PÀ¥Àl ²ªÀ£ÁV 

ªÉÃµÀ zsÀj¹ §AzÀÄ, ‘«µÀ¢AzÀ vÀ¼ÀªÀÄ¼À¸ÀÄwÛgÀÄªÀ £À£ÀUÉ CªÀÄÈvÀªÀ£ÀÄß PÉÆqÀÄ’ J£ÀÄßvÁÛ£É. ZÀvÀÄgÀ£ÁzÀ PÀÈµÀÚ£ÀÄ 

CªÀ¤UÉ ‘CªÀÄÈvÀªÀ£ÀÄß PÀÄr¸ÀÄªÉ£ÀÄ, DzÀgÉ PÉÆqÀÄªÀÅ¢®è’ J£ÀÄßvÁÛ£É. eÉÆvÉUÉ ‘EªÀ¤UÉ D ¢ªÀå vÉÃd¹é ªÀÄÆwðAiÀÄ 

C©ü£ÀAiÀÄªÀ£ÀÆß ªÀiÁqÀ®Ä §gÀÄªÀÅ¢®è," JAzÀÄ AiÉÆÃa¹, zsÁå£À¢AzÀ EªÀ£ÀÄ ±ÀÄPÁæZÁAiÀÄð£ÉAzÀÄ w½AiÀÄÄvÁÛ£É. 

CªÀ£À£ÀÄß ¨ÉÊzÀÄ PÀ¼ÀÄ»¸ÀÄvÁÛ£É. CµÀÖgÀ°è UÀgÀÄqÀ£À eÉÆvÉ ±ÀAPÀgÀ£ÀÄ §gÀ®Ä, J¯Áè zÉÃªÀvÉUÀ¼ÉÆA¢UÉ ¸ÁUÀgÀ£ÀÆ 

§gÀÄvÁÛ£É. ‘CªÀ¤UÉ JµÀÄÖ vÉÆAzÀgÉAiÀiÁ¬ÄvÀÄ’ JAzÀÄ ±ÀAPÀgÀ£ÀÄ ªÀÄgÀÄUÀ®Ä, ¸ÀªÀÄÄzÀæ£ÀÄ ‘J®èªÀÇ £À£Àß ªÉÄÃ¯ÁzÀ 

C£ÀÄUÀæºÀ’ JAzÀÄ w½¹, ªÉÃzÀUÀ¼À£ÀÄß §æºÀä£À°èAiÀÄÆ, ªÀÄUÀ£ÁzÀ ZÀAzÀæ£À£ÀÄß ²ªÀ£À ²gÀ¹ì£À°èAiÀÄÆ, ªÀÄUÀ¼ÁzÀ 

®Që÷äAiÀÄ£ÀÄß PÀÈµÀÚ¤UÀÆ PÉÆlÄÖ, PÀ£ÁåzÁ£ÀzÀ zÀQëuÉAiÀiÁV PË¸ÀÄÛ¨sÀªÀÄtÂAiÀÄ£ÀÄß PÉÆqÀÄvÁÛ£É. LgÁªÀvÀ ªÀÄvÀÄÛ 

GZÉÒöÊ±ÀæªÀ̧ ïUÀ¼À£ÀÄß EAzÀæ¤UÀÆ, J¯Áè gÀvÀßUÀ¼À£ÀÄß ªÀÄvÀÄÛ OµÀ¢üUÀ¼À£ÀÄß ªÉÄÃgÀÄ-ªÀÄAzÀgÀ ¥ÀªÀðvÀUÀ½UÀÆ, zsÀ£ÀªÀ£ÀÄß 

PÀÄ¨ÉÃgÀ¤UÀÆ, ¥Á±À ªÀÄvÀÄÛ ªÁgÀÄtÂAiÀÄ£ÀÄß ªÀgÀÄt¤UÀÆ, CAPÀÄ±ÀªÀ£ÀÄß ªÁAiÀÄÄ«UÀÆ, PÀÈ¥ÁtªÀ£ÀÄß ¤IÄwUÀÆ, 

zÀAqÀªÀ£ÀÄß AiÀÄªÀÄ¤UÀÆ, «µÀªÀ£ÀÄß ªÁ¸ÀÄQ ªÀÄÄAvÁzÀ £ÁUÀUÀ½UÀÆ, CªÀÄÈvÀªÀ£ÀÄß zÉÃªÀvÉUÀ¼À ¥ÀgÀªÁV CVßUÀÆ 

PÉÆqÀÄvÁÛ£É. PÉÆ£ÉUÉ ²ªÀ£À£ÀÄß ¸ÀÄÛw¹, CªÀ£À PÁgÀt¢AzÀ vÁ£ÀÄ zÁ¤AiÀiÁzÀ£ÉAzÀÄ vÀÈ¦ÛUÉÆ¼ÀÄîvÁÛ£É. PÉÆ£ÉUÉ 

¨sÀgÀvÀªÁPÀåzÀ°è ‘gÁdgÀÄ OzÁAiÀÄð ªÀÄvÀÄÛ ±ËAiÀÄðªÀ£ÀÄß ºÉÆAzÀ°, d£ÀgÀÄ ¸À£ÁäUÀðzÀ°è ºÉÆÃUÀ°, ªÀÈPÀëUÀ¼ÀÄ 

ªÀÄ¼É¬ÄAzÀ ¨É¼ÉAiÀÄ° ªÀÄvÀÄÛ PÀ«UÀ¼ÀÄ ¸ÁgÀ¸ÀévÉÆÃvÀìªÀzÀ°è vÉÆqÀUÀ°’ JAzÀÄ D²¹ À̧ªÀÄªÀPÁgÀPÉÌ CAvÀå ¤ÃqÀÄvÁÛ£É. 

 

«±ÉèÃµÀuÉ : £ÁA¢±ÉÆèÃPÀzÀ°è, ²ªÀ£À£ÀÄß ¸ÀªÀÄÄzÀæPÉÌ ºÉÆÃ°¹, CªÀ£À D²ÃªÁðzÀªÀ£ÀÄß PÉÆÃgÀÄªÀ ¸ÀÄAzÀgÀ ¥ÀzÀå¢AzÀ 

PÀ«AiÀÄÄ gÀÆ¥ÀPÀªÀ£ÀÄß DgÀA©ü¹zÁÝ£É. ²ªÀ ªÀÄvÀÄÛ ¸ÀªÀÄÄzÀæ EªÀj§âgÀÆ UÀAUÉAiÀÄ£ÀÄß ªÀÄvÀÄÛ ZÀAzÀæ£À£ÀÄß zsÀj¹zÁÞgÉ. 

²ªÀ£ÀÄ ºÀuÉUÀtÚ°è CVßAiÀÄ£ÀÄß zsÀj¹zÀgÉ, ̧ ÀªÀÄÄzÀæ£ÀÄ ªÀqÀªÁVßAiÀÄ£ÀÄß ºÉÆA¢zÁÝ£É. E§âgÀÆ «µÀªÀ£ÀÄß ºÉÆA¢zÀÄÝ, 

UÀÄtUÀ¼ÉA§ gÀvÀßUÀ½AzÀ gÁgÁf¸ÀÄvÁÛgÉ. »ÃVgÀÄ ²ªÀ£ÀÄ ¸ÀªÀÄÄzÀæzÀAvÉ ¤ªÀÄä L±ÀéAiÀÄðªÀ£ÀÄß ªÀ¢üð¸À° " JAzÀÄ 

D²ÃªÁðzÀ¥ÀÆªÀðPÀ ªÀÄAUÀ®ªÀ£ÀÄß ªÀiÁrzÁÝ£É. E°è ¸ÀªÀÄÄzÀæzÀ, UÀAUÉAiÀÄ, ZÀAzÀæ£À £ÁªÉÆÃ¯ÉèÃR£À«zÀÄÝ, ²æÃ 

JA§ ¥ÀzÀ¢AzÀ ®Që÷äAiÀÄ ¸ÀÆZÀ£ÉAiÀÄÆ EzÉ. JgÀqÀ£ÉÃ ±ÉÆèÃPÀzÀ°è ‘ªÀÄAzÀgÁ¢æAiÀÄ ²RgÀUÀ½AzÀ J¯Áè PÀqÉAiÀÄÆ 

PÀ̄ ÉÆèèÃ®UÉÆ½¹, s̈ÀAiÀÄ¢AzÀ ®Që÷äAiÀÄÄ £ÁgÁAiÀÄt£À£ÀÄß D°AV¸ÀÄªÀAvÉ ªÀiÁrzÀ ¸ÀªÀÄÄzÀæzÀ C¯ÉUÀ¼ÀÄ ¤ªÀÄä£ÀÄß 

gÀQë¸À°’ JAzÀÄ ºÉÃ½ gÀÆ¥ÀPÀzÀ EwªÀÈvÀÛªÀ£ÀÄß ¸ÀÆa À̧ÄvÁÛ£É. 

¥Àæ¸ÁÛªÀ£ÉAiÀÄ°è ¸ÀÆvÀæzsÁgÀ ªÀÄvÀÄÛ ¸ÁÜ¥ÀPÀgÀÄ §AzÀÄ, ¸ÀAªÁzÀ £ÀqÉ¸ÀÄvÁÛ ‘¨É¼ÀV£À eÁªÀzÀ ¨Áæ»äÃ ªÀÄÄºÀÆvÀðzÀ°è, 
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ºÀ£ÉßgÀqÀÄ ¸ÉÆÃzÀgÀjUÉ M½vÁUÀ¯ÉAzÀÄ ¥Áæyð¸ÀÄvÉÛÃ£É’ JAzÀÄ ¸ÀÆvÀæzsÁgÀ£ÀÄ J£ÀÄßvÁÛ£É. E°è, ¸ÀªÀÄªÀPÁgÀzÀ°è 

EgÀ¨ÉÃPÁzÀ 12 d£À £ÁAiÀÄPÀgÀ ¸ÀÆZÀ£É¬ÄzÉ. ‘ºÀ£ÉßgÀqÀÄ D¢vÀågÀÄ ºÀ£ÉßgÀqÀÄ ªÀiÁ¸ÀUÀ¼À£ÀÄß ¨É¼ÀUÀÄªÀAvÉ, 

£ÀªÀÄUÉ®èjUÀÆ ¸ÀªÀÄÄzÀæzÀAwgÀÄªÀ ¥ÀgÀªÀÄ¢ðzÉÃªÀ gÁd£ÀÄ ªÀÄ£ÉÆÃ©ü¯ÁµÉUÀ¼À£ÀÄß FqÉÃj¸À°’, JAzÀÄ ¸ÁÜ¥ÀPÀ£ÀÄ 

D²¸ÀÄvÁÛ£É. xÉqÉÑSìÉSåuÉ xÉuÉåï qÉlÉÉåUjÉÉÈ ÌlÉuÉïWûÎliÉ (¸ÀªÀÄÄzÀæ¢AzÀ¯ÉÃ J¯Áè ªÀÄ£ÉÆÃgÀxÀUÀ¼ÀÆ ¹¢Þ¸ÀÄvÀÛªÉ) JAzÀÄ 

£ÉÃ¥ÀxÀåzÀ°è PÉÃ½zÁUÀ ¥ÀzÀäPÀ£À DUÀªÀÄ£ÀªÀ£ÀÄß ¸ÀÆvÀæzsÁgÀ£ÀÄ ¸ÀÆa¹ J®ègÀÆ ¤UÀð«Ä¸ÀÄvÁÛgÉ. ¥Àæ¸ÁÛªÀ£ÉAiÀÄ°è 

ªÀÄÄzÁæ®APÁgÀ¢AzÀ PÀxÁªÀ¸ÀÄÛªÀ£ÀÄß ¸ÀÆa¹zÁÝ£É. 

ºÉÃUÉ F gÀÆ¥ÀPÀzÀ°è C¸ÀªÀiÁ£ÀåªÁzÀ C¯ËQPÀ ªÀ¸ÀÄÛUÀ¼À£ÀÄß vÀgÀÄwÛzÀÝgÉÆÃ w½AiÀÄzÀÄ. G½zÀ EªÀ£À gÀÆ¥ÀPÀUÀ¼ÀAvÉ, 

EzÀ£ÀÄß ¥ÀæAiÉÆÃV¸À®Ä §gÉzÀzÀÄÝ JAzÀÄ EªÀ£ÉÃ£ÀÄ ºÉÃ½PÉÆAr®è. ®PÀëtPÉÌ ºÉÆAzÀÄªÀAvÉ GvÀÛªÀÄ PÀxÁªÀ¸ÀÄÛªÀ£ÀÄß 

ºÀÄqÀÄQ §gÉ¢gÀÄªÀÅzÀÄ ¸ÀÄÛvÀå. D PÁ®zÀ°è ¥ÀæZÀ°vÀªÁzÀ «²µÀÖ ¥ÀzÀUÀ¼À §¼ÀPÉ ªÀÄvÀÄÛ ºÁ¸ÀåªÀÅ d£ÀgÀAdPÀªÁVzÉ. 

avÀæ¥ÀlzÀ PÀ®à£É, ¸ÀªÀÄÄzÀæ£ÀÄ ªÀ¸ÀÄÛUÀ¼À£ÀÄß ºÀAZÀÄªÀzÀgÀ PÀ®à£É, UÀgÀÄqÀ£À ªÀiÁgÀÄªÉÃµÀzÀ ¥ÁvÀæ, ¸ÀªÀÄÄzÀæ¢AzÀ JzÀÄÝ 

§gÀÄªÀ ¸ÀÄªÀ¸ÀÄÛUÀ¼À C£ÀÄPÀæªÀÄ, ±ÀÄPÁæZÁAiÀÄð£À PÀ¥ÀlmÉ¬ÄAzÀ ªÉÆzÀ¯ÉÆÎAqÀÆ ErAiÀÄ PÀxÁ£ÀPÀzÀ jÃwAiÉÄÃ 

ºÉÆ¸ÀvÁzÀªÀÅ. ¥ÀÄgÁtzÀ ¸ÀªÀÄªÀPÁgÀ PÀxÉVAvÀ ¸ÁPÀµÀÄÖ ©ü£ÀßªÁVzÀÄÝ PÀ«AiÀÄ PÀ®à£Á¸ÁévÀAvÀæ÷åªÉÃ «ÄV¯ÁV F 

gÀÆ¥ÀPÀzÀ°è ¥ÁvÀæ ªÀ»¹ JA¢£À ¸ÀªÀÄÄzÀæªÀÄxÀ£À PÀxÉVAvÀ ©ü£ÀßªÁV ¤®ÄèªÀAvÉ ªÀiÁrzÉ. CAvÉAiÉÄÃ ¨sÁµÁ 

¸ËAzÀAiÀÄð ªÀÄvÀÄÛ C£ÉÃPÀ ¥ÁæPÀÈvÀ ±ÉÆèÃPÀUÀ¼À gÀZÀ£É £Á«Ã£ÀåªÀ£ÀÄß vÉÆÃgÀÄvÀÛzÉ. 

 

wæ¥ÀÄgÀzÁºÀ - rªÀÄ 

®PÀët«ZÁgÀ:    

mÉëZrÉÉiÉuÉxiÉÑÌuÉwÉrÉÈ mÉëZrÉÉiÉÉåSÉ¨ÉlÉÉrÉMü¶ÉæuÉ | wÉQíûxÉsÉ¤ÉhÉrÉÑ£ü¶ÉiÉÑUƒ¡ûÉå uÉæ ÌQûqÉÈ MüÉrÉïÈ ||84 

zÉ×…¡ûÉUWûÉxrÉuÉeÉïÇ zÉåwÉæÈ xÉuÉæïÈ UxÉæÈ xÉqÉÉrÉÑ£üÈ | SÏmiÉUxÉMüÉurÉrÉÉåÌlÉlÉÉïlÉÉpÉÉuÉÉåmÉxÉÇmÉ³ÉÈ ||85 

ÌlÉbÉÉïiÉÉåsMüÉmÉÉiÉæÂmÉUÉaÉåhÉålSÒxÉÔrÉïrÉÉårÉÑï£üÈ | rÉÑ®ÌlÉrÉÑ®ÉbÉwÉïhÉ-xÉqTåüOûM×üiÉ¶É MüiÉïurÉÈ ||86 

qÉÉrÉålSìeÉÉsÉoÉWûsÉÉå oÉWÕûmÉxiÉÉåijÉÉlÉrÉÉåaÉrÉÑ£ü¶É | SåuÉpÉÑeÉaÉålSìUÉ¤ÉxÉrÉ¤ÉÌmÉzÉÉcÉÉuÉMüÐhÉï¶É ||87 

wÉÉåRûzÉlÉÉrÉMüoÉWÒûsÉ: xÉÉiuÉirÉÉUpÉOûÏuÉ×Ì¨ÉxÉÇmÉ³ÉÈ | MüÉrÉÉåïÌQûqÉÈ mÉërÉ¦ÉÉ³ÉÉlÉÉ´ÉrÉpÉÉuÉxÉÇmÉ³ÉÈ||88   

(£Álå±Á À̧Ûç, 18£ÉÃ CzsÁåAiÀÄ) 

¨sÀgÀvÀ£À £Álå±Á¸ÀÛçzÀ°è «ªÀj¹gÀÄªÀ gÀÆ¥ÀPÀ¥ÀæPÁgÀUÀ¼À°è MAzÁzÀ rªÀÄzÀ ®PÀëtªÀÅ F ªÉÄÃ°£ÀAvÉ PÉÆqÀ®ànÖzÉ. 

EzÀgÀ ¥ÀæPÁgÀ- ¥Àæ¹zÀÞªÁzÀ PÀxÁªÀ¸ÀÄÛ«zÀÄÝ, ¥ÀæSÁåvÀ£ÁzÀ GzÁvÀÛ £ÁAiÀÄPÀ¤gÀ É̈ÃPÀÄ. £ÁlPÀ JA§ 

gÀÆ¥ÀPÀ¥ÀæPÁgÀªÀ£ÀÄß ºÉÆÃ®ÄªÀ, DzÀgÉ, PÉÃªÀ® ¸ÀA¢üUÀ¼À ªÀÄvÀÄÛ gÀ¸ÀUÀ¼À ¸ÀASÉåAiÀÄ°è £ÀÆå£ÀvÉAiÀÄ£ÀÄß ºÉÆA¢gÀÄªÀ 

rªÀÄªÀÅ DgÀÄ gÀ¸ÀUÀ¼À£ÉÆß¼ÀUÉÆArzÉ. E°è ±ÀÈAUÁgÀ ªÀÄvÀÄÛ ºÁ¸Àå gÀ¸ÀUÀ¼ÀÄ PÁtÄªÀÅ¢®è. "¢Ã¥ÀÛgÀ¸À" JAzÀÄ 

®PÀëtzÀ°è ºÉÃ¼ÀÄªÀÅzÀjAzÀ ±ÁAvÀgÀ̧ ÀzÀ ¸ÀÆZÀ£É EgÀ§ºÀÄzÀÄ.1 C£ÉÃPÀ ¨sÁªÀUÀ¼À£ÀÄß ºÉÆA¢zÀÄÝ, EzÀgÀ°è ©gÀÄUÁ½, 

£Á±À, G¯ÁÌ¥ÁvÀ, ¸ÀÆAiÀÄðZÀAzÀægÀ UÀæºÀt, AiÀÄÄzÀÞ, ¤AiÀÄÄzÀÞ, ªÀiÁAiÀiÁ, EAzÀæeÁ® ªÉÆzÀ¯ÁzÀ WÀl£ÁªÀ½UÀ¼ÀÄ 

 
1 mÉrÉÉïrÉåhÉ zÉÉliÉxrÉ mÉërÉÉåaÉÈ xrÉÉÌSirÉÉWû SÏmiÉUxÉålÉ (C©ü£ÀªÀ¨sÁgÀwÃ) 
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ºÁUÀÆ zÉÃªÀ-¸À¥Àð-gÁPÀë¸À-AiÀÄPÀë-¦±ÁZÀ EvÁå¢ C£ÉÃPÀgÀ G¥À¹Üw PÁtÄvÀÛzÉ. ºÀ¢£ÁgÀÄ £ÁAiÀÄPÀgÀÄUÀ½zÀÄÝ, 

C£ÉÃPÀ zÉÃªÀvÉUÀ½gÀÄªÀ PÁgÀt ¸ÁvÀéwÃ ªÀÄvÀÄÛ DgÀ¨sÀnÃ ªÀÈwÛUÀ¼ÀÄ ªÀiÁvÀæ EgÀÄvÀÛªÉ. “rªÀÄ” JA§ ¥ÀzÀªÀÅ rA§ 

ªÀÄvÀÄÛ «zÀæªÀ ¥ÀzÀUÀ½UÉ ¥ÀAiÀiÁðAiÀÄªÁaAiÀiÁVzÉ. DzÀÝjAzÀ E°è PÉÆÃ¯ÁºÀ®, UÀ¯ÁmÉ, UÀzÀÝ®UÀ¼ÀÄ PÁtÄvÀÛªÉ. 

EzÀgÀ°è £Á®ÄÌ CAPÀUÀ½zÀÄÝ, ¸ÀªÀÄªÀPÁgÀzÀAvÉ E®Æè CAPÀUÀ¼ÀÄ ¸ÀévÀAvÀæªÁVgÀÄvÀÛªÉ- JAzÀÄ C©ü£ÀªÀUÀÄ¥ÀÛ£ÀÄ 

w½¸ÀÄvÁÛ£É.  

®PÀëtªÀ£ÀÄß w½¸ÀÄªÀ°è, £ÁlåzÀ¥ÀðtªÀÅ ¨sÀgÀvÀªÀÄÄ¤AiÀÄ£ÉßÃ C£ÀÄ À̧j¹zÀgÀÆ, PÉ®ªÀÅ ªÀåvÁå¸ÀUÀ¼À£ÀÄß PÁt§ºÀÄzÀÄ.  

AzÉÉliÉ-WûÉxrÉ-zÉ×…¡ûÉU-ÌuÉqÉzÉïÈ ZrÉÉiÉuÉxiÉÑMüÈ |  UÉæSìqÉÑZrÉ¶ÉiÉÑUƒ¡û: xÉålSìeÉÉsÉUhÉÉå ÌQûqÉÈ ||86 

EzÀgÀ ¥ÀæPÁgÀ ±ÁAvÀgÀ̧ ÀªÀÅ E°ègÀ¨ÁgÀzÀÄ. PÀgÀÄuÉ¬ÄAzÀ ±ÁAvÀgÀ̧ ÀªÀÅ GvÀàwÛAiÀiÁUÀÄªÀÅzÀjAzÀ, PÀgÀÄuÉAiÀÄÆ E°è 

EgÀ¨ÁgÀzÀÄ. gËzÀægÀ¸ÀªÉÃ ¥ÀæzsÁ£ÀªÁVgÀ¨ÉÃPÀÄ. G½zÀ gÀ¸ÀUÀ¼ÀÄ CAUÀgÀ̧ ÀUÀ¼ÁUÀÄvÀÛªÉ. £Á®ÄÌ CªÀ Ȩ́ÜUÀ¼ÀÄ, 

£Á®ÄÌ À̧A¢üUÀ¼ÀÄ1, £Á®ÄÌ ¢£ÀzÀ WÀl£ÉUÀ¼ÀÄ, ºÁUÁV £Á®ÄÌ CAPÀUÀ¼ÀÄ E°è PÁt¹UÀÄvÀÛªÉÉ. ¸ÀÆAiÀÄð ZÀAzÀæ 

ªÀÄÄAvÁzÀªÀgÀ£ÀÄß vÉÆÃgÀ®Ä ¯ÉÃ¥Àå (CZÀÄÑ), ªÀÄgÀ, PÀ®ÄèUÀ¼À£ÀÄß G¥ÀAiÉÆÃV¹ ¥ÀæwªÉÄUÀ¼À£ÀÄß »A¢£ÀPÁ®zÀ°è 

ªÀiÁqÀÄwÛgÀ§ºÀÄzÀÄ. E°è ¢üÃgÉÆÃzsÀÞvÀ£ÁAiÀÄPÀgÉÃ EgÀÄvÁÛgÉ” JAzÀÄ ¸ÉÃj¸ÀÄvÁÛgÉ.  

LwºÁ¹PÀªÁzÀ «±ÉÃµÀvÉ : ªÀvÀìgÁd£À£ÉßÃ rªÀÄ gÀÆ¥ÀPÀgÀZÀ£ÉAiÀÄ ¥ÀæªÀvÀðPÀ£ÉAzÀÄ PÀgÉAiÀÄ§ºÀÄzÀÄ. KPÉAzÀgÉ, EvÀgÀ 

rªÀÄUÀ¼ÀÄ C£ÀAvÀgÀzÀ PÁ®zÀ°è ºÉZÁÑV PÀAqÀÄ§gÀÄvÀÛªÉ. CªÀÅUÀ¼À°è ªÉAPÀlªÀAiÀÄð£À ‘PÀÈµÀÚ «dAiÀÄ’ ªÀÄvÀÄÛ gÁªÀÄPÀÈµÀÚ 

PÀ«AiÀÄ ‘ªÀÄ£ÀäxÉÆÃ£ÀäAxÀ£À’ ¥ÀæªÀÄÄRªÁzÀªÀÅ.2     

PÀxÁ£ÀPÀ: £ÁA¢AiÀÄ £ÀAvÀgÀ ¸ÀÆvÀæzsÁgÀ£ÀÄ ¥ÀgÀªÀÄ¢ðgÁd£À zÁ£À²Ã®vÉAiÀÄ£ÀÄß PÉÆAqÁqÀÄvÁÛ£É.  ¥Áj¥Á±ÀéðPÀ£ÀÄ, 

“¤Ã£ÀÄ zÁ£ÀªÀ£ÀÄß vÉUÉzÀÄPÉÆAqÀgÀÆ, zÁ£ÀªÀ£ÀÄß PÉÆqÀÄªÀÅ¢®èªÀ®è! ®Që÷äAiÀÄÄ ªÀÈ¢ÞºÉÆA¢ gÀQë¸À®àlÖgÀÆ CªÀ¼À£ÀÄß 

zÁ£ÀªÀiÁqÀ¢zÀÝgÉ §AeÉAiÀiÁzÀ ºÀ¸ÀÄ«£ÀAvÉ ªÀÄ£ÉAiÀÄªÀjUÉ PÀµÀÖ PÉÆqÀÄªÀªÀ¼ÁUÀÄvÁÛ¼É” JAzÀÄ nÃQ¸ÀÄvÁÛ£É. CzÀPÉÌ 

¸ÀÆvÀæzsÁgÀ£ÀÄ “FUÀ ¸ÀÆAiÀÄðZÀAzÀægÀ UÀæºÀtPÁ®ªÁzÀÝjAzÀ,3 FUÀ £À£Àß ªÀÄºÁzÁ£ÀªÀ£ÀÄß £ÉÆÃqÀÄ” J£ÀÄßvÁÛ£É. 

¥Áj¥Á±ÀéðPÀ£ÀÄ “¨ÁºÀÄ»Ã£À£ÁzÀ gÁºÀÄªÀÅ ¥ÀÄ£ÀB¥ÀÄ£ÀB ¸ÀÆAiÀÄðZÀAzÀægÀ£ÀÄß ¦Ãr¸ÀÄvÁÛ£É. zÉÃªÀvÉUÀ¼ÀÆ 

wæ¥ÀÄgÀ¤AzÀ ©üÃvÀgÁV ¥ÁvÁ¼ÀªÀ£ÀÄß ¸ÉÃjzÁÝgÉ. §®ªÀAvÀ£ÁzÀ gÁºÀÄ«£À §AzsÀªÀ£ÀÄß zsÀéA¸ÀªÀiÁr, EªÀgÀ£ÀÄß 

PÁ¥ÁqÀÄªÀ §®ªÀAvÀ£ÁjzÁÝ£É?” JAzÀÄ PÉÃ¼À®Ä, vÉgÉAiÀÄ »A¢¤AzÀ “EzÀÄ DUÀ¯ÉÃ¨ÉÃPÀÄ... ZÁgÀtgÀÄ «µÀzÀ 

§½îAiÀÄ£ÀÄß zÉÆÃºÀzÀ¢AzÀ ªÀ¢üð¹zÀgÉ, §°µÀ×gÀÄ zÀÄ§ð®gÀ£ÀÄß ¸Á¬Ä¹AiÉÄÃ wÃgÀÄvÁÛgÉ” JAzÀÄ PÉÃ½§gÀÄvÀÛzÉ. 

AiÀiÁgÀÄ F jÃw PÉÆÃ¥ÀUÉÆ¼ÀÄwÛgÀÄªÀÅzÀÄ JAzÀÄ £ÉÆÃrzÁUÀ, DUÀ £ÁgÀzÀ ªÀÄÄ¤UÀ¼ÀÄ JA§ÄzÁV w½AiÀÄÄvÀÛzÉ. 

¸ÀÆvÀæzsÁgÀ£ÀÄ CªÀgÀ£ÀÄß »ÃUÉ G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ£É – “EªÀgÀÄ «ÃuÉAiÀÄ£ÀÄß ±ÀÄæwUÉ ¸ÀjAiÀiÁV £ÀÄr À̧ÄªÀÅ¢®è. 

 
1  ¤AiÀÄvÁ¦Û JA§ CªÀ Ȩ́Ü ªÀÄvÀÄÛ «ªÀÄ±Àð JA§ ¸ÀA¢üAiÀÄÄ E°è PÁtÄªÀÅ¢®è. ªÀÄÄR, ¥ÀæwªÀÄÄR, UÀ s̈Àð ªÀÄvÀÄÛ CªÀªÀÄ±Àð 
¸ÀA¢üUÀ¼ÀÄ EgÀÄªÀªÀÅ. CAPÁªÀvÁgÀ JA§ CxÉÆÃð¥ÀPÉëÃ¥ÀPÀªÀÅ EgÀÄªÀÅzÀjAzÀ, E°è AiÀiÁªÀ ¥ÁvÀæUÀ¼ÀÄ CAPÀzÀ PÉÆ£ÉAiÀÄ°è 
¤UÀð«Ä À̧ÄªÀªÉÇÃ, CzÉÃ ¥ÁvÀæUÀ¼ÀÄ ªÀÄÄA¢£À CAPÀªÀ£ÀÄß DgÀA©ü¸ÀÄªÀªÀÅ. ZÀÆ°PÀ ªÀÄvÀÄÛ CAPÁ À̧å JA§ CxÉÆÃð¥ÀPÉëÃ¥ÀUÀ¼ÀÄ 
AiÀÄÄzÁÞ¢ ªÀtð£ÉAiÀÄ°è G¥ÀAiÀÄÄPÀÛªÁVªÉ. ¥Àæ¸ÀÄÛvÀ rªÀÄzÀ°è ±ÀÄzÀÞ ªÀÄvÀÄÛ «Ä±Àæ «µÀÌA s̈ÀPÀUÀ¼ÀÄ PÁtÄvÀÛªÉ. ¤ÃZÀ¥ÁvÀæUÀ½®èzÀ 
PÁgÀt, ¥ÀæªÉÃ±ÀPÀªÀÅ E°è C À̧A¨sÀªÀ.  
2 À̧A¸ÀÌöÈvÀ ¸Á»vÀåzÀ EwºÁ À̧, DZÁAiÀÄð §®zÉÃªÀ G¥ÁzsÁåAiÀÄ, (¥ÀÄl À̧ASÉå 943). 
3 E°è £Álå±Á¸ÀÛçzÀ ®PÀëtzÀ°è ºÉÃ½gÀÄªÀ UÀæºÀtzÀ G¯ÉèÃRªÀÅ PÁtÄªÀÅzÀÄ.  
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EªÀgÀ ¸ÀégÀUÀ¼ÀÄ ªÀÄvÀÄÛ ¸ÁªÀÄUÀ¼ÀÆ ¸ÀÄRªÀ£ÀÄß PÉÆqÀÄªÀÅ¢®è. EªÀgÀ D¯Á¥ÀUÀ¼ÀÄ ¥ÀgÀ̧ ÀàgÀ PÀÆægÀ ªÀÄvÀÄÛ PÉÆÃ¥ÀUÀ½AzÀ 

ªÀgÀmÁVªÉ. PÉÃªÀ® PÀ°AiÀÄ£ÀÄß ¸ÀAvÉÆÃµÀUÉÆ½¸À®Ä £ÁgÀzÀªÀÄÄ¤UÀ¼ÀÄ ¥ÀæAiÀÄwß¸ÀÄvÁÛgÉ (±ÉÆèÃPÀ 7). dUÀ¼ÀªÀ£ÀÄß 

§AiÀÄ À̧ÄªÀ EªÀgÀÄ PÉÆÃ¦µÀÖgÀÆ PÀÆqÀ DVzÁÝgÉ. EªÀjUÉ zÀÆgÀ¢AzÀ¯ÉÃ £ÀªÀÄ¸ÁÌgÀ. £ÁªÀÅ £ÀªÀÄä PÉ®¸ÀªÀ£ÀÄß 

£ÉÆÃrPÉÆ¼ÉÆîÃt” JAzÀÄ ºÉÃ½, CªÀj§âgÀÆ gÀAUÀ¢AzÀ ¤µÀÌç«Ä¹ ¥Àæ¸ÁÛªÀ£ÉAiÀÄ£ÀÄß ªÀÄÄV¸ÀÄvÁÛgÉ.  

£ÁgÀzÀgÀÄ gÀAUÀzÀ ªÉÄÃ¯É §AzÀÄ, AiÀiÁªÀ £ÀlgÀÆ E®è¢gÀÄªÀÅzÀ£ÀÄß PÀAqÀÄ, £Àl£À zsÁµÀÖ÷åð ªÀÄvÀÄÛ ¸ÀÄ¼Àî£ÀÄß ¤A¢¹, 

“²ªÀ£À wæ±ÀÆ®«gÀ®Ä, PÀÈµÀÚ£À ZÀPÀæ«gÀ®Ä zÉÊvÀåjUÉ°èAiÀÄ zsÉÊAiÀÄð” JAzÀÄ ºÉÃ½, “£Àl£ÁzÀgÉÆÃ, ‘gÁºÀÄ«UÀÆ 

«ÃgÀUÀÄt«zÉ J£ÀÄßvÁÛ£É” JAzÀÄ G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ£É. vÀPÀëtªÉÃ £ÉÃ¥ÀxÀå¢AzÀ £ÁgÀzÀ£À£ÉßÃ PÀÄjvÀÄ, “¨ÁæºÀät! 

£Á°UÉAiÀÄ ªÉÄÃ¯É »rvÀ«®è¢gÀÄªÀÅzÀÄ ¤ªÀÄä ¸Àé̈ sÁªÀ! EAzÀæ£ÀÄ À̧éUÀðzÀ°èzÁÝ£É. «µÀÄÚªÀÅ ¸ÁUÀgÀzÀ°èzÁÝ£É. ²ªÀ£ÀÄ 

¥ÉæÃvÀ¨sÀÆ«ÄAiÀÄ°èzÁÝ£É. ̧ ÀÄgÀjUÉ M¼ÉîAiÀÄ ±ËAiÀÄðzÀ ªÀiÁvÀÄUÀ¼ÀÄ ªÀiÁvÀæ M¥ÀÄàvÀÛªÉ” (±ÉÆèÃPÀ 9) JAzÀÄ PÉÃ½§gÀÄvÀÛzÉ. 

CzÀ£ÀÄß gÁºÀÄªÀÅ ºÉÃ½zÀ£ÉAzÀÄ CjvÀÄ, CªÀ£À ªÀÄÄAzÉ £ÁgÀzÀgÀÄ zÉÃªÀvÉUÀ¼À£ÀÄß CªÀºÉÃ¼À£À ªÀiÁqÀÄvÁÛgÉ. gÁºÀÄ«UÉ 

±ÀjÃgÀ«®èzÉ PÉÃªÀ® vÀ¯É EgÀÄªÀÅzÀ£ÀÆß G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛgÉ. PÉÆÃ¥ÀUÉÆAqÀ gÁºÀÄªÀÅ “¤£Àß «¥ÉÆæÃavÀ 

ZÁ¥À®åªÀ£ÀÄß (¸ÀÄªÀÄä£É ªÀiÁvÁqÀÄªÀÅzÀ£ÀÄß) AiÀiÁªÁUÀ ©qÀÄwÛÃAiÀÄ? ¤£Àß ªÀiÁvÀÄUÀ½AzÀ zÉÃªÀvÉUÀ½UÀÆ zÁ£ÀªÀjUÀÆ 

AiÀÄÄzÀÞªÀ£ÀÄß ªÀiÁr¸ÀÄ. £Á£ÀÄ ¸ÀÆAiÀÄðZÀAzÀægÀ£ÀÄß w£Àß®Ä ºÉÆÃUÀÄvÉÛÃ£É” JAzÀÄ ºÉÃ½ ºÉÆgÀqÀÄªÀ£ÀÄ. £ÁgÀzÀgÀÆ 

‘vÁ¤ÃUÀ ²ªÀ¤UÉ PÉÆÃ¥ÀªÀ£ÀÄß vÀj¸ÀÄvÉÛÃ£É’ JAzÀÄ w½¹ ºÉÆgÀqÀÄvÁÛgÉ. EzÀgÉÆA¢UÉ «µÀÌA¨sÀPÀªÀÅ ̧ ÀªÀiÁ¥ÀÛªÁUÀÄvÀÛzÉ. 

ªÀÄÄA¢£À zÀÈ±ÀåzÀ°è zÉÃªÀvÉUÀ¼É®ègÀÆ ²ªÀ£À §½ ¸ÉÃjgÀÄvÁÛgÉ. £ÁgÀzÀ£ÀÄ ²ªÀ£À£ÀÄß GzÉéÃf¸À®Ä, “²ªÀ£ÉÃ! ¤Ã£ÀÄ 

vÀ¥À¹éAiÀÄ fÃªÀ£ÀªÀ£ÉßÃ £ÀqÉ¸ÀÄ, KPÉAzÀgÉ, zÁ£ÀªÀgÀÄ AiÀÄÄzÀÞzÀ°è WÉÆÃgÀgÀÄ” JAzÀÄ ªÀåAUÀå £ÀÄrAiÀÄÄvÁÛ£É. EzÀjAzÀ 

PÉÆÃ¥ÀUÉÆAqÀ ²ªÀ£À£ÀÄß UÀªÀÄ¤¹ EAzÀæ£ÀÄ zÁ£ÀªÀgÀ §UÉÎ w½¸ÀÄvÁÛ£É. ²ªÀ£ÀÄ,  “£Á£ÉAzÀÆ ¸Àé¥ÀßzÀ°èAiÀÄÆ PÀÆqÀ  

zÉÃªÀvÉUÀ¼À PÁAiÀÄðzÀ°è ¤®ðPÀëvÉAiÀÄ£ÀÄß vÉÆÃgÀÄªÀÅ¢®è” JAzÀÄ EAzÀæ£À£ÀÄß ¸ÀªÀiÁzsÁ£À ¥Àr¸ÀÄvÁÛ£É. CµÀÄÖ ºÉÆwÛUÉ 

AiÀÄªÀÄ, CVß, ªÁAiÀÄÄ, ªÀgÀÄt, PÀÄ¨ÉÃgÀ ªÀÄvÀÄÛ £ÉÊIÄvÀgÀÄ– “vÁªÉÃ zÉÊvÀågÀ zsÀéA¸À ªÀiÁqÀ®Ä ¸ÀªÀÄxÀðgÁzÁUÀ,  

E£ÉßÃPÉ  ªÀÄºÁvÀä£ÁzÀ ²ªÀ¤UÉ vÉÆAzÀgÉ” JAzÀÄ ZÀað¸ÀÄvÁÛgÉ. “D ̧ ÀÄgÀªÉÊj AiÀiÁgÀÄ” JAzÀÄ £ÀA¢AiÀÄÄ ¥Àæ²ß¸À®Ä, 

§ÈºÀ¸ÀàwAiÀÄÄ, “CªÀ£ÀÄ CAvÀjPÀëzÀ°è ZÀ°¸ÀÄvÁÛ£É ªÀÄvÀÄÛ CªÀ£À ºÉ¸ÀgÀÄ wæ¥ÀÄgÀ JAzÀÄ. CªÀ£ÀÄ zsÀÆªÀÄPÉÃvÀÄ«£À 

vÀgÀºÀ CAvÀjPÀëzÀ°èzÀÝgÀÆ, ¨sÀÆ«Ä ªÀÄvÀÄÛ gÀ¸ÁvÀ¼ÀUÀ¼À£ÀÄß ªÁå¦¸ÀÄvÁÛ£É” JAzÀÄ w½ºÉÃ¼ÀÄvÁÛ£É. E°è £Álå±Á À̧ÛçzÀ 

®PÀëtzÀ°è w½¹gÀÄªÀ zsÀÆªÀÄPÉÃvÀÄ«£À ¥Àæ¨sÁªÀzÀ ¸À¤ßªÉÃ±ÀªÀ£ÀÄß PÀ°à¸ÀÄªÀAvÉAiÉÄÃ G¯ÉèÃRªÀ£ÀÄß PÁt§ºÀÄzÀÄ.   

CµÀÖgÀ°è ¥ÀÈyéAiÀÄÆ C°èUÉ §AzÀÄ, “CµÀÖ ¢UÀÎdUÀ¼ÀÆ, D¢±ÉÃµÀ£ÀÆ FªÀgÉUÉ vÀ£Àß£ÀÄß ºÉÆwÛzÀÝgÀÄ. FUÀ £À£ÀUÉ 

D®A§£É¬Ä®è” JAzÀÄ ªÀÄgÀÄUÀÄvÁÛ¼É. D¢±ÉÃµÀ£ÀÄ vÁ£ÉÃ ¨sÀÆzÉÃ«AiÀÄ D±ÀæAiÀÄªÀ£ÀÄß PÉÆÃgÀÄvÁÛ£É. E§âgÀÆ J¯Áè 

zÉÃªÀvÉUÀ½gÀÄªÀ°è ºÉÆÃUÀ®Ä, »ªÀÄªÀAvÀ£ÀÆ C°èUÉ §gÀÄvÁÛ£É. D£ÀAvÀgÀ zsÀªÀÄð£ÀÄ §gÀÄvÁÛ£É. £ÁgÀzÀgÀÄ  PÀÈµÀÚ£À£ÀÄß 

¸Àäj¹zÁPÀët PÁwðPÉÃAiÀÄ£ÀÄ §AzÀÄ, “£Á¤gÀÄªÀªÀgÉUÀÆ ¨ÉÃgÉÆ§âgÀÄ ºÉÃUÉ  ¸ÉÃ£Á£ÁAiÀÄPÀgÁUÀÄvÁÛgÉ?“ JAzÀÄ 

PÉÆÃ¥ÀUÉÆ¼ÀÄîvÁÛ£É. ²ªÀ£ÀÄ CªÀ£À£ÀÄß ¸ÀªÀiÁzsÁ£ÀUÉÆ½¹, “PÀÈµÀÚ£ÀÄ ¤£Àß aPÀÌ¥Àà vÁ£ÉÃ” JAzÀÄ ºÉÃ½, §æºÀä«µÀÄÚUÀ¼À 

À̧ºÀAiÉÆÃUÀ¢AzÀµÉÖÃ wæ¥ÀÄgÀ£Á±ÀªÁUÀÄvÀÛzÉ JAzÀÄ w½¸ÀÄvÁÛ£É.  EzÀgÉÆA¢UÉ ªÉÆzÀ®£ÉÃ CAPÀªÀÅ ªÀÄÄVzÀÄ J®ègÀÆ 

¤µÀÌç«Ä À̧ÄvÁÛgÉ.  



63  Shodha vijaya 
 

JgÀqÀ£ÉÃ CAPÀzÀ «Ä±Àæ«µÀÌA¨sÀPÀzÀ°è,1 C°ÃPÀ ( À̧Ä¼ÀÄî) ªÀÄvÀÄÛ «¥ÀjÃvÀ («gÀÄzÀÞ) JA§ JgÀqÀÄ ¥ÁvÀæUÀ¼À 

¸ÀAªÁzÀ«zÉ. CzÀgÀ°è «¥ÀjÃvÀ£ÀÄ, “J¯Áè zÉÃªÀvÉUÀ¼ÀÆ ¸ÉÃj wæ¥ÀÄgÀ£À «gÀÄzÀÞ ¸ÀAZÀÄªÀiÁqÀÄwÛzÁÝgÉ” JAzÀÄ 

w½¹zÁUÀ, C°ÃPÀ£ÀÄ, “zÉÃªÀvÉUÀ¼À ¸ÀªÉÄäÃ®£ÀªÉAzÀgÉ, ªÉÆ®UÀ¼À ªÉÄÃ®£ÀzÀAvÉ” JAzÀÄ G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ£É. 

CzÀPÉÌ «¥ÀjÃvÀ£ÀÄ “»ÃUÉ CªÀgÀ£ÀÄß GzÁ¹Ã£À ªÀiÁqÀ¨ÁgÀzÀÄ. £ÁªÀÅ £ÁgÀzÀ, «µÀÄÚ ªÀÄvÀÄÛ ²ªÀgÀ£ÀÄß 

zÁjvÀ¦à¸ÉÆÃt” JAzÀÄ ¤zsÀðj¹ J®ègÀÆ ¤µÀÌç«Ä À̧ÄvÁÛgÉ.  

ªÀÄÄA¢£À zÀÈ±ÀåzÀ°è £ÁgÀzÀgÀÄ ªÀÄvÀÄÛ £ÁgÁAiÀÄtgÀÄ ªÀiÁvÀ£ÁqÀÄwÛzÁÝUÀ, £ÀA¢AiÀÄÄ §AzÀÄ, “²ªÀ£À£ÉßÃPÉ C¥ÀªÀiÁ£À 

ªÀiÁrzÉ?” JAzÀÄ £ÁgÁAiÀÄt£À£ÀÄß ¨ÉÊAiÀÄÄvÁÛ£É. £ÁgÁAiÀÄt¤UÉ EzÉ̄ Áè AiÀiÁgÉÆÃ ªÀiÁAiÀiÁ«UÀ¼À PÁAiÀÄð 

JAzÀÄ w½AiÀÄÄvÀÛzÉ. E°è ®PÀëtjÃvÁå ªÀiÁAiÉÄAiÀÄ ¥ÀæAiÉÆÃUÀ PÁtÄvÀÛzÉ. §æºÀä£ÀÄ PÀÆqÀ PÀ¥Àl£ÁgÀzÀ£ÉÆA¢UÉ 

ªÀiÁvÁr É̈Ã¸ÀgÀUÉÆArgÀÄvÁÛ£É. PÉÆ£ÉUÉ £ÁgÀzÀ£ÀÄ §æºÀä£À£ÀÄß D jÃw ªÀgÀUÀ¼À£ÀÄß PÉÆnÖzÀPÉÌ ¤A¢¸ÀÄvÁÛ£É. §æºÀä£ÀÄ 

“MAzÉÃ ¨Át¢AzÀ ªÀÄÆgÀÄ ¥ÀÄgÀUÀ¼À£ÀÆß MªÉÄä¯É £Á±ÀªÀiÁqÀ¨ÉÃPÀÄ“ JA§ÄzÉÃ ¥ÀjºÁgÀªÉAzÀÄ ¸ÀÆa À̧ÄvÁÛ£É. 

PÀÈµÀÚ£ÀÄ zÉÃªÀvÉUÀ¼À ¹ÜwAiÀÄ£ÀÄß £ÉÆÃr, PÉÆÃ¥ÀUÉÆAqÀÄ, EAzÀæeÁ®zÀ ªÀiÁAiÉÄ¬ÄAzÀ CAzsÀPÁgÀªÀ£ÀÄß J¯ÉèqÉ ªÁå¦¹ 

zÉÃªÀvÉUÀ¼À£ÀÄß ¥ÁvÁ¼À¢AzÀ ºÉÆgÀ§gÀÄªÀAvÉ ªÀiÁqÀÄvÁÛ£É ªÀÄvÀÄÛ zÁ£ÀªÀgÀ£ÀÄß ̧ ÀéUÀð¢AzÀ ªÀÄgÀ¼ÀÄªÀAvÉ ªÀiÁqÀÄvÁÛ£É. 

E°è EAzÀæeÁ®zÀ ®PÀëtªÀÇ ¸ÁPÁgÀUÉÆ¼ÀÄîvÀÛzÉ.  EzÀgÉÆA¢UÉ JgÀqÀ£ÉÃ CAPÀªÀÅ ªÀÄÄVAiÀÄÄvÀÛzÉ.  

ªÀÄÆgÀ£ÉÃ CAPÀzÀ ¥ÁvÀæUÀ¼À C£ÀéxÀð£ÁªÀÄUÀ¼ÀÄ ªÉÆÃºÀPÀªÁVªÉ. «±ÀzÁ±ÀAiÀÄ (GvÀÛªÀÄªÁzÀ CxÀªÁ ¤²ÑvÀªÁzÀ 

D Ȩ́ G¼ÀîªÀ£ÀÄ) ªÀÄvÀÄÛ À̧ÄámÁPÀëgÀ (vÉgÉzÀÄPÉÆAqÀ CxÀªÁ «¸ÁÛgÀªÁzÀ ªÀiÁvÀ£ÁqÀÄªÀªÀ£ÀÄ) JA©ÃªÀðgÀ 

¸ÀA¨sÁµÀuÉAiÉÆA¢UÉ DgÀA¨sÀªÁUÀÄvÀÛzÉ. E§âgÀÆ ̧ ÀªÀðvÁ¥À (J®èjUÀÆ vÉÆAzÀgÉ CxÀªÁ zÀÄ:RªÀ£ÀÄß  ¤ÃqÀÄªÀªÀ£ÀÄ 

CxÀªÁ J®èªÀ£ÀÆß ¸ÀÄqÀÄªÀªÀ£ÀÄ) JA§ zÉÊvÀågÁd£À°è ¸ÉÃªÉ ¸À°è¸ÀÄwÛzÀÄÝ, vÀªÀÄä PÀµÀÖ ¸ÀÄRUÀ¼À£ÀÄß ¥ÀgÀ̧ ÀàgÀ 

vÉÆÃrPÉÆ¼ÀÄîvÁÛgÉ. ¸ÀÄámÁPÀëgÀ£ÀÄ ‘zÉÃªÀvÉUÀ¼ÀÄ PÉÆÃ¥ÀUÉÆAqÀÄ ¤ªÀÄä £ÀUÀgÀªÀ£ÀÄß DPÀæ«Ä À̧ÄvÁÛgÉ’ JAzÀÄ ¸ÀªÀðvÁ¥À 

gÁd¤UÉ ¤ªÉÃ¢¸ÀÄvÁÛ£É. F ¸ÀvÀåªÀ£ÀÄß ¸À»¸ÀzÉ gÁd£ÀÄ G¢éUÀß£ÁUÀÄvÁÛ£É. «±ÀzÁ±ÀAiÀÄ£ÀÄ gÁd£À 

ªÀÄAwæAiÀiÁVgÀÄvÁÛ£É. CªÀ£ÀÄ ±ÀÄPÁæZÁAiÀÄð¤AzÀ PÀÄ®«gÀÄzÀÞªÁzÀ, eÁÕ£À«gÀÄzÀÞªÁzÀ, £ÁªÀÄ«gÀÄzÀÞªÁzÀ PÉ®¸À 

ªÀiÁqÀ®Ä DzÉÃ²¸À®ànÖgÀÄvÁÛ£É. EAzÀæeÁ®ªÀ£ÀÄß ªÀiÁr §æºÀä-«µÀÄÚ-ªÀÄºÉÃ±ÀégÀgÀ£ÀÄß CªÀÄgÁªÀwAiÀÄ£ÀÄß ©qÀÄªÀAvÉ 

ªÀiÁqÀ¨ÉÃPÉAzÀÄ gÁd£ÀÆ FvÀ¤UÉ DeÁÕ¦¹gÀÄvÁÛ£É. «±ÀzÁ±ÀAiÀÄ£ÁzÀgÉÆÃ, “DzÀgÉ ²ªÀ£À «gÀÄzÀÞ K£ÀÄ ªÀiÁqÀ®Ä 

¸ÁzsÀå?CªÀ£ÉÃ £ÀªÀÄUÉ ±ÀgÀtÄ” J£ÀÄßvÁÛ£É. gÁd ªÀÄvÀÄÛ «±ÀzÁ±ÀAiÀÄ£À ¸ÀAªÁzÀ¢AzÀ EAzÀæeÁ®zÀ ¥Àæ s̈ÁªÀªÀÅ 

DUÀ°®èªÉAzÀÆ, ²ªÀ£ÀÄ PÁwðPÉÃAiÀÄ£À£ÀÄß wæ¥ÀÄgÀªÀ£ÀÄß £Á±ÀªÀiÁqÀ®Ä ¤AiÉÆÃV¹zÀ£ÉAzÀÆ CªÀjUÉ w½zÀÄ§gÀÄvÀÛzÉ. 

vÀ£ÀäzsÉå “£Á£ÉÃ ºÉÆÃV zÉÃªÀvÉUÀ¼À£ÀÄß ¸ÀzÉ§rAiÀÄÄvÉÛÃ£É” JAzÀÄ ¸ÀªÀðvÁ¥À£ÀÄ ºÉÃ¼À®Ä, £ÉÃ¥ÀxÀåzÀ°è 

¯ÉÆÃºÀªÀÄAiÀÄªÁzÀ ¸ÀÆAiÀÄðvÁ¥À¤AzÀ (¸ÀªÀðvÁ¥À£À M§â  ¸ÉÆÃzÀgÀ) gÀQë¸À®àlÖ  £ÀUÀgÀªÀ£ÀÄß À̧ÆAiÀÄð£ÀÄ 

£Á±ÀªÀiÁqÀ®Ä ¥ÀæAiÀÄwß¹zÀ£ÀÄ JA§ AiÀÄÄzÀÞzÀ «ªÀgÀuÉAiÀÄÄ w½zÀÄ§gÀÄvÀÛzÉ; ºÁUÉAiÉÄÃ ¨É½î¬ÄAzÀ ªÀiÁqÀ®àlÖ 

ZÀAzÀævÁ¥À£À (¸ÀªÀðvÁ¥À£À ªÀÄvÉÆÛ§â ¸ÉÆÃzÀgÀ) £ÀUÀgÀªÀ£ÀÄß ZÀAzÀæ£ÀÄ zsÀéA¸ÀUÉÆ½¹zÀ PÀxÉAiÀÄÆ ¸ÀÄámÁPÀëgÀ¤AzÀ 

w½zÀÄ§gÀÄvÀÛzÉ. eÉÆvÉUÉ ZÀAzÀæ£À ¥Àæ s̈ÁªÀ¢AzÀ »ªÀÄªÀÄAiÀÄªÁV ¥ÀjªÀwðvÀªÁzÀ ¸ÀÄámÁPÀëgÀ£À£ÀÄß gÀQë¸À®Ä gÁd£ÀÄ 

 
1 £ÀqÉzÀÄºÉÆÃzÀ PÀxÁA±ÀªÀ£ÀÄß ¸ÀAPÉëÃ¥ÀªÁV À̧Æa¸ÀÄªÀÅzÀÄ «µÀÌA s̈ÀPÀ. EzÀ£ÀÄß ¥ÀæzsÁ£À¥ÁvÀæUÀ¼ÀÄ ªÀiÁqÀÄªÀÅ¢®è. 
ªÀÄzsÀåªÀÄ¥ÁvÀæUÀ½AzÁzÀgÉ ‘±ÀÄzÀÞ «µÀÌA s̈ÀPÀ‘ªÁUÀÄvÀÛzÉ. ªÀÄzsÀåªÀÄ¤ÃZÀ ¥ÁvÀæUÀ¼ÉgÀqÀÆ ¸ÉÃj ªÀiÁqÀÄªÀÅzÁzÀgÉ ‘«Ä±Àæ 
«µÀÌA s̈ÀPÀ’ªÁUÀÄvÀÛzÉ.   
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DUÉßÃAiÀiÁ¸ÀÛçªÀ£ÀÄß §¼À¸ÀÄvÁÛ£É. EzÀjAzÀ J¯Áè PÀqÉAiÀÄÆ ¨ÉAQAiÀÄ vÁ¥ÀªÁV, CzÀ£ÀÄß ¤ªÁj¸ÀÄªÀ ºÁ¸ÀåªÀÄAiÀÄ 

¥Àæ À̧AUÀªÀÇ PÁtÄvÀÛzÉ. CµÀÖgÀ°è £ÀA¢ ªÀÄvÀÄÛ UÀtUÀ¼ÉÆA¢UÉ, zÉÃªÀvÉUÀ¼À ¥ÀgÀªÁV ̧ ÉÃ£Á£ÁAiÀÄPÀ£ÁzÀ PÁwðPÉÃAiÀÄ£ÀÄ 

AiÀÄÄzÀÞPÉÌ §A¢gÀÄªÀ, «µÀAiÀÄªÀ£ÀÄß w½zÀÄ gÁd£ÀÄ, “¥À±ÀÄ¥ÀvÉÃ! ¤Ã£ÀÄ AiÀÄÄzÀÞªÀiÁqÀzÉ F ¨Á®PÀ£À£ÀÄß 

PÀ½¹zÉÝAiÀÄ®è!” JAzÀÄ ²ªÀ£À£ÀÄß G¥ÀºÁ¸À ªÀiÁqÀÄvÁÛ£É. E°èAiÀÄ PÉ®ªÀÅ ±ÉÆèÃPÀUÀ¼À°è (22-24) ±ÉèÃµÁxÀðUÀ¼À£ÀÄß 

PÉÆlÄÖ,1 gÁd ªÀÄvÀÄÛ PÁwðPÉÃAiÀÄgÀ ¸ÀAªÁzÀªÀ£ÀÄß PÀ«AiÀÄÄ §ºÀÄ ºÀÈzÀAiÀÄAUÀªÀÄªÁV ªÀtÂð¹zÁÝ£É. AiÀÄÄzÀÞzÀ 

¥Àæ À̧AUÀzÀ°è DgÀ s̈ÀnÃ ªÀÈwÛUÉ CªÀPÁ±À«zÉ.  

£ÀA¢AiÀÄÄ PÁwðPÉÃAiÀÄ¤UÉ, ²ªÀ£ÉÃ wæ¥ÀÄgÀ£À£ÀÄß £Á±ÀªÀiÁqÀ®Ä ¸ÀªÀÄxÀð£ÁzÀÝjAzÀ, PÉÃªÀ® zÉÊvÀågÀ ¸ÉÊ£ÀåªÀ£ÀÄß ªÀiÁvÀæ 

£Á±ÀªÀiÁqÀ®Ä ¸ÀÆa À̧ÄvÁÛ£É.  DzÀgÉ J¯Áè zÉÊvÀågÀÆ À̧vÀÛ £ÀAvÀgÀ, CªÀgÀ£ÀÄß CªÀÄÈvÀPÀÄAqÀzÀ°è ªÀÄÄ¼ÀÄV¹ ¥ÀÄ£ÀB 

fÃªÀAvÁgÁ£ÁßV ªÀiÁqÀÄwÛgÀÄªÀÅzÀ£ÀÄß £ÉÆÃr, PÀÄªÀiÁgÀ£ÁzÀ PÁwðPÉÃAiÀÄ£ÀÄ, C«ÄvÀ¥ËgÀÄµÀªÀ£ÀÄß vÉÆÃj¹ “£À£ÀUÉ 

FUÀ AiÀÄÄzÀÞzÀ D¸ÉAiÀÄÄ ¥ÀÆtðUÉÆ¼ÀÄîwÛzÉ” J£ÀÄßvÁÛ£É. £ÀA¢AiÀÄÄ “DUÉßÃAiÀiÁ¸ÀÛçzÀ ¥Àæ s̈ÁªÀ¢AzÀ ¸ÀétðzÀ 

ZÀPÉÌUÀ½AzÀ F CªÀÄÈvÀPÀÄAqÀªÀ£ÀÄß ªÀÄÄaÑ©qÀÄ. EzÀjAzÀ zÉÊvÀågÀÄ ¥ÀÄ£À: fÃªÀAvÀªÁUÀÄªÀÅ¢®è” JA§ ̧ ÀÆZÀ£ÉAiÀÄ£ÀÄß 

PÉÆqÀÄvÁÛ£É. EzÀgÀAvÉ ªÀiÁrzÁUÀ zÉÊvÀågÉ¯Áè ¥À¯ÁAiÀÄ£À ªÀiÁqÀ®Ä, ªÁåPÀÄ®gÁzÀ gÁd ªÀÄvÀÄÛ «±ÀzÁ±ÀAiÀÄgÀÄ 

zÉÊvÀågÀ UÀÄgÀÄUÀ¼ÁzÀ ±ÀÄPÁæZÁAiÀÄðgÀ£ÀÄß ¸Àäj¸ÀÄvÁÛ vÀªÀÄä£ÀÄß PÁ¥ÁqÀ®Ä ¥Áæyð¸ÀÄvÁÛgÉ. ±ÀÄPÁæZÁAiÀÄðgÀÄ §AzÀÄ, 

“zÁ£ÀªÀgÀ£ÀÄß gÀQë¸ÀÄªÉ£ÀÄ. DzÀgÉ, ²ªÀ£ÀÄ £À£Àß£ÀÄß ¥ÀÄvÀæ£ÉAzÀÄ ¨sÁ«¸ÀÄªÀÅzÀjAzÀ, £À£Àß ¸ÉÆÃzÀgÀ£ÁzÀ 

PÁwðPÉÃAiÀÄ£À£ÀÄß PÀÆqÀ gÀQë¸À É̈ÃPÀÄ” J£ÀÄßvÁÛ£É. CµÀÖgÀ°è £ÁgÀzÀgÀÄ §AzÀÄ, ²ªÀ£À DeÉÕAiÀÄ ªÉÄÃ¯É AiÀÄÄzÀÞªÀÅ 

¤®è¨ÉÃPÉAzÀÄ w½¸ÀÄvÁÛ£É. J®ègÀÆ ¤UÀð«Ä¹ªÀÅzÀgÀgÉÆA¢UÉ ªÀÄÆgÀ£ÉAiÀÄ CAPÀªÀÅ ¸ÀªÀiÁ¥ÀÛªÁUÀÄªÀÅzÀÄ.  

£Á®Ì£ÉÃ ºÁUÀÆ PÉÆ£ÉAiÀÄ CAPÀzÀ°è, «±ÀzÁ±ÀAiÀÄ£ÀÄ ±ÀÄPÁæZÁAiÀÄðgÉÆA¢UÉ ¸ÀA¢ü¸ÀÄvÁÛ£É. CªÀj§âgÀÆ 

C¸ÀªÀiÁzsÁ£ÀPÀgÀªÁzÀ ¨É¼ÀV£À eÁªÀzÀ §UÉÎ ZÀað¸ÀÄwÛgÀ®Ä, vÉgÉAiÀÄ »AzÉ MAzÀÄ ±ÉÆèÃPÀªÀÅ PÉÃ½§gÀÄvÀÛzÉ. “£ÀªÀÄä 

¥ÀÄtåPÀªÀÄð¢AzÀ ºÀ¢£ÁgÀÄ MAzÉÃ DVzÉ. FUÀ F ªÀÄÆgÀÄ LzÀ£ÀÄß ¸ÉÃgÀÄvÀÛªÉ” JAzÀÄ. MUÀn£ÀAvÉ EgÀÄªÀ F 

±ÉÆèÃPÀªÀ£ÀÄß PÉÃ½, “EzÉÃ£ÀÄ DPÁ±À¨sÁ¶vÀªÉÃ?” JAzÀÄ «±ÀzÁ±ÀAiÀÄ£ÀÄ ¥Àæ²ß¸À®Ä, ±ÀÄPÁæZÁAiÀÄðgÀÄ EzÀPÉÌ 

GvÀÛgÀªÀ£ÀÄß »ÃUÉ PÉÆqÀÄvÁÛgÉ- “ªÀÄºÉÃ±À£À £ÉÃvÀÈvÀézÀ°è ºÀj, §æºÀä, PÁwðPÉÃAiÀÄ, »ªÀÄªÁ£ï, D¢±ÉÃµÀ, ZÀAzÀæ, 

À̧ÆAiÀÄð, zsÀªÀÄð, CµÀÖ ¢PÁà®PÀgÀÄ –»ÃUÉ 16 d£ÀgÀÆ wæ¥ÀÄgÁ¸ÀÄgÀ£À ªÀzsÉUÁV PÀn§zÀÞgÁVzÁÝgÉ. £Á£ÀÄ ¸Àé¥ÀßzÀ°è 

¸ÀªÀðvÁ¥À£ÀÄ ªÀÄgÀuÉÆÃ£ÀÄäR£ÁzÀzÀÝ£ÀÄß PÀArzÉÝÃ£É” J£ÀÄßvÁÛ£É. «µÀzÁ±ÀAiÀÄ£ÀÆ PÀÆqÀ “¥Á¥ÀUÀ½AzÀ ¥ÀPÀéªÁzÀªÀgÀ 

ªÉÄÃ¯É ²ªÀ£ÀÄ ²ÃWÀæ PÉÆÃ¥ÀUÉÆ¼ÀÄîvÁÛ£É” JAzÀÄ ªÀÄgÀÄUÀÄvÁÛ£É. ±ÀÄPÁæZÁAiÀÄð£ÀÄ CªÀ£À£ÀÄß ¸ÀAvÉÊ¹ “¨sÀUÀªÀAvÀ£ÀÄ 

CaAvÀå ZÀjvÀ£ÀÄ” J£ÀÄßvÁÛ£É. £ÁgÀzÁUÀªÀÄ£ÀªÀ£ÀÄß ¸ÀÆa¹, E§âgÀÆ ¤µÀÌç«Ä À̧ÄvÁÛgÉ. »ÃUÉ ±ÀÄzÀÞ «µÀÌA¨sÀPÀªÀÅ 

¸ÀªÀiÁ¥ÀÛªÁUÀÄvÀÛzÉ.  

£ÀAvÀgÀ §æºÀä ªÀÄvÀÄÛ £ÁgÀzÀgÀÄ ¥ÀæªÉÃ²¸ÀÄvÁÛgÉ. §æºÀä£ÀÄ vÁ£ÀÄ PÉÆlÖ ªÀgÀ¢AzÀ¯ÉÃ »ÃUÁ¬ÄvÉAzÀÄ ¥À±ÁÑvÁÛ¥À¥ÀqÀ®Ä, 

£ÁgÀzÀgÀÄ “²ªÀ£À gÀxÀªÉÃ ¨sÀÆ«Ä. ¤ÃªÉÃ ¸ÁgÀy. »ªÀÄªÀAvÀ£ÉÃ ©®Äè, D¢±ÉÃµÀ£ÉÃ ©°è£À ºÀUÀÎ, wæ«PÀæªÀÄ£ÉÃ ¨Át. 

 
1 vÁgÀPÀ JAzÀgÉ vÁgÀPÁ À̧ÄgÀ ªÀÄvÀÄÛ zÁn À̧ÄªÀªÀ£ÀÄ ; ±ÀgÀªÀt JAzÀgÉ ºÀÄ®Äè ªÀÄvÀÄÛ ̈ ÁtUÀ¼À UÀÄj; ±ÀQÛ JAzÀgÉ ±ÀPÁÛ÷åAiÀÄÄzsÀ 
ªÀÄvÀÄÛ ¥ËgÀÄµÀ  
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K¼ÀÄ ªÁAiÀÄÄUÀ¼ÉÃ CzÀ£ÀÄß ªÀÄÄAzÉ ¸ÁV¸ÀÄvÀÛªÉ. À̧ÆAiÀÄðZÀAzÀægÀ ¨É¼ÀPÉÃ C°è ªÀiÁUÀðzÀ±ÀðPÀªÁUÀÄªÀÅzÀÄ” JAzÀÄ 

wæ¥ÀÄgÀ¸ÀAºÁgÀzÀ jÃwAiÀÄ£ÀÄß w½¸ÀÄvÁÛ£É.  §æºÀä£ÀÄ gÀxÀªÀ£ÉßÃj vÁ£ÀÄ PÉÆlÖ ªÀgÀUÀ½UÉ £ÁaPÉ ¥ÀqÀÄvÁÛ£É. ²ªÀ£ÀÄ 

CªÀ£À£ÀÄß ¸ÀAvÉÊ¹, «µÀÄÚªÀ£ÀÆß gÀxÀzÀ°è PÀÄ½îj¹PÉÆ¼ÀÄîvÁÛ£É. J®ègÀÆ ¸ÀétðªÀÄAiÀÄªÁzÀ ¥ÀÄgÀªÀ£ÀÄß, vÀzÀ£ÀAvÀgÀ 

gÀdvÀªÀÄAiÀÄªÁzÀ ¥ÀÄgÀªÀ£ÀÄß, PÉÆ£ÉAiÀÄ°è ¯ÉÆÃºÀzÀ ¥ÀÄgÀªÀ£ÀÄß D±ÀÑAiÀÄð¢AzÀ £ÉÆÃqÀÄvÁÛgÉ. DzÀgÉ F wæ¥ÀÄgÀUÀ¼À 

¸À«ÄÃ¥ÀzÀ°èAiÉÄÃ ªÀÄvÉÆÛAzÀÄ wæ¥ÀÄgÀUÀ¼À£ÀÄß PÀAqÀÄ D±ÀÑAiÀÄðZÀQvÀgÁUÀÄvÁÛgÉ. F ªÀiÁAiÀiÁ wæ¥ÀÄgÀªÀ£ÀÄß 

±ÀÄPÁæZÁAiÀÄð£ÀÄ, zÉÃªÀvÉUÀ¼À£ÀÄß ªÉÆÃ¸ÀªÀiÁqÀ®Ä ¤«Äð¹gÀÄvÁÛ£É. CzÀ£ÀÄß CjAiÀÄzÀ ¸ÀªÀðvÁ¥ÀgÁd£ÀÄ, 

«±ÀzÁ±ÀAiÀÄ F «ªÀgÀUÀ¼À£ÀÄ ¸ÀàµÀÖ¥Àr¸ÀÄwÛzÀÝgÀÆ £ÀA§zÉ, ‘D ¥ÀÄgÀUÀ¼À£ÀÄß zÉÃªÀvÉUÀ¼ÀÄ ¤«Äð¹zÁÝgÉ’ JAzÉÃ vÀ¥ÀÄà 

w½AiÀÄÄvÁÛ£É. CzÀ£ÀÄß zsÀéA¸ÀªÀiÁqÀ®Ä vÀ£Àß ¸ÉÆÃzÀgÀgÁzÀ ¸ÀÆAiÀÄðvÁ¥À ªÀÄvÀÄÛ ZÀAzÀævÁ¥ÀgÀ£ÀÄß PÀgÉzÀÄ, D 

PÁAiÀÄðªÀ£ÀÄß ªÀiÁr¸ÀÄvÁÛ£É. vÀ£Àß DZÁAiÀÄð£ÁzÀ ±ÀÄPÀæ£ÀÆß, CªÀiÁvÀå£ÁzÀ «±ÀzÁ±ÀAiÀÄ£À£ÉßÃ £ÀA§zÀ ̧ ÀªÀðvÁ¥À£ÀÄ, 

vÀ£Àß ¤dªÁzÀ wæ¥ÀÄgÀUÀ¼À£ÀÄß zÉÃªÀvÉUÀ½UÉ vÁ£ÉÃ vÉÆÃj¸ÀÄvÁÛ£É. £ÁgÀzÀ£ÀÄ EzÀ£ÀÄß PÀAqÀÄ, wæ¥ÀÄgÀªÀ£ÀÄß zÀ»¸À®Ä 

¸ÀÆa À̧ÄvÁÛ£É. DzÀgÉ ªÀÄÆgÀÄ ¥ÀÄgÀUÀ¼ÀÄ MªÉÄä¯ÉÃ,  MAzÉÃ  ¸ÀgÀ¼ÀgÉÃSÉAiÀÄ°è §AzÁUÀ D PÁAiÀÄðªÁUÀ É̈ÃPÁUÀÄvÀÛzÉ. 

D WÀ½UÉAiÀÄÄ §AzÁUÀ, J®ègÀÆ À̧£ÀßzÀÞgÁUÀÄvÁÛgÉ. £ÁgÀzÀ£ÀÄ ¸À¥ÀÛ¶ðUÀ¼ÉÆA¢UÉ PÉÊ¯Á¸ÀzÀ°è F zÀÈ±ÀåªÀ£ÀÄß 

£ÉÆÃqÀÄªÉ£ÉAzÀÄ ºÉÆgÀqÀÄvÁÛ£É. CªÀ£À ªÀÄvÀÄÛ zsÀªÀÄð£À ¸ÀA¨sÁµÀuÉ¬ÄAzÀ ²ªÀ£ÀÄ «µÀÄÚªÀ£ÀÄß ¨ÁtªÀ£ÁßV, 

§æºÀä£À£ÀÄß ¸ÁgÀyAiÀÄ£ÁßVjPÉÆAqÀÄ wæ¥ÀÄgÀUÀ¼À£ÀÄß zsÀéA¸À ªÀiÁrzÀÄÝ w½AiÀÄÄvÀÛzÉ. £ÉÃ¥ÀxÀåzÀ°è JgÀqÀÄ ¸ÀÄAzÀgÀ 

±ÉÆèÃPÀUÀ¼À ªÀÄÆ®PÀ C°è DzÀ CVßAiÀÄ ¥Àæ s̈ÁªÀªÀ£ÀÄß ªÀÄvÀÄÛ wæ¥ÀÄgÀUÀ¼À£ÀÄß ¤«Äð¹zÀ §UÉÎ ºÀvÁ±ÉAiÀÄ ¨sÁªÀ«gÀÄªÀ 

ªÀtð£É EzÉ. CzÁV £ÁgÀzÀ£ÀÄ, “FUÀ PÉÃªÀ® zsÀÆªÀÄ, CVß ªÀÄvÀÄÛ QrUÀ¼À£ÀÄß ºÉÆgÀvÀÄ¥Àr¹ E£ÉßÃ£ÀÆ 

PÁtzÁVzÉ, zÉÃªÀvÉUÀ¼ÀÄ J°èzÁÝgÉ?” JAzÀÄ DvÀAPÀ ¥ÀqÀÄvÁÛ£É. C£ÀAvÀgÀ J¯Áè zÉÃªÀvÉUÀ¼ÀÆ gÀxÁgÀÆqsÀgÁV 

»ªÀÄªÀAvÀ£À §½ §AzÀÄ D¹Ã£ÀgÁUÀÄvÁÛgÉ. DUÀ £ÁgÀzÀ£ÀÄ “EAvÀºÀ ªÀÄºÀvÁÌAiÀÄðPÉÌ zÉÃªÀvÉUÀ¼ÀÄ ¤£ÀUÉ K£ÀÄ 

GqÀÄUÉÆgÉ PÉÆqÀ¨ÉÃPÀÄ” JAzÀÄ ²ªÀ£À°è PÉÃ½zÁUÀ, ²ªÀ£ÀÄ ¸ÀAPÉÆÃZÀ¢AzÀ, “ºÀ¢£ÁgÀÄ zÉÃªÀvÉUÀ¼ÀÄ ¸ÉÃj ªÀiÁrzÀ 

PÁAiÀÄðPÉÌ £À£ÀUÉÃPÉ «±ÉÃµÀ ¸À£Áä£À” J£ÀÄßvÁÛ£É. DUÀ EAzÀæ£ÀÄ “vÀéªÉÄÃPÀ: ¥ÀÄgÀÄµÀ: ¸ÀÄÛvÀå:” JAzÀÄ ºÉÃ½, PÉÆ£ÉAiÀÄ°è 

¨sÀgÀvÀªÁPÀåªÁV “ºÀuÉUÀtÄÚ¼Àî ZÀAzÀæZÀÆqÀ£À D²ÃªÁðzÀ¢AzÀ ¸ÀdÓ£ÀgÀ ºÀÈzÀAiÀÄªÀÅ ªÉÆÃºÀ JA§ CAzsÀPÁgÀ¢AzÀ 

zÀÆgÀªÁUÀ°“ J£ÀÄßvÁÛ£É. ¥ÁæAiÀÄB E°è PÉÃªÀ® zÉÃªÀvÉUÀ¼ÉÃ ¥ÁvÀæUÀ¼ÁVzÀÝjAzÀ, G½zÀ £ÁlPÀUÀ¼ÀAvÉ gÁd£À 

«µÀAiÀÄªÁUÀ°, ªÀÄ¼É¨É¼ÉUÀ¼À «µÀAiÀÄªÁUÀ°Ã ¥Àæ¸ÁÛ¥À«®è.   

 

«±ÉèÃµÀuÉ : rªÀÄzÀ £ÁA¢AiÀÄÄ ²ªÀ£À ¥Àæ±ÀA¸É¬ÄAzÀ DgÀA¨sÀªÁUÀÄªÀÅzÀÄ. ‘ZÀAzÀæ±ÉÃRgÀ£ÁzÀ ²ªÀ£À ²gÀ¹ì£À°è 

ºÀjAiÀÄÄªÀ UÀAUÉAiÀÄÄ MAzÀÄ ̧ ÁªÀiÁ£ÀåªÁzÀ ºÀÆªÀ£ÀÄß PÀÆqÀ PÀ®àzÀÄæªÀÄªÀ£ÁßV¸À§®èzÀÄ. CAvÀºÀ UÀAUÉAiÀÄ£ÀÄß ºÉÆvÀÛ 

²ªÀ£À ²gÀ¹ìUÉ dAiÀÄªÁUÀ°’ JAzÀÄ ªÀÄAUÀ¼ÀªÀ£ÀÄß ªÀiÁqÀÄvÁÛ£É. E°è gÀÆ¥ÀPÀzÀ £ÁAiÀÄPÀ£ÁzÀ ²ªÀ£À ¸ÀÆZÀ£É¬ÄzÀÝgÉ, 

JgÀqÀ£ÉÃ ±ÉÆèÃPÀªÀÅ ¥ÀÄgÁjAiÀiÁzÀ (¥ÀÄgÀUÀ¼À ±ÀvÀÄæ) ²ªÀ£À ¨ÁtzÀ CVßAiÀÄÄ dAiÀÄ²Ã®ªÁUÀ° JAzÀÄ gÀÆ¥ÀPÀzÀ 

EwªÀÈvÀÛªÀ£ÀÄß ¸ÀÆa¸ÀÄªÀ ¥ÀzÀåªÁV PÀAqÀÄ§gÀÄvÀÛzÉ. ªÀÄÆgÀ£ÉAiÀÄ £ÁA¢¥ÀzÀåzÀ ±ÉÆèÃPÀzÀ°è, ²ªÀ£À ¨ÁtªÀÅ D 

wæ¥ÀÄgÀUÀ¼À£ÀÄß zÀ»¸ÀÄªÀ QæAiÉÄAiÀÄ£ÀÄß ¸ÀÆa À̧¯ÁVzÉ. »ÃUÁV ªÀ¸ÀÄÛ¤zÉÃð±À ¥ÀÄgÀ¸ÀìgÀªÀÄAUÀ¼ÀªÀÅ PÁtÄvÀÛzÉ. 

¨sÀgÀvÀªÁPÀåzÀ°è ¨sÀÆ¯ÉÆÃPÀzÀ ªÀ¸ÀÄÛUÀ½UÉ ¸ÀA§AzsÀ¥ÀlÖ ªÀÄAUÀ¼ÀzÀ ¸ÀÆZÀ£É E®è. PÉÃªÀ® ¸ÀÄámÁPÀëgÀ£À ¥ÁvÀæzÀ°è 
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¥ÁæPÀÈvÀ̈ sÁµÉAiÀÄ §¼ÀPÉ PÀAqÀÄ§gÀÄvÀÛzÉ. C£ÉÃPÀ gËzÀægÀ¸À¥ÀæzsÁ£ÀªÁzÀ ±ÉÆèÃPÀUÀ¼ÀÄ PÀAqÀÄ§gÀÄvÀÛªÉ. F gÀÆ¥ÀPÀzÀ°è 

PÀ«AiÀiÁzÀ ªÀvÀìgÁd£À £ÁªÉÆÃ¯ÉèÃR£À«®è. ¥ÁæAiÀÄB MAzÀÄ ¥ÀÄlªÀÅ ®¨sÀåªÁV®èzÀ PÁgÀt »ÃUÁVgÀ§ºÀÄzÀÄ JAzÀÄ 

H»¸À§ºÀÄzÀÄ. 

F rªÀÄzÀ°è £Álå±Á À̧ÛçzÀ°è ºÉÃ½gÀÄªÀ UÀæºÀt, G¯ÁÌ¥ÁvÀ, EAzÀæeÁ® ªÉÆzÀ¯ÁzÀ C£ÉÃPÀ jÃwAiÀÄ ¥ÁvÀæUÀ¼ÀÄ 

EvÁå¢ J®èªÀÇ G¯ÉèÃRUÉÆArªÉ. CzÀ®èzÉ E£ÀÆß PÉ®ªÀÅ ªÉÊ²µÀÖ÷åUÀ¼À£ÀÄß PÁt§ºÀÄzÀÄ. ªÀÄÄRåªÁV 

wæ¥ÀÄgÀzÁºÀªÀ£ÀÄß ¥ÀgÉÆÃPÀëªÁVAiÉÄÃ vÉÆÃj¸À̄ ÁVzÉ JA§ÄzÀÄ w½AiÀÄÄvÀÛzÉ. ªÁåAiÉÆÃUÀzÀAvÉ E°èAiÀÄÆ 

¹ÛçÃ¥ÁvÀæ«®è. ±ÀÈAUÁgÀªÀÅ PÁt¢zÀÝgÀÆ C®è°è ºÁ À̧åªÀÅ PÁtÄvÀÛzÉ. wæ¥ÀÄgÀ¸ÀAºÁgÀzÀ ¥Àæ À̧AUÀªÀÅ PÀÈµÀÚAiÀÄdÄªÉÃðzÀzÀ 

¨sÁUÀªÀvÀ¥ÀÄgÁtzÀ°è (7,10,52-71) wæ¥ÀÄgÀzÀºÀ£ÀzÀ «µÀAiÀÄªÀ£ÀÄß ¸ÀAQë¥ÀÛªÁV ¤ÃqÀ¯ÁVzÉ. ªÀÄAiÀÄ JA§ 

C¸ÀÄgÀ±ÉæÃµÀ×£ÀÄ, ºÁgÀÄªÀAvÀºÀ ªÀÄÆgÀÄ ¥ÀÄgÀUÀ¼À£ÀÄß a£Àß, ¨É½î ªÀÄvÀÄÛ GQÌ¤AzÀ ¤«Äð¹zÀ£ÀÄ. ²ªÀ£À ¨Át¢AzÀ 

C¸ÀÄgÀgÀÄ ̧ ÀvÀÛgÀÆ, CªÀÄÈvÀgÀ̧ ÀzÀ ̈ Á«AiÀÄ°è ºÁQ, CªÀgÀ£ÀÄß ªÀÄAiÀÄ£ÀÄ ¥ÀÄ£ÀgÀÄfÓÃªÀ£ÀUÉÆ½¹zÀ£ÀÄ. EzÀ£ÀÄß £ÉÆÃrzÀ 

«µÀÄÚªÀÅ vÁ£ÉÃ UÉÆÃªÁV gÀÆ¥ÀªÀ£ÀÄß zsÀj¹, §æºÀä£À£ÀÄß PÀgÀÄªÀ£ÁßV ªÀiÁr, D CªÀÄÈvÀzÀ ¨Á«AiÀÄ£ÀÄß SÁ° 

ªÀiÁrzÀgÀÄ. ²ªÀ¤UÉ AiÀÄÄzÀÞPÉÌ ¨ÉÃPÁzÀ gÀxÀ ªÉÆzÀ¯ÁzÀ G¥ÀPÀgÀtUÀ¼À£ÀÄß PÀ°à¹, PÀÈµÀÚ£ÀÄ wæ¥ÀÄgÀzÀºÀ£ÀPÉÌ 

¸ÀºÀPÁjAiÀiÁzÀ£ÀÄ. ªÀÄvÀì÷å¥ÀÄgÁtzÀ°è, ºÀ£ÉßgÀqÀÄ CzsÁåAiÀÄUÀ¼À°è (129-140) F PÀxÉAiÀÄÄ ºÉÃ¼À®ànÖzÉ. vÁgÀPÀ, 

«zÀÄå£Áä° ªÀÄvÀÄÛ ªÀÄAiÀÄ JA§ ªÀÄÆgÀÄ C¸ÀÄgÀgÀÄ vÀ¥À À̧ì£ÀÄß ªÀiÁr, ªÀÄÆgÀÄ £ÀUÀgÀUÀ¼À£ÀÄß ¥ÀqÉAiÀÄÄvÁÛgÉ. ¥ÀÄµÁå 

£ÀPÀëvÀæzÀ̄ ÉèÃ D £ÀUÀgÀUÀ¼À£ÀÄß MAzÉÃ ¨Át¢AzÀ £Á±ÀªÀiÁqÀ§ºÀÄzÁVgÀÄvÀÛzÉ. ²ªÀ£ÀÄ, ¥ÀÈyéAiÀÄ£ÉßÃ gÀxÀªÀ£ÁßV 

ªÀiÁrPÉÆAqÀÄ, §æºÀä£À£ÀÄß ¸ÁgÀyAiÀÄ£ÁßV ªÀiÁrPÉÆ¼ÀÄîvÁÛ£É. CzÀPÉÌ J¯Áè zÉÃªÀvÉUÀ¼À, ¢ªÀåªÀ¸ÀÄÛUÀ¼ÀÄ 

¸ÀºÀPÁjAiÀiÁUÀÄvÀÛªÉ. gÀxÀªÀÅ PÀÄ¹AiÀÄÄwÛgÀÄªÁUÀ, «µÀÄÚªÀÅ ªÀÈµÀ¨sÀgÀÆ¥À¢AzÀ §AzÀÄ CzÀ£ÀÄß ¥ÀÄ£ÀB ªÉÄÃ®PÉÌ JvÀÄÛvÁÛ£É.  

CªÀÄÈvÀPÀÄAqÀzÀ PÀ®à£É E°èAiÀÄÆ PÁtÄvÀÛzÉ. PÉÆ£ÉUÉ, ¨sÀÆ«ÄAiÀÄ ªÉÄÃ°£À ¯ÉÆÃºÀªÀÄAiÀÄªÁzÀ ¥ÀlÖtzÀ MqÉAiÀÄ£ÁzÀ 

vÁgÀPÀ£À£ÀÄß PÁwðPÉÃAiÀÄ£ÀÄ PÉÆ®ÄèvÁÛ£É. DPÁ±ÀzÀ°è£À gÀdvÀæ¥ÀÄgÀzÀ MqÉAiÀÄ£ÁzÀ «zÀÄå£Áä°AiÀÄ£ÀÄß £ÀA¢PÉÃ±ÀégÀ£ÀÄ 

PÉÆ®ÄèvÁÛ£É. ̈ É½îAiÀÄ £ÀUÀgÀzÀ £ÀÆgÀÄ AiÉÆÃd£ÀzÀ ªÉÄÃ¯É ¤«ÄðvÀªÁzÀ a£ÀßzÀ ¥ÀlÖtªÀ£ÀÄß ²ªÀ£ÀÄ zsÀéA¸ÀªÀiÁqÀÄvÁÛ£É. 

EzÀPÉÌ «µÀÄÚ, CVß ªÀÄvÀÄÛ ¸ÉÆÃªÀÄgÀÄ ¨ÁtzÀ ±ÀQÛAiÀÄ gÀÆ¥ÀªÀ£ÀÄß vÁ¼ÀÄvÁÛgÉ. E°èAiÀÄÆ £ÁgÀzÀgÀ ¥ÀæªÉÃ±À«zÉ. 

DzÀgÉ, C¸ÀÄgÀ gÁd£ÁzÀ ªÀÄAiÀÄ£ÀÄ ¨ÉÃgÉ ¯ÉÆÃPÀPÉÌ ºÉÆÃV ¥ÁgÁUÀÄvÁÛ£É. EzÀ®èzÉ vÉÊvÀÛjÃAiÀÄ À̧A»vÉAiÀÄ°è (6.2.3) 

vÁgÀPÁ¸ÀÄgÀ£À ªÀÄPÀÌ¼ÁzÀ vÁgÀPÁPÀë, «zÀÄå£Áä° ªÀÄvÀÄÛ PÀªÀÄ¯ÁPÀë JA§ ªÀÄÆgÀÄ zÉÊvÀågÀÄ WÉÆÃgÀvÀ¥À¸Áì£ÁßZÀj¹ 

§æºÀä¤AzÀ ªÀgÀ ¥ÀqÉAiÀÄÄvÁÛgÉ. vÀªÀÄä ªÀÄÆgÀÄ ¥ÀÄgÀUÀ¼ÀÄ ¸Á«gÀ ªÀµÀðPÉÆÌªÉÄä MAzÉÃ gÉÃSÉAiÀÄ°è §gÀÄªÁUÀ MAzÉÃ 

¨Át¢AzÀ D wæ¥ÀÄgÀUÀ¼À£ÀÄß zsÀéA¸ÀªÀiÁqÀ®Ä ¸ÁzsÀå JA§ÄzÀÄ ªÀgÀzÀ ¤AiÀÄªÀÄªÁVvÀÄÛ. JA¨sÀÄzÀÄ ²ÃªÀ£ÀÄ §æºÀä£À£ÉßÃ 

gÀxÀªÀ£ÁßV¹ «µÀÄÚªÀ£ÀÄß ¨ÁtªÀ£ÁßV¹ MnÖUÉÃ wæ¥ÀÄgÀUÀ¼À£ÀÄß, vÀ£ÀÆä®PÀ ªÀÄÆªÀgÀÄ zÉÊvÀågÀ£ÀÄß £Á±À ªÀiÁqÀÄvÁÛ£É 

JA§ PÀxÉ¬ÄzÉ.   

EAxÀ PÀxÁ ªÉÊ«zsÀåªÀÅ¼Àî wæ¥ÀÄgÀzÁºÀªÀ£ÀÄß CªÀiÁvÀå ªÀvÀìgÁd£ÀÄ ¹éÃPÀj¹, ¥ÀÄgÀUÀ¼À ªÀÄvÀÄÛ gÁPÀë¸ÀgÀ ºÉ¸ÀgÀÄUÀ¼À£ÀÄß 

¥ÀjªÀwð¹, «£ÀÆvÀ£ÀªÁV PÀxÁvÀAvÀæ ºÉuÉ¢zÁÝ£É. C¸ÀÄgÀgÀ ºÉ¸ÀgÀÄUÀ¼À°è ªÀvÀìgÁd£ÀÄ ªÉÊ«zsÀåªÀ£ÀÄß PÀ°à¹zÁÝ£É. 

±ÀÄPÁæZÁAiÀÄðgÀ ªÀiÁAiÉÄAiÀÄ wæ¥ÀÄgÀ¤ªÀiÁðt JA§ PÀ®à£ÉAiÀÄÆ ºÉÆ¸ÀvÀÄ. ªÀÄzsÉå gÀÆ¥ÀPÀzÀ°è ºÁ¸ÀåªÀ£ÀÄß vÉÆÃj¸ÀÄªÀ 

CzsÀªÀÄ ¥ÁvÀæUÀ¼À ¸ÀA¨sÁµÀuÉ ªÀÄvÀÄÛ £ÁgÀzÀgÀ ªÀiÁvÀÄUÀ¼ÀÄ gÀAdPÀªÁVgÀÄvÀÛªÉ. 
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PÀ¥ÀÆðgÀZÀjvÀ - s̈Át 

®PÀët«ZÁgÀ-     

AÉiqÉÉlÉÑpÉÔiÉzÉqxÉÏ mÉUxÉÇ´ÉrÉuÉhÉïlÉÉÌuÉzÉåwÉxiÉÑ | ÌuÉÌuÉkÉÉ´ÉrÉÉå ÌWû pÉÉhÉÉå ÌuÉ¥ÉårÉxiuÉåMüÉWûÉrÉï¶É||108|| 

mÉUuÉcÉlÉqÉÉiqÉxÉÇxjÉÇ mÉëÌiÉuÉcÉlÉæÂ¨ÉUÉå¨ÉUaÉëÍjÉiÉæ:| AÉMüÉzÉmÉÑÂwÉMüÍjÉjÉæU…¡ûÌuÉMüÉUæUÍpÉlÉrÉæ¶ÉæuÉ||109| 

kÉÔiÉïÌuÉOûxÉÇmÉërÉÉåerÉÉå lÉÉlÉÉuÉxjÉÉliÉUÉiqÉMü¶ÉæuÉ | LMüÉƒ¡ûÉå oÉWÒûcÉå¹È xÉiÉiÉÇ MüÉrÉÉåï oÉÑkÉæpÉÉïhÉÈ ||110|| 

vÀ£Àß §UÉÎAiÉÄÃ ºÉÃ½PÉÆ¼ÀÄîªÀÅzÀÄ CxÀªÁ «±ÉÃµÀªÁV ¨ÉÃgÉAiÀÄªÀgÀ §UÉÎ ºÉÃ¼ÀÄªÀ gÀÆ¥ÀPÀzÀ ¥ÀæPÁgÀ ¨sÁt. MAzÉÃ 

CAPÀ«gÀÄªÀ, DPÁ±À¨sÁ¶vÀ¢AzÀ, CAUÀUÀ¼À «PÁgÀ¢AzÀ ªÀÄvÀÄÛ C©ü£ÀAiÀÄ¢AzÀ ¨ÉÃgÉAiÀÄªÀgÀ eÉÆvÉ ªÀåªÀºÀj¸ÀÄªÀAvÉ 

vÉÆÃgÀÄªÀ, zsÀÆvÀð «l ªÀÄÄAvÁzÀªÀgÀ C£ÉÃPÀ CªÀ¸ÉÜUÀ¼À£ÀÄß vÉÆÃgÀÄªÀ gÀÆ¥ÀPÀ, ¨sÁt (£Álå±Á À̧Ûç 18, 108-110). 

»ÃUÁV ¸ÀAvÉÆÃµÀ, ¸ÀA¨sÀæªÀÄ, ¦æÃw, ªÀAZÀ£É, dÆdÄ, QæÃqÉ ªÀÄÄAvÁzÀªÀ£ÉÆß¼ÀUÉÆAqÀ ¨sÁtªÀÅ «²µÀ× gÀÆ¥ÀPÀzÀ 

¥ÀæPÁgÀªÁUÀzÉ.  “pÉhrÉiÉå urÉÉåqÉÉåYirÉÉ lÉÉrÉMåülÉ xuÉmÉUuÉ×¨ÉÇ mÉëMüÉzrÉiÉå A§ÉåÌiÉ pÉÉhÉÈ” JA§AvÉ M§â£ÉÃ C©ü£À¬Ä¸ÀÄªÀ F 

gÀÆ¥ÀPÀzÀ°è DPÁ±À¨sÁ¶vÀ JA§ vÀAvÀæ¢AzÀ ¨ÉÃgÉÆ§âgÀ eÉÆvÉ ªÀiÁvÁrzÀAvÉ £Àn¹ PÀxÉAiÀÄ£ÀÄß ªÀÄÄAzÉ 

¸ÁV¸ÀÄvÁÛ£É.   

pÉÉhÉÈ mÉëkÉÉlÉzÉ×…¡ûÉUuÉÏUÉå qÉÑZÉÌlÉuÉÉïWûuÉÉlÉç | LMüÉƒ¡ûÉå SzÉsÉÉxrÉÉ…¡ûÈ mÉëÉrÉÉå sÉÉåMüÉlÉÑUgeÉMüÈ || 

JAzÀÄ £ÁlåzÀ¥Àðt UÀæAxÀzÀ ¢éwÃAiÀÄ «ªÉÃPÀzÀ 81 ±ÉÆèÃPÀªÁV ¨sÁtzÀ ®PÀët«zÉ. eÉÆvÉUÉ F ±ÉÆèÃPÀªÀ£ÀÄß 

« À̧Ûj¸ÀÄvÁÛ - s̈Át JAzÀgÉ ªÀiÁvÀÄ. DzÀÝjAzÀ ªÀiÁvÉÃ ªÀÄÄRåªÁVgÀÄªÀ gÀÆ¥ÀPÀ ¥ÀæPÁgÀ EzÁVzÉ. E°è 

±ÀÈAUÁgÀgÀ¸ÀªÉÃ ¥ÀæzsÁ£ÀªÁVzÀÄÝ, CzÀgÀ CAUÀªÁV ºÁ¸ÀåªÀÇ, «ÃgÀªÀÇ PÁtÄvÀÛzÉ. ºÀvÀÄÛ ¯Á¸ÁåAUÀUÀ¼ÀÄ EgÀ¨ÉÃPÀÄ. 

“¥ÁæAiÉÆÃ É̄ÆÃPÁ£ÀÄgÀAdPÀ:” JAzÀÄ ®PÀët ºÉÃ½gÀÄªÀ°è, d£À¸ÁªÀiÁ£ÀågÀ gÀAd£ÉAiÉÆA¢UÉ gÁdPÀÄªÀiÁgÀjUÉ 

²PÀëtªÀÇ EzÀjAzÀ DUÀ§ºÀÄzÀÄ JAzÀÄ C©ü¥ÁæAiÀÄ«zÉ. E°è zsÀÆvÀð£ÉÃ £ÁAiÀÄPÀ. ¨sÁgÀwÃªÀÈwÛAiÉÄÃ ¥ÀæzsÁ£À. 

PÉÊ²QAiÉÆÃ, ¸ÁvÀééwAiÉÆÃ C®è. E°è «l£ÉÆÃ CxÀªÁ CªÀ£À vÀgÀºÀ EgÀÄªÀªÀ£ÉÃ £ÁAiÀÄPÀ. vÀ£Àß §UÉÎ vÁ£ÉÃ 

ºÉÃ¼ÀÄªÀÅzÀjAzÀ ¥ÉæÃPÀëPÀjUÉ EªÀ£À ¤dgÀÆ¥ÀªÀÅ UÉÆvÁÛVAiÉÄÃ EgÀÄvÀÛzÉ. PÉÃªÀ® M§â£À ZÀÄlÄPÁzÀ, MAzÉÃ CAPÀzÀ 

ªÀiÁvÁVgÀÄªÀÅzÀjAzÀ ̈ sÁtzÀ°è ªÀÄÄR ªÀÄvÀÄÛ ¤ªÀðºÀt JA§ JgÀqÉÃ ̧ ÀA¢üUÀ¼ÀÄ EªÉ. ¥ÀæwªÀÄÄR, UÀ s̈Àð, «ªÀÄ±Àð 

¸ÀA¢üUÀ¼ÀÄ EgÀÄªÀÅ¢®è JA§ «ªÀgÀuÉAiÀÄ£ÀÄß PÁt§ºÀÄzÀÄ.  

s̈ÁtzÀ EwºÁ¸ÀzÀ°è PÀ¥ÀÆðgÀgÀ ZÀjvÀzÀ «±ÉÃµÀvÉ : uÉUÂÍcÉUÏµÉUS¨É: zrÉÉqÉÍsÉMü¶É zÉÔSìMü¶É cÉiuÉÉUÈ | LiÉå pÉÉhÉÉlÉç 

oÉpÉhÉÑÈ MüÉ zÉÌ£üÈ MüÉÍsÉSÉxÉxrÉ || - JAzÀÄ NªÀð «ªÀÄ±ÀðPÀ£ÀÄ ºÉÃ¼ÀÄªÀAvÉ, ªÀgÀgÀÄaAiÀÄÄ ‘G¨sÀAiÀiÁ©ü¸ÀjPÁ’ªÀ£ÀÄß 

(3£ÉÃ ±ÀvÀªÀiÁ£À), ±ÀÆzÀæPÀ£ÀÄ ‘¥ÀzÀä¥Áæ¨sÀÈvÀPÀ’ªÀ£ÀÄß, F±ÀégÀzÀvÀÛ£ÀÄ ‘zsÀÆvÀð«l¸ÀAªÁzÀ’ (11£ÉÃ ±ÀvÀªÀiÁ£À) ªÀÄvÀÄÛ 

±ÁåªÀÄ°ÃPÀ£ÀÄ ‘¥ÁzÀvÁrvÀPÀ’ªÀ£ÀÄß (8£ÉÃ ±ÀvÀªÀiÁ£À) §gÉ¢zÁÝgÉ. EªÀÅUÀ¼À ¥Àj²Ã®£ÉAiÀÄ £ÀAvÀgÀ PÁ½zÁ¸À£À ±ÀQÛ 

J°è PÁtÄªÀÅzÀÄ?” JAzÀÄ PÁ½zÁ¸À£À£ÉßÃ G¥ÉÃQë¸ÀÄvÁÛ£É. F ¥Àæ¹zÀÝªÁzÀ ‘ZÀvÀÄ s̈ÁðtÂ’AiÀÄ £ÀAvÀgÀ ¨sÁtUÀ¼ÀÄ 

gÀZÀ£ÉAiÀiÁzÀzÉÝÃ CµÁÖV E®èªÉ£Àß§ºÀÄzÀÄ. F ¥ÀæPÁgÀzÀ gÀÆ¥ÀPÀªÀ£ÀÄß ¥ÀÄ£À±ÉÑÃvÀ£ÀUÉÆ½¹zÀ ºÉUÀÎ½PÉ ªÀvÀìgÁd£ÀzÀÄÝ. 

vÀzÀ£ÀAvÀgÀ 16£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ C£ÀAvÀgÀªÉÃ ¨sÁtUÀ¼ÀÄ gÀZÀ£ÉAiÀiÁzÀªÀÅ (GzÁ – ªÁªÀÄ£À¨sÀlÖ¨Át£À 

±ÀÈAUÁgÀ¨sÀÆµÀt ¨sÁt).  
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¸ÀA¥ÀÆtð ¨sÁt ¸Á»vÀåzÀ ¸À«ÄÃPÉë ªÀiÁrzÁUÀ, ªÀvÀìgÁd£À F ¨sÁtzÀ ªÉÊ²µÀÖUÀ¼ÀÄ ºÀ®ªÁgÀÄ. ErAiÀÄ ¥À²ÑªÀÄ 

¨sÁgÀvÀzÀ°è zÉÆgÉvÀ JgÀqÉÃ ¨sÁtUÀ¼À°è EªÀ£ÀzÀÄÝ MAzÁVzÉ. 34 ±ÉÆèÃPÀUÀ¼À£ÀÄß ºÉÆA¢zÀÄÝ, EzÉÃ CvÀåAvÀ ¸ÀtÚ 

UÁvÀæzÀ ̈ sÁtªÁVzÉ. ̧ ÁªÀiÁ£ÀåªÁV ̈ sÁtUÀ¼ÀÄ §ºÀÄ C²èÃ®ªÁVzÀÝgÉ, EªÀ£À ̈ sÁtªÀÅ vÀ¢égÀÄzÀÞªÁV ̧ ÀgÀ̧ ÀªÁVzÀÄÝ, 

¸ÀAvÉÆÃµÀ PÉÆqÀÄªÀÅzÁVzÉ.  

 

PÀxÁ£ÀPÀ: PÀ¥ÀÆðgÀZÀjvÀzÀ PÀxÁ¨sÁUÀzÀ°è PÀ¥ÀÆðgÀPÀ JA§ «l£ÀÄ dÆf£À°è vÀ£Àß J¯Áè ºÀtªÀ£ÀÄß 

PÀ¼ÉzÀÄPÉÆAqÀgÀÆ, «¯Á À̧ªÀw JA§ ªÉÃ±ÉåAiÀÄ£ÀÄß ¦æÃw¸ÀÄvÁÛ£É. ¥Àæ¸ÁÛªÀ£ÀzÀ°èAiÉÄÃ ªÀÄÄzÁæ®APÁgÀ¢AzÀ1 ̧ ÀÆPÀë÷äªÁV 

±ÉèÃµÀ¢AzÀ PÀ«AiÀÄÄ ¥ÁvÀæ¥ÀjZÀAiÀÄªÀ£ÀÄß ªÀiÁqÀÄvÁÛ£É (±ÉÆèÃPÀ 4). 

¸ÀÆvÀæzsÁgÀ£ÀÄ £ÁA¢AiÀÄ2 £ÀAvÀgÀ, £ÁlPÀzÀ ºÉ¸ÀgÀÄ, PÀvÀÈð«£À ºÉ¸ÀgÀÄ, AiÀiÁªÀ ¸À¤ßªÉÃ±ÀzÀ°è EzÀgÀ ¥Àæ À̧ÄÛw, 

EvÁå¢UÀ¼À£ÀÄß w½¸ÀÄvÁÛ£É. EzÀ£ÉßÃ ¥ÀægÉÆÃZÀ£À3 JAzÀÄ £Álå±Á À̧ÛçzÀ°è w½¸À̄ ÁVzÉ (5, 29). 

PÀ¥ÀÆðgÀPÀ£ÀÄ PÁ®à¤PÀªÁV vÀ£Àß E§âgÀÄ UÉ¼ÉAiÀÄgÉÆA¢UÉ vÀ£Àß PÀxÉAiÀÄ£ÀÄß ºÉÃ½PÉÆ¼ÀÄîvÁÛ£É. ¸ÁªÀiÁ£ÀåªÁV 

¨sÁtUÀ¼À°è ¹ÛçÃAiÀÄgÉÆA¢UÉ ¸ÀAªÁzÀ«zÀÝgÉ, E°è PÁ®à¤PÀ ¥ÀÄgÀÄµÀjzÁÝgÉ. CªÀgÉÃ ZÀAzÀ£ÀPÀ ªÀÄvÀÄÛ «gÉÆÃzsÀPÀ. 

PÀ¥ÀÆðgÀPÀ£ÀÄ ªÀÄAfÃgÀPÀ£À ̧ ÉÆÃzÀgÀ£ÁzÀ ¤¥ÀÄtPÀ£ÀAvÉ C©ü£À¬Ä¹, ªÀÄAfÃgÀPÀ£À §½ ºÉÆÃUÀÄvÁÛ£É. ªÀÄAfÃgÀPÀ£ÀÄ 

¹jªÀAvÀ «l£ÁVzÀÄÝ, «¯Á¸ÀªÀwAiÀÄ£ÀÄß ¦æÃw¸ÀÄvÁÛ£É. DzÀgÉ PÀ¥ÀÆðgÀPÀ ªÀÄvÀÄÛ «¯Á¸ÀªÀwAiÀÄgÀÄ ¥ÀgÀ̧ ÀàgÀ 

¦æÃw¸ÀÄwÛgÀÄvÁÛgÉ. PÉÆ£ÉAiÀÄ°è PÀ¥ÀÆðgÀPÀ£ÀÄ ªÀÄAfÃgÀPÀ£À£ÀÄß ªÀAa¹ CªÀ£À£ÀÄß ¸ÉgÉ»r¸ÀÄvÁÛ£É. 

PÀ¥ÀÆðgÀPÀ£ÀÄ, ºÀgÀzÀvÀÛ JA§ ªÀÄvÉÆÛ§â zsÀÆvÀð£À£ÀÆß vÀ£Àß §Ä¢Þ±ÀQÛ¬ÄAzÀ §A¢üvÀ£À£ÁßV ªÀiÁr¸ÀÄvÁÛ£É. 

«¯Á¸ÀªÀw ªÀÄvÀÄÛ CªÀ¼À vÁ¬Ä PÀ̄ ÁªÀwAiÀÄgÀ ªÀÄzsÉå ªÉÊªÀÄ£À¸Àå GAmÁUÀÄªÀAvÁV, PÀ̄ ÁªÀwAiÀÄÄ ªÀÄ£ÉAiÀÄ£ÀÄß 

vÉÆgÉzÀÄ, PÉÆ£ÉUÉ PÀ¥ÀÆðgÀPÀ ªÀÄvÀÄÛ «¯Á¸ÀªÀwAiÀÄgÀÄ ¸ÀªÀÄÈ¢Þ¬ÄAzÀ ¨Á¼ÀÄªÀAvÉ DUÀÄvÀÛzÉ. 

 

«±ÉèÃµÀuÉ : F ¨sÁtªÀÅ £Álå±Á¸ÀÛçzÀ ºÀ®ªÁgÀÄ CA±ÀUÀ¼À£ÀÄß ºÁUÀÆ PÉ®ªÉqÉ ªÀåvÁå¸ÀUÀ¼À£ÀÆß ºÉÆA¢zÉ. 

¨sÀgÀvÀ£À ¥ÀæPÁgÀ MAzÉÃ ¢£ÀzÀ ZÀlÄªÀnPÉUÀ¼À£ÀÄß vÉÆÃj¸À̈ ÉÃPÀÄ. CzÉÃ F ¨sÁtzÀ°è JgÀqÀÄ ªÀÄÆgÀÄ ¢£ÀUÀ¼À 

QæAiÀiÁPÀ¯Á¥ÀUÀ¼À£ÀÄß w½¹zÁÝgÉ. 

 
1 AÉÎcNû± xÉ±È mÉëÌiÉlÉÉrÉMüxrÉ | cÉlSìxrÉ qÉlSmÉëÌiÉpÉxrÉ sÉ¤qÉÏqÉç || 

iÉÉÇ zÉÇpÉsÉÏÇ UÉÌ§ÉqÉmÉÉxrÉ SÕUå | kÉÔiÉÉåï UÌuÉ±Éæ aÉÍhÉMüÉqÉÑmÉæÌiÉ || 
E°è ¨É¼ÀUÁUÀÄwÛzÉ JAzÀÄ ºÉÃ¼ÀÄªÀÅzÀ£ÀÄß PÀ«AiÀÄÄ ZÀªÀÄvÁÌgÀªÁV, ¥Àæw£ÁAiÀÄPÀ£ÁzÀ ZÀAzÀæ£À£ÀÄß zÀÆgÀ ªÀiÁr, zsÀÆvÀð£ÁzÀ 
gÀ«AiÀÄÄ DPÁ±ÀªÉA§ ªÉÃ±ÉåAiÀÄ §½UÉ ºÉÆÃUÀÄvÁÛ£É JA§ PÀxÁA±ÀªÀ£ÀÄß w½ À̧ÄvÁÛ£É. 
2 iÉ§É mÉÔuÉïÇ mÉÔuÉïU…¡ûÈ xÉpÉÉmÉÔeÉ iÉiÉÈ mÉUqÉç | MüjÉlÉÇ MüÌuÉ xÉÇ¥ÉÉSålÉÉïOûMüxrÉÉmrÉjÉÉqÉÑZÉqÉç || xÉÉ. S.6,21 

£ÁlPÀzÀ ¥ÀÆªÀðzÀ°è «WÀß£Á±ÀPÉÌ ªÀiÁqÀÄªÀ ¥ÁæxÀð£É ¥ÀÆªÀðgÀAUÀ. EzÀgÀ¯ÉèÃ iÉjÉÉmrÉuÉzrÉÇ MüiÉïurÉÉ lÉÉlSÏ ÌuÉblÉÉåmÉzÉÉliÉrÉå | 
JAzÀÄ £ÁA¢AiÀÄ C¤ªÁAiÀÄðvÉAiÀÄ£ÀÄß w½¹zÁÝgÉ. £ÁA¢AiÀÄ ¥ÀzÀåzÀ°è ªÀÄAUÀ¼À zÀæªÀåUÀ¼ÁzÀ ±ÀAR, ZÀAzÀæ, PÀªÀÄ®, ZÀPÀæªÁPÀ 
ªÀÄÄAvÁzÀªÀ£ÀÄß G¥ÀAiÉÆÃV À̧¨ÉÃPÀÄ. £ÁA¢AiÀÄ£ÀÄß PÀ«AiÉÄÃ ªÀiÁr, £ÀAvÀgÀ ¸ÀÆvÀæzsÁgÀ£ÀÄ ¥ÀæªÉÃ² À̧ÄvÁÛ£É. CxÀªÁ 
£ÁA¢AiÀÄ£ÀÄß ¸ÀÆvÀæzsÁgÀ£ÀÄ ªÀiÁr, C£ÀAvÀgÀ £ÁlPÀªÀ£ÀÄß DgÀA©ü¸ÀÄvÁÛ£É. 
3 A…¡ûÉlrÉ§ÉÉålqÉÑZÉÏMüÉUÈ mÉëzÉÇxÉÉiÉÈ mÉëUÉåcÉlÉÉ (xÉÉ. S. 6.30)-   gÁd, £Àl, À̧¨sÁ À̧zÀgÀ ¥Àæ±ÀA Ȩ́¬ÄAzÀ d£ÀgÀ UÀªÀÄ£ÀªÀ£ÀÄß 
£ÁlPÀzÀ PÀqÉUÉ ¸É¼ÉAiÀÄÄªÀÅzÀÄ ¥ÀægÉÆÃZÀ£Á.  



69  Shodha vijaya 
 

¥Àæ¸ÁÛªÀ£ÉAiÀÄ°è1 JgÀqÀÄ £ÁA¢±ÉÆèÃPÀUÀ¼ÀÄ, ¸ÀÆvÀæzsÁgÀ£À ¥ÀæªÉÃ±À, DPÁ±À¨sÁ¶vÀ¢AzÀ vÀ£Àß ¸ÉßÃ»vÀ£ÉÆA¢UÉ 

¸ÀA¨sÁµÀuÉ, PÉÆ£ÉUÉ «l£ÁzÀ PÀ¥ÀÆðgÀPÀ£À ¥ÀæªÉÃ±À. EzÀÄ ¸ÀA¸ÀÌöÈvÀ ªÀÄvÀÄÛ ¥ÁæPÀÈvÀUÀ¼À ¥ÀæAiÉÆÃUÀ«gÀÄªÀ ªÉÆzÀ® 

¨sÁtªÁVzÉ. PÀqÉAiÀÄ°è ¨sÀgÀvÀªÁPÀå«zÀÄÝ, ¤ªÀðºÀt¸ÀA¢üAiÀÄ°è PÁªÀå À̧AºÁgÀ (ªÀgÀzÁ£À) ªÀÄvÀÄÛ ¥Àæ±À¹Û (zÉÃ±ÀPÉÌ 

ªÀÄvÀÄÛ gÁd¤UÉ ±ÀÄ s̈ÀPÁªÀÄ£ÉUÀ¼À£ÀÄß PÉÆÃgÀÄªÀÅzÀÄ) PÀAqÀÄ§gÀÄvÀÛzÉ. £Álå±Á À̧ÛçzÀ “DvÀä£ÀÄ¨sÀÆvÀ±ÀA¹ “(18, 108) 

JA§ CA±ÀªÀÅ ºÉÃ¼ÀÄªÀAvÉ, PÀ«AiÀÄÄ vÀ£Àß ªÉÊAiÀÄQÛPÀ C£ÀÄ s̈ÀªÀUÀ¼À£ÀÄß F ¨sÁtzÀ°è ºÉÃ½PÉÆ¼ÀÄîvÁÛ£É. 

¨sÀgÀvÀ£ÀÄ ºÀvÀÄÛ ¯Á¸ÁåAUÀUÀ¼À£ÀÄß ºÉÃ½zÀÄÝ, CªÀÅ «£ÀÆvÀ£ÀªÁVgÀ¨ÉÃPÀÄ ªÀÄvÀÄÛ CªÀÅ J¯Áè ¥ÀæPÁgÀzÀ gÀÆ¥ÀPÀUÀ¼À®Æè 

EgÀ§ºÀÄzÀÄ JAzÀÄ w½¹zÁÝ£É. ¨sÁtUÀ¼À°è KPÀªÀåQÛ C©ü£ÀAiÀÄ«gÀÄªÀ PÁgÀt, F ¯Á¸ÁåAUÀUÀ¼À£ÀÄß vÀgÀÄªÀÅzÀÄ PÀµÀÖ. 

DzÀgÀÆ ªÉÆzÀ® ¨ÁjUÉ ªÀvÀìgÁd£ÉÃ ¨sÁtzÀ°è 4 ¯Á¸ÁåAUÀUÀ¼À£ÀÄß ¥ÀjZÀ¬Ä¹zÁÝ£É. CªÀÅ:  

• ¹ÜvÀ¥ÁoÀå (±ÉÆèÃPÀ 10)2 - EzÀgÀ°è vÀÄA¨Á ¨sÁªÀÅPÀ¼ÁV £Á¬ÄPÉAiÀiÁzÀ «¯Á¸ÀªÀwAiÀÄÄ ¥ÁæPÀÈvÀzÀ°è 

ºÁqÀÄvÁÛ¼É. 

• UÉÃAiÀÄ¥ÀzÀ (±ÉÆèÃPÀ 11)3 - “gÀwgÀªÀÄt¦æAiÀÄ “JA§ ºÁqÀ£ÀÄß ªÁzÀå¸À»vÀªÁV «¼Á¸ÀªÀwAiÀÄÄ ºÁqÀÄvÁÛ¼É. 

• ¥ÀÄµÀàUÀArPÁ (±ÉÆèÃPÀ 12)4 - ªÁzÀå, ¸ÀAVÃvÀ ªÀÄvÀÄÛ DAVPÀ C©ü£ÀAiÀÄzÉÆA¢UÉ £Á£Á ªÀÈvÀÛzÀ VÃvÀUÀ¼À 

UÁAiÀÄ£À  

• ¥ÀæZÉÒÃzÀPÀ (±ÉÆèÃPÀ 14)5 - PÉÆÃ¥ÀUÉÆAqÀgÀÆ ¸ÀºÀ ¦æÃw¬ÄAzÀ ¦æAiÀÄvÀªÀÄ£À£ÀÄß D°AV¸ÀÄªÀÅzÀÄ.  

F J¯Áè ¯Á¸ÁåAUÀUÀ¼À£ÀÄß M§â ¥ÀÄgÀÄµÀ ºÉÃUÉ C©ü£À¬Ä¸À§®è JA§ ¥Àæ±Éß PÁqÀÄvÀÛzÉ. §ºÀÄ±ÀB PÀ¥ÀÆðgÀPÀ£ÀÄ 

«¯Á¸ÀªÀwAiÀÄ£ÀÄß ¸Àäj¹, CªÀ¼ÀÄ ªÀiÁrzÀ F J¯Áè QæAiÉÄUÀ¼À£ÀÄß vÁ£ÀÄ C©ü£À¬Ä¹ vÉÆÃj¸ÀÄªÀAvÉ EgÀ§ºÀÄzÀÄ. 

CAzÀgÉ CªÀ¼ÀÄ PÀÆvÀÄ ºÁrzÀAvÉ, ªÁzÀå £ÀÄr¹zÀAvÉ, EªÀ£À ªÉÄÃ¯É PÉÆÃ¥ÀUÉÆAqÀAvÉ-JA©vÁå¢ ̧ À¤ßªÉÃ±ÀUÀ¼À£ÀÄß 

PÀ¥ÀÆðgÀPÀ£ÀÄ C©ü£À¬Ä¹ vÉÆÃgÀÄªÀAxÀ ¸ÁzsÀåvÉ¬ÄzÉ. §ºÀÄ±ÀB EzÉÃ ¥Àæ À̧QÛ¬Ä¢ÝzÀÝgÉ, ¯Á¸ÁåAUÀzÀ C©üªÀåQÛAiÀÄ£ÀÄß 

¥ÀÄgÀÄµÀ£ÉÃ vÉÆÃj¸ÀÄªÀ ªÉÊ²µÀÖ÷åªÀ£ÀÄß ¨sÁtzÀ ®PÀëtPÉÌ ¸ÉÃj¸À§ºÀÄzÀÄ.   

KPÁºÁAiÀiÁð©ü£ÀAiÀÄªÁVzÀÝgÀÆ EzÀgÀ°è ªÀÄÆgÀ£ÉÃ MAzÀÄ ¨sÁUÀ ¥ÁæPÀÈvÀzÀ°èzÉ. PÀ¥ÀÆðgÀPÀ£ÁV, ªÀÄAfÃgÀPÀ£ÁV 

ªÀÄvÀÄÛ AiÀÄPÀë£ÁV CªÀ£ÀÄ ¸ÀA¸ÀÌöÈvÀzÀ°è ªÀiÁvÁrzÀgÉ, ¤¥ÀÄtPÀ, «¯Á¸ÀªÀw, ZÀAzÀ£ÀPÀ ªÀÄvÀÄÛ ªÀiÁAiÀiÁªÀwAiÀÄgÁV 

¥ÁæPÀÈvÀzÀ°è ªÀiÁvÁqÀÄvÁÛ£É. »ÃUÁV, PÀ¥ÀÆðgÀZÀjvÀ ¨sÁtzÀ°è §ºÀÄ¥Á®Ä ªÀiÁvÀÄUÀ¼ÀÄ DPÁ±À¨sÁ¶vÀªÁVgÀÄªÀAxÀ 

¸ÁzsÀåvÉAiÉÄÃ ºÉaÑzÉ. 

 
1 DªÀÄÄR CxÀªÁ ¥Àæ¸ÁÛªÀ£É¬ÄAzÀ ¥Àæ¸ÀÄÛwUÉÆ¼ÀÄîªÀÅzÀ£ÀÄß £Àl E®èªÉÃ «zÀÆµÀPÀ£ÀÄ J®èjUÀÆ w½ À̧ÄvÁÛ£É. 
2 ÎxjÉiÉmÉÉœÇ iÉSÒcrÉiÉå | qÉSlÉÉå¨ÉÉÌmÉiÉÉ rÉ§É mÉPûÌiÉ mÉëÉM×üiÉÇ ÎxjÉiÉÉ || xÉÉ. S. 6,218- CvÀåAvÀ ºÉaÑ£À ¦æÃw¬ÄAzÀ ¥ÁæPÀÈvÀzÀ°è 
PÀÄ½vÀÄ ºÁqÀÄªÀÅzÀÄ. 
3 iÉl§ÉÏpÉÉhQÇû mÉÑUxM×üirÉÉåmÉÌuÉ¹xrÉÉxÉlÉå mÉÑUÈ | zÉÑ®aÉÉlÉÇ aÉårÉmÉSÇ..- D À̧£ÀzÀ°è PÀÄ½vÀÄ ªÁzÀåªÀ£ÀÄß »rzÀÄ ±ÀÄzÀÞªÁzÀ 
UÁ£À«gÀÄªÀÅzÀÄ UÉÃAiÀÄ¥ÀzÀ. 
4 AÉiÉÉå±ÍqÉÍ´ÉiÉÇ aÉårÉÇ NûlSÉÇÍxÉ ÌuÉÌuÉkÉÉÌlÉ cÉ | x§ÉÏmÉÑqxÉrÉÉåÌuÉïmÉrÉÉïxÉcÉåÌ¹iÉÇ mÉÑwmÉaÉÎhQûMüÉ || 217|- ªÀÄÈzÀAUÁ¢ ªÁzÀåUÀ¼ÉÆA¢UÉ 
««zsÀ bÀAzÀ¹ì£À°è UÀzÀå¥ÀzÀåUÀ¼À£ÀÄß ºÁqÀÄªÀÅzÀÄ ªÀÄvÀÄÛ ¥ÀÄgÀÄµÀgÀÄ ¹ÛçÃAiÀÄgÀAvÉ, ¹ÛçÃAiÀÄgÀÄ ¥ÀÄgÀÄµÀgÀAvÉ C©ü£À¬Ä À̧ÄªÀÅzÀÄ 
¥ÀÄµÀàUÀArPÁ. 
5 AlrÉÉxÉ£Çü mÉÌiÉÇ qÉiuÉÉ mÉëåqÉÌuÉcNåûSqÉlrÉÑlÉÉ | uÉÏhÉÉmÉÑU:xÉUÇ aÉÉlÉÇ Îx§ÉrÉÉÈ mÉëcNåûSMüÉå qÉiÉÈ ||218 - É̈ÃgÉAiÀÄªÀ¼À°è D¸ÀPÀÛ£ÁzÀ ¦æAiÀÄ£À 
ªÉÄÃ É̄ PÉÆÃ¥ÀUÉÆAqÀÄ «ÃuÉAiÉÆA¢UÉ ºÁqÀÄªÀ ºÁqÀÄ. 



70  Shodha vijaya 
 

¨sÁtzÀ ¥Àæ¸ÁÛªÀ£ÉAiÀÄÄ À̧A¸ÀÌöÈvÀ ªÀÄvÀÄÛ ¥ÁæPÀÈvÀUÀ¼À£ÉÆß¼ÀUÉÆArzÀÄÝ, PÁªÀå¸ÀAºÁgÀ ªÀÄvÀÄÛ ¥Àæ±À¹ÛUÀ¼ÀÄ¼Àî ¨sÀgÀvÀªÁPÀå 

ªÀÄÄAvÁzÀ J¯Áè CA±ÀUÀ½ªÉ. MAzÉÃ PÀxÁªÀ¸ÀÄÛªÀÅ¼Àî, ¨ÉÃgÉ d£ÀgÀ CxÀªÁ ¨ÉÃgÉ ¸ÀAUÀwUÀ¼À£ÀÄß ºÉÆAzÀzÀ, 

DvÀä£ÀÄ s̈ÀÆvÀ±ÀA¸À£ÀªÀÅ¼Àî, JgÀqÀÄ ªÀÄÆgÀÄ ¢£ÀUÀ¼À WÀl£ÉUÀ¼ÀÄ¼Àî, £Á®ÄÌ ¯Á¸ÁåAUÀUÀ¼ÀÄ¼Àî, DPÁ±À¨sÁ¶vÀzÀ°è ¨ÉÃgÉ 

¥ÁvÀæUÀ¼ÀÄ¼Àî, ¥ÁæPÀÈvÀ̈ sÁµÉAiÀÄ£ÀÆß M¼ÀUÉÆAqÀ KPÉÊPÀ ¨sÁtªÁVzÉ. ªÉÄÃ¯ÁV ¨sÁtUÀ¼À̄ ÉèÃ CvÀåAvÀ aPÀÌzÁzÀ ªÀÄvÀÄÛ 

CvÀÄåvÀÛªÀÄªÁzÀ ¨sÁtªÁVzÉ. MA§vÀÄÛ bÀAzÀ¹ì£À ¥ÀzÀåUÀ¼ÀÄ¼Àî, ±À¨ÁÝ®APÁgÀ-CxÁð®APÁgÀUÀ¼ÀÄ¼Àî F ¨sÁtªÀÅ 

ªÀÄÄzÀªÀ£ÀÄtÂ¸ÀÄvÀÛzÉ. 

 

ºÁ¸ÀåZÀÆqÁªÀÄtÂ - ¥ÀæºÀ¸À£À 

®PÀët«ZÁgÀ:        

mÉëWûxÉlÉqÉÌmÉ ÌuÉ¥ÉårÉÇ Ì²ÌuÉkÉÇ zÉÑ®Ç iÉjÉÉ xÉÇMüÐhÉïqÉç |  

pÉaÉuÉ¨ÉÉmÉxÉÌuÉmÉëæUlrÉæUÌmÉ WûÉxrÉuÉÉSxÉqoÉ®qÉç | MüÉmÉÑÂwÉxÉÇmÉërÉÑ£Çü mÉËUWûÉxÉÉpÉÉwÉhÉmÉëÉrÉqÉç ||103 || 

AÌuÉM×üiÉpÉÉwÉÉcÉÉUÇ ÌuÉzÉåwÉpÉÉuÉÉåmÉmÉ³ÉcÉËUiÉmÉSqÉç | ÌlÉrÉiÉaÉÌiÉuÉxiÉÑÌuÉwÉrÉÇ zÉÑ®Ç ¥ÉårÉÇ mÉëWûxÉlÉÇ iÉÑ ||104|| 

(£Álå±Á À̧Ûç, 18£ÉÃ CzsÁåAiÀÄ) 

¨sÀgÀvÀªÀÄÄ¤AiÀÄÄ ¥ÀæºÀ¸À£ÀzÀ §UÉÎ w½¸ÀÄvÁÛ- gÀAd£É ªÀÄvÀÄÛ ºÁ¸Àå¥ÀæzsÁ£ÀªÁzÀ F gÀÆ¥ÀPÀ¥ÀæPÁgÀªÀ£ÀÄß JgÀqÀÄ 

«¨sÁUÀUÀ¼À£ÁßV «AUÀr¸ÀÄvÁÛ£É. ªÉÆzÀ®£ÉÃ ¥ÀæPÁgÀªÁzÀ ±ÀÄzÀÞ¥ÀæºÀ¸À£ÀzÀ°è ¨sÁUÀªÀvÀzÀ PÉ®ªÀÅ ¥ÁvÀæUÀ¼ÀÄ, vÁ¥À¸À, 

¨ÁæºÀätgÀÄ, AiÀÄwUÀ¼ÀÄ, ªÁ£À¥Àæ¸ÀÜ UÀÈºÀ¸ÀÜgÀÄ, ±ÁPÀågÀÄ ªÀÄÄAvÁzÀªÀgÀ §UÉÎ G¥ÀºÁ¸À«gÀÄvÀÛzÉ. ºÁUÉAzÀÄ E°è D 

d£ÁAUÀªÀ£ÉßÃ CªÀºÉÃ¼À£À ªÀiÁqÀ¯ÁUÀÄªÀÅ¢®è; §zÀ¯ÁV D ªÀ¸ÀÄÛ- ¥ÁvÀæUÀ¼À°ègÀÄªÀ ¤AzÀ¤ÃAiÀÄ «µÀAiÀÄUÀ¼À §UÉÎ 

«£ÉÆÃzÀ«gÀÄvÀÛzÉ. C¥ÉÃQëvÀ £ÀqÀvÉ, ªÀiÁvÀÄ ªÀÄvÀÄÛ ªÀåªÀºÁgÀªÀÅ J°è PÁtÄªÀÅ¢®èªÉÇÃ C°è ºÁ À̧åªÀ£ÀÄß 

ªÀiÁqÀ§ºÀÄzÀÄ. DzÀgÀÆ EzÀgÀ ̈ sÁµÉAiÀÄ°è C²èÃ®vÉ, «PÀÈw CxÀªÁ C¸ÀvÀå PÀAqÀÄ§gÀÄªÀÅ¢®è. ̈ sÁªÀ¥ÀÆtðªÁVzÀÄÝ, 

MAzÉÃ «µÀAiÀÄzÀ §UÉÎ w½¹zÀgÉ CzÀÄ ±ÀÄzÀÞ ¥ÀæºÀ¸À£ÀªÁUÀÄvÀÛzÉ. EzÀgÀ°è M§â zÀÄµÀÖ£À §UÉÎ ºÁ¸Àå«gÀÄvÀÛzÉ. JgÀqÀ£ÉÃ 

¥ÀæºÀ¸À£À¥ÀæPÁgÀªÁzÀ ¸ÀAQÃtðzÀ¯ÁèzÀgÉÆÃ ªÉÃ±Éå, gÁd, ªÀÄAwæ, PËëjPÀ, CeÁÕ¤UÀ¼ÁzÀ ²PÀëPÀgÀÄ, GzÀÞl ²µÀågÀÄ, 

eÉÆåÃwµÀÌgÀÄ, ªÉÊzÀågÀÄ ªÀÄÄAvÁzÀªÀgÀ ZÀjvÉæAiÀÄÆ §gÀÄvÀÛzÉ. ºÁUÁV C£ÉÃPÀgÀ ZÁjvÀæ÷å«gÀÄªÀÅzÀjAzÀ EzÀÄ 

¸ÀAQÃtð¥ÀæºÀ¸À£ÀªÁUÀÄvÀÛzÉ.  

C©ü£ÀªÀUÀÄ¥ÀÛ£ÀÄ, “¯ÉÆÃPÀªÀåªÀºÁgÀzÀ°è PÀAqÀÄ§gÀÄªÀ ¥Àæ¹zÀÞªÁzÀ «µÀAiÀÄªÀ£ÀÄß, PÀ«AiÀÄÄ PÀxÉUÁV ¹éÃPÀj À̧¨ÉÃPÀÄ. 

GzÁºÀgÀuÉUÉ- ¨ËzÀÞ ©üPÀÄëUÀ¼À ¹ÛçÃ¸ÀAUÀªÀÅ ºÁ¸ÀåzÀ «µÀAiÀÄ, DzÀgÉ CªÀgÀ ZËAiÀÄðªÀÅ ºÁ¸ÀåzÀ «µÀAiÀÄªÀ®è” JA§ 

«ªÀÄ±Éð ªÀiÁqÀÄvÁÛ£É. ±ÀÄzÀÞ ¥ÀæºÀ¸À£ÀªÀÅ ¥ÁæAiÀÄB KPÁAPÀªÁVzÀÝgÉ, À̧AQÃtðªÀÅ ªÉÃ±Éå ªÀÄÄAvÁzÀªÀgÀ 

¥ÁvÀæUÀ½UÀ£ÀÄ¸ÁgÀªÁV C£ÉÃPÁAPÀªÀÇ DUÀ§ºÀÄzÀÄ. ‘ºÁ¸ÀåZÀÆqÁªÀÄtÂ’AiÀÄ°è JgÀqÀÄ CAPÀUÀ½ªÉ.  

£ÁlåzÀ¥ÀðtzÀ°èAiÀÄÆ ¥ÀæºÀ¸À£ÀzÀ §UÉÎ F ªÉÄÃ°£À CA±ÀUÀ¼À£ÀÄß w½¹, CzÀgÉÆA¢UÉ E£ÀßµÀÄÖ ®PÀëtªÀ£ÀÄß 

«ªÀj À̧ÄvÀÛzÉ.  

uÉæqÉÑZrÉMüÉrÉïÇ uÉÏjrÉÌ…¡û ZrÉÉiÉMüÉæsÉÏlÉSqpÉuÉiÉç | WûÉxrÉÉÌ…¡û pÉÉhÉxÉÇkrÉƒ¡û - uÉ×Ì¨É mÉëWûxÉlÉÇ Ì²kÉÉ ||83|| 

“ªÉÊªÀÄÄRåªÉAzÀgÉ §ºÀÄªÀiÁ£À CxÀªÁ UËgÀªÀªÀ£ÀÄß ¤ÃqÀ¢gÀÄªÀÅzÀÄ. ¥ÀæºÀ¸À£ÀzÀ°è zÀÄµÀÖ¥ÁvÀæUÀ¼À C¥ÀªÀiÁ£ÀªÁUÀÄvÀÛzÉ. 
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EzÀjAzÀ d£ÀgÀÄ CªÀgÀ ¸Àé̈ sÁªÀªÀ£ÀÄß CjvÀÄ, ¥ÀÄ£ÀB CªÀgÀ §½ ºÉÆÃUÀÄªÀÅ¢®è. «ÃyÃ gÀÆ¥ÀPÀzÀ CAUÀUÀ¼À£ÀÆß1 

CzÀÄ ºÉÆA¢gÀ¨ÉÃPÀÄ. PË°Ã£À JAzÀgÉ ¥Àæ¹zÀÞªÁzÀ d£ÀgÀ C©ü¥ÁæAiÀÄ. ºÁUÁV ¥Àæ¹zÀÞªÁzÀÄzÀ£ÉßÃ ºÁ¸ÀåPÉÌ 

PÀxÁªÀ¸ÀÄÛªÀ£ÁßV¸À̈ ÉÃPÀÄ. ¨sÁt gÀÆ¥ÀPÀzÀAvÉ E°èAiÀÄÆ ªÀÄÄR ªÀÄvÀÄÛ ¤ªÀðºÀt JA§ JgÀqÉÃ ¸ÀA¢üUÀ½ªÉ. 

¨sÁgÀwÃªÀÈwÛAiÉÄÃ ¥ÀæzsÁ£À. ¥ÁRArUÀ¼À ±ÀÈAUÁgÀªÁzÀÝjAzÀ, ¸Áé¨sÁ«PÀªÁV AiÀÄÄªÀ¥ÁvÀæUÀ¼À°è PÀAqÀÄ§gÀÄªÀ 

PÉÊ²QÃªÀÈwÛUÉ E°è ¥ÁæAiÀÄB CªÀPÁ±À«gÀÄªÀÅ¢®è. ºÁUÁV ¯Á¸ÁåAUÀUÀ¼ÀÆ PÀrªÉÄ EgÀÄvÀÛªÉ” JA§ CA±ÀUÀ¼À£ÀÆß 

¸ÉÃj¸À̄ ÁVzÉ. ¥ÀæºÀ¸À£ÀUÀ¼À£ÀÄß ̈ Á®gÀÄ, ªÀÈzÀÞgÀÄ, ¹ÛçÃAiÀÄgÀÄ ªÀÄÄAvÁzÀªÀgÀÄ £ÉÆÃr C£ÀAvÀgÀ, £ÁlPÀªÀ£ÀÄß £ÉÆÃqÀÄªÀ 

¥ÀjtwAiÀÄ£ÀÄß ¥ÀqÉAiÀÄÄvÁÛgÉ JAzÀÆ À̧ªÀÄyð¸À¯ÁVzÉ.   

F ®PÀëtUÀ½UÉ ºÉÆAzÀÄªÀAvÉ gÀAUÀ¨sÀÆ«ÄAiÀÄ ¥ÀæAiÉÆÃUÀUÀ¼ÀÆ ¸ÁPÀµÀÄÖ EgÀÄªÀÅzÀ£ÀÄß PÁt§ºÀÄzÀÄ. ¸ÀªÀiÁdzÀ¯ÉèÃ 

ºÀÄnÖ ¨É¼ÉzÀÄ, CzÀgÀ ¯ÉÆÃ¥ÀzÉÆÃµÀUÀ¼À£ÀÄß ¸ÀÆPÀë÷äªÁV ºÁ¸ÀåzÀ ªÀÄÆ®PÀ w½ºÉÃ¼ÀÄªÀ ªÀiÁUÀðªÀÅ ¥ÀæºÀ¸À£ÀzÀ°è 

PÀAqÀÄ§gÀÄvÀÛzÉ. £À«gÁzÀ, C²èÃ®ªÀ®èzÀ ºÁ¸Àå¢AzÀ gÁdPÁgÀtÂUÀ½AzÀ À̧A£Áå¹UÀ¼ÀªÀgÉUÀÆ, ªÀÄ£ÉAiÀÄ 

ªÀåªÀºÁgÀ¢AzÀ »rzÀÄ ¸ÁªÀiÁfPÀ ªÀåªÀ¸ÉÜAiÀÄªÀgÉUÀÆ «±ÉèÃ¶¸ÀÄªÀ ¸ÁzsÀ£À ¥ÀæºÀ¸À£ÀªÁVzÉ. ¨sÁgÀvÀzÀ J®è ¥ÁæzÉÃ²PÀ 

¨sÁµÉUÀ¼À°èAiÀÄÆ F gÀÆ¥ÀPÀ¥ÀæPÁgÀªÀÅ PÀAqÀÄ§A¢zÀÄÝ, ¥Á±ÁÑvÀå ̧ Á»vÀåzÀ°èAiÀÄÆ, VæÃPï vÀvÀéeÁÕ¤AiÀiÁzÀ Cj¸ÁÖl¯ï 

PÀÆqÀ PÁ«Är JA§ «zsÀªÁzÀ £ÁlPÀPÉÌ ¨sÀgÀvÀ£ÀAvÉAiÉÄÃ ®PÀëtªÀ£ÀÄß ¤ÃrzÁÝgÉ. F PÁ«Är £ÁlPÀUÀ¼ÉÃ ªÀÄÄAzÉ 

“farce” JA§ £ÁlPÀ ¥ÀæPÁgÀPÉÌ CtÂªÀÅ ªÀiÁrPÉÆnÖvÀÄ. C°èAiÀÄ «zÁéA¸À£ÁzÀ George Meridith (1897) 

JA§ÄªÀ£ÀÄ, “the higher the comedy, the more prominent the part they enjoy in it” JAzÀÄ ¹ÛçÃAiÀÄgÀ 

¥ÀæºÀ¸À£À¦æAiÀÄvÉAiÀÄ£ÀÄß ¸ÀÆa¹zÁÝ£É.2 »ÃUÁV ¥Àæ¥ÀAZÀzÁzÀåAvÀ ºÁ¸Àå/¥ÀæºÀ¸À£ÀzÀ ¸ÁªÀðwæPÀ ¹éÃPÁgÀ ªÀÄvÀÄÛ D¸ÁézÀ 

PÀAqÀÄ§gÀÄvÀÛzÉ. 

s̈ÁgÀwÃAiÀÄ ¥ÀæºÀ¸À£ÀUÀ¼À EwºÁ¸ÀzÀ°è ºÁ¸ÀåZÀÆqÁªÀÄtÂAiÀÄ «±ÉÃµÀvÉ : ¥ÀæºÀ¸À£ÀUÀ¼À ªÀVÃðPÀgÀtªÀ£ÀÄß UÀªÀÄ¤¹, PÉÃªÀ® 

£Á¯ÉÌÃ ¥ÀæºÀ¸À£ÀUÀ¼À£ÀÄß ±ÀÄzÀÞ ¥ÀæºÀ¸À£ÀUÀ¼ÉAzÀÄ «±ÉèÃ¶¸À§ºÀÄzÀÄ JA§ÄzÁV gÁªÀÄgÀvÀßA JA§ «zÁéA¸ÀgÀÄ 

C©ü¥Áæ¬Ä¹zÁÝgÉ3. ¨sÁµÉAiÀÄ ±ÉÊ°, ¥ÁvÀæUÀ¼À ¥ÀjPÀ®à£É, C°è PÀAqÀÄ§gÀÄªÀ C²èÃ®vÉ EvÁå¢UÀ¼À£ÀÄß UÀªÀÄ¤¹ »ÃUÉ 

«AUÀr¸À̄ ÁVzÉ. gÁªÀÄgÀvÀßA CªÀgÀÄ ±Á¸ÀÛçUÀæAxÀUÀ¼À DzsÁgÀzÀ°è ®PÀëtªÀ£ÀÄß ªÀÄvÀÛµÀÄÖ «ªÀj¸ÀÄvÁÛ, PÉÃªÀ® M§â 

ªÀåQÛAiÉÄÃ ªÀÄÄRåªÁVzÀÄÝ, G½zÀ ¥ÁvÀæUÀ¼ÀÄ UËtªÁVzÀÝgÉ, CzÀÄ ±ÀÄzÀÞ ¥ÀæºÀ¸À£À. EzÀgÀ°è ¨sÁµÉAiÀÄÄ 

D²èÃ®ªÁVgÀÄªÀÅ¢®è ªÀÄvÀÄÛ ªÉÊZÁjPÀªÁzÀ ¸ÀA¨sÁµÀuÉ¬ÄAzÀ PÀÆrgÀÄvÀÛzÉ. «Ä±Àæ ¥ÀæºÀ¸À£ÀzÀ°è, C£ÉÃPÀgÀ PÀxÉAiÀÄÄ 

§A¢zÀÄÝ, ¨sÁµÉAiÀÄÄ D²èÃ®ªÁVgÀÄvÀÛzÉ. CzsÀªÀÄ ¥ÁvÀæUÀ¼ÉÃ ºÉZÁÑVgÀÄvÀÛªÉ. ªÉÃ±Éå, eÉÆåÃwµÀ, ªÉÊzÀå, ²PÀëPÀ ªÀÄÄAvÁzÀ 

C£ÉÃPÀgÀ §UÉÎ ºÁ¸Àå«gÀ§ºÀÄzÀÄ. D ¥ÉÊQ ±ÀÄzÀÞ ¥ÀæºÀ¸À£À eÁr£À°è ªÉÆzÀ®£ÉAiÀÄzÁV ªÀÄºÉÃAzÀæ «PÀæªÀÄªÀªÀÄð£À 

‘ªÀÄvÀÛ«¯Á À̧ ¥ÀæºÀ¸À£À’ªÀÅ (7£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ ¥ÀÆªÁðzsÀðzÀ°è) PÀAqÀÄ§gÀÄªÀÅzÀÄ. ¸ÀÄªÀiÁgÀÄ EzÉÃ PÁ®zÉÝÃ DzÀ 

 
1 उद्धात्िकावलगगिे प्रपञ्चत्रिगिे छलम ्| 

वाक्केल्िगधबले गण्डं अवस्िन्न्दि नाललके | असत्प्रलापव्िाहारे मदृवायन ििोदश ||(दशरूपक, 3,12/13)- 
C£ÁåxÀð«gÀÄªÀ ªÀiÁvÀÄ, C£À¥ÉÃQëvÀ WÀl£É, C£ÀªÀ±ÀåPÀ À̧ÄÛw, ªÀÄÆgÀÄ CxÀð PÉÆqÀÄªÀ ªÀiÁvÀÄUÀ¼ÀÄ, ªÉÆÃ¸À, ZÁlÆQÛ, 
¥ÀgÀ¸ÀàgÀ ¸ÀàzsÉð, C¤jÃQëvÀ ªÀiÁvÀÄ, ¥ÀÄ£ÀgïªÁåSÁå£À, MUÀlÄ, C À̧A§zÀÞ ªÀiÁvÀÄ, ºÁ À̧åzÀ ªÀiÁvÀÄ, UÀÄtzÉÆÃµÀUÀ¼À 
«¥ÀAiÀiÁð¸À -EªÉÃ 13 «ÃxÀåAUÀUÀ¼ÀÄ.   
2 Prahasana in Sanskrit literature by S. Ramaratnam,1987. Pages 270. 
3 ibid, Pages 269, 270. 
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¨ÉÆÃzsÁAiÀÄ£À PÀ«AiÀÄ ‘¨sÀUÀªÀzÀdÄÓPÀ’ JA§ÄzÀÄ JgÀqÀ£ÉÃ ±ÀÄzÀÞ¥ÀæºÀ¸À£À. EzÁzÀ ªÉÄÃ¯É, LzÀÄ£ÀÆgÀÄ ªÀµÀðUÀ¼ÁzÀ 

£ÀAvÀgÀ CªÀiÁvÀå ªÀvÀìgÁd£À ‘ºÁ¸ÀåZÀÆqÁªÀÄtÂ’ JA§ÄzÀÄ ªÀÄÆgÀ£ÉÃ ±ÀÄzÀÞ ¥ÀæºÀ¸À£À PÀAqÀÄ§gÀÄvÀÛzÉ. ºÀ¢£ÉAl£ÉÃ 

±ÀvÀªÀiÁ£ÀzÀ PÀ« gÁªÀÄ ¥sÀtÂªÁzÀ CªÀgÀ “ªÀÄzÀ£ÀPÉÃvÀÄZÀjvÀ” JA§ÄzÀÄ £Á®Ì£ÉÃ ±ÀÄzÀÞ ¥ÀæºÀ¸À£ÀªÁVzÉ. »ÃUÁV 

À̧A¸ÀÌöÈvÀ ¸Á»vÀåzÀ°è C£ÉÃPÀ ¥ÀæºÀ¸À£ÀUÀ¼ÀÄ PÀAqÀgÀÆ PÀÆqÀ, £Á¯ÉÌÃ ±ÀÄzÀÞ ¥ÀæºÀ¸À£ÀUÀ¼ÁVªÉ. ¸ÀAQÃtð ¥ÀæºÀ¸À£ÀUÀ¼À£ÀÄß 

UÀªÀÄ¤¹zÁUÀ, PÀ«gÁd ±ÀARzsÀgÀ£ÀÄ ‘®lPÀªÉÄÃ®PÀ’ JA§ ¥ÀæºÀ¸À£ÀªÀ£ÀÄß ºÀ£ÉßgÀqÀ£ÉÃ ±ÀvÀªÀiÁ£ÀzÀ°è gÀa¹zÀ£ÀÄ. 

vÀzÀ£ÀAvÀgÀ eÉÆåÃwjÃ±ÀégÀ£ÀÄ (1275-1324) ‘zsÀÆvÀð¸ÀªÀiÁUÀªÀÄ’ JA§ ¥ÀæºÀ¸À£ÀªÀ£ÀÄß §gÉ¢zÁÝ£É. EzÀgÀ £ÀAvÀgÀ 

ºÀ¢£ÉÃ¼À£ÉAiÀÄ ±ÀvÀªÀÄ£ÀzÀ°èAiÉÄÃ ¥ÀÄ£ÀB ¸ÁªÀÄgÁd ¢ÃQëvÀ£À ‘zsÀÆvÀð£ÀvÀðPÀ’ PÁt¹UÀÄvÀÛzÉ- JA¢zÁÝgÉ. EzÀjAzÀ 

¸ÀA¸ÀÌöÈvÀ ¥ÀæºÀ¸À£ÀUÀ¼À ̧ Á°£À°è ºÁ¸ÀåZÀÆqÁªÀÄtÂ CzsÀåAiÀÄ£ÀAiÉÆÃUÀåªÉ£ÀÄßªÀÅzÀÄ ̧ ÀàµÀÖ¥ÀqÀÄvÀÛzÉ. eÁÕ£ÀgÁ² JA§ PÀ¥Àl 

UÀÄgÀÄªÉÃ E°è £ÁAiÀÄPÀ. CªÀ£À ²µÀå£ÁzÀ PËAr£Àå£ÉÆA¢UÉ d£À¸ÁªÀiÁ£ÀågÀ£ÀÄß £ÀA©¹ ªÉÆÃ¸À ªÀiÁqÀÄªÀÅzÉÃ EªÀ£À 

ªÀÈwÛAiÀiÁVzÉ. »ÃUÉ ¥ÀæzsÁ£À¥ÁvÀæªÀÅ ºÉÃUÉ ºÀtPÁÌV d£ÀgÀ£ÀÄß ªÉÆÃ¸ÀªÀiÁr, ¹ÛçÃAiÀÄ ªÁåªÉÆÃºÀPÉÌ ¹®ÄQ, 

dÆdÄPÉÆÃgÀ¤UÁV «±ÉÃµÀ d¥ÀªÀ£ÀÄß ªÀiÁr, PÉÆ£ÉUÉ ºÁ¸Àå¸ÀàzÀ£ÁUÀÄvÁÛ£É JA§ÄzÉÃ EzÀgÀ EwªÀÈvÀÛ. DzÀÝjAzÀ 

EzÀÄ ±ÀÄzÀÞ ¥ÀæºÀ¸À£À. 

 

PÀxÁ£ÀPÀ: ºÁ¸ÀåZÀÆqÁªÀÄtÂAiÉÄA§ F ¥ÀæºÀ¸À£ÀzÀ°è, eÁÕ£ÀgÁ² JA§ UÀÄgÀÄ«£À §UÉÎ ¥ÀæªÀÄÄRªÁV G¥ÀºÁ¸À«zÉ.  

£ÁA¢AiÀÄ £ÀAvÀgÀ ¸ÀÆvÀæzsÁgÀ£ÀÄ ¥ÀæªÉÃ²¹, vÀ£Àß£ÀÄß vÁ£ÉÃ ¸ÀÆAiÀÄð¤UÉ ºÉÆÃ°¹PÉÆAqÀÄ, ¸ÀÆAiÀÄð£ÀÄ 

C¸ÀÛ«Ä À̧ÄwÛgÀÄªÀAvÉ, vÁ£ÀÆ ªÀÄÄ¦à¤AzÀ FUÀ ̈ ÁqÀÄwÛgÀÄªÀ ªÀAiÀÄ¹ì£À°è £ÁlPÀzÀ°è vÉÆqÀVzÀgÉ  ºÁ¸Áå¸ÀàzÀªÁUÀÄvÀÛzÉ 

JAzÀÄ w½¸ÀÄvÁÛ£É. DUÀ ¥Áj¥Á±ÀéðPÀ£ÀÄ ¥ÀæªÉÃ²¹, gÁd ¥ÀgÀªÀÄ¢ðzÉÃªÀ£À DzÉÃ±ÀzÀAvÉ EAzÀÄ PÀ« ªÀvÀìgÁd£À 

ºÁ¸ÀåZÀÆqÁªÀÄtÂ JA§ £ÁlPÀªÀ£ÀÄß DqÀ¨ÉÃPÉAzÀÄ w½¸ÀÄvÁÛ£É. EzÀjAzÀ ¸ÀAvÉÆÃµÀUÉÆAqÀ ¸ÀÆvÀæzsÁgÀ£ÀÄ,  gÁd  

¥ÀgÀªÀÄ¢ðzÉÃªÀ£À£ÀÄß “gÀÆ¥ÀPÀ-¤gÀÆ¥ÀuÁ-£ÉÊ¥ÀÄuÉÊPÀ¥ÁvÀæA” (gÀÆ¥ÀPÀUÀ¼À ¤gÀÆ¥ÀuÉAiÀÄ £ÉÊ¥ÀÄtåzÀ°è C¢éwÃAiÀÄ£ÀÄ) 

ªÀÄvÀÄÛ “ªÁUÀ¢üzÉÃªÀvÁ s̈ÀUÀªÀw ¥ÀÄA¨sÁªÀªÀÄ¨sÁåUÀvÁ”  ( À̧gÀ̧ ÀéwAiÉÄÃ ¥ÀÄgÀÄµÀvÀéªÀ£ÀÄß ¥ÀqÉzÀÄ §A¢zÁÝ¼É) JAzÀÄ 

ºÉÆUÀ½, J®ègÀÆ ¸ÀeÁÓVgÀ®Ä  £ÁlPÀªÀ£ÀÄß DgÀA©ü À̧§ºÀÄzÀÄ J£ÀÄßvÁÛ£É. £ÉÃ¥ÀxÀåzÀ°è “ZÉÆÃgÀ£ÁzÀ PÀvÀÛ°¤AzÀ 

C¥ÀºÀj¸À®àlÖ vÀ£Àß ¸ÀA¥ÀwÛAiÀÄ£ÀÄß ¥ÀÄ£ÀB ¥ÀqÉAiÀÄ®Ä DPÁ±ÀªÉA§ ®Që÷äAiÀÄÄ ¸ÀÆAiÀÄð£À »AzÉ C£ÀÄ À̧j¸ÀÄvÁÛ¼É” 

JAzÀÄ PÀxÉAiÀÄ ¸ÀÆZÀ£ÉAiÀÄÄ PÉÃ½§gÀÄvÀÛzÉ. EzÀjAzÀ ¥Àæ¸ÁÛªÀ£ÉAiÀÄÄ ¸ÀªÀiÁ¥ÀÛªÁUÀÄvÀÛzÉ.  

£ÁlPÀzÀ ªÀÄÄRå¨sÁUÀzÀ°è, PÀ¥ÀlPÉÃ° JA§ ªÀÄ»¼ÉAiÀÄÄ ¨É¼ÀV£À eÁªÀ JzÀÄÝ, vÁ£ÀÄ ªÀÄ¢gÉAiÀÄ£ÀÄß PÀÄrzÀ PÁgÀt 

gÁwæAiÀÄÄ ¨ÉÃUÀ PÀ¼É¬ÄvÉAzÀÄ ¸ÀAvÉÆÃµÀUÉÆ¼ÀÄîvÁÛ¼É.1 “EªÀ¼À ZËAiÀÄð¢AzÀ ªÀÄ£ÉAiÀÄ°è dUÀ¼À DUÀÄwÛzÉ. EzÀ£ÀÄß 

eÁÕ¤¬ÄAzÀ¯ÉÃ É̈¼ÀQUÉ vÀgÀÄvÉÛÃ£É” JAzÀÄ w½¹, C É̄èÃ À̧«ÄÃ¥ÀzÀ°èzÀÝ fÃuÉÆÃðzÁå£ÀzÀ°è ªÁ¹¸ÀÄwÛzÀÝ eÁÕ£ÀgÁ² 

JA§ UÀÄgÀÄ«£À §½UÉ ºÉÆÃUÀ®Ä ¤zsÀðj¸ÀÄvÁÛ¼É.2 vÀ£Àß ¸ÉÃªÀPÀ£ÁzÀ ªÀÄÄzÀÎgÀPÀ£ÀÄ ¤zÉæ JA§ ºÉtÄÚ ºÁ«¤AzÀ 

PÀZÀÑ®ànÖgÀ®Ä ("oÉÉRû ZÉsÉÑ LwÉ S¹Éå ÌlÉSìÉåUarÉÉ")  F PÀ¥ÀlPÉÃ°AiÀÄÄ CªÀ¤UÉ ªÀÄ¢gÉAiÀÄ£ÀÄß PÉÆlÄÖ J©â¸ÀÄvÁÛ¼É. “vÁªÀÅ 

 
1 F gÀÆ¥ÀPÀzÀ MAzÀÄ ¥ÀÄlªÀÅ ¥ÀÄ¸ÀÛPÀzÀ°è PÁtÄªÀÅ¢®è. ºÁUÉAiÉÄÃ ¥ÁæPÀÈvÀ ªÀiÁvÀÄUÀ½UÉ n¥ÀàtÂAiÀiÁVgÀÄªÀ ¸ÀA À̧ÌöÈvÀ 
bÁAiÉÄAiÀÄÆ MAzÀÄ ¥ÀÄlzÀ°è PÁtÄªÀÅ¢®è. 
2 ¥ÁæAiÀÄB E°è vÀ£Àß ªÀÄUÀ¼ÁzÀ ªÀÄzÀ£À¸ÀÄAzÀj¬ÄAzÀ ZËAiÀÄðªÁ¬ÄvÉAzÀÄ EªÀ¼ÀÄ À̧A±ÀAiÀÄ ¥ÀqÀÄvÁÛ¼ÉAzÀÄ PÁtÄvÀÛzÉ. ¥ÀÄl 
® s̈Àå«®èzÀ PÁgÀt «ªÀgÀ w½zÀÄ§A¢®è.  
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C°èAiÀÄªÀgÉUÀÆ ¸ÀAUÀæ»¹zÀ ºÀtªÀ£Éß¯Áè  PÀ¼ÀîgÀÄ C¥ÀºÀj¹zÀÄÝ, CzÀPÁÌV ºÀÄqÀÄPÉÆÃt” J£ÀÄßvÁÛ¼É. ªÀÄÄzÀÎgÀPÀ£ÉÆÃ 

“CªÀÄä, PÀ¼ÀîvÀ£ÀªÁzÀzÀÝPÉÌ £À£ÀUÉ ̈ ÉÃ¸ÀgÀ«®è. DzÀgÉ ¤£Àß£ÀÆß AiÀiÁgÉÆÃ ªÉÆÃ¸À ªÀiÁqÀ®Ä  ̧ ÁzsÀåªÁ¬ÄvÀÄ” JA§ÄzÀÄ 

«µÁzÀzÀ ¸ÀAUÀw. ‘£À R®Ä CVß: PÉÃ£Á¦ zÀUÀÞ: ±ÀÆæAiÀÄvÉ’ (¨ÉAQAiÀÄ£ÀÄß AiÀiÁjAzÀ®Æ ¸ÀÄqÀ®Ä ¸ÁzsÀå«®èªÀµÉÖ)” 

JAzÀÄ ªÀÄgÀÄUÀÄvÁÛ£É. CªÀ¼ÀÄ PÉÆÃ¥ÀUÉÆAqÀÄ CªÀ¤UÉ ºÉÆqÉAiÀÄÄvÁÛ¼É. ¥ÀæwÃPÁgÀ ªÀiÁqÀ¨ÉÃPÉA§ÄzÀ£ÀÄß ªÀÄ¢gÁ-

ªÀÄºÉÆÃvÀìªÀzÀ°è ªÀÄgÉAiÀÄ É̈ÃPÀÄ JAzÀÄ CªÀ¤UÉ w½¹, E§âgÀÆ GzÁå£ÀPÉÌ §gÀÄvÁÛgÉ. EªÉ̄ Áè ¥ÉæÃPÀëPÀjUÉ 

gÀAdPÀªÁVgÀÄvÀÛzÉ.  

£ÀAvÀgÀ ªÀÄÄzÀÎgÀPÀ£ÀÄ C°ègÀÄªÀ ªÀ¸ÀAvÀªÉÊ s̈ÀªÀªÀ£ÀÄß PÀAqÀÄ, “ªÀ¸ÀAvÀ£ÀÆ PÀ¼Àî£ÀAvÉ PÀÄAzÀ¥ÀÄµÀàzÀ §½î¬ÄAzÀ 

ºÀÆªÀÅUÀ¼À£ÀÄß PÀ¢ÝzÁÝ£É” J£ÀÄßvÁÛ£É. ºÀtªÀ£ÀÄß PÀ¼ÉzÀÄPÉÆAqÀ PÁgÀt, vÀ£ÀUÉ AiÀiÁªÀ ªÀ¸ÀAvÀ£ÀÆ PÁtÄwÛ®è JAzÀÄ 

PÀ¥ÀlPÉÃ°AiÀÄÄ zÀÄ:T À̧ÄvÁÛ¼É. ªÀÄÄzÀÎgÀPÀ¤UÉ  ‘eÁÕ£ÀgÁ²’ JA§ À̧A£Áå¹AiÀÄ£ÀÄß ºÀÄqÀÄPÀ®Ä w½¸ÀÄvÁÛ¼É.  

EvÀÛ ªÀÄoÀzÀ ¥Àj¸ÀgÀzÀ°è eÁÕ£ÀgÁ² JA§ À̧A£Áå¹AiÀÄÄ vÀ£Àß ²µÀå£ÁzÀ PËAr£Àå¤UÉ CzsÁå¥À£À ªÀiÁqÀÄwÛgÀÄªÀ zÀÈ±Àå. 

E°è wÃgÀ ªÀÄAzÀªÀÄwAiÀiÁzÀ ²µÀå£ÀÄ ºÉÃUÉ «zÉåAiÀÄ£ÀÄß PÀ̄ ÉAiÀÄÄvÁÛ£É JAzÀÄ PÀ«AiÀÄÄ ¤gÀÆ¦¹zÁÝ£É. ªÉÆzÀ®Ä 

CªÀ£ÀÄ UÀÄgÀÄªÀ£ÀÄß ‘eÁÕ£ÀgÁ²’ JAzÉÃ ºÉ¸ÀgÀ£ÀÄß ºÉÃ½ PÀgÉAiÀÄÄvÁÛ£É. CzÀPÉÌ UÀÄgÀÄªÀÅ ¤A¢¸À®Ä, “ºÁUÁzÀgÉ 

UÀÄgÀÄªÁzÀ (¨sÁgÀªÁzÀ) ¥ÀªÀðvÀUÀ¼À£ÀÄß ºÉÃUÉ ºÉ¸Àj¸À§ºÀÄzÀÄ” J£ÀÄßvÁÛ£É. “JgÀqÀÆ ±ÉÆèÃPÀUÀ¼ÀÄ 

PÀAoÀUÀvÀªÁVªÉAiÀiÁ” JAzÀÄ UÀÄgÀÄªÀÅ ¥Àæ²ß¸À®Ä, ”GzÀgÀUÀvÀªÁVªÉ” JAzÀÄ GvÀÛj¸ÀÄvÁÛ£É .”zsÉåÃAiÉÆÃ £ÁgÁAiÀÄt: 

¸ÀzÁ” JA§ÄzÀPÉÌ “zsÉåÃAiÉÆÃ £ÁjÃd£À: ¸ÀzÁ” JAzÀÆ, “£ÀªÀÄ¸ÉÛ ¥ÀÄAqÀjÃPÁPÀë“ JA§ÄzÀPÉÌ ”£ÀªÀÄ¸ÉÛ 

¥ÁAqÀÄgÉÊPÁPÀë” JAzÀÄ UÀÄgÀÄªÀ£ÉßÃ G¥ÀºÁ¸À ªÀiÁqÀÄªÀ jÃw  ±ÉÆèÃPÀUÀ¼À£ÀÄß ºÉÃ¼ÀÄvÁÛ£É. ¥ÀÄ£ÀB UÀÄgÀÄªÀÅ CªÀ£À£ÀÄß 

¨ÉÊzÀÄ, ºÉÆqÉAiÀÄ®Ä ºÉÆÃzÁUÀ, “UÀÄgÀÄªÀ£ÀÆß «ÄÃj¸ÀÄªÀ ²µÀå£ÀÄ £Á£ÁzÀÝjAzÀ £À£Àß£ÀÄß ¤ÃªÀÅ ¸À»¸ÀÄwÛ®è. £Á£ÀÄ 

ºÉÆgÀqÀÄvÉÛÃ£É” JAzÀÄ ¥ÀævÀÄåvÀÛgÀ ¤ÃqÀÄvÁÛ£É PËAr£Àå. PÉÆ£ÉUÉ, “¤dªÁUÀ®Æ £À£Àß£ÀÄß CjvÀªÀ£ÀÄ EªÀ£ÀÄ” JAzÀÄ 

UÀÄgÀÄªÉÃ UÀæ»¹, CªÀ£À£ÀÄß ¸ÀªÀiÁzsÁ£À ªÀiÁr, ¥ÀÄ£ÀB ¥ÁoÀªÀ£ÀÄß ºÉÃ¼ÀÄvÁÛ£É. »ÃUÉÆAzÀÄ ¥ÀæºÀ¸À£ÀzÀ°è 

ºÁ¸ÀåªÀÄAiÀÄªÁzÀ zÀÈ±ÀåªÀÅ PÁtÄvÀÛzÉ. ¸ÀjAiÀiÁV eÁÕ£À«®èzÀªÀ£ÀÄ eÁÕ£ÀgÁ² JA§ ºÉ¸ÀgÀ£ÀÄß ºÉÆA¢zÀÝ£ÀÄ, CªÀ£ÀÄ 

PÀ¥Àl «zÉåUÀ¼À£ÉßÃ CjwzÀÝ£ÉAzÀÆ, UÀÄgÀÄ«£À §AqÀªÁ¼À«®èzÀ §qÁ¬ÄAiÀÄ£ÀÄß ²µÀå£ÀÄ CjwzÀÝ£ÉAzÀÄ ¥ÉæÃPÀëPÀjUÉ 

w½AiÀÄÄvÀÛzÉ.  

UÀÄgÀÄ²µÀågÀ ¸ÀAªÁzÀzÀ°è PËAr£Àå£ÀÄ “F ±ÉÆèÃPÀUÀ¼É®è PÀpt, £À£ÀUÉ ¨ÉÃgÉAiÀÄªÀgÀ ºÀtªÀÅ ¸Áé¢üÃ£ÀªÁUÀÄªÀ 

‘PÉÃªÀ°Ã«zÉåAiÀÄ£ÀÄß’ ¨ÉÆÃ¢ü¹ JAzÀÄ PÉÃ½PÉÆ¼ÀÄîvÁÛ£É. “D «zÉåAiÀÄÄ ±ÉæÃAiÀÄ À̧ÌgÀªÀ®è, CzÀÄ PÀÄ®PÉÌ 

±ÀvÀÄæ¥ÁæAiÀÄªÁzÀzÀÄÝ” JAzÀÄ ²µÀå¤UÉ w½¹zÀgÀÆ, ªÀÄ£À¹ì£À°è “¤Ã£ÀÄ CzÀ£ÀÄß PÀ°AiÀÄ®Ä AiÉÆÃUÀå£À®è”  JAzÀÄ 

UÀÄgÀÄªÀÅ £ÀUÀÄªÀ£ÀÄ. DzÀgÀÆ “AiÀiÁgÀÄ zsÀ£ÀzÀ «µÀAiÀÄ PÉÃ¼ÀÄªÀgÉÆÃ, CªÀgÀ ¥Àæ±ÉßAiÀÄ¯ÉèÃ GvÀÛgÀ ºÀÄqÀÄPÀ¨ÉÃPÀÄ. 

K£ÁzÀgÀÆ PÁAiÀÄðªÀÅ ¹¢Þ¹zÀgÉ, £Á£ÀÄ CzÀ£ÀÄß ªÀÄÄAavÀªÁUÉÃ w½¹zÉÝ C£Àß¨ÉÃPÀÄ. ªÀÈxÁ ºÉZÀÄÑ ºÉZÁÑV ¸ÁQëUÀ¼À 

§UÉÎ ºÉÃ¼À̈ ÉÃPÀÄ. ¤ÃªÉÃ ¸ÀjAiÀiÁV ¥Àæ±ÉßAiÀÄ£ÀÄß PÉÃ½®è. ¤ªÀÄä zÉÆÃµÀ¢AzÀ¯ÉÃ EzÀÄ ¥sÀ°¹®è CxÀªÁ s̈ÀæªÉÄUÉ 

M¼ÀUÁzÉ.” »ÃUÉ F PÉÃªÀ°Ã«zÉå ¨ÁgÀ¢zÀÝgÀÆ d£ÀgÀ£ÀÄß ªÀAa À̧§ºÀÄzÀÄ JAzÀÄ UÀÄgÀÄªÀÅ G¥ÀzÉÃ±À ¤ÃqÀÄªÀ£ÀÄ. 

CµÀÖgÀ°è, PÀ¥ÀlPÉÃ°Ã ªÀÄvÀÄÛ ªÀÄÄzÀÎgÀPÀ C°èUÉ §gÀ®Ä, UÀÄgÀÄªÀÅ vÀPÀët vÀ£Àß ¹¢ÞUÀ¼À §UÉÎ ºÉÆUÀ½PÉÆAqÀÄ, “vÁ£ÀÄ 

AiÀiÁgÀzÁÝzÀgÀÆ PÀ¼ÉzÀÄºÉÆÃzÀ ºÀtªÀ£ÀÄß CªÀjUÉ vÀ®Ä¦¸ÀÄvÉÛÃ£É” J£ÀÄßvÁÛ£É.  
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EzÀ£ÀÄß PÉÃ½ ¸ÀAvÀÄµÀÖUÉÆAqÀ PÀ¥ÀlPÉÃ°AiÀÄÄ vÀ£Àß PÀ¼ÉzÀÄºÉÆÃzÀzÀzÀÝ£ÀÄß EªÀ£ÀÄ w½¸À¨ÉÃPÉAzÀÄ PÉÆÃgÀÄªÀ¼ÀÄ. 

eÁÕ£ÀgÁ²AiÀÄÄ AiÀiÁªÀÅzÉÆÃ UÀæAxÀªÀ£ÀÄß vÀgÀÄªÀAvÉ ²µÀå¤UÉ DeÁÕ¦ À̧ÄvÁÛ£É. UÀÄgÀÄ«VAvÀ ZÁuÁPÀë£ÁzÀ ²µÀå£ÀÄ, 

CzÀ£ÀÄß ¸ÀÄªÀtð ªÀÄvÀÄÛ gÀvÀßUÀ½AzÀ¯ÉÃ ¥ÀÆf¸À É̈ÃPÉAzÀÄ ªÀÄÄzÀÎgÀPÀ¤UÉ w½¹, CªÀ£À GAUÀÄgÀªÀ£ÀÄß 

vÉUÉzÀÄPÉÆ¼ÀÄîvÁÛ£É. UÀÄgÀÄªÀÅ UÀæAxÀªÀ£ÀÄß N¢zÀAvÉ C©ü£À¬Ä¹, ¸ÀÄ¼ÁîV UÀæºÀ£ÀPÀëvÀæUÀ¼À §UÉÎ «ªÀj¹, ºÀtªÀÅ 

¹UÀÄªÀÅzÁV w½¸ÀÄªÀ£ÀÄ. ªÀÄ£ÉAiÀÄªÀgÀ ºÉ¸ÀgÀÄUÀ¼À£Éß¯Áè PÉÃ½, ¨sÀæªÉÄ¬ÄAzÀ “PÀ¥ÀlPÉÃ°AiÉÄÃ PÀ½î” J£ÀÄßvÁÛ£É. 

ºÀtªÀ£ÀÄß PÀ¼ÉzÀÄPÉÆArzÀÝªÀ¼À ºÉ¸ÀgÉÃ PÀ¥ÀlPÉÃ° JAzÀÄ CjªÁzÀ ªÉÄÃ¯É, vÀ£Àß vÀ¥Àà£ÀÄß ªÀÄÄaÑPÉÆ¼Àî®Ä, 

¨ÉÃgÉAiÀÄªÀjUÉ ¸ÀA±ÀAiÀÄ §j¸À®Ä vÁ£ÀÄ ºÁUÉ ºÉÃ½zÉ£ÉAzÀÄ w½¹ PÀ¥ÀlPÉÃ°, ªÀÄÄzÀÎgÀgÀ£ÀÆß ªÀÄ£ÉUÉ PÀ¼ÀÄ»¸ÀÄvÁÛ£É.  

GzÁå£ÀzÀ ¥Àj¸ÀgÀzÀ JgÀqÀ£ÉÃ CAPÀzÀ°è, GAUÀÄgÀªÀ£ÀÄß ¸ÀAvÉÆÃµÀ¢AzÀ zsÀj¹zÀ ªÉÄÃ¯É, UÀÄgÀÄªÀÅ, AiÀiÁgÉÆÃ 

PÀ̄ ÁPÀgÀAqÀPÀ JA§ dÆdÄPÉÆÃgÀ£ÀÄ EªÀ¤UÉ d¥ÀªÀ£ÀÄß ªÀiÁqÀ®Ä w½¹gÀÄªÀÅzÀ£ÀÄß ¸Àäj¹PÉÆ¼ÀÄîvÁÛ£É. D 

PÀ̄ ÁPÀgÀAqÀPÀ£ÀÄ dÆf£À°è J®èªÀ£ÀÆß PÀ¼ÉzÀÄPÉÆArgÀÄvÁÛ£É. DzÀgÉ ªÀÄzÀ£À¸ÀÄAzÀj JA§ PÀ¥ÀlPÉÃ°AiÀÄ ªÀÄUÀ¼ÁzÀ 

UÀtÂPÉAiÀÄ£ÀÄß ¦æÃw¸ÀÄwÛgÀÄvÁÛ£É. AiÀÄvÁxÀðzÀ°è ªÀÄzÀ£À¸ÀÄAzÀjAiÀÄÄ vÀ£Àß ªÀÄ£É¬ÄAzÀ¯ÉÃ ºÀtªÀ£ÀÄß PÀzÀÄÝ, CzÀ£ÀÄß 

PÀ̄ ÁPÀgÀAqÀPÀ¤UÉ PÀ¼ÀÄ»¹; CªÀ£À ¥ÀæwÃPÉëAiÀÄ°è ªÀÄzÀ£À¸ÀÄAzÀjAiÀÄÄ GzÁå£ÀzÀ°è ¥ÀjvÀ¦ À̧ÄwÛgÀÄvÁÛ¼É. ¥ÁæPÀÈvÀzÀ¯ÉèÃ 

ªÀiÁvÁqÀÄªÀ CªÀ¼ÀÄ, ¸ÀA¸ÀÌöÈvÀzÀ®Æè MAzÀÄ ±ÉÆèÃPÀªÀ£ÀÄß ºÉÃ¼ÀÄvÁÛ¼É (2£ÉÃ CAPÀ, 3£ÉÃ ±ÉÆèÃPÀ). EvÀÛ 

ªÀÄzÀ£À¸ÀÄAzÀjAiÀÄ£ÀÄß £ÉÆÃr, UÀÄgÀÄ«UÉ PÁªÀÄdégÀªÀÅ §AzÀÄ, CªÀ¼À£ÀÄß ªÀ²ÃPÀj¹PÉÆ¼Àî®Ä ªÀÄAvÀæ¥ÀæAiÉÆÃUÀªÀ£ÀÄß 

ªÀiÁqÀÄvÁÛ£É. DzÀgÉ ²µÀå£À C¸ÀÆAiÉÄ ªÀÄvÀÄÛ zÉÆæÃºÀzÀ §Ä¢Þ¬ÄAzÀ ªÀÄzÀ£À¸ÀÄAzÀjAiÀÄÄ DPÀ¶ðvÀ¼ÁUÀzÉ, CªÀ¼À 

vÁ¬ÄAiÀiÁzÀ PÀ¥ÀlPÉÃ°AiÀÄÄ UÀÄgÀÄ«UÉ DPÀ¶ðvÀ¼ÁUÀÄvÁÛ¼É. EzÉÆAzÀÄ ¥ÀjºÁ¸ÀzÀ ¥Àæ À̧AUÀªÁV ¸À©üPÀjUÉ 

D£ÀAzÀªÀ£ÀÄß ¤ÃqÀÄvÀÛzÉ. D ªÀÈzÉÞAiÀÄ ±ÀÈAUÁgÀzÀ C£ÀÄ¨sÁªÀUÀ¼À£ÀÄß DgÀ£ÉÃ ±ÉÆèÃPÀzÀ°è PÀ«AiÀÄÄ ¸ÉÆUÀ¸ÁV 

ªÀtÂð¹zÁÝ£É. UÀÄgÀÄªÀÅ CªÀ½UÉ £ÀªÀÄ¸ÀÌj¹, “CA¨Á” JAzÀÄ ̧ ÀA¨ÉÆÃ¢ü¹zÀgÉ, CªÀ¼ÀÄ “¤vÀå PÁªÀÄ£À£ÀÄß ̧ ÉÃ«¹zÀgÉ, 

PÁªÀÄd£ÀPÀ£ÁzÀ ºÀjAiÀÄÄ ¸ÀAvÉÆÃµÀUÉÆ¼ÀÄîvÁÛ£É” JAzÀÄ CªÀ£À£ÀÄß ¸ÀªÀiÁzsÁ£À ¥Àr¸ÀÄvÁÛ¼É (9£ÉÃ ±ÉÆèÃPÀ). PÀqÉUÉ 

UÀÄgÀÄªÀÅ CªÀ¼À£ÀÄß ºÉÆqÉAiÀÄ®Ä zÀAqÀªÀ£ÀÄß vÉUÉzÀÄPÉÆAqÁUÀ, PÀ¥ÀlPÉÃ°AiÀÄÄ vÀ£Àß ¸ÉÃªÀPÀgÁzÀ PÉÆÃQ® ªÀÄvÀÄÛ 

¥ÁgÁªÀvÀgÀ£ÀÄß PÀgÉAiÀÄÄvÁÛ¼É. CªÀj§âgÀÆ UÀÄgÀÄ«£À PÉÊAiÀÄ°è PÀ¥ÀlPÉÃ°AiÀÄ GAUÀÄgÀªÀ£ÀÄß £ÉÆÃr, EªÀ£À ªÉÄÃ É̄ 

PÉÆÃ¥ÀUÉÆAqÀÄ PÉÆ®è®Ä ºÉÆgÀqÀÄvÁÛgÉ. DzÀgÉ PÀ¥ÀlPÉÃ°AiÀÄ ªÀÄvÀÄÛ PËAr£Àå£À ªÀiÁvÀÄUÀ½AzÀ ¥Àæ s̈Á«vÀgÁV 

UÀÄgÀÄ«£À°è PÀëªÀiÁ¥ÀuÉ PÉÃ¼ÀÄvÁÛgÉ. UÀÄgÀÄªÀÅ CªÀjUÉ ‘¯ÁAUÀ°Ã gÀ¸À’ªÀ£ÀÄß PÉÆlÄÖ, CzÀ£ÀÄß PÀtÂÚUÉ 

¯ÉÃ¦¹PÉÆ¼ÀÄîªÀÅzÀjAzÀ “¤zsÀ£À(¸ÁªÀÅ) CxÀªÁ ¤zsÁ£À(¤¢ü) ¹UÀÄªÀÅzÀÄ” JAzÀÄ w½¸ÀÄvÁÛ£É.  PÉÆÃQ®£ÀÄ “¤zsÀ£À 

ªÀÄvÀÄÛ ¤zsÁ£ÀUÀ¼À ªÀÄzsÉå AiÀiÁªÀÅzÀÄ UÀÄgÀÄ” (¨sÁgÀ, ºÉZÀÄÑ) JAzÀÄ PÉÃ¼À®Ä, eÁÕ£ÀgÁ²AiÀÄÄ eÁtvÀ£À¢AzÀ “¤zsÀ£ÀzÀ°è 

MAzÀÄ ªÀiÁvÉæ CPÀëgÀ PÀrªÉÄ EzÀÝgÀÆ, J®è zÀÄ:RUÀ½UÀÆ ¸ÀªÀiÁzsÁ£À ºÉÃ¼ÀÄªÀ ¤zsÀ£ÀªÉÃ (¸ÁªÉÃ)±ÉæÃµÀ×” JAzÀÄ 

ªÉÃzÁAvÀ ªÀiÁvÁqÀÄvÁÛ£É. CªÀjUÉ®è F CAd£ÀªÀ£ÀÄß ¯ÉÃ¦¹zÀ §½PÀ CzÀÄ «µÀ¢AzÀ PÀÆrzÉÝAzÀÆ, ²µÀå£ÀÄ 

¥ÀæªÀiÁzÀ¢AzÀ vÀAzÀÄPÉÆnÖzÁÝ£É, JAzÀÄ UÀÄgÀÄ«UÉ w½AiÀÄÄvÀÛzÉ. F «µÀAiÀÄ¢AzÀ PÉÆÃ¥ÀUÉÆAqÀ PÉÆÃQ® ªÀÄvÀÄÛ 

¥ÁgÁªÀvÀgÀÄ UÀÄgÀÄ ªÀÄvÀÄÛ ²µÀå -E§âgÀ PÀtÂÚUÀÆ D CAd£ÀªÀ£ÀÄß §¼ÉAiÀÄÄvÁÛgÉ. »ÃUÉ PÀ¥ÀlPÉÃ°AiÀÄ£ÀÆß 

M¼ÀUÉÆAqÀAvÉ J®ègÀÆ CAd£ÀzÀ ¥Àæ s̈ÁªÀ¢AzÀ PÀtÄÚPÁtzÉ M§âgÀ ªÉÄÃ É̄ ªÀÄvÉÆÛ§âgÀÄ ©zÉÝÃ¼ÀÄªÀÅzÀÆ DV, 

¥ÀjºÁ¸ÀzÀ ¥Àæ À̧AUÀªÁUÀÄvÀÛzÉ.  
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PÉÆ£ÉAiÀÄ zÀÈ±ÀåzÀ°è ªÀÄzÀ£À¸ÀÄAzÀj ªÀÄvÀÄÛ PÀ̄ ÁPÀgÀAqÀPÀjzÀÝ°è J®ègÀÆ ºÉÆÃV, PÀtÄÚUÀ¼À£ÀÄß vÉÆ¼ÉzÀÄPÉÆAqÀÄ 

¸Àȩ́ ÀÜgÁUÀÄvÁÛgÉ. PÀ̄ ÁPÀgÀAqÀPÀ£ÀÄ dÆf£À°è zÀÆåvÀPÀgÀgÀ£Éß¯Áè UÉzÀÄÝ, ªÀÄzÀ£À¸ÀÄAzÀjAiÀÄ£ÀÄß ¥ÀqÉzÀÄ, UÀÄgÀÄUÀ¼ÁzÀ 

eÁÕ£À¤¢üUÀ¼À£ÀÄß ‘dUÀzÀÄÎgÀÄ’ JAzÀÄ ¸ÀA¨ÉÆÃ¢ü¹, CªÀ£À D²ÃªÁðzÀzÉÆA¢UÉ PÀ¥ÀlPÉÃ°AiÀÄ ¥ÀjªÁgÀzÉÆA¢UÉ 

D£ÀAzÀ¢AzÀ EgÀÄvÁÛ£É. C°èUÉ PÀ«AiÀÄÄ ¨sÀgÀvÀªÁPÀåzÀ°è “gÁdgÀÄ ZÉ£ÁßV D¼À°, ªÉÆÃqÀUÀ¼ÀÄ ªÀÄ¼ÉUÀgÉAiÀÄ°, 

¯ÉÆÃPÀªÀÅ ±ÉÆÃPÀ¢AzÀ zÀÆgÀªÁV ±ÀAPÀgÀ£À zsÁå£ÀzÀ°è ¯ÉÆÃPÀªÀÅ zsÀ£ÀåvÉAiÀÄ£ÀÄß ¥ÀqÉAiÀÄ°” JAzÀÄ D²¸ÀÄvÁÛ£É. 

 

«±ÉèÃµÀuÉ : ¥ÀæºÀ¸À£À JA§ ºÉ¸ÀgÉÃ ¸ÀÆa¸ÀÄªÀAvÉ, ¸ÁªÀiÁ£Àå d£ÀgÀ ªÀÄ£ÉÆÃgÀAd£ÉAiÀÄ ªÀ¸ÀÄÛªÀÅ E°èzÉ. MAzÉÃ 

CzsÀªÀÄ ¥ÁvÀæªÀ£ÀÄß ªÀÄÄRå¥ÁvÀæªÀ£ÁßV ªÀiÁrPÉÆAqÀÄ, £ÀÆvÀ£ÀªÁzÀ PÀxÁªÀ¸ÀÄÛªÀ£ÀÄß ºÉuÉ¢gÀÄªÀÅzÀÄ E°è  

¥Àæ±ÀA¸À¤ÃAiÀÄ. F ¥ÀæºÀ¸À£ÀzÀ £ÁA¢¥ÀzÀåzÀ°è PÀ«AiÀÄÄ ºÁ¸ÀågÀ¸ÀPÉÌ C¢üzÉÃªÀvÉAiÀÄÆ, ¥ÀæªÀÄxÀ UÀtUÀ½UÉ £ÁAiÀÄPÀ£ÀÆ 

DzÀ ¨Á®UÀuÉÃ±À£À1 ZÉÃµÉÖAiÀÄ£ÀÄß ªÀtÂð¹ CzÀjAzÀ ªÀÄÄzÀUÉÆAqÀ ²ªÀ£ÀÄ “¤ªÉÄä®ègÀ£ÀÄß PÁ¥ÁqÀ°” JAzÀÄ 

D²ÃªÁðzÀ¥ÀÆªÀðPÀ ªÀÄAUÀ¼ÀªÀ£ÀÄß ªÀiÁqÀÄvÁÛ£É. “ZÀAzÀæ£À QgÀtUÀ¼ÀÄ ²ªÀ£À ²gÀ¹ì£À ªÉÄÃ¯É ºÀjAiÀÄÄªÀ UÀAUÉAiÀÄ 

C£ÉÃPÀ zsÁgÉUÀ¼ÀAvÉ J¯ÉèqÉAiÀÄÆ ºÀgÀrªÉ. D QgÀtUÀ¼À£ÀÄß £ÉÆÃr ªÀÄzÀUÉÆAqÀÄ PÉÆÃ¥ÉÆÃ¢æPÀÛ£ÁzÀ UÀt¥ÀwAiÀÄÄ 

vÀ£Àß ¸ÉÆAr°¤AzÀ ¤gÀAvÀgÀªÁV zÀÆgÀªÀiÁqÀ®Ä ¥ÀæAiÀÄwß¸ÀÄvÁÛ «¥sÀ®£ÁzÀzÀÝ£ÀÄß £ÉÆÃr £ÀUÀÄwÛgÀÄªÀ ²ªÀ£ÀÄ 

¤ªÀÄä£ÀÄß PÁ¥ÁqÀ°” JAzÀÄ ºÉÃ¼ÀÄvÁÛ, gÀÆ¥ÀPÀzÀ ªÀÄÄRåªÁzÀ gÀ¸ÀªÀ£ÀÄß ªÉÆzÀ®£ÉÃ ±ÉÆèÃPÀzÀ°è PÀ«AiÀÄÄ 

¸ÀÆa À̧ÄvÁÛ£É. JgÀqÀ£ÉÃ £ÁA¢ ¥ÀzÀåzÀ°è “²ªÀ£À £ÀUÀÄªÀÅ ¥ÁªÀðwUÉ ¸ÀA§zÀÞªÁzÀzÀÄÝ. ²ªÀ£ÀÄ C£ÉÃPÀ ¨sÀÄdUÀ¼À£ÀÆß, 

C£ÉÃPÀ PÀtÄÚUÀ¼À£ÀÆß, C£ÉÃPÀ ªÀÄÄRUÀ¼À£ÀÆß ºÉÆA¢zÀªÀ£ÀÄ. EzÀjAzÀ ¤Ã£ÀÄ §ºÀÄ¥ÀwßÃPÀ£ÁVgÀÄªÀÅzÀÄ ¸ÀjAiÉÄÃ” 

JAzÀÄ ¥Àæ²ß¸ÀÄvÀÛ¯ÉÃ “±ÀÈAUÁgÀ ZÉÃµÉÖAiÀÄ°è PÉÆÃ¥ÀUÉÆAqÀgÀÆ ‘¤£ÀUÉ £Á£ÀÄ ºÉÃUÉ vÁ£É ¸Àj À̧ªÀÄ¼ÀÄ’ JAzÀÄ ¥Àæ²ß¹zÀ 

¥ÁªÀðwAiÀÄ£ÀÄß PÀAqÀÄ, £ÀPÀÌ ¥ÀgÀ²ªÀ£ÀÄ ¤ªÀÄä£ÀÄß PÁ¥ÁqÀ°” JAzÀÄ ªÀA¢¹zÁÝ£É.  

F ¥ÀæºÀ¸À£ÀªÀÅ ¸ÀA¥ÀÆtðªÁV ¯ÉÆÃPÀzsÀ«ÄðAiÀiÁVzÀÝgÀÆ, ¸ÀéUÀvÀ ªÀÄvÀÄÛ d£ÁAwPÀ JA§ £ÁlåzsÀ«ÄðAiÀÄ 

¥ÀæAiÉÆÃUÀªÀÇ PÁtÄvÀÛzÉ. gÀÆ¥ÀPÀzÀ §ºÀÄ¥Á®Ä ±ËgÀ¸ÉÃ¤ ¥ÁæPÀÈvÀzÀ°èzÀÄÝ, PÉÃªÀ® UÀÄgÀÄ ªÀÄvÀÄÛ PÀ̄ ÁPÀgÀAqÀPÀgÀ 

ªÀiÁvÀÄ ¸ÀA¸ÀÌöÈvÀzÀ°èzÉ. ªÀÄzÀ£À¸ÀÄAzÀj ªÀÄvÀÄÛ PÀ̄ ÁPÀgÀAqÀPÀgÀ QAavï ºÁ¸ÀåªÀÄAiÀÄ ±ÀÈAUÁgÀªÀ£ÀÄß PÁt§ºÀÄzÀÄ. 

«ÃxÀåAUÀªÁzÀ CªÀ®VvÀªÀ£ÀÄß2 E°è PÁt§ºÀÄzÀÄ. ¥ÀæºÀ¸À£ÀzÀ CA±ÀUÀ¼ÁzÀ C£ÀÈvÀ (¸ÀÄ¼ÀÄî), ¥Àæ¥ÀAZÀ (¸ÀÄªÀÄä£É 

ºÉÆUÀ¼ÀÄªÀÅzÀÄ), «¨sÁæAw (M§âgÀ£ÀÄß ªÀÄvÉÆÛ§âgÁV ¨sÀæ«Ä À̧ÄªÀÅzÀÄ) EvÁå¢UÀ¼É¯Áè ¸ÀºÀdªÁV vÉÆÃjPÉÆArªÉ. 

ªÉÃzÁAvÀvÀvÀÛ÷éUÀ¼À£ÀÄß UÀÄgÀÄ«£À ªÀiÁvÀÄUÀ¼À°è ºÉÃ½¹ ªÀåQÛvÀézÀ°ègÀÄªÀ ªÉÊgÀÄzsÀå-«¥ÀAiÀiÁð¸ÀªÀ£ÀÄß PÁtÂ¹gÀÄªÀÅzÀÆ 

¸ÉÆUÀ¸ÁVzÉ.3 ¥ÁvÀæUÀ¼À ZÉÃµÉÖUÀ¼ÀÄ ¸ÀªÀiÁdzÀ ¥Àæw©A§ªÁVzÀÄÝ, ¸ÁªÀiÁ£ÀågÀÄ ¸ÀàA¢¸À®Ä ºÁ¢ ªÀiÁrPÉÆqÀÄvÀÛzÉ. 

 
1 ¸Á»vÀåzÀ¥ÀðtzÀ°è ºÁ À̧ågÀ¸ÀPÉÌ C¢üzÉÃªÀvÉ ²ªÀ£À ªÀÄUÀ. ªÀÄÆgÀ£ÉÃ ¥ÀjZÉÒÃzÀ, ±ÉÆèÃPÀ 214. 
2 »AzÉ ªÀiÁrzÀ ¤tðAiÀÄ/PÁAiÀÄðªÀ£ÀÄß «¨sÀæªÀÄ¢AzÀ zÀÆ¶¸ÀÄªÀÅzÀÄ CxÀªÁ vÀåf À̧ÄªÀÅzÀ£ÀÄß CªÀ®VvÀ J£ÀÄßvÁÛgÉ. 
GzÁºÀgÀuÉUÉ: PÀ¥ÀlPÉÃ°AiÀÄÄ “£Á£ÀÄ ¤£Éß ºÀtªÀ£Éß¯Áè PÀ¼ÉzÀÄPÉÆAqÉ” JAzÁUÀ, ²µÀå£ÁzÀ PËArtå£ÀÄ, “DzÀgÉ £ÀªÀÄä 
UÀÄgÀÄUÀ¼ÀÄ ¤£Éß ªÀÄoÀzÀ¯ÉèÃ EzÀÝgÀ®è” J£ÀÄßvÁÛ£É. CxÀð À̧A§AzsÀ«®èªÉAzÀÄ ªÉÄÃ É̄ÆßÃlPÉÌ C¤¹zÀgÀÆ MAzÀPÉÆÌAzÀÄ ªÀiÁvÀÄUÀ¼ÀÄ 
ºÉÆA¢ §gÀÄªÀAvÉAiÉÄÃ EzÉ.  
3 eÉUÉqÉ×irÉÑurÉÉÍkÉurÉxÉlÉbÉOûlÉÉaÉëæMü ™SrÉÉå(1,25) JA§ ±ÉÆèÃPÀzÀ°è ªÀÄÄ¥ÀÄà, gÉÆÃUÀ, ªÀÄÈvÀÄå, EvÁå¢UÀ¼ÀÄ ¥Àæw¤«ÄµÀªÀÇ 
ªÀ¢üð¸ÀÄªÀ F zÉÃºÀPÉÌÃPÉ C®APÁgÀ? ºÉÆwÛÛ GjAiÀÄÄwÛgÀÄªÀ ªÀÄ£ÉAiÀÄ°è AiÀiÁgÀÄ vÁ£ÉÃ PÉÆoÀrAiÀÄ£ÀÄß PÀlÄÖvÁÛ£É? – 
JA©vÁå¢ ªÀiÁvÀÄUÀ½ªÉ.  



76  Shodha vijaya 
 

G¥À À̧AºÁgÀ 

F gÀÆ¥ÀPÀUÀ¼À£ÀÄß ¸ÀªÀÄUÀæªÁV UÀªÀÄ¤¹zÁUÀ w½zÀÄ§gÀÄªÀ PÉ®ªÉÇAzÀÄ ªÉÊ²µÀÖ÷åªÀ£ÀÄß ¥ÀnÖ ªÀiÁqÀÄªÀÅzÁzÀgÉ- J¯Áè 

gÀÆ¥ÀPÀUÀ¼À°èAiÀÄÆ ªÀÄÆ® PÀxÉVAvÀ P©ü£ÀßªÁV PÀ°à¹, CzÀ£ÀÄß ¥Àæ À̧ÄÛvÀ ¥Àr¸ÀÄªÀÅzÀÄ F PÀ«AiÀÄ ªÉÊ²µÀÖ÷åªÁVzÉ. 

DgÀÆ gÀÆ¥ÀPÀUÀ¼À£ÀÄß ¥Àj²Ã°¹zÁUÀ, wæ¥ÀÄgÀzÁºÀ JA§ rªÀÄªÀ£ÀÄß ºÉÆgÀvÀÄ¥Àr¹, G½zÉ®è gÀÆ¥ÀPÀUÀ¼À°è PÀ«AiÀÄ 

ºÉ¸ÀjzÉ. ºÁUÉAiÉÄÃ wæ¥ÀÄgÀzÁºÀªÉÇAzÀ£ÀÄß ©lÄÖ G½zÉ®è gÀÆ¥ÀPÀUÀ¼ÀÄ ««zsÀ PÁ®, GvÀìªÀUÀ¼À°è 

C©ü£À¬Ä¸À®àqÀÄwÛzÀÝ «ZÁgÀªÀÇ w½zÀÄ§gÀÄvÀÛzÉ. gÀÄQätÂºÀgÀt JA§ FºÁªÀÄÈUÀzÀ°è PÁ®AdgÀ ZÀPÀæ¸Áé«ÄAiÀÄ 

AiÀiÁvÉæ, PÀ¥ÀÆðgÀ ZÀjvÀ JA§ ̈ sÁtzÀ°è ªÀÄvÀÄÛ ºÁ¸ÀåZÀÆqÁªÀÄtÂ JA§ ¥ÀæºÀ¸À£ÀzÀ°è ¤Ã®PÀAoÀ ̧ Áé«ÄAiÀÄ AiÀiÁvÁæ 

ªÀÄºÉÆÃvÀìªÀUÀ¼ÀÄ G°èTvÀªÁVªÉ. gÀÄQätÂºÀgÀt JA§ FºÁªÀÄÈUÀªÀ£ÀÄß ºÉÆgÀvÀÄ¥Àr¹ G½zÀ gÀÆ¥ÀPÀUÀ¼À°è 

gÁd£ÁzÀ ¥ÀgÀªÀÄ¢ðzÉÃªÀ£À ºÉ¸Àj£À G¯ÉèÃR«zÉ. QgÁvÁdÄð¤ÃAiÀÄ ªÁåAiÉÆÃUÀzÀ°è ªÀiÁvÀæ 

PÁ®AdgÁ¢ü¥ÀwAiÀiÁzÀ vÉæöÊ¯ÉÆÃPÀåªÀªÀÄðzÉÃªÀ£À G¯ÉèÃR«zÉ.  

J®è gÀÆ¥ÀPÀUÀ¼À £ÁA¢Ã¥ÀzÀåUÀ¼À°èAiÀÄÆ ²ªÀ CxÀªÁ ²ªÉAiÀÄ ¸ÀÄÛw¬ÄzÉ. EzÀjAzÀ CªÀiÁvÀå ªÀvÀìgÁd£À DgÁzsÀå 

zÉÊªÀ GªÀiÁªÀÄºÉÃ±ÀégÀgÉAzÀÄ zÀÈqsÀ¥ÀqÀÄvÀÛzÉ. gÀAUÀzÀ ªÉÄÃ¯É C¯ËQPÀªÁzÀ ªÀÄvÀÄÛ ¯ËQPÀ ªÀ¸ÀÄÛUÀ¼À ¥ÀæzÀ±Àð£ÀzÀ°è 

«±ÉÃµÀªÁzÀ PË±À®ªÀÅ CA¢£À £ÁlPÀPÁgÀjUÉ EvÉÛAzÀÄ F gÀÆ¥ÀPÀUÀ¼À£ÀÄß UÀªÀÄ¤¹zÁUÀ w½AiÀÄÄvÀÛzÉ. DPÁ±À¨sÁ¶vÀ, 

¸ÀéUÀvÀ ªÀÄvÀÄÛ d£ÁAwPÀÀ ªÀÄÄAvÁzÀ £Álå±Á¹ÛçÃAiÀÄªÁzÀ ªÁaPÁ©ü£ÀAiÀÄªÉÃ ªÉÆzÀ¯ÁzÀ E£ÀÆß vÀAvÀæUÀ¼À §¼ÀPÉAiÀÄÄ 

E°è PÁtÄvÀÛzÉ.  

¸ÀAVÃvÀzÀ §¼ÀPÉAiÀÄ CªÀPÁ±ÀUÀ¼À£ÀÄß PÀ«AiÀÄÄ C£ÉÃPÀ PÀqÉUÀ¼À°è PÀ°à¹zÁÝ£É. ¸ÀégÀ, DvÉÆÃzÀå (¸ÀAVÃvÀ ªÁzÀåUÀ¼ÀÄ), 

UÁ£À - EªÀÅUÀ¼À£ÀÄß PÀ¥ÀÆðgÀZÀjvÀzÀ «¯Á¸ÀªÀwAiÀÄ UÁ£ÀzÀ°è, ªÁåAiÉÆÃUÀzÀ C¥ÀìgÉAiÀÄgÀ ¥ÀæPÀgÀtzÀ°è, AiÀÄÄzÀÞzÀ 

¥Àæ À̧AUÀzÀ°è £ÉÆÃqÀ§ºÀÄzÀÄ. ºÁUÉAiÉÄÃ ¯Á¸ÁåAUÀUÀ½UÀÆ ºÉÃgÀ¼ÀªÁV CªÀPÁ±À«gÀÄªÀÅzÀ£ÀÄß ªÀÄ£ÀUÁt§ºÀÄzÀÄ.  

¥ÁæaÃ£ÀPÁ®¢AzÀ PÀ«UÀ¼ÀÄ, ¨ÉÃgÉ PÀ«UÀ½AzÀ ¥ÉæÃgÀuÉAiÀÄ£ÀÄß ¥ÀqÉzÀÄ, vÀªÀÄä £ÀAvÀgÀzÀ PÀ«UÀ½UÉ 

ªÀiÁUÀðzÀ±ÀðPÀgÁUÀÄªÀ ‘G¥ÀfÃªÀå-G¥ÀfÃªÀPÀ’ ¨sÁªÀªÀ£ÀÄß CªÀiÁvÀå ªÀvÀìgÁd£ÀÄ PÀÆqÁ C£ÀÄ À̧j¹zÁÝ£É. CªÀ£ÀÄ 

gÀa¹gÀÄªÀ LwºÁ¹PÀªÁzÀ QgÁvÀdÄð¤ÃAiÀÄ ªÁåAiÉÆÃUÀ, gÀÄQätÂÃ ºÀgÀt FºÁªÀÄÈUÀUÀ¼ÀÄ EzÀPÉÌ ªÀÄºÀvÀÛgÀ 

GzÁºÀgÀuÉUÀ¼ÀÄ. ‘¨sÀUÀªÀzÀdÄÓPÀ’ ¥ÀæºÀ¸À£À¢AzÀ ¥Àæ s̈Á«vÀ£ÁV, ºÁ¸ÀåZÀÆqÁªÀÄtÂAiÀÄAxÀ ¥ÀæºÀ¸À£ÀªÀ£ÀÄß gÀa¹ 

ªÀÄÄA¢£À “zsÀÆvÀð£ÁlPÀ”, “ªÀÄÄArvÀ¥ÀæºÀ¸À£À” EvÁå¢UÀ½UÉ ¥ÉæÃgÀPÀ£ÁVzÁÝ£É. CAvÉAiÉÄÃ PÀ¥ÀÆðgÀZÀjvÀ ¨sÁt 

FvÀ£ÀzÉÝÃ ¸ÀévÀAvÀæ ¥Àæw¨sÁ «¯Á¸ÀªÁV ¨sÁtzÀ DAiÀiÁªÀÄPÉÌ C²èÃ®ªÀ®èzÀ ¸ÀgÀ̧ ÀªÁzÀ ºÉÆ¸À ¥ÀxÀªÀ£ÀÄß 

PÀ°à¹PÉÆqÀÄvÀÛzÉ.  

MnÖ£À°è vÀ£Àß ¥Àæw¨sÉ¬ÄAzÀ ¥ËgÁtÂPÀ ªÀÄvÀÄÛ PÁ®à¤PÀ EwªÀÈvÀÛUÀ¼À£ÀÄß vÉUÉzÀÄPÉÆAqÀÄ, «©ü£Àß jÃwAiÀÄ £ÁAiÀÄPÀ 

£Á¬ÄPÉAiÀÄgÀ£ÀÄß ̧ ÀÈ¶Ö¹, ªÀÄÆ® PÀxÉVAvÀ «©ü£ÀßªÁVzÀÝgÀÆ CAUÁAV-gÀ¸ÀUÀ¼À£ÀÄß ¥ÉÆÃ¶¸ÀÄªÀAvÉ ¥ÀjªÀvÀð£ÉUÀ¼À£ÀÄß 

ªÀiÁrzÀ, ¸ÀÄ¥Àæ¹zÀÞ £ÁlPÀPÁgÀgÀÄ PÀÆqÁ CµÁÖV ¥ÀæAiÀÄwß¸ÀzÀ DgÀÄ ¥ÀæPÁgÀzÀ gÀÆ¥ÀPÀUÀ¼À£ÀÄß CvÀåAvÀ ¸ÀÄ¨ÉÆÃzsÀªÁV 

gÀa¹zÀ CªÀiÁvÀå ªÀvÀìgÁd£À PË±À® ¸ÀÄÛvÀå. 
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PÀxÉAiÉÆAzÀ£ÀÄß gÀAUÀ¨sÀÆ«ÄAiÀÄ CA±ÀUÀ½UÉ ºÉÆAzÀÄªÀAvÉ ºÉÃUÉ gÀa¸À§ºÀÄzÀÄ JA§ ¥ÀjPÀ®à£É CªÀiÁvÀå 

ªÀvÀìgÁd¤AzÀ eÁUÀÈvÀªÁUÀÄvÀÛzÉ. GzÁºÀgÀuÉUÉ - £Álå±Á À̧ÛçzÀ°èAiÉÄÃ rªÀÄ, ¸ÀªÀÄªÀPÁgÀUÀ¼À PÀxÉUÀ¼ÀÄ 

wæ¥ÀÄgÀzÁºÀ, ¸ÀªÀÄÄzÀæªÀÄxÀ£À/zÉÃªÁ¸ÀÄgÀ ¸ÀAUÁæªÀÄ JA§ÄzÁV G¯ÉèÃT À̧®ànÖzÀÝgÀÆ CªÀÅ ºÉÃVgÀ§ºÀÄzÉA§ 

PÀ®à£É ¥Àæ¥ÀæxÀªÀÄªÉA§AvÉ zÉÆgÀPÀÄªÀÅzÀÄ CªÀiÁvÀå ªÀvÀìgÁd£À¯ÉèÃ. EªÀ£À gÀÆ¥ÀPÀUÀ½AzÀ £ÁlPÀPÁgÀ PÀ«AiÀÄÄ 

§¼À À̧§ºÀÄzÁzÀ PÀxÁªÀ¸ÀÄÛ, CªÀÅUÀ¼À ªÀÄAqÀ£ÉAiÀÄ°è G¥ÀAiÉÆÃV À̧§ºÀÄzÁzÀ ZÁvÀÄAiÀÄð, ¨sÁµÁ¸ÀA¥ÀvÀÄÛ, 

PÀ®à£Á¸ÁévÀAvÀæ÷å ªÉÆzÀ¯ÁzÀ ºÀ®ªÀÅ «ZÁgÀUÀ¼ÀÄ w½AiÀÄÄvÀÛzÉ. ºÁUÉAiÉÄÃ D PÁ®zÀ ¸ÀA¸ÀÌöÈw- GvÀìªÀ-§zÀÄPÀÄ- 

¨sÁªÀªÀÇ w½AiÀÄÄvÀÛªÉ. eÉÆvÉUÉ PÀ«AiÀÄ gÀZÀ£ÉAiÀÄµÀÄÖ gÀAUÀvÀAvÀæUÀ¼ÀÄ ¸ÀÄ®¨sÀªÀ®è J£ÀÄßªÀÅzÀÆ ªÀÄ£ÀzÀmÁÖUÀÄvÀÛzÉ. 

DzÀPÁgÀtPÉÌÃ G¯ÁÌ¥ÁvÀ, zÀºÀ£À, EAzÀæeÁ® EvÁå¢ «zÀæªÀ, ZÀªÀÄvÁÌgÀUÀ¼À£ÀÄß EA¢£À ¹£ÉªÀiÁUÀ¼ÀAvÀ®èzÉ 

AiÀÄPÀëUÁ£ÀªÉÃ ªÉÆzÀ¯ÁzÀ PÀ¯ÉUÀ¼À°è PÀAqÀÄ§gÀÄªÀAvÉ ªÁaPÁ©ü£ÀAiÀÄ CxÀªÁ DAVPÁ©ü£ÀAiÀÄzÀ̄ ÉèÃ ºÉÃ¼ÀÄwÛzÀÝ 

¸ÀÄ¼ÀÄºÀÄ C®è°è ¹UÀÄvÀÛªÉ. E®èªÁzÀgÉ rªÀÄzÀ PÉÆ£ÉAiÀÄ CAPÀzÀ°è ¥ÀgÉÆÃPÀëªÁV wæ¥ÀÄgÀzÀºÀ£ÀzÀ «µÀAiÀÄ 

¥Àæ¸ÁÛªÀUÉÆ¼ÀÄîwÛgÀ°®è. F jÃwAiÀÄ ºÀ®ªÀÅ gÀAUÀvÀAvÀæUÀ¼À£ÀÄß £ÁlPÀPÁgÀ£ÀÄ §¼À¹zÀ ¨sÁµÉ, ¥ÁvÀæUÀ¼ÀÄ, 

¸À¤ßªÉÃ±ÀUÀ¼ÀÄ ºÁUÀÆ CAPÀUÀ¼À AiÉÆÃd£É¬ÄAzÀ PÀAqÀÄ»rAiÀÄ§ºÀÄzÀÄ. E°è£À CzsÀåAiÀÄ£ÀPÉÌ zÉÆgÀPÀ¢gÀÄªÀ CAPÀ 

ªÀÄvÀÄÛ «ÃyÃ JA§ ªÀÄvÉÛgÀqÀÄ gÀÆ¥ÀPÀUÀ¼ÀÆ EzÀÝ°è CªÀÅUÀ½AzÀ ¥ÁæaÃ£À gÀAUÀ¨sÀÆ«ÄAiÀÄ E£ÀßµÀÄÖ CA±ÀUÀ¼À£ÀÄß 

PÀAqÀÄ»rAiÀÄ§ºÀÄzÁVvÀÄÛ. «avÀæªÉAzÀgÉ, ¨sÁ¸À£À £ÀAvÀgÀPÉÌ CvÀåAvÀ ºÉaÑ£À ¸ÀASÉåAiÀÄ°è EµÉÆÖAzÀÄ §gÉzÀ 

¥Àæw¨sÁ¤évÀ £ÁlPÀPÁgÀ£ÀÄ £ÁlPÀ, ¥ÀæPÀgÀtUÀ¼À£ÀÄß ªÀiÁvÀæ §gÉ¢®è J£ÀÄßªÀÅzÉÃ DVzÉ! JAlÄ gÀÆ¥ÀPÀ §gÉzÀªÀ¤UÉ 

ªÀÄvÉÛgÀqÀÄ PÀµÀÖªÁV¢ÝgÀ¯ÁgÀzÀÄ. §ºÀÄ±ÀB CªÀÅ PÀ¼ÉzÀÄ ºÉÆÃV¢ÝgÀ§ºÀÄzÀ®èªÉÃ J¤ À̧ÄvÀÛzÉ. ºÁUÉAiÉÄÃ FvÀ£À 

gÀÆ¥ÀPÀUÀ¼ÀÄ ºÉÆAiÀÄì¼À, «dAiÀÄ£ÀUÀgÀªÉÃ ªÉÆzÀ¯ÁzÀ ªÀÄÄA¢£À ¸ÁªÀiÁædåUÀ¼À°è DzÀ ¸Á»wåPÀ ZÀlÄªÀnPÉUÉ 

¥ÉæÃgÀuÉAiÀÄ¤ßwÛgÀÄªÀ ¸ÁzsÀåvÉUÀ½ªÉ. KPÉAzÀgÉ FvÀ£À£ÀÄß ºÉÆgÀvÀÄ¥Àr¹zÀgÉ £ÀªÀÄUÉ ¨sÁtUÀ¼ÀÄ PÁt¹UÀÄªÀÅzÀÄ 

«dAiÀÄ£ÀUÀgÀ PÀ£Áðl ¸ÁªÀiÁædåzÀ PÁ®PÉÌÃ JA s̈ÀÄzÀ£ÀÄß «ZÁgÀ ªÀiÁrzÀgÉ; FvÀ£À C£ÀAvÀgÀzÀ¯ÉèÃ gÀÆ¥ÀPÀ 

¥Àæ¥ÀAZÀ ªÀÄvÀÛµÀÄÖ ¨É¼É¬ÄvÀÄ JA§ÄzÀ£ÀÄß CxÀð ªÀiÁrPÉÆ¼Àî§ºÀÄzÀÄ. DzÀÝjAzÀ AiÀiÁªÀÅzÉÃ ¸ÁªÀiÁædåUÀ¼À PÁªÀå-

PÀ̄ ÉUÀ¼À CzsÀåAiÀÄ£ÀQÌAvÀ ªÉÆzÀ°UÉ CªÀgÀ ¥ÀÆªÀð¸ÀÆjUÀ¼À£ÀÄß UÀªÀÄ¤¹AiÉÄÃ C£ÀAvÀgÀzÀ°è §AzÀªÀgÀ 

PÁAiÀÄðUÀ¼À£ÀÄß £ÉÆÃqÀ¨ÉÃPÉA§ «ZÁgÀªÀ£ÀÄß ¸ÀzÁ ªÀÄ£À¹ì£À°lÄÖPÉÆArgÀ¨ÉÃPÀÄ. F zÀÈ¶Ö¬ÄAzÀ F ¯ÉÃR£ÀzÀ 

PÁAiÀÄð ¸ÀÄÛvÀåºÀð. ¸ÀªÀÄUÀæªÁV ºÉÃ¼ÀÄªÀÅzÁzÀgÉ CªÀiÁvÀå ªÀvÀìgÁd£À gÀÆ¥ÀPÀUÀ¼ÀÄ ¸ÀªÀðzÁ CzsÀåAiÀÄ¤ÃAiÀÄ” 

 

- qÁ. ªÀÄ£ÉÆÃgÀªÀiÁ © J£ï, PÀ¯Á ¸ÀA±ÉÆÃzsÀPÀgÀÄ 
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Social themes reflected in Vijayanagara 

Karṇāṭa empire’s theatre Plays 

- Smt. Nagaranjitha S, Varanasi. 

 

Abstract 

This research article is an exploratory attempt to identify and analyze the social themes, values 

and concerns relating to society in the plays written during the Vijayanagara Karṇāṭa dynasty 

period. The study tries to throw light on some of the rare plays that resonate with the objective 

of the article.  

 

Keywords 

Social themes, Vijayanagara Karṇāṭa era, Vijayanagara literature, Plays, 

Literature,Vijayanagara Society, Literature, Society 

 

Objectives 

• To identify and analyze the plays from the Vijayanagara period that feature social 

themes. 

• To understand the role of performing arts in strengthening society. 

 

Methodology  

Methodology used is the qualitative analysis to analyze the plots of the plays for their social 

themes and to contextualize them with a cultural perspective, interpret the societal norms and 

values depicted in the plays.  
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Review of literature 

The Vijayanagara period is celebrated for its cultural and literary achievements. 

B A Saletore’s comprehensive work on social and political life in Vijayanagara 

empire provides valuable insights into social life and the importance of literature 

in reflecting and shaping societal values. His work reveals patronage of art and 

about poets and playwrights too. However, there is limited focus on study 

pertaining to social themes in its literature. Existing research lacks a detailed 

analysis of plays like “Mallikāmāruta”, “Vasantatilakaṃ” and 

“Śṛṅgārabhūṣaṇam”.  

 

Scope 

The paper emphasizes the role of performing arts in reflecting and shaping 

societal values which are less explored in existing works. It also addresses the 

misconceptions about the status and roles of women in Vijayanagar period by 

highlighting their portrayal in the literature. It highlights the innovative 

experimentations away from the traditional scripts tried by playwrights of the 

period.  

This paper fills the gap by examining how these plays reflect societal norms, 

gender roles, and the influence of performing arts on society, contributing to a 

deeper understanding of Vijayanagar’s cultural heritage by providing a 

comprehensive understanding of the society of that era through these plays.  

 

Limitation 

Dramas considered are the ones belonging between 14th to 16th CE which is considered the 

Vijayanagar period. (Among very few prakaraṇas available on print Mallikāmārūta, a 

prakaraṇa written by Uddhaṇḍa during latter half of 15th CE, Vasantatilakaṁ by Varadācārya 

and Śṛṅgārabhūṣaṇaṁ by Bhaṭṭavāmana Bāṇa1. The other social plays like 

 
1 More information pertaining to bhāṇa of Vijayanagar period can be obtained from K. V. 

Ramakrishnamacharyulu’s work called Bhāṇavāṅmayacaritam published by Sanskrit Academy, 

Hyderabad. 
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Śṛṅgārarasodayabhāṇaḥ by Liṅgamaguṅṭa Rāmakavi is published yet unavailable and Viṭa 

nidra ̄ is an incomplete work. More such works preserved in various manuscript libraries are 

still unpublished (Ramakrishnamacharyulu, 2010, p. 36) limiting the current study to 

availability of few above mentioned publications.  

 

Introduction 

Bharata in Nāṭyaśāstra categorizes ten different kinds of plays namely nāṭaka, prakaraṇa, 

vyāyoga, aṅka, vyāyoga, bhāṇa, samavakāra, vīthī, prahasana, ḍima and ihāmṛga (Ghosh, 

2016, p. 474) . Each of these rūpakas and their characteristic features are discussed by Bharata 

in detail in the chapter daśarūpakavidhānam. Among these ten kinds of plays called the 

daśarūpakas, some are characterized to be meant as social plays. For example, the Prakaraṇa 

is the one which contain original stories, drawn from the real-life incidences with a hero who 

is not of an exalted kind (Ghosh, 2016, p.482). Bharata indicates that the hero in this kind of 

play must be a priest, a merchant, a soldier, or a minister, as per the following verse:  

“vipravīṇaksacivānāṁ purohitāmātyasārthavāhānāṁ 

caritaṁ yannaikavidhaṁ jñeyaṁ tat prakaraṇaṁ nāma 

nodāttanāyakakṛtaṁ na divyacaritaṁ na rājasambhogaṁ 

bāhyajanasamprayogaṁ tad jñeyaṁ prakaraṇaṁ tajñaiḥ” 

 (Unni, 2014, p. 986) 

Translation: A prakaraṇa is the story of people of different classes in the society like a scholar, 

a chief priest, a minister, a commander-in-chief, a leader of the army, or a charioteer of a king. 

It’s neither about any superheroes nor great kings. It is that play which is not divine, not royal 

in nature, not for the pleasure of the king, but the story of common people.  

Hence it is the story that revolves around society, its people, and their problems. V. Raghavan 

calls prakaraṇa as a “social play” (Raghavan, The Social Play in Sanskrit, 1966, p. 1). Further 

through plot bifurcations called the adhikārika1 and the prāsaṅgika2 he classifies the plays into 

the heroic and the social types. Hence according to V. Raghavan nāṭaka, vyāyoga, samavakāra, 

ḍima, ihāmṛga and aṅka are the heroic and prakaraṇa, prahasana, bhāṇa and vīthī are the 

social type of dramas.  

 
1 Adhikārika is the principal plot which has the reason of attaining a particular result. These plots are 

heroic where the hero attains a result (phala) at the end. 
2 Prāsangika is the incidental or the subsidiary plot. In these plots the incidents are subsidiary which is 

helping some other plot. So, the plots other than principal are all Prasangika or incidental plots.  
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Manomohan Ghosh in his introduction to the first volume of Nāṭyaśāstra translation, hints that 

prakaraṇa, aṅka, prahasana, bhāṇa and vīthī are the kind of plays that could contain the social 

themes in them (Ghosh, 2016, p. x1ii). He calls a rakaraṇa as the one whose plot is inspired 

by life incidences, and mostly based on the theme of love; an utsṛṣṭikāṅka or an aṅka as the 

kind of play that contains only human as characters; a prahasana as the one that contains 

sectarian teachers among others; a bhāṇa as the one that has monologues and adventure of 

oneself or others; a vīthī as the one with superior, middling and the inferior characters. 

Raghavan also discusses characteristics of a few of these social plays that: a prakaraṇa exhibits 

realism of society unlike the idealism that is witnessed in nāṭaka (Raghavan, The Social Play 

in Sanskrit, 1966, p. 2). Whereas bhāṇa are the monologues where the actor connects with the 

audience and narrates his amorous adventures. According to his analysis the prahasana is a 

farce which is woven with the stories that narrate the misconduct of a certain class of people in 

the society who are below the royal class. He even adds that it also includes mockery of 

aristocratic life that offers possibility of humor.  

Thus, social play is the one which reflects society, which contains realistic and human centric 

themes, ordinary characters, human conflicts, emotions, dilemma, everyday challenges faced 

by the people, humor incorporated to criticize certain aspects of the society, portray 

misconducts of society or mockery of those malpractices in the society which is relatable 

among the audience. They provide insights into actions of people from various social strata and 

valuable reflection of society and human nature. Thus, these references collectively reveal that 

bhāṇa, prakaraṇa, and prahasana genres are infused with such social themes. 

 

Plays of Vijayanagara period1 

The Vijayanagara Karṇāṭa empire that originated during 1336 CE had spread till Malabar, 

Coromandel, and the Travancore regions until 1570 CE (Sewell, 2011, p. 25). Playwrights 

wrote not only Sanskrit but also in Kannada and Telugu during this period (Ayyangar, 1919). 

The era witnessed some of the greatest poets, authors, and moralists whose literary works 

reflect on societal aspects (Saletore, 1934, p. 58). Vijayanagara kings encouraged not only 

Sanskrit literature but also Kannada and Telugu languages (University of Mysore 

Encyclopedia, 2017). Allasāni Peddana’s Manucaritamu, Nandi Timmana’s 

Pārijātāpaharaṇamu, Acyutarāyabhudaya of Rājanātha Ḍiṇḍima, works of Krishnadevaraya2 

 
1 14th to 16th CE 
2 For more details on works of Krishnadevaraya an article titled “The literary achievements of 

Krishnadevaraya” written by the researcher and published by Noopurabhramari in this edition. 
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of Tuluva dynasty like Āmuktamālyada, Madālasa Caritam, Rasamañjari, Jāmbavati 

Pariṇayam, Satyavadhū Pariṇayam, Sakalakathā Sārasangraham are some of the literature 

masterpieces of the era (Ramaraju, 1969)1. Unfortunately, Madālasa Caritam and Satyavadhū 

Pariṇayam are lost irretrievably (Ramaraju, 1969, p. III).  

The theatre literature from the period encompassed a wide array of play genres, such as nāṭaka, 

prakaraṇa, prahasana, and bhāṇa and so on. Some of the available nāṭakas are Jāmbavati 

Pariṇayam by Krishnadevaraya, Varadāmbikā Pariṇayam by Tirumalamba and, 

Unmattarāghava by Bhāsakara kavi (Ayyangar, 1919, p. Content Page). A prakaraṇa named 

Mallikāmārutam by Uddhaṇḍa, prahasana named Somavalli Yogānanda written by 

Aruṇagirinātha Ḍindima Bhaṭṭāraka and the bhāṇas like Vasantatilakaṁ by Varadācārya and 

Śṛṅgārabhūṣaṇaṁ by Vāmanabhaṭṭabhāṇa are some of the available plays of this period. 

The literature was written not only of the rūpaka genre, but also of the uparūpaka tradition 

(Upadhyay, 1991, pp. 365-436). Uparūpakas are a subsidiary form of drama tradition which 

predominantly contain music and dance that included a wide array of performance varieties 

(Raghavan, Splendours of Indian Dance, 2004, pp. 195-215) viz., solo dances, group dances, 

mono-acting, stick dances, rope dances and so on. Prekṣaṇaka is one such uparūpaka 

performed on either the streets or in the temple precincts. Raghavan mentions that a prekṣaṇaka 

was the term used to refer to any stage performance which was irregular that did not meet the 

criteria of a rūpaka (Raghavan, Splendours of Indian Dance, 2004, p. 208). Unmattarāghava 

written by king Virūpākṣa of Vijayanagara, is an example of the same kind.  

A theatre tradition called Kalāpam also flourished during this period (Kothari, p. 3). As per 

Sunil Kothari the treatre forms called Kuchipudi kalāpam and Yakṣagāna evolved during the 

same period, and he quotes an earliest reference to this kind of play which was presented before 

the Vijayanagara king Narasa Nāyaka. Pārijātāpaharaṇam that was popularized by 

Siddhendra Yogi is another such kalāpam that is believed to have its roots in Vijayanagara era 

(Vokkarane, 2020). Kuchipudi that is one of the classical dances of today was once a part of 

Yakṣagāna and Kalāpam forms of traditional theatres (Gangopadhyay, 2020).  

 

For clarity, accessibility, contextualization and analysis, the plots of some of these plays are 

briefed out in next pages.  

 

 
1 Jāmbavati Pariṇayam, Madālasa Caritam and Satyavadhū Pariṇayam were based on purāṇa stories 

that were woven into beautiful theatricals that were presented during various festivals celebrated in 

Vijayanagara Karṇāṭa empire.  
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1. Plot of Mallikāmāruta 

The plot is about a hero named Māruta who happens to be the son of the minister of Kuntala 

(Anantharaman, 2006, p. 4). He falls in love with the daughter of Viśvāvasu, a minister of 

Chandravarma, the king of Vidyādhara named Mallikā. There is another pair who are friends 

with these two called Ramayantikā and Kalakaṇṭha. Kalakaṇṭa and Māruta are friends. 

Śambaraka who also likes the heroine Mallikā, is the villain who tries different ways to separate 

these couples.   

In the first act it is understood that Māruta is pining for his beloved Mallikā whom he has 

already met at a hermitage.  

“sā bālā mama hṛdayaṁ tasminneva kśaṇe praviṣṭābhūt” 

 (Anantharaman, 2006, p. 34) 

Translation: “that very second, that has girl entered into my heart”.  

While in conversation with his friend Kalakaṇṭha, he learns about his love for a damsel named 

Ramayantikā. Mārūta receives a garland sent by Mallikā through Kālindi, a disciple of 

Mandākinī, an ascetic. He sends across a gem necklace as a return gift to Mallikā along with a 

note that he belongs to her henceforth. Both friends depart for their midday bath. While Māruta 

attempts to paint Mallikā’s portrait on a painting board, one is already sent by the king through 

Bhramaraka for him.  

Further in act two, Mallikā is in conversation with her two friends Navamallikā and Kālindi. 

While Navamallikā is on her way to get the painting requisites for Mallikā, Sārikā, a disciple 

of Mandākinī arrives to see her. She gives a gift box made of ivory to Mallikā which contains 

a celestial garment. Mallikā on opening the box finds that there is Māruta’s painting on it and 

finds a damsel portrait next to him. Unknown about who that is, she doubts that it would be 

someone else that he loves. But Kālindi consoles her affirming Māruta’s love for her. 

Bhramaraka enters and assures Māruta’s love for her and gives the gem necklace gifted by 

Māruta to her:  

“tataśca priyamitreṇa nāthakalakaṇṭhena naiṣāstye nivārite nivṛttastasmāt sīmantamaṇi 

niveśaprayāsāt mahābhāgāyā eva yogya iti ahametasya dāne ājñaptosmi” 

(Anantharaman, 2006, p. 97) 

Translation: "Furthermore, this (gem) is being presented to the maiden by a dear friend on 

behalf of his friend". 

In the third Act a meeting of both Mallikā and Māruta will be arranged made by Mandākinī in 

the garden. Hiding in the garden, Māruta watches Mallikā as she departs after paying respects 

to the jasmine creeper, the place where she was found as an infant by her father. Pining in 
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separation he faints and Mallikā rushes to his rescue. While Mallikā, Māruta and all their 

friends are in the garden and are happy about the union of Māruta and Mallikā, they hear about 

two intoxicated elephants approaching the Vasantavana: 

“pādāgrakrāntadehatruṭanacaṭacaṭatkurvadasthipramathyan nīṣādantoruṣāndhaḥ kimapi 

tanumataḥ piṣṭapeṣaṁ pinaṣṭi” 

 (Anantharaman, 2006, p. 151) 

Translation: “A blind elephant, thoroughly intoxicated, strayed by tripping over the foot of a 

tree and a protruding root, then pulverized something like a stony rock”. 

The elephants get subdued by Māruta and Kalakaṇṭha.  

In the fourth act, while Māruta and Bhramaraka are discussing about the intoxicated elephants, 

a mahout named Kalavingaka comes to Māruta and Bhramaraka, in the guise of a brāhmaṇa, 

and says that a man got killed while trying to rescue him while taking a holy dip in river Gaṅga. 

Māruta assumes that it is his friend Kalakaṇṭha and mourns deeply. Mahout goes to do the 

same with Mallikā so that she gives up on Māruta and turns towards Śambaraka. Just when 

Māruta is lamenting over his death, Kalakaṇṭha comes there and consoles him: The deceitful 

tricks of Sambaraka are understood by both:  

“manye, kukanavidā śambarakāntevāsinākalaviṅgakena vipralabdhaḥ priyavayasyaḥ” 

(Anantharaman, 2006, p. 172) 

Translation: “I think, this is all the trick of Śambharaka, just like a deer is tricked by a painted 

tiger, so too is my dear friend tricked”. 

They go to Mallikā and meet her. Everyone is distressed about the elephant incident and 

Śambaraka, who has teamed up with Ramayantikā’s brother Rudraraṭa. However, all return to 

their residences.  

In act five, Māruta goes to a temple to pray to devī and suddenly sees a bright flash of light:  

“koyam taḍidāloka iva pratihanti nayanaraśmīnakiṁpacānaprakāśaḥ” 

 (Anantharaman, 2006, p. 198) 

Translation: “Who strikes as if a lightning bolt and what kind of radiance is this eye beam?”. 

He finds that lord Śiva himself is being welcomed by the devī lord Kātyāyinī where Indra and 

all other devata have come to worship Śiva and devī. Māruta is startled by his vision. When he 

opens his eyes after praying, he finds no one around. He decides to offer his head to the goddess 

to please her. Just when he is about to hit his head with the sword, he discerns screams of 

Mallikā who is being abducted by a demon and being flown above into the sky:  

“kathamayaṁ gaganagocaraḥ karuṇakaruṇo mallikāyāḥ svaraḥ?” 

 (Anantharaman, 2006, p. 206) 
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Translation: “Those painful screams coming from the skies belong to Mallika, don’t they?”. 

Māruta tries to rescue her, and the demon takes him away. Mandākinī provides divine powers 

to Māruta with which he fights back the demon and kills him. Mallikā returns to her parents 

after this.  

In act six, apprehensive Māruta is pleased by Mallikā and then her friends get her ready for the 

marriage. The act ends with both enjoying the beautiful precincts of the marriage 

(Anantharaman, 2006, p. 261).  

In seventh act Kalakaṇṭha in the guise of Mandākinī discerns Ramayantikā confessing her love 

for Kalakaṇṭha and Kālindi assures to unite them. Kalakaṇṭha and Ramayantikā unite after 

Ramayantikā finds that it is Kalakaṇṭha in the guise of Mandākinī. While both are happy, 

Kalavingaka is beaten up by Bhramaraka. Meanwhile Śambaraka is being tied to Tamāla tree: 

“atha ardhamuktanidrāṇāṁ ceṭakavarṣavarāṇāṁ pravṛtte kolāhale ahamapi 

praśamitapradīpaḥ timire nirgatya tatkśaṇaṁ tamālalambitaṁ śambarakākrandānandikarṇo 

jhaṭityāgatosmi” 

 (Anantharaman, 2006, p. 298). 

Translation: “While the rain poured down and people in a slumber, I emerged from the 

darkness. I tied Śambaraka to a tamarind tree, and now I'm delighted to hear him scream”.  

In the eighth act, Mallikā is mysteriously taken away while she was spending time with Māruta. 

All the friends get confused when Māruta laments and explains what had just happened 

(Anantharaman, 2006, p. 330). Sārasikā suggests they all go see Mandākinī to seek help.   

In the ninth act, Māruta is inconsolable and is wandering in places as if he has gone mad.  

Unable to see his friend’s condition Kalakaṇṭha also tries to jump off the mountain cliff. 

Mallikā’s friends who were searching for her also try follow Kalakaṇṭha. Even more, Māruta 

assumes that Mallikā has been gulped by the fire or Earth. Just then Mallikā appears dressed in 

gem necklace that he had presented (Anantharaman, 2006, p. 367). Mandākinī arrives with her. 

Everybody wants to know what mystery had just happened, but they are directed to meet the 

king first and console him.  

In the tenth act, Mandākinī narrates the mysterious story of a curse and previous birth to 

everybody. When Mallikā finally wears the gem necklace everyone regains consciousness and 

wakes up to learn about the recovery from the curse (Anantharaman, 2006, p. 409). 
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2. Plot of Śṛṅgārabhūṣaṇaṁ 

The plot of Śṛṅgārabhūṣaṇaṁ is set in the city of Vijayanagara. The hero Vilāsaśekhara has 

been invited to attend a grand festive celebration of prathamārtavamahotsava1: 

” pūrvedhyuḥ pratyuṣavelāyāmeva sakhyāḥ kanakamañjarīduhituranaṅgamañjaryoḥ 

prathamārtavamahotsavaṁ saṁbhāvayituṁ nimantritosmi” 

 (Sharma S. , 2005, p. 33). 

Translation: “I have been invited to attend the (prathamārtavamahotsava) first menstruation 

festival of Kanakamañjarī's daughter and Anangamañjarī, just at evening”. 

He sets off in the morning and walks along the courtesan quarters. He first sees Malayavatī and 

then Kamalavatī with whom he has a short conversation and moves ahead. He meets 

Mandāraka a brāhmaṇa viṭa and praises him for his choice of profession as a wiser one. Further 

he meets yet another couple of courtesans called Ratnāvalī and Kanakalatā. The conversation 

with the courtesans is all about amour.  He finds Indumatī playing the kandukakrīḍā2. He 

hurries further to the event location and meets Vāsantikā on her terrace who is enjoying the 

beauty of the spring and the beauty of blossomed bunch of flowers.  

Further he sees Kalakaṇṭhī hitting Dhanamitra with a garland. He interrupts and reunites them. 

Next, he sees Bālacandrikā going towards Rangaśālā. Just as he is wishing to go and watch 

the dance training given by his friend Gaṇadatta, Gaṇadatta himself comes in front of him and 

invites to watch his student perform. Vilāsaśekhara will be more than pleased to watch 

Bālacandrikā’s performance: 

“hṛdyaṁ maṇḍalasauṣṭhavaṁ sulalitaḥ prauḍhāṅgahārakamo 

nyāsastālalayānvitaścaraṇayormañjuḥ kvaṇannūpuraṁ| 

tatdbhāvaviśeṣasaurabhajuṣo ramyā dṛśorvibhramāḥ 

sākūtasmitacārūvakrakamalaṁ śrāvyaṁ ca gītāmṛtam||53||”  

(Sharma S. , 2005, pp. 73-77). 

Translation: Her maṇḍala sthāna or the stance is very beautiful with lot of sauṣṭhava; 

complex/matured angahāra patterns are formed effortlessly; movement of legs is in proper 

rhythm and tempo; the anklets are creating beautiful melody; the eye glances are expressing 

the emotions aptly; the lotus like face with a smile and the song are like amṛta3. 

He praises the ease with which she moves, her rhythm sense, her expressions, eye movement 

and her music. He opines that it’s an icing on the cake if the dancer is also versed in music. He 

 
1 A ceremony is performed when a girl begins to menstruate. 
2 A game played that involves use of a ball. 
3 An immortal nectar 
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takes a leave from there and proceeds further.  He hears Hiṇḍolāgāna from Makaranda’s house 

where Mandārika and Makaranda are enjoying the Vasantaḍolavihāra1 with the music. He 

appreciates the music and by that time it is already noon and so decides to take rest at 

Candravatī’s house (Sharma S. , 2005, p. 88). He is impressed with the facilities, grandeur, 

serenity, and tranquility in the house. He admires the garden that has numerous trees, which 

provide shade to the house. The house also features a bar counter and a birdbath. He 

enthusiastically remarks that looking at her house feels like a celebration.  

Having taken a leave from there he walks ahead to see that an old courtesan by name Vetravatī 

with a complaint letter in her hand is dragging Mādhavadatta towards the court (Sharma S. , 

2005, p. 90). Vilāsaśekhara stops them with an intention to help Mādhavadatta. Vetravatī’s 

complaint is that Mādhavadatta had accepted Vetravatī’s daughter Navamālikā as a wife. 

However, he is unable to keep up with the agreement made and does not pay a penny to 

Vetravati. Vilāsaśekhara carefully reads the agreement called kalatrapatra made earlier: 

“svasti samastabhuvanamohane manmathanāmanisaṁvatsare 

Vijayanagaraavāsīmādhavadatto vetravatīduhiturnavamallikāyāḥ kalatrapatramarpayti – 

ṣaṇmāsāniyamastu me praṇayinī śaśvatpaṇānāṁ śataṁ dāsyāmi pratimāsamindudhavalaṁ 

dhautaṁ dukuladvayam. Mālyaṁ nūtanamanvahaṁ mṛgamdaṁ karpūravīṭiśataṁ 

yaccābhipsitamanyathā punarsau sarvaṁ ca me dāsyati. iti. bhadra, Mādhavadatta. na 

hyanti likhitvāvyavahāraḥ” 

 (Sharma S. , 2005, pp. 91-92) 

Translation: "May there be well-being, hail the one captivating the entire world, in the 

delightful year named Manmathanāma. In the city of Vijayanagaraa, Mādhavadatta, offers 

Kalatrapatra to Vetravati's daughter, Mallikā. May my beloved observe the six months' ritual, 

and I shall gift her a hundred silver coins every month, along with a freshly woven garland, 

musk, and other cosmetics, as she wishes. Thus, Mādhavadatta. No agreements are as binding 

as those not put in writing". 

 Agreeing with Vetravatī that Mādhavadatta cannot violate the agreement, he manages to 

convince Vetravatī to forgive Mādhavadatta as he is poor.  

After this incident as he walks towards the destination, he witnesses two goat fight – 

Meśayuddha, rooster fight – kukkuṭa yuddha and then the wrestlers wrestling – mallayuddha 

and two men named Candrasena and Mādhavasena fighting with sword to win a lady called 

Mālatī’s hand in which Candrasena emerges victorious (Sharma S. , 2005, pp. 94-96). He is 

 
1 A springtime recreation involving swings that people enjoy. 
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amazed to see all those fights and hears to a melodious music of Mañjubhāṣiṇī who is playing 

vīṇā and singing along.  

Finally, he reaches his destination, Kāmamañjarī’s house where the festive has started and the 

auspicious place is filled with the sounds of playing Mṛdaṅga: 

“idaṁ kilāviratāhanyamānamaṅgalamṛdaṅganinādajanitakarṇapāraṇam”  

(Sharma S. , 2005, p. 106). 

Translation: “This continuously played auspicious mṛdaṅga is delightful to the ears”. 

Ladies are instructing about decorative arrangements. Saṁsāratarumañjarī’s daughter 

Anaṅgamañjarī has been nicely dressed and is sitting on a majestic chair. She had been dressed 

in a beautiful attire, kastūri tilaka on her forehead and a garland of red lotuses. Vilāsaśekhara 

thinks that she looks as much superior as a queen: “ 

eṣā maṅgalamajjanena viśadā paṭṭāśukodbhāsinī kastūrītilakātiramyavadanā 

puṣpābhirāmālakā| kaśmīrākalitāṅgarāgarucirā kadṛlāramālāvatī mūrtā śambaravairiṇo 

vijayate sāmrājyalakśmīriva” || 

 (Sharma S. , 2005, p. 109) 

Translation: “Having bathed with auspicious water, wearing pure garment, adorned with 

saffron, with a beautiful face shining, wearing a garland of lovely flowers, and body smeared 

with a Kashmiri cosmetic, she looks absolutely like a goddess”. 

Vilāsaśekhara is overwhelmed to see Anaṅgamañjarī and blesses her with full heart. He too is 

greeted by her mother and is fondly acknowledged for attending the festival. Thus ends the 

play. 

 

3. Plot of Vasantatilakaṁ 

Vaasantatilakaṁ play is set in the city of Kāncī. Plot of Vasantatilakaṁ is that the hero 

Śṛṅgāraśekhara is invited to attend a prathamaraṅgārohaṇa1 of the heroine Vāsantikā (Sharma 

D. , 1868, p. 22). He sets off in the morning to attend the event. Mesmerized by the beautiful 

scenery around Kāñcī, and the arrival of the spring season, he becomes captivated by the 

beautiful landscapes of the city. Passing through one of the streets he sees a lady called 

Citralekhā, who with her friends is reminiscing about the days in her maiden home, her youth, 

and her happy wedded life with her husband and so on. After praising her skillful words, he 

moves on further and passes through courtesan’s quarters where he hears a talented vīṇā player 

called Vīṇavatī who can sing along while playing her instrument. Praising her capabilities of 

 
1 First stage performance 
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singing along with playing instrument he goes ahead and finds a rooster fight going on. From 

there he proceeds to meet one of his nice friends in the past called Tārāvalī whom he admires 

a lot and has been seeing after a long time and wishes for a serendipitous encounter which 

happens. However, Tārāvalī appears not so pleased with him, so he refrains himself from 

further argument and escapes the quarrel and sighs in relief: 

“Kathamapi kālasarppamukhānniṣkrāntosmisakhedaṁ” 

 (Sharma D. , 1868, p. 19). 

Translation: “Somehow, I have emerged from the mouth of the time serpent in distress.” 

As he moves ahead, he witnesses a place where the roosters are trained by a talented trainer: 

“etatkiṁ kukkuṭopādhyāyaśikśitakuṭilavidyādarśanasthānaṁ|” (Sharma D. , 1868, p. 18). 

Translation: “What is this? It is the place to view the strange talent of rooster fight, trained by 

the trainer”. 

On hearing a lot of commotion among the gathered crowd, he enquires a lady called 

Candrasenā about it and learns that there is a rooster fight between the two teams going on 

which is being watched by the crowd in full spirit. At last, when one of the roosters makes the 

winning blow on its enemy, and emerges victorious in the fight, the crowd erupts into joyful 

cheers. After this sequence the play proceeds further to describe the music of a beautiful vīṇā 

player who could sing along while she played the instrument, and whose music, he listens with 

utmost gratification: 

“Sakhi kāntimati, kaiṣā viṇāvatiyā saha viṇāmupagīyamānā sīmantinī?” 

 (Sharma D. , 1868, p. 21) 

Translation: Sakhi Kantimati, how does she, along with the vīṇa, sing while playing the vīṇa?". 

Śṛṅgāraśekhara is stunned by her talent. Just after appreciating her music, he gets into another 

matter regarding a priest (vipra) named Vasantayājī whose proceedings with courtesan quarters 

are considered noble. So, he is told that considering the general societal morale that lady of the 

house follows the man’s footsteps, the lady also followed him and joined the courtesan quarters: 

Kim bravīṣi? athaiṣā tasya dharmapatnīprativratānāṁ pattyuranusaraṇameva paramo 

dharma iti svayampyetāṁ veśyāvāṭikāṁ praviśya vasantakalikānāṁ bhūtvā veśyādharmeṇa 

vartat iti. Saparitoṣaṁ. 

 (Sharma D. , 1868, p. 22) 

Translation: “What do you say? She, too, declares that following her husband's path is the 

ultimate duty, and thus, having herself entered a courtesan quarter, she lives as a courtesan, 

serving the pleasure of those who visit during springtime, with all contentment.”  
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Further he witnesses a person with unusual characteristics and an unsettling appearance whom 

he sees with both fear and curiosity: 

“Vikaṭapadavinyāsamukharalohanūpuraḥ karṇalambamānadhattūrakusumaḥ 

kakśanihitabhujaṅgapeṭikaḥ karakalitakālāyasavalayajāto 

vividhauṣadharasakaṣāyagandhikalevaraḥ sāṭoparacita vividhadeśabhāṣā kaścidāhituṇḍaka 

dūtaevābhīvartate” 

 (Sharma D. , 1868, p. 25).  

Translation: “A charmer with a broad range of knowledge, adorned with copper anklets, 

earrings hanging down to the ears, a bunch of flowers, a bracelet on a thin wrist, a ring on a 

well-shaped finger, and with bracelets on the upper arm, skilled in the art of drawing lines with 

henna, possessing various types of fragrances, an expert in applying cosmetics, and skilled in 

various languages from different lands, someone who holds a little mirror, approaches with 

confidence.” 

The hero learns that he is a snake charmer. Startled by the snake charmer’s outfit he hurriedly 

moved ahead where he witnesses people running away in panic. On enquiring about it from 

Madanamañjarī he understands that it’s an angry elephant around that’s caused the panic. He 

observes that even the buildings are trembling with the elephant running around.  He reminds 

himself of advice that whenever a furious king and an intoxicated elephant are witnessed, 

should leave the place behind. Just by then an old man takes control of the elephant skillfully: 

“re re niṣādinaḥ siṁhapaṭaḥ śṛṅkhalaḥ siṁhamudrayātāvadenaṁ sthirīkaromi 

nigṛhītamāgatya dantayoḥ siṁhapaṭaṁ saṅkalyya śṛṅkhalayā caraṇayornibandhya ca niḥ 

śaṅkamāruhya kārāgṛhaṁ nīyatāmayaṁ duṣṭa gajaiti sādhu māntrika sādhu” 

 (Sharma D. , 1868, p. 29).  

Translation: "Hey there, I will capture and firmly bind this hunters' lion's snare and shall 

transport this wicked elephant to the elephant stable."  

Further he comes to a place where he witnesses a festive celebration where young girls are 

wearing pretty ornaments, anklets and foreheads adorned with sandalwood and saffron tilaka 

and taking part in kandukakrīḍa. A lady called Hariṇī extends her hospitality, inviting him to 

take a rest at her place. Though pleased by her words of praise, refusing to stop, he makes a 

quick conversation with her and moves ahead to attend the event. He meets a friend called 

Raṅganātha from whom he understands about Tārāvalī who got subdued by a hypnotist. With 

pitiable thoughts of hers, he continues further.  

He rests in the garden for some time watching around and observing everyone in the garden, 

and he moves further where on his way he witnesses two wrestlers wrestling (mallayuddha), 
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two fighting goats (meśayuddha). He explains the vigor with which they are fighting. Then he 

discerns a beautiful voice. He praises a lady Mandāramālike for her beautiful musical rendition 

and takes a leave from there. He sees his friend Vilāsavīra having an argument with Vilāsavatī. 

He advises him to proceed wisely while arguing with the lady beloved and leaves.  

Just by then he sees the betel nut supplier of Vasantasena is coming quickly. He conveys 

Śṛṅgāraśekhara to hurry up to join the show. When he questions the reason for hurrying, he 

understands that it’s about Bhagavān Varadarāja coming to witness the show. Bhagavān 

Varadarāja here in the play is a theatre person who is well-known for his divine plays. Thrilled 

by his arrival as a guest, Śringāraśekhara enters the maṇḍapa where the event is taking place: 

Sambhāvitam sapadi harmyatalambimānai 

rdvāraṁ nikhāt kadalīyugalābhirāmam| 

stambhāvalī ca rūcirāvimalairdukūlai 

rvarṇyata hanta vacasā kathamasya lakṣmīḣ|| 

 (Sharma D. , 1868, p. 52) 

"How beautiful is this mansion, adorned at once with a grand arch and turret, with a door 

framed by graceful pairs of banana trees. Pillars splendidly arrayed in various colors adorn it. 

Alas, how shall I describe the grandeur of this abode with words!". 

He thus describes the beauty of the theatre and the beauty of the ladies assembled inside, who 

are not only native ladies from Karnāṭaka but also those who have arrived from various other 

far-off places like Nepāl: 

“kiṁ bravīṣi, svābhinnakevalamekasmādanyebhyopi deśebhyaḥ samāgatāḥ vilāsinīḥ paśya” 

(Sharma D. , 1868, p. 52). 

Translation: what are you saying? Look at the ladies who have come not only from our country 

but also from the others.” 

Asking his friend not to assume that he cannot describe the women who have arrived from 

another region, he exhibits his extempore talent in poetry to his friend: 

kalpitacandanatilakaṁ karṇaparisphurita kanakatāṭaṅkam| 

kaluṣayati mānasammekāntaṁ karnāṭa kāminīvadanam|| 

nepālī gaṇḍapālīṣu kastūripaṅkavindavaḥ| 

vadanti madanebhasya madaniṣyadinīṁ daśām|| 

 (Sharma D. , 1868, p. 53) 

Translation: The girls of Karnāṭaka with the sandal tilaka on the forehead and the golden 

earrings that they adorn, they stir the lone hearts. The very sight of the Nepālī girls wearing 

kastūrī tilaka, speaking in groups, is enthralling. 
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Thus, engaged in a lighter conversation with the friend he enters the samāja or the assembly 

hall. Having entered inside and he finds himself already late to the event.  

Śringāraśekhara gets delighted that the chief guest Varadarāja has presented the dancer with 

a fragrant garland woven by his beloved, along with an attire that is fully adorned and colorful: 

“Sambhāvayati bhagavān varadarājo dṛṣṭadivyanṛtyagītopyanena nṛtyagītādināsantuṣṭaḥ|”  

(Sharma D. , 1868, p. 57) 

Translation: "The gracious Lord, Bhagavān Varadarāja, is content with the divine dance and 

song that he has witnessed." 

Beside Vasantasenā he sees the beautiful damsel Vāsantikā by the stage who is an expert in 

dancing, vocal, and instrumental music. He is enthralled by her grace. After observing such a 

beautiful maiden, he concludes that the purpose of his gaze has been fulfilled. He deduces from 

the guest's conversation that her dance had been executed with such grace and perfection that 

it left a deep impression on the guest. Unable to wait anymore, he speaks in her honor and 

praises her accomplishment and offers her the kalatrapatra - an official document that records 

an agreement to accept a courtesan as a wife: 

Svasti samastabhuvanaikavīrahariharahiraṇyagarbhavacanavāmāṅgavakśasthalasthāpita 

jayastambhaśambarabhidisārvabhaumapadamanubhāti madhuradhanuṣi makaradhvaje 

madhumāsapaurṇamāsyāṁ kāñcīpurīvāstavyaḥ śṛṅgāraśekharo vāsantikāyai 

kalatrapatramarpayati. 

māsānsapta mameyamastu dāyitā dāsyāmi cāsyaiśataṁ 

dīnārānpratimāsaṁ varayugaṁ nityaṁ śataṁ vīṭikāḥ | 

āmodaṁ kusumaṁ ca vāñcitāmasau madhyenyamīkśeta ce 

datvātadviguṇaṁ kalatratu punarmāsāniyaṁ sapta ca || 

itthaṁ kṛtaṁ śṛṅgāraśekhareṇa 

 (Sharma D. , 1868, p. 58).  

The play concludes with the maiden Vāsantikā joyfully accepting his proposal, to which her 

mother and kin happily give their consent.  

 

Diverse social themes within the plays 

The plays under scrutiny provide vivid insights into the culture and society during the 

Vijayanagara Karṇāṭa period. They portray a variety of characters, the circumstances they 

encounter, the diverse social strata, underlying themes of hypocrisy, life in a courtesan quarter, 

and many other intricacies. These plays also shed light on enduring and evolving social norms. 
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a. Exhibiting cultural facets: In the cultural context the plays like Śṛṅgārabhūṣaṇaṁ and 

Vasantatilakaṁ appear as a colorful canvas on which the Vijayanagara society is painted 

beautifully. The episodes of rooster fights, goats fight, sword fights, wrestlers fighting, girls 

playing with ball, couple swinging on the swing, a dancer, a musician, a dance teacher, a snake 

charmer, and an elephant tamer all of them portray the beauty of the multifaceted culture. The 

zeal of the crowd watching those different kinds of fights signifies the cultural grandeur and 

their shared cultural identity. The works capture the glory of cultural festivities celebrated 

during that time. Two grand festivities like the Prathamārthava and Prathamaraṅgārohaṇa are 

major festivities called as ‘mahotsava’. Along with these there are a few more mentioned like 

vasantotsava, vasantadolāvihāra, kandukakrīḍa and so on. The enthusiasm and fondness with 

which the heroes of the two plays witness or set off to even attend those festivities are a 

testament to their magnificence.  

In Vasantatilakaṁ the grand theatre in which the Prathamaraṅgārohaṇa mahotsava is 

organized, or even venue where Prathamārtavamahotsava happens in Śṛṅgārabhūṣaṇaṁ and 

Candravatī’s house where Vilāsaśekhara rests for a while during the afternoon, are all beautiful 

and elegant, as described in the plays. Candravatī’s house even had a bar counter, a birdfeeder, 

a playroom, which is remarkable. A breezy home even on a hot afternoon, and the presence of 

so many amenities in a residential structure, all these captivate the architectural excellence 

during this period. This unique feature reflects the lifestyles and societal norms of the era. 

The Prathamaraṅgārohaṇa event was not only attended by the ladies from Karṇāṭaka but also 

other regions. It shows how such events meant a platform for social connections and interaction 

that took place during that time which was crucial for cultural exchange. The Nepālī damsels’ 

beauty is described pleasingly in the play. 

In Śṛṅgārabhūṣaṇaṁ a grand festival is celebrated when the girl attains puberty i.e., the 

Prathamārtavamahotsava. These celebrations are often known by different names in different 

cultures1. Such celebrations often involve family or communal gatherings involving blessing 

the girl entering new phase of life, the rituals, and cultural ceremonies. It symbolizes cultural 

values and ideas of society. Such celebrations continue to be a part of the tradition till the 

present day among various communities. It is interesting to know its trails in society of the 

Vijayanagara empire as well.  

 
1 Celebration of a girl’s 15th birthday is called Quinceañeras in Mexican culture. Bar Mitzvah is 

celebration of a boy’s puberty on his 13th birthday in Jewish culture.  
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Both bhāṇa plays prominently showcase the exceptional dance and musical talents of the 

artists, highlighting the results of their rigorous training and dedication. The performances 

within these theatrical productions serve as a testament to the skill and artistry that the actors 

and musicians have cultivated through years of practice. With intricate choreography, graceful 

movements, and melodious tunes, these plays offer a vivid glimpse into the world of 

performing arts during the Vijayanagara era, celebrating the devotion and proficiency of the 

artists who brought these captivating narratives to life. 

The skill set of people in society is exhibited in the plays. In Vasantatilakam the snake charmer 

who also has different kinds of medicines with him; A daring elephant tamer who comes 

suddenly out of the blue and takes control of the elephant when every other person is running 

in panic. Śringāraśekhara himself is a skilled poet who does an extempore to describe the girls 

in the theatre. All these show the diverse skill sets present within society during that era. It 

highlights the proficiency of individuals in various professions, emphasizing the multifaceted 

talents and expertise of people in that society.  

b. Showcase of empowered women: The social themes addressed in Mallikāmāruta, 

Śṛngārabhūṣaṇaṁ and Vasantatilakaṁ are significant as they address some historical contexts. 

Some statements in the historical records regarding the women of Vijayanagara are misleading, 

that they were suppressed and were victimized of dowry and child marriages (R, 2016) and so 

on. There is enough evidence to show that the condition of women in Vijayanagara period were 

much empowered. The era witnessed women who were greatly formidable, actively engaged 

in warfare, took part in administration, and were well read. Some of the outstanding literary 

contributions found of the time are by the women. Queen Gaṅgādevi’s Kamparāyacaritam 

(Ayyangar, 1919, p. 23) on achievements of her husband Kamparāya, son of Bukka, is an 

epitome of Vijayanagara literature, showcasing literary achievement of women, highlighting 

her profound intellect and mastery of classical Indian literature. Queen Tirumalamba who wrote 

Varadāmbikā Pariṇayam was an accomplished women poetess of Vijayanagara period (Sarup, 

p. 4). Saletore quotes more such evidence:  

• “In A.D 1386, or thereabouts, Bommambe, wife of Mahāvīra Mādarakāḻa, continued the fight 

in which her husband died and lost her life too” (Saletore, 1934, p. 162)  

• “An inscription dated A.D. 1378 says the following about her: The king Bukka’s wife Honnāyi, 

in accomplishments like the science of love, in wisdom like the Vēdas” (Saletore, 1934, p. 163)  

• “Achyuta Rāya’s gift of Suvarṇamēru was commemorated in a Sanskrit verse composed by 

Vōduva ̄Tirumalammā (A.D 1533)” (Saletore, 1934, p. 163) 
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The play Mallikāmāruta portrays progressive men and empowered women who choose their 

consorts according to their will and wish. Mallīkāmāruta stands out as a social play that reflect 

the liberty that the women enjoyed during those times. The character Mandākinī is so powerful 

in Mallikāmāruta that the entire plot, the happy ending of the drama is all dependent on her 

deeds. She is the one who provides Māruta with supernatural powers to fight the demon. She 

is the one who brings Mallikā back when everyone has given up and is about to jump over the 

cliff. Ultimately these serves the portrayal of women as a powerful character. 

The signing of an agreement called Kalatrapatra described in both Śṛngārabhūṣaṇaṁ and 

Vasantatilakaṁ sheds light on the concept of lawful wedding of courtesans of Vijayanagara 

period. A scrutiny of the Kalatrapatra format given in both the plays shows that their interests 

were protected through clauses. Even Śṛngārabhūṣaṇaṁ provides with a similar kalatrapatra. 

These show that even a courtesan profession was treated with dignity that had well defined 

regulations that protected their rights. Those who violated these regulations were held 

accountable and were prosecuted under the court of law. 

c. Commitment towards strengthening society: The medium of theater holds significant 

potential for engaging with social themes and effecting change by shaping public perspectives 

and influencing policy decisions. The Kalāpam of Vijayanagara provides one such example 

which hints of the people suffering under a local chieftain (Kothari, p. 3). In prahasana kind of 

play, if the situation sounds over the top, or very unlikely to happen in real life, then the 

characters in the play require conviction to make that situation closer to the worldly. On the 

other hand, the researcher concurs with the views of Ramakrishnamacharyulu1, that some 

prahasana like this also offer to highlight the social absurdities and contradictions. Such 

themes can give out moral lessons to the audience through humorous presentations with which 

they can introspect their social behavior and choices. Rāmakrishnamacharyulu opines that main 

objective of Bhāṇa and Prahasana were to throw light on the malpractices of the society and 

inspire it towards the right direction and both forms adopt the humorous way to do the same:  

“samāje sthitānāṁ durācaraṇāṁ prakāśanena samājasya samucite mārge preraṇameva 

ubhayoripi mukhyoddeśaḥ” 

 (Ramakrishnamacharyulu, 2010, p. 32) 

 
1 See introduction section in the previous page.  
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Bhāṇa being a social play, the śṛṅgāra theme brought with it is a wizard of the playwrights of 

the Vijayanagara era. Because Śṛṅgāra is considered as the king among all the rasas1 (Ganesh, 

2017, p. 103) for its ability to encapsulate the essence of all rasas within it. The format and 

structure of these Bhāṇa is such that, the actor explains a situation that he encounters in his 

society, or his judgement of the right and the wrong. The frequent use of the addressing phrase 

'kim bravīṣi?' in each bhāṇa implies an inherent emphasis on social interaction. Everytime the 

hero of the play meets a person; he inquires to know their wellbeing and initiate a conversation. 

He also provides some piece of advice during the conversation. It suggests the intention of 

social connection and social concern. For example, Śṛṅgāraśekhara in Vasantatilakaṁ advice 

his friend Vilāsavīra to mind while arguing with a woman. Even during the elephant chase his 

words hint that one must stay away from a furious king. Vilāsaśekhara advice Vetravatī to 

forgive Mādhavabhaṭṭa even though he couldn’t keep up the agreement which was offense 

against the law. These instances reveal about the character of a viṭa.  

The viṭas possessed a high level of wisdom and understanding. Their ability to offer valuable 

counsel on topics like interpersonal relationships and the behavior to adopt in various situations 

reflects their intelligence and depth of knowledge. This suggests that the viṭas are not merely 

entertainers but also individuals with a keen awareness of human nature and societal dynamics, 

making them well-respected and admired figures within their society. A viṭa was not only 

capable of offering insightful advice but also engaged in societal critique, exposing social 

hypocrisies, and demonstrating a sense of social responsibility and compassion.  

Societal hypocrisy is when a society claims to uphold certain principles and morals but is 

engaged in action that contradicts those values. Hypocrisy exists in different layers of a society, 

both at corporate and personal levels. It is important to have an individual social commitment 

towards its causes and consequences. The plays of Vijayanagara showcase a strong sense of 

responsibility towards putting a check on such societal double standards. The traditional, 

satirical, and social theatres of the present like Nauṭanki and Bhavai are the examples in which 

the societal hypocrisies are highlighted. Such attempts in fact awaken the people of society 

towards ethics and integrity.  

Similar aspect of the societal criticism is showcased in the Vasantatilakaṁ. In the verse where 

Śṛṅgāraśekhara discerns about a vipra called Vasantājī and his wife, Śṛṅgāraśekhara’s 

sarcasm indicates to social hypocrisy related to traditional gender roles, societal expectations, 

 
1 The rasas, as defined in Nāṭyaśāstra, encompass eight distinct sentiments: śṛṅgāra (romantic), hāsya 

(comic), karuṇā (pathetic), raudra (furious), vīra (heroic), bhībatsa (odious), adbhuta (marvelous), 

and bhayānaka (terrifying). 
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strict moral and social standards, particularly for women, where women are expected to adhere 

to their husband's path as their ultimate duty. 

Prahasana such as Somavalli Yogānanda written by Aruṇagirinātha Ḍiṅḍima Bhaṭṭāraka are 

an example of humor utilized to showcase such societal hypocrisy. In this play a mendicant is 

in love with a lady called Somavallī but doesn’t know whether she would reciprocate his love. 

Then he has a line of visitors from different classes and occupations in society. A bhrahmaṇa, 

a merchant, a courtesan, a vulgarly mannered priest, and others who are all narrating the double 

standards. Meanwhile, having disguised themselves, both set off to meet the other and midway 

bump into each other. Clueless about each other’s disguise, they enter a conversation which 

reveals their identity and eventually to be caught by the city guards. When they are taken and 

presented before the king, he suggests Yogānanda to give up his mendicancy and marry the 

lady and live the life of a householder. The prahasana has various twists in the story woven 

into the plot to show the brilliance of the writer who has observed the societal hypocrisy among 

all classes of society and captured the possibilities of humor to portray them effectively.  

Interestingly, bhāna available of ancient times till fourteenth century are hardly about six in 

numbers, however the bhāṇa written between 14th and 16th century are over fifteen. As per 

Ramakrishnamacharyulu quoted earlier in the introduction section, the intention of bhāṇa is to 

establish social awareness through humor and it appears that these plays have been used as a 

platform to educate the society. Clearly there is a visible contribution of performing arts 

towards maintaining social balance. Thus, plays of the Vijayanagara era play a vital role in 

showing that the performing arts play a vital role in strengthening society by shedding light on 

various odds and challenges facing society and its norms. They help in seeing the problems and 

challenges society faces, as well as the way society functions. Since societal problems are ever 

relevant, through these plays, one can learn about the issues and social rules of that time, which 

in turn helps to understand present society better. If the scripts of other unpublished bhāṇas are 

procured and published, they would be very useful sources for the performing arts fraternity.  

d. Experimenting with theatre conventions: As discussed already regarding the format of 

prakaraṇa as per Nāṭyaśāstra and other texts, they are primarily meant to explore and reflect 

societal themes. However, the prakarana Mallikāmāruta gives an impression of a slight 

deviation from the conventional norms of the genre. In this play, the playwright boldly 

experiments with the established format by portraying the hero Māruta as an ordinary man 

who, fights against all odds, and finally attains supernatural powers to rescue his beloved from 

a demon. This narrative deviation raises intriguing questions about the boundaries of societal 

norms and the power of love to transcend them. Such experiments hold significant research 
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potential, inviting a closer examination of the sociocultural context of the Vijayanagara era and 

the motivations behind such innovative narrative choices. In prakaraṇa literature, it is 

conventionally expected to feature a non-exalted hero. However, in the case of 'Mallikāmāruta,' 

this traditional norm is subtly transcended. Māruta gains supernatural energies through 

Mandākinī to fight back the demon and save his lady. This way he is neither divinely born nor 

he is helpless and vulnerable. There is a silent notion that an ordinary human can achieve 

victory through virtuous qualities. 

Such experimentation is seen in a few other dramas from the same era as Unmattarāghava 

which is a kind of uparūpaka called prekṣaṇaka. It is written a Vijayanagara king named 

Virūpākṣa. The play was presented during the rathotsava of Tiruvannāmalai (Upadhyay, 1991). 

Here the story takes a turn according to the author’s imagination. In the play, when Sītā is 

abducted, Rāma loses his sanity and laments. Lakṣmaṇa, Sugrīva and Hanumanta go after Sītā 

and bring her back, instead of Rāma. In the entire plot Rāma is neither involved in setu bandha1 

nor fights with Rāvaṇa. It is others who do it for him.  

Another play with the same name Unmattarāghava written by Bhāsakara kavi during same 

time also has a deviation in the plot. It is accounted that it was presented before Jagadguru 

Vidyaraṇya (Upadhyay, 1991, p. 368). It is a one act prekṣaṇaka. In this version Sītā goes 

missing in the forest when she is off to fetch flowers with her friend. However, due to 

Dūrvāsamuni’s curse she turns into a deer. Rāma is in distress and pain in Sītā’s separation and 

that is when Agastya muni blesses and turns Sītā back to human form. Here also the entire 

narrative is imaginary, but it doesn’t affect the main plot. It goes like an anecdote along with 

the main storyline.  

A vyāyoga of Vijayanagara period called Narakāsura Vijaya written by Dharmasūri is said to 

have been first played in front of the vidvadpariṣad on the auspicious occasion of Śarad Utsava 

which means during the festival of Deepavaḻi (Upadhyay, 1991, p. 396). Through Nāṭyaśāstra 

it is known that vyāyoga is a one act play in which a battle or a combat is shown with a royal 

sage or a seer as its hero and not a divine personality. So, evaluating the plot and the format of 

Narakāsura Vijaya, Ramjī Upadhyay has mentioned that the playwright has deviated from the 

format of vyāyoga that has been followed in the realm of traditional Indian dramatic literature. 

He says “kavi ko apni lekhanī par nāṭyocit niyantraṇ nahī thā. Ve apnī kavitālaharī me vyāyog 

ke bhāratīya vidhāno ko nimajjit kar dete hai aur pāṭoṅko varṇanātmak āvart me magn karne 

me saphaltā mānte hai” (Upadhyay, 1991, p. 367).  

 
1 Construction of the bridge across the ocean to go to Laṅka as in the Rāmāyaṇa of Vālmīkī.  
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Bhāṇa is bhāratī vṛtti pradhāna which a play presented predominantly through the mode of 

dialogues. The essence of the play resides in its dialogues. In both the bhāṇas under study, 

genius of their playwright shines. Unlike Mallikāmāruta, which is ten acts long prakaraṇa, 

these plays encapsulate every dimension of beauty through vācikā or the dialogue. They paint 

vivid picture of their era within the canvas of bhāṇa keeping its structure intact. The dialogues 

of the Viṭa in both the bhāṇas are written in such a way that it weaves practical wisdom into 

the characters. The intelligence of the playwright is evident in their ability to weave such 

dialogues and actions. By imparting valuable advice on interpersonal interactions and the need 

for caution, the playwright not only entertains the audience but also imparts moral and social 

lessons, enriching the depth and meaning of the play. This showcases the playwright's skill in 

combining entertainment with insightful guidance. 

However, Mallikāmāruta excels in its portrayal of social relationships. The friendship between 

Māruta and Kalakanṭha and the commitment that Mandākinī holds to unite the protagonists 

are remarkable. It is in this context that the writer transcends the frame of a prakaraṇa to try 

extraordinary possibilities to bring Māruta victorious and turns the play into a happy 

conclusion.   

By pushing the boundaries, innovating, and exploring uncharted creative territories, artists and 

creators can pave the way for entirely new artistic forms and expressions to emerge. 

Experimentations are important for this reason. Over time, those experiments have the potential 

to give birth to a new genre of performing arts. As discussed earlier in this article, the fact that 

the Kuchipudi kalāpam Parijātāpaharaṇa can be traced back to Vijayanagara era indicates the 

willingness of the artists of those time, to explore and create new forms of performances. Nandi 

Thimmana's Pārijāta̲paharaṇamu being one of the pioneer literary works of same time further 

assures the innovation and exchange in the arts that was taking place. It suggests that artists 

and performers were dynamic and did experiments by exchanging ideas and approaches, which 

contributed to the development of unique art forms and styles. Even the 'styles' referred to in 

present-day classical dances are mostly those which often originated as the creative works and 

experiments of some veteran artists from the past and withstood the test of time, eventually 

emerging as distinct genres.  

Thus, through all such experimentations, the plays of the Vijayanagara Karṇāṭa era shed light 

on the intricate interplay between tradition and innovation that were observed in theatricals of 

that time. 
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Conclusion 

The playwrights of Vijayanagara time have treated their plays like a vast canvas to portray their 

rich culture. Social themes portrayed in the plays of the Vijayanagara Karṇāṭa era, shed light 

on the multifaceted nature of this culturally significant period in South Indian history. They 

offer a panoramic view of society’s dynamics, intricacies, and its evolving nature during that 

era. The plays not only serve as a mirror reflecting the cultural ethos of Vijayanagara but also 

serve as a valuable historical record of the strong position of women in the society, and the 

sense of social responsibility held by the individuals to mold the society as per the values and 

ethics. 

In the plays it is noticeable that the characters project human values, with embedded cultural 

essence. For instance, the usage of language in Mallikāmāruta is both Prakrit and Sanskrit 

appropriate to the characters. In the two bhāṇas, both viṭa and veśyā characters are 

extraordinary persons in terms of knowledge and wisdom. They have traversed a life journey 

parallel to that of an aristocrat in a society. Their sensibility towards society and their depth of 

knowledge is not only limited to amour, music, and dance; but also extends into understanding 

public and legal affairs. It shows that they were on par with any other profession of their times.  

A strong interaction between the theatre and society is observed. The innovative approaches to 

theatre conventions in these plays demonstrate the enduring significance of artistic expression 

as a reflection of society's collective identity. Further, these dramatic works stand as 

experimental arenas where theatre conventions were pushed, reshaped, and redefined. These 

exhibit the transformative power of the performing arts to inform, inspire, and challenge the 

norms and conventions of society throughout the ages. 

The study has attempted to compile a valuable resource that can be utilized for the purposes of 

historical reconstruction and reinterpretation, shedding light on the societal values of the 

Vijayanagara Karṇāṭa era through the lens of dramatic literature. Some of the plays that are 

unpublished and still preserved as manuscripts need attention and immediate publication so 

that they are accessible by the scholarly people thus helping in reconstruction of a forgotten 

genre of theatre. The study overall helps in enriching the appreciation of South India’s theatrical 

heritage. 
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Architecture and Sculptures Bridging 

Artistical and Cultural Relation – 

A study on Southern Tamil Nadu Temples 

(1529 to 1736CE period) 

- Smt. A R Rohini, Bengaluru 

 

Abstract 

The architecture and gallery of fascinating life-size sculptures in the temples of Tamil Nadu 

adds to the uniqueness of ancient sculptures and is the intriguing topic of the present study and 

investigation. The Āhārya, or ornamentation of these elaborate stone sculptures, refers to a rich 

tradition in dance and/or theatre, which will be examined. In the current study, an attempt is 

also made to trace the cultural influence on these sculptures.  

 

Keywords:  Architecture, Pancasabhā, Kuravanji, Dīpalakṣmī, Indian Temples, Kerala 

sculptures, Sculptures, Tamil Nadu Temples, Art, Performing arts 

 

Need of the study 

The richness of detail in the architectural style, ornamentation and characters portrayed in the 

larger-than-life sculptures, which are linked to theatre traditions, remain largely unrevealed and 

very little research has been conducted on its relevance in these temples. Thus, the current 

study is necessary.  
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Objectives:  

• To study the uniqueness of wooden architecture and to trace the evidence of the cultural 

influence in the structure.  

• To study the attributes of gigantic sculptures and to understand the significance and 

symbolism of the larger-than-life sculptures placed in these temples. 

 

Methodology: 

In this work, historical and exploratory research methods were predominantly used. It explores 

a thorough investigation of temple sculpture and its significance, in addition to a study of its 

architectural influences through historical sources.  

Field visits to Tamil Nadu’s temples were undertaken as part of Noopura Bhramari, IKS 

Center's ‘Nṛtyaśilpa Yātre - phase 2’, which has impacted this study, documentation and 

interpretation of sculptures. At least thirty-five temples in Tamil Nadu were visited1; yet only 

the following ones were selected because of their distinctive architectural styles and massive 

sculptures, which made them interesting research areas of study:  

1. Thiruvanaikovil Jambukeswarar Temple 

2. Tirunelveli Nellaiappar Temple 

3. Krishnapuram Sri Venkatachalapathy Temple  

4. Srivilliputhur Nachiyar (Andal) Temple 

5. Kanyakumari Bhagavathi Amman Temple  

6. Suchindram Sthanumalayan Temple and  

7. Madurai Meenakshi Temple 

(Despite obtaining a letter from the IKS division in Delhi, permission to photograph the 

architecture and sculptures in the Suchindram Sthanumalayan Temple and Madurai Meenakshi 

Temples was not granted. Thus, only analysis is provided.) 

 

Introduction  

Introduction  

Tracing the history of sculptures from ancient times, one can find that sculptures can act as a 

good basis for recreating and understanding our past. Kings of southern India have constructed 

magnificent temples, along with innovations in architecture and sculpture, as a means of 

acquiring legitimacy and popularity. The Colas, Pandyas, Ceras and Vijayanagara Karṇāṭa 

 
1 Read the methodology of Vasantotsava research article authored by Rohini A R, in this same book. 
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Kings who ruled southern India were passionate builders of temples. The Temple architecture 

flourished on a grand scale during these dynasties. Each dynasty's temple construction 

demonstrated a distinct and evolving architectural style. These kings saw the temples as both 

centres of economic activity and places of worship for their kingdoms. Tamil Nadu temples 

reflect not only the people's social lives, lifestyles, customs and traditions but also their essence 

as magnificent works of art. 

The Vijayanagara Karṇāṭa dynasty who rose to prominence in 1336 and ruled until 1646 built 

several temple complexes. There were several significant changes in temple building 

throughout this period, including the addition of new buildings and structural alterations and 

additions. The new developments of this period included tall Rāyagopuram-s, Kalyāna 

Manṭapa-s with intricately carved pillars, Vasanta Manṭapa-s and a distinctive style in the 

sculptures of deities, men, women, animals, Yāḷi-s and social life depicting sculptures1; 

embellishing various areas of the temple. The Madurai Nayaks reigned as the representative of 

their overlords, the Vijayanagara Karṇāṭa Kings, from 1529 to 1736. These Nayaks were 

renowned for their contributions to the arts and culture, for restoring temples that the Delhi 

Sultans had destroyed and for establishing a distinctive architectural style. The focus of the 

current study is some of Tamil Nadu temples’ outstanding examples of distinctive architecture 

with massive sculptures of magnificent proportions constructed in the era of the Nayaks of 

Madurai. The following sections discuss the temple architectural style's numerous facets. 

 

Architecture 

Tamra Sabhā & Citra Sabhā 

It is generally believed that five important places - Pancha Sabhā-s, where Lord Nataraja 

danced are Sri Vadaranyeswarar Temple of Thiruvalangadu, Tillai Nataraja Temple of 

Chidambaram, Meenakshi Sundareswarar Temple of Madurai, Nellaiappar Temple of 

Tirunelveli and Kutralanathar Temple of Courtallam. They are also called as Ratna Sabhā, 

Kanaka Sabhā, Rajata Sabhā, Tāmra Sabhā, and Citra Sabhā respectively. It's also noteworthy 

to observe what Rajarajan says about the dancing halls in connection with these Sabhā-s. He 

mentions that these five places might have been considered Lord Nataraja's dancing place, but 

there isn't a clear indication in literature or epigraphy to support the idea that they are 

Pañcanṛtyasabhā in the literal sense, given that several other sthalā-s were also thought to be 

 
1 The study on the sculptures of the same era has been exhaustively dealt in the Noopura Bhramari IKS 

Centre’s Nṛtya ṡilpa yātra series 2 -publication Ṣilpa ṡodha Sangraha. 
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the Lord's dancing venues. It may therefore have been a later tradition, originating in the 

Vijayanagara Nayaka period, when a separate Sabhā for the Lord of Dance, Nataraja, was 

constructed in the Śiva temple complex, leading to the cult's rise to prominence (Rajarajan, 

2014, p.209). 

The Tāmra Sabhā at Tirunelveli (Fig.1 & 2) is situated in the inner precincts or prākāra of the 

Nellaiappar Temple. The idols of Goddess Shivakamasundari and Lord Nataraja are brought 

here for elaborate ceremonies on the festival of Ārudhra darśanam or Tiruvādirai (on the full 

moon night of Mārgaḻi (Danurmāsa) December – January months. This festival is celebrated 

in both Kerala and Tamil Nadu. The Sabhā built from wood is adorned with elaborate carvings 

of characters from epics and puranic stories on its beams. The major display includes 

representations of Daśāvatāra - ten incarnations of Lord Vishnu, stories from Ramayana and 

Krishna avatāra and Āḻvārs. There are carvings of mortal, semi-divine and divine beings on 

the brackets and copper sheets are used to roof the structure.  

Another Sabhā with comparable features is Citra Sabhā in Kutralam (Fig.3 & 4); however, 

paintings are displayed there rather than sculptures. 

 

 

Fig. 1 & 2: Tāmra Sabhā, Nellaiappar temple, Tirunelveli 
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Fig. 3 & 4: Citra Sabhā, Kutralam. 

 

These two temples' distinctive architectural features are strikingly comparable to Keralan 

temples' Śrī Kovil1, which has a rectangular shape. Śrī Kovil is the core of a Kerala temple, 

which has a sloping roof and a distinctive style characterized by the use of wood in the form 

of panels, brackets, massive beams, rafters, pillars, ceilings, and brackets. 

 

Nellaiappar temple and Andal temple 

Fig 5: Nellaiappar temple, Tirunelveli  

 

The ceiling of the entrance manṭapa of the 

Nellaiappar temple in Tirunelveli has beautiful 

wooden carvings. The engineering, 

architecture and ornamental arts have come 

together to create the temple ceilings. The 

brackets, rafters and beams of the ceiling are 

heavily decorated with a variety of wooden 

sculptures and designs, making for a truly 

remarkable sight. There are four layers on each 

side of the brackets, each containing rows of sculptures or other embellishments. Here is a vast 

 
1 The architectural style of Śrī Kovil involves wooden roofs that are steep and pointed, and covered with 

copper plates that extend beyond the walls. The shrine's exterior walls feature low relief work with lime 

mortar and plaster,  murals in soft, subdued colors are painted on the walls while the plaster was still 

wet, as well as sculpted timber elements such as rafter ends, brackets, columns, door frames, and wall 

plates - adds to the distinctive qualities of Kerala temples (Ambili S, 2023, p.267).  
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display of hundreds of artistically carved wooden sculptures featuring, among other things, 

puranic stories of gods, images of hunters, dancers, musicians, warriors, men on horses and 

erotic sculptures (Fig. 6 & 7).  

 

 Fig 6: 

Nellaiappar 

temple, 

Tirunelveli 

 

 

  

   

 

Fig.7: Nellaiappar temple entrance, Tirunelveli 

 

Another temple that takes pride in its wooden architectural style construction is the 

Srivilliputhur Andal temple complex.  The sculptures from the Nayaka period temple car were 

dismantled and reassembled in the Vatapathrasayi temple's Agramanṭapa in the Andal temple 

complex (Fig.8). 
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Fig 8: Vatapathrasayi temple’s Agramanṭapa, Srivilliputhur 

 

The Nayak Genealogy in Portrait Sculptures with Regional Influence in Sculpting 

 

Royal personage in traditional Kerala attire 

 

Fig. 9, 10, 11: Nellaiappar temple, Tirunelveli  Fig.12: Kunhikuttam Thampuran1  

 

 
1(Hari & Hari, 2019) 
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The Nayaka period is distinguished by the life-sized royal portraits with great detail of dress 

and ornament that can be found in numerous south Indian temples from the latter 16th and 17th 

centuries. This phenomenon is linked to the evolving nature of royalty in Tamil Nadu 

throughout that era (Branfoot, 2002, p.242). The portrait sculptures of a group of ten men 

resembling royal personage from the 17th CE representing a genealogy with one or more 

attendants wearing their hair in the traditional side-knot fashion peculiar to Kerala, line the 

corridor of the Nellaiappar temple that leads to the southern entrance of the adjacent Kantimati 

Amman temple.  The identity of these individuals is not supported by any concrete evidence. 

The sheer number of members does, however, allow for a comparison to a comparable ten-

member Madurai Nayaka group in the Pudu manṭapā of Madurai Meenakshi Temple 

(Branfoot, 2012, p. 365) which includes – 1. Viswanatha Nayaka, 2. Kumara Krishnappa 

Nayaka, 3. Veerappa Nayaka, 4. Krishnappa Nayaka, 5. Lingama Nayaka, 6. Krishnappa 

Nayaka II, 7. Kasturi Rangappa Nayaka, 8. Muthu Krishnappa Nayaka, 9. Muthu Veerappa 

Nayaka, 10. Tirumala Nayaka (Krishnan, 2019, p.94, 95). 

These sculptures are also found on the walls or columns of temples, usually in Anjali mudra / 

Namāskara, which shows devotion and salutation to the divine. These features can be attributed 

to Kerala’s influence during the 16th and 17th centuries when three significant dynasties of rulers 

ruled Kerala - the Rajas of Venad in the south, the Zamorins of Calicut in the north and the 

Rajas of Cochin in the center. During this time, the Nayakas of Madurai, who ruled over the 

surrounding regions of Tamil Nadu received tribute from the Venad rulers. The Kalkulam 

branch of the Venad ruling family was the most significant one which was centered near 

Kanyakumari. There were times when the Madurai Nayakas ruled over portions of Venad. On 

the contrary, the Venad leaders' ventures into Tamil territory served to temporarily extend 

Kerala's influence (Verghese, 2006, p.137).  

Additionally, in an attempt to "divinize" the king, these portraits were even dedicated as objects 

of worship during the Cola period. These sculptures had political significance during the 

Nayakas Period. Often sculpted alongside the royal family, these life-size and strategically 

positioned figures are an unusual artistic portrayal that tends to convey to onlookers the 

stability and vast continuity of the kingdom (Lorenzetti, 2021, p. 226)1.  

 
1 Traditionally, Namboothiris kept a tuft or lock of hair (called Kuduma in Malayalam and Ṣikha in 

Sanskrit) on their head. A four "Viral" or finger-sized (about 6.5 cm) circular tuft on top of the head, 

along with a four-finger gap above the forehead's hair line and if that region is bald, it may develop on 

the left or right side, or anywhere that is feasible was thought to be characteristic of Namboothiris 

Kuduma. (“Sikha” or “Kuduma,” n.d.) 



113  Shodha vijaya 
 

Dīpalakṣmī sculptures 

Dípalakṡmí refers to the sculptures depicting female lamp bearers. The unique style of 

Dīpalakṣmī sculpture’s innovation can be dated to the period when the Venad kings' declared 

independence from the Madurai Nayakas and conquered a vast region that stretched from 

Kanyakumari to the boundaries of Cochin (12th century -1729). These female lamp bearers 

were seen prominently in Kerala temple architecture, affixed to each pillar in the construction 

of temples and palaces when Travancore became a regional power (1729 - 1949) (Verghese, 

2005, p.142). 

On the occasions of utsavā-s and various rituals and ceremonies that were performed at dusk 

and night, the Dīpalakṣmī-s1 held the lamps to illuminate the area around the pradakṣiṇapatha 

(a pathway that is designed to facilitate circumambulation inside a temple). As a sign of 

auspiciousness, oil lamps are still used extensively in Kerala as part of celebrations and 

ceremonies.  

 

 

Fig. 13: Bhagavati Amman temple, Kanyakumari          Fig. 14: Nellaiappar temple, Tirunelveli  

 
1 Jagadish Chandra Bose had a bas-relief of a ‘Woman Carrying Light to the Temple’. About her, Bose 

wrote, ‘Without her, no light can be kindled in the sanctuary. She is the true light-bearer and no 

plaything of man.’ It is fascinating to think that perhaps the sculptor too wanted to convey that message 

– that the woman, despite all categorization we attempt at her, in all her infinite variety and variations, 

is essentially the bearer of light.”(Neelakandan, 2017) 
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Fig.15: Padmanabhapuram palace1          Fig.16: Adhisaya Vinayakar temple – Keralapuram2  

 

The sculptures of Dīpalakṣmī-s can be found on two rows of columns on the broad corridors 

of manṭapa-s facing inwards in the Suchindram3 and Kanyakumari temple (Fig.13), although 

the clothing and hairstyles of the pillars differ from one another. Similar sculptures are seen in 

the Nellaiappar temple of Tirunelveli (Fig.14). For ease of comparison, images of the 

Dīpalakṣmī sculptures at Kerala temples are provided (Fig 15 and 16). 

 

Gigantic Sculptures 

Many of the Southern Tamil Nadu temple's manṭapā-s of Nayak Era are embellished with 

amazing lifelike sculptures (Fig.17 to 45 & 50 to 55) that have been expertly sculpted with 

minute detailing. The magnificent statues in the Meenakshi temple's corridor in Madurai, 

Suchindram Sthanumalayan temple, Nellaiappar temple Tirunelveli, Venkatachalapati temple 

Krishnapuram and Andal temple Srivilliputhur are astounding in their design.  

The pillars feature Manmatha, the charming God adorned with flowers and decorations and 

carrying a sugarcane bow alongside Rati, his companion, the narrative of Bhima's encounter 

with Purushamriga, fine sculptures of Arjuna, Karṇa and Dronacarya, large sculptures of 

 
1 (Apsara, Stone Sculpture, Padmanabhapuram Palace, Early 17th Century, Kerala. | Statue, Stone 

Sculpture, Buddha Statue, n.d.)  
2 (Moksha, 2018) 
3 While referring to the sculptures of Suchindram temple Stella Kramrich's Dravida and Kerala: In the 

Art of Travancore, provides literary evidence by stating that the 16th century temple town of Suchindram 

is accomplished in architectural form, followed by Dravidian style and Keralan by application 

(Kramrisch,1961, p.29). However, it appears that this also holds true about the temples of most of 

southern Tamil Nadu.   
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warriors, etc. These characters are muscular, tall and well-built and are seen as standard iconic 

sculptures across the temples of southern Tamil Nadu. All these sculptures come to life due to 

their exceptional craftsmanship. Similar sculptures can be found in Suchindram 

Sthanumalayan and Madurai Meenakshi temples also. 

 

 

Fig. 17, 18, 19 & 20: Karna- Arjuna, A warrior, A hunter Sculptures in  Nellaiappar temple, 

Tirunelveli 

 

Fig. 21, 22 & 23: A dancer flanked by musicians on either side of the composite 

Column, Nellaiappar temple, Tirunelveli 
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Fig. 24, 25, 26, 27, 28 & 29 : Dwārapālaka, Hari Dāsa/Saint, A dramatic queen, A parrot lady,  

A warrior, & A woman sculptures in  Sri Venkatachalapati temple, Krishnapuram 

 

  

As part of the Vijayanagara tradition, the figural composite column started to appear regularly 

in large temples constructed in the early 16th century. However, as several dated examples in 

southern Tamil Nadu show, Tamil Nadu produced the greatest quantity, highest quality, and 

broadest variety of figural composite columns starting about 1560 (Branfoot, 2002, p. 244).  
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A comparable sculptural design may be observed up to central Tamil Nadu. Below are pictures 

of the figural composite columns from the Jambukeshwarar temple in central Tamil Nadu. 

 

Fig. 30, 31, 32, 33, 34 & 35 : Bhima, Puruşamṛga, A dancer, Latā Sundari, Lord Rama and A 

warrior sculptures in Jambukeswarar temple, Thiruvanaikovil 
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Fig. 36, 37, 38 & 39 : Rati-Manmatha, Drona & Women Sculptures in Andal temple, 

Srivilliputhur 

 

Manmatha and Rati (Fig. 36 & 37) are connected to the springtime celebration of 

Vasantotsava1. During the Nayak's time, Vasanta festival celebrations grew increasingly 

widespread. Structures known as Vasanta manṭapā-s in several temples arise prominently for 

the celebration of this festival.  

Fig 40: Rani Candramati with her Child 

According to a few sources, the sculpture in Fig. 40 depicts Queen 

Candramati, wife of Raja Harishchandra holding her child, from the 

popular theatre adaptation of Harishchandra's story which was very 

popular in the olden days and was enacted in the villages of Tamil Nadu 

during festivals (Vedachalam & Sethuraman, 2019, p.130). More research 

on this is suggested. 

In Fig. 17, Karna is seen holding a bow in his left hand and a snake, which 

is seen with its raised hood, in his right. Karna's identification is based 

solely on this characteristic, as he is the only epic hero known to have 

used a Nāgāstra (serpent arrow) as his weapon. After seeing Arjuna's skill 

 
1 Refer to the author’s research paper ‘Vasantotsava’ in this book for a detailed study. 
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in the battle, the enraged Karna took his Nāgāstra, which contained the serpent Asvasena. 

When Arjuna set fire to the Khandava jungle, it was the same snake that had escaped. The 

snake desired retribution against Arjuna (Raman, 2020, 322). Arjuna (Fig. 18) depicted in the 

column adjacent to Karna’s provides evidence for the Mahabharata's narrative of the 

Kurukshetra Battle between Karna and Arjuna (Pillay, 1953, p. 369, 370). It also symbolises 

the popular theatre plays enacted during those days.  

Fig. 41: Alli & Arjuna  

 

 

Fig. 42: Lakshmana grasping the 

tuft of Shurpanakha (Nellaiappar 

temple, Tirunelveli)  

 

 

 

 

 

 

 

 

 

The sculptures in these temples also depict stories from regional literature from this era. For 

instance, the story from the 12th century Aranya Khanda of the Kambar’s Ramayana or 

Irāmāvatāram, where Lakshmana severs Shurpanakha's ears, nose, and breasts while grasping 

her by her tuft, can be seen in a sculptural display  (Mudaliyar, 1970, p.126). Alli Arasani 

Malai, another tale of the Queen Alli of Madurai from Pughazhendi Pulavar's (16th century) 

narrative, is likewise shown in sculpture. In this, the Mahabharata's main protagonist, Arjuna 

and Alli's marriage provides the basis of this regional version of a larger story. In the Tamil 

region, the story of Alii is very popular and is frequently told, sung as a ballad, or played on 

stage. The Alli's story contains the gypsy, or Kuratti, who is an essential element of the Kurunji 

Tinai, the hilly area in the ancient text Tolkappiyam. In Alli Arasani Malai, Krishna makes an 

appearance as a gypsy singing about the Tamil nation's fertility and suggests a charm to Arjuna 

to win Alii's love (Ramaswamy, 2002, p.72).   
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Fig. 43, 44 & 45: Bhima and Puruşamṛga sculptures in Nellaiappar temple, Tirunelveli 

 

The story of Bhima and Purushamriga1 is another narrative that is portrayed in the reliefs. While 

Puruşamṛga is carved on pillars in the manner of worshiping by waving an arati and ringing a 

bell in common, the temples in Tamil Nadu have sculptures with figurines depicting Bhima 

and Puruşamrga chasing each other wielding their maces or gadās. They appear very frequently 

in temples across Karnataka, Andhra and Tamil Nadu. The story is adapted from the magnum 

opus the Karnāṭa Bhārata Kathāmanjari, also known as Gadugina Bhārata and Kumaravyasa 

Bhārata (the Mahabharata of Karnataka) by the early 15th century poet Kumara Vyasa. These 

tales take on great significance because they serve as the basis for a number of dramas 

performed during the annual temple festivals as well as themes that worked incredibly well 

with the pillar structure, which are further reinforced by the decorative details carved into the 

sculptures. 

 

 
1 Refer Narrative Reliefs of Bhima and Purushamriga at Vijayangara by Anila Verghese 
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These characters are muscular, tall and well-built and are seen as standard iconic sculptures 

across the temples of southern Tamil Nadu. All these sculptures come to life due to their 

exceptional craftsmanship. The sculptures listed above are a few of the typical masterpieces 

that are present in the Meenakshi temple also. A selection of Tiruvilayadalpuranam stories, 

Shiva's various forms, deities, stories of Kannappar, Uttara and Arjuna (as Brihannala), 

Veerabhadra and Daksha, Vali and Sugriva, Pandavas, etc. are also portrayed in the sculptures 

in the Meenakshi temple in Madurai.  

A striking feature in these sculptures is the headgear and ornamentation which is distinct 

and yet it is identifiable, particularly in the form of crowns from dance theatre form and reminds 

us of the highly stylized traditional dance theatre and ritual art forms like Therukoothu of Tamil 

Nadu, Theyyam- Tullal- Kathakali of Kerala and Yakshagana of coastal Karnataka. For ease of 

reference, pictures of costumes of these art forms are provided below. 

  

Fig.46: Therukoothu1   

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig.47: Yakshagana2 

 
1 (Therukoothu, n.d.) 
2 (“Yakshagana | Udupi | Shimoga,” n.d.) 
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Fig.48: Kathakali headgear1    Fig. 49: Ottan Tullal headgear2 

 

In these art forms, the character's Āhārya (costumes and ornamentation) is intended to 

symbolize the role. These costumes emphasize the traits that these characters possess, which is 

why no two characters are comparable in terms of attire or codification. Various forms of ritual 

worship3 are also distinguished by heavily embellished headdresses and makeup. It also 

appears that there was a custom in which specific dance theatre groups were affiliated with the 

temples. 

 

Kurati & Kuravan sculptures 

The large statues of Kuravan and Kurati (Fig.  50 to 54) are amongst the gallery of huge 

sculptures displayed at the temples of Nellaippar, Sri Venkatachalapathy and Jambukeswarar. 

The following characteristics which are common in Kurati and Kuravan sculptures are 

observed: Kurati is depicted with a variety of ornamentation, her hair secured in a side bun and 

occasionally at the crown of her head. There are numerous variations among the Kurati 

sculptures where she is seen grasping a basket, holding a bowl, carrying a baby on her shoulder, 

having a second child beside her on her right or sometimes carrying a prince. Kuravan, dressed 

in gypsy clothes, has a moustache and an inclined upper torso. He usually holds a stick in one 

 
1 (KATHAKALI THE KERALA DANCE ART - ASP ARTS, n.d.) 
2  (Sarath Raj on Pexels, n.d.) 
3 Ritual worship of bhūtas and daivas are indegenious practices of coastal districts of Dakshina 

Kannada, Udupi, Kasargod, Kerala etc.  
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hand and a piece of fabric in the other. In some of the sculptures, Kuravan is depicted carrying 

a Princess. 

 

Fig. 50 & 51: Kurati and Kuravan carrying prince and princess, Sri Venkatachalapathy Temple, 

Krishnapuram 

 

The Indigenous Kuravars, Kurattiyars and Vettuvars were the main occupants of the Kurinji 

Thinai1, and their main means of subsistence were hunting and gathering food (Britto, 2017, 

 
1 Tamil region was divided into five distinct landscapes known as the "thinai-s" during the Sangam Era based on 

its topographical setup: Kurinji - mountainous regions and their adjoining lands that contain “forested terrain with 

verdant slopes, flowers, birds, bees and wildlife, Mullai - forests with beautiful pastures, Marutham - agricultural 
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pg. 707). Additionally, the community also engaged in fortune-telling and the use of locally 

grown herbs to treat medical conditions. The phrase "Kuravanji" may have originated from the 

Tamil terms "kuram," which means fortune telling, and "vanji," which means lady (Manthena, 

2018). The themes relating to the large statues of a Kuravan abducting a princess and a Kuratti 

fleeing with a prince (Fig.  50 & 51) in Krishnapuram temple are absent from later literary 

depictions of these people in the Kuravanci dance-drama; instead, additional elements on the 

figural composite columns imply that these are local versions of the story (Branfoot, 2002). 

These further indicate that these temples had a theatre heritage within them. Kurati and Kurava 

form part of the Tamil theatre genre Kuravanji Nāṭakam which was popular from the 16th 

Century through the early 19th Century.  

The fundamental plot of Kuravanji Nātakam, a dance drama, centers around Kurati's fortune-

telling. When the heroine sees a deity or King going in procession, she falls in love. She is 

surrounded by several female attendants or sakhi-s, to whom she confesses her love. However, 

a deep love for the lord has surfaced in her heart and despises the god of love, 

Manmatha.   Further, to comfort their mistress, they summon a gypsy fortune-teller (Kurati), 

who foretells the heroine's eventual union with her lord. The heroine showers the Kurati with 

valuable jewelry as a reward.  

 

Fig 52 & 53: Kurati & Kuravan, Nellaiappar temple, Tirunelveli 

 
lands and their adjoining areas, Neithal - seashore and the regions associated with the sea, and Palai - wasteland 

and its adjoining areas.  
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Fig. 54: Kurati holding a basket, Jambukeswarar 

temple, Thiruvanaikovil 

 

The emphasis in Kuravanji Nātakam-s was on deity 

worship, which suited the compositions for 

performance in temples.  They were featured in 

temple celebrations and performed by the Devadāsi-

s, the temple dancers. These dance dramas took place 

in the courtyards of the temples (Ranganathan, 1970, 

p.111). They rose to popularity in the late 

seventeenth and early 18th century in the literary 

forms. Most of these sculptures are from southern 

Tamil Nadu, which was dominated by the 

palaiyyakārars or poligars, who were the main 

benefactors of the Kuravanji and other significant 

eighteenth-century literary styles. The 

palaiyyakārars were the local rulers and landlords in 

the southern areas (Branfoot, 2002, p.239). The fact that Kurati and Kuravan's sculptures can 

be found in temples before the literary genre became well-known suggests that these living 

traditions formed an integral part of the cultural programs presented during temple festivals 

and were the precursors to the literary genre that emerged later during Maratha Period. 

Kudandai Papanasa Mudalaiyar wrote Kumbesar Kuravanji in the 18th century. The gypsy 

woman in this Kuravanji is described as possessing such exceptional abilities that she was able 

to read the palms of the Mahabharata characters. Given the sculpting of images depicting 

characters from the Mahabharata, such as Bhima, Arjuna, Karna, and Dronacharya depicted in 

sequential order, it is evident that the oral tradition of Kuravanji dance theatre existed during 

Vijayanagara Nayaka times. 

 

 Conclusion 

The temples that the erstwhile rulers of Tamil Nadu constructed are a testament to their rich 

cultural heritage. The temples here are a harmonic blend of masonry, woodwork, stucco work 

and painting. Remarkable similarities in the architecture, wooden constructions and ornamental 

elaboration can be seen across the temples of Southern Tamil Nadu. A number of these temples 

are either located close to Kerala or share the coastline, where the abundance of forests and the 
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southwest monsoon have an impact on their construction. These temples are designed to 

withstand coastal and wet climates while adhering to the Āgama Śāstrā-s. Additionally, 

because the region was formerly ruled by the Kerala kings, the influence of their traditional 

building style of temples and the employment of craftsmen from Kerala could not be 

overlooked.  

The sculptures in the southern region of Tamil Nadu and those from Karnataka and Andhra 

during the Vijayanagara period are very different in terms of craftsmanship. Additionally, the 

fine polish, meticulously fine workmanship, and smooth finish with an elaborate and rich 

dressing / Āharya suggest the emergence of an entirely new style in sculpture that drew 

inspiration from both - a very distinct theatre form and regional influences. 

Viewed against the above background, one is led to believe the influence of dance drama 

tradition on the sculptures. These sculptures are the symbolic richness of a rich theatrical and 

ritual history that was part of these temples during the Nayaka period and eventually evolved 

into the Yakshagana Kuravanji literary genre during the Maratha period. Thus, we come across 

figures from the Ramayana and Mahabharata that would have appeared in these troupes' regular 

productions. These sculptures demonstrate that they are more than just decorative pieces of art; 

they carry on the tradition of a kind of art meant for entertainment, celebration and ritual. 
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Relevance of Deśī Tāḷa-s                                

to present day Music/Dance 

- Smt. Seema K S, Bengaluru 

 

Abstract 

As the famous saying goes, Śrutirmāta Layaḥ Pitāḥ – which translates to, Śruti is the mother 

and Laya is the father. Śruti is the pitch – level of singing; Laya1 is the speed at which the 

rhythm cycle repeats in a specific time interval. This aphorism stresses on the significance of 

singing to accurate Śruti and Laya. Tāḷa defines the time allocated for singing the Svara-s or 

musical notes. Tāḷa-s are classified as Mārga and Deśī. Nāṭyaśāstra throws light on the Mārga 

tāḷa-s while the later texts introduce Deśī tāḷa-s along with the Mārga tāḷa-s. 

 

This article focuses on the anomalies in the Deśī Tāḷa-s of few of the texts belonging to 13th 

century - 16th century CE. This write-up also emphasises on the stability and 

comprehensiveness of the Sūḷādi Sapta Tāḷa-s; discusses the need to revisit the Deśī Tāḷa-s in 

the preset time. 

 

Keywords: Carnatic music, Indian dance, Rhythm, Tāla, Deśī Tāḷa, Sūḷādi Sapta Tāḷa,   

 

Scope of Study 

This write-up is needed to bridge the gap between reviving the Desi Tala-s in current times and 

the Suladi Sapta Tala system. This research is carried out in order to have an outlook towards 

 
1 Also referred to as Gati (tempo); 3 types: Druta (fast), Madhya (medium) and Viḷamba (slow) Gati  
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the Desi Tala-s through the lens of Suladi Sapta Tala-s which ultimately stresses on the stability 

of the Suladi Sapta Tala system and questions the pertinence of Desi Tala-s to modern day 

Music tradition. 

 

Objectives 

• To observe the problems of implementing Deśī Tāḷa-s practically, focusing on its 

Tāḷāṅga1- Virāma. 

• The disadvantages in having the liberty to use Tāḷaprastāra2 in order to introduce new 

Tāḷa-s. 

• To explore the possibility of using Deśī Tāḷa-s based on the Gaṇa-s3 mentioned in the 

Lakṣaṇa of the Tāḷa by trying to fit it to a musical composition. 

• To analyse the redundancy of Deśī Tāḷa-s by finding it’s equivalent Suḷādi Tāḷa of present 

Carnatic music tradition. 

 

Methodology 

Firstly, a study was carried out on all the Deśī Tāḷa-s of the treatises like Saṅgīta Ratnākara, 

Bharatārṇava, Sangīta Sūryōdaya, Sangīta Darpaṇa and Nartananirṇaya. These texts give a 

clarity on the Deśī Tāḷa-s pre-Vijayanagara and the enhancements and modifications the Tāḷa-

s went through during the Vijayanagara period. The time interval for the Tāḷāṅga-s (Druta, 

Laghu, Guru etc.) in each text was made a note of. The anomalies in these Tāḷa-s in each text 

and the freedom in using the Tāḷāṅga called Virāma, the countless possibilities of Tāḷaprastāra 

that led to the introduction of hundreds of new Deśī Tāḷa-s was studied.  

The need to reinterpret/revive the Deśī Tāḷa-s in present times is addressed by comparing it 

with the Suḷādi Sapta Tāḷa system which is followed today. An attempt to understand the 

relevance of Deśī Tāḷa-s in connection to the present-day musical compositions is also 

discussed in this article.  

 

Primary Sources 

1. Saṅgīta Ratnākara of Śārṅgadeva with the Kalānidhi of Kallinātha and the Sudhākara of 

Siṁhabhūpāla - A magnum opus of 13th century, specifically belonging to 1210-1247 CE. Out 

 
1 Limbs/constituents of the Tāḷa 
2 Will be delt in detail, later in this article 
3 A concept of Chandas (prosody). Gaṇa is a technical term used for the light and heavy syllables in a 

sequence of three 
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of the 7 chapters, 5th chapter is entirely dedicated to Tāḷa and is named Tāḷādhyāya. Śloka-s 

relating to Deśī Tāḷa-s begin from 216th Śloka; there are 118 Deśī Tāḷa-s mentioned and 2 new 

Tāḷa-s introduced by the author. This text is note-worthy in giving all the Deśī concepts of 

Saṅgīta (a composite of Gītaṁ, Vādyaṁ and Nṛttam) 

2. Kallinātha’s Sangītakalānidhi – a commentary on Sangīta Ratnākara is 3rd of the Musical 

Nonet (Sangītaśāstra Navaratna) of the Vijayanagara period, authored between 1430- 1460 

CE to be precise. 

3. Bharatārṇava of Naṅdikeśwara – A treatise belonging to 11-15th century CE. 7th chapter, 

among the 15 chapters discusses about the Tāḷa-s. Number of Désī Tāḷa-s mentioned are 112. 

The speciality in Tāḷa-s involving Gaṇa-s and the treatment of Virāma is unique to this text. 

4. Sangīta Sūryōdaya of Srīlakṣmīnārāyaṇa – 5th treatise in the Musical Nonet of the 

Vijayanagara period; written in 1525 CE under the patronage of Kriṣṇadevarāya. This text 

dedicates the very first chapter Tālādhyāya to Tāḷa-s. There are totally 5 chapters in this text. 

Śloka 427-502 echoes the 118 Deśī Tāla-s of Sangīta Ratnākara, additional 121 Tāḷa-s 

introduced by the author are mentioned in Śloka-s 503-575. Usage of Anudruta, Laghu of 

magnitude 4,5,6 can be observed in these later added Tāḷa-s. 

5. Sangīta Darpaṇa of Catura Dāmōdara – A 16th century CE text; out of the 7 chapters, 6th 

chapter talks about the Tāḷa-s. 120 Deśī Tāḷa-s of Sangīta Ratnākara in addition to a huge list 

of popular Deśī Tāḷa-s of that period are suggested. This treatise gives a clear picture of the 

erratic spike in the number of Deśī Tāḷa-s. 

6. Nartana nirṇaya of Paṇḍarīka Viṭṭala Volume 1 with commentary by R. Sathyanārāyaṇa 

– One of the last treatises of the 16th century, precisely belongs to 1572-1576 CE. The chapter 

named Tāla-dhātṛ-prakaraṇam throws light on the Tāḷa-s. Deśī Tāḷa-s are dealt in śloka-s 127-

197. A contemporary to Sangīta Darpaṇa, but a decrease in the number of newly introduced 

i.e, 32 out of 86 Deśī Tāḷa-s can be observed.  

 

Secondary Sources 

1. Karnāṭaka Sangīta Vāhini and Karnāṭakada kalegaḷu - Saṅgīta Part-1 by R 

Sathyanarayana - Both these books deal with the history, development and the current system 

of Carnatic music tradition. Karnāṭaka Sangīta Vāhini was published in 1983 and Karnāṭakada 

kalegaḷu – Saṅgīta was published in 1980. 2nd and 9th chapter of the former and latter books 

focus on the journey of Tāḷa right from the times of Nāṭyaśāstra to the systemization of Sūḷadi 

Sapta Tāḷa-s in 16th century CE. The complications associated with Deśī Tāḷa-s - it’s 

calculation, uncontrollable growth in its number, usage of Tāḷāṅga-s; and the contribution of 
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Karnāṭaka’s Haridāsa-s in systemizing the Tāḷa paddathi (tradition) is mentioned in these 

books. 

2. Commentary on Nartana Nirṇaya of Paṇḍarīka Viṭṭala Volume 1 by R. Sathyanarayana – 

A treatise published in 1994 contains the English translation of Paṇḍarīka Viṭṭala’s 

Nartananirṇaya along with the commentary by R. Sathyanarayana. The commentaries on the 

Deśī Tāḷa-s again addresses the practical problems associated with it is as mentioned in 

Karnāṭaka Sangīta Vāhini and Karnāṭakada kalegaḷu – Saṅgīta. A detailed comparison of the 

Deśī Tāḷa-s against 11 other treatises are carried out in the commentary. 

3. The Saṅgītasūryodaya of Bhaṇḍāru Lakṣmīnārāyaṇa: A Study in History by R. 

Sathyanarayana – In general, various historical references to Kriṣṇadevarāya are given by 

the author. This paper gives an overview on the modifications in the Deśī Tāḷa-s of 

Vijayanagara period. The special features of Tāḷādhyāya chapter pertaining to this text are 

pointed out as well. 

4. Śāstra Raṅga Video series by Dr. Manorama B N and her book Tālāntaranga – Narma 

Naṭṭuvānga – YouTube video series uploaded by Noopura Bhramari channel in order to throw 

light on the various Śāstragrantha-s. and book deals with evolution and practicality of 1000 

years of Tāla system along with Naṭṭuvānga patterns of Bharatanāṭya and other such 

performing art forms, published by Noopura Bhramari IKS Centre, in 2023. 

 

Review of Literature 

1. Tāḷa-Daśa-Prāṇa and the Musicological problems in present day Tāḷa system by N. 

Ramanathan – An article published in the Madras Music Academy Journal; this paper relates 

the Tāḷa Daśa Prāṇa-s to contemporary music. 

2. The Ancient Tala System: A Comparative Approach by Lewis Rowell – An article 

published in the Madras Music Academy Journal, this article aims at identifying and evaluating 

the distinctive features of the ancient Tāḷa system right from the times of Bharata and his 

successors; with a special focus on the rhythm of Western music. 

3. Evolution of Rāga and Tāḷa in Indian Music by M.R.Gautham – The purpose of the book 

is to show the gradual evolution of the Rāga-s and Tāḷa-s of Indian music right from the Veda-

s up till the 13th century. Prastāra in the context of Mārga Tāḷa-s as a demonstration of the 

Tāḷāṅga-s in relation to the structure of the song is presented here. 

4. Ancient Indian Polyrhythms: The Structure of the Mārgatāḷas Containing an Explanation 

of their Prominent Status in the History of Indian Rhythm by Thomas Kintaert – This 
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paper sheds light on the polyrhythmic structure of Mārga tāḷa-s i.e the importance of 

permutation (Prastāra) and is expressed in the form of numeric ratios. Prastāra in modern 

Hindustani Music Tāla is explained as well. 

5. Systematisation of Prastara Details of Deshi Talas, by Ākeḷḷa Mallikarjuna Śarma -  This 

book addresses the anomalies found in the serial numbers of some Deṣi Tāḷa-s (mentioned in 

Saṅgītasamayasāra and Gāyakalōcanaṁ) systematically using the principals of Naṣṭa and 

Uddiṣṭa.  

6. Tāla information in Music Texts, by Girija Eswaran – This book is a compilation of the 

Synopses of the works and information on Tāla in general and Deśī Tāḷa in particular. 

7. Tālalakṣaṇa Samuccaya, by Girija Eswaran – This book (also in the form of a database) 

offers an enormous collection of Tāla-s in alphabetical order and other basic features of each 

Tāla, the verses in their original form, their transliteration and translation across various 

manuscripts and treatises. 

 

Scope and Limitations 

• This paper focuses only on the Deśī Tāḷa-s of selected treatises like Saṅgīta Ratnākara, 

Bharatārṇava, Sangīta Sūryōdaya, Sangīta Darpaṇa and Nartananirṇaya. Other treatises of 

Vijayanagara period are not considered because they are not available in printed format (like 

Tāḷakalābdhi of Acyutarāya). 

• Only few Deśī Tāḷa-s of the above mentioned Five primary texts are taken as examples to 

establish their equivalent in the Suḷādi Tāḷa system. 

• For the ease of calculating the count of the Tāḷa-s, mathematical adjustments like doubling or 

tripling and so on (multiplying or repeating the Tāḷa cycle to round off to a non-decimal 

number) are made for practically implementing the Tāḷa-s. 

• This study is not focusing the aspects and challenges of Mārga Tāḷā-s; as it demands separate 

treatment of research.  

 

Introduction 

The very first Śloka of the Tāḷādhyāya chapter of Nāṭyaśāstra says,  

  “…Kālastasya pramāṇaṁ hi vijñeyaṁ tālayōgataḥ”1 

Meaning, that which measures time is called Tāla. 

 
1 Pg.146, Chapter 31, Nātyaśāstra 

https://musicresearchlibrary.net/omeka/items/show/1794
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2nd Śloka of Tāḷādhyāya of Sangītaratnākara defines the etymology of the term Tāḷa as,

 “Tālastalapratiṣṭhāyāmiti dhātorghañi smṛtaḥ 

Gītaṁ vādyaṁ tathā nṛttaṁ yatastāle pratiṣṭhitaṁ”1 

Siṁhabhūpāla commentary on this Śloka elucidates the etymology of the word Tāla as, ‘Tala 

pratiṣṭhāyāmiti + ghañ suffix’ – that which decides the measure of time. Tāḷa is the authority, 

it defines the time for gītaṁ, vādyaṁ and nṛttaṁ. 

Musicologist R Sathyanarayana in the book, Karnāṭakasangītavāhini, philosophically explains 

that Tāḷa is the union of Śiva-Śakti. ‘Ta’ denotes Śiva and ‘La’ denotes Śakti.2 

“Tāḷa is to music what meter is to poetry”3 ; it is the regulating factor in a composition. 

 

Deśī Tāḷa-s 

The popular classification of the Tāḷa-s are Mārga and Deśī. Deśī Tāḷa-s are the famous Tāḷas 

in that particular period, introduced by each Lākṣaṇika (author) in his treatise, post 

Nāṭyaśāstra.  

As mentioned earlier, the number of Deśī Tāḷa-s in the 5 texts considered are: 

i. Sangīta Ratnākara (SR) – 120 

ii. Bharatārṇava (BR) – 112 

iii. Sangīta Sūryodaya (SS) – 239 

iv. Sangīta Darpaṇa (SD) – 200+ 

v. Nartananirṇaya (NN)– 86 

 

The Tāḷāṅga-s (that which constitutes the Tāḷa) in Deśī Tāḷa-s as observed in SR and the later 

texts that followed and their quantity/time measure are mentioned in the below śloka: 

  “Drutādyādyakṣraijñeyaṁ saṅti saṅjñāṅtaraṇyapi 

Ardhamātraṁ tathā vyoma vyañjanaṁ biṅdukaṁ drute 

Laghuni vyāpakaṁ hrasvaṁ mātrikaṁ saralaṁ tathā 

Vimātraṁ ca kalā vakraṁ dīrghaṁ guruṇi kīrtitaṁ 

Plute tryaṅkaṁ trimātraṁ ca dīptaṁ somodbhavaṁ tathā”4 

With the Simhabhūpāla commentary on this śloka, it can be understood that the synonyms for 

the Tāḷāṅga-s and their respective time interval/count are:  

 
1 Śloka -2, Pg.4, Tāḷādhyāyaḥ, Sangītaratnākara 
2 Pg.300, Karnāṭakasangītavāhini 
3 Pg.8, Chandassinalli Tāḷalayagaḷu 
4 Śloka 256-258, Chapter-5, SR 
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i. Druta – Ardhamātraṁ, vyoma, vyañjana, biṅduka – 0.5 

ii. Laghu- vyāpaka, hrasva, mātrika, Sarala – 1 

iii. Guru- dwimātrā, kalā, vakra, dīrgha – 2 

iv. Pluta- tryaṅga, dīpta, sāmodhbhava – 3 

 

BR mentions Saḍaṅga-s (6 Tāḷānga-s), namely:  

1. Druta  

2. Laghu  

3. Guru 

4. Pluta  

5. Kākapāda or Haṁsapāda  

6. Virāma  

433rd śloka of chapter 7 mentions the additional Aṅga-s i.e, about Haṁsapāda and Virāma as: 

  “Haṁsapādasca niśśabdascaturmātrōyamiśyate 

Virāmascaraṇascaiva baṅdhamaṅghri padaṁ truṭi” 

The śloka translates as, the time interval for Haṁsapāda as well as Niśśabda are 4 Mātra-s. 

The synonyms for Virāma are carana, bandha, aṅghri, padaṁ and trutī. 

The synonyms for Kākapāda are Haṁsapāda and Niśśabda. Virāma is a pause after a kriyā and 

theoretically it was disassociated with the aṅga it followed and had a separate time quantity. 

But in practice, the value for Virāma depends on the tāḷāṅga it is associated with.1 

SS has Paṅcaṅga-s (Five Tāḷānga-s) which are:  

1. Anudruta  

2. Druta  

3. Laghu  

4. Guru  

5. Pluta  

The lakṣaṇa śloka for Anudruta is: 

  “caturbhāgascandrakalā pādaśśīghrastvanudrute”2 

Meaning, the quantity for Anudruta is quarter or one-fourth i.e, 0.25. The symbol for it is like 

a crescent moon, implying ‘U’. 

 

 
1 Pg.234, Commentary on NN 
2 Śloka 50, Chapter 1, SS 
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To analyse the magnitude of all the Tāḷāṅga-s mentioned, it can be summarized that - 

2 Anudruta-s = Druta; 

2 Druta-s = Laghu; 

2 Laghu-s = Guru; 

3 Laghu-s = Pluta; 

4 Laghu-s = Haṁsapāda/Kākapāda/Niśśabda. 

The value of Virāma shall be discussed later. 

For easy calculation, the values for each of these Aṅga-s and their respective symbols as 

mentioned in the treatises are given below: 

 

Aṅga Synonymous for the Aṅga-s in other texts1 Value/ 

Quantity 

Symbol/ 

Notation 

Anudhruta ardhadruta, kabiṅdu, ardhacandra, aṅkuśa, 

dhanus 

0.25 U 

Druta biṅdu, vyañjana, śūnya, kha, ardhamātrā, 

vṛtta, valaya, vyoma 

0.5 O 

Laghu vyāpaka, sarala, hrsva, śirodaṇḍa 1 I 

Guru vakra, dīrgha, dvimātrā, pūjya, ga, kalā, 

keyūra, nūpura, hāra, tāṭaṅka, kaṅkaṇa  

2 S 

Pluta trimātrā, dīpta, tryaṅga, sāmodbhava, 

tārasthāna, śṛṅgī 

3 Ś 

Kākapāda niśśabda, haṁsapāda 4 + 

 

Analysis on the Deśī Tāḷa-s  

An exercise is carried out on finding the Sūḷādi Sapta Tāla equivalent to the selected Deśī Tāḷa, 

examination of Gaṇa based Deśī Tāḷa-s and the practical challenges with respect to the concept 

of Vīrāma and Prastāra are dealt in-detail below. 

Before that, the popular system of Sūḷādi Sapta Tāḷa-s and Gaṅa based Tāḷa-s needs to be 

understood. 

 
1 Pg. 232, Commentary on NN 



137  Shodha vijaya 
 

Jāti-s 

Sūḷādi Sapta Tāḷa-s : The Sūḷādi Sapta (7) Tāḷa-s are Dhruva, Maṭya, Rūpaka, Jhampe, 

Tripuṭa, Aṭṭa and Eka. The 5 Jāti-s1 which are depicted in the Laghu are Tiśra (3), Caturaśra 

(4), Khaṇḍa (5), Miśra (7) and Sankīrṇa (9).  

The Aṅga-s and their respective symbol denote U- Anudruta, O-Druta and I- Laghu.  

The value for Anudruta is 1, Druta is 2 and the Laghu varies based on the Jāti-s. 

So, for Tiśra Dhruvatāḷa having the Aṅga as IOII i.e, 1 Laghu -1 Druta -1 Laghu -1 Laghu, 

thus sums up to 3+2+3+3=11. 

 

The 7 Tāḷa-s with 5 Jāti-s constitute the 35 Tāḷas are mentioned below: 

 

 

Aṅga IOII IOI OI IUO OII IIOO I 

 Dhruva Maṭya Rūpaka Jhampe Tripuṭa Aṭṭa Eka 

Tiśra 11 8 5 6 7 10 3 

Caturaśa 14 10 6 7 8 12 4 

Khaṇḍa 17 12 7 8 9 14 5 

Miśra 23 16 9 10 11 18 7 

Saṅkīrṇa 29 20 11 12 13 22 9 

 

Gaṇa based Deśī Tāḷa-s 

In Chandaśāstra, every syllable (akṣara) is assigned Laghu (I) and Guru (S) for short and long 

akṣara-s respectively. When 3 akṣara-s are grouped together, the sequence of Laghu-Guru in 

each group is given a special name called Gaṇa. The following table describes the 8 Gaṇa-s. 

Gaṇa Constituents of the Gaṇa Symbol Total count of the Gaṇa 

Ya 1 Laghu, 2 Guru-s ISS 1+2+2=5 

Ma 3 Guru-s SSS 2+2+2=6 

Ta 2 Guru-s, 1 Laghu SSI 2+2+1=5 

Ra 1 Guru, 1 Laghu, 1 Guru SIS 2+1+2=5 

Ja 1 Laghu, 1 Guru, 1 Laghu ISI 1+2+1=4 

Bha 1 Guru, 2 Laghu-s SII 2+1+1=4 

Na 3 Laghu-s III 1+1+1=3 

Sa 2 Laghu-s, 1 Guru IIS 1+1+2=4 

 
1 Jāti denotes the akṣarakāla of the Laghu. Tiśra Laghu means 3 counts/akṣarakāla-s. 

Tāḷa-s 
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1. To find the Sūḷādi Sapta Tāla equivalent to the selected Deśī Tāḷa-s 

Śārṅgadeva’s Sangītaratnākara elaborates comprehensively on all the important concepts of 

music. It has greatly influenced the treatises that have been written post 13th century. It’s 5th 

chapter named Tāḷādhyāya is dedicated to all the aspects of Tāḷa. Starting with the definition, 

it’s types (Mārga, Deṡī), Kriya1 (Niḥśabda, Saśabda), units for measuring time (Druta, Laghu, 

Guru, Pluta) are explained in the Śloka-s. The types of Mārga and 120 Deṡī Tāḷa-s with their 

symbols/notations are explained next.  

A very popular Deśī Tāḷa which has been revisited/reinterpreted in recent times is 

Siṁhanaṅdana. The Tāḷa lakṣaṇa as per SR is, 

 “Siṁhanaṅdanakaḥ punaḥ 

Tapau lagau drutau gau laḥ palapā go laghū tataḥ 

Catvāro laghavōśabdaḥ”2 

With the help of Siṁhabhūpāla’s commentary, the meaning of the śloka is, Siṁhanaṅdana Tāḷa 

constitutes of Ta Gaṇa (2 Guru-s 1 Laghu)3, Pluta, Laghu, Guru, 2 Druta-s, 2 Guru-s, Laghu, 

Pluta, Laghu, Pluta, Guru, 2 Laghu-s followed by 4 Laghu-s which have to be rendered as 

Aśabda4. Thus, this Tāḷa is symbolically rephrased as, 

S  S  I Ś  I  S   O  O  S  S  I  Ś  I  Ś  S  I  I  - I4  X5 

2+2+1+3+1+2+0.5+0.5+2+2+1+3+1+3+2+1+1+4=32 is the count of each cycle (1 Āvarta) of 

Siṁhanaṅdana Tāḷa.  

The count can be equated to the following Tāḷa-s in the Sūḷādi Sapta Tāḷa system: 

1. 4 cycles of Tiśra Maṭya  

• Aṅga – IOI 

• Measure of Laghu – 3 

• Total count – 3+2+3=8 ; 4*8=32 

2.  2 cycles of Miśra Maṭya 

• Aṅga – IOI 

• Measure of Laghu – 7 

• Total count – 7+2+7=16; 2*16=32 

 
1 The action while implementing the Tāḷa to keep to the Tāḷa Laya. 2 types: Saśabdakriya and 

Niḥśabdakriya where former involves the production of sound while doing the kriya while the latter 

denotes soundless kriya. 
2 Śloka 275-276, Chapter 5, SR 
3 All the Gaṇa-s of Chandas are dealt in the next section of the analysis. 
4 Interchangeable with Niśśabda 
5 X is the notation for Niśśabda kriya in SR 
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3. 4 cycles of Khaṇḍa Jhampe 

• Aṅga – IUO 

• Measure of Laghu – 5 

• Total count – 5+1+2=8; 4*8=32 

4. 4 cycles of Caturaśra Tripuṭa (Āditāḷa) 

• Aṅga – IOO 

• Measure of Laghu – 4 

• Total count – 4+2+2=8; 4*8=32 

5. 8 cycles of Caturaśra Eka 

• Aṅga – I 

• Measure of Laghu – 4 

• Total count – 8*4=32 

It is a well-known fact that the Aṅga-s of the Tāḷa system is influenced by Chandas. Chandas 

is the meter in which a poetic composition is set to. The Siṁhanaṅdana is also a Gaṅa/Chandas 

based tāla, and every Gaṅa based tāḷa has its own specialty and specification of anga-s. But 

one must be aware about the problems with such kind of tāḷa-s too. Even though a music 

composition is set to a meter/prosody, the tāḷa for the same composition should not change 

according to the meter. In fact, the lyrics of the composition are made to fit into the predefined 

tāḷa appropriately1. This is where the importance of laya comes into picture. 

Hence, this analysis states that, the simplest form of Siṁhanaṅdana is Caturaśra Eka Tāḷa. In 

fact, the above mentioned Five Tāḷa-s are the Prastāra-s for Siṁhanaṅdana Tāḷa.  

 

Some more DT-s that are associated with the Gaṇa-s in the lakṣaṇa of the śloka are: 

 

Treatise Name of DT Aṅga-s Gaṇa Total count of the Tāḷa 

SR Kaṅdarpa OOISS Ya (ISS) 0.5+0.5+1+2+2=6 

BR Siṁhavikrama SSSIŚISŚ Ma (SSS) 2+2+2+1+3+1+2+3=16 

SS Mudritamaṅṭha IIIISII Na (III) 1+1+1+1+2+1+1=8 

SD Jayapriya ISI Ja (ISI) 1+2+1=4 

NN Vikaṅka IOOIIIOOOOIOIO

OOI 

Na (III) 1+0.5+0.5+1+1+1+0.5+0.5+0.5+0.5+

1+0.5+1+0.5+0.5+0.5+1=12 

 
1 Pg. 19, Chapter 1, Tālāṅtaraṅga-Narma Naṭuvāṅga, B N Manorama. (2023) 
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An attempt is made to explore the possibility of a DT with a musical composition of today. 

Ratilīla is a DT of SR which has Sa Gaṇa in it. Structure of the Tāḷa is: IISS. To demonstrate 

this, let us taken an example from today’s popular composition called Gīte ‘Varavīna’. Let’s 

take the first line of the composition, to elaborate the Ratilíla. 

Svara:   Ga Ga Pa, Pa, || Da Pa Sa, Sa, || 

Sāhitya: Va  ra   vī   ṇa ||Mṛ du  pā   ṇi  || 

Chandas:          I    I     S     S|| I      I     S     S || 

This eliminates the possibility of using Ratilīla to modern day compositions, instead 2 cycles 

of Tiśra Eka/Rūpaka; Tiśra Jhampe; Caturaśra Rūpaka can be employed. 

Considering this, creating a new Tāḷa based on the meter/Chandas of every musical 

composition will create zillion Tāḷa-s which is pointless! It is as absurd as giving different 

names to a Tāḷa based on its tempo/speed/Gati. Hence, creating a new tāḷa based on the meter 

of the poem/composition is ruled out. As a matter of fact, in order to stop the uncontrollable 

growth in the number of newly introduced tāḷa-s by various lākṣaṇika-s in their texts, instigated 

the Haridāsa-s to systemize the tāḷa paddhati in the 16th century CE which is practiced even 

today.1  

 

2. Anomalies in Deśī Tāḷa-s 

The system of Tāḷa up till the 14th century CE had a unique tradition of its own; 14-16th century 

CE was a period of Renaissance in the Tāḷa system that led to its evolution and transformation 

which resulted in the Sūḷādi Sapta Tāḷa system, introduced by the Haridāsa-s of Karnāṭaka2. 

The anomalies of the DT-s are documented by Kallinātha in his commentary on the DT-s of 

SR; reiterated by R. Sathyanarayana in the commentary on NN, Karnāṭakasangītavāhini and 

Karnāṭakada kalegaḷu- Saṅgīta.  

 

Problems in handling Virāma are demonstrated below: 

➢ Virāma: The term Vīrama is obtained from the prefix vi + root word ramu + ghañj 

which means to pause, terminate, stop. 

Virāma was used as a Tāḷāṅga in DT-s. It was considered as a pause after a kriya and not 

associated with the preceding Aṅga. On the contrary- in practice, the value for it was halved 

 
1  R, Satyanarayana - Karṇāṭaka Sangita Vāhini (1983) & Manorama B N. Chapter 4, Tālāṅtaraṅga-

Narma Naṭuvāṅga, (2023). 
2 Pg.303, Chapter 9, Karnāṭakasangītavāhini 
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depending on the Aṅga it was associated with and is not an independent component of Tāla.1. 

For example, Laghu Virāma is 0.5, Druta Virāma is 0.25. But BR specifically mentions the 

value for Virāma as 0.252. Unfortunately, there is no equivalent Tāḷāṅga for such 

measurements.  

 

Treatment of Laghu Virāma in various texts is as below: 

Deśī Tāḷa Treatise Aṅga-s Count 

 

 

Laghuśekhara 

SR  

         

        Í 

1+0.5=1.5 

BR 1+0.25=1.25 (Value for 

Virāma is fixed to 0.25) 

SS 1+0.5=1.5 

SD 1+0.5=1.5 

NN 1+0.5=1.5 

 

To delineate, the examples of DT-s having Virāma are given below: 

 Deśī Tāḷa Treatise Aṅga-s Count 

1 Haṁsa SR IÍ 1+1+0.5=2.5 

2 Gajalīla BR IIIÍ 1+1+1+1+0.25=4.25  

3 Ṣaṇmukha SS OOOOOÓ 0.5+0.5+0.5+0.5+0.5+0.5+0.25=3.25 

4 Kaṅduka SD Ó 0.5+0.25=0.75 

5 Raccā NN IÓ 1+0.5+0.25=1.75 

 

There is no equivalent Tāḷāṅga for 2.5 or 4.25 or 3.25 or 0.75 or 1.75 Mātra-s. It is also to be 

noted that the value for Virāma in each Tāḷa depends on its underlying Aṅga and is not an 

independent component of Tāla. Introduction of Prastāra in Virāma also led to more challenges 

in the practical applications of DT-s. To know further, the concepts of Prastāra need to be 

understood. 

➢ Prastāra: Prastāra is one of the vital elements of the Tāḷadaśaprāṇa (10 elements of 

Tāḷa) which is a concept heavily developed during the Vijayanagara period3; they are: 

Kāla, Mārga, Kriya, Aṅga, Graha, Jāti, Kaḷa, Laya, Yati and Prastāra. 

 
1 Pg.234, Commentary on NN 
2 Pg.215, Chapter 7, BR 
3 R. Sathyanarayana – The Sangītasūruodaya of Bhaṇḍāru Lakṣmīnārāyaṇa 
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However, the concept of Prastāra begins from 316th Śloka in SR. This topic of Prastarāra of 

SR is mentioned in other 4 treatises likewise. 

Prastāra is derived from the root stṛñ prefixed with pra; which basically means to spread or 

extend. Prastāra is the permutation of the Tāḷāṅga in all possible combinations by avoiding 

iteration. It is the multiple ways of ordering/arranging of the units and sub-units of the Tāḷāngas 

conforming to the total count of each Tāḷa cycle. For example, Laghu Prastāra: Number of 

possible ways to achieve the count of Laghu i.e one unit 

1. I (1 Laghu) 

2. O O (2 Druta-s) 

Similarly, Guru Prastāra can be achieved by the following possibilities: 

1. S 

2. I I 

3. O O I 

4. O I O 

5. I O O 

6. O O O O 

 

Examples of Prastāra for Āditāḷa is given below: 

Structure of Āditāḷa is 1 Caturaśra Laghu followed by 2 Druta-s. This totals to a count of 8 

akśara-s. The multiple patterns to achieve this total count which is nothing but the Prastāra-s 

of Āditāḷa are: 

1. 1 2 1 | 2 | 2 || 

2. 2 2 | 2 | 2 || 

3. 1 1 1 1 | 2 | 2 || 

4. 2 1 1 | 1 1 | 2 || 

5. 1 1 2 | 2 | 1 1 ||   and so on. 

Interestingly, 2 DT-s by Śārṅgadeva are Prastāra-s of each other! As the Tāḷāṅga-s differ, these 

two are considered as two unique Tāḷa-s. They are: 

1. Niśśaṅka – ISŚSSI 

2. Śāṅgadeva - OOSŚSSI 

These are said to be Prastāra-s of each other as the Laghu of Niśśaṅka is split into 2 Druta-s 

in Śārṅgadeva while the total count of the Tāḷa remains the same. On the contrary, as the 

Tāḷāṅga-s differ, these two are considered as two unique Tāḷa-s. This is a classic example of 

the permutation of the DT-s and arbitrary increase in the number of DT-s in every text that 
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followed. This negative side of Prastāra is pointed out by R. Sathyanarayana in in his book, 

Karnāṭakada kalegaLu - Saṅgīta.1 

Other irregularities in the Deśī Tāḷa-s that can be noted are: 

• Variable values of Laghu between 4-5-6 Mātra-s2 : It led to variable values of other 

Tāḷāṅga-s. Example: Consider the DT Yatilagna of SR which has the tāḷāṅga-s 1 Druta 

and 1 Laghu i.e, OI. If the Laghu has a value of 4, the value of Druta would be 2 and 

hence the total count of the tāḷa would be 6. Similarly, if the value of Laghu is 5 or 6, 

the total count of Yatilagna would be 7.5 or 9 respectively. This has given space for 

many varieties which are not easily understood by all. 

o Synonymous Tāḷa names: DT-s of SR having synonymous Tāḷa names are Kandarpa-

Parikrama (OOISS), Aḍḍatālī-Tripuṭa (OII) and so on. Similarity in the structure of the 

Tāḷa but each author naming it differently in their treatises.  

Example: A DT having only 1 Laghu is called as Ādi or Rāsa in SR, the same is introduced as 

Asi by Lakṣmīnārāyaṇa, introduced as Jayaṅta by Catura Dāmodara. Even if the names are 

different, the structure of the Tāḷa remains the same and can be fit into SST as the simplest 

Tiśra Eka. 

All these anomalies added to the exponential growth to the number of DT-s. This initiated the 

need to systemize the Deśī Tāḷa-s to a scientific and stable system of Tāḷa-s called the Sūḷadi 

Sapta Tāḷa-s by the Haridāsa-s in the 16th century CE. This study got inspired from their effort 

to reintroduce the Tāḷa system and has come up with some of selected Deśī Tāḷa-s (DT) and 

probability of their equivalent Sūḷādi Sapta Tāḷas (SST) which can be considered, are discussed 

below: 

 Name of the 

Tāḷa 

Text Aṅga-s Count of the Tāḷa (per 

cycle) in Mātra-s3 

SST Equivalent 

1 Dwitīya SR OOI 0.5+0.5+1=24 

2 cycles is 2*2= 4 

Caturaśra Eka 

2 Kaṅdarpa/ 

Parikrama 

SR OOISS 0.5+0.5+1+2+2=6 

 

2 cycles of Tiśra 

Eka//Rūpaka;Tiśra 

Jhampe; Caturaśra 

Rūpaka 

 
1 Pg. 105, Karnāṭakada kalegaLu - Saṅgīta 
2 An additional feature to DT-s introduced during Vijayanagara period 
3 Mātra is interchangeable with syllable/akṣara as in the case of Chandas 
4 As there is no Tāḷa for 2 counts, this Tāḷa is repeated twice to obtain a count of 4. 
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3 Vīravikrama BR IIOOS 1+1+0.5+0.5+2=5 Khanḍa Eka; Tiśra 

Rūpaka 

4 Srīraṅga BR IISIŚ 1+1+2+1+3=8 2 cycles of Caturaśra 

Eka; Tiśra Maṭya; 

Caturaśra Tripuṭa 

(Āditāḷa) 

5 Lalita SS OOUUUOOI 0.5+0.5+0.25+0.25+0.25+0.

5+0.5+1=3.75 

4 cycles is 4*3.75=15 

3 cycles of Tiśra 

Rūpaka/ 5 cycles of 

Tiśra Eka/ 3 cycles of 

Khaṇḍa Eka 

6 Phalguṇa SS IŚOS 1+3+0.5+2=6.5 

2 cycles is 2*6.5=13 

Sankīrṇa Tripuṭa 

7 Saṅca SD OIII 0.5+1+1+1=3.5 

2 cycles is 2*3.5=7 

Khaṇḍa Rūpaka; 

Caturaśra Jhaṁpe; 

Tiśra Tripuṭa; Miśra 

Eka 

8 Cakra SD OOOOSIOO

OIOOIOI 

0.5+0.5+0.5+0.5+2+1+0.5+

0.5+0.5+1+0.5+0.5+1+0.5+

1=11 

Tiśra Dhruva; 

Saṅkīrṇa Rūpaka; 

Miśra Tripuṭa 

9 Citra NN OIIOIIOOOI

OII 

 

0.5+1+1+0.5+1+1+0.5+0.5

+0.5+1+0.5+1+1=10 

2 cycles of Khanḍa 

Eka/Tiśra Rūpaka; 

Caturaśra Maṭya; 

Miśra Jhampe; Tiśra 

Aṭṭa 

10 Kaṁbuka 

 

NN OOIIOOIOO

IOI 

 

0.5+0.5+1+1+0.5+0.5+1+0.

5+0.5+1+0.5+1= 8.5 

2 cycles is 2*8.5=17 

 

Khaṇḍa Dhruva 

 

It can be inferred from this table that the above-mentioned DT-s are the Prastāra-s of the SST-

s and vice-verse; and thus eliminates the need to revive the DT-s as the SST system was 

introduced to overcome the challenges faced in the hysterically increasing DT-s. 
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Conclusion 

➢ To summarize, this article tried to address the question of reinterpreting/reviving/revisiting 

Deśī Tāḷa-s in current times. SST system was introduced to overcome the challenges faced in 

the hysterically increasing DT-s. Analysis on the DT-s to find the equivalent SST throws light 

on the vastness, comprehensiveness and stability in the present Tāḷa system gifted by the 

brilliance of Haridāsa-s thus eliminating the urge to reinterpret/reuse the Deśī Tāḷa-s. 

➢ Freedom in usage of Prastāra, Virāma and Gaṇa based DT-s also do not fit into modern day 

musical compositions.  

➢ Through the study, it was understood that introducing new Tāḷa or reinterpretation of DT is not 

at all required.  
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Bhramari.  

Rajagopalacharya, M. CHANDASSINALLI TAALA-LAYAGALU. Percussive Art Centre, 

accessed on 24 Dec 2023. 



146  Shodha vijaya 
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Sathyanarayana, R. 2001. KARNẠTAKASAṄGĪTAVĀHINI. Bangalore. Kannada Pustaka 

Prādhikāra. 
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Ideological implications in literary works of          

King Krishnadevaraya 

- Nagaranjitha S, Varanasi. 

 

Abstract 

The literary works of King Krishnadevaraya of Vijayanagara Karṇāṭa empire greatly suggest 

his genius of amalgamating creativity and social concern. His literary works are much praised 

among the literary laureates. Through the qualitative analysis of his works, this paper reflects 

on suggestive emotions of patriotism and social concern and other progressive aspects that the 

king has incorporated in his works. By channelizing his multifaceted talents towards the 

betterment of the people of his empire, through his literary works, he stands as an ideal leader 

as well as an ideal writer. 

 

Keywords – Krishnadevaraya, Vijayanagara literature, Āmuktamālyada, Jāmbavati 

Pariṇayam, Madālasacaritam, Satyavadhū Pariṇayam 

 

Objective 

To study Krishnadevaraya’s literary works and reflect on social implications and ideologies 

that they suggest 

 

Methodology 

The paper incorporates a qualitative research method to study the literature ascribed to king 

Krishnadevaraya and reflect on the ideological implications that can be derived from his works. 
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His works Āmuktamālyada1 and Jāmbavatī Pariṇayam (also referred as Jāmbavatī Kalyāṇam) 

are considered for the study.  

 

Scope 

The present study is significant for documenting and acknowledging Krishnadevaraya’s 

literary achievements. The study highlights the social and cultural ethos reflected in the 

author’s works. By justifying the king’s literary accomplishments, the paper offers a 

perspective on how these works embody social ideologies blended with creativity.  The study 

highlights the historical significance of as it offers valuable insights into the era’s cultural 

context, value and belief system. It ensures that the future generations recognize and appreciate 

his literary legacy.  

 

Limitation 

The study focuses on understanding the plots and analysing them to draw conclusions aligned 

to the objectives of the study. Though Krishnadevaraya is ascribed to have written many works 

like Madālasa Carita, Ratnamañjarī and others, only Āmuktamālyada and Jāmbavatī 

Pariṇayam are available till date. The rest of his works are irretrievably lost.    

 

Introduction 
The Vijayanagara empire witnessed the rule of mighty leaders whose capable administration 

propelled the province to global glory (Ayyangar, 1919, pp. 1–11). People from all over the 

world engaged in trade within this empire, and renowned scholars contributed their wisdom, 

making it not only economically prosperous but also culturally rich. It stood as an epitome of 

Bhāratīya Samskṛti.2. The Bhakti3 movement, social equality, women's empowerment, and 

various other aspects aimed at uplifting society were actively addressed throughout the entire 

southern subcontinent. Vijayanagara literature4 is one important factor that contributed to the 

might and renown of Vijayanagara empire. Different genres of literature like kāvya, nāṭaka, 

 
1 https://archive.org/details/amuktamalyada00krissher  
2 https://www.prekshaa.in/article/culture-lecture-dvg-%E2%80%93-changing-manners(Culture: A 

Lecture by DVG – Changing Manners | Prekshaa, n.d.)  
3 https://en.wikisource.org/wiki/The_Complete_Works_of_Swami_Vivekananda/Volume_3/Bhakti-

Yoga/Definition_of_Bhakti (The Complete Works of Swami Vivekananda/Volume 3/Bhakti-

Yoga/Definition of Bhakti - Wikisource, the Free Online Library, n.d.) 
4 ಮೈಸೂರು ವಿಶ್ವವಿದ್ಾಾನಿಲಯ ವಿಶ್ವಕ ೂೋಶ್/ವಿಜಯನಗರ - ವಿಕಿಸ ೂೋರ್ಸ್ (wikisource.org) (ಮೈಸೂರು 
ವಿಶ್ವವಿದ್ಾಾನಿಲಯ ವಿಶ್ವಕ ೂೋಶ್/ವಿಜಯನಗರ - ವಿಕಿಸ ೂೋರ್ಸ್, n.d.) 

https://archive.org/details/amuktamalyada00krissher
https://www.prekshaa.in/article/culture-lecture-dvg-%E2%80%93-changing-manners
https://en.wikisource.org/wiki/The_Complete_Works_of_Swami_Vivekananda/Volume_3/Bhakti-Yoga/Definition_of_Bhakti
https://en.wikisource.org/wiki/The_Complete_Works_of_Swami_Vivekananda/Volume_3/Bhakti-Yoga/Definition_of_Bhakti
https://kn.wikisource.org/wiki/%E0%B2%AE%E0%B3%88%E0%B2%B8%E0%B3%82%E0%B2%B0%E0%B3%81_%E0%B2%B5%E0%B2%BF%E0%B2%B6%E0%B3%8D%E0%B2%B5%E0%B2%B5%E0%B2%BF%E0%B2%A6%E0%B3%8D%E0%B2%AF%E0%B2%BE%E0%B2%A8%E0%B2%BF%E0%B2%B2%E0%B2%AF_%E0%B2%B5%E0%B2%BF%E0%B2%B6%E0%B3%8D%E0%B2%B5%E0%B2%95%E0%B3%8B%E0%B2%B6/%E0%B2%B5%E0%B2%BF%E0%B2%9C%E0%B2%AF%E0%B2%A8%E0%B2%97%E0%B2%B0
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itihāsa, purāṇa, dāsa sāhitya, jaina sāhitya, were written and popularized under the patronage 

of Vijayanagara kings (Rao, 1995, pp. 7–10). 

A country becomes progressive, prosperous, mighty, and great when its people enjoy equal 

opportunity, education, and liberty that the people enjoy which equip and inspire them to give 

back to society. Their faith in the ruler's commitment to equal justice motivates them to make 

sacrifices for their nation, fostering a fearless society where the peace and privacy of every 

individual are respected. Krishnadevaraya was a multifaceted personality, distinguishing 

himself as a great ruler, administrator, and scholar. He stood apart from the rest due to his 

extraordinary political ventures and accomplishments (Sewell, 2011, p. 121). 

 

King Krishnadevaraya’s works: Plot and Analysis 

Krishnadevaraya authored numerous literary works, displaying a genius that allowed him to 

resonate with the contemporary mindset of his readers, audience, or spectators. Whether he 

was composing poetry, prose, drama, or musical compositions, his ability to connect with his 

audience was remarkable. Among his works, only Āmuktamālyada1 and Jāmbavatī Pariṇayam 

are available, while other works are lost (Ayyangar, 1919, p. 11).   Āmuktamālyada is in Telugu 

and Jāmbavatī Pariṇayam is in Sanskrit.  

In Jāmbavatī Pariṇayam, he presented a puranic theme in a dramatic format2 suitable for 

theatrical performances. This proves that the values preached in the purāṇas3 and epics remain 

ever relevant. Jāmbavatī Pariṇayam, woven from a story in the Bhāgavata, is a five-act drama 

in which Kṛṣṇa marries Jāmbavatī during his expedition in search of the precious syamantaka 

maṇi. There are some significant aspects of this drama worth noting. First, this drama was 

specifically written to be performed during the Caitrotsava of Lord Virūpākṣa4 in Vijayanagara, 

as mentioned at the beginning of the conversation between naṭi5 and sūtradhāra in the 

prasthāvana following the nāndi:  

 

hemakūṭagirikatakavāstavyakuṭumbinaḥ karṇārājyarakṣāmaṇeḥ śrī virūpākṣadevasya 

caitrotsavāvalokanāya saṅgatāpariṣat. (Ramaraju, 1969) 

 
1 https://archive.org/details/amuktamalyada00krissher 
2 https://youtu.be/ur808y-cAgw?si=egaZ32LpJcgu6ORn  
3 https://www.forgottenbooks.com/en  
4 https://www.karnatakatourism.org/tour-item/virupaksha-temple-hampi/  
5 https://sreenivasaraos.com/category/natya/ (Natya, n.d.) 

https://archive.org/details/amuktamalyada00krissher
https://youtu.be/ur808y-cAgw?si=egaZ32LpJcgu6ORn
https://www.forgottenbooks.com/en
https://www.karnatakatourism.org/tour-item/virupaksha-temple-hampi/
https://sreenivasaraos.com/category/natya/
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The king referring to the entire empire as one family1 demonstrates his commitment to national 

unity. This play was composed exclusively for the festive gathering at the Virūpākṣa temple. 

The Caitrotsava at the Virūpākṣa temple was a grand festival where people from the entire 

empire congregated to witness the performance2. 

In the conversation mentioned above naṭi speaks in Prakrit while sūtradhāra in Sanskrit. 

Unlike the convention of the traditional nāṭaka3 the author has kept this part simple, specific, 

and confined to affirmatively explain the purpose of the play. Usage of both Sanskrit with 

Prakrit shows that they were commonly spoken languages. With the genius of a playwright, 

we constantly see a true patriot in Krishnadevaraya who has not left any stone unturned to 

install oneness, patriotism and the Bhāratīya sanātana samskṛti among his people through his 

works.  

Krishnadevaraya stressed on women empowerment and promoted projects that empowered 

women in his empire. Inscriptional evidence shows us that he had constructed education 

institutions for women, gymnasiums, and dance halls for about four thousand dancers to learn, 

exercise and stay fit. He encouraged them in their practice of performing arts by constructing 

theatre schools called paṭṭada nāṭaka śāle in the royal households (Saletore, 1934). 

Interestingly he has given more women centric titles to his works like Āmuktamālyada, 

Madālasa Caritam, Jāmbavatí Pariṇayam, Satyavadhū Pariṇayam, whose target connoisseurs 

were the people of his country.  

Theatre arts not only reach the learned by also the mass audience who are not well-read. He 

has harnessed this strength of theatre arts by writing these different kinds of plays. Madālasa 

Caritam is a story from Mārkaṅḍeya purāṇa whose Madālasa Upadeśa is considered very 

important. Krishnadevaraya is one of the first playwrights among his contemporaries to write 

a play based on her. His vision to highlight the strong women while blending it with rasadṛṣṭi4 

is clear through these works.  

Āmuktamālyada is an epic poetry written on Godhādevi5 who offered worn garlands to lord 

Śrīnivāsa. This kāvya gives all the ingredients required to write up a play around the plot, which 

is socially relevant, as it is a story of a simple girl, daughter of a priest, who was true to her 

 
1 Hemakūṭa refers to the confluence of three regions namely Penagonda, Andhra and Vijayanagara 
2 Vāmabhaṭṭa Bhāṇa’s Sṛṅgārabhūṣaṇa was another play which was presented during Caitrayātrā 

Mahotsava in praise of lord Śiva. We understand various stage presentations techniques in this work. 
3 https://archive.org/details/dli.ministry.22346 Sanskrit drama and performance: Raghavan, V.  
4 https://www.prekshaa.in/world-rasas-kinds-heroes-heroines  
5https://www.academia.edu/13012071/Bhakti_and_Puranic_Traditions_in_South_India_c_700_1200_

CE  

https://archive.org/details/dli.ministry.22346
https://archive.org/details/dli.ministry.22346/mode/2up
https://www.prekshaa.in/world-rasas-kinds-heroes-heroines
https://www.academia.edu/13012071/Bhakti_and_Puranic_Traditions_in_South_India_c_700_1200_CE
https://www.academia.edu/13012071/Bhakti_and_Puranic_Traditions_in_South_India_c_700_1200_CE
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devotion. The eight verses in the beginning that narrate Krishnadevaraya’s dream are highlight 

of the work. This dream sequence itself could be developed as a beautiful plot and presented 

as a bhāṇa for the very potential that it holds1. The king in the beginning of the poem describes 

a dream that he had where lord Vishnu himself came in his dream and asked to write about this 

story in Telugu2 language(Mrunalini, n.d.).  

 

 (Shastri, 1907) 

 

The verses go as “being well versed in all languages, you composed Madālasa Carita, 

Satyabhāmā Pariṇaya, Sakalakathāsārasaṅgraha, Jñānacintāmaṇi, rasamañjari and other 

śṛṅgāra kāvyas in Sanskrit and now can’t you in compose in Āndhra bhāṣa?” (Reddy, 2011) .  

The dream sequence described here shows the king’s sensitivity to different cultures and 

intention of binding the two regional cultures. He has done his best to bring the core of Tamil 

culture3 into Telugu literature. He also states in the beginning that Vishnu asked in his dream 

to compose this poem to remove the revulsion or disgust that is attached to the fact that he 

accepted the used garlands; and to compose this in Telugu language particularly. This reflects 

the king’s social concern. On introspection it is understood that there is a keen intention to 

remove social discrimination. Here through this the king has also hit the right chords like 

women empowerment by choosing a female protagonist as his hero in the poetry. He did this 

by choosing Godhadevi’s narrative instead of creating some fictional story or abstract concepts 

in the name of social importance. It can be used by the playwrights of present day to write a 

Nāṭaka of five acts, as the plot has got all the potential characteristics of a Nāṭaka.  

 

 

 

 
1 Adapa Ramakrishna Rao in his work called Makers of Indian Litearture writes about Āmuktamālyada 

as an amalgamation of three different cultures – a triveṇi sangama of Tamil, Telugu, and Kannada 

cultures(Rao, 1995, p. x). 
2 https://pdfs.semanticscholar.org/ddca/fe35eb606567d8e086b258679c9abdc71e35.pdf  
3 https://www.proquest.com/openview/dd99550e4c05e4f80dfcc99a8a266582/1?pq-

origsite=gscholar&cbl=18750&diss=y  

https://pdfs.semanticscholar.org/ddca/fe35eb606567d8e086b258679c9abdc71e35.pdf
https://www.proquest.com/openview/dd99550e4c05e4f80dfcc99a8a266582/1?pq-origsite=gscholar&cbl=18750&diss=y
https://www.proquest.com/openview/dd99550e4c05e4f80dfcc99a8a266582/1?pq-origsite=gscholar&cbl=18750&diss=y
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Conclusion 

Overall, some important learnings that can be obtained from Krishnadevaraya’s writings is that 

it is not needed to bring an out-of-box context and theme to fantasize a literary work. Writing 

a bestseller literature doesn’t mean glorification of violence or crime, where everybody is killed 

with a tragic end. Socially relevant theme doesn’t mean sarcasm or mockery of a cult, 

community, or practice. Social contributions through literature need not mean doing a 

documentary movie with recorded facts and without music, dance, or songs. It neither means 

vulgarity nor nudity. One need not create a new fictious story filled with unnatural characters 

or be the saviors of earth from or some superheroes. The purāṇas and epics give the utmost 

valuable education to the society and are ever relevant. When the theme is bound by natural 

human emotions those themes are ever relevant. The source of that theme doesn’t matter then. 

It could come from purāṇa, itihāsa, or a real incident any other means. When rasa is ever 

relevant, emotions are ever relevant, themes based on rasa are ever relevant to a society. 

Relevant themes when picked up and woven into beautiful plots it becomes a wonderful 

possibility towards rasa. That is what we see in the works of Krishnadevaraya. His intensions 

as a lyricist, poet, author have been bound towards society. He knew that performing arts was 

the best medium to utilize and establish social awareness, women empowerment, reinstalling 

patriotism, and to uphold dharma, break the language barrier, and harness the strength of 

regional diversity. Krishnadevaraya’s works focus largely on these lines.  

Through his various works, the king Krishnadevaraya has shown that educating, uplifting, and 

uniting society and raising humans with compassion is possible. Empowering every sector of 

society, spreading love, harmony and establishing equality, patriotism, and national integrity 

are his literary achievements. Reproducing or reconstructing these plays, republishing these 

rare gems of literature would be a tribute to the king and must be encouraged at large. 
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A study on the Tāntric Sculptures of 

Vijayanagara Karṇāṭa Era Temples in 

Kāñcīpuram 

- Smt. A R Rohini, Bengaluru. 

 

Abstract: 

Temple sculptures and Tantrās are closely related to one another. The sculptures as symbolic 

representations served as tools for spiritual growth. The present study aims at exploring various 

aspects of tantra which include understanding the meaning of Tantrā, the deities worshiped in 

Tantrā, the ascetics and the symbolism of erotic sculptures. These aspects are examined in 

relation to the sculptures of the Vijayanagara Karṇāṭa period temples of Kāñcīpuram. 

 

Need for the study 

Devangana Desai’s doctoral thesis, "Erotic Sculptures of India," conducted a thorough analysis 

of the Mithuna sculptures. Her multidisciplinary approach covers tantric sects and tantric 

essentials as well. She goes on to provide a list of temples with these sculptures. P. Ganesan 

discusses sexual motifs in sculpture in his work, Indian Temples and the Erotic Sculptural Art. 

Etched in Stone: Sixteenth-century Visual and Material Evidence of Śaiva Ascetics and Yogis 

in Complex Non-seated Āsanas at Vijayanagara is a research paper by Seth Powell that focuses 

on sculptural evidence of non-seated postures etched onto the pillars of Vijayanagara temples 

at Hampi, Karnataka, to re-evaluate the history of postural yoga in precolonial India.  
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Despite the fact that erotic sculptures have been the topic of extensive investigation, the 

sculptures of the Vijayanagara era temples lack detailed exploration from a tāntric perspective. 

As a result, this research is particularly relevant because it delves deeply into the aspect of 

Tantrā in sculptures of the Vijayanagara temples.  

 

Objectives of the paper 

• Documenting the variety of Tāntric sculptures found in the selected Vijayanagara era 

temples of Kāñcīpuram - a city of temples in Tamilnadu. 

• To analyse the symbolism of these sculptures and co-relating literary works associated 

with tāntric sculptures. 

• To analyze the sculptures rationally, to uncover the philosophical idea that underlies 

Tantra Yoga, where the creative sex energy is diverted to a path of spiritual evolution 

through the union of male and female principles.  

 

Methodology 

This study has adopted both the exploratory and explanatory patterns with qualitative analysis 

The paper is based on field trips to the Vijayanagara era temples of Tamilnadu, as part of Nṛtya 

Śilpa Yātre –II program led by Noopura Bhramari IKS Centre, Karnataka.  The Varadarāja 

Perumaḷ temple, Ekāmranātha temple and Kāmākṣi temple of Kāñcīpuram are taken into 

consideration for this analysis which were built/renovated/extended during the Vijayanagara 

Karṇāṭa dynasty period.1 

 

Introduction: 

In Śilpa Prakāśa, the author Rāmacandra Kaulācāra says “A temple without amorous images 

is a base, forsaken place, resembling a dark abyss that is shunned like the den of death" (1966, 

Intro LIV). Hence the sculptures of couples in amorous poses in the temples of Khajuraho, 

Madhya Pradesh and Sun temple Konark - Odisha, engraved with various expressions of lust, 

love, romance, and togetherness stand testimony to this. While some thought this as vulgar, 

others saw sex as a way to reach the 'epitome of spirituality'. These erotic sculptures have 

various interpretations to offer.  

 
1 Refer to the methodology given in “A Study of the Grandeur of Vasantotsava in the Sculptures of 

Vijayanagara Karnāṭa Period Temples with a special focus on Tamilnadu temples (1336 - 1646 
CE)” by the same author. 
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The sculptures depicting sensual positions, however, also represent two things: Kāma is the 

highest Puruṣārtha in life's hierarchy, and it is difficult to escape the world's pleasures. For an 

individual to achieve Mokṡa, one must formulate it correctly (Manorama, 2023). It is said that 

devotees who pass sexually unperturbed at the sight of erotic figures can attain Mokṣa which 

is the highest reality and he can conquer the appetite of such carnal desires only after he has 

experienced it. These figures testify to devotees' spiritual strength. Folklore and certain rituals 

have a different story to say, which is - such depictions of the union of male and female were 

believed to neutralize the effects of the evil eye and scare away the evil spirits (Desai, 1975, p. 

98). Further, these sculptures also provide an artistical interpretation of the fundamental 

concepts of Tantra.  

The temples of the Vijayanagara Karṇāṭa Empire are among those that include a wide range 

of sculptural subjects that showcase all facets of contemporary society, including 

Tantra sculptures. The Vijayanagara empire, which ruled Southern India between 1336 and 

1646 left its imprints in time in the form of matchless pieces of architecture in the temples 

they built, restored and expanded. These temples encouraged pilgrimage within the empire as 

the holy places in northern parts of the country suffered due to various invasions. The 

researcher's study on the sculptures of the same era has been exhaustively dealt with in ‘Analysis 

of the Social Life Sculptures in the selected temples of Vijayanagara period’. 

Between the Hoysaḷa and Cālukya to Vijayanagara sculptures, there has been a change in the 

approach to sexual depiction in temples and there has been a considerable diminution in sexual 

representation in temples (Desai, 1975, p.69). The present study has been conducted to look 

into this and other traits associated with these sculptures. 

 

What is Tantra? 

The word 'Tantra' is derived from the root ‘tan’ which means to spread. Tanyate vistāryáte 

jñānam anena meaning - knowledge is increased by it, i.e., any branch of knowledge/ 

philosophical systems is called Tantra. Tantra, when denoting a kind of śāstra, stands for a set 

of doctrines, practices, mystic syllables, metaphysical speculations, magic, etc. Various 

interpretations of this term are: Tantra from tanu meaning body, is so called as it saves the body 

through yogic practices, Tantra from root trai means to save, the śāstra which gives protection 

to its followers, Tantra from the root tantri means to explain or tatri - to understand 

(Shantideva, 1999, p. 3). 

According to Ronald Barrett - “The etymology of Tantra is based upon a metaphor of weaving; 

the Sanskrit root tan signifies the extension of threads in a warp. Tantra can thus be defined as 
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an interweaving of traditions and teachings as ‘threads’ in a text, a scriptural genre that can be 

dated from the eighth century C.E. These texts have been interpreted by many different 

traditions and "rewoven" by some into Tantraśāstrās, specialized treatises on Tantra” (Barrett, 

2008). The schools of Tantra believed that the ultimate goal of the state of non – duality which 

is variously called as state of Advaya, Maithuna, Yuganaddha, Kula, Yamala, Samarasa, Yugala 

or the Sahajasamādhi or simply the state of Samādhi (Desai, 1975) is to destroy all principles 

of dualism and return to a primordial state of non-differentiation which leads to Ānanda or 

Bliss. In the words of M P Pandit1 - “The principle of Tantra is to reject nothing that God has 

created, to utilize every means to raise the human consciousness to the Divine. Unlike many of 

the older systems, Tantra is highly rational in its approach; it asks for no faith in advance. It is 

a self-verifying science of the development of natural energies into their supernatural terms 

leading to a cosmic enjoyment of life in a spiritual consciousness. In a word, it is the highway 

of mukti and bhakti in the highest sense (Avalon, 2007, n.d. Preface).”  

The term Tantra refers to an esoteric yogic principle that holds an important place in Hinduism. 

Despite referring to subtle science, it is often misunderstood in its narrow sense, with black 

magic, violent rituals, and sexuality. Tantra only suggests that all of creation is an expression 

of the Absolute. Therefore, these practices are spiritual and sacred. 

 

The symbolism of Tantra sculptures of 

Vijayanagara era temples of 

Kāñcīpuram 

 

The sculptures of deities and their 

symbolism in tantric rituals are the 

primary focus of the study; an examination 

of this is provided in the 

subsequent sections. 

Kāñcīpuram (hereafter Kañci) - the city of 

temples was ruled by the Vijayanagara 

Karṇāṭa kings between the 14th and 16th 

 
1 Spiritual teacher, author, and Sanskrit scholar who wrote numerous books and articles on the 

yoga of Sri Aurobindo and The Mother, on social and political thought, science, philosophy, religion, 

mysticism, and the classical texts and spiritual traditions of India. 

https://en.wikipedia.org/wiki/Sanskrit
https://en.wikipedia.org/wiki/Integral_Yoga
https://en.wikipedia.org/wiki/Integral_Yoga
https://en.wikipedia.org/wiki/Sri_Aurobindo
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century. It is one of the seven holiest and oldest cities of India. 

अयोध्या मरु्थिा माया काशी काञ्ची अवम्बन्तका । 

पुिी द्वािावती चैव सपै्तताः  मोक्षदालयकाः  ॥ (Sahay, 2003, p.154) 

 ‘Ayodhyā mathurā māyā kāśī kāñcī āvantikā purī dvārāvatī caiva saptaitāḥ mokṣa dāyikā’-  

Ayodhya, Mathura, Māyā (Haridwar), Kashi, Kanchi, Avantikāpurī (Ujjain) and Dwaraka are 

the seven cities that have been called Mokṣadāyikā (one which gives salvation). These cities 

are linked to the seven cakra-s of the body. Kanchi is linked to the svādhiṣtāna cakra behind 

the genitals (The art of living, 2024)1. Kashi and Kanchi are also considered as the two eyes of 

Lord Shiva ‘netradvayam maheśasya kāśī kāñcīpura dvayam2. This city is also regarded as 

the Banāras of the South. 

During the reign of Simha Viṣnu in the late 6th century, poet Bhāravi, the composer of the 

Saṁskṛta Bṛhatkāvya and Kirātārjunīyam, visited Kañci and was so taken by its majesty and 

beauty that he immortalized the city in a poem with the phrase Nagareṣu kañci3 (Gopu, 2018). 

Such is the greatness of this city where an enduring beauty etched in stone by the Vijayanagara 

Karṇāṭa rulers can be seen in the temples of Varadarāja Perumaḷ, Ekāmranātha and Sri 

Kāmākṣi.   

Given the abundance of Tantric themes seen in the Kāvya/poetry literature produced between 

the 7th and 10th century, Tantra literature most likely started to form in the first part of the 7th 

century. An important source that documents the Tantra practice during this period is the plot 

in Mattavilāsa Prahasana of the Pallava King Mahendravarma who ruled Kañci during the 8th 

Century AD. This one-act farce or Prahasana is an amusing controversy between the leading 

character Kāpālika Satyasōma who lives in the temple of Ekāmranātha, his mistress Devasōma 

and a Buddhist monk, unjustly accused by the two protagonists of having stolen from them a 

skull (Lorenzen, 1991, p. 23). It can be inferred that a cult of fully developed tāntric worship 

was widespread across the country during this time. 

By the 14th century, Tantra had grown to such a degree that the Vijayanagara Karṇāṭa kings, 

like their predecessors, seemed drawn towards this philosophy and hence incorporated tāntric 

deities and ascetics in the temples constructed by them. The profusion of sculptures of 

 
1 Refer to footnote 3 on page 165 

2
 Rahasyam sampravayami lopamudrapate shrunu    ।               

Netradwayam maheshasya kashi kanchi puridwayam ||  

Kāśi and Kañci are believed as two eyes of Lord Shiva and this secret is narrated by the Lord himself 

to Sage Agastya (KAMAKSHI & KAMAKOTI PEETHA, n.d.) 
3 “puśpeṣu jātī puruśeṣu viṣnu nārēṣu rambhā nagareṣu kañci”, which means among flowers, (the 

best is) Jāti, among men, Viṣnu, among women, Rambhā and among cities, Kañci”. 
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Bhairava, Saptamātṛkās, Durgā, Mahiṣāsuramardhinī and Śaiva ascetics in the Vijayanagara 

era temples establishes a clear influence of Tantrism.  

 

Bhairava 

 

Fig. 1: Bhairava, Ekāmranātha Temple 

 The four-armed Bhairava appears naked decorated with a 

skull garland, a trident, a sword, a two-headed drum, and 

Kapāla - Brahma’s severed head. He is seen flanked by a 

snake and a dog that feeds on flesh. Bhairava is the most 

frequently portrayed God in the Vijayanagara Karṇāṭa 

dynasty's temples. The sculptures are visible within small 

shrines devoted to this deity as well as on the pillar reliefs. 

Bhairava, a form of Śiva that was held in high esteem by 

the tantric groups. Bhairava originates from the word 

bhīru. which means "fearsome". Bhairava means "terribly 

fearsome form". Kṣemarāja provides the esoteric meaning 

of Bhairava in his commentary on the Udyota. In his view, 

the term Bhairava is an acrostic made up of the letters bha, 

ra, and va. The letters bha stand for bharaṇa, or 

maintenance of the universe; ra for Rāvaṇa, or withdrawal 

of the universe; and va for Vāmana, or projection, which is 

the universe's manifestation. Bhairava thus represents the 

three facets of the Divine (Singh, 1979).  

There are various accounts of Bhairava's origins, just like there are for nearly every other Hindu 

deity. The story that is most commonly known describes how Śiva severed Brahma's fifth head. 

Śiva used his left thumbnail to severe off Brahma's fifth head after feeling humiliated by 

Brahma.  However, the head clung to his hand and would not come off. Śiva observed the 

Kāpālika life for a period of twelve years, after which Brahma's head came off when he reached 

Vārāṇasi. The 'Kāpālika Vrata' is the promise that Bhairava took during his twelve-year 

traveling period, forging a link with the Kāpālikas, a highly influential Śaivite cult throughout 

the Middle Ages. He was the favourite deity of Kāpālikas and Kāḷāmukhās. Bhairava is 

regarded as a guardian deity /Kṣetrapāla of the abode of Lord Śiva. Early tantrics including 

Kāpālikas performed Sādhanās (technique or practice used to accomplish a specific goal) of 
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his fearsome appearance to transform themselves to become the reflection of the deity, while 

the kings worshipped him to strengthen their political positions (Chavan, 2015). The Nātha 

ascetics are Śaiva-s. They worship Shiva as Bhairava, also known as Kālabhairava, a form 

connected to Tāntric rituals (Sarde, 2019, p.67).   

 

Sculptures of the Saptamātrikās and Bhairavi - The cult of the Mother Goddess 

 

The cult of the mother goddess, Śāktism (an amalgam of Śaivism and Mother goddess 

traditions1) also seemed to have assumed a significant place during this time which is evident 

from the sculptures often shown in the Vijayanagara Karṇāṭa temples. Goddess Śakti, the 

consort of Śiva is sculpted in her various wrathful forms as Durgā, Mahiṣāsuramardhinī, Kālī 

and Bhairavī.  These goddesses were revered as Śaktī, or feminine energy forces and were 

worshiped in tantric rituals. The Śākta Tantrās (Kulārnava Tantra, Śāradātilaka 

of Lakśmaṇadeśika) give details on the “left-handed” cult forms like ritual copulation and 

esoteric rituals (Dokras, p. 50).  

The Śākta Tantraśāstra advocates worship of the Goddess Śaktī centering around five 

ingredients or Pancamakārās (Lorenzen, 1991, p.3):  Madya (Spirituous liquor), Matsya (fish), 

Māmsa (meat), Mudra (cereal) and Maithuna (copulation). Kulārṇava-Tantra2 speaks of these 

as a medium for communion with the Supreme Being - The Madya is the Divine dynamism 

Śaktī, the Māmsa is the Divine substance Śiva, and the Divine enjoyer Bhairava himself 

partakes in this practice. The Sādhaka (practitioner) attends Mokṣa when all these three are 

fused in the consciousness(Avalon, 2007, Ch.4, p.49).  The Sādhaka practices Tantra or 

techniques for the union of Śiva and Śaktī which he visualises within his own body to reach 

the ‘Ultimate Reality’ or merge with the universal consciousness. This ritual is aimed at the 

regression of the semen to the highest Cakra which is Sahasrāra (Saraswati, 1994, p.25)3 

through the stabilization of thought, breath and semen by the Sādhaka (Lorenzen, 1991, p. 91).  

Each element of Pancamakārās has a symbolic and ritualistic meaning. Madya denotes a state 

 
1 It is interesting to note that "over time, Śaktism and Śaivism became inseparable because 

Śaivism  absorbed Śākta elements." (Sarde, 2019, p.18)  
2 The Kula tradition of Tantric Shaivism and Shaktism follows a text known as Kulārṇava-Tantra. The 

Sanskrit words kula, which means "family" or "clan," arṇava, which means "ocean" or "sea,". The text 

contains 2,058 verses and is dated between 1000 and 1400 C.E. The text emphasizes guru devotion 

and also discusses, the philosophy of tantra and rituals like Pancamakāra (the five substances used in 

puja) and cakrapuja. (What Is Kularnava Tantra, 2023) 
3  There are six important Cakras: Muladhara, Svadhisthana, Manipura, Anahata, Vishuddha, and Ājna.   

Sahasrara is the chief Cakra. 
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of divine ecstasy; Māmsa signifies the embrace of life's vitality; Matsya denotes spiritual 

flexibility and adaptability; Mudra signifies sustenance on both a physical and spiritual level; 

and Maithuna represents the coming together of feminine and masculine forces for spiritual 

transformation.   

 

 

              

 

 

 

 

 

 

 

 

 

 

Fig. 2 & 3 Mahiṣāsuramardinī and Bhairavī, Ekāmranātha Temple 

 

The Āgamasāra a Bengali text by Yugala Dāsa states the following on a Sātvik plane 

(Dakṣiṇācāra) where wine is the Sōmadhāra, or lunar ambrosia, that descends from the 

Bhramarandhra; while Māmsa (meat) is the tongue (Ma), of which speech (Angśa) is its 

component. The Sādhaka, in "eating" it, controls his speech. The two fishes1 (exhaling and 

inhaling of breath) that are constantly moving in the iḍa and pingaḷa nāḍí2 are called Matsya 

(fish). He who controls his breath by Prāṇāyāma consumes them by Kumbhaka. Mudra is the 

awakening of knowledge in the pericarp of the Sahasrāra lotus, where the Ātma, like mercury, 

resplendent as ten million suns, and deliciously cool as ten million moons, is united with the 

Devi Kuṇḍalinī.(Avalon,2007 n.d. Preface). 

 
1 Here, Matsya also refers to the mind's perpetual oscillation, which wanders around like a fish in the 

water. 
2 A human body is filled with innumerable nādis which are the astral tubes. The Sanskrit term ‘Nadi’ 

comes from the root ‘Nad’ which means ‘motion’. It is through these Nadis (Sūkṣma, subtle 

passages), that the vital force or Prānic current moves or flows. Iḍa and Pingaḷa nādis are the subtle 

nādis that correspond to the right and left sympathetic chains (Saraswati, 1994). 
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The Saptamātṛkās or the seven mother goddesses - Brāhmaṇī, Vaiṣṇavī, Māheśvarī, Kaumārī, 

Vārāhī, Indrānī and Cāmuṇḍā are also linked with Śiva. Devi Cāmuṇḍa, one of the 

Saptamātṛkās is the oldest known tantric deity. Tāntric practitioners meditated on her to 

confront their fears and overcome self-attachment. 

 

Sculptures of Śaiva Ascetics, Kālāmukhas and Nāthās1 

 

Fig 4: Sculpture of an ascetic, Ekāmranātha Temple 

 

The Sculptures of the Nātha yogis found in these temples share the 

following characteristics in common: They are depicted wearing 

loincloths with the middle part of their ears split to display enormous 

Kuṇḍalas (ear ornaments) which led to their other name, Kanphata 

yogis, long unkempt or dreadlocked hair (jaṭā) sometimes matted in 

an ornate hair bun or top-knot and beard. They also have antler 

whistles, called Sringīs / Singī2, tied with Rudrākṣa and Pavitrī in the 

Yajñopavīta. Additionally, they have Rudrākṣa beads around their 

necks, which are used for Sumirinī (rosary), Catra (umbrella), and 

Kamaṇḍalu (water pot carried by yogis) and yoga straps (yogapaṭṭa). 

The sculptures of the Śaiva groups, tantric sects and nātha yogis 

stand as a strong record of their existence at various Vijayanagara 

Karṇāṭa dynasty sites including Kañci. 

 

The tāntric sects had a significant impact on the construction of temples and monasteries across 

India. They also disseminated tāntric practices among the affluent and imperial class, who were 

in charge of constructing temples. The Vijayanagara temple's profusion of Bhairava carved 

statues bears witness to the thriving Kāḷāmukha activity in the capital. The Kāḷāmukhās were 

 
1 This author also studied these kinds of sculptures under the title of ‘Analysis of the Social Life 

Sculptures in the selected temples of Vijayanagara period’ and it has been published in the Nṛtya ṡilpa 

Yatra series- Part 2 book-Ṣilpa ṡodha Sangraha- the Noopura Bhramari IKS Centre. 
2 The horns of deer and rhinoceroses are used to make Singis. King Bhartrhari was a prominent pupil 

of Gorakşanātha, and the narrative surrounding Natha's usage of the horn is related to him. Apparently, 

his seventy queens persuaded him to go hunting. He came across a herd of seventy hinds and one stag 

while he was gone, but he was unable to get by the stag. Eventually a hind asked the stag to allow 

himself to be shot under several conditions, one of which was that his horn be used as the Yogi's whistle. 

(Powell, 2018)  
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most likely the Rājagurus of the original Saṅgama rāyās. Kriyāśakti was Vidyāraṇya's disciple, 

according to a Sanskrit text called Vidyāraṇya-kālajñāna. The Vijayanagara emperors 

respected them and gave them several gifts in honour of Kriyāśakti.1 The Pampāmahātmya 

implies that Śaiva ascetics and yogis interacted at Vijayanagara, and the prevalence of 

Matsyendranātha representations in these temples adds proof that Nātha saints were present in 

the city (Desai, 1975, p. 77).  

 

The sculptures of the Nāthās/Navanāthās of Nātha sampradāya are also widely shown in many 

temples of the Vijayanagara Karṇāṭa empire across south India. The Navanāthās included, 1. 

Mīnanātha / Matsyendranātha, 2. Gōrakṣanātha, 3. Jālandaranātha, 4. Kāniphanātha, 5. 

Gahanīnātha, 6. Nāganātha / Airahotra, 7. Carpaṭinātha, 8. Cauraṅginātha / Bhartarinātha, 

9. Rēvanātha / Rēvaṇanātha (Frydman, n.d.)2. The sculpture of Matsyendranātha is of prime 

importance among nāthās. The proliferation of Nātha sampradāya in Tamilnadu may be seen 

in images of Matsyendranātha (fig. 5). He is credited with introducing the Kaula tāntric system 

to the world. The Vijayanagara Karṇāṭa era sculptures show Matsyendranātha seated on a fish 

in a yoga posture. Within the Nātha sampradaya, following Ādinātha (Śiva) and Girijā 

(Pārvatī) the next importance in this lineage is given to Matsyendranātha. Tradition holds that 

during Ādinātha and Girijā's talk, he had encapsulated the knowledge contained in it in the 

form of a fish. The Nātha sampradāya later adopted this doctrine as its teachings (Sarde, 2019, 

p.40).  

 

Fig. 5: 

Matsyendranātha, 

Ekāmranātha Temple 

  Fig. 6: 

Matsyendranātha in 

variation of 

kukkuṭāsana  

 

 
1 “A grant of Harihara II dated AD. 1384 states that the king listened to the teachings of both Vidyäranya 

and Kriyäsakti. A grant issued in the year 1403 registers gifts of land both to Kriyäsakti-deva-räya-

vodeyar and to the guru of the Sriñgeri matha”.  (Lorenzen, 1991, p.162). 
2 The sculptures of Navanāthā-s can be seen in a sequence on the outer wall of Someshwara temple in 

Ulsoor, Bengaluru. Most of the all temples built or renovated during the Vijayanagara dynasty has these 

nātha sculptures atleast one or two.  
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In the Nātha sampradāya, goddesses like Bhairavī, Mātrakās, Yoginis, Śākinīs, Ḍākinīs and 

many more are still regarded as auspicious. The Nātha ascetics are Śaivas. They worship Śiva 

as Bhairava, also known as Kāla Bhairava, a form connected to tantric rituals.  

The Kubjikāmata Tantra (10th CE), the principal scripture of a branch of Kaula Śaivism 

associated with Matsyendranātha teaches an important two-armed balancing posture, 

Kukkuṭāsana -cock posture (Fig. 6), where it is described as a tantric Karaṇa (Powell, 2018, p. 

58). His disciple Gōrakṣanātha is the chief Hatha Yogi1. In the practice of Haṭha yoga, the 

goddess Kuṇḍalinī is conceived and awakened in the form of Kuṇḍalinī energy with the aid of 

six or seven Cakrās. Āsana, Kumbhaka, Mudrā and other yogic practices were initially 

incorporated into the Haṭha yoga pradīpikā as part of the Haṭha yoga technique. The sculptures 

of these ascetics in various advanced asanas reveal a rich tradition of Hatha yoga practices 

during the aforementioned period. Numerous other asanas that the ascetics practiced are shown 

in the sculptures on the pillars. These asanas include standing and sitting asanas as well as a 

variety of complex and advanced ones. 

 

Mithuna & Maithunya Sculptures 

 

The growing influence of Tantrism during the medieval periods resulted in the appearance of 

these sculptures who practiced ritual copulation or Maithuna as a means to attain religious 

merit. Tantra celebrated the feminine power and accordingly mortal women were viewed as 

natural embodiments and transmitters of Śaktī through sexual union or Maithuna.  In Tantra, 

Maithuna was a key figure in channelling sexual energy to unite with divinity, rather than 

seeking pleasure. It used the body as the best medium to explain its philosophy. The Mayāmata 

(18.111, written earlier than the 11th CE) refers to the term Tapasvilīla2. This has been 

interpreted to mean naked mendicant - love play of the ascetics. It is evident by looking at the 

sculptures (figs. 10, 11) from the Kāmākṣi and Ekāmranātha temples that nakedness was seen 

as vital for certain tantric rituals.  

Mayāmata forbids the depiction of some features on temple walls, such as depictions of nude 

figures and the sensual activities of ascetics and hence can be spotted only in the unfrequented 

corners of the temple. Hence, the sculptures of men and women exposing their generative 

organs can be seen on the outside structure of the 100-pillar Manṭapa of Varadaraja Temple. 

 
1 The yoga that uses the technique of persistence. 
2 नगं्न तपस्वी लीलां चामयाव्यालद न योियेत् ॥ १११ ॥ (Dagens, 2007, p.278) 
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Fig. 7, 8, 9 Varadarāja Perumaḷ Temple 

 

Inspite of the public display of the tāntric practices contradicting the basic principles of 

tantrism, which was esoteric and highly secretive in nature, an ascetic indicative of 

exhibitionism is seen in Ekāmranātha temple with other sculptures of Surasundaris with 

exposed pudenda, sculpture of couple fondling each other and their lips are about to touch, the 

performance of the coital act where participants seem to be part of some ritual and nudity 

exposing figures. These sculptures are mostly confined to the unfrequented corners of 

Varadarāja Perumāḷ temple.  

A record of Tantrics practicing seasonal orgies on Vasantōtsava is also seen mentioned. It was 

recommended that the Pāśupata Śaiva initiates perform a Śṛngāraṇa ritual in which they were 

to display themselves and behave sensually upon seeing a beautiful girl, given that in magico-

religious beliefs and practices, the exposure of sexual organs is also seen as a defensive measure 

against evil (Desai, 1975 p. 77). It is interesting to note that a similar image is found in the 

Kāmākṣī temple Maṅṭapa. These images are visible in the temples of Karnataka, 

built/renovated by Vijayanagara Karṇāṭa Kings. 

Fig 10: Kāmākṣī 

temple   

 

Fig 11: The 

women shown in 

the company of a 

nude ascetic in 

Ekāmranātha 

Temple 
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Conclusion 

To summarise, the Vijayanagara period witnessed a decline in the sexual representation in 

sculptures of the preceding centuries. However, the sculptures of Mithuna (copulation or the 

union of male and female), sculptures of Bhairava, Śaiva ascetics, Nātha Siddhās and 

Surasundaris with ascetics which are part of the sheer architecture grandeur suggests the 

uniqueness of artists in showcasing the rich tradition of tāntric practice during Vijayanagara 

period. By the time of the Vijayanagara Karṇāṭa dynasty, the philosophy of Tantra in sculptures 

had expanded beyond erotic sculptures, to a bigger horizon that included deities, ascetics, 

rituals, etc. which were effectively incorporated into the architectural splendor of these ancient 

Indian temples. 

These treasured pieces of Indian architectural and artistic history display an exceptional artistic 

ability, and demonstrate a deep comprehension of the Tantric tradition and allude to a 

transcendence beyond the limitations of the human body. Furthermore, ssimilar sculptures are 

also found in the Karnataka temples; these sculptures have a uniform style and serve as a 

distinguishing feature of architectural and sculpture techniques of the Vijayanagara Karṇāṭa 

dynasty.  
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