KALAI KAVIRI

COLLEGE OF FINE ARTS

GOVERNMENT AIDED MINORITY INSTITUTION

[1
Save eI - aTHL el

ISSN: 3107-6777 [Onling]
KALAI KAVIRI PERFORMING ARTS E-JOURNAL

Date of Issue: 22-07-2026

Volume : 2
Issue 1
ISSN :  3107-6777 [Online)

Copy Right ©Kalai Kaviri College of Fine Arts

Sl. Kalai Kaviri Performing Arts E-Journal, Volume-1, Issue - 2,
No. July 2026

Published by Kalai Kaviri College of Fine Arts, Tiruchirappalli
Paper Coastal Folklore Artform

1 Title Vol. 2(1), July 2026, pg.1-9

Authors | George Joseph Cherupunathil and V. Lakshmi

Youth, Education, and the Revival of Folk Culture: A Dynamic
Paper Nexus for Sustainable Heritage

2 Title Vol. 2(1), July 2026, pg. 10 - 18

Authors | G.]. Leema Rose and S.B. Bhavana Sree

Tracing Performing Arts in Sangakala Ilakkiyangal and Their
Socio-Cultural Resonance

Paper | Vol. 2(1), July 2026, pg. 19 - 29

3 Title
Author | G.J. Leema Rose

Echoes of Folk Arts in the Globalised Era: Tamil Cinema as a
Critical Mediator of South Indian Intangible Cultural Heritage

Paper
4 | Title Vol. 2(1), July 2026, pg. 30 - 38
Kalpana Raghavendar and D. Agnes Sharmeely

Authors

Exploring the Impact of Technology in Dance Education and

Performances Practices
Paper

5 |Title Vol. 2(1), July 2026, pg. 39 - 45
J.Jayarani and V. V. Meenakshi Jayakumar

Authors




Sl. Kalai Kaviri Performing Arts E-Journal, Volume-1, Issue - 2,
No. July 2026
Published by Kalai Kaviri College of Fine Arts, Tiruchirappalli
Influence of Folk Music in Rabindra Sangit — with special
Paper reference to Baul style
6 |Title Vol. 2(1), July 2026, pg. 46 - 55
Authors | Kasturi Sarkar and S. Umamaheswari
Paper BILGUUD Qen& gLlieL geLT (FLSaVSTe) STeom (B
. Title Vol. 2(1), July 2026, pg. 56 - 63
Author | & LTI
QUM STV GHemTWIMLL LD
Paper Vol. 2(1), July 2026, pg. 64 - 69
8 Title
Author 7. 0l G MDLem &
BILGUUB Reng urFibuflwghgled ellevellensd SHmallseriler
UBIG LOBMID DIFH6 LIGHIenLD
Paper _
o | Title Vol. 2(1), July 2026, pg. 70 - 76
Authors Jr.UTeOmDUTeT wmmid 6%, Ydbemerd agiTied
gloueoLf]
Paper
10 | Title Vol. 2(1), July 2026, pg. 77 - 92
Author 19.CGem. mmdH@edlen Limlsierd.
S MeoorRFBMTHT aUGLIL&6T Wmmid Symdlul @ens LT L]
20 UG ey
Paper Vol. 2(1), July 2026, pg. 93 - 114
11 | Title

Authors

Uma,P and Lakshmi Ramaswamy




KALAI KAVIRI PERFORMING ARTS E-JOURNAL

ISSN: 3107-6777 [Online]

Patron

Rev. Fr. S. Louis Britto, Director & Secretary, Kalai Kaviri College of
Fine Arts, Trichy — 620001, Tamil Nadu, India.
secretary@kkcfa.ac.in

Editor in Chief

Dr G. J. Leema Rose, Coordinator-IQAC, Kalai Kaviri College of Fine
Arts, Trichy-620001, Tamilnadu, India.

E-mail: leemagretakkcfa@gmail.com, leema@kkcfa.ac.in

Profile Link: https://www.kalaikavirifinearts.in/faculty-bharatanatyam/

Associate Editors

Dr Robin Gee, Associate Professor, School of Dance, UNC Greens
Boro, NC, USA, RMGEE@uncg.edu

Dr P. Mariappan, Adjunct Professor, BARD, Trichy -
620024, Tamilnadu, India. mariappan@bhc.edu.in

Dr J. Sankar Ganesh, Associate Professor, Department of Performing
Arts, S.V. University, Tirupathi, jssankarkumar@svuniversity.edu.in
Dr Premalatha, Senior Lecturer Dance, Faculty of Creative Arts,
Universiti Malaya, KL, Malaysia, premalatha@um.edu.my

Editorial Board Members

Dr S. Umamaheswari, Principal, Kalai Kaviri College of Fine Arts, 18
Benwells Road, Cantonment, Trichy — 620001, Tamilnadu, India
E-mail: umamaheswari@kkcfa.ac.in

Profile Link: https://www.kalaikavirifinearts.in/faculty-vocal-music/

Dr A. Sheeba Princess, Associate Dean, Training and Placement and
Associate Professor of English, Bishop Heber College, Trichy-17,
Tamilnadu,India

E-mail: asheebaprincess@bhc.edu.in

Profile Link:
http://115.245.30.253:10101/webpdfrpt.aspx?name=A.SHEEBA%20PRINCESS



mailto:secretary@kkcfa.ac.in
mailto:leemagretakkcfa@gmail.com
mailto:leema@kkcfa.ac.in
https://www.kalaikavirifinearts.in/faculty-bharatanatyam/
mailto:RMGEE@uncg.edu
mailto:mariappan@bhc.edu.in
mailto:jssankarkumar@svuniversity.edu.in
mailto:premalatha@um.edu.my
mailto:umamaheswari@kkcfa.ac.in
https://www.kalaikavirifinearts.in/faculty-vocal-music/
mailto:asheebaprincess@bhc.edu.in
http://115.245.30.253:10101/webpdfrpt.aspx?name=A.SHEEBA%20PRINCESS

« Dr K. Shayaraani, Assistant Professor of Bharatanatyam, Kalai Kaviri
College of Fine Arts, Trichy — 620001
Email: sahayaraani@kkcfa.ac.in
Profile Link: https://www.kalaikavirifinearts.in/faculty-bharatanatyam/

« Dr V. Meenakshi, Assistant Professor, Department of Tamil, Bishop
Heber College, Trichy-17, Tamilnadu, India
E-mail: meenakshi.tm@bhc.edu.in
Profile Link: http://115.245.30.253:10101/webpdfrpt.aspx?name=V.MEENAKSHI

« Dr D. Agnes Sharmeely, Associate Professor of Violin, Kalai Kaviri
College of Fine Arts, 18 Benwells Road, Cantonment, Trichy — 620001,
Tamilnadu, India, agnes@kkcfa.ac.in
Profile Link: https://www.kalaikavirifinearts.in/faculty-violin/

« Dr Shanmugavadivu Pichai, Senior Professor in Computer Science,
Gandhigram Rural University, Dindigul, Gandhigram, Chinnalapatti,
Tamil Nadu 624302
E-mail: psvadivu@ruraluniv.ac.in
Profile Link: https://www.ruraluniv.ac.in/includes/academics/faculties/profile/121.pdf

« Dr A. Banumathi, Head, Dept. of Veena, Kalai Kaviri College of Fine
Arts, 18 Benwells Road, Cantonment, Trichy — 620001, Tamilnadu,
India, banumathi@kkcfa.ac.in

« Dr B.N. Bobinath, Head of Computer Science, NPR Arts College,
Dindigul, bobinath@nprcolleges.org

« Dr V. Lakshmi, Associate Professor of Vocal Music, Kalai Kaviri
College of Fine Arts, 18 Benwells Road, Cantonment, Trichy
— 620001, Tamilnadu, India, lakshmi@kkcfa.ac.in

« Dr V. Venkatalakshmi, Head and Associate Professor of Vocal Music,
Kalai Kaviri College of Fine Arts, 18 Benwells Road, Cantonment,
Trichy — 620001, Tamilnadu, India, venkatalakshmi@kkcfa.ac.in

« DrY. Sunitha, Head and Assistant Professor of Bharatanatyam, Kalai
Kaviri College of Fine Arts, 18 Benwells Road, Cantonment,
Trichy — 620001, Tamilnadu, India, sunitha@kkcfa.ac.in

« Dr A. Rosaline Mary, Assistant Professor of Library, Kalai Kaviri
College of Fine Arts, 18 Benwells Road, Cantonment, Trichy
— 620001, Tamilnadu, India, rosaline@kkcfa.ac.in

Reviewers

« Dr R. Mathavi, Head, Dept. of Music, Tamil University, Thanjur,
Tamilnadu, India, madhavinatarajan@gmai.com

« Dr S. Raguraman- Pulavar, Visiting faculty in Kalakshetra,
Chennai, ramkural@gmail.com


mailto:sahayaraani@kkcfa.ac.in
https://www.kalaikavirifinearts.in/faculty-bharatanatyam/
mailto:meenakshi.tm@bhc.edu.in
http://115.245.30.253:10101/webpdfrpt.aspx?name=V.MEENAKSHI
mailto:agnes@kkcfa.ac.in
https://www.kalaikavirifinearts.in/faculty-violin/
mailto:psvadivu@ruraluniv.ac.in
https://www.ruraluniv.ac.in/includes/academics/faculties/profile/121.pdf
mailto:banumathi@kkcfa.ac.in
mailto:bobinath@nprcolleges.org
mailto:lakshmi@kkcfa.ac.in
mailto:venkatalakshmi@kkcfa.ac.in
mailto:sunitha@kkcfa.ac.in
mailto:rosaline@kkcfa.ac.in
mailto:madhavinatarajan@gmai.com
mailto:ramkural@gmail.com

Dr V.V. Meenakshi Jayakumar, Professor and Principal, Tamil Isai

Kalloori, Raja Annamalai Mandram, Esplanade,

Chennai — 600 004, tamilisaikalloori@yahoo.in

« Dr Thiyagarajan, Associate Professor (Retd), Sri Sathguru Sangeetha
Vidhyalayam College of music and Research Centre,
Madurai, sssvidyalayam@gmail.com

« Dr Ezhil Raman, Assistant Professor of Music, Annamalai University,
Chidambaramn, thgmctvyr@gmail.com

« Dr Vichitra Palkkandy, Head, Dept. of Dance, Bharathiyar Palkalai

Kudam, Puducherry, kalaimamanivichithra@gmail.com

About the Journal

Kalai Kaviri Performing Arts E-Journal with ISSN: 3107-6777 is an
editorially reviewed journal that issues top-tier, original research articles.
Referring to the journal’s aims and scope will give you more information
about its focus and peer-review policy. This journal publishes biannually in
the months of June and December. Papers written in both English and Tamil
are welcome in the journal.

Particulars

Starting Year — 2025

Frequency — Bi-Annual [ June, Dec]
Format — Online

Subject : Multidisciplinary
Subjects : Fine Arts, Therapy, History, and Literature

Language — English, Tamil

Kalai Kaviri Performing Arts E-Journal

ISSN: 3107-6777 [Online]

Kalai Kaviri College of Fine Arts

18, Benwells Road, Cantonment, Tiruchirappalli — 620001, Tamil Nadu,
India.

Chief Editor

Dr G. J. Leema Rose — 95856 66267


mailto:tamilisaikalloori@yahoo.in
mailto:sssvidyalayam@gmail.com
mailto:tngmctvyr@gmail.com
mailto:kalaimamanivichithra@gmail.com

Please note that this journal only accepts manuscripts in English and Tamil.
The journal will accept the original Articles, Documents, and Book Reviews.

Editorial Correspondence

Any correspondence regarding the research articles should be sent to
Dr G.J. Leema Rose, Coordinator IQAC & Assistant Professor of
Bharatanatyam, Kalai Kaviri College of Fine Arts, 18 Benwells Road, Trichy-
620 001, Email: kkpaejournal@gmail.com.

Scope of the National Level E-Journal

The Kalai Kaviri Performing Arts E-Journal is a scholarly National level
e-journal dedicated to the field of performing arts, encompassing various
aspects of theatre, dance, music, and interdisciplinary performance
practices. The scope of the journal typically include:

Scholarly Exploration: The journal publishes research, critical essays, and
theoretical discussions that address both historical and contemporary issues
in performing arts. It examines the cultural, political, and social dimensions
of performance and explores diverse methodologies and approaches.

Innovative Practices: The Kalai Kaviri Performing Arts E-Journal frequently
explores new and experimental performance practices, including multimedia,
site-specific works, and hybrid forms that blur the boundaries of traditional
genres.

Global Perspectives: The journal promotes a wide range of global
perspectives, welcoming contributions from diverse cultural contexts and
examining how performance reflects and influences society worldwide.

Interdisciplinary Focus: In addition to focusing on individual performance
art forms, the journal is also interested in interdisciplinary work, recognizing
the intersections of performance with visual arts, media, literature, and other
domains.

Critical Reviews: The journal regularly includes critical reviews of recent
performances, books, and other media related to the performing arts,
offering insight into current trends and significant contributions to the field.



The overall mission is to advance the academic understanding of performing
arts while fostering dialogue across disciplines and cultures.

Peer Review and Ethics

Kalai Kaviri Performing Arts E-Journalis committed to peer-review
standards, ensuring research integrity and upholding the highest ethical
standards. Initially, your paper will be assessed for suitability by the editor,
followed by independent anonymous expert reviews. The review process
typically takes two months. If accepted, the author[s] will be informed
through email.

Article Publication Charge (APC)

An article publication charge (APC) is a fee charged from authors to make
their work available in the journal site. This fee may be paid by the author,
the author’s institution, or their research funder. APC covers the costs
involved in the publication process, from administrating peer-review to copy
editing and hosting the final article on dedicated servers.

Article Publication Charge: Rs. 1000 per paper.

Add the bank account details for this

Account Name: KALAI KAVIRI COLLEGE OF FINE ARTS
Account Number: 153001000346592

IFSC Code: CIUB0O000153

Bank Name: City Union Bank Ltd.,

Branch: Cantonment, Trichy

Preparing Your Paper
Article Structure

Your paper should be compiled in the following order: title page; abstract;
keywords; main text introduction, materials and methods, results, discussion;
acknowledgments; declaration of interest statement; references; appendices
(as appropriate); table(s) with caption(s) (on individual pages); figures; figure
captions (as a list).



A typical paper for this journal should be between 8 to 10 pages, inclusive
of: Tables; References; Figure or table captions; Endnotes; Maximum
number of authors should not exceed four.

Format-Free Submission

Authors may submit their paper in any scholarly format or layout.
Manuscripts may be provided as a single file in word format. Figures and
tables can be embedded within the text or submitted as separate documents.
Figures should have sufficient resolution to facilitate the review process.

There are no strict formatting requirements, however, all manuscripts must
contain the essential elements required to be evaluated: an abstract, author
affiliation, figures, tables, funding information, and references. Further details
may be requested upon acceptance. References should follow the MLA 7th
edition style.

Plagiarism Report

The Plagiarism report should be submitted along with the article. The
maximum permissible percentage is less than 10%.

Submission Modality

The full text in word document along with the Plagiarism report should be
sent to the following mail id: kkpaejournal@gmail.com.

Within three working days the Paper-ID will be sent to the author.
Then status of acceptance or rejection will be informed within two months.
Publication Procedure

After getting the confirmation mail from the editor, the author should pay the
publication fee through online.

The author should send the payment particulars and the duly signed
copyright form to the mail id: kkpaejournal@gmail.com with in three
working days addressing to Dr G. J. Leema Rose, Editor-in-Chief, Kalai
Kaviri Performing Arts e-Journal, Kalai Kaviri College of Fine Arts,
Tiruchirappalli-620 001.



Kalai Kaviri Performing Arts E-Journal, Vol. - 2(1), July 2026, ISSN 3107-6777

Kalai Kaviri Performing Arts E-Journal
Vol. 2(1), July 2026, pg.1-9

Coastal Folklore Artforms

!George Joseph Cherupunathil, 2V. Lakshmi
lResearch Scholar, 2Associate Professor of Vocal Music

Kalai Kaviri College of Fine Arts
Tiruchirappali

lajaygullu@gmail.com, 2lakshmikkc036@gmail.com

Abstract

This article examines the coastal folk-art traditions of Kerala, with particular focus
on the artists, practitioners, and enthusiasts who have sustained these forms
across generations. Although culturally rich and historically significant, many of
these traditions have not received the recognition and preservation necessary for
their continued survival. Among them, the devotional song tradition influenced
by both medieval Christian European culture and Dravidian heritage is known as
annavipattu. A related form, piccappattu, continues to be performed by the Annuli
community of Alappuzha district in Kerala. Another devotional composition,
written by the German priest Johann Ernst Hanxleden (popularly known as Arnos
Pathiri), is called puttanpana. Songs composed by Kulattir Veédanayakam Pillai
are referred to as ammanapattu, composed using pdvu structures such as venbsa,
vancippa, kalippa, and ayarippa, along with musical forms such as isai, kaviturai,
and viruttam. During the mid-sixteenth century, the art form paricamuttukali
emerged from the martial traditions of Kerala. This study explores these coastal
traditions in order to understand their literary, musical, historical, and cultural

significance.

Keywords: annavipattu; piccappattu; puttanpana; ammanapattu; slamakarol;

cavittu natakam

1.0 Introduction
In 1502, when the Portuguese explorer Vasco da Gama arrived in Kochi, Christian
communities extending from KodunnallGr to Villarvattam welcomed him and

expressed their willingness to come under the protection of the Portuguese
1
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crown. Following this, agreements between the ruler of Kochi and the Portuguese
facilitated the protection and expansion of Christian communities in the region.
During this period, particularly in coastal areas influenced by European
missionaries, several folk performance traditions flourished, including gramina
pesahapattu, devastavili, and annavipattu.

These traditions reveal how religion, ritual, music, and performance became
deeply interconnected among the Christians of Kerala. From North Chavakkad to
South Kollam, many ritual-based art forms evolved, such as margamkali,
kalyanapattu, pallipattu, rambanpattu, and odipattu. This article explores selected
coastal folk-art forms not only to appreciate their cultural importance but also to
examine their contribution to the evolution and revival of musical traditions,

including their relationship with classical music.

2.0 Literature Review

The major sources for this study include the works of Dr. Fr. Joseph Valiyavitil,
particularly Cavittu Nataka Vijhanakosam, Kadalora Kalaripannal Directory, and
Tiradésa Kalanighandu, which document the artistic expressions of Kerala’s
coastal communities. These texts provide essential historical and descriptive

material for understanding the development and practice of these traditions.

3.0 Methodology

This study adopts a qualitative research approach. The analysis is based primarily
on books, research articles, and online journals. It also includes supporting
materials such as performance videos, documentaries, interviews, and archival
content available on websites and social media platforms. Since the study is
centred on performance, music, and oral traditions, with particular emphasis on

auditory analysis, no experimental methods were employed.

3.1 Analysis, Results and Discussion

3.1.1 annavipattu

annavipattu are Christian folk songs sung during Holy week that illustrate the

passion of Christ. They go from one home to another, singing in honor of Lord

Jesus and his sufferings and ultimate sacrifice. It is occasionally referred to as

gramina pesahapattu (rural) or piccappattu. The manner of singing possesses a

shade of both Dravidian tradition and European culture. The typical instruments
2
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accompanied are jalar and caplankatta (khartal/cipli). At times, they primarily
utilize maramani, the wooden spinning ratchet sound maker referred to as
matraka/crotalus or grogger, which is employed during holy mass, particularly
on Maundy Thursday and Good Friday. It is observed that additional instruments
like Tabla, Harmonium, Violin, etc., are incorporated into this artform later. It is
sometimes referred to as matavanakkapattu because these folk musicians also

sing in honor of Mother Mary.

Since ancient times, a considerable amount of tamizh isai can be observed in
annavipattu as it was utilized in dance styles such as padéni, vélakali, mudiyéttu,
and so on. Subsequently, it found application in songs for cavittu natakam. The
lyrics were created in the 16th century. Consequently, the style of composition,
language and dialects, tunes, and raga-s of annavipattu resemble those of cavittu
natakam to some extent. An example is shown below;

‘naksatra mudiyanintan kannimatrvé raksittanurulumente eliyaputrare’

The practice of singing from house to house was inspired by Europe, where a
troupe of singers would travel door to door, in praise of Emperor Charlemagne
with their songs. This contributed to the expansion of the Christian community in
kérala. The composers of the earliest anpavipattu and matavanakkapattu created
with tamizh prosodies, sentamizh, and manipravala (malayalam - tamizh), are

believed to be the European missionaries who resided in kérala.

Between 1567 and 1579, koccirajavu and mditédattu ilayadattu svarupannal
granted the missionaries permission to construct churches near 30 Christian
monuments and also to those individuals willing to convert to Christianity. These
missionaries subsequently chose and established several vocal groups and
created songs in a folk style. It was at this time, the annavi-s and asan-s

associated with cavittu natakam emerged.

According to tamizh pan music system, the songs are designed as per neytal -
The sea and places related to the sea. The lead singer is called &$an. He sings
first and the repetition is sung by his disciples. Another style includes where

everyone sings in unison. In 1870, when the auxiliary bishop of verapoly, Dr.
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Marcellinus wrote the ‘May month prayer to Mary’ (matavinte vanakka masa
prartthana), that became the source of composing matavanakkapattu. It is sung
after the daily evening prayer. In the ancient kéraja, when the buddhist monks
roamed around preaching the teachings of buddha, they used to visit door to door
singing songs while requesting alms. These songs later became the inspiration to
the creation of piccappattu sung in southern regions. All these folk songs are
mostly written in tamizh verses using the figurative elements or literary
ornamentation in a very elegant manner by the lyricists, such as padadi
poruttam, dvityaksara prasam (edugai), ghadaka prasam (monai), antya prasam,

etc.

There are around 300 krti-s including the jsai of karalsman (Charlemagne). It has
been discovered that the combination of edugai and monai found in the text,
which was called pattu. Also, other figurative elements such as iyaibu, muran,
alapadai, adukkumozhi are also used. It is also found that four ceiyyul namely
venba, asiriyappa, kalippa and vancippa have been used in the lyrics.

e.g.; umatumakan Sisyarkale pantiyilveccu

ukappaka kal kazhuki umai colli

Besides these figurative elements, pattu-s like kavi, turai, isai, viruttam and for
each of them like &sal, kavi, cittukavi, kalitturai, innisai, tazhisai are also used.
Some of the annavipattu are composed in kavadi cintu.
e.g. naksatramudi anintan kannimatrvé
raksittanaruluminta eliya putrare
~ vanakkapattu (kavadi cintu)
e.g. ambarane aranane amaloneparapporulé
adiyanude pizhai poruttu avitam tantarul parane

~ annavipattu (kavadi cintu)

Now, coming to musical terms, annavipattu shares some similarities with karnatak
music. raga-s like harikambdji, ananda bhairavi, Samkarabharanam which are
found in tamizh music can be considered that might have been used in annavipattu
too. Also, the ‘opera’ derived from the western influence can be seen in some

songs. Since these songs are sung in groups, they are seen singing in western

4



Kalai Kaviri Performing Arts E-Journal, Vol. - 2(1), July 2026, ISSN 3107-6777

manner. Some are sung using raga-s and tala-s used in gregorian music system.
e.g.; annam mariye mannar gotriye
mannar pottum mahimai cértaye

- vanakkapattu

The tamizh guru-s who taught piccappattu, vanakkapattu, ammanapattu, cavittu
natakam are called annavi-s. Some of the famous masters in this field are
cinnatambi annavi, védanayakam annavi, tommi annavi, paduva annavi, dura
svamikal, manappattukaran antonikkutti annavi, pallipuram minku annavi, panikka
vittil péraccan annavi, koccikaran koccausepp annavi, punnaikkal pilipos annavi,

fabiyan annavi, cirayil ancilos annavi, Sauryar annavi and others.

3.1.2 Piccappattu

Piccappattu is a traditional song form practiced by the ARAAGti community of
Alappuzha district in Kerala. The term is believed to derive from earlier Buddhist
and Jain bhiksu traditions, in which monks sang while going door to door seeking
alms. Later, as communities converted to Christianity, these musical practices
were adapted to Christian devotional themes while retaining their older melodic
and social character.

These songs have been preserved for nearly seven centuries and continue to carry
traces of Dravidian musical structures, folk melodic patterns, and ritual

performance traditions.

3.1.3 Puttanpana

Puttanpana, also known as Raksakara Kirtanam, is a devotional composition
written by Johann Ernst Hanxleden (Arnos Pathiri), likely between 1721 and 1732.
Inspired by Plintdnam’s Nanappana, the work narrates the life of Jesus Christ, His
suffering, death, resurrection, and the growth of the Church.

Widely recited during Holy Week, especially on Good Friday, puttanpanaconsists
of fourteen couplets. Each section addresses a major theological event—from
creation and repentance to crucifixion and resurrection. The composition holds

deep devotional value among Kerala Christians and continues to be sung

collectively.
First couplet : God, human, creation - destruction
Second couplet : Human'’s repentance, christ’s promise of salvation
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Third couplet : The immaculate conception of virgin Mary, who was

free from original sin

Fourth couplet : Angel’s assurance to the doubting Joseph

Fifth couplet : Birth of Jesus; His childhood

Sixth couplet : His life, words and deeds

Seventh couplet : The gospel verses

Eight couplet : Miracles performed; transfiguration

Ninth couplet : Raising Lazarus from death; Jesus’s intimation to

Mary about his death.

Tenth couplet : Last supper, The night of the passion
Eleventh couplet : Trial, judgement and crucifixion.

Twelfth couplet : The sorrowful lamentation of Mary

Thirteenth couplet : His resurrection and subsequent appearances
Fourteenth couplet : Emergence and growth of church.

The fourteenth couplet is written under the title ‘déva matavinte vyakula

prabandham’ and the contents of puttanpana are repeated in sloka-s.

The raga they sing is the standard westernised sankarabharanam and without any

tala,

r g S I 4 I I n s r I 4 4

en ma Kka né nir ma la né

r g m p 4 I I I g m r g I r I I 4 I
nan ma yen aum ni rail A0 né

r.] s r g m I 4 I 4 m g r S 4 n I 4
jan ma do sa tin nté

n S r I g r 4 4 4 4 n S I 4 4 4

bha ra mo zZhi co pu tra

The puttanpana was once used to sing the whole poem in houses after evening

prayers. After a certain point of time, only ten to eleven couplets are added to
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books and sung during the holy week and not in houses. The twelfth couplet is the

famous one and pathos among all the couplets.

3.1.4 Ammanapattu

In tamizh, kavi means pattu (song). All those figurative elements that are used in
annavipattu can be seen in ammanapattu with the mandatorily different raga-s.
ammana uses the raga temmanku, which emotes pathos. Both puttanpana and
ammanapattu employ the same dravida raga-s which were used in ancient tamizh
music.

e.g. centartiruccu tantan sisareyum tankdtti

nntayividai kéttu manidarkkaypadupeda

This type of tamizh folk genre is widely famous among the southern Latin Christian
keralites. tévamata ammanai and andavar ammanai are some of the ammanapattu
compositions. The songs from tévamata ammanai are quite popular. The
composers of these songs are unknown, although védanayakam pillai is one
ammanapattu composer. The themes used here are the birth of Mary along with
the new gospel.

e.g. enne valarttavale inamatta pettavale

kannayazhiyamal karppodiruntavale

- ammanam part 5: $loka 7,8

3.1.5 Paricamuttukali

Paricamuttukali is a performative martial folk art that adapts movements from
traditional Kerala martial practices using swords and shields made of wood or
metal. It is performed primarily during festive and auspicious Christian community
occasions.

Training usually begins between the ages of 12 and 20 and continues over several
months. Students first learn the songs and then the choreographed movement
patterns. The &san leads from the centre while students perform in circular
formation. Rhythmic accompaniment is commonly provided by jalra, while
movements involve coordinated striking of swords and shields along with footwork.
The performers typically wear traditional Kerala warrior costume.

The form commemorates martyrs and heroic battles, while also preserving

community identity through performance.
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4.0 Conclusion

In conclusion, annavipattu and related coastal folk traditions represent a
remarkable cultural synthesis where Christian devotion merges with Dravidian
heritage and European artistic influence. From the meditative house-to-house
singing of piccappattu and the devotional poetry of puttanpana to the rhythmic
vitality of paricamuttukali, these traditions preserve a layered history of music,
ritual, literature, and performance.

These art forms do more than narrate religious themes; they stand as living
evidence of cultural exchange, artistic adaptation, and the creative resilience of
Kerala’s coastal communities. Preserving them is essential not only for
safeguarding heritage but also for understanding the broader musical and cultural

history of South India.

4.1 Further Scope for Research

Several coastal folk traditions remain open for deeper scholarly study beyond those
discussed here. These include $lamakarol, deévastavili, valatta-paricavisu kali,
margamkali, and cavittu natakam. Further interdisciplinary research involving
folklore, musicology, performance studies, and cultural history would help

preserve and document these valuable traditions more comprehensively.
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Abstract

This article examines the crucial connection between youth, formal education
systems, and the contemporary revival of folk culture in an era shaped by
globalization and digital media. Adopting a conceptual, literature-based
methodology, the study synthesises peer-reviewed research, UNESCO policy
documentation, and documented programme case studies to argue that the
safeguarding of intangible cultural heritage (ICH) needs to move from static
archiving toward dynamic re-creation, and that this shift depends on young
people engaging actively through innovative pedagogy. The article draws on
experiential learning theory (Kolb, 1984) and documented digital-transmission
initiatives to critique educational systems that undervalue local knowledge, and
it proposes a framework for cultural integration grounded in existing empirical
and policy literature. The analysis suggests that when education positions youth
as cultural agents and innovators rather than passive recipients, folk culture
stands a better chance of achieving sustainability, intergenerational continuity,
and renewed social relevance. As a conceptual synthesis rather than a primary
empirical study, the article's propositions are offered as a framework for future

empirical testing rather than as established findings.
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1.0 Introduction

The accelerating forces of globalization and digital mediation have fundamentally
reconfigured the conditions under which intangible cultural heritage (ICH) is
transmitted, contested, and sustained. Folk culture, as a constitutive element of
communal identity and historical continuity, faces mounting pressures of
dislocation as younger generations become increasingly embedded within
transnational digital cultures that often supersede localized knowledge systems.
Within this context, prevailing approaches to heritage safeguarding—predicated
largely on archival preservation—appear insufficient to ensure the sustained
vitality of folk traditions across generational lines. This article contends that formal
education constitutes a critical, and as yet underutilized, mechanism through which
this challenge may be addressed, provided that pedagogical practice shifts from
the transmission of static cultural content toward the cultivation of active cultural
agency among youth. Situating this argument within experiential learning theory
(Kolb, 1984) and drawing upon UNESCO policy frameworks and documented
digital-transmission initiatives, the study advances a conceptual synthesis that
repositions young people not as passive recipients of heritage but as innovators
and co-creators within evolving cultural ecosystems. In doing so, the article
proposes an integrative framework intended to inform both future empirical inquiry

and policy development in the domain of ICH safeguarding.

1.1 Context and Background

Socio-economic modernization and the homogenizing forces of mass media are
widely reported to threaten the integrity of global cultural diversity. Folk culture,
defined here as the non-institutionalized, community-based heritage
encompassing traditional arts, indigenous knowledge, social practices, rituals, and
festive events, corresponds closely to UNESCO's definition of intangible cultural
heritage, and is documented as particularly vulnerable to erosion (UNESCO, 2003).
The traditional social environments in which this knowledge is organically practiced

and transmitted are disrupted by the shift towards urban and industrial lifestyles.

Education is widely regarded as the primary institutional mechanism for knowledge
transmission. Prioritizing national or global narratives has played a documented
historic role in both preserving and inadvertently marginalizing local cultural forms.

Youth sit at the centre of this challenge. The literature increasingly frames this
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demographic not merely as recipients of heritage but as active cultural agents with

a stake in both its transmission and its innovation (UNESCO, n.d.).

1.2 Thesis Statement

This article argues that the strategic incorporation of cultural heritage into formal
and informal youth education systems is important for the sustainable revival of
folk culture. It proposes that such integration should move beyond passive
appreciation to embrace experiential learning, digital reinterpretation, and youth-
led innovation, with the aim of supporting the long-term vitality, contemporary

relevance, and intergenerational continuity of cultural practices.

1.3 Structure of the Article

Following this introduction and a statement of methodology, the article defines the
challenge of cultural erosion versus resurgence, establishes the synergistic role of
education as a nexus, details youth's role in preservation and innovation, analyses
documented strategies for educational integration, presents illustrative case
examples, and concludes with a discussion of limitations and a future-oriented

framework for policy and practice.

1.4 Methodology

This article is a conceptual and narrative literature review rather than an empirical
field study. Its arguments are constructed through a thematic synthesis of
secondary sources, comprising: (a) foundational and policy literature on intangible
cultural heritage, principally the UNESCO 2003 Convention for the Safeguarding of
the Intangible Cultural Heritage and related UNESCO programme documentation;
(b) peer-reviewed research on experiential learning theory (Kolb, 1984) and its
application to heritage curricula (Tang et al., 2024); and (c) publicly documented
case examples of youth-oriented heritage education initiatives, used illustratively

rather than as a representative or exhaustive sample.

Sources were identified through targeted searches of academic databases and
UNESCO's published clearinghouse materials on living heritage and education, and
were selected for direct relevance to youth engagement, experiential pedagogy,
and digital heritage transmission. No primary data (surveys, interviews, or
classroom observation) were collected for this article, and the case examples in
Section 5 are drawn entirely from previously published, publicly available sources
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rather than from original fieldwork conducted by the authors. This scope constrains
the claims the article can support: propositions here should be read as a conceptual
framework and set of testable hypotheses rather than as empirically validated
findings. Section 6.4 returns to this limitation and outlines directions for future

empirical research.

2.0 The Folk Culture Paradox: Erosion vs. Resurgence

2.1.1 The Forces of Erosion

Modernization and Urbanization: Folk skills become less economically viable
relative to formal qualifications as traditional communities are displaced and non-
traditional labour becomes an economic necessity.

Digital Homogenization: The widespread reach of global media can lead young
people to view local heritage as archaic or incompatible with a contemporary
identity; capacity-building work conducted under the UNESCO 2003 Convention
has similarly flagged young people's digital media use as a recurring concern for
heritage transmission (UNESCO, n.d.).

Institutional Neglect: Educational policy attention directed toward STEM fields can
inadvertently deprioritize local, indigenous, or folk knowledge systems, reducing

their perceived value in formal curricula.

2.1.2 Signs of Revival and Youth Interest

The 'Folk Trend': A search for authenticity among young people has been
associated with a noticeable cultural resurgence, manifesting in fashion, music
(folk fusion), and digital content creation.

Search for Identity and Roots: In a globalized world, youth frequently turn to
regional heritage to establish identity, belonging, and psychological well-being,

using it as a counterpoint to homogenized global narratives.

2.1.3 Education as the Nexus: Bridging Generations

A. The Three Levels of Cultural Education

Effective cultural transmission operates across a spectrum that education must
connect: informal, community-based transmission; non-formal community or
extracurricular programming; and formal curricular integration within schools and

universities.
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2.2 Challenges in Educational Integration

Epistemological Conflict: Integrating experiential, holistic indigenous or folk
knowledge is difficult given the formal curriculum's often reductionist, analytical
framework.

Pedagogical Mismatch: There is a documented incompatibility between
standardized, classroom-based, theoretical teaching methods and traditional folk
learning, which often involves hands-on, community-based apprenticeship.
Teacher Training: The success of culturally integrated curricula depends heavily
on training educators in local folk practices and culturally responsive pedagogy
— a factor identified as a key barrier in curriculum-development research (Tang
et al., 2024).

3.0 The Youth's Dual Role: Preservation and Innovation

3.1 Youth as Preservers and Custodians

Documenting Intangible Heritage: Digital tools such as cameras, audio recorders,
and databases support digital ethnography, with students acting as researchers
who interview elders and catalogue artefacts.

Apprenticeship and Skill Acquisition: School-to-community programmes support
learning traditional crafts, music, and performance arts while maintaining the

physical continuity of skills.

3.2 Youth as Innovators and Reinterpreters

Cultural Fusion and Adaptation: Youth-led reinterpretation of folk forms — for
example, folk music mixed with electronic genres, or traditional textiles used in
contemporary fashion — is described in the literature as important for making
heritage relevant to peers.

Digital Storytelling and Dissemination: Platforms such as YouTube, TikTok, and
Instagram allow folk culture's reach to expand through educational videos, vlogs,
and artistic re-creations.

Activism and Advocacy: Youth-driven initiatives promote cultural inclusion in
policy and education, framing heritage as a source of social and economic

development.
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4.0 Strategies for Effective Educational Integration and Revival

Reviving folk culture through education appears, in the literature reviewed, to

call for pedagogy that is both high-touch (experiential) and high-tech (digital).

4.1 Curricular Reform and Localization

Interdisciplinary Integration: Folk themes such as folktales and traditional
ecology can be embedded across subjects — for example, using folk songs to
teach history, or traditional architectural geometry in mathematics.

Developing Cultural Literacy: Teaching students about traditions and their
significance is associated with fostering cultural confidence, critical reflection, and

intercultural competence.

4.2 Catalyzing Revival through Synchronized Pedagogy

High-Touch: Experiential and project-based learning (PBL), grounded in Kolb's
(1984) four-stage cycle of concrete experience, reflective observation, abstract
conceptualization, and active experimentation, mandates direct interaction with
material culture and intergenerational mentorship, supporting the transfer of the
tacit knowledge central to folk art and practice.

High-Tech: Technology can be leveraged for scalability and innovation, including
multimedia repositories and augmented or virtual reality (AR/VR) tools that let
students experience traditional rituals or sites virtually — an approach reflected
in UNESCO-supported youth digital-heritage programming (UNESCO, 2025).
The Symbiotic Loop: The literature suggests that combining technology with
experiential process-based learning can create a self-reinforcing cycle in which
digital tools extend the reach of experiential practice, and experiential practice

gives digital content authenticity and depth.

5.0 Illustrative Case Examples

The following examples are drawn from published, publicly documented sources.
They are presented as illustrations of the strategies discussed above rather than
as a systematic or representative sample, and no claim is made that they
demonstrate generalizable causal effects; they are offered as evidence that
comparable initiatives exist and have been evaluated in the literature, not as a

substitute for the primary empirical research called for in Section 6.4.
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Example 1 — Curriculum-based experiential learning: A quasi-experimental study
at Guangxi Minzu University in China developed an intangible-cultural-heritage
curriculum grounded in Kolb's experiential learning theory and found a
statistically significant improvement in undergraduate students' understanding of
ICH after implementation (Tang et al., 2024). This offers documented, measured

support for the high-touch strategies discussed in Section 4.2.

Example 2 — Regional folk arts elective programmes: Extracurricular and elective
performance-arts programmes — for instance, Bharatanatyam and other classical
and folk dance curricula offered through fine arts colleges in Tamil Nadu, India,
of the kind with which the present authors are institutionally affiliated — illustrate
how formal academic structures can sustain apprenticeship-style transmission of

folk and classical performance traditions alongside conventional coursework.

Example 3 — Youth-led digital heritage projects: UNESCO's regional field offices
have documented youth-facing digital heritage initiatives — for example, a
UNESCO Tehran Office programme that used game engines such as Minecraft and
GDevelop to engage young people with Iran's tangible and intangible heritage —
as examples of digital tools being used to reinterpret and disseminate heritage

content for younger audiences (UNESCO, 2025).

6.0 Conclusion and Future Directions

6.1 Synthesis of Findings

The literature and case examples reviewed here suggest that an educational
paradigm which recognizes youth as active agents of both preservation and
change can play an important role in the sustainable revival of folk culture, and
that the interaction between youth, education, and folk culture is closely tied to
sustainable development and community cohesion. These conclusions follow from

the sources synthesised rather than from original data collected by the authors.

6.2 Recommendations for Policy and Practice

Mandate Cultural Equity: Develop policies that give indigenous and folk
knowledge parity with other subjects in national curricula.
Invest in Educators: Fund teacher education and exchange programmes focused

on culturally relevant pedagogy and hands-on folk arts instruction.
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Promote Cultural Entrepreneurship: Support youth initiatives that convert folk

art, craft, and media into viable creative-economy opportunities.

6.3 Final Thought

Folk culture's future is unlikely to rest on static preservation alone; the literature
reviewed here points instead to its ongoing re-creation through engaging,

educating, and involving the next generation.

6.4 Limitations and Directions for Future Research

As stated in Section 1.4, this article is a conceptual synthesis rather than an
empirical study, and this constrains what it can claim. Three limitations are worth
noting explicitly. First, the case examples in Section 5 were selected illustratively
from published sources rather than through a systematic or exhaustive review
protocol, and they should not be read as representative of youth heritage-
education initiatives worldwide. Second, the proposed framework linking
experiential learning, digital transmission, and vyouth-led innovation to
sustainable folk-culture revival has not itself been tested empirically by the
authors; while it draws on documented programme evaluations such as Tang et
al. (2024), the broader integrative claims remain conceptual propositions. Third,
the contextual grounding offered here is necessarily partial: heritage-education
dynamics vary substantially by region, cultural context, and institutional setting,
and findings from one national or cultural context (for example, China or Iran)
may not transfer directly to others, including the Tamil Nadu, India setting from

which the authors write.

Future research could usefully test the framework proposed in this article through
mixed-methods studies that combine qualitative fieldwork (interviews with youth
participants, educators, and culture-bearers) with quantitative pre/post
assessment of the kind used by Tang et al. (2024), across a range of cultural and
institutional settings. Comparative case studies across regions, and longitudinal
work  tracking whether vyouth-led digital reinterpretation supports
intergenerational transmission over time, would help move the propositions

advanced here from conceptual argument to empirically grounded findings.

17



Kalai Kaviri Performing Arts E-Journal, Vol. - 2(1), July 2026, ISSN 3107-6777

References

. Kolb, D. A. (1984). Experiential learning: Experience as the source of learning
and development. Prentice-Hall.

. Tang, B., Sereerat, B., Songsiengchai, S., & Thongkumsuk, P. (2024). The
development of intangible cultural heritage curriculum based on experiential
learning theory to improve undergraduate students' understanding in intangible
cultural heritage. World Journal of  Education, 14(1), 43-53.
https://doi.org/10.5430/wje.v14n1p43

. UNESCO. (2003). Convention for the Safeguarding of the Intangible Cultural
Heritage. United Nations Educational, Scientific and Cultural Organization.

. UNESCO. (2025, November 26). When heritage meets innovation: Connecting
youth with heritage through digital tools.

https://www.unesco.org/en/articles/when-heritage-meets-innovation-

5. connecting-youth-heritage-through-digital-tools

6. UNESCO Intangible Cultural Heritage. (n.d.). Clearinghouse on living heritage and

education. https://ich.unesco.org/en/clearinghouse-education

18



Kalai Kaviri Performing Arts E-Journal, Vol. - 2(1), July 2026, ISSN 3107-6777

Kalai Kaviri Performing Arts E-Journal
Vol. 2(1), July 2026, pg. 19 - 29

Tracing Performing Arts in Sangakala Ilakkiyangal and Their Socio-Cultural
Resonance

G. J. Leema Rose

Coordinator - IQAC & Assistant Professor in Bharatanatyam
Kalai Kaviri College of Fine Arts, Tiruchirappalli - 620 001
leemagretakkcfa@gmail.com

Abstract

The Sangakala Ilakkiyangal, representing the earliest known literary tradition of
South India, serves as the primary and most authoritative textual source for
understanding the genesis of ancient Tamil performing arts. Adopting an
interpretive, text-based methodology grounded in the established tradition of
reading Sangam poetry as sociological evidence (Kailasapathy, 1968), this article
examines the anthologies Ettuthokai and Pathuppattu for their documentation of
Muttamil (the unity of Iyal, Isai, and Natakam) (Ramana & Seshamamba, 2024).
The texts describe a highly structured performance milieu, identifying specialized
artistic classes such as the Paanar and Viraliyar, and classifying diverse forms of
dance and drama known collectively as Koothu (Ramana & Seshamamba, 2024;
Gopal, 2024). Analysis of this secondary and primary literature suggests that
Sangam arts were not isolated entertainment but deeply integrated cultural and
sociological mechanisms, functioning as vehicles for political expression, religious
ritual, and the articulation of a worldview rooted in nature and community life
(Jacob & Sivadas, 2024). The descriptive nature of these literary records
establishes an important documentary foundation for the study of subsequent
classical Tamil performing arts, though — as a text-based interpretive study —
its conclusions remain open to further verification against primary manuscript

sources and archaeological evidence.
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Performing Arts, Sangakala Ilakkiyangal, Ettuthokai, Pathuppattu, Muttamil,
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1.0 Introduction: Establishing the Context of Sangam Aesthetics

Sangam aesthetics denotes the corpus of literary conventions and critical
principles underlying classical Tamil poetry produced during the Sangam period,
conventionally dated between the third century BCE and the third century CE.
Attributed to poets associated with three successive literary academies (sangams),
this body of work — comprising anthologies such as the Ettuthokai and Pattuppattu
— constitutes one of the earliest and most systematized poetic traditions in the
Indian subcontinent, predating and developing largely independent of Sanskritic

literary norms.

The defining feature of this aesthetic system is the tinai framework, a taxonomy
that correlates human affective states with five ecological zones (kurinji, mullai,
marutham, neytal, and palai), each governed by conventionalized flora, fauna,
deities, occupations, and temporal markers. This is not incidental nature-imagery
but a structured semiotic code: landscape functions as an objective correlative
through which interior emotional experience is rendered legible. Poetic composition
within this tradition is further stratified into akam (interior, concerning love and
personal relationships) and puram (exterior, concerning war, kingship, and public
life), each governed by distinct rules of decorum, persona, and permissible

content.

Establishing this framework as a critical prerequisite is necessary because Sangam
poetics operates through allusive economy rather than explicit statement;
meaning is generated through the reader's or listener's competence in decoding
conventional associations, making literary-historical context indispensable to

interpretation rather than merely supplementary to it.

1.1 Definition and Chronological Framework of Sangam Literature

The Sangakala Ilakkiyangal (Sangam literature) represents the earliest literary
tradition recorded in the Tamil language of South India, spanning a period
conventionally dated between approximately 300 BCE and 300 CE (Gopal, 2024).
These texts offer insight into the socio-political structure, economy, and daily life

of ancient Tamilakam. The works are systematically classified into two major
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anthologies: Ettuthokai (the "Eight Anthologies"), comprising several thousand
short poems grouped into eight distinct compilations such as Purananuru and
Pathittupathu, and Pathuppattu (the "Ten Idylls"), which comprises ten long,
independent poems, including guide literature such as Perumpanarruppatai (Gopal,
2024).

The significance of this literature lies not only in its historical content but also in
its function as a comprehensive cultural archive. The poems document everything
from the highest levels of polity and warfare to the nuances of common life,
including emotions, passions, and professions (Gopal, 2024). By examining these
texts as reported in existing Sangam scholarship, researchers can reconstruct

fundamental artistic practices that permeated ancient Tamil society.

1.2 The Foundational Concept of Muttamil

Central to the aesthetic philosophy of the Sangam Age was the comprehensive
concept of Muttamil, or the Threefold Tamil, which integrated Iyal (Literature or
Poetry), Isai (Music), and Natakam (Drama or Dance) (Ramana & Seshamamba,
2024). The currency of this concept as early as the Sangam period underscores
the fact that music and drama were already highly developed and connected art

forms, rather than merely subsidiary activities of poetic recitation.

The Sangam literary works themselves often reflect this integrated approach. Many
of the recorded poems have been characterized in prior scholarship as "dramatic
utterances" (Ramana & Seshamamba, 2024). This performative quality within the
literature (Iyal) suggests that the poets were aware of the spoken, musical (Isai),
and dramatic (Natakam) potential of their compositions, indicating a link between
the three components of Muttamil, although this article treats that link as a
documented scholarly interpretation rather than a self-evident fact requiring no

further textual verification.

Furthermore, the arts were embedded in the social fabric, reflecting a holistic
worldview in ancient Tamilakam. The close association of music and artistic
practice with daily life, nature, and emotional interpretation suggests that Sangam
art functioned as a means through which people understood and expressed their

environment and relationships (Jacob & Sivadas, 2024). This proposed unity
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contrasts with later, more rigid divisions between formal art and folk culture, and
the blending of art, history, and society suggests that performance operated as a
social institution contributing to identity formation and cultural memory (Jacob &
Sivadas, 2024).

1.3 Theoretical Framework and Methodology

This article is a qualitative, interpretive-philological study rather than an empirical
or archival one. It proceeds by close reading of the Sangam anthologies as they
are documented, translated, and discussed in existing peer-reviewed Tamil literary
and performance-studies scholarship, rather than through the author's own critical
edition of the classical Tamil originals. This approach follows the established
methodological precedent, associated with landmark work such as Kailasapathy's
(1968) Tamil Heroic Poetry, of treating Sangam poetry as sociological and
ethnographic evidence for reconstructing the institutions of ancient Tamil society,
alongside a performance-studies lens that reads Muttamil's three components —
Iyal, Isai, and Natakam — as an integrated socio-cultural system rather than as

isolated literary, musical, or dramatic categories.

Two limitations follow from this scope and are noted here for transparency. First,
specific performance categories discussed below (for example, Veriyattu,
Kuravaikkuttu, Thunangaikkuttu, Amalaikkuttu, and Kanniyan Koothu) are drawn
from the secondary scholarship cited at each point rather than independently
verified by the present author against the primary anthologies; readers seeking a
first-hand philological confirmation should consult the cited sources and, where
possible, the original Tamil texts. Second, the continuity claimed between
Sangam-era performance and later classical and temple traditions (Section 4.3) is
presented as a documented scholarly interpretation, most directly supported by
Joseph (2019), rather than as an uncontested historical fact; the transition from
bardic to temple-institutionalized dance remains an area of ongoing scholarly

discussion.

2.0 The Soundscape of Sangam: Isai (Music) and Patronage

2.1 Music and the Tinai Landscape

Sangam music (Pan) was highly contextualized and linked to the natural

environment through the concept of Tinai (the five ecological landscapes:
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mountainous, forested, pastoral, farmlands, and coastal) (Jacob & Sivadas, 2024).
This connection resulted in music that was site-specific, adjusting according to
time, occasion, and emotion, reflecting a blend of nature and culture among the

people inhabiting these landscapes.

The function of music extended well beyond aesthetic appreciation: it served as a
medium for interpreting surroundings, expressing lived experience, and conveying
social meaning (Jacob & Sivadas, 2024). While rooted in everyday life, music also
functioned as a marker of prestige, power, and spiritual expression, suggesting a
stratification of musical usage in which folk music reflected the immediate Tinai
context, while formalized court music, such as royal eulogies, reinforced political
legitimacy (Jacob & Sivadas, 2024).

2.2 Instrumental Traditions and Repertory

The Sangam literature evidences a rich instrumental tradition. The most frequently
referenced instrument was the Yazh, a stringed instrument often described as a
large lute, particularly associated with professional bards (Ramana &
Seshamamba, 2024). Perumpanarruppatai (Guide to the Great Paanar) is named
after the minstrels who played this instrument. The texts describe various types
of Yazh and multiple varieties of drums, reflecting a complex musical structure
(Ramana & Seshamamba, 2024).

In performance, percussion instruments were indispensable, since they were
essential for maintaining the tala (time measure), described in prior scholarship as
central to dance (Ramana & Seshamamba, 2024). This emphasis on rhythm
underscores the interdependence of music and dance within the Muttamil

framework.

2.3 The Genre of Aatruppadai (Guide Literature)

A pivotal documentary genre linking literature to performance is Aatruppadai
(Guide Literature), found within the Pathuppattu anthology. These poems, such as
Perumpanarruppatai (composed circa 190-200 CE), function as guides directing
itinerant bards to wealthy patrons (Gopal, 2024). The texts detail routes, villages,

and the distinctive lifestyles across the five tinai of the Kanchi territory.
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The detailed descriptions in Aatruppadai provide sociological and cultural
documentation of the period, suggesting that the Paanar's performance narrative
was intertwined with ethnographic reportage and political eulogy (Gopal, 2024).
The subsequent classification of Paanar by instrument (e.g., Isai Paanar, Yazh
Paanar, Mandai Paanar) implies a complex, pre-codified artistic system, in which
the literature (Iyal) served to document and lend legitimacy to an existing,
dynamic oral and performative culture (Isai and Natakam) practiced by these

professional, nomadic bards.

3.0 Koothu and the Kinetics of Ancient Tamilakam: Dance and Drama (Natakam)

3.1 Koothu: The Proto-Theatrical Form

Koothu (which includes Therukoothu) was the encompassing, ancient art form
central to Tamil performing tradition. It involved a blend of dance, music, and
storytelling, often centred on epics, and is described in prior scholarship as among
the most popular forms of entertainment among the people (Ramana &
Seshamamba, 2024).

The Sangam texts provide early evidence of structured dramatic elements. Female
performers specialising in dance were referred to as nataka makalir, and their
performance was explicitly termed Natakam, or Drama (Ramana & Seshamamba,
2024). The theatrical traditions of the ancient Dravidian context are further
associated with the concept of Meyppadukal, denoting emotional expressions and
dramatic sentiments. The integral nature of music and dance is reinforced by the
necessity of musical accompaniment, with specific percussion instruments required

to establish the necessary rhythm.

3.2 Classification and Function of Sangam Koothu

The Sangam literature is useful for classifying the functional diversity of Koothu
forms, which spanned ritual, communal, and courtly contexts (Ramana &
Seshamamba, 2024). Table 1 summarises the principal forms discussed in the

secondary scholarship consulted for this article.
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Koothu Form Character / Context Social Function

Ecstatic, trance-based dance
) performed by ritual Healing, religious ritual,
Veriyattu o o o
specialists (Samiadi / communal spiritual welfare

Komarathadi)

Communal group dance, _ )
_ ) _ ) ) Celebration of marriages and
Kuravaikkuttu | primarily associated with the - ) )
military victories
Marudam landscape

Codified group dance

_ performed by men and Festive and post-battle
Thunangaikkuttu _ _ )
women in open village communal expression
settings

Codified group dance form
Communal and festive

Amalaikkuttu documented alongside
) performance
Thunangaikkuttu
Performance by two men
Kanniyan Entertainment and ritual role-
dressed as women, dancing
Koothu reversal performance

to the Makudam drum

Table 1. Functional classification of Koothu (dance/drama) forms in Sangam

literature, compiled from Ramana and Seshamamba (2024) and Gopal (2024).

The classification summarised above suggests a distinction between purely
ritualistic, community-based dances (such as Veriyattu) and more formalised,
celebratory group dances (such as Kuravaikkuttu). This duality has been read in
the secondary literature as evidence that a process of aestheticization — the
gradual separation of performance from its immediate religious or survival function

— was already under way during the Sangam era (Ramana & Seshamamba, 2024).

The Sangakala Ilakkiyangal captured what prior scholarship describes as a pre-
institutional state of these art forms. While the Sangam texts themselves may lack
conclusive evidence of fully dedicated dance theatres of the kind later described in
the epic Silappathikaram, that later text (composed in approximately the 5th or

6th century CE) explicitly classifies Koothu into structured forms such as Santhi
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Koothu (classical dance) and Vinoda Koothu (popular dance) (Joseph, 2019). This
continuum has been read as suggesting that the earlier, bardic, and ritualistic
forms documented in the Sangam texts provided source material later

institutionalised and refined into classical traditions (Joseph, 2019).

4.0 The Performers: Agents of Culture and Economy

4.1 The Paanar and Viraliyar: Professional Artistic Class

Sangam society supported a specialised and hierarchical class of professional
performing artists, including the Paanar, Viraliyar, Koothar, Vayiriyar, Kodiyar, and
Nataka Makalir (Ramana & Seshamamba, 2024). Table 2 summarises this
classification. The Paanar (male bards or minstrels) occupied a visible position in
the poetry, appearing, for example, in numerous places in the Purananuru, and
specialised in singing, often while playing the Yazh. The Viraliyar were their female
counterparts, often accompanying the Paanar to royal courts, and are described

as experts in both folk songs and dance (Ramana & Seshamamba, 2024).

Artist Class Gender / Specialization Primary Role
Male bards, specialists in the| Singing, eulogy, court and
Paanar
Yazh itinerant performance
Folk song and dance,
o Female counterparts of the _
Viraliyar accompanying Paanar to
Paanar
courts
Actors / performers of Dramatic and narrative
Koothar
Koothu performance
. o Instrumental
Vayiriyar Wind-instrument players )
accompaniment
) Banner / flag-bearing Ceremonial and processional
Kodiyar
performers roles
) o Dance performance
Nataka Makalir Female dance specialists -
classified as Natakam

Table 2. Classification of performing artists in Sangam Ilakkiyangal, compiled from

Ramana and Seshamamba (2024).

4.2 The Sociology of Patronage and Poverty

The bard community, including the Paanar and Viraliyar, maintained a largely
nomadic existence, relying on patronage from the Chera, Chola, and Pandya kings
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and chieftains, who bestowed donations upon the artists in exchange for

performances and eulogies (Mariyaselvi, 2022).

However, the documentation in Purananuru, as discussed by Mariyaselvi (2022),
presents a more complex sociological picture. Although the Paanar received
rewards, they are also described as often living in conditions of poverty. The
literature suggests an ethical dimension within this community, in that they are
described as frequently sharing the rewards they received with others in similarly
impoverished circumstances rather than accumulating them personally
(Mariyaselvi, 2022). This dual portrayal — economic dependence on patronage
combined with a practice of redistribution — has been read as positioning the
Paanar as both facilitators of royal display and, in the secondary literature's
interpretation, exemplars of a broader ethical stance, while preserving the memory

of the Veera Yuga (Heroic Age).

4.3 Continuity into the Post-Sangam Era

The performing arts traditions established during the Sangam period are described
in the literature as forming a continuous foundation influencing subsequent artistic
development, particularly during the Pallava age (Joseph, 2019). A notable socio-
cultural development involved the gendering of performance roles: the Sangam
texts distinguish between the male Paanar (associated with music and eulogy) and
the female Viraliyar or Nataka Makalir (associated with dance and drama) (Ramana
& Seshamamba, 2024). This division of artistic labour is discussed in the secondary
literature as laying groundwork for later institutionalisation. Joseph (2019) traces
the transition from the nomadic, bardic milieu of the Paanar and Viraliyar to the
institutionalised temple dance of the medieval period, involving the Kanigaiyar and
later the Devadasi, describing this shift as catalysed by socio-cultural movements
such as the Bhakti movement, which situated dance and music within temple
worship. On this reading, the ritualistic performances (such as Veriyattu) and
courtly theatrical practices (Natakam) of the Sangam Age are connected, via the
literary record, to the origins of later classical forms such as Bharatanatyam
(Joseph, 2019) — though, as noted in Section 1.3, this continuity is best
understood as a documented scholarly interpretation rather than a settled
historical fact, and remains an area where further archaeological and epigraphic

corroboration would strengthen the claim.
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5.0 Conclusion

The Sangakala Ilakkiyangal provide important textual evidence for the link
between ancient Tamil literature and the performing arts, as reconstructed through
the interpretive methodology outlined in Section 1.3. The concept of Muttamil —
the union of Iyal, Isai, and Natakam — is presented in the literature consulted as
an aesthetic foundation in which the arts were closely tied to community life,
spiritual practice, and political function. The literature documents a performance
culture characterised by developed musical instruments (e.g., the Yazh), context-
specific musical traditions tied to the Tinai landscape, and specialised performance
genres, chief among them the structurally diverse Koothu forms (Ramana &
Seshamamba, 2024; Jacob & Sivadas, 2024).

The texts also offer a portrait of professional artists — specifically the Paanar and
Viraliyar — whose position combined cultural prestige with economic dependence
on patronage (Mariyaselvi, 2022). Their roles extended beyond entertainment to
historical preservation and, in the secondary literature's reading, ethical example.
While the Sangam texts describe what prior scholarship terms a pre-institutional
stage of the arts, these descriptions are treated in that scholarship as foundational
to the later codification found in post-Sangam works such as Silappatikaram
(Joseph, 2019). Consequently, and with the limitations noted in Section 1.3 in
view, the Sangam literature can be regarded as an important documentary source
for understanding the origins and continuity of Tamil cultural and artistic heritage
— one that would benefit from continued linguistic, archaeological, and epigraphic

study to corroborate the interpretive claims discussed here.
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Abstract

Film and media act as powerful tools in preserving, popularizing, reinterpreting,
and sometimes commercializing these traditions. Through cinema, television and
folk arts reach audiences far beyond their original local settings. It can be stated
that Film and Media has been the main pillars for the layman people to get
knowledge about the beauty of folk arts. The beauty of South Indian folk arts lies
in their vibrant simplicity, deep cultural roots, and powerful connection to

everyday life.

These art forms—expressed through music, dance, theatre, and visual crafts—
capture the rhythm of villages, the harmony between nature and people, and the
emotions of ordinary human experience. From the energetic beats of Parai and
Thappattam to the graceful movements of Karagattam and the expressive
storytelling of Therukoothu, each form reflects centuries of tradition passed down
through generations. Rich colors, earthy costumes, handmade instruments, and
soulful melodies give South Indian folk arts an authentic charm that is both raw

and poetic.

More than mere performance, they celebrate faith, harvest, love, struggle, and
community, making them a living mirror of the region’s cultural soul. The Film
Industry need not necessarily show or explain the grammar of the Folk Art but
actually serves as an INDICATOR towards visual audio library that has surpassed
generations. Tamil cinema did not arise in a cultural vacuum. When sound cinema
emerged in Tamil Nadu in the early 1930s, [KALIDAS was the first Talkie Film of
the Tamil Cinema in 1931, the Indian Biographical Film on the Sanskrit Poet
Kalidas, (not available to watch)], it absorbed existing indigenous performance
traditions that had already shaped Tamil collective consciousness for centuries.
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When folk arts enter film and media they undergo transformation from
community ritual to mass entertainment. This creates both cultural survival and
cultural dilution. The shift changes:

Performer-audience relationship
Sacred to secular function

Local aesthetic to global consumption
Space for Creativity

Cultural enrichment in Visuals

Impact of the Cultural flavour in music

ASANENENE NN

Keywords
Thaarai, Thappaattam, Oyilaattam, Villupattu, Themmangu, Oppaari
1.0 Introduction

Tamil film is both a cultural archive and a living tradition that sustains folk arts
while shaping regional identity.
To understand why Tamil cinema can be seen as a “backbone,” we must define:

v Folk arts — traditional performance practices like koothu, therukoothu,
oyilattam, Mayilaattam, Karagaattam, Oppaari, Silambaattam, poikkaal
kuthirai attam etc, — deeply rooted in village ritual, rhythm, sound, and
community identity. These forms embody Tamil social life, oral storytelling,
music, and movement that predate modern media.

v Cinema — a mass-mediated art form that has become the dominant cultural
discourse in Tamil society since the early 20th century, linking popular
audiences with visual and performative tradition.

In Tamil society, cinema functions beyond entertainment: it serialises folk
narratives, recontextualizes traditional forms, and amplifies cultural memory.
2.0 Tamil Cinema’s Roots in Folk Narratives:

Tamil cinema repeatedly draws from

v Mythology and epic stories, as seen in films like Thiruvilaiyadal, Poompuhar,
Thiruvarutchelvar, Thirumal Magimai, Thiruvalluvar, which adapts
devotional folk myths, Shaivite, Vaishnavite, Sangam Literature,
Periyapuranam lore into cinematic form.

v Rural performance traditions, where music and narratives resemble village
theatre and folk songs. Film narratives frequently incorporate rhythms,

instruments, and performance styles reminiscent of folk practice.
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Thus, cinema becomes a transport medium, moving village traditions into screens
in urban and global contexts.

Cinema as Preservation & Adaptation: Tamil cinema preserves folk arts in two
major ways. They are:

Visual and narrative preservation: Films document traditional dance, music, and
ritual performance for posterity. Through mainstream reach, they bring folk
aesthetics to mass audiences who may otherwise never encounter these forms.
For example, classical music/dance and traditional instruments featured in films

reflect and archive cultural practices.

Cultural reimagining: Cinema adapts folk elements into new narrative
frameworks while retaining cognitive heritage. Even as folk rituals evolve,
cinematic representations influence how folk identity is understood and
performed by youth today. Therefore, Tamil cinema functions as a living

repository — not merely copying tradition, but revitalizing it.

2.1 Tamil Cinema and Social Identity

Cinema’s role includes shaping collective identity via cultural symbolism:
Narratives carry folk music, dance, and cultural values that underpin community
life.

Through cinema’s broad public space, these elements become part of the modern
Tamil cultural consciousness.

Scholars note cinema’s role in cultural hegemony and identity formation,
demonstrating that film shapes values and cultural memory far beyond aesthetic

experience.

Thus, Tamil cinema doesn't just reflect folk art; it scaffolds the survival of folk
sensibilities within a rapidly modernizing society.

Synthetic Cultural Dialogues:

Tamil film also creates dialogue among art forms:

By including classical and folk dance forms on screen, cinema encourages
interdisciplinary appreciation.

Film songs integrate folk motifs that spark renewed interest in regional music

traditions among youth.
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This mechanism bridges traditional performance and popular culture — ensuring

continuity rather than relegation to niche practice.

Without the mediation of cinema, many South Indian folk arts would have
remained confined to localized performance spaces and risked gradual cultural
invisibility in the face of rapid social transformation. Cinema has functioned as a
powerful visual and auditory archive, offering enduring representations of folk
music, dance, ritual practices, and village cultural environments. While film does
not transmit the precise grammar, performative discipline, technical requisites,
or ritual protocols essential to the authentic practice of these folk traditions, it
nonetheless captures their aesthetic presence, social context, and cultural

significance.

Cinematic representations foreground folk arts as lived cultural expressions
embedded within rural life, rather than as formalized instructional systems.
Importantly, cinema has never claimed to replace traditional modes of
transmission; instead, it provides a referential framework through which later
generations can recognize how these art forms appear, sound, and function
within communal settings. In the absence of cinema, contemporary society would
lack a vast visual database that documents the general performance structures,
spatial arrangements, and expressive qualities of folk arts. Thus, cinema operates
not as a complete pedagogical medium but as a cultural protector—preserving
perceptual memory and sustaining public awareness of folk traditions within

modern cultural discourse.

Analytical Framework: Tamil Cinema As A Critical Mediator Of South Indian Folk
Arts

The preceding discussion establishes that Tamil cinema has preserved numerous
South Indian folk traditions. However, preservation alone does not explain its
wider cultural role. A closer examination of selected films and songs demonstrates
that Tamil cinema functions as a critical mediator, continuously interpreting,
adapting and transmitting folk traditions across changing social, technological

and cultural contexts.
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Table 1. Evolution of Folk Representation in Tamil Cinema

Nature of Folk

Period Representative Films - Cultural Function
Representation
. Folk traditions Cultural .
Kannagi, Nandanar, - . preservation and
Lo closely linked with L .
1930- Thiruvilaiyadal, mvtholo devotion religious (Siva
1965 Thirumal Perumai, Y 9y, Puranam, Azhwar
. and stage s
Thiruvarutchelvar saritthiram)
performance S
continuity
. Village life becomes . . .
1965- Thillana the narrative centre; Regional |den_t|ty
Mohanambal, . and rural realism,
1985 e folk arts integrated . .
16 Vayathinile . . 2 festivals, rituals,
into daily social life
Karagattakkaran, Folk music, dance ?O?E%I;résigggg of
1985- Pudhu Nellu Pudhu and dialect become
. : through
2005 Naathu, major narrative )
. mainstream
Dharmadurai components .
cinema
Greater
ethnographic
Paruthiveeran, realism with Cultural mediation
2005- Aadukalam, Sarpatta | emphasis on ) L
k . . in a global digital
Present | Parambarai, memory, identity,

Thangaalaan

labour and
indigenous
traditions

environment

Table 2. Comparative Analysis of Selected Films and Songs

. . Cultural
Film / Song Folk Art Technique Used Observation
Folk dance
becomes a
Maankuyile Folk percussion, mainstream
Poonkuyile Karagattam costume, cultural symbol
(Karagattakkaran) choreography rather than a
local
performance.
Minimal Simplicit
. orchestration, plicity
Ucchi deep human enhances
Vagundheduthu Rural folk P emotional
emotions .
(Rosappoo melody authenticity and
. ey of love, betrayal, ,
Ravikkaikari) . reflects village
pain life.
Film / Song Folk Art Technique Used Cultural
Observation
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Demonstrates
Sandhaikku Vandha | Festival Crowd movement, com_m_um’;y
; . . o participation and
(Dharmadurai) music rhythmic editing i
collective
celebration.
Connects
Landscape environment,
Pag:cha Mala Poovu folk lullaby cinematography, livelihood and
(Kizhakku Vaasal) A ) :
lyrical imagery cultural identity.

Preserves ritual

. Diegetic sound, authenticity and
Oppari Sequence Funeral .
; extended collective
(Paruthiveeran) lament :
performance expressions of
grief.
Reintroduces
. indigenous
Aarivaro Aarivaro Indlgenous E_arth tone heritage within
musical visuals, layered
(Thangaalaan) o ’ contemporary
traditions sound design .
cinema for global
audiences.

Table 3. Cinematic Techniques that Mediate Folk Arts

Cinematic Element Contribution to Folk Representation

Folk Instruments (Parai,
Thappu, Urumi,
Nadaswaram)

Establish regional sound identity and
reinforce cultural memory.

Reflect local customs, occupations and ritual

Costume & Make-up traditions

Functions as a cultural space rather than a

Village Landscape mere background.

Preserves oral traditions and linguistic

Local Dialect authenticity.

Synchronises visual movement with folk

Editing Rhythm musical structures.

Retains traditional movement vocabulary

Choreography while adapting it for cinematic presentation.
Creates immersive cultural experience
Sound Design through environmental sounds and live

performance.
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Table 4. Theoretical Interpretation

Theory Application to Tamil Cinema
Representation Theory Cinema constructs meanings of folk culture rather
(Hall) than merely recording it.
Performance Theory Folk performances acquire renewed significance
(Schechner) when adapted into cinema.
Cultural Memory Films preserve visual and musical memories that
(Assmann) strengthen collective identity across generations.
Intangible Cultural Cinema promotes documentation, visibility and
Heritage (UNESCO) public awareness of traditional performing arts.

3.0 Key Analytical Findings and Conclusion

v Folk arts are not inserted as decorative sequences; they function as
narrative devices that shape character, place and social identity.

v' Early Tamil cinema emphasised religious and mythological preservation,
whereas later films integrated folk arts into everyday rural life.

v Contemporary cinema increasingly presents folk traditions within
discussions of history, caste, labour, gender, ecology and indigenous
identity.

v Emotional engagement is generated through the interaction of:
o Folk rhythm
Indigenous instruments
Costume
Cinematography
Editing
Landscape
Dialect
o Collective performance
v' Cinema transforms oral traditions into audio-visual memory, allowing folk

o 0 O 0O O O

arts to reach audiences beyond their original geographical boundaries.

v' Television, YouTube and OTT platforms have further expanded this
mediation, enabling folk traditions to circulate globally without completely
losing their regional identity.

Tamil cinema therefore performs four complementary functions:
Documentation
Preservation

Transformation
Transmission

el NS

These functions collectively justify describing Tamil cinema as a critical mediator
rather than merely an entertainment medium.
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4.0 Conclusion

Tamil cinema has evolved from documenting folk traditions to actively mediating
their continuity within modern society. The comparative analysis presented in this
study demonstrates that South Indian folk arts are preserved not merely through
visual representation but through narrative integration, musical adaptation,
performative aesthetics, and cinematic interpretation. Across successive
decades, Tamil films have transformed village traditions into accessible cultural
experiences while retaining their historical, social, ritual, and aesthetic

significance.

Rather than replacing traditional performances, cinema extends their visibility
and contemporary relevance by connecting oral traditions with modern visual
media, regional identity with national and global audiences, and collective
memory with evolving cultural discourse. The analytical framework further
establishes that folk arts function not as decorative cinematic elements but as
integral components of storytelling, emotional expression, and cultural identity.
Through the creative use of folk music, indigenous instruments, choreography,
costume, dialect, landscape, and visual composition, Tamil cinema continuously
reinterprets traditional knowledge for changing generations while preserving its
cultural essence.

Consequently, Tamil cinema should be understood not merely as an
entertainment industry but as a dynamic cultural institution and a critical
mediator that bridges tradition and modernity. Its contribution extends beyond
preservation to the revitalisation, reinterpretation, and transmission of South
Indian folk arts, thereby supporting the safeguarding of India's intangible cultural
heritage in an increasingly globalised and digital world.

Finally, the films and songs discussed in this study are presented not as an
exhaustive catalogue but as representative cultural texts that invite further
academic inquiry and experiential engagement. Their artistic, social, and ritual
dimensions are best appreciated through attentive viewing and listening, allowing
audiences to recognise how cinema communicates the cultural values, collective
memory, and lived experiences embedded within South Indian folk traditions.
Thus, Tamil cinema emerges not only as a repository of cultural memory but also
as an evolving force that ensures the continued relevance of folk arts for future

generations.
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Abstract

This paper examines the role of technology in enhancing dance education and
performance practices without replacing the traditional role of the teacher.
Technology enhanced learning is gaining popularity in dance education, with
numerous benefits for both students and teachers. The study explores how digital
tools, online learning platforms, virtual classrooms, augmented reality, virtual
reality and multimedia resources contribute to effective teaching and learning in
dance education. It also analyses the impact of technology on choreography,
rehearsals, performances and community engagement through social media
platforms. The paper highlights both the benefits and challenges of integrating
technology into dance education. The study concludes that technology creates
innovative opportunities for dancers, educators and choreographers while
supporting accessibility, creativity, collaboration and global connectivity in the field

of dance.

Keywords

Technology, Dance Education, Digital Learning, Virtual Performance, Innovation,
Online Platforms.

1.0 Introduction

The world of dance education has seen considerable transformations throughout
the years, from traditional studio-based teaching to the use of modern technology.
Traditional teaching methods, while successful, have limitations in terms of
flexibility, accessibility and creativity. The use of technology can assist address
these restrictions and give new options for dancers, choreographers and
educators. The field of dance and technology is one that is developing quickly and

has the potential to revolutionize dance performance, creativity and instruction.
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With the help of digital tools, online platforms and multimedia resources, dance
education has become more accessible, engaging and effective. Technology can

foster innovation and collaboration of dance education.

1.1 Materials and Methods

This study is based on qualitative research methodology. Data for the study were
collected from books, research articles, online journals, digital platforms and
scholarly websites related to dance education and technology. The study analyses
various technological tools and digital learning methods used in contemporary
dance education and performance practices. Secondary data sources were used to
understand the impact of technology on teaching, learning, choreography and

audience engagement in dance.

2.0 Technology In dance Education

2.1 Online Learning Platforms

Online Platforms can offer live or recorded classes, tutorials and feedback to
learners across the globe. Mobile Apps can provide personalized and interactive
learning experiences. Technology can also reduce the costs, such as tuition fees,
transportation. Online Classes and tutorials make dance education accessible from
anywhere. Dancers from remote places or with busy schedules can now take live

or pre-recorded courses taught by famous experts.

2.2 Virtual Dance Studios

Online dance studio tutoring crosses geographical barriers. Students from all over
the world can now receive high - quality teaching without leaving their homes. Live
Virtual Classes feel like being in a real studio. Real-time feedback, question and
answer sessions and interactive demonstrations improve the learning experience.
Choreographers, dancers and collaborators can communicate more easily thanks
to technology virtual platforms facilitate the easy exchange of choreographic
concepts, music and visual references. The Combination of technology and dance
studio teaching creates opportunities for worldwide connections, innovation and

teamwork.
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2.3 Virtual Dance Performances and Events

Virtual Dance Performances and Events are growing in popularity and provide a
number of advantages.

Enhanced availability - Virtual Events are accessible to a global audience,
regardless of geographical location.

Technology - Enhanced Learning using Augmented and Virtual Reality in dance
Classes

Technology - Enhanced Learning is becoming increasingly popular in dance
education, with a number of benefits for students and educators. Augmented and
Virtual reality are utilized to provide immersive and interactive learning

experiences.

Augmented Reality lessons provide step-by-step instructions and feedback that
use AR technology to overlay digital information on to the physical world.

Virtual Reality dance lessons enable students to participate in dance classes
remotely using VA headsets to immerse themselves in the learning environment.
These technologies have the ability to increase students’ involvement, motivation

and understanding.

2.4 Multimedia Flipped Classroom Models for Dance Education

The flipped classroom is a novel teaching model. In this teaching approach,
students learn new knowledge by viewing video lectures, reading ebooks and
participating in online discussions before class. Teachers can better assist students

and students can learn more interactively and cooperatively.

In Dance Education, this may involve, pre-class video lessons, students watch
online lessons before attending class and also improve classroom engagement by
allowing time for practice and conversation. Students practice and receive
feedback in class, with the instructor giving guidance and support. This technique

can improve student understanding and increase flexibility.
3.0 Technology- Based Personalized Education

¢ Adaptive learning software provides direction and comments based on each

student’s unique needs and skills.
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e Learning analytics allows educators to monitor student progress, identify

areas for growth and modify their teaching methods accordingly.

These, technologies have the potential to improve students learning
outcomes and improve instructor teaching effectiveness and increase

student satisfaction.

Digital Tools for Dance Education
Dance Education Tools

e Mobile apps
e Video analysis Software
e Online learning platforms

Dance Performances and Rehearsal Tools

o Digital stage design and lighting systems

Sound Design software

Rehearsal Management Tools

Motion Capture technology

Live streaming and online broadcasting

Collaboration and Communication Tools

e Video Conferencing Software - Google Meet, Zoom
e Online Community forums - Facebook Groups

(Example - Dance Educators, Dance Professionals)

¢ Instagram - @danceeducation

e File Sharing and storage - Google Drive

Youtube - Online Video sharing Platform

Digital dance Documentation Tools

e Photo and Image editing software - E.g. - Adobe Photoshop

e Video Recording and Editing software - E.g. - Adobe Premiere
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Benefits of digital Tools

e Increased practice experiences

¢ Expanded audience reach and engagement

¢ Documentation of Dance Heritage

¢ Enhanced Community building and networking

¢ New creative possibilities and collaborations

4.0 Social Media Platforms for Community Building

Social Media Platforms such as Youtube, Facebook, Twitter and Instagram are used
to Teachers, Choreographers and Dancers interact with people who have similar
passions and interests. Choreographers and Dancers share their work, giving them
a platform for community interaction and self-promotion. Online forums and
discussions groups allow dancers and choreographers to share ideas, ask questions

and get feedback.

4.1 Challenges

¢ Maintaining traditional techniques and values
e Technical issues and equipment costs
e Limited internet access and connectivity

e Continuously updating technology skills and knowledge.

4.2 Results and Discussion

The study reveals that technology has significantly transformed dance education
by improving accessibility, flexibility and student engagement. Online learning
platforms and virtual classrooms enable students from different geographical
locations to access professional dance training. Augmented reality and virtual
reality technologies create immersive learning experiences that improve
participation and understanding. Digital tools also support choreography, rehearsal
management, documentation and performance presentation. However, challenges
such as technical limitations, internet accessibility and the preservation of

traditional values continue to affect the implementation of technology in dance
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education. Overall, technology enhances creativity, collaboration and innovation

while complementing traditional teaching practices.

5.0 Conclusion

In Conclusion, technology is more than simply a tool for improving dance
education, it is a driving factor in its progress. Digital education supports students
overall growth by providing a wide range of learning tools and approaches. As
technology advances, it is expected to have a impact on the dance world, bringing
new opportunities, challenges and innovations. From interactive dance training
apps and choreography software to professional development workshops and
dance specific lesson plans, offer dance educators need to succeed. By staying
committed to continuous learning to the needs of your students, you can help them
develop their dance skills, build confidence and achieve their full potential in the

world of dance.

Figures

Figure-I

"

VIRTUAL REALITY AUGMENTED REALITY

Figure-II
TRADITIONAL FLIPPED
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Lecture Homework Lecture Classroom
Activities Activities

Transformation of traditional classroom to Flipped classroom
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Abstract

Rabindranath Tagore's Rabindra Sangit comprises over 2,200 songs that blend
poetic depth with melodies drawn from Indian classical, Western harmonic
practices, and Bengali folk traditions, including Baul (187 songs), Kirtan, Tappa,
Ramprasadi, and Sarigan. This study examines selected Baul-influenced
compositions to explore Tagore's integration of folk melodic idioms with classical
raga principles and poetic expression.

Keywords: Rabindra Sangit, Tagore, Baul, Folk music, Raga, Tala, Bhava.

1.0 Introduction

Rabindra Sangit is considered a unique and intellectually rich musical tradition
within Indian cultural heritage. Tagore’s compositions blend lyrical sophistication
with diverse musical influences. Apart from classical Hindustani and Western
idioms, Bengali folk music, especially the Baul tradition played a central creative
role. While Tagore was inspired with other folk styles like Kirtan, Tappa,
Ramprasadi and Sarigan, the Baul tradition contributed the greatest number of
melody-types, emotional frameworks, and philosophical perspectives to Rabindra
Sangit. This paper presents a structured overview of Baul influence, melodic and

textual analysis, and interpretive observations.

2.0 Scope of the Study
This paper focuses exclusively on Baul influence on Rabindra Sangit, including:
v' A raga-table incorporated to show how folk freedom co-exists with Tagore’'s

classical raga vocabulary.
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v" Melodic Analysis of select compositions in Baul style (raga choices, folk
modal patterns, and ornamentation).

v' Short analysis of two select compositions in Baul style (textual and melodic).

3.0 Themes of Rabindra Sangit
The themes of songs under these divisions are broad and various that they convey
all aspects and types of human emotions, because of which an ordinary layman or
a well-educated affluent person could both equally enjoy this music. This genre is
not limited to a particular section of the society; rather, it symbolizes each section
of our society. The compilation or anthology of songs written and composed by
Rabindranath Tagore is named as the Gitabitan, meaning “Garden of songs”and is
divided into six main portions or Parjay-s and they are as follows:

v' Puja (offerings)
Svades (Patriotic)
Prém (Love)
Prakrti (Nature)

Bicitra (Amazing) and

AN N NN

Anusthanik (Ceremonial)

Like any other classical music, this genre is subject to certain regulations too.
It is distinct from other songs by these principles and is sung according to certain
rules set out by Rabindranath himself or the wizards of Rabindra Sangit. The
notation system is known as Akarmatrik notation which is being discussed below

mapping with Karnataka music.

4.0 Baul Tradition and Its Influence on Tagore

Bauls, Bengal's wandering mystic minstrels, embody spiritual humanism through
simple instruments (ektara, dotara, duggi, khanjani) and themes of inner divinity,
ritual detachment, and social critique. Tagore, inspired by Lalon Fakir's followers
in Birbhum and Santinikétan visitors, absorbed their philosophical proximity
universal love, self-search, life's transience without direct imitation, shaping

Rabindra Sangit's core.
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His Svade$ era engagement peaked with “Amar keno bibhai” (1911), rejecting
classical-folk divides as cultural alienation. Rural stays in Silaidaha and Padma
journeys, echoing Kabir-Nanak ideals, fueled this synthesis, elevating folk idioms

into refined art that links collective experience with spiritual renewal.
5.0 Raga Usage in Baul songs of Rabindra Sangit — A Contextual Table

Although Baul songs rely basically on folk scales, Tagore’s broader repertoire
engages classical ragas. Tagore employed the suffix “"Baul” to denote not a distinct
raga category, but a stylistic adaptation of classical ragas shaped by Baul
intonation and melodic contour. The prevalence of misra ragas further indicates
Tagore's deliberate deviation from strict raga orthodoxy in favour of an affect-
driven melodic design aligned with Baul expressivity. Through this raga treatment,
Tagore created a hybrid musical language in which classical tonal grammar is
internalized rather than explicitly foregrounded, allowing Baul songs in Rabindra
Sangit to function as a refined synthesis of folk spontaneity and raga-based

discipline.

This contextual framework highlights Tagore’s broader melodic palette, which he
modified to incorporate folk characteristics. The table is arranged in descending
order of raga usage, beginning with Bibhas, which accounts for the highest number
of Baul compositions, and progressively moving toward ragas with fewer instances,
culminating in Misra Behag and Tilak Kamod, which are represented by only a
single song each; this ordering clearly highlights Tagore’s preferential use of
certain ragas over others in the Baul repertoire, based on the frequency of their
occurrence. There are other songs that Tagore has just mentioned as Baul Sur
(tune) that are being taken from other folk song sources. However, this paper will
discuss only two different songs which have Karnataka equivalent ragas to

understand how Tagore has used the raga.

Although Rabindranath Tagore composed approximately 187 Baul-influenced
songs, the present table does not include the complete corpus. Instead, it lists only
those compositions associated with ragas that possess identifiable Karnataka
equivalents, thereby facilitating a comparative analytical study between Hindustani

and Karnataka traditions.
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S. Raga name | Karnataka equivalent No. of songs
No.
1 Bibhas 15 th méla janyam Bauli 18
2 Khambaj 28 th méla Harikambdoji 14
3 Bhairavi 8 th méla Hanumatodi 13
4 Behag 29 th méla Sankarabharanam 8
janyam
5 Pilu 22 nd méla Kharaharapriya 8
janyam
6 Iman 65" méla Mécakalyani 5
7 Dés 28tth méla Harikamboji janyam 3
8 Jhijhit 28 th mela Harikambaji janyam 2
Comparable to Senjurutti
9 Misra Behag is generally treated as a 1
Behag bhasanga janya of Mélakarta 29 -
Sankarabharanam, as it employs
an anya swara (kaisiki nisada) in
addition to the scale derived from
Sankarabharanam. Hence,
“Behag with komal Ni” is still
appropriately associated with
Mélakarta 29. Behag with komal
Ni
10 Tilak Close to Nalinakanti (janyam of 1
Kamod 65th méla Mécakalyani)

Tagore's raga choices in Baul-influenced Rabindra Sangit align melody with poetic

bhava, treating ragas as expressive agents beyond tonal frames.

Bibhas (most used, 18 songs) dominates Puja (devotion) and Prakrti (nature) for
its restrained introspection; it extends to Svades$ (patriotic) and Prem (love) for
moral clarity. Khambaj (14 songs) suits Puja-Prém via supple flow; Bhairavi (13

songs) spans Plja, Prém, Anusthanik for folk-rooted compassion.

Behag and Pilu (8 each) balance Pija-Prakrti-Prém flexibly; Iman (5) and Dé&s (3)
evoke transcendental Prakriti moods. Bibhas and Iman are analysed here, Bibhas
for devotional gravity, Iman (like Karnataka Meé&cakalyani) for Iluminous

contemplation using functional Akarmatrik-to-Karnataka notation mappings.
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Melodic Analysis of Baul-Influenced Composition 1 - Ore Grihobasi

Parjay Prakrti (197)  Upa-parjay: Basanta
Raga Bibhas-Baul
Tala Kaharwa

Year composed | 1931

Svarabitan 5

Notation Anadikumar Dastidar

Ragalaksana of Bibhas (Baul-Rabindra Sangit Context)

Raga Bibhas, that is subsequently adapted in Rabindra Sangit’'s Baul compositions,
is an audava-audava raga characterized by a pentatonic scalar framework. The
raga uses the svaras Sa, komal Ri, suddha Ga, Pa, and komal dha, while omitting

Ma and Ni in both ascent and descent.

In Karnataka terms, the komal Ri and komal Dha of Bibhas correspond functionally
to suddha Ri and suddha Dha respectively, with all other employed svaras
remaining suddha. The scale may thus be represented as:
e Arohana: SRGPDS$ Avardohana: $ D P G R S (Audava-Audava).
¢ Svarasthana-s: Sa, Komal Ri, Suddha Ri of Karnataka music), Suddha Ga,
Suddha Pa, Komal Dha (Suddha Ri in Karnataka music), Suddha Ni.
o Bhava: Devotional (Bhakti Rasa), with a heavy feel, suitable for morning
hours.
In Baul musical practice, Bibhas exhibits minimal gamaka usage, steady
intonation, limited oscillation, and phrase repetition, thereby emphasizing textual
clarity and devotional effect over melodic elaboration. The raga’s laksana is thus
defined less by classical ragavistara and more by a stable melodic framework and
controlled emotional expression.
Although Bibhas does not admit a direct Karnataka equivalent, its scalar structure
and devotional ethos may be vaguely aligned with the Karnataka raga Bauli, a

janyam of the 15th méla Mayamalavagaula, for purposes of analytical clarity. This
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comparison remains illustrative rather than definitive, as the melodic identity of
Bibhas is primarily shaped by Baul modal practice rather than by classical raga
orthodoxy. Consequently, Bibhas serves as the most used raga through which Baul

folk aesthetics are absorbed and articulated within Rabindra Sangit.

Ore Grihobasi (Bibhas-Baul, Prakrti: Basanta)

Akarmatrik notation mapped functionally to Karnataka style (audava Bibhas: S R1
Gs P D1; Keherwa tala ~ 8-beat Aditala, 4+4). Komal svaras approximate R1/D1;
microtones/gamakas implied, not encoded—analytical aid only.

Akarmatrik notation in Karnataka style

s, r, g, r, s, I, d,,, |
o.. reé gri ho ba |
P,/ s,d, dp, p,dn, |
Si khol Dar kho.. [
dp, p,d, n,n, dp,, |
I lag lo . je do |
P $,8%, n,n, d,d, |
... sthole Jole bono [
P,P, pd, , d,d, Pris I
tole lag lo ..jé dol |
p,m, 9 g, r, Sy I
dar khol Dar khol [

Analysis: Invites indoor folk to join spring's (Basanta) communal joy, personifying
renewal across nature. Simple contour, pulsative rhythm suit Baul group singing;
Ni incursions (p-dn) prioritize folk flow over strict audava scalar purity (vs.
Karnataka Bauli). Embodies Baul egalitarianism—nature-mediated spirituality

beyond caste/ritual.

Observations

1. An examination of “Ore Grihobasi”, identified in Rabindra Sangit as set to Raga
Bibhas, reveals a melodic structure that departs from the normative grammar of
the Hindustani Bibhas of Bhairav that, conventionally aligned with the 15th méla
Mayamalavagaula in Karnataka theory.
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2. The Karnataka-style Akarmatrik transcription highlights the recurrent use of Ni-
centric phrases and transitional movements (notably p-dn and d-p-n), which
contravene the audava—-audava scalar prescription of classical Bibhas (SR G P D,
with komal Ri and Dha and the complete exclusion of Ma and Ni). These deviations
from established raga-laksana indicate a modal reinterpretation informed by Baul
melodic practice, wherein expressive continuity and textual articulation take
precedence over scalar orthodoxy. Consequently, Bibhas in this composition
functions as a Rabindrik, folk-conditioned modal framework rather than as a strict

realization of Hindustani raga Bibhas.

Melodic Analysis of Baul-Influenced Composition 2 — Nityo tomar jé phil
Ragalaksana of Yaman / Iman (Baul-Rabindra Sangit Context) and its Relationship

to Mécakalyani

Parjay PUja Upa-parjay: Bisva

Tal Ektal

Raga Iman-Baul

Written on 1913 (29 Ashwin 1320)

Place Santiniketan

Collection Gitimalya

Svarabitan 41

Notation by Indira Débi Coudhurani / Dinéndranath Tagore

Raga Yaman, referred to as Iman in Rabindra Sangit, is a sampurna-samplirna
raga characterized by a heptatonic scalar framework associated with the
Kalyanthat. The raga uses the svaras Sa, suddha Re, suddha Ga, tivra Ma, Pa,
suddha Dha, and suddha Ni in both ascent and descent, with the scale generally
represented as:
e Arohana: SR G M P DN $; Avarchana: S N D P M G R S (Sampirna-
Sampurna), the raised madhyama (tivra Ma) imparting its distinctive

luminous and elevating colour.
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e Svarasthana-s: Sa, Suddha Re, Suddha Ga, Tivra Ma, Pa, Suddha Dha,
Suddha Ni.

e Bhava: Contemplative and devotional (Bhakti and Sragara in a spiritualized
mode), with a serene, expansive feel, suited to evening or night hours and

to meditative, inwardly directed texts.

In Baul-influenced Rabindra Sangit practice, Iman generally features restrained
gamaka usage, smooth meend-based glides, and lyrically aligned phraseology,
emphasizing clarity of poetic articulation and a gentle, introspective radiance
rather than virtuoso ragavistara. The raga’s laksana in this context is defined more
by its stable, arching melodic lines and controlled emotional uplift than by
exhaustive classical elaboration, making it an apt vehicle for expressing inner
aspiration, surrender, and spiritualized love. Within Rabindra Sangit, Tagore
internalizes this Yaman/Iman grammar while situating it within a carefully
composed, structurally regulated framework that balances classical scalar
discipline with the fluidity of Baul-inspired melodic sensibility. Akarmatrik notation
mapped functionally to Karnataka Mécakalyani (sampurna: S R2 Gz M2 P D2 Ns;
ektal = Tidra Eka, 12-matra — 3-aksara groups). Tivra Ma = Mz2; glides/microtones

implied—structural guide only, not literal.

v b srg » 99 I
Nityo .tomar |

ddn dp ,mp grg rspp [
jephdl fote phulbo ne..tari |
pPp , mp , Mpdn n dmdp m [
modhu keno monmo dhupe [
g,grgm g,r srg 99 [
khabao na.. nityo .tomar |
ddn dp,mp grg rs,, |
jéphul fote phulbo ne.. |

Analysis: Maps Hindustani Iman/Yaman to 65th méla Mécakalyani for comparison,
retaining Tagore's Kalyan-Baul synthesis. Linear praydga, restrained gamakas
prioritize spiritual yearning (divine nectar) over elaboration; system-specific

idioms preserved. Akarmatrik notation in Karnataka style
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Textual Analysis — Transliteration and meaning

Bengali lyrics English Translation

) ) Flowers blossom in your garden
Nityo tomaar je phul phote phulbone

regularly
Taari modhu keno monmodhupe Why don't you feed the nectar that
khaawaonaa? my mind is hungry of?

Observations

The composition "Nityo tomar jé phidl phote€” illustrates raga Iman functioning as
both a melodic and philosophical medium within Tagore’s Baul-influenced Rabindra
Sangit. Its  heptatonic  structure (SR2G3M2PD2N3S-SN3D2PM2G3R2S),
corresponding functionally to the 65th mélakarta Mécakalyani, supports the text’s
contemplative expression of spiritual yearning. Tagore's treatment of Iman
prioritizes restrained gamaka usage, linear prayoga, and lyrical intelligibility over
classical raga elaboration, reflecting core Baul aesthetics. Consequently, Iman here
operates as a context-specific modal adaptation rather than a strict realization of

Yaman/Kalyan grammar, shaped by Baul philosophical and expressive priorities.

6.0 Conclusion

This study confirms the strong influence of Baul music on Rabindra Sangit, evident
in Tagore’s integration of melodic structure and lyrical bhava. His raga choices
reflect a conscious alignment of musical expression with poetic meaning,
prioritizing emotional communication over strict classical conformity. The analysis
of selected compositions reveals a flexible, folk-informed adaptation of raga
grammar, where Akarmatrik notation can be mapped only functionally to
Karnataka systems. Rabindra Sangit thus emerges as a distinctive synthesis of folk
spontaneity and classical discipline, foregrounding bhava as its central aesthetic

principle.
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BILGUYD @eng WrNed gepd (FUGervgme) Gmeoml (b

Sl. UTeILng)

2 gallll Cuym&fwiy
afsnemIgglenms Heneveul]
&m60&6&TaNIS [H6T018H6M608 &LV
HBES

QY eF &(H&HSLD

BTLGUUD UTLeL&eT Armbl eumpésamnsCGurhy QBGRISW QS TLJLEDL LIm6.
GOILUTS GTeOTL(HL LML 60&6T STUNGT STEMUWLD, GLHNGmWE SHMl 61(LPLD
SMHLINEI 2 60605 W|LD Qeng aligaNled CleueMULI(BSGI&H6Tment. LITLDFF (LD&6L LTI &I
QIem) HTeom_ (Bl UMLeL&emenll LWeTLUGSS eu(hETmey. QuLpeUmf&6T mmILD
No&rer &allgpissm QUUTL 6D 6umEHG QW @BCHOHM  LNeTamendSLOILpM&e, LD,
Qe greor (haamseln Qumnmlulsreae]. Q&L (hen] STeMLiq.6 LedGeum)
UMSHDET GOILILITG HEhEFTa] LOMUL L SSH6T (LT (FLSVSTET) STeLML 6L

EOLDUWILDTSS Q&T6TI(H SHEMLDSSHLILIL (H6ITEE).

&ML EFQFTM S 6N

Smeom_ (B, BILGUUD Q6ng, e ( FLgavgeid) SLONemE oL, NetemardSLolLD.

1.0 (LP6OTED)I6MI

ST (B 6l6TLg  GLHomGUN6T (WM& BMISSHD, FIHS MeUSSE|LD
urLOu@D BILLT UTL6D eUMSIIMEGLD. oMU Qev&HEUIDTE &6V (LPenm
SHOEOUPMOIITS  QUPRIK  ahd QUUTL L&  FMH&HTLHSHL  BITLLITY
Splleurenjsenmed  GCEHN&GHULL(  QHTGSSUULBetetet.  QMNeuTHITg
STeoMLIq.651 QLTS CeumL(hHeTment: DemeLIITOTHHL 'STITL (R, CFHeIMhIFHed
'2a16E GEME', SHEI6ITLHHL 'CRNG6L" 61631 JHEDPESHLIL(BHME).

1.1 gmeon_(B: Q&MU (HeT eNendsLd

"SMeL" 616N CFTEL BIeMeUs GSMSGLD. Brallemmed epeng eT(PUL GLOHenGm
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2 MK& MeULILIGI 'STeOM_(H&eL' sTarlL(LD. "o rrCym syilgnGym" 616im &b S Seot
CLpeULD epemd 6T(PLILeUGTEL Q&) "SI (B&H6L' eTamID CQ&FTLELULGSHME. S
GLRHmGmIL ol UNGeor, CHTeMNGeur, sm&H&aNGeuIT, QST 1g.601GELT sMeUSHSH L1 Ul

QUETIIEUUILD STV (H6UG] QULPSHSLOMGLD.

&5 (Henyuilest (L &6oTenld CHTESMIG6T

1. BT RUUD @en&uiled Hmeormilq 6l QL S6nG DL IITENLD &HITEn|SH60

2. 6JCLPT HMELITL 16T HMUILTLIGLL|SENET QY TTILIGHED

3. MM Ig.60T @6eng SienLoLienLl eNifleurs gy ule] QFILIGeD

BT (HUYM UTL6D 6U6MSHSH6IT

1. HMeOML (B LML 606N 2. GO LTLL&6T. 3. CEFTL6TL LITL6D&6T 4. HeORIGL
LUTL60&ET 5. MPSGIL LML 6L&HET 6. eUUMHIL UTLeO&GeT 7. ellsmemuml (B
LITL_6L&6IT 8. 6MBILITEIDIGLI LITL6L&ET 9. &HENGLI LITL60S6T  10. HT&6L LITL 6056 11.
QBMAMUIML_ 6L &elT

Qeummien Hmeom_(BLI UTLL&6T GLPHnGmWF &HM enDhG H6olSGleuLnmest

@eng LMHMID 2_6Mallied LIGTIL&H061S CST6iuLsnel.

FTELML1q 65T Q0SS LO[LY
LSS QeL&HAUIMIGHETL Q6NMEUMETTSH & LPHENSILITSL LITeNSHEH STeOML (HLI LITL6L&6IT

urL UL (peferneot:

HGETearFbUbST: 1 Qb SHPeOHM Lt CL&ITsHs GmlEehs
“GJflengFILD euL_6umedledr” 6TeoTM QFHMLMIGLD LITL6L Sl(haIlALflpemev erugeo LITL 6L
"LIGGOT6TTLOMILD QLDETQLDTLAILITET LITe&emyLI LIMTL (HLD

speng GaL (b elssumsmieursen ebCLILg eNrargGCemHn”

QuAlwrmpeury:  HH® QLML H60HFTNMF HeombLfl FI&Ld SIL SHTenLd
"LOTEN&SLD Sl euully QenL &L 19" ( (PSH6L LISS))
GVCESHT YLpeMI: 8 gyId H(HBEML Hmeom (B
“LD6TTEN] LUBLD Cl&H6MEF 060 &60T LDGTTIEUUNM vevrrsnes
sterTemlenL_Ll @eotesr(LpCH QrrHauGen HTGeoGeulm (LIML_6L 6T65uT 719)

1.2 pafer @esHwid
MR, SHEGuemISTEeT (SWiumg  wreflensullev), Hwunsgmgy (Cgm Cgm)
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SN&GEhEF] UMrS, SbUBD Hmeagewm  CuTeTCoMy  HTeoml(HLU UL 606
QuiDHLsrerany.

1.3 UML6L (LPOM

Heigelerd eIl LMl uGHseled sreorl B urhld Cuem&en  syisyieomuil
VlevIeLmUI" 6T65TM) BT SMEFSHG GLOHENGUNCIT HeUeTTHEMS &G LIT(HH6TTm6T(].
uTLedlsL @eng Gy LrHlwrs Qeoeomnsd@ ML sHler alGUUSHNHEG gmu HL gL
ur LG AmE.

2.0 e (FUGEVGTET) SHI(LHSLD

SEHETQL] LTI L S0 SHhemauinm WOMID Generd &HMIujerer 6L Heuwl
SEOMBIGET "6JCLDT" S16LEVG)] 'FLIGEVGTEILD' 6T60TN) ; SO SSLILIH Sl6sTme6n :

1. Hipemauimml 2. S@GLULPEID 3. HHECEFTHMISHIMD 4. H([HCaUH&EG

5. HBE&TILLT 6. HBUUHSIBSS 7. HGEBIISSTeLD

2.1 Ljmeunt eujeurm)

URIGel IsD SHHeny SmHTaied SHEHamauMMMISEE H(HBSHL 2 66 b6y
GMEHUWINL BHEWLDCLGHLTET HeorgHeo (WefleuhsHE@ L&6TTSES CHTesThleTi.
SeUCLBLOMET  BHSIIDCLHLOTEISES S6Tm Wmemew ULLMNGCagsd Q&g
'QHeMy  BHE' UL  GUlgemy.  MIBTET  UeTjLE  BLESHTSHS6TM)
SGLPUMTQUNL  &SWDLISTET 661N  BRMSGHGLD  BHSHWIDCLHLOTEISHGLD
S (B LO6TITLD HEmL QLIDMGI.

2.2 HHmIPT HEOL (LPEHD

S (BLOETIDTET LSHSSDUHSMET HDPSHHSESTH(H IITOLILT (SHheneuwimm)
BedmersT) SIMLDEUTTSHS BHTWSU|L 65T SH6TuTewulMa Ll LILELEEIL J(Lp a8 EhSHESLWD
QEeLAMMY. euCleur(p 2arflevid Seua] Qenmeusst QeufsHener THTCSTEGIH
uTGeummI@ LNettesry STUPLD 2arferevSHHeL QeneuSMMy. HFHHen] TG LIEhFLO
Brefed Slpenauuwmm QsmqCuOMD oL CUMISME. NFDLCLIMHEFaID HMLILITS
BeOL QUDIHDSI. Q&M Gl 129410 HTeT elFTS HLEFSHTSHEEL SUIWTDLILIT 67(LD
261118 (Eh HGLD & 60TM)I LOMIBITE HT6M6L S(HEDUITDHEND AL HG Sl(HNDT Hlemme
QUOISDGI.

2.3 gQPT Smeom(B: LML 6L SIEMLOLIL]

s malpreney eumemNSg gepy STeon(h uUTLLUGEDE. Sreom (H&@Hw
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"o rrCrm Ry FHHSHIL 60T QHTLMIGLD QUUTL 6L ¢ReUQEUTH 2a16mIFI|LD

aflemn&wnsd GOILNLG euel] GenmeussT-Qenmaillifler HmLUenHLIULLD, SHeUT&6

SGLD euphGsmeaTwd UTHHDE.

2.3.1 Slmemeumm)

SLElewT HTH eOIMID, &STHSHG aFDUMNG HNHSD deamid CurdHoruBHLD

SmemeuimmmMlest HMLIEHL (DGO 6UI&6T FomI&edTme6n.
urLed UGSH: "o rrCrm s gnCrm SeniGewor g ymCrm gy flyrGrm
&MHEGCH Gumest Hleustt HLLT  &MENS GeOMUWTGLD L HEHEGLD

S (HEmeUIITM)| SIDLOM  Lssoremiil elfLd HSmChm”

2.3.2 (b LULLH6TIILD

'LULPGWID'  6TOTUSM@G 'GEMemeL’  6T60TLIG  QUMT(RET. @QMIG ClFeveu
Geuegor_LIL(HAME).

"LOM6ST LUMSGLD Camemev &6io1Geunr euUMDESS & (b LILILYEIILD

SUULD6TID &MLO H6BuGemT GFeLeuld eué QgmestermGrm”

2.3.3 H(HCuHEG .

ARG algms (Hevall) aupbd CausiL LLGEMDS).

" 9B G H(HCeuSGlg St SLOTHORIS HTHCHTT(H
Ceoudl@lg DCeTT(H DLW &Heng eufd CQFmsermCrym"

2.3.4 H(KFCETHMIFHSHIEOHM

6UIJLD

CemmmISSHMOBIST, pHauGererveuny, CengHe0lh& &Ml 6160 D&HSET LDSHHUT6L

ueo  Quwysefled SIOWSHSILGL Qevmelsst. QRIG GLHOS  euenj&E

Geuegor_LIL(HAME).
"CETSHGIS HleOMUWLT HuIGewnr GEmHGIe0mis FmHGwm(h

LOMF&HS(LP6Ten RSCWTE SHeanGewnr  eueJhHh&EHE Q& metermGrym"”

2.3.5 (556001 )]
@mi@ Heio oy,uem CeusdurLILGE S
" &650TlqLLLIT eUMLPS &H6SurGeunr LOUTe|LD L LML

&60TIg LT FMLO HE0IGeuT HTevld euné Q& meteormGym”
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2.3.6 HGULHSIBSS

LeuGesrarveurj LeQUBTS &MOlNg SoW&SSLULUGHDOTT. @RE [ SIS
QBHUSNES GouetnLLBGHME!.

"rumluid CEmenev SeuGemt LSD Ul b ([HSSH

LeloUbTg &Ml SIium QU 2 MH&E QFmererTGrm”

2.3.7 S:OBWSSTerLd

6MBLLITEBOTIG UILILIT SIUILITeONRIS FMOILITS SIemLD&HSLILIGE DI,
"9U5FHHGLD HSHTEHIL H6T0IGEH0T  HT&HLD LIlg &GHIMMUITLD
SIUUY OMIGFTLO SHeEnICem  SMLPSE euUrs QFmesterrTCrm"

BesorBLD & (1 emeumm)

UmLUUL L mibreT WesiHD 261 (6 &@ 6T HlsnLpU|LD eLPT. &enl Q&b &L Q&T6ToIL i)
Feotea1d), G6nLd CUTETM QL MIGET 6 ([ 6mN&SLILIEH &HedTm6ar.

"Ermy Hheneumm) SeorGesr HeullighFHTSCHTE

SEOL LD SLGO& (HUMLD SH6ToTGC6wr SH6ICSTETeNTS ST HGENTLD

SIT&HLD LG SSHIENMUITLD SH6ToIC6mT L CSTEHTLITI & 651601 HIUITLD

el wmrmmil QUTLm&EE SH6301G6uT alllg.@h& eurd Qg meestmGrm”

2.4 Qg emioLiy
STeom (Bl UMLeLSET  QuEpLUTID  “Beombufl” gresHed LML LLHEesTmerT.
sTaNgnILD FQMM6T, 9460ThG enLgedl GUTENTM FrHmGaNeID UL LULGETmes. Qens
Slsnwglines, Frmer (WeoMUNed GLHMGMILSE GMIGEF QFUILD QLOEITEHLOITET
CUTEm &S Q&I 5.
2.4.1 urLev GUTEG
2ACITamaus S SHSHevGTUI STHSTISSL QBHE CSTLMIS nFHeUFHLD 6]
QeeLAMEG. SUCTTADEISHSHL MmHaUHEHH QFTLRE SHnervgsTuuied
HenmeusmL &mG. SHHLD aVGTUNUNCeLGIL LITL6D 2 eomeU(hHMGI.
2.4.2 5108 HILLIRKIGET
uUT@ELCUTE SLP&TeoT, QLIMIGLIGLITIGUIMEDT, HILLILDTE SLO&MIG6NT LML UL &H6sTmet.
QEeuaNens&HE LA GFedled BT (hLLM SeiennGuim(h Qb sLsmisemer g LILIg)
FEUTELTEN G|
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2.4.3 Q&ML Y6MLOLIL
eeuCleur(h suflufest QemLuNeyild "&esorGewor”, "SDLOM", "SILm" GUITETM Si60TL
allell  QemMHEeT  @LDCAUMIKETDeT. @Qemel  GhmSUNET  HelaTHmGH

555MEUESHELD, LITL 606D CQLDETEMWITSS6LD 256 &E6dTmeT.

3.0 FTeML(H&aMN6L 2 eUmLD-2 (HeUS SH6THNS6T nSUITOTLILIEH E6Tme6dT:

"Gamenel QL &G sT6T GlbhS HeurHHennGLd

SLIg L1 L&LDQUITetTG6DT 6T63T S600TLO6TINGU &6T0T eATTTIL"

ARG GLH®S BHeugsHHlerd, UGDELTET, SNl WHI 2 (Haushiseaied
§551&5ULEEDS).

3.1 Comenens CQGmenL
WL 6(PHG R6TMp U@L GLmmerd Qg meL.  UTLene  Henaralled
EMEUSHHISHCSTENTET 286 HMG).

3.2 615|608 SienLDLIL
UMTL6L (LP(PEUGID SIDSME (TGS SiemoLL STelLGHDG. @& CFasE
QeNemIT&e|LD, GLHenGm &S D 2 &6 SHME.

3.3 Qges BLNGms

g 2aysefer, Y CHWeIRSNILLD GLHMSEG UOLGUM  eUTRISET
GeuedorL_LIL(H S6TTMEIT. HEMEUUITEUET LisToreutl eufld (Lstld euMLD&H6mE),6lF6LeuLDd
(QuT@®eMTETY euaTd), eNGemg (Heoall), eueTf&S (2L 6L euenj&s), smeold (Hevor

SLUI6T), BELEL GNHHLD, alligey ([HELEVL THTSHMEVLD).

3.4 ueUmL (b Si6mLWITernLDd
Qev&semnr QeusHEI HPMUPSD Qeveond BTLBLLM CLIETISENT &60L|[JT6uslhI& 061
QUMUIQALMAWTS LUTSHISTHSH eU(heUGH GO $HEEHI. &L, FTEVSILD, LJTeuorLd
UgSHSH SIMWTG e(heu] SMMLIged @&HHmaeEW  QFHseT  GCeuailliLBeug)
aNwlysG@Nw QFWHuwIm@Ld.

3.5 §cLp& e2MMIenLD
(P 29TEHEBHLD eeIHlencrnh HLSHSHID HGHONPT FEpS @OMIMOMWLID, ol B
LesoTUTL_ L u|ld Qeueiu(hSSHISHDGI.
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pejr  sreorl(h&er umgufll  §reé  SenlysSemer  LWeTLGSEHemmaylid,
QUMTHMGHaMNEL Haferr QFTMHS6T HIMLDEETME. LD (hSGHIeULDEn6, ILDT6ITLD, Sestier,
Qumsnued CUTeTD QFTMHS&ET Sreurl (h&efled QL OUMIKsTmesT. @& Il HLID
&S WHTTSHSHSH0S LNTHLOSHME).

3.6 LIGGTLIML_ (B &y, 626501LD

e e (B FUgerogmen H(HeIpmeles eUTeomml, SeOL|JTEwIhiSeT, @enmees-
Qemmell QuWIFSeT, ooy Lalluliwed GuTsTmaIMeND Y eUWILILGSSHSHDSH. QS
QUTEOMMMI SYl16&S (LD SHSILDITET QYL STTLOMGLD.

4.0 (Plajem)

ST (h Caumid GBS FhS MGG LML L (HL6L6; & @0
FPEHSHHET Henew, @eLSAIID, @6nF, eUFeLMMI, FOWID, HHFleUD, QLT GIeL
Gumestm  LeLGeum  UFIOTERIGENET 2 ML SH S GHeomesr LT (B
SEUTIDMGLD. JCPT (FUGeVGMe) Teoml (B SO BT (HUUD @enguilesr HmHG
BSHHSSTLEH. @@ SHoUTTandamd, SHGNNT rl, @enF&ESHmeeniL,
SNGHIGMS, &FEPSG DM @(HHRIGCSH 2 6L SAILG. HEHEFTOL]T
LOTOILL $S60T 6L 2a&HeT epetilenemihg BLSGHID FlGervgme Emaipmenes
aleLTMENM, §o61GleuUT(H 2arifl6sT QenmevstT-@QenmeTl QLILITSEMOTILILD, SH6UTSHET & ([HLD
QUIRIGETLLD QUILTL 60 SYeuemilLGSHEME. Qev&H&an Qes&l HMI(PELD
@eveorrg BT GULD QUGS eumMUQTAWITSG Q&SNS LITL LS L &8
UTSISTHG ebeus eNILGGFW Q&g 615108, GLOTm6T, 2 66D, 2 (heUsLD
Gumettm @QeL&s6T HIL LIKiGenen @UIOUTSS enswimsssi(hererssy. Heombufl Gumretm
Irs SlemliLsenen Qealaulfluing &Hml, CLDETEHLOWITET,  GLOHNGNI SIS
UGG Qeng CUTHMS 2 (HeuTs&uleensny. Sreoml(h L SLOIPFeT Qeng
et Couf. QgL LUTHSMILG SLOLD LIGILIMTLenLLI UTHSTILSDES SFLOLD. Heieor
QEMAL B LRIGemeT LweTU®RSS umrgbufl wrUssme LA 6060 (LpamD&EE
SINWsILGSES Gousui(Bd. Sig, Hevall HIMICUTRIGET, SH6T6sITIel 6MLOLILISSET,
o61l_GMHIGET, QYIMUFSWITETTSHET, &FOPHD Slnesiau(bld Qeneuhg CFWweOLIL
Geueoid. ¢Jepy (FLGervGTeE) Gmeom B SO BT GUUD Qeng e Siflwl
sMEUILD. Q6ng LITGHISTLILG| HLOG| CUITMLIL].
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SI606T0T K6 [HIT6L SHeT

&&yeustt, (. SLOID BT GLUUD @e0&HHUWILD. LDNeuTes) LUSILILSLD, 2010.
sUNpewNwest, Geu. Smeoml(h: @b Qensullled glle). &STe&sa(® USILILSLD,
2015.

&I, QUN. HEpFTeL) WMall L BT GULD UTL60S&ET. FFavald) L&T6L HTeLSLD,
2017.

umeL&LITO6RNWIEH, &T. SIBTLS Qengulled BHMLGUUD STEHSLD. LOIW S SSMLLO
Qeuefui(®, 2014.

. Geweomygid, 9. gepy HmaNm eugeorm). Heushiens Qeuafui@, 2013.

UNGD sL(hen] Fraveud), &. “JCpJ FUSVSTET HHAIPT: @ FpSallwled
Splie). BILLMT gylile| &L, QTGS 8, QS 2, 2017, U&. 78—
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QUTUIHBTEL GSEMTUITLL LD

7. 606VHTIDLeND
2 salll Guyrdfwir, uUrsBTLIQUISHSHINB
HMevHHTAIT  HIETTHBmMeVdS BH60ETIT

lalithanivetha356@gmail.com

UINF  G(HEHSBLD

QUTUISESETEL GBHewT W LD SOD BTG e UTFLUUl [BLEIOTS 2 6T6NHl.  HEN6VEH]T
Hg QBLLIO SHMT QUgel SIVRIBMTHMS HewibdHl, SHCLP eNHE HT60H6NT LOMMBHSLILY
GFHemy, gmemm, grenll CHTBMHMS 2 HauTdhas UBHHBMIH6T. Hellsv, HTHervaITID GUTETB
QenFHBmeNEemen HTEMHHIL6T BHHDRSBUUGD. RbH W LD 2] FHmellprhsst, Gomeisy
Hmeliprdset GuUTEB Lew G Miseled HHSHSUILLH aIBHBGBE. D, 2 BFTSH(LPLD
Penphsd DmFeH6T WLBBID Send, BLET HhISmenlL WwHHelen LURGCHBL o Hluieney
BbH HMeVHG HeHHIONID Dlefbdlemmen. ST UswrUTL gt 2 ulGrm L GHemaulid LMLl
fhpeneenwl LIFSHUISGID  (PHBWILDTRT  Hem6L  QIIgaIDTH  GUITUISST  GHHemY Pl LID

G 6TITHI(, &) 603 60T

fmliy QFTBHeNT
QUTUIGHTEL GEHewy S LID, [Iegm, Jrewll, HehFTeJ S L ID

1.0 (psitenieniy

WPSHE  (PHeVls0 GUTUISETEL GHHeT Ul L1 CHmeipfi o6 HehFTey] AGWD. @@ BT
HmemaumBy  LgHSHmBulsd, DiFHTaugh &relfl omslen wemsuriinisd moLouBB FGGHG
Cumligeir GuTg HEMAULTHI GIPOL 6T DIHEBEL 2 66 2enymen, HBHEBML LbHSHT &6y
H6LbG! O\BIT6TIIL 60T

HmemaumBpIs  Gupalled Slgul grodmedsmr  BTWH, elewenwimligsn Curgl e18F&psailsd
ellewemumigul @@ (peroedid Semenehflell Hemevenwlll LigdhHd Gurgl gmodmagswr BTuBeler
L6d SibdH Benenehy Hemsoulled LILBel SiHe STJemiond G 20 & (aleihHEGLD Sieug6ui]
o] 10HHeT BFF OUfi FewtewL WTd LOMSIWIE. @Heumed CHTUD OBTewIL  [FTLOS He 60T
Gupeley, BHSHML UbHJ oafsmyjeenst Srelfl SUBmI  Wewedlsd HPHHH Cbmen(p
el igery. Sieufsenst efgliguwiliier BrujGels Hewiuy HeDIFTLS eTerLen] SFewi® cLp6mI

FieieMbeMen HemlbHerisy QTemi® HMevH6Me G 6lFs0Hemen HINIDSHHI (PRI deiellaemnern
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MBHONMED HTHBH TBHH BLbH QUbHSHTT. QHewen LMTHsH BTGl Loagidb@en GuUTuishasTen
QFUIUD 6T6XT6mID 2 (HOUTHIHTH FaBlUBIBEH. CUTUISETEL GHHMI UL HHBES Fmliy
CoIHHeu] HEhamey) T LD HEHMaW] UGHow BFbhd 9. F. HHSIWTHSWTe Bbs
S LD 1oJTligUl  LDGTENTHET  HTeVHH 0 HehnFhH@ IbDHHTH QUIOTBHDI  SLUIGNTETTEH6IT

FnBIE G360 .

1.1 sewwoly wBsiId sSWTflegh (Wwems

GIHMT AUYPSHTO DIMLSHBLUOLBB @H DML (LPHBUITEGLD. SOOI, UBBI  LOEIIED
BrewienL_U|lD HevbhEH LIenFhEHI @(H [HT6T 2eBeneIHS I, SIDLOETHIENITE GHHWT OCFuigh &
BT &6 2 _60JHdH CauswiBd. BreiHpsenen ApFm slemibsents Gallly Bfed Hmelbhal
sofoent  GHeoguied vl Geusll  Qeiindl  @L L  CouswiBd.  eugyd,  UIEOHIHSHID,
oyeusTebAIpBIE WTe)] cpsienpud Bifled HeObHH OBMLULI USWTHS STUIFS LT
SWUMHH UB maubECalamiBlD. MBS UnF SLalw Brelshemend @GHeny 2 HeadbHde0
QUL Couswi(BLd. @eleuTml eIBeIISH @QENBTH  HIHIGLPmB  HTefHHmen el lg  Gauuieded
2 VJHHCaUTIHID. QLDTHSHIDTEN HTLTHHIMNenUIH HIeW(BHNMTHS HRIbs LUenF SHLail DH6MbH
QUL Cauewi(Bld. igHemen Gauullelsd 2 6055 CaImIBID. DiH6MEH emIBID HI6@ BTeMHLDHMET
REBENSHI PIBI QLI 2 60fHI DIH6H g HTLT Hlewlenwl QU9 SJewi® BILH6IT 2 60JHS
Couswihd. LIB@ @FHengullen WewenL I UG Huledr  enowisHHembH  L1GemLTed  DImISHSHI
1BHHCouemI(BID. QUICLITEH HTHHID OBBID HITAWTEL Yot GHHMIHIB S UGDHHeNTHsH
HOLEGD. bH @I UGSHBmenuild Cordsd  emfuimsd  Grdd  HIL T
mHHHCABID. GHHIUID 6T DIDTHHIOFONID LGHUT6D YT HIEDIDUID DIETR|  [H6NT
FHITHH6L HIUTID DeMDSHH Geuemi(Ld.

UBe &Hewy eurulsnr GuBUBLPLD SPUUBUPLD  HelHHewins  GoBammril L (wpemmuilsd
o HouTdhECaleamipB. SilemLuled Gauigh usmguled WISHHTM6NS HVbH @ BTOMBHD LI,
SIGHHSH  Hlewll QL lg (P 2 _HoUTHHI ULL GHmFule HmeoliLGHHene0 meuHHIH
MmBHHH GouswiBD. GHenenw! SpLiel] Heig Q6B STeOSHEMID OFHSL ML Il HEI
CamewngmULTT. HTe0H6ls0 DeWbHHIGNEN OFHEL MLDUI 195 L 61601 JlgHHl @eMFemU
splILeuTy.  GFHemguledl  HlgeuTenHend Llighdl SWLITOTE  STNHHBES gOU G
QUL FOFWING DIPBTE BHBHGLWD

20 @mFd HmHelHei

QUTUISESETEY GHMT YL HHBG OBTHSHeND stemlIBlD Qe (PpHHEHTe0 Hmel b
@emFwrs UWSTUGSBEH. Gsud B HelevE6T, S HIHENVIJHIGT, Libenu  &BaSBULY
Curetys ReWFHBMmENB6T LbHd SewFunsd LWTLGSHHUILBSGIBe. HOPSHID  LOL (HLOEVEVTLDED
Bbawrelsd Couml dlev THevRIBTNID @eisuT LD <t LLGSBH. @flFTelsd engFdhalGsmLT
SIeV6VFHI CBWIHT sTetip CLWIfleud, PHHTTOIID Sl GIewl s16iiB GLWIfleVID, JTEger0gHT6 60
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HFF8HMg 61603 GUWIfleDd, Gsyenmelsy GHewrHHell  616iiB  GUWINlEL MHHDHSHIILIBGSBSHI.
Gsuild FeoILIABTIHAHED OFHHTEL S LD 61D FnmliBaS MBS

2.1 b wWpems

S LHFHT OBTLEBHHe0 BTLST HIF BIHaOITHHeL uTFEHIUGID. LIBE  NHUIT6TIY
O THIG (WHevTemenal aumTFeslIUGL. DASBEHBU W' LD Hep. Fregm, grewnll GsuL ol L
L HM6VEHTHET  (LPpHevled HeMHHemMBul ety (pewm eIl LIomd &MY ebdHl  hB6eUT.
Meirad] ST UGB, JTMT DSHM DL HGHH, GHMJ HTWD 2 _UITHHINSI, JTeQT
gremtl ew&d CHMIHEH UGS, JTMT Jrewl IHITE Hein UBH, GHHDFUNGT (LPHHBIGBEN6I
QEIBTHE UBEUSHID, BTG APNHVSTIMID @l UGBS, 2 L STibHH UbHoudl sler L LD
Usvaumyl BaSSLIUGIBH. &0  elyumemngul S LOUTIDIDST, G  oifelt  HWSH
BEDFFBEHD LT IgUl oedTeell FHILS FHouTted Heigh Ge0OHUIRID SIDLITET LisuTefiuilLLb

AF0 Qupm Curmes@ UsliubGeaig Cures BoFFleer @He0 henL CUBIBBSI.

2.2 Gouml QUWITHET LOBMILD HlHPD S MissI

yrell ol L1b, QUTUISESTEL GHMIWTLLID 616i)  DHmSSILIBID. RbdH HLTD  GHT6diL]
&L IHHTH  Bamuilsd SHmeliprdsellsnid, &Hmwoemmisst &y, Gamiy wpHeomen efembdLy
PanFdser, ors  alprdseT, dusy  allprdssT  (WpHeorerauBpled  CuTaICuTs:E
Crrimions CaTemih  HHLSSILGHBH.  Qeveomdll  SHswhiselavd,  FhHenban b
alipréseflsuid, @pflerogien CHalsorwimissiovd QBHSHRFSF gBUTG CFUILINLIGS B

2.3 QUTUISETEL GHmI UL LID Hen6VEHTH6IMN6IT 2 _6MLH6IT OBMID  Di6ulldH6063EH 61T

DIBBTVHHIL OUTUIHBTEL GHHWT YU LD UGB HWEVEHTHEI60 6T HEMEVEHT  JTEQT
CauLld SiewibHID, Gl Heneveh] Fmeni Call b DiewibHID DlgeIbHe. eT6Ge EeuHeren
o enL&eim gregm grewll GumevBau CHTBBIOENEGHD. RaUTHeT HehenFenul DBISECeWITHEHHE

(PSITL| QUMY ST LOJTL iUl DiFFFeHeT BumeuBal @euTsel CauL OB o9 QbS]

2.3.1 QUTUISESTED GHHMI UL LHIBEG DMFHBILUGD LbHH RenFd HhHelmel

QuTUIBETEL GHHewy CuTEIB BT BB HMLHEHHEG RNMFLBILUGID UHsH RengF 6HHUITEIIG
Cuemor@lo. @FHeL  BIHVATD, @PHHI, Hellev, UbenL, HEHHLI, egmeogm  Gumsis
BnFsHMmeNBmen QBT BenFHHLILGSABEH.  QUILISSTD GAMIWT L SHHBEG  (1LPpFH6i
WPFHeJ6d LWETLGBLUUL L QEBMbEHemD el6isnlid QengFssmalulld RBUTEHI GUTUISSTEL @& alenT
AL HIBGH RwFsHULGBIL wBWTelg GensHgi 61 CFibhal ReNFHEILULE QIHBBSH.

2.3.2 QUTUISSTEL GBI Pl L HHO DL 6)H6iT

QUTUISESETEL GHHMT UBID HMEVEHTH6T @Ilg 2 UIFHSL el ulsi Goed ieIJHEeler HTem6v
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BILTell6med SLI9HOHTeRB eumplleir Gosv HIBLGH sigemomen GQFuwisv. Gsvld gmdHHTY 40
HBeom elML. 2 6l GHIHMIHImL Igenen, laufHeMenr 2 by Senlbgh OCHTewiB  DibD
TMLenl HTBEISS BT BBURID GsVID HlgeoTen QFUIOTGHD. RHMIL 65T  [HL HIH60,
ABHV, GHHHH6U, GallHev, MIOTHED, &ML HMHEH PBHH6O, (WP LSHD GCFeOaNIH6,
NeTLsbEID QFe0aIH60, LIbHITL HEeMed aldl PBEH6D, (P LIGHID (WIDHISTEL 2 WFSHHBE
STevHemen TBY rBy HTHE UBHHEO 6T6TmID LIy [HenevHsiT, LBl G 1D GLmIsleimsen.
yell Fjilien FoBlensodb@ s1&HTTeN BHHmBU Lisv Bleneuseied @MmbaHl Wle SibHlnsvserisnid
FOBML  HaUBOILTONID al(phHIOILTINID g GHWF FauTflenll HWI(LPT LML HEI

BT HoUSHe0HTen SeueuTl L a6 ABLIL DIenLDHSIGT6NSI.

233 UB wrhevkiseflsd 2 6o QUTUIGSTEL GEHDTWTLL  DIL6)&H6iT
HehFTeNJ OUTUISBTUI GHHMI Ul L GHOBLURISCTH GOHTLL CoTemi® Lsimem] GLIBISEHTTe0
GYeWN G HHemevemUI SgeIBID 19. &F. FHBHIAPTHHUID DITH enselujld GLITUISST60
GFHemy  eugeorBplled  GBILLNpSHHaITHeNTES  elenhiGHameny. el Her  GUITEHESBIGBLPLD
@bsHemeouilsy  FBUL(BHeTenTy. GQuUiisEnTile0 19. &. SFhHIapfHHUIer CUTUISSHTEL G e
HehaFTel] QUTUIHHTED GHMT YU L HH6T DM HH FnBIHNEMUD 266N &8 SHLILISIL 60T,
FD S LGP0 LgTemt QHBTF eUFeonBml HHRFFBemen enFend GQOTIHOWITEL DenohSH, Fev
ST Foemen  UdLHH &STLB Burs@Gd OumisenTy Ugell oL HewevebT lg. &
SHBTAPTHHWT0  LGHHSUIUL BeTengl. Seueny Lleumpll GFsienemuled 2 siten  QUTUISHSHTL
GIHMI UL HEM6VEHTHEIT SIDIPHBENUI  HHIH6T GQUTUIHSBTED GHBH T P L HH6L L|GHHH
o eitenenT. QURIBEDHTT OUTUISETE GHMT UL HMeVEHT 1. &.
ShBHIWPIHPH CUTUIGST GHew] L HHled

» gregm gmened

» aly feurgduyd umeueGHeiuid

> @Quregt LIrsTUARIGID HELSHTEID

» Gy LoetTeuedt

»  groaTerod) ]
Cumeti eureLTBmWI HHEFAB6T HOFenuguyd Losnid CuTeis RHBETF MHDFHH6T FlougoHd)
pLemD  Gumeiis  Lgmewt  BeFFseT  FweuBmlen  BILIQW  BILES  HBpFFHemen
UL HHeMbAMTT.  HIOIDBTL 1960  HEhewdF, OFcilened MWD HLeUTT BUTHIB LIS H6Mev

S OUBD QUTUISSTEY GHHMT L L BIS6T DL 6)H6T 0GHEH HTewrlILIHES IBe.

234 QUTUISSTEL GHHDI L HWeVEhTH6I6 DenFaH6T LOBHID DIHIGBHISH6IT
> psiypd BBH
» Ueiypio B BHHev
> spaeisms LlgHHlmHse
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BauTsiSms LlighHl1pHs5e
Bm smeusEnD CFTHH @61 CHrsHdHed GmIB6s CUTGHEL

Y V V

Bm sreusEpd CFTHa @61 CHrHded isEmmIl CUTHHEL

> Hmeuuled SIWFeBH6IT aIsOLILBID SHIDLGHD S UUBID FHIDLSH6D
QI aUEVHMBUTE 8  DIMFHEHID, S HMHUND 3 DMFOBEDHID, QIVHBTEI) 12
SMFABEDHID, G BHTe060 10 SDmFaHEHID, S HTLHEHD CFJbxk 2 eTengdlsd 2
DIMFABEDHID, QM WBHEHID CFJHH RMHHHH60 2 DINFBEHID HMLUTEL 2 DINF6)HETHLD
QUTUISETEL GHHMT L L H3eO G bGILIBIEH 6360

3.0 QUTUIGSTEY GHHOTWTL L ST 10& (LPHSUIDTE  HeDeVEhTH6I

9. &. FHATTHS, CFTUPIT6, HehFTenT eMBTWISID CUTETICBTT (LPHESUIDTE HMEVEHTHETSH
BT ILIBEH BT, Jemenl LIGHHHENTEn HehewdF, Loglen], GFevld, OFHeienmmBaT(H, FLOLGUTTWIT,
SICUGHHTT,  OFmemad  Sewiewm,  OCFeiensn  sl6iiemId  6ILB  LOTeU L LG H6rfle0
S UL BoumaABEH. OUTUISSTEL &GN DL HiseMed GHewy Feumflenul HlensmeyBIHHID @H
oo SLaBeT GLID QuUBBIeTeNg GBI HHHDHHI.

FSOPHHH 6T  OBB Tl LBIGeneT ol HehenFuled Hmeir  GQUTUIGSHTEL  GHIMTWITL LD
HmFIBhSH (Wempuilsy ellenmhidalhaBal.

HehowF CUTUIHHTE GHHeMIWTL L BIE6eMed 1oL GO HTeLHMeT LibGHTL 1960 HTdd GuTL (B
ABHV, HUOBLD GHHOIMU DILHGHHV, @PL6V, GHIHHD, 2 L HT[HGH60, 61(PSH6V, (LITEILD
eitenild  oBEID  USBITLIge0  CF60IHED  6T60TaID LV  Hlemsudeiilsd DL aydeT G 1b

QuBmBIsITET 6.

3.1 @Iy L HmevEhJHeil Gosnl_uled GBI el GHmiseiT

SUemT, QUewT GHeMIWITL L HemevEhHei  GenLuied Cayhsk B Gurpgd @ bEuMID
GHMT FnpHeMel DnFB6T gBHHTY @6CF wrAfluns imwhHEH STEILUGLD. Gy
(penBeumid QupHGh GuTaId, GFHmgenw GCuwsrsdld HTE@GWL GUTWHID M UL L
HmeVEhTHEBHID ChMhEE 6B Memid, DHEs MeTmid HNFQFUILHmeT GCFUISEMBeIT. EMH
S L HMVEHIBEHD  GHMIWLT  FBMID  CUTWRS @M UL HEMEVEH] Q6O
L ULUBITHAD, BOBTH UL HMeVEhT S eI6OULDBIOTEH|D HBBISETBeTy. 6o, GlLew
S L HMEVEHTHET QememibdHl B CUTIDSHI UL L HeD6vEhTH6T L BLOeS &3 enIHEmHD
FHRIBEHBEGHOT BLL UTITLl UpGaE Gumsd GHTIBID Lig GHHMIHIL 1960  DIeNF6)H6IT

o eI THSLILBAME
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4.0 (peyemy

QuTUIsETeL GHemgwiml LD  eeiLgl  HOpTsellest Fmbsh BILGULUBS — Hemev  DJLIE6IT6L
REBTESID. HehFTey]T Loswienisy CaHmeins, STeOLICLTHSL HIODSHH Lisv LiGHHaTed LiIs
oTHevmaIGeTlsvd LFel eenfhd @bHHHeme LDHH6M6T UTPaIUIEd, GUT6OTHI, LFTeNID OBHID
uemtUT 6w @BhIBs  CauefluBHHIFBH. GHJ  algalDeDIOL, FHEHEoTer DI 66T,
FHreMdebs Qend, Jmer Jrent CallmibeT dulensl Eenenibdl, LTTenaUWITNTHM6T  HelHLD
HMEL AUAIDTH CUTUISHTED GHEMIWTL L HenGH 2 WITHEHISHBe. 2 L 60 FIOBIeN6V, eNHIFIUILD,
Hpen FSweiBmB  CeueliLuBHSHID @bH LD, Qeupid OuTWEBUTEE WL (BLosvsv
SOpFlenT LTFUFu SIenLWTemDTEHaD elenbiGaE Bl a1ai6al, RHHmaewl Sifiwl BT BLLBS
HMVBHMENTL LUTHIBTHD, DBHH HWV(IPMBHEDDHE IHHHF CF60aH0 BHID Sienenefleir
QurpILT@LD.

HIENETHITH  LIL1QU 16D
1. (pewemal]. &. (WHGHF6T, QUTUISHTE GHHHFWTL LD, CHeOom LS ILSLD, 19FDLIT
2003.
2. wpwemalT @. WPHBHFe, SHOpd BTLGUUB D' Lo Hmevsmsl, Gl USILISID,
SIBGLTUT 1989.
3. (peweuedy. ml.  SITOBTHE, HILGULBES — HeVH6T  (HBDHHIH — HEN6VH6I),

Quiwitiuer Slpruieustd, lg&FbuT 2001

69



Kalai Kaviri Performing Arts E-Journal, Vol. - 2(1), July 2026, ISSN 3107-6777

Kalai Kaviri Performing Arts E-Journal
Vol. 2(1), July 2026, pg. 70 - 76

BT GUUB @eng umgiouflwghgled elevedend  &mallderiei
UBIG LOBDID DISH60T L|FHIenLD

'pr.umeombLImTe, *BH. UHeMED QRTLEE
'ouley omewie, *@emeworil GuIFTAfwiT
HMeLBBTAT  [HITTHBEMEVH HELEITI
SmaFAFmLiueTerl — 620 001

PUINF F(HBHHLD

AQbd Hewmeolilsv BTD STewiadBlLE BT BUB Sengulsd alsvellens &HmHell &6l
SHTHIULL G alled CuTl B eurdles@G SHIULD  WLBHBID  6lled  aIgaISHEHED
alleNmIELD alleLeVlenF H(HeNlEH6N. 16V 6)6m &BUIT 60T FLMIG LOBBILD
FOUTHTWMRISEHHGE olelauTil LWTUBGSHSIULL G| 616TLMNSH DIMUYD  6u6mHUTED
SiwsEm .  LetenT  alGFag Mmelpaydsel wBpid  OHulen  auPLITBHEEHGHELD,
FLEIG HloUSEHHe0 levedend SmeldeT BT BUB  Semeoll  Lmgibufuiggled
DG (WpewpUBBSIUD alleufleSBgl. Hmed algaImIGEHHGID. BTOLTQS Fndhdl
QIAIMIGeTeID LT BLeT CFTHEID, HNSHHID RNFHBILBHMBSH. LBICILIEHL
HmNPTHE6T, LIPHIGY  FLUS6eTed  eufum’ B FLBIGH6MNeL Sdsmalluller
UweTuT(® oBmItd ellevsuil LML (B LIsOeY [HL 63 BT HHIGH6I, LoHHSHIN E6wrGLomhEHe0
UL 60B6HEHE eleleuTml 2 LIGUITSSHHmerT. &HWbhend SHTeOTL BUILITL 60, SlFTiilul
Quetiidsil  YBID FloU  FnSHIBH6I, DT UTL6UH6T SouBpled RengdH
Fleweuimed QmbHend UBml GUIUILL Ul BeTengl. Ly 26iTsHerled elleveniLimt (B
OeuciBauml @lpmlemsvderiley LiweLbhSHSH UL oled ubnsl oimluteomd.  LTedrsoriT
uev emirmeflevid, &lFTomiseileid  alsvellensd &HmaldeT OeousiBam Ll
QUWITHEBHL T LIeL HIULLL EReHF HeNVEhTHENMTID, DbHH H 26T LDHEHEMTEVID
aTFeslU’ L greiipiseT UBp  eleufldsll ubadpshl, olevedend  s&malullst
QUYAID. DHN @6 DMIDLIL, LITL60HEHSHE [BTH ST UHT6)Y, D9 [BIHLD
Cumeiipeumenm  LIBMIUD OameveoliLBaBEH.  Goeud  alsvellens  HHallEHel
BTLGUB Seng urFouflwggHled UmG 6aTeiB DigH6e Lgul Lflewimo omBBaend

AITUINNCH BHHL (Hewgullsst GmTaHsID.
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1.0 (Weiienienly
SHOIPBHFHeID, OFHetr @bH Wl  LTUTLIQeVID  &llsd  auigelled  euTFSHHLILIBLD
smHallwmemevild, els CuUTL (b auTFldbdamigul HMHallE6T 66iip CFTEIIMeL DG
WO  LIHWITETmIWTS  STLLBHBEH.  DH6M  BTHUPD,  6601HH6MENLOU|LD
BTLGBUUB RenFHE EHa|D 2 pigemenurs oFwsoul B Gwsuld RensFHE
OQume GCoresadBgml. Jisialmsulsy allevellendd HHAHET LD  66HSHUITET
uweTUT(hs6heHE  oaaipiCsrentsald, Gweud HBTLGUUB RengF  CFeaiaien
ufioefldss 2 L et Fpsang. Qeneu @Benm BT, QuIBeNd OUTHL &6, FL MG,
SHMSLILTLL PHUWIIBECBTH QRememibHenel. SeuBsledt LK@ el [Hlenevdserts0
BHeN6VH6ITNED LITTHSLILGS MBS

v FLBIE uweur®

vV sme CFTORID Hmeusesd

v BILGUB @5 SenHaed

@edtenIld LIev LIflioTemimiselevid, Hlemevsellend LTTéHSLILBSBSEI.

FLMIG UwetUT(h

alled UTHSHIUIBIGB6T CLIHLOLITEVILD
v alleoguil LT B

vV Sgmow 1Lemnegseit

vV Osuiey aufl UT B FndsHise
v Bl UM e0&e6IT

v ogmf ouLib

vV Hmelipr oeiTeuevLd

Curmetiy  MasFFsellsd  yeligwomenr @6l  wBpID  RHF 2 (HUTHS

LweTU(BhSHHLULLL G

allsLaVILILITL (B
SOIDBTL 1960 LS LILPHLOWITEN HEDSHLILITL 60 (LPenmEH6Ne0 eiiml. alevedlendGuim(

SMSHOWTH UTHD UTLED. BFH DMSHIHID HHIPD HMSH-RenF-HT6Nd HEVN6.
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aled @ ol RWFHBMHA, DAHN PEVFWITEL HMHWMTHHWD 2 ulTi L 6dr
BLBGLD. NeLeN60U|ID, HLMLUD Seneiidhdl HnFH OCFTEONID OJL]. 6ITHHMD,
OxUlen Ugmemild, FepsLIUTL60H6T 6160 HemHUIleL 2 ewITFFlenul 2 WITHH
BTHHMH BLSGHWD olled wWmp GHenF W0e (PSS  UhnS IS SHHIH.
QeicuemBWITer  aled ITHHWID Llsiienenll Sengd, WP BIHD, 2 6wITFS
BTHID PSPl (PHSIU LIenNBeneNUD 6USHHMBSHI. SeOMILILITL 1960 HeNdH
@D Gurgid o ewiT&dd wommid Buraid allsd aITHSHUWISHHED SHigliL| LOTBMLD,
BT ALY WorBmD, SUGUUTL 196 Geuds wwrmmpld QeumenmdF CFuigh  HendHullest

o ewiitFd) GeualllILBHHUILGSBSI.

1.1 ellevauTHHUImIGHeT FLmIGH6ee0 LIL6TLHSHSHINH6  SHTJ6uriD
alled  6ITLIGHI  SIDLD  6l6LEVID  OBTEWIL  SIEMLWITENOTS  SHHSHLLIBHMBSI.
QIIHHB@SID LUTHISTUIBGID DIHLWITEND. QMenB BT 2 6WIL THGHWD 66V, LD

Cumeiis QuIBeNd DSHITe] CBTWILFH. GHedenguilsy HHT eroHTull, STy
e HTUll  UTLeIG@GLD, UTLeded oigliTenar  auelBHSH @ 2 BIHIEHEIUITS
CoBOEBTETHMH.  UFHOTEL  alled  UTHHWmISeMenr — UweuTG LS|
(PSHBWIDTEIHTH HHBLILIBB MBS,
allevevly 616G HLODBHTL Q6T LIDEDIOWITEN QMDD Hbd 6UTHHWmIH6Te0 eyl
@& Qu@plbumsvId BT BULMB  LUTL6V&H6T, HeNdH LITL 60H6IT, Bi6hFedLILTL 60561,
alleouiumBU  urguflud  slweuBmBlied  UWeTUGSHSILLG  6ubHH.  allsd
QUYATEOTEN Q(H 6UemETaNeD BITHL Y ISBEH FPW HHHY DLeVGH! BE HLoL
O®memi(h HTHID 2 6wl ThSLILBLD.
BT BLUBES HOTFFTIHAHE0 al6d UTHHUIMIGT LIWLSTLRHSUILL L FLMIGH6NT
allevevly AUTHHUWID HOPBHHMSBH CUTHHHAUHT LD QUHBUITE  FL G DHETHHE)
UwieTLBSHBLILL B QUHB MBS LI6OoT6mL_ULI SO Qg QUGTTEIT6VITTT
BT BULBHME0H6T, HITIOU FLBIGHET, GHIenaIHeil, T6IGHY BHTeom L mibei
Cumedis @1 Migkered LIWSTUGBSHSULIL (B IHBIBSH.
SITOWL FLBIGHH6T DI6V60HI LLeNEFH6IT

1. (wewerliumfles GLLIBHH6L

2. &l ygeipr

3. &V Gxulen auPLT®
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ST FnHEHIbEH6NT

l. G®ImeasS FaHGl

2. allevedFd LT (h

3. wre@ly Gsmeoml L Lb

oo gFiThe UewiLTL (h Seng
1. elleugdmul LML 6086

2. Guouitilen Tl LML 60861t

BTLBUUB SenF SHeOTEFFT]  DI6DL UIT6NLD.

alled UTHSHIUILD 6T6dTLIGI
1. ®ye0 RQemaulled Lisdeold
2. WG mlguiaufle &Hmal
3. FLEIST Usldh a6l
4. Guenidemen elFHll UTL_60 GHmipedt
5. BTGLmMuiel euTDSHNS BTHLD
6. Guuiliuermilelr QengF DIBIGLD

ol Liev Camemmibeilled (1D auTpdHemad Qenall Bumev SmHbHoHI.

1.2 symdw FLmG - eupliur’ B Seng

1.2.1 alev alend@IuUTL60

SOIDHTLI96nT Flov &lFmomigeilled LML LUGD UTL60. Fleusdt Ibosi Gomalsusmserien
um_tu®Glo.  @meir  BhiesF  QFuwiu@. enfiur’ G Hebeyserisy LT LD
UTL6VBmeT  @bHmddd FPw  aled wmp Gumeis  eumHHuwbd b mTeih
LW IUGSSIUL LGl OFHUled FnHHl, GLFID HMLH6IMNEL G Hei  LUWIGTLIT(H
STeIlILBGSBH. CHuien allendE maubHULBID FHHIIDTEHDE.

DIDLO6T, (LPHBT GHeLOHUIe aPLILT®H, (PSHBHTTIDOET IPUTHH6IT. D9 SIDLO6I
UTL 60&6T SeuBniled alled aITHHWID @ UeMbs DHiTey BHTBHBBH. G Ul
aflurL(h  Babaseled ealed alendd meushd UTBL  Oueiiseisr &

QemFHG1 Lletteorenll HTHOTHL LILITHSHSUILIL L ).
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Qemauisr Sienevalflend OBBID 6fled EITHIHUISH6DT Liuied
1. werend FrhHULBSHBHIBMSHI.

2. FLMISOT LelHHHamenoenl 2 WITHSHBmSHI.

3. FLEISE0 YIS DIGiTenel 2 ([HoUTHGHH MBS

4. “Osuflens” GUITEL DIYHTHHMBH CBTHHBBSH.

5. Guesiimelledt @Iensv FLOLILIBSHHIB MBI

1.2.2 &pmolwl SndHidbHeN
CHMBISHH, @OUILTLED Fndbdl, BTOLMY HIL&SWD, &SFmoluw CueHissT G&(p
BBFHB6T, alFHULTL60H6IT, HHONeNeTUITL 60 LITL 60561, GMIILTES  GILIGwTIH6IT
UTL 60&6M60 @ ST BTHHmS OBTHHBHMEHI. LITL6VSHEHHE LbH 6UTHHUILTH
DIMLOEH BG.
OHMmInHEH BEID &0 QUTHHUISHIH 6 LIk,

1. Gunirdbsm & - Geuslomen elled HTHLID

2. CanamibaTl gl - Qg IeNTs Hewil [HTHLID

3. OpUIGSTL S - 2 Wibhd HT6)

4. BlHTH6Me HLOHHIHEG BLery HTHID
GTMUBInGHSH OBHBID 66D UTHSHUISHSH60T LILI6H

1 .Quesiasell Gl UTLISGHF FTTer DQBHTSHLD

2. GBI DMFHEHHEG OBIQul 6Vl

3. umgouflw wmp e QRengd SHTILD
UMesIT 1OJL] SN FndhdHl LOBHID 6ll6d 6UTHSHUIHSHET L6

1. urewit &redledl SQBTHID

2. &mF OFmeoeud GuTkl SImTe  LOTHBBID

3. Ot (Bl Leresremil &H(HLD

2.0 Guuiiuenmt eleugmullder - HTCLTY E6umhIgG6N
Cuuwiiuenmit  HmHeT B, IH, BOBIBMENT  HLBUUGSHH  BTHeed
uweiiuBSHHleut. alevedledt eengd CLUISG TIGH6T, PBBEHEHEG MFNH

Qumhwrs  uwsTUBSHH6IT.  SHelenouled LUTHD GenF  HIEHULTHALD,  LJ60
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Coul B Gurgdl BTH @6l HmWD. elleusmuisst vull Geuemsv OFUIWD CuTg
UTL6VISE SIQHTHIOTS  alled WmD euTFSSULLL &l leugFTulseT Heoeniouilsd
ur@wBurgl LUt EFWILIDLCUTEH! oTemsv Calsmenulled EHeI FHISHID LOEIHIDIDS

SH(HLD.
2.1 s wrplevmiseiled BT BUB HOTFFTIHH60 aled ITHHUIMIGEM6T LkiG

allsL6VIg  AUTGHSHIULILD

Camyentm  LOTHIEVHHL BT BHLUB RWF HOTFFTTHIHL 101 (LPHHIUILDTET  FLHIG,
@QemFds  smWTE  LWSTLUBRSHSULULB  eubdleengl. GHeu FLBIG QNenF
QUYAIMIHENTS GUSTTFF CLIBMIETENS.

UMy Wemn (LIMuIeniss & dhaHeud Bayenm)
uTL 60 OHTLSSID, (PIYe], FLMIG LOTBBRIGET DENIHHVID LIWGTLIHS MBI

QmFHBMHA DUFWID 61U (LPEDBUITSSLUILIL L F).

eedrenrmfl  (Cayenm)
Cayenm ®HIL(GBUB uUTLeV&6Med GBUUTE g@emiiuTl (B, Pl UTL6D, GLbHnS

SIMBIGB6L UTL60H6IM60 LILeTLIBGSHSUILGBD eI SHFHIUILD.

HlewrLmfl  DIeLeVGHI HlNIMT  (H6 DI6L6VGE! DV&IT(H  LITEHFID)
alled algaled @menm BT CaTewiL 6l Oy 2 enLwig. urthd Gurd

MBUWITEL a0 MaIHFHI BTHID 2 6WIL TG 6.

2.1.1 elevaursHailumiselled ML L LIGHIeNLDSH6NT
QetemmBUl  BTHTS 2 _6udHled  CenL.  QenFHE ~ GUTHHIHLIOMET  QIQAITEHHID
Qe G yHwesTm ufliorerdhend BoHE SHhHEHIGTENHL. DieIaINSHUTED

» g QyGsTGem_Li

» o6Meded  QrogFTCemn i

Qo Lev tfi ey Gumeiimensy GenL. RenFHE GUTHHHIONE GLOIDLIHH S U6TENT6IT.
alled aUTHHWMmISH6NEL GHmBhH @60 Fpslw srevLllelr emiod CreFT@eirl i 2 6166
e o1 sruled  Gumsiim  Lslewnsmeifled  Retempul  GQuflul  GosnLserilevild

LWSTUGSS(PIQSIBSI.
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3.0 wyeemy
@Qeueumml Lewienl_ Ul SO wyLilesr 2 ulgrseyb, BTLGUUB Reng LmgbLfluigdlsd

QOFUID DSHDIL 6T RINSlENeHHI 60  UTHH WIS  (LPSHSHUISHIHIOU(PLD,

LUmIGLD

bLDHG L6V L|SI6DLOSHEM6ITU LD SO (BHH @M DIPSHTE

umpiouflwsHend  bBdG — gBubhHd CeThdhaleneng.  Sel6s

UeL LeHLIWD, LIfILOTegem&HUID SHTEmTI60TLD.

BIT6L  GMILILEH6IT

1.

urgibufw OBHTGLILSEET - FH(H.c0eu6alsvl HTUIT.

2. SO BILLAT FnbHdHl - FH(H.61610.H6wI60INIL  (LPFHEOIWITT
3.
4

BTLGUUB Hemev T OHTGHUIL -(Lpen6dTe)T. 83.[HT ] TE60

. BTILGUYUB GenL. BTL&ID - (LpenereuT &UILDLEImISLD

HBWEST®H
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&bueoLf]

mrHGHeVen Loy L1.Gan,

(PHIBENE0 @RT6WILTD 6001 (h,
UTSHBTLIQUISH HIenB, HN60HBTIT  HIewHemevdH SHeveVIT]

jjclassicalarts@gmail.com

PUINF F(HBHHLD

hHOUTMH FPBHHHE HEOTFFTT UTTIOLFWSH  QHREISmHSH LIGH LTS
BLEI(PLD QRemFUID 2 6iTenmenr. FIDLOLF BT BULUMB HLTHHED LWTLBHSHSHLILIBGLD
usLBeuml  euHBEWITEN RewF  LOBBID  RenFHBHANBMT  YIFTUINIS],  FLOLIGOLS
BT BLUUB BLeTHHle LisvBauml alendsemnen afleufllilig oMEBID LIeO STy 6wllaerTed
gueoL|fl @enF WBE@ID BLAIHHD HHWLD LTBBhREmen OeuelFsd Gum B
SMT._Goudl, BbdH pulensdemnasules CrTHaTGD. HBEUTMHW IS, DUl6)
BEID  eMeMHHIOT  Heilenld  OBTewIL &l  PUIOHHTO  HIS]  (LPIHETEHLD
AHTIBIGET LOBBID ST6WILTID Hlemev UHTTHIGH6TNeL RHhaH CFsflbalil L gl
FLOU6VLLT LOTRIL L HSHleT ENenFdHHeM60EhTH6I, [BL6IH HeN6VEhTH6T DBBID [HL_ 63T
AFF TSN OBHEH (pHeitenio Hyey CFsfldsiiul L. usiiubdl TS (penms
epeuld  YuIeHEHTen  THflEel CHIHoHBHSEILL L 6. puleien SHenTBHLIQLILEG6IT
apsiiml Lfleyseilen S elleurdHabasiil (heftener. (W& Hsv Lfley &Fusofl mrl (BLym
BLSHHIL 65 QHTLTLHL U RenFbHHmalsenen alauflbangl. Syl maugsl Lfle)
giousofl  BTLGUUB  BLIGHH6  LsLGaIBI  6IeNBHMENH  MBUITETHMSI.
apsiipreugdl  Lfle)  Fusoyfl @enF 1OBDID BLOTHHEL HTeVIBLTHSIE0  LI6w

STTE0NH6NT60 [BHIHIPD LOTBBRISHENETS NBUITETHBEI.

1.0 onupso
BLE(PID QNMHFUID 6THHORUT[H FAPHHIH M DIHEULDTEN HEVTFFT LITFLDLIFIUIEH 60

QRSB LGHWTGWD. Siened GU@GHDLUTID LIfldbs (PQUITHMEL. Dienel
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L 6hFTIHH-BM60 CHTLIFFHenul DlglienL_UITdH OBTemiB  deuBpslen OFTHSH
QUTHBHHHMBHH  OCBTET(BHETEN6N.  IDHH6IT DB IPFFeDWIUD  LDSIDFFlemuIu|LD
CeueMlILBHH HLOMBIGMET  HHDHBHIBMTTHET. [BLEIIPID ERMFUID  H6TiJ6)
S0evEH CUTHIBLUTEME  UPRIGEHTH O (HLOGLEVITIOR @  FLMIG
WpesIflenoenuwiuld  OFBTewi(heitengl. OFHTLHHHH 6D, HL6)6lTEHe6T  OFHUleUmISHEneN
HHUAHILUBGHSHaD, eiHemer 2 enalulsd GhHemeudemenil LJsHd  OFululeb
BLID LIBhHH. SemFUID BHeWIL  HT6VITH  LDHHEhHGDH OCFHFHDH HHHIHI.
BTEFHHHN OHTLSBHHHMHbHH, DibHH SHHMNBNET @6VBEHDHE HLGITLOTL
LD&HH6IT HIQEULDTEN EQNeNTF H&H[HON BN 2 (HEUTHEH (LPIQULD. DHF HdH HTeVHL L GHFH60

BLE(PID QHFUID o6 Hemen GUIFIGHID UTHHHI T HEHI6T6NT60.

HL_GOTRIGHN6T QT60I(H QIeNHEHENTH aUNBLILIHHSHEVTD - LTTDUFIUL [HL 6D oB®ILD
BTLGUUB  BLeD. @pamellel CuoB@l UGS UGl  eueHSWITET  OUISHEGLD
BT BLULUMB [BL IHRIGNETULD, LOTeNS LDUISHEGHID Qengemuiu]d O&Teni(heitengdl. RbH
BLET 6UIQENBIGNET DIF60 LIWLGTLBHHILGID SendbdHmaloernern Higlitlenl uilsd
QUMBLILIHHSHEVTID.  HevdTul, JFJO®Eed, Gsomegmim, BrFefwm, LeuT
B  LUEhFUSWLHMS — Jgliledl_Wimhd  Oameni  LsvGauml  FlbusoLf]
[BL_6UIIG6IT. LIsVE6IMI 6UEMEBUITEN L GRIGET LI FAPH LOBBID 10 ellpmdamer e
Curgl BapsslLbpasmear. Fousfl “‘UehFudbwn” “CeorsUSUITSE6T  6IeImID
SIDPHHLILBHBH, DiHehT QUIeny “UHWT  (DIHTEUSI, ITHHUWID)  OHBEBID
“Goumam”  (DBHTOUHI, DHH6T) 6l HHH  OUBLILLL &I “CeoTdLIGHWITHH6N
elilgl  BILGBUYB  SengF  1oME@ID  BLed  @yewrgenid  UuweiilbhdhHHLLBLD
BHMHABMeNH GHWIGHBHI. FleuOLIHLOTeT LWTUBHSHHUW Lo, (WpdHev GeomasLiguim.
Coorasubwimelet RengHemeNBeT: CHTe0, Mlagmsr, HTaer, Hibsly, W anifl.
‘UebFusWIT” eTeiLg CBE @EFTale MbH BeOTELSWLTHEHMNSH EHNlbBMEI.
Lgueoomest  GeomsLITHUITHS6MeD Flov STHSHT LITT, HleLSHI LITSIT,  LISQeoTuIT
UTeT. @@ UEhFUTHWLT SeNFHHemevEh(HH@E WIS (pHSHWIDTT  H&HS, LBM
DMFHBMEVEHTH6IT  aUTHLILINHD CHL G Hmed LOBBID  eeipTal  Lilsdrmns
CILIBHHID HWET PG, RMFEBMVEHTHET R BB  GHL @G
HELVTFFTTHAHIEN  CLPEVID  HTEMHEMBUID  CLDsLEVENFEMUILILD  HBBISH CIHTETHIBTTH6T.
FMITIDFHHED DAUTHET GBS LHaUHHI®HHOH HBBIH6ETewI  LIsLEeumI
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Henmibeilein GLoDLITHHEMeT ST B BTTH6IT.

2.0 @evdaluwl SILTUIe)

QT OTHIeVD, GUEHLLITEID GLBE UGH BT DiHei BT (BLLDB HL IMHISEHSS
GUUILSSHSEH.  BILGUUB  BLID  WwallH@&HoSHHe  dmed  LBEID
HUTFFTTHHI6N 10 (LPHHUILDTEN FnaBIH6IMe0 eIBTE&LD. BT BLLMB [HL IS Hen6V
oelHeonen Gl QeuailILm19edt 2 6iTEmhemiTaledlhhdhl 2 _(HeuTendhl 6160ml [HTUIH
(2003) GUILIGSBTT. Werogm (1996:314) FaBE@ILILY ‘2 60860 LI6D LILEHLOWITE
UIDRIGLY  FpSMmIB6Med BL 6D aITDHmBUIT SHolfdHd (PQuITsd LGHHUWTHS
SMHSLILGBHBSHI. sTe0i@eu, FTlNBoUSH, G, Calensv GFuleug GuT6ev, HL 6D
LBIGIY  eUTIDHMBUIET 2 6iTEhemlIalTdd  HHBULIBHMSH” 616011 HHBISMBT.
Qureasusbyt  (1964)  erapHIdMTY, “BILGUUB  BLObHeT CHTBMWID BV
NHGHVSHPHeN 2 _ewie)] GFHflly, &FT@GHUY, UTEIWID PeHF LOBWID 1S
FLBIGHCMTH  OHTLTHUGSHHIHIBIT.  DiH6iIg, BT BULMB  HLEIHIGET LOBEID
UTL60&6TT  BLoGl  (peiiGenmjberlledl  DgliLienL. 2 eiTemhenieledr ey dFdlullen
OeuefilILTLTGD. G&H6umev, BT (BLILMB [HL RIS OBEBILD LITL 60&H61M6  Liflemrmiold
OBBID eIeTFS SHBOFWIEOTE BHPITEHS HMHS (PIQUITEI . NGHUWTTHE LOBBID
grus (1979) uwpmiGpuierfler BT GUUB UTL 60, @6DF OBBID BL D D&HUIn6
QM Fl (B (PIPEMLD 616l UMTWBISHATBIT, NHI DIGUTHEN6N HEVTFFT]T S 600
UFHBH LT H61Te0 eediBT@LD.

RUFTellsd 2 6ienn LIsLGeUMI 6ueDEBWITeN BT BLILMB [HL6MMIG6T LBS GLoTemLIgSFT
(2015) wguiell(hasImmit
® GUPJT [BL6MD, FTHIEG BLED, UTdH BTF (4ed [BL 6UILD)
e Gamliueur BLeD, HFFeN BLOUID, @& [BLID, HS LOJ BIFFT (FT6l
[HL_60ILD)
® I BLAID, HJWD BTF, HFCAMTOHT, M&BHWT, HMTHHT LGUT
* Wy FehaTy mLeD, HHGHUI HL6eD, CHenBseiet BL D, FHAHIHTSH

[bL_60TLD.

st (2016) @PIidGeugs Gumev, “Umeom”  BEWID “‘BHEFHSHHWT Ui
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Quarels BTLGUUB HapFFlsaian Waald LIFUsOLOTET aIgaImISTTELD.
Cuome  equamells  BTLGUUB  BLTMIST  GBHH  GuGemyr  (2016)
QUEMBLILIHHHIBIMTT:

®  FH6VAMBENNQ WML LLD : GUPIT, S, LIKTF6L

®  FIDLI6GOLLT OTeU LID : L60&SMUI, [HIFNWT LOMMID [HIeYOSTUIT

e IB TEI'LID : LITQUITET

Cuaud FT1&(2013)Heugk ulelsv, Coma@ euaTaler Heutd (LUPRIGY) Gumym
gmbury u@dHuled 2 _eitenm eflefibLBlensy EenF bHMEVEHTHENT LOMWILD LTS Flumiy-
QAMFHHMEVEHTHENTL HBHIDSHHLILIBID 8 euenswiten Lefls QRenFulen EgHielen]
SPWiULTS  ogLseler  omepll ellulsd LoBmID Ser-Qenguiuisd o elemimiseieon

F(HEBBLOMEOT  6)61T 85I U6ITETTITT.

2.1 GrTHasmigelin
giousoLfl BT GUUB  BLIGHH 6L LWaTLBGHSULIGD, LGB alenHULITeT Send
LOMBMILD OTEL L IGRIEAL
SuTendl,  gousolfl BTl GUYB
BLTSHH6N  LeLCaum  6U6mBHHM6NT
alleufilILIg) LOBBILD LsLGeum

snyemlidentsy  Foueolfl — Qens

LOBGID BLATSHSIEL BIBIDBS! QG
rBphissmen  CeusllFFd  Gum (e &M _Bougdl, DbH  puleupsidensuller

CrTHEMmISH6N.

3.0 yuiellel SIemIE (Lpems
RLIFT  LOMHVGHSHL  FIDLOLT I LD  &THH @t  Hengulsd
SIMWHIHIETENH, DH @B HNSHHIUOTEH DL WITENTHMBHDH OB Teu(HeiTengl.
FloUeOL] @bHW BTLIQET UFeUTBBISE (WhHmHW LGHHH6Me0 Qeiimr@D. sl
giousofl ewsHIM CFemevd@ 2 sl Usl GuBma. BbhH pule] Fousolf
BLEID LoBmID @enFenwdF SFBMICw QmEGLD 616iILSHTeD, Q&I (PBMSIEVID SHFLOT60T
UINTGHD.  HPUIOHSBT  HIO|  (PHEeHD  OBBID  SJewILmD  [Hlensv
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cpsumiBeMedlmbdH  CFHFGHILLLEH. @UOILTD  Hemev  HI6Y  L|HHBHMIGB6N,
ugSFHflendmein,  OTHT(H  BLENQHMNBHET  IDBBID  LO6T-6)6MRIGH6T60(HHSHI
CraiflbaslIL_ L . FIOU6VLLT LTI L SHF6i Qe FoHHeN60EhTH6I, Bl 60
BHMEVEHTH6IT  OBMID HLe PFFWTHeNLOBHEH (PSS HH6I60 DieMLILIe]
Crymmemiev (KII) oBmib seuend OFebHHID &1 aleurshd (FGD) wewm cpsuld
WPpHeiemnd HIe| CFafldsiiul L. usliubdl TSHF (LpemMm cLPeOD U I6)|dHT6
rHfHeT  CHIHOHBHBIU L. Hiey CFafllIybd DHemT-HL L 6DIDSHSBILIL L
Chiymmemisd DI L aueneiidbell  LIWLTUBSHSULLL60T.  FLoLOLFled  SHeuT&FSFT]
poeuemiseter  Fev  BLem P Fflwiselen  (PHBW  HBeued  SlerlLILeu]

ChiBmenTeLH6IT  6T(HEHBLILILL 60T

4.0 Suieler HewtBLIQLILIE6NT

Uielen HeTBLNQUILE6T cpeiiml Llfleysmerllesr &1 efleuTdHdbaliul (Beemer. (LpHev
Ufley  Fousoyfl  BILGUUB  BLTHBIL 6  COHTLILUmL W NenF&HHHallH6T,
@uemiLmeugl LNfley Fousoyfl BILBULUB BHLIGHH6N LIsOCaID 6lemBHH6IT.

4.1 uehusbwTeled MbH RN Hdb[HeN SN
gFlousvLy] @eng wJLled BHmed (PHPWd SMHAIWTGHWD. SF FHSHTEOTE “HFH
Cxmed” OBMID LOGWTEMITEL e “Gor. BHmed” 61eh  G(HEUENBLILIBLD.
> swmfli: LOTLOLD Gumeti
LD & 6001 (BB 6M6TIED GDLDHSI,
BOULIGH SIBEVLDTEHELD, A
(PEMEMBET  GHBIBUID  [HBHESLOTH
2 (HUTHSLILIBHBSI.

V14
T
f;}‘

> oneibsen: @Hei Henld CUTHICITH
2 WpHL 2.5 o9 auemJ QHBGL. QLG USBWD HWnen (16 HmIG6L)
STEUMID, U6VHI LIGHID FTWITed (14 YHIGH60) 6IIBID HMPSHBLILIBBSIBSHI.

> uweUT(h: Qm (PemedHEhlD alleomigd BHTevmsd epL LILIHES6TMmB6r. FTulmedt
UGHUTeL Ooevedul Heimidh CHTevId, HWITET LIGH U0 6I[HEMID DIEL6VS
ugelen CHmevd LWETLHSHHLILIBE BT
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» ol CHTelel @@ (PSIBEHD  “IDJ6OT  6INID  GIENETULIBIGBEITED
@emenibaILLB, “Ug” eerlUBlD GHTed LI DL &6 BEMID “LITeOT” 6TanilD
@HIDL]  QUEMETULIBIGHET  (peVlD  QWISSLILGSOBe. RemFdHE iU
QeuBenmd OBTeIB eellenl FFOFUIL (LpIQULD.

» aundleb@d (Ipenm: FTWMET LbhHD eNGBUWTEVID, SHTUWITET LbhHD “GLT  6TanilD
30 Gef pen  WISGFAWTID THSSEILGHBH. BFH  HUPHHl6L
OamhiIsalL LU’ 6 SendbHULIBLD.

> @60 LOBBID FHMeVEhT: BB 60 OFHefeuTend WBMID UBBL UTWIHBHH).
Qs anflb@GID HmeVEhT “HIWT 616l DMPHEILGEDBTT. @ReuGy
FHTeNHmBHdH HL_BUUBHHISBTT. QRendF CUHLDLITEVID 6T6llenIDWITETHTHALD,
CHremaudbsBamL GIbUBSHSUILL L HTHD ENHEBHELD.

> Bameit/ed & ment/soiemm

o MWL QFH SmIDLS HBHBHH6T OBWID WIFFL LD OEHTeni{l  &5leument
algelled  HWMHHSUUGID  LIPEDOWITET  SHTM  UTHHUID.  B&H6i
SIQLILGHUNL “LTmhid)” 6IIILGD HIN6eNT 2_6iT6NgI.

o UMl eIHmWS BCHTeomed pLLLBD @&, “UTsTIT 66l
(LpemBUTEOTTED (616301 G\6TOT UL I, (pLevL, DSHHFFTB &H6VEM6 )
QLo6STEMDWITSBLILIBABHI.  OT6  OQBTIDLHENTED  DH6VMIGISHBLILIL L T6L
@& “Fm U GIEIMID  MIPBBILBGHSBSI.

o amde@D (pemm: “FdsHT eignid TG JULT GFHBmend OoTeni(H
aTdsslLGEBEH. RFH Rgenwill GUTEB DYIpTEN WBMID  SLDLTFLOT6
e6eVlem!  61(LLILIEIBSI.
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> Logn

S @&  wewt  FLLSHHeme0  (Io(Hev)  OFUIWILL L &lewTemor
augelleomenr Al HTen  aumHHWID. BHenr  Csd LGS  “IprisT
ST ILIB S B GH.

SWl: B Dievevdl Heiml &L lgulenr  Gosvedlul BxHmed  Olsmemn(h
ApLLILBaEB&E. “‘Lg” aelIu@BD GHTed LI enL 6T elpevld SmIsaILBID
RQal, Hlewenderledr (L ST 60) GHHBBIOTE WD HTJEMILOTEH
DFHB DIFHTOeuew BRI GLosLeVIW! edlenuld HHBIMBSEI.

aTFsGD  (peom: Sreiy Olosbellul pmidled GFFlHenend O\omeni(h

QUTHBHBLILHSBSI.

> (pawefl

SmlL: @& UehFUSWTeNT 1016 (PSHSWIDTET  HTBHBI  eUTSHHUILD.
g g emenll Leusd (..0LT), eJ(p Hiemenadel Oamemi ogdh @Gmul (Brer),
LOBBID  SHTBDB  MHID LD  @e06V  (HHFH) pUHUl syl
UG HBenend ObmemiL .

iy QP @60l @@ Ouewienlledl @GHIeweoll CuTem GSellenOWITS
QmUuUBHTe0, @FH  HeuFFFSIIOTE  (pempuled  RenFHBLILBI MBS
UehgFuSHWT HHIDFFHerleln CHTLHHHH6L HT6M  QITHIUIBIGBEHHESLI
LUB&, B Qreiey (FhG) @eiujel RemenibgH SenFsHelLGSBHI.
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5.5usofl BT GUUDB HLET 6M6DHEH6NT

> HeLHMUl

“‘gevarul” eailgl CoBE@ @eaTele BT BB SeOTFFTTHI NIDUIGE 616yl
Uyueoons  SPWLILGSBESI. H6OSTUI LUTL6D LOBWID BLEID @ Fpd LOBMID
10gh Ueiienenllenwids Osmemipotengdl. @RH HFHT  Uenguilsst Beugkl  bHreiled
CeulwiuBy @M FLMEG BILGUYB BLOITGHW. paTelel (W GoB@L
UGHHUID H6LSHTUI 2 6T D060 LITUI 89°65IgUITenald GlomewrLThHoBIBEHI. Hhd,
&b, LW, @I, Camev, Hlameir, Lleremmeo, OFemym, SmTQuim WBHID WIFsHT
HHW G msmenF  CFbad oMb CUIGeT LOBMID  OLIEIH6T  HHISH6N
FCaTHITHeMeT OFPIIL] LoBMID HEWIL DU|EThHBTH HIFHT ChHafullen odlmemern
OuB @G BI6T WWASHID 2 sHiemalfHd QHSSBMIH6T. Qbs FhHIULISSH60,
@end  GuetEeT PTG HVSHBES DAHEBL BLGIOTEHEBITHN, SN
QLML UT60 HOBTUI GHHSH DLVHI FE0ABT HHPH 6T6eiIml  DeMPEHBUILIHLD
@M BTLGUYB OCsuieud (BTdH wBBID Weogm, 2023). eeBGe @b HL LD
HEVBMUI BLEOID 6I60IMI  HMPHBLILBHDBBH. Hlewev (HM6LBIOTH  (B). HELHMU
UTL60&B6T  DIH6S LD  OBmID  SenFulLell  SBBILIUBSHNS  FeOilil B
&HIDFFwmed HIFlisleimsen (5Tdh LommID Wlerogm, 2023).

BHTNHMSH UFHFHGHWD BBID BHeneOBBISHID OBBID GHTHendHd & 6w 6w EHLD
sMmalleell  CHmed, Mamedl  B@ID  CQuEbuTed 19y  Bumep  FHTen
QUTHHUIBIGBET PGID. BH CHTeME0 UEHHMBHI. HFTH HTeNHMSH GOUGHHMTLD
Csmemih OFeLHMBH. peoimed  (wramfl  @rene]  Liguevomesr  &lemTdlddHe0
QmFbsmalwTe  CFaBeiTenal  @HHHBIBH, RH  GLTarsd  Hienewienul
QUPBIGHMBHI, OUHIDLITEID HEOUBTE DIEMIOLIL] HTT6IIOTES  HeUMTen  FiHdulledr

SIS EBL 6. BLHH CuTdl UThHoud SBHTEIHOTSH  HBIHSHILBIELTSH]
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O3 QLpsLedlemFLI U@&SHlemuiuib Bl6m 6V BISHHIS MBS LIggeufl W ds H61fl 60
(Dmassmed  HMEVEHTH6IT), CHTeL auTFlILIMD HWHHL CHTRIGLD BHT60
QmFUIL6N  BLEGHHL LBIGCHBAMTT.  GUewI LT &HTH6IT  LoMEmID Bl 6odh
HEM6LEHTHEIEN DIEMT QUL L HHBEH6IT HLDTHID CUTHID Dieu] SRend b [hHalleni
TFOUTy. @bH BLOIHH60 LWeTUBGSHSLILBLD LIQsH6eT LS  6T61enLOWIT6Ten6I

LOBBID WewI(BLD LOeWI[HLD SI(HLD.

HELBHMUI  LITL6V&H6IT  OUBLDUTEIID  eifss  oBmID  STHO  SHHLUICUT([H6THm6N
Sl WLITHSH BTl enel.  RUuIBend, LIHOIRIGET, HLY6TIH6IT  LDBMID
OpuInmiseer olemdaddemd I (HLD6V6V, 6NHUITENNG  OBMID  &l6m0TL60&H6M6ITU LD
gl SHTewieVMD. QRenFCFTHeN®d LOBMID SIOCLIHESSLD OHTe Lo6aild  DTeId
HEOBMUI  LTL60H6IMN60  aPmIGLILBHMEH. oo  UTL60H6N60 HMD  2_6mIj6)
OpefleuTsd CHFBBEH, DHOTEOSHTEN LOFLAILY DHH6T ReuBenm o FTbhdH
AQAIDTS 1BHHIH OBTERIL ], Pemed GelsiTemHHmIHE B, DiHer Fov
BILUIDTE LML 60&6T  OBM@ID  BLel  QUTIHL &6  LIDEDLOGITSHIH6T  LOBBILD
BTVHHN  FHIHBENMED  HUBMUISE FTHHOTH  SMIGPOBDU  61(HHSH
Couemrigul &L LTwHH60 2 6ien HBHOCUTHBTONTHMET HEWTIHM6NTSH  JMBdH 61360

(BT& B@ID Wlerogm, 2023).

H6LBMUI LITL_6V&61T. SlgliLenL_uilev Syewr(h SHI6N6001 & G (LS BH6T L
Ufldsiul_(HelTenssl: 60D HeLHTUI  OBMID L&l HOBTUIL  HeLHTUI  HT6ID
o 6iiepM] GThseled LT] 6161n HWPSHSLILIBGSMEHI. HTNIPD 19TID6T0 DiIQdHEGHLD
umeIUWLD BUBSHE BHUT TBILGLD, 6eTed SbdH HevbTul UMFlem SHIULBEHSUILL L

GSNIUTL_ ML eIenSBLILI[HHSHEVTID.
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> 75768560
Qe UL 60 alIfl 6T, SHT6ILD LOBMILD
AemFWenIOLINLILI QuTBIHHOIENT, LD
BLID HeosTullelmbd FBmI ol HaHWTEFIOTEISHI.
“7878®60” 61683 AUTTHMBUID @ (PpHeIflulBLd
QFTBOBTLITGW0. @& “T676569” wHmIbd “GHel”
AFW Qrewis  CFTBHNET  HEVEMAUUWITGLD.

QUEBLDUITEVID 60T  [BL IS  HEDEVEH]T  DI6L6VF
SN  HEN6VEH] HH Eemerruimes  GILIeHI [BL 60 HMeVEheDT JTFTEH6V
CGur” aeiimid, 2I8%H BCBIHHEL BLEID HENEVEHTHET HHIBET  SeHEITLITE
BLENG  HMeVEHheDY TFICHeN Gy eIaimiD  DMPHAMTTH6NT.  DICHBLOTE
AHHHH BbFH HLE QUQENHHET LITL6D 2 66N _&HHD 2 HuTHBH. RbdH
BLET  QlgaIlD  HIDUHBEHHE enl Guiwmer  &THeL  LFIOTBBIHMSHDH
GNBABEH. DwaisH 9 ‘THIHTID” 106 (WwhHESwwTel “adifiktis]’ JFHmSH
Opelleurdsds ST FAlILGHSH wWpuld. eleiBeu, F&FT6H6N BLED DIPSUI6L
FMTHSHT60 HENBHHI6TENG 616l BTLD FnMB6VTLD.

> GeoggmLm

(WHmBUI BL&T algaIBIBEmentl GuTeuBeal “weneusmm” BLe(WD @M G®MedbE
@QemLuleomen HTHEL OBBID HTHML FHSHFEGHD @H 2 60IJOYLLTEULOTE  [HL_63T
QUYAIDTGID.  leugFmuill  QUTMHeMTHIIIOTS  @QHULSTEL, @bd  LITTHESIUISHIH60
QUFILILGNTHET FTGLIQMWEF FMibHl RHmBBMTTHT DI6060HI OLICHLOLITEILD SHl6oFf]
60 Geauemev  GFUILIITHENTS G (HBHHMTTHeIT.  Breledt  LIFUTLILITEN  HT6V
S Leaumenid@Gl  LIBEG, DUTH6T HhIH6T Fnl L TeMBEHLT Fl6v  HIHT6rDmes
HHemIBmeT OFevalBBBTTH6T, RbH CHIHHEL auTHeT Qb [HL MG
DIFH6N QLN FUIL 6T  HBIDHHIBBTTHEIT. Ot  HL D — HENEVEHTH6IT
QumgleuTed uUTGD CUTH HBEIBET UHID  FHIEDEWINUI LDENEVITLT 6T
QFTBOBTL(HLT DHIPLILITTSH6IT, 6leniBal @bdh elgaldhHHlen CLWT 2 HeuTergl.
GLoeLMTL T BLEMGHSHT LTL6D LolGaD @evleniowimeingl, Causshdle0 OILoGHIaITH6D

QevedlenFWLTHAID RHBEBBH. G 6 Ol FrdhEen (Higli] sHIPBF) OCHTmILGl.
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BLEID LOBeD eTeflemowiTen  oBWID  Wemi(BD  6WIBID QIHD  LIQ&HENETULD

OB TemtBeTengl.

> BrFeflwm

BrFelwT GoB@ elpamellell LIDeDLOWITE BTL BLLMB HL 6 QIQ6IHIGH6T60 Q6IBTHES
SMHSLILBHBSHI. HLBTEMUIL GLTEV6LLTIDED E& I (PHBUIDTH SH(HLOGT SlLPTEH6NT
Cumeiis  Fewpd HopaBelenr CuUTH BHHELHHILGHBEH. BbsH OUWT HL 6T
HMEVEHTHEIT  oladiml  QUTmeTUGBD — BIFewT 6l UTFHemHUI6OHHSHI
©_HEUTGSUILL LS. igliuenulsy, @& gFousoyfl GwmPuisd “Breeiwmed”
6T SHMIPHBLILIBID D60 [BL6MEH HENEVEHTHENTL OLITHIOTH [HBHLPSHBHLILIBLD
SLEWT FMJHS BLET SUQAIDTGID. I BT H6lled @ &HUp FBIeTHei/ eur
BL 6B HEMEVEHTHEIT  Q[H H(PMEY 2 _(HeUTHGHUTTHEIT, LDBHEH6IT  DI6UTHEN6I
“‘umya))” (S HIewT 2enTeNeBIB6T) BE Colemevdb@E JIDTHHINTTH6T. RbH HL 6D
GRS QbPH HBHLFHBeMNeHHH SHhIH6T QUTDITHTTHMSUD L (53 63IMm6.
(peii]  OUewTHeT  H(HID6WT  2anTRIeVMIHETED  OF6V60 DD BHBHLILIL &606M6V.
oTeniBeu 6o [BL60Idh HemeLEhTH6NT oL (KB Cauenevdd DIDTHSHILIL L 60T.
BTEFOIWLT  BLeD  BmId  RewF  Heosnul, J&Fjésed  Gumeis  Lm
aaImIGHMeHHH WOGaD Gaumiul L&l bBrFenwr SHremd urFbuflul  ens
(WpemBEeMeay 8 THITHSeI0 CFLHMEHI, LOHLP6ITEN BTG IYAIRKIGHT 6
LTHITHBMeNS  ObTeni(helTener. penime0  gedbeum@m  eugeudHHent  Couspld
Coupu L gl ogliuemLuled, BHIFONWT BLETHH N LTLVHT @ HWDH
CumeiBemed, (PHev LgenUuld OFHTLTHH HTeNHHen Hlewewru|L 61 GeugsLoment
LIQ&H6IT IDBMID DIMFeYH6ET 2 _6iTerenr. LITL60 Siofellsst Gurgl Gzmsv 1ol HELD
QmFSHBULUGHBEH, UTLED (PRHSHHID (WP DWFSGUAID (WP iFFle0
SlYHSBHI.

@hs “BrFalnsssl  2aalevsHms GVl WTeds  SMeT  epToHHsere0
FOUL(B6TeNeN].  GHUpaled 2 6Tl [BL6EIS  HEN6VEHTH6NG 6160016001605
LOTMILIL 6VMLD. (Lp6edTaoTendll [BL 60D H6meVEh]T @(H JTedmenelll GuTeD 2 6wl Wiemibl,
mauled @M Fmoy (BbHwmeled SIF GEIDUSHHE DML WITETDTIS  DI6V6VH]

Camulsvmerfled LIWSTLGHSUILUGID WTd aume0  GUTEIB  GILOETENLOWITET  (LPIQUIT6ED
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0 @ MNAM) IS BLILITT. BHUP6ITEN BL IS HMEVEHTHET “LTENUITHHEI
6l SIMSEBLILBGBBITHET,  DaUHel  BHSDFF  (PUWeUBHID  Dieusnjl
NeQsTLTdmryser. “BrFalwmsser  srellmseMelmbal D16 WITLIKIGEDET
dbHH HapdFdulssr Gurg urLed sufleel  wBBID OFHefeurssr  (ewmuiled
QULDMIG B BT 6T

> ugelum

ugelwim eteiiig CLoB@ eaTallsd Blevald LOBOMITH Feps-SEOTEFFTY BT (BHLLMB
BL DTG, “Qmmelwndser RbdH LUGHulled audlb@Gd @ FpsHH 6] LoBBID
SIUTH6IT LUMTFOUFUWIDTS 19FLIDer0 eTFLILITE6IT. L6V 0%, Felpdh LOMMID HEVTEFFT]T
BBaEMN60  QNmFHBMONBMENT  UTFIILISHE  (LPeOID  DAUTH6IT  HHIGH6IT
QUTDAITHTTHMSH FL_(HHBTTH6i. FlbueoLfl Gomhuiled, SieuFmen “ShHT UTT:,
‘umellwim  UTMTY,  “HLHIEN”  6THIMBILD  DMIPHBLILIBHBITHET.  DieuTH6riled
HapFFseaien GUTEH DiauTHeT LLGDI SHTENMMIGENET Q6IBTS & HHIHMTTH6I,
@& uDeNwm BLEID DIGLEVEHI LITL 6D 6T6IMI  DUHIPHHBILUGHMEH. DHI 6001
FMJbh& [BLE IQaIDTGHD, Oeeled DmeHd ! QTITHEHD DeTHCer. @b
BLeTSHH 6N CUTHI DIUTH6T 6w DHBITUTL 198 DIDFOBEMENUID OFUISIBTTH6IT.
QAUCUTOHe6LTID  @bdH  HBLel  UTL6d  LsvCGeum  @emFwsnIoliL|sb6iled
QAememiBHILIL([H G LIS — HEMEVEHTHENTED  dal  [HIHDSHHUILIBHBSI.
BLeNGHe Goumsld 10d DFHHOTE 2 6eNgl. QbdH FLOISH ewF 6
LOTHTTHBMeNES  CbmewiBenengl. UTLeledr GuTgdl “FmlLm .gm &sr”  ereriuBLD

Fw QFTBOBTLFHEmHD LUWTLIHES S ILB S 6T360T.

6.0 Fbueoyfl QenF LOBBID HLEGHH60 LOTBBHIGHENT
DN HEH HOTFFTIRISEOHID OTWID  Heilenld OBTewI_emel  OBmID  CHTL JhHI
LTBIBOBTERICL  QNHBHIMEN. Q[ LDHH6N 6lhFH HOTFFMTHHIN @H UGHHUWITH
QMHSTVID, DG BHFFLIOTS  IOTGID.  LFeleled  CFweOUTL 196D,  HELTFFT]
LI6NTL&B6IT. . FaBIB6T @  HOTFFTISHIHeVBHEH  QROeiT® — HeOTEFFTTHIH MBS
hBHTH DTN, HEOTFFMIMIHET OTRIDCLTEHI, DiFHl 1D&HH66N QUTDHMNBUTED DI 60T
HTHBHMS GBUBHHIHMBHI, Gwsvd S LHH L DWNHH  FLpDHHIH6 63
HOTFFTTHHN LGB  DibFRIG6TeVID OTBBHAH6N FhISHed)  gBLL (HelTendl.
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FlousoLfl BL 6D OBBID EREWF DIH6I HT6NID, 2 6MLH6IT, LIgH6IT, & ([HeVH6I60

LOTBBHEIGBEHHE 2 66NTH  QIHBBEI.

LIWIGTLITL 196D o _6lTer Ok IRk QUGN U|LD LOTBMBMIS 6Théb &
o 66T U6iToN . EIGRIERIE o MUHHI QUITHL_&@ETHLD @RABxBLITed
®_(HUTHIU6ITENEN. Diewed  (pedi| SHeroewt, @R, GxHmed wBmIb  LsLGsuM
Camesemedmbsh  Ouplul L sulIBIBeNTe0  eenel. Hefloewt OBBID  @gHTe0
HMHMBEIT HTFT LOMWID 191DHlg sTevlILBLD LNeNmTervigd BB HBJ  HHNHETTED
TBBLULUGS B,  HHONBMET 2 (HAUTHGID  FoUT6OT  (LPedMB,  RUIBEND
Quml serfledt  UBBTHEGHMB,  BHABele  HMMBH U6,  HleN6VUITET
ugmofiiidesr CHemeu  OBBID  mBelenend  HHeNBEHHBTR  EHemeuuled
QL GOWTHsH gFfle)y SMFewIOTS, LIPHIG dHHEHD uTFbuflul  Smellssnen
2 [HUTHGHaMmS B L. & SeuTsmerllen Lipsnowimer OFHTIHens0  LOTMBM

Coueninigul &L LTWHHBE DieUTHmend SHeiterlu|siengl.

Queptbumevmesr  UMFOUfl 2 6wl &eiT @UCUTH LWSTUTL 1960  E)606m6V.  [HL 60Td
HMEVEHTH6IT HBOUTHI GHmMHSH eMlensv LOMMID FHenHuled 616MBHTHD HlenL dbEHLD
oo Ul UL HemeTT  DiewlbGI6T6NadN].  FIOUSOLfl  BL 60D  HENEVERTH6NT
Queplbumeud  Foueolfl em&BHHBUIET Blodhd Fledtemomen LTFOLIFW  FLoLeOLS)
FUSUMLET  mBHHM  LILD6UHNET  DIemeUTTHeiT.  GLHLDLITEVTEN L 6NeldH6NT
Feaully, &mUY 1BHBID  CelsTensl BB  6UENTIEIIHIGENET  E)6m6uol bl 63IMmen.
Amulisib, @bdH BT &H6M60, [[HL6WG HemeVEhTH6IT  CoenLuled HBalpFd
BLHHIDCUTHI 61hH alemBUITEN FIDLIGOL|F FL DL eDUIUD DIemNeUTTH6IT. DI6UTEH6IT
FlousoLfl  QIQEIEDIDLILIBEHL T  Fnlgul  LI(HHSH  LIL6D6USHNET  DI6ul6d6mSHULD
HITEWIGOMD.  LIFH606MHHITHET  QIPHBIOTe  FIOUSOLS  mBHHN L sneudbeiilein
IIHH Mensvenl! @ SHTFIOTHS G L. HawsFdleeaien Gurgl, HLemdh
BHMOVEHTHEIT (P9, BTHI, (WPHG, HIHH, b, mH, RBLL, 6lJed, HemIHHT60
LoBEID HTevallFedeT CUTEIB LILGaIM 2 L 60 LTHHISmeT LiIsOEIMI 6l6emHUIT6T
HENBBHEHL 6T DHewllTIH6T. RHLULTNeID, RbFH BT H6Med RbH DIeLVMIGTTHIG6NT
GUUILHHHH  IDTBBHIGEHHE 2 6TT6NTHUGIT6N.  DNHH UG HLDT6N
SIVRIBTIRIBEHID DIEUTHENTED D600l WLILILIHEIFHEVN6V. FLDHMT6D LOMMILD LITFLbLflul
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DIOBIBTIRIEET  QTeoi(BD  LWTUGSHSLILBGEH M. 116D  QUeHBUWITEN  [HL_63T
SLUTenhiGeT  @UCUTH  Wed GHoBhSH elemevullsd  FhewHulled —el6MMHTHD
HemL_bBHeimen. 6160iB6l, ibH HBBeMeT LWeTLUTH SBOUTH  H B[ HHI
QUHBIMBSI.

HTeLLIBLITHSHIEL  BL 6 LIQHMEID  LOTMMHIG6T  HTewllILBS6met.  FLoLeOLf]
BLeGHHe  urgouflul  Lig&HeT  GEITHed  SHHbLs  HHbUeD 2 6iTere.
SBOUTEHHUWI HW6V(PEDM BL 0T SUISEGH6TH6T LD LOBBILD SenF HTENHIHEN6N
Bl SieuBens WD LlFusoonsald Genl. FTJheHSHTHAD  OTBBISIBITEH6N.
(WpsUTaIsHs  HILGUUB  BLTHH60 Dsvev, UMTDUFW  HL6IGHH6L LS|
WFHHHIUGHBEHI. FousoLfl BT GUUB BLeTHmsd Csud eluibd meldbHsH, Heler
MFMNBHH6I LOBMILD  (LPBHLITEUNIHET 66t dBLILIL (HETToN6.

goueofl HLeMD oBmID  SewFulsd  grmeniomen 2 6  mmId  Geuelliims
SITIY 6001 61T LD B3I 6N 61T JBUBSH BB M6 HON6UTLOUILDT &53560 LOBWBILD
CoB&H A wipwIDTEHSHe0 GUTes LIsLBamI Feps TBM CFwWeO(PenBEH6T Gaeiiim
HMyenlldenT@ID.  Fousolfl  QemF  OBEBID  BLEOIHHOT  HeHHIOUHMDH
HIIHHINUBHHIL 60T HeLLILIFHD RpHHHIaL_MTHL. 6101860 FloUsLLf @RemF  LOBBID

BLHHT UTTIDUFIUI FnpideneT elewlILBGHBHIONG! 10d (PpdHasuiDd

7.0 (paimy
glousoLfl @XemF  OBWID LD  FIOLUOLT  DieVevdHl  @leFTellsd 1ol (HGLD
&L BLUUBSHSHLILL allevensv. Q&I W&aD Llyusoomen BT GUUB  Seng  LoBEID
BLMIG6NL @aipTed CHFlw Bmid FJauBhas enalsd e FBUY &L HmsLl
Mg gieiengl.  GwBsv  elleufldsil L DMbgkH  cUHSUWTET  [HL60MHISGTHLD
UEhFTHUWIHMSH QLD UWITHS OBTERILn6). LighFTHUIHMSH DlQUILIENL UITHH
O®TemiL  BLMIBmeNSH Hallf, L0 2 eierien. CoB@ eloamellsd  FLbLevL|f]
BLHH LB algeumiseT. QULTemID, @eneu FbLsoLfl BT BLLMB HL63gH )68
WEeDd  LIFU6VIDTET  QIQAITGID.  HevdMTUl, JFJOEed wmmid  Georegmim
AHUIDS  ewT  oBEBID  COuewt RmeumD  URIBHBEGHID  APSIIBI 66D UITE
L GUIMIGET.  e0T60  [BIFNWLT  OBBID  uNelwrellsd  oieiseil 1oL (HOLW
uRIGamamTyser. @QUBUTH Hev G miEelled L6 [HL6MGB  HM6VEHTEHEIHLD
BTEFONWLT LenL W6l GBFJbadl UMmBBTIHT. g HollJ, BHLET [HeOL, 2 6L
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LoBEID enFHHMHONB6N60 BLIBLD OTBMHIGT HBOUTHI H6)6d b ILIBHE emeT.

O)]13¥:3

LD (BBHI&6TH B T60T (PSHBULI SBITIJ 630 61T HONGILOUILDT 6V,

CLoB&HSHHWIDUIDTEHBED, 2 6VHIOWIDTHEH6E0, 1923l L 6VIDWIDTHSHD GUTEIB  Fepd

LTBBHHeN  LsLGaum  CFWEOPenBEHET. TBMBID HeMJHE (PQUITHSHI. 66D

Foueofl HL6eMD LMD SenFullell DIFL FnBIH6T LOTMMWID 676 GLUIflevId

DG SIPD BISHBHIICUTHHELTHI. FIDLIOLS] BLETD LOBBID RengF ERFewTgsevid

Fev lene|Basmevmelt Fifl GauiwliiL Geauswi(Bd, Diemeu FIDLIGOLS [HL 6D LoBMID

QemFUINET SNQLILIHL_&H6IT LOBMBID H6M HHIQUDTE DIDFRIGHENTH S([HHGID, Dienel

ChID 1oBEID S HmBHLI CUTHLLIBHHSHTIO6D OTBEHInL THI.
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UUIONGF  F(HBHSHBLD

sUlpESH T @ang WLHoIh BLer WLryseald SGarHibrsilar HeUUsD
LMTLEV&G6T Seflggallnmer QLSS QumMeTaTer. &hs ISemnlil, 9§
Qemmseafler eedwenoliL, SmeT @l LI WHMID QFTH&HEelar @UIGHS HeTemnin
SLELIEME H LI HLD MM LSS umLey  @evsHwmnsefledmbal
GoumiLI() & & G 60T M €oT.

GILILUTS, BeorRFIBIEST LWaTUGSSID aGLIL HemOLILG&ET (U@L, eIFarTL,
Fhg @l L) sllps FepssH6 Bleval albs HKrmdll @ensg - FL6T L0FL & EHL 60T
@ueLIms @enerHermerr. SFmlul BLETHEIGET QUBLUTSID Qsuiel eulSlum@,
GUMTISHSET Ielieald, Fend  Nprsser wHweumniler g litiemuiey
2 (HeumeTenel. SjamMIeT STaT enliLb, 2 L6 SMm&Fa|&HEbn, Hmall eedseEbhn

FHLULUSD euGLiLsafler Fhs el 6T QBIBRISIL DML G & meor(h6TeTer.

@e6Ueumileys &L (hen, S (HLILSHD LML &serflev Smeoor LILI(BILD &L
Semwliysesnd sllbsg  Sordlu  @ens - BLeT  WJL&HEBL  @)60) L GuImeoT
QBTLILU&GmET, GHIBes®&slUlL  He UV nls abhSs6aTL O &erler
g LiLenulley WemmuIns ule QFUR M

. HOBCUMATHEEHTTET aIGLIL
FHCAUMETESTTOT aIGLIL, STLH PBLUSMSUD, @BUSMHSULD @)606eTTs S &
QFaID aGLILUTGL. @6lalGLNe mearRFEMsT Qsuias &Il Asamar AGHT
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aulgeiley euFesoll&SH M.
1.1 um_ev Gmilliy
“QuL gmeve LLG ALTT BrLs Uanpss -7 (Siear&fbrsr , ooy
4: B(BCOUETESHTTET 6uU@GLIL])
@pbsl urLedley C&MUIL, QF el 2 (hEUMBIGEHT, AmnFe Blembs &TLH&6r
AFEWmal @& allgalley QeuelLiL{G S ermeor.
1.2 &bg SemoLiLy
@&FFHHID FeVT VST I eMLIDHSIETETSI.
L3 Apmdlw BLer elilf@k
ey eowd s Homdlw pLeTmisefley We WNHESRWIDTET @ L INMEGLD.

e Q&BMMHMemE! HLETLD

o ofTUSHTT BLETLD

o uflBmiiguwid
@emallmeaTEH D Hley @l LD IQLILLWTS 2 6T6mEH. Uemm, SliulemL,
2 H&Hm& GUMeTm SHell&HeT @Bs @RL LSS 2 ulTliLLer QeuetlliL( s S ermeor.
BT, HHCUMETHEETTOT  aUGLL QueunsCes Symdlw  [FLeT  SheT
SIMLOLIL|L 6T G)6M60T RS
2. QUHSS euFeT eUGLIL

SiemwlL, Fhs wohob Hrmdw pLer ellf®

2.1 QUBSS UFeT aUGLILINET STl
sieeorAfprsilar  HoLUsy  ausluselfle, GCL@EES 6UFOT 6USGLL QW
WESERWDLTTQLEGMSL QUURMS. @QBS aGLIL, Q&me HBerld, &6l alliflay, FbHs
@l LI wommun  smer  aedemin  Bweummler oigliuemiuiléy  mm
aGlLUsaledmhs Camu®Bma. “QUBSS aFETID” 6aTm QFTLGCN, 3I560T
Qemmseaflear s, 2 Faifliy BLE HmID RF UPEHMS 2 OISR M.
QB UGLL UTLU&eT UMTHeusMmsesTs: WLLEGIWLevey, 2L60 HoFesGerm(h
@enerhg  QelaflliLBaISMHHTE 2 (HaUMHELILLLME  6TLUSTEGWM. I HETT6,
QUMBSS aIFeT UGLIL, @enF WMmMID FHLETID @) FeoTeml U 6(HMHI5 60 600T8 &L
ST Q& TETLFME5 alleThIGR MmS.
2.2 UMLeY @M
@ps aGlUNG a@&H&STL LTS, SOILELLU@GLD UTL6:
“2 (068 GO LDVITSEGLD LO(IB (LD B6T+”
@bs UML), meorRfiprsiflear Qame Gsra Hmener QealeflliLGSHRPDMS.
2 (&S, “DEOTHGSID”, “LHUWSET”  Gumarm Qemmasear eedlulwe FRwMs

BerrLnmeor o gaflliemuu]b, STeTsC5 MM @) 60)600T 5 B @L LS|
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2 (156U TS (S 5 60T 60T. QelaIemd  QFMMSET, urLededr  euFerll  QUIBHHMS
318 & 1f1 &G 60T m6oT.
2.3 &b SiemdLIY

o “BID 588 Slsor S1D 5&& ST FSGEI L 5&S Hevr -

o “BlD 55558 SlD 558 558 LD 7
@b FHE MLILNET WWHEHW DEFMHBIGET: FSINVT WM HeVT UL HeVbHS
L LD

e aUl6L M QBTLIFFIWITET MEVLITUIGY

e 2 FFflller BlOISHD Gmmey, @L LD AHG&HLD
@bs FHHD, Qeumid uTUQALTS L6 @6VEVTINEN, 2 L6 SMEF|HMET @UILINSS
Srar(GlD  euemnHUNL DB SIGTENS  6T60TLIG SWTTUFFR GMIlLsefler emwow
HHSSHTGSLD.
2.4 QUBSS uFeT Gl - Somdw @eng FL
GArmilw @eng WrLssefle, LUMLeN6r Qame Berepld 69 WSS (D& UL Mt
@@L QuSeTmer. BTLGLULML LMLl :

¢ Gy QFmmev BLIg LUTH &6

o @ROUlaT WHSSmE Hma RICLTH @) en6uTsSen

o Fal (LU UMTLNEGCHMM L L L0
E SIDFBIGET & MeuorLiLI(H S edTmeor.
QUMBSS auFeT Gl FHs Jeowll, @nbs Srmdiw UTLe wrysEeTTh
QUELLITS @emerHMmE. GMILILMS, VD FAN&EMBIG6T, GMEF Blov D&HSH6T
Um@ LD LmLeuserflev SmeooTLILI(hILD 6L L LD, QelealGLIL FHS5CHTH
RUULGSEHHFTEH 2 6Tegl.
2.5 Symdlw BLer e@llfe
“BEM& WD BT IQUILD 4L 6VTLD. ”
@bs RO QUTHEHWL, QUMBSSH euFear aGLLNET FBLTS SHeTemnmenwl Qseflelrs
QaueflliLQS SRS
LUWleL BITLIQWSSIL6T L6

e UNGL BILIQWSH 6L STV nFaSH6T Ermer @l LEFH 0 emnub

e HW5I, GHMET, & IMEFGHET STMGEHMEG gmu HBernms allflujm.

e FHHID FEQTET BIMH&HTING QFTLIFHUIMS BB
QUMBSS auFeT aGLlear “Slb - H65& - Hear” CuTaTm G edl&ser, wwuley
BTLQWSHET Qhs AMFUHEFHS &L gHmFSTsS 2 6Tenar. ST, Qb
QAGLIL UMTL6Y BLEOTSHMECSH 2 (BHaumMsHLLLL @ LD Q&HTaOTLSTSHS &5(IHSHVITLD.
2.6 MM, QG Q&FTMHSHET
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[ )

[

298 QFmm&s6r = &mell 60
FHSID = 2 L6V QUSHBSHLD

SITETLD = BLEOT &L L emLoLiLy

@bHS eETMID QLMBSS alFear alGlille Qseflainss smeaorliu@Hearmer. “Si” ,

“BHES”, “Gler” GUMETM 66N&6T:

Lemm
SLULemL

2 H&HMSH

Gumesrm Homllw smellseaflar @OCWTH RSHNFROTMET. G H6OTMe, LITL 6V

U CUME Fal, HBell @aeTnCCL @M &Ml e 2 aurja 2 (BauTHMmSI.

(6]

2.7 QUMBSS auFeaT alGLLNeT QeweUTl(h SHaTenin

QUBSS euFeT al@GLIL:

SeoflBUT LMLeVTs LG E)6V6VITLN6Y
GW UMLeVT&HeLD

BLOTSECHTH @) ememTHS BTSN

LWeTLUNSHHFnlqUl FHeoTemln 68 T60oTL Sl

@s1Ca, SmerRAIIBTafler HHLUUSLL UTL&GmaT, Gamuiey eulblum®), oerrsg

Fmaipr, Sordw Bl&pa&HeT WHWaHCHTH GemneTeaEHmal.

2.8 Weys GUllY
@bS USHWTWLSH T g LliLiemuiley, LNeTeudld (NIq6 8em6T 6T(H&&6eVITD:

QUBSS euFeT auGLIL, G&Fme BemTunld &FbHE @LLUNMD Q&ML @b
SIS SIaIDTET 6UEGLIL

G FHH emoli], Ky @ens WmmIh HLeT rLs&CeTTH CHIIQUITS
REHOFH DS

Glliums wulléy BILIGWD GUTETMH [HLET QIAIBISHEFSHG @& Wasean
gOHmE!

@SeTTe, QUMBSS euFear aIGLL, HOLUUSY GLUsEsGI0n Symudlu

DIL&EHHGID @enLullevmer @@ WHEHUW @eneorliLll LImnms eNeThIGHMmSI.

3. QUIMTBHSHETEH H6Vend UG LIL]

ofy 2 eooTiey, FH5 emoLiL wHob Symdlw BLer eULT®h

3.1 QUITB&SHETS HVemdH eUGLILINT 9j6mLWmeTLd

ST FBTsflar HEGLUUSL auGLUUSE0 QUTmSTS &HVNEG USGLL
SeoflGSIanTeT @LSNSL QUARMSE. @bFH UGLL, AFar QUWET STl (heus!
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GuUmev, &eaTd, CUITTBeML, efF 2 ewrjey, WCaFD YWHweimenm QeleflliLpHSSID
amsUle) IMNBHBIETETSH. QFTMHSHENET GMNHSHSHOTNN, FHHHHET GausmD
LMHoID e@eluller QWHFSD wHWemeal QBF aUGSLILIET WHRW 6D L WITETHI&H6ETTS
6 6IT 1 (& ) 60T M 60T

(@F JIDFLD, @HS UGLIL LUTLEVH6T MF6|&HEHL 60T @) 6m6toTd:oLILMGWMEUTS &Teor
WWeWmes Qelefllu@ aTUSTGSWD. BT, QUTHHETS SV UGLIL,
Qg WLHDILD BLETSHET TLMUSHETS HMeooTly, 2 L 60 QUISESHSHMG DLOWIDTSHS

Q&mei euGLLY 255 HHSLULUORMS.

3.2 b8 SiemLiy
@ps aGLAMHSETEr WNEHW FHHLID
“G60TS S &60T&IT60T &60Tdh S &6oT HTGeor...” [1]
QbS FHSSHET SHETEONGHET:

e QaTLIFHWMeT 6260 el L LD

e 2 FFflller HLIOTOT WEHSHLD

e  GoUsLNTET HITeM @UISHSHLD
@bS FHSD, CQLOETEOWITEOT LTLISHSHTSH 6V60; UedemOWmer  &HTevlq
N FEUSHEHHGLD, GLIOTT 216 QUGEHBIGERHSL ghHm  alamsuley
DB SIETTS. @HET HTIIINTS, @bH UGSGLIL UTL&6T, off 2 eaurianel
QaueflILQSSID BLETHISCHTTH @UICVLITS @)6m 6005 60T M 60T
3.3 UmLey @Ml
‘YW ES FOGS HTSST Luwllgesy.” [1]
QB UML) uBL QFTH&HET, JWGHN, FTHGHM, THILL, WCauFd CUMETm
QFwey 2 eorgeyseneT QelafllLBssIReTmer. QerThaeflear o a5l searennGu,
GUMTHSHEH 6 R6N&@GID (PPHSID CLITEL iLDHSIGTeTSI.
3.4 QUTHHETSH HVMSH UGLIL - GUTISHHET 2 600TJ6Y
QUTHHETS FVens alGLIL LleTeumld 2 storjelseneT QaleflliLBhSSHRMmSI:

e CUMIGHeTEH T Falid

o fISHer TWEH

e a@flWller S8 HMTEHGH0

o Qpuiels efy 2 ewrjey
@bs DEFHEIGET, HOLUUSE UTL&ele wamsellar offs  Setannemil
QaueflLiLQ&SCHT(H, Armdlw  Fapsmseilen  smeorlu@m  CUTFHL6OT
DTL&HEBL DI 68 5 60) & 5 60Tm 6.
3.5 Agmdlw BLer @U@k - uflpmiiguin
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“yGigS P LUSES L&l ”
@ps euflullear ellatésd, GHemy BLeTmer UFIBTLIQUSHET 60 F 66T

GBTILWTSH Blemera,l HH M.

uflpmliQugssiLer elilsk

e GHOTUNGET &MV MFHENETL CLITEL HLLIOMET SHMTLTSE e F6)56T

e 2 L6 (peTeIld LIedTenin BB gL L LD

o FMAMGHMES gMU CeUHLDMTSH LOMMILD oL
“BOTHS HEOTHTrT” 6Tl &FhHS @ LW, UuflprluugsHer smeaorlilu(Gld @bhs
IMFAHEBHG WHaID gNHMSTH 2 6TeNSHl. @S, QLIMTIBHETS HVams eUGLIL,
UuflBrliQWsHMHECs 2 HeuTHSLILLL @LLID Q&MerL eUGLIL] 6TerM FnMEVTLD.
3.6 Aymdlw GUTFBLET WILs&EHL6T eUILT0h
S rmdw BLer WL sefley, GMlliums:

o ofTUSHTT BLETLD

e QamMMenal aUELMTL (HLET QSTLILLI SCaIF L 60T MHIGH6T

o CUTBHHS (P6OT L LMD 26Ty FL 60T Ml & 6T
@eummley &merorILI(BID STeT eMOLIL], QUITIH&SHETS Hvems alGLILN6Tr FhHs5Cs5M(Hh
CHIQYWNS REHMFRMII.

. 2755

e QoeusLnImeor

e plagsudloes
&E0TEDILD60Y UL S Q& mevoT(H TS, @ 5Geu, @ ymuslw GLIIT I} 5 L_6oT Ml & 6rfl 607
IMLWMETIOTHAD aleThIGR S
3.7 298 QFmms6r, small @6d mHMID 2 L6 GuisHsID
@bs Gl I 95 eds6rT:

c ‘BIS5”

o  “Heurgiment”

o “HmGeor”
@emnel SmeTs S, Lemm, g, slulenl Gumerm &melseflar eedlCuwim
RUINL_S56HHmel. [6]

e 28 QFTH&HET — &Hmel 60

o FHSID — HTVI] DFEUHET

e SMeTD — BL6T SLLemnLL]
@bHS CLNETMID QUMBHETES Hvems aU@GLILN6L Qg erfleumas 6 eormem 6ot & eormeor.
3.8 QUMBSHETS HVeMd  aU@GLILNeT LweTUmL (R UIflomeoord
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QAbG GLIL:
e GCammulev aflpmaserfley
e GAmdw Smellprsserley
e ofys seTeIn QaueliLGSSID BlISLFR Herflev
LUWeTURSSHSIUL  FHeTemld  QSMeorLEl. @&, SEOLULUSWL LMTL6US5Hem6T
andlum’iger  avemeuuledmhE  Fewns  Blspaseflar HamEHMHGWL  Q&meor(h
QFLRMS.
3.9 wYeys Golly
@bs SHWMLSH T Ll uley, LNeTalBld (DIQ6 86T (LNETEM6I&H&HITID:
o QUTBSHTES HVans aGLIL, ofF 2 aorfameluld GUTTEHESHETF (LU
QaueflliL(pSSID euELiL
o IFT FHs Semwly, Somdw  CurrpLermsCaTT®  CHIIQUITS
QTR M S
e UflBMLQWDd GUTETM [FLET QIQAIBSEEHEG @& QUUTs gonmsTs
o) () -]
@SETTeY, QUIBSHETS HHOTH SHVend aUGLL,  jwmevor R i Bmsier
FoLUUSYL auGliysefle, Srmdlw wrysCerm® W& euslains @)6nenrbHs
R0 WHEHW ASHWTWLTES eNeThGHMmS!.
1. QEFE®EHSHNTH HUMS UGLIL
2UCaugF 2 eorge], Hmell @68 wmmid Sordlw CurypLer eLUILT6H
4.1 QFMHEHTS FLNSH aUGLILNeT @uieuL]
ST R IBTE 6T HEHLLUBLD auGLULUETN QFMHEHNS HVend: 6USGLIL 6T6TLSI,
A CauFd, CUTIESHTS SeTh, 2 055 @69, CoauSTeT HNFa 6T IHaMenm
MOWINTSHS Q&ML UGLIUTS NeThGHME. @bFH eUGLIL, GLDET6nLOWIT6oT
2 EOTTEUSGETCWT VBIGTTS STenneanCWT QeausflliLGSSIaSNHHTE V6;
orors,  ofF 2 aujelld Qsuiefs wHmelld 216 QuESESHar adluins

QaueLiIL@ID UGSLILMTS S6MLDBHSIETETS.

@BS uGLIY UMLE&ET HLETLAGLELMOE (Lp(LPEOLD QUM (LPIgULITHEME. @eng, 6l
2 e @USBHID @emeal eeaTmild Cr CHISH 6 BIGWWGCLTS SHSTT Q&F(HEEH6TS
HVMSEH eUGLILNT 2 etoremid PG QeuaflILGH M.

1.2 B SiemLdLIY

Abs aGLL0 WERWINTHS STeorliL(GLD FhHD:

“B6UTES & 60T IT60T & 60T S & 60T HITG60T...”

@bs FHHWD, WeT AUSHWTWSEH aflaufleasliul L QUITBHSHETS $eVems UG LILIL 60T
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255 @LLID Q&Moo QBHSTaD, @eSuleadr WSS, Causunld @niIE GCaih
318 & 1f1 &G 60T m6oT.
Qb FHEHSHET (NEHU DFBIGET:

e QLANLTE @ad

s TSSO Hloiss Sl

e 2755 2.&&fluy

o STV MFHMETH SMeoor(hlld GaussLln
Q&HT SHMIJeOTONSG, @Qbhs FhHHD CUTTHOLHEHHGWD, WCEUF [HL6OTHISEHSH G0
&g FflmaTsTe: e nbHSI6Teng.
4.3 LwWeTLMSSILMHID &) 6 &F& a6 SHe6T
FAliurss GOIUELLUL (6T &@mell&e6T:

e Q@LGMEH

. BLWYeY

o 2 H&Em&H

. 89

e UM
@bs HHAlsET marsain, Humdwu @eng Wwrlid CGUTIBHaL WLMHMID Qg Ulel
aflum’ (@ BLeThisGeley LWeaTUGSSLILGWL WEHERW SHmellseTm@&GWn. @ eummler
6260 FHeoTenIn :

. 2755

o FMHHSIILET Fnlgll

o FMATGMS (LN6TE6T(H & GLD

@elaITm SMBHSIETETHT, QFMHHEHIS Hvams alGLar Fhss5C5T0H @bHS
SHMN 6T @UIEVLIMS 6260TN)|60)600T &) 60T M 60T.
4.4 small @69 - L& QFTH&HET - 2 L6 @uEHSID

e 26 QFMTMH&E6T = el 6

e IFHSID = BLET SF6| 6T

e SIMETD = 2 L6V QUSHH &L LemDLIL]
QFBHHG HVME AIGLILID @B “Sarss”, “Searsmear” , “sSmCer” GUIMETM
05 QFTMmSET, Uem  Wmmin SQuiledr 2755 edaw  CHIQUINS
Bleneorey, QS 6TMeor. E)SH6e0Tmev, LML 66N&GHGID SHHeoorsH v, [HLeorssTyleor
2 L6 QUEISS QFTLEIGRMI.
4.5 Sgmdw CUTTHLETHEISEELT eLU1LSH
Frmilw  pLer  WLrUseale, QFGHESHMS Hund aGlLLer US55
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6UI9. QU TBIG6IT :
e Qamhmenet BT (GLET QSTLFL LW ,C6UF [HL 60T HIG 6T
e &fFUSHTT BLeoTID
o CUTHEHS WeT WL LUUBLD Hrmullul 2617 Hes L &6T
@b BLeTHEIGETI STerorliL(GLD WNHEHU IDSFHIGET:
e 2755 &G @6
o  CoUBINITET HITEVI] 60 F 6| TH6T
e 2 Lebler rpemnwimer FRUTH
o 9 GeUF 2 6UUTH6Y
@6l  SMETHSID, QFBHHESHTS SHuams aGLLler FHESSCHSTHIWL  HmerT
SIMWLIGUTHIL CBHIIGWITS 6285 60 &5 60Tm 6r.
4.6 Q&TMHMEME! DILL6T Q&ML
QFBHHTG FHUams alGLIL Qammmenal auldlum () WILULET QBGRISU QSTLTL
Q&HMETLSTGSW. Q&THmenel eudlImL196v:
e LW, SULULL GUITETM &(Hed &6
e SV W L LD

o 9 GAUTFLOMET 2 L6V I 6MEF6SH6T

WERWITET QLSS QLIS 6oTmeoT. Q6%  IDFMmISET, FBLILISLD
agluseailan Mllurs QFGESNTS Suand aiGlllain seflainss
& Tevor LI () &) 60T M 60T
1.7 QF(HHHTS Hams alGLILN6T LWeTUTL () @Lp6v&H6T
QbS UGSLIL LITLEVSHET:

e GCommuiev Bmellpmeaser

e Hmdlw S@eNLLT 26 FeU6BEISH6T

e Qe euhAlUTL B Bl&HLLFF S6T
GUITETM G P6eV&6M 6y, HLETSSIL 6T @emenrs s LUMLLILGSNHES JHMSTSH 2 6TeTer.
@8, SGLUUSOY UTHALL D6VS LITL 6D DL L G560 QBHS, BHBPGES56D &6
66T BlEVHS 2 WTSSIRMSI.
4.8 QP& eTedrm Q&Fmevedledr yuialll QUITHeT
“QEFEMHEHEHITS HVM&E” 6Teim QUWIl I PG 6T6TLS, QLT V6D
SIVBIGTTID 6V6V; LDMMITS:

o SOOI PGS

+ aiTSHET P&

* QUEBHHTET DS
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eteorm  Qum@efley yflba  QsmemerluL CeuTr(Gid. GBS PN 2 L6
QusssHar audlwimg QelaflliL@n Qsulels MM erer elerd &S eTmeot.
4.9 wYeys GUluy
@bs USHWMTWLSH T gLt uley LeTai@n (PI6|HEN6T (LDEITEn ST :
e QFMHESHINTS FLMsH alGLL, CaFwld ofF 2 aurfealb Blenmbs auGLiL
e @56 au@md FHHW, FFTAW CUTFHLETHESHERSHESG @UIVLITS gHm
e LwWeTLURSHILBID  HmHelsear, Aprdw @ens woller 2 uwlpms
6l 61T 161 & B9 60T M 60T
e QasmOmenes wWHIID STFUSHTT WLILUSEBLET @BHS UGSLL SPIONS
©) 6% 600T [H S 6T S
@SEOITY, QFHESHNTS HUMs  alGLIL, meorRAFErsfleor H@pLiL &L
aglyseiley, &ymdlu wrou Ws asears WrHueds@h M  WesSW
ISBTWIDTE {600 HSHI6GTETSI.
5.Q&MmHMmenal BT QUILD WMHMID 3[BT RFIBTST euELiL
ey UL, 88 QFTMm&ET LHMD QsuIeis CUTTHLUWIET & amaa]
5.1 Qammmeneal BILIQUISHer riuwe LNeoreoreoof]
sUllps Armilw aPlurl@ wrysefld Q&ETHmeNel BITLIGWMD @0 LU
LOHMID wH agealnrs alaTmEGHmS. sTHmenal, CuUMHladr QSUIaINTEHEa WD,
afrgsHer emLwmeronsebd efluLuulL QsWed. Q&THmenel  [HTLIGWID,
SIVBIGTTSHMHMEOT BLETD VeV; G CUTBSHEHTET (DeTBleme, guleis
mmeder QeueflliLm®, FepssHear afy 2 aoria UHaIMeNm 62 (b 6 65 euors: & L0
@ BIGBLEH6 allgellnTGL. [7]
Q&MTHmemel BTLIGQUILD 6TeTLG LITL 6D - &(U562] - 2L 60 QUISSELD 61T ey 6Tl 6o
@ernilenetore].  @eneTmID  SellGSellins @eemen; CT SmeT L LG5
R6TEMMT(H R6TM @M HS Q& W6V LM S esTmeT.
5.2 QaMHmenel BMLIQUSH 6T (WEHERIW DTFMHEIGB6T
Q&EMTHMenel BT IQUSH T (NGEHW SIDFHISN6ET @6U6lTm alendHLLGSSHMD:
e &mefl / Qammmenal audluml GLeT Q&L
e Heuy ewld Ygsmeromsl LUwerUGhSsLULbG &6
e LM, SULULL, 2 HHEmsE CUTEIM 2 055 HHallser
e 96, &fy 2eorje), GUTIBOL HWemHemm QealealiLuGSSID 2 L6
@\ U & 5B G 6T
@bS SDFHIGET AMTHSID, BHOHLUUSLD eu@GLiLseflar Smem  HennliCum(
62 60T 1] 60 6507 &5 &) 60T 60T

5.3 BleVT oUW : Q&TMHMenal BITLIQWSH 6T Smem Call &L,
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Q&MOHMenel BILQUSHO G ewld WHEHW @LSMSL QUURMS. Hevy
OWSHET @UIeVL]:

e FLFFIMHM @ LD

o Q@UELITET eMFFHMET 2616 GalHGWm Ceussid

o CGUTIBMLEHEEHHESG MM ST emLDLIL]
FOLULUSYL UTL&le Hevg ewid e AH&ELTEHES SToTliLGI@mnS. &) 56T
epeVld, BeTRFIBIST UGLILSGET, Q&TMHmenal BITLIQUSHET STeT LnFenLs
RSFHD6 CTEOTLIENSHEH HTewT (NIQHMm&.
5.4 28 QEFmm&seT: small eeduller Qumdwimsasn
28 QFmm&6T = &mell 66d
FHLILSL LTS5 aIpLD:

e “gmMb &Mb 555 HA”
QUMM 25 QFTMH&HET, UM WwHmbh sSULL L uller eeSlwemnnlienu GBS
Ao usdsa&armer. Q&smmmeneal BMLIQUWSEHO, @Qbs Smellseflar 6  gmeor
BLETSH 6T HenFamuwu|b Caussemnsu|ld BlFeorulleRmal.
CHBUME, HeoorRFIBMIST eu@GLiLseflain, 26 QFMMH&HET HLaTeHSTIar 2 L6
QUGHESH MM UPNGTLIQUITS Q&FW6) LM S eTmeor.
5.5 @&MMmenel BTLIGQUIWL - HGUUSD auGly @ @ULTLG Sliey
Q&TmHmeneal HITLIQWID WHMID AHeTRFBIST aGLILGERER e ullevmer ULi®H:

IIDFID  ||@sTHmenal BT IQUILD BeTRFBIST 6u@GLIL
SIeTld  ||BlevT euuwlld Fevy VWD SF&LD
|lnemm, SULLeL, o )

IGO0 ] 98 QFmms6r enevld smedl gedl

2 &S5

2y, G6U & LD M6oT 2 L 6v||G6usLDMeDT FHHSHHM6V SevorLL1LI(GILD
S &Y . .

QUGBS 2| 60) F 6 & 6T
o eorgey ||efgh - GUTFElenev (WD(BSHeller efTs HeoTenin

@bs UL, @ revor(h GLD @G SHOMEFTT SITer GaurfleS B Ha!
2 HUTRAUNBEHHHF B TOTLUMNSEF &L 19ESTLHORMSI.

5.6 AeLILG&TY DFL LT QSTLFL

FelILHHTISH6 QI  “(PWend Bl / SM6E&” 66rm GO, Q&mTmmenal
BTLIQWSHET SenFe| NJUF FLIGHESTLORMS. @hS Heml, CausbLDMeT SHmeuly
DTHMBISGETULLD, 2 LedleT WwWennuwlmer FEUTL LU Q& meTL S mEGLD.
@386, HHLILUSL auGLliLseTfley s&memrli@In:

e  GouskINMeT FHGLD
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o QBTLIFFWMTET SHMem el LD

e QLTS 28 eadsar
AHW SDFBIGECHTH RSHNFHRMS.
5.7 QaUlefs CUITTHEL : (NIHSHET LDMHMID Q&THMmene
Qammmenel, CUMledr Q@ UWaID; WHSHET, iJsHeaT Qsled. @QbBF @
QsulabIGEpsGITr ablum’ @ QeueflliumT@&ser, GUTIHL WMHMID Cals
2 cooTFe 6160t @CT S LILIMLUNE 6D HSI6TeTeoT.

e Q&mMMmMenel BILIQWID — Fens i 2 emriey

e HBLUSYD el — sueis afy 2 eorjey
@eellgeorQId  SHMETd, &FHHD, 2.L60 @SS  ererm @Cr &L Leannlifey
QFWeLI(H & edTm 6.
5.8 BIBLSH GLP6v IDMHMID FepssLll LG
Q&MMMEN6 HITLLQUILD:

o HAmdw H@mellprsser

e GCommullev aflpmaser

e Fewds auPfluTL® Blepeys&HeT
GTT  Gpeuseiley BIGELSSLILGSHMSE. @GCsCUML, HOGLULUSLD aIGLILSEHLI0
ablum’(® BlISLEFRHTI BLEOTHSHIL 6T @)606torHS L6 (H &S LILI[H & 6rmeor.
@ FerTev, BeorRFIBIST uGLILISG6T, KTl Fens:SH 6T BlHLSHE) DTLSHE6T
QsUIaTs allgaIsSH 6 QSTLIHEHENE 6T60TeH FnMEVITLD.
5.9 Weys GUllyY
@PS ASHWTWLSH T gLt uley LeTeu@dhD (LNIG6|HENET (LDEIT60 6L VLD :

e Q&EMHMeNe) BILIQWID WLOHDID HETRHFIBTET uGLY STasHe @GCr

CauflelmBa aubsemea

e SV VWD, @) TEToriQevid G LILIEML STET HeMWLILITS elleThIGH M

e 26 QFMTM&6T, &Ml eedluller QUMPSIWITS Q& W6y LIH S 60TMm 6or

e ofy 2 eorjelb Qs uUIefs CUTTHENLULD @) F6euorenL LD 6260T M6 60T & G\ 60T M 60T
@ S6eTTey, Q&TMMmenal BTLIQUID MDD HHoTHABMTST auGliy, @ymudlw IFL w0
FHLUUSL @& Wy  eardleneoruld WSEHW  gpulell  yeTerfluims
3160)L0[5 SI6IT6T60T.
6. UFIBTLIquid MHMID HGHETSHFBIST G
ST @LLID, STVl IemFa 6T mmih SKrmdlu Bl&nsse T
6.1 UFIBTLIQUISS 60T 6L WITETIALD @)W6VL|LD
sUlpEsHar STl pLer wrYsefley UFlBILIQWID eeTug eff 2 eooTFenel
Hysmeronss Q&meaTl @@ BISLSSH) aIaINTGD. @b HLTD, &Henyuler
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@uW&HSHD, Geusmsld, HLIDMET STV OFESHET WHWaumenm Weflg 2 L6
QUWGEHESH T eeld QeGSR [4]
uflBrllQuild  eTedTUS  Q6UMBIGMT  [BL6OTLD  6vev;  LOMMMs,  CUMTBleme,
WeTCarmMD, WCFID WHW 2 eorfelsmemneT QeuaflliLBSSID BLETD. E)FH60T
&IIeornns, @& Armilu Fepsmisefley allpmeaeeT, 26TTalemkISG6T MmN Qg Ulel
aflum’(® BlspFRseafle) WEHERW QLSS QURMI.
6.2 UflBTLiIguw eflerg s
WSERW GMLIL&6T:

o YGiES LFLILW LSS LGTed.. [1]

o L] YL SR IQUISI..”

o 6LITEN] HTVFHEMET 601625 2 (Bl6USI..”
@bhs QUTHERHWBIGHET MOTHSID, GSHOTUlT &My ADFGET, SHl6Tare,
WeTGermmd B WaImenmsF &HKLIQGSETLOR@TmeT. @FHerme),  H(GHLLSN
aGliusefley el Hev UTLS&ET, CHIQUWTS UFlBILIQU &6 Hene6T
Blenerey,l (HID alensuilled eninbSlaTerer 6leiTLg Q& erfleumRmSl.
6.3 ST emOLIL] IMHMID FHS 6L L LD
LBTLIQWSH T SqLILIemL STem GUlevL]:

o GeUSHLOMET gL L LD

e QBTLIFHWTET &MV LOMMHMMHIGET

s TSSO Hloss Sl
SmeorRAFIBTET  euGLiusefley @mllums uflprliqugasiier UL liu@m
aIGLIL&efle Heur WD WHEHW LUKIG uR&ER M.
@BS ST VWSS GuiciLy:

o GHrUleT @UELTET oL RULEMS R55S

e (NETGOTMID @USHSMS QaueflliL@GSSID

e 2 L6 NWaIMSUILD QUESSH FHLUGSSSID
@sermev, UFBTLIQUWID WMHMID AGBTRFBIST auGLILG6T CT SHTeT 2 sroriellev
Q&FWeLLIH S eTm 6.
6.4 FHSLD — BTV 3NF6Q| QSTLITL
"G OTSE & 60T ITe0T &60TSE & 60T &ITG6uT...”
Qbs FHSLD:

e STV MEUSHGID HHOTHNSS SVWINTS GSNSH M

o WeTGarHMD, NetTaTenlel, Sy oSS AEUW JMFUSEFHEES gJOHMS

e 2 L6 eemLenl @LTMMD QF LWL QUESHSMEHESH STeoor(Ld
uflprliQuwgs s e, & e uller &6 US &L R6IQQUT(H 5 ([HEVOT(LA LD
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WSERWLTTE. CHCUMN, @b& FbHS @L LD, BLTSGSTIIEN &Hmeviq & emnerns
SLOUUOSSID @O 26U QUPISIL IgUiTéE QFWeLGE DS
6.5 ATl smelser woHmid UFlBmLiguwD

&M SH6T:
e LleD)M
. slg

o 2 H&HM&EH

e FliLLenL
@Qbs SMmAHET I MaTSSID, uflBmliQuIsHe0  Causmlnmer  SMSME5
HHEHOMUGSH QSHMETEBL Lol QFWUHearmer. &Hmell eedulledr WSS
9 &5HEG0LCUTS, BHLOTSEH T Cauminld CaIFwpn 5 &85 60Tm6or.
FoLUUSY aglyusale, @bs &mel s 2985 Qemmsésefladr  epeuh
Ao uedssiiu@GSearmer. @ er  epevld, S&SGell e@edluyld  UTLey FhHSUL
6T e et H S O & W6V LI(H G edTm6or.
6.6 LUFlBTLIQWID - HBLUUSLD Gl : Uik uryane
UflBrliQuwih moID SGeorHABTST UG LI 5EHS8 S L UlleVmeT &M MmIesLN&s6T:

e @ Uevorlgevid CeUsLNITeT ST L L LD

o STV JMFOHEDHS (NHRUSSHIN

e 2 L6 PUWaISILDL QUWESHESH FH LB S

e ofy 2 eorjey LMD WCaF Qeuatllium®d
@5erTey, ABTRIIBTST uGLiLHeTle) @B Flev LUTLOSHET, UFBITLIQWUSNS
eTHL MaUGCH emn&sLILLLemal ereorm LflEa Q& meTaTeumin.
6.7 BlBDRES GHLO6V
LflBmliguwd QUL LITeLD :

e Hymdw Smellprsser

o GHTUIE 26T[T6U6VHIG6T

e Qe AUl G Bl&BLLFF 6T
GTEOT  Geusetley BISEPSSLILGHME. @GCHCUMY, HOGLULUSL 6IGLILSEHLIH
BHOEH0 Heney allalnmss LiwerUmH &S LULG S ermeor.
HOGUUSBLD UTLO&ET  6UTEILILGST6Teme) DL (RLOVEV;  3jem6d  [HL60TE SIL 60T
@6 BIHLLSSLILGEUSHHTHED 2 (HeUTSHHLILILL 606,
6.8 LflBTLIQUID WHMID WHS eubum@
uflpriiquith, efy e eorfemel  QaleflliL(SSHID BLTD. WHSHET, efysHs er
QsWealld. @QbBsS @Ueor(h SDFHIGEHLD, STETH WLOMHMID GUSSEHD eTerm Gr
g LIen_uf6v 6260TN)60)600T &) 60T M 60T
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BT RFBIST auGLLser, wWms ablurliger @uwess elgelnrs Uiflhs
Q& METaTLILIL 6UITLD.
6.9 Weys GUllY
@bs USHWMTWLSH T gLt uley LeTai@n (PI6|HEN6T (LDEITEn ST :
o uflpTlgwid wLHDID HGETEFBTE] EUUSET STaEHa @G
I LILINL6MUIS G &T6ooTL6mel
e BT WD, @TEOTaaln GUILLITET @UEHSMS 2 (HalTHSGSHMSI
e FHHID, STV SMFHEDHBTET 60 aUPSHTLIQWTS QFWLGHMmS
e HOBLUSBLDY  LMTLEVSET, @rmdlw  mLer LIUSGCETTH  CBHIQWTS
@) 6% 600T G\ 60T (D 60T
@sermey, UFIBTLQWLD WOHDD GETEFIBIST uGLUY, SEUUSD euLfiiger
WERW SHWITWIDTS S|6ML0MH S 6TETSI.

7. @60 F &5 [N ST
@yl HLeT LD HHeorHFBTST 6UGLILSHEHLID
7.1 @FHESBANSHET - QUSHHSH 6T IqLILIenL
S BrLger Syrllu BLer WwrLsefle @ansssmallser Qeaumib @6d 2 MHUSH
& TS 60T B H6TTH 36V6V; THL_60T QUEHHMS aldBL S SID FEHUWMTSH
QrweLhHearmer. &mal 6l @eaeurne Homdw BLeTd FBlspaug oifls. [6]
BevT RIS T aGLILsefleld, @ enF&H 5l ) GBIIQWITSL
Lweru®SSLILLTNL L Teld, 825, FHHD, UGLIL Q&FTH&E6T eneunrms: Smaell eed
Blenerey LULGO&SEMS. @67 eneild, HOGLULUSL UTLOSHET @60 - @uissn
RBBIHMETHSH SH6m6V QIIQAILNTS 66T hIE 5 60Tm eor.
7.2 UM - ST I9HFH6eT SH(Hedl
Lemm eretTLIg Hmll @ enFssmellserle) (DGHeTenDUTTgl. Lenm 66d:

e BLATGEHT QSMLEHSMEG M@0

e QUWES Causgsams BlFeoruils @

e G PLEOTSGH6 R(HHEIRmerlienll 2 (HeUTsH &L
FBLULUSYL aGlysefle, uemmuier el eu@liy QaFmmaerfler LSEnmeursaHInms
QaueflLiL@&mE. GMLILUNS, ‘S&)L SH&II]”
GUTETM QFMM&HET, Lemmuiler ojq&sH6m eedleml GBILGWITS Bleneorel,l (B & eTmeor.
7.3 819 - GausWD CaUFWOLD
a1 s, ofy 2 argamel QeueflliLRSSHID 66 mHelwmELD.

e  CoUSLDITEOT [HLGUTIHISEHL 60T @) 6T HMmSI

e GCUTIBleMEL WHMID UCEUF 2 60T HM6TS HNevor(HLD
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e uflBrligwid, Q&THmenel BT IGUID CUTETM el aImI&afley (n&HSWILD
SBeoTRFIBTST auGLiLserfley, siquiler Gausksld Fhs @LLEH QealaflliLihH&ma.
AGLL QFTH&HET QSTLIFAWTS @B CUTS, SHIQuiler @enLwmns 6dl wnersHev
Re0&ERMSI.

7.4 2 (&Gs&E - ST LMmHmEIGeTler &medl
2 (N&HMS TeTLS SHTeT WMHMBIGHeT QeleafliLBSSID &HmHewm@LD.

e 2 HEM& @60 HicT BlOGSHEIGEmET &HLHHMmS

o  GQOGTEMLOWITET SMFHEHEHG JMMSI

e QLIGOITSHET ()LD @ ymdlw T5L_60T 161 &5 611 60 QUBLDLIMEILD

LWeTU®SSILGR S
FHLUUSY aGliLseaile, @bs 2 (hEams @68 Smem IMMMBIGET WMmmID @)L &
FHSHEIGETTS QaleflliLhO&EmSI.

7.5 SULULEOL - @60 WSS Hobd BISLSSH Sl
SULLeL &Hmed, BI&LESF0ar Salrsams B &HHG0n SmalwmsLD.
e SlULULL 60 Fal LEHOT HelaTHens FIGHMS
e DBLOTSH 2 .55 HLLGMS QauellliLGSSRMmS!
o allon GLWES gOHDS!
ST RFIBTEHT  auGLysailen, SUULLUIET SrHsnd  Berwmer  euELiL
aifleeflaln Causlnmear FhHs @l Liiseflaun QeleflliLG&mal.
7.6 @enFssmall - Gl : @ds QFTLIL
SBeorRBTHT eu@GLiLseT smell e@edluller QumEQUWTLL ShELD.

Frmilw smel|BoLiysL auGlitley QeueflliLm@p
Lienm II9GSHET UGLIL QETMEHET

=] GeUsLOMET FhG QL L LD

2 h&HMS SITeT MMM UG LIL&H6T

SLUILLenL Slwsslnmer, Barnmer au@GLiL euflser

@ps RULIG, HoUUSL UTLsale &Hmel - QFme  @eenenre] S O;LILMSSS
ageflaub SIS DS
7.7 UFSBITLIQUID LWTUTL 1960 @em&sasmall 2 6oriel
LUTSBTLILWSH6 FBLLSL aGLiL&sameTLl LWweTUGSSIDELTS:
e LM @6l Blenereyl (B L6 SHITET {60 F 6 GH60T
e 39 Caussmsll LIFHudsHEGD SLIDTET STVl 36M&F6|SHe6T
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e 2 H&M& GQUaremmeanul QaleflliLSSHID (WNHUTEUMET HMID &
9|V F 6 & 6T

GTEOT SIDFMHBISGENET BHLET MWLM WTMHM WIS M.

7.8 @enFHSEMmNGET - Fensll LeorUml(h LM

@) F &5 ([H 6N 6T :

e FONG BIHLDE|SHEMET 62(HHIG) 6t 60T 8 5 6T M 60T

e FArmhlu HOLWTETSHENS LIMSIG TS S 60T 60T

o aPlUTL® Gweanev 2 ulFLiLNsS ermeor
FHLUUSYL aGlUse, @hs &ens uUsourml@ uUsolenw @eng  Qumgdluiey
QBMTLI&HeTMm60T.
7.9 pYeys Goluy
@bs ASHWMTWLSH T 219 LILemLullev:

e Gmdw @FsEsmaISEED  HEGLUSL  euGLLUSEBL @Gy ST

QFTTHMGSH 6l & T600T L 606!

e S @6, auGLiL QFTMHHETTES 2 [BLOTMIUL6TeTS

e UTSHTLQWSH L Geupenm QFWOLOSES lleys SeTd UTHSIeTers
eTaTCal, @eMTFEHSHAGET eTeTLIZ HHLILSHL @enenrliLiey allfeHs WPQUIMS Sbule)
ISHWITWIDTE enNHMSI.

8. UFSBTLIGWSHE H(HLILGSLD 6uEGLIL &6 6T Hem L (enml LiweTUmh

8.1 UFSBITLIQWID - @@ SFTeGHF LOFL

LUTSBILIQWLD ereTUgS @hHUW FTeuH T HLEOTHIGET (LNSSHUILDTET 6RTMTELWD.
BLIQW FTevHTSHer AQLiLenuled 2 [Hemear @HHemne allgalld, bIsH &SN,
STeT &S, w SLGUUTGR, umel  Qeuefllium@ GCUTETH I DFBEISHE6T
WSETOLLILOSHRMS. @FGHWLeie), @& eaTUgs UTSHTLIgWsHer 2 ullgms
alemhBIGRMS!.

QUMEIAIMS, UFSBTLIQWSH0 LWeaTUGSSLILGILD G6enF IQeIBIGET eI,
LUgslD, gmeuef], Heveumerm CUTETM FTVHT &L LeNDLILHEN6TH 6 & T600TL M6,
QLETMTEY,  HBLLUSL UTL&ET, SMllums  Sjeumler  eu@GLlil  emolil,
LTSBTLIQWSH ) ([ &H60llSHSIeUNTT Hem L (Nenm UL 2 (56U TS S S 60rmeor.

8.2 HEUUSLD U@Ll - UTSHTLQWSHNS gHm Serenin
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FHLLBL UGLILSET, FMTHTI6r LML &L LennliLseaereil CoumiLil L ene.
o AGLULY QFTMHHET FHTET 2 6oorJenel GHIILUIMTS Smevor(h LD
e FHS @RLLID 2 L6V QUEEHESMS @UELTEH 2 (HeUTeHEGLD
e WEBD 6 eminliL Blemereyl L6y WMHMID LUIDHR&HS gHms
@bF ST, HOGLUUSL auGLUSeneT UTSHILIQW UulmH&sGnh  BLeor

QMOLILUMTEG LWeTUMLIGMGSLD ghmaTd Lo m.miG) e5Tmeor.

8.3 QLa LWIMAIUNeL HGLILSL 6UEGLIL&6T
LUTSBILIGW el Lullm&uley, WmeamallsehsHE& Sem 2 eorie) SOILILG @
WHHWITET SLLIOMGW. Qumsens, BLOMBISESEH0 Fmoeliu@n  “
MBGHQGU S&HA” CUTETH QFTMH&HET, WM&l &Ml GUIGHHSMS
PUWHRGUOSSIHSTD .
FOGLUUSYL auGlL QFmTMm&HeT @GC% Uenllenwl, erme Guald ECaIFINmEeWn
SLLPINMSHD QF LIS Tmerr. GMILILITS:

e HleVT VW AUGLILGET - GaIGHLDTET STV 3MEF6|SHEHHES

e SSITENVT FHSID - BleMEUWITET IIL6|&HEHSHS

e Seully FHHL - CLULL UUIDHHHEHEH G
6TEOTMI QUGLIL SeMIDLIL&G6T e LWIMEAIUI6) LILISIETOTS TS 26005 60TMeoT.

8.4 UIBW QeueflliLmligey au@GLiL LweTum@
FGLLSL LUTLU&S6T QuU@E@GLUTan LSS, efflwb, CausFd, ueTuSsn L&l
2_GUOTIJ6) &560)61T 2 6T SH Weme. ()61 6| 600T[T6) 61T, UFSBTL QW UBw
QeueflUMLIgeM@G WEHEHW LS TTLOTER 60Tm 60T.
aGLL QFmmsaerfler LEhImelTsssLD:

o wWsUTameruiley GllgsHemns 2 HUTHSHRMS!

e S0 @USHBIGEO QSTLIFRmW I6ef&ERma

e 2 L6 IMFAHEHES ST - 2 T J&FF @enenrlienll gnLbhSIHMS
G SETTEV, LOMEOTEUFSHET QeumIld Q&FTeL - QUTH6T eNeTEHSMBH Hevorly, 660l -

2 eoorie] SqliLamLuiled UIpwWHmns QealaflliLhss WOHmaI.

8.5 BLOGUMBEISSH HHLILSL UGl
BLOGUMHBIGID eTedrUg UTSHILIGW  BlIHLalear ws Samm@ld. SHoeLys)
QUGLILSHET:
e BLOMHEISESH6 WMIMHM QFTEVVTEHSHOMSE LILIGTLILETLD
o Hpmdw smeT 2 coriemel G ullé) QMo 6UI6eVITLD
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e G PLaOTHEIGEIO @CF GBI SMFOHMET 2 MIFH Q&FUIWLETLD
@ser epevld, UmrbUflu BLOOUMTBSSSILEOT @enerbs, HMLULSEL eUGLIL 6T
@@ LUBW BISDNSSH QmSlenul 2 (He6ums @S ermeor.

8.6 BLeT Semnlitiley HBLULSLD eUGLIL&H6T

LDSBILIQW BLeT ennlilley SmLILSL au@GLIL 86T LweTU®SSLILGMEUTS :
e QBMLES LUGH - UCaFmeT alGLiL
e BOULEGSH - Upw BlenDbHE FHSD
e 25F SHLLID - GausklomeT al@LIL L LLD

GTEOTM SMINGS (DI HMSI.

8.7 wmevoreu§ LUIMFIUN6L Hevallufuiev LiwiesT
FHLULUSL aUGLILG&6T, nmeorald Lulm&Sufen:
e  GHTeT BlemeTaummmeney GLOL LG S SIS 6oTm 6or
e 21 6)- 660 (HMHIHm6uTLIENL 66T T8 60T M 60T
e Hymdlw U6 L WIMETSHMS 260075 S5 60T M 60T
@&ermey, UISHTLQUSE &Seovel Qemid FmevGHy UWHHIWTE Va6,

LesorLImL_(h Sevellim& e WTIHMmS.

8.8 GUemL Bl&speyserfled LiweTum®
BeOL(nemm Genl Bl&HLDe| &6y, BBLILSBLD aUGLILG6T:
o AP GLEMES gOD CUFHMS 2 ([H6UTE S 60T 6r
e LIMTemeUWMeT60r S56U60TS6MS 2 L 6OTIQUIMSs FF T8 5 60T M 60T
e uMrbuflWDd USemWmujd Gememru]d eSS &([H 5 60rmeor
@siCa, HOLUSBYL eaGlyseer Ursbhrliqu  GCuenl&sefley UweTUuRhSSS

STeoor(hID WSS STFETTOMEGLD.

8.9 Weys Gl
@bs USHWMTWLSH T QL uley gamliLpeldi:
e HOUUSY GULSET UISHTLGWSHNEG BoLwenm FEWTS ghmeney
e Yemal Hmer, evwl, ALIBW LUIMHFSHemer &b mIS ememrs:&Hlermerr GLoen L uflev
QeuerlLiLI() & &1 6orm 6ot
eTaorGal, HOUUSE auGLLSeT UIFSBTLQuWsSHer urgbuflu  &SlLenolienL

alflau(HSID @M WEHUWWTET U6 FaMTSH 6005 6OTMET.
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9. 0190 6T
. SR ABTET eu@GLiLser Srmill  @eng - LT  IOJLL6ET  SLLPNMs
3) 60)600T [5 S1 6ITEIT6OT.
o SMeT JemoliL], FHSD, G QFMMH&EET, SHMmalsHar y&Eweamal Hmdlul
19 160 LU L60T CBILQUIME GlLITIHH S5 60Tm60T.
2. BOGUUSL auGLU&SeT UFSBILQUSH B (penm  LWerUTLIgem&
gOmEma.
o UMLEY QEFTMH&HET SMET 2 600TIenel 2618 @6 & 5 60T m 6o
o FhHSID 2 L6V SMFAGMET GUIVLIMTS allgalemng&H armal
o Srmilwg ST VWD 2 LT E)eneurbS BLET allgelemDLiL] WMHMILD
BB UMHISES Fmener CLBSSIF DS
3. &m&GET MHMID Q5 QFMMHHET @@ FHIGOINTET @end - HLer Qumblenul
2_(IH6LU TS5 (S5 60T M 60T
o uemm, Jg, 2 HEME GLWWe GCumeTm SHmell&seT H@mLIL &L
alGLiIL&sefleuld S gmudlw 5 L_60T 161 & 611 gvi LD QuUMgIeUTSL
LiwesTL (B & 5 L1 (B &) edTm ot
o @& Ceauswmer, wCeuFwmer WOHMID  HJUIBWSHDHSGSWL gmm
R LM 2 (HeUTHGSGHMSI
4. UFSBTLQWSHET B wnemm LUWINF&HG WHEHW STFLD.
o SLey uwWm®, JYOIpw Qeuefllium@, CuenL BIGLFFH HL6OT
algealmnlil WHUW MaTsEHaD HEHLUSBL auGLIL&ET Saflggliel
QUMTUILIEDLI 6ULPTHIG 5 60T M 60T
o Amilwg SMeT WD FRSWNSMS LDTETIHEHHEG CHIIQUITS
S@UlIUGSSIH DS
WIaITH, @Qbs WUle] HGUUSL auGluser oo Syrdlu  Gend - BLeor
nyiler @emenrlienl eNleTéH@GWn @@ (NWEMIDWITET STIMeT Uie G0, @Sl
FOSTIenr LML) SurmIFd Wl (Heey, LITSHILIQUI LT allgelennlil] Wnmmin

urmLey - prLs Lum&sn uflGemseaner/uWilnHd) osTrwrsan LwearUB&Sms.

BIHLULIQUI6:

1. SIGeorHFIBTET. *EGLILUSGL epevld Gl 2 emyuller*. A Flwd: eum. &.
QeniIsalamTwliferener, B ifl 19CT1q. B QO Q6T
2. QFITMY, &. LIFSHBTLIQUILD FIOVGNT /6mnLiL] DMV HITET 6LOLILISETT.

QEeTement: HLALDS SGevedl LG LILIGLD, 2023.
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