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PREFACE 

 

This thesis on the topic AÀ¶apad¢ in Dance forms and Dance recitals 

is submitted for the award of the degree of Ph D in the Faculty of Performing 

Arts to the Kerala Kal¡mandalam (Deemed to be university for Art and 

Culture). This is a study on G¢tagovinda (GG) or AÀ¶apad¢ (AP) of the famous 

poet Jayadeva of 12
th

 century CE. The study concentrates on the general 

aspects of Sanskrit stotras adopted in classical music and dance recital and on 

the special aspects of the AÀ¶apad¢ of Jayadeva used in the musical and dance 

recital in India.  

The term „Dance forms‟ in the title refers to the presentation of 

AÀ¶apad¢ of Jayadeva in different dance forms in India like Kathakali, 

K¤À¸an¡¶¶am, Bharatan¡¶yam, Kuccupu¶i, Mohiniy¡¶¶am, Oddissi and 

Manipuri.  The statement  „Dance Recitals‟ is  used  in the special sense of a 

dance recital like Bharatan¡¶yam, Kuccupu¶i, Mohiniy¡¶¶am or Manipuri in 

which the conventional items of presentation like Al¡rippu, Jatiswaram, 

áabdam, Var¸am, Padam, J¡vali, AÀ¶apad¢, Till¡na and ¿loka are included.  

These conventional items are seen in the dance forms mentioned here only, not 

in other dance dorms like Kathakali and K¤À¸an¡¶¶am. This is the intention of 

using both the terms in the title of the thesis. 

 After the composition of AP, it influenced almost all the art forms of 

India, fine arts and literature in all regional languages as well as in Sanskrit. 

Thus, based on the AÀ¶apad¢ of Jayadeva, many works in Sanskrit were 
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written by other poets in the same pattern, glorifying various gods and 

goddesses. 

 R¡m¡À¶apad¢ (RP) of R¡makavi and áiv¡À¶apad¢ (SP)   of Sri 

Chandrasekharendra Saraswati, 62
nd

 Sankaracharya  (1857-1929)  of K¡nchi 

are two important works of the type written in the modern period.  These two 

AÀ¶apad¢s are taken in the thesis for special study. RP of R¡makavi was 

published in Devan¡gar¢ script in the year 2002 with a preface in Tamil 

language from Banglore. This is a local publication and it has not joined the 

attention of Sanskrit scholars all over India or theatre artists of various dance 

forms or experts of classical music. In the same way SP of Sri 

Chandra¿ekharendra Saraswati is published in 2000 from Kancheepuram, 

which is also a local publication. These two AÀ¶apad¢s are very important in 

their musical aspects as well as their pattern befitting to be presented in various 

dance forms.  

AP of Jayadeva has been adopted all over India in various musical 

forms and dance recitals profusely. But the above mentioned RP and SP have 

not received the attention of the artists in various dance forms or musicians or 

experts in music.  A study on RP and SP is given in the thesis concentrating on 

their text, author, date and contents. The present scholar, being a performing 

artist in Bharatan¡¶yam, has attempted the choreography of the selected 

portions of these two AÀ¶apad¢s as part of the study of the present topic. The 

audio / video CD of the portions thus choreographed, is presented along with 

the thesis. RP and SP, as they are available in local editions only, are given in 

N¡gari script as appendices in the thesis. 
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The present thesis is divided into five chapters.  

Chapter I: Introduction: Sanskrit  Stotras Adopted in Classical Music 

and  Dance  Recitals 

 In Sanskrit and regional languages, quite a large number of Stotras are 

seen composed by great devotees. In Sanskrit literature, stotras form a major 

branch. The main purpose of this branch of literature is to please gods and 

goddesses of the devotee. In Sanskrit, it is denoted by the term Bhakti and it is 

traceable even from the Vedas where some aspects of glorification and 

devotion are found.  This chapter deals with such aspects of Sanskrit stotras 

adopted in classical music and dance recitals.   

Chapter II: Musical and Dance aspects of G¢tagovinda 

 In the Indian literature, the term „Sa´g¢ta‟ includes music, musical 

instruments and dance. In Sang¢taratn¡kara (SP), á¡r´gadeva says; “gitam 

v¡dyam tath¡ n¤tyam trayam sang¢tamucyate.”  

 Musical notes are produced through the vocal chords of human beings 

or by the vibration. Therefore, both of these are included in the title Sa´g¢ta as 

dance depends on vocal music and instrumental music equally. In AP of 

Jayadeva, there are twenty-four Prabandhas and ninety-nine ¿lokas composed 

in specific ragas and various t¡las. Hindustani music, Carnatic music and 

Sop¡nam music are also sung in music and dance recitals all over India and 

abroad. AÀ¶apad¢ is used in almost all such musical and dance presentations 

which is discussed in this Chapter.   
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Chapter III:  AÀ¶apad¢ and the Dance forms of India 

 In India every dance form has its own methods of presentation. After 

centuries, some art forms started receiving rigid techniques, rules and 

regulations from the ancient treatises of art. Kendra Sangta Nataka Academy 

has recognized few dance forms as Indian classical dance forms. Kathakali, 

Bharatan¡¶yam, Mohiniy¡¶¶am, YakÀag¡nam and Kuccupu¶i are such dance 

forms  in South India and  Odissi, Ma¸ipuri, Kathak and Sattriya are such  

North Indian classical dance forms. 

 The impact of GG or AP of Jayadeva is clearly seen in these different 

dance forms of India, which emerged after Jayadeva‟s AÀ¶apad¢.  This topic is 

discussed in this Chapter.  

Chapter IV: áiv¡À¶apad¢ and Ram¡À¶apad¢ -Text, Author, Date and 

Content 

 GG or AP of Jayadeva has influenced the dance forms and musical 

traditions of all over India after its emergence in 12
th

 CE. Later this unique 

lyric in Sanskrit has inspired poets and artists in Sanskrit to compose similar 

AÀ¶apad¢s glorifying other gods and goddes and to bring out Choreographies 

in dance and music forms based on the art form. 

 The two AÀ¶apad¢s treated in this chapter, RP and SP are unique works 

composed after GG in Sanskrit. A brief study of them is given in this chapter 

introducing the text of them, their author, date and content. 
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 As part of the present Research, some selected portions of these two 

AÀ¶apad¢s are choreographed based on the dance form Bharatan¡¶yam and the 

C D of them is presented herewith. 

Chapter V: Choreography of selected portions of Ram¡À¶apad¢ and 

áiv¡À¶apad¢  

In this chapter,  the details and methods of the choreography of selected 

portions of RP and SP are given.  The first introductory áloka (R¡ga-N¡¶¶a 

and Kha¸·a Ch¡pu T¡la) and the first of AÀ¶apad¢ of RP by R¡makavi are 

being taken here for choreography in Bharatan¡¶yam style. The first AÀ¶apad¢ 

contains eight padas and each AÀ¶apad¢ praises the incarnations of R¡ma. 

Likewise, the three introductory ¿lokas of SP and its first AÀ¶apad¢ are 

being taken here for choreography in Bharatan¡¶yam style. The three ¿lokas 

choreographed praise Ga¸apati, Saraswa¢ and P¡rvat¢. The first AÀ¶apad¢ 

contains eleven padas and each AÀ¶apad¢ praises áiva and P¡rvat¢. The 

choreography of both AÀ¶apad¢s based on the mudras, c¡ris, gatis, movements 

of limbs and Abhinayas is done according to the Abhimayadarpa¸a of 

Nandike¿vara.  The details of choreography are given in this chapter. 

Chapter VI: Conclusion 

 The sixth chapter is a conclusion in which the various points discussed 

in different chapters of the thesis are summarized and new findings of the 

thesis are given. 

The thesis contains the following appendices. 
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APPENDIX-I 

  R¡m¡À¶apad¢ of R¡makavi –Text in Devan¡gar¢ Script 

APPENDIX-II 

áiv¡À¶apad¢ of Sree Chadra¿ekharendra Saraswati - Text in 

Devan¡gar¢ Script 

APPENDIX-III 

  Mudras according to Abhinayadarpa¸a used in Choreography 

APPENDIX-IV 

  Selected Photos of AÀ¶apad¢ used in various dance forms 

1. K¤À¸a and R¡dh¡ and Gopikas in Mohiniy¡¶¶am dance 

form  

2. K¤À¸a and R¡dh¡ in Sattriya dance  
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4. K¤À¸a and R¡dh¡ in Bharatan¡¶yam 

5. K¤À¸a, R¡dh¡ and Gop¢s in Manipp£ri 

6. K¤À¸a,  R¡dh¡ and Sakh¢ in Kathak 
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APPENDIX-V 
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Select Bibliography of the books and journals used for the study is also 

given in the end. 

 

Beena. D 
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CHAPTER - I 

INTRODUCTION 

SANSKRIT STOTRAS ADAPTED IN 

CLASSICAL MUSIC AND DANCE RECITALS 

Glorification of exalted things or beings in poetry is generally termed as 

Stuti, Stotra, Stava or Nuti. The Amarako¿a of AmarasiÆha gives synonyms 

for these in the following line: “stavasstotraÆ stutirnutiÅ.”1
  áabdakalpadruma 

quotes the above line and has given one more term for Stuti as Stavana.
2
 

V¡caspatya has supplied further terms like Stutip¡¶haka and Stutivrata as 

synonyms of persons engaged in praising of kings.
3
 

Concept and Form of Stotras 

In Sanskrit literature, Stotras form a major branch.  The main purpose of 

this branch of literature is to please gods and goddesses of the devotee.  The 

reason behind the composition is to express the devotion of the one who 

composes it.  Devotion is commonly understood as intensive love for god, love 

which ultimately leads to the realization of god. In Sanskrit, it is denoted by 

the term Bhakti and it is traceable even from the Vedas where some aspects of 

glorification and devotion.
4
 

Stotras are generally composed in metrical form.  Some of them try to 

describe the god from head to foot and it is called Ke¿¡dip¡da. Some are in the 

                                                           
1
 Amarako¿a with T¢k¡, T. Ganapati Sastri, Ed., Trivandrum Sanskrit Series, No. 38, Trivandrum, 1917. 

I.6.11. 
2
 áabdakalpadruma, Ed., Raja Radhakanta Deva, Nag Publishers, Delhi, 1987, p.44. 

3
 V¡scaspatyam, Vol.VI, Ed,  Tharanatha Tharkavacaspati, Rastriya Sanskrit Sansthan, New Delhi, 2006, 

p.616. 
4
 S. Venkatasubrahmania Iyer, Religions, Art and Culture, College Book House, Trivandrum, 1977, p.7. 
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reverse order called P¡d¡dike¿a where from foot to head of the deity is 

described in metrical form. Classical metres like Vasantatilaka,  áikhari¸¢, and 

Sragddhar¡ are adopted  by the devotees for the description. Many great 

writers like Kula¿ekhara Ëlwar, áa´kar¡c¡rya and Vilvama´galam have 

composed Stotras on various gods and they are still used by the devotees all 

over the world.  

The Vastness of Stotra Literature 

In Sanskrit and regional languages, quite a large number of Stotras are 

seen composed by great devotees. Major part of the Vedic literature itself is in 

S£kta form, like verses composed in praise of gods. Before the emergence of 

independent Stotra works, several Stutis on different gods and goddesses can 

be seen included in the Epics and Pur¡¸as. Sr¢ áa´kara, the propounder of 

Advaita philosophy, has composed   nearly hundred Stotras.  They are in 

different forms and metres.  Among the original works of áa´kar¡c¡rya, 

Stotras form a major section.
5
  

Among the Kerala authors, K¤À¸al¢l¡¿uka, Kula¿ekhara Ëlwar, 

Melputh£r N¡r¡yanabha¶¶a and many other poets have composed stotras. M.  

Krishanamachariar in his History of Classical Sanskrit literature has devoted a 

major section for discussing this vast literature.
6
 Many poets have composed 

works in the field filled with extreme beauty and poetic devotion.   

 

                                                           
5
 For details vide Ullur S. Pameswaran Iyer, Keralasahityacaritram, Vol. I, 1957 (First Ed.,), Kerala 

University, Trivandrum, pp. 103-104. 
6
 M. Krishnamachariar, History of Classical Sanskrit Literature, Motilal Banarsidass, 1974, pp.320-321. 
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Stotras in the Vedic Period 

History of Sanskrit Stotra literature dates back to the Vedic period. The 

sages who are the composers of the hymns treat their subject with a sense of 

glorification. Even the very first hymn of the Îgveda that addresses Agni, is in 

fact a eulogy. Perhaps this happens to be the very first piece of human poetry. 

There the ÎÀi,  the composer of the hymn, addresses Agni as follows :  

agnim¢le purohitam 

yajµasya devam¤tvijam  

hot¡ram ratnadh¡tamaÆ
7
       

This may be closely rendered thus in lines imitating the rhythm of the original: 

I praise Agni, domestic priest,  

God, minister of sacrifice 

Herald, most prodigal of wealth. 
8
   

Three of these lines combine to form the G¡yatr¢ Metre, which is 

employed in one fourth of the total stanzas of the Îgveda. Though the eulogy 

forms a greater part of the Îgveda, it contains other hymns related to the social 

life of the people of that period. There are several social recreations of men 

when they met together like gambling with dice described in Îgveda. Another 

amusement was dancing which seems to have been indulged in by men as well 

as women. But when the gender of the dancers is distinctly referred to, they are 

nearly always maidens. Goddess of dawn is compared to a dansues. 

                                                           
7
 Îgveda, I.1.1. 

8
 Vide A.A Macdonel, The Vedic Reader, Oxford University Press, Madras, 1978, p.3. 
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Various references in the Îgveda show that even in that early age the 

people of that time were acquainted with different kinds of music; for one can 

find three main types of percussion, wind and stringed instruments  

represented by the drum (dundubhi), the flute  and the V¢¸¡.
9
 The latter has 

always been the favourite musical instrument described in Sanskrit dramas. 

The chanting of Îgveda has many musical aspects in it.  The chanting of the 

S¡ma hymns has assumed a complicated method related to the svaras and 

rhythm. 

Vedic people invoked a large number of gods to come to the place of 

sacrifice and to accept their offerings in fire and their songs of praise. 

Sometimes they offered only songs without any oblations. All the gods had 

some great qualities like power, brilliance, wisdom and friendship for the 

protection from enemies. They came down to earth riding on brilliant chariots 

to be present at the site of worship. They were the friends and companions of 

men who never feared them.  

 Various theories have been put forward regarding the concept of gods 

in the Vedas. It is held that there is a progress from a multitude of such gods to 

a single god and then to a unity of the concept as the central force of the 

Universe. 

The Îgveda contains prayers to various gods in the form of poetry. 

Among the Vedas, Îgveda is the best having good examples of Stutis. The 

Mantras of Yajurveda are predominantly a collection of short prose formulas 

utilised during the religious worship. These formulas have their own literary 

                                                           
9
 ibid, p.7   
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value and beauty beyond their devotional aspects. The S¡maveda is the Veda 

adapted in musical notations with some additions, according to C. Kunhan 

Raja.
10

 In Atharvaveda, the subject matter is more important than the literary 

form of the text.  As per tradition, the Vedas are eternal and there have no 

author for them. ÎÀis are only the seers of the Mantras. 

ÎÀis were the poets. They were not such persons who have renounced 

the world. They live in special habitations and live a comparatively quiet life. 

They wear special robes and maintain special codes of conduct. They should 

not be identified with priests, who officiate in sacrifices. A priest is a member 

of an organisation with certain tests for admission and also subjected to certain 

ceremonials for such admissions with some gradations for superiority and 

inferiority.  

The form of worship in the Vedic period was connected to many gods. 

The worshippers offered various objects in the sacred fire kindled by them. 

They praised and sung the glories. The offerings were ghee, milk, honey etc. 

Stotras in Classical Period 

During the classical period, the number of Gods increased considerably. 

The main god such as ViÀ¸u had several forms in which he is worshipped as if 

he was a separate god. For instance, ViÀ¸u as N¡r¡ya¸a, ár¢vallabha, Mur¡ri, 

etc; are to be found installed and worshipped as separate deities. His 

incarnation as K¤À¸a and installed in the temple of Guruvayoor is an instance. 

Melputhur N¡r¡ya¸abha¶¶a and other poets wrote stotras on this god.
11

 

                                                           
10

 C. Kunhan Raja, Vedas, Andhra University, Waltair, 1957, p.4. 
11

 Melputhur N¡r¡ya¸abha¶¶a, N¡r¡ya¸¢ya, Guruvayoor Devaswam, Guruvayoor,1978. Several editions. 
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In recent times, stotras have emerged as a great division of literature in 

Sanskrit. One of the earliest of its kind happens to be the Mukundam¡l¡ 

attributed to the authorship of Kula¿ekhara Ëlw¡r. Though small in size 

having only 33 stanzas, it is perhaps the most popular among the stotras on 

ViÀ¸u. It is a short devotional lyric of exquisite beauty and is the earliest 

available composition of its type.
12

 A verse firm this poem has been cited in 

the inscription of one of the towns of Pagan, in Burma, in the 13 CE. 

Kula¿ekhara Varma of Mahodayapuram of Kerala had made provisions for 

installing a perpetual lamp in the Burmese temple. The inscription is capped by 

one of the most popular verses of Mukundam¡l¡ starting with „N¡sth¡ 

dharme‟. Other works also quote verses from the    work    as    in    the    case    

of    Sadukti-kar¸¡m¤ta    compiled   by Sr¢dharad¡sa. Ved¡ntade¿ika has 

commented on some of the verses from it to prove its greatness. 

áankar¡charya has composed numerous stotras on different gods in 

addition to his monumental contribution to other fields of Sanskrit literature 

like the Bh¡Àyas, M£lagranthas  and works on Mantra¿¡stra.
13

 His stotras can 

be classified as Ga¸apati Stotras, Subrahma¸ya Stotras, áiva Stotras, Dev¢ 

Stotras, ViÀ¸u Stotras and Sank¢rna Stotras. He has composed not less than 64 

stotras on various deities.
14

 Some of his poems are famous. Soundaryatahar¢, 

áivanandatatahar¢, Stotras on Ga¸e¿a, Subrahma¸ya, Dev¢, P¡d¡dike¿a 

Stotras on áiva, ViÀ¸u and other deities, Kanakadh¡r¡stotra, AÀ¶akas on 

                                                           

12
 Mukundam¡l¡ of  Kulasekhara Alwar, Ed. By K.P.A. Menon, Sreedeep Publications, Delhi, 1987. 

13
 Vide Keralasahityacaritra, Ullur S. Parameswara Iyer, University of Kerala, Trivandrum, Vol. I, 1953, 

pp100-105. 

14
 See complete works of ári áankar¡c¡rya, Vol.V, edited and published by Sree Sankaracharya 

University of Saskrit , Kalady, 2012. 



7 

Narmada, Yamun¡, Ga´g¡, Guru etc., are of great literary beauty. The place of 

áa´kara as a writer in stotra literature stands foremost. 

Bilvama´gala also known as L¢k¡¿uka or K¤À¸al¢l¡¿uka is one of the 

most notable writers in the field of devotional lyrics in Sanskrit. As a poet and 

as a saint, he had been very popular throughout the country.
15 

The verses of 

K¤À¸akarn¡m¤ta have been the source of inspiration to many   religious   

teachers and devotees of K¤À¸a.  Because of the popularity of the author, he 

became a legendary figure and every part of India claimed him for itself. There 

are several stories about his devotion to the god. His other works are 

B¡lak¤À¸a Stotra, Vrindav¡nastuti and K¡lavadha K¡vya. There are several 

commentaries on his works. 

The greatness of N¡r¡ya¸abha¶¶a of Melputhur had already been noted. 

Several other stotras than N¡r¡ya¸¢ya are  also attributed to his authorship. He 

is known as a grammarian also in addition to his greatness as writer on 

Champu literature.
16

 Then there are authors like R¡map¡¸iv¡da who have 

enriched the field of devotional lyric. 

There are several collections like the Brhatastotraratn¡kara which 

contains numerous stotras on several deities. They show the vastness  of  stotra 

literature.
17

 

 

                                                           
15

 K. Kunjunni Raja, Contribution of Kerala to Sanskrit Literature, University of Madras, Madras, 1958,  

p.35. 

16
 See. N.P Unni, Prabandhaµjari, Rastriya Sanskrit Samsthan, New Delhi, 1988, p.17. 

17
 Brhatstotraratnakara, Jyothisha Prakasan, Varanasi, 2004, contains 501 stotras. 
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Stotras and Bhakti Movement 

Throughout the history of the Bhakti cult, from vary early times to the 

present day, one can find stories laid on the concentration of the mind on the 

Lord and the dedication of all thoughts and  words and deeds to him. The 

cultivation of Bhakti  which leads to eternal bliss  is an integrated process 

described in all the texts of Bhakti movement.  It is  possible for the devotees 

even to reach the final stage of Ëtmanivedana or becoming one with the God 

through Bhakti. Various stages of Bhakti are as follows; 

árava¸am k¢rtanam vi¿¸oÅ  smara¸am p¡dasevanam  

arcanam vandanam d¡syam sakhyam¡tmanivedanam 
18

 

This means that  the listening to the expressions of the greatness of god, 

reciting the hymns in this glory, meditation on his form, service at his feet, 

worshipping his  images, salutations to him, attending duty to his feet, as  a 

servant or as a friend and  complete surrender of the self. These constitute the 

nine fold path in Bhakti. Devotees such as ParikÀit, áuka, Prahl¡da, LakÀmi, 

P¤thu, Akr£ra, and Gop¢s are given as appropriate examples of persons who 

attained god in the path called nine fold bhakti.  

Stotras of  ár¢ áankara 

áa´kar¡c¡rya (788-820CE), famous as the propounder of 

Advaitaved¡nta, is perhaps the most noted author in the field of devotional 

literature. Born at Kalady in Kerala as the son of áivaguru and Ëryamba, he 

became a Sanny¡sin quite early in his life becoming the disciple of 

                                                           
18

 Bh¡gavata,  Skandha.7, C.5, V.27. G¢ta Press, Ghorakpur.1941. 
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Govindabhagavatp¡da. His personality and scholarship had achieved great 

respect at that time.   

More than 140 works are assigned to his authorship in different fields 

like (1) original compositions (2) Commentaries (3) Stotras (4) Mantra¿¡stra 

etc. His commentaries on Da¿opaniÀad, Brahmas£tra and Bhagavadg¢t¡, 

known as the Prasth¡natraya, are the basis of Adaitaved¡nta. 

áa´kara‟s Stotras are of a wide variety. There are stotras on Ga¸e¿a, 

Subrahma¸ya, áiva, Dev¢, ViÀ¸u and miscellaneous deities. Some of them 

relate to the Gods of certain particular temple. All types of Stotras have been 

written  by him. áivap¡d¡dike¿¡ntastotra and áivake¿¡dip¡d¡ntastotra describe 

the god from foot to head and head to foot respectively detailing the glory and 

power of the divinity in exquisite stanzas. On the same deity, namely áiva, he 

has also composed áivabhuja´ga, áiv¡nandalahar¢, Vedas¡ra¿ivastotra and 

áiv¡par¡dhakÀam¡pa¸a-stotra. Similarly on ViÀ¸u he has composed 

ViÀ¸ubhuja´ga, ViÀ¸up¡d¡dike¿a etc. A wide variety of hymns show his 

talents. They include various types like Paµcakas (five stanzas), AÀ¶akas (eight 

stanzas) and Da¿akas (ten stanzas). There are a  number of deities and their 

attributes on whom the Stotras are composed. Goddess is worshipped in 

several Stotras like Saundaryalahar¢, TripurasundaryaÀ¶aka, Lalit¡paµcaratna, 

Kanakadh¡r¡stava, Annap£r¸¡À¶aka and M¢nakÀ¢paµcaratna. There is 

practically no type of Stotras that he did not enrich with his fervent devotional 

lyrics.  

Saundaryalahar¢ of ár¢ áa´kara is one of the greatest Strotra work 

written in Sanskrit. On the greatness of the work, the words of K.M. Munshi 
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are noteworthy. “The Saundaryalahar¢ (wave of beauty), one of the major 

lyrics of áa´kara, shows the typical image by which he transformed the nature 

of T¡ntrik worship of Dev¢ or áakt¢, the feminine principle being regarded as 

the supreme expression of divinity. In this hymn, Dev¢ is accorded supreme 

position among the deities; she is even higher than her consort Lord áiva in the 

hierarchy, though both are accepted as one in cosmic significance. The other 

gods even of so high a status as ViÀ¸u and Brahm¡ only observe her purpose 

and during the great dissolution of the universe, the only god to be saved is 

áiva and that too because of Devi's devotion to him.”19
 Writing on 

áivanandalahar¢, the reputed Swami Vimalananda of Ramakrishna Mission 

has observed that áiv¡nandalahar¢ has been in circulation in the Southern 

region of peninsular India for a long time. The deity offered in it as the object 

of worshipper‟s thoughts, feelings and action may be taken to be 

Chandramaul¢¿vara áiva, the tutelary divinity of the Ëcaryagurus of á¤´geri. 

Substantives like R¡ja¿ekhara, Indumaul¢, Somakal¡dharamaul¢, 

B¡lac£·¡ma¸i and C£·¡la´k¡ra¿a¿ikal¡ seem to justify such a presumption. 

Mention of the regions like ári¿aila, K¡lahasti and Aru¸¡cala may also be 

taken into account. The entire áivanandalahar¢ with its rich imagery, 

variegated vision and holy counsels is sustained by the steady current of the 

contemplative feeling running from the depths of profound Bhakti,  set out not 

with the logical sequence  and aphoristic brevity of the Bhaktis£tras but in the 

form of an address to the Divine with the utmost intimacy and warmth as can 

be gathered from several stanzas. This holy and sweet hymn from the great 

philosopher and lover of god holds out to seekers of all generations a glimpse 

                                                           

19
 Saundaryalahar¢,  K.M Munshi, Ed. S. Ramakrishnan, Bharateeya Vidyabhavan, Mumbai, 2001,p.21.  
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of the supreme truth designated as áiva. áa´kara‟s stotras are on the lips of 

every devotee of the multitude of divines. His followers have kept up his 

tradition well after him.
  

Mukundam¡l¡ of Kula¿ekhara 

King Kula¿ekhara, often identified with Kula¿ekhara Ëlw¡r, an earlier 

writer, has   composed the great Stotra named Mukundam¡l¡ in praise of 

K¤À¸a. The Sotra is sung popularly by the devotees of the South Indian states. 

The royal devotee wants only to think of the smiling face of the lord wherever 

he is. Different versions of the text contain up to 35 stanzas or even more.  

Mukundam¡l¡ is a short devotional lyric of exquisite beauty and is one 

of the earliest available composition in Sanskrit in Kerala. This poem has 

attained wide popularity even beyond the borders of India by the 13th century 

A.D. A verse from the poem is cited in an inscription in the town Pagan in 

Burma. The Tamil inscription there was engraved by Kula¿ekhara of 

Mahodaya Pa¶¶anam (old capital of King Kula¿ekhara). The stanza beginning 

with „n¡sth¡ dharme’, is engraved there in Tamil characters. 

Saduktikar¸¡m¤ta of ár¢dharasena has quoted five verses from it while 

Viswan¡tha, author of S¡hityadarpa¸a, has quoted the famous stanza, „divi v¡ 

bhuvi v¡ mam¡stu v¡saÅ’ from it. Great writers like Ved¡ntade¿ika have 

commented upon the work. 

Stotras of K¤À¸alil¡¿uka 

Among the prominent authors of Stotra works, the name of 

K¤À¸alil¡¿uka alias Vilvama´galam Sw¡miy¡r comes next to áa´kara. 
 
He 
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was the son of D¡modara and N¢l¢ and disciple of I¿¡nadeva. He lived at 

Muktisthala in Kerala. He was such an ardent devotee of K¤À¸a that he went in 

trance singing his praise.  

K¤À¸al¢l¡¿uka has composed nearly 37 works in Sanskrit, most of them 

being devotional Stotras. Some of the Stotras are - Adbhutastuti, 

Abhinavakaustubham¡l¡, K¡rko¶akastotra, K¡lavadhak¡vya, K¤À¸al¢l¡carita, 

K¤À¸al¢l¡vinoda, K¤À¸astotra, Ga¸apatistotra, Govindastotra, 

DakÀi¸¡m£rtistotra, B¡lak¤À¸akr¢·¡k¡vya, B¡lagopalastuti, V¤nd¡vanastotra, 

Bilvam¡´galastotra, ViÀ¸ustuti, Sr¢k¤À¸akarn¡m¤ta, ár¢cihnak¡vya  in  Pr¡k¤t, 

Suma´gal¡stotra etc. The author has composed many of these works while he 

was on a sojourn in the different parts of India. He used to compose hymns in 

praise of the deity whenever he happened to visit a temple making it difficult 

to fix the number of his works. 

His work K¤À¸akar¸¡m¤ta, the devotional lyric par excellence, is held 

in high esteem throughout India. The editor of work, S.K. De, has observed 

that in the history of medieval Stotra literature, the K¤À¸akar¸¡m¤ta 

deservedly holds a high place. It is a remarkable collection of exotic mystic 

lyrics of considerable devotional fervour on the romantic theme of K¤À¸a. This 

theme must have been a living reality to the poet as well as to his audience. 

Although made up of detached stanzas, the ardent longing of the poet devotee 

for a vision of his deity, the wistfulness and pathos of his devotional hope etc.. 

weave the stanzas into a perfect whole. Like Jayadeva‟s G¢tagovinda, which is 

comparable to it in many respects, the poem is one of the best examples of that 

erotic mysticism which supplies inspirations to medieval VaiÀ¸ava lyrics in 

Sanskrit as well as in vernaculars. It is no wonder that the work becomes a rich 
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source of literary inspiration.
 20

 

By all accounts K¤À¸al¢l¡¿uka can be called a scholar extraordinary 

because of his achievements in different fields including grammar. Despite he 

being a devotee of áaivism, his bias towards K¤À¸a cult is notable. He admits  

   áaiv¡ vayam na khalu tatra vic¡ra¸¢yam  

paµc¡kÀar¢japapar¡ nitar¡m tath¡pi / 

    cittam mad¢yamatas¢kusum¡vabh¡sam 

smer¡nanam smarati gopavadh£ki¿oram // 
21

 

Scholars are unanimous in the opinion that there is no parallel at all to 

the K¤À¸akar¸¡m¤ta of L¢l¡¿uka in its sheer beauty and all round poetic 

perfection. With an exception to the great Advaita Philosopher áa´kara, no 

other author from Kerala has attracted  natural fame as K¤À¸al¢l¡¿uka did. He 

is revered as a great preceptor by the Chaitanya School of North West India. 

He is rightly termed as a Paramabh¡gavata,   a devotee of the highest order. 

Stotras of Melputh£r N¡r¡ya¸abha¶¶a  

Next in importance comes N¡r¡ya¸abha¶¶a of Melputh£r, the famous 

devotee of the Lord of Guruv¡yoor. Though Bha¶¶atiri is today famous mainly 

for his N¡r¡ya¸iyam, the devotional work, his achievements in the field of 

scholarship and his fame among his contemporaries both in Kerala and outside 

has a much broader basis. Many kings and rulers have extended their 

patronage on him. Royalties of Calicut, Cochin and other principalities 
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  ár¢ K¤À¸akar¸¡m¤ta, Ed., S.K De, Reprint Delhi, 1990, Introduction. 
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 K¤À¸akar¸¡m¤ta, Ed., K.P.A Menon, Nag Publishers, Delhi, 1994, Preface, p.XXI. 

 



14 

felicitated him for his outstanding achievements. Such personalities were paid 

back in compliments by writing Pra¿astis (panegyrics) on them by the Brahmin 

scholar. After his composition of the grammatical work Prakriy¡sarvasva, his 

fame spread outside Kerala also. 

The N¡r¡ya¸iyam is undoubtedly the major work of Bha¶¶atiri. In 1036 

stanzas it describes the glory of the Lord of Guruv¡yoor as the culmination of 

the condensation of Bh¡gavata. It combines in itself three distinct features.  

(1) It is a literary masterpiece, a great poetical work; (2) It is a hymn of rare 

devotional fervour having several distinctive features shared by no other 

hymn; (3) It is an exposition of Ved¡nta with a dominance of devotional 

teachings.  

Description of head to foot of lord K¤À¸a gives the author enough scope 

to exhibit his talents in versification. The last Da¿aka of the N¡r¡ya¸¢ya stotra 

of Melputt£r N¡r¡ya¸abha¶¶a beginning with „agre pa¿y¡mi‟ is an instance 

where the concept is concisely limited to ten stanzas. 

The R¡sa dance described in eleven verses of the 69
th

 Das¿aka closely 

follows the Bh¡gavata, where it is presented in exquisite stanzas. It is to be 

noted that in the Bh¡gavata no particular Gopik¡ by name R¡dh¡ is mentioned. 

When the god disappeared from among the Gopik¡s he did so in the company 

of one particular Gopik¡. Referring to her, the other Gopik¡s say with a slight 

touch of envy „being very devotedly adored by her‟- „anay¡ ¡r¡dhitaÅ‟ 

(Bh¡gavata,10.30.28). Out of the expression „ar¡dhitaÅ‟ the name of that 

Gopik¡ is interpreted through grammatical devices as R¡dh¡ by the Bengal 

School of Vaishnavism in whose theology she is a very essential entity. R¡dh¡ 
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is exalted into Svar£pa¿akti (inherent power of K¤À¸a) and a transcendental 

principle whose expression is the  J¢va in Bhakti. R¡dh¡ at Vrind¡vana is only 

her manifestations to fulfil the mission of K¤À¸a injecting divine love. In fact 

all the Gopik¡s are emanations of R¡dh¡.
22

  

Bha¶¶atiri has referred to the name of R¡dh¡ when he states 

r¡dh¡bhidh¡m t¡vadaj¡tagarv¡m meaning  taking   R¡dh¡, a gopik¡ who was 

free from pride.
23

 Here Bha¶¶atiri has deviated from Bh¡gavata. The 

Bh¡gavata is said to have taken its present shape by about 8
th 

CE. It is only in 

the Pur¡¸as that came still later in the 12
th

  and 13
th

  centuries like the 

Brahmavaivarta, P¡dma etc, that R¡dh¡ and her friends like Chandr¡val¢ make 

their appearance. Thereafter many a poet began to connect K¤À¸a with R¡dh¡ 

as in the case of G¢tagovinda of Jayadeva. He was emulated by many poets all 

over the land in subsequent periods.  

Stotras and Idol-Worship  

One may legitimately say that it was the idol worship that has given rise 

to the rich class of poetry known as Stotras. Gods were conceived in well 

formed and measured idols and then consecrated in temples. These idols 

represent the different aspects of god with some kind of individuality.  

The human mind needs some kind of form to concentrate upon. It is not 

easy to conceive a formless divinity. The formless and that having forms are 

respectively referred to as NiÀkala and Sakala or Nirgu¸a and Sagu¸a. The 

former may be termed as Asphu¶a, not clearly graspable, while the latter may 
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be called as Visphu¶a, clearly understandable and graspable by the mind of the 

devotees. It is for the benefit of the devotees that idol worship was started.  

Gods are worshipped  in Idols.  They are carved in Idols of stones or 

wood or similar objects.  It is in this form a god is conceived as possessing 

human like parts of the body from head to foot. Hence in Stotras each part of 

the limbs of the God is praised from head to foot or vice versa.  There are 

certain measures maintained in making idol. These may be in Paµcat¡la or 

Navat¡la according to the hand measure of the architect.  Books on temple 

worship contain these details.Melputh£r N¡r¡ya¸abha¶¶a in his famous stotra 

called N¡r¡yan¢ya has described these two forms in the following stanzas of  

Da¿aka four (stanzas 4 to 6) : 

asphu¶e vapuÀi te prayatnato 

dh¡rayema dhiÀa¸¡m muhurmuhuÅ | 

tena bhaktirasamantar¡rdrat¡-  

mudvahema bhavada´ghricintak¡Å //  

visphu¶¡vayavabhedasundaram  

tvadvapuÅ sucira¿¢lan¡va¿¡t |  

a¿ramam manasi cintay¡mahe  

dhy¡nayoganirat¡stvad¡¿ray¡Å //  

dhy¡yat¡m sakalam£rtim¢d¤¿¢-  

munmiÀanmadhurat¡h¤t¡mn¡m  /  

s¡ndramodarasar£pam¡ntaram  
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brahmar£pamayi te’vabh¡sate. // 

As translated by Swami Tapasyananda of the Sri Ramakrishna   

Mission, the idea may be given as:  

„Engaged in thy contemplation, I shall, with great effort fix my mind on 

the hazily perceived form of Thine, until my mind is filled with the sentiment 

of devotion and attains to utmost softness. Devoting myself to meditation, I, 

Thy devotee, shall by long practice be able to get an easy mental perception of 

Thy form of beauty with all its parts vivid and clean. To me who meditates 

thus on thy formful aspect and becomes captivated by the increasingly vivid 

experience of its sweetness, which is of the form of intense inward joy (that is 

not based on any contact with external objects).‟ 24
 The opening stanzas of the 

first and second ¿atakas of the N¡r¡ya¸¢ya may be cited to illustrate this 

Brahma conscience, which is difficult to comprehend by the devotee and the 

more clear form of image that comes to the mind of the devotee because of the 

clarity of attributes that give a definite shape. Describing the glory of the god 

the author states : 

sandr¡nand¡vabodh¡tmakamanupamitam  

k¡lade¿¡vadhibhy¡m 

nirmuktam nityamuktam nigama¿ata-  

sahasre¸a nirbh¡syam¡nam /   

aspaÀ¶am d¤À¶am¡tre punarurupuruÀ¡- 

rth¡tmakam brahmatattvam  

                                                           
24
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tatt¡vadbh¡ti s¡kÀ¡d gurupavanapure  

hanta bh¡gyam jan¡n¡m // 

K.P.A. Menon‟s translation of the stanza reads thus : 

„The compact bliss of consciousness, what is incomparable  

What transcends the limit of time and space, all the time free  

From bondages expounded by hundreds of Vedic texts  

Still, unclear, whose vision makes one realise the goal of life,  

That principle of Brahman shines, in reality here 

At this Guruvayoor! Oh! how blessed the people are.‟ 25
 

As already noted, the first stanza of the second canto gives a detailed vision of 

the divinity as follows : 

s£ryaspardhikir¢¶am£rdhvatilakaprodbh¡siph¡l¡ntaram 

k¡ru¸y¡kulanetram¡rdrahasitoll¡sam sun¡s¡pu¶am / 

ga¸·odyanmakar¡bhaku¸·alayugam ka¸¶hojjvalatkaustubham  

tvadr£pam vanam¡lyah¡rapa¶ala¿r¢vatsad¢pram bhaje  //  

In the translation by K.P.A. Menon it reads : 

I worship that form of Thine, O Lord, adorned with the crown  

More radiant than the sun, with Thy forehead bearing on it  

An uplift sandal paste marking with Thy two kindling eyes  

Brimming with compassion, Thy face lit in a melting smile 
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Nose, shapely and most attractive ear tops of fish design 

Reflected charmingly on the cheeks and the radiant gem  

Kaustubha adorning Thy neck and Thy chest well radiant  

With sylvan wreaths, pearl necklaces and the srivatsa mark
 26

 

These two instances show the „niÀkala‟( without attributes) and „sakala‟  (with 

attributes) forms of the deity installed in the temple at Guruvayoor. The last 

Da¿aka, which is the hundredth one, attempts a head to foot description of the 

god, a Ke¿¡dip¡davar¸anam.  

In such a description, the various parts of the idol from head to foot are 

mentioned. Thus the top of the head, forehead, chin, neck, chest, navel, thighs, 

knee, shanks and the feet of the god are described in that order. 

Idols and Dance Postures 

 Idols are carved by architects to represent different postures of the gods. 

áiva is mostly represented as a dancing god while P¡rvat¢ is   portrayed as his 

companion in dance.  Temple manuals, while representing the features, 

mention the Gods in different postures.
27

    

 

 There are treatises, which describe the postures of hands in dance.  

N¡tya¿¡stra   contains many such details.
28

  Mudras are also an important part 

of the representation in idols.  There are 24 hands poses and 108 Kara¸as in 
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dance.  These details are seen described in books dealing with dances in 

Sanskrit Literature.   This is a vast field and many authorities have dealt with 

these items.
29

   This is a topic that has vast scope for further study and research.        

Materials and Measurement of Idols 

According to the Ëgamic texts, the images of gods for worship may be 

made with six types of materials - jewels, metals, stone, earth, wood or glass.  

There are nine types of precious jewels mentioned in almost all ancient texts.  

Of these M¡¸ikyam is the most important material for making images of god. 

Eight types of metals used for making the images of gods and their beneficial 

aspects are worthy to be noticed with the properties attached to them. Gold is 

related with peace, silver with prosperity, copper with lineage, Brass with 

education, Bronze with health, Iron with   magical power and Lead to pleases 

demons and evil spirits. Stones, used for making idols, are classified into four 

types based on the colours; white, reddish, yellowish and blackish. Another 

classification is as male, female and neuter for different purposes. Twelve trees 

are noted for making idols. These include Sandal, Devad¡ru, Pippali, áim¿apa,  

Madhuka, Bakula and Kar¸ik¡ra.  Images shaped by earth are also noted. 

There are methods of preparing the clay for the same. Spha¶ika, a rare category 

of material for making image, is not easy to procure.
 30

 

There can be different types of idols for the same divinity. For instance 

the Mayamata prescribes sixteen types of idols for representing áiva.
31

 These 

may accord positions like sitting, standing, holding weapons, having crescent  
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and composite forms like Sa´karan¡r¡ya¸a etc. 

Measurements or proportion are to be strictly followed in shaping idols 

from Eekat¡la to Da¿at¡la, the unit being that of A´gulas. Then there are 

classifications like Uttama, Madhyama and Adhama based on the divinity. The 

first relates to the Trinity. The second relates to their consorts and the third to 

sages, etc. All these can be of  Da¿at¡la.
32

 

The T¡la or measurement system is relevant with regard to the total 

height of the image. Works like Tantrasamuccaya
33

 give measurements for 

various idols. The seats are also made following such prescriptions. Gods, 

demi-gods, humans and demons are represented by idols according to various 

measures. Images of gods are invariably crowned. These appear in several 

shapes like many-storeyed towers, domical and umbrella-shaped.  

I¿¡na¿ivagurudevapaddhati
34

 has also dealt with many of the above mentioned 

aspects. 

Traditionally 32 works are mentioned in connection with the 

measurements of idols. Not all of them are available. Measurements are made 

according to the palm of the artisan. Hence diagrams are named in hast¡s or 

hands. The measures are named a Paµcat¡la, Navat¡la, Da¿at¡la etc. Tantra- 

samamuccaya and other texts are used for this as authorities. Each Vigraha has 

got certain characteristic features as presented in manuals. Since idols are 

modelled on humans, the parts are named accordingly as forehead, eyebrow, 
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eyes, pupil, nose, face, ear, foot, mouth, neck, shoulders, arms, palms, fingers 

etc. Thus, 29 parts are identified in a full-fledged idol having certain uniform 

proportions. The crown and ornaments are different for each deity. Each limb 

is carved out very meticulously and to resemble certain well known objects.
35

 

There are several works, which contain details of materials and 

measurements of various idols installed in temple.  The most important works 

are the Prapaµcas¡ra attributed to the authorship of áa´kara,
36

 

Ì¿ana¿ivagurudevapaddhati of Ì¿¡na Gurudeva,
37

 Tantrasamamuccaya of 

Cennas    N¡r¡ya¸an    Namputiri,
38

    áesasamuccaya   of    Sankara
39

    and 

áilparatna of Srikumara.
40

 In addition there are many Dhy¡na¿lokas 

prescribing  the  particular forms of the  deity conceived  in  particular temples. 

The above-mentioned works contain details of materials and 

measurements adopted for making of idols and temples. 

The idols used for installation in temples are made up of different 

materials like stone, metal, wood, Ka¶u¿arkkar¡, Stucco, mud etc.
 41

  

a. Stone Images 

These include granite and laterite sculptures. Granite was the earliest raw  

materials  available for the  man.    The stone for the purpose is selected based 
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on certain principles. They are divided into three types such as masculine 

(PuruÀa), feminine (Str¢) and neutral (Napumsaka). PuruÀa¿il¡ is used for 

making idols of gods and Stri¿il¡ for goddesses. Napumsaka variety is used for 

shaping the bases and other purposes. 

b. Metal Images 

These date back to 5
th

 CE. First thing is to fix the size according to the 

texts. The artisan should make a mould using bricks and burnt clay. Idols are 

usually made up of the alloy of five metals – Paµcaloha. This alloy of metals 

have certain proportions, eight parts of tin, four parts of silver, one part of gold 

and a small quantity of iron are usually used in the alloy. The proportions may 

vary at times. These metals are melted in a ceramic crucible and the molten 

liquid is poured into the mould. Generally, the metal idols are small and are 

used for Arcan¡vigraha. 

c. Wooden images 

Usually five types of wood are used for carving the idols. Also items like 

Pl¡vu (Jack tree) and Teak wood are used for the propose. Preservation of 

these materials are done by applying a kind of resin prepared scientifically. It 

is not easy to carve an idol. It needs expertise on the part of artisans. 

d.      Ka¶u¿arkkar¡ Images 

It  is  made  on  the  spot  where  the   idol  is  to   be  installed.  

Ka¶u¿arkar¡ is a kind of tenacious paste made out of indigenous herbs and 

plants.  Barks of certain trees are also used.  Its preparation is a laborious 

process. The procedures for the mixing are described in certain temple 
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manuals. These types of images are rarely found in Kerala, as for instance in 

the Sri Padman¡bha Temple at Trivandrum. 

e.      Stucco images and mud images 

These are made using certain varieties of clay.  These are only used 

occasionally. 

Stotras and Music 

As part of the worship, the devotees used to sing the stotras    in front of 

their adored deities. In the beginning, no much importance was given to clear 

musical rules. Gradually the efforts to sing stotras depending on the rules of 

tunes and R¡gas were started and thus systematic musical compositions of 

Stotras were developed with the help of instruments. For instance, N¡r¡ya¸¢ya 

of Melputhur and Bhajagovinda etc. were used to be sung obeying musical 

rules.  Further various Stotras were written only for systematic singing. The 

K¢rtanas of Ty¡gar¡ja, Muthusw¡mi D¢kÀita, Sy¡ma¿¡stry, Sv¡ti Tirun¡l, etc. 

can be included in this category.  

Works like GG of Jayadeva can be considered as hymns of lyric. The 

various verses are to be sung in different tunes and Ragas.
42

  Popular songs 

from the GG are sung as a ritual called Sop¡nasa´g¢ta with the 

accompaniment of the instrument called E¶akka. The lyrics of GG are being 

sung using T¡l¡s like Ëdi, Tripu¶a and R£paka.  The R¡gas like Sour¡À¶ra and 

Bhairav¢ are used for singing. 

Stotras and Dance 
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 While singing stotras in front of the god or other devotees, in the early 

period, devotees might have shown some gestures demonstrating the meaning 

of the words or the passages.  Slowly these became systematic dance forms or 

dramatic representations. Several stotras were visually presented to foster the 

devotion. The verses of Mukundam¡l¡, Saundaryalahar¢, GG, N¡r¡ya¸¢ya, 

etc. have been used to compose dance forms in melodies. Later on, a number 

of devotional lyrics were composed in melodious metres to enrich the 

representation on the stage.  

In the temples like Jagannatha temple of Puri and Viswanatha Temple 

of Kasi, the devotees use to dance with singing for pleasing the god. Dance 

forms like Kathaka½i of Kerala depend upon the songs in the stotras based on 

which the performance is made. Nalacaritam Kathaka½i  is based on the Nala‟s 

story which is    sung in R¡gas like áa´kar¡bhra¸a and T¡las like A¶anta.  

Some of the Stotras of áa´kar¡c¡rya are also presented on stage using 

appropriate dance forms and adopting various R¡gas and T¡las. Works of saint 

singers like Tuk¡r¡m, N¡mdeva and Tulas¢d¡sa have been accepted well with 

their  potentials for stage presentation.   In the attempt to heighten the 

devotional aspects, the devotees make use of devotional lyrics in plenty. 

K¤À¸ana¶¶am of Kerala popularized by Guruvayoor temple is an instance.  

This art form is based on K¤À¸ag¢ti of poet  M¡naveda of Calicut royal family. 

K¤À¸abhakti in Dance and Music 

K¤À¸agiti of Manaveda mentioned here is the best example for the 

adoption of K¤À¸abhakti on musical  and dance performance. The book called 
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Virahabhakti by Hardly is a fine treatise dealing with many aspects of the 

theme in a systematic way.
43

 

GG seems to have extended great influence on this subject. K¤À¸a is 

considered as the supreme soul and his consort R¡dh¡ is depicted as the 

individual soul. Their eternal love is the subject matter of many devotional 

works and dance forms. 

 As already noted, dance and music were highly used to propagate 

Bhakti and devotion in the period of Bhakti movement and this Bhakti 

movement itself has helped for the development of dance and music. The 

VaiÀ¸avabhakti (the devotion related to ViÀ¸u), particularly in the form of 

K¤À¸a, has gained mass propaganda in the time of Bhakti movement.  Various 

moods of K¤À¸a and his consorts were illustrated in Music and Dance. GG 

seems to have extended great influence on this  aspect.  K¤À¸a is considered as 

the supreme soul and his consort R¡dh¡ is depicted as the individual soul.  

Their eternal love is the subject of many devotional works and dance forms. 

The work of Fradhen  Hardly deals with many aspects of these themes in a 

systematic way.
 44

 

The R¡sa Dance 

The lovely flirtatious activities of K¤À¸a and his consorts are generally 

known as R¡sal¢l¡ or R¡sakr¢·¡.  The poets have made use of this theme for 

their devotional lyrics on K¤À¸a. The devotees also have used these 
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movements as one of their ways of worship. In Bh¡gavata, it is stated that the 

R¡sa dance took place on the full moon night of the áarat season.
45

   When a 

lover dances among many  loving dancing girls, the group dance is called R¡sa 

dance. K¤À¸a chose the full moon night as an appropriate time for the dance in 

the company of Gopik¡s, who prayed for K¤À¸a to be their husband. 
  

Bh¡gavata statement is that he assumed Yogam¡y¡, not Mah¡m¡y¡.
46

  

Caitanyacarit¡m¤ta compares the two M¡y¡s to the difference between gold 

and iron - with apparent status of metals but vastly different in nature. The 

VaiÀ¸avas understand the difference of love of K¤À¸a and the worldly love. On 

the Mah¡m¡y¡ platform there is a basis of sense of gratification while in the 

Yogam¡ya there is only transcendental desire to satisfy  the Gopikas.  K¤À¸a  

performed the R¡sa dance at the age of eight and at that time many of the 

Gopik¡s were married since in India girls were  married at a very young age 

especially in those early days. When K¤À¸a began to play his flute, Gopik¡s of 

the V¤nd¡vana became enchanted and rushed to him. Some were locked up by 

their husbands in their houses, though their minds wandered in the company of 

K¤À¸a over V¤nd¡vana and Gopik¡s left their usual engagements while 

rushing to the side of K¤À¸a.  

K¤À¸a danced in the midst of Gopis. This is the core R¡sa dance. This 

could not be compared to any kind of material dance such as a ball dance or a 

society dance. The R¡sa dance is a completely spiritual performance. K¤À¸a 

transformed himself to many forms and stood beside each of the Gop¢. Each of 

them thought that the Lord was dancing with her alone. The divinities of 
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heaven were eager to watch the wonderful activities of K¤À¸a with Gop¢s. 

Gandharvas and Kinnaras began to sing and with their consorts, they showered 

flowers on the dancers.  

As the Gop¢s and K¤À¸a danced together, a very blissful musical sound 

was produced from the tinkling of their bells, ornaments and bangles. It 

appeared that K¤À¸a was a greenish sapphire locket in the midst of a golden 

necklace decorated with valuable gems. The dancers displayed extraordinary 

bodily features. K¤À¸a seemed to enjoy their company. The sixty-ninth Da¿aka 

of N¡r¡ya¸¢ya, where the R¡sakr¢·¡ is explained, is worth noticing. It is 

believed that the persons who hear or read the R¡sal¢l¡, will be elevated to the 

highest position of spiritual life. 

R¡sak¤¢·¡ - a new Class of  Literature 

Owing to the everlasting influence of the Bh¡gavata, the R¡sal¢l¡ 

emerged as  a new class of literature. There are several works in this category 

and the writers on poetics have taken serious note on them.
 
Bhoja has noted 

this category and states that R¡sa is one of the six kinds of PrekÀya. In the 

áabd¡la´k¡ra section of his á¤´g¡raprak¡¿a he mentions T¡¸·ava, L¡sya, 

Chalika, áamp¡, Hall¢saka and R¡sa as six kinds in the group of PrekÀya. 

Sa´g¢taratn¡kara gives a musical composition called R¡sa as one of the elight 

S£taprabandhas.
 
It is so called since it is sung in R¡sat¡l¡, a mode of singing 

specially assigned for these kinds of works. The V¡´mayaviveka of Cint¡ma¸i 

Mi¿ra of Orissa (15th century) includes R¡sa as a verity of regional 

representation involving dance.
 
Bhoja has also mentioned a variety called 

R¡sak¡´ka dealing with R¡dh¡vipralambha.
 
Bhoja has distinguished between 
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Abhinaya and PrekÀya which are representations worth seeing. R¡sa is not 

much different from Hall¢saka but as Bhoja says it is set in a specific T¡la 

namely R¡sa. 

Adaptations of classical works to Music and Dance 

References of adoption of classical works to music and dance recitals 

can be noticed in Sanskrit literature. Ratn¡val¢n¡tik¡ of ár¢harÀa
47

 and the 

Vikramorvas¢ya
48

 of K¡lid¡sa are shining illustrations for this. According to 

the Ku¶¶an¢mata of D¡modaragupta, the sixteenth verse of first act of 

Ratn¡val¢ of ár¢harÀa beginning with „vyastaÅ kamp¡nubandh¡d‟ is to be 

represented on stage in a very detailed manner.
 
The author has shown this in 

detail in the text. The text is repeated three times by the actor, so as to express 

the meaning clearly. Further the explanation is given in three languages, 

Sanskrit, Pr¡k¤t and in the local vernacular. Sivar¡ma, the commentator of 

Vimar¿in¢ on N¡g¡nand¡ has explained the musical peculiarities of a scene in 

which the heroine sings a song.
49

 The commentator quotes various definitions 

dealing with the origin of musical sound, places and modes of articulations, 

various names of musical sounds, the definition of Gamakas and their different 

types. The discussion shows that the commentator was proficient in the art of 

music. Such an explanation could be given only by an expert commentator 

with sound training in musicology.  

In the explanation of the 15
th

 stanza, he shows his proficiency in 

the art of playing the lute. First he gives the four methods of playing on 

                                                           
47

 Kale, M.R., Ed, Ratn¡val¢ of Sr¢harÀa,  Motilal Banarsidass, New Delhi, 1965. 
48

 Kale, M.R., Ed. Vikramorvas¢ya, Motilal Banarsidass, New Delhi, 1960. 
49

 N¡g¡nand¡, Nag Publication, New Delhi,1989, p.20. 



30 

the lute, viz., Vist¡ra, Kara¸a, Ëviddha and Vyaµjan¡. The last one is the 

ideal one in playing the stringed instrument. The ten modes of touching 

the string with fingers are also detailed by the expert commentator. Here 

again various authorities are quoted. The three Layas, Druta, Madhya 

and Lambita,  are also mentioned. 

Vikramorva¿¢ya of K¡lid¡sa
50

 also shows such peculiarities related to 

music. The fourth act is a kind of a melodrama and is quite exceptional in 

dramatic plays.
 
The music and dance in the fourth act of the play have invited 

detailed discussion by various scholars.  Act IV of the drama gives a series of 

Apabhram¿a verses, with directions as to the mode of singing and 

accompanying them which are ignored in the Southern manuscripts. Some are 

of the opinion that the musical tiltings in this version are late and they evolved 

in the post-Bharata period through Kohala and other writers. It is held that the 

Dhruvas were not written by the poet (K¡lid¡sa) himself. At the production 

stage, some poets must have added verses to support the notion that whenever 

the emotion or idea reached a degree of pointedness that needed effective 

expression. 

There are twenty stanzas in the Mah¡r¡Àtri Pr¡k¤t in Vikramorva¿iya 

which are of Anyokti type intended to suggest the mood of the king. These 

Anyokti stanzas were not sung by the character. They were sung by the 

musicians seated in the back side of the stage.
51

 Later on dramatists themselves 

began to compose such verses. But according toe M.M Kale, K¡lid¡sa has 

never composed Apabhram¿a verses no where in his dramas and hence they 
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must be interpolations.
52

 But no one can assert whether the dramatist himself 

has done this. These must have been a later addition of such stanzas in the 

drama  to enhance the dramatic value of the representation.  

Adaptations of Stotras to Music and Dance 

As already noted, stotras are composed in metrical form relating to 

melodious metres suitable for the purpose. The absolute unfettered love 

symbolised by the feeling of R¡dh¡ for K¤À¸a was stripped off from its 

personal association and raised to the level of a mode of devotion. It sought the 

imagination of Chaitanya and it is often called Madhurabhakti.
53

 Though 

Stotras were composed originally for chanting by the devotees before their 

tutelary deities, they are also used for artistic performances. 

 áa´kar¡c¡rya, L¢l¡¿uka, N¡r¡yanabha¶¶a and others supplied quite a 

number of works for the benefit of devotees who often transform themselves 

into rapture. At a later stage, performers who were also devotees themselves 

began to represent the ideas of some of these stanzas through gesticulations 

with devotional fervour. The R¡sa dance form was thus best suited to their 

purpose and as a result, several poems like R¡sakr¢·¡ and GG are available 

now.  GG, famous as AP, is well adapted in classical music and classical 

dance, aspects of which are discussed in the  following chapters.  

The R¡sa dance might have become very popular ever since Melputhur 

N¡r¡ya¸abha¶¶a composed a Da¿aka to deal with the variety in his 

N¡r¡ya¸¢ya or even before that.
54

 R¡map¡¸iv¡da has composed a poem called 
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R¡sakr¢dak¡vyam noted for its beauty of the arrangement of words. 

R¡map¡¸iv¡da has composed the R¡sakrid¡k¡vya based in the tenth skandha 

of the Bh¡gavata. The R¡sa dance of the Bh¡gavata is great in that it has no 

parallel. A dance in the midst of many girls is called Rasa dance. 

angan¡mangan¡mantar¡ m¡dhavo  

m¡dhavam m¡dhavam c¡ntare¸¡´gan¡Å 

The portion of the N¡r¡ya¸¢ya text is composed in the Kusumamaµjari 

metre. K¤À¸a began to dance among the most beautiful and fortunate girls. The 

gopis of V¤ndavana were the fortunate ones to dance with him hand in hand. 

K¤À¸¡‟s dance should never be compared to any kind or material dance, such 

as a ball dance or a society dance.  

The R¡sa dance is a completely spiritual performance. In order to 

establish this fact the supreme Mystic, expanded himself into many forms and 

stood beside each Gop¢. Placing His hands on the shoulders of the Gop¢s on 

both sides of him, He began to dance in their midst. As they danced together, 

they displayed extraordinary bodily features. The movements of their legs, 

placing their hands on one another, the movements of their eyebrows, their 

smiling, the movements of the breasts of these Gop¢s and their clothes, their 

ear rings, their cheeks, their hair with flowers, as they sang and danced, these 

combined to appear like clouds, thunders, snow and lightning. 

Ever since the R¡sakr¢d¡ dance described in the tenth Skandha of the 

Bh¡gavata, a new variety of dance has taken shape in the literature. Though 

K¤À¸a and Gop¢s form the mystic pair to perform the dance, it was considered 

as a dance in the midst of many girls that is called R¡sa dance. It was also 
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called R¡sakeli by Melputhur in his N¡r¡ya¸¢ya. His references are as follows:  

(1) R¡sakeliparibh£Àitam (69.1), (2) R¡sakelimayi (69.2), (3) 

R¡sakelirasasaurabham (69.3) (4) R¡sakelirasa·ambaram (69.4)
 55

 etc. 

Throughout the sections, the modes of the R¡sa dance are described giving rise 

to a supreme erotic bliss. 

The mode of dance is described in detail there. When some of the Gop¢s 

became very tired from dancing and moving their bodies they placed their 

hands on the shoulders of K¤À¸a. Then their hands were loosened and they 

became overwhelmed by the fragrance of His body. They were filled with 

attractions and kissed Him. K¤À¸a offered them chewed betel nuts from his 

mouth which the Gop¢s accepted with pleasure.  

To avoid criticism, the devotees consider that most of the Gop¢s in their 

previous lives where great sages. Some hold that they danced with K¤À¸a with 

their spiritual bodies. There are many explanations like these to justify 

R¡sakri·a.
56

  There are many works dealing with the union of R¡dh¡ and 

K¤À¸a. The Sanskrit literature contains many references to the R¡sakri·¡ 

popularized by the divine pair. Dhvany¡loka of Ënandavardhana has quoted 

stanzas in which the sports between the pair is alluded in the verses like 

„TeÀ¡m gopavadh£vil¡sasuhrd¡m radharaÅss¡kÀi¸¡m‟ and „Dur¡r¡dh¡ r¡dh¡ 

subhaga” etc.
 57

, which are instances in this regard. 

********* 
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CHAPTER-II 

MUSICAL AND DANCE ASPECTS IN GÌTAGOVINDA 

In the Vedas, S¡maveda is considered to contain the earliest musical 

forms. S¡mag¡na is supposed to be sung at the time of Y¡gas at Y¡ga¿¡las. 

From the excavations made in Mohenjdaro and Harappa also, reference to the 

art forms like vocal, instrumental and dancing are found. Even during this 

period, that is about 5000 B.C., music was used as an accompaniment for 

dance.
1
  

In the Indian literature, the term ‘Sa´g¢ta’ includes Music, Musical 

instruments and dance. In Sa´g¢taratn¡kara, Shrngadeva says:- 

g¢tam v¡dyam tath¡ n¤tyam 

trayam sang¢tamucyate
2
  

Musical notes are produced through the vocal chords of human beings 

or by the vibration of air through the instruments. Therefore, both of these are 

included in the title Sa´g¢ta.  But scholars include dance also under this title, 

because dance depend on vocal music and instrumental music equally.  

Hence, in almost all Sa´g¢tagranthas whatever details are available 

about music and dance, they stand for the above three in a joint form. Even in 

the Vedas, Br¡hma¸as and UpaniÀads, one gets a scattered reference to these 

art forms. An authentic, authoritative and whole treatment of these subjects is 
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made only in the NS of Bharata.   

Singing and dancing were the spontaneous outbursts of simple and 

sweet thoughts of the people from very early times.  Music encouraged 

primitive people in hunting expeditions and in rituals. Primitive crude and 

monotonous music is considered to be the precursor of the present day 

melodious music. Evolution of music is classified under three phases: 

1. Primitive impulses and forms 

2. Gradually emerging scientific findings in concrete situations 

3. Working theories 

But Indian music is generally classified under six periods: 

1. Pre- Historic times before 3000 BCE 

2. Period of Indus Valley civilization-between 3000 BCE and 

1000BCE  (The period when Vedic Mantras were chanted and 

ritualistic music came into existence.) 

3. NS period-1000 BCE TO 900 CE (During this period many music 

treatises were written) 

4. Hindu revival period- 900 CE to1800 CE, most important period 

for the development of music. 

5. Period between 1800 CE and 1925 CE. It was the era when theory 

was separated from the practice of music. 
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6. 1947 CE to the present day-period of awakening of music.
 3

 

  Considering these references, it can be said that GG of Jayadeva was 

written during the spring time of the revival of Indian music. 

Music and dance are the two sophisticated forms of art and so their 

study will be complete and comprehensive only when a vis-a-vis study of art 

is made. Therefore one cannot proceed with the study of dance aspects without 

considering about the musical aspects related to it.  

R¡gas used in G¢tagovinda 

The mention of the verse ‘ár¢ V¡sudevaratikelikath¡sametametam 

karoti JayadevakaviÅ prabandham’, confirms the fact that the songs of GG 

had been termed as Prabandham, by the great poet Jayadeva. There are 

twenty-four Prabandhas (AÀ¶apad¢s) composed in different r¡gas. Instructions 

are there to sing the Prabandhas in specific r¡gas like M¡lava, G£rjari, 

Vasanta, Kar¸¡ta, De¿¡khy¡, Var¡l¢, Gu¸·akir¢, Bhairav¢, R¡makeri etc. In 

the commentaries and translations of GG, however the number of r¡gas varies 

from 9 to 13. It is learnt from the following verses that R¡¸a Kumbha, a 

commentator of the 15
th

 CE had introduced a special mode of singing for the 

GG:  

n¡¶yasya vidyate lakÀma sarv¡´gairupalakÀitam / 

ataÅ svar¡dibhiÅ Àa·bhiranyaiÅ  samyojya kathyat¡m / / 

According to the commentator Lakshman Suri, the 24 Prabandhas of the 

                                                      
3
 ibid, p.15. 
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GG should be sung in the order of  PauruÀar¡gas to be followed by the two 

Strai¸ar¡gas, considered to be the counterparts of the male r¡gas. He is also of 

the opinion that the 24 Prabandhas should be divided into three equal 

divisions, that is, male, female and eunuch, each comprising eight songs.
4
  

It has been indicated that one should sing one song in each of the r¡gas 

Des¢, De¿ab¡ra¶¢, De¿¡khy¡, Kar¸¡¶¡ and Bhairav¢, two songs in each of the 

r¡gas M¡½ava and Gu¸·akeri and six songs in G£rjari r¡ga. But in the 

commentaries and translations, the names of the r¡gas differ from each other. 

The name of the r¡ga in the first Prabandha is ‘M¡lava’. But in Oriya 

translations, its name is M¡lavagou·a or Goura. The r¡ga of the second 

Prabandha is indicated as Guµjari, whereas its name in Sarv¡´gasundar¢ and 

S¡rad¢pik¡ is DakÀi¸agujjari and in the Oriya translation of the Dharnidhar it 

is Mangalagujjari. In the 6
th

 Prabandha, its r¡ga bears the name of Gu¸·akeri, 

in the Oriya commentaries and translations and M¡lavagou·a and M¡lava in 

S¡rad¢pik¡, M¡lavagou·a in Rasikapriy¡ and Gou·a M¡lava in Rasamaµjar¢. 

Whereas the r¡ga of the 8
th

 Prabandha is mentioned as Kar¸¡¶a, it is Kannada 

in Rasamaµjar¢ and Kar¸¡tagou·a in árutiraµjan¢. The r¡ga of the 10
th

 

Prabandha bears the name De¿avar¡¶i, whereas it is Paµcamavar¡¶i in Artha 

Govinda and De¿¢var¡·i in the edition of Nirnaya Sagara Press of Mumbai. 

Similarly in the 11
th

 Prabandha, G£rjari r¡ga is mentioned, whereas Ked¡r 

r¡ga is shown in some other editions. The names Gu¸·akiri, Go¸·akiri and 

Gu¸akari are mentioned differently as r¡ga of the 12
th

 Prabandha. The r¡ga of 

the 13
th 

Prabandha is M¡lava, whereas in Srutiraµjani, Sarv¡´gasundar¢ and 

                                                      
4
 Vide for details, A.K. Tripathy & P.C. Tripathy, The G¢tagovinda of Sri Jayadeva, Ministry of 

Information and Broadcasting, New Delhi, 2006, p.147. 
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the Arthagovinda, it is M¡lavagou·a or Gou·a. In Rasamaµjar¢ and Mumbai 

edition, it is Gou·a M¡lava. In the 16
th

 Prabandha, the name of the r¡ga is 

indicated as Bar¡·i in the Sarv¡¸gasundar¢ and the Arthagovinda. But in 

Rasikapriy¡ it is mentioned as De¿abar¡·i. The r¡ga of the 17
th 

Prabandha has 

been mentioned as Bhairava, whereas it is called Bhairavi  also.  

In the 19
th

 Prabandha, the name of the r¡ga is De¿¢ in the Oriya 

commentary, whereas it is named as Desabar¡·i also.  The r¡ga of the 20
th 

Prabandha is Vasanta, whereas it bears the name R£pavasanta in S¡rad¢pik¡. 

In the 21
st
 Prabandha the r¡ga is indicated as Bar¡·i, whereas in Oriya 

translations, it is mentioned as De¿abar¡·i. Though  the r¡ga of the 23
rd

 

Prabandha is R¡makiri in Sarv¡´gasundar¢ and in árutiraµjani, it is mentioned 

as N¡than¡makriy¡. The r¡ga of the 24
th

 and the last Prabandha is R¡makiri, 

but in Srutiraµjani it is Ma´galakau¿ika.
5
 R¡gas of AÀ¶apadis mentioned in 

some selected translations of GG are given below: 

S. 

No 

AÀ¶apadis R¡gas mentioned in different translations of GG 

‘G¢tagovindam’ 

Malayalam); 

Translator: 

Janardhanan 

Nedungadi 

GG of Sri 

Jayadeva’ 

(English); 

Translator: A.K 

Tripathy & P.C 

Tripathy 

‘Love Song of 

the Dark 

Lord’ 

(English); 

Translator: 

Barbara 

Stoller Miller 

Sop¡nam- Kerala’s 

Divine Music with 

Jayadeva’s G¢ta 

govinda (English); 

Translator: Geeta 

Radhakrishnan 

1. Pra½ayapayod

hi.. 

M¡lavi M¡lava M¡lava Kuµjari 

2. Sritakamala.. G£rjari G£rjari G£rjari            

3. La½italava´ga Vasanta Vasanta Vasanta  

4. Candana.. R¡makriy¡ R¡makriy¡ R¡makriy¡  

5. Saµcara… G£njar¢ G£rjar¢ G£rjar¢  

6. Nib¤ta… Guµjakriy¡ Guµjakiri M¡lava   

7. M¡miyam… Guµjari Guµjari Guµjari  

                                                                                                                                                        

 
5
 ibid, p.148,149. 
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8. Nindati… Karnata Karnata Karnata  

9. Stanavini… Da¿¡kÀ¢ Da¿¡khy¡ Da¿¡khy¡  

10. Vahatimalay.. Var¡li De¿ivar¡di  De¿ivar¡di   

11. Ratisukha… Gouda G£rjari G£rjari  

12. Pa¿yati di¿i… Sankar¡bhara¸

am 

Gu¸·akiri  N¡¶¶a   

13. Kathithasama

ye’pi. 

Ëhari Malavagou·a  M¡lava  

14. Smarasamaro

cita. 

Ked¡rabhandÅ

u 

Vasanta  Vasanta   

15. Samudita… Mukh¡ri G£rjar¢  G£rjar¢  

16. Anilatarala… Punn¡gam Var¡·¢  De¿¡khy¡  

17. Rajanijanita Malah¡ri Bhirav¢  Bhairav¢  

18. Harirapi… Madhyam¡di G£rjar¢  G£rjar¢  

19 Vadasi yati… Mukh¡ri De¿¢  De¿avara·¢  

20. Viracitacadu Bhairavi Vasnta  Vasnta   

21. Maµjutara… V¡ra·i V¡r¡·¢  V¡r¡·¢  

22. R¡dh¡vadana Madhyam¡di V¡r¡·¢ V¡r¡·¢  

23. Kisalaya¿aya

na… 

Vobhasa R¡makiri  Vibhasa  

24. Kuru yadu… Ma´galako¿ika  R¡makiri  R¡makari   

 

Though all these commentaries of GG are mentioning the corresponding 

r¡gas of each AÀ¶apadis or Prabandhas, there is no reference about the 

scientific pattern of these r¡gas in any of them.  Nobody has explained whether 

it belongs to Hindusthani Datt of Karnatic Music R¡gas.  They only mention 

the names of each R¡gas.  Some names of these rags have similarity to 

Karna¶ic music r¡gas, but there is no evidence to prove the similarity with a 

specific r¡ga.  Certain commentaries mention r¡gas of GG as ‘Pr¡kprasidha 

R¡gas’, (famous in very early days and those which are not in vogue today). 

These are the only references available about the r¡gas of AÀ¶apadis in the 

studies on the musical aspects in GG. 
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T¡las used in G¢tagovinda 

T¡la is the rhythmic mode of a composition. T¡la has a cyclic, periodic 

movement, since one ¡varta follows another in a regular fashion and it can be 

counted. T¡la has tremendous significance since it gives concreteness to a 

song, which enshrines the r¡ga for posterity. In a musical composition, the 

r¡ga and lyric are shaped and fashioned around the t¡la structure. Thus, t¡la by 

giving a r¡ga  in  a fixed structure, is an invaluable device in music.
6
 If a study 

on the T¡las used in GG, is made, it could be seen that they also vary from 

each other as referred to in the different commentaries of GG for each 

AÀ¶apadis. 

It is mentioned in the ‘árutiraµjan¢’, that the t¡la of 3
rd

, 14
th

 & 22
nd 

Prabandha is AÀ¶a or A¶¶a t¡la, that of the 4
th

, 6
th

, 8
th
, 11

th
 & 23

rd
 is Eka T¡la 

and that of 5
th

, 7
th

, 9
th

, 16
th

, 17
th

 and 24
th

 is R£paka t¡la. The t¡las of 12
th

, 13
th

 

& 21
st
 Prabandhas are Satt¡la, 13

th
 Yatik¡la, 18

th 
 and 19

th
 R£paka t¡la and 

Jhampa t¡la respectively.  

The t¡las of the Prabandhas in GG have almost been indicated as same 

in the ‘S¡rad¢pik¡’, ‘Rasamaµjar¢’ and the Mumbai edition. Accordingly the 

t¡la of the 1
st
, 3

rd
, 4

th
, 9

th
, 12

th
, 16

th
 and 22

nd 
is R£paka t¡la, that of 2

nd
, 5

th
, 7

th
, 

13
th

 and 21
st
 is Pratimata t¡la, that of 6

th
, 8

th
, 11

th
, 14

th
 and 15

th
 is Ekat¡li t¡la, that 

of 17
th
, 18

th
, 20

th 
and 24

th
 is Yatik¡la and 19

th
 as AÀ¶a t¡la and 23

rd
 as Ëdi t¡la 

respectively. But in the Mumbai edition, the t¡la of the 19
th

 and 21
st 

Prabandhas is R£paka T¡la and that of second Prabandha is Mi¿ra T¡la. There 

t¡la of 6
th
, 8

th
, 9

th
, 11

th
, 15

th
 & 23

rd
 is Eka t¡la  and that of 19

th
 is AÀ¶ta t¡la and 

                                                      
6
 Lalitha Ramakrishna, Musical Heritage of India, p.57. 
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Yati t¡la is indicated for other Prabandhas. The Oriya translation of 

Dharnidhar appears to have followed Rasikapriy¡ commentary. There is no 

mention of the name of the t¡la in many other editions including that of 

Barbara Stoller Milller edition.
7
  

T¡las of AÀ¶apad¢s in GG are referred in the Malayalam Translations of 

Janardanan Nedungadi which is given here.  English translations and editions 

of the text by A.K Tripathy and P.C Tripathy, Barbara Stoller Milller, and 

Geetha adhakrishnan do not give the tales of the  AÀ¶apad¢s.  

 The GG, very simple in its structure, has a wealth of meaning embedded 

in structurally intricate forms and concepts drawn from various   literary 

traditions of India. Jayadeva’s application to elaborate sound patterns of 

rhyme, alliteration and measured rhythm offers concrete evidence of how he 

used the techniques of popular songs to exploit the lyric potential of the 

classical language.  

Metrical  aspects  of  G¢tagovinda 

The GG is best characterized as a dramatic lyrical poem. It is metrical 

as a cycle of songs interspersed with recitative portions in the metrical forms 

of classical k¡vya verses. These k¡vya verses function as independent 

grammatical and aesthetic entities. Most of them are narrative verses 

identifying the singer of a song or elaborating its context. Such verses may be 

recalled and enjoyed like miniature paintings in an album. An example is 

cited- 

                                                      
7
 A.K. Tripathy & P.C. Tripathy, G¢ta  Govinda of Sri Jayadeva, p.150. 
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Winds from sandalwood mountains 

Blow now towards Himalayan peaks, 

Longing to plunge in the snows  

After weeks of writhing  

In the hot bellies of ground snakes 

Melodious voices of cuckoos  

Raise their joyful sound 

When they spy the buds   

On tips of smooth mango branches.
 8

 

The brief k¡vya verses in the GG  contain dense descriptions and  

complex  ideas.  Classical  ornamentation  (alamk¡ra)  is  used  to  expand  

meaning. Alliterations and sensuous vocabulary, which are general 

characteristics of the songs, occur in some verses. Subtle form of metaphor 

(r£paka) employed in the verses are recognized by the commentators as 

examples of high poetic imagination. 

Since contrasting metrical patterns are basic to the structure of the GG, 

the distinction between syllable meter (akÀarv¤tta) and moric metre (t¡lav¤tta) 

can be recognized in it. The musical moric meters are defined by the number 

of beats (m¡tr¡) in a line, with each light syllable counting as one beat and 

each heavy syllable as two beats. Most moric meters contain a measure of four 

beats (Catura¿ra). 

Within the seventy-two verses included in the critical edition of the GG, 

twelve different syllabic metres occur. 

                                                      
8
 Barbara Stoller Miller, The G¢tagovinda Love Song Dark Lord, Colambiya  University Press, 1997, p.9. 
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In comparison with the compact form and grammar of the classical 

k¡vya verses, the structure of the songs is broader and more complex. A 

composite  pattern of three independent formal units are repeated in each of the 

twenty-four songs.  

The fixed unit in each song is the dhruvap¡da, a ‘refrain’ that is repeated 

after each couplet, it is the stable unit of sound and meaning in the song. Its 

content provides a context for the descriptive details of the couplets and 

intensifies their meaning. Where the dhruvap¡da contains the grammatical 

subject to which descriptive compounds and phrases are referred  to and  

resolves the ‘dangling’ syntax and a core vocabulary of recurring words that 

suggest correspondences between R¡dha and K¤À¸a at different stages of their 

separation. Just as a refrain unifies a song, the network of refrains unifies the 

poem. 

The varying unit in each song in GG is the pada, a stanza that is one of 

the series of rhymed couplets occurring in a particular moric metrical pattern. 

From this comes the designation of the songs as pad¡vali, ‘stanza-series’, a 

term that Jayadeva introduces in the GG. 

The system of moric metres in the GG songs gives the poem a  rhythmic 

structure. A particular metre relates couplets within a song and the metrical 

system relates the songs to one another. Jayadeva’s skilful variation of a few 

selected metrical patterns sustains the aural appeal of his long poem. 

The metres of the songs and the mode of their articulation clearly 

resemble the metres of medieval poetry in the vernacular languages known as 
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ApabhraÆ¿a. Although few of Jayadeva’s metres are specifically identifiable 

with those known from either Jain ApabhraÆ¿a poetry of western India or 

Buddhist poetry of eastern India, the predominant metrical pattern of the songs 

corresponds with the basic rhythmic design of such non-Sanskrit medieval 

poetry. The correspondence had led scholars like Pischel, Renou and Chatterji 

to suggest that the songs, or even the entire poem, were originally composed in 

ApabhraÆ¿a and then translated into Sanskrit. A close reading of the songs 

and a comparison of the songs with the k¡vya verses in the poem suggest that 

Jayadeva adapted the musical moric metres of vernacular poetry in order to 

create a new medium of song within the conventional poetic pattern in 

Sanskrit. If one analyses Jayadeva’s style in terms of metre, ornamentation and 

structure, the classical elements drawn from Sanskrit and P¤akrit sources are as 

significant to the songs as the ApabhraÆ¿a meters. Jayadeva’s adaptation of 

ApabhraÆ¿a metres to Sanskrit is not an isolated phenomenon. It is known 

from the tenth century and after, when the bonds of classical Sanskrit literature 

were loosened by attempts to broaden its appeal. 

The most prominent metre in the GG songs repeats a pattern of couplets 

structured into lines of seven four-beat measures, exemplified by the opening 

couplet of the third song. 

lalitava´galat¡pari¿¢lanakomalmalayasam¢re 

madhukaranikarakarambitakokilakuµcku¶¢re 

This metre and its variants, which maintain the four-beat measure 

govern nineteen of the twenty-four songs in the GG. The dominant metrical 

unit of songs reflects the four- beat subdivision of the most classical music. 
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The metre of a song can provide the rhythmical component of the song’s 

music. It seems significant that no t¡la designations are given in two of the 

oldest manuscripts of the GG, though each song in these manuscripts is 

defined by the name of a melodic pattern (r¡ga). Where t¡la names do 

accompany r¡ga names in other manuscripts, there is   enormous variability 

with regard t¡la to the names. 

All known manuscripts of the GG indicate the names of various ragas, 

or melodic patterns, for individual songs. The Indian raga is a melodic formula 

that includes particular embellishments and tone colors. The technique of 

improvisation, which is essential to the normal presentation of a r¡ga uses 

dense combinations of grace notes and microtonal   ornaments. The r¡ga,   in 

the   form   of either a song or an   instrumental   piece,   is   identifiable   in 

performance by its characteristic turns of phrase and dominant tones. In theory, 

every raga is associated with particular mood, time and seasonal setting.
9
 

The   songs of the GG are sung in the regions of eastern and southern 

India in a variety of different r¡gas. Although the oldest manuscripts show 

striking agreement in designating a group of eleven different r¡gas for the 

twenty-four songs, there has been no traditional transmission or notation to 

assure that these names designate the same melodic patterns as they occur in 

later times. The fact that many commentators are   preoccupied with defining 

the r¡gas in terms of Indian music theory, suggests that the songs were 

variously interpreted through out their history. 

                                                      

9
 For details Vide, Barbara Stoller Miller, Love Song of Dark God - G¢tagovinda, Colambiya  University 

Press, 1997, pp.10-11. 
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Method of Singing Sop¡na Style of Music 

Though Jayadeva was  born  and brought up  in North-East of India, his 

work GG got fame and became popular all over India, because of its poetic 

beauty and devotional aspects. Among the regions which accepted GG heartly, 

Kerala received and practiced GG in its own music style during the time of the 

spreading of VaiÀ¸avism. According to the tradition, it became popular in 

Kerala during the time of Kanchi Sankaracharya. There is a story about how or 

why it became popular in Kerala, at that time. It is said that the astrologers 

suggested Guru Sa´kar¡c¡rya of K¡µci for the singing of the  ‘R¡sa L¢l¡’ of 

K¤À¸a in Guruvayoor temple, in Kerala, to overcome various  obstacles  that 

appeared in the temple in different ways. Thus they chose GG for the purpose 

and all the devotees of Guruvayurappan began to sing the verses of GG.
 10

 

Even before that time, Kerala had a specific style of music used in the 

worship the gods like áiva and Bhagavat¢, called Sop¡na style of music. 

Sop¡nam is an exclusive music tradition that evolved in Kerala. Sop¡nam 

means music sung at the foot steps leading to the innermost chamber of the 

temple which is called ‘árikovil’ or Sanctum Sanctorum of the temple at the 

time of  P£j¡ to the deity. It is sung with great devotion in praise of the deity. 

Hence, Sop¡nam is essentially ‘Bhakti Sang¢tam’ and would fall under the 

category of devotional music, which is semi classical as well. 

One cannot point out exactly the period when Sop¡nam started in 

Kerala. In Malabar temples, music and dance has been associated with the 

áiva temples of Kerala. There are songs in praise of áiva in very simple 

                                                      

10
 K¤À¸an¡¶¶am, S. Krishnakumar, The State Institute of Languages, Thiruvananthapuram, 2013, p.75 
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Malayalam language. Since Bhagavat¢ worship is widely prevalent in Kerala, 

there are several old Malayalam songs in praise of Bhagavat¢ as well. Though 

Sop¡nam was existant in old áiva and Dev¢ temples from early times, it seems 

that  the word Sop¡nam took a definite shape and came into prominence, when 

AÀ¶apad¢ made its entry to Kerala. This was the time when VaiÀ¸avism came 

into dominance in Kerala, and most of the ViÀ¸u and K¤À¸a  temples include 

the songs of AÀ¶apad¢ in their rituals.
11

  

Singing of AÀ¶apad¢ became more popular and attractive in Kerala, by 

its devotional concept, sweet melodious words and by the performance of 

dance and music. Keralites tried to sing the AÀ¶apad¢s in Karnatic music r¡gas 

prescribed by Jayadeva. They used ‘samaya r¡gas’. It has equal importance to 

lyric and devotion. The mode of singing-the r¡g¡l¡pana, and breathes in 

unnecessary places, negatively affected the devotional concept of AÀ¶apad¢s. 

Therefore, Sop¡na style avoided all these methods. They used the ¤juswara- 

‘Ë’ to indicate the r¡ga lakÀa¸a and it was necessary to sing in the Vilamba 

k¡la  of Karnatic  music.  Afterwards it became compulsory to sing  AÀ¶apad¢ 

in vilamba k¡la.
12

  

The practice of singing AÀ¶apad¢s started centuries ago and it became   

as a part and parcel of the land. It is sung with great devotion in the temples 

and as a part of the rituals. Another notable difference is the mode of singing 

r¡g¡l¡pana. Unlike Karnatic music, the Sop¡nasang¢tam is strictly t¡la bound 

and is marked by different divisions, calculations, signs and expressions of 

                                                      
11

 Geeta Radhakrishna, Sopanam-Kerala's divine Music with Jayadea's G¢tagovinda -the Love Song, 

p.13&14 

12
 Prof. Aymanam Krishna Kaimal, Samsk¡rakeralam, p.38. 
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T¡las.  The table given below shows the difference between the most common 

t¡las used in Sop¡na in comparison with those in Karnatic music: 

T¡la AkÀara  

k¡la 

 

 

Division 

 Sop¡na Karnatic Sop¡na Karnatic 

Eka Eka 1 
1 stroke for one 

akÀarak¡la 

1 stroke for one 

akÀarak¡la 

Paµc¡ri 

Catura¿ra 

J¡ti 

R£pakam 

6 

1 stroke  

3 fingers  

1 stroke  

1 fanning 

1 stroke  

1 fanning  

1 stroke  

3 fingers 

 Tripu¶a 
Tisra j¡ti 

Tripu¶a 
7 

2 strokes 

1 fanning 

3 strokes 

1 fanning 

1 stroke  

3 fingers  

1 stroke  

1 fanning  

1 stroke  

1 fanning 

 Muriya¶anta 
Kha¸·a j¡ti 

( ½  Ata) 
1¾ 

2 stroke 

1 fanning for 

3½ akÀaras 

1 stroke for every 

1 ¾  akÀara 

k¡la 

 Cempa¶a 
Catura¿ra j¡ti 

tripu¶a 
8 

3 strokes  

1 fanning  

3 strokes  

1 fanning 

1 stroke  

3 fingers  

1 stroke  

1 fanning  

1 stroke  

1 fanning 

 Camba Mi¿ra j¡ti 10 

4 stroke  

1 fingers  

2 stroke  

1 fanning  

1 stroke  

1 fanning 

1 stroke  

6 fingers  

2 stroke  

1 fanning  

 

 A¶anta Kha¸·a j¡ti 14 

4 stroke  

1 fingers  

4 stroke  

1 fanning  

1 stroke  

1 fanning 

1 stroke  

1 fanning 

1 stroke  

4 fingers  

1 stroke  

4 fanning  

1 stroke  

1 fanning 

1 stroke  

1 fanning 

1 stroke  

1 fanning 
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It is to be  noted that according to the time of performance and the deity, the 

g¢tas and r¡gas vary, i.e., separate r¡gas are used for singing during particular 

times of p£j¡.  The r¡gas which are used in Sop¡nasang¢ta based on the times 

of p£j£ are given below: 

K¡la (time) R¡gas 

Pr¡taÅk¡la De¿¡kÀi, Devag¡ndh¡r¢, Bh¡n·¢, Dhany¡si, 

M¡ruvadekakriy¡, Ma¸·ali, Gouri, Bh£p¡li 

Sa´gama k¡la Kuruµji, M¡huli, Kha¸·hava, R¡makriy¡, Bilahari, 

Malhari, Mukh¡ri, Yamuna, Bhairavi. 

Madhy¡hna k¡la M¡kharaµji, S¡rangadallati, Madhyam¡vati, De¿¢, 

N¢lambar¢,  Ma´galade¿ik¡, Sr¢r¡ga 

S¡yam k¡la Mohana, Kaly¡¸i, K¡pi, G£rjarik¡, áa´ka¤¡bhara¸am 

P£rva r¡tri Nar¡ya¸¢, Hindolai, Sour¡À¶ra, To¶i, R¡mali, Gour¢, 

Var¡lik¡, Pantulaseni, M¡lava 

Madhyaya r¡thri Punn¡ga, N¡¶ak¡daya, Gu¸·akriy¡, Manoh¡r¢, 

Ma´galakou¿ik¡, Ked¡raherya, S¡verya, Bangale, 

Boulika 

Par¡ r¡tri Dohin¢, Citravel¡, Kar¸¡¶aka, Surata, Maµjar¢ 

 All the r¡gas mentioned above are not commonly used.  However, 

AÀ¶apadi g¢tas taken from GG of Jayadeva form part of the Sop¡nasang¢ta.  

The important g¢tas of GG sung in Carnatic music are as follows:
13

 (only 

                                                      
13

 S. Jayashankar, Temples of India, p. 346-348 
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twenty g¢tas of GG  are used in Karnatic style music) 

Sl.No G¢tas of Jayadeva R¡ga T¡la 

1 Pra½ayapayodhi… Sour¡À¶ra Ëdi 

2 Sritakamala… Bhairavi Ëdi 

3 La½italava´ga… Mohanam Ëdi 

4 Candanacarcita… Pantuvar¡li Ëdi 

5 Saµcaradadhara… S¡ver¢ Ëdi 

6 Nib¤tanikuµja… Dhan¡¿i Ëdi 

7 Nindatiandanam… áa´kar¡bharanam Ëdi 

8 Stanavinihiramapi… Bilahari Ëdi 

9 Ratisukhas¡re… Ked¡ragou½a Ëdi 

10 Pa¿yatidi¿i… áa´kar¡bhara¸a Ëdi 

11 Smarasamarochita… S¡veri Ëdi 

12 Samudita madane… Ërabhi Ëdi 

13 Anilatarala Punnag¡var¡li Ëdi 

14 Harirabhisarati.. Madhyam¡vati Ëdi 

15 Vihatimalaya… K¡mboji Ëdi 

16 M¡miyam calita… Bh£p¡lam Tripura 

17 Vahati malaya… Ënandabhairavi R£paka 

18 Rajanijanita… Malahari Jhampa 

19 Kathitasamayepi… Mukh¡ri Jhampa 

20 Vadasi yati… Mukh¡ri jhampa 

 Sop¡nasa´g¢ta is simple because it gives stress purely on the j¢va sv¡ra 

of a r¡ga. J¢va means life and sv¡ra means musical notes, ‘j¢va sv¡ra’, 

therefore means the most essential notes of a r¡ga.  The full quality of the r¡ga 

is brought out without deviating from its main sv¡ras.  There are hardly any 
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sangatis or variation in the singing of Sop¡nasa´g¢ta. 

 Another important feature of Sop¡nasa´g¢ta is the emphasis given to 

S¡hitya.  S¡hitya is the poetic content, lyric or the literature.  When AP is 

sung, the beauty of Jayadeva’s verses is expressed as a spells magic.  The 

meaning of the lyrics is of equal value as that of the melody.  So 

Sop¡nasa´g¢tam is a combination of language, literature and poetry, which 

gives rise to the magical experience in visual arts like dance, music and 

painting. 

 Sop¡nam song, especially AP is sung to the accompaniment of E¶akka 

which is an hour-glass shaped percussion instrument,  specially used in the 

temples of Kerala.  It is made of an animal skin and played with a single stick.  

It is small and delicate, unlike the other percussion instruments of Kerala like 

Ce¸¶a and  Maddalam.  It is hung on the left shoulder of the player and played 

with the right hand with the stick.  The instrument can be assembled together 

before the play and the parts can be separated  after the play.  Hanging below 

the E¶akka are coloured threads and decorative balls made of light articles like 

cloth, to make it look glamorous and pretty. 

 Sop¡nam is sung in slow tempo.  It is specially noted with the  smooth 

flow of music with a soothing experience.   The music begins with a ¿loka  and 

is sung in the pattern of an ¡l¡p.  The rendering is continued in a slow pattern 

with t¡la or rhythmic beats.  Sometimes the music gathers speed and is sung in 

a fast tempo.  The fast tempo is called ‘era¶¶i’ or ‘double speed’.  It is also 

appropriate, to gradually slow down again and finally  ends in a similar note 

like how it started.  So, the musical pattern is slow, gradual and in a straight 
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line, like Saptasvara, ascending and then descending too, without any curves or 

deviations.
14

 

 Madhurabhakti in G¢tagovinda 

Bhakti is an Indian word, which cannot be entirely translated into 

English. One can roughly translate Bhakti as devotion.  But Bhakti is  

something much more.  It is pure and selfless love for God.  Bhakti is again an  

individual state of mind.  It has to come from within the deep.  And it cannot 

happen within a few days of time. 

 The essence of Jayadeva’s poem is Madhurabhakti.  Though the  poem 

is devotional, expressing bhakti, it  also portrays intense human passion.  So it 

is a combination of both human love and Divine, rendering enchantingly  

erotic  and   religiously   sublime.
15

    

Love without selfishness is a kind of self-dedication. R¡dh¡’s immense 

love towards K¤À¸a is somewhat similar to Bhakti or devotion. Though the 

Hero being K¤À¸a, the Lord, R¡dh¡’s love towards him is transformed as a 

kind of Bhakti in the mind of devotees. By observing this relation through this 

angle, the devotees get the exact divine sight of the Lord, through R¡dh¡’s 

divine sight of K¤À¸a in 22
nd

 AÀ¶apad¢. If it was depicted only as love between 

two human beings, GG could not exist here for a long time as a temple art, and 

Jayadeva wouldn’t be a successor of Caitanyadeva. The chemistry that leads 

love to devotion made GG as a dignified sculpture. This became the reason to 

                                                      
14

 Geeta Radhakrishnam, Sopanam-Kerala’s Devin Music with Jayadeva’s G¢tagovinda-The Love Song,  

    p.16,17 
15

 ibid, , p.21 
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consider Jayadeva as an eminent poet in the field of K¤À¸abhakti. 

Spiritual Experience 

There are so many inner meanings in Hindu mythological stories. It is a 

combination of history, imagination and mysticism. This theme is also 

abundant in Rasakr¢·¡ in R¡dh¡ and K¤À¸a legend. If one  can consider GG as 

a mystique poem, the love between R¡dh¡ and K¤À¸a  should be considered as 

Bhakti or the relation between ‘J¢v¡tm¡’ and ‘Param¡tm¡’. There is a great 

philosophy behind the explanation of this relation that depicts the love 

between the youngsters as the symbol of divine love. All VaiÀ¸avites point out 

a spiritual experience even in the last AÀ¶apad¢ of GG, which visualize the 

union of R¡dh¡ and K¤À¸a. 

English translator of GG, Sir William Johnson says that, the plot of GG 

is a symbol of getting liberation to human soul from sensual awareness 

through its observation which comes under mundane and divine love. Edwin 

Arnold and Lasser, another translators have expressed the same opinion.
 16

 In 

the relation between R¡dh¡ and K¤À¸a, there is a hidden meaning of attraction 

between life and God. R¡dh¡ is the symbol of J¢v¡tm¡; K¤À¸a that of 

Param¡tm¡; and Sakh¢ that of Bhakti. Among these, through Bhakti, one gets 

salvation by the joining of the J¢v¡tm¡ to Param¡tm¡. 

The love story of R¡dh¡ and K¤À¸a is still going on. It will go on 

forever. If one remembers again and again about the philosophical mood of 

this relation, it will give him the extreme pleasure and enjoyment, which exists 

                                                      
16

  Vide for more details G¢tagovindam ed. T.P. Balakrishnan Nair, p.110. 



54 
 

 

forever.
17

 Jayadeva’s GG has an unique place in Indian literature. Critically 

too, it is acclaimed as a sensitive poem of exceptional beauty. It is highly 

commented for high degree of sophistication by poets, scholars, musicians and 

dancers alike. 

Dance aspects in  G¢tagovinda 

The GG, simple in its surface beauty, has a wealth of meaning 

embedded in structurally intricate forms and concepts drawn from various 

levels of Indian literary tradition. The lyrical work GG is a medieval text 

belonging to 12
th 

CE, which became very popular in the following centuries 

and till date gaining a pan Indian resonance. Jayadeva, the author of GG is 

known as a poet Saint in Indian tradition. This name is the poet’s signature in 

GG and also it becomes an epithet of K¤À¸a in the second song (jaya jaya deva 

hare). It is still being debated as to whether he belonged to Bengal or Orissa. 

Yet many consider Bengal to be his homeland. 

The poem GG is, as well as known, dedicated to lord K¤À¸a. It is a 

celebration of K¤À¸a’s love for R¡dh¡, and vice versa, set in a context of 

spring. Love in all its moods of longing, pain, anguish and pleasures are 

presented, specially evoking the rasas ‘Vipralambha á¤i´gara’ (love in 

separation) and ‘Sambhoga á¤´gara’ (love in union). Through the setting, that 

is the environment of spring time, nature too is made part of this intense, 

passionate drama of human and divine love, the cosmic play of love. To 

experience the erotic mood in the two above mentioned moods is traditionally 

considered to be the height of aesthetic joy. R¡dh¡ and K¤À¸a  are vehicles 

                                                      
17

 T.P. Balakrishnan Nair, G¢tagovindam- Jayadevan, p.110. 
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(vibh¡va) for the Universalisation of erotic emotion. Jayadeva here mingles 

the aesthetic experience (here the erotic) and the religious mysticism. This 

erotic play is not meant for itself. It has to be seen in the context of the Bhakti 

cult. It integrates also the elements of older folk religious tradition like 

‘tantra’.  

In the twelve parts, the poet sings the love relation between K¤À¸a  and 

R¡dh¡ by the separation and the reunion towards the end form the central 

theme.  

N¡yaka – N¡yik¡ Bh¡va 

According to Bharatamuni, 

‘Nayati pr¡pnoti v¤ttam phalam ceti n¡yakaÅ’ i.e., one who leads, 

pervades throughout the play and attains the fruits is known as hero or 

‘n¡yaka’. The hero is one who has reputation and powers, blessed with 

righteousness (dharma), desire (K¡ma) and wealth (artha) and is a good 

administrator. 

The hero is one who is humble, sacrificial, expert, sweet 

conversationalist, popular, pure, stabilized, intelligent, enthusiastic, well 

versed in ¿¡stra, patroniser in fine arts, courageous, determined, religious and 

has sharp memory. 

In GG, K¤À¸a is the hero. In this poem, Jayadeva visualized K¤À¸a as 

lord ViÀ¸u himself, not as an incarnation. K¤À¸a is a hero, who has all the 

qualities which Bharata mentioned. 

The n¡yakagu¸a (qualities of a hero) described by Bharata are : 
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net¡ vin¢to madhuraÅ dakÀaÅ ty¡g¢ priyamvadaÅ 

raktalokaÅ ¿ucirv¡gm¢ r£dÅvamsaÅ sthiro yuv¡ 

budhyuts¡hasm¤tiprajµ¡kal¡m¡nasamanvitaÅ 

¿£ro d¤·Åa¿ca tejasv¢  ¿¡strscakÀu¿ca dh¡rmikaÅ 
18

         

  

  Net¡   - hero 

                                                      

18
 NS, Part IV,  Ed. N.P.Unni,  New Bharatiya Book Corporation, Delhi, 2014.p.19. 

  

 Vin¢taÅ - humble, obedient 

MadhuraÅ - sweet disposition, charming person 

Ty¡g¢ - sacrificial, liberal 

DakÀaÅ - expert, skilled person 

PriyamvadaÅ - sweet conversationalist 

RaktalokaÅ - popular 

SuciÅ - pure 

V¡gm¢ - smooth speaker 

Ru·havamÀaÅ - royal lineage 

SthiraÅ - balanced, stabilized 

Yuv¡ - youth, young 

Buddhi - intelligent 

Uts¡ha - enthusiasm 

Smrti - memory power 
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Prajµ¡ - well versed 

Kal¡ - art 

M¡na - dignity 

SamanvitaÅ     - having all these qualities 

á£raÅ   - heroic, valour, courageous 

D¤·haÅ  - determined, strong person 

Tejasv¢  - brilliant 

á¡stracakÀuÅ   - well versed in ¿¡stra  

Dh¡rmikaÅ           - religious 

The readers of AÀ¶apad¢ or GG can easily understand all the qualities 

of K¤À¸a are described  through the verses, especially through the first and 

second AÀ¶pad¢s. The first AÀ¶apad¢ is dealing with his ten incarnations and 

the second one is the praising verses, which highlights on the heroic and 

divine qualities of K¤À¸a - the hero. Thus, GG is beginning by introducing the 

hero, by describing him as much as the poet can do. 

In NS, Bharata classifies the heroes according to their character. They 

are: - 

a) Dh¢rod¡tta -   brave and noble 

b) Dh¢roddhata -   brave and  with pride 

c) Dh¢ralalita      -   brave, firm, good natured and with a mind 

         prone to  classical art 

d) Dh¢ra¿¡nta        -   brave and calm.
19

 

                                                      
19

 Bharathamuniyu¶e N¡¶ya¿¡stram, K.P Narayanapisharady, Kerala Sahitya Academy, Trissur,1989, 

p.512. 
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Among these, K¤À¸a comes under the category Dh¢ralalita. The 

characteristics features of this type of heroes are - he should have Valorous 

and Royal personality. He is a light hearted hero. He is free from 

responsibilities and anxiety. Soft, inclined to lead the life with ease and 

finding delight in arts dance  and music,  he is a happy and gentle hero. 

Jayadeva, directly and indirectly picturises all these characteristic features 

of K¤À¸a in his GG. And also one gets further details from 

Bh¡gavatapur¡¸a in this regard. Though GG is a á¤ng¡rak¡vya, indirectly 

it portraits the classification of heroes according to his erotic sentiment 

explained by Bharata. Thus, according to á¤ng¡rabh¡va or erotic mood, the 

heroes are classified into three. They are: 

a) Pati: a hero married according to Vedic rites. He leads a life in 

accordance with righteousness, wealth, desire and mokÀa. He will 

be highly respected by his wife, parents and the entire society. 

b) Upapati : he is a hero, who indulges himself in love affairs 

c) Vai¿ika: a lover of loose virtues. 

Among these classifications, K¤À¸a  comes under the second 

category, Upapati. Jayadeva depicts K¤À¸a  as the lover of R¡dh¡. In the 

3
rd

 AÀ¶apad¢, in which the friend (sakhi) of R¡dh¡ is telling to her about 

K¤À¸a, as follows from which the reader can realize this character. 

The lines are - 

lalitalava´galat¡pari¿¢lanakomalamalayasam¢re 

madhukaranikarakarambitakokilak£jitakuµjaku¶ire  

viharati haririha sarasavasante n¤tyati yuvatijanena  
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samam sakhi virahijanasya durante       (1
st
 stanza of 3

rd
 AÀ¶apadi) 

The meaning of these lines are - K¤À¸a is playing and dancing with 

other gopis (cow herdess) in this spring season, which can increase the 

romantic feeling of youths, without considering R¡dh¡. Through these lines a 

reader can understand K¤À¸a as a lover, who indulges himself in love affairs. 

But in GG, R¡dh¡ is someone special to him. 

Further classification of hero by Bharata is: - 

a) Anuk£la: he is a faithful n¡yaka. He will be an ideal, comforting, 

understanding and loyal husband. He will be sincere and truthful to 

his wife. He will try to please his wife in all respects. 

b) DakÀi¸a: one who is impartial in love affairs. He has several wives 

and treats them all impartially by speaking with tenderness to all 

and treating them equally so that no one can find fault in him. 

c) áa¶ha: one who is an unreliable, deceitful and rakish lover. 

d) Dh¤À¶ha: one who is shameless. He is not faithful to his wife and 

secretly does  harm to  her in love affairs. 

Among this classification, K¤À¸a  comes under the second category. A 

reader can understand these features through the   lines given here : 

 kams¡rirapi sams¡rav¡san¡bhaddhas¤´khal¡m  

r¡dh¡m¡dhavah¤daye taty¡ja vrajasundar¢ (19
th

  ¿loka of GG) 

That is, K¤À¸a cleverly avoided all other gopis, who were playing with 
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him by thinking about R¡dh¡, who is in grief due to his separation.  After 

this, K¤À¸a comes near R¡dh¡ and says: 

tvamasi mama bh£Àanam tvamasi mama j¢vanam  

tvamasi mama jaladhiratnam           (3
rd

 stanza of 19
th

 AÀ¶apad¢) 

That is, ‘you are my life and you are my beauty. You are the gem in 

my ocean of love.’ Thus he consoles R¡dh¡. Bharata describes not only the 

classifications of the hero, but also the classifications of the heroine. 

S¤ng¡ran¡yik¡s 

They are called as á¤ngaran¡yik¡s or those who experience the 

á¤´g¡ras¡nubh¡va. They are:  

a) Sv¡ or sv¢y¡ or swak¢y¡ 

b) Parak¢y¡ or any¡ 

c) S¡m¡ny¡ or s¡dh¡ra¸¡
20

 

Sw¢y¡: she is a woman who is upright and has good character. She is one 

who loves only her husband and none other. 

Parak¢y¡: a disloyal woman that is one who is attached to a man other than 

her husband or lover. 

S¡m¡ny¡: a woman, who is a courtesan or public woman, well-versed in 

the arts, possessed of boldness and seeking to better herself through her 

lover’s attachment. 

                                                      
20

 A Study of Abhinayabharathi on Bharatha’s N¡tya¿¡stra and Avaloka on Dhananjayans Dasarupaka, 

Dr.  Manju Gupta,  Gyan Publication, New Delhi, 2010, p.229 
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Among these classifications, R¡dh¡, the heroine of GG comes under 

the first category- sv¡k¢y¡ or sw¢y¡. She loves only one man-K¤À¸a, and she 

is more faithful to him. 

GG is a á¤ngarak¡vya and it is suitable to discuss  the eight kinds of 

áring¡ran¡yikas described by Bharatha in his NS. They are:  

tatra v¡sakasjj¡ ca virahotka¸¶h¡pi v¡ /  

sv¡dh¢nabhar¶rk¡ c¡pi kalah¡ntarit¡pi v¡ //  

kha¸·it¡ vipralabdh¡ v¡ tath¡ proÀitabha¤t¤k¡/ 

tath¡bhis¡rik¡ caiva jµey¡stath¡Àtau n¡yik¡h  // 
21

 

      1.  V¡sakasajj¡       2. Virahotkha¸¶hit¡ 

3.  Sv¡dh¢nabha¤t¤k¡         4. Kalah¡ntarit¡ 

5.   Kha¸·it¡       6.   Vipralabdh¡ 

7.  ProÀitabhart¤k¡       8.   Abhis¡rik¡ 

The   following   ¿lokas   of   the   same   chapter   deals   with   the 

characteristic features of these n¡yik¡s. They are given below:  

1.  Vas¡kasajj¡ 

Ujjhite v¡sake y¡ tu ratisambhogal¡las¡ /  

ma¸·anlam kurute hrÀ¶¡ s¡ vai v¡sakasajjk¡ // 
22

 

A heroine, who is ready to receive her lover  decorates herself and the 

room or place. 

                                                      
21

 NS, chapter 24, ¿loka – 183 
22

 NS, C.2, 184
th

  ¿loka 
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2.  Virahotkha¸¶hit¡ 

 anekak¡ryavy¡sa´g¡ dyasy¡ n¡gachati priy¡Å / 

tadan¡gamanadukh¡rt¡ virahotka¸¶hit¡ sm¤t¡ // 
23

 

A heroine, who is in her lover's separation and who is in deep grief not 

seeing him. 

3.  Sw¡dh¢nabhart¤k¡ 

Surat¡tirasairbadho yasy¡Å par¿ve tu n¡yakaÅ /  

s¡modagu¸asampr¡pt¡ bhavet sv¡dh¢nabhart¤ik¡ // 
24

 

 A heroine whose husband is devoted and faithful to her and who tends 

to please her in every way. 

4.  Kalah¡ntarit¡ 

 i¤sy¡kalahaniÀkr¡nto yasya n¡gachati priyaÅ / 

s¡marÀava¿a sampr¡pt¡ kalah¡ntarit¡ bhavet // 
25

 

The heroine who abuses her husband in anger not seeing him. 

5. Kha¸·it¡ 

vy¡sa´g¡dujjhite yasy¡ v¡sake n¡gataÅ priyaÅ/  

tadanag¡nadukh¡rt¡ kha¸·it¡ s¡ prak¢rtit¡ // 
26

 

                                                      
23

 NS, C.24, V.185. 
24

  NS, C.24, V.186. 
25

  NS, C.24, V.187. 
26

   NS, C.24, V.188. 
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Heroine who is infuriated on seeing her husband with the marks of 

enjoyment of another woman. 

6.  Vipralabdh¡ 

yasy¡ d£tim priyaÅ preÀya datv¡ sa´ketameva v¡ /  

n¡gataÅ k¡ra¸eneh¡ vipralabdh¡ tu s¡ bhavet // 
27

 

N¡yik¡, who sends, with confidence, a message to N¡yaka fixing time 

and place of their meeting but who is ultimately disappointed. 

7.  ProÀitabhar¶¤k¡ 

  n¡n¡k¡ry¡¸i sandh¡ya yasy¡ vai proÀitaÅ priyaÅ / 

 s¡ r£·h¡lakake¿¡nt¡ bhavet  proÀitabhart¤ik¡ //  
28

 

A heroine who suffers the separation from her husband  who is in a 

distant place.  

8.  Abhis¡rik¡ 

hitv¡ lajj¡m tu y¡ ¿liÀ¶¡ madena madanena ca /  

abhis¡rayate k¡ntam s¡ bh¡vedabhis¡rik¡ // 
29

 

The heroine who goes out to meet her lover with passionate feelings or 

one who acts overtly to get to her lover. R¡dh¡, the heroine of GG is 

described as having the characteristics of almost all the categories of these 

classifications except three- Kalah¡ntarit¡, ProÀitabhart¤k¡ and Abhis¡rik¡. 

                                                      
27

   NS, C.24, V.189. 
28

   NS, C.24, V.190. 
29

   NS, C.24, V. 191. 
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R¡dh¡’s behaviour and character in the Sargas of AÀ¶apad¢ is given 

below: 

Sarga AÀ¶apad¢  Conditions of the heroine  

1(a) 

1(b) 

Lalitalava´ga... (AÀ¶apad¢ 3) 

Cadanacharcita...... (AÀ¶apad¢ 4) 

VirahotkÅa¸¶hit¡ N¡yik¡. 

R¡dh¡ separated from K¤À¸a  and 

K¤À¸a enjoying the company with 

other gopis 

2 (a) 

2(b) 

Saµcaradadhara... (AÀ¶apad¢ 5) 

Nibh¤tanikuµjag¤ham... 

                   (AÀ¶apad¢ 6) 

VirahotkÅa¸¶hit¡ N¡ik¡. R¡dh¡   

sharing   her   feeling with her  

Sakh¢   and   ordering    her  to 

bring him near to R¡dh¡ 

4 Nindati candanam... (AÀ¶apad¢ 7) 

Stanavinihithamapi.... (AÀ¶apad¢ 9)  

Virahotka¸¶hith¡ N¡yik¡. 

Sakh¢ tells  K¤À¸a, about the 

seperation of  R¡dh¡. 

5(a) 

 

5(b) 

Vahati malayasam¢re....    

          (AÀ¶apadi 10)  

Ratisukhas¡re.... (AÀ¶apad¢ 11)  

VirahotkÅa¸¶hit¡ N¡yik¡ 

Sakh¢   tells   R¡dh¡    about K¤À¸a  

and suggests her to go near him. 

6 Pa¿yati di¿i di¿i... (AÀ¶apad¢ 12) Virahotka¸¶hit¡ N¡yik¡, 

 then turns  to  V¡sakasajj¡, adorns 

herself  waiting for K¤À¸a’s arrival 

and imagining his approach to her.  

Sakh¢ tells these to K¤À¸a. 

7(a) Kathitasamaye’pi... (AÀ¶apad¢ 13) Virahotka¸¶hit¡. R¡dh¡ sends 

messages to K¤À¸a for meeting 

him through the Sakh¢, but he   

does not come.  R¡dh¡   falls   in 

deep sorrow and she begins to be 

angry. 
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7(b) 

7(c) 

7(d) 

Smara samarocita.. (AÀ¶apad¢ 14)  

Samuditamathane.. (AÀ¶apad¢ 15) 

Anilataralakuvalaya .(AÀ¶apad¢ 16) 

Kha¸dit¡ N¡yik¡ 

R¡dh¡ gets angry in Vipralambha 

¿r´g¡ra because K¤À¸a  is playing 

with    other   women    and    she, 

lamenting   for  his   union, gets 

angry  about   the    beauty   and 

fortune of that women. 

8 Rajanijanita..  (AÀ¶apad¢ 17) Kha¸·it¡ N¡yik¡ 

 K¤À¸a  comes near  R¡dh¡.  But 

R¡dh¡ scolds and rebukes K¤À¸a  

for coming late  and for spending 

his time with other ladies. 

9 Vadasi yadi kiµcidapi... 

        (AÀ¶apad¢ 18) 

Kha¸·it¡  turns to 

Sv¡dh¢nabhat¤k¡. 

K¤À¸a  surrenders to R¡dh¡ and 

begs for  forgiveness. 

11 

12(a) 

12(b) 

R¡dh¡vadana... (AÀ¶apad¢ 11) 

Kisalaya¿ayanatale.. (AÀ¶apad¢ 12) 

Kuru yadunandana.. (AÀ¶apad¢ 23) 

Sv¡dh¢nabhart¤k¡ N¡yik¡ 

R¡dh¡ goes near K¤À¸a  and K¤À¸a  

gives all pleasure to her, which he 

can do to his best, i.e., the union of 

J¢v¡tm¡ with Param¡tm¡. 

Thus, Jayadeva depicts R¡dh¡, as a heroine who has desire to love and 

lust. In GG, K¤À¸a is a passion to R¡dh¡ more than a lover. But the innermost 

meaning of the poem is getting salvation through the union of ‘J¢vatm¡’ with 

‘Param¡tm¡’. 

Sakh¢ and D£t¢bh¡va 

Sakh¢ is the friend of the heroine, who is trustworthy and accompanies 

her everywhere. Sakh¢, who is a prominent Character in n¡yaka-n¡yik¡ 
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concept, acts as mediator to the hero and the heroine. Their activities 

according to ‘á¤ngaramanjari’ and ‘Rasamanjari’ are: - 

1)   Ma¸·ana   - decoration 

2)   Up¡lambha     - criticism 

3) áikÀ¡   - instruction 

4) Parih¡sa   -       teasing 

5) Vinoda   -       entertainment 

6) M¡n¡panodana  - to humiliate 

7) M¡nopade¿a  - to advocate self-respect 

8) Pra¿am¿¡   -        praise 

9) Ë¿ayapra¿na  -        listening to and questioning herself 

10) Virah¡¿v¡sa  -       consoling in the  feeling of separation 

A d£t¢ is a woman who helps the n¡yaka and the n¡yik¡ through 

conveying messages and pleasing her n¡yaka or his n¡yik¡ by amusing 

activities or songs, dance and music. She is very intelligent and well versed 

with the current affairs of the region and time. D£tis assist their n¡yik¡- 

n¡yaka by all means. In NS, Bharatamuni says:  

vijµ¡nagu¸asampann¡ k¡thin¢ li´gin¢ tath¡ / 

prat¢ve¿y¡ sakh¢ d¡s¢ kum¡r¢ k¡ru ¿ilpin¢ / 

dh¡tr¢ p¡Àa¸·in¢ caiva d£ty¡Å vipra¿nit¡ tath¡/  
30

 

A d£ti or messenger is one who is skilled in conveying the messages.  

She can be 

                                                      
30

   NS, C.25, V.6. 
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a)  Sakh¢   - friend 

b)  Prative¿in¢   - neighbour 

c)  D¡s¢   - maid servant 

d)  Dh¡trey¢   - daughter of foster mother 

e)  Li´gin¢   - make-up artist 

f)   Sv¡    - one who couples hero and heroine 

g)  K¡ru   - attendant 

h)  Yogin¢ pravrajit¡  - a female ascetic 

i)  áilpin¢   - beautiful woman 

j) Sambandhin¢  - relative 

k) Na¶¢    - skilled in singing, dancing etc. 

I) Vipra¿nik¡   - a female fortune teller 

m) B¡l¡   - a girl who is unaware of love 

 The qualities of a d£t¢ according to Bharatamuni are:  

   prots¡haneÀu ku¿al¡ madhur¡ tath¡ dakÀi¸¡ ca k¡lajµ¡ 

la·ah¡ samv¤t¡ mantrad£t¢ tvebhirgu¸aiÅ k¡ry¡ // 
31

 

     As  explained here  the six qualities of a d£ti, prescribed by Bharatha are: 

1. Efficiency 

2. Behaviour without exhibiting partiality 

3. Sweet conversation 

4. Skill in arts 

5. Mesmerism 

6. A quality to hide the matters which cannot be published. 

      Bh¡nudatta has assigned the following functions to d£t¢:  

1. Sa´gha¶an¡ - to bring about the union 

                                                      
31

   NS, C.25, V.7. 
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2. Virahanivedanam - to describe before the hero the miserable  

                                      condition of the heroine and vise versa 

3. Sande¿akathanam        - delivering an oral message 

4. Patrik¡d¡na - delivering a letter 

       In GG, K¤À¸a, the hero; R¡dh¡, the heroine and R¡dh¡’s companion 

the Sakh¢, are the vehicles of the story. In this, Sakh¢ acts as the d£ti also. 

The functions, which she does for the union of R¡dh¡ and K¤À¸a  in each 

AÀ¶apad¢ are given below: 
 

S.No. AÀ¶apad¢s  Functions of the Sakh¢/d£ti 

1 Lalitalava´ga... Candana 

carcita... (AÀ¶apad¢ 3,4) 

Sakh¢ instructs R¡dh¡ to go near 

K¤À¸a  and she asks what K¤À¸a  is 

doing now (sikÀ¡) 

2 Saµcaradadhara...(AÀ¶apad¢ 5) 

Nibh¤tanikuµja...(AÀ¶apad¢ 6)

  

Sakh¢      is      listening      R¡dh¡’s 

sorrowful words  (Ë¿yapra¿na) 

3 Nindati candanam... 

         (AÀ¶apad¢ 8) 

Stanavinihitamapi... 

      (AÀ¶apad¢ 10) 

D£ti is delivering R¡dh¡’s oral 

message to K¤À¸a  that she is 

suffering more from his departure 

and begs to him to come near her 

(Sande¿akathana & virahanivedana) 

4 Vahati malayasam¢re... 

    (AÀ¶apad¢ 10,11) 

Ratisukhas¡re...(AÀ¶apad¢ 12) 

D£t¢ conveying K¤À¸a’s message to 

R¡dh¡, that he is waiting for her 

arrival   and   the   d£t¢   arranges 

their meeting (Sande¿a kathana & 

sanga¶an¡) 

5 Pa¿yati di¿i di¿i...(AÀ¶apad¢ 12)

  

D£t¢ is conveying R¡dh¡’s message 

to K¤À¸a  that she is too tired to 

walk to reach near him (Sande¿a 

kahana & virahanivedan) 
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6 Harirabhisarati...(AÀ¶apad¢ 18) Sakh¢ criticizes R¡dh¡, that she 

avoids K¤À¸a  when he comes near 

her (up¡lambaÅ). Then she consoles 

her and advises her for the re-union. 

(Virah¡¿v¡sa) 

7 Viracitac¡¶uvacana... 

    (AÀ¶apad¢ 20) 

Maµjutarakuµatala... 

   (AÀ¶apad¢ 21) 

Sakh¢ compels R¡dh¡ to go near 

K¤À¸a  and enjoys with him.  She 

tries her best for  their re-union 

(sa´gha¶an¡). 

All the songs of GG have a dignified nature on the theme of 

‘madhurabhakti’.  All of them contain a double meaning, the outward 

áring¡ra   and the philosophical idea interwoven.  The characters, n¡yak¡-

n¡yik¡ and sakh¢/d£t¢ stand respectively, as the equivalence of Lord 

(Param¡tm¡), the devotee (J¢v¡tm¡) and the Guru, who leads the devotee on 

path of ‘mukti’- salvation.  

Rasa concept in G¢tagovinda 

The purpose of any Indian art is to create ‘rasa’ in the mind of the 

connoisseur, that is, to create an emotional situation, the essence of which is 

exclusively aesthetic pleasure. It is a harmonious expression that reveals the 

inner nature of things, regardless of the subject, where the theme, expression, 

content and form are in balance. 

The NS, the oldest surviving text of dramaturgy in India, lists eight 

types of rasas.  A later version lists nine, and these are the nine emotions, 

which form the ‘navarasa’ theory known to all. The sage Bharata divides 

these eight rasas into four primary or basic rasas: 
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á¤ng¡ra-erotic; roudra-furious; vira-heroic and b¢bhatsa-odious. From 

these arise respectively the other four: hasya-cosmic; karuna-compassionate; 

atbhuta-awesome and bhay¡naka-terrible. á¡ntha rasa-peace of equanimity, 

finds no mention in the original Bharata’s text. According to 

Abhinavagupta’s commentary on NS, Abhinavabh¡rati,  á¡nta is the natural 

state of mind and the other  emotions such as love, heroism etc., are 

deformations, which arise, out of this natural state and again merge into it. 

The emotions rise   out of ¿¡nta, depending on their particular respective 

causes, and when these cease to function, they all merge back into á¡nta. 

According to Indian tradition (PuruÀ¡rtha) there are four goals of life: 

K¡ma or pleasure; arth¡ or wealth; dharma or virtue; and mokÀa or spiritual 

freedom.  Rat¢ (love) corresponds to K¡ma which gives rise to á¤ng¡rarasa 

(the opposite of which is h¡sya or comic), Krodha (anger) corresponds to 

arth¡ which gives rise to Raudrarasa (the opposite of which is karuna or 

compassion). Uts¡ha (energy) corresponds to K¡ma, Dharma and Artha 

giving rise to V¢ra (heroic), the opposite of which is Adbhuta (wonder).  

Nirveda corresponds to MokÀa, which gives rise to á¡nta. 

The eight emotional states are brought under by permanent or dominant 

emotions or moods-the sthayibh¡vas, which are experimented by the 

combination of Vibh¡vas, Anubh¡vas and Saµc¡ribh¡vas or 

vyabhic¡ribh¡vas. Vibh¡vas are determinants of words, gestures and 

representation of sentiments. Anubh¡vas are the consequents or visible 

effects of the deliberate actions. Vyabhic¡ri or Saµc¡ribh¡vas are the 

transitory emotions, the variation on the themes that tend only to develop the 

main emotion. They move in relation to the sentiments that are developing. 
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There are thirty-three Saµc¡ribh¡vas listed in the NS. A combination of 

Vibh¡vas, Anubh¡vas and Saµc¡ribh¡vas kindle the deep-seated 

‘Sth¡yibh¡va’. There are eight Sth¡yibh¡vas, which corresponds to the eight 

rasas, but though the distinction between the two is very narrow, they are not 

the same because the experience of the two states are essentially different. 

 The text details how, using a variety of methods such as costume, 

make-up gestures, eye movements etc., the various bh¡vas arise. The text 

mentions the term Vyabhic¡ribh¡vas only, as being the transitory states. 

Some theorists use the terms Vyabhic¡ri and Saµc¡ri interchangeably, while 

others distinguish the two: Vyabhic¡ri as the transitory states and S¡µc¡ri as 

the depiction of an emotional state originating from within the artist's nature, 

an involuntary expression of emotion, one suppose, rather than a studied 

response. This is also called sattvabh¡va.
32

  

GG is a á¤´garak¡vya and it is full of erotic sentiment. 

Sambhoga¿¤ngara and Vipralambha¿¤ngara of R¡dh¡ and K¤À¸a are mainly 

depicted in it. Therefore, the permanent mood of the poem is ‘Rati’ (love). 

All the other rasas are born out from á¤ngara rasa as experimented in this 

poem. That is the Rasar¡ja, which gives rise to the other Ras¡s and makes 

this poem as an attractive one with plenty of emotions of two lovers and their 

companion. 

The Rasa experienced in of each AÀ¶apad¢ of GG are given below: 

  

                                                      
32

 Leela Samson, The Story of a Dance: Bharathanatyam, p.14 
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AÀ¶apad¢s  Description of Character 
Rasas  experimented 

Pralayapayodhi.... Praising of K¤À¸a  

depicting his ten 

incarnations 

K¤À¸a’s v¢ra   is 

depicted 

áritakam¡l¡kuca.... Praising of K¤À¸a.  

Depicting his glory and 

his victory over evils 

K¤À¸a’s v¢ra   is 

depicted 

Lalitalava´ga.... 

Candanacarcita... 

R¡dh¡ and Sakh¢ watch 

K¤À¸a  enjoying with 

other girls. 

Vipralambha¿¤¸g¡ra of 

R¡dh¡.  D£th¢bh¡va of 

Sakh¢.  Sakh¢’s 

karu¸arasa towards 

R¡dh¡ 

Saµcaradadhara.... R¡dh¡ is lamenting  

thinking in her mind,  

K¤À¸a’s beauty and 

attractive sports. She also 

thinks about the fortune of 

that ladies, who are in his 

company.  

R¡dh¡’s sorrow that 

is equal to Karu¸a in  

her 

Vipralambha¿¤¸g¡ra 

Nibh¤tanikuµja.... Virahotka¸¶hit¡ n¡yik¡. 

R¡dh¡ suggests to her 

Sakh¢ to bring K¤À¸a  

near to her. 

R¡dh¡’s  sorrow  that 

equals to Karu¸arasa in 

her 

Vipralambha¿¤¸g¡ra  

M¡miyam 

calita.... 

K¤À¸a  is upset about 

R¡dh¡’s departure 

R¡dh¡’s  sorrow  that  

equals to Karu¸arasa in  

her Vipralambha¿¤¸g¡ra 
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Nindati 

candanam... 

Stanavinihitamapi... 

Sakh¢ is telling  K¤À¸a  

about R¡dh¡’s pathetic 

state aroused from 

K¤À¸a’s departure 

D£t¢bh¡va. R¡dh¡’s  

sorrow  that equals to 

Karu¸arasa in her 

Vipralambha¿¤¸g¡ra 

Vahatimalayasam¢re... 

 

Ratisukhas¡re.... 

Sakh¢ is telling  R¡dh¡ 

about K¤À¸a’s pathetic 

state      aroused      from 

R¡dh¡’s departure 

D£t¢bh¡va, R¡dh¡’s  

sorrow  that equals to 

Karu¸arasa in her 

Vipralambha¿¤¸g¡ra 

Pa¿yati di¿i di¿i... Sakh¢ is telling  that 

R¡dh¡ is unable   to   

come   near K¤À¸a  that 

she is too tired   by   the 

sorrow of separation   

departure feeling. 

D£t¢bh¡va  and R¡dh¡’s  

sorrow  that equals to 

Karu¸arasa in her 

Vipralambha¿¤¸g¡ra 

Kathitasamaye’pi.. 

Smarasamarocita.. 

Samuditamadana. 

Anilatarala……. 

R¡dh¡ is lamenting 

thinking that K¤À¸a  is 

enjoying with other girls 

R¡dh¡’s  sorrow equal to 

Karu¸arasa towards 

herself and Krodha rasa 

towards the girls who are 

with K¤À¸a  in her   

Vipralambha¿¤¸g¡ra 

 

Rajanijanita... 

K¤À¸a  comes near R¡dh¡, 

but she avoids him harshly 

R¡dh¡’s Krodhabh¡va 

towards K¤À¸a, born 

from her 

Vipralambha¿¤¸g¡ra  

 

Harirabhisarati... 

Sakh¢ gets angry to R¡dh¡ 

for her behaviour to 

K¤À¸a.  Then she consoles 

her  and tries her best for 

pacifying her.     

Sakh¢ bh¡va, Sakh¢’s 

Krodha rasa towards 

R¡dh¡. 
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Vadasi yadi..... 

K¤À¸a  comes near to 

R¡dh¡ and begs for 

pardon. 

K¤À¸a’s á¤¸g¡ra 

towards R¡dh¡. 

 

Viracitac¡¶u.... 

Maµjutara..... 

Sakhi compels R¡dh¡ to 

go near K¤À¸a  

Sakh¢bh¡va. R¡dh¡’s  

Vipralambha¿¤¸g¡ra 

and Sakhis’s Karu¸a 

rasa towards her 

R¡dh¡vadana... R¡dh¡ approaching K¤À¸a  

with passion 

R¡dh¡’s and K¤À¸a’s 

á¤¸g¡ra rasa 

Kisalaya¿ayanatale... 

Kuru yadunandana... 

Union of R¡dh¡ and 

K¤À¸a  

Sambhoga¿¤¸g¡ra 

originated from the 

reunion of R¡dh¡ and 

K¤À¸a. 

G¢tagovinda – A Dance drama 

The 20
th

 chapter of NS is dealing with ten types of dramas 

(Da¿ar£pakas). Drama is also known as ‘R£paka’ which has a form where in 

different aspects of life are visually represented by the actor of the play. The 

R£paka is an etymological derivation from the root ‘r£pa’, meaning ‘form’. 

The ten types of dramas prescribed by Bharatha are:  

 n¡¶akam prakara¸ama´ko vy¡yoga eva ca / 

 bh¡¸aÅ Samavak¡ra¿ca v¢th¢prahasanam dimaÅ / 

ih¡m¤iga¿ca vijµey¡ da¿amo n¡¶yalakÀane / 
33

 

The ten r£pakas are :  

1.  N¡¶aka  2. Samavak¡ra  

3. Prakara¸a 4. V¢th¢ 

                                                      
33

  NS, C.20, V.2. 
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5.  A´ka 6. Prahasana 

7. Vy¡yoga 8. Dima 

9. Bh¡¸a 10. Ih¡m¤g¡ 

Though, GG is a lyrical poem, one can find out some characteristic 

features of a drama  also in it.  It is a love story between R¡dh¡ and K¤À¸a, 

beginning with their separation and ending with their union.  Jayadeva in the 

form of a N¡¶aka  depicts this theme in his work. Bharathamuni says that: 

prakhy¡tavastuviÀayam prakhy¡tod¡ttan¡yakam caiva /  

r¡jarÀivam¿yacaritam thathaiva divvy¡¿rayopetam //  

n¡n¡vibh£tibhiryutm¤dhivil¡s¡dibhirgunai¿caiva /  

a´kaprave¿ak¡·hyam bhavati hi tann¡takam n¡ma // 
34

 

It is stated here that the theme chosen for a N¡¶aka  must be from a 

well known story. The hero must be of Royal lineage of noble character or 

a king who has the blessings of the Devas, endowed with divine powers. 

He should be prosperous, powerful and yet act with dignity, grace and 

elegance. 

Bharathamuni added these too for a N¡¶aka:  

n¤pat¢nam yaccaritam nan¡rasabh¡vaceÀ¶itam bahudh¡ / 

sukhadukÅothpatik¤tam bh¡vati hi t¡nn¡¶akam n¡ma // 
35

 

That is, N¡¶aka  is a story of a king, in which joys and sorrows should be 

expressed through relevant bh¡vas and rasas. 

                                                      
34

   NS, C.20, V.8. 
35

   NS, C.20. C.25, V.9. 
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Characteristic features of a N¡¶aka  can be found  in  GG which   are 

given below: 

Characteristic feature of a N¡¶aka G¢tagovinda as a N¡¶aka  

1. The theme chosen for a N¡¶aka  

must be from a well-known story. 

GG is a story of K¤À¸a  who is the 

hero of Mah¡bh¡rata, the great epic 

and Bh¡gavatapur¡¸a. 

 

2. The  hero   must  be  of  Royal 

lineage, who has the blessings of 

Devas     endowed     with     divine, 

powers. 

In  GG, the hero K¤À¸a  is depicted as 

the Lord ViÀ¸u himself. But in 

Mah¡bh¡rata, he is one incarnation of 

Lord ViÀ¸u born to Nandagopa and 

Devak¢, who belongs to the Royal 

family of Madhura. Thus K¤À¸a  also 

gets a Royal lineage. 

3.  In a N¡¶aka, there is the story of 

kings and various rasas and 

emotions related to sorrows and 

pleasure.  

 

The rasas and emotions of GG are   

mentioned, corresponding to this. 

4. The seed (B¢ja)  or the  beginning 

must develop from act to act which 

is called A´ka in a N¡¶aka. 

The songs of GG are categorized into 

‘sargas’, which is equivalent to 

A´ka. 

5. A N¡¶aka  must have 5-10 Acts or 

A´ka. 

Though GG has 12 sargas, the story 

line startes with 3
rd

 AÀ¶apad¢ only. 

Thus during the time of visualization, 

the theme can be reduced into 10 

A´kas or less than it. 
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6. In between the acts, introduction 

scenes-prave¿akas   are   included 

which serves as links between the 

Acts and also give a hint of what is 

to come next. 

 

 

 

In GG, Jayadeva narrates what comes 

next through different ¿lokas. These 

¿lokas are equivalent to Pravesaka of 

N¡¶aka. 

There is another subdivision of drama, prescribed by Bharata, which 

‘N¡¶ik¡’. This variety of play is a hybrid form of N¡¶aka and Prakara¸a  

together. Here the hero should be a king as in a N¡¶aka, but the story is 

originally created one like in a Prakara¸a. The main characters will be the 

hero, king, his heroine and a female messenger. The story revolves around the 

king, his penchant for music and woman in the harem. Consequently, 

enjoyment of love, abundance of dance with graceful movements, music and 

recitation of poetical passages with arranged sequences are its salient 

features. All these can be applied in GG. But the main feature of a N¡¶ik¡ is 

that its act is restricted to just four.  

GG  is a lyrical poem, which consists of 24 songs in 12 sarg¡s and 92 

¿lokas. Therefore during the time of visualization it can never be reduced into 

4 acts. Hence, it cannot at all come under this category of drama. GG  of 

Jayadeva is the earliest of acknowledged meritorious works and that  served 

as a light to many composers of p¡das in dance and music later. The emotions 

and experiences of a devotee in quest of God and the feelings and experiences 

of a woman yearning for a n¡yaka of her choice are corresponding ones, 

which are immortalized for ever in Indian literature in this  lyrical  dance 

drama of unparalled unique features. 

********* 
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CHAPTER-III 

AâÙAPADI AND THE DANCE FORMS OF INDIA 

When we look into the origin of all classical art forms, one can find its 

connection with various myths to some extent. Apart from those mythological 

stories, there is an origin for these art forms with a historical background. 

Though NS says that the arts originated from  Brahm¡, (who is believed to  be 

the  author of veda, knowledge) there will be a historical origin for all 

particular art forms. The N¡¶ya was created in the beginning of Tret¡ yuga by 

Brahma on the request of Indra and other Devas. As the lower castes (á£dras) 

were not entitled to listen to the four Vedas (Îgveda, Yajurveda, S¡maveda,  

and Atharaveda), Brahm¡ created the N¡¶yaveda as the fifth one which was 

open to all, irrespective of caste and creed. 

He drew the recital (P¡¶hyaÆ) from Îgveda, songs (G¢tam) from the 

S¡maveda, histrionic representation (Abhinaya) from the Yajurveda and 

sentiments (Rasa) from the Atharvaveda. 

'jagr¡ha p¡¶hyam ¤gved¡t  s¡mabhyo g¢tameva ca / 

yajurv®d¡dabhinay¡n ras¡natharva¸¡dapi // 
1
 

When the N¡¶yaveda was ready, the Gods expressed their inability to 

practise it, and Brahma gave it to Bharatamuni, the author of NS, for the study 

of NS and the  presentation of N¡¶ya. He practiced and performed N¡¶ya by 

his disciples for the cosmic dancer áiva. He was impressed  by the new ¿¡stra  

                                                      
1
 Bharatamuni, N¡¶ya¿¡stra, Edited by K.P Narayana Pisharody, Kerala Sahitya Academy Publications, 

Chapter I, ¿oka-10, p.86. 
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and  gave it  to Bharatamuni through his disciple Ta¸·u. Then sage Bharata‟s 

one hundred sons were asked to practice it. Also based on the art of dance, 

music and drama flourished upon the earth. 

Drama was first presented at the Flag Festival of Indra to celebrate the 

victory of the Devas against the D¡navas. The first choreographed story was 

Am¤tamathanam. 

Historical perspective of the origin of Dance 

Moving through a world that is itself in motion, people have always 

danced out their feelings about the life in the world. The origin of the dance is 

rooted in the prehistoric past. Long before, dance became a complex art, 

people delighted in moving, circling and stamping out rhythms, just as small 

children still do.  Aware of the movement of the forces of nature, prehistoric 

people moved in the ways, which they hoped, would appease those forces or 

give them new powers of their own. Hunters danced before going off to pursue 

the game and warriors danced before marching into battle fields. Tribal people 

danced to banish evil spirits and to ask favours of the gods. There were dances 

to bring rain, dances to celebrate the harvest, dances related to birth, puberty, 

marriage, and death. And there  might have been dances that were just for fun. 

In one sense, all dances are found similar by use of the human body in 

motion, but because the body can move in a multitude of ways, dances vary 

amazingly from region to region, culture to culture. Nevertheless, it is possible 

to classify dances according to their purpose or function. For example, dances 

may be divided into three broad categories according to their intent. They are 
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dances performed principally to please the dancers themselves, dances 

performed to please the gods and dances performed to please other people. The 

first category of dances, to please the dancers themselves, includes social 

dancing or the latest pop dance. Because most of such dances are intended to 

be performed, rather than watched, and many people who are lumbering or 

graceless can still enjoy themselves extremely on the dance floor. The category 

of dances to please the gods is the spiritual, religious, or ceremonial dances. 

Although such dances may be fascinating to watch, they exist because they are 

done for some ritualistic purpose. When the pleasure or edification of 

onlookers is at least one of the important aspects of a dance, that dance can be 

said to belong to the category of theatrical dancing. From that perspective 

various dances and dance dramas and many kinds of art forms aroused.
2
 

After centuries, some art forms started receiving  rigid techniques and 

rules and regulations from the ancient treatises on arts.  Kendra Sangita Nataka 

Academy has recognized few dance forms as Indian classical dance forms. 

They are:  

Kathakali - This is the theatrical art form of Kerala. The form originated from 

R¡man¡¶¶am that flourished in the 7
th

 CE.   

Bharatan¡¶yam -This is Tamilnadu‟s dance  form.  Its previous name  is 

Sadir.   It received high patronage form the court and temple by the feudal 

lords like N¡yars  and  Maratta rulers. 

                                                      
2
 Jack Anderson, Ballet & Modern Dance: A Conscious History, Second Edition, A Dance Horizons 

Book, Princeton Book Company Publishers, p.14. 
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Mohiniy¡¶¶am - This is Kerala‟s dance form. It is believed to have originated 

in  18
lh

 century and flourished in 19
th

  century under the patronage of King 

Svathi Tirunal of Travancore. 

Manipuri - This is the dance form of Manipur. It has both the religious and 

court origin. Some religious festivals like Sa´k¢rtanas and the forms attributed 

to courts like Parengs and R¡sal¢l¡s are part of it. 

Kathak - This is the dance form of North India, mainly attributed to Uttar 

Pradesh. It has the court origin. Muslim and Hindu courts of 17
th

 and 18
th

 

centuries contributed to the art form. 

Kuccupu¶i - This is the dance form of Andra Pradesh. It has its origin from 

16
th

 century‟s drama tradition and Yakshag¡na tradition of Karnataka.  It 

flourished  with its special features since 18
th

 CE  onwards. 

Oddissi - This is Orissa‟s art form. It is believed to have a later origin.  

Though the evidences trace back the art from to the NS’s time, the art form 

flourished as a full presentation since  18
lh

 century onwards.  

Sattriya - This is the art form of Assam. It is recently recognized as a classical 

dance form of India. It has the origin from vaishnavaite monarch of Assam,    

Srimantha Shankara deva. 

 In this chapter a study is done regarding the impact of GG in these 

dance forms  and similar other dance forms of India. 
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G¢tagovinda and Bharatan¡¶yam  

The story of the transfiguration of Bharatan¡¶yam dance and its 

emergence as a global cultural form over the last two centuries presents one of 

the most complex and compelling narratives of modern South Asia.
3
 

Today Bharatan¡¶yam is the most popular classical dance form in India 

and  has received an enthusiastic acceptance  worldwide. The number of 

dancers and teachers in this art form is very large now. 

The dance form is an offering to the Almighty through facial 

expressions (S¡tvika Abhinaya), background music (V¡cika), mudras and 

charming body movements (Ë´gika) and made attractive by beautiful attire 

(Ëh¡rya). It comprises a spiritual base, scientific precision and unlimited 

emotional content.  The unlimited possibilities of emotions that can be 

portrayed by it and aesthetic pleasure that can be conveyed by the art form, 

make this art form a unique one among the classical dance forms of the world.
4
 

N¤tta sequences in Bharatan¡¶yam are based on the A¶avu system.  An 

A¶avu is the basic dance unit in Bharatan¡¶yam.   

The story of the transfiguration of Bharatan¡¶yam dance and its 

emergence as a global cultural form over the last two centuries is so wonderful 

that the art form is now accepted as one of the most attractive art forms of 

South Asia.
5
 

                                                      
3
 Bharatan¡¶yam  A Reader, Ed., Davesh Soneji, Oxford University Press, New Delhi, p.6 

4
 ibid, p.6 

5
 Bharatan¡¶yam, Manjula Lusti Narasimhan, Fine Book  from East west, New Delhi, 2002, p.32. 
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Every classical dance performance has a unique structure. Each of the 

items within the sequence has a common name and a well defined pattern. This 

classically designed structure developed by the ancient gurus had come across 

with many changes. The social set up even underwent many changes. One who 

wishes to bring out changes in a classical art form should have immense 

knowledge in the same. They should also try to realize how it comes to the 

present form and understand what the basic philosophy lies in each item in it. 

It is the responsibility of the performer or the person who deals with the art 

form to bring out the innovations in performance. But changes that does not  

have the support  of the basic elements regarding the art form will not be in the 

proper form of foundation that being strong in each art form. If such a change 

has to happen, the art form will completely be changed including the name. 

The foundation is as important as the foundation of any building. If 

Bharatan¡¶yam undergoes such a radical transition then the face of the art form 

will not sustain. 

The items performed even today in Bharatan¡¶yam are structured by 

Tanjore Quartette; Chinnayya, Ponnayya, Sivanandam and Va¶ivelu.
6
 They 

designed items like al¡rippu, jathiswaram, ¿abdam, var¸am, padam, till¡na and 

¿loka. 

Earlier, this art form was called „k£thu‟. Then almost three centuries 

ago it was renamed as „Sadir‟. The term „Bharatan¡¶yam‟ was coined in its 

present form almost a century back. Before that it was  called   „D¡siy¡¶¶am‟ 

and „n¡ch‟. 

                                                      
6
 N¡¶yakalasiddantavum Prayogavum, P.G Janardhanan, Mathrubhumi Publications, 1992, p.213. 
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Bharatan¡¶yam received a global recognition since its structure got well 

designed, the performance was redesigned as aesthetic and the art form is very 

much based on the basic treatises. Above all, the orchestration used in 

Bharatan¡¶yam was suited for n¤tta, n¤tya and n¡¶ya. (Vocal nattuv¡´gam, 

M¤dangam, Flute/Violin) A musical orchestration team was moulded for dance 

which came to be called as „chinnamela‟. Now the orchestration is set to the 

right side of the dancer. Gurus perform nattuv¡´gam along with the 

instruments played by other artists.   

In course of time, when AP became very much popular in South India 

too, many episodes from it were also accepted and choreographed in 

Bharatan¡¶yam. Many hand gestures, C¡ris, gaits, movements etc., were taken 

from n¤tta, n¤tya and n¡¶ya and thus structured in the presentation of AP. It 

becomes a main  resource in the repertoire of Bharatan¡¶yam  since it can be 

aesthetically performed both in n¤tta and n¤tya pattern. The portrayal of the 

n¡yik¡ in the AP through the characterization of the AÀ¶an¡yikas and the 

upan¡yikas became very much popular in the AP presentations in 

Bharatan¡¶yam. Sr¢k¤À¸a was also picturised as the n¡yaka, the charming 

lover and the divine love of R¡dh¡ and K¤À¸a   was highlighted in  various 

ways in Bharatan¡tyam  based on AP.
7
 

AP was first designed for dance in the south in Adayar Kalakshethra in 

1957 presented by Rukmini Devi.  10
th

 AP of GG, „Vahati malayasam¢re  

madanam upanidh¡ya‟ was presented  in Ënandabhairavi r¡ga and set in Ëdi 

t¡la.  Secondly, the disciple of Rukmini Devi performed the fifth AP 

                                                      
7
 Love Song of the Dark Lord, Translated by Barbara Stotter Miller, Colamibiya University Press, 1977, p.71.  
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„saµcaradadharas£dhamadhuradhwani‟ in To¶i r¡ga and set in Ëdi t¡la.  Later 

the faculties and the students performed  full GG with  nine ¿lokas as 

Bharanat¡¶yam recital.  The first ¿loka was in the raga Ërabhi and following 

that the  ¿lokas praising the ten incarnations of Lord ViÀ¸u, Matsya, K£rma, 

Var¡ha, Narasimha, V¡mana, Para¿ur¡ma, Sr¢r¡ma, Balar¡ma, Buddha and 

Kalki were recited  in the Carnatic r¡gas Sour¡Àtram, Bhouli, Ked¡ram, 

Dhany¡si, Devag¡ndh¡ri, N¡¶¶akuriµji, A¶¡na, R¢tigoula, P£rvikaly¡¸i and 

N¡gaswar¡vali and at the end the signature of Jayadeva was sung in the r¡ga 

Suru¶¶i – 

Sri-jayadeva-kaveridam uditam ud¡ram  

¿¤u¸u sukha-dam ¿ubha-dam bhava-s¡ram  

ke¿ava dh¤ta-da¿a-vidha-r£pa jaya jagad¢sa hare 

 ved¡nudharate jaganivahate 

 bh£go½amudbhibhrate 

 daity¡m d¡rayate  balim chalayate 

 kÀatrakÀyam kurvate 

 paulastyam  jayte  halam kalayate 

 k¡ru¸yam¡tanvate   

malech¡n m£rchayate 

 da¿¡krtik¤te k¤À¸¡ya tubhyam  namaÅ 
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 for upholding the Vedas 

 for supporting the earth 

 for uplifting the world 

 for killing the demon   

 for cheating Bal¢ 

 for destroying the warrior class 

 for conquering R¡va¸a 

 for wielding the plow 

for blessing the people with compassion 

 for routing the barbarians    

I pay homage to you K¤À¸a in your ten incarnate forms 

Jayadeva‟s AP is in such a way that it can be beautifully staged as n¤tta 

and n¤tya. The wide acceptance for AP in Bharatan¡¶yam  proves  its 

adaptability in dance with music and percussions.   

Another  example for AP presentation in Bharatan¡¶yam  is the ninth 

AP where the companion of R¡dh¡ comes to K¤À¸a and explains her the 

situation of R¡dh¡ affected  by her love for K¤À¸a. The line is “r¡dhik¡ tava 

virahe ke¿ava”.  It is followed by the lines, 

sarasamasr¸amapi malayajapa´kam  

pa¿yati viÀamiva vapuÀi sa¿a´kam 

She is feeling that even soft and cool sandalwood paste is severe like poison. 
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She even fears to have it on her body.  (Moist Sandal balm smoothed on her 

body, feels like dread poison to her) 

di¿i di¿i kirati jalaka¸aj¡lam 

nayananalinamiva vigalitan¡½am 

R¡dh¡‟s lotus-like eyes are full of tears. She is gazing blankly in all 

directions looking for you. Her eyes appear like lotus flowers, separated from 

stems. (Her eyes shed tears everywhere like dew from the Lotus that is fallen 

down from broken stems) 

The aesthetic beauty of this presentation is in the figurative posturing of 

the sorrowful desperate condition of R¡dh¡ that her companion explains to 

K¤À¸a. All the padams in this k¤ti are rich in such beautiful portraits. Each 

item in a Bharatan¡¶yam repertoire is unique and has its own peculiarities. AP 

remains as an influencing   factor in Bharatan¡tyam  since the harmonious 

blending of  music, sahitya, abhinaya and n¤itta is seen in it.   

In the AP presentation in Bharatan¡¶yam, the n¡yik¡, abhis¡rik¡ is 

described as one among the aÀ¶an¡yik¡s described in the 24
th

 chapter of NS. 

The thoughts that emerge in the minds of R¡dh¡ and K¤À¸a until they unite are 

depicted in the performance. This is why the various possibilities of adapting 

AÀ¶padi in  Bharratan¡¶yam  becomes more profound. Some such verses are of 

R¡dh¡ or her companions and some, of the poet himself.  Among the   

aÀ¶n¡yikas, the first n¡yik¡ „sw¡dh¢napatik¡‟ is seen in R¡dh¡ in the 12
th

 

sargam-86
th

 ¿loka of AP. 

 Atha k¡ntam  rati¿r¡ntam  abhima¸·anav¡µchay¡ 
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 jag¡da  m¡dhavam r¡dh¡   sw¡dh¢nabhat¤k¡ 

The second n¡yik¡ is „v¡sakasajj¡‟.  R¡dh¡ becomes this n¡yik¡ in the 

12
th

  AP,  in the 6
th

 sarga. 

bhavati vilambini vigalitalajj¡    

 vilapati roditi v¡sakasajj¡ 

Oh K¤À¸a, R¡dh¡ is eagerly waiting on her bed. She lost shyness and is 

weeping for you. 

The third n¡yik¡ is „vipralabhdh¡‟ and she is described in   R¡dh¡ herself 

being cheated by K¤À¸a.   

kathitasamayepi harirahaha navayauvanam 

mama viphalamidamamalar£pamatiyauvanam   

y¡mi he kamiha ¿ara¸am sakh¢janavacanavaµcit¡ham       

Oh! dear friend, K¤À¸a has not come to Brind¡vana at the promised time. What 

is the use of my beauty and youth? Who is there to protect me? I am deceived 

by others  words.  

Sorrowful R¡dh¡ becomes angry with K¤À¸a when he comes near her. 

In the 17
th

 AP (8
th

 sarga) R¡dh¡ becomes the n¡yika  „kha¸·it¡‟ with very 

unnatural characters. 

rajanijanitaguru j¡gara r¡ga kaÀayitamalasanime¿am  

vahati nayanan anu¤¡gamiva sphu¶amuditaras¡bhinive¿am  
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y¡hi m¡dhava y¡hi ke¿ava m¡ vada kaitavav¡dam      

  t¡manusara saras¢ruhalocana y¡ tava harati viÀ¡dam 

Oh! K¤À¸a, your appearance shows that you have kept awake last night. 

Your eyes are red and tired. It is clear that you spent the previous night with 

some other woman. Oh M¡dhava, enough of your false stories. Please go to 

that woman who made you happy. 

The next n¡yik¡ is „kalah¡ntirit¡‟. Here the n¡yik¡ is in grief and she 

defies the n¡yaka who tries to pacify her. This is danced in Bharatan¡¶yam 

with a brave face and with peculiar movements as beautifully portrayed in the 

58
th

 ¿loka of the 8
th

 sarga. 

t¡matha manmatha khinn¡m  

ratirasabhinn¡m viÀ¡dasampann¡m  

anucintitaharicarit¡m  

kalah¡ntarit¡muv¡ca rahasi  sakh¢ 

R¡dh¡ was paining to have union with K¤À¸a. She was ruminating about him 

after her tiff with him. Then her Sakh¢ tells her this secretly. Jayadeva does not 

consider or portray R¡dh¡ as the next n¡yik¡, „abhis¡rik¡‟,   obviously 

because she has K¤À¸a only in her mind as her lover. 

In spite ad all such emotions which are depicted beautifully in this k¤ti, 

there are many arguments stating that this k¤ti is against the morality of the 

society. But in reality K¤À¸a is considered as param¡tm¡ and R¡dh¡ as 

j¢v¡tm¡. The thoughts and deeds of R¡dh¡ are described as the acts of J¢v¡tm¡ 
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to unite with the Param¡tm¡. The Rati Bh¡va of the PuruÀa and Prakrti is the 

cause of the universe. So rati is not considered as a sin. This belief of the 

Indian culture is the base of GG as a bhakthig¢ta. 

 A single AP is a complete dialogue of a single character. May be the 

next AP, the reply of the next character. As far as Bharatan¡¢yam  is 

concerned, the second person does not remain still during the first person does 

the abhinaya. Instead, they were supposed to respond to the first and thus it 

becomes a dramatic scene. The principles of the dramatic treaty in Sanskrit, 

presentation of AP in Bharatan¡¶yam is done with the application of  the text 

on Abhinaya popular in Kerala, Abhinayadarpa¸a.  

In the 86
th

  ¿loka of 12
th

  Sarga, R¡dh¡ pleads K¤À¸a to adorn her with 

beautiful ornaments. When this is choreographed in Bharatan¡¶yam,  the 

gestures of the Upan¡ikas, Mugdh¡, Madhy¡ and Pragalbh¡ are used along 

with the postures, c¡r¢s, rasas and facial expressions suitable for women. All 

these Bh¡vas of N¡yik¡s are presented in Bharatan¡¶yam now- a-day based on 

AP. Not only ekah¡rya abhinaya, but group choreographies also suit to 

Bharatan¡¶yam. Sahitya with more scope in visual presentation is ideal for 

n¤tya. Poems remain only as the expression of intense emotions. 

anilataralakuvalayanayanena  

tapati na sa kisalaya¿ayanena  

sakhi y¡ ramitavanamalin¡ 

This ¿loka from the 16th chapter of AP shows the emotional intensity of 

R¡dh¡. She cannot even stay strong. Ek¡haryabhinaya does not suit to the 

situation. In the flow of the story, it merely becomes a simple expression of 
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bh¡va. Nevertheless, it becomes an intense experience when different 

characters are presented by different dancers. Thus Bharatan¡¶yam especially 

in the presentation of N¡yik¡s in it, is very much indebted to AP. 

K¤tis with ár´g¡ra as the main rasa is best suited for n¤tya. GG of 

Jayadeva is the only k¤ti which is used in all the classical dance forms of India. 

There are many k¤tis in Tamil used for Bharatan¡¶yam. Many k¤tis from other 

languages like Malayalam, Telegu and Kannada are also set in Bharatan¡¶yam. 

It is said that Jayadeva‟s wife Padm¡vat¢ danced to this k¤ti when he sang. 

Thus the intense love of R¡dh¡ and K¤À¸a depicted in it attracts the 

connoisseurs over centuries through various dance forms, which is continuing 

even today. 

Mohiniy¡¶¶am and G¢tagovinda 

Being an elegant dance form of Kerala, Mohiniy¡¶¶am unifies its 

culture and beauty. Although it is acclaimed as the traditional art form of 

Kerala, it is now world-renowned. The name Mohiniy¡¶¶am reflects its l¡sya 

nature. Mohin¢ is the character who captivates the heart of everyone through 

her limb movements and gestures and body charm. Ë¶¶am is a dance of l¡sya. 

Mohiniy¡¶¶am is the only visual art form, which attributes gender in its name. 

There exist comparisons between Mohiniy¡¶¶am and other dance forms. In the 

work ‘Keralathinte L¡syaracanakal’, it is stated that the earliest form of 

Mohiniy¡¶¶am has similarities to Gollabam¡’s (milk vendors in Andhra) 

presentation in Kuccupu¶i.
8
  

                                                      
8
 Bharatiya N¡tya Kala Pariccayavum Mohiniya¶¶avum, Dr.  Sunil  Kumar,  p.38 
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Mohi¸iy¡¶¶am had its early form in Kerala, which was called 

Tevidicciy¡¶¶am. „Tevidiceis‟ include in a community of prostitutes. It is said 

that the dance form was connected with them in its origin. People who were 

overtly interested in morality showed aversion towards the Tevidicciy¡¶¶am 

and started to renounce it. On the other hand, there were people who loved arts 

despite of its morality and they sought ways to prevent its disappearance. 

D¡siy¡¶¶am of Tamilnadu too, went through such a situation equally. The art 

loving people named it Sadir¡¶¶am, and later it became Bharatan¡¶yam. 

Through the work Caritravum Ë¶¶aprak¡ravum, Kalmandalam 

Kalyanikuttiyamma opines that Mohiniy¡¶¶am may be the name given to 

Tevidicciy¡¶¶am or Dasiy¡¶¶am of Kerala, by those who were interested in it.  

There exists an opinion that the Devad¡s¢ tradition of Tamil Nadu was 

not the one which came into prominence in Kerala. Dr. K. K. Pillai in his 

research work on Suchindram temple says that the Devad¡s¢s, who were 

known as Tamilp¡dam or Devap¡dam till 1930, were different from the 

Devad¡s¢s of Suchindram and other places, in their duties and customs.
9
 The 

Nair Devad¡s¢s of Trivandrum did not have the duties like giving leadership to 

festivals or singing thiruv¡cakam. The custom of giving girl‟s hand to idol in 

marriage and honoring them by giving the status like R¡yar, existed only in 

Suchindram temple. Dr. V. S. Sharma observes that Mohiniy¡¶¶am may have 

taken its form from the Devad¡s¢ tradition of other places, in such a context.
10

 

It is in Mazhamangalam‟s Vyavaharam¡l¡ that Mohiniy¡¶¶am is 

referred to, for the first time. In the work, it is explained how to share the 

                                                      
9
 ibid., p.40 

10
 Samskara Keralam trimasikam, Dr. V. S. Sharma Keli, Volume 4, 1998,  p. 48.  
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reward given to dancers, among the singers and musicians. The term 

Mohin¢na¶anam is mentioned in the B¡lar¡mabh¡ratam. It was in the age of 

Karthikathirunnal, that Dasiy¡¶¶am was given the name Mohiniy¡¶¶am. The 

disgrace imparted on the word Da¿¢ in Tamil Nadu, led to the usage of another 

word in Thiruvithamkoor, that is; Mohin¢, 
11

 Mohininiy¡¶¶am and the heritage 

of dancers declined during the age of Kunjan Nambiar (17
th

 CE). He did not 

had a good opinion about the Mohiniy¡¶¶am. His hostility is evident when he 

wrote „p¡¶hakapa¶hanam p¡vak£¶¶um m¡¶animulam¡r mohiniy¡¶¶am’ in his 

GhoÀay¡tra called Ottam Tullal work.
12

 Dancers were ready to dance 

anywhere according to the wishes of Kings, during those days. 

In his work ‘Nammu¶e D¤¿yakal¡’, Prof. K. R. Pisharadi assumes a 

blood relation between Mohiniy¡¶¶am of Kerala and Devad¡sin¤¶¶am, which 

was popular in Thanjavoor and Madhura. On the other hand, there are others 

who argue that Tevidicciy¡¶¶am and Mohiniy¡¶¶tam are not the same.  In 

Kal¡darppa¸am magazine, Kalamandalam Ganesham states that 

Mohiniy¡¶¶am is not the renovated form of Tevidicciy¡¶¶am. Dr. K. N. 

Ezhuthachan, in Muthum Pavizhavum, suggests that, Mohiniy¡¶¶am may have 

followed the heritage of old dance, which was performed outside the temple.  

In the third volume of Keralas¡hithyacaritram of Ullur S. Parameswan 

Iyer, it is said that Karthikatirunnal, who was pleased by Dasiy¡¶¶am, 

requested the scholar in his palace, Karuthedath Chomathiri to popularize it, in 

the name Mohiniy¡¶¶am in Kerala.  But, the Mohiniy¡¶tam we see today is the 

                                                      
11

 Natyanireekshanam , Guruchandrasekharn, Abhedaananda Asramam, Trivandrum,1991. p. 265. 
12

 Kuµcan Nambiyarude Tullalkathakal, GhoÀay¡tra, ed. Sivasankara Pillai, KSA, Trissur, 1970,p.132. 
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enacting of Pur¡¸as, according to the songs, using steps and gestures.
13

 It was 

in the age of Swathi Tirunal (19
th

 CE), that the kacherikrama of Mohiniy¡¶¶am 

was systematized. Along with that, Karnatic music was also accepted in this 

dance form. 

The hostility of the Ut¶ram Thirunnal, Ëyilyam Thirunnal and 

Sethulakshmibai towards the art form led to its decline. According to them, it 

was a dance of the low class dancers, who danced vulgarly to get money, 

collected money from the audience and who had no particular  and apt costume 

while dancing. They opined that the dance was only an act of uncivilized 

classes.  

Decline 

During the time of decline of Mohiniy¡¶¶am, it became Kalabhakk£ttu 

or Kalabhan¤¶¶am (Candanan¤¶¶am). The dancer, singing romantic songs goes 

to the audience, puts sandal paste on the forehead of those who gives more 

money, with dance steps.  

M£kuttipp¡¶¶u 

The dancer goes to the audience by saying that her nose stud is missing. 

She approaches the men as if searching for the nose stud, searches their pocket, 

takes money and disguises as if she has found the nose stud from someone's 

head or pocket.  

Polikk£ttu 

                                                      
13

 Bharat¢ya N¡¶yakal¡p¡rambaryavum Mohiniy¡¶¶avum, Dr. Sumitha Nair. N, Kairali Book 

Publication, p.41. 
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After the dance performance, dansues spreads a white cloth in front of 

the stage and prompts the audiences  to contribute money. She mocks the ones 

who gives small amount and chats with the ones who gives large amount.  

Accikk£ttup¡¶tu 

It is performed for money, with romantic expressions and songs. The 

dansues shows gestures to tempt the dignified personalities in the audience, 

draws their picture with turmeric or saffron and buys money from them. Dr. 

Leela Ohmcheri, in the work Keralattinte L¡syarasacanakal says that, she had 

seen the dancers singing songs like ‘Pr¡¸an¡thanenikku nalkiya 

param¡nandarasatte’ and kummi like ‘¿a´kavediµu sabhanaduvil mankamare 

ni´gal vann¢duvin.’ Sethulakshmibhai, who was the regent of that day, banned 

these types of vulgar dance forms, which existed in the name Mohiniy¡¶¶am.
14

 

Revival  

Kal¡mandalam was founded in 1930s in Cheruthuruthi, as a result of 

the attempt to revive Mohiniy¡¶¶am and other classical art forms of Kerala, 

under the leadership of Mah¡kavi Vallathol. Mah¡kavi wished to introduce 

Mohiniy¡¶¶am in Kalamandalam in the name Kairal¢n¤ttam. During the time, 

no one agreed that they have studied Mohiniy¡¶¶am, even if they knew it very 

well, because of its negative social status. But, Mah¡kavi Vallathol succeeded 

in finding Orikkiledath Kalyani Amma, who was one among the few 

Mohiniy¡¶¶am dansues and started teaching it with a new framework in 1932. 

In 1935, Kandath Valappil Madhaviamma became the teacher. She was 

                                                      
14

 Keralattinte L¡syarasacanakal, Dr. Leela Omcheri and Deepti Omcheri Bhalla, DC books, 2001, p.197. 
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followed by Thottassery Chinnammu Amma who joined as the teacher in 

1950s. It was Chinnammu Amma who made the artistic changes in the style of 

Mohiniy¡¶¶am using slow and gentle movements and this style with slight 

variations is  even now followed as Kal¡mandalam style of  Mohiniy¡¶¶am. 

The contributions of Vallathol were decisive in the growth and spread 

of Mohiniy¡¶¶am. He put an end to every vulgar acts, which were performed 

in the name of Mohiniy¡¶¶am. He made changes, not only in the expressions 

of acting but also in dress code, thematic elements and in appearance. He 

positioned the Guru/ Nattuvan¡r on the right side of the stage, who used to 

walk along with the dansues on the stage. He excluded Thoppi Madhalam from 

the musical instruments and included M¤idangam. The people who operate 

Vayp¡¶¶u (Music) and Violin and E·akka were given positions near 

Na¶¶uvan¡r. He gave importance to Gr¡myamudr¡s along with traditional 

Mudras. He introduced the four types of abhinayas in the scientific framework 

of Mohiniy¡¶¶am. Kalamandalam Kalyanikuttiyamma and Kalamandalam 

Sathyabhama became the shining stars of Mohiniy¡¶¶am, under the 

instructions of the great Gurus Krishnapanikkarasan and Chinnammu Amma 

respectively. The following generations of dansues such as Kalamandalam 

Kshemavathi, Kalamandalam Saraswathi, Kalamandalam Leelamma, 

Kalamandalam Sugandhi and Kalamandalam Vimala Menon made the 

Kal¡mandalam Style of Mohiniy¡¶¶am, a model and expanded it further with 

authentic servibility and social out look. The disciples who followed them also 

made Mohiniy¡¶¶am a fascinating dance form which trend is continuing  even 

today with more vigor. 
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Kacherikrama 

As in Bharatan¡¶yam, it was Vallathol, who included  the types of 

n¤¶¶a, n¤thya and n¡¶ya in  Mohiniy¡¶¶am. Examples for áuddhan¤tta are 

Colke¶¶u (the people who follow the fundamental ideas of the art form did not 

accept that this is a Suddhan¤tta, because, S¡hithya is seen in the Colke¶¶u. It is 

not áuddhanr¤tta, if it is danced along with Sahithya) and Jatiswaram. During 

the age of Swati Tirunal, Thanjavoor brothers such as Ponnayya and Chinnayya 

introduced many innovations in Var¸am (Important one in the Kacheri), Padam 

(an example of N¤thya) and Thill¡na (equal importance to N¤tya and N¤ttham). 

With the re-ordering of Saptam and ¿lokam by Kalyanikuttiyamma, who was 

one among the former famous students, tradition of Mohiniy¡¶¶am attained 

perfectness.
 15

 However, till very recent times, no one made effort to add or 

how to present the songs of GG in Mohiniy¡¶¶am. On the other hand, the 

eminent personalities of nineteenth century included GG or APs in 

Mohiniy¡¶¶am  also which is a new phase in the development of the art form. 

The couplets written by Jayadevar, which gives importance to n¤tta, n¤ttya and 

n¡¶ya, were composed in both Sopana music tradition and Karnatic music 

tradition and included in the dance form. 

The couplets in GG indicates the characteristics of all except 

Abhis¡rik¡, eight heroines (Swadh¢napathik¡, V¡sakasajj¡, Virahotkha¸¶it¡, 

Kha¸·it¡, Kalah¡n¶¶arit¡, ProÀitabha¤t¤k¡, Vipralabdh¡, Abhis¡rik¡), which is 

described in the 24
th

 chapter of NS. The idea and style of GG matches with the 

traditional l¡syabh¡va of Mohiniy¡¶¶am, so that, the chances for stage 
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 Bharatiya N¡¶ya Kalaparambaryavum Mohiniy¡¶¶avum, Dr. Sumathi Nair, Kairali Book, Kannur. 
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performance of GG in Mohiniy¡¶¶am are very much. The poetry becomes 

more enjoyable, when it is combined with music. It is created, as if the musical 

APs  are presented through dance on the stage. The couplets of AÀ¶apad¢s  are 

examples for people's likeness for verse than prose, and music and dance than 

verse.
16

 The other AÀ¶apad¢s of GG are very pleasant to hear. Like that, the 

bereavement of R¡dh¡, bereavement of servant, bereavement of K¤À¸a and  

the pleasant chats of the hero and heroine can be presented as single or group, 

in Mohiniy¡¶¶am. Thus GG has much scope in  Mohiniy¡¶¶am  in the present 

scenario of its presentation.  

AÀ¶apadiy¡¶¶am 

 AÀ¶apadiy¡¶¶am is the art form, which became the pioneer of 

R¡man¡¶¶am and K¤¸snan¡¶¶am in Kerala. Kozhikode S¡m£tiripp¡¶u penned 

the poem K¤À¸ag¢t¢  by imitating GG. As GG, the form of K¤À¸ag¢t¢  is a 

mixture of ¿lokams and padams. Its ra´gaprayoga is known by the name 

K¤¸snan¡¶¶am. This model was followed by the poets who wrote ¡¶¶akkath¡ 

for Kathakali. In  Kathakali, ¿lokas are usually used to convey just the plot. On 

the other hand, in AÀ¶apad¢, ¿lokams are seen as the conversations of the 

characters. The art form Kathakali  has its original form  in AÀ¶apadiy¡¶¶am  

and K¤¸snan¡¶¶am and it is obvious that AÀ¶apadiy¡¶¶am was the base for 

both K¤¸snan¡¶¶am and Kathakali. As in AÀ¶apadiy¡¶¶am, á¤´g¡rarasa was 

given the foremost position in Kathakali, in the later period. It seems that, in 

majority of the ¡¶¶akathas written till today, any one context of á¤´gararasa is 

portrayed in the least. This can be because of the influence of AP, which 
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 N¡¶yakala Abinayap¡¶ham, P.G Janardhanan, Mathrubhoomi Books,  
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beautifully expresses different forms of á¤´g¡rarasa.   

Within the initial customary rites of Kathakali, there is a custom of  

playing the percussions Cen¶a and Maddalam in the beginning after 

Purapp¡¶u.  This is to show the efficiency of the artists playing them.   The 

custom in Kathakali is that, the singers sing the AP for this. The passages 

beginning with “Maµjutarakunjatalakelisadane”  are sung for this purpose and 

after every padam they play a melam using instruments such as Cen¶a, 

Maddalam, Che¸gila and Ilath¡lam. The instruments used in AÀ¶apadiy¡¶¶am 

were not different from that of Kathakali. There are only four characters 

including K¤À¸a and R¡dh¡ and two Sakhis in AÀ¶apadiy¡¶¶am. 

Hraswothar¢yam and c¡maram were used for the female characters and flute 

and vanam¡l¡ were used for ár¢k¤À¸a. Because AÀ¶apadiy¡¶¶am was 

considered as a sacred offering, there existed conditions regarding the place 

where it is to be performed and the actors participated in it.   

According to Sri. P.K Vijayabhanu, it was the C¡ky¡rs who performed 

AÀ¶apadiy¡¶¶am, which was popular in Kerala, after K£thu and K£diy¡¶¶am,   

before the origin of Kathakali.
17

  This statement cannot be accepted, as there 

are no clear proofs for it. AÀ¶apadiy¡¶¶am may have disappeared from the 

stage in course of time, because it was strictly based only on the Sanskrit 

verses of GG while Kathakali was more entertainable for the multitude. As 

Bharata Muni‟s NS has influenced every n¤tya forms in India, these n¤tya 

forms are also influenced by the central theme, structure and style of GG. For 
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example, songs from GG are included in the n¤tya forms of Orissa‟s Odissi, 

North India‟s Kathak, Manipur‟s Ma¸ipuri, Andhra Pradesh‟s Kuchiputi and 

Tamil Nadu‟s Bharathan¡¶yam. The n¤tya manifestation of GG was popular in 

Orissa, even from the age of Jayadeva. In Kerala, it has now disappeared, even 

though it was widely popular at a time. AÀ¶apadiy¡¶¶am was a pure dance 

form as can be understood from various references, which is only  based on the 

verses of Jayadeva‟s GG.  It is said that this dance form began to disappear 

after the popularity of R¡man¡¶¶am, K¤Àan¡¶¶am and Kathakali.  But now a 

days efforts are being made to re-stage the art form.
18

 With the support of the  

Tantri Chenn¡s Dinean Nambuthiri efforts are being made now to present it 

again  giving prominence to N¤tta, N¤tya and N¡¶ya. 

K¤À¸an¡¶¶am 

 Around three hundred years ago (in 1653), King M¡naveda of 

Kozhikode wrote the poem K¤À¸ag¢t¢  in Sanskrit, imitating GG and presented 

it as a n¤tya form in the name of  K¤À¸an¡¶¶am. The form K¤À¸an¡¶¶am got 

enriched accepting sources from many ancient literal sources like 

ár¢madbh¡gavatam, N¡r¡ya¸¢yam and GG.
19

  It can be assumed that the work 

was written in the Dhanu month of Kollam Era 829 (AD 1655). He has 

depicted the story of K¤À¸a in eight episodes, from avat¡ra to svarg¡roha¸a, 

which is described in the Da¿amaskandham of Bh¡gavatam. As AP, K¤À¸ag¢t¢ 

is also written in Sanskrit. K¤À¸an¡¶¶am which was written in Kozhikode was 
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performed, for the first time, in Guruvayoor temple. M¡naveda chose the story 

of K¤À¸a as the plot of K¤À¸an¡¶¶am. álokams and padams can be seen in 

K¤À¸ag¢t¢, as in AP. M¡naveda has made certain differences in the Ë¶¶am 

tradition of K¤À¸an¡¶¶am, when compared to that of the  AÀ¶apadiy¡¶¶am and 

the characters sometimes are similar to that  K£¶iy¡¶¶am. The crown of K¤À¸a 

(mu¶i) that we see in Kathakali today is based on the pattern of K¤À¸an¡¶¶am. 

As in K£¶iy¡¶¶am and AÀ¶apadiy¡¶¶am, the padams in K¤À¸an¡¶¶am are 

performed with rasa and bh¡va, by showing word meaning through 

hasthamudras. There will be singing of the text standing in the backside.  

Therefore, the actor is capable of presenting the manodharm¡binaya, along 

with the acting of padam. The most beautiful character and the centre of 

attraction in   K¤À¸an¡¶¶am is  K¤À¸a. 

The makeup of minukku characters in K¤À¸an¡¶¶am is almost the same 

as that of Kathakali. In K¤À¸an¡¶¶am, there is no complicated t¡laprast¡ra or 

minute expression of sth¡yibh¡va and saµc¡ribh¡va as in Kathakali. Mudras 

used are less in number, when compared to Kathakali. The ones used are 

mostly based on Lokadharm¢s. Now, only one Kaliyoga exists for 

K¤À¸an¡¶¶am, which is run by Guruvayoor Devaswom. Music is sung mostly 

in the Sop¡nam tradition. Karnatic style is also used now. The performance 

starts after Ga¸apativandana and ma´gala¿lokam. The ¿lokam 

„lolam¤dutaran¡thamurali‟ is sung for Keli.  The impact of  Jayadeva‟s GG is 

apparently seen in the verse. The poetic genius of Jayadeva is apparently 

relfected in the art form K¤Ànan¡¶¶am.
20
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Orissi  (Odissi) 

 The Odissi which is seen today is the classical dance form of Kalinga 

land, present Orissa.  It was an art form, which was performed as an offering in 

temples. In the temples of Kalinga land, these offerings were performed by 

women called Maµjar¢ and men called Ko¶¶¢pp£var, also called Gotipuas. The 

dance form acquired its name as Odissi, because it is performed in the state of 

Orissa.  

 The form of Odissi dance has similarities to S¡dir dance. In this dance 

too, Arama¸·ala is the main posture. In Sadir, tribha´ga posture is used in 

plenty. Tribha´ga has great importance in Odissi too. The tribha´ga posture 

should have three bends. The three parts of the body, head, shoulder to waist 

and  waist to feet  will be curved to opposite directions. This tribha´ga posture 

is seen depicted in plenty in the sculptures of Kalinga land. Both n¤tta and 

n¤tya are used in Odissi. Pad¡rthabinaya is followed to perform according to 

each padams of the song, as in S¡dir. Odissi accepts or follows the flow and 

pattern of Sadir and the body movements of Ma¸ipuri. Facial expression is 

important in Odissi, which is not seen in Ma¸ipuri. Odissi was mainly 

performed in Puri Jagannath temple. GG songs of Jayadeva, who was born in 

Kalinga, is presented in Odissi in plenty.
21

Bhumipra¸¡m, Ma´gal¡cara¸a, 

Vighnar¡jap£j¡, IÀ¶adevat¡vand¡nam, Swarapallav¢ N¤tta and  AÀ¶apad¢s are 

the different dance sequences of Odissi. Gotipuas, the male dancers, had been 

performing Odissi wearing female costumes. The costume of Odissi is almost 

similar to that of Bharatan¡¶yam. Kacca will be tied to the waist and munt¡¸i 
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will be hanged in the front like a fan. The ornaments wore by them are either 

made of  silver  or will be silver coloured, without any stones.  

 The music of Odissi is a synchronized form of Hindusth¡ni and 

Carnatic music traditions. Oral songs and hand rhythms are found in Odissi, as 

in Sadir. Musical instruments such as Pakhawaj and Fiddle are used. The 

dance sculptures of Konark temple, which emphasizes the popular Odissi 

dance tradition, are very famous. The importance of abhinaya (N¤tya aspects) 

in the lyrics of Odissiya poets and Jayadeva‟s GG are presented as 

R¡dh¡m¡dhava R¡sak¤¢d¡.
22

   

There is another tradition of Odissi performed by ladies themselves 

which is called Mohari.  Moharis themselves are of two  groups, Bhitari and 

the  B¡hari Gou¸i moharis.  The later are  allowed to enter  the sanctum 

santoram of the temple  while the former B¡hari Gou¸i moharis are allowed to 

enter the temples but are not allowed to go inside the sanctum santoram.  One 

of the reasons for the emergence of Gotipuas is that the VaiÀnavits did not 

approve the dancing by women, during the period, when VaiÀnava poets 

composed innumerable lyrics in dedication to R¡dh¡ and K¤Àna. Then 

Gotipuas were employed to present them through dance. The Oddissi 

repertoire is full of AÀ¶apad¢s from Jayadeva‟s GG (performed by Mah¡ris) 

and songs on  R¡dh¡ and K¤À¸a by Oriya poets (Performed by Gotipuas).  

There is a discerning difference when an AP is performed in Odissi. A  smooth 

transition from one movement to the other in the performance of AP is there  

in Odissi when compared to the slightly jerky movements when Oriya lyric is 
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performed in the dance form.  

Kathak 

 It is said that, this dance tradition has developed from the story tellers of 

North India. They are called as Kath¡k¡r (one who tells story). The story 

telling can be compared to the epic story telling called Harikath¡. But, in 

Mughal Era, it became a performing art form, when it got mixed up with 

Mughal culture and developed later as the beautiful dance form Kathak.  

“Sama” is the important posture of Kathak, if it is closely observed. It is not 

difficult to do the rhythmic foot movements in this posture. Kathak very often 

accepted the songs and themes of GG in its presentation. The typical gestures 

of Kathak are its frequent feet movements. Eventually this form is capable of 

presenting áudha n¤tta in a wide space.
23

  Fast colke¶¶u and bhrahmar¢ stand 

as the key factors of   Kathak. As Bharathan¡¶yam has different traditions such 

as Thanjav£r, Pantanellur, K¡µj¢puram and Vazhavoor, Kathak also has 

gharan¡s of Lahore, Varanasi, Lucknow and Jaipur. Lucknow khar¡na has 

more acting than other gharanas. There are not so much hand movements in 

Kathak, as compared to Sadir and Kathakali. All actors irrespective of gender 

discrimination can perform this art form.   

Different steps of   Kathak dance are Gane¿avandana, Amad, Pan, 

Kavita and Tuk¶a. Jathis are  called Bol Songs such as Bhajan, AP, Thumri 

and dance forms such as K¡l¢yamardana, Dhath and Abis¡rik¡ are used for 

acting. Impact of AP can be vividly seen in the performance of Kathak also. 

                                                                                                                                                        

 
23

 N¤thyaprak¡¿ik¡, P.K Vijayabhanu, State Institute of languages, Tvm, 1994, p.78 



 105 

Ma¸ipuri 

 From pre historic times, from generations to generations, people of 

Manipur have evolved a beautiful way of life with dance as an integral part of 

it. During the period of the  spread of VaiÀ¸avism, the themes of divine love of 

Lord K¤À¸a and R¡dh¡  were widely accepted in the dance performances in   

their social and religious festivals.
24

  Slowly the classical dance form Manipuri   

evolved as one of the famous dance forms of Manipur state. In Manipur, it is a 

custom to perform the dance form with more than one person. This dance 

gives importance to two dance styles such as ta¸·ava and l¡sya. In Manipuri, 

abhinaya is done through ¡´gik¡bhinaya, which uses the whole body for 

performing. Even though ¡h¡ry¡bhinaya and v¡cik¡bhinaya are used to some 

extent, s¡tvik¡bhinaya and word to word abhinaya are not important, in this 

dance form. “Laiharoba” n¡¶ya and “r¡sl¢l¡” n¤tya are performed by 

characters who take up the role of áiva and ViÀ¸u,  respectively. The l¡sya 

performed by women are with flexible body movements. The types of 

Manipuri like pungcholom, which is apt for the t¡¸·ava style, will be filled 

with udvega (rage). In this dance, men dance along with the playing of the 

instrument called “dholki”. Kartal Cholom is performed as if the dancers are 

playing the cymbals in their hands. These two are parts of “Sa´khak¢rtan”, 

which was a VaiÀ¸ava offering. Manipuri is performed with feet together and 

knees bent. The body movements are swaying like waves and slithering like 

snakes. The hand movements are done as if they are very natural. Usually, they 

use hastas in every movement. They give importance to n¤ttahastas, rather than 
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abhinayahastas.  It reminds the impact of Chinese language, as the usage of 

„ink‟ sound in Cholkettu of Manipuri is found. The important musical 

instruments are „dholki‟, „flute‟ and „maµjira‟. The ornaments used in 

Manipuri are very beautiful. The costumes which are made of reeds are 

adopted. They use to wear costumes like lunki in the earlier days. Manipuri is 

a beautiful dance form which is related to the life style of people in Manipur. 

When we observe the performing tradition of Manipuri, we can see the 

different types of dances and nrityan¡tak¡s, performed by the dancers. The 

impact of AP can be found in the dance forms of Manipuri also.  

Kathakali 

 Kathakali is the famous art form of Kerala which was performed only 

by men. The training of the body is inevitable for this dance form. One  who 

performs this dance use to do massaging and exercises after oiling their body, 

even from the childhood days. The dance uses suitable movements of facial 

organs such eyes, nose, lips and eyebrows. The hasthas or mudras in Kathakali 

are not mostly according to NS. They are vary much based on the annonymous 

work HastalakÀa¸ad¢pik¡. This dance form uses abhinayahasthas more than 

the dance forms of other states. Kathakali has formulated a special tradition of 

¡hary¡bhinaya, which is unique and very suitable for the various types of 

characters. The adornments such as costumes and crown are made according to 

the ¡h¡rya and to maximize the size. There is a custom of performing 

Kathakali until morning, with a lighted oil-lamp in front of the stage. The 

characters do not use V¡cika.  They present the Bh¡vas and rasas with S¡ttvika 
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and Ëh¡rya abhinaya and using Mudras for each and every word meaning.  

Text in the form of Sa´g¢ta (V¡cika) is supported form  behind by the artist 

along with percussions.    

 The singers will sing the text in the form of ¿lokas and padas  according 

to the r¡gas based on Carnatic music tradition. The artists  perform percussion  

instruments,   áudha Madhalam and Cen¶a.  Cengila and Ilatt¡lam  are 

performed by the musicians  from behind along with singers who will stand at 

the right side of the dancers. Kathakali is performed during the festival days in 

Kerala, from night to the dawn in morning. Purapp¡¶u is the opening N¤tta 

form   in Kathakali.  The Padam „Maµjutarakuµjatalakelisadane‟ from 

Jayadeva‟s G¢tagoninda (21
st
 AP) is sung and performed by the artists in 

Kathakali.  This system of Purapp¡¶u was supposed to be introduced by 

Kapli´ga¶¶u   Nambuthiri, the famous reformer of the Kathakali  in 18
th

 

century A.D.
25

   Thus the core aspect of Purapp¡¶u of Kathakali itself is based 

on GG. The impact of GG in other scenes  in Kathakali based on K¤À¸a themes 

is also obvious. 

YakÀag¡nam 

 Yakshag¡na dance has acquired popularity in Karnataka and southern 

parts of Bengaluru, which has a history of hundreds of years.   It is a n¡¶ya  

form in which conversation is delivered in the rhythm of song along with 

dance steps. This dance form is performed in the surroundings of temples, 

which will be decorated with bamboos and mango leaves. The background 
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singers and those who operate musical instruments such as Cen¶a and 

Maddalam sit on a table, behind the performers. Ëh¡rya of this dance form 

reminds Kathakali and Tamil Nadu‟s Therukk£thu. The adornments and 

crown are made according to the characters played. There will no female 

participation. YakÀag¡na can be considered as the connecting bridge between 

the classical art form and the folk art form Karnataka.  

YakÀagana  is also called Bial¡¶¶a. Bail in Karnataka means „Plot for 

agriculture‟ and „Ë¶¶a‟ means „acting‟.  This art form was performed in the 

agricultural plots after the harvest in summer season.  YakÀagana format 

presented a Dance drama which was staged in 1998, organized by Karnataka 

Kalirali YakÀag¡na Sabha at Kanghad Durga High school.  It depicts the story 

about the life  history of  Jayadeva with a duration of  three and half hours.  

The highlighting part of this Dance Drama is the wife of Jayadeva, Padm¡vaty. 

Another important aspect of this performance is that Lord K¤À¸a appears with 

a different Ëharya in YakÀagana. In this presentation and in similar other 

aspects, influence of GG is clear in YakÀag¡na. 

Kuccupu¶i 

 Kuccupu¶i is the name of a village in the state Andhra Pradesh. For 

several decades, the n¤tyan¡¶aka  was performed only by the Brahmins in the 

festival  called Bh¡gavatamelam. Bh¡gavatar means one who has the 

knowledge in the Pura¸a text Bh¡gavatham. The art form got its name 

Bh¡gavathamelam, because it was performed by those who had knowledge in 

Bh¡gavata. Some of the artists, who performed Sadir, also used to perform 
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Bh¡gavathamelam. Thus it got a name “Na¶¶uvamelam”. Selected stories 

from epics were   performed in it as dance drama. “Bh¡m¡kal¡pam” and 

P¡rijatahara¸am” are famous episodes among them. Siddhendhra Yogi, 

celebrated poet and artist, has penned a lot of such n¤tyan¡¶akas for Kuchipu¶i.  

These are preserved and protected by Kuccupu¶i  dancers in the dance 

tradition.  

 When the Kakatiya empire has fallen down, the ruler of Kali´ga 

(present day Orissa)  Bhanu Deva-I ruled  the region, after the death of Bh¡nu 

Deva, Narahari T¢rtha, the minister acted as regent for the young prince. As a 

disciple of Ënanda T¢rtha, a great devotee of Sr¢k¤À¸a, he brought dancers 

from Kalinga to Kuccupu¶i village to teach GG to the Bh¡gavatars.  Even 

since, the GG, the poem of the love of R¡dh¡ and K¤À¸a, has been cherished 

by the Bhagavatars of Kuccipu¶i which was after that called AÀ¶apadiy¡¶¶am 

or R¡dh¡k¤À¸a n¤ttam in Kuccupu¶i.
26

 

Sattriya 

Sattra is a Sanskrit word and traces itself back to the Bh¡gvata Pur¡¸a 

with a sense of sacrifice. In the Pur¡¸a it is used to explain an assembly or a 

congregation of devotees, especially in the rituals like Y¡ga. But in the context 

of Assam‟s VaiÀavism, the term acquired a different and distinctive meaning. 

The Sattras in Assam are unique types of institutions which for the sake of 

understanding, may seem to be similar to a Buddhist vih¡ra or a Hindu math in 

the form of its working and functional structure. The dance might have derived 
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its name meaning „dancing connected with the gathering in Sattras.‟ The Sattra 

dance originated in the Brahmaputra valley region of Assam at the close of 

the16
th

CE. NiÀ¡das and Kir¡tas, tribes in that name, are considered the earliest 

inhabitants of this place. They were speaking in an indo-Chinese language. 

Srimanta  áa´karadeva   

He was the great VaiÀnavaite saint of Assam who was born in 

Alipukhuri of Batradova, Nagaon in 1449. In 15
th

CE, he brought VaiÀnavism 

to the place of Nishadas. Sattras are the VaiÀnava monasteries in Assam. The 

saint poet áankaradeva of the 15
th

CE had started VaiÀnava institutions to bring 

harmony of the region of Assam through religion, creating forms of dance-

drama, music, painting and collective prayer.  

áa´karadeva was a talented poet and musician who sought to teach his 

followers the fundamental truth. He began to preach this doctrine and 

established monasteries called Sattras and sect of monks devoted to the K¤À¸a 

cult. áa´karadeva composed dance dramas on different episodes of K¤À¸a‟s 

life, in which song and dance had a prominent part. The songs were composed 

in Braj-bhasha dialect of north India and in the Assamies language. 

The Satriya has been influenced by the following various regional 

traditions of dance forms in Assam: 

 The Ë´kiyan¡¶ - This is a kind of dance drama that originated in the 

year 1449 in Assam and it is still popular among the people in every 
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region in Assam. They performed this art form by wearing large masks 

of gods, goddesses, demons and animals.  

 The Ojapali dance - This  is another form of dance in the classical frame 

in Assam. 

 The N¡¶i dance - The earliest distinct mode of stylized dance in Assam 

belong to the form known as N¡¶i. This was performed by a class of 

Devad¡s¢s. 

 The Bihu dance - It is a folk dance form that have influenced on sattriya 

dance. 

The following are some celebrated artists in Sattriya dance: 

• Guru Jatinswami: He is the renowned Guru of Sattriya dance. He 

learnt the dance from under the guidance and direction of his father, 

who was also the greatest Sattriya artist on his time 

• Rita devi: She was actually a Odissi dancsues, and was also the first 

woman to have studied the sacred Sattriyan¤ttya. 

• The book „SATTRIYA‟ written by Maheshwerneog, includes 

description about important Gurus of Sattriya- Roseshwarsaikia, 

Manirammuktiyarborbayan, Jatingoswami, Jagannathamohanta, 

Pradeep Jyothi and  Anandmohanbhagavathi. 

The hand gestures in Sattriya are called „H¡th’. The Haths are sourced 

from NS, Abhinayadarpana, Sang¢tharathn¡kara and Hasthamukt¡vali of 
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áubha´kara. The H¡ths are under the two categories based on classical text- 

Samyukta and Asamyukta. 

The basic training of the Sattriya begins with Ma¶¶iyakhadas, which are 

the basic exercise of the dance and are 64 in number. It is the entire grammar 

of Sattriya movements. Some Mattiyakhadas are chatta, pak, mochara, jalak 

and khar. 

Foot work patterns of the dance form are called „Bhariman‟. The 

Bhariman denotes movements of either a single foot or both the feet. The 

knees are bent slightly to either sides which is „Aramandali‟. Torso is treated 

in one unit but the shoulders are used in different unit. The basic position of 

hands  are known as „Ora‟. The shoulders are used in different units. The 

circular motif of „8‟ followed to the style of dancing is basically lyrical and 

grace full.
27

 

This tradition has two distinctly separate streams of repertoire. One is 

Bh¡vana related repertoire and the second category is the dance independent of 

Bh¡vana. The following are some items presented in the dance form: 

• G¡yan B¡yan: Usually every Sattriya dance begins with the G¡yan 

B¡yan. It is also called N¡m bajan which is an invocatory item featuring 

the combination of Khpl (a particular symbol of the T¡la pattern of 

Sattriya) and Tal.  Atp (another Tala patter)  is very difficult for an 

individual dancer to present the recital,  representative of the style in its 
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totality in the individual numbers usually ramdani, geetornach, 

raagarnach, naatornach, slokarnach are arranged in logical sequence in 

Sattriya dance.  

• Na¶u Bangi - This  n¤tta is performed according to instrumental music 

which is an invocatory item. 

• Jhumura - These are short plays composed by árimant Ashakaradeva, 

performed by gopies imagining themselves to be with K¤À¸a. 

• The repertoire coming from A´kiyabhaona (movements of limbs) is 

mainly based on the entrance, exits and movements in different scene, 

which are variously called Praverharnach, Prasthanarnach, Calanarnach, 

Yuddharnach and so on. 

• Bhangis - The dramatic performances of the Bhaona, the major dances, 

are of the S£tradh¡ra and the dance of K¤À¸a or R¡ma, the dance of 

Gopis and the dance of female characters choreographed with great 

attention to these details of the characters. They are called Bha´gis. 

Here Bha´gi is not a movement part of repertoire. The Sattriy¡s are 

grouped into different Bhangis each taking its name from the character 

of Bhaona. Gop¢bha´gi and N¤tyabha´gi are both used in R¡sakr¢d¡ of 

áa´karadeva. 

• Ch¡listants stand for a composition rather than the rhythm of movement 

as in Manipuri. This composition have simple walking pattern where 

weight is shifted lightly from one foot. 
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• In the Sutradharanach the N¤tha part is called „bajnarnach‟ which is 

followed by  „nandi‟ and  bh¡tima which are the Abinaya parts 

• Raj goriachali- This is n¤thya item. The raj goriachali is the 

combination of Ta¸·ava and l¡sya bh¡vas  

• Now young dansues and dancers also study this dance and they come 

out of the Sattra. They are presented on the metropolitan and other 

stages with typical music of Assam, costumes and literary composition   

both solo and group.     

 One act play of Sattriya is called A´kiyan¡t, which combines the 

aesthetic and the religious through a ballad dance and drama.  The play is 

usually performed in the dance community halls of monastery temples.  The 

themes played relate to K¤À¸a and R¡dh¡, sometimes and other ViÀ¸u 

Avat¡ras such as R¡ma and S¢ta. Recognized in 2000 as a classical dance by 

Sangeet Natak Akademi of India, modern Sattriya explores many themes and 

plays, and its performances are staged worldwide. 

 Traditionally Sattriya was performed only by Bhokots (male monks) in 

monasterties  as a part of their daily rituals or to mark special festivals.  Today 

in addition to this practice, Sattriya is also performed on stage by men and 

women who are not members of the Sattriya group or also performed on stage 

by men and women who are not members of the Sattras.
28

 Accompanying the 

Khol (Stick), there are various types of Talas or cymbals (Manjira, Bhortal, 

Bihutal, Patital, Khutital) and the flute.  Other instruments like the violin and 

                                                      
28

 Sattriya Dance of Bh¡sa and their Rhythms, Maheswar and Kesav, Asam Prakashan 1999, p.29. 
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the harmonium have been recent additions. 

 Central Government has given the recognition to Sattriya dance form as 

classical dance only recently in 2000.  So the order of Kacheri Krama (Recital 

order) or the influence or AP is not much seen in this dance form. But so many 

Sattriya dance forms are influenced by the story of Radah and K¤À¸a picturised 

in Bh¡gavatapur¡¸a and GG.  

Thus the impact of GG and the AP is clearly seen in different dance 

forms of India which emerged after  Jayadeva‟s AP. 
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CHAPTER-IV 

áIVAâÙAPADÌ AND RËMAâÙAPADÌ  : 

TEXT,  AUTHOR, DATE AND CONTENT 

 As stated in the previous chapter, GG or AP of Jayadeva has influenced 

the dance forms and musical traditions of all over India after its emergence in 

12
th

 CE.  Later, this unique lyric in Sanskrit has inspired poets and artists in 

Sanskrit to compose similar AÀ¶apad¢s glorifying other Gods and goddesses 

and to bring out new choreographies in dance and music forms based on the art 

form.  The two AÀ¶apad¢s treated in this chapter, RP and SP are unique 

AÀ¶apad¢s  composed after GG in Sanskrit.  A brief study on them is given in 

this chapter introducing the texts of them, their author, date and content.  As 

part of the present research, some selected portions of these two AÀ¶apad¢s are  

choreographed based on the dance form Bharatan¡¶yam and the CD of them is 

presented herewith.  In the next chapter, the method of choreography of the 

portions presented in Bharatan¡¶ya style is given. 

áiv¡À¶apad¢- Text, Author, Date and Content 

áivag¢tim¡l¡ is a book of twenty AÀ¶apad¢s on the l¢l¡s of Ek¡mre¿wara 

and K¡m¡kshi, composed by Jagadguru Sri Chandrasekharendra Saraswathi, 

the 62
nd

  áa´kar¡c¡rya of K¡µch¢ K¡mako¶i P¢¶ham who lived between 1857-

1929. This work of spontaneous outpourings of Bhakti of the venerated author 

follows the famous „GG, the composition of AÀ¶apad¢ on R¡dha-K¤À¸a by 

Jayadeva (12
th

 CE) as the Ëcharya himself has mentioned at the close of 

„áivag¢tim¡l¡‟. The Jagadguru in his Purv¡sramam was a descendant of 

Govinda Dikshithar, the celebrated devotee of áa´kara Bhagavatp¡da. His 
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Sam¡dhi is at the Kanchi Mutt in Kumbakonam. 

The book commences with Dhy¡na ¿lokas. The AÀ¶apad¢s  are set to 

various r¡g¡s and t¡las as indicated in the text itself.  Each AP has additional 

¿lokas carrying the essence of the AÀ¶apad¢s’s content and indicating the 

onward progress of the theme. P¡rvat¢, separated from her consort áiva, 

performs severe penance on the banks of Kampa river in K¡µc¢puram with a 

view to rejoining áiva. Both áiva and P¡rvat¢ suffer from unbearable pangs of 

separation. áiva comes down to earth and stays under a mango tree close to the 

location where Gowr¢ was engaged in austerities. Gowr¢‟s female companion 

sees áiva and informs Gowr¢ of his presence. The expressions of self-pity, 

blame and remorse of the divine couple, the messages exchanged between 

them through the good offices of the companion and the wholesome advice 

tendered by the companion form the subject matter of a number of AÀ¶apad¢s. 

áiva then comes to P¡rvat¢ and apologizes profusely. After some initial 

taunting, P¡rvat¢ abandons her pride and áiva and P¡rvat¢ unite. áivag¢tim¡l¡, 

the devotional poem, is thus a unique work of M¡dhurya Bhakti of áiva and 

P¡rvat¢ and is suffused with á¤´g¡ra Rasa, initially expressed as Vipralambha, 

love in separation and ending with Sambhoga, love in union. 

In Bhakti tradition, several types of relationships between J¢v¡tm¡ and 

Param¡tm¡ have been conceived. Some of them are V¡tsalya, the filial love 

between the parent and the child and the like; sakhya, friendly love and  d¡sya, 

love of a dutiful servant and his kind master. But the sentiment of M¡dhurya, 

the sweet love of n¡yaka and n¡yik¡, the hero and the heroine, is reckoned to 

be the highest form of bhakti. This is because it implies total self-surrender of 
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the devotee. He is oblivious of his own pleasure and pain and would do 

anything to keep his beloved happy. It is of no consequence to him even if his 

loved one is perceived to cause deliberate pain or harm to him. He knows 

nothing but the happiness of his beloved. Andal and M¢ra Bai are the finest 

examples of this form of Bhakti in recent times.
1
 

Jayadeva in his GG adopted the classical á¤ingara rasa, used in dramas to 

bring out the love of n¡yaka and n¡yik¡ in order to expound the special 

„Gop¢bh¡va‟ or „Mah¡bh¡va‟ of R¡dha¡ towards Krishna and the latter's 

equal love for R¡dh¡. GG  has always been held not as an amorous love-song 

depicting ordinary carnality as it appears on the surface. The deeper 

significance is the ardour of the J¢va to break out of the bonds of sams¡ra and 

to go back to its source, the Godhead. Jagadguru Sri Chandrasekharendra 

Saraswati, the 62 Sankaracharya of the exalted Kanchi Kamakoti Pee¶am has 

followed the same track in ‘áivag¢tim¡l¡’   to convey the supreme love shown 

by Ek¡mre¿wara and K¡m¡kÀi as perfect examples. The vipralambha rasa, 

love in separation, is used to good effect in most part of the work, culminating 

in sambhoga¿¤´g¡rarasa, love in union. In the idiom of bhakti in áivag¢tim¡l¡, 

K¡m¡kÀi can be taken to represent j¢v¡tm¡, Ek¡mre¿wara the Param¡tm¡ and 

the Sakh¢, the companion of Gowr¢ standing for the Guru. This is similar to 

the interpretation, in Sundara K¡¸·a of R¡m¡ya¸a, of S¢t¡ as J¢va, R¡ma as 

God and Hanum¡n as Guru. 

After Dhy¡na ¿lokas, the first two AÀ¶apad¢s are in praise of áiva‟s form, 

ornaments, grace, power, splendor, compassion, l¢l¡s and the supreme unitary 

                                                           
1
 áivaÀ¶apadi by Chadrasekhara Yari, á¤i Kaµchi Kamakoti, á¤imatam, Samstanam, No-1, Salai Street, 

Kanchipuram, 2000, p.80. 
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state. While singing about áiva's greatness, the author lays special emphasis on 

áiva‟s burning Manmatha to ashes for his transgression in trying his flower 

arrows of love on Siva. This forms an interesting background against which 

áiva‟s amorous l¢l¡s are played out later. In the third and fourth AÀ¶apad¢s, the 

Sakh¢ extols the beauties of nature, informs Gowr¢ of áiva's presence in the 

neighborhood and breaks into praise of áiva's great qualities. This may be 

understood to mean the Guru's motivation of the disciple not to give up, but to 

reach the pinnacle of his quest for the Supreme. The Guru helps the disciple to 

cover the last stretch when he is really ripe in devotion. Siva's descent on earth 

is the grace of his ease of access for the pure-hearted. In the fifth and sixth 

AÀ¶apad¢s, Gowr¢‟s anger is subdued and she also joins her Sakh¢ in 

eulogizing her lord's glory. This means the surrender of the last vestiges of ego 

under the guidance of the Guru. The seventh AP describes áiva‟s restlessness 

and remorse for his earlier anger towards Gowr¢. God's love for J¢va is 

abundant. He looks forward eagerly to the J¢va rejoining him. The eighth and 

ninth AÀ¶apad¢s describe the Sakh¢ informing Siva of Gowr¢‟s untold misery 

in separation and her deep and undying love for him. This points to the Guru 

commending his disciple for the Lord‟s grace. áiva now asks the Sakh¢ to 

bring Gowr¢. For emphasis Sakh¢ continues in the tenth AP to dwell on 

Gowr¢‟s pitiable condition. In the eleventh AP the Sakh¢ conveys áiva‟s 

restlessness and atonement very tactfully to Gowr¢. The twelfth AP sees the 

Sakh¢ pleading with áiva again to rescue the lovelorn Gowr¢. The Guru spares 

no efforts to take the disciple to the state of Godhood. Gowr¢ now loses heart 

on the Sakh¢  for not bringing áiva to the common meeting around as agreed. 

She bemoans her fate in the thirteenth AP. The succeeding fourteenth and 
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fifteenth AÀ¶apad¢s describe Gowr¢‟s suspicion of áiva loving another comely 

woman and abandoning her. This is in line with the traditional portrayal of the 

n¡yaka-n¡yik¡ bh¡va. In the sixteenth AP, Gowr¢ expresses her deep 

disenchantment to her companion. This refers to the devotee‟s irresistible urge 

to break the bond of separation and the simultaneous fear in his mind. In the 

meantime, áiva goes out to meet Gowr¢ and bows humbly in order to appease 

her. The seventeenth AP sees Gowr¢ taunting Siva and asking him to go back 

to his other ladylove. She calls áiva ‘kitava¿ekhara’, the chief of cheats instead 

of „Chandra¿ekhara.‟ In the eighteenth AP the Sakh¢ removes her suspicions 

and affirms the deep and everlasting love of áiva for her. The final preparation 

of the disciple by the Guru is now complete. The last two AÀ¶apad¢s , the 

nineteenth and twentieth, describe how áiva coaxes Gowr¢ and pleads very 

endearingly to forget the past and to forgive and join him. This indicates the 

great compassion that God has for liberating the J¢va, who is struggling in the 

web of sams¡ra.
 2

 

 The text is also famous as SP and it  contains twenty AÀ¶apad¢s  which 

praises the virtues of áiva. Apart from this, Sr¢ Chandrasekhara Yati had also 

composed another fifty-three ¿lokams which depicts áivapur¡¸a. As the 

AÀ¶apad¢s, every ¿lokam of this work also has its own peculiarities. The intake 

of poison by áiva which was formed while churning the ocean and the 

transformation of áiva to N¢laka¸¶ha when P¡rvat¢ hindered its intake, the 

trapping of river Ga´g¡ in áiva‟s hair, the dance performed in the 

Kanakasabha of Chidambaram temple called Thillai (this place was called 

                                                           
2
 áivag¢tim¡la, Translated by P.R Kannan, Sreematham Samsthanam, Kanch¢puram, 2000, p.84. 
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Thillai due to growth of Thillai trees. Later, during the golden age of Sanskrit, 

this place was called Thillai Chidambaram due to a divine presence),
3
  burning 

of K¡madeva, idol in the Ka¿iviswan¡tha temple built by Devendra, the help  

given to ár¢r¡ma during the Setubandhanam, worship by Mah¡viÀ¸u, offering 

of MokÀa to V¢rabadhra who was hiding in the hair of áiva after witnessing 

the sorrow of Sat¢ who sacrificed herself in the DakÀay¡ga, the destruction of 

DakÀay¡ga, the recognition of áiva by Brahma and ViÀ¸u, the names áiva 

received due to his ornaments etc., are described in these fifty three verses.  

áiva is described as wearing ornaments and weapons in the work. He was 

called Trinetra due to his three eyes,  Phalanetra because the third eye was 

located on the forehead,  Agnimayan because the third eye was filled with fire, 

á£lap¡¸i because he always carried s£lam in his hands, Pin¡kapani because he 

has the bow with that name in his hands, Chandrac£dan and Gang¡dharan 

because he carried moon and river Ga´g¡ in his hair. He used the bow called 

Ajagava, Gad¡, m¤ga, japam¡l¡, skull and ·amaru as holy ornaments. He used 

the skin of the tiger  as dress and the skin of the elephant  as cloak. He was 

also called Pannagabh£Àa¸a and N¡gaku¸·ala because he wore snake on his 

neck and elephant as ear ring.
4
  Marriage procession of Siva, the story of 

Ganapati,  the story of Par¡¿akti who became áiva‟s wife, the description of 

Ardhan¡r¢swara, the benevolent story of the sage Gautama, K¡labhairava, 

story of Hira¸y¡kÀa, the greatness of áivayogi,  the origin of the story of 

Thiruv¡tira, áivasahasran¡ma, the origin of N¡gastram etc.  are described in 

the fifty- three ¿lokams.  

                                                           
3
 Chidambaram KÀetram, S. Meyyppan, Manivasagar Publication, Kanchipuram  2001, p 3. 

4
 Sachitra Maha Sivapuranam: Punarakhyanam, R. Parvatibai, Akshara Publications, Tvm.  

    1998, p. 101. 
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 áivag¢tim¡la is the loving and inspired work of the revered 

áa´kar¡c¡rya of  K¡µch¢ K¡mako¶i  P¢¶ham and it is  capable of instilling  

devotion in the minds of the readers  and singers towards the lotus feet of 

Ek¡mre¿wara and K¡m¡kÀ¢. 

 Many rulers who belonged to the á¤¢ K¡µch¢ K¡mako¶i traditional 

lineage used to praise the N¡masank¢rthanam. The poet had portrayed 

Parama¿iva as Ekambaranathan and P¡rvath¢ devi as Kam¡ks¢, in this text. SP 

consists of twenty AÀ¶apad¢s . The author  Chandra¿ekhara Saraswathi yati 

himself comments that the AÀ¶apad¢s  are composed on the basis of 

Jayadeva‟s GG.  

 It is advised that the people who follow meditation in K¤tayuga, Y¡g¡ 

in Tret¡yugam and Arcan¡ in Dw¡parayuga should indulge in 

N¡masa´k¢rtanam in Kaliyuga. áivag¢tim¡l¡ or SP  was choreographed and 

performed for the first time in 15
th

 August 2000, on the 66
th

 birth anniversary of 

Saraswati Swamikal, the head of  Sree Kanchi K¡makoti , in  association with  

Chennapuri Baktha Jana Sam¡jam, áankar¡layam, No.66, Mayor R¡man¡than 

áalai and P¡pan¡sam Ramani Bhagavathar.
5
 Later, part of the text dealing with  

the union of  áiva and P¡rvat¢ (M¢n¡kÀ¢swayamvaram) was published and 

sung as bhajans in the name áivabhajan¡m¤tam and M¢nakÀ¢kaly¡¸am in both 

Sanskrit and Tamil, which was published  by Sri B¡lasubhramanya Ayyar 

(1857- 1929) who belonged to the Mathur village near Nachiyar Kovil in the 

Thathai district of Tamilnadu and Thiruvayur Brahmasree Annaswami, a 

member of Harihara Dhathar Bhajana Samithi. It was also sung in musical 

                                                           
5
 This was a dance presentation with an admixture of the elements of both classical and non- classical  

   performance for a short time. 



123 

 

tone, during time of the Chandra Mauliswara Pooja (2001) at Kanchi.
6
   

R¡m¡À¶apad¢- Text, Author, Date and Content 

The author of RP of R¡ma Kavi, belongs to a family of distinguished 

Sanskrit scholars, statesmen and musicologists, who were descendants of the 

famous Govinda D¢kÀadar. They migrated from Karnataka region more than 

four hundred years ago and settled in Tamil Nadu. The poet's family lived in 

Shajirajapuram village, now known as Tirivisalur near Kumbakonam in Tamil 

Nadu. The poet was the elder brother of the much better known poet and 

scholar V¡µc¢¿vara Kavi alias Ku¶¶i Kavi, author of the well-known satire 

MahiÀa¿ataka. For the thematic content of RP, the author has chosen to closely 

follow the V¡lm¢k¢r¡m¡ya¸am but adopts the AÀ¶apad¢ format evolved by 

Jayad®va for the songs and he also sets the AÀ¶apad¢s to melodious tunes 

(r¡gas) similar to the songs in the GG.  That he considers Jayad®va as his 

mentor is evident from the first lyric of the first benedictory song where he 

says  

Jaya j¡nakidayita jayajagatrayamahita 

 jaya divyagu¸abharita jaya jaya devavinuta 

Although strikingly similar to Jayad®v¡‟s  GG, RP  has several features 

which lend a distinctive beauty to the work which makes it a unique K¡vya. 

These are mainly as follows: 

(I) By adopting the AÀ¶apad¢  format of poetry to narrate graphically the 

entire story of R¡ma, a serene, disciplined character deeply steeped in 

                                                           
6
 áivaÀ¶apadi by Chandra¿ekhara Yati, á¤¢ K¡µch¢ K¡mako¶i P¢¶ham, Srimatam Samstanam, No.1 Salai 

Street, Kanchipuram, 2000, p.3.  
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dharma and the beacon of Indian culture, the poet makes a bold 

departure from the then prevailing  notion that the AÀ¶apad¢    form of 

poetry was suited   only for depicting the love episodes between   hero 

and  his consort (xÉÉÊªÉEòÉ - xÉÉªÉEò ¦ÉÉ´É). 

(II) RP   begins with Do··ayama´galam consisting of three benedictory 

songs. The format of all the three songs are set to the same metrical 

form, of the popular Do··ayama´galam.  Do··ayama´galam is the 

local usage for To¶ayama´galam, which is a collection of songs by 

different authors sung at the commencement of bhajans and the 

devotional   drama  like performance of S¢t¡kaly¡¸am. These include 

many interesting rituals of the Andhra Samprad¡ya Bhajans introduced 

by Bhadr¡cala R¡mad¡s. He has thus made it clear that RP is mainly 

intented to be an integral part of devotional group singing in the festival 

of R¡ma as conducted in the bhajan samprad¡ya rather than for worship 

of the Lord through dance and music, like GG. 

(III) Jayad®va‟s GG  abounds in S¤´g¡ra Rasa whereas, in RP     all the nine 

rasas have been brought out. Further, the poet brings out the deep love 

R¡ma had for S¢t¡, through Viraha S¤´g¡ra (love in separation) more 

graphically than through Sambhoga S¤´g¡ra (love in union).  In this, the 

author follows Sage V¡lm¢k¢ and the aesthetic appeal one derives from 

it sublimates the mind and nowhere does it depict mere eroticism. 

(IV) GG  deals mainly with sentiments conceptualised by Jayad®va about an 

event that has not found place in Bh¡gavatam. RP, on the other hand, is a 

brief narrative of R¡m¡ya¸am bringing out in the songs only the main 
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events which are graphically described   through captivating images with 

the ¿lokas forming the links in the narrative. The poet himself calls it 

“á¢t¡r¡mac¡ritrag¢t¡” (ºÉÒiÉÉ®úÉ¨ÉSÉÉÊ®újÉMÉÒiÉÉ) The only omission is that of 

Bharatha‟s part in R¡ma‟s life. Perhaps the poet thought that the R¡ma-

Bharatha episode together cannot be included in one or two A¿tapad¢s. 

But the poet has made good this omission by poignantly portraying 

R¡ma‟s separation from S¢t¡ in heart touching lyrics. 

The work contains  twenty four AÀ¶apad¢s
 
. The first two AÀ¶apad¢s

 
 are very 

similar to those of GG in eulogising R¡ma‟s greatness in a general way. 

R¡ma‟s birth is just touched upon in the first line of the first AÀ¶apad¢. (¸ÉÒ¨ÉÊiÉ 

ºÉÚªÉÇEÖò±Éä +Eò®úÉä& +´ÉiÉÉ®ú¨ÉÂ). 

In the third AÀ¶apad¢, the poet deals with the belligerence of T¡¶ak¡ in a 

fearsome frame of lyrics sung by Vi¿v¡mitra. It is in contrast to the description 

of the spring season (Vasantha Îtu) in GG.  

In the fourth AÀ¶apad¢,  R¡ma attracts the attention and affections of the 

ladies in the city of Mithila(|ÉÊ´É¶ÉÊiÉ nùÉ¶É®úvÉÉè xÉMÉ®äú ºÉ®úÉäVÉoù¶ÉÉÆ +Ê¦É¨ÉÉxÉ½þ®äú). Their hurry 

to see R¡ma, the disarray in application of the cosmetics and adornment of 

jewels and the excitement of the ladies are well delineated here. 

In the fifth AÀ¶apad¢,  spelling out the astonishment of the saintly king 

Janaka brings him to the very presence of Sagu¸a Brahma who used to be 

immersed in Nirgu¸a Brahma. His Jijµ¡s¡  (eagerness) to learn about R¡ma is 

greater than his Brahmajijµ¡s¡ to learn about the ultimate truth- “It is certainly 

beyond the scope of human comprehension”  (wÉÖ´É¨ÉÊiÉ¨ÉÉxÉÖ¹É¨ÉºiªÉxÉªÉÉäÊ®ú½þ vÉÉ¨É) as 

exclaimed by Janaka. 
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The sixth AÀ¶apad¢  leaves its stamp in the heart of every spectator the 

image of R¡ma and S¢t¡ in their marital attire in a very happy atmosphere of 

all round exuberance. The poet does not fail to focus on the solemn 

benediction by the grand old sumangali ladies, with a song of Gaur¢kaly¡¸am. 

In the seventh AÀ¶apad¢, R¡ma tries to dissuade S¢t¡ from 

accompanying him to the forest through a very endearing poem. The refrain 

itself defeats his purpose (|ÉÉhÉºÉ¨Éä ºÉÒiÉä |ÉÉhÉºÉ¨Éä). He calls her “Oh my life breath 

S¢t¡”. Will anyone go away leaving his life breath? All the horrors of the 

forest depicted by him are enchanting to S¢t¡ as a challenging sport. This 

paradox is the charm of this song. 

In the eighth AÀ¶apad¢, the forlorn Da¿ara¶ha asks Sumantra about the 

fate of his beloved son in the forest. The heartrending wails of Da¿ara¶ha do 

not reflect his own suffering due to separation but his anxiety and acute 

concern over the safety of his beloved son. Here the pathos of extreme, selfless 

consideration for the beloved son is the essence of Karu¸a Rasa (Eò¯ûhÉ ®úºÉ). It is 

neither self-pity nor recrimination of others for the self being neglected. 

In the ninth AÀ¶apad¢, S¢t¡ prays to the divine river Gang¡ to protect 

her husband through fearful adventures in the forest life and to bring him back 

to the kingdom safely after fourteen years. The sincere reverence for Gang¡ 

ingrained in the cultural upbringing of the entire womenfolk of Bharata is 

reflected in this piece. “I consider you Oh Gang¡!  the repository of all that is 

good and auspicious for all innocent persons.” In this self-abnegating prayer, 

she takes a vow to perform Puj¡ after the successful completion of the mission. 

(iÉnùxÉÖ iÉ´ÉÉ¨¤É Eò®úÉäÊ¨É ªÉlÉÉäÊSÉiÉÊ´ÉÊ´ÉvÉÊ´ÉÊSÉjÉºÉ{ÉªÉÉÇ¨ÉÂ). 
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In the tenth AÀ¶apad¢, the poet (as already mentioned) treads on a 

razor‟s edge by giving a gleaming glimpse of Sambhoga S¤´g¡ra (love in 

union) of R¡ma, the serene gentleman to the core. Even his restrained 

indulgence reveals his vibrating love for S¢t¡ in the deep recesses of his heart. 

Of course, this AÀ¶apad¢ is a compendium of some portions of the forty ninth 

and fiftieth Sargas of Ayody¡ K¡¸·a of V¡lm¢k¢  R¡m¡ya¸a. 

The very next AÀ¶apad¢ (eleventh) portrays R¡ma suffering  himself 

with the agony of separation. The poet describes both sides of the coin of love 

(Sambhoga S¤´g¡ra and also Viyoga S¤´g¡ra) at the same time. R¡ma 

laments, “I am bereft of only you, but the whole world seems hollow 

(®úÊ½þiÉ¨ÉvÉÖxÉèEòªÉÉ ¦ÉÖ´ÉxÉ¨ÉÊJÉ±ÉÆ i´ÉªÉÉ ¶ÉÚxªÉÊ¨É´É ¦ÉÉÊiÉ ¨É¨É xÉÚxÉ¨ÉÂ). This is no trivial expression 

of sorrow. Emptiness haunts R¡ma in his despair. Indeed the poet excels 

himself in this AÀ¶apad¢  which corresponds to the nineteenth AÀ¶apad¢  of GG  

and rises to the height of poesy of Jayad®va. (This is the supreme song of 

Jayad®va in which the Lord Jagannatha puts his seal of approval over the 

poet‟s misgivings as to the propriety of such an expression as “¨É¨É Ê¶É®úÊºÉ ¨Éhb÷xÉÆ 

näùÊ½þ {Énù{É±±É´É¨ÉÖnùÉ®ú¨ÉÂ”.  R¡ma pleads that “the very thin reed of my life breath is 

lingering on your support “¨Éä VÉÒÊ´ÉiÉEò±ÉÉ ¦É´ÉnùvÉÒxÉÉ”. Compare this with 

Jayad®va‟s statements.  “i´É¨ÉÊºÉ ¨É¨É VÉÒ´ÉxÉ¨ÉÂ”.  

In the twelfth AÀ¶apad¢, Ja¶¡yu, the great eagle, as the first person to 

console R¡ma in his grief over losing S¢t¡, brings to the song a sense of 

solicitude with courage and faith which is the need of the moment. The r¡ga 

á¡ra´ga, sung with deep emotion, contributes much to the above sentiment. 

In the thirteenth AÀ¶apad¢, the saintly huntress, áabar¢ plays host to 
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R¡ma. Utterly fatigued after wandering hither and thither in the forest in 

search of S¢t¡, R¡ma finds solace in the hut of áabar¢. Her grandmotherly 

affection and deep concern for the health of R¡ma overshadows her devotion 

to R¡ma as God, as taught by her preceptor. She completely forgets this aspect 

in her song. V¡lm¢k¢ says “iÉi{ÉÖhªÉÆ ¶É¤É®úÒºlÉÉxÉÆ VÉMÉÉ¨ÉÉi¨ÉºÉ¨ÉÉÊvÉxÉÉ”. She attained bliss 

at the feet of her preceptor on her own merit. She reached the state of no return 

in the presence of R¡ma. 

The fourteenth AÀ¶apad¢ deals with the appraisal of V¡li‟s prowess by 

Sugr¢va. He does not dilate on the strength of his brother (as V¡lm¢k¢ does) 

but is only concerned about his own predicament and pleads for the destruction 

of his enemy. This song is only a Paµcapad¢ ({É\SÉ{ÉnùÒ) as it contains only five 

lyrics. 

The fifteenth AÀ¶apad¢ is composed in a lighter vein after a rigorous 

exercise of heavy content.   The antidote for anger is not making a retort on the 

same tenor but diffusing the tension with humour. This truth is well brought 

out in the AÀ¶apad¢. T¡r¡ assuages LakÀma¸a fuming with righteous 

indignation at the  lack of commitment on Sugr¢va‟s part to help R¡ma in the 

search of S¢t¡. She asserts seriously (which is grotesque) “Do not get angry 

with a friend. He is now the king of V¡naras”.  (EÖò{ªÉ xÉ ´ÉÉxÉ®ú¦ÉÚ¦ÉÖVÉä ºÉÖ¾þnäù). 

LakÀma¸a frowns. She continues, “Do not measure him by the scale of human 

conduct. He has just now prospered. Till now 'he was starved of it”. This plain 

truth spoken with levity disarms LakÀma¸a a little. She further says "He has 

neither forgotten your great help nor missed a moment in enjoying the carnal 

pleasures". This candid confession brings LakÀma¸a completely out of anger.  
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In the sixteenth AÀ¶apad¢, Hanum¡n provides solace to S¢t¡ in La´k¡. 

The very first lyric makes this clear (iÉ´É {ÉÊiÉ®úxÉÖVÉäxÉ Ê´ÉVÉªÉiÉä EÖò¶É±ÉÒ). He does not 

mince matters when he says "He inquires about your well being. He is very 

much in love with you" (i´ÉÉ¨ÉÉ½þ EÖò¶É±ÉÆ i´ÉÊªÉ |Éä¨É¶ÉÉ±ÉÒ). This message tones her up. 

The poet really deserves praise for his very tactical approach to the situation on 

hand. 

In the seventeenth AÀ¶apad¢, Hanum¡n talks to R¡va¸a. Though very 

formal in his address, Hamum¡n does not fail to impress upon R¡va¸a the 

inescapability of facing R¡ma‟s wrath if he fails to do the right thing. The 

AÀ¶apad¢ is terse and to the point and the R¡ga Kaly¡¸i eminently suits the 

majestic oration of Hanum¡n. 

Hanum¡n‟s report to R¡ma is contained in the eighteenth AÀ¶apad¢.  

More than the sorry plight of grief-stricken S¢t¡, the gravity of the situation in 

Hanuman‟s tone is also brought out in this AÀ¶apad¢  vividly. “Oh R¡ma, alas! 

J¡nak¢ is in worry. Please hurry up and save her”. The R¡ga Bilahari lends 

support to this exhortation of Hanum¡n for immediate action. 

The nineteenth AÀ¶apad¢ once again brings out R¡ma‟s agony due to 

separation. The poet has perhaps thought that his k¡vyam (EòÉ´ªÉ¨ÉÂ) might be 

incomplete without the hackneyed and stale narration of both the lover and the 

beloved in separation, scolding Manmatha for teasing them in their desolation. 

He, however, has handled it in a refined manner. “Oh Manmatha! when you 

(my son) too turn enemy against me, to whom I will turn for refuge? (i´ÉÊªÉ ´É½þÊiÉ 

´ÉèÊ®úiÉÉ¨ÉÂ). Manmatha teasing the lovers in separation is not unusual, but R¡ma 

feels that he must be exempted from the torture. But Why? Here the word i´ÉÊªÉ 
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is significant. (Are you not my son?). Ty¡gar¡ja calls him EòÉ¨ÉVÉxÉEò& (father of 

Manmatha). R¡ma entreats Manmatha not to split his heart not for his own 

sake- but to save J¡nak¢ who is dwelling in his heart. The Raga Ëhiri lends 

itself eminently to the expression of the above sentiments. 

The twentieth AÀ¶apad¢ deals with the surrender of Vibh¢Àa¸a. The poet 

could not satisfy himself within the limits of metrical composition.  He 

considers the famous verse in V¡lmik¢r¡m¡ya¸a, which contains the 

declaration of R¡ma‟s vow that he would offer relief from fear and safe 

sanctuary to anybody who falls at his feet, as a sacred mantra which should not 

be meddled with and so he incorporates verbatim that sacred verse as a lyric in 

this AÀ¶apad¢. 

The twenty-first AÀ¶apad¢  speaks of the sea lord's expostulation. The 

poet delineates it with the delicacy it deserves. The whole universe evolved 

itself in a destined sacred rhythm which nobody can break. The sea is destined 

to be very deep to receive and contain any amount of water which flows into it. 

It can neither exceed its limits and overflow nor can it become shallow. If now 

R¡ma wants the sea to become shallow to facilitate the safe passage of his 

monkey army, he is going against his (Supreme being's) own dictum. The sea 

lord says "Please do not find fault with me if I am unable to go against the 

rhythm. (¨É<Ç ÊEò±É ¨ÉxiÉÖÆ xÉÉ½þÉÇþÊºÉ ¨ÉxiÉÖÆ ¶É¨ÉªÉ Eò±ÉÖ¹É¨ÉÊiÉPÉÉä®ú¨ÉÂ). Please clear your mind of 

this horrible confusion. A sage piece of advice given by a subordinate in a 

subtle, succinct way was accepted by R¡ma with grace. That is his greatness. 

The twenty-second AÀ¶apad¢  corresponds to the twenty-third AÀ¶apad¢  

of G¢tagovindam. After the reunion with S¢t¡, Brahma reminds R¡ma of his 
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supreme status as Nar¡ya¸a. The emphasis is on the cosmic form, Vi¿var£pa, 

to be contemplated by every devotee with reverence and serene 

comprehension. This AÀ¶apad¢, sung in the r¡ga N¡than¡makriy¡, sublimates 

the mind to a peaceful state of equilibrium. 

The twenty-third AÀ¶apad¢  brings the devotee down to earth to enjoy 

the joy of R¡ma's return to Ayodhy¡ in the heavenly aircraft,  recapitulating all   

the  vicissitudes  of  fourteen years in the forest in a lighter vein. The lyric 

“=Ê¹ÉiÉÊ¨É½þ ¶ÉÊªÉiÉÊ¨É½þ  xÉxÉÖ ¦É´ÉiªÉÉ”  brings out the ethos effectively. In the last 

(Twenty-fourth) AÀ¶apad¢, the poet leaves R¡ma‟s retinue and joins the band 

of great sages singing a chorus hailing R¡ma‟s victory and surrendering at the 

Lord's feet. He does not forget to impress upon the devotee the efficacy of 

R¡man¡ma, in making the devotee a lover of poesy in the fifth lyric of the 

AÀ¶apad¢.
7
 After this twenty four AÀ¶apad¢s there is a beautiful stuti on the life 

and sports of Sr¢r¡ma in the context of his coronation at Ayodhy¡ after his 

return from the forest.  This is named Patt¡bhiÀekar¡maviru¶av¡li.  Birutam or 

Virutam, means „glorification of god or respectable persons‟. This is praise of 

Rama in the context of his coronation.   Again, in the end of the text, there are 

some verses in the form of Ma´galam. Thus R¡m¡À¶apadi is a beautiful 

rendering of the story and R¡m¡ya¸a in the style of Jayadeva‟s GG. 

 

 

 

********* 

                                                           
7
 R¡m¡À¶apadi by R¡makavi, Translated into English by Svaminatha Ëtreya, Srinivasa Publishers, 

Bangalore, 2002, p.26 
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CHAPTER-V 

BHARATANËÙYAM CHOREOGRAPHY OF SELECTED 

SLOKAS AND AâÙAPADÌS OF RËMËâÙAPADÌ AND 

SIVËâÙAPADÌ 

RP and SP are composed as adaptable to the theatrical art forms of 

n¤tta, n¤tya and n¡¶ya. What is meant by n¤tta is pure dance (movements by 

limbs), n¤tya is acting and n¡¶ya is the performance of a story on stage either 

by n¤tta or n¤tya.  Bharathan¡¶yam, the unique dance form in South India, 

contains all these aspects harmonized in an aesthetic way. Selected  álokas and  

AÀ¶apad¢s of RP and SP  are choreographed on the basis of the rules 

prescribed in the fundamental text called AD, as part of the study for Ph.D.  It 

is first time, as present researcher knows, that portions of RP and SP  are 

choreographed in Bharathan¡¶yam. 

Choreography of R¡m¡À¶apad¢ 

RP  begins with first six padas as Ma´gala, which is in the N¡¶¶ar¡ga 

and Khandacaput¡la. These padas are choreographed in both n¤tta and n¤tya 

form. The introductory benediction in RP is as same as in all other classical 

forms, (like Purapp¡¶u in Kathakali, Cholke¶¶u in Mohiniy¡¶¶om, PuÀpaµjali 

in Kuchipu¶i, Ganapathistuti in YaÀag¡na, Al¡rippu or Kou¶¶uvam in 

Bharatan¡¶yam). In the part „J¡nakidayita‟, á¤´gara is the sentiment. In the 

part of „Jagatrayamahita‟, Bhakti is the Bh¡va. In the stanza 

„Divyagu¸abarita‟, and „Jayadevavinuta‟, V¢ra is the Bh¡va and in the 
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addressing words „Jaya jaya‟ in all places Bhakthi is the Bh¡va. It is stated 

thus in T¡´davalaksa¸am. 

Devastuty¡s¤ayak¤tam 

Yada´gam tu bavedataÅ
1
 

This means that the gestures of Abhinaya should be visualized in praise 

of Gods and Goddesses. This should be followed whenever one does the 

choreography and it is followed here also in choreography.   

There are six stanzas in Tho¶ayama´galam in RP which comes before 

the 1
st
 pada in the text. These are composed based on N¤tta (Pure dance), 

N¤ttya (abhinaya aspects and mudr¡s) and N¡¶ya.  It begins with Padac¡ri. The 

music composition is in the N¡¶¶ar¡ga and Khandac¡put¡la. The orchestration 

includes vocal, M¤dangam, ár£ti (Thamburu), Nattuv¡´gam and Flute which 

are used for classical dance forms. Mudras, C¡ris, Gatis and postures are taken 

from the basic text AD.  There are some ¿lok¡s in the introductory   part, 

among which two ¿lok¡s   are composed based on N¤ttya aspects and the 

others are presented in N¤tta aspects.   

 After that, among the twenty-four AÀ¶apad¢s of RP, the first AÀ¶apadi  

is also taken for choreography. It is performed on stage with the help of 

orchestra which consists of áruthi, Vocal, M¤dangam, Flute and 

Na¶¶uv¡ngam. The Ma´gala “Jaya J¡nakidyita” is choreographed according 

to both n¤¶¶a and n¤tya. The choreography of n¤tta is based on steps whereas 

choreography of n¤tya gives importance to Mudra, acting, C¡ri and rasa. 

                                                           

1
 T¡¸a·andavalakÀa¸am, ed. Vedabandu, Dept. of Cultural Publications, Govt. of Kerala, Trivandrum, 

1997, p.409. 
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Among the six stanzas of this ma´galaÀ¶apadi, three is choreographed 

according to n¤tta and the others according to n¤tya. This choreography which 

is in the N¡¶¶ar¡ga and the Khandach¡put¡½am, is equivalent to Al¡rippu of 

Bharathan¡¶ya, Cholke¶¶u of Mohiniy¡¶¶am, PuÀp¡µjali of Kuchipu¶i and 

Tho¶ayam of  Kathakali.  The performance, which is similar to an introductory 

benediction, requires the time span of only five minutes. Bhakti and Uts¡ha are 

the St¡yis and V¡tsalya is the Saµc¡r¢.   

 The second part, which is composed is the choreography of the entire 

first AÀ¶apad¢ of RP. The first couplet of the AÀ¶apad¢ contains the idea that 

S¤i R¡machandran who has born in the S£rya dynasty is the greatest  Lord of 

the Universe.  He is also pictured as the one who is born to eradicate  every sin 

on the earth. This is composed using the S£ryakula gesture which includes 

four single hand gestures and seven double hand gestures, postures such as 

Swastikam, Samap¡dam, P¡dac¡ri and Arama¸dalam in the r¡ga SowraÀtram 

according to the Ëdi t¡lam, based on N¤tta and N¤tya. áoka is the Sth¡y¢  and 

Vismaya is the Saµc¡r¢. 

 The second couplet signifies, the idea that “there is the stream of 

kindness in your (R¡ma‟s)  heart for helping the other  dev¡s. You (R¡ma) are 

the moon raising from the milky ocean, Da¿arata.” The couplet is 

choreographed with required Mudras and C¡ris, along with V¢rarasa and 

S¡ttvik¡bhinaya. The r¡gam is Bowli and t¡lam is Ëdi. Vismaya is the Sth¡y¢ 

and Utkha·a is the Saµc¡r¢. 
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 The meaning of the third couplet is that “You protected the sacrificial 

fire of Kau¿ika. You brought out the lady of Îsi (Sage Goutama) unscathed. 

You were brave enough to break down the bow of Lord áiva which destroyed 

the demons of the three cities”. Roudrarasa is used for the part of the episode 

of burning of Tripura, while á¡ntarasa is used to favour the appearance and 

expression of sage Kou¿ika. Appropriate mudras and c¡ris are used for every 

padam. The music of the couplet is in Kedarar¡gam and Ëadit¡lam. áoka is 

the Sth¡y¢ and Gl¡ni is the Saµc¡r¢. 

 The fourth couplet depicts the episode of alleviating of Para¿ur¡ma‟s 

rage, his affection towards Da¿arata and the breaking of Trayambaka bow by 

R¡ma. It is described there that R¡ma “Bursted the glory of Para¿ur¡ma, 

honoured the dictates of Da¿arata and killed the herd of demons led by Khara”. 

N¡¶ya is also included along with N¤tta and N¤tya in portraying these 

episodes. The three stories are choreographed with proper Mudr¡s, C¡ris, 

acting and steps. The composition with the rasas such as V¢ram, Rowdram and 

Karu¸am done in N¡¶¶akuriµjir¡gi R¡gam and Ëdi t¡lam.  Raudra is the 

Sth¡y¢ and Mada is the Saµc¡r¢.  

 The fifth couplet depicts the S¤´g¡ra movements of S¢t¡ to attract the 

golden deer, her  anger in not getting the deer and the alliance of Sr¢r¡ma with 

the Sugr¢va, the son of S£rya. The choreography focuses on acting which 

includes á¤´g¡ra rasa, rage of woman and fondness to the golden deer along 

with different Mudras and C¡r¢s. The music is in A¶h¡¸ar¡gam and Ëdit¡lam. 

Rati is the Sth¡y¢ and Nirveda is the Saµc¡r¢.  



 

 

136 

 The sixth couplet of first AÀ¶apadi of RP depicts the stupefying of the 

sea with the Varu¸¡st¤am by R¡ma, separation of S¢t¡  from R¡ma and  failure 

of R¡va¸a in the war with R¡ma along with his brothers and sons. It is 

composed with the appropriate Mudras and C¡r¢s. Virahotka¸¶hit¡ n¡yik¡ in 

the AÀ¶an¡yik¡s is suitably adopted for S¢t¡ in this couplet. The couplet which 

includes Rasas such as Karu¸am, Bhay¡nakam and Roudram is composed in 

the R¢thigoular¡gam and Ëdi t¡lam. Uts¡ha is the Sth¡y¢ and Gl¡ni is the 

Saµc¡r¢.  

 The seventh couplet portrays the joy of S¢t¡ on the  reunion with R¡ma. 

He being euologised by Brahm¡ and Dev¡s, reigned the kingdom of Raghu for 

a long time. N¡¶ya is used to choreograph the story part along with N¤tta and 

N¤tya. Rasas such as V¢ram, Bhay¡¸akam and B¢bhatsam are used  in this 

couplet. It is composed in Suru¶¶i r¡gam and Ëdi T¡lam. Rati is the Sth¡y¢ 

and Nirveda is the Saµc¡r¢.  

 The last and eighth aÀ¶apad¢ reflects the mastery of words of the Baktha 

poet, R¡makavi. R¡makavi is extolling the auspicious life of R¡ma. The 

composition gives importance to N¤tya (Abhinaya and Mudra) rather than 

N¤tta and N¡¶ya. The devotees observe the events from the birth of S¤ir¡ma to 

his reaching the abode in heaven with pleasure and prosperity. The 

choreography which is done with different p¡dac¡ris, mixed with double hand 

gestures and single hand gestures gives importance to V¢ra rasam. Uts¡ha is 

the Sth¡y¢ and Utka¸¶h¡ is the Saµc¡r¢. It is depicted in N¡gaswar¡val¢ r¡gam 

and Ëdi T¡lam. The part of the text choreographed is given here with the 
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details of Mudr¡s and postures used in acting of each word. The meaning of 

the context in English is also given.     

R¡maÀ¶apad¢– Ma´agala stanzas 

1
st
 Stanza 

 Jaya j¡nakidayita jayajagatrayamahita 

 jaya divyagu¸abharita jayadevavinuta 

The following eight stanzas of Mangala are choreographed in 

Bharatan¡¶yam style in N¡¶¶ar¡ga and Ëdi T¡la. They have been 

choreographed  in Bharatan¡¶yam style from RP.  Among these, first two are 

choreographed with Mudras  and Abhinayas  etc. on the following way and the 

other six are sung from behind and presented in the N¤tta style without Mudras 

and the movements of limbs.   

WORD MEANING MUDRAS POSTURES 

Jaya Be Victorious Both hands PK SP 

J¡nak¢ S¢t¡  Right Hand KP 

Left Hand PK 

(Downward) 

SW 

Dayita Husband Right hand HM 

Left hand SK 

PR 

Jaya Be Victorious Right hand 

MS(upward) 

Left hand DO 

Samapada 

Jayatraya 

Mahita 

Adorned by 

three world   

Both hands PK 

MS upwards 

AM Right leg front 

and left leg back SP 
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Divya gu¸a 

bharita 

One who is 

endowed with 

divine qualities 

Both hands AP PC to backward 

Jayadeva 

Vinuta 

One who is 

praised by the 

great poet 

Jayadeva 

Both hands SK 

(Bramana mudra) 

Right hand HM 

and Left hand PK 

SP  

MM 

Jaya Jaya Be Victorious 
Both hands PK 

(Blessings to all) 
PC to Backward 

 

II AÀ¶apadi Stanza 

Jaya yogijanasukrta jaya sur¡suravinuta  

Jaya Bhaktahitasahita jaya nityasuhita 

WORDS MEANING MUDRAS POSTURES 

Jaya Be victorious Both hands PK SP 

Yogi Saint  Right hand HM 

Left hand  PK 

SW 

 

Jana People Both hands 

Kuzhika PK 

SP 

Suk¤ta Benevalent  Right hand MK 

Left hand  AP 

AM 

Sur¡sura Gods and 

Demons 

Both hands TP PR 

Vinuta  Being worshipped  KK SP 
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Bhakta Devotee Both hands  CR SP 

Hita  Ambitions Both hands HM PC 

Sahita Bestow   Both Hands KK SP 

Nitya Daily Both hands HM SP 

Suhita Divine Both hands MK EK 

1
st
 AÀ¶apad¢  -  first four lines  ár¢mati S£ryakule…… 

 Word Meaning 

Mudras 

Posture Right 

Hand 

Left  

Hand 

S¤imati With good fortune PK PK SP 

S£rya Sun MM MM SP 

Kule Race PK PK PR 

AkaroÅ Appeared PK DL PC 

Avat¡ram Birth SS PK PC 

Prapayitum To bring  HS HS SP 

Bhuvana The World SU DL SP 

Bharam Sadness CR CR MM 

R¡gahava Sri R¡ma KP SR AM 

Dh¤ta Assumed  PK PK PC 

Manuja Beautiful  SR AP SP 

áar¢ra Body CR CR SP 

1
st
   AÀ¶apad¢  - 2

nd
 two lines Suraga¸as¡hyavidhav...... 

Suraga¸a Devas TR TR PR 

S¡hya 
To help KR KR KR 

Vidhau 

Karu¸arasa 

S¡ndra 

Full of the sympathy CR 

TR 

CR 

TR 

PC 

PC 

Da¿aratha King Da¿aradah TR TR SP 

Dugdha Milk AR DL SW 

Payonidhi Ocean HS HS BR 

Candra Moon AI AI SW 
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1
st
   AÀ¶apad¢  -Third two lines Kaujikamakhap¡la…… 

Kou¿ika Vi¿¡mitra SR DL SP 

Makhap¡la Protector of sacrifice HS HS PC 

Bh¡vita To respect PK MS AI 

Munid¡ra Wife of the Sage AP MK SW 

Purahara áiva TR MS PC 

Karmuka Bow SR SR SW 

Banjana To cut it PK PK PC 

Dh¢ra Brave MS MS SP 

I
st 

 AÀ¶apad¢ - fourth Two lines  Bh¡rgavagarvahara..… 

Bh¡ragava Parasuram AR SK SW 

Garvahara Destructor of the 

Pride 

MS MS PR 

P¡lita 

Pit¤vacana 

To obey his father‟s 

words 
CR DL SW 

Kharan Demon Khara  SK SK PR 

1
st
  AÀ¶apad¢  - 5

th
 two lines  Vidalitakanakam¤ga ….. 

Vidalita Killed  PK DI MM 

Kanakam¤ga Golden Deer   SM DI BR 

Galita Lost PK  SW 

Vadh£ Soukhya Hapiness with Sita KP PK SW 

Dinakara Suta Sun AI SI MM 

Vara Sakhya Friendship KR KR SP 

1
st
   AÀ¶apad¢ - 6

th
 two lines Sthambhita…… 

Sthambhita To Stop PK PK SM 

V¡rinidhe Ocean PK PK PC 

S¢t¡ S¢t¡ KP PK SW 

Sotkan¶ha Excitement SI MS PR 

Ra¸a War KP KP AI 

Hata To kill PK DI PC 

S¡nuja  Suta  Brothers & son   PK SR SW 

Da¿akan¶ha R¡va¸a SK SK PR 
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1
st
  AÀ¶apad¢ - 7

th
  two lines Bh£misut¡rama¸a  ……. 

Bh£misut¡rama¸a Beloved of S¢t¡ KP PK SW 

Vidhimukha Worshiped by 

Brahma and other 

HS MR SW 

Surap£jya Dev¡s TR TR SW 

Cira  Long time PK PK PC 

Parip¡lita Protector  PK PK PC 

Reghukula Kingdom of the race 

of Reghu  

SR PK SW 

Rajy Country MS MS SP 

1
st
  AÀ¶apad¢  8

th
 two lines  Iti tava r¡makavau 

Iti Like wise PK PK MM 

R¡makavau  Poet Rama  SK TR SW 

Tava  Yours  SU PK PR 

Kathayati  Narrating  PK HS SW 

áubhacharitam Glorious story HS HS PR 

Kuru Please  do PK PK SP 

H¤dayam Heart KM PK SP 

Sadayam With compassion   HS HS PC 

Sukha bharitam Fill with  joy AI AI MM 

 

Choreography of áivaÀ¶apad¢ 

 The three introductory ¿lokas from the beginning and first AÀ¶apad¢s of 

SP are being taken here for choreography in Bharatan¡¶yam style. The first 

AÀ¶apadi constitutes the first Sarga of the text.  The Sarga begins with five 

introductory álokas praising the gods, Ga¸apati, Saraswathi, Lord áiva and 

Goddess P¡rvat¢ in four álokas.  After this, in the fifth ¿½oka, the purpose of 

composing SP  is explained.  The first AÀ¶apad¢ contains eleven Padas and 

each Pada praises áiva  and P¡rvat¢ in different ways. 
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 Among the five introductory verses in the beginning, three praising 

Ga¸apati, Saraswati and P¡rvat¢ are only taken here for choreography. The 

three álokas of the five introductory verses taken for choreography are the 

following. 

In the first áloka choreographed Lord, Ga¸apati is praised „Lord! 

remover of all obstacles! Beloved son of áiva! remover of sufferings of 

worshippers!  You please reside in the middle of my lotus-heart in the shining 

gem studded seat‟.  

Mudras and Postures  accepted  for Choreography of this áloka are 

given below. R¡ga is used here along with R¡gamalika Ëdit¡la. 

1
st
 áloka choreographed. 

 Sakala vighna nivartaka ¿ankarapriyasuta pranat¡rtihara prabho ! 

 mama h¤dambhujamadhyalasanma¸¢racitama¸·apav¡sarato bhava 

Words/Padas Meaning Mudras Body Postures 

Sakala All  PK in both hands GD 

Vighna Obstacles  PK in right hand SP 

Nivartaka To destroy  
PK  in right hand in  front of  

chest 
SP 

áa¸kara Lord áiva SM in left and TP  in right 
Legs in PR 

backwards 

Priya Loving  Both hands MK to AP SP 

Suta Son Both hands MS SP 
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Pranart¡rti 

Sorrows of 

devotees  

Both hands  CR in front of 

chest 
MM 

Hara destroyer 
Both hands from the top to the 

sides 
MM 

Prabho O! Lord! 
Right hand PK from the side  

to the front  moving forward 
SP 

Mama My   
Right hand  PK  touching the 

chest 
SP 

H¤d  Mind 
Right hand KM in chest front 

touching 
SP 

Ambuja Lotus Both hands AP joined together AY 

Madhya In the Middle Both hands PK  SP 

Lasan Shining 

Both hands MK to AP from 

the left side to front moving 

one step front 

SP 

Maniracita 

Made of 

Gems and 

Pearls 

Both hands KM SP 

Ma¸·apa  Seat Left hand AP right had SU SW 

V¡sarato 
Delighted for 

dwelling  

Both hands PK in front of 

chest 
SP 

Bhava Be with us  Left hand AP right hand PK MM 

Here the sentiment is  Bhakti as sth¡y¢, Raudra and Vatsalya are Saµc¡r¢s. 

This ¿loka is choreographed as Ekah¡rya. 
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In the  second  áloka choreographed,  Godess Saraswathy is praised: 

 Vidhivadanasaroj¡v¡sam¡dhv¢kadh¡r¡- 

 Vividhanigamav¤ndast£yam¡n¡pad¡n¡ | 

 samasamyavir¡jaccandrako¶iprak¡¿¡ 

 mama vadanasaroje  ¿¡rad¡ samnidhatt¡m  || 

Words/Padas Meaning Mudras Body Postures 

Vidhi Brahma Left hand CR, right hand HM SW 

Vadana Face 
Right hand  AP in front of the 

face showing it 

SP taking one step in 

front 

Saroja Lotus Both hands AP, chest front AM with AY posture 

Avasam Resides Left hand AP right KP  MM 

Madhvik¡ 

Dh¡r¡ 

Flow of 

nectar 

Right hand AR shaking and 

moving to the right 

PR to the right corner 

Vividha Many 
Both hands PK 

 

SP 

Nigam 
Vedic 

ideals  

Right hand MK in front of 

forehead, left hand AP in front 

of chest 

SP 

V¤nda Group KM SP with PC 

St£yam¡na Praising Trilinga mudra SP 

Apad¡n¡ Glory 
Both hands PK showing 

upwards 
PR back wards 

Samasamaya 
 At the 

same time 

Right hand HS moving 

downwards 

SP moving one step 

front 

Vir¡jat sparkling Right hand AP moving front PC 

Candrako¶i 

Prak¡¿¡ 

Lighty 

Crore of 

Moon 

Left AP right SU in circle PC 
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Mama Mine  
Both hands PK circling round 

the head 
PC Backward 

Vadana 

Saroje 
Lotus face 

Left  HP with AP moving 

forward showing he face 
PC one step front 

áarad¡  
Goddess 

Saraswathi 

Both hands  KP left hand 

stretching up 
PR 

Sannidatt¡m Resides Both hands PK face to face MM 

Here S¡rada or Saraswati is described as the stream or flow of nectar 

that is found in lotus face of Brahma.  Different groups of Gods are singing the 

glory of ád¡rad¡.  Here Bhakti is the Sth¡y¢ as well as the Saµc¡r¢. 

In the third áloka choreographed, Goddess P¡rvat¢ and God áiva are praised; 

áarv¡¸i parvatakum¡ri ¿ara¸yap¡de 

nirv¡pay¡smadaghasantatimantar¡y¡m  

ich¡mi pa´guriva g¡´gajal¡v¡gaha- 

mich¡mim¡m kalayitum ¿ivag¢tim¡l¡m  

 This ¿loka is the 4
th

 in the text. But this is choreographed as the 3
rd

 

álokas. Both áiva and P¡rvat¢ are eulogized in this verse. Here Bhakti is the 

Sth¡y¢ as well as the Saµc¡r¢. 
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Words/Padas Meaning Mudras Body Postures 

áarv¡¸i 
The consort of  

áiva 

Both hands AC in the sides  

one upwards  one  down 

wards 

MM 

Parvatakum¡ri 

P¡rvat¢ 

daughter of 

mountain  

Both hands AP moving 

right  to left 
PR 

áar¸yap¡de 

Whose feet 

are always 

refuge to 

devotes 

Both hands PK moving 

from the top to  foot  then  

CR 

SP continuing to 

MM 

Nirvap¡ya Please destroy 
Both hands PK moving 

sideways from the top 
SP 

Asmad Agha 

Santatim 

The cluster of 

sins of  all of 

us 

Both hands PK near the ears AM to SP 

Antayaram Obstacles Both hands PK SP with Jump 

Ic¡mi I desire 
right hand PK in front of 

chest then  KM 
SP with  PC 

Pa´kuriva Like disabled  
Right hand SU from top to 

bottom showing thin 
MM 

G¡´gajal¡vag¡ham 

To take bath 

in the flow of 

G¡´ga 

Both hands PK from left  

top  to right bottom 
PM to the right 
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Ich¡m Im¡m This  desire 
Both hands PK in front of 

chest then  KM 
SP continues of PC 

Kalayithum To fulfill  
Left hand PK right hand 

hamsa PK to show writing 
SP 

áivag¢tim¡l¡m 

Lyrics of the 

poem 

áivaÀ¶apadi 

Glorifying 

Lord 

áiva 

Left SM right TP PR 

 

Choreography of first AÀ¶apad¢ of SP. 

First three lines -Ëdit¡la, Ked¡ra r¡ga. Kanaka… 

Bhakthi is the Sth¡yi,  Karu¸a is the Saµc¡r¢.  

 

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Kanaka Gold HS PK SP 

Sabh¡ Hall  MS MS PC 

Sadane Living place  SU AL PR 

Vadane The Face AL - SW 

Darah¡sam With the  gentle smile AL AL SW 

Na¶asi You are dancing TR TR PC 

Vidh¡ya Doing  PK PK SW 
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Sudh¡kara 

Bh¡sam 
The brilliance of m£n PK 

PK 

upwards 
PC 

áa´kara ! The great Mah¡deva ! TR MR GR 

Dh¤ta 

T¡pasar£pa 
Who is disguised as sage HS HS SW 

Jaya Be victories PK 
PK 

upwards 
PC 

Bhavat¡pahara 
who is the distruster of 

all sorrows of the world 
PK PK  MS MM 

Second three lines   - Ëdit¡la,  Bhauli r¡ga: Jaladhi Mathana… 

Adbhuta is the Sth¡yi, Nirveda is the Saµc¡r¢.  

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Jaladhi Mathana  Churning of the ocean  PK  KP PK  KP BR  PC 

Samaye In the time of  HS DI SP 

Garal¡na áailam 
The mountain with the 

fire of poison. 
AR DL SP 

Vahasi You bear  MS MS BR 

Galastham Situated in the throat KM  KM SP 

Uditvarak¢lam 
The blazing fierce 

poison  
TR TR AM 

áankara !  áiva ! SR PK MM 

Dh¤ta 

N¢lagal¡khya 

Oh ! áankara with the 

name N¢lakantha  
KM HS KM PR 
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Third three lines - Ëdit¡la, Bh£p¡la r¡ga:Vidhuraviratha cara¸e… 

áoka is the Sth¡yi,  Uts¡ha is the Saµc¡r¢ 

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Vidhuraviratha 

Cara¸e  

Even moon God and 

Sun god postrate 

before you 

AL   AL HS PC 

Nivasannavanirate 
Who lives in the 

earthy place 
PK PK SM 

Puram IÀu¸a 
The Fort of Tripur¡s 

with arrows 
TR TR PC 

H¤tv¡n  You destroyed KM KM MM 

Iha Yodhe Here in the battle MS MS PR and PC 

 

Fourth three lines - Ëdit¡la, Saur¡stra r¡ga: Ku¿uma¿r¡sakaram… 

Rati is the Sth¡yi,  Nirveda  is the Saµc¡r¢ 

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Ku¿uma¿r¡sakaram 

One who have the 

bow decorated with 

flowers  

KM KM PC 

Purato Vicarantam Walking forward  PK PK PC 

Giri¿a ! Oh ! Siva ! PK SM PR 

Nihimsita v¡naciram 

tam 

You destroyed him 

soon.  
PK - MM 
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Madan¡ri pad¡khya  

áa´kara 

Who got the name 

the destroyer of 

K¡madeva. 

 Oh! áiva 

KM SK and PK PC and MM 

 

Fifth  three lines - Ëdit¡la, Devag¡ndh¡r¢ r¡ga: Va¶atarutalamahite… 

Bhakthi is the Sth¡y¢,  Vismaya  is the Saµc¡r¢.  

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Va¶atarutalamahite 
On the top of the big 

tree  
KM KM MM 

Nivasanma¸ip¢¶he  

Who dwells like on 

the platform made 

of gems  

CR CR MM 

Di¿asi You instruct  PK PK PC 

Par¡tmakal¡matig¡·he   

áa´kara Dh¤thamauna 

Gabh¢ra 

The truth of the 

supreme super soul. 

Which is so 

difficult. Oh 

áa´kara always 

taciturn  and serious  

MK MK MM 
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Sixth three lines -Ëdit¡la, N¡¶¶akuriµi r¡ga: Jalanidi Setuta¶e… 

Uts¡ha  is the Sth¡y¢ ,  Gl¡ni is the Saµc¡r¢.  

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Jalanidhi Setuta¶e On the sea shore HS HS SP 

Janap¡vanayogye 

A place where people  

gets salvation or where 

their sins are 

eliminated   

PK PS PR 

Raghukala Tilaka 

The place which is 

shining with the glory 

of Rama, the tilaka of 

Reghu race 

PK PK SW 

Ya¿aÅpravibh¡ge 

áa´kararaghur¡ma

mahe¿a 

Mahe¿wara Lord áiva 

Oh! áa´kara Lord of 

Raghus 

KM PK TR  PK PC SW 

 

Seventh  three lines -Ëdit¡la, Ad¡¸a r¡ga: Tanubhrdavanak¤te… 

Bhakthi   is the Sth¡y¢ ,  Uts¡ha  is the Saµc¡r¢.  

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Tanubhrdavanak¤te 

The place which 

protects all human 

beings 

PK PK PR 

Varak¡¿¢nagare 
The Sacred land of 

K¡¿¢ 
PK  PK SW and PC 
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T¡rakam 
The mantra t¡raka or 

that saves from death  
SK  KP SW 

Upadi¿asi 
That is being 

instructed  
Trilinga HS PC 

Sthalas¡re In such  ideal place PK PK SP 

Sankara ! áiva Oh ! áiva ! PK PK MM 

Vi¿wamahe¿a 
The supreme Lord of 

the Universe 
MK SM PC 

Eight three lines -Ëdit¡la, R¢t¢gaula r¡ga: Nigamarasalatale… 

Rati is the Sth¡y¢ ,  Nirveda  is the Saµc¡r¢.  

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Nigamarasalatale 
Where Vedas in the 

form of mango trees 
CR HS SW 

Niravadhibodhagha

na ! 

Bestow  unlimited 

knowledge of truth.   
PK PK upward PC and PR 

Sri K¡makÀ¢ 

Kucakala¿a¸ka¸a 

God áiva whose breast 

is marked with the 

breasts of Dev¢ 

PK 

upward 

SR 

PK 

downward 

SR 

MM 

áankara ! Oh !  Gld áiva ! TR MS PR 

Sahak¡ra mahe¿a 
Victory  to the remover 

of sufferings 
PK PK PC 
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Ninth three lines - Ëdit¡la, P£rvikaly¡¸¢ r¡ga: Kachapatamuhari¸¡… 

H¡sa is the Sth¡y¢ ,  Bhay¡naka   is the Saµc¡r¢. 

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Kachapatanuhari¸¡ 
God ViÀ¸u in the 

guise of Tortoise 
KM - MM 

Nistulabhaktiyuj¡ 
Ever worshipped 

with great devotion  
MK MK AM 

Santatap£jita 
God being always 

adored 
KP - SM 

Cara¸a Saroja 

áa´kara áiva 

Lotus feet, who 

áa´kara áiva  
AL TR AL TR MM SP 

Kachapa Linga Devine Tortoise  KR  MM 

 

Tenth  three lines - Ëdit¡la, á¡ra´ga r¡ga: áa´karavaraguru¸¡… 

Bhakthi   is the Sth¡yi,  Karu¸a  is the Saµc¡r¢. 

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

áa´karavaraguru¸¡ 
By the great teacher  

áa´kara 
TR SM PR 

Parap£jitap¡da 
Feet being 

worshipped 
AM KP SP 

Kaµc¢pure In Kanchipuram AL SU PR 

Viv¤¡khilaveda Unveiled all Vedas PK PK PC 

áa´kara Oh ! áa´kara CR HS SW 

ár¢vidhumauli Moon on the head TR TR SM 

Mahe¿a áiva KP KM SW 
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Eleventh  three lines - Ëdit¡la, R¡ga N¡daswaravali -Bhakti Sth¡y¢: 

ár¢vidhumauliyate… 

Bhakthi is the Sth¡y¢,  Karu¸a  is the Saµc¡r¢.  

Words/Padas Meaning Right 

Hand 

Left hand Body 

Postures 

Sr¢ Adored by Lekshmi KP KP SW 

Vidhumauliyate  
áiva with moon on the 

head 
KK PK SW 

Sr¸u Listen CR CR SP 

Karu¸a Karu¸a CR CR AM 

Abara¸a Ornament KM  KM   PR 

Akhilas¡ram All essence PK PK PR 

áankar¡ru¸a¿aila 

mahe¿a 

áiva, the head of gods 

presiding in the 

mountain with reddish 

colour 

KP KM SW 

 

In SP the statement “Jaya bhavatap¡hare Mah¡deva”  is given at the 

end of each lines. It is presented in the choreography with Mudr¡s and 

P¡dac¡r¢ in  each. 

 

********* 
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CONCLUSION 

 

 

 

 

 

 

 

 

 

 



CHAPTER VI 

CONCLUSION 

 

The foregoing chapters discuss the various aspects of AÀ¶apad¢ 

presentation in different dance forms of India like Kathakali and K¤À¸an¡¶¶am 

and in the dance recitals like Bharathan¡¶yam, Mohiniy¡¶¶am, Kuchipu¶i and 

Manipuri.  The impact of AÀ¶apad¢ of Jayadeva in the different music 

traditions of Indian is also discussed in details in the thesis.  

After the emergence of GG, the work has influenced almost all art 

forms of India in later times like dance, music, drama, painting, sculpture and 

iconography.  The emotional fervor of the work, the deep experience of the 

divine love of R¡dha and K¤À¸a, the structure of composition of the work in 

¿loka and pad¡s, attractive rhythmic pattern of the composition, beautiful 

images of R¡dh¡, K¤À¸a and gop¢s portrayed in the poem etc.. are its unique 

features by which it became a model in all sense  for all art forms of India in 

later times.  It is because of these unique characteristics of GG that about 

twenty-four works in Sanskrit were written later on the model of GG.  Many of 

them deal with the life and teachings or the life and the sports of various other 

deities like R¡ma and áiva.  Some of them has been attended and discussed by 

scholars, musicians, and artists and they have been very much used for new 

musical concerts and dance recitals.  However, many of them remain 

unattended and undiscussed.  In the same way, in the regional literature and 

language also many works have emerged based on GG.  Many regional art 

forms had also their origin and development in various parts of India based on 
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GG.  These aspects of the influence of GG after its emergence in Sanskrit and 

regional languages as well as in the art forms of pan Indian status and regional 

origin, are yet to be discussed and subjected to further study and research. 

Among the numerous works that were written in Sanskrit after GG, two, 

RP by R¡ma kavi and SP of Chandrasekhara Yati are taken in the thesis for 

study and for choreography in Bharathan¡¶yam style. Selected álokas and 

AÀ¶apadis of these works only are taken  here for choreography  for about 

forty five minutes,  both inclusive.  This choreography is a new attempt in the 

field and the audio / video CD of the same is submitted along with the thesis.  

As these two works are available only as local editions and copies of them are 

rarely available, the text of both of them in n¡gar¢ script is given in the thesis 

as appendices.   

New Findings of the Thesis 

1. A study of the Sanskrit Stotras adopted in classical music and dance 

recitals in general is given in the study.  

2. Musical aspects and their peculiarities of GG are studied in detail. 

3. The impact of GG in the classical dance forms of India is studied in 

detail. 

4. The author, date and content of RP and SP are studied and presented 

separately. 

5. Bharatan¡¶yam choreography of selected álokas and Pad¡s of these 

two AÀ¶apadis are done for the first time and presented as audio/ 

video CD along with the thesis. The details of the choreography like 
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Mudras, T¡las, R¡gas, and Sth¡y¢ and Saµc¡r¢ adopted for the 

choreography are given  in separate chapter in the thesis. 

6. The full texts of RP and SP in Devan¡gar¢ script are given in thesis 

as appendices. 

7. The photos of the Mudras used for choreography are given as 

appendic. 

8. The photos of Navasaras in Bharatan¡¶yam recital are given as 

appendix. 

9. The photos of different scenes of AÀtapad¢ presented in various 

dance forms of India are given as appendix. 

10. Similar choreography of other portions or scenes of these two works 

and other AÀ¶apad¢s in Sanskrit can also be done by interested 

artists pursuing study and research in the field.  

 

 

 

 

 

********* 
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Appendix- I 

®úÉ¨ÉEòÊ´ÉEÞòiÉÉ ®úÉ¨ÉÉ¹]õ{ÉnùÒ 

¨ÉRÂóMÉ±ÉÉSÉ®úhÉ¨ÉÂ 

nùÉäbÂ÷b÷ªÉ¨ÉRÂóMÉ±É¨ÉÂ 

(xÉÉ]õ®úÉMÉähÉ JÉhb÷SÉÉ{ÉÖiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

VÉªÉ VÉÉxÉEòÒnùÊªÉiÉ! VÉªÉ VÉMÉkjÉªÉ¨ÉÊ½þiÉ! 

VÉªÉ Ênù´ªÉMÉÖhÉ¦ÉÊ®úiÉ! VÉªÉnäù́ ÉÊ´ÉxÉÖiÉ! VÉªÉ VÉªÉ** 1** 

VÉªÉ ªÉÉäÊMÉVÉxÉºÉÖEÞòiÉ! VÉªÉ ºÉÖ®úÉºÉÖ®úÊ´ÉxÉÖiÉ! 

VÉªÉ ¦ÉHòÊ½þiÉºÉÊ½þiÉ! VÉªÉ ÊxÉiªÉºÉÖÊ½þiÉ! VÉªÉ VÉªÉ** 2** 

xÉ´ÉxÉÒiÉ¨ÉÞnÖù¶ÉÒ±É! xÉiÉVÉxÉÉ´É±ÉÉä±É! 

EòÊ´ÉVÉxÉä¹´ÉxÉÖEÚò±É! Eò¯ûhÉÉ±É´ÉÉ±É! VÉªÉ VÉªÉ** 3** 

¦ÉÖ´ÉxÉ¦ÉÚ¯û½þ¨ÉÚ±É! {ÉÖhªÉEòÒÌiÉÊ´É¶ÉÉ±É! 

EÖò´É±ÉªÉÉänù®úxÉÒ±É! EÖò½þxÉÉxÉÞ{ÉÉ±É! VÉªÉ VÉªÉ** 4** 

Eò®úEòÊ±ÉiÉ¶É®úSÉÉ{É! Eò¨ÉxÉÒªÉiÉ®ú°ü{É! 

{ÉÊ®ú¾þiÉÉxÉiÉiÉÉ{É! {ÉÉÊ½þ ºÉÖnÖù®úÉ{É! VÉªÉ VÉªÉ** 5** 

iÉ®úÊhÉºÉxiÉÊiÉnùÒ{É! iÉÉiÉ! ®úÉPÉ´É! ¦ÉÚ¨É 

Ê´É®úÊSÉiÉÉÊ®úÊ´É±ÉÉä{É! Ê´ÉiÉiÉ|ÉiÉÉ{É! VÉªÉ VÉªÉ** 6** 
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(+É®úÊ¦É®úÉMÉähÉ +]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

®úÉ¨É! {ÉÉÊ½þ ®ú¨ÉÉ¨ÉxÉÉä½þ®ú ®úÉ¨É®úÉVÉ! nùªÉÉÊxÉvÉä 

EòÉÊ¨ÉiÉÉÊ¨ÉiÉnùÉxÉEò±{ÉEò EòÉiÉ®úÒEÞòiÉ´ÉÉÊ®úvÉä! ®úÉ¨É {ÉÉÊ½þ** 1** 

+ÉMÉ¨ÉÉxiÉÊxÉEÖò\VÉEÖò\VÉ®!ú ªÉÉäÊMÉÊºÉÊrùÊ´ÉvÉÉªÉEò! 

xÉÉMÉ®úÉVÉºÉ¨ÉÉxÉnùÉäªÉÖÇMÉ! xÉÉlÉ! ¨ÉÉÆ ®úPÉÖxÉÉªÉEò! ®úÉ¨É! {ÉÉÊ½þ** 2** 

näù´É! näù´É! {ÉÖ®úÉhÉÊSÉx¨ÉªÉnäù½þ! iÉä%ºiÉÖ xÉ¨ÉÉä xÉ¨ÉÉä 

¦ÉÉ´ÉxÉÉ¡ò±ÉnùÉÊªÉxÉä%ÊJÉ±É¦ÉÉ´ÉxÉÉªÉ xÉ¨ÉÉä xÉ¨ÉÉä ®úÉ¨É! {ÉÉÊ½þ** 3** 

(ºÉÉè®úÉ¹]Åõ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

Ê´ÉÊ½þiÉ¦ÉÚ¨ªÉ´ÉxÉÉªÉ ´ÉÒ®úÉÊiÉ´ÉÒ®úÉªÉ 

¨ÉÊ½þiÉº´ÉSÉÊ®úiÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ* 

¨É½þÒ{ÉÊiÉ´Éä¹ÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ 

¨ÉÊ½þ¨ÉÉÊiÉ¶ÉÊªÉiÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ** 1** 

nù¶É®úlÉ¦ÉÉMªÉÉªÉ nùªÉ¨ÉÉxÉ¾þnùªÉÉªÉ 

¨É¶ÉÊEòiÉnù¶ÉÉºªÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ* 

¨É½þÒ{ÉÊiÉ´Éä¹ÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ 

¨ÉÊ½þ¨ÉÉÊiÉ¶ÉÊªÉiÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ** 2** 

Eò\VÉ¦ÉÚÊ´ÉxÉÖiÉÉªÉ Eò±ªÉÉhÉ°ü{ÉÉªÉ 
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¨É\VÉÖ±É´ÉSÉxÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ* 

¨É½þÒ{ÉÊiÉ´Éä¹ÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ 

¨ÉÊ½þ¨ÉÉÊiÉ¶ÉÊªÉiÉÉªÉ ¨ÉRÂóMÉ³ý¨ÉÂ** 3** 

¸ÉÒ®úÉ¨ÉºªÉ EòlÉÉ%¨ÉÞiÉÆ 

º´É®úºÉ¨ÉÉxÉxnùÉÎ¤vÉ±É¤vÉÉänùªÉÆ 

¸ÉÒ®úÉ¨ÉºªÉ Eò´Éä& ®úºÉÉpÇù- 

EòÊ´ÉiÉÉäx¨ÉÒ±Éx¨ÉvÉÖºªÉxnùxÉ¨ÉÂ* 

º´ÉÉnÖù º´ÉÉnÖù {Énäù {Énäù |ÉÊ´É±ÉºÉnÂù- 

¦ÉÊHò|ÉºÉÉnùÉäVV´É±Éä 

¸ÉÒ®úÉ¨ÉÉ¹]õ{ÉnùÒÊiÉ EòÒiÉÇxÉ{É®äú 

EòÉ´ªÉä Ê{É¤ÉäªÉÖ¤ÉÖÇvÉÉ&** 

ªÉÊnù MÉ¦ÉÒ®ú®úPÉÚuù½þºÉnÂùMÉÖhÉä- 

¹´ÉÊiÉiÉ®úÉÆ +´ÉMÉÉ½þ =näù¹ªÉÊiÉ* 

¶ÉÞhÉÖiÉ MÉÉªÉiÉ ®úÉ¨ÉEò´ÉäÊ®ú¨ÉÉÆ 

®úPÉÖ´É®úÉ¹]õ{ÉnùÓ ¦ÉÖÊ´É¦ÉÉ´ÉÖEòÉ&**   

ËEò näù´ÉèÊ®úiÉ®èú& |É{ÉzÉ¦É®úhÉä ºÉxnäù½þEÞòÎnÂù¦ÉxÉÞÇhÉÉÆ 

Ê´ÉxnäùùªÉÆ ªÉÊnù iÉÉxÉÂ Ê´É¨ÉÚfø <ÊiÉ ¨ÉÉÆ 
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ÊxÉxnäùªÉÖ®úÉªÉÉÇ xÉ ÊEò¨ÉÂ* 

ËEò näùªÉÆ ÊEò¨ÉnäùªÉÊ¨ÉiªÉÊ´ÉnÖù®Æú 

iÉä näùÊ½þxÉÉÆ <¹]õnÆù 

´Éxnäù Eò\SÉxÉ ´É\SÉxÉÉ¨ÉÞMÉÊ®ú{ÉÖÆ 

¨ÉxnäùiÉ®ú¸ÉäªÉºÉä**    

´ÉÆ¶Éä VÉx¨É´ÉiÉä ®ú´Éä¨ÉÖÇÊxÉ{ÉiÉä& ªÉYÉÉ´ÉxÉÆ iÉx´ÉiÉä 

¶Éè´ÉÆ ¦É\VÉªÉiÉä vÉxÉÖVÉÇxÉEòVÉÉ{ÉÉÊhÉOÉ½Æþ EÖò´ÉÇiÉä* 

®úÉ¨ÉÉèVÉÉä ½þ®úiÉä ´ÉxÉÆ |ÉSÉ±ÉiÉä xÉHò\SÉ®úÉÊzÉPxÉiÉä 

±ÉRÂóEäò¶ÉÆ VÉªÉiÉä º´É®úÉVªÉ¨É´ÉiÉä ®úÉ¨ÉÉªÉ iÉÖ¦ªÉÆ xÉ¨É&** 

** |ÉlÉ¨ÉÉ¹]õ{ÉnùÒ** 

(|É³ýªÉ{ÉªÉÉäÊvÉVÉ±Éä <ÊiÉ´ÉiÉÂ) 

(¨ÉÉ±É´ÉÒ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

¸ÉÒ¨ÉÊiÉ ºÉÚªÉÇEÖò±Éä +Eò®úÉä& +´ÉiÉÉ®Æú 

|ÉÉ{ÉÊªÉiÉÖÆ ¦ÉÖ´ÉxÉ¨É¦ÉÉ®ú¨ÉÂ 

®úÉPÉ´É vÉÞiÉ¨ÉxÉÖVÉ¶É®úÒ®ú 

VÉªÉ VÉªÉ ®úÉ¨É ½þ®äú** 1** (®úÉPÉ´É¨ÉÂ) 

ºÉÖ®úMÉhÉºÉÉÁÊ´ÉvÉÉè Eò¯ûhÉÉ®úºÉºÉÉxpù 
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nù¶É®úlÉnÖùMvÉ{ÉªÉÉäÊxÉÊvÉSÉxpù** 2** (®úÉPÉ´É) 

EòÉèÊ¶ÉEò¨ÉJÉ{ÉÉ±É ¦ÉÉÊ´ÉiÉ¨ÉÖÊxÉnùÉ®ú 

{ÉÖ®ú½þ®úEòÉ¨ÉÖÇEò¦É\VÉxÉ vÉÒ®ú** 3** (®úÉPÉ´É) 

¦ÉÉMÉÇ´ÉMÉ´ÉÇ½þ®ú {ÉÉÊ±ÉiÉÊ{ÉiÉÞ´ÉSÉxÉ 

Ê´É®úÊSÉiÉJÉ®ú¨ÉÖJÉ®úÉIÉºÉ½þxÉxÉ** 4** (®úÉPÉ´É) 

Ê´ÉnùÊ³ýiÉEòxÉEò¨ÉÞMÉ MÉÊ³ýiÉ´ÉvÉÚºÉÉèJªÉ 

EòÎ±{ÉiÉÊnùxÉEò®úºÉÖiÉ´É®úºÉJªÉ** 5** (®úÉPÉ´É) 

ºiÉÎ¨¦ÉiÉ´ÉÉÊ®úÊxÉvÉä ºÉÒiÉÉºÉÉäiEòh`ö 

®úhÉ½þiÉºÉÉxÉÖVÉºÉÖiÉnù¶ÉEòh`ö** 6** (®úÉPÉ´É) 

¦ÉÚÊ¨ÉºÉÖiÉÉ®ú¨ÉhÉ Ê´ÉÊvÉ¨ÉÖJÉºÉÖ®ú{ÉÚVªÉ 

ÊSÉ®ú{ÉÊ®ú{ÉÉÊ±ÉiÉ®úvÉÖEÖò±É®úÉVªÉ** 7** (®úÉPÉ´É) 

<ÊiÉ iÉ´É ®úÉ¨ÉEò´ÉÉè EòlÉªÉÊiÉ ¶ÉÖ¦ÉSÉÊ®úiÉÆ 

EÖò¯û ¾þnùªÉÆ ºÉnùªÉÆ ºÉÖJÉ¦ÉÊ®úiÉ¨ÉÂ** 8** (®úÉPÉ´É) 

¸ÉÞh´ÉÎxiÉ ªÉä MÉÒiÉÊ¨ÉnÆù ºÉ¨ÉOÉÆ ¦ÉHòªÉÉ EÞòiÉÆ ®úÉ¨ÉEò´ÉÒ·É®äúhÉ* 

iÉä EÞòiºxÉ®úÉ¨ÉÉªÉhÉ´ÉÉSÉxÉºªÉ ¡ò±ÉÆ ±É¦ÉxiÉä ¸É¨É¨ÉxiÉ®äúhÉ** 2** 
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** ÊuùiÉÒªÉÉ¹]õ{ÉnùÒ** 

(Ê¸ÉiÉEò¨É±ÉÉEÖòSÉ <ÊiÉ´ÉiÉÂ) 

¦Éè®ú´ÉÒ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

nù¶É®úlÉ{ÉÖhªÉ{ÉÊ®ú{ÉÉEò ®úÊIÉiÉ±ÉÉäEò 

¦ÉÖ´ÉxÉ{ÉÉ´ÉxÉ {ÉÖhªÉ¶±ÉÉäEò 

VÉªÉ VÉªÉ ®úÉ¨É ½þ®äú** 1**  

½þ®ú®ú¨ÉhÉÒVÉ{ªÉ¨ÉÉxÉÉJªÉ näù´ÉiÉÉ¨ÉÖJªÉ 

{ÉÉ±ÉªÉ EÞòiÉ¦ÉHòºÉÉèJªÉ** 2** (VÉªÉ) 

xÉ´ÉEÖò´É±ÉªÉnù±É¶ªÉÉ¨É±É ¾þÊnù EòÉä¨É±É 

+´ªÉÉVÉEò¯ûhÉÉ±É´ÉÉ±É** 3** (VÉªÉ) 

ºÉÆºÉÉ®úVÉ±ÉÊxÉÊvÉxÉÉÊ´ÉEò ºÉÖMÉÖhÉ¦ÉÉ´ÉÖEò 

{ÉÉÊ±ÉiÉÊxÉVÉ{ÉnùºÉä´ÉEò** 4** (VÉªÉ) 

+YÉÉxÉiÉ¨ÉÉä%¨¦ÉÉäVÉ¤ÉÉxvÉ´É nùÉºÉ¤ÉÉxvÉ´É 

{ÉÊ®úÊSÉiÉ{ÉiÉMÉäxpùºÉèxvÉ´É** 5** (VÉªÉ) 

VÉMÉÊiÉ ¨ÉRÂóMÉ±ÉxÉÉ¨ÉvÉäªÉ ºÉÉvÉÖÊ´ÉvÉäªÉ 

{É®ú¨ÉªÉÉäÊMÉ¦ÉÉMÉvÉäªÉ** 6**  (VÉªÉ) 

EòÊ±ÉiÉiÉÉ{ÉºÉiÉk´É¤ÉÉävÉxÉ ¨ÉÉäIÉºÉÉvÉxÉ 
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ºÉ¡òÊ±ÉiÉ¶É®úºÉxvÉÉxÉ** 7** (VÉªÉ) 

<ÊiÉ ®úÉ¨ÉEòÊ´ÉÊ´É®úÊSÉiÉÆ ¨ÉRÂóMÉ±ÉMÉÒiÉÆ 

VÉªÉÊiÉ ¸ÉÒ½þÊ®úMÉÖhÉ¨ÉÚiÉ¨ÉÂ** 8** (VÉªÉ) 

BiÉpùÉ¨ÉEò´ÉÒ·É®äúhÉ ®úÊSÉiÉÆ MÉÒiÉÆ ®úPÉÚhÉÉÆ |É¦ÉÉä& 

¸ÉÒEò±ªÉÉhÉMÉÖhÉè& +±ÉÆEÞòiÉ{ÉnÆù MÉÉªÉÎxiÉ ¸ÉÞh´ÉÎxiÉ ªÉä* 

iÉä ¦ÉÉäMÉÉxÉÖ{É¦ÉÖVªÉ SÉä½þ Ê´É{ÉÖ±ÉÉ¦ÉÉäMÉÉ Ê´É¨ÉÖHòÉ¨ÉªÉÉ 

¨ÉÖHòÉººÉÆºÉÞÊiÉ ¤ÉxvÉxÉäxÉ ¨É½þiÉÉ%{ªÉxiÉä ±É¦ÉxiÉä ½þÊ®ú¨ÉÂ** 3** 

ªÉYÉjÉÉhÉEÞòiÉä%ÌlÉiÉÉä nù¶É®úlÉÉä MÉÉvÉäººÉÖiÉäxÉÉi¨ÉVÉÆ 

EÞòSUÅôÉ±±É¤vÉ¨ÉÊ{É Ê|ÉªÉÆ iÉ¨ÉÞ¹ÉªÉä |ÉÉnùÉnÂù ´ÉÊºÉ¹`öÉYÉªÉÉ* 

¸ÉÒ®úÉ¨ÉÉä%Ê{É ºÉ±ÉI¨ÉhÉÉä vÉÞiÉvÉxÉÖ¤ÉÉÇhÉÉä ¨É½þÉxiÉÆ ¶ÉxÉè& 

{ÉxlÉÉxÉÆ ºÉ¨ÉiÉÒiªÉ ÊEò\SÉxÉ ¨É½þÉ®úhªÉÆ {ÉÖ®ú& |ÉèIÉiÉ** 4** 

nÚù®äú où¹]Âõ´ÉÉ ÊxÉÊ¤Éb÷PÉÊ]õiÉÎºxÉMvÉVÉÒ¨ÉÖiÉ¨ÉÉ±ÉÉ- 

±ÉÒ±ÉÉÆ Ê¤É§ÉSUØôÊiÉEò]Öõ®úÊ]õÎ\ZÉÎ±±ÉEòÉxÉÉnù¦ÉÒ¨ÉÉ¨ÉÂ* 

VÉÒhÉÉÇ®úhªÉÆ ÊSÉ®úÊJÉ±ÉiÉªÉÉ nÖùMÉÇ¨ÉÉMÉÇ|ÉSÉÉ®Æú 

{É|ÉSUô ¸ÉÒEÖòÊ¶ÉEòiÉxÉªÉÆ Ê´Éº¨ÉªÉÉnÂù ®úÉ¨É¦Épù&** 5** 

{ÉÞSUôiÉä ®úÉ¨É¦ÉpùÉªÉ EòÉèiÉÖEòÉiÉÂ iÉÉ]õEòÉ´ÉxÉ¨ÉÂ* 

VÉMÉiªÉ¦ªÉÖnùªÉÉ¶ÉÆºÉÒ ¶É¶ÉÆºÉ EÖòÊ¶ÉEòÉi¨ÉVÉ&** 6** 
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** iÉÞiÉÒªÉÉ¹]õ{ÉnùÒ** 

(±ÉÊ±ÉiÉ±É´ÉÆMÉ±ÉiÉÉ <ÊiÉ´ÉiÉÂ) 

(´ÉºÉxiÉ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

ÊnùIÉÖ iÉ®úIÉÖ {ÉÊ®úIÉÖÊ¦ÉiÉÉÊJÉ±ÉvÉÉÊ´ÉiÉ¦ÉÒiÉEÖò®úRÂóMÉä* 

|ÉÊ´ÉiÉiÉ®úÉäÊ½þhÉÊ´É]õÊ{ÉÊ´É±ÉÎ¨¤ÉiÉ¡ÚòiEÞòiÉPÉÉä®ú¦ÉÖVÉRÂóMÉä** 

ÊxÉ´ÉºÉÊiÉ ÊSÉ®úÊ¨É½þ EòÉSÉxÉ ªÉIÉÒ 

®úÉ¨É ÊxÉ¯ûvªÉ ´ÉxÉÆ iÉÊnùnÆù {ÉÊlÉ* 

JÉÊnù®ú½ÖþiÉÉ¶ÉºÉ¨ÉÉIÉÒ ÊxÉ´ÉºÉÊiÉ ÊSÉ®úÊ¨É½þ** 1**  

=x¨Énù¨ÉÊ½þ¹ÉÊ´É¹ÉÉhÉºÉ¨ÉÖnÚùvÉÞiÉ¨ÉÉÆºÉ±É{ÉÉÆºÉÖEònù¨¤Éä* 

{ÉÞlÉÖPÉxÉ¤ÉÞÆÊ½þiÉxÉ]õxÉºÉ¨ÉÖiºÉÖEò¤ÉÌ½þhÉSÉÊ±ÉiÉEònù¨¤Éä** 2** (ÊxÉ´ÉºÉÊiÉ) 

|ÉÊiÉ{ÉnùÊxÉ{ÉÊiÉiÉxÉ®ú¨ÉÉÆºÉÉ¶ÉxÉ¦Éè®ú´É¡äò®ú´ÉVÉÉ±Éä* 

Ê´ÉEò]õÊ´É¶ÉÆEò]õ±ÉÖ]õnùÊiÉÊxÉ¹ Ö̀ö®úPÉÉÊ]õEò®úÉäÊ]õÊ´É¶ÉÉ±Éä** 3** (ÊxÉ´ÉºÉÊiÉ) 

VÉMÉnù¶ÉÖ¦ÉÉ´É½þ ÊxÉVÉ¦ÉÖVÉÊ´ÉGò¨É {ÉÊ®ú¾þiÉ¨ÉÉxÉÖ¹ÉSÉÉ®äú* 

<½þ ÊMÉÊ±ÉiÉÉÊJÉ±É´Éi¨ÉÇÊxÉ Eò]ÖõiÉ®úÊZÉ±±ÉÒZÉÉRÂó EÞòÊiÉPÉÉä®äú** 4** (ÊxÉ´ÉºÉÊiÉ) 

<nùÊ¨É½þ ¨É±ÉnùEò°ü¶ÉºÉ¨ÉÉ¼´ÉªÉ ¶ÉÉÊ±ÉºÉÖVÉÒhÉÇ¨É®úhªÉ¨ÉÂ* 

®úSÉªÉ ®úPÉÚkÉ¨É Ê´ÉÊxÉ½þiÉiÉÉ]õEò¨ÉÊJÉ±ÉiÉ{ÉÎº´É¶É®úhªÉ¨ÉÂ** 5** (ÊxÉ´ÉºÉÊiÉ) 

nÖù&ºÉ½þEòh]õEò¦ÉªÉ½þ®úhÉÉÊnù½þ VÉMÉnù¦ÉªÉÆ EÖò¯û EòÉ¨É¨ÉÂ* 

ºjÉÒ´ÉvÉ{ÉÉiÉEò¨ÉÊiÉ¨ÉÊ{É ¨ÉÉ EÖò¯û {ÉÚ®úªÉ ¨ÉÉ¨ÉEò EòÉ¨É¨ÉÂ** 6** (ÊxÉ´ÉºÉÊiÉ) 
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vÉxÉÖ®úÊ{É ºÉVVÉªÉ iÉVÉÇªÉ nÖùVÉÇªÉ ªÉIÉ´ÉvÉÚ¨ÉÊiÉ¦ÉÒ¨ÉÉ¨ÉÂ* 

|ÉMÉÖhÉMÉÖhÉv´ÉÊxÉ¨ÉÊ{É EÖò¯û ®úÉPÉ´É ¦ÉÒ¹ÉªÉ PÉxÉ{ÉnùºÉÒ¨ÉÉ¨ÉÂ** 7** (ÊxÉ´ÉºÉÊiÉ) 

ªÉIÉ´ÉvÉÚ´ÉxÉ´ÉhÉÇxÉ{ÉnùÊ¨É½þ ®úÉ¨ÉEò´ÉäÊ®úÊiÉ MÉÒiÉ¨ÉÂ* 

MÉÉªÉÊiÉ ªÉÉä ¦ÉVÉiÉä ºÉ EònùÉÊ{É xÉ nÖùMÉÇ¨ÉEòÉxÉxÉ¦ÉÒÊiÉ¨ÉÂ** 8** (ÊxÉ´ÉºÉÊiÉ) 

½þi´ÉÉ ºÉÖxnù´ÉvÉÚÆ +´ÉÉ{ªÉ SÉ ¨É½þÉxiªÉºjÉÉÊhÉ ÊºÉrùÉ¸É¨Éä 

¨ÉÉ®úÒSÉÉÊnùÊxÉ¶ÉÉSÉ®úÉxÉÂ ÊxÉªÉ¨ÉªÉxÉÂ ÊxÉÌ´ÉPxÉªÉYÉÊGòªÉ&* 

´Éènäù½þÉv´É®únù¶ÉÇxÉÉäiºÉÖEò¾þnùÉ MÉÉvÉäººÉÖiÉäxÉÉnù®úÉiÉÂ 

xÉÒiÉÉä ¦ÉÉÊ´ÉiÉMÉÉèiÉ¨ÉÌ¹ÉnùÊªÉiÉÉä ®úÉ¨ÉÉä Ê´Énäù½þÉxÉÂ ªÉªÉÉè** 7** 

ºÉ¨ÉÒIªÉ ®úÉ¨ÉÆ Ê¨ÉÊlÉ±ÉÉxÉMÉªÉÉÈ 

´ÉÒlªÉÉÆ |ÉªÉÉxiÉÆ º¨É®úºÉÖxnù®úÉÆMÉ¨ÉÂ* 

°ü{ÉähÉ iÉºªÉÉ{É¾þiÉÉxiÉ®úRÂóMÉÉ& 

{ÉÖ®úÉÆRÂóMÉxÉÉ& SÉGÖòÊ®ú¨ÉÉxÉÂ Ê´É±ÉÉºÉÉxÉÂ** 8** 

** SÉiÉÖlÉÉÇ¹]õ{ÉnùÒ** 

(SÉxnùxÉSÉÌSÉiÉ <iÉ´ÉiÉÂ) 

(®úÉ¨ÉÊGòªÉÉ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

EòÉSÉxÉ ´ÉÒÊIÉiÉÖÆ BxÉ¨ÉxÉRÂóMÉÊ¨É´É =Î\ZÉiÉ¨Éhb÷xÉ±ÉÒ±ÉÉ* 

+¦ÉVÉiÉ ºÉÉèvÉ¨ÉÊ{É i´É®úªÉÉ ÊxÉVÉ¨ÉMÉÊhÉiÉMÉÖ¯ûVÉxÉVÉÉ±ÉÉ** 1** 
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|ÉÊ´É¶ÉÊiÉ nùÉ¶É®úlÉÉè xÉMÉ®äú ºÉ®úÉäVÉoù¶ÉÉÆ +Ê¦É¨ÉÉxÉ½þ®äú**   

EòÉÊ{É ÊxÉÊxÉxnù ´ÉvÉÚ®úÊvÉEÆò ÊxÉVÉEÖòSÉ¦É®úVÉPÉxÉÊxÉiÉ¨¤É¨ÉÂ* 

®úPÉÖ´É®únù¶ÉÇxÉVÉÊxÉiÉEÖòiÉÚ½þ±ÉMÉ¨ÉxÉÊ´É®úÊSÉiÉÊ´É±É¨¤É¨ÉÂ** 2** (|ÉÊ´É¶ÉÊiÉ) 

EòÉSÉxÉ ±ÉÉäSÉxÉnäùªÉ¨ÉnùÉnùÊ³ýEäò ¨ÉÊ½þ³ýÉ\VÉxÉ¦ÉRÂóMÉ¨ÉÂ* 

EòÉ{ªÉ{É±ÉÉªÉiÉEòÊ¨ÉiÉÊ®ú {É¶ªÉÊiÉ Ê´É´ÉÞiÉEÖòSÉÉ MÉiÉºÉRÂóMÉ¨ÉÂ** 3** (|ÉÊ´É¶ÉÊiÉ) 

EòÉÊ{É nùnùÉè Eò®ú{É±±É´ÉªÉÉä¨ÉÇÊhÉxÉÚ{ÉÖ®ú¨Éº¨ÉÞiÉnäù½þÉ* 

ºÉÉèvÉMÉ´ÉÉIÉÆ MÉiÉ¨É{É®úÉ%{ªÉxÉÖnùiÉÂ {ÉÞlÉÖEÖòSÉ{ÉÊ®úhÉÉ½þÉ** 4** (|ÉÊ´É¶ÉÊiÉ) 

xÉäjÉ¨É½þÉäiºÉ´É B¹É xÉÞhÉÉÊ¨É½þ oùÎ¹]õ{ÉlÉÉiÉÂ +ÊiÉªÉÉÊiÉ* 

BÊ½þ ºÉÊJÉ i´É®úªÉäÊiÉ SÉ EòÉÊSÉiÉÂ +EÚòVÉnù±ÉVVÉ¨É¦ÉÒÊiÉ** 5** (|ÉÊ´É¶ÉÊiÉ) 

EòÉSÉxÉiÉÚhÉÇ¨É±ÉHòEòÊºÉHò{ÉnäùxÉ {ÉÖ®ú&|ÉSÉ±ÉxiÉÒ* 

ªÉÉäÊ¹Énùoù¶ªÉiÉ ¾þtxÉÖ®úÉMÉ¨É¨ÉÉxiÉÊ¨É´É |ÉÊEò®úxiÉÒ** 6** (|ÉÊ´É¶ÉÊiÉ) 

EòÉÊ{É MÉ´ÉÉIÉ{ÉnäùxÉ ºÉ¨ÉÒIªÉ ®úPÉÖ|É´É®Æú VÉxÉ´ÉÞxnäù* 

½þ®úÊiÉ VÉxÉÆ {ÉÊiÉ®úªÉÊ¨ÉÊiÉ ºÉÉnù®Æú +\VÉÊ±ÉxÉè´É ´É´Éxnäù** 7** (|ÉÊ´É¶ÉÊiÉ) 

EòÉÊ{É ÊxÉ{ÉÒªÉ où¶Éè́ É Ê´É¦ÉÖÆ ¾þÊnù ¦ÉÉ´ÉxÉªÉÉ Ê´É½þ®úxiÉÒ* 

Ê´É®ú½þ¦ÉªÉÉnùÊ{ÉÊ½þiÉxÉªÉxÉÉVÉÊxÉ ºÉÉèJªÉÊ¨É´ÉÉxÉÖ¦É´ÉxiÉÒ** 8** (|ÉÊ´É¶ÉÊiÉ) 

®úÉ¨ÉEò´ÉäÊ®úÊiÉ MÉÒiÉÊ¨ÉnÆù {ÉÊ®úMÉÉªÉÊiÉ ªÉÉ ¨ÉÞnÖù®úÉMÉ¨ÉÂ* 

EòÉ¨ÉªÉiÉä iÉ¨ÉxÉÆMÉ¦ÉªÉÉÊnù½þ ªÉÉäÊ¹ÉnÖùnùÎ\SÉiÉ ®úÉMÉ¨ÉÂ** 9** (|ÉÊ´É¶ÉÊiÉ) 
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´É®úMÉÖhÉMÉhÉÉ®úÉ¨ÉÆ ®úÉ¨ÉÆ ºÉ¨ÉÒIªÉ ºÉ±ÉI¨ÉhÉÆ 

ºÉ{ÉÊnù VÉxÉEòÉä ®úÉVÉÉ {ÉÚVÉÉÆ Ê´ÉvÉÉªÉ EÖòiÉÚ½þ±ÉÒ* 

nÖùÊ½þiÉÞÊ´É¹ÉªÉÉÆ ÊSÉxiÉÉ¨ÉxiÉ´ÉÇ½þzÉxÉªÉÉä& EòlÉÉÆ 

EÖòÊ¶ÉEòiÉxÉªÉÆ {ÉÞSUôiªÉSUôÉ¶ÉªÉÆ º¨É ºÉÊ´Éº¨ÉªÉ&** 9** 

** {É\SÉ¨ÉÉ¹]õ{ÉnùÒ** 

(ÊxÉ¦ÉÞiÉÊxÉEÖò\VÉ <ÊiÉ´ÉiÉÂ) 

(EòÉ¨¦ÉÉäÊVÉ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

¨ÉÊhÉ¨ÉªÉ¨Éhb÷xÉ¨ÉÎhb÷iÉºÉÖxnù®ú±ÉÉä±ÉÊ¶ÉJÉhb÷Eò¦ÉÚ¹ÉÉè* 

+xªÉÉäxªÉºÉoù¶ÉºÉÖ°ü{ÉvÉ®úÉÊ´É½þ EòÉÊ´É¨ÉÉè ¨É\VÉÖ±É´Éä¹ÉÉè** 1** 

´Énù ½äþ iÉÉ{ÉºÉ iÉÊ¨É¨É¨ÉÖnùxiÉÆ*  

¨ÉvÉÖ®úiÉ®úÉEÞòÊiÉ¨É½þÒ{ÉÊiÉ±ÉIÉhÉ¨ÉÊ½þiÉÉè EòÉ´ÉäiÉÉè ÊxÉiÉÉxiÉ¨ÉÂ** (´Énù) 

ºÉ¨Énù¨ÉnùÉ´É³ýMÉÌ´ÉiÉEäòºÉÊ®ú¨ÉxlÉ®úiÉ®úMÉÊiÉvÉÒ®úÉè* 

+ÉVÉÉxÉÖ±ÉÆÊ¤ÉiÉ{ÉÒxÉ¦ÉÖVÉÉÊ´É½þ EòÉÊ´É¨ÉÉè ®úÉVÉEÖò¨ÉÉ®úÉè** 2** (´Énù) 

EòhÉÉÇxiÉÊ´É¸ÉÉxiÉ®úHòÉxiÉ±ÉÉäSÉxÉºÉÚÊSÉiÉ¨É½þÉ®úÉVÉ´ÉÆ¶ÉÉè* 

+xªÉÉäxªÉºÉ¨ÉÉxÉÉè |É¨ÉÉhÉäÎRÂóMÉiÉÉÊnù¹ÉÖ EòÉÊ´É¨ÉÉè iÉÚhÉªÉÖiÉÉÆºÉÉè** 3** (´Énù) 

ºÉÖ®ú¨ÉÊhÉxÉ´É½äþ¨É¨ÉºÉÞhÉiÉxÉÖtÖÊiÉ{ÉÖxÉ¯ûHò®úixÉEò±ÉÉ{ÉÉè* 

+Ê¦ÉxÉ´ÉªÉÉè´ÉxÉnäù½þvÉ®úÉÊ´É½þ EòÉÊ´É¨ÉÉè Eò®úvÉÞiÉSÉÉ{ÉÉè** 4** (´Énù) 
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IÉjÉEÖò±ÉÉäÊSÉiÉvÉÒ®úMÉÖhÉÉ´ÉÊ{É ¶ÉÉxiÉÉè iÉ´ÉÉ{ªÉxÉÖ°ü{ÉÉè* 

¨É¨É xÉªÉxÉÉäiºÉ´É{ÉÉä¹ÉEò®úÉÊ´É½þ EòÉÊ´É¨ÉÉè ¨ÉnùxÉºÉÖ°ü{ÉÉè** 5** (´Énù) 

wÉÖ´É¨ÉÊiÉ¨ÉÉxÉÖ¹É¨ÉºiªÉxÉªÉÉäÊ®ú½þ vÉÉ¨É ÊEò¨É{ªÉÊiÉ¨ÉÉjÉ¨ÉÂ* 

¸É´ÉhÉEÖòiÉÚ½þ±É¨ÉÉiÉxÉÖiÉä ¨ÉÖÊxÉEÖò±É´É®ú ËEò EÖò±ÉMÉÉäjÉ¨ÉÂ** 6** (´Énù) 

ÊjÉ¦ÉÖ´ÉxÉ¨ÉÉä½þxÉEò®ú¨ÉxÉªÉÉäÊ®únÆù @ñÊ¹É´É®ú °ü{É¨ÉÖnùÉ®ú¨ÉÂ* 

´ÉÒIªÉVÉxÉÉä ¦ÉÖÊ´É Ê´Éº¨ÉªÉiÉä ¾þÊnù EòÉä ¦ÉVÉiÉä xÉ Ê´ÉEòÉ®ú¨ÉÂ** 7** (´Énù) 

¸ÉÒ®úÉ¨ÉEòÊ´ÉxÉäÊiÉ ´ÉÌhÉiÉ¨ÉnÂù¦ÉÖiÉ®úvÉÖ´É®ú°ü{ÉÊ´É±ÉÉºÉ¨ÉÂ* 

MÉÉªÉiÉÉ¨ÉxÉÖÊnùxÉ¨ÉxÉÖ¦ÉVÉiÉä ¾þÊnù ®úPÉÖ{ÉÊiÉ®úÊxÉ¶ÉÊxÉ´ÉÉºÉ¨ÉÂ** 8** (´Énù) 

Ê´É·ÉÉÊ¨ÉjÉ´ÉSÉ& |É¾þ¹]õVÉxÉEò´ªÉÉÊnù¹]õnÚùiÉÉäÊnùiÉè& 

ÊIÉ|ÉÆ |ÉÉ{É ÊxÉVÉèVÉÇxÉè& nù¶É®úlÉ& ºÉÒ®úv´ÉVÉºªÉÉÎxiÉEò¨ÉÂ* 

MÉÉänùÉxÉÉÊnùºÉ¨ÉºiÉ¨ÉÉ¦ªÉÖnùÊªÉEÆò EÞòi´ÉÉlÉ ®úÉ¨ÉÉnùªÉ& 

SÉi´ÉÉ®úÉä%Ê{É Ê´Énäù½þ®úÉVÉiÉxÉªÉÉ{ÉÉhÉÒxÉMÉÞ¼hÉxEò®èú&** 10** 

xÉ´ÉÊ¨É´É ¨ÉxÉ&EòÉ¨ÉÆ ®úÉ¨ÉÆ ºÉEòÉèiÉÖEò¨ÉRÂóMÉ±ÉÆ 

{ÉÊ®úhÉªÉÊ´ÉvÉÉè näù´ªÉÉ Ênù´ªÉÉÆ ´É½þxiÉ¨É±ÉRÂóEÞòÊiÉ¨ÉÂ* 

v´ÉxÉÊiÉ MÉMÉxÉä ¦ÉäªÉÉÇ iÉÉèªÉÇÊjÉEäò ºÉÖ®úºÉÖ§ÉÖ́ ÉÉÆ 

Ê¨ÉÊ±ÉiÉ¨É¦É´ÉÊuù·ÉÆ ¶É·ÉiÉÂ Ê´É±ÉÉäÊEòiÉÖ¨ÉÉnù®úÉiÉÂ** 11** 
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** ¹É¹`öõÉ¹]õ{ÉnùÒ** 

(ºÉ\VÉ®únùvÉ®ú <ÊiÉ´ÉiÉÂ) 

(iÉÉäÊb÷/näù´ÉMÉÉxvÉùÉÊ®ú®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

½þÊ®úpùÉEòh`öÊ´É®úÉÊVÉiÉ|ÉÊiÉºÉ®ú¨ÉRÂóMÉ³ýEòRÂóEòhÉ{ÉÉÊhÉ¨ÉÂ* 

VÉÉxÉEòÒEòÊ±ÉiÉÉxÉÖ±Éä{ÉxÉ®úÎ\VÉiÉnùÒIÉÉÆ¶ÉÖEò=VV´É±É¸ÉäÊhÉ¨ÉÂ** 1** 

®úÉ¨ÉÆ {ÉÊ®úhÉªÉ ºÉ¨ÉÖÊSÉiÉ ´Éä¹ÉÆ*  

º¨É®úÊiÉ ºÉÖEÞòÊiÉ EòÉä%Ê{É ¾þÊnù ºÉÉÊ¦É±ÉÉ¹ÉÉ¨ÉÂ** (®úÉ¨ÉÆ) 

Eò±ªÉÉhÉ¨Éhb÷{É´ÉäÊnù¨ÉvªÉÉºÉÒxÉÆ @ñÊ¹ÉMÉhÉ¨ÉªÉ{ÉÊ®ú´ÉÉ®ú¨ÉÂ* 

¦É®úiÉ±ÉI¨ÉhÉ¶ÉjÉÖPxÉè®úÊ{É Eò±ªÉÉhÉ´Éä¹Éè& +Ê¦ÉMÉiÉ¨ÉÖnùÉ®ú¨ÉÂ** 2** (®úÉ¨ÉÆ) 

´ÉÞrùºÉÖ´ÉÉÊºÉxÉÒVÉxÉEÞòiÉxÉ´É®úixÉxÉÒ®úÉVÉxÉÉtÖ{ÉSÉÉ®ú¨ÉÂ* 

ÊxÉ¯û{É¨ÉÊ¶É´ÉSÉÉ{É¦É\VÉxÉ{ÉÊ®ú¾þiÉnÖù´ÉÉÇ®úVÉxÉEòÊ´ÉSÉÉ®ú¨ÉÂ** 3** (®úÉ¨ÉÆ) 

ºÉ®úºÉ´ÉªÉºªÉVÉxÉäxÉ ºÉ¨ÉÆ EÞòiÉÊ´ÉÊ´ÉvÉÊ´ÉxÉÉänùÊ´É±ÉÉºÉ¨ÉÂ* 

+xÉÖMÉÖhÉ{ÉÊiÉ±ÉÉ¦ÉºÉ¨ÉÖÊnùiÉ¤É½ÖþiÉ®ú´Éènäù½þÒ¾þnùªÉÊ´ÉEòÉºÉ¨ÉÂ** 4** (®úÉ¨ÉÆ) 

VÉÉxÉEòÒ{ÉÊ®úhÉªÉºÉÉnù®úºÉÖ®ú¨ÉÖHòºÉÖ®úiÉ¯ûEÖòºÉÖ¨ÉºÉ¨ÉÚ½þ¨ÉÂ* 

xÉÉ®únùiÉÖ¨¤ÉÖ¯û¨ÉÖJÉºÉ´ÉÇMÉxvÉ´ÉÇ´ÉÉÊnùjÉ¨ÉÖJÉÊ®úiÉMÉä½þ¨ÉÂ** 5** (®úÉ¨ÉÆ) 

+Ê¦ÉxÉ´ÉPÉxÉPÉxÉºÉÉ®úÊ´É±Éä{ÉxÉEòÉä¨É³ý¶ªÉÉ¨É³ýnäù½þ¨ÉÂ* 

{ÉÊ®úhÉiÉÊ½þ¨ÉEò®úEò®úÊxÉEò®èúÊ®ú´É vÉ´É±ÉºÉVÉ±ÉVÉ±É´ÉÉ½þ¨ÉÂ** 6** (®úÉ¨ÉÆ) 
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MÉÉè®úÒEò±ªÉÉhÉäÊiÉ MÉÉxÉ®úiÉäxpù{ÉÖ®úÎxwÉVÉxÉÉäÊHòºÉ¨ÉÉänù¨ÉÂ* 

xÉiÉxÉÞ{ÉEòÉä]õÒ®úEòÉäÊ]õ±ÉºÉx¨ÉÊhÉ¯ûÊSÉ¦É®ú®úÎ\VÉiÉ{ÉÉnù¨ÉÂ** 7** (®úÉ¨ÉÆ) 

¸ÉÒ®úÉ¨ÉEòÊ´É´É®úÊ´É®úÊSÉiÉ®úPÉÖ{ÉÊiÉ{ÉÊ®úhÉªÉ¨ÉRÂóMÉ³ýMÉÒiÉ¨ÉÂ* 

MÉÉªÉiÉÉ¨ÉxÉÖÊnùxÉ¨ÉÖnùªÉÊiÉ ºÉnÂù¨ÉºÉÖ ÊxÉiªÉ¨É½þÉäiºÉ´ÉVÉÉiÉ¨ÉÂ** 8** (®úÉ¨ÉÆ) 

ªÉÉiÉä MÉÉÊvÉºÉÖiÉä ´ÉxÉÆ ®úPÉÖ{ÉÊiÉ& Ê{ÉjÉÉÊnùÊ¦Éºº´ÉÉÆ {ÉÖ®úÓ 

MÉSUôxÉÂ ´Éi¨ÉÇÊxÉ ¦ÉÉMÉÇ´Éº¨ÉªÉ½þ®ú& ºÉÉEäòiÉºÉxiÉÉä¹ÉEÞòiÉÂ* 

Ê{ÉjÉÉ ºÉnÂùMÉÖhÉxÉÎxnùxÉÉ ÊxÉªÉÊ¨ÉiÉä º´Éä ªÉÉè´É®úÉVªÉÉMÉ¨Éä 

EÖò¤VÉÉÊ´ÉPxÉ´É¶ÉÉiÉÂ +®úhªÉMÉ¨ÉxÉä%{ªÉÉºÉÒiÉÂ ºÉ¨ÉÉxÉÎºlÉÊiÉ&** 12** 

ºÉÒiÉÉÆ ´ÉxÉÉxÉÖMÉ¨ÉxÉÉªÉ {ÉÖ®ú& |É´ÉÞkÉÉÆ 

|ÉÒiªÉÉ ÊxÉ´ÉiÉÇÊªÉiÉÖ¨ÉÉVÉxÉÖ¹É& ºÉÖJÉÉ½þÉÇ¨ÉÂ* 

´ÉºiÉ´ªÉiÉÉÆ |ÉÊiÉ ´ÉxÉä ¤É½ÖþnùÉä¹ÉVÉÉiÉÆ 

¦ÉÒÊiÉ|ÉnÆù ¨ÉÞMÉoù¶ÉÉÆ ÊxÉVÉMÉÉnù ®úÉ¨É&** 13** 

ºÉ®úªÉÚ ºÉèEòiÉÉätÉxÉºÉ\SÉÉ®äú%{ªÉÊiÉJÉäÊnùxÉÉè* 

SÉ®úhÉÉè iÉä ¨É½þÉ®úhªÉä EòlÉÆ näùÊ´É ¦ÉÊ´É¹ªÉiÉ&** 14** 
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** ºÉ{iÉ¨ÉÉ¹]õ{ÉnùÒ** 

(ÊxÉxnùÊiÉ SÉxnùxÉ¨ÉÂ <ÊiÉ´ÉiÉÂ) 

(ºÉÉ´ÉäÊ®ú/ºÉÉè®úÉ¹]Åõ®úÉMÉähÉ +ÉÊnù/ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

iÉ¯ûiÉ±É¶ÉªÉxÉÆ MÉiÉ®úºÉ¨É¶ÉxÉÆ iÉnùÊ{É xÉiÉÉÎRÂóMÉ ÊnùxÉÉxiÉä* 

´É±Eò±É¨ÉxÉÖÊSÉiÉ¨ÉÊ{É ´ÉºÉxÉÆ iÉ´É ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 1** 

|ÉÉhÉºÉ¨Éä ¨É¨É ºÉÒiÉä näùÊ´É |ÉÉhÉºÉ¨Éä ¨É¨É ºÉÒiÉä*  

¨ÉnÖùnùÒÊ®úiÉÊ½þiÉ´ÉSÉxÉÆ Eò±É¦ÉÉÊ¹ÉÊhÉ Ê´É¶ÉiÉÖ ºÉÖJÉÆ ¸É´É& ºÉÒiÉä** (|ÉÉhÉ) 

´ªÉÉ³ý¨ÉÞMÉÉnùxÉºÉ¨Énù¨ÉnùÉ´É³ýËºÉ½þMÉhÉÉ Ê´É´É±ÉxiÉä* 

iÉjÉ ÊxÉ¶ÉÉSÉ®úEÖò±É¨ÉÊ¦ÉvÉÉ´ÉÊiÉ ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 2** (|ÉÉhÉ) 

+Ê´É®úiÉ¨ÉÊ{É iÉ{ÉºÉÉ ´ÉxÉºÉÒ¨ÉºÉÖ ¸É¨ÉºÉ½þ¨ÉRÂóMÉ MÉiÉÆ iÉä* 

´É{ÉÖ®úÊiÉ¨ÉÞnÖù±ÉÆ Ê¶É®úÒ¹ÉºÉÖ¨ÉÉnùÊ{É ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 3** (|ÉÉhÉ) 

Ê½þ¨É¨É¯ûnÖùOÉä¹´ÉÊiÉPÉxÉ´ÉÞÎ¹]õ¹ÉÖ iÉjÉ ºÉÖJÉÆ xÉ ±É¦ÉxiÉä* 

+Ê{É SÉ ÊxÉ®úxiÉ®úEòh]õEòºÉÆ½þÊiÉªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 4** (|ÉÉhÉ) 

+xÉÖÊnùxÉ¨ÉÊ{É PÉxÉ¦Éè®ú´É¡äò®ú´É´ÉÉÊ¶ÉiÉ¨ÉÊ{É SÉ ÊxÉ¶ÉÉxiÉä* 

¸É´ÉhÉ¶ÉÖSÉÆ ¤É½Öþ VÉxÉªÉÊiÉ ¨ÉÉÊxÉÊxÉ ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 5** (|ÉÉhÉ) 

+Ê´É®ú±ÉiÉ¯ûiÉ±ÉºÉxiÉÊiÉºÉÆEò®ú{ÉÊ®ú{ÉlÉxÉäxÉ ´ÉxÉÉxiÉä* 

Eò±ÉÖ¹ÉÉ¨¦ÉÉÆÊºÉ ºÉ®úÉÆÊºÉ Ê´É±ÉÉÊºÉÊxÉ ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 6** (|ÉÉhÉ) 
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Ê¶É´É Ê¶É´É xÉÚxÉÊ¨ÉiÉÉä%Ê{É ¦ÉªÉÆ ¤É½Öþ ´É®úiÉxÉÖ iÉjÉ nÖù®úxiÉä* 

º¨É®úÊºÉ {ÉÖ®úÉ ¶ÉÊ¶É¨ÉÖÊJÉ ´ÉSÉxÉÆ ¨É¨É ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 7** (|ÉÉhÉ) 

<ÊiÉ iÉ´É ®úÉ¨ÉºÉ¨ÉÒÊ®úiÉÊ¨ÉnùÊ¨É½þ ¨ÉÉxÉªÉ Ê½þiÉÊ¨ÉÊiÉ EòÉxiÉä* 

ºÉ{ÉÊnù ÊxÉ´ÉiÉÇªÉ ¾þnùªÉ¨ÉhÉÚnùÊ®ú ªÉÖHò¨ÉiÉÉä xÉ ´ÉxÉÆ iÉä** 8** (|ÉÉhÉ) 

EèòEäòªªÉÉ ´É®únùÉxÉ´ÉÎ\SÉiÉ¾þnùÉ Ê{ÉjÉÉ ÊxÉªÉÖHÆò ´ÉxÉä 

ºÉÒiÉÉ±ÉI¨ÉhÉºÉ¨ªÉÖiÉÆ ®úPÉÖ{ÉËiÉ ºÉÚiÉ& ºÉÖ¨ÉxjÉÉä ®úlÉ¨ÉÂ* 

+É®úÉä{ªÉ ´ªÉÊiÉ±ÉRÂóPªÉ xÉèEòxÉMÉ®úOÉÉ¨ÉÉxiÉºÉÒ¨ÉÉiÉ]õÓ 

MÉRÂóMÉÉªÉÉ xÉªÉÊiÉ º¨É ªÉjÉ ºÉ¤É±É& ¸ÉÒ®úÉ¨ÉÊ¨ÉjÉÆ MÉÖ½þ&** 15** 

iÉiÉººÉÖ¨ÉxjÉÆ ÊxÉiÉ®úÉÆ ¯ûnùxiÉ¨ÉÉ·ÉÉºªÉ ®úÉ¨É& Ê{ÉiÉÞMÉÉè®ú´ÉähÉ* 

¦ÉÉªÉÉÇxÉÖVÉÉ¦ªÉÉÆ ´ÉxÉ¨Éä´É MÉxiÉÖÆ iÉnùÉ +¦É´ÉiÉÂ iÉÉ{ÉºÉ´Éä¹ÉvÉÉ®úÒ** 16** 

iÉÆ iÉªÉÉ EòÉxiÉªÉÉ%®úhªÉä ´ÉºiÉÖÆ nù¶É®úlÉÉä MÉiÉ¨ÉÂ* 

®úÉ¨ÉÆ Ê´ÉÊSÉxiªÉ ¾þnùªÉä iÉiªÉÉVÉ vÉÞÊiÉ¨ÉÉi¨ÉxÉ&** 17** 

** +¹]õ¨ÉÉ¹]õ{ÉnùÒ** 

(¨ÉÉÊ¨ÉªÉÆ SÉÊ±ÉiÉÉ <ÊiÉ´ÉiÉÂ) 

(¦ÉÚ{ÉÉ±É®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

®ú¨ªÉ½þ¨ªÉÇiÉ±ÉÉäÊSÉiÉÉè ¨É¨É {ÉÖjÉEòÉè ´ÉxÉºÉÒ¨ÉÊxÉ* 

ºÉÚiÉ ¶ÉÆºÉ EòlÉÆ MÉiÉÉè ´Énù ºÉÒiÉªÉÉ%ºÉÖJÉvÉÉ¨ÉÊxÉ** 1** 
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Ê¶É´É Ê¶É´É ºÉÖ¨ÉxjÉ vÉ®úiÉä C´ÉÉi¨ÉVÉÉä Ê´ÉÊ{ÉxÉä¹ÉÖ**  

VÉÉxÉEòÒ vÉÞiÉ´É±Eò±ÉÉ ÊEò¨ÉÖ´ÉÉSÉ ´ÉÒIªÉ ´ÉxÉÉÊxÉ* 

±ÉI¨ÉhÉÉä%Ê{É VÉMÉÉnù EòÉÊxÉ ºÉÖ±ÉIÉhÉÉä ´ÉSÉxÉÉÊxÉ** 2** (Ê¶É´É) 

ºÉxiÉiÉÆ {ÉÊ®ú´ÉiÉÇiÉä ¾þÊnù iÉx¨ÉÖJÉÆ Îº¨ÉiÉ¶ÉÉäÊ¦É* 

|ÉÉiÉ®úEÇòEò®úÉ´É¨É¶ÉÇºÉÖ¡Öò±±É{ÉnÂù¨ÉºÉxÉÉÊ¦É** 3** (Ê¶É´É) 

iÉä Ê½þ vÉxªÉiÉ¨ÉÉ ´ÉxÉÉiÉÂ {ÉÖxÉ®úÉMÉiÉÆ ºÉ½þVÉäxÉ* 

±ÉÉäEòªÉÎxiÉ {ÉÖ®úÉ ºÉÖiÉÆ ¨É¨É ªÉä où¶ÉÉ |É¨ÉnäùxÉ** 4** (Ê¶É´É) 

iÉuùSÉÉÆºªÉÉEòhÉÇªÉäªÉÆ EònùÉ ºÉÖvÉÉ¨ÉvÉÖ®úÉÊhÉ* 

ºÉ½þVÉMÉÉè®ú´ÉÊ´ÉxÉªÉ¦ÉÉ®ú¦É®äúhÉ ºÉÚHòvÉ®úÉÊhÉ** 5** (Ê¶É´É) 

xÉ IÉhÉÉvÉÇÊ¨É½þÉÊºÉiÉÖÆ |É¦É´ÉÉÊ¨É ½þxiÉ MÉÞ½äþ¹ÉÖ* 

iÉjÉ ¨ÉÉÆ xÉªÉ ªÉjÉ iÉÉè ¨É¨É {ÉÖjÉEòÉè Ê´ÉÊ{ÉxÉä¹ÉÖ** 6** (Ê¶É´É) 

®úÉPÉ´ÉÉxÉÖMÉiÉÉvÉÖxÉÉÊ{É ÊxÉ´ÉiÉÇiÉä xÉ ÊSÉ®úÉªÉ* 

EòÉiÉ®äúhÉ ¾þnùÉ ºÉ¨ÉÆ ¨É¨É oùÎ¹]õ®úÉi¨ÉºÉÖJÉÉªÉ** 7** (Ê¶É´É) 

vÉÒ®ú®úÉ¨ÉEò´ÉäÊ®únÆù ¦ÉÊhÉiÉÆ ½þÊ®ú|ÉhÉªÉäxÉ* 

=¹ÉÊºÉ MÉÉªÉiÉ ¸ÉÞhÉÖiÉ xÉxnùxÉ ºÉÉnù®Æú ¾þnùªÉäxÉ** 8** (Ê¶É´É) 

¸ÉÒ®ú¨ÉÉä%Ê{É ÊxÉ´ÉiªÉÇ ºÉÚiÉ¨É¨É®ú»ÉÉäiÉÉä´É½þÉªÉÉ& {É®Æú 

{ÉÉ®Æú |ÉÉ{iÉÖ¨ÉxÉÉ ¨ÉxÉÉÊMÉ´É ´É±É±±ÉVVÉÉÆ Ê´Énäù½þÉi¨ÉVÉÉ¨ÉÂ* 
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+É®úÉä{ªÉ |ÉlÉ¨ÉÆ iÉiÉÉä MÉÖ½þEò®úÉ±É¨¤ÉÒ Ê´É¦ÉÖ±ÉÉÇPÉ´ÉÉnÂù 

+É®úÉä½þiÉÂ iÉ®úËhÉ vÉÞiÉÉªÉÖvÉ¦É®ú& {É¶SÉÉiÉÂ ºÉÖÊ¨ÉjÉÉi¨ÉVÉ&** 18** 

iÉÉ¨ÉÉºÉÉt VÉMÉuùxtÉÆ MÉRÂóMÉÉÆ ¨ÉRÂóMÉ±ÉnùÉÊªÉxÉÒ¨ÉÂ* 

{ÉiªÉÖ& EÖò¶É±É¨É´ªÉOÉÉ |ÉÉlÉÇªÉÉ¨ÉÉºÉ VÉÉxÉEòÒ** 19** 

** xÉ´É¨ÉÉ¹]õ{ÉnùÒ** 

(®úÉvÉÉ´ÉnùxÉ <ÊiÉ´ÉiÉÂ) 

(PÉh]õÉ/¨ÉvªÉ¨ÉÉ´ÉÊvÉ ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

|ÉÉ{ÉªÉ {ÉÖxÉ®úÊ{É näùÊ´É {ÉËiÉ ¨É¨É EÖò¶ÉÊ±ÉxÉ¨ÉÉ¶ÉÖ xÉMÉªÉÉÇ̈ ÉÂ* 

iÉnùxÉÖ iÉ´ÉÉ¨¤É Eò®úÉäÊ¨É ªÉlÉÉäÊSÉiÉÊ´ÉÊ´ÉvÉÊ´ÉÊSÉjÉºÉ{ÉªÉÉÇ¨ÉÂ** 1** 

Eò±ÉªÉä ¦É´ÉiÉÓ ºÉÖ®úvÉÖÊxÉ vÉÖiÉ¦É´É¦ÉÒÊiÉ¨ÉÂ*  

+ÉMÉ¨ÉÉxiÉxÉÖiÉ´Éè¦É´É¶ÉÉÊ±ÉÊxÉ ºÉVVÉxÉiÉÉÊ¶É´ÉiÉÉÊiÉ¨ÉÂ** (Eò±ÉªÉä) 

ÊjÉ¦ÉÖ´ÉxÉ{ÉÉ´ÉxÉºÉMÉ®úEÖò¨ÉÉ®úEòºÉnÂùMÉÊiÉnùÉÊªÉÊxÉ vÉxªÉä* 

´ÉxÉMÉ¨ÉxÉÉäx¨ÉÖJÉ¨É´É nùÊªÉiÉÆ ¨É¨É iÉÖÊ½þxÉ¨É½þÒvÉ®úEòxªÉä** 2** (Eò±ÉªÉä) 

¨ÉÉäIÉÊ¶É®úÉäOÉ½þºÉÖJÉMÉ¨ÉxÉÉäÊSÉiÉºÉÉä{ÉÉxÉÉ¨¤ÉÖiÉ®úRÂóMÉä* 

®úPÉÖEÖò±É{ÉÉÊ±ÉÊxÉ näùÊ´É {ÉËiÉ ¨É¨É {ÉÉ±ÉªÉ ¦ÉMÉ´ÉÊiÉ MÉRÂóMÉä** 3** (Eò±ÉªÉä) 

VÉMÉnùPÉxÉÉÊ¶ÉÊxÉ VÉxÉÊxÉ ¦ÉMÉÒ®úlÉÊxÉ¯û{É¨ÉEòÒÌiÉ{ÉiÉÉEäò* 

i´ÉÉÊ¨É½þ xÉÉèÊ¨É ºÉnùÉ nùÊªÉiÉÆ ¨É¨É {ÉÉ±ÉªÉ ¦ÉÉÊ´ÉiÉ±ÉÉäEäò** 4** (Eò±ÉªÉä) 
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näùÊ´É nùªÉº´É Eò{ÉÌnùEò{ÉnÇùEò¨ÉÉ±ÉÊiÉEòÉEÞòiÉ¨ÉÉ±Éä* 

iÉ]õªÉÖMÉºÉÉÎxpùiÉEÖòºÉÖÊ¨ÉiÉEäòºÉ®úxÉ´ÉEÞòiÉ¨ÉÉ±ÉiÉ¨ÉÉ±Éä** 5** (Eò±ÉªÉä) 

¨ÉÖ®ú½þ®úSÉ®úhÉºÉ®úÉä¯û½þ¨ÉvÉÖ®úºÉÊxÉ¯û{É¨É{ÉÚhÉÇÊ´É±ÉÉºÉä* 

+xÉÖÊnùxÉ¨ÉÊ{É ¤É½ÖþiÉ®ú¦ÉªÉ¶ÉÉÊ±ÉÊxÉ {ÉÉ±ÉªÉ xÉÉä ´ÉxÉ´ÉÉºÉä** 6** (Eò±ÉªÉä) 

Ê´É±ÉºÉÊiÉ Ê´ÉEòÊºÉiÉºÉ®úÊºÉVÉÊxÉMÉÇiÉ¨ÉÊ±É{É]õ±ÉÆ iÉ´É xÉÒ±É¨ÉÂ* 

¨ÉVVÉxÉEÖòVVÉxÉnäù½þºÉ¨ÉÖnÂùMÉiÉÊ¨É´É PÉxÉ{ÉÉiÉEò VÉÉ±É¨ÉÂ** 7** (Eò±ÉªÉä) 

®úÉ¨ÉEò´ÉäÊ®úÊiÉ MÉÒiÉ¨ÉÖnùÉ®ú{ÉnùÉ´ÉÊ±ÉEòÉä¨É±É¤ÉxvÉ¨ÉÂ* 

+xÉÖÊnùxÉ¨ÉÊ{É {É`öiÉÉÆ ½þ®úiÉä ¦ÉÖÊ´É VÉ¼xÉÖºÉÖiÉÉ ¦É´É¤ÉxvÉ¨ÉÂ** 8** (Eò±ÉªÉä) 

iÉÒi´ÉÉÇ Ê´É¹hÉÖ{ÉnùÉänÂù¦É´ÉÉ¨ÉlÉ ¦É®úuùÉVÉÆ |ÉªÉÉMÉä ¨ÉÖËxÉ 

xÉi´ÉÉ iÉuùSÉºÉÉ Ê´ÉÊSÉjÉÊ´ÉÊ{ÉxÉä pùÉEÂò ÊSÉjÉEÚò]äõ ÊMÉ®úÉè* 

EÞòi´ÉÉ {ÉhÉÇEÖò]õÓ ´ÉºÉxÉÂ |ÉÖ¨ÉÖÊnùiÉ& ºÉÉèÊ¨ÉÊjÉ¶ÉÖ¸ÉÚ¹ÉªÉÉ 

´Éènäù½þÓ ºÉ¨É±ÉÉä¦ÉªÉnÂù EòÊiÉ{ÉªÉÆ EòÉ±ÉÆ ®úPÉÚhÉÉÆ {ÉÊiÉ&** 20** 

VÉxÉEòVÉÉ´ÉxÉ±ÉÉä¦ÉxÉºÉ¨¦É´ÉpÖùÊSÉ®úºÉÉè ÊSÉ®úºÉÉè®ú¦É¦ÉÞpÖù¨ÉÉ&* 

ÊMÉÊ®úiÉ]õÒÌ´É Ê´ÉvÉÉ& ºÉ¨Énù¶ÉÇªÉiºÉ ºÉ®úºÉÉÆ ºÉ®úºÉÉ¨ÉÊ{É SÉ Ê¸ÉªÉ¨ÉÂ** 21** 
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** nù¶É¨ÉÉ¹]õ{ÉnùÒ** 

(ºÉ¨ÉÖÊnùiÉ¨ÉnùxÉä <ÊiÉ´ÉiÉÂ) 

(ºÉÉ´ÉäÊ®ú/MÉÖ̈ ¦ÉMÉÉ¨¦ÉÉäÊVÉ®úÉMÉäxÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

<½þ ºÉÖ¨ÉVÉÊ]õ±ÉÆ EòRÂóEäòÊ³ý{É]õ±ÉÆ Ê´É±ÉºÉÊiÉ ¨ÉvÉÖ®úÉvÉ®äú* 

SÉ¨{ÉEòEÖòºÉÖ¨ÉÆ {ÉÊ®ú¨É±Éè®úºÉ¨ÉÆ Ê´É®úSÉªÉä Eò¤É®úÒ¦É®äú** 1** 

nùÊªÉiÉä Ê´ÉÊ{ÉxÉä Ê´É½þ®ú ºÉÖJÉÆ ºÉÖ¨ÉÖÊJÉ ªÉlÉä¹]õ¨ÉvÉÖxÉÉ**  

<½þ {É¶ªÉ xÉÊ±ÉxÉÒ ºÉÖÊ´É´ÉÞiÉnùÊ±ÉxÉÒ Eò±ÉªÉÊiÉ ¾þnùªÉ¨ÉÖnù¨ÉÂ* 

+{ÉÊSÉxÉÖ ´ÉEÖò±ÉÆ {ÉÊ®ú¨É±É¤É½Öþ±ÉÆ EÖò¯û ¦ÉÖVÉÊ¶ÉJÉ®äú {Énù¨ÉÂ** 2** (nùÊªÉiÉä) 

ºÉÖ®úÊ¦ÉiÉEòEÖò¦ÉÆ ±ÉÉäEòªÉ MÉMÉxÉÆ Ê´É½þ®úhÉ®úÊºÉEäò ´ÉxÉä* 

¨ÉÉ±ÉÊiÉÊxÉSÉªÉÉä Ê´É±ÉºÉiÉÖ EÖòSÉªÉÉä¯û{ÉÊ®ú iÉä ¯ûÊSÉ®úÉxÉxÉä** 3** (nùÊªÉiÉä) 

iÉ´É ¦ÉÖVÉªÉÖMÉ±ÉÆ ¨ÉÉ±ÉÊiÉ ¨ÉÞnÖù±ÉÆ ´Éä¹]õªÉ xÉxÉÖ ¨Éä MÉ±Éä* 

ºÉÖ¨ÉiÉ¯ûºÉÊ´ÉvÉÆ |ÉÉ{ÉªÉä ÊxÉÊ¤ÉbÆ÷ Ê´ÉSÉ®ú ¨ÉªÉÉ ºÉ½þ EòÉä¨É±Éä** 4** (nùÊªÉiÉä) 

+xÉÖ®úÉMÉÉnùÊªÉ iÉä ´ÉxÉºÉÒÎ¨xÉ näùÊ´É ÊSÉ®Æú ´ÉºÉiÉÉä%Ê{É ¨Éä* 

+´É®úÉävÉÉnùÊvÉEÆò ºÉÖJÉ¨ÉxÉ´ÉÊvÉEÆò ¦É´ÉÊiÉ |É¨ÉnùÉäkÉ¨Éä** 5** (nùÊªÉiÉä) 

¶ÉÖÊSÉ¨ÉÉÆºÉ¨ÉvÉÖxÉÉ ¦ÉÉÊ´ÉiÉ¨ÉvÉÖxÉÉ º´ÉÒEÖò¯û vÉ®úhÉÒºÉÖiÉä* 

={ÉÊ´É¶É Ê´É¨É±Éä Ê´ÉxÉiÉpÖù¨ÉiÉ±Éä ¶ÉÒiÉ±É¨ÉÞnÖù¨ÉÉ¯ûiÉä** 6** (nùÊªÉiÉä) 

+ÊiÉnÚùxÉÉè SÉ®úhÉÉè EÞòiÉ´ÉxÉSÉ®úhÉÉè Ê´ÉvÉ®úÉRÂóEäò ¨É¨É ºÉÉ¨|ÉiÉ¨ÉÂ* 
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JÉänùÉ{ÉxÉªÉxÉÆ ¨ÉÞnÖùiÉ®ú®úSÉxÉÆ Eò±ÉªÉÉÊ¨É ªÉlÉÉ iÉä Ê½þiÉ¨ÉÂ** 7** (nùÊªÉiÉä) 

¸ÉÒ®úÉ¨ÉEòÊ´ÉxÉÉ ÊxÉMÉÊnùiÉ¨É¨ÉÖxÉÉ%%oùiÉ¨ÉÉªÉÇEòÊ´ÉºÉÆºÉnùÉ* 

´ÉènäùÊ½þ±ÉÊ±ÉiÉÆ ®úPÉÖ´É®ú¨ÉÊ½þiÉÆ Ê´ÉvÉÖxÉÉäiÉÖ nÖùÊ®úiÉÆ ºÉnùÉ** 8** (nùÊªÉiÉä) 

xÉÒiÉÉä ®úÉIÉºÉxÉÉ¶ÉxÉÉªÉ ¨ÉÖÊxÉ¦ÉÒ ®úÉ¨ÉÉä Ênù¶ÉÆ nùÊIÉhÉÉÆ 

{É¶ªÉzÉÉ¸É¨É¨É´ÉÉÊºÉxÉ& º´ÉªÉ¨ÉÊ{É pùÉEÂò {É\SÉ´É]õ¬É¸ÉªÉ&* 

ºÉÒiÉÉ±ÉÖ¤vÉnù¶ÉÉºªÉSÉÉäÊnùiÉ´É±Éx¨ÉÉ®úÒSÉ¨ÉÉªÉÉ¨ÉÞMÉ- 

´ªÉÉEÞò¹]õÉä ÊxÉ½þiÉäxÉ iÉäxÉ Eò¯ûhÉÉGòxnèù®ú¦ÉÚiÉÂ ´ÉÎ\SÉiÉ&** 22** 

¸ÉÉxiÉÉä ¦ÉÞ¶ÉÆ iÉnùxÉÖ {É\SÉ´É]õÒEÖò]õÒ®ú- 

¨ÉÉMÉiªÉ iÉjÉ VÉxÉEäòxpùºÉÖiÉÉ¨É{É¶ªÉxÉÂ* 

¨ÉÉä½þÉEÖò±ÉÉä Ê´É®ú½þEòÉiÉ®úvÉÒ´ÉÇxÉÉxiÉä 

Ê´É¹´ÉEÂò §É¨ÉxÉÂ ¤É½ÖþÊ´ÉvÉÆ Ê´É±É±ÉÉ{É ®úÉ¨É&** 23** 

** BEòÉnù¶ÉÉ¹]õ{ÉnùÒ** 

(´ÉnùÊºÉ ªÉÊnù ËEòÊSÉnùÊ{É <ÊiÉ´ÉiÉÂ) 

(¨ÉÖEòÉÊ®ú®úÉMÉähÉ ZÉÆ{ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

nù®ú½þÊºÉiÉºÉÖxnù®Æú iÉ´É ´ÉnùxÉ{ÉÆRÂóEòVÉÆ 

nù¶ÉÇªÉ ºÉEÞòx¨É¨É ºÉ±ÉÒ±É¨ÉÂ* 

iÉ®ú±ÉiÉ®ú±ÉÉªÉiÉä ¾þnùªÉ¨ÉvÉÖxÉÉÊvÉEÆò 
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´É½þÊiÉ {ÉÊ®úiÉÉ{É¨ÉÊiÉ´Éä±É¨ÉÂ** 1** 

´ÉxÉä C´ÉÉÊºÉ ºÉÒiÉä  

´ÉSÉxÉ¨ÉÊ{É näùÊ½þ ºÉÖ¨ÉxÉºªÉ¨ÉÂ* 

¨ÉÊªÉ ´Énù ÊxÉ®úÉMÉÊºÉ GòÉävÉ¨ÉÖ{ÉªÉÉÊºÉ ËEò 

¨ÉÖ\SÉ {ÉÊ®ú½þÉºÉ¨ÉÊiÉnÚù®ú¨ÉÂ** (´ÉxÉä) 

|ÉäªÉÊºÉ ºÉ½þÉªÉiÉÉÆ |ÉÉ{ªÉ ÊEò±É iÉä ¨ÉªÉÉ 

MÉ½þxÉ¦ÉÖÊ´É näùÊ´É ÊSÉ®úEòÉ±É¨ÉÂ* 

xÉMÉ®ú¨ÉÊ{É ¨ÉÖ\SÉiÉÉ º´ÉVÉxÉ¨ÉÊ{É ¨ÉÖ\SÉiÉÉ 

xÉ MÉÊhÉiÉ¨É¦ÉÚnÂù ºÉÖJÉVÉÉ±É¨ÉÂ** 2** (´ÉxÉä) 

|ÉhÉÊªÉÊxÉ {É®úÒÊIÉiÉÖÆ ÊEò¨ÉÖiÉ ¨É¨É ¨ÉÉxÉºÉÆ 

C´ÉSÉxÉ MÉ½þxÉä ÊEò¨ÉÊºÉ ±ÉÒxÉÉ* 

+±É¨É±ÉÊ¨ÉiÉÉä%ÊvÉEÆò Ê´É®ú½þSÉÊEòiÉÉä%Îº¨É ¨Éä 

VÉÒÊ´ÉiÉEò±ÉÉ ¦É´ÉnùvÉÒxÉÉ** 3** (´ÉxÉä) 

®úÊ½þiÉ¨ÉvÉÖxÉèEòªÉÉ ¦ÉÖ´ÉxÉ¨ÉÊJÉ±ÉÆ i´ÉªÉÉ 

¶ÉÚxªÉÊ¨É´É ¦ÉÉÊiÉ ¨É¨É xÉÚxÉ¨ÉÂ* 

¨É¨É ÊEò¨ÉªÉÉävªÉªÉÉ |ÉÉhÉ´É½þxÉäxÉ ´ÉÉ 

º¡Öò®úÊiÉ ¨É¨É xÉ |ÉÊiÉÊ´ÉvÉÉxÉ¨ÉÂ** 4** (´ÉxÉä) 
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ºÉ¨ÉªÉÊ¨É¨É¨ÉÖ{É±É¦ªÉ nÖùÌ´É¹É¨É¶É®ú{ÉÉiÉEòÒ 

¨É¨É {ÉÖxÉ¯û{ÉÉÆ¶ÉÖ´ÉvÉEòÉ®úÒ* 

iÉxÉÖ®úÊ{É SÉ ºÉVVÉªÉiªÉ½þ½þ ÊxÉ½þiÉÉä%º¨ªÉ½Æþ 

Ê¶É´É Ê¶É´É Ê´ÉÊvÉºiÉnùxÉÖºÉÉ®úÒ** 5** (´ÉxÉä) 

Ê¤É±´ÉºÉoù¶ÉºiÉxÉÒ C´É xÉÖ EòlÉªÉ Ê¤É±´É ºÉÉ 

ÊiÉ±ÉEò¯ûÊSÉ®úÉÆ ¥ÉÚÊ½þ ÊiÉ±ÉEò ´ÉÉ¨ÉÉ¨ÉÂ* 

ÊIÉÊiÉ¦ÉÞiÉÉ¨ÉÊvÉxÉÉlÉ EòÉÊ{É xÉÞ{ÉºÉÖxnù®úÒ 

´ÉÒÊIÉiÉÉ ªÉÊnù ¦É´ÉäiÉÂ ¶ÉÆºÉ ®úÉ¨É¨ÉÂ** 6** (´ÉxÉä) 

®úÉ¨É¨ÉªÉVÉÒÊ´ÉiÉä ®úPÉÖ´ÉÆ¶ÉnùÒÊ{ÉEäò 

½þÉ ¨É½þÒ´É®ú{ÉÖÊjÉ ½þÉ ºÉÖ¶ÉÒ±Éä* 

näùÊ½þ ¨Éä |ÉÊiÉ´ÉSÉxÉÆ näùÊ½þ ¨É¨É nù¶ÉÇxÉÆ 

½þÉ Ê|ÉªÉä ¨É¨É ¾þnùxÉÖEÚò±Éä** 7** (´ÉxÉä) 

®úÉ¨ÉEòÊ´ÉxÉÉ ¦ÉÊhÉiÉÊ¨ÉÊiÉ ¦ÉÚÊ¨ÉEòxªÉEòÉ 

®úÊ½þiÉ®úPÉÖxÉÉªÉEòÊ´É±ÉÉ{É¨ÉÂ* 

¸É´ÉhÉ¨ÉvÉÖ®Æú ºÉnùÊºÉ MÉÉªÉiÉÉÆ xÉÊ½þ ¦É´ÉÊiÉ 

¨ÉÉÊxÉxÉÒVÉxÉÊ´É®ú½þ{ÉÉ{É¨ÉÂ** 8** (´ÉxÉä) 

¶ÉÉäEòÉäx¨ÉkÉ¨ÉxÉÉ ´ÉxÉä ºÉ½þ¦ÉÖ´ÉÉ ®úÉ¨ÉÉä Ê´ÉÊSÉx´ÉxÉÂ Ê|ÉªÉÉÆ 
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|ÉiªÉähÉÆ |ÉÊiÉ¤ÉÌ½þhÉÆ |ÉÊiÉÊMÉÊ®ú |ÉiªÉÉ{ÉMÉÆ |ÉiªÉMÉ¨ÉÂ* 

{ÉÞSUôxÉÂ ±ÉI¨ÉhÉºÉÉÎxi´ÉiÉ& |ÉÊiÉ{ÉnÆù MÉSUôxÉÂ nùnù¶ÉÉÇOÉiÉ& 

EòºªÉÉ{ªÉÉ½þ´É±ÉIÉhÉÆ ½þiÉ½þªÉÆ ÊxÉÌ¦ÉzÉ ºÉÚiÉÆ MÉlÉ¨ÉÂ** 24** 

iÉ¨ÉÉMÉiÉÆ ´ÉÒIªÉ ®úPÉÖ|É´ÉÒ®Æú +x´Éä¹É¨ÉÉhÉÆ VÉxÉEäòxpù{ÉÖjÉÒ¨ÉÂ* 

|ÉÉhÉè±ÉÖÇ`öÎnÂù¦É& ÊxÉVÉEòh`ö{ÉÒ`äö ¨ÉÖÁxÉÂ ¨ÉÖ½Öþ& |ÉÉ½þ ¶ÉxÉè& VÉ]õÉªÉÖ&** 25** 

** uùÉnù¶ÉÉ¹]õ{ÉnùÒ** 

(º¨É®úºÉ¨É®úÉäÊSÉiÉ <ÊiÉ´ÉiÉÂ) 

(ºÉÉ®úRÂóMÉ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

+xÉÖEò±ÉºÉ¨ÉÖÊnùiÉ ÊxÉVÉiÉxÉÖEò¨{ÉÉ 

®úÉ´ÉhÉVÉ±ÉvÉ®úÊ¨ÉÊ±ÉiÉä´É ¶ÉÆ{ÉÉ* 

xÉÒiÉÉ ºÉÖ®úÊ®ú{ÉÖhÉÉ ºÉÒiÉÉ  

ÊxÉÊ¶ÉSÉ®ú{ÉÊiÉxÉÉ +ÊiÉEÞò{ÉhÉÉ** 1** (xÉÒiÉÉ) 

{ÉÊ®úvÉÞiÉ¨ÉÞnÖùiÉ®úxÉ´É½äþ¨É´ÉºÉxÉÉ 

MÉ¨ÉxÉ®ú¦ÉºÉ±ÉÉä±ÉÊºÉ\VÉÉxÉ®ú¶ÉxÉÉ** 2** (xÉÒiÉÉ) 

GòÉä¶ÉxiÉÒ ¦ÉªÉ¦ÉÉ®ú{É®ú´É¶ÉEò®úhÉÉ 

½þÉ ®úÉ¨É ½þÉ ±ÉI¨ÉhÉäÊiÉ ºÉEò¯ûhÉÉ** 3** (xÉÒiÉÉ) 

iÉ®úÊ±ÉiÉºÉÉ®úRÂóMÉ¶ÉÉ¤ÉEòxÉªÉxÉÉ 
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¦ÉÚ¹ÉhÉ{ÉÉiÉxÉº¡Öò]õÒ¦É´ÉnùªÉxÉÉ** 4** (xÉÒiÉÉ) 

¨ÉuùvÉnù¶ÉÇxÉ¤É½ÖþÊ±ÉiÉÊSÉxiÉÉ 

{ÉÖxÉ®úÊ{É iÉäxÉè´É ¾þiÉÉ iÉ´É EòÉxiÉÉ** 5** (xÉÒiÉÉ) 

ªÉÉ¨ÉÉä¹ÉvÉÒÊ¨É´É Ê´ÉÊSÉxÉÉäÊ¹É ¦ÉÖ´ÉxÉä 

ºÉÉ näù´ÉÒ ¨Éi|ÉÉhÉèººÉ½þ ®úÉ¨É Ê´ÉÊ{ÉxÉä** 6** (xÉÒiÉÉ) 

+{É¾þiÉÉ ¨ÉÚfäøxÉ Ê´Éxnäù ¨ÉÖ½ÚþiÉæ 

B¹ªÉÊiÉ xÉ ÊSÉ®äúhÉ ¨É½þxÉÒªÉEòÒiÉæ** 7** (xÉÒiÉÉ) 

¸ÉÒ®úÉ¨ÉEòÊ´É´É®úEÞòÊiÉÊ¨ÉÊiÉ {É`öiÉÉÆ 

Ê´ÉiÉ®úÊiÉ ®úPÉÖ{ÉÊiÉ& Ê¸ÉªÉ¨ÉÊiÉÊ´ÉiÉiÉÉ¨ÉÂ** 8** (xÉÒiÉÉ) 

iÉÆ ºÉÆºEÞòiªÉ VÉ]õÉªÉÖ¹ÉÆ Ê{ÉiÉÞºÉJÉÆ ºÉÒiÉÉ|É´ÉÞkªÉÖiºÉÖEòÉä 

½þi´ÉÉ PÉÉä®úEò¤ÉxvÉ¨ÉºªÉ ´ÉSÉºÉÉ ºÉÖOÉÒ´ÉºÉJªÉÉoùiÉ&* 

MÉSUôzÉä´É ´ÉxÉä iÉ{ÉÎº´É{É]õ±ÉÒ¶ÉÖ¸ÉÚ¹ÉªÉÉ Ê´É¸ÉÖiÉÉÆ 

®úÉ¨É& EòÉ¨ÉÊ{É ºÉxnùnù¶ÉÇ ¶É¤É®úÒ¨ÉÉÊiÉlªÉnùÉxÉÉäiºÉÖEòÉ¨ÉÂ** 26** 

+lÉ ºÉÉEòÉSÉxÉ ÊºÉrùÉ ¦ÉÊHòÊxÉ¤ÉrùÉ iÉ{ÉÎº´ÉxÉÒ ¶É¤É®úÒ* 

´ÉxªÉ¡ò±Éè& ÊEò±É ®úÉ¨ÉÆ VÉMÉnùÊ¦É®úÉ¨ÉÆ ºÉ¨É½ÇþªÉÉÆSÉGäò** 27** 
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** jÉªÉÉänù¶ÉÉ¹]õ{ÉnùÒ** 

({É¶ªÉÊiÉ ÊnùÊ¶É ÊnùÊ¶É <ÊiÉ´ÉiÉÂ) 

(¶ÉRÂóEò®úÉ¦É®úhÉ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

{ÉC´ÉÉÊxÉ º´ÉªÉ¨Éä´É iÉ¯û¨ÉÚvxÉÔ¨ÉÉÊxÉ 

nùªÉªÉÉ ¦ÉIÉªÉ ®úÉVÉù®ú¨¦ÉÉ¡ò±ÉÉÊxÉ* 

xÉÉlÉ Ê´É¦ÉÉä ®úPÉÖxÉÉlÉ Ê´É¦ÉÉä  

º´ÉÒEÖò¯û xÉÉxÉÉ´ÉxªÉ¡ò±É¨ÉÂ** 1** (xÉÉlÉ) 

¨ÉvÉÖ®ú¨ÉvÉÖÊ®ú¨ÉEäòºÉ®úVÉÉ±ÉÆ 

i´ÉiEÞòiÉä ¨ÉªÉÉ xÉÒiÉÆ iÉÊnùnÆù ®úºÉÉ±É¨ÉÂ** 2** (xÉÉlÉ) 

EòEÇòxvÉÖ¡ò±ÉÊ¨Énù¨ÉiªÉxiÉ¯ûÊSÉ®Æú 

<Ç¹Énù¨±É¨ÉÊ{É iÉä JÉÉnùxÉä ¨ÉvÉÖ®ú¨ÉÂ** 3** (xÉÉlÉ) 

º´É®úºÉ{ÉÊ®úhÉiÉÊ¨ÉnùÊ¨É½þ {ÉxÉºÉÆ 

¦É´ÉnùlÉÇ¨ÉÖ{ÉxÉÒiÉ¨ÉÊiÉ¶ÉªÉºÉ®úºÉ¨ÉÂ** 4** (xÉÉlÉ) 

º¡ÖòÊ]õiÉÉÊxÉ nùÉÊb÷¨É¡ò±ÉÉÊxÉ MÉÞ½þÉhÉ 

MÉÉäºiÉxÉÒºiÉ¤ÉEòÉÊxÉ ¨ÉÉ¨ÉxÉÖMÉÞ½þÉhÉ** 5** (xÉÉlÉ) 

<nù¨ÉÊiÉ¸É¨É½þÉÊ®ú ºÉ®úºÉ¨ÉÊ{ÉkÉÆ 

+RÂóMÉÒEÖò¯û Ê´É]õÊ{É{ÉC´ÉÆ EòÊ{ÉilÉ¨ÉÂ** 6** (xÉÉlÉ) 
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+ÊiÉºÉÚI¨É®úºÉ¤ÉÒVÉÊ¨ÉnùÊ¨É½þ {ÉÞlÉÖ±ÉÆ 

¦ÉIÉªÉ ´ÉxÉVÉ¨¤ÉÖ¡ò±É¨ÉÊiÉ¨ÉÞnÖù±É¨ÉÂ** 7** (xÉÉlÉ) 

i´ÉiEÞòiÉä ¨ÉªÉÉ näù´É º´ÉÉnÆù º´ÉÉnÆù 

MÉÖ{iÉÉÊxÉ ¡ò±ÉÉxªÉä´ÉÆ ¨ÉÉänÆù ¨ÉÉänù¨ÉÂ** 8** (xÉÉlÉ) 

¸ÉÒ®úÉ¨ÉEò´ÉäÊ®úÊiÉ MÉÒªÉiÉÉÆ MÉÒiÉ¨ÉÂ 

|ÉÊiÉÊnùxÉ¨ÉÞ¹]õÉzÉnùÉxÉ|ÉiÉÒiÉ¨ÉÂ** 9** (xÉÉlÉ) 

¶É¤ÉªÉÉÈ ªÉÉiÉÉªÉÉÆ ÊjÉÊnù´É¨ÉxÉÖxÉÒiÉÉä ½þxÉÖ¨ÉiÉÉ 

®ú´Éä& {ÉÖjÉÆ Ê¨ÉjÉÆ ºÉ{ÉÊnù Ê´É®úSÉªªÉÉÎMxÉºÉÊ´ÉvÉä* 

ºÉÊJÉ|Éä¨hÉÉ ®úÉ¨ÉÉä ¾þnùªÉMÉiÉ¨ÉÉËvÉ EòÊlÉiÉ´ÉÉxÉÂ 

iÉnùÉ ºÉÖOÉÒ´ÉÉä%Ê{É º´ÉªÉ¨ÉxÉÖ{ÉnÆù ´ÉÉÊ±ÉSÉÊEòiÉ&** 28** 

ºÉJªÉÆ Ê´ÉvÉÉªÉ ºÉ½þºÉÉ ®úPÉÖ{ÉÖRÂóMÉ´ÉäxÉ 

{ÉÖjÉºiÉnùÉ ÊnùxÉ´Énäù¨ÉÖÇÊnùiÉ& Eò{ÉÒxpù&* 

iÉÆ ´ÉÉÊ±ÉxÉÆ ®úhÉ¨ÉÖJÉä ÊxÉ½þiÉÆ Eò{ÉÒxÉÉÆ 

®úÉVªÉÆ º´É½þºiÉMÉiÉ¨Éä´É ÊSÉ®úÉªÉ ¨ÉäxÉä** 29** 

EòlÉªÉ EòÊ{É{ÉiÉä EòlÉÆ Ê´ÉÊ¶É¹]õÉä VÉMÉÊiÉ EòlÉÆ ¤É±É{ÉÉè¯û¹ÉººÉ ´ÉÉ±ÉÒ* 

<ÊiÉ ®úPÉÖ{ÉÊiÉxÉÉ iÉlÉÉ ÊxÉªÉÖHòÉä ½þÊ®ú{ÉÊiÉÊ®úilÉ¨ÉÖ´ÉÉSÉ ´ÉÉÊ±É¶ÉÊHò¨ÉÂ** 30** 
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** SÉiÉÖnÇù¶ÉÉ¹]õ{ÉnùÒ** 

(´É½þÊiÉ ¨É±ÉªÉºÉ¨ÉÒ®äú <ÊiÉ´ÉiÉÂ) 

(+ÉxÉxnù¦Éè®ú´ÉÒ/{ÉxiÉÖ´É®úÉÊ±É ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

+´ÉÊxÉvÉ®úÊ¶ÉJÉ®úVÉÉ±ÉÆ EòxnÖùEòÊ¨É´É ºÉ±ÉÒ±É¨ÉÂ* 

ÊIÉ{ÉÊiÉ Ê´ÉªÉÊiÉ Ê´É{ÉÖ±ÉÆ vÉ®úÊiÉ {ÉÖxÉ®úÊ{É ºÉJÉä±É¨ÉÂ** 1** 

ºÉ ÊEò±É ®úPÉÚkÉ¨ÉÂ ´ÉÉ±ÉÒ Ê{ÉiÉÞÊ´ÉGò¨É¶ÉÉ±ÉÒ**  

+Ê{É SÉ {ÉÖxÉ®äúEòºÉÉ±ÉÆ Ê´Énù±ÉªÉÊiÉ Ê´É¶ÉÉ±É¨ÉÂ* 

´É½þÊiÉ ÊxÉVÉ¦ÉÖVÉ¤É±ÉÆ ¨É¨É ºÉEò±ÉÊ´É{ÉÊnù ¨ÉÚ±É¨ÉÂ** 2** (ºÉ ÊEò±É) 

ºÉ Ê½þ SÉiÉÖ¯ûnùÊvÉ´ÉÉÊ®úhªÉÖ¹ÉÊºÉ ÊxÉªÉ¨ÉEòÉ®úÒ* 

+]õÊiÉ Ê´É¨É±É±É½þ®úÒ¨ÉªÉ¨ÉxÉÖÊnùxÉ¨ÉÊ´ÉEòÉ®úÒ** 3** (ºÉ ÊEò±É) 

ºÉ½þVÉ <ÊiÉ xÉÉ¨É¨ÉÉjÉÆ ¦É´ÉÊiÉ xÉ ¨É¨É Ê¨ÉjÉ¨ÉÂ* 

+½þ®úiÉ ¨É¨É Eò±ÉjÉÆ +½þÊ¨É½þ iÉ´É nùªÉÉ{ÉÉjÉ¨ÉÂ** 4** (ºÉ ÊEò±É) 

{ÉÊ®úÊSÉiÉÊ´ÉÊ´ÉvÉ |Énäù¶ÉÆ ¸ÉÒ®úÉ¨ÉvÉÞiÉÊxÉnäù¶É¨ÉÂ* 

¨ÉÉ¨É´É ºÉ½þVÉºÉoù¶ÉÆ ®úSÉªÉ ÊxÉ{ÉÖÊ´ÉxÉÉ¶É¨ÉÂ** 5** (ºÉ ÊEò±É) 

+É·ÉÉºªÉÉlÉ Eò{ÉÒxpù¨ÉºªÉ VÉxÉªÉxÉÂ EòÉ¨ÉÆ ¤É±É|ÉiªÉªÉÆ 

½þi´ÉÉ ´ÉÉÊ±ÉxÉ¨ÉÉ½þ´Éä ®úPÉÖ{ÉÊiÉ& ºÉÖOÉÒ´É®úÉVªÉ|Énù&* 

ÊiÉ¹`öxÉÂ ¨ÉÉ±ªÉ´ÉiÉºiÉ]äõ ¶É®únÖù{ÉÉ®Æú¦Éä%Ê{É EòÉ¨ÉÉiÉÖ®Æú 
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ºÉÖOÉÒ´ÉÆ |ÉÊiÉ ºÉÎxnùnäù¶É ºÉ ¨ÉÞ¹ÉÉEòÉä{ÉÉEÖò±ÉÉä ±ÉI¨ÉhÉ¨ÉÂ** 31** 

®úÉ¨ÉGòÉävÉÊuùMÉÖÊhÉiÉ¯û¹ÉÆ ±ÉI¨ÉhÉÆ ´ÉÒIªÉ ¦ÉÒiªÉÉ 

ºÉÖOÉÒ´ÉähÉÉxÉÖxÉªÉxÉEÞòiÉä |ÉäÊ¹ÉiÉÉ ¦ÉÚÊ¹ÉiÉÉRÂóMÉÒ* 

»ÉÆºÉiEòÉÆSÉÒ ºJÉÊ±ÉiÉMÉ¨ÉxÉÉ ¨Éxnù ¨ÉxnÆù |ÉªÉÉxiÉÒ 

´ÉÉCªÉè®äú´ÉÆ |ÉhÉªÉ¨ÉvÉÖ®èú& ºÉÉÆi´ÉªÉÉ¨ÉÉºÉ iÉÉ®úÉ** 32** 

** {É\SÉnù¶ÉÉ¹]õ{ÉnùÒ** 

(+ÊxÉ±ÉiÉ®ú±É <ÊiÉ´ÉiÉÂ) 

({ÉÖzÉÉMÉ´É®úÒÊ±É®úÉMÉähÉ +ÉÊnù/ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

ÊnùÊ¶É ÊnùÊ¶É VÉxÉEònÖùÊ½þiÉÞÊ´ÉSÉªÉÉªÉ 

|ÉÊ½þiÉ¨É½þÉ¤É±ÉEòÊ{ÉÊxÉSÉªÉÉªÉ* 

EÖò{ªÉ xÉ ´ÉÉxÉ®ú¦ÉÚ¦ÉÖVÉä ºÉÖ¾þnäù GÖòvªÉ xÉ** 1**  

ºÉ¨ÉÊvÉMÉiÉÉÊ¦ÉxÉ´É Ê´É¦É´ÉªÉÖiÉÉªÉ 

Ê´É¹ÉªÉºÉÖJÉäxÉ ÊSÉ®ú¨ÉºÉÖÊ½þiÉÉªÉ** 2** (EÖò{ªÉ xÉ) 

±ÉPÉÖiÉ®úEòÊ{ÉEÖò±ÉvÉÞiÉVÉxÉxÉÉªÉ 

xÉ®ú´É®ú ®úÉPÉ´ÉÊ½þiÉ¨ÉxÉxÉÉªÉ** 3** (EÖò{ªÉ xÉ) 

i´ÉnÖù{ÉEÞòÊiÉ¨ÉÊ{É ºÉ MÉhÉªÉÊiÉ ÊxÉiÉ®úÉÆ 

º¨ÉÞÊiÉ¨ÉÊ{É ¨ÉÖ\SÉÊiÉ ´É{ÉÖÊ¹É SÉ xÉ {É®úÉ¨ÉÂ** 4** (EÖò{ªÉ xÉ) 
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xÉ JÉ±ÉÖ ºÉ Eò\SÉxÉ {ÉÖxÉ®ú{É®úÉvÉÆ 

Eò±ÉªÉÊiÉ {ÉÊ®ú½þ®ú ºÉÖ¾þÊnù Ê´É®úÉävÉ¨ÉÂ** 5** (EÖò{ªÉ xÉ) 

|ÉhÉ¨ÉÊiÉ EòÊ{É{ÉÊiÉÊ®ú½þ EÖò¯û Eò¯ûhÉÉÆ 

|É¶É¨ÉªÉ où¶É¨ÉÊ{É ºÉ¨ÉÊvÉEò¨É¯ûhÉÉ¨ÉÂ** 6** (EÖò{ªÉ xÉ) 

Ê´ÉÊ¶ÉJÉÊxÉ´É½þÊ¨É´É ÊMÉ®ú¨ÉÊiÉ{É¯û¹ÉÉÆ 

¸ÉÉ´ÉªÉ EòhÉæ xÉ EÖò¯û {Énù¨É¯û¹ÉÉ¨ÉÂ** 7** (EÖò{ªÉ xÉ) 

¸ÉÒ®úÉ¨ÉEòÊ´É´É®úEòÊlÉiÉ´ÉSÉxÉÉÊxÉ 

|É{É`öiÉÉä Ênù¶ÉÊiÉ ½þÊ®úÊ®ú½þ ºÉÖJÉÉÊxÉ** 8** (EÖò{ªÉ xÉ) 

ºÉÒiÉÉÆ ¨ÉÉÌMÉiÉÖ¨ÉÖtiÉä¹ÉÖ EòÊ{É¹ÉÖ |ÉÉä±±ÉÆPªÉ ´ÉÉ®úÉÆÊxÉËvÉ 

±ÉRÂóEòÉªÉÉÆ {ÉÊ®úiÉÉä Ê´ÉÊSÉiªÉ ½þxÉÖ¨ÉÉxÉiªÉxiÉÊSÉxiÉÉEÖò±É&* 

nùÒxÉÉ¨ÉèIÉiÉ ®úÉIÉºÉÒÊ¦É®úÊ¦ÉiÉ& ºÉÆ®úÊIÉiÉÉÆ Ë¶É¶ÉÖ{ÉÉ- 

¨ÉÚ±Éä näù½þÊ´ÉºÉVÉÇxÉ´ªÉ´ÉÊºÉiÉÉÆ näù´ÉÓ º¨É®úxiÉÓ {ÉÊiÉ¨ÉÂ** 33** 

®úÉ´ÉhÉ¨ÉÎxnù®úÊxÉÊ½þiÉÉÆ ®úÉPÉ´É®úÊ½þiÉÉÆ VÉMÉk®úªÉÒ¨ÉÊ½þiÉÉ¨ÉÂ* 

+ÊiÉºÉÉ½þºÉºÉÊzÉÊ½þiÉÉÆ VÉxÉEäòxpùºÉÖiÉÉ¨ÉÖ´ÉÉSÉ {É´ÉxÉºÉÖiÉ&** 34** 
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** ¹ÉÉäb÷¶ÉÉ¹]õ{ÉnùÒ** 

(½þÊ®ú®úÊ¦ÉºÉ®úÊiÉ <ÊiÉ´ÉiÉÂ) 

(ªÉnÖùEÖò±ÉEòÉÆ¦ÉÉäÊVÉ®úÉMÉähÉ +ÉÊnù/ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

iÉ´É {ÉÊiÉ®úxÉÖVÉäxÉ Ê´ÉVÉªÉiÉä EÖò¶É±ÉÒ 

i´ÉÉ¨ÉÉ½þ EÖò¶É±ÉÆ i´ÉÊªÉ |Éä¨É¶ÉÉ±ÉÒ* 

®úÉPÉ´Éä ºÉ´ÉÇlÉÉ EÖò¯û ¨ÉÉ Ê´É¹ÉÉnù¨ÉªÉä** 1**  

B¹ªÉÊiÉ ®úPÉÖ{ÉÊiÉÊ®ú½þ iÉäxÉÉ®úVÉºÉÉ 

¨É¨É ´ÉSÉxÉ¸É´ÉhÉÉnùxÉÖiÉ®úºÉÉ** 2** (®úÉPÉ´Éä) 

ÊxÉxnùÊiÉ ÊxÉVÉ¨ÉÊ{É ¤É½ÖþvÉÉ ¶É®úÒ®Æú 

iÉ´É Ê´É®ú½äþ MÉÖ¯ûÊ¨É´É ¦ÉÚÊ¨É¦ÉÉ®ú¨ÉÂ** 3** (®úÉPÉ´Éä) 

xÉÉ¶xÉÉÊiÉ xÉ Ê{É¤ÉÊiÉ xÉ SÉ ªÉÉÊiÉ ÊxÉpùÉÆ 

vªÉÉªÉÊiÉ ¦É´ÉiÉÓ ºÉnùÉ ¾þÊnù ¦ÉpùÉ¨ÉÂ** 4** (®úÉPÉ´Éä) 

¨É¶ÉEòEòÒ]õ¨ÉÊ{É näùÊ´É xÉ SÉÉRÂóMÉÉiÉÂ 

®úÉ¨ÉÉä%{ÉxÉªÉÊiÉ Ê´É®ú½þ Ê´É´É¶ÉÉä%xiÉ®úRÂóMÉä** 5** (®úÉPÉ´Éä) 

i´Éx¨ÉªÉ¾þnùªÉäxÉ ÊnùÊ¶É ÊnùÊ¶É ¦É´ÉiÉÒ¨ÉÂ 

+´É±ÉÉäCªÉÉxÉÖ{É±É¦ªÉ ¶ÉÖSÉÆ ªÉÉÊiÉ ¨É½þiÉÒ¨ÉÂ** 6** (®úÉPÉ´Éä) 

´É½þÊiÉ ¨Éx¨ÉlÉ¤ÉÉhÉ½þiÉ¨ÉÊ{É Eò®úhÉ¨ÉÂ 
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½þÉ ºÉÒiÉä C´ÉÉºÉÒÊiÉ Ê´É±É{ÉÊiÉ Eò¯ûhÉ¨ÉÂ** 7** (®úÉPÉ´Éä) 

¸ÉÒ®úÉ¨ÉEòÊ´É´É®úEÞòÊiÉÊ¨ÉÊiÉ {É`öiÉÉ¨ÉÂ 

´Éènäù½þÒ Ê´ÉiÉxÉÉäÊiÉ ¨ÉÊiÉ¨ÉÊiÉºÉÖÊ½þiÉÉ¨ÉÂ** 8** (®úÉPÉ´Éä) 

nùi´ÉÉ |ÉiªÉªÉ¨ÉRÂóMÉÖ±ÉÒªÉEò¨ÉiÉÉä MÉi´ÉÉ ºÉ ¦ÉRÂóCi´ÉÉ ´ÉxÉÆ 

½þi´ÉÉ ¨ÉÎxjÉºÉÖiÉÉxÉÂ +lÉÉIÉ¨É{É®úÉxÉÂ ®úIÉÉäMÉhÉÉxÉÉ½þ´Éä* 

¤Érù& ¶ÉGòÊVÉiÉÉ Ê{ÉiÉÉ¨É½þ´ÉSÉ& ºÉ¨¨ÉÉxÉªÉxÉÂ ¨ÉÉ¯ûÊiÉ& 

xÉÒiÉÉä ®úÉ´ÉhÉºÉÊzÉËvÉ Ê´ÉMÉiÉ¦ÉÒ¤ÉÇxvÉÆ IÉhÉÉnùÎSUôxÉiÉÂ** 35** 

nù¶É´ÉnùxÉºÉ¨ÉÒ{Éä ¨ÉÖHò{ÉèiÉÉ¨É½þÉºjÉ& 

iÉnùxÉÖ iÉnùxÉÖVÉÉxÉÉÆ ¸ÉÞh´ÉiÉÉ¨ÉOÉ B´É* 

Ê´ÉMÉiÉ¦ÉªÉEò±ÉRÂóEò& EòÒiÉÇªÉxÉÂ ®úÉ¨ÉEòÒÍiÉ 

¨ÉÞnÖù{É¯û¹ÉMÉ¦ÉÒ®Æú ´ÉÉCªÉ¨ÉÚSÉä ½þxÉÚ¨ÉÉxÉÂ** 36** 

** ºÉ{iÉnù¶ÉÉ¹]õ{ÉnùÒ** 

(Ê´É®úÊSÉiÉSÉÉ]Öõ´ÉSÉxÉ¨ÉÂ <ÊiÉ´ÉiÉÂ) 

(Eò±ªÉÉhÉÒ®úÉMÉähÉ ÊjÉ{ÉÖ]õ/+ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

½þÊ®ú{ÉÊiÉ®úÉ½þ ºÉJÉÉ ¦É´ÉiÉÉä ¤É½Öþ EÖò¶É±É¨ÉxÉÉ¨ÉªÉnÆù iÉä* 

Ê´ÉºÉÞVÉ xÉ®äúxpù´ÉvÉÚÆ ºÉ Ê½þ ÊiÉ¹`öÊiÉ ÊxÉÎ¶SÉiÉvÉÒ¦ÉÇ´ÉnùxiÉä** 1** 

´ÉIªÉä Ê½þiÉ´ÉSÉxÉÆ ÊxÉ¶ÉÉ¨ÉªÉ ÊxÉÊ¶ÉSÉ®úxÉÉlÉ  
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®úPÉÖ{ÉÊiÉnÚùiÉ¨É´ÉäÊ½þ SÉ ¨ÉÉÊ¨É½þ ´ÉÉªÉÖºÉÖiÉÆ ½þxÉÖ¨ÉxiÉ¨ÉÂ* 

nù¶É®úlÉxÉªÉÊ´É®úÉävÉEÞòiÉÆ ¦ÉÖÊ´É ¨ÉÚiÉÇÊ¨É´ÉÉRÂóMÉ EÞòiÉÉxiÉ¨ÉÂ** 2** (´ÉIªÉä) 

{±É´ÉMÉSÉ¨ÉÚÊ®ú½þ ºÉi´É®ú¨Éä¹ªÉÊiÉ nÖù¹Eò®úºÉ¨É®úÊ´É¶ÉRÂóEòÉ* 

<ªÉ¨ÉÊ{É ®úÉIÉºÉ®úÉVÉ ¦ÉÊ´É¹ªÉÊiÉ ¦Éº¨É¨ÉªÉÒ iÉ´É ±ÉRÂóEòÉ** 3** (´ÉIªÉä) 

i´ÉÆ ÊEò±É ªÉnÂù¦ÉÖVÉ¨ÉÚ±ÉÊxÉ{ÉÒb÷xÉ {ÉÒÊb÷iÉ¨ÉºiÉEò¶ÉÉ±ÉÒ* 

ºÉÉä%Ê{É ®úPÉÚkÉ¨ÉÊ´ÉÊ¶ÉJÉ½þiÉÉä ¦ÉÖÊ´É EòÒ]õ<´ÉÉVÉÊxÉ ´ÉÉ±ÉÒ** 4** (´ÉIªÉä) 

+±É¨É½þ¨ÉRÂóMÉ ¦É´ÉxiÉ¨É{ÉÉ®ú¤É±ÉÆ ºÉ¨É®äú Ê´ÉÊxÉ½þxiÉÖ¨ÉÂ* 

®úPÉÖ{ÉÊiÉ{ÉÊjÉ¤ÉÊ±Éºi´É¨ÉªÉä EòlÉ¨ÉÉEò±ÉªÉä ¦ÉÖÊ´É ¨ÉxiÉÖ¨ÉÂ** 5** (´ÉIªÉä)ù 

®úIÉ EÖò±ÉÆ xÉ SÉ ¤É±É¨ÉÊ{É xÉÉ¶ÉªÉ ¸ÉÞhÉÖ ºÉÖ¾þnÖùHò¨É´Éè®ú¨ÉÂ* 

|ÉEÖòÊ{ÉiÉ®úÉPÉ´É½ÖþiÉ¦ÉÖÊVÉ ¨ÉÉ ¦ÉVÉ nù¶É¨ÉÖJÉ ¶É±É¦ÉÊ´ÉEòÉ®ú¨ÉÂ** 6** (´ÉIªÉä) 

+Ê{É Ê´ÉÊvÉ¨ÉÎxnù®ú¨ÉÊ{É Ê¶É´É¨ÉÎxnù®ú¨ÉxÉÖ¦ÉVÉºÉä ªÉÊnù ¦ÉÒiªÉÉ* 

®úPÉÖ{ÉÊiÉ¨ÉÖHò¶É®úÉä xÉ Ê´É¨ÉÖ\SÉÊiÉ VÉÒ´É ªÉlÉÉäÊSÉiÉ¨ÉiªÉÉ** 7** (´ÉIªÉä) 

MÉÉªÉÊiÉ ®úÉ¨ÉEò´ÉäÊ®úÊiÉ ªÉÉä ¨ÉÞnÖùºÉ®úºÉ{ÉnùÉ´ÉÊ±ÉMÉÒiÉ¨ÉÂ* 

´ªÉ´É¾þÊiÉEòÉè¶É±É¨ÉäÊiÉ ºÉ ¦ÉÚ{ÉÊiÉºÉnùÊºÉ ÊMÉ®ú¨ÉÊ´É MÉÒiÉ¨ÉÂ** 8** (´ÉIªÉä) 

GÖòräùxÉÉlÉ nù¶ÉÉxÉxÉäxÉ ´ÉºÉxÉè& {ÉÖSUäô%ÎMxÉxÉÉ nùÒÊ{ÉiÉä 

±ÉRÂóEòÉÆ ¦Éº¨É¨ÉªÉÓ Ê´ÉvÉÉªÉ VÉ±ÉvÉÉè ºÉÆ¶ÉÉ¨ªÉ ºÉÒiÉÉÆ {ÉÖxÉ&* 

où¹]Âõ´ÉÉ VÉÉ¨¤É´ÉnùRÂóMÉnùÉÊnùÊxÉEò]Æõ |ÉÉ{ªÉ IÉhÉÉx¨ÉÉ¯ûÊiÉ& 
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ºÉÒiÉÉ´ÉÞkÉ¨É¶Éä¹ÉiÉººÉ¨É´ÉnùiÉÂ ºÉ\VÉÒ´ÉªÉxÉÂ ´ÉÉxÉ®úÉxÉÂ** 37** 

iÉÉ®äúªÉäxÉ ½þxÉÚ¨ÉiÉÉ¦ªÉxÉÖ¨ÉiÉÉ& ¶ÉÉJÉÉ¨ÉÞMÉÉhÉÉÆ MÉhÉÉ& 

ºÉÖOÉÒ´ÉºªÉ ºÉÖ®úÊIÉiÉÉÆ ¨ÉvÉÖ́ ÉxÉÒ¨ÉÖ±±ÉÖÆPªÉ ºÉÉä±±ÉÖh`öxÉ¨ÉÂ* 

®úÉ¨ÉÆ ±ÉI¨ÉhÉºÉRÂóMÉiÉÆ ÊMÉÊ®úiÉ]äõ ºÉÉäiºÉÉ½þ¨ÉäiªÉ IÉhÉÉiÉÂ 

ºÉÉ½Æþ{ÉÚÌ´ÉEò¨ÉGò¨ÉähÉ MÉhÉ¶ÉººÉ´ÉÈ ¶É¶ÉÆºÉÖ& Ê|ÉªÉ¨ÉÂ** 38** 

ºÉÒiÉÉänùxiÉ¶ÉÖ¦ÉÉIÉ®úÉ¨ÉÞiÉ®úºÉÉº´ÉÉnäùxÉ ®úÉ¨ÉÉä ¨ÉxÉ&- 

ºÉxiÉÉ{ÉV´É®ú½þÉÊ®úhÉÉ |É¨ÉÖÊnùiÉ& |Éä¨ÉÉäÊIÉiÉè´ÉÔÊIÉiÉè&* 

{É¶ªÉxÉÂ ´ÉÉªÉÖºÉÖiÉÆ |É¶ÉºªÉ ¤É½Öþ iÉÆ ¨ÉvªÉä ½þ®úÒhÉÉÆ ¨ÉÖ½Öþ& 

¤ÉÉ½Öþ¦ªÉÉÆ {ÉÊ®ú®ú¦ªÉ ºÉÉ¸ÉÖxÉªÉxÉ& {É|ÉSUô ºÉÒiÉÉÎºlÉÊiÉ¨ÉÂ** 39** 

=tÉxÉä nù¶ÉEòxvÉ®äúhÉ ÊxÉÊ½þiÉÉ xÉHÆòSÉ®úÒ´ÉäÎ¹]õiÉÉ 

ËEò ¥ÉÚiÉä ¨ÉxÉÖiÉä SÉ ËEò EòlÉ¨ÉºÉÚxÉÂ vÉkÉä Ê|ÉªÉÉ VÉÉxÉEòÒ* 

¥ÉÚÊ½þ ¥ÉÚÊ½þ Eò{Éä {ÉÖxÉ& {ÉÖxÉÊ®úÊiÉ ¸ÉÒ®úÉ¨ÉSÉxpäùÊ®úiÉ& 

ºÉÒiÉÉªÉè ¨ÉxÉºÉÉ xÉËiÉ Ê´É®úSÉªÉzÉÚSÉä iÉnùÒªÉÉÆ nù¶ÉÉ¨ÉÂ** 40** 

** +¹]õÉnù¶ÉÉ¹]õ{ÉnùÒ** 

(ºiÉxÉÊ´ÉÊxÉÊ½þiÉ <ÊiÉ´ÉiÉÂ) 

(Ê¤É±É½þÊ®ú®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

+Ê´É®ú±ÉMÉ±Énù¸ÉÖ ´É½þÊiÉ ºÉÉ xÉªÉxÉÆ* 
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¨ÉÖ\SÉÊiÉ xÉ EònùÉÊ{É ¦ÉÚiÉ±É¶ÉªÉxÉ¨ÉÂ** 1** 

VÉÉxÉEòÒ®úÉ¨É VÉÉxÉEòÒÊ´É®ú½äþ iÉ´É ºÉÒnùÊiÉ**  

¶ÉÖC±É|ÉÊiÉ{ÉSSÉxpù®äúJÉä́ É ºÉÖEÞò¶ÉÉ* 

EòÉiÉ®úiÉªÉÉ Ê´É®ú½äþ iÉ´É Ê´É´É¶ÉÉ** 2** (VÉÉxÉEòÒ) 

¦É´ÉnÖù{ÉMÉ¨ÉxÉÉªÉ ¶ÉÉäEòÊ´É¨ÉÚføÉ* 

+Ê´É®úiÉ¨ÉÊ{É ¨ÉxÉÉä®úlÉ¨ÉÊvÉ°üføÉ** 3** (VÉÉxÉEòÒ) 

¨ÉÊ±ÉxÉÉÆ¶ÉÖEò vÉÚÊ±É vÉÚºÉ®únäù½þÉ* 

¨ÉÖ½Öþ®úÊ{É ½þÉ½äþÊiÉ VÉÉiÉÊ´É¨ÉÉä½þÉ** 4** (VÉÉxÉEòÒ) 

nù¶É¨ÉÖJÉÊ´ÉxÉÉ¶ÉÉªÉ VÉÒÊ´ÉiÉ¨ÉÉªÉÉÇ* 

´É½þÊiÉ ºÉÉ EÖòÊ{ÉiÉÉä%Ê½þÊ®ú´É ¦ÉÉªÉÉÇ** 5** (VÉÉxÉEòÒ) 

={É´ÉxÉ¶ÉEÖòxÉÉxÉÉ¨ÉÊ{É nùªÉxÉÒªÉÉ* 

®úÉäÊnùÊiÉ Ë¶É¶ÉÖ{ÉÉiÉ±É ¶ÉªÉxÉÒªÉÉ** 6** (VÉÉxÉEòÒ) 

¨ÉÚÌiÉÊ®ú´É ºÉÉ Eò¯ûhÉÉ®úºÉvÉÉ®úÉ* 

Ê¶É´É Ê¶É´ÉÉxÉÊvÉMÉiÉ¶ÉÉäEòÉÎ¤vÉ{ÉÉ®úÉ** 7** (VÉÉxÉEòÒ) 

¸ÉÒ®úÉ¨ÉEòÊ´É´É®úEÞòiÉÊ¨ÉÊiÉ MÉÒiÉ¨ÉÂ* 

MÉÉªÉiÉÉ¨ÉxÉÖÊnùxÉ¨ÉÊ{É ºÉÖ|É¦ÉÉiÉ¨ÉÂ** 8** (VÉÉxÉEòÒ) 

®úÉYÉ& Eò{ÉÒxÉÉÆ pÖùiÉ¨ÉÉYÉªÉÉ%lÉ ºÉ¨ÉÉMÉiÉè́ ÉÉÇxÉ®úºÉèxªÉ{ÉÉ±Éè&* 
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ºÉ¨ÉÉ´ÉÞiÉÉä nùÉ¶É®úÊlÉ& {ÉªÉÉävÉä& {ÉÉè±ÉºiªÉxÉÉ¶ÉÉªÉ iÉ]Æõ |É{Éänäù** 41** 

={ÉVÉ±ÉÊvÉÊxÉÊ´É¹]èõ¯ûrùiÉèªÉÖÇrù¨ÉÉMÉæ 

½þÊ®ú{ÉÊiÉÊ¦É®úºÉÆJªÉèººÉÉnù®Æú ºÉä´ªÉ¨ÉÉxÉ&* 

ÊSÉ®ú¨É´ÉÊxÉEÖò¨ÉÉ®úÓ ÊSÉxiÉªÉzÉxiÉ®úRÂóMÉä 

EòlÉ¨ÉÊ{É ®úPÉÖxÉÉlÉºiÉÉÆ ÊxÉ¶ÉÉ¨ÉvªÉÖ´ÉÉºÉ** 42** 

+jÉÉxiÉ®äú Ê´É®úÊ½þ¨Éhb÷±ÉSÉhb÷̈ ÉÉxÉÉä& 

SÉxpùºªÉ ºÉÉxpùÊ´ÉÊ¶ÉJÉÉ¦É¨ÉªÉÚJÉVÉÉ±Éè&* 

¨ÉxnùÉÊxÉ±ÉäxÉ SÉ ¦ÉÞ¶ÉÆ {ÉÊ®ú{ÉÒb÷¬¨ÉÉxÉÉä 

®úÉ¨ÉÉä Ê´É¨ÉÖSªÉ vÉÞÊiÉÊ¨ÉilÉ¨ÉÖ´ÉÉSÉ nùÒxÉ&** 43** 

´ÉÉÊ½þ ´ÉÉiÉ ªÉiÉ& EòÉxiÉÉ iÉÉÆ º{ÉÞ¹]Âõ´ÉÉ ¨ÉÉ¨ÉÊ{É º{ÉÞ¶É* 

i´ÉÊªÉ ¨Éä MÉÉjÉºÉÆº{É¶ÉÇ& SÉxpäù oùÎ¹]õºÉ¨ÉÉMÉ¨É&** 44** 

<iªÉÉÊnù ¤É¼´ÉºÉoù¶ÉÆ {ÉÊ®ú¨ÉÖHòEòh]Æõ 

®úÉ¨ÉÉä ¯ûnùzÉ´É®úVÉäxÉ ºÉ¨ÉÉÊ½þiÉÉä%Ê{É* 

EòÉ¨ÉäxÉ EòÉ¨É¨ÉÊiÉÊxÉnÇùªÉ¨ÉtÇ¨ÉÉxÉÉä 

xÉ º´ÉºlÉvÉÒ®úVÉÊxÉ ¨ÉÉxÉ´É´ÉÆ¶ÉxÉÉlÉ&** 45** 

+ÉEòhÉÇ{ÉÚhÉÇEÖòºÉÖ¨ÉÉªÉÖvÉSÉÉ{É´É±±ÉÒ- 

nÖù´ÉÉÇ®úºÉ´ÉÇÊ´É¶ÉJÉÉ´ÉÊ±ÉÊ¦ÉzÉSÉäiÉÉ&* 
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ºÉÒiÉÉÊ´ÉªÉÉäMÉÊ´ÉvÉÖ®ú& |É´É®úÉä ®úPÉÚhÉÉÆ 

¶ÉÉäEòÉEÖò±É& º¨É®ú¨ÉÖ{ÉÉ±É¦ÉiÉÉÊiÉnùÒxÉ&** 46** 

** BEòÉäxÉË´É¶ÉÉ¹]õ{ÉnùÒ** 

(EòÊlÉiÉºÉ¨ÉªÉä <ÊiÉ´ÉiÉÂ) 

(+ÉÊ½þÊ®ú®úÉMÉähÉ ZÉ¨{ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

+½þ½þ Ê´ÉiÉxÉÉäÊ¹É ¨ÉÊªÉ ºÉÖÊSÉ®ú̈ ÉÊ{É {ÉÉè¯û¹É¨ÉÂ* 

|ÉEò]õªÉÊºÉ Ê´É®ú½þ´ÉÊiÉ ÊvÉÊMÉÊ½þ iÉ´É ºÉÉ½þºÉ¨ÉÂ** 1** 

¤ÉÉvÉºÉä ¨ÉnùxÉ ÊEò¨ÉªÉä Ê|ÉªÉÉÊ´É®ú½þEòÉiÉ®Æú ¨ÉÉ¨ÉÂ**  

Ê´É®úSÉªÉÊºÉ Ê¶É´É Ê¶É´É Ê{É¶ÉÉSÉÒ´É {ÉÒb÷xÉ¨ÉÂ* 

¦É´ÉÊºÉ ªÉÊnù ¶ÉÚ®ú <½þ vÉÖÊ®ú vÉ®ú ¶É®úÉºÉxÉ¨ÉÂ** 2** (¤ÉÉvÉºÉä) 

ÊxÉªÉiÉ¨ÉºÉ´ÉÉä%Ê{É ¤ÉiÉ nùvÉÊiÉ ¤É½Öþ¦ÉÉ®úiÉÉ¨ÉÂ* 

¶É®úhÉÊ¨É½þ EòÉä xÉÖ ¨É¨É i´ÉÊªÉ ´É½þÊiÉ ´Éè®úiÉÉ¨ÉÂ** 3** (¤ÉÉvÉºÉä) 

nù±ÉªÉ xÉ ¶É®äúhÉ ¨ÉÉÆ ¾þÊnù ´ÉºÉÊiÉ VÉÉxÉEòÒ* 

+nùªÉ¾þnùªÉÉä%ÊºÉ ¤ÉiÉ Ê´É®úÊ½þ¤ÉvÉ{ÉÉiÉEòÒ** 4** (¤ÉÉvÉºÉä) 

|É½þ®ú ¨ÉÊªÉ EòÉ¨É¨ÉÊªÉ Ê´É®úÊ½þ¹ÉÖ EÖòiÉÚ½þ±ÉÒ* 

|É½þ®ú xÉ iÉÖ iÉÉÆ C´ÉÉÊ{É VÉÒ´ÉÊiÉ ªÉÊnù ¨ÉèÊlÉ±ÉÒ** 5** (¤ÉÉvÉºÉä) 

Ê´ÉvÉÖ®úÊ{É SÉ ½þxiÉ ¨Éä Ê´ÉvÉÖ®úªÉÊiÉ SÉäiÉxÉÉ¨ÉÂ* 

i´É¨ÉÊ{É ªÉ¨ÉnÚùiÉ <´É Ênù¶ÉÊºÉ ¤É½ÖþªÉÉiÉxÉÉ¨ÉÂ** 6** (¤ÉÉvÉºÉä) 
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{ÉÊ®ú±ÉÖ`öÊiÉ VÉÒÊ´ÉiÉÆ ¤É½ÖþEÞò¶É¨É¨ÉRÂóMÉ±Éä* 

näù½þÊ´ÉMÉ¨Éä ¨É¨É ÊEò¨É{É®úÊ¨É½þ ¨ÉRÂóMÉ±Éä** 7** (¤ÉÉvÉºÉä) 

<ÊiÉ ºÉ®úºÉ®úÉ¨ÉÊ´É¦ÉÖ¦ÉÊhÉiÉ ¨ÉÖ{ÉMÉÒªÉiÉÉ¨ÉÂ* 

ÊxÉVÉªÉÖ´ÉÊiÉVÉxÉÊ´É®ú½þ¦ÉªÉÊ¨É½þ Ê´É¨ÉÖSªÉiÉÉ¨ÉÂ** 8** (¤ÉÉvÉºÉä) 

+jÉÉxiÉ®äú nù¶É¨ÉÖJÉäxÉ Ê½þiÉÉä{Énäù¶ÉÉiÉÂ 

ÊxÉ¦ÉÇÎiºÉiÉÉªÉ ºÉ½þVÉäxÉ Ê´É¦ÉÒ¹ÉhÉÉªÉ* 

®úÉVªÉÉÌlÉxÉä ®úPÉÖ{ÉÊiÉ& ¶É®úhÉÉMÉiÉÉªÉ 

nùk´ÉÉ%¦ÉªÉÆ SÉ ºÉÊJÉiÉÉÆ SÉ ¨ÉÖnÆù |É{Éänäù** 47** 

iÉnùxÉÖ ºÉ xÉ¦ÉºÉÉä%´ÉiÉÒªÉÇ ½þ¹ÉÉÇiÉÂ 

¶É®úhÉ¨É¨ÉÖÆ Eò®úhÉèÎºjÉÊ¦É& |É{ÉzÉ&* 

={ÉVÉ±ÉÊvÉ Ê´É¦ÉÒ¹ÉhÉ& |ÉºÉzÉÆ 

ºÉÊ´ÉxÉªÉÊ¨ÉilÉ¨ÉÖ´ÉÉSÉ ®úÉ¨ÉSÉxpù¨ÉÂ** 48** 

** Ë´É¶ÉÉ¹]õ{ÉnùÒ** 

(®úVÉÊxÉVÉÊxÉiÉ <ÊiÉ´ÉiÉÂ) 

(+É®úÊ¦É®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

ºÉxiªÉVªÉ vÉxÉnùÉ®únùÉ®úEòºÉ½þÉänù®ú ¤ÉxvÉÖÊ¨ÉjÉEò¨É¶Éä¹É¨ÉÂ* 

i´ÉÉ¨Éä´É ¶É®úhÉÉMÉiÉÉä%º¨ÉÒ½þ ¨ÉÉÆ EÖò¯û ºÉÖOÉÒ´ÉÉÆMÉnùÊxÉÌ´É¶Éä¹É¨ÉÂ** 1** 

®úÉ¨É {ÉÉ±ÉªÉ EÞò{ÉÉ±ÉªÉ {ÉÉ±ÉªÉ xÉiÉÉ´ÉxÉnùÒIÉÉ¨ÉÂ*  
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ºÉÉnù®ú¨ÉlÉ ¨ÉÊªÉ EÖò¯û Eò¯ûhÉÉ¨ÉÞiÉºÉRÂóMÉiÉÉ{ÉÉRÂóMÉÊxÉ®úÒIÉÉ¨ÉÂ**  (®úÉ¨É) 

ºÉEÞònäù´É |É{ÉzÉÉªÉ iÉ´ÉÉº¨ÉÒÊiÉ ªÉÉSÉiÉä +¦ÉªÉÆ ºÉ´ÉÇ¦ÉÚiÉä¦ªÉÉä nùnùÉ¨ÉÒÊiÉ* 

µÉiÉÊ¨ÉnÆù ºÉ¨ÉÉEòhªÉÇ ªÉÉ¨ªÉ½Æþ ¶É®úhÉÆ 

®úÉVªÉÉlÉÔ iªÉVÉ ´ÉÉ ®úIÉ ´ÉÉ ªÉlÉäSUô¨ÉÂ** 2** (®úÉ¨É) 

ºÉ´ÉÇ±ÉÉäEò¶É®úhªÉ ºÉEò±É´ÉÒ®úÉOÉMÉhªÉ ¨ÉÉ¨ÉÊ{É EÖò¯û ºÉÊJÉ{Énäù näù´É* 

ÊjÉ¦ÉÖ´ÉxÉEòh]õEòÊ¨É½þ PÉÉiÉÊªÉ¹ªÉÉÊ¨É iÉ´É¦ÉÉªÉÉÇ½þ®ú¨ÉÊSÉ®úÉnäù´É** 3** (®úÉ¨É) 

VÉÉxÉÉÊ¨É ®úhÉ SÉªÉÉÇ¨ÉºjÉ®úÒÊiÉ®úÊ{É VÉÉxÉÉÊ¨É ®úÉIÉºÉ¨ÉÉªÉÉ¨ÉÂ* 

VÉÉxÉÉÊ¨É ®úPÉÖEÖò±ÉxÉÉªÉEò iÉÉ´ÉEò ¦ÉÖVÉªÉÖMÉ¶ÉÊHò¨É¨ÉäªÉÉ¨ÉÂ** 4** (®úÉ¨É) 

VÉxÉEòºÉÖiÉÉ|ÉÊiÉnùÉxÉÊ´ÉvÉÉè ¤É½ÖþEòÊlÉiÉÉä%Ê{É Ê½þiÉ´ÉSÉxÉÉÊxÉ* 

iÉÉÊxÉ xÉ MÉÞ¼hÉÉÊiÉ ¨ÉiÉÖÇEòÉ¨É <´É Ê´ÉÊ´ÉvÉ¦Éä¹ÉVÉ®úSÉxÉÉÊxÉ** 5** (®úÉ¨É) 

´É®únùÉxÉnùÌ{ÉiÉ¨ÉÊ{É xÉèEò¶ÉÉ{É½þiÉÉªÉÖ¹É¨ÉÉ½þ´ÉEÖòh`ö¨ÉÂ* 

¶É¨ÉªÉ ¨ÉªÉÉ ºÉ½þ ºÉÊ¨ÉÊiÉ ºÉ½þÉªÉäxÉ ºÉ{ÉÊ®úEò®Æú nù¶ÉEòh`ö¨ÉÂ** 6** (®úÉ¨É) 

ªÉÉSÉº´É VÉ±ÉÊxÉÊvÉ¨ÉvÉÖxÉÉ ºÉèÊxÉEò{ÉÉ®úMÉ¨ÉxÉÉªÉ {ÉxlÉÉxÉ¨ÉÂ* 

nùÉºªÉÊiÉ xÉ SÉänùªÉ¨ÉºjÉÊ´ÉnùÉÆ´É®ú Eò±ÉªÉÉ¨ÉÉäPÉÉºjÉ¶É®úºÉxvÉÉxÉ¨ÉÂ** 7** (®úÉ¨É) 

¸ÉÒ®úÉ¨ÉEòÊ´ÉºÉÚHòÊ¨ÉÊiÉ ¶É®úhÉÉMÉiÉ¦ÉHòÊ´É¦ÉÒ¹ÉhÉ´ÉÉnù¨ÉÂ* 

|ÉÊiÉÊnùxÉ¨ÉÖ¹ÉÊºÉ ºÉÖvÉÉ¨ÉvÉÖ®Æú {É`ö Ê´ÉºÉÞVÉ ºÉJÉä ¦É´ÉJÉänù¨ÉÂ** 8** (®úÉ¨É) 

<ilÉÆ Ê´É¦ÉÒ¹ÉhÉÊMÉ®úÉ ®úPÉÖxÉxnùxÉÉä%Ê{É 
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nù¦Éæ¹ÉÖ ´ÉÉÊ®úÊvÉiÉ]äõ ÊxÉªÉiÉ& ¶ÉªÉÉxÉ&* 

xÉÉnù¶ÉÇªÉnÂù¤ÉiÉ ªÉnùÉ VÉ±ÉÊvÉ& º´É°ü{ÉÆ 

®úÉä¹ÉÉiÉÂ iÉnùÉ vÉxÉÖÊ¹É ¦ÉÒ¨ÉÊ¨É¹ÉÖÆ ªÉÖªÉÉäVÉ** 49** 

ºÉ´ÉÉÇ¨¦É&{ÉÊ®ú¶ÉÉä¹ÉhÉÉªÉ nùvÉiÉÆ ºÉVVÉÒEÞòiÉÆ EòÉ¨ÉÖÇEÆò 

EòÉä{ÉÉv¨ÉÉiÉ¨É´ÉäIªÉ iÉÆ ÊjÉVÉMÉiÉÉÆ EòÉänùhb÷nùÒIÉÉMÉÖ¯û¨ÉÂ* 

´ÉÉSÉÆ ºÉÉxÉÖxÉªÉÆ |ÉºÉÉnùxÉ{É®úÉ¨ÉÚSÉä |ÉhªÉÉäÎilÉiÉÉä 

¦ÉÒiÉ& |É\VÉÊ±É®ú\VÉºÉÉ ®úPÉÖ{ÉËiÉ nùÒxÉÉä xÉnùÒxÉÉä ¦ÉÞ¶É¨ÉÂ** 50** 

** BEòË´É¶ÉÉ¹]õ{ÉnùÒ** 

(®úÊiÉºÉÖJÉºÉÉ®äú <ÊiÉ´ÉiÉÂ) 

(EäònùÉ®úMÉÉè±É®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

iÉ´É ¶É®únùÉ½Æþ Ê´É¹É½äþ xÉÉ½Æþ ºÉÆ½þ®ú ºÉÆ½þ®ú EòÉä{É¨ÉÂ* 

¨ÉÊªÉ EÖò¯û ¾þnùªÉÆ ºÉÆ|ÉÊiÉ ºÉnùªÉÆ iÉ´É Ê½þiÉÊ¨Énù¨ÉxÉÚ°ü{É¨ÉÂ** 1** 

®úPÉÖ´É®úSÉ®úhÉÆ iÉ´É ¨Éä ¶É®úhÉÆ ¨ÉÊªÉ EÖò¯û ¨ÉÉ ¤ÉiÉ ®úÉä¹É¨ÉÂ*  

{ÉÊ®ú½þ®ú SÉÉ{ÉÆ iªÉVÉ ºÉxiÉÉ{ÉÆ Eò±ÉªÉ ÊxÉVÉÉÊ¸ÉiÉ{ÉÉä¹É¨ÉÂ** (®úPÉÖ´É®ú) 

MÉÊiÉÊ¨É½þ nùÒxÉÉÆ {É¶ªÉ xÉnùÒxÉÉÆ i´ÉÊªÉ EÖòÊ{ÉiÉä ºÉÊ´ÉEòÉ®ú¨ÉÂ* 

¨ÉÊªÉ ÊEò±É ¨ÉxiÉÖÆ xÉÉ½ÇþÊºÉ ¨ÉxiÉÖÆ ¶É¨ÉªÉ Eò±ÉÖ¹É¨ÉÊiÉPÉÉä®ú¨ÉÂ** 2** (®úPÉÖ´É®ú) 

xÉiÉVÉxÉ®úIÉÉ iÉ´É ÊEò±É nùÒIÉÉ où¹]õÊ¨ÉnÆù xÉxÉÖ EòÉEäò* 
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Eò±ÉªÉÊºÉ {É¯û¹ÉÆ VÉ±É{ÉÊ®ú¶ÉÉä¹ÉÆ ÊEòÊ¨ÉÊiÉ ¨ÉªÉÒ½þ ´É®úÉEäò** 3** (®úPÉÖ´É®ú) 

i´É¹]Âõ]õºÉÖiÉÉä%ªÉÆ ¨ÉÉ¨ÉEòiÉÉäªÉÆ ºiÉ¨¦ÉªÉiÉÉÆ xÉ±ÉxÉÉ¨ÉÉ* 

|ÉSÉ±ÉiÉÖ xÉÉxÉÉ ´ÉÉxÉ®úºÉäxÉÉ SÉ®úhÉè®äú´É Ê½þ ¦ÉÒ¨ÉÉ** 4** (®úPÉÖ´É®ú) 

Ê®ú{ÉÖ´ÉvÉ½äþiÉÖÆ i´ÉiEÞòiÉºÉäiÉÖÆ ÊjÉ¦ÉÖ´ÉxÉ{ÉÉ´ÉxÉ°ü{É¨ÉÂ* 

ºÉÖÊSÉ®ú¨É½äþªÉÆ Ê¶É®úÊºÉ ´É½äþªÉÆ nù¶ÉÇxÉnÚùÊ®úiÉ{ÉÉ{É¨ÉÂ** 5** (®úPÉÖ´É®ú) 

®úPÉÖEÖò±ÉnùÒ{Éä i´ÉÊªÉ EÞòiÉEòÉä{Éä VÉMÉnùÊJÉ±ÉÆ vÉÞiÉ¶ÉRÂóEò¨ÉÂ* 

¨ÉÊªÉ VÉb÷°ü{Éä vÉÞiÉ{ÉÊ®úiÉÉ{Éä Eò±ÉªÉ ¾þnùªÉ¨ÉEò±ÉRÂóEò¨ÉÂ** 6** (®úPÉÖ´É®ú) 

¦ÉVÉ ¾þÊnù ¨ÉÉänÆù iªÉVÉ ÊxÉ´ÉænÆù {ÉÉºªÉÊºÉ VÉxÉEòEÖò¨ÉÉ®úÒ¨ÉÂ* 

®úSÉªÉ ºÉ´ÉäMÉÆ MÉ¨ÉxÉÉätÉäMÉÆ iÉÉb÷ªÉ ÊnùMVÉªÉ¦Éä®úÒ¨ÉÂ** 7** (®úPÉÖ´É®ú) 

®úÉ¨ÉEò´ÉÒxpäù ´É®úMÉÖhÉºÉÉxpäù EòlÉªÉÊiÉ iÉÊnùnù¨ÉÖnùÉ®ú¨ÉÂ* 

MÉÉªÉiÉ ¨ÉÊ½þiÉÆ ®úPÉÖ{ÉÊiÉSÉÊ®úiÉÆ ¦ÉVÉiÉ ¦É´ÉÉÆ¤ÉÖÊvÉ{ÉÉ®ú¨ÉÂ** 8** (®úPÉÖ´É®ú) 

<iªÉ¨¦ÉÉäÊvÉÊMÉ®úÉ xÉ±ÉäxÉ VÉ±ÉvÉÉè ºÉäiÉÖÆ Ê´ÉvÉÉªÉÉÊpùÊ¦É& 

±ÉRÂóEòÉÆ |ÉÉ{ªÉ nù¶ÉÉxÉxÉºªÉ iÉxÉªÉÉxÉÂ §ÉÉiÉßÆ¶SÉ ºÉäxÉÉ{ÉiÉÒxÉÂ* 

½þi´ÉÉ iÉÆ SÉ ºÉEÖò¨¦ÉEòhÉÇ¨É¨É®ú|ÉÒiªÉè ®úPÉÚhÉÉÆ {ÉÊiÉ& 

ºÉÒiÉÉÆ {ÉÉ´ÉEò{ÉÉÊ´ÉiÉÉ¨ÉÖ{ÉMÉiÉÉÆ SÉGäò VÉxÉÖ& ºÉÉlÉÇEò¨ÉÂ** 51** 

nù¶É¨ÉÖJÉ¨ÉÖJÉÉx½þi´ÉÉ ºÉi´ÉÉÊvÉEòÉxÉÂ ®úVÉxÉÒSÉ®úÉxÉÂ 

xÉ´É½ÖþiÉ¦ÉÖVÉÉ {ÉÚiÉÉÆ ºÉÒiÉÉ¨É´ÉÉ{ªÉ ¨ÉÖnùÉÎx´ÉiÉ¨ÉÂ* 
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®úPÉÖEÖò±É{ÉËiÉ ¨ÉvªÉä ªÉÖrùÉ´ÉxÉä®ú¨É®èúººÉ¨ÉÆ 

ºÉEò±ÉVÉMÉiÉÉÆ »É¹]õÉ iÉÖ¹]õÉ´É ¾þ¹]õ¨ÉxÉÉ Ê´ÉÊvÉ&** 52** 

** uùÉË´É¶ÉÉ¹]õ{ÉnùÒ** 

(ÊEòºÉ±ÉªÉ¶ÉªÉxÉiÉ±Éä <ÊiÉ´ÉiÉÂ) 

(xÉÉlÉxÉÉ¨ÉÊGòªÉÉ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

nù¶É¨ÉÖJÉ¨ÉÖJÉ®úVÉxÉÒSÉ®ú{ÉÒÊb÷iÉVÉMÉnù´ÉxÉÉªÉ ºÉiÉÉä¹É¨ÉÂ* 

®úPÉÖ´ÉÆ¶É¨É¶Éä¹ÉºÉÖ®úÉlÉÇxÉªÉÉº´ÉªÉ¨ÉÉoùiÉ ¨ÉÉxÉÖ¹É´Éä¹É¨ÉÂ** 1** 

º´ÉªÉ¨ÉvÉÖxÉÉ xÉÉ®úÉªÉhÉÆ º¨É®ú ¨ÉxÉÊºÉ º´É¨ÉxÉÉÊnù¨ÉÂ** 

|ÉÊiÉÊ´ÉÊvÉEò±{É¨ÉxÉ±{ÉVÉMÉi{ÉÊ®úEò±{ÉxÉÊ¶É±{ÉÊ´É¶Éä¹É¨ÉÂ* 

=rùiÉnèùiªÉÊxÉ¹ÉÚnùxÉ¨ÉÆ +¨¤ÉÖÊvÉºÉnÂù¨ÉÊxÉ ¶ÉªÉÊxÉiÉ¶Éä¹É¨ÉÂ** 2** (º´ÉªÉ) 

xÉªÉxÉªÉÖMÉÆ ®úÊ´ÉSÉxpù¨ÉºÉÉè iÉ´É ºÉÖ®úEÖò±É¨ÉRÂóMÉ¯û½þÉÊhÉ* 

¾þnùªÉ¨É½Æþ ®úºÉxÉÉ nùÊªÉiÉÉ ¨É¨ÉiÉ´É Ê´ÉxÉËiÉ Eò®ú´ÉÉÊhÉ** 3** (º´ÉªÉ) 

iÉ´É ¨ÉÊ½þ¨ÉÉ¨¤ÉÖÊvÉ±É´ÉEòÊhÉEòÉ¨ÉÊ{É ´ÉäÊkÉ xÉ Ê½þ ¸ÉÖÊiÉVÉÉ±É¨ÉÂ* 

xÉÉÊ{É ´ÉªÉÆ ¤ÉiÉ ÊEò¨ÉÖiÉ {É®äú ºiÉÖÊiÉ ºÉÉ½þºÉEò±{ÉxÉªÉÉ±É¨ÉÂ** 4** (º´ÉªÉ) 

ºÉÞVÉÊiÉ VÉMÉÎxiÉ ¦É´ÉÉxÉÊ{É ®úIÉÊiÉ ºÉÆ½þ®úÊiÉ º´ÉªÉ¨ÉxiÉä* 

+Ê¨ÉiÉMÉÖhÉÉä%ÊºÉ {ÉÊiÉVÉÇMÉiÉÉ¨ÉÊºÉ {ÉÉ®ú¨ÉÖ{ÉèÊ¨É EòlÉÆ iÉä** 5** (º´ÉªÉ) 

ÊnùÊ¶É ÊnùÊ¶É ÊiÉ¹]õÊºÉ ÊnùÊ´É¦ÉÖÊ´É MÉÉä¹ÉÖ SÉ Ê´É|ÉMÉhÉä%ÊJÉ±ÉVÉxiÉÉè* 
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ºªÉÚiÉÊ¨ÉnÆù VÉMÉnùÊJÉ±É¨ÉÊ{É i´ÉÊªÉ ¨ÉÊhÉÊxÉEò®úÉ <´É iÉxiÉÉè** 6** (º´ÉªÉ) 

ºÉÖ®úMÉhÉEòÉÆÊIÉiÉÊºÉÊrù®ú¦ÉÚnùÒ½þ ÊxÉVÉ{Énù¨ÉÉ¸ÉªÉ ÊVÉ¹hÉÉä* 

ÊSÉ®ú¨ÉÊ¦É{ÉÉ±ÉªÉ ®úÉ¨É ®úPÉÚkÉ¨É ®úÉVªÉ¨ÉxÉÖkÉ¨É Ê´É¹hÉÉä** 7** (º´ÉªÉ) 

<ÊiÉ EòÊ´ÉÊ´É®ú ®úÉ¨ÉEÞòiÉÉÆ Ê´ÉÊvÉxÉÉ%%EòÊ±ÉiÉÉÆ ºÉÖMÉÒÊiÉ¨ÉÊ¦É®úÉ¨ÉÉ¨ÉÂ* 

®úPÉÖ{ÉÊiÉxÉÖÊiÉ¨ÉÊ{É MÉÉªÉÊiÉ ªÉÉä ¦ÉÖÊ´É ºÉ Ê½þ ¦ÉVÉiÉä ÊEò±É EòÉ¨É¨ÉÂ** 8** (º´ÉªÉ) 

MÉiÉä¹´Éä¹ÉÖ º´ÉÆ º´ÉÆ ¦ÉÖ´ÉxÉ¨É¨É®äú¹´ÉÉ¸ÉÖiÉ¨ÉºÉÉè 

nùnùÉè ±ÉRÂóEòÉ®úÉVªÉÆ ºÉEò±É¨ÉxÉÖVÉÉªÉÉ¶É®ú{ÉiÉä&* 

ÊSÉ®úÉnÂù pù¹]ÖÆõ ®úÉ¨ÉÉä ¦É®úiÉ¨ÉÊvÉEòÉäiEòÎh`öiÉ¨ÉxÉÉ& 

ºÉ¨ÉÆ ºÉÖOÉÒ´ÉÉtè®ú¦ÉVÉiÉ Ê´É¨ÉÉxÉÆ vÉxÉ{ÉiÉä&** 53** 

+É®úÉä{ªÉ {ÉÖ¹{ÉEòÊ´É¨ÉÉxÉ¨ÉlÉÉÊ¦É®úÉ¨ÉÉÆ 

ºÉÒiÉÉÆ ºÉ¨ÉºiÉ¦ÉÖ´ÉxÉè®úÊ{É {ÉÚVªÉ¨ÉÉxÉ&* 

+RÂóEäò ÊxÉvÉÉªÉ ¨ÉÖÊnùiÉ& |É´É®úÉä ®úPÉÚhÉÉÆ 

iÉºªÉè ®úhÉÉ´ÉÊxÉ¨Énù¶ÉÇªÉnùÉnù®äúhÉ** 54** 

** jÉªÉÉäË´É¶ÉÉ¹]õ{ÉnùÒ** 

(¨É\VÉÖiÉ®úEÖò\VÉiÉ±É <ÊiÉ´ÉiÉÂ) 

(PÉh]õÉ®úÉMÉähÉ ZÉh{ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

nù¶É´ÉnùxÉ¨ÉºÉEÞòÊnù¹ÉÖnùÊ±ÉiÉnäù½þ¨ÉÂ* 

<½þ ºÉÖnùÊiÉ ±ÉÖÊ±ÉiÉiÉxÉÖ¨ÉÖÊSÉiÉnùÉ½þ¨ÉÂ** 1** 
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{É¶ªÉ ºÉÒiÉä näùÊ´É xÉxÉÖ ¦ÉÚ̈ ÉÉè** 

¨É¨É ¶É®úÊ´ÉnùÊ±ÉiÉ¨ÉÊ{É EÖò¨¦ÉEòhÉÇ¨ÉÂ* 

<½þ ºÉÖnùÊiÉ ®úÊ´ÉiÉxÉªÉÊ´É±ÉÚxÉEòhÉÇ¨ÉÂ** 2** ({É¶ªÉ) 

{É´ÉxÉºÉÖiÉEò®úÊxÉ½þiÉ¨ÉÊ{É ÊxÉEÖò¨¦É¨ÉÂ* 

<½þ ºÉÖnùÊiÉ EòÊ{É{ÉÊiÉ½þiÉ¨ÉÊ{É SÉ EÖò¨¦É¨ÉÂ** 3** ({É¶ªÉ) 

¨Énù´É®úVÉ¤ÉÉhÉÊ´ÉnùÊ±ÉiÉ¨ÉÊiÉEòÉªÉ¨ÉÂ* 

<½þ ºÉÖnùÊiÉ ½þiÉ¨ÉÊJÉ±ÉÊ®ú{ÉÖÊxÉEòÉªÉ¨ÉÂ** 4** ({É¶ªÉ) 

ºÉ®úÊºÉ¯û½þ¨ÉÖÊJÉ ¦É´ÉnÖù{ÉMÉ¨ÉxÉ½äþiÉÖ¨ÉÂ* 

<½þ VÉ±ÉÊvÉVÉ`ö®ú¨ÉÊvÉ®úÊSÉiÉºÉäiÉÖ¨ÉÂ** 5** ({É¶ªÉ) 

<½þ ºÉ{ÉÊnù {É¶ÉÖ{ÉÊiÉ®úÊnù¶ÉnùÊiÉºÉÉèJªÉ¨ÉÂ* 

<½þ ºÉ¨ÉVÉÊxÉ ¨É¨É EòÊ{ÉxÉÞ{ÉÊiÉºÉJªÉ¨ÉÂ** 6** ({É¶ªÉ) 

<½þ ÊxÉÊ¶ÉiÉ¨ÉnùÊºÉ½þiÉ¨ÉÊ{É Eò¤ÉxvÉ¨ÉÂ* 

<½þ ½þiÉÊ´É®úÉvÉ¨ÉÊiÉnäù½þ¤ÉxvÉ¨ÉÂ** 7** ({É¶ªÉ) 

=Ê¹ÉiÉÊ¨É½þ ¶ÉÊªÉiÉÊ¨É½þ xÉxÉÖ ¦É´ÉiªÉÉ* 

Ê´É¾þiÉÊ¨É½þ ÊMÉÊ®ú¹ÉÖ ´ÉxÉ±ÉÉä¦É´ÉiªÉÉ** 8** ({É¶ªÉ) 

<ÊiÉ {É`öÊiÉ ®úÉ¨ÉEòÊ´ÉºÉ®úºÉMÉÒiÉ¨ÉÂ* 

<½þ VÉªÉÊiÉ ºÉEò±É¨ÉÊ{É ´ÉèÊ®úVÉÉiÉ¨ÉÂ** 9** ({É¶ªÉ) 
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+É¯ûÁÉlÉ ºÉ {ÉÖ¹{ÉEÆò ®úhÉ¦ÉÖ´ÉÆ ¦ÉÚ¨ÉÒ¦ÉÖ´Éä nù¶ÉÇªÉxÉÂ 

xÉÎxnùOÉÉ¨É¨ÉÖ{ÉäiªÉ ±É¤vÉ¦É®úiÉÉä Ênù´ªÉÉ¨¤É®úÉ±ÉRÂóEÞòiÉ&* 

{ÉÉè®èúVÉÉÇxÉ{ÉnèùVÉÇxÉè®úÊ{É ¨ÉÖnùÉ%ªÉÉävªÉÉÆ |ÉÊ´É¹]õ& {ÉÖ®úÓ 

®úÉ¨ÉÉä ®úixÉ¨ÉªÉä ºÉ½þÉ´ÉÊxÉ¦ÉÖ´ÉÉ {ÉÒ`äö%Ê¦ÉÊ¹ÉHòÉä%¦É´ÉiÉÂ** 55** 

¦ÉÉªÉÉÇ§ÉÉiÉÞºÉ¨ÉÎx´ÉiÉÆ ®úPÉÖ{ÉËiÉ ¦ÉpùÉºÉxÉÉvªÉÉÊºÉiÉÆ 

Ênù´ªÉÉ±ÉRÂóEò®úhÉè®ú±ÉRÂóEÞòiÉiÉxÉÖÆ näù´ÉÆ ÊjÉ±ÉÉäEäò·É®ú¨ÉÂ* 

|ÉÉªÉÉä ´ÉÉRÂó¨ÉxÉºÉÉÊiÉ´ÉÌiÉÊxÉ iÉnùÉ {É]Âõ]õÉÊ¦É¹ÉäEòÉäiºÉ´Éä 

¾þ¹]õÉºiÉÖ¹]Öõ´ÉÖÊ®ú¹]õ±ÉÉ¦É¨ÉÖÊnùiÉÉ ¥ÉÀÌ¹Énäù´É¹ÉÇªÉ&** 56** 

** SÉiÉÖÍ´É¶ÉÉ¹]õ{ÉnùÒ** 

(EÖò¯û ªÉnÖùxÉxnùxÉ <ÊiÉ´ÉiÉÂ ) 

(¨ÉRÂóMÉ±ÉEèòÊ¶ÉEò®úÉMÉähÉ ÊiÉ¸ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä) 

VÉªÉ VÉªÉ ®úÉ¨É MÉÖhÉè®úÊ¦É®úÉ¨É Ê´É®úÉäÊvÉÊ´É®úÉ¨É VÉMÉi{ÉiÉä* 

ÊjÉVÉMÉnÖù{É{±É´É{ÉÊ®ú¶É¨ÉxÉ {±É´ÉMÉÉÊvÉ{É®úÉVªÉnù ¦ÉÚÊ¨É{ÉiÉä** 

{ÉÊ®ú{ÉÉÊ½þ ½äþ ®úPÉÖxÉxnùxÉ Ê¸ÉiÉVÉxÉiÉÉ½þÊ®úSÉxnùxÉ** 1** 

ºÉÖ®úMÉhÉÊSÉkÉEòRÂóEò¨É±ÉÆ Eò¨É±ÉäIÉhÉ näù´É ÊxÉ´ÉÉÊ®úiÉ¨ÉÂ* 

ÊSÉ®ú¨ÉÊ{É ®úIÉ xÉxÉÖ ÊIÉÊiÉ¨ÉIÉÊiÉ {ÉÖ®úªÉ¦É®úiÉ ¨ÉxÉÉä®úlÉ¨ÉÂ** 2** ({ÉÊ®ú{ÉÉÊ½þ) 

SÉ®úhÉºÉ®úÉä¯û½þ¶É®úhÉMÉiÉÉ´ÉxÉºÉ|ÉÊiÉ¦ÉÚÊ®ú½þ ¦ÉÚiÉ±Éä* 
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Ê´É¨É±Éoù¶ÉÉ´ÉÊ{É VÉ±É¯û½þºÉoù¶ÉÉè EÖò¯û Ê´ÉrùVÉxÉä¹ÉÖ ºÉÖ¶ÉÒiÉ±Éä**3** ({ÉÊ®ú{ÉÉÊ½þ) 

ºÉÉ®ú¨ÉiÉä ®ú¨ÉiÉä ¾þnùªÉÆ i´ÉÊªÉ ªÉºªÉ ºÉÖ¦ÉÊHò´É¶ÉÆ´Énäù* 

ºÉ ¦ÉVÉÊiÉ EòÉ\SÉxÉ vÉxÉºÉÖiÉEòÉ\SÉxÉºÉ¨{Énù¨ÉjÉ {Énäù {Énäù** 4** ({ÉÊ®ú{ÉÉÊ½þ) 

ºÉEÞònùÊªÉ iÉä nùÊªÉiÉäxÉ ªÉ¨É\VÉÊiÉ xÉÉ¨ÉEò±ÉÉ ¨ÉvÉÖºÉÉänù®úÉ* 

|ÉÊiÉ iÉ®úºÉÉ%kÉ®úºÉÉ iÉ¨ÉÖ{ÉèÊiÉ SÉ ºÉiEòÊ´ÉiÉÉÊiÉÊ´ÉEòº´É®úÉ** 5** ({ÉÊ®ú{ÉÉÊ½þ) 

ªÉÉ´ÉÊnù¨ÉÉè xÉ¦ÉºÉÒxnÖù®ú´ÉÒ {ÉÞÊlÉ´ÉÒ SÉ ºÉ{É´ÉÇiÉEòÉxÉxÉÉ* 

iÉÉ´ÉÊnùªÉÆ iÉ´É ®úÉ¨ÉEòlÉÉ ¦ÉÖÊ´É ºlÉÉºªÉÊiÉ xÉÚiÉxÉxÉÚiÉxÉÉ** 6** ({ÉÊ®ú{ÉÉÊ½þ) 

VÉªÉVÉªÉ ®úÉPÉ´É VÉªÉVÉªÉ ¨ÉÉvÉ´É VÉªÉVÉªÉ iÉ´ÉVÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ* 

VÉªÉVÉªÉ ºÉÒiÉÉºÉiÉiÉ¨ÉxÉÉä½þ®ú VÉªÉVÉªÉ iÉ´É ¶ÉÖ¦É¨ÉRÂóMÉ±É¨ÉÂ**7** ({ÉÊ®ú{ÉÉÊ½þ) 

®úÉ¨ÉEò´ÉÒxpùÊ´É®úÊSÉiÉ¨ÉäiÉÆ ®úPÉÖEÖò±ÉxÉÉlÉ¨É½þÉäiºÉ´É¨ÉÂ* 

{É`öiÉ VÉxÉÉ ¦ÉÖÊ´É ¦ÉVÉiÉ ¨ÉÖnùÉ {É®úÊ¨É½þ{É®ú¶ÉÉ·ÉiÉ´Éè¦É´É¨ÉÂ**8** ({ÉÊ®ú{ÉÉÊ½þ) 

Ê´É·ÉÉÊ¨ÉjÉEÖò±ÉÉÎ¤vÉEòÉèºiÉÖ¦É¨ÉhÉä& ¸ÉÒSÉÉä±ÉºÉÒÎ¨xÉ º¡Öò®ú- 

pùÉVÉ¸ÉÒºÉ½þVÉÒxpùEòÎ±{ÉiÉ¨É½þÉOÉÉ¨ÉºlÉÊ´Éuùx¨ÉhÉä&* 

¸ÉÒ®úÉ¨ÉºªÉ Eò´Éä& |É¶ÉºiÉªÉ¶ÉºÉ& ¸ÉÒ¨Éx¨É½þÉ½þÉè¶ÉxÉä& 

EòhÉÉÇ]õºªÉ EÞòÊiÉººÉiÉÉÆ ¾þÊnù ¨ÉÖnÆù nùtÉiºÉÖ{ÉtÉ¦ÉÞ¶É¨ÉÂ** 57** 

ªÉ& ¸ÉÒ®úRÂóMÉ{ÉÖ®äú Ê´É¦ÉÉÊiÉ ¨ÉÊ½þiÉ& ¸ÉÒ¨ÉÉxÉÂ ºÉiÉÉ¨ÉOÉhÉÒ& 

Ê´Éuùx¨ÉhSÉ±É¨Éhb÷xÉÉä ÊxÉ¯û{É¨É& EòhÉÉÇ]õEòEòI¨ÉÉ{ÉÊiÉ&* 
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iÉºªÉ |ÉÉlÉÇxÉªÉè´É ®úÉ¨ÉEòÊ´ÉxÉÉ ¸ÉÒ®úÉ¨ÉMÉÉlÉÉºÉÖvÉÉ- 

´É¹ÉÉæ%ªÉÆ ®úÊSÉiÉÉä%vÉÖxÉÉ ¦ÉÖÊ´É ºÉÖvÉÒ¾þSUôÉiÉEòÉxÉÉÆ ¨ÉÖnäù** 58** 

VÉªÉiÉÖ VÉMÉÊiÉ ®ú¨ªÉÉ º´ÉèEòºÉÆ¦ÉÉ´ªÉºÉÉ¨ªÉÉ 

¤É½ÖþEòÊ´ÉVÉxÉ¨ÉÉxªÉÉ ´ÉhªÉÇ´Éºi´ÉèEòºÉÉè¨ªÉÉ* 

+ÊvÉMÉiÉ¶ÉÖ¦ÉºÉÒiÉÉ®úÉ¨ÉSÉÉÊ®újÉMÉÒiÉÉ 

ºÉ®úºÉ{ÉnùÊ´ÉxÉÒiÉÉ ¨ÉiEÞòiÉÉ ®úÉ¨ÉMÉÒiÉÉ** 59** 

<ÊiÉ ¸ÉÒ¨ÉSUôÉä±Énäù¶ÉÉOÉ{ÉÚVªÉÊ´ÉuùiºÉ¨ÉÉÊVÉ®úÉVÉ¨ÉÉxÉ¹ÉÉ½þVÉÒxpù{ÉÖ®ú´ÉÉºiÉ´ªÉ½þÉä¶ÉÊxÉEòhÉÉÇ]õEò-

VÉÉiÉÒªÉÊ´É·ÉÉÊ¨ÉjÉ´ÉÆ¶É¨ÉÖHòÉ¡ò±É¸ÉÒ®úÉ¨ÉEòÊ´ÉEÞòiÉÉ ¸ÉÒ®úÉ¨ÉÉ¹]õ{ÉnùÒ ºÉÆ{ÉÚhÉÉÇ** 

** ¶ÉÖ¦É¨ÉºiÉÖ** 

{É]Âõ]õÉÊ¦ÉÊ¹ÉHò ®úÉ¨ÉÊ¤É¯ûnùÉ´É±ÉÒ 

1. +Æ¦ÉÉäVÉºÉÆ¦É´É¨É½äþ¶É Ênù¶ÉÉÊvÉ{ÉÉÊnùnäù´ÉÉÊ¦É´Éxt- 

 ¨É½þxÉÒªÉ {ÉnùÉ®úÊ´Éxn! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

2. ´ÉÉ±¨ÉÒÊEòxÉÉ®ún¶ÉÖEòÉÊjÉPÉ]õÉänÂù¦É´ÉÉÊnù- 

 ¥ÉÀÌ¹É¨ÉÉxÉºÉ±ÉºÉSSÉ®úhÉÉ®úÊ´Éxnù! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

3. ´ÉIÉÉä%Ê¦ÉPÉÉiÉºÉÖJÉÊxÉ´ÉÞÇiÉEòÉäºÉ±Éä¶É- 

 ¤ÉÉ±Éº´É°ü{É¨ÉÞnÖù{ÉÉnùºÉ®úÉäVÉªÉÖM¨É! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

4. ºiÉxªÉ|ÉnùÉÊªÉVÉxÉxÉÒ¨ÉÞnÖù±ÉÉRÂóEò¶ÉÉÊªÉxÉÂ 
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 ´ÉÉiºÉ±ªÉ¨ÉnÇùxÉºÉÖJÉÉÎ\SÉiÉ {ÉÉnù{ÉnÂù¨É VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

5. {ÉÉ¹ÉÉhÉnùkÉ¨ÉÊ½þ±ÉÉi´É®úVÉ&|É¨ÉÉÌVÉ 

 ´ªÉÉvÉÉkÉMÉÉRÂóMÉVÉ±É¶ÉÉäÊvÉiÉ{ÉnÂù¨É{ÉÉnù VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

6. §ÉÉjÉÉ ´ÉxÉä nùÊªÉiÉªÉÉ%\VÉÊxÉnùÉ®úEäòhÉ 

 {ÉªÉÉÇªÉiÉ& ºÉÖJÉºÉÖ¨ÉnÇùxÉ¶ÉÉÊ±É {ÉÉnù VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

7. nÖù&JÉèEònùÉÊªÉVÉxÉxÉÒ´É®úªÉÖM¨É¤Érù- 

 iÉÉiÉºªÉ ºÉiªÉ´ÉSÉxÉÉoùiÉºÉÉänù®úÉfø¬ VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

8. ®úÉVªÉ|É´ÉÉºÉxÉ¨É½þÉ´ªÉºÉxÉÉÊ¦ÉiÉ{iÉ-  

 ±ÉÉäEò´ªÉlÉÉä{É¶É¨ÉxÉÉoùiÉ¨Éxnù½þÉºÉ VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

9. ºÉÉEäòiÉ®úÉVªÉ{ÉÊ®ú{ÉÉ±ÉxÉ¤ÉrùnùÒIÉ- 

 ¸ÉÒ{ÉÉnÖùEòÉªÉÖMÉºÉ¨ÉäÊvÉiÉºÉÉ´ÉÇ¦ÉÉè¨ªÉ! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

10. ¥ÉÀÌ¹É{ÉÉ¨É®úVÉxÉÉxÉÖMÉÊxÉÌ´É¶Éä¹É- 

 Ê´ÉºiÉÉÊ®úxÉèVÉEò¯ûhÉÉ¨ÉºÉÞhÉÉ´É±ÉÉäEò VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

11. ±ÉRÂóEòÉÊvÉxÉäiÉÞEò®ú´ÉÉ±ÉÊxÉEÞòkÉ{ÉIÉ- 

 MÉÞwÉÉÎ¶±É¹ÉnÂù¦ÉÖVÉÊ´ÉiÉÒhÉÇ¨É½þÉ{É´ÉMÉÇ! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

12. {É¨{ÉÉiÉ]õÉÊ¸ÉiÉ¨ÉiÉRÂóMÉ¨É½þÉxÉÖEò¨{ÉÉ 

 ±É¤vÉº´ÉxÉÉ¨É¶É¤É®úÒºÉÖEÞòiÉÉÊiÉlÉäªÉ! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 
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13. ºÉÖOÉÒ´É¨ÉèjªÉÖ{ÉÊ½þiÉÉ¨É±É¦ÉÊHò¤ÉÖÊrù 

 iÉäVÉÉä¤É±ÉÉÎx´ÉiÉ½þxÉÚ¨ÉiÉ! +Éi¨ÉxÉÉlÉ! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

14. ´ÉxnùÉ¯ûÊxÉMÉÇÊiÉÊ´É¦ÉÒ¹ÉhÉÊxÉ¨ÉÇ±ÉÉxiÉ- 

 ¶SÉäiÉ&EÞòiÉÉi¨É¶É®úhÉÉMÉÊiÉ¨ÉÉxÉnùIÉ! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

15. ±ÉIÉÉä{É±ÉIÉ½þÊ®úºÉèxªÉ¨É½þÉÎ¤vÉiÉÉÊ®ú- 

 ¸ÉÒºÉäiÉÖ¤ÉxvÉxÉÊ´ÉvÉÉ ¦É´ÉiÉÉ®úhÉä¶É! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

16. ºÉÆ®ú¨¦ÉªÉÉäMÉ®úiÉ®úÉ´ÉhÉEÖò¨¦ÉEòhÉÇ 

 ´ÉÒªÉÉæ{É½þÉ®ú ®úÊºÉEòÉäkÉ¨É ®úÉ¨É ®úÉ¨É VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

17. ¸ÉÒ°ü{ÉºÉÆ½þxÉxÉªÉÉè´ÉxÉºÉÉèEÖò¨ÉÉªÉÇ- 

 iÉäVÉÉä%Ê¦É´ÉvÉÇxÉ! ¨É½þÉPÉÇÊ´É¦ÉÚ¹ÉhÉÉfø¬! VÉªÉ Ê´ÉVÉªÉÒ ¦É´É 

18. ºÉ¨ªÉEÂò |É{ÉzÉVÉxÉ¨ÉÉxÉºÉ®úixÉ{ÉÒ`ö- 

 {É]Âõ]õÉÊ¦ÉÊ¹ÉHòºÉ½þVÉÉ´ÉÊxÉVÉÉºÉ¨ÉäiÉ! 

 VÉªÉ Ê´ÉVÉªÉÒ¦É´É* 

 (+ÉjÉäªÉ º´ÉÉÊ¨ÉxÉÉlÉºªÉ) 
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®úÉ¨É¨ÉRÂóMÉ±É¨ÉÂ 

¨ÉRÂóMÉ±ÉÆ EòÉäºÉ±ÉäxpùÉªÉ ¨É½þxÉÒªÉMÉÖhÉÉ¤vÉªÉä 

SÉGò´ÉÌiÉiÉxÉÚVÉÉªÉ ºÉÉ´ÉÇ¦ÉÉè¨ÉÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

´Éänù´ÉänùÉxiÉ´ÉätÉªÉ ¨ÉäþPÉ¶ªÉÉ¨É±É¨ÉÚiÉÇªÉä 

{ÉÖÆºÉÉÆ ¨ÉÉä½þxÉ°ü{ÉÉªÉ {ÉÖhªÉ¶±ÉÉäEòÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

Ê´É·ÉÉÊ¨ÉjÉÉxiÉ®úRÂóMÉÉªÉ Ê¨ÉÊlÉ±ÉÉVÉMÉiÉÒ{ÉiÉä& 

¦ÉÉMªÉÉxÉÉÆ {ÉÊ®ú{ÉÉEòÉªÉ ¦É´ªÉ°ü{ÉÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

Ê{ÉiÉÞ¦ÉHòÉªÉ ºÉiÉiÉÆ §ÉÉiÉÞÊ¦É& ºÉ½þ ºÉÒiÉªÉÉ 

xÉÎxnùiÉÉÊJÉ±É±ÉÉäEòÉªÉ ®ú¨ÉSÉxpùÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

iªÉHòºÉÉEäòiÉ´ÉÉºÉÉªÉ ÊSÉjÉEÚò]õÊ´É½þÉÊ®úhÉä 

ºÉä´ªÉÉªÉ ºÉ´ÉÇªÉÊ¨ÉxÉÉÆ vÉÒ®úÉänùÉ®úþÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

ºÉÉèÊ¨ÉÊjÉhÉÉ SÉ VÉÉxÉCªÉÉ SÉÉ{É¤ÉÉhÉÉÊºÉvÉÉÊ®úhÉä 

ºÉÆºÉä´ªÉÉªÉ ºÉnùÉ¦ÉCiªÉÉ º´ÉÉÊ¨ÉxÉä ¨É¨É ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

nùhb÷EòÉ®úhªÉ´ÉÉºÉÉªÉ JÉÎhb÷iÉÉ¨É®ú ¶ÉjÉ´Éä! 

MÉÞwÉ®úÉVÉÉªÉ ¦ÉHòÉªÉ ¨ÉÖÊHònùÉªÉÉºiÉÖ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

ºÉÉnù®Æú ¶É¤É®úÒnùkÉ¡ò±É¨ÉÚ±ÉÉÊ¦É±ÉÉÊ¹ÉhÉä 

ºÉÉè±É¦ªÉ{ÉÊ®ú{ÉÚhÉÉÇªÉ ºÉk´ÉÉäÊpùHòÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 
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½þxÉÖ¨ÉiºÉ¨É´ÉäiÉÉªÉ ½þ®úÒ¶ÉÉ¦ÉÒ¹]õnùÉÊªÉxÉä* 

´ÉÉÊ±É|É¨ÉlÉxÉÉªÉÉºiÉÖ ¨É½þÉvÉÒ®úÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

¸ÉÒ¨ÉiÉä ®úPÉÖ´ÉÒ®úÉªÉ ºÉäiÉÚ±±ÉÎRÂóPÉiÉÊºÉxvÉ´Éä 

ÊVÉiÉ®úÉIÉºÉ®úÉVÉÉªÉ ®úhÉvÉÒ®úÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 

+ÉºÉÉt xÉMÉ®úÓ Ênù´ªÉÉÆ +Ê¦ÉÊ¹ÉHòÉªÉ ºÉÒiÉªÉÉ* 

®úÉVÉÉÊvÉ®úÉVÉ®úÉVÉÉªÉ ®úÉ¨É¦ÉpùÉªÉ ¨ÉRÂóMÉ±É¨ÉÂ** VÉªÉ 
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Appendix- II 

¸ÉÒ Ê¶É´ÉÉªÉ xÉ¨É& 

¸ÉÒ SÉxpù¶ÉäJÉ®äúxpùºÉ®úº´ÉiÉÒÊ´É®úÊSÉiÉÉ 

Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉ (Ê¶É´ÉÉ¹]õ{ÉnùÒ) 

|ÉlÉ¨É& ºÉMÉÇ& 

vªÉÉxÉ¶±ÉÉäEò& 

ºÉEò±ÉÊ´ÉPxÉÊxÉ´ÉiÉÇEò ¶ÉÆEò®úÊ|ÉªÉºÉÖiÉ |ÉhÉiÉÉÌiÉ½þ®ú |É¦ÉÉä* 

¨É¨É ¾þnù¨¤ÉÖVÉ¨ÉvªÉ±ÉºÉx¨ÉhÉÒ®úÊSÉiÉ¨Éhb÷{É´ÉÉºÉ®úiÉÉä ¦É´É** 1** 

Ê´ÉÊvÉ´ÉnùxÉºÉ®úÉäVÉÉ´ÉÉºÉ¨ÉÉv´ÉÒEòvÉÉ®úÉ 

Ê´ÉÊ´ÉvÉÊxÉMÉ¨É¤ÉÞxnùºiÉÚªÉ¨ÉÉxÉÉ{ÉnùÉxÉÉ* 

ºÉ¨ÉºÉ¨ÉªÉÊ´É®úÉVÉSSÉxpùEòÉäÊ]õ|ÉEòÉ¶ÉÉ 

¨É¨É ´ÉnùxÉºÉ®úÉäVÉä ¶ÉÉ®únùÉ ºÉÆÊxÉvÉkÉÉ¨ÉÂ** 2** 

ªÉnùxÉÖ¦É´ÉºÉÖvÉÉä¨ÉÔ¨ÉÉvÉÖ®úÒ{ÉÉ®ú´É¶ªÉÆ 

Ê´É¶ÉnùªÉÊiÉ ¨ÉÖxÉÒxÉÉ¨ÉÉi¨ÉxÉºiÉÉhb÷´ÉäxÉ* 

EòxÉEòºÉnùÊºÉ ®ú¨ªÉä ºÉÉÊIÉhÉÒ´ÉÒIªÉ¨ÉÉhÉ& 

|ÉÊnù¶ÉiÉÖ ºÉ ºÉÖJÉÆ ¨Éä ºÉÉä¨É®äúJÉÉ´ÉiÉÆºÉ&** 3** 

¶É´ÉÉÇÊhÉ {É´ÉÇiÉEÖò¨ÉÉÊ®ú ¶É®úhªÉ{ÉÉnäù 
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ÊxÉ´ÉÉÇ{ÉªÉÉº¨ÉnùPÉºÉÆiÉÊiÉ¨ÉxiÉ®úÉªÉÉ¨ÉÂ* 

<SUôÉÊ¨É {ÉRÂóMÉÖÊ®ú´É MÉÉRÂóMÉVÉ±ÉÉ´ÉMÉÉ½þ- 

Ê¨ÉSUôÉÊ¨É¨ÉÉÆ Eò±ÉÊªÉiÉÖÆ Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉ¨ÉÂ** 4** 

Ê¶É´ÉSÉ®úhÉºÉ®úÉäVÉvªÉÉxÉªÉÉäMÉÉ¨ÉÞiÉÉ¤vÉÉè VÉ±ÉÊ´É½þ®úhÉ´ÉÉ\UôÉºÉÆMÉiÉÆ ªÉºªÉ SÉäiÉ&* 

       ÊxÉÊJÉ±ÉnÖùÊ®úiÉ¦ÉRÂóMÉ´ªÉÉ{ÉÞiÉÆ ´ÉÉ ¨ÉxÉÉäYÉÆ {É®úÊ¶É´ÉSÉÊ®úiÉÉJªÉÆ MÉÉxÉ¨ÉÉEòhÉÇxÉÒªÉ¨ÉÂ** 5** 

** |ÉlÉ¨ÉÉ¹]õ{ÉnùÒ ** 

¨ÉÉ±É´ÉÒ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (|É±ÉªÉ{ÉªÉÉäÊvÉVÉ±Éä <ÊiÉ´ÉiÉÂ) 

EòxÉEòºÉ¦ÉÉºÉnùxÉä ´ÉnùxÉä nù®ú½þÉºÉÆ 

xÉ]õÊºÉ Ê´ÉvÉÉªÉ ºÉÖvÉÉEò®ú¦ÉÉºÉÆ 

¶ÉÆEò®ú vÉÞiÉiÉÉ{ÉºÉ°ü{É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 1** 

VÉ±ÉÊvÉ¨ÉlÉxÉºÉ¨ÉªÉä MÉ®ú±ÉÉxÉ±É¶Éè±ÉÆ 

´É½þÊºÉ MÉ±ÉºlÉ¨ÉÖÊnùi´É®úEòÒ±ÉÆ 

¶ÉÆEò®ú vÉÞiÉxÉÒ±ÉMÉ±ÉÉJªÉ     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 2** 

Ê´ÉvÉÖ®úÊ´É®úlÉSÉ®úhÉä ÊxÉ´ÉºÉzÉ´ÉÊxÉ®úlÉä 

{ÉÖ®úÊ¨É¹ÉÖhÉÉ ¾þiÉ´ÉÉÊxÉ½þªÉÉävÉä 

¶ÉÆEò®ú ´É®ú ´ÉÒ®ú¨É½äþ¶É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 3** 

EÖòºÉÖ¨É¶É®úÉºÉEò®Æú {ÉÖ®úiÉÉä Ê´ÉSÉ®úxiÉÆ 
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ÊMÉÊ®ú¶É ÊxÉË½þÊºÉiÉ´ÉÉxÉÊSÉ®Æú iÉÆ 

¶ÉÆEò®ú ¨ÉnùxÉÉÊ®ú{ÉnùÉJªÉ     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 4** 

´É]õiÉ¯ûiÉ±É¨ÉÊ½þiÉä ÊxÉ´ÉºÉx¨ÉÊhÉ{ÉÒ`äö 

Ênù¶ÉÊºÉ {É®úÉi¨ÉEò±ÉÉ¨ÉÊiÉMÉÉfäø 

¶ÉÆEò®ú vÉÞiÉ¨ÉÉèxÉ MÉ¦ÉÒ®ú     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 5** 

VÉ±ÉÊxÉÊvÉºÉäiÉÖiÉ]äõ VÉxÉ{ÉÉ´ÉxÉªÉÉäMªÉä 

®úPÉÖEÖò±ÉÊiÉ±ÉEòªÉ¶É&|ÉÊ´É¦ÉÉMÉä 

¶ÉÆEò®ú ®úPÉÖ®úÉ¨É¨É½äþ¶É      VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 6** 

iÉxÉÖ¦ÉÞnù´ÉxÉEÞòiÉä ´É®úEòÉ¶ÉÒxÉMÉ®äú 

iÉÉ®úEò¨ÉÖ{ÉÊnù¶ÉÊºÉ ºlÉ±ÉºÉÉ®äú 

¶ÉÆEò®ú Ê¶É´É Ê´É·É¨É½äþ¶É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 7** 

ÊxÉMÉ¨É®úºÉÉ±ÉiÉ±Éä ÊxÉ®ú´ÉÊvÉ¤ÉÉävÉPÉxÉ 

¸ÉÒEòÉ¨ÉÉIÉÒEÖòSÉEò±É¶ÉÉRÂóEòxÉ 

¶ÉÆEò®ú ºÉ½þEòÉ®ú¨É½äþ¶É      VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 8** 

EòSUô{ÉiÉxÉÖ½þÊ®úhÉÉ ÊxÉºiÉÖ±É¦ÉÊHòªÉÖVÉÉ 

ºÉÆiÉiÉ{ÉÚÊVÉiÉSÉ®úhÉºÉ®úÉäVÉ 

¶ÉÆEò®ú Ê¶É´É EòSUô{ÉÊ±ÉRÂóMÉ     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 9** 
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¶ÉÆEò®ú´É®úMÉÖ¯ûhÉÉ {ÉÊ®ú{ÉÚÊVÉiÉ{ÉÉnù 

EòÉÎ\SÉ{ÉÖ®äú Ê´É´ÉÞiÉÉÊJÉ±É´Éänù 

¶ÉÆEò®úÊ´ÉvÉÖ¨ÉÉèÊ±É¨É½äþ¶É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 10** 

¸ÉÒÊ´ÉvÉÖ¨ÉÉèÊ±ÉªÉiÉäÊ®únù¨ÉÖÊnùiÉ¨ÉÖnùÉ®Æú 

¸ÉÞhÉÖ Eò¯ûhÉÉ¦É®úhÉÉÊJÉ±ÉºÉÉ®Æú 

¶ÉÆEò®úÉ¯ûhÉ¶Éè±É¨É½äþ¶É      VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 11** 

EòxÉEòºÉ¦ÉÉxÉ]õÉªÉ ½þÊ®úxÉÒ±ÉMÉ³ýÉªÉ xÉ¨É- 

ÎºjÉ{ÉÖ®ú½þ®úÉªÉ ¨ÉÉ®úÊ®ú{É´Éä ¨ÉÖÊxÉ¨ÉÉä½þÊ¦Énäù* 

®úPÉÖEÞòiÉºÉäiÉ´Éä Ê´É¨É±ÉEòÉÊ¶ÉVÉÖ¹Éä ¦É´ÉiÉä 

ÊxÉMÉ¨É®úºÉÉ±É EÚò¨ÉÇ½þÊ®ú{ÉÚÊVÉiÉ SÉxpùvÉ®ú** 6** 

{ÉÉ{ÉÆ ´ÉÉ®úªÉiÉä {É®Æú PÉ]õªÉiÉä EòÉ±ÉÆ {É®úÉEÖò´ÉÇiÉä 

¨ÉÉä½Æþ nÚù®úªÉiÉä ¨ÉnÆù ¶É¨ÉªÉiÉä ¨ÉkÉÉºÉÖ®úÉxÉÂ Ë½þºÉiÉä 

¨ÉÉ®Æú ¨ÉÉ®úªÉiÉä ¨É½þÉ¨ÉÖÊxÉMÉhÉÉxÉÉxÉÎxnùxÉ& EÖò´ÉÇiÉä 

{ÉÉ´ÉÇiªÉÉ ºÉÊ½þiÉÉªÉ ºÉ´ÉÇÊxÉvÉªÉä ¶É´ÉÉÇªÉ iÉÖ¦ªÉÆ xÉ¨É&** 7** 
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** ÊuùiÉÒªÉÉ¹]õ{ÉnùÒ ** 

¦Éè®ú´ÉÒ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä  (Ê¸ÉiÉEò¨É±ÉÉEÖòSÉ <ÊiÉ´ÉiÉÂ) 

EòÊ±É½þ®úSÉÊ®úiÉÊ´É¦ÉÚ¹ÉhÉ ¸ÉÖÊiÉ¦ÉÉ¹ÉhÉ 

Eò®úiÉ±ÉÊ´É±ÉÊºÉiÉ¶ÉÚ±É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 1** 

ÊnùxÉ¨ÉÊhÉÊxÉªÉÖiÉÊ´É¦ÉÉºÉÖ®ú Ê´ÉÊVÉiÉÉºÉÖ®ú 

xÉÊ±ÉxÉxÉªÉxÉEÞòiÉ{ÉÚVÉxÉ     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 2** 

ÊxÉÌVÉiÉEÖòºÉÖ¨É¶É®úÉºÉxÉ {ÉÖ®ú¶ÉÉºÉxÉ 

ÊxÉÊ]õ±ÉÊiÉ±ÉEòÊ¶ÉÊJÉEòÒ±É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 3** 

{ÉnùªÉÖMÉÊ´ÉxÉiÉÉJÉhb÷±É ¡òÊhÉEÖòhb÷±É 

ÊjÉ¦ÉÖ´ÉxÉ{ÉÉ´ÉxÉ{ÉÉnù      VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 4** 

+xvÉEònùÉxÉ´ÉnùÉ®úhÉ ¦É´ÉiÉÉ®úhÉ 

º¨É®úiÉxÉÖ¦ÉÊºÉiÉÊ´É±Éä{É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 5** 

Ê½þ¨ÉEò®ú¶ÉEò±É´ÉiÉÆºÉEò ¡òÊhÉ½ÆþºÉEò 

MÉMÉxÉvÉÖxÉÒvÉÞÊiÉ¶ÉÒ±É      VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 6** 

{É®ú¨ÉiÉ{ÉÉävÉxÉ¦ÉÉÊ´ÉiÉ ºÉÖ®úºÉäÊ´ÉiÉ 

ÊxÉÊJÉ±É¦ÉÖ́ ÉxÉVÉxÉ{ÉÉ±É     VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 7** 
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EòÊ®ú¨ÉÖJÉ¶É®ú¦É´ÉxÉxnùxÉ EÞòiÉ´ÉxnùxÉ 

¸ÉÞhÉÖ ¶ÉÊ¶ÉvÉ®úªÉÊiÉMÉÒiÉ¨ÉÂ      VÉªÉ ¦É´ÉiÉÉ{É½þ®ú** 8** 

iÉÖÊ½þxÉÊMÉÊ®úEÖò¨ÉÉ®úÒiÉÖRÂóMÉ´ÉIÉÉäVÉEÖò¨¦É- 

º¡Öò]õoùfø{ÉÊ®ú®ú¨¦ÉÎ¶±É¹]õÊnù´ªÉÉRÂóMÉ®úÉMÉ¨ÉÂ* 

=ÊnùiÉ¨ÉnùxÉJÉänùº´ÉänÆù¨ÉÆºÉÉxiÉ®Æú ¨ÉÉ- 

¨É´ÉiÉÖ {É®ú¶ÉÖ{ÉÉhÉä´ªÉÇHòMÉÉføÉxÉÖ®úÉMÉ¨ÉÂ** 8** 

´ÉÉºÉÎxiÉEòÉEÖòºÉÖ¨ÉEòÉä¨É±Énù¶ÉÇxÉÒªÉè- 

®úRÂóMÉè®úxÉRÂóMÉÊ´ÉÊ½þiÉV´É®ú{ÉÉ®ú´É¶ªÉÉiÉÂ 

Eò¨{ÉÉiÉ]õÉä{É´ÉxÉºÉÒ¨ÉÊxÉ Ê´É§É¨ÉxiÉÓ 

MÉÉè®úÒÊ¨ÉnÆù ºÉ®úºÉ¨ÉÉ½þ ºÉJÉÒ ®ú½þºªÉ¨ÉÂ** 9** 

** iÉÞiÉÒªÉÉ¹]õ{ÉnùÒ ** 

´ÉºÉxiÉ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (±ÉÊ±ÉiÉ±É´ÉÆMÉ±ÉiÉÉ <ÊiÉ´ÉiÉÂ) 

Ê´ÉEòºÉnù¨É±É¨ÉEÖòºÉÖ¨ÉÉxÉÖºÉ¨ÉÉMÉ¨É¶ÉÒiÉ±É¨ÉÞnÖù±ÉºÉ¨ÉÒ®äú 

+Ê±ÉEÖò±ÉEò±É®ú´ÉºÉÆ¦ÉÞiÉPÉxÉ¨Énù{É®ú¦ÉÞiÉPÉÉä¹ÉMÉ¦ÉÒ®äú 

Ê´É±ÉºÉÊiÉ ºÉÖ®úiÉ¯ûºÉnùÊºÉ ÊxÉ¶ÉÉxiÉä 

´É®úªÉÖ´ÉiÉÒVÉxÉ¨ÉÉä½þxÉiÉxÉÖÊ®ú½þ 

¶ÉÖ¦ÉnùÊiÉ Ê´ÉiÉiÉ´ÉºÉxiÉä     Ê´É±ÉºÉÊiÉ** 1** 
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EÖòºÉÖ¨É¶É®úÉºÉxÉ¶É¤É®úÊxÉ¹ÉÚÊnùiÉEÖòÊ{ÉiÉ´ÉvÉÚvÉÞiÉ¨ÉÉxÉä 

PÉxÉ®úºÉEÖòRÂóEÖò¨É{ÉRÂóEòÊ´É±Éä{ÉxÉÊ´É]õVÉxÉEÖòiÉÖEòÊ´ÉvÉÉxÉä  Ê´É±ÉºÉÊiÉ** 2** 

EÖòºÉÖÊ¨ÉiÉ¤ÉÉ±É®úºÉÉ±É¨ÉxÉÉä½þ®úÊEòºÉ±ÉªÉ¨ÉnùxÉEÞò{ÉÉhÉä 

¨ÉvÉÖEò®úÊ¨ÉlÉÖxÉ{É®úº{É®ú¨ÉvÉÖ®úºÉ{ÉÉxÉÊxÉªÉÉäMÉvÉÖ®úÒhÉä   Ê´É±ÉºÉÊiÉ** 3** 

¨ÉnùxÉ¨É½þÒ{ÉÊiÉ¶ÉÖ¦ÉEò®ú¨ÉxjÉVÉ{ÉÉÊªÉiÉ¨ÉvÉÖEò®úPÉÉä¹Éä 

+Ê´É®ú±ÉEÖòºÉÖ¨É¨É®úxnùEÞòiÉÉÊ¦ÉÊxÉ¹ÉäSÉxÉiÉ¯û¨ÉÖÊxÉ{ÉÉä¹Éä  Ê´É±ÉºÉÊiÉ** 4** 

¨ÉnùxÉÊxÉnäù¶ÉÊxÉ´ÉÞkÉEò±Éä¤É®ú¨ÉnÇùxÉ¨É±ÉªÉºÉ¨ÉÒ®äú 

iÉÞÊ¹ÉiÉ¨ÉvÉÖµÉiÉºÉÆSÉ±ÉnùÊiÉÊlÉºÉÖ{ÉÚVÉxÉ¨ÉvÉÖ®úºÉ{ÉÚ®äú   Ê´É±ÉºÉÊiÉ** 5** 

ºÉÖÊSÉ®úEÞòiÉµÉiÉ¨ÉÉèxÉ´ÉxÉÊ|ÉªÉ¨ÉÖÊxÉVÉxÉ´ÉÉMÉxÉÖEÚò±Éä 

±ÉÊ±ÉiÉ±ÉiÉÉMÉÞ½þÊ´É½þÊiÉEÞòiÉ¸É¨ÉªÉÖ´ÉÊiÉºÉÖJÉÉÊxÉ±É¶ÉÒ±Éä  Ê´É±ÉºÉÊiÉ** 6** 

Ê´É¹É¨É¶É®úÉ´ÉÊxÉ{ÉÉ±É®úlÉÉÊªÉiÉ¨ÉÞnÖù±ÉºÉ¨ÉÒ®úhÉVÉÉ±Éä 

Ê´É®úÊ½þVÉxÉÉ¶ÉªÉ¨ÉÉä½þxÉ¦ÉÊºÉiÉ{É®úÉMÉÊ´ÉVÉÞ¨¦ÉhÉEòÉ±Éä  Ê´É±ÉºÉÊiÉ** 7** 

¸ÉÒÊ¶É´É{ÉÚVÉxÉªÉiÉ¨ÉÊiÉSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉªÉÊiÉ´É®úMÉÒiÉÆ 

¸ÉÒÊ¶É´ÉSÉ®úhÉªÉÖMÉº¨ÉÞÊiÉºÉÉvÉEò¨ÉÖnùªÉiÉÖ ´ÉxªÉ´ÉºÉxiÉÆ  Ê´É±ÉºÉÊiÉ** 8** 

Ê´ÉEòSÉEò¨É±ÉEò¨{ÉÉ¶Éè´ÉÊ±ÉxªÉÉºiÉ®úRÂóMÉè- 

®úÊ´É®ú±É{ÉÊ®ú®ú¨¦É& ºÉÆ§É¨ÉxÉÂ ¨É\VÉ®úÒhÉÉ¨ÉÂ* 

 {ÉÊ®úºÉ®ú®úºÉ®úÉMÉè´ªÉÉÇ{iÉMÉÉjÉÉxÉÖ±Éä{ÉÉä 
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Ê´ÉSÉ®úÊiÉ ÊEòiÉ´ÉÉä%ªÉÆ ¨Éxnù¨ÉxnÆù ºÉ¨ÉÒ®ú&** 10** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉ®úºÉÂiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

|ÉlÉ¨É& ºÉMÉÇ&** 

ÊuùiÉÒªÉºÉMÉÇ& 

|ÉMÉ±¦ÉiÉ®ú¦ÉÉÊ¨ÉxÉÒ Ê¶É´ÉSÉÊ®újÉMÉÉxÉÉ¨ÉÞiÉ- 

|É¦ÉÚiÉxÉ´É¨É\VÉ®úÒºÉÖ®úÊ¦ÉMÉÎxvÉ¨ÉxnùÉÊxÉ±Éä* 

®úºÉÉ±ÉiÉ¯û¨ÉÚ±ÉMÉº¡ÖòÊ®úiÉ¨ÉÉvÉ´ÉÒ¨Éhb÷{Éä 

¨É½äþ¶É¨ÉÖ{Énù¶ÉÇªÉxiªÉºÉEÞònùÉ½þ MÉÉè®úÒ¨ÉºÉÉè** 11** 

** SÉiÉÖlÉÉÇ¹]õ{ÉnùÒ ** 

®úÉ¨ÉÊGòªÉÉ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (SÉxnùxÉSÉÌSÉiÉ <ÊiÉ´ÉiÉÂ) 

+Ê´É®ú±ÉEÖòRÂóEÖò¨É{ÉRÂóEòEò®úÎ¨¤ÉiÉ¨ÉÞMÉ¨ÉnùSÉxpùÊ´É±Éä{É¨ÉÂ 

ÊxÉÊ]õ±ÉÊ´É¶Éä¹ÉEò¦ÉÉºÉÖ®ú´ÉÎ¼xÉÊ´É±ÉÉäSÉxÉEÞòiÉ{ÉÖ®úiÉÉ{É¨ÉÂ 

¶ÉÊ¶É¨ÉÖÊJÉ ¶Éè±É´ÉvÉÚiÉxÉªÉä Ê´É±ÉÉäEòªÉ ½þ®ú¨ÉlÉ EäòÊ±É¨ÉªÉä ¶ÉÊ¶É¨ÉÖÊJÉ** 1** 

ªÉÖ´ÉÊiÉVÉxÉÉ¶ÉªÉ¨ÉnùxÉ¶É®úÉÊªÉiÉ¶ÉÖ¦ÉiÉ®úxÉªÉxÉÊ´É±ÉÉºÉ¨ÉÂ 

¦ÉÖ´ÉxÉÊ´ÉVÉÞÎ¨¦ÉiÉPÉxÉiÉ®úÊiÉÊ¨É®úÊxÉ¹ÉÚnùxÉÊxÉVÉiÉxÉÖ¦ÉÉºÉ¨ÉÂ  ¶ÉÊ¶É¨ÉÖÊJÉ** 2** 

{ÉÉÊhÉºÉ®úÉäVÉ¨ÉÞMÉÒ{ÉÊ®ú¶ÉÎRÂóEòiÉ¤ÉÉ±ÉiÉÞhÉÉÊ±ÉMÉ±ÉÉ¦É¨ÉÂ 

ªÉÉè´ÉiÉ¾þnùªÉÊ´ÉnùÉ®úhÉ{É]ÖõiÉ®únù®ú½þÊºÉiÉÉÊ¨ÉiÉ¶ÉÉä¦É¨ÉÂ   ¶ÉÊ¶É¨ÉÖÊJÉ** 3** 

SÉ®úhÉºÉ®úÉäVÉ±ÉºÉx¨ÉÊhÉxÉÚ{ÉÖ®úPÉÉä¹ÉÊ´É´ÉÞiÉ{ÉnùVÉÉiÉ¨ÉÂ 
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MÉMÉxÉvÉÖxÉÒºÉ¨ÉiÉxÉȪ ûÊSÉºÉÆ½þÊiÉEòÉÊ®úiÉ¦ÉÖ´ÉxÉÊ´É¦ÉÉiÉ¨ÉÂ  ¶ÉÊ¶É¨ÉÖÊJÉ** 4** 

ÊxÉÊJÉ±É´ÉvÉÚVÉxÉ¾þnùªÉºÉ¨ÉÉ¾þÊiÉ{É]ÖõiÉ®ú¨ÉÉä½þxÉ°ü{É¨ÉÂ 

¨ÉÖÊxÉ´É®úÊxÉEò®úÊ´É¨ÉÖÊHòÊ´ÉvÉÉªÉEò¤ÉÉävÉÊ´É¦ÉÉ´ÉxÉnùÒ{É¨ÉÂ  ¶ÉÊ¶É¨ÉÖÊJÉ** 5** 

Ê´ÉEòSÉºÉ®úÉä¯û½þ±ÉÉäSÉxÉºÉEÞònù´É±ÉÉäEòxÉEÞòiÉ¶ÉÖ¦ÉVÉÉiÉ¨ÉÂ 

¦ÉÖVÉMÉÊ¶É®úÉä¨ÉÊhÉ¶ÉÉähÉ¯ûSÉÉ {ÉÊ®ú¦ÉÒiÉ¨ÉÞMÉÒºÉ¨ÉÖ{ÉäiÉ¨ÉÂ  ¶ÉÊ¶É¨ÉÖÊJÉ** 6** 

®úVÉiÉ¨É½þÒvÉ®úºÉoù¶É¨É½þÉ´ÉÞ¹Éoù¹]õ{ÉÖ®úÉä´ÉÊxÉ¦ÉÉMÉ¨ÉÂ 

ºÉxÉEòºÉxÉxnùxÉ¨ÉÖÊxÉ{ÉÊ®ú¶ÉÉäÊ¦ÉiÉnùÊIÉhÉiÉÊnùiÉ®ú¦ÉÉMÉ¨ÉÂ  ¶ÉÊ¶É¨ÉÖÊJÉ** 7** 

¸ÉÒÊ¶É´É{ÉÊ®úSÉ®úhÉµÉiÉSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉÊxÉªÉ¨ÉvÉxÉäxÉ 

Ê¶É´ÉSÉÊ®úiÉÆ ¶ÉÖ¦ÉMÉÒiÉÊ¨ÉnÆù EÞòiÉ¨ÉÖnùªÉiÉÖ ¤ÉÉävÉvÉxÉäxÉ  ¶ÉÊ¶É¨ÉÖÊJÉ** 8** 

¨ÉnùxÉEònùxÉ¶ÉÉxiªÉè ¡Öò±±É¨É±±ÉÒ|ÉºÉÚxÉè- 

Ì´É®úÊSÉiÉ´É®ú¶ÉªªÉÉ¨ÉÉ{xÉÖ´ÉÊzÉxnÖù¨ÉÉèÊ±É&* 

¨ÉÞnÖù¨É±ÉªÉºÉ¨ÉÒ®Æú ¨ÉxªÉ¨ÉÉxÉ& º¡ÖòÊ±ÉRÂóMÉÉ- 

xEò±ÉªÉÊiÉ ¾þnùªÉä i´ÉÉ¨Éx´É½Æþ  ¶Éè±ÉEòxªÉä** 12** 

<ÊiÉ ºÉ½þSÉ®úÒ´ÉÉhÉÒ¨ÉÉEòhªÉÇ ºÉÉÊ{É ºÉÖvÉÉZÉ®úÒ- 

¨ÉSÉ±ÉnÖùÊ½þiÉÉ xÉäiÉÖ& ¸ÉÖi´ÉÉÊ¦É°ü{ªÉMÉÖhÉÉänùªÉ¨ÉÂ* 

Ê´É®ú½þVÉÊxÉiÉÉ¨ÉÉÍiÉ nÚù®úÒSÉEòÉ®ú ¾þÊnù ÎºlÉiÉÉÆ 

nùÊªÉiÉÊxÉÊ½þiÉ|Éä¨ÉÉ EòÉ¨ÉÆ VÉMÉÉnù Ê¨ÉlÉ&   ºÉJÉÒ¨ÉÂ** 13** 
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** {É\SÉ¨ÉÉ¹]õ{ÉnùÒ** 

iÉÉäÊb÷®úÉMÉähÉ SÉÉ{ÉÖiÉÉ±ÉäxÉ MÉÒªÉiÉä (ºÉ\SÉ®únùvÉ®ú <ÊiÉ´ÉiÉÂ) 

VÉ±É¯û½þÊ¶ÉJÉ®úÊ´É®úÉÊVÉiÉÊ½þ¨ÉEò®ú¶ÉÎRÂóEòiÉEò®úxÉJÉ®úÉ¦É¨ÉÂ 

¯ûÊSÉ®ú®únùxÉÊEò®úhÉÉ¨É®úºÉÊ®úÊnù´É ¶ÉÉähÉxÉnùÉvÉ®ú¶ÉÉä¦É¨ÉÂ 

ºÉä´Éä ÊxÉMÉ¨É®úºÉÉ±ÉÊxÉ´ÉÉºÉÆ - ªÉÖ´ÉÊiÉ¨ÉxÉÉä½þ®úÊ´ÉÊ´ÉvÉÊ´É±ÉÉºÉ¨ÉÂ ºÉä´Éä** 1** 

¶ÉÖ¦ÉiÉxÉÖºÉÉè®ú¦É±ÉÉä¦ÉÊ´É¦ÉÚ¹ÉhÉEèòiÉ´É¨ÉÊ½þiÉ¦ÉÖVÉÆMÉ¨ÉÂ 

¨ÉÖEÖò]õÊ´É®úÉÊVÉiÉÊ½þ¨ÉEò®ú¶ÉEò±ÉÊ´ÉÊxÉMÉÇ±Énù¨ÉÞiÉÊºÉiÉÉRÂóEò¨ÉÂ ºÉä´Éä** 2** 

¨ÉEÖò]õ{ÉÊ®ú§É¨Énù¨É®úvÉÖxÉÒxÉJÉÊ´ÉIÉiÉ¶ÉÎRÂóEòiÉSÉxpù¨ÉÂ 

=®úÊºÉ Ê´É±ÉäÊ{ÉiÉ¨É±ÉªÉVÉ{ÉRÂóEòÊ´É¨ÉÌnùiÉ¶ÉÖ¦ÉiÉ®úSÉxpù¨ÉÂ  ºÉä´Éä** 3** 

{ÉzÉMÉEòhÉÇÊ´É¦ÉÚ¹ÉhÉ¨ÉÉèÊ³ýMÉ¨ÉÊhÉ¯ûÊSÉ¶ÉÉähÉEò{ÉÉä±É¨ÉÂ 

+MÉÊhÉiÉºÉ®úÊºÉVÉºÉÆ¦É´É¨ÉÉèÊ³ýEò{ÉÉ±ÉÊxÉ´ÉäÊnùiÉEòÉ±É¨ÉÂ  ºÉä´Éä** 4** 

½þÊ®únùxÉÖ{ÉÉ±ÉºÉÖ®äú¶É{ÉnùÉäzÉÊiÉ¨ÉÖ{ÉxÉ¨ÉiÉÉä Ê´ÉiÉ®úxiÉ¨ÉÂ 

+xÉ´ÉÊvÉ¨ÉÊ½þ¨ÉÊSÉ®ÆúiÉxÉ¨ÉÖÊxÉ¾þnùªÉä¹ÉÖ ¨ÉnùÉ Ê´É½þ®úxiÉ¨ÉÂ  ºÉä´Éä** 5** 

xÉÉ®únù{É´ÉÇiÉ´É®ú¨ÉÖÊxÉÊEòzÉ®úºÉÆxÉÖiÉ´Éè¦É´ÉVÉÉiÉ¨ÉÂ 

+xvÉEòºÉÖ®úÊ®ú{ÉÖMÉxvÉËºÉvÉÖ®úÊ´É¦ÉRÂóMÉ¨ÉÞMÉÉÊnù{É®úÒiÉ¨ÉÂ  ºÉä´Éä** 6** 

Ê´É¹ÉªÉÊ´É®úiÉÊ´É¨É±ÉÉ¶ÉªÉEòÉä¶É¨É½þÉvÉxÉEò®úhÉºÉ®úÉäVÉ¨ÉÂ 

PÉxÉiÉ®úÊxÉVÉiÉxÉÖ̈ É\VÉÖ±ÉiÉÉ{ÉÊ®úÊxÉÌVÉiÉÊxÉªÉÖiÉ¨ÉxÉÉäVÉ¨ÉÂ  ºÉä´Éä** 7** 
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¸ÉÒÊ¶É´É¦ÉVÉxÉ¨ÉxÉÉä®úlÉSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉªÉÊiÉ´É®úMÉÒiÉ¨ÉÂ 

¸ÉÉäiÉÖ¨ÉÖnùÎ\SÉiÉEòÉèiÉÖEòÊ´É®úiÉ¨É¨É®ú´ÉvÉÚ{ÉÊ®úMÉÒiÉ¨ÉÂ   ºÉä´Éä** 8** 

ºÉ½þSÉÊ®ú ¨ÉÖJÉÆ SÉäiÉ& |ÉÉiÉ& |É¡Öò±±ÉºÉ®úÉä¯û½þ- 

|ÉÊiÉ¨É¨ÉxÉPÉÆ EòÉxiÉÆ EòÉxiÉºªÉ SÉxpùÊ¶ÉJÉÉ¨ÉhÉä&* 

º¨É®úÊiÉ {ÉÊ®úiÉÉäoùÎ¹]õºiÉÖ¹]õõÉ iÉnùÉEÞòÊiÉ¨ÉÉvÉÖ®úÒ- 

MÉÊiÉÊ´É¹ÉÊªÉhÉÒ ´ÉÉhÉÒ iÉºªÉ ¥É´ÉÒÊiÉ MÉÖhÉÉänùªÉ¨ÉÂ** 14** 

**¹É¹`öÉ¹]õ{ÉnùÒ** 

EòÉ¨¤ÉÉäÊVÉ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä  (ÊxÉ¦ÉÞiÉÊxÉEÖò\VÉ <ÊiÉ´ÉiÉÂ) 

ÊxÉÊJÉ±ÉSÉ®úÉSÉ®úÊxÉÌ¨ÉÊiÉEòÉè¶É±É¦ÉÊ®úiÉSÉÊ®újÉÊ´É±ÉÉä±É¨ÉÂ 

±ÉÊ±ÉiÉ®úºÉÉ±ÉÊxÉ¤Érù±ÉiÉÉMÉÞ½þÊ´É½þ®úhÉEòÉèiÉÖEò¶ÉÒ±É¨ÉÂ 

Eò±ÉªÉä EòÉ±É¨ÉlÉxÉ¨ÉvÉÒ¶É¨ÉÂ 

PÉ]õªÉ ¨ÉªÉÉ ºÉ½þ PÉxÉiÉ®úEÖòSÉ{ÉÊ®ú®ú¨¦ÉhÉEäòÊ±ÉEÞòiÉÉ¶É¨ÉÂ  Eò±ÉªÉä** 1** 

EÖò´É±ÉªÉºÉÉè®ú¦É´ÉnùxÉºÉ¨ÉÒ®úhÉ´ÉÉÊºÉiÉÊxÉÊJÉ±ÉÊnùMÉxiÉ¨ÉÂ 

SÉ®úhÉºÉ®úÉäVÉÊ´É±ÉÉäEòxÉiÉÉä%ÊJÉ±ÉiÉÉ{É¯ûVÉÆ ¶É¨ÉªÉxiÉ¨ÉÂ  Eò±ÉªÉä** 2** 

{É]ÖõiÉ®úSÉÉ]Öõ´ÉSÉÉä¨ÉÞiÉÊ¶ÉÊ¶É®úÊxÉ´ÉÉÊ®úiÉ¨ÉxÉÊºÉVÉiÉÉ{É¨ÉÂ 

iÉ¯ûhÉ´ÉxÉÊ|ÉªÉ¦ÉÉ¹ÉhÉªÉÉ ºÉ½þ ºÉÉnù®úÊ´ÉÊ½þiÉºÉÖ±ÉÉ{É¨ÉÂ  Eò±ÉªÉä** 3** 

SÉÊ±ÉiÉoùMÉ\SÉ±É¨ÉºÉ¨É¶É®úÉÊxÉ´É ªÉÖ´ÉÊiÉVÉxÉä ÊxÉnùvÉÉxÉ¨ÉÂ 
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®ú½þÊºÉ ®úºÉÉ±ÉMÉÞ½Æþ MÉiÉªÉÉ ºÉ½þ ºÉ®úºÉÊ´É½þÉ®úÊ´ÉvÉÉxÉ¨ÉÂ  Eò±ÉªÉä** 4** 

nù®ú½þÊºÉiÉtÖÊiÉSÉÎxpùEòªÉÉ MÉiÉJÉänùÊ´ÉEòÉ®úSÉEòÉä®ú¨ÉÂ 

±ÉºÉnù¯ûhÉÉvÉ®ú´ÉnùxÉ´É¶ÉÒEÞòiÉªÉÖ´ÉÊiÉVÉxÉÉ¶ÉªÉSÉÉä®ú¨ÉÂ  Eò±ÉªÉä** 5** 

¨É±ÉªÉVÉ{ÉRÂóEòÊ´É±Éä{ÉxÉ¨ÉÖ¯ûiÉ®úEÖòSÉªÉÖMÉ¨ÉÉEò±ÉªÉxiÉ¨ÉÂ 

EÞòiÉEò¯û¹ÉÉä ¨É¨É ºÉÖiÉxÉÖ±ÉiÉÉ{ÉÊ®ú®ú¨¦ÉhÉEäòÊ³ý¨ÉªÉxiÉ¨ÉÂ  Eò±ÉªÉä** 6** 

ºÉÖ®úiÉ¯ûEÖòºÉÖ¨ÉºÉÖ¨ÉÉÊ±ÉEòªÉÉ {ÉÊ®ú¨ÉÎhb÷iÉÊSÉEÖò®úÊxÉEòÉªÉ¨ÉÂ 

+±ÉPÉÖ{ÉÖ±ÉEòEò]õºÉÒ¨ÉÊxÉ ¨ÉÞMÉ¨Énù{ÉjÉÊ´É±ÉäJÉÊ´ÉvÉäªÉ¨ÉÂ  Eò±ÉªÉä** 7** 

¸ÉÒÊ¶É´ÉºÉä´ÉxÉSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉªÉÊiÉ´É®úMÉÒiÉ¨ÉÖnùÉ®ú¨ÉÂ 

ºÉÖJÉªÉiÉÖ ¶Éè±ÉVÉªÉÉ EòÊlÉiÉÆ Ê¶É´É´ÉúÊ®úiÉÊ´É¶ÉäÊ¹ÉiÉºÉÉ®ú¨ÉÂ  Eò±ÉªÉä** 8** 

±ÉÒ±ÉÉ|ÉºÉÚxÉ¶É®ú{ÉÉ¶ÉºÉÞÊhÉ|ÉEòÉhb÷- 

{ÉÖhbÅä÷IÉÖ¦ÉÉÊºÉEò®ú{É±±É´É¨É¨¤ÉÖVÉÉIÉ¨ÉÂ* 

+É±ÉÉäCªÉ ºÉÎº¨ÉiÉ¨ÉÖJÉäxnÖùEòÊ¨ÉxnÖù¨ÉÉèÊ³ý- 

¨ÉÖiEòh`öiÉä ¾þnùªÉ¨ÉÒÊIÉiÉÖ¨Éä´É ¦ÉÚªÉ&** 15** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉ®úº´ÉiÉÒÊ´É®úÊSÉiÉÊ¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ ÊuùiÉÒªÉ& 

ºÉMÉÇ&** 
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iÉÞiÉÒªÉºÉMÉÇ& 

<ÊiÉ ¤É½Öþ EòlÉªÉxiÉÒ¨ÉÉÊ³ý¨ÉÉ±ÉÉäCªÉ ¤ÉÉ±ÉÉ- 

¨É±ÉPÉÖÊ´É®ú½þnèùxªÉÉ¨ÉÊpùVÉÉ¨ÉÒIÉ¨ÉÉhÉ&* 

ºÉ{ÉÊnù ¨ÉnùxÉÊJÉzÉ& ºÉÉä¨É®úäJÉÉ´ÉiÉÆºÉ& 

ÊEò¨ÉÊ{É Ê´É®ú½þ¶ÉÉxiªÉè ÊSÉxiÉªÉÉ¨ÉÉºÉ vÉÒ®ú&** 16** 

** ºÉ{iÉ¨ÉÉ¹]õ{ÉnùÒ** 

¦ÉÚ{ÉÉ±É®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä (¨ÉÉÊ¨ÉªÉÆ SÉÊ±ÉiÉÉ <ÊiÉ´ÉiÉÂ) 

±ÉÒ±ÉªÉÉ Eò±É½äþ MÉiÉÉ Eò{É]õGÖòvÉÉ ´ÉÊxÉiÉÉäªÉ¨ÉÂ 

¨ÉÉÊxÉxÉÒ ¨ÉnùxÉäxÉ ¨ÉÉ¨ÉÊ{É ºÉÆiÉxÉÉäÊiÉ Ê´ÉvÉäªÉ¨ÉÂ   Ê¶É´ÉÊ¶É´É EÖò±ÉÉSÉ±ÉºÉÖiÉÉ** 1** 

iÉÉÊ{ÉiÉÉä ¨ÉnùxÉV´É®äúhÉ iÉxÉÚxÉÉ{ÉÉnùÊvÉEäòxÉ 

ªÉÉ{ÉªÉÉÊ¨É EòlÉÆ xÉÖ iÉÊuù®ú½Æþ IÉhÉÆ EÖòiÉÖEäòxÉ  Ê¶É´É Ê¶É´É** 2** 

ªÉiºÉ¨ÉÉMÉ¨ÉºÉÆ¨ÉnäùxÉ ºÉÖJÉÒ ÊSÉ®Æú Ê´É½þ®úÉÊ¨É 

ªÉÊuùªÉÉäMÉ¯ûVÉÉ xÉ VÉÉiÉÖ ¨ÉxÉÉäÊ½þiÉÆ Ê´ÉiÉxÉÉäÊ¨É  Ê¶É´É Ê¶É´É** 3** 

±ÉÒ±ÉªÉÉ EÖòÊ{ÉiÉÉ ªÉnùÉ ¨ÉÊªÉ iÉÉ¨ÉlÉÉxÉÖSÉ®úÉÊ¨É 

¦ÉÚªÉºÉÉ ºÉ¨ÉªÉäxÉ iÉÉ¨ÉxÉÖxÉÒªÉ ºÉÆÊ´É½þ®úÉÊ¨É  Ê¶É´É Ê¶É´É** 4** 

+Ì{ÉiÉÆ Ê¶É®úÊºÉ GÖòvÉÉ ¨É¨É ½þÉ ªÉnùÎRÂóQÉºÉ®úÉäVÉ¨ÉÂ 

{ÉÉÊhÉxÉÉ {ÉÊ®ú{ÉÚÊVÉiÉÆ ¤ÉiÉ VÉÞ¨¦É¨ÉÉhÉ¨ÉxÉÉäVÉ¨ÉÂ  Ê¶É´É Ê¶É´É** 5** 
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où¶ªÉºÉä {ÉÖ®úiÉÉä%Ê{É MÉÉèÊ®ú xÉ où¶ªÉºÉä SÉ{É±Éä´É 

xÉÉ{É®úÉvÉEòlÉÉ ¨ÉÊªÉ |ÉhÉiÉÆ VÉxÉÆ EÞò{ÉªÉÉ´É  Ê¶É´É Ê¶É´É** 6** 

xÉÒ±ÉxÉÒ®únù´ÉäÊhÉ ËEò iÉ´É ¨ÉiEÞòiÉä%xÉÖxÉªÉäxÉ 

ºÉÆÊxÉvÉäÊ½þ xÉ MÉxiÉÖ¨É½ÇþÊiÉ ¨ÉÉoù¶Éä nùªÉxÉäxÉ  Ê¶É´É Ê¶É´É** 7** 

´ÉÌhÉiÉÆ Ê¶É´ÉnùÉºÉSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉ¸É¨ÉhÉäxÉ 

´ÉÞkÉ¨ÉäiÉnÖùnäùiÉÖ ºÉÆiÉiÉ¨ÉÒÊ¶ÉiÉÖ& |É´ÉhÉäxÉ   Ê¶É´É Ê¶É´É** 8** 

¦ÉÖ´ÉxÉÊ´ÉVÉªÉÒ Ê´ÉGòÉxiÉä¹ÉÖ xÉ SÉäiÉ®ú& 

iÉ´É xÉ EÞò{ÉhÉä ªÉÖHÆò ¨ÉÉoùÎM´ÉvÉä ¶É®ú´É¹ÉÇhÉ¨ÉÂ* 

¨ÉnùxÉ ªÉÊnù iÉä ´Éè®Æú ÊxÉªÉÉÇiÉÖ ¦ÉÉä ÊxÉªÉiÉÆ {ÉÖ®úÉ 

Ê´ÉÊ½þiÉ¨ÉÊ½þiÉÉä xÉÉ½Æþ ÊxÉiªÉÆ iÉ´ÉÉÎº¨É ÊxÉnäù¶ÉMÉ&** 17** 

¨ÉvÉÖEò®ú¨ÉªÉVªÉÉPÉÉä¹ÉähÉ |ÉEò¨{ÉªÉºÉä ¨ÉxÉ& 

{É®ú¦ÉÞiÉ´ÉvÉÚMÉÉxÉä EòhÉÇV´É®Æú iÉxÉÖ¹ÉäiÉ®úÉ¨ÉÂ* 

EÖòºÉÖ¨É®úVÉºÉÉÆ ¤ÉÞxnèù¯ûi¨ÉÉnùªÉºªÉÊSÉ®úÉÊnùiÉ&  

º¨É®ú Ê´ÉVÉªÉºÉä Ê´É·ÉÆ ÊSÉjÉÒªÉiÉä EÞòÊiÉ®úÒoù¶ÉÒ** 18** 

SÉÊ±ÉiÉ±ÉÊ±ÉiÉÉ{ÉÉRÂóMÉ¸ÉähÉÒ|ÉºÉÉ®úhÉEèòiÉ´ÉÉ 

qù®úÊ´ÉEòÊºÉiÉº´ÉSUôSUôÉªÉÉÊºÉiÉÉäi{É±É´É¹ÉÇhÉè&* 

Ê´É®ú½þÊ¶ÉÊJÉxÉÉ nÚùxÉÆ nùÒxÉÆ xÉ ¨ÉÉ¨ÉÊ¦É®úÊIÉiÉÖÆ 
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ªÉÊnù xÉ ¨ÉxÉÖ¹Éä VÉÉxÉÉÊºÉ i´ÉÆ ¨ÉnùÒªÉnù¶ÉÉÆ iÉiÉ&** 19** 

¶ÉÖ¦ÉnùÊiÉ Ê´ÉSÉ®úÉ´É& ¶ÉÖ§ÉEò¨{ÉÉiÉÊ]õxªÉÉ- 

ºiÉ]õ¦ÉÖÊ´É ®ú¨ÉhÉÒªÉÉätÉxÉEäòË³ý ¦ÉVÉÉ´É&* 

|ÉÊiÉ¨ÉÖ½ÖþÊ®úÊiÉ ÊSÉxiÉÉÊ´É¼´É±É& ¶Éè±ÉEòxªÉÉ- 

¨ÉÊ¦É ¶ÉÖ¦ÉiÉ®ú´ÉÉnù& {ÉÉiÉÖ SÉxpùÉvÉÇ¨ÉÉè±Éä&** 20** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉ®úº´ÉiÉÒÊ´É®úÊSÉiÉÊ¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ iÉÞùiÉÒªÉ& 

ºÉMÉÇ&** 

SÉiÉÖlÉÇºÉMÉÇ& 

Eò¨{ÉÉiÉÒ®ú|ÉSÉÖ®ú¯ûÊSÉ®úÉätÉxÉÊ´ÉtÉäiÉ¨ÉÉxÉ- 

¸ÉÒ¨ÉÉEòxnùpÖù¨É{ÉÊ®úºÉ®Æú(®äú?) ¨ÉÉvÉ´ÉÒC±ÉÞ{iÉ¶ÉÉ±ÉÉ¨ÉÂ* 

+vªÉÉºÉÒxÉÆ ®ú½þÊºÉ Ê´É®ú½þ¸ÉÉxiÉ¨É¸ÉÉxiÉEäòË³ý 

´ÉÉSÉÆ MÉÉè®úÒÊ|ÉªÉºÉ½þSÉ®úÒ |ÉÉ½þ SÉxpùÉ´ÉiÉÆºÉ¨ÉÂ** 21** 

** +¹]õ¨ÉÉ¹]õ{ÉnùÒ** 

ºÉÉè®úÉ¹]Åõ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (ÊxÉxnùÊiÉ SÉxnùxÉ¨ÉÂ <ÊiÉ´ÉiÉÂ) 

ªÉÉ Ê½þ {ÉÖ®úÉ ½þ®ú EÖòiÉÖEò´ÉiÉÒ {ÉÊ®ú½þÉºÉEòlÉÉºÉÖ Ê´É®úÉÊMÉhÉÒ 

+ÊºÉiÉEÖòÊ]õ±ÉÊSÉEÖò®úÉ´ÉÊ³ý¨Éhb÷xÉ¶ÉÖ¦ÉiÉ®únùÉ¨ÉÊxÉ®úÉäÊvÉxÉÒ 

¶ÉRÂóEò®ú ¶É®úhÉ¨ÉÖ{ÉèÊiÉ Ê¶É´ÉÉ¨ÉÊiÉ½þÎxiÉ ºÉ ¶É¨¤É®ú´Éè®úÒ 



224 

 

    Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 1** 

EÖòºÉÖ¨É¶ÉªÉxÉ¨ÉÖ{ÉMÉ¨ªÉ ºÉ{ÉÊnù ¨ÉnùxÉ¶É®úÊ´ÉºÉ®ú{ÉÊ®únÚùxÉÉ 

¨É±ÉªÉVÉ®úVÉÊºÉ ¨É½þÉxÉ±ÉiÉÊiÉÊ¨É´É Eò±ÉªÉÊiÉ ¨ÉÊiÉ¨ÉÊiÉnùÒxÉÉ 

    Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 2** 

=®úÊºÉ ¯ûÊSÉ®ú¨ÉÊhÉ½þÉ®ú±ÉiÉÉMÉiÉ¤É±ÉÊ¦ÉnÖù{É±ÉiÉÊiÉxÉÒ±ÉÉ 

¨É\VÉÖ´ÉSÉxÉMÉÞ½þ{É\VÉ®ú¶ÉÖEò{ÉÊ®ú¦ÉÉ¹ÉhÉ{ÉÊ®ú¾þiÉ±ÉÒ±ÉÉ 

    Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 3** 

¦ÉÞ¶ÉEÞòiÉ¦É´ÉnùxÉÖ´ÉxÉªÉäÊIÉiÉ ¦É´ÉÊiÉ Ê´ÉÊ½þiÉ{ÉÊ®ú´ÉÉnùÉ 

ºÉ{ÉÊnù Ê´ÉÊnùiÉÊ´É®ú½þÉxÉÖMÉ¨ÉÉnùxÉÖºÉÆ¦ÉÞiÉ¾þnùªÉÊ´É¹ÉÉnùÉ 

    Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 4** 

¤ÉÉ±É½þÊ®úhÉ{ÉÊ®ú±ÉÒfø{ÉnùÉ iÉnùxÉÉnù®úÊ´ÉMÉiÉÊ´ÉxÉÉänùÉ 

=x¨Énù{É®ú¦ÉÞiÉÊ´É¯ûiÉÉEòhÉÇxÉEòhÉÇ¶É±ªÉEÞòiÉ¤ÉÉvÉÉ 

    Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 5** 

EòÉäEòÊ¨ÉlÉÖxÉ¤É½ÖþEäòÊ³ýÊ´É±ÉÉäEòxÉVÉÞÎ¨¦ÉiÉ¨ÉnùxÉÊ´ÉEòÉ®úÉ 

¶ÉRÂóEò®ú Ê½þ¨ÉEò®ú¶ÉäJÉ®ú {ÉÉ±ÉªÉ ¨ÉÉÊ¨ÉÊiÉ ´ÉnùÊiÉ xÉ vÉÒ®úÉ 

    Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 6** 

nÚùÊ¹ÉiÉ¨ÉÞMÉ¨Énù¯ûÊSÉ®úÊ´É¶Éä¹ÉEò ÊxÉÊ]õ±É¦ÉÊºÉiÉEÞòiÉ®äúJÉÉ 
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+iÉxÉÖiÉxÉÖV´É®úEòÉÊ®úiÉªÉÉ {ÉÊ®ú´ÉÌVÉiÉSÉxpù¨ÉªÉÚJÉÉ 

Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 7** 

¸ÉÒÊ¶É´ÉSÉ®úhÉÊxÉ¹Éä´ÉhÉSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉªÉÊiÉ´É®úMÉÒiÉÆ 

¸ÉÒÊMÉÊ®úVÉÉÊ´É®ú½þGò¨É´ÉhÉÇxÉ¨ÉÖnùªÉiÉÖ Ê´ÉxÉªÉºÉ¨ÉäiÉ¨ÉÂ 

Ê¶É´É Ê´É®ú½þEÞò¶ÉÉ iÉ´É MÉÉè®úÒ** 8** 

+É´ÉÉºÉ¨ÉÎxnù®úÊ¨ÉnÆù ¨ÉxÉÖiÉä ¨ÉÞb÷ÉÊxÉ PÉÉä®úÉ]õ´ÉÒºÉoù¶É¨ÉÉ{iÉºÉJÉÒVÉxÉäxÉ* 

xÉÉ¦ÉÉ¹ÉhÉÉÊxÉ iÉxÉÖiÉä xÉÊ³ýxÉÉªÉiÉÉIÉÒ näù´É i´ÉªÉÉ Ê´É®úÊ½þiÉÉ ½þÊ®úhÉÉRÂóEò¨ÉÉè³äý** 22** 

** xÉ´É¨ÉÉ¹]õ{ÉnùÒ** 

Ê¤É±É½þÊ®ú®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä (ºiÉxÉÊ´ÉÊxÉÊ½þiÉ <ÊiÉ´ÉiÉÂ) 

Ê½þ¨ÉEò®ú¨ÉÊhÉ¨ÉªÉnùÉ¨ÉÊxÉEòÉªÉ Eò±ÉªÉÊiÉ ¤ÉÎ¼xÉÊ¶ÉJÉÉ¨ÉÖ®úºÉÒªÉ¨ÉÂ 

¶Éè±ÉVÉÉ Ê¶É´É ¶Éè±ÉVÉÉ Ê´É®ú½äþ iÉ´É ¶ÉRÂóEò®ú     ¶Éè±ÉVÉÉ** 1** 

´É{ÉÖÊ¹É {ÉÊiÉiÉvÉxÉÊ½þ¨ÉEò®ú{ÉÚ®Æú ºÉÆiÉxÉÖiÉä ¾þÊnùÊnùÊ´É nÖùÊ®úiÉÉ®¨ÉÂ   ¶Éè±ÉVÉÉ** 2** 

=®úÊºÉ ÊxÉÊ½þiÉ¨ÉÞnÖùÊ´ÉiÉiÉ¨ÉÞhÉÉ±ÉÆ {É¶ªÉÊiÉ ºÉ{ÉÊnù Ê´É±ÉºÉnùÊ³ýxÉÒ±É¨ÉÂ   ¶Éè±ÉVÉÉ** 3** 

ºÉ½þSÉ®úªÉÖ´ÉÊiÉ¹ÉÖ xÉªÉxÉ¨ÉxÉÒ±ÉÆ xÉÊ¨ÉiÉ¨ÉÖJÉÒ Ê´ÉiÉxÉÉäÊiÉ Ê´É¶ÉÉ±É¨ÉÂ  ¶Éè±ÉVÉÉ** 4** 

¯û¹ªÉÊiÉ ÊJÉtÊiÉ ¨ÉÖ½Öþ®úÊxÉnùÉxÉÆ xÉ |ÉÊiÉ´ÉÊHò ºÉJÉÒ¨ÉÊ{É nùÒxÉ¨ÉÂ   ¶Éè±ÉVÉÉ** 5** 

Ê¶É´É <ÊiÉ Ê¶É´É <ÊiÉ ´ÉnùÊiÉ ºÉEòÉ¨ÉÆ {É¶ªÉÊiÉ {É¶ÉÖÊ®ú´É ÊEò¨ÉÊ{É ±É±ÉÉ¨É¨ÉÂ ¶Éè±ÉVÉÉ** 6** 

ºÉÖ®úiÉ¯ûÊ´ÉÊ´ÉvÉ¡ò±ÉÉ¨ÉÞiÉºÉÉ®Æú {É¶ªÉÊiÉ Ê´É¹ÉÊ¨É´É ¦ÉÞ¶É¨ÉÊiÉPÉÉä®ú¨ÉÂ     ¶Éè±ÉVÉÉ** 7** 
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ªÉÊiÉ´É®úSÉxpùÊ¶ÉJÉÉ¨ÉÊhÉMÉÒiÉÆ ºÉÖJÉªÉiÉÖ ºÉÉvÉÖVÉxÉÆ ¶ÉÖ¦ÉMÉÒiÉ¨ÉÂ     ¶Éè±ÉVÉÉ** 8** 

i´ÉnÂù¦ÉÉ´ÉxÉèEò®úÊºÉEòÉÆ i´ÉnùÒvÉxÉ´ÉÞËkÉ 

i´ÉzÉÉ¨ÉºÉÆº¨É®úhÉºÉÆªÉÖiÉÊSÉkÉ´ÉÞÊkÉ¨ÉÂ* 

¤ÉÉ±ÉÉÊ¨É¨ÉÉÆ Ê´É®úÊ½þhÉÓ EÞò{ÉhÉèEò¤ÉxvÉÉä 

xÉÉä{ÉäIÉºÉä ªÉÊnù iÉnùÉ iÉ´É     ¶ÉRÂóEò®úÉJªÉÉ** 23** 

´ÉºiÉÚÊxÉ ÊxÉºiÉÖ±ÉMÉÖhÉÉÊxÉ ÊxÉ®úÉEÞòiÉÉÊxÉ 

EòºiÉÚÊ®úEòÉ¯ûÊSÉ®úÊSÉjÉEò{ÉjÉVÉÉiÉ¨ÉÂ* 

<ÇoùÎM´ÉvÉÆ Ê´É®úÊ½þhÉÒ iÉxÉÖiÉä ¨ÉÞb÷ÉxÉÒ 

iÉÉ¨ÉÉÊpùªÉº´É Eò¯ûhÉÉ¦ÉÊ®úiÉè®ú{ÉÉRÂóMÉè&** 24** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉ®úº´ÉiÉÒÊ´É®úÊSÉiÉÊ¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ SÉiÉÖlÉÇ& 

ºÉMÉÇ&** 

{É\SÉ¨ÉºÉMÉÇ& 

BEòÉ©É¨ÉÚ±ÉÊ´É±ÉºÉzÉ´É¨É\VÉ®úÒEò¸ÉÒ¨ÉÉvÉ´ÉÒ¯ûÊSÉ®úEÖò\VÉMÉÞ½äþ ´ÉºÉÉÊ¨É* 

iÉÉ¨ÉÉxÉªÉÉxÉÖxÉªÉ ¨ÉuùSÉxÉäxÉ MÉÉè®úÒÊ¨ÉilÉÆ Ê¶É´ÉäxÉ {ÉÖxÉ®úÉ½þ ºÉJÉÒ ÊxÉªÉÖHòÉ** 25** 

** nù¶É¨ÉÉ¹]õ{ÉnùÒ** 

+ÉxÉxnù¦Éè®ú´ÉÒõ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (´É½þÊiÉ ¨É±ÉªÉºÉ¨ÉÒ®äú <ÊiÉ´ÉiÉÂ) 

VÉªÉÊiÉ ¨ÉnùxÉxÉÞ{ÉÉ±Éä Ê¶É´Éä EÖòÊ{ÉiÉ{ÉÊlÉEòVÉÉ±É¨ÉÂ 
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§É¨É®úÊ¨ÉlÉÖxÉVÉÉ±Éä Ê¶É´Éä Ê{É¤ÉÊiÉ ¨ÉvÉÖ ºÉ±ÉÒ±É¨ÉÂ 

Ê´É®ú½þ¯ûVÉÉ {ÉÖ®ú´Éè®úÒ {ÉÊ®úÊJÉtÊiÉ MÉÉèÊ®ú  Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 1** 

¨É±ÉªÉ¨É¯ûÊiÉ ´É±É¨ÉÉxÉä Ê¶É´Éä Ê´É®ú½þÊ´ÉPÉ]õxÉÉªÉ 

ºÉÊiÉ SÉ ¨ÉvÉÖ{ÉMÉÉxÉä Ê¶É´Éä ºÉ®úºÉÊ´É½þ®úhÉÉªÉ  Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 2** 

EÖòºÉÖ¨É¦ÉÊ®úiÉ®úºÉÉ±Éä Ê¶É´Éä Ê´ÉiÉiÉºÉÖ¨ÉvÉÖEòÉ±Éä 

EÞò{ÉhÉÊ´É®úÊ½þVÉÉ±Éä Ê¶É´Éä ÊEòiÉ´É¾þnùxÉÖEÚò±Éä  Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 3** 

¨ÉnùxÉÊ´ÉVÉªÉÊxÉMÉ¨ÉÆ Ê¶É´Éä VÉ{ÉÊiÉ Ê{ÉEòºÉ¨ÉÚ½äþ 

SÉiÉÖ®úÊEòiÉ´ÉºÉRÂóMÉ(Ê¶É´Éä) EÖòÊ]õ±É®ú´ÉnÖù°ü½äþ  Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 4** 

EÖòºÉÖ¨É®úVÉÊºÉ ¦ÉÊ®úiÉä Ê¶É´Éä ÊEòiÉ´É¨ÉÞnÖù³ý¨É¯ûiÉÉ 

ÊnùÊ¶É SÉ Ê´ÉÊnùÊ¶É Ê´ÉiÉiÉä Ê¶É´Éä Ê´É®úÊ½þ´É{ÉÖÊ¹É SÉ®úiÉÉ Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 5** 

Ê´É¨É±ÉiÉÖÊ½þxÉÊEò®úhÉä Ê¶É´Éä Ê´ÉÊEò®úÊiÉ Eò®úVÉÉ±É¨ÉÂ 

Ê´É¾þÊiÉÊ´É®úÊiÉ½þ®úhÉä Ê¶É´Éä Ê´ÉªÉÊiÉ ÊnùÊ¶É Ê´É¶ÉÉ±É¨ÉÂ Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 6** 

¨ÉÞnÖù±ÉEÖòºÉÖ¨É¶ÉªÉxÉä Ê¶É´Éä ´É{ÉÖÊ¹É Ê´É®ú½þnÚùxÉä 

§É¨ÉÊiÉ ±ÉÖ`öÊiÉ nùÒxÉä Ê¶É´Éä ºÉÖÊ½þiÉ¶É®úhÉ½þÒxÉä  Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 7** 

VÉªÉÊiÉ ÊMÉÊ®ú¶É¨ÉÊiÉxÉÉ Ê¶É´Éä ÊMÉÊ®ú¶ÉÊ´É®ú½þEòlÉxÉ¨ÉÂ 

SÉxpù̈ ÉEÖò]õªÉÊiÉxÉÉ Ê¶É´Éä ÊxÉÊJÉ±ÉEò±ÉÖ¹É¨ÉlÉxÉ¨ÉÂ Ê¶É´ÉÊ´É®ú½þ¯ûVÉÉ** 8** 

ªÉjÉ i´ÉÉ¨ÉxÉÖ®ú\VÉªÉzÉÊiÉiÉ®úÉ¨ÉÉ®ú¤vÉEòÉ¨ÉÉMÉ¨ÉÆ 
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´ªÉÉ{ÉÉ®èú®úSÉ±ÉÉÊvÉ®úÉVÉiÉxÉªÉä Eäò±ÉÒÊ´É¶Éä¹ÉèªÉÖÇiÉ&* 

iÉjÉ i´ÉÉ¨ÉxÉÖÊSÉxiÉªÉzÉlÉ ¦É´ÉzÉÉ¨ÉèEò¨ÉxjÉÆ VÉ{ÉxÉÂ 

¦ÉÚªÉºiÉi{ÉÊ®ú®ú¨¦ÉºÉÆ§É¨ÉºÉÖJÉÆ |ÉÉhÉä·É®ú& EòÉRÂóIÉÊiÉ** 26** 

** BEòÉnù¶ÉÉ¹]õ{ÉnùÒ** 

EäònùÉ±ÉMÉÉè³ý®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (®úÊiÉºÉÖJÉºÉÉ®äú MÉiÉ¨ÉÊ¦ÉºÉÉ®äú <ÊiÉ´ÉiÉÂ) 

Ê½þ¨ÉÊMÉÊ®úiÉxÉªÉä MÉÖ¯ûiÉ®úÊ´ÉxÉªÉä ÊxÉªÉÖiÉ¨ÉnùxÉ¶ÉÖ¦É°ü{ÉÆ 

ÊxÉÊ]õ±ÉxÉªÉxÉ¨ÉxÉÖ®ú\VÉªÉ ºÉÊiÉ iÉ´É Ê´É®ú½þVÉÊxÉiÉPÉxÉiÉÉ{É¨ÉÂ 

¨É±ÉªÉVÉ{É´ÉxÉä Eò¨{ÉÉxÉÖ́ ÉxÉä ºÉÖnùÊiÉ {ÉÖ®ú´Éè®úÒ 

ªÉÖ´ÉÊiÉ¾þnùªÉ¨Énù¨ÉnÇùxÉEÖò¶É±ÉÒ ºÉÆ¦ÉÞiÉEäòÊ³ýÊ´É½þÉ®úÒ ̈É±ÉªÉVÉ{É´ÉxÉä** 1** 

´Énù ¨ÉÞnÖù nùÊªÉiÉä ¨É¨É ¾þÊnù ÊxÉªÉiÉä ¤ÉÊ½þÊ®ú´É SÉ®úÊºÉ ºÉ¨ÉÒ{É¨ÉÂ  

´ÉnùÊiÉ ¨ÉÖ½Öþ¨ÉÖÇ½ÖþÊ®úÊiÉ ½þ®ú ¨ÉÉ¨ÉEònäù½þ¨ÉnùxÉPÉxÉiÉÉ{É¨ÉÂ ¨É±ÉªÉVÉ{É´ÉxÉä** 2** 

=¯ûPÉxÉºÉÉ®Æú Ê½þ¨ÉVÉ±É{ÉÚ®Æú ´É{ÉÖÊ¹É {ÉÊiÉiÉ¨ÉÊiÉPÉÉä®ú¨ÉÂ 

ºÉ{ÉÊnù xÉ ¨ÉÞ¹ªÉÊiÉ ¶É{ÉÊiÉ ¨ÉxÉÉä¦É´É¨ÉÊiÉ¨ÉÞnÖù¨É±ÉªÉºÉ¨ÉÒ®ú¨ÉÂ¨É±ÉªÉVÉ{É´ÉxÉä** 3** 

Ê´ÉÊ±ÉJÉÊiÉ ÊSÉjÉÆ iÉ´É SÉ Ê´ÉÊSÉjÉÆ {É¶ªÉÊiÉ ºÉ{ÉÊnù ºÉ¨ÉÉänÆù 

´ÉnùÊiÉ ZÉÊ]õÊiÉ ¤É½Öþ ¨ÉÉÊ¨ÉÊiÉ ¶É¨¤É®úÊ®ú{ÉÖ®úÊiÉEò±ÉªÉÊiÉ JÉänù¨ÉÂ ¨É±ÉªÉVÉ{É´ÉxÉä** 4** 

+{ÉÇªÉ xÉÒ±ÉÆ ¨ÉÊªÉ vÉÞiÉ±ÉÒ±ÉÆ xÉªÉxÉEÖòºÉÖ¨É¨ÉÊiÉ±ÉÉä±É¨ÉÂ 

Ê´É®ú½þiÉ¯ûÊhÉ Ê´É®ú½þÉiÉÖ®ú¨ÉxÉÖ¦ÉVÉ ¨ÉÉÊ¨É½þ(ÊiÉ)Ê´É±É{ÉÊiÉ ºÉÉ(ºÉÉä%)±É¨ÉÂ ¨É±ÉªÉVÉ{É´ÉxÉä** 5** 
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±ÉºÉnù{É®úÉvÉÆ ¨ÉxÉÊºÉVÉ¤ÉÉvÉÆ Ê´É¨ÉÞ¶É Ê´ÉxÉäiÉÖ¨ÉÖ{ÉÉªÉ¨ÉÂ 

MÉÖ¯ûiÉ®úiÉÖRÂóMÉ{ÉªÉÉävÉ®únÖùMÉÇ¨ÉÖ{ÉÉxÉªÉ ½þ®ú¨ÉxÉ{ÉÉªÉ¨ÉÂ ¨É±ÉªÉVÉ{É´ÉxÉä** 6** 

+ÊiÉvÉÞiÉ¨ÉÉxÉä {É®ú¦ÉÞiÉMÉÉxÉä ËEòÊSÉnÖùnù\SÉªÉ MÉÉxÉ¨ÉÂ 

VÉÊ½þ VÉÊ½þ ¨ÉÉxÉ¨ÉxÉÚxÉMÉÖhÉè ®ú¨ÉªÉÉ¶ÉÖ Ê´É®ú½þÊSÉ®únùÒxÉ¨ÉÂ ¨É±ÉªÉVÉ{É´ÉxÉä** 7** 

<ÊiÉ Ê¶É´ÉÊ´É®ú½Æþ PÉxÉiÉ®ú¨ÉÉä½Æþ ¦ÉhÉÊiÉ ÊxÉªÉÊ¨ÉVÉxÉvÉÒ®äú 

SÉxpùÊ¶ÉJÉÉ¨ÉÊhÉxÉÉ¨ÉÊxÉ EÖò¶É±É¨ÉÖ{ÉxÉªÉ MÉVÉ´É®úSÉÒ®äú ¨É±ÉªÉVÉ{É´ÉxÉä** 8** 

Ê´É¨É±ÉºÉÊ±É±ÉÉänù\SÉiEò¨{ÉÉºÉ®úÉä¯û½þvÉÉä®úhÉÒ- 

{ÉÊ®ú¨É±É®úVÉ&{ÉÉ±ÉÒºÉÆEòÉxiÉxnùºÉ¨ÉÒ®úhÉä* 

Ê´ÉiÉ{ÉÊiÉ Ê´ÉªÉnÂùMÉRÂóMÉÉ¨ÉRÂóMÉÒSÉEòÉ®ú Ê¶É®ú&ÎºlÉiÉÉÆ 

iÉ´É Ê½þ Ê´É®ú½þÉGòÉxiÉ& EòÉxiÉ& xÉiÉÉä%Ê{É xÉ  ´ÉäÊnùiÉ&** 27** 

+xÉÖ¦É´ÉÊiÉ ¨ÉÞMÉÉÊIÉ i´ÉÊuùªÉÉäMÉIÉhÉÉxÉÉÆ 

±É´ÉÊ¨É´É ªÉÖMÉEò±{ÉÆ º´É±{É¨ÉÉi¨ÉÉ{É®úÉvÉ¨ÉÂ* 

i´ÉÊªÉ Ê´ÉÊ½þiÉ¨ÉxÉ±{ÉÆ ¨ÉxªÉ¨ÉÉxÉ& EòlÉÆÊSÉ- 

zÉªÉÊiÉ ºÉ¨ÉªÉ¨ÉäxÉÆ näùÊ´ÉiÉÎº¨Éx|ÉºÉÒnù** 28** 

<ÊiÉ ºÉ½þSÉ®úÒ´ÉÉhÉÒ¨ÉähÉÉRÂóEò¨ÉÉèÊ³ý¨ÉxÉÉä¦É´É- 

´ªÉlÉxÉEòlÉxÉÒ¨ÉäxÉÉ¨ÉÉEòhªÉÇ EòhÉÇºÉÖvÉÉZÉ®úÒ¨ÉÂ* 

ºÉ{ÉÊnù ¨ÉÖÊnùiÉÉ Ê´ÉxªÉºªÉxiÉÒ {ÉnùÉÊxÉ ¶ÉxÉè& ¶ÉxÉè& 
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VÉªÉÊiÉ VÉMÉiÉÉÆ ¨ÉÉiÉÉ xÉäiÉÖ& |ÉÊ´É¶ªÉ ±ÉiÉÉMÉÞ½þ¨ÉÂ** 29** 

ºÉÉ nùIÉnäù´ÉxÉÊ´É½þÉ®úVÉªÉÉxÉÖ¹ÉRÂóMÉ±ÉÒ±ÉÉ½þ´Éä ¦É´ÉÊiÉ ¶Éè±ÉVÉªÉÉ Ê¶É´ÉºªÉ* 

SÉäiÉ& |ÉºÉÉnù¨ÉxÉªÉÉäºiÉ®úºÉÉ Ê´ÉvÉÉªÉ näù´ªÉÉ EÞòiÉÆ EòlÉªÉÊiÉ º¨É ºÉJÉÒ  

        ®ú½þºªÉ¨ÉÂ** 30** 

 ** uùÉnù¶ÉÉ¹]õ{ÉnùÒ** 

¶ÉRÂóEò®úÉ¦É®úhÉ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä ({É¶ªÉÊiÉ ÊnùÊ¶É ÊnùÊ¶É <ÊiÉ´ÉiÉÂ) 

Eò±ÉªÉÊiÉ Eò±ÉªÉÊiÉ ¨ÉxÉÊºÉ SÉ®úxiÉ¨ÉÂ 

EÖòSÉEò±É¶Éº{ÉÞ¶É¨ÉªÉÊiÉ ¦É´ÉxiÉ¨ÉÂ 

{ÉÉÊ½þ Ê´É¦ÉÉä Ê¶É´É {ÉÉÊ½þ Ê´É¦ÉÉä 

ÊxÉ´ÉºÉÊiÉ MÉÉè®úÒ EäòÊ³ý´ÉxÉä   {ÉÉÊ½þ Ê´É¦ÉÉä** 1** 

VÉ{ÉÊiÉ VÉ{ÉÊiÉ iÉ´É xÉÉ¨ÉºÉÖ̈ ÉxjÉ¨ÉÂ 

|ÉÊiÉ¨ÉÖ½Öþ¯ûÊnùiÉºÉÖ¨ÉÉªÉÖvÉiÉxjÉ¨ÉÂ   {ÉÉÊ½þ** 2** 

={ÉÊSÉiÉEÖòºÉÖ¨ÉºÉÖnùÉ¨É ´É½þxiÉÒ 

¦É´ÉnùxÉÖÊSÉxiÉxÉ¨ÉÉEò±ÉªÉxiÉÒ   {ÉÉÊ½þ** 3** 

¨É±ÉªÉVÉ®úVÉÊºÉ ÊxÉ®úÉEÞòiÉ®úÉMÉÉ 

´É{ÉÖÊ¹É ¦ÉÊºÉiÉvÉÞÊiÉºÉÆªÉiÉªÉÉäMÉÉ   {ÉÉÊ½þ** 4** 

{ÉÊ®ú¾þiÉ´ÉäÊhÉVÉ]õÉEòSÉ¦ÉÉ®úÉ 
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ÊxÉVÉ{ÉÊiÉPÉ]õEòVÉxÉÉ¶ÉªÉvÉÉ®úÉ   {ÉÉÊ½þ** 5** 

+Ê´ÉvÉÞiÉ¨ÉÊhÉ¨ÉÖEÖò]õÉÊnù±É±ÉÉ¨ÉÉ 

Ê¤ÉºÉ´É±ÉªÉÉÊnùÊ´ÉvÉÉ®úhÉEòÉ¨ÉÉ   {ÉÉÊ½þ** 6** 

¨ÉÖ½Öþ®ú´É±ÉÉäÊEòiÉÊEòºÉ±ÉªÉ¶ÉªÉxÉÉ 

¤ÉÊ½þ¯û{ÉºÉÆMÉiÉºÉÖ±ÉÊ±ÉiÉxÉªÉxÉÉ   {ÉÉÊ½þ** 7** 

<ÊiÉ Ê¶É´É¦ÉVÉxÉMÉÖhÉäxÉ Ê´É¦ÉÉxiÉ¨ÉÂ 

SÉxpùÊ¶ÉJÉÉ¨ÉÊhÉxÉÉ ¶ÉÖ¦ÉMÉÒiÉ¨ÉÂ   {ÉÉÊ½þ** 8** 

ºÉÉ ´ÉÒIÉiÉä ºÉ½þSÉ®úÓ ¨ÉnùxÉäxÉ ±ÉVVÉÉ- 

¦ÉÉ®äúhÉ xÉÉäkÉ®ú´ÉSÉÉä ´ÉnùÊiÉ |ÉMÉ±¦ÉÉ* 

´ªÉÉvÉÚx´ÉÊiÉ ·ÉÊºÉiÉEòÉä¹hÉºÉ¨ÉÒ®úhÉäxÉ 

iÉÖRÂóMÉºiÉxÉÉäkÉ®ú{É]Æõ ÊMÉÊ®úVÉÉ Ê´ÉªÉÖHòÉ** 31** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉÊ¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ  

{É\SÉ¨ÉººÉMÉÇ&** 

** ¹É¹`öºÉMÉÇ&** 

+lÉ Ê´É®úÊ½þhÉÒ¨É¨ÉÇSUäônùÉxÉÖºÉÆ¦ÉÞiÉ{ÉÉiÉEò- 

Ê¸ÉiÉ <´É ÊxÉ¶ÉÉxÉÉlÉ& ºÉÆGòÉxiÉxÉÒ±ÉMÉÖhÉÉxiÉ®ú&* 

ÊEò®úhÉÊxÉEò®èú®ú\SÉiEò¨{ÉÉºÉÊ®úkÉ]õ®ú¨ªÉ¦ÉÚ- 
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´É±ÉªÉ¨ÉÊ¦ÉiÉÉä ´ªÉÉ{iªÉÉ Ê´É§ÉÉVÉªÉx{ÉÊ®úVÉÞ¨¦ÉiÉä** 32** 

Ê´ÉÊEò®úÊiÉ ÊxÉVÉEò®úVÉÉ±ÉÆ Ê½þ¨ÉEò®úÊ¤É¨¤Éä%Ê{É xÉÉMÉiÉä EòÉxiÉä* 

+EÞòiÉEò¨ÉxÉÒªÉ°ü{ÉÉ º´ÉÉi¨ÉMÉiÉÆ ÊEò¨ÉÊ{É ´ÉnùÊiÉ ÊMÉÊ®úEòxªÉÉ** 33** 

** jÉªÉÉänù¶ÉÉ¹]õ{ÉnùÒ** 

+ÉÊ½þÊ®ú®úÉMÉähÉ ZÉ¨{ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä (EòÊlÉiÉºÉ¨ÉªÉä%Ê{É <ÊiÉ´ÉiÉÂ) 

ºÉÖÊSÉ®úÊ´É®ú½þÉ{ÉxÉªÉ ºÉÖEÞòiÉ¨ÉÊ¦ÉEòÉÊ¨ÉiÉ¨ÉÂ 

ºÉ¡ò±ÉªÉÊiÉ ÊEòÊ¨É½þ Ê´ÉÊvÉ¯ûiÉ xÉ Ê´É¦É´ÉÉÊ¨ÉiÉÆ(?) 

EòÉÊ¨ÉxÉÒ ÊEòÊ¨É½þ Eò±ÉªÉä ºÉ½þSÉ®úÒ´ÉÎ\SÉiÉÉ½þ¨ÉÂ  EòÉÊ¨ÉxÉÒ** 1** 

ªÉnùxÉÖ¦ÉVÉxÉäxÉ ¨É¨É ºÉÖJÉ¨ÉÊJÉ±É¨ÉÉªÉiÉ¨ÉÂ 

iÉ¨ÉxÉÖEò±ÉªÉä ÊEòÊ¨É½þ xÉªÉxÉ{ÉlÉ¨ÉÉMÉiÉ¨ÉÂ   EòÉÊ¨ÉxÉÒ** 2** 

ªÉäxÉ ¨É±ÉªÉVÉ®äúhÉÖÊxÉEò®úÊ¨Énù¨ÉÒÊ®úiÉ¨ÉÂ 

xÉ SÉ ´É½þÊiÉ EÖòSÉªÉÖMÉ³ý¨ÉÖ¯û iÉnù´ÉvÉÒÊ®úiÉÖ¨ÉÂ   EòÉÊ¨ÉxÉÒ** 3** 

ªÉSSÉ®úhÉ{ÉÊ®úSÉ®úhÉ¨ÉÊJÉ±É¡ò±ÉnùÉªÉEò¨ÉÂ 

xÉ º{ÉÞ¶ÉÊiÉ ¨ÉxÉÊºÉ ¨É¨É ½þÉ iÉnÖù{ÉxÉÉªÉEò¨ÉÂ   EòÉÊ¨ÉxÉÒ** 4** 

ÊxÉMÉ¨ÉÊ¶É®úÊºÉ º¡Öò®úÊiÉ ªÉÊiÉ¨ÉxÉÊºÉ ªÉi{Énù¨ÉÂ 

Ê´ÉiÉiÉºÉÖJÉnÆù iÉnùÊ{É ¾þÊnù xÉ ¨Éä ÊEòÊ¨Énù¨ÉÂ   EòÉÊ¨ÉxÉÒ** 5** 

Ê´É®ú½þºÉ¨ÉªÉä¹ÉÖ ÊEò±É ¾þÊnù ªÉnùxÉÖÊSÉxiÉxÉ¨ÉÂ 
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xÉ ºÉ ¦ÉVÉÊiÉ xÉªÉxÉ{ÉlÉ¨ÉÊJÉ±É¦ÉªÉEÞòxiÉxÉ¨ÉÂ   EòÉÊ¨ÉxÉÒ** 6** 

EÖòSÉªÉÖMÉ³ý¨ÉÊ¦É¨ÉÞ¶ÉÊiÉ ºÉ ªÉÊnù ®úÊiÉºÉÚÊSÉiÉ¨ÉÂ 

ºÉ¡ò±ÉÊ¨É½þ ÊxÉÊJÉ±ÉMÉÖhÉºÉÊ½þiÉ¨ÉÊ{É VÉÒÊ´ÉiÉ¨ÉÂ   EòÉÊ¨ÉxÉÒ** 7** 

ÊxÉªÉ¨ÉvÉxÉÊ´ÉvÉÖ¨ÉÉèÊ³ý¡òÊhÉiÉÊ¨Énù¨ÉÎ\SÉiÉ¨ÉÂ 

¤É½ÖþVÉÊxÉ¹ÉÖ Eò±ÉÖ¹É¦ÉªÉ¨É{ÉxÉªÉiÉÖ ºÉÎ\SÉiÉ¨ÉÂ   EòÉÊ¨ÉxÉÒ** 8** 

+ÉVÉM¨ÉÖ¹ÉÓ ºÉ½þSÉ®úÓ ½þ®ú¨ÉxiÉ®äúhÉ 

ÊSÉxiÉÉÊ´ÉVÉÞÎ¨¦ÉiÉÊ´É¹ÉÉnù¦É®äúhÉ nùÒxÉÉ* 

+É±ÉÉäCªÉ ±ÉÉäEòVÉxÉxÉÒ ¾þÊnù ºÉÆÊnù½þÉxÉÉ 

EòÉxiÉÆ EòªÉÉÊ¦É(Ê{É)®úÊ¨ÉiÉÆ ÊxÉVÉMÉÉnù ´ÉÉCªÉ¨ÉÂ** 34** 

**SÉiÉÖnÇù¶ÉÉ¹]õ{ÉnùÒ** 

ºÉÉ®úRÂóMÉ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä (º¨É®úºÉ¨É®úÉäÊSÉiÉ <ÊiÉ´ÉiÉÂ) 

EÖòºÉÖ¨É¶É®úÉ½þ´ÉºÉ¨ÉÖÊSÉiÉ°ü{ÉÉ Ê|ÉªÉ{ÉÊ®ú®ú¨¦ÉhÉ{ÉÊ®ú¾þiÉiÉÉ{ÉÉ 

EòÉÊ{É {ÉÖ®úÊ®ú{ÉÖhÉÉ ®ú¨ÉªÉÊiÉ ¾þnùªÉ¨ÉÊ¨ÉiÉMÉÖhÉÉ   EòÉÊ{É** 1** 

PÉxÉiÉ®úEÖòSÉªÉÖMÉ¨ÉÞMÉ¨Énù±Éä{ÉÉ 

nùÊªÉiÉÊ´ÉÊ½þiÉ®úÊiÉxÉ´ªÉºÉÖ±ÉÉ{ÉÉ     EòÉÊ{É** 2** 

®ú¨ÉhÉ®úÊSÉiÉEò]õ{ÉjÉÊ´É¶Éä¹ÉÉ 

=®úÊºÉ ±ÉÖÊ±ÉiÉ¨ÉÊhÉ½þÉ®úÊ´É¦ÉÚ¹ÉÉ    EòÉÊ{É** 3** 
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nùÊªÉiÉÊxÉ{ÉÒiÉºÉÖvÉÉvÉ®úºÉÒ¨ÉÉ 

MÉÊ±ÉiÉ´ÉºÉxÉEòÊ]õ{ÉÊ®ú¾þiÉnùÉ¨ÉÉ     EòÉÊ{É** 4** 

+ÊvÉMÉiÉ¨ÉÞnÖùiÉ®úÊEòºÉ±ÉªÉ¶ÉªÉxÉÉ 

nù®ú{ÉÊ®ú¨ÉÒÊ±ÉiÉSÉÉÊ±ÉiÉxÉªÉxÉÉ     EòÉÊ{É** 5** 

Ê´ÉÊ½þiÉ¨ÉvÉÖ®ú®úÊiÉEÚòÊVÉiÉ¦ÉänùÉ 

oùfø{ÉÊ®ú®ú¨¦ÉhÉ½þiÉ¨ÉÊiÉ¦ÉänùÉ     EòÉÊ{É** 6** 

¨ÉÊ½þiÉ¨É½þÉä®úÊºÉ ºÉ®ú¦ÉºÉ{ÉÊiÉiÉÉ 

±ÉÖÊ±ÉiÉEÖòºÉÖ¨ÉEÖòÊ]õ±ÉÉ±ÉEò¨ÉÖÊnùiÉÉ    EòÉÊ{É** 7** 

SÉxpùÊ¶ÉJÉÉ¨ÉÊhÉªÉÊiÉ´É®ú¦ÉÊhÉiÉ¨ÉÂ 

ºÉÖJÉªÉiÉÖ ºÉÉvÉÖVÉxÉÆ Ê¶É´ÉSÉÊ®úiÉ¨ÉÂ    EòÉÊ{É** 8** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

¹É¹`ö& ºÉMÉÇ&** 

** ºÉ{iÉ¨ÉöºÉMÉÇ&** 

SÉEòÉä®úÉhÉÉÆ |ÉÒËiÉ Eò±ÉªÉÊºÉ ¨ÉªÉÚJÉèÌxÉVÉEò±ÉÉ- 

|ÉnùÉxÉènæù´ÉÉxÉÉ¨ÉÊ{É nùÊªÉiÉ¦ÉÉVÉÉÆ ¨ÉÞMÉoù¶ÉÉ¨ÉÂ* 

xÉ EòÉäEòÉxÉÉÆ ®úÉEòÉÊ½þ¨ÉÊEò®úhÉ ¨ÉÉoùÎM´É®úÊ½þhÉÒ- 

VÉxÉÉxÉÉÆ ªÉÖHÆò iÉä ÊEòÊ¨Énù¨ÉºÉ¨ÉÆ ½þxiÉ SÉÊ®úiÉ¨ÉÂ** 35** 
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MÉRÂóMÉÉ¨ÉRÂóMÉÊxÉ¹ÉÎRÂóMÉ{ÉRÂóEòVÉ®úVÉÉäMÉxvÉÉ´É½þÉ¨ÉRÂóMÉxÉÉ- 

¨ÉÉÎ¶±É¹ªÉÊzÉ¦ÉÞiÉÆ ÊxÉ®úRÂóEÖò¶É®ú½þ&Eäò³ýÒÊ´É¶Éä¹Éè®ú±É¨ÉÂ* 

Ê´É§ÉÉxiÉ& ÊEò¨Énù§É®úÉMÉ¦ÉÊ®úiÉºiÉºªÉÉ¨ÉÖiÉºªÉÉnùªÉÆ 

EòÉxiÉÉä%¸ÉÉxiÉ¨ÉxÉRÂóMÉxÉÉMÉÊ´É½þiÉÉä xÉÉ¦ªÉÉ¶É¨É¦ªÉÉMÉiÉ&** 36** 

ºÉÆiÉÉ{ÉªÉzÉÊJÉ±ÉMÉÉjÉ¨ÉÊ¨ÉjÉ¦ÉÉ´ÉÉ- 

iºÉÆoù¶ªÉiÉä VÉb÷ÊvÉªÉÉÊ¨É½þ ¶ÉÒiÉ¦ÉÉxÉÖ&* 

nùÉä¹ÉÉEò®úÉä ´É{ÉÖÊ¹É ºÉÆMÉiÉ®úÉVÉªÉI¨ÉÉ 

PÉÉä®úÉEÞòÊiÉÌ½þ Ê¶É´ÉnÚùÊiÉ ÊxÉ¶ÉÉSÉ®úÉhÉÉ¨ÉÂ** 37** 

** {É\SÉnù¶ÉÉ¹]õ{ÉnùÒ** 

ºÉÉ´ÉäÊ®ú®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (ºÉ¨ÉÖÊnùiÉ´ÉnùxÉä <ÊiÉ´ÉiÉÂ) 

Ê´É®úÊ½þiÉ¶É®úhÉä ®ú¨ÉhÉÒSÉ®úhÉä Ê´ÉÊVÉiÉÉ¯ûhÉ{ÉRÂóEòVÉä 

+¯ûÊhÉ¨É¯ûÊSÉ®Æú Eò±ÉªÉÊiÉ ºÉÖÊSÉ®Æú ¨ÉÊiÉÊ¨É´É ´É{ÉÖÊ¹É ÊxÉVÉä 

®ú¨ÉiÉä Eò¨{ÉÉ¨ÉÊ½þiÉ´ÉxÉä Ê´ÉVÉªÉÒ {ÉÖ®úÉÊ®úVÉxÉä(?)   ®ú¨ÉiÉä** 1** 

+Ê±ÉEÖò±É´ÉÊ±ÉiÉä {ÉÊ®ú¨É³ý±ÉÊ±ÉiÉä ªÉÖ´ÉÊiÉEÖòÊ]õ±ÉÉ±ÉEäò 

Eò±ÉªÉÊiÉ EÖòºÉÖ¨ÉÆ Ê´É±ÉÊºÉiÉºÉÖ¹ÉÖ¨ÉÆ ºÉÖ¨É¶É®ú{ÉÊ®ú{ÉÉ±ÉEäò  ®ú¨ÉiÉä** 2** 

EÖòSÉÊMÉÊ®úªÉÖMÉ±Éä ÊxÉVÉ¨ÉÊiÉÊxÉMÉ³äý ¨ÉÞMÉ¨Énù®úSÉxÉÉEò®äú 

¨ÉÊhÉºÉ®úÊxÉEò®Æú Ê´É±ÉÊºÉiÉ¨ÉÖEÖò®Æú PÉ]õªÉÊiÉ ºÉÖ¨ÉxÉÉä½þ®äú  ®ú¨ÉiÉä** 3** 
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Ê´É±ÉÊºÉiÉ®únùxÉä iÉ¯ûhÉÒ´ÉnùxÉä ÊEòºÉ±ÉªÉ¯ûÊSÉ®úÉvÉ®äú 

®úSÉªÉÊiÉ {ÉjÉÆ ¨ÉEò®úÊ´ÉÊSÉjÉÆ Îº¨ÉiÉ¯ûÊSÉ{ÉÊ®ú¦ÉÉºÉÖ®äú  ®ú¨ÉiÉä** 4** 

EòÊ]õiÉ]õ¦ÉÉMÉä ¨ÉxÉÊºÉVÉªÉÉäMÉä Ê´ÉMÉÊ³ýiÉEòxÉEòÉ¨¤É®äú 

¨ÉÊhÉ¨ÉªÉ®ú¶ÉxÉÆ ®úÊ´É¯ûÊSÉ´ÉºÉxÉÆ PÉ]õªÉÊiÉ iÉÖÊ½þxÉEò®äú  ®ú¨ÉiÉä** 5** 

+vÉ®úºÉÖvÉÉË³ý ¯ûÊSÉ®ú®únùÉË³ý Ê{É¤ÉÊiÉ ºÉÖ¨ÉÖJÉ¶ÉÆEò®äú 

Ê´ÉnùvÉÊiÉ ¨ÉvÉÖ®Æú ½þºÉÊiÉ SÉ Ê´ÉvÉÖ®Æú ®úÊiÉÊ´ÉÊvÉÊxÉÊ½þiÉÉnù®äú ®ú¨ÉiÉä** 6** 

¨ÉÞnÖù³ýºÉ¨ÉÒ®äú ´É±ÉÊiÉ MÉ¦ÉÒ®äú Ê´É±ÉºÉÊiÉ iÉÖÊ½þxÉEò®äú 

=ÊnùiÉ¨ÉxÉÉäVÉÆ Ê´ÉEòºÉnÖù®úÉäVÉÆ Ê¶É´É®úÊiÉÊxÉÊ½þiÉÉnù®äú  ®ú¨ÉiÉä** 7** 

<ÊiÉ ®úºÉ´ÉSÉxÉä Ê¶É´ÉxÉÊiÉ®úSÉxÉä {ÉÖ®ú½þ®ú¦ÉVÉxÉÉnù®äú 

¤É½ÖþVÉÊxÉEò±ÉÖ¹ÉÆ ÊxÉ®úºÉiÉÖ {É¯û¹ÉÆ ªÉÊiÉ´É®úÊ´ÉvÉÖ¶ÉäJÉ®äú  ®ú¨ÉiÉä** 8** 

+ÉªÉÉiÉ´ÉÉÊxÉ½þ xÉ JÉänù{É®úÉxÉÖ¹ÉRÂóMÉ- 

´ÉÉ\UôÉ¦É®äúhÉ Ê´É´É¶ÉºiÉ¯ûhÉäxnÖù¨ÉÉèÊ±É&* 

º´ÉSUôxnù¨Éä́ É ®ú¨ÉiÉÉÆ iÉ´É EòÉä%jÉ nùÉä¹É& 

{É¶ªÉÉÊSÉ®äúhÉ nùÊªÉiÉÆ ¨ÉnÖù{ÉÉ¸ÉªÉºlÉ¨ÉÂ** 38** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

ºÉ{iÉ¨É& ºÉMÉÇ&** 
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** +¹]õ¨É& öºÉMÉÇ&** 

¨Éi|ÉÉhÉxÉäiÉÖ®úºÉ½þÉªÉ®úºÉÉ±É¨ÉÚ±É- 

±ÉÒ±ÉÉMÉÞ½þºªÉ ¨ÉÊªÉ SÉänùxÉÖ®úÉMÉ¤ÉxvÉ&* 

+xªÉÉEòlÉÉxÉÖ¦ÉÊ´ÉxÉ& |ÉhÉªÉÉxÉÖ¤ÉxvÉÉä 

nÚùÊiÉ |ÉºÉÒnùÊiÉ ¨É¨Éè¹É ¨É½þÉxÉÖ¦ÉÉ´É&** 39** 

** ¹ÉÉäb÷¶ÉÉ¹]õ{ÉnùÒ** 

{ÉÖzÉÉMÉ´É®úÉ±ÉÒ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (+ÊxÉ±ÉiÉ®ú±ÉEÖò´É±ÉªÉxÉªÉxÉäxÉ <ÊiÉ´ÉiÉÂ) 

+¯ûhÉEò¨É±É¶ÉÖ¦ÉiÉ®úSÉ®úhÉäxÉ ºÉ{ÉÊnù MÉiÉÉ xÉ Ê½þ ¦É´ÉiÉ®úhÉäxÉ 

ªÉÉ Ê´É¾þiÉÉ {É¯û´ÉèÊ®úhÉÉ  ** 1** 

Îº¨ÉiÉ¯ûÊSÉÊ½þ¨ÉEò®ú¶ÉÖ¦É´ÉnùxÉäxÉ ÊxÉÊ½þiÉMÉÖhÉÉ Ê´É±ÉÊºÉiÉºÉnùxÉäxÉ** ªÉÉ Ê´É¾þiÉÉ** 2** 

ºÉ®úºÉ´ÉSÉxÉÊVÉiÉEÖòºÉÖ¨É®úºÉäxÉ ¾þÊnù Ê´ÉÊxÉÊ½þiÉ®úÊiÉEÞòiÉ®ú¦ÉºÉäxÉ**  ªÉÉ Ê´É¾þiÉÉ** 3** 

Ê´ÉÊ½þiÉÊ´ÉÊ´ÉvÉEÖòºÉÖ¨É¶É®úÊ´É¾þiÉä xÉÉxÉÉMÉiÉ®úºÉÉ xÉªÉMÉÖhÉÊ´ÉÊ½þiÉäxÉ(?)**  ªÉÉ Ê´É¾þiÉÉ** 4** 

=ÊnùiÉVÉ±Énù¯ûÊSÉ®úMÉ³äýxÉ º¡ÖòÊ]õiÉ¨ÉxÉÉ xÉ ªÉÖ´ÉÊiÉÊxÉMÉ³äýxÉ**  ªÉÉ Ê´É¾þiÉÉ** 5** 

EòxÉEò¯ûÊSÉ®úºÉÖVÉ]õÉ{É]õ±ÉäxÉÉxÉÖ½þiÉºÉÖ®ú´ÉÉºÉÊiÉ±ÉEòÊxÉÊ]õ±ÉäxÉ(?)**  ªÉÉ Ê´É¾þiÉÉ** 6** 

ÊxÉÊJÉ±ÉªÉÖ´ÉÊiÉ¨ÉnùxÉÉänùªÉxÉäxÉ V´ÉÊ®úiÉ¨ÉxÉÉ xÉ Ê´É®ú½þnù½þxÉäxÉ (?)**  ªÉÉ Ê´É¾þiÉÉ** 7** 

iÉÖÊ½þxÉÊEò®úhÉvÉ®úªÉÊiÉ®úSÉxÉäxÉ ºÉÖJÉªÉiÉÖ ¨ÉÉÆ Ê¶É´ÉÊ½þiÉ´ÉSÉxÉäxÉ**  ªÉÉ Ê´É¾þiÉÉ** 8** 

+ÊªÉ ¨É±ÉªÉºÉ¨ÉÒ®ú GÚò®ú¦ÉÉ´ÉÉä®úMÉÉhÉÉÆ 
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·ÉÊºÉiÉVÉÊxÉiÉ ËEò iÉä ¨ÉÉoù¶ÉÒË½þºÉxÉäxÉ* 

IÉhÉÊ¨É´É ºÉ½þEòÉ®úÉnùÒ¶ÉMÉÉjÉÉxÉÖ¹ÉRÂóMÉÉä- 

{É¾þiÉ{ÉÊ®ú¨É±ÉÉi¨ÉÉ ºÉÆÊxÉvÉäÊ½þ |ÉºÉzÉ&** 40** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

+¹]õ¨É& ºÉMÉÇ&** 

** xÉ´Éõ¨É& öºÉMÉÇ&** 

<ilÉÆ ¯û¹ÉÉ ºÉ½þSÉ®úÓ {É¯û¹ÉÆ ´ÉnùxiÉÒ 

¶Éè±ÉÉÊvÉ®úÉVÉiÉxÉÖVÉÉ iÉxÉÖVÉÉiÉEòÉ¶ªÉÉÇ* 

xÉÒi´ÉÉ EòlÉÆ EòlÉ¨ÉÊ{É IÉhÉnùÉÆ ¨É½äþ¶É- 

¨ÉÉMÉ&|É¶ÉÉÎxiÉÊ´ÉxÉiÉÆ EÖòÊ]õ±ÉÆ ¤É¦ÉÉ¹Éä** 41** 

** ºÉ{iÉnù¶ÉÉ¹]õ{ÉnùÒ** 

+É®ú¦ÉÒ®úÉMÉähÉ ÊjÉ{ÉÖ]õiÉÉ±ÉäxÉ MÉÒªÉiÉä (®úVÉÊxÉVÉÊxÉiÉMÉÖ¯û <ÊiÉ´ÉiÉÂ) 

SÉiÉÖ®úªÉÖ´ÉÊiÉºÉÖ®úiÉÉnù®úVÉÉMÉÊ®úiÉÉ¯ûhÉ¨ÉvÉÖ´ÉiÉÊ´É±ÉÉºÉÆ 

ÊxÉÊ]õ±ÉxÉªÉxÉ xÉªÉxÉÊuùiÉªÉÆ iÉ´É EòlÉªÉÊiÉ iÉnùÊ¦ÉÊxÉ´Éä¶ÉÆ 

{ÉÉÊ½þ iÉÉÊ¨É½þ ¡òÉ±É±ÉÉäSÉxÉ ªÉÉ iÉ´É Ênù¶ÉÊiÉ Ê´É½þÉ®Æú 

MÉ®ú³ýÊ¨ÉÊ±ÉiÉvÉ´É±ÉýÉ¨ÉÞiÉÊ¨É´É ½þ®ú¨ÉÉMÉ¨É´ÉSÉxÉ¨ÉºÉÉ®ú¨ÉÂ  {ÉÉÊ½þ** 1** 

MÉÖ¯ûiÉ®úEÖòSÉ{ÉÊ®ú®ú¨¦ÉhÉºÉÆ¦ÉÞiÉEÖòRÂóEÖò¨É{ÉÎRÂóEò±É½þÉ®Æú 
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º¨É®úÊiÉ Ê´É¶ÉÉ±É¨ÉÖ®úÉä Ê´É¶ÉnÆù iÉ´É ®úÊiÉ®ú¦ÉºÉÉnùxÉÖ®úÉMÉ¨ÉÂ  {ÉÉÊ½þ** 2** 

®úÊiÉ{ÉÊiÉºÉ¨É®úÊ´ÉÊxÉÌ¨ÉiÉÊxÉÊ¶ÉiÉxÉJÉIÉiÉÊSÉÎ¼xÉiÉ®äúJÉÆ 

´É{ÉÖÊ®únù¨ÉÊ³ýEòÊ´É±ÉÉäSÉxÉ ±ÉºÉÊnù´É ®úÊiÉ¦É®úEÞòiÉVÉªÉ®äúJÉ¨ÉÂ {ÉÉÊ½þ** 3** 

®únùxÉ´ÉºÉxÉ¨É¯ûhÉÊ¨ÉnÆù iÉ´É {ÉÖ®ú½þ®ú ¦ÉVÉÊiÉ Ê´É®úÉMÉÆ 

Ê´ÉMÉÊ³ýiÉÊ½þ¨ÉEò®ú¶ÉEò±É¨ÉÖnÆùÊSÉiÉnùÌ¶ÉiÉ®úÊiÉ¦É®ú´ÉäMÉ¨ÉÂ  {ÉÉÊ½þ** 4** 

ªÉÖ´ÉÊiÉ{ÉnùÎºlÉiÉªÉÉ´ÉEò®úºÉ{ÉÊ®úÊSÉÎxiÉiÉ®úÊiÉEò¨ÉxÉÒªÉ¨ÉÂ 

Ê´É±ÉºÉÊiÉ ´É{ÉÖÊ®únù¨É±ÉPÉÖ¤ÉÊ½þMÉÇiÉ¨ÉªÉÊiÉ Ê´É®úÉMÉ¨É¨ÉäªÉ¨ÉÂ  {ÉÉÊ½þ** 5** 

ªÉÖ´ÉÊiÉEÞòiÉµÉhÉ¨ÉvÉ®úMÉiÉÆ iÉ´É Eò±ÉªÉÊiÉ ¨É¨É ¾þÊnù ®úÉä¹ÉÆ 

Ê|ÉªÉ´ÉSÉxÉÉ´ÉºÉ®äú%Ê{É ¨ÉªÉÉ ºÉ½þ º¡Öò]õªÉÊiÉ iÉi{ÉÊ®úiÉÉä¹É¨ÉÂ {ÉÉÊ½þ** 6** 

ºÉÖ®úiÉ¯ûºÉÖ¨ÉnùÉ¨ÉÊxÉEòÉªÉÊxÉ¤ÉrùVÉ]õÉ´ÉÊ³ý´É±ÉªÉ¨ÉÖnùÉ®Æú 

ÊEòiÉ´É¨ÉxÉÉä¦É´ÉºÉÆMÉ®úÊ¶ÉÊJÉÊ±ÉiÉ¨ÉxÉÖEòlÉªÉÊiÉ ºÉÖÊ´É½þÉ®ú¨ÉÂ {ÉÉÊ½þ** 7** 

<ÊiÉ Ê½þ¨ÉÊMÉÊ®úEÖò±ÉnùÒÊ{ÉEòªÉÉ EÞòiÉÊ¶É´É{ÉÊ®ú´ÉnùxÉÊ´ÉvÉÉxÉ¨ÉÂ 

ºÉÖJÉªÉiÉÖ ¤ÉÖvÉVÉxÉ¨ÉÒ¶ÉÊxÉ¹Éä́ ÉhÉªÉÊiÉ´É®úÊ´ÉvÉÖ¶ÉäJÉ®úMÉÉxÉ¨ÉÂ {ÉÉÊ½þ** 8** 

<ÇoùÎM´ÉvÉÉÊxÉ ºÉÖ¤É½ÚþÊxÉ iÉ´É Ê|ÉªÉÉªÉÉÆ 

MÉÉføÉxÉÖ®úÉMÉEÞòiÉºÉRÂóMÉ¨É±ÉÉÎ\UôiÉÉÊxÉ* 

ºÉÉIÉÉnù́ ÉäÊIÉiÉ´ÉiÉÒÊ¨É½þ ¨ÉÉ¨ÉÖ{ÉäiªÉ 

ËEò ¦ÉÉ¹ÉºÉä ÊEòiÉ´É¶ÉäJÉ®ú SÉxpù¨ÉÉè³äý** 42** 



240 

 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

xÉ´É¨É& ºÉMÉÇ&** 

** nù¶É¨É& öºÉMÉÇ&** 

iÉÉ¨ÉÖnÂùiÉ|ÉºÉ´É¤ÉÉhÉÊ´ÉEòÉ®úÊJÉzÉÉÆ 

ºÉÆÊSÉxiªÉ¨ÉÉxÉ¶ÉÊ¶É¨ÉÉèÊ³ýSÉÊ®újÉ±ÉÒ±ÉÉ¨ÉÂ* 

¤ÉÉ±ÉÉÆ iÉÖ¹ÉÉ®úÊMÉÊ®úVÉÉÆ ®úÊiÉEäòÊ±ÉÊ¦ÉzÉÉ- 

¨ÉÉÊ³ý& Ê|ÉªÉÉlÉ Eò±É½þÉxiÉÊ®úiÉÉ¨ÉÖ´ÉÉSÉ** 43** 

** +¹]õÉnù÷¶ÉÉ¹]õ{ÉnùÒ** 

ªÉnÖùEÖò±ÉEòÉ¨¦ÉÉäÊVÉ®úÉMÉähÉ +ÉÊnùiÉÉ±ÉäxÉ MÉÒªÉiÉä (½þÊ®ú®úÊ¦ÉºÉ®úÊiÉ <ÊiÉ´ÉiÉÂ) 

 

{ÉÖ®úÊ®ú{ÉÖ®úÊ¦É®úÊiÉ¨ÉÊiÉ¾þÊnù iÉxÉÖiÉä ¦É´ÉnÖù{ÉMÉÚ½þxÉÊ¨É½þ ¤É½Öþ ¨ÉxÉÖiÉä 

¶ÉÆEò®äú ½äþ ¶ÉÆEòÊ®ú ¨ÉÉ ¦ÉVÉ ¨ÉÉÊxÉÊxÉ {ÉÊ®ú¨ÉÉxÉ¨ÉÖ¨Éä   ¶ÉÆEò®äú** 1 ** 

¨ÉÞMÉ¨Énù®úºÉ¨ÉªÉ MÉÖ¯ûEÖòSÉªÉÖMÉ³äý Eò±ÉªÉÊiÉ {ÉÖ®úÊ®ú{ÉÖ®úlÉ ¨ÉÊiÉÊxÉMÉ³äý  ¶ÉÆEò®äú** 2** 

ºÉÖÊSÉ®úÊ´É®ú½þ¦É´É¨É{É½þ®ú Eò±ÉÖ¹ÉÆ ¦É´ÉnùvÉ®úÉ¨ÉÞiÉ¨ÉÖ{É½þ®ú ÊxÉÊ¨É¹ÉÆ   ¶ÉÆEò®äú** 3** 

ºÉ®úºÉÊxÉÊ]õ±ÉEÞòiÉÊSÉjÉEò¯ûÊSÉ®Æú iÉ´É ´ÉnùxÉÆ ºÉ SÉ Eò±ÉªÉÊiÉ ºÉÖÊSÉ®Æú  ¶ÉÆEò®äú** 4** 

iÉ´ÉiÉÖ ¶ÉÉä¦ÉxÉÆ  ¶ÉÖ¦ÉiÉ®ú¨ÉxÉºÉÉ iÉnÖù®úÊºÉ EÖòSÉªÉÖMÉ¨ÉÖ{ÉEÖò¯û ºÉ½þºÉÉ ¶ÉÆEò®äú** 5** 

ºÉEÖòºÉÖ¨ÉÊxÉEò®ú¨ÉÖnù\SÉªÉ ÊSÉEÖò®Æú ºÉÖnùÊiÉ Ê´É±ÉÉäEòªÉ ¨ÉÊhÉ¨ÉªÉ¨ÉÖEÖò®ú¨ÉÂ  ¶ÉÆEò®äú** 6** 
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¸ÉÞhÉÖ ºÉÊJÉ ¶ÉÖ¦ÉnùÊiÉ ¨É¨É Ê½þiÉ´ÉSÉxÉÆ PÉ]õªÉ VÉPÉxÉ¨ÉÊ{É Ê´ÉMÉÊ³ýiÉ®ú¶ÉxÉ¨ÉÂ ¶ÉÆEò®äú** 7** 

¸ÉÒÊ´ÉvÉÖ¶ÉäJÉ®úªÉÊiÉ´É®ú¡òÊhÉiÉÆ ºÉÖJÉªÉiÉÖ ºÉÉvÉÖVÉxÉÆ Ê¶É´ÉSÉÊ®úiÉÆ   ¶ÉÆEò®äú ** 8** 

¨É½þÉnäù´Éä iÉÎº¨Éx|ÉhÉ¨ÉÊiÉ ÊxÉVÉÉMÉ& ¶É¨ÉÊªÉiÉÖÆ 

iÉnùÒªÉÆ ¨ÉÚvÉÉÇxÉÆ |É½þ®úÊºÉ {ÉnùÉ¦ªÉÉÆ ÊMÉÊ®úºÉÖiÉä* 

ºÉ B¹É GÖòrù¶SÉäkÉÖÊ½þxÉÊEò®úhÉÆ ºlÉÉ{ÉªÉÊiÉ SÉä- 

x¨ÉÞnÚùxªÉRÂóMÉÉxªÉRÂóMÉÉ®úEò <´É iÉxÉÉäiªÉä¹É {É´ÉxÉ& (?)** 44** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

nù¶É¨É& ºÉMÉÇ&** 

** BEòÉnù¶É& öºÉMÉÇ&** 

<ilÉÆ Ê|ÉªÉÉÆ ºÉ½þSÉ®úÓ ÊMÉ®ú¨ÉÖÎnÂùMÉ®úxiÉÓ 

ÊSÉxiÉÉ¦É®äúhÉ ÊSÉ®ú¨ÉÒÊIÉiÉÖ¨É{ªÉvÉÒ®úÉ* 

MÉÉè®úÒ EòlÉÆÊSÉnùÊ¦É¨ÉÉxÉ´ÉiÉÒ nùnù¶ÉÇ 

EòÉxiÉÆ Ê|ÉªÉÉxÉÖxÉªÉ´ÉÉCªÉ¨ÉÖnùÒ®úªÉxiÉ¨ÉÂ** 45** 

¤ÉÉ±Éä EÖò±ÉÉSÉ±ÉEÖò¨ÉÉÊ®ú Ê´É¨ÉÖ\SÉ ®úÉä¹ÉÆ 

nùÉä¹ÉÆ SÉ ¨ÉªªÉÊvÉMÉiÉÆ ¾þnùªÉä xÉ EÖòªÉÉÇ&* 

¶ÉIªÉÉÊ¨É xÉè´É ¦ÉÊ´ÉiÉÖÆ ¦É´ÉiÉÓ Ê´ÉxÉÉ½Æþ 

´ÉIªÉÉÊ¨É ËEò iÉ´É {ÉÖ®ú& Ê|ÉªÉ¨ÉxªÉnùº¨ÉÉiÉÂ** 46** 
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** BEòÉäxÉË´É¶ÉÉ¹]õ{ÉnùÒ** 

¨ÉÖJÉÉÊ®ú®úÉMÉähÉ  ZÉÆ{ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä (´ÉnùÊºÉ ªÉÊnù ËEòÊSÉnùÊ{É <ÊiÉ´ÉiÉÂ) 

¦ÉVÉÊºÉ ªÉÊnù ¨ÉÊªÉ ®úÉä¹É¨É¯ûhÉ´ÉÉÊ®ú¯û½þÉÊIÉ 

ÊEòÊ¨É½þ ¨É¨É ¶É®úhÉ¨ÉÊ¦ÉVÉÉiÉÆ 

¶É®úhÉ¨ÉÖ{ÉªÉÉiÉ´ÉÊiÉ Eò±ÉÖ¹É{ÉÊ®ú¦ÉÉ´ÉxÉÆ 

xÉ ´É®úÊ¨ÉÊiÉ ºÉÊiÉ ºÉÖVÉxÉMÉÒiÉÆ Ê¶É´Éä ¶Éè±ÉEòxªÉä 

{É\SÉ¶É®úiÉ{ÉxÉÊ¨É½þ VÉÉiÉÆ 

½þ®úEò¨É±É¶ÉÒiÉ±ÉÆ ºÉ®úºÉxÉªÉxÉÉ\SÉ±ÉÆ 

¨ÉÊªÉ Eò±ÉªÉ ®úÊiÉ¹ÉÖ Eò¨ÉxÉÒªÉ¨ÉÂ   Ê¶É´Éä ¶Éè±ÉEòxªÉä** 1** 

º{ÉÞ¶ÉÊºÉ ªÉÊnù ´É{ÉÖ®ú¯ûhÉEò¨É±ÉºÉ¨É{ÉÉÊhÉxÉÉ 

xÉ º{ÉÞ¶ÉÊºÉ iÉ{ÉxÉ¨ÉÊxÉ´ÉÉ®Æú 

nù®ú½þÊºÉiÉSÉxpùEò®úÊxÉEò®ú¨ÉxÉÖ¹É\VÉªÉÊºÉ 

ªÉÊnù ¨É¨É SÉ ¾þnùªÉ¨ÉÊiÉvÉÒ®ú¨ÉÂ    Ê¶É´Éä ¶Éè±ÉEòxªÉä** 2** 

EÖòºÉÖ¨ÉnùÉ¨ÉSÉªÉäxÉ ¨É¨É VÉ]õÉ´ÉÊ³ýVÉÚ]õÊxÉSÉªÉ¨ÉÊªÉ ºÉÖnùÊiÉ ºÉÊ´É±ÉÉºÉ¨ÉÂ 

ºÉ{ÉÊnù Eò±ÉªÉÉÊ¨É ´É±ÉªÉÉEÞòÊiÉºÉ®úÉäVÉ´ÉxÉºÉÖ®úºÉÊ®úiÉ¨ÉÖ{É½þÊºÉiÉ¦ÉÉºÉ¨ÉÂ 

       Ê¶É´Éä ¶Éè±ÉEòxªÉä** 3** 

+¨É±É¨ÉÊhÉ½þÉ®úÊxÉEò®äúhÉ {ÉÊ®ú¦ÉÚ¹ÉªÉÊiÉ {ÉÞlÉÖ±ÉEÖòSÉªÉÖMÉ±É¨ÉÊiÉ¦ÉÉ®ú¨ÉÂ 
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iÉÖÊ½þxÉÊMÉÊ®úÊ¶ÉJÉ®úÉxÉÖMÉÊ³ýiÉºÉÖ®úÊxÉ¨xÉMÉÉºÉÖMÉ³ýºÉ¨É¦ÉÉ´ÉºÉMÉ¦ÉÒ®ú¨ÉÂ 

       Ê¶É´Éä ¶Éè±ÉEòxªÉä** 4** 

´ÉäEòºÉnùÊºÉiÉÉ¨¤ÉÖ®ú½þÊ´É¨É±ÉxÉªÉxÉÉ\SÉ±Éè¯û{ÉSÉ®úÊºÉ Ê´É®ú½þ{ÉÊ®únÚùxÉ¨ÉÂ 

ºÉ¡ò±ÉÊ¨É½þ VÉÒÊ´ÉiÉÆ ¨É¨É ºÉÖnùÊiÉ EòÉä{ÉxÉä Ê´ÉºÉÞVÉ ¨ÉÊªÉ ºÉ¡ò±É¨ÉÊiÉ¨ÉÉxÉ¨ÉÂ 

       Ê¶É´Éä ¶Éè±ÉEòxªÉä** 5** 

..´ÉnùvÉ®ú¨ÉvÉÖ Ê´ÉiÉ®ú Ê´É¹É¨É¶É®úÊ´ÉEÞòÊiÉ½þ®ú¨ÉÊªÉ Ê´ÉiÉ®ú ®úÊiÉÊxÉªÉiÉ¦ÉÉxÉ¨ÉÂ 

º¡Öò]õ¨Énù{É®úÉvÉ¶ÉiÉ¶ÉiÉ¨ÉMÉhÉxÉÒªÉÊ¨É½þ Ê´É¨ÉÞ¶É ¦É´ÉnùxÉÖºÉÞÊiÉÊ´ÉvÉÉxÉ¨ÉÂ 

       Ê¶É´Éä ¶Éè±ÉEòxªÉä** 6** 

EÖòÊ{ÉiÉ¾þnùªÉÉÊºÉ ¨ÉÊªÉ Eò±ÉªÉ ¦ÉÖVÉ¤ÉxvÉxÉä EÖò¯û ÊxÉÊ¶ÉiÉ®únùxÉ{ÉÊ®ú{ÉÉiÉ¨ÉÂ 

=ÊSÉiÉÊ¨Énù¨ÉÊJÉ±ÉÆ iÉÖ xÉÉÊªÉEäò ºÉÖnùÊiÉ ¨É¨É Ê¶ÉIÉhÉÆ º´ÉEÖòSÉÊMÉÊ®ú{ÉÉiÉÆ 

       Ê¶É´Éä ¶Éè±ÉEòxªÉä** 7** 

<ÊiÉ Ê´ÉÊ´ÉvÉ´ÉSÉxÉ¨ÉÊ{É SÉiÉÖ®ú{ÉÖ®ú´ÉèÊ®úhÉÉ Ê½þ¨ÉÊ¶ÉJÉÊ®úVÉxÉÖ¹É¨ÉÊ¦É®úÉ¨É¨ÉÂ 

Ê¶É´É¦ÉVÉxÉÊxÉªÉiÉ¨ÉÊiÉªÉÊiÉSÉxpù¨ÉÉèÊ³ýxÉÉ ¡òÊhÉiÉ¨ÉÊ{É VÉªÉiÉÖ ¦ÉÖÊ´É EòÉ¨É¨ÉÂ 

       Ê¶É´Éä ¶Éè±ÉEòxªÉä** 8** 

ºÉÖÊSÉ®úÊ´É®ú½þÉGòÉxiÉÆ Ê´É§ÉÉxiÉÊSÉkÉÊ¨ÉiÉºiÉiÉ& 

º¨É®ú{É®ú´É¶ÉÆ nùÒxÉÆ xÉÉä{ÉäIÉºÉä ªÉÊnù ¨ÉÉÆ Ê|ÉªÉä* 

+½þÊ¨É½þ ÊSÉ®Æú VÉÒ´Éx¨É¦ÉÉ´ÉiEòºÉä´ÉxÉ¨ÉÉÊpùªÉä 
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ªÉnù{ÉEò®úhÉÆ ºÉ´ÉÈ IÉxiÉ´ªÉ¨ÉÊpùEÖò¨ÉÉÊ®úEäò** 47** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ 

BEòÉnù¶ÉººÉMÉÇ&** 

** uùÉnù¶É& öºÉMÉÇ&** 

<ÊiÉ Ê´É®úÊ½þiÉÉ¨ÉäxÉÉÆ SÉäiÉ&|ÉºÉÉnù´ÉiÉÓ Ê¶É´ÉÉ- 

¨ÉxÉÖxÉªÉÊMÉ®úÉÆ MÉÖ¨¡èò& ºÉÆ¦ÉÉ´ÉªÉÊzÉVÉ{ÉÉÊhÉxÉÉ* 

ZÉÊ]õÊiÉ PÉ]õªÉx¨Éxnùº¨Éä®úºiÉnùÒªÉEò®úÉ¨¤ÉÖVÉ¨ÉÂ 

Ê½þ¨ÉEò®úEò±ÉÉ¨ÉÉèÊ³ý& ºÉÆ|ÉÉ{É EäòÊ±É±ÉiÉÉMÉÞ½þ¨ÉÂ** 48** 

ºÉÆ|ÉÉ{ªÉ Eäò³ýÒMÉÞ½þÊ¨ÉxnÖù¨ÉÉèÊ³ý- 

Ê®úxnùÒ´É®úÉIÉÒ¨ÉxÉÖ́ ÉÒIÉ¨ÉÉhÉ&* 

VÉ½þÉè ®ú½þ&EäòÊ±ÉEÖòiÉÚ½þ±ÉäxÉ 

Ê´ÉªÉÉäMÉVÉÉÌiÉ {ÉÖxÉ®úÉ¤É¦ÉÉ¹Éä** 49** 

** Ë´É÷¶ÉÉ¹]õ{ÉnùÒ** 

PÉh]õÉ®úÉMÉähÉ ZÉÆ{ÉiÉÉ±ÉäxÉ MÉÒªÉiÉä (¨É\VÉÖiÉ®úEÖò\VÉiÉ±É <ÊiÉ´ÉiÉÂ) 

{ÉÞlÉÖ±ÉiÉ®ú±ÉÊ±ÉiÉEÖòSÉªÉÖMÉ±É¨ÉÊªÉ iÉä 

¨ÉÞMÉ¨Énù®úºÉäxÉ Eò±ÉªÉÉÊ¨É nùÊªÉiÉä 

®ú¨ÉªÉ ¤ÉÉ±Éä ¦É´ÉnùxÉÖMÉ¨ÉäxÉ¨ÉÂ   ®ú¨ÉªÉ ¤ÉÉ±Éä** 1** 
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Ê´ÉvÉÖ¶ÉEò±É¯ûÊSÉ®úÊ¨Énù¨ÉÊ±ÉEò¨ÉÊªÉ iÉä 

¶ÉÖ¦ÉÊiÉ±ÉEò¨ÉÊ¦É±ÉºÉiÉÖ EäòÊ±ÉÊxÉªÉiÉä  ®ú¨ÉªÉ ¤ÉÉ±Éä** 2** 

<½þ Ê´É½þ®ú iÉ¯ûÊhÉ xÉ´ÉEÖòºÉÖ¨É¶ÉªÉxÉä 

¦É´ÉnùvÉ®ú¨ÉvÉÖ Ê´ÉiÉ®ú ¨ÉEò®úxÉªÉxÉä  ®ú¨ÉªÉ ¤ÉÉ±Éä** 3** 

+ÊªÉ ºÉÖÊSÉ®úÊ´É®ú½þ¯ûVÉ¨É{É½þ®ú Ê¶É´Éä 

ºÉ®úºÉ¨ÉÊ¦É±É{É ®ú¨ÉÊhÉ {É®ú¦ÉÞiÉ®ú´Éä  ®ú¨ÉªÉ ¤ÉÉ±Éä** 4** 

Eò±ÉªÉ ¨É±ÉªÉVÉ{ÉRÂóEò¨ÉÖ®úÊºÉ ¨É¨É iÉä 

EòÊ`öxÉEÖòSÉªÉÖMÉ¨ÉiÉxÉÖ PÉ]õªÉ ±ÉÊ±ÉiÉä  ®ú¨ÉªÉ ¤ÉÉ±Éä** 5** 

<nù¨É¨É®úiÉ¯ûEÖòºÉÖ¨ÉÊxÉEò®ú¨ÉÊªÉ iÉä 

PÉxÉÊSÉEÖò®ú¨ÉÖ{ÉSÉ®úiÉÖ ºÉ{ÉÊnù ´ÉÊxÉiÉä  ®ú¨ÉªÉ ¤ÉÉ±Éä** 6** 

nù®ú½þÊºÉiÉÊ´ÉvÉÖEò®ú¨ÉÖnù\SÉªÉ ¨ÉxÉÉä- 

¦É´ÉiÉ{ÉxÉ¨É{ÉxÉÖnùiÉÖ Ê´É±ÉÊºÉiÉPÉxÉä  ®ú¨ÉªÉ ¤ÉÉ±Éä** 7** 

Ê¶É´ÉSÉ®úhÉ{ÉÊ®úSÉ®úhÉªÉiÉÊ´ÉSÉÉ®äú 

¡òhÉÊiÉ Ê½þ¨ÉEò®ú¨ÉÉèÊ³ýÊxÉªÉÊ¨ÉvÉÒ®äú  ®ú¨ÉªÉ ¤ÉÉ±Éä** 8** 

<ÇoùÎM´ÉvÉè¶SÉ]Öõ±ÉSÉÉ]Öõ´ÉSÉÉäÊ´É±ÉÉºÉè- 

MÉÉÇføÉä{ÉMÉÚ½þxÉ¨ÉÖJÉÉ¨¤ÉÖVÉSÉÖ¨¤ÉxÉÉtè&* 

+É¼±ÉÉnùªÉxÉÂ ÊMÉÊ®úºÉÖiÉÉ¨ÉÊvÉEòÉÎ\SÉ ÊxÉiªÉ- 
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¨ÉäEòÉ©É¨ÉÚ±É´ÉºÉÊiÉVÉÇªÉÊiÉ |ÉºÉzÉ&** 50** 

Ê´ÉtÉÊ´ÉxÉÒiÉVÉªÉnäù´ÉEò´Éä¯ûnùÉ®ú- 

MÉÒÊiÉ|É¤ÉxvÉºÉ®úÊhÉ|ÉÊhÉvÉÉxÉ¨ÉÉjÉÉiÉÂ* 

B¹ÉÉ ¨ÉªÉÉ Ê´É®úÊSÉiÉÉ Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉ 

¨ÉÉänÆù Eò®úÉäiÉÖ Ê¶É´ÉªÉÉä& {ÉnùªÉÉäVÉxÉÒªÉÉ** 51** 

+´ªÉHò´ÉhÉÇ¨ÉÖÊnùiÉäxÉ ªÉlÉÉ¦ÉÇEòºªÉ 

´ÉÉCªÉäxÉ ¨ÉÉänù¦ÉÊ®úiÉÆ ¾þnùªÉÆ Ê½þ Ê{ÉjÉÉä&* 

BEòÉ©ÉxÉÉlÉ ¦É´ÉnùÎRÂóQÉºÉ¨ÉÌ{ÉiÉäªÉÆ 

¨ÉÉänÆù Eò®úÉäiÉÖ ¦É´ÉiÉ& Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉ** 52** 

MÉÖhÉÉxÉÖºªÉÚÊiÉ®úÊ½þiÉÉ nùÉä¹ÉOÉÎxlÉÊ´ÉnÚùÊ¹ÉiÉÉ* 

iÉlÉÉÊ{É Ê¶É´ÉMÉÒÊiÉxÉÉæ ¨ÉÉÊ±ÉEòÉ ÊSÉjÉ¨ÉÒoù¶ÉÒ** 53** 

<ÊiÉ ¸ÉÒEòÉ\SÉÒEòÉ¨ÉEòÉäÊ]õ{ÉÒ`öÉÊvÉ{ÉÊiÉ¸ÉÒSÉxpù¶ÉäJÉ®äúxpùºÉº´ÉiÉÒªÉÊiÉ´É®úÊ´É®úÊSÉiÉ-Ê¶É´ÉMÉÒÊiÉ¨ÉÉ±ÉÉªÉÉÆ uùÉnù¶ÉººÉMÉÇ&** 

** ¸ÉÒÊ¶É´ÉÉªÉ xÉ¨É&** 

** ¶ÉÖ¦É¨ÉºiÉÖ** 
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Appendix III 

Mudras according to Abhinayadarpa¸a used in the Choreography   

   (PK) 

The hand gesture is called Pat¡ka where all the figures are held straight, close together 

and thumb is bent. 

 

 (TP) 

In the pat¡ka, if the ring finger is bent it is Tripat¡ka. 
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( AP) 

Ardhapat¡ka gesture is characterized by bending the little finger in Tript¡ka hasta. 

 

 (KR) 

In the Arthapat¡ka if the little and ring finger are folded towards the palm with the 

thumb over them, and the index and middle finger are shaped like a scissor (one front of 

the other) it is called  Kartar¢mukha. 
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(MY)  

In the Pat¡ka hasta when the tip of he ring finger and the tip of he thumb touch each 

other with other fingers stretched that hasta is called May£ra. 

 

(AC) 

Ardhacandra is defined when the thumb of Pat¡ka is outstretched 
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(AR) 

 In the Ar¡la hasta the index finger of Pat¡ka is bent along with the thumb and rest of the 

fingers are stretched.  Alternatively when the index finger is placed above the thumb it is 

Ar¡la. 

 

(SP) 

In áukatu¸·a the ring and index fingers are bent. 
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(MS) 

If  the four fingers are bent and closely pressed towards the palm and thumb is placed 

upon then, the hand gesture is known  to be Mu¿¶i. 

 

(SK) 

If in the Mu¿¶i the thumb is raised upwards and held straight it is called áikhara. 
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(KP) 

With the forefinger of the áikhara pose and placing it over the thumb in a pressing 

position, Kapitha is formed. 

 

(KM) 

Ka¶ak¡mukha hasta is the fore finger and middle finger of Kapitha pressed against the 

thumb while ring and little finger of Kapitha are to be raised.   
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(SU) 

If in the M£¿ti hasta, the fore finger is stretched out, it is S£c¢ hasta. 

 

(CK)    

Stretching the thumb from S£c¢ hasta is Candrakal¡ hasta. 
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(PM)  

If all the fingers are stretched (without touching each other) slightly bent towards the 

palm, the pose is said to be Padmako¿a. 

 

(SS) 

When the fingers of Pat¡ka hand are bent at the tip (with palm hollowed) it is Sarpa¿irÀa 

hasta. 
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(MS) 

When thumb and little finger of Sarpa¿¢rÀa pose are stretched upwards and the rest of the 

finer are closely held ad bent perpendicular to them, it is called M¤ga¿¢rÀa Hasta. 

 

(SM) 

When all the fingers are stretched with ring and middle finger pressed against the thumb, 

the gesture is Simhamukha. 
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(KN) 

When ring finger Padmako¿a is bent and the thumb, index middle and little fingers are 

raised up it is Ka´gula Hasta. 

 

(AP) 

When all the fingers are opened out it is known as Alapadma Hasta 
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(CR) 

Catura pose is defined when the little finger is straightened  and thumb is placed at the 

base of the ring, middle finger and index finger joined together and bent perpendicular to 

little finger. 

 

(BM) 

When the thumb and middle finger are joined, forefinger is curved in, and he remaining 

fingers are stretched out, the gesture is called  Bhramara.  
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(HM) 

In Hams¡sya hasta the index finger and thumb are stretched and they touch one 

another, while the other fingers are separated and stretched out. 

 

(HS)  

HamsapakÀa is defined when the thumb in chatura is placed in the middle of the index 

finger. 
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(SA)  

When in the Padmako¿a Hasta, fingers close and open-up partly in a repeated  manner, 

the gesture is  described as Samdam¿a. 

 

 

(MK)  

Mukula is described as presentation of all the five fingers together at the tip. 
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(TM)  

When the index finger in S£ci hasta is slightly bent, it is called T¡mrac£·a 

 

 

 (TS)  

When the thumb and little finger are bent and the rest of the fingers are straightened, it is 

defined as Tri¿£la Hasta. 
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DOUBLE HAND GESTURES 

(AJ)  

The joining of palms of two Pat¡ka is called Aµjali 

 

(KP)  

Kapota is that gesture wherein the two Pat¡ka hands are joined and cupped towards the 

finger tips, sides and base of the palm. 
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(KK) 

Karka¶a is the pose where the fingers of both hands are interlocked and stretched across. 

 

 

(ST) 

Swastika gesture is formed when two pat¡ka hastas are held across and held at the wrists. 
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(DO) 

When the Pat¡ka gesture is placed along the sides of the thighs, the formation is called 

Dol¡. 

 

(PP)  

Puspapu¶a is formed when two ardhakapotas are held together. 
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(US) 

Utsa´ga is formed when two m¤ga¿¢rÀa gestures are placed on the arms or across on 

opposite sides. 

 

(SV) 

When ¿ikhara gesture of right hand is placed over the ardhacandra gesture of left hand, 

the hasta is called áivali´ga gesture. 
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(KV)  

When the two Ka¶ak¡mukha gestures are crossed at the wrist, the hasta is called 

Ka¶ak¡vardhana. 

 

 

(KK)  

When both hands with kartar¢mukha Hasta are held across at wrists, the gesture is called 

Kartar¢swastika. 
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(SK)  

When both the middle fingers and the thumb are separated in Bhramara gesture, it is 

called áaka¶a. 

 

 

(SN)  

When the thumb of the left hand is enclosed by the fingers of the right, and the thumb of 

the right hand is placed on the middle finger of the left, it is áa´kha Hasta. 
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(CK) 

When the palms of the Ardhacandra touch one another with one hand vertical and the 

other placed horizontally over the other, it is Cakra hasta. 

 

 

(SP) 

When the fingers of Cakra Hasta are curved one over the other, they form Sampu¶a 

gesture. 

 

 



268 

 

(PS) 

When the index fingers of s£ci are bent inwardly and joined, the gesture is called P¡¿a 

hasta. 

 

(KI) 

When the little fingers of both hands are inwardly bent and joined, they form K¢lakam. 
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(MT) 

When the thumbs and little fingers of the two hands are outstretched, and one hand’s 

palm is placed on the back of the other palm, it forms matsya hasta. 

 

(KM) 

K£rma hands is formed when the thumb and little finger in Cakra are stretched and 

remaining fingers are placed to the back of the other palm. 
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(VR) 

When the two m¤ga¿¢rÀa hands are placed one upon the other with one hand’s thumb 

joining the other hand’s little finger and others outstretched, it forms Var¡ha gesture. 

 

(GD) 

When the thumbs of two Ardhacandra are interlocked with the hands stretched out on 

either direction, it is called Garu·a hasta. 
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 (NB) 

The Sarpa¿irÀa hasta crossed across the wrist forms N¡gabandha Hasta 

 

(KW) 

Kha¶va is represented by two gestures (1) Kha¶va is formed when in Catura 

gesture the index finger and little finger of both hands are stretched out, the thumb is 

placed at  the base of the ring finger and  the middle and ring finger touch each other.  

(2)  Kha¶va is formed when in Catura gesture the index finger little finger and thumb of 

both the hands are stretched out,  and the  middle and ring finger touch each other.   
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(BH) 

When  two Kapittha hands are held together at wrists, it  forms Bherun·a gesture. 

 

(AV) 

When two Alapadma hastas are held across the wrist, it is  Avahittha hasta. 
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APPENDIX  IV 

SELECTED PHOTOS OF ASTAPATÌ  USED IN VARIOUS DANCE FORMS 

OF INDIA  

 

 

K¤À¸a and R¡dh¡ and Gopik¡s in Mohiniy¡¶¶am dance form  
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K¤À¸a and R¡dh¡ in Satriya Dance  

 

K¤À¸a and R¡dh¡ in Odissi N¡¶ya (Nataka) 
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K¤À¸a and R¡dh¡ in Bharathan¡¶yam 

 

 

 

         K¤À¸a, R¡dh¡ and Gopikas in Manipuri 
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                    K¤À¸a, R¡dh¡ and Sakh¢ in Kathak  

 

 

 

                  Dramatic Constume of K¤À¸a and R¡dh¡ in YakÀg¡na 
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                   K¤À¸a and Gop¢s in Odissi Dance Drama 

 

 

             K¤À¸a and R¡dh¡ in Kathakali   
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K¤À¸a, R¡dh¡ and Gopikas in Bharathan¡¶yam Kumbako¸am style 

 

 

 

 

 

 

 

 

 

 

********* 
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APPENDIX- V 

PRESENTATION OF NAVARASAS WITH HAND GESTURES 

 

 

áring¡ra 

 

 

H¡sya 
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Karu¸a 

 

 

 

 

 

Raudra 
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V¢ra 

 

 

 

Bhay¡naka 
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B¢bhatsa 

                                             

            Adbhu¶a               á¡nta 

 

********* 
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