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Focus Area for May 2021 Issue
Rewriting Mythology
Mythologies, irrespective of culture and society, have played crucial role in delineating and instituting
meaning, identity and patterns of life practices while making myths tangible through symbols, stories and
rituals. As cultural construct and, in turn, constructors of culture, mythology and culture have intrinsic
mutuality influencing customs, behavior and even ways communications. In its prolonged subsistence,
mythology tends “to be hyperbolic and fantastic to drive home a myth” and compels the individuals to
make profound sense of their etymological existence, cultural and collective values, and belief system
irrespective of their religious or secular origin. Every society or culture has ‘inbuilt mechanism’ to recall
and interpret its past, which is a storehouse of its customary practices and identity. That inbuilt mechanism on which sense of historical continuity, customs, belief systems rest is sustained by mythology.
Man has an instinctive fascination or love for the exotic. Today’s reader also longs to relieve himself
from the constraints of the stereotypical mechanical ways of living and therefore wants to resort to the
primitive impulses. He also wants to manipulate the temporal reality through ‘handling of time’ and in
this regard, mythology provides him with an effective medium/device.
Rewriting mythology is not a recent phenomenon; the art has witnessed an intricate and prolonged
history of more than hundred years.In Indian Writing in English, the first poet Taru Dutt galvanized the
tradition with her poetic composition namelyAncient Ballads and Legends of Hindustan. During the preindependent period of the body of literature, mythologies were the sole source of creating sense of
belonging and identity writing in an alien language. In the modern times, mythologies are foregrounded
in various art forms as means of reinstating or rediscoveringlost order and meaning of human existence
considering them as the binding force orsource of cultural needs. When these mythologies are made
new through rewriting they tend to represent both the times in which they were originally set and
recreated. Through rewriting, mythologies grow to comply with the situations of their recreations not
only through the stories but also through the symbols, images and rituals within a broad epistemological
and ideological framework. Indisputably, inthis art of rewriting, writers intend to intersect their mythopoeic
imaginations with contemporary values while discovering symbols, images and rituals to suit the contemporary values and ideas. Even in some cases, writers (such as Volga’s The Liberation of Sita, Chitra
Banerjee’s Forest of Enchantment, Palace or Illusion, Shashi Tharoor’s The Great Indian Novel) are
found exceptionallycreativewhile accumulationnew dimensions and narrative structurein the framework of the original story to suit the contemporary needs.
Incorporating all the possible dimensions and features of rewriting of mythologies, Drishti:the Sight
intends to reflect upon the subject of ‘Rewriting Mythology’ from multidimensional perspectives and
novel theoretical paradigm in the areas of English and Assamese literature, folklore and culture in the
next edition.Scholars are invited to contribute their original scholarly research papers on any possible
topic within the focus area for the next issue of the journal to be published in May,2021.
(Contributors may also submit papers on subjects other than this focus area for this issue. Regarding
modalities of submission they are requested to go through our CALL FOR PAPERS on our Website)

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

8

EDITORIAL
FREEDOM, CULTURE AND DEVELOPMENT
India has a an immensely large and diverse population with heterogeneous styles of living,
cultures and cultural ethos. The question of cultural identities of the umpteen communities,
races and tribes therefore should always get the prominence in the agenda of development. For,
as Professor Amartya Sen in his seminal book: “Development as Freedom” has shown,
development in broad terms ‘cannot be antagonistic to liberty’, but can rather get increased in
itself through the increase in liberty.
It is in the nature of the humanity that it tends to live with identity. The social development of a
people too may be attributed to a great extent to the wellbeing of the native culture. For, the
people then may feel optimistic about their unalloyed freedom. The feeling of being free is an
outcome of various manifestations in the public and personal life. This feeling shines through
many diverse attributes and culture is one of them. When the state and the policy makers pay
special attention to this subject and try to foster a climate of ‘commitment’ to the people in this
regard, it becomes an affirmation of its social responsibility leading to peace and harmony.
At the present juncture, when our country is choosing new economic models for development,
we must be able to address these issues seriously and with due social and cultural sensibilities.
We must not ignore the social cost of any (so called) economic progress. Pursuit for profitmaximizing by a state is all right, but in the flush of that pursuit, important things like social and
cultural identities ought not to be jeopardized. For example, the loss of the topographical character
of a place due to certain developmental works might be detrimental or counterproductive to the
cause of the traditional way of living of the inhabitants. It is thus an indirect way of depriving
these people of their cultural right and freedom.
In today’s world, keeping cultural traditions unaffected by the changes has indeed become a tall
order. Of course, globalization has also brought some advantages for the cultural properties.
Today, media can widely and effectively perpetuate anything of this kind and thus nothing
remains as an exclusive reserve of one group of people only. However, the benefit of globalization
needs to be made adjusted to the cause of preservation of the cultural properties without hurting
the originality of the resources.
The cultural properties of any social group thrive upon their social interactions and the freedom
of their soul radiate through their community life cum interactions. This gives a reason for them
to affirm themselves as a group or community vis-à-vis their identity. These ‘identities’ must not
be considered as an attribute to ‘divisiveness’, rather, to the contrary, it is of intrinsic importance
to what we may call- unity in diversity.#
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Remapping Trauma in Mythic Narratives: A Study of
Surpanakha’s Story
Shruti Chakraborti
Research Scholar, Dept. of Humanities and Social Sciences, BITS Pilani (Hyderabad Campus)
p20170105@hyderabad.bits-pilani.ac.in

M.G. Prasuna
Associate Professor, Humanities and Social Sciences, BITS Pilani (HyderabadCampus)
prasuna@hyderabad.bits-pilani.ac.in

Abstract:
The etymological meaning of the word trauma finds
its source in the Greek word, Traumatikos
(Abubakar 119) which refers to a serious physical
injury. The severe physical injury often results in
an even deeper psychological wound. The long
history of research and studies in psychoanalysis
show that trauma can often be caused by an
emotional, or/and psychological wound. This
research paper explores select texts onSurpanakha
in connection to the context of trauma and its
aftermath as represented in different mythic
narratives. Although Surpanakha suffered both
physical and emotional mutilation, yet, her
emotional suffering has often remained unheard.
Rather, the physical mutilation has emerged to be
a cultural construct of punishing a woman who is
a potential Other according to the patriarchal
cultural values that have been dominating the
understanding of Ramayana since time immemorial.
Therefore, it is imperative that her emotional wound
and its ramification remains unnoticed in the
mainstream thinking. This paper examines twoshort
fictional narratives written by two different authors
in which Surpanakha’s mutilation and its
subsequent emotional consequence has been
ascribed centrality. The texts are, Ravana’s

SisterMeenakshi by Anand Neelakantan, andAn
Infatuation by Amit Chaudhuri. The present paper
studies Surpanakha’s traumatic experience, as
depicted in these texts, in the context of the trauma
theory posited by Cathy Caruth and Michelle
Balaev. The paper aims to demonstrate the
perspective of literary representation of trauma,
and its cultural dimension, as analysed by Caruth
and Balaev respectively, and as explored in the
selected mythic stories.
Keywords: trauma, violence, mutilation, suffering,
culture, representation, Surpanakha
Introduction
The study of trauma is interdisciplinary in nature.
Although psychoanalysis is the predominant field of
research, yet, the perception of trauma has been
innately connected to literature, politics, religion, and
most importantly, culture. The idea of trauma plays a
key role in connecting all these fields and has emerged
as a major discipline of study transcending its
psychological and pathological domain. Study and
research on trauma, and the representation of trauma
has become almost inevitable, especially since early
twentieth century, because of various political,
environmental, social, religious, cultural,ethnic and
domesticupheavals that have marked the history of
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mankind. While the two World Wars, Holocaust, cold
wars, civil wars, atomic bomb attacks, genocides,
famines and the likes have devastated the external life
world-wide, the inner life has been inflicted with a rapid
increase in domestic violence, rape, child abuse, incest,
family disfunction and so on(Berger 571). All these
have massively resulted in bodily mutilation as well as
psychological wound, and therefore, a literary and
cultural representation of these experiences has been
necessitated to vent out the human emotions and their
reactions to the world around. This paper aims at
examining the psychological and cultural dimensions
of trauma, and also seeks to explore the literary
manifestations of these dimensions. The methodology
adopted in the paper involves a comprehensive study
of Cathy Caruth’s analysis of the psychological
ramification of trauma and its literary expression, based
on her text, Unclaimed Experience: Trauma,
Narrative, and History. To comment on Caruth’s
argument further, Michelle Balaev’sideas on trauma
from the essay “Trends in Literary Trauma Theory”
which is a commentary on the literary manifestations
of the cultural perspectives of trauma, is analysed.
Further, this theoretical argument is applied to the two
texts, Ravana’s Sister Meenakshi by Anand
Neelakantan and An Infatuation by Amit Chaudhuri
to examine the representation of Surpanakha’s
traumatic experience as reflected in these fictional
narratives.
Cathy Caruth’sUnclaimed Experience: Trauma,
Narrative, and History is one of the pivotal theoretical
texts which demonstrates the importance and
significance of literary representation of trauma.
Caruthin this text expounds how a ‘wound becomes
voice’(Berger 577) and comments on its narrativity.
Michelle Balaev too elucidates on the same line and
further explicates thecultural dimensions of trauma.
The mythic texts that are being examined in this paper
have a strong underlying commentary on the traumatic
suffering of Surpanakha in the context of the prevalent
socio-cultural understanding of race and gender.
Deviating from the popular representations of the
Surpanakha episode of Ramayana, Neelakantan, and

Chaudhuri bring Surpanakha,from her peripheral
existence, to the centre of their texts. Moreover, they
dilute the polarized portrayal of Sita and Surpanakha,
in their narratives, and demonstrate that both the female
characters of the great epic have been traumatized by
the men in their life, either implicitly or explicitly.
Trauma is an extremely disruptive experience which
shatters the survivor’s whole existence. It results in
the fragmentation of one’s identity and self-esteem.
Trauma, although often remains unspoken, yet, affects
the victim’s perception of the world around. The
traumatic experience that Surpanakha suffered has a
dual significance in the context of the narrative of
Ramayana and its socio-cultural underpinning. The
episode of her mutilation has a momentous bearing on
the Rama tale from a narrative point of view as well
as from a cultural perspective. Surpanakha’s
disfigurement is considered to be the catalyst that led
to the abduction of Sita which eventually resulted in
thewar between Rama and Ravana. Therefore, it
contributes highly to the plot development of the
Ramayana narrative. From the popular cultural
perspective, shewas ademoness who was assertive
about her sexuality, who dared to exhibit her sexual
preference, and therefore, deserved to be ‘punished’.
This dominant cultural perception, however, has ignored
the trauma that Surpanakha experienced. The texts,
that the present paper critically examines, represent
Surpanakha’s trauma, traces the emotional turmoil that
she endured as a survivor of a traumatic experience,
and also subtly depicts how she processed the whole
experience and survived its aftermath.
Literary Representation of Surpanakha’s
Mutilation and her Trauma
Caruth has demonstrated her notion of trauma and its
representation in Unclaimed Experience based on her
thorough analysis of the Freudian psychoanalytic study
of trauma. She refers to Freud in defining the nature
of trauma, “Freud describes a pattern of suffering that
is inexplicably persistent in the lives of certain
individuals”(Caruth 1). She highlights Freud’s
understandingof the factors that subject individuals to
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experience excruciating pain for reasons over which
they have no control. Caruth, in alignment with Freud’s
notion on the connection between literature and
psychoanalysis,attempts to transcend the premise of
psychoanalysis and emerges with the idea of probing
how the survivor can voice the suffering. She writes
that the moving and sorrowful voice that cries out its
wound offers a strikingly interesting phenomenon which
can be scrutinized to study the plight of human
trauma(Caruth 2).The medium of literary representation
of trauma becomes significant in this context.
“It is the moving quality of this literary story, I
would suggest—its striking juxtaposition of the
unknowing, injurious repetition and the witness
of the crying voice—that best represents
Freud’s intuition of, and his passionate
fascination with, traumatic experiences”
(Caruth 3).
As Caruth demonstrates, in Beyond the Pleasure
Principle, Freud posits that the psychological injury
is“the wound of the mind—the breach in the mind’s
experience of time, self, and the world” (Caruth 4) which
is the primary source of trauma. Even if the body heals,
the mind often fails to accept and negotiate with the
overwhelming wound and the survivor’s psychological
fragmentation becomes a permanent element in their
life. Surpanakha is one such individual who survived
with persisting trauma since neither her corporeal
disfigurement nor her emotional disruption ever healed.
Kathleen M. Erndl, in her essay “The Mutilation of
Surpanakha”, presents a comprehensive comparative
analysis of the Surpanakha episode as depicted in
different prominent, mainstream narratives of
Ramayana. Her study includes the versions of
ValmikiRamayana,Kamban’s, Iramavataram,
Tulsidas’Ramcharitmanas, the Adhyatma Ramayana,
and the Radheshyam Ramayana. Erndl suggests that
all these versions (except Iramavataram) portray
Surpanakha as the ugly, shameless, sexually driven shedemon who was rightly punished by the ideal man
Rama and his brother, Lakshmana. Kamban in
Iramavataram, althoughexhibits sympathy towards

Surpanakha, yet the act of mutilation appears to be
even more violent in his text. Kamban depicts that
Lakshmana punished her by cutting off her ear, nose,
and breasts. This act of the mutilation inflicted a graver
wound on Surpanakha, both physically and
psychologically. Erndl postulates in her essay, that
punishing the woman who exhibits her sexual desire is
a major implicature of the episode of Surpanakha’s
mutilation. She refers to the larger scheme of cultural
practices in the context of which violence against
women often finds its root in the socially and culturally
ascribed identity of a woman.
Michelle Balaevin her essay, “Trends in Literary
Trauma Theory” refers to the massive role that culture
has to play in connection to the violence inflicted on
the victims, their subsequent suffering, and their
perception of the world around them that alters as an
aftermath of the traumatic suffering. She writes,
“Trauma is both a personal and cultural
experience linked to place because the
reorientation of the self is paired with a reevaluation of one’s relation to society, thus
expanding the identification between self and
world” (Balaev 165).
According to Balaev, the place where the traumatic
experience takes place is not a mere geographical
locale. Rather, it plays a crucial role in shaping the
feelings and memory of the survivor. It refers to the
site of intersection between the survivor’s cultural
identity and that of the perpetrator’s. The forest dweller
Surpanakha seemed to be a threat to Rama,
Lakshmana, and Sita. She was a potential Other who
had to be dominated and subjugated. The gap in cultural
orientation might be considered as a reason for the
inflicted violence she suffered. The factors of
Surpanakha’s gender identity and the tendencyof
phallocentric dominance also play a key role in this
whole issue. Balaev opines that the fundamental
assumptions regarding the socio-cultural relationship
between the self and the other is disrupted by a
traumatic experience and its remembrance. The
characters’ personal and cultural identity happens to
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be deeply connected in shaping the meaning of the
suffering. Surpanakha’s experience has a cross cultural
perspective. She was the demoness who was not
supposed to engage with humans, moreover, she was
a widowed female who was expected to lead a life
devoid of any sexual desire. As Surpanakha chose to
deviate from these set norms, she was subjected to
excruciating physical pain.
According to Caruth, an individual’s experience of
trauma is potential enough to transform it into a shared
cultural experience, since, traumatic experience is
contagious, transhistorical, and therefore,
intergenerational in nature(Balaev 152). It is a
perpetually lived experience which is more likely to
result in a ‘cognitive chaos’(Balaev 150). She further
suggests that a traumatic experience often disrupts a
person’s consciousness and it seems to be
unpresentable because the brain fails to perceive and
process the whole experience in a coherent
manner(Balaev 151). While the unceasing negative
impact of trauma on individual’s psyche deters their
expression, trauma fiction becomes instrumental in
lending a voice to the victim.
“Meenakshi was broken, bent and old”(Neelakantan
3), this is the opening line of Neelakantan’s text,
Ravana’s Sister Meenakshi. The text is a short
fictional narrative that depicts a day in Surpanakha’s
life. Neelakantan refers to Surpanakha as Meenakshi
in his text. In his narrative Meenakshi appears as an
old woman who recollects her memory, narrates it to
others and in that course, attempts to negotiate with
the world around her. She is placed in Ayodhya, but
Lanka’s splendour never ceases to fade away from
her memory. She has lost her nose, ears, and breasts,
yet, her bodily sensations have not died. Meenakshi’s
character, in this text, has been portrayed in the context
of a Chandal woman, and of Sita. The Chandal woman
is the narratee to whom Meenakshi narrates her
traumatic experience which entails the psychological
healing process of venting out and connecting to the
world. A traumatic experience is never a chosen one,
however, one can still attempt to transcend it through
repetitive remembrance and mourning. According to

Geoffrey Hartman, the knowledge of trauma consists
of two factors – the traumatic event, and the memory
of it(Goarzin 1). Neelakantan has appropriated the
traditional temporality and narrative elements of
Ramayana. His narrative captures Meenakshi’s
interaction with Sita on the day Sita was to be taken
away from Ayodhya after being abandoned by Rama.
They both empathize with each other’s trauma. While
Meenakshi exhibited physical signs of her wound, Sita’s
was perhaps an even deeper emotional injury, none of
which was ever to be healed. In this text, Meenakshi’s
experience and the eventual memory of trauma is
constituted by both individual and collective suffering.
She relives her mutilated corporeal existence as
intensely as she relives the devastation that befell
Lanka. In her recollection of her traumatic past, these
two become one and inseparable. In her narration, her
physical, geographical, and cultural space emerge as
interconnected. She suffered as an individual as well
as an epitome of any female who has been othered,
dominated, and mutilated. In Neelakantan’s narrative,
Meenakshi emerges as the representation of the
microcosmic Other while Lanka exemplifies the
macrocosmic Other, both devastated and traumatized.
Amit Chaudhuri too, in his short story,An Infatuation
portrays Surpanakha’s character with care and
sympathy. He deviates from the traditional versions,
and depicts her as a shy, adolescent girl who fell deeply
in love with Rama. Chaudhuri beautifully captures the
anxiety, nervousness, and yet the pleasure that a young
girl experiences while approaching a man. Although
she was aware of the difference between her racial
and physical features and that of her beloved’s, still
she mustered up courage to express her feelings
towards Rama. Rama reciprocated it with deception
and sarcasm and finally instructed Lakshmana to ‘teach
her a lesson’ that she would remember
forever(Chaudhuri 249). Chaudhuri’s story ends
depicting the initiation of Surpanakha’s traumatized
existence for the rest of her life. Her emotional
debilitation overshadowed her bodily wound,
“Even when the pain had subsided a little, the
bewilderment remained, that the one she’d
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worshipped should be so without compassion,
so unlike what he looked like”(Chaudhuri 249).

8 2020. <https://www.jstor.org/stable/
44029500>.

And thereafter, the trauma had changed her perception
of the world in which she lived.

Berger, James. “Review: Trauma and Literary
Theory.” Contemporary Literature 38.3
(1997): 569-582. electronic. 15 8 2020. <https:/
/www.jstor.org/stable/1208980>.

Conclusion
Neelakantan and Chaudhuri, both in their respective
narratives, connect the traumatized protagonist’s
individual suffering with larger social factors and
cultural ideologies. In their texts, Surpanakha’s trauma
evolves to be representational of the trauma that the
marginalized vanquished is subjected to suffer. In their
subversive interpretation of the authoritative versions
of Ramayana they aim at portraying Surpanakha as a
wronged individual who was inflicted
with violence that she never deserved. Surpanakha’s
traumatic wound finds a voice in these texts.
Neelakantan and Chaudhuri depict her painful yet
transcendent emotional state and aim at demonstrating
how her traumatic experience restructured her
perception of the world around her. Their narration
also aims at exploring how Surpanakha processed the
meaning of the traumatic event and constructed her
response to it through her subsequent suffering. Trauma
refers to an inner catastrophe that remains deeply
rooted in the subconscious. However, as depicted in
these texts, Surpanakha’s terrific urge to survive poses
a resistance to her traumatic memory and she sustains
the wound by stoicallyenduring it.
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Abstract:
As Giles Foden points out in his review, Don
DeLillo’s thirteenth book The Body Artist is unlike
any of the author’s previous as well as latter works
(Foden). Even though much has been written about
the author’s exceptional treatment of time, grief and
language in the novella, considerable work is yet
to be done on the author’s treatment of loss and
trauma as well as its literary representation and
narration. Drawing on some tenets of trauma theory
and pivotal works of prominent theorists like Cathy
Caruth, Susan J. Brison and Robert Jay Lifton, the
primary objective of this paper is to conduct a
close analysis of the representation of trauma in
Don DeLillo’s novella The Body Artist as well as to
understand the significance of narrativizing
trauma. The paper would also argue that
narrativizing trauma can indeed help in overcoming
trauma and recreating a self.
Keywords: trauma
narration, loss

theory,

representation,

One of the major voices in American fiction for nearly
five decades, Donald Robert DeLillo, popularly known
as Don DeLillo, is the author of eighteen novels,
including White Noise (1985), Underworld (1997) and
The Silence (2020). His books incorporate and explore
a vast array of human experiences and narrative
themes, from contradictions and paradoxes of
postmodern culture to dynamics of family and loss in

darkly comic profundity. In his thirteenth book The
Body Artist (2001), through the character of a bereaved
performance artist, DeLillo delves into the realm of
personal loss and trauma. Traumatic experiences are
often looked at as overwhelming outbursts of reality
that defies language and representation (Caruth 4) but,
for novelists, the advancement of trauma theory in the
recent decades has put forth unique ways of conceiving
trauma and stirred the focus, at least academically,
more towards how and why the past is remembered
instead of solely dealing with what a traumatised
subject remembers. And, as Cathy Caruth notes,
literature is a fitting discipline to describe traumatic
experiences because like psychoanalysis and its
emphasis on the symbolic, literature too is concerned
about the complex relationship between knowing and
not knowing (Caruth 3). Even though much has been
written by scholars about the author’s exceptional
treatment of time, grief and language in the novella,
considerable work is yet to be done on the author’s
treatment of loss and trauma as well as its literary
representation and narration. Drawing on some tenets
of trauma theory and pivotal works of prominent
theorists like Cathy Caruth, Susan J. Brison and Robert
Jay Lifton, the primary objective of this paper is to
conduct a close analysis of the representation of
trauma in Don DeLillo’s novella The Body Artist as
well as to understand the significance of narrativizing
trauma. In addition to that, the paper would also argue
that narrativizing trauma can indeed help in overcoming
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trauma and recreating a self.
In the beginning of the novella, the readers are
introduced to Lauren Hartke, a young performance
artist, and her significantly older husband Rey Robles,
a failing film director, doing domestic chores on an
ordinary morning. Narrated retroactively, the
information of the traumatic event arrives subsequently
through an obituary inserted in the narrative.The
readers learn that this is the last time Lauren sees Rey
before he goes to one of his ex-wives’ apartment and
commits suicide. From the very onset of the novella,
the readers are placed in the position of the traumatised
subject. In the introductory paragraph of the novella,
an unidentified speaker addresses the readers in the
present tense and makes some statements on how time
“seems to pass”, on howeveryoneonly receive“a sense
of things” thatdestroys the surety of “who we are”,
and on the irreversibility that go along with the world’s
becoming (DeLillo 1). These statements pave the way
for a crucialquestion: what would the readers change
or would do differently if they were given a chance to
face up to these very statements? Following that, the
narrative offers them a chance to change what hovers
in the horizon but, as evident, they cannot. Though the
verb tense signals that “it” (the suicide committed by
Rey) has already happened in the past, Lauren’s
ignorance of what hovers demand that “it” be passed
through again.
In Unclaimed Experiences: Trauma, Narrative and
History, Cathy Caruth identifies that trauma’s
distinctive effects shoot from a fractured temporality
evident both in the original moment as well as in its
conscious recurrence. The original moment,
“experienced too soon, too unexpectedly” (Caruth 4),
is not accessible to consciousness until it resurfaces
time and again in the form of repetitive actions and
bad dreams.Traumatic narratives, writes Caruth, are
a kind of “double telling”, fluctuating between thecrises
of life and of death, between the story of the agonizing
nature of an event and the story of its survival (Caruth
7). Lauren’s narrative emerges from the time following
the loss of her husband and the novella mimics the

temporality of traumatic experience by taking the
readers through the original momenttime and again.
Moreover, as Robert Jay Lifton points out in The
Broken Connection (1996),the traumatised subject
often experiences “self-condemnation” and “this guilt
seems to subsume the individual rather harshly” (Lifton
172). Likewise, Lauren also repeatedlyexperiences
guilt for having not seen “it” (the suicide of Rey) coming
and not being able to do anything to stop “it” from
happening. She feels responsible for Rey’s death. In
the first chapter, the readers find Lauren anxiously
identifying many instances where the chance that Rey
might commit suicide was apparent during theirlast
breakfast together. For instance, when Lauren questions
Rey why he needs to shave and not let his beard grow,
Rey says “I want God to see my face” and laughs
(DeLillo 16). Like the repetition of the traumatic
experience itself, the guilt also keeps returning to
Lauren.
Due to the repeated appearance of a death that Lauren
has not quite grasped, she struggles to recognise the
difference between life and death and thus, she floats
between them like the French actress in Caruth’s study
of Hiroshima mon amour(1959).It gives birth to
Lauren’s desire to absolve her guilt and bedead like
Rey (DeLillo 36). Caruth considers this sort of lethal
sympathy as another approach to traumatic survival
andin due course, it leads to fragmentation of the self,
so that the body of the traumatised subject can become
a monument for a death (Caruth 30-31). Similarly,
Lauren ruptures her subjectivity to such an extent
that,in one instance, while walking through her house
she can hear herself from other parts of the house
(DeLillo 37). As David Spiege points out, traumatic
experiences often “take the form of loss of control
over parts of one’s mind—identity, memory, and
consciousness” (Spiege) and it is apparent in Lauren’s
case. Furthermore, Lauren also yearns to bring time
to a standstill, for each passing moment reminds her
of the invariable nature of the number next to Rey’s
name in the obituary. She understands, as she states
during her performance piece, that “When time stops,
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so do we … In dreams or high fevers or doped up or
depressed. Doesn’t time slow down or seem to stop?”
(DeLillo 109) This yearning can be understood as
Lauren’s attempt to hide from her knowledge of Rey’s
death, to move into a state where time doesn’t exist.
Added to that, she could no longer see and understand
things the way the older part of her used to but there
was also no way she could return to her “older part”,
to the state prior to the knowledge of her husband’s
death (DeLillo 39). But unfortunately, the knowledge
available to Lauren isincomplete too. Several parts
from the story is missing, something that can only be
picked up in the voice of loss. Towards the end of the
second chapter, Lauren hears the noisethat she
recognizes from her last breakfast with Rey (DeLillo
42). Shortly afterwards, Lauren sees a stranger in her
empty house, whom she names Mr Tuttle and
immediatelyfeels as if the one whom she felt before
but didn’t see, one who flouts the limits of the
humanwas sitting right across the bed (DeLillo 102).
However, the abstruseness of the narrative makes the
readers ponder if everything is as it seems or Mr. Tuttle
is merely a creation of her imagination. As it becomes
apparent from a close study, Mr Tuttle is in fact a
simulation and creationof the real. He speaks a weird
dialect of English and his speech divulges a fractured
subject displaced in time. Instead of addressing himself
as a speaking ‘I’, he turns himself into an object. Mr
Tuttle’s first response to Lauren is “It is not able”
(DeLillo 45). And, he doesn’t seem concerned about
the difference between future and past tense either.
For instance, when Lauren asks him what he sees
outside, Mr Tuttle answers “the trees are some of
them” and “it rained very much” (DeLillo 47).
Mr Tuttle is the representation of Lauren’s traumatic
experience and what Mr Tuttle speaks is projection of
Lauren’s loss.Mr Tuttle is Lauren’s wound made
palpable. What the readershear are not his words but
the language of Lauren’s misery. His speaking in the
past tense about things yet to happen is a sign of
Lauren’s own disturbed mind failing to cope with the
loss.As a defence mechanism, Mr Tuttle is createdby

Lauren to shield and dissociate from the reality she is
made to witness but denies to realise. As Trauma
Studies enlighten us, the structure of traumatic
experience makes the survivor be alone with the
wound. And, subsequently, it is the wound that starts
voicing loss. The voice that surfaces, Caruth maintains,
is no one else’s but the survivor’s own voice released
through the wound (Caruth 2).It’s also of note how
Lauren struggles for outside references to make sense
of Mr Tuttle’s actions and to get him placed because
he is Lauren’s loss and has no past of his own. The
fact that he is a creation is also apparent in his
demeanour and physical characteristics. Mr Tuttle only
gives an impression of life but does not display
understanding and is rigid like a dummy. For most of
the part, his speech is either scrambled or nonsensical
though suspiciously suggestive. Having a conversation
with him is similar to putting lines into the mouth of a
parrot or a songbird and Lauren realises that, for
instance, when she asks Mr Tuttle if he ever talked to
Rey.
‘“Did you ever talk to Rey? The way we are
talking now.” “We are talking now.” “Yes. Are
you saying yes? Say yes. When did you know
him?” “I know him where he was.”’ (DeLillo
64)
Lauren and Mr Tuttle do not really have conversations,
for in it only one person speaks and in addition to that,
the structure of traumatic experience prevents Lauren
from identifying herself as the source of the imagined
conversations. Mr Tuttle is an excusefor Lauren
todeny enteringnormal time again because that would
require her to accept the knowledge of Rey’s death.
To fend off death and ensnared by the yearning to see
Rey alive, she fills the void left by Rey with an
imaginary being. Refusing to recognise Mr Tuttle for
what it is makes Lauren accept Mr Tuttle’s enactment
of Rey as genuine. Thus, when Mr Tuttle begins to tell
Rey’s personal stories, Lauren starts to hear them in
Rey’s voice and thinks, “This was not some
communication with the dead. It was Rey alive in the
course of a talk he’s had with her… not long after
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they’d come here” (DeLillo 63). Mr Tuttle formulates
a kind of chant in which he seems to identify himself
with a moment that is neither the present nor the past
nor the future. As the narrative moves forward, Mr
Tuttle begins to speak similar to Lauren and Rey and
in comprehensible grammatically-correct sentences
that are more like fragments from the past, anecho of
the couple’s final conversation. Even though initially
she doesn’t address it, Laurenalso observes that Mr
Tuttle is more ofan artifice and less of a human being:
small, chinless with an unusualkind of body. But, he is
also the one who keeps Rey alive for her. However,
the real problem surfaces when while pushing Mr Tuttle
to speak like Rey, Lauren realises that she can’t
remember Rey correctly. This realisation too makes
Lauren want to expunge her own past. When Mr Tuttle
endeavours to rebuild the original site of Lauren’s
trauma, that is, the conversation Lauren had with Rey
before he committed suicide, she watches her
“separated self” crawl and dissolve into him. She fails
to differentiate between the enactment and the original
moment and consequently, submits herself to an
eternally still present. A review of her performance
act titled Body Art in Extremis: Slow, Spare and
Painful rightly sums up Lauren’s psychological state:
“She is acting, always in the process of becoming
another or exploring some root identity” (DeLillo 107)
because she has parted from her self in an effort to
escape her reality.
But, the original moment was not there. Trauma is
constructed only through the representations of the
traumatic moment. Because Lauren saw the original
moment in retrospect, she fails to find the cause of her
trauma. In the first instance, she didn’t know what
she was seeing and therefore, there is no way for her
to know definitely what happened unless the original
moment is reinvented.Towards the latter part of the
novella, after re-experiencing the trauma of the original
moment through her performance act, Lauren arrives
at the conclusion that time is the only narrative that
matters and “it stretches events and makes it possible
for us to suffer and come out of it” (DeLillo 94). Soon

after Lauren starts seeing Mr Tuttle for what it is, a
dweller of an unbroken time, he gradually fades away.
To enter normal time, she had to stop finding solace in
the fantasy of timelessness Mr Tuttle provides and give
away her yearning to see Rey’sreturn.She had to stop
including the event of Rey’s death in the history of her
own life. By narrativizing her suffering in Body Time,
Lauren attempts to recognize her wound and act
through the trauma by repossessing her own voice and
identity. Furthermore, the readers also uncover the fact
that it is repetition that lies behind the formation of
one’s identity. It’s true that narrativizing her
sufferingdidn’t bring Lauren’s trauma to a closure but
her act of repossessing her own voicehas helped her
in re-entering normal time and reinstating her
association to the living world. The act of narrativizing
traumatic experiences, writes Susan J. Brison in
Trauma Narratives and the Remarking of the Self,
“gives shape and a temporal order to the events
recalled, establishing more control over their recalling,
and helping the survivor to remake a self” (Brison 40).
Creating a self-narrative is aneffective procedure for
recovery through trying to redeem control and
restoreregular life. If a traumatised subject gets access
to language and an audience, they may use it as a tool
to recovery although it is not always “sufficient for
recovery from trauma” (Brison 40) as we can discern
in Lauren’s case.At the end of the novella, Lauren
comes to peace with herloss, accepts the knowledge
of Rey’s death and reaffirms herself that Rey’s death
is in no way her fault and one needs to grieve to move
beyond any trauma (DeLillo 126). Lauren acts through
her traumatic loss by stopindulging in the fantasy of
what she would have done differently if she had the
chanceof stopping Rey as well asby accepting that
the voice of the wound is no one else’s but her own.
Although she could no longer go back to the time prior
to her loss, she returns to a world that reaffirms her
survival (DeLillo 126).
To conclude, Don DeLillo in his novella The Body
Artist adeptly represents personal trauma and its
workings through the character of Lauren Hartke by
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employing multiple literary techniques and tropes. In
addition to that, he has also highlighted the roles thatguilt
and denial plays in traumatic experiences. But most
importantly, he render show narrativizing traumatic
experiences along with accepting reality can help in
overcoming trauma. From our study, it can be inferred
that narrativizing trauma can certainly reinstate orderin
the life of a traumatised subject and help in re-creating
a self.
Works cited :
Brison, Susan. “Trauma Narratives and the Remarking
of the Self”. Acts of Memory: Cultural
Recall in the Present, edited by MiekeBal,
University Press of New England, 1999, pp.
39-54.
Caruth, Cathy. Unclaimed Experiences: Trauma,
Narrative and History. John Hopkins

University Press, 2016.
DeLillo, Don. The Body Artist.Picador, 2011.
Foden, Giles. “Review: The Body Artist by Don
DeLillo.” The Guardian, n.p., 22 Feb. 2018,
w w w. t h e g u a r d i a n . c o m / b o o k s / 2 0 0 1 / f e b / 1 7 /
fiction.dondelillo. Accessed 3 Nov. 2020.
Lifton, Robert Jay. The Broken Connection: On
Death and Continuity of Life. American
Psychiatric Association Publishing, 1996.
Spiege, David. “Coming Apart: Trauma and the
Fragmentation of the Self.”Dana
Foundation, Dana Foundation, 9 Sept. 2019,
www.dana.org/article/coming-apart-traumaand-the-fragmentation-of-the-self/.Accessed
6 July 2020.

r¬r

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

20

Voices Doomed In The Abyss Of Trauma: Discussing
Amitav Ghosh's The Hungry Tide
Dr. Joseph Varghese
Assistant Professor, Sacred Heart College, Thevara, Cochin
(jkusumalayam@shcollge.ac.in)

Ms. Vani Maria, Jose
Assistant Professor, Sree Sabareesa College, Kottayam

Abstract:

TROPE OF TRAUMA

The notion of trauma rose into prominence with
the publication of Caruth’s Unclaimed Experiences:
Trauma, Narrative and History(1996) and Shoshana
Felman and Dori Laub’s Testimony: Crises of
witnessing in Literature, Psychoanalysis and
History(1992).Trauma gains relevance when it is
perceived in a particular social and cultural
discourse. The term first appeared in Caruth’s
Unclaimed Experiences, the origin of which can be
traced back to the works of Paul De Man, who
was the teacher of Caruth. Trauma theory is usually
associated with the excruciating and haunting life
experiences of the survivors of the Nazi Holocaust.
This paper discusses how the notion of trauma
works from the perspectives of the individual and
the community in the novel: The Hungry Tide(2004)
by Amitav Ghosh. The paper raises the following
questions: How does displacement instill
everlasting trauma in people? Does language limit
traumatic narratives? Does trauma distort the
history and temporality? The paper makes an
attempt to answer all these fundamental doubts by
analysing the instances in the novel.

In Unclaimed Experience Cathy Caruth says that
“trauma is not locatable in the simple violent or original
event in an individual’s past, but rather in the way that
its very unassimilated nature—the way it is precisely
not known in the first instance—returns to haunt the
survivor later on” (4).According to the studies
conducted by Jacques Lacan, trauma emerges from
void, created by extreme experiences, which cannot
be articulated verbally (Balasev1).Trauma literature
is a much sought after topic for critics and psycho
analysts as it deals with the human psyche. Trauma
cannot be represented and a dissociation may occur
due to the inexplicable suffering caused by individual
or collective stimuli (Balalev 1).

Keywords: Trauma, People, Community,
Displacement, Memory, history, Language, Hungry
Tide

The novel, The Hungry Tide written in 2004 explores
the history of the natives of the Sundarbans island in
West Bengal, following a massive massacre in
1970’s.Sundarbans comprising of immense labyrinth
of tiny islands and entangled waterways, ironically
narrates the complex and traumatic histories of
settlements from 1950’s to 2000.The land is hostile to
its inhabitants with the potential threats of predators
such as tigers, crocodiles, snakes, and sharks lurking
around their habitats, and the natural disasters of
cyclones and storms, foreshadowing an apocalyptic
doom. The hue and cry to protect the ecosystem raised
by conservationists coupled with the sweeping winds
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of modernity place the survival of the inhabitants of
Sundarbans at stake. The author adopts two different
narratives to give account of the trauma of the natives
of the island. One focuses on the Seattle based
American Cetalogist, Piyali Roy, who comes to the
island for research and her interaction with Kanai Dutt.
The trauma of language serves as an impediment
between them. The other one deals the recollection of
the history of Sundarbans through the diary of Nirmal,
the uncle of Kanai Dutt. Kanai meets her aunt, Nilima
who is still living in the trauma of Nirmal’s death, even
after several years. Nirmal was a Marxist
Revolutionary, who couldn’t accomplish his
revolutionary goals. The trauma of his unrequited love
for Kusum and displacement from Calcutta haunted
him, leading to his untimely death. Through these, the
reader is able to gain a profound understanding of the
traumatic experiences of these natives of the island,
resulting from the alienation imposed by neocolonialists, the incapability of language to narrate the
traumatic experiences and impact of memories of past
and impending traumas owing to natural and manmade
catastrophes.
TRAUMA OF DISPLACEMENT
When a person undergoes a series of traumatic
experiences, it can re-orient his state of mind leading
to displacement of the self(Luci 260).In
1970’s,refugees entered Morichjapi island in
Sundarbans and settled there, which culminatedin a
bloody feud with the government. The novel discusses
the lives of people who attempted to enter India from
East Pakistan, during the Partition. The government
did not want them to settle in West Bengal. What
followed was a saga of violence and butchering.
Thousands of unnamed people were slaughtered.
Through the chronicles of partition, Ghosh attempts to
redefine the trauma of the victims of the partition. Their
social rank clubbed with their identity crisis augmented
their trauma. In other words, those who are in exile
may encounter misrecognition from dominant cultural
formations. Ghosh raises the issue of national and
religious identities of these refugees, to delve deep into
the trauma created by their displacement.

One of the main characters who have encountered
trauma from the childhood is Piya.She becomes an
outcaste in the U.S.A, where she is treated as the
‘Other, owing to her hybrid identity (Naumann).She is
unable to fit herself into their cultural discourse and
becomes an embittered ‘other”, in her homeland.
Nirmal, the uncle of Kanai, wanted to bring radical
changes in West Bengal. But he suffers from a nervous
breakdown and is forced to leave Calcutta. Ghosh
argues that living in exile can impose the burden of
trauma ,through a complicated narrative structure and
an array of metaphors.
TRAUMA OF LANGUAGE
Trauma implies representability, inexpressibility and
its inability to assimilate itself into the narrative. Van
der Kolk states that traumatic experiences can occur
in a fraction of second, which may go beyond the scope
of language. (27).The Hungry Tide is set against the
backdrop of the fictional island, Lusibari,
Sundarbans.It’s a chain of islands in the Bay of Bengal.
Sundarbans means beautiful forest.The rich
biodiversity encompassing flora and fauna makes it
one of most resplendent biodiversity spots in India. But
the natives know that at any time, tigers,a metaphor of
the power of the natural world can attack them. They
live in perpetual fear, but are unable to articulate it.
According to Stern, “Language drives a wedge
between two simultaneous forms of interpersonal
experience: as it is lived and as it is verbally
represented”(162). The natives of Sundarbans are
unable to witness traumatic events, but they fall prey
to their natural predator.Another instance testifying this
argument is when a character named,Piddington issues
a warning to the mighty British Government about its
plans to construct a port in Calcutta.It would be
catastrophic, as the mangroves which can prevent the
storms from the coastlines of West Bengal would be
destroyed with the construction of the new port.
Piddington appears as a minor character, writing
afrantic letter to the viceroy: “There would come a
day when a great mass of salt water would rise up
amidst a cyclone and drown the whole settlement”
(Ghosh 286). His words fell on the deaf ears and the
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port which was supposed to stand at par with Singapore
was devastated in a tsunami. If there is any discrepancy
between actual past and narrated past, it can lead to
mental disturbance. (Stern 136). Piddington realizes
the inadequacy of language to give account of the
impending reality.
Traumatic experience is an exaggeration of normal
experience. The ordinary gap between what is
experienced and what is said is widened in trauma, so
people find it difficult to express their trauma narrative.
In the novel, the central characters are Piya, an
American Indian cetologist and Kanai, a Delhi based
translator. Kanai plays a pivotal role in the novel as he
immediately brings the issue of language to the
foreground. He assumes power just because he’s able
to speak the language which Piya cannot use. He takes
advantage of the situation, while she’s unable to get
the information she needs, though she is an adroit in
other languages. Piya speaks in Bengali, but is unable
to comprehend what the natives of the Delta say about
the traumatic narratives on tiger. Kanai believes that
Americans including Piya are inferior to him, because
they are unable to decode the local language. They
are the victims and survivors simultaneously, but the
barrier of language hinder their articulation. When
Kanai confronts the tiger, he gets the epiphany that his
language has failed him. The tiger ,better say beast
was beyond what language can conjure becomes “an
artifact of pure intuition, so real that the thing itself
could not have dreamed of existing so intensely”(Ghosh
329).Trauma varies from one person to another, but
it’s articulation shares some unique features.
Piya, who was born in West Bengal, is settled in the
U. S. A. Like all other migrants, her parents wanted
her to master the English language so as to scale new
heights in her career. Whenever she thinks of her
homeland, what comes to her mind is her parents
arguing in Bengali. This caused a deep wound in her
mind, from which she could never free herself. “The
accumulated resentments of their life were always
phrased in that language, so that for her, its sound had
come to represent the music of unhappiness”(Ghosh
93-94).The alien language turned out to be an

unpleasant dream for Piya and her mother, in the
American Paradise. We read: “There was a time once
when the Bengali language was an angry flood trying
to break down her door”(93).
TRAUMA OF MEMORY
Traumatic memories of arousing events that are not
necessarily available to conscious memory may return,
often suddenly and unexpectedly, as flashbacks,
overwhelming emotions, or ‘speechless horror’, at
some point of time (van der Kolk 43).Cathy Caruth
says that the structure of trauma is associated with
distorted history or temporality. The traumatic event is
not experienced or understood fully at the time that it
occurs, but only later in its insistent and intrusive
return(12-29). Caruth’s assumptions are based on
Freud’s `Moses and Monotheism’, in which he argues
that a man who encountered an fatal accident may
not die, but may experience a number of nervous
breakdowns later. Freud names it,` traumatic neurosis’
(309). Ghosh says “Every generation creates its own
population of ghosts”(50),to remind the writers about
how the natives are caught in a dreadful web of
memories of the past. It is true that the characters in
the novel live in a kind of traumatic neurosis. Women
of Sundarbans are intimidated by frequent tiger
attacks. They see tigers only at times, but that fear
creates a sort of paranoia, which is inextricably
interwoven with their lives. Likewise, cyclones sweep
away boats, slaughtering the livestock. The novel gives
account of the warning issued by Henry Piddington,
the Englishman who tried to convince the imperial
government about the threat of an impending disaster
(Ghosh 286).He forecasts that the city of Canning may
get devastated by a series of storms within fifteen years
of its construction. The novel is centred on the psyche
of the local people, which deeply embedded in a sort
of traumatic neurosis. The fear element is always
latent in them, though they live in an exotic island.
Trauma doesn’t emerge from the unconscious, but from
history(Caruth151). The traumatic experience cannot
be fully deciphered by the victim; therefore it cannot
remain as a memory or narrative in them. On the
flipside of the coin, trauma may continue to haunt the
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survivors for an uncertain period of time. In Beyond
the Pleasure Principle, Freud states that the soldiers
who survived bombshells, were often haunted by
nightmares of fierce battles(292). The novelist says
that women
in the island clad themselves in the
clothes of widows, whenever their husbands step out
of the houses. They anticipate attack from their natural
predators(tiger and cyclones).In other words, they are
always haunted by the ghosts of a potential doom.
TRAUMA DEFYING HISTORY AND TIME
Trauma can violate the dimensions of history and time,
which can manifest itself anytime and anywhere, it
cannot simply be confined to a ‘then’ and ‘there’. “The
belatedness of trauma experiences means the troubling
events have the ability to violate or disrupt physical
spaces as well as temporal continuity”(Nazar and
Schaffer 10).As a cosmopolitan writer, Ghosh
chronicles the jeremiad of the refugees of Sundarbans,
devoid of money and power.“They could not speak
the language of that area and the local people treat
them as intruders, attacking them with bows, arrows
and other weapons. For many years they put up with
these conditions”(118).People like Nirmal wanted to
bring about radical changes in West Bengal. But he
couldn’t and died of a nervous breakdown survived by
Nilima, who worked for the emancipation of women
whereas illiterates like Fokir are not free from dire
poverty, which existed in their community, since
Partition. Besides, the islands offer a disturbed
environment. Tides can claim the land at any time.
The voices of the unprivileged sections are sabotaged
by the power of neo colonialists.“It’s not hard to ignore
the people who are dying-after all, they are the poorest
of the poor”(118).
Without collective trauma identities, individuals and
groups cannot enter into dialogue (Nazar and Schaffer
15).People of the island believed in a goddess named
Bon Bibi,whom they believed to have some power to
save them from the natural predators. But Kusum is
unable to leave the memories of her father, who was
killed by a tiger, in the sea of oblivion. Though she
cried for help from Bon Bibi, she received no help and
was left in perpetual fear and trauma. Piya is able to

narrate her trauma, only when the illiterate fisherman,
Fokir saves her from the crocodile. “…..found a way
to let her know that despite the inescapable muteness
of their exchanges, she was person to him”(Ghosh 76).
From a historical perspective, trauma is inextricably
interwoven with human lives. People are forced to flee,
leaving behind their dwelling and livestock, to escape
the sound and fury of nature. Frequent cloudbursts in
Assam and recent floods in Kerala and Tamilnadu
underline the truth that mankind will never be free from
the matrix of trauma and it can best expressed and
understood through the works of literature.
Ghosh spent some years in the picturesque island,
which enabled him to grasp the intensity of trauma
faced by the natives of the Sundarbans. Each character
in the novel experiences trauma in one way or the
other. Kanai, who works as an international translator,
who considers others inferior, feels uncomfortable in
the presence of Piyali,who is a part of Indian
diaspora.On the other end of the spectrum, Piya,despite
all her knowledge is unable to communicate her ideas
even to a forest guard. Other characters like Nilima
and Nirmal shift to Lusibari, but are unable to escape
the trauma of displacement. Through the characters
who are suffused with their own grand narratives and
world views, Ghosh traces the trope of trauma that
reverberates beyond space and time.
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Abstract:
Beauty is defined by individual senses or mind.
Since our minds and senses differ individually, the
idea of beauty also varies accordingly. It is all
about how we shape our mind and how we get
ourselves influenced by the others’ definition of
beauty. In The Bluest Eye, Toni Morrison has woven
story that depicts the disturbing consequences of
the White standard of beauty that has rooted deep
and firm in the consciousness of the Americans.
Colonialism implanted in their mind a politicized
and racist sense of beauty- “White is Beautiful”.
Since the white Americans were politically superior,
their idea- fair complexion, straighter hair and blue
eyes as the ideal characteristics of beauty- became
dominant. This standardization of the notion of
beauty triggered a race among the darker-skinned
people to hunt ways and means to achieve fairer
skin. However, this race has some adverse effects
on- the psyche of the African-Americans. They
often have to suffer from societal pressure to be
beautiful and get accepted in the ‘elite’ category
of beautiful. This societal pressure often leads to
traumatic experiences. Morrison depicts the
traumatic effect of this dumbest idea in the
painstakingly beautiful story of Pecola and her
family. The hunt for a fairer skin and the Bluest
eye made Pecola psychologically unstable and
unreceptive of any other notions. This article

discusses the white standards of beauty and its
traumatic impact on the African-American minor
girl protagonist of the novel, The Bluest Eye.
Keywords: Beauty, Trauma, Black, Racism, Toni
Morrison
Introduction:
The record of valorisation of white over black goes
back to the ancient times. Ancient religious beliefs like
Manichaeism (founded by Mani in the 3rd century AC),
is based on the conflict of God and matter or light or
darkness. In this conflict, God or light always wins
and dominates over the darkness. Even in Christianity
light stands for spiritual illumination and truth while
darkness stands for evil or ignorance. Therefore, the
superiority of light over darkness, which is synonymous
to white and black respectively, has been present in
the human consciousness since the development of
the human civilization. In America, this conception (or
rather ‘misconception’) gained momentum when the
colonisation of Africa led to slavery. The Americans
saw the African slaves for the first time when in 1619
the American privateer the White Lion brought back
home 20 African slaves by seizing them from a
Portuguese slave ship. Therefore, the political
supremacy of the whites over the blacks also gave
impetus to their prior beliefs.
American sociologist Charles S. Johnson says that in
the context of America the concepts of whiteness and
blackness have moral connotation and it is not just a
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matter of pigmentation. In his work, Growing up in
the Black Belt(1941) he argues that in the popular
mind black has always been assumed as an evil or the
essence and the aspect of the devil. The status of the
blacks in American society never had a religious basis,
yet “the evil and ugliness of blackness have long been
contrasted in popular thinking with the goodness of
purity of whiteness.”(Johnson 257) Therefore,
blackness is not just a skin colour, but a social construct,
persistently inferiorized and contrasted with the white.
Consequently, the white people began to consider their
physical features as beautiful while that of the black
people as ugly and deformed. Eminent Sociologist W.
E. B. Du Bois in his book The Souls of Black Folk
(1903) refuted the inferiority of the black race that
social Darwinism, Eugenics and Nazism established
combining racial prejudices and vague scientific theory.
According to him there is no scientific basis for such a
belief as it is a result of social prejudice. Moreover
racial differences do not means racial inferiority.
Colonisation and slavery established the white
American more politically superior than the blacks. As
a result, white standard of beauty became dominant.
In America black skin colour is associated with thick
lips and kinky hair whereas, the white complexion goes
with the straighter hair and blue eyes. Therefore, the
former are the characteristics of ugliness and the latter,
are of good looks. These assumptions gained more
thrust by popular pop culture and other modern means
of communication and got rooted deep into the psyche
of all Americans, particularly, the African Americans
who saw themselves through the eyes of the white.
They were always aware of the dual identity – a black
man and an American. While the white Americans,
even though they were not the aboriginals of the
continent, never considered themselves of having such
dual identity. Du Bois calls this awareness by the
American as ‘double- consciousness’ – “this sense of
always looking at one’s self through the eyes of others,
of measuring one’s soul by the tape of a world that
looks on in amused contempt and pity’’(Du Bois 615).
This feelings of contempt and pity when internalized
by the black often results in self- loathing, trauma, loss

of identity, violence towards other blacks and even
worse . Toni Morrison in her ‘The Bluest Eyes’, gives
an account of a poignant story resulting out of ‘doubleconsciousness’.
The Bluest Eye (1970) is the first novel of the Nobel
Laureate Toni Morrison, one of the most important
African-American novelists. The novel is about a
doomed quest of a young poor black girl child named
Pecola, for a pair of blue eyes in the twentieth century
racist America. It also tells the distressing tale of various
black characters, suffering because of poverty, racism
and distorted assumption of beauty. This quest and
conviction resulted in varying psychological conditionsfrom light to severe. The quest of Pecola for a perfect
beauty in a very formidable social set-up and
destruction of her life in every possible ways show the
extent to which such a dangerous notion of beauty
can make an individual suffer.
The Bluest Eye was written when the AfricanAmericans were still recovering from post-slavery
trauma and were asserting their belongingness in the
United States of America. They enforced in their
movements of rights, the slogans, such as, ‘Black
Power’ and ‘Black is Beautiful’. It was also a period
when The Black Arts Movement was at peak. Toni
Morrison shows in the novel how the popular standard
of Beauty has affected the human psyche so much
that a minor girl named Pecola suffered from
psychological instability; although her desire was just
to be beautiful, so that the people around her could
love her. At eleven her own father raped her, out of
pity and guilt for her ugliness. She even got pregnant
with the child of her father. She suffered alone from
the racist and sexual abuse that her peers and her
neighbours hurled upon her. Even her own mother
disliked her for her colour and ugly features. All these
mental and physical abuses were inflicted upon her
during the first eleven years of her life. These
conditions left such a deep and traumatic impact on
her mind that she became insane in the next two years
of her life that Morrison writes about.
Beauty According to Pecola Breedloves:
Beauty, according to Pecola, was to have a pair of

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

27

blue eyes. Her ideal kind of beauty was to have the
features of the then popular White American actress,
Mary Jane- beautiful white face with wavy blonde hair
and a pair of the bluest eyes. Being constantly pitied
and looked down for being ugly, she sought after what
people recognised as beautiful. She nurtured a powerful
desire for a pair of blue eyes so that she could become
pretty and hence be loved and admired by all.
...each night, without fail, she prayed for
blue eyes. Fervently for a year, she
prayed. Although somewhat discouraged,
she was not without hope... (Morrison,
The Bluest Eye 4)
Her prayers get answered when she approaches
Soaphead Church, who seemed to live a spiritual life.
He understood her pain and made her believe that
she has transformed into a blue-eyed girl. Now Pecola
could see that she possesses a pair of blue eyes and
also tries to convince others. She got completely
immersed in an imaginary world where she is the
prettiest with the pair of bluest eyes. For Pecola, he
is the God who answered her prayers. Ironically, her
imaginary eyes gave her freedom to move away from
the community as she had fulfilled their notion of
beauty. She moved freely with dignity and pride. But
for society she became a young girl gone mad.
Beauty is therefore inherently racist and its impact
very intense. Also, the features it glamorises- white
skin, blond hair and blue eyes are Caucasian. The
Caucasian being the colonists were politically superior
then the native Africans. Therefore, their beauty
standards were also accepted as superior. Gradually
this idea became dangerous and lacking as it equated
white skin with personal value and implies that those
who do not have these standards lack beauty and
therefore inferior.
Origin of Pecola’s Idea of Beauty:
The sign for Pecola’s tragedy began much before her
understanding of beauty. It was like she inherited her
obsession of blue eyes from her mother Pauline, who
in her younger days were obsessed with movies and
the beautiful white actresses they showcased. She

was so much into those white actresses that she
relentlessly tried to be like them. The movies educated
her, and she understood the white standard of beauty,
the fashion that was trending and a romantic love she
was lacking.
...along with the idea of romantic love, she
was introduced to another- physical
beauty. Probably the most destructive
ideas in the history of human thought. Both
originated in envy, thrived in insecurity, and
ended in delusion (Morrison 120).
She was so much influenced by the romanticized
movies that she hoped for such standards in her
drudged life with her husband, Cholly. Such desires
and romantic expectations made her peaceful life
complicated. She even went to the extent of trying to
look like Jean Harlow from the pictures. She discarded
her enthusiasm when she lost her front teeth. By then
she realized no matter how much she tried she could
never be as beautiful as the fair ladies- “I just didn’t
care no more... and settled down to just being ugly”
(Morrison121). But though she abandoned her desires
and endeavours, they left a deep impression on
memories. When Pecola was born, her family and
neighbours recognised her as a hideous baby. When
still in her womb, Pauline decided that she would “love
it no matter what it looked like” (Morrison 122). But
when she was born, her ugliness was beyond
imagination. She was amazed by her blackness and
could never accept her wholeheartedly. She says:
She looked like a black ball of hair...eyes
all soft and wet. A cross between a puppy
and a dying man. But I knowed she was
ugly. Head full of pretty hair, but Lord she
was ugly (Morrison 122-124).
It seems that she transmitted all her self-contempt
and obsession with physical beauty to her daughter.
She realized her appearance would not bring her any
respect; therefore, she tried to compensate and gain
respectability in other ways, by being an ideal servant
in a rich household. She also could never love her
daughter because of her ugliness. She loved the people
of the white household more than her ugly daughter.
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Thus, Pecola was a girl, neglected by her mother, raped
and impregnated by her father and downtrodden by
the society. The harassment she received started at
home, which intensified her desire to be beautiful even
more.
Isolation and Victimization: Contributors to
Trauma
Toni Morrison in her narrative shows various instances
of how Pecola, because of her complexion and ugliness
had to feel isolated and victimized not only from the
racist society but also her parents. Even her own age
group did not leave her in peace. In an episode, a group
of black boys was circling and holding Pecola. They
were gaily harassing her with racial and sexist insults:
Black e mo Black e mo Yadadddsleepsnekked. Black e mo Black e mo ya
dadd sleeps nekked. Black e mo... (63)
This scene of black insulting blacks is very
disheartening. It reveals their colonised and wrongly
educated minds. It seemed that they thrust all their
self- contempt into much weaker Pecola, who
swallowed their tortures without a word. Maureen Peal,
the high yellow dream child consoles Pecola when the
group of black boys teased her. She tolerates and pities
Pecola’s blackness. She even buys her ice-cream. But
once she figured out that it threatened her superiority,
she proved to be hostile and insulting to Pecola just
like the black boys who were tormenting her.
More painful to this incident was in an instance where
she faced rejection from her own mother. This incident
occurred when Pauline was working in the white
household of the Fisher family. One day Pecola
accidentally spills peach cobbler, her legs get burnt by
the hot liquid but Pauline is unmindful of it and making
the situation more humiliating for Pecola adds insults
to the injury by beating her and turning her out of the
kitchen. The situation gets more intensified for Pecola
as it happens in the presence of the Fisher doll child
who possessed the ideal characteristics of beauty and
represented what Pecola has dreamed of becoming.
Pecola, hated by almost every person around her,
including her parents, grew this dire need for the

miraculous gift of blue eyes which according to her
only Soaphead Church can deliver. Her need grows
so much that it consumes her intellect and she
hallucinates having a pair of blue eyes and
acknowledges herself as becoming the most beautiful
girl of her place. Hence, her traumatic experiences
deeply distresses and disturbs her life, making her go
insane. Healing was out of question due to the then
social and economic conditions.
Conclusion:
The mistreatment and subjugation of the black people
by the whites has been continuing since the beginning
of the colonisation. They had to fight many fights for
their rights, such as- the Civil Rights movement,
the Black Power movement, the 1980s Black
feminist movement, pan-Africanism and the AntiApartheid Movement. Recently the movement of
Black Lives Matter is gaining momentum among the
victimized African-American community. The
movement campaigns against cruelty, violence
and systemic racism towards black people.
The Black is Beautiful as a cultural movement started
in the United States in the 1960s by the AfricanAmericans. This movement aimed to dispel the racist
notion that black people’s natural physical features
such as colour, hair, facial figures are inherently ugly.
Influenced by the movement and her personal
experiences, Toni Morrison started to write The Bluest
Eye in 1962. She delineates the purpose of choosing
the issue in her forward to the novel. She says, “...the
assertion of racial beauty was not a reaction to the
self-mocking, humorous critique of cultural or racial
foibles common in all groups, but against the damaging
internalization of assumptions of immutable inferiority
originating in an outside gaze” (Morrison IX).
Therefore, as a protagonist she chose a character most
delicate- a black child who is a female. Her sufferings
and psychological conditions mirror that of a section
of people she represents. She is an example of what
society can create and also denigrate from a perfectly
normal being. She was born perfectly fine. It was the
social set up that defined her as ugly and lacking.
Therefore, her ugliness does not belong to her. It is
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just a social construct. Her desire for a pair of blue
eyes is symbolic of her ardent desire for freedomfreedom from oppression, from being defined, from
being mocked and pitied; and freedom of love.
However, Morrison reveals that the extremities of
Pecola’s case were possible only because she belonged
to a ‘crippled and crippling family’ (Morrison X). The
story of Pecola therefore served her purpose of
illuminating the unacknowledged version of trauma that
many people face because of the misleading idea of
beauty.

Kuenz, Jane. “The Bluest Eye: Notes on History,
Community,
and
Black
Female
Subjectivity.” African American Review, vol.
27, no. 3, 1993, pp. 421–431. JSTOR,
www.jstor.org/stable/3041932. Accessed 14
June 2020.

References:

Morrison, Toni. The Bluest Eye. Vintage Books. 1994.

Du Bois, W. E. B. The Souls of Black Folk. W. W.
Norton & Company. 1999.

Walther, Malin LaVon. “Out of Sight: Toni Morrison’s
Revision of Beauty.” Black American
Literature Forum, vol. 24, no. 4, 1990, pp. 775–
789. JSTOR, www.jstor.org/stable/3041802.
Accessed 14 June 2020.

Hyman, Ramona L. “Pecola Breedlove: the Sacrificial
Iconoclast in The Bluest Eye.”CLA Journal,
vol. 52, no. 3, 2009, pp. 256–264. JSTOR,
www.jstor.org/stable/44325476. Accessed 14
June 2020.

Long, Lisa A. “A New Midwesternism in Toni
Morrison’s ‘The Bluest Eye.’” Twentieth
Century Literature, vol. 59, no. 1, 2013, pp.
104–125. JSTOR, www.jstor.org/stable/
24247112. Accessed 14 June 2020.

Black Lives Matter blacklivesmatter.com/about/
Accessed 12 Jun. 2020

Johnson, Charles S. Growing up in the Black Belt.
American Council on Education. 1941.
r¬r

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

30

Reading Home as a Space of Trauma in Trezza
Azzopardi’s The Hiding Place
Bonjyotshna Saikia
Research Scholar, Department of English, Tezpur University
(bonjyotshnasaikia263@gmail.com)

Abstract:
Trezza Azzopardi’s The Hiding Place (2000) is a
novel about traumatic childhood experiences in the
familial context, within the home. The concept of
“trauma” in this paper encompasses an individual’s
suffering, and in doing so, the paper attempts to
read the nuances of traumatic and post traumatic
psychology. Dolores’s disfigured hand as the object
of stigmatisation ushers a series of corporeal and
verbal abuse. This paper is an attempt to read the
novel’s depiction of trauma and the body, and the
nuanced psyche of stigmatisation through the lens
of trauma psychology and disability studies, and
to read home as a space not of security, but of
horror. Drawing theoretical insights from
Rosemarie Thomson, Cathy Caruth, and Judith
Butler among others, the paper explores the process
of the autodiegetic narrator’s retelling, retracing,
and recollecting a traumatic past. The paper also
endeavours to look into how the space of home
can be turned into a space of trauma through the
constant stigmatisation and othering in the familial
context.
Keywords: Autodiegetic narrator, Corporeality,
Home, Trezza Azzopardi, Trauma, Stigmatisation.
“There is no place like home!”
- Lyman Frank Baum
The paper refers to the above line by L. Frank Baum
as this cliche singles out the unique aura of home, a
place where human restlessness is supposed to give

way to genuine contentment. But an invitation to a
more literal reading of the phrase: there is no such
place, renders the fact that home exists only in
imagination. Dorothy in The Wonderful Wizard of Oz
(1900)utters this line to give the readers an idea about
how she desires to get back to her home in Kansas.
But this paper attempts to read the line in a different
light. The same place of security, of contentment can
be turned into a place of trauma, as is the case with
Dolores, the autodiegetic narrator in The Hiding
Place. The title of the novel resonates the fact that
Dolores is being hidden away against her wishes, in
closed chest, in rabbit’s cage — reiterating the
claustrophobic, dehumanizing, and demeaning places
of captivity and ostracism, of rejection — “there’s
really no more space for anyone else in this house”
(Azzopardi 5). Her narrative is so much concerned
with the ‘space’ of the house that nearly every other
page describes her house, more specifically, the lack
of ‘space’ — “practically a ward” (Azzopardi 6).
Trezza Azzopardi’s The Hiding Place (2000) is a story
about the Gauci family (the father is a Maltese
immigrant and the mother is Welsh), set in Cardiff,
narrated through the perspective of the youngest
daughter Dolores (also the victim of a tragic fire). The
narrative is an enthralling account of how family, like
fire, can change from something that bestows comfort
and warmth to a vicious blaze, sparing none. It narrates
the horrors of a traumatic childhood in a dream-like
tapestry, knitting together distinct times and standpoints.
The horror is often veiled through the beautiful lyricism,
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it is as if the narrator is simply stating a mundane affair
in her life: “children burnt and children bartered:
someone must be to blame” (Azzopardi 78). The
nuanced depiction of the trauma that is so evident in
the narration is somewhat a beautiful conjunction of
words together.The text examines the gripping effect
of childhood trauma and the crucial requirement of
trauma victims to make sense of and to accept their
tormenting past. This paper attempts to read home as
a space not of security, but of horror. In doing so, the
paper also reads the psychological nexus of the
protagonist and the process of recounting the traumatic
event, exploring if it is feasible to mend the scar by
manifesting in words.
Each of the daughters in the Gauci family encounters
abuse and trauma in diverse manners. Celesta, the
eldest, is married off to a “grotesque” looking man of
forty (Azzopardi 83). She is just seventeen, when she
gets married to a man of her father’s age. Marina is
bartered off by her father to Joe Madera in exchange
for the apartment and some money. Fran is sent to
children’s home, despite having a family, as she is
characterised by ‘Pyrophilia’ (a condition where she
attains fulfilment in anything related to fire). It is this
condition that leads to a fire in the house, which nearly
incinerates Dolores. Her trauma is evident through selfmutilation in the form of tattoos. Rose and Luca, on
the other hand, use Dolores (their youngest sister) as
a kind of an outlet through which they express their
anger towards the inefficiency of their parents. The
bullying of Dolores in the hands of Rose and Luca can
be seen as an extended form of their latent desire to
confront their parents, to confront their upbringing, to
question the gradual dilapidation of their house, of their
life.
Trauma victims undergo mental and physical wounds
which are invisible, but Dolores’s wounds are visible.
Her body is the expression of her trauma, leading to
the fear it generates as disabled bodies confront
vulnerability and mortality of the perceiving subject.
She becomes an object of fear, and thereby stigmatized,
both within and outside her home. In the eyes of her
father, Dolores is the embodiment of bad luck bearing

its mark on the family. The fire incident has been etched
into Dolores’s body through her missing fingers, her
facial scar and her burned scalp. The hand is a trauma
of stigmatisation, more than being a trauma of corporeal
disfigurement. This leads to a series of othering and
stigmatisation within the sphere of the family itself.
The trauma inflicted upon Dolores outside her family
regarding her disfigured hand is far less compared to
the trauma she has inside her home, where her father
identifies her as “a devil had come into his house”
(Azzopardi 264). The repeated indifference and
bullying by her sisters Rose and Luca suggests that
they consider Dolores a lesser human being because
of her burnt hand. The novel is about the process of
stigmatisation through otherness, leading to trauma. It
is only through the “disfigured hand” that Dolores is
identified with and labelled as “Crip” (Azzopardi 170).
Rosemarie Thomson in her Extraordinary Bodies
(1997) foregrounds how social relationships ascribe
meanings to extraordinary bodies. The not-so normal
bodies (in this case, Dolores’s hand) are attributed
value and meanings through cultural norms and “social
framing” (Thomson 31). Mrs. Jackson’s interest in
Dolores’s hand whenever she goes out, or Mrs. Riley
recognizing Dolores through her ‘disfigured hand’ after
thirty years provides ample evidence of this social
frame to which Dolores was subjected to (Azzopardi
159). Similarly, Babette Rothschild talks about this
phenomenon regarding the life long impact of trauma
and the process of corporeal evocation on the
traumatised individual. It is not the traumatic event that
haunts survivors for decades afterward, but the impact
or legacy of those events in the form of emotional,
bodily, and behavioural memories. Freud argues about
a “delayed” amelioration of the experience of trauma
as memory (in psychosexual context). He talks about
how the individual could decode the actual meaning of
the event only after a delayed revival of the event as
memories. Traumatic memory is inherently shaped by
the unconscious motives that confer meanings to the
event. Trauma is so much interlinked with the body
and the mind, that Jamie Marich argues how trauma is
manifested in the body through various kinds of pain.
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For instance, Dolores’s account of the recurring “Ghost
pain” weaves the narrative together with other trauma
that Dolores experienced as a child. The “Ghost pain”
is the mysterious neurological perception that emanates
in her absent fingers. This recurring pain or sensation
reveals its presence through the missing fingers. This
occurrence is termed as “phantom pain” in medical
sciences, which can be conspicuously existent and
tangible, as an essential segment of the body (Halligan
255). This pain confounds Dr Reynolds, who finds it
intriguing to “miss something [Dolores] never knew”
(Azzopardi 80). However, for Dolores, this is not
strange; not strange to miss something one never had,
as she misses her sister Marina whom she only met as
a baby. This episode captures the psychology of loss
in a provocative way, transporting the readers to an
initial point of trauma in Dolores’s life.
Cathy Caruth in her influential Unclaimed Experience
(1996) argues that trauma is expressed, in most cases,
through silence, through the dereliction of words,
through the failure of language. However, in her
approach, Caruth takes only the abstract dimensions
of trauma. The novel, on the other hand, implies the
concrete aspect, rendering a literary approach to
childhood and family trauma. The nucleus on childhood
and family trauma helps in understanding the specific
and concrete rather than metaphorical and abstract
aspects of trauma. Trauma, as borrowed from ancient
Greek, originally denotes “a violent injury from an
external cause that breached the body’s integrity”
(Brette 1800). In other words, this can be translated
as physical and mental wound. The narrator
endeavours to comprehend how her present sense of
self has been affected by her memories and her past.
The obsession with memory is due to the lack of it, as
Anne Whitehead asserts, “in the face of mounting
amnesia, there is an urgent need to consciously
establish meaningful connections with the past”
(Whitehead 82). The narrator seeks the past and in
doing so faces a complex dilemma on her part, mingled
with instabilities and tensions.
The autodiegetic narrator is named Dolores (which is
no coincidence), the Spanish term for ‘sorrow’, and

also the plural of ‘dolor’ meaning ‘pain’ in Latin. It is
this pain and sorrow which is reiterated throughout
the narrative. Dolores’ sisters refer to her as “Crip”,
and her father calls her a “Sinistre”, “la diavola”, “il
demone” (Azzopardi 170, 64, 86). These labels
demean Dolores and vilify her which is reflective of
the phenomenon of “linguistic vulnerability” which
Judith Butler explores in Excitable Speech (1990).
According to Butler, this process of naming and
labelling can be cited as examples of “injurious speech”
or “hate speech”, which refers to the way words can
injure an individual. Names play an important role in
forming one’s identity, in shaping one’s individuality,
and if that individual is called an “injurious name, one
is derogated and demeaned” (Butler 02). Therefore,
in the light of the theory by Butler, it is evident that
Dolores has been made the subject of abuse through
the process of naming and labelling by her sisters and
father. Through the process of “sedimentation”
produced by repetition of her “derogated” and
“demeaned” names, Dolores’s identity had been
formed within her house through her so-called bad hand,
her missing fingers, and her scarred face (Butler 10).
She has grappled to defy her stigmatisation through
her defying of the ‘injurious’ names, and not to perceive
herself through those labels; but somehow, it has
shaped her, it has been so much ingrained within her,
that her disfigured hand became the onus of her
existence. Right from her birth, she has been named
in a way which implies disappointment. In a heart
wrenching scene after the fire incident when Dolores
was just a month old, her father visits the hospital and
he calls her “Bambina, Bambina”, as he fails to recall
her name (Azzopardi 54). In another instance, when
Dolores revisits her house after thirty years, she
discovers a photograph of herself and Luca; the
photograph reveals her mother’s indifference towards
her where she strikes the spelling of Dolores’s name
twice. It is however interesting to see how Dolores
revered her mother as a child, and clings to her, as she
“loves this; love being here in the kitchen with just my
mother and no one else” (Azzopardi 74). This process
of naming is also related to the process of
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objectification. Rosemarie Thomson in her book
Staring (2009) talks about the role of gaze into
objectifying the victims. She argues that the body is
foregrounded through the process of stigmatization, and
brought to the front, into everyone’s gaze. The novel
explicitly highlights the scenes where Dolores has
moments of being the object of the gaze. It starts right
within the family, with her father branding her as
‘Sinister’ to her sisters treating her as an object, as an
outlet of their frustration, replacing her name with the
noun ‘Crip’ (enemy).
However, Dolores fails to perceive the impact that
these names would have in shaping her existence,
partly because she strives to see her home as a source
of protection. Judith Herman in Trauma and Recovery
(1992) delineates this quintessential quandary
experienced by children who are engulfed in the nexus
of family trauma. She insists on the veil of trust that a
traumatised child has to develop on the part of her
“untrustworthy and unsafe” parents (Herman 102).
In the process of creating this veil, the ‘badness’ of a
parent is shrouded and the child attempts to reinstate
an image of ‘goodness’, in turn, blaming themselves.
This is evident in Dolores’s attempt to somehow instill
a sense of guilt in her narratives regarding certain acts
of her father. For instance, Dolores emphasizes how
her father had pangs of consciousness when he decides
to barter his daughters. This process of developing a
sense of basic trust on the part of Dolores is also
apparent in the portrayal of her mother. In the narrative
about her mother, Dolores cites reasons for her failure
in protecting her daughters. But the contradictory
accounts of her parents (retrospect accounts mainly)
conspicuously portray this dilemma in Dolores as a
victim of childhood trauma. Some passages in the text
evince to the fact that Mary might not have been as
loving and protecting as Dolores claims her to be. The
way Mary ‘protects’ Dolores by not sending her to
school or allowing her to play outside the house are
ostensible reasons to ‘protect’ her; but this protection
apparently is a shield against the shame that she might
face in the society as a mother of a disfigured child.
Mary’s calling her daughter ‘Dol’ (Doll) is a testimony

to the fact that she deprives her daughter of agency
and independence. She rarely accompanies her
daughter outside of their house.
The text’s fragmented and disjointed narration is crucial
in understanding the kind of trauma that the narrator
undergoes during her childhood. Her home, which is
supposed to be the safest place, is a site of her trauma.
The six daughters endures their father’s indifference
and abuse which brings to the fore the questions of
trauma and gender in the interlinked nexus of
responsibility and guilt. Dolores’s unquestioning
acceptance of her physical disfigurement and hostility
in her own home is evident in the first part of the
narrative, when she is unaware of a world outside of
her home. It is only in the later part, when she returns
to Cardiff (her hometown) after thirty years as an adult,
that she starts to ponder about the appalling entities
that have traumatised her both physically and
emotionally. The novel chronicles the dark realities of
family traumas and in doing so, challenges the
processes of remembering, narration, and
representation. The novel is about the consequences
that serious disordering in the family can have on
individuals.Hence, this paper endeavoured to look into
how the space of home can be turned into a space of
trauma through the constant stigmatisation and othering
in the familial context.
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Abstract :
Literature offers a fertile soil for depicting the
feelings of displacementgenerating psychological
aberrations of trauma. Inthis sense, the term trauma
of displacement offers a new perspective.
Undoubtedly, the imprints of trauma in the
displaced is irrevocable and creates a condition in
an individual in which one has to accept and learn
to live with the fluidity of identities with their
emotional tortures and cultural shocks. The
perpetual impression of political and social
oppression instigating psychological trauma on the
lives of the writers and characters ensues as the
nostalgia giving vent to a strong creative impulse
evident through the analysis of Herta Muller’s The
Passport and Temsula Ao’s These Hills Called Home:
Stories from a War Zone.Discussions on the
displacement and its consequent trauma in two
different contexts can lead to discourses on specific
characteristics of trauma. Traumatic experiences
are stabs on the mind that harm the internal as well
as the external co-ordination of a human being.
TheAmerican Psychological Association (APA)
defines trauma as the emotional response someone
has to an extremely negative event. While trauma
is a normal reaction to a horrible event, the effects
can be so severe that they interfere with an
individual’s normal life.In these two novels under
discussion,memory provides an immaculate

intending to the traumatic experiences caused by
displacement.
Key words: Displaced, Psychological trauma,
Identity, Oppression, Memory.
The concept of displacement has never been
extraneous to any of the literatures across the globe.
In a wider context, displacement may be a
quintessential, claiming that nearly all creatures are
displaced beings. The inquiry of first possible
displacement results in the departurefrom the paradise
of the mothers’ womb, the safest place imaginable.
The security offered by the mother’s womb or its role
in shaping the identity acts as a source to spot the
agonies of displacement. Displacement and its
associating issues have offered a good scope to trauma
studies.
Displacement, essentially results in far reaching
consequences such as loosing contact with people,
culture, landscapes, and language or the so-called native
place. It is nothing but a standard logic that the nostalgic
remembrance of motherland juxtaposes itself with a
sort of inevitability of settlement in new land. This
article encompasses anastute explanation of the
concept of displacement as a sense of dislocation within
the self, regardless of the contexts in which they occurEuropean or Indian. Here, the trauma of displacement
has been studied mainly from three levels.Firstly, the
writers chosen for this study are women writers or
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could better be rephrased as women narratives of
displacement. Theconditions of Central-Eastern Europe
and North East India seems comparable with reference
to displacement. Another level ofcomparison is the past
or post war situations in connection with the trauma
and identity displacement within the countries where
abusive regimes destroyed social bonds and had an
enduringimpact on the people lives. This perpetual
impression of political and social events instigating
psychological trauma on the lives of the writers adds
to the rationale of the study. The analysis is carried
out on the hypothetical assumption that the imprints of
trauma on the ‘self’ of the writer results in an ingenious
impulse, ensuing in a realistic portrayal of this emotional
extremities in their characters. The extent ofsuffering
and the resultant trauma remains alike for all women
across the world. They are seen to be doubly victimised
in both societies and such trauma narratives are often
perceived as their attempts to voice the unspeakable.
The concept of “home” is apparently seen as
incongruent to the term “unhomely”, a key concept
relating to displacement and referring to the estranging
sense of the relocation of the home in an unhallowed
place(Bhabha 141). Writers as well as critics refer to
scores of social, political, economic, cultural and
ideological issues involved in making “home” quite
“unsafe” to sustain life peacefully. Coming into close
contact with these developments, the use of the term
“unhomely”, does not mean “homelessness” (Bhabha
141-142). Same home becomes the most sought-after
place for people living overseas or in diasporic set up.
They prefer having home to assert their identity and
the sense of belongingness or rootedness. Any prospect
of losing one’s home in this context results in
restlessness and much complexity. Critics like Gayatri
Chakravorty Spivak, Jacqueline Bhabha, Saskia Sassen,
among others, have taken to post colonialism in terms
of globalization and the transnational circuits of
economic and political displacements.Discourse on
“home” bears new color and dimension in accordance
with the fast-changing social, cultural and political
milieu, highlighting insurgency, ethnicity, violence, illegal
migration, governance deficit, underdevelopment and

unrest as some of the key areas.
Although there are immense illustrations of literary
narratives initiated by politically and sociallyignited
displacement and its consequent trauma, thisarticle
focusses on two works- The Passport by Herta Muller,
the German-Romanian writer from the East Central
European context and These Hills Called Home:
Stories from a war zone by Temsula Ao, a writer
from North Eastern part of India.Violation of rights
owing to thestrategy of authority forms a rampant
featurein the society making home a problematic part,
accentuates the rage of the common masses and
makes them at ease with militant outfits instead of
coming for the help of the security forces to eradicate
anti nationalist and disquieting elements.
Trauma mayresult from one distressing experience
or recurring events of being overwhelmed which will
be precipitated in weeks, years, or maybe decades
because the person struggles to deal with the immediate
circumstances, eventuallyresultingin serious, long-term
negative consequences. This is reinforced through
experiences like man-made, technological and natural
disasters, including war, abuse or violence and differs
from individual to individual. Moreover, the sudden
impulses of trauma induced stress alwaysgerminate
future bearings on the individual. Traumatization, as
Van der Kolkmentioned “occurs when both internal
and external resources are inadequate to deal with
external threat” (393). Unswervingly Cathy Caruth
defines trauma as “an overwhelming experience of
sudden or catastrophic events during which the
response to the event occurs within the often delayed,
uncontrolled, repetitive appearance of hallucinations
and other intrusive phenomenon” (Unclaimed
11).Comparison of the conditions existing in East
Central Europe and North East of India reveals that
the political conditions within the respective countries
instigates displacement or dislocation from their native
place inflicts unresolvable wounds within the minds of
the victims, oftenidentified as psychological trauma.
Theattitude reflected by the women writers selected
for study is crucial as women are doubly victimised
and traumatised in such political situations and in a
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patriarchal society.
Primarily, the life and narratives of women writers
instigated by the political conditions are considered.
These writers incorporate alongside the political unrest
the intimations of history and culture of the state - issues
that have held the state together despite such vehement
sorts of violence within the post-war years. Herta
Müller, a representative of East Bloc German writers,
demands attention through her works depicting a
realistic picture of the oppressive life under the
totalitarian regime. Compatible to this,are the
circumstances inspiring the writings of North East
India.Müller’s The Passport recounts the socio-political
oppressions imposed by the totalitarian regime on the
private life and professional life of the intellectuals and
individuals which is assumed to have hastened the
trauma.The gradual deterioration of ethnic Germans
into a displaced minority sums up the central vein of
Muller’s novels. The stories from the book These Hills
Called Homenarrates North East India as
neighbourhood that has been inflicted in wounds for
many years. This collection of Ao’s stories throws light
on the importance of peace and cultural values and
movingly depict the agonies of the Naga society within
the fifties and sixties of the last century, caught between
the stubborn militancy and therefore the repressive
Indian State forces. But insurgency and Nagaland are
quite synonymous sometimes in reading the state’s
history. The narratives recount the trauma faced by
the Nagas within the hands of the Indian soldiers. It
also highlights the universality of the topic of women’s
suffering in times of conflict in several parts of the
globe. Psychic numbing or behavioural or memory
disorders resulting from ‘shell shock’ syndrome
symptomized by memory loss, physical tension,
uncontrollable emotions, and numbness encouraged
psychologists to probe deep into the forfeits of trauma
on memory. The Passport and These Hills Called
Home: Stories from a War Zone prove as illustrations
of this process.
Secondly, consequences of the trauma of displacement
in the post-war years and repressions of state’s regime
on the memory of the characters are analysed. In The

Passport, memory of victims is exemplified through
certain images, events and memories.Some of them
being the war memorial, the pot hole, the tear glass,
the juxtaposed images of Windisch and also the watcher
alongside the disbelief in women’s fidelity and also the
strained relationship of Windisch and his wife. The
Passport could be a completely unique in that most of
the present events are visualized regarding incidents
that happened earlier in time and different in space.
Memory of the past shadows all happenings of present.
Windisch, the village Miller, is seen as the utmost victim
of trauma. The image of Windisch counting “two years
by the war memorial” reveals that even after two years
the remnants of the war torments remain unhealed
(Muller 7). The pot hole by the poplar could also be a
reminder that “the end is here” and perhaps “the tip”
refers to the pinnacles of his traumatic life which he
imagines to end alongside his emigration to the West
(Muller 7).
The picture of displacement and its resultant trauma
women feels is clear from the eloquence of Windisch
regarding his wife’s fidelity and her way of life during
the war. The rift in Windisch’s life together with his
wife is an after-effect of the traumatic incident that
happened even before the very beginning of their
married life. Windisch’s remark that “whoring is
healthier” is an outcome of his trauma (Muller 74).
His fear of his daughter’s sexual subjugation and its
practical value over procuring the passports discloses
the role played by heart in igniting the sparks of the
past and its correlation to present. Trauma gradually
advances to the sensation of being dispossessed.
Another resonance of trauma within the novel is when
the narrative moves between past memories and
present experiences. The political conditions and its
impacts too build up extreme states within the psyche.
The image of trauma inhabiting its victims without
which they feel alienated and empty is evoked by the
loneliness suffered by the Sacristan after the burning
down of the fruit tree which ate its own fruits: “he felt
all the loneliness of the years. His life was transparent.
Empty” (Muller 32). The narrative depicts a real trauma
of psycho-social burden of totalitarianism, infesting the
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Romanians as an inescapable condition of life.
In These Hills, Ao portray the human suffering in
Nagaland shocked by the brutal soldiers and militancy.
She writes about quest of Nagas for separate political
status and the way the villagers survive in such a
conflict prone area. The agony of suffering resulting
from the crisis of politics and identity within the region
has been engraved in her mind for years.Memory acts
as a catalyst in recreating the realities of Nagas at the
time of insurgency into her canvas of creativity. This
book is a collection of ten short stories, among which
three stories are illustrations of trauma. Within the story
the ‘Last Song’, the girl Apenyo,who appears to
possess an unprecedented ability for singing, watches
her mother weaving colourful shawls which can be
sold within the market to bring extra income. The line
of the story is viewed as preparative of trauma:“It
seemed the tiny girl was born to sing….” what the
mother considered unreasonable behaviour during a
toddler barely a year old, was actually the first
indication of the singing genius that “she had born to”
(Ao 23).The insurgency grabbing the villagers is wellpictured:
The govt chose to catch the people for antinational activities on the festival day of church
and capture all of the leaders. The mother and
therefore the daughter experienced sudden
conduct. soldiers were making trouble. There
was chaos everywhere. Villagers trying to
escape the scene were either shot at or kicked
and clubbed by the soldiers who appeared to be
everywhere (Ao 28).
Finally, the tragedy ofApenyo and her mother assaulted
and slaughtered by the Indian Military forces along
with the fact that both the mother and daughter lost
their honour and lifeis revealed.
Satemba’s tale titled The Curfew Mansketches him
as “a government informant and spy on his fellow
Nagas during the hours of curfew” (Longkumer 121).
Aofeatures the life of innocent villagers who are
captive in their own village. “Satemba was a constable
of Assam police” (Devi 919).But after he left the work

because of broken knee, he became “an informer of
the military but couldn’t find peace” (Longkumer118).
The chance of encounter with a stranger further
strengthened his mental agony. The protagonist was
caught between two forces: “the underground forces
and soldiers and was searching his identity within the
midst of violence” (Ao 34-43). The strain of survival
for the young male Nagas in their own villages leads
to impending trauma.
An Old Man Remembers tells the story ofsoldiers
Shashi and Imli. Their life was painful, pathetic and
heart-touching. The bitterness of memory of the lifetime
in jungle haunted their mind most the time (Devi 919).
The terrific life of the jungle is vividly drawn in the
story as: “By the time when we reached the forest,
away from the mayhem in the village, it was already
dark. We were hungry, we were cold, but most of all
were terrified, not knowing where we were heading.
The eerie jungle sounds were starting to grow in volume,
which only added to our fear.” (Ao 99) It is evident in
their conversation as: “soldiers we were made into and
that’s what we resolved to stay.” (Ao 101) As an
underground army, they also committed brutal crimes
and felt desperate trying to escape from the jungle
life, they were shocked as their village was totally
shattered. Therefore, the story narrates the conflicting
situation and the desecration of the region during the
times of struggle between the Naga underground and
military.
Finally, the focus is on the impact of the prevailing
conditions in the life of the writers themselves. Muller’s
writings are evidently autobiographical in nature.
Muller’s way of writing life into literature – the
oppressions of totalitarian regime she suffered in
different stages of her life, marks the uniqueness of
her works. A cursory scrutiny of Ao’s writings
produced in the North-East region displays the
fascination for violence, mostly emanating from the
problems of insurgency and extremism.Temsula Ao
has curved a niche in the annals of North-East writing
keeping in pace with the central issues in the region.
In an interview titled “The North-eastern identity is a
Misnomer”,when asked whether “writers live twice,
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once through the actual experience and then again
processing it for writing”Ao responded:
…the writers’ perceptions differ about
important issues affecting the general population
but writing does not mean any processing of
actual experiences as such. At best, indelible
real-life experiences may provide the writer the
incentive or a trigger to weave a narrative for a
poem or a novel. As for living twice, the
definition will be as varied as there are
writers.(Joseph 3)
Concludingly, the two literary works under analysis
substantiate the trauma of displacement triggered by
memory mainly through the events relating to the
political situations narrated as part of the life of the
characters. The wounded souls of displacement, that
these writers are, equip them with the strength of unique
creativity sparkling in their life, characters and writings.
The women characters portrayed in the works suffer
the trauma of displacement doubly as they are victims
of such situations directly or indirectly. Both Herta
Muller and Temsula Ao have suffered the oppressions
imposed by the power of the state. A common thread
that binds all the stories are the common people who
are often the worst victims of wars and civil strife.
Thus, both works discuss the traumatic experience of
displacement uniquely transferred from former
generations to the latter who lacked a first-hand
experience of the regimes feeling displaced in their
own homelands.
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Abstract:
This paper examines the trauma left behind by the
death of Shakespeare’s son Hamnet as explored in
the recently published book Hamnet by Maggie O’
Farrell. Because of the timing of its publication,
March 2020, readers can relate to the book, and
empathise with the characters. Exploring a similar
psychic geography that we currently inhabit, the
world therein set against the Black Death seems
contemporaneous. What the author manages to
deliver is a fine fusion of the private and the public.
Trauma creates a rupture in the continuity of life.
The novel tries to posit that by writing the play
Hamlet, the playwright tries to make sense of the
death of his son, and by the same act he transfers
private memory to the archives of public memory.
This paper explores how externalizing the traumatic
event in the form of narrative, by retelling a life in
a new order, and rearranging the plot, one can
gain control and a certain degree of authority over
the events that initially led to the trauma. Seen from
another perspective, even the book Hamnet is an
attempt at knowledge production around the son
of Shakespeare by thrusting him from forgetfulness
into cultural memory, and from obscurity into
language by the very act of writing about him. The
structure of the novel is like two concentric circles
centred on death and disease. While at the
intradiegetic level, the characters try to make sense
of the loss of their child, at the extradiegetic one,

we, the readers, get a glimpse of a plague-ridden
world, not very different from our own, infested
with a pandemic. At both levels, stories help us make
sense of the existential mess we are in.
Keywords: Trauma, Narrative, Retelling, Private/
Public Memory, Pandemic
In the recently published book by Maggie O’ Farrell,
Hamnet, although the event that directly concerns us
is a single traumatic event at a deeply personal level,
when we zoom out we see it as one of a long chain of
interconnected events in a narrative of misfortune that
connects human lives across time and space. Exploring
a similar psychic geography that we currently inhabit,
the world therein set against the Black Death seems
contemporaneous. What the author manages to deliver
is a fine fusion of the private and the public.
My discussion of this particular text explores the
psychosocial dimension of trauma, and relies on the
critical tools offered by psychoanalysis but at a
rudimentary level. Instead of relying heavily on a critical
methodology, this paper draws on my very own and
intimate ways of reading, responding and relating to
the text, and of being touched and affected by it. Before
going to the text, here is a little bit about the context in
which the book was picked and read. Our entire species
is trying to come to grips with a pandemic, in a society
where everything from ‘normal’ relationships, to eating
and outing habits, to cremation and burial practices
has changed. The novel coronavirus outbreak and its
global spread is the present generation’s first real brush
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with history. If history were a train, we have our tickets
confirmed for the first time, and millions of our species
are aboard the same train. This pandemic is a trauma
on various levels – psychic, socio-political, economicthe effects are aftereffects of which can be fully
comprehended only with the hindsight that comes with
the lapse of time. But what is certain is that it has
created a dent in the continuity of life, a narrative with
a proper beginning, middle, and end. For once,
Heraclitus’s proverbial river has been left stagnant,
and we, under total lockdown, step into the same waters
again and again.
After the initial numbness and the shock had subsided,
many of us sought ways of escape, not unlike
Boccaccio’s storytellers in the Decameron who
assemble in the countryside away from the city of
Florence and make merry by sharing stories to
temporarily forget the pestilence looming large over
everything. Martin Marafioti calls it “narrative
prophylaxis” – protecting oneself with stories. He
further posits that a number of medical texts both
influenced and were later influenced by the literary
escapades in the Decameron in advocating literary
pursuits as a way of diverting the mind and keeping
spirits high (Marafioti 69).This group of seven ladies
and three gentlemen were the equivalents of the present
day people of privilege who can afford to distract
themselves with art in its various manifestations, and
with stories. Along with social distancing, we are also
observing what can be termed narrative distancing –
distancing ourselves from stories of death and
infections. Hamnettoo was picked up as a way of
escape. The book centres round the death of Hamnet,
Shakespeare’s son, and is a fictional account of the
circumstances leading to his death and to the writing
of Hamlet named after the son. Although historical
evidence or facts regarding his life or the cause of his
death is scant, Maggie O’ Farrell imaginatively ascribes
the cause to the Bubonic plague, and spins the narrative
likewise. The novel, being set in the last decade of the

16th century, seemed to ensure a safe distance from
our present ordeal, and for objectivity. But reading it
brought the realization thatstories such as this bring
human beings across time into a shared space of
narrative solidarity the very basis of which is human
suffering.
Trauma creates a rupture in the continuity of life. It
comes unannounced, when the victim least expects it,
and is least prepared to integrate it in the narrative of
life. It is so swift that it passes before the consciousness
can capture its movements. Agnes – Hamnet’s mother
and the playwright’s wife – least expects to find her
twins Judith and Hamnet infected with the plague, and
more so to lose Hamnet to death.
The initial, instinctive reaction to a tragedy – personal
or collective – is to move into a state of denial. That is
naturally the way Agnes reacts when she first spots
the buboes pushing themselves out of her daughter’s
skin. The buboes were dreaded, and found a place for
themselves in the literature of fear that people knew
about but never spoke of. Narrative hygiene was as
important as physical hygiene. The very word “buboes”
was never allowed to be formed, an airy substance
that, nonetheless, chased Agnes’s children down. All
fearful things appear to us like fiction. We instinctively
believe that nothing bad can ever happen to us. When
there was news of the coronavirus outbreak in China,
China seemed too far. But then this thing crossed
borders on the wings of a bird, literally on the wings of
international airplanes. It reached our country, then
state, then district, then our neighbourhoods. But until
it touched one in the family, we still remained in denial.
Agnes too was in a state of denial. Although there
were cases of infections now and then, some of which
she had herself cured or treated in the past, she could
not believe her eyes when she first saw those buboes
on her daughter’s body. The most dreaded moment
had come. “The moment she has feared most…The
pestilence had reached her house. It had marked her
child’s neck” (97).
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Agnes had a way with herbs. The entire vicinity came
to her for treatment, no matter what ailment one
suffered from, and she cured them with her homemade
potions made from roots and plants. It was “a magic,
a gift” that never failed but once, when she needed it
to work the most. She could not save her own child
from the clutches of death. The birth scene of the twins
shows that Agnes gave birth to a healthy, beautiful
boy and a weak, crying girl with flailing breath who
showed no zeal for life even at birth. The mother had
not expected the girl to survive, but eventually she did.
The twins were one life split into two, like “two halves
of a walnut” (151). It had always been Judith who
was supposed to die, ever since birth. But the twins
swapped positions without anyone’s notice. Agnes was
prepared to lose Judith because she had been treating
her insanely with all the medicinal herbs she could
procure from her physic garden, but saw them failing.
None of her potions helped to resuscitate the child.
Judith was turning into a spectre right before her eyes,
but then this cruel turn of fate took away her healthy
child. Hamnet accepted death on her behalf. While
Agnes “concentrated on the wrong child” (186), and
was distracted, death took away her other child.
Trauma stills the life of the victim, freezes it in time,
suspends it in a particular mental space, while all around
life goes on as usual. This very quality of grief that it is
intimate, private, unshared and unsharable, makes it
so difficult to bear. In her grief, the mother found
herself alone. All other kids of her son’s age were
alive and kicking and playing, while her Hamnet was
gone. A crucial difference between personal and
collective trauma is that in the former the victim finds
herself lonely, and in most cases without empathy. And
she often asks a fundamental question – “Why me?”
In cases of collective crises like the Holocaust or the
Wars, or the Partition of India which is closer to our
collective imagination, we see that the pain is shared
on a large scale, and so is empathy. Our present
situation similarly demands empathy on our part more

than ever, as readers, more so as humans. The
pandemic has brought our social lives to a standstill.
The quotidian life has receded to the background, and
we are trying our best to adapt to the situation and
bring into effect the new normal. While
human beings struggle and human social connectivity
has been disrupted, we see that the societies of nature
continue as before. None of the natural processes has
been adversely affected by the COVID-19 outbreak.
Spring brought colours. The scents of summer are
intact. Life goes on without us. In a similar manner,
while Hamnet’s family is still unable to recuperate with
the loss, Judith’s cats give birth to different batches of
kittens. As for her mother’s gardens, they continue to
flower. “Gardens don’t stand still. They are always in
flux”(241).
The same tragedy touches different lives differently
and elicits different responses from each. Mary, who
has herself lost her daughter to the plague, believes
that “grief is all very well in moderation” (224). Judith
keeps looking for her other half. “What is the word,
Judith asks her mother, for someone who was a twin
but is no longer a twin?”(215). She tries to seek
answers in the realm of language, as if she could grasp
the meaning of her loss if she found a word that could
describe it. Susanna sews and sews the entire time.
“If she just keeps on making stitches, of equal size,
over and over, perhaps all this will pass”(225). As for
Agnes, she can make no sense at all of the loss. All
the daily chores now seems pointless, cooking and
eating too seem pointless. The grief is all consuming
and takes up all her time. “She discovers that it is
possible to cry all day and night”(212).
The loss has to be comprehended in order to be
mourned. Forgetting of loss is crucial to mourning.
Mourning is a sign that gives off the first instinct of
survival.According to Judith Herman, “Folk wisdom is
filled with ghosts who refuse to rest in their graves
until their stories are told. Remembering and telling
the truth about terrible events are prerequisites both
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for the restoration of the social order and for the healing
of the individual victim” (Herman 1). There are ghosts
in Hamnet too, both literal and metaphorical. The child
Hamnet, just moments before dying, is called a “ghost”
by Susanna. After his death, rumour has it that a little
figure runs along Henley Street at night, presumably
the ghost of Hamnet. The in-text play “Hamlet” is
spectral on more than one level. Through it
Shakespeare imaginatively brings back his own dead
son, and it becomes the final work of mourning. The
“unfinished business” of Hamlet’s ghost is
accomplished, but by the father Hamlet who steps in
his son’s place. Although pain cannot be accurately
translated into words, and a portion of it is eternally
lost in translation, only words can come closest to the
original thing. It is only through words that one
eventually gains control over the chaotic mass of raw
materials left behind by a personal tragedy.Deborah
Horvitz asks:

seems strange but familiar. “Yet this is him, grown
into a near-man, as hewould be now, had he lived, on
the stage, walking with her son’s gait,talking in her
son’s voice, speaking words written for him by her
son’sfather” (265). The retelling makes the traumatic
event stitch together the shattered plot of life.

Can narrative, itself, bycompelling victim-survivors to
remember and to repeat stories suffused with
terror,panic, and pain, serve a palliative role in the
healing process? Certainly, psychoanalysisbelieves that
crucial to recovering from an experience of trauma is
thecapacity and willingness to incorporate that
traumatic event inside one’s self as anindispensable
piece of personal history and identity. (Horvitz 6)

The archive, as traditionally conceived, is a location of
knowledge, a placewhere history itself is housed, where
the past is accommodated. Thearchive is intimately
conjoined with cultural memory, with its
preservation,perhaps even with its supplementation
(Boulter 3)

The playwright makes the “ghost” speak up, thus
bringing the unspeakable into existence with the stroke
of his pen. With the stroke of his pen, he also rewrites
the order of things, and retells his son’s life. Agnes’s
first reaction on reading the name of her son on a
London playbill is one of anger and disbelief. “He is
himself, not a play, not a piece of paper, not something
to be spoken of or performed or displayed”(251).
Agnes’s behavior is the most common reflex of people
in trauma.They want to hold on to their pain and never
talk about it because it is beyond the grasp of language,
and because no one will understand.But when she first
sees Hamlet on stage, the actor enacting her son, he

Making a strong distinction between mourning and
melancholy, Freud argues in “Mourning and
Melancholia” that while successful mourning facilitates
forgetting, melancholy archives grief, stacks it away
in mental or material forms, only to go back to it again
and again. The victim of trauma is of the latter kind.
Agnes cuts a lock of her son’s hair and Judith makes a
silk pouch in which to keep it, and they both search for
Hamnet in this archived material object. The
playwright, however, externalizes the traumatic event,
archiving it in the shape of a play, coming into a dialogue
with an audience, and transfers it from the private to
the public domain, there to stay forever.

Seen from another perspective, even the book Hamnet
is an attempt at knowledge production around the son
of Shakespeare by thrusting him from forgetfulness
into cultural memory, and from obscurity into language
by the very act of writing about him.
The writer structures the novel in two concentric circles
centred on death and disease. While at the intradiegetic
level, the characters try to make sense of the loss of
their child, at the extradiegetic one, we, the readers,
get a glimpse of a plague-ridden world, not very different
from our own, infested with a pandemic. At some
crucial junctures, the two levels connect. Agnes’s
moment ofcatharsis as a spectator watching her son’s
life retold and re-enacted on stage is contagious and
reaches the reader. The narrative does not take away
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the loss, but teaches one to live with whatever remains.
The strained relationship between the couple is
somehow restored as the playtries to put back together
a bond that was coming apart. The playwrightby holding
out the powers of his imagination swaps places with
his son in meeting death, thereby gaining authority over
their lives.What gives us solace as readers is the
possibility of becoming the authors of our own lives.
Life gains meaning when it is told.
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Abstract:

Introduction:

Septimus Warren Smith in Virginia Woolf ’s novel
Mrs Dalloway committed suicide by jumping down
from the window. He was mentally and emotionally
devastated by the experiences in World War I.
Through a character like Septimus, Woolf, back in
1922, was not only providing a meticulous analysis
of the trauma faced by the soldiers taking part in
World War I, but was also vehemently critiquing
the oppressive moves of the fictional characters
like Dr. Holmes and Dr. Bradshaw who were
‘deployed’ to cure a traumatised Septimus by
placing many of their own restrictive measures on
him in the name of treatment. The fact is that ‘Shellshock’ became a very pertinent issue in British
Psychiatry during 1920s influencing the literary
narratives of the time. But, if Medical Humanities
had been in vogue, the way it is today, perhaps
many like Septimus could have been heard, cured
and saved. This paper discusses how Medical
Humanities might stimulate important discussions
on literature and its role in addressing experiences
of illness, trauma and suffering as well as their
treatment that the contemporary world is struggling
to grapple withwhile also tracing some of the gaps
that exist in contemporary literature in dealing with
Medical Humanities.

Medical Humanities, as defined by Medical Humanities
Community of the New York University School of
Medicine, refers to an interdisciplinary field of
humanities (literature, philosophy, ethics, history and
religion), social science (anthropology, cultural studies,
psychology, sociology), and the arts (literature, theatre,
film, and visual arts) and their application to medical
education and practice. It needs no mentioning that
courses on Medical Humanities are becoming very
popular in the American universities like Harvard, Yale,
New York; and also in South East Asian universities
like Peking University of China, and University of
Hong Kong. One of the most important objectives of
introducing Humanities courses to medical curricula is
to improve the relationship between the doctors and
the patients. Besides, these world ranking institutions
perhaps made this point clear that awareness on
creative discourses on health and treatment can only
be generated through a kind of interdisciplinary
literature which justifies the idea that a certain kind of
literature is actually written for the world and is relevant
to the world in which we live. This is because, unlike
the other disciplines, Humanities and Arts provide
important insights into the human experience, condition,
suffering, personality, responsibility to each other,
besides offering a historico-cultural perspective on
medical practices. Attention to literature and the arts
became an important aspect in Medical Humanities
as it started developing and nurturingthe skills of
observation, analysis, empathy and self-reflection—

Keywords:Medical Humanities, Literary Studies,
World Literature, Empathy and Care
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qualities which are most essential in providing a
humane medical care.
So, the emergence of the discourse of Medical
Humanities as a particular mode of scholarship in the
developed countries has inaugurated much discussion
on health and diseases. It is because, literature notonly
generates awareness about health care and treatment
but also exposespersonal biases which may directly
affect medical practices. Besides, some also believe
that literature can enable the doctors or the frontline
workers to think critically and empathically about the
issues involved in their practices with the patients. In
the United States as well as in Europe, the emergence
of Reading Groups in various universities to discuss
the growing interdisciplinary field of Medical
Humanities and the inclusion of compulsory courses
on literature and medicine among all types of health
care practitioners in all stages of their career, make
this point clear. Introduction of literary texts to medical
curriculum and training has further enabled the learners
to listen warmly to their patients, as the multiple
perspectives in the texts selected for their studies have
the potential to help them deal with the different types
of responses coming out of the patients during
treatment. But serious discussions of Medical
Humanities arestill not evenly distributed across the
globe although the term has gained much significance
in critical debates of recent times. In the Non Western
countries awareness on Medical Humanities seems to
be only occasionaland it is only recently that Medical
Humanities has been introduced into the undergraduate
Medical Curriculum in India. Whereas the fact is that
an interdisciplinary understanding of health and illness,
role of medicine, the body and narrative, material
culture and the arts, disability andhealthcare, ethics and
pedagogy and the emergent global challenges can
positively impact the ways of living in the days to come.
Placing Medical Humanities in Literary Studies:
What exactly is Medical Humanities and what
trajectories and contours would be the most appropriate
to build connection between Humanities in general and
Medical Humanities in particular. Humanities, since

the medieval times, has already been used to enhance
our understanding on illness and healing, besides
foregrounding the meaning and possibilities of human
existence/experience, and has mostly been concerned
with describing experiences from the individual to the
global on multiple scales. But in its most recent
developments, Medical Humanities engages itself with
constructive criticism of the experiences of illness as
well as transformation of the individual through
treatment. The recent developments help to discuss
how madness, anxiety, psychological disorders, trauma
and sufferings of different types have informed literary
works in an unprecedented way. Appreciating and
interpreting the experiences of medical and health care
practitioners in the study of films, literatures, music,
visual arts and also philosophy as well as other cultural
discourses and productions, Medical Humanities has
been increasingly visible in the recent decades.
In addition to analysing the varied assumptions, the
methods and models of medical education, research
and practice, Medical Humanitiesalso aims at explaining
the complexities and nuances of clinical experiences
across the world. The literary practices of patients;
health care providers including the physicians, doctors,
nurses, social workers etc; and also the nonprofessional care givers like family members, friends,
relatives and neighbours, who assume primary and
secondary care giving responsibilities, have been
instrumental in popularising the ideas of this trend. So,
improving human health andproviding better health care
more effectively depends on appreciating the very
experiences of illness and suffering as opposed to
focussing exclusively on the symptoms, treatment and
taste results of disease etc. Thus, Medical Humanities
has much to offer in this regard by extending our views,
making us better thinkers and more sensitive
individuals.One of the most important additions to
Medical Humanities is the emergence of narrative
medicine which talks about recognising, interpreting
and being moved by the stories that both doctors and
patients tell about their experiences.In this regard, Rita
Charon’s Narrative Medicine: Honoring the Stories
of Illness is an important reference where the author
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opines that narrative medicine emerged as a response
to a ‘commodified’ health care system that places
corporate and bureaucratic concerns over the actual
needs of the patient.
Different literary practices have in fact exposed the
health care professionals as well as the common
readers to the varieties of the available approaches
towards illness. It is important to note that in many
places and contexts, specific scholarship on literature
and medicine, and training in narrative medicine
continue to draw entirely from specific previous literary
works like Ken Kesey’s One Flew Over the Cucko’s
Nest (1962) that serves as a study of institutional
processes, a critique of behaviourism and a tribute to
individualistic principles. However, recent publications
like Kamran Nazeer’s Send in the Idiots(2007)which
deals with autism, or Antonio Lobo Antunes’ The Land
at the End of the World(2012) that describes the
experiences of the suffering people by an army doctor
sent to Angola during the Portuguese Colonial
War.Such narratives promote understanding of how
different societies grapple with diseases and illness,
trauma and suffering. Even in a third world country
like India, where many people are forced to face the
atrocities of life due to illness, suffering and ethnic
violence in many impoverished places, Medical
Humanities, besides health care, can explain the ways
to deal with them in a more appealing way. Thus, new
researches in the Humanities, or Medical Humanities
to be more specific,should pose additional questions
about the varied and multifaceted experiences of
modern humans, uncovering new meaning of illness
and suffering in artistic works, the very constructedness
of being ill or being a ‘patient’, finding new ways to
understand cultural interactionsbetween the care givers
and the ill in the society we live in and so on.
The Problems in Contemporary Literary Studies:
Allan Beveridge in his “The Benefits of Reading
Literature” provides an interesting discussion on if
literature has anything to offer the physicians. He
argues that until recently exposure to the humanities
was believed to have only deepenedone’s
understanding of suffering and illness. For instance,

many clinicians wrote essays, novels and poetry, and
so many writersembraced medical themes. In the
18thcentury, the ScottishdoctorTobias Smollettearned
fame through The Adventuresof Roderick Random
(1748) and The Expedition of Humphry Clinker
(1771).The Romantic poet John Keatstoo was a
qualified doctor andLaurence Sterne made frequent
references to medicine, health and sicknessin The Life
and Opinions of Tristram Shandy, Gentleman
(1759–69). Even in the 19thand early-20thcentury,
authors like GeorgBuchner, Anton Chekhov, Arthur
Conan Doyle, Mikhail Bulgakov, ArthurSchnitzler and
William Carlos Williams among othersalso produced
literary works with some medical themes.In the second
half of the 20thcentury, the Scottish psychiatrist R.
D.Laing drew inspiration from writers like William
Blake, Dostoyevsky, Kafka, Beckettand Jean-Paul
Sartre to construct his existential model of madness,
and inthe latter part of his career, he also wrote poetry.
Such examples show that instances of Medical
Humanities can’t be seen as something very new to
the contemporary world.
However, at some point, there did occur a rift between
the Arts and medicine causing a loosening of the link
between the ‘scientific’ and the ‘artistic.’Beveridge
opines that the origins of the rift can be traced to the
Enlightenment, which held that reason wouldalone solve
the problems of humanity. Subsequently, the relationship
began to falter again following World War I which
caused the closure of liberal arts education to which
doctors had previously beenmeaningfully exposed. The
point that can be made here is that Literary Studies
doesn’t seem to have recovered from this problem even
today. However, an interdisciplinary literary practice
can open up new areas of research and prepare us for
the some real world issues. Besides, it may also
encourage collaboration of writers and researchers on
relevant medical issues for creating a more integrated
experience of the affairs of the world.For example,
meaningful communications between the doctors and
patients is essential to effective care and relationships
of trust—an area still not gaining much relevance in
contemporary literary practices.
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Jonathan Miller,way back in 1978 provided an
interesting definition of illness which helps us to
comprehend the very idea of falling ill from a narrative
point of view. He stated, “Falling ill is not something
that happens to us, it is a choice we make asa result of
things happening to us. It is an action we take when
we feelunacceptably odd. Obviously, there are times
when this choice is takenout of the victim’s hands: he
may be so overwhelmed by events that heplays no
active part in what happens next and is brought to the
doctorby friends or relatives, stricken and helpless. But
this is rare. Most peoplewho fall ill have chosen to
cast themselves in the role of patient. Viewingtheir
unfortunate situation, they see themselves as sick
people and beginto act differently.” (p 49) Therefore,
much of the experiences of the ill persons need to be
mediated by language, culture, expectation and the
conventions of the clinical consultation. And this is very
important because it reminds us that health, illness, wellbeing and suffering are aspects of experience which
need to be narrativised.
From the reader’s/receiver’s view point then, Medical
Humanities helps in addressing the human aspects of
medicine from within disciplines like history, philosophy,
sociology and literature. It also calls for the intersection
of medicine and the arts; and the schooling of more
insightful and compassionate care givers. The affairs
of the 21st century have rendered an important impact
on the phenomenon of World Literature following
which many areas hitherto been excluded or left unexplored are sought to be discussed within the ambit
of literature. However, as Hooker and Noonan have
also stated, Medical Humanities is culturally limited by
a pedagogical and scholarly emphasis on Western
cultural artefacts, as well as on an unquestioned
reliance upon concepts like ‘patient’, ‘illness’ and
‘experience.’ But no systematic attempt can be seen
even within Contemporary World Literature which has
neither addressed cultural difference as a central
concern of Medical Humanities nor has it tried to
felicitate the expansion of the Medical Humanities in
the non-Western and/or non-Anglophone locations.
Perhaps, this is one of the biggest challenges to be

met by the literature scholars researching the discourse
of Medical Humanities in a non western country like
India.
Conclusion:
The Federation of Royal Colleges of Physicians of the
UK also mentions that ‘Good communication’ can be
the solution to many of the problems that might crop
up during the actual treatment of illness and it involves
listening to patients and respecting their views and
beliefs, giving them the proper information they need,
ensuring treatment and prognosis in a way they can
understand, sharing information with patients’ partners,
close relatives or care taker among others. Though all
these are part of medical ethics so to say, it is language
what distinguishes a doctor from a veterinary surgeon.
The fact is that literature can actually shape important
discussions on health care and medical treatment as is
evident from certain international practices. However,
in the local and regional contexts, world literary
practices must try to further explore human’s abilities
to listen, interpret and communicate, and contribute to
sensitive appreciation of medical practices. But
contemporary literature does not seem to have
purposefully addressed the problems like trauma,
suffering, slavery, environmental degradation, health,
disease and disabilities which are the most difficult
challenges of contemporary times. Moreover, despite
all developments in medical sciences, diseases like
HIV/AIDS, Malaria, TB or sudden outbreaks of
Pandemics like the Covid 19, still continue to kill millions
of people annually in the entire world. And here comes
the relevance of analysing the ‘narratives’ under
Medical Humanities for ensuring a better health care
system.
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Abstract:
Maya Angelou, a feminist, a poet, and a writer of
autobiographies, is widely known for her
empowering and liberating works. She lived
through the times in America when women fought
for rights beyond household. They fought for equal
right and equal pay, marriage rights etc. She wrote
over seven autobiographies which have been often
categorised as auto fiction for the sheer quality of
its unique combination of factual snippets within
the rubric of fiction. Her works have been widely
acknowledged as trauma narrative of a woman
who simultaneously reflected the trauma of the
community which she represented. This paper
attempts to discuss and critique trauma narrative
not only as an individual space of healing and
resistance but also as spaces for collective
representation of trauma experiences. The paper
tries to draw forth the contours of personal trauma
and pain of the writer who at the same time becomes
a body of collective representation of trauma and
memory. This has been done by analysing the
thematic and narrative construct of the same. The
paper also seeks to answer some of the questions
such as how far does the writer succeed in
transforming her trauma to a tool of healing and
emancipation? does this experience in any way
coincide with the historical narrative and undergo

any distortion or metamorphosis? how much does
an autobiographical mode of narration impact the
channelization of trauma experience? An attempt
would be made to construct a response to these
questions within the rubric of literary trauma theory
and studies as pioneered by the thinkers such as
Cathy Caruth and Laurence Kirmayer.
Keywords: memory, anecdotes, collective,
experiential, etc.
Maya Angelou, a feminist, a poet, and a writer of
autobiographies, is widely known for her empowering
and liberating works. She lived through the times in
America when women fought for rights beyond
household. They fought for equal right and equal pay,
marriage rights etc. She wrote over seven
autobiographies which have been often categorised as
auto fiction for the sheer quality of its unique
combination of factual snippets within the rubric of
fiction. Her works have been widely acknowledged
as trauma narrative of a woman who simultaneously
reflected the trauma of the community which she
represented. The following paper attempts to discuss
and critique trauma narrative not only as an individual
space of healing and resistance but also as spaces for
collective representation of trauma experiences. The
paper tries to draw forth the contours of personal
trauma and pain of the writer who at the same time
becomes a body of collective representation of trauma
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and memory. This has been done by analysing the
thematic and narrative construct of the same. The
paper also seeks to answer some of the questions such
as how far does the writer succeed in transforming
her trauma to a tool of healing and emancipation? does
this experience in any way coincide with the historical
narrative and undergo any distortion or metamorphosis?
how much does an autobiographical mode of narration
impact the channelization of trauma experience? An
attempt would be made to construct a response to these
questions within the rubric of literary trauma theory
and studies as pioneered by the thinkers such as Cathy
Caruth andLaurence Kirmayer.
Trauma narrative is often signified by an
intergenerational transmission of traumatic experience
and memory. This way the homogenous interpretation
of heterogeneous representations and experiences of
trauma give a universal meaning to such texts. It is
this organisation of memory and sharing of trauma in
a text which renders a contemporaneity to trauma
literature.“Trauma, in my analysis, refers to a person’s
emotional response to an overwhelming event that
disrupts previous ideas of an individual’s sense of self
and the standards by which one evaluates
society”(Balaev 150).The story of I Know Why the
Caged Bird Singshas been set against the backdrop
of racial tension and conflict in south in America in
1930s. Maya had suffered sexual assault at the hands
of her step dad and in this narrative she brings out the
innocent expectations of a child who wants to break
away from her space of shame and suffering. She not
only emerges as a strong African American woman
representing her own experiences but also represents
her community with its legacy of historical trauma and
pain. Cultural as well as psychological displacement
find equal place in her work. She herself acknowledged
the fact that she began this book as a way to counter
her trauma post the death of her friend. The book is
intended to reflect on racism which is also a major
theme running through its pages. Thus begins the
anecdotes of a child who doesn’t feel equal to her
white friends and neighbours. She blames herself for
the murder of her molester and becomes quieter. It is

here that we find the effects of traumatic upheavals
on a child’s life and memory. It has consequences
beyond repair. It can be further viewed under the light
of the pluralist trauma theory which challenges the
unspeakable trope in seeking to understand not only
the structural dimensions of trauma that has resulted
into several approaches of looking at the dissociative
effects of trauma on individual consciousness and
memorybut also highlighted the cultural dimensions and
trajectoryof trauma with its diversified narrative
expression. By moving away from a position that
centralizes individual coping mechanism, the pluralistic
model suggests that traumatic experience unravels new
relationships between experience, language, and
knowledge that foregrounds the social and cultural
significance of trauma. Trauma studies under this
approach emphasizes onthe variability of traumatic
representations.
In the work I Know Why the Caged Bird Sings we
have a black, poor woman digging deeper into her own
personal trauma showcasing the larger framework
within which her community suffers. The work has
been known for its own uniqueness. It easily slips under
the garb of fiction to provide delight to the readers
wherever required and to generate empathy towards
her pain alike. The former has been attained through
spontaneity in the language, fluidity in the vocabulary,
intended pun, understated humour and the use of wit
with irony. Also, the text compels the readers to ponder
over a possible self-distancing within this structure
where they cannot figure out whether it is the author
narrating her own story or is it some fictional character
at play representing the predicaments of two entirely
different entities. However, both the traumatic
experience and the text are at crossroads when
presenting a pitiful condition of her community at large.
It portrays a larger part of African American existence.
It delves deeper into the nuances of the problems faced
by her countrymen during her lifetime. CathyCaruth
in Unclaimed Experience: Trauma, Narrative,
History (1996) viewed trauma as an event strong
enough to shatter consciousness and prevent direct
narrative representation. Caruth writes, “history, like
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trauma, is never simply one’s own, that history is
precisely the way we were implicated in each other’s
traumas,” emphasizing a universalist view of trauma
that damages the psyche and evokes a shared response
across time (Caruth 24). This indicates the inherent
transhistorical and intergenerational nature of trauma
that can be transmitted across time. From this
standpoint a cultural group’s traumatic experience in
any point of time in history or past can be simultaneously
a part of the memory or psychic existence of the
individual belonging to the contemporary time and
community. This merging of individual and collective
experiences of trauma furthers the notion of the
universal effect of trauma upon identity and memory.
Similarly one can deduce that the narrative distancing
by Angelou brings the readers closer to her background
and empathise easily with her subject. Moreover, the
simplicity of diction in the text makes this task more
convenient. Angelou has tactfully handled the
protagonists who seem to be moving to and fro in the
world of the reality vs. fiction. Angelou employs “a
rather personalized autobiographical style,” according
to Carol E. Neubauer, in that “she adapts elements
from both fiction and fantasy” (Bloom 27). This way
the author maintains a slight distance and leave the
judgement per se on the readers. She also provides
general comments about their situations which sound
more like a third person narrator giving statements
about life. Maya never shows such urgency to directly
appeal to the readers rather she lays all her pain bare
and leaves her readers on themselves to ponder over
her situation and feel her pain.
Furthermore, we will find that autobiography holds an
equally important place in the African American
narrative history at large. Through the nineteenth and
twentieth centuries, the African American authors have
gone on to testify to the vitality and endless variety of
that irrepressible strain of freedom. I Know Why the
Caged Bird Sings, Angelou’s evocative autobiography
about her painful childhood growing up in Stamps,
Arkansas, was published in 1970, with the same spirit.
The book met with great critical acclaim due to its
personal honesty dealing with the distressful issues of

rejection, racism, and fear; and yet it is often sprinkled
with humour, warmth, and love. This has been the
subject of various critical studies. This fusion of the
public life and the private and the personal experiences
with that of the political was a significant quality of
her work. African American women readers were
immediately attracted to her work because they
recognized themselves on the pages of Angelou’s
books. Many went on to memorize the lines of her
books while growing up. They identified with the
protagonist, “Maya,” who moved uneasily through the
world and took refuge in books. They could relate with
the self-doubt that was inevitable for girls who had no
images of their beauty and worth. Angelou provided
them mirror where they could see their own self. She
spoke for generations of her readers when she wrote,
“if growing up is painful for the southern black girl,
being aware of her displacement is the rust on the
razor that threatens the throat. It is an unnecessary
insult” (Wall 3). Angelou had the quality of infusing
the episodes of her book with themes and tropes that
thread through African American literary tradition.
Angelou’s narratives have also been criticized for using
stylistic techniques and narrative devices which would
rather associate themselves with writing fiction rather
than autobiographies, resulting in a number of critics
classifying “Angelou’s five volumes as autobiographical
fiction and not autobiographies” (Lupton 29). Mary
Jane Lupton writes that according to Eugenia Collier,
“the writing techniques Angelou uses in her
autobiographies are the same devices used in writing
fiction: vividly conceived characters and careful
development of theme, setting, plot, and language” (30).
Lupton also contends that “the five volumes [in]
Angelou’s series far exceed the standard number of
volumes in an autobiography ...so that they are in a
sub-genre known as ‘serial autobiographies’ ”.As
Angelou narrates selected events, she adapts elements
from both fiction and fantasy. Although she is clearly
working within the genre of autobiography, Angelou
freely borrows from these two traditional types of
writing. On numerous occasions in her earlier volumes,
she has employed what has become a rather
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personalized autobiographical style, a method which
integrates ingredients from diverse modes of writing
and gracefully crosses over traditionally static generic
lines. Angelou uses fiction when it comes to the
anecdotes related to entertainers, politicians and some
historical figures. Fictional elements are at complete
play on both the conscious as well as unconscious level.
Her autobiographies did more than just to lift the veil
on subjects that had been hidden. They showed that
the protagonist’s feelings were as important to the
narrative as the events it describes. No black woman’s
autobiography before Caged Bird had revealed as
much of its author’s interior life. She continued to
foreground her feelings. These feelings were mixed
with memory and art. If readers imagined they had
access to her raw feelings, Angelou insisted on the
importance of her craft. “Learning the craft,
understanding what language can do, gaining control
of the language, enables one to make people weep,
make them laugh, even make them go to war,” (Wall
5). What distinguishes, then, Angelou’s autobiographical
method from more conventional autobiographical forms
is her very denial of closure. The reader of
autobiography expects a beginning, a middle, and an
end-as occurs in Caged Bird. She or he also expects
a central experience, as we indeed are given in the
plot sequence of Caged Bird. But Angelou, by
continuing her narrative, denies the form and its history,
creating from each ending a new beginning, relocating
the centre to some luminous place in a volume yet to
be. She stretches the autobiographical canvas mingling
it with delightful episodes from her past.Trauma
narrative such as Caged Birdrecreates the events in
order to bring back the experiential phase so as to recall
the trauma and the experiences then take the shape of
another subtext for sharing. “In her autobiographies,
Angelou consistently cast the South as a site of trauma
and hate where she lived literally in silence for five
years. However, she would eventually move to
Winston- Salem, North Carolina and would reside in
the South until her death.” (Tucker 92). Angelou
confesses that her travel South became necessary in
order, as she says “to face the fear/loathing at its source

or it would consume me whole”(93) . In Maya
Angelou: The Autobiographical Statement
Updated,Selwyn R. Cudjoe rightly points out, “AfroAmerican liberation must contain both an internal and
external dimension; the former must be our exclusive
concern. It is this internal probing that characterizes
[I Know Why the Caged Bird Sings] and marks the
writing of the contemporary Afro-American woman
writer” (94). A sense of displacement and alienation is
what she often experienced throughout her early years.
She stayed with her grandmother and brother and it
here that she gathered her strength amidst multiple
experiences of abuse and discomfort.
“Angelou’s autobiographies reveal a vibrant woman
who travelled the world and who was dedicated to
confronting injustice whether in the United States or
abroad, even as she danced and sang, acted and wrote.
Simultaneously we see someone stunningly vulnerable
who fought off the impact of rape, abandonment, failed
marriages, and racial and gendered oppression.
Transitioning easily into the role of elder and ancestor
to a younger generation of poets and artists, Angelou
has served as a constant reminder of the importance
of maintaining a connection to one’s roots during the
crucial transition into the post-integration era.”
(Tucker 97)
Angelou represents the community of African
American which had a long history of ill treatment,
slavery and abuse. It is here that her work achieves a
form of a collective narrative. The dichotomy of northsouth coincides and represents the survival of African
American descent in the same. But one may also
contend that eventually her work becomes more of an
anecdotal account of an individual trauma and less of
her community. Richard Wright’s Black Boy (1945),
for example, an autobiographical account of a notorious
black man in the pursuit of liberation does more than
just give a personal account of violence and fight against
racism. Similarly, one of the most well-known
autobiographies in African American history, Du
Bois’The Souls Of Black Folk (1903), The
Autobiography of Malcom X (1965) are all known
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for contributing strongly to this genre in history. They
have tried to study the social seclusion, the exclusionary
actions against the black community in particular but
with Angelou it all becomes a double layered account
of a woman who is black and is subjected to sexual
abuse and that has a traumatic impact over her. It is
here that we must credit Angelou for creating such
spaces for healing via her narrative which extends
beyond the territory of genre and community.
To conclude with, one can reassert that trauma’s
effects on identity and memory can be used as an
interplay of external and internal forces creating a
broader connection between the singular and collective
traumatic experience. The processes of memory
remain central here in depicting trauma’s impact.
Psychiatrist Laurence Kirmayer for example argues
that the recollection of traumatic events is “governed
by social contexts and cultural models for memories,
narratives, and life stories. Such cultural models
influence what is viewed as salient, how it is interpreted
and encoded at the time of registration, and, most
important for long term memories that serve
autobiographical functions, what is socially possible to
speak of and what must remain hidden and
unacknowledged” (Kirmayer 191). Examining the
cultural context of an individual or collective group’s
experience of trauma draws immense attention towards
the representations of the experiences out of physical
abuse, sexual harassment, war, slavery, colonial
oppression, and racism. It is here that Angelou’s
autobiography can be firmly situated to not only
represent the unspeakable truth of her country’s history
but also letting her readers know more about her
personal trauma thus documenting arecapitulation of
a combined experience .
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Abstract:
The 9/11 onslaught euphemized as a tragedy, moved
beyond its locus to extract global attention. The
cataclysmic sight of the collapsing towers marked
a conspicuous blow to the super power i.e. the USA.
Trauma in its protean moulds ensuing from the
episode contours the immediate and belated
literary responses. The attacks though materialized
within the U.S. territories, its reverberations had a
transnational appeal, particularly in the Western
front. Set in a day’s timeframe in a post 9/11 urban
space, McEwan’s Saturday (2005) posits an
arresting negotiation of trauma and violence,
family and outsider, victim and perpetrator, violence
and empathy. Though the text refers to the attacks
after months and located in London, it deftly
penetrates the paranoid Western psyche, primarily
through the consciousness of Henry Perowne. The
apocalyptic fear implanted by 9/11 crisis in the
Western imagination to defend itself from the brutal
other manifests in Henry’s efforts to safeguard
himself and his family from Baxter, an intruder. The
paper endeavours to analyse the representation,
articulation and politics of trauma in the wake of
the 9/11 attacks in Saturday.
Keywords: post 9/11, 9/11 attacks, trauma, media
The days immediately following 9/11 witnessed literary
responses fraught with the wounded white Western
voices. Most of them echoed the presidential rhetoric

of American victimhood, positing the unimpeachable
self against the brutal other. Though authors such as
Mohsin Hamid, H.M. Naqvi, Laila Haliby etc. have
countered the unapologetic stereotyping of the nonWestern entities, the texts of the 9/11 canon as a whole
invariably draw on the geographies of trauma- physical
and psychological, personal and cultural, primary and
secondary etc.- ushered by the chapter. The effortless
spectatorship, owing to the live and repeated broadcast
of the catastrophe, catered in mentally settling the
event as a global tragedy and established trauma as a
trope in its literary domain. According to Kristiaan
Versluys, the tragedy of 9/11 is not exclusive to
America, but a predicament common to all of the
advanced nations (80). The resultant traumatic
experiences of the survivors, related families,
unassociated individuals and the collective psyche,
fashion as a leitmotif in the 9/11 discourse. In fact, the
corpus has often been accused of dealing with the
personal and the domestic, rather than probing into the
questions of politics and policies. The fictional
narratives deal with the explicit delineation of the very
day, while it also serves as a backdrop in some or a
passing reference in others.
The etymology of the word “trauma” rests on its Greek
root connoting a wound in a corporeal sense. However,
the medical and psychiatric domains and the writings
of Freud allocated the psychological dimension to the
word, implying a wound inflicted on the mind and hence
it does not adhere to the simple and healable process
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of the body (Caruth 3-4). This paper endeavours to
analyse the representation, articulation and politics of
trauma in the domesticated rendition of the 9/11 attacks
in Ian McEwan’s Saturday (2005). The narrative is
set in a day’s timeframe in the 9/11 aftermath and
revolves around the lives of the Perownes and Baxter,
an intruder. McEwan’s text moves away from the
bracketed 9/11 literary space of New York to
encapsulate the urban Londonscape. The absence of
the 9/11 epicentre however contributes significantly to
the existing scholarship centering trauma, albeit nonAmerican, corresponds to the overarching but
complicated Western reaction on the event. The
Perownes suggest a strong social and economic
standing with Henry, a reputed neurosurgeon, his lawyer
wife Rosalind, daughter Daisy, a poet and son Theo, a
musician. The 9/11 event assuming a material as well
as a semiotic status unveiled the looming precariousness
even in the supreme hegemonic power, hence
displaying that vulnerability takes no cognizance of any
frontier. The apparently safe and sound lives of
Perownes are violated by the intruders, thus presenting
a microcosm of the world afflicted by sheer
precariousness post 9/11. The Perownes reside in a
posh neighbourhood leading a life of privilege and
comfort, and their reputation is determined further by
their presence in gatherings that include even the prime
minister. The political overtones of the diegesis are
observed in its strategic setting, the 15th February 2003,
marking the grand scale protests in London and
worldwide against America’s declaration of War on
Terror. Henry’s distress emanates from the existing
state of the world, and the protestors seem to testify
for it, thus any action corresponding to 9/11 or its
semblance rekindles his trauma. The text thus engages
with the prevailing chaos of 9/11, which would take a
significant period of time to dilute, and hence his trauma
too.
The text opens with Henry Perowne waking up one
Saturday before dawn and sinking into unrest, typical
of the cynical and melancholic tenor orchestrated by
9/11. He believes words such as ‘catastrophe’, ‘mass
fatalities’, ‘major attack’, ‘chemical and biological

warfare’ and have turned mundane owing to repetition,
which also form his everyday life. Through his window,
he witnesses a plane on fire midair heading towards
Heathrow airport. The scene deftly arrests the
paranoia in Henry who treats it as a repetitive dream,
ensuing from the sustained trauma of the 9/11 attacks.
He finds the sight familiar and spontaneously connects
it to the circulated images of the hijacked planes on
the World Trade Center. His cynical imagination echoes
the collective sense of skepticism rife after 9/11 towards
any airliner visible in motion. This reflects the
manipulation of reason and the ubiquitous sense of
uncanny, dread and waste pervading the lives of
everyone post 9/11. It also exhibits the way harrowing
memories induce psychological strain on the individual
even after definite time gap of eighteen months and
bearing no direct connection to the event, precipitating
secondary trauma. LaCapra views that trauma
unsettles the self and perforates existence itself (41).
Henry’s pessimism is further observed in his analogy
of the Schrodinger’s Cat experiment and the two
equally possible outcomes of the burning plane, only to
accommodate the fatalistic choice. He lands in a
quandary as he wishes to do something, and it is only
later that he learns it as a cargo plane with mechanical
failure. His preoccupation with the ongoing political
dialogues is highlighted as his mind organically wanders
from the erotic thoughts concerning his wife to Saddam.
The word “jihadist” uttered by Theo throws him
momentarily to a dizzy state. The gravity of 9/11 is
also evident in the teenage son Theo’s introduction with
the world outside his immediate surroundings. In a
family moment, his thoughts effortlessly but oddly move
to contemplate on the improbability of terrorists
murdering his family that night.
McEwan makes an extensive use of medical jargon,
familiarizing the readers with Henry’s professional
realm, also ironically placing the veteran of
neurosurgery a prey to psychological trauma. Henry’s
expertise is described through his dexterous handling
of complex and intricate surgical operations on the
human brain yet himself succumbing to an anxious
consciousness. The world came to a standstill at the
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live reception of the planes in the American skyline
launching a dystopian scenario. Though the recent
history consist multiple instances of mass destruction,
9/11 dwelt on unprecedented media coverage owing
to America’s status of a superpower. The impact
stretched to incorporate transnational reactions at the
apparent disruption in the geopolitical matrix. The
umbrella term of the West also comprise of England,
and hence, for London, there was a passive waiting
for its turn of 9/11-like event or the anticipation of
revenge attacks post war. The modes of mass media,
primarily television occurs throughout the text, serving
as a narrative ploy to demonstrate the media dominance
and aiding Henry to stay updated with the ongoing
dialogues on war and verify his doubts on the plane on
fire. Thus, there exists a paradoxical longing to witness
a catastrophe, fuelled dramatically by media culture.
Though Henry admits his adapting with the 9/11
ravages, he is clearly affected and days are saturated
with bewilderment and angst to the present day,
evident in the episode of the burning plane. He realizes
media addiction as a part of the new order marked by
the loss of his skepticism and contraction of mental
freedom. His believes that words fail him as he has
experienced a lot while describing the plane incident
to Theo, indicating the toll on the self and situating
trauma as untranslatable. In Amy Waldman’s The
Submission (2011), the U.S. media is witnessed to
contribute to the frenzy following 9/11 thereby
generating a culture of anxiety. Similarly, the widely
circulated yet disturbing photograph of “the falling
man” by Richard Drew had added remarkably to the
trauma scene. Thus, Henry’s case presents the classic
example of mediatized trauma.
Apart from the colossal tragedy and the lingering
trauma of 9/11 culture, trauma in the text at an individual
level can also be located in Rosalind’s past. In her
initial phase with Henry, she appears to have been in
denial of her mother’s death three years ago which
subsided after her marriage with Henry. Again, Baxter
suffers from the trauma of his degenerative
neurological disorder and hence is chagrined at Henry’s
mention of it. He treats the condition as shameful and

struggles to conceal it from Nark and Nigel. Henry’s
identification of him with the disorder stupefies him
and the slightest prospect of receiving positive medical
information prompts him to momentarily halt his violent
outrage. In a similar vein, the charged encounter with
the trio engenders physical trauma and later
psychological strain for Henry during his squash game.
The word “crash” employed in the gaming parlance
transports his mind from the present to the memories
of the plane at night and the street fight. LaCapra in
his book draws on trauma in which “one is haunted or
possessed by the past and performatively caught up in
the compulsive repetition of traumatic scenes-scenes
in which the past returns and the future is blocked or
fatalistically caught up in a melancholic feedback loop”
(21). Moreover, Henry questions the possibility of
enjoying a game sans any intrusion from the outer
world. It can be deduced that his frustration in the
otherwise regular game probably stems out of his
silenced internal trauma.
The transatlantic locale and the belated timeframe
though offer the author to engage in a relatively less
gory panorama of 9/11, its ramifications play its
individualized and domesticated rendition in the present
context in the Perownes and Baxter’s lives. Though
there exists no direct connection of the Perownes or
Baxter with the 9/11 event, the action of the text hints
at the semblance of its microcosmic sketch. The
deduction of Freud that the catastrophic events in a
person’s life strangely seem to repeat itself (Caruth
1), materializes vividly in the text. Henry has an
unpleasant exchange with Baxter on the street, with
the former identifying the latter with Huntington’s
disease, a neurological malady. Baxter is humiliated in
the presence of his companions and later intrudes the
home of the Perownes causing a ruckus. In a 9/11
reading, the scene can be read in the lines of the
hijackers intruding the American skies and conducting
the onslaught. He carries a knife and threatens to kill
Rosalind, hits and injures her poet-father Grammaticus
and forces Daisy to strip naked. The celebratory scene
at the Perownes on the return of Daisy after months
turns topsy-turvy as the unfamiliar entities invade their
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home. The impact of the trauma induced by Baxter
propels Rosalind to suspend her fear and ignore the
future. They however return to normal activities such
as indulging in dinner or listening to music after Baxter
is hospitalized. It is only later Rosalind confides in
Henry the nestled terror and trembles: “I feel they’re
in the room. They’re still here. I’m still frightened”
(McEwan 265).
The rundown on Henry’s life projects his hectic yet
efficient management of work and family life.
However, he passively participates in the ongoing sociopolitical configurations by being an active subscriber
of mass media information. However, he refrains from
siding with the polarities on the war question as the
outcomes of the both weigh in same intensity and invite
deliberations. Hence, his stance neither a proxy for
the American vengeful voice nor the anti-war sentiment
evinces the ignored middle grounds. Instead of the
condensed East-West binary, the narrative conjures
the sinister within the European characters. It
meditates on politics of culpability, as Baxter intrudes
the house and lives of the privileged Westerners, the
Perownes while it is stimulated by the prior episode of
him feeling humiliated by Henry’s diagnosis of him with
Huntington’s in the presence of his friends. However,
despite being physically assaulted, Henry does not
detest Baxter. He admits that he is in fact intrigued by
Baxter, and evaluates his own part as contributory for
the trio’s actions. In contrast to America, Henry wishes
for an interlude to reassess the dispute and introspect
on his actions. This counters America’s act of evading
liability that further facilitated its decree of war on
terror. Moreover, the imperialist exercises on Iraq can
be read analogous to Henry’s act of pushing Baxter
down the stairs and invading his brain during the medical
procedure (Lee 79). Despite the near death situation
of his family members, Henry sends help for the injured
Baxter. He also goes to the hospital to operate on him
and its success delivers him contentment. The vengeful
American ethos post 9/11 is shattered as Henry does
not fit into Rosalind’s idea of revenge, as he partially
shares the blame for provocation for the entire episode.
Literature constitutes a prime theme in the text. In

contrast to his poet daughter Daisy, Henry sees his
past years completely devoid of literature. He prefers
the factual over the imaginary, and presents himself
as a testament to refute Daisy’s perception that people
cannot exist without stories. His stance is ironical as
the very next moment he collects the newspapers, the
mode which filters and moulds his version of reality.
The recital of Mathew Arnold’s “Dover Beach” by
Daisy not just serves instrumental to pacify Baxter,
but elucidates the wider ken of prevalent socio-political
predicaments. The poem is a meditation on the loss of
faith, and the music of the world is only timeless
resonance of sorrow. Henry’s incompetence is vivid
as he hears the music of melancholy through Baxter’s
ears, thus empowering the latter with a refined
attribute missing in the former (Lee 95). It thus disrupts
the West’s grammar of the barbaric other, and sets a
new paradigm where the absolute entities of the
Western imagination cease to exist, thereby placing
the self under scrutiny for accountability. Henry’s way
of handling the situation with Baxter during the day
and night are new possible arenas to dissect who is
asking forgiveness and from whom. Though trauma
constitutes of belated effects that can be harnessed
only with difficulty and perhaps never completely
grasped (LaCapra 41), the two figures seem to have
learned it. It allows reflection on the rigid
compartments of victim and the perpetrator, and in the
process relate trauma of the self with the other. The
climax of the poem moves both the traumatic figures
of Baxter and Henry, as the former awakens with a
renewed yearning for life, while the latter learns about
shared vulnerability, against his earlier stance of
incapability of empathy (Pitt 57).
The text depicts the way people who are neither first
hand witnesses nor distantly related to a catastrophe
can be equally traumatized. The 9/11 attacks though
occurred in the U.S. soil, it had ushered in a global
tragedy. The fact that the narrative is set in a European
city liberates the genre from cocooning in the American
voice or its locale. The post 9/11 melancholy also
reiterates the way personal is political and vice versa.
The narrative engages with the politics of trauma but
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does not endorse its total alleviation. Hence, though
the cultural trauma of 9/11 cannot evaporate instantly,
Henry’s momentary sense of relief is witnessed at the
end of the day and its affairs as he considers himself
for the moment to be solely at the present, devoid of
the burden of the past or any sense of unease about
the future. The victim-perpetrator dichotomy apart, the
narrative suggests a shared empathy and responsibility
to deal with any existent, sustaining and potential
modes of trauma and the resultant vicissitudes. The
text is paradigmatic of one’s struggles with trauma
besides the subsequent means of adjusting and coexisting with it.
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Abstract:
Collective trauma is a social cognitive process in
which the combined population experiences
trauma, consequent to the cataclysmic event. It
affects entire groups of people, communities or
societies. It often occurs during wars, subversive
attacks, natural catastrophes, economic stagnation,
pandemics, famines, systematic and historical
oppression etc. Collective trauma exposes people
to a shared experience of anguish, despondency,
mental stress, economic uncertainty, awareness of
confusion, loss of identity, increased feelings of
susceptibility, insecurity of vocations, damage to
national pride. Vijay Tendulkar’s play Ghashiram
Kotwal is an apt document to locate the collective
trauma of a society under repressive regimes. The
present paper adopts an analytical approach to
encounter the traumatic experiences of the people
of Poona and their response to such crises.
Keywords: Collective trauma, Women, Cruelty,
Ghashiram, Nana Phadnavis, Vijay Tendulkar
COVID-19 pandemic re-inaugurates the cataclysmic
discourse of ‘collective trauma’ through its dystopian
trail. The dictionary meaning of trauma is the
experiencing of a deeply distressing or disturbing
situation by a private individual or a few persons.
Whereas, collective trauma is a social cognitive process
in which the combined population experiences trauma,
consequent to the cataclysmic event (Hirschberger).
Danielle Render Turmaud precisely defines it as an

“impact of a traumatic experience that affects and
involves entire groups of people, communities or
societies” (Turmaud). Collective trauma often occurs
during wars, subversive attacks, natural catastrophes,
economic stagnation, pandemics, famines, systematic
and historical oppression etc., (Aydin 125-137). The
cataclysmic events expose people to a shared
experience of anguish, despondency, mental stress,
economic uncertainty, awareness of confusion, loss of
identity, increased feelings of susceptibility, insecurity
of vocations, damage to national pride etc., (Chang 15). The modern age experienced collective trauma
during the Spanish Flu, Second World War, partition of
India, September 11, 2011, attacks in the U.S., the
economic recession of 2008, and demonetisation of
Indian currency in 2016, etc.
Literature has been faithfully recording these upheavals
in human societies. Anne Frank’s The Diary of a Young
Girl, Franz Fanon’s Black Skin, White Masks, Chinua
Achebe’s Things Fall Apart, Elie Wiesel’s Night, etc.
are outstanding examples of global writings depicting
traumatisation of individuals (Abubakar 121). Indian
literature has not misplaced the moment of detailing
dystopian events. A wide body of writings pertaining to
the trying moments of India’s partition exist. Khuswant
Singh in A Train to Pakistan, Manohar Malgaonkar in
A Bend in the Ganges, Chaman Nahal in Azadi, Attia
Hosain in Sunlight on a Broken Column, Amitav Ghosh
in The Shadow Lines, etc. discuss the traumatic
experiences of one of the world’s largest human
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displacement. In the universe of Indian theatre,
dramatists like Vijay Tendulkar have depicted various
traumatic experiences in his illustrious plays. Plays like
Kamala, Sakharam Binder, The Vultures and
Kanyadaan delineate the traumatic encounters of
victims of domestic or intimate partner violence. His
celebrated play Ghashiram Kotwal portrays the
collective trauma of the denizens of late nineteenth
century Poona who were subjected to endure distressing
conditions under the cruel policing of Ghasiram Savaldas
and the power-politics of Nana Phadnavis.
Vijay Tendulkar’s outstanding play Ghashiram Kotwal
portrays the authoritarian regime of Nana Phadnavis
and his law enforcement chief, Ghashiram Savaldas.
The former is the appointed Chief Minister of Poona,
but he was the de facto ruler of the Maratha Empire as
the Peshwa remained in name alone. Nana possesses
the Machiavellian qualities of a scheming politician and
shrewd diplomacy to deny the British to take over the
Maratha Empire under its expansionist programme in
India. As an administrator he represents an exalted
personality, but toxicity of power induces him to develop
certain habits disapproved by the civilised society. Vijay
Tendulkar’s dramatic lenses focus on the dehumanising
face of this skilful Maratha leader. Ghashiram Savaldas
is an immigrant Brahman from Kannauj who lands in
Poona in hunt of sustainable employment. But the
influential and powerful Poona Brahmans and the corrupt
police administration of this cultured city not only deny
him livelihood space but also subject him to abuses and
humiliation. Through an unethical practice he gains
access to the handle of power to avenge cruelly the
transgressions of his oppressors.
Nana Phadnavis’s libidinal urges make up the evil side
of his personality. His night life is consumed in the
infamous Bavannakhani, the red-light district of Poona.
He is the chief patron of the erotic dances performed
by the courtesans of Bavannakhani. Juvenile girls or
attractive married women cannot escape his sensually
coloured gazes. Some of them have to submit to his
sensual callings as they are overpowered by his power
and money. But his staunch critics, the Maratha
sardars or chieftains closely monitor him. They stand

as impediments to his immoral adventures. To ensure
continuity of his sensuous escapades, Nana brings
about a cultural transformation in the city. Brothels
receive legal sanctions and flesh-trade functions under
unrestrained commercial license. No sooner the filthy
promotions penetrated into entire chunks of Poona’s
adult male population. Most married and unwedded
male members, irrespective of class, caste and
community swarm the sleazy spaces of Bavannakhani
for fulfilling erotic pleasures. Vijay Tendulkar is
convinced that the ‘new normal’ has ramifications
enough to dehumanise a society by depriving it of lofty
ideals like moral principles and sublime human values,
including inviting economic hardships.
Collective trauma of women in Nana’s totalitarian
regime is on a vertical trajectory. Married wives of
Brahmans are the worst victims of the changed cultural
circumstances of Poona as their priestly husbands are
not left out. Under the disguise of attending religious
obligations like performing “kirtan” (Tendulkar
Ghashiram Kotwal 13) prayers and funeral rites of
the deceased, the Brahman husbands virtually tread
to the dance-floors of Bavannakhani. There they
immerse their nights watching the erotic dances of the
courtesans or satiate the cravings of their libido with
the whores of the place. When the husbands are having
the fun of their lives, the Brahman wives wait restlessly
for the return of their husbands. Their traumatic
experience remains unabated as they are
underpowered to question masculine privileges. They
silently absorb the trauma as they cannot afford to
invite further disturbance in their family lives. The
women also feel the pressure of running the kitchens
as their husbands squander their hard-earned money
in undesirable pursuits.
The Brahman wives equally experience group trauma
from “male gaze.” Laura Mulvey, in her essay “Visual
Pleasure and Narrative Cinema,” defines the male gaze
as an abnormal tendency of the heterosexual man to
objectify or sexualise women (Mulvey 835). Nana
Phadnavis extracts perverted pleasure from gazing at
the female body. He frequently invites Brahman wives
to exclusive sessions of kirtan prayers at his grand
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palace. In those holy gatherings, kirtankars recite
hymns from sacred texts. Then under his orders the
devotional songs change to “lavani–a change from a
religious song to a love ballad” (22). Nana takes
full advantage of the events to ogle and leer at the
intimate areas of the good-looking Brahman women.
These not only hurt the religious sentiments of the
women but equally placed them in traumatic situations.
They concentrate their time not in listening to the
hymns but in covering and adjusting their garments,
away from the seductive gazes of Nana. Through the
collective trauma of these Brahman women, Tendulkar
points to a larger picture of the agonizing times that
the fair gender encounters because of the
objectification of the body, the perennial gender
inequality, asymmetrical distribution of political and
social power between the two sexes, and the ideological
discourses of patriarchy (Mulvey 6-18).
Child sexual abuse and child marriage are two heinous
crimes against the girl child. Pereda et al, estimate
that globally about twenty percent of girls are sexually
abused annually. Responsible bodies like the United
Nations International Children’s Emergency Fund
(UNICEF) identified child marriage as the most
pervasive form of sexual abuse and exploitation of girls
(“United Nations” 12-13). The negative implications
of these harmful practices are enormous for child abuse
victims and they include isolation from their peers and
families, early pregnancy leading to deaths during
delivery, exposure to sexually transmitted diseases and
depriving them of education etc., (“Child
Protection...”). India is one of the most notorious
countries where the girl child cannot feel safe from
the sexual predators, and Vijay Tendulkar has taken
note of this perennial issue in his play Ghashiram
Kotwal. The playwright depicts that no attractive girl
in Poona can feel safe from the immoral propensities
of Nana. Lalita Gauri, the teenage daughter of
Ghashiram meets Nana in one of his kirtan
ceremonies, and the alluring beauty of the girl attracts
immediate attention of the elderly administrator. After
the ceremony is over, he tries outraging her modesty.
Gauri barely escapes from the sexual predator and

runs for her life, but, Nana brings her the next day and
gets a complete measure of the shy, innocent girl’s
body. Gauri endures sexual trauma for months together
and when she conceives, Nana directs her to a midwife
for an urgent abortion. Her traumatic ordeal finally
ends after she succumbs to the unscientific abortion.
One more instance of feminine trauma extends to
another juvenile girl of exquisite beauty. Nana stops
short of plying her like a kept mistress and decides to
wed her. She cannot refuse the marriage to an old
man as her parents are bribed with land and expensive
gifts. The marriage eventually exposes her to a
traumatic existence of sharing a common roof with
the grey-haired man and his six other wives. By taking
up the twin issues of child sexual abuse and child
marriage, Tendulkar seeks to highlight the effects of
psychological trauma like anxiety, depression, and posttraumatic stress disorder (Widom 1223-29) etc., on the
psyche of the victims.
Child prostitution and human trafficking are other
heinous crimes against the fair gender and as per the
Central Bureau of Investigation’s own admission about
one million Indian children are in the prostitution industry
(“Official”). In Nana’s Poona, juvenile girls from
impoverished poverty-stricken families are bought or
kidnapped and forced to join the thriving flesh-markets
of the day. Mainstreaming of prostitution in Poona
exposes the girls to live in filthy cells and made to serve
multiple numbers of customers daily. Exposed to
unprotected sex, these girls give birth to babies of
unknown fathers or coerced to undergo abortions under
unqualified persons. They are equally exposed to
sexually transmitted disease and economic instability
and have to live for the rest of their lives with the
social stigma of a sex worker. The dramatist stays
away from mentioning the traumatic encounters of the
sex slaves, but it is obvious for the reader/audience to
figure out the harrowing situations of these socially
vulnerable and stigmatised beings.
Nana’s appointment of Ghasiram as the kotwal or
police chief of Poona elongates the collective trauma
to the entire population. Ghashiram Savaldas is an
impoverished Brahman from Kannauj who arrives in
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Poona to earn his livelihood. But the maltreatment from
Poona’s partisan society strengthens Ghashiram’s
resolve to avenge the humiliations heaped upon him.
He passes a decree forbidding certain activities of the
people without prior approval from his office. The
draconian measures include killing of pigs, carrying
abortions, involvement in prostitution, stealing properties
of others, sleeping or cohabitating with divorced wives,
remarrying during the lifetime of one’s husband,
concealing one’s caste, circulating and using counterfeit
coins, committing suicides, etc. Women from
respectable castes and communities cannot prostitute
without valid licences. Poona wears the silence of a
crematorium after 11 o’clock as curfew reigns. He
directs his anger against his sworn enemies – the
Brahmans of Poona – by refusing allowance to “sin
without a permit” (32). He grants no mercy to the
violators by inflicting severest of punishments, including
imprisonment on mere suspicions. Citizens of Poona
shudder at the mere mention of his name and have to
live a life forfeited of their fundamental rights.
Ghashiram’s reign of terror continues unabated,
rendering traumatic existence for the people of Poona.
On one occasion, he denies permission to a woman for
cremating the last remains of her father-in law. It may
be mentioned that denying appropriate burial to the dead
is a blatant violation of human rights. Ghashiram’s
refusal causes extreme trauma to the family and
relatives of the deceased. On another occasion the
dramatist gives the reader/audience an elaborate insight
of his cruel functioning. Power intoxicates Ghashiram
to such exalted levels that he catches anyone on mere
suspicions. He arrests a respectable Brahman of Poona
on an unfounded charge by a member of the same
community and subjects him to inhuman tortures like
forcing him to place his bare hands on the surface of a
red-hot iron ball.
Moral policing is an administrative measure of
Ghashiram to stop the nefarious dispositions of the
Poona Brahmans. His intention to impose the night
curfew is to suspend the Poona Brahmans from visiting
the red-light area. By slamming the brakes, he ensures
that the Brahmans spend the nights with their legal

spouses. He issues an official order to arrest the
adulterers and whoremongers. Ghashiram accompanies
his cops to ensure that his diktats are followed in letter
and spirit. In one of the patrolling duties, he raids the
house of a Brahman and discovers that the latter was
sharing a bed with a woman. The man introduces the
woman as his spouse, but Ghashiram declines to
purchase the story. He calls for his neighbours to verify
the authenticity of his claims. Ghasiram arrests the couple
and suitably punished them after the neighbours
produces a negative statement. His decision to impose
restrictions on the social evil of prostitution may gain
approbation on moral grounds. But, he loses sight of the
fact that people engaged in the flesh trade industry will
ultimately suffer from joblessness and economic
insecurity. Unfortunately, Ghashiram’s administration did
not have any compensatory packages to mitigate the
trauma of livelihood losses sustained by these people.
Collective trauma of the populace of Poona, particularly
the influential Brahman community, reaches the boiling
point when Ghasiram transforms into a blood-thirsty
beast after the premature death of his only daughter.
In his new avatar, he beats and kills anyone for the
slightest of crimes. He imprisons a group of immigrant
Brahmans from Tanjore in a narrow cell of his police
station. Their crime is that they intruded into the fruit
garden of Ghashiram to pluck some mangoes for driving
away the hunger in their appetites. The following
morning Poona wakes to hear the news that twentytwo Brahmans died of suffocation and an equal number
lying in semi-dead conditions.
The isolated examples tell the story that every section
of Poona’s populace suffered from the cruel policing
of Ghashiram. Entire Poona “trembles at Ghashiram’s
name” and the city stands “straightened” (43). The
mouths of the people are dry with fear and they are
clueless where to complain for addressing their genuine
grievances. The proud Brahman community of Poona
is always at the receiving end of Ghashiram’s barbarity.
His policing reduces them to the softness of cotton
balls. However, the incident of the tragic death of the
Tanjore Brahmins bolsters the resolve of the Brahmans
to fight against Ghashiram’s terrors. They make a
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collective march to the palace of Nana to register a
protest against his cruelty. Nana realises that Ghasiram
has become a real thorn in his flesh and accordingly
issues a death sentence to end his barbarism. The group
effort of the Brahmans to avert the crisis finally brought
relief to their traumatised existence.
Thus, Vijay Tendulkar’s Ghashiram Kotwal remains
an appropriate document to read and comprehend
collective trauma and its effects. Nana’s libidinal
cravings and Ghasiram’s satisfaction of narcissistic
drives unfold collective trauma on enormous sections
of Poona’s ordinary citizens. Under such whimsical and
authoritarian regimes women suffer from insecurity
while others lose autonomy to experience a life of their
choice. However, the collected resolve of the Brahmans
to conclude the tyranny of Ghasiram is a lesson for
humanity that every crisis produces opportunities and
there is certainly light at the end of a tunnel.
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Abstract:
This paper attempts an analysis of the elements of
trauma in Felanee by Arupa Patangia Kalita. It
examines how the origin, identity and development
of certain characters of the novel are defined and
determined by trauma .Though trauma cannot be
called the central subject of Felanee , it does have
significant impact over the story and the
formulation of certain characters –mostly women.
The so called insane women of our societies often
are victims of silenced history of violence and
trauma .This is what happens with the ‘insane’
women of Felanee. This paper looks into the root
of those traumatic experiences and their subsequent
expressions in the characters of the novel. This
paper puts special emphasis on the aspect of post
traumatic stress disorder in developing the
discussion.
Keywords : violence, conflict, identity, relationship,
trauma, post traumatic stress disorder
Dr. Arupa Patangia Kalita , writer of the Assamese
novel Felanee is known for her incantatory narrative
skills, gritty social realism and sensitive portrayal of
human psyche. The story of Felanee revolves around
two agitations that the state of Assam has gone through
and been presented as experienced by Felanee, the
mixed-race girl whose parents were killed in one ethnic
conflagration. Felanee hits home the reality of violence,
and excels in its portrayals of women and men from
the bottom of the volatile vicinity. The novel is
considered to be a bold and bare portrayal of the fragile
history of the state which saw several movements

and rebellions, sometimes running parallel to each other
as ethnic groups either increasingly claimed nationhood
within or outside the political borders of the Indian state
or fought for the deportation of illegal immigrants..
The novel is entitled after the protagonist whose name
literally translates as ‘thrown away” or “discarded”.
Felanee and her fellow characters stand for the people
of the periphery. All the characters of the novel belong
to the periphery of the society, not to the poll-centred
centrality of the conventional socio-cultural framework.
While going through the novel, readers do not know
much about the caste, race or religion of them. Even
in case of Felanee too, the bio-physical details reveal
that Felanee cannot be confined to a particular racioreligious identity. The novelist does not think it
necessary to inform the readers much about the racial
or ethnic origin of Jonar Maa (mother of Jon), Minati,
Kali Budhi, Naveen, Ful or Jagu. Readers find them
just as human beings, victims of the socio-political
conflicts borne out of the progressive and nationalistic
mass movements, as projected by the respective
movement leaders.
Critics describe Felanee as a naked narrative of the
unimaginable sufferings of the underprivileged
communities of the Assamese society which was the
byproduct of the separatist or ethnic movements that
had devastated the socio-economic fabric of the state.
These sufferings range from the very physical to the
very intense psycho-social ones, women being the
major victims. Dr.Kalita has been considered as a
commanding craftsman who has a good hold over
exposing the female psyche. Here too, she is found to
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be exposing what is absent rather than what is present,
reflecting concern with the silencing and
marginalisation of women in a delicate phase of the
time and history. In this process, reading of trauma
offers a new dimension. Felanee is a tale of struggle
for survival. In this journey, most of the characters
have gone through numerous traumatic experiences
in different forms and intensity .Thus it constitutes a
major pillar in the formation and development of the
story as well as of the characters of the novel.
Violence and trauma are integrally interrelated
concepts. Violence is basically characterised by two
dimensions-physical and psychological. Physical
violence works on body while psychological violence
works on the soul. But it is also true that, though
distinctions have been made for the sake of study, both
physical and psychological violence are interrelated.
Rather they are complimentary to each other, one leads
to the emergence of the other. As Galtung said, “The
borderline between physical and psychological violence
is not very clear, since it is possible to influence physical
movements by means of psychological techniques, and
vice versa: physical constraints certainly have mental
implications”. (1969:175). Study of trauma should
encompass both the physical/visible and psychological/
mostly latent manifestations. The emerging aspect of
human rights principles into conflict resolution process
also intensifies the need to look into the studies of
physical violence and consequent traumatic disorder.
The defining characteristic of a traumatic event is its
capacity to provoke fear, helplessness, or horror in
response to the threat of injury or death. People who
are exposed to such events are at increased risk for
Post traumatic stress disorder as well as for major
depression, panic disorder, generalized anxiety
disorder, and substance abuse, as compared with those
who have not experienced traumatic events (Halsall,
2017: 2). They may also have somatic symptoms and
physical illness, particularly hypertension, asthma, and
chronic pain syndromes. Medical science proves that
events that give rise to traumatic stress disorder
typically involve interpersonal violence (eg, rape,
assault, and torture) or exposure to life-threatening

incidents or violent action (fires, earthquakes).
Traumatic disorder occurs in people who have
witnessed a brutal injury or the unnatural death of
another person and those who have learned that a near
and dear one was involved in such an event, provided
there is sufficient associated terror or shock (Yehuda
, 2002:109).In short ,post traumatic stress disorder
refers to that condition where a person develops
symptoms of physical or mental disorder, or both as a
consequence of some traumatic experiences. The
diagnostic and statistical manual of Mental Disorder
(DSM-III) defines post traumatic disorder as the
“development of symptoms which involve reexperiencing the traumatic event “numbing of
responsiveness to ,or reduced involvement with ,the
external world ; and a variety of automatic ,dysphonic
,or cognitive symptoms” (1980).
In Felanee, the novelist portrays a moving picture of
traumatized characters borne out of physical,
psychological and structural violence. Felanee, the
central character of the novel, is a perfect example of
post traumatic stress disorder. Felanee was an eye
witness to the burning of her own house and how two
of her neighbours were burnt alive. Her husband went
missing on that night who was assumed to be killed.
Felanee along with her son Moni had to hide herself in
a pond and witnessed how her home and the entire
village were burnt into ashes. The surroundings were
filled with fire, sounds of gunfire, screaming of dying
people. Even on her way to the station, Felanee came
through numerous instances of bloodshed, murder and
assaults. These intensely violent experiences made
Felanee a traumatized soul. Throughout her days in
the relief camp, Felanee used to visualise those vicious
scenes. She couldn’t sleep nor could she sit
tranquilly.Everytime Felanee dreamt of a burning man
running alive, the half burnt body of a baby or the burnt
houses. Moreover, she started developing the
symptoms of insomnia. She could hardly have a sound
sleep.
“Jimanei tair sakuhal jap khai pare,shimanei tai
chabibor besi spastakoi dekhibaloi arambha
kare…kuhiyaranir patal andharar majat bharit
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lagi sitiki para afal kesuar komal deh…praye
Moniye taik jokari jokari uthai diye-‘Ma,ma oi!tai
hahisa kia?ma,anekoi kandisa kia?ma siyarisa
kia? Tai koba noare.Moniye gam pay,makak sabei
adhapagali buli koboloi loise”(Kalita ,2002:42).
(Though she tries to close her eyes, those scenes
appear more and more visibly before her eyes…she
remembers the dead body of the baby lying amidst the
sugarcane plantation…Moni often wakes her up and
asks, “Mummy, why are you laughing? Why are you
crying? Why are you shouting this way? Moni is already
aware of the fact that his mother has been considered
as a mad woman by others”).
Felanee started behaving unusually due to the shock
she had gone through. Within that traumatic phase,
she also gave birth to a dead child. It increased the
degree of possession by the traumatic events or images
which got expressed in repeated, intrusive
hallucinations, dreams, unusual behaviours or thoughts.
Experiencing or learning about traumatic event
challenges a person’s sense of safety, leading to
feelings of vulnerability or powerlessness. When it gets
imprinted on one’s memory, the person recounts those
events and eventually develops the symptoms of
physical and behavioural disorder. Losing her husband,
baby and her own house, Felanee too suffered from
sheer lack of safety and loss of power. The horrific
scenes were so deeply rooted in her unconscious mind
that getting rid of their clutch became impossible for
the lady.
Readers can easily relate the dreams of Felanee to
her insecurity .She often dreams of a baby crying alone,
heaps of ashes, dead bodies of chicks, dry banana
leaves – signifiers of her loss, insecurity, sufferings,
pain and joylessness. It stands for all the symptoms
of the post traumatic stress disorder as the mind
revokes the emotions associated with the trauma and
the sensations such as touch ,taste ,sound ,smell all of
which can present as nightmares or dreams or flash
backs ( Halsall, 2017: 2). In the first few chapters,
Felanee appears to be a mystical character, mostly in
a hallucinated stage who often fails to connect with

the reality .It resulted in her loss of the human capacity
to connect with her surroundings .Therefore she
couldn’t adjust herself to the situation of the relief camp
though Moni, her son , could adjust himself with the
new surroundings. Felanee was an innocent woman,
nurtured and guided under the love and care of her
husband. The sudden absence of that guiding force
was an unexpected shock which was heavy to be
accepted by Felanee. Besides, Felanee experienced
the death of her familiar ones in front of her own eyes.
These loss and pain led her to a state where she started
having nightmares and flashbacks which are
particularly vivid moment and memories while she is
awake and make her feel and act as if the event is
recurring. “Traumatic memories lack verbal narrative
and context; rather they are encoded in the form of
vivid sensations and images which evoke the frozen
nature of such memories”(Costello ;2018: 35) .
Traumatic neurosis is marked by the ‘compulsion to
repeat’ the memory of the painful event with the hopes
of mastering the unpleasant feelings .The emphasis
on narrative recall for normal integration of memory
and the general idea of memory as a storehouse of
experience are important points for the literary-critical
conceptualization of trauma.(Juda;1983-354-356)
.Medical Science states that traumatized person has
difficulty falling or staying asleep and has developed
exaggerated startle reactions in response to sounds or
movements associated with the incident. This was
something happened with Felanee.Whenver she heard
the word “attack”,Felanee started behaving abnormally
and reacted to the word in a dreadful way. The
traumatic memories reminded her of that horrible night
in the railway platform where she used to stay after
her house was burnt alive. She was already in a state
of panic by losing everything. Then suddenly she heard
the word “attack” and saw large number of houses
burnt away. That word, hence, stuck on her mind like
a symbol of loss, violence, insecurity , fear and
helplessness. Later on, when Naveen used the same
word to refer to the murder of the Marwari shopkeeper,
Felanee again experienced that somatic horror. It was
such an appalling experience that Felanee could not
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even utter a single word. Trauma thus often leads to
the gradual inability to normal reaction. Minati, the
victim of sexual abuse too developed this inability and
there are certain instances where readers experience
her failure to respond rationally to situations, sounds
or behivours identical to her previous world .She could
not even protest when the same man exploited her for
the second time.
Sumola , another character of Felanee too suffers from
post traumatic stress disorder .After witnessing the
brutal killing of her elder brother in her own house
,Sumola changed into a silent ,insane ,traumatised entity
.Her elder brother was brutally lynched and killed when
he was attending a religious function in her home.
Since that day, Sumola stops conversation, cooking,
eating and taking care of her baby boy. It was like a
‘freezing on the spot’ impact on her leading to a state
of acute numbness. Like Felanee, she also turns out to
be a ‘pagoli’ –for the neighbours and the other
villagers. Sumola bears all the symptoms of the state
of constriction- numbing, withdrawal .indifference,
acute passivity or surrender. Traumatic events “call
into question basic human relationship. They breach
the attachments of family ,friendship ,love and
community .They shatter the construction of the self
that is formed and sustained in relations to others .They
undermine the belief systems that give meaning to
human experience”(2015:45). For her, the stressor is
a deliberately caused disaster – the killing of her
brother by a group of young men .But the result of this
physical violence turned out to be psychological one –
Sumola withdrew herself from her surroundings and
developed a sense of avoidance along with sudden
aggressive –impulsive behaviour.
The character of Kali Budhi offers another dimension
how trauma is internalized and expressed differently
in the individual level. It echoes the Cathy Caruth
statement where she talked about a structure of
experience or reception of trauma. It may vary from
individual to individual. Unlike Sumola or Felanee, Kali
Budhi reacts to her traumatic experiences in a different
manner for which the novelist brilliantly introduces the
mythical character of Kali – one of the rare

unconventional and rebellious images of women deities
of the world. Kali Budhi was the victim of sexual
exploitation by two different persons who left her alone
during her pregnancy when she was only seventeen
years old. When Felanee met Kali Budhi ,she was an
old women of fragile frame but commanding voice .At
certain moments ,Budhi behaves as possessed by
Goddess Kali and acts in a supernatural manner .It
can easily be assumed that this mystical incarnation is
nothing but her self-created mechanism of security
as she was a beautiful women of strong sensual appeal
( 2002:140-141) .All her traumatised memories get
expressed in her possessed moments where she
behaves like a deity with superhuman capacity .It was
also used as a carefully crafted shield of sexual and
psychological safety of a tender soul who had to bear
the intensity of sexual trauma at the very initial stage
of her life. Her identity of displaced, homeless women
too compelled her to take refuge in Kali, as the
authoritative influence of Kali is hard to be denied by
common men. Caruth’s formulation that what follows
trauma is not simply an effect of destruction but also
an enigma of survival is best reflected through the
exploration of the character of Kali Budhi.
Felanee does not belong to the specific genre of a
‘trauma novel’- a kind of novel where both subject
and method are adopted to develop trauma as the
central concern. But certain significant portions of the
story and their consequent impact over the formulation
and development of the characters like Felanee, Sumola
,Kali Budhi or Minati does demand a ‘trauma’ reading
of this novel. Significant features of these so called
‘insane women’ are defined and determined by
Trauma. In a wider perspective, such reading can also
be used to illustrate how violence and trauma
engender a new trajectory in the field of fictional
production by Assamese writers.
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Abstract:
To understand the manifold responses to trauma,
examining aspects of psychological functioning
within the social or cultural environment is
required. Fiction that depicts trauma incorporates
varied responses and survival behaviours within
the characterizations of survivors. Margaret
Atwood is a Canadian writer who often depicts
characters as narrators of their own stories, after
the fact, where they revisit their process of
awakening. Cat’s Eye by Margaret Atwood takes
up some social contexts to deal with trauma and
for this it emphasizes the narrative and expressive
tools of severe circumstances. Atwood charts the
psychological process of memory as compulsion
and memory as healing act through the character
of Elaine Risley, an artist who returns to her home
town of Toronto for a retrospective of her work.
Fiction by providing various perspectives facilitates
readers to understand the variety of peoples’
responses to shock, despite the fact that silence
may accompany descriptions of the survivor’s
experience. Therefore this study is carried out to
examine how Margaret Atwood depicts some social
agents to express the survivor’s testimony in her
fiction. It takes up a multidisciplinary interpretive
framework that acknowledges the composite nature
of these depictions by shifting beyond the
traditionalist Freudian perspective that
primarilyfocuses on childhood traumas, repression,
and repetition.

Keywords: Trauma, survivor, society, sympathy,
healing, Margaret Atwood
Trauma is an individual’s response to events so intense
that they impair emotional or cognitive functioning and
may bring lasting psychological disruption. Survivors
might live with a fragmented memory or a diminished
sense of self, or might feel alienated (Herman 2009:
42–47). Traumatic responses may include shame,
doubt, or guilt, or may destroy important beliefs in one’s
own safety or view of oneself as decent, strong, and
autonomous (Janoff-Bulman 1992: 19–22). It is
associated with a dynamic process that might be of
feeling, remembering, assimilating, or recovering from
that experience. The various cause and effects of
trauma have moved away from a traditional mode
which focused more on the internalised isolated psychic
elements toward a new trauma model that rather
emphasises on the interaction of social and behavioural
issues associated with trauma. Experts explain that in
order to accurately measure the behavioural causes,
trait-driven conceptions of personality are less
important than the individual’s personal history of
conditioning, personal constructs, and their
psychological circumstances.
The social environment, the severity of the event, and
the individual’s characteristics and sense of control help
to determine how someone copes with trauma (Root
1992: 248; MacCurdy 2007: 17). The causes and
outcomes of traumatic experience is influenced by the
social environment in a variety of ways. It is not only
a source of causing trauma but can also provide or
refuse the required healing support on the part of
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victim. The family responses to trauma and the cultural
attitudes to it may either bring the victim together with
healing connections, or may prevent them. The notions
of expected behaviour, responses, and even symptoms
are influenced by these attitudes and practices.
Optimum circumstances for healing exist when a
“society organizes the process of suffering, rendering
it a meaningful mode of action and identity within a
larger social framework”. (401–402) Individuals feel
unprotected when cultures do not function this way
and are forced to survive in isolation. Victims may
respond to trauma in an unsympathetic environment
by adapting as best they can with survival
characteristics such as “egocentrism, quickness to
anger, social and emotional withdrawal, rumination, or
shutting down” (Root 1992: 248). Atwood has
demonstrated these survival traits in her novels that
chart the emotions attached to recovery on the part of
victims.
Trauma can be many a times caused by the environment
of social relations as well as the cultural values and it
can further silence and traumatize the victims out of
guilt. It can induce trauma by creating veils of illusion
or by reinterpreting behaviours in many cases.
Societies, communities, or families may prefer to keep
stability or be willing to renounce victims for some other
goals. Atwood depicts these renounces and sacrifices
in her work of fictions. In Cat’s Eye, the protagonist is
portrayed with insights by way of other characters who
are themselves victimized and keep their memories
and remain unpersuaded by the interests of those who
create or refuse to acknowledge traumatic events.
Atwood creates the protagonist as narrator, who
narrates her life in connection to the community. Some
clues and pieces of memories are provided to the
traumatized characters to re-examine survival and
eventually engage in fresh ways of thinking and being.
Margaret Atwood highlights in her novel the various
social aspects in connection to her characters’ minds
and how they bear and go through trauma in adverse
social environments. Atwood again in her
characterisation illustrates what Root calls the “survival
schema[s]” people develop that determine their

personalities and are predicated on the individual’s
“history of cumulative trauma, societal view of trauma,
and preparedness for trauma” (Root 1992: 250). All
these social and cultural variables are examined by
Atwood as they influence inasmuch the behaviours,
associations, and imaginations of her characters. An
intricate social web of gender rigidity in the Canada of
1940s and 1950s is well depicted in the novel Cat’s
Eye including from the rules of schoolgirls’ dress and
conduct to enforcement of religious and the adult
cultural ideologies, to the imposed surveillance on the
domestic practices of females.
The protagonist Elaine Risley is a painter whom we
meet in the novel reminiscing about her childhood.
Elaine having a stable and supportive home life,
atheistic in nature doesn’t suffice to the social
conformities. Some extreme self-destructive symptoms
and constant fear and anxiety are caused in Elaine by
the daily surveillance and abusive commands of her
three supposed “best friends”, particularly Cordelia,
which leads her losing the sense of the independent
identity her parents have tried to implant. Atwood here
taking the help of the peer pressure suggests, the
insistence on gendered, religious, and social conformity
of the larger society. Atwood focuses that insistence
becomes internalized on the part of women,
considering men as privilege and blame them when
they cannot maintain the standards set for them. Elaine,
the protagonist is tormented by her “friends” to the
point of almost losing her life— she is left in frozen
water in a ravine - until her own imagined vision of a
mother figure (the Virgin) and her actual mother come
to save her and bear witness to the awful behaviour of
the girls. This experience has influenced Elaine in such
a way that it continues to formulate her relationships
with others for the coming years.
Then she dissociates herself from the past and is unable
to recall the painful childhood memories, eventually
leads her ignorant of what her mother means when
she refers to “That bad time you had. … I’ve forgotten
things; I’ve forgotten that I’ve forgotten them. … Time
is missing.” Amnesia makes her “happy as a clam:
hardshelled, firmly closed” (Atwood 221). Elaine in
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her adolescence tries to stay away from any emotional
attachments in order to protect her sense of ‘self’.
She considers relationships as pure power struggles
which she formulates out of her experience with
Cordelia. She rejects sympathy and empathy: “Knowing
too much about other people puts you in their power,
they have a claim on you, you are forced to understand
their reasons for doing things and then you are
weakened” (240).
Her relationship with Cordelia is both her closest
relationship to anyone and also the most painful one
that continues to haunt her. Cordelia again approaches
Elaine for help at a low point in the latter’s life. She
asks Elaine to help her flee a mental institution. Elaine
at this imposition becomes much enraged, worrying
for her daughter if Cordelia should attempt
suicide.Though Elaine’s hesitation seems reasonable,
her emotions are over-determined and her reference
to want to“rub [Cordelia’s] face in the snow” recalls
her own life-threateningexperience on a snowy day in
the ravine in their youth. In order to reconcile with her
own set of emotions and the context, she must finally
return to the particular spot. As Elaine goes through
her old things, she recovers some of her memories
with her mother and she finds herself “Looking for
something that’s been thrown away as useless, but
could still be dredged up and reclaimed” (422).
Elaine in order to reclaim her past and not be
unconsciously ruled by it must overcome her fears.
Elaine because of the past dreads being back in Toronto,
a place that she left decades before, where she feels
“overwhelmed” by “old time.” It is the reminder of her
childhood traumas and long- lost connections. To be
honoured for a retrospective of her paintings, she must
return to Toronto; the unconventional woman artist can
now be appreciated by conservative, provincial Toronto.
With a new perspective she must now face the past,
the ravine is to be revisited and the past event that
happened there and reunite with Jon, her first husband.
Inasmuch she understands her past, what impacted her
and her art, Toronto becomes drained of much of its
traumatic force.

The protagonist’s development as an artist is very much
dependent upon the early traumas’ impact on her
imagination, with some disadvantages and advantages;
the defensive narrowing and focus of her vision has
protected her from harm. She is transformed into a
gifted painter of physical details by the ability to see
and focus in the minute details, and it created an
emotional distance to her. However, the feelings from
which she has been alienated for so long are carried
by this range of paintings. The process of creating
these paintings stems from anxiety that is a sign of
emerging memory.
Before her marriage with Jon, she starts painting
domestic items from her own and the homes of her
friends during the early traumatic period. This becomes
a kind of visual, reflexive memories with the
characteristics of trauma as represented by the
appearance of these paintings and her emotional
contextsthat remained dissociated at that time. Elaine’s
dissociation is turned on by her artistic creations and
yet her emotions are expressed; such as Mrs. Smeath’s
grotesque portraits by the protagonist, who disregarded
the humiliations of Elaine by the girls. Toward the end
Elaine must recognize a kind of revenge as well as her
cruelty that is allowed by her own vision, in terms of
understanding what might have motivated Mrs. Smeath
and again Cordelia. Elaine while looking at her paintings
again examines Mrs. Smeath’s eyes: “I used to think
these were self-righteous eyes, piggy and smug inside
their wire frames; and they are. But they are also
defeated eyes, uncertain and melancholy, heavy with
unloved duty. The eyes of someone for whom God
was a sadistic old man” (443). Elaine is able to escape
herself from some of this past baggage in her attempt
to acknowledge these women’s flaws and
vulnerabilities. Things that made her way to become a
strong artist also in some other ways affected her ability
to be compassionate, which she reiterates the ability
to see life through a fresh vision at the end of the novel.
In contemporary fiction, the characters’ struggle with
memory and avoidance that they go through is depicted
which differ from the repetitive-performative image
found in the classic model of trauma that imagined a
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fix state of forgetting. Atwood’s novel indicates that a
sympathetic listener or an environmental variable can
make ease of a trauma victim’s defensive patterns, by
listening to his/her stories. It leads them to resituate
themselves in connection to their traumatic event and
the society. In this regard Cathy Caruth rightly says
“trauma is never simply one’s own,” and that “we are
implicated in each other’s trauma” (Caruth 24), To
conclude, literature provides readers a wealth of thick
description of the conditions and characteristics of
traumatic experience.Fiction with its unique ability to
showcase the interconnection between the environment
and human responses, illustrates the creation of
emotional and cognitive patterns resulting out of trauma
that in turn formulate social attitudes and structures of
living.The social receptions and the acts of witnessing
or sympathy are very much crucial in the whole process
of trauma, how it is caused and perpetuated and even
the possibilities for healing.More truly, social opinions
can traumatize and often re-traumatize or can subvert
victims. Cat’s Eye is a fine specimen thatAtwood
features adverse social environmentswhere trauma is
ignored and healing is prevented.Margaret Atwoodin
order to engage the reader’s empathy by closely
examiningthe personal and social contexts of trauma
and its psychological aftermaths demonstrates the
scope and nature of trauma in literature.Cat’s Eye
provides narrative means to articulate trauma’s effects
even when dissociation may occur or when victims
face denial and hostility in the social environment.
Atwood represents trauma beyond the unspeakable
and repetitive by depicting survivors as deeply
interconnected to social networks.Trauma can be
caused by these social networks by limiting victim’s

expression and at the same time can offer healing
support by providing a sympathetic listener.Atwood
thus presents a social critique of suffering and scope
of recovery by demonstrating the ties between
individual trauma and larger social environment.
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Abstract:
The field of trauma literature has received critical
attention from Freudian and Lacanian perspectives
in works of theorists like Cathy Caruth, Shoshana
Felman and Geoffrey Hartman. Understanding
trauma in fictions, poetry, short stories and plays
under the lens of socio-cultural framework has
also remained under discussion. Comparative
approach for in-depth understanding of trauma in
works of literature has been carried out to explain
the formation of cultural identities. This paper
endeavours to present how experience of trauma
becomes symbolic expression through a critical
reading of Margaret Atwood’s ‘Surfacing’. Another
aim of this paper is to analyze the author’s
approach in representing multiplicity of aesthetic
emotions through the protagonist’s voice of
narration. The methodology is to focus on the
theoretical premises on narrative structures given
by Gerard Genette in ‘Narrative Discourse: An
Essay in Method’ and by Roland Barthes in ‘An
Introduction to the Structural Analysis of Narrative’
to comprehend the politics of narration in
‘Surfacing’. A critical study of the narrative
technique of ‘Surfacing’ would reveal how
language in symbolic ways operates in representing
surplus emotions which aesthetically empowers the
novel. This paper seeks to elaborate that narration
of trauma emotions can be achieved through
metaphorical language.

Keywords: Trauma Fiction, Trauma Emotions
Narrative Structure, Symbolic Expression.
“The rejection of narration and recovery and the onesided focus on the crises caused by trauma is
problematic for a number of reasons. First of all,
theorizations with too narrow an emphasis on how
trauma disrupts and hinders narration risk overlooking
the fact that trauma also has a strong tendency to
produce narration” (Schonfelder 32-33).
Margaret Atwood in her novel, ‘Surfacing’, presents
an account of trauma voiced by an unnamed female
protagonist. Along with her boyfriend, Joe, and a
married couple, David and Anna, she sets out to her
village in North Quebec in search of her missing father.
Although, David and Joe go to the trip with their agenda
of shooting a film, “Random Samples”, as they remain
oblivion to the feelings of the women in the novel. In
‘Surfacing’ the narrative function of the author is to
provide a testimony of traumatic emotions of the
central female character by making her the narrator
who falls prey to her past. Atwood adopts a first person
narrative strategy to illustrate the direct representation
of over powering emotions in the protagonist, related
to guilt and pain as a confession to the readers. Such
style of storytelling allows readers to get access to the
thought process and characteristics of the protagonist
in a direct manner. In her seminal essay, ‘Narrative
Discourse’, Gerard Genette expounded on the concept
of internal focalization which caters to the restricted
level of narration from the point-of-view of the central
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character “where the central character is limited
absolutely to and strictly inferred from his focal position
alone” (Genette 193). In such narrative structure, the
readers stay as passive observers because the narrator
is in constant performance of representing emotions
and delivering information. But such structure becomes
justified in the genre of trauma fiction because the inner
tragedy faced by the victims of trauma can only be
recounted truly from the perspective of the victim as a
narrator.
Cathy Caruth in ‘Unclaimed Experience: Trauma,
Narrative and History’ and Anne Whitehead in
‘Trauma Fiction’ have elaborated upon memory of
trauma and how it creates the fabric of narration. In
trauma fictions the narrative layout is always structured
by the “paradox of the incommensurability and
impossibility of language and representation in relation
to trauma, on the one hand, and the desperate need
for a means of expression, on the other” (Wiel 2). The
narrative structure of trauma fictions is disjointed due
to formulaic flashbacks and the narrators’ approach in
articulating the painful memories or episodes of trauma
in complex ways through metaphors. Christa
Schonfelder in her book titled, ‘Wounds and Words:
Childhood and Family Trauma in Romantic and
Postmodern Fiction,’ has asserted that there has been
a debate on understanding the relation between
narrative structure and expression of trauma emotions
because such emotions represent a hindrance in
narration.
The ambivalence between the need for expression of
emotions and a representation of failure at expression
through language justify a homologous bond between
such narrative formats with psychic experience of
trauma. In ‘Surfacing’, the tension between the desire
to express traumatic emotions and arduous search for
appropriate words in communicating the narrator’s
perspective by the author gives rise to a conglomeration
of varying metaphors in the narrative. The narrative
takes refuge in symbolic expression through metaphors
to narrate the female protagonist’s chaotic and painful

state of mind. Her search for her father starts with a
search for her past from the time she arrived at her
village. The novel progresses through her flashing
memories from her childhood, her divorce and how
she abandoned her child and husband which introduces
the readers with her “unpardonable sin” (Atwood 32),
a constant guilt surfacing within her.
The narration talks about her alienation from herself
as well as the overpowering emotions of pain which
invades her mind and somatic realm. In the first part
of the novel, Atwood reveals the character’s chief guilt
which is located at the centre of her psychic zone,
spreading gradually and taking control over her. The
narrator comes under an illusion that she had an
abortion with her art professor after seeing her father’s
dead body in the lake which she confuses with a dead
child. Through the metaphor of ‘Siamese twin’, the
narrator encodes the onus of traumatic experience
which is located at the centre of her experience. “A
section of my own life, sliced off from me like a
Siamese twin, my own flesh cancelled. Lapse, relapse,
I have to forget” (57). The psychic experience of pain
infiltrates her somatic realm as a memory which was
repressed but returns sporadically in the novel during
the period of quest for her missing father in the village.
In the process of understanding the narrative
framework, there are stages related to the
understanding of the way in which a story unfolds
through language and events. Choice of words by the
protagonist of ‘Surfacing’ to express her grief and guilt
points towards her actions and course of events.
According to Roland Barthes, “the goal is to reconstruct
the syntax of human behaviour as exemplified in
narrative, to trace the succession of “choices” (Barthes
252-253) which implicitly structures the content and
form of a novel. In the beginning of the novel, when
the narrator reaches the lake which has been a symbol
of repentance and death, she thinks to herself – “but
they’ve cheated, we’re here too soon and I feel
deprived of something, as though I can’t really get here
unless I’ve suffered; as though the first view of the
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lake, which we can see now, blue and cool as
redemption, should be through tears and a haze of
vomit” (Atwood 14). This arrangement of words states
the narrator’s deliberate wish to suffer, to repent for
her past mistakes which signal her “choices” in the
next sections of the novel. This sentence makes it
evident that she has already started suffering and
walking towards a path of painful redemption.
The emotion of guilt and a need for redemption in the
narrator start consuming her since the onset of the
narrative, in harmony with her quest for her disappeared
father. Her idea of redemption sets in from the moment
she beholds the lake in her village. Every time she
dives in the lake, physical space of the lake drives her
mind to the sentiment of redemption. Topography of
the lake becomes a symbol of death and the concept
of death can be connected to the idea of liberation and
redemption. In the last section of the novel, when the
narrator succumbs to her guilt and becomes hysteric,
she imagines that she is undergoing redemption by
detaching herself from her false body in the lake. The
topography of the lake becomes a symbol of physical
and psychic death for the narrator. In this novel, the
lake acts as a liminal space operating as a place of
quest for her father and a quest for her redemption.
Atwood’s symbolic representation of the protagonist’s
traumatic past and its damaging effects on her through
continuous metaphors enriches the aesthetic quotient
of the narrative as readers take time to deduce the
metaphoric expression of a traumatic mind and
overlapping waves of emotions. “From the lake a fish
jumps/ An idea of a fish jumps/ A fish jumps, carved
wooden fish with dots painted on the sides, no, antlered
fish thing drawn in red on cliffstone, protecting stone”
(243) gestures towards pauses in her mind and her
inability to structure her thoughts in elaborate language.
In understanding the politics of narrative structure of
‘Surfacing’, it is significant to focus on the linguistic
dimension which not only shapes the content but also
the form of the novel. “To understand a narrative is
not only to follow the unfolding of the story but also to

recognize in it a number of “strata,” to project the
horizontal con-catenations of the narrative onto an
implicitly vertical axis; to read a narrative (or listen to
it) is not only to pass from one word to the next, but
also from one level to the next” (Barthes 243). As per
the analogy of “horizontal axis” of meaning formation,
the substitution of words in succession gives rise to
the “vertical axis” which is an amalgamation of events,
forming the tapestry of a novel. “Narrative thus appears
as a succession of tightly interlocking mediate and
immediate elements; dystaxy initiates a “horizontal”
reading, while integration superimposes on it a
“vertical” reading” (270). “A divorce is like an
amputation, you survive but there’s less of you”
(Atwood 49) can be interpreted as a meaningful
sentence structure from the angle of “horizontal
reading” and from the angle of “vertical reading”, the
sentence becomes a code for a probable future action
to be performed by the narrator, thereby structuring
the course of events in the novel. Atwood represents
the narrator’s engulfing hysteria through her voice. The
narrator compares her laughter with the sound of a
mouse or bird about to be killed at the stage of her
hysteria.Atwood represents indeterminacy in her voice
through dialogic questions due to failure of meaning
formation from her own thoughts and actions. She
suffers from a gradual loss of identity and loss of
communicative capabilities as well as a loss of hunger.
The three losses are symptomatic of the hysteria she
faces by surrendering to her guilt laden past.
In the first part of the narrative, Atwood shows her
practical and cold hearted skill in catching a fish as
she takes out a frog and attaches it to the fishing bait.
In the second part, David catches a fish but she rejects
it as a meal. Rejection of consuming flesh is symbolic
to the rejection of her body. In the third part or the
final section of the narrative, her complete dissociation
from her body began after she imagined herself to be
redeemed as she leaves her clothes and comes naked
out of the lake. From denying eating fish and processed
foods of tin cans, she detached herself from all sorts
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of food. She could feel hunger at the onset of her
madness but gradually she forbids herself from eating
as she forbids herself from clothing. Her eating
disorder at the middle of the novel can be perceived
as a symptom of her stress resulting from past
experiences. Due to her inability to deal with the
powerful emotions of pain, she physically secludes
herself from Joe, David and Anna. But at the end of
the novel, she comes out of her hysteria and illusions
as she allows herself to trust Joe who comes searching
for her and decides to go with him. “To trust is to let
go. I tense forward, towards the demands and
questions” (251), speaks of her decision of coming out
from the manacles of her past for which she has
repented.
Conclusion: Unravelling the symbolic expression of
the narrator’s traumatic emotions involves an
understanding of the politics of narration. Margaret
Atwood’s expression of the narrator’s experience of
terrifying emotions through motifs of trauma
aesthetically enriches the narration. The oeuvre of
trauma narrations is rooted in expressing the
impossibility and failure of expression among the
victims but symbolic expression of overwhelming
trauma emotions develop the aesthetics of narration.
Atwood overcomes the tension between narration and
failure of narration by giving voice to the protagonist,

enabling her to present her story which can be
perceived as a therapeutic healing process from her
past.
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Abstract:
The paper aims to study the role of trauma, death
instinct in the construction of autobiographical
subjectivities of the Indian English life narrators
Dom Moraes and Salman Rushdie. With Freud’s
theory of death instinct and Cathy Caruth’s treatise
on trauma as theoretical frames, it shall argue how
such factors render the autobiographical self
alienated, distorted and fragmented. The memoirs
taken for this study are Dom Moraes’ My Son’s
Father (1968), Never at Home (1992) and Salman
Rushdie’s Joseph Anton (2012). Though not written
in the same century, issues of traumatic subjectivity
invariably feature through these two memoirs by
Indian English authors. While the former
encompasses trauma as a result of strained
relationship with a parent, the latter is an
expression of death wish and trauma owing to a
societal scar. Freud in his 1920 essay “Beyond the
Pleasure Principle” observes that it is the fixation
of the mind to some kind of unpleasant reality that
leads to anxiety, fear and death wish. Again, Cathy
Caruth in her work Unclaimed Experiences: Trauma,
Narrative and History (1996) argues how a whole
new perspective on history and subjectivity is
imparted by the experience of trauma. Both Freud
and Caruth theorize how a complex, paradoxical
incomprehensibility of survival overpowers the
traumatic experience. Taking these interpretive

tools into consideration the paper will make an
attempt to identify the role of harmful traumatic
repetition in controlling autobiographical
narratives of the two writers taken for this study.
Keywords: autobiographical subjectivity, death
instinct, traumatic repetition.
Introduction and Objectives
Traumatic experiences are often at the heart of life
stories told by survivors of events like natural disasters,
war or such other kinds of violence. Gadi BenEzer
writes in the essay “Trauma Signals in Life Stories”,
“Life stories include an exposition of the relation
between the private and the collective context. They
can thus give a better understanding of both the personal
trauma, as it is viewed within a social context, and of
the social milieu, as reflected in the individual’s life.”
(BenEzer 30) Literature often plays the role of an outlet
to traumatic experiences and vindications,
autobiographies and memoirs being no exception.
The paper aims to study the role of trauma, death
instinct in the construction of autobiographical
subjectivities of the Indian English life narrators Dom
Moraes and Salman Rushdie. It shall argue how such
factors render the autobiographical self alienated,
distorted and fragmented. The memoirs taken for this
paper are Dom Moraes’ My Son’s Father (1968),
Never at Home (1992) and Salman Rushdie’s Joseph
Anton (2012). Though not written in the same century,
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issues of traumatic subjectivity invariably feature
through these two memoirs by Indian English authors.
While the former encompasses trauma as a result of
the torture of his hysteric and mentally retarded mother,
the latter is an expression of death wish and trauma
owing to a societal scar.
Theoretical framework
Sigmund Freud introduced the term death instinct in
his essay “Beyond the Pleasure Principle” (1920)
where he dwells upon how experience of trauma
repeats itself knowingly or unknowingly. Freud calls
this experience “traumatic neurosis”, an unwished for
repetition of trauma as a result of some risk to life.
(Freud 18) He observes how a disorder of the mind
reflects the inescapable burden of historical events in
the psyche. He took up war neuroses in the wake of
World War I as the core of his study beyond the
pleasure principle. It is the fixation of the mind to some
kind of unpleasant reality, Freud observes, that leads
to anxiety, fear and fright. Cathy Caruth in her work
Unclaimed Experiences: Trauma, Narrative and
History (1996) theorizes the belated impact of trauma
on the human mind with Freud and Paul de Man as
her references. She defines trauma as an
“overwhelming experience of sudden or catastrophic
events in which response is delayed, uncontrolled and
repetitive.” (Caruth 11) She argues how a whole new
perspective on history and subjectivity is imparted by
the experience of trauma. Both Freud and Caruth
theorize how a complex, paradoxical
incomprehensibility of survival overpowers the
traumatic experience. Taking these theoretical tools
into consideration the paper will make an attempt to
identify the role of harmful traumatic repetition in
controlling autobiographical narratives of the two
writers taken for this study.
Interpretive Analysis of the memoirs
Salman Rushdie’s autobiographical subjectivity remains
incomplete without taking his death instinct and
traumatic experience into consideration. As Cathy
Caruth aptly writes, “destructive traumatic repetition
plays a major role in the creation of an individual who
has survived trauma.” (Rushdie 63) A peculiar and

puzzling experience of survival is what results from
the fixation to trauma. A destructive repetition of trauma
is seen to rule a person’s life. The out of the blue
declaration of death sentence by Ayotallah Khomeini
was the event that marked the origin of Rushdie’s
trauma. He was accused of being blasphemous and
no less than a terrorist. The harassment and
embarrassment of fatwa constantly haunted him
thereafter making him ashamed even in front of his
mother and son. The threatening was restricted not
just to Rushdie. Even his wife Clarissa on her fortieth
birthday received a threatening phone call on Rushdie’s
death. “Hang Satan Rushdy. How easy it was to erase
a man’s past and to construct a new version of him, an
overwhelming version, against which it seemed
impossible to fight” (Rushdie 5), writes the author. His
traumatized self reflects Freud’s notion of the
incomprehensibility of survival at the heart of human
experience. (Caruth 64)
The whole of media, radio, journalists, newspapers
amplified the threat to his life in the worst possible
way besides posing him as a Satanic writer. “He looked
at the journalists looking at him and he wondered if
this was how people looked at men being taken to the
gallows or the electric chair or the guillotine.” (Rushdie
5) A set of protestors outside the US Cultural Centre
in Islamabad carried signs saying “RUSHDIE YOU
ARE DEAD”. Pakistanis produced a film where
terrorists vowed to kill the author Salman Rushdie. Such
acts of forced psychological terrorism came up again
and again, shattering his mental balance totally and
making life totally incomprehensible for him. The
burning of his book in Yorkshire also added to his deep
scar. The fear was restricted not just to him but to the
entire publishing industry. He now had to confront the
threat again and again in different forms of violence.
A complete crisis dawned in the path of his survival.
“…the author of The Satanic Verses was crouching
in shame behind a kitchen worktop to avoid being seen
by a sheep farmer.” (Rushdie 151) Crisis arose in his
private life as he had to shift to secret locations one
after another. Time and again in the memoir Rushdie
mentions how he has been living with threat of death
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in his mind. Going by Caruth’s dictum, the endless
repetition started leading Rushdie towards a destruction
of his survival. He could not imagine anything beyond
this terrible reality. The traumatic neurosis in his
subjectivity is greatly instrumental in the construction
of his self throughout his memoir. It even led to the
hallucination of distorted imaginations in his mind as
he recounts: “He saw bodies sprawling on the stairs in
the front hall. He saw the brightly lit rag-doll corpses
of his son and his first wife drenched in blood. Life
was over.” (Rushdie 159)
Split personality and self alienation invariably result from
Rushdie’s incomprehensibility of trauma as the author
is seen constantly torn between his identities as Rushdie
and Salman. Rushdie writes, “‘Salman’ might be crushed
under the weight of what happened. ‘Rushdie’ was
another matter entirely. . . Rushdie was much hated
and little loved. He was an effigy, an absence, something
less than human.” (Rushdie 251-52) The author could
always only visualize a whole image of his self through
the reflection in the world, whereas inwardly he
experienced multiple fragmented personalities of himself.
Following his fatwa, the world perceived a single version
of the author as against his internal fissures as a persona.
His image was mirrored only as an author who did
something wrong. Joseph Anton is thus an attempt to
identify the rather fragmented versions of Rushdie
himself ‘Satan Rushdy’ was the image mirrored by the
extremists about Rushdie.
The fact that Joseph Anton is written in third person
narrative is imperative of the huge gap between
Rushdie as a writer and Rushdie as a victim of fatwa
rendered Joseph Anton. The many letters in the book
on God, religion etc are, however, authored in first
person addressed to the reader making his troubled
mind and split personality all the more prominent. He
mentions at one place of how he hated the pseudonym
Joe. (Rushdie 466) The pseudonym Joseph Anton that
he took up signifies only an alienated personality or a
fictional entity to demarcate what he actually is not.
The fictional name hardly resembled the real Rushdie.
In a traumatic, isolated, secret chamber with all the
securities, Rushdie felt like a prisoner which he

reinforces all throughout the memoir. He kept on
receiving threats against himself and also his young
daughter, including letters written in blood. Such acts
repetitively reinforced his trauma.
The constant repetition of his trauma triggered his
death wish as evident from his own account: “At night
he heard I love you but the days were shouting Die.”
(Rushdie 264) the claustrophobic and choking existence
made him wish to die. To quote him further, “He was
prepared to die, if dying became necessary for what
Carmen Callil had called ‘a bloody book’.” (Rushdie
285) A most vivid form of death wish appears when
he relates, “His biggest problem, he thought in his most
bitter moments, was that he wasn’t dead.” (Rushdie
415) The recurring trauma of fatwa affected his
relationships too in the worst possible way, with a
constant lack of stability and security in his bonds with
Clarissa, Marriane, Elizabeth and Padmalaxmi. He was
scared for both of his sons terrified that their futures
could be in utter danger in the absence of freedom
and safety. The repetition thus claimed his very survival.
Dom Moraes’ trauma arose from the mental as well
as physical wounds inflicted upon him by his mentally
sick mother. The book My Son’s Father, he writes,
was cathartic in letting go his traumatic childhood. “The
other reason for this book was that my childhood and
adolescence had been very traumatic for me,” he wrote
in the Forward. His separation from his mother was
not only physical but also mental, owing to her hysterical
nature. The furious and destructive nature of his mother
left imprints of terror in his mind. The worst instance
is when his mother once reverted towards him with a
kitchen knife and he had to run for his life. This kind
of physical torture left serious wounds in his mind.
Such horrible encounters with his unstable mother recur
time and again in his memoir to the extent that he is
made to hit his mother back in the most unwilling state
of mind: “Yet vivid in my mind was the moment I had
slapped her that afternoon, when above the smeared
blood on her face the eyes of a hurt person stared
back at me and filled with tears” (Moraes 95) A sense
of trauma mixed with guilt keeps haunting his mind as
found in his memoir. His subjectivity is thus the
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consequence of “the belatedness and
incomprehensibility that remain at the heart of this
repetitive seeing”. (Caruth 92)
Moraes writes in his second memoir Never At Home
that his mother was one of the main reasons why he
was scared of and he preferred staying away from
India. His trauma led to terrible nightmares of his
hysteric mother. To quote Moraes, “The grotesque,
insane figure that had ridden my nightmares for years.
To come back to India and to have, at least
occasionally, to confront the reality was a terrifying
prospect.” (Moraes 1) The mental suffering even
affected his physical condition as is manifested through
his constant accounts of nausea on meeting his mother.
He relates his visit to his mother after returning from
a long stay in England: “My physical nausea at the
sight of her, my inability to speak to her, increased my
own hatred of myself. . . I usually left because I wanted
to vomit.” (Moraes 2)
The kind of trauma experienced by Moraes was very
much physical besides being mental. Such instances are
again reinstated in an elaborate manner in the second
memoir Never At Home where the physical aspect of
such violence is more vividly comprehensible. “I carried
scars from those years which were not only mental but
physical. The back of my right hand still bears cigarette
burns inflicted by my mother”, (7) expresses Moraes.
His account of trauma is therefore psychosomatic in
nature. Repetition and incomprehensibility of trauma
occur both in his mind and body. The prospect of going
back to India with his wife Judith and son Francis even
became something terrifying for him, owing to a
recurrence of his traumatic experience and scars, as he
relates in the middle of his second memoir, “She had
attacked me several times with knives; I had a scar at
the back of my hand, where she had stubbed out a
cigarette. I remember wild and violent scenes: my
mother, disheveled, with bulging eyes and maenad hair;
the sound of her screams.” (Moraes 108)
However, he brought his wife and son to visit his mother
with all apprehensions, just to find his physical
discomforts recurring on his way to Juhu. Moraes’ self
and identity often get moulded and controlled by the

physical manifestations of his trauma like nausea and
vomiting as perceived from his second memoir Never
At Home. “What she had done to my childhood was
something I tried to forget; but it expressed itself
physically.” (Moraes 303) He accused his mother for
messing up his childhood as well as adulthood. The
impossibility to comprehend life and subjectivity in the
normal way gets reflected through Moraes’ undesired
physical troubles like that of nausea and a feeling of
revulsion. The recurrence of the distorted image of
rats that he associates with his mother’s illness is
basically a doorway to his distorted memory and
experience that inevitably dominated his self
construction.
Moraes’ subjectivity is intertwined with a feeling of
lack—within himself, and also in his friendships,
relationships. “I felt that something was lacking in most
of my friendships, because in few of them did I find
people with any true awareness of the world…”
(Moraes 22) The way he oriented his love relationships
also got intertwined with the constant traumatic
recollections of his mother. His survival was at stake
and an unrealized death drive dominated his thoughts
and actions. During his relationship with K, the troubled
experiences with his mother figured in between and
strained their bond. K’s reactions only reminded of
the shock he had encountered from his furious mother:
“Her anger made her voice shrill, and mine uncertain.
All these brought terrible images to my mind: this naked,
hostile emotion to me was associated only with my
mother.” (Moraes 189) His unhappy and traumatic
childhood thus took a toll upon his future relationships.
Similar to Rushdie’s case, a lack of stability is evident
in Dom Moraes’ relationships too, as she shifts from
K to Judith to Leela Naidu. This lack and unstable
nature of his subjectivity was the consequence of his
inflicted relation with his mother.
Conclusion
The two memoirs thus function as an outlet to let go
off their traumatic experiences. Caruth’s formulation
that what follows trauma is not simply an effect of
destruction but also an enigma of survival can be
negotiated completely in both Rushdie and Moraes
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where a helpless incomprehensibility of life becomes
prominent as a consequence of trauma. Their selves
stand in a paradoxical standpoint between
destructiveness and survival as death instinct and
trauma causes a distortion of subjectivity. Alienation,
split personality and a disruption therefore characterizes
their traumatized autobiographical subjectivities.
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Abstract :

Introduction

The Syrian civil war and the ensuing crisis is one
of the largest humanitarian and geopolitical
problems since World War II. Civil wars tear
countries apart and the major casualties are the
common people. Syria, a country in the Middle East,
was being grossly inflicted with the absence of
freedom in the political expression, dearth of
employment and a widespread corruption in the
administrative system under the presidentship of
Bashar-al-Assad. An uprising of the people in
March 2011 against the dictator, inspired by the
“Arab Spring” was crushed ruthlessly by the regime
and went on to become a civil war creating a
multitude of homeless and refugees. Wendy
Pearlman’s We Crossed a Bridge and it Trembled:
Voices from Syria (2017) is a collection of firstperson testimonies of the war ravaged people of
Syria. This paper attempts to analyse the
psychological condition and the physical
predicament of these refugees compelled to leave
their homes and homeland by way of
understanding the trauma of the victims of civil
wars. The analysis is done within the framework
of trauma theory.

The Syrian civil war is one of the largest humanitarian
and geopolitical crises since World War II.The uprising
of the people in March 2011 against the dictator,
inspired by the “Arab Spring” movement, crushed
ruthlessly by the regime, descended to become a civil
war and religious fundamentalism further divided and
devastated the Syrians causing unfathomable trauma.
This paper attempts to read Wendy Pearlman’s We
Crossed a Bridge and it Trembled: Voices from Syria
(2017), a collection of first-person testimonies, in the
framework of trauma theory to reveal the psychological
and physical trauma of forcibly displaced
humans.Although trauma studies began in the 1860s it
gained currency and momentum in the 1990s when
critics like Cathy Caruth and others began to study the
cultural and psychological effects of trauma.

Keywords: Syria, civil war, displacement,
testimonies, trauma

Narratives of civil wars have mostly overlooked the
Syriancrisis. We find in Yassin al-Haj Saleh’s The
Impossible Revolution(2017) a political analysis of
the decade long war and its impact on Syria and its
people; inAlia Malek’s The Home that was our
Country: A Memoir of Syria(2017), a fictionalised
account of the exile of her family and in Ingrid Loland’s
article “Negotiating paradise lost: Refugee narratives
of pre-war Syria – A discursive approach to memory,
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metaphors and religious identifications” (2019) the
Syrian crisis discussed within the framework of
memory, metaphors and sectarian religious
identifications.Writers have discussed various aspects
of the war but the impact of the psychological trauma
faced by the people, whichtake the reader to the heart
of the conflict, in Pearlman’s carefully chosen
testimonials is unique. Hence this paper will move away
from the medical discourse of trauma and engage in
discussing psychological trauma in Pearlman’s
testimonials.
Syrian civil war caused the death of half a million people
and forced more than four million people to flee the
country with minimum possessions. Reviewing
Pearlman’s book for the Irish Timeson Nov 26, 2018,
Riona McCormack says that the executions and arrests
of the people were arbitrary; and that the loss of loved
ones agonized the people who fled the country (no
page).The narratives in the testimonials appear larger
than liferepresenting the voices of traumatized people
caught in the snare of war. The charactershave
traveled in dangerous circumstances to seek asylum,
and have been living in settlements or refugee camps
for years bringing up crucial questions of self, culture
and the native land.The feeling of emotional vacuum
and alienationfrom the homeland is internalized
primarily because the separation is not voluntary but a
forced choice. While circumstances of
migrationgenerally encourage endurance by developing
the power of social adjustability and cultural
adaptability, in the environment of traumatic expulsion
from homeland, the lost home always remains firmly
installed in the psyche as an anguished disintegration
of self.
Trauma and displacement
Raymond Corsini states that trauma is “the result of a
painful event, physical or mental, causing immediate
damage to the body or shock to the mind” (qtd. in
Swart 3: 48). David Spiegel defines trauma and argues
that “the mental imprint of … frightening experiences
sometimes takes the form of loss of control over parts
of one’s mind – identity, memory, and consciousness –

just as physical control is regained”(qtd. in Swart 3:
47). An event when it remains without any complete
sustainable solution is classified as traumatic.The real
perception of the toxic nature of the event produces
anxiety.Intense anxiety causes absolute helplessness
and a loss of control leading to trauma.
Monica Luci in her article(2020) investigates the
effects of displacement, trauma and lost identity in
refugees. She argues that refugee lives are marked
by forced migration and the resultant trauma redefines
their exterior and internal self. Considering the effect
of displacement, M. Fazel and A. Stein propose the
usage of a three-phased model to document the refugee
migratory experience. The pre-flight phase period
refers to the time spent by refugees in their country of
origin, prior to fleeing to another region. They are
typically entangled in strife zones and are observer to
atrocities like mistreatment, viciousness, torment,
physical and sexual assaults and the loss of relatives
and separations from communities. The Flight Phase
alludes to the unknown excursion of dislocation that a
refugee experiences in her journey from the nation of
origin towards the site of resettlement. Lastly, during
the Resettlement phase, the refugee waits and endures
stress due to the strenuous procedures of obtaining
asylum and protection of an alien land. However
palliative the resettlement maybe, it poses new sets of
challenges frequently referred to as secondary trauma,
whereby refugees have to undergo and withstand the
acculturation processes of integration into an alien
society, and are expected to adopt cultural norms
different to theirs, all the while lamenting the permanent
loss of their homeland.
Pearlman’s We Crossed a Bridge and it Trembled is
a powerful document of traumatic experiences based
on real interviews of the authorwith more than 400
displaced Syrians in Jordan, Turkey, Lebanon, the
United Arab Emirates, Denmark, Sweden, Germany,
and the United States, between 2012 and 2017. It
records accounts of the Syrian resistance, war, and
the crisis of refugees solely through the testimonies of
individuals who have lived it.War time dilemma of a
loved one lost or missing brings in insecurity, fear and
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anxiety and thoughts of death and imprisonment
become a foreboding. People are stripped of their
agency in camps and prisons anddeprived of the right
to ask about their family members. Kareem, the
narrator in one such testimony, belongs to a generation
where dozens of his friends “didn’t know whether their
fathers were dead or alive”(12). Incidentally, when
the army kidnapped four of Abdul Rahman’s uncles,
his father was clueless about the reason of arrest and
uncertain about the fate of his brothers and went
around asking people and searching for them. In a
harrowing depiction of his trauma we read that he even
went to the symmetry, where he saw mountains of
shoes. “He dug and dug in the hope of finding his
brother’s shoes, just so he could have some evidence
that they were killed” (9).
Pearlman’s narrative portrays prisons as the most
frightening sites of trauma in Syria depicting that
human lifewas inconsequential. People were victimized
without valid reasons, trail, lawyers and even without
any specific charges of offence butonly on the simple
basis of suspicion. Prison guards manipulated and
coerced Syrians into submission. They extorted money
from families and took away all the gifts they had got
for the inmate. The condition of hygiene and food were
appalling. Tayseer shares his morbid prison memory
narrating how difficult it was for him to live without
his sonand the anxiety of losing family members one
after the other without being able to bid farewell to
them.Children were tortured inside the prison and
families were told simply, “Forget your children. Go
home to your wives and make more children. And if
you don’t know, bring your wives and we’ll show you
how” (62). The narrator tells us that when Abdel
Samed’s cousin was released, his body was full of
cigarette burns and stab marks and that his neck was
broken. His genitals had been cut off. Peace eluded
people even when they were released as they were
haunted by the memory of torture inside the prison.
The “traumatic events often repeated, prolonged and
interpersonal in nature, and have been demonstrated
to have a deleterious effect on mental health”(ISTSS
3) by the International Society for Traumatic Stress

Studies (ISTSS2017).
The guards remove the clothes of the victims before
the interrogation, mock and spit on them and thrash
them which is extremely dehumanizing and humiliating
leading to trauma and post-traumatic disorder. Anxious
prisoners hear the sounds of other prisoners being
tortured: “Every time you heard it, you thought, it must
be my turn. And all others thought it must be my turn.
Everyone was scared. The noise was harder than the
torture itself. Sound enters you in a different way. It
felt like the sounds themselves were killing you”
(Pearlman130). We read that three different bells were
used in the prison to indicate three different levels of
torture. The ringing of the first bell indicated that the
victim be taken to the room with the tire while the
second bell was rung to take the victim to the room
with the electric cables, and the third and final bell
was rung to transfer the victim to the room enacting
the most extreme form of torture, a near to death
experience. They beat the prisoner twice a day; once
in the morning and again in the evening and refused
the prisoners permission to use the bathroom “You had
until the count of ten to return in and out; if you didn’t
finish in time, you got hit” (131).The Syrian regime
tortured and killed people, mutilating their bodies beyond
recognition. When Abu Firas got the dead body of his
brother after 18 days, his family failed to recognize it:
“His toenails were ripped out. His bones had been
pierced with a drill. There were marks from being
beaten and burned. His nose was beaten so severely
that it was flat” (127). And three months later they
learnt that the dead body they buried belonged to
someone else and that his brother was still alive inside
the prison. Uncertainty of life and death reinforces
trauma.
Kinda, a woman narrator relates terrifying
conversations between the officers that she has
overheard.They demean women as whores and say,
“Were they looking for someone to ride them?”( 171).
Paul Bloom in The New Yorker notes the cruelty of
the perpetrators of State sponsored violence, “The
inhibitions against murdering fellow human beings are
generally so strong that the victims must be deprived
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of their human status if systematic killing is to proceed
in a smooth and orderly fashion.” The Nazis used
bureaucratic euphemisms such as “transfer” and
“selection” to sanitize different forms of murder” (The
New Yorker,27 Nov. 2017).In a similar fashion the
Syrian military regime perpetrated terror and sanitized
themselves by dehumanizing their victims.
After each protest, the Syrian government sent dead
bodies to every village and each funeral became a
terrorizing demonstration. Supply of water, electricity,
and all forms of communications were stopped.
Children starved to death in front of their parents. The
regime took over the main public hospital creating
shortage of medicine and bandages so that people died
in front of doctors who failed to save them. Granaries
were destroyed,cities divided into grids and checkpoints
and snipers werepositioned at public places to throw
bombs at will. Soldiers arrested people from the streets
and their homes andraided houses and raped women.
People panicked from sound and for them the waiting
was harder than the actual attack. Insecurity was rife
and people finally decided to leave their country and
find asylum elsewhere. In this context Rana’s testimony
in the book states that, “We spent eight months living
in different places. Sometimes we found places to rent
and sometimes we didn’t. It was like a vacation, but
with bombing”(176). This provides us an insider’s view
of the traumatic predicament of the Syrians. “Packing,
running, packing, sometimes running without even
packing is their life” (176). The start of a new life
abroad was a succession of traumas:the trauma of war
followed by the trauma of death-defying journeys and
the trauma of disappointment.Most refugees remained
overwhelmed by the legal and economic problems of
survival. Waiting became perpetual and integral and a
definable trait of their life.The refugees fell prey to
smugglers and traffickers who cheated people. The
smuggled boats sank and many refugees succumbed.
People got separated from their families during the
journey. Asylum seekers were unwelcome and had to
compromise their dignity in alien lands. Nur laments
that, “We don’t have problem with death. Our problem
is life without dignity. If we’d known what was in store

for us, we never would have come. But we did come,
and now we can’t just return. There is no way
back”(Pearlman229). For Hakem, “If I’d known this
was life here I would have stayed in Syria and handed
myself over to ISIS. It’s better to die once than to die
slowly every day” (252). Samar Yazbek ruefully
comments, “Even in exile, people today were no longer
cut off with such finality from their places of origin”
(270) as are the refugees.
Pearlman’s book parades the chroniclers of trauma
one after the other to accentuate the actual experience
of the Syrians who sought asylum in foreign lands, cut
off with finality from their homeland. In Lebanon, Um
Khalid found a storage space where her family could
live that had no water, no electricity, nothing; there
was only just enough space to sleep. Safa too found
life in Lebanon pathetic: the neighborhood of shacks,
the lack of hygiene, and the germs making life
miserable. The metal roof leaked whenever it rained.
The heater puffed and filled the house with debris.
The tap water was so polluted that one couldn’t even
use it to wash vegetables. Children got allergy from
the filth. The landlords used to hike rents at will. People
spent all their savings fixing up the house which didn’t
even belong to them. When Safa repaired the house
she rented, the landlord increased the rent and told
her, “If you don’t like it, go live on the streets” (216).
Compelled to sell all the equipment of her office,
Ghassan felt as if she was selling a part of her life.
Severed from a dignified past the Syrian refugees had
to endure dehumanization and the consequent trauma.
Conclusion
Refugees and asylum seekers experience significant
traumatic events which can be related to generalized
anxiety, sleeplessness, and nightmares. The victims are
likely to exhibit neurological and behavioral dysfunction,
including juvenile delinquency and criminal behavioras
seen in most cases.They face discrimination in all
quarters and live under the most severe traumatic
conditions which according to the psychology of trauma
is “understood as a displacement of the central axis of
Self, in which the ego complex yields its position to
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other complexes, with a deep change in the organization
and functioning of self”(Luci 260). Pearlman’s
narrative describes how people and state machinery
of the host country complicate the trauma of the
destitute Syrians. They were cheated and deprived in
all spheres including humanitarian aid. In the hospitals,
their visits were registered without providing them with
any treatment so that hospitals could charge the fees
to the UN. Wendy Pearlman’s book is a pointer to the
atrocities suffered by people, here Syrians, who have
been displaced from their homelands and have been
dehumanized in a world posing to be sympathetic to
fellow humans. The ‘central axis of Self’ is dislocated
and psychological trauma is passed on to later
generations as refugees try to find their bearing in
adverse situations.
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Abstract :
This paper analyses LGBTQ trauma as reflected in
a short film Touch. It locates the spaces where
homophobic violence mostly occurs – home, streets
and educational institutions. Even after the
scraping of Section 377 of the IPC, the LGBTQ
community continues to be harassed by families
and society, often impatiently with the intention of
inculcating in them the virtues of heteronormative
sexuality. The streets are not yet safe for
homosexuals, and educational institutions have yet
to decide the need for imparting education and
knowledge on gender. The real presence of law that
protects homosexuals from atrocities is invisible.
Hence, homophobic hooligans still unleash terror,
driving vulnerable people and especially LGBTQ
community into trauma, at times towards suicide.
Keywords: violence, trauma, bullying, queer,
homosexuality, suicide.
Until recently, homosexuality and all non-normative
sexualities were either clubbed into religious blasphemy
or clinical anomaly. The theory of sin associated with
‘sexual perversion’ was debunked by the early
sexologists who claimed that humans were ideally
bisexual. This shifted the perception of homosexuality
from sin to an internal compulsion. Thus, there was a
shift from viewing sexuality in terms of behaviour to

viewing it as central to our sense of self. Furthermore,
the emergence of multiple human sexualities that are
varying and diverse has brought the term ‘queer’ into
the academic lexicon to acknowledge and describe this
multiplicity of sexualities— sexualities that encompass
both straight and gay but also the vast gray areas
between them as well as the sexualities that might lie
beyond them (Benshoff and Griffin 2).
Indian society still view homosexuals and queers as
an aberration from normativity, thus labelled them as
sinful, perverted and clinically ill. Homophobic
discrimination plays out in the forms of bullying and
harassment, social excommunication and attaching
stigma to homosexuals who come out of their closets.
Referring to this, Eckstrand states, “Individuals with
diverse sexual orientations, gender identities, and
expressions are more likely to experience bias,
harassment, discrimination, and violence compared to
heterosexual, cisgender populations. They may also
face unique internal challenges associated with the
coming out process” (v). In India, along with peerbullying and other forms of violence, expressions such
as ‘gay bashing’ have come to be associated with
homophobia. Thus, such forms of violence leave scars,
if not outright rejection of life, engendering trauma in
them, from which they rarely can come out.Recent
development in psychological studies suggests that
“traumatic experience can have epigenetic,
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neuropsychiatric, and transgenerational effects that
can persist over the course of a person’s – or their
offspring’s – lifetime” (Eckstrand v).
Interestingly, cinema is considered to be the best
medium to represent the violence inflicted upon sexual
minorities and the ensuing trauma that swallows the
community. The onscreen can have impact upon reality
and reality can be represented onscreen. In the words
of Sean Cubbit “If it causes no effect, however ornery
or belated, cinema doesn’t do anything” (1). Further
Cubbit states that cinema like everything else has
trouble existing “and the effects it produces—images
and sounds, dimensions, durations, sensations,
understandings, and thoughts—all share a quizzical and
oblique relation to reality” (1). With these in mind, a
short film, Touch (2019), which was produced by the
Artistic Tribe Productions and released in Youtube, is
analysed. Further, the paper attempts to locate the
nature of homophobic tendencies, the spaces where
homophobic violence usually occurs, and the traumatic
effects upon them.
Does a film like Touch while representing the various
homophobic acts and the ensuing trauma create a
condition for its alleviation in our society? The
researcher tries to establish homophobic spaces which
are mostly public and most unlikely for violence, but
where LGBTQ people in India are most vulnerable.
By drawing from various trauma and queer theories,
an analytical method is used in examining the visual
narrative of Touch.
Written and Directed by Tanmay Jajoria, Touch is the
story of a queer named Varun. The opening scene
reveals an unrecognisable Varun in a room that is
similar to a closet and dimly lit. A notebook and a pen
lie in front of him. This scene is replicated in the end
of the film when he sits again in a room with a notebook
and a pen jotting down his last words. Varun alienates
himself by repetitively recoiling back to the dimly lit
room where he cathartically vents his traumatic stress
in the form of writing. Writing about one’s trauma is a
therapeutic technique as “the act of converting
emotions and images into words changes the way the

person organizes and thinks about the trauma” (Smyth
162). Varun dissociates himself from the world in his
room and reorganizes his thinking to “construct a
coherent narrative of the experience. Once in narrative
formation, the event can be summarized, stored, and
assimilated more efficiently, thereby reducing the
distress associated with the traumatic experience”
(Smyth 162). Talking and writing are considered
expressive therapeutic unleashing of emotions. For
many traumatized and stressed individuals “Writing is
a form of therapy” (Greene 262). Varun discharges
his traumatic stress by writing down his recollective
memory, which entails the everyday bullying he faces
as his cope-up mechanism.
Nevertheless, the film, Touch tries to make the viewers
aware about the reality of intolerance, violence,
injustice, etc meted out to queer community even after
the repeal of the section 377 of the IPC. It also tries to
build a consensus among the spectators on the
necessity for affirmative action towards the queer
community. Further, Touch invariably displays the
suffering and frustrations of Varun, while convincingly
portraying the homophobic society where the queer
community seems to have no place. The visuals of
performativity bring out the angst of Varun against the
backdrop of a society which is homophobic, thereby
curtailing the action of the young man for whom the
sky was the limit. Simultaneously, the compelling
narrative of the film engages the spectators with the
vivacious life of Varun, who only because of his queer
subjectivity is subject to violence, humiliation and
injustice. The performativity in the film catapult the
plight of Varun and his community in the imagination
of the viewers. Thus, by displaying a version of reality,
the film, Touch, manages to create awareness about
queer community. Furthermore, the film, by creating
tensions between Varun and the society, apparently
upholds and communicates the social and cultural
norms. It, thus, reinforces the moral fabric of the
society, while reconfiguring the ethical functions of
individuals.
In the screen space, Varun is harassed on several
occasions at different places. The first harassment
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takes place in a deserted alley of a neighbourhood
where Varun is surrounded, and in blurred scenes he
is seen sinking to the ground, while the others hurl their
fist on him, his glasses flung away on the road. Acts of
violence against queer occur even during the day, in
streets that are isolated and not frequented by
pedestrians. Interestingly, the background of the scene
in the film is blurred to maintain the essentialist position
of a moralist society. On the other hand, the camera is
focussed on Varun’s glasses, which are flung far off.
Once the glasses fall off, one can’t see clearly;
everything becomes blurred. Thus, if one wants to live
with dignity and individuality in the society, s/he has to
reconfigure her/ his individual ethics in accordance with
the social norms. Further, the individual space is
usurped by the society as it has moral sanction over
and across the social space.
In his book, Criminal Love? (2017), R. Raj Rao
identifies ‘monosexual single spaces,’ which are
practiced in “monasteries, nunneries, the state-run
armed forces, educational institutions, and so on…”
(Rao 46) as ‘non-heteronormative male single sex
spaces.’ He further states that the monosexual or nonheteronormative male single-sex spaces in
contemporary Indian towns and cities “are the nukkad
or street corner, the public urinal, the beer and country
liquor bar, the paan-beedi and gutkha stall, the gents’
hair cutting saloon, the auto-rickshaw stand, the
second-class local train compartment, and so on. In
these spaces, mischief rules, the watchword is masti,
and the idiom macho” (Rao and Sarma xx-xxi; Rao
46). The ‘monosexual space’ acts as a site where
homophobic violence takes place. For instance, in
Touch, the homophobic perpetrators victimise and
violate Varun in a deserted alley.
These spaces which Rao identified as nonheternormative spaces are also a special place for gay
people as these provides them a space to ‘cruise’,
without having the need to come out of the closet.
Himadri Roy identifies parks, public toilets and bus
depots as places for ‘gay cruise’ where many gay and
bisexual men frequent with the intention of “deriving
sexual pleasure from another person who falls into the

‘type’ category of fantasy for any gay or bisexual man”
(Roy 2014). However such cruises could also take an
ugly turn when they are intervened or caught by
policemen or moral police. In this context, Rao
observes:
In contemporary India, the public face of
Section 377 of the IPC has been those very
traps, threats, cops, and police spies that
Foucault refers to in the context of Europe.
When the petition for the revoking or reading
down of Section 377 was being heard in the
Supreme Court, an observation made by the
government of India was that very few actual
convictions had taken place under Section 377.
(Rao 47)
The reason for this was that money changed hands at
the constabulary level, so the matters never reach the
Courts (Rao 47). The unprotected minority of queers
and gay men are thus targeted in their own cruising
spaces. The encroachment upon such nonheternormative spaces can cause harm to the psyche
of a gay, bisexual or a transgender, who has first
experienced coming out, and engaging in a cruise or
even a closeted gay man, who has first tried to surf
the monosexual spaces. Sexual minorities who cover
up their sexual identity face a greater risk of exposure
which constantly throws them towards stress and
anxiety. It is precisely because “The thing that moves
us to pride or shame is not the mere mechanical
reflection of ourselves, but an imputed sentiment, the
imagined effect of this upon another’s mind” (Cooley
96). The risk of being discovered in the case of a
closeted gay cruiser thus leads to vigilance,
suspiciousness, preoccupation, affective shame, guilt,
anxiety, depression, social avoidance, ambivalence of
identity, negative view of self and diminished self
efficacy (Pachankis 330). While cruising (or not
cruising) the compromised spaces, the constant need
to be hyper-vigilant is fated to affect the gay or queer
psychologically.
Another scene in Touch shows the culprits wrapping
a dupatta (scarf) around Varun’s head while another
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one takes a video (Touch 2:55-3:24). The perpetrators
try to feminize and shame Varun by wrapping a dupatta
around his head and forcing him to face a camera.
This is an act of homophobic bullying by which Varun’s
‘manliness’ is effaced. It creates a feeling of guilt and
shame in him. In this context, Halberstam states,
“Shame is multifaceted and can be brought on by
psychic traumas as brutal as physical bullying and as
seemingly benign as mute indifference” (Halberstam
64). However, homophobic violence takes various
forms either to disperse the non-normative individuals
from the social space, or to coerce them into
conforming social norms. In fact, non-normatives are
attributed with deviant status and “cleanly stripped of
many of his accustomed affirmations, satisfactions, and
defenses, and is subjected to a rather full set of
mortifying experiences” (Goffman 365). Interestingly,
certain visible traits among trans demonstrate their
non-conformity to heteronormativity, but people like
Varun, who do not seem to display non-conformist look
and behaviour, if found about their closeted nature, are
equally targeted. In Touch, the unmentioned gender
identity of Varun is conceivably one of the production
tactics to indicate that he could be any queer who is
vulnerable, regardless of his/ her heterosexual clothing
and his/ her closeted nature.
In the classroom-bullying scene, the perpetrators take
a dig at Varun’s bisexuality in the classroom (Touch
3:45-4:20). A flash of uneasiness surges over Varun
when he is tapped on his shoulder by one of the
perpetrators. Suggesting his bisexuality they ask if he
is going to spend the evening with a guy and
analogically insults him as a doorknob with whom
everyone gets a turn (4:15-4:18). Among other things
they call him a mamma’s boy when it seems he is
about to break down. Referring to this, Nadal states
that sexually and gender diverse (SGD) youths
commonly face micro-aggressions that are “brief and
commonplace daily verbal, behavioural, or
environmental indignities, whether intentional or
unintentional, that communicate hostile, derogatory, or
negative slights and insults toward members of
oppressed groups” (Nadal 23). Touch shows that,

apart from the monosexual spaces where homosexuals
are targeted, even spaces which are recognised as
safe, like educational institutions, are a horror to the
LGBTQ youths. The LGBTQ students, according to
Ghassemlou “hear more than twenty homophobic
remarks a day”. He, further, states that “Mistreatment
of LGBT youth and a lack of protection are
contributing factors to the issue of LGBT teen suicide”
(Ghassemlou 2018). The film, Touch, makes a defining
comment by visually displaying the incident of bullying
in the classroom, which can be loosely stated, in the
words of Knight thus, “Section 377 is history but young
LGBT Indians need concrete policies to protect them
from bullying” (Knight 2019).
The effects of the classroom bullying surface when
Varun gets away from the perpetrators. It may be
attributed to Post-traumatic Stress Disorder which
“impair an individual’s psychosocial functioning,
resulting in mood vacillations, disorganized thinking,
dissociation, impaired judgment, hyper-arousal, and the
use of maladaptive coping strategies” (Alessi and
Martin 3). As such, he is seen standing in the footwalk
of the road as vehicles ply along the road. He stands
there for a long time oblivious of the vehicles passing
by in a state of numbness and helplessness (Touch
4:53-5:19). For Varun, the trauma is, in the words of
Ruth Cohn “greater than what (he) the organism was
designed to withstand and process by its usual means”
(Cohn 33). In case of failure to resort to ultimate
measures to stay alive, a victim like Varun often takes
his own life. In the film, the camera focuses on Varun’s
body which lies face down at the end while blood oozes
out of his head. Apparently, he jumps off a building
after leaving a note saying, “I quit.” Varun’s suicide is
the result of a string of traumatic experiences. The
response to such traumas is “of necessity an aberration
from the norm. To respond in a normative manner
would not suffice in a situation that is too extreme”
(Cohn 34).
In Indian societies where homosexuality is still nonnormative, perpetrators like the ones in Touch find
uncomfortability in Varun’s desire for both “boys and
girls”. They are troubled by his “rejection of
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dichotomous sexual orientation” (Meyer 128). Touch
typifies a post-Section 377 India, where routine
homophobia consisting of behavioural condescension
among the greater populace is vented out in the form
of micro-aggressions. This intolerance against the odd
and the queer that transpires in assorted places, pushes
the victim towards a self-annihilative end. Touch frames
the inconspicuous narrative of the victimized individual
who finds his peak of desolation unbearable. Varun is,
thus, representative of all other victims, who succumbs
to the trauma inflicted by homophobic society. Trauma
is essentially an overwhelming experience, which can
trigger disorientation, uncomfortability and recollective
memory of the horror of the experience. Nevertheless,
Touch successfully creates an awareness of how
trauma experienced by the LGBTQ community can
be alleviated through graded education on sex, gender
and identity along with lessons on Human Rights.
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Abstract:
Amrita Pritam is known for her contribution
towards the partition literature. In her writings, the
readers can find the living history of the event of
partition of India. Through her writings, readers
can visualise and realise the actual trauma of the
people during the partition of India. In the genre
of partition literature, her popular novel Pinjar (The
Skeleton) finds a remarkable place. Published in
1950 in Punjabi, it was subsequently translated
into English by Khushwant Singh. Through the
novel, the novelist shows how the women were
subjected to sexual violence, trauma and alienation
during the partition of India. This article is an
attempt to show how the writer through the lens of
Pinjar sheds important lights upon the issues of
identity and sexuality of women. It is in this context
that the paper would attempt to analyse the writer’s
ways of depicting sexual violence against women,
their trauma and about how they were alienated
from the ‘self ’- body as an aftermath of the
partition.
Keywords: Partition, Sexual Violence, Women,
Trauma, Alienation, Self
The partition of India and Pakistan in 1947 was a
glorifying event for the nationalists and for the people
of the newly demarcated nations. Simultaneously, this
event was one of the darkest moments in the history
of South-Asia as well as for entire humanity.

Particularly for the women, the partition was an event
of unbearable trauma- individually and collectively.
Feminist scholars like Urvashi Butalia, Ritu Menon and
Kamla Bhasin through their writings brought the issues
of women’s sufferings and their trauma during partition
but in the texts of history this chapter is neutral/absent
due to the dichotomy of public and private. Since women
are presumed as the outsiders of public and politics,
consequently they are excluded from the history
because history is the manifestation of politics (Dey
106). Thus it is necessary to locate the trauma meted
out to the women in the history of partition. We can
read or locate women’s trauma in partition engaging
with the theoretical ground of ‘trauma’.
The term ‘trauma’ generally refers to repeated
infliction of wound over body. But in medical and
psychiatric literature, especially in Sigmund Freud’s
text, the word ‘trauma’ suggests the infliction of
wounds not upon body but in the mind (Caruth 3). In
Beyond the Pleasure Principle Freud argued that the
wound of mind is not like the wound of body. While
the wound of the body is easily healable, the later is
not. The wound of mind appears repeatedly in
nightmares and inflicts again the same wound to the
survivors as they pass through the original event. Thus
the trauma is not located simply in the past event of an
individual but it repeats again and again to haunt the
survivor later on (Caruth 4). Though Freud
concentrated on wound of mind as trauma, but we
cannot exclude the wound on the body, while discussing
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trauma of individual. Because, if we link trauma with
its etymology, we will find that wound of mind is
explicitly linked with body and its injuries. Radhika
Mohanram, in her article “Trauma, Cultural Memory
and the India Partition” argues that bodily injury
inaugurates trauma and is linked to the notion of identity
within a psychoanalytic framework (Mohanram 926).
Thus by linking the nature of the trauma of women in
partition with the theoretical ground, it can be said that
the trauma experienced by women during the partition
are of two folds- bodily wound and wound over the
mind. While analysing women’s trauma in this chaotic
partition, the author suggests that it is impossible to
proceed by relegating bodily wound from the wounds
of mind. We need an integrated approach as Radhika
Mohanram too suggests. Now the question that comes
to the mind is, “How bodily wound leads to the wound
of mind?” Here the author argues that it is violence
over the women’s body that leads to the process of
the wound over their mind i.e. trauma. Trauma theorists
such as Cathy Caruth, Judith Lewis Herman suggest
that while there is absence of coherency and control
over life and body of the victims, trauma occurs
(Mohanram 918). As during partition of India and
Pakistan, the women had neither control over their lives
and bodies, nor they could resist the infliction of violence
over them, thus they were made victims of trauma.
The nature of violence on women was two folds during
the period of partition - the violence inflicted on women
by the males of the opposite religious faith and violence
inflicted by their own family members (Dey 104).
Abduction, rape, mutilation of genitalia, public
humiliation, ripping out the wombs, branding sexual
organs with religious symbols or tattooing religious
symbols on the private part of the women’s body, naked
parade on the streets, amputating breasts, burning
vaginas –were the sinister violence inflicted on
women’s body during the partition of India and Pakistan
in general as the form of ‘violence inflicted by the
opposite religious group of men’.
Apart from these, in some cases the family heads
compelled their women to commit suicide; many girls
and women were beheaded by their own men folk

due to the faith on the notion of ‘purity and pollution’.
They held the view that the body, mind and family name
would be polluted if their women were touched by the
males of the opposite religious group. Moreover, it is
believed in the patriarchal society that the honour of
family and society rests on the hands of their women.
So if their women are defiled by men of opposite
religion then it would affect their family and social
honour. Therefore, the men folk of the society inflicted
violence until death over their own women so that they
could save their family and social honour. The trauma
meted out to the women through the bodily wounds
took the form of cultural trauma as Jeffrey C.
Allexander argues in his book Trauma: A Social
Theory. Allexander suggested that when a number of
people collectively feel that they are subjected to a
horrendous event that leaves inalienable marks upon
their consciousness, making their memories forever
and change their identity fundamentally, cultural trauma
occurs (Allexander 6). Thus, from the perspective of
Allexander it can be argued that the trauma of the
women during the partition is cultural trauma which
can be equated to collective trauma. As collective
trauma suggests, a blow to the basic framework of
social life of the people that damage the bonds shared
by individual with other and ruin the sense of community
(Erikson 187).
In partition, there was an important cause of women’s
trauma, i.e. extension of the motherhood. Women are
usually equated to the nation. For instance, India is
commonly referred to as “Bharatmata” or “Mother
India”. Thus, the protection of nation i.e. mother from
the external threats and protection of her honour and
purity is deemed the prime duty of each and every
individual of India. Here the women or the mother has
no control over her ‘self’- body and sexuality. It is the
men who are the sole protectors of women. Therefore,
women were the worst sufferers of trauma during in
partition. Moreover, this extended concept of
motherhood made the men of both sides keener
towards revenge. Hence, violence and counterviolence on women were in extreme level. For example
if Hindu women were raped by the Islam men, then it
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was perceived that Mother India was raped and to
take revenge of polluting the womb of Bharatmata,
the Islam women were raped by their Hindu male
counterparts.
This was the greater scenario of women’s trauma
(collective or cultural trauma) which was initiated by
the infliction of violence over women. The aim of the
author here is to bring the collective trauma and to
connect it to the individual trauma of women. Further,
the individual trauma of the women is not properly
documented as the collective trauma. Hence, it is
difficult to access to the individual trauma without
knowing the greater view of that turbulent period. A
few scholars are engaged to penetrate to the individual
trauma of the women experienced during partition
through oral history but it is not accessible to all. Thus,
its contemporary literary works are important source
to study individual trauma of the people. The novel
Pinjar is a contemporary fiction of partition. Therefore,
Pinjar is worth analysing while studying sexual
violence against women and trauma unleashed by
partition.
Apart from the medical and psychiatric connotation,
Trauma can be described as individual’s experience in
life. But the nature of experience must be catastrophic
so that the individual cannot respond to that
immediately. Further such experiences are uncontrolled
and their repetitive appearances are like that of
hallucinations, as Cathy Caruth argues (Caruth 11).
Following the same tract, Kai Erikson argues that
trauma means a blow to the psyche that destroys one’s
capacity of defence against the blow. Further, the
victim can’t react to the blow effectively (Erikson 187).
Thus trauma signifies a state of helplessness, lack of
‘the fight-or-flight response’, loss of ‘volume control’,
activation of ‘on-or-off ’ switch of the trauma
experienced by individual (Bloom 1-14). In the novel
Pinjar, the female characters are exposed to such
experiences in their lives, and the novelist crafts all
these quite faithfully.
Pooro, a Hindu girl, from the ‘Shahukar’ family was
abducted by Rashida, a young Islam boy of ‘Sheikh’

family to take the family revenge before her already
fixed wedding with Ramchan. Though one night Pooro
successfully escaped to her natal family, her parents
refused to accept her. The next day a ‘maulvi’
performed Rashida’s ‘nikah’ with Pooro. The name
of Pooro was changed into Hamida and it was tattooed
in her arm. With the passing of time Pooro became
the mother Javed. During partition, their village Sakkar
got included in Pakistan and Pooro’s entire family
remained in India. In case of Pooro, the novelist shows
that she had no control over all these circumstances.
Though she entered into ‘nikah’ with Rasida, there was
not her consent; rather she was helpless. Her family
refusal compelled her to do so and consequently she
was alienated from her family and birthplace. The
traumatic cause behind her family refusal was in
religion and the notion of being polluted. If her family
accepted her, they would be killed.
Apart from this, Pooro’s new identity i.e. Hamida left
her in a trauma of dualism. She had no control over
her body when her new name was tattooed. It so
happened as directed by Rashida. Her dual identity
confused her to determine herself actually “who is
she?” Whether a Hindu or Islam. Within herself she
was a Hindu but for the society, an Islam.“Hamida by
day, Pooro by night” (Pritam 25).
The novel also depicts how motherhood is turned into
trauma. When Pooro became the mother of her
husband’s son, there was absent of her will. Thus, she
felt her son as a slimy slung, she would not take care
of him if in his veins, he doesn’t carry her parents’
blood (Pritam 34). Further, when her son tugged her
breast, she felt as if he was draining her milk forcefully
as his father forced her. She felt that Javed only
belonged to her husband as he planted him forcefully
inside her and nourished in her womb against her will
(Pritam 35).
During partition, many families lost their sons,
daughters and other members. In the novel, the novelist
describes how Lajo, Pooro’s sister-in-law, was
dislocated from her family during partition when she
was in her maternal home at Rttoval. She was abducted
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and confined in her maternal home by a Muslim family
as they occupied her home. Lajo was alienated from
herself in her own house as she was forced to do every
household work. Every time she was in the surveillance
of them so that she couldn’t escape. She was forced
to cohabit with the man of her own house but she
refused to do so. She thus compares her own house
with a coffin (Pritam 105). Though she was rescued
by Pooro, she refused to join with her husband’s family.
She felt as she became polluted. Hence, no one would
welcome her in her husband’s house. But Pooro
ensured her that she would be accepted by her brother
and in- laws in India.

and even their identity. The identity, both self and
national, was determined by the border and culture. In
Pinjar, it was seen that Pooro’s identity was determined
by the Redcliffe line and Muslim culture. Similarly,
Lajo, the naked girl and the girl rescued by Poorotheir bodies were controlled by others. Further, Lajo
was in the internal conflict between love and hatred.
Though her ‘self’ love pushed her to come out from
her containment, she started the felling of self-loathing
as she said “I am not good for anyone now. No one
will accept me.” (Pritam 118). In other word, Lajo
had a strong and abominable feeling of being polluted
by the Muslim.

Apart from Pooro’s own experience of partition
violence and trauma, she heard that Hindu girls were
abducted by Muslims and Muslim girls by Hindus.
Many girls were forced to get married, some murdered,
stripped and paraded naked in the streets (Pritam 85).
Hamida was a witness of such violence against women
and their trauma- helplessness, lack of ‘fight-or-flight
response’, and loss of ‘volume control’. One day she
saw how a band of a dozen or more goondas pushed
a naked young girl before them. The goondas beat
drams and danced about the naked girl. This trauma
shaped a thought in Hamida’s mind- “it was a crime to
be born a girl” (Pritam 87). This thought reflects her
trauma, the situation of helplessly watching the girl in
torment. Further, at that evening she rescued a young
girl from their sugarcane field. She was forced to spend
nine nights with different men. Pritam described that
from the refugee camp the Pakistani soldiers picked
out women according to their choice, took them with
them for the night and returned them to the camp
(Pritam 88). In other word, women were forced i.e.
raped by the soldiers. In such situation the women had
no control over their own bodies and sexuality.

In conclusion, it can be said that Pinjar gives us a
means to have a look at the gory pictures of sexual
violence against women, their trauma and their
alienation of ‘self’ during partition. Besides, the writer
through the lens of Pinjar also sheds important lights
upon the issues of identity and sexuality of women.
The work is the writer’s ways of depicting sexual
violence against women, their trauma and about how
they were alienated from the ‘self’- body as an
aftermath of the partition.

The women who experienced sexual violence and
trauma unleashed through the partition, were challenged
by self-alienation too. Self alienation or alienation of
self can be experienced by self-loathing, internal
struggle between vulnerability and control, and love
and hatred (Fisher 5). Women were more vulnerable
and they had no control over their own bodies, sexuality
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Abstract:
Trauma is a mental condition caused by severe
shock, especially when the harmful effects last for
a long time. Freud’s writings in the 1890s are
important for tracing how trauma accrued new
physical meanings. An important theme in the novel
Jangam, which depicts the colossal wrack and
tragedy caused by the second World War in South
East Asia, is trauma.The Novel Jangam by
DebendranathAcharya depicts a story of mass
exodus on the backdrop of a war and civil unrest
that is unparallel in its style of narrative and
characterization. The usual element of trauma
theory is utilized to see the core drive of the novel.
The author has sampled sections of the story which
tells the human sufferings and trauma on an
individual and on a community of people under
such a mass exodus. A key element of the trauma
theory is the cultural trauma that has a silent
footprint on the collective loss of identity which
the writer has successively constructed and carried
forward in the novel. The paper tries to understand
the different aspects of trauma in the novel, their
establishment through the events and the extent to
which the existing trauma theory complies.
Keywords:Trauma, survival,exodus, literature,
journey, history.
Literature creates an impact on the minds of the readers
as it gives both textual and imaginary world to dwell
upon. When trauma is narrated in literature it verbalizes
the incidents and memories which are usually
resisted.Stressing the contributions of the trauma
writers,Vickroy statedit is“witnessing or testifying for

the history and experience of historically marginalized
people” (Schönfelder, 29). In this background the novel
Jangam (The Movement) it has been extensively
explored.The novel Jangam is an Assamese novel
which is based on the backdrop of Indian Exodus from
Burma in 1942. Itstarted from February 1942 and lasted
till June and Julyof 1942. The refugees struggled alone
in this land route, there was no help coming either from
the Burmese or Indian sides. The air and sea exit routes
were controlled by the British and Indian owned
steamship company. The trek by land was undertaken
by at least 400,000 refugees; the figure might have
been 450,000, or more (Tinker, 2). War trauma has
been a part of cultural history, psychology and
psychoanalytical theory, gender studies, trauma studies
and literary theory (Mackinnon, 2). It has been an
integral part of medicine and psychiatry, in fact it
originally belonged to these two domains. However,
over the past decades, trauma became a part of
literature and cultural studies. It became an emerging
field in humanities. Trauma has crossed boundaries
between various fields and discourses, and it has
become extremely complex (Schönfelder, 28).
Literature can perform therapeutic function for writers
as well as readers (Eyerman, 49) and in this context
through this novel,writer Debendranath Acharya takes
up the fictional depiction about a ‘historical exodus
(event)’ which took place. In any trauma, the ‘event’
is the central focus whether it is ‘psychological trauma’
or ‘cultural trauma’. This novel takes into a historical
event and portrays a trauma a group of people
experienced. In this paper I have tried to explore and
understand trauma experienced in collective and
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individual forms in the context of Ron Eyerman, Kai
Erikson and Cathy Caruth. The term ‘trauma theory’
first appeared in Cathy Caruth’s Unclaimed
Experience:Trauma, Narrative and History in 1996
(Radstone,10). Ron Eyerman has spoken about cultural
trauma experienced by individuals. Whereas Kai
Erikson has spoken about trauma and how it disrupted
and damaged a community at the same time bringing
the community together. He talks about a collective
trauma from sociological as well as historical
perspectives.
There are many novels which have depicted war
trauma of both the World Wars. Some of them are
based on true stories and some fictional. They have
talked about love, loss, devastation and horror of war
and the after effects experienced by the survivors
which can be termed as post-traumatic stress
disorder.The novel Jangam is explored in the context
of a trauma text through the themes and narratives
with the help of the work of Caruth, Erikson and
Eyerman.
In Jangam, Acharya had spoken of a group of people,
keeping the story simply revolving around the long
march carried out by Ramgobinda, a peasant, his wife
Lachmi heavy with their second child, their first born
Thanu and Ramgobinda’s mother along with few a
more characters. The novel eventually gives a picture
of an entire group of people who took this journey from
Burma to India without any help from any of these
two countries. There were many Indians who went to
Burma with their free will and many were taken by
the Britishers as contractual cheap labourers.
Ramgobinda’s father migrated to Burma like many
otherIndians for a better future to get away from his
poverty. Besides the labourers there were chetiers
from India who started business of moneylending and
they were despised by the Burmese. The journey of
this group of people started from ‘Manku’a small
village situated near Mandalaya. Somehow these
Indian origin population represented the colonial British
hegemony in the eyes of the Burmese people. This
group of people decided to take this challenging journey
to save themselves from the Japanese invasion and

growing dislike and unwanted feeling from the Burmese
community. The novel very subtly shows that Indians
were not wanted by the angry Burmese, as they viewed
them as a replica of Britishers who were there to
exploit them. This narration of exodus of the group in
the novel can be termed as cultural trauma which
isrelated to collective identity consisting religious and
national identity as discussed by Ron Eyerman.
According to Neil Smelser (2004)cultural traumas are
made not born, and the hatred the Indian origin Burmese
people felt can be experienced in the novel in instances
like whenNungnao a Burmese youth involved in
freedom fighter group of Burma was killed as for his
act he showered onto Ramgobinda and his group
members to cross Irrawaddy River so that they could
reach Hukong valley. Cultural trauma refers to a
dramatic loss of identity and meaning, a tear in the
social fabric, affecting a group of people who have
achieved some degree of cohesion (Eyerman, 160).
This cultural trauma can be experienced in the novel
where the Indian origin Burmese were living like a
family with the people of Burma. However, with
Japanese invasion and the hostility of the Burmese
people towards Indians made Ramgobinda question
his own identity and existence when he was about to
become a refugee. The shock and sadness
Ramgobinda felt looking at his home in ‘Manku’ one
can feel the crisis of identity and meaning of life as
talked by Ron Eyerman. In the novel, Ramgobinda
questions one of his fellow Burmese“are you asking
us to run away, where should we go? We are the
citizens of Burma, we were born here, we have our
property here the way you people have. Is there no
one to make the rebellious Burmese understand that
we are from here?” (Acharya, 25). Cultural trauma
questions and shakes a collective identity and this can
be seen in Ramgobinda and his fellow Indians as his
family prepares to leave their home with barely enough
food for the long journey. This group of people were
going to a country which would be alien to them.For
Ramgobinda,Burma was his country not India, losing
his home in Manku was the first straw of trauma for
him and his fellow group members.

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

101

The journey they carried out was full of sufferings
and loss as they had to take the jungle and mountain
routeinfested with ferocious animals, insects, and
ravines to be safe from the Japanese and looters. They
simply kept on walking and during that Ramgobinda
lost his mother, his wife went into labour, gave birth to
a child, and had to be separated from the rest of the
group and her health deteriorated. He was about to
lose Thanu, who was half dead due to lack of food
and infectious fever.In the works of Caruth, trauma
has been defined as an experience so intensely painful
that the mind is unable to process it normally. In the
immediate aftermath, the victim may totally forget the
event. And if memories of the trauma return, they are
often nonverbal, and the victim may be unable to
describe them with words. Caruth claims that trauma
is amnesic and unspeakable. This was experienced by
Ramgobinda, as he felt a sense of grief and guiltof not
being able to give a proper cremation to his mother
after her untimely death. In fact, he could not even
look after ‘Thanu’, his first child who was suffering
from high fever as he was too numb with pain of his
mother’s loss. It was Ma-Pu an Anglo Burmese girl
and Father Berry, a missionarywho took care of Thanu
and managed to bring him back to life. These two people
joined the groupwith a third character on the way to
Hukong valley and played a pivotal role in the
narratives. Their companionship on the journey was a
testimony of Kai Erickson’s claim that “otherwise
unconnected individuals who share a traumatic
experience can seek one another out and develop a
form of communality on that”. The novel beautifully
depicts this shared communality till the end. Cathy
Caruth also talks about ‘shattering of prior forms’ and
‘psychic numbing’ which can be seen in Jangam when
Ramgobinda could not take care of Thanu and at last
he lost his mental balance as he could not find his wife
and the newborn child once they reached Nampong.
It happened with Lachmi too, his wife who could not
remember or recognise anything when she was found
by Father Berry. Ramgobinda kept on moving with his
ailing son along with the group but he could not take
care of Thanu and felt miserable when he saw Ma-Pu

nursing him with the help of Father Berry due to the
shock and prolonged exposure to the hostile situation.
Here I would like to quote Kai Erikson who spoke of
trauma as
“(…) trauma can result from a constellation of life’s
experiences as well as from a discrete event—from a
pro longed exposure to danger as well as from a sudden
flash of terror, from a continuing pattern of abuse as
well as from a single assault, from a period of
attentuation and wearing away as well as from a
moment of shock.”
This can be found throughout the narratives from the
beginning to the end. Erikson also spoke of spiritual
kinship, a sense of recognition, even when feelings of
affection are deadened and the ability to care numbed.
This is seen in the novel when Father Berry begged
food for Thanu by saying “we just need a morsel of
rice to feed this dying child” again without luck as
none of the group members offered except Ma-Pu,
who offered few slices of stale bread she carried in
her pouch. Ma-Pu was attacked by Harisaran, one of
the group members for the bread but he was
overpowered, and slices of bread were saved by Chinti,
a peasant youth in the group (Acharya, 144. 145). The
group members could not feel anything, even for the
child who was suffering from high fever. Except few
characters in the narratives most of them were numbed
with trauma as on their waythey saw death and
devastation from a close quarter. There were many
dead bodies lying around, some of them were with
expensive cloths, jade stones, bags full of money, and
at the same time poor people’s bodies were there too
with their ragged cloths and little belongings. None of
the refugees even casually looked at those expensive
things lying thereas they kept walking to their
destination.
Conclusion:
The novel has given a fictional account of a historical
event which happened in 1942. Trauma is the ubiquitous
part of Jangam. The trauma experienced by thisgroup
of people was collective as well as individual. The
narrative strategy of silence concerning the end of
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Ramgobinda in novel leaves the readers to imagine
what could or might have happened after he lost his
mental balance. Both Ramgobinda and Lachmi survive
the journey with pain and loss. Jangam talks about
trauma and enigma of survival (Caruth, 24). As the
title of the novel suggests the lust for life continues
however traumatic the experience might be. The
survival instinct does not leave a man even when he
faces devastation. It is the journey that matters. Man’s
determination will neveraccept defeat. Amid trauma
also there is a will to live. The presence ofThanu’s pet
cat in the most unexpected places during the journey
in the novel is the metaphorical representation of the
human hope one can experience in the novel. Acharya
narrates a tale of people who belonged to nowhere,
unwanted and their lone journey against all odds and
surviving with a cost of trauma which was only
experienced and endured by them.
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Na main arabinalahori
Na main Hindi shehar Nagaori
Na hindunaturkpashauri
Na main rahndavich Nadaun
Maethonhorna koi siyaana
Bulleyakijaana main kaun
Bulleya!oohkhaddahaikaun
Bulleyakijana main kaun (Shah sufipoetry.
wordpress.com)
(Not an Arab, nor Lahori
Neither Hindi, nor cosmopolitan
Hindu, Turkish, nor Peshawari
Nor do I live in Nadaun
I am the wisest of them all
Bulleya! To me, I am unknown
Bulleya! Do I stand alone?
Bulleya! To me, I am unknown)
When Bulle Shah wrote this poem, the words came
out with an understanding that to completely know
oneself is an impossible task. This understanding
wherein he goes onto to describe the various
parameters that human beings usually use or depend
upon, to define themselves, are nothing but broken
pieces of self which can only define a part and not the

whole. The self, he realised, breaks into fragments
because of the violence that is wreaked upon, by the
society and sometimes the self; thereby making it
impossible to hold on to the totality of the self. However,
these fragments, which are all complex use simple
rhetoric to unfold them. How violence leads to this
fragmentation and how these fragments entangle with
each other will be looked at in the paper.
Benedict Anderson calls the nation as an imagined
community wherein, despite the members not knowing
all the members of the community, they all have an
idea of how the members are to be (3). This idea
becomes problematic when all of a sudden a line is
traced on a piece of paper dividing the community into
two with the members given a different parameter as
to how the new members of the two pieces are to be.
People who had been up until now living together as
one unit, assuming commonalities between each other
are suddenly given different identities and are ordered
to assume differences instead between each other.
How this simple tracing of a line on a piece of paper
created violence, which resulted in the suffering of
millions, is what Salman Rashid writes about in his
memoir, A Time of Madness: A Memoir of Partition.
He begins the memoir by writing that he was fifty-six
years old when he first headed home. Though born in
a family, which migrated, to Pakistan during the
Partition, yet he always identified himself as an Indian.
For him, the nation is the land, where his ancestors
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chose to live and were not forced to live because of
the circumstances. It is a place both geographically
and metaphorically located in the memories of pain
and loss as suffered by his family. He is unable to
adhere to the identity as given forth by the State he
was born in, the one where he is expected to hate the
enemy, which he has grown to locate, to identify as his
home, and not the enemy. It becomes problematic for
him when his idea of his identity gets questioned and
rejected, thereby losing it in the subjectivity of others.
The ‘thrownness’ -in Heideggerian sense of the wordof Rashid’s being, lost its meaning the moment his feet
touched the land in India. All the conditioning regarding
his self and being, which gave meaning to his identity,
became conflicted when he begins to identify with the
‘enemy’. This struggle of identifying himself through
emotional and historic space is a struggle not just
experienced by him but by million other Rashids whose
family were forced to leave their homes and through it
themselves behind. When talking about the history of
the geographical space of Pakistan, he says, “If I am
anything, I, a child of MahaSapta Sindhu, am the truest
Hindu” and he explains that it wasn’t until the middle
ages that ‘Hindu’ came to be associated with the
religion(Rashid, 5). For him, it still means the area of
Sindhu River. Rashid in his quest for finding an identity
for himself comes across as an example of the
HeideggerianDasian. His potentiality –for beingcomes from his engagement of the past that exists as
not merely as what was but also in the possibility of
having been, with his present (Heidegger 63). His
present, which is defined as a Pakistani, also sets course
for his future as a being who understands the pain and
struggle to exist for those who witnessed the trauma
of Partition. This can only happen since his present
self, interacts continuously with his past and merely
his lived past, but the possibilities of what has been of
the collective past of his ancestors too. It thus becomes
important to understand what it means for him to be
an Indian, living outside of India in Pakistan. People
always associate themselves from the place they call
home, and therefore identifying himself as an Indian is
his attempt, at claiming the legacy of his ancestors

through the land they called home. Rashid’s father can
be seen as an entry point to understand the violence
behind the loss of home, whose wounds never healed.
While describing his father, the author writes that his
father never built a single house in his entire life. To
lose a house wherein one sees a thousand dreams and
hopes to achieve those aspirations that he had since
childhood, broke the carefree, boisterous man to such
an extent that he never again dared to build another
house in fear of losing more. When asked about it he
would always say that fools build houses and wise live
in them.
The father, throughout the memoir exists not as one
coherent self but as somebody caught up between the
two selves- pre partition and post partition. The Chicago
School of Symbolic Interactionism argued that the
identity is a result of the nominal interaction of the self
with the society at large (Cote and Levine, 50). They
further argue that through the interaction with the
society human beings attach meaning to these
interactions and this is later gives meaning to their own
identity i.e human beings infer their own identity through
their interaction with the outside world and thereby
giving meaning (symbols) to these interactions. When
seen through this lens, the identity of the father
becomes flawed because of Partition and its resulting
trauma. Due to the Partition, people like Rashid’s father,
lost meaning they attached to various interactions with
society at large –which we may call the various
parameters they used to define their identity such as
geographical location, homeland, etc- thereby losing
the grip over their identity. The man who lost everything
and began anew had to take up the role of the omerta
of the house, one who never laughed or cried, one
who always remained stoic. This happened with not
just the father but also the uncle of the author. Theirs
is a family, which never talked about what happened
during that fateful summer and to what extent did they
lose. This attempt to bury the memory was the only
way the family could survive and move on in a land
that never was really theirs. This silence that was
maintained by them was not only for the younger
generation of the family, to spare the children of the
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horrors seen by the elders, but at the same time it was
also a way to spare themselves of re-living those
horrors. It was only when Rashid’s aunt, Zubeda was
murdered by her own servant that his uncle, fondly
called Chan spoke about the past “we lost two sisters
in Jalandhar during the partition riots, and she who
made it through virtually from under the swords of
rioters got to Pakistan only to be murdered in her own
home by her servant” (45). The family lost the
certainty of their lives, their selves, when they first
migrated to Pakistan and then again when Zubeda was
murdered. Their selves like broken pieces of mirror,
showed only fragments of what was. The assurance
that the land they own, the house they own is what
defines people and that these certainties will continue
to provide meaning in their lives; was taken away by
the ‘Other’, the State which until the Partition, did not
hold much meaning in their lives. After the sacrifice of
the blood of their loved ones, their own flesh and blood,
those, who were left behind were again given hope by
time, that somehow things could again get better, their
lives could move on. However, just like the last time,
these hopes were once again dashed, forcing Chan to
break his silence over the tragedy. Thus begins the
cycle of trying to find the anchor to root oneself, all
over again.
Through the journey that he takes, Rashid tries to bring
to life his grandfather and his family home, who until
now existed only through a sepia photograph. The
unified self that he always identified his grandfather
with slowly starts to crumple as the journey moves on.
Rashid discovers that how the atmosphere of hatred
had affected his grandfather who was always known
as a just man. He is unable to comprehend at first how
his grandfather who is known to everybody as a man
who will take the utmost care of his patients,
irrespective of their religion, would ask his friend to
not wake him up from his afternoon sleep to tend to a
Sikh man or how a man who abhorred the taste of
cow meat decides to sacrifice a cow publically for
Eid. Only as his journey advances and he hears stories
from people who witnessed the carnage, does he come
to his own realisation as to how the normative

understanding of identity and its associations change
during time of crisis. Identity has always been defined
in contrast to the other, which makes it uncertain and
unstable. Just as soon one idea of a certain aspect of
identity is thought to be true, crisis arises and changes
the understanding just the same. This is the reason
that while neighbours were killing neighbours during
the Partition riots, there were people who risked their
own lives for the sake of the others and perpetrators
themselves stood silent and refused to harm anyone
simply because the victims pleaded for mercy.
Martin Heidegger in his work, Being and Time talks
about the experiences of human self that are unique to
the them. This experiential being whom he calls,
Daseinis crucial to understand the concept of self.
Dasein, the ontological being is always pre-subjective.
It exists before the ‘inauthentic’ self that we encounter
in our lives daily (41). For him, our endeavour should
be to transcend from the ‘inauthentic’ self -which is in
simpler terms existing without realising about the
existence of a nobler self, the real self- to the
‘authentic’ self (53). However, the temporality of
Dasein that Heidegger insists upon, lost in case of
various characters of the memoir. The unity between
the past, present and the future on which rests the
harmonious existence of the temporality is broken the
moment, the past, or the ‘existence’ of various
characters of the memoir clashes with the present,
the ‘thrownness’, thereby resulting in the incoherent
encounter with each other.
Through the lives of various people in the memoir, one
sees a struggle between the multiple selves of their
lives, which though arose during times of crisis, now
constantly entangle and detangle with each other. The
Father, who though maintains a stoic personality, has
never be seen shedding tears, even when his family
members were butchered; but tears his eyes
remembering how his father used to eat boiled potatoes.
From the moment human beings develop some
understanding of the self, do they struggle to transcend
the ‘I’ness of the I, however this is made impossible
because this stability is yearned for in a specific time-
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space curvature, which is unfortunately not in one’s
control. Thus, Partition trauma changed the
understanding of self, because the factors affecting it
were not in the control of the victims. What they did
have in their control was their silence, which spoke
volumes.

the ‘I’ness of his I in the ‘We’ of the partition trauma,
was he able to cross the metaphorical ‘Iron Curtain’
of anger, revenge and stand besides other victims.
At the end, one can only hope the way Rashid does, to
find the anchor or the certainty of being in the collective
and not in the self. It is only through the realisation of
the suffering and the pain felt by the others that one
can absolve him/herself of the pain and find happiness.
Ultimately, when Bulle Shah realised that the being is
much more complex and layered that the shallow
masks of caste and creed did he truly find himself and
therefore ‘Maethnsayanahorkon?’ (Who is wiser than
I?).

A Time of Madness: A Memoir of Partition is not
only a memoir of broken selves, but also a metaphorical
journey that takes place alongside the physical journey
of the author. This is a journey to discover the past
and through that discovery, re-discovering, re-defining
his own self and trying to make some semblance of
his existence. From the moment Rashid started his
journey from the Indian High Commission in Pakistan,
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Abstract:
This paper tries to explore the pattern of political
trauma inflicted upon common people during Naga
insurgency and the situation which brought fragility
to socio-political life of the people. Nagas of
Northeast were the first to oppose the concept “idea
of India”. On the eve of 15 th August 1947, Naga
extremist leader Angami Zapu Phizo declared
independence from Indian Union. The conflict
between India government and Naga extremist
under the leadership of Angami Zapu Phizo began.
In this juncture of time, the political history of
Nagaland took a new turn. Though the bullets
riddled history of Nagaland has not attained much
importance in political writing and in journalistic
discourse, yet it got reflected largely in literary
exercise of the land. For the preparation of this
paper, a methodological study of the secondary
sources was made and these secondary sources
were found in forms of books and journals. Among
these, the writings of Temsula Ao and of some other
eminent writers of Northeast and some published
journals are mention worthy. The methodological
study of all these secondary sources gives an insight
of the happening of the then Naga society.
Specially, the stories of Temsula Ao record the
traumatic political experience of common people
those who lived in the midst of conflict. These are
terror stories, an untold history of Naga people

for which the land cried over and over again.
Though the sub-nationalistic fervor was common
in Naga psyche yet the stories echoes neither
justification nor condemnation. All the section of
the society irrespective of men and women, young
and old were the victim of the political violence
and they lived a chaotic phase of their life under
this intense trauma. The ten stories of Temsula Ao’s
short story collection entitled “These Hills Called
Home: Stories from a War Zone” aptly depict the
plight of common people who lived under chaotic
socio-political environment during conflict. Three
out of ten stories namely ‘The Jungle Major’, ‘The
Last Song’ and ‘An Old Man Remembers’ are
selected to focus the political trauma which is
exposed in these terror tales.
Keywords: political trauma, conflict, juncture,
fragility.
Introduction: Northeast India has witnessed
numerous socio-political issues in recent times, where
insurgency, problem of illegal migration, ethnic conflicts
and natural calamities such as flood, draught are very
common. Insurgency issue has dominated the political
history of this land to a large extent. Massive human
suffering during insurgency has featured in various
literary works of this region. Tillottoma Misra in her
“Introduction to anthologies on Northeast Indian
Writing” writes “Violence features as a recurrent
theme because the story of violence seems to be never

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

108

ending one in this region and yet people have not learned
to live with it…….writers across the states of Assam,
Manipur, Nagaland and Tripura are deeply concerned
with about the brutalization of the societies by the daily
experience of human right violation and the maiming
of the psyche of a whole people by the trauma caused
by violence.” (Misra: xix). In the recent frontier
literature of Northeast; the works of Temsula Ao
echoes socio-political upheaval of Nagaland, Naga
separatist movement has largely found to be featured
in her stories. Her short story collection “These Hills
Called Home: Stories from a War Zone” consist of
ten stories; the genesis of all these stories is the historic
Naga movement which was in its zenith during 1950s
and 1960s. A study of these terror stories steers the
attention of readers towards Naga Insurgency and
unfold the inhuman act and brutality that scattered the
entire socio-political order of the land for which
common people were exposed to political trauma. In
the prelude of her short story collection, Temsula Ao
has discarded the historical facts of the stories “These
stories however, are not about ‘historical facts’; nor
are they about condemnation, justice or justification of
the events which raged through the land like a wildfire
half a century ago. On the contrary, what the stories
are trying to say is that in such conflicts, there are no
winners, only victims and the results can be measured
only in human terms. For the victims the trauma goes
beyond the realm of just the physical maiming and loss
of life—their very humanity is assaulted and violated,
and the onslaught leaves the survivors scarred both in
mind and soul”. (Ao: ix-x). Before going through the
short stories and the political trauma that were exposed
to its characters, it will be worthwhile to have a look
at the Naga Insurgency that the land experienced
during recent times.
Naga Insurgency: Nagaland came under British
annexation in 1886. Nagas were independent tribe of
Northeast India which had their rich tradition, culture,
customs and rituals. During World War-I, Naga youths

were employed by British to fight for them; thus a
section of young generation of Nagaland practically
came to the contact of western philosophy of life.
When this employed generation was equipped with new
western ideas and philosophy and came back to their
native land after their retirement, they formed an
organization in 1918 and named it as Naga Club. This
Naga Club is the first civil organization of Nagaland
which did a lot to create political consciousness among
the tribal people. Under the supervision of the Naga
Club, the people of Nagaland formed their own political
identity. Looking at their political consciousness and
integrity, the Government of India Act of 1935 was
implemented in the Naga Hills, which demarcated
Nagaland as “excluded area”, this Act allowed the
Nagas to continue their traditional government with a
little interference of British rule. Naga National Council
(NNC) was formed under the leadership of Angami
Zapu Phizo. On 15th August 1947, Nagaland became
a part of Indian Union along with the other parts of the
country. Representing Naga people, Phizo met then
Prime Minister Jawaharlal Nehru and demanded for
sovereign Nagaland. The Prime Minister instantly
rejected the demand of sovereign Nagaland and the
negotiation between Phizo and Nehru nipped at the
bud. Phizo returned from Delhi after this unsuccessful
negotiation and mobilized people against the
government. As a part of their protest, Nagaland
boycotted the 1st general election of India in 1952. Naga
Federal Government (NFG) was formed in 1954 which
was coupled with Naga Federal Army consisting of a
large number of armed guerillas outfit. “The wave of
dissidence and open rebellion was heady wine for many
of them and they abandoned family, school careers
and even permanent jobs to join the band of nationalists
to liberate the homeland from forces, which they
believed, were inimical to their aspirations to be counted
among the free nations of the world. It was however
not only the people from the urban areas who joined
these forces. Through a method not dissimilar to
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‘conscription’ based on clans, many rural adults had to
abandon family and fieldwork and were inducted into
the ‘underground’ army of freedom fighters.” (Ao:10).
Government of India deployed arm forces to douse
the flame of dissidence from the mind of the people.
Armed Forces Special Power Act (AFSPA) was
deployed in Nagaland in 1958. AFSPA provided special
power to the armed forces to fight against the
underground outfit. It was unfortunate enough that
armed forces took undue advantage of this special
power and restored physical atrocities, mental torture,
rape and even murder. Many cases of human rights
violation came to light and this war like situation which
created trauma the mind of common people. Temsula
Ao records this untold history of pain and suffering of
Naga people which prevailed during the time of conflict,
most of the characters of her stories are the victims of
this political conflict. People those who survived in this
crucial juncture of time had to live their lives under
intense traumatic political situation.
Trauma during Insurgency: Khatila, the woman
character of the first story ‘The Jungle Major’ of the
short story collection “These Hills Called Home: Stories
from a War Zone” was mentally assaulted by a captain
of Indian army because her husband joined
underground Naga outfit. Paying a lascivious look at
her young beautiful body, the captain said that she
would be punished in a very special way if she would
not disclose her husband’s hideout. Punishment against
women in conflict zone was always found to be in the
form of sexual harassment where rape was the most
serious crime against the women folk. Young beautiful
Khatila was the object of lascivious look of the captain,
who was in search of an opportunity to fulfill his sexual
desire. She was mentally disturbed in this traumatic
situation which affected her daily life a lot. Apenyo
and Libeni are the two tragic characters of the terror
tale ‘The Last Song’. Brutality of Indian army has
exposed in a large extent in this story. The pathetic
plight of the two women characters of this story was

enough to hurt entire Naga psyche and create a political
trauma among the tribal people those who lived during
that period. Apenyo, the young beautiful girl of eighteen
was raped in a sequence by Indian army.”The young
Captain was raping Apenyo while a few other soldiers
were watching the act and seemed to be waiting for
their turn” (Ao:28). When Libeni made a futile attempt
to rescue her daughter from the clutches of brutality,
she too was raped in a violent manner. Rape as a
weapon of dominance is found to be used in various
conflict zones of the world. During World War-II, Soviet
army raped German women indiscriminately in a
sequence. In Nagaland too women like Apenyo and
Libeni were raped indiscriminately which created
trauma in the mind of women folk. There may be
numerous reasons behind this brutal act; among which
the prime is either to challenge the existence of the
underground force or to take revenge upon the people
those who disobeyed them. “One reason often
advanced for sexual violence based on increased
wartime incentives that does account for targeting of
enemy civilians is that of revenge. During war,
combatants target enemy civilians with violence in
revenge for the violence suffered by themselves, their
family, or community members. However, why
revenge takes the form of sexual violence rather than
other violence should also be addressed. Sexual
violence is sometimes said to occur in retaliation for
sexual violence previously suffered (or rumored to
suffer) by co-ethnics” (Wood: 325). Whatever may
be the reason behind, but the gravity of this obnoxious
act signalize the increase rate of wartime violence
meted upon womenfolk, for which they had to live under
a traumatic situation. Imlikokba and Sashi the two
school going boys of the story “The Old Man
Remembers” lost their childhood happiness at the very
early age and they had to live under intense traumatic
political situation. “We, too, were young and carefree
like you once, but all of a sudden our youth was
snatched away from us, and instead of school books
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we were carrying guns and other weapons of
destruction and living in the jungle like wild creatures”
(Ao:98). Old Sashi unfolded the untold story to his
grandson Moalmba, he explains how violent sociopolitical condition compelled them to be adult without
enjoying their childhood. Horror, bloodshed, murder,
violence became the part of their everyday life, inhuman
torture of Indian army against their clansman made
them revengeful. During their schooldays, Sashi and
his friend Imlikokba became the witness of heinous
torture inflected upon the people of their village. The
most horrible sight which created post traumatic conflict
in their psyche was that, one day when Sashi and
Imlikokba were in school a village sentry was running
towards them, shouting at the top of his voice, the
sentry asked them to run to the village to save their
lives. The Indian army caught the village sentry; beat
him mercilessly in front of the crowd. No one from
the crowd dared to come forward to rescue the helpless
sentry, little Sashi and Imlikokba were shocked at the
inhuman treatment inflected upon the poor man. The
incident was even more painful for Imlikokba because
the man who was on village sentry duty was none
other than his father. Situation compelled both the
school going young boys to take arms and ammunition
instead of books.
A close reading of the three stories shows how people
in the terror land had to live during the war like situation.
Brutality in war zone appeared to be a global
phenomenon irrespective of time, place and
circumstances, where molestation, rape, physical and
mental torture were very common. Besides Nagaland,
such type of brutality of Indian army was also seen in
some other terror zones of Northeast region where
the places like Assam and Manipur can be counted in
the list. Common people were threatened and a sense
of fear psychosis was created in their minds. In this
regard, Tillottoma Misra has rightly mentioned that
violence appeared here as never ending phenomenon.
Though such brutal act created a sense of political

trauma among common people, yet such nefarious
activities could not douse the quench of freedom from
the mind of most of the indigenous people.
Conclusion: Trauma occurs when a person or group
of person of a society is overwhelmed by situation and
responds with intense fear and horrors caused by
helplessness. In Nagaland too, people became helpless
during the then prevailing situation, the wave of political
trauma affected everyone’s life and psyche. Young
Khatila lost the rhythm of her life, she was neither
involved nor aware of the rebellious activities of her
husband, yet the wave of political trauma affected her
a lot. In such conflict zone, women easily became the
victim of violence because the enemy targets this
weaker section of the society and inflict physical and
mental torture upon them, the story of Apenyo and
Libeni bears true testimony of it. It is a war rape
narrative where rape is used to insult and dehumanize
the existence of the opponents and create a political
trauma among the common people. This story is akin
to the novel “Two Women” originally titled La
Ciociara of Alberto Moravia’s where Moroccan
soldiers raped both mother and daughter in a church
and God remained just as passive witness. The unstable
political situation of Nagaland snatched away the
youthful dreams from the young generation, where
Imlikokba and Sashi are mere representative. The sight
of his father’s pain and suffering and the battered body
made Imlikokba hysterical. Intense mental torture
compelled him to be revengeful. Both Imlikokba and
Sashi discarded simple tribal life style and became loyal
to the underground outfit. It is observed that children
who often witness conflict, violence and war became
the victim of trauma, likewise the duo witnessed
community violence and developed post traumatic
stress and became rebellious. Through her short
sorties, Temsula Ao has expressed common people’s
narrative which is often suppressed by the metanarrative of conflict. Both Internal as well as external
conflict are predominant in the conflict zone, where
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the former can be measured in terms of human
suffering which was caused by political instability and
all pervasive internal traum
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Abstract:
Human life is an incomprehensible phenomenon.
Beneath the blissful appearance of harmonious
human subsistence, there lurks the unremitting
traumatic veracity of inescapable suffering, pain,
violence, expulsion, terror, loss, misfortune,
dishonour, oppression and mortality. Hopelessness,
anguish and dejection have become the most
illustrative experiences of modern man in
contemporary era. Samuel Beckett’s Endgame
(1957) brings to light this trauma of destabilized
human existence which remains inhibited and veiled
under the false pretensions of society and its norms.
The present paper studies the unprecedented
dynamics of shattering traumatic experience of
absence of the human other in Beckett’s
Endgame.The four characters of the play, Hamm,
Clov, Nagg and Nell put up with their deformed
bodies and mental agonies. They witness each other
struggling on their own. Beckett shows how the
trauma repercussions originate in their bodies,
haunt through memory and pass to a stage where
there remains no longing to live. The most traumatic
experience is the absence of the human other in
the drama called ‘Life.’ Becket conveys that there
is no dissimilarity between ‘being present’ and
‘being mute witness’ because in both conditions it
is the absence of the human other.In Endgame,
Beckett’s artistic vision gives a compelling view of

futility of human life and the inevitable frustration
inherent to it.This analysis of traumatic
repercussions takes its hypothetical context from
the insights of trauma theorists Cathy Caruth,
Susan J. Brison, Kai Erikson, DoriLaub, Judith
Herman; and literary critic Martin Esslin.
Keywords: Trauma, Void, Alienation, Death,
Absence
Human life is an incomprehensible phenomenon.
Beneath the blissful appearance of harmonious human
subsistence, there lurks the unremitting traumatic
veracity of inescapable suffering, pain, violence,
expulsion, terror, loss, misfortune, dishonour, oppression
and mortality. Hopelessness, anguish and dejection have
become the most illustrative experiences of modern man
in contemporary era. Samuel Beckett’s Endgame(1957)
brings to light this trauma of destabilized human existence
which remains inhibited and veiled under the false
pretensions of society and its norms. The present paper
studies the unprecedented dynamics of shattering
traumatic experience of absence of the human other in
Beckett’s Endgame. This analysis of traumatic
repercussionstakes its hypothetical context from the
insights of trauma theorists Cathy Caruth, Susan J.
Brison, Kai Erikson, DoriLaub, Judith Herman; and
literary critic Martin Esslin.
Esslin argues that absurdist drama has two
characteristics, first, there is an integration of content
and form; and second, it does not simply describe the
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absurdity of the human state but rather demonstrates
it in actual form (Esslin 25). Beckett’s Endgame fits
flawlessly into this genre of theatre of absurd
becausefirstly, the interrelation between its content and
form is discernible as there are recurrent narrative
repetitions, thematic discontinuity and linguistic
collapses in framework of the play (Georgiades
22).Secondly, the play presents a poignant picture of
meaningless human existence seeking salvation from
unrelenting desolation and the hopelessness.This
amalgamation of form and content is knotted with the
fibre of trauma. All the four characters of the play;
Hamm, Clov, Nagg and Nell are haunted by the trauma
of their futile existence. Their life is confined in the
four walls of a room where they spend time discussing
about their declininghealth, deteriorating world
conditionsand the climate. Nell’s statement “Nothing
is funnier than unhappiness” (Beckett118) reveals
passive acceptance of her traumatic existence. Hamm,
Clov and Nagg live the same experience.
Susan Brison’s views shed new light on theory of
trauma. According to her, the distinctive feature of
traumatic memory is that itis more attached to the body
than its narrative recollection. The fusion of mind and
body is evident in proliferation of traumatic memoryin
the whole body. It extends its influence in all the five
senses of the body, mind and skin. The slight
remembrance of traumatic past or external stimuli fuels
its impact and becomes a reason of its re-emergence.
This phenomenon keeps on resurfacing (Brison 42).
In Endgame, none of the four characters has fitbody.
Hamm is blind and paralysed; his servant Clov is unable
to sit. Hamm’s parents Nagg and Nell have lost their
legs in an accident and live in dustbins. The play depicts
an extreme form of traumapossible in human sensibility
and physicality.For a blind and crippled man like Hamm,
life is double torture. His inner pain is visible in
conversation with Clov: “One day you’ll be blind, like
me. And when you open them [eyes] again there’ll be
no wall any more. [Pause.] Infinite emptiness will be
all around you” (Beckett109).
Although Hamm, Clov, Nagg and Nell share single
room, yet the presence of void space of absolute
absence of the human other remains evident in their

relationships. Seeing no possible escape from the
impenetrable trap of nonbeing, Hamm, Clov, Nagg and
Nell are seen silently waiting for their deaths in a world
which has lost its meaning for them. Even their
existence has reached the level of nothingness. For
Hamm, the “whole place stinks of corpses...outside of
here it’s death” (Beckett 114, 126).Hamm’s
comparison of living beings to ‘corpses’ signifies his
recognition of growing emotional sterility among
humans.Becket suggests that this world has two linear
dimensions; inside and outside, the former has become
a desolate stinking place of suffering, torture and
isolation; and the latter, occupied by ‘death,’ can only
deliver escape to man. Nagg’s story about the tailor
and the buyerreveals this paradox of creation
again:”Look at the world—and look at my
TROUSERS” (Beckett107). The tailor sarcastically
weighs world [creation of God] against Trousers
[creation of man].
Kai Erikson equates trauma to a form of shocking
recognition that the society has turned out to be an
unproductive source of assistance. Though ‘I’ and
‘You’ have managed to maintain their remote and
dented existence, but the bond of ‘we,’ the principle of
unified existence does not exist anymore in the
society.Erikson explains that the connection between
an individual and the society has been shattered leading
to an adverse influence on the individual identity
(Erikson 154). In Endgame, Beckett highlights
anexcruciatingimpactof disintegration of human
relationsand conduct on human beings. Hamm is blind
and crippled, whereas, his servant Clov cannot sit.
Mutual dependency binds them in this compulsive and
selfish relationship. Clov serves Hamm because the
latter provides him food and shelter.He believes that
love and companionship are just beautiful words in this
superficial world of stern emotions. Clov’s
apprehension of ephemeral human relations is evident
from his following declaration to audience: “That order!
They said to me, Come now, you’re not a brute beast,
think upon these things and you’ll see how all becomes
clear. And simple!”(Beckett131-2)
The secluded living of Hamm’s parents Nagg and Nell
in the dustbins is symbolic illustration of deprivation of
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human empathy and concern. Hamm, Clov, Nagg and
Nell struggle to sustain their isolated and shattered lives,
but the bond ‘we’ has nowhere to be found. The scale
of their relation lingers on the simple level of “I’ and
“no one else” (Beckett 95).Clov discerns that he should
learn to endure suffering inflicted upon him by others.
He is internally conscious of the fact that there is no
redemption for him from his inner turmoil, exploitation
and isolation. Clov’s monologue highlights this dilemma:
“Then one day, suddenly, it [suffering] ends, it changes,
I don’t understand, it dies, or it’s me, I don’t understand
that either. [...] I say to myself that the earth is
extinguished, though I never saw it lit. (Beckett132)
Cathy Caruth defines trauma as a delayed response
to an overpowering incident. According to her, since
there are various forms of an individual’s persistent
response; such as recurring illusions, dreams, feelings
or behaviours stemming from the event, the pathology
is not eventually determined by the event itself but lies
in the constitution of its experience or acquisition
(Caruth 4). Caruth’s views help us to understand the
disparity in Hamm’s behaviour. His external response
generally seems dominating outwardly, but a traumatic
repentance looms in his mind as a spectre of
shame.Hamm’s memories fill his inner consciousness
with remorse for his egocentric temperament: “All
those I might have helped. [Pause.] Helped!
[Pause.]Saved.[Pause.] Saved! [Pause.] The place
was crawling with them!” (Beckett 125)
Sometimes traumatic experience constantly
reiteratesitself in subconscious memoryin such a way
that it overturns victim’s resistive ability and renders
him inexpressive of his inner turmoil. Silence, defiance,
inner conflict and oppression are other underlying
impediments. The distressing past enclosed in the
impermeable shell of memory isolates itself from the
present and leads to involuntary amnesia. The
conversation between Hamm and Clov highlights this
memory collapse:
HAMM: Absent, always. It all happened without
me. I don’t know what’s happened. [Pause.] Do
you know what’s happened? [Pause.]Clov! [...]
CLOV: When? Where? (Beckett128)
Nagg occasionally remembers his happy time spent

together with Nell. But Nell, on the contrary, tries to
keep the reappearance of her happy memories away
from her conscious mind because it perturbs her mind
immensely.Judith Herman explains that normal reaction
of most of the human beings to turmoilor tragedy is to
drive the depressing reminiscence out from alert mind
(Herman 1). For them, this is an escape way from
emotional turmoil and breakdown. This may be
rationale when once Nagg asks Nell if she remembers
the time when they has crashed on their tandem and
lost their shanks, the latter simply denies to memorize.
Later on, Nagg again shares with Nell their trip to Lake
Como where they had enjoyed rowing. Nagg’s motive
is to make Nell cheerful and relieved of their traumatic
present. On the contrary, grave disparity between their
present situations (derogatory confinement in a dustbin)
to past happy events fills Nell’s memory with
resentment and unconscious withdrawal to such an
extent that she is unable to bear the trauma of her
disparaging existence. This mental repression and
shock ultimately leads to her death to which Clov finally
confirms: “She has no pulse” (Beckett102-3)
Hamm and Nell’ negligible concern and forgetfulness
are the signs of their helplessness to escape fromtheir
physical detention and mental torment.For them, any
recollectionof past is not sufficient, because it is
disorderly and lacking in nature. It no longer provides
anyentrance into “one’s past but only return,
involuntarily, to remind of one’s absence” (Georgiades
121). Traumatic experiences have brought Hamm,
Clov, Nagg and Nell to a limbo state of ‘being and
non-being,’ a state where ‘Sense of Self’ neither stays
alive, nor dies fully. This is the extreme level of
‘victimisation’ as the sufferer is double entrapped
without any possible escape except death.
DoriLaub argues that this inner traumatic pressure
remains ineffable because there are no sufficient and
precise words to express it. Sometimes, according to
Laub, due to non-availability of right time or the listener,
the enunciation of the narrativeis not “fully captured
in thought, memory, and speech” (Laub 178). Clov’s
statement in the opening of the play brings to light this
inexpressible dilemma: “Finished, it’s finished, nearly
finished, it must be nearly finished Grain upon grain,
one by one, and one day, suddenly, there’s a heap, a
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little heap, the impossible heap” (Beckett93).
Repetitions in his proclamation become the evidence
for his failure to find suitable words to articulatehis
inner mayhem. Beckett employs the repetition of words
‘finished’ and ‘heap’ to emphasize the inseparable
merger of every beginning and its end.Every beginning
[heap, grain upon grain] of existence also substantiates
the certainty of its extinction [finished] in this mortal
world. Becket’s philosophic vision finds solitary
certainty in final and eternal moment of life
i.e.‘Death.’In Endgame, Hamm, Clov, Nagg and Nell
anticipate‘Death’ as their eventual salvation from
physical deformity and mental agony. When Clov
glances out from the window, he finds not greenery
but barren earth, a symbol of his resting place after
death. Clov dreams for a place “where all would be
silent and still and each thing in its last place”
(Beckett120). In another incident Hamm reprimands
Clov for not replying properly to his question. Hamm
is asking Clov about which previous day the latter is
referring to. Clov reminds his master that all the days
of their lives are appalling and disgusting; no matter
entitle them ‘today’ or ‘yesterday.’ Clov replies
aggressively: “I use the words you taught me. If they
don’t mean anything any more, teach me others. Or
let me be silent....” (Beckett113).
Through Clov’s statement, Becket suggests that human
race is destined to never-ending suffering since the
beginning of civilisation. Thus, the real schismexists
between Beginning and End, and not between Past
[yesterday] and Present. Here ‘silent’ signifies death
which permanently brings an end to this unfathomable
traumatic drama of Beginning and End called ‘Life’.
To conclude, Beckett’s Endgame displays traumatic
experience of humanity seeking deliverance from void,
alienation and suffering since time immemorial. The
four characters of the play; Hamm, Clov, Nagg and
Nell are trapped in an agonised existence with no
possible escape.Trauma manifests in their cynicism,
intentional self-denial, unrelenting and obsessive desire
for the death.Beckett shows how the trauma
repercussions originate in their bodies, haunt through
memory and pass to a stage where there remains no

longing to live. The most traumatic experience is the
absence of the human other in the drama called ‘Life.’
Hamm,Clov, Nagg and Nell put up with their deformed
bodies and mental agonies. They witness each other
struggling on their own.Becket conveys that there is
no dissimilarity between ‘being present’ and ‘being
mute witness’ because in both conditions it is the
absence of the human other. In Endgame, Beckett’s
artistic vision gives a compelling view of futility of
human life and the inevitable frustration inherent to it,
as Hamm’s comment in his story, “You’re on Earth,
there’s no cure for that!”(Becket 125).
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Abstract:
The present paper is a qualitative study aimed at
exploring unconventional healing through
hypnosis. To achieve the aim, three novels of the
Indian author Namita Gokhle namely Gods, Graves
and Grandmother (2001), The Book of Shadows
(2001) and Shakuntala: The Play of Memory (2005);
are investigatedfrom the standpoint of Dr Brian
Leslie Weiss’ research on the paranormal. Weiss’
books Same Soul, Many Bodies (2004) and Many
Lives, Many Masters (2012); on psycho spiritual
practices of hypnosis and meditation prove the
efficacy of healing through these methods. The
objective is to assuage fear by providing an
understanding about the continuity of life after
death and reincarnation, and the soul’s
existence.Additionally,Yogic meditation helps in
cleansing the energy centres in the body
enablingitto heal and reach higher planes of
consciousness, similar to those reached by Weiss’
patients upon healing.
Keywords: Unconventional healing, hypnosis,
paranormal, meditation, reincarnation, soul
Dr Brian Leslie Weiss’researches showed that
therapeutic hypnosis could heal. Knowledge of
immortality through regression and progression
provides hope and tranquility (Weiss, Many Lives164).
Weiss’ treatment regressed patients to several years
in the same lifetime, but in case ofCatherine, his patient,
it went thousands of years back (Weiss, Many

Lives105). The Masters induced a telepathic
bondbetween Dr Weiss and Catherine (Weiss, Many
Lives153-4).Catherine became increasing psychic,
precognitive and intuitive (Weiss, Many
Lives46).Catherine’s super conscious insights
transferred to the conscious mind. She radiated
tranquility, once cured. Catherine experienced psychic
phenomena, provided insights and Godly wisdom
(Weiss, Many Lives). Weiss too became intuitive,
empathetic and aware. He evaluated psychics and
mediums, and on meditating received guidance from
the Masters (Weiss, Many Lives 207-9).Gods and
Masters are probably the evolved souls or highly
advanced aliens (Weiss, Same Soul 143-4).
In Gods, Graves and Grandmother(2001),
Gudiyaand her grandmother fled to Delhi in absolute
penury. The ingenuity ofAmmi a Muslim singer, a
Kothewali, enabled her to set up a temple, which
flourished due to her singing. The supernatural is
established as Gokhale implores to suspend disbelief
(Gods).Witness to traumas ofseparation from her
mother and death of acquaintances (Gokhale, Gods
7-107), Gudiya feared the supernatural and death
(Gokhale, Gods). Gudiya saw ghosts and spirits on
the branches of a peepul treewho reassured her
(Gokhale, Gods 3) and helped her emerge stronger.
Ammi, portrayed as an evolved soul performed miracles
and healed a patient of coma (Gokhale, Gods42-7).
Scientific evidence proves that healing by praying for
the patient has a higher recovery rate, than medical
treatment (Same Soul53). Mysterious things happened,
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as Gudiya and Ammi, felt invincible(Gokhale, Gods
13-4). Ammi, uneducated in Hindu scriptures and
rituals, preached these (Gokhale, Gods 3). Through
hypnosis, a patient of Dr Weiss, corrected the guide
on artifacts of Egypt, though she had never studied
these (Weiss, Many Lives 24).
As a medium Lila’s featured arranged like Ammi’s,
she conveyed Ammi’s message about continuity of life
after death, impersonated for a lifelike sculpture of
Ammi, and spoke in a garbled Ammi like voice
(Gokhale, Gods, Graves 142-3). Lila, Ammi’s aid,had
endeared herself to Ammi. Psychic powers can develop
through relationships.When regressed, Catherine’s
spoke in the Masters blissful voices(Weiss, Many Lives
84).Catherine became an extremely talented medium,
channelisingsublime knowledge from the Master Spirits.
(Weiss, Many Lives 64).
God is within each human and is accessible through
divine wisdom. Weiss used regression therapeutically,
upon disillusionment with modern medicine (Weiss,
Many Lives 54-7). Transcendental knowledgemade
Weiss peaceful. Fortified he lost the fear of death and
of losing others (Weiss, Many Lives). Prior to her
regression Catherine had never read about occult and
metaphysics; neither did she believe in reincarnation
(WeissMany Lives 47).
Shakuntala: Play of Memory, weaves religion, history
and philosophy. Shakuntala (Gokhale, Shakuntala)
identifies with Shakuntala the protagonist of the ancient
classic AbhijnanaShakuntalam, by Kalidasa, thus is
bound in the cycle of death and rebirth (Gokhale,
Shakuntala). A rock-demoness sowed the seed of
independence in Shakuntala (Gokhale, Shakuntala)
and gave her strength (Gokhale, Shakuntala 37) by
introducing her to the powers and grace of the mother
Goddess.Rebellious Shakuntala leaves home when her
husband brings home another woman; and finds solace
in the company of a Greek. Restless, she forsakes the
Greek and dies in Kashi, on the banks of holy Ganga,
without attaining liberation. Her accumulated Karmas
prevented it (Gokhale, Shakuntala).Weiss’ writings
similarly state that sins of ancestors affect their children

as humans are their own fathers (Weiss, Same Soul
55). A recurrent need of the protagonists of Gokhale
to attain liberation culminates in the efforts of
Shakuntala.
Genetic transmission of Catherine’s memories was
remote, as this requires an uninterrupted chain of
passage from one generation to another.Additionally,
there were unexplained, bodiless, after life and in
between states. Carl Jung’s collective unconscious was
too vague; moreover, messages from the Master Spirits
were too specific to be out of conscious memory
(Weiss, Many Lives 105-6). Life is endless;humans
just pass through different stages (Weiss, Many
Lives).
Hypnotic regression enables feeling the pain of past
lives. This reframing leads to healing (Weiss, Same
Soul 55).Gokhale’s Shakuntala, abandoned and
dyinghad visions of holy men, benevolent Kali, the
fierce Goddess, scavenger of desires, who provided
hope;the God of death, Yama; and Yami, the guardian
spirit (Gokhale, Shakuntala 3,190-1). Weiss’ patients
too exhibited feelings of calm and hope, in the in
between stages. They realized the effect of Karma
(Weiss, Same Soul, Many Lives). Near death,
Catherine saw a bright energizing light, in a previous
birth (Weiss, Many Lives 46). Dying people saw a
bright, powerful magnetic force that attracted and
energized (Weiss, Same Soul, Many Lives).
Dead Shakuntala’s soul had a glimpse of the years
that might have been (Gokhale, Shakuntala 208).Out
of the seven planes that souls have to pass, in one,souls
recollect the life just left behind (Weiss, Many Lives
172).People come back with unequal powers from
each plane. They accrue abilities, talents, powers, and
debts from previous lifetimes. Lessons learnt
progressively, purify and heal humans. This may take
several lifetimes (Weiss, Same Soul).
Catherine’s regressions spread over millennia, causing
improvement progressively (Weiss, Many Lives 115).
One Mastertold Weiss, that he should strive to eradicate
fear. Physical state was abnormal, whereas the in
between stages were for renewal. Both Weiss and
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Catherine renewed. This incredible message confirmed
the efficacy of hypnosis and regression(Weiss, Many
Lives 128).
Knowledge about the endlessness of life, help of spirits
in the physical and the in between stage of
renewal,presence of loved ones in the intermittent stage
would comfort and remove fear. Thus, reduced acts
of violence and desire for worldly possessions will bring
peace. People need to be acquainted with
parapsychological experiences. Initially, apprehensions
prevented Weiss from sharingauthentic revelations.
Some people sharedout of body experiences, ESP, past
life phobias, dreams etc. with Dr Weiss. (Weiss, Many
Lives 128). Catherine too validated her past lives
through a psychic astrologer (Weiss, Many Lives 199200).
The Book of Shadows depicts the supernatural, magic
and sorcerers. Blamed for her fiancée’s death, Rachita
Tiwari suffers an acid attack at the hands of his sister.
Claimed by other dimensions, she seeks sanity while
recuperating in a hundred years old house, cared for
by the mysterious estate manager, Lohaniju. Depicted
is the history of the house and ghosts of its previous
inhabitants (Gokhale, The Book). A strange shadowless woman deepenedRachita’s dementia (Gokhale,
The Book 203-4).
Rachita believed that she and her uncle’s house had
united against the world (Gokhale, The Book 19). On
reaching the house, she had a feeling of déjà vu
(Gokhale, The Book 10).Weiss realized that the past,
present and future are connected, occur simultaneously
and influence the future positively, as the soul can take
a life form in any place besides the earth. Karma
connects the past, present and future (Weiss, Same
Soul 13).Catherine witnessed bright light and many
souls around in a particular dimension. She experienced
planes of higher consciousness progressively (Weiss,
Many Lives).
Rachita was clairaudience, clairsentience and
hallucinated (Gokhale, The Book 11, 26, 67). Rachitafelt
a benevolent stalker, a ghost pursuing her. Petrified,
she believed that the house had begun to speak with

her (Gokhale, The Book 61). This presence was
encouraging Rachita to get over her fears (Gokhale,
The Book 64). A patient of Dr Weiss was clairvoyant
and clairaudient and possessed telepathic skills (Weiss,
Same Soul 82).
Rachitain mental turmoil, felt infiltrated (Gokhale, The
Book 25-6) by presences who awaited retribution,
hence release. Psychiatrists used medication, and
intensive individual and group psychotherapy for
treatment. Deficiencies of brain chemicals cause
phobias. Weiss treated hallucinations, delusions,
schizophrenia, etc. (Weiss, Many Lives 103-4) but
Catherine was free from these illnesses, rather
sheproduced credible, specific material from her own
and Weiss’ past that were beyond her conscious
experience (Weiss, Many Lives 104).
Healing happens through empathy, by forgiving oneself
and others. Understanding one’s present condition and
reaction of others, helps achieve progress towards
immortality (Weiss, Same Soul). When regressed,
Catherine’s fears diminished on remembering suffering
traumas (Weiss, Many Lives 65).
In advanced therapeutic stage, Catherine saw life from
a higher perspective; called Higher Self. Catherine’s
reaching this state, was a powerful therapeutic
technique, as she exhibited insight, spectacular
knowledge and wisdom; previously restricted to spiritual
states, suggesting that there was an accessiblesuper
consciousness or Higher Self, in every human. This
was similar to Carl Jung layers of consciousness and
collective unconscious (Weiss, Many Lives).
In The Book of Shadows, (Gokhale) belief that the
ridge on which the British missionary had built his house
was haunted, made people reluctant about its
construction after the death of a mountain girl
(Gokhale, The Book 55). Villagers believed that at that
spot, was buried thearrow of God Airee, the guardian
spirit, which the hill people protect (Gokhale, The Book
208-9). However, visitations of Airee, were dreadful
events that brought death, despair and dishonour to
those who incurred His wrath (Gokhale, The Book
54). It was due to the Lords strength that the villagers
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lived at the sacred but forbidden spot. These spots,
conjunctions between worlds were passages ofentry and
exit. (Gokhale, The Book 208-9). Some of the angelic
guardian spirits were omnipresent (Weiss, Many Lives).

One out of the seven planes of transitionenables the
souls to recollect the life just left behind. The soul’s
progress through spiritual wisdom leads to a euphoric
connection with God (Weiss, Many Lives 172-3).

Lohaniju, connected with the other world. Unintimidated
by alien airs, he was familiar with the mysteries of the
house (Gokhale, The Book150-1). Lohaniju believed
that respect and tolerance was necessary to handle
the spirit world (Gokhale, The Book16). Souls from
all dimensions have created Karmic debts for evolution.
A patient of Dr Weiss, an inhabitant of another
dimension, was able to communicate with the dead.
Similar to humans, his species were far more intelligent;
and could navigate realms and consciousness.
Consciousness separates from physical existence for
spiritual healing (Weiss, Same Soul143-69).

Father Benedictus, the medium, and the ghost
communicated (Gokhale, The Book 130-1)
throughosmosis by permeating each other’s consciousness
and experienced a complete understanding (Gokhale, The
Book 139). Through Dona Rosa, the ghost entered the
consciousness of the other inhabitants of the house
(Gokhale, The Book).Cryptic messages enable one in
spiritual stage to contact another who is in the physical
stage. Weiss was aware of the physical and spiritual
world, connected with them and the energy between
them. Masters use psychic abilities to communicate
with people in the physical form (Weiss, Many Lives).
There is dialogue between the protagonists of
Gokhale’s novels and strange beings.

Ghosts view things in a manner completely unfamiliar
to the humans. The presenceentered the space of
linearity as it slipped into Dona Rosa (Gokhale, The
Book85), symbolically Rachita.Dona Rosa and the
ghost talked, though, communication is rare between
ghosts and humans (Gokhale, The Book91).
The ghost, the insecurities, resolved to find another
dimension and await transition (Gokhale, The Book 87).
As the ghost transitioned towards the end, Rachita
healed. The immortal soul takes birth repeatedly to learn
and evolve spiritually. People accomplished what they
sought to achieve, then died, and once rested the soulsare
reborn (Weiss, Many Lives 83-4).
Perverted sexuality of the previous middle-aged
inhabitants of the house (Gokhale, The Book 98), made
them shed reason and dignity for sensual gratification
(Gokhale, The Book175).Fear of impotencies made
them exploit virgins and sacrifice an evolved male
child; setting in motion an incomprehensible Karmic
cycle(Gokhale, The Book 107).Panthers mauled them
to death (Gokhale, The Book 113-4). Excessiveness
and over indulgence destroys happiness. Hypnotic
progression revealed that altered state of consciousness
caused happiness (Weiss, Same Soul).
Souls return in physical formto repay Karmic debts.

Upon the death of Osborne, another dead inhabitant
of the house, past life phobia disturbed the ghost.
Trapped in a long illuminated tunnel, the ghost was
determined upon release. Devoid of memory, the ghost
suspended in time and space, cried out at the injustice,
the unfathomable reasons and circumstances that
caused the exile (Gokhale, The Book 123-4-5).
On Osborne and Father Benedictus’ death, presences
from other planes arrived to aid transmigration. Father
Benedictusstated that the past belonged to the past and
that the future was free and fearless (Gokhale, The
Book140-1).Immense freedom and forgetting,
accompanies the transportation of the soul between
dimensions. Good Karmas determines this. However,
presences deny passage, seizeand suspend the defaulters
(Gokhale, The Book179-180).
Rachita saw dead Lohaniju, her dead fiancée (Gokhale,
The Book 228) the dead inhabitants and the panthers
(Gokhale, The Book222-4) as she healed. During her
sessions with Dr Brian Weiss, on leaving the body,
Catherine saw wonderful familiar and unfamiliar people
coming to help her (Weiss, Many Lives).
Lohaniju, stated that “People neither live nor die, they just
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move houses, and bodies, and dimensions.”(Gokhale, The
Book 209) Hindu and Buddhist mystical writings are
full of references to reincarnation and in between
stages (Weiss, Same Soul 9) (Lanza, Biocentrism 34).
For spiritual, psychological and bodily healing,
consciousness separates from the body in phases
reaching the higher stages progressively to unite with
the One. The progress of the soul to higher levels
depends on free will(Weiss, Same Soul). Metaphysical
healing, hypnosis and meditation access the
subconscious, to the source of the symptom, to
heal,Hypnosis occurs when the conscious and the
subconscious converge, but the subconscious plays a
dominant role. Humans experience this stage of
hypnosis between wakefulness and sleep called the
hypnagogic state.(Weiss, Same Soul22-4).Beyond the
painless higher planes of pure consciousness, all souls
are connected (Weiss,Same Soul12-3).
Weiss’Healing
Weiss advocates eliminating mental and physical pain
through mediation, by imagining exhalingnegativity and
inhaling pure energy.Weiss’ method of healinginvolves
questioning a symptom on how it affects the body and
imagining swimming with dolphins, playfully. In another
method, after being lead through a beautiful temple
andthen a room with healing crystals, the patient sees
images of past life that connect and heal. Paired patients
heal by receiving impressions from exchanged objects.
Dr Weiss cured serious, chronic illnesses by the
aforementioned methods. (Weiss, Same Soul 46-53)

the body in a fully conscious state by awakening of the
seventh center (Woodroffe, The Serpent Power 10).
At this stage, the purified soul unites with the Lord.
Biocentrism asserts that the mind consciousness is
eternal and infinite (Lanza185-6). Scientifically,
everything has indestructible energy, which only
changes form. Therefore, everything is immortal
(Lanza, Biocentrism 191)Quantum mechanics seeks
to evolve a theory on consciousness by including studies
onneuroscience and consciousness; and
integratingbiology, physics, cosmology and their
branches (Lanza, Biocentrism195-7).
Conclusion
Science, psychology and spirituality merge (Weiss,
Same Soul17) to heal the human body and soul.
Gokhale too writes about the supernatural and
healing.Hypnotic delving into the subconscious, called
the collective consciousness by Carl Jung,enables
accessibility to memories of the entire human race
(Weiss, Many Lives11).Hypnosis and meditation can
heal and bring peace.
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six regions or Cakras,the principle centers of
consciousness (Woodroffe, The Serpent Power 1, 3).
The awakening of energy at the bottom of the spine
arouses the centers progressively. Arousal of the sixth
center leads to clairvoyance. This stage activates the
pituitary gland, enabling hearing the voice of the Master.
The sequential arousal of all the Cakrasenables leaving
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Abstract:
This paper seeks to situate the literary expressions
of Bengali Dalit refugee writer Sri Jatin Bala amidst
the paradigmatic terms ‘refugee’ and ‘exile’, and
their political, humanitarian, cultural and literary
ramifications. His autobiographical novel
“Shikarh-chheñra Jibon”(My Uprooted Life) is one
of the few Indian Refugee Dalit Autobiographies
in existence. In what way does JatinBala’s claims
of uniqueness of refugee narrative answer to the
present debates of marginality centred inside and
outside the Indian national boundaries? - is a
question this paper goes on to explore. The exile
in Edward Said both distinguishes between the
refugee and the exile, and yet agrees to their
interdependence for a meaningful existence. On
the other side of the spectrum, exiled critics like
Hannah Arendt raise humanitarian doubts about
the forced speechlessness and amnesia of the
refugee community for the sake of rehabilitation.
How does JatinBala’s literary expression negotiate
the interstices of these marginality theories and to
what gains, is a dilemma this paper persistently
seeks to unravel. In conclusion, this paper
juxtaposes JatinBala’s contemporary existential
narrative against the persistently-ticking Rohingya
humanitarian time-bomb that threatens to engulf
the Indian sub-continent, and seeks to discover
certain common parameters of analysis. This article
is divided into three parts. The first part enquires
the implications of ‘Refugee’ versus ‘Exile’ theories.

The second part finds its way forward by exploring
how JatinBala’s works reflect the exigencies of
these theories. In the third part, it then investigates
very briefly how the similarities and challenges
inherent in this discussion respond to the Rohingya
crisis which is reaching explosive proportions in
Bangladesh, with devastating consequences for the
entire Asian subcontinent.
Keywords: Marginality; Refugee; Exile; Literary
Narrative; East Bengal; Dalit; Rohingya.
The spatial and social displacement of people is
accelerating all around the world. In such a scenario,
words like ‘refugee’ and ‘exile’ have become common
parlance. However, subtle differences exist in their
configuration. They are certainly not synonymous
terms.Firstly, the term ‘refugee’ is supported and
monitored within a legal architecture and framework.
There is no legal support for the term ‘exile’, but the
latter has powerful cultural ramifications.Secondly, the
‘refugee’ lives in a situation of extreme physical threat.
The ‘exile’, on the other hand, signals psychic and
social distress more than physical threat to existence.
Thirdly, the figure of the ‘refugee’ is invoked more in
geo-political discussions, as a victim of sectarian,
communal or border conflicts. The figure of the ‘exile’
enjoys more literary sympathy as an uprooted and
detached person uniquely able and eventually obliged
to synthesize. Exile scholars go beyond boundaries to
read, discuss, debate and compare transnationally.
Fourthly, the status of the ‘refugee’ is always forced.
But for an ‘exile’, his/her status can be forced or
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unforced. For Edward Said, the status of the ‘exile’ is
a condition of permanent sorrow.Fifthly, the ‘refugee’
can go back or can be repatriated. In contrast, the
‘exile’ is forever handicapped by the loss of something
from the past now permanently out of reach. This
condition can be seen in the desperation Said (1986)
felt as a Palestinian in the USA.
Said observes (1979, 1986) that the ‘refugee’ and the
‘exile’ can co-exist. He finds a similarity between the
legally certified bereft figure of the refugee, and the
exile who speaks of his loss through narrative and
memoir, a characteristic sometimes also shared by the
refugee. The muteness of the refugee is a defence
mechanism against losing his identity into the
mainstream and merely exist as a sample of “good
reads”. Thus, the journey from the refugee to the exile,
according to Said, is a journey from mute suffering to
expression, but not reconciliation. It is definitely an
uncomfortable and humiliating experience. Important
exile writers include Caribbean Nobel Prize winners
V.S. Naipaul and Derek Walcott.
The interesting observation is that Refugee Law,
elaborated in the 1951 Convention Relating to the
Status of Refugees, is grounded in Article 14 of the
UDHR or Universal Declaration of Human Rights,
which guarantees to those who are persecuted the right
to seek asylum in another country, but not necessarily
the right to enjoy shelter and to be received as citizens.
Anthropologist Lisa Malkki (1992) says that refugees
are silenced subjects introduced to the mainstream. In
order to make this merger successful, refugees are
coerced to give up their history, their politics, and their
narratives of the past. This is precisely what happened
in the case of the East Bengal Dalit refugees.
A refugee is a figure in flight, and in denial of his
identity. On the other hand, the exile is a rebel who
seeks to assert his past and his roots through his
narrative. As both Said (2000) and Hannah Arendt
(1973) stress, amnesia is never the answer to a legacy
of domination.
Born in 1949 in East Pakistan, now Bangladesh,
Bengali Dalit writer JatinBala has several poetry

anthologies, two novels, a collection of short stories, a
series of research articles on the Namashudra and
Motua communities in Bengal, and a slew of awards
to his credit. Having lost his parents at a very early
age, Bala survived with his brothers’ support and was
forced to eke out a treacherous living in post-Partition
refugee camps in West Bengal. In this life full of
struggle, education proved to be his only succour. His
major works include several anthologies; a short story
collection; AmriterJibonerKathaa (A Life of Elixir),
a novel; Dalit SahityaAndolan — a collection of
research articles; Shikarh-chheñraJibon (My
Uprooted Life) - his autobiographical novel; and, A
History of the Namashudra and Motua Communities.
Apropos the categories of the ‘refugee’ and the ‘exile’,
that co-exist yet have important diverse characteristics,
the following observations come to arise upon a close
analysis of these texts by the author —
1. Documentation of the Partition effects upon Bengal
and Bengalis is very less, unlike in the other
partitioned state, the Punjab. In Bengal, it is mainly
limited to academic books and research articles,
with only two prominent non-fiction texts - Urvashi
Butalia’sThe Other Side of Silence (1998) and
Rupkumar Barman’s Partition of India and its
Impact on the Scheduled Castes of Bengal
(2012) - and RitwikGhatak’s film based on the book
TitasEkti Nadir Naam (1973) discussing the
phenomenon of the Dalit refugee. The two
proposed Kolkata Partition Museum Projects are
totally oblivious as yet of the Dalit angle. As Sri
JatinBala says in an interview to Dr. Jaydeep
Sarangi, “…the partition of India has been
particularly tragic for the Namasudras.” He
clarifies that he gives importance to description of
life at the three refugee camps over personal
history in My Uprooted Life, but regrets that none
of the Dalit refugee narratives are yet part of the
canon.
2. We tend to visualise refugees as a homogeneous
group of people, what can be termed as “the myth
of homogeneity”. However, the caste-segregation
of East Bengal refugees was present even before
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the Partition. The Namashudra Community of
JatinBala performed menial tasks, signifying the
physical and social boundaries of their villages in
East Bengal. Thus, words like chandal/charal,
chamar and chasha/chashare came to signify
entire communities.
This politics of segregation was carried forward postPartition, when upper-caste refugees secured
respectable rehabilitation with their relatives in West
Bengal, education and jobs, while the lower-caste
refugees were rehabilitated in the inhospitable terrains
of the transit camps, the Andaman Islands and the
Dandakaranya forests of Odisha.
Thus, the entire process of crossing over is marked by
dual caste and refugee identities – a Double Identity.
3. The history of the Namashudras and their role in
spreading the boon of education among the backward
communities can be known by reading the works of
Sri JatinBala - particularly the contributions of Sri
Harichand and Sri Guruchand Thakur; his own family’s
role in establishing schools for backward caste
children, and his own struggle to gain education even
by studying under railway station lights, that sustained
him several times when he contemplated suicide. Thus,
the seeds of the transition from refugee to exile, and
also a refusal to be the silent subject a.k.a. the refugee
are sown early on. The self-educated exile refuses to
let his narrative disappear and pens his thoughts with
dogged and disturbing tenacity.
4. There is the persistent trauma of the exile which Sri
JatinBala says has poisoned every moment of his life
despite his journey from education to expression to a
government job to recognition to translation. “Those
camps may well have been demolished but horrifying
memories of those days still haunt me….That’s why
you find it in my creative writing.” (Interview with
Jaydeep Sarangi)
5. Sri Bala’s works highlight the contrast between
mainstream Bengali refugee narratives and Dalit
refugee narratives (all emerging between 2010 and
2018), just as Manoranjan Byapari, another Dalit
refugee autobiographer, points out the difference

between Manik Bandyopadhyay’s Brahminical
narrative Padma Nadir Majhi and Adwaita
Mallabarman’sTitasEkti Nadir Naam. Thus, a
unanimous or homogeneous narrative of refugee
trauma is not achievable. Sri Bala mentions in the same
interview : “There were some who did not want to go
out of Bengal to be rehabilitated at the Balagarh camp
at Dandakaranya….the refugees embarked on a
hunger strike and I got directly involved in
it…..Naturally my autobiographical novel stands out
for being more of a realistic portraiture of the larger
Dalit condition than a projection of the plight of an
individual Dalit.”
6. Sri JatinBala’s works also focus on a fabricated
story of self-respect; they reveal how upper-caste
Bengali refugees have been called enterprising for
settling themselves through independent efforts, while
the Dalit Bengali refugees are labelled as lazy for
depending on government dole, psychologically
branding them as uncivilised and lacking the will to
excel — in short, creating an Other of the Other.
7. Sri JatinBala’s works also help us to understand the
political rise of the Namashudra and Motua
communities. The alienation from Left politics after
the Marichjhapi (1979) and Nandigram (2007) incidents,
and a definite leaning towards the Trinamul Congress
camp has resulted in splitting the two communities
ideologically and politically. Also, Left-leaning refugee
activists have been accused of sidelining their Dalit
identities, as Leftist politics denies caste problem in
West Bengal. Sri Bala also wonders how they should
situate the dual identity of Dalit and refugee within the
wider caste movement in India.
8. The notable interstices in Sri Bala’s refugee
narrative, especially with regard to gender, need a
special mention. There is only passing reference to
sexual labour of Dalit refugee women as something
perhaps unpalatable to the author. The dual labour of
Bengali Dalit refugee women both inside and outside
their homes to sustain their families is ignored. Though
the plight of Bengali Dalit women in the pre-Partition
era is highlighted through descriptions of some of the
author’s female relatives as also descriptions of camp
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torture on Dalit refugee women, there is no
psychological profiling of these women. His narrative
is also absolutely silent about patriarchy in refugee Dalit
homes.
The paper takes a brief look at the Rohingya exodus
taking place into Bangladesh, which presents a terrible
tragedy comparable in scale and effect to the East
Bengal refugee crisis, with certain similarities and
contrasts in the displacement of marginal communities.
The Rohingyas are Muslims unaccepted by the
predominantly Buddhist community of Myanmar, and
labelled as illegal Bangladeshi settlers. Currently there
are more than one million Rohingya refugees in
Bangladesh. The problem originated in 1970s and came
to a head in August 2017; and once again, Bangladesh
is the backdrop to this unfurling human tragedy,
described by the U.N. Secretary-General
AntónioGuterres as “the world’s fastest-developing
refugee emergency and a humanitarian and human
rights nightmare.”
“The partition of a country, of a nation, did not signify
merely political or geographical division — it also
bisected, rather tore apart, the Namahshudra nation’s
society, culture, ethos, language and way of living….For
the brunt of the Partition is borne by the countless
homeless people of the Namahshudra community to
this date.” (Bala; My Uprooted Life; pg.36; translated
by this author.) Just as the East Bengal refugees were
escaping from a communal backlash in Bangladesh,
the Rohingyas are also escaping religious persecution.
However, as Sri Bala describes in his autobiographical
novel, it would be too simple to consider only the
religious angle; primarily, the Rohingya crisis is also a
backlash against economically and socially backward
minorities who have been turned homeless and rootless
again and again.
The social and economic ramifications of the Rohingya
refugee crisis are horrific. The Rohingyas have been
involved in serious clashes with the locals over land.
Crops and the tourism industry have suffered
considerable damages due to these animosities. Petty
crimes and smuggling are on the rise in the Teknaf
region due to lack of education and jobs, which was

not the case for the East Bengal refugees. Bangladesh,
however, lacks a Refugee Commission to deal with
such issues.
Militarily, the influx of Rohingya refugees has caused
changes in the demographic composition of the settler
areas. Security fears are also being fanned because
of ARSA’s (ArakanRohingya Salvation Army, the
militant arm of the Rohingya population) links to
terrorists. To cite just one example, in India the 2014
Bodh Gaya bomb blast case was erroneously linked to
Rohingya refugees. This indicates that there is an uppercaste majoritarian backlash against these refugees in
India too, just as against the Dalit refugees from East
Bengal.
The struggle against environment is immense too, as
elephant corridors have been destroyed in building the
Rohingya refugee camps. Because of these issues and
constant bickering with the local populace, the
administration has pondered upon shifting these
refugees to an inhospitable island - Bhashan Char - of
Bangladesh. Similar settlements of East Bengal
refugees on inhospitable terrain and the hardships
involved to merely survive and eke out a living have
been described graphically by Sri Jatin Bala in his
autobiography. His resolve to become the exiled
narrator came from his humiliation as worse than a
second-class citizen in refugee camps of the nation he
was supposed to call his own because of his religious
identity.
Childhood and its struggles against a hostile world,
form a large part of JatinBala’s narrative. Rohingya
children, too, are affected by malnutrition and trauma,
used as distributors of “Mad Drugs” and for childtrafficking. BRAC, the Bangladesh NGO, and
UNICEF are setting up temporary schools and
madarsas for these displaced children. The lack of
any formal education among these children and their
parents signals the loss of a major chunk of historical
narrative of persecution. But the steely resolve of the
exile never to forget, as when Sri Bala describes
surviving similar persecution as a child, remains
something to hope for. “Just think of it - a boy, just
about four and a half years of age, walking into a
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refugee camp in India…I was uprooted, I was a
Dalit…The day I had fallen to the ground with a
headload of hay, I had sworn that I would educate
myself and that was the day I wrote my first letters.”
(Interview with Jaydeep Sarangi). Perhaps, when
better educational opportunities emerge for the
Rohingya refugees, they too would shame violators of
humanity with experiential narratives.
Lack of expression is the most problematic aspect of
the Rohingya crisis. Though a number of research
papers and news articles are being written about their
humanitarian plight, no first-person authentic narrative
accounts are emerging, primarily due to lack of
education among Rohingya refugees. The only major
literary expression so far has been at the Dhaka
Literary Festival of 2017, where concerns about their
plight were raised by European film stars and journalists
alike. In this context, Sri Bala’s scathing criticism is
particularly memorable. “The life lived by Dalits in
Bengal in particular and in India at large, is very
different from the way it is portrayed in modern Bengali
literature. It is a make-believe world.” (Interview with
Jaydeep Sarangi) The bhadralok Bengali intelligentsia
on both sides of the border needs to take note of this
criticism of its complacency. It needs to stop looking
the other way whenever the Rohingya refugee looms
on the horizon, and instead approach the new marginal
identity with empathy and recognition in its discussions
and literary endeavours, and more importantly empower
the Rohingya ‘Other’ with narrative rights.
In the absence of refugee laws in Bangladesh - and
without the right to freedom of movement, education
and employment - the Rohingya refugee narrative is
effectively silenced through five decades of informed
institutional and intellectual neglect. In conclusion, we
may note, that as we see the Bengali Dalit refugee
break free of his clandestine status and pen the pain
of an exile in solidarity with marginalised and displaced
people all over the world, we hope that the subcontinent
comes to grips with history and with its subhuman
treatment of the Rohingya refugees, and charts the
course to a new dawn.

“Tell me, what is my country?
The country where I was born
Why am I a foreigner?
I have only one name : refugee.
I have no nationality
I carry my baggage as a refugee
Tell me,
What is my land?
Where can I stand for a while?….
(Extract from REFUGEE, by JatinBala, translated by
Jaydeep Sarangi)
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Abstract:
The novel The Storied Life of A.J. Fikry by Gabrielle
Zevin, portrays the life of a man named Ajay,
referred to as A.J.,who faces a series of mishaps in
his life. The aim of this article is to elucidate the
manner in which he developed resilience despite
the gruelling problems he had to face. A.J. applied
logotherapy, which is a meaning-based therapy
propounded and promulgated by a neurologist and
psychiatrist named Viktor Frankl. Frankl
advocated three different ways to discover meaning
in one’s life. Developing valuable relationships is
one of the three ways, and this aspect has been
researched upon in this article. According to
Frankl, a human being is not an assortment of
drives, instincts and desires as stated by several
leading psychiatrists. A man tends to find his life
meaningful only when he ceases living a selfcentered life and attempts to reach out to fellow
human beings. The individual would eventually
develop the resilence to overcome the traumatic
thoughts that might be haunting him/her, thereby
enabling himself/herself to lead a meaningful life.
The paper reflects on the importance of developing
valuable human relationships and its role in
fortifying a person from his traumatic past, through
the life of A.J, the protagonist of the novel.

Keywords: Trauma, Love, Meaning, Resilience,
Logotherapy.
Trauma is the outcome of shocking and disastrous
events in life that affects a person psychologically.
Terminal illness, death of loved ones, war, genocide,
etc, are some of the prominent causes of trauma: “In
its general definition, trauma is described as the
response to an unexpected or overwhelming violent
event or events that are not fully grasped as they occur,
but return later in repeated flashbacks, nightmares, and
other repetitive phenomena” (Caruth 104).
Experiencing trauma for a prolonged period of time
can seriously impair the emotional and psychological
well-being of an individual. However, the theory of
resilience assures that trauma can be overcome by
adopting a thought process that is conducive to mental
health: “Resilience theory is a multifaceted field of
study that has been addressed by social workers,
psychologists, sociologists, educators and many others
over the past few decades. In short, resilience theory
addresses the strengths that people and systems
demonstrate that enable them to rise above adversity”
(VanBreda 14). According to resilience theorists, the
magnitude of trauma is not proportional to the traumatic
event, but to the manner in which the individual
responds to it. An individual who fails to combat his
problems with resilience eventually develops existential
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vacuum, wherein, life appears to be meaningless.
Dr. Viktor Frankl, a neurologist and psychiatrist, who
was an inmate of four different concentration camps,
proclaimed that every life is meaningful, despite having
experienced the horrors meted out in the camps. In
his book Man’s Search for Meaning he delineates
the horrors he encountered in the concentration camp
and the methodology he adopted to remain resilient
and battle existential vacuum. He stated that it is the
individual’s responsibility to discover the meaning of
his/her life by actively participating in it and being
resilient in the wake of traumatic experiences. Frankl
named his theory as logotherapy, wherein, the Greek
word logos denotes “meaning” (MSM 104). He
suggested that in order to discover the meaning of life,
one should cease being self-obsessed and contribute
to the wellbeing of others alongside fostering healthy
relationships.
Love is the only way to grasp another human
being in the innermost core of his personality.
No one can become fully aware of the very
essence of another human being unless he
loves him. By his love he is enabled to see
the essential traits and feature in the beloved
person; and even more, he sees that which is
potential in him, which is not yet actualized
but yet ought to be actualized. Furthermore,
by his love, the loving person enables the
beloved person to actualize these
potentialities. By making him aware of what
he can be and what he should become, he
makes these potentialities come true. (Frankl,
MSM 116)
The aim of this article is to prove that a meaningful
life can be led only when an individual stops being
obsessed with his problems and learns to be resilient
and accept difficulties and challenges as an integral
part of life. However, to do so, he ought to participate
in life, as withdrawing from society and brooding over
his misfortunes will only magnify the problem and
aggravate the pain. Meaning eludes the person who
chases it fervently and also the one, who thinks only

of his own betterment. However, when a man shifts
the focus from himself and begins to devote all the
activities of his life to a loved one, he discovers the
inner strength to overcome his own trauma and begins
to find life meaningful. The attiude adopted by an
individual also plays a vital role in his battle against
trauma. Frankl has categorically stated that, suffering
which cannot be evaded must be embraced gracefully,
as life tends to impart a message using suffering as a
channel: “Logotherapy teaches that pain must be
avoided as long as it is possible to avoid it. But as soon
as a painful fate cannot be changed, it not only must
be accepted but may be transmuted into something
meaningful, into an achievement” (Frankl, WTM 51).
The Storied Life of A.J. Fikry is a novel by Gabrielle
Zevin. The protagonist of the story is a bookseller
named Ajay Fikry, who is referred to as A.J. A.J. had
discontinued his PhD and settled down in a remote
place named Alice Island along with his wife to become
a bookseller, a vocation that the couple found exciting.
After her untimely death, he withdrew from society
and became disillusioned with everything. He lost
interest in running the bookshop and operated it in a
perfunctory fashion, only to earn his livelihood. He was
not bothered about replenishing his supply of books, to
cater to the requirements of his readers. He drank
heavily and ate unhealthily, which began to affect his
health. The fiasco was complete when his extremely
rare copy of Tamerlane, a book authored anonymously
by Edgar Allan Poe when he was eighteen, was stolen.
The cost of that book was estimated to be around four
hundred thousand dollars and A.J. had pinned all his
hopes on it to attain financial independence and thereby
obtain his release from that Island. However, the theft
had shattered all his hopes in an instant and he had no
other choice but to live in the island and replenish the
bookshop which was his sole source of income. This
is when his resilience came into play and he decided
to alter his shoddy lifestyle and bring his life back on
track: “A person is free to shape his own character,
and man is responsible for what he may have made
out of himself. What matters is not the features of our
character or the drives and instincts per se, but rather
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the stand we take towards them. And the capacity to
take that stand is what makes us human beings” (Frankl,
WTM 5).
A.J. thereby decided to maintain his health as it was
deteriorating rapidly due to his debauched lifestyle. He
left his shop unlocked when he went out to exercise,
as it contained nothing precious anymore. On his return,
he found a toddler in his shop with a note pinned to the
child’s doll, which revealed the fact that it had been
deliberately left there as the mother was unable to take
care of it. The child was twenty-five months old and
was named Maya. Initially, A.J. considered sending
her away with a social worker. However, when the
social worker arrived, he found it impossible to part
with Maya as he was worried that the child might end
up with the wrong kind of people much against the last
wish of her mother, who desired that her daughter must
be brought up by people who loved books. He thereby
decided to adopt Maya and that decision gave him a
new lease of life.
His bookshop inadvertently turned into the hub of Alice
Island’s social life because of Maya. People began
frequenting the shop to check out the little girl, and in
order to entertain them, A.J. began stocking books of
their choice. A police officer named Lambiase, who
had investigated A.J.’s wife’s accident, Tamerlane’s
robbery and Maya’s whereabouts; volunteered to be
her godfather. He requested A.J. to organize a
christening ceremony for Maya, which A.J. refused
to do, stating that he was not a Christian. Lambiase
insisted that a party should be organized at least, to
formally announce the adoption of Maya to which A.J.
agreed. A.J.’s sister-in-law Ismay was chosen as
Maya’s godmother. These new relationships made
A.J.’s heart swell with love.
A.J. watches Maya in her pink party
dress, and he feels a vaguely familiar,
slightly intolerable bubbling inside of
him. He feels drunk or at least
carbonated. Insane. At first, he thinks
this is happiness, but then he
determines it’s love. Fucking love,

he thinks. What a bother. It’s
completely gotten in the way of his
plan to drink himself to death, to drive
his business to ruin. The most
annoying thing about it is that once a
person gives a shit about one thing,
he finds he has to start giving a shit
about everything. (Zevin 99)
A.J’s love for Maya made him more receptive to the
emotion and he fell in love with Amelia, a woman
working for the publishing house and married her. A.J.
thereby found happiness and love once again after his
wife Nic’s death. However, his happiness was
shortlived as A.J was eventually diagnosed with
Glioblastoma multiforme, which happened to be a rare
form of brain cancer. However, A.J was not shattered
by this predicament. He was contented with the
manner in which he had carried on with his life despite
all the challenges that life had thrown at him:“What
counts is not our fears and anxieties as such, but the
attitude we adopt toward them. This attitude is freely
chosen” (Frankl, UCM 49). He evaluated his own life
on his death-bed and realized that he had successfully
overcome every traumatic event and emerged as a
better human out of every challenge. From being a
selfish, embittered man, he had evolved into a loving
father and husband. He had also carved out a niche
for himself as the key figure of the society due to his
vocation, as it is a widespread conception that a
bookshop is the hub of social activity and it adds life to
the place it is located in.
Maya’s life had turned out beautifully owing to A.J’s
decision to adopt her. Amelia found the love of her life
in A.J since he decided to give himself another chance
to experience happiness and opened himself to giving
and receiving love. His decision to replenish his
bookshop and keep it functioning added character to
the island. This realization was tantamount to an
epiphany and he was thoroughly convinced that the
attitude that one adopts during crisis is what enables a
man to overcome the trauma that he experiences, and
the contribution that one makes towards the upliftment
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of fellow human beings and the society at large is what
makes a life worthy and meaningful: “In accepting this
challenge to suffer bravely, life has a meaning upto
the last moment, and it retains this meaning literally to
the end. In other words, life’s meaning is an
unconditional one, for it even includes the potential
meaning of unavoidable suffering” (MSM 118).
A.J was thoroughly convinced that he had lived a
meaningful life as he not only managed to overcome
his own traumatic past with immense resilience, but
had also added value to the lives of his loved ones.
Thereby, his parting advice to his daughter Maya was:
““We aren’t the things we collect, acquire, read. We
are, for as long as we are here, only love. The things
we loved. The people we loved. And these, I think
these really do live on.”” (303)
Abbreviations:
MSM- Man’s Search for Meaning
UCM- The Unheard Cry for Meaning
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Abstract:
The inceptive concept of feminism propounded by
Western feminists focused on procuring equal rights
for women in European countries. Later on,
realizing the homogenous consternation of women
globally, it aimed to embrace them by coining the
term ‘Global sisterhood’. But postcolonial feminists
rejected this strategic alliance based on sexist
oppression and urged to intersect it as ethnic-racialnationality based sexual oppression i.e. multiracial
feminism. The present study aims to analyze such
sexual violence and social injustice towards third
world females, who were violated and victimized
due to regional tensions between Pakistan and
Bangladesh. The modern People’s Republic of
Bangladesh is a recently emerged South Asian
country. It was separated from Pakistan in the year
1971 but with it came enormous physical, social
and economic chaos. The political conflict between
the two nations tremendously traumatized and
distressed the women of the present-day
Bangladesh. The present research aims to study
hegemonic Eurocentric feminism vs. Third World
feminism to exhibit the struggle and activism of
multiracial third world women who have received

insufficient attention in Eurocentric feminist
approach in the backdrop of Tahmima Anam’s The
Good Muslim published in 2011.
Keywords: Hegemonic Feminism, Third World
women, Social Injustice, Pakistan- Bangladesh
conflict.
The concept of the Third World emerged when western
navigators discovered the ‘New world’, impoverished
and disadvantaged than the western industrial and
capitalist world. The discovery led to an extrapolated
mission of imperialism and colonization encompassing
hegemonic control over this new world, labelled as the
‘Third World’. Similar kind of distinction is perceived
between feminist interpretations of the ‘First World’
and the ‘Third world’. It is observed that initially the
inceptive concept of western feminism focused on
procuring equal rights for women in the European
countries which further led to the realization of
universal subjugation of women and an embracing
attitude towards the Third World women calling it
‘Global sisterhood’. But this attempt to portray women
as a universal homogeneous powerless group is openly
rejected by postcolonial and Third World feminists, who
urged to intersect it as an ethnic-racial-nationality based
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oppression,
If such concepts are assumed to be universally
applicable, the resultant homogenization of class, race,
religious, cultural and historical specificities of the lives
of women in the third world can create a false sense
of the commonality of oppressions, interests and
struggles between and amongst women globally.
Beyond sisterhood, there is still racism, colonialism and
imperialism. (Mohanty, 1988: 77).
Therefore the Third World feminists emphasize to
analyse racial, religious and ethnic differences and
conflicts which have always been detrimental to
feminine sexual purity and further societal acceptance.
In the same context Tahmima Anam in The Good
Muslim attempts to portray heart wrenching episodes
of war time sexual assault and the consequent social
injustice towards Bangla women. The first section of
the present research article depicts a brief review and
comparison between the Eurocentric and Third World
feminisms. The second section presents theoretical
insights and textual analysis of Third World feminine
sexual trauma. The article concludes objectively
highlighting the importance of individual Third World
feminine concerns as quite distinctive from the First
World cry of equal gender rights.
In order to understand the above-mentioned distinctions
in feminism, two theoretical terms i.e. ‘Hegemonic
feminism’ or white First World feminists vs.
‘Multiracial feminism’ of Third World women of
colour are compared. Chela Sandoval calls
‘Hegemonic feminism’, a Eurocentric approach
dominated by white feminists and mentions in her book
Methodology of the Oppressed, “This logic of
hegemonic feminism is organized around a common
code that shaped the work of a diverse group of feminist
scholars, including Julia Kristeva, Toril Moi, Gerda
Lerna, Cora Kaplan, Alice Jardine, Judith Kegan
Gardiner, Gayle Greene, Coppélia Kahn, and Lydia
Sargent.” (Sandoval, 1956: 65) This category of
feminism emphasizes sexism as the only and ultimate
oppression with an intention to secure equal gender
rights. However during late 1960s, feminist

organizations like National Organization for Women
(NOW), Women’s consciousness raising (CR) groups,
Hijas de Cuauhtemoc (Chicana group), Women of All
Red Nations (WARN) and Asian Sisters initiated
diversified feminist concerns related to Third World
females. These exclusive Third World feminine groups
included Black feminists, Latina feminists, Mexicans
and Asian American feminists’ alliance groups and
instead of considering sexism as the supreme and
ultimate oppression they talked about racism, classism,
and color based sexual oppression. Maxine Baca Zinn
and Bonnie Thornton Dill attempted to encapsulate this
distinction by suggesting a single term i.e. ‘Multiracial
Feminism’:
“While we adopt the label “multiracial,” other terms
have been used to describe this broad framework. For
example, Chela Sandoval refers to “U.S. Third World
feminisms,” while other scholars refer to “indigenous
feminisms.” In their theory text-reader, Alison M.
Jagger and Paula M. Rothenberg adopt the label
“multicultural feminism.” We use “multiracial” rather
than “multicultural” as a way of underscoring race as
a power system that interacts with other structured
inequalities to shape genders.” (Zinn and Dill,
1996:324).
The conceptual framework of multiracial feminism
concentrates on the struggle of Third World women
(belonging to a particular race) against sexual racial
oppression being inflicted upon them from people and
structures belonging to a different race. Thus the
primary concern in this situation is not fighting for equal
rights but calling for justice against physical and mental
oppression/molestation because of the difference
between their races. In the words of Becky Thompson:
Multiracial feminism is not just another brand of
feminism that can be taught alongside liberal, radical
and socialist feminism. Multiracial feminism is the heart
of an inclusive women’s liberation struggle. The raceclass-gender-sexuality-nationality framework through
which multiracial feminism operates encompasses and
goes way beyond liberal, radical and socialist feminist
priorities- and it always has...Teaching Second Wave
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history by chronicling the rise of multiracial feminism
challenges limited categories because it puts social
justice and anti-racism at the center of attention.
(Thompson, 2002:349).
Here the centre of attention is the Third World Bangla
women who had to face dual oppression and trauma
caused by external forces as well as internal national
policies.
The resident Bangla women were sexually victimized
and traumatized during the 1971 political national
conflict between East Pakistan and West Pakistan
which was caused primarily due to distinct religious
and cultural practices, language, food habits, physicality
and aesthetic sensibility wherein Bengali Muslims were
considered ‘Indianized’, ‘unreliable co-religionists’,
‘half converts’ and ‘nominal muslims’ (Ali. 1983,
Roy.1996) The East Pakistanis influenced by Bangla
culture and language were shunned by the West
Pakistanis who preferred Urdu and Punjabi. The
situation became explosive when Muhammad Ali
Jinnah, founder of Pakistan declared Urdu as the sole
national language which disappointed the citizens of
East Pakistan and led to a language movement (1952).
Secondly, Bengali women were advised to give up the
practice of wearing Sari which was considered
improper and immoral clothing style as per Muslim
religious norms. The politically dominant West desired
to modify the language and cultural practices of the
Eastern region which seemed to be derived from
Hinduism.
The final attempt to degrade East Pakistanis was the
refusal of the West to accept the Bengali leader Sheikh
Mujibur Rahman who won the general election of 1970.
In spite of sharing power, West Pakistan initiated a
secret mission named ‘Operation Searchlight’ and
attacked Dhaka University which was a centre of civil
movements. Describing Pakistani soldiers’ attack on
female dormitory of Dhaka University, the US General
Consul Mr. Archer K Blood (Present in Dhaka at that
time) sent a secret telegram to his officials and
informed, “Rokeya Hall, a dormitory for girl students,
was set ablaze and the girls were machine-gunned as

they fled the building. The attack seemed to be aimed
at eliminating the female leadership since many girl
student leaders resided in that hall.” (Blood, 2014).
This was the beginning of the nine months Liberation
War of Bangladesh (1971) where two groups- Punjabi
soldiers of West Pakistan and Mukti Bahini, Bengali
guerrilla army clashed with each other.
In the above mentioned national political conflict
Bangla women were treated as instruments in the
apparatus of national honor and were ultimately
deprived of discrete identification. Cynthia Enloe
identifies it as licensed sexual violence or ‘militarized
rape’ (Enloe, 2000) which acquiesces mass rape of
women belonging to opposite race. In the words of
Jyoti Puri, “Precisely because women represent the
external and internal boundaries of nations and national
identities, they are especially vulnerable to violence.
In these cases, violence toward women is an attack
on the nation or ethnic group that they represent.
Indeed, the use of rape as a means to simultaneously
violate women of enemy groups and the group itself
led feminists to call rape a war crime.” (Puri, 2004:120)
Tahmima’s novel The Good Muslim delineates
appalling portrayal of ‘wartime sexual violence’ where
Bangladeshi females were treated as ‘comfort women’
with eugenicist stratagem by Pakistani nationalist
soldiers, “Some had been raped in their villages, in front
of their husbands and fathers, other kidnapped and held
in army barracks for the duration of the war.” (Anam,
2011:69). During the war, Pakistani soldiers established
horrific rape-camps for Bangla women and around 2,
00,000 women were sexually exploited. Piya, an
eighteen-year-old rape victim in the novel narrates her
trauma,
I was captured by the Pakistan Army on 26 July 1971.
They came to raid my village...I was put on a truck.
Our neighbour’s daughter was with me; She was only
fourteen...We were chained to the wall. Someone had
been there before us- we saw her name scratched
into the wall. She hanged herself, so they shaved our
hair and took our saris. Twenty, thirty (men). They
took turns. After the other girl died, it was just
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me...Until the war ended. (Anam, 2011:293).
In addition to Enloe’s classification, another less
contemplated fons et origo i.e. ‘eugenicist approach’
is observed here which violates feminine chastity and
effectuates selective breeding of a specific race,
ethnicity, and nationality: “Eugenistic constructions of
national reproduction concern much more than the
physical ‘health’ of the next generation: they concern
notions of ‘national stock’ and biologization of cultural
traits.” (Davis, 2008: 33). In addition to corrupting
National honor, another objective was to plant Punjabi
Pakistani ‘gene’ in the wombs of Bangla women which
will evolve an entire Pakistani nationalist future
generation on Bangladeshi terrain. Bina D Costa
reveals shocking facts interviewing Dr. Geoffrey Davis
of Australia who met prisoners of war in Bangladesh:
B: How did they justify raping the women?
GD: They had orders of a kind or instruction from Tikka
Khan to the effect that a good Muslim will fight
anybody except his father. So what they had to do
was to impregnate as many Bengali women as they
could. That was the theory behind it.
B: Why did they have to impregnate the women? Did
they tell you?
GD: Yes, so there would be a whole generation of
children in East Pakistan that would be born with the
blood from the West. That’s what they said. (Costa,
2010).
A distorted version of nationalistic illusion led eugenicist
approach coalesced with mass rape of autochthonous
Bangla females ensued as the most horrendous crimes
committed against women in the 20th century. The
physically, mentally, financially and socially
incapacitated women perceived no fortification on the
Post Liberated Bangladesh in which the first venture
of the newly constructed nationalism was to terminate
Pakistani fathered foetus. The entire manoeuvre was
well contrived in the veneer of national rehabilitation
program first by bestowing the title birangonas or
‘war heroines’ to rape victims, “We will rehabilitate
you. Back into society...Sheikh Mujib said...you were
heroines, war heroines.” (Anam, 2011:69) Secondly

by establishing Women Rehabilitation centres for
birangonas to recuperate and reunite with families
so, “that their lives would soon return to normal, that
they would go home and their families would embrace
them as heroes of the war.” (Anam, 2011:69) The
bonafide aim was to persuade Bangla women to abort
antagonist nationalist foetus in the hegemonic
patriarchal nationalism endorsed structure. Maya
narrates about her volunteer services at Rehab centres,
“You thought I was just helping the sick ones but we
had a whole clinic at the back...What Sheikh Mujib
said? That he didn’t want those bastard children in our
country.” (Anam,2011:243) Piya, the face of rape
victims refuses to abort her child and disappears, “They
forced her. And she is not the only one. Some of the
girls don’t want to. But they’re ashamed; they’re told
that they’re carrying the seeds of these soldiers,”
(Anam, 2011:142) those who were born were already
in wretched condition, “The war babies, the children
of rape, had been left to junior doctors, the volunteers
in ragged tents on the outskirts of town.”(Anam,
2011:244).
The twin endeavours of Bangla political leaders to
reintegrate birangonas in the mainstream society
were inefficacious. The male freedom fighters enjoyed
status and opportunities in public sectors whereas these
birangonas received public humiliation and societal
disowning. In spite of Sheikh Mujib’s appeal to the
nation to accept these birangonas, family members
did not welcome them, “They said they don’t want us.
Where are we supposed to go?” (Anam, 2011:69).
Finally the ultimate appeal of these birangonas to be
called muktijuddhas (freedom fighters) was also
neglected, “We don’t want to be heroines. We are
ashamed. We want to leave our shame behind.”
(Anam, 2011:69)
The racial hatred of West Pakistanis decimated these
bangle females’ pride as many of them are still
struggling to get rid of sexual shame forcibly imprinted
on their forehead, “Right now, across the country
thousands of women live with the memory of their
shame.” (Anam, 2011:213)
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Publications, 2008.

Thus, we see that the incidents of xenophobic sexual
assault of Bangladeshi women by Pakistani soldiers
are irredeemable and the consequent struggle of these
multiracial females is much more than a plea of equal
gender rights propounded by Eurocentric feminist
agenda. The multiple issues in the day to day lives of
third world women of color, physically challenged
women, poor women, old women, working-class
women, Dalit women, lesbians, heterosexual women,
and even financially privileged women need to be
recognized: “In the first (essay) I wrote, ‘I believe that
the oppression of women is the first impression’... Now
what matters most is more abstract and totally specific:
the closest word to it, justice.” (Segrest,1985: 12).
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Abstract :
The paper traces the journey of a disturbed
individual in Anita Nair’s The Better Man by
exploring the emotional boundaries confronting
him. The trauma of having to negotiate between
one’s fractured inner self as well as the need to
camouflage the non-existence of such a self
becomes appallingly apparent. In the process it
delineates the subtle shades of an individual’s inner
being and his existential anguish. It probes
Mukundan’s psyche, bruised and battered by his
childhood experiences owing to the tyranny of his
father. He is, thus forced to shun society and live a
secluded life. The views of the Indian psychoanalyst
and author, SudhirKakar are applied to shed light
on how the protagonist’s infantile experiences
become the basis of his underlying personality.
Keywords: Psyche, inner
experiences, personality

self,

childhood

Culture constitutes the psychological mindset of an
individual and forges his identity. Studies have validated
that abuse in early childhood shatters a child’s selfesteem and confidence. This casts its gloomy long
shadow on an individual and affects his cultural
consciousness. Early Indian psychoanalysts like
Girindrasekhar Bose and others adapted the western
classical mode of approach having incorporated the
principles and values of Indian culture. In recent times,
Sudhir Kakar relates his theoretical concepts to the
Freudian psychoanalytical tradition and is one of the
most reputed scholars in the field of psychoanalysis

and culture, along withGeorge Devereux, Geza Roheim,
Abram Kardiner, Erik Erikson, and others. He
resonates the views of his mentor Erik Ericson who
considered the process of identity formation as an
ongoing one and as one that was inseparable from his
cultural and historical factors.
While western ideology stresses on individualism with
minimal familial ties, the Indian context is quite different
wherein the individual is entangled in the symbiotic
womb of the family system. Though the family supports
him in braving the vicissitudes of life, it later leaves
him unprepared to take decisions and handle life. To
face the challenges that confront him, he develops
various strategies to construct an outer social self. He
grovels in uncertainty thus distancing himself from his
true inner identity. Kakar’s ground breaking work, The
Inner World: A Psycho-analytic Study of Childhood
and Society in India published in 1978 entails a
scholarly and comprehensive account of the question
of Indian identity from a psychoanalytic perspective.
Speaking of an Indian identity, Kakar states:
Identity as used here, is meant to convey the
process of synthesis between inner life and
outer social reality as well as the feeling of
personal continuity and consistency within
oneself. It refers to the sense of having a stake
in oneself, and at the same time in some kind
of confirming community. (2)
Kakar has aligned psychology, anthropology and
religion, three separate disciplines in the history of
Western thought with distinct genealogies to interpret
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the Indian psyche. In his Inner World, Kakar conducts
a psychoanalytic analysis of the role of the father in
the Indian child’s socio-emotional development during
it’s early childhood. Anita Nair is one such
contemporary Indian English writer whose works have
dealt with themes of introspection and self-discovery.
Her novels impart an intimacy having been written from
her first-hand experience of the locale and events. Her
debut novel, The Better Man (1999) set in the fictitious
village of Kaikurussi is moulded on the lines of her
ancestral village of Mundakottukurussi near Shornur
in Kerala and reflects the minutiae of day-to-day social
activities there. The Better Man delineates the subtle
shades of the individuals’ inner being and their
existential trauma. Tracing the life of the protagonist,
Mukundan, the paper attempts to explore how our adult
development has its foundations firmly rooted in the
inner life of the child within us. This will be reinforced
by applying Kakar’s views that an individual’s infantile
experiences become the basis of his underlying
personality. The narrative unfolds with the protagonist,
Mukundan Nair, a retired government employee and a
bachelor returning to his native village Kaikurussi. On
his forced return to his gargantuan house (tharavad),
he is haunted by the ghosts of his mother and his
ancestors and a sense of failure. He constantly
reproaches himself for abandoning his mother to the
mercy of his father and finds himself unable to measure
up to his still alive and domineering eighty-nine year
old father, Achuthan Nair. The novelist narrates the
struggle of the protagonist, Mukundan Nair through
the political and social reality of his time to become a
better man.
The paper investigates how patriarchy works
psychologically and co-relates patriarchal culture and
the caste system in carving out an Indian identity.
Though patriarchy has common features across
societies, it combines with other dominant structures
and acts differently in each society. Patriarchy is
described as a system of social structures and practices
“that privilege some men over all others, including other
men, and enable their automatic access to intellectual,
spiritual and material resources” (Geetha 8). In the

Indian society, the male child’s subordination to the
father is temporary as he takes up the father’s role as
the head. But in the case of some men, they remain
brutalized throughout their lives fighting a psychic battle
as the case in point. The Better Man delineates the
picture of a matrilineal joint family system of Kerala
in its transition to a modern nuclear family structure.
Though the old joint family system has begun
disintegration, vestiges of former practices linger. The
uncle’s position (karnavar), vested with supreme
authority in the tharavad (ancestral home) has been
occupied by the father/husband, Achuthan Nair who
wields authority on his wife and son. Rather than
resorting to construct a matrilineal tharavad in Malabar
writhing under the agonies of a patriarch as in O.
Chandu Menon’s Indulekha (1889) or M.T.
Vasudevan Nair’s Nalukettu (1959), Nair’s narrative
lays bare the psycho-social insecurities and instabilities
that impinge the minds of the marginalised lot (the
women, children, servants and men of the lower caste)
due to patriarchal dominance. The gargantuan
tharavad is not presented as a site of the former glory
and resplendence of Mukundan’s family. Nor is there
any of the sentimental attachment usually associated
with one’s ancestral home. Nair’s trope of the
tharavad and its dark rooms, long corridors lined with
portraits of fierce faced gods and goddesses and the
steep teakwood staircase provides a metaphor for a
mental state and the disturbing memories that have
been coursing through the mind of Mukundan. The
tyranny of the father from whom he wanted to escape
lay hidden in every crook and crevice. The foreboding
space of the tharavad emerges as Mukundan staggers
around at night chased by the bellowing ghosts of his
mother and other relatives. Metaphorically it signifies
the protagonist’s groping through the dark alleys of his
past and guilt ridden memories of abandoning his
mother. The house could also symbolise the Indian
society in general and the Kerala society in particular,
shackled by the fetters of patriarchal dominance. The
sixth chapter of the novel appropriately titled ‘The Echo
of the Clogs’ marks the entry of the patriarch,Achuthan
Nair. The “tap tap”(72) of the wooden clogs
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communicated his presence and authority, his moods
of impatience, annoyance and wrath; in short the very
man himself. As he moved over to his new house with
his mistress, he left the clogs behind “as they had served
their purpose.” Another strategy employed in asserting
his position was the use of rhetorical statements which
the listener was meant to answer. This was for
Achuthan Nair to be convinced that “the gospel truth
of his words had been understood by the inferior
intelligence of the person standing before him” (51).
The following quote illustrates this:
‘You [Mukundan] will never make
anything of your life. All you will be
fit for is ploughing the fields!’ he
[Achuthan Nair] would bellow,
pausing only to question, ‘Tell me,
what will you be fit for when you grow
up?’
And Mukundan would reply, hurt and
shame thickening his voice, ’To plough
the fields.’ (70)
The turmoil in Mukundan’s mind finds no solace in his
home or the idyllic landscape of Kaikurussi. On his
return, Mukundan cocoons himself to the new section
of the tharavad where he is free from his tormenting
memories of the past. His life in the government
quarters in Bangalore “in no way resembled the hell
he had been exiled to” (13). Away from his village,
Mukundan interacted freely with his colleagues and
was successful in building up his career. He ruled the
Club Library as the librarian, a job which he took up
with zest not owing to his love for books or reading (a
desire wiped out by his father) but the library took the
place of a family and Mukundan donned “the role of
head of a household” (14). The karnavar in traditional
Nair families of Malabar managed the daily affairs of
the tharavad and was responsible for the well-being
of its members (Gough 339). Simulating the role of the
karnavar, Mukundan showers his attention on the
books as “unlike human beings it demanded little from
him and claimed no rights” (14). Mukundan’s dream
of assuming the role of his father (which he was

incapable of in Kaikurussi) finds release in the form of
a librarian. Throughout his life he yearns for the
approval of his father who is never satisfied with him.
The novel probes Mukundan’s psyche, bruised and
battered by his childhood experiences and the tyranny
of his father which forces him to shun society as he is
unable to emotionally identify with his own village and
the people. The titles, “The Reluctant Native” and
“Seeking to Escape”, given to the second and third
chapters of the narrative are indicative of the mindset
of the protagonist. In The Inner World, Kakaroffers
an interesting explanation of the father-son relationship
in the Indian Hindu family and its consequences on
identity formation. Kakar maintains that the boy in the
Indian context, experiences two births. The first, after
his biological birth, when he finds himself “enveloped
in, and often overpowered by, his mother’s protective
nurturing and love” (127). As his world of childhood
widens, he is evicted from the “intimate cocoon of
maternal protection” and plunged headlong into an
unfamiliar masculine world (126). This second birth or
“entry into society” takes place in the fourth or fifth
year in a child’s life for which he is totally unprepared
for. The abruptness of the separation from the mother
and the virtual reversal of everything that is expected
of him, according to Kakar, may lead to traumatic
developmental consequences. This transition is then
for him one which involves extreme bewilderment, up
rootedness and misunderstanding. His narcissistic
vulnerability to be protected and adored, soon seeks
reinforcement by trying to identify with the father.
Kakar’s views aptly account for the traumatic
existence of Anita Nair’s protagonist, Mukundan Nair
who longs to be a better man. As Kakar evaluates:
In the childhood setting of the Indian extended
family, the boy’s ensuing feelings of helpless
rage and anxiety, unmitigated by the active
presence of a helpful father, represent the
prototypal narcissistic injury, one that requires
militant psychological effort to repair.
(156)
The ambivalence of the mother-son bond further
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intensifies the need for the father’s touch, “the
necessity of oedipal alliance often outweighing the
hostility of Oedipal complex” (Kakar131). Instead of
offering him emotional access, the father withdraws
into “a plane of aloof perfection or preoccupied
authority “thus leaving the son bewildered and
disappointed when his perceives that his father can
never be an ally in his boyish struggle to cope with his
new-life circumstances. These traits are predominantly
evident in the case of Mukundan. He sees his father
for the first time on his return from Burma when he
was four years old. At the very first sight of the father,
the boy cuddles close his mother thereby setting the
tone of their relationship. In the case of Achuthan Nair,
he is not only the “aloof” father but the epitome of
tyranny. The corporal punishments and abuses
showered on him as a child leaves painful memories
like scars on the mind of young Mukundan which he
carries with him even as a fifty-eight year old man. In
such a situation, the boy may turn to other men for
models. For Mukundan, the caretaker of the tharvad
becomes the ‘surrogate father’, friend and confidant
of his childhood. Even later in life it is the caretakerwho
boosts his low spirits and consoles the remorseful
Mukundan for not rescuing his mother from his
domineering father.
Throughout his life we find Mukundan striving to earn
his father’s respect and approval: “He was always
trying to measure up; trying to please” (79). He brings
him gifts on every visit but Achuthan Nair fails to
reciprocate his love and accepts them as “a god
accepting homage to his greatness.” Mukundan loathes
the village community that had let an upstart usurp the
position of the most honourable and influential man in
the village. His childish longing for approval is obvious
and it becomes the obsession that fetters his life. When
he is made a member of the Community hall
committee–“a chance to be at the helm of village
affairs” – Mukundan feels his greatest desire of taking
his father’s place come true (322). He wonders how
his father could still claim respect and acceptability
among the people of Kaikurussi. After his demise,

Mukundan’s bitterness spills over: “‘He was the worst
father anyone could have had’” (342). Now realisation
dawns on him that he was no better than his father.
He feels that the community hall would be a grim
reminder of the weakling that he was as it entombed
his failure as a friend, lover and eventually as a man.
The unfinished community hall he plans to put to blaze
was the image of his own greed “for recognition and
acceptance, importance and adulation” (349). He
realises that he had sacrificed his integrity and left
unheeded the whispers of his conscience. The words
of his lover reverberates in the recesses of his mind:
“You are a coward. A smug and completely selfabsorbed coward who puts himself before anyone else
and then uses his own feebleness of character to excuse
it. . . . You disgust me”(323). Mukundan finally makes
the choice between individual and society having been
convinced that the individual’s conscience, free from
the ugly craving for recognition and power is the chosen
path to become a better man.
The present study has made an attempt to look at the
extent and form of subordination conditioned by the
social and cultural environment in which the protagonist
has been placed. The trauma of having to negotiate
between one’s fractured inner self as well as the need
to camouflage the non-existence of such a self
becomes appallingly apparent.It heralds the birth of a
new being or the rising of a better man from the remains
of his cloistered self.
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Abstract:
The human mind is one of the most complex organs
when it comes to defining humanity. It is the mind
that shapes not only the behaviour of a person but
also gears up the society as a whole. The National
Institute of Mental Health (NIMH) estimates that
almost 28.47% of the human population has
disorders when it comes to mental health as
compared to other health-related problems. Besides
science and psychology, literature is one field
which has been dealing with the problems of
psychology since times immemorial. This paper
focuses on Autism Syndrome as projected by Mark
Haddon in The Curious Incident of the Dog in the
Night-Time (2003). The main aim of this paper is to
analyze how this concept of mental health,
psychology and developmental disorder-ASD is
projected by Haddon in the novel.
Keywords: Abnormality, Asperger, Disorder, Mind,
Psychology.
Asperger syndrome is an Autism Spectrum DisorderASD which is also known as ‘dash of autism’. It is
basically a developmental disorder which is
“characterized by significant difficulties in social
interactions and nonverbal communication, along with
restricted and repetitive patterns of behaviour and
interests.” (Biomedical Journal of Scientific and
Technical Research) Asperger syndrome however, is
considered to be a milder form of autism. However,

within the spectrum of the disorder, it can range from
mild to severe. This paper will focus on the aspect of
autism syndrome as projected by Mark Haddon in his
book The Curious Incident of the Dog in the NightTime (2003). The novel presents a first person tale of
the Christopher Boone a fifteen year old with
Asperger’s Syndrome- a form of Autism Spectrum
Disorder (ASD) or Pervasive Development Disorder
(PDD) characterized by abnormalities in social
interactions along with restricted and repetitive patterns
of behaviour and interests. Major events of the book
are narrated through the eyes and point-of-view of
Christopher. The narrative style of the book and the
overall structure of the novel reflect Christopher’s
mindset and how he continues his life amidst all chaos.
Thus, the main aim of this paper is to analyze how this
concept of mental health, psychology and
developmental disorder with reference to Mark
Haddon’s The Curious Incident of the Dog in the
Night-Time. Based on a close reading of the text, this
paper also takes into account aspects of abnormality
as a social construct outlined by O’ Reilley and Lester
and a take on ‘Theory of Mind’ outlined by Tony
Atwood, as the basic methodology to support the
arguments.
In the opening, we see Christopher, in the mid-night
hours, his attention caught to a particular situation, the
death of his neighboring dog named Wellington.
Christopher narrates, “It was 7 minutes after midnight.
The dog was lying on the grass in the middle of the
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lawn in front of Mrs. Shears’ house. Its eyes were
closed.” (1) Thus, Christopher embarks on a journey,
a journey which he calls a ‘murder mystery’ only to
solve the case of the dog that has been murdered that
night at Mrs. Shears’ house. Solving the murder mystery
is taken up by a child who has ‘abnormalities’ in his
mind. This makes the narration equally interesting. Tony
Atwood in his book The Complete Guide to Asperger’s
Syndrome (2007) points out that children with
Asperger’s though are socially defective, yet they may
possess interests in various fields. Though their
linguistic and communicative abilities may be lacking
yet they have a taste for some specific subjects and
areas of interest in which they excel compared to
normal children. Christopher finds mathematics and
astronomy equally fascinating.
Christopher has been living with his father ever since
his mother has been dead. “Mother died two years
ago.” (28) However, his neighbor and father’s
companion Mrs. Shears has been keeping them
company. Mrs. Shears too has been living alone in the
house ever since her husband had divorced her.
Christopher’s father starts developing a soft corner
for Mrs. Shears only to know towards the end that
she loves her dog Wellington more than anyone else.
Matters become worse when Christopher figures out
the actual mystery behind the murder of the dog and
what actually happened to his mother. This gives the
narration a new turn. We move from the ‘murder
mystery’ narration towards a ‘bildungsroman’ narration.
Christopher being the first-person narrator, the readers
are plunged into the ideas, thoughts and feelings of
Christopher directly and this makes the story-line
interesting. However, there are many complexities
while we try to understand a child suffering from
Asperger’s or ASD. One interesting fact that Haddon
puts forward is the ‘normal’ -‘abnormal’ dichotomy.
In the book entitled Examining Mental Health
Through Social Constructionism (2017) by Michelle
O’ Reilley and Jessica Nina Lester observes a social
constructionist position when it comes to distinguish
the ‘normal’ from the ‘abnormal’. These are mere

constructs through the use of language. Mark Haddon
in the book not only presents the problem of Christopher
as a child having serious developmental issues but also
subverts the way Christopher thinks about the world.
In the eyes of Christopher, the entire world, except
him is abnormal. Thus, Haddon shapes not only the
way the readers are able to sympathize with
Christopher but also subverts what constitutes
‘normalcy’. Thus, by subverting what is normal, the
readers get to know interesting facts through the mind
of Christopher. An interesting example that Christopher
cites in the text is regarding the constellation Orion.
Orion, according to ‘normal people’ is Orion because
the constellation somewhat looks like a hunter. “People
say that Orion is called Orion because Orion was a
hunter and the constellation looks like a hunter with a
club and a bow and arrow.” (156) Whereas,
Christopher finds this has no meaning at all. According
to Christopher, this is ‘silly’ because it is just a group
of stars. Thus, one can join the dots of stars and form
a figure like anything they want. The meanings that
we assign to different set of objects in this universe, is
not fixed always, meanings always defer. This is just
one way of looking at the world and observing the
world through the mind of Christopher. And according
to Christopher, that is the ‘truth’. (157)
A major part of the novel focuses on the activities of
Christopher, his interactions with others and his voice
as the sole story-teller. Readers are thus, automatically
drawn towards the cognitive and corporeal space of
Christopher through the layering of various perspectives
and reactions. He finds people confusing. According
to Christopher, people talk a lot without using words.
Any child with an Asperger’s Syndrome or ASD is
unable to understand the non-verbal gestures that
people make. This can be explained with the concept
widely known as the ‘Theory of the Mind’. Tony
Atwood in The Complete Guide to Asperger’s
Syndrome states about this phenomenon in details.
According to Atwood, “The psychological term Theory
of Mind (ToM) means the ability to recognize and
understand thoughts, beliefs, desires and intentions of
other people in order to make sense of their behaviour
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and predict what they are going to do next.” (112) A
‘general’ person will understand others through their
voice, tone and non verbal communications which
cannot be perceived at all by someone who has an
Asperger’s Syndrome. Secondly, Christopher finds the
use of metaphors equally confusing. This is because
he sees the world as it is and cannot understand the
complexities that language and language ornamentation
has to offer in this case. It happens purely in the
imaginary level and when Christopher tries analyzing
what is and what is not, it confuses his understanding.
He is not able to distinguish the real and the imaginary.
Whatever is said is perceived by his brain in the exact
manner of expression. Language, which provides the
base for communication and understanding, here
becomes a medium of obstruction and impediment for
Christopher to understand the world as it is.
Christopher’s inability to unable the nuances of
language and communication become more vivid when
he reaches the railway station to collect the ticket for
London. There is a constant struggle in Christopher’s
mind to fit the signifier with the signified and it very
often slips off. Social connection in the case of
Christopher becomes very different and difficult. He
is unable to reach out to others and is unable to
understand the expressions made by others as well.
Christopher has only a handful of people with whom
he interacts properly. Besides his parents, especially
his father, his school-teacher Siobhan serves his needs,
understands him and Christopher too can interact with
Siobhan with comfort. It is Siobhan who teaches
Christopher the various interactions and human
emotions although Christopher is not able to
comprehend everything. When it comes to meeting
and talking with others in the society, there comes an
impediment on the way.
Events take a turn when the so called ‘murder mystery’
is solved at the middle part of the novel when he finds
out that it is his father who killed Wellington. From this
point onwards, his focus shifts from solving the mystery
to gaining independence. He wants to leave the home;
he wants to leave his father because he feels no longer
at ease with his father. The sense of comfort and

safety has finally weakened and diluted. “I had to get
out of the house. Father had murdered Wellington. That
meant he could murder me.” (152) From this point of
the text, the novel takes a different turn in case of the
genre. From a ‘murder mystery novel’, it becomes a
‘bildungsroman’ novel, focusing on Christopher’s
running away from the house for the first time, all
alone. In general, by changing the genre mid-way,
Haddon adopts a different method of narrating the
story.
One important aspect of the novel is Haddon’s portrayal
of the contemporary family with someone having an
abnormality. The novel presents a micro-family
structure that is shattered in its being. Christopher’s
father is Ed Boone, the primary caretaker and caregiver
of the family who is characterized by a dark temper
but is a delicate father when it comes to parenting.
Christopher relies heavily upon his father. He trusts
and depends upon Ed for his living. For Christopher, a
young boy with ASD, his father becomes the sole
nurturer. He feels safe in father’s company. But when
Christopher realizes two mistakes committed by his
father, which according to Christopher are ‘crimes’,
the bond finally starts fading off. Christopher figures
out that it is Ed who killed Wellington the dog and Ed
reveals the actual truth which led him to murder the
neighbouring dog. Secondly, Christopher too figures
out about his mother’s whereabouts and realizes that
his father had lied to him regarding his mother being
dead. Christopher finally confronts with Ed and decides
to leave the house which brings in the major shift in
the novel. However, Ed remains compassionate
towards his son even after the hurdles that he had to
face. Moreover, when the parents of Christopher were
having a tough time, it was Ed who took up the charge
of taking up and looking after Christopher, rather than
Christopher’s mother.
The character of Christopher’s mother, Judy Boone is
equally important. Haddon, through the characters of
Ed and Judy, shows the way of parenting when it
comes to handling a child with a disability. Judy’s
narrative voice is the only actual narrative voice in the
text that we have besides that of Christopher. As
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mentioned earlier, Haddon adopts a multiple genres to
deal with the text. Here he brings in the epistolary
form while dealing with the thoughts, words and
speeches of Judy Boone. According to Christopher,
his mother had died two years back, which was not
the case. Through the epistolary form, Judy speaks
directly to the readers as well as Christopher. She
narrates about the problems she had to go through while
trying to rise up Christopher and thus failing to do so.
Judy comments in one of the letters addressed to her
son,
I was not a very good mother, Christopher. Maybe if
things had been different, maybe if you’d been
different, I might have been better at it. But that’s just
the way things turned out. (113)
This shows her negative concern about her ‘disabled’
son. Out of some other reasons, this is one of the
reasons for which Judy decided to break off the
marriage with Ed and elope with Roger. The letters
portray her simple, yet powerful emotional conflict, the
dilemma that she underwent. She loves her son, has a
concern for him but still unable to cope up with his
daily tantrums. Judy is presented by Haddon as a mother
who loves her son but is an inadequate caregiver, unlike
Ed, who serves the purpose till the end. Towards the
latter part of the letters, she justifies her act of leaving

the son and the husband behind and moving ahead of
the situation.
Mark Haddon, in the novel The Curious Incident of
the Dog in the Night-Time thus tries to develop the
idea of what it is to live with a disability. Ranging from
personal to societal interactions and day-to-day
communications, it creates an impact in the life of
Christopher Boone. Yet, Haddon tries to subvert the
notions of ‘normal’ ‘abnormal’ dichotomies through the
character portrayal of Christopher.
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Abstract :

to raise the subject to the level of sublime.

Death has generally been equated with the
cessation of life, as an ultimate end in the biological
idiom. This understanding of death has also
permeated into quotidian discourses and through
practice has rendered other implications of death
almost invalid. In this context, the paper aims at
unraveling the artistic significations of death and
thus read the same as a part of cultural experience,
in this case literature. Instead of reading death
solely on biological terms, the paper probes into
the artistic dimension of it through the utilization
of the theories of Eros and Thanatos as given by
Sigmund Freud in his work Beyond the Pleasure
Principle. The paper established life as an
interjection in the process of union with the primal
matter thus contradicting the fundamental goal
promoted by many spiritual communities across the
globe. In order to explicate the same, the paper
analyses two poems by Elizabeth Barrett Browning
and Robert Browning and titled A Musical Instrument
and Porphyria’s Lover respectively. The poems are
examined as depiction of the excruciatingly
agonizing process of creation which inevitably
commences with embracing death. To sum up, the
paper by affecting a departure from the common
usage of the meaning of death opens up avenues
in which its significance in other discursive and
ontological realms can be appreciated. It
establishes as a creative force with immense powers

Keywords: Death, Freudian Drives, Creative Force,
Primordial Matter, A Musical Instrument,
Prophyria’s Lover
Death has been a ubiquitous and enigmatic presence
in the history of mankind. The history of art, literature,
and philosophy would establish the incessant struggle
of mankind to understand, conquer, or even cheat
death. The fact that death still largely occupies and
challenges artistic sensibilities is sufficient proof of its
certitude and invincibility. The paper will seek to explore
death as anartistic phenomenon directly connected to
the conflicting nature of mankind which seeks
immortality through embracing death unconditionally.
The studies conducted by Sigmund Freud on deathdrive or Thanatos will be considered to establish death
drive as a constructive, productive force which
liberates human beings from the imposed conditions
of repression to allow union with the primordial matter.
To explicate the aforesaid notions Elizabeth Barrett
Browning’s A Musical Instrument and Porphyria’s
Lover by Robert Browning will be taken into account.
The former will be will be studied for the unique
property of art to enrich lives through deathand in the
second case, the much maligned artist lover will be
studied as a creator of permanent art.
Homo sapiens can be understood to be the most
intellectually evolved species in the history of animal
kingdom. Its desire for preservation, procreation, and
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continuation in the has conditioned its responses
towards adopting best practices conducive to its
survival. These instincts have evolved through ages to
give rise to several superstructural advancements
which includes profound intellectual potentials of
reason and judgment with which the species attempts
to overcome or neutralise the fear of death. A desire
for anarchy and chaos coupled with a constructive
inclination towards self-preservation has been the
subject of study of Sigmund Freud, and forms the kernel
of his work Beyond the Pleasure Principle (1920).
Freud’s tenets are largely based on speculations drawn
on the anatomical structure of organisms and the
contemplations upon the coming into being of the psyche
in response to the symbolic realm external to it.
In Beyond the Pleasure Principle Freud enumerates
dual drives (Eros and Thanatos) dictating the psyche
of an individual – former seeking to preserve and delay
the goal of human existence whereas the latter aiming
at restoring instantaneously the original order through
the destruction of the physical self of the organism.
During the course of explanation, Freud on Darwinian
terms asserts the presence of rudimentary protoplasm
which through circumstantial stimulus metamorphosed
into extremely complex organisms, in this case human.
The surroundings and factors sustaining life altered
their courses which had corresponding effects on the
protoplasm, forcing it,over an extended period of time,
to grow or shed appendages in order to sustain the
cycle of life. This however, had little bearing on the
traces of memory constituting the subconscious which
strives to retrace the primordial state of simplistic
existence. This is the function of Thanatos which seeks
to restore the organism to the state of non-existence
or oneness with matter (30). Thus, it can be said that
drawing a watertight demarcation would result in an
incomplete appreciation of his ideas pertaining to Eros
and Thanatos. The dual drives aim at destruction of
biological self with the former only active in delaying
the pleasure of achieveing this absolute goal whereas
the latter strives to fulfill the same instantaneously.
The above explanation of Freud problematises the

nomenclatures of life and death by questioning the
properties which define life and death of an individual.
Common usage would define death as a cessation of
the physical processes causing the shutting down of
vital organs, loss of body heat, and a sudden
discontinuance of the capacity to respond to sensory
stimulations in a locomotory organism. These
explications are contextual and pertain solely to the
biological state of the organism, obliterating in its way
psychological, social, or philosophical dimensions of life.
If it is assumed that the end of biological life is death
of the physical frame and return to the inanimate then
biological life, ephemeral as it is, should be deemed as
a rupture in the great cycle of eternal life.
Consecutively, it would follow that biological death,
lamentable as it is, should be seen as a resumption of
life in its actual form. This should establish Thanatos
as a more constructive force than Eros seeking to
restore order and continue the cycle of eternal life
almost instantly. Death-drive hence, can be seen as
more desirable state owing to its creative dynamics as
through repitition it elevates the organism from linearity
of biological existence, consequently empowering it
with unceasing opportunities to be active, both
physically and intellectually.
This essential paradox of art by which it bestows
immoratlity positing physical annihilation as the
inevitable rite of passage, comprises the determining
thread of Elizabeth Barrett Browning’s poem A
Musical Instrument (1860). The poem narrates the
exploits of the Greek god Pan as he ravages the pristine
environment of a river bed in search of the one reed
fit to be metamorphosed into a musical instrument
producing divine music. On being successful in locating
the desired reed, Pan pulls it out of the ransacked river
bed and violently drawing out all signs of life from it,
turns it into a musical instrument. After the completion
of this exercise, he plays fine music which restores
harmony of the lifeless and plundered river bank.
At the start of the poem, the poet sets out a tone of
unbridled violence through the use of phrases like
“spreading ruin”(3) and “scattering ban”(3) which is
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further supplemented by the description of the torn
down abode of the dragonfly. The mention of broken
golden lilies lying dead, floating on the surface of the
river and the turbidity caused by the “splashing and
paddling” (4) of Pan in the latter accentuate the
estimate of the plunder. The image of Pan, as used by
the poet is ambivalence epitomised where he on one
hand is described as a ruthless plunderer with hooves
as hard as steel, and on the other as the maker of
sweet, blinding music. On a closer scrutiny, it can be
established that the scenes of unrest painted at the
start of the poem are a depiction of the turmoil raging
in the poet’s mind during the search of an appropriate
subject for allowing a vent to artistic faculties. The
poet’s mind being extraordinarily inspiredcannot be
bound by wordly ethical concerns and is free to delve
into the deepest recesses of psychological, philosophical,
or social norms. This process involves extensive,
agonising search that often amounts to existential crises
in diverse forms and hence, cannot be regarded as an
orderly or tranquil endeavour. The irrevocable damage
to the scenic beauty of the river bed can be said to be
an expression of the same tormenting quest for a
pertinent subject – either sublime or mundane, which
forms the indispensable prequel to the production of
any work of art.
The proliferation of the literary scene with treatises
pertaining to the creation of art are ample evidence
that the painstaking selection of the subject alone does
not sum up the torturously excruciating process of
creation of art. Since, the objective of art is to
overcome physical death and death being an individual
experience, all artists are entitled to explore,
experiment, and devise their exclusive methodologies
largely drawn from the individual negotiations with the
meaning of life and the reverse. Pan’s process of
creation of the musical instrument by drawing the pith
can be equated to art in the process of becoming and
is described by Barrett Browning as:
Then drew the pith, like the heart of man,
Steadily from the outside ring,

And notch[ing] the poor dry empty thing
In holes, as he sat by the river. (20-23)
The image of dragonfly is a vital symbol serving to
fortify the subtle messages comprising the major theme
of the poem. As a totem animal dragonfly represents
joy, creativity, and a lightness of spiritrequired to
perceive the complexities of the realm beyond the
tangible real. Therefore, the dragonfly is seen to leave
its abode amongst the waterlilies when Pan is struggling
to find the suitable reed for his artistic creation and
return when the creation is accomplished. After the
fourth stanza Pan is treated no more as a destructive
force but as a creator. As he sat by the river playing
the musical instrument creating the most divine music,
Barrett Browning describes the manner in which life
erstwhile lost was restored, “The sun on the hill forgot
to die,/ And the lilies revived, and the dragon-fly/ Came
back to dream on the river”(33-35). The reed as an
anatomical reality was fixed in temporal coordinates
of linear time and immovable space whereas
reincarnated as a musical instrument its significance
was magnified as original force qualified to be iterated
in multiple forms uninhibited by past, present, or future.
It has been noted earlier that the artist, in order to pick
his subject and modes of expression, delves into deepest
strata of the psyche, the appearance of which is a
cause for discomfort to the well-knit social structures
under which the art is produced and consumed. It is
for this reason that artists are branded as eccentric,
irrational beings and are therefore relegated to the
psycho-social margins of civilisation. Such an instance
can be studied in Robert Browning’s poem Porphyria’s
Lover where the endeavours of the artist to create
perfect art is equated to murder and misogyny. The
dramatic monologue, Porphyria’s Lover, narrates the
actions of an artist who strangles his beloved with her
own tresses to seal her pristine beauty against the
polluting influence of class structure and its
expectations of habitual, unquestioned obediance.
The poem opens on a chaotic note with Robert
Browning’s vivid description of tumultuous weather
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outside where rain and storm are wrecking disaster
when Porphyria comes to meet her beloved:
The rain set early in to-night,
The sullen wind was soon awake,
It tore the elm-tops down for spite,
And did its worst to vex the lake: (1-4)
The instance of climatic rampage can be used
analogously to represent the conflict between
unrestrainable creative force deranging the ego of the
artist and the monolithic demands imposed by the sane
society on all individuals indiscriminately. This sequence
is followed by Porphyria’s proclamation of love for
the artist and the manner in which she had preferred
to honour her undying love for the artist instead of
conforming to the proprieties of her social standing.
This is followed by the artist being enamoured by the
enchanting web of her tresses, rolling them into a cord
to strangle her.
The aforesaid section has been interpreted at various
levels, more often on psychological lines branding
permanently, the artist-lover as a maniac having little
respect for the life and choices of his beloved.
However, on a close perusal, a contrary event can be
unearthed. Art involves exaltation of the subject to the
sublime and a subsequent transformation of physical
matter into a form miscible with primal consciousness
governing the process of creativity. Hence, the moment
in which Porphyria rested by his side giving sincere
testimonies of her unflinching affection were according
to the artist the perfect subject, qualified for
permanence. Thus, in order to preserve the
uncorrupted beauty of Porhyria, her original innocence,
and to elevate the moment to the dimensions it deserved,
liberated her from all concerns which could have
disfigured all those attributes that endeared her
immensely to the artist. The artist confirms, “That
moment she was mine, mine, fair, /Perfectly pure and
good” (36-37).
Literary and artistic conventions should refrain from
socio-legal considerations while interpreting this event
and regard it not as an act of insanity, but as a selfless
deed of self-effacement and self-mortification.

Deliberated on quotidian terms of sacredness of life,
and the desire to aspire for happiness in socio-cultural
terms, the act would reveal the immensity of the
personal loss caused to the artist who would be deprived
of the lone source of love in the course of his existence
in the terrestrial mould. Hence, the process of creation
of art, as undertaken by the artist, should be understood
as synonymous with supreme sacrifice and selfimposed death. It is perhaps for this act of selfmortification on the part of the artist, that he is condoned
by God, who “has not said a word” (60).
A brief glance into the Christian religious doctrines
which forms the basis of the above discussion of death
would emphasise that the advent of human race on
earth is a result of Original Sin expressed as an act of
trangression committed against the Will of God where
the first parents tasted the fruit of the Tree of
Knowledge. The theory further assumes that mankind
being the scion of Adam is a natural heir to the ancestral
sin, which is compounded by acts of personal lapses.
The religious tenets of Hinduism, on the other hand,
are largely ordained by the doctrine of Karma
wherehumansare free toframetheir own destiny
through Karma whichwould determine the form the
soul would assume in its next incarnation. The cyclical
progression continues unhindered till the soul attains
transcendental state of liberation from corporeal
emergences and expirations (moksha). Buddhism too
observes that sorrow forms the loci of theological
discourses – sorrow and the purgation of it through
knowledge, virtue, and meditation. The lifespan of a
human, becomes a formative ground of action expected
to have a bearing on the transmigration of the soul
towards God, Moksha, or Nirvana. This entails an
acquisition of fundamental knowledge of omnipresent
matter that inspires constructive attitude towards nonexistence or infinity in the subject and construes life
as a transient interjection in the sovereign process.
The universality of death and the ephemerality of human
existence in the face of it has induced imaginations to
ascertain the continuance of self even after the
cessation of life processes in non-material forms.
Philosophical probes into the nature of death occurring
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through the course of history has trained human minds
to believe in the futility of tangible existence and stress
on the profoundly transcendental values determining
it. European philosophy, material in nature, adopts a
regressive cognitive pattern where philosophical
conception of death presumes the existence of a
palpable material existence. On the contrary, Hindu,
Buddhist,and diverse Eastern cults are grounded in the
concept of infinity, a semiotic presence devoid of
beginnings and ends. The above discussions highlight
the fact that the mundane demarcations between life
and death are mere biological conveniences, motivated
by discourses of culture. This also strengthens the role
of the artist who strives to touch the higher dimensions
armed only with mundane tools to glorify existence in
the world. It truly reinforces their stature as supremely
inspired beings who embrace death, then transcend it
to aspire to the state of impeccable forms to provide a
taste of divine through art.
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Abstract:
Familial ties, in the context of the Indian middleclass, are continually being re-shaped with
transnational movement in search of better material
opportunity. The conventional practice of living
with parents and siblings inside the domestic space
of the Indian family along with kith and kins around
the neighbourhood is fast fading away, and the
collective mutual support of the community is also
getting
lost.
Rapid
intergenerational
transformation of the traditional models of Indian
middle-class family and kinship often results in the
dissolution of traditional values. It paves way for
a kind of negotiation withnew cultural practices.
To bring home the point,I have selected Jhumpa
Lahiri’s novel The Lowland as a case study.The novel
spins the saga of four generations of the Mitra
family of Calcutta. The portrayal of the elderly
parental generation represents the iconic traditional
Indian family whereas the dislocated nuclear family
of Subhash and Gauri (who settle in the US) shows
the transformation of the traditional ethnic middleclass Indian family. Their daughter Bela—the third
generation Indian who is born and brought up in
the American cultural space, believes in single
motherhood and represents a further
transformation. This articleprimarily investigates
how the conventional notions of ‘family’ and
kinship transform through time and space; how

issues like transnational movement and the New
Economy contribute to the change of values in the
questions of family and kinship.
Keywords: New Economy, Transnational
dislocation, nuclear family, single motherhood,
intergenerational transformation
In the nucleus of this research article, are the typical
Indian middle-class family and its transformation by
two important vectors—New Economy and the
resultant transnational movement. Before the discussion
of those vectors, it is necessary to clarify the oft-asked
question—what do we mean by the Indian middle
class? Is it any group within the society representing
any specific economic condition or a specific lifestyle
and values? It is a general tendency to place the middle
class between the rich and the poor, though over time
this oversimplification is questionable. The Indian
middle class has now become iconic of the ‘common
person or every man’, the “aspirational, proud, and
acquisitive citizen” (Jodhka and Prakashix). Since the
1970s, “in the post-colonial context… the middle class
has been historically linked to the question of
development” (Lobo and Shah 1). In recent times, the
concept of the middle class in India refers precisely to
a population—urban, educated, affluent, multilingual,
ambitious men and women, “seeking white collar jobs”
(Lobo and Shah 1); “a society with the chance of
upward mobility and achievement beyond subsistence”

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

149

(Landry and Marsh 374). With the concept of the
Indian middle class, the notions of ‘traditional’ Indian
household and family are intrinsically connected.A
strong sense of cultural heritage indeed foregrounds
Indian middle-class families. It is the idea of a family
where along with the elderly parents, the younger
generations stay under the same roof and thus becomes
a “multigenerational household” (Lamb 32). Such
traditional Indian family is considered a “key site of
care, involving relationships of love, support and
nurture” (McCarthy et al. 17), as the members of the
family enjoy the harmony of cohabitation, the
responsibilities of marriage, parenting and care.
However, the introduction of economic globalization
or the New Economy has opened up multiple
opportunities to the young people across the world and
has set the Indian middle-class families in transition.
As a result of the New Economy, one could witness
the vehement progress in communication, mobility of
human beings across countries and continents. The
steadily increasing transnational movement has
challenged the notion of stability, and diasporic
dislocation has become a shared experience. Whether
it be forced migration (inspired by a feeling of
insecurity, crisis, poverty, corruption and political
hostility) or deliberate migration (with the hope of
acquiring a more safe and stable economic existence),
a large number of people are getting “separated from
their family by distance and national borders” and are
“experiencing transnational family lives” (Baldassar
and Merla 6). The conventional practice of living with
parents and siblings in the domestic space of the Indian
family full of kith and kins around the neighbourhood
is fast fading away. With it, the collective mutual
support of the community is also rare. Rapid
intergenerational transformation of the traditional
models of Indian middle-class family results in the
dissolution and often a rejection of the ethno-cultural
values and paves the way for negotiation with familial
ties and cultural knowledge. In the context of
transnational dislocation and intergenerational
transformation of Indian middle-class families and
values, Jhumpa Lahiri’s novels stand exclusive as they

“picture the breaking of traditional joint families into
cellular, single, recomposed or transnational families
as a result of ideological change” (Ganapathy-Doré
102).
Jhumpa Lahiri’s second novel The Lowland (2013)
showcases the intergenerational transformation of an
Indian middle-class family following transnational
dislocation and the eventual dissolution of ethno-cultural
values and identity. Set primarily in Calcutta around
the 1940s, and then in Rhode Islands in the US, The
Lowland is divided into eight sections— subdivided
into thirty-six chapters, narrating the saga of multiple
generations of the Mitra family, outstretching itself to
almost six decades. Lahiri’s literary oeuvre includesnot
just the cultural spatiality of America but also of India
and especially the city of Calcutta—the origin of most
of her characters. It is a truism that the “families across
generations and cultures” and “difficulties of
transnational migrant families” (Hai 188) are major
thematic concernsin her works. In an interview with
Cressida Leyshon, Lahiri admits: “I often think the
novel is among other things, very much about what a
family is, and what a family means.” (n.p.) Lahiri also
talks about a ‘series of triangles’ in her novel, where
each triangle stands for a family unit: the father, mother,
and the children making the three points of a triangle.
In the first family triangle of The Lowland, Mr.
Mitra— a clerk in the railways, deeply concerned about
the future of his family, “even before having children”
(TL 222), is ambitious of building a house—a dream of
almost every middle-class Bengali family. His wife
Bijoli, Subhash and Udayan’s mother, extends her
support by contributing “her only resource” (TL 222),
her gold. It becomes their joint venture to secure the
third point of the triangle—their children. As Bijoli’s
husband belonged to a low-income middle-class family,
he had to seek for a job only at the age of nineteen and
had to sacrifice his college education. Therefore, it
was their earnest longing to safeguard the future of
their children from the economic hardships of a lowincome middle-class family. They wanted their sons
to get the best educationin well-known academic
institutions in Calcutta. The parents of the Mitra family
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also hired a tutor for their sons during the college
entrance tests, and to“offset the expense”, Subhash
and Udayan have seen “their mother taking in extra
sewing” (TL 17). Lahiri shows how strong parental
support worked in a traditional Indian middle-class
familyin the mid-twentieth century. As the boys achieve
a good result and get admission in two of the best
colleges in Calcutta, the family celebrates the
success:“To celebrate, their father went to the market,
bringing back cashews and rosewater for pulao, half
a kilo of the most expensive prawns” (TL 18).
The whirlwind of the post-colonial political scenario
in Calcutta—the Naxalbari movement of the late
1960s, with its ideology of anti-state violence draws
the younger Udayan into extremist politics. In contrast,
Subhash, the elder one secures his dream to pursue a
PhD from MIT in America.The concept of ‘family’
has a strong metaphorical connotation as it is the
marker of one’s belongingness and identity. Even after
two years of diasporic dislocation in Rhode Island,
Subhash receives news of his family at Calcutta “only
in writing” (TL 76). Letters become carriers of
transnational care of the family. Through the first letter
from Udayan, he comes to know about his parents’
effort to extend their house: “Baba’s taken out a loan.
They’re adding to what we already have. They seem
to think it’s necessary. That we won’t get married
and raise families under the same roof if the house
stays the way it is” (TL 51; original emphasis). The
second letter informs him about Udayan’s lovemarriage with one named Gauri, denying any “type of
celebration” (TL 56), and informing the parents only
after the civil registration process is over. This way of
marrying is a significant deviation from the traditional
cultural norms in an Indian middle-class family.
In Transnational Families: Ethnicities, Identities
and Social Capital, Goulbourne et al. find that the
transnational individuals are “relatively freely to
negotiate physical, social and cultural spaces to suit
their felt or perceived needs, wants or aspirations” (9).
When Subhash meets Narsimhan and his American
wife, he feels an initial culture shock but gets acquainted
with the liberal cultural space that America offers to

an individual. This acquaintance helps him befriending
Holly—the American woman, presently separated from
her husband. Subhash wishes to complement the
absence of his family in the company of Holly and her
son Joshua. However, as Holly declares to end up with
him and reunite with her husband, Subhash’s dream of
being part of a family-triangle becomes futile.
Simultaneously, the arrival of a telegram from his
parents with the message—“Udayan killed. Come
back if you can” (TL 100; original emphasis) brings
Subhash temporarily back to his family in Calcutta.The
thought of the execution of Udayan by the police right
before his parents and pregnant wife puts Subhash
aback. However, he feels deeply worried by the plight
of Gauri in his parental house even after the mourning
rituals are over. A “deep sense of responsibility both
for Gauri and his ‘wounded’ family” (Baruah 118) helps
Subhash to challenge his middle-class cultural heritage,
and he decides to marry the pregnant widow of Udayan
before they leave for America.Subhash’s decision to
marry Gauri and to take her away to America appears
practicalwhen seen from an idealistic frame of mind.On
the other side remains the predicament of the shattered
lives of the parents left behind in Calcutta which can
never be repaired by any amount of money sent as a
remittance by Subhash.
The recomposed family gets the third point of the
family-triangle with the birth of Belaand becomes iconic
of a dislocated nuclear family.Nevertheless, Gauri does
not find motherhood as bliss to her. She instead feels
more interested in knowing the American cultural space
and forming a new identity of herself. Lahiri’s previous
literary works portray most of “the first
generationIndian women immigrants as guardians of
traditions, but The Lowland completely changes this
pattern” (Stoican 166). Over time, Gauri increasingly
involves herself in academic emancipation, earns a PhD
in philosophy and dissociates from her domestic and
motherly responsibilities. After the death of his father,
Subhash travels to Calcutta with Bela to attend the
rituals, as Gauri denies visiting the Tollygunge-house
to avoid the haunting past. Even in the absence of
Subhash and Bela, she decides to move to California
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abandoning her family in Rhode Islands forever. Gauri’s
successive transgressions—first from Calcutta to
Rhode Islands, and then again to California is
gradual,metaphoric movements from the East to the
West. Transformation of her identity takes place
through these transgressions and the simultaneous
breaking away from the family bonds—from her roles
as wife and mother, gradual distancing from the
conventional Indian values of family life reaching its
height in her involvement in a lesbian relationship with
Lorna, one of her students. Subhash’s “family of
solitaries” (TL 262) splits into halves.
Bela, the third-generation of the Mitra family, feels
distraught with the realization that her mother has
abandoned them. The “most basic awareness of her
life”, as Bela has understood, is the “unhappiness
between her parents” (TL 258).Unlike her
grandparents, mother and foster-father Subhash, Bela
prioritizes happiness over academically successful
affluent life and associates herself with manual
labourand farming. Her association with the poor people
reminds of Udayan’s left-wing idealism and solidarity
with the dispossessed. In his penetrating article entitled
“‘A Betrayal of Everything’: The Law of the Family
in Jhumpa Lahiri’s The Lowland”, Kalyan Nadiminti
observes: “Bela begins to mirror her biological father
Udayan’s disavowal of middle-class Indian life in favour
of Naxalite politics” (254).Bela’s decision to be a single
mother may startle any Indian middle-class people on
the issues of ethics and familial responsibility, but
Subhash’s worldview has now been transformed due
to his transnationalassociation with the American
cultural space.He accepts her being a mother before
getting married, which is regarded as a taboo in a
traditional Indian family.Moreover, his relationship with
Elise Silva and his decision to marry her also defies
theIndian traditional family values.As Subhash tells
Bela the truth about her biological father Udayan, she
determines to start her life on her own.Bela’s decision
of being a single mother becomes a “lifestyle choice”
as if to validate herself and lift herself out of the “realm
of dependency” to the “realm of freedom” which helps
her to become the icon of “self-sufficiency” (Juffer 2-

4).Once reactive, Bela is seen to tell her daughter
Meghna that her grandmother is long dead, right at the
front of Gauri; the reader understands that it is her
denial to associate her with the middle-class Indian
sentiment and Mitra family. The spontaneous adoption
of Meghna by Drew, Bela’s partner, makes it clear
that kinship and social affiliation prioritize over the ideas
of the traditional family and biological filiation in The
Lowland.
Conclusion:
Through the multigenerational tale in The Lowland,
Jhumpa Lahiri presents a series of family triangles
which help in mapping out the transformation of
traditional Indian middle-class family in transnational
dislocation. Movement from the ethno-cultural root,
breaking of families into pieces, lack of familial solidarity
across time and space, dissolution of family values and
cultural heritage, abandonment and divorce, single
motherhood—all may impact on the relationships and
ties of Indian middle-class families, but there is always
someone to tell the next generation about the root.
Bela’s letter to Gauri, towards the end of the novel,
could be seen“as a means of maintaining familial
connections, providing justification…and serving as a
space for negotiation of changing identities” (DeHaan
107).Somewhere thereis always the presence of a
family-triangle—the hopeto find new connections en
route the course of life.
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Abstract:
Patriarchy is a social system that perceives human
beings as binary – men and women. Being men
centered, patriarchy favours men and marginalises
women in every sphere of life. In such a social
system, a boy child/ man is preferred to a girl child/
woman. Capitalism is “an economic system
characterized by private or corporate ownership
of capital goods ...” (Merriam-Webster). Under
such a system profit and market play significant
roles in decision making. Herein, everything in life
is measured in terms of monetary value and ethics
and morality appear to be unimportant. However,
both patriarchy and capitalism are men centred and
“together reinforce the oppression of women”
(Bruneau). It is a fact that “The oppression of
women is very ancient: it existed before capitalism,
which is also a system of oppression” (Comanne).
Thus, it is observed that both patriarchy and
capitalism are forces which marginalise women.In
this paper, Mahesh Dattani’s play, Tara, has been
studied from the point of view of capitalist
patriarchy. It is observed that the operation of
capitalist patriarchal set up, represented by
Bharati’s father, is so strong that it plays a
significant role in the life of Patel, Bharati,
Chandan, and Tara. It is also observed that all the
men in the play – Bharati’s father, Patel, Chandan,
and Dr. Thakkar – represent capitalist patriarchal
attitude and women like Bharati and Tara are

always at the receiving end. Thus, the play suggests
that humanitarian values are more important than
capitalist patriarchal values.
Keywords: Capitalism, Patriarchy, Men, Women,
Tara
The system of patriarchy has always relegated women
to the periphery in a systematic manner. In patriarchy
the role of men is considered as the primary
authoritarian figure who is central to various social
organisations, and where the central male-figures hold
authority over women, children, and property. It implies
male rule and privilege and entails female
subordination. In such a context, Simone de Beauvoir’s
observation, “Throughout history they [women] have
always been subordinated to men ...” (Parshley et. al.
xxiv) occupies a special significance. In fact, as Kate
Millett opines in her Sexual Politics, the patriarchal
society uses various mechanisms to employ power
relation in the society and paves the way for dominance
of men over women. Millett observes that women, in
a patriarchal society, are often made to internalise
patriarchal ideology so that they accept their subjugation
and they also become instrumental in the marginalisation
of other women.
Patriarchal societies run on principles which in most
cases identify women as the conditioned “other” to
the male “subject” (Parshley et. al. xxii). Beauvoir
adds that women have always been dependent on “...
fathers or husbands – more firmly than they are to
other women” (Parshley et. al. xxv). Such a system is
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deep rooted in Indian culture and Manu viewed, “In
childhood must a female be dependent on her father in
youth on her husband, her lord being dead, on her sons,
if she has no sons, on the near kinsmen, on those of
her father; it she has no paternal kinsmen, on the
sovereign, a woman must never seek independence”
(Chandra 64). In such a social set up women have
traditionally been dependent on some male family
members like father, husband, or son or even on some
male relatives. They are often identified not on their
own but in relation to some male member of the family
– as someone’s daughter or as someone’s wife, or as
someone’s mother and so on.
Women, in most Indian societies, are scarcely allowed
independence and worst is the case of the girl children
who, in some societies, are either killed or abandoned.
Thus, patriarchy seems to be such a system which
tends to work on the binary and which marginalises
women. With the development of civilization, patriarchy
got associated with capitalism and both continue to
contribute to marginalise women. One of the principal
factors for such combined oppression of women is
obvious for the fact that both patriarchy and capitalism
were constructed by men and are run to facilitate men
over women.
Capitalism may be defined as “an economic system
characterized by private or corporate ownership of
capital goods, by investments that are determined by
private decision, and by prices, production, and the
distribution of goods that are determined mainly by
competition in a free market” (Merriam-Webster).
Thus, capitalism is a system run by private ownership,
not by the government; and decisions, in such a system
of economy, are arrived at by private firms wherein
prices of goods and even the production and distribution
of the same are dictated by the market. In such a
system, decisions are arrived at eyeing on the profit
and ethical considerations appear secondary. Capitalism
and patriarchy combine to further marginalise women,
“The oppression of women is very ancient: it existed
before capitalism, which is also a system of oppression”
(Comanne). Under capitalist system, women are
oppressed and such oppression helps the capitalists to

control the workforce of men. It is understood that
“capitalism and patriarchy together reinforce the
oppression of women” and further “Patriarchy cannot
possibly be considered as independent from capitalism”
(Bruneau). Apparently capitalism seems to help women
attain independence, but it actually damages the
condition of women and thereby further contributes to
the age old subjugation of women in a patriarchal
system.
The phases of injustice and discrimination against girl
children and women are common in a predominantly
patriarchal society like India, in which it is believed
that the Vansh (clan) continues through the male child.
It is also believed that parents can attain moksha
(liberation) only if the son performs the kapaal kriya
(breaking of the skull while being cremated). So under
such conditions women seem to have almost no
significance and hence they are used for the purpose
of men only. The operation of power-relations in society
also causes for the oppression of women. On the
operation of power, Michel Foucault views:
Power must be analysed as something which
circulates or as something which only
functions in the form of a chain.... not only do
individuals circulate between its threads; they
are always in the position of simultaneously
undergoing and exercising this power....
individuals are the vehicles of power, not its
point of application (Gordon 98).
The play of power is often subtle and hegemonic in
nature wherein power is exercised through negotiation
and not through the application of brute force.
The play, Tara, centres round a family comprising of
the father (Patel), the mother (Bharati), and two
children (Tara and Chandan), “They are almost an all
Indian family!” (Prasad 138). Mee views, “Dattani
focuses on the family as a microcosm of society in
order to dramatize the ways we are socialized to accept
certain gendered roles and to give preference to what
is ‘male’” (320). The birth of the children leaves the
parents utterly shocked as the children are born as
Siamese twins. The medical reports add to the worry
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of the parents as it unveils that the “third leg” (Dattani
378) gets its blood circulated through the girl child
(Tara), not, as they would have been happy to know,
through the boy child (Chandan), and that the third leg
biologically belongs to Tara and hence it will be safe
to provide Tara with two legs through surgery.
Tara is a satire on the contemporary society in which
“All the propagandas of equality between male and
female, equal opportunities to women in all the fields
are belied” (Das 51). Bharati’s father, who happens
to be the architect behind Tara’s handicap, does not
have any sense of remorse or even sympathy and
leaves all his property only to Chandan. Subhas
Chandra rightly opines, “It is the socio-cultural system
which is responsible for her (Tara’s) death” (62). He
adds, “No one individual is responsible for what happens
to her [Tara], because this has to do with the
positioning of the girl-child in the Indian society” (64).
In other words, “Taras (stars) do not twinkle on the
Indian sky! Because they are not allowed to!!”
(Chandra 67). The society that Dattani portrays is one
where girl-children are not expected or are drowned
“in milk” (Dattani 349).
Tara subtly questions gender prejudice, “... the primary
theme [of Tara] ... is the way we Indians discriminate
between male and female children” (Prasad 135). This
play can be read as a play about the combination of
man and woman in one self. Hence, the play can also
be read as the search of individuals for the self which
unites man and woman. The play ends by showing
that the twins hug each other suggesting that they are
“together once again, and whole, complete” (Prasad
140). This suggests that the capitalist-patriarchal
societal norm separated them, who once again form a
whole when they are beyond the limits of society. Tara
represents the case of Tara and Chandan and attempts
to indicate that both men and women together form
the social fabric and they need to be looked as equal.
Dattani attempts to establish this thesis by making “a
medical improbability an artistic possibility” (Rizvi 14).
Tara appears as “an archetype, an icon of the
postcolonial Indian women who are crushed in the mill

of tradition and modernity” (Kanupriya 71).
The patriarchal-capitalist society represented by
Bharati’s father is disturbed at the revelation about
the “third leg” (Dattani 378) as he finds it difficult and
at times even impossible to support anything that comes
as an obstacle to the benefit of a male child. Bharati’s
father does not even appear on the scene but he is the
most influential man who influences the lives of all the
characters in the play. Influenced by Bharati’s father,
Dr Thakkar operates upon the Siamese twins and
favours Chandan with two legs though it was unethical.
Dr. Thakkar does this as he has the “intention of starting
a large nursing home – the largest in Bangalore. He
had acquired three acres of prime land – in the heart
of the city – from the state. Your grandfather’s political
influence had been used. ... Chandan had two legs –
for two days” (Dattani 378).
The result is disastrous as Chandan’s body fails to retain
the second leg, the Patel family is shattered, Tara dies
at an early age, and Chandan fails to live with guilt in
India and settles down in England, and Bharati loses
her sanity and later dies. Erin Mee views, “Woven
into the play [Tara] are issues of class and community,
and the clash between traditional and modern lifestyles
and values” (319). Mee adds, “Tara and Chandan are
two sides of the same self rather than two separate
entities ...” (320). But the capitalist-patriarchal ideology
fails to observe the beauty in each of the children and
the outcome is disastrous.
Apparently, it is Bharati who betrays Tara and, thus,
she suffers throughout her life. Bharati thinks, “... that
it was her decision that caused this particular disability
in her daughter” (Prasad 141) and gradually “Tara is
emotionally devastated” (Mohandas). It may be said
that the discrimination and injustice that Tara faces
from her mother are the consequence of Bharati’s being
a prisoner in the hands of collective unconscious that
constitutes her psyche and therefore she believes that
men should always be preferred to women. Such a
decision of Bharati becomes the reason for her eternal
suffering. She even attempts to atone for her guilt by
donating her kidney to Tara. However, Patel, who is
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also a representative of patriarchy, does not allow her
to do so and thereby denies her expiating for the guilt
that she lives with.
In decision-making part for the operation on the
Siamese-twins, Patel seems to be the cruellest figure.
In his abstinence from action in the matter of surgery,
it seems that Patel was a complicit, “He too believes
in gender hierarchy and thus his protestations are
ultimately hollow and his rejection by Dan seems
apposite” (Prasad 141). He is a representative of
patriarchy who remains silent in the subjugation of
women. His words, “Maybe if I had protested more
strongly!” (Dattani 378) clearly speaks of his
dependence on the capitalist father-in-law. Even Patel
appears to be a party to the injustice done on Tara but
he takes the central position in the play and the reader
knows whatever he relates about the past when Bharati
is taken off the scene for the rest of the play.
Chandan in Tara remains at the centre of action of
the play – the play begins and ends with his speech –
though the play is titled after the name of Chandan’s
sister, Tara. Throughout Tara’s life-time, Chandan
appears to have been highly concerned about Tara and
he declares that he escapes to London to expiate for
his sense of guilt, but his escape can also be seen as a
pretension, “I had even forgotten I had a twin sister.
Until I thought of her as subject matter for my next
literary attempt” (Dattani 324). Thus, it appears that
he thinks of Tara while he actually thinks about the
“subject matter of ... [his] next literary attempt”
(Dattani 324) – concern of a capitalist patriarchal man.
Thus, Tara is seen here as a commodity and not as an
individual. Guided by patriarchal ideology, Chandan,
when he is able to write the play, becomes selfish and
makes the play his tragedy with a simple statement of
apology, “Forgive me, Tara. Forgive me for making it
my tragedy” (Dattani 380). It, thus, appears that
patriarchal society may appear to be sympathetic to
the cause of women but it cannot bear to see women
as more successful than men. The way Bharati’s father
deprives Tara of the leg, Chandan too deprives Tara
of being the protagonist of the tragedy.

The followers of patriarchal ideologies generally
attempt to make gender roles specific for male and
female children. Generally, awareness is created about
their specific gender roles and they are expected to
follow the same rigorously. Judith Butler opines that
gender is “a constructed identity” in which “actors ...
perform” (Butler 520). Tara represents such defined
gender role where men and women have their separate
zone, and where they are expected to fit in well. It is
observed that both Patel and Bharati are bound by
patriarchal norms and they do harm to Chandan and
Tara, though their purpose was to help their son. Both
Bharati and Patel set different roles for the children –
whereas Bharati is concerned in growing Tara like a
woman; Patel is concerned to make a man of his son
– expecting manly behaviour from his son.
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Abstract:
The paper navigates through the socio-cultural
footmark that Satyajit Ray (1921-1992) etches
through his detective fiction in nineteenth century
Bengal. It locates texts and their recurring themes
and motifs in a wider social and historical context.
This would deal with the emergence of the genre
initially as an adaptation of the West. The essay
tries to focus on Ray’s uniqueness in his
characterisation, origin, methods of detection, and
nuances of narrative technique that makes him the
stalwart of Bengali Detective Fiction for Children.
Ray indigenised the genre and attempted to decode
the unsolved mysteries through his protagonist by
appropriating the cultural richness of Bengal.
Keywords: Satyajit Ray, Detective Fiction,
Bhadralok, Culture, Feluda.
The evolution of Detective Fiction in European
Literature had a distinct impact on the literature of the
colonised countries, especially India which was already
rich in its own literary heritage. Francesca Orsini in
her essay, ‘Detective Novels: A Commercial Genre in
Nineteenth-century North India’ argues that this genre
“was brought into India ‘ready-made’, without the
intellectual and historical substratum that had generated
it in Europe” (436). Priya Joshi in her book In Another
Country: Colonialism, Culture, and the English
Novel in India states that the detective novels,
especially the works of Collins and Doyle appeared in
the public libraries in India, almost during the same

time when they initially appeared in Britain (64). Hence
in the later parts of the nineteenth century, as Calcutta
was considered the hub of all the administrative and
cultural activities of it’s imperialist state, the canon of
detective fiction was also available to the readers and
writers in Bengal. As Bengali had already established
its importance as a language in Indian Literature long
before the British Rule, it can be perceived that the
genre of detective fiction in England served as an
archetype for the writers in Bengal. Though the
reference of crime could be traced quite early in
Bengali literature, yet the fact that detective fiction as
an epoch emerged as a result of colonial intervention
is evident while tracing the literary history of detective
fiction in Bengal.
There is a distinct cultural value associated with the
detective writings of Ray and he understood it well
while writing down his stories. His stories are strewn
with depictions of culture and history emphasising
prominently the archival past of the country. They
reflect the social milieu of the Bengali middle-class
families, their habits, and carefully avoid any mention
of the socio-political upheaval that was prevalent
during the late twentieth century when these novels
were published. His writings kept in mind the audience,
reducing the discourse in a manner so as not to have a
jarring effect on the reader’s psyche. There was a
deliberate avoidance of violence and female characters
and Ray improvises his work in a unique way so as to
bring out these cultural impressions through the setting,
life-style, intimacy of relationships, narrative technique,
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etc to make his writings more appropriately suggestive
to the Indian audience.
The paper delves deep into the detective writings of
Satyajit Ray and focuses on two major hypotheses:
Firstly, in spite of the strewn references from western
writers like Doyle, from whom Ray admittedly draws
inspiration, his (Ray’s) writings distinctly delineate
divergences from them, making him create a niche of
his own in the genre of detective fiction. Secondly,
Ray uses local culture, history to weave the narrative
so as to heighten the ‘desi’ flavour in his writings and
indianizes the genre of detective fiction.
Literary critic Saroj Bandhyopadhyay, in her essay
Goyenda Kahini te Satyajit Gharana (Satyajit Ray,
in the genre of Detective Fiction), discriminates the
detective writings of Ray from the traditional works
belonging to this genre. The protagonist Feluda is not
typically a detective fiction character. Though he
succeeds Byomkesh Bakshi, who was an out and out
family man, Feluda is not placed within a familial
structure. The narrator of the stories, Feluda’s cousin
is often termed as a ‘functional narrator ’ by
Bandhyopadhyay (936). Apparently, Tapesh Ranjan
appears to be like Watson but the liaison, which the
sleuth shares with his cousin is quite different from
that of Watson and Holmes. Tapesh is quite younger
than Feluda. He is more of an apprentice whom the
sleuth trains to be like himself in future. The adolescent
readers can vehemently identify themselves with the
young narrator irrespective of their gender.
Bandyopadhyay comments in her essay that though
Tapesh is the narrator of the Feluda stories, Feluda
has always been the ‘guide-narrator’. According to
Banerjee, Feluda was always the passive ‘centre of
consciousness in the novels (937).
Ray domesticates and internalizes several differences
in his depiction of characters, in terms of their name,
appearance, way of life and their food-habits by giving
a sneek peak into the Bengali lifestyle that
overshadows most of his works. The sleuth Pradosh
Chandra Mitter is mostly known by his nick-name
‘Feluda’ which is typically Bengali in nature. A Bengali

is often vested with a ‘dak-nam’ or a nick-name given
by the close ones apart from the real name by which
he is known to the public. The name ‘Feluda’ can be
broken into - the nickname ‘Felu’ and suffix ‘da’
meaning elder brother in Bengali. As Mathur suggests
in her essay, Holmes’s Indian Reincarnation that ,
“it is a name that combines familial intimacy and
respect” (91), which is very typical of Bengalis or
Indians believing in a close-knit familial relationships
that is an inevitable part of the Indian society. The
sleuth along with his cousin is a representative of the
Indian youth, and Ray tries to idealize the character of
‘Feluda’ by bestowing him the qualities that would make
the readers crave to be like the sleuth.
Feluda is conferred with several attributes, both
physical and intellectual, which makes him interesting
and attractive to the readers who would eventually
have a tendency to imitate the sleuth for his brilliant
agility, intelligence, observance, perception, detective
and analytical skills. These skills gradually evolved with
time as he perfectly mastered them all. The protagonist
is not a mere hero, he is one of us. He is brave and a
typical Bengali in his taste and behaviour. Ray imparts
finer emotions and the power of observance to the
sleuth that were the very streak of his own character.
He believes in keeping his mind open to several
spectrums of knowledge and retaining the innocence
and inquisitiveness of a child which makes him more
susceptible to learning in the future. The educative
process is fostered as the protagonist uses concepts
like parapsychology, cenotaphs, musical notes and goes
on to explain them for the benefit of the audience.
Feluda’s interest in the classical past and history of
India, his love for word-games and puzzles makes him
a distinct and independent character. The strict moral
code which binds the characters of Ray especially the
sleuth himself and his compliance to emotions, feelings,
morality and ethics makes his appearance as normal
as any other Bengali youth of his age creating a
‘dedicated universe of readership’ (Chakrabarti 258).
Ray, very distinctly etches a graphic picture of the
Bengali bourgeois class and the ‘bhadralok’ who
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emerged during the period of 1970’s through his
characters. Rachona Majumdar in her essay Feluda
on Feluda: a letter to Topshe discusses how Ray
develops a private investigator, ‘a middle-class man
who was not bourgeois’ and is completely indifferent
to material benefits (242). Majumdar further comments
that, Feluda was nothing “but a representative of the
educated ‘bhadralok’ whose life found meaning in
serving their country through honest endeavours. I
[Feluda] epitomized an ideal of modern Indian
citizenship . . . a modern man who did not seek to
reproduce himself through family and property” (243).
Gautam Chakrabarti in his essay, “The Bhadralok as
Truth-Seeker: Towards a Social History of the Bengali
Detective” mentions that the private investigator’s
‘spirit of rational enquiry’, ‘upholds the spirit of
traditional orders by exposing the soft underbelly of
moral corruption’ (255) which should be the ideal of
every youth of the nation. Chakrabarti pinpoints that
the author aims at “the creation of a pan-Indian modern
individual who aspires . . . the sense of colonial India
necessitating a discourse of the confident Indian who
can face up to the “West” on its own terms” (259).
Critic Indrajit Hazra in his essay Felu Mitter: Between
Bhadrolok and Chhotolok, defines the ‘bhadrolok’
“in terms of class, the bhadralok can range from the
archetypal rich, upper-middle-class Bengali gentleman
to the middle-class Bengali gentleman whose relative
lack of wealth is compensated by his ability to stand
out with dignity in a crowd” (50). This representation
of a morally stratified Bengali middle-class society
which is judged by terms like ‘bhadralok’ for the
gentleman and ‘Chhotolok’ for the “crass, uncultured”
(50) is predominantly dismantled in the works of Ray.
The characters of Ray’s novels sway between the
boundaries of ‘bhadrolok’ and ‘chottolok’ where there
is a fine line that separates them from belonging strictly
to each of these denoted categories. There is a
“palpable sense of preoccupation with the lost world
of the bhadralok which, Sayandeb Chowdhury
discusses in his essay Ageless Hero, Sexless Man.
He says:

This is not to say that Feluda’s clients are
anachronistic, but they are surely exceptional,
citizens of a past world untouched by the
disquiet of the time around them . . . Many of
them happen to be specialists in one thing or
the other, consummate in their taste of the finer
things of life, . . .This is true, almost to the last
syllable, of the clients outside Calcutta, most
of whose primary occupation is to act as
custodians of a past now irreversibly taken
from them.
The author draws a picture of their daily life, their food
habits, hobbies, appetite for reading and several other
features that define Bengali culture. “Feluda is the
archetypal Bengali foodie. (Mazumdar 8)” His culinary
tastes resemble the traditional exotic Bengali cuisine
which includes Bengali sweets, chicken curry and
mixture belonging to a specific shop of his choice in
New Market. For example, in The Curse of the
Goddess, Feluda does give in to Lalmohan-babu’s
request and visits the Great Majestic Circus, but only
after he had finished his chicken curry and dal cooked
by the chowkidar’s wife. His penchant for food and
fondness for fish is also evident in stories like The
Mystery of the Elephant God, etc. The sleuth is often
presented as a voracious reader and is seen reading
books like The Chariots of the Gods which provides
an edge to his sharp mind. These features which Ray
incorporates in his characters show the manner in
which he perfectly nativizes the genre. Tapesh, who is
the cousin brother of Feluda is often called ‘Topshey’
or ‘Topshe’ which is actually the name of a fish,
Bengalis are fond of. Ray subtly incorporates a tinge
of humour in the name where he hints at the sleuth’s
fondness of Bengali food and also his cousin. The third
character Lalmohan Ganguly, introduced in The
Golden Fortress is a crime-thriller writer with a
pseudo-name ‘Jatayu’ - a mythical bird in the Hindu
epic Ramayana. This valorous bird sacrifices his life,
attempting to rescue Sita from the clutches of the
villainous Ravana when the later was escaping in his
flying chariot. The name Jatayu is not only associated
with valour but also with steadfast loyalty towards
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Rama, who is the epitome of righteousness. Here,
Feluda is often considered as a moral centre to whom
Jatayu is loyal to. By using this name, Ray tries to
emphasise the “socio-cultural spectrum of the colonial
native” who makes a “subaltern attempt” to emphasise
the rich cultural history by reviving events from the
past (Chakrabarti 260). There are strewn references
from The Mahabharata in novels like The Mysterious
Tenant which begins with Feluda reading the epic. The
author seems to inform the readers about important
details to illuminate their knowledge about India’s epic
texts.

entire oeuvre of the stories is intricately bound to
humane characteristics that are also found in the
characters depicted by Ray. Mathur says that the
Feluda stories are a form of writing back rather than
being an instance of colonial mimicry as a whole
(Mathur 90).

Apart from introducing dollops of humour, the purpose
of Lal Mohan Ganguly was not merely to provide
comic-relief but also to give an insight into a different
kind of Bengaliness or ‘Bangaliyana’. He is an apt
representative of a Bengali middle-class ‘bhodrolok’
(gentleman) just like Feluda himself. He is average
heighted, bald, funny in his appearance, wrongly
pronounces English words but is always ready to accept
his mistake. He writes crime thrillers, with several
factual errors, yet is inordinately popular amongst the
readers. Ray tries to portray a contrasting character
to ‘Feluda’, through the protagonist of Jatayu’s novels
i.e. ‘Prakhar Rudra’, who has super-human abilities
making Feluda look much more realistic in appearance.

The author tries to draw attention to rich Indian
civilization as he mentions the intricate architecture of
India like the forts of Rajasthan, Agra and the caves
of Ellora. He juxtaposes trivia and historical facts and
folk-lore of a place to make the setting come alive to
the readers. In The Emperor’s Ring, the sleuth gives
an educative introduction to his cousin about the history
of Lucknow and the Nawabs who built Bhoolbhulaia
in the Burra Imambara, the Monkey Bridge over the
Gomti, and the Residency which was the “centre of
the Bristish forces during the Mutiny.” Topshe
describes Lucknow, “There are buildings with turrets
and minarets all around; the roads were broad and
clean and the traffic, besides motor cars, included two
different kinds of horse-drawn carriages. One, I learnt,
was called a tonga and the other was an ekka.”(Ray
28). The Indian culture at its peak can be witnessed in
the elaborate description of the city Varanasi in The
Mystery of the Elephant God which reinstalls the
reader’s faith in India’s enriched culture.

Ray was always a socially responsible writer. His
human qualities are equally vibrant as he tries to give
a realist depiction of what appeals to the mind of the
readers for whom he initially construed the narratives.
The examples are deliberately strewn across most of
the detective stories: in The Mystery of the Elephant
God, Feluda’s concern for his friend Lal Mohan
Ganguly reflects his character who values friendship
more than anything else. Feluda’s compassionate nature
and his sense of responsibility prevented him from
punishing Prof. Nihar Ranjan Dutta in The Mysterious
Tenant, and the famous zamindar Mahitosh Singha in
The Royal Bengal Mystery whose crime was his zest
for fame. Feluda’s pity prevents him from punishing
Ranajit, despite him stealing the research materials of
Mr. Dutta and thirty-three thousand rupees in The
Mysterious Tenant. These features indicate that the

Hence to sum up the contents of this study, Ray tries
to give a vivid picture of the Bengali middle-class
society by reflecting mostly on the lifestyle, day to day
cultures and habits that encompasses a Bengali
household. He purposefully refrains from delineating
political issues but cleverly draws the picture of Kolkata
and some of the towns of Bengal which the protagonist
visits while resolving his cases. Some of the historically
enriched settings like Lucknow, Rajasthan, Varanasi,
Agra are aesthetically dealt with and elaborately
narrated to empower the image of India through his
writings. This also reverberates the author’s patriotic
zeal and weaves cultural nationalism by representing
India in a positive light. The uniqueness in dialogues,
characters, settings along with the juxtaposition of
suspense, action and humour enables Ray to paint a
gripping narrative that keeps the readers hooked. Ray’s
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abstinence from vesting ‘a super-hero image’ to the
protagonist and the very fact that the readers can relate
to the characters, makes the series immensely popular
and instills the purpose of weaving these narratives.
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Abstract:
Kinship studies, a key area of anthropology since
the late nineteenth century, implies human
relationships based on consanguinity and
biological affinity, where blood-relationships play
an essential role in the social grouping of people
and identity formation. The essentialist idea of
kinship insists on a universal assumption—‘Blood
is thicker than water’. However, this idea has been
challenged by modern cultural anthropologists in
the late twentieth century (David M. Schneider and
Marilyn Strathern) and early twenty-first century
(Janet Carsten) since it does not take into
consideration multiple cultural factors in the
formation of kinship in this modern age of
transnational migration and dislocation. Setting the
‘blood-related’, ‘natural’ or biological kinship
aside, they advocated for the ‘cultural’ dimensions
of kinship configured by regional specificity,
community, ethno-nationality, language, marriage
and even diasporic dislocation. In this article, we
attempt an exploration of transcultural kinship
concerning diasporic individuals and their families
constituted by members with different ethnocultural identities. Taking Amitav Ghosh’s The Glass
Palace (2000) as case-study, this essay would
examine how dislocation beyond the familiar
cultural space opens up avenues for re-imagining

kinship beyond the bonds of community and often
leads to the establishment of families across the
“water” (metaphoric of diasporic mobility). We
also attempt to investigate how cultural hybridity
and transculturality reconfigure family-ties
situating an individual in a newer pattern of
kinship; how a relationship like close friendship
or mentorship turns into strong kinship bonds
resembling family-ties.
Keywords: Migration, Dislocation, Identity,
Borders, Negotiation, Kinship, Family-ties
“The ideas of kinship, the kin-based society, the idiom
of kinship, and the content of kinship are the received
wisdom of today, as they have been almost from the
beginnings of anthropology.”
A Critique of the Study of Kinship (1984): David
Murray Schneider
-With this proposition, Schneider’s influential volume
A Critique of the Study of Kinship (1984) initiates a
relatively new way of looking at kinship studies beyond
the formalist tradition, by attempting cross-cultural
analyses of kinship only three decades back. The
inception of kinship studies is attributed to Lewis Henry
Morgan and his ‘magnum opus’ Systems of
Consanguinity and Affinity of the Human Family
(1871) which centres around the essentialist idea of
kinship based on blood relationships and biological
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affinity. The propositions of Schneider’s new
anthropology of kinship, which he finds as “the received
wisdom of today” (3), rely heavily on nature/culture
interplay than the biologically determined structuralist
way of assessing kinship. The inclusion of ‘local’
culture/s and community history as no less essential
determinants than the exclusive factors like progeny
and ethnology in kinship studies, has allowed a broader
and more fluid conceptualization of kinship through
comparative analyses of what Riitta Jallinoja and Eric
Widmer call as ‘relationality’ of the individual with
society and its culture.Marilyn Strathern has further
developed this very shift from biologically essentialist
assessment of kinship to the comparative, crossculturalist analyses of identity. In her book After Nature
(1992), Strathern findsthat as colonial encounters have
materialized into cultural contacts, there is the apparent
“possibility that new forms would naturally yield unique
and vigorous hybrids” (37). Thus the historical process
of colonization has its cultural outcome in redefining
kinship. In this context of kinship studies, Amitav
Ghosh’s The Glass Palace (2000), a multi-layered
historical novel set in a period of a little more than one
hundred and ten years, is an interesting case study.
This narrative is a“family saga” (Thieme 269)
showcasing the shaping and reshaping of kinship and
family-ties across four generations. Beginning with the
historical event of the third Anglo-Burmese war and
the expansionist British Empire in the Indian
subcontinent, the novel accommodates ordinary people
down to a dislocated Indian orphan, as well as the last
Burmese Royal family of the Konbaung dynasty
deposed and exiled to colonial India.
Marilyn Strathern’s ideas of the “unique and vigorous
hybrids” (37) and the historico-cultural effects of
colonization could be seen as ‘relational’ assumptions
enabling the individual to conceptualize the self and its
relationship status with the diverse cultural reality
around, and thus broadens the scope of kinship
terminologies. Janet Carsten, in After kinship (2004)
attempts to find out how “kinship is part of the pregiven, natural order of things and the extent to which
it is shaped by human engagement” (6), and therefore,

takes the way Schneider has recently paved for the
‘revisionist’ anthropologists. Carsten emphasizes the
analytic project of cross-cultural comparison outside
the Western model of kinship-studies and insists on
the “processual understandings of kinship, which
allowed for a greater experiential emphasis on the way
kinship is lived” (36; original emphasis). She takes in
consideration the “memories of houses inhabited in
childhood” (31), “the ‘mixed-up’ quality of social life”
(34) and the likes which should “be understood in
juxtaposition to the dislocations of history” (35). She
concludes that “close kin ties are intrinsic to the social
constitution of persons” (83). These propositions of
socio-cultural kinship have further been emphasized
by Jallinoja and Widmer’s idea of ‘relatedness’ which
insists on the socio-cultural “processes” through
“which contemporary individuals continuously make
and remake their families within various structural and
cultural constraint” (6).
In Amitav Ghosh’s The Glass Palace, historical
vectors like war, deposition and exile, the fall and
annexation of empires, the rise of a new capitalist
colonial economy, the birth of new post-colonial nations,
and finally the introduction of the global economy in
the 1990s—all leading to massive movements and
dislocation of people, contribute to the ‘processes’ of
breaking and making of families and relationships. The
memories of social life in different cultural spaces
across India, Burma and Malaysia result in the genesis
of the narrative itself, as Ghosh tells his readers in the
‘Author’s Notes’: “The seed of this book was brought
to India long before my own lifetime by my father and
my uncle, the late Jagat Chandra Datta of Rangoon
and Moulmein” (GP 549). Personal intergenerational
memory has a seminal role to play in the narrative, as
Ghosh dedicates the novel to the memory of his father
and acknowledges how deeply this “book was rooted
in his experience” (GP 552).In the ‘Introduction’ of
Ghosts of Memory, a volume edited by herself, Janet
Carsten observes that “kinship emerges as a particular
kind of sociality in which certain forms of temporality
and memory-making, and certain dispositions towards
the past, present, and future are made possible” (5).
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In The Glass Palace, kinship as “sociality” lies not
just in the history of the colonial empire and its
aftermath, neither in Ghosh’s inherited memories and
personal history, but in the stories of dislocated
individuals and families across their familiar cultural
spaces.
The grand narrative of The Glass Palace, divided
primarily into seven parts and further into forty-eight
chapters, has its epical sweep over more than a
century— from the November of 1885 to December
1996. Set in Mandalay, the first part introduces the
arrival of an eleven-year-old Indian orphan Rajkumar
Raha from “Akyab, the principal port of the Arakan”
(GP 13) in lower Burma, after the loss of his family
members in an epidemic fever: “I had a father, a sister,
brothers…and a mother” (GP 12). The issues of family
and kinship get impetus from the very first part, as the
narrator describes how Rajkumar’s “father had
quarrelled with their relatives and moved the family
away” (GP 13) from their family-home in Chittagong
to Akyab; how, after the unfortunate death of his
mother Rajkumar is left with nothing—“who had been
so rich in family, was alone now, with a khalasi’s
apprenticeship for his inheritance” (GP 14). Except
for the Royal family of the last Burmese sovereign of
Konbaung dynasty King Thebaw, all the major
characters introduced in part one are the residue
members of broken families: Rajkumar, Saya John and
his son Matthew, Saya John’s shopkeeper consort Ma
Cho and Queen Supayalat’s handmaiden Dolly. No
biological or familial tie unites these people to one
another, but their ‘relatedness’ on the issue of
transnational dislocation that forms real-life kinships
and even family, in due course of time.
Ghosh feels fascinated by the lives of displaced people
and families and ever remains critical of rigorous
assessment of ethno-cultural identity. As “a believer
in transcultural humanity, Ghosh insists on the warmth
of human relationship and not on the cultural, ethnic or
racial boundaries which separate people” (De 144).
Saya John, the Chinese-looking teak-trading contractor
in European clothes “from somewhere in Malaya”
(GP9), has a Christian name—John Martins and was

raised by Catholic missionaries “in a town called
Malacca” (GP10) as he was a foundling like Rajkumar.
The shared identity of the orphan and tit-bits of
Hindustani language soon work cementing the bond
after their meet at Ma Cho’s place. A Burmese-Indian
lady in mid-thirties, Ma Cho is John’s consort and runs
a food-stall close to the western wall of the Burmese
fort in Mandalay. Saya John’s son Matthew is a boy
of seven, who has already lost his mother and lives in
Singapore with his mother’s family for a decent
education. It is only on holidays that Matthew visits
Mandalay for a couple of weeks to stay with his father.
Finally, the youngest of Queen Supayalat’s
handmaidens, “a slender ten-year-old called Dolly” (GP
20) is someone who has “no memory of her parents or
family”. As the narrator reports, she “had been brought
to Mandalay at a very early age from the frontier town
of Lashio” (GP 20). Contrary to these dislocated
individuals of several broken families, stand the
Burmese Royal family of King Thebaw and Queen
Supayalat with their two princesses. Part one of The
Glass Palace chronicles the defeat and deposition of
King Thebaw after a fourteen-day war, and the
eventual exile of the Royal family to India, where the
Royal couple gets two more daughters in their family.
The annexation of the Burmese kingdom of Mandalay
to the British colonial empire of the Indian subcontinent
opens up new opportunities to traders and contractors,
and Rajkumar allows himself becoming an assistant
of Saya John for a living. Part two of the novel focusses
more on the family of the exiled Burmese King in
Ratnagiri, simultaneously representing the capitalist
economy of teak-trading and the rise of Rajkumar as
a successful entrepreneur in Burma. Ghosh’s keen
preoccupation with the issues of kinship and family
has been reflected as in the transformation of human
relationships, so in a subtle, fantastic reference to
botanical kinship1. However, the family of the Indian
District Collector Beni Prasad Dey and his wife Uma
has been introduced in this section. A new family is
established with the marriage of Rajkumar and Dolly
as Rajkumar appears at Ratnagiri as a successful and
affluent timber-trader in search of Dolly in a rather
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cinematic manner. A third family is on its way as the
King’s attendant-coachman Mohan Sawant gets
seriously involved with the first princess. After almost
two decades of stay in India, the exiled Royal family
members have adopted many social and cultural traits
of Indian life, along with a few Indian languages like
Hindustani and Marathi. The Burmese Queen confides
to Uma that the cultural custom of the change of Indian
women’s names before and after marriage is still
obscure to her: “We have never been able to accustom
ourselves to your way of naming women after their
fathers and husbands. We do not do this in Burma.”
(GP 108). The difference between two ethno-cultural
spaces becomes evident as marriage and the eventual
change of family from the parental house to the
husband’s house takes place, resulting in the change
of surnames of Indian women.
It is for Uma’s earnest behest that Dolly decides over
marrying Rajkumar and after a brisk “civil ceremony”
and garlanding, the couple moves for Rangoon. Saya
John appears to welcome the newly-wed couple in
Rangoon’s passenger jetty and what follows is a
definite proof of transcultural kinship claiming a familial
bond close to the role of a father-in-law: “Taking hold
of her wrist, he slipped the bracelet over her knuckles.
‘It belonged to my wife,’ he said. ‘I put it aside for
you’” (GP 181). Rajkumar’s identity mirrors that of
John’s biological child Matthew as John allows
Rajkumar to enter his closest sphere of intimacy. Carol
Smart’s idea about “how we relate to our relatives
and whom we include in our spheres of intimacy” (13)
depends on the choice and decision of the individual
outside specific needs prescribed by the traditional
kinship formula. Meanwhile, the family of Collector
Dey at Ratnagiri breaks as Uma moves back to her
parental household in Calcutta. The first princess in
the Burmese Royal household gets pregnant by the
Indian coachman Sawant which creates sufficient ire
not just in Thebaw’s family but also in the British
colonial administration. The Collector receives a
reprimand from the Chief Secretary of the Bombay
Presidency expressing intolerance about the “prospect
of dealing with a half-caste bastard”: “They like to

keep their races tidily separate” (GP 173). The issue
of keeping “their races tidily separate” is vital to the
discussion of the western model of kinship studies, as
Janet Carsten points out in After Kinship: “In defining
itself as a discipline, anthropology thus reinforced the
boundaries between the West and the rest. Kinship
was something “they” have; “we” have families, and
this was a quite different matter.” (15) However, Uma’s
departure and the official letter of reprimand depress
the Collector so deeply that during risky and unmindful
rowing in the sea, he is swept away by the tide and
dies. As Uma had “no children to care for” (GP 184),
she decided to go abroad. Ghosh has shown how the
breaking of a family motivates dislocation in unfamiliar
ethno-cultural space.
The names of Dolly and Rajkumar’s two sons stand
as significant examples of cultural hybridity and
transcultural identity, as they have both an Indian and
a Burmese name: the elder Neeladhri’s Burmese name
is Sein Win, and the younger Dinanath’s Burmese
name is Tun Pe. It is how, in the second generation,
transculturality becomes easier to achieve. Meanwhile,
Saya John’s son Matthew marries an American named
Elsa, and establishes a family: a transcultural family
again! Though Matthew is a Catholic, and Elsa’s
parental family is Protestant, the common issue of
Christianity keeps the difference less visible. A cultural
anthropologist by academic training, Amitav Ghosh
takes immense interest in human relationships despite
the disparate socio-cultural constitution of identity,
which gives Janet Carsten’s proposition the validity
that “close kin ties are intrinsic to the social constitution
of persons” (After Kinship 83). As the issues of home,
belonging and upbringing are significant to the
constitution of cultural identity, kinship and family, the
transculturally dislocated individuals find it challenging
to establish families or close kinship in the socio-cultural
order around them. The exceptions are excitingly
exemplary, as the narrator of The Glass Palace
informs the reader about the families of the Burmese
princesses, which is also historically authentic: “…of
the four Princesses, the two who’d been born in Burma
both chose to live on in India. Their younger sisters …
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both born in India, chose to settle in Burma: both
married and had children” (GP 213). The “unique and
vigorous hybrids” (Strathern 37) hardly find it
challenging to establish transcultural kinship in
dislocation. Rajkumar’s extramarital relationship with
a south-Indian coolie woman in Malaysia and the
eventual birth of Ilongo is a strong example of
transcultural kinship in dislocation. The ending of the
novel is significant since it shows how lack of wealth,
homelessness and dislocation transform people. Despite
their mutual antipathy, the redemptive love brings
Rajkumar and Uma together to dissolve the borders
between them. The crossing of borders not only
liberates the ‘self’ from a confined space but also
situates it in a global network of kinship that paves the
way for re-imagining community and a home across
the water.
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Abstract:
Lucifer is a Television drama series developed by
Tom Kapinos based on a comic book (The Sandman)
character created by Neil Gaiman, Sam Kieth,
and Mike Dringenberg. It was premiered on Fox
on 25 January 2016. Satan/Lucifer, derived from
the Christian myth has always been a misinterpreted
figure. Satan is usually viewed as the embodiment
of evil according to the religious myths. This paper
attempts to decodeLucifer in order to study how
this TV show challenges the popular myths
revolving around the Lucifer/ Satan/ Devil figure.
The series portrays Lucifer as an accuser/ punisher
and not the embodiment of evil. Lucifer
Morningstar used to be the Lord of Hell where his
job was to punish the souls of the sinners before
he decided to take a vacation in Los Angeles, USA.
While in L.A, he continues his job as a punisher by
associating himself with the LAPD. Another popular
notion it challenges is the Devil as the tempter and
the typical human behaviour to blame the devil thus
attempting to escape accountability for our own
mistakes/sins. Religious tradition teaches Satan as
the most vicious living being in existence but the
show purports the idea that even the Devil is not
beyond redemption. The paper also envisages to
analyse how Lucifer is rooted in Biblical and
Miltonian Universes and how it subverts the same.
Keywords: redemption, retro-fitting, censorship, evil
etc.

Kapinos which premiered on Fox television on 25
January 2016. The titular character is based on a
supporting character by the name Lucifer Samael
Morningstar in the comic book series titled Sandman
which was written by Neil Gaiman and published by
the Vertigo Imprint of DC Comics.
The series consisted of three seasons with 13 episodes
in the first season, 18 in the second and 26 in the third
season when Fox cancelled this show after the airing
of the twenty fourth episode which ended in a
cliffhanger on 18 May 2018. After the cancellation,
fans of the show staged a massive protest on the various
social media platforms and the show was taken up by
Netflix and the fourth season was aired in 2019.
It stars Tom Ellis as Lucifer Morningstar: who has
decided to take a vacation from his duties as the Lord
of Hell and is the owner of a Nightclub named ‘Lux’
in Los Angeles and later becomes a civilian consultant
to the Los Angeles Police Division (L. A. P. D), Lauren
German as Chloe Decker: homicide detective of the
L.A.P. D and Lucifer’s love-interest, Rachel Harris
as Dr. Linda Martin: Lucifer’s Psychotherapist and
his confidante, Lesley-Ann Brandt as Mazikeen: a
demon who followed Lucifer through the gates of hell
and his powerful ally with a dark side, D. B.
Woodside as Amenadiel, Lucifer’s brother who is the
eldest of his Angel- siblings and Tricia Helfer as
Charlotte Richards: whose body is possessed by their
“Mum” (in season 2) the Goddess who had been
condemned to hell for eternity by their “Dad”, God.

Lucifer is a procedural drama series developed by Tom
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This research paper envisages to analyse this television
series with special focus on its eponymous character
Lucifer, once-God’s favourite son who was casted out
of heaven for disobeying Him and condemned to be
the Lord of Hell for eternity. The following are the
objectives behind this attempt: 1) to examine the
historical evolution of the character Satan/ Lucifer
derived from the Christian myth ranging from his
portrayal in Bible to this TV show, 2) to analyse how
the theme of the Devil’s redemption is worked out in
the series, 3) to look at the controversies circulating
the show to examine the hue and cry for censorship
and 4) to explore the political commitments of the
series.
Henry Ansgar Kelly in his work Satan: A Biography
argues that Satan is a figure who is largely
misunderstood and the negative characterisation
associated with this character is due to retro-fitting:
“this interpretation has bedeviled the history of Satan,
transforming him from a merely obnoxious functionary
of the Divine Government into a personification of Evil
- a personification that really exists as a person”(2).
He states that Satan is not God’s enemy in the New
Testament but is the accuser of humankind by drawing
references from the Bible. The Devil became the
embodiment of evil in post-biblical interpretations of
the Biblical texts. Thus, according to Kelly, the Bible
does not postulate him as God’s enemy but he is merely
an employee under God’s authority. It is the texts and
works that came later that portray Satan as God’s
adversary.
‘The Lucifer’ in the TV series is located within this
context; he is not God’s enemy. He is God’s estranged
son, deeply troubled with psychological complexities,
who proclaims to hate his father but underneath that
exterior bravado the viewer wonders if that is truly
the case. For instance, in the episode titled “God
Johnson” (Season 2, Episode 16) we see Lucifer
meeting with someone whom he believes to be God.
Naturally, he begins by venting his fury upon this
character, named God Johnson but later Lucifer works
out his issues with him and decides to arrange a meeting
with him and his mother who had escaped from hell

and came to Earth and was trying to hatch a plan to
return to heaven at any cost. The show’s didacticism,
ironic in one sense, seems to be trying to convey a
message to the audience that one can always make
peace with one’s family members. Though both Lucifer
and the Goddess state on multiple occasions that they
can never forgive God, once they interact with each
other, the previous differences that they had melt away
when they apologise to each other.
In this sense we can say that Lucifer is closer to
Milton’s Satan than any other depictions of him. Milton’s
Paradise Lost offers Satan’s perspective on his
rebellion with God. Book IV of Paradise Lost provides
a psychological peek into the character: “Me
miserable! Which way shall I fly/ Infinite wrath and
infinite despair?/ Which way I fly is hell; myself am
hell” (63). Tormented with guilt and sorrow he finally
decides that it is “better to reign in Hell, than to serve
in Heaven.” Lucifer in the TV show is not a diabolical
villain or an evil master-mind. When the show begins
he is selfish, ruthless, deceptive and even cruel. He
considers himself charming and is arrogant to the core.
But ironically the devil is not devilish. He is even
capable of inspiring people to do good. This is shown
in the Pilot episode, when he inspires his long time
acquaintance and film star Dalila to turn her life around
from substance abuse. However, she gets killed in an
encounter soon after and Lucifer decides to seek
punishment for Dalila’s killer.
His psychological transformation begins when he
meets Chloe Decker, the homicide detective who
investigates the murder of Dalila. He introduces himself
as the devil and naturally she doesn’t believe him.
Lucifer has the power to draw out the “deep dark
naughty little desires” (00:02:11- 12, Episode 1, Season
1) in people’s minds. He can manipulate people by
making eye contact with them. He describes this as a
gift from God. But to his indignation, he finds that his
powers do not work on Chloe. This leads him to develop
an attraction towards her and initially he accompanies
her on her case to exact punishment for his friend’s
killer. Later he persuades the Lieutenant to officially
appoint him as a civilian consultant to the L. A. P. D.
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Chloe is a good woman with explicit moral values. The
essential goodness and the selflessness of this
character influences Lucifer in such a way that he
begins to accept her criticism of him in a positive light.
Another important factor which contributes in his
psychological development is his sessions with Dr.
Linda Martin. The inherent motto of the series,
redemption is possible for everyone who makes an
attempt at repentance and attaining goodness can be
read in this character as well. Dr. Martin initially
accepts payments from him as sexual favours but after
meeting with Chloe she contemplates on her choices
and decides to put an end to this unethical practise.
Each episode revolves around a murder case during
the course of which Lucifer learns something valuable.
In the second episode of the first season, though he
denies initially that earth/ Chloe is changing him, he
realises that he “ tried to change, that’s what’s
important” (00:36:48) and admits the same to Dr.
Martin. We see that he is beginning to care about
someone other than himself. He begins to care for
humanity as such and tries to ensure that the innocent
are not punished and the killers are, in the later
episodes. More than that, as Dr. Martin tells him at
the end of the third episode: “I think you don’t just
enjoy punishing the bad people. I think you are starting
to enjoy seeking justice for the good ones” (00:41:4041).
The seventh episode in the first season titled
“Wingman” depicts a pivotal moment in Lucifer’s
transformation and the journey towards redemption.
He had severed off his angel wings when he decided
to stay on in L. A and never to return to hell. The
severed wings were secretly enclosed in a container
vehicle to be transported when the container goes
missing and a homicide takes place during the theft.
Episodes six and seven narrate Lucifer’s quest for his
wings. Lucifer tracks down the wings through a
religious relic auction and realises that his brother
Amanadiel orchestrated the theft in order to make him
yearn for the wings and to generate in him the desire
to return to Hell to resume his duties as it’s Lord. He

burns the wings in Amanadiel’s presence and perhaps
this is the most significant moment in his road to
redemption. This is when he truly understands that he
never wants to go back to hell and this realisation is
not simply because of his desire to be with Chloe. It’s
much more than that; he is rejecting the destiny his
father chose for him; he is embracing his own free
will. Though it might seem confusing as to how
rejecting God’s command is an act of redemption, my
analysis is that Lucifer is fighting so hard to jettison
the image of himself as the prince of darkness and the
embodiment of evil. He might have relished in this idea
before but now he finds it problematic that others find
him evil. It is also crucial to acknowledge that he doesn’t
consider himself evil. The burning of the wings is not
merely the rejection of “the life dear old dad chose”
(00:35:02) for him instead it is about embracing himself
for who he is, Lucifer, but also Samael, the lightbringer.
The ninth episode “A Priest Walks into a Bar”
showcases the idea that no one is beyond saving. Father
Frank is a character who greatly influences Lucifer.
He tries his level best to tempt him and expose his
hypocrisy but to no avail. Frank tells Lucifer and Chloe
about his own story of redemption, about how he turned
to faith when he lost his family in a car accident.
Lucifer finally accepts that there is inherent goodness
in people and people with true faith remain incorruptible.
It must be mentioned here that faith in the sense that
is used here is not faith in any religion; its faith in an
entity bigger than oneself.
Father Frank dies at the end of the episode in a crossfiring incident and Lucifer is devastated. Just before
he dies, Frank tells him: “At first I didn’t understand
why God put you in my path. But then it hit me, maybe
he put me in yours” (00:35:17-18) to which Lucifer
replies: “I highly doubt it. He gave up on me a long
time ago.” Frank tells him that “You are wrong Lucifer.
Your father has a, has a plan” (00:35:21-38). This scene
is momentous in two ways. Firstly, it investigates the
possibility of the devil’s redemption. Secondly the priest
who is portrayed here is somebody who truly believes
in Christianity, not just the institutionalised version of it
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but in the true essence of it. What else proclaims God’s
goodness than the fact that even the devil is
redeemable? The last episode of the second season
shows Lucifer waking up in the desert with his wings
restored. This is symbolic of the fact that he has been
redeemed by God. In this sense, the series is
propagandist since it encourages the viewer to have
faith and imparts a message that we are all capable of
goodness and God is forgiving and by repentance and
good deeds one can be redeemed. Here the series
subverts the demonised portrayal of the devil by the
Christian theology, by challenging the retro-fittings that
represented the devil as the embodiment of evil and
also demarcates between religion and spirituality. It
challenges the ideologies of institutionalised religion and
expostulates the radical notion that spirituality can exist
even without religion. It separates God from religion.
Another radical notion is introduced later in the series
when Amanadiel has an epiphany and asks Lucifer: “I
am talking about the rules of heaven and hell, Luci.
It’s all based on the human subconscious, what they
think they deserve. What if it applies to us as well? …
What if He wants us to judge ourselves? My wings,
your wings, your devil face, brother, what if we are
the ones who control all of it? (Season 3, Episode 23,
00:12:08-10). This conversation is later given
evidentiary support in the next episode where
Amanadiel gets his wings back when he forgives
himself for the mistakes he committed. The vision of
hell depicted in the series also revolves around this
concept of the self. Hell is a time loop where the guilty
soul re-lives that one moment which has the capability
to tear him or her apart over and over again.
This brings us to the question of censorship. When
this series was announced by Fox “One Million Moms”
a website by the American Family Association started
a petition demanding Fox to cancel the show:
“…because it supposedly paints the Prince of Darkness
in a positive light and disrespects the Bible. . . . glorify
Satan as a caring, likable person in human flesh,”
(Suebsaeng). Another organisation titled America
Needs Fatima also came forth with a petition called
“Be Gone, Satan. Tell FOX to cancel Lucifer”

(America Needs Fatima).Censorship has always been
an obstacle to creativity and we can see that same is
the case here. The very fact that freedom of expression
is to be curbed, the idea that something is to be
censored, inherently implies that the work in question
has subverted or transgressed from the knowledge
purported by the authority. Fundamentalists have
assumed that they are doing ‘God’s work’ while
condemning homosexuality, patriarchy, racism etc.
They have used God and religion to legitimise their
power positions. They have threatened believers with
damnation and hell if conformity to their authority is
questioned.
Lucifer challenges such notions especially the rigid
puritan code and the excessive emphasis on morality.
This does not mean it supports a rejection of morality,
instead it merely dispenses the idea that the actions
that are often branded sins, like homosexuality, for
instance, are not to be viewed as sins. The idea of
morality itself is problematised. We often find that the
definitions of morality- what is right and wrong- contain
hidden agendas to serve the interests of the powerful
sources from which they are released.
Many groups have associated this series with Satan
worship but the twelfth episode in the first season
distinctly clarifies its positions on it. The high priest of
a Satanic cult himself admits that the whole thing is a
joke. Malcolm, the corrupt police officer after killing
three people asks Lucifer if he isn’t impressed and
happy by his actions. A deeply agitated Lucifer replies
that he has never stood for killing people. “I am not
evil, I am the devil”(00:37:46). Similarly the series also
criticises the human tendency to blame the devil for
their atrocities in an act of evading accountability for
one’s own crimes. “Why do they blame me for all their
little failings, as if I had spent my days sitting on their
shoulders forcing them to commit acts that they would
otherwise find repulsive , ah the devil made me do it. I
have never made any one of them do anything. Never.”
(Season 1, Episode 6, 00:41:40-41)
The series is politically committed in the sense that it
upholds feminist, gay, lesbian stances. It subverts
patriarchy and questions the objectification of women.
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It places in its discourse a divine Goddess in variance
with the Christian theology. Lucifer also undertakes
to subvert Racism. In the series, God’s eldest born
son Amanadiel is Black. This is in direct opposition to
the popular cultural productions in which white
symbolically stands for good and black for evil.
In conclusion, Lucifer de-mysitifies religion and
challenges the retro-fittings in the history of Satan as
the embodiment of evil. Thus, the propaganda that
operates underneath the show is ‘angelic’ rather than
ungodly or foul, ironically. The series also deals with
the themes of forgiveness, guilt and atonement.
However, it is beyond the scope of a research paper
to give weightage to all the themes explored within a
series consisting of three seasons. Through this paper,
the researcher has examined how the series challenges
the notions which came about with the retro-fittings
that occured in the history of ‘satan’ that, Lucifer is
the adversary of god and the epitome of evil are
questioned.
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Abstract :
In every community, the role of both women and
men is important for all round development of their
families in all aspects. When a man and woman
lead their life together as a couple with their
children then it is known as ‘Family’. It depicts the
gender roles and social conformity in all phases
of their public life. But Judith Butler’s opinions are
in contrast to this sort of social norms. In her
critically acclaimed ‘Gender Trouble’, the author
had explicitly interpreted the concepts of gender
identity and performativity. She argues that gender
is performative and its identity is not stable. Her
viewpoint distinctly implies that gender identity is
subjected to social order and traditional
practices.The main objective of the paper is to focus
on the men’s role in the conventional social order
from the literary point of view. Along with that, the
paper attempts to critically analyse Judith Butler’s
‘Performativity of Gender’ vis-à-vis The Solid
Mandala.
Keywords: Nostalgia, Mundane bondage, Gender
Performativity, Effeminacy, Gender Identity,
Transvestic disorder.
Introduction :
According to Cambridge’s Dictionary, ‘Masculinity’
means the characteristics that are traditionally thought
to be typical or suitable for men. The plot of the novel
revolves around the twin brothers and their love interest

on the same young woman namely Dulcie Feinstein.
Albeit Brown brothers tried their level best to marry
her, they were not able to convince her to marry anyone
among them. Not only Waldo brown was womanish in
this case but also Arthur brown had the same persona.
Moreover, they were sceptical of their own gender
identity. In specific, the following two characteristic
features disclose the ambiguity in Waldo brown’s
Gender Identity.
Waldo brown has a transvestic disorder as he liked to
have women’s attire than men’s and his reticence
prevented him from mingling with others easily.
Secondly, he intends to marry Dulcie Feinstein for the
sake of social life even though he lacked sexual
attraction towards her. This exhibits Waldo’s trait of
following public life just to portray himself as a social
person. In addition, his homesickness bonded him from
all sorts of external works making his social appearance
limited. Overall, Waldo was entirely different than any
other men in masculine features.
This is applicable to Arthur Brown also who never
determines to lead his life like any other normal man.
He endeavours to look after Mrs Poultry who is
neighbour to him. His excessive concern does not seem
to be natural as it was quite bizarre to society. Apart
from this, Arthur’s unconditional love on Dulcie
absolutely secludes him from the rest of other men in
terms of social relations. Thus, the people of
Sarsaparilla town considered the twin brothers strange
and eccentric due to their unconventional personality.
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Even Mrs Dun, the neighbour of Brown brothers
criticizes their strange behaviour by terming it as
‘unnatural’.
From the gender perspective, Effeminacy can be
envisaged as the prominent feature of the male
characters of the novel. Throughout the novel, two
major concepts - Masculinity and Performativity can
be traced out from a literary perspective in connection
with Butler’s ‘Performativity of Gender’.
Social relationships of Brown brothers through
the lens of ‘Performativity’ :
In the broad area of Gender Studies, Men’s study is
quite a new concept which deals with the men’s role
and activity in society. In this area of studies, the male
characters seem to be normal in public life but they
want to prove their masculinity in all possible ways.
Furthermore, ‘Performativity of Gender’ can be
critically applied to the male characters in the literary
context. In this aspect, Judith Butler’s concept can be
considered in which she unveils the relationship between
gender identity and performativity in her book “Gender
Trouble” (1990).
“There is no gender identity behind the expressions of
gender; that identity is performatively constituted by
the very ‘expressions’ that are said to be its results”.
(Butler, GT 33)
According to the author, gender identity does not
depend merely on the expressions of a person in his
social life. In addition to this, Performativity is a
referential word which implies the activity of persons
as a social norm. Moreover, Judith Butler had written
about ‘Performativity’ even in her another critically
acclaimed book “Bodies that matter”:
“Performativity is thus not a singular ‘act’, for it is
always a reiteration of a norm or set of norms, and to
the extent that it acquires an act-like status in the
present, it conceals or dissimulates the conventions of
which it is a repetition” (Butler, BM 12). In this
statement, the author did not imply any confined
meaning to the word ‘performativity’ and she regards
it as a repetitive practice of a society.
When it comes to the topic of Men’s studies, the main

factor is nothing but the job or designation of men.
Everyman’s work doesn’t remain the same in every
society as it varies from person to person and the mode
of work represents the gender roles in society.
Therefore, men are preferentially hired for Industrial
works which require physical strength to work
effectively.
Even though all kinds of jobs require both physical and
mental strength, men’s jobs are complicated than that
of women as the former’s work demands much more
physical strength to do strenuous works than the latter.
But the male characters of ‘The Solid Mandala’ seem
to be different in terms of physical ability as they
inclined to stay in their house rather than going to work
outside. It clearly shows their homesickness in which
normally women possess. It is a novel that depicts the
life of two unmarried brothers with opposite nature
and behaviour. Both of them reside in the same parental
house from their birth age to senility but they lack
brotherly affection and family concern.
Reflection of ‘Effeminacy’ in the male characters :
The author has written this novel in four chapters.
Among them, second chapter is the biggest which is
related to the personal confessions and judgemental
opinions of Waldo brown. It has Waldo’s perspective
which is the longest section whereas the third chapter
has been narrated from Arthur’s point of view. In these
sections, Brown brothers defend themselves for their
actions and accuse each other. For readers, their
confession seems to be correct in many aspects.
Hence, it is important to critically examine the
characters of twin brothers. Waldo brown is physically
challenged and intends to stay at his house most of the
time due to his inability to work efficiently. But Arthur
brown maintains amicable relationship with his friends
and relatives, unlike his brother. This fact has deeply
hurt Waldo who considers his brother as his foe in his
social life.
“He hated his brother Arthur, although, or perhaps
because, Arthur was the thread of continuity, and might
even be the core of truth”.( The Solid Mandala 187)
Waldo feels that he has been continuously cornered
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not only because of his physical disability but also
Arthur’s influence on others. Two brothers though born
to same parents possess different interests and wishes.
In sociological context, Arthur as a gregarious person
earns social respect and becomes a respectful person
whereas Waldo maintains reticence and stays out of
the company of his friends, acquaintance and his
relatives as well. Apart from this, Waldo’s character
is portrayed as an effeminate person due to his
transvestic disorder as he aspires to wear women’s
garments in solitude. Though he was a librarian, he did
not like his job of sitting for a long time without motion
in the library. His inferiority complex has increased
day by day due to his motionless activity and loneliness.
In brief, his homesickness and dressing nature unveil
the effeminacy in his personality. In his childhood, he
was instructed by his mother to pray. She also had
advised him to be strong which was not possible to
him.
“Waldo had been taught to pray, because, said mother,
everything depends on your own will, it would be
foolishness to expect anything else, we can achieve
what we want if we are determined if we confident
that we are strong”. ( The Solid Mandala 77)
But Waldo brown never felt that he was strong mainly
because of his physical disability.
Similarly, Arthur’s character is no more different than
Waldo in the aspect of masculinity as he wishes to
stay with the women’s company instead of men’s. As
proof, he always works for the two ladies in which
one among them is his love interest. Dulcie Feinstein
and MrsPoulter are the two ladies in which he has
been associated with them for a long time. In his entire
lifetime, the two women are prominent to him and he
has no male friends at all. Normally, every person will
have many friends of a respective gender. But it is not
seen in Arthur’s social contacts and his female affinity
shows his womanish nature which can be observed in
his unconditional support to them. Meanwhile, Arthur’s
friendly relationship with Dulcie turns into love for which
she denies and gets married to another person. In spite
of having a passionate love for her, Arthur fails to
impress and loses her permanently. The same thing

happens in the case of Waldo who aspired her to be
his wife but gets rejected by her. Therefore, Brown
brothers determine to remain lifelong bachelors instead
of opting for any martial plans. Dulcie’s stern denial to
their love plea depicts the human relationship and the
woman’s expectation on her suitors which mainly
depends on sexuality as well.
Twin brothers’ love failure due to their Gender
Identity :
M.A.R. Habib, an acclaimed critic has referred
Michael Foucault’s perspective on Sexuality in his
highly acclaimed book:
“Foucault’s work is important perspective proposes that
sexuality is not simply the natural expression of some
inner drive or desire. The discourses of sexuality
concern the operation of power in human relationships
as much as they govern the production of personal
identity”. (Habib, LCT 435)
In connection with this statement, it is possible to
empathize with the feelings of Dulcie Feinstein as an
aspiring bride who dares to reject the marriage proposal
of Brown brothers. According to her, Sexuality is one
of the main factors to maintain a harmonious
relationship in the married life. In this aspect, two
important reasons can be specified for the love failure
of the Waldo brown. Firstly, Waldo was a disabled man
who doesn’t seem to be trustworthy in terms of his
physical strength. Secondly, his transvestic disorder
faded his manly nature. Despite this, he wanted to
marry her not for his sexual gratification but to earn
social respect as a husband to a beautiful lady. He
confesses even this point also in the second section of
the novel without concealing. Overall, this kind of
eccentric behaviour showcases the binary nature of
his gender identity as he didn’t have the qualities of a
duty-bound husband. He lacked the gender identity of
a man from many perspectives even though he was a
man morphologically.
On gender identity and morphology, Patricia Waugh
has specified Judith Butler’s opinion in her book:
“Butler’s main contention is that gender does not
axiomatically proceed from sex. Although the sexes
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might seem binary in their morphology and constitution,
for Butler there are no grounds to assume that genders
ought to remain as two. Alternatively phrased, gender
does not necessarily mirror sex. Consolidating and
expanding a key argument in Gender trouble, that the
relation of gender is not mimetic, Bodies that Matter
and Excitable Speech (1997) abandon the notion of
innate or intrinsic gender identity”. (Waugh 442)
Thus, it is uncertain to assert that the person’s behaviour
will depend upon his morphology as the innate traits
vary from one person to another. Waldo’s dressing
sense is the best example as he wanted to wear
women’s garments with the male body and his strange
act raises the question of his gender identity in view of
social norms.
Besides Arthur Brown, just like his brother fails to
impress Dulcie and she never wanted even to imagine
him as her spouse. She was reluctant of him because
of his close rapport with Mrs Poulter. His concern on
the married woman seemed frivolous and unnecessary
to Dulcie. In spite of it, he did many things in order to
convince her to marry him. Nevertheless, she did not
reciprocate his affection for not being a responsible
householder. His lack of discretion on his future
endeavours made him lose Dulcie forever.
Throughout the novel, Arthur Brown appears as a
reliable person and many positive things can be noticed
in his personality distinctly as a socially respectable
person. He was well known as a helper and he always
wanted to extend any sort of support to both Mrs
Poulter and Dulcie Feinstein without any expectation.
Yet he appeared feckless in Dulcie’s pragmatic view.
His social inclination was not enough for her to accept
his marriage proposal. Apart from this, he was like a
helping hand to MrsPoulter which perturbs the serenity
of Dulcie’s mind. He candidly proclaims himself as
MrsPoulter’s caretaker with a religious message and
assumes that Jesus had sent him to replace his position.
“She did honestly believe it. Since her Lord and master
Jesus had destroyed himself that same day, she had
been given this man - child as a token of everlasting
life”. (The Solid Mandala 312)
Even this religious tone of Arthur didn’t go well with

Dulcie. With these sorts of activities, he wanted to
portray himself as a ‘man of character’ with social
responsibilities. This distinctly shows that he has never
appeared as a responsible householder to Dulcie in
social life as he takes care of Mrs Poulter for no logical
reason. In this regard, Arthur is praiseworthy for his
humanitarian activities but he miserably fails in his love
and sexual life. Psychologically, Sigmund Freud
expresses the difference between love and sexuality
in the human relationship which can be seen in the
Habib’s writing:
“Freud extended the meaning of sexuality to encompass
not merely genial satisfaction but a broader bodily
function, having pleasure as its goal and only
subsequently serving a reproductive function. Sexuality
now encompassed all of the emotions of affection and
friendliness traditionally subsumed under the word
love”. (Habib, LC 236)
The Psychologist’s opinion explicitly unveils the
importance of love and sexuality in the human
relationship. According to him, human emotions have
the equal importance of love and sexuality which are
vital for a happy married life to get satisfaction both
physically and mentally. When this psychological
viewpoint is taken into consideration in the marriage
life, every young woman expects those characteristic
features in her beau and vice-versa. In the case of
Dulcie and Arthur’s relationship, she had a full-fledged
reliance on him but she was sceptical about his ability
in leading a happy married life. In short, Brown
brothers had one sided love with her and they were
not able to empathize with her feelings. The peculiarity
of one-sided affection of men has been described by
Simone De Beauvoir in her book ‘The Second Sex’.
Her views are comprehensively elucidated in Habib’s
“Literary Criticism and Theory” :
“...A man thinks of his body as a direct and normal
connection with the world, which he believes he
apprehends objectively, whereas he regards the body
of a woman as a hindrance, a prison..” (Habib, LCT
683)
This statement implies the social liberty of men and
women in which men consider themselves as the social
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representatives without paying any sort of special heed
to the opposite gender.

endeavour to ground those constraints in biological or
psychological essentialism”. ( Butler, BM 94)

In this novel, Brown brothers had an unrequited love
for the same woman in their life span and they could
not find an alternative option to Dulcie Feinstein who
chooses some other as her husband. Even after her
marriage also, the brothers don’t bother to find suitable
brides for them. If they were interested to lead a
householder’s life then they might have married any
others. Unfortunately, Dulcie was the first and last love
interest to both of them which reveals their
disinterestedness in having a soulmate other than her.
It can also be the narrow-mindedness and inferiority
complex of brothers. As proof, Arthur writes a poem
that is focused on their common agony of feminine
attitude and mental turmoil which they endured.

In the conclusion of the novel, Arthur tries to console
Waldo and suggest him to accept their fate as the god’s
wish. His religious opinion reveals that both of them
lack autonomy.

“He saw the hatred Waldo was directing, had always
directed, at all living things, or the blasphemous poem
- because that, too, had a life of a kind - the poem
which celebrates their common pain”. (The Solid
Mandala 294)
It is a common fact that every person wants to have
an attractive life partner and there is no difference in
them. In this context, social life can be taken into
consideration as the unification of men and women in
the name of marriage which constitutes a family.
Therefore, ‘Performativity of Gender’ is directly
traceable in the male characters of this novel.
Conclusion :
Expressing her notion about the psychological and
biological aspects of gender Judith Butler says in her
book ‘Bodies that Matter’:
“What has been understood as the performativity of
gender—far from the exercise of unconstrained
voluntarism—will prove to be impossible apart from
notions of such political constraints registered
psychically. It may well be useful to separate the notion
of constraints or limits from the metaphysical

“That’s something you and I need never be, Waldo.
Afraid, we learned too late about all this Christ stuff.
From what we read it doesn’t seem to work anyway.
But we have each other”. (The Solid Mandala 200)
Throughout the novel, the sufferings of twin brothers
are intertwined with that of women’s characters which
have limited scope. Along with that, ‘Performativity
of Gender’ as a prominent literary topic in the Gender
studies adds a special scope to the men’s characters
in this novel.
Patrick White’s ‘The Solid Mandala’ is a major literary
contribution in the field of men’s studies as much more
focus has been given to the life of twin brothers. The
author has succeeded in exhibiting Australian society
and the life of unmarried brothers who fail to influence
society in any possible manner due to their doubtful
gender identity.
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Abstract :

patterns of behavior that it proceeds to enact.

The depiction of queer sexuality and the emergence
of multiple identities, as reflected in contemporary
queer writings, has unveiled a very complex sociopolitical fabric along with its ambivalent attitude
towards same-sex fancy. In the pre-colonial Indian
scenario sexualities, positioned outside the
heteronormative structure, were proclaimed to be
unnatural and seldom invited correctional measures
which led to the establishment of the opposition to
homosexuality law in 1861 by the British. In order
to understand the contemporary reception of
homosexuality and the problematic nuances of
modern queer culture it is important to perceive
Indian society as an evolutionary space-a site of
socio-cultural transitions. Since the early 1990s,
various movements have been taken by LGBTQ
people to proclaim ‘Queer’ as a very important
position of identity and as a way of being which
requires cultural visibility. Being an important area
of scholarly enquiry, Abha Daweser’s novel Babyji
unpacks certain fundamental premises of lesbian
sexuality. In my paper I would try to address and
critically analyse the problematics of the body with
reference to the question of desire and identity.
Dawesar makes a very radical approach towards
unveiling the concept of ‘female gaze’ and how it
functions without de-humanising the body itself.
My paper would also interrogate the complex
structure of sexual politics which consistently tries
to contain the lesbian body and manipulate the

Keywords: Body, Desire, Identity, Politics, Sexuality
Reading lesbian sexuality in Abha Dawesar’s Babyji
would certainly probe certain important ideas that are
challenging enough to dismantle the ideology of moral
enquiry and the assumed coherence of
heteronormativity. The idea of the lesbian body is one
such important concern that needs to be explained
critically. “Babyji” refers to Anamika Sharma whom
the novel centres around. She is a girl in twelfth
standard and the Head Perfect at school, and also an
unconventional lover with equally unusual relationships.
Her liaison with a divorcee lady, a maid servant and a
girl of her age – is something that becomes a very
potent instrument to give a threat to the privileged
discourse of heterosexuality. She also shares romantic
interest with her best friend’s dad and the most
unscrupulous boy of her class. Eve Sedgwick, in
Tendencies (1993), writes “Queer refers to open mesh
of possibilities...excesses of meaning when the
constituent elements of anyone’s gender and sexuality
aren’t made monolithically” (Sedgwick 8) and
Anamika’s sexuality very effectively addresses the
sense of indeterminacy or fluidity integral to queer
discourse.
Anamika’s encounter with the idea of the body and
desire is recalled when she confides in the readers “I
used to be innocent…My knowledge of the facts of
life was based entirely on
books…These books
never went into any details…To remedy this I decided
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to read Kamasutra.” (Dawesar1-2) What we sense is
an honest confession of a teenage girl who is on a
crucial phase of transition from her teen-age to
adulthood and her exposure to Kamasutra is absolutely
a harbinger of a new experience for her. The conflict,
therefore, is not merely between what she is allowed
to read and what not, but more importantly between,
what she desires to read and what lies outside her
desired reading. This is where the idea of desire comes
in and the book of Kamasutra acts as a catalyst for
this identification of this desire- desire to know the
deepest truth, to know the unknown functioning of the
body and how it reacts to its proximity to other body.
Abha Dawesar very explicitly subverts the prevailing
narrative of innocence by portraying Anamika as a
highly matured being with full grip over the knowledge
of the physical. This is the “remedy” that Kamasutra
provides to bring a transformation in the understanding
of the self and also to recognise her latent desire. The
knowledge of the body is of prime importance for
Dawesar’s protagonist to claim her distinct sexual
identity.
The body as a leitmotif continues to celebrate the
“lesbian continuum” which Adrianne Rich explains in
her essay titled “Compulsive Heterosexuality and
Lesbian Existence” (1980) as the far ranging and
diverse spectrum of love and bonding among women
which also includes same-sex relationships. While
disparaging the normative discourse like “ageism”
Anamika very effectively questions the arbitrary nature
of social relations. She feels it absolutely oppressive
and it stands as an impediment to her attraction to
someone older than her. She describes when she meets
her first love, Tripta Adhikari, a divorcee “I was
susceptible at that age…I fancied for a moment that
she was that handsome woman” (Dawesar 2). Again
she continues: “…I felt my heart overflow with some
kind of knowledge I could not immediately
identify…that a great discovery had just been made…I
wished a simple object like apple had been involved,
something tangible that I could contemplate and hold,
smell and bite” (Dawesar 3).The first realisation of
the body thus comes up with a kind of desire infused

with physical longing for something that she can touch.
The desire to “hold, smell and bite” has a deep sexual
undertone and she feels for the “tangible” body. What
happens therefore is a kind of sexual awakening and
carnal longing for a person of her own sex. There are
references where she feels extremely moved by the
“tapping” and “squeezing” that her new love (whom
she names India) prefers to do to her while talking.
Anamika ends up calling her an “enigma”.
Feminist theoretical understanding of female gaze
becomes crucial while delving deep into the issue of
body reflected in the novel. What Anamika feels for
the body is integral to her visualisation of the body. It
is through this gaze we can sense a kind of deaestheticisation of the body and also the body as a
marker of one’s social position. This kind of physical
inspection is of introspective nature that makes this
girl a threatening symbol of moral decay at the surface
level, but it also reflects the desire that is repressed.
We can refer to Freudian theorisation of sexual drive
from a functional point of view where he explains that
sexual drives are the basis of conscious experiences,
even if they are secondarily repressed. Freud talks
about it in The Ego and the Id (1923) and he further
explains it as “motive force of sexual instincts”. It is
this instinctual urge that continues to define the
sexuality of this girl. The conflicts that she experiences
between intimate personal fantasies and the norms of
social life are understandable. Interestingly, she tries
her hardest to integrate the sexual and the personal in
a balanced way. Abha Dawesar redefines the body
while selecting the lovers of Anamika who range from
the upper to the lowest strata of the society. It is the
body or rather the desire for the body that is prioritised
and therefore projected as humane enough to be
unaffected by the class, caste identity and also gender
identity. Desire knows no gender. Being a Brahmin
herself Anamika never stops her amorous adventures
because of social restrictions, rather she unequivocally
makes the striking conviction: “Only feelings counted.
And sensations” (Dawesar19).We see a very strong
emphasis on the fulfilment of female desire and a bold
recognition of it which Srimoyee Piu Kundu in her
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feminist erotic novel Sita’s Curse(2014) perpetually
proclaims. The acknowledgement of women’s desire
and allowing her to regulate that desire towards both
the sexes -is an incredible understanding that Babyji
validates. And all these realisations are described as
an important part of the process of growing up in a
phase like puberty. Anamika says: “I was suddenly
ahead of everyone. More grown up.” (Dawesar
15)Without any sense of insinuation the knowledge of
the body is claimed as purely a demand of the instinct
and it is more like an adventure rushing to the body in
the puberty or post puberty period. Never do we find
Anamika performing poorly in her studies, misbehaving
with her teachers or parents or going astray, she
maintains all these formal, regular things perfectly. We
might say that Dawesar perhaps attempts to give a
jolt to the moral and immoral binary which, in other
words, is the binary between the moral and the physical.
The conventional approach to view the body as
something immoral is in a way discarded by Dawesar
in this novel.

a passive sex as is conventionally thought of, she rather
strives to make a space of her own or rather leaving a
mark of her fierce sexuality on the body of her lovers
because she feels they are hers only.

The body as something to be celebrated yet protected
is also another important facet that needs to be
explored. We see a kind of feminisation of the act of
escorting which again is customarily associated to men.
Anamika has a very consistently protective concern
towards her lovers and hers is a kind of masculine
approach in taking care of her lovers. There are scenes
where she aspires to be manly enough to guard the
susceptibility of the bodies she shares relation with.
Being a girl herself she feels more concerned with
Sheela’s chances of being molested in the crowded
bus, she becomes terribly upset when India flaunts her
voluptuous body in front of other people, and she is
equally alert of the danger that can be inflicted on
Rani’s body if the latter has to live with her husband.
We see her saying “Rani’s touching my feet was a gift
of love. A gift so enormous I didn’t know what to do.
It was also a responsibility.” (Dawesar 93)

“sometimes”

This is the responsibility of taking care of a female
body by another female and also a consistent effort to
foster the ambience of safety. Hence, Anamika is never

She seems to be under suppressed contestation with
the opposite sex. Male characters like Ajit, Chakra
Dev demonstrate overtones of frustrated sexuality.
They are found to be interested in Anamika physically
but she hardly allows them to forge in their motive
rather she strives to and is more determined to sustain
her same sex relationships. In her words “I had never
wanted a boyfriend anyway.” (Dawesar 11)
The body triggers conflict and egoism in a more
passionate way when she feels restless to create
physical distance between her lovers and the men who
are after them. She enquires Rani if her marital
relationship is consummated or not. Their conversation
goes as follows “…Does he do that sort of thing to you?” I asked
slightly harshly.

“How often? Every night?”
“No, some nights,” she said vaguely.
“Do you like it?”
‘No”.

(Dawesar 47)

Discussing the body with regards to desire brings forth
another irrefutable idea which is the voyeuristic interest
that Anamika expresses at times in the novel, for
instance the slum women’s squatting, Sheela’s “utthakbaithak” or Chakra Dev’s private moments with
himself- in each of these cases there emerges a kind
of acute subversion of the non-consenting ideologies
that run across the society and promote the image of
normalcy. When enquired, Anamika gives a very sharp
reply: “I have to know the truth. Truth is
everything.”(Dawesar 169) By “truth” she means the
truth about “life” and “love”. It is interesting that she
is not merely interested in sexual gratification but also
tries to read the complications of human sexual
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behavior and the functioning of social constrains,
imposing a bar to that spontaneous expressions of love
and desire. This is what probably leads her to make a
bold confession that she wants to have mistresses in
future which obviously is suggestive of the fact that
she does not want to be bound by socially recognised
or defined relationships which determine a person’s
choice of love interest. What seems so subversive about
Dawesar’s novel is primarily the mobility that she
infuses in her protagonist’s disposition and the way
she inverts the essentialist assumptions of identity and
sexuality.
What we see throughout the novel is the focus on the
non heterosexual expression of desire- a desire which
consistently gives a jolt to the notion of innate or
intrinsic gender identity as marked by Butler in
Excitable Speech: A Politics of the Performative
(1997). The body can be both an instrument and effect
of power. As we know, the discourse of the body is
intrinsically related to the discourse of sexuality that
acts as an important tool to determine which version
of sexual identity is to be dominated and which not.
Foucault in Discipline and Punish:The Birth of the
Prison (1975) explains the way in which disciplinary
practices harness and make the internal forces of
bodies work. Thus the body, which also is a site for
sexual politics, is rooted in disciplinary practices.
Following Foucault’s theoretical position we can
understand how the “body is also directly involved in a
political field” (Foucault 25) and how the body
“becomes a useful force only if it is both a productive
body and a subjected body.”(Foucault 26) In the novel
the sexual body has to be dominated by the operational
power of the discourse of normative sexuality.
The assumed stability of heterosexuality, thus, exerts
control over the lesbian body, thereby making the true
biological instinct remain concealed and subcutaneous.
This is reflected when Anamika regrets “We are just
bound by so many constraints” (Dawesar 347) The
fear of exposure ultimately makes her submit to
society, debilitating her sense of freedom and
unrestrained sexuality. She decides to leave the society

at a distant and moves on studying abroad. She is a
failure to disclose her love interests before her parents,
is unable to speak out her sexual identity in order to
establish it, and she is forced to meet her lovers secretly
because it is out of the norms of society. Identity
therefore is largely a construct which signifies the
functioning of power. “Biopolitics” is one of the
instruments of propagating the power that society
exercises on the individual life. This is what Foucault
talks about in his The Birth of Biopolitics: Lectures
at the Collège de France, 1978-1979 (1979) to
make a point that life cannot be understood in terms of
biological force only, rather we have to observe the
biological determinants as rooted in political processes.
Simone de Beauvoir, in the chapter titled “The Lesbian”
of The Second Sex (1949), brings challenges to many
prejudices against lesbianism. She dismantles the notion
by claiming that anatomy can never be “destiny”. She
presents a critique of social “system” that disallows
women to exercise their independence and shows that
female homosexuality acts as an instrument to escape
this system. Nivedita Menon, too, in her “How Natural
is Normal? Feminism and Compulsory
Heterosexuality” (2005) makes the proclamation that
the discourse of heterosexuality can be damaging to
the alternative sexualities that are non-binary by nature
and that are perpetually marginalised. Therefore we
can obviously understand that sexual politics is by and
large rooted in the world of fixed, predisposed values
and established authorities which Butler terms as
“serious world” in The Ethics of Ambiguity (1947).
Anamika’s speech very explicitly highlights how social
constraints keep on dictating the normative ideas and
how she feels suppressed eventually: “I want to be
free. I don’t want society telling me what to do all the
time.” (Dawesar 338) There remains oscillation
between repression and resistance and that is how
queer sexuality strives to make its presence felt in the
currents of dominant discourse which tries to ascribe
the idea of “mysterious physiology” onto homosexual
bodies as claimed by Foucault in History of Sexuality
(1976). Thus, homosexual bodies are believed to be a
special anatomy which is at odd with the normal body.
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The complexity and instability of human subject position
thus debilitates the possibilities of placing an alternative
identity in the societal contour at large.
The dialectic between repression and resistance, thus,
leads us to an understanding of alternative sexuality
and the limitations in positioning and exercising this
sexuality. Dawesar never seems to mention where such
sexuality leads to and it is this indefiniteness which
problematises the functioning of the queer body. The
body, therefore, is entangled in the intricate web of
biological instinct and biopolitical matrices. The fear
of ostracisation , exploitation and the pressure of
heternormativity are the major factors that make the
lesbian body a site of ,what Butler says in “Critically
Queer”, “collective contestation” - a social and
biological corpus-one of the constituting factors in the
formation of the epistemology of queer feminism.
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Abstract:
This paper attempts to explore the traits of
alternative modernity in Upendrakishore
Raychaudhuri’s popular science writings by
focusing on how he incorporates indigenous
elements in the evidently derivative space of
popular science writing for children in the juvenile
periodicals of the late nineteenth and early twentieth
century colonial Bengal. Upendrakishore’s
attempts of indigenization can be seen to be in
keeping with the burgeoning nationalist spirit,
especially that of the nationalist Brahmo leaders
who aimed, firstly, at identifying with the indigenous
culture and then revitalizing it from within with the
ideals of western modernity which thereby revealed
their ambivalent responses to modernity, situated
between the pulls of sameness and difference.
DilipParameshwarGaonkar aptly observes that,
“Everywhere, at every national or cultural site, the
struggle with modernity is old and familiar”
(Alternative Modernities22). Therefore, while
Upendrakishore accepted the modern ideals of
rationality in reforming the traditional cultural
epistemologies and thereby creating a modern
scientific temperament among the children through
his popular science articles, he at the same time
was engaged in incorporating indigenous,
culturally informed “functional equivalents” of
western modernity from his own tradition,

exhibiting the spirit of “creative adaptation.” The
‘particular’ form of modernity for Upendrakishore,
then, constituted in combining the reformed Indian
cultural tradition with the apparently western
corpus of science and thereby making a ‘difference’
therein which then came to manifest the essence of
alternative or national modernity in him.
Keywords: Alternative modernity, nationalist spirit,
popular science, indigenous culture, western
epistemology, creative adaptation.
The very response to modernity in the late nineteenth
and early twentieth century Bengal, had always been
ambivalent, dwindling between the pulls of acceptance
and rejection, simply because the history of modernity
in India had been invariably embedded in the history
of colonialism. The ambivalence, that can be
theoretically put as that between the “pull of sameness
and the forces making for difference”1(Alternative
Modernities 17), in the response to modernity was an
offshoot of the cultural project of nationalism that in
its burgeoning state formulated its nationalist ideology
in terms of a creative synthesis between the “best of
the West and the best of the East” (Nationalist
Thought and the Colonial World 77). In the context
of modernity, this can be articulated by taking recourse
to Charles Taylor’s theoretical formulation of “creative
adaptation”. According to him those who attempt at
“creative adaptation” happen to be “drawing on the

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

184

cultural resources of their own tradition that would
enable them to take on the new practices successfully”
(“Two Theories of Modernity” 183). However,
between these two extremes, there was the proclivity
to negotiate between the pulls of acceptance leading
to “sameness” and at the same time the crucial
nationalist necessity to make “difference”and it is this
negotiation wherein lies the essence of alternative
modernity. If at all there exists any universal feature
of modernity, it is that by making one apply the elements
of rationality, it helps determine the particular demands
of one’s ‘own modernity’ or to mould the understanding
of western modernity so as to make it suitable for one’s
particular condition2. The spirit of alternative modernity
lies in finding one’s “own” or “particular” modernity.
It is from this premise that the basic arguments of this
paper would follow. In the corpus of science articles
for children in the juvenile periodicals which heavily
borrow from western science, one finds how the
middle-class, reformed Bengali intelligentsia, under the
profound inspiration of nationalist feelings, exercised
the modern ideals of rationality to determine that the
particular needs of their situation would never be
fulfilled by merely translating and mindless aping of
the western science but by incorporating within it such
elements as derived from indigenous tradition that
would endow it with an indigenous dimension and also
put it in a specific native context. The particular needs,
as becomes evident, were for creating accomplished
future citizens bereft of colonial indignities, empowered
with scientific knowledge and surcharged with
nationalist feelings through their encounter with the
indigenous elements.
In so far as Upendrakishore Raychaudhuri’s popular
science articles are concerned which he contributed
to various juvenile periodicals of his time including his
very own Sandesh3, one finds that he too often derived
materials for his science writings from western
sources. However, it is not always that he mentions
the sources of his derivation explicitly as when he
declares at the end of his article “Machrangar School”
(“The School of Kingfisher”) that it has been derived
from English books or mentions at the end of his article

“MulBarna” (“The Original Colour”) that it has been
derived from Deschanel’s Natural Philosophy. The
derivative nature of his science writings is to be
understood implicitly from various references to the
stories of sahibs, and European adventurers that he
incorporates within them. But what is significant is that
even within that presumably derivative space, he leaves
his unique signature of indigenization.
Upendrakishore Raychaudhuri, a prominent children’s
writer of nineteenth century colonial Bengal, sometimes
embraces traditional Indian myths while writing science
articles for children which can be perceived as his
unique way of indigenizing an apparently western
epistemology i.e., science. One of the basic premises
around which the nationalist consciousness was
gradually taking shape in colonial India and its growth
predicated upon, as Partha Chatterjee observes, was
the revaluation of the attributes of indigenous ‘culture’
and locating the difference therein: “The more
nationalism engaged in its contest with the colonial
power. . ., the more it insisted on displaying the marks
of its “essential” cultural difference. . .” (Nation and
its Fragments 26). Bankim Chandra Chattopadhyay
tried to locate this difference in the spiritual dimension
of indigenous Hindu culture that presupposed
superiority on the grounds of ethics. The reason behind
projecting Hindu philosophy as the national-cultural
ideal was that Hinduism was practised by the majority
of Indian population and also that Hindu religious
culture was supposed to share a ground of
commonalityowing its origin to a common language
i.e., ancient Indian classical Sanskrit or any language
allied to it (Nationalist Thought 76). Almost at the
same time, the Adi Brahmo leaders’ defence of
indigenous culture against west-inspired ideologies also
led to the earliest expression of nationalist feelings and
ideologies in colonial Bengal. As David Kopf comments:
“Rajnarain (Bose) was perhaps the earliest of all the
Adi leaders to respond. . . with a bold nationalist plan
. . .” (179). Another leader of Adi Brahmo Samaj,
Dwijendranath Tagore, was again a passionate upholder
of nationalist culture whose nationalist ideology was
based on the perception that westernizing model was
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anything but useful to nation-building and modernism.
He, therefore, argued that national modernizers had to
first identify with their indigenous culture and then work
within it so as to revitalize it(Kopf 185).
In the context of the upsurge of nationalist
consciousness in terms of the Hindu philosophy and
culture, Upendrakishore’s incorporation of ancient
Sanskritic tradition—epical, mythical and literary—
associated with Hindu cultural tradition, in the corpus
of his popular science writing deserves critical
attention. Raychaudhuri, a follower of Brahmoism,
made attempts to make the children identify with their
national-cultural ideal. Unlike his father-in-law
Dwarakanath Ganguli’s explicit involvement in Indian
nationalism, there was little explicitly nationalistic in
Upendrakishore for, as ChandakSengoopta so pithily
expresses, “Upendrakishore sought ultimately to build
the future nation” (emphasis original 7). In so far as
Upendrakishore’s incorporation of direct traditional
cultural references in popular science writings is
concerned, one comes to understand that he perceives
them as repertoire of collective traditional knowledge
which the children must know along with the scientific
details. In employing these parts of indigenous cultural
epistemologies, he seems to have two specific
purposes—either to extend the horizon of imagination
of the children through analogies or to simply discard
the absurdities associated with the myths. Imagination
is considered to be an important attribute of cultural
modernity. The primers of the first half of the
nineteenth century in colonial Bengal, fashioned as per
the western pedagogical practices prevalent in
eighteenth and early nineteenth century England,
emphasised objective rationality and a distrust of
imagination. However, what they actually revolted
against was the absurdities of imaginary tales; but in
their militant adherence to western rationalism, they
shunned all kinds of imaginative elements often
embedded in traditional folk, fairy and mythical tales
that might have had a positive impact upon the children.
By seeking the trait of western cultural modernity i.e.,
imagination in the indigenous resources of traditional
culture and in considering imagination to be an aid in

the rational appreciation of science, Upendrakishore
Raychaudhuri certainly unfolds the spirit of alternative
modernity within the textual peripheries of popular
science writings. Again, he evinces another aspect of
negotiation with modernity, thereby manifesting the
spirit of alternative modernity, when he at first brings
up and then discards—implicitly or explicitly—those
elements of myths that he considers to be irrational
and hence unscientific.
In the text, “Sheyaler Golpo” (“Tale of Fox”)4, as
Upendrakishore attempts to humourously broach the
topic of the fox’s supposedly wide range of knowledge
coupled with cunningness, he brings in an analogy that
involves an indigenous reference to a Bengali caste
and a traditional Indian myth: “Just as napits5 are
among the humans, the crows among the birds,
Naradamuni among the gods, so is the fox among the
animals” (Upendrakishore Samagra 745). In Hindu
mythology Naradamuni, the son of Brahma and devout
worshipper of Lord Vishnu, is known to be a great
Vedic sage who was also called “devarshi”—the king
of all the rishis—for the range of his knowledge,
intellectual sagacity and wisdom. Along with Narada’s
scholastic range of knowledge, many anecdotes about
his natural mischievous cunningness also find
expressions in Hindu mythologies. As Upendrakishore
appropriates this myth about Naradamuni to define the
scholastic attitude of the fox along with its shrewd
cunningness, his primary intention seems to be
expanding the imagination of the children where they
can imaginatively connect the scientific truth about
fox’s cunning knowledge with that of the mythical
stories of Naradamuni.
In the article, “Gorilla”, as Upendrakishore
Raychaudhuri expatiates on the Gorillas who reside in
the African forests, he tries to inculcatein the children
the very idea about the position of Gorilla among the
African animals. In this connection, he introduces an
analogy from the ancient Indian epic Ramayana: “Just
as Hanuman was among the warriors of Sri
Ramachandra, so is gorilla among the animals of that
country (Africa)” (748). The point of similarity that
the analogy tries to bring home is regarding the ‘chief’
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status or position shared by Hanuman and Gorilla in
their respective contexts. In Ramayana, Hanuman is
the devout devotee of Sri Ramachandra and the chief
of the monkey-warriors who fought for the sake of Sri
Rama: “Hanuman expanded the notion of the divine,
perhaps more than any other being in Hindu mythology.
He appeared as an agent governed by dharma like
any human, yet while in an animal form he was divine”
(Handbook of Hindu Mythology 146). What is
significant is that Upendrakishore avoids mentioning,
perhaps deliberately, the mythical accounts of
superhuman adventures undertaken by Hanuman like
the lifting up of the whole mountain of Kailasa, building
the bridge across ocean (setubandhana) to reach
Lanka, slaughtering the demoness of Mount Mainaka
and the like; neither does he extol the status of divinity
enjoyed by Hanuman in the Hindu cult of devotion.
Rather, by comparing the Hanuman with Gorilla, he
simply underscores its ‘animal form’. His adoption of
the reference from the Ramayana in his analogy is
secular and in keeping with the essence of Brahmo
spirit of modernity. However, by bringing in an analogy
from ancient Indian mythical tradition, he happens to
create an imaginative space where the children can at
least imaginatively reconnect with mythical stories of
Hanuman and Sri Ramachandra so as to understand
the position and status of Gorilla among the African
animals.
In the article, “Timingil”, Upendrakishore happens to
introduce the children with mammoth sea animals like,
what was known in ancient Indian tradition
as,timingilwhich literally means a gigantic sea animal
which can even gulp a whale. Herein, he brings in a
reference from the ancient Sanskrit epic
Raghuvamsam by the great classical poet Kalidasa
where physical detail about the whales is found. In
Canto 13 of Raghuvamsam, as Kalidasa depicts Rama
and Sita over the “foaming sea”, Rama finds whales
and other sea-creatures frolicking in the water of the
ocean: “And great fish, with gaping jaws take in the
river flows, together with creatures in them, and then
spout the water through the openings upon their head”
(371-72). Upendrakishore’s purpose of introducing this

reference from the Sanskrit epic is to point out to the
children that even an ancient Indian epic has pertinently
captured the scientific details about the whales which
is actually matched by the practical observation.
In “Akasher Katha: Dui” (“About Sky: Two”) which
is a scientific article on astronomical issues,
Upendrakishore attempts to inform the children about
the scientific facts regarding the stars. Here, he
introduces a myth from the Mahabharata where
Arjuna while undertaking his journey from earth to
heaven encountered some effulgent personalities and
came to know from Indra’s charioteer Matali that
these were the congealed souls of the pious
personalities transformed into stars6 (831-32). By
introducing this myth from the ancient Indian epic
tradition, Upendrakishore acquaints the children with
a part of their cultural tradition that has some connection
with the astronomical imaginings of the stars.
Many such similar instances can be cited from
Upendrakishore’s popular science writings. An analysis
of Upendrakishore’s incorporation of the indigenous
elements from the ancient Indian Sanskritic tradition
reveals that in his vision, mythic imagination and
scientific imagination were not always exclusive but
often inclusive, as myths and references from ancient
Indian tradition are often seen to endorse scientific
truths and observations.Again, imaginative dimension
which is taken to be the characteristic of myths often
forms the basis of and leads to the imagination that is
proper to science. This is one perspective that justifies
the claim of alternative modernity exhibited by
Upendrakishore as he provided the culturally informed
indigenous equivalents of the western cultural
modernity i.e., imagination. Again, Upendrakishore
proves deliberately meticulous in discarding the
irrational aspects of mythical traditions with a view to
developing scientific temperament among the children.
Tradition, when carefully reformed through modern
ideals of rationality, was considered worthy to sustain
and nourish children leading to a better nation where
the boons of modernity would be firmly rooted in and
harmonised with the best elements of indigenous
tradition and culture. In the nationalist context, the
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concept of modernity envisioned by Upendrakishore
was, therefore, a ‘different’ or ‘alternative’ modernity
that combined tradition and modernity, myth and
science, imagination and rationality in a holistic
harmonious unison.

are known for their cunningness and penchant
for cracking humourous jokes.
6. The episode is described in Indralokagamana
Parva of the Mahabharata (Book 3: Vana
Parva, Section XLII). See The Mahabharata
of Vyasa by Kisari Mohan Ganguly (http://
www.holybooks.com/the-mahabharata-ofvyasa-english-prose-translation/ p. 96).

Notes :
1. In this context, it is worthwhile to take note of
DilipParameshwarGaonkar ’s
further
elaborations on this point: “However, to think
in terms of alternative modernities does not
mean one blithely abandons the Western
discourse of modernity. That is virtually
impossible. . . . Whoever elects to think in
terms of alternative modernities must think
with and also against the tradition of . . . many
other Western (born and trained) thinkers”
(Alternative Modernities14-15).
2. See Partha Chatterjee’s “Our Modernity”
(p.8).
3. Upendrakishore Raychaudhuri started writing
for the children by contributing to the children’s
periodical Sakha in 1883. He also wrote
extensively for the famous contemporary
juvenile periodicals Sathi, Sakha o Sathi, and
Mukul. At the age of fifty, in 1913, he himself
took the onus of publishing a children’s
periodical of his own and the outcome was
Sandesh that was to become the most popular
children’s magazine in the coming years.
4. The excerpts from Upendrakishore
Raychaudhuri’s popular science articles like
“SheyalerGolpo” and others that have been
taken for analysis in this paper, have been
translated by myself.
5. Napit is the Bengali equivalent of English
barber. Napit refers to a traditional Hindu
caste occupationally engaged in haircutting.
In the traditional Bengali society, the napits
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K.V. Raghupathi’s third poetry collection: “The Images
of a Growing Dying City” is taken up for critical
assessment and evaluation in this paper. The volume
is a collection in which K.V. Raghupathi has presented
81 sordid images of a city showing how it is simply
dying (in terms of values and quality of life) in the
name of growth. The poet by drawing the images of
the degenerating city indeed makes it to represent any
other city.
Indo-English poetry is now an established genre, both
by virtue of its quality and quantity. It is known for
expression of Indian ethos, sensitivity and sensibility.
Indian English poetry has aroused interest among lovers
of poetry across the globe. According to Das, “Postindependence Indian English poetry is genuine because
it is deeply felt and addressed to the whole community;
Indian situations form a vital part of it.” (BK Das 2).
The scrutiny of society is the subject matter of post
modern poetry. Among the contemporary Indian poets
in English, K.V. Raghupathi is an established IndoEnglish poet who has nine poetry collections to his
credit. They are 1) Desert Blooms (1987), 2) Echoes
Silent (1988), 3) The Images of a Growing Dying
City (1989), 4) Small Reflections (2000), 5) Voice of
the Valley (2003), 6) Wisdom of the Peepal Tree
(2003), 7) Samarpana (2006), 8) Dispersed
Symphonies (2010), 9) Orphan and Other Poems
(2010). He has been writing poetry in English well over
25 years now, and his critical articles and reviews have

regularly appeared in various journals.
According to Patra, “the collection traces the genesis
of a city which, once upon a time, was unspoiled and
unpolluted. It was innocent and natural. Amidst growing
complexities, something that is innocent and natural
dissipates (Patra 59). The author of this paper presents
a few pertinent images in the course of the city’s
evolution from its pristine state to its present state of
decay and death. The poet intelligently traces the
history of this imaginary city, which was uninhabited,
undiscovered, and inaccessible and remained unknown
to human species. Soon, it became the land
predominantly occupied by human beings who are
largely self-conscious. It is now a city that is dazzling
and colorful built upon with tireless pursuits and
ambitions. Multi-colored structures emerged on the city.
Human population exploded day by day like swarms
of bees and multiplied by moving in the streets, lanes
and by lanes. With the advent of science and
technology, the city has developed beyond expectations.
All the forests have been cleared; roads and rail routes
have been laid like branches of a tree. Factories and
machines in city become symbols of pollution. It is all
buzzing, zooming and blooming. There is exotic noise
and chaos everywhere in the city.
It is all confusing, confusing, confusing…… ever
confounding
A city has cropped up with new culture, with new

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

189

Traditions, with new conventions and beliefs,
It is a city shapelessly formless, formlessly shapeless
It is growing dying city
It is a stale, sterile, starving city
(Poem 2)
The collection is full of images that symbolize the
creation and destruction of city life. To quote Kumar,
“the poet casts aspersions on the growth and
degeneration of the city life. We forget the fact that
this development is a pseudo –development in terms
of philosophical, moral, ethical and spiritual growth.
We create the city to destroy it, and we recreate it
only to re-destroy it” (Kumar, 38-39). The jungle of
city life is shrouded in mystery. The city has a rich
legacy of history in which the founder is forgotten.
Man didn’t know from where he came. The history
says he came and settled with two men and two
women. It has grown into a human city where status
of history makes builders, fighters, promoters and
statesmen and so on. The poet contextually satirizes
the growth and decay of city.
We are the makers, builders, promoters
Perpetuators and propagandists,
We are the images of our own sorrow.
(Poem 5)
Yet, the people called it a learned city, a civilized city,
a modern city and so on. It is a city with new faces,
new manifestations, and new creations. In creation is
built destruction. According to PCK Prem, a Master
critic in Indo Endo-English Poetry, writes about the
Images of a Growing Dying City that “life in a city
depresses and so he is worried and remains upset, and
mistrusts what happens around. Hurried living, erosion
of ethical values, contemporary anxieties and disgusting
environment cause grievous sorrow, anguish and
suffering to man” .( Prem, 176-177) The city is
growing and dying, dying and growing. They build and
rebuild the city without destiny. It is their sorrow deeply
rooted in their happiness. The predicament of a citydweller is ironically exhibited.

A portrait hangs before him on the wall
The remedy is shown in destruction.
(Poem 10)
The man of city is living in the sea of emptiness with
rough passions and emotions dead. He is already halfdead like a half-beaten snake crawling on the bare.
As life is a living dream, the city becomes a
constellation of dreams half-fulfilled and half-unfulfilled.
Life is neither an adventure nor a dream but a living
reality .The city becomes an island of mind and he is a
refugee driven by certain things. He is dwarfed and
mummified. The poet presents the heart of city in the
mushrooming of numberless streets.
Streets, lanes, by-lanes, roads and avenues
cut through the flesh
of the city like veins and arteries
(Poem 16 )
The city has gradually lost its pristine beauty. It has
now become a land of roaring houses and tall buildings,
a land of men, women and children besides a land of
factories, workshops and industries. Yet, man leads an
insecure and hopeless life, a lonely life in the city. His
mind grows like swelling cyclonic clouds. When he
steps on the sixty-five storied building, he is not in the
air. It is his creation that holds him upon its own
pedestal. It is the world it has made for itself. It is its
own world of ecstasy unlike him. T. V. Reddy is a
stalwart in Indo –English poetry. He comments that
“the poet is very cryptic and sensitive in capturing the
images of a dying city and arresting them in the lines
of his poem which is interesting to read”. (Reddy 493)
The city is illuminated with dazzling lights, still, the
twinkling lights cannot burn the twinkling starry night.
The city can be alive through lights at night where the
stars are naturally alive and vivacious forever. Man
himself is restless in the city which remains busy round
the clock. Again, Raghupathi portrays the fall of
kingdoms in the poetic mode of narration. The decayed
structures of kingdoms have so much to offer for
passing generations. The city has gradually lost all the
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historical monuments and it is now the city which
witnesses a mass exodus of people from other parts.
Their decayed structures preserved,
protected, declared
as the inestimable relics of the past,
Where are the emperors, warriors, subjects?
(Poem 23)
The city becomes the city of pillaged temples, topless
shrines, dangling pilasters, the suspended beams, the
dismantled portico, the cracked pediment, the bruised
walls, the scratched ceilings, the abraded notched
corners-all symbolizing the marks of human brutalities
and heinous crimes. It is the dying city that speaks of
ruined life where human existence is frail, impermanent
and ever-changing.
Men struggle desperately, despairingly
To become men every time and all time but never…
These speechless paintings, sculptures, stones

Raghupathi presents the reflected city life in its
nakedness. It is a city of our own reflections reflected
from the sea of parquet mind. The city is alive because
we eat our own reflections as alive.
It is difficult to see
The lights are off
The city plunged in dark
It is surrounded by dark night,
(Poem 34)
The city-dwellers are singing their songs of misery in
misery. They are the street beggars, orphans, and
handicapped, crippled, disabled, deprived. The winter
wind cannot carry the misery far away. It is just a
scar of inhuman elevation. But the city withers away
under the garb of night,
Night after night,
it is a city of many-changed faces

(Poem 19)

(Poem 26)

The poet dwells at length on its growth and decay. The
city is sprawling beneath the diaphanous sky i.e. growing
and dying. The city has grown vertically to penetrate
into the deep void and yet, the growth has its limits.

The city man has lost his freedom. He wept and cried
like a waif inwardly. Against each experience, he
inhaled no freedom. He is, in fact, chained.

The great show on the earth is human show
The mean show on the earth is also human show
But it is a make-believe show,
(Poem 29)
Man in the city is moving and unmoving encircled by
forms- crooked, cruel and despotic. He is short in front
of tall buildings; he is static in front of fast-moving
vehicles.
It is a crowd
like the thick mass of lava spilled out from
volcanic explosions,
It is a destroyed crowd
Like the crumpled stormy clouds in the sky,
surging
(Poem 21)

The primordial freedom he craved desperately,
Surrounded by gesticulating forms in movement,
Lost his will he became descript
(Poem 27)
A city dweller is a man yet he is nothing else. He feels
he is everything. He is like a wounded mackerel
swimming in the troubled waters. He moves like a
crunched cloud.
He exists, in the waking dreams existing,
but not living
(Poem 41)
In another image the poet presents the busy traffic in
a city and questions the unconcerned movements. The
life of city is as horrible, frightening and disgusting as
not to look at the dead through the corners of their
eyes. The poet condemns the callousness of city public
when they move about recklessly.
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Despite the traffic on the bridge unhindered,
moving constantly,
People walked fast like termites
Unmindful of the ghastly sight
(Poem 46)
The city moved beyond the four directions and is still
moving beyond the land. It will become a floating city
in the water and a flying city in the air. The city
extended beyond all limits of human habitation. An
unusual migration of people makes the city really
uninhabited. There will be no place for human habitation
and man will be forced to build home in the water and
up in the sky.
I shall build my home in the water
I shall build my home up in the water
(Poem 49)
A city man is in varied forms growing and dying, dying
and growing. He feels the city belongs to him entirely.
He just sings about himself but is in no mood to listen
to others.
It is himself in varied forms growing and
dying, dying and growing
Between growing and dying, dancing,
rollicking, yelping in pain himself in
umpteen forms
(Poem 59)
Human existence in City is always self-centered. He
takes no responsibility, cares nothing, rushes onward,
feverish, and does something and gets something.
It is his world. Nobody alters.
Nor ever himself
He is responsible and accountable to nothing,
he thinks
There couldn’t be a better world than
himself, he thinks
(Poem 57)
The increasing population makes the city highly
invisible. There is thick mist, fog, and smoke
everywhere. The city man loses his eyesight. He

cannot see city any more. Its location is far beyond
the naked eyes. As Kumar observes that, “we wish to
know where we are living, and where the city is leading
us to.” (Kumar, 54) The poet presents the difficulties
of city life amidst glaring examples.
The city is invisible
In the mingled thick mist and fog and
smoke concealed
It is a land of mist, fog and smoke
(Poem 62)
The city lay like a paralysis-stricken patient. No
medicine could cure it from falling like ripe fruit.
Raghupathi uses the image of Intensive Care Unit (ICU)
to effectively convey the most alarming condition of
city and its possible extinction.
It is a city just convalescing like the dying
patient kept long in
Intensive care unit
(Poem 62)
The city extends no more the warmth, affection, and
love between the parting relations and friends at the
bus stations what one finds largely in cities is metallic
roads, stupefying curves, frightening structures, vulgar
laws, baneful values — all depicting myriad
adversaries. The city prefers modernity to tradition.
What is seen between the parting
lovers, relations, friends,
At the bus stations, airports, on the
platforms in this land locked city
(Poem 39)
Such a city becomes a restless city and notorious for
corrupt and dishonest people who make to unmake
the city every movement. The city plunges into the
city of vices.
Yes it is full of men, corrupt,
dishonest, propagandists
Pamphleteers, dummies, pseudos,
neos, imitators and so on
They croak, cackle, chuckle, drawl and drool
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They make it lively and lively with
umbilical desires,
(Poem 64)
The city does not grant freedom of life. Freedom is
just fleecy. The city-dweller makes an endless search
for freedom each day and each night. It is the city of
what Raghupathi calls ‘abysmal clamor and confusion’.
The city never enjoyed freedom. It is an incorrigible
tragedy.
Freedom is transparent and translucent
and fleecy
Each night, each night he is an
incessant pursuer
(Poem 67)
Further, the poet shows how the city has lost its stature
gradually. The baby knows nothing of the heartlesscity built by his predecessors. He builds his own
graveyard. This is how city has degenerated into the
valueless life. The city symbolizes the city of unsung
heroes.
This babe when born knows nothing
It is a state lost gradually as it grows
Exposed to the heartless city
built by his predecessors
(Poem 70)
The city is slowly dying in terms of quality and values of
life. Prem analyses that “The Images of Growing Dying
City” paint a bleak future for man, who lives in the city
and yet wants to run away, a philosophical solution it is he
finds but every possible way out makes life more
miserable”. ( Prem, 176) The birds have left the cities to
seek shelter in the deep woods. All this reflects that city
is no more a city but the city of insecure life.
Already birds have flown away one after
another In fright to be extinct
(Poem 71)
The city doesn’t impart the quality of education. An
experience of a university don from the city is regarded

as a blessed scholar in blessed sate but later proved
himself unworthy. He did away his scholarship and
became a wanderer in saintly posture. Similarly, a
philosopher’s tale is no exception. All his fifty years of
learning make him a philosopher of inscrutable
hollowness.
It is the hollowness of man’s life
amidst creations
It is the hollowness deeply
rooted in existence
(Poem 78)
The poet writes that the city sleeps half-naked, soused
in bars, watching the swirls, swivels and swerves of
hips and buttocks in the flicking, flashing lights, sits
maudlin weeping over their inherited miseries, works
machinations for tomorrow’s life in attics and cellars.
He wonders life has any worth at all
But life moves on forever
The clock ticks, tick tock, tick tock…
(Poem 81)
In conclusion, I reckon that K.V. Raghpathi largely
characterizes the special quality of his work, his deep
sense of city life and his acute observations in The
Images of a Growing Dying City. In each poem the
poet has represented a particular state of the city in a
particular image in a remarkable way. As we move
from poem to poem, we discover the gradual decay in
terms of life and values. The poet has succinctly
captured the images and arranged them in sequential
manner. The sequence is both linear and vertical;
hence the decay is seen in all dimensions. These images
are not imaginative but concrete and evocative.
Literary vitality and energy lie only in innovation and
creation. The poet has achieved a good balance
between the ends and means of city in terms of values
and quality of life. The city has grown considerably
and at the same time, collapsed on similar lengths and
breadths of value-based life. Every bit of city life
projects that it is growing and dying, dying and growing.
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The need to choose the right path is a problem often
faced in life more so in cities. The poet ponders over
such paths and successfully exposes them as a typical
prophet. This paper puts a distinctive stamp on his work
– on his chosen theme that is city growing and dying
as well as on the manner of its unfolding the main
focus of Quo Vadis i.e. where are we heading from
here? Where is the city leading us? Is it on the brink
of glory or disaster?

edited by Laxmiprasad, Sarup Book
Publishers Pvt Ltd, 2015, pp. 54.
Patra, Pradeep Kumar. “A Journey to Infinity: A
Glimpse of K.V. Raghupathi’s Poetry”. An
Anthology of Criticism on Six Indian
English Poets. edited by Laxmiprasad, Sarup
Book Publishers Pvt Ltd, 2015, pp.59.
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Abstract:
Rashid Jahan is remembered today for her radical
writings on women’s issues and as an early
champion of women’s rights. Her consciousness,
as a writer and as a social reformer, is shaped by
her life-long commitment towards her profession
as a women’s health practitioner, and her
association with the All India Progressive Writers
Association (AIPWA), Indian People’s Theatre
Association (IPTA) and various other communist
movements which always strived to bring social
change, empowerment and awareness. With recent
debates in legal and socio-political domains on the
rights of Muslim women which are closely
associated with the institution of marriage, her
writings become an important sight to understand
the condition and position of women in Muslim
households’ domestic spaces. Jahan’s works gave
voice to issues which articulate the concerns of
Muslim women that were traditionally kept hidden
under the guise of domesticity. She raised issues
related to female agency and consent in matters of
sexuality, female body, women’s health and the
unequal gender power relations which proved to
be oppressive and exploitative towards women.
Such a thought has been reflected and
communicated through her plays in a creative,
expressive and dramatic manner. The present paper

attempts to trace the voice of protest against rigid
and oppressive social structures through the
English translation of Jahan’s one-act play, Parde
ke Peechey. It further aims to analyse Jahan’s
thoughts on the root cause behind oppression of
women that takes place in the institution of
marriage.
Keywords: Marriage, Women’s Rights, One-act
plays, Protest, Social Reform
All India Progressive Writers Movement along with
diverse social reform and nationalist movements,
created an atmosphere of argumentation and debate
in the public sphere on the issues related to women’s
agency, upliftment and emancipation. The reformist
zeal in the Muslim community began in the decades
when Jahan was too young. On the one hand, she
inherited the legacy of social reform from within her
family. Her parents, Sheikh Abdullah and Wajid Jahan,
were the early Muslim advocates to raise concern for
education of Muslim women. Madhulika Singh rightly
points out their literary contribution for the cause of
women. She writes that Jahan’s father “founded the
widely circulated Urdu journal for women,” named
Khatun in 1914 and her mother contributed to it
frequently (1). While on the other hand, Muslim women
had begun to negate the idea of a secluded protest
against gender inequality and injustice against women.
Many of them participated in various pan India

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

195

women’s associations such as Women’s Indian
Organization which was formed in 1917 and All India
Women’s Conference which was formed by the Indian
National Congress in 1927. Their aim was to focus on
“the issues specific to women and their social and legal
disabilities” (Hussain 1). They made a remarkable
presence and primarily struggled for legal rights of
women in matters of education, property inheritance,
marriage and divorce during the 1920s and 30s.
Literature of this period deeply reflects, interrogates
and suggests remedies to the social complexities which
had arisen due to the heated debates between the two
oppositional forces to which the Muslim Personal Law
was subjected. The oppositions were between the
traditional, conservative and orthodox forces and the
liberal, more secular and modernist forces. In the field
of drama, Nandi Bhatia investigates that there were
playwrights who “dealt with the politics of domesticity
through subjects pertaining to marital discord,
education, social reform, extra-marital affairs, the
problem of dowry, and so forth” (34). She further
observes that depiction and examination of the “position
of women with regard to family and marriage” (35)
was central to pre-independent India’s dramatic
tradition. Representation of the lives and experiences
of Muslim women in conjugal relationships was the
trend followed by the genre of drama, especially Urdu
drama, during the times when Jahan was actively
writing. The present paper attempts to study the figure
and condition of a woman within the institution of
marriage in Jahan’s one-act play, Parde ke Peechey,
which was a product of the times which favoured
change. It also attempts to seek the root cause of
women’s oppression in the institution of marriage.
Some of the questions which the paper attempts to
investigate are, whether the traditional Islamic culture
was oppressive towards women or did men start to
appropriate and misinterpret the religious authorities
to their benefit, and how is social upliftment as well as
emancipation of women possible?

Her play, titled Parde ke Peechey (translated as
Behind the Veil), is a part of the highly controversial
anthology Angare which was published in 1932. The
anthology has been seen as a marker of radical literary
trend in Urdu literature. The play is formulated in the
form of a dialogic narrative that takes place between
Muhammadi Begum, a muslim woman from a well
known family, and Aftab Begum, her guest. It explores
the secluded life of muslim women belonging to ashraf
families. As the title suggests, it brings to focus the
deplorable condition of Muslim women when a closer
look ‘behind the veil,’ which is representative of
retrogressive values functioning in Muslim society, is
made. It is an account of what Madhulika Singh calls
as “oppressive domesticity.” In the process of unveiling
the complains of Muhammadi Begum, Jahan begins to
imagine a speaking subject. Here, the dramatic act
provides an alternate and subversive space where the
culturally and socially silenced voice of the victimised
women is presented without any interruption.
Jahan critiques the stereotypical notion that a woman’s
existence is limited to the domestic sphere and her
roles as a wife and mother, thereof. In Parde Ke
Peechey, Jahan experiments with the conversational
style of narration whereby women overtly question their
role in family and community. The two women begin
to critically explore the notion whether marriage and
conjugal relations are the most important part of a
woman’s life. The traditional approach towards the
position of women in the institution of marriage is
highlighted by Aftab Begum, who says to Muhammadi
Begum, “Who can be as fortunate as you?… you have
a home, a husband, children, everything” (200).
Ironically, from here on, the two women begin to unveil
the reality which comprises of issues related to
women—their agency and rights in private spaces.
Discussion of issues related to women’s body at public
forums in those times was an uncommon practice. But
with the development of women’s movement and the
secular discourse of nationalism, the personal and
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individual issues related to women were on a rise
among social activists and reformists. When the play
begins, Muhammadi Begum is introduced as a woman
of thirty-two, who was married at the age of seventeen.
Due to ill health, multiple pregnancies and
unsympathetic attitude of her husband, her looks have
withered. Furthermore, there are a number of issues
related to women’s body and health which Jahan
attempts to communicate with the help of this play.
One of the major ones is related to motherhood since
it is mentioned that Muhammadi Begum is unable to
nurture her children well. They look “pale and sickly,
as though they are victims of starvation” (202), points
out Aftab Begum. Hereafter, the wife points out that it
is her husband’s ‘command’ that she must
acknowledge and satisfy his sexual needs, rather than
fulfil her duty as a mother and feed the babies. Even
though her bodily health is deteriorating, yet she has to
neglect her personal ills to perform her role as a wife.
Her husband controls and exploits her body to an extent
that she is forced to undergo multiple surgeries of her
private parts so that her husband “would get the same
pleasure he might from a new wife” (211). These
references explain that the wife is not given agency to
control her own body and its functions. She readily
accepts her husband’s animalistic command in the form
of multiple pregnancies and unreasonable sexual
demands because he threatens her that “he will marry
another woman and bring her home” (202), if she
neglects his advances. She is aware that even after
fulfilling his needs, he has sexual liaisons outside the
conjugal union as well. In terms of explaining the critical
functioning of a woman’s body in gender power
relations, Nishat Haider is of the view that,
“Muhammadi Begum undergoes what Kartak terms
as “internalised exile”(2) where the body feels
disconnected from itself, as though it does not belong
to it and has no agency” (209). By becoming a part of
the institutional structure of marriage, the woman is
distanced from her own personal needs and loses

agency over her own body.
During their conversation they discuss the plight of
other women as well. They move from discussing the
“fortunate position” of women in households to
discussing the diverse ways in which the institution is
unjust, exploitative and oppressive towards women, in
addition to the hypocrite nature of men. They come to
a point where they mutually agree that “everyone has
their own troubles” (204). The reference is of every
married woman or girl of a marriageable age. They
further highlight the condition of women in polygamous
unions. The two gossip about an old man, known to
them, who has married a third time to a young and
beautiful girl. The practice of polygamous unions was
widely prevalent and accepted in Islamic cultures. This
practice gives men the freedom to choose multiple
wives. It also propagates unequal gender relations.
Jahan, attempts to expose how men use the polygamous
structures to their undue advantage by bringing up the
case of Razia, Muhammadi Begum’s cousin sister.
With Razia, Jahan elaborates upon the desire of an old
man to marry a girl of tender age for sexual fulfilment.
There is not shown any amount of jealousy amongst
the two sisters, rather Razia is scared and Muhammadi
Begum is outraged. At this moment, Jahan presents
the wife as confronting her husband for his daring act
of writing love letters to her cousin. But she says, “he
stared straight into my eyes and asked me what was
wrong in it. He said he wanted to marry Razia, even if
it meant divorcing me” (208). He defends his actions
and desires by citing the verses from Quran, the Sharia
Board’s legal acceptance of Muslim men marrying upto
four times and the wife’s ill health. He further wishes
to gain the consent of his wife to re-marry her sister
by emphasising that it is the duty of a wife to obey her
husband. In a number of ways, therefore, the play
“offers a variety of demystifications of traditional
expected female roles, for instance, wifehood, not as
it is traditionally expected to be fulfilling and nurturing
but as enslaving” (Haider 204).
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Jahan is known for not only raising the plight of women
in domestic spaces but also attempting to provide
certain solutions. Hamidi Saiduzzafar comments that,
“she was quite aware in life of social injustice and the
sickness of society. As a practical person, the diagnosis
was not enough for her; she wanted a treatment, a
cure” (162). This sums up Jahan’s socio-feminist
approach in life. As a social reformer, she does intend
to bring about changes in the Muslim Personal Law
with regard to women’s agency, freedom to choose a
partner, a liberal approach towards marriage, women’s
education and age gaps in conjugal relations, especially
in polygamous unions. But there are certain subtle
solutions which she wishes to communicate to her
reader/ audience as a writer. Through this play,
particularly, she highlights that it is only when women
will seek roles outside the domestic space and pursue
a professional career, would they be able to gain agency
over their body and actions. Further, by bringing up
the case of Razia, she intends to highlight that society
at large can also play a major role in bringing about a
change and securing the lives of women. She
propagates that on the one hand, the wife needs to
confront the husband’s deeds and on the other, the
targeted second victim’s family must choose and decide
their daughter’s future wisely.
But at last, Muhammadi Begum’s confrontation does
not prove to be strong. She only tries to make her
husband understand the negative consequences of
marrying a young girl, again. She is not provocative in
her defence and gradually submits. This appears to be
Jahan’s strategy to point out and communicate that a
woman should not be secluded from matters of social
reform and society must support such women in raising
their voice against the unjust practices. She knows and
accepts the fact that he will marry a second time. The
stage direction towards the end reads, “the sound of
the Alan can be heard wafting in from the mosque”
(211). Jahan might have used this as a means to highlight
that since religion has helped to propagate such unjust

and unequal gender relations, there is a need to modify
and follow a liberal approach to certain values, rituals,
practices and customs.
Every society in order to progress must re-evaluate its
traditional values. Through this play, Jahan conveys
that cultural modes of radical writing help to achieve
change and social transformation. She brings to light
that financial independence is a means to achieve
women empowerment and confront patriarchal
ideology. Jahan’s writings poignantly point out that
social reform is important because conservative values
which are held sacred by religious authorities are falsely
appropriated by men in society. The relevance of her
limited literary output is that it raised a radical voice
which is well informed by a feminist consciousness, to
address the issues and experiences of women in
domestic spaces such as marital structures, observance
of purdah, women’s health and the mandate of triple
talaq. The embers of the issues raised by her are still
burning, since women who are followers of Islam are
still spearheading nation-wide campaigns to outlaw
triple talaq.
The genre of one act plays, for Jahan, opened up a
space to argue, debate and discuss about subjects
relating to women that were considered social taboos.
Even though, most of the issues addressed in the play
are left unresolved, they highlight women’s tendency
to resist, counter and subvert oppressive social and
cultural codes. In her works the possibility of selfempowerment through acquisition of voice and agency
can be witnessed. The continuation of her legacy can
be observed in more participation of women in activities
of IPTA, the women’s liberation movement and the
women’s theatre movement which gained momentum
in 1970s.
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Abstract:
The paper explores the newly emerging structures
of the ‘Empire’: the insidious forms of neoimperialism seeping into a ‘primitive’ society. Buchi
Emecheta’s novel The Rape of Shavi deals with the
accidental intrusion of a group of Western people
into an indigenous African society deeply-anchored
in the desert of Sahara. The European visitors
manipulate the bounteousness of the native
Shavians and leave the whole society devastated
with its nature and culture. The capitalist,
neocolonial West rapes the native Shavi of its
natural wealth and sacred dignity by harnessing
it. However, the illusion of Eurocentric superiority
also collapses when the Europeans are faced with
the indigenous knowledge-system. The colossal
idea of Western modernity collapses and is
rendered shattered, but with this ‘ambivalence’ the
camouflaged enemy has ambushed and turned the
indigenous structures upside down.
Keywords: Empire, native, primitive, Eurocentric,
neocolonial, neo-imperial, culture, bounteousness.
In colonial times, the imperial systems of domination
would rather be conspicuous and centered, and they
often employed duress to retain power. They waged
wars to co-opt territories into their ambits of colonial
rule. “Imperialism’s culture was not invisible, nor did it

conceal its worldly affiliations and interests” (Said
XXI). But, in the wake of political decolonization, it
has emerged as the “imperialism without colonies”
(Young 63). It has mutated into an amorphous
mammoth to monitor the baseless and formless powerstructures through indistinct trajectories. Imperialism,
now, has resurfaced as a new form of domination.
Michael Hardt and Antonio Negri observe in Empire:
The passage to Empire emerges from the
twilight of modern sovereignty. In contrast to
imperialism, Empire establishes no territorial
center of power and does not rely on fixed
boundaries or barriers. It is a decentered and
deterritorializing apparatus of rule that
progressively incorporates the entire global
realm within its open, expanding frontiers”
(XII).
Consequently, Postcolonial studies, in the recent
decades, have taken up the imperatives of ‘beyond’
(Ania Loomba et al.) and ‘rerouting’ (Janet Wilson et
al.) consecutively “to redress the lost histories of
colonialism obscured in the scramble for globalization’s
patina of universal progress” (Loomba et al. 10) and
to cope with the “neocolonial imbalances in the
postcolonial present” (Wilson et al. 1). As the discipline
is incessantly going through interpolation and
backlashes, scholars are extrapolating ‘cross-

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

200

examination’ “to push the field in different directions”
(Albrecht 1). In this exhaustive discussion, the tenet
of ‘resistance’ should be the sinew of the theory,
according to Patrick Williams. He avers: “Of more
general importance is the fact that postcolonialism has
historically been both an analysis of, and hopefully a
mode of, resistance: consequently, any shift away from
resistant discourses or politicized critique represents
the abandonment of one of the major justifications for
postcolonial studies” (Williams 88). Bill Ashcroft notes
the characteristics of porosity, ‘argumentativeness’ and
‘utopianism’ as positive signs for the future of
postcolonial theory. He argues: “As a way of reading,
postcolonialism now extends into various realms of
contemporary social politics and refuses to be confined.
Clearly postcolonial studies is too dynamic and unruly
to police. It has become a field with rich pasture and
few fences” (“Postcolonial Futures” 5).
Buchi Emecheta’s novel The Rape of Shavi invites a
new foray into a ‘decentered’, cultural and economic
domination of an imaginary African territory and
exhibits consequential ravages incurred by an
outflanked ‘Other’. This is a sheer irony that the
primitive people of Shavi, who are absolutely estranged
from the outside world, are democratic and benevolent
in their way of life even without an access to Western
modernity and globalization. Their intentions regarding
the European visitors are ingenuous and selfless. The
crash of the aircraft is outlandishly unexpected to the
Shavi people. The king Patayon does not harm the
white Europeans, instead he asks his people to fete
and inhabit them gracefully, because it is the cultural
tradition of Shavi to accommodate and assimilate “the
people who are immigrant in [their] society”. Shavi is
“a close-knit society” in fact, a nation that exists as a
cohesive unit in social, cultural, economic and political
terms. It does not need to be defined by the Western
rubrics of knowledge-production. The natives also fear
to be snarled up into enslavement “for [they] want to
be [their] own maters and protectors” (Emecheta 36,

14, 17). Rapacity for power and prosperity does not
affect them. They are complacent with their povertyridden, mediocre life-style. Even, they do not believe
in ‘colonising’ others; they are non-violent people as
the king, his wise minister and friend, Egbongbele and
the priestess Iyalode defy Anoku’s suggestion to
sacrifice the visitors. Emecheta narrates with a mordant
tinge: “On the whole, the Shavi council regarded the
visitors as humans, whose only difference was their
pigmentation. So, one by one, each council member
promised to make the visitors feel at home” (39).
The Shavians realise their racial ‘difference’ from the
Albino visitors, but they do not make them [Europeans]
feel alienated. The skin-colour does not induce the
natives to alienate the white visitors. In fact, the novel
is Emecheta’s “writing back” (Bill Ashcroft et al.)
strategy to contradict the Western discourse of racial
superiority and capitalist mindset. The novelist reviles
and ‘mimics’ (Bhabha) the Eurocentric ideology, but
she is also aware of the neo-imperial proclivity of the
West. Nevertheless, she reveals a stark irony that the
so-called aeronautical scientists of the West have to
“seek a refuge” (Emecheta 29) in the desert of Sahara,
when they feel that the so-called developed West may
wipe itself out by the impending nuclear war. The
stupendous ideology of development and progress
begins to wreck and gives way to a so-called primitive
way of life. The Eurocentric modernity does not belong
to the Shavi people. They believe that all human beings
are “refugees, immigrant strangers on this earth”
(Emecheta 13). This is the Shavian cosmopolitanism.
Bill Ashcroft reveals the deep-seated elitism and
sophistication implied in the term ‘cosmopolitanism’ and
questions its Eurocentric ethics. He posits: “Clearly,
Cosmopolitans are not defined by a particular subject
position but by an orientation to the Other and to
diversity” (“Transnation” 77). Even without a trickle
of knowledge about the so-called modernity and
globalization, the Shavians are inherently democratic
and humanitarian in their so-called primitive stage; they
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conform to the ethical virtues of equality, human rights
and freedom of speech. Emecheta narrates:
The king and his men had sworn with their
life blood that no one should oppress or use
his position to treat the other subhumanly. . . .
Shavi prided herself on being the only place in
the whole of the Sahara, where a child was
free to tell the king where it was that he had
gone wrong. And the child knew that not only
would he not be punished but also that he would
be listened to and his suggestion might even
be incorporated into the workings of the
kingdom. (3)
The natives intend to learn the culture of the albino
people, but Ronje, one of the visitors, wants to impose
his [European] culture upon the natives. He detests
and devalues natives’ convivial ways of social behavior.
The Shavi people are “rootless savages” (Emecheta
50) to him. He does not consider them to be human.
Discussing Rudyard Kipling’s life and work, Edward
Said, too, reveals this geopolitical and discursive
ideology about the West and East:
On one side of the colonial divide was a white
Christian Europe whose various countries,
principally Britain and France, but also Holland,
Belgium, Germany, Italy, Russia, Portugal, and
Spain, controlled most of the earth’s surface.
On the other side of the divide, there were an
immense variety of territories and races, all
of them considered lesser, inferior, dependent
subject (Culture and Imperialsim134).
Flip, the supposed leader of the visitors, expresses his
sympathy for the natives, but Ronje flouts him, because
his racial prejudice and Orientalist superciliousness do
not allow him to befriend the Shavians. “Flip and his
illusion of the noble savage” seem to be risible to Ronje.
“A thought occurred to Flip at this stage: that they must
have sounded barbaric to these gentle [Shavi] people”
(Emecheta 105, 54). Both Flip and Ista are greatly

impressed by the bounteousness of the natives, but
Ronje and Andria nurture suspicions about them. Ista
exposes the “convincing demonstration” (Said,
Orientalism 233) of European discourse and contends
that Europeans “. . . simply find it difficult to accept
kindness”. She explodes the edifice of Eurocentric
superiority and discloses the self-destructive clout of
the “over-civilised society” of the West. In Ista’s view,
Shavian way of life is surpassingly noble. “Maybe if
she could understand that way of living, she could teach
her own people that there was another way to live”
(Emecheta 60, 64, 169). Biodun Jefiyo argues “. . .
that the moral of the failure of the “civilizing mission”
outside Europe is that there are more ways to being
“civilized” and “modern” than the unitary, homogenized
way touted by the European or Western project” (609).
Ista speaks unflinchingly: “We ran away from our overcivilised society because we were about to destroy
ourselves. We landed here among people who haven’t
got the faintest idea about the bomb, who are perfectly
happy and sure enough of themselves to trust and
welcome us into their midst [. . .]” (Emecheta 64).
The primitivism of the native people is feted by Ista
“as a corrective to the malaise of Western modernity,
a redemptive alternative that supplies what is missing
in modernity” (Li 985). The novelist juxtaposes the
inherent bounteousness of the Shavians with the volatile
and selfish incredulity of the European visitors. Actually,
the Shavi people pose a challenge to the prodigious
knowledge-system constructed by the West, as they
(Shavians) are absolutely unaware of the Orientalist
discourse until Asogba gets harnessed by the
‘resurfacing of Empire’. It irks Ronje that Flip confers
importance on the natives. Ronje contends: “They
[Shavians] didn’t even know of the existence of other
races, except those distant tribes that bought their
cattle” (Emecheta 105). This ignorance of the natives,
in fact, embodies resistance to the meta-power of
knowledge.
Ista signals the perpetual, insidious working of the
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Empire by appertaining to the history of colonialism,
slavery and religious conversion in Africa and the
contemporary neo-imperial, capitalist hegemony of the
West: “We took Christianity to them in West Africa,
then we encouraged them to sell their brothers and
sisters, and we’re now buying up all their mineral
deposits . . .” (Emecheta 74). Ania Loomba takes up
the issue of neocolonial hegemony as very significantly
prevalent in the globalized structure of the world. It is
redolent of the old racial/cultural dichotomies. She
states that “If the earlier period of colonial globalization
simultaneously integrated the world into a single
economic system, and divided it more sharply into the
haves and the have-nots, so the new empire both
facilitates global connections and creates new
opportunities, and entrenches disparities and new
divisions” (Colonialism/Postcolonialism 219-220;
emphasis in original). A similar view about colonial and
neocolonial interconnectedness and difference, in the
context of globalization, is put forward by Ali Behdad:
The colonial model of center and periphery,
for example, may not be at work today, but
the geographical division of developed and
underdeveloped worlds continues to persist.
Every world-system rests on the ruins of the
previous one, and because of this, worldsystems are interrelated, albeit that the new
system always expands and transforms the
elements that it borrows from the previous one.
(69)
Ayoko’s rape by Ronje is a metaphorical symbol of
the coercive subjugation of the blacks by the white
colonialists. And Asogba’s hegemonic manipulation by
Mendoza, the most rapacious of the visitors, by virtue
of the Shavi stones, represents a neo-imperial
exploitation of the Orient. Ronje’s ingrained racial
prejudice abets him to rape the dignity of Shavi.
Emecheta seems to foreground that the ‘binaries’ have
not been effaced, instead they are looming large in
new shapes. She narrates: “Ronje fell on her and, in

less than ten minutes, took from the future Queen of
Shavi what the whole Shavi stood for. To him, the
Shavians were savages and Ayoko was just a serving
girl” (94). The anti-essentialist, cosmopolitan and
undefended attitude of the natives brings havoc and
ravages to them.
Rebutting lecherous Ronje’s intention of marrying
Ayoko, Flip adjures him not “. . . to introduce corrupt
ways to this [Shavi] people”. He warns Ronje
imparting it to him that raping Ayoko would be raping
Shavi. But for the chauvinistic Ronje, Ayoko was “. . .
an object of use for any white male wanderer. He had
only done what generations of his race had done
before” (Emecheta 104, 106). In fact, the ‘sacred’ of
the indigenous society, which, in Ashcroft’s view, is of
utmost significance in post-colonial study, is defiled by
Ronje (The Empire Writes Back 212). In a violent
retaliation, his Eurocentric arrogance is trampled down
by the female version of native resistance.
Although the grand- narrative of Western superiority
is rejected by Flip when he feels disgusted with the
“instruments of physical and moral destruction”
(Emecheta 102) and seeks recourse to the African
(primitive) way of life. The “discourses of colonial
power” are rendered “ambivalent” (Bhabha 153) in
Flip’s compunction. In his view, Shavi turns a pure,
genuine, eco-friendly and truly democratic world and
the West is a “polluted world, where the acquisition of
money reigns supreme” (Emecheta 103). But his way
of knowing Shavi is a part of the ‘Orientalising’ (Said)
project unknowingly. He is an ‘ambivalent’ neocolonial. His sympathy and respect for the Shavians
turn out to be superficial when he reaches England
back and becomes complacent about his life. “Flip
didn’t feel guilty at all that he had in a way disturbed
the Shavians’ quiet life” (Emecheta 167).
The bounteous Asogba faces sheer slight and racial
discrimination in England. His desire “to learn their
[albinos’] tricks” inveigles him into the vortex of
capitalism and desire for power. The Europeans send
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him back equipped with “arms and ammunition”
(Emecheta 134, 156) only to wipe out his own peaceful
world of Shavi. He attacks the neighbouring kingdoms
to emulate the Europeans, but leaves the whole human
and animal world ransacked and devastated “under
the disapproving gaze of a hypocritical West”
(Ashcroft, The Empire Writes Back 213). The “new
ideas and strange ways” betoken the resurfacing of
Empire in Shavi. His returning “great and powerful”
(Emecheta 121, 141) from England is actually a signal
of being “outflanked” (Hardt and Negri 138) by the
Empire. Nevertheless, he becomes aware of the reality
and warns his people: “They carry weapons of death
in their speech and in their bodies. They’re not the
friends we think they are. They’re dangerous” . But
Asogba’s resistance to the dupes of the albinos fails
and he proves to be an emblem of blight for his own
people. The “power-drunk Asogba” is ambushed by
his unseen enemy with his own weapons. Mendoza
goes back to Shavi to exploit its natural resources (Shavi
stones) and render the natives shorn of their Shavian
wealth and dignity. Asobga gets snarled up into his
capitalist luring and orders his people to cease foodproduction and lean upon the Europeans for it. “He
wanted his people to be as great as these white people”
(Emecheta 152, 156, 149). Frantz Fanon notes the
psychological corollary of such experience:
When the Negro makes contact with the white world,
a certain sensitizing action takes place. If his psychic
structure is weak, one observes a collapse of the ego.
The black man stops behaving as an actional person.
The goal of his behaviour will be The Other (in the
guise of the white), for The Other alone can give him
worth. That is on the ethical level: self-esteem. But
there is something else. (Black Skin, White Masks
154; emphasis in original)
Apart from being a liberal cosmopolitan, the king
Patayon is also a cultural nationalist. He always seeks
to maintain the dignity of his cultural value-system, the
sacred and the environment of Shavi. He flouts the

mammoth of Empire. His ‘slowness’ indicates his
wisdom, sangfroid and rootedness. He states his
principle: “ “We stand for independence, we stand for
freedom. If we allow ourselves to be completely
dependent on the albinos, and don’t prepare ourselves
for the worst, I hate to think what will happen to us if
for any reason they fail to bring food.” ”. His son,
Asogba deviates from this parapet and gets entrapped
into Mendoza’s perfidious ruses. This process of
unseen and unheeded subjugation of culture and
resources leads to an economic famine in Shavi. The
culture of sheer capitalism and neo-imperialism divests
the prince of his intrinsic culture of bounteousness and
emanates a marauding, ravaging and self-destructive
Asogba. As Viyon, Asogba’s step-brother expresses
it with pride that they have best of civilization, but the
“. . . adventure into the desert, and the Ogene stones,
were a dream and a temptation” (Emecheta 159, 178).
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Abstract:
The paper explores the layered notions of love and
sanity as depicted in Imtiaz Ali’s Laila Majnu. The
movie is a modern adaptation of the classic and
tragic love story. The paper intends to not only
analyze the movie, in all its hues, but discuss the
modern notions of love, sanity and society. It has
also explored the love as perceived in mysticism in
Sufism and attempted to trace the similarities in
both. The study becomes relevant in the
contemporary context where our society employs
love as a dividing agent rather than a binding one
on pretexts like caste, religion and social status.
The clash of the individual with the society, the
beloved and more so with oneself lends layered
textures on this story which the paper has explored.
Keywords: Love, sanity, insanity, serenity
‘Love’ has been attempted to be defined by poets,
critics and writers across ages and genres, though it
can be conveniently inferred that it is beyond all poetic
endeavours and rationale. While Bacon perceived it
‘fit to be a matter of theatre and the cause of comedies
and tragedies’ (Bacon 42), Shakespeare was of the
view that the course of true love ‘never did run smooth’
(Shakespeare 5). Love has evolved from the grace of
the sonnets to the fickle minded present generation
where attachments change as rapidly as the pictures
on the profile. Love has been misconstrued,
misrepresented and invariably misunderstood. The
earlier generation spent a lifetime with the stolen

memories/ glances of their first love (as in the classic
tale of “Usne Kaha Tha”) where a moment gave them
happiness to last a lifetime. It compels us to wonder if
it is the romance and mystery associated with a
generation that did not communicate enough or they
had patience enough that lasted a lifetime. But then
love was never supposed to be easy, Bacon remarked,
“It is impossible to love and to be wise…in life it doth
much mischief; sometimes like a siren, sometimes like
a fury.”(Bacon 42)
The tragic stories of lovers have always fascinated
writers and artists and suffice is to say that it continues
to mesmerize the coming generations. One of the
numerous stories that have captured the imagination
of manyis the story of Laila Majnu. The paper attempts
to understand the nuances of this story, as depicted in
Imtiaz Ali’s adaptation, without any reference to the
original story or earlier adaptation. The attempt here
is to study in isolation the serenity that love offers while
claiming all and yet filling the void with the
infinite.Mortality is depicted as a blissful placeand the
lovers, despite being offered a chance at unison prefer
to claim each other forever in afterlife, unperturbed
by the other relationships and customs of the society.
The inability of the lovers to understand the society as
they become consumed by love appears irrational yet
convincing. The paper is an attempt to understand if
love is all consuming or constructive or destructive or
both. It explores whether it is possible to love and be
rational or whether by surrendering all sanity, one
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achieves it all.
Homayoun Hemmati refers to the story of Laila Majnu
and refers to it as ‘mystical love’:
A model of mystical love is (Majnun), the hero
of old Arabic tale, who lost his senses in his
love of (Laila). This woman who was not even
particularly beauti-ful, was for him the paragon
of beauty, and as interpreted by the sufi poets
became the manifestation of Divine Beauty
seen through the eyes of love (20).
The story deals with two feuding families who are
involved in a property dispute against the backdrop of
the beautiful valleys of Kashmir. Each family considers
itselfto be righteous and fails to understand how both
are not at fault. Even in the basic plot, the movie vividly
portrays what life essentially teaches, how we all
perceive ourselves as morally right and virtuous. Love
blossoms, in the most unlikely of all places: Qais Butt
starts to pursue (not pester) the daughter of the
archrival of his father, Laila. The maiden is not depicted
as a damsel in distress or shy; she is rather of the
opinion that marriage will claim all her freedom and
hence she intends to enjoy whilst she can. She, then
ventures in a playful exchange with Qais without
realizing when she succumbs her heart to the charming
and the soft hearted guy. As in any traditional love
story, the families are unable to settle their mutual
dispute which leads to miscommunication and confusion
culminating in the unhappy marriage of Laila to an
ambitious and cunning youth leader. After four years,
when an emaciatedQais returns to India to attend the
funeral of his father, he starts melting at the thought of
seeing Laila. As they meet in an epic scene, he is
unable to live the happiness of the moment and faints
and Laila realizes what she has done to the person she
had loved. She then musters up the courage to leave
her husband when an unfortunate/ fortunate accident
kills Laila’s husband. As Laila decides to leave her
house, her father blackmails her for the second time
asking her to stay only for the mourning period. At this
juncture, Qais starts to lose his composure and his
brother decides to take him to their farm house. Qais
starts exploring the mountains and valleys (which had

fascinated him since young age). He keeps immersing
himself in the nature to discover his beloved, Laila, but
it comes at the cost of his sanity. The movie ends at a
very cathartic note when Laila comes to him, but he
states that she has always been with him which
evidences how the physical manifestation no longer
holds any significance for him.
The larger question is the generalized perception of
‘sanity’ and because the present state of our existence
is insane, do we still idealize sanity in worldly sense.
In a poignant scene as he is talking to his ‘imaginary
mashooq’, he disturbs the ‘namazis’, who is then
offended with him. Qais then raises a very pertinent
question, “I was talking to my mashooq and hence
couldn’t hear you, just as you are talking to yours
(implying God). Then, if I couldn’t hear you, how did
you hear me?” If the world had half of its population
engrossed in the pursuit of the ‘maashooq’, the
problems of the world would be solved.
The tale of Laila and Majnuis the one of the bestknown love stories of the Middle East. It is also
remarkable as this story takes the dimension of Sufism
as for them it is an allegory of mystical love. Sufis are
deemed as lovers of God and for these mystics the
relationship between a Sufi and God that of lover and
Beloved and referred by Lee:
…it is the longing for their Beloved that turns
them away from the world, drawing them
deeper and deeper into the mystery of the
heart. These lovers of God have made Laylâ
and Majnûn their own story, full of symbols
and images of this great love affair of the soul,
a love affair as mad, dangerous and destructive
as that experienced by the young man Qays,
whose love for Laylâ changes his name to
Majnûn, the mad one(Vaughan-Lee 2011).
The truly mystical quality of love is the way it
transforms an individual’s inner core. The Sufis were
aware of this all-consuming nature of love. The term
referred for this is ‘fanaah’ which can be loosely
translated in English as annihilation. The Sufis believe
that love destroys all that is insignificant (especially
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ego) and what remains is only ‘love’.
The people are in the constant chase of corrupting
factors like power or money which have disrupted the
peace of human minds. If the world perceives the
protagonist as insane then contrasted with the sanity
of Laila’s husband he does little damage to the world.
In what is insane, rests the sanity of the world.There
is a constant awareness on the part of the protagonist
of the customs and limitations of the society/ mortal
world. He had, at one point believed that his beloved
shall desert all to be a part of his life, which
unfortunately did not happen. He then lets his love be
a victim to the society and his ‘sane mind’ worked on
the guidelines set by the world. He keeps repeating
the phrase, “Duniyahai, duniyaadaarihai” (there is this
world and the worldly customs), which is a helpless
realization of the ruthless reality.
The story teller uses the literary device of
‘foreshadowing’ brilliantly, both with the events and
places. One such instance is when the protagonist
comments on the hero that the world rightly considers
him ‘mad’, to which Qais replies that “if the world
says that, then it has to be right’, giving an insight into
the future of the character. Another moment which is
significant is when Qais refuses to follow Laila and
says “Go, now you, will have to seek me”, by which
he intends that his absentia will be his presence, forever
in her life. It becomes an important dialogue, as at
different junctures in the movie, he leaves her only to
be re discovered by her. The inevitability of fate is
hinted in the statement when Qais reassures Laila,
“What do you think, we are doing all this? Our story
has been written”. Even if the fate they await is tragic,
the realization of the fact that they have found their
soul mates makes this fate bearable.
The consequential and heartfelt lyrics add to the plot
giving it an ethereal dimension. The lyrics not only bring
out the emotions of the character but add to the pathos
of the storyline too. Phrases like, “Maine
yaadtumharipehni h” (I have worn your memory) or
“tera pyaarkhushikitehni h” (your love is like the stem
of happiness) (3:44-4:15) do what the actions barely
dream of.The sense of waiting which eventually leads

to the insanity of the protagonist is conveyed in the
song “Aahista”, which as poetry, overflows with
emotions. As Laila asks him to fall in love, ‘slowly’, he
asks, “hotakyahaiaahista” (what happens slowly) (4:244:45) conveying what may be perceived as the
hamartia of the hero. As the external world and its
intentions finally fall in place for the unison of the two,
the waiting takes a toll on him.
The insane Qais appears to be a believable character
who remains unperturbed by the world and its customs.
This is in stark contrast to the character who had during
the first conversation expressed his desire to meet the
parents of Laila for marriage. From a loving brother, a
carefree youth, an understanding son, he transforms
to a person who becomes aware of the limitations of
this physical world and disclaims all other living
relation.The transition of the protagonist from a
dashing, intelligent and resourceful youth to a hopeless
insane romantic is not only believable but heart
wrenching. In a poignant scene, when his father dies,
and his relatives try to give comfort and solace to him,
he is offended it and states that the dead body is not
his father.
In Shaw’s play, Man and Superman, it is
stated,“There are two tragedies in life. One is to lose
your heart’s desire. The other is to gain it.” (Shaw
277) For Qais, gaining makes him lose it. He has to
pay the price of his life in order to claim from the world
what he truly desired. Like everything, love comes at
a cost. The inability of the character to live ‘normally’
in the worldly sense and love at the same time due to
the circumstances evokes essential questions on the
conditions of human happiness and existence. The
essential philosophical issue is what is perceived as
‘normal’. It is the ability to mask your desires, emotions
and evil and pretend to be undisturbed by them, which
Freud summed up as ‘Id’. The moment a person in
unable to do the same and expresses what he really
feels, he is labeled as insane. Qais’ love for Laila and
his devotion to it makes him incapable to shoulder any
other responsibility of the world.
There is an element of romance and glorification
associated with unfulfilled and forbidden love. This
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may accrue to the fact that they do not undergo the
disillusionment and the boredom of a couple whose
love culminates in the bond of matrimony. The tales of
Heer-Ranjha, Soni-Mahiwal, Romeo-Juliet are tales
of tragedy, where both fate and society crush the
blooming love of the couple. There rarely appears any
glorification of those who spent years attempting to
understand and then demystify the intricacies of a
normal life as it is the routine everyday life that is lethal,
which love fails to withstand. The romance of the
rebellious becomes a prey to the dull routine of life.
The peace of Qais after he loses his sanity in the
worldly sense is contagious. It makes one believe in
the peace of the insane. What the society perceives to
be madness proves to be a blissful state for the lover.
He imagines his beloved to be a part of his world,
though universe would be a more appropriate choice
of word in this context. When Laila finally comes to
him after overcoming all ordeals, he already perceives
her in all. There is no element of ‘selflessness’ involved
as the world ceases to exist for him. In fact, Rumi’s
famous saying, “The wound is the place where light
enters you”,aptly summarize the condition of the
protagonist as the wound of love lets the divine light of
the creator illuminate his soul.
The setting of the movie is crucial too, as when the
society rejects, nature accepts. The blissful moments
of the couple are in the valleys away from human
habitation. Qais’ brother tries to take him closer to
nature for his recovery but Qais feels at home in the
lap of nature, so much so that he loses himself in it.
The transformation of the hero from forlorn lover to a
happy and self contained ‘insane’ is possible only amidst
nature. The mountain that had enamored him earlier,
now provide a safe haven to him and his imagined
beloved. The journey is depicted through a song, “hafiz
hafiz”, which brings forth his state: “jug main jug sa
hoke reh tu/ suntaa reh bas kuchnakehtu/ baatienpathar,
taaientohmatt/ humsahokarhans k sehtu” (stay in the
world, like the world is/ listen to all but do not say
anything/ words like stones, taunts like allegations/ be

like us, smile and bear it) (1:57-2:04). The hero finally
learns to embrace his fate and state in the presence of
all embracing nature, losing his self. In his madness,
there are traces of brilliance like that of Hamlet, though
it does not look feigned.
The society takes the right to love and the lover claims
his love in insanity. The people perceive their present
conditions as sane, but if in this state they are constantly
unhappy and unstable, insanity with its peace and
serenity appears lucrative.
Love, thus transcends the physical for the not the
eternal or immortal but a ‘peaceful’ state, not by the
conventional definitions of the society.Qaisshowcases
the eternal truth that forms the base of his mystical
journey: the belief that the pure love destroys the
individual ego/ self-love is the love that reveals the
eternal presence of the Beloved within one’s heart.
The delusion of parting is destroyed and the reality of
union survives.
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Abstract:
This paper is an attempt to study Aesthetics in
contemporary Indian Dalit literature. Dalit
literature is prominently a literature of social reform
and awareness. In the second half of the 20 th
century, Dalit literature has emerged as a new
literary current to address the prevalent regional
issues of modern India especially the caste system.
With the rise of Dalit literature, Dalit critics have
demanded a separate aesthetic yardstick to
interpret and evaluate Dalit literature. Since ages,
canons of literary aesthetics have been shaped by
the mainstream literature. However, Modern and
Postmodern movement has brought a paradigm shift
in the very nature of Aesthetics. Across the world,
literature from the marginalized and subaltern class
is gaining instant recognition. Unlike mainstream
literature, Dalit literature not only attacks the
established caste-based social stratification but
also rejects established literary canons. Taking
impetus from the thoughts of Dr. Ambedkar and
Jyotirao Phule, Dalit literature has surfaced with
a new zeal and confidence to assert liberty, equality
and fraternity in society. Dalit writers’ resentment
and revolt is clearly reflected in subverting the
classical notions of Aesthetics. The beauty
(Aesthetics) of Dalit literature lies in its aspiration
for the inalienable human rights – life, liberty,

equality, justice and dignity. With the emergence
of Dalit consciousness, Dalit writers have
developed their own literary style, form and
tradition that is challenging, revolting and
rebellious in nature. This subversive and aberrant
literary approach is reshaping the very concept of
Aesthetics in Dalit literature.
Keywords: Aesthetics, Dalit and Dalit literature,
Postmodern Literature, Dalit Aesthetics
Art, one of the most distinctive and universal aspects
of the humans, embodies human’s innate desire to
imitate reality. In Aristotle’s words “art is
representational”. However, it is not mere imitation
that determines art but it is the artistic skills that recreate
and redesign reality. From the Classical antiquity to
modernity, art practices have developed various
theories to appreciate different forms of art. Today,
these theories have developed a separate branch of
philosophy known as Aesthetics. It is widely
acknowledged that we appreciate art because it gives
us pleasure and appeals to our emotions. Since the
classical age, there has been a ceaseless debate over
whether beauty is subjective; lies ‘in the eyes of
beholder’ or objective; an inherent part of an artwork
itself. In the classical age, beauty was thought to be
objective i.e. eternally governed by some immutable
high laws. On the contrary, in the Age of Reason beauty
was regarded ‘no other than subjective’. Later in
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Postmodern age, this subjective notion became a
catalyst to bring a radical transformation in the very
concept of beauty. In the Postmodern age, beauty does
not ‘lies in the eyes of beholder’ but lies in the culturally
conditioned mind of the beholder. In other words the
concept of Aesthetic is not transcendental, absolute,
arbitrary and eternal. It changes over the passing of
time and more importantly it is subject to conditioning.
What was once considered low, rough, repugnant,
inelegant, bizarre, offending is now creative,
meaningful and artistic. Ellen Dissanayake, in her
famous work Homo Aestheticus (2010), writes:
What seemed at the time a
shocking (or amusing)…, can
now be recognized as a crack in
the dike of high art that in the past
two or three decades has released
an ever increasing flood of
antiestablishment theory and
realization-of-theory (i.e., works
of art). (Dissanayake 200)
In the light of Aesthetics, Indian Dalit literature finds
beauty in human emancipation. It is the literature of
those people who were socially and culturally exploited
for thousands of years. For dalit writers literature is a
tool to create consciousness among people about their
exploitation. The function of Dalit aesthetics is to stir
the reader’s emotions about the gruesome treatment
they receive from the very society they live in. The
root of Dalit literature actually lies in social inequality
which has been prevalent in India since ancient times.
Due to the age-old caste system, people are divided
into different castes and sub-castes. This stratification
is strictly hierarchical in which people, who form the
hegemonic class, control all kinds of power and
resources whereas people at the bottom of the
hierarchy have a very limited excess to power and
resources. After the independence, the Constitution
of India outlawed the caste system but in practice it
still exists in various forms.
Unlike mainstream literature in India, Dalit literature
not only attacks the established social norms mainly
caste system but also rejects established literary norms.

With the emergence of Dalit consciousness, Dalit
writers have developed their own literary style, form
and tradition that is challenging, revolting and rebellious
in nature. Nevertheless, the mainstream literary critics
such as P. S. Rege and Balkrishnana Kawthekar are
of the opinion that Indian literary tradition is rich enough
to appreciate and evaluate Dalit literature. It does not
need any separate and distinct yardstick to evaluate
its artistic expression. If Dalit literature is great, it will
withstand any test and any time. Artistic values cannot
be destroyed only because they have been rejected by
Dalit writers. In P.S. Rege’s words:
When measuring the significance of
any artistic creation, only artistic
values should be employed, all others
are irrelevant- they are meaningless.
If they were to have a place, it would
be minor. (Rege 29)
On the other hand, Dalit critics present their arguments
to defend Dalit literature and its separate identity.
Sharankumar Limbale, a renowned Marathi Dalit
writer and critic, argues that Dalit literature is novel
form in the area of literature and it puts an emphasis
on fresh experiences, a new sensitivity with new words,
and a new way of expressing Dalit’s suffering and
revolt. Sharankumar Limbale presents a systematic
understanding and analysis of Dalit aesthetics in his
book Dalit Sahityache Saundaryashastra (2004)
which was later translated into English by Alok Kumar
Mukherjee as Towards An Aesthetic of Dalit
Literature. This work is considered to be the first
critical work that investigates aesthetics in Dalit
literature. It has been assumed that Dalits, being a lowcaste and uncivilized, cannot produce a sense of beauty
in their works. According to Limbale, this claim is
shallow and narrow. One should look at Dalit writings
from a broader perspective. In the following words
Sharankumar Limbale clearly draws a demarcating line
between Dalit aesthetics and traditional aesthetics.
Ambedkarite thought is the
aesthetics
of
Dalit
literature….this literature
cannot be evaluated on the
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basis of either Sanskrit
aesthetics
or
western
aesthetics. The aesthetics of
this (Dalit) literature can only
be based on the thinking of
Ambedkar and Phule. (Limbale
147-48)
This disengagement has also raised a significant
question on the aesthetic aspect of Dalit literature. How
can a literature generate aesthetic taste for its readers
which is full of anger, resentment, abusing and offending
words, abhorrent and repugnant images? For instant
in the following lines from Under Dadar Bridge, a
dalit poet Prakash Jadhav narrates the mental state of
a protagonist who is a son of a prostitute and he is in
search of his identity.
‘Hey, Ma, tell me my religion. Who am I?
What am I?’
‘You are not a Hindu or a Muslim!
You are an abandoned spark of the
World’s lusty fires.
Religion? This is where I stuff religion!
Whores have only one religion…
‘Who was he? Who’s my father?’
Scraping and scratching at the VD sores…
She would answer: ‘He was some swine or other!’
‘Whore! Tell me the truth, or else…’
‘Why? Was there only one who mounted
And then abandoned my body?
How many names shall I mention?
Many came and many went.’(Dangle 65-66)
Since ages, conventional aesthetic standards have been
employed to evaluate and appreciate mainstream
literature. Dalit critics argue that these standards are
basically designed to suit and justify the socio-economic
output of the hegemonic class. Since Dalit literature is
the result of the very different socio-economic
condition of the marginalized people, it obviously needs
different aesthetic consideration to suit and justify its
literary works. Sharankumar Limbale aptly says:
To assert that someone’s writing will
be called literature only when ‘our’

literary standards can be imposed on.
It is a sign of cultural dictatorship. The
yardsticks of literature do not remain
standstill for all time. With changing
times, literature changes, and there
remains the possibility of change in
its criticism too. New literary trends
cannot be evaluated with traditional
literary yardsticks. (Limbale 07)
In linguistic aspect, Dalit literature is originally found
in regional, dialectal and clumsy languages. Visual
images and symbols used in the poems are rough,
asymmetrical, comfortless and disturbing. Such literary
behavior of Dalit literature poses an important question
on the aesthetics of Dalit literature: Can Dalit literature
be beautiful? The style and nature of Dalit literature is
aberrant and subversive. It deconstructs the prevailing
linguistic conventions for literature which is set by the
hegemonic class. Today, this against-the-stream attitude
is a conspicuous characteristic of the postmodern
literature. Dalit writers use crude language and
disturbing graphical descriptions because the language
used by dalit people in their community gives more
authentic impression while narrating their social
conditions. In the following words from a short story
titled The Cull, Dalit writer Amitabh presents a lifelike
graphical description of a moment when a dead animal
is being skinned and people are waiting to get their
share of meat.
On the scrub under the gum trees
were gathered all the Mahars from
shanty town. Each carried a knife
and some kind of container. Some
made do with a broken piece of a
mud pot or a rag. Some didn’t have
even that, so they would have to
carry the meat in the folds of the
dhoti or sari they were wearing. He
(Pandya) and his son Somya started
skinning the carcass with their
knives… As soon as Pandya and
Somya were out, others, like
sanguine Rajput warriors, pounced

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

212

upon the prey, raising a full-throated
battle cry…Tens of knives were
sawing at the chest at once.
Whatever piece, small or big, they
could manage, they cut and put into
their containers. The knives slashed
and sliced, chunks and chunks of
meat were piled into the hampers
and basket. It was a free-for-all.
(Dangle 221-222)
The beauty of the Dalit literature lies in its appeal
through disturbing words. For example, in Jasumati,
My Black Jasmine, Neerav Patel, a renowned Gujarati
poet and critic, narrates how a dalit woman is molested
in public. In the title of the poem, the poet has
deliberately used ‘black’ adjective for Jasmine. This is
very suggestive because for dalit people ‘black’ is close
to their reality. In the following words the poet gives a
horrific picture of how a young dalit girl’s chastity is
violated in public.
Instantly you become feast for the zooming vultures.
A nasty joke,
A quick and sudden hug
A slap upon your heavy buttocks.
You are cornered like an easy prey.
They enjoy the delicious
Most touchable flesh of an untouchable girl.
You moan and become motherMother of a bastard.
They button up the trousers
And take a plunge in the ganges
They defile you, dear Jasumati
Like a crow defiles with his dirty bill. (Patel 113)
For the Dalit writers, real beauty of literature lies in its
action. If literature is unable to bring change in the
world, in such literature lies a real ugliness. Neerav
Patel, in the following words, nicely explains the
pragmatic approach of aesthetics in Dalit literature.
The sword that is strong enough to
strike and sharp enough to cut the
target into two is beautiful and not the
one that has a blunt blade but has a

well-carved, gilded handle. And that
helped develop his aesthetic sense. He
(Dalit poet) sharpened his poetic
talent so that he can strike, and strike
at the very root of the evil. (Patel 116)
The major literary genres used by Dalit writers are
autobiography, poem, short story and essay. These
genres are mainly employed to depict the painful and
inhuman treatment to the people of dalit community
which is firmly rooted in almost all the regional
communities. In Dalit shorts stories, poems and
autobiographies, story does not move as per Aristotelian
rule i.e. beginning-climax-end but story ends where it
starts i.e. no change in the life of character. Characters
are born with pains, they suffer and they are left by
the writer with eternal torment.
Since ancient time, Indian literature is highly influenced
by aesthetics and literary theories which were
developed by Sanskrit scholars. In the medieval period,
the renowned Sanskrit poets and literary critics
enriched this tradition. However, modern Indian
literature has adapted the western literary theories and
European knowledge and methodology of reading and
writing. Eventually, this resulted in a new hybrid literary
culture in India in which the contemporary Dalit
literature bears a significant contribution to the
development of new aesthetic theory. However, the
mainstream critics argue that “Dalit literature must be
assessed on the basis of traditional critical theories.
There are universal values embedded in literature,
which never change” (Limbale 106). To answer this
Sharankumar Limbale argues that:
The act of imagination called art
is impermanent and everchanging. Literature changes with
changing culture. Unless the
yardsticks
change,
the
relationship between literature
and criticism will be fractured.
Like literature, criticism, too, is
apt to change. Just as the course
of literature has changed from
one period to another, so has the
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mode of criticism. (Limbale 107)
Instead of following the age-old notions developed by
the hegemonic class, the marginalized literature,
especially the Black literature in the West, has adapted
postmodern norms of literature. Sharankumar Limbale
says that in the earlier literature the chief focus was
on the life of kings and noblemen. There was no space
for the slaves, peasants, serfs, downtrodden people
and oppressed classes in literature. Back then, the
society could not accept a hero from the oppressed
class but today marginalized literature is chiefly about
those who are voiceless and this is the reason why
Dalit literature is accepted and well acclaimed across
the world.
In Dalit literature, behind the anger and resentment
there lies an aesthetic that is life-affirming and realistic.
It harshly revolts and attacks to eradicate the evil and
inhuman practices prevalent in different forms in
society especially the caste system. Dalit literature does
not believe in romanticizing the day-to-day life incidents.
It holds mirror up to society so that people can see
their own evil reflection. Thus, aesthetics in Dalit
literature lies in its vision of social reform, freedom,
justice, equality, brotherhood and above all humanism.
Since Dalit literature is deeply inspired by the
revolutionary Ambedkarite thoughts, its major concern
is to protect and promote the inherent dignity, self
respect and inalienable rights of humans. This is aptly
seen in the following poem by Anna Bahu Sathe, a
renowned dalit poet from Maharashtra.
The rich have exploited us without end,
The priests have tortured us,
As if stones had eaten jewels
And thieves had become great.
Sitting on the chariot of unity
Let us go forward
To break the chains of class and caste
Hold to the name of Bhim! (Dangle 05)
This humanistic approach and emphasis on human
values are the real aesthetic standards of Dalit
literature. Therefore, the real beauty of Dalit literature

lies in its vision of social reform, emancipation, freedom,
justice, equality, brotherhood and above all humanism.
The classical notions of aesthetics judge literature based
on the concept of ‘Satyam, Shivam, Sundaram’. Dalit
literature rejects this spiritualistic and abstract approach
of aesthetics which often makes literature vague and
unrealistic. This kind of literature cannot function as
didactic literature to bring change in society. As a critic,
Sharankumar Limbale presents the following aesthetic
standards to judge Dalit literature:
•

Artists must be motivated by their
experience.

•

Artists must socialize their experiences.

•

Artists’ experiences must have the strength
to cross provincial boundaries.

•

Artists’ experiences must seem relevant to
all time. (Limbale 120)

The pragmatic approach of Dalit aesthetics bears some
limitations. In order to raise the social and cultural
issues, dalit writers have reduced aesthetics to focus
on a specific group of people. This intense reductionist
approach has lost its universal appeal. Literature
always transcends time, place and culture. Moreover,
Dalit literature does not accept non-dalit writer’s work
who writes on the socio-economic conditions of the
dalit people. “By Dalit literature,” Limbale defines “I
mean writing about Dalits by Dalit writers with a dalit
consciousness” (Limbale 19). If the aim of Dalit
literature is to produce “an aesthetic that is life-affirming
and realistic” (19) then the exclusion of non-dalit writers
makes no sense. Non-dalits writers such as Premchand
and Mulk Raj Anand have envisioned the sufferings
of the dalits through literary expression which serve
aesthetic that is life-affirming and realistic. Dalit
aesthetics which rests on humanitarian grounds should
have an appeal to all the people of marginal classes
who has been persecuted and oppressed. The demand
of separate aesthetic standards to evaluate Dalit
literature is apt. However, for the proper assessment
of the many dimensions of a work of art, it would be
inappropriate to employ fixed aesthetic yardsticks.
Dalit literature, which has begun its journey as a protest
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literature and whose chief function is to portray the
true picture of Dalit’s life, has now occupied a
significant place in the contemporary Indian literature.
With the development of Dalit consciousness in the
post-independence era, Dalit literature has succeeded
to earn a significant identity which is epitomized in the
capitalized ‘D’ in Dalit literature. Subverting the
traditional notions of aesthetics, Dalit literature has
introduced a new yardstick to judge the artistic taste
of literature, which has firmly secured a space in the
literary tradition of Aesthetics.
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Abstract:
In India, a lot of pressure is imposed on children
for performing better than others in the
examination. For many, the parents decide which
career they should opt as they are considered
incapable ofmaking decisions for themselves.
Children are given no individual space and their
issues remain socially invisible. Does literature give
space and visibility to these invisible issues? Does
it empower the ones who contest for their individual
space in society? Does theatre act as heterotopia?
Are Indian homes and educational spaces
panoptic? Does GRIPS theatre give space and
visibility to children’s concerns? This paper seeks
to answer these questions with reference to the play
The Boy Who Stopped Smiling by Ramu Ramanathan,
which deals with issues faced by students in India.
This paper aims to analyse this play from the point
of view of spatial theory and invisibility studies.
Michel Foucault’s concept of heterotopia, his
discussion on panopticonand Francoise Král’s
social invisibility theoryare applied to the play in
order to achieve the objective of the paper.
Keywords: GRIPS Theatre, Heterotopia,Panoptic
Space, Social Invisibility, Spatial Theory.
In India, children are considered incapable of taking
decisions for themselves. There is always an authority
above them which monitors their behaviour. The
education system and parents arethe decision makers
for them. Childrenare rendered invisible beings with

no space of their own. In the 21st century, this section
of society has begun to contest for its own individual
space. RamuRamanathan, a contemporary Indian
English playwright, is known for his political plays that
deal with issues of contemporary Indians. His play The
Boy Who Stopped Smiling belongs to the GRIPS
theatre category and deals with issues faced by
students in contemporary India. The paper seeks to
analyse this play with the help of Michel Foucault’s
spatial conceptsand Francoise Král’sinvisibility theory.It
aims to find out whether GRIPS theatre offers space
and visibility to the issues of children.
GRIPS theatre originated in Germany and was founded
by Volker Ludwig. Gradually, it spread to other
countries, including India.“Almost 30 years ago, Mohan
Agashe was responsible for introducing GRIPS theatre
in India” (Kapoor). ShrirangGodbole along with Mohan
Aghase started the GRIPS movement in Pune city and
had also held a workshop to celebrate completion of
25 years of GRIPS theatre in the year 2011. Some
GRIPS theatre plays which were screened during the
workshop include “ChaanChoteWaitta Mothe, Nakore
Baba, Amhi Gharache Raje, PahilePaan, Pan Amhala
Khelaychey, Hashh Hushh !Thaal Thushh” (Express
News Service). About the history of GRIPS in India,
ShrutiNambiar writes, “The legendary Berlin-based
children and youth theatre,whose name in German
dialect means ‘brainy’ or ‘common sense’,landed on
the Indian shores in 1986. Due to the active support of
Maharashtra Cultural Centre,Theatre Academy,Max
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Mueller Bhavan and actor,Dr Mohan Agashe,GRIPS
has happily chugged across 12 plays and close to 3,000
productions in its 25-year-long journey in India”
(Nambiar). She further remarks that “Chaan Chote
Vaitt Mothe is the first play that GRIPS had showcased
in 1986”. Today actor Vibhavari Deshpande is “one of
the younger flag-bearers of GRIPS” (Nambiar).
Lakshmi Chandra notes “the GRIPS originated in
Germany and is an offshoot of the Youth Movement,
which swept the world in the seventies” (xiv). She
further elaborates that GRIPS is based on “the ideology
of opposition and the importance of questioning grownups, elders and the status quo”(xiv). According to her,
GRIPS plays were not ‘traditional’ children’s plays with
fairy tales and dream-world” (xiv).
An article on IHS Blog remarks that Ramunathan’s
play The Boy Who Stopped Smiling belongs to the
category of GRIPS theatre. In it, adult actors play
children’s roles. It is a contemporary realistic theatre
which deals with real-life issues faced by children and
adolescents. This theatre brings out problems faced
by children and youngsters and thus provides “a
platform to open dialogue that could lead to
emancipation of youth and sociocultural evolvement
and enlightenment” (“Night of Theatre”). The play
“tackles a theme all too familiar to students – an
insensitive society and pressurising parents who fail to
understand the psyche and pulse of the younger
generation”.In the play, “Ramu stresses on the
importance of asking the question ‘Why?’” (Chandra
xiv). The play’s characterMallikakeeps questioning why
things are the way they are and she does this “with
great elan”. The paper aims to discuss Ramanathan’s
play which belongs to the GRIPStheatre category and
analyses it through the lens of spatial and invisibility
theories.
In Spatiality theory, space and place are two different
concepts with different meanings. While place is
tangible, space is abstract. Place is the real space,
whereas space as a concept is perceived or conquering
space. The paper analyses both place and space
depicted in the Ramanathan’splay, however, the focus

is more on space. A play depicts real space on an
imaginary platform. Thus, theatrical space can be
called thirdspace, which falls between the real space
and imagined space. Two terms,heterotopia and
panoptic space, are employed in the paper thereby
analysing whether theatre space can make invisible
issues visible. Michel Foucault, one of the initiators of
the literary spatial turn of the 20th century, in his
bookDiscipline and Punish:The Birth of the
Prison,suggested that the panopticon“is polyvalent in
its applications; it serves to reform prisoners, but also
to treat patients, to instruct schoolchildren, to confine
the insane, to supervise workers, to put beggars and
idlers to work” (205). In “Of Other Spaces”,
heproposed a new concept, heterotopia, and explained
that:
There are also, probably in every culture, every
civilization, real places – places that do exist
and that are formed in the very founding of
society – which are something like countersites, a kind of effectively enacted utopia in
which the real sites, all the other real sites that
can be found within the culture, are
simultaneously represented, contested, and
inverted. Places of this kind are outside of all
places, even though it may be possible to
indicate their own locality in reality.(3)
In his paper, Iwan Sudradjat notes that the heterotopia
is etymologically linked to another more familiar term,
“Utopia”, which Foucault cites as a theoretical
counterpart to the heterotopia (29). Thus, from the
definition of heterotopia, theatre can act as heterotopia
by giving visibility to those contesting for their space.
The paper examines how the play can act as
heterotopia and analyses the panoptic spaces in Indian
society.
Firstly, to look at the play from geocritical and spatial
point of view, it is important to note that like
Ramanathan’s other plays, this play is also set in
contemporary Mumbai. Though Mumbaicity is not
physically depicted on stage, it is discussed and
described by the characters in their dialogues. In Act
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1 Scene 2, the protagonist, Malhar, mentions names of
real places in Mumbai city like Sewri, Churchgate,
Mazgaon. He also describes the history of the city.
The
play
however
doesn’t
stop
at
discussingphysicalaspects of the city. Its main motive
is to look at the panoptic spaces in Indian society and
the visibility given to children’s concerns. The play, as
a thirdspace, depicts the attitude of people residing in
the city. It gives a psychological framework of parents
in the city and its educational system. It shows how
Indian homes and the education system become
panoptic spaces while the theatre functions as
heterotopia. The paper focuses on the different spaces
than on place in the play.
While Indian homes and educational spaces represent
panoptic spaces trying to control the behaviour of
children, there also exists heterotopias like theatre,
especially GRIPStheatre and different institutions like
art schools which promote individuality in children.
These heterotopias are places which support
children’scontest for individual space. The controlling
behaviour of Malhar’s parents in the play represent
panoptic Indian homes and the play allowing children
to express their point of view about this environment
shows how theatre can act as a heterotopia, a counter
site.The play makes children’s concerns visible through
the story of a young boy, Malhar, who is considered
different from other children.His dream is perceived
as unrealistic by others. Though he is good at
mathematics, his real joy lies in playing chess. In fact,
heenvisions to defeat VishwanathanAnand, the Indian
chesschampion. However, his parents have different
plans for him. They want him to forget this unrealistic
dream and to focus only on his studies so that he can
have a secured career in future. They want to bind
him to the chains of education and conform to societal
norms for children. They fail to understand his passion
for chess. Malhar being a rebel cannot tolerate this
suppression and reaches a stage where he stops
smiling. Due to constant nagging by his parents,
Malharbehaves weirdly and has not smiled since the
past six months.He has stopped eating and speaks
illogically. No one understands what he is talking, not

even his parents. The only thing he likes is playing
chess. He is so much obsessed with the game that he
puts the chess board in the fridge.His parents want
him to behave like otherchildren and study
encyclopaedias and mathematics. Thus, the play is a
fictional representation of the reality that exists in
contemporary India. Many children like Malhar who
have a liking for an uncommon activity are considered
as abnormal or foolish. Parents measure the success
of their child only through report cards. However, the
actual progress lies in development of the unique skill
and talent that each child possesses. The play opens
doors for a new thought that motivates parents to
encourage their children’s unique talents. Itaims to
change themind set of parents, schools and the ministry
that sets the syllabus of education. The stage itself,
where the play is enacted, serves as a thirdspace to
children’s issues and as a heterotopia it depicts
contesting children who want to free themselves from
the panoptic environment of homes and schools.The
playwright has aptly used stage space to highlight the
need to give space to children. “The stage space is
defined into four zones: indoor, outdoor, family space
and Malhar’s space” (Ramanathan 61). Thus, the play
is an attempt to give space to children like Malharand
make their issues visible.Malhar represents all the
children in India who are pressurised by their parents
and the educationalsystem to choose a career like
doctor, MBA or engineering. His not smiling is a
representation of anger of today’s generation for being
suppressed. The play gives voice to these suppressed
voices. Malhar runs away from home without telling
anyone and goes to participate in a game ofchess
against VishwanathanAnand, the chess Grandmaster
in India. Like Malhar, even his sister Mallika feels that
elders are complex. They call their parents as Enemy
Camp. They dislike their parents as they are very strict
and impose lot of restrictions. They find
Ashwini’smother better as she “goes to work and never
troubles her”(Ramanathan114).“Ashwini can watch
TV. Eat chocolates. Play video games. Do anything at
home, all the time” (114).Mallika says that “Papa and
Momma are Big Bullies” (114).She dislikes it when
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she is asked by her mother to recitea poem in front of
Dr.Bhuskute and that her mother wants her to become
a doctor. Though a child, she makes an important
comment that parents also can go wrong. “They must
also be doing some gadbad at work. Not doing their
homework, properly” (115). The play puts forth a
question to the audience whether the adults scold
themselves when they go wrong? If not, then should
they punish their own children when they make
mistakes? Following the principles of GRIPS theatre,
the play depicts exchange of roles of the characters.
In the middle part of the play, parents are made to act
like children and children act like elders. This is to make
the parents in the audience realise how they mistreat
their children even for the smallest of mistakes.Thus,
the play depicts how Malhar contests for his individual
space and how theatre functions as heterotopia.
The paper also seeks to analyse the play through the
lens of another theory named the invisibility studies,
which has gained prominence in the mid-20thcentury.
In her book Social Invisibility and Diasporas in
Anglophone Literature and Culture: The Fractal
Gaze, Francoise Král hasexplained that social
invisibility is the “lack of visibility of given marginal
social groups” (1). Dr.Nilakshi Roy in her paper,
“Seeing is Not Believing: Social Invisibility in Salaam
Bombay”, discusses on how the film depicts
invisibilsation of children and their labour in the city of
Mumbai. Invisibility theory can also be applied to
children’s concerns like parental pressure, unnecessary
competition, lack of individual space and no freedom
to decide for themselves. These issues have remained
socially invisible.The play looks at invisible issues of
Indian education system and its impact on children.
English language was introduced to Indian education
curriculum during colonisation, and the Utilitarian
concept of rote learning was highlighted as the best
method. This impacted the education system in the
country negatively, resulting in a focus on memorybased learning which has its own perils. Instead of
encouraging students togain knowledge, it only misleads
young minds towardsunnecessary competition. Parents
expect their children to score better than others. This

subjects children to undue pressure and takes away
any possible space to express their own creativity and
latent talent. “With all its insistence of rote learning
our educational system misses out on this essential
ingredient of childhood, of learning more about the
world around us” (Chandra xiv).Competition in
education is another invisible issue that the play deals
with. In the play under discussion, Father comments
that “In these days of competition, one has to prepare
for everything. Poems and all”(Ramanathan101).
Parents expect their children to excel in studies and to
recite poems and show others how clever they are.
Such kind of pressure has, in the long run, led to many
suicidal cases in reality. Malhar finds the controlling
behaviour of his parents suffocating. He runs away
from home to participate in a game of chess with
VishwanathanAnand. The play warns parents of
consequences of over-pressuring children. Thus, the
play makes invisible issues of children visible.
The play gives voice to the silenced issues of children.
It is sarcastic about the behaviour of adults, however,
one character in the play, which is the character of
Dr.Bhuskute, becomes the voice of the playwright who
wants parents to understand children’s psychology.
Dr.Bhuskute asks Malhar’s parents to understand that
“every child is special” and to not “compare one with
the other” (Ramanathan105). His suggestions to
Malhar’s parents are actually an important messageto
the audience. He says that “Parenting is the most
difficult job on earth. Almost everybody does it. But
nobody knows how it is to be done” (105). He not only
supports Malhar for his liking for chess, but also informs
themabout the draw between Malharand Vishwanathan
Anand. He tells them that Malhar“has done you proud”
(124). Hemakes them realise their mistakes and
explains them the true reason behind Malhar’snot
smiling. He narrates to them how Malhar smiled
afterVishwanathanAnand spoke to Malhar at length
for 10 minutes. Malhar was seen as anabnormal child
by everyone, including his parents. Only Dr.Bhuskute
saw the genius lying in him and even convinced
Malhar’s parents about it. In the end of the play, he
makes an important point that “The parents obviously
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love their children” but by pressuring children they can
make “mistakes that cannot be rectified” (128). The
play puts forth an important message for all the parents
that “The parents will have to find the right balance in
bringing up their children, properly” (128).
From the above analysis and discussion, one can
conclude that GRIPS theatre plays like Boy Who
Stopped Smiling function as a heterotopiaand becomea
Third Space for children’s invisible issues.Through the
story of Malhar, it puts light on the need for a change
in the panoptic nature of Indian parenting and the
educational system.
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Abstract:
T. S. Eliot’s statement that novelty is better than
repetition holds good in creation and revaluation
of masterpieces of literature. Indian Aesthetics is
based upon the principle that intuition rather than
intellect is secret to the deeper understanding and
maximum aesthetic enjoyment of literary work.
Intuition is a faculty that is higher than reasoning.
Life is so mysterious and universe so complex that
intuitive perception of reality leads to optimum
aesthetic pleasure because reasoning fails at a
particular point to evaluate the beauty, the wonder
and the mystery behind every phenomenon:
universal, natural, super-natural or human. The
exponents of Indian Aesthetics: Bharat, Kuntaka,
Abhinavagupta, Mahima Bhatta, Annadavardhana,
Bhartrhari, Dandin and so on, in ancient times,
Rabindranath Tagore and Sri Aurobindo in modern
times, share one feeling that expressions in any
literary masterpiece should be artistic not ordinary,
oblique rather than direct, special rather than
casual. The literary artist must possess dristi (vision
or sight) by which he can transform an ordinary
object into an extra-ordinary phenomenon of
beauty. Viewed in this light three literary works:
‘‘A Myth Of Devotion’’, a master poem by Louise
Gluck, ‘‘a river sutra’’, an enchanting novel by Gita
Mehta, NAVEEN PATNAIK, an exciting biography
by Ruben Banerjee arrest attention of the scholars
and common readers because of originality and
dexterity in style. The titles of three literary works

have been written in three different ways: A Myth
Of Devotion has been written in the usual way,
Mehta uses all small letters in the title of her fiction
but Banerjee prefers all capitals. The stylistic
deviance is not without a reason. Gluck deals with
usual human predicament, Mehta discovers that the
river rather than any human guru needs to be
man’s teacher but river has been ignored to play
the role of teacher by the common mass. The aim
of this paper is to analyse and underline the stylistic
devices through Indian Aesthetics that make Gluck,
Mehta and Banerjee popular in the domain of
literature.
Keywords: Indian Aesthetics, dristi (vision or sight),
intuition, oblique, special, Gluck, Mehta, Banerjee
I
In 2020 Louise Gluck, the American litterateur, wins
the Nobel prize for literature. The originality (and
innovativeness) of her poetry instils a desire in the
practitioners of literature to know her literary technique.
Gita Mehta who was born to Biju Patnaik, the ex-chief
minister of Odisha, now lives in London, New York
and India; She has varied experiences as an authoress(a
story teller) with a special command over English
language. Her a river sutra which TIME OUT
declares the ‘seductive prose of the highest order’(the cover page of a river sutra), merits attention of
the lovers of literature. Ruben Banerjee’s NAVEEN
PATNAIK published in 2018 is written on the life of
the Juggernaut in Odisha politics. Banerjee, a journalist,
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unravels the psyche of Patnaik with penetrating insight
and knowledge. These three literary works capture
the imagination of readers not only for their themes
that are relevant in the present context but also for the
elegant and fascinating style. This paper discovers the
source of beauty in literary works, as expounded by
the Aestheticians of India, which accounts for their
popularity.
This paper has been divided into five sections. The
opening section is an introduction which spells out the
design of the project. The second section analyses
Gluck’s poem in the light of Indian Aesthetics. The third
section sheds light upon Meheta’s literary devices and
focuses on their suitability to the text as designed by the
Aestheticians of India. The fourth section dwells upon
the literary techniques and embellishments of Banerjee
to be analyzed through the prism of Indian Aesthetics.
The fifth section is the conclusion in which the artistic
designs of three authors are compared and contrasted
so as to justify the application of Indian Aesthetics in
the production and enjoyment of literary texts.
The major schools of Indian Aesthetics : Riti School
that focuses on style; Vakrokti that emphasizes an
obliquity in expression; Dhvani theory that stresses
on suggestivity; Rasa theory that attaches importance
to aesthetic enjoyment; Anuman theory that
presupposes that inference is secret to the creation of
literature, and Aucitya, the theory of propriety, merit
attention. All these theories, though apparently different
in their principles and methods agree on the point that
literary expressions should be original, innovative, and
creative rather than dull, stereotyped and commonplace. All of them agree on the fact that a good literary
work is a thing of beauty which is a joy for ever; its
loveliness increases it never passes into nothingness.
They establish the view of Shakespeare that a literary
artist ‘gives to airy nothing a local habitation and name’.
The artist is a creator and creates his own world in the
domain of literature which is beautiful, symbolic and
ideal. Literature is the art of the desirable and the
literary artist projects an ideal world or presents the
tension between the ideal and the actual which a serious
reader should perceive. The Indian Aestheticians have

framed their principles, devised their methods which
remain as guidelines for any litterateur of repute.
Borrowing the language from Oscar Wilde the leader
of Aesthetic Movement in the west it can be stated
that the conclusion of Indian Aestheticians is that good
literature is moral; ‘bad literature has a moral’. It means
that literary artist must give a holistic picture of his
world in which it is difficult to find inconsistency or
incoherence. Harmony that manifests in the symphony
of sounds, color and ideas is the watchword of every
literary artist who follows the Indian Aesthetics.
Considered in this light, these three masterpieces of
literature as discussed in the paper in the short length
of about 2,500 words, are finest specimens of literature
that transport the readers to the world of the sublime,:
a kind of transportation that two noted Indian
Aestheticians: Sri Aurobindo and Rabindranath Tagore
long for.
II
A Myth Of Devotion, a representative poem by Louise
Gluck ( https://poets.org/), gives the picture of a
duplicate of the earth in which death, not love is the
solution to the end of human miseries. Devotion that is
purified love is a myth, not a fact, in modern world.
The poem tells a complex story in Greek mythology in
which Hades the protagonist tried to create a replica
of the earth in which his love and passion for
Persephone would be materialized but the kind of
materialization that the poem depicts is shocking. Here
the protagonist expresses helplessness in the profession
and practice of love to his beloved:
He wants to say I Love You, nothing can hurt you
but he thinks
this is a lie, so he says in the end
you’re dead, nothing can hurt you
which seems to him
a more promising beginning, more true.(poets.org)
The passage above, can be analyzed in the light of the
theory of Vakrokti (striking expression). Borrowing the
ideas of Bhababhuti and Kuntaka, who propound the
theories of Vakrokti it can be asserted that in case of
master literary artists ‘sense rushes after their words’.
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Gluck’s words contain profound truths. They can be
subject to multiple interpretations. Here death is truer
than love to end all troubles of human existence-an
ironical remark indeed! Hence, Hades uses darkness
to symbolize his passion for love. Darkness is usually
used as a representation of loneliness and rejection
but the speaker uses it in a different sense. Thus, in
the hands of Gluck symbols change, flash and glitter.
They are dynamic-a secret to successful poetic
craftsmanship!
III
Meheta’s a river sutra has a unique structure. Neel
Mukherjee comments in the introduction:
a suite of stories, one following the other, all loosely
connected to a frame with characters
coming in, playing their part and then disappearing…
the narrator provides one cohering
principle for the book but is too shadowy, too much
upon interlocutor, even a mostly a
passive hearer to be called a protagonist(XI).
Thus, the structure of the fiction is unusual and novel;
it corresponds to that of the Mahabharat or the
Ramayan, the Indian Classics that juxtapose tales into
an organic whole. The reasons behind the variation of
tales is to sharpen curiosity about multi-faceted human
life upon this planet: wonderful and unpredictable. The
authoress believes like P.B. Shelly that life is a multicoloured glass that stains the white radiance of eternity.
These stories reveal the indomitable longings of human
heart along with beneficent powers of the river
Narmada. The plot of the novel is woven around the
life of an elderly bureaucrat who runs a guest house
on the sacred banks of the Narmada, a holy river of
India. Those who arrest his attention are a young
executive fascinated by an enigmatic lover, a Jain monk
who renounces the world and voluntarily embraces
hardships; a frustrated woman with melodious voice
and a saint who saves a child from taking resort to
prostitution. Thus the fiction moves along a variety of
complex tales that provoke thought and evoke curiosity:
A perceptive reader exclaims in the language of
Shakespeare: ‘what a piece of work is man…!’ The

novelist dexterously juxtaposes the profane with the
spiritual, opulence with the poverty, restlessness with
tranquility and so on and gives the impression that
human life is a paradox and full of contraries. a rive
sutra begins with an epigraph :
Llisten, O brother
Man is the greatest truth.
Nothing beyond.
(Love Songs of Chandidas)
The epigraph forms the basis of the various tales in
the novel: the truth about human predicament and
human existence. The ideas that the stories contain
have relevance today. For example, now-a-days the
people are advised to put on masks as a preventive
measure for Coronavirus. This gesture is shown by a
Jain monk for different reasons. In a river sutra a
Jain monk says “this mask prevents us from killing
some blameless insect by sudden inhalation”. A
gesture of non-violence! Such a gesture of nonviolence is needed today for a different purpose.
In a river sutra the river is symbolic. The river has a
continuous flow despite impediments; it looks
enchanting and fresh. The choice of the name
‘Narmada’ is not without a meaning. ‘Narmada’ means
a whore; a whore lives an adventurous life- a life that
lures, but full of blemishes, a life that offers troubled
pleasures. The stories that blend and constitute the
fiction deal with various facets of human life:
‘enchanting… somewhat comic, somewhat tragic and
always filled with insights’ NEWYORK TIMES
(quoted in the back page of a river sutra).
Suggestion, Anandvardhana would view is the soul of
literature, especially of poetry. The suggested sense
arises out of an idea, a figure of speech or an emotion.
The poetry that a river sutra contains needs to be
analyzed in the light of dhvani theory. The grateful
tribals of the Vano village invoke the spirit of the
Narmada in poetic language:
Salutation in the morning and at night
to the, O Narmada!
Defend me from the serpent’s poison (a river
sutra:4)
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The expression ‘serpent’s poison’ radiates meaning:
In literal sense, it means snake’s poison, but its
associated meaning is evil that obstructs the smooth
flow of life. It is pictured in Shankaracharya’s hymn:
O holy Narmada!
you remove the stains of evil.
You release the wheel of suffering
you lift the burdens of the world. (ibid.180)
The Narmada tells the river sutra that river is the
liberator: It liberates the humans from sufferings,
worldly burdens and above all, clutches of evils; it can
dissolve the fear of time
IV
NAVEEN PATNAIK reads like a fascinating
biography in which Banerjee- the biographer deals with
the life of Naveen from various angles: Political, Social
and Psychological. He focuses on the public image
and private life with interesting details that enhance
the readability of the text. The book is divided into six
chapters excluding introduction. The first chapter is
entitled ‘Mere Pitaji Ko… Bahut Pyar Tha’: the
expression in Hindi makes the utterance appealing and
symbolic. Behind the success of Naveen Babu lies
the blessings of his father, the charismatic leader, Biju
Babu. The last chapter titled “What after Naveen?” is
inferential in character. Mahima Bhatta, a leading
exponent in Indian Aesthetics, conceives of inference
as the basic principle of writing great literature; in fact,
such a chapter adds grandeur to the biography. The
chapters entitled: “The First Steps”, “The Uninterrupted
Reign”, “Why Naveen Wins”, “The 2019 Challenge”
are thought-provoking. They focus on Naveen the man
and the politician. On politics, Banerjee utters the
unpleasant truth:
Politics, by and large, is a sordid, murky and fiercely
competitive affair, it is a treacherous
vocation where everyone is out to pull everyone else
down by any means, fair or foul. The
world of politics in Odisha is no different… The politics
of the Aaya Ram, Gaya Ram kind.
(Patnaik: 8)
Banerjee’s conception of politics corresponds to that

of Samuel Johnson: Politics is the last refuge of
scoundrels. Bernard Shaw agrees on it. The murky
side of politics creates jugupsa, the aesthetic of disgust.
Rasa theory is the unique contribution to the world of
aesthetics. About Rasa theory Bharata holds that
Rasa is the resultant of the unification of ‘vibhavas’
(determinants), ‘anubhabas’ (consequents) and
‘vyabhicharibhavas’ (transitory feelings) (Tiwari 52).
Determinants are the objective conditions or situations.
The consequences are physical perceptions. The
situations prevailing in Odisha politics are not fair; hence
the feelings about politics are not good of an enlightened
citizen. Banerjee perceives that Naveen intuitively
knows the problems of Odias, and thus he aptly
analyzes the psychology of voters and wins.
V
To conclude, revisiting masterpieces of literature
through Indian aesthetics is a valued suggestion not
only from the aesthetic stand-point but also from the
academic perspective. The greatest contribution of
Indian aesthetics to the domain of world aesthetics
lies in rasa-dhvani theories. These theories advocate
that a piece of literature will yield maximum aesthetic
enjoyment if the reader has sahrdaya(proper taste)
and a man of culture. Bhartrhari’s concept of sphota
is unique. What is articulated and listened to is “dhvani
but this dhvani is the manifesting agent of sphota
which is unheard”. (Seturaman: x) Suggestion is the
link between words on the page and vision of the reader.
The profounder is the suggestion, the deeper is the
aesthetic delight. The literary text A Myth Of
Devotion highlights the grim reality that devotion which
is a human emotion: pure, total, and unsullied is a myth,
not possible in real life. The fiction a river sutra
throws light upon a formula that if a man establishes
close rapport with the river that symbolizes the eternal
flow, freedom and flexibility in movement he will be
liberated from sorrows and sufferings that characterize
the life of an ordinary mortal. NAVEEN PATNAIKthe biography deals with the story of a politician who
succeeds because he understands the psychology of
the common people and intricacies of the game that is
politics. He follows unconsciously the words of the
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aesthete: Oscar Wilde that success is conditional and
he is always eager to study the conditions and fulfil
them. Politics was in his ‘genes’; he decided to give
up wearing ‘jeans’ in order to identify himself with the
poor Odias. His decision about dress and address is
appropriate-here lies his success as a politician.Thus,
these three literary texts, succinctly analyzed through
the prism of Indian aesthetics, open out the vistas
before the reading public that the comprehension of
Indian Aesthetics is essential to read the masterpieces
of literature for better understanding and enjoyment.
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Abstract :
Autobiographies of individuals from marginalized
communities have often been sites of
epistemological resistances placed against the
mainstream narratives of history that sideline and
denigrate
the
former.
Marginalized
autobiographies thus become a recording of
collective counter memories. Autobiographies of
the marginalized communities are, in that sense,
ethnographies that document the collective
experiences of that particular community. It is in
this context that Kallen Pokkudan’s Kandalk
kadukalk kidayile Ente Jeevitham (My Life Amidst the
Mangroves) is analysed here. The study takes a
two-pronged approach towards the subject. Firstly,
this study looks at the emergence of a renewed
socio-literary consciousness, which emerged after
the Muthangastruggle of 2002, which resulted in
a renewed interest in the life narratives of
marginalized communities within Kerala. Secondly,
the study posits that while Malayalam literature has
a dearth of auto-ethnographies, marginalized
autobiographies of the post-Muthanga phase are
at once, an expression of the individual’s life, and
also the recording, response, and celebration of
his/her community’s struggles against a

discriminatory system. Therefore, Kallen
Pokkudan’s Kandalk kadukalk kidayile Ente
Jeevitham can be taken as an activist’s autoethnographical writing that documents the
fragmented lived experiences of the Dalit
community in Kerala.
Keywords: Autoethnography, Marginalized
Writings, Print Imagination, Representation
Introduction
Auto-ethnography as a postmodern social research
method and also an exercise to record one’s communal
life, essentially subverts traditional social science’s
emphasis on generalizable truths written in a third
person voice. It is a reflexive take on lived experiences
that are situated in the present and remain fragmented,
supplanting the positivist notions of objectivity and
academic neutrality. It recognizes the postmodern
narrative that it is impossible to escape the language
game. Instead, as a response to the crises of
representation and legitimation, one must engage in
creative language practices such as the use of a
subjective personal narrative.
“Critical auto-ethnographies critique harmful, dominant
narratives, which often go unnoticed because of their
mundanity and/or lack of acknowledgement. Critical
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Auto-ethnographers fervently seek social justice”
(Allen 74). Auto-ethnographers reclaim their voices
as opposed to the ‘scientific’ ethnographic writings that
are often “esoteric, to embrace and engage their fallible
bodies as they listen to themselves, others, pasts, and
presents” (Allen 74). As an attempt to break free of
the objectivistic norms of conducting studies,
Autoethnographies celebrate the multiplicity and
polyphony of these narratives, while giving space to
hitherto unheard voices and expressions.
Social justice is identified by Sally Denshire as a
common trope of auto-ethnographies. “While autoethnography contains elements of autobiography, it
goes beyond the writing of selves” (2). Brodkey claims
that “Autoethnography invites writers to see
themselves and everyone else as human subjects
constructed in a tangle of cultural, social and historical
situations and relations in contact zones” (29).While
traditionally auto-ethnography has been a purely social
science exercise rooted in the post-modern turn that
the discipline took, the concept can be adapted to
explain the practice of writing autobiographies.
Autoethnography therefore can been seen as an
expositional tool to expose one’s past in relation to the
caste and cultural identity of an individual. As racial
tensions and its complexities can be explored through
auto-ethnographic writings by activists, especially in
the African-American and Aboriginal context, the same
can be applied to engage with the nuanced modes of
functioning of caste within individuals as well as their
societies.
The Dalit/Adivasi Turn
Dalit autobiographies, even while being popular
throughout India, did not appear very often in
Malayalam until the break of the new millennium.The
dearth was supplanted by the publication of Kallen
Pokkudan’s Kandalkkadukalkkidayile Ente
Jeevitham (2002) and CK Janu’s collaborative
autobiography Janu: C.K. Januvinte Atmakadha
(2003). As argued by Ranjith Thankappan, with the
publication of these texts, Malayalam literature took a
“Dalit/Adivasi turn” (195).

This socio-literary turn within the society, stems from
a larger awakening of a social awareness with regard
to marginalized politics. ‘Kerala model of development’
hailed as “a schoolhouse for the rich world as for the
poor” had masked the socio-cultural inequalities that
divided the society on the thresholds of caste
(McKibben 123). This was particularly sowith regard
to the unequal distribution of land and natural resources
amongst the dalits and adivasis. While there were
constant demands for a just distribution of land among
the Adivasis since the formation of the state of Kerala
in 1957, the limiting of the Land redistribution policy of
the state to agrarian lands and not to plantation land which were located near and around Adivasi
settlements - had largely kept the Adivasis landless. It
was after almost half a century long struggle, Adivasi
GothraMaha Sabha (AGMS) decided to take over the
Wildlife sanctuary in Wayanadu and declare it their
own. “It was on January 4, 2003, that the Adivasi
GothraMaha Sabha... entered the deforested portions
of Muthanga and its vast eucalyptus plantations that
have been successfully passed off as forest by a shrewd
state and forest department”(Bijoy, C R, Raman,
1975).
The Muthanga struggle, while remaining a failure in
terms of having their demands accepted by the state,
was groundbreaking in terms of being a clarion call to
challenge the claims that Kerala Model of economic
development and social justice is inclusive and
egalitarian. It further drew the attention of the public
sphere who saw the police action against the Adivasi
protestors as brutal. Many studies and writings were
published, books were written, its leaders received
wider attention, and public sensitivity arose positively
towards the general state of the marginalized in Kerala.
At the same time, the incident triggered an awakening
of the marginalized consciousness, which resulted in
giving an impetus to later struggles. The years after
Chengara saw the rise of several people’s struggles in
places such as Plachimada,led by women from the
marginalized communities themselves, such as C.K.
Janu, Mayilamma, SeleenaPrakkanam et.al. In the

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

227

years that proceeded, all of these women have had
their lives written by collaborators and published by
leading publishing houses. These works were received
well by the Malayalam reading public and were
discussed and studied academically. They have further
been readily translated into English.
While the writer-activists might not have thought of
their life writing as auto-ethnographical, Pokkudan
seems to deal with the question of his caste identity as
the root of his personal identity and hence asks whether
a Pulaya can have a biography. As it lacks the
established narrative structure and narrative devices,
Pokkudan’s text seems to be just as much a
conversation, a performance of sorts, leaving aside the
social scientific narratorial expectations and signals “a
break from objectivistic models of knowledge and an
experimental journey into literary forms of expression,
as an epistemological statement” (Iake&Decesare
202).
Auto-ethnography and Communal
Representation
Auto-ethnography as a genre has been explained as a
multifaceted, polyphonic entity, which is difficult to
define or pigeonhole as “it has been argued that there
are as many ways to do auto-ethnography as there
are auto-ethnographies” (Bolen 75). Autoethnographies essentially present shards of memory
interlaced with communal experiences. They also
work as recordings of the communal and social identity
to which the author belongs. The autobiography thus
becomes an ethnographic record of one’s identity, its
nuances and marginality. Life Writing defies all norms
of the genre and deconstructs the established
biographic, historiographic and ethnographic norms.
“Auto-ethnography is an autobiographical genre of
ethnography that emphasizes the lived experiences of
researchers to access culture as communicative
accomplishment” (Bolen 73). Bolen provides an
overview of auto-ethnography as a postmodern social
research that subverts traditional social science’s
emphasis on truths that can be generalized when

written in a third person independent voice to preserve
objectivity and neutrality. It is considered as an
essentially postmodernist process which presents the
varied, fragmental and temporal representations of
one’s self and others in the culture and society. While
the ethical question of providing representations of the
experiences of the other may be raised, the texts
however remain as a source of communal or shared
identity than that of an individual and is accepted as a
means to passionately pursue social justice. It further
critiques the often neglected, dominant narratives and
hegemonic practices, be it linguistic, ethnical, or cultural
through its reflexive takes on past experiences, as
evidenced by Pokkudan’s criticism of religion and
communism.
‘Personal as Communal’
An autobiography becomes an ethnographic record of
one’s identity, its nuances and marginality. As a form
of life writing, it defies all established patterns of the
genre and decontructs the established biographic,
historiographic and ethnographic norms. Autoethnography, in its most expressive form, is a political
tool that occupies the space denied to the marginalized
in the mainstream histories and political epistemologies.
It asks questions pertinent to the process of
marginalization itself. It is in this regard that
KallenPokkudan raises the question, “Can a Pulaya
have a Biography? What Biography! When everyone
else pass away, what is to be said of certain lives that
merely perish, some might ask” (Pokkudan&
Madayi32).
In the text, Pokkudan is at once an individual who
fights against the social and political injustices on his
own and a representative voice of a largely denigrated
community when he asks whether marginalized lives
will ever have scope in the annals of mainstream
history. The pages that come after this questioning are
in itself the answer to the query. Auto-ethnobiographies
that record the lives of the community are subject to
this exclusion themselves. Curiously, these words echo
the voice of PoykayilSreekumara Guru, a Dalit social
reformer during the nineteenth century who famously
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said, “Not a letter is seen on my race, while I can see
many annals of others” (Appachen 14). The space,
which was denied thus, to the marginalized
communities, their tales, folk songs, mores and customs
find space in these texts. These expressions that fail
to find space in the mainstream imagination, are
recorded here.

interweave the past and the present of his community
as his own, while his own experiences are equated to
that of the experiences of the community. The past
sticks to the text as an attachment that combines
experience and trauma, which constantly remind the
reader of how things were and how things came to
be.

Many intricacies that form the individual and the self
in a typical autobiography seem to be suspended in
Pokkudan’s text. Any necessity of continuity or
consequential self building does not seem to come
within the ambit of the text. Instead of it being an
attempt at an exploration of the self and its
development, it works as a recording of his
community’s life. The text does not work to form a
tapestry of Pokkudan as any conventional
autobiography would. Pokkudan stations himself as the
reminiscing narrator of a shared experience. The
authorial voice plays the role of a documenter of
common experiences than as Pokkudan himself.

Throughout the text, Pokkudan raises questions on how
literary visibility is directly proportional to socio-political
capital and challenge the reproduction of social
inequalities within print culture and dominant public
imagination. Throwing a question towards the audience,
on whether the marginalized can write of their lives,
Pokkudan poignantly critiques even the language which
differentiates between the deaths of a marginalized
and an elite. As earlier writers, especially those
belonging to the Indian progressive movements,
understood caste solely on economic grounds, the
matter of representation was understood solely as an
economic inability and not as an act of collective social
discrimination. In this sense, Pokkudan’s autobiography
is a pathbreakingtext that “offers a critique of the
institution of publishing, which functions as a cultural
site that reinforces the exclusion of Dalits in the
mainstream history and print culture” (Thankappan
205)

The narrator eschews all opportunities to present his
life story and chooses to present a discontinuous and
hence fragmented script of a marginalized community
estranged from the mainstream by socio-cultural
traditions, ideologies, public institutions and even writing
traditions. As the miserable experiences of an individual
can be attributed to one’s shared caste identity,
Pokkudan has portrayed himself differently, as a
communal caste being, an identity that will inevitably
be pigeonholed by the public sphere.
As Udayakumar explains in the case of the
autobiographies of Kamala Das, this autobiography too
does not showcase either the invention or the testimony
of a self, nor does it follow the narrative pattern of a
story which is often a feature of autobiographies (As
qtd. in Sreekumar 76). Even the use of a plural
collective pronoun “njangal”(Malayalam equivalent of
“we”) instead of the singular “Njan” (I) points to the
lack of a singular authorial self within Pokkudan’s text.
The self-conception or self-explication as seen in other
autobiographies does not seem to be a goal of the
author. Pokkudan, the narrator and the subject

At the thresholds of personal and collective memories,
Pokkudan engages both with the established systems
of power and with his own personal identity. The
collective memory of pain and discrimination engages
critically with the former as no individual can do so
alone, and at the same time, a variegate personal
identity is developed as a paradigm for a prospective,
inclusive envisioning of print imaginations
Conclusion
The text Life Amidst the Mangroves was recanted
and shunned by Pokkudan later, criticizing certain
editorial interferences and choices, to publish My Life
(2010) in collaboration with his son, Sreejith Paithalen,
incorporating his “political experiences full of agony”
which were not a part of the first autobiography

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

229

(Ajaykumar; Pokkudan 7). At the same time, the first
autobiography, even while taking into account its
shortcomings and flaws, was perhaps the first step in
presenting a counterhegemony towards the mainstream
understanding of the marginalized lives. As a critical
insider, Pokkudan was able to transcend the personal
to study and present the communal authentically to a
wider audience that hitherto remained oblivious to
certain social experiences. It was a political step in
countering the established print culture within
Malayalam and paving way for a wave of writings
from the marginalized communities as well as a change
in political vision which led to an added visibility to
marginalized political thinkers and writers. The times
changed, just as Pokkudan had stated at the beginning
of his revised autobiography, “it’s the problem of the
zeitgeist. It shall change. Just that I wont be around
for it” (7).
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Although art and advertising are ideologically
distant apart, yet they share a close and entwined
relationship. Art imitates life and advertising
imitates art to persuade. Advertising connects
diverse and disconnected pieces of art to create
semantic meaning in a message. The magic of an
image with dots and lines can create powerful
impact in an advertising message with a potential
to influence people. The idea of appropriation of
art or elements of art have been in practice for a
long time. Advertising campaigns often recontextualise popular imageries to influence
people.
The
re-contextualization
and
representation of art, culture, motifs, patterns and
designs of painting often help communicating
advertising message effectively and lucidly. The
current study focuses on investigating the
appropriation of cultural characteristics and
elements of folk-art and paintings to recontextualise the creative expression of artists to
communicate advertising messages. The study
makes a qualitative analysis of ‘GE Works’- the
advertising campaign of General Electric (GE)
launched a decade ago, which recontextualised
and represented four distinct and colourful Indian
folk-art forms.

Introduction

Keywords: Appropriation, Recontextualization,

Art and advertising, although separated by ideological
notions, share a close and intertwined relationship. Art
is a commentary presented to be appreciated for its
beauty or emotional power (Oxford University Press,
n.d.) and advertising persuades, influences and
convinces the individual for something. If art imitates
life, advertising imitates art to persuade and influence
people. Art creates emotional response in audience.
Advertising puts together the diverse and disconnected
pieces of art to create semantic meaning in a message.
Art, as integral part of advertising, acts as an
inspiration. It also helps in the execution of the
persuasion process through advertisements.
Harnessing the influence of various forms of art,
advertising can unite people together in thoughts and
passions. But unlike art, advertising is not meant to be
open to interpretation; it is intended to have a clear
message that generates a specific outcome (Art in the
age of advertising, n.d.). There are several examples
of advertising campaigns that blend with folk
performing art. However, the instances of advertising
messages conceived and prepared with appropriation,
re-contextualization and representation with folk
paintings are minimal.
Until the 20th century, when fine art closed the gap
between art and advertising, the relationship between
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art and advertising was often portrayed as antagonistic
and even exploitative. With the passing of time, the
images of dot, lines and hues of paintings have caused
magic through advertisement. While the words can
act just as poetry or a musical lyric that pulls at our
heartstrings, the images hit us instantaneously before
we even have a chance to process the strategic prose
written on any ad (Margolin, 2018).
The concept and practice of art in advertising is often
viewed as contradicting and opposing each other. But
in reality, both can co-exist and mutually benefit each
other. They contribute to the formation of attitudes,
the acquisition of knowledge, and the adoption of
aesthetic values and beliefs (Duncum, 2002). Although
the subject of art and advertising are two different
worlds, the creative and marketing strategists have
successfully integrated them together for commercial
gains and benefits.
Advertising, being a means of visual communication,
can present a message in explicit manner. While
persuading and influencing people, advertisement often
transfers the value associated with creative
manifestation of painting to the advertising message
of product or service. In contemporary culture,
advertisements make up some of the public’s most
salient visual experiences (Goldman & Papson, 1996).
Scholarly discussions on the subject of collaboration
between advertising and art has been limited in the
past. One of the possible reasons could be due to the
fact that both have distinctly different audience. Art
critics have contended that, in comparison with fine
art, advertising is ephemeral further, that featuring
works of art in a commercial context spoils the pure
nature of art (Efrat, 1976).
In regards to the role of an advertisement creating a
new semantic meaning, the disconnection between the
advertised product or service and the visual illustration
is made up by audience’s knowledge and beforehand
or else the advertisement may fail to convey the
intended message.
The practice of the appropriation of art in advertising
is nothing new. There are ample examples of creative
works of advertising campaigns being borrowed or
appropriated from previously existing images or

artwork. The term ‘appropriation’ denotes usually the
practice of using pre-existing objects or images in an
artwork without altering the originals. Appropriation
refers to the act of borrowing or reusing existing
elements within a new work (Rowe, 2011). The act of
‘appropriation of art’ includes borrowing imagery or
reusing elements of image in new way. The deliberate
‘borrowing’ of an image or elements of an image and
moulding it for a new context is a process of ‘recontextualization’. Several post-modern artists
remarked borrowing of existing imagery or elements
of imagery lead to appropriating and re-contextualising
the original imagery or its elements. They believe that
the act of appropriation allows viewers to renegotiate
the meaning of the original more appropriate, timely or
relevant to current framework. A strategy that has been
used by artists for millennia, it took on new significance
in the mid-20th century with the rise of consumerism
and the proliferation of images through mass media
outlets from magazines to television (MoMA Learning,
n.d.)
The art in the advertising makes sense only when
audience draws some meaning from the joining of the
two. Hence, to make a successful advertisement with
the use of art, marketing strategists often apply creative
skills and techniques for the right and meaningful
appropriation of art.
Marcel Duchamp, a renowned French-American
painter, sculptor and writer, broke the boundaries
between works of art and objects of everyday life.
His irreverence for conventional aesthetic standards
led him to devise his famous ‘ready-mades’ and
heralded an artistic revolution (Lebel, 2019). He
theoretically legitimised the common art practice of
appropriation that was approved later by post-modern
theory of cultural studies. “Appropriation can only be
understood as a set of historical reactions to the
determining events of social, industrial, and political
modernity; that its shadow is cast well beyond
Duchamp and the ready-made….” (Welchman, 2001)
Duchamp’s theory of ‘readymade’ is more than just
picking anything random. He described every object
that he liked with his theory of ‘readymade’. He said
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that he did deliberately choose ordinary, functional and
‘rather dull’ objects. He claimed to have picked ordinary
objects“..…based on a reaction of visual indifference,
with at the same time a total absence of good or bad
taste”. (Duchamp as quoted in The Art of Assemblage:
A Symposium, The Museum of Modern Art, New York,
October 19, 1961).
The appropriation of art for advertising has a history
of several success stories. The advertisers and
marketers use appropriated imagery to make a
connection with audiences (McCartney, 2020). The
act of appropriating imagery or elements of an image
for advertising message helps the advertiser to provide
audience a reference. The appropriation of fine art in
advertisement in particular can have an effective
advantage in selling the product for the company
through the use of the prestige effect if the artwork is
instantaneously recognizable and the product being sold
has an understandable connection to the art piece
(Garcia, n.d.)
The marketing strategist, designer and advertiser want
the viewers to identify the image or image elements
they borrowed. The advertiser expects that the viewers
will remember the original image or the elements of
the image to the new context as portrayed in the
advertisement. It can be said that today advertisers
look to the art world as a constant reference just like
they did in the past, when it was a common practice in
the advertising industry to commission recognized
artists for the creation of pieces (Walzer, 2010). It
supports people to understand the advertising message
with ease.
Cultural appropriation-the adoption of an element or
elements of a culture, has been part of
recontextualisation or reappropriation of art for
preparing creatives in advertising. The concept and
practice of cultural appropriation is quite diverse. It
involves adopting cultural products of one culture by
another. This form of appropriation is related to stylistic
appropriation of art. Sometimes artists are influenced
by the art of a culture other than their own without

creating works in the same style (Young and Brunk,
2012).
The cultural appropriations of motif, pattern or design
of painting are often visible in advertising. However,
the folk paintings featuring in Indian advertising
campaigns are minimal. The soft drink giant Coke in
its ‘Come home on Deepawali’ experimented with the
re-contextualization and representation of ‘Warli’ art
for its highly visible campaign in 2010. The advertising
campaign ‘GE Works’ of General Electric (GE),
conceived and prepared by advertising agency BBDO,
delivered its messages with a few Indian folk paintings
in 2012.
This research paper makes an attempt to study the
representation and re-contextualization of traditional
Indian folk paintings to convey the selling idea of the
advertising message. The objectives of the paper
include the following:
(a) To understand the appropriation of cultural and
design elements of folk paintings in
advertisement.
(b) To study the re-contextualization of folk art to
communicate the advertising message.
(c) To examine the relationship between
traditional folk painting and advertising
message.
‘GE Works’- the advertising campaign of General
Electric (GE) launched nearly a decade ago while
blending advertising message with Indian folk art, has
been chosen to meet the objectives of the present study.
The technique of ‘purposive sampling’ has been
selected for the study. The study is based on qualitative
analysis of the advertising campaign of General Electric
(GE) launched a decade ago, which was blended with
four distinct and colourful Indian folk-art forms. With
‘GE Works’ as a case, the study attempts to analyse
appropriation of culture, tradition and elements of folk
paintings such subject, object, colour, motif, pattern,
design, etc. to re-contextualise the Indian folk art to
communicate the advertising messages.
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GE Works campaign

Fig:1
Assorted Madhubani art

the US, where the campaign of ‘GE Works’ was
launched, which reflects the importance of Indian
market for the company. As a part of General Electric’s
worldwide campaign ‘GE Works’, it conceived and
launched a campaign in India in association with Indian
office of World’s leading advertising agency Batten,
Barton, Durtine & Osborn (BBDO). GE’s focus on
developing localised products and solutions was the
key behind co-creating the brand’s message using
Indian folk art for the campaign.
The core concept of the campaign was to depict GE’s
contribution to ‘change’ the ecosystem. The main
objective of the campaign was to help craft in print
advertisement the different ways that GE has brought
changes in the lives of Indians. The agency prepared
eye captivating campaign of ‘change’ in ecosystem
while reconceptualising, re-contextualising and
representing the idea with traditional Indian folk
paintings- Patchwork art, Saura painting, Madhubani
painting and Kalamkari painting. Each form of these
painting was aligned to depict the four major GE’s
business attributes- ‘Curing, Moving, Powering and
Building’ to improve the quality of life in the country.
Madhubani art and GE Works

Source: pinterest.com, en.wikipedia.org &
culturalindia.net
General Electric (GE), an American multinational
conglomerate incorporated in New York City, offers
services and manufacture products in diverse sectors.
The majority of GE’s businesses namely aircraft
engines, broadcasting, capital services, lighting, health
care, industrial systems, plastics, power systems and
transportation systems, have strong presence in India.
Despite GE’s century old legacy in India, its enduring
presence and efforts to touch the hearts of millions of
Indians with their works are less known to majority of
the Indians.
The global positioning of ‘GE Works’ for the brand
was first conceived and launched in the United States
to showcase how the technology and employees of
the company work in tandem to impact the lives of
people, customers, communities and the world in
positive ways. In fact, India was the first country after

Fig:2
Madhubani painting in GE Works
Madhubani painting, also known as Mithila painting, is
a traditional folk painting of Mithila region of Bihar.
The artists of the painting use fingers, twigs, brushes,
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nib-pens and matchsticks with natural dyes and
pigments for colourful and creative expression of lives
during birth or marriage and festivals such as Holi,
Diwali, Kali Puja, Durga Puja, Upanayana, etc.
In the campaign of GE Works, the effort of the
multinational giant to break down the barriers of cost,
quality and access to healthcare and the invention to
make life healthier, safe and more productive was recontextualised by the cultural expressions and elements
of Madhubani paintings. The painting depicts how GE
healthcare has been working dedicatedly towards
saving the lives of millions of new born babies through
technologies like Lullaby Warmer. The artwork reflects
how Lullaby Warmer help to keep premature babies
warm during few initial critical moments of life.

Like the traditional Madhubani painting, which is
painted to decorate the freshly plastered mud walls
and floors of huts, the artwork of the campaign recontextualises the cultural and creative elements of
the paining to convey the message of GE’s efforts
towards better healthcare for mankind. While
representation of the core idea of ‘Curing’, the
traditional geometrical shape and patterns such as
tringle, squares and circles with motifs of flowers, birds,
human, sun, tree and leaves were made the part of the
painting used for GE print campaign. The colours of
traditional Madhubani painting - pink, yellow, green,
lemon, blue, black and deep red; and with the
characteristic feature of leaving no space empty and
blank, helped in relating the idea of the advertising
campaign with the folk painting of Bihar. The headline
and body copy have been presented with traditional
and distinctive colours of Madhubani painting to
enhance the context and concept.
Saura art and GE Works

Fig:4
Saura painting in GE Works

Fig:3
Assorted Saura art
Source: ribesindia.com, flipkart.com & artsofthe
earthindia.in

The Saura painting, a tribal painting associated with
the culture of Sauda tribes of Odisha, has religious
significance. The paintings of the tribe have lot of
similarities with Warli tribal paintings of Maharashtra.
Even though, both Warli and Saura painters use
geometrical shapes, they differ in their style and
treatment of subjects. These paintings of Sauda tribes
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usually made on walls, traditionally known as italons
or ikons (or ekons) are dedicated to the main deity of
the tribe called Idital (also edital).

Patchwork art and GE Works

Fig:5
Assorted Patchwork art
Source: pinterest.com delhievents.com thesoftcopy.in
The global giant GE chose these paintings, based on
the tribal folklore and sacred subjects to showcase the
GE90-115B engine fitted to an aircraft. The features
such as safe, comfortable and smooth travel experience
and efficient transport facility of the GE’s aircraft
engine have been appropriated with cultural and artistic
elements of Saura painting to present GE’s core idea
of ‘Moving.’ The advertisement with facets of happy
lives of people in natural surroundings, the plane and
motifs filled with white colours and sporadic use of
yellow colours is a beautiful example of appropriation
of art, motif, culture for the advertising message. The
text in the form of headline and body copy in the
distinctive shades of Saura painting help in recontextualization of the culture of the tribe to
communicate the advertising message.

Fig:7
Assorted Kalamkari art
Source: pixels.com, alibaba.com & wovensouls.com

Fig:6
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Patchwork art painting in GE Works
GE’s idea of ‘Powering’ is represented with Patchwork
art or ‘pieced work’. This is a popular Indian artwork
usually made with repeating patterns and built up with
different shape of fabric or colours. Probably, this art
form is derived from stitching blanket or quilt using
small pieces of cloth. The Lambadi tribe or the Banjara
tribe of Andhra, Telangana and Karnataka, who are
known as nomadic tribe, who may have originated from
Afghanistan or Marwar region of Rajasthan, are known
for their beautiful patchwork of sewing blanket or
painting with patterns of patchwork. With the help of
the carefully measured and cut pieces in geometrical
shapes, GE’s core idea of ‘Powering’ is depicted with
traditional patchwork of India. GE’s expertise in
designing and building wind turbines as reflected
through contextualisation of the elements of the artwork
articulated the advertising message with precision. In
fact, the small story of lighting a bulb in a remote village
that helps a little girl study in her house as depicted
with the characteristic colours, fabric shapes and
patterns of Patchwork help in re-contextualization of
the traditional art to communicate the core idea of GE’s
campaign. The headline and body copy additionally help
to highlight the advertising message.
Kalamkari art and GE Works

and ‘kari’, where ‘kalam’ means pen and ‘kari’ refers
to craftmanship. The painters of Kalamkari art create
magic by narrating the legendary tales inspired from
the folklore, scriptures and sacred texts with pen and
natural colours. This traditional style of painting is
believed to be born out of the tradition of storytelling.
The stories and characters of epics such as Ramayana
and Mahabharata get special importance in Kalamkari
art. This folk art of nearly 3000 years old has originated
from Machilipatnam and Chittor of Indian state of
Andhra Pradesh.
General Electric (GE) re-contextualised the traditional
art of pen and natural dyes to communicate the core
idea of ‘Building’. The colours, motifs and design
patterns of a traditional Kalamkari painting smoothly
appropriate the visual depiction of GE’s efforts to build
financial services, creating jobs and empowering
business through GE Capital. The presentation of
traditional motifs-peacocks, trees, flowers, paisleys,
horses, men and women in ancient outfits with
precision and selection of colours help in recontextualising and representing the advertising
message with the paintings’ basic aesthetic essence.
The painting with a group of women welcoming a king
on chariot, currency notes flying on air, peacock on
tree, chimney of industry, buildings, etc. in green, black
and golden yellow colour has a blend of traditional
essence with modernity. The text message-headline
and body copy effectively explains the visual message
in short.
The analysis and interpretation of the ‘GE Works’
paintings, with core ideas of ‘GE Works’ i.e. ‘Curing’,
‘Moving’, ‘Powering’ and ‘Building’ suggest that the
campaign was a significant milestone in Indian
advertising history for its courageous attempt to
recontextualise and represent folk paintings to
communicate the message of the campaign
successfully.
Conclusion

Fig:8
Kalamkari art in GE’s campaign
The term Kalamkari consists of two words - ‘kalam

The concept and practice of the appropriation of folk
art in advertising have not been tried much in India.
However, the success of ‘GE Works’ campaign

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

237

prepared with recontextualisation of Indian folk art and
paintings establishes the fact that appropriation of folk
art can penetrate through the emotional chords of
people with ease.
The cultural appropriation of imageries, subjects,
characters, narratives, objects, motifs, patterns, colours
of Indian folk paintings in ‘GE Works’ made the
campaign more of an array of beautiful traditional folk
paintings than advertisements. The case study and
analysis of GE campaign suggest that basic essence
of the folk-art and paintings in the series of print
advertisements of the multinational company helped
to communicate its contributions to the betterment of
the lives of Indians and the growth of the country
effectively.
The present study of recontextualisation and
representation of folk-art carried out in the light of ‘GE
Works’ campaign enabled to establish the fact that
appropriation of folk art can communicate advertising
message with success if strategically integrated. The
factors like popularity of the art form, prevalent
narratives, characteristic colours, characters, motifs,
pattern and design appropriated for the advertisement
play crucial roles in the success of such attempts.
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Abstract:

world.

This paper attempts to delve into the art forms of
the Mavilan tribe of the Kannur and Kasaragod
districts of Kerala. The art forms focused in the
paper include oral songs, theyyam and
mangalamkali. The paper, based on ethnographic
research, examines the efforts of the tribe to cope
with the agricultural slavery that they were
subjected to in the past and their voice of resistance
against power and oppression. The songs they sang
while they worked in the land of the landlord;
theyyam, the ritual dance they performed annually;
and mangalamkali, their nuptial dance manifest
their different ways of resistance to lack of freedom
and forceful change of their life style. The song of
‘Muthukuttinayar thampuran’ depicts how the tribe
attempts to voice out their protest against the
oppressive agricultural slavery. Similarly, it
becomes a counter narrative when the oppressor
becomes a devotee of the oppressed as the
oppressed is metamorphosed into a deity in the form
of theyyam. This role reversal aids in levelling the
division based on the caste system and acts as a
mode of resistance. The songs sung in the aniyara
(make shift pandal erected for the purpose of
theyyam) reinforce equality of all humans. The steps
of mangalamkali reveal how the tribe silently tries
to cope with the sexual advancement of the
landlord as they beat themselves while dancing even
on a happy occasion like wedding. These
narratives of resistance reveal the need and longing
of the tribe to construct an alternate egalitarian

Keywords: Resistance, Art forms, Narratives,
Theyyam, Mangalamkali
Art forms of Mavilan tribe represent the lived
experiences of its people at various stages of their
trajectory as a group. Against the backdrop of their
agricultural slavery and the saga of sufferings, these
art forms are viewed as means to express their
resistance. The art forms discussed in this paper mainly
focus on the tribe’s oral songs, theyyam 1 and
mangalamkali 2.These art forms manifest their
histories of resistance to their lack of freedom and
changed life style. This paper attempts to explore these
narratives of resistance.
This paper is based on ethnographic research.
Fieldwork was conducted in the hamlets of Mavilan
tribe in both Kannur and Kasaragod districts during
the period between 2011 and 2018. The tradition
bearers namely, the elderly people of the tribe were
the main informants of the study. Having built rapport
with them the author listened to their ethnographic
narrations of recalling and re-counting their lived
experiences. The oral songs videotaped during the
interactions and interviews were transcribed and
reverted to the informants to clarify the unclear phrases
and expressions. Further discussions and interviews
with the experts and reference to secondary materials
augmented the comprehensive view of the art forms.
Observation, interviews, conversations, field notes,
videography and reference to secondary sources are
the tools employed to study the art forms theyyam
and mangalamkali. Mangalamkali was observed
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both in the formal and informal set up. Similarly,
theyyam and the related rituals were observed and
studied. At the vicinity of theyyam performance during
the intervals, the author held conversations with the
devotees to gather further data. An insider view is
employed in analysing and interpreting the text. The
author has translated the transcribed text employed in
this paper from Malayalam to English.
The people of Mavilan tribe inhabit Kannur and
Kasaragod districts of North Kerala. According to the
census of the year 2011, their total population
was30,867 of whom 14,972 were males and 15,895
females. They were hunter-gatherers. During the
course of time, the janmi3encroached their habitats,
coercing them to leave their traditional way of life and
employing them as agricultural labourers. The janmi
began to exploit the tribe and even tortured the members
mentally and physically. He took charge of the tribe in
the new social set-up. The people of the tribe were
not entitled to any rights or privileges. They were not
justly paid for their hard labour. The janmi controlled
their lives as their “caretaker.”He even targeted the
young virgins of the tribe for his sexual pleasure. The
community had to accommodate with the new system
and be subservient, as they could not resist the absolute
power and authority of the janmi. He became
theirthampuran4 as they were the adiyan5. It meant
their tragic fall from freedom to slavery. Due to these
unfortunate circumstances, they remain backward
even after many decades of freedom from the clutches
of janmittam6.
The art forms of the tribe functioned as narratives of
resistance in this backdrop. Suzanne McKenzie-Mohr
and Michelle N Lafrance define narrative resistance
as “a concept that attends to power and oppression,”
and that which “provides a platform for tangible
applications to support people’s efforts to resist harmful
storyings of their lives”(190). The sufferings of the
members of Mavilan tribe evolved as narrative of
resistance as well as counter narratives. Molly
Andrews identifies counter narratives as “the stories
which people tell and live which offer resistance, either
implicitly or explicitly, to dominant cultural narratives”
(1).Such counter narratives brought to light the

dominant cultural narrative of people belonging to the
high caste that treated the tribe as untouchables.
Therefore, the art forms of the tribe can be termed as
“narrative acts of insubordination” (Lindemann8) that
address those “culturally-rooted aspects of one’s
history that have not yet become part of one’s story”
(Freeman 298). In the process of their articulation,
these narratives enable them to infuse “one’s history
with new meaning, complexity, and depth”(290)and to
heal the scars of the past. The narrative resistance
thus aid in constructing “another space to revise
hierarchical discourse, to give voice to those without
power to shape perception or invent alternative worlds”
(Bona 2).
The narratives of resistance of Mavilan tribe attempt
to bridge the gap between the oppressor and the
oppressed. Their art forms question the fundamental
basis of the discrimination that they faced/ face and
their unequal status. The dehumanising experiences
undermined their dignity. The art forms represent their
struggles to re-establish an egalitarian society.
European Union Agency for Fundamental Rights’
report of high-level expert meeting, Vienna, 29-30 May
2017 explores the integral relationship between human
rights and arts:
Much of the human rights agenda is directed
at bridging attitudinal disparities, such as
prejudices based on race, religion, gender, age,
nationality, culture and identity. Art can help
to overcome those barriers, by bringing a
counter-discourse, contesting privileged
narratives and perspectives. … The arts
dignify human experience by giving voice to
thoughts and feelings, which trigger recognition
of one’s own humanity....(6)
The art forms of Mavilan tribe attempt to re-establish
their dignity by raising their voice even in the controlled
circumstances of oppression. The oral songs of the
tribe was a means to voice out their right to equality
and justice. Kakkoppuram Kunhiraman recounts that
tribesmen had to continue working without any respite
until the janmi arrived to evaluate the day’s work.
Therefore, until the janmi came to supervise, they sang
songs related to him. Naturally, the tribe was expected
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to sing his praises. However, in his absence they
attempted to voice out their resistance to the system
of agricultural slavery. The exhausted workers sang
derogatory songs mocking his shrewdness and immoral
ways. These pejorative songs provided them a platform
to vent their pent up emotions. Through the songs, they
satirized the janmi and the oppressive agricultural
slavery.
The excerpt that follows is an instance of
the satire of the social reality of janmittam:
Onningu kekkenam paniyum
panikkaaru, O, workers kindly listen,
Nammude thampuran
Our thampuran
Ezhunnalli varunnuntu.
Is solemnly arriving.
Kuthithazhanha vadiyeduthu,
With the worn out stick,
thantu kuzhinha kudayode,
And old umbrella,
………………..
………………..
Odinha kudayeduthu,
With the broken umbrella
poonu noolu cherippode.
Sacred thread and sandals.
Velere moothino kattottum illayo.
The sun is too hot and even no breeze.
Vayattil kudalilla,
No intestine in the stomach,
vaayil vellolla.
And in the mouth no water.
(Sung by Kakkopuram Kunhiraman)
The text above juxtaposes the janmi and his workers.
The miserly and unmerciful janmi commodifies the
tribe while they are generous in offering their skills to
cultivate his land. It is to be noted that the janmi is
associated with the cultural components like the staff
and sacred thread which are symbols of power and
oppression while the tribesman are associated with their
emaciated body and natural elements like breeze. It is
evident that while the janmi is comfortable, the
tribesmen cannot withstand the hunger and heat. The
staff is a symbol of authority (Pattanaik 25).By

projecting the worn out staff of the janmi, the tribe is
referring to the degenerated social system of intraspecies discrimination based on birth. The text
represents two worldviews as that of the ruler and the
ruled. Though the tribe was not able to confront the
unjust social system, songs of these types obviously
served as a means of their protest as well as resistance
and projected their hope for an alternate egalitarian
society.
The following extract from the oral song
“Kaitharitharavadu” is another instance of the
voice of resistance:
Onnundu kelkku nambyare
Please listen, Nambyar
Kaithari Nambyare,
Kaithari Nambyar,
Thodalum theendalumUntouchability and
unapproachability
Ningakkille nambyare?
Don’t you, Nambyar, observe?
Pinnengana nambyare
How can then, Nambyar
Nhanaduthu varunnu?
I come near to you?
Annaram parayathundu
Then says
Kaithari Nambyar,
Kaithari Nambyar,
Karincholakkani penninu
Let Karincholakkanni girl
Theppum kulippotttum venda.
Go barren.
Annaram parayathundu
Then says
Karincholakkani,
Karincholakkani,
Nammude thampuratti
Our goddess
Aladabhagavathi,
Alada Bhagavathi,
Nercha palathum
Much nercha7
koottiyathu kollunnu.
Is offered.
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Karincholakkanni penninu
Karincholakkanni girl
Theppum kulippum undakunnu.
Becomes fecund.
(Sung by Kakkoppuram Kunhiraman)
The text above exposes the double standard of the
licentious janmi who observes untouchability and
unapproachability. It is a challenge to the social norms
that if untouchability exists it has to be in all the aspects.
By projecting their deity as their saviour to lift the curse
of the disappointed janmi, the tribe is reversing the
situation and is voicing out their integrity and dignity.
Though the tribe is not able to challenge the repressing
forces due to their oppressive status, the song becomes
a means of resistance of the unspeakable reality. In
such a precarious situation, songs of these types
reinforced their moral sense and affirmed them of their
self-worth.
Every event in the life of the tribe revolved around the
thampuran and his agricultural field. It had a direct
influence even on the culture of the tribe. P.M. Karichi
narrates that after the marriage the bride and
bridegroom had to be taken to the house of the janmi,
who would present them with gifts. C.J. Kuttappan, a
renowned folk artist, states that the brides had to be
offered to the janmi before the couple lived together.
In such circumstances, the community had to endure
the collective experience of exploitation, deprivation
and misery. Mangalamkali or their nuptial dance, must
be understood in this perspective.
At the final phaseof mangalamkali,the steps are of
thrashing oneself with hand on the back with
heightened intensity. With folded left hand, they strike
the left side of the body while they smack the area of
shoulder blade with the right hand. The onomatopoeic
singing of lashing reinforces the mood of the artists to
enhance their performance. The singing goes on with
the instructions to kneel down and dance, to stand up
and dance and so on. Mangalamkali culminates with
the intensified action of lashing oneself. This action
must be viewed as their gesture of voicing their protest
against the oppressive social structure:
The steps of self-torture is the manifestation
of the hapless situation of an oppressed people.

Kuttappan states that this art form of selftorture originated against the prevailing social
system of sexual oppression which could not
be protested. It is significant that the gesture
of self-torture is intensified at the song
referring to the occasion of attaining puberty.
(Abraham and Alex 48)
Theyyam, another art form of the tribe, is also a visible
sign of protest against the caste system. In front of
the theyyam artist who metamorphoses into a deity,
even the oppressor becomes a devotee. This role
reversal aids in levelling the division based on the caste
system. Theyyam itself is considered a form of protest
and counter narrative against the prevailing caste
system. Raghavan Payyanad states, “Pulayan and
Mayilon [Mavilan],who are engaged in agricultural
labour, are looked upon as untouchables” (47) and were
excluded. Therefore, they “developed a parallel system
of theyyamperformance and rituals” (53). Hence,
theyyam became part of their existence and amode of
resistance against discrimination. As William Sener
Rusk asserts, “the human being expresses himself in
art forms which objectify his experience, physical,
environmental, and transcendental.” The art form,
theyyam objectifies the intense experience of alienation
and distancing that the tribe endured. It is a means to
voice out their resistance. Some songs sung in the
aniyara (make shift pandal where the theyyam
performer gets ready) reinforce equality of all humans.
However, they were not able to express it openly as
their janmi also watched the performance of theyyam.
Yet, this song can be viewed as a powerful means of
resistance against the egocentric attitude of the
oppressors.
From the discussion above, it is evident that the tribe
is not voiceless but their voice is suppressed. These
rituals therefore become a means to express their
resistance. It is argued that some of the songs and
dance forms of Mavilan tribe evolved from the nadir
of their subhuman existence under the janmi. These
art forms became the expressive symbol of their silent
protest against the prevailing system of social injustice.
Their life and art forms cannot be separated. These
art forms are the narratives of resistance.
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To sum up, the oral songs of the Mavilan tribe, like
mangalamkali and theyyam are unique means of
resistance against the social injustice and oppression
meted out to the tribe as agricultural slaves of janmi.
These art forms not only aided them in coping with the
trauma of being alienated as untouchables in the past,
they aid them even today in their way of protesting
against the injustices of their present contemporary
‘mainstream’ society.
Notes :

Benjamins Publishing, 2004, pp.1-6.
Bona, Mary Jo. Introduction. By The Breath of Their
Mouths: Narratives of Resistance in
Italian America. State U of New York,
2010, pp.1-11.
Exploring the Connections between Arts and
Human Rights. European Union Agency for
Fundamental Rights, 2017. Report of HighLevel Expert Meeting, Vienna, 29-30 May
2017.

1. Theyyam is a ritual dance and a socio cultural
art form wherein the performer
metamorphoses into the deity he is
representing. It is a live performance of god
appearing in front of the devotees. ‘Theyyam’
is the corrupt form of daivam which means
god.

Freeman, Mark. “Charting the narrative unconscious:
Cultural memory and the challenge of
Autobiography.” Considering CounterNarratives: Narrating Resisting Making
Sense.Ed. Bamberg M and Andrews M, John
Benjamins Publishing, 2004, pp. 289–306.

2. .Mangalammeans marriage. Mangalamkali
is the dance performed as part of wedding
celebrations.

Kunhiraman, Kakkoppuram. Personal Interview. 18
August 2017

3. Janmam is hereditary property and the
privilege of the person who has absolute right
over the land. Janmi is the one who holds the
janmam. Janmitham denotes this social
structure. The word janmi stands for the plural
as well in this paper.
4. The word denotes god, lord and landlord
5. Adiyan is almost like a bonded slave.
6. See note 3
7. Vow to god which will be fulfilled when the
prayer or wish is granted
Works Cited :
Abraham, Lillykutty, and Marykutty Alex.
“‘Mangalamkali’ of Mavilan Tribe: An
Ecocritical Reading.” IJML, vol. 6, no. 2, July 2016,
pp. 44-50.
Andrews, Molly. “Opening to the Original
Contributions: Counter-narratives and the
Power to oppose.” Considering CounterNarratives: Narrating Resisting Making
Sense.Ed. Bamberg M and Andrews M, John

Karichi, P.M. Personal Interview. 4 November 2016

Kuttappan, C.J. Personal Interview. 28 May 2015.
Lindemann, Hilde Nelson. Damaged Identities
Narrative Repair. Cornell U P, 2001.
McKenzie-Mohr, Suzanne and M. N. Lafrance.
“Narrative Resistance in Social Work
Research and Practice: Counter-Storying in the Pursuit
of Social Justice.” Qualitative Social Work:
Research and Practice, Vol.16, no.2, 2017,
pp 189–205.
Pattanaik, Devdutt. Indian Mythology: Tales,
Symbols, and Rituals from the Heart of
the Subcontinent. Inner Traditions, 2003.
Payyanad,
Raghavan.
Methodology
for
Folkloristics. Edited by T.V. Prakash,
Centre for Advanced Studies and Research
in English Language and Literature, 2013.
Sener, William Rusk. “The Human Being and Art
Forms.” Design, Vol.39, no.3, 17 October
2013, pp 34-34. http://dx.doi.org/10.1080/
00119253.1937.10741380. Accessed 25
November 2020.

r¬r

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

243

Literary Texts towards negotiating the Practical
Problems of Life : A Model
Dr Ravindra Pratap Singh
Professor, Dept. of English and Modern European Languages, University of Lucknow
(rpsingh.lu@gmail.com)
Abstract:
The present paper discusses the association of
literature with the real-life situation with reference
to an essay “Of Studies” written by English essayist
Francis Bacon. Bacon’s text “Of Studies” well
appropriates the purpose and utility of reading,
writing or other activities associated with a text in
hand. The term study and the skills related with the
study itself invite an understanding of reading
skills, listening skills, storage skills and retrieval
skills for the practical criticism of life, the problems,
its conditioning and the efforts that are made to
accommodate concrete solutions or optional ones
for solving them.
Best practices in teaching and learning environment
are the life blood of any state-of-the art academic
institution. It is the power of human resources that
takes the reputation of any institution to greater heights.
The training of human resources in accordance with
the global needs is a big challenge. Asustainable,
inclusive and forward moving management of human
resources can fulfil the gaps in physical resources up
to a certain level. It is high time that the boundaries of
traditional disciplines of knowledge should shape
themselves in a new order. The patterns of
‘interdisciplinarity’, ‘multidisciplinarity’ and ‘cross
disciplinarity’ offer potent solutions in this challenging
world order .
While practicing English studies in classrooms for over
two decades, I have felt the scope of negotiating the
literary canons with social requirements and urgencies,

and have experimented the scope of the application of
literary knowledge in social sector. It is a kind of
interpretation and reading of a text from the utilitarian
perspective, and hereby, I have prepared a model
where the study of any text takes a journey via several
steps in a channel targeting the emotional responses
from its stakeholders. It goes like this- “Text- denotation
- connotation - reverberation- association- application.”
From this point of view, my students and I read
different texts of English literature towards finding the
solutions of different problems. The proposed paper is
an attempt at discussing this model as ‘best practice’
in English classroom.
Broadly speaking, when we offer any graduate or
postgraduate programme in English literature in India,
we have the following objectives to realise with the
learners:
Developing the core and applied knowledge of English
studies across the globe with special emphasis on
Indian, African and Caribbean, Australian, Canadian
and SAARC Literatures.
i.

Developing creative synthesis of texts, society
and culture

ii. Developing critical thinking and humanitarian
values
iii. Developing the research skills and aptitude of
the students
iv. Making the students aware of the distinct shift
from Eurocentric literature to Indian literature
in translation
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v. Associating and sensitising the students to
society, environment, gender and social
inclusion policies, social inclusion and other
issues of human dignity
vi. Proposing plans and projects that emerge out
of negotiating and /or non- negotiating mass
groups towards welfare of society at large
vii. Evaluating responses out of a cultural set-up
that do communicative communal practices
viii. Reading literature in general and language
used for its associated purposes towards a
discrete social category or non-discrete social
category
ix. Language and literature that is pivotal in the
emergence of debates and discussions for
purposes of the growth of human mind
Keeping these objectives in mind, I planned to explain
the association of literature with the real-life situation
with reference to an essay “Of Studies” written by
English essayist Francis Bacon. This essay well
appropriates the purposes or utility of reading, writing
or other activities involved or associated with a text in
hand. The term study and the skills related with the
study itself invite an understanding of reading skills,
listening skills, storage skills and retrieval skills for the
practical criticism of life, the problems, its conditioning
and the efforts that are made to accommodate concrete
solutions or optional ones for solving them. Bacon’s
statement that studies serve for ornament and ability
etc. comes true when we associate it with literature in
the broader sense of the term. He states that, “Studies
serve for delight, for ornament, and for ability. Their
chief use for delight is in privateness and retiring; for
ornament, is in discourse; and for ability is in the
judgment and disposition of business. For expert men
can execute, and perhaps judge of particulars, one by
one; but the general counsels, and the plots and
marshalling of affairs, come best, from those that are
learned.”(‘Of Studies’, 3). It is a proven fact that
literature can serve many applied and creative
functions. I tried to explain it to the students with a
guided task. The description follows hereunder.

Task : As the first step in this experiment, I explained,
the philosophy , connotations and denotation of studies
to the select students of MA English, semester I (201718) of the Department of English and MEL, University
of Lucknow. Towards giving it a concrete shape, I
asked them to read Bacon’s seminal text, an essay,
‘Of Studies’ and to make a categorical presentation
mentioning the uses and abuses of studies. As a
collaborative work, we prepared a chart on the uses
and abuses of studies. Then the participating students
were asked to find out the instances from the practical
life situations and to associate the findings given by
Bacon appropriating them. By completing these steps,
the students were almost sensitized that reading
literature not only gives them theoretical knowledge, it
also caters for behavioural aspects of life. They can
find texts and illustrations for every emotion and
context, and by a thoughtful reading they can come up
with solutions to any issue and concern in the life. Since
Tennyson’s In Memoriam was prescribed to them in
their syllabus, I shared with them a case study
associated with this text. I narrated to them the
statement of Queen Victoria that she had got solace in
Tennyson’s In Memoriam (next only to the Bible),
when her husband Prince Albert was no more.We find
this incidence mentioned Stephanie Forward inBritish
Library Newsletter. Citing it, we find that:
Queen Victoria’s husband, Prince Albert, died
in 1861. In the years following, In
Memoriam became increasingly seen as
providing a model for public behaviour during
the long period of the Queen Victoria’s
mourning. The queen herself kept a copy of
the poem by her bedside after Albert’s death
and noted in her journal entry for Sunday 5
January 1862 that she was ‘Much soothed and
pleased with Tennyson’s In Memoriam. Only
those who have suffered as I do can
understand these beautiful poems. (Forward ,
Stephanie,)
The participants were given the task to find out quite
personalised texts, emerging suitable for the instances
of their own life and behaviour, and to reappear for
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the discussion after a week’s time. By this phase of
our collective effort, I could well notice them motivated
and inspired.
Literature has the power of persuasion, and well loved
literature can save a keen reader from depression,
anxiety, low energy state of the lack of concentration,
and give sensitive shoulder at the loss of person or
matter. A text alters the experiences of the
stakeholders, the readers, listeners, audience
corresponding to its manner and forms of
representation, creating an effect that helps them to
criticise life, and sustain it presenting diversified solution
to the problems plausible from everyday life. When
one reads or rereads a text, or through interpretation
or reinterpretation, understands a text, there occurs
elevation of the spirit of heart and mind and even that
of physical realization in the body that either elevates
or devastates the human condition. The School of
Constance, towards reception aesthetics, propagates
the idea of understanding a text from the viewpoint of
readers as an important entity in the meaning-making
process. Reading itself is a process of many an
approach that an individual adopts as per the
background consciousness and knowledge that
interferes with the approaches that the text offers him
or her. In the ongoing brainstorming sessions of
reading, the reader, in fact, is creating a text of his or
her own i.e., creating yet another text in the parallel
emergence and here my hypothesis of literary text as
a curative entity works. To cite Wolfgang Iser in this
context:
It is the virtuality of the work that gives rise to
its dynamic nature, and this in turn is the
precondition for the effects that the work calls
forth. As the reader uses the various
perspectives offered him by the text in order
to relate the patterns and the “schematised
views” to one another, he sets the work in
motion, and this very process results ultimately
in the awakening of responses within himself.
Thus, reading causes the literary work.
(Iser

“The

Reading

Process:

A

Phenomenological Approach, 280)
However, the reader might suffer from the affective
fallacy while going through the thought processes in
understanding its meaning, as has been talked above
in the text like Bacon’s ‘Of Studies’, ‘Of Gardening’,
‘Of Judicature’ etc. In The Advancement of Learning
(1605), the corpus categorically forms utilitarian
approach that helps an individual or a group or a society
in having ready filters of suggested proposals in
handling and working out the important problems of
routine life encountered by them.
There exists a rich storehouse of classics and their
representations in different forms of human art or
human artistic activities in the revelation and realisation
of truth in a spiritually ambiguous world that allows
the readers to handle the problems of life without being
thwarted of their emotions. The world, indeed, is full
of matters on the subjects that imbibe expressions from
the themes like cheating, betrayal, truth, recovery, love,
revenge, crime, punishment, advice and silence, and
quite pertinent questions of life and death. As texts, in
broader parlance, these themes express the trajectories
of life in miniature. A reader or any other stakeholder
is left in a smoke-world, struggling and trying to
visualize the way out, getting stuck into the problems
of choices in life.The following statement of
Shakespeare via his characterHamlet, as expressed
in Act III Scene 1 of The Tragedy of Hamlet , coheres
with the context more closely:
To be, or not to be, that is the question:
Whether ’tis nobler in the mind to suffer
The slings and arrows of outrageous fortune,
Or to take arms against a sea of troubles
And by opposing end them.
(Shakespeare, pp .98-99)
Authenticating Bacon’s sources of understanding the
utility of studies, a text takes an individual to discover
and rediscover the modes that stand as a helping tribute
in one’s behaviour in evaluating the existence of
mankind. It emotionally strengthens and widens the
horizons to study any human situation anywhere on
earth establishing a close dialogue that creates solutions
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for those far away in time or space transcending the
boundaries, as it is a popular saying in Hindi, “ jahan
na pahuche Ravi wahan pahuche kavi”, i.e. the
flight of fancy of a poet is swifter than the rays of the
Sun. It is the bash of readers, listeners or the
stakeholders that stands supreme in judging and
evaluating the intentions and contentions of the text
for the specific purposes of life depending upon their
individual competence, performance and personality.
So is the relevance of the text floated by authors like
Roland Barthes. Roland Barthes states that, “ the text
is a tissue of quotations drawn from the innumerable
centres of culture.”(Barthes, ‘The Death of the
Author’146). Simply forwarding the views of Barthes
, we can infer that a text is a series of phonetic sounds
with variable meaning; depend on the purpose of the
author. The author’s purpose for writing text is to share
their experiences with culture. In his article, Barthes
differentiates between the “scriptor” and the “author”
by stating that the word “author” implies more authority
over the reader’s interpretations. The author inflicts a
certain viewpoint on the reader, which inevitably
overshadows the reader’s creative mind.
Critics like Stanley Fish have spaced stakeholders and
readers with supreme authority of establishing meaning
of the text as per their choices and priorities of life
that condition them. In his essay “Is there is a text in
the class”, Stanley Fish focuses on the subjective
reception of text. A literary text or a text in general is
an open opportunity towards yet another creation that
engages a reader’s state of mind, understanding, wit,
competence and intelligence towards a variety of
inquisitiveness and queries that give courage to sustain
the existence of life, even during the last hope of the
lasting values on Earth. It is the formation of a poetics
that has a capability of miraculous response to the
riddles of life.
Conclusion: Out of our deliberations, practice and
discussions, we can infer that literary texts can play a
cathartic role in setting the mood, uplifting the lowered
esteem, augmenting the emotions and whetting the

desires and cravings. Good literature, notwithstanding
its origin and timeline, can provide food for thought,
and works as ‘freshening April showers’ and a kind of
‘soothing balm’. This way, we could realise the
application part of literature, and that in a way, stands
as the raison d’être of literature in the current scenario
where everything is to be justified and validated. ‘Art
for art’s sake’ is giving way to ‘art for life’s sake’
paradigm.
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Abstract:
National movements aim to achieve a
geographically and politically identifiable construct
primarily based on the otherness of the colonized
selves involved in comparison to the colonizers.
The masculine nature of any freedom struggle is
imperative given the patriarchal nature of society
at large. The proposed article would try to
assimilate and analyze the growth of the concept
of nation, the nationalist movement in India and
the rise of Bharat Mata as the symbol of nationalism
to the transcendence of the same in the figure of
Savitri in Sri Aurobindo’s magnum opus: Savitri.
Keywords: Nationalism, Masculinity, Femininity,
Motherland, Evolution
Nation, according to Max Weber is ‘a community of
sentiment which would adequately manifest itself in a
state’ along with notions of common descent, though
not necessarily common blood (Gerth and Mills 17279). Layounasserts that nationalism constructs and
proffers a narrative of the ‘nation’ and of its relation
to an already existing or potential state. (410-11)
Nationalism is both, a goal– to achieve statehood, and
a belief – in unique collective consciousness.
Nationalists envisage to achieve both statehood and
nationhood.
The nation is an invented tradition
(Hobsbawm and Ranger 1) which is a
summation of ‘imagining’ a national past and
present (Anderson6-7). According to Gellner, it
is nationalism that engenders nations, and not

the other way around(49). Benedict Anderson‘s
conceptualization of a nation or nation-space as
an imagined community in a way tries to
rationalize the individual‘s relationship with the
nation in the domain of knowledge and cognition
(6-7), but is unable to situate passionate self
sacrifices for the nation (Smith 10-28), which is
akin toNirad C. Chaudhuri’s description in his
autobiography:
An eagerness to serve and sacrifice ourselves
was the third element in our patriotic emotion.
Hence forward, we thought, we had no right to
live any other life but a dedicated life. Our
country was waiting for us to rescue and redeem
her. (1969: 210-211)
Nationalist struggles tried to create or discover a
national identity which was often inspired by a
rediscovery of ancient custom and literature,
resurgence of a suppressed language and an attempt
to re-invoke the importance of ethnicity and religion.
Nationalism and national identities in India started
forming its roots from the 18th century onwards and
the process was catalyzed by the revolt of native states,
landlords, and disgruntled British Indian soldiers against
the colonial rule from 1857 to 1868.
The nationalist movement for
independence later emerged as the process of
mobilization of the regional and community
identities which were historically gendered
symbols and identities.
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The concept of a single-powerful nation state promoted
masculine ideology for its own sustenance irrespective
of its origin in modernism, unlike colonialism, anticolonialism and nationalism, masculinity remained a
transparent, inadequately theorized construct.
Masculinity acted as the hegemonic supremacyoriented ideology of British imperialism in India. An
elite ‘White‘ masculinity presided above both the loyal
but simple, martial or manly races and clever but
treacherous, feminized or effeminate native men.
According to Krishnaswamy, the idea of masculinity
in a way legitimized the imperial rule by equating an
aggressive, muscular, chivalric model of manliness with
racial, national, cultural and moral superiority (15).
Colonial masculinity was a cultural and epistemological
project of colonial domination
The psychology of colonialism shows a
language of homology between the sexual and
the political in colonial culture. The British
imperial ideology in India was hyper-masculine
through maintaining a rigid dichotomy between
the masculine and the feminine that was part
of the gender ideologies of the postEnlightenment West. The ideals of Victorian
manliness, athleticism and militarism featured
centrally in studies of British and Anglo-Indian
society, especially in accounts of the colonial
Indian bureaucracy and the Indian army
(Sinha08-11).
The British defined their actions of intrusion into Indian
private life as clear, precise, instrumentalist, technical,
scientific true and above all beneficial to all who came
intocontact with it. Pre-colonial Indian societies worked
with flexible identities in which ‘softer’ forms of
creativity and intuition were not identified with
femininity nor values of violence and power with
masculinity. These fluid and permeable identities were
undermined by the British rule and the Victorian colonial
culture with its rigid and dichotomous ideologies of
gender was enforced. Thus, an analogy between
political and sexual dominance of the British as evident
in the manliness, rationality, courage and control of the
British rulers was that juxtaposed against

degenerated,effeminate and superstitious subjects.
Nationalism was a conglomeration of ‘manly
virtues’, described by Mosse (1996) as
‘normative masculinity’, which included
willpower, honour, courage, discipline,
competitiveness, quiet strength, stoicism, sangfroid, persistence, adventurousness,
independence, sexual virility tempered with
restraint, and dignity, and which tried to
establish the ideals as liberty, equality, and
fraternity (Bederman7). The process, of
setting boundaries and of articulating national
character, creating national history, and
chalking out a plan of the nation-state for future
tend to emphasize both unity and ‘otherness’.
The creation of national identity and cultural
boundaries tends to engender nationalist
ethnocentrism.
The nationalist leaders were in a dilemma as they had
to find methods of negotiating the traditional past they
had inherited and the sense of modernity they received
from the colonial education system. The issue of
creating a national identitywhere India could be
represented as a single cultural and political entity
became their prime concern.
The figure of the woman was important in the
construction of identities as a distinguishing
element between the nationalists and
colonizers. Nationalism redirects men’s
passions to a higher purpose and projects a
stereotype of human beauty which transcends
sensuousness. Manliness comes to mean
freedom from sexual passion, the sublimation
of sensuality into the leadership of society as
the nation.(Mosse 13)
During the early period of nationalism there was no
indigenous idea about masculinity but the Victorian
conservationist notions that tried to appropriate colonial
gender norms like self-discipline and militarization.The
immediate influence of Western masculinity in India
was the reordering and revival of traditional
conceptions of masculinity. Hence, three streamsof
masculinity emerged in the colonial period: firstly,
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brahmanic masculinity which tried to propose hard
asceticism, renunciation and sublimation, secondly,
kshatriya masculinity, which emphasized a hard
aggression, pleasure and good living and thirdly,
androgyny, particularly for men, that evolved out of
Indian tradition and was held up as a spiritual ideal
(Krishnaswamy 42).
Partha Chatterjee argues in the same line that now
the distinction between the home and the world (Ghar
and bahir) was appropriated in Indian Nationalist
discourses to form a new patriarchy in which men must
continually compromise with Western ways in the
world and women become the guardians of Indian
spiritual values at home (1989).
Partha Chatterjee’s article on the question of women
during the nationalist movement is relevant in this
regard. He writes on the subtle strategies of Indian
patriarchy:
...... the adulation of woman as goddess or as
mother. It served to emphasize with all the force
of mythological inspiration what had in any case
become a dominant characteristic of femininity
in the new construct of woman standing as a
sign for nation, namely the spiritual qualities of
self sacrifice, benevolence, devotion, religiosity
and so on. This spirituality did not, as we have
seen, impede the chances of the woman, moving
out of the physical confines of the home; on the
contrary it facilitated it, making it possible for
her to go into the world under conditions that
would not threaten her femininity. (1999:25657)
Thus the idea of Deshmata (Motherland) was
engendered and a clarion call was given by the
nationalists to free ‘Mother India’ from the shackles
of foreign rule. It is interesting to note that the figure
of ‘Bharat Mata’ was first perceived as an image by
Bankim Chandra Chattopadhyay in Ananda Math
(1882)and pictorially created by Abanindranth Tagore
in 1905. Abanindranathportrayed
as a
four-armed Hindu goddess wearing saffron-colored
robes, holding thesheaves of rice,a white cloth,
manuscripts, a mala, thereby signifying food, clothing,

secular learning and spiritual knowledge (Sinha3). The
image of
was an icon to create nationalist
feeling in Indians during the freedom struggle. Sister
Nivedita, an admirer of the painting, opined that the
picture was refined and imaginative, with
standing on green earth and blue sky behind her; feet
with four lotuses, four arms meaning divine power; white
halo and sincere eyes; and gifts Shiksha-Diksha-AnnaBastra of the motherland to her children (Rama
swamy15). Henceforth, the idea of India was sacralized
and feminized.
Sri Aurobindo is an interesting figure in the re-structuring
of the
concept when he proposed the
worship of Bharat Mata as the re-invigorated form of
Adishakti:
“For what is a nation? What is our mothercountry? It is not a piece of earth, nor a figure
of speech, nor a fiction of the mind. It is a mighty
Shakti, composed of the Shaktis of all the millions
of units that make up the nation, just as Bhawani
Mahisha Mardini sprang into being from the
Shaktis of all the millions of gods assembled in
one mass of force and welded into unity.”
)
Sri Aurobindo’s concept of freedom was a
conglomeration of the ideals of a revolutionary political
leader in the initial phase and of the poet and the mystic
in the later phase. Freedom was not merely
geographical and historical achievement but a natural
urge towards unity through evolution, transcendence
of the self and the whole aspiring beyond the limits of
commonality, an inherent aspect of human existence.
In his magnum opus: Savitri, he renders his idea of
freedom and helps to transcend the figure of
, from being the deity of the freedom
fighters to the spirit of evolution: Savitri, who aims at
universal upliftment and evolution of mankind for a
better tomorrow.
The legend of Savitri and Satyavanis a symbolic
representation of human development and evolution in
Sri Aurobindo’s magnum opus: Savitri. In Savitri,
King Aswapathy seeks the absolution of all existential
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problematic of humanity by achieving the goal of
transcendent evolution that triumphs over death Sri
Aurobindo throughthe character of Aswapathyattempts
to bring the esoteric goal of Hindu life to a moregrounded and realistic scenario. Aswapathy envisages
to achieve the appeasement of the Divine Mother, to
bring onto earth the human being who would “break
the iron Law, Change Nature’s doom by the lone Spirit’s
power.” Savitri is the solution given to Aswapathy by
the Divine Mother.
The philosophical debate in Savitri between Yama, the
God of Death and Savitri in a way represents the
appeasement of the national identity by the colonizers
as a potent tool to disorient the independence
movement. The God of Death much like the hegemonic
colonizer uses various ruses and arguments to convince
Savitri, the alternative identity of Mother India, that
she does not need independence and suzerainty. Yama
represents the fragility of the emotion of love as an
akin emotion to freedom which has been misused by
humanity and hence needs to be averted. Yama’s
arguments tend to paint humanity(the colonized race)
incapable of handling immortality (freedom).Love, be
it of freedom or motherland or an individual, according
to Yama, jeopardizes the logic of existence on earth.
His satiric tone seems unquestionable as it is placed in
the chaotic world the poet initially posits. Savitri, who
attempts to reshape the future of the nation, as well as
transcend the boundaries of the same and bring freedom
to the entiremankind does not accept the present reality
but postulates an independent, evolutionary and higher
form of life that will change earthly existence forever.
The achievement of paradise is not what Savitri
envisages for; rather it is the worldly emancipation from
the mortality of existence on earth and a permanent
relief from thepains of life and death is the definitive
finality that she aims at, and here is the evolutionary
transcendence of the conceived Bharat Mata of Sri
Aurobindo in the Savitri symbol. She transcends the
boundaries of state and nation to a larger domain of
the dynamic world order then existent as well as the
future unseen.: “Imperfect is the joy not shared by
all”, says she (Book 11, Canto 1). She wants humanity
to manifest divinity, and evolve into an entity capable

of manifesting divinity on earth.
The triumph over colonization would be the proper
achievement of the nationalist Sri Aurobindo but he
envisages through Savitri to achieve the universal “LifeDivine” with the disappearance of pain, suffering, and
associated problems of humanity. The transfiguration of
life on earth through spiritual exoneration of mankind
from all negative emotions is the goal of “Life Divine”
which in the mortal domain seems impossible. Savitri
tries to assimilate the duality of the search for knowledge
and the humanliberation from ignorance. Evolution thus
becomes the watchword of Aurobindo. The awakening
of the self or raising the life and existence to a higher
level of consciousness, the ideal of freedom according
to Aurobindo, is achieved through the empowerment of
Savitri, the evolved form of Bh?ratM?t?.Aurobindo
recognizes woman as the symbol of shakti, the creative
power and in this context. Aurobindo seeks to ensure
the progress of humanity and fulfillment of its destiny
through the achievement of unity, peace and happiness.
The qualities of strong individuality, equality, and the desire
for transcendence of the self and society are all found in
the epic: Savitri. Savitri,as an individual, exhibits growth
in consciousness. She rejects the two negations - the
ascetic’s denial of life and the sensualist’s denial of the
spirit. Her concern is with the welfare of humanity in
general. She sees salvation in depersonalization by
uplifting mankind. She is a seeker of truth and knowledge.
She successfully actualizes her potential by manifesting
her real self through self-upliftment. She symbolizes the
evolution of the human love and human soul towards
the Ultimate Reality of evolution.
The figure of Savitri thus becomes the evolved form
of nationalism which achieves an unification of liberty
and transcendence of self and society:
‘KrinvantoVishwamAryam’ (To make the world
noble). The nationalist zeal of geographical and political
liberation transcends to a world view rarely paralleled.
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Abstract:
This paper is an attempt— to critically analyse the
food and food habits of the Igbo society, to
understand how the dominant discourses of the
society shape the symbolic significance of or
meanings associated with food, and in the process
to examine the use of food imageries and its relation
to the representation of culture in Chinua Achebe’s
Things Fall Apart (1958) and A Man of the People
(1966). The two novels have been selected for
study, to highlight the changes that came into the
Igbo food habits and subsequently to its culture
during the Igbo society’s transition from precolonial to the post-colonial era. Achebe’s Things
Fall Apart is set in the pre-colonial times, when the
Igbo society was beginning to come into contact
with the British coloniser’s culture, whereas the
setting of A Man of the People is post-independent
Nigeria. This paper argues that food imagery is a
significant trope used by Achebe to represent and
critique the Igbo culture in his fictions. The
methodology used in the paper involves a close
reading of the primary texts and an exploration of
relevant criticisms on the theme of food and culture
in Achebe’s fiction. The ideas on food and culture
that emanates from a reading of Achebe’s fictions,
and the stance of African critics like— F. Abiola
Irele, Harry Olufunwa, Christopher Anyokwo and
Ifi Amadiume on those themes, serve as a theoretical
frame of reference in examining the texts, and in

establishing a relationship between food and
culture in those fictions.
Keywords: Food, culture, tradition, beliefs, power,
discourse, social status.
Food and food habits are integral to the culture of society
for they provide an identity to that society. It offers a
crucial lens to view and understand the characteristic
cultural traits of a society. Igbo society depicted in
Chinua Achebe’s fictions is no exception to that rule.
The availability of food or kinds of food in a
geographical area is determined by nature. However,
the meanings associated with, or the symbolic
significance of, the food is determined by the dominant
discourses of the society. This paper is an attempt—
to critically analyse the food and food habits of the
Igbo society, to understand how the dominant
discourses of the society shape the symbolic
significance of or meanings associated with food, and
in the process to examine the use of food imageries
and its relation to the representation of culture in
Achebe’s Things Fall Apart (1958) and A Man of
the People (1966). The two novels have been selected
for study, to highlight the changes that came into the
Igbo food habits and subsequently to its culture during
the Igbo society’s transition from pre-colonial to the
post-colonial era. Stuart Hall asseverates that “cultural
identity” is in a constant state of flux, it keeps changing.
Referring to Hall’s statement one may claim that the
food habits of the Igbos, that was so integral to their
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cultural identity, was bound to change with time and
space. Achebe’s Things Fall Apart is set in the precolonial times, when the Igbo society was beginning to
come into contact with the British coloniser’s culture,
whereas the setting of A Man of the People is postindependent Nigeria. This paper argues that food
imagery is a significant trope used by Achebe to
represent and critique the Igbo culture in his fictions.
In the essay “Eating with Kings: Food and Ambition in
Chinua Achebe’s Things Fall Apart” Harry Olufunwa
examines the various meanings food, eating, and hunger
acquire in the portrayal of Okonkwo, the protagonist
of Achebe’s Things Fall Apart. Shirin Edwin in
“Subverting Social Customs: The Representation of
Food in Three West African Francophone Novels” tries
to highlight the social symbolism and meanings
associated with food, eating habits, and culinary
customs in West African societies. In the essay
“Culture in Chinua Achebe’s Things Fall Apart” Diana
Akers Rhoads shows how food imagery is integral to
many Igbo proverbs and how these proverbs are
significant to the Igbo life and society. Christopher
Anyokwo in “Re-Imagining Gender in Chinua
Achebe’s Things Fall Apart” examines the
relationship between food and gender. In the chapter
titled “Transforming Hunger into Power: Food and
Resistance in Nigerian Literature”1 Jenni Ramone
emphasises the significance of commensality2 to Igbo
society and attributes colonialism for the undoing of
commensality from that society. In the book The
African Imagination: Literature in Africa and the
Black Diaspora F. Abiola Irele highlights the centrality
of the yam to the Igbo culture and delineates the
meanings associated with it. A review of literature on
the theme of food and culture in the novels of Achebe
reveals that very little research has been done so far
in this area. Some research has been carried out taking
up the themes of food and culture individually or
separately, however, there seems to be a dearth of
research examining the relationship between the two.
This paper is an attempt to critically examine and
establish the relationship between food and culture in
the novels of Achebe.

Sense of community is a vital cultural trait of the Igbo
community depicted in the novels of Achebe. Food is
an indispensable component of almost all major Igbo
customs and festivities. The food habits of the Igbos,
largely, are instrumental in generating and sustaining
the community feelings among the Igbos. The feast of
New Yam was very significant to the Igbo community.
It was held every year before the harvest began, to
honour the earth goddess and the ancestral spirits of
the clan. The earnestness with which the Igbos
celebrated the New Yam festival suggested the kind
of respect they had for the earth goddess and their
ancestral spirits. The Igbos regarded Ani, the earth
goddess, to be the source of all fertility. This suggests
how food and fertility were very integral to the Igbo
culture. Almost every special occasion among the Igbos,
like marriage, acquiring a title etc. was marked by
feasting. Such feastings provided a platform for the
people of the community to come together and
exchange their feelings. In Things Fall Apart,
Okonkwo offers a feast to his mother’s people to show
his gratitude to them for sheltering him for seven years.
He humbly tells them, “I have only called you together
because it is good for kinsmen to meet” (TFA 119). In
“Subverting Social Customs: The Representation of
Food in Three West African Francophone Novels”
Shirin Edwin, emphasising the importance of eating
together, has rightly pointed out that the feastings, where
people shared food, were instrumental in fostering and
strengthening the already existing social and political
ties, and networks among the people. Mbiti very well
encapsulates the sense of community of the Igbos
through these lines, “I am because we are; and since
we are, therefore I am” (Mbiti 141).
Igbo society was a polygamous society where a man
had multiple wives. It is interesting to note that the
children of the different wives of the family often shared
food. When a mother was unable to cook food, her
children would be fed by the other wives of the family.
This act of sharing food enhanced the bonding between
the children of the family. Further, the children in
addition to their mother regarded all the other wives of
their father as their own mother. Referring to the
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bonding the children shared with their mothers Buchi
Emecheta, in “Feminism with a Small “f”!”, shares
the anecdote where the small son of one of her groupmembers in London told his teacher that he had two
mummies. “My Mummy number one is working.
Mummy number two will come and collect me” (555).
The teacher did not understand until she realised that
the boy’s father had two wives. In Things Fall Apart
when Ojiugo, the youngest wife of Okonkwo, goes to
plait her hair in her friend’s house and does not return
early enough to cook the afternoon meal, her children
were invited to eat “with the children of his
[Okonkwo’s] first wife” (TFA 21).
The Igbo society, depicted in Things Fall Apart, had
a gendered division of crops. Yam, the king of crops
was regarded as a man’s crop, while coco-yams,
cassava, and beans were regarded as women’s crops.
The narrator says, “Yam the King of crops, was a
very exacting king. For three or four moons it demanded
hard work and constant attention from cock crow till
the chickens went back to roost” (TFA 24). The amount
of masculine energy involved in the cultivation of Yam
perhaps made it a man’s crop. In “Re-Imagining
Gender in Chinua Achebe’s Things Fall Apart”
Christopher Anyokwu very distinctly highlights the
gendered division of crops in Umuofia. He agrees to
the narrator of Things Fall Apart who claimed that in
Umuofia yam stood for manliness and one who could
feed his family on yams from one harvest to another
was regarded a great man. Further, cultivation of food
crops in the distant wild forests, in virgin land, conferred
masculinity to the person involved. In Things Fall
Apart Chika, the priestess reprimands Unoka for his
laziness and explains to him the reason for his failure.
She tells him that he failed because did not dare to
work like a man. When his neighbours went out with
their axe to cut down virgin forests, he sowed his yams
on exhausted farms that took no labour to clear (13).
In the Igbo society in Things Fall Apart yam was a
symbol of power and social status. More the number
of barns full of yams a man had, the greater was his
social status. The narrator of Things Fall Apart
proclaims the success of Okonkwo: “He was a wealthy

farmer and had two barns full of yams, and had just
married his third wife” (TFA 6). The traditional
Umuofian society was agrarian, there a man who had
more barns was acknowledged to be capable of feeding
more wives, hence could marry many wives. His wives
and their offsprings eventually would assist him in his
farming and thereby increase his chances of prospering
more. Moreover, in “Eating with Kings: Food and
Ambition in Chinua Achebe’s Things Fall Apart”
Harry Olufunwa emphasises the fact that Okonkwo’s
skills were quintessentially physical— wrestling,
farming, and war; all the three activities were
organically connected to food. Food and farming are
interconnected. Farming is a physically demanding
activity that requires strength, skill, and endurance to
produce food. Again, food will provide the necessary
nutrition and strength required for farming. Okonkwo
understood the importance and value of both food and
farming to be successful, and that was perhaps the
reason why he could succeed at a young age.
Among the Igbos, foods like kola nut and palm wine
have religious significance. The Igbos have their
personal god and they worship their ancestral spirits.
In Things Fall Apart, Okonkwo worshipped his
personal god and his ancestral spirits “with sacrifices
of kola nut, food, and palm wine, and offered prayers
to them on behalf of himself, his three wives and eight
children” (TFA 10). Breaking of kola nut was regarded
auspicious in the negotiation of marriage, as it marked
the beginning of a new relationship between two
families. When the bridegroom’s family came to marry
Obierika’ daughter, the latter offered kola nuts to his
in-laws. While breaking the first kola nut Obierika’s
eldest brother wished, “Life to all of us, and let there
be friendship between your family and ours” (TFA 84).
The Igbo society gave great emphasis on oratorical
skills and food. There are an ample number of Igbo
proverbs having food imageries that provide universal
wisdom. The narrator in Things Fall Apart
emphasising how highly the Igbos regarded the art of
conversation mentions that for them “proverbs are the
palm-oil with which words are eaten” (TFA 5). As palmoil is integral to the process of eating, it facilitates the
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act of eating, in the same way, dexterous choice and
use of words help one to express or convey his/her
thoughts and feelings in a lucid manner. Among the
Igbos, hard work was revered more than age and birth.
In Things Fall Apart Okonkwo was not born in a
wealthy family. However, by his hard work and
diligence he, at a very young age, was able to attain
fame and success. The narrator informs that Okonkwo
at a young age had won fame as the greatest wrestler
in the nine villages. He was a wealthy farmer who
“had two barns full of yams, and had just married his
third wife (TFA 6). The appreciation of Okonkwo’s
hard work and success is very well encapsulated in
the Igbo proverb, “if a child washed his hands he could
eat with kings” (TFA 6). In other words, if a person
worked hard diligently it was certain s/he would be
successful. The Igbos respected industry and success,
however, they abhorred arrogance in a man. In Things
Fall Apart an old man condemning Okonkwo’s
arrogance and the brusqueness with which he dealt
with less successful men exclaims, “Looking at a king’s
mouth, one would think he never sucked at his mother’s
breast” (TFA 19).
In A Man of the People, Achebe uses the phrase
“national cake” in a sarcastic manner. It is used to
suggest the selfishness and greed of the native leaders
of post-independent Nigeria. Those leaders, instead
of contributing to the development of the nation, were
exploiting its riches. Imitating their leaders, the common
people too were looking for ways to exploit the national
resources. However, the priorities of the two were
different, the native leaders wanted to loot the national
exchequer to become richer, while the common mass
desired amenities like clean water to drink, good roads,
and electricity supply etc. If the common people
received those then they were contented thinking that
they have received their share of the national cake.
A reading of Achebe’s two novels Things Fall Apart
and A Man of the People shows that with the changing
times certain changes have come to the food habits
and the meanings associated with the food habits of
the Igbos. In the book titled Chinua Achebe, C. L
Innes places before us the feelings Achebe had,

growing up at Ogidi in the thirties. Achebe describes
his experience as living “at the crossroads of culture”3.
Achebe elaborates, “On one arm of the cross we sang
hymns and read the bible night and day. On the other
my father’s brother and his family, blinded by
heathenism, offered food to idols” (Chinua Achebe
4). The practise of offering food to their personal god
and ancestors which was a characteristic trait of the
traditional Igbo religious beliefs are now regarded as
an uncivilised or a heathen practice. One can notice
that the prominent food imageries used in Achebe’s
Things Fall Apart were yam, palm-wine, cassava,
and beans etc., however, in A Man of the People the
prominent food imagery used is cake. The movement
from yam to the cake is indicative of the transformation
that had come to the Igbo society in its transition from
pre-colonial to postcolonial times. It is suggestive of
the native elite’s tendency to reject their traditional
beliefs, and blindly imitate the western values and
practices. The native Igbo leaders of the newly
independent Nigerian nation, in particular, tend to put
on, in Fanon’s phrase, a “while masks”4 over their black
skins. However, Fanon believes that such an effort on
the part of the natives to blindly imitate the west will
turn out to be futile and disastrous.
In the traditional Igbo society shown in Achebe’s
Things Fall Apart social feasting was an occasion
and a medium to enhance community feelings among
the people. Food, in that society, literally served the
purpose of satiating one’s hunger. However, in the
modern Igbo society depicted in Achebe’s A Man of
the People feasting has become an occasion for
demonstrating one’s social class and status, instead of
bringing unity among people it only serves to widen
the social gap between people based on class and
status. Food now instead of remaining a metaphor for
nutrition has become a symbol of extravagance. In
Achebe’s A Man of the People, Mrs Nanga
sarcastically points out to Odili about embassy parties,
“ ‘What can you enjoy there?’ she asked with great
spirit. ‘Nine pence talk and three pence food. “Hallo,
hawa you. Nice to see you again.” All na lie lie’ ”
(AMOP 36).
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However, with the changing times, from pre-colonial
to the postcolonial, the Igbo natives’ attitude towards
cooking and gender has not changed conspicuously.
In Achebe’s A Man of the People the cook who came
in search of work to Naga’s place informed the latter
that he was proficient in cooking European dishes,
however, he declared that he did not know how to
cook native food. He unhesitatingly mentioned that it
was unmanly and a shameful thing to cook local native
food, for he believed that cooking such food was the
job of a woman. Odili theorising the cook’s attitude
towards foreign food and the act of cooking says: “As
long as a man confined himself to preparing foreign
concoctions he could still maintain the comfortable
illusion that he wasn’t really doing such an unmanly
thing as cooking” (AMOP 47).
An analysis of the food and food habits of the Igbo
societies depicted in Achebe’s Things Fall Apart and
A Man of the People enables one to realise the social
significance of the food imageries, and also to
understand how dominant social discourses are
instrumental in defining meanings to those food
imageries. In the traditional Igbo society in Things Fall
Apart feasting was a medium to enhance community
feelings among the people. However, in the postindependent Nigerian nation depicted in A Man of the
People feasting is more a symbol of extravagance.
Instead of enhancing community feelings, it widens
the gap between people based on social class and
status. A barn full of yams was a symbol of power in
the traditional Igbo society, however, in the postindependent Igbo society material wealth has become
a symbol of power. However, with this transition from
pre-colonial to post-colonial times, there was no
conspicuous change in the Igbo societies attitude
towards food and gender. The natives of postindependent Nigeria still consider cooking to be an
unmanly activity, a domain for the women to take care
of. Thus, one may conclude that Achebe through the
use of food imageries has been able to effectively
represent and critique the Igbo culture in his fictions.
Notes:
1.

This essay appears in the book The Routledge

Companion to Literature and Food edited by
Lorna Piatti-Farnell and Donna Lee.
2.

Commensality may broadly be understood as
the social custom of eating and drinking together.
It is instrumental in creating and cementing
relationships. However, it also sets boundaries,
including or excluding people according to a set
of criteria defined by society.

3.

Refer to C. L. Innes book titled Chinua Achebe,
page no. 4.

4.

Refer to Frantz Fanon’s Black Skin, White
Masks.

Abbreviations used:
Things Fall Apart: TFA
A Man of the People: AMOP
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Abstract:
This paper examines the influence of Jain and Sikh
literature, attempted to provide a critical discourse
on marginality as a response to the widespread
cultural and political violence, radical upheavals
and individual differences. Marginality is universal
phenomenon, mentioned in different cultural and
genres with a complex set of frameworks. In
analyzing the literary over view of Jain and Sikh
literature, it is an attempt to find the solutions
underlying in the values of harmony, peace, unity
and tolerance. The texts of bothJainism and Sikhism,
written and evaluated within and outside the
academia, preeminently foster a deep sense of
kinship, albeit making the face of justice bright and
subjugation burnt, in different centuries and
cultures.
Keywords: Marginality, Exclusion, Culture,
Scripture, Institutions, Peripheralization
Introduction
In his A Bend in The River, Naipaul said, “Like many
isolated people, they were wrapped up in themselves
and not too interested in the world outside” (Naipaul
34). By all counts, this observation by Naipaul answers
a fundamental issue of Indian philosophy and literature
– cutting through the demands of mundane life, the
ancient rishis per se chose to remain aloof and trod on
a path of spiritual practice, long-term penance, gritty
determination, self-consciousness. Modern scholars
might wonder how the most ordinary and plain- looking

yogis manifested equality, inclusiveness and
homogenization through their knowledge, sermons and
texts. At the same time, I would also assert that such
trait of rising towards spiritual zenith or ultimate truth
had originated a legacy of great intellectual thinking in
India; a hallmark of this deep contemplation was vividly
expressed in diverse literary genres against the adoption
of extremist ideals which resulted in marginalization or
social exclusion. The Rigveda propagates: “Ekam sat
vipra bahudha vadanti (Cosmic truth is one, but the
wise express it in many ways)” (Jamison 595). The
essence of this philosophy is that the whole creation is
an expression of a single element; only the expressions
are diverse, “one” has been expressed in various forms,
so there is no distinction, conflict and therefore there
should be holistic development. Thus, if exclusion and
marginalization and are to eradicate and there is to be
peace, unity and welfare in the world, then we will
have to come on this path. Much before we start doing
evaluation of this succinct phrase, we need to discover
those distinctive texts, motivated to refine the lives of
marginalized community. The phrase is perhaps this
slice of life, equally powerful and significant, that entire
Jain and Sikh literature, though not strictly a proponent
of Vedic texts, are reconcilable with this belief.
A View on Marginality
What is significant despite getting down to the nittygritty of marginality as Robert Park has suggested in
“Migration and the Marginal Man” that “marginality is
type of personality trait that arises out of the conflict
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of races and cultures” (Park xvii) or the conventional
notions of this term borrowed from Georg Simmel, Jung
Young Lee, Werner Sombert, Stonequist etc.,
marginality itself manages to become a microcosm of
the world within which multidimensional conditions take
place. Almost all the theorists, be Western or Indian,
without an exception would agree that marginality is
not static; needless to say, the status of marginality
changes through time and across boundaries. I propose
here, unhesitatingly, to revisit the western structural
analysis of marginality, leaping out of shadowy terrains,
and have a fresh investigation of the term for certain
flexibilities, even ambivalence, to resurrect the
conventional notions of the term. The discourse of
marginality, while understanding its inherent organicity,
may apply everywhere, reverberating in all cultural
contexts and its operational limits may have to looked
upon in reference to a reciprocal discourse. It is the
very raison d’etre of marginality’s multi-dimensional
narratives that I emphasize to understand the possibility
of its operational and contextual differences.
Contrary to the discourse of marginality, the Veda
sproliferated a philosophy of integration. Vishnu was
not so popular in ancient times, at that time Gods like
Indra, Mitra, Varuna etc. were popular. But there is no
difference among all these deities, it is not an individual
but an expression of the “one.” Later, the Saivas named
the Omnipotent as Siva and Vaishnavas praise Him
as Vishnu, the Jains respectively named Him, Arihant1,
and the Sikh Gurus call Him Sat SriAkal2. It is imminent
that fluidity of the time, cultural contexts and emergence
of different types of literary compositions as per the
social milieu enabled the society to shed its maudlin
sentimentality and archaic traditions. While within the
Buddhist Tripitikas3, there is a recognition of sixty two
types of cults and a descriptions of two eighty two
types of sects in Jain texts, it is dialectic of tradition
that today many of them must have become obsolete.
In the history of mankind due to ego clashes, notions
of power and oppression, dilemmas of cross-cultural
identities, political, social and economic disadvantages,
we may discern an eruption of chronicled difference
in the community and, thus, marginality crept in, almost

indiscernibly. Let us take an instance from Ottoman
Empire in which many rich merchants who were Jews
and Greeks were actually deprived of equal rights as
compared to their Muslim peers.
In Indian tradition, there happened an eternal
process and whenever there is a discussion on
marginality; our sacred texts suggested a way or the
dharma of a man to oppose the tyranny. At this
juncture, I would illustrate simply; the earth is one, but
there are different states, attachments, and struggles.
The ancient Indian texts developed a unified vision of
the earth. The terms “Vasudhaiva Kutumbakam” and
“Sarva Dharma Sadbhava” deserve special mention
here; the former implies “that all members of the human
race in reality belong to a single, extended family”
(Singh 06). These famous terms demonstrate the global
outlook of Indian texts, developing a counterphilosophical discourse in order to govern marginality
and generating a solidarity with global community.
Shalibhadra, a famous poet, philosopher, in a first book
of Jainism Bharateshwar Bahubaliras, has
propounded dejection, salvation and harmony.
Sahlibhadra can be seen as a messiah of the
marginalized, dejected, de-privileged people who
emphasized to develop feelings of harmony, love,
friendship, and finally attain nirvana.
A View on Jain Texts
The Jain literature is primarily focused on how
samyakacharitra i.e. right conduct come in the
practice of life. The feelings are estrangement and
unhappiness may end if there is an observance of the
Panch Mahavratas4. A Jain text ploughs fresh ground
into a trenchant of social discourse as, “The man who
incessantly observes all the supplementary vows
and sallekhanâ (together, these are called seelas) for
the sake of safeguarding his vows (vratas), gets
fervently garlanded (a gesture to indicate her choice
for a husband) by the maiden called liberation (Jain
117-118).
While seeking to resolve the ambivalence of marginality,
the two other characteristics of Jain philosophy are
indeed significant to the world – Anekantavad5 and
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Syadvada6. According to Jainism, perfection is a very
broad thing and cannot be measured. Why do all
conflicts happen? Why there is heimatlos, stateless in
a cultural sense? For assimilation and enlightenment,
the Anekantavada teaches that what you are seeing
is true but it is not absolute truth. It is just like looking
one side of the mountain, and ignoring the other. On
the other hand, the doctrine of Satvada seems to unify,
harmonize the notions of an individual into a predictable
whole.
The poetry tradition in Jainism is an outcome of ethical
practices. The Jain Bhakti poets, often seen as
proponent of discontented towards the dominant
cultural norms. What imbues often in Jain literature is
that a large number of literatures have been penned by
anonymous poets, called as Stavan poets who varies
from poetry to prosaic. There are, in fact, not at all
didactic poems, rejecting mundane attachments, rather
many of the texts ended up with positive lyric models.
The ancient teachings of Arihantas, as an essence,
can be traced in “The Navakar Mantra.” A hallmark
of Jain literature, often seen as a revived positivism, is
a deconstruction to arbitrary powers and to the
discourse of marginality; and this is something that Jain
literature conveys. As Shah observes:
The preaching’s of Mahavira and his successive
aacaaryas influenced the whole of society and
his teachings were delivered simply and in the
language of common people. He taught the
equality of souls, self-reliance and responsibility
of one’s own actions, non-violence and
reverence for life, truth, non-stealing, nonattachment, relative pluralism and an easily
understood spiritual path to liberation for all (Shah
155).
What constitutes appropriate philosophical readings of
another popular Jain texts and its mise-en-page, for
instance, Ratnakar and Shravakachaar and
Purusarthsiddhiupaya, is to deal with the politics of
performing marginality. The notion of Samyak
Darshan7 in Ratnakar and Shravakachaar has been
emphasized and relied upon developing empathy for
the pains and pleasures of human beings. Excluded

from the power centre, the Jain munis during the
Mughal reign, in Ratnakarand Shravakachaar professed
that dominant culture shall pay a price for disparity, but
the ruled lines should embrace the philosophy of
Samyak Darshan. It professed that Samyak Darshan
is better than knowledge and character. Understanding
this fact, one should make effort to gain it. For this
reason, it is called steersman in the path of salvation.
Acharya
Shri
Amrit
Chandrasuri
in
Purusarthsiddhiupaya along with the deliberations of
Samyak Darshan discuss seven qualities vis-à-vis
honesty, dispassionateness, tolerance, forgivingness,
joyousness, and self-respect which were viewed as
chronological developments to withstand against the
institutionalized rituals of marginality.
During the fourth century, the Jains, in Gujarat
particularly, found themselves removed from the political
discourse. Hiravijaysuri, in his Tapa Gaccha, warns the
power that his community should be treated equally.
The texts like The Satkhandagama, The Nishitha
Sutra, Vipakasutra, Harivamsapurana, Mulachara,
Samayasaar, Aaptamimansa etc just to name a few,
motivate the mankind to follow the path of dharma so
that the prevailing evils, political policies of impartiality
and malpractices can be curbed. These texts also
demonstrate insights and spiritual liberation of women,
presenting an oxymoronic position of women as
narrated by modern feminist theorists.
Sikh Literature
Nothing appears more fascinating that the central
sacred text of Sikh literature, i.e. Adi Granth or Sri
Guru Granth Saheb, compiled by Guru Arjan Dev in
1604. Guru Arjan Dev composed this text by compiling
the voice of saints and poets from different sects and
castes of India. The sacred text imbibes almost all the
major scriptures including Vedas, Upanishads,
Ramayana, Mahabharata, just to name a few, and,
today, it has become an integral part of Sikhs lives.
Guru Nanak, in the Jot Bigas, glorifies the saints and
destroys the wicked. Nanak says that all human beings
are “one” and incarnation of God; the Guru is a guide
to all the devotees. He justifies the position of a Guru
who can act as a messiah of the deprived individuals
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or groups.
The Guru is the ladder, the Guru is the raft,
The Guru is the boat that will take me to the Lord,
The Guru will carry me across the ocean, the Guru is the
Shrine, the river;
If he wishes, I will bathe in the pool of truth, and become,
Radiant and pure. (Ghosh 04)
The Mughal Emperor Aurangzeb when forcibly
converted Kashmiri Pandits, Guru Teg Bahadur, the
ninth Guru of Sikhs, unhesitatingly decided to fight
against the oppression. Guru Gobind Singh in Bachitar
Natak observes the martyrdom in the following words
which reminds that Sikhism propagated to challenge
the agency and power;
…He gave his head but never cried out in pain.
He suffered from the sake of his faith.
He lost his head but revealed not his secret.
He disdained to perform miracles or juggler’s tricks,
For such fill men of God with shame… (Grewal 116).
Carrying forward the legacy of Sikh Gurus, steeped in
sacrifice and human compassion, Guru Gobind Singh
also sacrificed his life to root out the prevailing
inequalities among the disadvantaged section of the
society. The Guru was a great poet, and it was this
quality through which he disseminated his spiritual
knowledge on diverse issues of life; a critical vigilance
of the Guru’s poetry shows his attempt to eradicate
the social doers, evils, and an opposition to the power
structures, radical upheavals and ideological
destabilization of his period. To encounter the inequality,
the Guru introduced inter-dinning among Sikhs,
irrespective of caste, creed, race and colour.
Hamstrung by the cultural and political disturbance of
his time, the Guru associated the sword with God. But
at the same time, his poetry has this unerring tendency
to awake the masses for self-respect, dignity, selfdefense and the protection of weak and depresses.
The Guru’s Japu Sahib seeks cultural and emotional
integration, something the Mughals, dominant and tyrant
rulers hardly imbibed. The Guru in Akal Ustat, suggests
a counterproductive, and reminds uselessness of

material gains: “God provides to all, why then waiver,
O my mind/ The Beauteous will take care of these
also” (Kaur 176). Grewal writes, “Apart from the
praises of God, the Akal Ustat embodies Guru Gobind
Singh’s outlook on the nature of God, unity in diversity,
prembhagti (loving devotion), God’s omnipresence and
omnipotence, the equality of human beings, and various
sectarian dispensations” (Grewal 71). All odds
notwithstanding, the Sikh literature attempted to
establish subversive discourse, setting a valorized
oppositions within the ambit of Indian cultural and
values. Both in conviction and belief, the Guru gave
befitting reply in Zafarnamah to Aurangzeb, very
studiously and punctiliously, when he was inspired by
his erudite acolytes, to the Mughal style rendered in
Arzdasht. The Guru had the audacity to counter the
authority.
KasePushtuftadpaseshernar
Na gird buz o mesh o aahuguzar
As one protected by the lion
Is set free from all fear,
He cannot then be harmed
By goats, sheep and dear (Singh 18).
Conclusion
In the examination of Jain and Sikh cultures through
their literary texts, which submit itself readily with a
variety of voices and styles, I would argue that a vast
body of literary texts from both traditions are
considerably liberated and interpreted from diverse
perspectives. We cannot afford to disassociate
ourselves from the important features of Jain and Sikh
texts which may lead us to have a cognizance of
marginality, and create a shift in our persistent paradigm
leading to decentralization of our existing conceptual
insights, inequalities and stereotypical mindsets.
Interestingly enough, the creative visions of Jain and
Sikhs writers and poets enable the readers to analyze,
completely out of self-approbation, a successful
challenge against the obsessive culture of centrality.
To encapsulate, I would submit, even though
conventional discourses of marginality chase mirage
of exclusion and marginalization, exceptions to the rules
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can be found in examining Jain and Sikh texts as they
unravel the various strands of discourses and by doing
that instill a holistic perspective into reader’s mind.
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Abstract:
The concerns for the environment, fish biology and
oceanography have gained growing importance in
children’s literature. A considerable number of
literary and visual texts have been found exemplary
and exciting in disseminating knowledge, so far
as children’s psyche is concerned. It offers healthy
entertainment for children, where they may feel like
deliberating and delineating the discourses on the
animals and the organismsin waterbodies. Rivers,
seas and oceans are a treasure of innumerable flora
and fauna that has amazed the professionals and
their imaginations from time immemorial. Guardians
and parentsare ofteneager to find texts and related
stuff for children that are enchanting,
knowledgeable, exciting and entertaining too.
Visual imagination and sophistication have amazed
kids in cinematic text, and Finding Nemo offers
quite interesting acquaintances with sea creatures.
Finding Nemo offers a rare story of love,
compassion and courage for children, cantering it
on hope and survival through a balanced act of a
clownfish called Nemo. The present article is a
working analysis of Stanton’s Finding Nemo, a
significant visual text for children, charting its
association to kid’s world of imagination and
concerns for the environment.
Keywords: Environment, Children’s Literature,
Cinema, Visual imagination,Relationship
While going through the experiences of young minds

of the children, it is very convincing to read them like
crazy, curious and inquisitive human brains, inventing
in their own unique terms. The knowledge volumes of
the Junior Encyclopaedia for Curious Young Minds,
too could be an inseparable companion for children.
Many children are seen not letting their fingers stop in
the study of amphibians. Especially fish is quite a
popular object among children. One can easily find
these children telling the stories of their imagination,
underwater. The children find millions and millions of
species of fish and other water creatures as their close
friends. Interestingly, they do not exactly understand
how to count millions of varied aquatic lives under
water. When it comes to water, it is the oceans that
they can count on fingertips, to speak of Arctic, Pacific
and Indian Ocean, of course, at such ease and defined
the aura of their shaped imagination as if they are
talking of something as the next-door ponds or lakes.
One can observe them finding a lot of fish talking to
them right out of Yellow Sea, the Black Sea, the Red
Sea. The younger mind’s fantastic imaginary exploration
keeps elevating everyone’s spirit to remain intact with
the aquatic lives, specifically the varied variety of fish,
and their beautiful hues and fins that they sketch, draw
and colour in. The children put them in their imaginary
seas and oceans that occupy pages in their drawing
books and stickers. The cravings for procuring print
outs, stickers, books, magazines and encyclopaedia that
shape and talk of fish, make them dance, sing to their
tunes, language, colours, flippers and flappers that only
they can understand.

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

264

In their charged conversations, the children may be
seen to share with parents and others that the Gray
Whale is the longest mammal that can swim up to ten
thousand kilometres, only to leave anyone stunned and
surprised. One would be amazed to find the same,
elaborating the details on page 99 of Junior
Encyclopaedia for Curious Young Minds that gives
complete information of the swimming skills of the Gray
Whale in the subtropical waters of Baza, Mexico. It is
to our surprises and amusements that they oftenplay
fish-related games, as their favourite ones, again to
reveal their knowledge of Piranha fish, often
transforming their roles into one of those piranhas that
feed on almost anything that comes her way in the
fresh-water rivers of South America. Interestingly, they
can be found describing the Piranhas’ natural habitat
as one of the significant creatures, and that there are
those quite harmless piranhas – the vegetarians that
live on a diet of fruits. The conception of Piranhas
being tiny creatures with scathing teeth which can even
eat big sharks and humans would obviously be filtered
with an added knowledge that the children often ask
us to refer from books. For instance, one such stuff is
written by Anita Ganeri, where Michel Posen has
illustrated Piranhas at page number 13, that it “can
strip the meat off a cow in minutes” (Ganeri13). These
beautiful inquisitive minds often talk about the working
of Fighting Fish, Shooting fish, Scaly Armour, fish that
change colours, Hammer-Head Fish, Sharks,
Mermaids’ Purses, Ray Fish, Hag Fish, Shrimp,
Porcupine Fish, the Mud Skippers, Angler Fish, Floating
Fish, Cold Fish, Gentle Giant, Sea Anemone, Sea
Urchins, Stone Fish, the Flounder, the Great Barracuda,
the Siamese, Jelly Fish, Clown Fish, Blue Whale,
Discus, Shoals, Saw Fish, Sea Horses, Crabs, Star Fish,
Clams, Slugs and Snails, Squids,Oysters,CutletFish, Sun
Star, Sea Cucumbers, etc. They talk about Round white
coins called Bottom Dollars, Dolphins, Porpoises,
Singing Whales, Back Scratchers, Narwhals and Bottle
Noses, Brainy Whale,Octopus and some sea monsters,
Molluscs, Tube Worms, Lobsters, Neon tetra, and a
number of Bizarre Beings.
Coloured with the fanciful, imaginary and knowledge

power pack, an interesting children’s film, and an
exemplary visual text called Finding Nemo directed
by Andrew Stanton deserves special attention.Finding
Nemo is an American animated film. Representing the
genre of an animated adventure film, it was released
in 2003, and since then it is reining the imagination of
children around the world. The screenplay of Finding
Nemo is credited to be written by Bob Peterson, David
Reynolds, and Andrew Stanton from a story written
by Andrew Stanton.
Primarily Finding Nemo is the story of finding a baby
clown fish Nemo by his father -clown fish Marlin.
Father fish Marlin used to keep his little son Nemo in a
much pampered and protected zone. Unfortunately,
on an ominous day, Nemo is lost, and here starts the
adventure where Marlin sets on overcoming the odds
with Dory, a regal blue fish tang.
Finding Nemo, a 2003 Pixar animation style,
exemplifies a visual text, a vision of images and rare
unexpected beauty of nature in its varied colour and
form that brings the life under the sea, the flora and
fauna of shallow water, somewhere close to Australia.
It is a moving story that swings the emotions of the
audience – kidding at times and tragic at the other
moments. It connects to the hearts of children at large.
The story brings to the kids, the adventures of little
Nemo, a clownfish. Although born with an
underdeveloped fin, Nemo, with a curious mind always
thinks to invent and discover the world around. Nemo
has a desire to see and find how the world, round it,
works. The kids find themselves being attached not
only with its colourful bodily aura but also with ‘the
entire time carefree attitude.’ They want to swim with
Nemo across the sea and want to enter the world of
colourful tropical fish, and to penetrate the zones
generally prohibited by Nemo’s father Marlin.
Marlin is anxious and worried about Nemo’s craziness
and crafty character that frequently encourages Nemo
to follow up the root hidden to it. Any guardian or
parents of a son or daughter would find Marlin, the
father of Nemo as one’s close associate who would
advise the children to be cautious of the dangers and
the life-threatening vibes and would often ask to take
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measures and precautions before entering the ways
of the world. Marlin, like any father, is obsessed of his
love to the only child whom he could saveafter a muchexaggerated warlike situation, when he and his wife
Coral, the female clownfish could not protect all those
four hundred eggs that were lost to the attack by
Barracudas. It is shown in the film that on the first
day of his school, Nemo receives many advising and
warnings from his father Marlin, for instance, to stay
away with the mess in the class and avoid the dangers
of the deep water. Marlin, after the loss of his wife
Coral and their other eggs, could not accept the risk of
losing Nemo anymore. His advice to his son reminds
the similar fatherly guidance as of Polonius to Laertes
as a caution one should keep in mind apropos to the
ways of the world, in William Shakespeare’s play
Hamlet. All adults, perhaps, would associate with the
genuineness of the advice of father Marlin to his little
clownfish Nemo on an average estimate of this kind
of relationship that binds humans together.
The children may be observed to be anxious and
astonished to find little Nemo, forgetting all advice of
his father Marlin, when it, suddenly, was caught up by
a pair of scuba divers through a speed boat at a greater
distance from the Great Barrier Reef. The Great
Barrier Reef was the place where Nemo used to live,
over Sea Anemone, with his father Marlin. It flashes
across immediately that the great Barracuda has been
known to attack humans. The Junior Encyclopaedia
for Curious Young Minds reads that “these creatures
vary in size, the biggest reaching up to two metres,
and they have very long and sharp teeth.They are known
for many attacks on divers, especially the ones that
have a lot of shiny stuff on them. This is because they
confuse the shiny objects with the shiny scales of their
prey. They love bright and glittering things, so the next
time you want to go deep-sea diving you might want
to leave your jewellery at home” (160).
The untoward incidence is a heavy penalty that Nemo
had to pay in disobeying his father’s concerns, for
which he was often unintentionally embarrassed during
his dropping at Nemo’s school. The story, then, is
fabricated to cover the adventurous journey that Nemo’s

father Marlin took on, along with his friend and
companion Dory,a female Blue Tang, who suffers from
a short-term memory loss.Nemo has been shown to
be a captive in the saltwater aquarium of a dentist in
Sydney, where he meets many a fellow fish mate. It is
here that he learns to fight for the big escape. Nemo’s
thoughts on dentist’s niece Darla often horrify him on
the pretext that his other fellows of the tank shared
regarding Darla’s careless attitude and maltreatment
towards fish in the aquarium. It is because of dentist’s
niece Darla they have lostsome of their dear fish mates
in the recent past.The sympathetic attitude of Migel, a
pelican, towards the fish in the tank gang, has been
amazing and awesome to bring about the incredible
elements of the plot towards the final escape of little
Nemo and the final happy meeting of Nemo with his
father Marlin. The ending of the story and the happy
meeting of Nemo with his father Marlin comes alive
with a twist in the story when Dory, in the whole
process, is caught up by a fishing boat. It is now that
brave Nemo enters the net to pass an order, and to
cast influence upon the fish to make them swim
downward in order to break the boat’s net. It is all
with a purpose to escape, and they remain successful.
It is here that Nemo’s aunty Dory reunites with his
friend Marlin, Nemo’s father. The children are taken
to make up a big bang, clapping for the safety of the
fish whose lives are saved underwater.
Clownfish as of Marlin and Nemo do not seem to be
clowns at all, they exemplify rare courage and patience
and a story of faith and belief, a warm relationship
that binds them together. Their story inspires every
human being. What one cannot forget in the deep blueblack waters of the sea is that when Nemo’s father
Marlin and his friend Dory, the Blue Tang were
engulfed by a blue whale, leaving the children dumb
and silent. However, the episode energises the children
with the hope that the clownfish and the Blue Tang
would be able to make up their survival. Junior
Encyclopaedia for Curious Young Minds states
that “the largest of all the sea animals are the whales.
These creatures look like huge fish but in fact, they
are mammals; they breathe air and are warm-blooded
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creatures. This means that their bodies remain warm,
even if the sea is cold. Whales breathe air just as we
human, do and often have to come to the surface for
air every five to seven minutes. If they stay underwater
for too long, they can drown” (173). It is amazing to
find Blue Tang Dory, communicating their plight of
finding Nemo in the eastern Australian currentsto the
Blue Whale (that engulfed Dory and Marlin), and the
Blue Whale helping and carrying them to Sydney
Harbour, expelling them through his blowhole.
Similarly, it amuses the children to find the scene of
Seagulls fighting for the prey Marlin and Dory who
were saved by Nigel, the pelican. The language and
behaviour of the porcupine fish, the Sea Star peach,
Cleaner Shrimp, the Blow Fish Bloat, Royal Gramma
Gurgle, the Dam Selfish Deb, celebrating the arrival
of Nemo, and contributing to his training of making a
narrow escape from the dentist’s aquarium, offer some
beautiful sights to look and enjoy at.The devastation
of the aquarium at Darla’s arrival, and the ultimate
culmination of the movie taking the fish off the aquarium
into their way back home sea,gives a lot of satisfaction
to the kids and audience at large.
The cinematic text, Finding Nemo, effective
lyportrays, nature’s own set of rules and frameworks
that know to make up a fine balance in the
environment. It questions the human understanding of
handing fish aspets. The rebellious nature of the
environmental lives has much to speak on the factors
and measures that should be facilitated to penetrate
each and every organism’s space in the environment.

The film for the children speaks on the relationship
that binds us together in the environment, a story of
rare courage, skill and training towards hope and
survival. It is, indeed, such a visual text that delivers
the mysterious world of water, and the treasures that
the water bodies have, since the time immemorial, to
the cause of the beauty of nature and environment.
Finding Nemo shares many subplots with Pierrot the
Clownfish, a children’s book that,to an extent,
establishes a few similar thematic understanding
(Perhaps that is the cause that allowed the author of
Pierrot the Clownfish, Franck le Calvez to sue Disney
for infringement of his intellectual rights. However, the
judgment was ruled against him on the pretext, citing
the colour differences between Pierrot and Nemo).
The book Pierrot, the Clownfish and the film Finding
Nemo, both are worthy of being significant texts in the
category of Children’s literature.
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Abstract:
The violence of the Partition of India in 1947 is
comprised not only of physical wounding but of
psychological wounding as well. The different tales
of memory, nostalgia and trauma remain embroiled
not so much in the national discourse as in the
subjectivities of individuals who have been directly
or indirectly afflicted by the event. A close
examination of Indian Partition fiction provides us
with an understanding of the anguish and despair
of the people who have been victims of the Partition
holocaust. Narratives such as Manju Kapur’s
Difficult Daughters call attention to the long drawn
and multifaceted effect of this historical event on
the psyche of the women of the country. What is
significant here is that women’s experience - the
way they recall the event, the tales of their nostalgia,
trauma and agony, provide a new perspective in
looking into Partition history. This research article
makes an attempt to analyze how far Partition
fiction provides us with an understanding of the
nature and extent of psychological trauma and
sufferings of women who were compelled to adapt
themselves in a new place after being uprooted from
their homes. The study has been carried out with
reference to Manju Kapur’s novel, Difficult
Daughters in an attempt to highlight the
multidimensional aspects of the nostalgia, trauma
and sense of rootlessness experienced by the
women of the country during the Partition
holocaust. The present study is based on a critical

analysis and interpretation of Manju Kapur’s
novel, Difficult Daughters from the perspective of
trauma theory. It highlights the issues relating to
the multidimensional aspects of the nostalgia,
trauma and sense of rootlessness experienced by
the women of the country during the Partition
holocaust and their representation in the selected
novel by Manju Kapur.
Keywords: Partition, Trauma, Women, Nostalgia,
Rootlessness
The Partition of India in 1947 is not just an incident in
the country’s political history but it has also directly
affected the common people of the nation, bringing
about a myriad of suffering to the masses. Partition
line had been inscribed between the two newly born
countries, India and Pakistan in the name of according
people their rightful places where their religion would
be safeguarded and all their interests would be
protected. The question that pertinently arises is how
far the dream of the common people of the nation who
endured immense hardships to reach the promised new
and pure land had been fulfilled.
Partition narratives very often portray a dismal picture
of the state of the people who somehow managed to
reach the land of their dreams, leaving behind their
homes and states. The different tales of memory,
nostalgia and trauma remain embroiled not so much in
the national discourse as in the subjectivities of
individuals who have been directly or indirectly afflicted
by the event. A close examination of Indian Partition
fiction provides us with an understanding of the anguish
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and despair of the people who have been victims of
the Partition holocaust.
This research article makes an attempt to analyze how
far Partition fiction provides us with an understanding
of the nature and extent of psychological trauma and
sufferings of women who were compelled to adapt
themselves in a new place after being uprooted from
their homes. The study has been carried out with
reference to Manju Kapur’s novel, Difficult
Daughters in an attempt to highlight the
multidimensional aspects of the nostalgia, trauma and
sense of rootlessness experienced by the women of
the country during the Partition holocaust.
The present study is based on a critical analysis and
interpretation of Manju Kapur’s novel, Difficult
Daughters from the perspective of trauma theory. It
highlights the issues relating to the multidimensional
aspects of the nostalgia, trauma and sense of
rootlessness experienced by the women of the country
during the Partition holocaust and their representation
in the selected novel by Manju Kapur. The primary
source consulted is Manju Kapur’s novel, Difficult
Daughters. Besides the primary source, secondary
sources have been consulted as well, together with
utilization of various library resources and internet
materials.
The partition of India is a human tragedy and an epoch
making event of far reaching impact on the life of the
people of the subcontinent. The violence of the Partition
is comprised not only of physical suffering but of
psychological wounding as well. Even decades after
the historical event, the Partition continues to live on
in the minds of the people of the country.
Narratives such as Manju Kapur ’s Difficult
Daughters call attention to the long drawn and
multifaceted effects of this historical event on the
psyche of the women of the country. It is not that the
psychological impact of the event on women differs in
degree from that on the men of the country, but it
definitely differs in terms of dimension. What is
significant here is that women’s experience - the way
they recall the event, the tales of their nostalgia, trauma
and agony provide a new perspective in looking into

Partition history.
Both men and women have been affected and
traumatized by the Partition holocaust and realities but
the violation of women’s sexuality distinctly connects
the mind and the body in a most obvious manner.
Nowhere is this link between the physical and
psychological trauma so apparent than in the
experiences of the female victims of the Partition riots.
Therefore, the female experience of the violence, and
their dislocation and trauma presents a new dimension
to the event. The women who were tarnished in the
hands of the men of rival communities, if not dead,
faced social deaths i.e. were not accepted back by
their own family members. Many of them were
compelled to stay at rehabilitation camps, many
perished, some were sold off, while some others found
their ways to brothels or if fortunate enough, got married
to their abductors and settled in a new country, severing
all ties with their natal families.
Both the distress of women who had been sexually
dishonoured and of those who managed to escape it
by migrating to the other country is related to physical
trauma. While the former group faced sexual violation,
the latter group was physically ripped off from their
homes and their birth places. This article examines
Manju Kapur’s Difficult Daughters to understand the
nature of the trauma of the women during India’s
Partition, associated with the reality when one’s home
and roots are destroyed and intruded upon. In a broader
sense, it can be said that the Partition holocaust
witnessed the breaking down of many women’s
personal worlds.
Narratives such as Manju Kapur ’s Difficult
Daughters show that the agony and distress associated
with migration remain permanently imprinted in the
psyche of the people. The scar remains fresh and
memory interminable, even years after the eventuality.
In the novel, the character Swarnalata’s utterance
summarizes the distress of an entire generation
witnessing the destruction of the hopes they had
nurtured for their free nation. As Ida asks Swarnalata
if she had also left Lahore after Partition, the mental
suffering of the older woman becomes quite evident:

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

269

Her voice fluttered and trembled over the
division that had ploughed furrows of blood
through her generation … Nothing was going
to make us forsake it…We had always
coexisted. Why not now? (Kapur 124)
Ida narrates how Swarnalata, who has always been a
strong believer of the integrity of the diverse
communities of her country, had to flee from Lahore
once communal tension broke up as a result of the
Partition:
When they received the worried, secret
warning from a Muslim friend they too hastily
departed ... As it was they were hanging on
by a long emotional thread that needed but
one direct threat to snap. (Kapur 124)
Initially, Swarnalata and her associates could not
believe that they had to leave their beloved city where
they had spent their youth, carried out processions,
conducted rallies and held conferences in support of
national integrity in the face of British imperialism.
Swarnalata’s disbelief becomes a metaphor for the
sheer absurdity of the act of partitioning one country
on the basis of religion. Alok Bhalla writes in
connection with this tragedy when millions of such
people had to take the decision of leaving their homes
almost overnight and also comments on the futility of
religious fastidiousness as the basis of dividing a
country and its people:
A majority of the migrants were ordinary
Hindus, Muslims, or Sikhs who were more
concerned with the problems of survival in
their daily lives than with their religious
identities ... Many who crossed the newly
marked borders, even those who had
supported the various demands of separate
countries, did not want to leave the places that
they had come to regard as their zameen, their
piece of ground, their home. (Bhalla 4)
Like thousands of people during the time of Partition,
Swarnalata’s family also left behind all their properties
and belongings with the hope of coming back, once
the abnormal situation would get over. They were sure

that it was just a passing phase, absurd and temporary.
Swarnalata’s recollection of her plight helps the readers
to understand how an entire generation of the nation
became mendicants overnight and what hardships they
had to face to rebuild their lives in an entirely alien and
new surrounding. But what is emphasized by most of
the narrators of the partition story is that even if these
uprooted people, through immense struggle, could
regain establishment and material comfort, they could
not escape the sense of loss and pain throughout their
lives. After the interview with Swarnalata, Ida reflects:
Swarnalata’s nostalgia is so strong that 1 felt
it too. We live in the long shadow of those
times. We live in the long shadow of those
times, I thought as I sit before her, my pen my
votive offering to her age and history. (Kapur
125)
The expression of this sense of nostalgia acquires
different manifestations in different persons. While
Swarnalata is expressive about her experiences during
the Partition days, her friend Virmati chooses to remain
completely silent on this subject. Ida comments on her
mother’s unwillingness to talk about the past, “No use
thinking about the past’, had been my mother’s axiom,
blanketing everything in oblivion.” (Kapur 125)
There are several references to this reluctance to
speak about that time by many survivors of the
holocaust in Urvashi Butalia’s book. She writes:
One of the commonest responses I
encountered when 1 began work was people’s
(initial) reluctance to speak. What, they asked
me, is the use of remembering, of excavating
memories we have put behind us? (Butalia 1011)
However, this reluctance to remember the past does
not necessarily quell the people’s sense of suffering
and nostalgia associated with the eventuality. For
instance, Virmati’s silence did not repress her trauma.
It communicates her pain not only for the loss of her
homeland but also for the loss of her conviction in the
Utopia she believed she could build with the person
she loved.
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As in several novels written on the background of this
turbulent time where the story of a young protagonist
is narrated, in Difficult Daughters too, the narrative
provides us with two parallel trajectories that demand
to be read against each other. The happenings of the
public sphere collide with the happenings of the
protagonist’s personal life. The nation’s freedom
struggle reaches its pinnacle as the protagonist’s
struggle for personal emancipation eventually etches
the line of partition between her and her family
members. Virmati’s refusal to recollect the past conveys
her mixed feeling for the time and space within which
she had strived to find an independent life of her own
and subsequently lost her innocence and girlhood.
Trauma theorists often emphasize how the survivors
of holocaust remain silent about their trauma that
subsequently gets expressed through the second
generation. Virmati’s silence instead of repressing the
memory, underlines it. This could be the reason why
her daughter Ida is driven to uncover the past. She
makes a visit to the place where her parents met for
the first time, the Government College of Lahore. This
can be read as an interesting case of what in trauma
theory is known as the “conspiracy of silence”. It is
the behavior of a group of people that by unspoken
consensus, does not mention, discuss, or acknowledge
a given subject. Diane Harvey in her treatise on how
the Jewish Holocaust has a deep impact on the children
of the survivors, discusses the manner in which
children growing up with an undercurrent of
bereavement and mourning unwittingly inherits the
trauma of their predecessors. She writes:
During their childhood, children of Holocaust
survivors or second generation survivors, as
they have come to be known, have been the
unwitting recipients of their parents’ trauma.
Survivor parents have unconsciously
transmitted onto their children much of their
own traumas, as well as investing them with
all their memories and hopes.
(Harvey 23)
Harvey’s hypothesis finds a literary substantiation in
Kapur’s narrative. The novel opens with Ida’s

comment, ‘The one thing I had wanted was not to be
like my mother.’ This is further emphasized by the title
of the novel, Difficult Daughters. Ida counters with
Virmati in every possible occasion and tries to mould
herself in an exactly opposite manner than that of her
mother. Yet, Virmati’s suppressed nostalgia and
rootlessness are inherited by her daughter. The
narration describing Ida’s exhilaration on visiting
Lahore reinforces this point:
Going to Lahore is not easy. It takes me two
months. The queues in the visa section are
long, the atmosphere between the two
countries as usual hostile… until I thumbed
through the pages of people’s memories, and
saw my questions as a bookmark in their
leaves. (Kapur 126)
The use of words like ‘possessively’ and ‘hunger’
explain that Ida, who was otherwise born and brought
up in post-partition India, nurses this intense love and
passion for the land of their ancestors. As Ida goes to
visit the Lahore Government College, the place where
her parents met each other, her intense sense of
satisfaction seems to stem from her finding of her roots:
And the Oxford of the East. I saw
Government College Lahore, first from the
road … I take photographs of every turn in
the staircase, the corridors, the classrooms,
outer and inner aspects, knowing I may never
be able to come again. (Kapur 126)
Kapur’s narrative highlights how the memory, nostalgia
and feeling of rootlessness get transmitted through
different generations.
From the above discussion on trauma of women
resulting from an acute sense of nostalgia and
rootlessness arising from one’s loss of homeland, it
can be concluded that there has been an intense
psychological turmoil for the women of the subcontinent
as they had been affected by the Partition of India.
Narratives like Manju Kapur’s Difficult Daughters
quite effectively bring out not only the wide range of
the partition trauma but also the gendered nature of it.
The trauma of women in Partition thus acquires
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multiple dimensions as they were not only physically
assaulted but also simultaneously denied kinship
structure and were shorn off their basic identity. The
process involves according to Antjie Krog’s contention,
denial of the very self as the body becomes “the site
of torture and severe trauma”. It also incorporates what
in Jenny Edkins’ words “a betrayal of trust”, as the
family disowned the victimized women. The fiction
written on this historical period thus helps the reader
to understand the wide range of psychological trauma
of the women victims of the Partition.
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To condense an epic of 24000 verses into a limited
sphere without causing any harm to the age old
sentiments that is associated with it is not a very easy
task. However, Professor Emerita Dr. Bashabi Fraser
in her book The Ramayana: A Stage Play and A
Screen Play has done the above mentioned task
commendably. As Professor Deb Narayan
Bandyopadhyay states in the Introduction of the book,
‘Fraser has successfully transformed the epical into
the dramatic’ (xiv). The cover page designed in the
style of Kangra or Nagarkot style of painting gives us
a feel of the ancient and medieval times. It transcends
our mind to an era and before we start reading our
mind is ready to encounter the society in which the
epic is set.
For people who have grown up in India The Ramayana
is a known story and our lives at some point of time
has invariably been affected by the story irrespective
of the communities to where we belong. And for people
belonging to a different cultural background The
Ramayana has always been a hazy spot, almost like
an ‘exotic’ landscape full of Gods and sages, demons
and the ultimate triumph of the good over the evil.
Fraser in her storytelling has catered to both the above
mentioned groups. Her form of storytelling is simple
yet elegant, short but does not hamper the essence of
the story in any way all the while marking the relevancy
of the story in today’s world. It is a book which will
keep you glued to the pages, a story known will unfold

before you in various unknown aspects and will hold
all your attention till the last page.
Fraser has completely preserved the zeitgeist of an
epic - the book has a character list which gives the
readers a short bio-note about their clan; the story
begins in media res – in the middle of a jungle where
Dasarath mistakes a blind man for a deer and shoots
him and ultimately receives a curse which makes the
wheel of fate and destiny revolve.
The stage play, told from the perspective of an
omniscient narrator is an excellent and effective
adaptation. The intelligent division of the scenes into
various acts keeps our interest intact and makes it
easier for us to perform the play. Even while reading,
the short and crisp dialogues and the apt breakup of
scenes plays out like a play in our head. We can actually
visualise the events and hear the conversations between
the characters - Ram and Lakshman fighting with the
demons, the grand marriage ceremony of the four
prince brothers of the Kosala kingdom, the desolate
condition of Dasaratha when he was forced to banish
Ram, his favourite son, into the forest for 14 years and
make his younger son Bharata king to keep his promise
to his second wife, Kaikeyi. The war scenes are replete
with powerful imagery, ‘a missile misses Ram as
Lakshman’s arrow diverts it’ (Fraser 11) and Fraser
has brought about various contemporary references
which help the readers to connect with the actions
‘beer belly’ (Fraser 19). The use of modern equipments
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like back screen to project certain events juxtaposes
the ancient and the modern but does not cause any
damage to the pace of reading. The various
mythological characters have been described in mere
one-liners so as to not confuse the readers with too
much information but are enough to mark out distinctly
the characteristics that make each and every one of
them unique. The author has not burdened the readers
with her own judgement or opinions about any
character or event but has fully left this particular
sphere to the discretion of her readers. The elaborate
description of the props and setting: ‘the King’s bed
chamber…on a carved king-size bed with an elaborate
canopy’ (Fraser 5) and the exact movement of the
characters: ‘moaning and shaking his head from side
to side in his sleep’ (Fraser 5) and the timely
intervention of music helps in imagining the exact
lifestyle and the physiognomical details of the
characters and at the same time serves as an effective
guide if one wishes to enact the play.
The screen play, told from Sita’s point of view gives a
much needed feminist perspective that has been long
due to the epic. The prologue of the screen play gives
a brief over view about the background of the story
before the action actually begins. Instead of only
focusing on Ram, Sita also tells us about the story of
Lakshman and gives minute, yet, accurate details that
help in effective understanding of the layers of the
epic. And when Sita states that it is not only Ram and
Lakshman’s story but her story too we are immediately
reminded of the unjust trial or ‘agni pariksha’ that Sita
had to undergo to prove her loyalty towards her
husband: ‘the story of my undeserved trial which upset
everything forever, and nothing was the same again’
(Fraser 88). The screen play metaphorically grounds
the relevancy of the story as the narrator, Sita, states
that: this story is about a curse and promises, about
love and loyalty, about good and evil and a mighty battle
(Fraser 88)

making it aptly clear that this is the ongoing trial
between good and evil which will exist as long as
human beings exist on the earth. Whenever we read a
traditional retelling of Ramayana our entire attention
span focuses on the bravery of Ram, Lakshman and
Hanuman who uses their powers to ‘save’ Sita. But
nobody talks how Sita also remains firm in her stand
and effectively dodges all the tricks played on her by
Ravan and saves herself within the limited spheres of
captivity. The last lines of the screen play: ‘But this is
not the end of my story or Ram’s story…It goes on…’
(Fraser 133) makes it clear that the story does not
have a definite ending and probably this has kept the
story etched in our memories for centuries.
Overall the book is a delightful read and an excellent
re-telling of the epic The Ramayana. It successfully
and neatly ties the story and after turning the last page
we realise that it has and will effectively cater to both
the target groups. For people who have not read The
Ramayana it will give a condensed idea about the main
story line of the epic and for people who have been
associated with the book since birth it will bring back
a treasure trove of memories.
The Ramayana: A Stage Play and A Screen Play
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Publisher : Aadi Publications, Jaipur, India.
Year of Publication: 2019.
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’±1yøÌ –
¸S¸˜”À˝√√˝◊√ ˙Ç1À√Àª ø√ Œ˚±ª± Ú±È¬… ¸—¶‘®øÓ¬1
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ﬂ¡] ø√Ú ˆ¬±›Ú±1 ﬂ‘¡¯û Ú±‰¬ ’±1n∏
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Ú±‰¬ ’±1n∏ ’±Úø¬ıÒ ∆˝√√ÀÂ√ Œ˙°±ﬂ¡1 Ú±‰¬º¬ ıÂ√1 ¬ı±·1±1 ˘À· ˘À·
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¬Û1± ¬Û=±˙ ¬ı± ¯∏±øÍ¬ ¬ıÂ√11 ’±·ÀÓ¬ ¸S1 ˜øÊ√˚˛±Ó¬ Ú±È¬À¬ı±1
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ﬂ¡1± ˝√√í˘º ¸S1 ˜øÊ√˚˛±1 ‰¬±ø1À¬ı11 ¬Û1± ˆ¬±›Ú± Œ˚øÓ¬˚˛±
¬ı±ø˝√√1Õ˘ ›˘±˘, ’±øÊ√1 Ê√Ú·Ì1 1n∏ø‰¬ ’Ú≈ﬂ”¡À˘ ŒÒ˜±˘œ1
’—˙Àﬂ¡ Òø1 Ú‘Ó¬…, ¬ı‰¬Ú ’±ø√ ¸ﬂ¡À˘±À¬ı±1 ¬ı±Ê√Ú± ¬ı± Ú±À‰¬˝◊√
‰≈¬øÈ¬ ﬂ¡1± ˝√√í˘º ¬ıÓ«¬˜±Ú ¸˜˚˛Ó¬ ’¸˜1 ¬ı±ø˝√√À1› ˆ¬±1Ó¬¬ı¯∏«1
ø¬ıøˆ¬iß õ∂±ôLÓ¬ ˆ¬±›Ú± ¬Ûø1Àª˙Ú ﬂ¡1±1 ¸˜˚˛Ó¬ &1n∏Q ’±À1±¬Û
ﬂ¡ø1 ¸ﬂ¡À˘±À¬ı±1 Ú±À‰¬˝◊√ ‰¬˜≈ª±˝◊√ ﬂ¡1±Ó¬ Ó¬±˝√√±øÚ1 ˆ¬±›Ú± ¤‡Ú1
ﬂ¡À˘ª1 ¬ıÓ«¬˜±Ú Ú±˝◊√º
ˆ¬±› ¬ı± ’øˆ¬Ú˚˛1 ˆ¬±· ˜≈Í¬ÀÓ¬ ‰¬±ø1È¬±º Œ¸˝◊√Àﬂ¡˝◊√È¬±
˝√√í˘ ñ
1º ’±øeﬂ¡
2º ¬ı±ø‰¬ﬂ¡
3º ’±˝√√±˚«…
4º ¸±øNﬂ¡
¤˝◊√ ‰¬±ø1›È¬± ˆ¬±·À1 ∆¬ıø˙©Ü…¸˜”˝√ ¸≈ﬂ¡œ˚˛± ¸≈ﬂ¡œ˚˛±º
’±øeﬂ¡¡ ˝√√í˘ ˆ¬±ª1œ˚˛± ¬ı± ’øˆ¬ÀÚÓ¬± ¤Ê√ÀÚ øÚÊ√1 ’e-õ∂Ó¬…e
¸=±˘ÀÚÀ1 ﬂ¡1± ’øˆ¬Ú˚˛º ¬ı‰¬Ú1 õ∂Àé¬¬ÛÚ1 ¡Z±1± ﬂ¡1±
’øˆ¬ÚÀ˚˛˝◊√ ∆˝√√ÀÂ√ ¡¬ı±ø‰¬ﬂ¡º ’±˝√√±˚«… ∆˝√√ÀÂ√ ˆ¬±›Ú±Ó¬ ¬ı±ø˝√√11 ¬Û1±
’±˝√√1Ì ﬂ¡1± ¬ıdø¬ıÀ˙¯∏, ø˚À¬ı±11 ¸˝√√±˚˛Ó¬ ˆ¬±› ø√˚˛± ¸≈‰¬˘ ˝√√˚˛
’±1n∏ ¸±øNﬂ¡ ˝√√í˘ õ∂±Ì1 ’±Àª· õ∂ﬂ¡±À˙À1 ’±ôLø1ﬂ¡ ˆ¬±ª¸˜”˝√1
¡Z±1± ﬂ¡1± ’øˆ¬Ú˚˛º1
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’±˝√√±˚«1 ˆ¬±· –
Ú·“±ª1 ˙ÇÀ1±M√√1 ˆ¬±›Ú±1 ∆¬ıø˙©Ü… ’±øeﬂ¡·Ó¬ˆ¬±Àª,
¬ı±ø‰¬ﬂ¡·Ó¬ˆ¬±Àª ’±1n∏ ’±˝√√±˚«…·Ó¬ ˆ¬±Àª ’Ú… Í¬±˝◊√1 ˆ¬±›Ú±Ó¬Õﬂ¡
øˆ¬ißº ø¬ıÀ˙¯∏Õﬂ¡ ’±˝√√±˚«…·Ó¬ ¬ıUÀÓ¬± ∆¬ıø˙©Ü… ‰¬ﬂ≈¡Ó¬ ¬ÛÀ1º ’±˝√√±˚«…
˝√√í˘ ˆ¬±›Ú±1 ¬ıø˝√√·«Ó¬ ¬ıd ø¬ıÀ˙¯∏º ˚±ﬂ¡ ’±˝√√1Ì ﬂ¡1± ˝√√˚˛ ¬ı±ø˝√√11
¬Û1±º ¤˝◊√Àé¬SÓ¬ õ∂Ò±ÚÕﬂ¡ ’ôLˆ≈¬«Mê√ ¬ıdÀﬂ¡˝◊√ø¬ıÒ ˝√√í˘ ñ
ﬂ¡] ¬Û≈ô¶ ñ ˜≈‡±, ¬Û¬ı«Ó¬ ’±ø√
‡] ¸±Ê√-¸7¡¡¬± ¬ı± ¸±Ê√-¬Û±1 ñ ˆ¬±ª1œ˚˛±1 Œ¬Û±‰¬±ﬂ¡
·] ’e1‰¬Ú± - ˙1œ11 ø¬ıøˆ¬iß ’eÓ¬ ﬂ¡1± 1+¬Û¸7¡¡¬±
‚] ’˘Ç±1 - ¬Ûø1Ò±Ú ﬂ¡1± ¬ıd
„√√] ¸?œª - ø¬ıøˆ¬iß Ê√œª-Ê√c ’±ø√1 õ∂dÓ¬ﬂ¡1Ì
’±˝√√±˚«… ˆ¬±›Ú±1 ¤ﬂ¡ &1n∏Q¬Û”Ì« ˆ¬±·º ¬¤˝◊√ ’±˝√√±˚«…1
›¬Û1ÀÓ¬˝◊√ øÚˆ«¬1 ﬂ¡ø1 ‰¬ø1S¸˜”˝√ √˙«ﬂ¡¸ﬂ¡À˘ øÚ1+¬ÛÌ ﬂ¡À1º
Œ·±ÀÈ¬˝◊√Àﬂ¡˝◊√È¬± ˆ¬±·1 øˆ¬Ó¬1Ó¬ ¤˝◊√ ˆ¬±·ÀÈ¬±ÀÓ¬˝◊√ ¸¬ı±ÀÓ¬±Õﬂ¡ Œ¬ıøÂ√
∆¬ıø˙©Ü… ¬Ûø1˘øé¬Ó¬ ˝√√˚˛º ’±˝√√±˚«…˝◊√ ¶§ﬂ¡œ˚˛Ó¬± ¬ıÊ√±˝◊√ 1‡±Ó¬ ¸˝√√±˚˛√
ﬂ¡À1º ø˚À˝√√Ó≈¬ ˜±Ú≈˝√1 øÚÊ√1 ø¬ı‰¬±1 ¬ı≈øX1 õ∂À˚˛±· ’±˝√√±˚«…Ó¬
˝√√í¬ı ¬Û±À1, Œ¸À˚˛ øÚÊ√ Œ˘±ﬂ¡ ¸—¢∂˝√, Œ˘±ﬂ¡ø¶öøÓ¬1 Ê√ø1˚˛ÀÓ¬ Ú
Ú ¸‘ø©Ü ’±˝√√±˚«…Ó¬ ¸yªº ’±˝√√±˚«…˝◊√ ˆ¬±›Ú±ﬂ¡ ø¬ıù´1 ’±·Ó¬
¶§ﬂ¡œ˚˛Ó¬±À1 Î¬◊¬Û¶ö±¬ÛÚ ﬂ¡1±Ó¬ ¸˝√√±˚˛ ﬂ¡ø1ÀÂ√º ¤˝◊√ ’±˝√√±˚«…À1
õ∂Ò±Ú ˆ¬±· ŒÂ“√±-˜≈‡± ¬ı…ª˝√√±1 Ú·¤û± ˆ¬±›Ú±Ó¬ ¬ıU ’±·À1 ¬Û1±
’±ÀÂ√ ’±1n∏ ¬ıÓ«¬˜±ÀÚ± õ∂‰¬ø˘Ó¬º
˜≈‡± –
˜≈‡±1 ¬ı…ª˝√√±1 ˜±Ú≈À˝√√ ’øÓ¬ õ∂±‰¬œÚ ﬂ¡±˘1 ¬Û1±
ﬂ¡ø1øÂ√˘º ’¸˜1 ¬Û±˝√√±1œ˚˛± Ê√ÚÀ·±á¬œ1 ˜±Ê√Ó¬ ˜≈‡±1 ¬ı…ª˝√√±1
’±øÂ√˘º Ê√œª-Ê√c ¬ı± ﬂ¡±ÀÍ¬À1 ¸Ê√± ¬ı± ’Ú…±Ú… õ∂±ﬂ‘¡øÓ¬ﬂ¡ ¬ıdÀ1
¸Ê√± ˜≈‡±1 ¬ı…ª˝√√±1 ŒÓ¬›“À˘±ﬂ¡1 ˜±Ê√Ó¬ Œ√‡± Œ¬Û±ª± ˚±˚˛º
¬Û±˝√√±1œ˚˛± Œ˘±ﬂ¡¸ﬂ¡À˘ øÚÊ√1 ‚11 ˜”ÒÓ¬ ¬ı± 1±Ê√Uª± Í¬±˝◊√Ó¬
˜≈‡± ¬ıÚ±˝◊√ ’“±ø1 Ô˚˛º ¤˝◊√ ˜≈‡±À¬ı±À1 ’¬Û±˚˛-’˜—·˘ Ú±˙ ﬂ¡À1
¬ı≈ø˘ ŒÓ¬›“À˘±Àﬂ¡ ’ôL–ﬂ¡1ÀÌÀ1 ø¬ıù´±¸ ﬂ¡À1º Œ˘±ﬂ¡ø˙ä1 ¤ﬂ¡
’Ú…Ó¬˜ ’±Ò±1 ø˝√√‰¬±À¬Û ˜≈‡± ø˙ä Ó¬±˝√√±øÚÀ1 ¬Û1± ’¸˜œ˚˛±
¸˜±Ê√1 ¬Ûø1ø‰¬Ó¬ ’±øÂ√˘º ˙Ç1À√Àª Ó¬œÔ« w˜Ì1 ’øˆ¬:Ó¬±À1
¬Û≈©Ü ∆˝√√ ’¸˜1 ¤˝◊√ Œ˘±ﬂ¡ø˙äﬂ¡ ÒËn∏¬Û√œ ø˙äÕ˘ Î¬◊ißÓ¬ ﬂ¡ø1À˘
¬ı≈ø˘ ﬂ¡í¬ı ¬Û±ø1º ŒÓ¬›Àª“˝◊√ ¤˝◊√ ﬂ¡˘±ﬂ¡ Œ¬Û±˝√√1Õ˘ ’±øÚÀ˘º
˙Ç1À√Àª õ∂Ô˜ Ú±È¬ ø‰¬˝ê˚±S±ÀÓ¬ ¬ıËp¡±1 ˜≈‡±, ø˙ª1 ˜≈‡±,
·1n∏Î¬ˇ1 ˜≈‡±, ø¬ı¯≈û1 ’ÚôL˙˚…±, Œ√ªÓ¬±1 ¬ı±˝√√Ú ’±ø√ ŒÂ“√±-˜≈‡±
ø˙ä øÚ˜«±Ì ﬂ¡ø1 ‰¬˜ﬂ¡ ¸‘ø©Ü ﬂ¡ø1øÂ√˘º ¿ ¿ ¡Z±ø1ﬂ¡± Ú±Ô ø¡ZÊ√1
ë¸ôL±ª˘œí ¬Û≈øÔÓ¬ ø‰¬˝ê˚±S±Ó¬ Œ˚ ŒÂ“√±-˜≈‡±1 ¬ı…ª˝√√±1 ∆˝√√øÂ√˘
Ó¬±1 ¬ıÌ«Ú± ’±ÀÂ√ ¤ÀÚ√À1 ñ

¬Û±· Ê√˜± Ú±È¬…ﬂ¡ﬂ¡¡ ø√˘ ¬Ûø1¬Û±øÈ¬º
ŒÂ√“± ˜≈‡± ¸±øÊ√À˘ﬂ¡ ﬂ¡±Í¬ ¬ı±—˙ ﬂ¡±øÈ¬ºº
’‚ ¬ıﬂ¡ ‰¬Sê¬ı±Ó¬ ¬Û≈Ó¬Ú± ŒÒÚ≈ﬂ¡±º
õ∂˘•§ ’ø1©Ü ∆√Ó¬… ﬂ¡±ø˘˚˛ Œ1Ú≈ﬂ¡±ºº
˝◊√¸ª1 ŒÂ“√± ˜≈‡± ’ÀÚﬂ¡ ¸±Ê√˚˛º
Œ√ø‡ √˙«ﬂ¡1 Œ˚Ú ˜Úﬂ¡ Œ˜±˝√√˚˛ºº2
ˆ¬±›Ú±Ó¬ ˙Ç1À√Àª Úª1¸1 ˘·Ó¬ øÚ˜ø7¡¡Ó¬ ∆˝√√ Ôﬂ¡±
ˆ¬øMê√1¸1 ¶§1+¬Û õ∂√˙«Ú ’±1n∏ ¸Ù¬˘ 1+¬Û±˚˛Ì1 ¬ı±À¬ı ŒÂ“√±-˜≈‡±1
¬ı…ª˝√√±1 ﬂ¡À1º ˆ¬±›Ú±Ó¬ ˆ¬˚˛±Úﬂ¡ ¬ı± ¬ıœˆ¬»¸ 1¸ õ∂ﬂ¡±˙1 ¬ı±À¬ı
’±1n∏ √˙«ﬂ¡¸ﬂ¡˘ﬂ¡ ’À˘Ãøﬂ¡ﬂ¡Ó¬±1 ¶§±√ ø√¬ı1 ¬ı±À¬ı› ø¬ıøˆ¬iß
Ò1Ì1 ˜≈‡±1 ¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º ∆¬ı˚˛±ﬂ¡1øÌﬂ¡ ’Ô«Ó¬ ŒÂ“√±-˜≈‡±
¤È¬± ˚≈1œ˚˛± ˙sº ŒÂ“√± ˙s˝◊√ ·± ’—˙ﬂ¡ ’±1n∏ ˜≈‡± ˙s˝◊√ ˜≈‡±—˙ﬂ¡
¬ı≈Ê√±˚˛ ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º Œﬂ¡±ÀÚ± Œﬂ¡±ÀÚ± ¬ÛøGÀÓ¬ ﬂ¡í¬ı Œ‡±ÀÊ√
Œ˚ ¸—¶‘®Ó¬1 ëÂ√±˚˛±í ¬ı± ëÂ√±í ˙s1 ¬Û1± ŒÂ“√± ˙sÀÈ¬± ¸‘ø©Ü ∆˝√√ÀÂ√º
’±Ú˝√√±ÀÓ¬ ˆ¬±›Ú±Ó¬ ¬ı…ª˝√√+Ó¬ ¸ﬂ¡À˘±À¬ı±1 ’±ø˝√√˘±Àﬂ¡ ŒÂ“√± ¬ı≈ø˘
Œﬂ¡±ª± ˝√√˚˛º ˆ¬±›Ú±Ó¬ ¬ı…ª˝√√+Ó¬ ’±ø˝√√˘±À¬ı±1 ŒÔ±ª± ‚1ÀÈ¬±Àﬂ¡±
ŒÂ“√± ‚1 ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º Œ¸À˚˛ ˜≈‡± ø˚À˝√√Ó≈¬ ˆ¬±›Ú±Ó¬ ¬ı…ª˝√√±1
˝√√˚˛º ¤˝◊√ ˜≈‡±1 ˘·Ó¬ ’±ø˝√√˘± ˙sÀÈ¬± Ú±ø˝√√ ŒÂ“√± ˙sÀÓ¬± ˝√√í˘
’Ô«±» ŒÂ“√±-˜≈‡± ¬ı± ˜≈‡±-ŒÂ“√± ¤˝◊√ ˚≈1œ˚˛± ˙søÈ¬1 õ∂‰¬˘Ú ˝√√í˘º
ø¬ıøˆ¬iß ‰¬ø1Ó¬Ó¬ ŒÂ“√±-˜≈‡±1 Î¬◊À~‡ Ôﬂ¡±Õ˘ ‰¬±˝◊√ ﬂ¡í¬ı
¬Û±ø1 Œ˚ ˆ¬±›Ú±Ó¬ ¤˝◊√ ’±ø˝√√˘±ø¬ıÒ1 ¬ı…ª˝√√±1 ¤ﬂ¡ ’¬Ûø1˝√√±˚«…
’—· ’±øÂ√˘º &1n∏ ‰¬ø1Ó¬ ¬Û≈øÔÓ¬ ¿1±˜‰¬1Ì Í¬±ﬂ≈¡À1 ˜≈‡±1
¬ı…ª˝√√±1 ﬂ¡1±1 ﬂ¡Ô± ¤ÀÚ√À1 ø˘ø‡ÀÂ√ñ
ˆ¬±›Ú±1 Œ‰“¬± ˚Ó¬ ¸ˆ¬± ‚À1 øÚ˘º
’±1¬ı¶a ø√˚˛± Ó¬±ﬂ¡ ∆Ó¬ÀÓ¬ Ï¬±øﬂ¡ ∆Ô˘ºº1480
Œ‰“¬± Œ·±È¬ ’±À1 Ó¬±ﬂ¡ ˚P ﬂ¡ø1 ∆Ô˘±º
ÚªÀ·±È¬± ˜Ó¬±ﬂ¡ ¤ﬂ¡S ﬂ¡ø1 ∆˘˘±ºº
·1n∏Î¬ˇ1 ˜≈‡± ¸¬ıı«Ê√˚˛ﬂ¡ ø√˘ôLº
Œﬂ¡Ó¬±˝◊√‡±À˚˛ Œ‡±˘ Œ√±˝√√±À1 Òø1À˘ôLºº14813
˙Ç1À√ª1 ¬Û1ªÓ«¬œ ﬂ¡±˘ÀÓ¬± ¤˝◊√ ŒÂ“√±-˜≈‡±1 ¬ı…ª˝√√±1
ˆ¬±›Ú±À¬ı±1Ó¬ ¬ıøÓ«¬ Ô±øﬂ¡˘º ¸S¸˜”À˝√√ ¤˝◊√ ˜≈‡± ø˙ä1 ‰¬‰«¬± ﬂ¡ø1
¤˝◊√ ø˙äﬂ¡ Ê√œ˚˛±˝◊√ 1±ø‡À˘º Ú·“±ª1 ‰¬±˜&ø1 ¸S, ﬂ¡1øÓ¬¬Û±1
¬Û≈1øÌ ¸S, Ú¸S, Œˆ¬øÈ¬˚˛øÚ ¸S, ﬂ¡1À‰¬±— ¸S, ¬ı±ø˘¸S,
˙˘&ø1 ¸S, ÚÀ1±ª± ¸S, ¬Û≈1øÌ ‚1 ¸S ’±ø√ ¸S ¤˝◊√ ø˙ä1
‰¬‰«¬±1 Œﬂ¡f ∆˝√√ ¬Ûø1øÂ√˘º ˘±À˝√√ ˘±À˝√√ ŒÂ“√±-˜≈‡± ø˙ä1 ‰¬‰«¬± ﬂ¡ø˜
’±À˝√√ ˚ø√› ‰¬±˜&ø1 ¸S, ÚÀ1±ª± ¸S, ¬Û≈1øÌ‚1 ¸SÓ¬ ¤øÓ¬˚˛±›
¤˝◊√ ø˙ä1 ‰¬‰«¬± ’±ÀÂ√º4 ø¬ıÀ˙¯∏Õﬂ¡ ﬂ¡ø˘˚˛±¬ı11 ¬Û≈1øÌ‚1 ¸S1
¸S±øÒﬂ¡±À1 ¤øÓ¬˚˛±› ŒÂ“√±-˜≈‡± ¸±øÊ√ ¤˝◊√ ¬Û1•Û1±ﬂ¡ Ê√œ˚˛±˝◊√
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1±ø‡ÀÂ√º
˙Ç1À√ À ª ˜≈ ‡ ±ø˙ä1 ¸‘ ø ©Ü 1±øÊ√ ‰¬˝√ √ ± 1±˝◊ √ Ê √ 1
’øˆ¬:Ó¬±1 ¬Û1± ¬ı≈È¬ø˘øÂ√˘º ’ªÀ˙… Ó¬±1 ˘·Ó¬ ŒÓ¬À‡Ó¬1 ¬ı±1
¬ıÂ√1 ˆ¬±1Ó¬¬ı¯∏«1 ø¬ıøˆ¬iß Í¬±˝◊√Ó¬ ﬂ¡1± w˜Ì1 ’øˆ¬:Ó¬±› ø˜˝√√ø˘
∆˝√√ ’±øÂ√˘º ˜1Ú± ˜±À1“±ÀÓ¬ ·1n∏Àª Œ‡1 ‡±¬ı ŒÚ±ª±1±Õﬂ¡ ˜≈‡Ó¬
¬ı“±À˝√√À1 ¤ﬂ¡ ¬ı±gøÚ ø√˚˛± ˝√√˚˛, ˚±ﬂ¡ Œ˜±À‡±1± ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º
¤˝◊√ Œ˜±À‡±1± ø˚ ŒÈ¬±˜1 ëŒ˜±À1í Œ1 ∆¬ı Î¬◊ø˘›ª± ˝√√˚˛ Œ¸˝◊√ ëŒ˜±1í
ŒÂ“√±˜≈‡± ¬ıÀÚ±ª±ÀÓ¬± ¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º Œ¸À˚˛ ﬂ¡í¬ı ¬Û±ø1 ·¤û±
1±˝◊√Ê√1 ¬Û1±˝◊√ ¤ÀÚ√1 ¸˜˘ ∆˘ Î¬◊ißÓ¬ 1+¬ÛÓ¬ ˙Ç1À√Àª ŒÂ“√±˜≈‡±1 Î¬◊æ√±ªÚ ﬂ¡ø1øÂ√˘º
ˆ¬1Ó¬ ˜≈øÚ1 Ú±È¬…˙±¶a1 ’±˝√√±˚«øˆ¬Ú˚˛1 ˆ¬±· ë¬Û≈ô¶íÀ˚˛˝◊√
¸Sœ˚˛ ± ¬ı± ‰¬ø1Ó¬ ˆ¬±¯∏ ± Ó¬ ŒÂ“ √ ± -˜≈ ‡ ± ¬ı≈ ø ˘ Ú±1±˚˛ Ì ‰¬f
Œ√ªÀ·±¶§±˜œÀ˚˛ ë¸Sœ˚˛± ¸—¶‘®øÓ¬1 ¶§Ì«À1‡±í ˙œ¯∏«ﬂ¡ ¢∂LöÓ¬
∆ﬂ¡ÀÂ√º5 øﬂ¡c ’Çœ˚˛± Ú±È¬Ó¬ ¬ı…ª˝√√+Ó¬ ŒÂ“√±-˜≈‡±ﬂ¡ ≈√È¬± ˆ¬±·Ó¬
ˆ¬±· ﬂ¡ø1¬ı ¬Û±ø1 ¬ı≈ø˘ Ú·“±ª1 ¸S1 ¸S±øÒﬂ¡±1¸ﬂ¡À˘ ﬂ¡˚˛º
Œ¸˚˛± ∆˝√√ÀÂ√ñ
[ﬂ¡] ŒÂ“√±-˜≈‡± ’±1n∏ [‡] ¬Û≈©Ü ˜≈‡±
[ﬂ¡] ŒÂ“√±-˜≈‡± – ø˚ ˜≈‡± ˆ¬±›Ú±Ó¬ ˆ¬±ª1œ˚˛±˝◊√ Œ·±ÀÈ¬˝◊√ ˙1œ1
Ï¬±øﬂ¡¬ıÕ˘ ¬ı…ª˝√√±1 ﬂ¡À1, ŒÓ¬ÀÚ ˜≈‡±Àﬂ¡ ŒÂ“√±˜≈‡± Œ¬ı±À˘º Î¬◊√±˝√√1Ì¶§1+À¬Û ˆ¬±›Ú±Ó¬
1±ªÌ, ﬂ≈¡yﬂ¡Ì«, Œ‚“±1±, ¬ı1±˝√√, ˝√√±Ó¬œ, Ê√È¬±˚˛≈
’±ø√ ‰¬ø1S˝◊√ ŒÂ“√±-˜≈‡± ¬ı…ª˝√√±1 ﬂ¡ø1 √˙«ﬂ¡ﬂ¡
˜ÀÚ±1?Ú ø√À˚˛º
[‡] ¬Û≈©Ü ˜≈‡± – Œﬂ¡ª˘ ˜≈‡‡Ú Ï¬±øﬂ¡¬ı1 ¬ı±À¬ı ¬ı…ª˝√√±1 ﬂ¡1±
˜≈‡±˝◊√ ∆˝√√ÀÂ√ ¬Û≈©Üº ¬ıËp¡±, Ú1ø¸—˝√√, ˝√√Ú≈˜±Ú
’±ø√ ‰¬ø1S˝◊√ ¬Û≈©Ü ˜≈‡± ¬ı…ª˝√√±1 ﬂ¡À1º 6
˜≈‡± ¬ıÀÚ±ª±1 ¸±˜¢∂œ, ˝◊√˚˛±ﬂ¡ Î¬◊¬Û¶ö±¬ÛÚ1 Œﬂ¡Ã˙˘ ’±ø√1
›¬Û1Ó¬ øˆ¬øM√√ ﬂ¡ø1 ŒÂ“√±-˜≈‡±ﬂ¡ øÓ¬øÚ õ∂ﬂ¡±À1 ˆ¬±· ﬂ¡ø1¬ı ¬Û±ø1ñ
[ﬂ¡] ¸øg˜
[‡] ¬ı…±øÊ√˜ ’±1n∏
[·] Œ¬ıø©ÜÓ¬7
[ﬂ¡] ¸øg˜ – Ê√c1 Â√±˘, ﬂ¡±À¬Û±1, Œ¬ıÓ¬, ¬ı“±˝√√ ’±øÀ√1 ø˚
˜≈‡± ¸Ê√± ˝√√˚˛, Œ¸˝◊√ ŒÂ“√±-˜≈‡±¸˜”À˝√√˝◊√ ∆˝√√ÀÂ√
¸øg˜º
[‡] ¬ı…±øÊ√˜ – ˚±øLaﬂ¡ ¬Û√±Ô«1 ¡Z±1± øÚø˜«Ó¬ ˜≈‡±˝◊√ ∆˝√√ÀÂ√
¬ı…±øÊ√˜º
[·] Œ¬ıø©ÜÓ¬ – ø˚ ˜≈‡± qX ﬂ¡±À¬Û±À1À1 ˘1‰¬1 ﬂ¡ø1¬ı
¬Û1±Õﬂ¡ ¸Ê√± ˝√√˚˛ ŒÓ¬ÀÚ ˜≈‡±Àﬂ¡ Œ¬ıø©ÜÓ¬ ŒÂ“√±-

˜≈‡± Œ¬ı±À˘º
ˆ¬±›Ú± ¤‡ÚÓ¬ ¤È¬± ‰¬ø1S Î¬◊¬Û¶ö±¬ÛÚ ﬂ¡ø1¬ıÕ˘ ˚±›“ÀÓ¬
ø˚ ’±ª1Ì1 ¸˝√√±˚˛Ó¬ ’Ú… 1+¬Û õ∂√˙«Ú ﬂ¡1± ˝√√˚˛ Ó¬±Àﬂ¡ ˜≈‡± ¬ı≈ø˘
Œﬂ¡±ª± ˝√√˚˛º ¸±Ò±1Ìˆ¬±Àª ˜≈‡±ﬂ¡ ≈√È¬± ˆ¬±·Ó¬ ˆ¬·±¬ı ¬Û±ø1º ¤È¬±
∆˝√√ÀÂ√ñ Œ˘Ãøﬂ¡ﬂ¡ ˜≈‡± ’±1n∏ ’±ÚÀÈ¬± ∆˝√√ÀÂ√ ’À˘Ãøﬂ¡ﬂ¡ ˜≈‡±º
[ﬂ¡] Œ˘Ãøﬂ¡ﬂ¡ ˜≈‡± – ø˚ ˜≈‡±1 ’¬ı˚˛¬ı ˜±Ú≈À˝√√ Œ√‡± ¬Û±˚˛ Ô±Àﬂ¡
’Ô«±» Ê√œª-Ê√c, ˜±Ú≈˝√ ’±ø√√ õ∂±ﬂ‘¡øÓ¬ﬂ¡ ·Ï¬ˇÓ¬ ¸±øÊ√ Î¬◊ø˘›ª±
˜≈‡±Àﬂ¡ Œ˘Ãøﬂ¡ﬂ¡ ˜≈‡± Œ¬ı±À˘º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ 1Ê√±, ˜Laœ,
·1n∏, ˆ¬±˘≈ﬂ¡, ·±˝√√ø1, Œ‚“±1±, ø¸—˝√√ ’±ø√1 ˜≈‡±ﬂ¡ Œ˘Ãøﬂ¡ﬂ¡ ˜≈‡±1
øˆ¬Ó¬1Ó¬ ’ôLˆ¬≈«Mê√ ﬂ¡1± ˝√√˚˛º Œﬂ¡±ÀÚ± ’øÓ¬1ø?Ó¬ ¬ı…?Ú± ¤˝◊√
˜≈‡±À¬ı±1Ó¬ Œ√‡± Œ¬Û±ª± Ú±˚±˚˛º ¸‰¬1±‰¬1 Œ˘±ﬂ¡‰¬é≈¬1 ’±·Ó¬
Ôﬂ¡± ‰¬ø1SÀﬂ¡ Î¬◊¬Û¶ö±¬ÛÚ ﬂ¡ø1¬ıÕ˘ ˆ¬±›Ú±Ó¬ ¤˝◊√ ˜≈‡±ø¬ıÒ1
¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º
[‡] ’À˘Ãøﬂ¡ﬂ¡ ˜≈‡± – ø˚ ˜≈‡± ˜±Ú≈˝√1 ¬ı±À¬ı ’¶§±ˆ¬±øªﬂ¡º ˜±Ú≈À˝√√
Ó¬±1 Ò±1Ì± Œﬂ¡ª˘ ˙±¶a1 ¬ıÌ«Ú±1 ¡Z±1± ¬ı± ﬂ¡äÚ±1 ¡Z±1± ﬂ¡ø1¬ı
¬Û±À1º ŒÓ¬ÀÚ ’¶§±ˆ¬±øªﬂ¡ ˜≈‡±Àﬂ¡ ’À˘Ãøﬂ¡ﬂ¡ ˜≈‡± Œ¬ı±˘± ˝√√˚˛º
ø˚ ˜≈‡±Ó¬ ’õ∂±ﬂ‘¡øÓ¬ﬂ¡Ó¬± ø¬ı√…˜±Ú ’Ô«±» ’À˘Ãøﬂ¡ﬂ¡Ó¬±
ø¬ı1±Ê√˜±Ú ˆ¬±›Ú±Ó¬ ¬ı…ª˝√√+Ó¬ ŒÓ¬ÀÚ ˜≈‡±˝◊√ ∆˝√√ÀÂ√ ’À˘Ãøﬂ¡ﬂ¡
˜≈‡±º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ ﬂ¡±˘œÚ±·, ¬ı1±˝√√, Ú1ø¸—˝√√, ¬Û≈Ó¬Ú±,
’‚±¸≈1, ¬ı‚±¸≈1 ’±ø√1 ˜≈‡± ’À˘Ãøﬂ¡ﬂ¡ ˜≈‡±º
’±Ú˝√√±ÀÓ¬, Œﬂ¡ª˘ ˜≈‡±ﬂ¡ øÚ˜«±Ì ﬂ¡1± ’±ø˝√√˘± ’Ú≈¸ø1,
ŒÂ“√±-˜≈‡±ﬂ¡ ‰¬±ø1È¬± ˆ¬±·Ó¬ ˆ¬±· ﬂ¡ø1¬ı ¬Û±ø1ñ
[ﬂ¡] ¬ı“±˝√√1 ˜≈‡±
[‡] ﬂ¡±·Ê√1 ˜≈‡± ¬ı± ¸“±‰¬1 ˜≈‡±
[·] ﬂ¡±Í¬1 ˜≈‡± ’±1n∏
[‚] ﬂ¡±À¬Û±11 ˜≈‡±
[ﬂ¡] ¬ı“±˝√√1 ˜≈‡± – ¬ı“±˝√√1 ﬂ¡±øÍ¬À1 ﬂ¡1± ˜≈‡±˝◊√ ∆˝√√ÀÂ√ ¬ı“±˝√√1 ŒÂ“√±˜≈‡±º ¸ﬂ¡À˘±À¬ı±1 ¬ı“±˝√√À1˝◊√ ˜≈‡± ∆Ó¬˚˛±1 ﬂ¡1± Ú˝√√˚˛º ∆¬ÛÌÓ¬
Ê√±øÓ¬¬ı“±˝√√À1À˝√√ ﬂ¡1± ˝√√˚˛º ¤˝◊√ Ê√±øÓ¬¬ı“±˝√√À1± ’±Àﬂ¡Ã øÚ¬ı«±‰¬Ú
õ∂Ì±˘œ ’±ÀÂ√º ø˚ Ê√±øÓ¬¬ı“±˝√√ ¤Àﬂ¡ ¸1˘ Œ1‡±Ó¬ Ôﬂ¡±, ’±˘≈
Î¬◊Í¬±, ≈√˝◊√ ’±ÕÏ¬ˇ ¬ıÂ√1œ˚˛± ¬ı“±˝√√ ŒÂ√±-˜≈‡± ¸Ê√±1 ¬ı±À¬ı Œ¸˚˛± Î¬◊M√˜º
˜≈‡±1 ¬ı±À¬ı 1/2/3/4 ¬Û±¬ı1 ¬ı“±˝√√1 È≈¬ﬂ≈¡1± ﬂ¡ø1 ≈√˝◊√-øÓ¬øÚ ø√Ú
¬Û±ÚœÓ¬ Œ·±1±˝◊√ 1í√Ó¬ Œ˘À1˘±˝◊√ Œ˘±ª± ˝√√˚˛º Ó¬±1ø¬ÛÂ√Ó¬ ¸1n∏
¸1n∏ ﬂ¡±øÍ¬ ﬂ¡ø1 ˜±Ú≈˝√1 ˜”11 ’±1n∏ ·±1 ŒÊ√±‡˜ÀÓ¬ ﬂ¡±øÍ¬ø¬ı˘±Àﬂ¡À1
¤Àﬂ¡±È¬± ¸±Ê√ ∆Ó¬˚˛±1 ﬂ¡1± ˝√√˚˛º ·¤û± 1±˝◊√ÀÊ√ Ò±Ú1 ﬂ¡øÍ¬˚˛±
¸“±ø‰¬¬ıÕ˘ ¬ı…ª˝√√±1 ﬂ¡1± Œ˜±1ÀÈ¬±Àª˝◊√ ŒÂ“√±-˜≈‡± ¸±ÀÊ“√±ÀÓ¬ ¬ı…ª˝√√±1
˝√√˚˛º ¤˝◊√ Œ˜±1ÀÈ¬±Àﬂ¡ ˘ø‡˜œ Œ˜±1 ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º ˜≈‡± Œ¬ı±ª±
Œ˙¯∏ Œ˝√√±ª±1 ø¬ÛÂ√Ó¬ ¬ı“±˝√√1 ˙ø˘, ﬂ¡±ø˜À1 ¸≈µ1Õﬂ¡ Œ‡±˘ ‡±¬ı
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ŒÚ±ª±1±Õﬂ¡ ¬ı±øg Œ¬ÛÀ˘±ª± ˝√√˚˛º Ó¬±1 ø¬ÛÂ√Ó¬ ˝◊√ ˚˛±1 ›¬Û1Ó¬
ﬂ≈¡˜±11 ˜±øÈ¬ ˘·±˝◊√ ˜≈‡±1 ø¬ıøˆ¬iß ’—˙1 ¸≈µ1 1+¬Û Ù≈¬È¬±˝◊√ ŒÓ¬±˘±
˝√√˚˛º ¤˝◊√ ﬂ≈¡˜±11 ˜±øÈ¬ ﬂ¡±øÍ¬1 ›¬Û1Ó¬ Œ¬Û±ÀÚ Œ¬Û±ÀÚ Ú˘·±˝◊√
¸1n∏ ¸1n∏ ﬂ¡±À¬Û±1 ˜±øÈ¬ø‡øÚ1 ›¬Û1Ó¬ Œ˘øÈ¬˚˛ ± ˝◊ √ ˆ¬“ ± Ê√
ŒÚ±À‡±ª±Õﬂ¡ ˝◊√‡Ú1 ¬Û±Â√Ó¬ ø¸‡Ú ˘À·±ª± ˝√√˚˛º ø¬ÛÂ√Ó¬ ¤˝◊√ ˜≈‡±
qﬂ≈¡ª±˝◊√ Œ˝√√„≈√˘-˝√√±˝◊√Ó¬±˘, ﬂ¡í˘± 1„√√1 ¬ı±À¬ı Ê√±øÓ¬˘±›1 Œ‡±˘±1
Â√±˝◊√, ¬ı·±1 ¬ı±À¬ı Òª˘ ˜±øÈ¬, Úœ˘ ’±ø√ ø¬ıøˆ¬iß 1À„√√À1 ’±“øﬂ¡
ø√˚˛± ˝√√˚˛º ¤˝◊√ ¬ı“±˝√√1 ŒÂ“√±˜≈‡±ﬂ¡ øÓ¬øÚÈ¬± ˆ¬±·Ó¬ ˆ¬±· ﬂ¡1± ˝√√˚˛º
Œ¸√√˚˛± ∆˝√√ÀÂ√ñ
(i) ˜≈‡ ˜≈‡±
(ii) Œ˘±È≈¬ﬂ≈¡ø1 ˜≈‡± ’±1n∏
(iii) ¬ı1˜≈‡±
(i) ˜≈‡ ˜≈‡± –

Œﬂ¡ª˘ ˜≈‡ Ï¬±øﬂ¡¬ıÕ˘ ¬ı…ª˝√√±1 ﬂ¡1± ¬ı“±˝√√1
˜≈‡±Àﬂ¡ ˜≈‡ ˜≈‡± Œ¬ı±À˘º
(ii) Œ˘±È≈¬ﬂ≈¡ø1 ˜≈‡± – ø˚À¬ı±1 ˜≈‡± ˝√√±Ó¬, ˆ¬ø1, ˜”1, ˜≈‡ ’±ø√
˘1‰¬1 ﬂ¡ø1¬ı ¬Û1±Õﬂ¡ ¸Ê√± ˝√√˚˛ ŒÓ¬ÀÚ ˜≈‡±˝◊√
Œ˘±È≈ ¬ ﬂ≈ ¡ ø1 ˜≈ ‡ ±º ˜≈ ‡ ±1 ¸øg¶ö ˘ À¬ı±1Ó¬
ﬂ¡±À¬Û±1 ˘·±˝◊√ ¸=±ø˘Ó¬ ﬂ¡ø1¬ı ¬Û1±Õﬂ¡
¬ıÀÚ±ª± ˝√√˚˛º Œﬂ¡øÓ¬˚˛±¬ı± Œﬂ¡øÓ¬˚˛±¬ı± ¬ı‘˝√ »
’±ﬂ¡±11 Œ˘±È≈¬ﬂ≈¡ø1 ˜≈‡± ﬂ¡ø1 ¸Ê√± ˝√√˚˛º
’±Ú˝√√±ÀÓ¬, ˜≈‡ ˜≈‡±Àﬂ¡± Œﬂ¡±ÀÚ± Œﬂ¡±ÀÚ±
¸˜˚˛Ó¬ Œ˘±È≈¬ﬂ≈¡ø1 ˜≈‡± ﬂ¡ø1 ¸Ê√± ˝√√˚˛º
(iii) ¬ı1˜≈‡± – ¤˝◊√ ˜≈‡± ¬ı‘˝√» ’±ﬂ¡±11 ¬ı±À¬ı ˝◊√˚˛±ﬂ¡ ¬ı1˜≈‡±
Œ¬ı±À˘º ¤˝◊√ ˜≈‡±1 ˜≈‡‡ÚÀ˝√√ Œ˜ø˘¬ı-Ê√¬Û±¬ı
¬Û1±Õﬂ¡ ¸Ê√± ˝√√˚˛º ’±Ú Œﬂ¡±ÀÚ± ’—˙˝◊√ ˘1‰¬1
ﬂ¡ø1¬ı ¬Û1± Ú±˚±˚˛º Œ¬ÛÈ¬ ’±1n∏ ¬ı≈ﬂ≈¡1 ˜±Ê√1
’—˙Ó¬ ˜±Ú≈À˝√√ ﬂ¡±gÓ¬ ∆˘ Ú‰≈¬ª±¬ı ¬Û1±Àﬂ¡
≈√Î¬±˘ ﬂ¡±g ˜±ø1 ¬ı±øg ø√˚˛± ˝√√˚˛º ˆ¬±ª1œ˚˛±˝◊√
ˆ¬±› ø√›“ÀÓ¬ Œ√ø‡¬ı1 ﬂ¡±1ÀÌ ˜±ø1 ≈√Î¬±˘1
Œ¬Û±ÀÚ Œ¬Û±ÀÚ Ê√±˘Ú± ¤‡Ú √˙«Àﬂ¡ Òø1¬ı
ŒÚ±ª±1±Õﬂ¡ ø√˚˛± Ô±Àﬂ¡º
[‡] ﬂ¡±·Ê√1 ˜≈‡± ¬ı± ¸“±‰¬1 ˜≈‡± –
¤˝◊√ ˜≈‡±1 ¤Àﬂ¡¬ı±À1 ›Ê√Ú Ú±˝◊√ ¬ı±À¬ı ˆ¬±›Ú±Ó¬ ˝◊√˚˛±1
¬ı…ª˝√√±1 Œ¬ıøÂ√Õﬂ¡ ﬂ¡1± ˝√√˚˛º õ∂ÔÀ˜ ˜±øÈ¬À1 ˜≈‡±1 ¸“±‰¬ ∆Ó¬˚˛±1
ﬂ¡ø1 Ó¬±Ó¬ ﬂ¡±·Ê√ ˘·±˝◊√ ˆ¬±˘√À1 Œ‰¬±ﬂ¡± 1í√Ó¬ qﬂ≈¡ª± ˝√√˚˛º
Ó¬±1 ø¬ÛÂ√Ó¬ ˜±øÈ¬À¬ı±1 ¸“±‰¬ÀÈ¬±1 ¬Û1± Î¬◊ø˘˚˛±˝◊√ õ∂À˚˛±Ê√Ú ’Ú≈¸ø1
ø¬ıøˆ¬iß Ò1Ì1 1— ¸Ú± ˝√√˚˛º Œﬂ¡ª˘ ˜≈‡±—˙1 ¬ı±À¬ıÀ˝√√ ¤˝◊√ ˜≈‡±

¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º
[·] ﬂ¡±Í¬1 ˜≈‡± –
¤˝◊√ ˜≈‡± ’˘¬Û ›Ê√Ú Œ˝√√±ª± ¬ı±À¬ı ˝◊√˚˛±1 õ∂‰¬˘Ú ﬂ¡˜º
øﬂ¡c ¤˝◊√ ˜≈‡± ¬ıUÓ¬ ø√ÚÕ˘ ˆ¬±À˘ Ô±Àﬂ¡º ﬂ¡±·Ê√1 ˜≈‡±,
ﬂ¡±À¬Û±11 ˜≈‡±Ó¬Õﬂ¡ ¤˝◊√ ˜≈‡± Œ¬ıøÂ√ø√ÚÕ˘ ¸—1é¬Ì ﬂ¡ø1 Ôí¬ı
¬Û±ø1º ﬂ¡±Í¬ﬂ¡±øÈ¬ ø˜ø˝√√Õﬂ¡ Œ‡±˘øÚ ﬂ¡ø1 ˝◊√ ˚˛±ﬂ¡ ˆ¬±›Ú±Ó¬
ˆ¬±ª1œ˚˛±¸Àª ¬ı…ª˝√√±1 ﬂ¡À1º ¤˝◊√ ˜≈‡±› Œﬂ¡ª˘ ˜≈‡ ’—˙1
¬ı±À¬ıÀ˝√√ õ∂dÓ¬ ﬂ¡1± ˝√√˚˛º ¸˜¢∂ ˙1œ1 Ï¬ﬂ¡± ŒÂ“√±-˜≈‡± ˝◊√˚˛±À1 ∆Ó¬˚˛±1
ﬂ¡ø1¬ı ŒÚ±ª±ø1º ﬂ¡±Í¬1 ˜≈‡±Ó¬ ø√˚˛± 1— ¬ıUÓ¬ø√ÚÕ˘ ˆ¬±À˘ Ô±Àﬂ¡º
¬ı±À1 ¬ı±À1 1— ¬ı≈À˘±ª±1 õ∂À˚˛±Ê√Ú Ú˝√√˚˛º
[‚] ﬂ¡±À¬Û±11 ˜≈‡± –
ﬂ¡±À¬Û±1, Ó≈¬˘± ˘·ÀÓ¬ Œ¬ıÊ√œ, ¸”Ó¬± ’±ø√Õ˘ Ó¬±À1 ¸“±‰¬
∆Ó¬˚˛±1 ﬂ¡ø1 ¤˝◊√ ˜≈‡± õ∂dÓ¬ ﬂ¡1± ˝√√˚˛º ˜≈‡ ˜≈‡±1 ¬ı±ø˝√√À1› ¸˜¢∂
˙1œ1 Ï¬±ﬂ¡ Œ‡±ª±Õﬂ¡› ¤˝◊√ ˜≈‡± ¸Ê√± ˝√√˚˛º ‰≈¬ø˘, Î¬±ø1, ŒÚ±˜
’±ø√ ¤˝◊√ø¬ıÒ ŒÂ“√± ˜≈‡±Ó¬ ˘À·±ª± ˝√√˚˛º ﬂ¡±À¬Û±11 ¬ı±À¬ı ¤˝◊√ ˜≈‡±
ø¬Ûøg¬ıÕ˘ ˚ÀÔ©Ü ¸≈ø¬ıÒ±º Œ¸˝◊√ Œ˝√√Ó≈¬Àﬂ¡ ˆ¬±›Ú±Ó¬ ¤˝◊√ ŒÂ“√± ˜≈‡±1
¬ıU˘ õ∂À˚˛±· Œ˝√√±ª± Œ√‡± ˚±˚˛º ﬂ¡±À¬Û±11 ¬ı±À¬ı ¤˝◊√ ˜≈‡± ø¬Ûøg
¸˜¢∂ ˙1œ1 ¸=±˘Ú ﬂ¡ø1¬ıÕ˘› ¸≈ø¬ıÒ±, Œ¸À˚˛ ¤˝◊√ ˜≈‡± ¬ıÓ«¬˜±Ú
ˆ¬±›Ú±ø¬ı˘±ﬂ¡Ó¬ Œ¬ıøÂ√Õﬂ¡ ¬ı…ª˝√√±1 ˝√˚˛º
Ú·¤û± ˆ¬±›Ú±Ó¬ ˜≈‡±1 õ∂‰¬˘Ú Œ¬ıøÂ√º ¸S¸˜”À˝√√ ¤˝◊√ ø˙ä1
‰¬‰«¬± ¬ıÓ«¬˜±ÀÚ± ’¬ı…±˝√√Ó¬ 1±ø‡ÀÂ√º ˆ¬±›Ú±Ó¬ 1±ªÌ, ﬂ≈¡yﬂ¡Ì«,
Œ‚“±1±, ¬ı1±˝√√, ˝√√±Ó¬œ, Ê√È¬±˚˛≈ ’±ø√1 ¬ı±À¬ı ŒÂ“√±-˜≈‡± ’±1n∏ ’Ú…±Ú…
‰¬ø1S Œ˚ÀÚñ ¬ıËp¡±, Ú‘ø¸—˝√√, ˝√√Ú≈˜±Ú ’±ø√1 ˆ¬±› ˘í¬ıÕ˘ ¬Û≈©Ü
˜≈‡± ¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º
¬ı“±˝√√ ﬂ¡±øÍ¬, Œ¬ıÓ¬, ﬂ¡±À¬Û±1, ˜±øÈ¬ ’±ø√À1 ∆√ÚøµÚ ¬ı…ª˝√+Ó¬
¬ıdÀ1 Ê√ﬂ¡±ÀÈ¬± ¸±øÊ √∆˘ Ó¬±1 ›¬Û1Ó¬ ﬂ¡±À¬Û±1-ﬂ¡±·Ê√ ¬ı± ˜±øÈ¬1
Œ˘› ø√, Ó¬±Ó¬ ‰¬ø1S ’Ú≈˚±˚˛œ ø¬ıø¬ıÒ 1— ø√ ˜≈‡± õ∂dÓ¬ ﬂ¡1±
˝√√˚˛º ’±øÊ√ﬂ¡±ø˘ Œﬂ¡±ÀÚ± ˜≈‡± ø˙äœÀ˚˛ ø˜ø˝√√ Ó¬“±À1À1› Ê√“ﬂ¡±
¸±øÊ√ ∆˘ Ó¬±1 ›¬Û1Ó¬ ﬂ¡±À¬Û±1 ’±1n∏ ˜±øÈ¬1 Œ˘› ø ˜≈‡± õ∂dÓ¬
ﬂ¡ø1¬ıÕ˘ ∆˘ÀÂ√º ˜≈‡± õ∂dÓ¬ ﬂ¡1±1 ˝◊√ ’±Ò≈øÚﬂ¡ Œﬂ¡Ã˙˘ ¬ı≈ø˘¬ı
¬Û±ø1º ŒÂ“√±-˜≈‡±˝◊√ ˆ¬±›Ú±Ó¬ √˙«ﬂ¡1 ˜ÚÓ¬ ¤ﬂ¡ Œﬂ¡ÃÓ”¬˝√√˘1 ¸‘ø©Ü
ﬂ¡À1º ˘·ÀÓ¬ ˝√√±¸…, ¬ıœ1, ’æ≥√Ó¬ ’±ø√ 1¸À1› 1±˝◊√Ê√1 ˜Ú
¸=±ø˘Ó¬ ﬂ¡À1º ¬ıËp¡±, Ú1ø¸—˝√√, ˝√√Ú≈˜±Ú, 1±ªÌ ’±ø√ ‰¬ø1S˝◊√
ˆ¬±›Ú±Ó¬ Œ˚øÓ¬˚˛± ˜≈‡± ø¬Ûøg √˙«ﬂ¡1 ’±·Ó¬ ˆ¬±› ø√À˚˛, Œ¸˝◊√
ˆ¬±›Àª ¶§±ˆ¬±øªﬂ¡ÀÓ¬ Ê√Ú¸±Ò±1Ìﬂ¡ Œﬂ¡ÃÓ”¬˝√√˘œ ﬂ¡1±1 ˘·ÀÓ¬
˜ÀÚ±1?ÚÀ1± Œ˚±·±Ú ÒÀ1º
Œ˝√√„≈√˘, ˝√√±˝◊√Ó¬±˘, ˝√√±˘Òœ˚˛± 1—, Úœ˘ ’±1n∏ Ï¬˘˜±øÈ¬ ¬ı±
¬ı·±˜±øÈ¬À˝√√ ˜≈‡±¸˜”˝√ 1— ø√¬ıÕ˘ ¬ı…ª˝√√±1 ﬂ¡1± ∆˝√√øÂ√˘º ’±øÊ√ﬂ¡±ø˘
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ﬂ¡ø1¬ıÕ˘ ¸˜À˚˛ ¸˜À˚˛ ø¬ıøˆ¬iß ﬂ¡±˚«¸”‰¬œ ˝√√±Ó¬Ó¬ ∆˘ ’±ø˝√√ÀÂ√º
Œﬂ¡±ÀÚ± Œﬂ¡±ÀÚ± ¸S˝◊√ øÚÊ√1 ¸SÀÓ¬ ﬂ¡˜«˙±˘± ¬Û±øÓ¬ ¤˝◊√
¬Û1•Û1±ﬂ¡ ’±&ª±˝◊√ øÚ¬ıÕ˘ Œ‰¬©Ü± ﬂ¡ø1ÀÂ√º ¤˝◊√ ø˙ä ¤Àﬂ¡¬ı±À1
ŒÚ±À˝√√±ª± ∆˝√√ Œ˚±ª± ¸S¸˜”˝√ À1± øﬂ¡Â≈√ øﬂ¡Â≈√ ¸S˝◊√ ÚÓ≈¬ÚÕﬂ¡
˜≈‡±ø˙ä1 ‰¬‰«¬± ﬂ¡ø1, ˝◊√˚˛±1 Î¬◊ißøÓ¬ ¸±ÒÚ1 ¬ı±À¬ı ˚P¬Û1 ∆˝√√ÀÂ√º
Œ˘±ﬂ¡¬Û1•Û1±1 ‰¬±ÀÚøﬂ¡ Œ√ø‡¬ıÕ˘ Œ¬Û±ª± ˜≈‡±ø˙äﬂ¡ ’Çœ˚˛±
Ú±È¬¸˜”˝√ Ó¬ ¸≈ﬂ≈¡˜±1 ﬂ¡˘±1 ‰¬‰«¬±1 ø√˙Ó¬ ¤ﬂ¡ Î¬◊À~‡À˚±·…
’ø1˝√√Ì± ø˝√√‰¬±À¬Û ·Ì… ﬂ¡ø1 ¤˝◊√ ˜≈‡±ﬂ¡ ¸—1é¬Ì ’±1n∏ ¿-¬ı‘øX1
¬ı…ª¶ö± ¢∂˝√Ì ﬂ¡ø1¬ı ˘±À·º
¬Û±√È¬œﬂ¡± –
1. https://bn.m.wikipedia.org>wiki
2. ¸”˚« ˝√√±Ê√ø1ﬂ¡± [¸•Û±.] – ¿¿ ¡Z±ø1ﬂ¡±Ú±Ô ø¡ZÊ√ ﬂ‘¡Ó¬
¸ôL±ª˘œ, ¬Û‘. 103º 2˚˛ ¸—¶®1Ì, 2008º
3. ¬ı¸ôL ﬂ≈¡˜±1 ˆ¬A±‰¬±˚« [¸•Û±.] – &1n∏‰¬ø1Ó¬, ¬Û‘ 325º 1˜
õ∂ﬂ¡±˙, 1985º
4. ¸—¬ı±√√±Ó¬± ˝√√À1Ì ˜˝√√ôL, ﬂ¡ø˘˚˛±¬ı1º Ó¬±— ˝◊√— 09-12-2016
5. Ú±1±˚˛Ì ‰¬f Œ√ªÀ·±¶§±˜œ – ¸Sœ˚˛± ¸—¶‘®øÓ¬1 ¶§Ì«À1‡±,
¬Û‘. 617º 1˜ õ∂ﬂ¡±˙, 2005º
6. ¸—¬ı±√√±Ó¬±ñ ˆ”¬ªÚ ¬ı1±, ﬂ¡ø˘˚˛±¬ı1º Ó¬±— ˝◊√— 09-122016º
7. Ú±1±˚˛Ì ‰¬f Œ√ªÀ·±¶§±˜œ – ¬Û”À¬ıı«±Mê√ ¢∂Lö, ¬Û‘.121º 2005º
8. ¸—¬ı±√√±Ó¬± Œ√ª±Úµ Œ·±¶§±˜œ, ¬ı1À√±ª±º Ó¬±— ˝◊√— 0912-2016º
õ∂¸e ¬Û≈øÔ

’ªÀ˙… ¤ÀÚ 1— ¬ı…ª˝√√±1 Úﬂ¡ø1 ¬ıÊ√±1Ó¬ Î¬◊¬Û˘t ¸≈˘ˆ¬ 1„√√À1˝◊√
˜≈‡±¸˜”˝√ 1— ø√˚˛± ˝√√˚˛º
¸±˜1øÌ –
ˆ¬±›Ú±Ó¬ ˜≈ ‡ ±1 ¬ı…ª˝√ √ ± 1 ˙Ç1À√ ª 1 ¬Û1ªÓ« ¬ œ
Ú±È¬…ﬂ¡±1¸ﬂ¡À˘› ﬂ¡ø1À˘º ˜±ÒªÀ√ ª , Œ·±¬Û±˘ ’±Ó¬±,
¬Û≈1n∏À¯∏±M√√˜ Í¬±ﬂ≈¡1 ’±ø√1 ¬Û‘á¬À¬Û±¯∏ﬂ¡Ó¬±Ó¬ ’¸˜1 ø¬ıøˆ¬iß Í¬±˝◊√Ó¬
¸S ·øÏ¬ˇ Î¬◊øÍ¬˘º ˙Ç1œ ˚≈·1 Ú±È¬¸˜”˝√1 Î¬◊¬Ûø1› ˙ÇÀ1±M√√1
˚≈·ÀÓ¬± ¤˝◊√¸SÀ¬ı±11 ¸S±øÒﬂ¡±1¸ﬂ¡À˘ Ú±È¬ 1‰¬Ú±1 ¬Û1•Û1±
’é≈¬J 1±ø‡À˘º ˙ÇÀ1±M√√1 ˚≈·1 ¤˝◊√ Ú±È¬¸˜”˝√Ó¬ ˚≈X-ø¬ı¢∂˝√1
¬ÛÀ˚˛±ˆ¬1 ¬ı±øÏ¬ˇ˘º ¬ıÒﬂ¡±¬ı…¸˜”˝√ﬂ¡ ∆˘ Ú±È¬ 1‰¬Ú±1 ¬Û1•Û1±˝◊√
˜≈‡… ˆ¬”ø˜ﬂ¡± ¢∂˝√Ì ﬂ¡ø1À˘º ’¸≈1, 1±é¬¸, ˆ¬·ª±Ú1 ø¬ıøˆ¬iß
’ªÓ¬±1, ’øÓ¬ﬂ¡±˚˛ ‰¬ø1S¸˜”˝√ 1+¬Û±˚˛Ì ﬂ¡À1“±ÀÓ¬ ˜≈‡±1 õ∂À˚˛±Ê√Ú
˝√√í˘º ¤˝◊√ ˜≈‡±À¬ı±1 ¸S¸˜”˝√Ó¬ øÚÀÊ√ ¸±øÊ√ Œ˘±ª±1 ¬ı…ª¶ö± ˝√√í˘º
Œ¸À˚˛ Ú·“±ªÀﬂ¡ Òø1 ’¸˜1 õ∂±˚˛À¬ı±1 ¸SÀÓ¬˝◊√ ˜≈‡± ·Ï¬ˇ±1 ø˙ä˝◊√
·Ï¬ˇ ∆˘ Î¬◊øÍ¬˘º Ú·“±ª1 ﬂ¡ø˘˚˛±¬ı1 ’=˘1 ‰¬±˜&ø1 ¸S
˜≈‡±ø˙ä1 ¤‡Ú ø¬ı‡…±Ó¬ ¸S ’±øÂ√˘º ˝◊√˚˛±1 Î¬◊¬Ûø1 ¬ı±ø˘¸S,
ø‰¬¬Û˝√√± ¸S, ﬂ¡1À‰¬±— ¸S ˜≈‡±ø˙ä1 ‰¬‰«¬±Ó¬ ’±·1Ì≈ª± ¸S
’±øÂ√˘º ﬂ¡ø˘˚˛±¬ı11 ¬Û≈1øÌ‚1œ˚˛± ¸S1 ˝√√À1Ì ˜˝√√ôL˝◊√ ¬ıÓ«¬˜±ÀÚ±
˜≈‡±ø˙ä1 ‰¬‰«¬± ’¬ı…±˝√√Ó¬ 1±ø‡ÀÂ√º ŒÓ¬“› Ó“¬±À1À1 Ê√ﬂ¡“±ÀÈ¬± ¸±øÊ√
Ó¬±1 ›¬Û1Ó¬ ˜≈‡± øÚ˜«±Ì ﬂ¡ø1 ˜≈‡±ø˙äﬂ¡ ¤ﬂ¡ ’±Ò≈øÚﬂ¡ 1+¬Û
ø√¬ıÕ˘ Œ‰¬©Ü± ﬂ¡ø1ÀÂ√º8
Ú·“±ª1 ¸S¸˜”À˝√√ ˜≈‡±ø˙äﬂ¡ Úª õ∂Ê√ij1 ˜±Ê√Ó¬ Ê√Úøõ∂˚˛
ﬂ¡] ’¸˜œ˚˛± ¢∂Lö –
ŒÚ›·, ˜À˝√√ù´1

–
[¸•Û±.]

–

–
[¸•Û±.]
–
–
Œ√ªÀ·±¶§±˜œ Œﬂ¡˙ª±Úµ [¸•Û±.] –
[¸•Û±.]

–
–
–

õ∂±‰¬… ˙±¸Ú±ª˘œº 1˜ õ∂ﬂ¡±˙º &ª±˝√√±È¬œ– ’¸˜ õ∂ﬂ¡±˙Ú ¬Ûø1¯∏  √ , 1974º
˜≈ø^Ó¬º
&1n∏ ‰¬ø1Ó¬ ﬂ¡Ô±º 2˚˛ ¸—¶®1Ìº &ª±˝√√±È¬œ ø¬ıù´ø¬ı√…±˘˚˛– õ∂ﬂ¡±˙Ú ø¬ıˆ¬±·,2003º
˜≈ø^Ó¬º
¿ ¿ ˙Ç1À√ªº 7˜ ¸—¶®1Ìº &ª±˝√√±È¬œ – ‰¬f õ∂ﬂ¡±˙, 1987º ˜≈ø^Ó¬º
¬ÛøªS ’¸˜º 3˚˛ ¸—¶®1Ìº &ª±˝√√±È¬œ – ˘˚˛±Â«√ ¬ı≈ﬂ¡©Ü˘, 1991º ˜≈ø^Ó¬º
’¸˜œ˚˛± ¸±ø˝√√Ó¬…1 1+¬ÛÀ1‡±º 9˜ Ó¬±„√√1Ìº &ª±˝√√±È¬œ – ‰¬f õ∂ﬂ¡±˙, 2000º ˜≈ø^Ó¬º
ÚÀ1±ª± ’±Ó¬±¸ﬂ¡˘1 øÚ¬ı«±ø‰¬Ó¬ Ú±È¬º 1˜ õ∂ﬂ¡±˙º Ú·“±› – ¿ ¿ ÚÀ1±ª±
¬ı±ø˘¸S¬, 2013º ˜≈ø^Ó¬º
’Ç˜±˘±º
¸S-¸—¶‘®øÓ¬1 1+¬ÛÀ1‡±º 5˜ ¸—¶®1Ìº øÎ¬¬ıËn∏·Î¬ˇ – ıÚ˘Ó¬±, 2000º ˜≈ø^Ó¬º
’Çœ˚˛± ˆ¬±›Ú±º 3˚˛ ¸—¶®1Ìº øÎ¬¬ıËn∏·Î¬ˇ – ¬ıÚ˘Ó¬±, 2000º ˜≈ø^Ó¬º
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–
–
Œ√ª Œ·±¶§±˜œ, Ú±1±˚˛Ì ‰¬f
–
ı1ﬂ¡±ﬂ¡Ó¬œ, ¸?œªﬂ≈¡˜±1 [¸•Û±.] –
ˆ¬A±‰¬±˚«, ¬ı¸ôLﬂ≈¡˜±1

–

˝√√±Ê√ø1ﬂ¡±, ¸”˚«… [¸•Û±.]

–

˝√√±Ê√ø1ﬂ¡±, ø˝√√˜±¿

–

Ú±˜ õ∂¸—· Ú±˜1 ¬Û—øMê√’±1n∏ Ú±˜ ¸±˜1±º 1˜ õ∂ﬂ¡±˙º Ú·“±›
¿ ¿ ÚÀ1±ª± ¬ı±ø˘¸S ¬Ûø1‰¬±˘Ú± ¸ø˜øÓ¬, 2015º ˜≈ø^Ó¬º
¸Sœ˚˛± ¸—¶‘®øÓ¬1 ¶§Ì«À1‡±º 1˜ õ∂ﬂ¡±˙º &ª±˝√√±È¬œ – ˘˚˛±Â«√ ¬ı≈ﬂ¡ ©Ü˘, 2005º ˜≈ø^Ó¬º
1±˜±Úµ ø¡ZÊ√ ø¬ı1ø‰¬Ó¬ ¿&1n∏ ‰¬ø1Ó¬º 1˜ õ∂ﬂ¡±˙º &ª±˝√√±È¬œ– ¬ı±Ìœ ˜øµ1,2014º
˜≈ø^Ó¬º
[¸•Û±.] 1±˜‰¬1Ì Í¬±ﬂ≈¡1 ø¬ı1ø‰¬Ó¬ &1n∏‰¬ø1Ó¬º 1˜ õ∂ﬂ¡±˙º øÈ¬U – ‰¬f õ∂ﬂ¡±˙, 1985º
˜≈ø^Ó¬º
¿ ¿ ¡Z±ø1ﬂ¡±Ú±Ô ø¡ZÊ√ ﬂ‘¡Ó¬ ¸ôL±ª˘œº 2˚˛ ¸—¶®1Ìº &ª±˝√√±È¬œ – ¤Â√. ¤˝◊√ Â√.
¤Î≈¬Àﬂ¡ù´ÀÚ˘ ¬∏C±©Ü, 2008º ˜≈ø^Ó¬º
¤&øÈ¬ ˆ¬±›Ú± ﬂ¡ø1 ¬Û±ª˚˛ ¸ﬂ¡˘º 1˜ õ∂ﬂ¡±˙º Ú·±›“ – Sê±øôLﬂ¡±˘ õ∂ﬂ¡±˙Ú, 2014º
˜≈ø^Ó¬º

‡] ˝◊√—1±Ê√œ ¢∂Lö –
Barua, B.K

:

A Cultural History of Assam (Early Period). 5th Edition, Bina Library,
2011.

Gosh, Manomohan. Ed.

:

Bharata Muni The Natyasastra.Vol.1, The Metropolitan Printing and
Publishing Co. Pvt. Ltd, 1967.

Neog, Maheswar.

:

Religious of the North East. 1st Edition. Publication Board, 2008 .

:

Sankaradeva and his Times (Early History of the Vaisnava Faith and
Movement of Assam.) 1st edition. Department of Publication, Gauhati
University, 1965.

·] ’¸˜œ˚˛± ’±À˘±‰¬Úœ ’±1n∏ ¶ú‘øÓ¬ ¢∂Lö –
Œ·±¶§±˜œ, ø·ø1ﬂ¡±ôL [¸•Û±.]
–
¸S ŒÊ√…±øÓ¬ [¶ú‘øÓ¬¢∂Lö] Ú·“±›– ’¸˜ ¸S ˜˝√√±¸ˆ¬± ¬Û=‰¬Q±ø¬ı—˙ ø¡Z-¬ı±ø¯∏«ﬂ¡ Ú·“±›
’øÒÀ¬ı˙Ú, 2005º ˜≈ø^Ó¬º
Œ·±¶§±˜œ, ‰¬µÚ [¸•Û±.]
–
¸S±?ø˘ [˜≈‡¬ÛS]º 4Ô« ¸—‡…±º Ú·“±›– ¬Ûø(˜ Ú·“±› øÊ√˘± ¸S ¸ˆ¬±, 20122014º ˜≈ø^Ó¬º
¬ı1±, Ú¬ıœÚ ‰¬f [¸•Û±.]
–
ﬂ“¡±ø‰¬˚˛ø˘ º Ú·“±›– ﬂ¡ø˘˚˛±¬ı1 ˙±‡± ¸±ø˝√√Ó¬… ¸ˆ¬± ¬ÛøSﬂ¡±, 1988º ˜≈ø^Ó¬º
¬ı1±, ¬ı≈¬ı≈˘ [¸•Û±.]
–
¿¿ ¬ı·±Ê√Ú ¸S [¶ú1øÌﬂ¡±]º 1˜ õ∂ﬂ¡±˙º Ú·“±› – ¬ı·±Ê√Ú ¸S1 õ∂øÓ¬á¬± ø√ª¸,
2008º ˜≈ø^Ó¬º
¬ı1±, ˘ÑœÚµÚ [¸•Û±.]
–
·1œ˚˛¸œº &ª±˝√√±È¬œ – ¸±ø˝√√Ó¬… õ∂ﬂ¡±˙ ’±·©Ü, 2012º [ÿÚø¬ı—˙ ¬ıÂ√1, ¤ﬂ¡±√˙
¸—‡…±]º ˜≈ø^Ó¬º
–
·1œ˚˛¸œº &ª±˝√√±È¬œ – ¸±ø˝√√Ó¬… õ∂ﬂ¡±˙, ŒÂ√À5•§1, 2010º [¸5√˙ ¬ıÂ√1, ¡Z±√˙
¸—‡…±]º ˜≈ø^Ó¬º
‚] Internet Sources :
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https://bn.m.wikipedia.org>wiki

„√√] ·Àª¯∏Ì± ¢∂Lö –
˝√√±Ê√ø1ﬂ¡±, ø˝√√˜±¿

–

Ú·“±› øÊ√˘±1 ¸S¸˜”˝√Ó¬ ˙ÇÀ1±M√√1 ˚≈·1 Ú±È¬-ˆ¬±›Ú±1 ‰¬‰«¬±º &ª±˝√√±È¬œ ø¬ıù´ø¬ı√…±˘˚˛,
2019º ’õ∂ﬂ¡±ø˙Ó¬ ¢∂Löº

‰¬] ¸—¬ı±√¬ÛS –
’±øÊ√1 ’¸˜ º ’±À˘±ﬂ¡¬Û±Ó¬º ﬂ‘¡¯û1±˜ ¬ı1n∏ª±ñ õ∂ªg ë‹øÓ¬˝√√…˜øGÓ¬ ﬂ¡ø˘˚˛±¬ı1 – øﬂ¡Â≈√ ˝◊√øÓ¬˝√√±¸ ’±1n∏ øﬂ¡Â≈√ Î¬◊¬Û˝√√±¸íº ¬
Û‘á¬± 5º 11 Ê≈√˘±˝◊√, 1993º
’±øÊ√1 ’¸˜º Œ√M√¬ı1œ˚˛± ’±À˘±‰¬Úœº õ∂Ù≈¬~õ∂±Ì ˜˝√√ôLñõ∂ªg ë¿˜ôL ˙Ç1– ’¸˜œ˚˛± ¸±—¶‘®øÓ¬1 ¶§Ì«˚≈·íº ¬Û‘á¬± ﬂ¡º 8ŒÂ√À5•§1,
1996º
Â√] ¸—¬ı±√√±Ó¬±1 Ó¬±ø˘ﬂ¡± –
Ú±˜
¬ı˚˛¸
ø˘e
¬ı±¸¶ö±Ú
Œ√ª±ÚµÀ√ª Œ·±¶§±˜œ
54
¬Û≈1n∏¯∏ ¬ı1À√±ª±
ˆ”¬ªÚ ¬ı1±
56
¬Û≈1n∏¯∏ ˝√√±È¬¬ı1
˝√√À1Ì ˜˝√√ôL
64
¬Û≈1n∏¯∏ ¬Û”ªÔ1œ˚˛±

r¬r
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’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬N
˘é¬…øÊ√» ¬ı≈Ï¬ˇ±À·±˝√√“±˝◊
·Àª¯∏ﬂ¡, ’¸˜œ˚˛± ø¬ıˆ¬±·, øÎ¬¬ıËn∏·Î¬ˇ ø¬ıù´ø¬ı√…±˘˚˛
¸—øé¬5¸±1 – ˆ¬±¯∏± ø¬ıÀ˙¯∏Ó¬– ¶§±ÒœÚˆ¬±Àª ’Ô« õ∂ﬂ¡±˙ ﬂ¡1± ˜”˘ õ∂±ﬂ‘¡øÓ¬À¬ı±1ﬂ¡ ˙s ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º ¤Àﬂ¡±È¬± ˆ¬±¯∏±1 ø¬ıﬂ¡±˙ ’±1n∏
¸˜‘øX ¸±ÒÚÓ¬ ˙s˝◊√ õ∂Ò±Ú ˆ”¬ø˜ﬂ¡± ¬Û±˘Ú ﬂ¡À1º ˆ¬±¯∏±1 ’±À˘±‰¬Ú±Ó¬ ˙s1 ø¬ıÀ˙¯∏ &1n∏Q ’±ÀÂ√º ’±Ò≈øÚﬂ¡ ˆ¬±¯∏±ø¬ı:±ÚÓ¬ ¬ı…ª˝√√+Ó¬ ˙sÓ¬±øNﬂ¡
õ∂ﬂ¡±1Ó¬N ∆˝√√ÀÂ√ ˆ¬±¯∏±Ó¬ ¬ı…ª˝√√+Ó¬ ˙sÀ¬ı±11 õ∂±À˚˛±ø·ﬂ¡ ’±1n∏ ·“±ÔøÚﬂ¡ 1 ø√˙ ¸•ÛÀﬂ¡« ¬ø¬ı‰¬±1-ø¬ıÀù≠¯∏Ì ﬂ¡1± ¤ﬂ¡ ¬ÛXøÓ¬º Û‘øÔªœ1 õ∂ÀÓ¬…ﬂ¡
ˆ¬±¯∏±˝◊ Œ˜Ãø˘ﬂ¡ˆ¬±Àª øÚÊ√± ˙s ¬ı˝√√Ú ﬂ¡1± Î◊¬¬Ûø1› ø¬ıøˆ¬iß ˆ¬±ø¯∏ﬂ¡-¸±˜±øÊ√ﬂ¡ ﬂ¡±1ÌÓ¬ Ê√Ú-Ê√œªÚ1 ˘·Ó¬ ¬Û±1¶Ûø1ﬂ¡ ˆ¬±ª1 ’±√±Ú-õ∂√±Ú
ﬂ¡À1“±ÀÓ¬ ˝◊2Â√±ﬂ‘¡Ó¬ ¬ı± ’øÚ2Â√±ﬂ‘¡Ó¬ˆ¬±Àª ’Ú… ˆ¬±¯∏±1 ˙±øsﬂ¡ Î◊¬¬Û±√±Ú ¢∂˝√Ì ﬂ¡À1√º ˙sˆ¬±G±11 ø√˙Ó¬ ’¸˜1 È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±¸˜”˝√ ˚ÀÔ©Ü ‰¬˝√√ﬂ¡œº
˚ø› ’¸˜Ó¬ È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±1 Â˚˛È¡± 1+¡Û Œ¡Û±ª± ˚±˚˛, ¤˝◊ ·Àª¯∏Ì± ﬂ¡˜«1 ¡ı±À¡ı ’±˝◊Ó¡Ú, ‡±˜øÓ¡, ‡±˜˚˛±— ’±1n∏ Ù¡±Àﬂ¡ ¤˝◊ ‰¡±ø1È¡± ˆ¡±¯∏±ﬂ¡ øÚ¡ı«±‰¡Ú
ﬂ¡1± ∆˝ÀÂº ø˚À˝√√Ó≈¬ ’±À˝√√±˜ ˆ¬±¯∏± ¬ıÓ«¬˜±Ú ¬ıU˘ˆ¬±Àª ﬂ¡øÔÓ¬ 1+¬ÛÓ¬ Œ¬Û±ª± Ú±˚±˚˛ ’±1n∏√ È≈¬1n∏— ˆ¬±¯∏± ø‰¬—ÀÙ¬Ã ˆ¬±¯∏±1 ¸—ø˜|ÌÓ¬ ¶§ﬂ¡œ˚˛ 1+¬Û1
¬Ûø1ªÓ«¬Ú ‚øÈ¬ÀÂ√, Œ¸À˚˛ ·Àª¯∏Ì± ﬂ¡˜«1 ˜øÊ√˚˛±Ó¬ ¤˝◊√ ˆ¬±¯∏± ≈√È¬± øÚ¬ı«±‰¬Ú ﬂ¡1± Œ˝√√±ª± Ú±˝◊√º
[¸—Àﬂ¡Ó¬ ˙s – ˆ¬±¯∏±ø¬ı:±Ú, õ∂ﬂ¡±1Ó¬N, ˙sÓ¬N, ˙s-·Í¬Ú, È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±º]

0.0 ’ªÓ¬1øÌﬂ¡±
¤ø‰¬˚˛± ˜˝√√±À√˙1 ø¬ıô¶¥Ó¬ ’=˘Ó¬ ¬ı¸¬ı±¸ ﬂ¡1± ˜—À·±˘œ˚˛ õ∂Ê√±øÓ¬1 ¤È¬± ¬ı‘˝√» ˜±ÚªÀ·±á¬œ ˝√√í˘ È¬±˝◊¸ﬂ¡˘º
˝◊øÓ¬˝√√±¸1 ¬Û‘á¬±Ó¬ È¬±˝◊¸ﬂ¡˘ õ∂ªÊ√Úﬂ¡±1œ Ê√±øÓ¬ ø˝√√‰¬±À¬Û ¬Ûø1ø‰¬Ó¬º Ê√Ê√« ’±¬ıË±˝√√±˜ ¢∂œ˚˛±Â√«Ú1 ˜ÀÓ¬ ˝◊Àµ±‰¬œÚ1 ø¬ıô¶¥Ó¬
’=˘Ó¬ ¬ı¸¬ı±¸ ﬂ¡1± È¬±˝◊¸ﬂ¡À˘ õ∂±‰¬œÚ ¬ı±¸¶ö±Ú √øé¬Ì-¬Ûø(˜ ‰¬œÚ1¬Û1±˝◊ Î◊¬M√√1-¬ı±˜«±Õ˘ õ∂¬ıËÊ√Ú ﬂ¡ø1øÂ√˘º 2 ¤ÀÎ¬±ª±È¬«
Œ·˝◊È¬1 ˜ÀÓ¬ È¬±˝◊ ˙sÀÈ¬±Àª ‰¬œÚ± ˆ¬±¯∏±1 ¸1·œ˚˛ [Celestial] ˙s ’Ú≈¸ø1 ˜˝√√œ˚˛±Ú [Glorious] ’Ô« ¬ı≈Ê√±˚˛º 3 È¬±˝◊
˙s1 ’Ô« ˝√√í˘ ñ ë˜≈Mêí, ë¶§±ÒœÚí ¬ı± ë¬ıgÚ˝√√œÚíº 4 Ú‘Ó¬±øNﬂ¡ ‘√ø©Üˆ¬—·œÀ1 È¬±˝◊¸ﬂ¡˘ ˜—À·±˘œ˚˛ õ∂Ê√±øÓ¬1 Œ˘±ﬂ¡º ’ªÀ˙…
ˆ¬±¯∏±Ó¬±øNﬂ¡ ø√˙1 ¬Û1± È¬±˝◊¸ﬂ¡˘ Œﬂ¡±ÚÀÈ¬± ˆ¬±¯∏± ¬Ûø1˚˛±˘1 ’ôL·«Ó¬ Œ¸˝◊ ∆˘ ˆ¬±¯∏±ø¬ı√¸ﬂ¡˘1 ˜±Ê√Ó¬ ˜Ó¬Àˆ¬√ ’±ÀÂ√º
¢∂œ˚˛±Â√«Ú, ¸≈ÚœøÓ¬ ﬂ≈¡˜±1 Œ‰¬È¬±Ê√π, ÚÀ·Ú Í¬±ﬂ≈¡1 ’±ø√ ¬ÛøGÓ¬¸ﬂ¡À˘ È¬±˝◊ ˆ¬±¯∏±À·±á¬œﬂ¡ ‰¬œÚ-øÓ¬¬ııÓ¬œ˚˛ ˆ¬±¯∏± ¬Ûø1˚˛±˘Ó¬
’ôLˆ≈¬«Mê ﬂ¡ø1ÀÂ ˚ø√› ’±Ò≈øÚﬂ ¬ÛøGÓ¬¸ﬂ¡À˘ È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±À·±á¬œﬂ¡ È¬±˝◊ ﬂ¡±√±˝◊ [Tai Kadai] Ú±˜ﬂ¡1ÀÌÀ1 ¸≈ﬂ¡œ˚˛±Õﬂ¡
Œ|Ìœø¬ıˆ¬±Ê√Ú ﬂ¡1± Œ√‡± ˚±˚˛º ’±À˜ø1ﬂ¡± ˆ¬±¯∏±ø¬ı√ Paul K. Benedict-Œ˚˛ 1942 ‰¬ÚÓ¬ American Anthropologist
Ú±˜1 ·Àª¯∏Ì± ¬ÛøSﬂ¡±1 44 Ó¬˜ ¸—‡…±Ó¬ õ∂ﬂ¡±ø˙Ó¬ Tai kadai and Indonesian: A New Alignment is South-eastern
Asia ˙œ¯∏«ﬂ¡ õ∂ªgÓ¬ õ∂Ô˜ ﬂ¡±√±˝◊ ¬Ûø1ˆ¬±¯∏±ÀÈ¬± ¬ı…ª˝√√±1 ﬂ¡ø1øÂ√˘º ŒÓ¬›“ Œ·˘±› (Gelao), ˘±ﬂ≈¡’± (Laqua) ’±1n∏ ˘±ø‰¬
(Lachi) ¤˝◊ øÓ¬øÚÈ¬± Sê± [kra] ¬Ûø1˚˛±˘1 ˆ¬±¯∏±ﬂ¡ Ø√√±˝◊ [hlai] ˆ¬±¯∏±À·±á¬œÀÈ¬±1 ∆¸ÀÓ¬ ¤Àﬂ¡˘· ﬂ¡ø1 ﬂ¡±√±˝◊ ¬ı≈ø˘ ’øˆ¬ø˝√√Ó¬
ﬂ¡ø1øÂ√˘º ¬Û1ªÓ¬π ¬Û˚«±˚˛Ó¬ È¬±˝◊-ﬂ¡±√±˝◊ ˆ¬±¯∏± ’±1n∏ ¸—¶¥®øÓ¬ ø¬ı¯∏À˚˛ 1998 ‰¬Ú1 Ê√≈Ú ˜±˝√√Ó¬ Ô±˝◊À˘G1 ˜ø˝√√√˘ [Mohedol]
ø¬ıù´ø¬ı√…±˘˚˛Ó¬ ’Ú≈øá¬Ó¬ ﬂ¡1± õ∂Ô˜‡Ú ’±ôLÊ√±øÓ¬«ﬂ¡ ’±À˘±‰¬Ú± ¸ˆ¬±˝◊ È¬±˝◊-ﬂ¡±√±˝◊ ˆ¬±¯∏± ¬Ûø1˚˛±˘ﬂ¡ ¶§œﬂ‘¡øÓ¬ ø√À˘º 5
Benedict ˜ÀÓ¬- Kra languages placed three (Gelao, Laqua (Qabiao) and Lachi) together with Hlai in
a group that he called "Kadai", from ka meaning "person" in Gelao and Laqua (Qabiao), and Dai a form of a
Hlai autonymº6 ’Ô«±» ﬂ¡±√±˝◊ = ﬂ¡± + √±˝◊ , Œ·˘±› (Gelao), ˘±ﬂ≈¡’± (Laqua) ˆ¬±¯∏±Ó¬ ﬂ¡± ˜±ÀÚ ˜±Ú≈˝√ ’±1n Ø√√±˝◊
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ˆ¬±¯∏±Ó¬ √±˝◊ ∆˝√√ÀÂ√ ˜±Ú≈˝√1 ¸˜øá¬·Ó¬ ¸˜±Ô«ﬂ¡ ˙sº Paul K. Benedict- ﬂ¡ ¸˜Ô«Ú ﬂ¡ø1 Edmonson, A Jerold, David
B. Solnit ’±ø√ ¬ÛøGÓ¬¸ﬂ¡À˘ ﬂ¡±√±˝◊ Ú±˜ÀÈ¬± ’øÒﬂ¡ ¢∂˝√ÌÀ˚±·… ¬ı≈ø˘ ˜Ó¬ Œ¬Û±¯∏Ì ﬂ¡À1º
¤˝◊ ·Àª¯∏Ì± ﬂ¡˜«Ó¬ õ∂¬ıËÊ√Ú1 Ê√ø1˚˛ÀÓ¬ ’©Ü±√˙ ˙øÓ¬ﬂ¡±1 Œ˙¯∏ˆ¬±·Ó¬ ’¸˜ˆ”¬ø˜Ó¬ õ∂Àª˙ ﬂ¡1± È¬±˝◊˜”˘œ˚˛ ’±˝◊Ó¬Ú,
‡±˜øÓ¬, ‡±˜˚˛±— ’±1n∏ Ù¬±Àﬂ¡ ˆ¬±¯∏±Ó¬ ¬ı…ª˝√√+Ó¬ ˙s1 ·“±ÔøÚﬂ¡ ø√˙ ¸•ÛÀﬂ¡« ¸˜ﬂ¡±˘œÚ 1+¬Û1 øˆ¬øM√√Ó¬ õ∂ﬂ¡±1Ó¬±øNﬂ¡
¬ÛXøÓ¬1 ¸˝√√±˚˛Ó¬ ø¬ı‰¬±1-ø¬ıÀù≠¯∏Ì ﬂ¡1± ∆˝ÀÂ√º
0.1 ·Àª¯∏Ì± ﬂ¡˜«1 &1n∏Q ’±1n∏ Î◊¬ÀV˙…
¸•xøÓ¬ UNESCO-1 ¸˜œé¬±Ó¬ ’¸˜1 È¡±˝◊˜”˘œ˚˛ ’±˝◊Ó¡Ú,‡±˜øÓ¬,‡±˜˚˛±— ’±1n∏ Ù¡±Àﬂ ˆ¬±¯∏± Endagnered
Language7√-1 Ó¬±ø˘ﬂ¡±Ó¬ Vulnerable8-Ó¬ ¶ö±Ú ¬Û±˝◊ÀÂ√, ’Ô«±» ø¬ı¬Ûißõ∂±˚˛ ˆ¬±¯∏± ø˝√√‰¬±À¬Û ø‰¬ø˝√êÓ¬ ∆˝√√ÀÂ√º ·øÓ¬Àﬂ¡ ¤˝◊
ˆ¬±¯∏±Àﬂ¡˝◊È¬± ¸—1é¬Ì1 õ∂À˚˛±Ê√Úœ˚˛Ó¬± ’±ÀÂ√º øÚÊ¶§ ø˘ø¡Û ’±1n∏ ø˘ø‡Ó¡ ¸±ø˝Ó¡…Ó¡ ‰¡˝ﬂ¡œ È¬±˝◊ ˆ¡±ø¯ﬂ¡ Œ˘±ﬂ¡¸ﬂ¡˘
¸•xøÓ¬¡¤ﬂ¡ø¡ı—˙ ˙øÓ¡ﬂ¡±Ó¡ ø¡ıøˆ¡iß ˆ¡±ø¯∏ﬂ¡-¸±˜±øÊﬂ¡-∆˙øé¡ﬂ¡ ’±1n∏ ¡ı‘øM·Ó¡ ﬂ¡±1ÌÓ¡ ø¡Zˆ¡±¯∏œ ’Ô¡ı± ¡ıUˆ¡±¯∏œ ∆˝ ¬Ûø1ÀÂ√º
Ù¬˘¶§1+À¬Û ˆ¬±¯∏±Àﬂ¡˝◊È¬±1 ˆ¡±¯∏±Ó¡±øNﬂ¡ ∆¡ıø˙©Ü… Œ˘±¡Û ¡Û±˝◊ÀÂ ¡ı± ¡Ûø1ªøÓ«¡Ó¡ ∆˝ÀÂº ·øÓ¬Àﬂ¡ È¡±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 qX
ˆ¡±ø¯∏ﬂ¡ ∆¬ıø˙©Ü… 1é¬±1 Œé¬SÓ¬ ø¡ı:±Ú¸ijÓ¡ ’±1n∏ õ∂Ì±˘œ¡ıXˆ¡±Àª ˙s1 ·“±ÔøÚﬂ¡ ø˙1 ’Ò…˚˛Ú1 &1n∏Q ’±ÀÂ√º
’¸˜1 È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±1 ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬N ˙œ¯∏«ﬂ¡ ø¡ı¯∏˚˛ÀÈ¡± ’Ò…˚˛Ú1 Î¬◊ÀV˙…Àﬂ¡˝◊È¡± ˝í˘ñ
[ﬂ¡] È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±1 ˙sˆ¬±G±1 ’±1n∏ ¬ıÓ¬«˜±Ú ﬂ¡øÔÓ¬ 1+¬Û1 øˆ¬øM√√Ó¬ ˙s1 ·“±ÔøÚﬂ¡ ∆¬ıø˙©Ü…¸˜”˝√ ø‰¬Ú±Mêﬂ¡1Ì ﬂ¡1±º
[‡√] ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬N1 ’±Ò±1Ó¬ ’¸˜1 È¡±˝◊˜”˘œ˚˛ ’±˝◊Ó¬Ú, ‡±˜øÓ¬, ‡±˜˚˛±— ’±1n∏ Ù¬±Àﬂ¡ ˆ¡±¯∏±1 ˙s¸˜”˝√1
’±ôL–¸•Ûﬂ¡π˚˛ ∆¬ıø˙©Ü… ø¬ı‰¬±1 ﬂ¡1± ¤˝◊ ·Àª¯∏Ì± ﬂ¡˜«1 ’Ú…Ó¡˜ Î¬◊ÀV˙…º
0.2 ·Àª¯∏Ì± ﬂ¡˜«1 ¬ÛXøÓ¬¬
’¸˜1 È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±1 ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬Nñ ˙œ¯∏«ﬂ¡ ø¡ı¯∏˚˛ÀÈ¡± ’Ò…˚˛Ú1 Œé¬SÓ¬ Ó¬±øNﬂ¡ ¬ÛXøÓ¬ ø˝√√‰¬±À¬Û
˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬N ’±1n∏ ø¬ı¯∏˚˛ ø¬ıÀù≠¯∏Ì1 Œé¬SÓ¬ ¬ıÌ«Ú±Rﬂ¡ ’±1n∏ ø¬ıÀù≠¯∏Ì±Rﬂ¡ ¬ÛXøÓ¬ ¬ı…ª˝√√±1 ﬂ¡1± ∆˝√√ÀÂ√º Ó¬Ô…
¸—¢∂˝√1 Œé¬SÓ¬ È¬±˝◊ ˆ¬±ø¯∏ﬂ¡ ¬ı…øMê1 ¬Û1± ˆ¬˝◊‰¬ Œ1ﬂ¡Î¬«±1 ¸˝√√±˚˛Ó¬ ¬Û±Í¬ ¸—1é¬Ì, ¬Û±Í¬ ’Ú≈¬ı±√ ﬂ¡1±1 ˘·ÀÓ¬ È¬±˝◊ ˆ¬±¯∏±1
˙sÀﬂ¡±¯∏, ’øˆ¬Ò±Ú ’±1n∏ ¬ı…±ﬂ¡1Ì1 ¸˝√√±˚˛ Œ˘±ª± ∆˝√√ÀÂ√º
1.0 ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¡N ’±1n∏ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙s-·Í¬Ú
¸±•xøÓ¬ﬂ¡ ﬂ¡±˘Ó¬ ˆ¬±¯∏± ’Ò…˚˛Ú1 Œé¬S‡Ú ¬ıUÒ±-ø¬ıˆ¬Mê ∆˝√√ ø¬ıﬂ¡±˙ ˘±ˆ¬ ﬂ¡ø1ÀÂ√º ¬Û1•Û1±·Ó¬ Ò…±Ú-Ò±1Ì±
’±1n∏ ø‰¬ôL±-Œ‰¬Ó¬Ú±1 ˜±Ê√Ó¬ ’±ªX Ú±Ô±øﬂ¡ ¬ıÓ¬«˜±Ú ˆ¬±¯∏± ’Ò…˚˛Ú 1œøÓ¬Ó¬ :±Ú ’Ài§¯∏Ì1 ø√˙ÀÈ¬±› ¸—À˚±øÊ√Ó¬ ∆˝√√ÀÂ√º
õ∂ﬂ¡±1Ó¡N ∆˝ÀÂ ’±Ò≈øÚﬂ¡ ˆ¡±¯∏±ø¡ı:±Ú1 ¤È¡± ’Ú…Ó¡˜ ˙±‡±º õ∂ﬂ¡±1Ó¡N ˙sÀÈ¡± õ∂ﬂ¡±1 + Ó¡N = õ∂ﬂ¡±1Ó¡N, ¤˝◊À1
¸—˚≈Mê 1+¡ÛÓ¡ ¡ı…ª˝+Ó¡ ∆˝ÀÂº õ∂ﬂ¡±1 ˙sÀÈ¡±Àª Œﬂ¡±ÀÚ± ø¡ı¯∏˚˛1 ¶§1+¡Û ¡ı± Ò1Ì ¸•ÛÀﬂ«¡ Ò±1Ì± øÀ˚˛º ’Ú…˝±ÀÓ¡ Ó¡N ∆˝ÀÂ
˜±Úª ø‰¡ôL± ’±1n∏ ﬂ¡˜« ¡Ûø1øÒ1 Œ±¯∏˜≈Mê ’±1n∏ ¡ÛXøÓ¡·Ó¡ ø¡ı‰¡±1 [Critical analysis of thought]º õ∂ﬂ¡±1Ó¡N1
˝◊—1±Êœ õ∂øÓ¡˙s ∆˝ÀÂ Typologyº ¢∂œﬂ¡ ˆ¡±¯∏±Ó¡ Typostlogy-1 ¸˝À˚±·Ó¡ ˝◊√—1±Ê√œ Typology ˙sÀÈ¡± ·øÍ¡Ó¡
∆˝ÀÂº Typos-1 ’Ô« ∆˝ÀÂ Types [õ∂ﬂ¡±1] ¡ı± kind [Ò1Ì] ¡ı± class [Œ|Ìœ]º ø˚ ¤Àﬂ¡Ò1Ì1 ˘é¡… ¡ı± ∆¡ıø˙©Ü…
¡ı˝Ú ﬂ¡À1 ’±1n logy∏ ˜±ÀÚ ø¡ı:±Ú ¡ı± :±Ú ’Ài§¯∏Ì1 ˙±‡±º ˆ¡±¯∏±ø¡ı:±ÚÓ¡ ¡ı…ª˝+Ó¡ ¤˝◊ ˙sÀÈ¡± Êœªø¡ı:±Ú1 Taxonomy ˙sÀÈ¡±1 ¡Û1± Œ˘±ª± ∆˝ÀÂº 9 ø˚ Êœª1 Œ|Ìœ¸˜”˝1 ’Ò…˚˛Ú ’±1n∏ ¡ı…±‡…±ﬂ¡ ¡ı≈Ê±˚˛º ˆ¡±¯∏±ø¡ı:±ÚÓ¡ ¡ı…ª˝+Ó¡
õ∂ﬂ¡±1Ó¡N˝◊ ‹øÓ¡˝±ø¸ﬂ¡ Sê˜ø¡ıªÓ«¡Úﬂ¡ &1n∏Q øÚø˚˛±Õﬂ¡ ˆ¡±¯∏±¸˜”˝1 ¸˜ﬂ¡±˘œÚ ·“±ÔøÚﬂ¡ 1+¡Û1 ’±Ò±1Ó¡ ¡Û‘øÔªœ1 ø¡ıøˆ¡iß
ˆ¡±¯∏±À¡ı±11 ¸yª¡Û1 ¡Û±Ô«ﬂ¡…¸˜”˝ ø‰¡Ú±Mêﬂ¡1Ì ’±1n∏ Œ|Ìœﬂ¡1Ì ﬂ¡À1º ø˚ ˆ¡±¯∏±1 ¡Û±Ô«ﬂ¡…¸˜”˝√ øﬂ¡˚˛ ˝˚˛, Œﬂ¡ÀÚÕﬂ¡ ˝˚˛,
¡Û±Ô«ﬂ¡…1 ¸œ˜±ªXÓ¡± øÚÌ«˚˛ ﬂ¡1± ’±ø ø˙À¡ı±1ÀÓ¡± ¸˜±ÀÚ˝◊ &1n∏Q õ∂±Ú ﬂ¡À1º
ˆ¡±¯∏±Õ¡ı:±øÚﬂ¡ õ∂ﬂ¡±1Ó¬±øNﬂ¡ ’Ò…˚˛Ú1 ¤ﬂ¡ ’Ú…Ó¬˜ ˙±‡± ∆˝√√ÀÂ√ ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬Nº ˝◊—1±Ê√œ¬
ëLexicology’¬˙sÀÈ¬±1 ’¸˜œ˚˛± õ∂øÓ¬˙s ø˝√√‰¬±À¬Û ˙sÓ¬N ˙sÀÈ¬± ¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º Lexeme ˜±ÀÚ ˙s¸±1
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’±1n∏ Logy ˜±ÀÚ Ó¬Nº ’±Ú˝√√±ÀÓ ˙s ˝√√í˘¬ ˝◊—1±Ê√œ Word-1 õ∂øÓ¬˙sº ˆ¬±¯∏± ø¬ıÀ˙¯∏Ó¬ ¶§±ÒœÚˆ¬±Àª ’Ô« õ∂ﬂ¡±˙ ﬂ¡1±
˜”˘ õ∂±ﬂ‘¡øÓ¬À¬ı±1ﬂ¡ ˙s Œ¬ı±˘± ˝√√˚˛º ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1NÓ¬ ˆ¬±¯∏± ¤Àﬂ¡±È¬±Ó¬ ¬ı…ª˝√√+Ó¬ ˙sˆ¬±G±1 ’±1n∏ Œ¸˝◊ ˙sÀ¬ı±11
õ∂±À˚˛±ø·ﬂ¡ ’±1n∏ ·“±ÔøÚﬂ¡ ø√˙ ¸•ÛÀﬂ¡« ø¬ı‰¬±1-ø¬ıÀù≠¯∏Ì ﬂ¡1± ˝√√˚˛º ¬Û‘øÔªœÓ¬ õ∂‰¬ø˘Ó¬ ø¬ıøˆ¬iß ˆ¬±¯∏±¸˜”˝√ 1+¬Û1 ¸—À˚±·Ó¬
¸‘ø©Ü Œ˝√√±ª± ˙s ¬ı± ˙s±—˙1 ·Í¬Ú, Œ˜Ãø˘ﬂ¡ ˙s, Œ˚Ãø·ﬂ¡ ˙s ’±1n∏ Ÿ¬Ìﬂ‘¡Ó¬ ˙s ¤˝◊√ ’Ò…˚˛Ú1 ’ôL·«Ó¬ ø¬ı¯∏˚˛º ˝◊√˚˛±1
Î¬◊¬Ûø1› ø¡Z1n∏øMê√¸”‰¬ﬂ¡ ˙s, ¬Û±ø1ˆ¬±ø¯∏ﬂ¡ ˙s, ¸˜±Ô«ﬂ¡ ˙s, ¸≈1œ˚˛± ˙s, ø¬ı¬Û1œÓ¬±Ô«ﬂ¡ ˙s ¸•ÛÀﬂ«¡› ˙sÓ¬±øNﬂ¡
õ∂ﬂ¡±1Ó¬N˝◊√ ’Ò…˚˛Ú ﬂ¡À1º ˜”˘Ó¬– ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1N˝◊ ˆ¡±¯∏±1 ¶§ﬂ¡œ˚˛ ∆¡ıø˙©Ü… øÚ1+¡ÛÌ ﬂ¡ø1 ¡Û‘øÔªœ1 ˆ¡±¯∏±¸˜”˝1
˜±ÊÓ¡ Ôﬂ¡± ¸±‘˙…-∆¡ı¸±‘˙… ’±1n∏ ’±ôL–¸•Ûﬂ«¡ ø‰¡Ú±Mê ﬂ¡ø1 ˆ¡±¯∏±¸˜”˝ﬂ¡ ¤Àﬂ¡±È¡± øÚø«©Ü Œ·±È¡Ó¡ Œ|Ìœ¡ıX ﬂ¡À1º
˙sˆ¬±G±11 ø√˙Ó¬ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ’±˝◊Ó¬Ú, ‡±˜øÓ¬, ‡±˜˚˛±— ’±1n∏ Ù¬±Àﬂ¡ ˆ¬±¯∏± ˚ÀÔ©Ü ‰¬˝√√ﬂ¡œº ’¸˜1
È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙s¸y±1ﬂ¡ Ó¬˘Ó¬ Œ√‡≈›ª± Ò1ÀÌÀ1 ˆ¬±· ﬂ¡ø1¬ı ¬Û±ø1 ñ
ﬂ¡] øÚÊ√± ¬ı± Œ˜Ãø˘ﬂ¡ ˙s – ¤˝◊ Œ|Ìœ ˙sÀ¬ı±1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 øÚÊ√± ’±1n∏ ¶§ﬂ¡œ˚˛ ∆¬ıø˙©Ü…¸•Ûißº
‡] Ÿ¬Ìﬂ‘¡Ó¬ ˙s – ¤˝◊ Œ|Ìœ ˙sÀ¬ı±1 ˆ¬±1Ó¬œ˚˛ ˆ¬±¯∏±˜”˘Ê ’±1n∏ ¬ıø˝√√«ˆ¬±1Ó¬œ˚˛ ˆ¬±¯∏±˜”˘Ê ¬Û1± ’˝√√±º√ ˆ¬±1Ó¬œ˚˛
ˆ¬±¯∏±˜”˘Ê ˙sÀ¬ı±1 ’¸˜œ˚˛±, ¬ı±—˘± ’±1n∏ ø˝√√µœ ˆ¬±¯∏±1 ˘·ÀÓ¬ ’±˚«øˆ¬iß ˙sÀ¬ı±1 ‰¬œÚ-øÓ¬¬ııÓ¬œ˚˛ ’±1n∏ ’ø©Ü™ﬂ¡˜”˘œ˚˛º
·] ’¬ı·πﬂ‘¡Ó¬ ˙s – ¤˝◊ Œ|Ìœ ˙sÀ¬ı±1 ˝√√í˘ ñ ø¬ı¬Û1œÓ¬±Ô«ﬂ¡, ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ’±1n∏ ÚªøÚø˜«Ó¬ ˙sº
˙s1 ·“±ÔøÚ·Ó¬ ø√˙1 øˆ¬øM√√Ó¬ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙sÀ¬ı±1ﬂ¡ Œ˜Ãø˘ﬂ¡, Œ˚Ãø·ﬂ¡ ’±1n∏ ¸±øÒÓ¬ ¤˝◊ øÓ¬øÚ
Ò1ÀÌÀ1 ˆ¬±· ﬂ¡ø1¬ı ¬Û±ø1º Ó¬˘Ó¬ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ’±˝◊Ó¬Ú, ‡±˜øÓ¬, ‡±˜˚˛±— ’±1n∏ Ù¬±Àﬂ¡ ˆ¬±¯∏±1 ˙s-·Í¬Ú õ∂øSê˚˛±
¸•ÛÀﬂ¡« ’±À˘±‰¬Ú± ﬂ¡1± ˝√√í˘ñ
1.1 Œ˜Ãø˘ﬂ¡ ˙s [Simple or root Word]
¤ﬂ¡ ¬ı± ¤ﬂ¡±øÒﬂ¡ ¬ıÌ«À1 ·øÍ¬Ó¬ ¶§Ó¬Laˆ¬±Àª ’Ô« õ∂ﬂ¡±˙ ﬂ¡ø1¬ı ¬Û1± ˙sÀ¬ı±À1˝◊ ˜≈Mê ¬ı± Œ˜Ãø˘ﬂ¡ ˙sº ’Ô«±» ˜≈Mê
1+¬ÛÀ¬ı±À1 ·±˝◊&È¬œ˚˛±Õﬂ¡ ’Ô« õ∂ﬂ¡±˙ ﬂ¡ø1¬ı ¬Û±À1º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
È¡±˝◊˜”˘œ˚˛ ˙s
’¸˜œ˚˛± ˙s
ﬂ≈¡Úƒ
ë˜±Ú≈˝√ í
Ú±˜ƒ
ë¬Û±Úœí
1.2 Œ˚Ãø·ﬂ¡ ˙s [Compound Word]
È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ≈√È¬± Œ˜Ãø˘ﬂ¡ ˙s˜”˘ ˘· ˘±ø· Œ˚Ãø·ﬂ¡ ø¬ıÀ˙¯∏… ˙s ·Í¬Ú ﬂ¡1± ˝√√˚˛º ’ªÀ˙… ≈√À˚˛±È¬± ˙s
¸≈ﬂ¡œ˚˛±Õﬂ¡ õ∂À˚˛±· ˝√√íÀ˘ ¤ﬂ¡ øÚø«√©Ü ’Ô« ¸”‰¬±˚˛ ˚ø√› ¸—˚≈Mê 1+¬ÛÓ¬ ÚÓ≈¬Ú ’Ô«¬ı±‰¬ﬂ¡ Œ˚Ãø·ﬂ¡ ˙s ·Í¬Ú ﬂ¡À1º
Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
Œ˜Ãø˘ﬂ¡ ˙s +
Œ˜Ãø˘ﬂ¡ ˙s =
Œ˚Ãø·ﬂ¡ ˙s
Œ˜ ë˜±ﬂ¡í
+
˜±Úƒ ëŒ√˙í
=
Œ˜ ˜±Úƒ ë˜±Ó‘¬ˆ¬”ø˜í
ø‰¬¬Ûƒ ë√˝í
+
˘Ã„ƒ√ ë¤ﬂ¡í
=
ø‰¬¬Ûƒ ˘Ã„ƒ√ ë¤‚±1í
¬ı±Ú ëø√Úí
+
‰¬±˝◊ ëŒ¬ıø˘ ¬Û1±í =
¬ı±Ú ‰¬±˝◊ ë’±À¬ıø˘í
Œ˜Ãø˘ﬂ¡ ˙s +
Œ˜Ãø˘ﬂ¡ ˙s +
Œ˜Ãø˘ﬂ¡ ˙s =
Œ˚Ãø·ﬂ¡ ˙s
¬Û± ëŒ˙¯∏í
+
‰¬±Ú ëÔﬂ¡±í
+
¬øﬂ¡Úƒ ë˙1œ1í = ¬Û± ‰¬±Ú øﬂ¡Úƒ ë˜ø1˙±ø˘í
Œ˜Ãø˘ﬂ¡ ˙s + Œ˜Ãø˘ﬂ¡ ˙s + Œ˜Ãø˘ﬂ¡ ˙s +Œ˜Ãø˘ﬂ¡ ˙s = Œ˚Ãø·ﬂ¡ ˙s
˜≈…„ƒ√ ëŒ√˙í + Ú≈√…Úƒ ëﬂ¡¬Û±˝√í + ‰¬≈…„ƒ√ ëø˘‰¬±í + ‡±˜ ëŒ¸±Ìí = ˜≈…„ƒ√ Ú≈√…Úƒ ‰≈¬…„ƒ√ ‡±˜ ë’¸˜í
1.3 ¬¸±øÒÓ¬ ˙s [Derived Word]
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’¸˜1 È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±Ó¬ Œ˜Ãø˘ﬂ¡ ˙s1 ∆¸ÀÓ¬ øﬂ¡Â≈√˜±Ú ˙s¸±ÒÚ˜”˘ﬂ¡ ﬂ¡±˚«ﬂ¡1œ 1+¬Û ¸—À˚±· ﬂ¡ø1 ÚÓ≈¬Ú
’Ô«˚≈Mê ˙s¸±ÒÚ ﬂ¡1± ˝√√˚˛º Œ¸˝◊À¬ı±1 ˝√√í˘ñ
ﬂ¡] È¬¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ øˆ¬iß ’Ô«¬ı±‰¬ﬂ¡ ˙s1 ’±·Ó¬ ¬ı± ¬Û±Â√Ó¬ øﬂ¡Â≈√˜±Ú ¸≈ﬂ¡œ˚˛± øÚÊ√± ’Ô«¸”‰¬ﬂ¡ ﬂ¡±˚«ﬂ¡1œ 1+¬Û
¸—À˚±· ﬂ¡ø1√√ ÚÓ≈¬Ú ’Ô«¬ı±‰¬ﬂ¡ ˙s ·Í¬Ú ﬂ¡1± ˝√√˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
ø¬ıÀ˙¯∏…
+
ﬂ¡±˚«ﬂ¡1œ 1+¬Û
=
¸±øÒÓ¬ ˙s
¬Ûí ëŒ√Î¬◊Ó¬±í +
‰¬±› ë¸ij±Ú¸”‰¬ﬂ¡í
=
¬Ûí ‰¬±›√√ ë˙±U1í
ﬂ¡±˚«ﬂ¡1œ 1+¬Û +
ø¬ıÀ˙¯∏… +
ﬂ¡±˚«ﬂ¡1œ 1+¬Û =
¸±øÒÓ¬ ˙s
Œ‡ﬂƒ¡ ë¸ijÚ¸”‰¬ﬂ¡í+ ˘≈ﬂƒ¡ ë˘í1±í +
˜±Úƒ ë¸ij±Ú¸”‰¬ﬂ¡í=
¬Œ‡ﬂƒ¡ ˘≈ﬂƒ¡ ˜±Úƒ√ ëˆ¬±ø·Úí
‡] È¬¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ˜”˘ øSê˚˛± 1+¬Û1 ˘·Ó¬ ëÙ≈¬–í ’±1n∏ ëÓ¬±„ƒ√í ﬂ¡±˚«ﬂ¡1œ 1+¬Û ¸—À˚±· ﬂ¡ø1 ÚÓ≈¬Ú ’Ô«¬ı±‰¬ﬂ¡
ø¬ıÀ˙¯∏… ˙s¸±ÒÚ ﬂ¡1± ˝√√˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
ﬂ¡±˚«ﬂ¡1œ 1+¬Û +
Œ˜Ãø˘ﬂ¡ ˙s
=
¸±øÒÓ¬ ø¬ıÀ˙¯∏… ˙s
Ù≈¬–
+
ŒÓ¬˜ƒ ëø˘‡±í
=
Ù≈¬– ŒÓ¬˜ƒ√ ëø˘‡ﬂ¡í
Ó¬±„ƒ√
+
ﬂ¡± ëÚ‰¬± ﬂ¡±˚«í
=
Ó¬±„ƒ√ ﬂ¡±√√ ëÚ‘Ó¬…í
·] È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ Œﬂ¡±ÀÚ± ¬ıd ¬ı± ¬Û√±Ô«1 ’±ﬂ‘¡øÓ¬-õ∂ﬂ‘¡øÓ¬, &Ì ’±ø√ ¬ı≈Ê√±¬ıÕ˘ øﬂ¡Â≈√˜±Ú Œ|Ìœ øÚÀ√«˙ﬂ
1+¬Û¬Œ¬Û±ª± ˚±˚˛º ˜”˘ 1+¬Û ø˝√√‰¬±À¬Û ¬ı…ª˝√√+Ó¬ Œ|Ìœ øÚÀ√«˙ﬂ 1+¬Û1 ˘·Ó¬ ¸≈ﬂ¡œ˚˛± ﬂ¡±˚«ﬂ¡1œ 1+¬Û ¸—À˚±· ﬂ¡ø1 ˙s¸±ÒÚ
ﬂ¡1± ˝√√˚˛º È¬±˝◊ ˆ¬±¯∏±Ó ë˜±ﬂ¡í ˜±ÀÚ Ù¬˘º ¤˝◊ ˜”˘ 1+¬Û1 ˘·Ó¬ Ù¬˘1 ’±ﬂ¡±1, ’±ﬂ‘¡øÓ¬ ’Ú≈¸ø1 ¸≈ﬂ¡œ˚˛± ˙s ¸—À˚±· ﬂ¡ø1
ÚÓ≈¬Ú ’Ô«¬ı±‰¬ﬂ¡ ˙s¸±ÒÚ ﬂ¡1± ˝√√˚˛º Î◊¬√±˝√√1Ì¶§1+À¬Ûñ
Œ|Ìœ øÚÀ√«˙ﬂ¡ 1+¬Û
+
ﬂ¡±˚«ﬂ¡1œ 1+¬Û
= ¸±øÒÓ¬ ˙s
˜±ﬂƒ ëÙ¬˘í
+
˘±Úƒ √
√= ˜±ﬂƒ¡ ˘±Úƒ ëﬂ¡“Í¬±˘í√√
˜±ﬂƒ ëÙ¬˘í
+
Ù¬±˝◊
= ˜±ﬂƒ¡ Ù¬±˝◊ ëŒ˘ÀÓ¬ﬂ≈¡í
1.4 ¬ı…±ﬂ¡1Ì·Ó¬ ˙s [Grammatical Word]
È¡±˝◊˜”˘œ˚˛ ˆ¡±¯∏±Ó¡ ø¬ıÀ˙¯∏…1 ˘·Ó¬ ¬ı…ﬂ¡1Ì·Ó¬ ¸·« ¸—À˚±· ∆˝√√ ¬ı…±ﬂ¡1Ì·Ó¬ ˙s¸±ÒÚ ˝√√˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
Œ˜Ãø˘ﬂ¡ ˙s +
¬ı…±ﬂ¡1Ì·Ó¬ ¸·«
= ¸±øÒÓ¬ ˙s
„√√Ãª ë·1n∏í
+
‡±Î¬◊ ëÓ‘¬Ó¬œ˚˛ ¬Û≈1n∏¯∏1 ¬ıU¬ı‰¬Ú 1+¬Ûí = „√√Ãª ‡±Î¬◊√ ë·1n∏À¬ı±1í
˜±√√ ëﬂ≈¡ﬂ≈¡1í
+
Œ˜ ë¶aœø˘—·¬ı±‰¬ﬂ¡ ¸·«í
= ˜± Œ˜√√ ëﬂ≈¡ﬂ≈¡1 ˜±˝◊√ﬂ¡œ>˜±˝◊√ﬂ¡œ ﬂ≈¡ﬂ≈¡1í
1.5 ø¬ı¬Û1œÓ¬±Ô«ﬂ¡ ˙s [Antonyms Word]
È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ øﬂ¡Â≈√˜±Ú ø¬ı¬Û1œÓ¬±Ô«ﬂ¡ ø¬ıÀ˙¯∏Ì ˙s Œ¬Û±ª± ˚±˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
È¬±˝◊ ˙s
ø¬ı¬Û1œÓ¬ ˙s
ø˘ ëˆ¬±˘í
˝◊„ƒ√ ø˘ ëŒ¬ı˚˛±í
˘±ﬂƒ¡ ë·Ò≈1í
˜Ãª ë¬Û±Ó¬˘í
1.6 Ÿ¬Ìﬂ‘¡Ó¬ ˙s [Loan Word]
’±Ò≈øÚﬂ¡ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ø¬ıøˆ¬iß ˆ¬±ø¯∏ﬂ¡-¸±˜±øÊ√ﬂ¡ ﬂ¡±1ÌÓ¬ ’Ú… ˆ¬±ø¯∏ﬂ¡ Œ˘±ﬂ¡1 ˘·Ó¬ ﬂ¡1± ¬Û±1¶Ûø1ﬂ¡
¸•Ûﬂ¡«1 ¬ı±À¬ı ÚÓ≈¬Ú ’Ô«˚≈Mê ˙s ’±˜√±Úœﬂ‘¡Ó¬ ∆˝√√ÀÂ√º Ó¬˘Ó¬ Ÿ¬Ìﬂ‘¡Ó¬ ˙sÀ¬ı±1 Î◊¬√±˝√√1Ì¸˝√√ Œ√‡≈›ª± ˝√√í˘ ñ
ﬂ¡] ’±˚«˜”˘œ˚˛ ˙s – È¬±˝◊ ˆ¬±¯∏±Ó¬ ¸—¶¥®Ó¬ ’±1n∏ ¬Û±ø˘ ˆ¬±¯∏± Œﬂ¡±ª± ’±1n∏ ø˘‡± ¬ı±À¬ı ¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º ˚ø√›
È¬±˝◊, Ô±˝◊, ¬ı±ø˜«Ê√ ’±1n∏ √øé¬Ì-¬Û”ª ¤øÂ√˚˛±1 ˆ¬±ø¯∏ﬂ¡ ¬Ûø1˚˛±˘ÀÈ¬± ¸—¶¥®Ó¬ ’±1n∏ ¬Û±ø˘ ˆ¬±¯∏±1 ∆¸ÀÓ¬ ¤Àﬂ¡ Ú˝√√˚˛, Ó¬Ô±ø¬Û›
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Œ¬ıÃXÒ˜œ È¬±˝◊ Ê√ÚÀ·±á¬œ˚˛ ˆ¬±¯∏±Ó¬ ¸—¶¥®Ó¬ ’±1n∏ ¬Û±ø˘ ˆ¬±¯∏±1 ˙s Œ¬Û±ª± ˚±˚˛º ˝◊˚˛±1 Î◊¬¬Ûø1› ’¸˜œ˚˛± ˆ¬±¯∏±ﬂ¡ ¸—À˚±·œ
ˆ¬±¯∏± ø˝√√‰¬±À¬Û ¬ı…ª˝√√±1 ﬂ¡1± ¬ı±À¬ı ’¸˜œ˚˛± ˆ¬±¯∏±1 ˙s ’±1n∏ ’¸˜œ˚˛± ˆ¬±¯∏±1 Ê√ø1˚˛ÀÓ¬ ’±˚«˜”˘œ˚˛ ¬ı±—˘± ’±1n∏ ø˝√√µœ
ˆ¬±¯∏±1 ˙s È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ õ∂À˚˛±· Œ˝√√±ª± Œ√‡± ˚±˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
’±˚«˜”˘œ˚˛ ˙s
È¬±˝◊ ˙s
¸—¶¥®Ó¬ ’±1n∏ ¬Û±ø˘ñ
ˆ¬±¯∏±
Ù¬± ‰¬±
¬
ı¸≈g1±
ª± ‰≈¬ Ô± ’±
’¸˜œ˚˛±ñ
ﬂ¡±Õª
ﬂ¡± ∆ª
Ù¬±“øﬂ¡
Ù¬± øﬂ¡
¬ı±—˘±ñ
ŒÊ√À˘ø¬Û
Œª˘ƒ ø¬Û
¬ı1øÙ¬
¬ªí øÙ¬
ø˝√√µœñ
‰¬±‰¬±
‰¬± ‰¬±
‡] ’±˚«øˆ¬iß ˙s – ’¸˜œ˚˛± ˆ¬±¯∏±1 Ê√ø1˚˛ÀÓ¬ È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ’±˚«øˆ¬iß ˆ¬±¯∏±1 ¬ıU ˙s õ∂À˚˛±· Œ˝√√±ª± Œ√‡±
˚±˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
’±˚«øˆ¬iß ˙s
È¬±˝◊ ˙s
¬ıÀÎ¬ˇ±ñ
˝√√±›Ù¬±›
˝√√±› Ù¬±›
‡±‰¬œñ
ŒÊ√—
Œ˚˛„ƒ√
Œﬂ¡±˘ ¬ı± ˜≈G±ñ
ø‰¬ﬂ¡1±
ø‰¬ ﬂ¡í’±
·] ø¬ıÀ√˙œ ˙s – ’±Ò≈øÚﬂ¡ È¬±˝◊ ˆ¬±¯∏±Ó¬ ø¬ıÀ√˙œ ˆ¬±¯∏±1 ¬ıU ˙s ¬ı…ª˝√√±1 Œ˝√√±ª± Œ√‡± ˚±˚˛º ’ªÀ˙… ¤˝◊ ˙sÀ¬ı±11
Î◊¬2‰¬±1Ì È¬±˝◊ ˆ¬±ø¯∏ﬂ¡ Œ˘±Àﬂ¡ øÚÊ√ ˆ¬±¯∏±1 Î◊¬2‰¬±1Ì ’Ú≈¸ø1 ·Ï¬ˇ ø√˚˛± Œ√‡± ˚±˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
ø¬ıÀ√˙œ ˙s
È¬±˝◊ ˙s
˝◊—1±Ê√œñ
English
˝◊„ƒ√ ﬂ¡± ø˘È¬
’±1¬ıœñ
ﬂ¡˘˜
ﬂƒ¡ ˘˜
ÛÓ¬«≈·œÊ√ñ
¬ı≈È¬±˜
¬ı≈ È¬±˜ƒ
Ù¬1±‰¬œñ
ﬂ¡±øÓ¬«Ê√
ﬂ¡± øÓ¬‰ƒ¬
›˘G±Ê√ñ ˝◊¶®±¬ÛÚ
˝◊‰¬ ﬂ¡± ¬ÛÚ
‚] ¬ı±ø˜«Ê√ ˙s – õ∂¬ıËÊ√Úﬂ¡±1œ Ê√±øÓ¬ ø˝√√‰¬±À¬Û ¬Ûø1ø‰¬Ó¬ ¬ı‘˝√» È¬±˝◊ Ê√±øÓ¬1 Œ˘±ﬂ¡¸ﬂ¡˘1 õ∂Ò±Ú ¬ı¸øÓ¬¶ö˘ ∆˝√√ÀÂ√
‰¬œÚ, ¬ıËp¡À√˙, ˜…±Ú˜±1 ’±1n∏ Ô±˝◊À˘Gº ’¸˜Ó¬ ¬ı¸¬ı±¸ ﬂ¡1± È¬±˝◊ Í¬±˘1 ’±˝◊Ó¬Ú, ‡±˜øÓ¬, ‡±˜˚˛±— ’±1n∏ Ù¬±Àﬂ¡¸ﬂ¡˘
¬ıËp¡À√˙1 ¬Û1± õ∂¬ıËÊ√Ú ﬂ¡ø1øÂ√˘ ¬ı≈ø˘ È¬±˝◊ Ê√±øÓ¬1 ¬ı≈1?œÓ¬ Î◊¬À~‡ ’±ÀÂ√º Œ¸À˚˛À˝√√ ¬ıËp¡À√˙1 ¬ı±ø˜«Ê√ ˆ¬±¯∏±1 ∆¸ÀÓ¬ Ôﬂ¡±
¸•Ûﬂ¡«¸”ÀS È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ¬ı±ø˜«Ê√ ˆ¬±¯∏±1 ˚ÀÔ©Ü ˙±øsﬂ¡ Î◊¬¬Û±√±Ú Œ¬Û±ª± ˚±˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
¬ı±ø˜«Ê√ ˙s
È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
¬Û…± È¬± ˝◊Ú ¬ÛÃÓ¬
¬Ûí È¬±Ú ¬Ûƒﬂ¡
ø‡ø1øﬂ¡
ﬂ¡…„ƒ
ﬂ¡…„ƒ
√
Œ¬ıÃX ø¬ı˝√√±1
¬1.7 ÚªøÚø˜«Ó¬ ˙s [Coinage Word]
¸•xøÓ¬ ø¬ıù´±˚˛Ú ’±1n∏ Œ·±˘ﬂ¡œﬂ¡1Ì1 ˚≈·Ó¬¬ ø¬ıøˆ¬iß ø¬ı¯∏˚˛ ¬ı± ¸±˜¢∂œ ¬ı≈ÀÊ√±ª± ø¬ıÀ√˙œ ˙sÀ¬ı±1 È¬±˝◊˜”˘œ˚˛
ˆ¬±¯∏±Ó¬ ÚÓ≈¬ÚÕﬂ¡ ¸‘ø©Ü ﬂ¡ø1 Œ˘±ª± Œ√ø‡¬ıÕ˘ Œ¬Û±ª± ˚±˚˛º È¬±˝◊ ˆ¬±¯∏±Ó¬ ¤˝◊ ˙sÀ¬ı±1 õ∂Ò±ÚÕﬂ¡ ’Ô«ﬂ¡ Î◊¬ÀV˙… ﬂ¡ø1 ¸‘ø©Ü
ﬂ¡ø1 Œ˘±ª± ∆˝√√ÀÂ√º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
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˜”˘ ø¬ıÀ√˙œ ˙s
ÚªøÚø˜«Ó¬¬È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
Î¬±Mê1
‰¬±„ƒ√ Â√± ø˝√√
‰¬±„ƒ√=Ê√Ú±, Â√±=ˆ¬±˘ ’ª¶ö±, ø˝√√=¸—À˚±· ﬂ¡1±
ŒÙ¬Ú
ø¬ı ˘≈˜ƒ
ø¬ı=ø¬ı‰¬Úœ, ˘≈˜=¬ıÓ¬±˝√√
È¬‰¬« ˘±˝◊È¬
Ô±Óƒ¬ Ù¬±˝◊
Ô±Óƒ¬=Ò±Ó≈¬, Ù¬±˝◊=Ê√≈˝◊
1.8 ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s-·Í¬Ú
Œﬂ¡±ÀÚ± ¤È¬± ˆ¬±¯∏±Ó¬ ’Ô«˚≈Mê ¬ı± ’Ô«˝√œÚ ˙s ¬ı±À1 ¬ı±À1 Î◊¬2‰¬±1Ì ﬂ¡1±Àﬂ¡ ø¬¡Z1n∏øMê ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º ’¸˜œ˚˛±
ˆ¬±¯∏±1 ëø¡Z1n∏øMê¬ı±‰¬ﬂ¡í ˙s1 ˝◊—1±Ê√œ õ∂øÓ¬˙s ∆˝√√ÀÂ√ Reduplicationº ˙s1 ¬Û≈Ú1n∏øMê ˝√√˚˛ ¬ı±À¬ı ¸—¶¥®Ó¬ ˆ¬±¯∏±Ó¬ ˝◊˚˛±ﬂ¡
’ˆ¬…±¸ ’±1n∏ Œ˚±1 ¬Û±øÓ¬ ¬ı…ª˝√√±1 ˝√√˚˛ ¬ı±À¬ı ’¸˜œ˚˛± ˆ¬±¯∏±Ó¬ ˝◊˚˛±ﬂ¡ ˚≈1œ˚˛± ˙s ¬ı≈ø˘› Œﬂ¡±ª± ˝√√˚˛º ·“±ÔøÚﬂ¡ øÚ˚˛˜1
øˆ¬øM√√Ó¬ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1ﬂ¡ ˙øsﬂ¡ ø¡Z1n∏øMê ’±1n∏ 1+¬ÛÓ¬±øNﬂ¡ ø¡Z1n∏øMê ≈√È¬± õ∂Ò±Ú ˆ¬±·Ó¬ ø¬ıˆ¬Mê ﬂ¡ø1¬ı ¬Û±ø1º
.1 ˙øsﬂ¡ ø¡Z1n∏øMê
1.8.1
˙±øsﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1 ¸±Ò±1ÌÀÓ¬ Œﬂ¡±ÀÚ± ÒıøÚ1 ’Ú≈ﬂ¡1ÌÓ¬ ¸‘ø©Ü Œ˝√√±ª± ˙sº ˙±øsﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡
˙sÀ¬ı±1ﬂ¡ ·“±ÔøÚﬂ¡ ∆¬ıø˙©Ü…Õ˘ ˘é¬… ﬂ¡ø1 ¬Û”Ì« ø¡Z1n∏øMê ’±1n∏ ’±—ø˙ﬂ¡ ø¡Z1n∏øMê ¤˝◊ ≈√È¬± ˆ¬±·Ó¬ ˆ¬±· ﬂ¡ø1¬ı ¬Û±ø1º
ﬂ¡] ¬Û”Ì« ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s – ¬Û”Ì« ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±11 Œﬂ¡±ÀÚ± Ò1Ì1 ÒıøÚ·Ó¬ ¬Ûø1ªÓ¬«Ú ¬ı± 1+¬Û·Ó¬ ¬Ûø1ªÓ¬«Ú
ŒÚ±À˝√√±ª±Õﬂ¡ ¬Û≈Ú1n∏øMê ˝√√˚˛º ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ¬Û”Ì« ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1 ÒıÚ…±Rﬂ¡ ’±1n∏ ’ÒıÚ…±Rﬂ¡ 1+¬ÛÓ¬
Œ¬Û±ª± ˚±˚˛º Î◊¬√±˝√√1Ì¶§1+À¬Ûñ
ÒıÚ…±Rﬂ¡ ˙s –
È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
øﬂ¡ﬂƒ¡ øﬂ¡ﬂƒ¡
ﬂ≈¡ﬂ≈¡1± Œ¬Û±ª±ø˘1 ˜±Ó¬
Ê√≈„√ƒ Ê√≈„ƒ√
¬Û±Úœ1 Œ˝√√±À˝√√±ªøÚ
’ÒıÚ…±Rﬂ¡ ˙s –
È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
ø‰¬Î◊¬ ø‰¬Î◊¬
‡1 ‡1Õﬂ¡
Ô≈ﬂƒ¡ Ô≈ﬂƒ¡
¬ı±À1 ¬ı±À1
‡] ’±—ø˙ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s – ø˚À¬ı±1 ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s1 õ∂Ô˜ ’—˙1 ˘·Ó¬ ø¡ZÓ¬œ˚˛ ’—˙ÀÈ¬± ¸•Û”Ì« ¤Àﬂ¡
Ú˝√√˚˛ Œ¸˝◊À¬ı±1˝◊ ’±—ø˙ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sº ’±—ø˙ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÓ¬ ¤È¬± ’Ô«¬Û”Ì« 1+¬Û1 ’Ú≈1+¬Û ’Ú… ¤È¬± ’±—ø˙ﬂ¡
ø¬ıﬂ‘¡øÓ¬ ‚È¬± 1+¬Û ˜”˘ ˙s1 ’±·Ó¬ ¬ı± ø¬ÛÂ√Ó¬ õ∂À˚˛±· ˝√√˚˛º ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ’±—ø˙ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1
≈˝◊Ò1Ì1ñ
’¬Û|n∏øÓ¬ [Ablaut] – ’¬Û|n∏øÓ¬ Ê√±Ó¬œ˚˛ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1Ó¬ ˜”˘ 1+¬ÛÀÈ¬± ø¡ZÓ¬ Î◊¬2‰¬±1ÌÓ¬ ¶§1 ¬ı± ’é¬1
ø¬ıﬂ‘¡øÓ ˝√√˚˛º ’Ô«±» ’±·˜ ¬ı± ø¬ıÀ˘±¬Û ‚ÀÈ¬º Î◊¬√±˝√√1Ì¶§1+À¬Ûñ ’± > Î◊¬ – ’±› ¬ı±—-’±› ¬ı≈„√ ëø˚˝√√Àﬂ¡ øÓ¬˝√√Àﬂ¡í
˝◊Ó¬…±ø√º
’Ú≈1n∏øMê [The Rhyme-Motivatated Type] – ’Ú≈1n∏øMê ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1Ó¬ ˜”˘ 1+¬Û1 ’Ú≈1+¬ÛÓ¬ ø¡ZÓ¬œ˚˛
’—˙ÀÈ¬± ˘· ˘±À·º Î◊¬À~‡À˚±·… Œ˚ È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ’Ú≈1+¬Û ≈√À˚˛±È¬± ’—˙À1 ¶§Ó¬La ’Ô« Ô±Àﬂ¡º ’ªÀ˙… ·“±ÔøÚﬂ¡
ø√˙Ó¬ ¤ÀÚ ˙sÀ¬ı±11 ¬ı…?Ú¬ıÌ« ¬Ûø1ªÓ¬«Ú ‚ÀÈ¬º Î◊¬√±˝√√1Ì¶§1+À¬Ûñ
˘ > Ú¬ – ˘±ﬂ¡ - Ú±ﬂ¡ ë’¶a - ˙¶aí
Î¬ > ˜ – Î¬·ƒ - ˜·ƒ ëÔ1ﬂ¡ - ¬ı1Õﬂ¡í ˝◊Ó¬…±ø√º
1.8.2 1+¬ÛÓ¬±øNﬂ¡ ø¡Z1n∏øMê
’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 1+¬ÛÓ¬±øNﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÀ¬ı±1 ·“±ÔøÚﬂ¡ õ∂ﬂ‘¡øÓ¬ ’Ú≈¸ø1 ≈√È¬± ˆ¬±·Ó¬ ø¬ıˆ¬Mê ﬂ¡ø1¬ı
¬Û±ø1º Œ¸˝◊ ≈√È¬± ˝√√í˘ñ ¬ıU¬ı‰¬Ú±Rﬂ¡ ø√1n∏øMê¬ı±‰¬ﬂ¡ ˙s ’±1n∏ Œ|Ìœ ¬Ûø1ªÓ¬«Ú¸”‰¬ﬂ¡ ø√1n∏øMê¬ı±‰¬ﬂ¡ ˙sº
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ﬂ¡] ¬ıU¬ı‰¬Ú¬ı±‰¬ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s
’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ 1+¬ÛÓ¬±øNﬂ¡ ·Í¬ÚÓ¬ ˜”˘ 1+¬Û1 ø¡ZÓ¬ õ∂À˚˛±À· Œﬂ¡øÓ¬˚˛±¬ı± ¬ıU¬ı‰¬Ú1 Ò±1Ì± ø√À˚˛º
Î◊¬√±˝√√1Ì¶§1+À¬Ûñ
ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
„√√± „√√±
øÓ¬˘ øÓ¬˘ ë¬ıUÓ¬ øÓ¬˘í
Ú±˜ƒ Ú±˜ƒ
¬Û±Úœ ¬Û±Úœ ë¬ıUÓ¬ ¬Û±Úœí
¬ıMê±˝◊ Œﬂ¡øÓ¬˚˛±¬ı± øÚÊ√1 ¬ıMê¬ı… ø¬ı¯∏˚˛ﬂ¡ ’øÒﬂ¡ õ∂±˜±Ì… ø√¬ıÕ˘ ø¡ZÓ¬ ˙s ¬ı…ª˝√√±1 ﬂ¡À1, Œ¸˝◊ ˙sÀ¬ı±1ﬂ¡ ŒÊ√±1±¬ı±‰¬ﬂ¡
˙s ¬ı≈ø˘ Œﬂ¡±ª± ˝√√˚˛º È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ¬ı…ª˝√√+Ó¬ ¤ÀÚ ˙s1 Î◊¬√±˝√√1Ì ˝√√í˘ñ
ŒÊ√±1±¬ı±‰¬ﬂ¡ È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
Ù¬±Î◊¬ Ù¬±Î◊¬
Œﬂ¡±ÀÚ Œﬂ¡±ÀÚ
ﬂ≈¡¬Ûƒ ﬂ≈¡¬Ûƒ
Œ˚±1 Œ˚±1
‡] Œ|Ìœ ¬Ûø1ªÓ¬«Ú¸”‰¬ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s
1+¬ÛÓ¬±øNﬂ¡ ø¡Z1n∏øMê1 Œé¬SÓ¬ Œﬂ¡øÓ¬˚˛±¬ı± ¤Àﬂ¡±È¬± ’Ô«˝√œÚ ’é¬1 ¬ı± ÒıøÚ¸˜ø©Ü1 ¬Û≈Ú1n∏øMê ¡Z±1± ¤È¬± ø¬ıÀ˙¯∏
’øˆ¬¬ı…øMê õ∂ﬂ¡±˙ ﬂ¡ø1 ’Ô«¬Û”Ì« ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙sÕ˘ 1+¬Û±ôLø1Ó¬ ˝√√˚˛º ¤˝◊ Œ|Ìœ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s ¸˜¬ı·π˚˛ ’±1n∏
ø¬ı¯∏˜¬ı·π˚˛ 1+¬ÛÓ¬ Œ¬Û±ª± ˚±˚˛º ø˚ø¬ı˘±ﬂ¡ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s˝◊ ˜”˘ 1+¬Û1 Œ|Ìœ ¬Ûø1ªÓ¬«Ú Úﬂ¡ø1 ¤Àﬂ¡ ’Ô« õ∂ﬂ¡±˙ ﬂ¡À1
Œ¸˝◊À¬ı±1ﬂ¡ ¸˜¬ı·π˚˛ ˙s Œ¬ı±˘± ˝√√˚˛º ’±Ú˝√√±ÀÓ¬ ø˚À¬ı±1 ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s˝◊ ˜”˘ 1+¬Û1 Œ|Ìœ ¬Ûø1ªÓ¬«Ú ﬂ¡À1 Œ¸˝◊À¬ı±1ﬂ¡
ø¬ı¯∏˜¬ı·π˚˛ ˙s Œ¬ı±˘± ˝√√˚˛º Î◊¬√±˝√√1Ì¶§1+À¬Ûñ
¸∏˜¬ı·π˚˛ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s –
˜”˘ È¬±˝◊ ˙s
ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
ø√ [ø¬ıÀ˙¯∏Ì]
ø√ ø√ [ø¬ıÀ˙¯∏Ì]
ˆ¬±˘ ˆ¬±˘
Ù≈¬Óƒ¬ [øSê˚˛±]
Ù≈¬Óƒ¬ Ù≈¬Óƒ¬ [øSê˚˛±]
’±g±1 Œ˝√√±ª±
ø¬ı¯∏˜¬ı·π˚˛ ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ ˙s –
˜”˘ È¬±˝◊ ˙s
ø¡Z1n∏øMê¬ı±‰¬ﬂ¡ È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
ø‰¬Î◊¬ [ø¬ıÀ˙¯∏Ì]
ø‰¬Î◊¬ ø‰¬Î◊¬ [øSê˚˛± ø¬ıÀ˙¯∏Ì]
‡1 Ò1Õﬂ¡
Ó≈¬ﬂƒ [øSê˚˛±]
Ó≈¬ﬂƒ¡ Ó≈¬ﬂƒ¡ [ø¬ıÀ˙¯∏Ì]
Œ√ø‡¬ıÕ˘ Ò≈Úœ˚˛±
2.0 ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙s1 Œ|Ìœ ¬Ûø1ªÓ¬«Ú
ˆ¬±¯∏± ø¬ıÀ˙¯∏Ó¬ ˙s1 Œ|Ìœ ¬Ûø1ªÓ¬«Ú ¸˜¬ı·«œ˚˛ ’±1n∏ ø¬ı¸˜¬ı·«œ˚˛ ¤˝◊ ≈√˝◊ Ò1ÀÌÀ1 Œ˝√√±ª± Œ√‡± ˚±˚˛º ’¸˜1 È¬±˝◊˜”˘œ˚˛
ˆ¬±¯∏±Ó¬ ˜”˘ ˙s1 Œ|Ìœ ¬Ûø1ªÓ¬«Ú Úﬂ¡1±Õﬂ¡ ¤È¬± ˜≈Mê 1+¬Û1 ∆¸ÀÓ¬¬ ’±Ú ¤È¬± ˜≈Mê 1+¬Û1 ¸—À˚±· ﬂ¡ø1 ¸˜À|Ìœ ˙s ·Í¬Ú
ﬂ¡1± ˝√√˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
¸˜¬ı·«œ˚˛ ˙s¸±ÒÚ –
ø¬ıÀ˙¯∏…
+
ø¬ıÀ˙¯∏…
=
Œ˚Ãø·ﬂ¡ ø¬ıÀ˙¯∏… ˙s
Ó¬± ë‰¬ﬂ≈¡í
+
‡±˝◊ ëø¬ıá¬±í
=
Ó¬± ‡±˝◊ ëŒÙ¬‰¬ﬂ≈¡ø1í
Ù¬±ﬂƒ¡ ë˙±ﬂ¡í
+
Ó¬±˜ƒ ë‡≈µ±í
=
Ù¬±ﬂƒ¡ Ó¬±˜ƒ ë‰¬±È¬øÚí
ø¬ı¸˜¬ı·«œ˚˛ ˙s ¸±ÒÚ õ∂øSê˚˛±Ó¬ ¤ﬂ¡ Œ|Ìœ ˙s1 ¬Û1± ’Ú… ¤ﬂ¡ Œ|Ìœ ˙s ¸±ÒÚ ˝√√˚˛º ’¸˜1 È¬±˝◊˜”˘œ˚˛
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ˆ¬±¯∏±Ó¬ ø¬ı¸˜À|Ìœ ˙s¸±ÒÚ1 Œé¬SÓ¬ øˆ¬iß ˜≈Mê 1+¬Û1 ¸—À˚±·Ó¬ ¤È¬± Œ|Ìœ1 ¬Û1± ’±Ú ¤È¬± Œ|Ìœ ˙s ¸±ÒÚ ˝√√˚˛º
Œ˚ÀÚñ
ø¬ı¸˜¬ı·«œ˚˛ ˙s¸±ÒÚ –
øSê˚˛±
+
øSê˚˛±
=
Œ˚Ãø·ﬂ¡ ø¬ıÀ˙¯∏… ˙s
‰¬±Úƒ ëÊ√Ú±í
+
‰¬±ﬂƒ¡ ëŒÒ±ª±í
=
‰¬±Úƒ ‰¬±ﬂƒ¡ ëŒÒ±¬ı±í
ø¬ıÀ˙¯∏…
+
ø¬ıÀ˙¯∏Ì
=
Œ˚Ãø·ﬂ¡ ø¬ıÀ˙¯∏… ˙s
√˚˛ ë¬Û¬ı«Ó¬í
+
Ó¬˜ƒ ë‰¬±¬Û1í
=
√˚˛ Ó¬˜ƒ ë¬Û±˝√√±1í
3.0 ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙s1 õ∂ﬂ¡±1Ó¬±øNﬂ¡ ø¬ıÀù≠¯∏Ì
õ∂ﬂ‘¡Ó¡±Ô«Ó¡ ¡Û‘øÔªœÓ¡ õ∂‰¡ø˘Ó¡ ˆ¡±¯∏±¸˜”˝ﬂ¡ ¤Àﬂ¡±È¡± øÚø«©Ü Œ·±È¡Ó¡ Œ|Ìœﬂ¡1Ì1 ¤ﬂ¡ ¡ÛÔ ∆˝ÀÂ õ∂ﬂ¡±1Ó¡Nº ’ªÀ˙…
ˆ¡±¯∏±1 ·±“ÔøÚﬂ¡ ÚœøÓ¡ ’±1n∏ Œ|Ìœﬂ¡1Ì ÚœøÓ¡1 ˜±ÊÓ¡ ¡Û±Ô«ﬂ¡… ’±ÀÂº ¡Û‘øÔªœ1 ˆ¡±¯∏±¸˜”˝1 ˆ¡±ø¯∏ﬂ¡ ·“±ÔøÚﬂ¡ ø˙Ó Ôﬂ¡±
¸±¡ı«ÊÚœÚ ∆¡ıø˙©Ü…¡ ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¡N˝◊ ø¬ı‰¬±1 ﬂ¡À1º ’Ô«±» 1+¬Û¬ ı± õ∂±ﬂ‘¡øÓ¬1 ¸—À˚±·Ó¬ Œﬂ¡ÀÚÕﬂ¡ ÚÓ≈¬Ú ˙s ·Í¬Ú
˝√˚˛, ¤˝◊ ˙sÀ¬ı±1Ó¬ øﬂ¡√À1 ë¸·«í ¸—À˚±· ﬂ¡ø1 ¬ı±ﬂ¡…Ó¬ ¬ı…ª˝√√±11 Î◊¬¬ÛÀ˚±·œ ¬Û√ ¸‘ø©Ü ﬂ¡1± ˝√√˚˛, ¤˝◊ ø√˙À¬ı±1 ˙sÓ¬±øNﬂ¡
õ∂ﬂ¡±1Ó¬N1 õ∂Ò±Ú ’±À˘±‰¬… ø¬ı¯∏˚˛º ’ªÀ˙… ¡Û‘øÔªœÓ¡ õ∂‰¡ø˘Ó¡ ˆ¡±¯∏±¸˜”˝1 ˙s-·Í¡Ú ¡ÛXøÓ¡ ˝◊˜±Ú Œ¡ıÀ˘· Œ˚ ø¡ıÀ˙¯∏
¤ﬂ¡ øÚ˚˛˜ ¡ı± ¡ÛXøÓ¡À1 ø¡ıÀù≠¯∏Ì ﬂ¡1±Ó¡ ’¸≈ø¡ıÒ± ˝˚˛º ˆ¡±¯∏± ø¡ıÀ˙À¯∏ ˜”˘ 1+¡Û ¡ı± ˙s1 ˘·Ó¡ ¡ıX 1+¡ÛÀ¡ı±1 Œﬂ¡øÓ¡˚˛±¡ı±
’±·Ó¡, Œﬂ¡øÓ¡˚˛±¡ı± ˜±ÊÓ¡, Œﬂ¡øÓ¡˚˛±¡ı± ø¡ÛÂÓ¡ Œ˚±· ˝˚˛º ’Ú…˝±ÀÓ¡ øﬂ¡Â≈˜±Ú ˆ¡±¯∏±Ó¡ ¬ıX1+¡ÛÀ¡ı±1 ’¶Û©Ü ∆˝ Ôﬂ¡±1
ø¡ı¡Û1œÀÓ¡ øﬂ¡Â≈˜±Ú ˆ¡±¯∏±1 ¡ıX 1+¡ÛÀ¡ı±1 ˜”˘1+¡Û1 ∆¸ÀÓ¡ ¤ÀÚÀ1 ¸—À˚±· ∆˝ Ô±Àﬂ¡ Œ˚ Ó¡±ﬂ¡ ¸˝ÀÊ ø‰¡Ú±Mê ﬂ¡1±
ﬂ¡øÍ¡Úº õ∂Ò±ÚÓ¬– ˆ¬±¯∏±1 ·“±ÔøÚﬂ¡ ø√˙1 øˆ¬øM√√Ó¬ ¬Û‘øÔªœ1 ˆ¬±¯∏±¸˜”˝√ﬂ¡ Œ˚±·±Rﬂ¡ ’±1n∏ ’±À˚±·±Rﬂ¡ ¤˝◊¡ ≈È¡± Œ|ÌœÓ¬
ø¬ıˆ¬±Ê√Ú ﬂ¡1± ˝√√˚˛º
3.1 Œ˚±·±Rﬂ¡ ˆ¬±¯∏± – Œ˚±·±Rﬂ¡ ˆ¬±¯∏±1 ˙s-·Í¬Ú ø¬ıøˆ¬iß õ∂Ó¬…˚˛ ’±1n∏ õ∂±øÓ¬¬Û±ø√ﬂ¡1 ¸—À˚±·Ó¬ ˝√√˚˛º Œ˚±·±Rﬂ¡
ˆ¬±¯∏±Ó¬ ¬ı±ﬂ¡… ’±1n∏ ˙s1 ˜±Ê√Ó¬ Ôﬂ¡± ¸•§g ’±1n∏ õ∂Ó¬…˚˛ Œ˚±· Œ˝√√±ª± ¬ı±À¬ı ˙s1 1+À¬Û± ¸˘øÚ ˝√√˚˛º Œ˚±·±Rﬂ¡ ˆ¬±¯∏±¸˜”˝√ﬂ¡
’±Àﬂ¡Ã ’øù≠©Ü, øù≠©Ü ’±1n∏ õ∂øù≠©Ü ¤˝◊ øÓ¬øÚÈ¬± ˆ¬±·Ó¬ ø¬ıˆ¬Mê ﬂ¡1± ∆˝√√ÀÂ√º Î◊¬√±˝√√1Ì¶§1+À¬Ûñ¬
’øù≠©Ü ˆ¬±¯∏± – ’øù≠©Ü ˆ¬±¯∏±Ó¬ ˜”˘ 1+¬Û1 ˘·Ó¬ ¸·«À¬ı±1 ·“±øÔ ø√˚˛± [Glued on ] ˝√√˚˛ ˚ø√› ’ª¶ö±Ú ’Ú≈¸ø1
õ∂ﬂ‘¡øÓ¬ ¬ı± 1+¬ÛÀ¬ı±11 ¸≈ﬂ¡œ˚˛± ¬Ûø1‰¬˚˛ Ô±Àﬂ¡º ’øù≠©Ü ˆ¬±¯∏±1 Î¬◊√±˝√√1Ì ∆˝√√ÀÂ√ñ Turkish ˆ¬±¯∏±º Œ˚ÀÚñ
Turkish : ev - ler - den
‚1
Œ¬ı±1
¬Û1±
ë‚1À¬ı±11¬Û1±í
ev - ler - em - den
‚1
Œ¬ı±1 Œ˜±1 ¬Û1± ëŒ˜±1 ‚1À¬ı±11¬Û1±í
øù≠©Ü ˆ¬±¯∏± – øù≠©Ü ˆ¬±¯∏±À¬ı±1Ó¬ õ∂Ó¬…˚˛ ’±1n∏ ø¬ıˆ¬øMê√ Œ˚±· ∆˝√√ Œ˚Ãø·ﬂ¡ ˙s ¸±ÒÚ ˝√√˚˛º ¬ı…±ﬂ¡1Ì1 øÚ˚˛˜ ’Ú≈¸ø1
˙s ¬ı± õ∂ﬂ‘¡øÓ¬1 ˘·Ó¬ ¬ıX1+¬Û Œ˚±· ∆˝√√ ˜”˘ ˙sÀÈ¬±1 Ò√ıøÚ ¬Ûø1ªÓ«¬Ú ˝√√˚˛º øù≠©Ü ˆ¬±¯∏±1 ø¬ıqX 1+¬Û ¸—¶‘®Ó¬ ’±1n∏ Œ˘øÈ¬Ú
ˆ¬±¯∏±Ó¬ Œ¬Û±ª± ˚±˚˛º ¸—¶‘®Ó¬ ˆ¬±¯∏±1 Î¬◊√±˝√√1Ì ˝√√í˘ñ
¬Û√
¸—¶‘®Ó¬
˝◊√ —1±Ê√œ
ﬂ¡Ó«¬±
¬ı±˘ﬂ¡ + – = ¬ı±˘ﬂ¡±–
A boy
ﬂ¡˜«
¬ı±˘ﬂ¡ + ˜ = ¬ı±˘ﬂ¡˜
To a boy
ﬂ¡1Ì
¬ı±˘ﬂ¡ + ¤Ú, Ú = ¬ı±˘Àﬂ¡Ú
By a boy
›¬Û11 Î¬◊√±˝√√1Ì1 ¬Û1± Œ√‡± ·í˘ Œ˚ ˝◊√—1±Ê√œ ˆ¬±¯∏±1 ëBoyí ˙sÀÈ¬± ’¬Ûø1ªøÓ«¬Ó¬, øﬂ¡c ¸—¶‘®Ó¬ ˆ¬±¯∏±Ó¬
¬Û1¸·« õ∂À˚˛±· Œ˝√√±ª±Ó¬ õ∂ﬂ‘¡øÓ¬ ¬ı± ˙s˜”˘ ¬Ûø1ªÓ«¬Ú ∆˝√√ÀÂ√º
õ∂øù≠©Ü ˆ¬±¯∏± – õ∂øù≠©Ü ˆ¬±¯∏±Ó¬ ø¬ıøˆ¬iß ˙s ¬ı± ˙s±—˙ ¤ﬂ¡œˆ¬”Ó¬ ∆˝√√ ¬ı±ﬂ¡… ·Í¬Ú ˝√√˚˛º ˙sÀ¬ı±1 ¸øg ∆˝√√ ¸˜¢∂
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¬ı±ﬂ¡…ÀÈ¬± ¤È¬± ˙sÓ¬ ¬Ûø1ÌÓ¬ ˝√√›“ÀÓ¬ õ∂øÓ¬ÀÈ¬± ˙sÀ1 ¤ﬂ¡ ¬ı± ¤ﬂ¡±øÒﬂ¡ 1+¬Û Œ˘±¬Û ∆˝√√ ˚±˚˛º ¢∂œÚÀ˘G1 ¤ø¶®À˜± ˆ¬±¯∏±
¬õ∂øù≠©Ü ˆ¬±¯∏±1 Î¬◊√±˝√√1Ìº Œ˚ÀÚñ
aulisareartorsuarpok ëø¸ ˜±Â√ ˜±ø1¬ıÕ˘ ˚±¬ıÕ˘ ‡1Ò1 ﬂ¡À1í
aulisar
ë˜±Â√ ˜1±í
peartor
ëﬂ¡±˜ ﬂ¡1±í
pinnesuarpok
ëø¸ ‡1Ò1 ﬂ¡À1í
Î¬◊√±˝√√1ÌÀÈ¬±Ó¬ peartor ˙s1 ëpí ’±1n∏ ëpinnesuarpokí ˙sÀÈ¬±1 ëpinneí ˙s±—˙ Œ˘±¬Û ¬Û±˝◊√ ¤ﬂ¡
˙sœ˚˛ ¬ı±ﬂ¡…ÀÈ¬± ·Í¬Ú ∆˝√√ÀÂ√º
’ªÀ˙… ¤Àﬂ¡È¬± ˆ¬±¯∏±ÀÓ¬ Œ˚±·±Rﬂ¡ ’±1n∏ ’À˚±·±Rﬂ¡ ≈√À˚˛±È¬± ∆¬ıø˙©Ü… Ô±øﬂ¡¬ı ¬Û±À1º ’1+¬Û±Rﬂ¡ ’¸˜1 È¬±˝◊√˜”˘œ˚˛
ˆ¬±¯∏±1 ¸±øÒÓ¬ ˙sÀ¬ı±1 øˆ¬iß ’Ô«¬ı±‰¬ﬂ¡ Œ˜Ãø˘ﬂ¡ ˙s1 ’±·Ó¬ ¬ı± ¬Û±Â√Ó¬ øﬂ¡Â≈√˜±Ú ¸≈ﬂ¡œ˚˛± ’Ô«¸”‰¬ﬂ¡ ˙s±—˙ ¬ı± ﬂ¡±˚«ﬂ¡1œ
1+¬Û1 ¸—À˚±·Ó¬ ·øÍ¬Ó¬ ˝√√˚˛º Œ¸˝◊√ ‘√ø©Üˆ¬—·œÀ1 È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ’øù≠©Ü ˆ¬±¯∏±1 ∆¬ıø˙©Ü… ø¬ı√…˜±Úº ’øù≠©Ü ˆ¬±¯∏±Ó¬ ˜”˘
1+¬Û1 ˘·Ó¬ ¸·« [Affix] ’±1n∏ õ∂ﬂ‘¡øÓ¬ [Root] ·“±øÔ ø√˚˛± ˝√√˚˛ ˚ø√› ’ª¶ö±Ú ’Ú≈¸ø1 õ∂ﬂ‘¡øÓ¬ ¬ı± 1+¬ÛÀ¬ı±11 ¬Ûø1‰¬˚˛
¤Àﬂ¡ Ô±Àﬂ¡º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
ﬂ¡±˚«ﬂ¡1œ 1+¬Û + ø¬ıÀ˙¯∏…
= ¸±øÒÓ¬ ø¬ıÀ˙¯∏… ˙s
˘≈ﬂƒ¡ ë¸ôL±Ú¸”‰¬ﬂ¡í + ’Úƒ ëŒﬂ¡±˜˘í = ˘≈ﬂƒ¡ ’Ú√ƒ√ ëø˙qí
3.2 ’À˚±·±Rﬂ¡ ˆ¬±¯∏± – ø˚À¬ı±1 ˆ¬±¯∏±Ó¬ ˙s ’±1n∏ ¬Û√1 ˜±Ê√Ó¬ Œﬂ¡±ÀÚ± ¬Û±Ô«ﬂ¡… Ú±˝◊√ ’Ô«±» ˙sÀ¬ı±À1 ¸√±˚˛
¶§Ó¬LaÓ¬± 1é¬± ﬂ¡À1 ’±1n∏ ’Ú… ˙s1 õ∂ˆ¬±ªÓ¬ 1+¬Û ¬Ûø1ªÓ«¬Ú Úﬂ¡À1 Œ¸˝◊√À¬ı±À1˝◊√ ’À˚±·±Rﬂ¡ ˆ¬±¯∏±º Ó¬˘Ó¬ ’À˚±·±Rﬂ¡
ˆ¬±¯∏±1 ∆¬ıø˙©Ü…1 øˆ¬øM√√Ó¬ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙s-·Í¬Ú õ∂øSê˚˛± ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬±øNﬂ¡ ¬ÛXøÓ¬À1 ø¬ıÀù≠¯∏Ì
ﬂ¡1±√√ ˝√√í˘ñ
[ﬂ¡] ¤ﬂ¡±é¬1œ 1+¬Û1 õ∂±Ò±Ú… – È¬±˝◊ ˆ¬±¯∏±1 ¤ﬂ¡±é¬1œ ˙sÀ¬ı±1 ¤ﬂ¡ ¬ı± ¤ﬂ¡±øÒﬂ¡ Ò√ıøÚÀ1 ·øÍ¬Ó¬ ˝√√íÀ˘› ˙sÀ¬ı±11
Œ˜Ãø˘ﬂ¡ 1+¬Û ¤È¬±À˝√√º Œ˚ÀÚñ Ù¬±˝◊√ ëÊ≈√˝◊í, U ëﬂ¡±Ìí ˝◊√Ó¬…±ø√º ˙±øsﬂ¡ ·Í¬Ú1 øˆ¬øM√√Ó¬ È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±1 ˙sÀ¬ı±1 ø¬ıøˆ¬iß
¶§Ó¬La Œ˜Ãø˘ﬂ¡ ˙s ¸—À˚±· ∆˝√√ ÚÓ≈¬Ú ’Ô«¬ı±‰¬ﬂ¡ Œ˜Ãø˘ﬂ¡ ˙s1 ·Í¬Ú ˝√√˚˛º ’1+¬Û±Rﬂ¡ È¬±˝◊ ˆ¬±¯∏±1 Œ˜Ãø˘ﬂ¡ ˙sÀ¬ı±11
1+¬Û Ò√ıøÚ·Ó¬ ¬Ûø1ªÓ«¬Ú Ú˝√√˚˛º È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 Œ˚Ãø·ﬂ¡ ø¬ıÀ˙¯∏… ˙sÀ¬ı±1¡ ø¬ıÀ˙¯∏…, ø¬ıÀ˙¯∏Ì, øSê˚˛± ˙s1 ˘·Ó¬ ¸—˚≈Mê√
∆˝√√ ·øÍ¬Ó¬ ˝√√˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
ø¬ıÀ˙¯∏…+øSê˚˛± – øÓ¡ ëÍ¡±˝◊í + Ó¡±„ƒ ë1g±í= øÓ¡ Ó¡±„ƒ ë1±gøÚ˙±˘í
ø¬ıÀ˙¯∏…+øSê˚˛±+ ø¬ıÀ˙¯∏… – ﬂ≈¡Úƒ ë˜±Ú≈˝í+‰¡±„ƒ ëÊÚ±í+‡±˜ ëŒ¸±Ìí = ﬂ≈¡Úƒ ‰¡±„ƒ ‡±˜ ëŒ¸±Ì±1œí
[‡] ¸≈11 õ∂±Ò±Ú… – ’À˚±·±Rﬂ¡ ˆ¬±¯∏±Ó¬ ¸≈11 õ∂±Ò±Ú… Œ√‡± ˚±˚˛º ¸≈1õ∂Ò±Ú ˆ¬±¯∏±Ó¬ ¬ıMê√±1 ¸≈1 ’Ú≈¸ø1 ’Ô«
øˆ¬iß ˝√√˚˛º ’¸˜1 È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±1 ë‡±˝◊í ˙s1 ø¬ıøˆ¬iß ¸≈1Ó¬ Œ¬Û±ª± ’Ô«À¬ı±1 Î¬◊À~‡ ﬂ¡1± ˝√√í˘ ñ
¸≈1
È¬±˝◊ ˙s
’¸˜œ˚˛± ’Ô«
1
ﬂ¡Ìœ
1] Î¬◊2‰¬-˜Ò… ¸˜ ¸≈1
‡±˝◊
2
˜ø˘
2] øÚ•ß·±˜œ Î¬◊2‰¬ ¸≈1
‡±˝◊
3
Œ˜Ã
3] øÚ•ß·±˜œ ﬂ¡F±ˆ¬±¸˚≈Mê√ ˜Ò… ¸≈1
‡±˝◊
4
ø¬ıSêœ ﬂ¡1±
4] øÚ•ß·±˜œ ˜Ò…¸˜ ¸≈1
‡±˝◊
5
;1¡
5] øÚ•ß ¸˜ ¸≈1
‡±˝◊
6
˜≈‡1 ¬Û1± Î◊¬ø˘˚˛±˝◊ ø√˚˛±
6] ÿÒı«·±˜œ øÚ•ß ¸≈1
‡±˝◊
[·] ﬂ¡±˚«ﬂ¡1œ ˙s [Functional Word]1 õ∂±Ò±Ú… – ’À˚±·±Rﬂ¡ ˆ¬±¯∏±Ó¬ ¸·«, ø¬ıˆ¬øMê√, õ∂Ó¬…˚˛ ’±ø√
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˙s¸±ÒÚ1 Î¬◊¬Û±√±Ú ÚÔﬂ¡±1 ¬ı±À¬ı øﬂ¡Â≈√˜±Ú ﬂ¡±˚«ﬂ¡1œ ˙s1 õ∂À˚˛±· Œ√‡± ˚±˚˛º ’¸˜1 È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±¸˜”˝√ ’À˚±·±Rﬂ¡
˚ø√› øﬂ¡Â≈√˜±Ú ﬂ¡±˚«ﬂ¡1œ ˙s1 ¸—À˚±·Ó¬ ÚÓ≈¬Ú ˙s ·Í¬Ú ﬂ¡1± ˝√√˚˛º Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
ﬂ¡±˚«ﬂ¡1œ1+¬Û + ˜”˘ 1+¬Û
= ¸±øÒÓ¬ ø¬ıÀ˙¯∏… ˙s
Ù≈¬–
+ ŒÓ¬˜ƒ ëø˘‡±í
= Ù≈¬– ŒÓ¬˜ƒ√ ëø˘‡ﬂ¡í
’±Ú˝√√±ÀÓ¬ ’¸˜1 È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±¸˜”˝√Ó¬ Œﬂ¡±ÀÚ± ¬ıd ¬ı± õ∂±Ìœ1 ’±ﬂ‘¡øÓ¬, õ∂ﬂ‘¡øÓ¬ ¬ı± ¶§1+¬Û øÚø«√©ÜÕﬂ¡ ¬ı≈Ê√±¬ıÕ˘
øﬂ¡Â≈√˜±Ú ¬Û‘Ôﬂ¡ ¬ı…±ﬂ¡1Ì·Ó¬ ¸·« ¬ı…ª˝√√±1 ﬂ¡1± ˝√√˚˛º È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ¬ı…ª˝√√+Ó¬ ¤ÀÚ ¬ı…±ﬂ¡1Ì·Ó¬ ¸·« ¬ı± Î¬◊¬Û˙s¸˜”˝√
∆˝√√ÀÂ√ñ ¬Û±„√√ ë˝√√±˘í, ¬Û±Úƒ ë‡Úí, Ú±Úƒ ëÊ√Ú ¬ı± Ê√Úœí, ª± ëŒÈ¬±í, Ó¬±„ƒ√ ëÎ¬±˘íº Î¬◊√±˝√√1Ì¶§1+À¬Ûñ
˜”˘ 1+¬Û
+ ¬ı…±ﬂ¡1Ì·Ó¬ 1+¬Û
= ˙s¸±ÒÚ
„√√Ãª ë·1n∏í
+ ‡±Î¬◊ ëÓ‘¬Ó¬œ˚˛ ¬Û≈1n∏¯∏1 ¬ıU¬ı‰¬Ú 1+¬Ûí = „√√Ãª ‡±Î¬◊√ ë·1n∏À¬ı±1í
[‚] ¬ı…±ﬂ¡1Ì1 ﬂ¡ÀÍ¬±1 ÚœøÓ¬-øÚÀV«˙Ú±1 ¸œ˜±¬ıXÓ¬± – ’À˚±·±Rﬂ¡ ˆ¬±¯∏±¸˜”˝√ Œ˚±·±Rﬂ¡ ˆ¬±¯∏±1 √À1 ¬ı…±ﬂ¡1Ì·Ó¬
ﬂ¡ÀÍ¬±1 øÚ˚˛˜1 ˜±Ê√Ó¬ ’±ªX Ú˝√√˚˛º ¬ı±ﬂ¡…Ó¬ ˙sÀ¬ı±11 ¶ö±Ú ¤Àﬂ¡±È¬± ˙s ’Ú≈¸ø1ñ ø¬ıÀ˙¯∏…, ø¬ıÀ˙¯∏Ì, øSê˚˛± ø¬ıÀ˙¯∏Ì1
ﬂ¡±˜ ﬂ¡À1º õ∂Ó¬…˚˛ ¸—À˚±·1 Œﬂ¡±ÀÚ± ˆ”¬ø˜ﬂ¡± Ú±˝◊º Œ˚ÀÚ ñ
øSê˚˛±˚≈Mê√ ¬ı±ﬂ¡… – ﬂ¡] ¸√Ô«ﬂ¡ – ˜ÃÚƒ øﬂ¡Úƒ ‡±Î◊¬ Â√≈
ëŒÓ¬›“ ˆ¬±Ó¬ ‡±˝◊√ ’±ÀÂ√ºí
[˜ÃÚƒ = ŒÓ¬›“, øﬂ¡Úƒ = Œ‡±ª±, ‡±Î◊¬ = ˆ¬±Ó¬, Â√≈ = ¶§1+¬Û ¬ıÓ¬«˜±Ú ﬂ¡±˘¸”‰¬ﬂ¡ ˙sº]
‡] Ú¤ûÔ«ﬂ¡ – ˜ÃÚƒ ‡±Î◊¬ Î◊¬„ƒ√ ø¬Û øﬂ¡Úƒ Â√≈ ëŒÓ¬›“ ˆ¬±Ó¬ ‡±˝◊√ Ôﬂ¡± Ú±˝◊√ºí
[˜ÃÚƒ = ŒÓ¬›“, ‡±Î◊¬ = ˆ¬±Ó¬, Î◊¬„ƒ =√ Ú¤ûÔ«ﬂ¡, ø¬Û = Ú¤ûÔ«ﬂ¡, øﬂ¡Úƒ = Œ‡±ª±, Â√≈ = ¶§1+¬Û ¬ıÓ¬«˜±Ú ﬂ¡±˘¸”‰¬ﬂ¡ ˙sº]
[„√√] ¸≈øÚø«√©Ü ˙s ¬ı± ¬Û√1 Sê˜1 ¬ı…ª˝√√±1 – ’À˚±·±Rﬂ¡ ˆ¬±¯∏±1 ¬ı±ﬂ¡…Ó¬ ¸≈øÚø«√©Ü ¶ö±ÚÓ¬ ﬂ¡Ó«¬±, ﬂ¡˜« ’±1n∏ øSê˚˛±
¬ıÀ˝√√º ¤Àﬂ¡±È¬± ¬ı±ﬂ¡…Ó¬ ˙s1 ¶ö±Ú ¸±˘-¸˘øÚ ˝√√íÀ˘ ’Ô« ¸˘øÚ ˝√√˚˛º Œ˚ÀÚñ
È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ¬ı±ﬂ¡…1 ·Í¬Ú õ∂øSê˚˛± ˝√√í˘ ñ ﬂ¡Ó¬«± + øSê˚˛± + ﬂ¡˜«
ﬂ¡Ó¬«±
+ øSê˚˛±
+ ﬂ¡˜«
Â√ÃÎ◊¬ [¬ı±‚] + Ó¬±˝◊ [˜1±∏] + U [·1n∏] = Â√ÃÎ◊¬ Ó¬±˝◊ U [¬ı±À‚ ·1n∏ ˜±À1]
6.0 Î◊¬¬Û¸—˝√√±1
’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±1 ˙sÓ¬±øNﬂ¡ õ∂ﬂ¡±1Ó¬N ¤˝◊ ·Àª¯∏Ì± ﬂ¡˜«1 ø¸X±ôL¸˜”˝√ ˝√√í˘ ñ
Ø õ∂ﬂ¡±1Ó¬±øNﬂ¡ ‘√ø©Üˆ¬—·œÀ1 ’¸˜1 È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±¸˜”˝√ ’À˚±·±Rﬂ¡, ’1+¬Û±Rﬂ¡ ’±1n∏ ¤ﬂ¡±é¬1œ º È¬±˝◊˜”˘œ˚˛
ˆ¬±¯∏±1 ˙s¸˜”˝√ ·“±ÔøÚﬂ¡ ø√˙1 ¬Û1± Œ˜Ãø˘ﬂ¡, Œ˚Ãø·ﬂ¡ ’±1n∏ ¸±øÒÓ¬ ¤˝◊√ øÓ¬øÚ√È¬± 1+¬ÛÓ¬ Œ¬Û±ª± ˚±˚˛º
Ø ’À˚±·±Rﬂ¡ ’¸˜1 È¬±˝◊√˜”˘œ˚˛ ˆ¬±¯∏±1 ¸±øÒÓ¬ ˙sÀ¬ı±1 øˆ¬iß ’Ô«¬ı±‰¬ﬂ¡ ø¬ıø¬ıÒ ˙s1 ’±·Ó¬ ¬ı± ¬Û±Â√Ó¬ øﬂ¡Â≈√˜±Ú
¸≈ﬂ¡œ˚˛± ’Ô«¸”‰¬ﬂ¡ ˙s±—˙ ¬ı± ﬂ¡±˚«ﬂ¡1œ 1+¬Û1 ¸—À˚±·Ó¬ ·øÍ¬Ó¬ ˝√√˚˛º Œ¸˝◊ ‘√ø©ÜÀﬂ¡±ÀÌÀ1 Œ˚±·±Rﬂ¡ ˆ¬±¯∏±1 ¤È¬± ˆ¬±·
’øù≠©Ü ˆ¬±¯∏±1 ∆¬ıø˙©Ü…› Œ√‡± ˚±˚˛º
Ø ’±Ò≈øÚﬂ¡ ’¸˜1 È¬±˝◊˜”˘œ˚˛ ˆ¬±¯∏±Ó¬ ø¬ıøˆ¬iß ˆ¬±ø¯∏ﬂ¡-¸±˜±øÊ√ﬂ¡ ﬂ¡±1ÌÓ¬ Œ√˙œ-ø¬ıÀ√˙œ ˆ¬±¯∏±1 ÚÓ≈¬Ú ’Ô«˚≈Mê
˙s ’±˜√±Úœﬂ‘¡Ó¬ ∆˝√√ÀÂ√º ¤˝◊ ˙sÀ¬ı±11 È¬±˝◊ ˆ¬±ø¯∏ﬂ¡ Œ˘±Àﬂ¡ øÚÊ ˆ¬±¯∏±1 Ò1ÀÌÀ1 Î◊¬2‰¬±1Ì ﬂ¡1± Œ√‡± ˚±˚˛º
õ∂¸—· ¸”S –
1

·Àª¯∏Ì± ﬂ¡˜«Ó¬ ·“±ÔøÚﬂ¡ ˙sÀÈ¬±Àª ø¬ıøˆ¬iß ÒıøÚ ¸—À˚±·Ó¬ È¬±˝◊ ˆ¬±¯∏±1 ˙sÀ¬ı±11 ·“±ÔøÚ ¬ı± ¬ıg± ’Ô«Ó¬ ¬ı…ª˝√√±1 ﬂ¡1± ∆˝√√ÀÂ√º

2

G. A. Grierson, Linguistic Survey of India, Vol-ll, p.59

3
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ÀÊ√…±øÓ¬õ∂¸±√ ’±·1ª±˘±1 ﬂ¡ø¬ıÓ¬±Ó¬ ø¬ıõ≠ªœ¬ À‰¬Ó¬Ú± –
¤øÈ¬ ø¬ıÀ˙°¯Ì±Rﬂ¡ ’Ò…˚˛Ú
Î¬0 √œ¬Û±˜øÌ ¬ı1n∏ª± √±¸
¸—øé¬5¸±1
’¸˜œ˚˛± ¸±ø˝√√Ó¬… Ê√·Ó¬‡Úﬂ¡ 1+¬Û±ôLÀ1À1 ’øˆ¬ÚªQ
õ∂√±Ú ﬂ¡1± ’ÚÚ… ¸‘Ê√Úœ˙œ˘ õ∂øÓ¬ˆ¬±1 ·1±ﬂ¡œ ÀÊ√…±øÓ¬õ∂¸±√
’±·1ª±˘±º ¬ıU˜≈‡œ õ∂øÓ¬ˆ¬±1 ·1±ﬂ¡œ ÀÊ√…±øÓ¬õ∂¸±√ ˜”˘Ó¬–
ø¬ıõ≠ªœ ø˙äœº ÀÓ¬À‡ÀÓ¬1 ﬂ¡ø¬ıÓ¬±1 ¸—‡…± ¸1˝√√ Ú˝√√˚˛ ˚ø√›
¸±ø˝√øÓ¬…ﬂ¡ ˜±Ú√G ˚ÀÔ©Ü Î¬◊2‰¬ ‡±¬Û1º ’±·1ª±˘±˝◊√ ﬂ¡ø¬ıÓ¬±Ó¬
˜±Úª±R±ﬂ¡ Ê√±·‘Ó¬ ﬂ¡ø1 ¸˜ô¶ ’qˆ¬ ˙øMê√ﬂ¡ õ∂øÓ¬˝√√Ó¬ ﬂ¡1±1
¤ﬂ¡ Õ¬ıõ≠¬øªﬂ¡ À¸±“Ó¬ À¬ı±›ª±1 ’√˜… õ∂˚˛±¸ ‰¬˘±˝◊√øÂ√˘º ø¬ıõ≠Àª˝◊√
¤È¬± Ê√±øÓ¬1 Î¬◊ißøÓ¬1 ø¸—˝√√¡Z±1 ¬ı≈ø˘ ø¬ıù´±¸ ﬂ¡1± ÀÊ√…±øÓ¬õ∂¸±
’±·1ª±˘±√ﬂ¡ ˜±Úªœ˚˛ À‰¬Ó¬Ú±À¬ı±ÀÒ ¤·1±ﬂ¡œ ¸±—¶‘®øÓ¬ﬂ¡
ø¬ıõ≠ªœÕ˘ 1+¬Û±ôL1 ﬂ¡ø1ÀÂ√ º ÀÓ¬›“1 ¤˝◊√ 1+¬Û±ôL11 ’ôL1±˘Ó¬
’±øÂ√˘ Ê√±Ó¬œ˚˛Ó¬±¬ı±√œ ¸Q±À1 Î¬◊¡Z≈X Õ˝√√ ¬Û1± ¤ﬂ¡ ø¬ıõ≠ªœ
˜ÀÚ±ˆ¬±ªº ÀÊ√…±øÓ¬õ∂¸±√1 ¬ ¸˜ô¶ ¸±ø˝√Ó¬…ﬂ¡˜«ÀÓ¬ ø¬ıõ≠ªœ
ÀÊ√…±øÓ¬õ∂¸±√1 õ∂ﬂ¡±˙ ‚øÈ¬ÀÂ√ ˚ø√› ﬂ¡ø¬ıÓ¬±Ó¬ øﬂ¡c ’øÒﬂ¡ Ò1ÀÌ
õ∂ﬂ¡±ø˙Ó Õ˝√√ÀÂ√º ¸¬ı«±Rﬂ¡ ø¬ıõ≠ªœ ÀÊ√…±øÓ¬õ∂¸±√1 ’¸˜œ˚˛±
Ê√±Ó¬œ˚˛ Ê√œªÚ, ¸±ø˝√√Ó¬…, ¸—¶‘®øÓ¬, ﬂ‘¡ø©Ü - ¸˜i§˚˛ ’±±ø√1 Àé¬SÓ¬
’ª√±Ú ø‰¬1¬Û”Ê√…º
’±˜±1 ’Ò…˚˛ÚÓ¬ ÀÊ√…±øÓ¬õ∂¸± √’±·1ª±˘±1 ﬂ¡ø¬ıÓ¬±Ó¬
ø¬ıõ≠ªœ À‰¬Ó¬Ú± Àﬂ¡ÀÚ√À1 õ∂øÓ¬Ù¬ø˘Ó¬ Õ˝√√ÀÂ√ À¸˝◊√ ¸•ÛŒﬂ«¡
ø¬ıÀ˙°¯Ì±Rﬂ¡ ¬ÛXøÓ¬1 ¸˝√√±˚˛Ó¬ ¤ﬂ¡ ¸±˜ø¢∂ﬂ¡ ’±À˘±‰¬Ú±
ﬂ¡ø1¬ıÕ˘ õ∂˚˛±¸ ﬂ¡1± ˝√√í¬ı º
¸”‰¬ﬂ¡ ˙s – ’±Ò≈øÚﬂ¡ ﬂ¡ø¬ıÓ¬±, ø¬ıõ≠ªœ À‰¬Ó¬Ú±, 1+¬Û±ôL1,
Ê√±Ó¬œ˚˛ Ê√œªÚ, Õ¬ıõ≠øªﬂ¡, ¸‘ø©Ü˙œ˘
’ªÓ¬1øÌﬂ¡± –
ﬂ¡˘±-¸—¶‘®øÓ¬1 ¸±Òﬂ¡ ÀÊ√…±øÓ¬õ∂¸±√ ’±·1ª±˘± [1903
- 1951] ’¸˜œ˚˛± ¸˜±Ê√1 ¬ı±À¬ı ¤·1±ﬂ¡œ ø‰¬1 Ú˜¸… ¬ı…øMê√ º

1.00

ÀÓ¬À‡Ó¬1 À˜±˝√√Úœ˚˛ ¬ı…øMê√Q, ’¸±Ò±1Ì ¸‘Ê√Úœ õ∂øÓ¬ˆ¬± ’±1n∏
¸‘ø©Üﬂ¡˜«˝◊√ ’±Ò≈øÚﬂ¡ ’¸˜œ˚˛± Ê√±Ó¬œ˚˛ Ê√œªÚ1 ø√ﬂƒ¡√˙«Ú ﬂ¡ø1
’±ø˝√√ÀÂ√ º ÀÓ¬À‡Ó¬1 ø‰¬ôL± ’±1n∏ √˙«Ú ø¬ıﬂ¡ø˙Ó¬ Õ˝√√øÂ√√˘ ﬂ¡ø¬ıÓ¬±,
Ú±È¬ﬂ¡, Î¬◊¬ÛÚ…±¸, ¸≈1 - ﬂ¡_À1 ¸ÀÊ√±ª± ·œÓ¬¸˜”˝√, ‰¬˘ø‰¬S ’±1n∏
ø‰¬ôL±˙œ˘ õ∂¬ıgÀ¬ı±11 ˜±ÀÊ√À1 º ÀÊ√…±øÓ¬õ∂¸±√ ’±·1ª±˘±1
¸±ø˝√√Ó¬… ø˙äõ∂øÓ¬ˆ¬±˝◊√ ’¸˜1 ¸±ø˝√√Ó¬…Ê√·Ó¬‡Úﬂ¡ ¤Ù¬±À˘
À˚ÀÚÕﬂ¡ ¸?œøªÓ¬ ﬂ¡ø1 1±ø‡ÀÂ√, ÀÓ¬ÀÚÕﬂ¡ ˝◊√˚˛±1 ¬Û±Í¬ﬂ¡ - À|±Ó¬±
Ó¬Ô± ’¸˜1 Ê√±Ó¬œ˚˛ Ê√œªÚﬂ¡ ¸Àij±ø˝√√Ó¬ ﬂ¡ø1 1±ø‡ÀÂ√ º ÀÓ¬“›
’±øÂ√˘ ¤·1±ﬂ¡œ ¸≈µ11 ¸±Òﬂ¡ - ’±Ê√œªÚ ø˙äœ º ’¸˜1
Ê√±Ó¬œ˚˛ Ê√œªÚ1 ¸¬ı«SÀÓ¬ ¸Ó¬… - ø˙ª -¸≈µ11 õ∂øÓ¬á¬± ﬂ¡ø1
¸¬ı±Àﬂ¡ ¤ﬂ¡ ’Ú±ø¬ı˘ ’±Úµ1 ’—˙œ√±1 ﬂ¡À1±ª±˝◊√ ’±øÂ√˘
ÀÊ√…±øÓ¬õ∂¸±√ ’±·1ª±˘±1 Ê√œªÚ1 ¤ﬂ¡±ôL ¸±ÒÚ± º À¸À˚˛À˝√√
¸±˜ôL˚≈ · œ˚˛ Ò…±Ú - Ò±1Ì± Ó¬Ô± ¬Û1•Û1±1 ø¬ı1n∏ À X
ÀÊ√…±øÓ¬õ∂¸±√1 ø¬ıõ≠ªœ ¸M√√± À˚ÀÚÕﬂ¡ Ê√±·ø1Ó¬ Õ˝√√øÂ√˘, ÀÓ¬ÀÚÕﬂ¡
¸±•⁄±Ê√…¬ı±√œ À˙±¯∏ﬂ¡ À|Ìœ1 ø¬ı1n∏ÀX ’±1n∏ ø¸˝“√Ó¬1 Â√SÂ√±˚˛±Ó¬
˘±ø˘Ó¬ - ¬Û±ø˘Ó¬ À√˙œ˚˛ ˙±¸ﬂ¡, ≈√©®‘øÓ¬ﬂ¡±1œ1 ø¬ı1n∏ÀX› ÀÓ¬›“1
ø¶öøÓ¬ ﬂ¡ÀÍ¬±1 Õ˝√√ ¬Ûø1øÂ√˘ º ¸±˜ôL˚≈·œ˚˛ Ò…±Ú - Ò±1Ì±˝◊√ Àﬂ¡±„√√±
ﬂ¡ø1 1‡± ¸˜±Ê√‡Úﬂ¡ ¸≈¶ö ﬂ¡ø1¬ıÕ˘ ’±1n∏ À˙±¯Ì1 ’ﬂƒ¡ÀÈ¬±¬Û±Â√1
¬Û1± Ê√ÚÊ√œªÚﬂ¡ ˜≈Mê√ ﬂ¡ø1¬ıÕ˘ ÀÊ√…±øÓ¬õ∂¸±À√ ø¬ı‰¬±ø1øÂ√˘ ¤ﬂ¡
Õ¬ıõ≠øªﬂ¡ 1+¬Û±ôL1 º ÀÊ√…±øÓ¬õ∂¸±√1 ¸±ø˝√√Ó¬… ø˙ä1 õ∂øÓ¬ÀÈ¬± ¸‘ø©Ü
ﬂ¡˜«Ó¬ ¤ÀÚ 1+¬¬Û±ôL1˜≈‡œ Õ¬ıõ≠øªﬂ¡ ˜±Úø¸ﬂ¡Ó¬±1 ¬Ûø1‰¬˚˛ À¬Û±ª±
˚±˚˛ º ¬ø¬ıÀ˙¯∏¬Õﬂ¡ ’±·1ª±˘±1 ¸‘ø©Ü˙œ˘ õ∂øÓ¬ˆ¬±1 ’ÚÚ… 1+¬Û
ﬂ¡ø¬ıÓ¬±1±øÊ√Ó¬ õ∂ﬂ¡±˙ ¬ı±1n∏Õﬂ¡À˚˛ À√ø‡¬ıÕ˘ À¬Û±ª± ˚±˚˛ º
1.01 ’Ò…˚˛Ú1 &1n∏Q ’±1n∏ Î¬◊ÀV˙… –
ÀÊ√…±øÓ¬õ∂¸±1√ ﬂ¡ø¬ıÓ¬± ¸—‡…±1 Ù¬±˘1 ¬Û1± ¸1˝√√œ˚˛±
Ú˝√√˚˛ ˚ø√› ¸±ø˝√øÓ¬…ﬂ¡ ˜±Ú ˚ÀÔ©Ü Î¬◊2‰¬ ‡±¬Û1 º ÀÓ¬À‡Ó¬1 ˜‘Ó≈¬…1
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¬Û±Â√Ó¬ 1971 ‰¬ÚÓ¬ õ∂ﬂ¡±ø˙Ó¬ ﬂ¡ø¬ıÓ¬±¬Û≈øÔ‡Ú1 Ú±˜ ë˘≈˝◊√Ó¬1
¬Û±11 ’ø¢ü¸≈1 í º ÀÓ¬À‡Ó¬1 ¸‘ø©Ü˙œ˘ ¸±ø˝√√Ó¬…1 ˆ¬±À˘˜±Ú ’—˙
Õ¬ıõ≠øªﬂ¡ À‰¬Ó¬Ú±À¬ı±ÀÒÀ1 Î¬◊7¡¡¬œøªÓ¬ Õ˝√√ ’±ÀÂ√ º ·øÓ¬Àﬂ¡
ÀÊ√…±øÓ¬õ∂¸±√1 ﬂ¡ø¬ıÓ¬±Ó¬ Õ¬ıõ≠øªﬂ¡ À‰¬Ó¬Ú±À¬ı±Ò1 ø√˙ÀÈ¬±ﬂ¡
’À˘±ﬂ¡¬Û±Ó¬ ﬂ¡ø1 À¸˝◊√ À‰¬Ó¬Ú±À¬ı±Ò1 Z±1± ¬Û±Í¬ﬂ¡1 ˜±Úªœ˚˛
¬Ûø1À¬ı˙ ·øÏ¬ˇ ÀÓ¬±˘±˝◊√ Õ˝√√ÀÂ√ ’±˜±1 ’Ò…˚˛Ú1 ˜”˘ Î¬◊ÀV˙… º
1.02 ’Ò…˚˛Ú1 ¬Ûø1¸1–
¸±ø˝√øÓ¬…ﬂ¡¸ﬂ¡À˘ ÀÓ¬›“À˘±ﬂ¡1 ¸‘ø©Ü1±øÊ√Ó¬ ¸˜±Ê√1
ø¬ıøˆ¬iß ø√˙ Ó≈¬ø˘ Ò1± À√‡± ˚±˚˛ º ø¬ıõ≠ªœ ø˙äœ ’±·1ª±˘±1
ë˘≈˝◊√Ó¬1 ¬Û±11 ’ø¢ü¸≈1í ﬂ¡ø¬ıÓ¬±¬Û≈øÔ1 ˜±Ê√Ó¬ ¬Ûø1¬ı…±5 Õ˝√√ Ôﬂ¡±
Õ¬ıõ≠øªﬂ¡ À‰¬Ó¬Ú±À¬ı±Ò1 ø√˙ÀÈ¬±1 ›¬Û1Ó¬ &1n∏Q ’±À1±¬Û ﬂ¡1±
Õ˝√√ÀÂ√º õ∂À˚˛±Ê√ÚÀ¬ı±ÀÒ ≈√˝◊√ ¤È¬± ﬂ¡ø¬ıÓ¬±1 ¬Û1± øÚ√˙«Ú √±ø„√√ Òø1
’±˜±1 ¬ıMê√¬ı… ¶Û©Ü ﬂ¡ø1¬ıÕ˘ ˚P ﬂ¡1± Õ˝√√ÀÂ√ º
1.03 ’Ò…˚˛Ú1 ¬ÛXøÓ¬ –
ëÀÊ√…±øÓ¬õ∂¸±√ ’±·1ª±˘±1 ﬂ¡ø¬ıÓ¬±Ó¬ ø¬ıõ≠ªœ À‰¬Ó¬Ú±–
¤øÈ¬ ’Ò…˚˛Úí ˙œ¯«∏ﬂ¡ ·Àª¯Ìœ˚˛ ø¬ı¯∏˚˛ÀÈ¬± ’±À˘±‰¬Ú± ﬂ¡À1±ÀÓ¬
¬ıÌ«Ú±Rﬂ¡ ’±1n∏ ø¬ıÀ˙°¯∏Ì±Rﬂ¡ ¬ÛXøÓ¬ ’Ú≈¸1Ì ﬂ¡1± Õ˝√√ÀÂ√ ’±1n∏
¬ÛS‡Ú õ∂dÓ¬ﬂ¡1Ì1 ¸˜˚˛Ó¬ ¤ÀÚ√À1 ’±·¬ıÏ¬ˇ± Õ˝√√ÀÂ√ ñ
ﬂ¡] ¸˜˘ ¸—¢∂˝√√ – ’±À˘±‰¬Ú±1 ﬂ¡±1ÀÌ ˜≈‡… ¸˜˘
ø˝√√‰¬±À¬Û Î¬0 ˝√√œÀ1Ú À·±“˝√±˝◊√ ¸•Û±ø√Ó¬ ëÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œí
¢∂Lö‡Ú À˘±ª± Õ˝√√ÀÂ√ º
‡] ¬Û˚«À¬ıé¬Ì ’±1n∏ ø¬ıÀ˙°¯∏Ì – ˝◊√˚˛±1 õ∂±5 ¸˜˘¸˜”˝√
¸”Ñˆ¬±À¬ı øÚ1œé¬Ì ﬂ¡ø1 ø¬ıÀ˙°¯∏Ì1 Àé¬SÓ¬ ˆ¬±À˘˜±Ú õ∂±¸—ø·ﬂ¡
¢∂Lö ’Ò…˚˛Ú ﬂ¡ø1 ¸˜¢∂ ø¬ı¯∏˚˛ÀÈ¬±ﬂ¡ ¤ﬂ¡ øÚÊ√¶§ ‘√ø©Üˆ¬—·œÀ1
Î¬◊¬Û¶ö±¬ÛÚ ﬂ¡ø1¬ıÕ˘ À‰¬©Ü± ﬂ¡1± Õ˝√√ÀÂ√ º
·] ø¸X±ôL ¢∂˝√Ì – À˙¯∏Ó¬ õ∂±5Ù¬˘1√ øˆ¬øM√√Ó¬ ¤ﬂ¡ øÚø«√©Ü
ø¸X±ôLÕ˘ ’±ø˝√√¬ıÕ˘ õ∂˚˛±¸ ﬂ¡1± Õ˝√√ÀÂ√ º
2.00 ’±À˘±‰¬Ú± –
2.01 ÀÊ√…±øÓ¬õ∂¸±√1 ﬂ¡ø¬ıÓ¬±Ó¬ ø¬ıõ≠¬ªœ À‰¬Ó¬Ú± –
ˆ¬±1Ó¬1 ¶§±ÒœÚÓ¬± ’±Àµ±˘Ú1 õ∂±ﬂƒ¡é¬ÌÓ¬ Ê√±øÓ¬-Ò˜«¬ıÌ« øÚø¬ı«À˙À¯∏ ¬ıUÀÓ¬± À˘±Àﬂ¡ À√˙ 1é¬±1 ¬ı±À¬ı ’À˝√√±¬Û≈1n∏¯∏±Ô«
ﬂ¡ø1øÂ√˘ º Àﬂ¡±ÀÚ±Àª ˚ø√ Ó¬À1±ª±À˘À1 ’±±1n∏ Àﬂ¡±ÀÚ±Àª
ﬂ¡˘À˜À1 ˚≈X ﬂ¡ø1› ˝◊√—1±Ê√1 ’ÒœÚÓ¬ ﬂ¡±1±¬ı±¸ ‡±øÈ¬¬ı˘·œ˚˛±
Õ˝√√øÂ√˘ º ˝◊√—1±Ê√1 À˙±¯∏Ì ’Ó¬…±‰¬±1 ¸ø˝√√¬ı ÀÚ±ª±ø1 À√˙ ˜±Ó‘¬1
¸ôL±Ú¸ﬂ¡˘1 ˜Ú õ∂±Ì ø¬ıÀ^±˝√√œ Õ˝√√ ¬Ûø1øÂ√˘ º À√˙1é¬±1 ¬ı±À¬ı,
À√˙1 õ∂øÓ¬ |X±ˆ¬øMê√ Ôﬂ¡±1 ¬ı±À¬ı ¸˜±Ê√‡Ú ¸—¶®±11 ¬ı±À¬ı

Ó¬À1±ª±À˘À1, ﬂ¡˘À˜À1 À√˙1 ¸ôL±Ú ¸±Ê≈√ Õ˝√√ Î¬◊øÍ¬øÂ√˘ º ø˙äœ,
ø˘‡ﬂ¡¸ﬂ¡˘1 ﬂ¡_Ó¬ õ∂øÓ¬¬ı±√ ’±1n∏ ø¬ıÀ^±˝√√œˆ¬±Àª ˆ≈¬˜≈øﬂ¡
˜±ø1øÂ√˘ º ÀÓ¬ÀÚ ø˘‡ﬂ¡ Ó¬Ô± ﬂ¡ø¬ı¸ﬂ¡˘1 øˆ¬Ó¬1Ó¬ ’¸˜1
ÀÊ√…±øÓ¬õ∂¸±√ ’±·1ª±˘± ’Ú…Ó¬˜ º ÀÓ¬“›1 Ê√œªÚ √˙«Ú ¸˜±Ê√
¸—¶®±11 ˜ÀÚ±ˆ¬—·œ Ó¬Ô± À√˙1 ¶§±ÒœÓ¬±1 ¬ı±À¬ı ¸±ø˝√√Ó¬…1
Ê√ø1˚˛ÀÓ¬ õ∂ﬂ¡øÈ¬Ó¬ Õ˝√√ÀÂ√ ø¬ıõ≠ªœ À‰¬Ó¬Ú± º ÀÓ¬“›1 ﬂ¡ø¬ıÓ¬±Ó¬
À√˙Àõ∂˜, Ê√œªÚ1 ’Ô«, ¸˜±Ê√ - ¸—¶®±1, Ê√±Ó¬œ˚˛ Àõ∂˜, ¸˜±Ê√1
˝√√œÚÓ¬± - Úœ‰¬Ó¬±, √ø1^Ó¬±, øÚÀ©Û¯∏Ì ˝◊√Ó¬…±ø√ Ú±ø˙¬ıÕ˘ À√˙
Àõ∂˜1 Õ¬ıˆ¬ªœ ¸≈1 õ∂øÓ¬Ù¬ø˘Ó¬ Õ˝√√ÀÂ√ º
ÀÊ√…±øÓ¬õ∂¸±√1 ˝√√±Ó¬Ó¬ ¸±ø˝√√Ó¬…1 õ∂±˚˛À¬ı±1 ø√À˙˝◊√ ¤ﬂ¡
ÚÓ≈¬Ú 1+¬Û ˘±ˆ¬ ﬂ¡ø1ÀÂ√ º ø¬ıÀ˙¯∏Õﬂ¡ ﬂ¡ø¬ıÓ¬±1 Àé¬SÓ¬ ÀÓ¬›“
Ê√Ú·Ì1 ˜—·˘1 ø√˙ÀÈ¬±Õ˘ ˘é¬… ﬂ¡ø1À˚˛ À˚ ˝√√±Ó¬Ó¬ ﬂ¡˘˜ Ó≈¬ø˘
Õ˘øÂ√√˘ À¸˚˛± ¬ı±1n∏Õﬂ¡À˚˛ Ù≈¬øÈ¬ Î¬◊øÍ¬ÀÂ√ º ˜±Úª Ê√œªÚ1 ≈√‡-Àﬂv¡˙,
ˆ¬±¯∏±-˙—ﬂ¡± ’±1n∏ ’øÚ(˚˛Ó¬±˝◊√ ÀÓ¬›“1 ’ôL1Ó¬ ≈√‡ ø√øÂ√˘ º
ÀÓ¬›“ ’Ú≈ˆ¬ª ﬂ¡ø1¬ı ¬Û±ø1øÂ√˘ À˚ ˜±Úª Ê√œªÚ ¤ﬂ¡˜≈‡œ Ú˝√√˚˛
’±1n∏ À¸À˚˛ ÀÓ¬›“ ˜±Úª±R±ﬂ¡ ¸˜ô¶ ¬ı±Ò± ø¬ıø‚øÚ ’øÓ¬Sê˜ ﬂ¡ø1
‰¬˘˜±Ú À˝√√±ª±1 ˜ÀLaÀ1 √œøé¬Ó¬ ﬂ¡1±1 À‰¬©Ü± ﬂ¡ø1øÂ√˘ º ÀÓ¬›“1
ﬂ¡ø¬ıÓ¬±Ó¬ ˜±Úª±R±ﬂ¡ Ê√±·‘Ó¬ ﬂ¡ø1 ¸˜ô¶ ’qˆ¬ ˙øMê√ﬂ¡ õ∂øÓ¬˝√√Ó¬
ﬂ¡1±1 ¤ﬂ¡ Õ¬ıõ≠øªﬂ¡ À¸±“Ó¬ À¬ı±›ª±1 ’√˜… õ∂˚˛±¸ ‰¬˘±˝◊√øÂ√˘
’±1n∏ ¸Ù¬À˘± Õ˝√√øÂ√˘º ÀÊ√…±øÓ¬õ∂¸±√1 ¸˜ô¶ ¸±ø˝√√Ó¬…ﬂ¡˜«ÀÓ¬
ø¬ıõ≠ªœ ÀÊ√…±øÓ¬õ∂¸±√1 õ∂ﬂ¡±˙ ‚øÈ¬ÀÂ√ ˚ø√› ÀÓ¬›“1 ø¬ıõ≠ªœ
À‰¬Ó¬Ú± ’±1n∏ ˆ¬±¬ıÒ±1± ﬂ¡ø¬ıÓ¬±Ó¬ ’øÒﬂ¡ Ò1ÀÌ õ∂ﬂ¡±ø˙Ó¬ Õ˝√√ÀÂ√º
ÀÓ¬›“1 ø¬ıõ≠ªœ À‰¬Ó¬Ú± Ê√±Ó¬œ˚˛Ó¬±¬ı±√œ Ó¬Ô± ˜±ÚªÓ¬±¬ı±√œ
ˆ¬±ªÒ±1±À1 ¸˜‘X ˝√√íÀ˘› À¸˚˛± ¸¬ı«¶§ Ú˝√√˚˛º ÀÓ¬›“ ø˙äœ1 ‘√ø©ÜÀ1
¬Û˚«À¬ıé¬Ì1 Ê√ø1˚˛ÀÓ¬ ¸±ø˝√√Ó¬…1+¬Û ø√ÀÂ√ º ÀÓ¬ÀÚÀé¬SÓ¬ ÀÓ¬ÀÚ
Ê√±Ó¬œ˚˛Ó¬±¬ı±√œ À‰¬Ó¬Ú±Ó¬ ‹øÓ¬˝√√… À‰¬Ó¬Ú± Ó¬Ô± ’±À¬ıø·ﬂ¡ À‰¬Ó¬Ú±
Î¬◊ˆ¬À˚˛ ¬ıÓ«¬˜±Úº
¸≈µ1 ’±1n∏ ¸—¶‘®øÓ¬1 ¸±ÒÚ± ÀÊ√…±øÓ¬õ∂¸±√1 ø¬ıõ≠ª1
¸±ÒÚ±À1˝◊√ Ú±˜±ôL1º ÀÓ¬“›1 ˜ÀÓ¬ ¸—¶‘®øÓ¬1 Ò±1Ì± ˜±Úª Ê√œªÚ1
¸ﬂ¡À˘± ø√˙ ¸±˜ø1 À˘±ª±1 √À1 ø¬ıõ≠ª1 Ò±1Ì±› ·¬ˆ¬œ1 ’±1n∏
¬ı…±¬Ûﬂ¡º ÀÓ¬“ › 1 ø‰¬ôL±Ó¬ ¸—¶‘ ® øÓ¬ ’±1n∏ ø¬ıõ≠ª1 Ò±1Ì±
’—·±—·œˆ¬±Àª Ê√øÎ¬ˇÓ¬º ë≈√©®‘øÓ¬ﬂ¡ ø¬ıÚ±˙ ’±1n∏ ¸—¶‘®øÓ¬ﬂ¡
õ∂øÓ¬á¬± ﬂ¡1±1 Î¬◊¬Û±˚˛ Õ˝√√ÀÂ√ ø¬ıõ≠ª ’±1n∏ ëø¬ıõ≠ª ˜±ÀÚ ø˚ ¸±˜±øÊ√ﬂ¡,
ÕÚøÓ¬ﬂ¡, ’Ô«ÕÚøÓ¬ﬂ¡, 1±ø©Üòﬂ¡ ˜≈Í¬ÀÓ¬ ¸±—¶‘®øÓ¬ﬂ¡ ¤ﬂ¡ ’øˆ¬Úª
Î¬◊2‰¬Ó¬1 ¬Ûø1¬ıøÓ«¬Ó¬ ¸˜±Ê√ ¬Û±¬ıÕ˘ ˆ”¬ø˜ﬂ¡•Û ﬂ¡À1, ø¸À˚˛˝◊√
ø¬ıõ≠ªº [ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ, ¬Û‘ . 516]º

Drishti : the Sight # Vol.- IX, Issue - II, (November, 2020-April, 2021) #

295

ÀÊ√…±øÓ¬õ∂¸±√1 Àé¬SÓ¬ Õﬂ¡À˙±1Ó¬ Î¬◊øijø˘Ó¬ ¸˜±Ê√ ¸À‰¬Ó¬ÚÓ¬±˝◊√ ¬Û1ªÓ«¬œ ﬂ¡±˘1 ¬Û”Ì« õ∂¶£≈¬øÈ¬Ó¬ ø¬ıõ≠ªœ ˜±Úø¸ﬂ¡Ó¬±
Õ˘ 1+¬Û±ôLø1Ó¬ Õ˝√√ÀÂ√º ÀÊ√…±øÓ¬õ∂¸±√1 Ò±1Ì±Ó¬ ø¬ıõ≠Àª Àﬂ¡ª˘
Ú±ˆ¬±À„√√, ˝◊√˚˛±Ó¬ ’¬Û”¬ı« ¸≈µ11 ’±1n∏ ¸—¶‘®øÓ¬1 ¸‘ø©Ü› ˝√√˚˛ º
1+¬Û±ôL11 ˜±ÀÊ√À1 ¸≈µ1 ’±1n∏ ¸—¶‘®øÓ¬ ·Ï¬ˇ±1 ¸À¬Û±ÚÀﬂ¡˝◊√
À√ø‡øÂ√˘ ﬂ¡ø¬ı ÀÊ√…±øÓ¬õ∂¸±À √–
≈√©®‘øÓ¬ Ú±ø˙
¸—¶‘®øÓ¬À1 ¬Û‘øÔªœ ˜≈Mê√ ﬂ¡ø1
ø˙äœ1+À¬ÛÀ1 ›˘±˘ Ê√ÚÓ¬±
¸≈µ1À1˝◊√ ø¬ı1±È¬ ¶§1+¬Û Òø1 º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ, ¬Û‘. 549]
ÀÊ√…±øÓ¬õ∂¸±√1 ﬂ¡ø¬ıÓ¬± ¸˜ﬂ¡±˘œÚ À‰¬Ó¬Ú± ¸˜‘Xº
¸—¶®±1ﬂ¡±˜œ Ó¬Ô± ˜≈øMê√ õ∂˚˛±¸œ ÀÊ√…±øÓ¬õ∂¸±√1 ˜ÚÓ¬ Ó¬»ﬂ¡±˘œÚ
¬Û1±ÒœÚÓ¬±1 À¬ı√Ú±, ’Ô«ÕÚøÓ¬ﬂ¡ À|Ìœ Õ¬ı¯∏˜…, ’±1n∏ À·±á¬œ·Ó¬
ø¬ıø26iß Ó ¬±¬ı±√ œ À‰¬Ó¬Ú± ’±ø√ ¸±˜±øÊ√ ﬂ ¡ ¸˜¸…±1±øÊ√ À ˚˛
’±À˘±Î¬ˇÚ1 ¸‘ø©Ü ﬂ¡1±1 ˘·ÀÓ¬ À¸˝◊√À¬ı±11 ø¬ı1n∏ÀX ÀÓ¬“›1 ˜Ú
ø¬ıÀ^±˝√√œ Õ˝√√ Î¬◊øÍ¬øÂ√˘ º ÀÓ¬“›1 ﬂ¡ø¬ıÓ¬±Ó¬ ¬Û1±ÒœÚÓ¬±1 À¬ı√Ú± Î¬◊æ≥Ó¬ ¶§±ÒœÚÓ¬± ’±Àµ±˘Ú1 Î¬◊¢∂¬ı±Ìœ À¬Û±ª± ˚±˚˛ º ¸˜ﬂ¡±˘œÚ
À·±á¬œ·Ó¬ ø¬ıø26ißÓ¬±¬ı±√œ À‰¬Ó¬Ú±˝◊√ ÀÓ¬“›1 ˜ÚÓ¬ ·ˆ¬œ1
õ∂øÓ¬øSê˚˛±1 ¸‘ø©Ü ﬂ¡1±1 ¬Ûø1¬Àõ∂øé¬Ó¬ÀÓ ÀÓ¬“› ø¬ıø26ißÓ¬±¬ı±√œ
À‰¬Ó¬Ú±1 ø¬ı¬Û1œÀÓ¬ Ê√±øÓ¬-Ò˜«-¬ıÌ« øÚø¬ı«À˙À¯∏ ‹ﬂ¡… ’±1n∏ ˙±øôL1
¬ı±Ìœ ø¬ı˘±˝◊√øÂ√˘ º ÀÓ¬“› ¬ﬂ¡ø¬ıÓ¬±Ó¬ Ê√±Ó¬œ˚˛ ˜—·˘˜˚˛ ‹øÓ¬˝√√…1
¶ú1ÀÌÀ1 ’˜—·˘1 ø¬ıÚ±˙ ’±1n∏ Ê√±Ó¬œ˚˛ ¬ıœ1 ¬ıœ1±—·Ì±¸ﬂ¡˘1
¬ıœ1Q ’±1n∏ ˜˝√√±ÚÓ¬±1 ˝◊√øÓ¬˝√√±¸ √±ø„√√ Òø1 À√˙¬ı±¸œ1 ˜ÚÓ¬ ¬ıœ1Q1
¸=±1 ﬂ¡1±1 À‰¬©Ü± ﬂ¡ø1øÂ√˘ ’±1n∏ ˝◊√˚˛±1 Ê√ø1˚˛ÀÓ¬ ø¬ıÀ^±˝√√1 ¬ıœÊ√
À1±¬ÛÌ1 õ∂˚˛±¸ ﬂ¡ø1øÂ√˘ º ÀÓ¬“› ﬂ¡ø˘ﬂ¡Ó¬±Ó¬ ë’:±Ó¬¬ı±¸íÓ¬
Ôﬂ¡±ﬂ¡±˘ÀÓ¬± ¤ﬂ¡±—˙ Î¬◊Vœ¬ÛÚ±˜”˘ﬂ¡ ﬂ¡ø¬ıÓ¬± 1‰¬Ú± ﬂ¡ø1
À√˙¬ı±¸œ1 ø¬ıÀ˙¯∏Õﬂ¡ ’¸˜¬ı±¸œ1 ˜ÚÓ¬ Ê√±Ó¬œ˚˛ À‰¬Ó¬Ú± ¸=±1
ﬂ¡1±1 ’√…˜ õ∂˚˛±¸ ‰¬˘±˝◊√ øÂ√˘º ë’¸˜œ˚˛± ÀÎ¬ﬂ¡±1 Î¬◊øMê√ í
ﬂ¡ø¬ıÓ¬±Ó¬ qÚ± ˚±˚˛ ÀÓ¬“›1 U—ﬂ¡±1 Ò√ıøÚ –
˜À˚˛ ’¸˜1
˜À˚˛ ˆ¬±1Ó¬1
˜À˚˛ ÀÎ¬ﬂ¡± ˘í1± ’ø¢ü˜˚˛
˜À˚˛ ˆ¬±1Ó¬1 Ú¬ıœÚ ¸”˚«
¬Û”¬ı«±‰¬˘Ó¬ ¬ıÊ√±› Ó≈¬˚«…º [ÀÊ√…±øÓ¬õ∂¸±√1
1‰¬Ú±ª˘œ, ¬Û‘. 657]

ﬂ¡ø¬ıÀ˚˛ ¸—ﬂ¡œÌ«Ó¬±1 ·Gœ1 ¬Û1± ˜≈Mê√ ﬂ¡ø1 ’¸˜1 ·Gœ1
¬Û1± ›˘±˝◊√ ˆ¬±1Ó¬œ˚˛ ô¶1∆˘ ’±·¬ıÏ¬ˇ±˝◊√ øÚøÂ√˘ º ’¸˜1 ˘À·
˘À· ¸¬ı«ˆ¬±1Ó¬œ˚˛ Ê√±Ó¬œ˚˛ À‰¬Ó¬Ú±1 Ê√Ú·Ìﬂ¡ Õ˘À˚˛ ÀÓ¬“›
À·Ã1ª±øi§Ó¬ º ˆ¬±1Ó¬ﬂ¡ ¬ı±√ ø√ À˚ Ê√±Ó¬œ˚˛ À‰¬Ó¬Ú± Ú˝√√˚˛ À¸˚˛±
ÀÓ¬“›1 ﬂ¡ø¬ıÓ¬±Ó¬ À¬Û±ª± ˚±˚˛ ’±1n∏ ˘·ÀÓ¬ ’¸˜1 ‹øÓ¬˝√√…1
˘·ÀÓ¬ ˆ¬±1Ó¬œ˚˛ ‹øÓ¬˝√√…1 &Ì·±Ú ÀÓ¬“›1 ﬂ¡ø¬ıÓ¬±1 ø¬ı¯∏˚˛¬ıd º
ë˘±ø‰¬Ó¬1 ’±˝3√±Ú í, ëÊ√˚˛˜Ó¬œ1 ’±R±1 Î¬◊øMê√í, ’±1n∏ ëﬂ¡Úﬂ¡˘Ó¬±í
ﬂ¡ø¬ıÓ¬±Ó¬ ’¸˜œ˚˛± ˜˝√√Q¬Û”Ì« ¬ıœ1Q1 ˘·ÀÓ¬ ¸|X ’±√˙«
¸•§ø˘Ó¬ ˜˝√√±Ú ø√˙ ¸˜”˝√Àﬂ¡± ’±„≈√ø˘˚˛±˝◊√ ÀÓ¬“› é¬ø˚˛¯û≈ ’¸˜œ˚˛±
Ê√±øÓ¬1 õ∂±ÌÓ¬ Ó¬…±· ’±1n∏ ¬ıœ1Q1 ˆ¬±ª ¸=±1 ﬂ¡1±1 õ∂˚˛±¸
ﬂ¡ø1ÀÂ√ º
ÀÊ√…±øÓ¬õ∂¸±√1 ﬂ¡ø¬ıÓ¬±1 ˜±Ê√Ó¬ øÚø˝√√Ó¬ Õ˝√√ ’±ÀÂ√
À˙±¯∏ﬂ¡1 õ∂øÓ¬ Ôﬂ¡± Àé¬±ˆ¬1 ˆ¬±¬ıº À¸À˚˛À˝√√, ˜±Úª √1√œ ﬂ¡ø¬ı
ÀÊ√…±øÓ¬õ∂¸±√1 Àˆ¬±· ø¬ı˘±¸œ À|ÌœÀÈ¬±1 õ∂øÓ¬À˚øÓ¬˚˛± ø¬ıõ≠ªœ
¸N± ø¬ıÀ^±˝√√œ Õ˝√√ ¬Ûø1ÀÂ√ ÀÓ¬øÓ¬˚˛±˝◊√ ¸¬ı«¸±Ò±1Ì À|ÌœÀÈ¬±1 õ∂øÓ¬
ÀÓ¬“›1 √1√œ ˝√+√˚˛ ·ˆ¬œ1 ˜±ÚªÓ¬±À¬ı±ÀÒÀ1 Î¬◊Ôø˘ Î¬◊øÍ¬ÀÂ√ ñ
ëÀ1±Ò ﬂ¡ø1¬¬ıÀ˘í ˚Ó¬
’±g±11 Õ√Ó¬… - √±Úª
ÀÊ√…±øÓ¬ ˜ÀLa
ø¬ıõ≠ª1 ˙—‡ ¬ıÊ√±›“ º
¬ı…øMê√ - ¶§±Ô« Ê√œªÚ1 À˘±˝√√±1 ≈√ª±1 ˆ¬±ø„√√
¸˜”˝√œ˚˛± ¶§±Ô«1 ˜˝√√±Ú Ê√œªÚÀ˘í ˜˝◊√ ¬ı…±ø¬Û ˚±›“
ÀÓ¬øÓ¬˚˛±À˝√√ ¬ı…øMê√Q1 ¸Ó¬…˜”˘… ¶§±ÒœÚÓ¬± ¬Û±›“ º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ, ¬Û‘. 610 - 612]º
¶§±ÒœÚÓ¬±1 ¬Û”¬ı«¬ıÓ«¬œ ﬂ¡±˘Ó¬ ﬁ¬ÛøÚÀ¬ıø˙ﬂ¡ ˙±¸Ú ’±1n∏
À˙±¯∏ÀÌ ﬂ¡ø¬ı1 ˜Ú - À¬ı√Ú±øﬂv¡©Ü ﬂ¡À1 º ÀÊ√…±øÓ¬õ∂¸±√1 ¸—¢∂±˜œ
À‰¬Ó¬Ú± ’±1n∏ ø‰¬ôL±Ò±1±1 õ∂ﬂ¡±˙ ‚øÈ¬ÀÂ√ ÀÓ¬“›1 ø¬ı˚˛±ø~˙1
ø¬ıÀ^±˝√√1 ¸˜˚˛Ó¬ 1ø‰¬Ó¬ ë’¸˜Ó¬ Ú¬ıœÚ ÀÊ√±ª±Ú1 ¸—ﬂ¡äí
ﬂ¡ø¬ıÓ¬±Ó¬ º ¤˝◊√ ﬂ¡ø¬ıÓ¬±Ó¬ À√˙˜±Ó‘¬ﬂ¡ ø¬ıÀ√˙œ1 ’Ó¬…±‰¬±11 ¬Û1±
Î¬◊X±1 ﬂ¡ø1¬ıÕ˘ Ú¬ıœÚ¸ﬂ¡˘1 õ∂øÓ¬ ’±˝3√±Ú Ê√Ú±˝◊√ÀÂ√ –
Ê√±À·±“ ˜˝◊√
’¸˜1 Ú¬ıœÚ ÀÊ√±ª±Ú
¬ı≈ﬂ≈¡Ó¬ ;ø˘ÀÂ√ À˜±1 ’ø¢ü˜˚˛œ ’øˆ¬˜±Ú
Ê√±À·± ˜˝◊√ ’¸˜1 ’ÀÊ√˚˛ ÀÊ√±ª±Úœ
Àﬂ¡±Ú Ó¬˝◊√ ·‰¬øﬂ¡ ‡‰¬øﬂ¡ ø√Â√,
À˜±1 À‰¬±Ó¬±˘ÀÓ¬ ’±ø˝√√
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Àﬂ¡ÃøÈ¬ﬂ¡˘œ˚˛± ’øÒﬂ¡±1º
¸±¬ıÒ±Ú ¸±¬ıÒ±Úº
ÀÊ√…±øÓ¬õ∂¸±√1 ¸±ø˝√√Ó¬…-ø˙ä-¸—¶‘®øÓ¬1
˜±Ê√ Ó ¬ ˜±Úøªﬂ¡ À‰¬Ó¬Ú± Î¬◊ æ ±ø¸Ó¬ Õ˝√ √ ’±ÀÂ√ º ˜±Úªœ˚˛
À‰¬Ó¬Ú±À¬ı±ÀÒ ÀÊ√…±øÓ¬õ∂¸±√ﬂ¡ 1+¬Û±ôL1 ﬂ¡ø1ÀÂ√ ¤·1±ﬂ¡œ
¸±—¶‘®øÓ¬ﬂ¡ ø¬ıõ≠ªœÕ˘º ¤ÀÚ ø¬ıõ≠ª õ∂ﬂ¡±˙ ¬Û±˝◊√ÀÂ√ ¬ıUÒ± ø¬ıˆ¬Mê√
Õ˝√√º ¸±•⁄±Ê√…¬ı±√œ ˙øMê√, ¸±˜ôL À|Ìœ, ˆ¬±1Ó¬œ˚˛ ·ÌÓ¬±øLaﬂ¡ À√˙1
˙±¸ﬂ¡ ¶§±Ô«±Ài§¯∏œ ø¬ıM√√¬ı±Ú À|Ìœ1 õ∂øÓ¬ ’±1n∏ õ∂·øÓ¬1 õ∂øÓ¬¬ıgﬂ¡
¸˜±Ê√1 õ∂Ô±·Ó¬ ﬂ≈¡- ¸—¶®±11 õ∂øÓ¬ ÀÊ√…±øÓ¬õ∂¸±√1 ø¬ıõ≠ªœﬂ¡_
’±øÂ√ ˘ ¸1ªº ¤ÀÚÀ¬ı±1 ’qˆ¬ ˙øMê√ 1 ø¬ı1n∏ À X ﬂ¡1±
ÀÊ√…±øÓ¬õ∂¸±√1 ¸±—¶‘®øÓ¬ﬂ¡ ø¬ıõ≠ª1 ¤ﬂ¡˜±S Î¬◊ÀV˙… ’±1n∏ ˘é¬…
’±øÂ√˘ ˜±Ú≈˝√ﬂ¡ ¸—¶‘®øÓ¬1 ÀÊ√±Ú±ﬂ¡œ ¬ı±ÀÈ¬À1 ’±&ª±˝◊√ øÚ ¤ﬂ¡
¸≈µ1 ·øÓ¬˙œ˘ Ê√œªÚ1 ’øÒﬂ¡±1œ ﬂ¡ø1 ÀÓ¬±˘± º
¶§±ÒœÚÓ¬±1 õ∂±ﬂƒ¡ﬂ¡±˘Ó¬ ‰¬˘± ¬Û≈øÊ√¬Û“øÓ¬1 ø¬ıÀˆ¬√˜”˘ﬂ¡
ﬂ¡±˚«ﬂ¡˘±À¬Û± ÀÊ√…±øÓ¬õ∂¸±√1 ‘√©ÜÀ·±‰¬1 Õ˝√√ÀÂ√ º ÀÓ¬›“ ¤˝◊√
ø¬ıÀˆ¬√˜”˘ﬂ¡ ﬂ¡±˚«ﬂ¡˘±¬Û1 ø¬ı1n∏X±‰¬1Ì ﬂ¡ø1 ¸ﬂ¡À˘±Àﬂ¡ Ê√±øÓ¬ ¬ıÌ« - Ò˜« - øÚø¬ı«À˙À¯∏ À√˙˜±Ó‘¬1 ¸ôL±Ú ˜ÀLaÀ1 √œøé¬Ó¬ ﬂ¡1±1
õ∂˚˛±¸ ﬂ¡ø1ÀÂ√ º ë’¸˜œ˚˛± ÀÎ¬ﬂ¡±1 Î¬◊øMê√í ﬂ¡¬ø¬ıÓ¬±Ó¬ ÀÓ¬“› Õﬂ¡ÀÂ√
-˜À˚˛˝◊√ ‡±øÂ√˚˛±,
˜À˚˛˝◊√ Ê√˚˛ôLœ˚˛±,
Î¬Ù¬˘± - ’±¬ı1 - ’ﬂ¡±,
˜À˚˛ ø‰¬—ÀÙ¬Ã
Õˆ¬˚˛±˜1 ø˜ø1
À¸±ªÌø˙1œ˚˛± ÀÎ¬ﬂ¡±º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ – ¬Û‘. 658]
¤Àﬂ¡˝◊√ ¸≈1 qÚ± ˚±˚˛ ë’¸˜œ˚˛± Ú¬ıœÚ ÀÊ√±ª±Ú1
¸—ﬂ¡äí ﬂ¡ø¬ıÓ¬±Ó¬ -ø˚ øﬂ¡ Ò˜« Ú˝√√›ﬂ¡ ÀÓ¬±1
¬ı±˜≈Ì - ˙”ø√1 ø˚À˚˛˝◊√ Ú˝√√˚˛
ø˝√√µ≈ ¬ı± ˜≈Â√˘˜±Ú
À¬ıÃX ˝√√˚˛, ‡Ëœ©Ü±Ú ˝√√˚˛
˜±ÀÔ“± ˜ÚÓ¬ 1±ø‡ø¬ı Ó¬˝◊√ ’¸˜1 Ú - ÀÊ√±ª±Ú º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ – ¬Û‘ . 681]
ÀÊ√…±øÓ¬õ∂¸±√1 ø¬ıõ≠ªœ À‰¬Ó¬Ú±Ó¬ ˜±ÚªÓ¬±¬ı±√ ’øÓ¬
¶Û©Ü1+¬ÛÓ¬ õ∂ﬂ¡±˙ ¬Û±˝◊√ ÀÂ√ º ˜±ÚªÓ¬±¬ı±√œ ﬂ¡ø¬ı ·1±ﬂ¡œ1

˜±Úª±R±1 ¬ı…Ô±˝◊√ ˜À˜« ˜À˜« ¶Û˙« ﬂ¡ø1ÀÂ√ º ˜±ÚªÓ¬±¬ı±√œ ø¬ıõ≠ªœ
À‰¬Ó¬Ú±À1 ÀÓ¬“› ¸˜ﬂ¡±˘œÚ ≈√˝◊√ ’qˆ¬ ˙øMê√, ¸±•⁄±Ê√…¬ı±√œ
ø¬ıÀ√˙œ
˙øMê√ ’±1n∏ À√˙œ˚˛ ¸≈ø¬ıÒ±¬ı±√œ À˙±¯∏ﬂ¡À|Ìœ1 ø¬ı1n∏ÀX
ø¬ıÀ^±˝√√ À‚±¯∏Ì± ﬂ¡ø1ÀÂ√ º ëˆ¬˘ø∞I◊˚˛±11 ≈√‡í, ÀÊ√…±øÓ¬ ˙—‡í,
ëÀ¬Û±˝√√11 ·±Úí ﬂ¡ø¬ıÓ¬±1 Ê√ø1˚˛ÀÓ¬ ÀÓ¬“› ¸±•⁄±Ê√…¬ı±√œ ø¬ıÀ√˙œ
˙øMê√1 ø¬ı1n∏ÀX õ∂‰¬G ø¬ıÀ^±˝√√ À‚±¯∏Ì± ﬂ¡ø1ÀÂ√ º ’±ÚÙ¬±À˘ ë¤È¬±
˜±Ó¬±˘ ¬ıÚ≈ª±í, ë¤È¬± ¬Û·˘± À‡øÓ¬˛˚˛ﬂ¡í , ëÊ√ÚÓ¬±1 ’±˝3√ ±Úí,
ë¸±¬ıÒ±Ú ¸±¬ıÒ±Úí ’±ø√ ﬂ¡ø¬ıÓ¬±1 Ê√ø1˚˛ÀÓ¬ ÀÓ¬“› ¶§À√˙œ
¸≈ø¬ıÒ±¬ı±√œ À|Ìœ1 ø¬ı1n∏ÀX ø¬ıÀ^±˝√√ À‚±¯∏Ì± ﬂ¡ø1ÀÂ√ º À˙±ø¯∏Ó¬
¬ÛœøÎ¬ˇˇÓ¬ ﬂ‘¡¯∏ﬂ¡ |ø˜ﬂ¡1 Ê√œªÚ - ˚LaÌ±1 õ∂øÓ¬Ò√ıøÚ qÚ± ˚±˚˛
ﬂ¡ø¬ıÓ¬±À¬ı±1Ó¬º ﬂ¡ø¬ıÓ¬±À¬ı±1Ó¬ ¸˜ﬂ¡±˘œÚ ¸˜±Ê√1 À˙±ø¯∏Ó¬
¬ÛœøÎ¬ˇÓ¬¸ﬂ¡˘¬ õ∂øÓ¬ Ôﬂ¡± ¸˝√√±Ú≈ˆ”¬øÓ¬ ¬ıU ¬Ûø1˜±ÀÌ ˜±¶®œ˚˛
Ò±1Ì±À1 ¸˜‘X º ﬂ¡ø¬ıÀ˚˛ ¸≈ø¬ıÒ±¬ı±√œ ¶§±Ô«±À∞´¯∏œ À|Ìœ1 ¶§1+¬Û
¬ı≈øÊ√ Î¬◊øÍ¬ÀÂ√ ’±1n∏ À¸˚˛± ÀÓ¬“›1 ﬂ¡ø¬ıÓ¬±Ó¬ ¬õ∂ﬂ¡±˙ Û±˝◊√ÀÂ√ º ÀÓ¬“›
À˙±¯∏ﬂ¡ À|Ìœ1 ø¬ı1n∏ÀX Î¬◊¢∂ ¸Ó¬ﬂ«¡¬ı±Ìœ õ∂√±Ú ﬂ¡ø1ÀÂ√ º ë¸±¬ıÒ±Ú
¸±¬ıÒ±Úí ﬂ¡ø¬ıÓ¬±Ó¬ À˙±¯∏ﬂ¡ À|Ìœ1 ¶§1+¬ÛÀﬂ¡ ¤˝◊√√À1 Î¬◊Àij±‰¬Ú
ﬂ¡ø1ÀÂ√ ñ
¸≈ø¬ıÒ±¬ı±√œ1 √˘
ÀÓ¬±1 ø˜Â√± ˝√√í¬ı Àﬂ¡Ã˙˘ ,
1±˝◊√Ê√1 Ó¬˝◊√ À¸ª± ‰≈¬1 ﬂ¡ø1
¬ıÏ¬ˇ±¬ı ‡≈øÊ√Â√ ¬ı˘º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ – ¬Û‘. 673]
¸≈ø¬ıÒ±¬ı±√œ1 √˘Àﬂ¡ ’±Àﬂ¡Ã ¸±ªÒ±Ú¬ı±Ìœ qÚ±˝◊√ÀÂ√
ñ
1±˝◊√Ê√1 Ó¬˝◊√
Ó¬˝◊√ Ê√Ú± Ú±˝◊√
Ó¬˝◊√ ˚±ﬂ¡ ˆ¬±¬ı
˜”‡« Ê√ÚÓ¬±
˜”Ï¬ˇ Ê√ÚÓ¬± ¬ı≈ø˘
˚±1 ˝√√í¬ı À‡±Ê√ ¶§˚˛—ø¸X ÀÚÓ¬±
À¸˝◊√ Ê√ÚÓ¬± ’±øÊ√ õ∂¬ı≈X ˝√√í˘º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ – ¬Û‘ . 673]
ﬂ¡ø¬ıÀ˚˛ ¸˜¢∂ À˙±¯∏ﬂ¡ À|Ìœ1 ø¬ı1n∏ÀX ’qˆ¬ ˙øMê√1
ø¬ı1n∏ÀX ø¬ıÀ^±˝√√ À‚±¯∏Ì± ﬂ¡ø1ÀÂ√ º ÀÓ¬“› ’qˆ¬ ˙øMê√ ø¬ıÚ±˙1
øÚø˜ÀM√√ 1n∏^1 ’±˝3√±Ú ﬂ¡ø1 Ò√ı—¸1 ﬂ¡±˜Ú± ﬂ¡ø1ÀÂ√ º À¸˝◊√ Ò√ı—¸
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À˚Ú ¸‘ø©ÜÀ1˝◊√ ’±·cﬂ¡ ¬ı±Ó«¬± º ’±˙±¬ı±√œ ﬂ¡ø¬ı ·1±ﬂ¡œ ’qˆ¬
˙øMê√ ø¬ıÚ±˙œ qˆ¬ ˙øMê√1 ’±·˜ÚÓ¬ ’À¬Ûé¬±1Ó¬ º ëﬂ¡±=Ú
Ê√—‚±1 ¬ı≈1?œíÓ¬ ’qˆ¬1 Ò√ı—¸ Ó¬Ô±
õ∂˘˚˛˘œ˘±1 ˘À· ˘À· Úª¸‘ø©Ü1 ¬ı±Ó«¬±› qÚ± ˚±˚˛ –
Î¬•§1n∏Ó¬ ¬ı±øÊ√ Î¬◊ÀÍ¬ õ∂˘˚˛1 ¸—·œÓ¬
Ú˚˛Ú1 ‘√ø©ÜÓ¬ ’±À˘±ﬂ¡ ¬ı‘ø©Ü
˜±Úª1 ﬂ¡äÚ±Ó¬
À¸˝◊√ ÀÊ√…±øÓ¬ õ∂¬Û±Ó¬Ó¬
·øÏ¬ˇ Î¬◊ÀÍ¬ ˚≈À· ˚≈À·
’Ú≈ˆ¬ª ¸‘ø©Üº
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ – ¬Û‘. 626]
¤Àﬂ¡øÈ¬ ﬂ¡ø¬ıÓ¬±ÀÓ¬ qÚ± ˚±˚˛ ñ
Î¬•§1n∏ ¬ı±ÀÊ√
¸‘ø©Ü ¸‘ø©Ü ¬ı≈ø˘ ˜˝√√±ﬂ¡±À˘ Ú±À‰¬
¸‘ø©ÜÀ˚˛ ’±ø√ ¸‘ø©ÜÀ˚˛ ’Ú±ø√
¸‘ø©Ü1 ‰¬Sê
˜øLöÓ¬ ﬂ¡ø1 ‚”À1 õ∂˘˚˛1 Ó¬La
¸‘ø©ÜÀ˝√√ ¸‘ø©Ü
‰¬À˘ ’À˝√√±1±øS,
õ∂˘À˚˛˝◊√ ¸‘ø©Ü1 ˚≈À· ˚≈À· ˜±Ó‘¬º
[ÀÊ√…±øÓ¬õ∂¸±√1 1‰¬Ú±ª˘œ – ¬Û‘. 626]
ﬂ¡ø¬ı1 À‰¬Ó¬Ú±Ó¬ õ∂˘˚˛, Ò√ı—¸, 1n∏^1 Ó¬±Gª, ˜˝√√±ﬂ¡±˘1
Ú±‰¬1 ’±À˙ - ¬Û±À˙› ’øˆ¬Úª ¸‘ø©Ü1 ’±˙±› ø¬ı1±Ê√˜±Úº ÀÓ¬ÀÚ
¬Ûø1Àõ∂øé¬Ó¬ÀÓ¬ Àﬂ¡±ª± ˝√√˚˛ ÀÊ√…±øÓ¬õ∂¸± õ∂ﬂ‘¡Ó¬±Ô«Ó¬ ¤·1±ﬂ¡œ
ø¬ıõ≠ªœ ﬂ¡ø¬ı ø˙äœ º ﬂ¡ø˘ﬂ¡Ó¬±Ó¬ ’±RÀ·±¬ÛÚ ﬂ¡±˘Ó¬ ÀÓ¬“›
˚Ô±Ô« À Ó¬ ø¬ıõ≠ªœ ﬂ¡ø¬ı1 ˆ” ¬ ø˜ﬂ¡±Ó¬ ’ªÓ¬œÌ« Õ˝√ √ ø Â√ ˘ º
’¬±RÀ·±¬ÛÚﬂ¡±1œ ÀÊ√…±øÓ¬õ∂¸±√1 ¸•Ûﬂ«¡Ó¬ ’1n∏Ì± ’±Â√Ù¬
’±˘œ1 ˜ôL¬ı… ñ
He is fine gentleman. He is revolutionary poet,
not a revolutionary politician. (˘˝√√ﬂ¡1 Ú¬ıœÚ‰¬f, Ú±Ô ˜À˝√√f

Î¬◊¬Û¸—˝√√±1 –
’±À˘±‰¬Ú±1 ’ôLÓ¬ Ó¬˘Ó¬ ø√˚˛± ø¸X±ôL¸˜”˝√Ó¬
Î¬◊¬ÛÚœÓ¬ ˝√√í¬ı ¬Û1± ˚±˚˛ ñ
ﬂ¡] À˘‡ﬂ¡1 ·ˆ¬œ1 Ê√œªÚÀ¬ı±Ò, ˜±Úªœ˚˛ ‘√ø©Üˆ¬—·œ,
õ∂øÓ¬¬ı±√œ ˜Ú1 ¬Ûø1‰¬˚˛ À¬Û±ª± Õ·ÀÂ√ º
‡] ﬂ¡ø¬ıÓ¬±À¬ı±1Ó¬ õ∂ﬂ¡±˙ À¬Û±ª± ˜±Úªœ˚˛ À‰¬Ó¬Ú±À¬ı±ÀÒ
ÀÓ¬“›ﬂ¡ ¤·1±ﬂ¡œ õ∂ﬂ‘¡Ó¬ ø¬ıõ≠ªœ ø˙äœ ’±1n∏ ˜±Úª√1√œ ﬂ¡ø¬ı
ø˝√√‰¬±À¬Û õ∂øÓ¬á¬± ﬂ¡1±˝◊√ÀÂ√ º
·] ¬ıÓ«¬˜±Ú ¸˜˚˛ÀÓ¬± ÀÊ√…±øÓ¬õ∂¸±√1 Õ¬ıõ≠øªﬂ¡ À‰¬Ó¬Ú±1
õ∂±¸—ø·ﬂ¡Ó¬± ’±ÀÂ√ º
˜≈Í¬1 ›¬Û1Ó¬ ’±·1ª±˘±1 ﬂ¡ø¬ıÓ¬±1 1Àh - 1Àh ø¬ıÀ^±˝√√
õ∂ﬂ¡±˙ ¬Û±˝◊√ÀÂ√ , õ∂˘˚˛1 ’±ﬂ¡±—é¬± ﬂ¡ø1ÀÂ√ Î¬◊»¬ÛœøÎ¬ˇÓ¬ ’±1n∏
’Ó¬…±‰¬±11 ¸ij≈‡œÚ À˝√√±ª± ˜±Ú≈˝√1 õ∂øÓ¬ ﬂ¡1± ’Ú…±˚˛1 õ∂øÓ¬ﬂ¡±11
¬ı…ª¶ö± ø˝√√‰¬±À¬Û º ø¬ıõ≠ªœ À‰¬Ó¬Ú±1 Àé¬SÀÓ¬± ’±·1ª±˘±1
˜˚«±√±¬Û”Ì« ’ªø¶öøÓ¬ À¬Û±ª± ˚±˚˛ º
3.00

¸˝√√±˚˛ﬂ¡ ¢∂Lö¬Û?œ –
˜≈‡… Î¬◊»¸ –À·±“˝√±˝◊√, ˝√√œÀ1Ú [¸•Û±.]– ÀÊ√…±øÓ¬õ∂¸±√1
1‰¬Ú±ª˘œº &ª±˝√√±È¬œ – ’¸˜ õ∂ﬂ¡±˙ ¬Ûø1¯∏√, ¸5˜ ¸—¶®1Ì
2007, ˜≈ø^Ó¬º
À·ÃÌ Î¬◊»¸ – √M√ , ¬ıœÀ1fÚ±Ô [¸•Û±.]–1+¬ÛÀﬂ¡±ª1
ÀÊ√…±øÓ¬õ∂¸±√, &ª±˝√√±È¬œ – 2012, ˜≈ø^Ó¬º
ı1n∏ª±, õ∂√ ±√ ﬂ≈¡˜±1 – ÀÊ√…±øÓ¬ ˜Úœ¯∏± øÎ¬¬ıËn∏·Î¬ˇ –
¬ıÚ˘Ó¬±, 2009 ˜≈ø^Ó¬º
˘˝√√ﬂ¡1 Ú¬ıœÚ‰¬f, ˜À˝√√f ﬂ≈¡˜±1 Ú±Ô [¸•Û±.]–
ÀÊ√…±øÓ¬õ∂¬Û±Ó¬º ÀÓ¬Ê√¬Û≈1 – ¸±ø˝√√Ó¬…¸ˆ¬±, 2003, ˜≈ø^Ó¬º
˙˝◊√ﬂ¡œ˚˛±, ’øÊ√» [¸•Û±.] Â√¬˙¬ıÂ√11 ’¸˜œ˚˛± Ú±È¬ﬂ¡
– ¬Û1•Û1± ’±1n∏ ¬Ûø1ªÓ«¬Ú, ≈√˘œ˚˛±Ê√±Ú – ¬ÛÔ±1 õ∂ﬂ¡±˙Ú, 2008
˜≈ø^Ó¬º

ﬂ≈¡˜±1 Ú±Ô[¸•Û±] – ÀÊ√…±øÓ¬ õ∂¬Û±Ó¬, ¬Û‘. 67]º
r¬r
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1„œ Œ˘±ﬂ¡ﬂ‘¡ø©Ü - Ú±À„˘œ ·œÓ¡
Î¡0 ¶⁄øÊÓ¡± ‰¡˝1œ˚˛±
ø¡ı¯∏˚˛ ø˙é¡ﬂ¡
1ø„˚˛± ŒÂ±ª±˘œ Î¬◊2‰¡Ó¡1 ˜±Ò…ø˜ﬂ¡ ø¡ı…±˘˚˛
¸±1±—˙ –-

ﬂ¡˜«1 ˘·ÀÓ¡ õ∂ﬂ‘¡øÓ¡ Ê·Ó¡1 ø‰¡Sº

Ú±À„˘œ ·œÓ¡ ∆˝ÀÂ 1„œ ﬂ¡˘±ﬂ‘ ¡ ø©Ü1 ¤ﬂ¡
’±¡Û≈1n∏·œ˚˛± ¸•Ûº 1„œ ·1‡œ˚˛± ¸˜±Ê1 ’±˙±-’±ﬂ¡±—é¡±,
ﬂ¡±˜Ú±-¡ı±¸Ú± ’±ø õ∂ﬂ¡È¡ ∆˝ Î¬◊ÀÍ¡ Ú±À„˘œ ·œÓ¡ ¸˜”˝1
Êø1˚˛ÀÓ¡º Ú±À„˘œ ·œÓ¡ ¸˜”˝ ≈È¡± ˆ¡±·Ó¡ ˆ¡·±¡ı ¡Û±ø1 - Œ˚ÃÚ
é≈¡Ò± Œﬂ¡øfﬂ¡ ’±1n∏ ﬂ¡±øÊ˚˛± ˜”˘ﬂ¡º Ú±À„˘œ ·œÓ¡ ¸˜”˝ ≈È¡±
˘1 ˜±ÊÓ¡ ’Ú≈øá¡Ó¡ ˝˚˛º Ú±À„˘œ ·œÓ¡Ó¡ ¶ö±Úœ˚˛ ˆ¡±¯∏±, ·±ø˘·±˘±Ê, ¡ı˚˛-¡ıd1 Ú±˜, ¶ö±Úœ˚˛ ¡Ûø1À¡ı˙, ø¡ıøˆ¡iß Í¡±˝◊1 Ú±˜,
¸±˜±øÊﬂ¡ 1œøÓ¡-ÚœøÓ¡ ’±1n∏ õ∂ﬂ‘¡øÓ¡1 ø‰¡S õ∂¶£≈¡øÈ¡Ó¡ ˝˚˛º
Ú±À„˘œ ·œÓ¡1 ˘·Ó¡ ø¡ıU·œÓ¡ ’±1n∏ 1„œ Œ˘±ﬂ¡·œÓ¡
Œ‰¡1±ÀÏ¡ﬂ¡1 ¸±‘˙… ¡Ûø1˘øé¡Ó¡ ˝˚˛º ¡ıM«˜±Ú Ú±À„˘œ ·œÓ¡
¸˜”˝ﬂ¡ ¡Ûø1˜±øÊ«Ó¡ 1+¡Û ø ˜=¶ö ﬂ¡1±1 ¡ı…ª¶ö± ﬂ¡1± ∆˝ÀÂº
’¸˜ ¸¡ı«ø˙é¡± ’øˆ¡˚±Ú1 ’ÒœÚÓ¡ ·“±ª˘œ˚˛± 1±˝◊Ê1 ˜±ÊÓ¡
ø˙é¡±1 õ∂À˚˛±ÊÚœ˚˛Ó¡±1 Œ¡ı±Ò ø¡ıÕ˘ ¡Ûø1À¡ı˙Ú ﬂ¡1± ¡ı±È¡1
Ú±È¡Ó¡ Ú±À„˘œ ·œÓ¡1 ¸≈1 ¡ı…ª˝±1 ﬂ¡1± Œ‡± ∆·ÀÂº 1„œ
Œ˘±ﬂ¡·œÓ¡1 ˆ¡Î¬ˇ±˘ ‰¡˝ﬂ¡œ ﬂ¡1± ¤˝◊ Ú±À„˘œ ·œÓ¡1 ¸—1é¡Ì
’±1n∏ ¸—¡ıX«Ú ﬂ¡1±ÀÓ¡± ’øÓ¡ õ∂À˚˛±ÊÚœ˚˛º

Œ˘±ﬂ¡¸±ø˝Ó¡…1 ø¡ıøˆ¡iß ø¡ıˆ¡±· ¸˜”˝1 À1 Œ˘±ﬂ¡
·œÓ¡¸˜”À˝± Œ˘±ﬂ¡¸˜±ÊÀ1˝◊ ¸‘ø©Üº Œ˘±ﬂ¡ÊœªÚ1 ’±˙±’±ﬂ¡±—é¡±, ’ˆ¡±ª-’øˆ¡À˚±·, ﬂ¡±˜Ú±-¡ı±¸Ú± ’±ø õ∂ﬂ¡È ∆˝
Î¬◊øÍ¡ÀÂ ¤˝◊ Œ˘±ﬂ¡·œÓ¡ ¸˜”˝1 Êø1˚˛ÀÓ¡º ÊÚ¸±Ò±1ÀÌ Ú±›“
‰¡˘±›“ÀÓ¡, ˝±˘ ¡ı±›“ÀÓ¡ ·1n∏ ‰¡1±›“ÀÓ¡, ŒÏ¡ﬂ¡œ ø›“ÀÓ¡, ¸”Ó¡±
ﬂ¡±ÀÈ¡±“ À Ó¡ Œ·±ª± ·œÓ¡ ¸˜” ˝ 1 Êø1˚˛ À Ó¡ ¤˝◊ ˜±Úø¸ﬂ¡
õ∂øSê˚˛±¸˜”˝ õ∂ﬂ¡È¡ ∆˝ ¡Ûø1ÀÂº2 ¤˝◊ ¡ı±—˜˚˛ õ∂ﬂ¡±˙1 Ù¡˘Ó¡
’¸˜œ˚˛± ˆ¡±¯∏±ÀÓ¡± ’À˘‡ ’ø˘ø‡Ó¡ Œ˘±ﬂ¡·œÓ¡, ø¡ıU·œÓ¡,
¡ıÚ·œÓ¡, ·1‡œ˚˛ ± ·œÓ¡ ’±1n∏ ø¡ı˚˛ ± ·œÓ¡1 ¸‘ ø ©Ü ∆˝ÀÂº
¤Àﬂ¡Ò1Ì1 ¡Ûø1ø¶öøÓ¡ÀÓ¡˝◊ 1„ÀÓ¡± ø¡ı˚˛±·œÓ¡, Œ‰¡1±ÀÏ¡ﬂ¡,
’±˝◊Ú±˜ ’±1n∏ Ú±À„˘œ ·œÓ¡ ’±ø ’ÀÚﬂ¡ Œ˘±ﬂ¡·œÓ¡1 ¸‘ø©Ü
∆˝ÀÂº 1„1 Œ˘±ﬂ¡¸—¶‘®øÓ¡1 ’ôL·«Ó¡ ﬂ¡˜«˜”˘ﬂ¡ ·œÓ¡ ¸˜”˝1
õ∂Ò±Ú ˝í˘ Ú±À„˘œ ·œÓ¡ ¸˜”˝º

[¸—Àfl¡Ó¬ ˙s –- ·1‡œ˚˛±, Œõ∂˜, ’±˙±-’±ﬂ¡±—é¡±, ˘]
õ∂ô¶±ªÚ± –’Ó¡œÓ¡À1 ¡Û1± ÊÚ¸±Ò±1Ì1 ˜≈À‡ ˜≈À‡ ¡Û1•Û1±·Ó¡
ˆ¡±Àª ¡ı±·ø1 ’˝± ¸±ø˝Ó¡…˝◊ ∆˝ÀÂ Œ˘±ﬂ¡ ¸±ø˝Ó¡…º ø˘ø‡Ó¡
¡Û1•Û1±1 ’±1yøÌ1 ¡Û”À¡ı« Œ˜Ãø‡ﬂ¡ ¡Û1•Û1±Ó¡ õ∂‰¡ø˘Ó¡
Œﬂ¡±ÀÚ± ¡Û1•Û1±·Ó¡ ﬂ¡˘± ¡ı± ¸±ø˝Ó¡…ﬂ¡ Œ˘±ﬂ¡ ¸±ø˝Ó¡… ’±‡…±
ø¡ı ¡Û±ø1º1 ¤˝◊ ¸±ø˝Ó¡…˝◊ ’Ú±‡1œ ‰¡˝± Œ˘±ﬂ¡¸ﬂ¡˘1 ¸‘ø©Ü˙œ˘
õ∂øÓ¡ˆ¡±1 ¡Ûø1‰¡˚˛ øÀ˚˛ º ¤˝◊ ¸±ø˝Ó¡…Ó¡ ˜” Ó « ¡ ∆˝ Ô±Àﬂ¡
¸˜Ê≈ª±¸ﬂ¡˘1 ¸≈‡-≈‡, ˝± “ø˝-ﬂ¡±Àµ±Ú, ’±˙±-øÚ1±˙±, Ò˜«-

Î¬◊ÀV˙… ’±1n∏ ˘é¡… –¤˝◊ ’Ò…˚˛Ú1 Î¬◊ÀV˙… ∆˝ÀÂ 1„1 ‰¡˝± ÊœªÚ1 ˆ¡±ª
õ∂ﬂ¡±˙1 ˜±Ò…˜1+À¡Û Ú±À„˘œ ·œÓ¡ ¸˜”À˝ øﬂ¡ ˆ”¡ø˜ﬂ¡± ¡Û±˘Ú
ﬂ¡ø1ÀÂ ’±1n∏ ˘·ÀÓ¡ ·œÓ¡ ¸˜”˝1 ˜±ÀÊÀ1 1„œ ¸±˜±øÊﬂ¡
1œøÓ¡-ÚœøÓ¡, ’±‰¡±1-¡ı…ª˝±1 Œﬂ¡ÀÚÀ1 õ∂øÓ¡Ù¡ø˘Ó¡ ∆˝ÀÂ Ó¡±1
Âø¡ı ±ø„ Ò1±º ˘·ÀÓ¡ ¤˝◊ ·œÓ¡ ¸˜”À˝ Œ˘±ﬂ¡ ¸±ø˝Ó¡…1 ˆ¡“1±˘
Œﬂ¡ÀÚÀ1 ‰¡˝ﬂ¡œ ﬂ¡ø1ÀÂ Œ¸˝◊ ø¡ı¯∏˚˛1 ›¡Û1Ó¡ ’±À˘±ﬂ¡¡Û±Ó¡
ﬂ¡1±º
’Ò…˚˛Ú ¡õ∂Ì±˘œ –·À¡ı¯∏Ì± ¡ÛS‡Ú õ∂dÓ¡ ﬂ¡ø1¡ıÕ˘ ¡Û≈øÔ ’Ò…˚˛Ú ’±1n∏
Œé¡S ’Ò…˚˛Ú1 ¸˝±˚˛ Œ˘±ª± ∆˝ÀÂº Œ˘±ﬂ¡-¸—¶‘®øÓ¡, Œ˘±ﬂ¡¸±ø˝Ó¡… ø¡ı¯∏˚˛ﬂ¡ ¢∂Lö ’Ò…˚˛Ú ﬂ¡ø1 ¡ıUø‡øÚ ¸˜˘ Œ·±ÀÈ¡±ª±
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∆˝ÀÂº Œé¡S ’Ò…˚˛Ú1 ¡ı±À¡ı 1— øÊ˘±1 Œﬂ¡˝◊·1±ﬂ¡œ˜±Ú ¡ı…øMê1
˘·Ó¡ ’±˘±¡Û-’±À˘±‰¡Ú± ﬂ¡1± ∆˝ÀÂº
1„œ Œ˘±ﬂ¡ ﬂ‘¡ø©Ü - Ú±À„˘œ ·œÓ¡ –’¸˜1 ÊÚ¸±ø˝Ó¡…Ó¡ ‰¡˝± ÊœªÚ1 ¡ı±M«±¡ı±˝œ ¶§1+À¡Û
Ú±À„˘œ ·œÓ¡ ∆˝ÀÂ ¤ﬂ¡ ’±À˜±ÊÚﬂ¡ Œ˜Ãø˘ﬂ¡ ¸‘ø©Üº
’Ó¡œÓ¡Ó¡ ﬂ¡±gÓ¡ Ú±„˘ ∆˘ ˝±˘ ¡ı±¡ıÕ˘ Œ˚±ª± øÚ1é¡1
˝Ê≈ª± Œ‰¡À„1± ’±1n∏ ·1n∏, ˜í˝ ‰¡1±¡ıÕ˘ Œ˚±ª± Œ˘±ﬂ¡¸ﬂ¡˘1
˜≈À‡ ˜≈À‡ 1„Ó¡ ø˚ ·œÓ¡1 õ∂‰¡˘Ú ∆˝øÂ˘ Œ¸˚˛±˝◊ ∆˝ÀÂ
ëÚ±À„˘œ ·œÓ¡íº 3 Ú±À„˘œ ·œÓ¡ ŒÓ¡›“ À ˘±ﬂ¡1 ’±À¡ı·
’Ú≈ˆ”¡øÓ¡1 ∆¡ıø‰¡S, ﬂ¡äÚ±1 õ∂±¡ı˘…, ’˘—ﬂ¡±1 Œ¸Ãµ˚« ’±1n∏
·œøÓ¡¸M±1 ’±øÒﬂ¡…À1 ¡Ûø1¡Û”Ì«º ˝◊˚˛±Ó¡ ¡õ∂ﬂ¡±˙ ¡Û±˚˛ ø¡ı1˝
Œ¡ıÚ± ’±1n∏ ø˜˘Ú ¡ı±¸Ú±º ¤˝◊ Œõ∂˜ ’±1n∏ Œ˚ÃÚ ø¡ı¯∏˚˛ﬂ¡
·œÓ¡À¡ı±1 ˜≈ﬂ¡ø˘-˜”1œ˚˛± ·±ø˘-·±˘±Ê ’±1n∏ ’ù≠œ˘Ó¡±À1
¡Ûø1¡Û”Ì«º4
1„Ó¡ ’ø˙øé¡Ó¡ ˝±˘À¡ı±ª± Œ˘±ﬂ¡¸ﬂ¡˘ﬂ¡ ëÚ±„˘ ˜±1±í
˜±Ú≈˝ ¡ı≈ø˘ Œﬂ¡±ª± ˝˚˛º ·øÓ¡Àﬂ¡ Ú±„˘ ˜±1± ˜±Ú≈˝1 ¸‘ø©Ü ¡ı≈ø˘
¤˝◊ ·œÓ¡¸˜”˝ﬂ¡ [Ú±„˘ Ÿ¡ ÷] ëÚ±„˘œí ¡ı± ëÚ±À„˘œí ·œÓ¡
¡ı≈ø˘ Œﬂ¡±ª±1 ˚≈øMê˚≈MêÓ¡± ’±ÀÂº5 ¤˝◊ ·œÓ¡À¡ı±1 ŒÎ¡ﬂ¡± ¡ı˚˛¸1
Œ˚ÃÚ Î¬◊ij±Ú±¡Û”Ì« ¶§Ó¡–¶£≈¡Ó«¡ˆ¡±À¡ı õ∂ﬂ¡±˙ Œ¡Û±ª± ·œÓ¡º6
ëÚ±À„˘œí ˙sÀÈ¡±Àª ’ù≠œ˘ ¡ı± ﬂ≈¡1n∏ø‰¡ ¡ı±ﬂ¡…ﬂ¡ ¸”ø‰¡Ó¡
ﬂ¡1± Œ‡± ˚±˚˛º ·±“ªÓ¡ õ∂‰¡ø˘Ó¡ ’ù≠œ˘ ’±1n∏ |ªÌ ’À˚±·…
ﬂ¡Ô±ﬂ¡ ëÚ±À„˘œí 1+À¡Û ø¡ıÀ¡ı‰¡Ú± ﬂ¡1± ˝˚˛º ëÚ±„Í¡í ˙sÀÈ¡±
’¡Ûw—˙ ∆˝ Ú±„Í¡, Ú±‚‰¡œ˚˛±, Ú±À„˘œ ’±1n∏ Œ˙¯∏Ó¡ ¡Ú±À„˘œ
∆˝ÀÂ ¡ı≈ø˘ Í¡±ª1 ﬂ¡ø1¡ı ¡Û±ø1º7
ﬂ‘¡ø¯∏ ¸“Ê≈ø˘ Ú±„˘1 ˘·Ó¡ ˝◊˚˛±1 ¸•Ûﬂ«¡ Ôﬂ¡±ÀÓ¡±
’¶§œﬂ¡±1 ﬂ¡ø1¡ı ŒÚ±ª±ø1º Ú±„À˘ Œ˚ÀÚÀ1 ¡ı¸≈˜Ó¡œﬂ¡ ¤Ù¡±˘1
¡Û1± ø‰¡1±ø‰¡1 ﬂ¡ø1 ˚±˚˛, Ú±À„˘œÀ˚˛› ¸˜±ÊÓ¡ ¸—‚øÈ¡Ó¡
’¸±˜±øÊﬂ¡ &5 ﬂ¡Ô±À¡ı±1 ¤Ù¡±˘1 ¡Û1± õ∂ﬂ¡±˙ ﬂ¡ø1 ˚±˚˛º
Ú±„˘1 Ù¡±˘1 ’±·Ó¡ Ó¡˘1 ˜±øÈ¡ ›¡Û1 Œ˝±ª±1 À1
Ú±À„˘œÀ˚˛› Ó¡˘¡Ûø1 ˘≈ﬂ¡±˝◊ Ôﬂ¡± ﬂ¡Ô±ø¡ı˘±ﬂ¡ Œ˘±ﬂ¡‰¡ﬂ≈¡1
Œ¡Û±˝1Õ˘ ’±ÀÚº Ú±„À˘ ˜±øÈ¡ ø‰¡1±ø‰¡1 ﬂ¡1± ﬂ¡±˚«…ÀÈ¡± Œ˚ÀÚÀ1
’¸≈ ø 1ﬂ¡ ŒÓ¡ÀÚÀ1 Ú±À„˘œ˜±1± ¡ı± Œ·±ª± ¡ÛXøÓ¡ÀÈ¡±›
’±¸≈ø1ﬂ¡ ¡ı± ’ù≠œ˘º8
·1‡œ˚˛± ŒÎ¡ﬂ¡±1 ˜Ú1 ø‰¡Ó¡øÚ-ˆ¡±ªøÚ Ó¡Ô± Œ˚ÃªÚ1

Î¬◊»ﬂ¡È¡ Œ¡ıÚ± Ú±À„˘œ ·œÓ¡ Œ¡ı±11 ˜±ÀÊÀ1 ˜≈ﬂ¡ø˘Õﬂ¡ õ∂ﬂ¡±˙
ﬂ¡1± ˝˚˛º øﬂ¡Â≈˜±Ú Ú±À„˘œ ·œÓ¡Ó¡ ’ù≠œ˘ ˙s1 õ∂À˚˛±· ’±ÀÂ
˚ø› ¤˝◊ ’ù≠œ˘Ó¡± ÊœªÚ1 ¡ı±À¡ı ’¸Ó¡… Ú˝˚˛º9
1„œ ˙sÀﬂ¡±¯∏Ó¡ ¡Ú±À„˘œ ¡ı± ˘±˝◊˘±„1 ’Ô« ·1‡œ˚˛±
˘í1±˝◊ ·1n∏ ‰¡1±›“ÀÓ¡ Œ·±ª± ’±ø 1¸1 ·œÓ¡ ¡ı≈ø˘ Î¬◊À~‡ ﬂ¡1±
∆˝ÀÂº
Ú±À„˘œ ·œÓ¡ ¸±Ò±1ÌÀÓ¡ ≈˝◊ õ∂ﬂ¡±11 Œ˚ÀÚ - Œ˚ÃÚ
é≈¡Ò± Œﬂ¡øfﬂ¡ ’±1n∏ ﬂ¡±øÊ˚˛± ˜”˘ﬂ¡º Œ·±-‰¡1Ìœ˚˛± ¡ÛÔ±11
›‰¡1ÀÓ¡ Ê˘±˙˚˛À¡ı±1Ó¡ ˜±Â ˜±ø1¡ıÕ˘ ’˝± øÊ˚˛1œ, Œ¡ı±ª±1œ
¸ﬂ¡˘ﬂ¡ Î¬◊ÀV˙… ﬂ¡ø1 Œ˚ÃÚ é≈¡Ò± Œﬂ¡øfﬂ¡ ·œÓ¡ ¸˜”˝1 ¸‘ø©Ü
∆˝øÂ˘º ·1‡œ˚˛±¸ﬂ¡˘1 øˆ¡Ó¡1Ó¡ ¤ÊÚ ¡˜”1¡ııœ Ô±Àﬂ¡ ŒÓ¡›“ﬂ¡
¡ı1·1‡œ˚˛± ¡ı± ¡ı1&ø1˚˛±˘ À¡ı±À˘º Œﬂ¡øÓ¡˚˛±¡ı± ’Ú… ·1‡œ˚˛±
˘1 ˘·Ó¡ ˜≈‡±-˜≈ø‡ ˝íÀ˘ ≈À˚˛± ˘1 ˜±ÊÓ¡ Ú±À„˘œ ·œÓ¡1
Œ˚±À·ø ﬂ¡±øÊ˚˛± ’±1y ˝˚˛º À¸˝◊ ﬂ¡±øÊ˚˛± ’øÓ¡ ·ˆ¡œ1 ˝íÀ˘
¡ı1·1‡œ˚˛±˝◊ ’±ø˝ ≈À˚˛± ˘1 ·1‡œ˚˛±1 ˜±ÊÓ¡ ø˜˘±-õ∂œøÓ¡
ﬂ¡1±˝◊ øÀ˚˛º
¤˝◊ Ú±À„˘œ ·œÓ¡ ¸˜”˝1 õ∂ﬂ¡±˙1 ˜±Ò…˜ ∆˝ÀÂ 1„œ
ﬂ¡øÔÓ¡ ˆ¡±¯∏±º ﬂ‘¡øS˜Ó¡±˝œÚ ’ø˙øé¡Ó¡ ·1‡œ˚˛±¸ﬂ¡˘1 ¸‘ø©Ü
¡¡ı≈ø˘ õ∂±˚˛À¡ı±1 ·œÓ¡ÀÓ¡ ŒÓ¡›“À˘±ﬂ¡1 ¸˝Ê±Ó¡ õ∂¡ı‘øMÀ1 ﬂ¡1±
˙s1 ˚Ô±˚Ó¡ ¡ı…ª˝±11 õ∂À˚˛±· ø¡ıﬂ‘¡Ó¡ Î¬◊2‰¡±1ÀÌÀ1 ˝íÀ˘›
Á¡—ﬂ¡±ø1Ó¡ ∆˝ ’±ÀÂº Î¬◊±˝1Ì ¶§1+À¡Û –
Ú±À„˘œ ·œÓ¡Ó¡ ¡ı…ª˝±1 Œ˝±ª± 1„œ ﬂ¡øÔﬂ, ø˘ø‡Ó¡ ˙s –ﬂ¡øÔﬂ¡ ˙s

ø˘ø‡Ó¡ ˙s

Œ¡Û~±

À¡Û˘±À˘

ø˘øﬂ¡1±

˘í1±

¡ıí˝◊Àˆ¡

¡ıø˝¡ı

øﬂ¡1±

˙¡ÛÓ¡

Àˆ¡±ÀÔø1

Ê±ø1

&1‡œ˚˛±

·1‡œ˚˛±

ﬂ≈¡˝◊Ê±1

ﬂ≈“¡ø˝˚˛±1

˘±·¡ı±

˘±ø·¡ı

À·˘

·í˘
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‡±À·˝◊

Œ‡±ª±Õ·

ﬂ¡1øÂ

ﬂ¡ø1ÀÂ

À·˝◊øÂ˘

Õ·øÂÀ˘“±

˝◊˚˛±1 Î¬◊¡Ûø1› ø¡ıøˆ¡iß ·±ø˘-·±˘±Ê, ¡ı˚˛-¡ıd1 Ú±˜,
¶ö±Úœ˚˛ Î¬◊»¸ª, ø¡ıøˆ¡iß ¶ö±Ú ’±ø› ¤˝◊ ·œÓ¡À¡ı±1Ó¡ ¡1+¡Û±ø˚˛Ó¡
˝˚˛º
˜„˘Õ ’=˘Ó ˜≈Í¡ ›Í¡1 ﬂ≈¡ø1 Ú±À„˘œ ·œÓ¡ Ôﬂ¡±1
ﬂ¡Ô± ÊÚ± ˚±˚˛º Œ·±ª± ∆˝ÀÂ Ú±À„˘œ ¤ﬂ≈¡ø1

Ú±À„˘œ ≈ﬂ≈¡ø1

Ú±À„˘œ ›Í¡1 ﬂ≈¡ø1,
’˜≈ﬂ¡œ1 ¡ı±À¡ÛÀﬂ¡

˝±Ó¡À˚±1 ﬂ¡1ƒøÂ

Ú±À„˘œ Ú±˜±1ƒ¡ı± ¡ı≈ø˘º
Ê±·øÓ¡ﬂ¡ Œõ∂˜-õ∂œøÓ¡ ’Ô¡ı± õ∂ÌÀ˚˛˝◊ Ú±À„˘œ ·œÓ¡1
¸‘ø©Ü1 ’Ú…Ó¡˜ ¸≈1 ¡ı≈ø˘¡ı ¡Û±ø1º Œ·±ÀÈ¡˝◊ øÚÀÈ¡± Œ¡ı±ﬂ¡± ¡Û±Úœ
‡ø‰¡ Î¬◊ij≈Mê õ∂ﬂ‘¡øÓ¡1 ¡ı≈ﬂ≈¡Ó¡ ·1n∏-˜í˝ ‰¡±ø1 Ù≈¡1± ˜1˜ ’±ﬂ¡˘≈ª±
·1‡œ˚˛±1 õ∂±ÀÌ› ﬂ¡±À1±¡ı±1 ’ﬂ¡Ì˜±Ú ˜1˜ Œ¶ß˝ ’±1n∏ ¸≈‡±¶§±
ø¡ı‰¡±À1º Œ¸À˚˛À˝ ›‰¡1À1 Œ˚±ª± ·±ˆ¡1n∏1 ›‰¡1Ó¡ Œõ∂˜ øÚÀ¡ıÚ
ﬂ¡ø1, Ú˝íÀ˘ ŒÊ±ﬂ¡±˝◊-À˜ø˘ ’¸œ˜ Ó‘¡ø5 ˘±ˆ¡ ﬂ¡À1º
·1‡œ˚˛±˝◊ ·±˝◊ ì’±˜±Õ˘ ’±˜ƒ1±

Ú≈ÚÕ˘ ŒÔÀﬂ¡1±

Ù≈¡È¡œ˚˛± ·±‡œ11 ∆,
˜±˝◊ﬂ¡œ1 ‚1ÀÓ¡

Êœ˚˛±1œ 1±Àª ‹
ﬂ¡íÓ¡ ¡Û±˜ Œ‰¡À„1± ∆¡Ûºî10

øﬂ¡c ’ø˙øé¡Ó¡ ·±ª˘œ˚˛± ˜≈‡1± ·±ˆ¡1n∏Àª Ó¡±1 ˚ÀÔ±ø‰¡Ó¡
Î¬◊M1 ø¡ı Ê±ÀÚº À¸À˚˛ ˘±Ê-˜±Ú ﬂ¡±øÈ¡ ﬂ¡ø1 ∆Ô ø¸˝“ÀÓ¡›
ﬂ¡˚˛ ì’±U Ó¡˘œ Ó¡˘œ

’±ø˜ øÁ¡˚˛± ‰¡ø˘
’±˜±Àﬂ¡± Ú±˘±À· ∆¡Ûºî11

øﬂ¡c ·1‡œ˚˛± ¸˝ÊÀÓ¡ ¤ø1 ø˚˛± ø¡ıÒ1 Œ˘±ﬂ¡ Ú˝˚˛º
ŒÓ¡›“À˘±Àﬂ¡ ø˜Â± ‡— Œ‡≈ª±˝◊ Ó¡œ¡ıË ’ù≠œ˘ ·œÀÓ¡À1 ’±Sê˜Ì
ﬂ¡À1 -

ì¡ı&ø1 ›À˘±„±

¡ı&ø1 ŒÊ±À˘±„±

¡ı&ø1 Ú˘ø¡ı Œﬂ“¡±‰¡Ó¡
&1‡œ˚˛± ∆¡ÛÀ˚˛À1ﬂ¡

ŒÊ±ﬂ¡±˝◊ Ó¡˝◊ Ú˘ø¡ı
¡ı&ø1 ˜±ø1 ø˜ ¡ı≈ﬂ¡Ó¡ºî12

Œõ∂˜±¶Û1 ø¡ıÀ2Â ’Ô¡ı± ’¡Û˜±Ú1 øÚ˜«˜ õ∂˝±1
Œﬂ¡±ÀÚ› ¸˝… ﬂ¡ø1¡ı ŒÚ±ª±À1º ÊœªÚÓ¡ Œﬂ¡øÓ¡˚˛±¡ı± ŒÓ¡ÀÚ
ø¡ıÀ2Â ’±ø˝À˘ ·1‡œ˚˛±˝◊› Œ¡ıÚ±ø¸Mê ˝+À˚˛À1 ¡ı…Mê ﬂ¡À1’±ﬂ¡±À˙ø Î¬◊ø1 Œ·˘
¡ı·±Õﬂ¡ ¡ı·˘œ
Ó¡À˘ø Î¬◊ø1 Œ·˘ ﬂ¡±ﬂ¡
·1n∏1 ·1‡œ˚˛±ﬂ¡
Àﬂ¡±ÀÚ ˆ¡±˘ ¡Û±¡ı
˝±˚˛ Œ˜±1 ø¡ıøÒ1 ø¡ı¡Û±ﬂ¡ºí13
Àõ∂˜1 ’±øÓ¡˙˚…Ó¡ ¸‘ø©Ü Œ˝±ª± Ú±À„˘œ ·œÓ¡ ’À˘‡º
’±Úøﬂ¡ ’ù≠œ˘ ‚È¡Ú± ¸˜” À ˝± ˝◊ ˚ ˛ ± 1 ¡Û1± ¡ı± øÚøÀ˚˛ º
Î¬◊±˝1Ì¶§1+À¡Û - 1±øÓ¡ ¸≈‡Ó¡ ø˘5 Ôﬂ¡±1 ¸˜˚˛Ó¡ ﬂ≈¡ﬂ≈¡1±˝◊ Î¡±ﬂ¡
ø 1±øÓ¡¡Û≈ª±1 ¸—Àﬂ¡Ó¡ ø˚˛±Ó¡
ì1±øÓ¡ Ú≈¡Û≈ª±›“ÀÓ¡˝◊

øﬂ¡˚˛ Î¡±ﬂ¡ øø˘

&1‡œ˚˛±˝◊ ¤ø1À˘ Œ˜±ﬂ¡ºî
ı≈ø˘ ’±˙±ˆ¡e1 Œ¡Û±1øÌÓ¡ ·±ˆ¡1n∏Àª ’±Àé¡¡Û ﬂ¡À1º
Î¬◊ij≈Mê õ∂ﬂ‘¡øÓ¡1 ø‰¡1˙±øôL˜˚˛ Œﬂ¡±˘±Ó¡ ¡ıø˝ Úœ˘±ﬂ¡±˙1
¡ı≈ﬂ≈¡Àªø Œ˚±1±¡Û±øÓ¡ Î¬◊ø1 Œ˚±ª± ¡ı± õ∂ﬂ‘¡øÓ¡1 ﬂ¡±˜…-ﬂ¡±ÚÚ ‡˘ﬂ¡
˘·±˝◊ øÚÊ1-ÊœªÚ ¸˝‰¡1œ Œø‡ øÚÊ1 Œõ∂˚˛¸œÕ˘ ˜ÚÓ¡
Œ¡Û˘±˝◊ Œﬂ¡øÓ¡˚˛±¡ı± ·1‡œ˚˛±˝◊ Œ¡ıÚ±Ó¡ Â±øÈ¡ Ù≈¡øÈ¡ ﬂ¡À1 ’±˜1 ·ÂÀÓ¡
ﬂ≈¡ø˘À˚˛ ø‰¡¤ûÀ1
˘·1 ˘·1œ ø¡ı‰¡±ø1
˜í˝ ‰¡±ø1 Ô±Àﬂ¡±ÀÓ¡
ŒÓ¡±Õ˘ ˜ÚÓ¡ ¡ÛÀ1
˜À1± ˜˝◊ Â±øÈ¡-Ù≈¡øÈ¡ ﬂ¡ø1º14
¤Àﬂ¡±‡Ú ¡ÛÔ±1Ó¡ Ôﬂ¡± ≈øÈ¡ ·1‡œ˚˛± ˘1 ˜±ÊÓ¡
Ú±À„˘œ ·œÀÓ¡À1 ¡Û1¶ÛÀ1 ¡Û1¶Û1ﬂ¡ Í¡±A± ˜¶®1± ﬂ¡À1º ¤˘
·1‡œ˚˛±ﬂ¡ ŒÊ±ﬂ¡±˝◊ Œ˘±ª±1 õ∂˚˛±À¸À1 ’±Ú ¤˘ ·1‡œ˚˛±˝◊
·±˚˛˘±ø˘À˘— ¤ﬂ≈¡ø1

˘±ø˘À˘— ≈ﬂ≈¡ø1

˘±ø˘À˘— ›Í¡1ﬂ≈¡ø1
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ø¸¡Û±11 &1‡œ˚˛±˝◊

˝±Ó¡À˚±1 ﬂ¡1ƒøÂ
˘±ø˘À˘— Ú±˜1ƒ¡ı± ¡ı≈ø˘º15

¤˝◊À1 ¤È¡± À˘ ŒÊ±ﬂ¡±˝◊ Œ˘±ª±1 ¡Û±ÂÀÓ¡˝◊ ≈À˚˛± À˘
ëøﬂ¡1±í ’Ô«±» ˙¡ÛÓ¡ ·œÓ¡ ·±˚˛º
Î¬◊±˝1Ì¶§1+À¡Û – ø¸¡Û±11 ·1‡œ˚˛±˝◊ ·±˚˛ ’±˜·ÀÂ ¡ı±øgÀ˘±

’±˜ÀÎ¡˘œ ø¡Ûø¡Û1±

Ê±˜·ÀÂ ¡ı±øgÀ˘± ¡Ûœ1±
˘±· ˚ø ˘±ø·˜

Ú±À„˘œ ·œÓ¡¸˜”˝Ó¡ ø˚À˝Ó≈¡Àﬂ¡ ˜≈Mê ˆ¡±ª±Àª· õ∂ﬂ¡±˙Ó¡
Œﬂ¡±ÀÚ± õ∂øÓ¡¡ıgﬂ¡Ó¡±1 Œ˝„±1 Ú±Ô±Àﬂ¡, ·øÓ¡Àﬂ¡ ˝◊À˘ ø¸˘1
˜±ﬂ¡, ˆ¡ÚœÀ˚˛ﬂ¡ ’±ø ¸•Ûﬂ¡«œ˚˛ ˜±Ú≈˝ø¡ı˘±ﬂ¡1 ˘·Ó¡ Œ˚±1±˝◊
·œÓ¡ ·±˝◊ ’±ÚµÓ¡ ˜Ó¡˘œ˚˛± ∆˝ ¡ÛÀ1º ˜„˘Õ1 Ú±À„˘œ
·œÓ¡¸˜”˝Ó¡ ¶ö±Úœ˚˛ ¡Ûø1À¡ı˙, ø¡ıøˆ¡iß ¶ö±Ú1 Ú±˜, ˜„˘Õ1
Î¬◊ » ¸ª, ¸±¸¡ı«  ± ¸—‚øÈ¡Ó¡ ‚È¡Ú±1 È≈ ¡ ﬂ≈ ¡ 1± Âø¡ı ’±1n∏
Ó¡±˝±øÚÀ1¡Û1± ‰¡ø˘ ’˝± ’ÀÚﬂ¡ ¸±˜±øÊﬂ¡ 1œøÓ¡-ÚœøÓ¡
õ∂¶£≈¡øÈ¡Ó¡ ∆˝ ’±ÀÂº Œ˚ÀÚ –¡ı˘ƒÀÃ ¡Û≈‡≈1œ1 ¡Û≈øÍ¡ ‹ ’˜≈ﬂ¡±

ˆ¡±˘Àﬂ¡ ˘±ø·˜

¡ı˘ÀÃ ¡Û≈‡≈1œ1 ¡Û≈øÍ¡,

¡ı±À¡Û1-ˆ¡±À˚˛À11 øﬂ¡1±º

ŒÓ¡±À1 ˜±À˚˛À1ﬂ¡ ’±øÚ¡ı ·˝◊øÂÀ˘±

˝◊˚˛±1 ¡Û±‰¡ÀÓ¡˝◊ ≈À˚˛±˘1 ˜±ÊÓ¡ Í¡±A± ¸”‰¡ﬂ¡ˆ¡±Àª ·œÓ¡1
ﬂ¡È¡±-ﬂ¡øÈ¡ ’±1y ˝˚˛º Œ˚ÀÚ˝◊¡Û±11 &1ƒ‡œ˚˛±

¤Ú≈ª±-ÀÓ¡Ú≈ª±

‰¡íø¡ı˚˛±˝◊ øÂø„˘± ŒÏ¡ﬂ¡œ,
ø¸¡Û±11 &1ƒ‡œ˚˛±

¤Ú≈ª± ŒÓ¡Ú≈ª±º

----------Úœø Î¬◊øÈ¡ Œ·í˘ Œ˝±ﬂ¡± [‹ ’˜≈ﬂ¡±]
Úœø Î¬◊øÈ¡ Œ·í˘ Œ˝±ﬂ¡±
ÀÓ¡±À1 ˜±À˚˛1±˝◊ ø‰¡øÍ¡ ø Œ‡±˝◊øÂ
ˆ¡±˘ƒÀﬂ¡ Ô±ﬂ¡ƒø¡ı ŒÏ¡±ﬂ¡±º
Ó¡±1¡Û±‰¡Ó¡ ≈À˚˛±˘1 ˜±ÊÓ¡ ¸—‚¯∏« ·ˆ¡œ1Ó¡1 ∆˝ ¡ÛÀ1º
’ªÀ˙¯∏Ó¡ ’ù≠œ˘ ·œÀÓ¡À1˝◊ ¡Û1¶ÛÀ1 ¡Û1¶Û1ﬂ¡ Ó¡œ¡ıËˆ¡±Àª
·±ø˘-·±˘±Ê øÀ˚˛º Œﬂ¡øÓ¡˚˛±¡ı± ¤˝◊ ¸—‚¯∏« ¤øÚÀÓ¡ Œ˙¯∏ Ú˝˚˛,
≈˝◊ ‰¡±ø1øÚÕ˘ ·œÓ¡1 õ∂øÓ¡À˚±ø·Ó¡± ‰¡À˘º ø˚ÀÈ¡± À˘ ’·Ó¡…±
˝±1 ˜±øÚ¡ı˘·± ˝˚˛, øÊﬂ¡± ˘øÈ¡À˚˛ ŒÓ¡›“À˘±ﬂ¡1 ¡Û1± ·±À˜±‰¡±,
·1n∏ ‰¡À1±ª± ˘1n∏ [¤‰¡±ø1] ’±ø ﬂ¡±øIˇ øÚ˚˛± ﬂ¡±˚«› Ú‰¡˘± Ú˝˚˛º
Œﬂ¡øÓ¡˚˛±¡ı± ’±Àﬂ¡Ã ’˜±øÊ«Ó¡ ·œÀÓ¡À1˝◊ ˝±1± ˘øÈ¡ﬂ¡ øÒ!¡±1
ø˚˛± ˝˚˛º Œ˚ÀÚ –¤˝◊Î¡±˘ ’±˝“Ó¡1 ¡˜”1±, ˆ¡±À˚˛1 ˜1±
¤˝◊Î¡±˘ ’±˝“Ó¡1 ˜”1±º

1ø„˚˛±˘ Œ‚“±1±ÀÓ¡ Î¬◊øÍ¡º
----------˘≈˝◊ÀÓ¡ ˘≈Uø1

&±À˜ Ê˝ø1
˜„˘Õ1 ﬂ¡±¯∏À1 ¡ı±ø˘,
ﬂ¡í˘ﬂ¡±Ó¡±1 ¡¡Û≈ÀÓ¡Àﬂ¡
’±˜≈ﬂ¡œﬂ¡ 1±ø‡À˘
˜”À1À1 ˝±‰≈¡øÓ¡ ¡Û±ø1º
----------ﬁÀ1 ·ÂÀÓ¡
Œ˜ÃÀª ¡ı±˝± ˘À˘
±± Œ˜±ﬂ¡ ¡Û±ø1 Œ ‡±›“
›Í¡1 Œ˝Ó¡œ˚˛±
ø1˝± øﬂ¡øÚ ø˚˛±
Œ‚±¡Û±1 ˘ ‰¡±¡ıÕ˘ ˚±›“º
øﬂ¡Â≈˜±Ú ¡Ú±À„˘œ ·œÓ¡ õ∂¡ı‰¡Ú1 À1 ˝˚˛º Œ˚ÀÚ –˘±Î¬◊1 Ó¡˘ÀÓ¡
˘±˝◊ ˙±ﬂ¡ ¡ıIˇ±À˘±
ŒÓ¡˘Ó¡ ¡ıIˇ±À˘± ‰≈¡ø˘º ˝◊Ó¡…±øº

Ó≈¡“˝Ó¡ Ê≈˝◊ 1‡± ˜„˘Õ1 ·“±ª˘œ˚˛± ‚1¸˜”˝1 ¤È¡± ¸±
õ∂‰¡ø˘Ó¡ øÚ˚˛˜º Ú±À„˘œ ·œÓ¡Ó¡ Ó¡±Àﬂ¡± ¸≈µ1Õﬂ¡ õ∂ﬂ¡±˙ ∆˝ÀÂ
¡ı±“˝Ó¡ ﬂ¡±Àµ

Œ˜±1 ˘·ÀÓ¡ ˘±·ƒÀ¡ı Ú1±
‡±Õ· ˆ¡±À˚˛11 ˜”1±º
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¡ı±“˝ ∆˜1±˝◊

À‡±À˘±„Ó¡ ﬂ¡±Àµ &˝◊
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õ∂øÓ¡ÀÈ¡± Ú±À„˘œ ·œÀÓ¡˝◊ ¤Àﬂ¡±øÈ¡ ô¶ªﬂ¡1 ˜±ÊÓ¡ ¸•Û”Ì«
∆˝ÀÂº ˆ¡±ª1 ¸±˜?¸… Ô±øﬂ¡À˘› õ∂øÓ¡ÀÈ¡± ô¶ªﬂ¡À1 ¶§Ó¡LaÓ¡±
˘é¡… ﬂ¡ø1¡ı ¡Û±ø1º ’±¡ı‘øM1 ¸≈ø¡ıÒ±1 ﬂ¡±1ÀÌ ˙s¸˜”˝ Í¡±À˚˛
Í¡±À˚˛ ¡Û≈Ì1n∏Mê Œ˝±ª± Œ‡± ˚±˚˛º ¤˝◊ ·œÓ¡Ó¡ ’Ú≈õ∂±¸1 ¡ı…ª˝±1
¡Ûø1˘øé¡Ó¡ ∆˝ÀÂ, Œ˚ÀÚ¡ı·ø1 ›À˘±„±

¡ı·ø1 ŒÊ±À˘±„±
ı·ø1 Ú˘ø¡ı Œﬂ¡±‰¡Ó¡º16

˝◊˚˛±Ó¡ ë¡ı·ø1í ˙sÀÈ¡± ¡ı±À1 ¡ı±À1 ¡ı…ª˝±1 ﬂ¡ø1 ’Ú≈õ∂±¸1
¸‘ø©Ü ﬂ¡ø1ÀÂº Âµ1 ø˜˘1 ¡ı±À¡ı õ∂Ô˜ ‰¡1ÌÓ¡ Î¬◊¡Û1n∏ª± ﬂ¡˜± ø
ø¡ZÓ¡œ˚˛ ‰¡1ÌÓ¡ ˜”˘ ˆ¡±¡ıøÈ¡ õ∂ﬂ¡±˙ ﬂ¡1± ˝˚˛º ¤˝◊À1 ·œÓ¡1
’ôL…ø˜˘ Œ‡± ˚±˚˛º 17 Œ˚ÀÚë¡Û¡ı«Ó¡1 ≈ªø1

Œﬂ¡Àﬂ¡±1± Œﬂ¡ﬂ≈¡ø1

∆ˆ¡˚˛±˜1 ≈¡ıø1 Œ¡Û±Úº
¡ÛÔ±11 ˜±ÊÀÓ¡

Ú±À„˘œ ˜±ø1ÀÂ±

’±˜±ﬂ¡ Œ¡ı˚˛± Œ¡ı±˘± Œﬂ¡±Úº
›¡Û11 ¡Û¡ıı«Ó¡ ’±1n∏ ∆ˆ¡˚˛±˜1 ≈¡ıø11 ﬂ¡Ô± Î¬◊¡Û1n∏ª± ﬂ¡Ô±º
ø¡ZÓ¡œ˚˛ ‰¡1Ì1 ﬂ¡Ô±ø‡øÚÀ˝ ’±‰¡˘º ˝◊˚˛±Ó¡ ¡ÛÔ±11 ˜±ÊÓ¡
Ú±À„˘œ ˜±1±ÀÈ¡± ’¡Û1±Ò Ú˝˚˛ ¡ı≈ø˘ Œﬂ¡±ª± ∆˝ÀÂº
Ú±À„˘œ ·œÓ¡Ó¡ ¸±˜±øÊﬂ¡ õ∂øÓ¡2Âø¡ı Ú±À„˘œ ·œÓ¡1 ˜±Ò…˜Ó¡ ·1‡œ˚˛± ˘í1±˝◊ ¸˜¸±˜ø˚˛ﬂ¡
¸˜±Ê1 ø‰¡S› ’—øﬂ¡Ó¡ ﬂ¡ø1ÀÂº ·œÓ¡Ó¡ Î¬◊À~ø‡Ó¡ ë¡Û±À‡1œ
Œ‚“±1±Ó¡ Î¬◊øÍ¡í ¡Û Ù¡“±øﬂ¡À˚˛ Œ¸˝◊ ¸˜˚˛Ó¡ Œ‚“±1±À1 ˚±Ó¡±˚˛Ó¡
ﬂ¡1±1 ¡ı…ª¶ö±Àﬂ¡ ¸”‰¡±˚˛º ë˝±í ˙s˝◊ ˜‘Ó¡ﬂ¡1 ˝ øÚÓ¡ ﬂ¡1±
ﬂ¡˜«ﬂ¡, ëÀˆ¡±Êí ˙s˝◊ ˜‘Ó¡ﬂ¡1 |±X1 ¡Û±ÂÓ¡ ¸˜”˝œ˚˛± Œˆ¡±ÊÚ
¡ı…ª¶ö±1 ﬂ¡Ô±Àﬂ¡ ¡ı≈Ê±˚˛º ŒÂ±ª±˘œ1 ‚1Ó¡ ˘í1± 1‡± ¡ı…ª¶ö±ÀÈ¡±ﬂ¡
ëŒÏ¡±ﬂ¡±í 1‡± À¡ı±À˘º ëˆ¡±˘ ‰¡±˝◊ 1±ø‡ø¡ı ŒÏ¡±ﬂ¡±í ¡Û Ù“¡±øﬂ¡À˚˛
¸˜±ÊÓ¡ ŒÏ¡±ﬂ¡± 1‡±1 õ∂‰¡˘Ú1 ˝◊øeÓ¡ øÀ˚˛º ŒÓ¡±1 ∆¡ıÚ±À1
‰¡˝1‡Ú ‚” ø 1ÀÂ ¡ı≈ ø ˘, ŒÂ±ª±˘œ1 Œ¡ı˚˛ ± ‰¡ø1S1 ﬂ¡Ô±Àﬂ¡
Î¬◊Ú≈øﬂ¡˚˛±˝◊ÀÂº ’Ó¡œÓ¡Ó¡ ëÀ˝±ﬂ¡±íÓ¡ Ò¡Û±Ó¡ Œ‡±ª±1 ¡ı…ª¶ö±
’±øÂ˘º ˆ¡±Ó¡ 1g±, ·‘˝ ﬂ¡˜«Ó¡ ’Õ¡ÛÌÓ¡ ¡ı≈Ê±¡ıÕ˘ - ëˆ¡±Ó¡
1±øg¡ı Ú±Ê±ÀÚ, ≈˝±ÀÓ¡ ’±ÀÊ±À1 ‰≈¡ø˘í ¡ı≈ø˘ÀÂº Àﬂ¡±ÀÚ± ﬂ¡˜«Ó¡
’é¡˜Ó¡±1 Œ˝Ó≈¡ ë˝±Ó¡ ŒÊ±1í ﬂ¡ø1 é¡˜± Œ‡±Ê±1 ¡ı…ª¶ö±›
¸˜±ÊÓ¡ ’Ó¡œÓ¡1 ¡Û1±˝◊ ’±øÂ˘º

Ú±À„˘œ ·œÓ¡Ó¡ õ∂ﬂ‘¡øÓ¡1 Î¬◊¡Û¶ö±¡ÛÚ Ú±À„˘œ ·œÓ¡Ó¡ õ∂ﬂ‘¡øÓ¡1 ø¡ıøˆ¡iß Î¬◊¡Û˜±, ‰¡1±˝◊ ’±ø1
õ∂Ó¡œﬂ¡, ø‰¡S õ∂Ò±Ú ˙s ’±1n∏ ¡ı±ﬂ¡…±—˙1 ¡ı…ª˝±1 ∆˝ ’±ø˝ÀÂº
Î¬◊±˝1Ì¶§1+À¡Û - ¡ı±“˝ ∆˜1±, 1±˝◊˜Ú ˙±ø˘ﬂ¡±, ¡ı˝±·1 ﬂ≈¡ø˘,
Á¡±1n∏ª± ﬂ≈¡À¡ÛøÓ¡, ¡ÛÔ±11 Î¡±À„1œ, ŒÊÍ¡1 Ú≈˜˘œ˚˛± Ò±Ú, ŒÎ¡±˜1
1„±Ê±˘, Úœ1 ¡Û±11 ˘Í¡„± ø˙À˜ø˘, ﬂ¡øÍ¡˚˛±Ó¡˘œ1 ˘øÍ¡˚˛±
øÈ¡ø„1± ’±ø1 ˜Ò≈1 ¡õ∂À˚˛±À· Ú±À„˘œ ·œÓ¡¸˜”˝1 Œ¸Ãµ˚« ¡ıX«Ú
ﬂ¡ø1 ’±ÀÂº18
õ∂ﬂ‘¡øÓ¡1 ø‰¡S ¡1+¡Û±˚˛ÌÓ¡ Ú±À„˘œ ·œÓ¡1 ˘·Ó¡ ø¡ıU·œÓ¡
’±1n∏ 1„œ Œ˘±ﬂ¡·œÓ¡ Œ‰¡1±ÀÏ¡ﬂ¡1 ø˜˘ Œ‡± ˚±˚˛º ø¡ıU·œÓ¡Ó¡
Œ·±ª± ∆˝ÀÂ - ¡Û¡ıı«ÀÓ¡ ¡ı·±¡ı ¡Û±À1± ˜˝◊ ................º Ú±À„˘œ
·œÓ¡Ó¡ ·±˝◊ÀÂ - ¡Û¡ıı«Ó¡1 ≈¡ıø1 Œﬂ¡Àﬂ¡±1± Œﬂ¡ﬂ≈¡ø1 ........º
ø¡ıU·œÓ¡Ó¡ ·Â1 Î¬◊À~‡ ’±ÀÂ - ’±À˝± ¡ı11 Ó¡À˘ ˚±›“
¡ı11 Ó¡À˘ ........º Ú±À„˘œ ·œÓ¡Ó¡ ·±˝◊ÀÂ - ’±˜Õ˘ ˜±ø1À˘±
’±˜À1 Ù¡•«ú≈øÓ¡º
øÍ¡ﬂ¡ Œ¸˝◊À1 Œ‰¡1±ÀÏ¡ﬂ¡1 ‰¡1±˝◊1 ﬂ¡Ô± Î¬◊À~‡ ﬂ¡ø1 ·±˝◊ÀÂ
- ∆‡1± ·Â1 Õ˜1± ‰¡1±˝◊º Ú±À„˘œ ·œÓ¡Ó¡ ·±˝◊ÀÂ - ›¡ÛÀ1ø
Î¬◊ø1 ˚±˚˛ 1±˝◊˜øÌ ˙±ø˘ﬂ¡±º19
¸±˜1øÌ ¸˜˚˛1 ¡Ûø1¡ıÓ«¡Ú1 ˘À· ˘À· ˜±Ú≈˝1 ÊœªÚ Ò±1Ì
õ∂Ì±˘œ , 1n∏ø‰¡À¡ı±Ò ’±øÀ1± ¡Ûø1¡ıÓ«¡Ú ∆˝ ’±ø˝ÀÂº ·1‡œ˚˛±
¸˜±Ê1 ˘≈5õ∂±˚˛ ’ª¶ö± Œ˝±ª±Ó¡ Ú±À„˘œ ·œÓ¡À1± ‰¡‰« ± ŒÚ±À˝±ª±
∆˝ ∆·ÀÂº Ó¡≈¡Ûø1 Ú±À„˘œ ·œÓ¡1 ˆ¡±¯∏±, ﬂ¡Ô±, ø¡ı¯∏˚˛¡ıd ¸˜”˝
¸ˆ¡… ¸˜±ÊÓ¡ ¢∂˝ÌÀ˚±·… Ú˝˚˛º Œ¸À˚˛À˝ Ú±À„˘œ ·œÓ¡¸˜”˝
¡Ûø1˜±øÊ«Ó¡ 1+¡ÛÓ¡ õ∂ﬂ¡±˙ ﬂ¡1±1 ˜±ÚÀ¸À1 Ú±À„˘œ ·œÓ¡1 ›Ê±
ø˙äœ œÚ¡ıg≥ ˙˜« ± ÀÀª ’Ó¡œÓ¡1 Ú±À„˘œ ·œÓ¡1
’ù≠œ˘Ó¡±ø‡øÚ Ò≈˝◊ øÚﬂ¡± ﬂ¡ø1 ¸≈µ1 ¸±ø˝Ó¡…1 õ∂À˚˛±ˆ¡À1À1
’±Ò≈øÚﬂ¡ ¸˜±Ê1 1n∏ø‰¡À¡ı±ÀÒÀ1 ·±¡ı ¡Û1±Õﬂ¡ ¸Ê±˝◊ ¡Û1±˝◊
ø˘ø‡ÀÂº
1„œ ﬂ¡˘±ﬂ‘¡ø©Ü Î¬◊iß˚˛Ú ¸—‚1 Ó¡Q±¡ıÒ±ÚÓ¡ 1„1 ’Ú…±Ú…
Œ˘±ﬂ¡¸—¶‘®øÓ¡ ¸˜”˝1 ˘·ÀÓ¡ Ú±À„˘œ ·œÀÓ¡± ø¡ıøˆ¡iß ’Ú≈á¡±ÚÓ¡
¡Ûø1À¡ı˙Ú1 ¡ı…ª¶ö± ﬂ¡1± ∆˝ÀÂº ¶ö±Úœ˚˛ ¡ı…øMêø¡ıÀ˙À¯∏ ¶≈®˘œ˚˛±
˘í1±À1 ˘ ·Í¡Ú ﬂ¡ø1 õ∂ø˙é¡Ì ø Ú±À„˘œ ·œÓ¡ ˜=¶ö ﬂ¡ø1ÀÂº
’¸˜ ¸¡ı«ø˙é¡± ’øˆ¡˚±Ú1 ’ÒœÚÓ¡ ·±“ª˘œ˚˛± 1±˝◊Ê1
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˜±ÊÓ¡ ø˙é¡±1 õ∂À˚˛±ÊÚœ˚˛Ó¡±1 Œ¡ı±Ò ø¡ıÕ˘ ¡Ûø1À¡ı˙Ú ﬂ¡1±
¡ı±È¡1 Ú±È¡Ó¡ Ú±À„˘œ ·œÓ¡1 ¸≈1 ¡ı…ª˝±1 ﬂ¡1± Œ‡± ∆·ÀÂº

5º

·øÓ¡Àﬂ¡ Œ‡± ·í˘ Œ˚ ·1‡œ˚˛± ¸˜±Ê1 Œ˜Ãø˘ﬂ¡ ¸‘ø©Ü
Ú±À„˘œ ·œÓ¡1 Êij1 ¸˜˚˛ ’±1n∏ 1‰¡ﬂ¡1 ø¡ı¯∏À˚˛ ÊÚ± Ú±˚±˚˛º
¤˝◊ ·œÓ¡¸˜”À˝ ·1‡œ˚˛±˝“Ó¡1 Œ˚ÃªÚ1 Î¬◊M±˘ Ó¡1eÓ¡ Î¬◊&˘Ô≈&˘ ˜ÚÓ¡ õ∂ﬂ‘¡øÓ¡1 ¡Û1˙Ó¡ ¶ÛøµÓ¡ Œ˝±ª± ’Ú≈ˆ”¡øÓ¡1
¡ıø˝–õ∂ﬂ¡±˙ ‚È¡±˝◊ ’±ø˝ÀÂº ¤˝◊ ·œÓ¡¸˜”À˝ 1„œ Œ˘±ﬂ¡·œÓ¡1
ˆ“¡1±˘ ‰¡˝ﬂ¡œ ﬂ¡1±Ó¡ ø¡ıÀ˙¯∏ ¡ı1„øÌ Œ˚±·±˝◊ ’±ø˝ÀÂº ·øÓ¡Àﬂ¡
¤˝◊ ’±¡Û≈1n∏·œ˚˛± À˘±ﬂ¡¸—¶‘®øÓ¡1 ¸—1é¡Ì ’±1n∏ ¸—¡ıX«Ú
øÚÓ¡±ôL˝◊ õ∂À˚˛±ÊÚœ˚˛º

6º

õ∂¸e¸”S
1º
˙˜«±, Ú¡ıœÚ ‰¡fº ìŒ˘±ﬂ¡ ¸±ø˝Ó¡…Ó¡Q ’±1n∏ Œ|Ìœ
ø¡ıˆ¡±ÊÚºî 1„œ Œ˘±ﬂ¡-¸±ø˝Ó¡… ¸˜œé¡±, 2011,
1º
2º
‰¡SêªMœ«, ·œÓ¡± Œªœº ì¡ı±— ’±1n∏ Ú±À„˘œ – ¤øÈ¡
Ó≈¡˘Ú±˜”˘ﬂ¡ ’±À˘±‰¡Ú±ºî ¸±1e Œ¸Ã1ˆ¡,
2005,172º
3º
˝◊Â˘±˜, ÚÊ1n∏˘º ìÚ±À„˘œ ·œÓ¡ºî 1„œ ﬂ‘¡ø©Ü1
¡Ûø1Àª˙Ú ∆˙˘œ, 2009,72º
4º
‰¡˝1œ˚˛±, ’À•§ù´1º ì1„1 Ú±À„˘œ ·œÓ¡ºî 1„œ
ﬂ¡˘± ﬂ‘¡ø©Ü, 2001,46º

7º
8º
9º
10º
11º
12º
13º
14º
15º
16º
17º
18º
19º

Ú±Ô, Œ1¡ıÚ ‰¡fº ì1„1 ˚≈·˜œ˚˛± ﬂ¡˘±-ﬂ‘¡ø©Üºî ¿
¡ıﬂ≈¡˘œ ‰¡˝1œ˚˛± Ú±Ô, 2005,15º
Ú±Ô, ’Ê˚˛ ﬂ≈¡˜±1º ì1„1 ¡Û1•Û1±·Ó¡ ﬂ‘¡ø©Üºî
1„1 ¸±ø˝Ó¡… ¸—¶‘®øÓ¡1 1+¡ÛÀ1‡±, 1997,64º
¡ı1n∏ª±, 1ÊÚœ ﬂ¡±ôLº ì1„œ ﬂ¡˘± ﬂ‘¡ø©Ü1 ‰¡˜≈ ﬂ¡Ô±ºî
1ÊÚœ ﬂ¡±ôL ¡ı1n∏ª±, 1983, 145º
‰¡˝1œ˚˛±, ﬂ¡Úﬂ¡ ‰¡fº ì1„œ Œ˘±ﬂ¡·œÓ¡ ¸—¢∂˝ºî
’¸˜ ¸±ø˝Ó¡… ¸ˆ¡± 2005,410º
‰¡SêªMœ«, ·œÓ¡± Œªœº õ∂±– Î¬◊– ¢∂–º 172º
Ú±Ô, Œ1¡ıÚ ‰¡fº õ∂±– Î¬◊– ¢∂–º 16º
Ú±Ô, Œ1¡ıÚ ‰¡fº õ∂±– Î¬◊– ¢∂–º 16º
Ú±Ô, Œ1¡ıÚ ‰¡fº õ∂±– Î¬◊– ¢∂–º 17º
‰¡˝1œ˚˛±, ﬂ¡Úﬂ¡ ‰¡fº õ∂±– Î¬◊– ¢∂–º 425º
‰¡˝1œ˚˛±, ﬂ¡Úﬂ¡ ‰¡fº õ∂±– Î¬◊– ¢∂–º 425º
‰¡˝1œ˚˛±, ﬂ¡Úﬂ¡ ‰¡fº õ∂±– Î¬◊– ¢∂–º 424º
‰¡˝1œ˚˛±, ’À•§ù´1º õ∂±– Î¬◊– ¢∂–º 50º
‰¡˝1œ˚˛±, ’À•§ù´1º õ∂±– Î¬◊– ¢∂–º 50º
Ú±Ô, Œ1¡ıÚ ‰¡fº ì1„œ Œ˘±ﬂ¡·œÓ¡ºî 1e ¶ú‘øÓ¡,
1974, 154º
‰¡˝1œ˚˛±, ’À•§ù´1º õ∂±– Î¬◊– ¢∂–º 47º

r¬r
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