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Abstract

M.T Vasudevan Nair’s widely credited novel Second Turn,

is set as a retelling of the Indian epic The Mahabharata, from the

perspective of Bhima, the second Pandava. The novel deviates

from the traditional story of The Mahabharata when Bhima stops

to take care of Draupadi during his journey. The author avoids

divine elements of the epic in an attempt to portray the story as a

real incident that happened in prehistoric India. In the Second

Turn, Draupadi is not depicted as the protagonist of his classic

work but as a co-wife of the protagonist Bhima. What M. T has

done through his work is the usual practice of patriarchy, where

women are always blamed for everything and are fitted in to the

framework of the norms and conventions of the male dominated

society. The focus of my study is to analyse how the picture of

Draupadi is painted by a male author. The novel delineate the picture

of patriarchal society in which the role of woman was to serve only

her husband and elders. While standing in a neutral, unbiased,

unprejudiced position, I am trying to examine the female character,

Draupadi, in a variety of roles : as an individual, daughter, wife,

lover, mother; and considering how the aspects like race, class,

gender and other cultural factors mould the female psyche and

how the humanly emotions like joy, pain, anger, jealously, surprise

etc. affects Draupadi as a human being.

From the very first breaths, humans are taught to

follow a strict code of behavior that differs depending on

their gender. The notion of female subjugation and male

domination begins at the very moment of child’s birth. In the

words of Michele Barrett, the meaning of gender in patriarchal

ideology is, “not simply ‘difference,’ but….division, oppression,

inequality, interiorized inferiority for women”  (154). Forcing

men and women to fit into gender roles is damaging as it

leads to the belief that these roles represent truth, causing

gender stereotypes to endure. It also forces men and women

to experience life only from their point of view as men and

women, not as human beings.

“The behavior considered appropriate to each

gender becomes severely restricted and

polarized. In a male dominated society, being a

man means not being like a woman” (Gardiner

189).



2

These differences and distinctions get reflected in literature which is truly a mirror held up to

the society. Certain emotions, certain basic human motives are arbitrarily categorized by the rule

makers as ‘feminine.’ One surely gets a whiff of pre-emotions rather than legitimate empathy, while

going through the male writers’ authorial attempts to represent a female point of view.

For many centuries, history and religion have been striving to reinforce the Divine Right

theory of male supremacy. As the handmaid of religion, literature too has a vital role to play in

strengthening the disparity between male and female. Women have always been given a secondary

status in the sphere of family and society. They are prescribed a certain dress- code and speech-

code along with numerous other restrictions. The patriarchal system has been imposed upon women

from time immemorial and, naturally, they did not realize the ulterior motives of the gendered enemy

and took this system for granted. Injustice in the form of subjection of women has been levied upon in

the name of tradition and convention. In such a society, they are not encouraged to be part of the

mainstream and are chucked to the periphery. Male writers have been perpetuating this discrimination

through their fictional gender stereotypes.

The novel Second Turn displays M.T Vasudevan Nair’s phenomenal adroitness in weaving

the manifestations of his own genius into the magnificent fabric of Hindu mythology and the great

epic Mahabharatha. In the novel Bhima is not shackled by the high sounding philosophy or the rigid

and stringent Aryan code; on several occasions, particularly in his relationship with Draupadi. M.T,

himself being an emissary of the dominant patriarchy, it is pertinent to note the manner in which he

portrays womanhood. This aspect invites popular attention to yet another thought provoking question,

how far is it possible for a writer who has transcended gendered bias to give life to the characters that

represent the hitherto unequal gender.

However, M.T makes it plain that he has not changed the frame work of the story put

together by the first Vyasa, Krishnadwaipayana. Adhering to the traditional framework, M.T  draws

the portrait of Draupadi, a woman, through the consummately masculine perspective of Bhima. Exactly

at this point lays the universal appeal of the work that is the portrayal of a woman, in her glorified

incarnations viz. mother and wife, through the perspective of a man. But the very climax of this

endeavour reveals Draupadi’s deplorable status as a mere tool to catalyse the writer’s ultimate effort

to bestow Bhima with heroic grandeur. The reader is provoked to demand an answer for the haunting

query that whether M. T too had borrowed from the overused tactic of the clever and manipulative

patriarchy, that is, deny women their very voice.

From the very first chapter titled ‘The Journey’ onwards the author manipulates events and

circumstances for the character of Draupadi to radiate intensely feminine qualities so that the process

of stereotyping may progress with great facility. In the case of Bhima, the very scene in which he is

introduced itself is eloquent about those peerless virtues and rare gifts with which he is ordained. Yet

another factor that underscores Bhima’s indubitable worth is his intense love and concern for his wife

Draupadi when juxtaposed with the other four that complement the formidable wedlock of six.

Bhima stood listening to a sigh and a suppressed dirge. He could recognize that sound in

the midst of any uproar. Draupadi has fallen down. He stood beside the thorny shrubs on

the dry, cracked earth (5).

On the surface the authorial attempt is to throw light on the unbreakable and sacred bonding

that the husband feels for the wife but, before the eyes of the meticulous reader, he betrays his

ulterior motive to reaffirm and highlight Bhima’s position as the noble hero, the epitome of the whole

array of covetable virtues. While progressing with this vested interest, the writer takes maximum

care to avoid such instances which may fade the supreme glow of his hero. For instance, when it is

time for him to burst out with an open criticism on Draupadi who is an utter fiasco as an ideal wife, he
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thrusts this overtly patriarchal verdict into the revered and righteous Yudhishtir. This serves dual

purpose 1) Bhima is freed of from seen as being that rude, 2) Draupadi, the representative of the

weaker sex, is ‘duly’ abused. “I am not surprised,” says Yudhishtir, “Long ago she lost the spirit to

reach the feet of God. She loved only Arjun, as she sat in the durbar with me, her eyes were fixed on

Arjun” (6).

Bhima’s reluctance to defend Draupadi and hesitance to abandon her is a clever paradoxical

instance contrived by the author. The result is plain, the readers’ admiration for Bhima conquers new

peaks and so too is their contempt for the capricious and feminine (which is usually equated with evil

in the patriarchal set up) Draupadi. Draupadi’s culpable inability to gauge the depth of Bhima’s love is

vaguely yet triumphantly insinuated through many similar instances. Finally it is for the sake of the

forsaken and impoverished Draupadi that Bhima renounces even the very ‘summum boum’ of life on

earth, ‘Moksha.’  “Bhima forgot the cardinal law of the last march. He turned round…. At a moment

when he had forgotten all rules and strictures, he turned his back on the beckoning mountains” (6).

Once more the told and retold story of the temptress leading Man away from the Father and

His heavenly abode is repeated, but under a new guise. Here, on the face of a crestfallen Draupadi,

Bhima sees the ebb and flow of a powerful current of mixed emotions. Draupadi appears to Bhima as

a mysterious being, and the author with great cunning, distorts her mental state as springing from a

plea to be forgiven, or a warm expression of gratitude, or a husband curse against the cruel fate.

Darupadi’s silence, which is too stubborn to be broken, is misrepresented by the male genius as the

vaulting guilt that preys on her mind and the guilt is the natural product of grievous sins committed by

the whimsical feminine entity. “She looked up at Bhima’s face as he sat embarrassed not knowing

how to help her. Bhima noticed silent questions crowding her face” (7). Once again, Draupadi’s silent

apologizing contrived by the author with great cunning highlights Bhima’s glory at the expense of the

other.

The novel, from the very start to the catastrophic finale, is replete with instances in which

man, the mighty sex; assert his superior dominance on various planes. Woman’s inferiority and need

to be submissive are reiterated so that she finds herself eclipsed by the male sovereignty physically,

mentally and intellectually. M.T makes his pro-patriarchal stand quite pronounced. Half the bulk of

the novel is dedicated to the praise of martial prowess and intellectual accomplishments of Bhima and

his illustrious brothers. The very same author, when it comes to the shrewdness of the female protagonist,

takes of an alleging tone rather than that of admiration. Also, as against the privileged male sex,

women are diagnosed with culpable deviousness when they display interest in statecraft and diplomacy.

Kunti, who considers the savage woman and her five children as expendable ransom and Draupadi

herself, who hatches evil tactics to tighten her hold over the queenly crown are depicted as root of all

evils. The critical reader is struck by the author’s zealotry to lay stress on these aspects that inevitably

end up in tarnishing the honour of these women.

Draupadi is not M.T’s heroine and he makes it a convenient pretext to eclipse her personality

and perspective with those of the Man Bhima. The stress, justifiably lies on the hero’s thought mechanism

and behavioural domains and reactions; the phenomenal expertise that M.T reveals in this process is

conspicuously absent in the portrait of Draupadi. Consequently, unlike Bhima, Draupadi has no past,

and her acts have no reasonable justifications. She is but a doll that dances to the played tone of

patriarchy and finds her lacking in a voice to make her known. She becomes yet another feminine

stereotype that personifies suffering and silent submission, the two great female virtues praised by the

other sex.

The negligence suffered by man is worthy of M.T’s consideration but the same mishap that

haunts Draupadi both as an individual and more importantly as a woman who is discarded by the
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androtext. Draupadi’s hardships are the natural outcome of her own actions and the writer makes his

stand clear that none except her can be responsible for that hence the trivialization of the woman’s

sacrifice- truly an age old hobby of the manly eyes that sees woman as all flesh and womb. Draupadi

is ruthlessly charged as being born with the mission of sowing seeds for absolute and ultimate

destruction. M.T’s Draupadi  too is a mute, inglorious and inanimate object.

In Draupadi’s unfortunate woman life, one sees the father who gifts his daughter to the

illustrious Pandavas, knowing full well that she is to be duly shared by them. This object- status

predominates as the story develops: when the husbands with all their might and authority, drew definite

boundaries for her love and loyalty on the turn-basis, and when trying desperately to cover her disrobed

honour before the vulture gathering (that included her husbands too for whom she was a mere ‘play-

thing’), when silently acquiescing in to the husbands’ desire for other women, and ultimately, when

she discovers herself as being no better that a pawn- thing. These circumstances are enough and

more to crumble and shatter the life of an ordinary woman and in bearing these tribulations Draupadi

presents herself to be an entity beyond the ordinary. However, the writer, instead of exploring this

enormous whirlpool of sorrow, disgrace, resentment and mental strain, undermines it out rightly in the

most undesirable way. M.T’s thrust point is the way Bhima looks at Draupadi, a woman viewed

through the eyes of a man. Her heart-breaking lamentations, fierce swearing and labrynthine thoughts

are never the author’s cup of tea. He utilizes the hardships of Draupadi to create favourable atmosphere

for Bhima to emerge with the noble quality of compassion.

Draupadi’s marriage was a typical one of convenience. The entire ‘Swayamvara’ drama

was pre-ordained and Draupadi is given away in marriage with five men- a clear case of polyandry.

Here the word ‘swayamvara’ is stripped of its meanings and throbs with bitter irony. The bride is

given no other choice and is denied the right to protest. Karna who proved himself to be an equal rival

to Arjun for Draupadi’s hand, at least for a moment wins the love and admiration of the princess and

could it be true that during one of those moments she whispered the name of Karna to her heart as its

conqueror? Nowhere does M. T state that it was Draupadi who rejected Karna, the charioteer’s son,

on grounds of societal status and other necessary accomplishments. Then on what grounds does the

author state that Draupadi was eagerly waiting for Arjun it is to be rightly suspected as yet another

patriarchal technique of tyrannically attributing meanings to the feminine silence. What the Pandavas

saw in Draupadi was an easy route to embrace their kingdom through the shortcut of the newly

established kinship with king Drupada. The chaste and humble fancy of the blushing bride is absolutely

lost sight of. “ Yudhishtir announced that if Drupada could become our relation, that very moment we

could announce that the Pandavas were alive” (80).

Singing dirge to her maidenhood, Draupadi enters her new home where she is welcomed by

an array of setbacks. Whatever it may be, M.T reveals his loyalty to patriarchy by refusing to lay bare

the cryptic interest that drags Draupadi on to the common plate to be shared by the brothers. Instead

he covers it with a protective shield made out by combining the tool in disguise, the mother-in-laws’s

chastisements especially those done in the name of ethical necessity. The animal passion for Draupadi’s

feminine flesh is cleverly given the pretext of the promise given to the mother. And the blame is again

on another woman whose is sinful enough to weave power tactics which usually is part of

statesmanship.

M.T takes care to bestow an initial tone of disapproval on Bhima’s mouth when it comes to

the issue of practicing polyandry. But without much delay the reader finds another Bhima who betrays

silent complaints against Draupadi who had made him wait for long. This impatient eagerness speaks

volumes about the masked carnivore within Bhima, within every man. It is equally possible that there

might have been frequent quarrels among the five as the sex ratio in the wedlock is highly imbalanced.
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In all probability, Kunti must have suggested polyandry as she might have thought it to be the only way

out. But the story came out through Vyasa and his successors, it was manipulated as the outcome of

Kunti’s adamancy and the menfolk were freed of disgrace.

All these incidents underscore Draupadi’s status as a tool by which her masters fulfill their

desires and achieve whatever they are fascinated by. She is never endowed with human faculties like

free thoughts and welling up of emotions. She is even denied the feminine bliss of submitting her

unravished virginity to the man whom she has chosen to be her husband. Instead the revolting decision

is imposed on her in which she must give herself to her brother-in-laws before to her husband. The

shock and deadly grief wrought by such a cruelty is much more than enough to crush the so-called

fragile mental make-up of a woman. How can Draupadi help lamenting at least within the private

room of her own? Even her devotion and prime concern for her rightful husband is declared by Bhima

to be a grievous flaw. Also, her preferring Bhima to Arjuna in fighting Jarasasandha during the

‘Rajasuya’ ceremony, is given meanings about which she was truly innocent. Bhima’s masculine

prowess in reading between the lines testifies a man’s inability to consider the virtuous side of the

feminine heart, the purity of her intentions.

M.T’s version of Bhima’s love is an idealized one as being immaculate and perfect and he

epeats this in a parrot fashion via the stories of the golden lotus and the legendary oaths. But it is plain

indeed that Bhima’s much eulogized ‘love’ never finds its way to the woman’s heart instead it stops

where the carnal bliss ends. Why on earth should one call this phenomenon as ‘love,’ especially when

the lexicon provides a more apt word ‘lust’?

Woman’s chastity is always fathomed according to the scales invented by the masculine

shrewdness. In such an attempt he considers moral and ethical codes as flexible and even expendable.

Examples are numerous within the novel, such as the practice of polyandry and the public dishonouring

of Draupadi. The temporal setting was one in which polygamy was quite common but polyandry was

rare. However, the five-fold defilement of Draupadi’s body is given the safe cover in the form of yet

another tactic, the devising of the concept of ‘eternal virginity.’ Yet another excuse lies in the previous

birth in which Draupadi prayed five times in the whole, for a virtuous husband. However, either

because of the lack of authenticity of such a story or because of its professed meaninglessness, M.T

abstains from giving such a dimension to his version. It proves to be favourable but fails miserably to

ventilate the grievances of Draupadi no matter how very heart-rending they are.

Draupadi is portrayed as rash and capricious as she madly demands the killing of Keechaka,

the one who had tried to molest her, again while sending Bhima to procure the golden lotus and even

while she ridicules the arch enemy, Duryadhana. Her despised status as the seed of ultimate destruction

is repeatedly confirmed. To the themes culled out from the sacred puranas, M.T bequeaths a new

vigour and novelty. Even then, Draupadi’s picturization as the successor of those enchanting female

beauties that intoxicated and seduced the austere sage Viswamitra and the naïve celibate Rishyashringa

is carried out quite unhampered. Draupadi wields her alluring sway over the ‘upright’ male hearts

with her dark complexion that resembles the divine grace of Lord Krishna. For the Pandavas, she is

more of a show-case thing than a wife, or at the least, an individual. Draupadi apparently seems to be

the Indian version of Keats “Ia belle dame sans merci” and Bhima who is persuaded into the quest for

the golden lotus appears to be the innocent victim whose heart is throbbing with love in its purest

form.

Draupadi is guided by whims and fancies, and this is a much despised quality within the

feminine entity which was discovered and branded feminine by the masculine might, hence

unquestionable. Draupadi who had expressed her desire to accompany Bhima to get a full view of the

magnificent ‘Shilanjalam,’ later changes her decision for reasons unknown. It remains a mystery for
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Vyasa, but the shrewd patriarch in M.T adds it to the numerous indiscretions of Draupadi. Consequently,

Bhima loses those beautiful moments with Draupadi as the latter is lost in telling the legends of the

heroic Arjun and so shameless of her, she, dreams of her beloved Arjun while on Bhima’s bed.

Draupadi’s fallen state needs no further clarifications but Bhima wins all sympathy by proving himself

to be the most unfortunate husband ever lived.

Beauty, the word has as its meaning a beautiful woman also. Beauty is an ornament and

weapon for the womenfolk. But many times it proves to be a curse in disguise. At the swayamvara

juncture, the humiliation suffered by Karna finds its payment-back through the disrobing of Draupadi

at the royal hall. The Bharata tradition glorifies woman’s honour, but, at this particular instance,

Draupadi’s honour is being questioned on grounds of polyandry and the precepts of chastity. These

piercing questions that challenged and haunted Draupadi are neglected in Second Turn and thus the

pangs of womanhood in its entirety, are veiled so that the sole attention of the readers may be fixed on

Bhima. The insulting howls at Draupadi are not that much voiced in M.T as he feared that may tarnish

the honour of the heroes, who are to be his beneficiaries. Draupadi’s suffering is wrought by the insult

unleashed on Duryodhana at the Indraprasta and thus goes the cause- effect action- reaction equation

of the male chauvinists.

It is the general trend of the world from times immemorial to understate and undermine the

patient suffering and perpetual pangs of women. Draupadi’s case too is not different. Draupadi, in

actuality, is the last word for feminine suffering but the intensity of her pain is trivialized by attributing

those ‘womanified’ vices to her. M.T’s Draupadi is envious, opportunist, vain, luxury-crazed, and a

notorious power-maniac. Thus, when she is being shared on bed and later forced to share Arjun and

Bhima with Subhadra and Balandhara respectively, her grief is never given ventilation and if she

suffers, it is portrayed to be a well deserved thing. As in the words of Baladhara, “I doubt if she even

saw me properly. I think she may have seen me as a shadow when she looked at something in the

distance” (109).

M.T diagnoses Draupadi with fierce addiction for power. Though he promises of not altering

the basic frame work built by the first Vyasa, M. T’s frequent instances of keeping silence betray his

defying that claim. In an instance where Yudhishtir makes the clear suggestion that let Bhima be the

next king, but later he himself gets ready for being anointed with royalty. What happens in between is

mystery. But M.T is arrested by his own statement that a story writer is obliged to do; decode the

cryptic aspects behind the organic growth of the plot. Subsequently he puts the blame on mother

Kunti and the much sinned against, Draupadi, women, no doubt, are always at the receiving end.

Vyasa’s silence is clearly transformed as the fatal weapon against womanhood and its dignity. It is

with clear set of prejudices that M.T approaches the character of Draupadi: “Taking into consideration

the stability of her own position, Draupadi- an expert in argument- could not have remained silent”

(introduction 17).

M.T dedicates volumes to muse on the unjustifiable eagerness on the part of Draupadi to

maintain her queenly glory. Those eyes that witnessed the bloody deaths of sons and grandsons seem

to give out a greedy glow when they come across the grandeur of power. Bhima himself stigmatizes

Draupadi on this account. As in the words of Bhima; “Right across us was Draupadi on the seat for

the royal consort. I noticed the fragrance of the sandalwood paste and the rustle and glitter of the silk

dress. She was supremely satisfied. No recollection of her dead sons bothered her now” (242). When

referring to the story of vidula, Kunti says that fruitless love is fit for a female ass only; it actually

fortifies M.T’s argument. However M.T is unpardonably blind towards a different version of Draupadi

in which she wholeheartedly accompanies her husbands to live in the limited comforts of the forest.

This Draupadi is a perfect antithesis of the queenly figure drawn before that falls head over heels
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before the tempting sight of power and regal luxuries. Unfortunately, M.T prefers the second one to

the one that voluntarily takes on the part of difficulties and sacrifices out of love. It must be surmised

that M.T alarmed by the possibility of Draupadi winning the considerate attention of readers hence

her portrayal as a disgustingly nagging wife who torments her husbands with a series of complaints

and silly grievances.

Draupadi, according to M.T, is an indelible blot on the dignity of wifehood. She fails to discern

the depth of Bhima’s unconditional love. Again as a wife, she makes the most cunning use of her

husbands in order to achieve her goals. But what else can she expect from those spineless structures

that could not even save herhonour even the cruelly smitten Bhima sat tongue-tied in the gallery,

spectating his sweet-heart being peeled off till the divine intervention comes to the last minute rescue.

Draupadi when follows her husbands into the darkness of the forest, presents herself to be the true

devotee of dharma, but this lady who treads thorny paths because of her power-lusty husbands is

invisible to the chauvinistic eyes of the author or rather he never takes pain to overcome this blindness

imposed by gender bias.

Conclusion

All those attributes with which the passing years has bedecked womanhood are meticulously

observed and taken up by M.T and he makes the optimum use of them within his Second Turn while

moulding his own version of the much misunderstood character of Draupadi. Through a series of

overt and covert attacks launched against womanhood, M.T becomes the chief figure among the

numerous spokespersons of a male dominated society. M.T’s Draupadi is a microcosm of the female

world in the masculine perspective. As in the essay “’The Blank Page ‘and Issues of Female Creativity,”

Susan Gubar states that male writers often use literature as a way to create women the way they

would like them to be in real life; women are the “blank page” upon which the male writer pens down

his prejudices. In other words, the female in fiction is an incomplete being until the male author shapes

her with his patriarchal chisel. This insensitive attitude of labeling the female as a ‘blank page’ shuns

her in life and literature.
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“Waiting” For The Barbarians?!: A Study

Comparing The “I” in Waiting For Barbarians

With “Kurtz” in Heart Of Darkness

Abstract

J. M. Coetzee is one of the famous writers of the

twentieth century whose mission in writing is to redefine many

of the aspects we now brand as colonial and postcolonial.

His early writings were primarily against colonialism and racial

discrimination. His works after the 1990s share with the

readers the postcolonial experience of the newly freed South

African Republic with all its teething troubles. Coetzee’s

mission is to find a universal nature to many of the present

day phenomena like colonialism, post colonialism, imperialism,

independence, new republic, militarism, exploitation, power

craze and neo colonialism. Coetzee is an external examiner

or reporter of the world scenario whose observations help

the reader to either subscribe to his viewpoints or draw his

own. Coetzee can be considered a success in writing as an

observer of global issues. Bernard Levin considers that

“Coetzee knows the elusive terror of Kafka” (np.). His writing

is often pointed and even though it is not directed to anybody

in particular it often finds its mark which is basically the

megalomaniac rulers of the world. As Africa is a continent

with a number of coup d’états and such megalomaniac rulers,

Coetzee is never at a loss to get sufficient examples to prove

his theories. The violent history and politics of his native

country, especially apartheid, has provided Coetzee much raw

material for his work, but none of his books has been censored

by the authorities. Often he has examined the effects of

oppression within frameworks derived from postmodernist

thought. Coetzee’s reflective, unaffected and precise style

cannot be characterized as experimental, but in his novels he

has methodically broken the conventions of narration.

Introduction

Waiting for the Barbarians is a novel published in

1980. Nadine Gordimer commented on it thus:

J. M. Coetzee’s vision goes to the nerve centre of being.

What he finds there is more than most people will ever know

about themselves, and he conveys it with a brilliant writer’s

mastery of tension and elegance. (blurb).

Dr. Appu Jacob John

Department of English

St. Albert’s College, Ernakulam
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The Listener commented that:

Waiting for the Barbarians is a book with the frightening clarity of a bad dream. It is powerful and

provocative, and the author’s evident anger and pity are not allowed to turn a subtle work of the

imagination into a political pamphlet. (blurb).

The book is a bold yet general survey of the colonial situation all over the world. Coetzee tells

us about an unnamed empire whose distant frontiers are supposedly suffering from a threat from

outsiders who are branded as “Barbarians” by the authorities. The authorities have never seen a

barbarian before but they firmly hold the belief that the latter are a constant threat to their existence.

So the imperial capital sends a section of the Royal Militia under a Colonel, who hides his true self and

poses as a different person before others. They torture all and are not able to find any trace of an

aggression from the poor, illiterate “Barbarians”. The military men go in search of their barbarian

adversaries and are absolutely unable to find any of them. Their lack of knowledge of the adverse

conditions of the land and of the nature of the people causes them to fail in their mission and thus

unleash a period of unrest in the land. Peace is restored in the frontier province after many days of

trouble when they find that the “Barbarians” are not a threat to them.

These incidents happen in an imagined fairyland but there are real life models who are like

the “I” or the protagonist in Waiting for the Barbarians. If a careful study undertaken one can find

many texts related to Coetzee’s narrative. One such text is Heart of Darkness by Joseph Conrad. It

can also be read as a sequel to Waiting for the Barbarians. Joseph Conrad was one of the greatest

novelists of the Victorian era. His novels through their unique adventures lay bare the mind of the

English youth for the close examination of the readers. He was a naturalised Englishman with an

aristocratic Polish origin. One of the major faults with his novels when viewed in the modern day

context is that they often are “armchair travelogues”. Even when he was an official in the merchant

navy travelling from place to place his novels lack authenticity. He is often considered as a writer

favouring colonialism due to his aristocratic background. Many of his admirers call him “the Polish-

born English novelist and short-story writer, a dreamer, adventurer, and gentleman”. In his famous

preface to The Nigger of the Narcissus Conrad crystallized his often quoted goal as a writer:

My task, which I am trying to achieve, is by the power of the written word, to make

you hear, to make you feel - it is, above all, to make you see. That - and no more, and

it is everything. (iii).

Among Conrad’s most popular works are Lord Jim and Heart of Darkness. Conrad

discouraged interpretation of his sea novels through evidence from his life, but several of his novels

drew the material, events, and personalities from his own experiences in different parts of the world.

Being an official in the Merchant Navy, Conrad sailed to many ports of the world, including Australia,

those in the Indian Ocean, Borneo, the Malay states, South America, and the South Pacific Island. In

1890 he sailed in Africa up the Congo River. The journey provided much material for his novel Heart

of Darkness. However, the fabled East Indies particularly attracted Conrad and it became the setting

of many of his stories. While making his first voyages to the West Indies, Conrad met the Corsican

Dominic Cervoni, who was the model for his characters filled with a thirst for adventure.

Heart of Darkness was based on a four month command of a Congo River steamboat, but

in the novel the experience becomes analogous with a quest for the inner, eternal truth. Conrad gave

Marlow his boyhood dream about penetrating into the heart of the continent. In the mid-1870s Henry

Morton Stanley made his legendary journey up the Congo River to find the great missionary David

Livingstone, funded by the National Geographic Society. His experiences and revelations of the

commercial possibilities of the region had resulted in the setting up of a trading venture. The accounts

of Commander R.H. Bacon, who travelled in Benin, described the horrors of Africa: “... everywhere
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death, barbarity and blood, and smells that it hardly seems right for human beings to smell and yet

live!” (np.). These two texts were influential in the writing of The Heart of Darkness.

One major fault of The Heart of Darkness is its artificiality. To justify this Conrad himself

writes in The Heart of Darkness “We live, as we dream – alone”. Here he clearly justifies himself

interpreting his dream. The narrator, Marlow-who perhaps is not so reliable-depicts to his friends a

journey in Africa, where he becomes curious about a man called Kurtz. Marlow works for a company

that is only interested in ivory and he witnesses the suffering of the native workers. He goes on a

journey to reach Kurtz, an agent whom Marlow expects by his reputation to be a “universal genius,”

an “emissary of pity, and science, and progress, and devil knows what else”. As they near the inner

station of the company, they are attacked, and Marlow’s helmsman is killed. At the station they meet

a Russian who idolizes Kurtz. Marlow finds a man who has made himself the natives’ god and who

has decorated the posts of his hut with human skulls. Marlow tries to get the seriously ill Kurtz away

down the river, but Kurtz dies: “He cried in a whisper at some image, at some vision - he cried out

twice, a cry that was no more than a breath – “The horror!The Horror!” (89). Back in Europe

Marlow lies to Kurtz’s fiancée, that “the last word he pronounced was - your name” (94).

In Conrad we see people hunting down Kurtz or another “I” for deserting or associating with

the enemies. Marlow, the one who goes in search of Kurtz here is the benevolent version of Colonel

Joll in Waiting for the Barbarians. There is one problem faced by Heart of Darkness - a problem

faced by almost all the novels of Conrad. The novels of Conrad start as an anti-colonial venture, but

in the end they tend to represent a colonial set up or the victory of the colonists over the colonies.

Kurtz here is very much similar to “I” in his treatment of the natives. The aim of this study is to

compare and contrast th2e “I” of Waiting for Barbarians with “Kurtz” in Heart of Darkness. This

equation becomes significant because it helps in finding and analysing many of the universal elements

of colonialism and imperialism present in both of them.

Waiting for the Barbarians=Heart of Darkness

Irving Howe in his essay “A Stark Political Fable of South Africa” and David Atwell in his

essay “Reading the Signs of History: Waiting for the Barbarians” argues that the entire landscape set

by Coetzee is a mythological sphere by which he wants to prove some “universal facts”. In fact what

Irving Howe finds is that these universal facts and truths about colonialism, aggression, imperialism

and slavery are what we find in almost all parts of the world. Coetzee through a number of well-

framed metaphors tries to produce a universal platform to discuss these ideas. What is the purpose

for which Coetzee has produced such a tale? Irving Howe answers this as

Mr. Coetzee tells the story of an imaginary Empire, set in an unspecified place and

time, yet recognizable as a “universalised” version of South Africa. This allows Mr.

Coetzee some esthetical distance from his subject, for even while remaining locked

with the history of his moment, he isn’t completely at the mercy of its local chaos and

ugliness. The result is a realistic fable, at once stark, exciting and economical. (np).

This idea of universalisation of the basic realities of colonialism, aggression and slavery is

seen throughout the novel. Being a South African and a Boer or person of Dutch descent Coetzee is

quite conversant with these facts. Coetzee is a member of the colonised community while the “I” or

the magistrate is from the coloniser community. The tale becomes once more interesting and

universalised, as all the characters except Colonel Joll and his henchman Mandel have no names.

They are just mentioned as “I”, “the girl”, “he”, and “she” or by specifying the various interpersonal

relations. By doing this Coetzee makes the story happen anywhere on this earth. The coloniser in both

the tales becomes the colonised as the tale progresses. So the study becomes interesting since both

the books have many similarities.
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In Heart of Darkness the hunt for Kurtz starts as the search of the coloniser for a deserting

official. A number of people take part in the search. None of them clearly knows him. He is a mystery

to them. At first all blame him as a thief stealing the company’s wealth.  Only Marlow is somewhat

conscious about the mental status of Kurtz. He makes allowances for Kurtz’s behaviour as being the

result of his secluded life in the distant colony far from his peers. In the end even after Kurtz is killed,

Marlow is still puzzled trying desperately to come to terms with Kurtz’s life as a company official and

as a tribal chief.

Equating “I” to “Kurtz”

The Magistrate of one of the towns of a fabulous empire - “a responsible official ... serving

out my days” - is Coetzee’s unnamed central character. This magistrate or “I” - as he is narrating to

us his story - is the key character in Waiting for Barbarians. Irving Howe comments that

The Magistrate’s voice, the voice of a moderately corrupt yet not brutal man who

surveys his realm with a lax good nature, fills out the book in an unbroken present

tense. This Magistrate serves two purposes, as the eye that sees the action and as a

voice that comments. (np).

The story is about the life and times of “I” the Governor of the frontier province of the

empire. For years under the wise leadership of “I” the frontier province existed in a peaceful state.

Those on the other side of the border are known only as “Barbarians”. The questions about the early

life of “I” about his family, friends etc. are not discussed. The only known fact about “I” is that he has

been the governor of the frontier province for years. The “I” has a very loose character and he is

attracted to the Barbarian girl. He cares for and caresses the girl. But his real motive is under

suspicion. People tend to think that his primary intention was to seduce her.

Dominic Head in the essay “An Ethical Awakening: Waiting for the Barbarians” from his

book J. M. Coetzee says that

His (magistrate’s) unquestioning faith in judicial procedures, his refusal to doubt guilt,

the association he perceives between pain and truth/ enlightenment, his fascination

for the tortured body – these are all factors in the novel’s analysis of Empire. (np).

This is surely the correct picture of the “I” in the first part of the novel. The affinity towards

torture and torturing others is an interesting aspect we see with reference to the colonists.

“Kurtz” is not always a comparison to the “I”. Kurtz can be considered as an equivalent to

the “I” or magistrate after his persecution. Kurtz is a mystery while the magistrate is a clear character.

Kurtz has experiences similar with those of the magistrate. The reason why Kurtz joined the other

side is not clearly defined. He leaves Marlow and the readers in a state of bewilderment. They are

unable to really understand the true state of affairs. Marlow is not able to judge according to the

situation, as he is the Imperial Law’s servant.

The Milieu

The landscape in Coetzee has a mixture of all kinds of climate like the prominence of the four

seasons, complex yet coexisting landforms like deserts, snow-capped mountains, rivers, riverbeds and

valleys. No other type of animal except some domestic ones, are mentioned in the book. On the

whole, Coetzee concentrates in the book on man as an object for thorough study and makes his novel

an authorised text which the readers keep on remembering long after they have completed reading it.

Such a presentation fulfils his intention to highlight that all this can happen anywhere in the world.

Thus Coetzee once again draws our attention to the universality of colonialism.

The story of Heart of Darkness is believed to take place in the Congo. Many critics say that

young adventurous Conrad was for some time the Captain of a steamboat in the Congo. Memories
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about the primal life of people and pristine nature might have influenced Conrad’s writing. Marlow,

Captain of the “Nelly”, describes each bend and current of the Congo River precisely. This precision

is due to the writer’s own experience. The only aim for all the characters in Heart of Darkness is to

catch Kurtz. So there is no mention of any of them showing any interest in the colonised cultures.

Kurtz’ interests are not revealed by the author.

“Waiting” for the BARBARIANS?!

The term “Barbarian” is used by Coetzee to denote the unknown “neighbours” of the nameless

empire. This term has a derogatory meaning in colonial parlance. The colonisers who considered their

culture superior to all other cultures claimed themselves to be elite and the colonised as barbarians or

uncultured people. This they boasted without having any idea about their culture. This was done as

part of the colonial propaganda agenda and their intolerance towards other cultures. This is the same

attitude we see in Macaulay’s Minute on Education; classifying ancient Indian wisdom as silly old

wives’ tales. This is the same attitude we find in the Spanish conquistador Pizarro’s journals. This is

the same attitude we find in many slavers of the Africa and the conquerors of the East. This can also

be considered a representation of perverted Occidental mentality, which later came to be known as

the “White Man’s Burden” to civilize the whole world. The use of the definite article “the” in the title

once again thoroughly says the status of the “Barbarians”.

The most ironic thing in their attitude towards the colonised is that many of them considered

their colony like India as the “Jewel in the Crown”; even though they considered the natives and their

culture as “Barbarian”. An authentic fact about the “Barbarians” is that it is their fruits of labour that

the colonisers enjoyed. In fact the sweat, blood, toils and tears of these “Barbarians” have made all

the great empires in the World. The title of the novel referred to a poem by Constantine Cavafy: “and

now, what will become of us without /barbarians? /These people were a kind of solution” (3). David

Atwell comments on this as

In the poem by C. P. Cavafy of the same title as the novel, the barbarians enable the

Empire to array its forces, reconstitute its hierarchies, displays its symbols - in short,

to refurbish itself as a complete political and semiotic system. When, in the poem, the

enemy does not materialize at the city gates, the Empire’s nervous pleasures of

anticipation quickly lead to confusion and despondency. (np).

The “Barbarians” of Coetzee have a mystic nature. No one knows their true identity and

their existence. The reader is given only certain hint that once there existed a great barbarian civilization.

Barbarians are a simple, peace loving folk who are made a national threat by the “Third Bureau” or

the military intelligence who make mountains out of molehills. Such an attitude is actually a camouflage

for the colonising mind-set of the empire and its bureaucrats. This is what is happening in Iraq and

Afghanistan these days.

There is another set of people called the “fishing folk”. They are very much marginalized.

They can be considered as the representations of ancient tribal cultures. They lack good leadership

and therefore are unable to resist the oppressor who tortures them without any qualms. Their crops

are burned, their huts destroyed and their life ruined.

In Heart of Darkness, the natives are considered barbaric by the way they are presented.

His presentation makes them look more barbaric than anyone else. Conrad effectively evokes a

dream like image of the jungle by using strong words to describe the natives’ appearances, characteristics

and presumed behaviour. Very common in his descriptions are the use of very strong and passionate

words like “wild” and “intense”. For example the description of a boatload of natives paddling

downstream is distinctly primitive. He says: “they shouted, and sang… their bodies streamed with

perspiration; they had grotesque masks…but they had bone, muscle, a wild vitality and intense energy

of movement….” (40).



13

In contrast a comparison with the author’s description of a white, affluent, suggestively desirable

race, make them appear artificial, sloppy and lethargic; clearly seen is the following phrase, “flabby,

pretending, weak-eyed devil of a rapacious and pitiless folly”.

Another obvious implication of a primitive and savage culture which gives the reader the

illusion of wildness is the author’s use of the word “cannibals”. By using the word cannibal the author

implies a savage and uncivilized race, since both the word and the act are abrasive especially in the

context of the period in which this text was written in 1900’s. Back then the idea of natives in the

jungle was a proven fact not a rumour or fantasy. Already afraid of this reality the use of the word

made the image of the native more frightening and convoluted, whereas today, cannibals are hardly a

threat at all since the likelihood of their existence is purely fiction.

The action of “Waiting” too is another fact that is confusing. “What/whom are they waiting

for” is the immediate question. We can say in a rough manner that they are waiting for the Barbarians.

But in reality are the Barbarians going to attack the empire? Coetzee does not ever tell us that they

are going to attack. Instead he only gives some allusions that they are a peace loving people. The

Army retreats but still the people have fears about what is going to happen. They are tense but in the

end they find that they are waiting for nothing. This new knowledge somehow becomes old as they

have adjusted to their new realities. The cover page of the Penguin edition of Waiting for the

Barbarians has a picture of a boy setting up scarecrows dressed up in soldier’s uniform on top of the

frontier town’s walls. This picture depicts how the “waiting” has become ritualistic. This ritual too has

found a place in their daily life. They are like Vladimir and Estragon waiting for Godot in Waiting for

Godot by Samuel Becket. This sort of a waiting also exists in our everyday life; we as a nation are

lying in wait for all types of barbarian or enemy aggressions. In that sense the novel is also a satire

against the mad arms race conducted by various nations in our world.

As concluding remark one should say that it is actually Colonialism and Imperialism that

made people Barbarians, first by branding innocent peace loving people as Barbarians, second by

denying their indigenous cultures and forcefully making them adopt the coloniser’s ways, third, even

after giving them independence, by dumping their unwanted articles to the colonies and by starting a

neo colonial system. Good examples of this are the civil wars raging throughout the world. If we

examine their causes it is generally for power-an indigenous attempt to imitate the Western coloniser!

The Girl

“The Girl” another nameless character is the heroine of the story. “The Girl” is in a sense the

cause of all the sorrow. “The Girl” is the image of the colony. The magistrate’s care for her is the

pretext with which all the colonisers start their venture. Theirs and the magistrate’s true desire are to

sexually abuse her. This sexual abuse is the image of the drain of the colony’s wealth into the coloniser.

The girl is injured and is a barbarian. The first problem in the magistrate’s caressing her is that

he is going against the colonial notion. The magistrate or the representative of the imperial government

should not care for a Barbarian especially since they are enemies. The magistrate goes one step

further as he goes out to make contact with the Barbarians. This becomes even graver as he is

betraying his parent country. These are the two charges levelled against him.

The girl is an inimitable character. She is a character found only in Waiting for the Barbarians.

Heart of Darkness on the other hand is the search for a culprit. The colony here is the ultimate

source of wealth. So anybody who is stealing the wealth of the colony should be prosecuted.  The fact

that the coloniser himself is the chief robber of the wealth of the colony is conveniently forgotten. This

is the mission of Marlow, to capture and execute the thief. Here the colony is viewed as a vast mine

of resources and the natives, to whom all these wealth should go, as mere savages.
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The Third Bureau

The name “Third Bureau” sounds similar to the German “Third Reich” of World War II.

What makes the Third Bureau to come to “I” s empire was the news about two imperial horsemen

found dead strapped onto their mounts. There is no sort of an enquiry about the death. Instead it is

considered as a warning from the barbarians. A Colonel Joll, who always hides his eyes behind dark

glasses, heads the section of the bureau that comes to the town. The name too sounds odd and

unfamiliar.  What Coetzee thus achieves is the universalization of militarism. The name “Joll” and the

descriptions in the first chapter give the readers a picture of a jolly person. But Joll is jolly only when

he is pursuing the ordinary barbarians. Joll and his henchman Mandel, a name similar to the word

“mental”, subject various barbarians to different types of torture. The novelist gives a constant reminder

of this throughout the novel by mentioning the soot left on the wall of the barracks, which had been

used as the torture room. Colonel Joll brushes aside the possibility that the barbarians may be innocent

of any revolutionary plans. There is a remarkable description of how he conducts an interrogation:

First, I get lies, you see -this is what happens - first lies, then pressure, then more lies,

then more pressure, then the break, then more pressure, then the truth”. Or as the

Magistrate sardonically restates the torturer’s creed: “Pain is truth; all else is subject

to doubt. (36).

Unable to control the emissaries of the Third Bureau, the Magistrate wants to dissociate himself from

their methods even as, in all honesty, he has to admit that he and they are both servants of the Empire.

Later the Bureau tortures the magistrate himself alleging an allegiance between the barbarians and

the latter. He is imprisoned in the same barracks room where the barbarians had been interrogated.

He is reduced, through humiliation and torment, to a subhuman level. This is described in the book as

When (the torturers) first brought me back here ... I wondered how much pain a

plump comfortable old man would be able to endure in the name of his eccentric

notions of how the Empire should conduct itself. But my torturers were not interested

in degrees of pain. They were interested only in demonstrating to me what it meant

to live in a body, as a body, a body which can entertain notions of justice only as long

as it is whole and well, which very soon forgets them when its head is gripped and a

pipe is pushed down its gullet and pints of salt water are poured into it. ... They came

to my cell to show me the meaning of humanity, and in the space of an hour they

showed me a great deal. (38).

The torture is dubbed under the name of humanity and is an eye-opener as to what it means to be a

man and to suffer endlessly. The cruelty becomes so cruel that even those who have not done the

crime are forced to confess to the charge rather than endure any more. The torture makes the “I” or

the magistrate; “the plump old man” (his own words) a haggard old man. However, even with all

these tortures they are unable to break the magistrate’s will. He becomes an epitome of a one man

resistance to the empire. The Third Bureau sends troops into the land beyond the frontiers of the

Empire in order to seek out and destroy the enemy. At first, reports of victory; then, a nervous silence;

finally, the troops return, dazed and bedraggled. The so called enemies have defeated them. Coetzee

describes the defeat in this way.

We were not beaten, … (the barbarians) led us out into the desert and then they

vanished! ... They lured us on and on, we could never catch them. They picked off

the stragglers, they cut our horses loose in the night, they would not stand up to us!

(40).

Colonel Joll and his men retreat; the Magistrate resumes his old authority. The Empire fades; the

barbarians remain. The fear of enemy attack is still in the air but a bit subdued now.
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The Influence of other Characters

The most important minor characters of the novel are the residents of this frontier town. The

residents are constantly haunted by the fear that the barbarians are going to attack. But the fear of

such an attack is limited only to words because the barbarians are a wandering tribe never staying

long enough to establish any claims. The Third Bureau soldiers under Colonel Joll are the true barbarians

for they have destroyed the routine of their lives. Colonel Joll stokes the tiny spark of fear in the minds

of the people with regard to the barbarians so that it blazes out in anger and suspicion towards the

latter.

Another character who should be mentioned is the little boy who brings food to the magistrate

when he is in the prison. The boy is presented as a ray of hope in the midst of adversities. He brings

some sort of happiness to the magistrate, but the boy is afraid of the magistrate. He can be considered

as the personification of the unbreakable willpower of the magistrate; the silver streak in the midst of

the darkest tortures. The servant girls are an image of the ordinary public who are silent about the

present status of the magistrate. Earlier the magistrate sexually used them. The girls were silent then

too. So they once again clearly represent the ordinary public who are forcefully kept silent.

In Heart of Darkness, Marlow’s chief helpers are a set of people who join in the hunt for

Kurtz. They are deliberate pictures of colonisers. Kurtz is a fully nationalised foreigner while Marlow,

towards the end, enjoys a median position. The natives are presented here as viewers of this colonial

drama. They are the silent viewers unable to do anything. As in the case with Waiting for the

Barbarians they represent the silenced majority or the public.

Critical Analysis

According to Edward Said’s Orientalism, the use of the term “Barbarian” is a misallocated

conclusion of the Occident about the Orient. This  miscalculation always exists. The Occident is

always attracted to the Orient, but they never truly try to understand the culture of the Orient.One of

the greatest critical aspects we see is the “Other” in all the texts. The slave-master relationship is a

binary that is found throughout all of them. The Barbarians are the slaves while the White men are the

masters. So the slave becomes the “Other” to the master and vice versa. The other’s attempt is to

question his counterpart’s existence. Yet some faults can be seen here as all the three tales are told

from the coloniser’s angle only. The colonised are mentioned in a somewhat passive manner. The

Power Politics ideas of Michel Foucault are acceptable in this situation too. Power becomes a constant

matter of discussion in this struggle between the centre and the margin. The margin consists of the

weaker sections while the centre is the collective centre of all power and authority. The centre takes

all important decisions and controls the margin.

The tendency of the “coloniser” to consider his “colonies” as barbarous is, according to

Frantz Fanon in his TheWretched of the Earth, a mental disability. Fanon’s novel idea, “Collective

Catharsis” or the purgation of colonial mind-set by a violent revolution, is not seen in any of the texts.

The coloniser in all the texts is portrayed as an oppressor and the colonised as the silent sufferer of

this colonial hierarchy. It can be considered as the inability of the coloniser to acknowledge the

colonies as equal to him in all respects. One other aspect is that the novel becomes a  representation

of life. This is a view formulated by eminent critics like Benedict Anderson in his book called Imagined

Communities. Here the “imagined community” of Coetzee becomes so real that we can link up the

various colonial experiences explained in the text to other works and to other societies too.

The novel is the ideal portrayal of colonial hegemony over ordinary people. A term reworked

by the renowned critic Antonio Gramsci, it means the superiority of a small group over a larger group.

This is an idea also discussed in The Empire Writes Back, the bible of post-colonial writing. Here

hegemony exists at two levels. At the first level the inhabitants of the small frontier province try to
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colonise the “barbarians” or those on the other side of the frontier. This first level had physical

relations and consequences. The second level is rather a cultural or mental hegemony. The few

representatives of the Third Bureau make the whole people  think that the barbarians are their enemies.

This second level of hegemony is a more serious thing when compared to the first level. The second

level creates a permanent image of hostility towards the barbarians or whoever is on the other side.

Unlike Coetzee, Conrad had no bad experiences with the colonial machinery. Conrad was a

Polish aristocrat who later became a naturalised Briton. Coetzee was a Boer descendant of South

Africa. The South African whites considered them and the native black population through the doctrine

of “Apartheid”. What is common to both of them is the fact that they also have a diasporic status like

their characters and live in a no man’s land without a proper identity. The magistrate or the “I” was

staying in this far off province for many years and now he is part and parcel of that frontier town.

Conclusion

Whatever be the faults we find in Waiting for the Barbarians, the whole text is so interesting

that the reader is absolutely captivated by the narrative. You are intoxicated with the splendour of the

story. That’s as it should be. The story I have to tell is one of the most splendid ever given man for

writing. It is as Conrad wrote in one of his letters to Henry James. “All creative art is magic, is

evocation of the unseen in forms persuasive, enlightening, familiar and surprising.” The story is so

interesting that we find only in the end that all this is the re interpretation of history. The history of  the

colonised in Waiting for the Barbarians, history of the coloniser in Heart of Darkness.

The plot thickens so much that the reader is kept on haunted by his role in the colonising

machinery all over the world. If we use Conrad’s words it will be as he says in the Heart of Darkness:

The Conquest of the earth, which mostly means the taking it away from those who

have a different complexion or slightly flatter noses than ourselves, is not a pretty

thing when you look into it too much. What redeems it is the idea only. An idea at the

back of it; not a sentimental pretence but an idea; and an unselfish belief in the idea-

something you can set up, and bow down before, and offer a sacrifice to . . . (80).

It is with these words that Edward Said starts his Culture and Imperialism. This is the true essence

of Waiting for the Barbarians.

In a final concluding remark Chris Swister says that

You won’t see the birth of a one-man cavalry in a Coetzee novel, guns blazing,

exacting revenge on the torturous regime of the Empire. You will, however, see a

man willing to suffer for what he believes in. (np).

This man of ideology - a man willing to suffer for what he believes in - is a jeopardized entity. As

Switzer says he can either be Christ or a fool. But his actions are so powerful that they give the

reader a thought to ponder in his mind. This dream sequence in the final analysis lays a permanent

imprint in the hearts of the readers. The uncertainties are cleared and like the magistrate or the “I”;

they too wake into a new world of real realities and not virtual realities.
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Blind towards one’s past: Identity crisis in

Toni Morrisson’s The Bluest Eye

Abstract

Afro American writing is a body of literature produced in

US by writers of African descendents. The works produced in this

genre explores colonialism, slavery, racial discrimination identity

crisis of Africans who migrated to US. Toni Morrisson is a widely

recognized author, who gained numerous literary distinctions

including Pulitzer and Nobel. She is a writer who made this genre

popular. Majority of her works focus on the issues like racial identity,

black feminism and colonialism. There is an urge to reclaim African

ancestry in her works. She also criticizes African Americans who

devalue their roots. The Bluest Eye is a perfect example to this. The

Bluest Eye is a novel which depicts how black girls and women

internalize white as the standard of beauty. This attitude is vividly

pictured through the character Pecola. Her desire for blue eyes,

affinity towards whiteness shows her denial of her past ancestory.

The hopeless desire ultimately led to madness, this suggests

psychological conflict she undergoes between her fulfilment of

wishes and her blindness towards her own ancestral tradition.

Introduction

African-American literature is the body of literature

 produced in the United States by writers of African descent.

It begins with the works of such late 18th-century writers

Before the high point of slave narratives, African-American

literature was dominated by autobiographical spiritual

narratives.. Writers of African-American literature have been

recognized by the highest awards, including Nobel Prize.

Among the themes and issues explored in this literature are

the role of African Americans within the larger American

society.Toni Morrison’s novels reclaiming the past is a

necessary condition of subjectivity since it restores a voice

and history to those who were deprived of the awareness of

both. In other words, it is a restoration of subjectivity. In a

postcolonial context, reclaiming the past means more than a

linear or literal recording of historical facts. Rather the process

of redeeming a past requires that victim of oppression recover

their effaced traditions and exhume previously buried

communal memories. To enable this process, the oppressed

have rallied together and acknowledged their emotional

devastation and physical wounds. Toni Morrison’s works are

based on the postcolonial feminism in which she very skillfully
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highlighted the idea of gender, race, sex and identity and similarly she also highlights the concepts of

‘talking back’ and making a space among white society. Toni Morrison hence secures a very apt

position among the postcolonial feminist who helped these thrice colonized black women to stand up

for making their own identity. The process of past reclamation and traditional recovery: thus, a means

of empowering black women against the oppressive institutions of a white culture and its impositions

of white images on black girls. 

In The Bluest Eye, Morrison challenges the Western, particularly the White, standards of beauty.

As the title of the novel shows, there are some interesting perceptions about standards of beauty. She

also explains that if whiteness is used as a standard of beauty, then the value of blackness is decreased.

The lack of love from the Black males towards Black females and children in The Bluest Eye is one

of the most significant themes. Morrison‘s emphasis in The Bluest Eye is on racism. Moreover, she

expresses influence of racism on the Black community and family also. She examines how Black

females react to the so-called White standards of beauty prevalent in the American society. In his

study of Toni Morrison‘s stance on the issue of beauty. The novel suggests that the oppressive standard

of beauty peddled by movies and advertisements ravages white self-esteem as well … but it isn‘t just

a matter of degree. Low self-esteem is an entirely different creature than self-hate.Morrison, in this

novel, focuses on the effect of change in the status of women in American community. There are two

Black communities in The Bluest Eye: one in the South and the other in the North. In The Bluest Eye

Black women characters are seen to be suffering to conform to Western   standards of beauty.

 In this novel, Morrison deals with Black women‘s experience in America, their struggle for

finding their personal as well as their cultural identities. Pecola prayed for blue eyes every night. She

believes that if she has blue eyes, they will make her look beautiful and she believes that if she looked

beautiful, someone will love her and the behaviour of others would also be different, favourable

towards her. Also, perhaps, her parents‘ behaviour would be different with her in particular and with

everybody in general. Maybe they will not fight with each other in front of her. She had prayed for

one year enthusiastically without losing her hope. She sat for a long time in front of a mirror and

looked in the mirror to understand what is the secret of ugliness which made her different from

others, the Whites, and which made her teachers and classmates scorn her. She lives in such

circumstances in which love is an adjustment effected by money, violence, dishonesty, psychological

disturbances, societal disaffection etc. Morrison depicts some of these psychological upheavals as

below: ...Long hours she sat looking in the mirror, trying to discover the secret of the ugliness, the

ugliness that made her ignored or despised at school, by teachers and classmates alike. She was the

only member of her class who sat alone at a double desk. The first letter of her last name forced her

to sit in the front of the room always.... She also knew that when one of the girls at school wanted to

be particularly insulting to a boy, or wanted to get an immediate response from him, she could say, 190

¯Bobby loves Pecola Breedlove! Bobby loves Pecola Breedlove!  and never fail to get peals of

laughter from those in earshot, and mock anger from the accused. (34) In The Bluest Eye, Pecola is

looking for beauty and her identity.

Pecola in The Bluest Eye is rejected not only by White society but is also rejected by Black

society as she is ugly. In Pecola‘s family sexual abuse and menace come from inside the family itself.

In The Bluest Eye, Morrison deals with Black women‘s repression due to their blackness as it does

not conform to the White standards and ideals of beauty and the so-called sophistication of the Whites.

The Bluest Eye makes one of the most powerful attacks yet on the relationship between Western

standards of female beauty and the psychological oppression of black women. , Black men emotionally

and sometimes physically abuse Black women and even Black children and there is hardly any respect

for Black women and Black children by their own community itself. Black men emotionally and

sometimes physically abuse Black women and even Black children and there is hardly any respect for
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Black women and Black children by their own community itself. The Bluest Eye makes one of the

most powerful attacks yet on the relationship between Western standards of female beauty and the

psychological oppression of black women.

 Black women realize their situation and restrictions of the society put on them; however, they

have positive role in their families. They look after their family, love their husbands, children and

tolerate all troublesome behaviour that comes from other cultural standards and makes them appear

as inferior beings in the society.  Pecola prays for having blue eyes with the hope that they would

change her life. “It had occurred to Pecola some time ago that if her eyes, those eyes that held the

pictures, and knew the sights-if those eyes of hers were different, that is to say, beautiful, she herself

would be different.” The omniscient narrator states what Pecola believed, that if her eyes were

beautiful then her life would be different. (46) Her prayer for blue eyes symbolizes a desire for

meeting the repeated messages of White cultural superiority. She believes that the only way she can

escape from this situation is to become beautiful through acquisition of blue eyes. She shares a

bedroom with her brother and lives with her disabled mother and her drunken father. She is raped by

her father and resultantly becomes pregnant. Her rape by her alcoholic father symbolizes the most

prominent type of sexual assault against Black females by Black males and this is also the most tragic

illustration of Black women‘s abuse as shown in the novel. She is an innocent child, but, very

unfortunately, she is made to suffer from oppression of hers by the Whites as well as by her kith and

kin like her father which is seen in the fact that she is made a victim of rape and domestic violence by

her own father. Pecola doesn‘t know the meaning of love and also she could never control her body.

Her sexual experiences are of just being raped by her father.

 The Bluest Eye provides an extended depiction of the ways in which internalized white beauty

standards deform the lives of black girls and women. Implicit messages that whiteness is superior are

everywhere, including the white baby doll given to Claudia, the idealization of Shirley Temple, the

consensus that light-skinned Maureen is cuter than the other black girls, the idealization of white

beauty in the movies, and Pauline Breedlove’s preference for the little white girl she works for over

her daughter. Adult women, having learned to hate the blackness of their own bodies, take this hatred

out on their children—Mrs. Breedlove shares the conviction that Pecola is ugly, and lighter-skinned

Geraldine curses Pecola’s blackness. Claudia remains free from this worship of whiteness, imagining

Pecola’s unborn baby as beautiful in its blackness. But it is hinted that once Claudia reaches adolescence,

she too will learn to hate herself, as if racial self-loathing were a necessary part of maturation.

In the novel, whiteness is associated with beauty and cleanliness (particularly according to

Geraldine and Mrs. Breedlove), but also with sterility. She was never able, after her education in the

movies, to look at a face and not assign it some category in the scale of absolute beauty, and the scale

was one she absorbed in full from the silver screen.Pauline internalized the white definition of beauty

and perceived people as valuable or not in comparison. She even despised herself because she was

not beautiful according to white standards. ( 122).

In contrast, color is associated with happiness, most clearly in the rainbow of yellow, green, and

purple memories Pauline Breedlove sees when making love with Cholly. Morrison uses this imagery

to emphasize the destructiveness of the black community’s privileging of whiteness and to suggest

that vibrant color, rather than the pure absence of color, is a stronger image of happiness and freedom.

Pecola is obsessed with having blue eyes because she believes that this mark of conventional, white

beauty will change the way that she is seen and therefore the way that she sees the world.

Conclusion

The black characters in the novel who have internalized white, middle-class values are obsessed

with cleanliness. Geraldine and Mrs. Breedlove are excessively concerned with housecleaning—
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though Mrs. Breedlove cleans only the house of her white employers, as if the Breedlove apartment

is beyond her help. This fixation on cleanliness extends into the women’s moral and emotional quests

for purity, but the obsession with domestic and moral sanitation leads them to cruel coldness. In

contrast, one mark of Claudia’s strength of character is her pleasure in her own dirt, a pleasure that

represents self-confidence and a correct understanding of the nature of happiness.The person who

suffers most from white beauty standards is, of course, Pecola. She connects beauty with being loved

and believes that if she possesses blue eyes, the cruelty in her life will be replaced by affection and

respect. This hopeless desire leads ultimately to madness, suggesting that the fulfillment of the wish

for white beauty may be even more tragic than the wish impulse itself.
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Cross cultural Identity: Jhumpa Lahiri’s

The Namesake as a Novel of Indian Diaspora

Abstract

Diaspora writers continue to be hung up on their national

identities even if they may not sometimes be aware of admit it

themselves. The question of identity and the dynamics of

relationship affect these writers. The writers reflect, analyze

andcriticize that particular environment and the world around them

even when they does not belonging to it.  The expatriate writer

lacks a shared memory which is often the basis of writing in one

country. JhumpaLahiri, the Indian diaspora writer, in hermaiden

novel The Namesake presents the cross cultural identity and crisis

of expatriates. The novel has an American setting; still India

continues to form part of her fictional landscape. As most of her

characters have an Indian background, India keeps cropping up as

a setting, sometimes literally, sometimes more figuratively in the

memory of the characters. The Protagonist of the novel Gogol is a

second generation Indian-American, where as his parents Ashima

and Ashoke being the first generation lives in a world of memory

and suffers identity crisis. They long for their root and thus strictly

follow their rituals and finds consolation from it. The present paper

is an exploration of JhumpaLahiri’s celebrated novel The Namesake

as a novel of Indian diaspora. The paper also focuses on the problem

of accommodation andadaptation faced by almost all expatriate

characters in the novel.

Key words: Diaspora, Cross cultural identity, Dislocation,

Alienation, Displacement

Introduction

Most societies today are multi-cultural societies and

the writers living and writing in such a society is affected at

multiple levels by both the cultures. Such a writer is constantly

in a state of flux. The writer may feel no crisis of identity or

alienation or depression especially if one is a second-

generation expatriate. The writing of expatriate writers is

generally termed as diasporic writing.The word diaspora is

derived from the Greek for ‘scattering of seeds’. It is used to

describe population migration and dispersal. Originally the term

is used to refer to the Jewish peoples forced exile from Israel

in the Pre-Christian era and their subsequent removals from

Spain, Portugal and Russia,where they had resided for well

over a thousand years. Now it refersto virtually any mass

migration. According to the critic Silky KhullarAnand, the
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term has come to mean any sizable community and sharing nation living outside its own country and

sharing some common bonds that give them any ethnic identity and consequent bonding (87). Today

there are over twenty million people of Indian origin spread across a hundred and ten countries.

Dislocation was something which ought to generate angst, thus the writers revealed the angst and

pain through their writings.

The literature of Indian Diaspora produced by writers of such diversity, as V.S. Naipaul,Salman

Rushdie, Anita Desai,KavitaDaswani, Kiran Desai,Shauga Sing Baldwin, Uma Parameswaran, Bharati

Mukherjee, RohintonMistry,ChitraDivakaruni, Meena Alexander,JhumpaLahiri,

MeeraSyal,AbhaDawesar,SunitiNamjoshi,Rishma Dunlop,Naita Rau Badaniand may others, explore

problems and possibilities engendered by the experiences of migrancy and diasporic life. In the process

of engaging and negotiating notions of history, identity, gender, and cultural and racial purity the works

of these writers debated with the suffering of migration and displacement. As a body of literature it

represents an important multicultural perspective within individual, nation literature as well as a more

global perspective, taking in the phenomenon has consequently led to the emergence of a new narrative

of travel,dislocation, displacement and up rootedness. Indian diaspora literature in English problematizes

the concepts of assimilation and acculturation in exploring the experiences of diasporic life by

concentrating on multiple aspects of life in exile.

JhumpaLahiri, the diasporic writer, was born in London and grew up in Rhode Island, travelled

several times in India and lives in Brooklyn. She belongs to the category of writers who have ‘inherited

a sense of exile’. They are identified more in the American tradition than in the field of Indian writing

in English. In her writing she addresses the themes of immigration, collision of cultures, conflict in

relationships, anxiety of migration, feelings of homelessness and crisis of identity- both American/

Indian. Pulitzer Prize winner for the year 2000, JhumpaLahiri can be categorized as a multi-cultural,

diasporic, post-colonial, marginal, South Asian women writer. As an expatriate, Lahiri stands at an

interesting border of the cross-road of culture. The space of the exile in almost all of her works

presents the pain of both longing and loss. Each one of her protagonists persistently had the feeling of

being the ‘other’ –not American enough, not Indian enough,stretching between identities.

The Namesake is the story of Gogol, named after Russian novelist Nikolai Gogol. Gogol

experiences the ambivalence of his parents who have not yet been able to be assimilated into the new

land. A constant combination of distance and intimacy binds them to their native city of Culcutta

which to Lahiri seems to be ‘a vast, unruly, fascinating city’. Ashoke and AshimaGanguli and their

children Gogol and Sonia are all exiles –who in quest of an ideal world are constantly juggling the

experiences of this family, which is sometimes afflicted with a feeling of cultural alienation: diaspora

both literal and metaphorical, referring both to the physical displacement as well as the shaping of

different sensibility. Lahiri presents evidence for the feeling of disorientation associated with immigration

through subtle details that emphasize the cross cultural differences.

The novel is a tale of immigrants,Ashoke and AshimaGanguli, who come from India and

settled in America, but keeping their own traditions intact. The Namesake refers to Gogol, their first

born, who finds a conflict with his name. It is NikolaiGogol; the Russian writer inspiredAshokeGanguli

to Christian his son as Gogol. Nikolai Gogol (1809-1852), considered as the main influence in the

development of nineteenth century Russian realism. He wasdistorting to an extraordinary power of

imagination and an intense, expressive verbal style. Gogol succeeded in expressing an optimistic

vision of life.AshokeGanguli, impressed by the vision of life expressed by Nikolai Gogol and thus

named his son. Gogol Ganguligrows up at first by accepting his name, but later rejecting it to the point

where he changes it legally as an adult. Gogol’s name represents his father’s hopes for a bright

future, stemming from a massive train wreck that Gogol’s father survived. A turning point in Ashoke’s
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life, it is this tragedy that shapes his future family’s life, taking him to America a few years later,

bringing back with him to this foreign land his wife Ashima.Throughout the novel,Gogol is haunted by

his name,and thus he changes it to Nikhil he realizes that cannot get away from it. The name seems

to make him stand apart from the rest of his classmates:

Though substitute teachers at school always pause, looking apologies when they are at

his name on the roster, forcing Gogol to call out, before even being summoned ‘that’s

me’, teachers in the school system know not to give it a second thought. After a year or

two, the students no longer tease and say ‘giggle’ or ‘gargle’ (66-67).

The novel can be considered as a buildungsroman as it describes the story of Gogol’s life: his childhood,

spent mostly in the US,with occasional long trips to India ; his college career, at Yale and Colombia,

where he becomes an architect; several love affairs – in college with an American girl,then a strange

sort of affair, including living together, with a very privileged American; then an affairs with a married

women; and finally a semi-arranged relationship followed by marriage to another Indian –a girl he had

met as a child. Gogol is a fully realized character, and very much an American born in the US with an

identity split between his Indian heritage and his American life. As for the colonial and postcolonial

west, India is a mysterious land for Ganguli family. The young ones cannot adjust with the situations

of India. They are surprised to learn that their father has planned a trip for them, first to Delhi to visit

an uncle, and then to Agra to see the TajMahal. It was Gogol’s and Sonia’s first journey outside of

Culcutta, their first time on an Indian trains. They depart from Howrah, the immense, soaring, echoing

station, where barefoot coolies in red cotton shirts pile the Ganguli’s Samsonite luggage on their

heads, where the entire families sleep, covered in the rows of the floor. Gogol is aware of the dangers

involved: his cousins have told him about the bandits that lurk in Bihar, so that his father wears a

special garment under his shirt, with hidden pockets to carry cash, and his mother and Sonia remove

their gold jewels. On the platform they walk from compartment to compartment, looking for their four

names on the passenger list pasted on the outside wall of the train. They settle on to their blue berths,

the top two swinging down from the walls when it is time to sleep and held in place by sliding latches

during the day. A conductor gives them their bedding, heavy white cotton sheets and thin woolen

blankets. In the morning they look at the scenery through the tinted window of their air-conditioned

car. As a result, the view, no matter how bright the day was gloomy and gray. During their journey

Ashima and Ashoke could manage with their broken Hindi. But Sonia and Gogol are forced to demand

for English.  Like Gogol and Sonia their parents too had a feeling of identity crisis and problem of

belongingness in their own land.

        There are three types of migration: forced migration, partially forcedmigration and voluntary

migration. Ashoke was moved to America with his own interest. In this diaspora under consideration

here, there is no external compulsion, no large scale migration. The emigration of Lahiri’s parents as

well as of Gogol’s father in The Namesake has to be understood and analyzed in the context of the

‘brain drain’ that worried many countries of the developing and under developed world. Ashoke goes

to America as a research scholar and a professor of science at MIT. When Ashoke move to the US

he is actually fleeing from the terrible experience of a train accident and is inspired by the memories

of a chance encounter with Ghosh, a pot bellied middle aged Bengali business man who returned to

India after two years in England. Ghosh come back to India because his wife was inconsolably

miserable abroad but yet Ghosh speaks reverently of England:

The sparkling empty streets, polished black cars, the rows of gleaming white houses,

he said were like a dream. Trains departed and arrived according to schedule, Ghosh

said. No one spat on the sidewalks. It was in a British Hospital that his son had been

born (15).
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As an immigrant Ashoke would have to confront social mores totally alien to him and attempts

to come to terms with this new cultural and social world. Ashima becomes lonely in the alien land. She

longs to return her home with her child. Her desire to be with her parents is realistically portrayed in

the novel:

…on her own with Gogol for the first time in the silent house, suffering froma sleep

deprivation far worse than the first of her jet lag, (Ashima) sits by thethree sided window

in the living  room on one of the triangular chairs and cries   the whole day. She cries as

she feeds him, and as she pats him to sleep, and asshe cries between sleeping and

feeding. She cries after the mailman’s visit because there is no letters from Culcutta.

She cries when she calls Ashoke at department and he does not answer. Oneday she

cries when she sits in thekitchen to make dinner and discovers that they have run out of

rice (34).

With the experience of living in a foreign country, like all other characters Ashima has changed from

an ignorant innocent woman to a woman who can travel alone. For her it is a journey of life.

Conclusion

JhumpaLahiri’s celebrated work The Nmaesakeis a novel that explores diasporic concepts

of cultural identity, rootlessness of tradition and familial expectations. As the title suggests the crisis of

identity begins from the name of the hero of the novel. The novel is a cross cultural, multigenerational

story of a Hindu Bengali family’s journey to self-acceptance in Boston. In Sireesha Telugu’s view it is

also a restoration and combination of both the cultures with a mixture of rice crispies, planters peanuts

and chopped red onions with a mixture of salt, lemon juice and pepper. This signifies Ashima as an

expatriate more than an immigrant trying to reconstruct the ex-status of her past. The novel presents

the theme of dislocation and pain of building a new life in a different world. The endeavor of building

a new life brings loss and pain. With its discussions and interrogation of the diasporic ideas of identity,

dislocation, alienation and displacement the novel becomes a typical novel of Indian diaspora.
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The Veiled Anguish: Troubled Female Psyche in

Yasmina Khadra’s

The Swallows of Kabul and The Attack

Abstract

The very word Psyche defines Merriam Webster as “the

soul, mind or personality of a person or group” and exposed to

varied interpretations and readings when linked to female. The

condition of women in general as delineated in art, literature and

theory as subjugated, oppressed, marginalized, isolated, exploited,

enslaved and chained. Literary analysis as well as, theoretical

expositions displays female existenceas Other. Then, how tragic is

a Muslim woman subjected to amidst violent conflicts? Yasmina

Kadra, the pseudonym of Algerian born French writer Mohammed

Moulessehoul, sketches the troubled lives of Muslim women in

his fictionThe Swallows of Kabul and The Attack.The study

unveils the suffocating experiences of veiled women in the light of

socio political aspect prevalent in Afghanistan as well as in Israel/

Palestine conflict.

Introduction

Women in general and those in Afghanistan in

particular have been going through gender equity in its severe

form since ages. Forceful marriages, lack of freedom, lack

of identity, limited space in terms of mental, social, cultural

and psychological level are perpetrated towards the Afghan

women.Socio-cultural extremism and religious elements

continue to pose serious obstaclestowards the development

of women in Afghanistan.The Swallows of Kabul traces

the traumatic condition of two Afghan women under the

oppressive Taliban rule. It paints the enduring lives of

Mussarat, an ailing wife of the Taliban Prison Guard Atiq,

and an extremely beautiful Zunaira who quests for freedom.

Khadra candidly elaborates the ill effects of Taliban’s

tyrannical rule. People are all confined to the life of desolation.

Seeking pleasure is considered as a deadly sin. Women have

to be in burqas and should keep aloof from the public. They

are treated in the society as absolutely worthless like objects,

possessions, not like human beings. The city of Kabul is

presented as chaotic; it is suffocating. “It is as though a

window to hell has partially opened in the sky.”Mussarat is a

very traditionalistic domestic woman, terminally ill and who
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is always subservient to her husband. On the contrary Zunaira, a former lawyer is self witted. She

revolted against the practice of burqa. She tries to be alienated from her husband and wishes to be

independent.

Women are treated in a subordinate position under Taliban sharia law:  a woman has to

cover in burqa when outside; she is not allowed to leave her house unless she is accompanied by a

male relative; she is denied education; she is forbidden from working; she is not allowed to choose

where she will live or who she will marry; she is curtailed from using cosmetics and jewelry; will

stone to death if finds guilty of adultery.The Swallows of Kabul illuminates the harsh realities of the

despotic Talibanism that implementssharia on the innocent subjects.

The novel opens on a despicable, mean act of stoning a woman charged of prostitution.

Nobody is enquiring about her part in the allegation. Men are quick to pick up the stones and fire.Zunaira

couldn’t believe her ears on hearing that her husband had stoned a woman: “You stoned a woman? .

. . Mohsen, come on, you couldn’t have done such a thing. That’s not your way – you’re an educated

man.”(37) Hirsi Ali, Dutch-American activist and author, in her work The Caged Virgin: An

Emancipation for Women and Islam perceives women in Islam as “. . . the property of their fathers,

brothers, uncles, grandfathers, or guardians.” Not so distinct is the case of the Christian Holy scriptures.

In the Ten Commandments, for instance, women are clearly viewed as property: “Thou shalt not

covet thy neighbor’s house, thou shalt not covet thy neighbor’s wife, nor his manservant, nor his

maidservant, nor his ox, nor his ass, nor any thing that is thy neighbor’s.”

Mussarat characterizes a kind, loving, family wife devoted to her husband, Atiq. She is abstained

from all the atrocities that whirled around.  Though she is ailing she wants to performher wifely duties

until the end.Mussarat’s mental state is worsened on her ill health and is really terrified of her loosing

beauty. She did everything to “make herself beautiful, to put mascara on her lashes and upon her eyes

so wide that nothing in Atiq’s eyes could escape her notice” . . . but she “is decomposing faster than

her prayers”(120). Atiq, in this context, has been advised to divorce her that signifies the meaninglessness

of women’s life. Her final act of volunteering herself to be in the place of Zunaira for execution

reflects that her death is more a gift to Atiq than she is living dead.

Zunaira, a self respectful woman of high status couldn’t tolerate the stringent, barbaric laws

that the Taliban administered. She refuses to wear burqa and prefers to stay inside her four walls.

“Here at home, at least, when I see my reflection in the mirror, I don’t have to hide my face.”(76)

However, she accepts burqa as a protest against the subjugation of women. “It’s become her fortress

and her refuge, her banner and her renunciation.” She put on it as “her shroud of misfortune, which

she doesn’t even take off to go to bed.”(125) On a frenzied state she indulges in a fight with her

husband, Mohsen and catapults him towards the wall.  No other way is as effective as memories of

the past in establishing the troubled psyche. And it brings vigour when Zunaira “sought refuge in

memories of long ago, of the days when children sang in public squares now besmirched by dirt and

disfigured by gallows.”(72)

Contrary to Zunaira and Mussarat, Sihem Jafferi of Yasmina Khadra’s The Attack, blows

herself up in a crowded restaurant, most of whom are children, caused her husband Dr Amin under

suspicion.. Sihem is a non practicing Palestinian Muslim living in Israel with her surgeon-husband,

Amin. She sacrificed her life for the cause of nation-state. Her willingness of action literally subverts

the women stereotypes– submission and victimization. Sihem’s intentional and deliberate move

towards the cause renders a much debated feminist colouring. As Amin searches for answers on

Sihem’s choice, he is told: “Sihem was a woman, notjust your woman. She died for others. . . . the fact

of being woman doesn’t disqualify or exempt a resistance fighter. Men invented war; women invented

resistance. Sihem was the daughter of a people noted for resistance.”(226-227). She justifies herself
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in the letter sent to Dr Amin from Bethlehem:

What use is happiness when it’s not shared,

Amin, my love? My joys faded away every time

yours didn’t follow. You wanted children. I

wanted to deserve them. No child is completely

safe if it has no country. Don’t hate me. (69)

She left open a very crucial question: what could have been drawn Sihem, an Arab totally integrated

into Israeli society, into a path of Islamic extremism.

The ‘Swallows’ of Kabul symbolizes those women in burqas curtailed of freedom and are

described as powerless and insignificant, as they are the scum of the society. Whereas, Sihem Jafferi

rose in revolt against the establishment; she attacked the customary prejudices to seek freedom in

true sense. As John Stuart Mill in The Subjection of Women opined freedom that “after the primary

necessities of food and raiment, freedom is the first andstrongest want of human nature.”
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Broken verses: The Plight of Muslim woman

stopped being an individual and started being an

Entire Religion

Abstract

Islam and Muslims have never been as heavily demonized

or marginalized in Western discourses as in the post 9/11 era .When

they are being also represented as the sources of fear and threat. A

significant focus of western discourse on Muslims has been on

Muslim women. Muslim women, especially veiled Muslim women,

have always captured the imagination of people in the West, and

these women’s relationship with Islam has been the subject of

much speculation in western mainstream and academic circles. As

many scholars agree, Muslim women in contemporary western

discourses have often been depicted as either victims or escapees

of Islam or, more recently, as the pawns of militant Islam.  The

popular genre of Muslim life narratives, which have proliferated in

the years after the events of 9/11 too, have also reiterated the

account of Islam as a backward and misogynist religion and Muslim

women as powerless victims of Islam.

Women play a unique role in societies that define

themselves in primarily religious terms. In religious fundamentalist

contexts, women are central to the projection of a community’s

moral image. The pious community’s womenshould look and

behave in ways that underscore the collective piety. As

embodimentsof the purity and authenticity of the culture, they

become the men’sfirst targets because they are border markers and

compelled to carry their culture’svalues. This paper focuses on a

selection of such novels, and argues that, due to their intense

involvement with the Islamic sacred and spiritual, they

createmetaphoric sacred spaces almost unprecedented in English

literature.In this paper, in order to explore the notion of the Muslim

women,sacred and its representation in contemporary English

literature, I will look briefly at three novels,  The girl in the tangerine

scarf (2006) by Mohja Kahf, Minaret (2005) by Leila Aboulela,  and

My Name is Salma by Fadia Faqir.

Muslim women tired of misinterpretations, wanted

to express their reality without having to side along one or

other camp, secularists or fundamentalists. They inaugurated

Muslim feminist characters, a concept which in earlier times,

was thought to be an oxymoron. In a postcolonial critical

frame work this paper try to scrutinize the approaches that

deal with religious identity by giving voice to hitherto silenced

group of people, Muslim women. In the last decade, within
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MES College,  Nedumkandam

Idukki Dist.
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such a context of representation of Islam and Muslim women in the West, a number of novels, written

in English by women authors and published in western countries, tell a different story about Islam and

about Muslim women. These novels foreground the spiritual dimension of Islam and insist on a deeply

devotional relationship between the main female characters and the religion of Islam.  All these texts

are by women writers and explore the lives of women Muslim characters. The novels were selected

partly because they are among the most critically acclaimed works published in the last decade in the

West. Gayatri Spivak’s contribution is indeed of considerable worth in this connection since the concept

of subaltern (and in this case female subaltern) provides a sustaining backdrop for theorizing the

subordination of women. Besides taking sub alternate as an intricate postulate of the contemporary

postcolonial paradigm, it also stands as an umbrella concept exposing certain marginalized subject

positions breathing in any specific social or cultural context. The dual colonization women are subject

to during and even after colonization have been addressed by Spivak remarkably. Heresay Can the

Subaltern Speak? acts as an onslaught on the most agreed-over meaning of the term ‘Subaltern’.

She has rather extended the scope of sub-alternate to all those (with a suggested caution) who are out

of the ruling hegemony of imperialism. However, at the end, she specifically alludes to the female

subaltern, who is actually faced with double colonization. Postcolonial or Third World feminism stands

apart from the White feminism of the West while denouncing it in the favor of non-White or non-

Western woman. To the West, Islam is all unchanging and monolithic opening up ways for the slavery

and subordination of women. Such ideas actually belong to the camp of Oreintalist thoughts upheld by

the West where, as Said documents, there has been a growing fascination with harem and veil which

mutually signify women’s oppression and eroticism together. With special reference to Islam, we

have Muslim feminist writers who, through their theory, have been striving to resolve the intricacies

involved in the issue. Leila Ahmed is one of these who are intensely conscious of the egalitarian spirit

of Islam. Ahmed’s Women and Gender in Islam (1992) dilates upon her quest of the historical roots

of a debate which is contemporary.

Miriam Cooke in Women Claim Islam (2001) evaluates the effect it casts on the lives of

Arab women when especially reflected through the literature they produce. Arab women, today, are

striving to be heard and seen primarily on account of the Islamic discourse which is widespread and

gives unprecedented importance to women. The discourse entails the revolution in information

technology as a result of which there is a strong sense of networking and linkage among women and

at all national, transnational and international levels. They are today questioning the male hegemony in

terms of production and establishment of official Islamic knowledge. Muslim feminists, either secular

or Islamist, are directing their energy in interrogating how contemporary advancements in technology

besides the renewed meta-cultural consciousness of ‘Islamic’ can go parallel when it comes to the

issue of survival in a world which is rapidly transforming. Cooke casts a glance at the narratives of

the Arab women who crave to be heard with a more pronounced and redefined identity in a manner

which is increasingly political. This gives birth to an Islamic feminism which is sort of bourgeoning.

Islamic feminism, with Cooke, is no less than a paradigm proper since she provides historical, theological

and political foundations for its establishment. Cooke’s argument is based on the trajectory of political

and historical developments in the Arab world.

The Girl in the Tangerine Scarf was published in 2006, and it tells the story of Khadra

Shamy, a Muslim Syrian immigrant in the United States. The story is told by an omniscient narrator

who uses flashbacks and flash forwards. Several of the events in the story take place in Indianapolis,

where Khadra “spent most of her growing-up years” (KAHF, 2006: 1). Her father had decided to

move there in order to work at the Dawah Center, a Muslim community center, where he believed he

would answer God’s call and help other Muslims. Before that, the first place Khadra lived in the

United States was Square One, in the Rocky Mountains. Despite living among American kids, she did
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not face any kind of discrimination: “The American kids in Square One didn’t seem to know yet that

they were supposed to be better than the rest because it was their country. Their parents were all

students at the same university”(KAHF, 2006: 10).  Nevertheless, the sense of not belonging was

soon to come to her as they moved to Indiana. In their first day, when they were still unpacking their

belongings, some boys threw glass bottles at their doorstep, and the Shamy family realized they were

not welcome. At school, things were not different. She felt that she not only had to face the prejudice

on the part of other students, but she also had to live with the indifference of the teachers. In one

incident at her school when two boys harassed her and ended up tearing her scarf and leaving her

bareheaded, a teacher does not sympathize with her: “Mr. Eggleston came out of his room down the

hall. Silhouetted by the daylight streaming from the the double doors at the end of the hallway, he

shook his head, gave her a look of mild disapproval, and went back inside” (KAHF, 2006: 125).  At

home she faced the religious restrictions like you cannot do this and that as a Muslim Women. The

two diversely breaking identities broke her. As a married woman Khadra goes through the most

dramatic period of her life. Although she seems happy in the beginning, the couple soon starts to have

problems as Juma imposes more and more limits on her. He first tells her to stop riding her bicycle,

which he considers inappropriate for a Muslim woman.  Khadra in her immature form passively

accepts all the teachings her family and community passed onto her as the only existing truth. Her

pupal transformations are the several phases she goes through in her life when her beliefs clash with

every day life and the cultural environment of the place she lives. Finally, the older Khadra behaves as

a mature sexual adult who respects herself and her condition as a diasporic woman.

Mohja Kahf’s representation of an Arab immigrant woman in The Girl in the Tangerine

Scarf demonstrates how the space of diaspora is central to the reconstruction of a woman’s subjectivity,

informed no longer exclusively by rigid social codes from the Middle East. Despite being criticized,

the mature Khadra, now conscious of her hybridity, wears a tangerine scarf and blue jeans, combining

signs of the American and the Arab cultures according to her personal assessment and choices.

My Name is Salma is a novel of a search for and an assertion of identity.  The name ‘Salma’

is an Arabic word which means ‘safe and sound ‘. Ironically Salma, the protagonist ,is far from being

safe or secure. This is a touching tragic story of a young Bedouin girl of seventeen who commits

adultery and is pregnant out of wedlock. She is helped to escape by her teacher, Miss Naila, to flee

away from her home village in order to preserve her life. Salma, who has violated the honour code of

her tribe, has to be killed by a near male kin to restore the family honour. Her brother Mahmoud will

be a living ghost that will haunt her to shoot her between the eyes till the end of her life.  This young

Arab Bedouin Muslim girl undergoes a detrimental journey from the East to the West, from the

Arabian village of Hima in Jordan to the western English city of Exeter. The story is one of a physical

and psychological journey from innocence to experience, from an Arab set up and Arabic language to

an English environment and English language and culture, and from life to death. In her own natural

‘habitat’, Salma is an outcast, and in her new adopted ‘home’- England, she would always feel that

she is an unwelcome outsider who does not belong. She is an ‘outsider’ and a ‘foreigner’ wherever

she goes. When Salma meets an English man who asks her about herself, she says “If I told him that

I was a Muslim Bedouin Arab woman from the desert on the run he would spit out his tea.’I am

originally Spanish,’Salma would lie.” (p. 27).  And in another context she says:” Had I told him I was

Arab he probably would have run faster. A Bedouin from a village called Hima, whose blood was

spilled by her tribe for any vagabond to drink it....I changed my name, address, past and even changed

countries to erase my footsteps.”(p. 217). Many were the important things that the protagonist had to

drop out in her new environment: her mother, father, brother, and most importantly, her baby. She had

also to drop her white ‘veil’, as a symbol of her own religious identity in order to be able to survive in

a western European set up. This has further accentuated her feeling of guilt:”...white veil, I slid it off,
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folded it and placed it on the bed. ...It felt as if my head was covered with raw sores and I had taken

off the bandages. I felt dirty as a whore...a sinner who would never see paradise and drink from its

rivers of milk and honey.”(p. 114).’Rivers of milk and honey ‘is a quote and a concept of reward

taken from the holy Quran. It is part of a Muslim sensibility with which the novel abounds. A Muslim

sensibility is quite evident in the narrative in the form of quoted Quran verses or Muslim religious

concepts and practices such as prayers, wearing of a veil for women, forbidding the drinking of

alcoholic drinks and the practice of premarital sex .Salma will always think of herself as a sinner, and

would feel like being put into a washing machine to wash herself clean out of her sins. This

caricaturization of her need of purification is more exaggerated in a death wish of being torn to pieces

by a dog as a final salvation for herself from sins and sufferings. Traditions and religion play a significant

propelling agent in the events of the novel. What has come to be known as the ‘crime of honour’ was

the engulfing issue in the story of Salma. Salma, who escaped safely to England, is constantly haunted

by the imaginary revengeful figure of her brother. She is also haunted by her own guilty conscience.

Therefore, she goes to a surgeon and asks for an amputation of her nipples which stand symbolically

for the sexual act,the sin she has committed in adultery; the nipples also stand for the nursing of one’s

baby, again a deed she would always feel sorry and guilty for not  doing it.

Leila Aboulela’s fiction might be said torepresent a turning point in relation to the depiction of

Islam and Muslims incontemporary British fiction. Aboulela’s writing challenges the stereotypical

imagesmade by Rushdie, Kureishi and Ali. In a sense, she is “writing back” in order to givevoice to

those Muslims who for some time were depicted negatively in British fiction.Strikingly, Aboulela

herself, as an educated female writer who wears the hijab, is apractical riposte to the image of the

oppressed woman in Islam. Unlike those previouswriters who attempt “to ‘explain’ or satirise Islam

from a western perspective”, she tries to “write from inside the experience of growing up and living

with a network ofcustoms and beliefs” (Philips, 2005). Writing from the inside, Aboulela has created

anew image of Islam and Muslims; once the perspective is changed, the positions ofthe Self and

Other do the same. In the first phase, Islam was the Other, but now, in thenew phase, it is the Self.

Writing about Islam and Muslims, for Aboulela, is writingabout herself. The image of Islam is hers and

in defending Islam she is defending herown beliefs. Aboulela has written three novels and the collection

of short stories, Coloured Lights. Her three novels, The Translator, Minaret and Lyrics Alley,

attempt to negotiate thecontroversial issues between Islam and the West in the present world. Minaret

is the story of a Sudanese girl living a happy and comfortable life in Sudan. Her family is rich and

aristocratic. Her father is a close friend of the president and hermother is from an important family.

Brought up and educated as western, Najwaenjoys travelling to Europe, attending parties in the

American Club in Khartoum, andhaving fun generally. Then a coup in Sudan suddenly changes her

life. She becomes arefugee in London, her father is executed, her mother dies, and her twin brother is

put behind bars for drug dealing and fighting with a policeman. In London she is freeenough to have

an affair with Anwar who was her friend in Khartoum University andwho fled to London after

another coup. After leaving Anwar and to assuage feelingsof guilt and find relief, Najwa turns to

Islam; she wears the hijab and becomesreligious. In London, without a family to help her, she works

as a maid in a Muslim house where she falls in love once again, with Tamer, the younger brother of

heremployer. In spite of their different ages and positions, Najwa and Tamer’s similar religiousness

led Tamer to insist on marrying her, but his family refuses.In spite America’s bad reputation in theeyes

of many Muslims, Tamer has his own image. He says: “here [in London] there’reall these anti-

American feelings. It bugs me. My American teachers were really nice’automatically to the conflict

between the colonisers and the once-colonised; it can beextended to conflict between those within

the same culture, where one adopts acolonial perspective toward those who challenge them. Further,

the novel portrays Islam as a global religion which attracts people fromdifferent nationalities and
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classes. It diversifies Muslims. Najwa is from Sudan, Islam in Minaret is a source of inspiration

forthe poor and the rich, the simple and the important people.

Moreover, the novel mentions some important and famous Muslim personalities, Islamic

movements andcountries without highlighting the differences between them; this is arguably done

tofocus on their belonging to one religion rather than differences between them. The personalities are

Khomeini and Amr Khalid, the Islamic movements are the Muslim Brotherhood and Hizbullah, and

the countries are Sudan, Iran, Iraq, Britain. In opposition to the negative image of the hijab in the

West, in Minaret it isrepresented positively. Not merely a traditional headscarf, it is as Islamic as

prayingand fasting. Throughout the novel, there is a link between wearing the hijab and beingreligious,

but on the other hand, there is no relationship between the hijab and beingbefore wearing the hijab,

Najwa was young, rich and a university student. In Londonafter wearing the hijab, she is older and

poorer and works as a maid. This contrast insocial positions could be misunderstood and the hijab

might be held as the cause. Muslims are usually depicted as members of a group, a community or a

society. This membership comes at the expense of their individuality. Najwa challenges this assumption

about the relationship between Islam and individualism. The decision thatshe has taken to be religious

is hers alone and was made without any kind of pressurefrom family or society. She accepts Islam as

a way of life and a form of identity. Religiosity, she thinks, will benefit her. When she went to the

mosque for the first time she reviewed her feelings: “I wanted to be good” (Aboulela, 2005a, p.

237).Before she had thought of others: the Sudanese who lived in Khartoum; the university students;

and herself as one of a group of friends gathering in the American Club, asone of her own family in

Sudan and then in London, as the sister of Omar, and finally the lover of Anwar. Now she thinks for

herself for the first time in her life. In this intensified state of individuality she chooses to be religious.

In Minaret therefore we see an attempt to represent the hidden side of the picture of Islam by its

focus on Islam’s capacity to effect self-realisation and spiritual consciousness in an individual. Najwa’s

loneliness in London symbolises, arguably,her loneliness in the materialistic world. She “yearned to go

back to being safe with God” (p. 242). God is her source of safety. Her sense of being close to God

helps enhances her spiritual nature with its different shapes. “I felt a kind of peace” (p. 237) and

“now I wanted a wash, a purge, a restoration of innocence” (p. 242). She seeks for”exfoliation,

clarifying, deep-pore cleanse” (p. 247). The demands she places uponher spiritual life are the

consequence of growing weary of her previous spiritually empty existence. “I’m tired of having a

troubled conscious. I’m bored with feelingguilty” (p. 244). At this stage, she has discovered a new

kind of pleasure. “I reached out for spiritual pleasure and realized that this was what I had envied in

the students who lined up to pray on the grass of Khartoum University” (p. 243). The discovery of

spiritual fulfillment is very striking here as it led to the discovery of the self. Many times before,

Najwa envied those students who prayed and wore hijab at university. She even envied her servants

who woke up early in the morning just to pray the dawn prayer. Her materialistic life did not provide

an answer to her questioning self. Sheawakens to the realization that materialistic side of human life

is limited andspirituality is not just a mere pleasure but a means of knowledge, too. In short, Najwa’s

religious spirituality is her source of safety, peace, purging and soul The importance of Aboulela’s

writing in this context is that it challenges the westernimage in general and these colonial images in

particular. I would also argue that initself the strong affiliation to Islam demonstrated by Aboulela is a

postcolonial act.She “writes back” to the western centre making visible those marginalised Muslimswho

are frequently subjected to polemical prejudice. In addition to challenging the colonial image and

giving voice to marginalised Muslims, she is an Islamic postcolonial writer because she “posit[s]

complex personal relationships experienced by women whose identities are co-defined by Islam and

the post-colonial condition”(Stotesbury, 2004, p. 69). Aboulela, in a sense, “shifts” the centre without

undermining the margin. In fact, in spite of her belief in the centrality of Islam, she does not seem to
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believe in the marginality of the West. She writes against stereotyping Islam as well as performing a

similar function with the West by writing sympathetically about conservative Muslims in the West,

Aboulela resiststhe colonial perspective at its centre.

The West, historically, is the geographical and cultural centre of the polemical discourse

directed against Islam and Muslims through Orientalism and colonialism. If the colonial discourse of

the West is replete with Islamophobia and racism against Muslims, Aboulela’s fiction resists that

through focusing on humanity equality and the right for Muslims to narrate their own valuesand

experiences. This narration is of course in itself a function of postcolonial writing. In Aboulela’s

fiction, Islam is not a backward religion, Muslims are not all fundamentalists, Muslim women are not

uniformly oppressed, though there are some fundamentalists and some oppressed women. The portrayal

of the hijab in Minaret is a clear example of Aboulela’s method of challenging colonial assumptions

regarding the position of women in Islam. A signally important subject in colonial discourse, the hijab,

as I have suggested, has succeeded in convincing many people in the West of the inferiority of Islam.

“Formany Westerners, the veil is a symbol of patriarchal Islamic societies in which women are assumed

to be oppressed, subordinated, and made invisible” (Young, 2003, p. 80).In dealing with these

assumptions, Aboulela – by according the hijab its religious significance and context – appears to

differentiate herself from those Muslim female voices that tend to think of the hijab traditionally, and

as a sign of patriarchy. Miriam Cooke, for example, in her book Women Claim Islam writes: “the veil

symbolizes belonging to a religious community that is both patriarchal and powerful, but beyond it has

many meanings. While some of these meanings are negatives, others are empowering” (Cooke, 2001,

p. 132). The first implication here is that the woman in Muslim communities is forced to wear the hijab

by “patriarchal and powerful”currents. The second is that the hijab, especially because some of its

“meanings are negatives”, does not seem to belong to Islam. In short, Cooke believes that the symbolism

of the hijab “is so saturated with patriarchal meaning that it is difficult toappropriate for feminist

purposes” (p. 136). Minaret challenges this point of view. Najwa’s freely arrived at adoption of the

hijab in London directly after leaving Anwar contradicts the influence of the patriarchal and powerful

community, reverses Cooke’s view, and is thus an implicit criticism of it. Minaret challenges the

uniqueness of globalised western culture by presenting Islam as a globalised religion. Muslim characters

in the novel are from different countries. Moreover, the stable life pursued by Muslims in London

portraysIslam as a religion which could be followed in the heart of the western culture. Post colonial

approaches also operate in Minaret in the manner in which the novelprovides the voice of a Muslim

self to challenge the voice of the Muslim other whichis created from non-Muslim perspectives. The

Muslims in Minaret are imaged by a Muslim.

Aboulela articulates her own Muslim identity and experience through hercharacters. By doing

so, she is one of those writers who, in Mike Philips’ words,”write from inside the experience” (Philips,

2005). This “from inside” writing resiststhe writing from outside. Said notices that “since an Arab

poet or novelist – and thereare many – writes of his experiences, of his values, of his humanity

(however strange that may be), he effectively disrupts the various patterns (images, clichés, abstractions)

by which the Orient is represented” (Said, 1995, p. 291). Writing aboutthe self “disrupts” the colonial

image of the other, and because of that, writing about the self becomes postcolonial. Aboulela clearly

states her positioning of self in her writing about Islam. “I can never truly see [Islam] through western

eyes. I am in this religion. It is in me” (Aboulela, 2007a). The positive portrayal of Najwa’s strong

religiousness and affiliation to Islam could be linked with Aboulela’s discovery of the importance of

religiousness in her real life. Whenever Najwa justifies wearing thehijab or her spiritual fulfillment,

Aboulela herself could be imagined justifying her own decisions. Since culture is the field of the battle,

Minaret resists the assumed inferiority of Islam and the assumed superiority of the West.

Minaret,arguably, is an indirect critique of the indirect colonial discourse embodied in current western
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culture.

Islamic Postcolonialism encourages Muslims to read and analyse the fiction written about

them and their religion through adopting postcolonial theories as their perspective. Such involvement

of Muslims in postcolonial analysisshould lead to more realistic and authentic readings and analysis of

the portrayal of Islam and Muslims in fiction. Islamic postcolonialism, in short, provides Muslims with

the space they need to speak out. By resisting colonial discourse, critics and writers who adopt the

perspectives of Islamic postcolonialism will be able to extend the spaces to which postcolonialism can

reach and shed light on a neglected area. Orientalism and colonialism are the roots of the distorted

image of Islam and once colonized countries in general. Within this context, Islamic postcolonialism

might beconsidered a bridge that connects the Islamic world, as a formerly colonised space, and

postcolonialism, a theory aimed at defending all colonised countries and cultures.

Conclusion

The cross-cultural and multi-ethnic feminist currents among the post-colonial societies have

recently developed feminist postcolonial theology as a subject of both academic and sociological

scrutiny. This reveals that women are no longer the silent followers and observers of religion but are

now in a position to code and even re-code it in their favor. The post 9/11 situation has changed the

global order into something most heterogeneous and disparate where things seem to be in strict

compartmentalization labeled as ‘ours’ or ‘theirs’. This call for an increased consciousness on the

part of feminists belonging to third world and post-colonial backgrounds, especially when there is

either an existence or anticipation of the neo-colonial order they are likely to be a part of.
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When the Game becomes Serious  – Language

and its Plays

Abstract

This paper touches on the broad theme of language and

identity. More specifically, the paper attempts to look at how

language helps establish cultural otherness/strangeness and how

this discourse later adopts oppressive measures in order to make

sure that the “strangers” remain strangers. Two poems “Language

Games” by Agha Shahid Ali and “The Old Language” by Ronald

Stuart Thomas are used to point out how language revolves around

the play of words and how these games contribute in forming

wider systems of knowledge.

Ludwig Wittgenstein says in his TractatusLogico-

Philosophicus– ‘what can be said at all can be said clearly,

and what we cannot talk about we must pass over in silence.’

Concepts need not be clearly defined in order to be meaningful.

That is words or language do not always mean and signs do

not always signify but there are other ways of understanding

things. Silences and metaphors, limits and games speak to

us. There are conflicts and fissures but then it is not necessary

that we have to understand each and everything always.

Language game is a philosophical concept introduced by

Wittgenstein. According to him the rules of language are

analogous to the rules of games. Using words to make a

sentence in a languageis like makinga move in a game. Both

are governed by an underlying rule. This analogy between

the language and the game brings forth the idea that the

meanings of words are never fixed or stable, but always

depend upon the context. Language game refers to simple

examples of language use and actions into which the language

is woven. It is used to refer to forms of language simpler

than the entirety of a language itself. “Language Games” is

a poem written by Agha Shahid Ali. He was a Kashmiri-born

poet who lived in America due to a self-imposed exile. His

poetry consists of themes of nostalgia and otherness. His

love for his motherland and the pain of separation exudate

through every line of his poetry.It might have been the

difference between his own ideal conceptualization and the

realities of the war and trauma of Kashmir that caused the

exile. The poem “Language Games” itself is a language game

since the poet tries to convey the larger issues of exile, longing,

cultural otherness, poetry and language by using the simple

language that he uses in order to write about the games. It is

not the meanings of the words that are important in the poem

but the meaning of the signs. One’s ability as a reader depends
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on one’s receptivity of the signs. The meanings generated from the signs depend upon the linguistic,

cultural and ideological constitution of the reader. Some of the signs that  AghaShahid Ali uses in the

poem include: the title “language games” which stands for its philosophical meaning as well as the

literal meaning, the word “seven” which is repeated three times in the poem, the noun “asylum” etc.

Language is like a double faced coin; on one side is the face of the monster that unleashes oppression

and on the other side, the face of the victim empowering oneself. The voice in the poem is that of a

Kashmiri – American poet, an adult who has undergone a great deal of sorrow and experiences and

at the same time a baby trying to stand on its own feet. The adult is the man who left his home

because it ceased to be his home. This might be because of the violence over the border and the

militant insurgency in Kashmir. The baby is the poet who is attempting to settle in this foreign country

by trying to fit into its norms and like any baby he begins his journey towards experience by playing

games. However the games mentioned in the poem has a cruel quality attached to them. The poet has

to go ‘purposely mad’, in order to attain asylum. Asylum here refers to a shelter from danger or

hardship but by the time we reach the end of the poem the asylum is used to mean a hospital for

mentally incompetent or unbalanced person. The poem seems to end in a pleading and yet a revengeful

note asking the person who made him act like mad, to go mad. The existential anxiety that the poet

faces since he is neither there nor here is very evident. The “you” clearly has an upper hand and

‘your house’ can mean the foreign country. In that sense the poem can be about poetry and writing.

The ‘therapy of syllables’ can mean his desire to write, to quench the flame of his longing for his

mother country but their prescriptions made him fail. A mad person is someone who is blissfully

unaware of himself and others, the poet might have had this freedom and nonchalance in his mind

when he pretended to be mad. But the later lines tell us that he failed before their power. Finally he

accepts his defeat when he says that ‘no chance of you insane’. He wanted the dominant side to lose

itself in pain and suffering, for that is what madness is, to assume authority over it and patronize it

under the guise of curing it.  This lyrical poem talks about games like crosswords, anagrams, Scrabble

game, Truth AND (not or) Consequences and Charades. The first letters of all these games except

the first two are capitalized. The speaker and the addressee are trying to play, to have fun using

language. However fun is solely derived by the addressee since he or she seems to be winning all the

time and the poet keeps losing. The poet has not yet acquired mastery over the language in a way his

dominant other has. ‘Words never evade you, /you can build anything.’The poet is reduced to playing/

performing charades since he has not acquired mastery over the language of the oppressor. His voice

is not heard and he is only seen by the people around him and it is possible that they are not seeing his

actions, but the color of his skin.  The poet is not free in language and free with language as of now

while the addressee is playing with language as well as playing with him. Both madness and play have

one thing in common; both do not require conscious effort. We lose ourselves in both madness and

play and both refer to a state of the mind in which all inhibitions are lost and all knowledge about what

is good and bad is absent. In that sense they refer to a completely “id-ridden” state in which both ego

and super ego are totally absent; a purely instinctual state driven by the motives of pleasure.  The

other player is in this state, completely enjoying himself (his constant urge to play more games makes

this evident) regardless of the pain and disappointment of the poet.

You can build a whole hour

with only seven seconds.

Framed with consonants,

we resumed play, no vowels

in my seven letters.

I saw you do wonders without vowels.

Let’s give up, I said,

but you cried: Truth AND Consequences!
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Language is intricately tied up with identity and self. In one sense it is the language which

constitutes the self and identity. This language game is in no way beneficial for the poet to constitute

himself, except maybe to placehimself on the oppressed side. This makes him aware of his state as a

person who is suspended in limbo. He is the cultural other/ the stranger in his own native land which

is Kashmir and also in this foreign country. The strangeness he faces is both from within and from

outside.

The poets Ali and Thomas write about the oppressive tendencies of the language standing

rooted within the oppressor’s language. Despite the fact that the speaker of “Language Games”

presents himself as a man who has not attained the “way” with language, we see the display of clever

and subtle use of irony and lyrical power in the poem. Ronald Stuart Thomaswas a Welsh poet and a

priest who was against the Anglicisation of Wales by the English. We can witness the same streak of

oppression faced by Ireland here. Thomas addresses England and asks her the question why is it that

she has made the very language he inherited from his ancestors a strange tongue which make them

dance to the tunes and the whims of the oppressor. It should be remembered that Thomas was a man

who had excellent command over English language which made him a Nobel Prize nominee. It seems

interesting that both the poets were intimately connected to the English language than they were ever

connected to their own languages; Ali not so much but Thomas hardly ever wrote in Welsh. Thus,

both poets seem to be involved in a constant process of deconstruction and reconstruction, a constant

flux in which the meaning is postponed. Do these poems transcend time? And if they do, it’s not the

words printed on the page that causes it, but the meanings the readers ascribe to them. They are

relevant today because of the signifiers that are in constant motion to arrive at meanings and then

defer them periodically.

The second poem clearly demarcates between the oppressed and the oppressor. The Welsh

people are depicted as a conquered race whose language has been taken away from them and with

language their identities as well. The tone is authoritative (‘answer me now’) and this sets off the idea

that the poet has become the master of this language. Thomas is the poet who saw English language

as promoting materialism and greed. There is a clear invocation to return to the call of nature, rejecting

the technology and machines, in the poem. The ‘brisk pattern’ of nature needs to be renewed. The

children’s song that he mentions in the poem directly relates to the sense of the aboriginal Welsh

community. The tendency to mechanise has destroyed their sense of togetherness and thus the shared

experiences have vanished. The stories have died out and in this process language itself seem to have

conspired against language. But the poet is hopeful of the arrival of spring. The innocence of children

can rejuvenate the stories. The new songs relate to the idea of ‘play’ described earlier. Children

twinned by joy and innocence sing when they are happy and this state is playful and joyous. They lose

themselves in their songs and their innocence might be balm for our sorrows.

Both the poems read to each other with the message that the woe is a shared one. We are not

alone in suffering. Other people have suffered before us and they too have faced questions of existential

anxiety and cultural displacement.  There are ways to subvert the oppressive forces and the tool that

Ali and Thomas use is the same- language in contestation of language.

Bibliography

1. Derrida, Jacques, and Alan Bass. “Structure, Sign, and Play in the Discourse of the Human

Sciences.” Writing and Difference. London: Routledge, 1978. 351-370. Print.

2. Eagleton, Terry. Literary Theory an Introduction. 2nd ed. Hoboken: John Wiley & Amp; Sons, 2011.

Print.

3. Wittgenstein, Ludwig, and Bertrand Russell. TractacusLogico-philosophicus. London: Routledge,

1992. Print.



39

tkmjyenÌv kv{Xok¦Â¸w ap¯ÈnbnÂ

þ Hcp AhtemI\w

kw{Klw

sNdpImSnsâ ap¯Èn F¶ t\mhensâ hmb\m\p`hw

NÀ¨sN¿pIbpw, kq£va \nco£W¯neqsS IYbpsS
khntijXIsf FSp¯pIm«pIbpw sN¿p¶XmWv teJ\w.
tkmjyenkhpw kv{XohmZhpw CXc {]Øm\§fpw ap¯ÈnbnÂ
IS¶phcp¶psh¶v t_m[ys¸Sp¯pIbpw, IqSmsX
kaImenIam¡s¸Sp¶ IYmX´phmWv t\mhenepÅXv F¶
kq£vamht_m[s¯ hmb\¡mcnÂ F¯n¡pIbpamWv
teJ\¯nsâ BXy´nI e£yw.

BapJw

aebmfkmlnXyNcn{X¯nÂ IrXyamb
cmjv{Sobmht_m[apÅ Fgp¯pImcnÂ sNdpImSnsâ
Øm\w {]YaKW\obamWv .  Ccp]Xmw \qäm  nsâ
a[ymÓ¯nÂ tIcf¯nÂ Dmbncp¶ khntijamb
cmjv{Sob kmaqlnI A´co£¯nsâ ]Ým¯eamWv
sNdpImSnsâ t\mhepIsf {it²bam¡p¶Xv.
kzmX{´ykac t]mcm«§Ä CSXp]£ P\m[n]Xy
ap¶WnbpsS BhnÀ`mhw, A²ym]I{]Øm\w, sXmgnemfn
bqWnb³ þ F¶n§s\ ae_mdns\ Cf¡n adn¨
hn¹h{]Øm\§fpsS Bcw`Imes¯ {]Xn]mZn¡p¶
Xmbncp¶p sNdpImSnsâ t\mhepIÄ. "ap¯Èn'bpw
ssIImcyw sN¿p¶Xv CtX hnjb§Ä Xs¶bmWv.
BXy´nIambn s]¬ ImgvNbneqsS bm{X sN¿p¶ Hcp
BJym\w F¶ \nebnÂ Cu t\mhÂ apt¶m«pshbv¡p¶
kv{Xo]£ hmb\bpsS AIw s]mcpÄ At\zjn¡pIbpw
hnaÀi\ hnt[bambn hnebncp¯pIbpw sN¿p¶p.

tkmjyenkw F¶ _rl¯mb BibtemIw
apt¶m«pshbv¡p¶ hmZKXnIfnÂ kv{XokaXzw
thdn«p\nÂ¡p¶ Hcp ImgvN¸mSÃm¯Xn\mÂ tkmjyenÌp
kv{XohmZw F¶ {]tbmK¯n\v ]ns¶ F´p {]kàn F¶
Bi¦bv¡p hIbpv. tkmjyenÌp kaql¯nÂ am{Xta
]pcpj\p kam\ambn kv{Xosb k¦Â¸n¡m³ Ignbq.
kaXzm[njvTnX aqeyt_m[w kaql¯n\v A\yambn
s¡mncn¡p¶nSt¯mfw Imew tkmjyenÌp kv{XohmZw
F¶ Nn´mKXn¡v {]m[m\yapv. kv{XobpsS hntamN\¯n
\mbpÅ `uXnIkmlNcy§Ä krjvSn¡s¸Sp¶Xn\v
kmaqtlymev]mZ\]camb A[zm\¯nte¡v kv{Xo
]pcpj³amÀ XpeyXtbmsS \ne \nÂ¡Ww. CXn\v
kwPmXamb kmlNcys¯ Dm¡nsbSp¡pI am{XaÃ,
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hnhmlw, IpSpw_w, ssewKnIX, A[zm\w, hnt\mZw XpS§nb AXn{][m\amb PohnX
{]hr¯nIfnseÃmw Xs¶ BWpw s]®pw Xpey]¦mfnIfmsW¶pw CcpIq«cpw ]ckv]c
]qcI§fmb a\pjyLSI§fmsW¶pw tkmjyenkw Xncn¨dnhp \ÂIn.

hÀ¤clnX kaql¯nsâ krjvSnbneqsS am{Xta enwKkaXzw ssIhcn¡m³ km[n¡q
F¶ ]Snªmd³ ZÀi\¯nsâ ]n³_e¯nÂ C´ybnepw kv{XohmZ¯nsâ amsämenIÄ A§n§v
{]Xy£s¸«p XpS§n. kv{XobpsS hnZym`ymkw, kzmX{´yw, kmaqly{]iv\§Ä XpS§nb
hnjb§fnÂ Kuch]qÀhw CSs]Sp¶Xn\pÅ {ia§fpmbn.

{^©p hn¹ht¯mS\p_Ôn¨pXs¶ {^m³knse kv{XoIÄ X§fpsS
AhImi§Ä¡pth nbpÅ t]mcm«§Ä Bcw`n¨ncn¡p¶p. PÀ½\nbnÂ s^an\nÌv
{]Øm\¯nsâ ap³ \ncbnepmbncp¶ (¢mc skävIn³ (1857 þ 1933) {]mb]qÀ¯nbmb
kv{XoIfpsS thm«hImiw t\SnsbSp¡p¶Xn\mbn {]hÀ¯n¨p. C´ybnepw B\n_kâ v, amÀKcäv
Ikn³kv, ktcmPn\n \mbnUp XpS§nb [och\nXIÄ kv{Xo kzmX{´y¯n\pthn {]hÀ¯n¨p.
1949 þ Â C´y³ kv{XoIÄ¡v thm«hImiw e`n¨p. Imcy§Ä C§s\sbms¡ apt¶m«p
t]msb¦nepw tkmjyenÌp kv{XohmZ§fneqsSbpÅ kmaqlnI apt¶ä¯n\pXIp¶ C´y³
]Ým¯ew ChnsS {]tXyIw ASbmfs¸Spt¯Xp v .  khÀ® sslµh taÂt¡m-bvabpw
]pcp-jm-[n-Imc hyh-Øn-Xnbpw P·nIp-Sn-bm³ N«-h-«-§fpw taemf Iogmf hg¡-§fpw \S-am-Sn-bn-
cp¶ tIc-f-¯nse kv{Xo k¦ev]w Xs¶ Aev]w e£-W-t¡-Sp-Å-Xm-bn-cp-¶p. Imcy-£-a-X-bnÂ
a{´n-sb-t¸m-sebpw emh-Wy-¯nÂ e£van-sb-t¸m-sebpw £a-bnÂ `qan-tZ-hn-sb-t¸m-sebpw kvt\l-
hm-Õ-ey-§-fnÂ A½sbt¸msebpw InS-¸-d-bnÂ thiy-sb-t¸m-sebpw Bbn-cn-¡Ww Ipe-kv{Xo-
sb¶v BÀj-`m-cXw ]t-bv¡p-]t hn[n-sb-gp-Xn-bn-cp-¶p. CXn-lm-k-§fpw ]pcm-W-§fpw hnizm-
k-{]-am-W-§fpw sh¨p-sI«n {]XypÂ¸m-Z-\-¯n\pw D]-t`m-K-¯n\pw am{X-apÅ tIh-e-i-co-c-§-fmbn
kv{Xosb sImm-Sp¶ t`mjXzw C´y-bnse \S-¸p-io-e-am-bn-cp-¶p. Hcp Ime¯v \mbÀ¯-d-hm-
«nse kv{XoIÄ¡ X§fpsS `À¯m-hnsâ t]cp-t]mepw D¨cn-¡m-\pÅ A\p-hmZw Dm-bn-cp-¶n-Ã.
A´À-Ö-\-§fpw {_mÒ-Wn-Ifpw iq{Z-kv{Xo-Ifpw H¶n¨v `c-Wn-\mÄ -]-Wnsbmcp§n-bn-«v, ImÀ¯n-
I-\mÄ Im¡ Icbpw aps¼, aIo-c-¯p-\mÄ a¡Ä DWcpw aps¼ Xncp-hm-Xn-c-\mÄ KwK-bp-W-cpw-
aps¼, Nµ-\w, Nm´v, Ip¦p-aw, I¬a-jn, Ae-¡nb hkv{Xw, \ne-hn-f¡v XpS-§nb awK-f-h-kvXp-¡-
tfm-Sp-IqSn Ipf-¡-S-hnÂ sNÃpw. KwK-bp-WÀ¯pw, Ipfw-Xp-Sn-¡pw, ]ns¶-bmWv Xncp-hm-Xn-c.

""]¦-Pm-£³ ISÂhÀ®³

 hmkp-tZ-h³ PK-¶m-Y³

 \mc-ZmZn ap\n-h-c³

 hµn-X³ IrjvW³''

hmkp-tZ-hsâ `mcybv¡p \mhp-s]m-§n-bn-Ã. NphSpw ]ng-¨p. ]ns¶ H¯v H¸n¨v C§s\ ]mSn;

""]¦-Pm-£³ ISÂ hÀ®³

Ipªnâ¨³ PK¶mY³''

C-Xm-bn-cp¶p tIc-f-¯nse a[y-hÀ¤ ]mc--¼-cy-¯nse kv{XobpsS Zpc-h-Ø. Xmtg-¡n-S-bn-ep-Å-h-
cpsS Imcyw AÂ]w IqSn t`Z-am-sW¶v ]d-bm-Xn-cn-¡m\pw Xc-an-Ã. IpSpw_¯n\pÅnepÅXnt\¡mÄ
kmaqlnIamb ASn¨aÀ¯epIfmWv A¯cw kv{XoIfpsS A:[ØnXn¡v ImcWsa¶v
\nco£n¡m³ km[n¡pw. C§s\ ]pcpjta[mhnXz§Ä¡v ASnbdhp ]dªpsImv kv{Xo Xsâ
PohnXhpw {]bXv\hpw ASp¡fbv¡pÅnÂ AS¡w sNbvXp; Ime§tfmfw.

Ccp]Xmw \qämnsâ a[yt¯mSpIqSn ]Snªmd³ \mSpIfnÂ DÛhn¨ hn¹h¯nsâ
sNs¦mSn¡v hfcm\pÅ hf¡qdpÅ a®mbn \½psS \mSv CXnt\mSIw amdn¡gnªncp¶p. AXnsâ
Ne\§Ä kwkvImc¯nepw kmlnXy¯nepw {]Xn^en¨p. Iemaqeyt¯¡mtfsd
PohnXaqey§Ä¡v {]m[m\yw \ÂInb kmlnXy krjvSnIfnte¡ IS¡m³ sNdpImSns\
t{]cn¸n¨Xpw Cu hn¹ht_m[amWv.
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ap¯Ènbnse s]®p§Ä

\mcI¯p Xdhm«nse \mWnankv {SÊv Xsâ PohnXw sIm  pw sXmgnepsIm  pw
kaql¯nÂ kz´amb HcnSw Is¯n¡gnªn«p v. acpa¡¯mb k{¼Zmbw \ne\n¶ncp¶
\mbÀ XdhmSpIfnÂ Häs¸®mbn P\n¡p¶Xv alm`mKyw Xs¶bmWv. \mWnb½bv¡v B `mKyw
kn²n¨ncp¶p. XncpIpfntbmsS ]T\w \nÀt¯n hcpsa¶mbt¸mÄ aq¶p Znhkw ]«nWnInS¶v
ap¯ÈnbnÂ \n¶v 8þmw Xcw hsc ]Tn¡m\pÅ kzmX{´yw t\SnsbSp¯XmWv \mWnb½bpsS
hn¹hPohnX¯nse BZys¯ NphSpshbv]v. ktlmZc\mb _me\mIs« IpSpw_ {]mcm_vZw
aqew A©mw Xc¯nÂ ]T\w \nÀt¯-Xmbpw h¶p. hnZym-k-¼-¶-\mbn¯oÀ¶ \mWn¡v Xsâ
kaq-l-¯nse Zpcm-Nm-c-§fpw \S-¸p-co-Xn-Ifpw sXäm-sW¶ Xncn-¨-dnhpm-Ip-¶p. Hcp amäw Bh-iy-
am-sW¶v a\-Ên-em-¡p-¶p. ]t£, Xocp-am-\-§-sf-Sp-¡mt\m Nn´n-¡mt\m Ign-bp-¶-Xn\v ap¼v A³]-
Xn-e-[nIw {]mb-apÅ Ip«-¸³\m-b-cpsS cmw `mcy-bmbv amtdp¶ Zpc-h-Ø-bp- m -Ip-¶p.

At±-ls¯ ImWp-t¼mÄ ]q¨sb ImWp¶ Fen-sb-t¸mse Hcp sR«Â!  Rm³ AhnsS
sN¶-t¸mÄ Fs¶ A½mbn F¶p hnfn¨ cma³Ip«n \mbÀ Fsâ `mh-\-bnÂ IS-¶p-h¶p AbmÄ
A½mbn F¶v hnfn-¡p-t¼mÄ eÖ-sImv Rm³ Aen-ªp-t]m-bn. Fsâ `À¯m-hm-Im³ Abm-
fmWv ]mIw. F¶n«p h¶tXm Hcp X´-sIm-ä³!  Fsâ `mh-\-bnÂ Hcp sNdp-¸-¡mcn IS¶p hcn-I-
bm-Wv. Xte-Zn-hkw Fs¶ ImWm³ Ipf-¯n-¦Â h¶n-cp¶ Aw_p-Pm-£n. N´-apÅ Hcp tPjvT-
¯n. AhÀ Fsâ `À¯m-hnsâ BZys¯ `mcy-bn-ep-m-b koa´ ]p{Xn-bm-Wv. Ah-scs¶ sNdn-
b½ F¶v hnfn-¡p-¶p. Cu hb-Ês\´m Fs¶ IeymWw Ign-¨Xv?. CbmÄ Fsâ A½-bv¡m-bn-cp-
s¶-¦nÂ Hcp hn[w tNÀ¨-bp-m-bn-cp-¶p.þ tIhew ]Xn-\mep hb-Êp-am{Xw {]mb-ap-m-bn-cp¶ \mWn-
b-½-bpsS Bh-em-Xn-I-fm-Wn-sXm-s¡. B Ime-L-«-¯nse a[y-hÀ¤ acp-a-¡-¯mb Xd-hm-Sp-I-fnse
kv{Xo Pohn-X-§-fpsS Nn{X-amWv ChnsS I-Xv.

hnhml _Ô-¯nÂ \n¶v c£-s¸«v AhÄ \mc-I¯p Xd-hm-«n-te-¡p-Xs¶ XncnsI h¶p.
sIm¨p-a-IfpsS Cu [n¡mcw ap¯-Ènsb tIm]m-Ip-ebm¡n. Idn-¡-¯n-sImv \mWn-b-½-bpsS inc-
ÊnÂ tNmc-¸m-Sp-IÄ hogv¯n-bmWv AhÀ {]Xn-I-cn-¨-Xv.

]cp-¯n-¡m«v a\-bv¡se ap¶pdp ]m«-¯nsâ shdp-¼m« Irjnbpw Ah-bpsS Xs¶ P·-
amb IpSn-bn-cn-¸p-amWv \mc-Is¯ Xd-hm-«p-ImÀ¡v BsI-bpÅ kz¯v. ]m« _m¡n sImSp-¡m-¯-
Xnsâ t]cnÂ \nb-a-\-S-]-Sn-s¡m-cp-§p¶ a\-bv¡se Imcy-Øsâ Xocp-am-\s¯ FXn-cn-Sm³ ap¯Èn
Is-¯n-bXv \mWn-b-½-bpsS am\-s¯-bm-Wv.

""\obv C\n Abm-sfbpw A]-am-\n¨v ]dªb¨mÂ Rm³ He-¡-sb-Sp¯v \nsâ Imev Xs¨m-
Sn-¨n-Spw......... F¶n«v hÃ Imint¡m cmta-iz-c-t¯bvt¡m A§v \S-¡pw.'' ap¯-Èn-bpsS Cu `oj-
Wn¡v \mWn-b½ hg-§n-bn-Ã. ap¯-Èn-bpsS Cu `oj-Wn¡v \mWn-b½ hg-§n-bn-Ã. Imincmta-izcw
bm{X-sb-¡p-dn¨v t\mh-enÂasämcnS¯pw ]cmaÀiapv. AXn\nSbmb kmlNcyw Gsd amä§Ä¡p
tijap mhp¶XmWv.

ae_mdnse tIm¬{KÊv tkmjyenÌp ]mÀ«n \S¯nb {]hÀ¯\§fnÂ P·n¯¯n\v
FXnscbpÅ kac§Ä¡pw sXmgnemfnhÀ¤ {]Øm\¯n\pw km{amPyXz hncp²
{]t£m]§Ä¡pw H¸w Xs¶ alnfm kwLS\Ifpw A[ym]I kwLS\Ifpw cwK¯p
hcnIbp mbn. t\mhense \mWnb½ CXnsâsbms¡ `mKamIp¶p v . t_m[\imkv{Xw
B[nImcnIambn A`ykn¨v A[ym]nIbmbn¯oÀ¶ \mWnankv{SÊv Xsâ kl{]hÀ¯Icmbncp¶
Nm¯p\mbÀ¡pw cm[mIrjvWtat\m\pw H¸w A[ym]I kwLS\bnepw {]hÀ¯n¨p XpS§n.
k. InSmhpw k. tKm]me\pw h\nXm kwLS\ D mth Xnsâ BhiyIXsbIpdn¨ v
\mWnankv{SÊns\ t_m[ys¸Sp¯ns¡mSp¯p.

“Hcp kwLS\ Dm¡phm³ XpS§p¶ s]mXp{]hÀ¯It\m {]hÀ¯Itbm B
ap¶Wn¡v s]mXpshbpÅ AhiXIÄ ]Tn¡pIbpw AXv XoÀ¡phm\pÅ hgnIsfmcp¡pIbpw
Hcp e£y¯nse¯m\pÅ t_m[w ap¶Wn¡v Dm¡ns¡mSp¡pIbpamWv BZyw sNt¿Xv.”
þF¶ kJmhv InSmhnsâ D]tZiw sNdpImSv þF¶ cmjv{Sob {]hÀ¯Isâ, A[ym]Isâ
t_m[]qÀhapÅ CSs]Sembn«v hnebncp¯mhp¶XmWv.
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“InSmhp ]dªXv icnbmsW¶v F\n¡ptXm¶n. F\n¡v aoiapf¨Xpt]mse. Rm³ Häs¸«v
\nÂ¡pIbmWv. Rm³ km[mcW kv{XoIfnÂ \n¶v Häs¸«p\nÂ¡p¶p. Hcp ]pcpj aWvUe¯nÂ
Xebpw apebpapÅ ]pcpj\mbn Pohn¡p¶p. Cu \ne amämXncp¶mÂ tamiamWv. Rm³
Xocpam\n¨p.”

kv{XoIÄ¡v AhiXIfps ¶pw Adnhp ]IÀ¶p \ÂIp¶XneqsS AXn\p
amäapm¡msa¶pw Iv kwLS\m{]hÀ¯\¯n\pÅ amÀ¤ambn hmb\ime kPoham¡m³
{ian¨p. H¸w h\nXmkwLhpw cq]oIcn¨p. ap¯Ènbnse ap¯Èn acpa¡¯mb Xdhm«nse FÃm
ZpchØIfpsSbpw {]Xn_w_amWv t\mhensâ XpS¡¯nÂ {]Xy£s¸Sp¶Xv.

 “ap¯Ènamcv Fs´mcp hne§pXSnIfmWv. Rm³ BtemNn¨p. AhÀ kvt\l¯nsâ
N§esIm v  ]pXnb Xeapdsb ]nt¶m« v hen¡pIbmWv. IpXn¨v apt¶m«p \o§m³
sIÂ¸ps¦nÂ Ahscbpw sIm v apt¶m«v \o§mw.”  þ \mWnankv{SÊv Xsâ AtXPohnX
kmlNcy¯nÂ Ignbp¶ tZhbm\nsb D]tZin¨p.

]m« _m¡n sImSp¡m¯Xnsâ t]cnÂ Xsâ IpSpw_w P·n¯¯nsâ sImSpw
{IqcXIfntebv¡v IS¶pt]mIp¶p F¶ Imcyw sIm¨paIfmb \mWnankv{SkneqsS AhÀ¡v
t_m[ys¸«p. B ImeL«¯nse IÀjI{]Øm\§Ä ]m«w Ipdn¡p¶Xn\pw Hgn¸n¡Â
XSbp¶Xn\pw H¸w P·n¯w Ahkm\n¸n¡p¶Xn\pw IqSn kacw sNbvXncp¶p. 1939þ40 Ime¯v
Ip«nIrjvWtat\m³ I½nän IqSnbmbva {]iv\§sf¡pdn¨v At\zjWw \S¯n. P·namcpsS
aÀ±\§Ä¡pw {IqcXIÄ¡pw A{Ia ]ncnhpIÄ¡psaXncmb t]mcm«§Ä ]m« \ntj[
kac¯nte¡v IÀjIsc F¯n¨p. ap¯Ènbnepw CXnsâ {]Xn^e\w ImWmw.

sXmgnemfn t\Xmhmb _mes\ HfnhnÂsh¨psh¶ Ipäw NmÀ¯n ]qÀW KÀ`nWnbmb
\mWnb½sbbpw `mcybmb Ipªnamfphns\bpw PbneneS¨p. Hcpthe ap¯Èn¡pw AXn\pÅ
tbmKap  mb n .  a p¯Ènsb sIm  p t]mIm³ t]meokpImsc¯n .  AhÀ a p¯Ènsb
]nSn¨phen¨t¸mÄ

 “F´m CXv hen¡WXv? Rm³ hÃ

]t¿m aqcntbm atäm BtWm ”? F¶v B hr² Xncn¨p tNmZn¨p.

HfnhnÂ Ignbp¶ sNdpaIsâ clky§Ä ]dªpsImSp¯mÂ \qdpdp¸nI Xcmsa¶v
asämcp t]meokpImc³ ]dªp.

AXn\pÅ adp]Sn;  “B tXm«nÂ sIm v NndsI«nt¡m”  þ F¶mbncp¶p.

ap¯ÈnbpsS PbnÂ hmkImes¯ IYIÄ Pbnense s]¬ hmÀU\mb Ipªmbnip½
\mWnsb Adnbn¡p¶p v . “hÃms¯mcp ]S¸mSmWv Hmev. io¨n¨t¸m Nncn¡m. As¸m aPnkvt{Säv
tNmZn¨p, F´n\m Nncn¡WXv F¶v. As¸m ]dªp XÅbv¡v kt´mjmbo¶v. Imfncmtaizcw
t]m Ime¯mWv I®qsc¦nepw H¶pt]mhmtÃm¶v. aq¸cpw Nncn¨p.” (ap¯Èn 537 t]Pv) C§s\
A\nhmcyamb kackmlNcy§sf Hcp aSnbpw IqSmsX Gäphm§m³ AhÀ X¿mdmIp¶p. k.
tKm]me\pw k. InSmhn\psams¡ HfnhnÂ ]mÀ¡m³ \mcI¯p XdhmSv Xpd¶p sImSp¯p.

kvamesâ D½ asämcp iàbmb kv{Xo IYm]m{XamWv. _me³ HfnhnÂ t]mb Ime¯v
AbmfpsS `qanbnÂ Irjn¸Wn sNbvXncp¶ kvames\ t]meokv ]nSnIqSn. _mes\
Im«ns¡mSp¡m¯Xnsâ t]cnÂ Abmsf aÀ±n¨v Ahi\m¡n. taenÂ _mesâ `qanbnÂ
]WnsbSp¡cpsX¶v Xm¡oXpw \ÂIn. F¶mÂ kvamesâ D½ AXn\v \n¶p sImSp¯nÃ. I¡m\pw
]nSn¨p ]dn¡m\pw t]mWnÃ. ]nSn¨psImv t]mIp¶hÀ Nnehn\pw sImSp¡nÃ. ]ns¶ F´n\p
Rm³ ]Wn¡p hcmXncn¡Ww. hnZym`ymktam kmaqlnI ]cnÚm\tam H¶panÃmXncp¶n«pw AhÀ
kz´w Xocpam\w Xpd¶p ]dªp.

_mesâ `mcy Iuamc¡mcnbmWv. hnZym`ymkw IpdhmWv. apds¨dp¡\mb _mes\
hnhmlw Ignt¡n h¶p. AXnÂ AhÄ¡v bmsXmcp FXnÀ¸pw Dmbncp¶nÃ. F¶mÂ sXmgnemfn
t\Xmhmb _mes\ AdÌpsN¿m³ A[nImcn hÀ¤w X¿mdmhp¶p. AbmÄ HfnhnÂ t]mIp¶p.
XpSÀ¶v PohnXw {]XnkÔnbneIs¸«t¸mÄ _mesâ `mcybmb Ipªnamfphns\ asämcp
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hnhml¯n\v t{]cn¸n¡p¶p. CjvSapÅ ]pcpjs\ Dt]£n¨v CjvSanÃm¯ HcmfpsS `mcybmbn
\nÂt¡n hcp¶Xnepw t`Zw acn¡pIbmsW¶ \ne]mSmWv Ipªnamfp kzoIcn¡p¶Xv.
]nXrA[nImc hyhØbv¡pÅnÂ Xsâ Zm¼Xys¯ apt¶m«p sImpt]mIm³ X{Xs¸Sp¶
Ipªnamfp Hcp DZmlcWw am{XamWv. HfnhnÂ Ignª Ime¯v _me³ Xmakn¡p¶Xv
A½phnsâ BZy`mcybpsS ho«nemWv. apÉowkapZmb¯nse kv{XoIÄ A\p`hn¡p¶
{]iv\§fpsS {]XoIamWv B kv{XoIYm]m{Xw _mes\ kwc£n¡p¶XneqsS Ahcpw Hcp
kmaqlnI ISa GsäSp¡pIbmbncp¶p.

amdp adbv¡m\pw Ip¸mbanSm\pw kzmX{´yanÃm¯, PmXobXbpsS Xnàm\p`h§fneqsS
IS¶pt]mIp¶, ]pcpjhÀ¤ taÂt¡mbvabnÂ AS§nsbmXp§n Ignbp¶ Zcn{ZmhØbnÂ
]«nWnInS¡p¶ thsdbpw kv{XoIYm]m{X§Ä ap¯ÈnbnÂ an¶nadbp¶pv.

hÀ¯am\kmlNcyhpw ap¯Ènbpw.

ap¯Èn ssIImcyw sNbvX kv{Xo]£ hmb\ ImenI {]kànbpÅXmWv. ]mc¼cyw
sImv ]mc¼cys¯ tXmÂ¸n¨ ap¯Ènbpw A£chnZysImv hncpXpIm«nb \mWnankv{Skpw
tIcf¯nse C¶s¯ kmlNcy¯nepw ]p\ÀÖ\nt¡hcmWv.

a\ÊnÂ arKobamb Ima{`m´pambn A[nImc¯nsâ ]n³_eap]tbmKn¨v \mWnsb
IS¶p]nSn¡m³ {ian¨ kl{]hÀ¯Is\ AhÄ Dut¡mtsS XÅnbn«p IS¶pt]mbn.
A¼XpIfpsS a[y¯nÂ Xsâ kmlnXyIrXnbneqsS sNdpImSv {]Xntcm[n¡m\pÅ s]®nsâ
N¦qäs¯ t{]mÕmln¸n¡pIbmbncp¶p. kv{Xo]oU\§Ä hÀ²n¡p¶ Cu Ime¯v sNdpImSnse
ZoÀLZÀin \s½ Nn´n¸n¡pIbmWv.

A½mbn¸gabptSbpw A½mbn imkv{X¯nsâbpw NphSp]nSn¨v s]®n\ptaÂ
AcpXpIfpsS hne¡pIfpsS Ipcp¡nSpt¼mÄ t\cpw s\dnbpw Is¯n {]hÀ¯n¡m³
\mWnankv{Skv t{]mÕmln¸n¡p¶p.

A³]XpIfpse kmlNcyaÃ Ct¸mgpÅsX¦nepw AkaXz¯nsâ cq]t`Z§Ä Hfnªpw
sXfnªpw kaql¯nent¸mgpap v . icn sXäpIÄ \nÀ½n¡p¶Xv AhcmWv. s]®v F´v
D®Wsa¶pw F´v DSp¡Wsa¶pw F´v kwkmcn¡Wsa¶pw Xocpam\n¡p¶ hyhØnXnIsf
kwibt¯msS ImWpIbpw kaXzt_m[t¯msS Ahsb hniIe\w sNbvXv PohnX\nehmcw
sa¨s¸Sp¯m\pw tkmjyenÌp kv{XohmZw, AXnsâ hnimeamb ho£W¯neqsS
t_m[ys¸Sp¯ns¡mncn¡p¶p.
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kv{Xohm-Z-̄ nsâ kzm[o\w Sqte-änÂ

ae-bmfsNdp -I-Y-bnÂ kv{Xo]-£-hm-Z -¯nsâ
Icp¯v sXfn-bn¨ Fgp-¯p-Im-cnÂ {]ap-J-amWv N{µ-a-Xn.
kv{Xobv¡pw ]pcp-j\pw kaq-l-¯nÂ Xpey-Øm\w e`n-¡-
W-sa¶ Xsâ A`n-em-j-¯nsâ sXfn-hp-I-fmWv Ah-cpsS
IY-IÄ. {]tab sshhn-[yw-sImpw BJym-\-ssi-en-bpsS
hyXy-Ø-X-sImpw N{µ-a-Xn-bpsS IY-IÄ CXc IY-I-
fnÂ \n¶pw hyXy-kvX-amIp-¶p. \ndª kzm`m-hn-I-X-bpsS
kv{Xobpw ]pcp-j\pw tNÀ¶p Ign-bp¶ IpSpw-_-hr-̄ -̄ nse
hyh-lm-c-§Ä  sXfn-thmsS H¸n-sb-Sp¯v Ah-X-cn-¸n-¡m³
N{µ-aXn {ian-¡p-¶p. s]¬a-\-knse kI-e ssNX\y-
s¯bpw tImÀ¯n -W¡n {]Xn -tcm -[ -¯n -te¡v ]cn -
hÀ¯n¸nbv¡p¶ Hcp kv{XobpsS IY Bhn-jv¡-cn-¡p-I-
bmWv N{µ-aXn Sqteäv F¶ IY-bn-eq-sS.

IYm-Im-cn-bpsS Xs¶ am\-kn-I-`m-h-¯n-\-\p-cq-]-ambn
IYm-]m-{Xs¯ Ah-X-cn-¸n-¨n-cn-¡p¶ Hcp IY-bmWv Sqte-äv.
]g-b-_nw-_-§Ä D]-tbm-Kn-¡p-¶-Xn-\mÂ BhÀ¯\ hnc-
kX tXm¶mw F¶-Xn-\mÂ £am-]Ww \S-¯n-s¡mv IYm-
Imcn IY-bn-te¡v {]th-in-¡p-¶p. ""Ip¯n-sbm-gpIn aZn-¡p¶
Xnc-am-e-IÄ¡n-S-bnÂ Bew-_-an-ÃmsX De-bp¶ tXmWn
hfsc ]g-sbmcp IY-_nw-_-am-Wv. F¦nepw Nne {]tXyI
kµÀ`-§-fnÂ ]g-b-_nw-_-§Ä D]-tbm-Kn-¡msX h¿. Cu
IY-bnÂ Ah-fpsS am\-kn-Im-hØ hni-Zo-I-cn-¡p-hm³ kzbw
Hgp-In-h¶ _nw_w CXmWv-Wv'' 1.

IYm-]m-{X-̄ nsâ t]cv Hcn-¡Ât]mepw ]d-bmsX AhÄ
F¶ {]Y-a-]p-cpj ho£-W-¯n-eqsS IY ]d-ªp-t]m-Ip¶
IYm-Imcn X¶nepw Af-hnepw kmar-X-I-s -¯m³ {ian-
¡p-¶p. ""Fsâ a\-Êp-X-s¶-bm-WtÃm Ah-fpsS InS-¡-ap-
dn, Ah-fpsS hoSv, Ah-fpsS PohnsX FÃmw'' 2 F¶ IYm-
Im-cn-bpsS Xs¶ A`n-{]m-b-{]-I-S-\-¯n-eqsS A\p-hm-N-I\v
AXv IqSp-XÂ hyà-am-Ip-¶p- v. Cf-In-bp-bÀ¶v A{I-am-
k-à-am-Ip¶ Xnc-am-e-IÄ¡n-S-bnÂ Ct¸mÄ ap§p-sa¶a«nÂ
De-bp¶ sNdp-tXm-Wn-t]m-se-bmWv Sqte-änse IYm-]m-{X-
¯nsâ Pohn-sX. \ni_vZX \ng-en-¡p¶ cwK-Nn-{Xo-I-c-Whpw
\njv{In-b-X-bpw-sImv A\p-hm-N-Isc H¶-S¦w ]nSn-¨n-cp-¯p-
hm³ Cu IYbv¡v Ign-ªp.

Npcp¡w Nne IYm-]m-{X-§-fpsS Nn{Xo-I-c-W-¯n-eqsS
C¶s¯ kaq-l-¯nÂ kv{XoIÄ A\p-`-hn-t¡n hcp¶
]oU-\-§Ä¡v t\sc hncÂNq-p-I-bmWv IYm-Im-cn. ]pcp-
jsâ Ima-cq-]-W-¯n-\p-thnbpÅ D]m-[n-bmbn am{Xw
kv{Xosb ImWp¶ kaq-l-t¯mSv X§Ä¡pw NneXv ]d-
bm\pw {]hÀ¯n-¡m\pw Dv F¶ t_m[y-ap-f-hm-¡p¶ Xc-
¯n-epÅ IY-bm-Wn-Xv. Ip«n-I-fp-sSbpw ̀ À¯m-hn-sâbpw Xmf-

]mÀÆXn sI.-Pn.
Kth-jI

aebmfhn`mKw
F³.-F-kv.-F-kv. tImsfPv

\ne-taÂ, sImÃw
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¯n-\-\p-k-cn¨v cm{Xn-bnepw cmhn-sebpw Hmtcm thjw-sI-«n-bm-tS-n-h-cp¶ kv{Xok-aq-l-¯nsâ D¶-
a\w e£y-am-¡n-s¡m-p-Å-XmWv Cu IY. IY-bpsS Hmtcm `mK-¯n-eq-sSbpw IS-¶p-t]m-Ip-t¼mÄ
IYm-Im-cn-Xs¶ IYm-]m{Xw F¶v A\p-hm-N-IÀ¡v tXm¶n-t¸m-Ipw. ""Dd-¡-d-bnÂ AhÄ B Nn{Xw
Xe-b-W-¡o-gn-tem-fn-¸n¨p h¨Xv Ah-fpsS `À¯mhv Adn-ªn-sÃ-¦nepw Rm\-dn-ªp. Rm\-dn-bmsX
AhÄs¡m¶pw sN¿m-\m-hn-ÃtÃm''. 3

KmÀlnI tPmen-I-fnÂ \n¶pw apàn-t\-Sm³ Ign-bm¯ Hcp kv{XobpsSPohn-X-amWv IYm-c-Imcn
\ap¡p ap¶nÂ Ah-X-cn-¸n-¡p-¶-Xv. Ip«n-I-sfbpw `À¯m-hn-s\bpw bm{X Ab-¨n«v AhÄ¡pw Hm^o-
knÂ t]mtI- -Xm-bn-«p-  v . Hm^o-knÂ t]mIp-¶-Xn-\n-S-bnepw AhÄ ]{Xw t\m¡n kabw Is -
¯m-dp-v. IpSw-_-¯nepw kaq-l-¯nepw Hä-s¸-Sp-¶- AhÄ¡v ]{Xw F¶pw Hcp Bizm-k-am-bn-cp-
¶p. Bb-Xn-\mÂXs¶ ]{X-¯n\pw Ah-tfmSv Fs´-s¡tbm ]d-bm-\p- m-Ipw. IY-bnÂ Hcp _nw_-
ambn hÀ¯n-¡p¶ ]{X-¯nÂ h¶ Hcp hmÀ¯ Ahsf Akz-Ø-bm-¡p-¶-XnÂ \n¶mWv IY-bnÂ
hgn-¯n-cn-hp-IÄ Dm-Ip-¶-Xv. ]{X-¯nse H¶mw t]PnÂ h¶ \ntj-[-hmÀ¯-bnÂ \n¶v IYm-
Imcn IY-bpsS tI{µ-¯n-te¡v {]th-in-¡p-¶p. hgn-b-cn-InÂ XfÀ¶p hoW `n£-¡m-cn-sb-¡p-dn-¨p-
Å-Xm-bn-cp-¶p. B \ntj-[-hmÀ¯. Nodn-¸m-bp¶ hml-\-¯nÂ Ccn-¡p-¶-h-tcm, ImÂ\-S-¡mtcm
Ahsc Bip-]-{Xn-bn-em-¡m³ X¿m-dm-Im-̄ -XnÂ ]{Xw tcm£w-sIm-Åp-¶p.. "BÀ¡p- ]Wbw \½psS
a\-Êm£n' F¶ ASn-¡p-dp-t¸msS h¶ hmÀ¯ ]{Xs¯t¸mse Xs¶ IYm-Im-cn-bnepw tcm£w
Dm¡nb Bt^mt«m FSp-¡p¶ t\cw sImv B ]{X-¡m-c\v Ahsc Bip]{Xnbnem-¡n-¡q-Sm-
bn-cpt¶m F¶v IYm-\m-bnI kz`m-hn-I-ambpw Nn-´n-¶p. ]{X-¡m-csâ a\-km-£nbpw ]W-b-¯n-em-
bn-cn¡pw F¶v AhÀ Nn´n-¨Xv kz´w AhØsb¡p-dn¨v HmÀ¯-Xp-sIm-m-Imw. ]{X-¯nsâ
t]Pp-I-fnÂ \n¶pw t]Pp-I-fnÂ \n¶pw t]Pp-I-fn-te¡v k©-cn¨ Ah-fpsS I®p-IÄ "kvt\l-\n-
[n-bmb taml³ R§sf hn«p-]n-cn-ªp-t]m-bn«v C¶v Hcp hÀjw F¶ Xe-s¡-«n#vÂ DS¡n B
hmÀ¯ Ah-fn-ep- m-¡nb \Sp¡w A´-co-£-¯n-ep- m-¡nb amäw t]mepw Ahsf Adn-bn-¡m³
{]m]vX-am-bn-Ã.

]tc-X-s\-¡p-dn--¨pÅ hmÀ¯ Xsâ `qX-Im-e-kvar-Xn-bn-te¡v IYm-\m-bn-Isb Iq«n-s¡m-p-t]m-
Ip-¶p. H¶p Ic-bm³ t]mepw kzm\-{´y-an-Ãm-bn-cp¶ AhÄ Hcp-Xcw arXm-h-Ø-bn-em-bn. Hm^okv
tPmen-I-fnÂ \n¶pw Ah-[n-sb-Sp-¡p-¶-Xp-t]mse Krl-tPm-en-I-fnÂ \n¶pw Ah-[n-sb-Sp-¡m³ Ign-
bm-¯-Xp-sIm v AhÄ¡v kzbw \nb-{´n-t¡-n -h-¶p. aWn-¡q-dp-IÄ sIm v AhÄ hni-¸-dn-bm-
sX, Zml-a-dn-bmsX hÀj-§-fneqsS k©-cn-¡p-I-bp-m-bn.

IYm-\m-bn-I-bpsS `À¯m-hn\v Pe-tZm-j-am-b-Xn-\mÂXs¶ A¶-s¯-Zn-hkw cm{Xn-bnÂ AbmÄ
{]m]n-¡m-¯Xv AhÄ¡v IqSp-XÂ Bizm-k-am-bn-cp-¶p. X§-fpsS Akz-Ø-X-IÄ ]cn-K-Wn-¡p-Ibpw
k{Xo-I-fpsS In-sÃ¶v \S-¡p-Ibpw sN¿p¶ ]pcp-j-k-aq-l-¯nsâ {]Xn-\n-[n-bmWv IYm-\m-bn-I-
bpsS `À¯mhv cm{Xn-bpsS bma-fpw AhÄ taml³ F¶ ]tc-X-s\-¡p-dn¨mtemNn-¨vsImv XnI¨pw
Akz-Ø-bm-bn.

`mcy-bm-Ip-¶-Xn\pw A½-bm-Ip-¶-Xn\pw ap¼v IYm-\m-bnI taml³ F¶ bphm-hnsâ Imap-In-
bm-bn-cp-¶p F¶v A\p-hm-N-IÀ Adn-bp-¶Xv Cu Ah-k-c-¯n-emWv Xncp-h-\-´-]p-cs¯ ]»nIv
sse{_-dn-bnepw arK-im-e-bn-ep-sams¡ Ah-fpsS Nn´-I-f-C-eqsS IS-¶p-t]m-bn. arK-im-e-bnse Poh-
Pm-e-§-fpsS A\p-{K-lm-Èn-kp-I-tfmsS Abm-fpsS kv]Ài-§Ä Ah-fn-te¡v hgpXn hoW-Xp-ap-XÂ
kv{Xo F¶ \ne-bnÂ AhÄ NqjWw sN¿-s¸-Sp-I-bm-bn-cp-¶p. tImgn-¡dn CjvS-s¸-Sp¶ Ah\pw
XnI¨pw kky-`p-¡mb Ahfpw X½n-epÅ hyXymkw am{Xw ap¶nÂ¡m-Wp¶ kaq-l-¯n-s\-Xnsc
Ie-ln-¡p-I-bm-Wv.

hnZym-`ym-khpw hnh-chpw Dm-bn-cp¶ IYm-\m-bnI Cu s]¬Ip-«n-IÄ F{X knÃn-bmWv F¶
Imap-Isâ tNmZy-¯n-\p-ap-¶nÂ Xf-cmsX kz´w kv{XoXzs¯ DbÀ¯n-¡m-«p-¶p. `c-W-cw-K-t¯¡v
Xncn-bm-\pÅ Xsâ A`n-em-js¯ IYm-\m-bnI Imap-I-\mb taml-\-t\mSv ]d-bp-t¼mÄ "th,
`mcybpw `À¯mhpw Htc s{]m^-j-\m-bmÂ icn-bm-In-Ã. {]tXy-In¨v FIvkv{Sm sS³j-\pÅ sF.-
F.-Fkv tPmen F¶ D¯-c-amWv AhÄ¡v e`n-¡p-¶Xv. hn«p-ho-gvN-bv¡pÅ at\m-KXn s]mXpsh
AhÄ¡v e`n-¡p--¶Xv. hn«p-ho-gvN-bv¡p-f-Af at\m-KXn s]mXpsh kv{XoIÄ¡v kzmb-¯-am-b-Xp-
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sImv Kth-jW cwK-t¯bv¡v Xncn-bm-\pÅ Ah-fpsS Xocp-am-\s¯ taml³ F¶ bphmhv icn-
sh-bv¡p-¶p.

Xsâ ITn-\-t{]-bXv\w sImv Kh¬saâ v Xnc-sª-Sp¯ A²ym-]-I-cpsS enÌnÂ IYm-\m-bn-
I-bpsS t]cv H¶m-a-Xmbn h¶-t¸mÄ `mcy tPmen¡v t]mIp-¶Xv X\n¡v CjvS-a-sÃ¶pw  hnhmlw
hsc Bbn-t¡mfp F¶pw taml³ ]d-bp-¶p. IYm-\m-bn-I-bpsS hyàn-Xzs¯ L\n-¡p¶ D¯-c-am-
bn-cp¶p tamlsâ \mhp-I-fnÂ \n¶pw h¶Xv. kv{XoXzs¯ A_-e-bmbn Ip-h¶ ]pcp-j-k-aq-l-
¯nsâ {]Xn-\n-[n-bmb tamlsâ hm¡p-I-fpsS aqÀ¨-bnÂ Xf-cmsX kÀÆ-i-àn-bp-sa-Sp¯v Xsâ
kzXzw Du«n-D-d-¸n-¡p-¶-Xmbncp¶p IYm-\m-bn-I-bpsS A¸-gs¯ adp-]-Sn. tPmen Ign-sª-¯p¶
`À¯m-hns\ Im¯v Hcp I¸v NqSp-Nm-b-bp-ambn hmXnÂ¡Â \nÂ¡p¶ `mcy-bm-hm³ X\n¡p Ign-
bnÃ F¶ hkvXpX Xtâ-S-t¯msS Xs¶ IYm-\m-bnI ]d-bp-¶p. Nqj-W-¯nepw hoV-\-¯nepw
a\w s\m´v Ign-bp¶ kv{Xok-aq-l-¯nsâ D¶-a-\-¯n-\p-th-n-bp-Å-h-bmWv IYm \mbn-I-bpsS
C{]-Im-c-apÅ hm¡p-IÄ F¶v \nÊw-ibw ]d-bm³ Ignbpw . hmb-\, I, IhnX F¶n-h-sbm-s¡-
t¸msc F¶pw hyànXzw hfÀ¯m³ Hcp Hm^okv thW-sa-¶nÃ, hoSp-am-Imw- F¶pw taml³ Xncn-
¨-Sn-¨p. kv{XobpsS PohnXw hosS¶ \mep-Np-a-cp-IÄ¡p-ÅnÂ HXp-¡m-\p-Å-Xm-sW¶ ]c-¼-cm-KX
hnizmkw h¨p-]p-eÀ¯n-bn-cp¶ taml³ F¶ bphmhv Xsâ Xe-ap-dsb {]k-hn-¡m\pw t\m¡n-h-
fÀ¯m-\pÅ Hcp D]-I-cWw am{X-ambn kv{Xok-aq-ls¯ ImWp-¶p. kv{Xosb-¡p-dn¨v taml-\sâ
k¦Â¸-§Ä AhÀ X½n-epÅ hnizm-k-¯nsâ ASn-th-cp-IÄ ]nfÀ¡p-¶-Xm-bn-cp-¶p. tamlsâ
Xsâ A½-tbm-SpÅ Bß_Ô-¯nsâ sXfn-hp-IÄ \nc-¯n-bmWv Xsâ \ne-]m-Sp-IÄ hyà-am-
¡nbXv. Xsâ A½-bv¡p-m-bn-cp¶ tPmen cmPn-sh-¨n-«mWv AÑ³ Ahsc hnhmlw Ign-¨-sX¶pw
Ip«nIÄ¡v A½-tbm-SpÅ Bß-_Ôw \ne-\nÀ¯m³ tPmen Dm-bn-cn-¡-cpXv F¶p-amWv tamlsâ
A`n-{]mbw. cmhnse Xnc-¡n«v tPmen¡v t]mhp-Ibpw sshIn«v £oWn-s¨-¯p-Ibpw sN¿p¶ Hcp
kv{Xo¡v Xsâ A½-sb-t¸mse Hcp \Ã IpSpw-_n-\n-bm-hm³ Ign-bp-I-bn-sÃ-¶mWv AbmÄ Nn´n-
¡p-¶Xv. kv{XoIsf tPmen¡v hnSmsX hoSnsâ ASp-¡-f-bnÂ Xf-¨n-Sp¶ ]pcpj kaq-l-¯nsâ
taÂt¡m-bvasb tNmZyw sN¿p-I-bm-bn-cp-¶p. IYm-\m-bn-I-bpsS A`n-{]mb {]S-\-¯n-eq-sS. kz´w
CjvS-§Ä ASn-¨-aÀ¯-s¸Spw F¶ ap³[m-c-W-bnÂ taml³ F¶ Imap-Is\ IYm-\m-bnI t_m[-
]qÀÆw Hgn-hm-¡p-¶p.  F¶n-cp-¶mÂ¡q-Snbpw tamlsâ A{]-Xo-£n-X-a-cWw Ah-sf \nc-´cw ]n´p-
S-cp-¶p.

bm{´n-I-ambn ]Wn-IÄ sN¿p¶ IYm-\m-bn-I-sb-bmWv ]n¶oSv IYm-Imcn Ah-X-cn-¸n-¡p-¶Xv.
`mcy-bpsS Iq«p-Imcn t^m¬ : sNbvXXp aqew AhÄ¡v Xe-th-Z-bm-sW-¶-dnª `À¯mhv C¶p-
IqSn Hm^o-knÂ \n¶v Ah-[n-sb-Sp¯v hn{i-an-¡m³ IYm-\m-bn-I-tbmSp ]d-ªp. ho«nse kv{XoI-
fpsS ]cnanXn-I-tfm, Ah-cpsS Akz-Ø-X-I-tfm, IjvS-¸m-Sp-Itfm Adnªv s]cp-am-dm³  ]pcp-j-k-
aqlw X¿m-dm-Ip-¶nÃ. ho«nse kv{XoIÄ¡v Hcp Znhkw ]\ntbm atäm h¶mÂt¸mepw Ahsf
H¶v {i²n-¡m³ t]mepw Bcpw ImWnÃ. Bkv]n-cn³ Kpfn-I-Itfm aäv thZ\m kwlm-cn-Itfm Hs¡
Bhpw tcmK-Z-i-bnse kv{XoI-fpsS Iq«p-ImÀ.

]Xn-hp-t]mse Xs¶ `À¯mhpw Ip«n-Ifpw t]mb-t¸mÄ AhÄho-«nÂ X\n-¨m-bn. Ft´m Xocp-
am-\n-¨p-d-¸n¨ a«nÂ AhÄ Xsâ ASp¯ kplr-¯mb Bjsb t^mWnÂ hnfn¨v X\n¡v tamlsâ
ho«nÂ t]mI-W-sa¶ Bhiyw Adn-bn-¡p-¶p. Hcp Imc-W-hp-an-ÃmsX At§m«v F§s\ Ib-dn-
s¨Ãpw F¶v Bj \ncn-Õm-l-s¸-Sp-¯p-¶p-s-¦n-epw IYm-\m-bnI AsXm¶pw  sNhn-s¡m-ÅmsX
Xsâ Bhiyw H¶p-IqSn Du«n-bp-d-¸n-¡p-¶p. Bj-tbmSv ImdnÂ Ccp-hcpw tamlsâ ho«nÂ t]mIp-
t¼m-gpw IYm-\m-bn-I-bpsS Hmtcm Indp-¡-I-sf-¸än Bj Akzm-c-k-t¯msS ]d-bp-¶p. taml-sâ-
bpw-kp-lr-¯mb Bj-tbmSv AbmÄ Xs¶ hnhmlw Ign-¡m-¯-XnÂ taml\v hnjaw Dm-bn-cp-
t¶m F¶v AhÄ tNmZn-¡p-¶p. tamlsâ hoSn\v ap¶nÂ \n¶v tImfnw-Kvs_Â ASn-¨-t¸mÄ Abm-
fpsS `mcy Cd-§n-h-cp-Ibpw Bsc ImWm-\m-sW¶v tNmZn-¡p-Ibpw sN¿p-¶p. Bsc ImWm-\mWv
F¶v IYm-\m-bn-I-bpsS a\Êpw Ah-tfmSv a{´n-¨p-sIm-n-cp-¶p. R§Ä¡v hoSv sXän-b-Xm-sW¶v
]dªv ZrV-amb Nph-Sp-I-tfmsS tamlsâ ho«nÂ \n¶pw IYm-\m-bnI Cd-§p-¶p. C¡-Y-bpsS
Ah-km\w C{]-Im-c-a-Ãm-bn-cp¶p Xm³ k¦Â¸n-¨n-cp-¶sX¶v IYm-Im-cn-Xs¶ Xpd¶v ]d-bp-¶p.
Bj-bpsS hm¡p-IÄ IS-sa-Sp-¯mÂ "Cäokv Sqteäv'
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kv{XoIÄ¡v thn hmZn-¡p¶ {]Xn-\n-[n-I-fn-sem-cm-fmWv Sqte-änse \mbn-I. Imap-I-\p-ambn
{]W-b-eo-e-I-fnÂ apgpIn arK-im-e-bnepw aäpw t]mIm-\p-s-¦nepw Xsâ hyànXzw BÀ¡p-ap-
¶nepw ]Wbw hbv¡m³ IYm-\m-bnI X¿m-dm-hp-¶nÃ. Hcp kv{XobpsS Gähpw henb tdmÄ A½-
bp-sS-Xm-sW¶pw kv{XoIÄ¡v tPmen-bpsS Bh-iy-an-sÃ¶pw ]d-bp¶ taml-\-t\mSv X§Ä¡pw
A`n-am-\hpw A´-Êp-ap-s¶v t_m[yw Df-hm-¡p¶ Xc-¯n-epÅ A`n-{]m-b-{]-I-S-\-§Ä AhÄ
\S-¯p-¶p. kv{XoIsf kaq-l-¯nsâ ASn-¯-«n-te¡v Nhn-«n-Xm-gv¯p¶ ]pcp-j-taÂt¡m-bva-s¡-Xn-
sc-bpÅXmbn-cp¶p Ah. Xsâ CjvS-§Ä tNmZn¨p hm§m-\mbn Imap-Isâ apJw ad¶v asäm-cmsf
IeymWw Ign-¡p-¶Xpw Ah-fpsS kzmX-{´ym-`n-em-j-¯nsâ {ia-§-fm-bn-«p-thWw IW-¡m-¡m³
"Sqteä' F¶ IY-bpsS BZn-a-[ym´w kv{XoIÄs¡-Xn-sc-bpÅ Nqj-W-¯nÂ \n¶pw Ahsc tamNn-
¸n-¡m³ {]m]vX-am-¡p¶ IYm-Im-cn-bpsS i_vZ-amWv \mw tIÄ¡p-¶-Xv. A\p-hm-N-IÀ¡v ap¶nÂ
IYm-\m-bnIbpsS Pohn-X-¯n-eqsS AXn\v IqSp-XÂ sXfn-th-In. IYm-K-Xn-I-fnÂ NnesXmgn¨p \nÀ¯n-
bmÂ Sqteäv F¶v IY XnI¨pw, kv{XohmZw DÄs¡m-Åp¶ IrXn-bm-sW¶v \nÊw-ibw ]d-bm-
\mIpw

kv{Xohm-Z-¯nsâ kzm[o\w Ihn-X-bpsS IY-bnÂ

s]¬a-\-knse kIe ssNX-\y-hpw tImÀ¯n-W-¡n-b-XmWv N{µ-a-Xn-bpsS IY-IÄ. hyXy-
Ø-amb BJym\ ssien-Ifpw  ]co-£W inev]-§-fp-amWv AXnÂ \ng-en-¡p-¶-Xv. ]pcp-j-
taÂt¡mbvasb Nn{Xo-I-cn-¡p-¶-Xn\v {Iqc-amb \À½Nn{Xo-I-c-W-§fpw IY-I-fnÂ IS¶p hcm-dp-
v. kpj½ F¶ Hcp-km-[m-cW IpSpw-_n-\n-bpsS Nn{Xo-I-c-W-amWv Ihn-X-bpsS IY-bn-eqsS N{µ-
aXn hc¨pIm-«p-¶Xv. kÀ¤m-ßI cN-\-I-fnÂ Ign-hp-m-bn«pw Ah-sbm¶pw ]pdw-tem-Iw
ImWmsX aqSn-sh-bv¡p¶ H«-\-h[n kv{Xo Fgp-¯p-Im-cpsS {]Xn-\n-[n-bmWv kpj½ F¶v \nÊw-
ibw ]d-bm-\mIpw. `À¯mhv GsX-¦nepw aWvU-e-¯nÂ Hu¶Xyw t\Sp-¶Xv `mcy A`n-am-\-am-bn-
¡-cp-Xp-¶p. F¶mÂ AXn-t\-¡m-tfsd kzbw Hu¶Xyw t\Sm³ AhÄ¡v `b-am-Wv. AXv `À¯m-
hn\v ckn-¨nsÃ¶phcmw Cusbm-c-h-Ø-bmWv IYm-\m-bn-I-bmb kpj-½-bp-sS-bpw.
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iÉÉäb÷xÉä ̈ Éå EòÉªÉÇ®úiÉ ½éþ* ‘EòÊ¤É®úÉ JÉc÷É ¤ÉWÉÉ®ú ̈ Éå ’ xÉÉ]õEò ̈ Éå xÉÉ]õEòEòÉ®ú ¦ÉÒ¹¨É ºÉÉ½þxÉÒ Eò¤ÉÒ®ú Eäò uùÉ®úÉ ªÉ½þ Eò½þiÉä ½èþ ÊEò “ ̈ Éé <xºÉÉxÉ EòÉä Ê½þxnÚù +Éè®ú
iÉÖEÇò EòÒ xÉWÉ®ú ºÉä xÉ½þÓ näùJÉiÉÉ, ̈ Éé =ºÉä Eäò´É±É <xºÉÉxÉ EòÒ xÉWÉ®ú ºÉä , JÉÖnùÉ Eäò ¤Éxnäùù EòÒ xÉWÉ®ú ºÉä näùJÉiÉÉ ½ÚÄþ*”  Eò¤ÉÒ®ú Eäò +xÉÖºÉÉ®ú VÉx¨É ºÉäò ºÉ¦ÉÒ
<xºÉÉxÉ ½þÉäiÉä ½éþ* ±ÉäÊEòxÉ ºÉÉ¨ÉÉÊVÉEò {ÉÊ®ú́ Éä¶É =x½åþ Ê½þxnÚù +Éè®ú ̈ ÉÖºÉ±É¨ÉÉxÉ ¤ÉxÉÉEò®ú +±ÉMÉ Eò®ú näùiÉÉ ½èþ* <ºÉÊ±ÉB =x½þÉåxÉä ̈ ÉxÉÖ¹ªÉ Eäò ¤ÉÒSÉ +±ÉMÉÉ´É {ÉènùÉ
Eò®úxÉä́ ÉÉ±ÉÒ ¶ÉÉä¹ÉEò ¶ÉÊHòªÉÉå EòÉ Ê´É®úÉävÉ ÊEòªÉÉ* ªÉ½þÉÄ xÉÉ]õEòEòÉ®ú EòÉ ¦ÉÒ ̈ ÉÖJªÉ vªÉäªÉ ̈ ÉxÉÖ¹ªÉ EòÉä +É{ÉºÉ ̈ Éå VÉÉäc÷xÉÉ ½èþ* CªÉÉåÊEò vÉÉÌ¨ÉEò Ê´Éuäù¹É Eäò EòÉ®úhÉ
Ë½þºÉÉ EòÉ iÉÉhb÷́ É ½þÉäxÉä ́ ÉÉ±ÉÉ BEò ºÉ¨ÉÉVÉ xÉÉ]õEòEòÉ®úÉå Eäò ºÉÉ¨ÉxÉä ̈ ÉÉèVÉÚnù ½èþ* BäºÉÒ {ÉÊ®úÎºlÉÊiÉ ̈ Éå ̈ ÉÉxÉ´ÉÒªÉiÉÉ EòÒ {ÉÖxÉ&ºlÉÉ{ÉxÉÉ EäòÊ±ÉB xÉÉ]õEòEòÉ®úÉå EòÉä
Eò¤ÉÒ®ú Eäò ̈ ÉÚ±ªÉ |Éä®úhÉÉ näùiÉä ½éþ*

¨ÉÉxÉ´ÉÒªÉiÉÉ EòÉä ¤ÉxÉÉªÉä ®úJÉxÉä EäòÊ±ÉB ºÉÆPÉ¹ÉÇ®úiÉ Eò¤ÉÒ®ú Eäò ́ ªÉÊHòi´É EòÉä , Uô½þ ºÉÉè ºÉÉ±É ¤ÉÉnù, +ÉVÉ Eäò ºÉÆnù¦ÉÇ ̈ Éå |ÉºiÉÖiÉ Eò®úxÉä EòÉ EòÉªÉÇ
xÉÉ]õEòEòÉ®ú xÉ®äúxpù ̈ ÉÉä½þxÉ xÉä ¦ÉÒ ÊEòªÉÉ ½èþ* ‘Eò½è Eò¤ÉÒ®ú ºÉÖxÉÉä ¦ÉÉ<Ç ºÉÉvÉÉä ’ xÉÉ]õEò ̈ Éå MÉÉªÉEò Eäò ¶É¤nùÉå Eäò uùÉ®úÉ xÉÉ]õEòEòÉ®ú  Eò¤ÉÒ®ú EòÒ |ÉÉºÉÆÊMÉEòiÉÉ EòÉä
´ªÉHò Eò®úiÉä ½éþ* “ ̈ Éé iÉÖ̈ ½åþ, ¶ÉÚ®ú́ ÉÒ®ú EòÒ Ê´É¶Éä¹ÉiÉÉ ¤ÉiÉÉ ®ú½þÉ ½ÚÄþ* iÉÖ̈ ½åþ ±Éc÷xÉÉ ÊºÉJÉÉ ®ú½þÉ ½ÚÄ* þ+ÆvÉÒ ±Éc÷É<Ç xÉ½þÓ ̈ ÉxÉ EòÒ +ÉÄJÉå JÉÉä±ÉEò®ú ±Éc÷xÉä EòÒ
Eò±ÉÉ* +É +Éä , iÉÖ̈ ½åþ ±Éä SÉ±ÉÚÄ 600 ́ É¹ÉÇ {ÉÚ́ ÉÇ, EòÉ¶ÉÒ EòÒ VÉÖ±ÉÉ½þ {É]Âõ]õÒ ̈ Éå*” ªÉ½þÉÄ +ÉÄJÉå JÉÉä±ÉEò®ú ±Éc÷xÉä EòÒ Eò±ÉÉ ºÉä xÉÉ]õEòEòÉ®ú EòÉ iÉÉi{ÉªÉÇ ½èþ ̈ ÉxÉÖ¹ªÉ
VÉÉä =ºÉEäò  ºÉÆ{ÉÚhÉÇ {ÉÊ®ú́ Éä¶É Eäò ºÉÉlÉ BEò ºÉSSÉÒ +É±ÉÉäSÉxÉÉi¨ÉEò oùÎ¹]õ ºÉä näùJÉxÉÉ +Éè®ú {ÉÊ®ú́ Éä¶É EòÒ +É´É¶ªÉEòiÉÉ Eäò +xÉÖºÉÉ®ú ºÉÆPÉ¹ÉÇ Eò®úxÉÉ* Eò¤ÉÒ®ú xÉä BäºÉÉ
½þÒ ÊEòªÉÉ lÉÉ* ªÉ½þÉÄ xÉÉ]õEòEòÉ®ú  ®úSÉxÉÉEòÉ®ú  EòÉä ºÉÆPÉ¹ÉÇ¶ÉÒ±É ¤ÉxÉxÉä EòÒ +É´É¶ªÉEòiÉÉ {É®ú WÉÉä®ú näùiÉä ½éþ* CªÉÉå ÊEò ºÉ¨ÉÉVÉ ̈ Éå ¶ÉÉä¹ÉEò ¶ÉÊHòªÉÉÄ Ê¨É±ÉVÉÖ±ÉEò®ú
nùÉxÉ´ÉÒ EòÉªÉÉç ̈ Éå ºÉÆ±ÉMxÉ ½éþ* ªÉä ̈ ÉxÉÖ¹ªÉ Eäò ¤ÉÒSÉ nÚùÊ®úªÉÉÄ ¤ÉgøÉEò®ú º´ÉªÉÆ ±ÉÉ¦ÉÉÎx´ÉiÉ ½þÉäiÉä ®ú½þiÉä ½éþ* ºÉ¨ÉÉVÉ EòÒ ªÉ½þ Ê´É¹ÉÉHòiÉÉ |ÉMÉÊiÉ¶ÉÒ±É ®úSÉxÉÉEòÉ®ú EòÉä
±Éc÷xÉä EäòÊ±ÉB ̈ ÉWÉ¤ÉÚ®ú Eò®ú ®ú½þÒ ½èþ +Éè®ú  Eò¤ÉÒ®ú EòÉ ́ ªÉÊHòi´É <ºÉEäò Ê±ÉB ºÉÉ½þºÉ VÉÖb÷ÉxÉä EòÒ |Éä®úhÉÉ ¦ÉÒ näù ®ú½þÉ ½èþ* ªÉ½þÉÄ xÉÉ]õEòEòÉ®ú ÊxÉb÷®ú ½þÉäEò®ú ¶ÉÉä¹ÉhÉ
¶ÉÊHòªÉÉå Eäò ÊJÉ±ÉÉ¡ò ±Éc÷xÉä EòÉ +É¼´ÉÉxÉÂ näù ®ú½äþ ½éþ*

 ºÉkÉÉ uùÉ®úÉ +ÉÌlÉEò ¶ÉÉä¹ÉhÉ EòÉ ́ ªÉÉ{ÉEò ÊSÉjÉ Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå |ÉºiÉÖiÉ ½èþ* +ÉVÉ ̧ É¨ÉVÉÒ´ÉÒ ̈ ÉxÉÖ¹ªÉ ¦ÉÒ +ÉÌlÉEò ¶ÉÉä¹ÉhÉ EòÒ ́ ÉVÉ½þ
ºÉä nùªÉxÉÒªÉ +´ÉºlÉÉ ̈ Éå {É½ÚÄþSÉ MÉªÉÉ ½èþ* <ºÉEäò ¤ÉÉ®äú ̈ Éå ̈ ÉÉÊhÉ¨ÉvÉÖEò®úú  Eäò xÉÉ]õEò  ‘ <EòiÉÉ®äú EòÒ +ÉÆJÉ ’ ̈ Éå ÊSÉjÉhÉ ½èþ* xÉÉ]õEò ̈ Éå ºÉ®úEòÉ®úÒ ¡òÒ±ÉJÉÉxÉä
Eäò ½þÉÊlÉªÉÉå EòÉä ÊJÉ±ÉÉxÉä-Ê{É±ÉÉxÉä EòÒ ÊVÉ¨¨ÉänùÉ®úÒ  ºÉÉvÉÉ®úhÉ ±ÉÉäMÉÉå EòÉä nùÒ VÉÉiÉÒ ½èþ* ªÉä ±ÉÉäMÉ ¤É½ÖþiÉ MÉ®úÒ¤É lÉä* ½þÉlÉÒ EòÉä ÊJÉ±ÉÉiÉä –ÊJÉ±ÉÉiÉä =xÉÃEäò EòÉ¨É
vÉÆvÉä SÉÉè{É]õ  ½þÉä VÉÉiÉä ½éþ* <ºÉºÉä UÖô]õEòÉ®úÉ {ÉÉxÉä EäòÊ±ÉB Ê¶ÉEòÉªÉiÉ ±ÉäEò®ú EòÉäiÉ´ÉÉ±É Eäò {ÉÉºÉ {É½ÚÄþSÉ VÉÉiÉÉ ½èþ iÉÉä ÎºlÉÊiÉ +Éè®ú ¦ÉÒ Ê¤ÉMÉb÷ VÉÉiÉÒ ½èþ* Ê¶ÉEòÉªÉiÉ
±ÉäEò®ú EòÉäiÉ´ÉÉ±É Eäò {ÉÉºÉ +ÉªÉä ́ ªÉÊHò EòÉä EòÉäiÉ´ÉÉ±É ºÉVÉÉ ºÉÖxÉÉiÉÉ ½èþ CªÉÉåÊEò =xÉEòÒ Ê¶ÉEòÉªÉiÉ

ºÉä ¤ÉMÉÉ´ÉiÉ EòÒ ¤ÉÚ +É ®ú½þÒ lÉÒ* ÊºÉ{ÉÉ½þÒ Eäò ¶É¤nùÉå ̈ Éå “.. +ÉVÉ ºÉä iÉÖ̈ ½þÉ®äú ̈ ÉÖ½þ±±Éä {É®ú nùÉä ½þÉÊlÉªÉÉå EòÒ näùJÉ -¦ÉÉ±É EòÉ ÊVÉ¨¨ÉÉ +Éè®ú* ±ÉMÉÉ+Éä
<ºÉEäò {ÉSÉÉºÉ EòÉäcä÷*” <ºÉ |ÉEòÉ®ú +ÉÌlÉEò ¶ÉÉä¹ÉhÉ Eäò Ê´É¯ûrù +É´ÉÉWÉ = ö̀ÉxÉä {É®ú ºÉkÉÉvÉÉ®úÒ ́ ÉMÉÇ =ºÉEòÉ nù̈ ÉxÉ Eò®úiÉÉ ½èþ* ªÉ½þ ́ ÉMÉÇ ½þÉÊlÉªÉÉå Eäò {ÉÉ±ÉxÉ
Eäò +ÊiÉÊ®úHò {ÉÆÊb÷iÉÉå, ̈ ÉÖ±±ÉÉ+Éå, ̈ É½ÆþiÉÉä +Éè®ú VÉÉäÊMÉªÉÉå Eäò JÉÉxÉ-{ÉÉxÉ ¦ÉÉäMÉ-+É®úÉ¨É +ÉÊnù EòÒ ÊWÉ¨¨ÉänùÉ®úÒ ¦ÉÒ +±ÉMÉ-+±ÉMÉ ̈ ÉÖ½þ±±ÉÉå {É®ú b÷É±É näùiÉÉ
½èþ* ªÉ½þÉÄ xÉÉ]õEòEòÉ®ú  ªÉ½þ Eò½þxÉÉ SÉÉ½þiÉä ½éþ ÊEò ½þ®ú ªÉÖMÉ +Éè®ú EòÉ±É EòÉ ¶ÉÉä¹ÉEò ́ ÉMÉÇ VÉxÉ ºÉÉ¨ÉÉxªÉ Eäò ¶ÉÉä¹ÉhÉ ̈ Éå EòÉä<Ç EòºÉ®ú xÉ½þÓ UôÉäc÷iÉÉ ½èþ* +ÉVÉ
¦ÉÒ VÉxÉiÉÉ EòÒ ̈ Éä½þxÉiÉ Eäò ¶ÉÉä¹ÉhÉ  ̈ Éå ®úÉVÉxÉÒÊiÉYÉ Eäò ºÉÉlÉ {ÉÆÊb÷iÉ, ̈ ÉÖ±±ÉÉ- {ÉÉÊiÉ®úÒ ¦ÉÒ BEò ºÉÉlÉ JÉcä÷ ÊnùJÉÉ<Ç näùiÉä ½éþ*

Eò¤ÉÒ®ú VÉxÉºÉÉ¨ÉÉxªÉ EòÒ ÊxÉvÉÇxÉiÉÉ EòÉä +SUôÒ iÉ®ú½þ {É½þSÉÉxÉiÉä  lÉä* ́ Éä º´ÉªÉÆ ÊxÉ¨xÉ iÉlÉÉ +¦ÉÉ´É OÉºiÉ lÉä <ºÉÊ±ÉB ºÉÉ¨ÉÆiÉÒ ºÉ¨ÉÉVÉ ́ ªÉ´ÉºlÉÉ
Eäò ¶ÉÉä¹ÉhÉEòÉ®úÒ Ê¶ÉEÆòVÉä ºÉä VÉxÉiÉÉ EòÉä ̈ ÉÖÊHò Ênù±ÉÉxÉÉ SÉÉ½þiÉä lÉä* ±ÉäÊEòxÉ +É¨ÉVÉxÉiÉÉ EòÉä xªÉÉªÉ Ênù±ÉÉxÉä EäòÊ±ÉB EòÉä< ¦ÉÒ ́ ªÉ´ÉºlÉÉ xÉ½þÓ lÉÒ* =±É]äõ
¶ÉÉºÉEò ́ ÉMÉÇ , EòÉä<Ç xÉ EòÉä<Ç ¤É½þÉxÉÉ ¤ÉxÉÉEò®ú ±ÉÉäMÉÉå EòÉä ºÉiÉÉiÉÉ +Éè®ú vÉ¨ÉEòÉiÉÉ ®ú½þiÉÉ lÉÉ* BäºÉÒ ́ ªÉ´ÉºlÉÉ Eäò ¤ÉÉ®äú ̈ Éå ‘Eò½èþ Eò¤ÉÒ®ú ºÉÖxÉÉä ¦ÉÉ<Ç ºÉÉvÉÉä’,
xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú EòÉ EòlÉxÉ ½èþ ,  “ªÉ½þ iÉÉä SÉÉä®úÉå +Éè®ú b÷ÉEÖò+Éå EòÉ ®úÉVÉ ½Öþ+É ªÉ½þ iÉÉä +xªÉÉªÉ ½èþ , …” ªÉ½þÉÄ Eò¤ÉÒ®ú Eäò <ºÉ EòlÉxÉ Eäò ̈ ÉÉvªÉ¨É
ºÉä xÉÉ]õEòEòÉ®ú ́ ÉiÉÇ̈ ÉÉxÉ GÚò®ú ́ ªÉ´ÉºlÉÉ  {É®ú SÉÉä]õ Eò®úiÉä ½éþ* BäºÉÒ ¶ÉÉºÉxÉ ́ ªÉ´ÉºlÉÉ EòÉ {ÉnùÉÇ¡òÉ¶É ¦ÉÒ¹¨É ºÉÉ½þxÉÒ ¦ÉÒ +{ÉxÉä xÉÉ]õEò ̈ Éå Eò®úiÉä ½éþ* Eò¤ÉÒ®ú
JÉb÷É ¤ÉWÉÉ®ú ̈ Éå xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú ºÉÖ±iÉÉxÉ ÊºÉEòxnù®ú ±ÉÉänùÒ ºÉä Eò½þiÉä ½éþ , “ ÊEòºÉÒ Eäò +ÉÄºÉÖ nÚùºÉ®äú EäòÊ±ÉB ̈ ÉÉäiÉÒ VÉÖ]õÉ näùiÉä ½éþ +Éè®ú =ºÉä +{ÉxÉä
Ê±ÉB ÊSÉlÉcä÷ ¦ÉÒ xÉ½þÓ VÉÖc÷É {ÉÉiÉä*” xÉÉ]õEòEòÉ®ú ªÉ½þÉÄ Eò¤ÉÒ®ú Eäò VÉèºÉä ÊxÉc÷®ú ½þÉäEò®ú, ªÉ½þ PÉÉäÊ¹ÉiÉ Eò®úiÉä ½éþ ÊEò VÉxÉiÉÆjÉ Eäò ¶ÉÉºÉEò b÷ÉEÖò+Éå +Éè®ú ±ÉÖ]äõ®úÉå
ºÉä ¦ÉÒ ¤ÉnùiÉ®ú ½éþ*

ÊxÉ¦ÉÇªÉ ½þÉäEò®ú ªÉlÉÉlÉÇ EòÉä =nÂùPÉÉÊ]õiÉ Eò®úxÉä EòÒ IÉ¨ÉiÉÉ Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ ̈ Éå lÉÒ* ºÉ¨ÉEòÉÊ±ÉEò ®úSÉxÉÉEòÉ®ú ¦ÉÒ +{ÉxÉÒ ®úSÉxÉÉ+Éå ̈ Éå =ºÉÒ
ÊxÉ¦ÉÇªÉi´É EòÉä ºÉ¨Éä]õxÉÉ SÉÉ½þiÉä ½éþ* ªÉä ®úSÉxÉÉEòÉ®ú ̈ ÉÉxÉ´ÉÊ´É®úÉävÉÒ EòÉªÉḈ ÉÉÊ½þªÉÉå EòÉä näùJÉEò®ú SÉÖ{É ®ú½þxÉä EäòÊ±ÉB iÉèªÉÉ®ú xÉ½þÓ ½éþ ¤ÉÎ±Eò =xÉEäò Ê´É¯ûrù {ÉÚ®äú
ºÉÉ½þºÉ Eäò ºÉÉlÉ Ê´É®úÉävÉ Eò®úxÉä EòÉ |ÉªÉÉºÉ Eò®úiÉä ½éþ* ‘ <EòiÉÉ®äú EòÒ +ÉÆJÉ ’ ̈ Éå xÉÉ]õEòEòÉ®ú ̈ ÉÊhÉ¨ÉvÉÖEò®ú EòÉ |ÉÊiÉ®úÉävÉÒ º´É®ú ̈ ÉÖJÉÊ®úiÉ ½èþ* xÉÉ]õEò ̈ Éå
MÉÉªÉEò EòÒ {ÉÆÊHòªÉÉÄ ½éþ-EòÒ {ÉÆÊHòªÉÉÄ ½éþ-

“MÉ±ÉiÉ EòÉä MÉ±ÉiÉ Eò½þÉä

  MÉ±ÉiÉ EòÉ Ê´É®úÉävÉ Eò®úÉä

  VÉÉÆiÉ-{ÉÉÆiÉ iÉÉäc÷Eò®ú Uäôb÷Éä ºÉ¤É BEò iÉÉxÉ

  ¨ÉÉxÉÖ¹É ̈ ÉÉxÉÖ¹É BEò ºÉ¨ÉÉxÉ”

<xÉ {ÉÆÊHòªÉÉå ̈ Éå ºÉ¨ÉiÉÉ {É®ú +ÉvÉÉÊ®úiÉ BEò ºÉ¨ÉÉVÉ EäòÊ±ÉB  ºÉÆPÉ¹ÉÇ Eò®úxÉä EòÒ |Éä®úhÉÉ ½èþ* ªÉ½þÉÄ xÉÉ]õEòEòÉ®ú  EòÒ |ÉÊiÉ¤ÉrùiÉÉ +Éè®ú ̈ ÉxÉÖ¹ªÉ EòÒ
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{ÉIÉvÉ®úiÉÉ ÊnùJÉÉ<Ç näùiÉÒ ½éþ* ªÉ½þ {ÉIÉvÉ®úiÉÉ Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ EòÒ ºÉ¤ÉºÉä ¤Éc÷Ò Ê´É¶Éä¹ÉiÉÉ ½èþ* <ºÉºÉä MÉ±ÉiÉ EòÉªÉÉç Eäò Ê´É¯ûrù ±Éc÷xÉä EòÒ iÉÉEòiÉ Ê¨É±É VÉÉiÉÒ ½éþ*

Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå {ÉÉÊ®ú́ ÉÉÊ®úEò ̈ ÉÚ±ªÉÉå EòÒ +½þÊ¨ÉªÉiÉ EòÉä ¦ÉÒ |ÉºiÉÖiÉ ÊEòªÉÉ MÉªÉÉ ½èþ* CªÉÉåÊEò Eò¤ÉÒ®ú xÉä {ÉÉÊ®ú́ ÉÉÊ®úEò
¨ÉÚ±ªÉÉå EòÉä ¤É½ÖþiÉ +ÊvÉEò ̈ ÉÉxÉÉ ½èþ* =x½þÉåxÉä PÉ®ú EòÉ ̈ É½þi´É {É½þSÉÉxÉ Ê±ÉªÉÉ lÉÉ* xÉ®äúxpù ̈ ÉÉä½þxÉ Eäò ¶É¤nùÉå ̈ Éå  “Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ +Éè®ú ÊWÉxnùMÉÒ  Eäò
+ÆiÉºÉÇ̈ ¤ÉxvÉÉå EòÉä näùJÉå iÉÉä {ÉÉBÆMÉä ÊEò =xÉEòÒ ÊWÉxnùMÉÒ EòÒ MÉÉ å̀ö ́ ÉÉhÉÒ ̈ Éå JÉÖ±ÉÒ ½éþ +Éè®ú ́ ÉÉhÉÒ =xÉEòÒ ÊWÉxnùMÉÒ EòÒ JÉÖ±ÉÒ ÊEòiÉÉ¤É ½èþ* +É{É VÉÉxÉiÉä ½éþ ÊEò
PÉ®ú =xÉEòÒ ºÉÉÊJÉªÉÉå ̈ Éå ¤ÉÉ®ú-¤ÉÉ®ú +ÉªÉÉ ½èþ* ́ Éä PÉ®ú ̈ Éå PÉ®ú fÚøføöiÉä ¦ÉÒ ÊnùJÉiÉä ½éþ* ¤ÉäPÉ®ú ½þÉäiÉä  VÉÉ ®ú½äþ +ÉVÉ Eäò +Énù̈ ÉÒ EäòÊ±ÉB Eò¤ÉÒ®ú EòÉ PÉ®ú Eò¨É
+ÉEò¹ÉÇEò xÉ½þÓ ½éþ*” +ÉVÉ ̈ ÉÚ±ªÉ ºÉÆGò¨ÉhÉ EòÒ ÎºlÉiÉÒ xÉä {ÉÉÊ®ú́ ÉÉÊ®úEò ºÉ¨¤ÉxvÉÉå EòÉä ¤ÉÖ®úÒ iÉ®ú½þ ºÉä Ê½þ±ÉÉªÉÉ ½èþ* <ºÉ ºÉÆxnù¦ÉÇ ̈ Éå ®úSÉxÉÉEòÉ®úÉå xÉä {ÉÉÊ®ú́ ÉÉÊ®úEò
¨ÉÚ±ªÉÉå EòÉä >ð{É®ú = ö̀ÉxÉä EòÉ |ÉªÉÉºÉ ÊEòªÉÉ ½èþ* ‘ EòÊ¤É®úÉ JÉb÷É ¤ÉWÉÉ®ú ̈ Éå ’ xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú +Éè®ú =xÉEòÒ ̈ ÉÉÄ Eäò |ÉºÉÆMÉÉå ̈ Éå ̈ É¨ÉiÉÉ +Éè®ú ́ ÉÉiºÉ±ªÉ ¦ÉÉ´É EòÉä
|ÉºiÉÖiÉ ÊEòªÉÉ MÉªÉÉ ½èþ , VÉÉä ̈ ÉÉÄ +Éè®ú ¤Éä]äõ Eäò Ê®ú¶iÉä EòÉä ̈ ÉWÉ¤ÉÚiÉ Eò®úxÉä EòÒ Eòb÷Ò ½èþ* Eò¤ÉÒ®ú +{ÉxÉÒ ̈ ÉÉÄ Eäò ¤ÉÉ®äú ̈ Éå Eò½þiÉä ½éþ  “VÉ¤É EòÉä<Ç +ÉÄvÉÒ SÉ±ÉiÉÒ
½èþ iÉÉä +{ÉxÉÒ nÖù¤É±ÉÒ ºÉÒ EòÉªÉÉ ºÉä ̈ ÉÖZÉä +{ÉxÉä +Éä]õ ̈ Éå ±Éä ±ÉäiÉÒ ½èþ, ÊEò +ÉÄvÉÒ-¤É´Éhb÷® Eäò lÉ{Éäcä÷ =ºÉ {É®ú xÉ {Écä÷ ,   Eò¤ÉÒ®úÉ ¤ÉSÉ VÉÉªÉä* (½ÄþºÉEò®ú) <iÉxÉÒ
UôÉä]õÒ ºÉÒ iÉÉä ½èþ ,  ªÉ½þ ̈ Éä®úÒ ̈ ÉÉ<Ç* Ê¡ò®ú ¦ÉÒ ºÉ¨ÉZÉiÉÒ ½èþ ºÉ¦ÉÒ ̈ ÉÖºÉÒ¤ÉiÉÉå ºÉä ̈ ÉÖZÉä ¤ÉSÉÉ ±ÉäMÉÒ* ̈ ÉÉ<Ç Eäò Ênù±É ̈ Éå VÉèºÉä EòÉä<Ç ¤ÉÉiÉÒ VÉ±ÉiÉÒ ®ú½þiÉÒ ½èþ |Éä̈ É
EòÒ ¤ÉÉiÉÒ* =ºÉÒ EòÒ ±ÉÉè ̈ Éå ́ É½þ ºÉÉ®úÉ ́ ÉHò VÉÒiÉÒ ½èþ ” ªÉ½þÉÄ Eò¤ÉÒ®ú Eäò ̈ ÉxÉ ̈ Éå ̈ ÉÉÄ EòÒ |ÉÊiÉ VÉÉä ºÉǼ ÉänùxÉÉ ½èþ, xÉÉ]õEòEòÉ®ú xÉä =ºÉä ÊnùJÉÉEò®ú ́ ÉiÉÇ̈ ÉÉxÉ

 ºÉ¨ÉÉVÉ ºÉä xÉ¹]õ ½þÉäiÉä VÉÉ ®ú½äþ {ÉÉÊ®ú́ ÉÉÊ®úEò ̈ ÉÚ±ªÉÉå EòÉä VÉMÉÉxÉä EòÉ |ÉªÉÉºÉ ÊEòªÉÉ ½èþ* <ºÉEäò +±ÉÉ´ÉÉ Eò¤ÉÒ®ú +Éè®ú ±ÉÉä<Ç EòÒ ¤ÉÒSÉ Eäò +É{ÉºÉÒ |Éä̈ É +Éè®ú Ê´É·ÉÉºÉ
EòÉä ÊnùJÉÉEò®ú ªÉ½þ ºÉÉÊ¤ÉiÉ Eò®úxÉä EòÉ |ÉªÉixÉ ÊEòªÉÉ ½èþ ÊEò |Éä̈ É +Éè®ú Ê´É·ÉÉºÉ ½þÒ {ÉÊ®ú́ ÉÉ®ú EòÒ xÉÓ´É ½èþ* +ÉVÉ ªÉ½þ xÉÓ´É Ê½þ±ÉiÉÒ ÊnùJÉÉ<Ç näù ®ú½þÒ ½èþ* BäºÉä
¨Éå ®úSÉxÉÉEò®ú ́ É½þ nùÉÊªÉi´É ÊxÉ¦ÉÉxÉä EòÉ |ÉªÉixÉ Eò®ú ®ú½äþ ½éþ ÊEò +{ÉxÉÒ ®úSÉxÉÉ+Éå Eäò ̈ ÉÉvªÉ¨É ºÉä {ÉÉÊ®ú́ ÉÉÊ®úEò ̈ ÉÚ±ªÉÉå EòÒ {ÉÖxÉ& ºlÉÉ{ÉxÉÉ ½þÉä VÉÉªÉä* Eò¤ÉÒ®ú
EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå <ºÉ nùÉÊªÉi´É EòÉ ÊxÉ´ÉÉÇ½þ Eò®úxÉä EòÉ |ÉªÉÉºÉ ®úSÉxÉÉEòÉ®úÉå xÉä ÊEòªÉÉ ½éþ*

ºÉ¨ÉÉVÉ ºÉä xÉ¹]õ ½þÉäiÉä VÉÉ ®ú½äþ {ÉÉÊ®ú́ ÉÉÊ®úEò ̈ ÉÚ±ªÉÉå EòÉä VÉMÉÉxÉä EòÉ |ÉªÉÉºÉ ÊEòªÉÉ ½èþ* <ºÉEäò +±ÉÉ´ÉÉ Eò¤ÉÒ®ú +Éè®ú ±ÉÉä<Ç EòÒ ¤ÉÒSÉ Eäò +É{ÉºÉÒ |Éä̈ É
+Éè®ú Ê´É·ÉÉºÉ EòÉä ÊnùJÉÉEò®ú ªÉ½þ ºÉÉÊ¤ÉiÉ Eò®úxÉä EòÉ |ÉªÉixÉ ÊEòªÉÉ ½èþ ÊEò |Éä̈ É +Éè®ú Ê´É·ÉÉºÉ ½þÒ {ÉÊ®ú́ ÉÉ®ú EòÒ xÉÓ´É ½èþ* +ÉVÉ ªÉ½þ xÉÓ´É Ê½þ±ÉiÉÒ ÊnùJÉÉ<Ç näù
®ú½þÒ ½èþ* BäºÉä ̈ Éå ®úSÉxÉÉEò®ú ́ É½þ nùÉÊªÉi´É ÊxÉ¦ÉÉxÉä EòÉ |ÉªÉixÉ Eò®ú ®ú½äþ ½éþ ÊEò +{ÉxÉÒ ®úSÉxÉÉ+Éå Eäò ̈ ÉÉvªÉ¨É ºÉä {ÉÉÊ®ú́ ÉÉÊ®úEò ̈ ÉÚ±ªÉÉå EòÒ {ÉÖxÉ& ºlÉÉ{ÉxÉÉ ½þÉä VÉÉªÉä*
Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå <ºÉ nùÉÊªÉi´É EòÉ ÊxÉ´ÉÉÇ½þ Eò®úxÉä EòÉ |ÉªÉÉºÉ ®úSÉxÉÉEòÉ®úÉå xÉä ÊEòªÉÉ ½éþ*

Eò¤ÉÒ®ú {ÉÉÊ®ú́ ÉÉÊ®úEò ̈ ÉÚ±ªÉÉå EòÉä +½þÊ¨ÉªÉiÉ näùxÉä Eäò ºÉÉlÉ-ºÉÉlÉ ̧ É¨É EòÒ ̈ É½þkÉÉ EòÉä ¦ÉÒ ¤É½ÖþiÉ ̈ ÉÉxÉiÉä lÉä* ºÉÆiÉ ½þÉäEò®ú ¦ÉÒ =x½þÉåxÉä Eò¦ÉÒ ¦ÉÒ ±ÉÉäMÉÉå
Eäò ºÉÉ¨ÉxÉä ½þÉlÉ xÉ½þÓ {ÉºÉÉ®úÉ* ́ Éä Eò{Éc÷É ¤ÉÖxÉÉEò®ú ½þÒ +{ÉxÉÒ VÉÒÊ´ÉEòÉ SÉ±ÉÉiÉä lÉä* =xÉEäò +xÉÖºÉÉ®ú ½þ®ú +Énù̈ ÉÒ EòÉä ®úÉä]õÒ JÉÖnù Eò¨ÉÉEò®ú JÉÉxÉÉ SÉÉÊ½þB*
=x½þÉåxÉä ̈ Éä½þxÉiÉ ̈ Éå ¦ÉÒ <Ç·É®ú EòÉ °ü{É näùJÉÉ ½èþ*  ‘Eò¤ÉÒ®úÉ JÉc÷É ¤ÉWÉÉ®ú ̈ Éå ’ xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú <ºÉEäò ¤ÉÉ®äú ̈ Éå Eò½þiÉä ½éþ , “¨Éä®úÒ ¡òEòÒ®úÒ EäòÊ±ÉB PÉ®ú-
¤ÉÉ½þ®ú UôÉäb÷xÉä EòÒ WÉ°ü®úiÉ xÉ½þÓ ½èþ* ̈ Éä®úÒ xÉWÉ®ú ̈ Éå ½þ®ú EòÉ¨É <¤ÉÉnùiÉ ½èþ* <ºÉEòÉ ̈ ÉiÉ±É¤É ªÉ½þ ½èþ ÊEò ̈ ÉxÉÖ¹ªÉ EòÒ +SUôÉ<Ç EäòÊ±ÉB Eò®úxÉä ́ ÉÉ±Éä ½þ®ú EòÉ¨É
<¤ÉÉnùiÉ ½èþ*” <ºÉºÉä <Ç·É®ú EòÒ |ÉÉÎ{iÉ ½þÉäiÉÒ ½èþ* ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉªÉ ̈ Éå iÉÉä ¶ÉÉ®úÒÊ®úEò ̧ É¨É EòÉä ½þÒxÉ ¦ÉÉ´ÉxÉÉ ºÉä ±ÉÉäMÉ näùJÉiÉä ½éþ* ̈ ÉxÉÖ¹ªÉ  Eäò ̧ É¨É +Éè®ú =i{ÉÉnùxÉ
¨Éå =ºÉEòÉ EòÉä<Ç ÊxÉªÉÆjÉhÉ ¦ÉÒ xÉ½þÓ ®ú½þÉ* ́ ªÉ´ÉºÉÉªÉÒEò®úhÉ Eäò <ºÉ ºÉ¨ÉªÉ ̈ Éå ́ ÉºiÉÖBÄ ̈ ÉxÉÖ¹ªÉ ºÉä ¦ÉÒ ¶ÉÊHò¶ÉÉ±ÉÒ ¤ÉxÉiÉÒ VÉÉ ®ú½þÒ ½éþ* ªÉ½þÉÄ ̈ ÉxÉÖ¹ªÉ +Éè®ú =ºÉEòÉ
¸É¨É xÉMÉhªÉ ½þÉä VÉÉiÉÉ ½èþ* <ºÉ ºÉÆnù¦ÉÇ ̈ Éå ½þ̈ Éå Eò¤ÉÒ®ú Eäò ̈ ÉÚ±ªÉÉå ºÉä ¤É½ÖþiÉ EÖòUô ºÉÒJÉxÉÉ ¤ÉÉEòÒ ½èþ* ¶ÉÉ®úÒÊ®úEò ̈ Éä½þxÉiÉ EòÉä ½þÒxÉ ºÉ¨ÉZÉ Eò®ú {É®úÉªÉÉå Eäò nù}iÉ®ú
¨Éå EòÉ¨É nÚÄùgøxÉä ́ ÉÉ±ÉÒ xÉªÉÒ {ÉÒgøÒ Eäò ºÉÉ¨ÉxÉä Eò¤ÉÒ®ú EòÉ ¶ÉÉ®úÒÊ®úEò ̧ É¨É ¦ÉÒ BEò ̈ ÉÚ±ªÉ ½þÉäEò®ú ={ÉÎºlÉiÉ ½þÉäiÉÉ ½èþ*

Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå Eò¤ÉÒ®ú Eäò |ÉÊiÉ{ÉIÉ vÉ¨ÉÔ ̈ ÉÚ±ªÉÉå EòÉä ¤É½ÖþiÉ +ÊvÉEò ºÉ®úÉ½þÉ MÉªÉÉ ½èþ* |ÉÊiÉ{ÉIÉ ̈ Éå JÉc÷É ®ú½þxÉä Eäò EòÉ®úhÉ Eò¤ÉÒ®ú EòÒ
´ÉÉhÉÒ ̈ Éå ºÉkÉÉ Ê´É®úÉävÉÒ º´É®ú ¤É½ÖþiÉ ½þÒ |ÉJÉ®ú ÊnùJÉÉ<Ç näùiÉÉ ½èþ* ‘Eò½èþ Eò¤ÉÒ®ú ºÉÖxÉÉä ¦ÉÉ<Ç ºÉÉvÉÉä ’ xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú Eäò <ºÉ |ÉÊiÉ®úÉävÉÒ º´É®ú EòÉä <ºÉ |ÉEòÉ®ú
´ªÉHò ÊEòªÉÉ MÉªÉÉ ½èþ ÊEò-

“BEò nù½þEòiÉÉ ¶É¤nù
VÉ±ÉÉEò®ú ®úÉJÉ ¤ÉxÉÉ näùiÉÉ ½èþ
{ÉÚ®úÒ {É¶ÉÖ ºÉkÉÉ EòÉä
BEò nù½þEòiÉÉ ¶É¤nù

Ê½þ±ÉÉEò®ú ®úJÉ näùiÉÉ ½èþ
 ºÉzÉÉ]äõ EòÒ ¤Éc÷Ò ¤Éc÷Ò SÉ]Âõ]õÉxÉÉå EòÉä”

Ê½þ±ÉÉEò®ú ®úJÉ näùiÉÉ ½èþ
ºÉzÉÉ]äõ EòÒ ¤Éc÷Ò ¤Éc÷Ò SÉ]Âõ]õÉxÉÉå EòÉä”

<xÉ {ÉÆÊHòªÉÉå ̈ Éå Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ EòÉ |ÉÊiÉ®úÉävÉÒ B´ÉÆ +ÉGò¨ÉEò º´É¦ÉÉ´É  ́ ªÉHò ½þÉä VÉÉiÉÉ ½èþ* Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ ̈ Éå ºÉkÉÉ EäòxpùÉå EòÉä Ê½þ±ÉÉxÉä EòÒ
+nÂù¦ÉÖiÉ IÉ¨ÉiÉÉ ½èþ* xÉÉ]õEòEòÉ®ú xÉä =ºÉ IÉ¨ÉiÉÉ EòÉä {É½þSÉÉxÉÉ ½èþ +Éè®ú <ºÉÊ±ÉB =x½þÉåxÉä BäºÉä nù½þEòiÉä ¶É¤nù EòÉä +Ê¦É´ªÉHò Eò®úEäò ́ ÉiÉÇ̈ ÉÉxÉ Eäò ºÉkÉÉ EäòxpùÉå
EòÉä Ê½þ±ÉÉxÉä EòÒ EòÉäÊ¶É¶É EòÒ ½èþ* ºÉÖ̈ ÉxÉ EÖò¨ÉÉ®ú EòÉ xÉÉ]õEò “MÉMÉxÉ PÉ]õÉ PÉ½þ®úÉxÉÒ ” ̈ Éå <ºÉ ́ ªÉ´ÉºlÉÉ Ê´É®úÉävÉÒ ¦ÉÉ´ÉxÉÉ EòÉä ¤É½ÖþiÉ +ÊvÉEò ºÉ®úÉ½þÉ ½èþ*
xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú EòÒ {ÉÆÊHòªÉÉÄ ½éþ-



51

“ºÉÖ±ÉiÉÉxÉ , ¤ÉÉnù¶ÉÉ½þ, xÉäiÉÉ, |ÉvÉÉxÉ¨ÉÆxjÉÒ, ºÉxiÉ®úÒ

Eò®úiÉä ={ÉäIÉÉ VÉxÉ EòÒ

±ÉMÉÉ ½èþ iÉÖ̈ ½þÉ®úÉ nù®ú¤ÉÉ®ú ¹ÉbÂ÷ªÉxjÉ EòÉ

¦ÉÉäMÉÊ´É±ÉÉºÉ EòÉ +bÂ÷b÷É”

ºÉkÉÉ Eäò nù̈ ÉxÉ +Éè®ú ={ÉäIÉÉ Eäò Ê´É¯ûrù ºÉÆPÉ¹ÉÇ®úiÉ Eò¤ÉÒ®ú EòÉä |ÉºiÉÖiÉ Eò®úEäò ®úSÉxÉÉEòÉ®úÉå xÉä +{ÉxÉÒ ºÉkÉÉ Ê´É®úÉävÉÒ ̈ ÉÉxÉÊºÉEòiÉÉ EòÉä |ÉEò]õ ÊEòªÉÉ
½èþ* Eò¤ÉÒ®ú Eäò ÊxÉb÷®ú ́ ªÉÊHòi´É ºÉä  ®úSÉxÉÉEòÉ®ú ¤É½ÖþiÉ +ÊvÉEò |É¦ÉÉÊ´ÉiÉ ½éþ* <ºÉEòÉ |ÉÊiÉ¡ò±ÉxÉ Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå ºÉÉ¡ò ÊnùJÉÉ<Ç näùiÉÉ ½èþ* <xÉ
®úSÉxÉÉ+Éå EòÉ ̈ ÉÖJªÉ vªÉäªÉ ̈ ÉxÉÖ¹ªÉ EòÒ SÉäiÉxÉÉ EòÉä VÉMÉÉEò®ú =ºÉä +¨ÉÉxÉ´ÉÒªÉ ́ ªÉ´ÉºlÉÉ Ê´É®úÉävÉ ̈ Éå JÉc÷É Eò®úxÉÉ ½èþ* ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú VÉèºÉä |ÉÊiÉ®úÉävÉÒ
´ªÉÊHòi´É EòÉä +{ÉxÉÒ ®úSÉxÉÉ+Éå  EòÉ Eäòxpù ¤ÉxÉÉªÉÉ ½èþ CªÉÉåÊEò Eò¤ÉÒ®ú Eäò ®úÉVÉxÉèÊiÉEò ̈ ÉÚ±ªÉÉå Eäò Eäòxpù ̈ Éå ̈ ÉxÉÖ¹ªÉ EòÉä ºÉ¨ÉÉxÉiÉÉ näùxÉä́ ÉÉ±ÉÒ ¶ÉÉºÉxÉ  ́ ªÉ´ÉºlÉÉ
EòÒ {ÉÊ®úEò±{ÉxÉÉ ½èþ* Eò¤ÉÒ®ú Eäò <xÉ ®úÉVÉxÉèÊiÉEò ̈ ÉÚ±ªÉÉå EòÉ +ÉvÉÉ®ú ¤ÉxÉÉEò®ú ®úSÉxÉÉEòÉ®úÉå xÉä +{ÉxÉÒ ®úSÉxÉÉ+Éå ̈ Éå ́ ªÉ´ÉºlÉÉ Ê´É®úÉävÉÒ SÉäiÉxÉÉ EòÒ |ÉºiÉÖÊiÉ uùÉ®úÉ
BEò ¶ÉÉä¹ÉhÉ ̈ ÉÖHò ºÉ¨ÉÉVÉ EòÒ Eò±{ÉxÉÉ EòÒ ½èþ*

Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå ºÉ¨ÉEòÉ±ÉÒxÉ nùÉè®ú Eäò vÉ¨ÉÇ EòÒ +¨ÉÉxÉ´ÉÒªÉ |É´ÉÞÊkÉªÉÉå {É®ú |ÉEòÉ¶É b÷É±ÉxÉä EòÉ |ÉªÉÉºÉ ¦ÉÒ ÊEòªÉÉ MÉªÉÉ ½èþ* vÉÉÌ¨ÉEò
¨ÉÚ±ªÉÉå Eäò ¿ÉºÉ Eäò <ºÉ ªÉÖMÉ ̈ Éå Eò¤ÉÒ®ú Eäò vÉÉÌ¨ÉEò ̈ ÉÚ±ªÉÉå EòÉä +{ÉxÉÒ ®úSÉxÉÉ+Éå ̈ Éå +Ê¦É´ªÉHò Eò®úEäò ®úSÉxÉÉEòÉ®úÉå xÉä vÉ¨ÉÇ Eäò ̈ ÉÉxÉ´ÉÒªÉ {ÉIÉ {É®ú WÉÉä®ú ÊnùªÉÉ
½èþ* ̈ ÉvªÉEòÉ±ÉÒxÉ ºÉ¨ÉªÉ Eäò ºÉ¨ÉÉxÉ +ÉVÉ ¦ÉÒ +ÉVÉ ¦ÉÒ vÉ¨ÉÇ ̈ ÉxÉÖ¹ªÉ Eäò ¤ÉÒSÉ +±ÉMÉÉ´É {ÉènùÉ Eò®ú ®ú½þÉ ½èþ* ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉÉVÉ ̈ Éå vÉ¨ÉÇ ºÉÉ¨|ÉnùÉÊªÉEòiÉÉ EòÉä |É¸ÉªÉ
näù ®ú½þÉ ½èþ* <ºÉºÉä ̈ ÉxÉÖ¹ªÉ-¨ÉxÉÖ¹ªÉ Eäò ¤ÉÒSÉ MÉ½þ®úÒ JÉÉ<Ç {ÉènùÉ ½þÉä ®ú½þÒ ½èþ* <ºÉEäò ¤ÉÉ®äú ̈ Éå ¦ÉÒ¹¨É ºÉÉ½þxÉÒ ‘Eò¤ÉÒ®úÉ JÉc÷É ¤ÉWÉÉ®ú ̈ Éå’ xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú Eäò
¨ÉÉvªÉ¨É ºÉä Eò½þiÉä ½éþ, “EòÉä<Ç BäºÉÉ vÉ¨ÉÉÇSÉÉ®ú xÉ½þÓ VÉÉä <xºÉÉxÉ EòÉä <xºÉÉxÉ Eäò ºÉÉlÉ VÉÉäcä÷, ºÉ¦ÉÒ <xºÉÉxÉ EòÉä <xºÉÉxÉ ºÉä +±ÉMÉ Eò®úiÉä ½éþ* BEò nÚùºÉ®äú Eäò
nÖù¶¨ÉxÉ ¤ÉxÉÉiÉä ½éþ*” ́ ÉiÉÇ̈ ÉÉxÉ EòÒ vÉÉÌ¨ÉEò +ºÉÊ½þ¹hÉÖiÉÉ Eäò |ÉÊiÉ®úÉävÉ Eäò °ü{É ̈ Éå ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú Eäò vÉÉÌ¨ÉEò ̈ ÉÚ±ªÉÉå EòÉä |ÉºiÉÖiÉ ÊEòªÉÉ ½èþ* Eò¤ÉÒ®ú
EäòÊ±ÉB vÉ¨ÉÇ EòÒ xÉÓ´É ½þÒ <xºÉÉxÉ EòÒ ºÉä́ ÉÉ ½èþ* VÉ¤É vÉ¨ÉÇ ̈ Éå <ºÉ ºÉä́ ÉÉ ¦ÉÉ´É EòÉ ±ÉÉä{É ½þÉäiÉÉ ½èþ iÉ¤É Eò¤ÉÒ®ú =ºÉ vÉ¨ÉÇ Eäò |ÉÊiÉ +ÉGòÉ¨ÉEò ®ú́ ÉèªÉÉ +{ÉxÉÉiÉä
½éþ*

vÉ¨ÉÇ ̈ ÉxÉÖ¹ªÉ Eäò ¤ÉÒSÉ +±ÉMÉÉ´É {ÉènùÉ Eò®ú ®ú½þÉ ½èþ* ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉÉVÉ ̈ Éå vÉ¨ÉÇ ºÉÉ¨|ÉnùÉÊªÉEòiÉÉ EòÉä |É¸ÉªÉ näù ®ú½þÉ ½èþ* <ºÉºÉä ̈ ÉxÉÖ¹ªÉ-¨ÉxÉÖ¹ªÉ Eäò ¤ÉÒSÉ
MÉ½þ®úÒ JÉÉ<Ç {ÉènùÉ ½þÉä ®ú½þÒ ½èþ* <ºÉEäò ¤ÉÉ®äú ̈ Éå ¦ÉÒ¹¨É ºÉÉ½þxÉÒ ‘ Eò¤ÉÒ®úÉ JÉc÷É ¤ÉWÉÉ®ú ̈ Éå ’ xÉÉ]õEò ̈ Éå Eò¤ÉÒ®ú Eäò ̈ ÉÉvªÉ¨É ºÉä Eò½þiÉä ½éþ, “EòÉä<Ç BäºÉÉ vÉ¨ÉÉÇSÉÉ®ú
xÉ½þÓ VÉÉä <xºÉÉxÉ EòÉä <xºÉÉxÉ Eäò ºÉÉlÉ VÉÉäcä÷, ºÉ¦ÉÒ <xºÉÉxÉ EòÉä <xºÉÉxÉ ºÉä +±ÉMÉ Eò®úiÉä ½éþ* BEò nÚùºÉ®äú Eäò nÖù¶¨ÉxÉ ¤ÉxÉÉiÉä ½éþ*” ́ ÉiÉÇ̈ ÉÉxÉ EòÒ vÉÉÌ¨ÉEò
+ºÉÊ½þ¹hÉÖiÉÉ Eäò |ÉÊiÉ®úÉävÉ Eäò °ü{É ̈ Éå ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú Eäò vÉÉÌ¨ÉEò ̈ ÉÚ±ªÉÉå EòÉä |ÉºiÉÖiÉ ÊEòªÉÉ ½èþ* Eò¤ÉÒ®ú EäòÊ±ÉB vÉ¨ÉÇ EòÒ xÉÓ´É ½þÒ <xºÉÉxÉ EòÒ ºÉä́ ÉÉ ½èþ*
VÉ¤É vÉ¨ÉÇ ̈ Éå <ºÉ ºÉä́ ÉÉ ¦ÉÉ´É EòÉ ±ÉÉä{É ½þÉäiÉÉ ½èþ iÉ¤É Eò¤ÉÒ®ú =ºÉ vÉ¨ÉÇ Eäò |ÉÊiÉ +ÉGòÉ¨ÉEò ®ú́ ÉèªÉÉ +{ÉxÉÉiÉä ½éþ*

vÉ¨ÉÇ ̈ Éå ̈ ÉÉxÉ´ÉÒªÉ iÉi´ÉÉå EòÒ JÉÉäVÉ EäòÊ±ÉB ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú Eäò vÉÉÌ¨ÉEò ̈ ÉÚ±ªÉÉå EòÉä +{ÉxÉÉªÉÉ ½èþ*  ‘Eò½èþ Eò¤ÉÒ®ú ºÉÖxÉÉä ¦ÉÉ<Ç ºÉÉvÉÉä ’ xÉÉ]õEò
¨Éå Eò¤ÉÒ®ú +{ÉxÉä <Ç·É®úÒªÉ Ê´ÉSÉÉ®úÉå EòÉä ́ ªÉHò Eò®úiÉä ½ÖþB Eò½þiÉä ½éþ , “ ̈ Éä®úÉ EòÉä<Ç ̈ ÉWÉ½þ¤É xÉ½þÓ , ̈ Éä®úÉ ÊEòºÉÒ ̈ ÉWÉ½þ¤É ºÉä Ê´É®úÉävÉ xÉ½þÓ, ̈ Éä®äú Ê±ÉB ®úÉ¨É-
®ú½þÒ¨É ºÉ¨ÉÉxÉ ½èþ* Ê½þxnÖù-¨ÉÖºÉ±É¨ÉÉxÉ nùÉäù xÉ½þÓ, BEò ½þÒ <Ç·É®ú Eäò ¤ÉÆnäùù ½éþ*” ªÉ½þ EòlÉxÉ <ºÉ ¤ÉÉiÉ EòÒ MÉ´ÉÉ½þÒ  näù ®ú½þÉ ½èþ ÊEò Eò¤ÉÒ®ú ̈ ÉWÉ½þ¤É Ê´É®úÉävÉÒ xÉ½þÓ
lÉä* =x½þÉåxÉä ºÉ¦ÉÒ vÉ¨ÉÔ  Eäò ̈ ÉÉxÉ´ÉÒªÉ ̈ ÉÚ±ªÉÉå EòÉä ½þ̈ Éä¶ÉÉ ºÉ®úÉ½þÉ ½èþ* ±ÉäÊEòxÉ ªÉä ̈ ÉÚ±ªÉ vÉ¨ÉÇ Eäò ́ ªÉÉ´É½þÉÊ®úEò xÉÒÊiÉªÉÉå ̈ Éå xÉ Eäò ¤É®úÉ¤É®ú lÉä* +ÉVÉ ¦ÉÒ ÎºlÉÊiÉ
Ê¦ÉzÉ xÉ½þÓ ½èþ* <ºÉÊ±ÉB <ºÉ vÉÉÌ¨ÉEò +´É¨ÉÚ±ªÉxÉ Eäò Ê´É¯ûrù +É´ÉÉWÉ = ö̀ÉxÉä EäòÊ±ÉB ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú EòÉä BEò ̈ ÉÉvªÉ¨É ¤ÉxÉÉªÉÉ ½èþ* ®úSÉxÉÉEòÉ®úÉå xÉä
ºÉ¨ÉÉVÉ ̈ Éå |ÉSÉÊ±ÉiÉ vÉÉÌ¨ÉEò ¶ÉÉä¹ÉhÉÉ +Éè®ú +xÉÉSÉÉ®úÉå Eäò Ê´É¯ûrù ºÉ¶ÉHò ¦ÉÉ¹ÉÉ ̈ Éå |ÉÊiÉ®úÉävÉ JÉc÷É Eò®ú ÊnùªÉÉ ½èþ +Éè®ú ºÉÉlÉ ½þÒ Eò¤ÉÒ®ú Eäò ̈ ÉÚ±ªÉÉå Eäò WÉÊ®úB
<xºÉÉÊxÉªÉiÉ EòÉä |ÉÉäiºÉÉ½þxÉ ¦ÉÒ ÊnùªÉÉ ½èþ* ‘ EòÊ¤É®úÉ JÉc÷É ¤ÉWÉÉ®ú ̈ Éå ’ xÉÉ]õEò ̈ Éå  Eò¤ÉÒ®ú EòÉ EòlÉxÉ ½èþ , “ ̈ Éä®úÉ {É®ú́ É®úÊnùMÉÉ®ú ̈ Éä®äú SÉÉ®úÉå +Éä®ú ½è , ́ É½þ
¨Éä®äú Ênù±É ̈ Éå ¤ÉºÉiÉÉ ½èþ* =ºÉEòÒ xÉWÉ®ú ̈ Éå xÉ EòÉä<Ç Ê½þxnÚù ½èþ, xÉ iÉÖEÇò* ̈ Éé +±±ÉÉ½þ EòÉ xÉÚ®ú ½þ®ú <xºÉÉxÉ ̈ Éå näùJÉiÉÉ ½ÚÄþ , <xºÉÉxÉ Eäò Ênù±É ̈ Éå näùJÉiÉÉ ½ÚÄþ*
“Eò¤ÉÒ®ú xÉä ½þ̈ Éä¶ÉÉ +{ÉxÉÒ ́ ÉÉhÉÒ Eäò uùÉ®úÉ ̈ ÉxÉÖ¹ªÉ Eäò ¦ÉÒiÉ®ú ºÉ¨ÉÉªÉÒ ½Öþ<Ç <Ç·É®úÒªÉ ¶ÉÊHò ºÉä ±ÉÉäMÉÉå EòÉ {ÉÊ®úSÉªÉ Eò®úÉxÉÉ SÉÉ½þÉ* xÉÉ]õEòEòÉ®ú ªÉ½þ {É½þSÉÉxÉiÉä
½éþ ÊEò vÉ¨ÉÇ +Éè®ú <Ç·É®ú Eäò ¤ÉÉ®äú ̈ Éå Eò¤ÉÒ®ú EòÒ ªÉ½þ {ÉÊ®úEò±{ÉxÉÉ , ́ ÉiÉÇ̈ ÉÉxÉ Eäò Eò±ÉÖÊ¹ÉiÉ vÉÉÌ¨ÉEò {ÉÊ®ú́ Éä¶É ̈ Éå ¤É½ÖþiÉ ½þÒ ={ÉªÉÉäMÉÒ ½èþ* ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉªÉ ̈ Éå vÉ¨ÉÇ
+Éè®ú º¨|ÉnùÉªÉ Eäò xÉÉ¨É {É®ú ±ÉÉäMÉÉå Eäò ¤ÉÒSÉ +xÉäEò nùÒ´ÉÉ®åú JÉc÷Ò ½éþ* <xÉ nùÒ´ÉÉ®úÉå Eäò {ÉÒUäô  ®úÉVÉxÉèÊiÉEò +ÉEòÉÆIÉÉBÄ +Éè®ú º´ÉÉlÉÇiÉÉ EòÉ¨É Eò®ú ®ú½þÒ ½éþ* ̈ ÉÉxÉ´É
vÉ¨ÉÇ EòÒ WÉbå÷ ̈ ÉWÉ¤ÉÚiÉ Eò®úxÉä EäòÊ±ÉB <xÉ nùÒ´ÉÉ®úÉå EòÉä ÊMÉ®úÉxÉÉ ¤É½ÖþiÉ WÉ°ü®úÒ ½èþ* Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú Eäò ̈ ÉÚ±ªÉÉå  EòÉä |ÉºiÉÖiÉ
Eò®úEäò <xÉ nùÒ´ÉÉ®úÉå {É®ú |É½þÉ®ú Eò®úxÉä EòÉ |ÉªÉixÉ ÊEòªÉÉ ½èþ* ®úSÉxÉÉEòÉ®úÉå Eäò <ºÉ |ÉªÉixÉ ̈ Éå Eò¤ÉÒ®ú Eäò  ̈ ÉÉxÉ´É vÉ¨ÉÇ EòÒ {ÉÊ®úEò±{ÉxÉÉ ¤É½ÖþiÉ +ÊvÉEò =¨¨ÉÒnåù
VÉMÉÉiÉÒ ½èþ* <ºÉ ́ ÉVÉ½þ  ºÉä <xÉ ®úSÉxÉÉEòÉ®úÉå EòÒ ®úSÉxÉÉ+Éå ̈ Éå Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ nÖù½þ®úÉiÉÒ ®ú½þiÉÒ ½èþ*  Eò¤ÉÒ®ú EòÒ ́ ÉÉhÉÒ nÖù½þ®úÉiÉÒ ®ú½þiÉÒ ½èþ*

Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú Eäò +ÉvªÉÉÎi¨ÉEò ̈ ÉÚ±ªÉÉå Eäò uùÉ®úÉ ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉªÉ Eäò vÉ¨ÉÇ EòÒ ̈ ÉÉxÉ´É Ê´É®úÉävÉÒ SÉä¹]õÉ+Éå +Éè®ú
+ÉvªÉÉÎi¨ÉEò ́ ªÉ´ÉºÉÉªÉ {É®ú |É¶xÉ ÊSÉ¼xÉ ±ÉMÉÉ ÊnùªÉÉ ½èþ* Eò¤ÉÒ®ú EòÉ vÉ¨ÉæiÉ® +vªÉÉi¨É ̈ ÉÉxÉ´É |Éä̈ É EòÉ {ÉªÉÉÇªÉ´ÉÉSÉÒ ½èþ* =x½þÉåxÉä hÉvªÉEòÉ±É EòÒ vÉÉÌ¨ÉEò
+ºÉÊ½þ¹hÉÖiÉÉ Eäò Ê´É¯ûrù BEò |ÉÊiÉ®úÉävÉ Eäò °ü{É ̈ Éå <ºÉ vÉ¨ÉæiÉ®ú +vªÉÉi¨É EòÒ {ÉÊ®úEò±{ÉxÉÉ EòÒ lÉÒ* <ºÉEäò ¤ÉÉ®äú ̈ Éå ºÉÖ̈ ÉxÉ EÖò¨ÉÉ®ú EòÉ  ‘MÉMÉxÉ PÉ]õÉ PÉ½þ®úÉxÉÒ’
¶ÉÒ¹ÉÇEò xÉÉ]õEò ̈ Éå EòlÉÉMÉÉªÉEò EòÒ {ÉÆÊHòªÉÉÄ-

“ÊxÉ®úÉ¶ÉÉ-=nùÉºÉÒ b÷®ú-JÉÉè¡ò
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¨Éå bÚ÷¤ÉÉ ªÉ½þ +Énù̈ ÉÒ

=ºÉä SÉÉÊ½þB

+É¶ÉÉ, |Éä̈ É, ºÉnÂù¦ÉÉ´ÉxÉÉ

BEò ¥ÉÀÉ, JÉÖnùÉ, <Ç·É®ú, MÉÉìb÷ EÖòUô ¦ÉÒ

‘®úÉ¨É’

¶ÉÚxªÉ¨Éhb÷±É, ÊxÉ®úÉEòÉ®ú

ÊVÉºÉ¨Éå ºÉ¤É ºÉ¨ÉÉÊ½þiÉ ½þÉäEò®ú ¤ÉxÉåMÉä

BEò ¶ÉÊHò {ÉÚÆVÉ

ÊxÉMÉÖÇhÉ

Ê¡ò®ú ºÉÉlÉ-ºÉÉlÉ SÉ±ÉåMÉä ”

Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå ¦ÉÒ Eò¤ÉÒ®ú EòÉ +vªÉÉi¨É BEò |ÉÊiÉ®úÉävÉ ½èþ, VÉÉä ́ ÉiÉÇ̈ ÉÉxÉ vÉÉÌ¨ÉEò iÉlÉÉ +ÉvªÉÉÎi¨ÉEò ¶ÉÉä¹ÉhÉ Eäò Ê´É¯ûrù ºÉ¶ÉHò °ü{É
¨Éå +ÉGò¨ÉhÉ Eò®úiÉÉ ½èþ*  ®úSÉxÉÉEòÉ®úÉå xÉä =ºÉ vÉ¨ÉÉæiÉ®ú +vªÉÉi¨É Eäò ̈ ÉÉvªÉ¨É ºÉä ºÉ¨ÉoùÎ¹]õ EòÒ ¦ÉÉ´ÉxÉÉ EòÉ |ÉSÉÉ®ú Eò®úxÉä EòÉ |ÉªÉÉºÉ ÊEòªÉÉ ½èþ* Eò¤ÉÒ®ú EäòÊ±ÉB
ºÉ¨ÉoùÎ¹]õ BEò BäºÉÉ ̈ ÉÚ±ªÉ ½èþ ,  ÊVÉºÉEòÉ |ÉSÉÉ®ú =xÉÃEòÒ ́ ÉÉhÉÒ EòÉ ̈ ÉÖJªÉ vªÉäªÉ ½èþ* Eò¤ÉÒ®ú EòÉ ªÉ½þ ̈ ÉÚ±ªÉ ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉªÉ ̈ Éå ¦ÉÒ =iÉxÉÉ ½þÒ  ¨É½þi´É{ÉÚhÉÇ
½èþ* <ºÉÊ±ÉB ºÉ¨ÉEòÉ±ÉÒxÉ ®úSÉxÉÉEòÉ®ú ¦ÉÒ =ºÉEòÉ |ÉSÉÉ®ú SÉÉ½þiÉä ½éþ*

ÊxÉ¹Eò¹ÉÇiÉ& , Eò¤ÉÒ®ú EäòÎxpùiÉ ®úSÉxÉÉ+Éå ̈ Éå Eò¤ÉÒ®ú Eäò ̈ ÉÉxÉ´ÉÒªÉ ̈ ÉÚ±ªÉÉå EòÒ |ÉºiÉÖÊiÉ, ́ ÉiÉÇ̈ ÉÉxÉ ºÉ¨ÉªÉ EòÒ SÉÖxÉÉèÊiÉªÉÉå Eäò =kÉ®ú fÚÄøføxÉä EäòÊ±ÉB BEò
Ênù¶ÉÉ ÊxÉnæù¶É Eäò °ü{É ̈ Éå EòÒ MÉªÉÒ ½èþ*  <xÉ ®úSÉxÉÉ+Éå ̈ Éå ®úSÉxÉÉEòÉ®úÉå xÉä Eò¤ÉÒ®ú Eäò ̈ ÉÚ±ªÉÉå {É®ú ¤É±É näùEò®ú , ¶ÉÉä¹ÉhÉ ̈ ÉÖHò ºÉ¨ÉÉVÉ EäòÊ±ÉB ±ÉÉäMÉÉå EòÉä ºÉÆPÉ¹ÉÇ®úiÉ
®ú½þxÉä EòÉ +É¼´ÉÉxÉ ÊnùªÉÉ ½èþ* ªÉ½þ EòÉªÉÇ Eò¤ÉÒ®ú EäòÎxpùiÉ xÉÉ]õEòÉå ̈ Éå ¤ÉJÉÚ¤ÉÒ fÆøMÉ ºÉä ÊEòªÉÉ MÉªÉÉ ½èþ* xÉÉ]õEòÉå ̈ Éå ̈ ÉÉxÉ´ÉÒªÉ ̈ ÉÚ±ªÉÉå EòÒ ºlÉÉ{ÉxÉÉ EäòÊ±ÉB Eò¤ÉÒ®ú
EòÉ ºÉÆPÉ¹ÉÇ +Éè®ú ¶ÉÉä¹ÉEòú ¶ÉÊHòªÉÉå Eäò Ê´É¯ûrù =ºÉEòÉ +ÉGòÉ¨ÉEò iÉä́ É®ú ¤É½ÖþiÉ ½þÒ +xÉÉäJÉä fÆøMÉ ºÉä , ́ ÉiÉÇ̈ ÉÉxÉ Eäò ºÉÉlÉ VÉÉäc÷Eò®ú {ÉÖxÉ®ÇúÊSÉiÉ ÊEòªÉÉ MÉªÉÉ ½èþ*
xÉÉ]õEòEòÉ®úÉå EòÒ ®úSÉxÉÉvÉÌ¨ÉiÉÉ ̈ Éå Eò¤ÉÒ®ú Eäò ́ ªÉÊHòi´É EòÉ |É¦ÉÉ´É ¦ÉÒ ºÉÉ¡ò ÊnùJÉÉ<Ç näùiÉÉ ½èþ*

ºÉ½þÉªÉEò OÉxlÉºÉ½þÉªÉEò OÉxlÉºÉ½þÉªÉEò OÉxlÉºÉ½þÉªÉEò OÉxlÉºÉ½þÉªÉEò OÉxlÉ

¦ÉÒ¹¨ÉºÉÉ½þxÉÒ – EòÊ¤É®úÉ JÉc÷É ¤ÉWÉÉ®ú ̈ Éå

xÉ®äúxpù ̈ ÉÉä½þxÉ – Eò½èþ Eò¤ÉÒ®ú ºÉÖxÉÉä ¦ÉÉ<Ç ºÉÉvÉÉä

¨ÉÊhÉ ¨ÉvÉÖEò®ú - <EòiÉÉ®ä EòÒ +ÉÆJÉ

®úÉVÉ ÊEò¶ÉÉä®ú – Eò¤ÉÒ®ú EòÒ JÉÉäVÉ

ºÉÖ¨ÉxÉ EÖò¨ÉÉ®ú – xÉ]õ®ÆúMÉ ÊºÉiÉ¨¤É®ú 2003
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iÉxÉÉ´É Eäò EòÉ®úhÉ B´ÉÆ EòÉ®úEòiÉxÉÉ´É Eäò EòÉ®úhÉ B´ÉÆ EòÉ®úEòiÉxÉÉ´É Eäò EòÉ®úhÉ B´ÉÆ EòÉ®úEòiÉxÉÉ´É Eäò EòÉ®úhÉ B´ÉÆ EòÉ®úEòiÉxÉÉ´É Eäò EòÉ®úhÉ B´ÉÆ EòÉ®úEò

""iÉxÉÉ´É' BEò BäºÉÒ ̈ ÉxÉ& ÎºlÉÊiÉ ½èþ, VÉÉä ½þ®ú {É±É ̈ ÉxÉÖ¹ªÉ EòÉä JÉÉB ®ú½þiÉÒ ½èþ,
±ÉäÊEòxÉ Ê¡ò®ú ¦ÉÒ =ºÉEòÉ Eò½þÓ EòÉä<Ç ºÉ¨ÉÉvÉÉxÉ xÉ½þÓ ½þÉäiÉÉ, CªÉÉåÊEò "iÉxÉÉ´É' ̈ Éå ́ ªÉÊHò +{ÉxÉÒ
ºÉÚZÉ-¤ÉÚZÉ +Éè®ú ºÉÉäSÉxÉä-ºÉ¨ÉZÉxÉä EòÒ ¶ÉÊHò JÉÉä näùiÉÉ ½èþ, ÊVÉºÉEòÉ ̈ ÉÎºiÉ¹Eò {É®ú ºÉÒvÉÉ +ºÉ®ú
{Éc÷iÉÉ ½èþ, CªÉÉåÊEò ̈ ÉÎºiÉ¹Eò ̈ Éå ½þÒ ¦ÉÉ´ÉxÉÉ+Éå, Ê´ÉSÉÉ®úÉå, =kÉäVÉxÉÉ +Éè®ú ºÉ{ÉxÉÉå EòÉ ºÉÞVÉxÉ
½þÉäiÉÉ ½èþ* ¦ÉÉèÊiÉEòiÉÉ´ÉÉnù, +ÉètÉäÊMÉEò Ê´ÉEòÉºÉ, ºÉÆªÉÖHò {ÉÊ®ú́ ÉÉ®ú Eäò Ê´Év´ÉÆºÉ +Éè®ú EåòpùÒªÉ
{ÉÊ®ú´ÉÉ®ú Eäò MÉ`öxÉ, OÉÉ¨ÉÒhÉ VÉxÉºÉÆJªÉÉ EòÉ ¶É½þ®úÉå EòÒ +Éä®ú {É±ÉÉªÉxÉ xÉä VÉ½þÉÄ BEò +Éä®ú
¦ÉÉ®úiÉÒªÉ ¨ÉxÉ EòÒ +ºÉÖ®úIÉÉ +Éè®ú Eò¨ÉWÉÉä®úÒ EòÉä =VÉÉMÉ®ú ÊEòªÉÉ ´É½þÓ =ºÉEäò Ê´É{É®úÒiÉ
+ÉvªÉÉÎi¨ÉEò {ÉIÉ Eäò +¦ÉÉ´É xÉä <ºÉ VÉÊ]õ±É ºÉÉ¨ÉÉÊVÉEò, +ÉÌlÉEò B´ÉÆ +ÉvªÉÉÎi¨ÉEò {ÉIÉ EòÉ
+ºÉ®ú ̈ ÉÉxÉ´É ̈ ÉxÉ ̈ Éå "iÉxÉÉ´É' Eäò °ü{É ̈ Éå ÊnùJÉÉ<Ç ÊnùªÉÉ*

iÉxÉÉ´É Eäò º´É°ü{É EòÉä +ÊvÉEò +SUôÒ iÉ®ú½þ º{É¹]õ Eò®úiÉä ½ÖþB +ÉSÉÉªÉÇ ¤ÉÉ±ÉEÞò¹hÉ
VÉÒ Eò½þiÉä ½éþ ÊEò ""iÉxÉÉ´É EòÉ ̈ ÉÎºiÉ¹Eò {É®ú ºÉÒvÉÉ +ºÉ®ú {Éc÷iÉÉ ½èþ, CªÉÉåÊEò ̈ ÉÎºiÉ¹Eò ̈ Éå ½þÒ
¦ÉÉ´ÉxÉÉ+Éå, Ê´ÉSÉÉ®úÉå, =kÉäVÉxÉÉ +Éè®ú ºÉ{ÉxÉÉå EòÉ ºÉÞVÉxÉ ½þÉäiÉÉ ½èþ* ̈ ÉÎºiÉ¹Eò EòÉä VÉ¤É ±ÉMÉÉiÉÉ®ú
iÉlÉÉ IÉ¨ÉiÉÉ ºÉä +ÊvÉEò EòÉªÉÇ Eò®úxÉÉ {Éc÷iÉÉ ½èþ iÉÉä ̈ ÉÉxÉÊºÉEò iÉxÉÉ´É =i{ÉzÉ ½þÉäiÉÉ ½èþ*''1

¨ÉÉxÉÊºÉEò iÉxÉÉ´É ºÉÉénùªÉÇ EòÉ ¦ÉÒ ¶ÉjÉÖ ½èþ* JÉÚ¤ÉºÉÚ®úiÉ SÉä½þ®äú EòÒ ®ÆúMÉiÉ =c÷ VÉÉiÉÒ ½èþ* ÊºÉ®ú Eäò
¤ÉÉ±É ZÉc÷xÉä ±ÉMÉiÉä ½éþ* ËJÉSÉÉ´É, JÉÒZÉ +Éè®ú ̈ ÉÉªÉÚºÉÒ ¦É®äú SÉä½þ®äú ̈ Éå EòÉä<Ç +ÉEò¹ÉÇhÉ xÉ½þÓ ®ú½þ
VÉÉiÉÉ* ¤É½ÖþiÉ ±ÉÉäMÉÉå EäòÊ±ÉB Eò¨ÉÇ ½þÒ iÉxÉÉ´É EòÉ ̈ ÉÖJªÉ EòÉ®úhÉ ½èþ* Eò<Ç ±ÉÉäMÉ 16-18 PÉÆ]äõ
EòÉªÉÇ Eò®úiÉä ½éþ B´ÉÆ EòÉªÉÇ ̈ Éå ½þÒ +ÉxÉÆnù EòÒ +xÉÖ¦ÉÚÊiÉ Eò®úiÉä ½éþ* EòÉªÉÇ ºÉä =i{ÉzÉ iÉxÉÉ´É EòÉ
¨ÉÖJªÉ EòÉ®úhÉ ½èþ - EòÉªÉÇ ºÉä +ºÉÆiÉÖÎ¹]õ ªÉÉ +ºÉÆiÉÉä¹É* ¦ÉÉ´ÉÉi¨ÉEò ºÉ½þªÉÉäMÉ EòÉ +¦ÉÉ´É ¦ÉÒ
iÉxÉÉ´É Eäò ºiÉ®ú EòÉä ¤ÉgøÉxÉä ̈ Éå +{ÉxÉÒ +½þ̈ ÉÂ ¦ÉÚÊ¨ÉEòÉ ÊxÉ¦ÉÉiÉÉ ½èþ* ́ ªÉÊHò +{ÉxÉä ºÉÆ¤ÉÆÊvÉªÉÉå,
{ÉixÉÒ, ¤ÉSSÉÉå B´ÉÆ +SUäô Ê´É·ÉºÉxÉÒªÉ Ê¨ÉjÉÉå ºÉä ¦ÉÒ EòÉ¡òÒ =iºÉÉ½þ |ÉÉ{iÉ Eò®ú ºÉEòiÉÉ ½èþ* <ºÉEäò
+¦ÉÉ´É ̈ Éå =ºÉä iÉxÉÉ´É ZÉä±ÉxÉÉ {Éc÷iÉÉ ½èþ* "¤ÉÞ¼iÉ Ê½þxnùÒ EòÉä¶É' Eäò +xÉÖºÉÉ®ú -

""iÉxÉxÉä EòÉ ¦ÉÉ´É ªÉÉ ÊGòªÉÉ, JÉÓSÉiÉÉxÉ, uäù¹É ªÉÉ Ê´ÉEò¹ÉÇhÉ EòÒ ÎºlÉÊiÉ, ]åõ¶ÉxÉ,
Eò½þÉxÉÒ ªÉÉ ={ÉxªÉÉºÉ ̈ Éå OÉÊ½þiÉ ́ É½þ ÎºlÉÊiÉ VÉÉä Ê¦ÉzÉ ̈ ÉÚ±ªÉÉå iÉi´ÉÉå ªÉÉ {ÉÊ®ú|ÉIªÉ +ÉÊnù EòÒ
]õEò®úÉ½þ]õ ̈ Éå =i{ÉzÉ ½þÉäiÉÒ ½èþ*''2 º´ÉÉvÉÒxÉiÉÉ{ÉÚ́ ÉÇ "iÉxÉÉ´É' EòÒ ÎºlÉÊiÉ EòÉä näùJÉÉ VÉÉB iÉÉä º{É¹]õ
½þÉäiÉÉ ½èþ ÊEò iÉxÉÉ´É +ÆOÉäVÉÒ ºÉkÉÉ B´ÉÆ ¦ÉÉ®úiÉÒªÉ Ê´ÉSÉÉ®úEòÉå EòÒ ́ ÉèSÉÉÊ®úEò Ê¦ÉzÉiÉÉ ̈ Éå ½þÒ {ÉÉªÉÉ
VÉÉiÉÉ ½èþ* º´ÉÉvÉÒxÉiÉÉ |ÉÉÎ{iÉ Eäò {É¶SÉÉiÉ ªÉ½þ iÉxÉÉ´É "º´ÉÉxiÉ& ºÉÖJÉÉªÉ' Eäò Ê±ÉB ½þÉäxÉä ±ÉMÉÉ*
ºÉ¨ÉÉxÉiÉÉ EòÉ +ÊvÉEòÉ®ú, ¤ÉÉä±ÉxÉä EòÉ +ÊvÉEòÉ®,ú º´ÉiÉÆjÉ °ü{É ̈ Éå Ê´É½þÉ®ú Eò®úxÉä EòÉ +ÊvÉEòÉ®ú
|ÉÉ{iÉ ½þÉäiÉä ½þÒ "iÉxÉÉ´É' xÉä Ê´ÉSÉÉ®úÉå ºÉä {É±É]õÉ JÉÉEò®ú ̈ ÉxÉÖ¹ªÉ Eäò ̈ ÉxÉÉå ºÉä, ¶É®úÒ®ú ̈ Éå ºÉÆSÉÉ®ú
Eò®úxÉÉ +É®Æú¦É Eò®ú ÊnùªÉÉ* Ê¡ò®ú CªÉÉ lÉÉ Ê´ÉSÉÉ®ú, ̈ ÉxÉ, ¶É®úÒ®ú, ̈ ÉÎºiÉ¹Eò, ºÉ¨ÉÉVÉ, PÉ®ú ªÉ½þÉÄ
iÉEò ÊEò {ÉÊ®ú´ÉÉ®úÉå ̈ Éå ¦ÉÒ "iÉxÉÉ´É' xÉä ¤Énù±ÉiÉä ªÉÖMÉ EòÒ +ÉvÉÖÊxÉEòiÉÉ EòÒ iÉ®ú½þ |É´Éä¶É Eò®ú
ÊnùªÉÉ*

iÉxÉÉ´É ºÉä®äú¥É±É EòÉ]æõCºÉ B´ÉÆ ¦ÉÉ´ÉxÉÉi¨ÉEò EòÉ]æõCºÉ Eäò ̈ ÉvªÉ +ºÉÆiÉÖ±ÉxÉ ½þÉäxÉä Eäò
EòÉ®úhÉ =i{ÉzÉ ½þÉäiÉÉ ½èþ* iÉxÉÉ´É ÊxÉ¨xÉÊ±ÉÊJÉiÉ EòÉ®úEòÉå ºÉä {ÉxÉ{ÉiÉÉ ½èþ*

1. ""¤ÉÉÁ EòÉ®úhÉ'' : ¨ÉxÉÖ¹ªÉ EòÒ ÊnùxÉSÉªÉÉÇ, EòÉªÉÇ {ÉrùÊiÉ B´ÉÆ +ÉºÉ-{ÉÉºÉ EòÉ
´ÉÉiÉÉ´É®úhÉ iÉxÉÉ´É =i{ÉzÉ Eò®ú ºÉEòiÉÉ ½èþ*

2. +ÉÆiÉÊ®úEò EòÉ®úhÉ : ̈ ÉxÉÖ¹ªÉ +xÉÖ́ ÉÉÆÊ¶ÉEòÒªÉ B´ÉÆ {ÉÊ®úÎºlÉÊiÉVÉxªÉ PÉ]õEòÉå ºÉä Ê¨É±ÉEò®ú
¤ÉxÉÉ ½èþ* +xÉÖ́ ÉÉÆÊ¶ÉEòÒªÉ EòÉ®úhÉÉå {É®ú ½þ̈ ÉÉ®úÉ EòÉä<Ç ÊxÉªÉÆjÉhÉ xÉ½þÓ ½þÉäiÉÉ ½èþ* {É®ÆúiÉÖ
ªÉ½þ ½þ̈ ÉÉ®äú ̈ ÉxÉÉä́ ÉèYÉÉÊxÉEò º´ÉÉºlªÉ ½äþiÉÚ +iªÉÆiÉ +É´É¶ªÉEò ½èþ* +xÉÖ́ ÉÉÆÊ¶ÉEòÒªÉ

Dr. Smitha Chacko

Guest Lecturer

Hindi Department

Catholicate College

Pathanamthitta
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EòÉ®úEò ½þ̈ ÉÉ®äú Ê´É·ÉÉºÉ, +É¶ÉÉ+Éå, ́ ªÉ´É½þÉ®ú, +{ÉäIÉÉ+Éå +ÉÊnù EòÉä ̈ ÉÚiÉÇ°ü{É |ÉnùÉxÉ Eò®úiÉÉ ½èþ*''3

iÉxÉÉ´É Eäò ¤ÉÉÁ EòÉ®úhÉ : ¤ÉÉÁ EòÉ®úhÉ ½þ̈ ÉÉ®äú EòÉªÉÇ B´ÉÆ +ÉºÉ-{ÉÉºÉ Eäò ́ ÉÉiÉÉ´É®úhÉ {É®ú ÊxÉ¦ÉÇ®ú Eò®úiÉÉ ½èþ* <xÉEäò EÖòUô ̈ ÉÖJªÉ =nùÉ½þ®úhÉ ÊxÉ¨xÉ
Ê±ÉÊJÉiÉ ½èþ* -

"ºÉ¨ÉÉVÉ B´ÉÆ {ÉÊ®ú́ ÉÉ®ú' - {ÉÊ®ú́ ÉÉ®ú Eäò ºÉnùºªÉÉå ºÉä +{ÉäÊIÉiÉ ́ ªÉ´É½þÉ®ú xÉ Ê¨É±ÉxÉÉ, ºÉǼ ÉÉnù ̈ Éå Eò¨ÉÒ ½þÉäxÉÉ, ̈ ÉÚ±É ̈ ÉÉxªÉiÉÉ+Éå ̈ Éå Ê¦ÉzÉiÉÉ ½þÉäxÉÉ +ÉÊnù
Eäò EòÉ®úhÉ iÉxÉÉ´É ½þÉäiÉÉ ½èþ*

"EòÉªÉÇ-´ªÉ´ÉºÉÉªÉ' - VÉ½þÉÄ ½þ̈ É EòÉªÉÇ Eò®úiÉä ½éþ ́ É½þÉÄ iÉxÉÉ´É Eäò Ê´ÉÊ¦ÉzÉ EòÉ®úhÉ ½þÉä ºÉEòiÉä ½éþ* VÉèºÉä º{É¹]õ EòÉªÉÇ EòÉ ÊxÉvÉÉÇ®úhÉ xÉ ½þÉäxÉÉ, |É¶ÉÆºÉÉ xÉ
Ê¨É±ÉxÉÉ, ÊxÉªÉ¨ÉÉå ºÉä ºÉÆiÉÖ¹]õ xÉ ½þÉäxÉÉ, +{ÉxÉÒ ̄ ûÊSÉ Eäò +xÉÖºÉÉ®ú EòÉªÉÇ xÉ Ê¨É±ÉxÉÉ +ÉÊnù*

+ÉÌlÉEò - Ê´ÉkÉÒªÉ ºÉ¨ÉºªÉÉ B´ÉÆ +ÉÌlÉEò {ÉÊ®ú́ ÉiÉÇxÉ Eäò EòÉ®úhÉ VÉèºÉä vÉxÉ EòÉ +¦ÉÉ´É, vÉxÉ EòÒ ¤ÉSÉiÉ EòÉ ºÉ½þÒ iÉ®ú½þ ºÉä xÉ Eò®ú {ÉÉxÉÉ iÉlÉÉ
ºÉ®úEòÉ®ú EòÒ xÉÒÊiÉªÉÉÄ, +ÉÌlÉEò ºÉ¨ÉºªÉÉ +ÉÊnù Eäò EòÉ®úhÉ ¦ÉÒ iÉxÉÉ´É ½þÉäiÉÉ ½èþ*

¨ÉÉxªÉiÉÉBÄ - ½þ̈ É CªÉÉ SÉÉ½þiÉä ½éþ B´ÉÆ CªÉÉ Eò®úxÉÉ SÉÉÊ½þB ªÉ½þ ½þ̈ ÉÉ®äú VÉÒ´ÉxÉ EòÒ Ê´ÉÊ¦ÉzÉ ÎºlÉiÉªÉÉå {É®ú ÊxÉ¦ÉÇ®ú Eò®úiÉÉ ½èþ* ½þ̈ ÉÉ®úÒ |ÉÉlÉÊ¨ÉEòiÉÉBÄ,
½þ̈ ÉÉ®äú Ê´É·ÉÉºÉÉå B´ÉÆ ̈ ÉÉxªÉiÉÉ+Éå {É®ú ¦ÉÒ ÊxÉ¦ÉÇ®ú ½þÉäiÉÒ ½èþ*

ºÉǼ ÉÉnù¶ÉÒ±ÉiÉÉ - ½þ̈ É ÊEòºÉ |ÉEòÉ®ú ºÉä +{ÉxÉä Ê´ÉSÉÉ®úÉå +Éè®ú ¦ÉÉ´ÉxÉÉ+Éå EòÉä |ÉEò]õ Eò®úiÉä ½éþ ªÉ½þ ½þ̈ ÉÉ®äú PÉ®ú iÉlÉÉ EòÉªÉÇ - ºlÉ±É Eäò ́ ÉÉiÉÉ´É®úhÉ {É®ú
ÊxÉ¦ÉÇ®ú Eò®úiÉÉ ½èþ*

+ÉÆiÉÊ®úEò EòÉ®úhÉ - +ÉÆiÉÊ®úEò EòÉ®úhÉ ½þ̈ ÉÉ®äú ́ ªÉ´É½þÉ®ú {ÉIÉ EòÉ ÊxÉvÉÉÇ®úhÉ Eò®úiÉä ½éþ* <xÉEäò EÖòUô |É¨ÉÖJÉ =nùÉnù½þ®úhÉ ÊxÉ¨¨ÉÊ±ÉÊJÉiÉ ½èþ -

¨ÉÉiÉÉ - Ê{ÉiÉÉ : ̈ ÉÉiÉÉ - Ê{ÉiÉÉ EòÉ ́ ªÉ´É½þÉ®ú, =xÉEäò +xÉÖ¦É´É B´ÉÆ =xÉEäò +É{ÉºÉÒ ºÉÆ¤ÉÆvÉ, ¤ÉSSÉÉå {É®ú +Ê¨É]õ UôÉ{É UôÉäc÷iÉä ½éþ ÊVÉxÉEòÉ ½þ̈ ÉÉ®äú
´ªÉ´É½þÉ®ú {ÉIÉ {É®ú ¤É½ÖþiÉ +ÊvÉEò |É¦ÉÉ´É {Éc÷iÉÉ ½èþ*

Ê¶ÉIÉhÉ ºÉÆºlÉÉxÉ - ½þ̈ ÉÉ®äú ºEÚò±É B´ÉÆ Ê¶ÉIÉEòÉå EòÉ ½þ̈ ÉÉ®äú ́ ªÉÊHòi´É Eäò ÊxÉ¨ÉÉÇhÉ ̈ Éå ¤É½ÖþiÉ ̈ É½þi´É{ÉÚhÉÇ ªÉÉäMÉnùÉxÉ ½þÉäiÉÉ ½èþ*

´ªÉÊHòMÉiÉ +xÉÖ¦É´É : Ê¶ÉIÉÉ - nùÒIÉÉ Eäò ºÉ¨ÉªÉ Eäò +É®Æú¦É ºÉä ½þÒ VÉ¤É ½þ¨ÉÉ®äú ́ ªÉ´É½þÉ®ú, ½þ¨ÉÉ®úÒ ºÉÉäSÉ, ±ÉÉ¦É, ½þÉÊxÉ, +É¶ÉÉ, ÊxÉ®úÉ¶ÉÉ B´ÉÆ
={É±ÉÎ¤vÉªÉÉå +ÉÊnù Eäò +xÉÖºÉÉ®ú ½þ̈ ÉÉ®úÒ ̈ ÉÉxÉÊºÉEò ºÉÆ®úSÉxÉÉ EòÉ Ê´ÉEòÉºÉ ½þÉäiÉÉ ½èþ iÉ¤É ½þ̈ É ¦ÉÊ´É¹ªÉ ̈ Éå <x½þÓ +xÉÖ¦É´ÉÉå Eäò +ÉvÉÉ®ú {É®ú +{ÉxÉÒ
ºÉ¨ÉºiÉ ÊGòªÉÉ+Éå - |ÉÊiÉÊGòªÉÉ+Éå EòÉä ºÉÆ{ÉÉÊnùiÉ Eò®úiÉä ½éþ*

""iÉxÉÉ´É'' Eäò Ê¶ÉEòÉ®ú BäºÉä ́ ªÉÊHò ½þÉäiÉä ½éþ VÉÉä +ºÉÆiÉÖÊ±ÉiÉ VÉÒ´ÉxÉ ªÉÉ{ÉxÉ Eò®úiÉä ½éþ* EÖòUô ±ÉÉäMÉ iÉ®ú½þ - iÉ®ú½þ EòÒ {ÉÊ®úÎºlÉÊiÉªÉÉå ̈ Éå <iÉxÉÒ
|ÉÊiÉÊGòªÉÉ nù¶ÉÉÇiÉä ½éþ VÉÉä =xÉEäò Ê±ÉB iÉxÉÉ´É EòÉ EòÉ®úhÉ ¤ÉxÉ VÉÉiÉÉ ½èþ* ªÉ½þ EÖòUô SÉÉÊ®úÊjÉEò MÉÖhÉÉå Eäò EòÉ®úhÉ ½þÉäiÉÉ ½èþ, VÉÉä ́ ªÉÊHò EòÉä iÉxÉÉ´É EòÉ Ê¶ÉEòÉ®ú
¤ÉxÉÉiÉÉ ½èþ*''4 VÉèºÉä - +iªÉÊvÉEò {ÉÊ®ú̧ É¨ÉÒ, +É®úÉ¨É ºÉä EòÉªÉÇ Eò®úxÉÉ, nÚùºÉ®úÉå Eäò ºÉÆnäù½þ {É®ú º{É¹]ṍ ÉÉnùÒ ½þÉäxÉÉ, +{ÉxÉÒ EòÊ¨ÉªÉÉå EòÉä VÉÉxÉxÉÉ +ÉÊnù* ªÉ½þ ¶É®úÒ®ú
EÖòUô BäºÉÒ ÊGòªÉÉBÄ Eò®úiÉÉ ½èþ VÉÉä iÉxÉÉ´É ½þÉäxÉä {É®ú ½þÉäiÉÒ ½éþ* iÉxÉÉ´É EòÉ ºÉÒvÉÉ +ºÉ®ú ¶É®úÒ®ú {É®ú {Éc÷iÉÉ ½èþ ÊVÉºÉºÉä Eò<Ç nÖù¹{ÉÊ{É®úhÉÉ¨É ¶É®úÒ®ú {É®ú ½þÉäiÉä ½éþ*
={ÉªÉÖÇHò ¤ÉÉiÉÉå ºÉä º{É¹]õ ½èþ ÊEò "iÉxÉÉ´É' ́ É½þ ÎºlÉÊiÉ ½èþ ÊVÉºÉ¨Éå ̈ ÉxÉÖ¹ªÉ º´ÉªÉÆ EòÉä +Eäò±ÉÉ, ÊEòºÉÒ EòÒ ºÉ½þÉªÉiÉÉ EòÉ ̈ ÉÉä½þiÉÉVÉ, ÊxÉEò¨¨ÉÉ, nùªÉÉ EòÉ {ÉÉjÉ ºÉ¨ÉZÉ
¤Éè̀ öiÉÉ ½èþ* º´ÉªÉÆ ºÉ½þxÉ¶ÉÒ±ÉiÉÉ EòÉä ®ú¤Éc÷ EòÒ iÉ®ú½þ iÉÉxÉxÉä EòÉ ¦É®úºÉEò ªÉixÉ VÉÒ WÉÉä®ú ºÉä Eò®úiÉÉ ½èþ +Éè®ú "Êb÷|Éä¶ÉxÉ' EòÉ Ê¶ÉEòÉ®ú ¤ÉxÉ VÉÉiÉÉ ½èþ*

ºÉÆnù¦ÉÇ ºÉÚSÉÒºÉÆnù¦ÉÇ ºÉÚSÉÒºÉÆnù¦ÉÇ ºÉÚSÉÒºÉÆnù¦ÉÇ ºÉÚSÉÒºÉÆnù¦ÉÇ ºÉÚSÉÒ

1 +ÉSÉÉªÉÇ ¤ÉÉ±ÉEÞò¹hÉ, Ê´ÉYÉÉxÉ EòÒ EòºÉÉè]õÒ {É®ú ªÉÉäMÉ, {ÉÞ. 137

2 ¤ÉÞ½þiÉÂ Ë½þnùÒ EòÉä¶É, YÉÉxÉ ̈ Éhb÷±É Ê±ÉÊ¨É]äõb÷, ́ ÉÉ®úhÉºÉÒ

3 +ÉSÉÉªÉÇ ¤ÉÉ±ÉEÞò¹hÉ, Ê´ÉYÉÉxÉ EòÒ EòºÉÉè]õÒ {É®ú ªÉÉäMÉ, {ÉÞ. 142

4 b÷Éì. ́ ÉÒ®ú¸ÉÒ ́ ÉÊ¶É¹`öVÉÒ +ÉªÉÇ, ̈ ÉÉ±ÉiÉÒ VÉÉä¶ÉÒ Eäò EòlÉÉ-ºÉÉÊ½þiªÉ ̈ Éå {ÉÉÊ®ú´ÉÉÊ®úEò iÉxÉÉ´É, {ÉÞ.70, ºÉÆ. |ÉlÉ¨É 2012
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=nùªÉ |ÉEòÉ¶É EòÒ Eò½þÉþxÉÒ "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'' ̈ Éå=nùªÉ |ÉEòÉ¶É EòÒ Eò½þÉþxÉÒ "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'' ̈ Éå=nùªÉ |ÉEòÉ¶É EòÒ Eò½þÉþxÉÒ "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'' ̈ Éå=nùªÉ |ÉEòÉ¶É EòÒ Eò½þÉþxÉÒ "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'' ̈ Éå=nùªÉ |ÉEòÉ¶É EòÒ Eò½þÉþxÉÒ "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'' ̈ Éå
ºÉÉ¨ÉÉÊVÉEò SÉäiÉxÉÉºÉÉ¨ÉÉÊVÉEò SÉäiÉxÉÉºÉÉ¨ÉÉÊVÉEò SÉäiÉxÉÉºÉÉ¨ÉÉÊVÉEò SÉäiÉxÉÉºÉÉ¨ÉÉÊVÉEò SÉäiÉxÉÉ

"ºÉ¨ÉÉVÉ' ¨ÉÉxÉ´É Eäò ºÉÉ¨ÉÉÊVÉEò ºÉÆ¤ÉÆvÉÉå EòÉ MÉÊiÉ¶ÉÒ±É º´É°ü{É ½èþ* ¨ÉxÉÖ¹ªÉ
ºÉ¨ÉÉVÉ ¨Éå ®ú½þEò®ú ½þÒ ºÉÉ¨ÉÉÊVÉEò ºÉÆ¤ÉÆvÉÉå Eäò +ÎºiÉi´É EòÉä VÉÉxÉ ºÉEòiÉÉ ½èþ* ºÉ¨ÉÉVÉ
{ÉÊ®ú́ ÉiÉÇxÉ¶ÉÒ±É ½èþ* ªÉ½þ {ÉÊ®ú́ ÉiÉÇxÉ =kÉ®úÉvÉÖÊxÉEòiÉÉ Eäò <ºÉ nùÉè®ú ̈ Éå ¦ÉÒ WÉÉ®úÒ ®ú½þÒ ½èþ*

=kÉ®ú+ÉvÉÖÊxÉEòiÉÉ BEò ÊxÉÎ¶SÉiÉ Ê´ÉSÉÉ®ú ºÉä +ÊvÉEò BEò |É´ÉÞÊkÉ EòÉ xÉÉ¨É ½èþ*
´ªÉÊHò +Éè®ú ºÉ¨ÉÉVÉ EòÒ º´ÉiÉÆjÉiÉÉ Eäò {ÉIÉ ̈ Éå ºÉÉäSÉ-Ê´ÉSÉÉ®ú Eò®úiÉÒ ½èþ +Éè®ú ºÉÉlÉ ½þÒ <ºÉ
º´ÉiÉÆjÉiÉÉ EòÒ ºÉÒ¨ÉÉ ¦ÉÒ ÊxÉvÉÉÇÊ®úiÉ Eò®úiÉÒ ½èþ* =kÉ®ú+ÉvÉÖÊxÉEòiÉÉ ́ ªÉÊHò EòÉä BEò +Îº¨ÉiÉÉ{ÉÚhÉÇ
+ÎºiÉ´iÉ |ÉnùÉxÉ Eò®úiÉÒ ½èþ* <ºÉ Eäò Eäòxpù ̈ Éå ¤É½Öþ®úÉ¹]ÅõÒªÉ ¦ÉÚ̈ ÉÆb÷±ÉÒªÉiÉÉ ½èþ* ¦ÉÉèÊiÉEòiÉÉ EòÒ
¤ÉÉgø +É MÉ<Ç ½èþ* +´É¨ÉÚ±ªÉxÉ ½þÒ VÉÒ´ÉxÉ ºÉ¨ÉÉVÉ EòÉ ºÉSÉ ½þÉä MÉªÉÉ ½èþ* ¦ÉÚ̈ ÉÆb÷±ÉÒEò®úhÉ ½þ®ú
IÉäjÉ ̈ Éå +{ÉxÉÒ SÉÉ±ÉÉEòÒ Eò<Ç iÉ®ú½þ ºÉä ÊnùJÉÉ ®ú½þÉ ½èþ* <ºÉ ºÉÆnù¦ÉÇ ̈ Éå =nùªÉ VÉÒ EòÒ "{ÉÉì±É
MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú' Eò½þÉxÉÒ JÉÉºÉ ̈ É½þi´É ®úJÉiÉÒ ½èþ*

¸ÉÒ =nùªÉ |ÉEòÉ¶É Ê½þxnùÒ Eäò BEò ̈ É½þi´É{ÉÚhÉÇ EòÊ´É Eäò ºÉÉlÉ-ºÉÉlÉ +|ÉÊiÉ¨É
EòlÉÉEòÉ®ú ¦ÉÒ ½èþ* Ê½þxnùÒ ºÉÉÊ½þiªÉ ̈ Éå BäºÉä Eò¨É ®úSÉxÉÉEòÉ®ú ½ÖþB ½èþ, ÊVÉx½þÉåxÉä EòÉ´ªÉ +Éè®ú
EòlÉÉ Ê´ÉvÉÉ ̈ Éå +Ê´Éº¨É®úhÉÒªÉ ®úSÉxÉÉBÄ nùÒ ½éþ* =nùªÉ |ÉEòÉ¶É VÉÒ EòÉ ºÉ¨ÉºiÉ ±ÉäJÉxÉ BEò
ªÉÉjÉÉ ½èþ* =xÉEòÒ ºÉ¦ÉÒ Eò½þÉÊxÉªÉÉÄ ºÉÉ¨ÉÉÊVÉEò ºÉÆ®úSÉxÉÉ+Éå +Éè®ú |ÉÊGòªÉÉ+Éå {É®ú EäòÎxpùiÉ ½èþ*
ºÉÉ¨ÉÆiÉ´ÉÉnù, ={ÉÊxÉ´Éä¶É´ÉÉnù +Éè®ú ¦ÉÚ̈ ÉÆb÷±ÉÒEò®úhÉ VÉèºÉä ºÉ¦ÉÒ ́ ªÉ´ÉºlÉÉ+Éå EòÒ Ê´ÉºÉÆMÉÊiÉªÉÉå
EòÉä ±ÉäJÉEò xÉä +{ÉxÉÒ ®úSÉxÉÉ+Éå Eäò ̈ ÉÉvªÉ¨É ºÉä =¦ÉÉ®úÉ ½èþ*

=nùªÉ|ÉEòÉ¶É VÉÒ EòÒ BEò ¤É½ÖþSÉÌSÉiÉ Eò½þÉxÉÒ ½èþ "{ÉÉÄ±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'*
ªÉ½þ +ÉvÉÖÊxÉEò ¦ÉÉ´É¤ÉÉävÉ ºÉä Ê±ÉÊJÉ MÉªÉÒ BEò Eò½þÉxÉÒ ½èþ* ®úÉ¨ÉMÉÉä{ÉÉ±É ºÉCºÉäxÉÉ ºÉä {ÉÉÄ±É
MÉÉä¨É®úÉ ¤ÉxÉä Ê½þxnùÒ Eäò EòÊ´É BEò UôÉä]äõ ºÉä nù}iÉ®ú ¨Éå +¡òºÉ®ú lÉä* ´É½þ ÊºÉrùÉÆiÉÉå +Éè®ú
Ê´ÉSÉÉ®úÉå ºÉä GòÉÆÊiÉ +Éè®ú {ÉÊ®ú´ÉiÉÇxÉ Eäò |É¤É±É-ºÉ¨ÉlÉÇEò lÉä* +ÉVÉ ½þ®ú IÉäjÉ ¨Éå  iÉäVÉÒ ºÉä
{ÉÊ®ú́ ÉiÉÇxÉ ½þÉä ®ú½þÉ ½èþ* ®úÉVÉvÉÉxÉÒ Ênù±±ÉÒ Eäò BEò ºÉÉvÉÉ®úhÉ +JÉ¤ÉÉ®ú ̈ Éå EòÉ¨É Eò®úxÉä́ ÉÉ±Éä
Ê½þxnùÒ EòÊ´É ®úÉ¨ÉMÉÉä{ÉÉ±É xÉä +{ÉxÉä xÉÉ¨É EòÉ Eò±ÉÉi¨ÉEò Ê´ÉJÉÆb÷xÉ Eò®ú =ºÉä {ÉÉì±É MÉÉä̈ É®úÉ
¤ÉxÉÉ ÊnùªÉÉ* ÊxÉiªÉ ½þÒ ]õÒ.´ÉÒ. {É®ú JÉÚ¤ÉºÉÚ®úiÉ ̈ ÉÉìb÷±ÉÉå EòÉä näùJÉxÉä́ ÉÉ±Éä {ÉÉì±É MÉÉä̈ É®úÉ {ÉixÉÒ
ºÉ½þ́ ÉÉºÉ Eäò =nùÉkÉ IÉhÉÉå ̈ Éå ̈ Éä½þ®úVÉäÎººÉªÉÉ ̈ ÉÉìb÷±É EòÉä ¦ÉÉäMÉiÉä ½èþ* +{ÉxÉÒ EÖòUô ½èþÊºÉªÉiÉ
EòÉä >ÄðSÉÉ =`öÉxÉä EäòÊ±ÉB +{ÉxÉä xÉÉ¨É EòÉä ¤Énù±ÉxÉä +Éè®ú ºEÚò]õ®ú EòÉä ́ Éä Eò¦ÉÒ xÉ½þÓ SÉ±ÉÉ
{ÉÉiÉä* BEò xÉÒ®úºÉ ÊWÉxnùMÉÒ Ê¤ÉiÉÉxÉä Eäò Ê±ÉB Ê´É´É¶É {ÉÉì±É MÉÉä¨É®úÉ EòÉä BEò +¡òºÉ®ú
ºÉÉÊ½þiªÉEòÉ®ú Eäò ºÉ¨¨ÉÉxÉ ̈ Éå <ÆÊb÷ªÉÉ <]õ®úxÉä¶ÉxÉ±É ̈ Éå +ÉªÉÉäÊVÉiÉ Êb÷xÉ®ú ̈ Éå ¶ÉÉÊ¨É±É ½þÉäxÉä EòÉ
+É¨ÉÆjÉhÉ Ê¨É±ÉÉ* +{ÉxÉä nùÉäºiÉ Eäò ®úÉäEòxÉä Eäò ¤ÉÉnù ¦ÉÒ ́ Éä ́ É½þÉÄ MÉªÉä* =x½þÉåxÉä {ÉÒEò®ú +¦Épùõ
´ªÉ´É½þÉ®ú ÊEòªÉÉ* Ê¶É¹]õ ¦ÉpùVÉxÉÉå Eäò ¤ÉÒSÉ BäºÉä ́ ªÉ´É½þÉ®ú Eò®úxÉä Eäò EòÉ®úhÉ ±ÉÉäMÉ =ºÉä vÉCEäò
¨ÉÉ®úEò®ú ÊxÉEòÉ±É VÉÉxÉÉ =ÊSÉiÉ ̈ ÉÉxÉÉ* Ê¨ÉjÉ Eäò ºÉÉlÉ xÉ¶Éä EòÒ ½þÉ±ÉiÉ ̈ Éå ́ ÉÉ{ÉºÉ ±ÉÉè]õiÉä ½ÖþB
{ÉÉì±É MÉÉä̈ É®úÉ +Éè®ú Ê¨ÉjÉ nÖùPÉÇ]õxÉÉOÉºiÉ ½þÉä VÉÉiÉä ½èþ* {ÉÉì±É MÉÉä̈ É®úÉ Ê´ÉÊIÉ{iÉ ½þÉäEò®ú ºÉc÷EòÉå {É®ú
¦ÉÉ¹ÉhÉ näùxÉä ±ÉMÉiÉä ½èþ +Éè®ú Ênù±±ÉÒ EòÒ +Éä®ú {ÉilÉ®ú ¡åòEò Eò®ú +ÆOÉäWÉÉå Eäò ¨ÉÉxÉºÉ {ÉÖjÉ
¦ÉÉ®úiÉÒªÉ ½ÖþC¨É®úÉxÉÉå EòÉä MÉÉÊ±ÉªÉÉÄ ¤ÉEòiÉä ½ÖþB ¦ÉÉ®úiÉ UôÉäb÷xÉä Eäò Ê±ÉB Eò½þiÉä ½èþ*

=kÉ®ú +ÉvÉÖÊxÉEò ªÉÖMÉ ̈ Éå Ê´ÉYÉÉ{ÉxÉ BEò ºÉ¶ÉHò ̈ ÉÉvªÉ¨É ½èþ* ÊVÉºÉEäò WÉÊ®úB
MÉÖhÉÊ´É½þÒxÉ ́ ÉºiÉÖ+Éå EòÉ ́ ÉSÉÇº´É ºlÉÉÊ{ÉiÉ ½þÉäiÉÉ ½èþ* BäºÉä Ê´ÉYÉÉ{ÉxÉ ±ÉÉäMÉÉå EòÉä §ÉÊ¨ÉiÉ Eò®úxÉä
¨Éå ºÉIÉ¨É ÊnùJÉiÉä ½èþ* Ê´ÉYÉÉ{ÉxÉÉå ̈ Éå ºÉÖxnù®ú ̈ ÉÉìbä÷±ºÉ... Eäò uùÉ®úÉ ±ÉÉäMÉÉå EòÉä MÉÖ̈ É®úÉ½þ ÊEòªÉÉ
VÉÉiÉÉ ½èþ* ¨É±]õÒxÉä¶ÉxÉ±É EÆò{ÉÊxÉªÉÉÄ <ºÉ iÉ®ú½þ EòÒ Ê´ÉYÉÉ{ÉxÉÉå EòÒ ºÉ½þÉªÉiÉÉ ºÉä +{ÉxÉÒ
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Asst. Professor

Dept. of Hindi

St. Joseph’s College
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|ÉÉäbä÷C]õ ¤ÉäSÉiÉÒ ½èþ* |ÉºiÉÖiÉ Eò½þÉxÉÒ Eäò xÉÉªÉEò "{ÉÉì±É MÉÉä̈ É®úÉ' ́ ªÉÊHò {É®ú ½þÉäxÉä́ ÉÉ±Éä |É¦ÉÉ´É EòÉ ºÉ¶ÉHò =nùÉ½þ®úhÉ ½èþ* EòÊ´É {ÉÉì±É MÉÉä̈ É®úÉ EòÉä +{ÉxÉÒ {ÉixÉÒ
ºxÉä½þ±ÉiÉÉ ºÉCºÉäxÉÉ, ̈ ÉÉìb÷±É ̈ Éä½þ®ú VÉäÎººÉªÉÉ VÉèºÉÒ ±ÉMÉiÉÒ ½èþ* BäºÉÒ iÉ®ú½þ EòÒ nÚùºÉ®úÒ BEò PÉ]õxÉÉ Eò½þÉxÉÒ ̈ Éå ½èþ, +É ö̀ ̈ É½þÒxÉä {É½þ±Éä ÊEò¶ÉxÉMÉÆVÉ Eäò VÉxÉiÉÉ
}±Éè]õ ̈ Éå ®ú½þxÉä́ ÉÉ±ÉÒ ½þÉìÎº{É]õ±É Eäò ºÉ¡òÉ<Ç Eò¨ÉÇSÉÉ®úÒ ®úÉ¨É +ÉèiÉÉ®ú  EòÒ ºÉjÉ½þ ºÉÉ±É EòÒ ¤Éä]õÒ ºÉÖxÉÒiÉÉ ]õÒ.´ÉÒ, EòÒ Ê´ÉYÉÉ{ÉxÉ ̈ Éå xªÉÚb÷ ºÉÒxÉ näùJÉEò®ú
®úÉiÉÉå®úÉiÉ ̈ ÉÉ±É¨ÉÉ±É ½þÉä MÉ<Ç*

={É¦ÉÉäHòÉ´ÉÉnù Eäò <ºÉ ªÉÖMÉ ̈ Éå ¤ÉÉWÉÉ®ú EòÉ VÉÉnÚù ºÉ¤É {É®ú {ÉÚ®úÒ iÉ®ú½þ UôÉªÉÉ ½Öþ+É ½èþ* +ÉVÉ +Éè®úiÉ Ê¤ÉEòÉ=÷ +Éè®ú ̈ ÉnÇù Eò¨ÉÉ= ¤ÉxÉ MÉªÉÉ ½èþ*
¨ÉÒÊb÷ªÉÉ +Éè®ú ¤ÉÉWÉÉ®ú EòÒ iÉÉEòiÉ ºÉä ®úSÉä VÉÉiÉä <ºÉ ªÉlÉÉlÉÇ ̈ Éå Ê±É{ºÉÉ +Éè®ú +ÉGòÉ¨ÉEòiÉÉ Eäò xÉªÉä ºÉ¨ÉÒEò®úhÉ ¤ÉxÉ ®ú½äþ ½èþ* "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú'
Eò½þÉxÉÒ ̈ Éå =nùªÉ |ÉEòÉ¶É VÉÒ xÉä ¡éò]äõºÉÒ Eäò ̈ ÉÉvªÉ¨É ºÉä =ºÉ Ê´ÉºÉÆMÉiÉ ªÉlÉÉlÉÇ EòÉä =¦ÉÉ®úxÉä EòÒ EòÉäÊ¶É¶É EòÒ ½èþ* ¤Ébä÷-¤Ébä÷ EòÊ´ÉMÉhÉ ̈ ÉÖHò ¤ÉÉWÉÉ®ú +Éè®ú
´ªÉÉ´ÉºÉÉÊªÉEò |ÉÊiÉº{ÉvÉÉÇ Eäò Ê´É¯ûrù VÉÉxÉ Eò®ú ®ú½äþ ½èþ* +{ÉxÉä +ÉºÉ-{ÉÉºÉ ¡èò±ÉÒ ±ÉÉ±ÉSÉ, §É¨É, +{É®úÉvÉ +Éè®ú {ÉÚÄVÉÒ xÉÉ¨É ºÉä ¦É®úÒ nÖùÊxÉªÉÉ ̈ Éå ¦ÉÒ ªÉ½þ EòÊ´É
½þÉäxÉä Eäò ºÉ{ÉxÉä {ÉÉ±ÉiÉÉ ½èþ* ±ÉäÊEòxÉ iÉäVÉÒ ºÉä ̈ ÉÉ±É MÉÉänùÉ¨É ¤ÉxÉiÉä <ºÉ ºÉ¨ÉÉVÉ ̈ Éå =ºÉEòÉ EòÉä<Ç ̈ ÉÚ±ªÉ xÉ½þÓ ½èþ* MÉÉä̈ É®úÉ {ÉÉ´É®ú¡Úò±É ̈ ÉxÉÒb÷ {ÉÒ{É±É ºÉä +{ÉxÉÒ
±Éb÷É<Ç ̈ Éå {ÉÖ+®ú ËºÉ{É±É ́ ÉÒEò Ê½þxnùÒ {ÉÉäB]õ ±Éb÷iÉä Ê´ÉÊIÉ{iÉ ½þÉä VÉÉiÉÉ ½èþ*

¶ÉiÉÉ¤nùÒ Eäò +ÆÊiÉ¨É {Éc÷É´É ̈ Éå ½Öþ+É ÊxÉVÉÒEò®úhÉ, ¦ÉÚ̈ ÉÆb÷±ÉÒEò®úhÉ, Ê´ÉEòÊºÉiÉ ½þÉä ®ú½þÒ ¤ÉÉVÉÉ®úÒ ºÉÆºEÞòÊiÉ EòÉ ÊSÉjÉhÉ <ºÉ Eò½þÉxÉÒ ̈ Éå näùJÉxÉä EòÉä
Ê¨É±ÉiÉÉ ½èþ* <ºÉ Eò½þÉxÉÒ EòÒ +ÆÊiÉ¨É {ÉÆÊHòªÉÉÄ ½éþ - ""VÉÉä |ÉVÉÉÊiÉªÉÉÄ ±ÉÖ{iÉ ½þÉä ®ú½þÒ ½èþ, ªÉlÉÉlÉÇ Ê¨É]õÉ ®ú½þÉ ½èþ ÊVÉxÉEòÉ +ÎºiÉi´É* ½þÉä ºÉEäò iÉÉä ½þ̈ É =xÉEòÒ
½þiªÉÉ ̈ Éå xÉ ½þÉä ¶ÉÉÊ¨É±É +Éè®ú ºÉÆ¦É´É ½þÉä iÉÉä ºÉÄ¦ÉÉ±ÉEò®ú ®úJÉ ±Éå =xÉEäò ÊSÉjÉ...* ªÉä ÊSÉjÉ +iÉÒiÉ Eäò º¨ÉÞÊiÉ ÊSÉx½þ ½éþ...*''1 ªÉä {ÉÆÊHòªÉÉÄ EòÊ´É {ÉÉì±É
MÉÉä̈ É®úÉ EòÒ ½èþ*

<ºÉ Eò½þÉxÉÒ EòÒ ºÉÉ¨ÉÉÊVÉEò SÉäiÉxÉÉ {É®ú Ê´ÉSÉÉ®ú Eò®úxÉä {É®ú ªÉ½þ º{É¹]õ ½þÉäiÉÉ ½èþ ÊEò xÉÉ®úÒ VÉÒ´ÉxÉ EòÒ Ê´ÉbÆ÷¤ÉxÉÉ´ÉÉå EòÉ ºÉSSÉÉ ÊSÉjÉhÉ <ºÉ¨Éå
½èþ* ºjÉÒ Eäò´É±É ¶É®úÒ®ú Eäò °ü{É ̈ Éå näùJÉÒ VÉÉiÉÒ ½èþ* ¤ÉÉWÉÉ®úÒ ºÉÆºEÞòÊiÉ ̈ Éå xÉÉ®úÒ ¶É®úÒ®ú ÊnùJÉÉ>ð SÉÒWÉ ¤ÉxÉ MÉªÉÒ ½èþ* <ºÉ Eäò Ê´É¯ûrù +É´ÉÉWÉ = ö̀ÉxÉÉ ¦ÉÒ
Eò½þÉxÉÒEòÉ®ú EòÉ ±ÉIªÉ ½èþ* =kÉ®úÉvÉÖÊxÉEò VÉÒ´ÉxÉ ̈ Éå ́ ªÉÉ{iÉ ÊnùJÉÉ´ÉÉ +Éè®ú PÉÉäPÉ±ÉÉ{ÉxÉ ¦ÉÒ <ºÉ Eò½þÉxÉÒ ̈ Éå où¹]ṍ ªÉ ½èþ* ºÉÆIÉä{É ̈ Éå Eò½þÉ VÉÉ ºÉEòiÉÉ ½èþ ÊEò
=nùªÉ |ÉEòÉ¶É VÉÒ EòÒ Eò½þÉxÉÒ "{ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®'ú =kÉ®úÉvÉÖÊxÉEòiÉÉ EòÒ Ê´ÉºÉÆMÉÊiÉªÉÉå EòÉ JÉÖ±ÉÉ nùºiÉÉ´ÉäWÉ ½èþ*
ºÉÆnù¦ÉÇ ºÉÚÊSÉºÉÆnù¦ÉÇ ºÉÚÊSÉºÉÆnù¦ÉÇ ºÉÚÊSÉºÉÆnù¦ÉÇ ºÉÚÊSÉºÉÆnù¦ÉÇ ºÉÚÊSÉ
1. +{ÉxÉÒ =xÉEòÒ ¤ÉÉiÉ, =nùªÉ |ÉEòÉ¶É, {ÉÉì±É MÉÉä̈ É®úÉ EòÉ ºEÚò]õ®ú, {ÉÞ. 76
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A Comparative Study on College Level Athletes

and Non Athletes among Self Esteem

Abstract

            The purpose of the study was to compare the level of self

esteem on athletes and non athletes in college level students.

Nowadays the level of competition has to be increased dramatically

in our society for gaining some jobs and positions. There for our

students needs high level of self esteem and confidence to achieve

something special. Self-esteem is attractive as a social psychological

construct because researchers have conceptualized it as an

influential predictor of certain outcomes, such as academic

achievement, happiness, satisfaction in marriage and relationships,

and criminal behavior. The subjects were selected from St. Thomas

College Palai, CMS College Kottayam, KE College Mannanam and

Dhevamatha College Kuravilangadu . A total of hundred (N= 100)

male subjects were selected, equally divided and assigned to two

group’s (n = 50) namely athletes group and non athletes group.

The age range of the subjects was in between the 20-25.

Investigator was directly visited these institutions and collected

the scores by personally. Rosenberg self esteem scale was utilized

to measure the subjects self esteem. The investigator had made a

brief introduction about the questionnaire and about the answering

at the beginning of the testing. Sufficient time was given for the

subjects to fill the questionnaire. After taking the raw scores of the

subjects, the difference between the groups was found out by

using Independent‘t’ ratio. The result of the study has shown that

the each athlete’s group and non athletes group have shown above

average score. The athletes group has shown highest score than

the non-athlete group. From this result we can understand that the

physical activities have the ability to make the students as more

confident and esteemed. There for it is clear that physical activity

is an essential thing to develop humans in both physically and

mentally.

Introduction

 In sociology and psychology, self-esteem reflects a

person’s overall subjective emotional evaluation of his or her

own worth. It is a judgment of oneself as well as an attitude

toward the self. Self-esteem is attractive as a social psychological

construct because researchers have conceptualized it as an

influential predictor of certain outcomes, such as academic

achievement, happiness, satisfaction in marriage and relationships,

and criminal behavior. Self-esteem can apply specifically to a

particular dimension (for example, “I believe I am a good
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writer and feel happy about that”) or a global extent (for example, “I believe I am a bad person, and

feel bad about myself in general”). Psychologists usually regard self-esteem as an enduring personality

characteristic (“trait” self-esteem), though normal, short-term variations (“state” self-esteem) also

exist. Synonyms or near-synonyms of self-esteem include: self-worth, self-regard, self-respect, and

self-integrity.

       Self esteem is the quality, which is essential for a student for his or her better future. Through this

study the investigator trying to know that what the state of our students self esteem level is. Studies

have proven that, the physical activities can improve one’s self esteem for some extent. There for the

researcher has made a study in between college level men students.

The following are guidelines to follow for fostering self esteem:   

• Look at each child as a unique person

• Keep expectations realistic

• Give the freedom to make mistakes

• Build in success

• Give encouragement

• Accept children’s unpleasant feelings and teach them how to deal with them

• Give choices

• Give responsibility and expect cooperation

• Keep your sense of humor each child is truly unique. 

Aim and Objectives of the Study

• To find out the students’ self-esteem level

• Role of sports in student’s life

• To find out the effect of physical activity in humans life

• Educate the students about the benefits of physical activity

Methodology

The subjects were selected from St. Thomas College Palai, CMS College Kottayam, KE College

Mannanam and Dhevamatha College Kuravilangadu . A total of hundred (N= 100) male subjects

were selected, equally divided and assigned to two group’s (n = 50) namely athletes group and non

athletes group. The age range of the subjects was in between the 20-25. Investigator was directly

visited these institutions and collected the scores by personally. Rosenberg self esteem scale was

utilized to measure the subjects self esteem. The investigator had made a brief introduction about the

questionnaire and about the answering at the beginning of the testing. Sufficient time was given for

the subjects to fill the questioner.

Selection of Questionnaire

Rosenberg self esteem scale – having ten questions with four optional answers

Statistical Technique

             Descriptive statistics and Independent‘t’ tests were utilized for comparing the mean difference

between the groups.

Result And Discussions

The questionnaire were collected back and checked it carefully for calculating scores, the

investigator got the data regarding the each group is shown below.
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Table no. 1 Descriptive Statistics on Self-Esteem Score of the 

Athletes Group and Non Athletes Group 

 Athletes Non athletes 

Mean 34.5 30.3 

Mode 32 29 

Minimum score 20 18 

Maximum score 36 33 

Standard deviation 2.89 2.40 

 

Table no.2 The Independent ‘T’ Score among the Obtained Score (Self Esteem) 

Group N Mean Std. Deviation T Required T 

Athletes 50 34.5 2.89  

8.33 

 

2.015 Non athletes 50 30.3 2.40 

 

Table no. 2 has shown that the both groups have above average self-confidence level. Moreover

the athletic group secured more score than the nonathletic group. There for the athletic group having

more self-esteem than the non-athlete group.

Findings

       From the table no. 2 we can find that the athletes group has shown more self esteem than the

non-athlete group, but both groups having above average self esteem level. Self esteem is an essential

quality that is required to a student for building a bright future. From this study we found that the

involvement of physical activities is help the student to increase their self esteem level. Humans

needs to stay physically and mentally healthy
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Impact of AI on Solar Applications

Abstract

The aim of this paper  is to introduce briefly the various

AI techniques and to present various applications in solar energy

applications. Solar energy applications include the estimation of

solar radiation, solar heating, photovoltaic (PV) systems, sun

tracking systems, solar air-conditioning systems and many others.

AI consists of several branches such as artificial neural network

(ANN), fuzzy logic (FL), Adaptive Network based Fuzzy Inference

System (ANFIS) and Data Mining (DM).ANN being used in weather

and market trends forecasting, in the prediction of mineral exploration

sites, in electrical and thermal load prediction, and in adaptive and

robotic control. Neural networks are used for process control

because they can build predictive models of the process from

multidimensional data routinely collected from sensors Effectively

highlighting ANN techniques on solar applications.

Key words: AI Techniques, Artificial Neural Networks, Fuzzy Logic,

ANFIS, Genetic  Algorithm, Data Mining.

Introduction

Many human mental activities such as writing

computer programs, doing  mathematics, engaging in

commonsense reasoning, understanding language, and even

driving an automobile are said to demand “intelligence”. Over

the past few decades, several computer systems have been

built that can perform tasks such as these. Specifically, there

are computer systems that can diagnose diseases, plan the

synthesis of complex organic chemical compounds, solve

differential equations in symbolic form, analyze electronic

circuits, understand limited amounts of human speech and

natural language text, or write small computer programs to

meet formal specifications. We might say that such systems

possess some degree of artificial intelligence. Most of the

work on building these kinds of systems has taken place in

the field called Artificial Intelligence (AI) (Nilsson, 1980).

Most AI programs are quite complex objects and mastering

their complexity is a major research goal. A comprehensive

study of the problems that exist in AI programs requires a

precise formalization so that detailed analyses can be carried

out so as satisfactory solutions can be obtained  (Bourbakis ,

1992).
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The main objectives of AI research are  (Akerkar, 2005)

• Understand human cognition

• Cost-effective automation replaces humans in intelligent tasks.

• Cost-effective intelligent amplification builds systems to help humans think better, and faster.

• Superhuman intelligence builds programs to exceed human intelligence.

• General problem-solving solves a broad range of problems.

• Coherent discourse communicates with people using natural language.

• Autonomy has intelligent systems acting

The aim of this paper  is to introduce briefly the various AI techniques and to present various

applications in solar energy applications. Solar energy applications include the estimation of solar

radiation, solar heating, photovoltaic (PV) systems, sun tracking systems, solar air-conditioning systems

and many others. Therefore, the possibilities of applying AI in solar energy applications will be shown.

AI Techniques

AI techniques have the potential for making better, quicker and more practical predictions

than any of the traditional methods. AI consists of several branches such as artificial neural network

(ANN), fuzzy logic (FL), Adaptive Network based Fuzzy Inference System (ANFIS) and Data Mining

(DM).

Artificial Neural Networks (ANN)

Neural networks are composed of simple elements operating in parallel. These elements are

inspired by biological nervous systems. As in nature, the network function is determined largely by the

connections between elements. A neural network can be trained to perform a particular function by

adjusting the values of the connections (weights) between the elements. Commonly neural networks

are adjusted, or trained, so that a particular input leads to a specific target output. Such a situation is

shown in Fig 1. Here, the network is adjusted, based on the comparison between the output and the

target, until the network output matches the target. Typically many such input/target output pairs are

needed on own initiative.

• Training of the system should be able to gather own data.

• Store information and know how to retrieve it.

 

Fig . 1 . Basic Principles of Artificial Neural Networks

ANNs  have been applied successfully in a number of application areas. Some of the most

important ones are  ( Kalogirou , 2000; 2001):

1. Function approximation. Mapping of a multiple input to a single output is established. Unlike most

statistical techniques, this can be done with adaptive model-free estimation of parameters.
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2. Pattern association and pattern recognition. This is a problem of pattern classification. ANNs

can be effectively used to solve difficult problems in this field, for instance in sound, image, or video

recognition. This task can even be made without an a priori definition of the pattern. In such cases

the network learns to identify totally new patterns.

3. Associative memories. This is the problem of recalling a pattern when given only a subset clue. In

such applications the network structures used are usually complicated, composed of many interacting

dynamical neurons.

4. Generation of new meaningful patterns. This general field of application is relatively new. Some

claims are made that suitable neuronal structures can exhibit rudimentary elements of creativity.

ANNs have been applied successfully in various fields of mathematics, engineering, medicine,

economics, meteorology, They have also being used in weather and market trends forecasting, in the

prediction of mineral exploration sites, in electrical and thermal load prediction, and in adaptive and

robotic control. Neural networks are used for process control because they can build predictive

models of the process from multidimensional data routinely collected from sensors psychology, neurology,

and many others. Some of the most important ones are in pattern, sound and speech recognition, in

the analysis of electromyographs and other medical signatures, in the identification of military targets

and in the identification of explosives in passenger suitcases. (Kalogirou, 2000; 2001).

The network usually consists of an input layer, some hidden layers and an output layer. In its

simple form, each single neuron is connected to other neurons of a previous layer through adaptable

synaptic weights. Knowledge is usually stored as a set of connection weights (presumably corresponding

to synapse efficacy in biological neural systems).Training is the process of modifying the connection

weights in some orderly fashion using a suitable learning method. The network uses a learning mode,

in which an input is presented to the network along with the desired output and the weights are

adjusted so that the network attempts to produce the desired output. The weights after training contain

meaningful information whereas before training they are random and have no meaning (Kalogirou,

2000; 2001). Fig 2 illustrates how information is processed through a single node. The node receives

weighted activation from other nodes through its incoming connections. First, these are added up

(summation). The result is then passed through an activation function; the outcome is the activation of

the node. For each of the outgoing connections, this activation value is multiplied by the specific

weight and transferred to the next node.

 

Fig.  2. Information processing in a neural network unit

B.       Fuzzy Logic (FL)

Fuzzy logic has two different meanings. In a narrow sense, fuzzy logic is a logical system,

which is an extension of  multi-valued logic. However in a wider sense, fuzzy logic (FL) is almost
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synonymous with the theory of fuzzy sets, a theory which relates to classes of objects with un-sharp

boundaries in which membership is a matter of degree. In this perspective, fuzzy logic in its narrow

sense is a branch of fuzzy theory. Even in its more narrow definition, fuzzy logic differs both in

concept and substance from traditional multi-valued logical systems (MATLAB Fuzzy logic toolbox

user’s guide).

       The following is a list of general observations about fuzzy logic:

• Fuzzy logic is conceptually easy to understand. The mathematical concepts behind fuzzy reasoning

are very simple. Fuzzy logic is a more intuitive approach without the far reaching complexity.

• Fuzzy logic is flexible. With any given system, it is easy to add on more functionality without

starting again from scratch.

• Fuzzy logic is tolerant of imprecise data. Everything is imprecise if you look closely enough, but

more than that, most things are imprecise even on careful inspection. Fuzzy reasoning builds this

understanding into the process rather than tacking it on to the end.

• Fuzzy logic can model nonlinear functions of arbitrary complexity. You can create a fuzzy

system to match any set of input-output data. This process is made particularly easy by adaptive

techniques like Adaptive   Neuro -Fuzzy Inference Systems (ANFIS), which are available in Fuzzy

Logic Toolbox software.

• Fuzzy logic can be built on top of the experience of experts. In direct contrast to neural networks,

which use training data and generate opaque, impenetrable models, fuzzy logic lets you rely on the

experience of people who already understand the system.

• Fuzzy logic can be blended with conventional control techniques. Fuzzy systems don’t necessarily

replace conventional control methods. In many cases fuzzy systems augment them and simplify their

implementation.

• Fuzzy logic is based on natural language. The basis of fuzzy logic is human communication. This

observation underpins many of the other statements about fuzzy logic. Because fuzzy logic is built on

the structures of qualitative description used in everyday language, fuzzy logic is easy to use (MATLAB

Fuzzy logic toolbox user’s guide).

       Generally, a fuzzy logic model is a functional relation between two multidimensional spaces. The

relation between the input and output fuzzy spaces is known as fuzzy associative memories (FAM).

Inside FAM, the linguistic variables and the attributes are specified and the associative rules between

different fuzzy sets are elaborated in order to set up the following construction:

     IF (premises) THEN (conclusions)

      Every premise or conclusion consists of expressions as (variable) IS (attribute) connected through

the fuzzy operator AND.

To implement a fuzzy system the following steps needs to be followed:

• Fuzzification  is a coding process in which each numerical input of a linguistic variable is transformed

in the membership function values of attributes.

• Inference is a process which is done in two steps: (i) The computation of a rule by intersecting

individual premises, applying the fuzzy operator AND, (ii) Often, more rules drive to a same conclusion.

To obtain the confidence level of this conclusion (i.e.the membership function value of a certain

attribute of output linguistic variable) the individual confidence levels are joined by applying the fuzzy

operator OR.

• Defuzzification is a decoding operation of the information contained in the output fuzzy sets resulted

from the inference process, in order to provide the most suitable output crisp value. There are a
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number of methods which can be used for defuzzification presented by Paulescu et al. (2008).

C.   Adaptive Network based Fuzzy Inference  System (ANFIS)

       The ANFIS model is a hybrid framework that is obtained by combining the concepts of fuzzy

logic and neural networking into a unified platform. The model has a fuzzy inference system in the

form of an adaptive network for system identification and a predictive tool that maps a given input

space to its corresponding output space based on a representative training data set. The ANFIS

inference system relies on both fuzzified  human knowledge (modelled in the form of fuzzy ‘‘if-then’’

rules) and a set of input–output data pairs (patterns) to accomplish the process of input–output mapping.

The ANFIS  modelling strategy is widely used in applications  or systems that involve uncertainty or

imprecision in the definitions of the variables constituting the system’s behavior . In other words, it has

the ability to qualitatively model and represent human knowledge without the need for precise or

quantitative definitions. Moreover, it is capable of modeling and identifying nonlinear systems as well

as predicting chaotic time-dependant behavior (Soyguder and Alli, 2009). There are mainly two

approaches for fuzzy inference systems namely Mamdani and Sugeno. The difference is originated

from the consequent part where fuzzy membership functions are used in Mamdani and linear or

constant functions are used in Sugeno. One must have data at hand in order to apply Sugeno approach,

whereas there is no such requirement for Mamdani approach (Ozger and Yýldýrým, 2009). The

architecture of ANFIS is shown in Fig. 3.

 

Fig 3.ANFIS Architecture

The functionality of nodes in ANFIS can be summarized as follows (Efendigil et al., 2009):

• Layer 1: Nodes are adaptive; membership functions (MFs) of input variables are used as node

functions, and parameters in this layer are referred to as antecedent or premise parameters.

• Layer 2: Nodes are fixed with outputs representing the firing strengths of the rules.

• Layer 3: Nodes are fixed with outputs representing normalized firing strengths.

• Layer 4: Nodes are adaptive with node function given by Layer 1 for a first-order model, and with

parameters referred to as defuzzifier of consequent parameters.

• Layer 5: The single node is fixed with output equal to the sum of all the rules’ outputs.

D.    Genetic Algorithms (GA)

Genetic algorithms are inspired by the way living organisms adapt to the harsh realities of life

in a hostile world, i.e., by evolution and inheritance. The algorithm imitates the process of evolution of

populations by selecting only fit individuals for reproduction. Therefore, a genetic algorithm is an

optimum search-technique based on the concepts of natural selection and survival of the fittest. It
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works with a fixed-size population of possible solutions of a problem, called individuals, which are

evolving in time. A genetic algorithm utilizes three principal genetic operators: selection, crossover

and mutation (Kalogirou, 2004). During each step (called a generation) in the reproduction process,

the individuals in current generation are evaluated by a fitness-function, which is a measure of how

well the individual solves the problem. Then each individual is reproduced in proportion to its fitness:

the higher the fitness, the higher its chance to participate in mating (crossover) and to produce an

offspring. A small number of newborn offspring undergo the action of the mutation operator. After

many generations, only those individuals who have the best genetics (from the point of view of the

fitness function) survive. The individuals that emerge from this ‘‘survival of the fittest’’ process are

the ones that represent the optimal solution to the problem specified by the fitness function and the

constraints (Kalogirou, 2004).

Genetic algorithms (GA) are suitable for finding the optimum solution in problems where a

fitness function is present. Genetic algorithms use a ‘‘fitness’’ measure to determine which of the

individuals in the population survive and reproduce. Thus, survival of the fittest causes good solutions

to progress. A GA works by selective breeding of a population of “individuals”, each of which could

be a potential solution to the problem. The structure of the standard genetic algorithm is shown in Fig.

4.

 

Fig.4.  The structure of a standard genetic algorithm

        With reference to Fig. 4, in each generation, individuals are selected for reproduction according

to their performance with respect to the fitness function. Actually, selection gives a higher chance of

survival to better individuals. Subsequently, genetic operations are applied in order to form new and

possibly better offspring. The algorithm is terminated either after a certain number of generations or

when the optimal solution has been found (Kalogirou, 2004).

E.     Data Mining (DM)

Data mining is a powerful technique for extracting predictive information from large databases.

The automated analysis offered by data mining goes beyond the retrospective analysis of data. Data

mining tools can answer questions that are too time-consuming to resolve with methods based on first

principles. In data mining, databases are searched for hidden patterns to reveal predictive information

in patterns that are too complicated for human experts to identify (Hoffmann &  Apostolakis , 2003).

Data mining is applied in a wide variety of fields for prediction, e.g. stock-prices, customer behaviour,

and production control. In addition, data mining has also been applied to other types of scientific data

such as astronomical and medical data (Li & hue,2004).Data understanding starts with an initial data

collection and proceeds with activities to get familiar with the .data, to identify data quality problems,
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and to discover first insights into the data. Data preparation covers all activities that construct the final

data set to be modelled from the initial raw data. The tasks of this phase may include data cleaning for

removing noise and inconsistent data, and data transformation for extracting the embedded features

(Li & Shue, 2004). Successful mining of data relies on refining tools and techniques capable of

rendering large quantities of data understandable and meaningful (Mattison,1996). The modeling  phase

applies various techniques, determines the optimal values of parameters in models, and finds the one

most suitable to meet the objectives. The evaluation phase evaluates the model found in the last stage

to confirm its validity to fit the problem requirements. No matter which areas data mining is applied to,

most of the efforts are directed toward the data preparation phase (Li & Shue, 2004). The process of

knowledge discovery in databases can be seen in Fig. 5.

 

Fig.5. The  process of knowledge discovery in databases

III.    Applications of Artificial Intelligence (AI) techniques in the solar energy  application.

Artificial intelligence techniques have been used by various researchers in solar energy

applications. This section deals with an overview of these applications. Some examples on the use of

AI techniques in the solar energy applications are summarized in Table 1.

A.  Applications of Artificial Neural Networks

Mellit and Pavan (2010) developed a Multi-Layer Perceptron (MLP) network for forecasting

24 h ahead solar irradiance. The mean daily irradiance and the mean daily air temperature are used as

input parameters in the proposed model. The output was represented by the 24h ahead values of solar

irradiance. A comparison between the power produced by a 20 kWp Grid Connected Photovoltaic

Plant and the one forecasted using the developed MLP predictor shows a good prediction performance

for 4 sunny days (96 h). As indicated by the authors, this approach has many advantages with respect

to other existing methods and it can easily be adopted for forecasting solar irradiance values of (24-

h ahead) by adding more input parameters such as cloud cover, pressure, wind speed, sunshine duration

and geographical coordinates.

Benghanem  et  al. (2009) have developed artificial neural network (ANN) models for estimating

and modelling daily global solar radiation. They have developed six  ANN models by using different

combination as inputs: the air temperature, relative humidity, sunshine duration and day of year. For

each model, the output is the daily global solar radiation. For each of the developed ANN-models the

correlation coefficient is greater than 97%. The results obtained render the ANN methodology as a

promising alternative to the traditional approach for estimating global solar radiation.

Rehman and Mohandes (2008) used the air temperature, day of the year and relative humidity
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Table 1. Summary of numbers of applications in solar energy applications 

 
 

Table 2. Summary of solar energy applications of Artificial Neural Network 

 

values as input in a neural network for the prediction of global solar radiation (GSR) on horizontal

surfaces. For one case, only the day of the year and daily maximum temperature were used as inputs

and GSR as output. In a second case, the day of the year and daily mean temperature were used as

inputs and GSR as output. In the last case, the day of the year, and daily average values of temperature

and relative humidity were used to predict the GSR. Results show that using the relative humidity

along with daily mean temperature outperforms the other cases with absolute mean percentage error

of 4.49%. The absolute mean percentage error for the case when only day of the year and mean
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temperature were used as inputs was 11.8% while when maximumtemperature is used instead of

mean temperature is 10.3%.

Tymvios et al. (2005) used artificial neural networks for the estimation of solar radiation on a

horizontal surface. In addition, they used the traditional and long-utilized Angström’s linear approach

which is based on measurements of sunshine duration. The comparison of the performance of both

models has revealed the accuracy of the ANN.

Mubiru and Banda (2008) used an ANN to estimate the monthly average daily global solar irradiation

on a horizontal surface. The comparison between the ANN and empirical method has been given.

The proposed ANN model proved to be superior over the empirical model because it is capable of

reliably capturing the non-linearity nature of solar radiation.The empirical method is based on the

principle of linearity.

Sozen et al. (2004) estimated the solar potential of Turkey by artificial neural networks using

meteorological and geographical data (latitude, longitude, altitude, month, mean sunshine duration and

mean temperature). The maximum mean absolute percentage error was found to be less than 6.74%

and R2 values were found to be about 99.89% for the testing stations. For the training stations these

values were found to be 4.4% and 99.97% respectively. The trained and tested ANN models show

greater accuracy for evaluating the solar resource possibilities in regions where a network of monitoring

stations have not been established in Turkey. The predicted solar potential values from the ANN are

given in the form of monthly maps.

Soares et al. (2004) used artificial neural networks to estimate hourly values of diffuse solar radiation

at a surface in Sao-Paulo City, Brazil, using as input the global solar radiation and other meteorological

parameters. It was found that the inclusion of the atmospheric longwave radiation as input improves

the neural-network performance. On the other hand traditional meteorological parameters, like air

temperature and atmospheric pressure, are not as important as long-wave radiation which acts as a

surrogate for cloud-cover information on the regional scale. An objective evaluation has shown that

the diffuse solar radiation is better reproduced by neural network synthetic series than by a correlation

model.

Zervas et al. (2008) used artificial neural networks to predict the daily global solar irradiance distribution

as a function of weather conditions and each calendar day. The model was tuned using the meteorological

data recorded by the “ITIA” Meteorological station of National Technical University of Athens,

Zografou Campus, Greece. The model performed successfully on a number of validation tests. The

future challenge is to extend the model, so that it can predict the output power of 50kWp PV arrays.

This model will allow to take optimal decisions regarding the operation and maintenance of the PV

panels. This work may prove useful for engineers who are interested in solar energy systems

applications from both a general and a more detailed point of view.

Elminir et al. (2007) used an artificial neural network model to predict the diffuse fraction on an

hourly and daily scale using as input the global solar radiation and other meteorological parameters,

like long-wave atmospheric emission, air temperature, relative humidity and atmospheric pressure. A

comparison between the performances of the ANN model with that of linear regression models has

been given. The neural network is more suitable to predict diffuse fraction than the proposed regression

models at least for the Egyptian sites examined.

Senkal and Kuleli (2009) also used artificial neural networks for the estimation of solar radiation in

Turkey. Meteorological and geographical data (latitude, longitude, altitude, month, mean diffuse radiation

and mean beam radiation) are used in the input layer of the network. Solar radiation is the output. The

selected ANN structure is shown in Fig. 6. By using the ANN and a physical method, solar radiation

was predicted for 12 cities in Turkey. The monthly mean daily total values were found to be 54 W/m2


