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Theatre, Dramaturgy and Contemporary
Plays in English from Nagaland
Nigamananda Das
Professor, Department of English,
Nagaland University, Kohima - 797004
Abstract: Academic writing of any sort from Nagaland by Nagas dates
back to twentieth century. Establishment of Kohima Sahitya Sabha in
1895 was a landmark for literary creations. Stagecraft and role playing in public in open air has been being gradually neglected in literature due to advancement of technology. In the ethnic world, literary and cultural forms assume a different shape with strong folk elements. As such in the tribal world of Nagaland, role playing in folk
dances was strongly present and there was no dramatic culture, dramaturgy and strict drama form for a long time even after the advent
of modern Western education. Towards the fag end of twentieth century, young scholars have shown their interests in the literary form of
drama and in Nagaland, it is still in infancy. In the present paper besides tracing a history of the growth of drama form, a small anthology of plays in English titled Wings of Passion by Arenla M. Subong
has been introduced following descriptive method.
Key words: Morung, Ako, AIDS, Lifestyle, Naganimora
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The province of Nagaland was carved out of Assam in 1963 after
long nationalist struggle, plebiscite and colonial oppression on the Nagas.
The Naga Hills in spite of the ethnic diversities is a site of rich cultural
museum. The morungs are bedrocks of their cultural life and diversities
of learning skills. Contemporary Naga Writing in English is mostly a quest
for identity which the present generation feels it loses due to the fast
glocalization and attempts at globalization. The Naga nationalism has
been continuously being negotiated and the long aspired dream is desired to be realized. The cultural history of the land, glorious folkloric
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tradition, current trends of thought, ethnic diversities and the memories
of the colonial past have been themes in the writings. The writing in
English as new literature was initiated during eighties of the last century but the genres are not plenty in number. It began with poetry and
then a few fictional writings and but now the plays, which are rare in
maximum provinces in India, though is almost the same in Nagaland has
been being attempted. In the folk culture of the province, dance and
dance drama and the morung as the stage has been there since time
immemorial. During the British colonial period writing of plays has been
attempted in provinces like Manipur, Meghalaya and Mizoram. There
are instances of play writing in Tenyidie language. But the aspects of
modern theatre, stagecraft and dramaturgy are not distinctly visible in
the literary ecology of Naga Hills. But in recent years there have been
attempts through the initiatives of National School of Drama (NSD) for
promoting awareness in this direction. Of course enactment for learning different activities and feats of life was performed in morungs of
all different tribes. Hence it can be said that drama and dance drama
are as old as the Naga culture and morungs are the shrines of such
cultural activities where the Naga youth learnt these acts in the olden
days and morungs have still remained the venerable institutions in the
Naga culture.
The writing in English or the new literature in English from
Nagaland and drama as a form of writing has been very recent. The
writing of plays and stage performance of drama has been very old in
Assam and there has been revolution in stage performances in Manipur,
but the same is not visible in Nagaland. The tribal literatures are mainly
folkloric and in Nagaland except of a few languages, literary trends have
not developed yet, though the trends of oral literatures are strong. Literature in English appeared from 1980s. In Naga languages like Tenyidie,
some plays have been published. In 1980s and 1990s, Easterine Kire
wrote some plays for radio and TV, e.g. Instant Coffee, King Lear for
our Times, The Man Who went to Heaven, The Story of Solomon, (Radio plays) and David and Jonathan, Paradise Lost, The Story of a Stone,
Babe of Christmas (plays for TV) (Konwar 323). But the plays have
not been published so far. Through the initiatives of NSD and North East
Zone Cultural Centre, some plays have been produced and enacted in
Nagamese. In 1999, a month long production oriented workshop on theatre was organized in collaboration with National School of Drama, New
Delhi. After that theatre groups have emerged in Nagaland. In 2002,
the Nagaland Theatre Fraternity was established and then in 2008 the
Dreamz Unlimited was also established and these theatre groups have
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˝√√À˚˛ÀÂ√, ¸±˜±Ú… ¬Ûø¬ı˛¬ıøÓ¬«Ó¬ ˝√√À˚˛º Ó¬À¬ı Ú±˜ ¬Ûø¬ı˛¬ıÓ¬«ÀÚ¬ı˛ ¬ı…±¬Û±¬ı˛ ŒÔÀﬂ¡ Ê√øÈ¬˘Ó¬±¬ı˛ ’±¬ıÓ¬«
øÂ√iß ¬Û˚«ôL Œ·±È¬± ¬ı…±¬Û±¬ı˛È¬± ¬ı˛±Ê√˜Laœ ˘ÑÌ ˜ä±¬Û, ¬ı˛±Ê√ﬂ≈¡˜±¬ı˛œ ø¬ı≈√…ij±˘±, ˜øÌﬂ¡ÇÌ± ¤¬ı—
’Ê√≈«Ú ¬ı˜«±¬ı˛ ˜ÀÒ…˝◊ ¸œ˜±¬ıX ¬ı˛˝◊˘º Î◊¬¬ÛÚ…±À¸¬ı˛ ‚È¬Ú±¬ıø˘ Œ˚ ¤˝◊ ¬Ûø¬ı˛Ì±À˜ ¤À¸ Œ¬ÛÃ“Â√À¬ı
Œ˘‡ﬂ¡ Ó¬“±¬ı˛ ¤ﬂ¡È¬± ˝◊øeÓ¬ ’±·ˆ¬±À·˝◊ ø√À˚˛ Œ¬ı˛À‡ÀÂ√Ú ø¬ı≈√…ij±˘± ¤¬ı— ˜øÌﬂ¡ÇÌ±¬ı˛ ﬂ¡Ô±¬ı±Ó¬«±¬ı˛
˜ÀÒ…º õ∂Ô˜ ¬ÛÀ¬ı«¬ı˛ Ó‘¬Ó¬œ˚˛ ’Ò…±À˚˛ ø¬ı≈√…ij±˘± ¬ıÀ˘ÀÂ√ñ ë¤ Ú±øﬂ¡ ø¬ıÀ˚˛∑ ¤ ŒÓ¬± ¬ı˛±Ê√ÕÚøÓ¬ﬂ¡
√±¬ı±À‡˘±¬ı˛ ‰¬±˘ºíí21 ¸≈Ó¬¬ı˛±— ¤ ø¬ıÀ˚˛ÀÓ¬ Ó¬±¬ı˛ ¸±˚˛ ŒÚ˝◊ Ó¬± Œ¬ı±Á¬± ˚±˚˛ Ó¬±¬ı˛ ¤˝◊ Î◊¬øMêÀÓ¬º
ﬂ¡±¬ı˛Ì ¬ı˛±Ê√±À√¬ı˛ ¤ﬂ¡±øÒﬂ¡ ¬ı˛±øÌ¬ı˛ ø¬ı|œ ¬ı…¬ı¶ö± Ó¬±¬ı˛ ’¬ÛÂ√µº ¬ı˛±Ê√± Œ√¬ı¬ı˛±À˚˛¬ı˛ øÓ¬Ú ¬ı˛±øÌ
¬ı˛À˚˛ÀÂ√, ø¬ı≈√…ij±˘± ˝√√À¬ı ‰¬Ó≈¬Ô« ¬¬ı˛±øÌº ¤˜Ú ’¬ı¶ö±˚˛ ¶§±˜œ ˝√√À˚˛ ˚±˚˛ ˆ¬±À·¬ı˛ ˜±º ’Ô«±»
ˆ¬±À·¬ı˛ ˜± Œ˚˜Ú ·e± ¬Û±˚˛ Ú± ŒÓ¬˜øÚ Œﬂ¡±ÀÚ± ¶aœ˝◊ ¶§±˜œÀﬂ¡ ¸•Û”Ì«ˆ¬±À¬ı ¬Û±˚˛ Ú±º ’±¬ı˛
ë¶aœ ˚ø√ ¶§±˜œÀﬂ¡ ¬Û≈À¬ı˛±¬Û≈ø¬ı˛ Ú± ¬Û±˚˛, Ó¬±˝√√À˘ ø¬ıÀ˚˛¬ı˛ Œﬂ¡±ÀÚ± ˜±ÀÚ˝◊ ˝√√˚˛ Ú±ºí22 Œ¸-Ê√Ú…˝◊
¤˝◊ ’¬ı¶ö± Œ˜ÀÚ øÚÀÓ¬ Ó¬±¬ı˛ ﬂ≈¡F±À¬ı±Ò, Œ‰¬±À‡ ø¬ıÀ^±À˝√√¬ı˛ ø¬ı≈√…» Œ‡À˘ ˚±˚˛, ˜≈À‡ Ù≈¬ÀÈ¬
Î◊¬ÀÍ¬ õ∂øÓ¬¬ı±À√¬ı˛ ˆ¬±¯∏±º õ∂±Ì√ÀG √øGÓ¬ øÚ¬ı˛¬Û¬ı˛±Ò ˜±Ú≈À¯∏¬ı˛ ¬ıÒ…ˆ”¬ø˜¬ı˛ ø√Àﬂ¡ ¤ø·À˚˛ ˚±›˚˛±¬ı˛
˜ÀÓ¬± ø¬ı≈√…ij±˘± ¤˝◊ ø¬ıÀ˚˛¬ı˛ ø√Àﬂ¡ ¤ø·À˚˛ ˚±À2Â√º øﬂ¡c ëŒ˚ ¶§±˜œ¬ı˛ øÓ¬ÚÀÈ¬ Œ¬ıÃ ’±ÀÂ√
Ó¬±Àﬂ¡ Œﬂ¡±ÀÚ±ø√Ú ˆ¬±˘¬ı±¸ÀÓ¬ ¬Û±¬ı˛¬ı Ú±íñ ¬ıÀ˘ Ê√±øÚÀ˚˛ÀÂ√ Œ¸º ø¬ı≈√…ij±˘±¬ı˛ ˜±Úø¸ﬂ¡
ø¡ZÒ±¡ZÀiZ¬ı˛ ¤˝◊ ˜±Ê√¬ÛÀÔ˝◊ Î◊¬√˚˛ ˝√√À˚˛ÀÂ√ ’Ê√≈«Ú ¬ı˜«±º Ó¬±¬ı˛ ¸Àe ø¬ı≈√…ij±˘±¬ı˛ ø˜˘ÀÚ
Î◊¬¬ÛÚ…±¸ Ó¬±¬ı˛ ¬Ûø¬ı˛ÌøÓ¬ÀÓ¬ Œ¬ÛÃ“ÀÂ√ÀÂ√º ’Ú…ø√Àﬂ¡ ˜øÌﬂ¡ÇÌ± Œ˚ ¬ı˛±øÚ ¬˝√√›˚˛±¬ı˛ Œ·±¬ÛÚ
¬ı±¸Ú± ˜ÀÚ ¬Û≈À¯∏ ¬ı˛±À‡, Œ˚ ˆ¬±À˘±¬ı±¸±¬ı˛ õ∂øÓ¬À˚±ø·Ó¬±˚˛˛ ’Ú… ¬ı˛±øÚÀ√¬ı˛ Œ‰¬À˚˛ ¤ø·À˚˛
Ô±ﬂ¡À¬ı ¬ıÀ˘ ’±Rø¬ıù´±¸œ ‚È¬Ú±¬ı˛ ¬Û±ﬂ¡‰¬ÀSê ’¬ıÀ˙À¯∏ Œ¸-˝◊ Ú±˜ ¬Û±ÀåÈ¬ ˝√√˘ ¬ı˛±Ê√±¬ı˛
‰¬Ó≈¬Ô« ¬ı˛±øÚº Œ˘‡ﬂ¡ ¬Ûø¬ı˛ÌøÓ¬¬ı˛ Ê√Ú… ‰¬ø¬ı˛S&À˘±Àﬂ¡ ˚±¬ı˛ ˚±¬ı˛ ˜ÀÓ¬± Œ·±Î¬ˇ± ŒÔÀﬂ¡˝◊ ∆Ó¬ø¬ı˛
ﬂ¡À¬ı˛ øÚÀ˚˛ÀÂ√Úº ’±ﬂ¡ø¶úﬂ¡ Ó”¬Ì«±¬ıÀÓ¬« Ê√À˘ øÚ˜ø7¡¡¡Ó¬± ø¬ı≈√…ij±˘±Àﬂ¡ ’Ê√≈«Ú ¬ı˜«± ¬ı˛é¬± ﬂ¡À¬ı˛øÂ√˘
Ê√Ú˝√√œÚ, Ú√œÀ¬ıø©ÜÓ¬ ¡ZœÀ¬Û Ó≈¬À˘º ˜”øÂ√«Ó¬ ’¬ı¶ö±˚˛ Ó¬±¬ı˛± ≈√Ê√ÀÚ˝◊ Œ¸‡±ÀÚ ¬ÛÀÎ¬ˇøÂ√˘º ¬ı˛±Ê√w±Ó¬±
ﬂ≈¡˜±¬ı˛ ﬂ¡•ÛÚ Ó¬±À√¬ı˛ Î◊¬X±¬ı˛ ﬂ¡À¬ı˛ ø√¬ıÊ√˚˛Ú·À¬ı˛ øÚÀ˚˛ ¤À¸øÂ√˘º Ó¬‡Ú ŒÔÀﬂ¡˝◊ ø¬ı≈√…ij±˘±
¤˝◊ ’Ê√≈«Ú ¬ı˜«±¬ı˛ õ∂øÓ¬ ’Ú≈¬ı˛Mê ˝√√˚˛º ¤ø√Àﬂ¡ ﬂ≈¡˜±¬ı˛ ﬂ¡•ÛÀÚ¬ı˛ ¸ÀµÀ˝√√¬ı˛ ¬Ûø¬ı˛Àõ∂øé¬ÀÓ¬
ø¬ıÊ√˚˛Ú·À¬ı˛¬ı˛ ¬ı˛±Ê√¬Û≈À¬ı˛±ø˝√√ÀÓ¬¬ı˛ ¬Û¬ı˛±˜˙« ’Ú≈˚±˚˛œ ø¬ı≈√…ij±˘± ¬ı˛±Ê√-’¬ıÀ¬ı˛±Ò øÓ¬Ú ˜±¸ Ô±ﬂ¡À˘›
˜±À¸ ˜±À¸ ¬Û•Û± Ó¬œ¬ı˛¬ıÓ¬«œ ˜øµÀ¬ı˛ ¬Û”Ê√± ø√ÀÓ¬ ˚±›˚˛±¬ı˛ ¸˜˚˛ ’Ê√≈«Ú ¬ı˜«±¬ı˛ ¸±ÀÔ Œ√‡±
˝√√˚˛º ¤ˆ¬±À¬ı ø¬ı≈√…ij±˘± ¬ı˛±Ê√-’¬ıÀ¬ı˛±Ò øÓ¬Ú ˜±¸ Ô±ﬂ¡À˘› ˜±À¸ ˜±À¸ ¬Û•Û± Ó¬œ¬ı˛¬ıÓ¬«œ
˜øµÀ¬ı˛ ¬Û”Ê√± ø√ÀÓ¬ ˚±›˚˛±¬ı˛ ¸˜˚˛ ’Ê√≈«Ú ¬ı˜«±¬ı˛ ¸±ÀÔ Œ√‡± ˝√√˚˛º ¤ˆ¬±À¬ı ø¬ı≈√…ij±˘±¬ı˛
’Ú≈¬ı˛±· Sê˜˙ ¬ı‘øX ¬Û±˚˛ ¤¬ı— Î◊¬¬ÛÚ…±¸ Œ√‡± ˚±˚˛ Œõ∂˜ øÚÀ¬ı√ÀÚ¬ı˛ ¬ı…±¬Û±À¬ı˛ ø¬ı≈√…ij±˘±˝◊
’¢∂Ìœº ’Ê√≈«Ú ¬ı˜«±¬ı˛ øÚø˘«5Ó¬± ø¬ı≈√…ij±˘±Àﬂ¡ ’±R˝√√Ó¬…±¬ı˛ U˜øﬂ¡ ¬Û˚«ôL ¤ø·À˚˛ øÚÀ˚˛ Œ·ÀÂ√º
’Ê√≈«Ú ¬ı˜«±¬ı˛ ﬂ¡±ÀÂ√ Œ·±¬ÛÚ ’øˆ¬¸±À¬ı˛ Œ˚ÀÓ¬› ø¬ı≈√…ij±˘± ˆ¬˚˛ ¬Û±˚˛øÚº øﬂ¡c ¬ı˛±Ê√±¬ı˛ ˝√√±ÀÓ¬
Ò¬ı˛± ¬ÛÀÎ¬ˇ ˚±˚˛ ¤˝◊ ˚≈¬ıﬂ¡-˚≈¬ıÓ¬œº ¬ı˛±Ê√± øﬂ¡c ’Ê√≈«ÚÀﬂ¡ ˜‘Ó≈¬…√G Ú± ø√À˚˛, ø√À˘Ú øÚ¬ı«±¸Ú√Gº
ëëøÚ¬ı«±ø¸Ó¬ ¬ıi§≈+ ’Ê√≈«Ú ¬ı˜«±Àﬂ¡ ¬ı˘¬ı˛±˜ ¤ﬂ¡± ŒÂ√ÀÎ¬ˇ ø√˘ Ú±º Œ¸› ¬ıi§≈+¬ı˛ ¸˝√√·±˜œ
˝√√˘º Ó¬±¬ı˛¬Û¬ı˛ Ó¬±¬ı˛± ≈√Ê√ÀÚ ﬂ¡œˆ¬±À¬ı ¬ı±˝√√˜Úœ ¬ı˛±ÀÊ√…¬ı˛ ∆¸Ú…¬ı±ø˝√√ÚœÀﬂ¡ ¬ı˘¬ı˛±À˜¬ı˛ ﬂ¡±˜±ÚøÚ·«Ó¬ Œ·±˘±˚˛ ˝√√Ó¬…± ﬂ¡¬ı˛˘, ﬂ¡œˆ¬±À¬ı ¬ı˛Ì¬Û±À˚˛ ‰¬ÀÎ¬ˇ ’Ê√≈«Ú ¬ı˜«± ¤ﬂ¡ ¬ı˛±ÀÓ¬ øÓ¬Ú ‰¬±¬ı˛ø√ÀÚ¬ı˛
¬ÛÔ ’øÓ¬Sê˜ ﬂ¡À¬ı˛ ˜˝√√±¬ı˛±Ê√Àﬂ¡ ø¬ı¬ÛÀ√¬ı˛ ¸—¬ı±√ ø√˘, ﬂ¡œˆ¬±À¬ı ≈√˝◊ ¸œ˜±ôL ŒÔÀﬂ¡ ¬ı±˝√√˜Úœ
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ﬂ¡±ø˝√√øÚ¬ı˛ ˜≈‡… ‚È¬Ú±¶ö˘º ˚≈ÀX¬ı˛ ˙±øôL¬ı˛ ˙Ó¬« ø˝√√À¸À¬ı ﬂ¡ø˘e Œ√À˙¬ı˛ ¬ı˛±Ê√± ˆ¬±Ú≈À√¬ı Ó¬±¬ı˛ ﬂ¡Ú…±
ø¬ı≈√…ij±˘±Àﬂ¡ ¬Û±øÍ¬À˚˛ÀÂ√Ú ø¬ıÊ√˚˛Ú·À¬ı˛¬ı˛ ˜˝√√±¬ı˛±Ê√± Œ¬ı√¬ı˛±À˚˛¬ı˛ ¸Àe ø¬ı¬ı±˝√√±ÀÔ«º ¸Àe ¤À¸ÀÂ√
ø¬ı≈√…ij±˘±¬ı˛ ∆¬ı˜±ÀS˚˛ Œ¬ı±Ú Ó¬Ô± ¸ø‡ ˜øÌﬂ¡ÇÌ±º øÓ¬Ú˜±À¸¬ı˛ Ê√˘˚±S± Œ˙À¯∏ ø¬ıÊ√˚˛Ú·¬ı˛
ŒÔÀﬂ¡ ¸M√√¬ı˛ÀSê±˙ Ê√˘¬ÛÔ ¬ı±øﬂ¡ ¬Ô±ﬂ¡ÀÓ¬˝◊ ¤ﬂ¡ ’±ﬂ¡ø¶úﬂ¡ Ó”¬Ì«±¬ıÀÓ¬« ﬂ¡ø˘e Œ√À˙¬ı˛ ¤˝◊ ≈√˝◊
Ó¬¬ı˛n∏Ìœ ¸˝√√ Ó¬±À√¬ı˛ ’øˆ¬ˆ¬±ø¬ıﬂ¡± ˜Àµ±√¬ı˛œ Ê√À˘ Î≈¬À¬ı ˚±˚˛º ¸ø˘˘ ¸˜±øÒ ŒÔÀﬂ¡ ¬ı˛±Ê√ﬂ≈¡˜±¬ı˛œ
ø¬ı≈√…ij±˘±Àﬂ¡ &˘¬ı·«±¬ı˛ ’Ê√≈«Ú ¬ı˜«± ¬ı˛é¬± ﬂ¡À¬ı˛º ¤˝◊ Ó”¬Ì«±¬ıÀÓ¬«¬ı˛ ¬Û”À¬ı« øÓ¬Ú˜±À¸¬ı˛ ˚±S±ﬂv¡±ôL ≈√˝◊
Ó¬¬ı˛n∏Ìœ¬ı˛ ﬂ¡Ô±¬ı±Ó¬«±¬ı˛ Ù¬±“Àﬂ¡ ﬁ¬ÛÚ…±ø¸ﬂ¡ ˝◊øÓ¬˝√√±¸Àﬂ¡ Ï≈¬øﬂ¡À˚˛ ø√À˚˛ÀÂ√Úº ˜øÌﬂ¡ÇÌ± ø¬ı≈√…ij±˘±Àﬂ¡
øÊÀ:¸ ﬂ¡À¬ı˛ÀÂ√ ëë¤ﬂ¡È¬± ﬂ¡Ô± ¬ı˘ Œ√ø‡ ˜±˘±º ø‰¬¬ı˛ø√Ú˝◊ ø¬ıÀ˚˛¬ı˛ ¬ı¬ı˛ ﬂ¡ÀÚ¬ı˛ ¬ı±øÎ¬ˇÀÓ¬ ø¬ıÀ˚˛
ﬂ¡¬ı˛ÀÓ¬ ˚±˚˛º øﬂ¡c Ó≈¬˝◊ ¬ıÀ¬ı˛¬ı˛ ¬ı±øÎ¬ˇÀÓ¬ ø¬ıÀ˚˛ ﬂ¡¬ı˛ÀÓ¬ ˚±ø2Â√¸, ¤ Œﬂ¡˜Ú ﬂ¡Ô±∑íí17 ¬ı±ô¶ø¬ıﬂ¡˝◊
ø¬ıÀ˚˛¬ı˛ Ê√Ú… ﬂ¡ÀÚÀﬂ¡ ¶§±˜œ·‘À˝√√ ˚±S± ’-¶§±ˆ¬±ø¬ıﬂ¡ ‚È¬Ú±º ¤˝◊ ’¶§±ˆ¬±ø¬ıﬂ¡ ‚È¬Ú±¬ı˛ ¸Àe Ê√øÎ¬ˇÀ˚˛
’±ÀÂ√ ˝◊øÓ¬˝√√±¸º Ó¬±˝◊ Œ˘‡ﬂ¡ Ê√±Ú±À2Â√Ú- ëë¤˝◊ ø¬ı¬Û¬ı˛œÓ¬ ’±‰¬¬ı˛ÀÌ¬ı˛ ˜”˘ ’Ài§¯∏Ì ﬂ¡ø¬ı˛ÀÓ¬ ˝√√˝◊À˘
øﬂ¡Â≈√ ˝◊øÓ¬˝√√±À¸¬ı˛ ‰¬‰¬«± ﬂ¡ø¬ı˛ÀÓ¬ ˝√√˝◊À¬ıºíí18 ’Ó¬–¬Û¬ı˛ ﬁ¬ÛÚ…±ø¸ﬂ¡ √±øé¬Ì±ÀÓ¬… ø¬ıÊ√˚˛Ú·¬ı˛ ¬ı˛±ÀÊ√…¬ı˛
õ∂øÓ¬á¬± ¤¬ı— ¬Û¬ı˛¬ıÓ¬πﬂ¡±À˘ ø¡ZÓ¬œ˚˛ Œ√¬ı¬ı˛±À˚˛¬ı˛ ¸˜˚˛ﬂ¡±˘ ¬Û˚«ôL ˝◊øÓ¬˝√√±À¸¬ı˛ ¸—øé¬5 ¬ı˛+¬ÛÀ¬ı˛‡±
Ó≈¬À˘ ÒÀ¬ı˛ÀÂ√Úº ¬Û“˚˛øS˙ ¬ı»¸¬ı˛ ¬ıÀ˚˛¸œ Œ√¬ı¬ı˛±À˚˛¬ı˛ ëŒ√˝√ Œ˚˜Ú ‘√Ï¬ˇ › ¸≈·øÍ¬Ó¬, ‰¬ø¬ı˛S› ŒÓ¬˜øÚ
¬ı<ﬂ¡øÍ¬Úº ·yœ¬ı˛ ˜øÓ¬¬ı±ﬂƒ¡, ¸—¬ı‘Ó¬˜La ¬Û≈¬ı˛n∏¯∏º ¬ı˛±Ê√…˙±¸Ú ’±¬ı˛y ﬂ¡ø¬ı˛˚˛± øÓ¬øÚ Œ√ø‡À˘Ú,
Œ•°2Â√ ˙Sn∏ ŒÓ¬± ’±ÀÂ√˝◊, Î◊¬¬Û¬ı˛c ø˝√√µ≈ ¬ı˛±Ê√±¬ı˛±› øÚ¬ı˛ôL¬ı˛ ¬Û¬ı˛¶ÛÀ¬ı˛¬ı˛ ¸ø˝√√Ó¬ ø¬ı¬ı±√ ﬂ¡ø¬ı˛ÀÓ¬ÀÂ√Ú,
Ó¬“±˝√√±À√¬ı˛ ˜ÀÒ… ¤ﬂ¡Ó¬± Ú±˝◊, ¸˝√√Òø˜«Ó¬± Ú±˝◊º ’Ô‰¬ Œ•°2Â√-˙øMê¬ı˛ ·øÓ¬À¬ı˛±Ò ﬂ¡ø¬ı˛ÀÓ¬ ˝√√˝À◊ ˘ ¸„‚¬ıX
˝√√›˚˛± ¤ﬂ¡±ôL õ∂À˚˛±Ê√Úº Œ√¬ı¬ı˛±˚˛ ¤ﬂ¡øÈ¬ ¤ﬂ¡øÈ¬ ﬂ¡ø¬ı˛˚±˛ ¬ı˛±Ê√ﬂ¡Ú…± ø¬ı¬ı±˝√√ ﬂ¡ø¬ı˛ÀÓ¬ ’±¬ı˛y ﬂ¡ø¬ı˛À˘Úº
˝◊©Ü¬ı≈øX¬ı˛ ¡Z±¬ı˛± ˚ø√ ‹ﬂ¡…¸±ÒÚ Ú± ˝√√˚˛ ﬂ≈¡È≈¬ø•§Ó¬±¬ı˛ ¡Z±¬ı˛± ˝√√˝◊ÀÓ¬ ¬Û±À¬ı˛º.... Œ√¬ı¬ı˛±À˚˛¬ı˛ ”√Ó¬ ø¬ı¬ı±À˝√√¬ı˛
õ∂ô¶±¬ı ˘˝◊˚˛± Î◊¬¬Ûø¶öÓ¬ ˝√√˝◊˘º ﬂ¡ø˘e¬ı˛±Ê√ ˆ¬±Ú≈À√¬ı ˆ¬±ø¬ıÀ˘Ú, ¤˝◊ ø¬ı¬ı±À˝√√¬ı˛ õ∂ô¶±¬ı õ∂ﬂ¡±¬ı˛±ôLÀ¬ı˛
Ó¬±“˝√±Àﬂ¡ ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ ¬ı˙…Ó¬± ¶§œﬂ¡±¬ı˛ ﬂ¡¬ı˛±¬ı˛ ’±˜LaÌº øÓ¬øÚ øÚ¬ı˛øÓ¬|˚˛ S≈êX ˝√√˝◊˚˛± õ∂øÓ¬À¬ı˙œ
’h¬ı˛±Ê√… ¸Õ¸ÀÚ… ’±Sê˜Ì ﬂ¡ø¬ı˛À˘Ú, ﬂ¡±¬ı˛Ì ’hÀ√˙ ø¬ıÊ√˚˛Ú·À¬ı˛¬ı˛ ø˜Sº ....¸—¬ı±√ ¬Û±˝◊˚˛±
Œ√¬ı¬ı˛±˚˛ ∆¸Ú… ¬Û±Í¬±˝◊À˘Úº ˚≈X ˝√√˝◊˘º ˚≈ÀX ˆ¬±Ú≈À√¬ı ¬Û¬ı˛±øÊ√Ó¬ ˝√√˝◊˚˛± ˙±øôLøˆ¬é¬± ﬂ¡ø¬ı˛À˘Úº
˙±øôL ˙Ó¬«¶§¬ı˛+¬Û Ó¬±“˝√±Àﬂ¡ Œ√¬ı¬ı˛±À˚˛¬ı˛ ˝√√Àô¶ øÚÊ√ ﬂ¡Ú…±Àﬂ¡ ¸˜¬Û«Ì ﬂ¡¬ı˛±¬ı˛ õ∂ô¶±¬ı ¶§œﬂ¡±¬ı˛ ﬂ¡ø¬ı˛ÀÓ¬
˝√√˝◊˘º Œ√¬ı¬ı˛±˚˛ øﬂ¡c ù´q¬ı˛·‘À˝√√ ’±ø¸ÀÓ¬ ¬Û±ø¬ı˛À¬ıÚ Ú±, ﬂ¡Ú…±Àﬂ¡ ø¬ıÊ√˚˛Ú·¬ı˛ ¬Û±Í¬±˝◊ÀÓ¬ ˝√√˝◊À¬ıºíí19
Œ˚˜Ú ˙Ó¬« ŒÓ¬˜Ú ﬂ¡±Ê√º ﬂ¡Ú…±Àﬂ¡ ¬Û±øÍ¬À˚˛ ø√À˘Ú ﬂ¡ø˘e¬ı˛±Ê√º ¸≈Ó¬¬ı˛±— ¤˝◊ ø¬ıÀ˚˛ ’±¸À˘
¶§±ˆ¬±ø¬ıﬂ¡ ø¬ıÀ˚˛ Ú˚˛ ë¤ ŒÓ¬± ¬ı˛±Ê√ÕÚøÓ¬ﬂ¡ √±¬ı±À‡˘±¬ı˛ ‰¬±˘ºí20
ø¬ıÊ√˚˛Ú·À¬ı˛ Î◊¬¬Ûø¶öÓ¬ ˝√√›˚˛±¬ı˛ õ∂±ﬂƒ¡é¬ÀÌ øÓ¬Ú Ó¬¬ı˛n∏Ìœ¬ı˛ ‚”Ì«±¬ıÀÓ¬« ¬ÛÓ¬Ú, ¬ı˛±Ê√ﬂ≈¡˜±¬ı˛œ
ø¬ı≈√…ij±˘±¬ı˛ ¸ø˘˘ ¸˜±øÒ › ’Ê√≈«Ú ¬ı˜«± ﬂ¡Ó‘¬«ﬂ¡ Î◊¬X±¬ı˛ ŒÔÀﬂ¡˝◊ ﬂ¡±ø˝√√øÚÀÓ¬ Ê√øÈ¬˘Ó¬±¬ı˛
¸”S¬Û±Ó¬ ˝√√À˚˛ÀÂ√º ¤˝◊ Ê√øÈ¬˘Ó¬±¬ı˛ ¤ﬂ¡ õ∂±ÀôL ’±ÀÂ√ ’Ê√≈«Ú ¬ı˜«±, ’Ú… õ∂±ÀôL ’±ÀÂ√ ¬ı˛±Ê√w±Ó¬±
ﬂ≈¡˜±¬ı˛ ﬂ¡•ÛÚº Ù¬À˘ Ê√øÈ¬˘Ó¬±¬ı˛ Œ˚ ’±¬ıÓ¬« ¸‘ø©Ü ˝√√À˚˛ÀÂ√ Œ¸˝◊ ’±¬ıÀÓ¬« ˜˝√√±¬ı˛±Ê√ Œ√¬ı¬ı˛±˚˛,
ø¬ı≈√…ij±˘±, ﬂ≈¡˜±¬ı˛ ﬂ¡•ÛÚ ¤¬ı— ’Ê√≈«Ú ¬ı˜«± Ê√øÎ¬ˇÀ˚˛ ¬ÛÀÎ¬ˇÀÂ√º ¬ÛÀ¬ı˛±Àé¬ ˜øÌﬂ¡ÇÌ±› Ê√øÎ¬ˇÀ˚˛
¬ÛÀÎ¬ˇÀÂ√ ¤˝◊ ’±¬ıÀÓ¬«º ¤˝◊ ¬Û“±‰¬Ê√ÚÀﬂ¡ øÚÀ˚˛˝◊ Œ˘‡ﬂ¡ ˜”˘Ó¬ ﬂ¡±ø˝√√øÚ¬ı˛ ’±¬Û±Ó¬-Ê√øÈ¬˘ ¬ı‘M√
øÚ˜«±Ì ﬂ¡À¬ı˛ÀÂ√Úº ˚≈ÀX¬ı˛ ¬Û¬ı˛ ˙±øôL¬ı˛ ˙Ó¬« ø˝√√À¸À¬ı ﬂ¡ø˘e¬ı˛±Ê√ Ó¬“±¬ı˛ ﬂ¡Ú…± ø¬ı≈√…ij±˘±Àﬂ¡
ø¬ıÊ√˚˛Ú·À¬ı˛ ¬Û±Í¬±ÀÚ± ŒÔÀﬂ¡˝◊ ﬂ¡±ø˝√√øÚ¬ı˛ ¸”S¬Û±Ó¬º Î◊¬¬ÛÚ…±À¸¬ı˛ Œ˙À¯∏ Œ¸˝◊ ˙Ó¬« ¬Û±ø˘Ó¬
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staged several plays like Ahom Naga, Nisapa Nisala, Inakha Ghonili and
Nisheli and also produced several plays on behalf of other organisations
and also jointly produced with other theatres. The Dreamz Unlimited
has produced theatre in four languages like English, Nagamese, Ao and
Sema. This theatre first staged the play Lichaba's Daughter, based on
a traditional Ao story and since then it has been staged in different
parts of the country like New Delhi, Guwahati, Gangtok, and Imphal.
This theatre also tries to put Nagaland in the global map and has made
its mission to enact propaganda plays like Strength of a Woman, Yesterday, Today and Tomorrow on occasions like Internal Women's Day,
World Water Day, etc. This theatre group also presented its play
Technicolor Dreams in the prestigious 12th Bharat Rang Mahotsav in
New Delhi in 2010. In 2012 another theatre named Hill Theatre was
established by Bendang Walling, an alumnus of NSD. This theatre also
has so far staged several plays like The Third Eye, N.H. 36, Chimti:
The Ant, The Wedding, Charlie and the Chocolate Factory and Don't
Women, No Cry.It has participated in 6th North East Theatre Festival
in Dibrugarh in 2014 and in the 7th North East Theatre Festival in
Imphal also. (Konwar 326)
Kohima Sahitya Sabha, established in 1895, was a landmark effort
in introduction of literary and cultural productions, performances and
several other new literary initiations. But due to lack of interests of people
and lack of likeminded literature lovers and litterateurs, literature in local languages nor any vernacular nor English could develop in this province. Now only sporadically a very few writings are coming up and due
to lack marketing facilities, the published works are not getting circulated widely to the readers. The already staged English plays as mentioned above have not been published and hence these have not been
evaluated by the circle of critics and their authors are not known to any
readers. Hence drama in English as a genre is not developing. Several
collections of poems have appeared, novels have been published, but
dramas which are more attractive and more appealing have remained
neglected. Easterine Kire has written a number of novels, but she could
not get her plays written for radio and television more than two decades
ago published so far. Those plays remained confined in the pages of paper after being performed by her students those days.
Arenla M. Subong's Wings of Passion (2017) is a collection of
four plays in English from Nagaland. This collection of plays is originally written in English and as a collection of plays, it is first of its kind
from Nagaland and Northeast India. It epitomizes both folk and modern dramaturgy, stagecraft and thematic. Her four plays in this collec-
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tion have been composed and enacted at different times. The plays are
mostly propaganda plays meant for spreading awareness and are also
educative, historical and mythical. The dramatist Arenla is a multifaceted personality who is involved in many missions as a singer, musician,
playwright, filmmaker, actor, script writer, composer and choreographer.
As a founding member of the band Abiogenesis, she with her spouse,
has developed a new world music genre named Howey which is a blend
of Naga Folk tunes with modern music. Arenla holds a career of over
two decades in music with which she has made her maiden journey into
the world of dramaturgy with this collection of plays. The first play titled
Lichaba's Daughter (2006) is based on an Ao Naga folktale and it presents how a man is unable to cope with his wife who is a heavenly
woman. The second play titled Big Time Buddies (2003) is a propaganda
play on promoting AIDS awareness. The third play titled Adapting to
Change (2013) is about how to manoeuvre our manners and learn to
adjust with time. The fourth play titled Sojourn of the Ahom Prince
in Naga Hills (2007) is a historical play propagating Naga-Ahom relationship and the importance of Naga honesty and hospitality. All the
plays are basically propaganda plays in different ways which are chiefly
didactic, educative and humanistic.
Lichaba's Daughter (2006) is musical drama developed on the animist Ao folktale where though the songs and dialogues are in English,
singing follows the Naga folk tunes. There are code mixings of Ao terms
and character names. The first scene of first act opens in a morung. The
narrator presents the background and explains the plot development like
the Sutradhar tradition of Assamese drama. Like the boys selecting and
capturing their brides from the morung, a boy Meja captures his bride
Tsungrola, who happens to be daughter of Lichaba, the God of Universe.
Once while taking bath and washing her hair in a pond, Tsungrola could
see her face reflected in the water of the pond and then she remembered her past days in the house of her father and also remembered her
past beauty and food habits. Returning home she requested her husband
to go her father and get from her father her usual food. Her husband
could realize how her beauty was growing day by day after having the
food brought from her father's house. After discovering food to be the
human flesh, Tsungrola's husband decided to leave her company. Accordingly one day Meja took Tsungrola to forest in the pretext of visiting new places and left her alone there on the high branch of a tree,
where Tsungrola got converted to bird recalling and chanting her
husband's name and waiting for his return. This is a mythical story and
now even in the folk tradition, people believe that the birds in forest
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¶ú‘øÓ¬¬ı˛ ˆ”¬ø˜ﬂ¡± ¤˜Ú˝◊ ¤ﬂ¡ Î◊¬À~‡À˚±·… ‚È¬Ú± ø˝√√À¸À¬ı ø¬ıÀ¬ıø‰¬Ó¬ ˝√√ÀÓ¬ ¬Û±À¬ı˛º
‰¬Ó≈¬√«˙ ˙Ó¬Àﬂ¡ õ∂¬ı˘ õ∂Ó¬…±˝√√ı±√ÀÚ¬ı˛ ˜ÀÒ…› √±øé¬Ì±ÀÓ¬… ø˝√√µ≈ ¬ı˛±Ê√… ø¬ıÊ√˚˛Ú·À¬ı˛¬ı˛ õ∂øÓ¬á¬±
¤¬ı— õ∂±˚˛ øÓ¬ÚÀ˙± ¬ıÂ√¬ı˛ ¸e˜ ¬ı˛±Ê√¬ı—À˙¬ı˛ ˙±¸Úﬂ¡±˚« ¬Ûø¬ı˛‰¬±˘Ú± ˆ¬±¬ı˛Ó¬¬ıÀ¯∏«¬ı˛ ˝◊øÓ¬˝√√±À¸¬ı˛˝◊ ¤ﬂ¡
Î◊¬À~‡À˚±·… ‚È¬Ú±º ’Ô‰¬ ˆ¬±¬ı˛Ó¬¬ıÀ¯∏«¬ı˛ ˝◊øÓ¬˝√√±À¸ ¬¸e˜ ¬ı˛±Ê√¬ı—˙ øﬂ¡—¬ı± ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ ˝◊øÓ¬˝√√±¸
¤ﬂ¡ ’Ú±À˘±øﬂ¡Ó¬ ’Ò…±˚˛, ¬ı¬ı˛— ¬ı˘± ‰¬À˘ ’¬Û±—ÀMê˚˛ ˝◊øÓ¬˝√√±¸ ø˝√√À¸À¬ı˝◊ ø¬ıÀ¬ıø‰¬Ó¬ ˝√√À˚˛ÀÂ√º
¬ı˛¬ı±È¬« ø¸›À˚˛˘˝◊ õ∂Ô˜ ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ ˝◊øÓ¬˝√√±¸ Î◊¬X±¬ı˛ ﬂ¡À¬ı˛Úº øﬂ¡c Ó¬“±¬ı˛ ˝◊øÓ¬˝√√±¸› ŒÓ¬± ¬ı˛±Ê√±¬ı˛±Ê√Î¬ˇ±-˙±¸ﬂ¡ ¤¬ı— Ó¬±“À√¬ı˛ ˚≈X-ø¬ı¢∂À˝√√¬ı˛ ˜ÀÒ…˝◊ ¸œ˜±¬ıX ŒÔÀﬂ¡ÀÂ√º Ó¬“±¬ı˛ ˝◊øÓ¬˝√√±À¸ ˝√√ø¬ı˛˝√¬ı˛¬ı≈!¡-Œ√¬ı¬ı˛±˚˛-Œﬂ¡ ¬ı˛±Ê√± ¬ı± ˙±¸ﬂ¡ ø˝√√À¸À¬ı˝◊ ¬Û±˝◊, ë˜±Ú≈¯∏í ø˝√√À¸À¬ı Ó¬±“À√¬ı˛ ¬Ûø¬ı˛‰¬˚˛ ‡≈¬ı˝◊ ﬂ¡˜,
ŒÚ˝◊˝◊ ¬ı˘À˘› ’Ó≈¬…øMê ˝√√À¬ı Ú±º ¤˜Ú ’¬ı¶ö±˚˛ ¶ú‘øÓ¬ ø√À˚˛˝◊ ˝◊øÓ¬˝√√±¸Àﬂ¡, ˝◊øÓ¬˝√√±À¸¬ı˛ ‡±˜øÓ¬&À˘±
¬Û≈ø¯∏À˚˛ øÚÀÓ¬ ˝√√˚˛, ¬Û”¬ı˛Ì ﬂ¡¬ı˛ÀÓ¬ ˝√√˚˛º ˙¬ı˛ø√µ≈ ¶ú‘øÓ¬¬ı˛ ¡Z±¬ı˛± ¤˝◊ ’¸•Û”Ì« ˝◊øÓ¬˝√√±¸Àﬂ¡ ¸•Û”Ì«Ó¬±
ø√À˚˛ ¬ı˛±Ê√± Œ√¬ı¬ı˛±À˚˛¬ı˛ ˜±Úø¬ıﬂ¡ ø√ﬂ¡&À˘±Àﬂ¡› ’±˜±À√¬ı˛ ¸±˜ÀÚ Î◊¬¬Û¶ö±ø¬ÛÓ¬ ﬂ¡À¬ı˛ÀÂ√Úº Œ˚
’±‡…±ÀÚ¬ı˛ ¡Z±¬ı˛± ¤ﬂ¡˝◊ ¸Àe ’±˜¬ı˛± ‹øÓ¬À˝√√…¬ı˛ ¸g±Ú Œ˚˜Ú Œ¬ÛÀ˚˛ ˚±˝◊, ŒÓ¬˜øÚ Œ¬ÛÀ˚˛ ˚±˝◊
¬ı‘˝√M√ ¬ı˛ ¸˜±Ê√ Œ‰¬Ó¬Ú±¬ı˛ ¤ﬂ¡È¬± ’±√˘º Œ˚ ’±√˘ ø√À˚˛ ¤˝◊ ¤ﬂ¡ø¬ı—˙ ˙Ó¬Àﬂ¡¬ı˛ ¬ı˛±©Ü™ ¬ı˛±Ê√ÚœøÓ¬¬ı˛
˝√√±Ê√±¬ı˛È¬± õ∂ùü øﬂ¡—¬ı± ¸˜¸…±¬ı˛ ¸˜±Ò±Ú ¸”S Œ¬ı¬ı˛ ﬂ¡¬ı˛ÀÓ¬ ¬Û±ø¬ı˛º ’Ó¬¤¬ı, ˙¬ı˛ø√µ≈¬ı˛ ¶ú‘øÓ¬ øÚÀÊ√
ŒÔÀﬂ¡˝◊ ˝◊øÓ¬˝√√±À¸ Ê√±˚˛·± øÚÀÓ¬ ¸é¬˜ ˝√√À˚˛ÀÂ√ Œﬂ¡¬ı˘ ‚È¬Ú±¬ı˛ ø¬ıÀ˙¯∏ÀQ Ú˚˛, ¬ı¬ı˛— Ó¬±“¬ı˛ ¬ı…øÓ¬Sê˜œ
˝◊øÓ¬˝√√±¸À¬ı±ÀÒ¬ı˛ Ê√Ú…˝◊º øÓ¬øÚ ˝√√˚˛ÀÓ¬± Ê√±ÚÀÓ¬Ú, Œ˚ ’±À¬Ûøé¬ﬂ¡Ó¬±¬ı˛ ’øˆ¬À˚±À· ¶ú‘øÓ¬ ’øˆ¬˚≈Mê,
Œ¸˝◊ ’øˆ¬À˚±À· õ∂Ô±·Ó¬ ˝◊øÓ¬˝√√±À¸¬ı˛ ’Ú≈¸g±Ú› ’øˆ¬˚≈Mê øﬂ¡—¬ı± √œÌ«º ˚±Àﬂ¡ ’±˜¬ı˛± ëÓ¬Ô…øÚá¬í
¬ıø˘, Œ¸˝◊ ˝◊øÓ¬˝√√±¸› ŒÓ¬± ’±¸À˘ ëÓ¬Ô…í -¤¬ı˛ ˜±Ú≈¯∏ øÚ¬ı˛À¬Ûé¬ ’øô¶ÀQ¬ı˛ Î◊¬¬Û¬ı˛ øÚˆ¬«¬ı˛ ﬂ¡À¬ı˛º
øﬂ¡c ¸¬ı«S ¤˝◊ øÚ¬ı˛À¬Ûé¬Ó¬± ’±˙± ﬂ¡¬ı˛± ˚±˚˛ Ú±º ¸≈õ∂øÓ¬øá¬Ó¬ ‹øÓ¬˝√√±ø¸ﬂ¡ ˝◊, ¤˝◊‰¬, ﬂ¡±À¬ı˛¬ı˛
˝◊øÓ¬˝√√±¸ ‘√ø©Üˆ¬øeÀÓ¬ ë‹øÓ¬˝√√±ø¸ﬂ¡ ˝√√À˘Ú ¤ﬂ¡Ê√Ú ¸øSê˚˛ › &¬ı˛nQ∏ ¬Û”Ì« ‰¬ø¬ı˛S, ø˚øÚ Ó¬“±¬ı˛ ‘√ø©ÜÀﬂ¡±Ì
› ˜”˘…À¬ı±Ò ˘≈Àﬂ¡±Ú Ú±, ˝◊øÓ¬˝√√±À¸¬ı˛ Ó¬Ô…Àﬂ¡, ’Ó¬œÓ¬ ¬ı±ô¶¬ıÓ¬±Àﬂ¡, øÚÀÊ√¬ı˛ ‘√ø©ÜÀﬂ¡±Ì ŒÔÀﬂ¡˝◊
ø¬ı‰¬±¬ı˛ › ¬ı…±‡…± ﬂ¡À¬ı˛Úºí15 ’Ô«±» ‹øÓ¬˝√√±ø¸Àﬂ¡¬ı˛ ’±À¬ı·, ’Ú≈ˆ”¬øÓ¬ › Ó¬“±¬ı˛ ¸—¶®±¬ı˛ ˝◊øÓ¬˝√√±À¸¬ı˛
Ó¬Ô… ’Ú≈¸g±ÀÚ Œ˚˜Ú ¸øSê˚˛ Ô±Àﬂ¡ ŒÓ¬˜øÚ ëøÚÊ√π¬ı Ó¬Ô…í Œﬂ¡ ¸Ê√œ¬ı ﬂ¡À¬ı˛ øÚø√«©Ü Meaning
ø√À˚˛ ˘Àé¬ Î◊¬¬ÛÚœÓ¬ ˝√√›˚˛± ¬Û˚«ôL ‹øÓ¬˝√√±ø¸Àﬂ¡¬ı˛ ‘√ø©Üˆ¬øe øSê˚˛±˙œ˘ Ô±Àﬂ¡º ¤˜Ó¬±¬ı¶ö±˚˛ Œﬂ¡¬ı˘
¶ú‘øÓ¬Àﬂ¡˝◊ ¬ı…øMê·Ó¬ › ’±À¬Ûøé¬ﬂ¡ ¬ıÀ˘ ”√À¬ı˛ ¸ø¬ı˛À˚˛ ¬ı˛±‡À˘ ‰¬˘À¬ı Ú±º ˝◊øÓ¬˝√√±¸Àﬂ¡ ¢∂˝√Ì ﬂ¡¬ı˛À˘
¶ú‘øÓ¬Àﬂ¡› ¢∂˝√Ì ﬂ¡¬ı˛± Î◊¬ø‰¬Ó¬º ˚ø√›, ë¶ú‘øÓ¬Àﬂ¡ ˝◊øÓ¬˝√√±À¸ ¬ı˛+¬Û ø√ÀÓ¬ Œ·À˘ ¬ÛXøÓ¬·Ó¬ ¸Ó¬ﬂ¡«Ó¬±
õ∂À˚˛±Ê√Ú, øﬂ¡c õ∂Ô±·Ó¬ ˝◊øÓ¬˝√√±À¸› Œ˚ ¬Û¬ı˛ÀÓ¬ ¬Û¬ı˛ÀÓ¬ ˚”Ô-¶ú‘øÓ¬ [Collective memory]
ø˜À˙ Ô±Àﬂ¡, Ó¬± øÚ(˚˛˝◊ ’±˜¬ı˛± ˆ≈¬À˘ ˚±¬ı Ú±ºí16 ’±¬ı˛ ¬ı±ô¶ø¬ıﬂ¡˝◊ ’±˜¬ı˛± ¬ı…±¬Û±¬ı˛È¬± ˆ≈¬À˘
˚±˝◊øÚ ¬ıÀ˘˝◊ ˙¬ı˛ø√µ≈¬ı˛ ¶ú‘øÓ¬Àﬂ¡ &¬ı˛n∏Q¬Û”Ì« ˜˚«±√± ø√À˚˛ Œ¸&À˘±Àﬂ¡ ˝◊øÓ¬˝√√±À¸ ¸±ø˜˘ ﬂ¡¬ı˛±
˝√√À˚˛ÀÂ√º ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í ˝◊øÓ¬˝√√±¸±ø|Ó¬ Î◊¬¬ÛÚ…±¸ ø˝√√À¸À¬ı Œ¸Ê√Ú…˝◊ ¬ı±—˘± ¸±ø˝√√ÀÓ¬… ’±Ê√›
Î◊¬¬Û˚≈Mê ˜˚«±√±˚˛ ø¬ıÀ¬ı‰¬… ˝√√À˚˛ ’±¸ÀÂ√º ¤¬ı±À¬ı˛ Î◊¬¬ÛÚ…±À¸ ¤˝◊ ˝◊øÓ¬˝√√±À¸¬ı˛ õ∂ﬂ¡¬ı˛Ì ¬ÛXøÓ¬È¬±
’±˜¬ı˛± ¸—øé¬5ˆ¬±À¬ı ’±À˘±‰¬Ú± ﬂ¡À¬ı˛ Œ√À‡ ŒÚ¬ı ¶§±ÒœÀÚ±M√√¬ı˛ ﬂ¡±À˘¬ı˛ ¬ı±—˘± ˝◊øÓ¬˝√√±¸±|˚˛œ
Î◊¬¬ÛÚ…±À¸¬ı˛ Ò±¬ı˛±˚˛ ¤¬ı˛ ¶§Ó¬La ∆¬ıø˙©Ü…Àﬂ¡º
ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í Î◊¬¬ÛÚ…±À¸ ﬂ¡±ø˝√√øÚ √±øé¬Ì±ÀÓ¬…¬ı˛ ﬂ¡ø˘e Œ√˙ ŒÔÀﬂ¡ ø¬ıÊ√˚˛ Ú·À¬ı˛
¸•x¸±ø¬ı˛Ó¬ ˝√√À˚˛ÀÂ√º Ó≈¬eˆ¬^± Ú√œ¬ı˛ Ó¬œÀ¬ı˛ ’¬ıø¶öÓ¬ ø¬ıÊ√˚˛Ú·À¬ı˛¬ı˛ ¬ı˛±Ê√Ò±Úœ˝◊ Î◊¬¬ÛÚ…±À¸¬ı˛
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Î◊¬√ƒ˚±¬ÛÚ ﬂ¡À¬ı˛Úº ø¡ZÓ¬œ˚˛ Œ√¬ı¬ı˛±˚˛ ›˝◊ ˚≈ÀX ˜≈¸ø˘˜ ’ù´±À¬ı˛±˝√√œÀ√¬ı˛ √é¬Ó¬± Œ√À‡ ˜≈*
˝√√À˚˛ ˚±Ú, ¤¬ı— ø˝√√µ≈-¸—¶®±À¬ı˛ ¬ı…øMê·Ó¬ ø¬ıù´±¸ ’È≈¬È¬ Ô±ﬂ¡± ¸ÀN› Œ¬ı˙ ﬂ¡À˚˛ﬂ¡Ê√Ú
˜≈¸ø˘˜ Œ‚±Î¬ˇ±‰¬±˘ﬂ¡Àﬂ¡ øÚÀÊ√¬ı˛ ∆¸Ú…¬ı±ø˝√√ÚœÀÓ¬ øÚ˚≈Mê ﬂ¡À¬ı˛Úº øﬂ¡c 1443 ¸±À˘ ’±¬ı±¬ı˛
˚≈X ¬ı±“ÒÀ˘ ¤˝◊ ˜≈¸˘˜±Ú ’ù´‰¬±˘ﬂ¡¬ı˛± Œ√¬ı¬ı˛±˚˛Àﬂ¡ ¸±—‚±øÓ¬ﬂ¡ˆ¬±À¬ı é¬øÓ¬¢∂ô¶ ﬂ¡À¬ı˛,
¬Ûø¬ı˛ÌøÓ¬ÀÓ¬ ø¡ZÓ¬œ˚˛ Œ√¬ı¬ı˛±˚˛ ¬ı±˝√√˜Úœ ˙±¸Àﬂ¡¬ı˛ ¸±˜ÀÚ ÚøÓ¬ ¶§œﬂ¡±¬ı˛ ﬂ¡À¬ı˛Úº9
¸—øé¬5ˆ¬±À¬ı ¤˝◊ ˝√√˘ ø¬ıÊ√˚˛Ú·¬ı˛ ˝◊øÓ¬˝√√±À¸¬ı˛ ¬ı˛+¬ÛÀ¬ı˛‡±º ˙¬ı˛ø√µ≈ ¬ıÀµ…±¬Û±Ò…±˚˛ ¤˝◊
˝◊øÓ¬˝√√±¸Àﬂ¡˝◊ Ó¬“±¬ı˛ ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í Î◊¬¬ÛÚ…±À¸ Î◊¬¬ÛÊ√œ¬ı… ﬂ¡À¬ı˛ÀÂ√Úº ’Ô‰¬ ˝◊øÓ¬˝√√±À¸¬ı˛
Î◊¬¬Û±√±Ú ¤‡±ÀÚ ¬Û˚«±5 Ú˚˛º Ù¬À˘ Œ˘‡ﬂ¡Àﬂ¡ ¶ú‘øÓ¬ﬂ¡Ô±˚˛ øÚˆ¬«¬ı˛ ﬂ¡¬ı˛ÀÓ¬ ˝√√À˚˛ÀÂ√º ¤Àé¬ÀS
Œ˘‡Àﬂ¡¬ı˛ ¶§œﬂ¡±À¬ı˛±øMêñ ëëÓ≈¬eˆ¬^±¬ı˛ ¤˝◊ Î◊¬ø˜«˜˜«¬ı˛ ˝◊øÓ¬˝√√±¸ Ú˚˛, ¶ú‘øÓ¬ﬂ¡Ô±º øﬂ¡c ¸ﬂ¡˘
˝◊øÓ¬˝√√±À¸¬ı˛ ø¬ÛÂ√ÀÚ˝◊ ¶ú‘øÓ¬ﬂ¡Ô± ˘≈ﬂ¡±˝◊˚˛± ’±ÀÂ√º Œ˚‡±ÀÚ ¶ú‘øÓ¬ Ú±˝◊ Œ¸‡±ÀÚ ˝◊øÓ¬˝√√±¸ Ú±˝◊º
’±˜¬ı˛± ’±Ê√ Ó≈¬eˆ¬^±¬ı˛ ¶ú‘øÓ¬õ∂¬ı±˝√√ ˝√√˝◊ÀÓ¬ ¤ﬂ¡ ·G≈¯∏ Ó≈¬ø˘˚˛± ˘˝◊˚˛± ¬Û±Ú ﬂ¡ø¬ı˛¬ıºíí10 Œ˘‡Àﬂ¡¬ı˛
¤˝◊ ¶§œﬂ¡±À¬ı˛±øMê ŒÔÀﬂ¡ ¬ı≈Á¬ÀÓ¬ ’¸≈ø¬ıÒ± ˝√√˚˛ Ú± ˝◊øÓ¬˝√√±À¸ ’±¬ı˛ ¶ú‘øÓ¬ﬂ¡Ô±Àﬂ¡ ¤ﬂ¡±ﬂ¡±¬ı˛
ﬂ¡À¬ı˛˝◊ øÓ¬øÚ Î◊¬¬ÛÚ…±À¸¬ı˛ ﬂ¡±ø˝√√øÚ ø¬ıô¶±¬ı˛ ﬂ¡À¬ı˛ÀÂ√Úº ¤‡±ÀÚ ¸eÓ¬ˆ¬±À¬ı˝◊ õ∂ùü Î◊¬Í¬ÀÓ¬ ¬Û±À¬ı˛
˝◊øÓ¬˝√√±À¸ ¶ú‘øÓ¬¬ı˛ øﬂ¡ ’±À√Ã Œﬂ¡±ÀÚ± ¶ö±Ú ’±ÀÂ√∑ ë˝◊øÓ¬˝√√±¸ øﬂ¡ ¶ú‘øÓ¬Àﬂ¡ ¢∂˝√Ì ﬂ¡À¬ı˛∑ ˝◊øÓ¬˝√√±¸ øﬂ¡
¶ú‘øÓ¬Àﬂ¡ ø¬ıù´±¸ ﬂ¡À¬ı˛∑ ˝◊øÓ¬˝√√±À¸¬ı˛ ’±‡…±ÀÚ ﬂ¡Ó¬È≈¬ﬂ≈¡ Ê√±˚˛·± ¶ú‘øÓ¬¬ı˛ Ê√Ú… ¸eÓ¬ ¬ı± ¬ı±ø>Ó¬,
ﬂ¡Ó¬È≈¬ﬂ≈¡¬ı˛ Œ¬ıø˙ ˝√√À˘ Ó¬± ’±¬ÛøM√√ﬂ¡¬ı˛∑í11 ¤˝◊ õ∂ùü ˝◊øÓ¬˝√√±¸ Ó¬±øNÀﬂ¡¬ı˛± ¤Ê√Ú…˝◊ ﬂ¡À¬ı˛Ú, Œﬂ¡ÚÚ±,
Ó¬±“¬ı˛± ˜ÀÚ ﬂ¡À¬ı˛Ú ¶ú‘øÓ¬ ¤˜øÚÀÓ¬˝◊ ø˜Ô…±¬ı±√œº ˚Ó¬ ¸˜˚˛ ˚±˚˛, ¶ú‘øÓ¬¬ı˛ ø˜Ô…±¬ı˛ ˆ¬±À¬ı˛ ¸Ó¬… ‰¬±¬Û±
¬ÛÀÎ¬ˇ ˚±¬ı±¬ı˛ ¸y±¬ıÚ± ’øÒﬂ¡º ¤ﬂ¡Ê√Ú Ó¬±øNÀﬂ¡¬ı˛ ˜ÀÓ¬, ë¶ú‘øÓ¬ ŒÓ¬± ¤ﬂ¡È¬± ’±ﬂ¡«±˝◊Î¬º ¸¬ı˛ﬂ¡±ø¬ı˛
Œ¬ı¸¬ı˛ﬂ¡±ø¬ı˛ ¸¬ı ÚøÔ‡±Ú±¬ı˛ ˜ÀÓ¬±˝◊ ’±ﬂ¡«±˝◊Î¬› ø¬ıÀ˙¯∏ ø¬ıÀ˙¯∏ ‘√ø©Üˆ¬eœ › õ∂¬ıÌÓ¬± ’Ú≈˚±˚˛œ
¬ı±Â√±˝◊ ﬂ¡¬ı˛± √ø˘À˘ ˆ¬øÓ¬« Ô±Àﬂ¡º Ó¬±˝◊ Ó¬±¬ı˛ ŒÔÀﬂ¡ Œﬂ¡±Ú› ¸Ó¬…øÚá¬ øÚ¬ı˛À¬Ûé¬Ó¬± ’±˙± ﬂ¡¬ı˛± ˚±˚˛
Ú±ºí12 Ó¬±Â√±Î¬ˇ±, ˝◊øÓ¬˝√√±À¸¬ı˛ ø√ﬂ¡ ŒÔÀﬂ¡› ¶ú‘øÓ¬-øÚˆ¬«¬ı˛Ó¬± ¤ﬂ¡ ¬ıÎ¬ˇ ¸—ﬂ¡È¬ ∆Ó¬ø¬ı˛ ﬂ¡À¬ı˛º ¬ıdÓ¬,
¤˝◊ ¸—ﬂ¡È¬, ˝◊øÓ¬˝√√±¸ Œ¬ı±ÀÒ¬ı˛˝◊ ¸—ﬂ¡È¬º ﬂ¡±¬ı˛Ì, ¤ Ê√±Ó¬œ˚˛ ëŒ˜˜ø¬ı˛-ø˝√√à√ø¬ı˛í Œ·±ÀS¬ı˛ Œ˘‡±˚˛
ë¶ú‘øÓ¬ øÚÀÊ√Àﬂ¡ ˝◊øÓ¬˝√√±À¸¬ı˛ ˜ÀÒ… õ∂øÓ¬á¬±¬ÛÚ ﬂ¡¬ı˛ÀÓ¬ ‰¬±˚˛, ¤¬ı— Ó¬± ﬂ¡¬ı˛ÀÓ¬ ø·À˚˛ øÚÀÊ√¬ı˛ ˜”˘
‰¬ø¬ı˛SøÈ¬˝◊ Œ˚Ú ˝√√±ø¬ı˛À˚˛ ŒÙ¬À˘ºí13
˝◊øÓ¬˝√√±À¸ ¶ú‘øÓ¬¬ı˛ ˆ”¬ø˜ﬂ¡± ¸•ÛÀﬂ¡« ˝◊øÓ¬˝√√±¸ Ó¬±øNﬂ¡À√¬ı˛ ¤À˝√√Ú Ò±¬ı˛Ì± ¸±˜ÀÚ Œ¬ı˛À‡
˙¬ı˛øµ≈ ¬ıÀµ…±¬Û±Ò…±À˚˛¬ı˛ ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í¬ı˛ ‹øÓ¬˝√√±ø¸ﬂ¡Ó¬± ø¬ı‰¬±¬ı˛ ﬂ¡¬ı˛À˘ ¤ﬂ¡¬ı±Àﬂ¡…
Î◊¬¬ÛÚ…±¸øÈ¬¬ı˛ ¶ú‘øÓ¬¬ı±ø˝√√Ó¬ ˝◊øÓ¬˝√√±¸ ’—˙Àﬂ¡ ’¶§œﬂ¡±¬ı˛ ﬂ¡¬ı˛ÀÓ¬ ˝√√˚˛º ¬Ûø¬ı˛Ì±À˜ ˝◊øÓ¬˝√√±¸±ø|Ó¬
Î◊¬¬ÛÚ…±¸ ø˝√√À¸À¬ı ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í ¬ı…Ô« ˝√À√˚˛ ˚±˚˛º ’Ô‰¬ ’±˜¬ı˛± Ê√±øÚ, ¸˜±À˘±‰¬ﬂ¡
˜˝√√À˘ Î◊¬¬ÛÚ…±¸øÈ¬ Œ˚˜Ú õ∂˙—ø¸Ó¬, ¬Û±Í¬ﬂ¡ ˜˝√√À˘› ŒÓ¬˜øÚ ¸˜±‘√Ó¬º14 ’±¸À˘ ˝◊øÓ¬˝√√±¸
Ó¬±øNÀﬂ¡¬ı˛ Î◊¬ø~ø‡Ó¬ ‘√ø©Üˆ¬øe˝◊ ˝◊øÓ¬˝√√±¸ ø¬ı‰¬±À¬ı˛¬ı˛ Œ˙¯∏ﬂ¡Ô± Ú˚˛º ﬂ¡±¬ı˛Ì, ¤˝◊ ‘√ø©Üˆ¬øe¬ı˛
¬ı±˝◊À¬ı˛› øﬂ¡Â≈√ ¸±Ò±¬ı˛Ì ¸Ó¬… ’±ÀÂ√º Œ˚‡±ÀÚ ¶ú‘øÓ¬¬ı˛ ¬ı…±5 ’±À¬Ûøé¬ﬂ¡Ó¬± › ’±R-õ∂¬ı=Ú±
¸ÀN› Ó¬± ø√À˚˛ øﬂ¡c ¤ﬂ¡ ¬ı‘˝√M√ ¬ı˛ ¸±˜±øÊ√ﬂ¡ Œ‰¬Ó¬Ú± ∆Ó¬ø¬ı˛ÀÓ¬ ¸˝√√±˚˛ﬂ¡ ˝√√À˚˛ Î◊¬ÀÍ¬º ˚ø√›
¸¬ı ‚È¬Ú±¬ı˛ ¶ú‘øÓ¬ ¤Àé¬ÀS ¸˜ˆ¬±À¬ı õ∂À˚±Ê√… Ú˚˛, ﬂ¡±¬ı˛Ì ¸¬ı ‚È¬Ú± ¬ı…øMê › ¸˜±ÀÊ√¬ı˛
¶ú‘øÓ¬ÀÓ¬ ¤ﬂ¡˝◊ Ó¬œ¬ıËÓ¬±¬ı˛ ¸Àe Ò¬ı˛± Ô±Àﬂ¡ Ú±º Œﬂ¡±ÀÚ± Œﬂ¡±ÀÚ± ‚È¬Ú± øÚÊ√ ø¬ıø˙©ÜÓ¬±¬ı˛ &ÀÌ˝◊
¶ú‘øÓ¬¬ÛÀÈ¬ ˘±ø˘Ó¬ › Î◊¬M√√¬ı˛±øÒﬂ¡±¬ı˛ ¸”ÀS õ∂¬ı±ø˝√√Ó¬ ˝√√˚˛º ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ ’gﬂ¡±¬ı˛ ˝◊øÓ¬˝√±À¸
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making "O Ako O Ako"(Subong 17) sound are Tsungrola converted into
the bird. The plot announces the moral of colonised-coloniser discord
that a man cannot have a happy married life with a heavenly being. A
subaltern will have to live with a subaltern. His attempt to cohabit with
a royal dignitary will end in acute displeasure. The life in tribal society
and their ways of life, frankness, absurdity, honesty, food habits, virgin
natural surrounding and their affinity with nature have been very objectively reflected in this play. The absurdity of a woman metamorphosed
into a bird and the absurd ways of suffering, thinking and realizing are
characteristic of Naga realities genuinely exposed in this play.
The play titled Big Time Buddies (2003) is a propaganda play for
promoting awareness to prevent AIDS/HIV. This television play premiered on 13th September 2003 at Dimapur was meant for promoting
care, solidarity, understanding and support so that all the humans can
get rid of this deadly disease. The protagonist Ato gets transferred to a
new place of posting in his job, meets new friends amongst whom Carol
was one. Next year he gets affected with AIDS from Carol and discusses
his difficulties with his friends and then all get involved in promoting
awareness for the common good and protection of self. Though entertaining and instructive, the mission of the play is chiefly to promote "care,
solidarity, understanding and support" (Subong 31). This play also can
be categorised under pandemic literature as it propagates mass health
awareness against the spread of a deadly virus which was a pandemic
before its preventive measures were invented.
Adapting to Change (2013) is a mind boggling, thought provoking and stimulating play which prompts us to be careful about ourselves.
We are living in a global village and are confined to our own places.
Being confined to our own cultures will no more benefit us. We need
to go out, out of our own place/ country and live abroad far away from
our own places and our dear ones. Living in a remote corner of the
world very often we become rootless and feel rootless being distanced
from our culture, lifestyles, environment where we are forced to adopt
new lifestyles and adapt ourselves to the new environment. The play
revolves round nine characters who discuss about their behaviours, attitude to others, studying abroad, settling abroad/ coming back home
after studying abroad, deep affiliation to one's own culture, etc. There
are simple dialogues, conversations among friends contributing to our
own activities and deliberating on how we can promote our own lives
by pondering over what we do and how we live and how we adapt to
changes to benefit ourselves. One character named Toshi who studied
in USA is not in favour of going back and settling there. He says:
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I really wanted to embrace the good sides of all cultures and in
doing so I also have not forgotten my identity and thought it a good idea
to show the aspects of our culture too.... No, I won't be going there.
I want to stay here and work for our people. There are certain things
I have learnt that I want our people to know too! In the west work culture is very different from ours...( Subong 36-37)
The play propagates to all concerned to adapt to changes of the
fast changing world promoting work culture of the Western World which
is technologically very advanced. The play is critical about slow and
backward living styles and is appreciative of a technologically advanced
progressive society for vibrant living styles.
The play titled Sojourn of the Ahom Prince in Naga Hills (2007)
is a historical play justifying Naga identity, integrity and Naga hospitality. The plot shares a chapter of Ahom dynasty where the common history of Ahoms and Nagas is involved. It is because of the benevolence
and hospitality of the Nagas, the Ahom King Gadadhar Singha could get
back his throne and could become king in his kingdom in spite of all
adverse situations and rivalry of one Lora Raja. Hence after assuming
his throne, Ahom King Gadadhar Singha acknowledged his deep gratitude to the Angh of Wanching, sent him many gifts and married his
daughter, Watlong. The Angh and his people supported Gadadhar Singha
in defeating and killing his rival Lora Raja who usurped the kingdom of
Gadadhar Singha (Godapani) and tortured and killed his wife Joymati.
Gadadhar Singha lived in disguise in the Naga territory under the patronage of the Angh of Wanching. The Angh's men never disclosed the
secret to the spies of Lora Raja. Gadadhar Singha with his followers tried
to take shelter in Dafla and Mikir Hills, but he could not get support
from there. But his Konyak Naga friends supported him wholeheartedly
and could give him back his kingdom. This shows the integrity and faithfulness of the Nagas. The place Naginimora in Assam in reminiscent of
place of death of the Queen of Gadadhar Singha, where she died due
to sudden illness while travelling from Rangghar to Naga Hills. The king
mourned the death of Naga queen widely and erected a stone monument in the place of queen Watlong's death. This historical play propagates Naga-Ahom friendship, identity of Naga integrity, benevolence,
hospitality and honesty.
The four plays in the anthology titled Wings of Passion are short
plays depicting the ethnic world of Northeast India and especially the
animist Naga culture and its interface with the fast changing modern
world. Modern transitions are in slow pace in the Naga Hills. But the
plays plead for healthy transition which will bring peace, prosperity, sta-
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Robert Sewell ˝◊ õ∂Ô˜ ¬Û±√õ∂√œÀ¬Û¬ı˛ ’±À˘±˚˛ øÚÀ˚˛ ’±À¸Úº øÓ¬øÚ ø¬ıÊ√˚˛Ú·¬ı˛ ¬ı˛±ÀÊ√…¬ı˛
õ∂øÓ¬á¬±Ó¬± ø˝√√À¸À¬ı ¸e˜ ¬ı—À˙¬ı˛ ≈√˝◊ ¸ôL±Ú ˝√√ø¬ı˛˝√¬ı˛ › ¬ı≈!¡Àﬂ¡˝◊ ˜ÀÚ ﬂ¡À¬ı˛øÂ√À˘Úº ˚ø√› ¤
¬ı…±¬Û±À¬ı˛ ‹øÓ¬˝√√±ø¸ﬂ¡À√¬ı˛ ˜ÀÒ… ˜Ó¬±ÕÚﬂ¡… ¬ı˛À˚˛ÀÂ√º ø¬ıøˆ¬iß ‘√ø©ÜÀﬂ¡±Ì ŒÔÀﬂ¡ ø¬ı‰¬±¬ı˛ ﬂ¡À¬ı˛ ’¬ı˙…
’øÒﬂ¡±—˙ ˝◊øÓ¬˝√√±¸ø¬ı√ Sewell ¬ı˛ ˜Ó¬Àﬂ¡˝◊ ˜±Ú…Ó¬± ø√À˚˛ÀÂ√Ú ¤˝◊ ¬ıÀ˘ñ “This much
can be said with certainly that the Vijaynagar empire was founded in 1336
by Harihara and Bukka, two of the five sons of Sangama. They were
responsible for organising the resistence against the advance of invadas
from the north and they were successful in doing so for about three
centuries.”7

√±øé¬Ì±ÀÓ¬… ˜≈¸˘˜±ÚÀ√¬ı˛ ø¬ıÊ√À˚˛¬ı˛ Ò±¬ı˛± ‰¬Ó≈¬√«˙ ˙Ó¬Àﬂ¡ ‡≈¬ı ˙±øôL¬Û”Ì« øÂ√˘ Ú±º
˙±¸ﬂ¡À|øÌ ø˝√√µ≈À√¬ı˛ Ê√ø˜-¸•ÛøM√√ ˘≈Í¬ ﬂ¡À¬ı˛ ¬ı±ÀÊ√˚˛±5 ﬂ¡¬ı˛± Â√±Î¬ˇ±› ø˝√√µ≈À√¬ı˛ ¸•ú±Ú ¸•w˜
øÚÀ˚˛ øÂ√øÚø˜øÚ Œ‡˘Ó¬º ¤˝◊ ’¬ı¶ö± ŒÔÀﬂ¡ ˜≈øMê Œ‰¬À˚˛ ’hÀ√À˙¬ı˛ ¸±˜≈ø^ﬂ¡ ’=À˘ õ∂Ô˜
ø˝√√µ≈¬ı˛± ˚≈X Œ‚±¯∏Ì± ﬂ¡À¬ı˛ ¤¬ı— ¬Û”¬ı« ¸±˜≈ø^ﬂ¡ ’=À˘ øÚÀÊ√¬ı˛ ø¬ıÊ√˚˛ ¸±¬ı…ô¶ ﬂ¡À¬ı˛º ’Ú…ø√Àﬂ¡,
ﬂ¡±ø•Û˘œ ¬ı˛±ÀÊ√…¬ı˛ ¬Ûø(˜ ’=À˘› ˜≈øMê ¬ı± ¶§±ÒœÚÓ¬± ’±Àµ±˘Ú ¸•x¸±ø¬ı˛Ó¬ ˝√√À˚˛øÂ√˘º
˜˝√√•ú√ Ó≈¬‚˘ﬂ¡ √±øé¬Ì±Ó¬… Â√±Î¬ˇ±¬ı˛ ‡¬ı¬ı˛ ¬Û±›˚˛± ˜±S˝◊ ’±ÀÚ·Gœ¬ı˛ Ê√Ú·Ì Ó≈¬‚˘Àﬂ¡¬ı˛ Î◊¬¬Û¸ø‰¬¬ı ˜±ø˘ﬂ¡ Ú±˝◊À¬ı¬ı˛ ø¬ı¬ı˛n∏ÀX ø¬ıÀ^±˝√√ Œ‚±¯∏Ì± ﬂ¡À¬ı˛º Ó≈¬‚˘ﬂ¡ ‡¬ı¬ı˛ Œ¬ÛÀ˚˛ ¬ı˛±Ê√˜LaÀﬂ¡¬ı˛ ¬Û¬ı˛±˜˙«
’Ú≈˚±˚˛œ ﬂ¡±ø•Û˘œ ø¬ıÀ^±À˝√√¬ı˛ ’øˆ¬À˚±· ﬂ¡±¬ı˛±¬ıµœ Â√˚˛Ê√ÚÀﬂ¡ ŒÊ√˘ ŒÔÀﬂ¡ ˜≈øMê ø√À˚˛ Ó¬±À√¬ı˛
¤ﬂ¡Ê√ÚÀﬂ¡ [˝√√ø¬ı˛˝√¬ı˛] ¬ı˛±Ê√± ø˝√√À¸À¬ı ¤¬ı— ’Ú…Ê√ÚÀﬂ¡ [¬ı≈!¡] ¬ı˛±Ê√…¬Û±˘ ø˝√√À¸À¬ı øÚ˚≈øMê Œ√Úº
Œ·±¬ÛÚœÓ¬±¬ı˛ ˜La ¬Û±Í¬ ﬂ¡ø¬ı˛À˚˛ Ó¬±“À√¬ı˛ ¬ıU¸—‡…ﬂ¡ ∆¸Ú… ø√À˚˛ ’±ÀÚ·Gœ ¬Û±øÍ¬À˚˛ Œ√›˚˛± ˝√√˚˛º
’±ÀÚ·GœÀÓ¬ Ó¬±À√¬ı˛ ø¬ı¬Û≈˘ ¸•§Ò«Ú± :±¬ÛÚ ﬂ¡¬ı˛± ˝√√˚˛º øﬂ¡c Ó¬±¬ı˛± ’ø‰¬À¬ı˛˝◊ Ó≈¬‚˘Àﬂ¡¬ı˛ ’±Ú≈·Ó¬…
’¶§œﬂ¡±¬ı˛ ﬂ¡À¬ı˛ ø˝√√µ≈ ¶§±ÒœÚ ¬ı˛±Ê√… ø˝√√À¸À¬ı ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ õ∂øÓ¬á¬± ﬂ¡À¬ı˛º8
¤˝◊ ˝√√ø¬ı˛˝√¬ı˛ - I ¤¬ı— ¬ı≈!¡- I Ó¬±“À√¬ı˛ ø¬ÛÓ¬±¬ı˛ Ú±˜ ’Ú≈¸±À¬ı˛ ¸e˜ ¬ı˛±Ê√¬ı—À˙¬ı˛ õ∂øÓ¬á¬±
ﬂ¡À¬ı˛Úº 1340 ¸Ú ¬Û˚«ôL ˝√√ø¬ı˛˝√¬ı˛ Ó¬“±¬ı˛ ŒÂ√±A ¬ı˛±ÀÊ√…¬ı˛ ‰¬±ø¬ı˛¸œ˜± ¬ı‘øXÀÓ¬ ¸é¬˜ ˝√√À˚˛øÂ√À˘Úº
øÓ¬øÚ Ó≈¬eˆ¬^± Î◊¬¬ÛÓ¬…ﬂ¡±¬ı˛ ﬂ¡ÇÚ ¤¬ı— ˜±˘¬ı±¬ı˛ ¸˜≈^Ó¬È¬¬ıÓ¬«œ ’=À˘ øÚÀÊ√¬ı˛ ’±øÒ¬ÛÓ¬…
õ∂øÓ¬á¬± ﬂ¡¬ı˛ÀÓ¬ ¸˜Ô« ˝√√À˚˛øÂ√À˘Úº ¤ˆ¬±À¬ı ≈√˝◊ ˆ¬±˝◊À˚˛¬ı˛ ˙±¸Úﬂ¡±À˘ ø¬ıÊ√˚˛Ú·¬ı˛ ﬂ‘¡¯∏û±-ﬂ¡±À¬ı¬ı˛œ
Ú√œ ¬Û˚«ôL ø¬ıô¶±¬ı˛ ˘±ˆ¬ ﬂ¡À¬ı˛º øﬂ¡c 1352 ¸±À˘ ¬ı±˝√√˜Úœ ¬ı˛±ÀÊ√…¬ı˛ ˙±¸Úﬂ¡Ó¬«± ’±˘±Î◊¬øVÚ
˝√√±¸±Ú ¬ı±˝√√˜Ú ˙±˝√√ ø¬ıÊ√˚˛Ú·¬ı˛ ’±Sê˜Ì ﬂ¡À¬ı˛º Ù¬À˘ ˝√√ø¬ı˛˝√¬ı˛ [õ∂Ô˜] ¬ı±Ò… ˝√√À˚˛˝◊ ¬ı˛±ÀÊ√…¬ı˛
øﬂ¡Â≈√ ’—˙ ¬ı±˝√√˜Úœ ˙±¸Àﬂ¡¬ı˛ ﬂ¡±ÀÂ√ ¸˜¬Û«Ú ﬂ¡À¬ı˛Úº ø¬ıÊ√˚˛Ú·¬ı˛ ¤¬ı— ¬ı±˝√√˜Úœ ¬ı˛±ÀÊ√…¬ı˛
˜ÀÒ… ˚≈X ø¬ı¢∂˝√ Ó¬‡Ú Œ˘À·˝◊ Ô±ﬂ¡Ó¬, ˝√√ø¬ı˛˝√À¬ı˛¬ı˛ ¬Û≈S-õ∂À¬ÛÃS-¤¬ı˛ ¸˜˚˛ﬂ¡±˘ ¬Û˚«ôL ¤˝◊
’¬ı¶ö± ’¬ı…±˝√√Ó¬ øÂ√˘º ˝√√ø¬ı˛˝√À¬ı˛¬ı˛ õ∂À¬ÛÃS õ∂Ô˜ Œ√¬ı¬ı˛±˚˛, ø˚øÚ 1406 ŒÔÀﬂ¡ 1422 ¸±˘
¬Û˚«ôL ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ ˙±¸Ú ﬂ¡À¬ı˛øÂ√À˘Ú, øÓ¬øÚ› ¬ı±˝√√˜Úœ ¬ı˛±ÀÊ√…¬ı˛ ¸Àe ˚≈ÀX ¬Û¬ı˛±ô¶
˝√√À˚˛øÂ√À˘Úº ø¡ZÓ¬œ˚˛ Œ√¬ı¬ı˛±˚˛ 1422 ŒÔÀﬂ¡ 1446 ¸±˘ ¬Û˚«ôL ø¬ıÊ√˚˛ Ú·À¬ı˛¬ı˛ ˙±¸ﬂ¡
øÂ√À˘Úº Ó¬±“¬ı˛ ’±˜À˘› ¬Û±ù´«¬ıÓ¬π ¬ı±˝√√˜Úœ ¬ı˛±ÀÊ√…¬ı˛ ¸Àe ø¬ı¬ı±√ ’¬ı…±˝√√Ó¬ øÂ√˘º ¬ı±˝√√˜Úœ
˙±¸ﬂ¡ ˜ø˝√√˘± ¤¬ı— ø˙qÀ√¬ı˛ Î◊¬¬Û¬ı˛ øÚ√«˚˛ˆ¬±À¬ı ˝√√Ó¬…±ﬂ¡±G ‰¬±ø˘À˚˛øÂ√˘º ¤˜Úøﬂ¡ ø˝√√µ≈À√¬ı˛
˝√√Ó¬±˝√√ÀÓ¬¬ı˛ ¸—‡…± ˚‡Ú ﬂ≈¡øÎ¬ˇ ˝√√±Ê√±¬ı˛ Œ¬ÛÃ“Â√±˚˛ Ó¬‡Ú ’±˝√√À˜√ ù´±˝√√ øÓ¬Úø√Ú ÒÀ¬ı˛ ’±Úµ Î◊¬»¸¬ı

Creatcrit : Vol.-8 No.-1

Nandi 106

’±Ò≈øÚﬂ¡ ˝◊øÓ¬˝√√±¸ Œ‰¬Ó¬Ú±¬ı˛ ’±À˘±Àﬂ¡
˙¬ı˛ø√µ≈ ¬ıÀµ…±¬Û±Ò…±À˚˛¬ı˛ ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í Î◊¬¬ÛÚ…±À¸¬ı˛ øÚø¬ıÎ¬ˇ ¬Û±Í¬
1865 ¸±À˘ õ∂ﬂ¡±ø˙Ó¬ ˝√√À˚˛øÂ√˘ ¬ıøÇ˜‰¬Àf¬ı˛ ë≈√À·««˙ÚøµÚœí ’±¬ı˛ 1965 ¸±À˘
õ∂ﬂ¡±ø˙Ó¬ ˝√√À˚˛ÀÂ√ ˙¬ı˛ø¬ıµ≈ ¬ıÀµ…±¬Û±Ò…±À˚˛¬ı˛ Î◊¬¬ÛÚ…±¸ ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛íº ≈√øÈ¬˝◊ ’Ó¬œÓ¬±|˚˛œ
Î◊¬¬ÛÚ…±¸, ’Ô‰¬ ¤ﬂ¡À˙± ¬ıÂ√À¬ı˛¬ı˛ ¬ı…¬ıÒ±ÀÚ ø˘ø‡Ó¬ ¤˝◊ ≈√˝◊ Î◊¬¬ÛÚ…±À¸¬ı˛ ˜ÀÒ… ˝◊øÓ¬˝√√±¸õ∂ﬂ¡¬ı˛Ì ¬ÛXøÓ¬¬ı˛ Œ˚ ’±ﬂ¡±˙-¬Û±Ó¬±˘ ¬Û±Ô«ﬂ¡… Ó¬± ’±˜±À√¬ı˛ ‘√ø©Ü ¤Î¬ˇ±˚˛ Ú±º ¬ıøÇ˜‰¬f
¸±˜±Ú… ˝◊øÓ¬˝√√±À¸¬ı˛ Ó¬Ô… ø√À˚˛ Œ˚˜Ú ë≈√À·«˙ÚøµÚœí¬ı˛ ﬂ¡±ø˝√√Úœ¬ıd øÚ˜«±Ì ﬂ¡À¬ı˛øÂ√À˘Ú
˙¬ı˛ø√µ≈› Ó¬“±¬ı˛ ¤˝◊ Î◊¬¬ÛÚ…±À¸ ˝◊øÓ¬˝√√±¸ ŒÔÀﬂ¡ ¸±˜±Ú…˝◊ Ó¬Ô… øÚÀ˚˛ÀÂ√Úº Ó¬À¬ı Î◊¬ˆ¬˚˛ Œé¬ÀS
ﬂ¡äÚ±˝◊ ˝√√À˚˛ÀÂ√ ¸±¬ı˛øÔº ¤˝◊ ﬂ¡äÚ±, ¬ı˘± ˆ¬±À˘± ﬂ¡äÚ±¬ı˛ ’±øÓ¬˙˚… ≈√À·«˙ÚøµÚœÀﬂ¡ ¬ıøÇÀ˜¬ı˛
’Ú…±Ú… ’Ó¬œÓ¬±|˚˛œ Î◊¬¬ÛÚ…±¸ ŒÔÀﬂ¡ ¬Û‘Ôﬂ¡ ﬂ¡¬ı˛±˝◊ qÒ≈ Ú˚˛, ¤˝◊ Î◊¬¬ÛÚ…±À¸ñ ë¬ıøÇÀ˜¬ı˛
ø˙äœÊ√œ¬ıÀÚ¬ı˛ ˝◊øÓ¬˝√√±¸ õ∂¸e ¬ı±√ ø√À˘ñ ’Ú… Ó¬±»¬Û˚« ‡≈“ÀÊ√ ¬Û±›˚˛± ﬂ¡øÍ¬Úºí1 ﬂ¡±¬ı˛Ì,
¸˜ﬂ¡±˘œÚ ¬ı±—˘± Î◊¬¬ÛÚ…±¸-¸±ø˝√√ÀÓ¬…¬ı˛ ¬Ûø¬ı˛Àõ∂øé¬ÀÓ¬ ¤˝◊ Î◊¬¬ÛÚ…±À¸¬ı˛ ˜±Ú ’ÀÚﬂ¡ Î◊¬»ﬂ‘¡©Ü
˝√√À˘› ë¤¬ı˛ ˜ÀÒ… ’¬Ûø¬ı˛ÌÓ¬ ˝√√±ÀÓ¬¬ı˛ ‰¬±¬Û ¸˝√√ÀÊ√˝◊ Œ‰¬±À‡ ¬ÛÀÎ¬ˇºíí2 Ó≈¬˘Ú±˚˛, ëÓ≈¬eˆ¬^±¬ı˛
Ó¬œÀ¬ı˛í Î◊¬¬ÛÚ…±¸ ¤ﬂ¡±À˘¬ı˛ ¸≈øÚø˜«Ó¬ ‹øÓ¬˝√√±ø¸ﬂ¡ Î◊¬¬ÛÚ…±¸, Ó¬± ¬Û±Í¬ﬂ¡Àﬂ¡ ˜±ÚÀÓ¬˝◊ ˝√√À¬ıºí3
¬ıdÓ¬, ë≈√À·«˙ÚøµÚœí ¬ıøÇ˜‰¬Àf¬ı˛ Œ˘‡± ¬õ∂Ô˜ Î◊¬¬ÛÚ…±¸ ’±¬ı˛ ëÓ≈¬e ˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í ˙¬ı˛ø√µ≈¬ı˛
Œ˘‡± Œ˙¯∏ ˝◊øÓ¬˝√√±¸±|˚˛œ Î◊¬¬ÛÚ…±¸º ¸≈Ó¬¬ı˛±— ﬁ¬ÛÚ…±ø¸ﬂ¡ ø˝√√À¸À¬ı ¬ıøÇ˜‰¬f Œ˚‡±ÀÚ ¤Àﬂ¡¬ı±À¬ı˛˝◊
ø˙é¬±Úø¬ı˙œ¬ı˛ ˆ”¬ø˜ﬂ¡±˚˛, ˙¬ı˛ø√µ≈ Œ¸‡±ÀÚ ’øˆ¬: Œ˘‡ﬂ¡º ¬ıøÇÀ˜¬ı˛ ¸±˜ÀÚ ¬ı±—˘± Î◊¬¬ÛÚ…±À¸¬ı˛
Œﬂ¡±ÀÚ± ’±√˙« øÂ√˘ Ú±º Ó¬±˝◊ ¬ı±—˘± Î◊¬¬ÛÚ…±À¸¬ı˛ ¤ﬂ¡È¬± ˜ÀÎ¬˘ Ó¬±Àﬂ¡ ·ÀÎ¬ˇ øÚÀÓ¬ ˝√√À˚˛ÀÂ√º
Ó≈¬˘Ú±˚˛, ˙¬ı˛ø√µ≈¬ı˛ ¸±˜ÀÚ ˝◊øÓ¬˜ÀÒ… Î◊¬¬ÛÚ…±À¸¬ı˛ ’ÀÚﬂ¡ ˜ÀÎ¬˘˝◊ ·ÀÎ¬ˇ Î◊¬Í¬ÀÂ√º Ù¬À˘ Î◊¬¬ÛÚ…±¸:±Ú ¬ı˛5 ﬂ¡¬ı˛ÀÓ¬ Ó¬±“¬ı˛ øÂ√˘ ¬ı…±¬Ûﬂ¡ ¬Ûø¬ı˛¸¬ı˛º Ó¬±Â√±Î¬ˇ± ¤˝◊ ¤ﬂ¡À˙± ¬ıÂ√À¬ı˛ ¬ı±—˘± ¸±ø˝√√ÀÓ¬…¬ı˛ ·e±˚˛
ø¬ıô¶¬ı˛ Ê√˘ ·øÎ¬ˇÀ˚˛ÀÂ√º Œ¸˝◊ ﬂ¡±¬ı˛ÀÌ ¤˝◊ ≈√˝◊ ﬁ¬ÛÚ…±ø¸Àﬂ¡¬ı˛ ˜ÀÒ… ﬂ¡±˚«Ó¬ Œﬂ¡ÀÚ± Ó≈¬˘Ú± ‰¬À˘ Ú±º
’±˜¬ı˛± ¸±˜±Ú… Œ˚ Ó≈¬˘Ú± ¤‡±ÀÚ ﬂ¡À¬ı˛øÂ√ Ó¬± Ó¬±“À√¬ı˛ õ∂øÓ¬ˆ¬± øÚ¬ı˛+¬ÛÀÚ¬ı˛ Ê√Ú… Ú˚˛, ¬ı¬ı˛— ˝◊øÓ¬˝√√±¸|˚˛œ
Î◊¬¬ÛÚ…±À¸¬ı˛ ¤ﬂ¡ ˙Ó¬Àﬂ¡¬ı˛ ¬Ûø¬ı˛Ì±˜Àﬂ¡ ø‰¬ø˝√êÓ¬ ﬂ¡¬ı˛ÀÓ¬º ¤ﬂ¡À˙± ¬ıÂ√¬ı˛ ’±À· › ¬ÛÀ¬ı˛ ø˘ø‡Ó¬ ≈√˝◊
Î◊¬¬ÛÚ…±À¸¬ı˛ õ∂ﬂ¡¬ı˛Ì·Ó¬ øˆ¬ißÓ¬± ¬ı≈ÀÁ¬ øÚÀÓ¬º
ë˙¬ı˛ø√µ≈¬ı˛ Î◊¬¬ÛÚ…±¸ øÚ˜«±Ìﬂ≈¡˙˘Ó¬±¬ı˛ ‰¬¬ı˛˜ õ∂˜±Ì ëÓ≈¬eˆ¬^±¬ı˛ Ó¬œÀ¬ı˛í Î◊¬¬ÛÚ…±¸º4 ¤˝◊
Î◊¬¬ÛÚ…±À¸¬ı˛ ¬Û‘á¬ˆ”¬ø˜ÀÓ¬ ¬ı˛À˚˛ÀÂ√ ø¬ıÊ√˚˛Ú·À¬ı˛¬ı˛ ˝◊øÓ¬˝√√±¸º ﬁ¬ÛÚ…±ø¸ﬂ¡ Œ˚ ¸˜À˚˛¬ı˛ ‚È¬Ú±
¬ıÌ«Ú± ﬂ¡À¬ı˛ÀÂ√Ú Ó¬± ë‡‘: 1430 ¤¬ı˛ ’±À˙¬Û±À˙º Ó¬‡ÀÚ± ø¬ıÊ√˚˛Ú·¬ı˛ ¬ı˛±ÀÊ√…¬ı˛ ’¬ı¸±Ú ˝√√˝◊ÀÓ¬
˙Ó¬¬ı¯∏« ¬ı±øﬂ¡ øÂ√˘ºí5 ¤¬ı— ¤˝◊ ˝◊øÓ¬˝√√±¸ øÓ¬øÚ Robert Sewell ¤¬ı˛ A Forgotten Empire
¤¬ı— ¸˜¸±˜ø˚˛ﬂ¡ ¢∂Löø˘ø¬Û ŒÔÀﬂ¡ ¸—¢∂˝√ ﬂ¡¬ı˛À˘› ¬ı˛À˜˙‰¬f ˜Ê√≈˜√±À¬ı˛¬ı˛ ¢∂Lö The Delhi
Sultanate ¬Û±Í¬ ﬂ¡À¬ı˛ ’ÀÚﬂ¡ Ó¬Ô… ¸—À˙±ÒÚ ﬂ¡À¬ı˛ øÚÀ˚˛ÀÂ√Úº ˝◊øÓ¬˝√√±¸ ¬Û±ÀÍ¬ Ê±√Ú± ˚±˚˛ ‘The early history of Vijaynagar is obscure’6 ’±¬ı˛ Œ¸˝◊ ’gﬂ¡±¬ı˛ ˝◊øÓ¬˝√√±¸Àﬂ¡
øﬂ¡—¬ı± õ∂±‰¬œÚ ˝◊øÓ¬˝√√±À¸¬ı˛ ¤˝◊ ’Ò…±˚˛øÈ¬Àﬂ¡- A Forgotten Empire ¢∂ÀLö¬ı˛ ø¬ı‡…±Ó¬ Œ˘‡ﬂ¡
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bility and social amelioration in the midst of diverse dissensions. The
plays balance the disquiet between the tradition and modernity and assuage social unrest becoming pandemic everywhere nowadays. Enactments have better effects on human souls. Hence difference and deference need to be enacted in plays and on all such differences, plays
need be composed. Writing plays exploring myriad realities is not difficult, but writers need to realize the deficiency in the literary ecology
and take wise decisions to promote the ecology of enlightenment for
disseminating good sense.8
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Abstract : History and storytelling are inextricably tangled up. While
storytelling is central to the writing of history, stories also conjure up
metaworlds or worlds which become a reality within the mind whose
existence we accept readily notwithstanding its remoteness or strangeness. The world-making capacity of stories and the performative power
of narratives to create worlds are the twin pillars on which historical
fiction builds its base. If a writer is to build a functioning world from
historical sources or from histories, they will have to build a narrative and sustain it too. Storyworld refers to the world evoked implicitly as well as explicitly by a narrative. As such, storyworlds are mental
models of the situations and events being recounted in the narrative.
Relying on the 'fictional world' theories of literary theorists and
narratologists this article explores the three historical novels in the
Ibis Trilogy of Jnanpith awardee Amitav Ghosh in order to put in to
perspective the link between storytelling , narrative and history.
Keywords : storyworld , worldmaking , narrative, intensional , artefact .

Amitav Ghosh brings to his storytelling a passion and intellectual
engagement that sets him apart as a distinguished novelist who speaks
eloquently for our colonial past. The historical novels of Ghosh bear
ample testimony to this claim. The telling of a story and its comprehension as a story depend on the human capacity to process knowledge in

Abstract: In his much acclaimed novel Tunga Bhadrar Tire (On the
Bank of Tunga Bhadra) Saradindu Bandopadhyaya has tried to complete an incomplete chapter of history. The setting of the novel is the
forgotten history of Bijoynagar. The novelist has taken help of memories, post memories of the people of the area, folklores of the local
populace to weave the complete story of the placewhich he felt remained
unfinished in Robert Sewell's A Forgotten Empire. He collected his
material mostly from Sewell's novel yet he employed post colonial historiography to counter some of Sewell's observations fulfilling it with
narrative threads from local oral history. If one rejects folk memories
that constitute most of narrative tapestry of the novel then the trajectory of the narrative shall lose its direction; however its astounding
popularity lies in its use of these post colonial from of historiography. Considering the novel's acceptance by the reading public it can
be well said that the novelist's use of retrieving history adopting 'little
narratives' in his novel is successful. The present study delves deep into
the factors that have made history of Bijoynagar possible disagreeing
with Sewell's account so that readers can have a true and authentic
version of it. The researcher has used the methodology of the post colonial historiography while preparing the paper.
Key-words: memories, postmemories, postcolonial, folklore, historiography
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·À¬ı¯∏ﬂ¡À√¬ı˛ ‘√ø©ÜÀÓ¬ ¶Û©Ü ˝√√À˚˛ Î◊¬Í¬À¬ı ¬ıÀ˘ ’±˙± ﬂ¡¬ı˛± ˚±˚˛º8

Ó¬Ô…¸”S :
1º Ú‘À¬Ûf Ú±Ô Œ‰¬ÃÒ≈¬ı˛œ [¸•Û±:], ˝√√±Î¬ˇ˜±˘± [¬ıËp¡:±Ú Œ˚±·˙±¶a], ﬂ¡ø˘ﬂ¡±Ó¬±, ˝◊©Ü
Œ¬ıe˘ Œõ∂¸, 1971, ¬Û‘: 9,10º
2º Òœ¬ı˛±Ê√ ‰¬f Ú±Ô, Œ·±¬ı˛é¬ø¬ıÊ√˚˛, ﬂ¡ø¬ı˛˜·?, ’±¸±˜ 2000, ¬Û‘: 70º
3º Ú‘À¬ÛfÚ±Ô Œ‰¬ÃÒ≈¬ı˛œ : ¬Û”À¬ı«±Mê ¢∂Lö, ¬Û‘: 66º
4º Ó¬À√¬ı, ¬Û‘: 31º
5º Òœ¬ı˛±Ê√ ‰¬f Ú±Ô : ¬Û”À¬ı«±Mê ¢∂Lö, ¬Û‘: 26º
6º Ú‘À¬Ûf Ú±Ô Œ‰¬ÃÒ≈¬ı˛œ : ¬Û”À¬ı«±Mê ¢∂Lö, ¬Û‘: 26º
7º ¬Û≈©®¬ı˛ Ú±ÔÊ√œ, ˜˝√√±˜La Î◊¬¬Û±¸Ú±, Ú¬ı˛ø¸—¬Û≈¬ı˛, ﬂ¡±Â√±Î¬ˇ, 1983, ¬Û‘: 63,64º
8º Ú‘À¬Ûf Ú±Ô Œ‰¬ÃÒ≈¬ı˛œ : ¬Û”À¬ı«±Mê ¢∂Lö, ¬Û‘: 32º
9º Ó¬À√¬ı, ¬Û‘: 32º
10º Ó¬À√¬ı, ¬Û‘: 33º
11º Ó¬À√¬ı, ¬Û‘: 34º
12º Ó¬À√¬ı, ¬Û‘: 36º
13º Ó¬À√¬ı, ¬Û‘: 47º
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an interpretive way. The world-making capacity of stories and the
performative power of narratives to create worlds are clearly evident
in the fiction of Amitav Ghosh. This article looks at the later novels,
especially those with a distinct historical tilt from this perspective of
storyworlds. The novels examined are the novels from the Ibis trilogy Sea of Poppies , River of Smoke and Flood of Fire .
Hannah Arendt in the The Human Condition says that the 'ability
to produce stories is the way we become historical'. Storytelling is central to the writing of history . Amitav Ghosh concurs with this view in
the December 2016 Roundtable of the American Historical Review.
Ghosh observes :
History and storytelling are so closely joined together that it is
impossible to pick apart their roots: they are like two trees grafted upon
each other as seedlings. .. the storyteller's dependence on the past is so
inescapable as to be apparent also in the rhetorical form that fiction most
commonly employs: the past tense... Packed in to the word history are
many, very different ways of relating to the past. Only a small part of
this vast spectrum is occupied by academic history of the kind that
emerged in European universities in the nineteenth century. A much larger
part of that spectrum is taken up by various modes of storytelling, ranging
from epics and sagas to contemporary historical fiction. (Ghosh 1557)
Beneath the story lies the need to give the reader the perception
of a functioning world. If a writer is to build a functioning world from
historical sources or from histories, they will rely heavily on someone
else's interpretations of a shared understanding of the past. It is quite
different from the creation of a world out of raw-material. The form
and function of the historical narrative being written by the historian
plays an active role in how sources are interpreted. The literary linguist
Tzvetan Todorov argues that the function of inventive narrative is not
so much to "fabulate" new plots as to render previously familiar ones
uncertain or problematical, challenging a reader into fresh interpretive
activity. This echoes Roman Jakobson's famous definition of the artist's
task which is "to make the ordinary strange". So when a historical novelist sets out on his task he does not present arguments or descriptive
overviews of a period or place, he tells a story. As Edward Said has
observed in the introduction to his Culture and Imperialism :
... Stories are at the heart of what explorers and novelists say
about strange regions of the world ; they also become the method colonized people use to assert their own identity and the existence of their
own history." (Said xiii)
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Narratives do not exist in some real world, waiting there for the
novelist to be mirrored in a text. The act of constructing a narrative involves "selecting" events either from real life, from memory, or from
fantasy and then placing them in an appropriate order. The events themselves need to be constituted in the light of the overall narrative, in
Propp's terms, to be made "functions" of the story.
Hyvärinen draws attention to the chaotic nature of the real world.
"The temporal order of things is clear: events of the world come first,
and narratives follow
A representational form. Narrative means configuration, thus its counter
concepts are chaos and contingency : the real events."(Hyvärinen 25).
William Cronon, president of the American Historical Association
in 2012 in his Presidential address titled "Storytelling" makes significant
observation about the centrality of stories which may be appropriately
cited in this context.
They are part of the common heritage of humanity, which is why
we share their telling with everyone else who narrates the past. That is
what makes them so powerful and why it is so crucial that historians
never tire of telling them, no matter how familiar they may seem to
us......Stories of people struggling for justice or democracy or freedom
or progress... Stories in which very small events or objects or ideas turn
out to have much larger consequences than anyone would have thought
possible. Stories that explore the intended and unintended consequences
of the choices people make. Stories in which things we thought we knew
about the past turn out to be unexpectedly and importantly different than
we thought. Stories about how we know what we know-and how hard
we have to work to earn such knowing. And stories of why different
people understand the past so differently, and why seemingly contradictory historical narratives can yield truths that are all the more profound
when juxtaposed against each other. More than anything else, though,
we need to keep telling stories about why the past matters and why all
of us should care about it. Nothing is more important, for only by the
never-ending telling of such stories is the dead past reborn into memory
to become living history, over and over and over again. (Cronon 2013)
Fictional worlds serve as the basis for creating stories. Fictional
worlds are the ultimate referential frameworks of fictional texts. All the
text's parts refer to a particular fictional world that exists through the
medium of the fictional text.
In support of Stories and storytelling Roland Barthes's 1966 essay,
"Introduction to the Structural Analysis of Narratives" may be profitably
cited :
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Ò±¬ı˛Ì± ﬂ¡ø¬ı˛À˘ Œ√¬ıœ Úœ(˘ ˝√√¤ ˜Úººî11[˝√√±Î¬ˇ˜±˘±]
¤¬ı˛¬Û¬ı˛ ¸5˜ Œ˚±·±e ˝√√˘ Ò…±Úº Ò±¬ı˛Ìœ˚˛ ø¬ı¯∏À˚˛ ø‰¬M√√¬ı‘øM√√¬ı˛ ’ø¬ıÀ2Â√√… ¤ﬂ¡±¢∂Ó¬±
Ê√ij±ÀÚ±˝◊ ˝√√˘ Ò…±Úº Ò…±Ú õ∂Ò±ÚÓ¬ ≈√˝◊ õ∂ﬂ¡±¬ı˛, ¸&Ì › øÚ&«Ì Ò…±Úº ¸&Ì Ò…±Ú ’±¬ı±¬ı˛
øé¬øÓ¬, ’¬Û, ŒÓ¬Ê√, ˜¬ı˛n∏» › Œ¬ı…±˜ ¤˝◊ ¬Û=Ó¬ÀN¬ı˛ ’øÒá¬±Ó¬± Œ√¬ıÓ¬±À√¬ı˛ øˆ¬øM√√ ﬂ¡À¬ı˛ ¬Û±“‰¬
õ∂ﬂ¡±À¬ı˛¬ı˛º ˚ø√› ¤¬ı˛ ˜ÀÒ… ¬ıËp¡±, ø¬ı¯∏≈û › ø˙À¬ı¬ı˛ Ò…±Ú˝◊ Œ|á¬º ˜±Ú¬ı Œ√À˝√√¬ı˛ ø¬ıøˆ¬iß ‰¬ÀSê
Œ√¬ıÓ¬±À√¬ı˛ ’¬ı¶ö±Ú ’Ú≈˚±˚˛œ Ò…±Ú ﬂ¡¬ı˛ÀÓ¬ ˝√√˚˛º ’±¬ı±¬ı˛ ¤˝◊ ¸˜˚˛ õ∂ÀÓ¬…ﬂ¡ Œ√¬ıÓ¬±¬ı˛ ¬ı˛+¬Û,
ˆ”¬¯∏Ì › ¬ı±˝√√ÀÚ¬ı˛ Ò…±Ú ¬ı±>Úœ˚˛º øÚ&«Ì Ò…±Ú ¤ﬂ¡ õ∂ﬂ¡±À¬ı˛¬ı˛º ’±RÒ…±Ú˝◊ ˝√√˘ Ò…±ÀÚ¬ı˛ ˜”˘
øˆ¬øM√√ º ë˝√√±Î¬ˇ˜±˘±í ¢∂ÀLö Ò…±ÀÚ¬ı˛ ø¬ıô¶¥Ó¬ ¬ı…±‡…± ¬ı˛À˚˛ÀÂ√º ¤‡±ÀÚ ø˙¬ı ¬Û±¬ı«Ó¬œÀﬂ¡ ø¬ıøˆ¬iß
¬ÛÀΩ ¬ı±˚˛≈¬ı˛ Ò…±Ú ¤¬ı— øS˙¢∂øLö Œˆ¬À√¬ı˛ ø¬ıô¶±ø¬ı˛Ó¬ ¬ıÌ«Ú± ø√À˚˛ÀÂ√Úº
ì¬ı±˚˛≈ ˜ÀÚÓ¬ ﬂ¡ø¬ı˛ ﬂ¡ø¬ı˛¬ı ¸±ÒÚº
˝√√—¸¬ı˛+À¬Û ¬ı±˚˛≈ÀÓ¬ ﬂ¡ø¬ı˛¬ı Ò…±˚˛Úºº
................................................
................................................
V‘ø√¶ö±ÀÚ õ∂±Ì¬ı±˚˛≈ ’¬Û±Ú &√˜≈À˘º
≈√˝◊ÀÓ¬ ¤ﬂ¡S ∆˝√√˚˛± ¬ı±˚˛≈ Ê√ø√ ‰¬À˘ºº
≈√˝◊ ¬ı±˚˛≈ ø˜ø˘ Ê√ø√ ˝√√¤ ¤ﬂ¡±ﬂ¡±¬ı˛º
˝√√—¸ ¬ı±˚˛≈ ˝√√¤ Œ¸˝◊ ˝√√—À¸¬ı˛ ’±ﬂ¡±¬ı˛ºº
‰¬ø˘ÀÓ¬ ‰¬ø˘ÀÓ¬ ¬ı±˚˛≈ õ∂‰¬G ˝√√˝◊˚˛±º
¸≈¸≈˜ƒ√±¬ı˛ ¬ÛÀÔ Ê√±À˚˛ ˝√√—¸ ‰¬Sê Œˆ¬ø√˚˛±ººî12[˝√√±Î¬ˇ˜±˘±]
ñ¤‡±ÀÚ øÚ&«Ì ¬ı± ’±RÒ…±ÀÚ¬ı˛ Î◊¬¬Û±˚˛¶§¬ı˛+¬Û ¬ı±˚˛≈¸±ÒÚ±¬ı˛ ﬂ¡Ô± ¬ı˘± ˝√√À˚˛ÀÂ√º ’©Ü±e
Œ˚±À·¬ı˛ ¸¬ı«À˙¯∏ ô¶¬ı˛ ˝√√˘ ¸˜±øÒº ¸±ÒÚ±¬ı˛ Œ˚ ’¬ı¶ö±˚˛ Œ¬ÛÃ“ÀÂ√ ¸±Òﬂ¡ ’±R¸M√√± ø¬ı¶ú‘Ó¬
˝√√À˚˛ ŒÒ…˚˛¬ıd¬ı˛ ¸±ÀÔ ¤ﬂ¡±R ˝√√À˚˛ ˚±˚˛, Œ¸˝◊ ø¬ıÀ˙¯∏ ’¬ı¶ö±˝◊ ¸˜±øÒº ¤˝◊ ’¬ı¶ö±˚˛ ¸±ÒÀﬂ¡¬ı˛
øÚÀÊ√¬ı˛ ’øô¶Q ˙”Ú…õ∂±˚˛ ˝√√À˚˛ ¬Û¬ı˛˜±R±˚˛ ø¬ı˘œÚ ˝√√˚˛º ’±¬ı˛ ¤ˆ¬±À¬ı˝◊ ¸˜±øÒ¶ö Œ˚±·œ
ëÚ±ÔøÚ¬ı˛?ÚQí ˘±ˆ¬ ﬂ¡À¬ı˛ øÚÀÊ√˝◊ ø˙¬ı¶§¬ı˛+¬Û ˝√√À˚˛ Î◊¬ÀÍ¬º
ì∆Ó¬À˘ ∆Ó¬À˘ ø˜À˘ ŒÊ√Ú é¬œ¬ı˛ ˜ÀÒ… é¬œ¬ı˛º
‚‘ÀÓ¬¬ı˛ ˜ÀÒ… ‚‘Ó¬ ŒÊ√Ú øÚ¬ı˛ ˜ÀÒ… øÚ¬ı˛ºº
Ê√œ¬ı ’±R± ¤ ¬Û¬ı˛˜ ’±R± ¤ øÚ¬ı˛?Úº
Œ¶ö±˘ ¸”é¬… ¤ﬂ¡S ﬂ¡ø¬ı˛¬ı ˆ¬±¬ıÚººî13[˝√√±Î¬ˇ˜±˘±]
Î◊¬¬ÛÀ¬ı˛¬ı˛ ’±À˘±‰¬Ú± ŒÔÀﬂ¡ ¬ı¬ı˛±Àﬂ¡¬ı˛ Ú±Ô¸±ø˝√√ÀÓ¬… Œ˚±·¸±ÒÚ¬ı˛ ¬ıU˜≈‡œ ¬ı˛+À¬Û¬ı˛ ¤ﬂ¡
ø¬ıô¶¥Ó¬ ¬Ûø¬ı˛‰¬˚˛ ¬Û±›˚˛± ˚±˚˛º õ∂±˜±Ì… Œ˚±·˙±¶a&ø˘ÀÓ¬› Œ˚±·¸±ÒÚ±¬ı˛ ¤˝◊ ∆¬ıø˙©Ü&ø˘
¸±˜±Ú… ¬ı˛ﬂ¡˜ Œ˝√√¬ı˛ÀÙ¬¬ı˛ Ô±ﬂ¡À˘› õ∂±˚˛ ¤˝◊ ¤ﬂ¡˝◊ ¬ı˛ﬂ¡˜º Î◊¬¬ı˛c ¬ı¬ı˛±Àﬂ¡¬ı˛ Ú±Ô Œ˚±·¸±ÒÚ±˜”˘ﬂ¡
¬ı˝◊&ø˘¬ı˛ ¬ı˛‰¬ø˚˛Ó¬±¬ı˛± ¸ﬂ¡À˘˝◊ Ú±Ô¸•x√±˚˛ˆ”¬Mêº Ù¬À˘ Œ˚±·¸±ÒÚ±¬ı˛ Œ˚¸¬ı ¸≈·ˆ¬œ¬ı˛ Ó¬N
› ¬ÛXøÓ¬ ¤&ø˘ÀÓ¬ ¬ıøÌ«Ó¬ ˝√√À˚˛ÀÂ√ Ó¬± ¸±Òﬂ¡À√¬ı˛ øÚÊ√¶§ ’øˆ¬:Ó¬±Ê√øÚÓ¬ ¸≈øÚø¬ıÎ¬ˇ
’±ÀR±¬Ûøt¬ı˛ Ù¬¸˘º Ó¬±˝◊ ¤˝◊¸¬ı ¬ı˛‰¬Ú±¬ı˛ øÚø¬ıÎ¬ˇ ¬Û±ÀÍ¬ ¬ı¬ı˛±ﬂ¡ Î◊¬¬ÛÓ¬…ﬂ¡±¬ı˛ ˜Ó¬ õ∂Ó¬…ôL
’=À˘¬ı˛ Ú±ÔÀ˚±·œÀ√¬ı˛ Œ˚ Œ˚±·¸±ÒÚ±¬ı˛ ‹øÓ¬˝√√…˜˚˛ Ò±¬ı˛± ¬ı˝√√˜±Ú øÂ√˘, Ó¬± ’±¢∂˝√œ ¬Û±Í¬ﬂ¡,
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˜»À¸…f±¸Ú, Œ·±¬ı˛é¬±¸Úº ø¬ıøˆ¬iß õ∂ﬂ¡±¬ı˛ ’±¸ÀÚ¬ı˛ ˜ÀÒ… &¬ı˛n∏Q¬Û”Ì« ≈√øÈ¬ ’±¸Ú¬ÛXøÓ¬¬ı˛ ﬂ¡Ô±
ë˝√√±Î¬ˇ˜±˘±í˚˛ ¬ıøÌ«Ó¬ ˝√√À˚˛ÀÂ√º ¤˝◊ ≈√øÈ¬ ’±¸Ú ˝√√˘ ﬂ¡˜˘±¸Ú ¬ı± ¬ÛΩ±¸Ú ¤¬ı— ø¸X±¸Úº õ∂ÔÀ˜
ﬂ¡˜˘±¸ÀÚ¬ı˛ Œé¬ÀS ¬ı˘± ˝√√À˚˛ÀÂ√ñ
ì¬ı±˜¬Û√ Î◊¬¬ÛÀ¬ı˛ √øé¬Ì ¬Û√ ø√¬ıº
Ó¬±˝√√±¬ı˛ Î◊¬¬ÛÀ¬ı˛ ¬ı±˜¬Û√ øÚÀ¬ıø√¬ıºº
≈√˝◊ ﬂ¡¬ı˛ ¬Û‘Àá¬ ø√˚˛± Òø¬ı˛¬ı ¬Û√±e≈˘º
˝◊˝√±À¬ı˛ Œ¬ı±ø˘¤ Ú±˜ ’±¸Ú ﬂ¡˜˘ººî8
¤˝◊ ﬂ¡˜˘±¸ÀÚ¬ı˛ ’ˆ¬…±À¸ ¸¬ı Ò¬ı˛ÀÚ¬ı˛ ¬ı…±øÒ Ú±˙ ˝√√˚˛º ’±¬ı˛ ø¸X±¸ÀÚ¬ı˛ Œé¬ÀS ¬ı˘±
˝√√À˚˛ÀÂ√ñ
ì&À˝√√… ¬ı±˜¬Û√ ø√¬ı ‘√Ï¬ˇ ﬂ¡ø¬ı˛ ˜øÓ¬ºº
√øé¬Ì ‰¬¬ı˛Ì ø√¬ı Ó¬±˝√√±¬ı˛ Î◊¬¬ÛÀ¬ı˛º
Œ˜¬ı˛n∏√G ø¶ö¬ı˛ ﬂ¡ø¬ı˛ ¬ı˛ø˝√√¬ı Œ˚±ø·¬ıÀ¬ı˛ºº
¬ı±˚˛≈ ¬Û≈ø¬ı˛˚˛± ø˙˙± ‰¬±˝◊¬ı ¸±¬ıÒ±ÀÚº
˜≈À‡ ’±Àé¬ ¤‡ Œ˚±· ¤˝◊ ø¸X±¸Úººî9
Œ˚±À·¬ı˛ ‰¬Ó≈¬Ô« ’e õ∂±Ì±˚˛±˜º õ∂±Ì±˚˛±À˜¬ı˛ øÓ¬ÚøÈ¬ ô¶¬ı˛ ¬ı˛À˚˛ÀÂ√º ¤&ø˘ ˝√√˘ Œ¬ı˛‰¬ﬂ¡,
¬Û≈¬ı˛ﬂ¡ › ﬂ≈¡yﬂ¡º õ∂±Ì±˚˛±À˜ ø¸X ˝√√À˘ õ∂±Ì, ’¬Û±Ú ˝◊Ó¬…±ø√ ¬ı±˚˛≈¬ı˛ ¸øijø˘Ó¬ õ∂¬ı±˝√√ ¤Àﬂ¡
¤Àﬂ¡ ˚Èƒ¬‰¬Sê Œˆ¬√ ﬂ¡À¬ı˛ ¸˝√√¶⁄±À¬ı˛ õ∂À¬ı˙ ﬂ¡À¬ı˛º √œ‚«ø√ÀÚ¬ı˛ ’ˆ¬…±À¸¬ı˛ Ù¬À˘ ÒœÀ¬ı˛ ÒœÀ¬ı˛
¬Û≈¬ı˛ﬂ¡, Œ¬ı˛‰¬ﬂ¡, ﬂ≈¡yÀﬂ¡¬ı˛ ˜±S±› ¬ı±Î¬ˇÀÓ¬ Ô±Àﬂ¡º
ì¤ﬂ¡¬ı±¬ı˛ õ∂Ì¬ı Ê√ø¬Û’± ¬ı±˚˛≈ ﬂ¡À¬ı˛º
‰¬±ø¬ı˛¬ı±¬ı˛ Ê√ø¬Û ¬ı±˚˛≈ ﬂ≈¡yﬂ¡ ŒÊ√ ﬂ¡À¬ı˛ºº
≈√˝◊¬ı±¬ı˛ Ê√ø¬Û ¬ı±˚˛≈ ﬂ¡ø¬ı˛¬ı Œ¬ı˛‰¬ﬂ¡º
Œ˚˛˝◊¬ı˛+¬Û Ê√ø¬Û’± Œ√¬ıœ ﬂ¡ø¬ı˛¬ı ¸±Òﬂ¡º
SêÀ˜ SêÀ˜ õ∂Ì¬ı ¸ÀÓ¬ﬂ¡ ﬂ¡À¬ı˛ Ê√ø√º
’Ò¬ı±˚˛≈ Î◊¬ÀX« Ê√± ¤ ‰¬Sê Œˆ¬ø√ Œˆ¬ø√ºº
¬Û≈¬ı˛ﬂ¡ ﬂ≈¡yﬂ¡ Œ¬ı˛‰¬ﬂ¡ ¬ı±ÀÎ¬ˇ ø√ÀÚ ø√ÀÚº
ø‰¬¬ı˛ﬂ¡±˘ Ô±Àﬂ¡ Œ√¬ıœ √œ‚« ¬Û¬ı˛˜±ÀÚººî10[˝√√±Î¬ˇ˜±˘±]
’©Ü±˘ Œ˚±À·¬ı˛ ¬Û=˜ ¸±ÒÚ ˝√√˘ õ∂Ó¬…±˝√√±¬ı˛º Œ˚ˆ¬±À¬ı ø¬ıøˆ¬iß ˝◊øf˚˛Àﬂ¡ øÚÊ√ øÚÊ√
ø¬ı¯∏˚˛ ŒÔÀﬂ¡ õ∂øÓ¬øÚ¬ı‘M√ ﬂ¡À¬ı˛ ø‰¬ÀM√√ ¸±øißÀ¬ıø˙Ó¬ ﬂ¡¬ı˛± ˝√√˚˛, Ó¬±˝◊ ˝√√˘ õ∂Ó¬…±˝√√±¬ı˛º õ∂Ó¬…±˝√√±À¬ı˛¬ı˛
¬Û¬ı˛¬ıM√√π Ò±¬Û ˝√√˘ Ò±¬ı˛Ì±º ˜”˘Ó¬ ¬ı±˝√√…ø¬ı¯∏˚˛ ŒÔÀﬂ¡ ˜Ú ¸ø¬ı˛À˚˛ ¤ÀÚ ¬Û¬ı˛˜±R±˚˛ ˜Ú ø¶ö¬ı˛
ﬂ¡¬ı˛±˝◊ ˝√√˘ Ò±¬ı˛Ì±º
ìŒ˜¬ı˛n∏√G ø¶ö¬ı˛ ﬂ¡ø¬ı˛ ﬂ¡ø¬ı˛¬ı± ø¸X±¸Úº
˜”˘±Ò±¬ı˛ øÚ¬ı˛ôL¬ı˛ ﬂ¡ø¬ı˛¬ı ’±ﬂ≈¡=Úºº
’Ò˜≈À‡± ﬂ¡ø¬ı˛’± Ô±øﬂ¡¬ı ¬ı±˚˛≈ Òø¬ı˛º
ÒœÀ¬ı˛ ÒœÀ¬ı˛ ˆ¬ø¬ı˛¬ı ¬ı±˚˛≈ ÒœÀ¬ı˛ ÒœÀ¬ı˛ ¤øÎ¬ˇºº
¤˝◊¬ı˛+À¬Û Ò±¬ı˛Ì± ﬂ¡ø¬ı˛¬ı ¸¬ıı«é¬Ìº
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The narratives of the world are numberless. Narrative is first and
foremost a prodigious variety of genres, themselves distributed amongst
different substances. . . . Able to be carried by articulated language, spoken or written, fixed or moving images, gestures, and the ordered mixture of all these substances; narrative is present in myth, legend, fable,
tale, novella, epic, history, tragedy, drama, comedy, mime, painting . . .
stained glass windows, cinema, comics, news item, conversation. (Barthes
[1966] 1977: 79)
The point to note here in Barthes' celebrated quote is that narrative is not something in the text. To the contrary, stories are cognitive
as well as textual in nature. They are structures of mind as well as constellations of verbal, cinematic, pictorial, or other signs produced and interpreted within particular communicative settings. In other words, to use
the words of David Herman, " narratives result from complex transactions that involve producers of texts or other semiotic artifacts, the texts
or artifacts themselves, and interpreters of these narrative productions
working to make sense of them in accordance with cultural, institutional,
genre-based, and text-specific protocols. Indeed, as these examples suggest, different communicative situations can involve very different ground
rules for storytelling." (Herman 8)
The term storyworld is used to refer to the world evoked implicitly as well as explicitly by a narrative . Storyworlds are mental representations enabling interpreters to frame inferences about the situations,
characters, and occurrences either explicitly mentioned in or implied by
a narrative text or discourse. As such, storyworlds are mental models
of the situations and events being recounted. Reciprocally, narrative artifacts like texts and films provide blueprints for the creation and modification of such mentally configured storyworlds.
Generally speaking, fictional worlds are viewed as specific structures generated by fictional texts, to which all the entities founded by
fictional texts are ultimately related. These entities are of the same ontological status: they exist fictionally. Fictional worlds come into existence in a specific semiotic process, which serves to detach them from
the set of other worlds. Ruth Ronen, in her general examination of fictional existence, indicates those elements particularly significant to the
investigation of fictional discourse:
1. That fictional discourse can create or construct the objects to
which it refers.
2. That fictional discourse can create or construct incomplete but
well individuated objects (incompleteness does not contradict the selfidentity of entities).
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3. That fiction can construct impossible objects and other objects
that clearly diverge from their counterparts in the actual world" (Ronen
1994: 45).
The uniqueness of fictional worlds lies in the demarcation line between fictional worlds and the actual one which is firmly and unambiguously set by Dolezel - to exist fictionally means to exist through a
semiotic medium, whereas actual existence is not mediated by any
semiotic channels.
Fictional worlds are complex structures usually consisting of various living and non-living subjects and objects, and the natural laws, relationships and interactions between them. All of a fictional world's entities share the fictional mode of existence given through semiotic media (texts).
Fictional worlds are constructed by the author and reconstructed by
the reader in and through the fictional text's original wording (texture),
that is, as intentional formations.
With the above theoretical orientation it is now time to wander a
while in the storyworlds of Ghosh . Every element in the world of his
novels opens up to reveal the further worlds stacked up behind it.
As a writer of historical fiction, Amitav Ghosh has a special standing. As many have noted, he has formal academic training as a social
anthropologist and he completed doctoral work that required him to develop challenging linguistic competencies, ethnographic specialization, and
orthographic skills to read source materials from the extensive twelfthcentury Cairo Geniza documents.
From his earliest days as a writer, Ghosh has demonstrated an affinity for and appreciation of historical research. Most of his work, including books such as The Calcutta Chromosome (1995), The Shadow
Lines (1988), the deeply researched and engrossing The Glass Palace
(2000), The Hungry Tide (2004) and more recently, The Ibis Trilogy
consisting of three novels - Sea of Poppies, River of Smoke and Flood
of Fire - have involved serious and sustained research in documentary
sources located in archival repositories and private collections scattered
across many countries.
During his journey onboard the Ibis as a convict in the novel Sea
of Poppies, Neel is sustained by the stories told by Ah Fatt about Canton. "It was not because of Ah Fatt's fluency that Neel's vision of Canton became so vivid as to make it real : in fact, the opposite was true,
for the genius of Ah Fatt's descriptions lay in their elisions, so that to
listen to him was a venture of collaboration, in which the things that were
spoken of came gradually to be transformed into "artefacts of a shared

Creatcrit : Vol.-8 No.-1

Debnath 101

õ∂±Ì Ò±¬ı˛Ìﬂ¡±¬ı˛œ øÚù´±¸ › õ∂ù´±¸º õ∂±Ì¬ı±˚˛≈ ˚‡Ú Ê√œ¬ıÀ√À˝√√ õ∂À¬ı˙ ﬂ¡À¬ı˛ Ó¬‡Ú Ó¬± ë¸–í
’±¬ı˛ ¬ı±˝◊À¬ı˛ Œ·À˘ ˝√√˚˛ ë˝√√—íº ¤˝◊ ë˝√√—¸í ˜LaÀﬂ¡ ë’Ê√¬Û± Ê√¬Ûí› ¬ı˘± ˝√√˚˛º ﬂ¡±¬ı˛Ì ¤˝◊ ˜LaøÈ¬
Ê√¬Û ﬂ¡¬ı˛±¬ı˛ Ê√Ú… ˜±Ú≈¯∏Àﬂ¡ Œ‰¬©Ü± ﬂ¡¬ı˛ÀÓ¬ ˝√√˚˛ Ú±º ¶§Ó¬–õ∂ÀÚ±ø√Ó¬ ˝√√À˚˛ ¤˝◊ ˜La ˜±Ú≈À¯∏¬ı˛ ’ôL¬ı˛
ŒÔÀﬂ¡ ÒıøÚÓ¬ ˝√√À2Â√º ¤˝◊ ¸±ÒÚ±¬ı˛ Œé¬ÀS Ò±À¬Û Ò±À¬Û ’¢∂¸¬ı˛ ˝√√ÀÓ¬ ˝√√˚˛º õ∂ÔÀ˜˝◊ ë˝√√—¸í
˜ÀLa¬ı˛ ø√Àﬂ¡ ¬ı± øÚÀÊ√¬ı˛ øÚù´±¸-õ∂ù´±À¸¬ı˛ ø√Àﬂ¡ ˜Ú ø¶ö¬ı˛ ¬ı˛±‡ÀÓ¬ ˝√√˚˛º ˜Ú ø¶ö¬ı˛ ¬ı± ë˝√√—¸í¤¬ı˛ õ∂øÓ¬ ˚≈Mê ˝√√À˘ ë˝√√—í [’¬Û±Ú ¬ı±˚˛≈] ¤¬ı— ë¸–í [õ∂±Ì¬ı±˚˛≈] ø˜ø˘Ó¬ ˝√√˚˛º ¤˝◊ ’¬ı¶ö±˚˛
ﬂ≈¡Gø˘Úœ ˙øMê Ê√±¢∂Ó¬± ˝√√Ú › ¸±ÒÀﬂ¡¬ı˛ Ú±Ú± ŒÊ√…±øÓ¬ √˙«Ú ˝√√˚˛º Ó¬±¬ı˛ ¬Û¬ı˛¬ıÓ¬π ¸˜À˚˛
¸±Òﬂ¡ ’Ú±˝√√Ó¬ Ú±√ |¬ıÌ ﬂ¡À¬ı˛Úº ˜”˘Ó¬ ﬂ≈¡Gø˘Úœ ˙øMê Ú±√¬ı˛+À¬Û ’±ø¬ıˆ¬«”Ó¬± ˝√√Úº ¸±ÒÚ±¬ı˛
‰¬¬ı˛˜ ¬Û˚«±À˚˛ Œ¬ÛÃ“Â√±À˘ Œﬂ¡¬ı˘ øÚÀÊ√¬ı˛ ˜ÀÒ…˝◊ Ú˚˛, ¬ı¬ı˛— ø¬ıù´-¬ıËp¡±G¬ı…±¬Ûœ ’ÚôLﬂ¡±˘¬ı…±¬Ûœ
’˝√√¬ı˛˝√ ÒıøÚÓ¬ ˝√√›˚˛± Ú±√ ¸±ÒÀﬂ¡¬ı˛ |n∏øÓ¬ÀÓ¬ Ò¬ı˛± ¬ÛÀÎ¬ˇº ë˝√√—¸–í ˜LaÀﬂ¡ Œ¸±˝√√˝√—, õ∂Ì¬ı ¬ı±
›ﬂ¡±“¬ı˛ ¬ı˛+À¬Û› ’øˆ¬ø˝√√Ó¬ ﬂ¡¬ı˛± ˝√√˚˛º ¤˝◊ ’Ú±˝√√Ó¬ Ú±√ |¬ıÀÌ¬ı˛ ˜±Ò…À˜ ¸±ÒÀﬂ¡¬ı˛ ˜±Ú¬ıÓ¬Ú≈
õ∂Ì¬ıÓ¬Ú≈ÀÓ¬ ¬ı˛+¬Û±ôLø¬ı˛Ó¬ ˝√√˚˛º ¬ı¬ı˛±Àﬂ¡¬ı˛ Ú±Ô ¸±Òﬂ¡ ¬Û≈©®¬ı˛ Ú±Ô ¤˝◊ ˜LaÀﬂ¡ ˜˝√√±˜La Ú±À˜
Î◊¬À~‡ ﬂ¡À¬ı˛ÀÂ√Úº Ó¬±“¬ı˛ ¬ı˛ø‰¬Ó¬ ë˜˝√√±˜Laí Î◊¬¬Û±¸Ú±í ¬Û≈ô¶Àﬂ¡ ¤˝◊ ¸•ÛÀﬂ¡« ø¬ıô¶¥Ó¬ ’±À˘±‰¬Ú±
’±ÀÂ√ñì’±˜¬ı˛± Ê√œ¬ıÊ√·ÀÓ¬¬ı˛ ˜”˘œˆ”¬Ó¬ ¬ıd ˙±ù´Ó¬ ’±Úµ › Œ‰¬Ó¬Ú¶§¬ı˛+¬Û øÚ¬ı˛?Ú ¬Û¬ı˛˜±R±
¬ı± ¬Û¬ı˛À˜ù´À¬ı˛¬ı˛ ˙s¬ıËp¡ ¬ı± Ú±√¬ı˛+¬Ûœ ﬂ≈¡˘ﬂ≈¡Gø˘Úœ˙øMê¬ı˛ Î◊¬æ√¬ı ˝√√˝◊˚˛±ÀÂ√º
’±¬ı±¬ı˛ ˙s¬ıËp¡ ¬ı± ﬂ≈¡˘ﬂ≈¡Gø˘Úœ ˙øMê ˝√√˝◊ÀÓ¬ ’±˜±À√¬ı˛ ¤˝◊ ù´±¸-õ∂ù´±¸ ˝√√—¸ ¬ı±
’Ê√¬Û± ˜ÀLa¬ı˛ ¸‘ø©Ü ˝√√˝◊˚˛±ÀÂ√º ¸≈Ó¬¬ı˛±— ¸”ÑÓ¬˜ ¬Û¬ı˛˜±R±¬ı˛ ﬂ¡±ÀÂ√ ˚±˝◊ÀÓ¬ ˝√√˝◊À˘, õ∂ÔÀ˜
’±˜±ø√·Àﬂ¡ ’±˜±À√¬ı˛ ¸øißﬂ¡È¬¬ıM√√π ¸”Ñ ¤˝◊ ’Ê√¬Û±Àﬂ¡ Òø¬ı˛ÀÓ¬ ˝√√˝◊À¬ı, › Ó¬±˝√√±Àﬂ¡ ’±|˚˛
ﬂ¡ø¬ı˛˚˛± ¸”ÑÓ¬¬ı˛ Ú±√¬ı˛+¬Û ˜± ﬂ≈¡˘ﬂ≈¡Gø˘Úœ ˙øMêÀﬂ¡ ˘±ˆ¬ ﬂ¡ø¬ı˛ÀÓ¬ ˝√√˝◊À¬ı › Ó¬±“˝√±Àﬂ¡ ’±|˚˛
ﬂ¡ø¬ı˛˚˛± ¸≈ÑÓ¬˜ øÚ¬ı˛?Ú ¬Û¬ı˛˜±R±˚˛ ˚±˝◊˚˛± ø˜ø˘Ó¬ ˝√√˝◊À¬ı ˝√√˝◊À¬ıºî7
’©Ü±e Œ˚±· – ëŒ˚±·í ¤ﬂ¡øÈ¬ ø¬ı:±Ú¸ijÓ¬ ¸±ÒÚ¬ÛLö±º ¤¬ı˛ ’±È¬øÈ¬ ’e ¬ı˛À˚˛ÀÂ√º ˚˜,
øÚ˚˛˜, ’±¸Ú, õ∂±Ì±˚˛±˜, õ∂Ó¬…±˝√√±¬ı˛, Ò±¬ı˛Ì±, Ò…±Ú › ¸˜±øÒ ¤˝◊ ’±È¬ õ∂ﬂ¡±¬ı˛ Œ˚±·±eÀﬂ¡
¤ﬂ¡ÀS ’©Ü±e Œ˚±· ¬ı˘± ˝√√˚˛º Ó¬À¬ı ¸±Ò±¬ı˛Ìˆ¬±À¬ı Œ˚±·¸±ÒÚ ¬ÛXøÓ¬ ’©Ü±øeﬂ¡ ˝√√À˘›
Œ·±¬ı˛é¬Ú±Ô õ∂‰¬±ø¬ı˛Ó¬ Ú±ÔÒÀ˜« ¯∏Î¬ˇe Œ˚±·¸±ÒÚ±¬ı˛ ﬂ¡Ô± ’±ÀÂ√º ˚˜ › øÚ˚˛˜Àﬂ¡ Œ·±¬ı˛é¬Ú±Ô
˜±Úø¸ﬂ¡ ’Ú≈˙±¸Ú¬ı˛+À¬Û ¬ıÌ«Ú± ﬂ¡À¬ı˛ÀÂ√Úº ë˝√√±Î¬ˇ˜±˘±í ¬Û≈“øÔÀÓ¬› ¯∏Î¬ˇe Œ˚±·¸±ÒÚ ¬ÛXøÓ¬¬ı˛
ﬂ¡Ô± ’±ÀÂ√º ’±¬ı±¬ı˛ ¬Û≈©®¬ı˛ Ú±Ô Ó¬±“¬ı˛ ø˙¯∏…À√¬ı˛ ’©Ü±øeﬂ¡ Œ˚±À·¬ı˛ øÚÀ√«˙ ø√À˚˛ÀÂ√Úº ¸±Ò±¬ı˛Ì
’ÀÔ« ¸˜ô¶ õ∂ﬂ¡±¬ı˛ ¸—˚˜˝◊ ˝√√˘ ˚˜º Ó¬À¬ı ’ôL¬ı˛e Œ˚±· ¸±ÒÚ±˚˛ ’ø˝√√—¸±, ¸Ó¬…, ’Àô¶˚˛,
¬ıËp¡‰¬˚«, ’¬Ûø¬ı˛¢∂˝√ ¤˝◊ ¬Û±“‰¬øÈ¬ ¬ı‘øM√√ ˚˜ Ú±˜ﬂ¡ Œ˚±·±Àe¬ı˛ ’ôLˆ≈¬«Mêº Œ˚±À·¬ı˛ ø¡ZÓ¬œ˚˛ ’e
øÚ˚˛˜º ø¬ıù´-¸—¸±¬ı˛ Œ˚˜Ú øÚ˚˛À˜ ¬ı±“Ò±, Œ˚±· ¸±ÒÚ±˚˛› ŒÓ¬˜øÚ ¸˜ô¶ ø¬ı¯∏À˚˛ Œ˜ÀÚ
‰¬˘ÀÓ¬ ˝√√˚˛º Œ˙Ã‰¬, ¸ÀôL±¯∏, ¸±Ò…±˚˛, Ó¬¬Û–, ÷ù´¬ı˛ õ∂øÌÒ±Ú ˝√√˘ øÚ˚˛À˜¬ı˛ ’ôL¬ı˛e ¸±ÒÚ±º
Œ˚±À·¬ı˛ Ó‘¬Ó¬œ˚˛ ’e ’±¸Úº ’±¸Ú ¸•ÛÀﬂ¡« ¬ı˘± ˝√√˚˛ ø¶ö¬ı˛¸≈‡˜±¸Ú˜º ’Ô±«»
ø¶ö¬ı˛Ó¬±Ê√øÚÓ¬ Œ˚ ¸≈‡ Œ¬ı±Ò, Ó¬±˝◊ ˝√√˘ ’±¸Úº ’±¬ı˛ ¤˝◊ ø¶ö¬ı˛Ó¬± ˝√√˘ Œ√˝√, ˜Ú › õ∂±ÀÌ¬ı˛
ø¶ö¬ı˛Ó¬±º Œ˚±·˙±¶a ˜ÀÓ¬, ¬Û‘øÔ¬ıœÀÓ¬ ˚Ó¬ ¸—‡…ﬂ¡ Ê√œ¬ı-Ê√c ’±ÀÂ√, Ó¬Ó¬ ¸—‡…ﬂ¡ ’±¸Ú›
’±ÀÂ√º ¤¬ı˛ ˜ÀÒ… Î◊¬À~‡À˚±·… ﬂ¡À˚˛ﬂ¡øÈ¬ ˝√√˘ ﬂ≈¡˜«±¸Ú, ˙˘ˆ¬±¸Ú, Œˆ¬ﬂ¡±¸Ú, ˆ≈¬Ê√e±¸Ú,
˜»¸…±¸Ú ˝◊Ó¬…ø√º Ú±Ô&¬ı˛n∏ ˜»À¸…fÚ±Ô, Œ·±¬ı˛é¬Ú±ÀÔ¬ı˛ Ú±À˜ õ∂‰¬ø˘Ó¬ ≈√øÈ¬ ’±¸Ú ˝√√˘
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¬Û¬ıÀÚ ø˜˘±› qÒ ’±¬ÛÚ±¬ı˛ ˜Úº
¸˝√√¶⁄±À¬ı˛ ŒÔÀﬂ¡ ﬂ¡¬ı˛ ø‰¬M√√¬ı‘øM√√ é¬˚˛
¬ıËp¡±ÀG¬ı˛ ¸”S Œ‡±“Ê√ ˜Ú ﬂ¡À¬ı˛ ˘˚˛º
∆¬ıﬂ≈¡ÀFÀÓ¬ Œ·À˘ ˝√√˚˛ ¬Û≈Ú¬ı˛±·˜Ú
ŒÊ√…±øÓ¬ÀÓ¬ ø˜ø˘Ó¬ ˝√√À˘ ˝√√À¬ı øÚ¬ı˛?Úºî5[Œ·±¬ı˛é¬ø¬ıÊ√˚˛]
˚Èƒ¬‰¬Sê Œˆ¬: ˚Èƒ¬‰¬SêÀˆ¬√ Ú±ÔÒÀ˜«¬ı˛ ¸±ÒÚõ∂Ì±˘œ¬ı˛ ’Ú…Ó¬˜ õ∂Ò±Ú õ∂øSê˚˛±º ˚Èƒ¬‰¬ÀSê¬ı˛
õ∂Ô˜‰¬Sê ˜”˘±Ò±¬ı˛ &˝√√…˜”À˘ ’¬ıø¶öÓ¬º ¤˝◊ ‰¬ÀSê ﬂ≈¡Gø˘ÚœÀﬂ¡ Ò…±Ú ﬂ¡¬ı˛À˘ ¸±Òﬂ¡ ¸¬ı«¬ı…±øÒ
˜≈Mê ˝√√Úº ø¡ZÓ¬œ˚˛ ‰¬Sê ¶§±øÒá¬±Ú ø˘e˜”À˘ ’¬ıø¶öÓ¬º ¤˝◊ ‰¬ÀSê ﬂ≈¡˘ﬂ≈¡Gø˘ÚœÀﬂ¡ Ò…±Ú ﬂ¡¬ı˛À˘
¸±Òﬂ¡ ¸¬ı«˙±¶a:, ¸¬ı«¬ı…±øÒ ˜≈Mê ˝√√Úº ø¡ZÓ¬œ˚˛ ‰¬Sê ¶§±øÒá¬±Ú ø˘e˜”À˘ ’¬ıø¶öÓ¬º ¤‡±ÀÚ
˜ÚÀﬂ¡ ’±ﬂ‘¡©Ü ﬂ¡¬ı˛ÀÓ¬ ¬Û±¬ı˛À˘ ˜±ÚÀ¬ı¬ı˛ ¸ﬂ¡˘ ø¬ı˛¬Û≈ Ú©Ü ˝√√˚˛º Ú±øˆ¬ ˜ÀÒ… ’¬ıø¶öÓ¬ Ó‘¬Ó¬œ˚˛
‰¬Sê ˜øÌ¬Û≈À¬ı˛ Ò…±Ú ﬂ¡¬ı˛À˘ ¸—˝√√±¬ı˛ › ¬Û±˘ÀÚ ¸é¬˜ ˝√√›˚˛± ˚±˚˛º ˝√√+√À˚˛ ’¬ıø¶öÓ¬ ’Ú±˝√√Ó¬
‰¬ÀSê ˜ÚÀﬂ¡ ø¶ö¬ı˛ ¬ı˛±‡À˘ Œ|á¬ :±Úœ › Œ˚±·œ ˝√√À˚˛ ø¬ı¯∏≈û¶§¬ı˛+¬Û ˝√√›˚˛± ˚±˚˛º ﬂ¡FÀ√À˙
ø¬ıqX ‰¬ÀSê ø‰¬M√√ Àﬂ¡ øÚø¬ı©Ü ﬂ¡¬ı˛À˘ øSÀ˘±ﬂ¡√˙π, ¸¬ı«ø˝√√Ó¬ﬂ¡±¬ı˛œ, √œ‚«Ê√œø¬ı ˝√√›˚˛± ¸y¬ı
¬ıÀ˘ Œ˚±·˙±À¶a ﬂ¡øÔÓ¬ ’±ÀÂ√º w+¡ZÀ˚˛¬ı˛ ˜ÀÒ… ’±:±‰¬ÀSê Ò…±Ú ﬂ¡¬ı˛À˘ ¸±ÒÀﬂ¡¬ı˛ ¬ı±ﬂ¡…ø¸øX
‚ÀÈ¬º
˚Èƒ¬‰¬ÀSê¬ı˛ ¸±ÒÚ±˚˛ ø¸øX ˘±ˆ¬ ﬂ¡¬ı˛ÀÓ¬ Œ·À˘ Œ˚±·±ˆ¬…±À¸¬ı˛ õ∂À˚˛±Ê√Úº Œ˚±À·¬ı˛ ¡Z±¬ı˛±
õ∂±Ì¬ı±˚˛≈Àﬂ¡ øÚÀÊ√¬ı˛ øÚ˚˛LaÀÌ ’±ÚÀÓ¬ ¬Û±¬ı˛À˘ ˜Ú› ø¶ö¬ı˛ ˝√√˚˛º ’±¬ı±¬ı˛ ø¬ı¬Û¬ı˛œÓ¬ ø√Àﬂ¡ ˜Ú
ø¶ö¬ı˛ ˝√√À˘ õ∂±Ì ¬ı±˚˛≈ ø¶ö¬ı˛º ˜Ú › õ∂±Ì ø¶ö¬ı˛ ˝√√À˘ ˝◊øf˚˛ ¸ﬂ¡˘ ø¬ı¯∏˚˛±˙øMê ŒÔÀﬂ¡ øÚ¬ı‘M√ ˝√√˚˛º
¤¬ı˛ Ù¬À˘ Œ√À˝√√¬ı˛ ∆‰¬Ó¬Ú…˙øMê ¬ı± ﬂ≈¡Gø˘Úœ ŒÊ√À· ›ÀÍ¬Úº ’±¬ı˛ Sê˜˙ ¸˜ô¶ ‰¬Sê Œˆ¬√
ﬂ¡À¬ı˛ ¸˝√√¶⁄±Ò±À¬ı˛ Œ¬ÛÃ“ÀÂ√ ø˙¬ı-˙øMê ¬ı± õ∂ﬂ‘¡øÓ¬ ¬Û≈¬ı˛n∏À¯∏¬ı˛ ø˜˘ÀÚ Ê√œ¬ı ø˙¬ı¶§¬ı˛+¬Û ˝√√À˚˛ ›ÀÍ¬º
’±¬ı˛ Ó¬‡Ú˝◊ øÚ¬ı«±Ì ˘±ˆ¬ ¸y¬ı, ˚± Ú±ÔÀ˚±·œÀ√¬ı˛ ¸±ÒÚ±¬ı˛ õ∂Ò±Ú ˘é¬…º ë˝√√±Î¬ˇ˜±˘±˚˛í› ¤˝◊
ˆ¬±¬ıÚ±¬ı˛ õ∂ﬂ¡±˙ ˘é¬Ìœ˚˛ñ
ì’±ﬂ¡±À¸ Ê√øij˘ õ∂±Ú õ∂±ÀÚ ˜Ú≈¬ı˛±˚˛º
˜ÀÚÀÓ¬ Î◊¬¬ÛÀÊ√ ¬ı±˚˛≈ ˜ÀÚÀÓ¬ ø˜¸±˚˛ºº
˜Ú ﬂ¡À¬ı˛ ﬂ¡•ú« Ó¬±¬ı˛ ˜Ú ø˘5 ¬Û±À¬Ûº
˜Ú Î◊¬ij±ø√Ó¬… ˝√√¤ ﬂ¡ø˝√√˘≈ ¶ú¬ı˛+À¬Ûºº
¬Û±Ó¬±˘ Œ˘±Àﬂ¡ ∆¬ıÀ˙ ˙øMê ¬ıËp¡±ÀG ¸Ç¬ı˛º
’˝√√—ﬂ¡±À¬ı˛ ˙ﬂ¡À˘ ˝√√¬ı ¤ ¸ﬂ¡˘ºº
‰¬˘3» ø‰¬Ó¬… ˝√√¤ ø˙¬ı ˙øMê ø¶öøÓ¬ ˜ÀÚº
¤˝◊ Œˆ¬√ &5 Œ√ø¬ı ¸±øÒ¬ı± &¬ı˛+ ¶ö±ÀÚºº
ø˙¬ı ˙øMê ¤ﬂ¡ ﬂ¡ø¬ı˛ ˘¤ Ê√±¬ı˛ ˜ÀÚº
¸—¯∏±¬ı˛ ¸±·À¬ı˛ ¬Û±¬ı˛ ˝√√˝◊¬ı Œ¸˝◊ Ê√Úººî6
’Ê√¬Û± ¬ı± ˝√√—¸ ¸±ÒÚ± : Œ˚±·¸±ÒÚ±¬ı˛ ¤ﬂ¡ ø¬ıø˙©Ü ¬ÛLö± ˝√√˘ ’Ê√¬Û± Ê√¬Û ¬ı± ë˝√√—¸í
˜ÀLa¬ı˛ ¸±ÒÚ±º Œ√˝√ Õ‰¬Ó¬Ú…Àﬂ¡ Ê√±¢∂Ó¬ ﬂ¡À¬ı˛ ¬Û¬ı˛˜±R±¬ı˛ ¸Àe ø˜ø˘Ó¬ ﬂ¡¬ı˛±¬ı˛ ¤ﬂ¡ õ∂Ò±Ú
¸˝√√±˚˛ﬂ¡¬ı˛+À¬Û ë˝√√—¸í ˜ÀLa¬ı˛ ¸±ÒÚ±¬ı˛ ﬂ¡Ô± ø¬ıøˆ¬iß Œ˚±·˙±ÀLa ¬Û±›˚˛± ˚±˚˛º ë˝√√—¸í ˝√√˘ Ê√œÀ¬ı¬ı˛
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imagining" (Sea of Poppies 375). Ghosh's vividly descriptive prose invites us as readers and critics to make links, to rethink histories, to forge
shared imaginings. After "ten years of diligent application" on the part
of the author, the story is now finally written; the task of reading it, however, "has as yet scarcely begun" (Flood of Fire 608, 616).
A storyteller opens up vistas before his listeners and takes them on
an imaginative journey. Ghosh's narratives are artefacts in which we partake of the storyworld . What Ghosh terms 'artefacts of shared imagining" is found to be a recurrent device in his novels. In The Shadow
Lines the narrator's imagination in his childhood is coloured by the
thoughts, views and stories of Tridib. In Sea of Poppies Ah Fatt's description of Canton had a vivid impression on Neel. Similarly, Robin's
letters to Paulette , long and graphic, is a virtual tour de force every
detail of which is minutely narrated and etched in her mind. Deeti's
sketches and paintings in the cavern walls in Mauritius opens up the flood
gates of memory and she takes her grand sons and daughters on a cruise
to her past. What is narrated is fascinating but what the stories in the
process of narrative rendering evoke is even more exhilarating and set
the reader in a realm of vivid and imaginative participation.
There are innumerable instances of recounting and reminiscing of
the past of characters and places. Every character has a past to tell. In
fact, it is through this recounting, either by the narrator or by the character that the self expresses its identity.
The manner in which history and fiction seamlessly interweave in
Ghosh's oeuvre , especially in the Ibis trilogy, is hinted at the epilogue
in the final book, Flood of Fire where the author speaks of his fictional
self, Neel : " In embarking on the task of writing a history of the Ibis
community, the author had hoped to include an account of the materials on which his narrative is largely founded : that is to say Neel's
archive, by which is meant not only his notes, jottings and 'jack-chits'
but also the extensive collection of books, pictures and documents...".
The migration of the indentured labourers from Bihar and UP to
Mauritius and the maze of events in connection with the First Opium
War in the mid 19th century make a riveting narrative of hope and suffering, deceit and intrigue, courage and manoeuvre, love and anguish ,
meeting and separation and evoke a wide range of human, supernatural
and spiritual strivings .
The Ibis community comprising a motley crew is a microcosm of
the colonial world. Every one has a past , a history waiting to unfold.
Deeti, Zachary, Neel, Paulette, Ah Fatt, Serang Ali, Jodu, Bahram and
almost every character adds to the edifice of this rich storyworld. Even
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places - Calcutta, Bombay, Canton - and the ship, Ibis itself participate
in this grand narrative.
Ibis, the ship is the setting and thus witness to the action throughout
the narrative of the trilogy. Ibis is also a sea bird considered sacred to
the Greeks and Egyptians. It is believed that Troth, God of Knowledge
escaped as an Ibis from a typhoon. The ibis symbolises good luck, wisdom and the ability to work magic. In an ironic twist to its namesake,
Ibis the ship was formerly used as a slave ship to carry slaves across
the Atlantic and is now being used to carry indentured labourers. A mute
spectator to the torture and suffering of the slaves and the indentured
labourers, the Ibis also stood as a space offering some hope of redemption and always sailed towards land, always promising an anchor, always offered a vision.
It is with a vision that Sea of Poppies begins - "The vision of a
tall-masted ship, at sail on the ocean, came to Deeti on an otherwise
ordinary day, but she knew instantly that the apparition was a sign of
destiny for she had never seen such a vessel before, not even in a
dream;.."(2). Then in Book 3 chapter 16 when she sees the ship that
would take her on her distant cruise the narrative goes like this : " It
was now that Deeti understood why the image of the vessel had been
revealed to her that day, when she stood immersed in the Ganga : it
was because her new self, her new life had been gestating all this while
in the belly of the creature, this vessel that was the Mother-Father of
her new family, a great wooden mai-baap , an adoptive ancestor and
parent of dynasties yet to come : here she was, the Ibis." And just
two paragraphs before : " From now on , and forever afterwards, we
will all be ship-siblings - jahaj-bhais and jahaj-bahens - to each other.
(356). Prior to his deportation to Mauritius Neel was told in Alipore jail
: " When you step on that ship, to go across the Black Water, you and
your fellow transportees will become a brotherhood of your own : you
will be your own village, your own family, your own caste" (314). Even
Babu Nob Kissin knew that 'the Ibis was not a ship like any other ; in
her inward reality she was a vehicle of transformation, travelling through
the mists of illusion towards the elusive, ever-receding landfall that was
Truth." (422-423). Indeed, the Ibis magically survives the storm and
Deeti and her sympathisers in the ship survive miraculously and Deeti
landed in the island of Mauitius to start a new chapter of her life - the
starting of the Clover Clan or what they say in Creole - 'La Fami
Clover'.
The fascinating saga of politics and power at all levels play itself
out in the wide expanse of Ghosh's narrative terrain. Two things that

Creatcrit : Vol.-8 No.-1

Debnath 99

ø¬Ûe˘±ÀÓ¬ ¬ı±˚˛≈ øÚÀ˚˛ ﬂ¡¬ı˛À¬ı Œˆ¬±Ê√Ú
¸≈¯∏≈•ß±ÀÓ¬ Œ¬ı˛À‡ ¬ı±˚˛≈ ﬂ¡¬ı˛À¬ı ¸±ÒÚ
·e± ˚˜≈Ú±˚˛ ‰¬˘± ‰¬±˘±À¬ı ¸˜±Ú
¬ÛÀ=±M√√ø¬ı˛ ˝√√À˚˛ Œ˙À¯∏ ˙”ÀÚ… ŒÚÀ¬ı ¶ö±Úºî
’±¬ı±¬ı˛ ˝√√Í¬À˚±· ¸±ÒÚ±˚˛ ø¸øX˘±Àˆ¬¬ı˛ Œé¬ÀS ¤ﬂ¡øÈ¬ ’¬Ûø¬ı˛˝√±˚« ˙Ó¬« ˝√√˘ Ú±øÎ¬ˇqøXº
ﬂ≈¡Gø˘Úœ ˙øMê Ê√±·ø¬ı˛Ó¬ ﬂ¡¬ı˛ÀÓ¬ ˝√√À˘ Ú±øÎ¬ˇqøX¬ı˛ õ∂À˚˛±Ê√Úº Ú±øÎ¬ˇ Œ˜√ › Œù≠É±˚≈Mê ˝√√À˘
Î◊¬X«±‰¬±¬ı˛œ ˝√√ÀÓ¬ ¬Û±À¬ı˛ Ú±º ’±¬ı˛ ¤¬ı˛ Ù¬À˘ Œ˚±·¸±ÒÚ± ø¬ı¬Û˚«ô¶ ˝√√ÀÓ¬ ¬ı±Ò…º Ú±øÎ¬ˇqøX¬ı˛ Ê√Ú…
õ∂À˚˛±Ê√Ú ˚Èƒ¬ﬂ¡À˜«¬ı˛ ’ˆ¬…±¸º ˚Èƒ¬ﬂ¡À˜«¬ı˛ ¡Z±¬ı˛± ¸˜ô¶ Ú±øÎ¬ˇÀﬂ¡ qX ﬂ¡À¬ı˛ ¬ı±˚˛≈ Ò±¬ı˛ÀÌ¬ı˛ Î◊¬¬ÛÀ˚±·œ
ﬂ¡À¬ı˛ Ó≈¬˘ÀÓ¬ ˝√√˚˛º ŒÚøÓ¬, ŒÒÃøÓ¬, ¬ıøô¶, ŒÚÃø˘ﬂ¡, SøÈ¬ﬂ¡ › ﬂ¡¬Û±˘ˆ¬±øÓ¬Àﬂ¡ ¤ﬂ¡ÀS ˚Èƒ¬ﬂ¡˜«
¬ı˘± ˝√√˚˛º ø¬ıÀ˙¯∏ ﬂ¡À¬ı˛ õ∂±Ì±˚˛±À˜¬ı˛ ¬Û”À¬ı« ˚Èƒ¬ﬂ¡À˜«¬ı˛ ’ˆ¬…±¸ ˝√√˚˛º ëŒ·±¬ı˛é¬ø¬ıÊ√À˚˛í ¤ ¸•ÛÀﬂ¡«
¬Û±›˚˛± ˚±˚˛ñ
ìŒÚøÓ¬ ŒÒÃøÓ¬ ¬ıøô¶ ¡Z±¬ı˛± ¬Û±¬ÛÀﬂ¡ ¸¬ı˛±›
’±¸Ú ˜≈^±¬ı˛ ¡Z±¬ı˛± Œ√˝√Àﬂ¡ øÈ¬ﬂ¡±›º
S±È¬Àﬂ¡¬ı˛ ¡Z±¬ı˛± ˜Ú ﬂ¡¬ı˛ Œﬂ¡øfˆ”¬Ó¬
¸‘ø©Ü¬ı˛ ¬ı˛˝√¸… ¸¬ı ˝√√À¬ı ’Ú≈ˆ”¬Ó¬ºî3
˚Èƒ¬ﬂ¡À˜«¬ı˛ õ∂Ô˜ ﬂ¡˜« ˝√√˘ ŒÒÃøÓ¬º ¤¬ı˛ ’ˆ¬…±¸ ˙¬ı˛œ¬ı˛ ˜˘˙”Ú… ˝√√˚˛º ø¡ZÓ¬œ˚˛øÈ¬ ˝√√˘
¬ıøô¶øSê˚˛±º ¤¬ı˛ ¡Z±¬ı˛± ¬ıøô¶õ∂ÀÀ√˙¬ı˛ ˜˘ øÚ©®±ø˙Ó¬ ˝√√˚˛º Ó‘¬Ó¬œ˚˛ ˝√√À2Â√ ŒÚøÓ¬º ŒÚøÓ¬¬ı˛ ’ˆ¬…±À¸
ﬂ¡¬Û±˘ Œ˙±øÒÓ¬ ˝√√À˚˛ ﬂ¡Ù¬ ˝◊Ó¬…±ø√ Œ√±¯∏ Ú±˙ ˝√√˚˛º ‰¬Ó≈¬Ô« øSê˚˛± ŒÚÃø˘Àﬂ¡¬ı˛ ’ˆ¬…±À¸ ¬ı±Ó¬ø¬ÛM√√-ﬂ¡ÀÙ¬¬ı˛ øSÀ√±¯∏ ”√¬ı˛ ˝√√À˚˛ Ê√Í¬¬ı˛±ø¢ü ¬ıøÒ«Ó¬ ˝√√˚˛º ¬Û=˜ øSê˚˛± S±È¬ﬂ¡º ¤¬ı˛ õ∂ˆ¬±À¬ı ˜Ú
ø¶ö¬ı˛ ˝√√˚˛º ’±¬ı˛ ¸¬ı«À˙¯∏ øSê˚˛± ˝√√À2Â√ ¬ﬂ¡¬Û±˘ˆ¬±øÓ¬º ¤¬ı˛ ’ˆ¬…±À¸ Œ˚±·¸±ÒÚ±˚˛ ø¸øX˘±Àˆ¬¬ı˛
¬ÛÔ õ∂˙ô¶ ˝√√˚˛º
¬ı±˚˛≈Ó¬N : ¸˜¢∂ ¬ıËp¡±ÀG¬ı˛ ˜˝√√±õ∂±Ì ˙øMê ˝√√˘ ¬ı±˚˛≈º ’±˜±À√¬ı˛ Œ√˝√ˆ¬±ÀG¬ı˛ ¬ı±˚˛≈˝◊ õ∂Ò±Ú
‰¬±ø˘ﬂ¡± ˙øMêº Œ√À˝√√¬ı˛ ¸˜ô¶ ’e-õ∂Ó¬…Àe ¬ı˛Mê-¬ı˛¸Àﬂ¡ ¬Ûø¬ı˛‰¬±ø˘Ó¬ ﬂ¡À¬ı˛ Œ√˝√Àﬂ¡ ¸≈¶ö ¬ı˛±‡ÀÓ¬
¬ı±˚˛¬≈ ı˛ ˆ”¬ø˜ﬂ¡± ’¬Ûø¬ı˛˝√±˚«º Œ˚±·˙±¶a ’Ú≈˚±˚˛œ ˜±Ú¬ıÀ√À˝√√ √˙õ∂ﬂ¡±¬ı˛ ¬ı±˚˛≈ ’¬ıø¶öÓ¬º ¤&ø˘ ˝√√˘ñ
õ∂±Ì, ’¬Û±Ú, ¬ı…±Ú, ¸˜±Ú, Î◊¬√±Ú, Ú±·, ﬂ≈¡•ú«, Œ√¬ı√M√ , ÒÚ?˚˛ › øﬂ¡—ﬂ¡¬ı˛º ¤¬ı˛ ˜ÀÒ… ¬Û±“‰¬øÈ¬ ¬ı±˚˛≈
õ∂Ò±Úº õ∂±Ì¬ı±˚˛≈¬ı˛ ’¬ı¶ö±Ú ˝√√+√À˚˛, ’¬Û±Ú &˝√√…ﬂ¡˜À˘, ¸˜±Ú Ú±øˆ¬À√À˙, Î◊¬√±M√√ ﬂ¡ÀF ¤¬ı— ¬ı…±Ú
¸¬ı«˙¬ı˛œÀ¬ı˛ õ∂¬ı±ø˝√√Ó¬ ˝√√˚˛º
ìõ∂±Ì ’¬Û±Ú ¬ı…±Ú ¸˜±Ú Î◊¬√…±Ú¬ı˛º
Ú±· ﬂ≈¡•ú« Œ√¬ı√M√ ÒÚ?˚˛ øﬂ¡—ﬂ¡¬ı˛ºº
¤˝◊ √˙ ¬ı±˚˛≈ Œ√¬ıœ ∆¬ıÀ˙ √˙ ¶ö±ÀÚºî4[˝√√±Î¬ˇ˜±˘±]
Œ˚±·˙±¶a ’Ú≈˚±˚˛œ õ∂Ò±Ú ¬Û±“‰¬ õ∂ﬂ¡±¬ı˛ ¬ı±˚˛≈¬ı˛ ¸±ÀÔ ˜Ú ˚≈Mê Ô±Àﬂ¡º ˜Ú¸˝√√ õ∂±Ì¬ı±˚˛≈
Œ˚Ãø·ﬂ¡ øSê˚˛±¬ı˛ ¡Z±¬ı˛± øÚ˚˛LaÌ ﬂ¡¬ı˛ÀÓ¬ ¬Û±¬ı˛À˘ ﬂ≈¡Gø˘Úœ ˙øMê Ê√±¢∂Ó¬ ˝√√À˚˛ ÒœÀ¬ı˛ ÒœÀ¬ı˛
¸˝√√¶⁄±À¬ı˛ ø·À˚˛ ø˙À¬ı¬ı˛ ¸±ÀÔ ø˜ø˘Ó¬ ˝√√Úº ¸˝√√¶⁄±¬ı˛ ¬Û”À¬ı« ’±:±‰¬ÀSê ﬂ≈¡Gø˘Úœ ˙øMê õ∂À¬ı˙
ﬂ¡¬ı˛À˘ ¸±ÒÀﬂ¡¬ı˛ ’Ú±˝√√Ó¬ Ú±√ › ŒÊ√…±øÓ¬√˙«Ú ˝√√˚˛º
ìŒ˚±· ¸±ÒÚ±¬ı˛ ˜”À˘ ˝◊øf˚˛ √˜Ú
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¬Û=˜˝√√±Ó¬N : Œ˚±·˙±¶a ’Ú≈˚±˚˛œ Ê√·»¸‘ø©Ü¬ı˛ ˜”˘ Î◊¬¬Û±√±Ú ¬Û±“‰¬øÈ¬º Œ¸&ø˘ ˝√√˘ øé¬øÓ¬,
’¬Û, ŒÓ¬Ê√, ˜¬ı˛n∏» › Œ¬ı…±˜º ’±¬ı±¬ı˛ ¤ﬂ¡˝◊ˆ¬±À¬ı ˜±Ú¬ıÀ√˝√› ¸‘ø©Ü ˝√√À˚˛ÀÂ√ ¤˝◊ ¬Û=˜˝√√±ˆ”¬ÀÓ¬¬ı˛
¸˜±˝√√±À¬ı˛º ¶ö≤˘ ˙¬ı˛œÀ¬ı˛¬ı˛ ø¬ıøˆ¬iß Î◊¬¬Û±√±Ú Œ˚˜Ú ˝√√ô¶, ¬Û√, ¬ı˛Mê, ˜±—¸, ’ø¶ö, ‰¬˜« õ∂ˆ¬‘øÓ¬ ¤˝◊
¬Û=˜±˝√√ˆ”¬Ó¬ ŒÔÀﬂ¡˝◊ Î◊¬»¬Ûiß ˝√√À˚˛ÀÂ√ ¬ıÀ˘ ˜ÀÚ ﬂ¡¬ı˛± ˝√√˚˛º Œ˚˜Ú øé¬øÓ¬ ¬ı± ¬Û‘øÔ¬ıœ¬ı˛ ŒÓ¬ÀÊ√
∆Ó¬ø¬ı˛ ˝√√À˚˛ÀÂ√ ˜±Ú¬ı Œ√À˝√√¬ı˛ ’ø¶ö, ‰¬˜«, Ú±øˆ¬, ˜±—¸ › Œ˘±˜º ˜˘, ˜”S,qSê, ‚˜« › ¬ı˛Mê ∆Ó¬ø¬ı˛
˝√√À˚˛ÀÂ√ Ê√˘ ¬ı± ’¬ÛÓ¬N ŒÔÀﬂ¡º é≈¬Ò±, Ó‘¬¯∏û±, øÚ^±, ’±˘¸… ¤À¸ÀÂ√ ŒÓ¬Ê√ Ó¬N ŒÔÀﬂ¡º Ò±¬ı˛Ì,
‰¬±˘Ú, ¸ÀÇ±‰¬Ú › õ∂¸±¬ı˛Ì ¬ı±˚˛≈ ŒÔÀﬂ¡ ’±¬ı˛ ˆ¬˚˛, Œ˜±˝√√, ŒSê±Ò, ˘7¡¡¡± ˝◊Ó¬…±ø√ Œ¬ı…±˜ ¬ı± ’±ﬂ¡±˙
Ó¬N ŒÔÀﬂ¡ Î◊¬»¬Ûiß ˝√√À˚˛ÀÂ√º Œ˚±·˙±¶a ¸˜”À˝√√ ¬ıøÌ«Ó¬ ¬Û=˜˝√√±Ó¬ÀN¬ı˛ ¤˝◊ ¬ı…±‡…± ¬ı¬ı˛±Àﬂ¡¬ı˛
Ú±Ô¸±ø˝√√ÀÓ¬…› ¸˝√√Ê√˘ˆ¬…º ¤˝◊ õ∂¸Àe ë˝√√±Î¬ˇ˜±˘±í ¬Û≈“øÔÀÓ¬ ¬Û±›˚˛± ˚±˚˛ñ
ì’øô¶ ‰¬•ú« Ú±øˆ¬ ˜±—¸ Œ˘±˜ ¬Û=Ê√Úº
øõ∂øÔ¬ıœ¬ı˛ ŒQÀÊ√ ¬Û= ¶úø¬ı˛¬ı˛ ﬂ¡±¬ı˛Ìºº
˜˘ ˜”S ¸≈Sê ‚•ú« ¬ı˛Mê ﬂ¡ø¬ı˛ ’±¬ı˛º
’±¬Û ˆ¬±À· ¤˝◊ ¬Û= ¶úø¬ı˛¬ı˛ ˜±Á¬±¬ı˛ºº
Œé¬˜± ¸±øô¶ øÚ^± ¸±øô¶ ’±˘¸… ﬂ¡ø˝√√ ’±¬ı˛º
ŒQÀÊ√ ¬Û= ˝√√˝◊’± ∆¬ıÀ¸ ¶úø¬ı˛¬ı˛ ˜±Ê√±¬ı˛ºº
¬ı˘ÒÚ øÚø¬ıÀ¬ı˛±Ò ˙Ç ‰¬é≈¬¬ÛÚº
¬ı±˚˛≈ ¬Û= ∆˝√√˚˛± ∆¬ıÀ¸ ¶úø¬ı˛¬ı˛ ﬂ¡±¬ı˛Ìºº
ˆ¬À˚˛± ˜˝√√ ŒSê±Ò ˘;√…± ¬Û≈¬ı˛+¯∏M√ « ’±¬ı˛º
’±ﬂ¡±À˙¬ı˛ ˆ¬±À· ¬Û= ¶úø¬ı˛¬ı˛ ’±ﬂ¡±¬ı˛ººî1
ë˝√√±Î¬ˇ˜±˘±í Â√±Î¬ˇ±› ëÓ¬ÀÚ¬ı˛ ¬ı±¬ı˛˜±ø¸í, ëÚ±ÔÀ˚±·œÓ¬Ní, ëŒ·±¬ı˛é¬ ø¬ıÊ√˚˛í ﬂ¡±À¬ı…› ¤˝◊
¬Û=˜˝√√±Ó¬ÀN¬ı˛ ¬ıÌ«Ú± ’±ÀÂ√º
Ú±øÎ¬ˇÓ¬N › Ú±øÎ¬ˇqøX – Œ˚±·¸±ÒÚ± ¬ı± ﬂ¡±˚˛±¸±ÒÚ± ﬂ¡¬ı˛ÀÓ¬ Œ·À˘ ¸¬ı«±À¢∂ Œ√À˝√√¬ı˛ Ú±øÎ¬ˇÚé¬S ¸•ÛÀﬂ¡« ˚Ô±˚Ôˆ¬±À¬ı ’¬ıø˝√√Ó¬ ˝√√›˚˛± õ∂À˚˛±Ê√Úº Œ˚±·¸±ÒÚ±˚˛ Œ√À˝√√¬ı˛ Ú±øÎ¬ˇ ¸ﬂ¡˘Àﬂ¡
õ∂Ò±Ú ¸˝√√±ø˚˛ﬂ¡±¬ı˛+À¬Û ˜±Ú± ˝√√˚˛º Œ˚±·˙±¶a ˜ÀÓ¬, ˜±Ú¬ıÀ√À˝√√ ¬ı±˝√√±M√√¬ı˛ ˝√√±Ê√±¬ı˛ Ú±øÎ¬ˇ ’±ÀÂ√º Ó¬±¬ı˛
˜ÀÒ… ¬ÛÀÚÀ¬ı˛±øÈ¬ Ú±øÎ¬ˇ õ∂Ò±Úº ’±¬ı±¬ı˛ ¸¬ı«õ∂Ò±Ú øÓ¬ÚøÈ¬ Ú±øÎ¬ˇ ˝√√˘ ˝◊Î¬ˇ±, ø¬Ûe˘± › ¸≈¯∏≈•ß±º ¸≈¯∏≈•ß±
Ú±øÎ¬ˇ ˜”˘Ò±¬ı˛ ŒÔÀﬂ¡ Î◊¬»¬Ûiß ˝√√À˚˛ ¬ıËp¡¬ı˛h ¬Û˚«ôL ø¬ıô¶¥Ó¬º ¸≈¯∏≈•ß±¬ı˛ ¬ı±˜ˆ¬±À· ˝◊Î¬ˇ± ¬ı± ‰¬fÚ±øÎ¬ˇ,
’±¬ı˛ √øé¬ÀÌ ø¬Ûe˘± ¬ı± ¸”˚«… Ú±øÎ¬ˇ ’¬ıø¶öÓ¬º ˝◊Î¬ˇ±-ø¬Ûe˘±Àﬂ¡ ˚Ô±SêÀ˜ ·e± ˚˜≈Ú±› ¬ı˘± ˝√√À˚˛
Ô±Àﬂ¡º ˝◊Î¬ˇ± › ø¬Ûe˘± Ú±øÎ¬ˇÀÓ¬ õ∂±Ì › ’¬Û±Ú ¬ı±˚˛≈ ù´±¸-õ∂ù´±¸ ¬ı˛+À¬Û õ∂¬ı±ø˝√√Ó¬º ø¬ıøˆ¬iß õ∂±Ì±˚˛±˜
› ˜≈^±¬ı˛ ¸±ÒÀÚ õ∂±Ì¬ı±˚˛≈ Sê˜˙ ˝◊Î¬ˇ±-ø¬Ûe˘± Ú±øÎ¬ˇ Ó¬…±· ﬂ¡À¬ı˛ ¸≈¯∏≈•ß± Ú±øÎ¬ˇ ¬ÛÀÔ Î◊¬øOÓ¬ ˝√√ÀÓ¬
Ô±Àﬂ¡º ’±¬ı˛ ¤˝◊ˆ¬±À¬ı õ∂±Ì¬ı±˚˛≈¸˝√√ ﬂ≈¡Gø˘Úœ ˙øMê Î◊¬Í¬ÀÓ¬ ¸±ÒÀﬂ¡¬ı˛ ø˙¬ıQ ˘±Àˆ¬¬ı˛ ¬ÛÔ õ∂˙ô¶
˝√√˚˛º ¤˝◊ õ∂¸Àe Òœ¬ı˛±Ê√ ‰¬fÚ±Ô ëŒ·±¬ı˛é¬ø¬ıÊ√˚˛í-¤ ø˘À‡ÀÂ√Úñ
ì‰¬f¸”˚«… ¤ﬂ¡Í¬±À˚˛ ¸—À˚±· ﬂ¡¬ı˛±›
õ∂±Ì¬Û±‡œ ŒÓ¬±˘±¬ı˛ ’±À· ’±ﬂ¡±À˙ Î◊¬Î¬ˇ±›º
Î◊¬Í¬À˘ ¬Û±‡œÀ¬ı˛ ¬ı˛±‡ ˚ÀP ˚Ó¬ ¬Û±¬ı˛
Ó¬±¬ı˛¬Û¬ı˛ ’±Àô¶ ’±Àô¶ ··ÀÚÀÓ¬ Â√±Î¬ˇº
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contribute to the fruition of a complete storyworld in the Ibis trilogy are
"Neel's Archive" and "Deeti's Shrines" . While Neel's archive has been
briefly mentioned above , Deeti's Shrine is another repository of stories.
What is unique here is that Deeti's shrine takes us further back to distant times and evokes the atmosphere of storyworlds. In the cavern walls
located in a far corner of Mauritius Deeti had her secrets well preserved
in the form of paintings. This was Deeti's 'Memory Temple'- Deetijika-smriti-mandir. Thus, history and memory are the stuff Ghosh uses
to rewrite history in the form of historical novels.
The fictive element of the story is at its best demonstration in the
following passages. A kind of triple mimesis is at work . Ghosh's narrative of the Ibis voyage to Mauritius rendered by the narrator is the first
and Deeti's painting in the cave wall is the second while her narrative
before her grand children renders it a third time.
Let us look at a few more passages from the second novel of the
trilogy , River of Smoke. Here it is Deeti who is the story teller. Someone who has miraculously survived the storm in the Ibis , she, like the
Ancient Mariner, had to narrate her uncanny experiences to her grand
children.
Later, in years to come, her children and grandchildren
would often ask why there was so little of herself on the walls
of the shrine. Why so few images of her own early experiences
in the plantation? Why so many drawings of her husband and his
fellow fugitives? Her answer was: Ekut: to me your grandfather's
image was not like a figure of an Ero in a painting; it was real;
it was the verité. When I managed to come up here, it was to
be with him. My own life, I had to endure every sekonn of every day: when I was here, I was with him . . .
It was that first, larger-than-life image that was always the
starting point for viewings of the shrine : here, as in life, Kalua,
was taller and larger than anyone else, as black as Krishna himself. Rendered in profile, he bestrode the wall like some all-conquering Pharaoh, with a langot knotted around his waist. Under
his feet, engraved by some other hand, was the name that had
been thrust upon him in the migrants' camp in Calcutta-'Maddow
Colver'- enclosed in an ornamental cartouche.
xxx
But in this too, Deeti had her own orderly ritual, and no
matter how loudly the youngsters clamoured, she would always
start in the same fashion, raising her cane to point to the smallest of the five figures on the lifeboat.
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Vwala! that one there with the three eyebrows? That's Jodu,
the lascar-he'd grown up with your Tantinn Paulette and was like
a brother to her. And that over there, with the turban around his
head, is Serang Ali-a master-mariner if ever there was one and
as clever as a gran-koko. And those two there, they were convicts, on their way to serve time in Mauritius-the one on the left,
his father was a big Seth from Bombay but his mother was Chinese, so we called him Cheeni, although his name was Ah Fatt.
As for the other one, that's none other than your Neel-mawsa,
the uncle who loves to tell stories.
It was only then that the tip of her cane would move on
to the towering figure of Maddow Colver who was depicted
standing upright, in the middle of the boat. Alone among the five
fugitives he was depicted with his face turned backwards, as
though he were looking towards the Ibis in order to bid farewell
to his wife and his unborn child-Deeti herself, in other words,
here depicted with a hugely swollen belly.
There, vwala! That's me on the deck of the Ibis with your
Tantinn Paulette on one side and Baboo Nob Kissin on the other.
And there at the back is Malum Zikri-Zachary Reid, the second
mate.
No one who heard Deeti on this subject could doubt that
in her own mind she was certain that the winds had lofted her
to a height from which she could look down and observe all that
was happening below-not in fear and panic, but in unruffled calm.
It was as if the tufaan had chosen her to be its confidante, freezing the passage of time, and lending her the vision of its own eye;
for the duration of that moment, she had been able to see.
(Ghosh, River of Smokes 12-16)
In every novel of Ghosh this recounting of the past and an endless backward cascading out constitute the narrative structure. The inimitable craftsmanship of Amitav Ghosh in creating unforgettable
storyworlds from the matrix of history has enlivened the modern readers' interest in our past. Ghosh's mastery in recuperating the insignificant, obscure and ordinary figures from the debris of history and embodying them with exquisite charm and vibrant emotion is a testimony
to his talent as a superb storyteller. What Walter Benjamin has said
about the Russian storyteller Nikolai Leskov may well apply to Amitav
Ghosh : " traces of the storyteller cling to the story the way the handprints of the potter cling to the clay vessel". 8
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∆˙¬ıÒ˜«Àﬂ¡ Œﬂ¡f ﬂ¡À¬ı˛ Ê√±øÓ¬·Í¬Ú ø¬ıﬂ¡±˙ › Œ˚±·¸±ÒÚ±¬ı˛ ø¬ıﬂ¡±˙ Œﬂ¡¬ı˘˜±S Ú±Ô¸•x√±À˚˛¬ı˛
˜ÀÒ…˝◊ Œ√‡± ˚±˚˛º Ú±ÔÒÀ˜«¬ı˛ ˜”˘ ˘é¬… ˝√√˘ Ú±ÔQ ¬ı± ø˙¬ıQ-õ∂±ø5º ’±¬ı˛ Ó¬± ˘±Àˆ¬¬ı˛ Î◊¬¬Û±˚˛
˝√√˘ Ú±Ú± Œ˚Ãø·ﬂ¡ øSê˚˛±¬ı˛ ˜±Ò…À˜ ﬂ¡±˚˛±¸±ÒÚ±º Ú±ÔÒ˜« ’Ú≈˚±˚˛œ Œ˚±·¸±ÒÚ±¬ı˛ ˜±Ò…À˜˝◊
õ∂ﬂ‘¡Ó¬ ¸±Òﬂ¡ ¬Û±=Àˆ¬ÃøÓ¬ﬂ¡ Úù´¬ı˛À√À˝√√¬ı˛ ˜ÀÒ… ¬Û¬ı˛˜¬ıËÀp¡¬ı˛ ˙øMêÀﬂ¡ ’Ú≈ˆ¬¬ı ﬂ¡¬ı˛ÀÓ¬ ¬Û±À¬ı˛Úº
¤˝◊ Œé¬ÀS Ú±Ú±Ú Œ˚Ãø·ﬂ¡ øSê˚˛±¬ı˛ ˜±Ò…À˜ ˜”˘±Ò±À¬ı˛ ¸≈5 ﬂ≈¡Gø˘Úœ ˙øMê Ê√±¢∂Ó¬ ˝√√À˚˛
SêÀ˜ SêÀ˜ ˚Èƒ¬‰¬Sê Œˆ¬√ ﬂ¡À¬ı˛ ¸˝√√¶⁄±À¬ı˛ ø·À˚˛ ø˙À¬ı¬ı˛ ¸Àe ø˜ø˘Ó¬ ˝√√Úº ¤˝◊ ’¬ı¶ö±˚˛
¸±ÒÀﬂ¡¬ı˛ ¬ı±˝√√…:±Ú ˘≈5 ˝√√À˚˛ ¬ıËp¡:±Ú ˘±Àˆ¬¬ı˛ ’Ú≈ˆ≈¬øÓ¬ ˝√√˚˛º
¬ıÓ¬«˜±Ú ø¬ıÀù´ ëŒ˚±·í ¸•Ûøﬂ¡«Ó¬ Œ˚ Œﬂ¡ÃÓ”¬˝√√˘ ø¬ıø˙©Ü Ê√Ú ŒÔÀﬂ¡ q¬ı˛n∏ ﬂ¡À¬ı˛
¸±Ò±¬ı˛ÌÊ√ÚÀﬂ¡ õ∂ˆ¬±ø¬ıÓ¬ ﬂ¡À¬ı˛ÀÂ√, Œ¸˝◊ Œ˚±À·¬ı˛ Œé¬ÀS Ú±ÔÀ˚±·œÀ√¬ı˛ ’¸±˜±Ú… ’¬ı√±Ú
¬ı˛À˚˛ÀÂ√º Œ√˝√ › ˜ÚÀﬂ¡ ¸≈¶ö, øÚÀ¬ı˛±· ¬ı˛±‡ÀÓ¬ Œ˚±À·¬ı˛ ˆ≈¬ø˜ﬂ¡± ’¬Ûø¬ı˛˝√±˚«º ’±¬ı˛ Œ˚Ãø·ﬂ¡
Ú±Ú± ¬ÛXøÓ¬¬ı˛ ’±ø¬ı©®±À¬ı˛ Ú±Ô¸±Òﬂ¡¬ı˛± øÂ√À˘Ú ø¸X˝√√ô¶º Œ‰¬Ã¬ı˛±ø˙ õ∂ﬂ¡±¬ı˛ ’±¸Ú-˜≈^± ›
ø¬ıøˆ¬iß õ∂±Ì±˚˛±À˜¬ı˛ Î◊¬æ√±¬ıﬂ¡ Ó¬±“¬ı˛±º ’±¬ı±¬ı˛ Ú±ÔÒÀ˜«¬ı˛ ¸±ÒÚ¬ÛXøÓ¬ ø˝√√À¸À¬ı Ú±Ô&¬ı˛n∏¬ı˛±
¯∏Î¬ˇe Œ˚±·¸±ÒÚ±, ’Ê√¬Û± ¸±ÒÚ±¬ı˛ øÚÀ√«˙ ø√À˚˛ Œ·ÀÂ√Úº ¤ Â√±Î¬ˇ± Œ˚±·¸±ÒÚ±¬ı˛ ’¬Ûø¬ı˛˝√±˚«
’e ø˝√√À¸À¬ı Œ˚±À·¬ı˛ Ó¬±øNﬂ¡ ø√Àﬂ¡¬ı˛ Î◊¬¬Û¬ı˛› Ó¬±“¬ı˛± ’±À˘±ﬂ¡¬Û±Ó¬ ﬂ¡À¬ı˛ÀÂ√Úº Œ˚˜Ú
¬Û=˜˝√√±Ó¬N, Ú±Î¬ˇœÓ¬N, ¬ı±˚˛≈ ¬ı± õ∂±ÌÓ¬N, ¯∏Èƒ¬‰¬SêÀˆ¬√, ﬂ≈¡Gø˘Úœ Ê√±·¬ı˛Ì, Ú±ÔøÚ¬ı˛?ÚQ
˘±ˆ¬ ˝◊Ó¬…±ø√ Œ˚±·¸—øù≠©Ü Ó¬±øNﬂ¡ ø¬ı¯∏˚˛&ø˘› Ú±Ô ¸±ÒÚ¬ÛLö±¬ı˛ Œé¬ÀS ¸˜±Ú &¬ı˛n∏Q¬Û”Ì«º
Œ¸˝◊ ¸±ÀÔ Ú±Ô&¬ı˛n∏¬ı˛± Œ˚±· ¸±ÒÚ¬ÛXøÓ¬ øÚÀ˚˛ ¬ı˛‰¬Ú± ﬂ¡À¬ı˛ÀÂ√Ú ’ÀÚﬂ¡&ø˘ &¬ı˛n∏Q¬Û”Ì« ¢∂Löº
Œ˚˜Ú ’±ø√Ú±ÀÔ√¬ı˛ ëŒ‡‰¬¬ı˛œø¬ı√…±í, ˜»À¸…fÚ±ÀÔ¬ı˛ ëŒﬂ¡Ã˘:±Ú øÚÌ«˚˛í, ëŒ˚±·ø¬ı¯∏˚˛í,
ëÚ±Î¬ˇœÓ¬Ní, Œ·±¬ı˛é¬Ú±ÀÔ¬ı˛ ëŒ˚±·ø‰¬ôL±˜øÌí, ë‰¬Ó≈¬¬ı˛˙œÓ¬…±¸Úí, Œ˚±·˜±Ó¬«Gí, ëø¸Xø¸X±ôL
¬ÛXøÓ¬í, ëŒ˚±·˜ø˝√√˜±í, ëŒ˚±·õ∂√œø¬Ûﬂ¡±í ˝◊Ó¬…±ø√º ¤ Â√±Î¬ˇ± Ú±ÔÒÀ˜«¬ı˛ ¸±ÒÚ±¸—Sê±ôL ’±À¬ı˛±
øﬂ¡Â≈√ Î◊¬À~‡À˚±·… ¢∂Lö±¬ı˘œ ˝√√˘ñ ë˝√√Í¬À˚±· õ∂√œø¬Ûﬂ¡±í, ëŒ‚¬ı˛G-¸—ø˝√√Ó¬±í, ø˙¬ı¸—ø˝√√Ó¬±í,
Œ˚±·¢∂Löí õ∂ˆ¬‘øÓ¬º ’±¬ı˛ Ú±ÔÒ˜«-¸—¶¥®øÓ¬¬ı˛ ¤ﬂ¡ õ∂Ò±Ú Œﬂ¡f ø˝√√À¸À¬ı Î◊¬M√√ ¬ı˛-¬Û”¬ı«±=À˘¬ı˛
¬ı¬ı˛±ﬂ¡ Î◊¬¬ÛÓ¬…ﬂ¡±˚˛ ¬ı˛À˚˛ÀÂ√ Œ˚±·¸±ÒÚ± ø¬ı¯∏˚˛ﬂ¡ Ú±Ô ¸±ø˝√√ÀÓ¬…¬ı˛ ¤ﬂ¡ ¸˜‘X ˆ¬±G±¬ı˛º ¬ıdÓ¬,
¸¬ı«ˆ¬±¬ı˛Ó¬œ˚˛ Ú±ÔÒÀ˜«¬ı˛ ¸±ÒÚ±¬ı˛ &˝√√…±øÓ¬&˝√√… øSê˚˛±Àﬂ¡Ã˙˘&ø˘ [¶ö±Ú-ﬂ¡±˘-¬Û±S Œˆ¬À√
Œﬂ¡±ÀÚ± Œﬂ¡±ÀÚ± Œé¬ÀS øˆ¬ißÓ¬± ¸ÀN›] ¬ı¬ı˛±Àﬂ¡¬ı˛ Ú±ÔÀ˚±·œ ¸±Òﬂ¡À√¬ı˛ ˜ÀÒ…› õ∂‰¬ø˘Ó¬,
˚±¬ı˛ õ∂˜±Ì ¬ı˛À˚˛ÀÂ√ ¤‡±Úﬂ¡±¬ı˛ Ú±Ô¸±ø˝√√ÀÓ¬…º
¬ı¬ı˛±Àﬂ¡¬ı˛ Œ˚±·¸±ÒÚ±˜”˘ﬂ¡ Ú±Ô¸±ø˝√√ÀÓ¬… ≈√øÈ¬ Ò±¬ı˛± ø¬ı√…˜±Úº õ∂Ô˜ Ò±¬ı˛±˚˛ ¬ı˛À˚˛ÀÂ√
øﬂ¡Â≈√ õ∂±‰¬œÚ ¬Û≈“øÔ, Œ˚&ø˘ ¿˝√√A › ﬂ¡±Â√±Î¬ˇ ’=˘ ŒÔÀﬂ¡ ’±ø¬ı©‘®Ó¬º ¤¬ı˛ ˜ÀÒ… ø¬ıÀ˙¯∏
ˆ¬±À¬ı Î◊¬À~‡ ﬂ¡¬ı˛± ˚±˚˛ ë˝√√±Î¬ˇ˜±˘±í, ë’Ú±√…‰¬ø¬ı˛Sí, ëÚ±Ô¬Û≈¬ı˛±Ìí ˝◊Ó¬…±ø√¬ı˛ ﬂ¡Ô±º ’Ú…ø√Àﬂ¡
’±ÀÂ√ ¬ı¬ı˛±Àﬂ¡¬ı˛ Ú±Ô¸±Òﬂ¡À√¬ı˛ ¬ı˛ø‰¬Ó¬ Œ˚±·¸±ÒÚ± ø¬ı¯∏˚˛ﬂ¡ ¸±ø˝√√Ó¬…º Œ˚˜ÚñëÓ¬ÀÚ¬ı˛ ¬ı±¬ı˛˜±ø¸í
[¬Û≈©®¬ı˛ Ú±Ô ¸•Û±ø√Ó¬ Œ˘±ﬂ¡¸±ø˝√√Ó¬…˜”˘ﬂ¡ ¬ı˛‰¬Ú±], ¬Û≈©®¬ı˛ Ú±ÀÔ¬ı˛ ë˜˝√√±˜La Î◊¬¬Û±¸Ú±í,
¬ı˛±Ê√À˜±˝√√Ú Ú±ÀÔ¬ı˛ ëÚ±Ô-Œ˚±·œÓ¬Ní, ˝√√À¬ı˛f Ú±ÔÊ√œ¬ı˛ ëÚ±ÔÓ¬N › Ê√±øÓ¬ Œﬂ¡Ã˜≈ø√í, ’øù´Úœ
Ú±ÔÊ√œ¬ı˛ ëŒ˚±À·¬ı˛ ¬ÛÀÔ Ú±√í, ëŒ˚±·±‰¬±¬ı˛ √¬Û«Ìí, ëŒ˚±·ø¬ı:±Úí, Òœ¬ı˛±Ê√ ‰¬f Ú±ÀÔ¬ı˛ ëŒ·±¬ı˛é¬
ø¬ıÊ√˚˛í ˝◊Ó¬…±ø√º ¤¬ı±¬ı˛ ¬ı¬ı˛±Àﬂ¡¬ı˛ ¤˝◊ Ú±Ô¸±ø˝√√ÀÓ¬…¬ı˛ ’±À˘±Àﬂ¡ Œ˚±·¸±ÒÚ±¬ı˛ ¬ıU˜≈‡œ ’øˆ¬¬ı…øMê
øÚÀ˚˛ ’±À˘±‰¬Ú± ﬂ¡¬ı˛± ˝À¬ıñ
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Yoga Tattva and Yoga practice in the Nath
Literature of the Barak Valley.
Debjani Debnath
Asstt. Prof., Dept., of Bengali, P.D.U.A.M.
Eraligul, Karimganj-788723
Abstract: Saivism is a long time religious practice among various tribes
and sub-tribes living in the northeast India. However, caste formation
and caste feeling centering round devotion and worship to to Siva has
grown only among Nath Community. This community has also developed a practice of physical exercise called yoga practice as a special
devotional practice dedicated to Lord Siva. Major objective of the Nath
cult is to achieve nirananatva which is possible only through physical
exercise through yogic practice. According to the philosophy of Nath
religion consciousness of jiva is latent in the anus of the human body
in the form of kundalinisakti. Tis consciousness is awakened through
the yogic practice, and when this power merges in Siva, the self gains
Sivattva. Apart from this, system of devotional practices of Nath religion gains totality with the combination of pancamahatattava,
naditattva, vayutattva, satacakrabheda etc., mention of which is found
in works like Hadmala, Nath-Yogitattva and Taler barmti. Following
critically analytical method this paper aims to analyse how in these
works these tattvas are mentioned.
Key-words: Nath, Saivism, devotion, cult,Yoga
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ø¬ıÀ˙¯∏ Œﬂ¡±ÀÚ± ˘±ˆ¬ ˝√√˚˛øÚº Ó¬±¬ı˛± ’±À·› Œ˚˜Ú ˜¬ı˛øÂ√˘ ¸¬ı˛ﬂ¡±À¬ı˛¬ı˛ ¬Ûø¬ı˛√˙«ÀÚ¬ı˛ ¬Û¬ı˛
Ó¬‡Ú› Ó¬±¬ı˛± ¤ﬂ¡˝◊¬ı˛ﬂ¡˜ ˆ¬±À¬ı ˜¬ı˛øÂ√˘º
ë‡¬ı˛±¬ı˛ õ∂øÓ¬À¬ı√√Úí ¬ı˛‰¬Ú± ﬂ¡¬ı˛ÀÓ¬ ø·À˚˛ Œ√À¬ı˙ ¬ı˛±˚˛ ¤˜Ú ¤ﬂ¡ ¬ÛÈ¬ˆ”ø˜¬ı˛ ¬Ûø¬ı˛‰¬˚˛ ø√À˚˛ÀÂ√Ú
Œ˚‡±ÀÚ õ∂±ﬂ‘¡øÓ¬ﬂ¡ ≈√À˚±«· ’±¬ı˛ ˜i§ôL¬ı˛ ¤ﬂ¡¸Àe Ò¬ı˛± ø√À˚˛ÀÂ√º ˜˝√√±˜±¬ı˛œ ’±¬ı˛ ¤˝◊ ¸˜ô¶ ≈√À˚±«À·¬ı˛
ﬂ¡±¬ı˛ÀÌ ¬ıU ¢∂±˜, ¬ıU Ê√Ú¬ı¸øÓ¬ øÓ¬À˘ øÓ¬À˘ Ò¬ı—¸ ˝√√À˚˛ ˚±˚˛º ’±¬ı˛ ¸¬ıÀ‰¬À˚˛ ¬ıÎ¬ˇ ﬂ¡Ô± ¤˝◊ ¸˜ô¶
ø¬ı¯∏˚˛&À˘±¬ı˛ ¸øÍ¬ﬂ¡ Ó¬Ô… ·Ì˜±Ò…˜&ø˘ ¸¬ı¸˜˚˛ õ∂‰¬±¬ı˛ ﬂ¡À¬ı˛ Ú±º ¤˝◊ ¸±ø˝√√øÓ¬…ﬂ¡¬ı˛±˝◊ ’±˜±À√¬ı˛
¸˝√√±˚˛ﬂ¡º Ê√Ú√¬ı˛√œ ¸±ø˝√√øÓ¬…ﬂ¡¬ı˛± ¬ı±¬ı˛ ¬ı±¬ı˛ ’±˜±À√¬ı˛ ﬂ¡±ÀÂ√ ¸˜±ÀÊ√¬ı˛ ¤˝◊ ¸˜ô¶ ˜±Ú≈¯∏À√¬ı˛ Ú±¬ı˘± ﬂ¡Ô±&À˘± Ó≈¬À˘ Ò¬ı˛ÀÂ√º ’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈ øﬂ¡—¬ı± ˙¬ı˛»‰¬f˝◊ Œ˝√√±ﬂ¡ ¤¬ı˛± õ∂ÀÓ¬…Àﬂ¡˝◊ øﬂ¡c
¸±Ò±¬ı˛Ì ˜±Ú≈¯∏À√¬ı˛ Ê√œ¬ıÚ ø‰¬S ¸±ø˝√√ÀÓ¬… Ó≈¬À˘ ÒÀ¬ı˛ÀÂ√Úº
˜˝√√±˜±¬ı˛œ ’±À·¬ı˛ ø√Ú&À˘±ÀÓ¬ ø¬ıù´¬ı±¸œÀﬂ¡ Œ˚˜Ú Òı—¸ ﬂ¡±ÀG Î◊¬¬ÛÚœÓ¬ ﬂ¡À¬ı˛øÂ√˘
¬ıÓ¬«˜±ÀÚ› ŒÓ¬˜øÚ Òı—¸˘œ˘± ‰¬±ø˘À˚˛ ˚±À2Â√º qÒ≈˜±S ¤ﬂ¡È¬±˝◊ Ó¬Ù¬±» Ó¬‡Ú ’±Ò≈øÚﬂ¡ õ∂˚ø≈ Mêø¬ı√…±
¸±Ò±¬ı˛ÀÌ¬ı˛ ¸˝√√±˚˛ øÂ√˘ Ú± ’±¬ı˛ ¤‡Ú ¬ıU ø¬ı:±Ú õ∂˚≈øMê ¸±Ò±¬ı˛ÀÌ¬ı˛ ¸˝√√±˚˛ [˚ø√› ¤ÀÓ¬
ø¬ıÀ˙¯∏ Œﬂ¡±ÀÚ± ˘±ˆ¬ ˝√√À2Â√ Ú±]º ¤ﬂ¡ ’Ê√±Ú± Œ¬ı˛±À·¬ı˛ Ó¬±G¬ı ˘œ˘±˚˛ ’±˜¬ı˛± ø¬ıù´¬ı±¸œ¬ı˛±
’±Ê√ ≈√–¶ö, ’¸˝√√±˚˛º Œﬂ¡±ÀÚ± ’±Ò≈øÚﬂ¡ ø¬ı:±Ú ’±Ê√ ’±˜±À√¬ı˛ ¸˝√√±˚˛ ˝√√ÀÓ¬ ¬Û±¬ı˛ÀÂ√ Ú±º
¤˝◊¬ı˛ﬂ¡˜ ¬Ûø¬ı˛ø¶öøÓ¬ÀÓ¬ Ó¬±˝◊ ’±˜¬ı˛± ¬ı±¬ı˛ ¬ı±¬ı˛ Â≈√ÀÈ¬ ˚±˝◊ ¸±ø˝√À√Ó¬…¬ı˛ √¬ı˛¬ı±À¬ı˛º Œ˚‡±ÀÚ ‡≈“ÀÊ√ ¬Û±›˚˛±
˚±˚˛ ’¸˝√√±˚˛ √ø¬ı˛^ ˜±Ú≈¯∏À√¬ı˛ Ê√œ¬ıÀÚ¬ı˛ ﬂ¡¬ı˛n∏Ì √˙±¬ı˛ ﬂ¡Ô±, Œ˚‡±ÀÚ ŒÊ√À· Î◊¬ÀÍ¬ ¤ﬂ¡ ’±˙±¬ı˛
øﬂ¡¬ı˛Ìº8

Said, Edward W. Culture and Imperialism. Chatto and Windus, 1994.
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‡¬ı˛±¬ı˛ ﬂ¡±¬ı˛ÀÌ Ò¬ı—¸ ˝√√À˚˛ ˚±À2Â√ ¢∂±À˜¬ı˛ ¬Û¬ı˛ ¢∂±˜º ¸¬ı˛ﬂ¡±¬ı˛ ˜˝√√±˜±¬ı˛œÀÓ¬› ˚± ﬂ¡À¬ı˛Ú ‡¬ı˛±ÀÓ¬›
Ó¬± ﬂ¡À¬ı˛Úº ’Ô«±» ﬁ¬ÛøÚÀ¬ıø˙ﬂ¡ Œ˙±¯∏Ì ŒÓ¬± ¤‡±ÀÚ› ’±ÀÂ√º ˜Ò…õ∂À√À˙¬ı˛ ¸¬ı˛&Ê√± øÊ√˘±¬ı˛
¬ıœÊ√ﬂ≈¡Î¬ˇ± ¢∂±À˜ 1992 ¸±À˘ ‡¬ı˛± Œ√‡± ø√À˚˛øÂ√˘º ¤˝◊ ‡¬ı˛±˚˛ ¬ıU ˜±Ú≈¯∏ ’ﬂ¡±À˘ õ∂±Ì ˝√√±¬ı˛±˚˛º
Œﬂ¡±ÀÚ±› Œ¬ı˛±· ¤‡±ÀÚ øÚø√«©Ü ﬂ¡À¬ı˛ ø‰¬ø˝√êÓ¬ ﬂ¡¬ı˛± ˝√√˚˛øÚº øﬂ¡c Ú±-Œ‡ÀÓ¬ Œ¬ÛÀ˚˛ ¬ı± ‡±¬ı±À¬ı˛¬ı˛
’ˆ¬±À¬ı ’‡±√…, ﬂ≈¡-‡±√… Œ‡À˚˛ ¢∂±À˜¬ı˛ ¬Û¬ı˛ ¢∂±˜ ﬂ¡œˆ¬±À¬ı Ò¬ı—¸ ˝√√À˚˛ ˚±˚˛, Ó¬±¬ı˛˝◊ Â√ø¬ı Ù≈¬ÀÈ¬ Î◊¬ÀÍ¬
ë‡¬ı˛±¬ı˛ ¬õ∂øÓ¬À¬ı√Úí-¤º ¤˝◊ ≈√øˆ¬«é¬, ˜•§ôLÀ¬ı˛¬ı˛ ¸˜˚˛Àﬂ¡ Ó¬‡Ú ¸•Û”Ì«ˆ¬±À¬ı ﬂ¡±ÀÊ ˘±ø·À˚˛øÂ√˘
¬ı˛±Ê√ÕÚøÓ¬ﬂ¡ Î◊¬2‰¬À|øÌ¬ı˛ Œ˙±¯∏ﬂ¡ ˜G˘œ, ø¬ıøˆ¬iß ¬ÛS -¬ÛøSﬂ¡±˚˛ ¤ øÚÀ˚˛ Œ˘‡± ˝√√À˚˛øÂ√˘ õ∂‰≈¬¬ı˛
øﬂ¡c ¸¬ı˛ﬂ¡±À¬ı˛¬ı˛ Ó¬¬ı˛Ù¬ ŒÔÀﬂ¡ ¸øÍ¬ﬂ¡ ¸±Î¬ˇ± Ó¬‡Ú ¬Û±›˚˛± ˚±˚˛øÚ, ‡¬ı˛±˚˛ ˜‘Ó¬ ¬ı…øMêÀ√¬ı˛ õ∂øÓ¬
¸¬ı˛ﬂ¡±À¬ı˛¬ı˛ Î◊¬øMêñëë¤À√¬ı˛ ˚± ¬ı˚˛¸ ˝√√À˚˛øÂ√˘ Ó¬±ÀÓ¬ ¤À√¬ı˛ ’±Ê√ ¬ı±À ﬂ¡±˘ ˜±¬ı˛± ˚±¬ı±¬ı˛˝◊
ﬂ¡Ô±ºíí6
¤˜Ú˝◊ Œ˚ ¸¬ı˛ﬂ¡±À¬ı˛¬ı˛ ˆ¬±¬ıÚ± Œ¸˝◊ ¸¬ı˛ﬂ¡±À¬ı˛¬ı˛ ˙±¸Úﬂ¡±À˘ õ∂Ê√± ¸±Ò±¬ı˛Ì ˆ¬±À˘± Ô±ﬂ¡À¬ı
ﬂ¡œ õ∂ﬂ¡±À¬ı˛∑ ¸≈Ó¬¬ı˛±— ‡¬ı˛± Œﬂ¡øfﬂ¡ Œﬂ¡±ÀÚ± ¸≈À˚±·-¸≈ø¬ıÒ± ¬ıœÊ√ﬂ≈¡Î¬ˇ±¬ı±¸œÀ√¬ı˛ Œ√›˚˛± ˝√√˚˛øÚº
õ∂øÓ¬À¬ı√ÀÚ¬ı˛ ¤ﬂ¡øÈ¬ ‰¬ø¬ı˛S Ê√±‡ø˘¬ı±÷À˚˛¬ı˛ ˜‘Ó≈¬…ÀÓ¬ ‡¬ı˛±¬ı˛ ˆ¬˚˛±¬ı˝√√¬ı˛+À¬Û ’±¬ı˛› õ∂‰¬G ˆ¬±À¬ı Ò¬ı˛±
Œ√˚˛º Œ˚ ¬ıœÊ√ﬂ≈¡Î¬ˇ±¬ı˛ Ú±˜ ¤Ó¬ø√Ú ÒÀ¬ı˛ Œﬂ¡±ÀÚ± õ∂±Ìœ Ê√±ÚÓ¬ Ú±, Œ¸˝◊ ¬ıœÊ√ﬂ≈¡Î¬ˇ± Ê√±‡ø˘¬ı±÷À˚˛¬ı˛
˜‘Ó≈¬…ÀÓ¬ ¬ı˛±Ó¬±¬ı˛±øÓ¬ ø¬ı‡…±Ó¬ ˝√√À˚˛ Œ·˘º ¤˝◊ ˜‘Ó≈¬…¬ı˛ ¬Û¬ı˛ ¬ıœÊﬂ≈¡Î¬ˇ±¬ı±¸œÀ√¬ı˛ Ê√Ú… ¬ı˛‚≈Ú±Ô Ú·¬ı˛
ŒÔÀﬂ¡ ‡±¬ı±¬ı˛ ¤˘º ø‰¬øﬂ¡»¸±¬ı˛ ¬ı…¬ı¶ö± ˝√√˘, ø¬ı˛¬ı±˝◊ ¬Û±ÀG±Àﬂ¡ ˝√√±¸¬Û±Ó¬±À˘ øÚÀ˚˛ ˚±›˚˛± ˝√√˚˛ øﬂ¡c
Ê√±‡ø˘¬ı±÷À˚˛¬ı˛ ’±R±¬ı˛ øé¬ÀÒ Œ˜È¬±ÀÓ¬ ¬Û±¬ı˛˘ Ú± ¸¬ı˛ﬂ¡±¬ı˛º ˜‘Ó≈¬…¬ı˛ ¬Û”À¬ı« ‡¬ı˛± Œ˚˜Ú Ó¬±Àﬂ¡
øÓ¬˘øÓ¬˘ ﬂ¡À¬ı˛ ﬂ¡©Ü ø√ø2Â√˘ ˜‘Ó¬…¬ı˛ ¬Û¬ı˛› ‡¬ı˛±¬ı˛ ﬂ¡¬ı˛±˘ ¢∂±¸ ŒÔÀﬂ¡ Ê√±‡ø˘¬ı±÷À˚˛¬ı˛ ’±R±¬ı˛
˜≈øMê ˝√√˚˛øÚº é≈¬Ò±Ó¬« ’±R± ˚‡Ú qÚÀÓ¬ ¬Û±˚˛ ¬ıœÊ√ﬂ≈¡Î¬ˇ±˚˛ ¬ı˛‚≈Ú±Ô Ú·¬ı˛ ŒÔÀﬂ¡ ‡±¬ı±¬ı˛ ’±¸À¬ı
¤¬ı— Œ¸ ‡±¬ı±À¬ı˛¬ı˛ ’—˙ Œ¬ÛÀÓ¬ ˝√√À˘ Ó¬±ø˘ﬂ¡±˚˛ Ú±˜ Ó≈¬˘ÀÓ¬ ˝√√À¬ı Ó¬‡Ú Ê√±‡ø˘¬ı±÷À˚˛¬ı˛ ’±R±
‚È¬Ú±¶öÀ˘ Œ¬ÛÃ“Â√±˚˛º øﬂ¡c Œ¸ øﬂ¡Â≈√ÀÓ¬˝◊ øÚÀÊ√¬ı˛ Ú±˜ › ¸ôL±ÚÀ√¬ı˛ Ú±˜ Ó¬±ø˘ﬂ¡±˚˛ Ó≈¬˘ÀÓ¬¬ ¬Û±À¬ı˛
Ú±º ﬂ¡±¬ı˛Ì Ó¬±¬ı˛± ŒÓ¬± ’±R±, Ó¬±À√¬ı˛ ﬂ¡Ô± Ê√œø¬ıÓ¬¬ı˛± ﬂ¡œ ﬂ¡À¬ı˛ qÚÀ¬ı∑ Ó¬¬ı≈ Ê√±‡ø˘¬ı±÷ ‡±¬ı±À¬ı˛¬ı˛
’À¬Ûé¬± ﬂ¡¬ı˛ÀÓ¬ Ô±Àﬂ¡ñëëÓ¬±¬ı˛ Ú±˜ ¬ıœÊ√ﬂ≈¡Î¬ˇ±¬ı˛ Ù¬À√« Ô±ﬂ À¬¬ı Ú±øﬂ¡ ¬ıœÊ√ﬂ≈¡Î¬ˇ±¬ı˛ ¬ı±˝◊À¬ı˛ Œ¸È¬± Ú±
ŒÊ√ÀÚ˝◊ Œ˜À˚˛Àﬂ¡ ¬ı≈Àﬂ¡ ¸±¬ÛÀÈ¬ ’±¬ı˛ ŒÂ√À˘Àﬂ¡ ˝√√±Ó¬ ÒÀ¬ı˛ Ê√±‡ø˘¬ı±÷ ¬ıÎ¬ˇ ·±Â√Ó¬˘±˚˛ ’À¬Ûé¬±
ﬂ¡¬ı˛ÀÓ¬ Ô±Àﬂ¡ ﬂ¡‡Ú ¬ı˛‚≈Ú±Ô ŒÔÀﬂ¡ ‡±¬ı±¬ı˛ øÚÀ˚˛ ·±Î¬ˇœ ’±À¸ºíí7
øÚ˚˛øÓ¬Àﬂ¡ Œﬂ¡Î◊¬ ¬Û±åÈ¬±ÀÓ¬ ¬Û±À¬ı˛ Ú±º ‡¬ı˛±˚˛ Ê√Ê√«ø¬ı˛Ó¬ ¬ı…øMêÀ√¬ı˛ øÚ˚˛øÓ¬ Œ˚Ú ¸√±˝◊ ˜‘Ó≈¬…
˜≈À‡ Ó¬±À¬ı˛√ øÚÀ˚˛ ˚±˚˛º ‡¬ı˛±¬ı˛ ’±·˜ÀÚ Œ˚˜Ú Œﬂ¡±ÀÚ± ø˝√√¸±¬ı Ô±Àﬂ¡ Ú± ŒÓ¬˜øÚ ‡¬ı˛±˚˛ ˜‘Ó
¬ı…øMêÀ√¬ı˛ Œﬂ¡±ÀÚ± ø˝√√À¸¬ı ¬ı˛±‡± ˝√√˚˛ Ú±º Œﬂ¡ ﬂ¡‡Ú ˜À¬ı˛ ¬ı˛±ô¶±˚˛ ¬ÛÀÎ¬ˇ Ô±ﬂ¡˘ Ó¬± øÚÀ˚˛ ﬂ¡±¬ı˛›
˜±Ô±¬ı…±Ô± ŒÚ˝◊º ‡¬ı˛±øﬂv¡©Ü ¬ı…øMê¬ı˛± õ∂ÀÓ¬…Àﬂ¡˝◊ Ê√±ÀÚ ˜‘Ó¬ ¬ı…øMêÀ¬ı˛ ˜¬ı˛ÀÌ ÒÀ¬ı˛ÀÂ√, Ó¬±˝◊ Ó¬±¬ı˛±
˜¬ı˛ÀÂ√º Ó¬±¬ı˛± ¤› Ê√±ÀÚ Ó¬±À√¬ı˛› ˜¬ı˛ÀÌ Ò¬ı˛À¬ı ¤¬ı— Œﬂ¡±Úø√Ú Œﬂ¡±Ú Ê√±˚˛·±˚˛ Ó¬±¬ı˛±› ˜À¬ı˛
¬ÛÀÎ¬ˇ Ô±ﬂ¡À¬ı ’±¬ı˛ Œﬂ¡Î◊¬ ÚÊ√¬ı˛› Œ√À¬ı Ú±º Î◊¬øÎ¬ˇ¯∏…±¬ı˛ ﬂ¡±˘±˝√√±øG ˙˝√√À¬ı˛› ¤˜Ú ‘√˙… Œ√‡±
˚±˚˛º Ó¬»ﬂ¡±˘œÚ õ∂Ò±Ú˜Laœ ﬂ¡±˘±˝√√±øGÀÓ¬ øÓ¬Ú¬ı±¬ı˛ ˚±Ú, ¸±—¬ı±ø√Àﬂ¡¬ı˛ √˘ ’±¬ı˛ ¬ı˛±Ê√ÕÚøÓ¬ﬂ¡
√À˘¬ı˛ ’±·˜Ú ˝◊Ó¬…±ø√ ¸˜ô¶ ‚È¬Ú± ¤¬ı— ﬂ¡±˘±˝√√±øG¬ı˛ Ê√Ú˜±ÚÀ¬ı¬ı˛ ø˝√√¸±¬ı ¬ÛS ’Ô«±»
¢∂±À˜ ﬂ¡Ó¬ ‚¬ı˛, ﬂ¡Ó¬ ˜±Ú≈¯∏, ﬂ¡Ó¬ Ù¬˘Ú, ﬂ¡Ó¬ ø¸øÎ¬Î◊¬ã, ﬂ¡Ó¬ C±˝◊¬ı ˝◊Ó¬…±ø√ ¸¬ıøﬂ¡Â≈√ øÚÀ˚˛
ﬂ¡±˘±˝√√±øG¬ ˝◊øÓ¬˝√√±À¸¬ı˛ ¬Û±Ó¬±˚˛ ¤ﬂ¡øÈ¬ ¬ıÎ¬ˇ Ê√±˚˛·± ŒÚ˚˛, Ó¬± øﬂ¡c ¤ÀÓ¬ ﬂ¡±˘±˝√√±øG¬ı±¸œ¬ı˛
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Abstract : The contrastive analysis hypothesis is based on the belief
that learners transfer the habits of their native language in learning
a second language, and thus, the structural features of the target language that are similar to those of the native language will be easy to
learn while those that are different will be difficult. In this study, the
phonological systems of the two languages i.e. Manipuri and Bengali
are contrasted to predict what kind of difficulties a native speaker of
one language might face in learning another as a second language.
As this study is a contrastive analysis between Manipuri and Bengali
phonology; hope, it will contribute a little value in our understanding
of the two languages.
Key-words : Contrastive Analysis, Phonology, Phoneme, Consonant,
Vowel, Tone, Juncture, Vowel Nasalisation.
Introduction : Contrastive Analysis is the systematic study of pair of
languages with a view to identifying their structural differences and similarities. Contrastive Analysis was used extensively in the field of Second Language Acquisition (SLA) in the late sixties as a method of explaining why some features of a target language were more difficult to
acquire than others. One such method of this contrastive study may be
from the phonological aspect. A phonological contrastive study of
Manipuri and Bengali language will be very useful while learning any
one of these languages as a second language. The obvious reason is
why the phonological contrastive study of Manipuri, which belongs to
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Tibeto-Burman language family and Bengali, which belongs to Indo-European language family were taken up. The main aim and aspect of
this study is to explore the similarities and differences between the
Manipuri and Bengali language in the phonological level.
Linguistic Affinity of Manipuri and Bengali : Manipuri is the principal language of Manipur and it is spoken by some in Assam, Tripura,
Myanmar (Burma), and Bangladesh also. Manipuri language is also
known as Meiteilon by native speakers. Manipuri belongs to the KukiChin sub-branch of the Tibeto-Burman stock of the great Sino-Tibetan
family. The Manipuri language has its various dialects viz, Imphal dialect, Kakching dialect, Andro dialect, Phayeng dialect, Sekmai dialect,
Cachar dialect etc. And among these dialects Imphal dialect is considered as the standard Manipuri language. On the other hand, Bengali is
the national language of Bangladesh and also the official language of
West-Bengal, Tripura, Assam in India. Besides, it is spoken in Pakistan,
Sri Lanka, Japan, America, Malaysia, Maldives, Australia, Canada also.
Bengali language belongs to Eastern Indo-Aryan branch of the greater
Indo-European family. The Bengali language has its various dialects,
namely - Rari (Middle-west Bengal) dialect, Jharkhandi (South-West
Bengal) dialect, Barendri (North-West Bengal) dialect, Kamrupi (NorthEast Bengal) dialect, Bangali (East & South-East Bengal) dialect etc. And
the Rari dialect which is spoken by the people of Shantipur which belongs to Nadiya Districts of West-Bengal is considered as the standard
Bengali language. This language is also known as Standard Colloquial
Bangla. Although Manipuri and Bengali have many dialectal variations
this study will focus on the two standard dialects i.e. Imphal dialect and
Standard Colloquial Bangla.
Phonology Defined : The term 'phonology' has been derived from the
Greek words 'phone' and 'logos' which gradually means 'sound' and
'study'. Etymologically, Phonology is the study of speech sounds.
According to N. Trubetzkoy : "Phonology is the study of sound pertaining to the system of language".
(1939 : 24)
Bloomfield defined phonology as : "The study of significant speech
sounds is phonology on practical phonetics".
(1964 : 78)
Lyons said, "Phonology is the level at which linguist describes the
sounds of a particular language".
(1972 : 21)
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˙±¬ÛÀ˜±‰¬ÀÚ¬ı˛ Ó¬±ø·À√ ˙±•§ ø¬ıøˆ¬iß Ê√±˚˛·±˚˛ ‚≈À¬ı˛ Œ¬ıÎ¬ˇ±Ú ¤¬ı— Œ¸˝◊ Ó¬±ø·À√˝◊ ·ôL¬ı…¶öÀ˘
Œ¬ÛÃ“Â√±ÀÚ±¬ı˛ ’±À· Ó¬±¬ı˛ ¬Ûø¬ı˛‰¬˚˛ ‚ÀÈ¬ ø¬ıø‰¬S ¸¬ı ˜±Ú≈À¯∏¬ı˛ ¸Àeº ¤ﬂ¡ ø¬ı˙±˘ Œ·±á¬œ¬ı˛ ˜±Ú≈¯∏
¤‡±ÀÚ Ó¬±¬ı˛˝◊ ˜Ó¬ ‰¬˜«À¬ı˛±À· ’±Sê±ôLº Ê√Ú¸˜±Ê√ ŒÔÀﬂ¡ ”√À¬ı˛ Ó¬±¬ı˛± øÚÀÊ√À√¬ı˛ ¤ﬂ¡ ’±ô¶±Ú±
·ÀÎ¬ˇ Ó≈¬À˘ÀÂ√º Ó¬±¬ı˛± Ê√±ÀÚ, Œ˚ Œ¬ı˛±À· Ó¬±¬ı˛± ’±Sê±ôL ˝√√À˚˛ÀÂ√ Œ¸ Œ¬ı˛±· ¸±¬ı˛À¬ı Ú±º Ó¬±¬ı˛±
¤‡±ÀÚ˝◊ ¬ÛÀ‰¬ ·À˘ ¤ﬂø√Ú ˜±øÈ¬¬ı˛ ¸Àe ø˜À˙ ˚±À¬ıº ¸±Ò±¬ı˛Ì Ê√Ú¸˜±Ê√ ﬂ¡‡Ú˝◊ Ó¬±À√¬ı˛ Œ˜ÀÚ
ŒÚÀ¬ı Ú±º Ó¬±˝◊ Ó¬±¬ı˛± ¬Û‘Ôﬂ¡, ’±˘±√±º ﬁ¬ÛÚ…±ø¸ﬂ¡ øﬂ¡ ¤À√¬ı˛ ø√À˚˛˝◊ Œ¸˝◊ ¸˜ô¶ ˜±Ú≈¯∏À√¬ı˛ ﬂ¡Ô±
¬ıÀ˘ÀÂ√Ú, ˚±¬ı˛± ¸˜±ÀÊ√¬ı˛ Ó¬Ô±ﬂ¡øÔÓ¬ Î◊¬2‰¬À|øÌ¬ı˛ ¡Z±¬ı˛± Œ˙±ø¯∏Ó¬ ˝√√À˚˛ Ô±Àﬂ¡Úº Ó¬±¬ı˛±˝◊ ŒÓ¬± Œ¸˝◊
¸¬ı Ú±-Œ‡ÀÓ¬ ¬Û±›˚˛± ˜±Ú≈¯∏º ¬¡Z±¬ı˛ﬂ¡±¬ı±¸œ Œ˚‡±ÀÚ ﬂ‘¡¯∏û ¬ı˛±Ê√ÀQ ’øÓ¬˙±øôLÀÓ¬ ¬ı±¸ ﬂ¡¬ı˛ÀÂ√,
Œﬂ¡±Ô±› Œﬂ¡±ÀÚ± Œﬂ¡±˘±˝√√˘ ŒÚ˝◊, ŒÚ˝◊ Œﬂ¡±ÀÚ± ’Ó‘¬ø5¬ı˛ ˝◊øeÓ¬ Œ¸‡±ÀÚ ¤ﬂ¡À·±á¬œ ˜±Ú≈¯∏
’ÚøÓ¬”√À¬ı˛˝◊ ¤˜Ú Ê√œ¬ıÚ ˚±¬ÛÚ Œﬂ¡Ú ﬂ¡¬ı˛ÀÂ√, Ó¬±À√¬ı˛ ¬ı…¬ı˝√√±ø¬ı˛ﬂ¡ Ê√œ¬ıÚ ˚±¬ÛÀÚ¬ı˛ ¤ﬂ¡øÈ¬ ¬ıÌ«Ú±ñ
ëë˙±•§ ˜ÀÚ ˜ÀÚ ’¬ı±ﬂ¡ ˝√√À˚˛ ˆ¬±¬ıÀ˘Ú, ¤¬ı˛± ﬂ¡±¬ı˛±∑ Œﬂ¡±ÀÚ± ˚±˚±¬ı¬ı˛ Ê√±øÓ¬¬ı˛ Œ·±á¬œˆ”¬Mê ’Ô¬ı±
’¬ı˛Ì…¬ı±¸œ øﬂ¡¬ı˛±Ó¬·Ì∑ ˆ¬±¬ıÀÓ¬ ˆ¬±¬ıÀÓ¬ øÓ¬øÚ Œ¸˝◊¸¬ı &˝√√± › ﬂ≈¡øÈ¬À¬ı˛¬ı˛ ¸±˜ÀÚ ¤ø·À˚˛ Œ·À˘Úº
ﬂ¡±ÀÍ¬¬ı˛ ’±&ÀÚ¬ı˛ ’±À˘±˚˛ Ó¬±“¬ı˛ ˜”øÓ¬« ¶Û©Ü ˝√√À˚˛ Î◊¬Í¬ÀÓ¬˝◊ ﬂ¡À˚˛ﬂ¡Ê√Ú Ó¬±“¬ı˛ ¸±˜ÀÚ √±“Î¬ˇ±À˘±º
˙±•§¬ı˛ ¬ı≈Àﬂ¡ Œ˚Ú ø¬ı≈√…ÀÓ¬¬ı˛ Á¬˘ﬂ¡ Œ˝√√ÀÚ Œ·˘º Œ√‡À˘Ú, Ó¬±“¬ı˛ ¸±˜ÀÚ Œ˚ ﬂ¡- Ê√Ú ¤À¸
√±“øÎ¬ˇÀ˚˛ÀÂ√ Ó¬“±¬ı˛ ˜ÀÓ¬± ﬂ≈¡á¬ ¬ı…±øÒ¢∂ô¶º ˙±•§ ¤¬ı— Ó¬±À√¬ı˛ ˜ÀÒ… ‘√ø©Ü ø¬ıøÚ˜˚˛ ˝√√À˘±º ﬂ¡À˚˛ﬂ¡ ˜≈˝√”Ó¬«
¬ÛÀ¬ı˛˝◊ Œ√‡± Œ·˘, ﬂ¡À˚˛ﬂ¡Ê√Ú ﬂ≈¡á¬¬ı…±øÒ¢∂¶ö ¬ı˛˜Ìœ› ¸±˜ÀÚ ¤À¸ √±Î“ ¬ˇ±À˘±º ˚±À√¬ı˛ ≈√- ¤ﬂ¡Ê√ÀÚ¬ı˛
Œﬂ¡±À˘ ø˙qØ ’±(˚«, ø˙q¬ı˛± Œﬂ¡Î◊¬ Œ¬ı˛±·¢∂ô¶ Ú±ºíí5
¤˝◊ ˜±Ú≈¯∏&À˘± ’±˘±√± ’±˘±√± Ê√±˚˛·± ŒÔÀﬂ¡ ’±˘±√± ’±˘±√± ˆ¬±À¬ı ¤À¸ ¤ﬂ¡ÀS
Ê√≈ÀÈ¬ÀÂ√º Ó¬±À√¬ı˛ Ê√œ¬ıÀÚ¬ı˛ õ∂øÓ¬ Œﬂ¡±ÀÚ± ’±ﬂ¡±„ƒ√é¬± ’¬ıø˙©Ü ŒÚ˝◊, ¸±˜±Ú…Ó¬˜ ˙±¬ı˛œø¬ı˛ﬂ¡ Œˆ¬±À·˝◊
Ó¬±¬ı˛± ¸c©Ü, ¤‡±ÀÚ ŒÚ˝◊ Œﬂ¡±ÀÚ± ¸•Ûﬂ¡« ’±¬ı˛ ŒÚ˝◊ ¸•ÛÀﬂ¡«¬ı˛ Œ√±˝√√±˝◊, ’±ÀÂ√ Œﬂ¡¬ı˘ Ú±¬ı˛œ,
¬Û≈¬ı˛n∏¯∏ ’±¬ı˛ ﬂ≈¡á¬À¬ı˛±·º ˙±•§ ’±(˚« ˝√√˚˛ , ’Ô‰¬ ¤˝◊ ˜±Ú≈¯∏&À˘± ŒÓ¬± øÚ©Û±¬Û, Œﬂ¡±ÀÚ± ’Ú…±˚˛
Ó¬±¬ı˛± ﬂ¡À¬ı˛øÚº ŒÂ√±“˚˛±À‰¬ Œ¬ı˛±À·¬ı˛ ’±Sê˜ÀÌ Ó¬±¬ı˛± ¸˜±Ê√‰≈¬…Ó¬, ¬ıø˝√©‘®Ó¬ ¤¬ı— Ó¬±À√¬ı˛ õ∂øÓ¬ ’˝√√¬ı˛˝√
ﬂ¡√˚« ¬ı…¬ı˝√√±À¬ı˛¬ı˛ ﬂ¡±¬ı˛Ì Ó¬±¬ı˛± ﬂ≈¡á¬ Œ¬ı˛±·œº Ó¬À¬ı øﬂ¡ ’±˜¬ı˛± ¬ı˘ÀÓ¬ ¬Û±ø¬ı˛ Ú± ˜˝√√±˜±¬ı˛œ ¬ı± ˜Î¬ˇﬂ¡
¬Û‘øÔ¬ıœ¬ı˛ ∆˙˙¬ı ﬂ¡±˘ ŒÔÀﬂ¡˝◊ ¬Û‘Ôﬂ¡ ¬Û‘Ôﬂ¡ ¸˜À˚˛ ’±˜±À√¬ı˛ ¢∂±¸ ﬂ¡À¬ı˛ ‰¬À˘ÀÂ√º Î◊¬¬ÛÚ…±À¸¬ı˛
’¢∂·øÓ¬ÀÓ¬ ’±˜¬ı˛± Œ√ø‡ ˙±•§¬ı˛ ˝√√±Ó¬ ÒÀ¬ı˛˝◊ ¤˝◊ ŒÂ√±“˚˛±À‰¬ Œ¬ı˛±À·¬ı˛ ø¬ıÚ±˙ ˝√√˚˛º ˚ø√› ¤˝◊ ’¸±Ò…
¸±ÒÚ ﬂ¡¬ı˛ÀÓ¬ ø·À˚˛ ¬ıU ˜±Ú≈¯∏ õ∂±Ì ˝√√±¬ı˛±˚˛, Ó¬Ô±ø¬Û Œ¬ı˛±·˜≈Mê ¤ﬂ¡ Œ·±á¬œ ˙±À•§¬ı˛ ˝√√±Ó¬ ÒÀ¬ı˛˝◊
Œ¸ø√Ú Œ¬ıø¬ı˛À˚˛ ¤À¸øÂ√˘º ¬ıÓ¬«˜±Ú ¬Ûø¬ı˛ø¶öøÓ¬¬ı˛ ˝◊øeÓ¬ ’±˜¬ı˛± Œ¸ø√Ú ﬂ¡±˘ﬂ≈¡ÀÈ¬¬ı˛ ë˙±•§í ŒÓ¬›
Œ¬ÛÀ˚˛øÂ√˘±˜º
¤¬ı±¬ı˛ ¤ﬂ¡øÈ¬ øˆ¬iß Ò˜π Î◊¬¬ÛÚ…±¸ øÚÀ˚˛ ’±À˘±‰¬Ú± ﬂ¡¬ı˛± ˚±ﬂ¡º ¤˝◊ Î◊¬¬ÛÚ…±¸øÈ¬ÀÓ¬ ˜˝√√±˜±¬ı˛œ
¬ı± ˜Î¬ˇﬂ¡ ¬ı± ŒÂ√±“˚˛±À‰¬ Œ¬ı˛±À·¬ı˛ õ∂Àﬂ¡±À¬Û¬ı˛ ﬂ¡Ô± ¬ı˘± ˝√√˚˛øÚº øﬂ¡c ¤˜Ú ¤ﬂ¡ õ∂±ﬂ‘¡øÓ¬ﬂ¡ ≈√À˚±«·
Î◊¬¬ÛÚ…±¸øÈ¬¬ı˛ øˆ¬øM√√ˆ”¬ø˜ ·ÀÎ¬ˇ Ó≈¬À˘ÀÂ√ Œ˚ Ó¬±Àﬂ¡ Œﬂ¡±ÀÚ± ’—À˙˝◊ ˜˝√√±˜±¬ı˛œ ŒÔÀﬂ¡ ŒÂ√±ÀÈ¬± ﬂ¡À¬ı˛
Œ√‡± ˚±˚˛ Ú±º Ó¬±¬ı˛ Î◊¬¬Û¬ı˛ Î◊¬¬ÛÚ…±¸øÈ¬ÀÓ¬ ¬ı˛À˚˛ÀÂ√ ¬ı˛±Ê√ÕÚøÓ¬ﬂ¡ ‰¬Sê±ÀôL¬ı˛ ·±Ï¬ˇ Â√±˚˛±¬Û±Ó¬º ¬ıÓ¬«˜±ÀÚ
˚≈À·¬ı˛ ¸±ø˝√√Ó¬…ﬂ¡±¬ı˛ Œ√À¬ı˙ ¬ı˛±˚˛ Œ˚ ¬õ∂øÓ¬À¬ı√Ú &À˘± ø˘À‡ÀÂ√Ú Ó¬±¬ı˛˝◊ ¤ﬂ¡øÈ¬ Î◊¬À~‡Úœ˚˛ õ∂øÓ¬À¬ı√Ú
˝√√˘ ë‡¬ı˛±¬ı˛ õ∂øÓ¬À¬ı√Úíº ¤‡±ÀÚ› ŒÓ¬± ¬ı˛À˚˛ÀÂ√ ¸ˆ¬…Ó¬±¬ı˛ Ó¬œ¬ıË ¸—ﬂ¡È¬º Ú± Œ‡ÀÓ¬ ¬Û±›˚˛± ¤ﬂ¡
ø¬ı˙±˘ ˜±Ú¬ıÀ·±á¬œ ﬂ¡œˆ¬±À¬ı ˝√√±-˝√√±-ﬂ¡±¬ı˛ ﬂ¡¬ı˛ÀÂ√ Ó¬±¬ı˛˝◊ ¤ﬂ¡ Ú˜≈Ú± ¬õ∂øÓ¬À¬ı√ÚøÈ¬ÀÓ¬ Î◊¬ÀÍ¬ ¤À¸ÀÂ√º
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¿ﬂ¡±ôL ¬ı±˜±« ˚±›˚˛±¬ı˛ ¸˜˚˛ Ê√±˝√√±ÀÊ√ Œ√À‡øÂ√˘ ’Ó¬…ôL Úœ‰¬ Œ|øÌ¬ı˛ ˚±¬ı˛± øÂ√˘ Ó¬±À√¬ı˛ Œﬂ¡±˚˛±¬ı˛±˝◊∞È¬±¬ı˛
¬ı…¬ı¶ö± ’Ú…¬ı˛ﬂ¡˜, ·±√±·±ø√ ﬂ¡À¬ı˛ Ó¬±À√¬ı˛ Ô±ﬂ¡ÀÓ¬ ˝√√À2Â√º ‡±¬ı±¬ı˛ › ø‰¬øﬂ¡»¸±¬ı˛ ¬ı…¬ı¶ö±› Ó¬±À√¬ı˛
øÍ¬ﬂ¡Í¬±ﬂ¡ ŒÚ˝◊, ·¬ı˛n∏, Â√±·˘, Œˆ¬Î¬ˇ±› Œ˚Ú Ó¬±À√¬ı˛ ŒÔÀﬂ¡ ˆ¬±À˘±ˆ¬±À¬ı ’±ÀÂ√, Ê√±˝√√±ÀÊ√ ˚±¬ı˛± Î◊¬2‰¬
Œ|øÌ¬ı˛ ’±ÀÂ√Ú Ó¬±¬ı˛± ¸¬ı˛ﬂ¡±ø¬ı˛ ’øÙ¬¸ ŒÔÀﬂ¡ √¬ı˛‡±ô¶ ø˘ø‡À˚˛ ’±ÚÀ˘ Ó¬±À√¬ı˛ ’Ú±˚˛±À¸ Œ˚ÀÓ¬
Œ√›˚˛± ˝√√À2Â√, ’±¬ı˛ ˚±¬ı˛± Ó¬Ô±ﬂ¡øÔÓ¬ ŒÂ√±ÀÈ¬±À˘±ﬂ¡ Ó¬±À√¬ı˛ ¸±ÀÔ ¬Ûq¬ı˛ Ú…±˚˛ ¬ı…¬ı˝√√±¬ı˛ ﬂ¡¬ı˛± ˝√√À2Â√º
¤˝◊ ¸˜ô¶ ’øˆ¬:Ó¬± ¬ıÓ¬«˜±ÀÚ ’±˜±À√¬ı˛ ¬˝√√À˚˛ ‰¬À˘ÀÂ√º COVID-19- ¤¬ı˛ õ∂Àﬂ¡±À¬Û ‰¬œÀÚ¬ı˛
Î◊¬˝√√±Ú ŒÔÀﬂ¡ ˚‡Ú ˆ¬±¬ı˛Ó¬œ˚˛ Â√±S √˘ Œ√À˙ øÙ¬À¬ı˛ ’±À¸ Ó¬‡Ú Ó¬±À√¬ı˛ ˝√√Ê√ ﬂ¡…±À•Û ¤ﬂ¡¸±ÀÔ
·±√±·±ø√ ﬂ¡À¬ı˛ Ô±ﬂ¡ÀÓ¬ Œ√›˚˛± ˝√√˚˛º Ó¬±À√¬ı˛ Ú± -Œ√›˚˛± ˝√√˚˛ Œ˚±·… ‡±¬ı±¬ı˛ ’±¬ı˛ Ú±-Œ√›˚˛± ˝√√˚˛
Œ˚±·… ø‰¬øﬂ¡»¸±º ˆ¬±¬ı˛Ó¬¬ıÀ¯∏« ¬ıÓ¬«˜±Ú Œ˚ ¬Ûø¬ı˛ø¶öøÓ¬ [Quarantione, lockdown ˝◊Ó¬…±ø√]
Ó¬±ÀÓ¬› Œ√‡± ˚±˚˛ ¿ﬂ¡±ÀôL¬ı˛ ˆ¬±¯∏±˚˛ ŒÂ√±ÀÈ¬± Œ˘±ﬂ¡¬ı˛±˝◊ øÚ˚±«øÓ¬Ó¬ ˝√√À2Â√º Ó¬±¬ı˛± ¤ﬂ¡ø√Àﬂ¡ Œ˚˜Ú
øÍ¬ﬂ¡˜Ó¬ ø‰¬øﬂ¡»¸± ¬Û±À2Â√ Ú± ’Ú…ø√Àﬂ¡ ŒÓ¬˜øÚ ˘ﬂ¡Î¬±Î◊¬ÀÚ¬ı˛ ﬂ¡±¬ı˛ÀÌ Î◊¬¬Û±Ê√«ÀÚ¬ı˛ ¬ı˛±ô¶±› ¬ıg
˝√√À˚˛ Œ·ÀÂ√º Ó¬±˝◊ ¤&À˘± ’±¬ı˛ ÚÓ≈¬Ú øﬂ¡Â≈√ Ú˚˛º ¸±ø˝√√øÓ¬…ﬂ¡ ˙¬ı˛»‰¬f ¬ıU¬Û”À¬ı« ¬ıÓ¬«˜±ÀÚ√¬ı˛ ¤˝◊
¬Ûø¬ı˛ø¶öøÓ¬¬ı˛ ¸Àe ’±˜±À√¬ı˛ ¬Ûø¬ı˛‰¬˚˛ ‚øÈ¬À˚˛ ø√À˚˛ÀÂ√Ú Ó¬±˝◊ øÓ¬øÚ ’±Ê√› õ∂±¸øeﬂ¡º
1978 ¸±À˘ ¸˜À¬ı˛˙ ¬ı¸≈¬ı˛ ¬ı˛ø‰¬Ó¬ ë˙±•§í Î◊¬¬ÛÚ…±¸øÈ¬ ¤Àé¬ÀS Î◊¬À~‡Úœ˚˛º Î◊¬¬ÛÚ…±¸øÈ¬¬ı˛
¬ÛÈ¬ˆ”ø˜ Œ√¬ıÀ˘±ﬂ¡ ˝√√À˘› ¤¬ı˛ ˝◊øeÓ¬ øﬂ¡c ø¬ıù´¬ı±¸œ¬ı˛ Œé¬ÀS˝◊ õ∂À˚˛±Ê√…º Œ√¬ıÓ¬±¬ı˛ ˚‡Ú ˜±Ú¬ı±˚˛Ú
‚ÀÈ¬ Ó¬‡Ú Œ˚ ¸˜¢∂ ø¬ıù´¬ı±¸œÀﬂ¡ øÓ¬øÚ ˆ¬ø¬ı¯∏…» õ∂Ê√Àij¬ı˛ øÚﬂ¡È¬ ¬ı±Ó¬±« Œ¬ÛÃ“ÀÂ√ Œ√Ú Ó¬±ÀÓ¬
Œﬂ¡±ÀÚ± ¸Àµ˝√√ ŒÚ˝◊º ¸˜À¬ı˛˙ ¬ı¸≈ Î◊¬¬ÛÚ…±¸øÈ¬ÀÓ¬ Œﬂ¡±ÀÚ± ’øÓ¬ õ∂±ﬂ‘¡Ó¬ ø¬ı¯∏˚˛ ¬ı˛‰¬Ú± ﬂ¡À¬ı˛ÚøÚ,
Î◊¬ÀåÈ¬± ¬ı˘± ˚±˚˛ ¤‡±ÀÚ ﬂ‘¡¯∏û, Ú±¬ı˛√, ¬ı˛n∏ø%Úœ ¤¬ı˛± ¸¬ı˝◊ ˜±Ú¬ıº ¤À√¬ı˛ Œ˘Ãøﬂ¡ﬂ¡ Ê√œ¬ıÚ ’±˜±À√¬ı˛
˜Ó¬˝◊ º ¸˜À¬¬ı˛˙ ¬¬ı¸≈ ’øÓ¬ ’À˘Ãøﬂ¡ﬂ¡ ﬂ¡±ø˝√√øÚÀﬂ¡› ˚≈øMê Ó¬ﬂ¡« ø√À˚˛ Œ˘±ﬂ¡ Ê√œ¬ıÀÚ¬ı˛ ¬ı±ô¶¬ı
ﬂ¡±ø˝√√øÚ ﬂ¡À¬ı˛ ø√À˚˛ÀÂ√Úº ﬂ‘¡¯∏û ¤‡±ÀÚ ¡Z±¬Û¬ı˛ ˚≈À·¬ı˛ ﬂ¡˜, ﬂ¡ø˘˚≈À·¬ı˛ Œ¬ıø˙º Ó¬±˝◊ÀÓ¬± øÚÊ√ ’˝√√—À¬ı±ÀÒ
¸±˜±Ú…Ó¬˜ SêøÈ¬ ‚È¬À˘ øÓ¬øÚ øÚÊ√ ¬Û≈SÀﬂ¡› ’øˆ¬˙±¬Û ø√ÀÓ¬ Â√±ÀÎ¬ˇÚøÚº ¤‡±ÀÚ ˙±•§ ‰¬ø¬ı˛ÀS¬ı˛
ﬂ¡Ô± ¬ı˘± ˝√√À˚˛ÀÂ√º ﬂ‘¡¯∏û ˚‡Ú Œ¯∏±˘ ¸˝√√¶⁄ Œ·±ø¬ÛÚœ › ¶aœ¸˝√√ Ê√˘Àﬂ¡ø˘ÀÓ¬ ˜¢ü Ó¬‡Ú ’ﬂ¡¶ú±»
˙±•§¬ı˛ √œ‚« › ¬ıø˘á¬ Œ˝√√ √˙«ÀÚ Œ·±ø¬ÛÚœ ¸ﬂ¡˘ ’Ò«¬ı¸ÀÚ Ê√˘ ŒÔÀﬂ¡ Î◊¬ÀÍ¬ ¤À¸ ˙±•§¬ı˛ õ∂øÓ¬
’±ﬂ‘¡©Ü ˝√√À˘ ø¬ÛÓ¬± ﬂ‘¡À¯∏û¬ı˛ ’±R¸•ú±ÀÚ ’±‚±Ó¬ ‚ÀÈ¬º ˜≈˝√”Ó¬« ø¬ı˘•§ Ú±-ﬂ¡À¬ı˛ øÚÊ√ ¬Û≈SÀﬂ¡ øÓ¬øÚ
˙±¬Ûw©Ü ﬂ¡À¬ı˛Úº ˙±•§ ø¬ıÚ± Œ√±À¯∏˝◊ ˙±¬Ûw©Ü ˝√√À˘ Ó¬±¬ı˛ ˙¬ı˛œÀ¬ı˛ ﬂ≈¡á¬ Œ¬ı˛±À·¬ı˛ ˘é¬Ì Œ√‡± Œ√˚˛,
ø¬ı¯∏˚˛øÈ¬ ’À˘Ãøﬂ¡ﬂ¡ ˝√√À˘› ¤È¬± ¶§œﬂ¡±¬ı˛ ﬂ¡¬ı˛ÀÓ¬ ˝√√˚˛ Œ˚ ¬Û‘øÔ¬ıœ¬ı˛ ¸‘ø©Ü ¬ÛÀ¬ı«› ˜˝√√±˜±¬ı˛œ ¬ı±
ŒÂ√±“˚˛±À‰¬ Œ¬ı˛±À·¬ı˛ ˘é¬Ì øÂ√˘º ˜±Ú¬ı ¸ˆ¬…Ó¬± Ó¬‡Ú ŒÔÀﬂ¡˝◊ ˜˝√√±˜±¬ı˛œ¬ı˛ ﬂ¡¬ı˛±˘ ¢∂±À¸¬ı˛ ø˙ﬂ¡±¬ı˛
¬ı±¬ı˛ ¬ı±¬ı˛ ˝√√À˚˛ÀÂ√º ë˙±•§í Î◊¬¬ÛÚ…±À¸¬ı˛ ‰¬ø¬ı˛S&À˘± õ∂Ó¬…é¬ˆ¬±À¬ı ˜±Ú¬ı ‰¬ø¬ı˛S Ú±-˝√√À˘› ﬁ¬ÛÚ…±ø¸ﬂ¡
¤˝◊ ‰¬ø¬ı˛S&À˘±¬ı˛ ˜±Ò…À˜ ’±˜±À√¬ı˛˝◊ ﬂ¡Ô± ¬ıÀ˘ÀÂ√Úº ˙±•§ Ú±¬ı˛√ ˜≈øÚ¬ı˛ ‰¬Sê±ÀôL ˙±¬Ûw©Ü ˝√√À˚˛
¡Z±¬ı˛ﬂ¡±¬ı˛ ¬ı±˝◊À¬ı˛ ˚±Ú ¤¬ı— øﬂ¡Â≈√ø√ÀÚ¬ı˛ ˜ÀÒ…˝◊ ﬂ≈¡á¬ Œ¬ı˛±À·¬ı˛ ˘é¬Ì Ó¬±¬ı˛ ˙¬ı˛œÀ¬ı˛ ‘√ø©ÜÀ·±‰¬¬ı˛ ˝√√˚˛º
Œ˚ ¬Û≈¬ı˛n∏¯∏ Œ˜±˝√√˜˚˛œ ¬ı˛˜Ìœ¬ı˛ ¡Z±¬ı˛± ø‰¬¬ı˛ﬂ¡±˘ ’±ﬂ‘¡©Ü ˝√√Ó¬ Œ¸˝◊ ¬Û≈¬ı˛n∏¯∏Àﬂ¡˝◊ Ó¬‡Ú ¸ﬂ¡À˘ ‚‘Ì±¬ı˛
Œ‰¬±À‡ Œ√‡ÀÓ¬ q¬ı˛n∏ ﬂ¡¬ı˛˘ñëë˙±•§ ¬Û~œ˜ÀÒ… õ∂À¬ı˙ ﬂ¡¬ı˛ÀÓ¬˝◊ , Ó¬±À√¬ı˛ ﬂ¡±ÀÊ√ ¬ı…±‚±Ó¬ ‚È¬À˘±,
˙±øôL ø¬ıÚ©Ü ˝√√À˘±, Ó¬±“¬ı˛ Œ¸˝◊ ’øÓ¬ ø¬ıﬂ¡È¬ ˜”øÓ¬« Œ√À‡, ’ÀÚÀﬂ¡˝◊ ˆ¬À˚˛ › ’¶§øô¶ÀÓ¬ Î◊¬ÀÍ¬ √±Î“ ¬ˇ±À˘±º
¬ı˛˜Ìœ¬ı˛± ﬂ≈¡øÈ¬À¬ı˛ ‚≈˜ôL ¸ôL±ÚÀ√¬ı˛ ’±Î¬ˇ±˘ ﬂ¡¬ı˛±¬ı˛ Ê√Ú… √¬ı˛Ê√±˚˛ √±“Î¬ˇ±À˘±, ·‘˝√¬Û±ø˘Ó¬ ﬂ≈¡ﬂ≈¡À¬ı˛¬ı˛±
˙±•§Àﬂ¡ ”√¬ı˛ ŒÔÀﬂ¡ ‰¬±¬ı˛ø√Àﬂ¡ ø‚À¬ı˛ õ∂‰¬G¬ ø‰¬»ﬂ¡±¬ı˛ Ê√≈ÀÎ¬ˇ ø√˘ºíí4
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Phoneme : A distinctive sound segment of a language is called a phoneme.
According to Bloomfield : "A phoneme is a minimum unit of distinctive sound feature."
(1966 : 79)
A. C. Gimson said, "A phoneme is the smallest contrastive linguistic
unit which may bring about change in meaning."
(1970 : 56)
For example in Manipuri :pabƏ 'to read' /p/
tabƏ 'to hear' /t/
cabƏ 'to eat' /c/
kabƏ 'to climb' /k/
In the above examples, the consonant sounds /p/, /t/, /c/ and /k/ are
the phonemes in Manipuri.
Manipuri Phonology and Bengali Phonology : In the Manipuri phonology, we may include segmental phonemes and supra-segmental phonemes for the present study. The consonants and vowels are segmental
phonemes and Tone, Juncture are the supra-segmental phonemes of
Manipuri. In the Bengali phonology, we may include vowel and consonant as segmental phonemes and juncture and vowel nasalization as supra-segmental phonemes for the present study.
Manipuri consonant phoneme : Consonant sounds are produced with
a partial or complete obstruction by speech organs in the air stream
through lungs. In the phonemic inventory of Manipuri consonantal phonemes, there are twenty-four (24) consonant sounds we have found, viz,
/p/, /ph/ /b/, /bh/, /t/,/th,/d/, /dh/, /c/, /j/, jh/, /k/, /kh/, /g/, /gh/, /s/, /h/,
/m/, /n/, / /,/l/,/r/,/w/ and /y/.
The articulatory description of the Manipuri consonantal phonemes
are given below :
1.
2.
3.
4.
5.
6.
7.

/p/: Bilabial, voiceless, unaspirated, stop.
/ph/: Bilabial, voiceless, aspirated, stop.
/b/: Bilabial, voiced, unaspirated, stop.
/bh/: Bilabial, voiced, aspirated, stop.
/t/: Alveolar, voiceless, unaspirated, stop
/th/: Alveolar, voiceless, aspirated, stop.
/d/: Alveolar, voiced, unaspirated, stop.
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8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
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/dh/: Alveolar, voiced, aspirated, stop.
/c/: Palatal, voiceless, unaspirated, stop.
/j/: Palatal, voiced, unaspirated, stop.
/jh/: Palatal, voiced, aspirated, stop.
/k/: Velar, voiceless, unaspirated, stop
/kh/: Velar, voiceless, aspirated, stop
/g/: Velar, voiced, unaspirated, stop
/gh/: Velar, voiced, aspirated, stop
/s/: Palatal, voiceless, fricative
/h/: Glottal, voiced, fricative
/m/: Bilabial, voiced, nasal
/n/: Alveolar, voiced, nasal
/ /: Velar, voiced, nasal
/l/: Alveolar, voiced, lateral
/r/: Alveolar, voiced, trill
/w/: Bilabial, voiced, semi-vowel
/y/: Palatal, voiced, Semi-vowel

Bengali consonant phoneme : There are thirty (30) consonant phonemes in Bengali. They are - /p/, /ph/, /b/, /bh/, /t/, /th/, /d/, /dh/, / /, /
h
/, / /, / h/, /c/, /ch/, / /, / h/, /k/, /kh/, /g/, /gh/, /s/, / /, /m/, /n/, / /,
/l/, /r/, /h/, /w/ and /y/.
The articulatory description of the Bengali consonant sounds are
given below :
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.

/p/: Bilabial, voiceless, unaspirated, stop.
/ph/: Bilabial, voiceless, aspirated, stop.
/b/: Bilabial, voiced, unaspirated, stop.
/bh/: Bilabial, voiced, aspirated, stop.
/t/: Alveolar, voiceless, unaspirated, stop
/th/: Alveolar, voiceless, aspirated, stop.
/d/: Alveolar, voiced, unaspirated, stop.
/dh/: Alveolar voiced, aspirated, stop.
/ /: Dental, voiceless, unaspirated, stop
/ h/: Dental, voiceless, aspirated, stop
/ /: Dental, voiced, unaspirated, stop

12.
13.
14.

/ h/: Dental, voiced, aspirated, stop
/c/: Post-alveolar, voiceless, unaspirated, stop.
/ch/: Post-alveolar, voiceless, aspirated, stop.
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˚LaÌ±¬ı˛ ﬂ¡Ô± Ó¬±˝◊ ¬ı±¬ı˛ ¬ı±¬ı˛ ¸±ø˝√√ÀÓ¬… ¬Û±›˚˛± ˚±˚˛º Ó¬À¬ı Œ¸&À˘±¬ı˛ ’Ú… Ú±˜ ’±˜¬ı˛± Œ√ø‡º
Œ˚˜Ú ›˘±›Í¬±, ›˘±ø¬ıø¬ı, ŒÁ¬±˘±ø¬ıø¬ı, ˜øÎ¬ˇø¬ıø¬ı ˝◊Ó¬…±ø√º Ó¬‡Ú ˝◊ÚÙv≈¬À˚˛?±, Œ¸±˚˛±˝◊—Ùv≈¬ ¬ı±Î¬«Ùv≈¬
˝◊Ó¬…±ø√ Ú±˜ qÚ± ˚±˚˛øÚº Œ·±á¬œ Œ·±á¬œ Ê√Ú¬Û√ Ó¬‡Ú ¤˝◊ ˜Î¬ˇﬂ¡ ˚LaÌ±˚˛ ﬂv¡±ôLº ¤˝◊&À˘±¬ı˛
¸øÍ¬ﬂ¡ Ó¬Ô… ˝√√˚˛ÀÓ¬± ¸±ø˝√√Ó¬…‰¬‰¬«±˚˛ ø˜˘À¬ı Ú±º Ó¬À¬ı ˚LaÌ±ﬂ¡±Ó¬¬ı˛ ˜±Ú≈¯∏&À˘±¬ı˛ ’ﬂ¡øÔÓ¬ ﬂ¡±ø˝√√øÚ¬ı˛
’±ˆ¬±¸ ¸±ø˝√√Ó¬… ’¬ı˙…˝◊ ø√ÀÓ¬ ¬Û±À¬ı˛º ˙¬ı˛»‰¬f Ó¬“±¬ı˛ ë|œﬂ¡±ôLí Î◊¬¬ÛÚ…±À¸ ¤˜Ú ˜Î¬ˇﬂ¡ ˚LaÌ±¬ı˛
ﬂ¡Ô± Î◊¬2‰¬±¬ı˛Ì ﬂ¡À¬ı˛ÀÂ√Úº ¤ﬂ¡±√˙ ¤¬ı— ¡Z±√˙ ¬Ûø¬ı˛À2Â√À√ ŒÂ√±ÀÈ¬± ¬ıÎ¬ˇ ¬ı±ø‚˚˛± ¸˝√√ ’±À˙-¬Û±À˙¬ı˛
¬Û“±‰¬-¸±Ó¬øÈ¬ ¢∂±˜ ¬ı¸ôL Œ¬ı˛±À· Òı—¸ ˝√À√˚˛ ˚±˚˛º ¤˝◊ Î◊¬¬ÛÚ…±À¸ Ó¬‡Ú ˜˝√√±˜±¬ı˛œ ˙Às¬ı˛ õ∂À˚˛±·
ﬁ¬ÛÚ…±ø¸ﬂ¡ ﬂ¡À¬ı˛Úñ ëë....˜±¬ı˛œ ¤˝◊¬ı±¬ı˛ õ∂ﬂ‘¡Ó¬˝◊ ˜˝√√±˜±¬ı˛œ ¬ı˛+À¬Û Œ√‡± ø√À˘Úº ¤ Œ˚ øﬂ¡ ¬ı…±¬Û±¬ı˛
Ó¬±˝√√± Œ˚ Ú± Œ‰¬±À‡ Œ√ø‡˚˛±ÀÂ√, Ó¬±˝√√±¬ı˛ ¡Z±¬ı˛± Œ˘‡± ¬ÛøÎ¬ˇ˚˛± ·ä qøÚ˚˛± ¬ı± ﬂ¡äÚ± ﬂ¡ø¬ı˛˚˛± ˝√√+√˚˛e√˜
ﬂ¡¬ı˛± ’¸y¬ıº ’Ó¬¤¬ı ¤˝◊ ’¸y¬ıÀﬂ¡ ¸y¬ı ﬂ¡ø¬ı˛¬ı±¬ı˛ õ∂˚˛±¸ ’±ø˜ ﬂ¡ø¬ı˛¬ı Ú±º Œ˘±ﬂ¡ ¬Û˘±˝◊ÀÓ¬
’±¬ı˛y ﬂ¡ø¬ı˛˘ ˝◊˝√±¬ı˛ ’±¬ı˛ Œﬂ¡±Ú ¬ı±‰¬ø¬ı‰¬±¬ı˛ ¬ı˛ø˝√√˘ Ú±º Œ˚ ¬ı±Î¬ˇœÀÓ¬ ˜±Ú≈À¯∏¬ı˛ ø‰¬˝√ê Œ√‡± Œ·˘,
Œ¸‡±ÀÚ Î◊¬ø“ ﬂ¡ ˜±ø¬ı˛˚±˛ Œ√ø‡À˘˝◊ Œ‰¬±À‡ ¬ÛøÎ¬ˇÀÓ¬ ¬Û±ø¬ı˛Ó¬ qÒ≈ ˜± Ó¬±¬ı˛ ¬ÛœøÎ¬ˇÓ¬ ¸ôL±ÚÀﬂ¡ ’±·˘±˝◊˚±˛
¬ıø¸˚˛± ’±ÀÂ√ºíí2
¬ı¸ôL Œ¬ı˛±·, ﬂ¡À˘¬ı˛±, È¬±˝◊Ù¬À˚˛Î¬ ¤&À˘±¬ı˛ ﬂ¡Ô± |œﬂ¡±ôL Î◊¬¬ÛÚ…±À¸ Œ˙±Ú± ˚±˚˛, Ó¬À¬ı
Œõ≠· Œ¬ı˛±À·¬ı˛ ¤ﬂ¡ ˆ¬˚˛—ﬂ¡¬ı˛ ’±ˆ¬±¸ ¤˝◊ Î◊¬¬ÛÚ…±À¸ ˙¬ı˛»‰¬f ’±˜±À√¬ı˛ ø√À˚˛ÀÂ√Ú, ’±˜¬ı˛±
¬ıÓ¬«˜±ÀÚ Œ˚ ˙s&À˘±¬ı˛ ¸±ÀÔ ∆√ÚøµÚ Ê√œ¬ıÚ-˚±¬ÛÚ ﬂ¡¬ı˛øÂ√ Œ˚˜Úñ Quarantine, social
distance ¤&À˘±¬ı˛ ¸±ÀÔ ’±˜±À√¬ı˛ õ∂Ô˜ ¬Ûø¬ı˛‰¬˚˛ ˙¬ı˛»‰¬f˝◊ ﬂ¡ø¬ı˛À˚˛ ø√À˚˛øÂ√À˘Úº ë|œﬂ¡±ôLí
Î◊¬¬ÛÚ…±À¸¬ı˛ ø¡ZÓ¬œ˚˛ ¬ÛÀ¬ı« ¬ıMê±¬ı˛ Œ¬ı˛e≈ÀÚ Ê√±˝√√±Ê√ ˚±S±˚˛ Quarantine ˙Às¬ı˛ ¸Àe ’±˜±À√¬ı˛
¬Ûø¬ı˛‰¬˚˛ ‚ÀÈ¬º ’±˜¬ı˛± Œ√ø‡ ˜˝√√±˜±¬ı˛œ¬ı˛ õ∂Àﬂ¡±À¬Û √˙ø√Ú ﬂ¡À¬ı˛ ¤ﬂ¡ ¤ﬂ¡Ê√ÚÀﬂ¡ ’±È¬ﬂ¡ ﬂ¡À¬ı˛ ¬ı˛±‡±
˝√√À2Â√º ¤¬ı— Œ¬ı˛±·œÀ√¬ı˛ ¸Àe ”√¬ı˛Q ’øÚ¬ı±˚«ñ ëë¬Û¬ı˛ø√Ú Œ¬ı˘± ¤·±¬ı˛-¬ı±¬ı˛È¬±˚˛ ˜ÀÒ… Ê√±˝√√±Ê√
Œ¬ı˛e≈ÀÚ Œ¬ÛÃ“øÂ√À¬ı, øﬂ¡c Œˆ¬±¬ı˛ Ú± ˝√√˝◊ÀÓ¬˝◊ ¸˜ô¶ Œ˘±Àﬂ¡¬ı˛ ˜≈‡À‰¬±À‡ ¤ﬂ¡È¬± ˆ¬˚˛ › ‰¬±=À˘…¬ı˛
ø‰¬˝√ê Œ√‡± ø√˘º ‰¬±ø¬ı˛ø√ﬂ¡ ˝√√˝◊ÀÓ¬ ¤ﬂ¡È¬± ’¶£≈¬È¬ ˙s ﬂ¡±ÀÚ ’±ø¸ÀÓ¬ ˘±ø·˘ Œﬂ¡À¬ı˛ø∞È¬Ú, ‡¬ı¬ı˛
˘˝◊˚˛± Ê√±øÚ˘±˜, ﬂ¡Ô±È¬± Quarantineº ¤‡Ú Œõ≠À·¬ı˛ ˆ¬À˚˛ ¬ı˜«± ·ˆ¬Ì«À˜∞È¬ ’Ó¬…ôL ¸±¬ıÒ±Úº
˙˝√√¬ı˛ ˝√√˝◊ÀÓ¬ ’±È¬-√˙ ˜±˝◊˘ ”√À¬ı˛ ¤ﬂ¡È¬± ‰¬Î¬ˇ±˚˛ ﬂ¡“±È¬±Ó¬±À¬ı˛¬ı˛ Œ¬ıÎ¬ˇ± ø√˚˛± ‡±øÚﬂ¡È¬± ¶ö±Ú ø‚ø¬ı˛˚˛±
˘˝◊˚˛± ’ÀÚﬂ¡&ø˘ ﬂ≈¡“ÀÎ¬ˇ‚¬ı˛ ∆Ó¬˚˛±ø¬ı˛ ﬂ¡¬ı˛± ˝√√˝◊˚˛±ÀÂ√, ˝◊˝√±¬ı˛ ˜ÀÒ… ¸˜ô¶ ŒÎ¬Àﬂ¡¬ı˛ ˚±SœÀ√¬ı˛ øÚø¬ı«‰¬±À¬ı˛
Ú±˜±˝◊˚˛± Œ√›˚˛± ˝√√˚˛, √˙ø√Ú ¬ı±¸ ﬂ¡¬ı˛±¬ı˛ ¬Û¬ı˛ Ó¬À¬ı ˝◊˝√±¬ı˛± ˙˝√√À¬ı˛ õ∂À¬ı˙ ﬂ¡ø¬ı˛ÀÓ¬ ¬Û±˚˛º Ó¬À¬ı ˚ø√
ﬂ¡±˝√√±¬ı˛› Œﬂ¡±Ú ’±Rœ˚˛ ˙˝√√À¬ı˛ Ô±Àﬂ¡ ¤¬ı— Œ¸ Port Health Officer ¤¬ı˛ øÚﬂ¡È¬ ˝√√˝◊ÀÓ¬ Œﬂ¡±Ú
Œﬂ¡Ã˙À˘ Â√±Î¬ˇ¬ÛS Œ˚±·±Î¬ˇ ﬂ¡ø¬ı˛ÀÓ¬ ¬Û±À¬ı˛, Ó¬±˝√√± ˝√√˝◊À˘ ’¬ıÀ˙… ’±˘±√± ﬂ¡Ô±ºíí3
¬ıMê±¬ı˛ ¤˝◊ ¬ıÌ«Ú± Œ˚ ﬂ¡Ó¬‡±øÚ ˆ¬˚˛—ﬂ¡¬ı˛ ¬Ûø¬ı˛ø¶öøÓ¬ ¬ı˝√√Ú ﬂ¡À¬ı˛ ¬ıÓ¬«˜±Ú ¬Ûø¬ı˛ø¶öøÓ¬ÀÓ¬ ’±˜¬ı˛±
Ó¬± ¸˝√√ÀÊ√˝◊ ¬ı≈Á¬ÀÓ¬ ¬Û±ø¬ı˛º Œ˚¸˜ô¶ ˙s ’±Ê√ﬂ¡±˘ ’±˜±À√¬ı˛ ∆√ÚøµÚ Ê√œ¬ıÀÚ ’ˆ¬…ô¶ ﬂ¡À¬ı˛
Ó≈¬À˘ÀÂ√ Ó¬±¬ı˛˝◊ ¤ﬂ¡ Ú˜≈Ú± ˙¬ı˛»‰¬f ’±˜±À√¬ı˛ ë|œﬂ¡±ôLí Î◊¬¬ÛÚ…±À¸ ø√À˚˛ ø√À˚˛ÀÂ√Úº ë|œﬂ¡±ôLí
Î◊¬¬ÛÚ…±À¸¬ı˛ ¬Û¬ı˛¬ıÓ¬«œ ¬ıÌ«Ú±˚˛ Œõ≠· Œ¬ı˛±À·¬ı˛ ˆ¬˚˛±¬ı˝√√Ó¬± ’±¬ı˛› ŒÈ¬¬ı˛ ¬Û±›˚˛± ˚±˚˛, ˚ø√› ¤˝◊
Œ¬ı˛±·øÈ¬ ÒÚœ-·ø¬ı˛¬ı, Ú±¬ı˛œ-¬Û≈¬ı˛n∏¯∏ øÚø¬ı«À˙À¯∏ ¸¬ı±˝◊Àﬂ¡˝◊ ’±Sê˜Ì ﬂ¡¬ı˛ÀÓ¬ ¬Û±À¬ı˛º Ó¬Ô±ø¬Û ¸˜ô¶
¬ÛÈ¬ˆ”¬ø˜ÀÓ¬ ¬ı˛±Ê√ÕÚøÓ¬ﬂ¡ ‰¬Sê±ôL ŒÔÀﬂ¡ ˚±˚˛º ﬂ¡±¬ı˛Ì ¤˝◊ Œˆ¬√±Àˆ¬√ øÈ¬øﬂ¡À˚˛ Ú±-¬ı˛±‡À˘ Œ˙±¯∏ÌøSê˚˛±
ﬂ¡œˆ¬±À¬ı ¸•Ûiß ˝√√˚º˛ ’Ô±«» Œõ≠· Œ¬ı˛±À·¬ı˛ õ∂±≈√ˆ« ¬±À¬ı› ¸¬ıÀ‰¬À˚˛ Œ¬ıø˙ ˝√√Ó¬√ø¬ı˛^¬ı˛±˝◊ ﬂ¡©Ü Œ¬ÛÀ˚˛øÂ√˘º
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Ú±»ø¸¬ı±ø˝√Úœ¬ı˛ øÚ˜«˜Ó¬±¬ı˛ ﬂ¡Ô± ˝√√˚À˛ Ó¬± ﬁ¬ÛÚ…±ø¸ﬂ¡ ¸¬ı˛±¸ø¬ı˛ ¬ıÀ˘ÚøÚ Ó¬À¬ı ’±Ò≈øÚﬂ¡ Ú·¬ı˛ ¸ˆ¬…Ó¬±¬ı˛
õ∂Ó¬œﬂ¡ ˝◊“ √≈À¬ı˛¬ı˛ ˜±Ò…À˜ Œ˚ Òı—¸˘œ˘± ˙˝√√¬ı˛ Ê√À≈ Î¬ˇ ‰¬˘øÂ√˘ Ó¬± ŒÓ¬± ﬁ¬ÛøÚÀ¬ıø˙ﬂ¡ ¸±•⁄±Ê√…¬ı±À√¬ı˛˝◊
ø‰¬˝√ê±˚˛ﬂ¡º ¤ ﬂ¡Ô± ’¶§œﬂ¡±¬ı˛ ﬂ¡¬ı˛± ˚±˚˛ Ú± Œ˚ Ú±»ø¸¬ı±ø˝√Úœ ’±¬ı˛ ˜˝√√±˜±¬ı˛œ ¸±Ò±¬ı˛Ì ˜±Ú≈¯∏À√¬ı˛˝◊
‰”¬Î¬ˇ±ôL é¬øÓ¬ ﬂ¡À¬ı˛øÂ√˘º Î◊¬¬ÛÚ…±À¸¬ı˛ ¤ﬂ¡øÈ¬ õ∂Ò±Ú ‰¬ø¬ı˛S ¬ı±Ì«±Î¬ ø¬ı˛›, ø˚øÚ Œ¬Û˙±˚˛ Î¬±Mê±¬ı˛, Ó¬±“¬ı˛
¸±Ò±¬ı˛Ì ˜±Ú≈À¯∏¬ı˛ õ∂øÓ¬ ¸˝√√˜ø˜«Ó¬±, ˚P Ó¬±Àﬂ¡ ’ÚÚ…¸±Ò±¬ı˛Ì ﬂ¡À¬ı˛ Ó≈¬À˘, øﬂ¡c Ó¬“±¬ı˛ ¬ı…øMê·Ó¬
Ê√œ¬ıÚ Ó¬‡Ú øﬂ¡Â≈√ øÂ√˘ Ú±º ¸±—¬ı±ø√ﬂ¡ ¬ı˛…±À¬ı˚˛±¬ı˛ ﬂ¡Ô±› Î◊¬À~‡ Ú±-ﬂ¡À¬ı˛ Ô±ﬂ¡± ˚±˚˛ Ú±º Ó¬Ô…
¸—¢∂À˝√√¬ı˛ Î◊¬ÀVÀ˙… ›¬ı˛±“› ˙˝√√À¬ı˛ ’±¸À˘ ˘ﬂ¡Î¬±Î◊¬ÀÚ¬ı˛ ﬂ¡±¬ı˛ÀÌ Ó¬±Àﬂ¡ ’±¬ı˛ øÙ¬À¬ı˛ Œ˚ÀÓ¬ Œ√›˚˛±
˝√√˚˛ Ú±º ø√ÀÚ¬ı˛ ¬Û¬ı˛ ø√Ú Ó¬±Àﬂ¡ ﬁ¬ÛøÚÀ¬ıø˙ﬂ¡ ¸±•⁄±ÀÊ√¬ı˛ ¬Û±√ø¬ÛÀ©Ü Œ˙±ø¯∏Ó¬ ˝√√ÀÓ¬ ˝√√˚˛º Î◊¬¬ÛÚ…±À¸¬ı˛
Œ˙À¯∏ ’±˜¬ı˛± Œ√ø‡ ˜˝√√±˜±¬ı˛œ¬ı˛ õ∂Àﬂ¡±¬Û ﬂ¡À˜ ’±À¸º ˜±Ú≈¯∏ ‚¬ı˛ ŒÔÀﬂ¡ Œ¬ı¬ı˛ ˝√√˚˛º ¤ Œ˚Ú
ﬁ¬ÛøÚÀ¬ıø˙ﬂ¡ Œ˙±¯∏Ì ŒÔÀﬂ¡ ˜≈øMê¬ı˛ Œ‚±¯∏Ì±, Œ·±È¬± Î◊¬¬ÛÚ…±¸øÈ¬Àﬂ¡ ’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈ ¤˜Ú
ˆ¬±À¬ı ¬ı˛‰¬Ú± ﬂ¡À¬ı˛Ú Œ˚ ’±Ê√› Ó¬± ¬Û±Í¬ﬂ¡ ˜G˘œ¬ı˛ ˙¬ı˛œÀ¬ı˛ ø˙˝√√¬ı˛Ì Ê√±·±˚˛º
Œõ≠· Œ¬ı˛±· øÚÀ˚˛ Œ¸¸˜˚˛ ·Ì˜±Ò…˜&À˘±ÀÓ¬ ’˝√√¬ı˛˝√ õ∂‰¬±¬ı˛ ˝√√À˚˛øÂ√˘º ¸—¬ı±√, øÈ¬øˆ¬,
Œ¬ı˛øÎ¬› õ∂ˆ¬‘øÓ¬¬ı˛± ¤ﬂ¡È¬± ÚÓ≈¬Ú õ≠È¬ Œ¬ÛÀ˚˛ ˚±˚˛º ¸¬ı˛ﬂ¡±¬ı˛œ Œõ∂±¬Û±·±G± øÚÀ˚˛ ¬ı…ô¶ ¤˝◊ ·Ì˜±Ò…˜&À˘±
¸±Ò±¬ı˛Ì Ê√Ú·ÌÀﬂ¡ ø¬ıw±ôL ﬂ¡À¬ı˛ÀÂ√º Œ·±È¬± ﬂ¡À˚˛ﬂ¡ øÍ¬ﬂ¡Í¬±ﬂ¡ ¸—¬ı±√ ø√À˚˛ ¬ı±øﬂ¡&À˘± øÚÊ√ ¶§±ÀÔ«
¬ı…¬ı˝√√+Ó¬ ˝√√À˚˛ÀÂ√º øﬂ¡c ˙˝√√À¬ı˛¬ı˛ Œˆ¬Ó¬À¬ı˛¬ı˛ ¸±ø˝√√Ó¬…ﬂ¡±À¬ı˛¬ı˛ ﬂ¡±ø˝√√øÚ, ˜±Ú≈À¯∏¬ı˛ ¬ı…Ô±¬ı˛ ﬂ¡±ø˝√√øÚ ¤ﬂ¡˜±S
¸±ø˝√√øÓ¬…ﬂ¡¬ı˛±˝◊ Ó≈¬À˘ Ò¬ı˛ÀÓ¬ ¬Û±À¬ı˛Úº ’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈ Ó¬±˝◊ ﬂ¡À¬ı˛ÀÂ√Úº ø¬ıù´˚≈ÀX¬ı˛ ﬂ¡¬ı˛±˘ ¢∂±À¸›
˜˝√√±˜±¬ı˛œ¬ı˛ õ∂Àﬂ¡±À¬Û øÓ¬øÚ ¸±Ò±¬ı˛Ì ˜±Ú≈À¯∏¬ı˛ ¬Û±À˙ ¤À¸ √±“øÎ¬ˇÀ˚˛øÂ√À˘Úº ’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈¬ı˛ ¤˝◊
¬ı˝◊øÈ¬ Â√±Î¬ˇ±› ø¬ıÀ√À˙ ˜˝√√±˜±¬ı˛œ ¸—Sê±ôL ’±¬ı˛› Œ˚¸¬ı Î◊¬À~‡Úœ˚˛ ¬ı˛‰¬Ú± ¬ı˛À˚˛ÀÂ√ Ó¬±¬ı˛ ﬂ¡À˚˛ﬂ¡øÈ¬
˝√√˘, "A journal of the plague year", "Pale Horse pale Rider", "The and
raound strain," "The stand" ˝◊Ó¬…±ø√º
¤¬ı±¬ı˛ øﬂ¡Â≈√È¬± ’±˜±À√¬ı˛ ¬ı±—˘±ÀÀ√˙¬ı˛ ’±À˘±ﬂ¡¬Û±Ó¬ ﬂ¡¬ı˛± ˚±ﬂ¡º ’±˜±À√¬ı˛ ¬ı±—˘±À√À˙
ë˜˝√√±˜±¬ı˛œí ˙sÈ¬± ÚÓ≈¬Úº øﬂ¡c ¤¬ı˛ ˜±ÀÚ ¤È¬± Ú˚˛ Œ˚ ¬ı±—˘±À√À˙ COVID-19 ¤¬ı˛ ’±À·
Œﬂ¡±ÀÚ± ˜˝√√±˜±¬ı˛œ Œ√‡± Œ√˚˛øÚº ˝◊øÓ¬˝√√±À¸¬ı˛ ¬Û˚«±À˘±‰¬Ú±˚˛ Œ√‡± ˚±˚˛ ¬ı±—˘±À√˙ ¬ı±¬ı˛ ¬ı±¬ı˛ ˆ¬˚˛±¬ı˝√√
Œ¬ı˛±À· ’±Sê±ôL ˝√√À˚˛ÀÂ√ ¤¬ı— ¢∂±À˜¬ı˛ ¬Û¬ı˛ ¢∂±˜ ’Ú±˚˛±À¸ Òı—¸ ˝√√À˚˛ ˚±À2Â√º øﬂ¡c ¤È¬±Àﬂ¡ ë˜Î¬ˇﬂ¡í
¬ıÀ˘˝◊ Ê√±Ú± ˝√√Ó¬º ë˜Î¬ˇ˛ﬂ¡í ’Ô«±» ë˜¬ı˛ÌÀ¬ı˛±·íº ﬂ¡‡Ú› Œõ≠·, ﬂ¡‡Ú› ¬ı¸ôL, ﬂ¡‡Ú› ﬂ¡À˘¬ı˛±,
˚Ñ± ˝◊Ó¬…±ø√ ˜Î¬ˇﬂ¡ ŒÓ¬± õ∂±À˚˛˝◊ Œ√‡± ø·À˚˛ÀÂ√ ¬ı±—˘±À√À˙¬ı˛ ’ø˘ÀÓ¬ ·ø˘ÀÓ¬º ø¡ZÓ¬œ˚˛ ø¬ıù´˚≈ÀX¬ı˛
Œ√±√«G õ∂Ó¬±À¬Û ¤ﬂ¡ø√Àﬂ¡ Œ˚˜Ú ≈√øˆ¬«é¬ Œ√‡± ø√À˚˛øÂ√˘ ’Ú…ø√Àﬂ¡ ŒÓ¬˜øÚ ˜¬ı˛ÌÀ¬ı˛±À· ˜±Ú≈¯∏
Ê√Ê√«ø¬ı˛Ó¬ ˝√√À˚˛øÂ√˘º ¢∂±À˜¬ı˛ ¬Û¬ı˛ ¢∂±˜ Î◊¬Ê√±Î¬ˇ ˝√√À˚˛ ˚±˚˛º ’øÒﬂ¡±—˙ ˜±Ú≈¯∏ ¢∂±À˜˝◊ ˜±¬ı˛± ˚±˚˛, ’±¬ı˛
˚±¬ı˛± Œ¬ı“À‰¬ ˚±˚˛ Ó¬±¬ı˛± ˙˝√√À¬ı˛ ’iß ¸—¶ö±ÀÚ¬ı˛ Î◊¬ÀVÀ˙… Â≈√ÀÈ¬ ˚±˚˛º Œ¸‡±ÀÚ› ¤ﬂ¡˝◊ ¬Ûø¬ı˛ø¶öøÓ¬¬ı˛
˜≈‡±˜≈ø‡ ˝√√À˚˛ Œ˙¯∏ ¬Û˚«ôL ¸¬ı˝◊ ˜±¬ı˛± ˚±˚˛º ø¬ıÊ√Ú ˆ¬A±‰¬±À˚«¬ı˛ ëÚ¬ı±ißí Ú±È¬Àﬂ¡ øﬂ¡Â≈√È¬± ¤˜Ú ‘√˙…
Œ√‡± ˚±˚˛ñ ëëŒ¬ı˛±Ê√˝◊ Œ√ø‡, ¢∂±À˜¬ı˛ ¬ı≈ˆ≈¬é¬ ˜±Ú≈À¯∏¬ı˛ ¸—¸±¬ı˛ ˚±S± Ú±¬ı˛œ ¬Û≈¬ı˛n∏¯∏ñ ø˙q¬ı˛ ¸—¸±¬ı˛
¤ﬂ¡ ¤ﬂ¡ø√Ú ¤ﬂ¡È¬± ˜‘Ó¬À√˝√ ŒÚ±—¬ı˛± ﬂ¡±¬ÛÀÎ¬ˇ Ï¬±ﬂ¡±º ˜‘Ó¬ Œ√˝√&À˘± Œ˚Ú Ê√œø¬ıÓ¬ ˜±Ú≈À¯∏¬ı˛ Œ‰¬À˚˛
’ÀÚﬂ¡ ŒÂ√±ÀÈ¬± Œ√‡±˚˛º ¬ı˚˛¶® øﬂ¡ ø˙q ’±˘±√± ﬂ¡¬ı˛± ˚±˚˛ Ú±ºíí1
¸±ø˝√√øÓ¬…ﬂ¡¬ı˛± ø¬ıøˆ¬iß Î◊¬¬ÛÚ…±¸ ¬ı± ·ä ﬂ¡±ø˝√√øÚ ˚‡Ú ¬ı˛‰¬Ú± ﬂ¡À¬ı˛Ú Ó¬‡Ú ¤¬ı˛ Î◊¬ÀV˙… ˚±˝◊
Œ˝√√±ﬂ¡ Ú± Œﬂ¡Ú ¶§±ˆ¬±ø¬ıﬂ¡ ˆ¬±À¬ı˝◊ Ó¬»ﬂ¡±˘œÚ ¸±˜±øÊ√ﬂ¡ ø‰¬S Ó¬±“À√¬ı˛ Œ˘‡øÚÀÓ¬ ¬Ò¬ı˛± Œ√˚˛º ˜Î¬ˇﬂ¡

15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
27.
28.
29.
30.

Ə

Singh 23

/ /: Post-alveolar, voiced, unaspirated, stop.
/ h/: Post-alveolar, voiced, aspirated, stop.
/k/: Velar, voiceless, unaspirated, stop
/kh/: Velar, voiceless, aspirated, stop
/g/: Velar, voiced, unaspirated, stop
/gh/: Velar, voiced, aspirated, stop
/s/: Alveolar, voiceless, fricative
/ /: Palatal, voiceless, unaspirated, stop
/h/: Glottal, voiced, fricative
/m/: Bilabial, voiced, nasal
/n/: Alveolar, voiced, nasal
/ /: Velar, voiced, nasal
/l/: Alveolar, voiced, lateral
/r/: Alveolar, voiced, trill
/w/: Bilabial, voiced, approximant
/y/: Palatal, voiced, approximant

Similarities and dissimilarities of Manipuri and Bengali
consonantal phonemes : In the phonemic inventory of Manipuri and
Bengali consonantal phonemes, it is found that there are 24 consonant
phonemes in Manipuri and 30 consonant phonemes in Bengali. All the
Manipuri consonant phonemes are produced with the help of Mid
Central Unrounded vowel / / whereas all the Bengali consonant
phonemes are produced with the help of Mid Back Half-Rounded
Vowel / /. This is why it can be considered all the consonant phonemes
between the two languages are quite different. But in view of the
features of the consonants of these two languages (19) nineteen
consonant phonemes are similar. They are /p/, /ph/, /b/, /bh/, /t/, /th/,
/d/, /dh/, /k/, /kh/, /g/, /gh/, /s/, /h/, /m/, /n/, / /, /r/ and /l/. And the
dissimilar consonant phonemes between the two languages are :
Manipuri - /c/, /j/, /jh/, /y/ and /w/; Bengali - / /, / h/, / /, / h/, /c/,
/ch/, /j/, /jh/, / /, /w/ and /y/.
Manipuri Vowel Phoneme : Vowel sounds are speech sounds made
by shaping the oral cavity while allowing free passage of air from the
lungs. There are six (6) vowel sounds in Manipuri viz - /i/, /e/, /Ə/, /a/,
/u/, and /o/.
The articulatory description of the Manipuri vowel sounds are given
below :
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/i/: High, front, unrounded vowel.
/e/: Mid, front, unrounded vowel.
/Ə/: Mid, central, unrounded vowel.
/a/: Low, central, unrounded vowel.
/u/: High, back, rounded vowel.
/o/: Mid, back, rounded vowel.

Bengali Vowel phoneme : There are seven (7) vowel phonemes in
Bengali. They are - /i/, /e/,/æ/, /a/, /u/, /o/ and / /.
The articulatory description of Bengali vowel phonemes are given
below:
1.
2.
3.
4.
5.
6.
7.

/i/: High, front, unrounded vowel.
/e/: Mid, front, unrounded vowel.
/æ/: Low, front, unrounded vowel.
/a/: Low, central, unrounded vowel.
/u/: High, back, rounded vowel.
/o/: Mid, back, rounded vowel.
/ /: Mid, back, half-rounded

Similarities and dissimilarities of Manipuri and Bengali vowel phonemes : In the phonemic inventory of Manipuri and Bengali vowel phonemes, it is found that there are six (6) vowels in Manipuri and seven
(7) vowel phonemes in Bengali. The six Manipuri vowel phonemes are
- /i/, /e/, /Ə/, /a/, /u/ and /o/. And the Bengali seven vowel phonemes
are - /i/, /e/, /æ/, /a/, /u/, / / and /o/. Among the vowels of these two
languages five vowel phonemes are similar. They are:- /i/, /e/, /a/, /u/
and /o/. The Manipuri Mid Central Unrounded vowel /Ə/ is not present
in Bengali. On the other hand, the Bengali vowels like Low Front
Unrounded vowel /æ/ and Mid Back Half-rounded vowel / / are not
present in Manipuri. In the production of vowel sounds like /æ/ and /
/ are replaced by nearest vowel sounds like /e/ and /o/ respectively by
the Manipuri speakers whereas the vowel sound /Ə/ is replaced by / /
by the Bengali speakers.
Manipuri Supra-segmental phonemes :
1. Tone : Tone refers to height of pitch and change of pitch which is
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Œ‰¬À˚˛ ’Ú…±Ú… Œ√À˙ ¤¬ı˛ ’±Sê±ÀôL¬ı˛ ¸—‡…± Œ¬ıø˙º ¬Û¬ı˛¬ıÓ¬«œÀÓ¬ 1992-1993 ¸±À˘› Œõ≠·
Œ¬ı˛±À·¬ı˛ ¬Û≈Ú¬ı˛±ø¬ıˆ¬«±¬ı ˆ¬±¬ı˛ÀÓ¬ Œ√‡± ˚±˚˛, ¬ı±¬ı˛ ¬ı±¬ı˛ øÙ¬À¬ı˛ ’±¸± ¤˝◊ ˜˝√√±˜±¬ı˛œ ŒÔÀﬂ¡ ¬ıÓ¬«˜±Ú
ˆ¬±¬ı˛Ó¬ ˜≈øMê ˘±ˆ¬ ﬂ¡À¬ı˛ÀÂ√º Œõ≠· Â√±Î¬ˇ± Œ˚ ¸˜ô¶ ˜˝√√±˜±¬ı˛œ ¬ı± Ó¬Ô±ﬂ¡øÔÓ¬ ˜Î¬ˇﬂ¡ Œ˚˜Ú ˝◊ÚÙv¬≈ À˚˛?±,
øÈ¬ø¬ı, ﬂ¡À˘¬ı˛± ˝◊Ó¬…±ø√ ŒÔÀﬂ¡ ’±Ò≈øÚﬂ¡ õ∂˚≈øMê ø¬ı:±Ú ¬ıÓ¬«˜±Ú ˆ¬±¬ı˛Ó¬¬ı¯∏«Àﬂ¡ Œ¬ı˛˝√±˝◊ ø√ÀÓ¬ ¸é¬˜
˝√√À˚˛ÀÂ√º øﬂ¡c ¤˝◊ ¸˜ô¶ ˜˝√√±˜±¬ı˛œ ŒÔÀﬂ¡ ˜≈øMê ˘±ˆ¬ ﬂ¡¬ı˛À˘› ﬂ¡À¬ı˛±Ú± ˆ¬±˝◊¬ı˛±À¸¬ı˛ ¤˜Ú ¤ﬂ¡øÈ¬
¬ı˛+¬Û ø¬ıù´Ê√≈ÀÎ¬ˇ õ∂ﬂ¡È¬ ˝√√À˚˛ Î◊¬ÀÍ¬ Œ˚ ø¬ıù´¬ı±¸œ ’±Ê√ ˆ¬˚˛±Úﬂ¡ ¸—ﬂ¡ÀÈ¬¬ı˛ ‰¬¬ı˛˜ ¸œ˜±˚˛ Î◊¬¬Ûø¶öÓ¬º
’±Ê√ ’±˜±À√¬ı˛ ¸±˜±Ú…Ó¬˜ ˆ≈¬˘-Sn∏øÈ¬ [¸±˜±øÊ√ﬂ¡ ”√¬ı˛Q ¤¬ı— ˜±' ¬Ûø¬ı˛Ò±Ú ¬Ú±-ﬂ¡¬ı˛±] ’±˜±À√¬ı˛Àﬂ¡
˜‘Ó≈¬…¬ı˛ ˜≈À‡ øÚÀ˚˛ Î◊¬¬Ûø¶öÓ¬ ﬂ¡¬ı˛À¬ı, COVID-19 ¤¬ı˛ ø¬ıù´Ê√≈ÀÎ¬ˇ ¬ıÓ¬«˜±Ú ¬Ûø¬ı˛ø¶öøÓ¬¬ı˛ ¤ﬂ¡øÈ¬
Ó¬±ø˘ﬂ¡± øÚÀ•ß Œ√›˚˛± ˝√√˘º 16 Œ¸ÀõI◊•§¬ı˛ 2020 ¤¬ı˛ Ó¬Ô… ’Ú≈˚±˚˛œº
Œ√À˙¬ı˛ Ú±˜
’±Sê±ÀôL¬ı˛ ¸—‡…±
˜‘Ó≈¬…¬ı˛ ¸—‡…±
˚≈Mê¬ı˛±©Ü™
67,61,559
1,99,436
ˆ¬±¬ı˛Ó¬
50,16,182
82,075
¬ıË±øÊ√˘
43,56,590
1,32,297
¬ı˛±ø˙˚˛±
10,73,849
18,785
Œ¬Û¬ı˛n∏
7,33,860
30,812
ﬂ¡˘ø•§˚±˛
7,21,892
23,123
Œ˜ø'Àﬂ¡±
6,71,716
71,049
¬ı±—˘±À√˙
3,41,056
4,802
ø¬ıù´Ê√≈ÀÎ¬ˇ ¤˝◊ˆ¬±À¬ı ¬ıU¬ı±¬ı˛ ¬ıU ¸—ﬂ¡È¬ ¤À¸ÀÂ√ ¤¬ı— ˜±Ú¬ı ¸ˆ¬…Ó¬± õ∂ÀÓ¬…ﬂ¡¬ı±À¬ı˛˝◊ ¤¬ı˛
ŒÔÀﬂ¡ Œ¬ıø¬ı˛À˚˛ ’±¬ı±¬ı˛ Î◊¬ÀÍ¬ √±“øÎ¬ˇÀ˚˛ÀÂ√º ¶§ˆ¬±¬ı˙Ó¬˝◊ ˜±Ú≈¯∏ COVID-19 ¤¬ı˛ õ∂Àﬂ¡±¬Û ŒÔÀﬂ¡›
’±¬ı±¬ı˛ Œ¬ıø¬ı˛À˚˛ ’±¸À¬ıº ˝◊øÓ¬˝√√±À¸¬ı˛ ¬Û±Ó¬±˚˛ Œõ≠·, ˝◊ÚÙv¬≈ À˚˛?±, ˝◊À¬ı±˘± ˝◊Ó¬…±ø√¬ı˛ ˜Ó¬ COVID19 ¤¬ı˛ ﬂ¡Ô±› Î◊¬ÀÍ¬ ’±¸À¬ıº Ó¬À¬ı ˝◊øÓ¬˝√√±À¸¬ı˛ ¬Û±Ó¬±˚˛ Î◊¬Í¬À˘› ¤¬ı˛ øÚ˜«˜Ó¬±¬ı˛ ¬Ûø¬ı˛‰¬˚˛ øﬂ¡c
¤ﬂ¡˜±S ¸±ø˝√√Ó¬…˝◊ øÀÓ¬ ¬Û±À¬ı˛º ø¬ıøˆ¬iß ¸˜À˚˛ ø¬ıøˆ¬iß ¸±ø˝√√øÓ¬…Àﬂ¡¬ı˛± ˚‡Ú ¤˝◊ ˆ¬±˝◊¬ı˛±À¸¬ı˛ õ∂Àﬂ¡±À¬Û¬ı˛
ﬂ¡Ô± Ó≈¬À˘ ÒÀ¬ı˛Ú ¤ﬂ¡˜±S Ó¬‡Ú˝◊ ˝√√±Ê√±¬ı˛ ˝√√±Ê√±¬ı˛ ˜±Ú≈À¯∏¬ı˛ ’¸œ˜ ﬂ¡À©Ü¬ı˛ ﬂ¡Ô± Î◊¬¬Û˘øt ﬂ¡¬ı˛±
˚±˚˛º ˜˝√√±˜±¬ı˛œ øÚÀ˚˛ ¬ı˛ø‰¬Ó¬ ¸±ø˝√√Ó¬… ˆ¬±G±À¬ı˛ ¬ıU ø¬ı‡…±Ó¬ ¬ı˛‰¬Ú± ¬ı˛À˚˛ÀÂ√º Ó¬±¬ı˛ ˜ÀÒ… ¤ﬂ¡øÈ¬ ˝√√˘
’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈¬ı˛ ë√… Œõ≠·íº ë¬ıv…±ﬂ¡ ŒÎ¬Ôí ¬ı± Œõ≠· Œ¬ı˛±À·¬ı˛ õ∂±≈√«ˆ¬±¬ı Œ¬ı±Á¬±ÀÓ¬ ø·À˚˛ ¤˝◊
Î◊¬¬ÛÚ…±À¸¬ı˛ ’¬ıÓ¬±¬ı˛Ì±º ’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈ øÚÂ√ﬂ¡ ¤ﬂ¡øÈ¬ ∆¬ıÀ√ø˙ﬂ¡ ﬂ¡±ø˝√√øÚ¬ı˛ ¬ıÌ«Ú± ø√À˚˛ÀÂ√Úº
Ù¬¬ı˛±¸œÀ√¬ı˛ Î◊¬¬Û¬ı˛ ’Ó¬…±‰¬±À¬ı˛¬ı˛ ﬂ¡±ø˝√√øÚ˝◊ Ó¬“±¬ı˛ Î◊¬¬ÛÚ…±À¸¬ı˛ õ≠È¬º øﬂ¡c ¤˝◊ ’Ó¬…±‰¬±À¬ı˛¬ı˛ ﬂ¡±ø˝√√øÚ
Œ˚, Œﬂ¡±Ú Ú± Œﬂ¡±Ú ˆ¬±À¬ı ¬Û‘øÔ¬ıœ¬ı˛ õ∂øÓ¬øÈ¬ Œ√À˙¬ı˛ õ∂øÓ¬øÈ¬ Œ˙±ø¯∏Ó¬ ˜±Ú≈À¯∏¬ı˛ ﬂ¡±ø˝√√øÚ Ó¬± ¬Û±Í¬ﬂ¡
˜G˘œ ’¬ı˙…˝◊ ¬ı≈Á¬À¬ıÚº Ú±»ø¸À√¬ı˛ ’Ó¬…±‰¬±¬ı˛ › ˜˝√√±˜±¬ı˛œ¬ı˛ ’±Sê˜ÀÌ ˙˝√√¬ı˛¬ı±¸œ¬ı˛± Ú±ÀÊ˝±˘º
’±˘À¬ı˚˛±¬ı˛ ﬂ¡±˜≈ Œ·±È¬± ø¬ı¯∏˚˛øÈ¬Àﬂ¡ ﬁ¬ÛøÚÀ¬ıø˙ﬂ¡ Œ˙±¯∏ÀÌ¬ı˛ ¤ﬂ¡øÈ¬ ¬Ûø¬ı˛ﬂ¡øäÓ¬ Â√ﬂ¡ ø˝√√À¸À¬ı
Œ‚±¯∏Ì± ﬂ¡À¬ı˛Úº ›¬ı˛“±› ˙˝√√À¬ı˛¬ı˛ ¬ıÌ«Ú± ø√ÀÓ¬ ø·À˚˛ øÓ¬øÚ ¬ıÀ˘ÀÂ√Úñ ëë›¬ı“˛±› ¤ ˙œÓ¬ ¤¬ı— ¢∂œÉ
≈√ÀÈ¬±˝◊ õ∂‰¬Gº õ∂ﬂ‘¡øÓ¬› ’Ó¬…ôL øÚ˜«˜ › õ∂øÓ¬ﬂ”¡˘º Œ¸Ãµ˚« ¬ı˘ÀÓ¬ øﬂ¡Â≈√˝◊ ŒÚ˝◊ ¤˝◊ ˙˝√√À¬ı˛º¬·±ÀÂ√
˘Ó¬± ŒÚ˝◊, ¬Û±Ó¬±˚˛ ŒÚ˝◊ ˜˜«¬ı˛º ﬂ¡¬ı≈Ó¬¬ı˛ Œ‰¬±À‡ ¬ÛÀÎ¬ˇ Ú±º Œ˙±Ú± ˚±˚˛ Ú± ¬Û±ø‡¬ı˛ Î¬±Ú±¬ı˛ Á¬±¬ÛÈ¬±øÚºíí
Î◊¬¬ÛøÚÀ¬ı˙¬ı±À√¬ı˛ Œ˙±¯∏ÀÌ øÂ√iß-ø¬ıø2Â√iß ˝√√À˚˛ ˚±›˚˛± ¤ﬂ¡ ˙˝√√À¬ı˛¬ı˛ ﬂ¡±ø˝√√øÚ Œ˚Ú ¤øÈ¬º
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øÚ–¸ÀµÀ˝√√ ¤˝◊ ˝◊øÓ¬˝√√±¸ ‰¬‰¬«± ‰¬˘À¬ıº ¬ı˘±¬ı±U˘… 2020 ¸±˘ ¸˜¢∂ ø¬ıÀù´ ﬂ¡À¬ı˛±Ú± ˜˝√√±˜±¬ı˛œ¬ı˛
ŒÂ√±¬ıÀ˘ ’±Sê±ôLº ˚ø√› ¤˝◊ Ó¬Ô±ﬂ¡øÔÓ¬ ˆ¬±˝◊¬ı˛±À¸¬ı˛ ¸g±Ú ¬ıU¬Û”À¬ı«˝◊ ø˜À˘ÀÂ√ Ó¬Ô±ø¬Û ¤¬ı˛
˜˝√√±˜±¬ı˛œ¬ı˛ ¬ı˛+À¬Û¬ı˛ ˆ¬˚˛±Úﬂ¡ √˙«Ú 2019 ¸±À˘ ¬Û±›˚˛± ˚±˚˛º World Health Organisation
(WHO) 2020 ¸±À˘¬ı˛ ˜±‰¬« ˜±À¸ õ∂Ô˜ ¤˝◊ ﬂ¡À¬ı˛±Ú±Àﬂ¡ ˜˝√√±˜±¬ı˛œ ø˝√√À¸À¬ı Œ‚±¯∏Ì± ﬂ¡À¬ı˛º
¬ıÓ¬«˜±Ú ø¬ıù´ ¤˝◊ ˜˝√√±˜±¬ı˛œ¬ı˛ ﬂ¡¬ıÀ˘ ’±Sê±ôLº ¤¬ı˛ ŒÔÀﬂ¡ ¬Ûø¬ı˛S±ÀÌ¬ı˛ ’±˙± ¤‡Ú› ’±˜±À√¬ı˛
˝√√±ÀÓ¬¬ı˛ Ú±·±À˘ ¤À¸ Œ¬ÛÃ“Â√±˚˛øÚº ’±Ò≈øÚﬂ¡ ø¬ı:±Ú › õ∂˚≈øMê ¸±¬ı˛± ø¬ıÀù´ ¤˜Úﬂ¡œ ø¬ıøˆ¬iß ¢∂˝√
Úé¬S øÚÀ˚˛› ﬂ¡±Ê√ ﬂ¡¬ı˛ÀÓ¬ ¸é¬˜, Œ¸˝◊ ø¬ı:±ÀÚ¬ı˛ ˚≈À·› ˜˝√√±˜±¬ı˛œ ¬ı± ’øÓ¬˜±ø¬ı˛ Ó¬±¬ı˛ ﬂ¡¬ıÀ˘
’±˜±À√¬ı˛ ¢∂±¸ ﬂ¡À¬ı˛ ŒÙ¬À˘ÀÂ√º ﬂ¡øÔÓ¬ ’±ÀÂ√ Œ˚ õ∂ÀÓ¬…ﬂ¡ ¤ﬂ¡˙ ¬ıÂ√À¬ı˛ Ú±øﬂ¡ ¤˜Ú˝◊ ˜˝√√±˜±¬ı˛œ¬ı˛
¸Àe ø¬ıù´¬ı±¸œ¬ı˛ ¸±é¬±» ‚ÀÈ¬º ¤¸¬ı ﬂ¡Ô± ﬂ¡Ó¬‡±øÚ ˚≈øMê˚≈Mê › Ó¬Ô…øÚˆ¬«¬ı˛ Ó¬± Ê√±øÚ Ú±º
˝◊øÓ¬˝√√±¸ ŒÔÀﬂ¡ øﬂ¡Â≈√ Î◊¬√±˝√√¬ı˛Ì øÚÀ˚˛ ’±À˘±‰¬Ú± ﬂ¡¬ı˛À˘ Œ√‡± ˚±˚˛ ¸¬ıÀ‰¬À˚˛ Î◊¬À~‡Úœ˚˛ ˜˝√√±˜±¬ı˛œ
˝√√À2Â√ Œõ≠· Œ¬ı˛±·º ¤ Â√±Î¬ˇ± ¬ı˛À˚˛ÀÂ√ ˚Ñ±, ˝◊ÚÙv≈¬À˚˛ˇ?±, ﬂ¡À˘¬ı˛±, ¬ı¸ôL, ˝◊À¬ı±˘±, ¤˝◊Î¬¸ ˝◊Ó¬…±ø√º
¤˝◊&À˘± õ∂±˚˛ õ∂ÀÓ¬…ﬂ¡øÈ¬ ¤ﬂ¡ ¤ﬂ¡¸˜˚˛ ˆ¬±¬ı˛Ó¬¬ıÀ¯∏«¬ı˛ ŒÂ√±ÀÈ¬± ŒÂ√±ÀÈ¬± ¢∂±˜&À˘±Àﬂ¡ Òı—¸ ﬂ¡À¬ı˛
ø√À˚˛øÂ√˘º qÒ≈ ˆ¬±¬ı˛Ó¬¬ı¯∏« Œﬂ¡Ú ¬Û‘øÔ¬ıœ¬ı˛ ¬ıU Œ√À˙ ¤˝◊&À˘±¬ı˛ õ∂Àﬂ¡±¬Û ¤ﬂ¡¸˜˚˛ øÂ√˘º Ó¬À¬ı
ˆ¬±¬ı˛Ó¬¬ıÀ¯∏« ø¬ıÀ˙¯∏ ﬂ¡À¬ı˛ ¬ı±—˘±À√À˙ ¤&À˘± ˜Î¬ˇﬂ¡ ø˝√√À¸À¬ı ¬Û”À¬ı« õ∂‰¬ø˘Ó¬ øÂ√˘º
ë˝◊ÚÙv≈¬À˚˛?±í Œ¬ı˛±·øÈ¬¬ı˛ ﬂ¡Ô± ˚ø√ ’±À˘±‰¬Ú± ﬂ¡ø¬ı˛ Ó¬À¬ı˝◊ Œ√‡± ˚±À¬ı ¤¬ı˛ ø¬ı¬ı˛±È¬ ˝◊øÓ¬˝√√±¸
¬ı˛À˚˛ÀÂ√, ¬ıÓ¬«˜±ÀÚ ¤øÈ¬ ¤ﬂ¡øÈ¬ ¸±Ò±¬ı˛Ì ’¸≈‡º õ∂±˚˛ õ∂øÓ¬¬ıÂ√¬ı˛˝◊ ¤˝◊ Œ¬ı˛±À· ¬ıU ˜±Ú≈¯∏ ’±Sê±ôL
˝√√˚˛º ¬ıÓ¬«˜±Ú õ∂‰¬ø˘Ó¬ ¤˝◊ ¸±Ò±¬ı˛Ì Œ¬ı˛±·øÈ¬ øﬂ¡c ¤ﬂ¡¸˜˚˛ ¬ıU ˜±Ú≈À¯∏¬ı˛ õ∂±Ì Œﬂ¡ÀÎ¬ˇ øÚÀ˚˛øÂ√˘º
1918-1919 ¸±À˘ ˝◊ÚÙv≈¬À˚˛?± Œ¬ı˛±À· ¸˜¢∂ ø¬ıù´Ê√≈ÀÎ¬ˇ õ∂±˚˛ 5 Œﬂ¡±øÈ¬ ˜±Ú≈¯∏ õ∂±Ì ˝√√±¬ı˛±˚˛º
ˆ¬˚˛±¬ı˝√√ ¤˝◊ ˜˝√√±˜±¬ı˛œ¬ı˛ Ú±˜ Ó¬‡Ú ë¶Û…±øÚ˙ Ùv≈¬í ¬ı± ë√… ˝◊ÚÙv≈¬À˚˛?± ¬Û…±ÚÀÎ¬ø˜ﬂ¡í øÂ√˘º Œ¸˝◊
¸˜˚˛› ëŒ¸±˙±˘ øÎ¬¸ÀÈ¬kí ¤¬ı— ë˜±' ¬Ûø¬ı˛Ò±Úí ¸¬ı˛ﬂ¡±ø¬ı˛ ’±˝◊Ú ¬Û±˙ ˝√√˚˛º ˝◊À¬ı±˘± ˆ¬±˝◊¬ı˛±À¸¬ı˛
ﬂ¡Ô± ˚ø√ Ò¬ı˛± ˚±˚˛ Ó¬À¬ı› ’±˜¬ı˛± Œ√ø‡ Œ˚ ¤øÈ¬› ˜˝√√±˜±¬ı˛œ¬ı˛ ’±ﬂ¡±¬ı˛ Ò±¬ı˛Ì ﬂ¡¬ı˛ÀÓ¬ ¬Û±À¬ı˛ ¤¬ı—
≈√–À‡¬ı˛ ø¬ı¯∏˚˛ Œ˚ ¤˝◊ Œ¬ı˛±À·¬ı˛ ø‰¬øﬂ¡»¸± ¤‡Ú› ’±˜±À√¬ı˛ ˝√√±ÀÓ¬¬ı˛ Ú±·±À˘ Œ¬ÛÃ“Â√±˚˛øÚº 2014
› 2016 ¸±À˘ ’øÙË¬ﬂ¡±˚˛ ¤˝◊ Œ¬ı˛±À· õ∂±˚˛ 11 ˝√√±Ê√±¬ı˛ ˜±Ú≈¯∏ ˜±¬ı˛± ˚±˚˛º ¤˝◊ Œ¬ı˛±À· ’±Sê±ÀôL¬ı˛
90 ˙Ó¬±—˙ ˜±Ú≈¯˝∏ ◊ ˜±¬ı˛± ˚±˚˛, Œﬂ¡±ÀÚ± ﬁ¯∏Ò Ú±-Ô±ﬂ¡±˚˛ ˝◊À¬ı±˘± ’±Ê√› ’±˜±À√¬ı˛ ﬂ¡±ÀÂ√ õ∂±Ì‚±Ó¬œ
¬ı± ’±R‚±Ó¬œº
˝◊øÓ¬˝√√±¸ ‰¬‰¬«±˚˛ Œ√‡± ˚±˚˛ ˆ¬±¬ı˛Ó¬¬ıÀ¯∏« Œõ≠· Œ¬ı˛±· ¬ı±¬ı˛ ¬ı±¬ı˛ ŒÂ√±¬ı˘ Œ˜À¬ı˛ÀÂ√º ‰¬Ó≈¬√«˙¬Û=√˙ ˙Ó¬Àﬂ¡› Œ¬ı±Ò ˝√√˚˛ ¤¬ı˛ ø¬ı¯∏√—˙ÀÚ¬ı˛ ø‰¬˝√ê ¬ı˛À˚˛ÀÂ√º Ó¬À¬ı Î◊¬øÚ˙ ˙Ó¬Àﬂ¡ ¤¬ı˛ ’±Ú≈á¬±øÚﬂ¡
˙Ú±Mêﬂ¡¬ı˛Ì ˝√√˚˛º 1816 ¸±À˘¬ı˛ 23 Œ¸ÀõI◊•§¬ı˛ A.G. Viedges Œ¬ı±À•§ ˙˝√√À¬ı˛ Œõ≠·
Œ¬ı˛±·œ¬ı˛ ˙Ú±Mê ﬂ¡À¬ı˛Úº ;¬ı˛ › ’Ú…±Ú… Î◊¬¬Û¸·« ¸À˜Ó¬ ¤˝◊ Œ¬ı˛±·œ¬ı˛ ˙Ú±Mê ˝√√À˘ Œ¸˝◊ ŒÔÀﬂ¡
¸±¬ı˛± ˆ¬±¬ı˛ÀÓ¬ ŒÓ¬±˘¬Û±Î¬ˇ q¬ı˛n∏ ˝√√˚˛º ¤¬ı˛¬Û¬ı˛ ‡≈¬ı ˙œ‚Ë˝◊ ﬂ¡˘ﬂ¡±Ó¬±, ˝√√±˚˛√¬ı˛±¬ı±√, ¬Û±?±¬ı ˝◊Ó¬…±ø√
Ê√±˚˛·±˚˛ ˜˝√√±˜±¬ı˛œ q¬ı˛n∏ ˝√√À˚˛ ˚±˚˛º ¬ıU ¢∂±˜ › ˙˝√√¬ı˛ ¤ﬂ¡±Ò±À¬ı˛ Òı—¸ ˝√√˚˛ ˚±˚˛º ø¬ıù´Ê√≈ÀÎ¬ˇ øÓ¬Ú
ø˜ø˘˚˛Ú Œ˘±ﬂ¡ Œ¸˝◊ ¸˜˚˛ Œõ≠· Œ¬ı˛±À· õ∂±Ì ˝√√±ø¬ı˛À˚˛øÂ√˘º ë˝◊˚˛±¬ı˛ Œ¸øÚ˚˛± Œ¬Ûøà√√¸í Ú±˜ﬂ¡
¬ı…±À"√ø¬ı˛˚˛± ŒÔÀﬂ¡ Î◊¬»¬ÛøM√√ ¤˝◊ ˜˝√√±˜±¬ı˛œ ˆ¬±¬ı˛Ó¬¬ıÀ¯∏« Â√øÎ¬ˇÀ˚˛ ˚±›˚˛±¬ı˛ ¬Û”À¬ı« ø¬ıÀ√À˙ Ó¬±¬ı˛ ‚±øÈ¬
¶ö±¬ÛÚ ﬂ¡À¬ı˛º ¬ı˘± ˝√√˚˛ Œ˚ ‰¬œÀÚ Ú±øﬂ¡ ¤¬ı˛ õ∂Ô˜ Î◊¬»¬ÛøM√√º
˝◊Î¬◊ À¬ı˛±¬Û, ’±À˜ø¬ı˛ﬂ¡±, ¤ø˙˚˛± Œﬂ¡±ÀÚ± Ê±√˚·˛ ±˝◊ ¤¬ı˛ ŒÔÀﬂ¡ ˜≈øMê ˘±ˆ¬ ﬂ¡À¬ı˛øÚº ˆ¬±¬ı˛Ó¬¬ıÀ¯∏¬« ı˛
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associated with the pronunciation of syllables or words which affects the
meaning of the word. Manipuri has two (2) types of tone, viz - level
tone and Falling tone. For example :
Level tone

Falling tone

¯i 'thatch'
m¯i 'image'
m ¯ tu 'feather'
m ¯Əpa 'opposite'

اi

'blood'
m i 'man'
m اtu 'wife'
m اpa 'father'

etc.
2. Juncture : Juncture is a type of boundary between two phonemes:
For example, in Manipuri–
phunƏbƏ 'fight each other'
ye n bƏ 'looking each other'
thoknƏbƏ 'relative'

phu≠n bƏ 'for beating'
ye n bƏ 'for looking'
thok≠n bƏ 'for exit'
etc.


ũ
≠

Ə
اƏ

Bengali Supra-segmental phonemes :
1. Bengali juncture :
The following are the example of juncture in Bengali.
tul 'name of a person'
bonna 'flood'
jamai 'son-in-law'

≠tul 'incomparable'
bon#na 'sister not'
jama#i 'shirt only'
etc.

2. Vowel Nasalisation in Bengali : In the production of nasalised vowel
we are allowing to pass the air from the lungs through the nose and the
mouth. Bengali has seven (7) nasalised vowel phonemes. They are :- /
ã/, / /, / /, /õ/, / /, / / and /æ/. The following are the examples of
Bengali vowel nasalisation :/ã/

//

ãk ra 'hook'
cãd 'moon'
kãci 'scissors'
dur 'rat'

ãka 'to draw'
kãk 'armpith'
kãda 'weep'
ch ra 'to tear'
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/õ/

/ /

/ /

/æ/
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c ri 'prawn'

p ja 'tease'

ke 'repainting'
p ca 'owl'
dõa 'smoke'
khõj 'search'

tul 'tick'
g te 'knotty'
kõdol 'quarell'
gõra 'fanatic'

ca 'high'
ri 'bud'
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cano 'raise'
k re 'hut'

c l 'area'
p ca 'rotten'
b rsi 'fishing hook'

cit 'raised'
b ksis 'tip'
kh ca 'tray'

pæc 'complexity'

pæca 'owl'

The similarities and differences of supra-segmental phonemes:
Among the supra-segmental features only juncture is common in
Manipuri and Bengali. Bengali has no the feature of tone whereas
Manipuri has tone. In Manipuri tone plays a very important role to differentiate the meanings of the same word. Manipuri has no the feature
of vowel nasalisation but Bengali has this feature.
Conclusion : It has been said that learning of second language is facilitated whenever there are similarities between that language and mother
tongue. Learning may be interfered with when there are marked contrasts between mother tongue and second language. In this study, we
have found that Manipuri speakers encounter difficulties to produce some
Bengali sounds and similarly Bengali speakers also have problems to produce some of the Manipuri sounds. This difficulty may be overcome
only when the second language learner knows the different features of
the speech sounds of the two languages properly. This is why, this study
made a comparison between the phonological systems of these two languages to know better what the real learning problems of the learner.8

Mousumi Nath
Asstt. Prof., Dept. of Bengali, Lanka College, Lanka-782446



Abstract: The year 2020 is going to be written in the pages of history
as one the most trying and terrible year of the whole century. It will
ever haunt the present generation as a nightmare and will be written
as one of the worst years in the pages of history. The world is witness to it. No doubt, generation after generation will read the year as
one of the devastating year in their memory and post-memory for the
spread of it globally stalling human activity and confining them to
homes for months together. Though the Corona pandemic appeared in
2019 yet the World Health Organization cautioned the world about it
only in March 2020 as a pandemic. Even in this scientific age when
medical science has reached at the pinnacle of its glory, it has failed
to control three pandemic, and thousands of people are now dying, most
vulnerable being elderly persons. Even United States of America, one
of the most advanced countries in the world experienced death of thousands every month during the peak period of the disease. Newspapers,
television channels and other media have made it now as their headlines warning people about its horror and devastating nature.World literature has not lagged behind in narrating and narrativizing this disease. Adopting descriptive method this paper aims to discuss the world
literature that are composed at the backdrop of this disease.
Key-words : generation, Corona, virus, literature, pandemic.
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Immigration and Identity Crisis in
Siddhartha Deb's The Point of Return.
Chittaranjan Nath
Assistant Professor of English, A.D.P. College, Nagaon-782002

Abstract : Immigration is a sensitive issue all over the world. A lot
of discussions are being conducted and plentiful books and writeups being published on this issue. Immigration to the North-East
India is yet another socio-economic and political factor since India
got independence in 1947 that has made the region volatile.
Siddhartha Deb's 'The Point of Return' is one among those few
pieces of fictional literature especially in English that addresses
the issue of immigration into this region. The author deals here with
the troubled history of his homeland, seen through the eyes of a
young man whose father fled East Pakistan and moved to a
northern hill town in the neighboring Indian state of Assam during
the time of partition, only to experience resultant violence,
uprootedness, alienation, and the continued memory of loss and
injustice. This paper aims at exploring various sensitive issues
relating to immigration which leads to a sense of rootlessness and
loss of identity within postcolonial framewoork.
Key-words : Immigration, identity, injustice, North-East India,
violence .
.
Immigration is a sensitive issue all over the world. Immigration to
India, especially to the North-East India is yet another socio-economic
and political factor since India got independence in 1947. Lots of discussions are being conducted and a number of books and write-ups being published on this issue. However, unfortunately, there are very few
pieces of fictional literature especially in English that explores the issue
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õ∂ﬂ‘¡Ó¬ ˆ¬±1Ó¬œ˚˛ ŒÚ¬Û±˘œ¸ﬂ¡˘ ˝√√±1±˙±øô¶1 ¸ij≈‡œÚ Ú˝√√˚˛º
Î◊¬À~ø‡Ó¬ ø¬ı¯∏˚˛ø¬ı˘±ﬂ¡1 Î◊¬¬Ûø1› ’¸˜Ó¬ ¬ı¸¬ı±¸ ﬂ¡1± ŒÚ¬Û±˘œ¸ﬂ¡À˘ ŒÓ¬›“À˘±ﬂ¡1
ø¬ıøˆ¬iß ¸—·Í¬Ú1 Œ¬ıÚ±1Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ ˜±øÈ¬1 ¬ÛA±, 1±øÊ√…ﬂ¡ Œ˘±ﬂ¡À¸ª± ’±À˚˛±·Ó¬
ŒÚ¬Û±˘œ¸ﬂ¡˘1 õ∂øÓ¬øÚøÒ ’ôLˆ≈¬«øMê, 1950 ‰¬Ú1 ŒÚ¬Û±˘-ˆ¬±1Ó¬ ‰≈¬øMê ¬ı±øÓ¬˘, ŒÚ¬Û±˘œ
’Ú≈á¬±Ú ’±ﬂ¡±˙ ¬ı±ÌœÓ¬ ¸•x¸±1Ì, ŒÚ¬Û±˘œ¸ﬂ¡˘1 Î◊¬»¸ª ¬Û±¬ı«ÌÓ¬ ‰¬1ﬂ¡±1œ ¬ıg Œ‚±¯∏Ì±1
√À1 √±¬ıœ› Î◊¬O±¬ÛÚ ﬂ¡ø1 ’±ø˝√√ÀÂ√º
›¬Û11 ’±À˘±‰¬Ú±1 ¬Û1± ¤˝◊ÀÈ¬± ¬Ûø1˘øé¬Ó¬ ˝√√˚˛ Œ˚ ŒÚ¬Û±˘œ¸ﬂ¡À˘ ŒÓ¬›“À˘±ﬂ¡1
¬Ûø1‰¬˚˛ 1é¬±1 ’±Àµ±˘Ú ’±1yøÌÀÓ¬ ¬Ûø(˜¬ıe1 √±øÊ√«ø˘„√√Ó¬ ŒÚ¬Û±˘œ ¸—·Í¬Ú ø¬ı˘±ﬂ¡1
¸˝√√À˚±·Ó¬ ﬂ¡ø1øÂ√˘º õ∂ÔÀ˜, ¤˝◊ ŒÚ¬Û±˘œ¸ﬂ¡À˘ ¸—‡…±˘‚≈ Œ|Ìœ1 ’ôLˆ≈¬«øMê1 √±¬ıœÀ1
’±Àµ±˘Ú ’±1y ﬂ¡ø1øÂ√˘º ˝◊˚˛±1 ¬Û¬ıªÓ¬«œ ¸˜˚˛À¬ı±1Ó¬ ¤˝◊ ŒÚ¬Û±˘œ ¸—·Í¬Úø¬ı˘±Àﬂ¡
ŒÓ¬›“À˘±ﬂ¡1 √±¬ıœ1 ¸—‡…± ¬ı‘øX ﬂ¡ø1øÂ√˘º ŒÓ¬›“À˘±ﬂ¡1 ¤ÀÚ √±¬ı√œ¸˜”À˝√√ ŒÚ¬Û±˘œ
Ê√Ú¸±Ò±1Ì1 ˜±Ê√Ó¬ Ê√Úøõ∂˚˛Ó¬± ’Ê√«Ú ﬂ¡ø1øÂ√˘º ¤ÀÚ√À1 Ê√Úøõ∂˚˛ Œ˝√√±ª± √±¬ıœ¸˜”˝√ 1
øˆ¬Ó¬1Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ ’Ú≈¸”‰¬œÓ¬ Ê√±øÓ¬ ’±1n∏ ’Ú≈¸”‰¬œÓ¬ Ê√ÚÊ√±øÓ¬Ó¬ Ó¬±ø˘ﬂ¡±ˆ≈¬Mê ﬂ¡1±,
ŒÚ¬Û±˘œ ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬, ŒÚ¬Û±˘œ ˆ¬±¯∏±ﬂ¡ ’Ò…˚˛Ú1 ¤ﬂ¡ ø¬ı¯∏˚˛ ø˝√√‰¬±À¬Û ∆˙øé¬ﬂ¡
’Ú≈á¬±Úø¬ı˘±ﬂ¡Ó¬ ’ôLˆ≈¬«øMê1 ¶§œﬂ‘¡øÓ¬, Ê√ÚÊ√±Ó¬œ˚˛ ¸—1øé¬Ó¬ ’±Àª©ÜøÚÓ¬ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡
’ôLˆ≈¬«Mê ﬂ¡ø1 ¸≈1øé¬Ó¬ Œ|Ìœ1 ˜˚«±√± õ∂√±Ú ﬂ¡1±, 1950 ‰¬Ú1 ˆ¬±1Ó¬ ŒÚ¬Û±˘ ‰≈¬øMê
‡±ø1Ê√ ﬂ¡1± ’±ø√º
ŒÚ¬Û±˘œ ø˙øé¬Ó¬ ‰¬±˜1 ŒÚÓ‘¬QÓ¬ ·Ï¬ˇ ∆˘ Î◊¬Í¬± ¸—·Í¬Úø¬ı˘±Àﬂ¡ ¤ÀÚ √±¬ıœø¬ı√˘±ﬂ¡Ó¬
¤˝◊¬ı±À¬ı˝◊ ’È¬˘ ∆˝√√ ’±øÂ√˘ Œ˚ ¤˝◊ø¬ı˘±ﬂ¡ ﬂ¡±˚«ﬂ¡1œﬂ¡1Ì1 Ê√ø1˚˛ÀÓ¬À˝√√ ŒÚ¬Û±˘œ¸ﬂ¡˘1
’±Ô«-¸±˜±øÊ√ﬂ¡ ’±1n∏ ¸±—¶¥®øÓ¬ ø¬ıﬂ¡±˙ ¸yª¬Û1 ˝√√í¬ı ¬ı≈ø˘ ø¬ıù´±¸ ﬂ¡ø1øÂ√˘ ’±1n∏ Œ˚øÓ¬˚˛±˝◊
¤È¬± ¸•x√±˚˛1 ’±Ô«-¸±˜±øÊ√ﬂ¡ ’±1n∏ ¸—¶¥®øÓ¬ ø¬ıﬂ¡±˙ ’±1n∏ ¸≈1øé¬Ó¬ ˝√√í¬ı ŒÓ¬øÓ¬˚˛±˝◊ Œ¸˝◊
¸•x√±˚˛1 ¶§ﬂ¡œ˚˛ ¬Ûø1‰¬˚˛ ’±1n∏ ¸M√√± ¸≈1øé¬Ó¬ ˝√√í¬ıº
ŒÚ¬Û±˘œ¸ﬂ¡À˘ ¤ÀÚ√À1 ŒÓ¬›“À˘±ﬂ¡1 ¬Ûø1‰¬˚˛ ’±1n∏ ¸M√√ ±1 ¸≈1é¬±1 ’±Àµ±˘Ú
’¸˜Ó¬ ’±·¬ıÏ¬ˇ±˝◊ øÚøÂ√˘ ˚ø√› ˝◊ ’¸˜1 ’±ÚÀ¬ı±1 Ú‘À·±á¬œ˚˛ ¸—·Í¬ÀÚ ﬂ¡1±1 √À1 ¤Àﬂ¡
Ú±øÂ√˘, ﬂ¡±1Ì ¤˝◊ ŒÚ¬Û±˘œ¸ﬂ¡˘ ’¸˜1 õ∂±˚˛ ’=˘ ¸±˜ø1 ¬ı…±¬Ûﬂ¡ 1+¬ÛÓ¬ ¸—¶ö±ø¬ÛÓ¬
Ú±øÂ√˘ ’±1n∏ Œ¸À˚˛ ¸˜¢∂√ 1±Ê√…Ê√≈ø1 ¸•x¸±ø1Ó¬ ÚÕ˝√√øÂ√˘º ˘é¬Ìœ˚˛ˆ¬±Àª ’¸˜Ó¬ ’Ú…
’±Àµ±˘Úﬂ¡±1œ ¸—·Í¬Úø¬ı˘±ﬂ¡ Œ˚ÀÚ√À1 ¬ıg, ÒÌ«±, ¬ÛÔ ’ªÀ1±Ò ’±ø√1 √À1 ¬ÛLö± ∆˘
õ∂˙±¸Ú ¬ı…ª¶ö±ÀÈ¬±Àﬂ¡ ’±‰¬˘ ﬂ¡ø1 ø√À˚˛, ŒÓ¬ÀÚÒ1Ì1 ﬂ¡±˚«¸”‰¬œ ¢∂˝√√Ì1 ¬Û1± ŒÚ¬Û±˘œ
¸—·Í¬Ú¸˜”˝√ ﬂ¡ ø¬ı1Ó¬ Ôﬂ¡± Œ√‡± ˚±˚˛º ŒÚ¬Û±˘œ¸ﬂ¡À˘ ’±˘±¬Û ’±À˘±‰¬Ú±1 ˜±ÀÊ√À1
ŒÓ¬›“À˘±ﬂ¡1 Ê√±øÓ¬ÀÈ¬±1 ’øô¶Q 1é¬±1 ˘·Ó¬ Ê√øÎ¬ˇÓ¬ Ôﬂ¡± √±¬ıœ¸˜”˝√ ’±√±˚˛ ﬂ¡1±1 Œ‰¬©Ü±
¬ı√Ó¬«˜±Ú ¬Û˚«ôL ﬂ¡ø1 ’±ø˝√√ÀÂ√º
¤ÀÚ√À1˝◊ ¤˝◊ ŒÚ¬Û±˘œ¸ﬂ¡À˘ ’¸˜Ó¬ ŒÓ¬›“À˘±Àﬂ¡ ¸ij≈‡œÚ Œ˝√√±ª± ¶§ﬂ¡œ˚˛ ¬Ûø1‰¬˚˛1
’±Àµ±˘Ú ’±·¬ıÏ¬±˝◊ øÚÀÂ√ ’±1n∏ ’±R õ∂øÓ¬á¬±1 ¬ı±À¬ı ¬ıÓ¬«˜±Ú ¬Û˚«ôL Ú±Ú± Ò1Ì1 ¸˜˚˛
¸±À¬Ûé¬ ¬Û√Àé¬¬Û ¢∂˝√Ì ﬂ¡ø1 ’±ø˝√√ÀÂ√º8
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√±¬ıœ Î◊¬O±¬ÛÚ ﬂ¡ø1øÂ√˘º ¤˝◊ √±¬ıœ ŒÓ¬›“À˘±Àﬂ¡ ¤˝◊¬ı±À¬ı˝◊ ﬂ¡ø1øÂ√˘ Œ˚ ŒÓ¬›“À˘±ﬂ¡1 ’±Ô«¸±˜±øÊ√ﬂ¡ ”1ª¶ö±˝◊ ‰¬1ﬂ¡±1œ Œ¸ª±Ó¬ ¸—1é¬Ì1 ’ø¬ı˝√√ÀÚ øÚÀ˚˛±øÊ√Ó¬ ﬂ¡ø1¬ı ŒÚ±ª±À1º ˆ¬±1Ó¬Ó¬
ø˚À˝√√Ó≈¬ ’Ú… ø¬ÛÂ√¬Û1± ’±1n∏ ’ªÀ˝√√ø˘Ó¬ Œ|Ìœ¸˜”À˝√√ ‰¬1ﬂ¡±1œ Œ¸ª±Ó¬ ¸—1é¬Ì1 ¸≈ø¬ıÒ±
˘±ˆ¬ ﬂ¡ø1ÀÂ√ ’±1n∏ Œ¸À˚˛À˝√√ ŒÓ¬›“À˘±Àﬂ¡ Î◊¬O±¬ÛÚ ﬂ¡ø1 ’˝√√± ¤˝◊ √±¬ıœ1 ∆¬ıÒÓ¬± ’±1n∏
˚≈øMê˚≈MêÓ¬± ’±ÀÂ√ ¤˝◊ √±¬ıœ¸˜”À˝√√ ¤øÓ¬˚˛±› ’¢∂±øÒﬂ¡±1 ˘±ˆ¬ ﬂ¡ø1ÀÂ√ ’±1n∏ ŒÓ¬›“À˘±ﬂ¡1
ø¬ıøˆ¬iß ¸—·Í¬ÀÚ ¶ú±1ﬂ¡¬ÛS1 Ê√ø1˚˛ÀÓ¬ ¬ıÓ¬«˜±ÀÚ› ¤˝◊ø¬ı˘±ﬂ¡ ﬂ¡±˚«ﬂ¡1œ ﬂ¡ø1¬ı1 ¬ı±À¬ı
ﬂ¡Ó‘¬«¬Ûé¬ﬂ¡ ’ª·Ó¬ ﬂ¡ø1 ’±ø˝√√ÀÂ√º
¤Àﬂ¡√À1 ŒÚ¬Û±˘œ¸ﬂ¡À˘ ’¸˜1 ∆˙øé¬ﬂ¡ ’±1n∏ ø¬ı√…±˚˛Ó¬øÚﬂ¡ ’Ú≈á¬±Úø¬ı˘±ﬂ¡Ó¬
ŒÓ¬›“À˘±ﬂ¡1 Â√±S-Â√±Sœ ’±1n∏ õ∂±Ô«œ1 ¬ı±À¬ı ’±¸Ú ¸—1é¬Ì1 √±¬ıœ› ¸˜À˚˛ ¸˜À˚˛ ﬂ¡ø1
’±ø˝√√ÀÂ√º ¸±˜±øÊ√ﬂ¡ ’±1n∏ ’Ô«ÕÚøÓ¬ﬂ¡ ’Ú¢∂¸1Ó¬±1 Œ˝√√Ó≈¬ ’øˆ¬˚±øÚSﬂ¡ õ∂øÓ¬á¬±Ú, ø‰¬øﬂ¡»¸±
õ∂øÓ¬á¬±Ú ’±1n∏ ﬂ‘¡ø¯∏ø¬ı:±Ú Ó¬Ô± ¬Ûq ø‰¬øﬂ¡»¸±˘˚˛1 ¬Û±Í¬…Sê˜Ó¬ ’Ò…˚˛Ú ﬂ¡1±1 ¬Û1± ¬ıø=Ó¬
∆˝√√ Ô±øﬂ¡¬ı ¬ı≈ø˘ ’Ú≈ˆ¬ª ﬂ¡ø1øÂ√˘º ¤ÀÚ√À1˝◊ ¤˝◊ ø¬ı¯∏˚˛ø¬ı˘±ﬂ¡Ó¬ ø¬ıøˆ¬iß ¸˜˚˛Ó¬
ŒÚ¬Û±˘œ¸ﬂ¡˘1 ø˙øé¬Ó¬‰¬±˜ ’±1n∏ ¸—·Í¬Úø¬ı˘±Àﬂ¡ √±¬ıœ ﬂ¡ø1 ’±ø˝√√ÀÂ√º
¸À√Ã ’¸˜ Â√±S ¸Lö± ’±1n∏ ’¸˜ ·Ì ¸—¢∂±˜ ¬Ûø1¯∏√1 ’±˝√√ı±Ú ’±1n∏ ŒÚÓ‘¬QÓ¬
1979 ’±1n∏ 1985 ‰¬Ú1 ˜±Ê√Ó¬ Œ˝√√±ª± ø¬ıÀ√˙œ ¬ıø˝√√©®±1 ’±Àµ±˘ÀÚ ŒÚ¬Û±˘œ¸ﬂ¡˘1
˜ÚÓ¬ Î◊¬À¡Z· ’±1n∏ Î◊¬»ﬂ¡F± ¬ıÏ¬ˇ±˝◊ Ó≈¬ø˘øÂ√˘º Œ¸À˚˛À˝√√ ŒÓ¬›“À˘±Àﬂ¡ ’øˆ¬À˚±· ﬂ¡ø1øÂ√˘ Œ˚
’±Àµ±˘Ú1 ŒÚÓ¬±¸ﬂ¡À˘ ∆¬ı¯∏˜…˜”˘ﬂ¡ˆ¬±Àª ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ ø¬ıÀ√˙œ ¬ı≈ø˘ ’øˆ¬˚≈Mê ﬂ¡ø1ÀÂ√º
¬Ûø1ÌøÓ¬Ó¬ ˆ¬±1Ó¬1 ∆¬ıÒ ŒÚ¬Û±˘œ¸ﬂ¡˘ ’Ú… ø¬ıÀ√˙œ ’Ú≈õ∂Àª˙ﬂ¡±1œ¸ﬂ¡˘1 øÚø‰¬Ú±Õﬂ¡
˝√√±1±˙±øô¶1 ¸ij≈‡œÚ ∆˝√√ ’±ø˝√√ÀÂ√º ’±Àµ±˘Úﬂ¡±˘œÚ ¸˜ÀÂ√±ª±Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡À˘ ø¡ZÓ¬œ˚˛
Œ|Ìœ1 Ú±·ø1ﬂ¡ ø˝√√‰¬±À¬Û ¬Ûø1·øÌÓ¬ ∆˝√√øÂ√˘ ¬ı≈ø˘ Î◊¬À~‡ ﬂ¡ø1øÂ√˘º 1981 ‰¬Ú1 ŒÓ¬øÓ¬˚˛±1
õ∂Ò±Ú˜Laœﬂ¡ ’±˜‰≈¬Àª ø√˚˛± ¶ú±1ﬂ¡ ¬ÛSÓ¬ ˝◊˚˛±1 õ∂øÓ¬Ù¬˘Ú ‚øÈ¬øÂ√˘º
¤˝◊Àé¬SÓ¬ Î◊¬À~‡1 õ∂À˚˛±Ê√Ú Œ˚ ø¬ıÀ√˙œ ¬ıø˝√√©®±1 ’±Àµ±˘Ú1 ˘·Ó¬ Ê√øÎ¬ˇÓ¬ Ôﬂ¡±
ŒÚÓ¬±¸ﬂ¡À˘ 1951 ‰¬Úﬂ¡ øˆ¬øM√√¬ı¯∏« ø˝√√‰¬±À¬Û ∆˘ ’¸˜Ó¬ Ôﬂ¡± ’Ú≈õ∂Àª˙ﬂ¡±1œ¸ﬂ¡˘ﬂ¡ ø‰¬Ú±Mê
ﬂ¡ø1 ø¬ıÓ¬±1Ì ﬂ¡1±1 √±¬ıœ ﬂ¡ø1øÂ√˘º ˚ø√À˝√√ ’±Àµ±˘Úﬂ¡±1œ ŒÚÓ¬±¸ﬂ¡˘1 ¤˝◊ √±¬ıœ ‰¬1ﬂ¡±À1
˜±øÚ ˘˚˛ ŒÓ¬ÀôL 1951 ‰¬Ú1 ø¬ÛÂ√Ó¬ ’¸˜Õ˘ ’˝√√± ¤ﬂ¡ ¬ı‘˝√» ¸—‡…ﬂ¡ ŒÚ¬Û±˘œ Œ˘±ﬂ¡ ø¬ıÀ√˙œ
ø˝√√‰¬±À¬Û ø‰¬ø˝√êÓ¬ ˝√√í¬ıº ¤˝◊ ø¬ı¯∏˚˛ÀÈ¬±Àª ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ ’±1n∏ ’øÒﬂ¡ ˙—øﬂ¡Ó¬ ﬂ¡ø1 Ó≈¬ø˘øÂ√˘º
ŒÚ¬Û±˘œ ø˙øé¬Ó¬‰¬±À˜ ¤˝◊ øˆ¬øM√√¬ı¯∏«1 Œﬂ¡±ÀÚ± ﬂ¡±1ÌÀÓ¬ ŒÚ¬Û±˘œ¸ﬂ¡˘1 Œé¬SÓ¬ õ∂À˚±Ê√… Œ˝√√±ª±1
˚≈øMê ø¬ı‰¬±ø1 Œ¬Û±ª± Ú±øÂ√˘º 1950 ‰¬ÚÓ¬ ¶§±é¬ø1Ó¬ ˆ¬±1Ó¬ ŒÚ¬Û±˘ ‰≈¬øMê ’Ú≈¸ø1 ˆ¬±1Ó¬1
ø˚Àﬂ¡±ÀÚ± ’=˘Õ˘ ’±˝√√-˚±˝√√Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ Œﬂ¡±ÀÚ±Ò1Ì1 ’Ú≈˜øÓ¬1 õ∂À˚˛±Ê√Ú ÚÕ˝√√øÂ√˘º
1976 ‰¬Ú1 ¸—1øé¬Ó¬ ’=˘ ’Ú≈˜øÓ¬ ’Ú≈¸ø1À˝√√ ˆ¬±1Ó¬ ‰¬1ﬂ¡±À1 ŒÚ¬Û±˘œ¸ﬂ¡˘1 Î◊¬M√√1¬Û”¬ı«±=˘
’±·˜ÚÓ¬ ’Ú≈˜øÓ¬ ¬ı±Ò…Ó¬±˜”˘ﬂ¡ ﬂ¡ø1øÂ√˘º Œ¸À˚˛À˝√√ ŒÓ¬›“À˘±Àﬂ¡ ¤˝◊ ˚≈øMê √˙«±˝◊øÂ√˘ Œ˚
ŒÚ¬Û±˘œ¸ﬂ¡˘ ’˝√√±1 ¸˜˚˛Ó¬ ø˚À˝√√Ó≈¬ õ∂Àª˙1 ’Ú≈˜øÓ¬ õ∂À˚˛±Ê√Ú Ú±øÂ√˘ ’±1n∏ ˜±Ú≈˝√ø‡øÚÀ˚˛
ø˚À˝√√Ó≈¬ ¤˝◊ ’=˘Ó¬ ˚ÀÔ©Ü ¸˜˚˛ ’øÓ¬¬ı±ø˝√√Ó¬ ﬂ¡ø1ÀÂ√ Œ¸À˚˛À˝√√ ŒÓ¬›“À˘±ﬂ¡ ¤˝◊ ’=˘1 ¶ö±˚˛œ
¬ı±ø¸µ±º ·øÓ¬Àﬂ¡ 1976 ‰¬Úﬂ¡ ŒÚ¬Û±˘œ¸ﬂ¡˘1 ø¬ıÓ¬±1Ì1 øˆ¬øM¬ı¯∏« ˝√√í¬ı ˘±À· ¬ı≈ø˘ ˚≈øMê √±ø„√√
Òø1øÂ√˘º ¤˝◊ øˆ¬øM√√¬ı¯∏« ŒÓ¬›“À˘±Àﬂ¡ ˚ÀÔ±¬Û˚≈Mê 1+¬ÛÓ¬ ﬂ¡±˚«ﬂ¡1œ Œ˝√√±ª±ÀÈ¬± ø¬ı‰¬±ø1øÂ√˘ ˚±ÀÓ¬
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of immigration into North-East India. One such fiction is The Point of
Return, a novel by Siddhartha Deb, in which the author narrates the
troubled history of his homeland, seen through the eyes of a young man
whose father fled East Pakistan (present Bangladesh) and moved to a
northern hill town (presumably Shillong) in the neighboring Indian state
of Assam during the time of partition. The novel designs a study of the
historical context of the fractured relationship between tribes and nontribes, and the resultant violence, uprootedness, alienation, and the continued memory of injustice and loss. The novel depicts the unhomely
condition of the Bengali immigrants displaced by the Partition and ethnic violence in the Northeast region.
The novel is about the Dam family and their many trials and tribulations in their adopted homeland. The story is narrated by Babu, the
son of Dr. Dam, a Hindu Bengali who is also a practicing veterinary doctor. Babu's father was still a school student at the time of the partition.
Their family had lived for generations on a farm in East Pakistan. However the bloodiest civil wars caused by partition forced the Dam family
to move to and settle in the neighboring northern hill town in the Indian state of Assam. Later, Dr. Dam became a civil servant and worked
as a veterinary doctor in a local government department. Trained under
the British and driven by Nehruvian nationalism, Dam soon became a
significant figure in local government, organizing farmers' cooperative
movements and working out programs for the efficient harvesting and
distribution of milk and crops. With his innate sense of decency and his
unwillingness to abuse his position for personal gain, Dam devoted all
his life for the upliftment of the tribal people of the region. But his
struggle to implement much needed reforms in the civil services and his
attempts to build a home for himself were thwarted by prevailing corruption and ethnic hostilities.
The story of the Dam family discloses the plight of countless immigrants of partition who failed in their search for a stable and secure
home and were forced to remain peripheral by a citizenship machinery
leading a uncertain life with a paranoia of being 'outsiders'. Dr Dam first
experienced this paranoia when Indian Central intelligence officers suspected him as a foreign spy when Danish professors visited him. Dr Dam
was also harassed as he, as the director of the dairy and veterinary department of the state planned a joint Indo-Danish dairy project. This incident makes him realize:
…that paranoia was very much a part of the India he
served so eagerly, and that the nation he imagined being shored
up through the efforts of people like him was ultimately a for-
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tress, that everywhere around him new battle lines were being
drawn and fresh groups of people were being defined as outsiders, borders bristling with barbed-wire teeth. (Deb 2002: 221).
The hill region where Dr. Dam tried to settle witnessed ethnic tensions in the 1970s when the local hill people started to become aggressive in their demand for new laws protecting their rights over land and
resources from outsiders and settlers. The movement of self-assertion
soon turned violent as the demand for a new state and expulsion of all
'outsiders'- Bengalis, Assamese, and Nepali- grew stronger. The so called
anti-dkhar riots continued till the 1980s, forcing these people to leave
Shillong and disperse to other states.
Dam's son Babu narrates his experience of displacement and terror in his hometown during the time of ethnic assertion of the local Khasi
tribe and new boundary creation in the state of Assam. During this time
there were widespread killings, strikes, assaults, forcing the non-tribes,
especially the Bengalis, "…to read the landscape of our everyday lives
in terms of new lexicon of outrage and fear sweeping through the
town….dividing people into insiders and outsiders, laying down the rules
of existence" (Deb 2002: 175-176).
During this time of ethnic tensions and tribal students' movements,
Dr. Dam and Babu had to endure ethnic hatred and unprovoked assault
from the tribal people in the very town that had been their home until
then. Babu narrates in the novel how he went through all the sufferings
due to the conflicts of Tribes and Non-Tribes. He records his experience how as a child he suffered physical assault due to these clashes.
He recalls the time when he was called for an interview in Delhi, but
was termed as a foreigner. He remembers how in the childhood days
during a protest he heard the slogans like, "Go back foreign dogs, go
back Bangladeshis".
Babu for whom the town was the only home he ever knew could
not understand how people are suddenly divided between 'us' and 'them',
how in the very town they called home, they came to be called 'Dkhar'foreign dogs: "What this meant was that by some undefined process, the
'we' became composed exclusively of non-tribals, and the tribals who
had been part of my life since the age of six faded away, joining groups
of their own" (Deb 2002: 177). Babu remembers that many times he
was beaten by the people for not being a tribal, for not speaking the
same language they spoke, for having different features and colour complexions. He wondered, where his home was, Bangladesh, India or Pakistan. People like him were not accepted anywhere. There was no place
which he could call home.
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ﬂ‘¡øÓ¬«˜±Ú ¬ı≈øXÊ√œøª1 ˜ôL¬ı…˝◊ ’¸˜1 ø˙øé¬Ó¬ Ó¬Ô± ŒÚÓ‘¬¶ö±Úœ˚˛ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ Î◊¬»¸±ø˝√√Ó¬
’±1n∏ ’Ú≈õ∂±øÌÓ¬ ﬂ¡ø1øÂ√˘º Œ˙¯∏Ó¬ ŒÓ¬›“À˘±ﬂ¡1 ¤˝◊ √±¬ıœﬂ¡ ∆¬ıÒ ¬ı≈ø˘ ˜±øÚ ∆˘ ˆ¬±1Ó¬
‰¬1ﬂ¡±À1 ¸—ø¬ıÒ±Ú1 ’©Ü˜ ’Ú≈¸”‰¬œÓ¬ ’ôLˆ≈¬«øMêÀ1 ˆ¬±¯∏±1 ¶§œﬂ‘¡øÓ¬1 ¸À¬Û±Ú ¬ı±ô¶ª±ø˚˛Ó¬
ﬂ¡À1º
˝◊˚˛±1 ¸˜±ôL1±˘ˆ¬±Àª 1±Ê√…‡Ú1 ∆˙øé¬ﬂ¡ õ∂øÓ¬á¬±Úø¬ı˘±ﬂ¡Ó¬ ŒÚ¬Û±˘œˆ¬±¯∏±ﬂ¡ ’±Ò≈øÚﬂ¡
ˆ¬±1Ó¬œ˚˛ ˆ¬±¯∏± ø˝√√‰¬±À¬Û ¬Û±Í¬…Sê˜Ó¬ ’ôLˆ≈¬«øMê1 √±¬ıœ ﬂ¡ø1øÂ√˘º ¤˝◊ √±¬ıœ› ˜”˘Ó¬ ŒÚ¬Û±˘œ
ˆ¬±¯∏± 1é¬Ì±À¬ıé¬Ì ’±1n∏ ø¬ıﬂ¡±˙1 Ê√ø1˚˛ÀÓ¬ ŒÓ¬›“À˘±ﬂ¡1 ¶§ﬂ¡œ˚˛ ¬Ûø1‰¬˚˛ 1é¬± ﬂ¡1±1 ¶§±Ô«ÀÓ¬˝◊
ﬂ¡ø1øÂ√˘º ŒÓ¬›“À˘±Àﬂ¡ ¤ÀÚ √±¬ıœ Î◊¬O±¬ÛÚÓ¬ ¤˝◊ ˚≈øMê √˙«±˝◊øÂ√˘ Œ˚ ˆ¬±1Ó¬1 ’±Ú ’=˘1
ø¬ıù´ø¬ı√…±˘˚˛ Œ˚ÀÚ ¤˘±˝√√¬ı±√, ﬂ¡ø˘ﬂ¡Ó¬±, Œ¬ıÚ±1¸, Î◊¬M√√1¬ı—· ’±1n∏ ˜øÌ¬Û≈1 ø¬ıù´ø¬ı√…±˘À˚˛
˚ø√ ŒÚ¬Û±˘œ ˆ¬±¯∏±ﬂ¡ ’±Ò≈øÚﬂ¡ ˆ¬±1Ó¬œ˚˛ ˆ¬±¯∏±1 ¬Û±Í¬…Sê˜Ó¬ ’ôLˆ≈¬«Mê ﬂ¡ø1 ø˙é¬± ¢∂˝√Ì1
¸≈ø¬ıÒ± ø√¬ı ¬Û±À1 ŒÓ¬ÀôL ’¸˜1 ø¬ıù´ø¬ı√…±˘˚˛˛¸˜”˝√ÀÓ¬± ¤˝◊ ¸≈ø¬ıÒ± Î◊¬¬Û˘t ˝√√í¬ı ˘±À·º
’¸˜1 ŒÚ¬Û±˘œ¸ﬂ¡À˘ Î◊¬O±¬ÛÚ ﬂ¡1± ¤˝◊ √±¬ıœ Ú±˚… ’±øÂ√˘ ¤˝◊ ¬ı±À¬ı˝◊ Œ˚ ˆ¬±1Ó¬1
¸—ø¬ıÒ±Ú‡ÀÚ ¸—¶¥®øÓ¬ ’±1n∏ ˆ¬±¯∏± ¸≈1é¬±1 øÚ(˚˛Ó¬± õ∂øÓ¬ÀÈ¬± Œ·±á¬œÀﬂ¡˝◊ õ∂√±Ú ﬂ¡ø1ÀÂ√º
¸—ø¬ıÒ±Ú1 ¤˝◊ ˜Ó¬Àﬂ¡ ø¬ıÀ¬ı‰¬Ú± ﬂ¡ø1 ŒÚ¬Û±˘œ¸ﬂ¡À˘ ﬂ¡ø1 ’˝√√± √±¬ıœﬂ¡ ¶§œﬂ‘¡øÓ¬ ø√ ˚Ô±Sê˜
&ª±˝√√±È¬œ ’±1n∏ øÎ¬¬ıËn∏·Î¬ˇ ø¬ıù´ø¬ı√…±˘À˚˛ 1948 ’±1n∏ 1965 ‰¬ÚÓ¬ ¶ß±Ó¬ﬂ¡ Œ|ÌœÓ¬ ’ôLˆ≈¬«Mê
ﬂ¡ø1øÂ√˘º ¤ÀÚ √±¬ıœ1 ¬ı±ô¶ª 1+¬Û Œ√ø‡ ŒÚ¬Û±˘œ¸ﬂ¡˘1 ø˙øé¬Ó¬ ‰¬±À˜ ŒÚ¬Û±˘œ ˆ¬±¯∏±ﬂ¡
˜±Ò…˜ ø˝√√‰¬±À¬Û Î◊¬2‰¬ ˜±Ò…ø˜ﬂ¡ Œ|˜œÓ¬ ’ôLˆ≈¬«Mê ﬂ¡1±1 ¬ı±À¬ı √±¬ıœ ﬂ¡ø1øÂ√˘º ¤˝◊ ˘é¬…
’±1n∏ Î◊¬ÀV˙… ’±·Ó¬ 1±ø‡ 1966 ‰¬ÚÓ¬ ’Ú≈øá¬Ó¬ Œ˝√√±ª± ’¸˜ Œ·±‡«± ˘œÀ· ¤ﬂ¡ õ∂ô¶±ª
¢∂˝√Ì ﬂ¡ø1øÂ√˘º
¤ﬂ¡ ¬ı‘˝√ » ’—˙1 ŒÚ¬Û±˘œ Â√±S-Â√±SœÀ˚˛ ’¸˜1 øˆ¬iß Î◊¬2‰¬ ˜±Ò…ø˜ﬂ¡ ’±1n∏
˜˝√√±ø¬ı√…±˘˚˛Ó¬ ’Ò…˚˛Ú ﬂ¡ø1 ’±ÀÂ√º Ó¬Ô±ø¬Û› ¤˝◊ ŒÚ¬Û±˘œ Â√±S-Â√±Sœø‡øÚﬂ¡ ˝√√±˝◊¶≥®˘ ø˙é¬±ôL
’±1n∏ Î◊¬2‰¬Ó¬1 ˜±Ò…ø˜ﬂ¡ ¬Û1œé¬± ŒÚ¬Û±˘œ ˜±Ò…˜Ó¬ ’ªÓ¬œÌ« Œ˝√√±ª±1 ¬ı…ª¶ö± ﬂ¡1± Ú±˝◊, øﬂ¡c
ˆ¬±1Ó¬1 ﬂ¡ø˘ﬂ¡Ó¬±, ¬Û±È¬Ú± ’±1n∏ Î◊¬M√√ 1 õ∂À√˙1 øﬂ¡Â≈√˜±Ú ø¬ıù´ø¬ı√…±˘À˚˛ ŒÚ¬Û±˘œ Â√±SÂ√±Sœ¸ﬂ¡˘ﬂ¡ ˝√√±˝◊¶≥®˘ ø˙é¬±ôL ’±1n∏ Î◊¬2‰¬Ó¬1 ˜±Ò…ø˜ﬂ¡ ¬Û1œé¬± øÚÊ√1 ˆ¬±¯∏±Ó¬ ø√˚˛±1 ¸≈ø¬ıÒ±
ø√ÀÂ√º Œ¸À˚˛ ¤˝◊ ’øÒÀª˙ÀÚ ’¸˜1 ﬂ¡Ó‘¬«¬Ûé¬ﬂ¡ ŒÚ¬Û±˘œ ˆ¬±¯∏±ﬂ¡ ¤ﬂ¡ ˜±Ò…˜ ø˝√√‰¬±À¬Û
’Ú≈À˜±√Ú ø√ Â√±S-Â√±Sœ¸ﬂ¡˘ﬂ¡ Î◊¬2‰¬ ’±1n∏ Î◊¬2‰¬Ó¬1 ˜±Ò…ø˜ﬂ¡ ø¬ı√…±˘˚˛1 ¬Û1œé¬±Ó¬ ¬ı˝√√±1
¸≈ø¬ıÒ± ø√¬ı ˘±À·º ’ªÀ˙… ŒÚ¬Û±˘œ¸ﬂ¡À˘ √±¬ıœ ﬂ¡ø1 ’˝√√± ¤˝◊ ø¬ı¯∏˚˛ÀÈ¬± ’±˙œ1 √˙ﬂ¡Ó¬
Œ·±‡«± ¸øij˘ÚœÀ˚˛ ¬Ûø1˝√√±1 ﬂ¡ø1øÂ√˘º ˝◊˚˛±1 ’ôL1±˘1 ﬂ¡±1ÀÌ ’±øÂ√˘ Œ˚ ¤˝◊ √±¬ıœ ˚ÀÔ±¬Û˚≈Mê
Ú±øÂ√˘ ’±1n∏ ¤ÀÚ √±¬ıœÀ˚˛ ’¸˜œ˚˛± ˜±Ú≈˝√1 ˜ÚÓ¬ øÓ¬MêÓ¬±1 ˆ¬±¬ı ’±øÚ¬ı ¬Û±À1 ’±1n∏ ¤ÀÚ
¸•Ûﬂ¡«˝◊ ’¸˜œ˚˛± ˜±Ú≈˝√1 ˘·Ó¬ ŒÚ¬Û±˘œ ˜±Ú≈˝√ø‡øÚ1 ¸—‚±Ó¬ ¬ı‘øX ﬂ¡ø1¬ı ¬Û±À1º Œ¸À˚˛À˝√√
Î◊¬2‰¬ ’±1n∏ Î◊¬2‰¬Ó¬1 ˜±Ò…ø˜ﬂ¡ Œ|ÌœÓ¬ ’¸˜œ˚˛± ˆ¬±¯∏±Àﬂ¡ ¬ÛÏ¬ˇ±1 ˜±Ò…˜ ø˝√√‰¬±À¬Û ¢∂˝√Ì ﬂ¡1±1
ø¸X±ôL ∆˘øÂ√˘º ŒÚ¬Û±˘œ¸ﬂ¡À˘ ¤˝◊ √±¬ıœ ¬Ûø1˝√√±1 ﬂ¡ø1À˘› ’ªÀ˙… ŒÚ¬Û±˘œ ¤ﬂ¡ ø¬ı¯∏˚˛
ø˝√√‰¬±À¬Û øÚ•ß Œ|Ìœ1 ¬Û1± Î◊¬2‰¬Ó¬1 Œ|ÌœÕ˘Àﬂ¡ ¬Û±Í¬…Sê˜Ó¬ ’ôLˆ≈¬«øMê1 √±¬ıœÓ¬ ’È¬˘ ∆˝√√
’±øÂ√˘ ’±1n∏ ¬Û1ªÓ¬«œ ¸˜˚˛Ó¬ ŒÓ¬›“À˘±ﬂ¡1 ¤˝◊ √±¬ıœ ’±—ø˙ﬂ¡ 1+¬ÛÓ¬ ¬ı±ô¶ª±ø˚˛Ó¬ ∆˝√√øÂ√˘º
¤˝◊ √±¬ıœ1 ¸˜±ôL1±˘ˆ¬±Àª ’¸˜1 ŒÚ¬Û±˘œ¸ﬂ¡À˘ ﬂ¡˜«¸—¶ö±¬ÛÚ1 Œé¬SÀÓ¬± ¸—1é¬Ì1
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¸ÀÊ√±À1 √±ø„√√ Òø1øÂ√˘º ¤˝◊Àé¬SÓ¬ ¸≈ÚœøÓ¬ ﬂ≈¡˜±1 Œ‰¬È¬±Ê√œ« À˚˛ ŒÓ¬›“1 ëŒ˘e≈ÀªÊ√ ¤G ø˘È¬±À1È¬±1
’¬ı ˜Î¬«±Ì ˝◊øG˚˛±í ¢∂LöÓ¬ ﬂ¡1± ë’Ú… ˆ¬±1Ó¬œ˚˛ ˆ¬±¯∏±À¬ı±1 Œ˚ÀÚñ ø¸øg ’±1n∏ ŒÚ¬Û±˘œ ’©Ü˜
¸”‰¬œÓ¬ ¤˝◊ ˆ¬±ø¯∏ﬂ¡¸ﬂ¡˘1 ˝◊2Â√± ’±1n∏ &1n∏Q ’±Ò±1ÀÓ¬ ¸—À˚±· ﬂ¡ø1¬ı ˘±À·º ¤ÀÚø¬ı˘±ﬂ¡
˜ôL¬ı…˝◊ ¶§±ˆ¬±øªﬂ¡ÀÓ¬˝◊ ŒÚ¬Û±˘œ ø˙øé¬Ó¬ ‰¬±˜ÀÈ¬±ﬂ¡ Î◊¬»¸±ø˝√√Ó¬ ﬂ¡ø1øÂ√˘º ¤˝◊Àé¬SÓ¬ 1967 ‰¬ÚÓ¬
ø¸øg ˆ¬±¯∏±ﬂ¡ ø√˚˛± ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬À˚˛ ŒÚ¬Û±˘œ¸ﬂ¡˘1 ø˙øé¬Ó¬ ‰¬±˜ﬂ¡ ’±1n∏ ’øÒﬂ¡ ¬ıX
¬Ûø1ﬂ¡1 ﬂ¡ø1 Ó≈¬ø˘øÂ√˘º ¤˝◊ Î◊¬ÀV˙… ¸±À1±·Ó¬ ﬂ¡ø1À˚˛˝◊ 1972 ‰¬Ú1 31 Ê√±Ú≈ª±1œ Ó¬±ø1À‡
ë¸À√Ã ˆ¬±1Ó¬ ŒÚ¬Û±˘œ ˆ¬±¯∏± ¸ø˜øÓ¬í √±øÊ√«ø˘„√√Ó¬ ·Í¬Ú ∆˝√√øÂ√˘º ¤˝◊ ’Ú≈á¬±ÚÀÈ¬±Àª ˆ¬±1Ó¬1
ø¬ıøˆ¬iß õ∂±ôLÓ¬ ŒÚ¬Û±˘œ¸ﬂ¡˘1 ˆ¬±¯∏± ’±Àµ±˘Úﬂ¡ ’±·¬ıÏ¬ˇ±˝◊ øÚøÂ√˘º
¤˝◊ ¸—·Í¬Ú1 ¡Z±1± õ∂ˆ¬±ª±øi§Ó¬ ∆˝√√ ’¸˜Ó¬ Ôﬂ¡± ŒÚ¬Û±˘œ ŒÚÓ¬±¸ﬂ¡À˘› ŒÓ¬›“À˘±ﬂ¡1
˜±Ú≈˝√ø‡øÚﬂ¡ ¸—·øÍ¬Ó¬ ’±1n∏ ¸—‚¬ıX ﬂ¡ø1 ’±&ª±˝◊ øÚ˚˛±1 ﬂ¡±˜Ó¬ ’¢∂¸1 ∆˝√√øÂ√˘º ¤˝◊
ŒÚÓ¬±¸ﬂ¡À˘ ø¬ıÀ¬ı‰¬Ú± ﬂ¡ø1øÂ√˘ Œ˚ ˚Ô±¶ö±ÚÓ¬ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ õ∂øÓ¬á¬± ﬂ¡ø1¬ıÕ˘ ˝√√íÀ˘
ŒÚ¬Û±˘œ ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬ ˝√√í˘ ¤ﬂ¡ Œ˜Ãø˘ﬂ¡ √±¬ıœº ¤˝◊ ¶§œﬂ‘¡øÓ¬1 ¡Z±1±À˝√√
ŒÚ¬Û±˘œ¸ﬂ¡˘1 ¬Ûø1‰¬˚˛ ’È≈¬È¬ Ô±øﬂ¡¬ıº
˘é¬Ìœ˚˛ˆ¬±Àª ŒÚ¬Û±˘œ ø˙øé¬Ó¬‰¬±À˜ ŒÓ¬›“À˘±ﬂ¡1 ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬1 ¬ı±À¬ı
˝◊˚˛±1 Î◊¬»¬ÛøM√√ ¸—¶¥®Ó¬ ˆ¬±¯∏±1 ˘·Ó¬ Ê√øÎ¬ˇÓ¬ ¬ı≈ø˘ ˚≈øMê √˙«±˝◊øÂ√˘º Œ¸À˚˛À˝√√ ˆ¬±1Ó¬1
’Ú…±Ú… ¸—ø¬ıÒ±Ú ¶§œﬂ‘¡Ó¬ ˆ¬±¯∏±À¬ı±11 √À1 ¤˝◊ ŒÚ¬Û±˘œ ˆ¬±¯∏±1 ¸±‘√˙… ’±ÀÂ√º ¤˝◊ õ∂¸eÓ¬
ŒÓ¬›“À˘±Àﬂ¡ ŒÚ¬Û±˘œ ˆ¬±¯∏±ﬂ¡ √±øÊ√«ø˘— øÊ√˘±Ó¬ ‰¬1ﬂ¡±1œ ˆ¬±¯∏± ø˝√√‰¬±À¬Û õ∂‰¬˘Ú Î◊¬√±˝√√1Ì
’±1n∏ ﬂ¡ø˘ﬂ¡Ó¬± ø¬ıù´ø¬ı√…±˘˚˛, ˆ¬±·˘¬Û≈1 ø¬ıù´ø¬ı√…±˘˚˛, Î◊¬M√√1 ¬ı—· ø¬ıù´ø¬ı√…±˘˚˛, ¬Û±È¬Ú±
ø¬ıù´ø¬ı√…±˘˚˛, ¤˘±˝√√¬ı±√, Œ¬ıÚ±1¸, &ª±˝√√±È¬œ, øÎ¬¬ıËn∏·Î¬ˇ ’±1n∏ ˜øÌ¬Û≈1 ø¬ıù´ø¬ı√…±˘À˚˛ ø√˚˛±
’±Ò≈øÚﬂ¡ ˆ¬±1Ó¬œ˚˛ ˆ¬±¯∏±1 ¶§œﬂ‘¡øÓ¬1 õ∂¸e √±ø„√√ Òø1øÂ√˘º ¤Àﬂ¡√À1 ¬Ûø˙˜¬ıeÓ¬, øS¬Û≈1±,
ø˝√√˜±‰¬˘ õ∂À√˙ ’±1n∏ øÂ√øﬂ¡˜ ø¬ıÒ±Ú¸ˆ¬±˝◊ ŒÚ¬Û±˘œˆ¬±¯∏±ﬂ¡ ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬1 √±¬ıœÀ1
¢∂˝√ Ì ﬂ¡1± õ∂ô¶±ª¸˜”˝√ ¸ÀÊ√±À1 Ó≈¬ø˘ Òø1øÂ√˘º ¤ÀÚ√À1 ŒÚ¬Û±˘œ ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡
¶§œﬂ‘¡øÓ¬ ¤ﬂ¡ ∆¬ıÒ √±¬ıœ ¬ı≈ø˘ õ∂øÓ¬¬Ûiß ﬂ¡ø1 ¸—ø¬ıÒ±Ú1 ’©Ü˜ ’Ú≈¸”‰¬œÓ¬ ’ôLˆ≈¬«øMê1 √±¬ıœ
ﬂ¡ø1øÂ√˘º
ŒÚ¬Û±˘œ¸ﬂ¡˘1 ¤˝◊ √±¬ıœﬂ¡ ’±Úøﬂ¡ ¤‰¬±˜ ’¸˜œ˚˛± ¬ı≈øXÊ√œøªÀ˚˛› ¸˝√√±Ú≈ˆ”¬øÓ¬
õ∂√˙«ÀÚÀ1 ¸˜Ô«Ú ﬂ¡ø1øÂ√˘º Œ¸˝◊ ¸˜˚˛1 &ª±˝√√±È¬œ ø¬ıù´ø¬ı√…±˘˚˛1 Î◊¬¬Û±‰¬±˚« Œ√ªõ∂¸±√
¬ı1n∏ª±À√Àª› ŒÓ¬›“À˘±ﬂ¡1 √±¬ıœ1 õ∂øÓ¬ ¸˝√√±Ú≈ˆ”¬øÓ¬À1 ∆ﬂ¡øÂ√˘ Œ˚ Œ√˙ ¤‡Ú1 ¤ﬂ¡Ó¬± ’±1n∏
¸—˝√√øÓ¬1 ¬ı±À¬ı ˆ¬±¯∏± ˝√√í˘ ¤ﬂ¡ ∆¬ıÒ √±¬ıœº ŒÚ¬Û±˘œ ˆ¬±¯∏±ﬂ¡ ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬ ’±1n∏
’ôLˆ≈¬«øMêÀ˚˛ ˆ¬±1Ó¬1 ¸±—¶¥®øÓ¬Àﬂ¡± ¸˜‘X ﬂ¡ø1¬ıº
¤Àﬂ¡√À1 ’Ú… ¤Ê√Ú ¬ı≈øXÊ√œøª ’¸˜ ¸±ø˝√√Ó¬… ¸ˆ¬±1 õ∂±MêÚ ¸ˆ¬±¬ÛøÓ¬ Ó¬œÔ«Ú±Ô
˙˜«±À√Àª› ŒÚ¬Û±˘œ ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬1 ¬ı±À¬ı ¸˜Ô«Ú ’±·¬ıÏ¬ˇ±˝◊øÂ√˘º ˝◊˚˛±1
¸˜Ô«ÚÓ¬ ŒÓ¬À‡ÀÓ¬ ˚≈øMê √˙«±˝◊øÂ√˘ Œ˚ ø¸gœ¸ﬂ¡˘1 √À1 ŒÚ¬Û±˘œ¸ﬂ¡˘1 ¤ﬂ¡ ¬ı‘˝√» ’—˙
ø¬ıÀ˙¯∏Õﬂ¡ √±øÊ√«ø˘— ’±1n∏ ø‰¬øﬂ¡˜Ó¬ ¬ı¸¬ı±¸ ﬂ¡À1 ’±1n∏ ¤˝◊ ˜±Ú≈˝√ø‡øÚÀÀ˚˛ ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡
¶§œﬂ‘¡øÓ¬ ¬Û±¬ı ˘±À·º ˝◊˚˛±1 ¸˜Ô«ÚÓ¬ ’±Úøﬂ¡ ˆ¬±1Ó¬1 ’Ú… ˆ¬±¯∏±À¬ı±11 √À1 ŒÚ¬Û±˘œ ˆ¬±¯∏±›
¸—¶¥®Ó¬ ˆ¬±¯∏±1 ¬Û1± Î◊¬»¬ÛøM√√ Œ˝√√±ª± ¬ı≈ø˘ ˜Ó¬ ¬ı…Mê ﬂ¡ø1øÂ√˘º ¶§±ˆ¬±øªﬂ¡ÀÓ¬ ’¸˜1 ¤˝◊¸ﬂ¡˘

Creatcrit : Vol.-8 No.-1

Nath 31

Dr. Dam served his whole life the country and state considering it
his own, but at the end was terrified at the point of gun by his head
minister for not carrying out the schemes as per his wish and ultimately
was threatened by such words, "corpse of one more foreigner will not
make any difference."(Deb 2002: 12)
The issue of loss of identity of people like Dr. Dam and Babu is
thus explored beautifully by Siddhartha Deb in this novel. Dr. Dam was
forced out of what was to become East Pakistan after Partition, and was
later to become Bangladesh. But he and other displaced East Bengalis
could not find a place within that part of India where they served their
whole life. Local tribes who wish to demarcate their own homeland and
expel those who would contaminate their isolationist purity, were always
after the lives of these Bengali people. Dr Dam tried to build a home
for his family, but was frustrated at every turn, watching his conception of home being destroyed either by bad luck or the vicissitudes of
bureaucracy, and was finally forced to move to Silchar to make 'a lastditch attempt to find a resting place'. Babu's parents and grandparents
travelled through East Pakistan to this eastern borderland of India in
search of a new beginning. But the 'identity' they searched for and the
'home' they hoped to find in the new country was just a mirage.
In the section titled 'Highway Journey: 1984', the writer describes
the long journey of Dr. Dam from the hill-town to Silchar in a truck
carrying materials for the building of his house there. Babu, as a young
little boy was excited to accompany his father on this journey because
he "wanted to photograph the bridge and the shrine, the lime trees that
appear in thick bunches on the hillside, the plains of Bangladesh that
seem faraway and mysterious from the road" (Deb 2002: 41) at the
border of the hill-state and Assam. However, Babu could not go on the
trip at the last moment. This journey may simply meant an adventure
for Babu; but for Dr. Dam this journey was one of the many painful
events related to his failed attempts of building a house and finding a
steady center in life. This journey yet reminds the bitter experience of
the Bengali immigrants of their rootlessness. We see in the novel the
Dam family moving from place to place, trying to take root and build a
home. But though they carry traces of these diverse places, they remain
rootless, ever carrying the burden of their migrancy.
The Point of Return can be identified as an autobiographical
novel. This debut novel by Siddhartha Deb was published in 2002 and
was widely acclaimed. The novel explores into the world of official corruption, ethnic violence and identity crisis of displaced people in the
northeast India. The setting is an unnamed hill-town which is presum-
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ably based on Shillong where Deb was born and grew up. Deb's own
parents and grandparents, like the Dam family in the novel, came to the
hill-town in undivided Assam when forced out of what was to become
East Pakistan after Partition. In an interview with Shakti Bhatt, Deb admits to the personal element of his writings:
…things were very precarious for me and my family in
my youth, and writing was a way of understanding the things that
were happening to me and to others around me… Ideas of home
and belonging are complicated, and much of my fiction explores
these complications. (Bhatt 2006).
The Point of Return is not written in a chronological order. The
first part 'Arrival' which forms almost half of the novel is written in reverse chronological order, starting in 1987 and finishing in 1979. The
headings of the four parts draw attention to the novel's theme: Arrival,
Departure, Terminal, and Travelogue. Because of the fragmentary nature of the novel, the main story is not always easy to follow. However, the novelist was successful in projecting the situation of displaced
Bengali minority in the Northeast. The novel succeeds in its main aim
to give a voice to the dispossessed; those '50,000 people who fled in
the night with bundles on their backs' (Deb, 2002: 184). The pain and
hopelessness of an immigrant, the person who does not belong to anywhere, is expressed through the mouth of Dr. Chatterji that no matter
how long they remain in their adopted home in the hills, they will remain foreigners forever. As he says: "We are a dispersed people, wandering, but unlike the Jews we have no mythical homeland. Nor do we
have their achievements that would make the world recognize and fear
us one day". (Deb 2002: 287)
The Point of Return thus aptly brings out the sufferings of the immigrants in the land in which they lived their entire life from the very
childhood. Siddhartha Deb, through his novel, renders his longing and
pain for the past and love for his native place where he was termed as
a foreigner, which troubles him up to the very end of the novel. He
brings out the plight of the Bangladeshi people who suffered as their presence in the North Eastern States was opposed by the natives. Deb's own
experience of fear and anxieties, pain of alienation, loss of identity and
frustration of being rejected find fine expression through the narratives
of Babu. Deb finally leaves his birth place hoping that it would become
home to everyone in days to come: "I look at my birth place, knowing
that I will never see it again. I want it to be home for everyone who
lives there, for everyone to have a place in it, that cannot be lost or stolen." (Deb 2002: 304).8
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¶§±ÒœÚÓ¬±1 ø¬ÛÂ√Ó¬ ’¸˜1 ø˙øé¬Ó¬ ŒÚ¬Û±˘œ‰¬±À˜ ŒÓ¬›“À˘±ﬂ¡1 ˜±Ú≈˝√ø‡øÚﬂ¡ ’Ú…±Ú… ø¬ÛÂ√¬Û1±
Œ|Ìœ1 Ó¬±ø˘ﬂ¡±ˆ≈¬Mê ﬂ¡1±1 ¬ı±À¬ı √±¬ıœ Î◊¬O±¬ÛÚ ﬂ¡ø1øÂ√˘º ¤˝◊ √±¬ıœ ŒÓ¬›“À˘±Àﬂ¡ ’±Ô«-¸±˜±øÊ√ﬂ¡
≈√1ª¶ö± ’±“Ó¬1 ﬂ¡1±1 Î◊¬ÀVÀ˙…À1˝◊ ¤˝◊ ¸˜˚˛Ó¬ Î◊¬O±¬ÛÚ ﬂ¡ø1øÂ√˘º ˝◊˚˛±1 ¸˜Ô«ÚÓ¬ ’±Úøﬂ¡ Œ¸˝◊
¸˜˚˛Ó¬ ’¸˜ ø¬ıÒ±Ú¸ˆ¬±Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ õ∂øÓ¬øÚøÒQ ﬂ¡1± ¤ﬂ¡˜±S õ∂øÓ¬øÚøÒ √˘¬ıœ1 ø¸„√√
Œ˘±˝√√±À1› Î◊¬O±¬ÛÚ ﬂ¡ø1øÂ√˘º ŒÓ¬›“1 õ∂ô¶±ªÀÈ¬±Ó¬ ¤˝◊¬ı≈ø˘ Î◊¬À~‡ ﬂ¡ø1øÂ√˘ Œ˚ ’¸˜Ó¬ ¬ı¸¬ı±¸
ﬂ¡1± ¬ı‘˝√» ¸—‡…ﬂ¡ ’ø˙øé¬Ó¬ ’±1n∏ √ø1^ Œ·±‡«± ¸•x√±˚˛1 Œ˘±ﬂ¡1 ≈√1ª¶ö± ”√1 ﬂ¡1±1 ¬ı±À¬ı
’¸˜ ‰¬1ﬂ¡±À1 Œﬂ¡fœ˚˛ ‰¬1ﬂ¡±1ﬂ¡ õ∂ô¶±ª Œõ∂1Ì ﬂ¡ø1¬ı ˘±À·º
˘é¬…Ìœ˚˛ˆ¬±Àª Œ¸˝◊ ¸˜˚˛ÀÓ¬ 1953 ‰¬ÚÓ¬ ˆ¬±1Ó¬ ‰¬1ﬂ¡±À1 ﬂ¡±ﬂ¡± ﬂ¡±À˘ﬂ¡±11 ¸ˆ¬±¬ÛøÓ¬QÓ¬
ø¬ÛÂ√¬Û1± Œ|Ìœ1 ’±À˚˛±· øÚ˚≈øMê ø√øÂ√˘º ¤˝◊ ’±À˚˛±À· ø¬ıøˆ¬iß ¸•x√±˚˛1 ’±Ô«-¸±˜±øÊ√ﬂ¡ ø√˙
¬Û1œé¬± ﬂ¡ø1øÂ√˘º ’¸˜1 ŒÚ¬Û±˘œ ø˙øé¬Ó¬ Ó¬Ô± ŒÚÓ‘¬¶ö±Úœ˚˛ Œ˘±ﬂ¡¸ﬂ¡À˘ ¤˝◊ ’±À˚˛±·1 ›‰¬1Ó¬
ŒÓ¬›“À˘±ﬂ¡1 ¸•x√±˚˛ﬂ¡ ’Ú…±Ú… ø¬ÛÂ√¬Û1± Œ|ÌœÓ¬ ’ôLˆ¬«≈øMê1 √±¬ıœÀ1 ¤‡Ú ¶ú1ﬂ¡ ¬ÛS õ∂√±Ú
ﬂ¡ø1øÂ√˘º ’±À˚˛±À· ŒÓ¬›“À˘±ﬂ¡1 √±¬ıœ ø¬ıÀ¬ı‰¬Ú± ﬂ¡ø1 ø¬ÛÂ√¬Û1± Œ|Ìœ1 Ó¬±ø˘ﬂ¡± õ∂døÓ¬1 ﬂ¡±˜
1±Ê√… ‰¬1ﬂ¡±1¸˜”˝√ ﬂ¡ ’¬Û«Ì ﬂ¡ø1øÂ√˘º øﬂ¡c ’¸˜ ‰¬1ﬂ¡±À1 ¯∏±“øÍ¬1 √˙ﬂ¡1 ˜±Ê√Õ˘Àﬂ¡
ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ ’Ú…±Ú… ø¬ÛÂ√¬Û1± Œ|Ìœ1 Ó¬±ø˘ﬂ¡±ˆ≈¬Mê ﬂ¡1±1 ¬Û√Àé¬¬Û Œ˘±ª± Ú±øÂ√˘º 1964‰¬ÚÓ¬
’ªÀ˙… ŒÚ¬Û±˘œ¸ﬂ¡˘À1 øﬂ¡Â≈√¸—‡…ﬂ¡ﬂ¡ ’Ú…±Ú… ø¬ÛÂ√¬Û1± Œ|ÌœÓ¬ Ó¬±ø˘ﬂ¡±ˆ≈¬Mê ﬂ¡ø1¬ı1 ¬ı±À¬ı
’¸˜ ‰¬1ﬂ¡±À1 ¬Û√Àé¬¬Û ∆˘øÂ√˘º ‰¬1ﬂ¡±11 ¤ÀÚ ø¸X±ôLÓ¬ ŒÚ¬Û±˘œ ¸—·Í¬Ú¸˜”˝√ ¸cø©Ü ˘±ˆ¬
ﬂ¡1± Ú±øÂ√˘ ’±1n∏ ¸ﬂ¡À˘± ŒÚ¬Û±˘œÀﬂ¡ ’Ú…±Ú… ø¬ÛÂ√¬Û1± Œ|ÌœÓ¬ ’ôLˆ≈¬«Mê ﬂ¡1±1 ¬ı±À¬ı ‰¬1ﬂ¡±1ﬂ¡
√±¬ıœ Ê√Ú±˝◊øÂ√˘º Œ¸˝◊ Î◊¬ÀV˙… ’±·Ó¬ 1±ø‡ 1985 ‰¬Ú1 21 Ê√≈˘±˝◊ Ó¬±ø1À‡ ë¸À√Ã ’¸˜
ŒÚ¬Û±˘œ Â√±S ¸Lö±í˝◊ ’¸˜1 ˜≈‡…˜Laœﬂ¡ ¤ﬂ¡ ¶ú±1ﬂ¡¬ÛS ø√øÂ√˘º
’¸˜1 ø˙øé¬Ó¬ ŒÚ¬Û±˘œ‰¬±À˜ ŒÓ¬›“À˘±ﬂ¡1 ¤˝◊ √±¬ıœ1 ˚Ô±Ô«Ó¬±1 ¬ı±À¬ı ’±Úøﬂ¡
Œ¸˝◊¸˜˚˛Ó¬ ¬Ûø(˜¬ı—· ’±1n∏ ø‰¬øﬂ¡˜1 ﬂ¡Ô± Î◊¬À~‡ ﬂ¡ø1øÂ√˘º ˆ¬±1Ó¬¬ı¯∏«1 ¤˝◊ ≈√˝◊ 1±Ê√…Ó¬
˚ø√ ŒÚ¬Û±˘œ¸ﬂ¡˘ﬂ¡ ’Ú≈¸”ø‰¬Ó¬ Ê√±øÓ¬ ’±1n∏ ’Ú≈¸”ø‰¬Ó¬ Ê√ÚÊ√±øÓ¬ ø˝√√‰¬±À¬Û ¶§œﬂ‘¡Ó¬ ˝√√˚˛,
ŒÓ¬ÀôL ’¸˜Ó¬ Œ¸˝◊ ¤Àﬂ¡ø‡˝◊Ú Œ˘±ﬂ¡ ’¸˜Ó¬ øﬂ¡˚˛ ŒÓ¬ÀÚ ¸≈ø¬ıÒ±1 ¬Û1± ¬ıø=Ó¬ ˝√√í¬ıº
¶§±ˆ¬±øªﬂ¡ÀÓ¬ Œ¸À˚˛À˝√√ ¤˝◊ ŒÚ¬Û±˘œ¸ﬂ¡À˘ ¬ıø=Ó¬ Œ¬ı±Ò ﬂ¡ø1øÂ√˘ ’±1n∏ ŒÓ¬›“À˘±ﬂ¡1 ≈√1ª¶ö±
’±“Ó¬1 ﬂ¡1±1 ¬ı±À¬ı ¸±—ø¬ıÒ±øÚﬂ¡ ¸≈1é¬±1 õ∂À˚˛±Ê√Ú ¬ı≈ø˘ ˆ¬±ø¬ıøÂ√˘º
ŒÚ¬Û±˘œ¸ﬂ¡˘1 ’±Ú ¤ﬂ¡ Î◊¬À~‡À˚±·… √±¬ıœ ’±øÂ√˘ ŒÚ¬Û±˘œˆ¬±¯∏±ﬂ¡ ¸±—ø¬ıÒ±øÚﬂ¡
¶§œﬂ‘¡øÓ¬ õ∂√±Ú ﬂ¡1±º ŒÓ¬›“À˘±ﬂ¡1 ¤˝◊ √±¬ıœ ¶§ﬂ¡œ˚˛ ¬Ûø1‰¬˚˛ ’±1n∏ ¸N± 1é¬± ﬂ¡1±1 ¬ı±À¬ı˝◊
õ∂À˚˛±Ê√Ú ¬ı≈ø˘ ’Ú≈ˆ¬ª ﬂ¡ø1øÂ√˘º ˘é¬Ìœ˚˛ˆ¬±Àª ŒÚ¬Û±˘œ¸ﬂ¡˘1 ¸—‡…±˘‚≈ Œ|Ìœ1 √±¬ıœ1
√À1 ¤˝◊ √±¬ıœ› õ∂ÔÀ˜ ŒÓ¬øÓ¬˚˛±1 Î◊¬M√√1 õ∂À√˙1 ŒÎ¬1±Î≈¬ÚÓ¬ ¬Û=±˙1 √˙ﬂ¡1 ˜±Ê√ˆ¬±·Ó¬
’±1y ∆˝√√øÂ√˘º ’ªÀ˙… ¬Û1ªÓ¬«œ¸˜˚˛Ó¬ ¯∏±øÍ¬1 √˙ﬂ¡Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡˘1 ˆ¬±¯∏± ’±Àµ±˘Ú
√±øÊ√«ø˘„√√1 ¬Û1± ∆˝√√øÂ√˘º
ŒÚ¬Û±˘œ¸ﬂ¡À˘ ŒÓ¬›“À˘±ﬂ¡1 ˆ¬±¯∏±1 ¸±—ø¬ıÒ±øÚﬂ¡ ¶§œﬂ‘¡øÓ¬1 √±¬ıœ1 Ú±˚…Ó¬± õ∂øÓ¬¬Ûiß
ﬂ¡1±1 ¬ı±À¬ı ¸—ø¬ıÒ±ÚÓ¬ Î◊¬À~‡ ﬂ¡1±1 ¬ı±À¬ı ¸—ø¬ıÒ±ÚÓ¬ Î◊¬À~‡ Ôﬂ¡± ø¬ıøˆ¬iß ¸•x√±˚˛¸˜”˝√1
¶§ﬂ¡œ˚˛ ˆ¬±¯∏± ’±1n∏ ¸—¶¥®øÓ¬ 1é¬Ì±À¬ıé¬Ì Ó¬Ô± ø¬ıﬂ¡±˙1 ¬ı…ª¶ö±ª˘œ1 Î◊¬À~‡ ﬂ¡ø1øÂ√˘º
ŒÚ¬Û±˘œ¸ﬂ¡˘1 ø˙øé¬Ó¬ ‰¬±˜ÀÈ¬±Àª ¤˝◊ √±¬ıœ1 ¸˜Ô«ÚÓ¬ ‡…±Ó¬Ú±˜± ˆ¬±¯∏±ø¬ı√¸ﬂ¡˘1 Î◊¬X‘øÓ¬

Creatcrit : Vol.-8 No.-1

Sonowal 80

’±À˘±‰¬Ú±1 ¸˜˘ :
ø¬ı¯∏˚˛ÀÈ¬± ’±À˘±‰¬Ú±1 Î◊¬ÀVÀ˙… õ∂Ò±ÚÕﬂ¡ Œ·ÃÌ Î◊¬»¸1 ¬Û1± Ó¬Ô… ’±1n∏ ¸˜˘ ¸—¢∂˝√
ﬂ¡1± ∆˝√√ÀÂ√º ¤˝◊Àé¬SÓ¬ õ∂Ò±ÚÕﬂ¡ ø¬ıøˆ¬iß ¢∂Lö, ’±À˘±‰¬Úœ, ¬Û≈øô¶ﬂ¡±1 ¸˝√√±˚˛ Œ˘±ª± ∆˝√√ÀÂ√º
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Margaret Atwood's The Handmaid's Tale
and Cat's Eye: A Critical Study
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Research Scholar, Department Of English, Kohima Campus,
Nagaland University - 797004

Abstract: Margaret Atwood is a writer in whose writing one sees characters being often isolated from the natural world which results in the
inability to communicate, feeling the sense of helplessness and the inability to understand their place in natural order. In the novel The
Handmaid Tale and Cat's Eye, Atwood firsthand shows the relation of
past experience or memories affecting the present circumstances and
that one cannot always put behind one's past, and how it will always
have a haunting memories to be carried. Main characters of these two
novels are shown as cold, lifeless due to the fact that they had to endure terrible circumstances in their childhood or in their past years.
The protagonists were subjected to trauma and tortures which led them
to turn out the way they are. These two novels are an excellent example
of portrayal of women, where in The Handmaid's Tale;women are dominated by the unforgiving view of Patriarchy and its legacies where as
in Cat's Eye, it's a story about childhood bullying and the trauma haunting her throughout the rest of her life. This paper follows and integrated methodology combining feminist and trauma theories
Keywords: bullying, trauma, hypocrisy, hypocrisy of religion, past
memories, isolation.

Movements for Assertion of Nepali
Identity in Assam.
Rupeswar Sonowal
Asstt. Prof., Dept. of Political Science
Mariani College, Mariani-785634
Abstract: Nepalis migrated to Assam and other north eastern states from
Nepal, a neighbouring country, since the time British annexed the region to their empire. Though they are immigrants, they have now accepted by the local populace since these immigrants have integrated
themselves to the life and culture of Assam; however at the same time
they have retained their own identity. Of course, when the Nepalis came
to the state were not much opposed by the natives, at certain places
they were welcomed and even entered into matrimonial relations with
local people. But, with the increase of Nepali population, rising pressure on land, contraction of employment opportunities and ascertain
of ethnic identities by indigenous people the Nepalis faced various
problems both in social and economic fronts. As a result, Nepalis resorted to movements to assert their identity at different times. This paper aims to study various movements resorted by Nepalis in Assam to
carve their place, both in the government and administrative systems
of Assam and fulfil their other demands.
Key-words: Nepalis migration, matrimonial relations, movements, immigrants.

’¸˜Ó¬ ŒÚ¬Û±˘œ¸ﬂ¡˘1 ’±Rõ∂øÓ¬á¬±1 ’±Àµ±˘Ú
In both the novels Cat's Eye and The Handmaid's Tale, we see
quite a few similarities though the respective plots are quite different.
In both the novels, memories play an important part. It is the memories of the past through which protagonists try to find solace, regret and
pain. In both the narratives we often see back and forth movement of
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her adolescence. Specifically, Aya recognizes of power divisions in her
home and has desire to gain power. She loathes her mother due to her
mother's power to manage the orphanage, and recognizes her father as
an authoritative figure who, from distance, controls the large family.
Since, Aya is frustrated by her own powerlessness, she forces powerharassment onto the infant. Furthermore, the fact that she is the only
child, who is not an orphan, becomes a superiority complex, which drives
her desire for power even more. The idea of transgression in The Diving Pool, thus, can be look upon in terms of rebellion against social order and self-consciousness of class struggle. It not only exposes the
protagonist's sense of frustration and anger, but it gave her a sense of
freedom and emotional release, which is a quintessential theme of the
transgressive writing.8
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past and present where the present reminds the past. Both the novels
open in the present time and as the novel progresses we get glimpses
of the past that has shaped the present.
In the novel Cat's Eye, we have Cordelia who bullied the protagonist during their childhood and the resultant traumatic experience haunting the latter. In the novel we see that the protagonist Elaine never gets
to fully get over her traumatic childhood of bullying, even though the
bullying were not that harsh but matters of humiliation causing sense of
inferiority which was enough for her to not forget those incidents. In
all the parts of the novels we see Elaine trying to reconcile with the fact
that she is doing so much better now and imagines meeting Cordelia in
less favourable circumstances for her:
…, I think of encountering her without warning. Perhaps in
a worn coat and a knitted hat like a tea cosy, sitting on a curb, with
two plastic bags filled with her only possessions, muttering to herself. Cordelia! Don't you recognise me? I say. And she does, but
pretends not to. She gets up and shambles away on swollen feet,
Old socks poking through the holes in her rubber boots, glancing back
over her shoulder. (Atwood 6-7)
Elaine never gets to have the satisfaction of confronting Cordelia
even later on about the pain and humiliation she had inflicted on her
when they were children. It is said that childhood is the best time of
one's life but for Elaine it was quite the opposite, escaping near death
experience and getting blame when her parents came to know of it;
Cordelia says, 'I think Elaine should be punished for telling on us, don't
you'" (Atwood 193). Fear of being isolated and to feel the sense of belonging was what made Elaine to endure the bullying for so long. After
her near death experience she lost all sense of emotions and feeling towards Cordelia and her other friends. We see throughout the novel Elaine
being hollow and deprived of showing any emotion but always waiting
for a chance to meet Cordelia again, whether to confront her about the
past incidents or to come to an understanding and regretting for not doing it sooner when she had the chance. Even later on when Elaine reaches
her middle age, she cannot still forget about Cordelia, she who is a painter
now, tries to drop hints in her paintings, whom only Cordelia would understand but Cordelia never shows to her Art galleries. One can understand from such instances that traumatic incidents are quite unforgettable
and they are never pleasant even if one dismisses it as harmless. Childhood bullying can be tormenting and traumatic which might affect people
in different ways. Before Elaine meeting Cordelia and her friends she
was a cheerful and carefree girl but after their friendship we see the
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gradual decline in Elaine's feelings and she slowly shut away her emotions; even later in her life we never get to see her full bloom emotions
and feelings to her husband and even on the occasion of her brother's
demise. "Until we moved to Toronto I was happy". (Atwood 21)
On the other hand in The Handmaid's Tale, a dystopian novel
that takes place in the near future where everything is controlled by orthodox Christian Theocracy. In the novel we never get to know the real
name of the protagonist but she was renamed as Offred. Since the Republic Of Gilead is controlled by Theocracy and leans towards patriarchy, the oligarchy doesn't even bother to know the names of the women;
they were just reduced to mere toolkit to bear children:
My name isn't Offred, I have another name, which nobody uses
now because it's forbidden. I tell myself it doesn't matter, your name is
like a telephone number, useful only to others: but what I tell myself is
wrong, it does matter. I keep this name like something hidden, some treasure I'll come back to dig up, one day. I think of this name as buried.
(Atwood 96)
The protagonist almost lost all sense of wonder and her past where
it was once normal but sometimes she would have flashes of her past,
sometimes she would dream about it. She once had a husband and a
child and the thought of them sometimes was what made her get up out
of her bed. The teachings of aunt Lydia at the red centre or so as they
used to call it was drilled deep into her brains so much so that at every
instance she would remember how the old lady taught the handmaids.
The memories of her husband and her mother and the teaching of the
aunt Lydia in the recent past keep flashing through her mind. For Offred
whatever the situations she was in was too traumatic for her to forget,
just like when she lost her job, when they got caught trying to cross
the border or her time in the red centre under the watchful eyes of Lydia.
In both the novels we see the theme of hypocrisy of adults in Cat's
Eye or religious hypocrisy in The Handmaid's Tale. For instance in the
novel cat's eye, when Elaine still a child, overheard Mrs Smeath and
Aunt Mildred discussing about her how her parents don't believe in God
and even though they are encouraging Elaine to go to church with them,
they think she won't last that long:
She's learning her Bible, Grace tells me", Mrs Smeath
says, and then I know it's me they are discussing… "They'll learn
all that", says Aunt Mildred. "Till you're blue in the face. But it's
all rote learning, it doesn't sink in. The minute your back is turned
they'll go right back the way they were."… "What can you expect, with that family?" says Mrs Smeath. (Atwood 179-180).
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behaviour. She feels that her mother "keeps talking out of breath" and
does not "cast about for topics that would include everyone, preferring
to talk about herself and her interests" from the moment, everyone sits
down until the meal is over. (Ogawa 9) Looking at her mother, she feels
nothing but cruellest sort of disgust. Her hatred towards her mother is
outlined detailedly by Ogawa to show the complicacies of the motherdaughter relation and the significant break that follows thereafter. Aya
concludes that her biological parents, her actual family are nothing more
than "empty cans," they are tangible, but there is nothing in them.
(Ogawa 9)
The protagonist's transgression stems from the failure of the need
to see the protagonist's emotional and physical need which leads to her
breakdown as the novel progresses. The effect of transgression in
Ogawa's fictional narratives incites a strong emotional reaction, in that
it deals with the everyday life of social oppression and dilemma as seen
in the life of Aya, however, Ogawa gives us yet another reason for what
drives her female characters to transgress. As Aya flips through a photo
album, she realizes that none of the pages records her weight or length
at birth, or contains the copy of her footprint or a picture of her parents and herself, a matter of fact that complicates her state even more.
The protagonist's transgression as Hotel Iris, is meted out within the family and in order for herself to divest the frustrations, Aya, she bullies Rie,
a one-year-and-five month baby, who is also the youngest orphan at the
Light House. It happened on a Sunday afternoon when the church holds
a bazaar, when Aya is asked to look after Rie. Aya takes Rie out in the
backyard alone, let her stick a shovel into the mound, and watches her
from a distance. Every five minutes, Rie stops and comes over to have
Aya dust off her hands. Aya narrates that these repeated actions put her
in a "cruel mood." As she settles into these feelings, she hides herself
behind the kitchen door, leaving Rie in earnest cry, which even satisfies
her: "Her sobs were violent, seemingly about to rapture something inside her, and they were satisfying my cruel urge. I wanted her to cry
even harder." (Ogawa 26). By bullying a year-and-five-month-old baby,
Aya takes her frustrations from home where she could not be the only
child of her parents nor an orphan. By bullying the baby, she attempts
to extinguish her motherhood in herself. Moreover, in another occasion,
she takes Rie to her room and let her eat a rotten cream puff she
brought four or five days earlier. That very night, Rie was admitted to
the hospital.
The Diving Pool, could be read as a story of a protagonist who
struggles to handle her nervousness and the discontent stemming from
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novel shares a commitment to bringing to light the precarious position
in which many young Japanese find themselves: lacking friends, family
and a clear vision of the future.
The theme of the mother-daughter complex relationships and the
psychological conflicts that results in the protagonist's transgression is
further made implicit in The Diving Pool (2009). The novella narrates
a story of a 17 year-old Aya, who grows up in an orphanage of a sect
run by her parents. The protagonist's sense of dislocation and her sense
of displacement, which eventually leads to her transgression, is heightened early at the beginning of the novella:
Sometimes, as I approach, the Light House appears fixed and
acute, while I, by contrast, feel vague and dim. At other times, I feel
almost painfully clear and sharp […] Either way, there is always irreconcilable between the house and me, something I can never get past.
(Ogawa 9).
In focusing upon the psychological conflicts of the family and the
protagonist's desire to be free from home and social oppression, like that
occurred in Hotel Iris, Ogawa writes about the obstacles of the postwar Japan and the issues that crippled its way. Home, which is supposed
to exude all physical and mental comfort become a hotbed of frustration and despair. As Aya remarks: "there are so many useless things in
this world, but for me, the most useless of all is the Light House."
(Ogawa 13) The only place where the protagonist can be herself is at
the diving pool, where she sits and watches Jun from the bleachers at
the edge of the diving pool. The diving pool in the course of the novella
became some sort of "special place" for some inexplicable reason. It
not only serves as a "personal watchtower," but a special place where
she can be away from her home. (Ogawa 6) In all these, Ogawa highlights the failure and collapse of the Japanese family in which the word
"family" and "home" is nothing more than a word (Ogawa 9).
Moreover, the family as portrayed in The Diving Pool, is not "normal" in the sense that there are no real father or mother figures. Although
Aya has a biological parents, yet they are too distant for her to recognize them as her actual parents. As for her father, to Aya, he is an inaccessible figure like a dead person: "I gaze at the photograph of my
father just as someone might gaze at the altar from the pew." (Ogawa
12) In addition to all these complicacies, there is not a scene in the
course of the story where a father communicates with her daughter
and vice versa. The lack of communication highlights yet another issue
of the contemporary Japanese society during the bubble of the economy
and thereafter. In addition to this, Aya is disgusted by her mother's
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It's difficult to understand that what that poor child had to go
through to be accepted by the people around her, she tried to blend in,
went to church with them won so many medals in Sunday school but
in the end she had to hear those things and that too from an adult. However, the cruelty and hypocrisy of Mrs Smeath didn't end there, in fact
she knew everything about the other girls bullying and she feels that the
child deserves it and she did nothing to stop it; being an adult and having bigger understanding than that of children didn't even bother to correct them, tell them that it's wrong and even when being caught she
doesn't feel remorse:
"You don't think they're being too hard on her?" says Aunt Mildred.
Her voice is relishing. She wants to know how hard. "It's God's punishment", Says Mrs Smeath. "It serves her right"… As is she can feel my
stare she turns and sees me. Our eyes meet: she knows I've heard. But
she doesn't flinch, she isn't embarrassed or apologetic. She gives me smug
smile, with the lips closed over the teeth. What she says is not to me but
to Aunt Mildred. "Little pitchers have big ears". (Atwood 180).
This incident made a huge impact in her lives and one can only
understand that adults are not what they seem to be. Elaine could never
forgive Mrs Smeath after that incident and she could never reconcile with
her and all this can be seen in her painting where she drew Mrs Smeath
in every possible awkward way that serves as a vengeance for her.
Next to them is Mrs. Smeath: many of her. Mrs Smeath sitting,
standing, lying down with her rubber plant, flying, with Mr. Smeath stuck
to her back, being screwed like a beetle… Now I can see myself, through
these painted eyes of Mrs. Smeath: a frazzle-headed ragamuffin from
heaven knows where… I was unbaptized, a nest for demons: how could
she know what germs of blasphemy and unfaith were breeding in me?
And yet she took me in.
Some of this must be true. I have not done justice, or rather mercy.
Instead I went for vengeance. (Atwood 404-405).
On the other hand in The Handmaid's Tale we see the hypocrisy
in religious belief or faith or whatever the Republic of Gilead believed
in. On one hand we see the doctrine of the Old Testament being followed so religiously but in such a way that it benefits them only so that
they can exercise their power. They overlook the fact that Christianity
preaches about love but they made it such ways that it serves only the
men of the society. The portions of verses quoted from the Bible (Old
Testament) were taken in such a way where it talks about childbearing
as the only purpose of Handmaids:
It's the usual story, the usual stories. God to Adam, God to Noah.
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Be fruitful, and multiply and replenish the earth. Then comes the mouldy
old Rachel and Leah stuff we had drummed into us at the centre. Give
me children, or else I die. Am I in God's Stead, who hath withheld thee
the fruit of the womb? Behold my maid Bilhah. She shall bear upon my
knees, that I may also have children by her. (Atwood 101)
What's most hypocritical about the Republic Of Gilead is that, they
talk about banning of all immoral activities, sinful acts where like marrying more than once is sin and a punishable offence but the Commander
himself keeps Handmaids to bear him children and sees them not as a
human being but just a breeding machine. Any kind of affairs or immoral activities were not tolerated but the Commander had a special
place where he can enjoy his lustful acts without being caught. The Republic is a place where the Commander is free to do anything immoral,
the very thing he decided to wipe off when they created the this Republic world.
"It's a club?" I say.
"Well that's what we call it, among ourselves. The club".
"Well I thought this sort of thing was strictly forbidden," I say.
"Well, officially," he says. "But everyone's a human after all".
I wait for him to elaborate on this, but he doesn't. So I say "what
does that mean?"
"It means you can't cheat Nature", he says. "Nature demands variety, for men. It stands to reason, it is part of the procreational strategy. It's Nature plan." (Atwood 250-251).
In both the novels protagonists try to find solace or reconciliation
after facing all the worst. Elaine in Cat's Eye finally learned to let go
and did not feel the end need to cling on the "friends" and that's where
she learnt not to be dependent. Later even when she met Cordelia in
her high school, she had some kind of upper hand over their friendship
and she also learnt that Cordelia only showed her bossy nature because
she herself was also a victim of bullying in a way:
Perdie, who's old enough to drink cocktails with the grownups before dinner although she's not supposed to do it in bars, curls up her
mouth. "I think High school's bad for her", she says to Mirrie. "She's
turning into a hardrock."She pronounces this word in a mocking drawl,
to show that it's the sort of word she herself has outgrown. "Pull up
your socks, Cordelia, or you'll flunk your year gain. You know what
daddy said last time".
Cordelia flushes, and can't think what to say back. (Atwood 210)
However Elaine is still does reconcile with the fact on forgiving
Cordelia and setting herself free. She could not get over the fact that
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as a reflection of the reality that we live in. He puts forward the essence of transgression as "crossing", whether in a moral line or defying
law. By crossing the boundary set by her mother within the dominion
of home, Mari's transgression could be viewed in terms of her search
for independent self even if it takes sexual afflictions and persecution
on the other side. Through Mari's relationship with the translator, she is
able to gain a sense of control, even if that means giving it away. She
is able to confront her mother's dominance by shirking her duties and
freely submitting to a different kind of pain. The relationship that Mari
cultivates with the translator eventually is in direct opposition to her
mother's wishes, but it gives her a sense of freedom and empowerment
and maturity in an otherwise, unstable and powerless social position that
reflect the contemporary state of Japanese youth.
The unfathomable fascination an old man exudes on a young
woman, which leads to sexual dependency becomes crucial in the course
of the novel. However, Ogawa is not without giving us a reason for her
protagonist's indulgence into such behaviour. The novel serves as a reminder of the trial women who continue to face subjugation and domination within the realm of society. When she is with her mother, Mari
feels powerless under the role of her domineering mother, who makes
her drop by the school to work long, boring hours at the hotel. Mari
also feels that her mother purposefully hurts her while doing her hair,
yanking and pulling every hair in place:
She sits me down […] and takes hold of my pony tail, forcing me
to keep very still. When she starts in with the brush, I can barely stand
it, but I move my head even the least bit, she tightens her grip.
(Ogawa, 16).
The idea of transgression in Hotel Iris, turns out to be a way of
achieving personal freedom by crossing the limit even if it means willingly giving into some control. Argumentatively, if we look into the age
gap difference between the protagonist and the translator, the translator
would be the representative of the generation who experienced post-war
rebuilding and affluence. He would be of the generation who participated
in the rise of post-war education and the ideology and nationalistic discourse. Mari, in contrast, would be of the generation disillusioned by both
institutions; she has neither education nor family. When the narrator dies,
leaving Mari heartbroken, something else dies with him: a time now past,
a time that has betrayed subsequent generations. In symbolic terms, the
implications are hard to ignore. The text may be a critique of the precarious position in which Japan's young people finds themselves, the earlier generation having misled the younger generation. Nevertheless, the
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sexual tastes into the novel's scene, it not only stirs Mari's curiosity, but
also eventually obfuscate and illuminate into many aberrated activities
in the course of the story. The shabby, unsightly old man of over sixty
in a worn-out suit is a translator of Russian whom Mari finds fascinating
in times during her distresses.
Hotel Iris could be classified as a tale of brutal romance between
a man and a woman in a state of transgression. While conflicts and
struggles substantially loom over a larger part of the narrative, sexual
dependency and harassment could be one in which these elements were
solely based upon. Once an obedient and submissive child, Mari's transgression goes far beyond making lies to her mother in dashing off to
see the man who is a widowed freelance translator of Russian by trade.
Fascinated and impressed by an aged hotel guest being abused as "a perverse swine" by a prostitute accompanying him, largely stirs Mari's curiosity. Mari finds his voice alluring, and envisions being reprimanded
by the same voice that reprimands the prostitute at the restaurant. Mari
muses:
It occurred to me that I had never heard such a beautiful voice giving an order. It was calm and imposing, with no hint of indecision. Even
the word "whore" was somehow appealing. (Ogawa, 4).
For an inexplicable reason, Mari is drawn to the translator and the
"command" in his voice. Although, the man has a bad reputation at Iris
and is even said to have murdered his wife, Mari continue to submit to
his command and responds to him with pleasure. She allows him to
abuse her, spit at her, insult and humiliate her, moreover, kick, punch,
whip her, tie her up and strangle her. Mari experienced all sorts of physical torture as the novel progresses, even to the extent of shaving her
head and being scalded with cuts on account of meeting the old man's
nephew. Although, Mari experienced such physical torture and sexual
harassment at the hand of a man who is older than her, she is able to
gain a sense of control.
Michel Foucault in his A Preface to Transgression recounted that:
Transgression does not seek to oppose one thing to another, nor
does it achieve its purpose through mockery or by upsetting the solidity
of foundations […] Transgression is neither violence in a divided world
(in an ethical world) nor a victory over limits (in a dialectical world);
and exactly for this reason, its role is to measure the excessive distance
that it opens at the heart of the limit and to trace the flashing line that
causes the limit to arise. (Foucault, 35).
Michel Foucault's rather poetic description of transgression insinuates that transgression does not aim to upset or disturb, it merely exists
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she didn't help Cordelia when she asked for her help and she was always guilty about the fact that she never got to confront Cordelia about
their childhood experience. This always made Elaine feel an emptiness
in her even though she tried to get over the incidents by completely ignoring them and thought she would feel satisfied with such kind of revenge. But it was never so and therefore she regrets to not have confronted when she had the chance and in the end Elaine finally realises
that Cordelia was never going to show up and there she needed to let
go of Cordelia's memories:
I know she is looking at me, the lopsided mouth smiling a little,
the face closed and defiant. There is the same shame, the sick feeling
in my body, the same knowledge of my wrongness, awkwardness, weakness; the same wish to be loved; the same loneliness; the same fear. But
these are not my own emotions any more. They are Cordelia's; as they
always were. … I reach out my arms to her, bend down, hands open
to show I have no weapon. It's alright, I say to her. You can go home
now. (Atwood 419).
In The Handmaid's Tale, Offred tries to find solace in Nick, the
Commander's driver. Though her meeting with Nick was supposed to
be only for Serena Joy's demand to be fulfilled but as time progress she
begins to form an attachment for Nick and she slowly forgets all about
the plan with Ofglen to escape. Now she rather stays back and spends
the time she could afford with Nick, take risk never before she would
have dared:
The fact is that I no longer want to leave, escape, cross the border to freedom. I want to be here, with Nick, where I can get at him.
… Such seriousness, about a man, then, had not seemed possible to me
before. (Atwood 285).8
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Abstract : Women's position in the society has not always been ideal.
Many associate strength and masculinity with men while women are
considered weak and dependent on men which greatly undermine their
sense of identity. Since gender is a social and cultural construct,
women's identity commonly perceived in society is not fixed. Temsula
Ao's Aosenla's Story and Bhabendra Nath Saikia's The Hour Before
Dawn narrates the stories of women protagonists who assert their identity by challenging the male perception towards them. Both the women
defy patriarchal norms through a rediscovery of their 'self' which finally leads them to assert an identity of their own and emancipate them.
This paper aims to study feminine sensibility of the two protagonists
presented in respective narratives using comparative and psychological methods under the broad framework of feministic study.
Keywords : Patriarchy, Identity, Self, Defiance, Matriarchy, Independence
Introduction
Aosenla's Story is written by Temsula Ao and published in the
year 2017. Temsula Ao is a Naga poet, short story writer and ethnographer. This novel narrates the tale of a suppressed woman coming to
terms with herself. As the story unfolds, Aosenla, the protagonist
through flashbacks brings out the images of her youth when she had
many aspirations but is married off much against her wishes to a
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Kenzaburo Oe, one of the Japanese greatest literary author remarks,
"One of the best secret of Yoko Ogawa's storytelling is that she gives
expression to the subtlest working of human psychology in prose that
is penetrating yet gentle." (Oe, 2010). The subtlety lies in the fact that
most of her characters do not know what they are doing or why they
are doing and behaving so. By bringing forth the idea of an acute description of her characters, she projects the alienated self-observation
that is common in Japanese society.
Female transgression is one among other aspects that is very common in Ogawa's fictional art, which features characters that struggle with
the societal norms and taboos. It is not incorrect to say that female transgression in Ogawa's art forces us to face the reality we are often conditioned to ignore or not to talk about. While the ultimate result relies
heavily upon the transpose of various controversial issues and aspects,
Ogawa's female characters find utmost exhilaration in doing so. However, Ogawa with her detail observation into her characters is not without a hint or reasons for the causation. The use of transgression in
Ogawa's fictional realm is achieved through the use of language that is
simple, minimalistic and yet penetrating. It appears not as something,
which shocked or upset the readers. Instead, it could be viewed as a
means to tell an often controversial story in an unconventional manner.
Hotel Iris (2011) narrates a story of a 17-year old Mari, who
works as a general assistant in her mother's run-down hotel in a seaside. Like all her protagonist's quest for self in the face of trials and
tribulations, Mari's transgression and her indulgence into sexual gratification is viewed in terms of her search for female self and her respite
from her domineering mother who had taken her out of school:
After Grandfather died, Mother made me quit school to help at the
hotel. My day begins in the kitchen, getting ready for breakfast…I find
it painful to speak to people I don't know, and besides, Mother scolds
me if I make a mistake with the cash register and the receipts are off.
(Ogawa, 17).
Until this point, what we noticed is that Mari has never had a boyfriend or intimate contact with any man. Mari is presented as one of
Ogawa's isolated female protagonists who has neither friends nor boyfriend. At the urging of her mother, Mari dropped out of school to help
run the Iris, which, as the only hotel in the area that is not near the
beach, has nothing going for it, sending Mari into a state of boredom.
Mari's mother having cluttered her daughter within the dominion of the
patriarchal structure, Mari's transgression begins as a way of defying such
order. With the arrival of a man on the verge of being old with strange
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Abstract: The present article examines the idea of female transgression as represented in Yoko Ogawa's fictional art with special emphasis on Hotel Iris and The Diving Pool. It seeks to add dimension to
better understanding of the author's take on the idea of transgression
by looking at the contemporary Japanese society from socio-political
and cultural perspectives. In examining the various issues and aspects
leading to female transgression in Ogawa's fictional art, the article
foregrounds the importance of female self and deconstruct the idea of
patriarchy that holds ultimate power in societal order. Through the
select close text reading of Ogawa's fictional art, it further analyses
the various issues and problems that loom over a greater part of the
author's fictional art in identity formation.
Keywords: transgression, crossing, patriarchy, identity, Japanese.

Female Transgression in the Fictional Art of Yoko Ogawa
Yoko Ogawa (1962) occupies a prominent place in today's contemporary literature. She has written over twenty novels including novellas, short stories and essays most of which have been translated into
English language. Her writings are mostly drawn from life experiences
some of which are a reflection of the Japanese society especially
women's roles within it. Ogawa's fictional narratives comprise of multifaceted approaches moving with understated grace between the
acutely macabre, contemplation on the role of space and time, the surreal and grotesque, and the poignantly heartfelt as well as tragic.
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wealthy but an egoistic arrogant man. Through her character, Ao depicts
the rise of a woman from the ruins and taking in the reins of the household gradually discovers herself in the midst of challenging circumstances.
The novel The Hour before Dawn written by Bhabendra Nath
Saikia describes the inner turmoil in a woman, Menoka, when her egoistic husband brings home a second wife. Menoka although initially shattered and fearful for her future, finds strength in her illicit relationship
with a village outcaste Modon. Her disinterested demeanor throws off
her husband into a state of confusion and frustrations, while Menoka
herself sets off to restore order in her household. The novel ends on
an optimistic note with Menoka discovering her identity and embracing
herself with all her insecurities.
Suppression and Submission
Suppression is one dominant theme in both the two novels. As the
stories begin, both the women protagonists are seen lost in their own
thoughts preoccupied with the idea of marriage. Aosenla is sitting in the
verandah of her house staring at the big house of her in-laws wondering how such an inanimate object could wield so much power. She enjoyed the little freedom of her own in her little house but once she is
out of it she loses her identity:
But once she stepped outside its perimeter, she was no longer her
own self; she was the wife of a rich man and the daughter-in-law of an
influential family. She no longer had an independent identity. (Ao 2)
Aosenla remembers how as a young girl she used to dream of accomplishing something great after completing her studies but this never
happened as her father married her off to Bendang who is from a reputed well-to-do family. Despite her protests, Aosenla had to submit to
her family's wishes. Her mother who sympathizes with her daughter was
as helpless as Aosenla herself as it is her obligation to support her husband in times like this.
Yet, the onerous task of pushing her daughter into such a
household became her 'responsibility' because it was her husband's
'wish'. (Ao 9)
Aosenla's father blamed the education in the college for his
daughter's defiance. He was of the view that girls need not study like
boys as they would be married off to start a new life as a wife and
daughter-in-law. Aosenla only realizes how her father treats her and her
brothers differently. While he openly has fun and play with his sons,
his relationship with Aosenla was very formal. Her brothers too were
no different from their father. They do not seem to understand that
Aosenla does not accept the marriage proposal and brushed off her re-
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fusal saying that she would have to be married sooner or later. Aosenla's
grandmother too admonishes her saying:
'…A woman no matter how educated or rich or well- placed,
needs the protection of a man all her life. A man may be blind or lame
or ugly, but he is superior because he is a man and we are women and
helpless…' (Ao 18)
Aosenla feels cornered and threatened with nobody to understand
her. Finally she relents and gives in to the marriage, all for the happiness of her parents. She was overtaken by a sense of resignation and
defeat with no strength to protest anymore. To Bendang, now her husband, Aosenla is merely a commodity which he uses for the upliftment
of his own image in the social strata. She is used like a bait to fish contracts from other elites. To add to Aosenla's sorrowful life, Bendang always intimidates her giving examples of his sisters who have studied in
Delhi, wear fashionable clothes and hairstyles, know the latest dances
and go on dates with foreign students in a way to remind her of her
poor background. Aosenla always lived in fear of Bendang's parents who
reside in the big house within the estate. One of the most excruciating
pressure she has to face was her every pregnancy where her in-laws
throng into her house hopefully expecting birth of a son and would leave
with disappointed faces both the times when daughters were born to
her. In order to find favor in their eyes, Aosenla herself silently hopes
for a son forgetting that her daughters are her children too. Thus, intense pressure from her husband and his family makes it difficult for
Aosenla to keep up with them. She finds herself unable to fit in and
instead isolates and builds herself a wall where she feels little freedom.
Menoka in the Hour before Dawn is seen disturbed and troubled
right from the beginning of the novel. Her husband Mohikanto brings
home his second wife Kiron leaving Menoka devastated. Her agitated
mind at the action of her husband is shown in her restless pacing up
and down till midnight when everyone was fast asleep: Menoka drifted
around restlessly, "now sitting, now standing, and now stepping in …"
(Saikia 4).
Like Aosenla, she began to think back of her own marriage when
she first stepped into her husband's home eleven years and three months
ago. Mohikanto would boost of his wealth to Menoka, asking her to open
the chest which is almost full of silver coins. The presence of a new
woman in the house was a very dreadful thing for Menoka. She became
aloof and lost in her own world occasionally. After the death of
Jogeshwari, the mother of Mohikanto, Menoka along with her children
were off to Rotnokanto's place, the brother of Mohikanto for the final
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To conclude we may say that riddle and folk games are matted
mathematical numbers and measuring units. They have dominance over
the folk life. With the help of riddles and folk games, people start their
first step of acquiring mathematical knowledge. Woody Guthrie defined
folk music as 'music that folks sing'. In the same way, folk mathematics is mathematics that folks do with the help of game and riddles, without taking resort to paper and pencil. And thus in learning mathematics,
riddles and folk games are mainstay.8
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Ans. Roof of the House
Amra panchjan bhai/ eksathey vaat khai
(we are five brother(s)/ always we eat together)
Ans. Fingers
Choi theng dui kaan/hi ba kar nakan!
(six legs, a pair of ears/ say who resembles it similar)
Ans. A Fly
Rajar betai pul dishey/ saat namunai rang disey/pulley nai kham/
kou sey naam?
(a bridge hangs over/ glittering with seven color(s)/ it has no pillar/
none is unfamiliar)
Ans. Rainbow
Aath haat panch kalla/ oktey bektey namaj porey/ sejda karey na
(eight hands, five heads/ offering Namaj and move / but bowing
down never suit)
Ans. Zanaja Namaj
Even, in the following folk-lore, one can get the numberNoi dorjai noi prahary/ churi koril ekjan
(nine watchmen at nine door/ one has stolen sure)
Ans: 9 Pores in Human Body
Besides riddles, there are some mathematics related games. Children play Rumal Khel. In this game they sit together in a circle, keeping their face towards it. One among them walks around holding a handkerchief. Children kept sitting knotting their eyes with a piece of cloth.
They keep their heads down inside. Holding the handkerchief, the fellow encircles them, and tries to keep the piece of cloth at back of one
of them. The fellow should place the piece of cloth at their back very
silently so that they could not sense it. If the fellow turns around after
placing the cloth at his or her back, and found him or her sitting, then
he or she loses the game and has to have a stroke, and if he or she
senses the cloth and run, then would be safe from hit. This game gives
the notion of circle. This game is very popular among children of Dhubri
district. Often children play a race knotting legs together. This is also a
very traditional game. Children select their pair and bind each of their
legs together and then un holing each other keeping their hand around
their solders. This game gives the idea of one, two, three and a pair.
Again there is a game called one leg race. A group of children play this
game in their leisure time. They draw a line at starting point and an ending point. They bend their legs by knee and hold them by hands and
start their race on their single leg to reach ending line located in 15 to
20 meter away. This folk game gives the idea of one too.
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funeral rites as their grandfather too was staying there. However
Mohikanto's threat to throw all of them out of the house permanently
if they do not return home immediately terrifies Menoka and so she sends
her eldest son Indro back to their house. The helpless nature of Menoka
can be seen here when she has no option but to comply with the order
of her husband as she would have nowhere to go or anything to eat if
Mohikanto turns them out of the house.
Identity Formation and Assertion
Identity connects the individual to a broader social category, in
which an individual associates himself or herself with. The process of
identity formation is a never- ending process that goes beyond the onset of adolescence. It becomes more pronounced during the stage of
youth when an individual becomes more concerned with a sense of self
and formulating independent values and opinions that are distinct from
that of their parents, background and gender.
Both the women, Aosenla and Menoka in these two novels are seen
living in fear of their husbands as they are fully dependent on them for
their survival. Initially they were suppressed and subjected to mental torments. However as the novels progress, there is the development of the
two characters' persona. Aosenla in Aosenla's Story takes great interest
in books and music and began to explore them whenever her brotherin-law, Sentinungsang, comes to her place along with his friends. She
immensely enjoys their company as they share their various interests and
would exchange and introduce their taste of music to each other. She
even starts to help her cousin Imlirenla in preparation for an item in a
variety show organized by the kindergarten school in which she teaches.
Merentoshi, a friend of Sentinungsang too takes part in the preparation
with his band for the instruments. However, a distant cousin of
Bendang's mother falsely reported to her in-laws who start to accuse her
alleging her infidelity. Aosenla was shocked over the misgivings and retorted that the matter would be settled not only among them alone but
between their clans including Toshi's family as well since they have
named him as her boyfriend. This reaction stunned Bendang and his
family and they began to blame each other for believing in that woman
who reported them. As for Aosenla she:
'…felt that she had taken an important step towards asserting herself and demanding due respect as an equal among them.' (Ao 41)
After that incident Aosenla decides to establish herself on an equal
level with the rest of the family, especially his sisters. She underwent a
complete transformation from a simple housewife to a modern woman.
She starts applying makeup, lipstick and wearing the latest clothing which
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caught the attention of many and gathered huge admirations. Her constant interest and efforts to educate herself also added more to her self
esteem, :
By assuming this new persona, she began to believe in herself a
little more…
She took meticulous
care to nurture her public persona almost like a weapon of self- defense
… (Ao 42)
Bendang began to treat her more respectfully and stopped gambling
and partying and even his business trips were reduced to a great extent.
This changed behavior in him fooled Aosenla into thinking that she has
finally won his love. However after she got pregnant again, Bendang returned to his old ways and was off on long trips even when she was
having a hard time coping with the death of her third child.
Aosenla's elder daughter, Chubala, seems to understand her mother's
sorrows and after having a heart-to-heart conversation with her, Aosenla
found a new strength in herself. She learnt to become indifferent to many
things which earlier caused her so much anguish.
Instead of being apologetic and timid, she assumed a 'couldn't-careless' attitude, which surprised even her. It was almost like saying, 'It is
my life and I am going to lead it in the way I want to.' (Ao 71)
This change in attitude again made her husband to behave more
courteous towards her. Aosenla even decides to help out in the Orphanage Home which was run by Kilang. Her mother-in-law who notices all
that is happening in her son's family provokes Bendang to control his
wife but to no avail. Aosenla has already started to earn a name of her
own outside the family and began to gather respect and admiration in
the society. She now does not seek the permission of her husband to
do anything, but instead chooses to do whatever she feels like.
It was true that earlier, the woman who was earlier merely his
shadow, was now creating an identity of her own and was beginning to
acquire a new status among his friends too. She was now being considered for important positions in civic organizations. (Ao 73)
The loss of her son during childbirth led to the discovery of new
feelings as a mother. She now devotes her time completely to her two
daughters who gave her new energy and motivation to carry on with her
new transformation. She no longer slaved for husband but maintained a
constant distance with him. Aosenla has gradually created a world for
herself and her daughters without her abusive husband in it.
Aosenla takes control over the family as a matriarch when her husband becomes bed- ridden due to an accident. She began to look after
the management of the household and her husband's treatment and ev-
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in its pronunciation because both the words sound same. There is a riddle
in English folk having same feature 'Seventy (seven tea boxes) were going
to Calcutta by bus Forty (four tea) boxes were fallen down on the road.
How many boxes were there?
Answer: 3 tea boxes
There are some riddles which can easily give the notion of numbers from one to nine. It has been observed and argued also that the
education of primary level should be given in mother tongue. An extensive research that has been done over it shows that if the children be
taught in first language (mother tongue) then they acquire the second
language quickly. Folk culture is a rich heritage of human civilization. It
has found that no folk culture of the world is incapacitated in rendering
the first teaching on knowledge to children. There are some riddles habitually used by the folks of Dhubri district which can easily give the
notion of numbers through fun and giggling. These are as followsEkti tar matha /tar ekti asey haat/ai diye sey kortey parey jagat
churnopat
(It has one head/ one hand too/ it can smash the earth with a boo)
Ans. Hammer
Ek ful fulishey kao nai chidaiya? Ek mara marishey kao nai
kandeya? Ek bishna pari asey kao nai thakeya?
(a flower is blooming, there is none to pluck? A dead is lying down,
none is beside to weep a lack? A bed is ready; there is none to slumber
sharp)
Ans. Star, Snake and River
Ek mayer dui cheley/ keu kaokey dekhtey narey
(two offspring of same mother, yet envious to look at each other)
Ans. Eyes
Ek gashey ek fal/ paki asey talmol
(a fruit in plant alone/ ripen full in lone)
Ans. Pineapple
Ek bhai khalat/ek bhai dalat/ek bhai agalat/ tino bhair maran hoil
ekei pagarat
(one in ditch/one at bough/one at edge of tree/all lay in man's
trench)
Ans. Lime, betel leaf and nut
Uktaan buktaan/ kon bandhur tin kaan
(nay this nor that, who has three ears made in zest)
Ans. Paper Boat
Eit ghughur pith taan/ kon ghughur char kaan
(Joint together but a far/ who has four ear(s))
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Tin Inche Babaji Gangajalat Bhase/Pasay uyar hath dile fick kori
hashe?
(That floats in Ganga water dip/ Measured as three inch/ passes
smile if leap)
Answer: Thread of the Illuminating Lamp (Salita)
(Janma kale Eto Chotto Mar Kole lukay/Boro hoye Ek Lafete dosh
baro foot jay)
(Child, in thy mother's lap lie hid/jump over ten to twelve metre
to lead)
Answer: Kangaroo
Elli gelong Dilli gelong/Gelong Kolikata/Estitionat dekhi ashlong tin
kona pata?
(Visited so many places Dehi & Kolkata and many stations and
many face/ Saw a food-stuff having triangular shape)
Answer: Parantha
Tin kon madhey gata/ Daikha daikha mare jata/Paay ki napay bukta
aatay?
(Ditch hollowed of triangular shaped pot/make shot carefully in utter
confusion/whether will get or not)
Ans: A triangular shape of Net for Catching Fish (Thelajaal)
Besides, the riddles are entwined with the numbers- 0, 1, 2, 3, 4,
5, 6, 7, 8, 9 etc. The digit zero has a significant role in riddle making.
The total sense of void or emptiness is zero. People had realized the
essence of Zero much before. To signify zero, the common folk of this
region do use 'nai' (nil), 'bina' (zilch) etc and so these terms are very
frequently used in the riddles. As for example:
Haat nai pao nai ,deshey deshey ghurey/taar avhab hoiley lok
anahaarey marey
(neither have hands, nor foot but roams around countryside and
nation/ lack of which causes starvation)
Ans. Money
Naam asey jinish nai/ kothai meley bolo bhai
(Though have name, but not exist in gist/ where do you find it)
Ans. Horse-egg (Ghorar dim)
Hattur Batali baish khan/chorey nilo tinkhan
(Hammer, Chisel, Axe (Baish)
Thief stole all three, how many have left?)
(Hattur is hammer. Batali is Chisel and Baish is Axe are two instrument used by carpenter. Thief has stolen three instruments)
Ans: 3-3 = 0
Baish means twenty two. Often people get confused of this riddle
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erything else. Though Bendang hated the very idea he is now fully dependent on his wife needing her in his every move. The way she wisely
handles a past relationship of her husband is greatly commendable.
Aosenla learns from her maid that her husband had impregnated a young
girl who is the cousin of her mother before marrying Aosenla and then
refused to claim the child. The unfortunate mother who refused to raise
the baby goes to Assam and settles there after getting married. The orphan grows up but falls into bad company and she too gives birth to a
baby without getting married. She eventually dies leaving the new born
in the hands of her great-grandparents who are now too old to take care
of her. The maid has brought the news to Aosenla in order that the child
may survive. Though shocked initially Aosenla takes stock of the situation calmly by keeping the baby in Kilang's Orphanage Home which was
later claimed by the grandmother from Assam.
Towards the end of the novel, Aosenla realizes that her true self
is not one trait alone but an amalgamation of all the different selves which
she has developed according to the demands and expectations of the circumstances around her. She compares herself to the big old house which
though a symbol of authority and invincibility has faded yet held on to
its identity. And she too like the house has always remained true to her
own self. The novel finally ends on a note of fulfillment:
Aosenla might one day realize that her search for her true self has,
ironically, been a long process of subversion of that self by the circumstances around her…She is at last at ease…She is content. (Ao 203)
On the other hand, the protagonist Menoka in The Hour before
Dawn gets into an illicit relationship with Modon who is a thief and a
village outcast. While Aosenla finds recognition through her personal
makeover, Menoka finds strength in her affair which is a secret to all
except her eldest son Indro. With a man beside her, she no longer needs
her husband and in fact her authoritative attitude infuriates Mohikanto
when he can no longer control her like in the past. When Indro tries to
help Modon in robbing his own father of his wealth so as to humble
him, Menoka caught them and admonishes her son not to do such a
thing. She reflects:
There was no need for him to emasculate her husband by robbing
his wealth. What really mattered was that she was beginning to discover
hidden strengths within herself...She was starting to take an interest in
the working of the mill… (Saikia 63)
She refuses to be subjugated by her husband and goes to
Rotnokanto's house when a major funeral rite of her mother-in-law was
to be held at their home, Menoka retorts back to Mohikanto that she
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has much better things to do than to answer those visiting them as a
co- wife. For eleven long years she had been silently taking in everything whatever her husband does but now after his remarriage, she no
longer provided or care for him. When Mohikanto learns of her pregnancy, he was shocked since she has not allowed him to touch her even
once after his second marriage. He one day asks her to come to the
mill and confronts her if it is true to which she replies
'But why should I suffer alone? What have I to gain from it? Simply suffer until I'm dead...I put up with a lot these eleven years, doing
everything that you pleased. But suddenly, out of the blue, you fetched
home this young woman and started sleeping with her without a care
for me- or for my four children. After all this, should I still be a Sita or
a Sabitri? Should I fill my parting with the dust of your feet in the hope
of salvation?' (Saikia 132).
Menoka, who is living in the old house along with her children, is
now almost free to do whatever she wants with no obligations towards
her husband. She engages herself actively in the household chores, helping out Bhodrokanto her brother-in-law in the construction of his new
house, and then taking full charge over the marriages between
Bhodrokanto and Shailabala, Modon and Poornima. She is a strong
woman standing not only for her own rights but also protecting the lives
of other women as well. When she learns from Poornima that Mohikanto
tired to assault her, Menoka took stock of the situation and marries her
off to Modon so that the young girl's future is not marred. She also constantly advises Kiron to leave for her parents' place and rest during her
later stage of pregnancy till the delivery. It is all out of sheer concern
that she extends her helping hand to the other women who are in distress like how she was once.
Menoka earns the respect of her father-in-law Ghonakanto who is
also weary of his son Mohikanto's living. The old man after the death
of his wife has become totally absorbed in himself and has not much
contact with the outside world. Before his death, he entrusts all his
money to Menoka and tells her to give it to Bhodrokanto and Indro at
the right time. This gesture of the old man who has not much time in
hand only portrays the role Menoka has played the role of a dutiful
daughter-in-law. Unlike Aosenla who faces criticism and oppression from
her husband's family, Menoka did not go through such ordeals.
Indro, who has gone to Kolkata for his studies usually return home
for his vacations and on one such visit, Menoka tells her son who in
his letters once confronted her about her illicit relationship: '…What I
have thought, what I have done, is right…I'd rather let go of you, than
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Or x + 4y +20z = 80 ----------------------------(ii)
3y +19z = 60 ------------------------------------(iii)
Multiplying (i) by 3 we get
3x + 3y +3z = 60 ------------------------------(iv)
Equating (iii) & (iv) we get
3x +3y +3z = 3y +19z
Or 3x =16z
Or x/16 = z/3
i.e x = 16 and z = 3
putting the value of x and z in equation (i) we get
y=1
So, the number of goats are = 16
Number of cow is = 1
& the number of buffaloes are = 3
Aakashat hene parlo shuri/ bet kata gelo aarai kuri
(a sharp something fall (s)/ cut off all ( half of hundred))
Ans. Razor
From this riddle it is very obvious that people in initial time of human civilization could not count further after twenty (kuri). Twenty was
the largest digit. For more, the common folk just made it double or triple.
Aarai means two and half that means two twenty and half of twenty
(20+20+10=50).
Dui kuley jaal feley/ ek kuri dui cheley/ mash jadi jaley asey/keu
kadey keu hasey
(net on both the edges mere/ twenty two player(s)/ if fish get into
net/ half become happy half sad)
Ans. Football
Aashey jato aasbey tato/tar ardhek tar ardhek/aapnakey niye eksato/
taholey ashsey kato?
(How much it comes, it comes again/ half of it and again half of
same/ hundred it becomes including you/ add the sum within a minute
few)
The above riddle can be solved by applying Algebraic equation asx+ x + x/2 + x/2 . 1/2+ 1 =100
0r x + x + x/2 + x/4 + 1 = 100
Or (11x+4)/4 = 100
Or 11x +4 = 400
Or 11x = 400 - 4
Or x = 396/11
Or x = 36
So, the total number of men = 36
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Ans. Panchanon 55
If this riddle divulge into numbers, it gives a number that is 55
(3x13+12+4=55). The utterance of fifty five in local dialect is panchanna.
Often male folks are found in the society having the name Panchanan.
Here in this riddle the bride is going to her father's house alone after
marriage. She comes to a river bank to get up in a boat to cross the
river. The boatman asks the bride her husband name. Since it is not customary to utter husband's name, so; she contrives this riddle to let him
know of her husband's name.
Siki Aadhuli nata/taaka habey tinta
(Twenty five and fifty penny together is nine/ becomes three rupees fine)
The puzzle can be solved mathematically as followsLet the number of Sikki (twenty five paise) be = x
Number of Adhuli (Fifty Paise) be =y
As per 1st condition
x + y = 9 ---------------------------------(i)
As per 2nd condition
25x + 50y = 300
Or x + 2y = 12 -------------------------(ii)
Subtracting (i) from (ii) we get
y=3
Putting the value of y in equation (i) we get
x=6
So, the number of Sikki is = 6
And the number of Adhuli is = 3
Sikai ChagolTaakai Gai?Panch takatey Moish pai/ Kuri takai Kuri
jib/ Kintey pathalo Sadasiv
(Goat in twenty five paise /cow in a rupee/ buffalo in five rupees/
twenty animals in twenty rupees sure/ Sadasiv sends me to procure)
This riddle can be solved applying the algebraic equation of mathematics which is as followsLet the number of goats be = x
Number of Cow be = y
& the number of Buffalo be = z
As per 1st condition
x + y + z = 20 ------------------------------------(i)
As per 2nd condition
25x + 100y + 500z = 2000
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my principles…' (Saikia 283)
Like Aosenla who as a mother pitied her husband's child, Menoka
also took all the three children of Kiron under her own care after the
death of the latter in Kolkata. She also makes up her mind to send her
illegitimate son to live with her husband as she is also taking care of
her husband's children. She remarks: '…Everything should be equal- be
it peace of mind or suffering.' (Saikia 332).
Conclusion
Thus it can be seen from the two novels, Aosenla's Story and The
Hour before Dawn, that both the women protagonists, Aosenla and
Menoka, seek to assert an identity of their own. Though Menoka has
long established herself as an independent woman as soon as her husband remarries, Aosenla, on the other hand realizes her true self only
towards the end of the novel. Both of the women have, in the end,
found a form of release through their open defiance of the oppressive
patrirchal norms and the challenges they had to face while being a part
of society.8
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Abstract: Manju Kapur has joined the growing number of women writers from India on whom the image of suffering but stoic woman eventually breaking traditional boundaries has had a significant impact.
The life women live and struggle under the suppressive mechanism of
a closed society is reflected in the writings of women writers in the
post-colonial India. With this fabric as the backdrop Manju Kapur has
knitted her novel Difficult Daughters. The aim of this paper is to portray how the contemporary women face problems in society in their
struggle for self-realization. The paper studies women issues as portrayed in Difficult Daughters following feminist theory.
Key Words: Identity, patriarchal, periphery, feminist, stereotyped
For centuries, women have been denied full justice in respect of
economic, social, political fields. They have been defined as marginalized
creatures and viewed as appendages to men. The main argument of
Simone de Beauvoir's The Second Sex is that in patriarchy women have
been forced to occupy a secondary position in relation to men, a position comparable in many cases to thta of racial minorities inspite of the
fact that they constitute the half of the human population. Man considers himself subject and absolute and woman is the other:
She is called "the sex", by which is meant that she appears essentially to the male as a sexual being. For him she is sex-absolute sex,
no less...., she is the incidental, the inessential as opposed to the essential. He is the subject, he is the absolute, she is the other. (Beauvoir 16)
Feminists emphatically insist on the importance of women becoming aware of themselves as individuals and shaping their own destinies
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an unknown object in order to inspect the ingenuity of the hearer or
reader. The Encyclopaedia Britanica explains that riddle is deliberately
an enigmatic or ambiguous question requiring a thoughtful and often witty
answer. It is a form of guessing game that has been a part of the folk
lore of most cultures from ancient times. From these definitions we can
easily make an inference that riddles are the product of the common
folks who have long experiences on life. It is purely based on difficulty.
Therefore, tricking is one of outstanding features of best riddles. The
best riddle is that which uses language to puzzle the reader by providing an enigma. The common folks of Dhubri district use some conundrum riddles in their day to day activities which give numerical sense
to children as well. Children can easily come across such riddles while
playing and gossiping with friends and kin, and thus get the sense of
mathematical number and calculation. There are some riddles which are
directly connected with mathematics. These can be roughly divided in
ten parts:
(1).Counting and Economical Riddles (2) Coins and Denomination
(3) Codes and Symbols (4) Counting and Numerals (5) Algebraic Equation and Solution (6) Mathematical Equation (7) Measurement and Units
(8) Geometrical Thoughts and Terms (9) Dialogue (10) Counting of alphabetical letters.
The oral mathematics originated much before the institutionalized
education. The common folks of the villages still keep and do their day
today addition and division orally. Consequently, the practice of forming and saying riddles came in vogue. The riddles that often use by the
people of Dhubri district are as followsChengra bela char pao/ jowan hoiley dui pao/aar bura hoiley teen
pao/key kon tini?
(Four foot at infancy / two at adulthood/three at old age/who is
that?)
Ans. Man
This riddle signifies the journey of man from infancy to old hood.
In childhood people use to saunter using both hands and legs. When the
child gets youth, he uses to walk using his two legs and in old age he
needs a stick. Therefore, this riddle wraps the whole phenomena of
man's journey on this earth by using only three numbers two,three and
four.
Teen tero,moidhey baro/char diya jog koro/mor swamir ai naam/
paar kori den naiwar jaang?
(three thirteen with twelve in amid though/ make the plus with four/
this is my hubby's name/take me to Mom's lane)

Creatcrit : Vol.-8 No.-1

Mollah 64

tries to understand the folk games and riddles based on mathematical
rules especially of char areas of Dhubri district in the light of Folk
Mathematics.
Key Words: Folk Mathematics, Digit and Shapes in Folk Games, Primary Lesson of Mathematics in Hinterlands
Mathematics is regarded as neutral and culturally free discipline. It
is always taught in the schools, and students always took this subject
as tough one. It is never ever added to culture. It is always considered
as culturally free subject. It always demands students' serious involvement to learn universally accepted facts, concepts, contents and formulae. It is virtually a subject consists of a body of knowledge of facts,
Frankanstein argued that the pervasive view of Mathematics is
Eurocentric, and thus views on Ethno Mathematics i.e Folk Mathematics gets started emerging.The term Ethno Mathematics (Folk Mathematics) was coined by D' Ambrosio (1985) to describe the mathematical
practice of identifiable cultural groups and may be regarded as the study
of mathematical ideas found in any culture. D. Ambrosio (1990) defines
Ethno Mathematics as follows"The prefix ethno is today accepted as a very broad term that refers to the social cultural context and therefore includes language, jargon and codes of behaviour, myths and symbols. The derivation of
mathema is difficult, but tends to mean to explain to know, to understand and to do activities, such as ciphering, measuring, classifying, inferring and modelling. The suffix tics is derived from techne, and has
the same sort as technique." The term Ethno and Folks are very complimentary term. The Ethnocentric study is based on an identifiable cultural groups of people and Folk according to Webster's Third New International Dictionary, is the "great proportion of the members of a people
that determines the group of character and tends to preserve its characteristics form of civilisation and its customs, arts and crafts, legends, traditions and superstitions from generation to generation." Summarily,
people in a group carrying and nourish their culture and tradition and
handed down to next generation owing as legacy is called Ethnic. People
lives in plain and in riverine areas of Dhubri district continue to have
certain riddles and games which have got mathematical dominance.
Riddle is one of the branches of Folk Mathematics. A riddle is a
puzzle or joke in which one asks a question which seems to be nonsense but which has a clever or amusing answer. German folk scientist
Friedreich Geschichte has said that riddle is an indirect presentation of
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by assertiveness and self-confidence. Manju Kapur's Difficult Daughters
tells about the predicament of a young woman who is enlightened enough
to wish to reach beyond the boundaries of her home and long for her
own space, yet not liberated enough to know how to go about it without hurting others.
Alka Singh analyzes Difficult Daughters in an article entitled "Exploring Possibilities beyond Traditions: Manju Kapur's Difficult daughters", and writes:
Manju Kapur's Difficult Daughters makes an absorbing reading and
pushes the reader to break through the silence of suffering Virmati, who
is seen struggling with her desires for education and illicit love in the
face of hardship that threaten to destroy her inner self. (133)
Indira Bhatt has analysed this novel in her article "Marriage- the
Summum Bonum of Woman's Life: A Study of Manju Kapur's Difficult Daughters" as, "Manju Kapur, yet writing in 1998, presents a woman
who considers marriage as the journey's end of her life- marriage and
her place in the master bed room" (124). She again comments that
"Manju Kapur does not effectively perceive the realities of the
protagonist's existence from the inside, her dependence, her own created captivity" (130).
Keeping in mind the above discussion, Kapur's Difficult Daughters
is analyzed here from the stand point of post-colonial feminist theories
put forwarded by various feminist critics. Manju Kapur's Difficult Daughters is a novel where a woman bound in tradition seeks to satiate her
unsuppressed desires and is ultimately devoured by pain and isolation.
It delineates the sad tale of Virmati, the main woman protagonist in the
novel and throws light how lack of love, security and emotional support in her early life make her rebel against the social codes of conduct.
At an early age, Virmati is entrusted to look after her brothers and sisters and to assist her mother in the nourishment of the family. She is
burdened with the domestic responsibilities. She wants to pursue her education further, but her parents intend to marry her soon.
Relation between mother and daughter does not allow Virmati a
separate identity and an independent existence. Virmati is bound to rebel
against this suppression. She is forced to go against the patriarchal society where mothers also act as agents of oppression. One can find yearning in Virmati for self expression and self identity. The first sign of deviation from the conventional thinking is evident in Virmati when she
meets Shakuntala, her first cousin. Virmati is inspired by the dynamic
personality of Shakuntala. It is Shakuntala who has sown the seed of
aspiration in the tender and fertile mind of Virmati. Feminists want to
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unite all women-black or white, working or non-working, of lower or
middle class. But, as Juliet Mitchell and Oakley observes:
The concept of sisterhood means much more than sharing work
or responsibility. It involves a redefinition of the value and status of personal experience. The personal becomes the political; that is, the nature
of women's oppression can be analyzed through the medium of accounts
of private experience. (Mitchell and Oakley 11)
The concept of sisterhood can also be seen in the relationship of
Shakuntala and Virmati. Virmati is attracted towards Shakuntala who says
a woman should not be confined within motherhood and wifehood and
she has to do something more than this. The deep impact of Shakuntala
is noticed in the words, "I want to be like you, pehnji, If there are two
of us, then they will not mind so much". (17). She displays her modern mind asserting that one must cross the threshold of house and pursue education in order to get freedom.
Influenced by Shakuntala, who had master degree in chemistry,
Virmati makes up her mind and resolves that she is ready to go to Lahore
to pursue her higher education even though it necessitates her to fight
with her mother who is against her continuance of study. The turning
point of her life begins when she develops love with Professor Harish,
already a married person. Her passion for education and desire to be
like Shakuntala drives her to the grip of the professor. Intellectual blackmailing and sophistry of the professor has compelled her to surrender
to him. Later on, she is rescued by the servant of her grandfather and
is locked in a godown as she refuses to marry a canal engineer chosen
by the family. A volcanic like eruption occurs in the mind of Virmati who
always cherishes a dream for education. She asserts her identity when
she takes a bold step for writing a letter to the professor expressing that
she would rather die than to be a rubber doll. At Lahore Virmati concentrates at study and the professor becomes obsolete for her. However,
the strong bond between the professor and Virmati brings them into an
illicit relation: "She thought he was right, she was meant to be his, what
was the point in foolishly denying it on the basis of outmoded morality" (125). Thus Virmati out rightly defies the established norms by entering into a forbidden relationship as a protest against the oppressive
patriarchal structure. She justifies her action standing on the periphery
of modernity. Mayur Chhikara observes that the author portrays a
woman who is entrapped in inner conflict between physical desires and
longing for participation in the development of the time, though India
achieves success in her long march yet there remains a lot to be done
for the freedom of women.
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Abstract: Folk Mathematics tends to study the relationship between
mathematics and culture. Ubiratan D'Ambrosio, a Brazilian educationist and mathematician, introduced the term 'Folk Mathematics'i.e Folk
Mathematics in 1970 and since then the term Ethno- Mathematics or
Folk Mathematics has been struggling with its meaning. Folk Mathematics evolves and flourishes among tribal and marginal societies,
labour groups, children of certain age and professional classes. It
springs through a non-literate culture. Folk Mathematics is a very vibrant phenomenon among children of marginal class residing aloof at
Riverine Island across Brahmaputra river of Assam. Riverine Island
is an area of Brahmaputra River and its tributaries which has been
formed by sand and other sediments. According to Assam Government
record the Riverine Island covers 3,608 KM2 of Brahmaputra basin or
4.6 % of Assam's total area. Though the people of Riverine Island face
certain number of problems including soil erosion, over flooding, illiteracy, high population growth, yet the community is ethnically rich
in context of folk-culture. My paper tends to look into the Folk Mathematics which thrives the hinterlands of Dhubri district situated in the
western part of Assam. The paper tries to focus on games and riddles
which shape the minds of children and give idea of numbers to children in their initial stage of childhood. It is apparent that games and
riddles are today on the verge of extinction as the mainstream children of present generation spend their time playing video games. But
the children of Riverine Island play games to get entertainment in their
leisure time. Their traditional games are uniquely structured. The
games have geometrical concepts and mathematical digits. The paper
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in terms of their acceptance in the world. It shows the vogue pride and
gravity of inheriting a mask of an envied foreigner; in most of the cases
it hints the migrant's ego and pride. But in reality, migration, as Desai
vividly describes, has become a universally practiced phenomenon that
has been continuously embraced by the aspirants of developing or Third
World countries in spite of all itsphysical and mental difficulties.8
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Virmati goes to Nahan to be the headmistress in a girls' school. She
tries to adjust with the new environment and subsequently marries the
professor Harish and becomes the second wife. She asserts that she has
triumphed over her life. She attains a new identity as the second wife
of the professor whereas all her relatives including her parents and grandfather disown her. Virmati goes a long way in her search for her identity, love and independence. She frees herself from all the shackles put
into her feet by the society, and in doing so she also goes through the
suffering actualized by her own volition but the only satisfaction she has
in her life is that she has lived a life of her choice.
Shakuntala and Swarnalata are two more characters leading independent lives in Difficult Daughters. Shakuntala is a modern, sophisticated and an intelligent woman. She denounces the marriage as being
sommum bonum of life and vehemently reacts to this custom. She becomes an anti- traditionalist. She is of the opinion that a woman should
have higher education so that she can lead an independent life; marriage
is a secondary thing. Shakuntala has imbibed the spirit of democracy and
left an unbridgeable gulf between the old traditional world and a new
world of modernity. Shakuntala seems to be self assertive and woman
of independent mind.
Swarnalata is another woman character, who toeing the line of
Virmati and Shakuntala also asserts her identity. She was the room partner of Virmati at Lahore. She pursues her M.A. pushing the marriage
postponed for an indefinite period. She is presented as dynamic, socially
curious and a true follower of Mahatma Gandhi. Her mother wants her
to get married after her graduation but she has something else in her
mind. She is of the opinion that marriage should not be the first priority in women's life. She tells her parents that she would be grateful to
them if she is allowed to continue her study at Lahore; otherwise she
would be rebellious. She informs Virmati as what has been agreed upon
between herself and parents before her arrival at Lahore.
Swarnalata proves her worth as a young, dynamic and progressive
woman who sticks to her ideology. She is ready to marry the person
who agrees to her request that she should be given full freedom. Moreover, her marriage rests on condition that under no circumstances her
work would hamper. In her letter, she tells Virmati in unambiguous term
about the prospect of marriage:
And then came Swarna's note saying she was married. He had accepted all her conditions. She was going to be allowed to continue her
other activities……. would share as much as possible. (188)
Swarnalata has been presented powerfully by Manju Kapur. She
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is a devoted social activist who spends her energy in new avenue which
provides her a new identity. She is brave, courageous, outspoken and
person of action. Her endeavor shows that she is a feminist to the
backbone who advocates and fights for equal rights for women. She
urges Virmati to demonstrate against the "Draft Hindu Code Bill":
Come and demonstrate with us against the "Draft Hindu Code Bill"
next Saturday outside the railway station. Men don't want family wealth
to be divided among women. Say their sisters get dowry, that's their share
and the family structure will be threatened, because sisters and wives
will be seen as rivals instead of dependents who have to be nurtured
and protected. As a result women will lose their moral position in society! Imagine! (251-252)
She also encourages Virmati thus: "It's important that our voice be
heard, Viru, some men are planning to demonstrate against it. Won't you
add your strength to ours?" (251-252). B.R. Agarwal opines that "The
novelist seems to be questioning the traditional systems of child marriage, gender discrimination and other outmoded value systems which
lie at the root of modern malaise. Hence, there is a need to modify and
not to change" (Agarwal 246).
Christopher Rollason observes: "The pages of Difficult Daughters"
speak not only of Virmati, but 'difficult daughters'. Who succeed better
than she did in their lives. At the centre of the narrative, we are confronted with a woman who fights but falls by the wayside, but at its
edges, as no doubtless, representative but still symbolic figure, we encounter… as will be seen below…other women, whose relative success
points the way to the future" .(3).
There is a common belief that women in India lack identity. They
generally identify themselves with their male counterparts. But in course
of time they have established their own identity by modifying gender
roles. The protagonists of Manju Kapur's Difficult Daughters are moving away from the stereotyped images of being docile, naïve, and independent and submissive. They assert their own identity and create their
own space. Manju Kapur's female characters are highly educated and
self dependent which their family members and the society are not easily ready to tolerate and digest. They oscillate between tradition and
modernity. Through their individual struggle they move forward to create a space and curve an identity for themselves as confident and competent women in patriarchal set up. Education and economic independent lead them to their self-realization.
The basic parameter of this study is to explore the female psyche
where rests an anxiety to care for her 'self' and to carve a space for
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tag. Father Booty was rejected help by his native acquaintances, as well
as by government officers who once had taken favour from him. An
opportunist Nepali doctor offered an incredibly worthless amount to buy
his land; he had managed the local thugs, police, authorities, and GNLF
leaders before executing his plan at the cost of 'practically nothing' (222).
He threatened Father Booty to vacate the estate for his safety: "You are
residing in this country unlawfully and you must sell or lose everything."
(222)
The novelist is sympathetic while presenting the wretched condition of Father Booty, who was more patriotic than any other Indians.
His elegant cottage 'Sukhtara - Star of Happiness' was to be dismantled;
the poor man envisaged how happiness was fading away. He was psychologically traumatized at the loss of his peace and prosperity, amidst
the political chaos he 'lost everything but his memories' (257). Sai was
extremely frustrated at the eviction of Father Booty from his estate; she
condemned the highhandedness of the local authorities and shocked at
their ignorance who failed to visualize that Father Booty contributed
much more than the idle locals who had never done anything significant for the society:"In the end Father Booty, lovable Father Booty who,
frankly, had done much more for development in the hills than any of
the locals, and without screaming or waving kukris, Father Booty was
to be sacrificed." (223) Desai projects her perspective through Sai, who
mocks the extremists for diminishing their credentials by evicting a devoted resident like him. She lamented at the loss of their peaceful time
where 'music, alcohol, and friendship together could create a grand civilization' (223).
Conclusion:
The Inheritance of Loss propagates failures and complications of
human bondages and their consequential effects. Economic deprivation,
social insecurity, and haughty aspirations are projected as prime causes
of immigration. Desai shows how the drifters create a mess of their lives
and go through immeasurable tension, humiliation, and identity crisis in
the adopted society. The authoritarian control of the targeted society often
diminishes their cultivated dreams. Most vibrantly Desai explores the
miserable life of the migrants in their respective alien society; at the same
time she satirizes their socio-cultural negotiationfor establishment or recognition at any cost.The novelist doesn't seem to glorify the act of migration that creates a lot of chaos; she exposes the vanity of this act
for which the individual sacrifices own culture, tradition, and identity.
The Inheritance of Loss shows the differences among various migrants
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Jemubhai was so obsessed with British culture and practice that he
tried to apply them in Indian conditions: he'ate even his chapatis, his
puris and parathas, with knife and fork' (176).Moreover, he tried to alter his wife Nimi's personality and etiquette as per any aristocratic English society.
Political chaos and its impact upon foreigners:
The Inheritance of Loss can be seen as a political extravaganza
which describes the chaotic situations during the GNLF movement - it
displays the horrors of insurgency, socio-political discrimination, and rebellion against governance. Out of the fifty-three, more than eighteen
chapters delineates the heinous encroachment, riots, bandhs, protests,
violence in the hills that had ruined the peace, prosperity, and tourism.
Kiran Desai focuses the effects of migration in India during that crucial
time in which the immigrants had to go through tremendous miseries and
psychological tension.
Father Booty was a Swiss citizen by birth who was tempted by the
natural serenity and cultural richness of the hills; he decided to pass his
remaining life in tranquility and mental solace among the natives until
he was forcibly evacuated from Kalimpong during the GNLF Movement.
He never wished to renew his documents as he never calculated that it
would create hindrance in future and convert him into an unlicensed
foreigner, 'a threat' to 'national security' (221). Father Booty never cherished the idea of either existing or re-entering India - "He knew he was
a foreigner but had lost the notion that he was anything but an Indian
foreigner…." (220).He never ever thought that his legitimacy and intentions would be questioned in future. Father Booty had opened a Swiss
diary firm and provided requisite information, advice, and help to the
natives for forty-five long years and thus enriched the economy of the
region - 'how diaries might create a Swiss-style economy in Kalimpong'
(257). He is portrayed as an impractical fellow who purchased a lavish
plot and never bothered about its registration: "He felt a lack in himself, despised his conformity to the ideas of the world even as he disagreed with them." (223)
Father Booty's illegitimate establishment was accidently discovered
and the state agency threatened him to evacuate his estate. The police
didn't listen to any excuses put forward by him; they reminded him that
they could not 'tolerate abuse of privilege' (221).All his material possessions were termed 'as illegal as he was' (221) because being an outsider
he could not acquire any property in India. They asked him to re-apply
for authentic documents so that he could continue his Indian foreigner's
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herself in the patriarchal society. It is an attempt to depict the agony of
woman's heart, her emotional insecurity and loneliness. It may be remarked that the woman's quest for freedom and demand for the status of human being is not a lunatic cry, rather a genuine effort to make
a room for her in this harsh world. Their fight is not a blind fight of the
armies fighting in the dark, but a balanced action leading them towards
their purpose, their goal- a quest for liberated self.8
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Abstract : Kiran Desai's The Inheritance of Loss portrays different levels of immigration and its related consequences which justify the fate of the characters. Set at the backdrop of the GNLF
movement of 1986, the novel embodies all the prominent features
of a true postcolonial novel, and significantly focuses multi-layers
of Indian diaspora. Desai projects migration as a global phenomenon that usually dismantles the physical and mental peace of the
expatriates in an alien socio-cultural environment. The ardent
search for economic gain and life's comfort place the immigrants
in socio-cultural metamorphosis in which they have to surrender
their identity and ethnicity. Almost all the émigrés face social problems like alienation, displacement, rootlessness, lack of
belongingness, identity crisis etc. The novel exposes the trying immigrant experience. This paper aims to capture immigrants' experience as found in The Inheritance of Loss approaching the text
under the postcolonial theoretical framework.
Key-words : Immigration, socio-cultural environment, Third World, economic betterment, identity crisis, humiliation
Introduction
Kiran Desai doesn't need any introduction to the literary fraternity.
Kiran Desai's native sentiment, emotional attachment with Indian soil,
and her laborious exposition of the socio-cultural and political agendas
have mesmerized the readers. Her acute natural and realistic presentation of the human psyche in respective social environment has endeared
her works. Her writing is grafted with genuine postcolonial flavour and
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embrace the enigmatic western values and finally he had escaped from
the monotonous life and shredded the vanity of his association with the
western world.
Colonial imprints on immigration:
Jemubhai Patel belonged to the first flux of aspirant Indians who
sought to flourish his life by attaining an envious degree from the very
citadel of colonial powers. His father had fulfilled that purpose by taking a mammoth dowry from a wealthy family to fulfill his educational
expenses. In England, colonial standards and hazardous circumstances
forced him to shed off his inherent habits and behaviours. Young
Jemubhai suffered from inferiority complex mostly because of his identity, race, and community; he was discriminated due to his complexion,
tonal variation and culture. He started to keep himself aloof from the
public and segregated himself from the British society; he withdrew from
all social associations and trapped himself within a tiny cabin amidst suffocating isolation. He became hesitant and timid; his frustration and frozen fury transformed him into a misanthrope. He tried to adopt colonial habits, standards, and customs and rapidly effaced his Indian identity. In spite of all the hindrances, Jemubhai tried to overcome those
complications that could demotivate his ambitious goal.
Desai narrates the racial discrimination that Jemubhai experienced
in England, which ultimately changed his personality. He was deprived
of all human dignities - he was rebuked, harassed, and humiliated. The
discriminatory racial attitude of the English people provoked him to acquire that alien culture at any cost. The psychosomatic trauma of
Jemubhai at the disapproving outlook of the natives has been vividly delineates by the novelist:
"For entire days nobody spoke to him at all, his throat jammed with
words unuttered, his heart and mind turned into blunt aching things, and
elderly ladies, even the hapless-… moved over when he sat next to him
in the bus, so he knew whatever they had, they were secure in their
conviction that it wasn't even remotely as bad as what he had. The young
and beautiful were no kinder; girls held their noses and giggled, "Phew,
he stinks of curry!" (39)
The novelist has elaborately described the mental agonies of the
young Indian who was passing miserable times in thatclaustrophobic society; he developed a sense of self-consciousness and eccentricity from
which he failed to recover in life: "Eventually he felt barely human at
all…" (40). Desai narrates Jemubhai'sdrastic conversion into a British
persona that created psychosis and had eventually turned him into a psychic personality.
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cultural doctrines and religious beliefs; they embrace the gripping clutches
of western hegemony.Biju rapidly developed a sense of alienation and
felt "…a flash of anger at his father for sending him alone to this country, but he knew he wouldn't have forgiven his father for not trying to
send him, either." (82) The immigrants gradually efface their ego and
hatred grows inside their minds towards the colonial dominance and betrayal. Biju realized the vanity of the 'American Dream' - a myth which
none could fulfill easily; it epitomized a fantastic El Dorado of imaginary world. The natives never appreciate the flux of migrants which usually appears to be disgusting burden to the Whites; Indian migrants have
to bear the invective 'son-of-a-bitch Indians' (23). Biju had to bear the
disgustful outlook of the proprietor's wife in an Italian restaurant,
Pinocchio - she preferred to borrow the services of anyone from Europe who matches with their race, religion, and complexion: "He smells,"
… "I think I'm allergic to his hair oil." She had hoped for men from
the poorer parts of Europe-Bulgarians perhaps, or Czechoslovakians. At
least they might have something in common with them like religion, and
skin color, grandfathers who ate cured sausages and looked like them,
too, …" (48)
Desai distinctively clarifies the vagueness of immigration"…that immigration, so often presented as a heroic act, could just
as easily be the opposite; that it was cowardice … fear marked the journey, not bravery; a cockroachy desire to scuttle to where you never saw
poverty,…" (299).
Economic prosperity for outsiders in America is a sheer matter of
luck; Desai shows the polar differences between the affluent legal Indians and the illegal refuges who remain victims of identity crisis. HarishHarry, the proprietor of the Gandhi Café, was smoothly running his business at the cost of poor illegal 'Third World' immigrants. The novelist's
tenor becomes trenchantwhile uttering Biju's revulsion:
"But it WAS so hard and YET there were so many here. It was
terribly, terribly hard. Millions risked death, were humiliated, hated, lost
their families-YET there were so many here." (189)
Biju was horrified at the insensitive treatment of Harish-Harry who
never cared much about his illegal employees; he shouted in anger:
"Without us living like pigs," … "what business would you have?
This is how you make your money, paying us nothing because you know
we can't do anything, making us work day and night because we are
illegal." (188)
Mr. Kakkar, the proprietor of Shangri-la, was shocked at Biju's
'completely crazy' decision to return to India. Biju was non-resilient to
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her novels deal with the prevailing sensitive issues of twentieth century
such as - globalization, existentialism, cultural assimilation and diffusion,
social segregation, identity crisis, insurgency, alienation etc. The Inheritance of Loss, exhibits diverse issues of displacement, dilemma in relationships, lack of adjustment in alien culture, and marginal polarities
between the elite and the wretched. Set at the backdrop of the precarious GNLF Movement of 1986 that raged Darjeeling, a hill station, the
novel narrates the traumatic struggles of few migrants, excessive addiction to western ways of life, self-resurrection of Indian youths, and
deplorable condition of the deprived. It is a saga of every Indian
migrant's striving in their adopted nation; and their tremendous sociocultural inferiority complex in that alien socio-cultural environment.
Layers of immigration consciousness in The Inheritance of the
Loss:
Migration is a global phenomenon caused due to various such as
economic stability, and educational opportunities in modern times. In
some cases migrants prefer to adopt the alien society, its culture, and
the ways of life and feel privileged to settle in the foreign lands. Some
of the migrants are fortunate enough to be embraced by the new society to which they belong, but in most of the cases they have to undergo
tremendous mental stress in their quest for survival in that unknown
world.
Kiran Desai has portrayed three different strata of immigration in
The Inheritance of Loss . Being herself a diasporic writer, Desai has been
a vibrant wanderer who has experienced the lights and shades of immigration. The novel is semi-autobiographical in nature, and Desai herself
admits the resemblances of her personal observations in the colourful
narration of the persona and events in the novel. She narrates the issues of migration which cause evacuation and deportation of the émigré;
she explains the physical as well as psychological sufferings that the migrants receive during their exile in the adopted nation. The Inheritance
of Lossshows not only the struggles of Indian foreigners abroad, but also
indicates hazards faced by foreigners outside their native country.
In The Inheritance of Loss, we find Biju, Jemubhai Patel, Father
Booty, and Saeed Saeed, as primary migrants who have seen the effects
of immigration. The pathetic struggles of few minor characters like
Achootan, Bose, Pixie, and MunMunare also mentioned by the novelist. The concept of legitimacy and acceptance are deeply rooted to migration which is left for the readers to decide by the author. Jemubhai
Patel was a legitimate migrant who had gone to the UK to fulfill his long
cherished dream; Biju had gone to America after getting a tourist visa
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but he had no intention to return and thus converted himself into an illegal migrant; the same fate was met by Swiss Father Booty who refused to leave India as he was fascinated by the natural bounty and cultural richness of the hills in Kalimpong. Saeed Saeed, the Zanzibarian
migrant in the USA earnestly kept on trying different tactics to continue
living in America despite his innate hatred towards its culture. Local migration of the Bengali sisters, Lola and Noni, from Calcutta to Kalimpong
can also be considered in the same light.
Except Father Booty none of the mentioned characters were happy
in their respective alien lands - Biju detached himself from all the western values and doctrines during his long stay in America, the judge had
to thoroughly transform himself into an unidentifiable colonial orgy during his sojourn in the UK, Father Booty willingly accepted the local customs and tradition after his settlement in Kalimpong; while Lola and Noni
never felt comfortable among the local Nepalese despite having their
Bengali identities. Biju's escape to America symbolizes every young unemployed Indian's aspiration for economic prosperity, who never prefers to toil in his own land, mostly due to inferior complexity or ego.
The judge had purely personal reasons to venture the alien culture. Despite being rejected by the local Britons on account of his race, community, religion and tradition, he never withdrew himself from achieving the desired degree from an esteemed institution. His hardcore ambition finally provided him an envious place in India which he had dreamt
since his childhood. But in this process, Jemubhai had developed his selfish attitude and ruthless nature; he had put on the colonial cloak and
adopted all the customary alien habits, behaviours, and tantrums. He was
loathed and criticized by the local people for his fake identity and haughty
duplicity. There is an obvious contrast between few Indians sweating hard
for prosperity in foreign lands, and a foreigner wholeheartedly accepting Indian culture and traditional values. Father Booty had merged himself into the local socio-cultural environment and tried to develop the
economy of the region through his Swiss dairy firm. While Biju and
Saeed Saeed were considered economic threat to the nation, Father Booty
stood at the quite opposite pole by generating local enterprises and trade.
Biju had to shift from one job to another due to his illegitimacy;
he found it hard to survive in the chaotic professional environment and
longed for his return to India. He felt embarrassed to recall the bygone
days when both the father and son had fervently craved for an American visa. The cook never ever felt the physical labour and mental trauma
of his son in America; rather he was proud of his son's envious establishment in the USA, which many prominent and wealthy parents failed
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to achieve. The illiterate cook envisaged the economic growth of Biju
and urged him to save money for future profitable endeavors. Kiran
Desai shows the pride of few Indians whose ultimate glory lies in their
association with colonial countries. Lola was extremely proud of her
daughter Pixie's engagement with BBC and cherished a lone desire of
marrying her off to some established Englishman. She pompously exhibited her foreign possessions, and boasts of the English socio-cultural
environment. Lola's arch rival Mrs. Sen herself showed the same attitude after her daughter MunMun's appointment at the CNN. By and
large, both the women were extremely happy with their daughters' migration and their subsequent employments. Lola had been a practical visionary who tirelessly insisted her daughter's early expedition to England
for settlement as she was irritated by the filthy state of Indian society
and politics: "Better leave sooner rather than later"… "India is a sinking
ship, …the doors won't stay open forever…." (47)
Existential dilemma of Indian migrants in America:
The Inheritance of Loss illuminates the chaotic cravings of unemployed youths to fetch some profitable job in a foreign land. The novel
shows the dilemma, conflicts, and repentance of Biju in America who
kept on hovering from Manhattan to New York in different restaurant
kitchens. The fear of deportation forced him to withdraw or escape from
one job to another. He had lived an utterly miserable life in the dingy
basement cells along with other strugglers of the Third World countries.
He was refused, abused, and maltreated due to his backward identity,
culture, and race. The illiterate cook foresaw materialistic prosperity of
Biju on the American soil: "you have been fortunate enough to get
there…" (95). Desai mocks at the common perspective of Indians about
gaining prosperity in America. The diasporic state of Indian refugees and
their rootless existence full of dissatisfactions or fake identities are noticeably highlighted by the author. The novelist condemns the urge of
Indians to undergo any sort of humiliation to get into the States. "You
could heap rubbish on their heads and yet they would be begging to
come crawling in …." (184).Initially, Biju was satisfied with his job and
showed off his pride in having an American master and their food: "The
manager has offered me a full-time waiter position. Uniform and food
will be given by them. Angrezikhana only, no Indian food, and the owner
is not from India. He is from America itself." (14) The cook was extremely happy at the 'achievement' of Biju who 'works for the Americans' (14), a dignified designation, a medallion to be carried till infinity.
As Desai portrays, the migrants are bound to redefine or modify
their culture as per the requisite demands and compromise with their

