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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 

a u. A related form, pi u, 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 . Songs composed by Ku  Pi ai 

are referred to as u, composed using  structures such as 

 and , along with musical forms such as isai, kaviturai, 

and viruttam. During the mid-sixteenth century, the art form paricamu uka i 

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: a u; pi ; 

cavi aka  

 

1.0 Introduction 

In 1502, when the Portuguese explorer Vasco da Gama arrived in Kochi, Christian 

communities extending from Ko u va a  welcomed him and 

expressed their willingness to come under the protection of the Portuguese 
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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 a 

i, and a u. 

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 

u, pa u, u, and u. 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  

il, 

particularly Cavi , Ka a  Directory, and 

u

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 a u 

a vip u 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 

a pesah p u (rural) or pi u. The manner of singing possesses a 

shade of both Dravidian tradition and European culture. The typical instruments 
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accompanied are  and cap ka a ( /cip i). At times, they primarily 

utilize marama i, the wooden spinning ratchet sound maker referred to as 

/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 akkap u because these folk musicians also 

sing in honor of Mother Mary. 

 

Since ancient times, a considerable amount of tamiz  isai can be observed in 

a vip u as it was utilized in dance styles such as pa i, i, mu iy u, 

and so on. Subsequently, it found application in songs for cavi u n aka . The 

lyrics were created in the 16th century. Consequently, the style of composition, 

-s of a vip u resemble those of cavi u 

n aka  to some extent. An example is shown below; 

nak atra mu iya int n ka imat v  rak itt nuru umen e e iyaputrare  

 

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 

a. The composers of the earliest a vip u and akkap u created 

with tamiz  prosodies, se tamiz , and a ( a  - tamiz ), are 

believed to be the European missionaries who resided in a. 

 

Between 1567 and 1579,  and attu i aya attu svarupa a  

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 a vi-s and -s 

associated with cavi u n aka  emerged. 

 

According to tamiz  pa  music system, the songs are designed as per ne tal - 

The sea and places related to the sea. The lead singer is called . 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. 



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

4  

e va akka m sa 

pr rtthana), that became the source of composing akkap u. It is sung 

after the daily evening prayer. In the ancient a, 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 pi u sung in southern regions. All these folk songs are 

mostly written in tamiz  verses using the figurative elements or literary 

ornamentation in a very elegant manner by the lyricists, such as 

poruttam, dvityak ara pr sam (edugai), gha aka pr sam (monai), antya pr sam, 

etc.  

 

There are around 300 k ti-s including the isai of karalsman (Charlemagne). It has 

been discovered that the combination of edugai and monai found in the text, 

which was called u. Also, other figurative elements such as iyaibu, mura , 

a apa ai, a ukkumoz i are also used. It is also found that four ceiyyul namely 

, ,  and  have been used in the lyrics. 

e.g.; yarka e pantiyilveccu 

 uki umai colli 

 

Besides these figurative elements, u-s like kavi, tu ai, isai, virutta  and for 

each of them like , kavi, ukavi, kalittu ai, innisai, isai are also used. 

Some of the a vip u are composed in i cintu. 

e.g. nak atramu i a int n kannim t v  

 rak ittanaru uminta e iya putrare 

      ~ va akkap u (k va i cintu) 

e.g. a barane ra ane amal neparapporu  

 a iyanu e piz ai po uttu avita  tantaru  parane 

       ~ a vip u (k va i cintu) 

 

 Now, coming to musical terms, a vip u shares some similarities with kar ak 

music. -s like kar bhara a  which are 

found in tamiz  music can be considered that might have been used in a vip u 

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



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

5  

manner. Some are sung using -s and a-s used in gregorian music system. 

e.g.; a a  mariye ma ar g triye 

ma ar po u  mahimai c rtaye 

      - va akkap u 

 

The tamiz  guru-s who taught u, va akkap u, amm nap u, cavi u 

n aka  are called a vi-s. Some of the famous masters in this field are 

cinnatambi a vi, v dan yaka  a vi, tommi a vi, p duva a vi, dura 

sv mikal, ma appa uk ran ant nikku i a vi, pa ipu am mi ku a vi, pa i a 

v il p accan a vi, koccik ran koccausepp a vi, punnai al p lip s a vi, 

fabiy n a vi, ci ayil cil s a vi, aury r a vi and others. 

 

3.1.2  Pi u 

Pi u i community of 

Alappuzha district in Kerala. The term is believed to derive from earlier Buddhist 

and Jain bhik u 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 P  

, also known as Rak , is a devotional composition 

written by Johann Ernst Hanxleden (Arnos Pathiri), likely between 1721 and 1732. 

, 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, consists 

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  
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Third couplet  : The immaculate conception of virgin Mary, who was       

           free from original sin 

Fourth couplet   

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   

                        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. 

 

e vy kula 

-s. 

 

kar bhara a  and without any 

t a,  

 

  r      g       s     ,    ,    ,   ,          s      r     ,    ,    , 

 en   ma    ka            nir  ma   la    

          

  r      g      m      p    ,    ,    ,    ,    g     m       r     g   ,   r   ,    ,    ,  ,  

nan  ma   ye   u                ni   añ       n  

 

        s      r    g     m   ,   ,   ,    ,      m    g    r    s    ,       ,   ,   ,  

jan   ma      a         ti          n  

 

       s       r      ,     g     r    ,    ,    ,   ,           s   ,    ,   ,    ,  

    bha   ra    mo        z i   c                          pu   tr  

 

The  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 A u 

In tamiz , kavi means u (song). All those figurative elements that are used in 

a vip u can be seen in u with the mandatorily different -s. 

uses the ku, which emotes pathos. Both and 

u employ the same a -s which were used in ancient tamiz  

music.   

e.g. cen rtiruccu tan an areyum t nk i 

nn ayivi ai k u m ni arkkayp upe a 

 

This type of tamiz  folk genre is widely famous among the southern Latin Christian 

keralites.  and avar amm nai are some of the u 

compositions. The songs from are quite popular. The 

composers of these songs are unknown, although ai is one 

u composer. The themes used here are the birth of Mary along with 

the new gospel.  

e.g. enne va arttava e nama a pe ava e 

ayaz iy mal karpp iruntava e 

- part 5: 7,8 

 

3.1.5 Paricamu uka i 

Paricamu uka i 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  leads from the centre while students perform in circular 

formation. Rhythmic accompaniment is commonly provided by , 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, a u 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 pi u and the devotional poetry of  to the rhythmic 

vitality of paricamu uka i, 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 

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 a- i, 

ka i, and cavi aka . 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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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. 

 

Folk Culture, Cultural Revival, Youth Engagement, Experiential Learning, Digital 

Heritage, Cultural Pedagogy, Intangible Cultural Heritage (ICH),  
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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. 

 

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.). 

 

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. 

 

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. 

 

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. 

 

 

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. 

 

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. 

 

 

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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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). 

 

 

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. 

 

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

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

 

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. 

 

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. 

 

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). 

 

 

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. 

 

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. 

 

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. 

 

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 youth-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 youth-led digital reinterpretation supports 

intergenerational transmission over time, would help move the propositions 

advanced here from conceptual argument to empirically grounded findings. 
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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. 

 

Performing Arts, Sangakala Ilakkiyangal, Ettuthokai, Pathuppattu, Muttamil, 

Koothu 
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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. 

 

 

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, inclu uppa ai (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. 

 

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). 

 

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. 

 

 

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). 

 

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). Perum uppa ai (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. 

 

A pivotal documentary genre linking literature to performance is Aatruppadai 

(Guide Literature), found within the Pathuppattu anthology. These poems, such as 

uppa ai (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. 

 

 

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. 

 

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 

Veriyattu 

Ecstatic, trance-based dance 

performed by ritual 

 

Healing, religious ritual, 

communal spiritual welfare 

Kuravaikkuttu 

Communal group dance, 

primarily associated with the 

Marudam landscape 

Celebration of marriages and 

military victories 

Thunangaikkuttu 

Codified group dance 

performed by men and 

women in open village 

settings 

Festive and post-battle 

communal expression 

Amalaikkuttu 

Codified group dance form 

documented alongside 

Thunangaikkuttu 

Communal and festive 

performance 

Kanniyan 

Koothu 

Performance by two men 

dressed as women, dancing 

to the Makudam drum 

Entertainment and ritual role-

reversal performance 

 

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). 

 

 

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 

Paanar 
Male bards, specialists in the 

Yazh 

Singing, eulogy, court and 

itinerant performance 

Viraliyar 
Female counterparts of the 

Paanar 

Folk song and dance, 

accompanying Paanar to 

courts 

Koothar 
Actors / performers of 

Koothu 

Dramatic and narrative 

performance 

Vayiriyar Wind-instrument players 
Instrumental 

accompaniment 

Kodiyar 
Banner / flag-bearing 

performers 

Ceremonial and processional 

roles 

Nataka Makalir Female dance specialists 
Dance performance 

classified as Natakam 

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

Ramana and Seshamamba (2024). 

 

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). 

 

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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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 

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  

 
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.  

 

 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.  

 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 repeatedly draws from 

 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.  

 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 

Narratives carry folk music, dance, and cultural values that underpin community 

life. 

 modern 

Tamil cultural consciousness.  

cultural hegemony and identity formation, 

demonstrating that film shapes values and cultural memory far beyond aesthetic 

experience.  

 

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 

Period Representative Films Nature of Folk 
Representation 

Cultural Function 

1930
1965 

Kannagi, Nandanar, 
Thiruvilaiyadal, 
Thirumal Perumai, 
Thiruvarutchelvar 

Folk traditions 
closely linked with 
mythology, devotion 
and stage 
performance 

Cultural 
preservation and 
religious (Siva 
Puranam, Azhwar 
saritthiram) 
continuity 

1965
1985 

Thillana 
Mohanambal, 
16 Vayathinile 

Village life becomes 
the narrative centre; 
folk arts integrated 
into daily social life 

Regional identity 
and rural realism, 
festivals, rituals, 

1985
2005 

Karagattakkaran, 
Pudhu Nellu Pudhu 
Naathu, 
Dharmadurai 

Folk music, dance 
and dialect become 
major narrative 
components 

Popularisation of 
folk traditions 
through 
mainstream 
cinema 

2005
Present 

Paruthiveeran, 
Aadukalam, Sarpatta 
Parambarai, 
Thangaalaan 

Greater 
ethnographic 
realism with 
emphasis on 
memory, identity, 
labour and 
indigenous 
traditions 

Cultural mediation 
in a global digital 
environment 

 
 

Table 2. Comparative Analysis of Selected Films and Songs 

Film / Song Folk Art Technique Used Cultural 
Observation 

Maankuyile 
Poonkuyile 
(Karagattakkaran) 

Karagattam 
Folk percussion, 
costume, 
choreography 

Folk dance 
becomes a 
mainstream 
cultural symbol 
rather than a 
local 
performance. 

Ucchi 
Vagundheduthu 
(Rosappoo 
Ravikkaikari) 

Rural folk 
melody 

Minimal 
orchestration, 
deep human 
emotions 
of love, betrayal, 
pain 
  

Simplicity 
enhances 
emotional 
authenticity and 
reflects village 
life.  

Film / Song Folk Art Technique Used 
Cultural 
Observation 
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Sandhaikku Vandha 
(Dharmadurai) 

Festival 
music 

Crowd movement, 
rhythmic editing 

Demonstrates 
community 
participation and 
collective 
celebration. 

Paccha Mala Poovu 
(Kizhakku Vaasal) folk lullaby 

Landscape 
cinematography, 
lyrical imagery 

Connects 
environment, 
livelihood and 
cultural identity. 
  

Oppari Sequence 
(Paruthiveeran) 

Funeral 
lament 

Diegetic sound, 
extended 
performance 

Preserves ritual 
authenticity and 
collective 
expressions of 
grief. 

Aarivaro Aarivaro 
(Thangaalaan) 

Indigenous 
musical 
traditions 

Earth-tone 
visuals, layered 
sound design 

Reintroduces 
indigenous 
heritage within 
contemporary 
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. 

Costume & Make-up 
Reflect local customs, occupations and ritual 
traditions. 

Village Landscape 
Functions as a cultural space rather than a 
mere background. 

Local Dialect 
Preserves oral traditions and linguistic 
authenticity. 

Editing Rhythm 
Synchronises visual movement with folk 
musical structures. 

Choreography Retains traditional movement vocabulary 
while adapting it for cinematic presentation. 

Sound Design 
Creates immersive cultural experience 
through environmental sounds and live 
performance. 
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Table 4. Theoretical Interpretation 

Theory Application to Tamil Cinema 
Representation Theory 

(Hall) 
Cinema constructs meanings of folk culture rather 

than merely recording it. 
Performance Theory 

(Schechner) 
Folk performances acquire renewed significance 

when adapted into cinema. 
Cultural Memory 

(Assmann) 
Films preserve visual and musical memories that 
strengthen collective identity across generations. 

Intangible Cultural 
Heritage (UNESCO) 

Cinema promotes documentation, visibility and 
public awareness of traditional performing arts. 

 

3.0 Key Analytical Findings and Conclusion 

 Folk arts are not inserted as decorative sequences; they function as 

narrative devices that shape character, place and social identity.  

 Early Tamil cinema emphasised religious and mythological preservation, 

whereas later films integrated folk arts into everyday rural life.  

 Contemporary cinema increasingly presents folk traditions within 

discussions of history, caste, labour, gender, ecology and indigenous 

identity.  

 Emotional engagement is generated through the interaction of:  
o Folk rhythm  
o Indigenous instruments  
o Costume  
o Cinematography  
o Editing  
o Landscape  
o Dialect  
o Collective performance  

 Cinema transforms oral traditions into audio-visual memory, allowing folk 

arts to reach audiences beyond their original geographical boundaries.  

 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:  

1. Documentation  
2. Preservation  
3. Transformation  
4. Transmission  

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  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 

 unique needs and skills. 
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 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 

 Mobile apps 

 Video analysis Software 

 Online learning platforms 

 Dance Performances and Rehearsal Tools  

 Digital stage design and lighting systems 

 Sound Design software 

 Rehearsal Management Tools 

 Motion Capture technology 

 Live streaming and online broadcasting 

Collaboration and Communication Tools  

 Video Conferencing Software - Google Meet, Zoom 

 Online Community forums - Facebook Groups 

(Example - Dance Educators, Dance Professionals) 

 Instagram - @danceeducation 

 File Sharing and storage - Google Drive  

 Youtube - Online Video sharing Platform 

Digital dance Documentation Tools 

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

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

 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 

 Technical issues and equipment costs 

 Limited internet access and connectivity 

 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 

 

Figure-II 
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Abstract

Rabindranath Tagore's Rabindra Sa

poetic depth with melodies drawn from Indian classical, Western harmonic 

appa, 

-influenced 

compositions to explore Tagore's integration of folk melodic idioms with classical 

Keywords:  Rabindra Sa

1.0 Introduction

Rabindra Sa

idioms, Bengali folk music

melody-types, emotional frameworks, and philosophical perspectives to Rabindra 

Sa

textual analysis, and interpretive observations.

2.0 Scope of the Study

-table incorporated to show how folk freedom co-



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

47  

 

modal patterns, and ornamentation). 

  

 

3.0 Themes of Rabindra Sa  

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 

divided into six main po -s and they are as follows: 

  

  

  

 Prak ti (Nature) 

 Bicitra (Amazing) and 

  

 

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 Sa

aka music. 

 

 

 

in Birbhum 

universal love, self-search, life's transience without direct imitation, shaping 

Rabindra Sa  
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classical-

-

into refined art that links collective experience with spiritual renewal. 

 

 A Contextual Table 

 

intonation and melodic contour. The prevalence of 

-

Tagore created a hybrid musical language in which classical tonal grammar is 

Sa -based 

discipline. 

 

modified to incorporate folk characteristics. The table is arranged in descending 

(tune) that are being taken from other folk song sources. However, this paper will 

discuss only two different songs which have 

 

 

-influenced 

songs, the present table does not include the complete corpus. Instead, it lists only 

aka 

equivalents, thereby facilitating a comparative analytical study between Hindustani 

aka traditions. 
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S. 
No. 

 aka equivalent  No. of songs 

1  15 a janyam Bau i 18 
2  28  14 
3 Bhairavi i 13 
4  29 th  am 

janyam 
8 

5  22 a Kharaharapriya 
janyam 

8 

6 Iman  65th i 5 
7  28t  3 
8 Jhijhit 28 

Comparable to Senjuru i  
2 

9 
 akarta 29  

am, as it employs 
an anya swara (kaisiki ni
addition to the scale derived from 

am. Hence, 

appropriately associated with 

Ni  

1 

10 Tilak 
 65 i) 

1 

 

 

-influenced Rabindra Sa

 

 

ti (nature) for 

-

-rooted compassion. 

 

-Prak ti-

i) for luminous 

-to- aka notation mappings. 
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-Influenced Composition 1   

 Prak ti (197)     Upa-  

 -  

a Kaharwa 

Year composed 1931 

 5 

Notation   

 

a Rabindra Sa  

 

is an au ava-au

Ma and Ni in both ascent and descent. 

 

 

 a: S R G P D        a:  D P G R S (Au ava-Au ava).  

 -

 

 

hours.  

intonation, limited oscillation, and phrase repetition, thereby emphasizing textual 

clarity and devotional effect over melodic elaboration. a a is thus 

controlled emotional expression. 

aka equivalent, its scalar structure 

i, a 

avagau a, for purposes of analytical clarity. This 
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comparison remains illustrative rather than definitive, as the melodic identity of 

folk aesthetics are absorbed and articulated within Rabindra Sa  

 

- ti: Basanta) 

 

aka style (au

-

microtones/gamakas implied, not encoded analytical aid only. 

aka style 

s , r , g ,  r , s, r, d , , , | 

o ..  gri ho  | 

p , , , s , d, d, p , p ,dn , || 

    || 

d, p , p , d , n , n , dp , , | 

l.  lo . je  | 

, , ,  ,  ,  , n,n, d , d , || 

   bono || 

p , p , pd, , d , d , p , , , | 

    | 

p ,m, g , , , g, r , s , , , || 

    || 

Analysis: Invites indoor folk to join spring's (Basanta) communal joy, personifying 

Ni incursions (p-dn) prioritize folk flow over strict au ava scalar purity (vs. 

aka Bau nature-mediated spirituality 

beyond caste/ritual. 

 

 

Observations 

a 

avagau aka theory. 
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 aka- -

centric phrases and transitional movements (notably p dn and d p n), which 

contravene the au ava au

-lak a

melodic practice, wherein expressive continuity and textual articulation take 

functions as a Rabindrik, folk-conditioned modal framework rather than as a strict 

 

 

-Influenced Composition 2   

a Rabindra Sa

i 

 

 in Rabindra Sa a a 

represented as:  

 a: S R G M P D N a:  a

luminous and elevating colour. 

 -  

  

  Iman-  

Written on 1913 (29 Ashwin 1320) 

Place  

Collection  

 41 

Notation by  
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 -

 

 

mode), with a serene, expansive feel, suited to evening or night hours and 

to meditative, inwardly directed texts. 

 

-influenced Rabindra Sa

gamaka usage, smooth meend-based glides, and lyrically aligned phraseology, 

emphasizing clarity of poetic articulation and a gentle, introspective radiance 

a a 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 Sa

internalizes this Yaman/Iman grammar while situating it within a carefully 

composed, structurally regulated framework that balances classical scalar 

-inspired melodic sensibility.  

-  3-ak

implied structural guide only, not literal. 

, , ,   ,  ,  , s r g  , gg || 

. . .  . . .  Nityo  || 

d d n  dp ,mp  g r g  rs p p || 

    || 

pp , mp  , Mpdn n dmdp m || 

modhu keno   || 

g , gr gm g , r  s r g  , g g || 

  nityo  || 

d d n  d p ,mp  g r g  rs , ,  || 

    || 

 

i for comparison, 

-

prioritize spiritual yearning (divine nectar) over elaboration; system-specific 

idioms preserved.  aka style  
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Textual Analysis  Transliteration and meaning 

Bengali lyrics English Translation   

Nityo tomaar je phul phote phulbone 

 

Flowers blossom in your garden 

regularly 

 

Taari modhu keno monmodhupe 

khaawaonaa? 

Why don't you feed the nectar that 

my mind is hungry of? 

 

Observations  

The composition  

-influenced Rabindra 

Sa g t. Its heptatonic structure (SR2G3M2PD2N3S SN3D2PM2G3R2S), 

corresponding functionally to the 65th m akarta M cakaly i, supports the text s 

contemplative expression of spiritual yearning. Tagore s treatment of Iman 

prioritizes restrained gamaka usage, linear pray ga, and lyrical intelligibility over 

classical r ga elaboration, reflecting core B ul aesthetics. Consequently, Iman here 

operates as a context-specific modal adaptation rather than a strict realization of 

 

 

6.0 Conclusion 

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-

aka systems. Rabindra Sa

principle. 
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cjtpg; Nguhrphpah;> gujehl;baj;Jiw 

fiyf;fhtphp Ez;fiyf; fy;Y}hp 
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Ma;Tr; RUf;fk; 

ngha;f;fhy; Fjpiu Ml;lk; jkpo; ehl;bd; xU ghuk;gupa eldkhf cs;sJ. fiyQu; 

jdJ ,Lg;gpy; Fjpiu tbt myq;fhuj;ij mzpe;J> fPNo kdpjf; fhy;fs; kiwe;jgb 

Fjpiu> uh[h> uhzp Njhw;wj;ij cUthf;fp MLfpwhu;fs;. jtpy;> ehj];tuk; Nghd;w 

,irf;fUtpfspd; jhsj;Jld; epfo;j;jg;gLk;. ,e;j Ml;lk; Cu; jpUtpohf;fs;> Nfhtpy; 

jpUtpohf;fs; Nghd;w gy ,lq;fspy; epfoj;jg;gl;L tUfpd;wJ. tPuKk;> cw;rhfKk; 

epiwe;j mirTfs; kw;Wk; ,ir> eld xUq;fpizg;G kf;fspd; gq;Nfw;G Mfpait 

,e;j fiyf;F jdpj;Jtk; mspf;fpd;wd. jkpou; gz;ghl;bd; capNuhl;lj;ijAk; ghuk;gupa 

rpe;jidia gpujpgypf;Fk; Kf;fpakhd fiy tbtkhf ngha;f;fhy; Fjpiu Ml;lk; 

tpsq;Ffpd;wd.  

 

rpwg;G nrhw;fs; 

 ngha;f;fhy; Fjpiu Ml;lk;> uh[h> uhzp> jQ;rhT+u; Ml;lk; 

 

 Kd;Diu 

Kjd; Kjypy; ngha;f;fhy; Fjpiu Ml;lk; Njhd;wpa Cu; jQ;rhT+u; MFk;. xU ehs; 

jpUitahw;W gbj;Jiwapy;> mjhtJ fhtpup Mw;wpd; kzw;gug;gpy; eilngw;w rLFL 

Nghl;bd; NghJ jpUitahW FOTld; mUfpy; cs;s Cuhd> eLf;fil ge;ju; FOtpdu; 

fye;J nfhz;ldu;. 

jpUitahw;Wf; FOtpy; Mba uhkfpU\;z ehAL> tpisahl;bd; NghJ vjpu;FOtpy; 

tpisahba xU K];ypk; ,isQupd; jiyiag; gpbj;j NghJ uhkfpU\;z ehALtpd; 

gy; me;j ,isQu; jiyapy; gl;Ltpl mjd; fhuzkhf ,U Cu; FOtpdUf;Fk; mtutu; 

Cu; kf;fs; Nru ngupa rz;ilahf khwpaJ. ,jdhy; Nfhgk; nfhz;l uhkfpU\;z 

FOtpdu;> eLf;fil ge;ju; Cu;fhuu;fis fhtpup Mw;W kzypy; Juj;jpf; nfhz;L 

Xbtpul;bdu;. mtu;fis tpul;bag;gpd; ehALtpd; ez;gu; Jiurhkp vd;gtu; ,uz;L %d;W 

Rs;spfspd; fZf;fspy; ,uz;L fhy;fspd; ngU tpuy;fis Eioj;J %q;fpy; Rs;spfis 
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iffshy; J}f;fp vLj;J ele;J te;jhu;. ,jid ghu;j;j ehALtpd; kdRf;Fs; ngha;f;fhy; 

nra;Ak; vz;zk; cUthdjhf $wg;gLfpwJ. ngha;f;fhy; Fjpiu Ml;lj;jpw;F rpwg;G 

Nru;j;jtu; jQ;rhT+u; khtl;lk; jpUitA+u; gFjpia Nru;e;j b. rp. Re;ju%h;j;jpahy; ,e;j 

Ml;lk; kuhl;ba kd;du;fs; fhyj;jpy; jQ;irf;F te;jjhf tuyhw;W Ma;thsu;fs; 

$Wfpd;wdu;. 

 

 mikg;G kw;Wk; jahupf;Fk; Kiw 

Fjpiu tbtj;jhy; mikf;fg;ngw;w xU mikg;G KiwahFk;. fspkz;> Mw;W kzy; 

,uz;ilAk; fye;J gpire;J xU ehs; Cwitj;J> mk;kz;zhy; Fjpiu nra;J ,U 

ehl;fs; cyu;j;j Ntz;Lk;. ehspjo;fis rpWrpW Jz;Lfshf ntl;b ePupy; eidj;J 

fspkz; Fjpiuapy; ,ilntsp ,d;wp xl;l Ntz;Lk;. t[;uk;> kapy;Jj;jk;> 

kuts;spf;fpoq;F khT %d;iwAk; ePupy; fye;J neUg;gpy; gjkhff; fha;r;rp gir 

jahupj;J Mw itf;fNtz;Lk;. me;jg; gir jltpa ehspjo;fisf; Fjpiu cUtj;jpy; 

xl;lNtz;Lk;. ,t;thW xd;wd;kPJ xd;whf ehd;FKiw ehspjo;fis xl;b ntapypy; 

cyu;j;jNtz;Lk;. nkhj;jkhd fhlhj;Jzpiaj; Jz;Lfshf eWf;fp gir jltp mjd;kPJ 

xl;lNtz;Lk;. mjid ntapypy; cyu;j;jNtz;Lk;. mjd;kPJ kPz;Lk; ehd;F ehspjo;fis 

xd;wd;kPJ xd;W xl;b cyu;j;jp mjd; kPJ fhlh Jzpia xl;b ,uz;L ehl;fs; cyu;j;j 

Ntz;Lk;. gpwF Fjpiuapd; kz;ilg; gFjpapd; ikaj;jpypUe;J gpNslhy; mWj;J 

vLf;fNtz;Lk;. ,g;NghJ fhfpjk; kw;Wk; Jzpahy; Md Fjpiuf;$L ,U gFjpfshff; 

fpilf;Fk;. me;j ,uz;L gFjpfisAk; nkhj;j Crpahy; nkhj;j E}y; nfhz;L 

ijf;fNtz;Lk;. Fjpiuapy; Ms; mku;e;Jnry;Yk; gFjpapy; Ms; EioAk; msT ePs 

rJuj;jpy; Jthuk; mikf;f Ntz;Lk;. 

gpwF Fjpiu thapd; Nkw;GwKk; fPo;g;GwKk; jdpj;jdpahf Nkw;$wg;gl;l Kiwapy; 

cUthf;fNtz;Lk;. ml;ilapy; nra;J girapy; kuj;J}isf; fye;J xU ehspjo; xl;b> 

mjd;kPJ Jzp xl;b Kd;G cUthf;fg; gl;l Fjpiuapd; jiyg;gFjpfspy; itj;Jj; 

ijf;f Ntz;Lk;. Fjpiuia ,Og;gtu; jdJ ,uz;L fhy;fspYk; kuf;fl;ilia mzpe;J 

nfhz;bUg;ghu;. fhy;fspy; mzpe;Js;s kuf;fl;ilia bf; lf; vd;W mbj;J Xiria 

vOg;Gthu;. Fjpiuapd; fbthsj;ij gpbj;J fk;gPukhf jhsj;jpw;F Vw;g Fjpiu 

Mlr;nra;tJ mofhf ,Uf;Fk;  

 

 ,irf; fUtpfs; 

ngha;f;fhy; Fjpiu Ml;lj;jpw;F nfhe;jsk; vdg;gLk; ,ul;il Kfj;Njhy; fUtp gf;f 

,irahf gad;gLfpwJ. NkYk; ,U jtpy;fs;> ,U ehj];tuq;fs;> gk;ig fpLfpLg;G 

Nghd;w ,irf;fUtpfs; gf;f ,irahf gad;gLj;jg;gLfpd;wd. jkpofk; kl;Lky;yhky; 

,e;jpahtpy; NtW rpy khepyq;fspYk; ,t;thl;lk; Mlg;gLfpwJ. xuprhtpy; irj;jpNfhlh 

my;yJ nfAjh vd;w ngaupYk;> Me;jpuhtpYk; fpY FuY vd;w ngaupYk;> uh[];jhdpy; 
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fr;rpNfhb vd;w ngaupYk;> Nfushtpy; Fjpiuf;fsp vd;w ngaupy; epfo;j;jg;gLfpwJ. 

NkYk; rpyg;gjpfhuj;jpy; kuf;fhy; Ml;lk; vdTk; $wg;gLfpwJ. 

 

 MLk; Kiw 

Ml;lj;jpd; njhlf;fj;jpy; tpehafu; Jjp ehj];tuj;jpy; thrpf;fg;gLk;. gpwF ieahz;b 

njk;khq;F Kjyhdit thrpf;fg;gLk;. mjw;Nfw;g Ml;lk; epfOk;. uh[h> uhzp Ntlkpl;l 

Ml;l fiyQu;fs; Kjypy; jdpj;jdpNa %d;W Kiw tl;lkhf Rw;wp te;J MLtu;. 

gpd;du; Fjpiu MLtJ> uh[h mjid mlf;FtJ> Fjpiu fhiy cau;j;JtJ> uh[h 

uhzp if Nfhu;j;J MLtJ> uh[h uhzp vjpuhf epd;W MLtJ> Fjpiuapd; Kfq;fis 

xd;whf;fp MLtJk;> ehd;F %iyfspYk; Xb MLtJ> cl;fhu;e;J MLtJ vd Ml;lk; 

gythW epfo;j;jg;gLfpwJ. ,jpy; tPughz;ba fl;lnghk;kd;> kJiu tPud; fij 

epfo;r;rpfSk; kuhl;ba kd;dd; rj;ugjp rpth[p jdJ Fynja;tk; mk;ghs; gthdpaplk; 

Mrpg; ngw;W NghUf;F Gwg;gLtJ Nghd;w epfo;r;rpfs; ,jpy; eilngWfpwJ. 

 

 NtW ngau;fs; kw;Wk; epfOk; ,lq;fs; 

Gutp Ml;lk;> ngha;f;fhy; Fjpiuahl;lk; vd;W miof;fg;gLk;. ,e;j eldk; Nehd;G 

flDf;fhf Nfhapy; jpUtpohf;fspYk;> jpUkzq;fs; rPg;G> Nrhg;G Kjyhd tpsk;gu 

epfo;r;rpfs;> muR tpohf;fs;> murpay; tpohf;fs; Kjyhdtw;wpy; nghOJNghf;F 

Nehf;fkhf nfhz;L epfo;j;jg;gLfpwJ. ,];yhkpa jpUkzq;fspYk;> re;jdf;$L 

tpohf;fspYk;> fpwp];Jt Njtyhaq;fspYk; ,e;epfo;r;rp Vw;ghL nra;ag;gLfpwJ.  

 

 ngha;f;fhy; Fjpiu Ml;lk; fiyQu;fspd; cilfs; kw;Wk; mzpfyd;fs;  

mf;fhyj;jpy; ngha;f;fhy; Fjpiu Ml;lk; MLk; fiyQu;fspy; Mz; fiyQh; uh[h 

Ntlk; mzpe;Jk;> ngz; fiyQu; uhzp Ntlk; mzpe;Jk; Mbte;jdu;. vdNt ,tu;fspd; 

cilfs; uh[h uhzp NghyNt Njhw;wkspf;Fk;. ,tu;fs; jQ;iria Mq;fpNyau;fSf;F 

Kd;G tiu Mz;l kuhl;ba muru;fs; NghyNt ,tu;fs; Ntlkpl;L Mb te;jdu;. 

 

 ngha;f;fhy; Fjpiu Ml;lj;jpw;F ,irf;fg;gLk; gf;f ,irf; fUtpfs;  

ngha;f;fhy; Fjpiu Nghd;w ehl;Lg;Gw fiyfSf;F ,irf;fg;gLk; gf;f ,ir ieahz;b 

NkskhFk;. ,jpy; ehj];tuk;> xj;J> jtpy;> gk;ig> fpLf;fl;b> [hy;uh Nghd;w 

,irf;fUtpfis nfhz;L ,irf;fg;gLfpwJ. ngha;f;fhy; Fjpiuahl;lj;jpw;F Kjd; 

Kjypy; gad;gLg;gl;l nfhe;jsk; vd;Dk; ,irf;fUtpAk; ,g;NghJ ngha;f;fhy; Fjpiu 

Ml;lj;jpw;F ,irf;fg;gLk; ieahz;b Nksj;Jld; Nru;e;J ,irf;fg;gl;L tUfpwJ.  

 

 ngha;f;fhy; Fjpiu Ml;lj;jpy; mlTfs;  

ngha;f;fhy; Fjpiu MLk; fiyQu;fs; Xub cauf;fl;ilapd; Nky; mtu;fspd; fhiy 
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ehlhtpdhy; fl;bf;nfhz;L mtw;wpd; Nky; epw;gNj fbdkhd nray;. NkYk; Vwj;jho 40 

fpNyh vil cs;s Fjpiuf;$l;bid> mtu;fspd; clk;gpy; mzpe;J nfhz;L me;j 

vilia jhq;fpf; nfhz;L epw;gJk; NkYk; fbdkhd nrayhFk;. ,jDld; elj;jy;> 

MLjy;> Fjpj;jy;> Fdpjy;> epkpu;jy;> fhy; J}f;fp MLjy;> Kd; gf;fk; nry;Yjy;> 

gpd;gf;fk; nry;Yjy;> gf;fthl;Lfspy; tPrp MLjy;> Kd; gf;fk; Koq;fhy; cauj;jpw;F 

fhy;fis khw;wp khw;wp J}f;fp MLjy; vd;Dk; gy epiyfs;> mlTfs; ,lk; ngWfpd;wd. 

Gtp <u;g;gpd; rkepiyf;F vjpuhd ,j;jifa gy epiyfspy; ,Ue;J Mb me;epiyfspYk; 

rkepiy jtwtplhkYk; tpOe;JtplhkYk; Mb Fjpiu rthupia fz;Kd; gilj;J 

fhl;Ltjpy;jhd; ,t;thl;lj;jpd; rpwg;G mike;Js;sJ. 

 

 gpw khepyq;fspy; cs;s ngha;f;fhy; Fjpiuahl;l mlTfs;  

jQ;rhT+u; ngha;f;fha; Fjpiu Ml;l FLk;gq;fNshL njhlu;G nfhz;L gpd;du; ngq;fShhpy; 

FbNawp ,f;fiyia MbtUk; b. rp. Re;ju%u;j;jpAk; mtuJ kidtpAk; ngha;f;fhy; 

Fjpiu tuyhw;wpy; Fwpg;gpbj;jtu;fshf tpsq;Ffpd;wdu;. ,tu; kfd; Nahfypq;fKk; 

,f;fiyapy; <Lgl;Ls;shu;. ngq;fShupy; b. rp. Re;ju%u;j;jpapd; ngha;f;fhy; Fjpiu 

jQ;rhT+u; ngha;f;fhy; Fjpiu Ml;lj;jpd; midj;J $WfisAk; cs;slf;fp ,Ug;gJld;> 

jk; Ml;lj;jpy; Guhz ,jpfhr tuyhw;W epfo;r;rpfis irif nkhopahy; mike;j> rpy 

fhl;rpfis gilj;J fhl;Lk; Nghf;Fk; ngq;fShu; Gutp Ml;l fiyQh; b. rp. 

Re;ju%u;j;jpahy; GFj;jg;gl;Ls;sJ. ,tiu gpd;gw;wp nrd;idapy; cs;s ngha;f;fhy; 

Fjpiu Ml;l fiyQu;fs; ,k;Kiwia jq;fs; ngha;f;fhy; Fjpiu Ml;lj;jpy; GFj;jp 

cs;sdh;. ngq;fShu; ngha;f;fhy; Fjpiu Ml;l fiyQu; b. rp.  

Re;ju%u;j;jp ngha;f;fhy; Fjpiu Ml;lj;jpy;  

 uh[h uhzp 

 tPu rpth[pAk; ghtdNjtpAk;  

 ,uh[h gpujhg;rpq;Fk; Ry;jhDk;  

 NfhG kd;dd;  

 uhkrh];jpup  

Nghd;w tuyhw;W epfo;r;rpfs; jpnusgjpAk; gpkDk; Nghd;w ,jpfhr epfo;r;rpfs; rptrf;jp 

eldk; Nghd;w Guhz epfo;r;rpfs; Mfpatw;wpd; ehl;ba ehlf epfo;r;rpfis 

gilj;jspf;fpwhu;. jkpo;ehl;by; jQ;ir> nrd;id kw;Wk; flY}u; Nghd;w gFjpfspy; 

Mlg;gLk; ngha;f;fhy; Fjpiu Ml;lq;fs; mlTfs; kpFe;J fhzg;gLfpd;wd.  

 

2.3.4 ngha;f;fhy; Fjpiu Ml;l fiyQu;fspd; mirTfs; kw;Wk; mq;fq;fs;  

 Kd;Gwk; ePl;Ljy; 

 gpd;Gwk; ePl;Ljy; 

 fbthsj;ij gpbj;jpUj;jy; 
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 fbthsj;ij gpbj;jpOj;jy; 

 ,U fhy;fSk; Nrh;j;J xNu Neuj;jpy; FWf;Nf NghLjy; 

 ,U fhy;fSk; Nrh;j;J xNu Neuj;jpy; mfw;wpg; NghLjy; 

 jiyapy; mirTfs; tyg;Gwk; jpUk;Gjy; ,lg;Gwk; jpUk;Gjy;  

,t;thW tyf;ifapd; 8 mirTfSk;> ,lf;ifapy; 3 mirTfSk;> tyf;fhypy; 12 

mirTfSk;> ,lf;fhypy; 10 mirTfSk;> ,U fhy;fSk; Nru;e;J cs;sjpy; 2 

mirTfSk;> ,U iffSk; Nru;e;J ,Ue;jjpy; 2 mirTfSk; jiyapy; 2 mirTfSk; 

ngha;f;fhy; Fjpiu Ml;lj;jpy; ,lk;ngWfpd;wd. 

 

3.0 ngha;f;fhy; Fjpiuahl;lj;jpd; kpf Kf;fpakhd fiyQu;fs;  

b. rp. re;jpu%u;j;jp> NrhKuht;> jQ;rhT+u; tpehafk; Nghd;Nwhu; Kf;fpakhd fiyQu;fshf 

fhzg;gLfpd;wdh;. Vida gFjpfshd jQ;ir> kJiu> Nryk;>  njd;dhw;fhL> rk;Gtuhah;> 

mk;Ngj;fhh;> nrq;if mz;zh> nrd;id vd;Dk; vlL khtl;lg;gFjpfspy; 

Mlg;gl;LtUfpwJ. ngha;f;fhy; Fjpiu Ml;lq;fspy; Fjpiu rthupia epidTWj;Jk; xU 

rpy mlTfs; ,lk; ngw;Ws;sJ Fwpg;gplj;jf;fJ.  

jkpofj;jpd; kw;w khtl;lq;fis tpl jQ;irapy; jhd; ngha;f;fhy; Fjpiuahl;lk; 

jiyrpwe;j Kiwapy; tpsq;fptUfpwJ.  

jQ;ir ngha;f;fhy; Fjpiuahl;lq;fspy; kl;LNk fhy;fis gf;fthl;by; J}f;fp Nghl;L 

MLjy;> jpkpUk; Fjpiuia mlf;Fjy;> Xly;> Fjpj;jy;> cl;fhUjy;> vOjy;> Kd;Dk; 

gpd;Dk; kw;Wk; gf;fthl;by; nry;Yjy; vd;Dk; gy epiyfspy; mlTfs; ,lk; 

ngw;Ws;sd.  

 

3.1 Fjpiu Ml;l fiyQu;fs; Nkilapy; MLk; tpjq;fs; 

Mz;> ngz; Fjpiuahl;l fiyQu;fs; Nkilapy; Nru;e;J MLk; nghOJ ,lk;ngWk; 

Fjpiu $Lfspd; mirTfs; Vwj;jho xNu khjpupahf mike;J fhzg;gLk;. Fjpiu 

Kd;Ndhf;fp ,Of;Fk; nghOJk;> Fjpiuia NkNyhf;fpj; J}f;Fk; nghOJk; ,U Ml;l 

fiyQu;fSk; NeUf;F Neu; epd;Wk;> mUNf epd;Wk; mr;nray;fis nra;fpd;wdh;. ,U 

Ml;l fiyQu;fSk; FjpiuAld; Rw;Wk; nghOJ xU Ml;lk; fiyQu; tyJ 

,lg;GwkhfTk;> kw;nwhU Ml;l fiyQu; ,ltyg;GwkhfTk; Rw;Wfpd;wdu;. Mz>; ngz; 

Ml;l fiyQu;fs; ,ize;J MLk; nghOJ Ml;l fiyQu;fs; kl;Lkpd;wp  FjpiufSk;  

jq;fSf;Fs; el;G ghuhl;b goFtJ Nghy; Njhd;Wk; gb Fjpiuf;$l;bd; mirTfs; 

cz;lhf;fg;gLfpwJ 
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4.0 KbTiu  

ngha;f;fhy; Fjpiuahl;lk; vd;gJ jkpou;fspd; rpwe;j ehl;Lg;Gwf; fiy kuGfspy; 

xd;whFk;. jQ;rhT+u; kz;zpy; Njhd;wp> fhyg;Nghf;fpy; jkpofj;jpd; gy gFjpfspYk; gpw 

khepyq;fspYk; gutp tsu;e;j ,e;jf;fiy kf;fspd; tho;tpay;> tuyhW> Guhzk; kw;Wk; 

gz;ghl;il xUq;Nf ntspg;gLj;JfpwJ. Fjpiu tbtmikg;G> rpf;fyhd mlTfs;> 

jhskpf;f ,ir> uh[h uhzp Ntlq;fs; Mfpait ,ize;J> ghu;itahsu;fis ftUk; 

fiy tbtkhf ngha;f;fhy; Fjpiuahl;lj;ij cau;j;Jfpd;wd. cly; rkepiy> ijupak;> 

jpwik Mfpatw;iw ntspg;gLj;Jk; ,e;j Ml;lk;> ntWk; nghOJNghf;F kl;Lky;y 

jkpoupd; ghuk;gupa milahskhfTk; tpsq;FfpwJ. vdNt> ,j;jifa mupa ehl;Lg;Gwf; 

fiyfisg; ghJfhj;J> mLj;j jiyKiwfSf;F vLj;Jr; nry;Yjy; ek; midtupd; 

nghWg;ghFk;. 
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ehl;Lg;Gw ,ir ghuk;ghpaj;jpy; tpy;ypir fUtpfspd;  

gq;F kw;Wk; mjd; GJik 
 

1uh.ghyhk;ghs;> 2Nj. Mf;d]; \h;kPyp 
1Ma;T khztp> 2,izg; Nguhrphpah; 
fiyf;fhtphp Ez;;fiyf; fy;Y}hp 

  620 001 
 
 

Ma;Tr; RUf;fk; 
 
,e;j jiyg;gpy; ehk; fhztpUg;GJ ehl;LGw ,irapy; tpy;ypir fUtpfs; 

mjhfg;gl;lJ tpy; Nghl;L thrpf;Fk; fUtpAk; kw;Wk; tpy; tbtj;jpy; 

tpsq;Fk; tpy;ypir fUtpfs.; gy tifahd rlq;F kw;Wk; 

rk;g;ujhaq;fSf;F vt;thW gad;;gLj;jg;gl;lJ vd;gij mwpAk; tifapy; 

mikfpwJ. gpd;dh; tpNr\ epfo;Tfs; kw;Wk; nja;t topghLfSf;Fk;> 

rlq;F Jtf;fj;jpy; tpy;ypir fUtpfs; ehl;LGw fiyg; ghuk;ghpaj;jpy; 

mZFk; Kiwgw;wpAk; tpthpf;fpwJ. fij tbtq;fSf;Fk;.  ehNlhbf; $j;J 

tbtq;fspYk; ghl;Lld; Nrh;e;Jk;> jdpj;Jk; ,irf;fg;gLfpwJ. MWg;gil 

jpUtpohf;fs;> goq;Fb kuGfspy; topghl;L rlq;Ffspy; ,f;fUtpapd; 

gad;ghL kw;Wk; tpy;Yg; ghl;L gy;Y eld ehlfq;fs;> kUj;Jt ,zNke;jy; 

ghly;fSf;F vt;thW cgNahfpf;fpd;wdh;. Foe;ij jhyhl;Lg;ghly;> fpuhkpa 

ngz;fs; MLk; rpy $j;Jf;fs;> mk;kd; ghly;fs; ,tw;wpy; ,irj; 

Jidahf ,Ue;jij gw;wp Fwpg;gplg; gl;Ls;sJ. gy Ch;fspy; tpy;Yghl;L 

ntt;NtW #o;epiyfspy; gad;gLj;jg; gl;l tpjk; gw;wp mwpayhk;. gpd;dh; 

gy Ch;fspYk;> fpuhkq;fspYk; tpy;ypir fUtpfs; ntt;NtW Gjpa 

ngah;fSld; gy jug;gl;l ,ir fiyQh;fshYk;> me;je;j Ch; kf;fshYk; 

thrpf;fg;gl;l rhd;Wfs; gw;wp tpthpf;fg; gLfpwJ> tpy;ypir fUtpapd; 

tbtk;. mjd; xyp mikg;G> ghly;fSf;F ehj jhs MjuT> mb ehjk; 

Nghd;wtw;iw gw;wpAk;  nrhy;yg;gLfpwJ. NkYk; tpy;ypir fUtpfs; 

ehl;LGw ,ir ghuk;ghpaj;jpy; gq;F nfhz;L mjd; Gjpa ghpzhk khw;wj;ij 

Muha;tNj ,f;fl;Liuapd; Nehf;fk;. 
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1.0 Kd;Diu 
 
jkpofj;jpYk;> njd; ,e;jpag; gz;ghl;bYk; tpy; tbtpy; thrpf;fg;gLk; 

fUtpahdhYk;> tpy; Nghl;L thrpf;f$ba fUtpfs; vd;W nrhd;dhy; mJ 

kpf goikahditahf fhzg;gLfpwJ. mjd; ehjKk;> xypj;jd;ikAk; 

ehl;Lg;Gw ,irf;F kpfTk; cWJidahf nray;gl;L  NkYk; ,irf;F 

nkUF Nrh;f;fpwJ. mt;tifapy; tpy;ypirf; fUtpfs; gy tifahd 

gad;ghLfSf;F Cd;WNfhshfTk;> NkYk; ehl;Lg;Gw ,ir nrt;td 

ghpkspf;f cld; rpwf;fpwJ. ,it xw;iw ehh;> ,aw;if nghUl;fs;> rlq;F> 

fijg;ghly; Mfpatw;NwhL ,ize;jit. ,tw;wpd; gq;F %d;W epiyfspy; 

epiyfspy; ghh;f;fg;gLfpwJ. 

 rlq;F gad;ghL 

 fij nrhy;Yk; fiyfspy; 

 ehl;LGw ,ir fsj;jpy; 

,d;Dk; gy ghpkhzq;fspYk;> epiyfspYk; ghh;f;fg;gLfpwJ.  

 

rlq;F gad;ghL 

tpy; thj;jpaq;fs; ngUk;ghYk; 

 tpy;Yg; ghl;L 

 fpuhkpa g+i[fs; 

 nja;t top ghl;Lf; $j;Jfs; 

 gpwg;Gg; ghly;fs; 

 rhkp Ml;lk; 

 jpUtpoh Ch;tyk;  

Nghd;w epfo;r;rpfspy; Gdpjkhd xyp kw;Wk; ,ir cUthf;f 

gad;gLj;jg;gl;lJ. 

 

tpy;Yg;ghl;L 

jkpo;ehl;bd; kpfg; goikahd fijg;ghly; Kiwfspy; xd;W. tpy;ypirNahL 

fijNahL ghLk; ghly;. ,J midj;Jk; epfOk; fij-,ir-jhsf; fyit. 
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tpy; xU rpd;d ,irf;fUtp> mjd; xirahy; fijahf;fk; caph;g;Gld; 

elf;Fk;. tpy;iyAk;> jl;ilAk; ,izj;J fij nrhy;Yk; kuG. tPuf;fij> 

nja;t Guhzk;> r%fg;ghly;fs; vd fijapy; czh;r;rpia cah;j;j 

ehjj;ij ePl;bf;Fk; tpy; aho; ,ir kpf Kf;fpa gq;if tfpj;jJ. 

,t;tifahd tpy; thj;jpak; gpd;dzp ,ir> miog;G ehjk;> czh;r;rp 

ehjk; Mfpa %d;W Kf;fpa gzpfisAk; tfpf;fpwJ. tpy;Yg;ghl;by; fij 

khWk; NghJk; czh;r;rp khWk; NghJk; tpy; thj;jpaj;jpy; Jbg;G khw;wk;> 

ehh; <h;g;G khw;wk;> jl;Lg;ghl;bd; Ntf khw;wk; ,tw;iwr; nra;J  fijapd; 

czh;r;rp ntspg;gLj;jg;gLfpwJ. 

 

1.1 tpy;thj;jpaq;fs; rlq;Ffspy; gad;gLj;Jtjpd; fhuzk; 

tpy; vd;gJ mk;Gk; tpy;Yk; nfhz;l milahskhf fUjg;gLfpwJ. 

tPuj;jpw;Fk; ghJfhg;gpw;Fk; milahsk;. Xw;iw ehh; cz;lhf;Fk; xyp> xk; 

- Nghd;w ,aw;if mjph;T nfhz;lJ. Fuypirapy; ke;jpu ];jhap> jhu 

];jhap ghlYf;Fk;> ghlypd; mjph;it tYg;gLj;j xU cWJidahf 

Nkw;nfhs;fpwJ. Mjyhy; tpy; thj;jpaq;fspd; gad;ghL kpfTk; 

Kf;fpakhdjhf fUjg;gLfpwJ. 

tpy;yb vd;gJ jkpo;ehl;bd; goikahd xw;iw je;jp thj;jpaq;fspy; xd;W. 

,J ngUk;ghYk; ehl;Lg;Gw ghly;fs;> fij ghly;fs;> mQ;rypg;ghly;fs;> 

tpy;Yg;ghl;Lg; ghuk;ghpak; Mfpatw;wpy; gad;gLj;jg;gl;L te;jJ. tpy; 

tbtpyhd xU tistpy; ehh;fl;b mjw;F rpwpa fj;jb my;yJ tpwF fk;gp 

nfhz;L ehjk; cz;lhf;fg;gLk;.  

ehl;Lg;Gwf; fyhr;rhuj;jpy; tpy; thj;jpaq;fs; gad;gLj;jg;gl;l rlq;Ffs; 

tpy;yb thj;jpak; jkpo;fj;ij nghUj;jtiu gy tifahd rlq;FfSf;F 

gad;gLj;jg;gl;L tUfpwJ. gz;ila jkpo; ,ir> ts;syhh; 

ehl;Lg;Gwfiyfs;> fpuhkpa rlq;Ffs;> Fuitfs;> khd;Fb Nfhyhl;lq;fs; 

Nghd;w ,lq;fspy; gad;gLj;jg;gl;L tUfpwJ.  

fpuhkpa rlq;Ffs; my;yJ g+i[fs; 

1. Kisg;ghhpf; Fk;gpLjy; 

2. tPL GFtpoh 

3. Fy nja;t topghL 
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fpuhkpa $j;Jf;fs; 

1. Fuitf; $j;J 

2. tpy;ypr;rp ghl;L 

3. khd;Fb Nfhyhl;lk; 

Gyk; rhh;e;j gz;ghl;L ,ir 

1. tptrha ghly;fs; 

2. Nka;g;gdhh;g; ghly;fs; 

ehl;Lg;Gw ,ir fyhr;rhu milahsk;. 

 

tpy; thj;jpak; vd;gJ 

1. Fuy; ,irapd; gpd;Gyk; 

2. fij $bathpd; fUtp 

3. rlq;fpd; Gdpj typ 

4. ngz;fspd; tpujg; ghly; Njhod; 

5. ehNlhbapd; tho;f;if ehjk; 

6. Nka;g;gdhhpd; ,ir mq;fk; 

vd gy Nfhzq;fspy; KO tho;f;if ,irg; Nghy ,Ue;jJ.  

 

1.2 fpuhkpa rlq;F - topg;ghl;L ,ir 

1.2.1 tpy; tpsf;Fg;ghly; 

jkpo;ehl;bd; rpy fpuhkq;fspy; ghlg;gLk; ghly;. rptd; mk;kd; Nfhtpy;fspy; 

ghlg;gLk;. ,Us; ePq;fr; nra;ag;gLk;. topg;ghl;L epfo;Tfspy; ghlg;gLk; 

ghly;fis xj;jpirf;f rpwpa tpy; aho; Nghd;w thj;jpak; nfhz;L 

gad;g;gLj;jg;gl;lJ. nja;t $j;J> #l;rk fiyfspy; ,jd; gad;ghL 

fhzg;gLfpwJ. nja;t tpsf;F itf;fg;gLk; jpUtpohf;fs;.  

mk;kd;> KUfd; Fynja;t topg;ghL> Kj;jhuk;kd; topghLfs;. Mb mk;kd; 

ghly;fs; ,tw;wpy; tpy; thj;jpak; xU Md;kPf mjph;T nfhLf;fpwJ. nja;t 

topg;ghl;L epfo;Tfspy; tpy; tpsf;F itj;J ghLk; ngz;fspd; FO 

,irf;Fg; gpd;dzp ehjkhfg; gad;gLj;jg;gl;lJ. 
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,irapd; miythpir kw;Wk; tpy; thj;jpaj;jpd; gad; 

1. kdij rhe;jg;gLj;JfpwJ.  

2. rlq;fpd; Gdpjj;jd;ikia cah;j;jpfpwJ.  

3. rlq;fpy; Md;kPf mjph;it cUthf;FfpwJ. 

4. njk;ghpir|| Nghy mbehjj;ijf; nfhLf;fpwJ. 

5. ngz;fspd; Fuiy rkg;gLj;JfpwJ. 

 

1.2.2 fpuhkpa $j;Jf;fs; 

njUf;$j;J> xypg;ghly; $j;J> ehNlhb ehlfk;> fpuhkpa ngz;fs; FO 

epfo;r;rpfs;> tpujg;ghly;fs;> jpUtpisahly; ghly;fs;> Fwpg;ghf ngz;fs; 

ghly;fspy; xU jhs ehjj;ij nfhLf;fpwJ. ghly;fSf;F gf;f thj;jpakhf 

mikfpwJ. 

njU$j;J kw;Wk; tpy; thj;jpaj;jpd; gq;F 

1. Nghh;f;fhl;rp - Ntfkhd tpy; ehjk; 

     2. Nrhff;fhl;rp - nkJthd ePz;l ehjk;  

     3. nja;tf;fhl;rp - cah;e;j mjph;T 

     4. ebfh;fspd eldj;Jf;F Ng]; ehjk;  

 Fuitf;$j;J kw;Wk; tpy; thj;jpaj;jpd; gad; 

     1 .ngz;fs; FOg; ghlYf;Fr; rPuhd mbehjk; 
     2. Fuit mirTfSf;F neba xyp 
     3. ghuk;ghpa aho; kugpd; ,ir Mjhuk; 
 
ghzh; kuG fij $j;J kw;Wk; tpy; thj;jpaj;jpd; gad; 

1. ghzh; Fuypd; mbehjk; 

2. fij nrhy;Yk; NghJ ,uhf khw;wk; 

3. nkl;Lg; gpd;dzp jUk; 

 

2.0 Nka;g;gdhh; tptrhapfs; - ehNlhb ,dq;fs; 

Nka;g;gdhh; jq;fs; ML> khL> fd;Wfis fl;Lg;gLj;j ehjxyp 

gad;gLj;jpdh;. tpy;ypd; xir Nka;f;Fk; khLfs;> MLfSf;F irif 

nkhopahf gad;gLj;jpdh;. jdpikapy; ghLk; ,ir JizahfTk;> Gy; 
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ntl;Lk; NghJ ehj xyp jUk;. tptrhapfs; gaph; Ntiy nra;Ak; NghJ 

ghlYf;F mbehjkhf tpy; aho; thrpf;fg;gl;lJ. tptrhapfs; jdpikapy;; 

ghLk;NghJ gaph; nra;Ak;NghJ khiy Ntisapy; ,jd; rq;fPjk; kdepk;kjp 

jUk;. 

 
2.1 gpw khepyq;fspy; ehl;LGw fyhr;rhuj;jpy; tpy; thj;jpaq;fspd; gq;F 
 
tpy;yb thj;jpak; 
Nfush khepyj;jpy; ehl;LGw ,ir fyhr;rhuj;jpy; kpf Kf;fpakhd rlq;;F 
,irf; fUtpahf gad;gLj;jg;gl;L te;Js;sJ. Njt rlq;F ,ir 
tbtq;fshf tsh;r;rp ngw;Ws;sJ.  
 

ghuazp(ghuazf; fPh;j;jdk; Nfush) 

ghly; njhlf;fk;> KbT> rlq;F khw;wq;fs; midj;jpYk; gad;gLfpwJ. 

,irf;fUtp mtrpak;; vd;gJ Kiwahf;fg;gl;lJ. 

 

Xd;dhhp (Nfush) 

Nfush ehl;LGw ghly;fspy; Fwpg;ghf Xzg;ghl;L> %l; ghly;> Foe;ij 

J}q;fy; ghly;fspy; gad;gLj;jg;gLk; thj;jpak;. 

 

fpz;lhhp my;yJ fpd;wh (fd;dl my;yJ ky;dhL gpuNjrk); 

tpy; tbtpy; xw;iw ehh; nfhz;l xyp ngl;b cilaJ. ghLk; NghJ xU 

ifahy; tpy; itj;J ehjk; cz;lhf;Fth;. 

 

2.1.1 tpy;thj;jpaq;fspy; Vw;gl;l GJikfs; 

,d;iwa ehfhPf cyfpy; Nkil ,irf;F nghUj;jkhd tbthf;fk; 

nra;ag;gl;L GjpanjhU ghpkhdj;ij ekf;F je;Js;sJ. mt;tifapy;   

 ku nunrhNdl;lh; 

 mf;hpypf;  nunrhNdl;llh; 

nkl;ly; g;hpl;[; Nghd;wit Nkil ,irf;F nghUj;jkhf Nkk;gLj;jpAs;sdh;.  

tpy; thj;jpaq;fspy;  Fiwe;j xyp rpwpa fhy;gpd; ikf; nunrhNdl;h; cs;Ns 

gpf; mg; fhapy; Nghd;w GJikfspy; ,d;iwa nghpa NkilfspYk; 

gad;gLj;jKbfpwJ. 
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3.0 KbTiu 

,t;thW gz;ila jkpo; kugpd; capuhfTk;> ehl;Lg;Gw ,ir ghuk;ghpaj;jpy;  

,irAk; mjDld; xd;wpize;J tpy; thj;jpaq;fspd; Kf;fpaj;JtKk;> 

gq;Fk; ekf;F gy  GJikfisAk;  fz;nlLj;J xU mofhd  

ghuk;ghpaj;ij ekf;F Vw;;gLj;jp nfhLj;Js;sJ. ,dpNj GjpanjhU 

gilg;igAk;> ghpkhdj;ijAk; fhzyhk;. 

 
E}y; Fwpg;Gfs; 
 

1. ghuk;ghpa njhFg;Gfs; - jpU.itNtY ehah;. 

2. jkpo; ehl;lhh; $j;J - jpU.v];.fz;zg;g Kjypahh; 

3. ehl;Lg;Gw fiy xh; njhFg;G -Kidth;. [p.ehfuh[d; 

4. ehl;Lg;Gw Nkil ehlfk; - Kidth; Rak;Gypq;fk; 
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rk;gy;Ghp 
 

[hf;Fypd; gpwpd;]; gp.N`> 
KJfiy ,uz;lhk; Mz;L> 

gujehl;baj; Jiw> fiyf;fhtphp Ez;fiyf; fy;Y}hp 
jjclassicalarts@gmail.com 

 
Ma;Tr; RUf;fk; 

ve;jnthU r%fj;jpd; fyhr;rhu ghuk;gupaj;jpd; xUq;fpize;j gFjpahf 

eldKk; ,irAk; cs;sd. rk;gy;Gup ehl;Lg;Gw eldj;jpy; gad;gLj;jg;gLk; 

gy;NtW tifahd ,ir kw;Wk; ,irf;fUtpfis Muha;tJ> rk;gy;Gup 

ehl;Lg;Gw eldj;jpd; gy;NtW tiffis tptupg;gJ kw;Wk; gy fhuzpfshy; 

rk;gy;Gup ,ir kw;Wk; eldj;jpy; epfOk; khw;wq;fis ntspr;rk; Nghl;Lf; 

fhl;LtJ> ,e;j Ma;twpf;ifapd; Nehf;fkhFk;. jw;Nghija Ma;T> Ma;T 

kw;Wk; tpsf;fkhd jd;ik nfhz;lJ. Ma;Tf;fhd juT Kjd;ik 

Mjhuq;fs; kw;Wk; ,uz;lhk; epiy Mjhuq;fspy; ,Ue;J Nrfupf;fg;gl;lJ. 

rk;gy;G+u; khtl;lj;jpd; ,irf;fiyQu;fs;> eldf; fiyQu;fs; kw;Wk; eld 

Mrpupau;fsplkpUe;J Kjd;ik juT Nrfupf;fg;gl;lJ. gdpg;ge;J khjpup Kiw 

%yk; Ma;Tf;fhd khjpupfs; Nju;e;njLf;fg;gl;ld. Ma;tpd; fz;Lgpbg;Gfs; 

%d;W gpupTfspd; fPo; tpthjpf;fg;gl;Ls;sd. Kjy; gpupT rk;gy;Gup ehl;Lg;Gw 

eldj;Jld; njhlu;Gila ,irf;fUtpfis tptupf;fpwJ. ,uz;lhtJ gpupT 

rk;gy;Gup ehl;Lg;Gw eldj;jpd; gy;NtW tiffisf; ifahs;fpwJ. 

%d;whtJ gpupT rk;gy;Gup ,ir kw;Wk; eldj;jpy; fhyg;Nghf;fpy; gy 

fhuzpfshy; epfOk; khw;wq;fisf; ifahs;fpwJ. 

 

1.0 mwpKfk;  

eldKk; ,irAk; ve;jnthU r%fj;jpd; mUtkhd fyhr;rhu ghuk;gupaj;jpd; 

xUq;fpize;j gFjpahFk;. mit ngUk;ghYk; gpupf;f Kbahjit. mit 
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,lQ;rhu;e;j-fhy njhlu;r;rpia mbg;gilahff; nfhz;L mtw;wpd; nrhe;j 

nghUj;jj;ijf; nfhz;Ls;sd. kf;fs; kfpo;r;rpiaAk; kfpo;r;rpiaAk; 

ntspg;gLj;j eldq;fis epfo;j;Jfpwhu;fs;. eldKk; ,irAk; jsu;T 

my;yJ nghOJNghf;if toq;FtNjhL kl;Lky;yhky; xU rlq;F 

Kd;DupikiaAk; nfhz;Ls;sJ. njhlf;fj;jpy;> flTs;fs; nja;tq;fis 

jpUg;jpg;gLj;jTk;> kdpjdpd; cstpay; Njitfisg; G+u;j;jp nra;aTk; 

eldk; gpwe;jJ. ,irAk; ePz;l fhykhf kf;fSf;Fj; njupe;jpUe;jJ. 

ehfupfj;jpd; njhlf;fj;jpypUe;J> me;jf; fUtpfspd; xypfSf;F eldkhl 

kf;fs; fbdkhd ,irf;fUtpfis cUthf;f KbAk;. me;jf; fhyfl;lj;jpy; 

eldKk; ,irAk; kdpjid ngupJk; ghjpj;J <u;j;Js;sd. 

 

eldq;fis ,uz;L tiffshf tifg;gLj;jyhk; - ghuk;gupa eldk; kw;Wk; 

ehl;Lg;Gw eldk;. xbrhtpd; Nkw;Fg; gFjp gy;NtW tifahd kaf;Fk; 

ehl;Lg;Gw eldq;fisAk;> kdij kaf;Fk; ,iriaAk; nfhz;Ls;sJ. ,e;j 

eld tbtq;fis mjpy; gad;gLj;jg;gLk; ,irf;fUtpfspd; mbg;gilapy; 

tifg;gLj;jyhk;. jy;fha;> uru;nfyp> Nkyh[hlh> ehr;dpah> g[;dpah 

Mfpait gQ;rgj;aj;ij mbg;gilahff; nfhz;l gy;NtW rk;gy;Gup 

eldq;fs;. gy;NtW tifahd eldq;fs; gy r%f kw;Wk; kj tpohf;fspd; 

NghJ epfo;j;jg;gLfpd;wd. rk;gy;Gup gQ;rgj;ah" Nyhfgj;ahf;fs;" vd;Wk; 

miof;fg;gLfpwJ> mjd; ngaiu 'gj;ah  (mjhtJ> thj;jpak;) kw;Wk; 

'Nyhfh  (mjhtJ> kf;fs;) vd;gjpypUe;J ngwg;gl;lJ. PNyhfgj;ahf;fs;" 

vd;gJ ehl;Lg;Gw ,ir kw;Wk; eldk; ,uz;bYk; gad;gLj;jg;gLk; 

fUtpfisf; Fwpf;fpwJ. rptngUkhd; gad;gLj;jpa lk& Kjy; Nyhfgj;ah. 

Nyhfgj;ahtpd; ,irf;fUtpfs;: Njhy;> ep\hd;> jh\h> jpk;fpb> K{`up. 

gQ;rgj;ah" vd;gJ Nkw;F xbrhtpd; Ie;J Nyhfgj;ahf;fisf; Fwpf;fpwJ.  

gpugykhd Nyhfghj;ahf;fspy; rpy fhe;jh gh[h> Jy;Jyp gh[h> g[;dpah 

gh[h. xU gQ;rghj;ah ,irf;fiyQUf;F kpf Kf;fpakhd jFjp> kw;w 

,irf;fiyQu;fs; thrpg;gijf; Nfl;Fk; jpwd; kw;Wk; xd;whfg; gpd;gw;wp 

Nkk;gLj;Jk; jpwd; MFk;. ,irf;fiyQu;fs; xU mjpetPd Nfl;Fk; 

fyhr;rhuj;jpd; %yk; jhsj;ijAk; nky;ypiriaAk; fw;Wf;nfhs;fpwhu;fs;. 

rhuhk;rj;jpy; mtu;fs; Foe;ij gUtj;jpypUe;Nj fw;Wf;nfhz;l gy;NtW 
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jhsq;fspd; Nkk;ghLfis ,irf;fpwhu;fs;. 

 

2.0 ,yf;fpa kjpg;gha;T 

Xbrh khepyk;> ngUk;ghYk; Nkw;F gFjpfs; mjd; ehl;Lg;Gw eldq;fSf;F 

Fwpg;gplj;jf;fJ. ehl;Lg;Gw eldk; kdpjFyj;jpd; fiy kw;Wk; 

fyhr;rhuj;jpd; kpf Kf;fpakhd $Wfspy; xd;whFk;. ehl;Lg;Gw eldf; fiy 

kdpjdpd; Ra ntspg;ghl;bd; cs;Szu;tpypUe;J cUthdJ" vd;W ehaf; 

(2003) Fwpg;gpLfpwhh;. kp];uh (1996:314) $w;Wg;gb cyfpd; gy goikahd 

goq;Fb r%fq;fspy; eldk; tho;f;ifapd; jtpu;f;f Kbahj gFjpahff; 

fUjg;gLfpwJ. vdNt> rhg;gpLtJ> Fbg;gJ> Ntiy nra;tJ Nghy> eldk; 

goq;Fb tho;f;ifapd; cs;Szu;thff; fUjg;gLfpwJ" vd;W fUJfpwhu;.  

nkh`gj;uh (1964) vOJfpwhu;> ehl;Lg;Gw eldj;jpd; Njhw;wk; Mjpfhy 

kdpjFyj;jpd; czT Nrfupg;G> rhFgb> ghypay; Mir kw;Wk; kj 

rlq;FfNshL njhlh;GgLj;Jfpwhh;. mjd;gb> ehl;Lg;Gw eldq;fs; kw;Wk; 

ghly;fs; ekJ Kd;Ndhu;fspd; mbg;gil cs;Szu;tpd; tsu;r;rpapd; 

ntspg;ghlhFk;. ,jdhy;> ehl;Lg;Gw eldq;fs; kw;Wk; ghly;fspd; gupzhkk; 

kw;Wk; tsu;r;rp jw;nrayhd epfo;thff; fUj KbahJ . tpj;ahu;j;jp kw;Wk; 

uha; (1979) goq;Fbapdupd; ehl;Lg;Gw ghly;> ,ir kw;Wk; eldk; Mfpait 

xU $l;L KOik vd;W tiuaWf;fpd;wdh;> ,J mtu;fspd; fyhr;rhuj;jpd; 

Mjpf;f gz;Gfspy; xd;whFk;. 

 

xbrhtpy; cs;s gy;NtW tifahd ehl;Lg;Gw eldq;fs; gw;wp nkh`gj;uh 

(2015) gl;baypLfpwhh;  

 FKuh eldk;> rhq;F eldk;> ghf; ehr; (Gyp eldk;) 

 Nfhl;bGth eldk;> er;rpdp eldk;> xbrp eldk;> Uf; ku; ehr;rh (rht; 

eldk;) 

 jg; eldk;> fu;k ehr;> jrN`hkjh> [fjpah> fhe;jh gLth 

 Fku rQ;rhu; eldk;> fe;Njap eldk;> nfsNfYdp eldk;> rf;fpehj 

eldk;.  

jh]; (2016) Fwpg;gpLtJ Nghy> ghyh  kw;Wk; jrfj;jpah  Mfpait 
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xbrhtpd; ehl;Lg;Gw epfo;r;rpfspd; kpfTk; gpugykhd tbtq;fshFk;.  

Nkw;F xbrhtpd; ehl;Lg;Gw eldq;fs; Fw;j;J ngn`uh (2016) 

tifg;gLj;Jfpwhh;:  

 fy`z;b khtl;lk; : FKuh> jg;> g[hry; 

 rk;gy;G+u; khtl;lk; : ly;fha;> ehr;dpah kw;Wk; E];fhah  

 gpw khtl;lk; : ghbahd;    

NkYk; rhF(2013)jdJ Ma;tpy;> Nkw;F xbrhtpd; Mjpthrp (goq;Fb) Nghuh 

rhk;ghu; gFjpapy; cs;s tpspk;Gepiy ,irf;fiyQu;fs; kw;Wk; ghjpupahu;-

,irf;fiyQu;fshy; epfo;j;jg;gLk; 8 tifahd Gdpj ,irapd; ,Jtiu 

mwpag;glhj kuGfspd; khDltpay; kw;Wk; ,d-,irapay; Mtzq;fspd; 

RUf;fkhd tpsf;fpAs;shh;. 

 

2.1 Nehf;fq;fs; 

rk;gy;Gup ehl;Lg;Gw eldj;jpy; gad;gLj;jg;gLk;> gy;NtW tifahd ,ir 

kw;Wk; ,irf;fUtpfis 

Muha;tJ> rk;gy;Gup ehl;Lg;Gw 

eldj;jpd; gy;NtW tiffis 

tptupg;gJ kw;Wk; gy;NtW 

fhuzpfshy; rk;gy;Gup ,ir 

kw;Wk; eldj;jpy; epfo;e;J tUk; 

khw;wq;fis ntspr;rk; Nghl;Lf; fhl;LtJ> ,e;j Ma;twpf;ifapd; 

Nehf;fq;fs;.  

 

3.0 Ma;tpd; mZFKiw 

xbrh khepyj;jpy; rk;gy;G+u; khtl;lk; kfhejp Mw;wpd; fiuapy; 

mike;Js;sJ> ,J xU jdpj;Jtkhd milahsj;ijf; nfhz;Ls;sJ. 

rk;gy;G+u; ,e;jpa ehl;bd; tuyhw;Wf;F Ke;ija gFjpfspy; xd;whFk;. ,J 

rk;gy;Gup ifj;jwp Nriyf;F cyfg; Gfo; ngw;wJ. ,e;j Ma;T rk;gy;Gup 

eldk; kw;Wk; ,iriar; Rw;wpNa ,Uf;Fk; vd;gjhy;> ,J Kw;wpYk; jukhd 

Ma;thFk;. Ma;Tf;fhd juT Kjd;ik kw;Wk; ,uz;lhk; epiy 
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%yq;fspypUe;J Nrfupf;fg;gl;lJ. ,uz;lhk; epiy juT Gj;jfq;fs;> 

gj;jpupiffs;> khehl;L eltbf;iffs; kw;Wk; kpd;-tsq;fspypUe;J 

Nrfupf;fg;gl;lJ.  rk;gy;G+u; khtl;lj;jpd; ,irf;fiyQu;fs;> eldf; 

fiyQu;fs; kw;Wk; eld Mrpupau;fsplkpUe;J Kf;fpa jfty; mspg;gtu; 

Neu;fhzy; (KII) kw;Wk; ftdk; nrYj;Jk; FO tpthjk; (FGD) Kiw %yk; 

Kjd;ikj; juT Nrfupf;fg;gl;lJ. gdpg;ge;J khjpup Kiw %yk; Ma;Tf;fhd 

khjpupfs; Nju;e;njLf;fg;gl;ld. juT Nrfupg;Gf;F miu-fl;likf;fg;gl;l 

Neu;fhzy; ml;ltizfs; gad;gLj;jg;gl;ld. rk;gy;G+upd; fyhr;rhu 

epWtdq;fspd; rpy eld Mrpupau;fspd; Kf;fpa jfty; mspg;gtu; 

Neu;fhzy;fs; vLf;fg;gl;ld. 

 

4.0 Ma;tpd; fz;Lgpbg;Gfs; 

Ma;tpd; fz;Lgpbg;Gfs; %d;W gpupTfspd; fPo; tpthjpf;fg;gl;Ls;sd. Kjy; 

gpupT rk;gy;G+up ehl;Lg;Gw eldj;Jld; njhlu;Gila ,irf;fUtpfs;> 

,uz;lhtJ gpupT rk;gy;G+up ehl;Lg;Gw eldj;jpd; gy;NtW tiffs;. 

 

4.1 gQ;rgj;ahtpd; Ie;J ,irf;fUtpfs; 

rk;gy;G+u; ,ir kugpy; Njhy; Kf;fpaf; fUtpahFk;. ,J kuj;jhyhd 'fj 

Njhy;  kw;Wk; kz;zhy; Md 'Nkl; Njhy;  vd ,Utifg;gLk;. 

 jahupg;G: khkuk; Nghd;w 

kuj;jz;Lfisf; File;J> 

eLg;gFjp mfykhfTk;> ,U 

Kidfs; FWfpAk; ,Uf;FkhW 

cUthf;fg;gLfpwJ. 

 mstPLfs;: ,jd; ePsk; nghJthf 

2 Kjy; 2.5 mb tiu ,Uf;Fk;. ,lJ gf;fk; jahd; (16 Mq;Fy;) 

vd;Wk;> tyJ gf;fk; rhahd; (14 Mq;Fy;) vd;Wk; miof;fg;gLfpwJ. 

 gad;ghL: ,U KidfSk; tpyq;Fj; Njhyhy; %lg;gLfpd;wd. rhahd; 

gFjpapy; nky;ypa fd;Wj; NjhYk;> jahd; gFjpapy; vUik my;yJ 

gRtpd; NjhYk; gad;gLj;jg;gLfpd;wd. 
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 mikg;G: Njhypd; ,U KidfSk; 'ku;yh  vDk; tisaq;fshy; 

,izf;fg;gl;L> 'gb  vdg;gLk; Njhy; gl;ilfs; kw;Wk; 'ghyh' vDk; 

,Uk;G tisaq;fs; %yk; ,Wf;fg;gLfpd;wd. ,irf;F Vw;g 

,tw;iwf; nfhz;L xypia rupnra;a KbAk;. 

 thrpf;Fk; Kiw: rhahd; gf;fk; ifahYk;> jhahd; gf;fk; 'flh  vDk; 

30 nr.kP ePs kuf;Fr;rpahYk; thrpf;fg;gLfpwJ. ,J fOj;jpy; 

njhq;ftplg;gl;L ,irf;fg;gLk;. 

 xyp kw;Wk; fiyQu;: ,jd; xyp njspthdJ kw;Wk; Mw;wy; tha;e;jJ. 

,ij thrpf;Fk; fiyQu; 'Jypah  vd;W miof;fg;gLfpwhu;. ,tNu 

jhsj;ijf; fl;Lg;gLj;Jfpwhu;. ,ir ngUk;ghYk; vspikahdjhfTk;> 

Njitf;Nfw;g Nkk;gLj;jg;gl;ljhfTk; ,Uf;Fk;.  

 

 eprhd;/yprhd;/Y`h 

 mikg;G: ,J ,Uk;Gj; jfLfs; kw;Wk; kur;rl;lk; nfhz;L fpz;z 

tbtpy; jahupf;fg;gLk; goikahd jhs thj;jpak;. ,jd; 

mbg;gFjpapy; 'ghq;fp  vdg;gLk; Jis cs;sJ. 

 jahupg;G: vUikj; Njhyhy; %lg;gLk; ,J> 'ghfhuh  vdg;gLk; 

Kiwapdhy; (vz;nza;> Kl;il> mj;jpr;rhW fyit) 

nkd;ikahf;fg;gLfpwJ. khd; nfhk;Gfshy; myq;fupf;fg;gl;lhy; 

,J 'rpq; gh[h  vd;Wk; miof;fg;gLfpwJ. 

 thrpf;Fk; Kiw: 'rpk;jh  vDk; ,uz;L ug;gu; Fr;rpfisf; nfhz;L 

thrpf;fg;gLfpwJ. ,J ,biag; Nghd;w Mokhd kw;Wk; fk;gPukhd 

xypia vOg;GfpwJ. 
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 lhrh 

 mikg;G: ,J kz; rl;lj;jpdhy; (kLy;) nra;ag;gl;l fpz;z 

tbtpyhd rpwpa jhs thj;jpak;. ,jd; Nky; gFjp 'kq;fh  

vdg;gLfpwJ. 

 jahupg;G: ML my;yJ fd;W Fl;bapd; nky;ypa Njhy; nfhz;L 

%lg;gLfpwJ. 'gb  vdg;gLk; Njhy; gl;ilfs; %yk; ,Wf;fg;gLk; 

,J> Jisfspd; (gb fhl;];) neUf;fkhd mikg;G fhuzkhf 

mjpf mjpu;ntz; nfhz;l nky;ypa xypiaj; jUfpwJ. 

 thrpf;Fk; Kiw: ,uz;L nky;ypa %q;fpy; Fr;rpfisf; nfhz;L 

thrpf;fg;gLfpwJ. 

 

 

 

 

 

 

 

 

 K`_up 

 mikg;G: ,J gQ;rgj;ahtpd; kpf Kf;fpakhd fhw;W thj;jpak;. 

gpj;jisg; Gdy; (/ngu;)> VO Jisfs; nfhz;l kuf; Foha; (ehsp)> 

kw;Wk; fhw;iw CJk; gid Xiy (Rf;jp) Mfpa %d;W 

gFjpfisf; nfhz;lJ. 

 rpwg;G: ,jd; xyp xU ngz;zpd; Fuiyg; Nghd;W ,dpikahf 

,Ug;gjhy;> ,J ftu;r;rpfukhd Kiwapy; ,irf;fg;gLfpwJ. 

gQ;rgj;ah epfo;r;rpfspd; njhlf;fj;jpy; jhs thj;jpaq;fSf;Fg; 

gpwF> ,J [hd;[; (rq;F) xypAld; ,ize;J ,irf;fg;gLfpwJ. 
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5.rk;gy;Gup ehl;Lg;Gw eld tiffs;  

 jy;fha; 

jy;fha;  vd;gJ Nkw;F xbrhtpd; ehl;Lg;Gw fyhr;rhuj;jpd; ikaf;fU vd;W 

gpugykhf mwpag;gLfpwJ. jy;fha; ghly; kw;Wk; eldk; xU r%f kw;Wk; 

kj gpd;dzpiaf; nfhz;Ls;sJ. ,J Ju;fh G+i[apd; 8tJ ehspy; 

nra;ag;gLk; xU rlq;F ehl;Lg;Gw eldkhFk;. xbrhtpd; KO Nkw;Fg; 

gFjpAk; jy;fha; c\h my;yJ gha; [{z;bahitf; nfhz;lhLfpwJ. fhe;j;> 

fhe;j;> G+ahd;> Xuk;> Nfhy;> fprhd;> gpd;[hy;> nrsuh> fhbah kw;Wk; kpu;jh 

Mfpa ,lq;fisr; Nru;e;j ,sk; ngz;fs; kw;Wk; ngz;fs; jq;fs; 

rNfhjuu;fspd; nropg;G kw;Wk; ePz;l MASf;fhf Ju;fh Njtpapd; Mrpfisg; 

ngw xU ehs; KOtJk; cz;zhtpujk; ,Uf;fpwhu;fs;. ,e;j re;ju;g;gj;jpy;> 

,sk; ngz;fs; topghl;Lj; jyj;jpw;F mUfpy; eldkhLfpwhu;fs;> mtu; 

mbg;gilapy; jy;fha; Fj;jp my;yJ Ry;̀ h Fj;jp vd;W miof;fg;gLk; 

xU ehl;Lg;Gw nja;tk; (ehj; kw;Wk; kp];uh> 2023). vdNt ,e;j eldk; 

jy;fha; eldk; vd;W miof;fg;gLfpwJ. epiy (jiyfPohf L). jy;fha; 

ghly;fs; mjd; eldk; kw;Wk; ,irAld; Rw;Wg;Gwj;ij rpypu;g;G+l;Lk; 

kfpo;r;rpahy; epug;Gfpd;wd (ehj; kw;Wk; kp];uh> 2023). 

jhsj;ij Mjupf;Fk; kw;Wk; epiyepWj;Jk; kw;Wk; Neuj;ijf; fz;fhzpf;Fk; 

fUtpfs; Njhy;> eprhd; kw;Wk; ngUk;ghYk; bk;fpb Nghd;w jhs 

thj;jpaq;fs; MFk;. ,J Njhiy MSfpwJ. eprhd; jhsj;ij ntFJ}uk; 

nfhz;L nry;fpwJ. Mdhy; K{`up XusT gpugykhd fpshrpf;fy; 

,irf;fUtpahd nr ;̀dhit xj;jpUf;fpwJ> ,J Nlhdy; Jizia 

toq;FfpwJ> ngUk;ghYk; jtwhd mikg;G fhuzkhf jtwhd RUjpapd; 

Fwpg;GfSld;. eldj;jpd; NghJ ghLtJ jw;fhypfkhf epWj;jg;gLk;NghJ 
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,J nky;ypirg; gFjpiaAk; epiyepWj;JfpwJ. g[;dpahf;fspy; 

(,irf;fUtp fiyQu;fs;)> Njhy; thrpg;gtUk; fOj;jpy; njhq;Fk; Njhy; 

,irAld; eldj;jpy; gq;Nfw;fpwhu;. ngz; ghlfu;fs; kw;Wk; eldf; 

fiyQu;fspd; miu tl;lj;jpw;Fs; eldkhLk; NghJk; mtu; ,irf;fUtpia 

thrpg;ghu;. ,e;j eldj;jpy; gad;gLj;jg;gLk; gbfs; kpfTk; vspikahdit 

kw;Wk; kPz;Lk; kPz;Lk; tUk;. 

 

jy;fha; ghly;fs; ngUk;ghYk; Md;kPf kw;Wk; fhjy; fUg;nghUs;fis 

mbg;gilahff; nfhz;lit. ,aw;if> gUtq;fs;> flTs;fs; kw;Wk; 

nja;tq;fspd; tpsf;fj;ij kl;Lky;y> ieahz;b kw;Wk; fpz;ly;fisAk; 

$l fhzyhk;. ,dr;Nru;f;if kw;Wk; ,dg;ngUf;fk; kPjhd kdpj Mu;tk; 

jy;fha; ghly;fspy; toq;fg;gLfpwJ. rpy ghly;fspy; fhk czu;T 

njspthfj; njupfpwJ> mjdhy;jhd; kuGtop kf;fs; ,tw;iw xU rPuope;j 

tbtkhf vLj;Jf; nfhz;ldu;. Mdhy; nts;spj;jpiuf;F ed;wp> mjd; rpy 

El;gkhd ghly;fs; kw;Wk; eldg; nghUl;fs; goikthjpfs; kw;Wk; 

fhyj;jpd; rf;jpfshy; jy;fha;f;F rhjfkhd mZFKiwia vLf;f 

Ntz;ba fl;lhaj;jpy; cs;s fLk;Nghf;fhsu;fspd; fz;fisj; jpwf;fpd;wd 

(ehj; kw;Wk; kp];uh> 2023). 

 

jy;fha; ghly;fs;. mbg;gilapy; ,uz;L Jizf;FOf;fshfg; 

gpupf;fg;gl;Ls;sd: yk;jp jy;fha; kw;Wk; Gl;fp jy;fha;. jy;fha; jhsk; 

cs;Shu; nkhopfspy; ghu; vd;W miof;fg;gLfpwJ. jhsKk; buk;]; mbf;Fk; 

ghzpAk; egUf;F egu; khWgLk;> Mdhy; ,e;j jy;fha; ghupd; jug;gLj;jg;gl;l 

FwpaPl;il tifg;gLj;jyhk;. 
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 uru;Nfyp                                                  

,ir> ghly; tupfs;> jhsk; kw;Wk; 

,iraikg;igg; nghWj;jtiu> uru;Nfyp 

eldk; jy;fhapypUe;J rw;W tpj;jpahrkhdJ. 

uru;Nfyp  vd;w thu;j;ijAk; xU KftupapLk; 

nrhw;nwhluhFk;. ,J uru;Nfyp  kw;Wk; 'Nfyp  

Mfpa ,uz;L nrhw;fspd; fyitahFk;. 

ngUk;ghYk; Mz; eldf; fiyQu; my;yJ 

jhsf; fiyQu; jdJ ,izahd ngz; eldf; fiyQiu 'uru;Nfyp 

Ngh  vd;Wk;> mNj Neuj;jpy; eldf; fiyQu;fs; jq;fs; ,izahd 

eldf; fiyQiu 'uru;Nfyp Nu  vd;Wk; miof;fpwhu;fs;. mNefkhf 

,jpypUe;J ,e;j eld tbtj;jpd; ghly; cs;slf;fk; cUthfpwJ. ,e;j 

eld tbtk; jk;gjpfSf;F ,ilNaahd fhjy; gupkhw;wj;ijf; 

Fwpf;fpwJ. midj;J 9 uru;fspYk;  kpf Kf;fpakhd '\pupq;fu;  urj;ij 

njspthff; fhl;rpg;gLj;j KbAk;. vdNt> uru;Nfyp eldk; mofpay; 

rhuj;jhy; epiwe;Js;sJ vd;W ehk; $wyhk;. 

 

 Nky[hlh 

Ke;ija eld tbtq;fisg; NghyNt kiy[hlh  eldKk; xU N[hbf;F 

,ilapyhd fhjy; kw;Wk; fhjiy rpj;jupf;Fk; xU czu;TG+u;tkhd eld 

tbtkhFk;. tptrhag; nghUshjhukhf ,Ug;gjhy;> ,e;j gpuhe;jpaj;jpy; 

trpg;gtu;fs; rhFgbiar; rhu;e;J ,Uf;fpwhu;fs; my;yJ ngUk;ghYk; jpdrup 

$yp Ntiy nra;gtu;fshf ,Uf;fpwhu;fs;. ehspd; gugug;ghd fhy 

ml;ltizf;Fg; gpwF> mtu;fs; jq;fs; $l;lhspfSld; rpy epjhdkhd 

jUzq;fis nrytpLfpwhu;fs;> ,e;j Neuj;jpy; mtu;fs; ,e;j eldq;fis 

mjd; nky;ypirAld; epfo;j;Jfpwhu;fs;. ngz; eldf; fiyQu;fs; 

nghJthf ghLk; NghJ jq;fs; Mj;k Jizia "kiy[hlh" vd;w 

nrhw;nwhlUld; miog;ghu;fs;> vdNt ,e;j tbtj;jpd; ngau; cUthdJ. 

Nky[hlh eldj;jpd; ghly; kpfTk; ,dpikahdJ> Ntfj;jpy; nkJthfTk; 

nky;ypirahfTk; ,Uf;fpwJ. ,J 6 nkl;uhf;fs; (Jbg;G Row;rp) nfhz;lJ. 
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eldk; kpfTk; vspikahd kw;Wk; kPz;Lk; kPz;Lk; tUk; gbfisAk; 

nfhz;Ls;sJ. 

 

 ehr;dpah 

ehr;dpah Nkw;F xbrhtpd; goikahd ehl;Lg;Gw eld tbtq;fspy; xd;whff; 

fUjg;gLfpwJ. jy;fhiag; Nghyy;yhky; ,J Kf;fpakhf jpUkz tpohf;fs; 

Nghd;w r%f epfo;Tfspd; NghJ epfo;j;jg;gLfpwJ. ,e;j ngau; eldf; 

fiyQu;fs; vd;W nghUs;gLk; ehr;dpah vd;w thu;j;ijapypUe;J 

cUthf;fg;gl;lJ. mbg;gilapy;> ,J rk;gy;Gup nkhopapy; ehr;dpah];  

vd;W miof;fg;gLk; Mz; eldf; fiyQu;fshy; nghJthf epfo;j;jg;gLk; 

Mz; rhu;e;j eld tbtkhFk;. Muk;g ehl;fspy; xU FO rpWtu;fs;/Mz; 

eldf; fiyQu;fs; xU FOit cUthf;Fthu;fs;> kf;fs; mtu;fis 

'ghujp  (jpUkz Cu;tyq;fs;) f;F Ntiyf;F mku;j;Jthu;fs;. ,e;j eldf; 

FOf;fs; ,e;j epfo;r;rpfspypUe;J jq;fs; tho;thjhuj;ijAk; <l;Lfpd;wd. 

Kd;G ngz;fs; jpUkz Cu;tyq;fspy; nry;y mDkjpf;fg;gltpy;iy. 

vdNt Mz; eldf; fiyQu;fs; kl;LNk Ntiyf;F mku;j;jg;gl;ldu;. 

ehr;dpah eldk; kw;Wk; ,ir jy;fha;> uru;Nfyp Nghd;w gpw 

tbtq;fspypUe;J kpfTk; NtWgl;lJ. ehr;dpah jhsk; ghuk;gupa ,ir 

Kiwfspd;gb 8 khjuhf;fspy; nry;fpwJ> kPjKs;s ehd;F tbtq;fs; 6 

khjuhf;fisf; nfhz;Ls;sd. Mdhy; xt;nthU tbtj;jpd; NtfKk; 

NtWgl;lJ. mbg;gilapy;> ehr;dpah eldj;jpd; ghly;fs; xU fij 

Nghd;wit> Kjy; gbiaj; njhlu;e;J jhsj;jpd; JizAld; Ntfkhd 

gbfs; kw;Wk; mirTfs; cs;sd. ghly; mku;tpd; NghJ Njhy; kl;LNk 

,irf;fg;gLfpwJ> ghly; Kbe;jJk; KO ,irf;FOTk; KO tPr;rpy; 

Jbf;fpwJ. 

 

,e;j ehr;dpahf;fs;  Cu;tyj;ij nky;ypirahf;f jpUkz tpohf;fspy; 

<Lgl;Ls;sdu;. FOtpy; cs;s eldf; fiyQu;fspd; vz;zpf;if 

khWglyhk;. Kd;dzp eldf; fiyQu; xU uh[hitg; Nghy cilazpe;J> 

ifapy; xU rhku;  (,e;jpahtpy; mur FLk;gj;jpd; milahskhf my;yJ 

Nfhapy;fspy; gad;gLj;jg;gLk; ahf; thy; Nghd;w nkd;ikahd Kbahy; 
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Md xU tprpwp) itj;jpUg;ghu;. kPjKs;s eldf; fiyQu;fs; 'ghypahf;fs;  

vd;W miof;fg;gLfpwhu;fs;> mtu;fs; epfo;r;rp KOtJk; mtiug; 

gpd;njhlu;fpwhu;fs;. ehr;dpahf;fs;  fhtpaq;fspypUe;J mj;jpahaq;fis 

vLj;J epfo;r;rpapd; NghJ ghly; tupfs; kw;Wk; njspthd Kiwapy; 

toq;Ffpwhu;fs;. 

 

 g[;dpah 

g[;dpah vd;gJ Nkw;F xbrhtpy; epyTk; kw;nwhU r%f-fyhr;rhu ehl;Lg;Gw 

eldkhFk;. '`[;dpahf;fs;' ,e;j gFjpapy; trpf;Fk; xU r%fj;jpdu; kw;Wk; 

mtu;fs; ghuk;gupakhf buk;]; thrpg;gtu;fs;. gy kj> r%f kw;Wk; fyhr;rhu 

epfo;Tfspy; ,irf;fUtpfis thrpg;gjd; %yk; mtu;fs; jq;fs; 

tho;thjhuj;ij <l;Lfpwhu;fs;. rk;gy;Gup nkhopapy;> mtu;fs; 'fe;jh gh[h'> 

'g[;dpah gh[h'> 'Jy;Jyp' vd;Wk; miof;fg;gLfpwhu;fs;. mtu;fspd; 

epfo;r;rpfspd; NghJ mtu;fs; gy;NtW jhsq;fis xd;whf Fj;Jfpwhu;fs;> 

,J g[;dpah eldk; my;yJ ghly; vd;W miof;fg;gLfpwJ. ,J Mz; 

rhu;e;j eld tbtkhFk;> Vnddpy; midj;J buk;ku;fSk; Mz;fNs. ,e;j 

eldj;jpd; NghJ mtu;fs; gy mf;Nuhghl;bf; mirTfisAk; nra;fpwhu;fs;. 

,g;Nghnjy;yhk; ,e;j eldg; ghly; gy;NtW ,iraikg;Gfspy; 

,izf;fg;gl;L ngz; eldf; fiyQu;fshy; $l epfo;j;jg;gLfpwJ. 

eldj;jpd; Ntfk; kpf mjpfkhf cs;sJ. ,e;j eldj;jpd; ,ir 6 

khjuhf;fisf; nfhz;Ls;sJ. ghlypd; NghJ 'rhl;lh/rhl;fh' vdg;gLk; 

rpwpa nrhw;nwhlu;fSk; gad;gLj;jg;gLfpd;wd. 

 

6.0 rk;gy;Gup ,ir kw;Wk; eldj;jpy; khw;wq;fs; 

midj;J fyhr;rhuq;fSk; khWk; jd;ik nfhz;lit kw;Wk; njhlu;e;J 

khwpf;nfhz;Nl ,Uf;fpd;wd. xU kf;fs; ve;j fyhr;rhuj;jpd; xU gFjpahf 

,Ue;jhYk;> mJ epr;rakhf khWk;. gutypd; nray;ghl;by;> fyhr;rhu 

gz;Gfs;/$Wfs; xU fyhr;rhuj;jpypUe;J ,d;ndhU fyhr;rhuj;jpw;F 

efu;fpd;wd. fyhr;rhuq;fs; khWk;NghJ> mJ kf;fspd; tho;f;ifapy; mjd; 

jhf;fj;ij Vw;gLj;JfpwJ> NkYk; fpl;lj;jl;l midj;J r%fq;fspd; 

fyhr;rhuj;jpd; gy;NtW mk;rq;fspYk; khw;wj;jpd; rq;fpyp Vw;gl;Ls;sJ. 
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rk;gy;Gup eldk; kw;Wk; ,ir mjd; jhsk;> cilfs;> gbfs;> fUtpfspy; 

khw;wq;fSf;F cs;shfp tUfpwJ. 

 

gad;ghl;by; cs;s ,irf;fUtpfspd; tifAk; khw;wq;fSf;F 

cs;shfpAs;sJ. fUtpfspd; cw;gj;jpg; nghUl;fSk; ,NjNghy; 

cUthfpAs;sd. mit Kd;G fspkz;> ,Uk;G> Njhy; kw;Wk; gy;NtW 

nfhbfspypUe;J ngwg;gl;l fapWfshy; Mdit. fspkz; kw;Wk; Njhy; 

fUtpfs; jhrh kw;Wk; bk;fpb vdg;gLk; gpsh];bf; kw;Wk; jfu fUtpfshy; 

khw;wg;gLfpd;wd. fUtpfis cUthf;Fk; rthyhd Kiw> ,aw;if 

nghUl;fspd; gw;whf;Fiw> fUtpfspd; Fiwe;j MAs;> epiyahd 

guhkupg;gpd; Njit kw;Wk; iftpidf; fUtpfSf;fhd Njitapy; 

xl;Lnkhj;j rupT fhuzkhf> goq;Fb kf;fSk; ghuk;gupa fUtpfis 

cUthf;Ftij iftpl;ldu;. ,J mtu;fspd; goikahd njhopiy khw;w 

Ntz;ba fl;lhaj;jpw;F mtu;fisj; js;spAs;sJ. 

 

ngUk;ghyhd ghuk;gupa cilfs; ,g;NghJ gad;ghl;by; ,y;iy. eldf; 

fiyQu;fs; jw;NghJ Fiwe;j tpiy kw;Wk; re;ijapy; vspjhff; fpilf;Fk; 

rpy Gjpa Milfis mzpe;Js;sdu;. rk;gy;Gup eldf; fiyQu;fs; 

ngUk;ghYk; rk;gy;Gup ifj;jwpapd; ePbj;j rpd;dkhd ghuk;gupa rk;gy;Gup 

rg;jgUld; ifj;jwp Glitfis mzpthu;fs;. ngUk;ghyhd Glitfs; 

rptg;G> fUg;G kw;Wk; nts;is epw tz;zq;fis ,izf;fpd;wd. 

,Ug;gpDk;> ,e;j ehl;fspy;> eldf; fiyQu;fs; Nkilapy; epfo;r;rp 

elj;Jk;NghJ ve;j tifahd rk;gy;Gup rl;iliaAk; mzpthu;fs;. mtu;fs; 

rk;gy;Gup tbtikg;GfSld; $ba gUj;jp Glitfis mzptijAk; 

fhzyhk;. gjpyspj;jtu;fs; tof;fkhd rk;gy;Gup ifj;jwp Glitfspd; 

mjpf tpiyia xU fhuzkhff; Fwpg;gpl;ldu;. epfo;r;rpfspd; NghJ> eldf; 

fiyQu;fs; Kb> fhJ> %f;F> fOj;J> if> if> ,Lg;G> tpuy;> fZf;fhy; 

kw;Wk; fhy;tpuy;fs; Nghd;w gy;NtW cly; ghfq;fis gy;NtW tifahd 

eiffSld; mzpthu;fs;. ,Ug;gpDk;> ,e;j ehl;fspy; ,e;j myq;fhuq;fs; 

Fwpg;gplj;jf;f khw;wq;fSf;F cs;shfpAs;sd. midj;J tof;fkhd 

myq;fhuq;fSk; mtu;fshy; mzpag;gLtjpy;iy. rkfhy kw;Wk; ghuk;gupa 
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myq;fhuq;fs; ,uz;Lk; gad;gLj;jg;gLfpd;wd. gy tifahd eld 

Mguzq;fs; ,g;NghJ kpff; Fiwe;j tpiyapy; re;ijapy; vspjhff; 

fpilf;fpd;wd. vdNt> me;j eiffspd; gad;ghL jw;NghJ mjpfupj;J 

tUfpwJ. 

fhyg;Nghf;fpy; eldg; gbfspYk; khw;wq;fs; fhzg;gLfpd;wd. rk;gy;Gup 

eldj;jpd; ghuk;gupa gbfs; NeuhfTk; jpUk;gj; jpUk;gTk; cs;sd. 

jw;Nghija jiyKiw eld ,af;Fdu;fs; eldk; kw;Wk; ,ir jhsq;fis 

khw;wp mtw;iw kpfTk; gpugykhfTk; Nkil rhu;e;jjhfTk; khw;Wfpwhu;fs;. 

Kfghtid ehl;Lg;Gw eldj;jpy; my;y> ghuk;gupa eldj;jpy; kpfTk; 

kjpf;fg;gLfpwJ. rk;gy;Gup ehl;Lg;Gw eldj;ij NkYk; tpaf;f itf;f> etPd 

iriffs; kw;Wk; Kfghtidfs; ,izf;fg;gl;Ls;sd. 

rk;gy;Gup eldk; kw;Wk; ,irapy; Vuhskhd cs; kw;Wk; ntspg;Gw 

fhuzpfs; khw;wq;fis Vw;gLj;Jfpd;wd. etPdkakhf;fy; kw;Wk; 

Nkw;fj;jpakakhf;fy; Nghd;w gy;NtW r%f khw;w nray;Kiwfs; ntspg;Gw 

fhuzpfshFk;. rk;gy;Gup ,ir kw;Wk; eldj;jpd; jdpj;Jtj;ij 

etPdj;Jtj;Jld; fyg;gjpy; ,of;ff;$lhJ. vdNt rk;gy;Gup ,ir kw;Wk; 

eldj;jpd; ghuk;gupa $Wfis Mtzg;gLj;JtJ kpf Kf;fpak; 

 

7.0 KbTiu 

rk;gy;Gup ,ir kw;Wk; eldk; rk;gy;G+u; my;yJ xbrhtpy; kl;LNk 

fl;Lg;gLj;jg;gltpy;iy. ,J kpfTk; gpugykhd ehl;Lg;Gw ,ir kw;Wk; 

eldq;fspy; xd;whf Njrpa kw;Wk; ru;tNjr mstpy; xU rpwg;G ,lj;ijg; 

gpbj;Js;sJ. NkNy tptupf;fg;gl;l Ie;J tifahd eldq;fSk; 

gQ;rhjpaj;ij mbg;gilahff; nfhz;lit. gQ;rhjpaj;ij mbg;gilahff; 

nfhz;l eldq;fisj; jtpu> gy cs;sd. Nkw;F xbrhtpy; rk;gy;Gup 

eldj;jpd; gpw tbtq;fs;. ,Ug;gpDk;> ,it rk;gy;Gup ehl;Lg;Gw eldj;jpd; 

kpfTk; gpugykhd tbtkhFk;. jy;fha;> uru;nfyp kw;Wk; Nkyh[hlh 

Mfpait Mz; kw;Wk; ngz; ,UtUk; gq;Nfw;Fk; %d;W tifahd 

eldq;fs;. Mdhy; ehr;dpah kw;Wk; g[;dpahtpy; Mz;fs; kl;LNk 

gq;Nfw;fpwhu;fs;. ,g;NghJ rpy ,lq;fspy; ngz; eldf; fiyQu;fSk; 

ehr;dpah gilAld; Nru;e;J tUfpwhu;fs;. ,J jtpu> eld eil> cil 
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kw;Wk; ,irf;fUtpfspy; Vw;gLk; khw;wq;fs; jw;NghJ ftdpf;fg;gLfpd;wd. 

,e;j khw;wq;fSf;fhd Kf;fpa fhuzq;fs; etPdkakhf;fy;> 

Nkw;fj;jpakakhf;fy;> cyfkakhf;fy;> b[pl;ly;kakhf;fy; Nghd;w r%f 

khw;wj;jpd; gy;NtW nray;Kiwfs;. khw;wk; jtpu;f;f KbahjJ. Mdhy; 

rk;gy;Gup eldk; kw;Wk; ,irapd; mry; $Wfs; khw;wk; vd;w ngaupYk; 

mjd; fPOk; ePu;j;Jg;Nghff;$lhJ. rk;gy;Gup eldk; kw;Wk; ,ir ,uz;bYk; 

rpy msTNfhy;fs; rup nra;ag;gl Ntz;Lk;> mit rk;gy;Gup eldk; kw;Wk; 

,irapd; mbg;gilfs; kw;Wk; jdpj;Jtkhd mk;rq;fshf ,Uf;Fk;> mit 

Neuk; kw;Wk; ,lj;ijg; nghUl;gLj;jhky; khwf;$lhJ. 
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