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Introduction: 

Literature and society are inextricably linked with one another. Society is ever 

dynamic and is constantly undergoing changes. Due to this flux in society 

literature too undergoes a series of changes. The change is visible in terms of the 

themes and subject matter of the literary works and the forms in which the literary 

works are produced. 

Drama is a public genre as opposed to the other literary genres like fiction and 

poetry that are private genres. Like other literary genres drama too has undergone 

some sweeping changes - from the classical, the romantic, realistic or naturalist, 

symbolic, poetic, epic theatre, to the absurd and others. It is noteworthy that all 

these changes in the theatrical forms and techniques are a manifestation of the 

social, cultural, political, economic, and philosophical upheavals. Colonization 
in 

and its late sibling globalization have been equally instrumental}uming the world 

into a global village. Technological developments and media have further 

facilitated the exchange of ideas speedier and made literary text easily available as 

well as accessible from any part of the world. 

Modem Indian literature(s) including the modem Assamese literature came under 

the influence of the developments in Western art and literature. Dramatic literature 

is not an exception in this regard. With the coming of the British colonisers and 

the beginning of English education came the baggage of Western thoughts 

especially through the medium of art and literature. And much of the literature 

produced after that time reflects the western influence in terms of their forms and 

techniques. Youths from Assam aspiring to pursue English education moved to 

Kolkata, which was at that time the hub for English education. As a result of that 



the dramatic literature of the second half of the nineteenth century reflected the 

influence of the plays of Shakespeare through translations or adaptations. The 

dramatic production in first half of the twentieth century saw the influence of 

Ibsen, Shaw and other realist playwrights. However, the second half of the 

twentieth century saw the influence of experimental playwrights who 

experimented with different theatrical forms and techniques. The plays selected 

for translation in the present study belong to this later experimental phase. 

In the second half of the twentieth century ~ the decade after India's Independence 

saw some sweeping changes in the political, economic, social and cultural spheres. 

These changes had drawn the attention of the playwrights and they started to write 

plays representing these problems and anxieties. The realist playwrights of the 

West like Henrik Ibsen, Bernard Shaw and others continued to haunt them but 

they had moved far ahead in terms of their experimentation. with the theatrical 

techniques. This revolutionised Assamese theatre as more and more playwrights 

followed their footsteps in writing realist social plays using new theatrical 

techniques. Some Assamese playwrights started writing plays using the 

experimental forms popular in the West. Bertolt Brecht, Eugene Ionesco, s·amuel 

Beckett, Harold Pinter are some of the writers whose work attracted these 

Assamese playwrights. Arun Sarma is one of the most prominent playwrights who 

started writing plays inspired by the new theatre. 

A run Sarma ( 1931- ) is the most notable and acclaimed contemporary Assamese 

dramatist. All his twelve full length and three one-act plays display variety in form 

and content. Most show avant-garde, anti-realistic tendencies, with touches of the 

absurd, symbolism, and allegory. Of them, Sri Nibaran Bhattacharya (1961), 

Purush ('Man', 1972; first performed 1968), and Kukurnechia Manuh ('Wolfman' 

1987; first performed 1975) remain landmarks in the modem Assamese theatre. 

Violence, both at a mental and physical level, can be traced in several of Sarma's 
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plays. He is not averse to politics either. Buranji Path ('History Lessons', 1980), 

Baghjal ('Tiger Trap' staged 1983), and Chinyar ('Scream', 1984) follow the 

Marxist path, whereas Anya ek adhyay ('A Different Chapter', 1995) is a criticism 

of terrorism, relevant to the prevalent terrorist climate in Assam over the last two 

decades. 

Dialogue in Sarma's plays emphatically establishes it as quality literature. His 

ability to choose expressive and resonant vocabulary may be directly related to his 

twenty-nine year career in broadcasting first as producer and later as station 

director. He has written forty-two radio plays, inclusive of translations and 

adaptations and twenty major documentaries, which attracted national and 

international recognition. His translation of Shudraka's Sanskrit play 

Mrichchhakatikam ('The Little Clay Cart') was staged by a Bhramyaman 

('travelling or mobile') troupe in 1983, and was a trailblazing event for this kind 

of mobile commercial theatre. Interestingly although through Sarma's plays, 

Assamese theatre attained contemporaneity with world trends in the 1960s. His 

plays (except three for the mobile theatre and two early works of the 1950s) are 

not as widely performed as they are widely praised. 

Saurav Kumar Chaliha is another prominent Assamese writer who is better 

known for his contribution to the growth and development of Modem Assamese 

short story. It would not possibly be wrong to say that Assamese fiction was born 

in the flux of 'restless electrons' created by him in the short story of the same 

name more than half a century back. After reading the short story the reaction of 

the readers were widely different and often quite sharp. Some were appalled - a 

narrative that does not have a proper beginning or an end, no clear protagonist, no 

clear plot, such polyphony! Can this be a short story? Some were ecstatic - Oh, at 

last a proper modem story has been written in Assamese! 
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The story presented a deeply insightful picture of troubled times, at the most 

crucial juncture of modem Assamese history, when an emerging nation, free from 

slavery of colonial masters, tentatively started the task of governing itself through 

a democratic system, tasting the bitter sweet taste of freedom, living through the 

fervour of a failed revolution and dashed hopes. It presented the picture of Assam 

in the independent India rough! y between the years 194 2-51. 

And it brought to focus, for the first time, the emerging urban consciousness in the 

society of Assam. It was the consciousness· that came with the birth of an educated 

modem middle class that didn't have its roots in rural-feudal exploitation and was 

in the painful process of losing its tenuous links with the past, with ownership of 

agricultural land and churning of the society and release of social forces. 

The play Ghoruwa Ghotona ('Household Events' 1962) also focuses on the 

emerging urban consciousness portrayed by the writer in his short story restless 

electrons. 

Paramananda Rajbonshi started writing plays centered on folk narratives and 

folk plays. Following the tradition of the Ankiya Nat initiated by Sri Sankardev 

and inspired by the romantic plays of Jyotiprasad Agarwala, Rajbongshi tried to 

carry forward the tradition of Assamese theatre in its traditional form. He was not 

in favour of blindly imitating the western theatrical forms and techniques. He 

stood as an example to the other playwrights of his times in terms of rootedness to 

one's own culture and tradition. It is not that he shut the doors and windows to the 

rest of the world. He would rather modernize the ancient folk tradition of Assam 

by incorporating in it contemporary themes without compromising with 

the folk art form. He has shown that in his plays Kamala Kunworir Sadhu ('The 

Tale of Queen Kamala'), Tejimola ('Tejimola' a dramatic adaptation of 

Lakshminath Bezbaroa's short story based on the famous Cinderella story), etc. 
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Some of his other plays include: Nanga!, Mati aru Manuh ('Plough, Land and 

Man'); Tinita Bandoror Sadhu ('Tale of Three Monkeys'); Chakrabehu ('The 

Trap'); etc. 

The blending of modernity and tradition makes him one of the prominent modem 

Assamese playwright who did not accept modernity merely on its face value. 

Rather he continued accepting modernity only by virtue of preserving his 

rootedness in the Assamese theatrical tradition. 

The dissertation attempts not only to study the translation of some key Assamese 

one-act plays into English but also to consider the theoretical and practical 

problems involved in such an exercise. The dissertation is structured into two parts 

- Part One is titled Translating Assamese Drama which attempts to introduce 

the readers to the Assamese theatrical tradition and some theoretical notions in 

theatre translation. Part Two is titled - A Translation of Three Plays which 

offers the translation of three Assamese one- act plays into English. 

The Part One is organized into three sections. The first section - Assamese 

Drama and Translation presents a brief history of the Assamese theatre 

focussing on the use of theatrical forms and techniques at different periods. It 

further gives a brief historical account of the translation of European plays into 

Assamese language highlighting the influence upon Assamese drama. 

The second section - Theoretical Considerations talks about some of the current 

theoretical notions in the field of theatre translation. It tries to make the ground for 

the actual translation exercise to follow. Analyzing the pros and cons of the 

various theoretical debates it attempts at finding an appropriate method of carrying 

out the translation of theatrical texts. 
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And the third section - Critical Analysis attempts to present an analysis of the 

translated plays and also offer some of the findings of the translation exercise. The 

loss and gain during the process of translation has been pointed out and the 

functionality of the target text (TT) in the target language (TL) and target culture 

(TC) has been analysed. It further talks about the practical problems encountered 

during the process of translation and highlights the variations incorporated to 

make the target text functional. 

The Part Two consists of the translation of three contemporary Assamese one-act 

plays: Arun Sarma's Sri Nibaron Bhattacharya (1961), Saurav Kumar Chaliha's 

Ghoruwa Ghotona (1962) and Paramananda Rajbongshi's Kamala Kunworir 

Sadhu. 
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TRANSLATING ASSAMESE DRAMA 
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Section- I 

ASSAMESE DRAMA AND TRANSLATION 

A brief account of the history and development of Assamese theatre from its 

origin to the present is essential to the understanding of the plays written and 

performed in the contemporary period. This will help the readers to get acquainted 

to the changes in the dramatic forms and techniques in Assamese theatre from its 

inception to the present times. Furthermore it will also be a step towards exploring 

the 'rootedness' of the contemporary plays in the culture and tradition of 

Assamese theatre. 

It is equally important to look at the history of translation in Assamese theatre. A 

close look at the practice of translation from European plays into Assamese 

language which started way back in 1888, would give a fair idea of the influence 

of European plays on the forms and techniques in Assamese Drama in leading to 

its present form. 

History and Development of Assamese Theatre: 

Assamese theatre has a long history. By the end of the fifteenth century when the 

morality play and the interludes were being performed in Europe, Srimanta 

Sankardeva (1449-1568) institutionalized the theatre in Assam. Due to the 

unavailability of any document or any circumstantial evidence of any play being 

written or performed before that, Srimanta Sankardeva is considered to be the 

foremost playwright of Assam. His plays were in the form of Ankiya Nat. He 

preferred to call his theatre form simply as Jatra or Bhaona. Ankiya Nat is a term 

attributed to his plays later on by his followers. 'Ankiya' comes from the 

Assamese word 'Anka'. In Sanskrit literature 'Anka' means something similar to 

7 



drama or a dramatic activity. One significant thing to be noted is that written 

Assamese plays did not have any story division or acts. It may be probably 

because of this fact that they were called Ankiya Nat (see Mahanta 1993: 9). 

Looking closely at the Ankiya Nat one can see some of the distinctive if not unique 

features characteristic of this particular dramatic art form. (1) The centrality of the 

narrator-performer or what is called the sutradhara (literally 'thread-holder') of 

the play. E2) Use of poetry/verse, song, shlokas, etc. (3) Use of Brajawali 1 

language. (4) Use of rhythmic prose. (5) Use of music, songs and dance. Although 

the sutradhara in the Ankiya Nat is modelled on the sutradhara in Sanskrit theatre, 

Srimanta Sankardeva gave newness to it keeping in view the Assamese tradition 

and his intention to instruct and teach the Assamese auJience. Unlike the Sanskrit 

plays the function of the sutradhara does not end with the recitation of the preface 

or the introduction. The sutradhara of the Ankiya Nat has its presence till the end 

of the performance. The sutradhara assumes the multiple roles of the singer, 

dancer, narrator, director and producer of the play. It can be surmised that the 

sutradhara is the mediator between the performers and the audience. 

The sutradhara of an Ankiya Nat plays the role of introducing and acquainting the 

audience to the nature and behaviour or the states of mind of each character. The 

sutradhara played the role of the director and the stage manager as played in a 

modem play. All the performers in the Ankiya Nat followed the instruction of the 

sutradhara. He was the leader whose directions the performers followed while 

performing their respective roles on the stage. But as time passed on it was 

realized that the sutradhara is loaded with too many roles to play. Later some of 

the roles like singing, introducing the story and characters were assigned to some 

other people who would perform them from backstage. It must be mentioned here 

that the sutradhara of Assamese Ankiya Nat, and Sanskrit drama bear some 

1 An old Assamese dialect that was popular among the masses in rural parts of Assam in the 151
h century. 
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resemblance with other theatrical traditions in the ancient, medieval and even 

modem theatre. Ancient Greek plays had Chorus which although is distinctively 

different but had some close resemblance with the sutradhara in Assamese 

theatre. 

Sri Madhavdeva ( 1489-1596), the disciple of Sri Sankardeva followed the 

tradition of his guru. But after the death of his guru Sri Madhavdeva brought in 

some innovations in the very form of the Ankiya Nat. His plays were generally 

called Jhumura. Unlike Sri Sankardeva's plays, Madhavdeva's plays were short. 

On the one hand, Madhavdeva's plays dramatized small incidents from the life of 

Lord Krishna. Whereas on the other hand, Sri Sankardeva's plays were long and 

dealt with the complete lives of Lord Krishna and Lord Rama. 

The dominant characteristics of Sri Madhavdeva's plays were song and dance and 

the central character in most cases was a female. Sri Sankardeva's plays had the 

adult Sri Krishna as the central character. The story is generally adapted from the 

Puranas and the two epics viz. Mahabharata and Ramayana. On the other hand, 

Sri Madhavdeva's plays depict the child Krishna or Balgopal. Madhavdeva's 

Arjuna-Bhanjana ('Uprooting the Aijuna Trees') is the only play whose story is 

adapted from the Puranas. The stories of his other plays were adapted from 

Krishna Kamamrit a book of shlokas composed by a famous medieval poet named 

Bilvamangal. 

By the end of the eighteenth century, the Ankiya Nat started to perish due to 

political adversities, the instability of the nation, etc. In the beginning of the 

nineteenth century there were some sweeping changes in the art and literature due 

to various other social and political developments. With the advent of the British, 

western thoughts and ideas came along through the English education. Those who 

had the privilege of undergoing English education were enlightened by new 
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thoughts and ideas and were inspired to produce literary works in their own 

regional languages. As a result of which western genres like novel, short story, 

essay and modem drama had immensely influenced the fabric of regional 

literature. 

Gunabhiram Barna (1837-1894) was one of those enlightened Assamese thinkers 

who ushered in new ideas about social reform in the early years of colonial rule in 

Assam. Like many other Assamese youths he was educated in Kolkata and was 

deeply influenced by the intellectua1 opmwns of the "Bengal 

Renaissance." He was also one of the first few Assamese who formally entered the 

Brahmo Sarna} and propagated the liberal ideas of the Brahmos through his 

writing. 

In his own life also he practised what he preached. After his first wife's death, his 

marriage with a Brahman widow, Bishnupriya Devi, created a sensation in the 

orthodox society of Assam. He not only advocated the cause of women's 

education but also took the bold step of sending his daughter Swamalata to a 

boarding school in Kolkata when he was working in the small town of Nagaon in 

Assam as an Extra Assistant Commissioner. Both Swamalata and Bishnupriya 

were encouraged by him to write and publish their work. Gunabhiram himself is 

remembered as a historian and a biographer. He also wrote regularly on issues like 

women's education and marriage reforms in the first Assamese Journal Orunodoi, 

started by the American Baptist missionaries in 1846. 

The first social drama in Assamese is Ram Nabami Natak, written by Gunabhiram 

in 1857 and published as a book in 1870. The play deals with the tragic story of a 

young widow and her lover Rama, both of whom were compelled to commit 

suicide because of social disapproval of their relationship. The author tried to 

make a strong case for widow-remarriage through this tragedy. 
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Gunabhiram's play was written two years after the Widow Re-Marriage Act was 

passed in 1856 after the strenuous efforts of Sri Ishwar Chandra Vidyasagar. The 

same year also saw the publication of the Umesh Chandra Mitra's Bengali play 

Bidhoba Bibah ('Marriage of a Widow'). Apart from the English plays it was 

Mitra's play that had inspired Gunabhiram to write his play. The play had five acts 

with each act having more than one scene. The play also had a sub-plot. Although 

the play was written using the western form it also had some of the characteristic 

features of the Sanskrit theatre and Assamese Ankiya Nat. This may be due to the 

fact that it was written at a time when the study of European plays had just started 

and the popularity of the Assamese Ankiya Nat had not been completely 

diminished. There is no documentary evidence of the staging of the play. As a 

result of that, it was Hemchandra Barna's play Kaniyar Kirtan ('Lazy Man's 

Prayer' 1861) which became the first Assamese play to be staged in the modem 

stage. Kaniyar Kirtan does not reflect any characteristics of neither the Sanskrit 

theatre nor the Assamese Ankiya Nat. 

In the beginning of the twentieth century, it was Chandradhar Barna who 

popularised the Modem Assamese Puranic plays. He wrote three plays -

Meghdoot Bodh ('Killing of Meghdoot' 1904), Tillotoma Sambhav ('Birth of 

Tillotama' 1929) and Rajarshi (' Rajarshi' 2 193 7). By bringing the complicated 

verse form and the mythical story close to contemporary speech pattern and by 

giving it a human touch he revolutionised Assamese playwriting. 

Jyoti Prasad Agarwala (1903-51) was the most celebrated twentieth-century 

Assamese dramatist. Jyoti Prasad's plays, in spite of their varied themes, also 

show the same characteristics as Gunabhiram' s. He revolutionized playwriting, 

production, and music in Assamese theatre with his first drama, Sonit Kunwori 

2 The female deity safeguarding a kingdom and looking after its welfare 

11 



('Princess of Sonitpur', 1925; staged in 1924). For the first time, a play looked and 

sounded purely Assamese. The plot, though a well-known myth, was given a 

dimension and fonn-new for mythological drama. An authentic Assamese 

atmosphere was created in sets, costumes, properties, songs, and dances. Hitherto 

songs were either in Hindustani classical or Bengali tunes, but here Agarwala used 

only Assamese folk and traditional melodies. He choreographed dances based on 

native folk and Xatriya ('Vaishnava monastic') forms too. Sonit Kunwari dealt 

with the romance of Usha and Aniroddha in Sonitpur district. 3 Agarwala had 

joined Gandhi's non-violent freedom struggle in 1921, and was imprisoned in 

1931-2. An ardent propagator of artists' commitment to the people, he often talked 

of revolutionary changes. Karengar Ligiri ('The Palace Maid' 1937; first 

perfo1ined 1935), which modernized Assamese theatre in form and content, 

epitomizes this change. Karengar Ligiri is a powerful play, written when the 

playwright was still in his early twenties, which sets forth ideas which were truly 

revolutionary for the time, especially in the areas of domestic relationships, 

women's emancipation, and social change. Like the two earlier plays Rupalim 

('Rupalim'l960, written 1936) is romantic. Rupalim, has perhaps influenced later 

playwrights most strongly, because of its unconventional structural treatment. An 

underground leader of the Quit India movement in 1942, Agarwala leaned towards 

Marxism after Independence. So his next two plays, Khanikar ('Artisan', 1939-40) 

and Lobhita ('Lobhita' 1948), are more realistic. Lobhita is the story of a firebrand 

nationalist, which has its roots in a real incident. Indeed, Jyoti Prasad himself was 

a strong and staunch nationalist who served a jail term under the British. No 

wonder this ;play is so brilliantly-lit with a fervent patriotism. The allegorical 

musical Nimati Kanya ('Dumb Girl', published posthumously, 1964), based on 

3 Aniruddha was the son ofPradyumna and grandson of Krishna. Usha was the daughter of King Bana of 
Sonitpur. Usha sees Annirudha in her dream and falls in love with him. Chitralekha helps the lovers to meet 
each other and both conduct their love affair secretly. But the affair leaks out and an angry Bana imprisons 
Aniruddha. Meanwhile Narada informs Krishna of what had happened. Krishna along with his brother 
Balarama and a vast army fights with King Bana. Aniruddha is rescued and given in marriage with Usha 
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folklore, professes that real peace on earth will come only when the reins of power 

reach the hands of the Rup Konwar ('artist-philosopher'). 

The one-Act play became popular in the second half of the twentieth century in 

Assam. It was initially believed that the one-act play form would not allow the use 

of tragic themes and would be only restricted to the comical themes. But it was not 

true, as the one-act play allowed various playwrights to deal with a wide range of 

emotions both tragic as well as comic. Another noteworthy thing about the 

popularity of the one-act play was its length. As the one-act play would deal with 

one incident it would not involve multiple stage settings. This facilitated the 

staging of one-act plays. And soon the one-act plays were written and performed 

in colleges and universities. 

The street play is another alternate theatre in Assam, which is popular among the 

masses in the present times. These plays deals with social issues and are written 

and performed to bring social awareness. (see below) 

The Present Theatrical Scene in Assam: 

In an age when most of India is beholden to the satellite television for its daily 

dose of amusement and entertainment, a majority of Assamese rural population 

keeps itself engrossed in an almost forgotten form of entertainment: the roving or 

the 'mobile' theatre. 

For eight months in a year, between September and April, at least 20 drama 

companies, simply known as theatre in the local parlance, tour across the vast 

state, stage plays during winter, spring or early rains. And every year, the audience 

packs the makeshift pandals in droves, making the mobile theatre the biggest 
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entertainment industry m the north-east, leaving the mainstream cmema far 

behind. 

The USP of the Assamese theatre industry is of course the topicality of its themes. 

And there perhaps lies the reasons for its stupendous popularity and commercial 

success. Unlike the Jatra in West Bengal or the Tamasha in Maharashtra, which 

are still very much rooted in mythological subjects, the topics in roving theatres of 

Assam range from contemporary issues like militancy and the dilemma of 

politicians torn between duty and well-being of their families to the adaptation of 

1997's smash hit, Titanic or a play on the life and times of Lady Diana. 

Although the industry in its present form traces its beginning to the early 1960s, its 

origin has been traced back to the l61
h century when social reformer Sankardeva, 

introduced the Ankiya Bhaon~ popular plays through which he highlighted various 

issues and preached his brand of philosophy. In the early 1960s, a group of people 

from Pathsala, a small township in lower Assam's Barpeta district, established a 

theatre company and decided to enact plays which were close to the people's 

hearts. 

Achuyt Lahkar, largely credited to be the pioneer in establishing the roving drama 

company concept in Assam, opened the Nataraj Cine Theatre in 1963, which 

depended heavily on amateur actors and technicians. The initial plays were also 

based on folklore and mythology. 

The concept of entertainment throughout the world may have changed but in rural 

Assam, mobile theatre remains the single largest form of entertainment even now. 

And not surprisingly therefore, the theatre industry has grown manifold in the last 

35 years. From a couple of companies, largely run by businessmen with abiding 
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interest in drama, the mobile theatre industry can now boast of nearly 30 full­

fledged companies, all run professionally. 

The mobile theatre has also undergone tremendous changes from its initial days as 

far as the themes, acting standards and production qualities are concerned. In the 

beginning, amateurs played various parts in plays adapted from Indian epics. It 

was a gradual process with people like Ratan Lahkar, a veteran producer now, 

brought Titanic to the Assam shores. He also started producing adaptations of 

classics like Illiad, Cleopatra and Crime and Punishment. As the audience 

response increased, theatre companies like Abahan, Kohinoor, Hengul and 

Bhagyadevi, began paymg more attention to production values too. Large 

authentic sets made their appearance on the mobile theatre scene. 

The reach and impact of mobile theatre has given a new impetus to some socially 

important issues like anti-AIDS, anti-drugs abuse and family planning 

programmes. Most companies voluntarily enact short, 10-minute skits based on 

these issues at the beginning of each play. 

Among the contemporary Assamese dramatists mention must be made of Arun 

Sharma, Saurabh Kumar Chaliha, Sitanath Lashkar, Shyama Prasad Sarma, 

Paramananda Rajbongshi, Hemendra Kumar Borthakur and others. It is a matter of 

contention that the translation of European plays into Assamese had influenced the 

Assamese theatrical scene. As a result of this confluence of European and 

traditional Assamese forms some exceptional experimental plays were produced 

which added a unique flavour to the Assamese drama. And I am offering the 

translation of some of these contemporary plays hoping that it would be a great 

contribution to carry forward the sentiments and imagination of the regional 

playwrights. 
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Before going to the theoretical debates in theatre translation it is necessary to have 

a glimpse of the history of theatre translation in Assam. This would give us a fair 

idea of the influence of European drama in shaping the form of modem Assamese 

theatre. This will also show the assimilation of ideas and theatrical techniques 

from European to the Assamese theatre. The role of the translator in this process 

of assimilation cannot be overlooked. 

History of the Theatre Translation in Assam: 

The history of the translation of European plays into Assamese points out the 

western influence on modem Assamese drama. Further it shows how the new 

Assamese drama, in spite of the western influence and like any other drama in 

modem India, has evolved as a distinct literary genre. The history of translation 

also highlights the western impact on Assam's life and letters. It is a fact that the 

influence of the West on the development of modem Indian thought has been 

immense and the vernacular literatures of modem India owe much to such 

influence. This influence has also permeated all the branches of modem Assamese 

literature and on drama the influence has been so profound that the new drama, 

which came into being in 1857 with a social play, has hardly any link with pre­

British Assamese drama having a four-century old history. The present work 

attempts to show how the new ideas coming from the West in the wake of English 

education not only changed the subject-matter of drama but also gave a new 

mould to dramatic style, technique and stage-craft. The work consists of 

translation of three contemporary Assamese plays into English and tries to show 

how the Assamese stage had adapted itself to the developments in stagecraft as a 

result of the influence of the European experimentalists. The old Assamese drama 

i.e. the Ankiya Nat reigned supreme prior to the advent of the British colonizers. 

With the coming of the British colonizers came the import from European drama, 

which played a significant role in the evolution of the modem Assamese drama. It 

16 



is not that the western influence completely uprooted the tradition of Assamese 

drama. The western models were suited to the Assamese context by using various 

strategies. And some of these have been pointed out in the discussion that follows. 

A close look at the influence of Shakespearean plays, through the vanous 

adaptations and translation reveals the fact that the plays were contextualized to 

the regional settings. The study and performance of Shakespeare's plays in 

original and in translation had helped the pre-Independence playwrights develop a 

kind of style and technique suitable for mythological, historical and romantic 

plays. The growth and development of modem mythological, historical and social 

drama in Assamese is the outcome of such studies. And with the reigning 

popularity of realistic plays of Henrik Ibsen, George Bernard Shaw and others the 

Assamese playwrights moved away from Shakespeare and started to follow their 

models to write social plays. Later on as more and more playwrights experimented 

with newer forms and techniques in theatre, the source of inspiration changed. 

Theatre of the Absurd and the 'epic theatre' of Bertolt Brecht are some of the few 

looked upon by the modem Assamese playwright as a source of inspiration for 

their inspiration. 

Translation of western plays into Assamese language started way back in the year 

1888. The first translations were Shakespeare's plays. Three Assamese youths 

namely Ratnadhar Barua, Ramakanta Borkotoki and Gunjanan Barua, undergoing 

English Education in Kolkata translated Shakespeare's play The Comedy of Errors 

into Assamese language as Bhrom Rong ('Comedy of Errors' 1988). Later, 

Durgeswar Sarma successfully translated William Shakespeare's plays As You 

Like It and Cymbeline as Chandrawali ('Chandrawali' 1910) and Padmavati 

('Padmavati') respectively into Assamese. Following this many other plays of 

Shakespeare were also translated. Shakespeare's The Comedy of Errors was again 

translated as Bhranto Binod ('Erroneous Pleasure') (1932). Romeo and Juliet was 
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translated as Amonlila ('Cheerless Sports' 1919); Cymbeline as Taara ('Taara' 

1935); Othello as Ranjit Singh; The Twelfth Night as Manor Manuh ('Beloved 

Man'); Macbeth was translated twice as Bhimdarp ('Terrible Pride or Arrogance' 

I 918) and Biplobi Bir ('Revolutionary Warrior' 1949); The Merchant of Venice as 

Banij Kunwar ('Business Magnate' I 946); King Lear too was translated twice as 

Bishad Kahini ('Sorrowful Tale' 1932) and Asru Tirtha ('Tearful Shrine' 1950); 

Troilus and Cressida as Tarun Kanchen ('Tarun Kanchen'); The Taming of the 

Shrew as Dondurir Daman ('Subduing a Quarelsome'1932). 

The translations followed different methods. Satya Prasad Barna's translation of 

Othello (1974) and Macbeth (1974) is a word-for-word translation. The translator 

retained the source text without attempting to suit it to the regional context. 

Dayananda Pathak's translation of Romeo and Juliet (1974), Julius Caesar (1975), 

Hamlet ( 1987) and King Lear is considered interpretative translations. The 

translations were based on the concept of 'equivalence' whereby the translator 

brings the source text closer to the target culture. While Dinesh Sharma's 

translation of Julius Caesar and The Merchant of Venice, and Kirti Kamal 

Bhuyan's translation of Hamlet are said to be abridged translation. Here the 

translation is intended to merely transfer the source text in terms its theme and 

· story to the target language. 

The years after the 1950's saw the growing number of translation/adaptation of 

foreign/European plays into Assamese. Mention has already been made of the 

translation and adaptation of foreign plays into Assamese. But it is very 

encouraging, due to various reasons, the contextualization and experimentation 

developing alongside the translations. In and around the Indian freedom 

movement plays were used as means to spread the nationalistic ideals. 
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Atul Chandra Hazarika's Asru Tirtha ('Tearful Shrine' 1948) is an adaptation of 

Shakespeare's King Lear. Two years after that he translated Shakespeare's The 

Merchant of Venice as Banaj Kunwor ('Business Magnate' 1950). The translator 

has contextualized the play according to the Indian or more specifically the 

Assamese setting. The main characters in Banaj Kunwor are Amiya Kumar 

(Antonio), his friend is Basanta Kumar (Bassinio) and Pratibha (Portia). Shylock 

has been adapted as Chandmal - a wealthy businessman. It is interesting to note 

that the character of Chandmal do not have any religious inclinations. He 

represents the ruling or the dominant class and Amiya Kumar (Antonio) represents 

the humble working class. Likewise the conflict of the Christians and Jews have 

been displaced with variance and suited to the Indian context. (Borgohain 1993: 

500-501) 

The plays written in the present times reflect the influence of the world theatre and 

acquaint us with the developments in the world theatre. Earlier only the plays 

written by Shakespeare and a few Bengali plays were at the disposal of the 

Assamese playwrights. Translation of plays other than that of Shakespeare flooded 

the Assamese drama. Satya Prasad Barna and Prafulla Dutta Goswami translated 

Sophocles' Antigone into Assamese. The poet Nabakanta Barna translated 

Euripides' Alcestis into Assamese. Satya Prasad Barna translated Henrik Ibsen's 

The Wild Duck as Bano Sankhi. Padma Borkotoki and Mahendra Bora translated 

Ibsen's The Dolls House and Ghost. Tennessee Williams's The Glass Menagerie 

was adapted as Polahor Rong by Ram Goswami. Kanak Mahanta adapted 

Chekov's Cheny Orchard as Cheny Bagan. Syed Abdul Malik translated the 

Chinese Opera The White-Haired Girl into Assamese. Sailen Bharali translated 

Samuel Becket's Waiting for Godot as Godor Opakhyat ('Waiting for Godot'). 

Apart from foreign plays some Indian plays were also taken up for translation. 

Jagadish Mathur's Hindi play Pehle Raja is translated as Prothom Roja ('The First 
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King'). Mohan Rakesh's Adhe Adhure was translated as Ahompuma 

('Incomplete'). 

The one-act plays written and published during the last few years can be broadly 

categorized into two: translated and original. The one-act play first made its mark 

through the translations. Anton Chekov's one-act plays were suited to Assamese 

cultural tradition and translated. In the year 1964, Ugra Kakoti adapted Chekov's 

Strike into Assamese. A few years later three more plays of Chekov viz. The Bear, 

The Proposal, and Anniversary were adapted as Bundapor, Prastav, and 

Mahalakshmi Bankor Pancham Barhika ('Mahalakshmi Bank's Fifth 

Anniversary'). Stanley Houghton's The Dear Departed and Irish-woman Lady 

Gregory's Rising of the Moon were also translated into Assamese as Sanehor Huta 

('Loving Relation') and Polatok ('Absconded'). These two plays were given 

Assamese context and the performance was also successful and drew a lot of 

audience. Likewise many other western plays were adapted and translated into 

Assamese language. 
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Section 2 

THEORETICAL CONSIDERATIONS 

Translation Studies has grown as a discipline with lots of theories postulated to 

understand the dynamics of the process of text transfer from one linguistic 

medium into another. It has also attempted to study the cultural exchanges that 

take place through the process of translation. Attempts have also been made to 

analyze the bridging of the cultural gap that exists between the source and target 

cultures. There have been innumerable academic debates over it. But, some 

aspects of this phenomenon still remain unexplored. Also the distinction between 

translations of various genres of literature has not been clearly marked. One needs 

to look at the apparent differences in the translation of poetry, fiction, non-fiction~S·~ 
and drama. 1', ::::: . .! ~=;, \ ~J' 

. \ ::: z >;:l_ } 
\\.l- \ ---·;... ) 4 

\, ~;~ \~ .. ~; /l?~~ 
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"Translation is a kind of activity which inevitably involves at least two language~~~~i~~ 
and two cultural traditions." 1 As this statement implies, translators are 

permanently faced with the problem of how to treat the cultural aspects implicit in 

a source text (ST) and of finding the most appropriate technique of successfully 

conveying these aspects in the target language (TL). These problems may vary in 

scope depending on the cultural and linguistic gap between the two (or more) 

languages concerned.2 Edward Sapir also pointed out earlier that: 

I Toury, G. "The Nature and Role ofNorms in Translation." 1978, revised 1995. The Translation Studies 
Reader. ed. Lawrence Venuti (London: Routledge, 2000) 200. 
2 Nida, E. "Principles of Correspondence." 1964. The Translation Studies Reader. ed. Lawrence Venuti 
(London: Routledge, 2000) 130. 
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No two languages are ever sufficiently similar to be considered as 

representing the same social reality. The worlds in which different 

societies live are distinct worlds, not merely the same world with different 

labels attached. 3 

Language and Culture: 

The definition of 'culture' as given in the Concise Oxford Dictionary varies from 

descriptions of the 'Arts' to plant and bacteria cultivation and includes a wide 

range of intermediary aspects. More specifically concerned with language and 

translation, Newmark defines culture as "the way of life and its manifestations that 

are peculiar to a community that uses a particular languagP: as its means of 

expression,"4 thus acknowledging that each language group has its own culturally 

specific features. He further clearly states that operationally he does "not regard 

language as a component or feature of culture"5 in direct opposition to the view 

taken by Vermeer who states that "language is part of a culture. "6 According to 

Newmark, Vermeer's stance would imply the impossibility to translate whereas 

for the latter, translating the source language (SL) into a suitable form of TL is 

part of the translator's role in trans-cultural communication. 

The notion of culture is essential to considering the implications for translation 

and, despite the differences in opinion as to whether language is part of culture or 

not, the two notions appear to be inseparable. Discussing the problems of 

correspondence in translation, Nida confers equal importance to both linguistic 

and cultural differences between the SL and the TL and concludes that 

3 Sapir, E. Culture, Language and Personality (Los Angeles: University of California Press, 1956) 69 
4 Newmark, Peter. A Textbook of Translation (New York: Pergamon, 1988) 94. 
5 Ibid. 95. 
6 Vermeer, H. "Skopos and Commission in Translational Activity." 1989. The Translation Studies Reader. 

ed. Lawrence Venuti (London: Routledge, 2000) 222. 
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"differences between cultures may cause more severe complications for the 

translator than do differences in language structure." 7 It is further explained that 

parallels in culture often provide a common understanding despite significant 

formal shifts in the translation. The cultural implications for translation are thus of 

significant importance as well as lexical concerns. Lotman's theory states that "no 

language can exist unless it is steeped in the context of culture; and no culture can 

exist which does not have at its centre, the structure ofnaturallanguage."8 

Susan Bassnett underlines the importance of this double consideration when 

translating by stating that language is "the heart within the body of culture,"9 the 

survival of both aspects being interdependent. Linguistic notions of transferring 

meaning are seen as being only part of the translation process; "a whole set of 

extra-linguistic criteria"10 must also be considered. As Bassnett further points out, 

"the translator must tackle the SL text in such a way that the TL version will 

correspond to the SL version ... To attempt to impose the value system of the SL 

culture onto the TL culture is dangerous ground."II Thus, when translating, it is 

important to consider not only the lexical impact on the TL reader, but also the 

manner in which cultural aspects may be perceived and make translating decisions 

according! y. 

Language and culture may thus be seen as being closely related and both aspects 

must be considered for translation. When considering the translation of cultural 

words and notions, Newmark proposes two opposing methods: transference and 

componential analysis. 12 As Newmark mentions, transference gives "local colour," 

7 Nida, E. "Principles of Correspondence." 1964. The Translation Studies Reader. ed. Lawrence Venuti 
(London: Routledge, 2000) 130. 

8 Lotman, J., Uspensky, B. "On the Semiotic Mechanism of Culture," New Literary History (1978): 211-
232. 

9 Bassnett, Susan. Translation Studies Reader (London: Routledge, 1980) 13-14. 
10 Ibid. 14. 
II Ibid. 23. 
12 Newmark, Peter. A Textbook ofTranslation (New York: Pergamon, 1988) 96. 
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keeping cultural names and concepts. Although placing the emphasis on culture, 

meaningful to initiated readers, he claims this method may cause problems for the 

general readership and limit the comprehension of certain aspects. The importance 

of the translation process in communication leads Newmark to propose 

componential analysis, which he describes as being "the most accurate translation 

procedure, which excludes the culture and highlights the message." 13 

Nida's defmitions of formal and dynainic equivalence 14 may also be seen to apply 

when considering cultural implicatio~s for translation. According to Nida, a 'gloss 

translation' mostly typifies formal equivalence where form and content are 

reproduced as faithfully as possible and the TL reader is able to "understand as 

much as he can of the customs, manner of thought, and means of expression" of 

the SL context. 15 As opposed to that, dynamic equivalence "tries to relate the 

receptor to modes of behaviour relevant within the context of his own culture" 

without insisting that he "understand the cultural patterns of the source-language 

context." 16 

Considering the cultural implications for a translated text implies recognising all 

of these problems and taking into account several possibilities before deciding on 

the solution that appears the most appropriate in each specific case. 

Performability and Readability: 

Most of the genre-focussed translation study involves the specific problems of 

translating poetry leaving the translation of dramatic texts as the most neglected 

area. There is very little material on the specific problems of translating dramatic 

13 Ibid. 96. 
14 Nida, E. "Principles of Correspondence." 1964. The Translation Studies Reader. ed. Lawrence Venuti 

(London: Routledge, 2000) 129 
15 Ibid. 129. 
16 Ibid. 129. 
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texts and it is often believed that the methodology used in the translation process is 

not different from that as in prose. The dramatic text is essentially different from 

the prose text. The dramatic text has two components: the written/literary text and 

the performance text. 

The earliest works that discuses theatre in semiotic terms can be traced to the 

Prague School semioticians in the 1930s. During that period, literary critics like 

Otamar Zich, Jan Mukarovsky, Jindrich Honzl and Peter Bogatyrev attempted to 

analyze the components of theatre in terms of structures and sign systems. 

Zich in his Aesthetics of the Art of Drama ( 1931) claimed that theatre consists of 

heterogeneous but independent systems, none of whi~!I has special prominence. 

He was the first among theatre semioticians to deny the written text any automatic 

dominance over other systems. According to him the written text was just one of 

the systems that participates in the making up of the theatre as a total dramatic 

presentation. Zich's emphasis on the interrelationship between heterogeneous and 

interdependent systems in the theatre, as well as his refusal to give special 

prominence to any of the components involved in theatrical performance, had a 

considerable impact on later semioticians, and these views are still haunting 

different theories of theatre semiotics today. 

Mukarovsky applied the Saussurian definition of the sign to art, taking the stance 

that a work of art resides in the collective consciousness of the public, and 

identified it as the semiotic unit whose signifier is the work itself and the signified 

the 'aesthetic object.' 17 For Mukarovsky, this application represents the first step 

towards a semiotics of performance, in which the performance text becomes a 

macro-sign whose meaning is constituted by its total effect. This approach is 

17 Mukarovsky, Jan. "The Arts as a Semiological Fact." Semiotics of Art: Prague School Contributions. 
eds. L. Matejka and I. R. Titunik (Cambridge: MIT Press, 1976) 3-9. · 
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important for the semiotics of theatre and drama for two different but closely 

related reasons. First, it emphasizes the subordination of all constituents to a 

unified whole and the importance of the audience as the maker of meanings of this 

whole (macro-sign). Second, it views the performance not as a single sign, but as a 

network of semiotic units belonging to different but cooperative systems. 

Bogatyrev in his Semiotics in the Folk Theatre was the first who tried to delineate 

the elementary components of theatrical semiosis by discussing the mobility, 

flexibility and dynamism of theatrical signs. 18 When he refers to the 

transformability of theatrical signs, Bogatyrev means primarily the way in which 

the signs can shift, both in their own right and in the way in which they are 

perceived. Consequently Bogatyrev goes on to say that, signs in the theatre assume 

a set of values and functions in their own right and become infinitely changeable 

and complex. By advancing the thesis that the stage bestows upon all bodies and 

objects a signifying power that they may lack in their normal social function, 

Bogatyrev was the first semiotician to consider the signifying function of all 

performance elements. Another semiotician who took the same position was Jiri 

Veltrusky, who stated, "all that is on the stage is a sign."19 

After Bogatyrev' s article, Jindrich Honzl, too, contributed to a better 

understanding of the perception and the changeability of theatrical signs. In his 

article Dynamics of Sign in the Theatre, Honzl conceives the structure of the 

theatrical performance as a dynamic hierarchy of elements that cannot be 

determined a priori, and emphasizes that the changeability of this structure 

18 Bogatyrev, Peter. "Semiotics in the Folk Theatre." Semiotics of Art: Prague School Contributions. eds. 
L. Matejka and I. R. Titunik (Cambridge: MIT Press, 1976) 33-49. 

19 Veltrusky, Jiri. "Man and Object in the Theatre." A Prague School Reader on Aesthetics, Literary 
Structure and Style. ed. Paul L. Garvin (Washington: Georgetown Univ. Press, 1964) 83-91. 
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corresponds to the transformability of theatrical signs.20 Moreover, Honzl finds 

that the audience's ability to read signs adds an extra dimension of complexity; he 

notes that there are times when "one of the components submerges below the 

surface of the spectator's conscious attention"21 because the audience's attention 

to dialogue or dramatic action may either push the visual components into the 

background or nullify acoustical perception. 

After these stimulating studies on theatre by the Prague School semioticians in the 

1930s, little work on the problems of theatrical serniosis was produced for almost 

three decades. It was in the late 1960s that the Polish semiotician Tadeusz Kowzan 

took up the heritage of the Prague School of Semiotics and revitalized theatrical 

and dramatic studies. Kowzan reasserts the basic .Prague School principles-the 

semiotisation of the object, and the trans formability and connotative range of the 

stage sign-and endeavours to establish a typology of theatrical signs and sign 

systems. 

In an effort to codify and describe theatrical signs and sign systems, Kowzan 

draws the first distinction between natural and artificial signs. Natural signs, he 

claims, include phenomena that spring forth and exist without the participation of 

human will, those that are manifested involuntarily. For example, a flash of 

lighting is a sign of a storm; fever is a sign of disease, etc. Artificial signs depend 

on the intervention of human volition to signal or communicate something to 

someone. 22 This opposition is by no means absolute and serves Kowzan in the 

formulation of an additional principle: the 'artificialization' of apparently natural 

signs on stage. 

20 Honzl, Jindrich. "Dynamics of Sign in Theatre." Semiotics of Art: Prague School Contributions. eds. L. 
Matejka and I. R. Titunik (Cambridge: MIT Press, 1976) 74-93. 

21 Ibid. 90. 
22 Kowzan, Tadeusz. "The Sign in the Theatre: An Introduction to the Semiology of the Art of the 

Spectacle." Trans. Simon Pleasance. Diogenes. 61 (1968) 59. 
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Anne Ubersfeld is another semiotician who is of the opinion that the linguistic 

system is only one of a set of interrelated systems that comprise the spectacle. 

Ubersfeld calls our attention to two important points: first, that any notion of 

theatre must see written text and performance as indissolubly linked; and second, 

that the written text is incomplete in itself. Starting with the premise that theatre 

consists of the dialectical relationship between (written) text and pelformance, she 

argues that it is impossible to separate the two, and points out how an artificial 

distinction between the two has led to the pre-eminence of the written text. In her 

opinion, the root of the problem is the perception of performance as a 'translation.' 

This position, based primarily on the concept of semantic equivalence between the 

written text and its performance, reinforces the belief that the context of the 

expression will remain identical when transferred from the linguistic sign system 

to a system of performance signs. 23 Such an attitude is very dangerous, argues 

Ubersfeld, because it leads to the assumption that there is a single right way of 

reading, and hence performing, the text. Eventually, any deviation by the director 

can be subjected to a value judgment that will assess his or her 'translation' as 

more or less deviant from the correct norm-in this case, the written text. Finally, 

according to Ubersfeld, a notion of theatre that separates the written text from the 

performance will unavoidably lead to criticism of anyone who appears to offend 

the purity of the written text. 

Though the semioticians of the Prague School, as well as Kowzan and Ubersfeld, 

offer different approaches to the study of theatre, they all agree that the dramatic 

text (the written text) is only an optional system among other interrelated systems 

that comprise the spectacle, and see it as radically conditioned by its 

performability. This attitude towards the dramatic text in theatre semiotics has not 

only opened new perspectives in drama studies and theatrical practice but has also 

23 see also, Elam, Keir. The Semiotics of Theatre and Drama (New York: Methuen, 1980). 
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had a great impact on the field of translation studies. The challenging notion of 

playability or performability, especially, has led some theoreticians of translation 

studies to re-examine their position towards translating theatre texts. 

In the 1980s, Susan Bassnett, following current tendencies in the semiotics of 

theatre and drama, argued that theatre has been one of the most neglected areas in 

translation studies, mainly because it has become common practice to translate 

dramatic texts in the same way as prose texts.24 

Assuming that a theatre text should be read differently, Bassnett asserts that a 

dramatic text is a fully rounded unit only when it is performed, since it is only in 

the performance that its full potential is realized. But if a theatre text must be read 

differently, wonders Bassnett, then does the theatre translator translate the play­

text as a purely literary text or does he or she try to translate it with respect to its 

function within the complex system of the spectacle?25 Trying to answer this 

fundamental question, Bassnett asserts that it is impossible to separate text from 

performance because the dialectical relation between these two components 

constitutes theatre. Following Ubersfeld's argument against the supremacy of the 

literary text and the perception of performance as merely a 'translation,' Bassnett, 

too, maintains that when a literary text acquires a higher status than its 

performance counterpart, there results the misconception that there is a single right 

way of reading, and hence performing, the text. 26 If this were so, then the 

translator would be bound to a rigid preconceived model of translation and should 

be judged according to how 'faithful' to or deviant from the written text his or her 

translation is. 27 

24 Bassnett, Susan. Translation Studies (London: Routledge, 2002) 119-131 
25 Ibid. 120. 
26 Bassnett, Susan. "The Translator in the Theatre." Theatre Quarterly. 10.40. {1981) 38. 
27 Bassnett, Susan. Translation Studies (London: Routledge, 2002) 121. 
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Having discovered the Prague School Semioticians' and Kowzan' s discussions of 

the extra-linguistic and paralinguistic dimensions of the theatre text, Bassnett was 

one of the first scholars in translation studies to point out that the theatre translator 

must meet two criteria more than the translator of prose or poetry. The first 

criterion is that of playability or pelformability, and the second is that of the 

function of the text (translation) itself. The second criterion is a derivative of the 

first, since the function of a theatre text presupposes the written text as a 

constituent of performance. Examining the extent to which the notion of 

peiformability can be applied to theatre translation, Bassnett describes the 

importance of this concept in its implications for theatre translation. On the one 

hand, peiformability implies a distinction between the idea of the written text and 

the physical aspect of the performance, and, on the other hand, it presupposes that 

the theatre text contains within its structure some features that make it 

performable: a coded gestural patterning. Then Bassnett postulates that if 

peiformability is seen as a prerequisite for the theatre translator, then the translator 

must determine which structures are performable and translate them into the target 

language (TL)--even though major linguistic and stylistic changes may occur. 

This is, of course, something different from what the translator of other types of 

text does. 

Nevertheless, the theatre translator encounters another side of peiformability: its 

continual change. According to Bassnett, since performance is determined by the 

various developments in acting style, playing space, the role of the audience, the 

altered concepts of theatre and the national context, the translator has to consider 

time and place as variables in the changing concept of performance. In other 

words, continues Bassnett, the theatre translator must consider the performance 

aspect of the written text (its gestural patterning) as well as its relationship to its 

contemporary audience. Yet the presence of the audience itself indicates that the 

function of theatre transcends the strictly linguistic level and reveals the public 
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dimension of the challenges a theatre translator faces when attempting to achieve 

an effect: "the translator must take into account the function of the text as an 

element for and of performance."28 

In 1985 Bassnett's position changed drastically. In her article "Ways through the 

Labyrinth: Strategies and Methods for Translating Theatre Texts," she calls 

performability a "very vexed term"29 and dismisses it as "the implicit, undefined 

and undefinable quality of a theatre text that so many translators latch on to as a 

justification for their various linguistic strategies."30 Moreover, she disregards her 

own previous position acknowledging the translator's need to consider the 

undertextual rhythms and gestural language that are discemable within the written 

text. 

In this article, Bassnett admits that her early theory of the theatre translator 

considering an existing undertext within the written text, decoded by the actor and 

encoded into gestural form, is "a loose and woolly concept."31 The solution she 

now favors is to enquire into the deictic units of the text and analyze how deixis 

operates in both source-language (SL) and target-language (TL) texts.32 In 

Bassnett's opinion, an investigation of the function of the deictic units in the SL 

text will help translation scholars discern which units are preserved in the TL text, 

what their presence or absence may signify and what happens to the dynamics of 

the scene when these units are altered during the transfer from the SL into the 

28 Ibid. 131. (emphasis added). 
29 Bassnett, Susan. "Ways through the Labyrinth: Strategies and Methods for Translating Theatre Texts" 

The Manipulation ofLiterature. ed. Theo Hermans (New York: StMartin's, 1985) 90. 
30 Ibid. 101-102. 
31 1bid. 98. 
32 see also Elam 1980: 138-48; and Aston and Savona 1991: 152-55 and 116-17. 
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TL.33 She further emphasizes that it is not the presence of the deictic units per se, 

but their function in the text which is of great importance. 34 

In the 1990s it seemed that the theories of theatre translation were polarized 

between two extremes: that of peiformability (mise en· scene) and that of 

readability (written text). At the one extreme, Patrice Pavis, in his article 

"Problems of Translation for the Stage: Intercultural and Post-Modem Theatre," 

claimed that translation for the stage goes beyond the interlingual translation of the 

dramatic text; he advocated that "a real translation takes place on the level of the 

mise en scene as a whole"35 (author's emphasis). At the other extreme, Susan 

Bassnett, in her articles, "Translating for the Theatre-Textual Complexities" and 

"Translating for the Theatre: The Case Against Performability," argued against 

any idea of peiformability and discredited any notion of performance-oriented 

translation; instead, she emphasized the written theatrical text.36 

Patrice Pavis starts his article "Problems of Translation for the Stage: Intercultural 

and Post-Modem Theatre" with four problems peculiar to translation for the stage: 

( 1) the intersection of situations of enunciation; (2) the series of concretizations of 

a theater text; (3) the conditions of theatre translation reception; and ( 4) the mise 

en scene of a translation.37 (1989, 25-44). Dealing with the first problem, he 

maintains that there are two situations of enunciation: that which belongs 

33 Bassnett, Susan. "Ways through the Labyrinth: Strategies and Methods for Translating Theatre Texts." 
The Manipulation of Literature. ed. Theo Hermans (New York: St Martins, 1985) 98. 

34 Ibid. 101. 
35 Pavis, Patrice. "Problems of Translation for Stage: Intercultural and Post-Modem Theatre." The Play Out 

of Context: Transferring Plays from Culture to Culture. Trans. Loren Kruger, ed. Hanna Scolnicov and 
Peter Holland (Cambridge: Cambridge Univ. Press, 1989) 41. 

36 Bassnett, Susan. "Translating for the Theatre-Textual Complexities." Essays in Poetics. 15.1 (1990): 
71-83. 
---"Translating for the Theatre: The Case Against Performability." TTR (Traduction, Terminologie, 
Redaction) IV. I (1991): 99-111. 

37 Pavis, Patrice. "Problems of Translation for Stage: Intercultural and Post-Modem Theatre." The Play Out 
of Context: Transferring Plays from Culture to Culture. Trans. Loren Kruger, ed. Hanna Scolnicov and 
Peter Holland. (Cambridge: Cambridge Univ. Press, 1989) 25-44. 
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exclusively to either the source or target culture (SC or TC), and that which is a 

mixture of the two (SC and TC). Pavis tends to believe that the translator and his 

or her translation are both situated at the intersection of sets of enunciation of 

differing degrees, a situation that is a mixture of both source and target cultures 

(SCs and TCs). For him, the translated text always consists partly of source text 

and partly of target text and target culture because any transfer involves the 

multiple dimensions of the source text (ST) adapted to the TL and TC; as well, it 

is the written ST that the translator usually uses as a point of departure. 

Nevertheless, continues Pavis, the translator knows that the translation cannot 

preserve the original situation because it is intended for a future situation of 

enunciation, a situation the translator may not be familiar with at all. It is only 

when the translated text is staged for the target audience and culture that the text is 

surrounded by a situation of enunciation belonging exclusively to the TC. Thus, 

the translation, to varying degrees, occurs at the intersection of the situations of 

enunciation. Furthermore, Pavis holds that the theatre translation is a hermeneutic 

act, since its main purpose is to pull the ST towards the TL and TC, separating it 

from its source and origin. 38 

Pavis, discussing the series of concretizations-the second problem peculiar to 

translation for the stage-tries to reconstruct the transformations of the dramatic 

text in the course of successive concretizations as follows: 

To= the original text, which is "the author's interpretation ofreality"39 

T= the text of the written translation. 

38 Ibid. 25-27. 
39 1bid 27. 
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Tl = T, which depends upon the initial and virtual situation of enunciation of To 

and on the future audience, who will receive T3 and T4. In this instance, the 

translator is both a reader and dramaturge making choices from among the 

potential and possible indications in the text-to-be-translated. 

T2= The dramaturgical analysis as a phase of the translation process, e.g., a 

coherent reading of the plot and the spatia-temporal indications found in the 

text and the stage directions, either by linguistic translation or by 

representing them through extralinguistic elements. The most important 

aspect of this step of the translation process "is the process of concretization 

(fictionalization and ideologization) that the dramaturge effects on the text"40 

T3= Testing the text on the stage; that is, concretization of Tl and T2 by stage 

enunciation. This stage of mise en scene--confrontation of virtual (To) or 

actual (Tl) situations of enunciation-proposes a performance text with all 

possible relationships between textual and theatrical signs. 41 

T4= The stage concretization of T3 or the recipient concretization/the recipient 

enunciation during which the ST frnally reaches the spectator in the TC.42 

Directly related to T4, or the recipient concretization, are the conditions of the 

reception of the theatre translation, which pose the third of the four problems 

particular to translation for the stage. Pavis asserts that any reception of a theatre 

translation is conditioned solely by the hermeneutic competence of the future 

audience, as well as the future audience's competence in the rhythmic, 

psychological or aural spheres. The former stresses the importance of a target­

oriented translation that can be understood by the (target) theatre audience-thus 

40 Ibid. 28. 
41 1bid. 29. 
42 Ibid 29 (author's emphasis). 
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fulfilling their expectations-and that also makes clear most of the translator's 

choices. The latter emphasizes the importance not of the 'speakability' of the text 

but rather of the "adequacy of speech and gesture," which Pavis calls "the 

l b d ,43 
anguage- o y. 

Nevertheless, in exammmg the conditions of the reception of the theatre 

translation, Pavis brings up the issue of mise en scene in such a way that the stage 

performance takes precedence over the linguistic text. In the most controversial 

section of the same article "Translation and its mise en scene," Pavis develops the 

idea of "taking over the situation of enunciation."44 He says that an entire deictic 

system is the link between the translation already inserted in a concrete mise en 

scene (T3) and the theatrical situation of enunciation (T4). Once T3 and T4 are 

linked, then the dramatic text is comprehensible only in the context of its 

enunciation. But this context is realized by the use of deictics that are fully 

realized only in the mise en scene. To clarify the functioning of this theatrical 

economy, Pavis gives the following example: 

"[O]ne might for example translate: 'I want you to put the hat on the table' 

by 'Put it there' accompanied by a look or gesture, thus reducing the 

sentence to its deictic elements',45 

Hence, for Pavis, it is the economy of the dramatic text and its translation for the 

stage that allows the actor to supplement the text by extralingual (i.e., intonation, 

pitch, etc.) and paralingual (i.e., _gestures, mime, kinesics, etc.) means, which 

ensures the exchange between word and body, or what he calls the language-body. 

43 Ibid. 30 (author's emphasis). 
44 1bid. 30 (author's emphasis). 
45 Ibid. 31. 
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In "Problems of Translation for the Stage: Intercultural and Post-Modem Theatre," 

after presenting his hypothesis of the series of concretizations (To, T, Tl, T2, T3 

and T4), Pavis tries to show how it is related to an exchange between the spoken 

text and the speaking body, as well as to the hermeneutic act of intercultural 

exchange. Most interesting is the section, "Intercultural Translation,"46 in which 

Pavis gives a semiotic definition of culture, presents two contemporary opposing 

approaches to the translation of culture and, finally, introduces his own view. 

Presenting the two conflicting approaches, he states that the first one is to try too 

hard to maintain the SC in the translation in order to accentuate the difference 

between the SC and the TC. The result of this effort is the creation of an 

incomprehensible and unreadable text, which is unacceptable to the TC. On the 

other hand, says Pavis, the second approach is to try to smooth out differences to 

the point where one cannot comprehend the origin of the translated text. 

Dissatisfied with these approaches, he offers his own solution: a middle road 

consisting "of producing a translation that would be a 'conductor' between the two 

cultures and which would cope with proximity as well as distance."47 

Finally, although he recognizes the diversity of ethnic and national origins, Pavis 

argues for a gestural universality and a universality of culture. To reinforce his 

point of view, he uses as an example the Mahabharata and explains how Carriere 

and Brook-the translator and the stage director, respectively-treated the mythic 

aspect of this Sanskrit text. He says that Carriere and Brook were able to translate 

the myth only by the theatrical discourse during which the actor's body is shown 

in action and speech or, in Brook's words, "the language of the stage."48 In this 

case, Pavis assures us that gesture is not limited to a social function (a social 

gestus) but rather "a universal encounter among actors of different cultures."49 In 

46 1bid. 37-39. 
47 1bid. 38. 
48 1bid. 40. 
49 1bid. 40. 
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this phenomenon of intergestural and intercultural translation, Pavis sees culture 

intervening at every level of social life, "in all the nooks and crannies of the 

text,"50 and arrives at the following mythic conception of culture and translation: 

"Culture thus becomes this vague notion ·whose identity, determination, and 

precise place within infra- and superstructure we no longer know. Translation is 

this undiscoverable mythic text attempting to take account of the source text-all 

the while with the awareness that such a text exists only with reference to a 

source-text-to-be-translated. Added to this disturbing circularity is the fact that 

theatre translation is never where one expects it to be: not in words, but in 

gesture, not in the letter, but in the spirit of a culture, ineffable but omnipresent"51 

Bassnett holds the opposite thesis as far as theatre translation and culture are 

concerned. In her articles "Translating for the Theatre-Textual Complexities" 

(1990) and "Translating for the Theatre: The Case Against Performability" (1991 ), 

Bassnett refutes the encoded spatial or gestural dimension of the language of a 

theatre text, and claims that any such notion is problematic for the interlingual 

translator because it makes his task 'superhuman. ' 52 Her main argument against 

the notion of the gestic text is that the theatre translator is expected to translate a 

SL text, which is incomplete and which a priori once contained a concealed gestic 

text, into a TL text, which should also contain a concealed gestural undertext. To 

emphasize her position, she states that if this concept is taken seriously, then the 

assumption is that during the translation process it is the translator's responsibility 

to decode the gestic text while he sits at a desk and imagines the performance 

50 Ibid. 42. 
51 Ibid. 42 (emphasis added). 
52 Bassnett, Susan. "Translating for the Theatre: The Case Against Performability." TTR (Traduction, 

Terminologie, Redaction) IV. I (1991) 100. 
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dimension; and, in Bassnet's opinion, this situation does not make any sense at 

all!s3 

It is in Bassnett's "The Case Against Performability," however, that the theoretical 

polarization between Bassnett's and Pavis's positions can be seen more clearly. In 

this article, Bassnett discusses Pavis's "Problems of Translation for the Stage: 

Intercultural and Post-Modem Theatre" and his view that real translation takes 

place on the level of the mise en scene as a whole. Although she agrees with his 

statement that translation theory has followed the general trend of theatre 

semiotics to reorient its objectives, Bassnett charges Pavis on the grounds that he 

favours mise en scene (performability) to the written text in his hierarchical 

system, and that he considers the written theatre text an incomplete t-atity. 

Moreover, she concludes that "[Pavis's] interlingual translator is still left with the 

task of transforming unrealized text A into unrealized text B and the assumption 

here is that the task at hand is somehow of a lower status than that of a person who 

effects the transposition of written text into performance."54 

Then Bassnett raises three arguments to refute any notion of performability. Her 

first argument is that performability has been used by English translators, directors 

and impresarios as justification for their various linguistic strategies-first, to 

excuse the practice of handing over a supposedly literal translation to a 

monolingual playwright; second, to justify substantial variations in the TL text, 

including cuts and additions55
; third, to describe the 'supposedly' existing gestural 

text within the written; and, last but not least, to describe what may be called a 

translator's ad hoc decision of what constitutes a speakable text for performers. 

53 Ibid. 100. 
54 Ibid. 1 0 1. 
55 see also Bassnett, Susan. "Translating for the Theatre-Textual Complexities." in Essays in Poetics. 

15.1. (1990): 77. 
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Her second argument against performability comes from a different angle: its 

association with the "old-fashioned notion of universality."56 As an advocate of 

what is loosely referred to as 'theatre anthropology,' Bassnett disagrees in 

principle with the assumption lurking in the notion of universality or, put 

differently, the perception of the multilayered structure of the play as the constant 

(invariable/universal) elements that cross cultural boundaries. Instead, she holds 

that the starting point of any investigation must be the inconstant (the variables, or 

the particulars). According to that school of thought, Bassnett states that "the 

written text ceases to appear as the quintessential yet incomplete component of 

theatre, and may be perceived rather as an entity in its own right that has a 

particular function at a given point in the development of culturally individualistic 

theatres."57 To validate her argument, Bassnett summarizes Susan Melrose's two 

arguments against the notion of universality in the theatre text. 58 Melrose's first 

argument against the idea of a universal gestus is that gestus can only be culture­

bound. Then she attacks what she calls 'the neo-Platonic cringe' of certain theatre 

people who yearn after 'oneness' and its hypothetical access to 'truth' and 

'sincerity' or 'deep meaning' or 'inscribed undertext.' In this way, Melrose 

discredits the assumption that the playtext contains a series of signs that may 

transcend cultural boundaries. Agreeing wholeheartedly with Melrose's 

arguments, Bassnett concludes that performability is "a term without credibility"59 

or "seen as nothing more than a liberal humanist illusion."60 

In her third and last argument against performability, Bassnett holds that the very 

core of this notion derives from the naturalist theatre and the effort of the 

interlingual translator to escape the domineering presence of both the playwright 

56 Bassnett, Susan. "Translating for the Theatre: The Case Against Performability." TTR (Traduction, 
Terminologie, Redaction) IV.l. ( 1991) 107. 

57 Ibid. 110. 
58 Melrose, Susan. A Semiotics of the Dramatic Text. (New York: St. Martin's Press, 1994). 
59 Bassnett, Susan. "Translating for the Theatre-Textual Complexities." Essays in Poetics 15 .I. (1990): 77. 
60 Bassnett, Susan. "Translating for the Theatre: The Case Against Performability." TTR (Traduction, 

Terminologie, Redaction) IV. I. (1991) 110. 

39 



and the performance text. In her opinion, it was the naturalist drama that imposed 

the idea of the scripted text, or the performance text, which both actors and 

directors have to study carefully and reproduce with some fidelity. It was also in 

the naturalist theatre that the role of the playwright increased tremendously, and as 

a direct result, the idea of fidelity was established and imposed on theatre texts and 

all participants in a performance. According to Bassnett, the implications of the 

increasing power of the playwright were significant for the interlingual translator, 

too; if the performers were bound in a servant-master relationship to the written 

text, "so also should translators be."61 Finally, she concludes that the notion of 

performability was invented by translators in order to escape from that servile 

relationship and to exercise greater liberties with the written text than naturalist 

conventions allowed. In the last but most condensed paragraph of her article, "The 

Case Against Performability," Bassnett, having refuted the ideas of both undertext 

and performability, goes a step further by inviting scholars to limit their 

investigations to two main avenues of study only: a historiography of theatre 

translation and a further investigation into the linguistic structure of existing 

theatre texts. 62 

After taking note of the theoretical considerations that dealt primarily with the 

interlinking of language with culture and the polarization between the notion of 

performability and readability, it would be interesting to see their validity while 

undergoing the actual translation exercise and analyzing them thereafter. How the 

translator looks at them when s/he sits beside the translator's desk? The next 

section tries to provide an answer to that. It gives an idea of how the translator 

deal with the theoretical notions while carrying out the translations and how the 

cultural boundaries are blurred in order to make the text communicable to the 

target readers/audiences. 

61 Ibid. 105. 
62 Ibid. Ill. 
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Section 3 

Critical Analysis 

The contemporary Assamese plays translated in this dissertation have been 

judiciously selected as to highlight the change in the dramatic technique and 

themes that has revolutionized the Modem Assamese theatre. Also the three plays 

selected for translation are different from one another in terms of their forms: 

Arun Sarma's Sri Nibaron Bhattacharya is a play one may categorize as an 

absurdist play; Saurav Kumar Chaliha's Ghoruwa Ghotona is a play in the form of 

a monologue that deals with the urban consciousness; Paramananda Rajbongshi's 

Kamala Kunworir Sadhu is a play centered on folklore with song, dance and many 

other folk elements. 

The translation of these three plays had been a tough job due to the inequality 

between the source culture (i.e. Assamese) and the target culture (i.e. English). 

Also the linguistic inequality between the target and source language was another 

hindrance that had to be steered across. The plays by Arun Sarma and Saurav 

Kumar Chaliha did not pose the same daunting task as compared to the one by 

Paramananda Rajbongshi, which was an unnerving enterprise because the play 

was decisively rooted in the folk tradition of Assam. As the structure of the play 

and the use of song and dance sequences are quite unique to the traditional theatre 

forms of Assam, it was quite difficult as a translator to carry forward the source 

text to the target readers in English language. Some of the instances of the 

conflicts and disputes encountered during the translation exercise have been 

discussed in detail in this section. 
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Before analyzing the problems encountered during the process of translation it 

would be necessary to look briefly at the themes of these three plays. 

Arun Sarma's play Sri Nibaron Bhattacharya (1961) is the first play in Assamese 

language, where the influence of the 'absurd theatre' is clearly visible. The central 

character in the Sarma's play is Nibaron who is a playwright. Through the 

character of Nibaron, Sarma portrays the life of a playwright. Nibaron 

Bhattacharya is a sixty years old man. He had devoted his whole life to 

playwriting and performance of his scripted plays. But as a playwright and as an 

artist he is yet to obtain any recognition from the society. As a result of that he is 

frustrated and disappointed with his life but not completely broken. This pushed 

him to be an idealist. And l~e an idealistic man his thoughts, words and works 

have also turned disorganized and chaotic. This confusion and chaos is also visible 

in his thoughts, speeches, and activities. He does not behave like the other people 

around him. His attitude to life is totally different from others. His craze for 

theatre had made him unaware of his economic prosperity. He had four sons and a 

daughter. Among his four sons one is a ticket checker in a cinema hall, one is a 

carpenter, one a tailor and one a cycle mechanic. His only daughter is a college 

teacher who donates a part of her income for his theatrical productions. 

Nibaron had already scripted twelve plays one after another. But all his 

performances failed to draw any audience. Even if a few audiences would come 

none would be present till the end. But despite his previous failures he scripts the 

thirteenth and the last play of his life in an attempt to reassert his faith in himself 

and on his humble profession. He sends invitation to five hundred selected 

audiences from all ranks of the society including playwrights, poets, sculptors, 

educationists, businessmen, politicians, etc. But on the day of the performance 

nobody turns up to watch his play and all the five hundred chairs of Nibaron's 

theatre hall remain empty. But he continues with his performance facing the five 
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hundred empty chairs. He climbs the broken wooden staircase to reach to the top 

of the stage but tumbles and collapses. 

From the above description it is quite evident that Sarma's play was partly 

inspired by Eugeno Ionesco's play The Chairs (1952). Ionesco's play was about an 

elderly couple who sets up chairs and greets invisible guests arriving to listen to 

the Old Man's message to the world. The message is left in the hands of an Orator 

after the couple commits suicide. As the Orator is deaf-mute the message cannot 

be relayed. According to Ionesco, "the world is incomprehensible" and he is 

"waiting for someone to explain it."1 Though, there is a striking similarity between 

the two playwrights on the same trope of the 'chair' yet the treatment of the plays 

by each playwright has arresting differences. Inspite of the difference in the 

treatment one can easily see the influence oflonesco on Arun Sarma's play. 

Ionesco's play is an absurd play where the playwright tries to highlight the 

absurdity of human existence and the inability of human language to communicate 

the reality which he experiences. He focuses particularly on the failure of human 

language to comprehend the world. The structure of the play is not as rigid as that 

of a 'well-made play.' Sarma's play, on the other hand, as opposed to Ionesco's 

play has the structure of a well-made play with characters and dialogues 

resembling that of a realistic play. It is not through language but through the 

actions that the Sarma draws upon the absurdity in life. It is interesting to note that 

apart from the character of Nibaron, all the other characters resemble the ones 

found in a realistic play. This shows the playwright's skillful blending of the 

absurd and the realistic tradition within one play. 

1 Ionesco, Eugene. Notes and Counter Notes: Writing on the Theatre. Trans. Donald Watson. New York: 
Grove, 1964. pp 17-18 
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Sri Nibaron Bhattachmya is among Sarma's most talked about play. Although 

Sarma makes it very clear through his interviews that the play is not 

autobiographical but still some of the critics try to explore the elements of kunstle­

play in it. He further makes it clear that his objective is to make people think. He 

intends to make people wonder about the behaviour of the central character 

Nibaron and the raison d'etre behind his actions. He wants people to raise 

questions about Nibaron's zest for playwriting and his repeated attempts to 

perform them inspite of his previous failures. This feature in Sarma's play would 

bring it closer to another theatrical development of the time, i.e. Brecht's 'epic 

theatre.' This seems a little far fetched but not completely out of the question. 

Through this play Sharma tried to portray the difficulties in an artist's life, the 

indifference of the society to his art, the artist's objective and aims for his artistic 

creation. His desideratum was not just to inform the society ,but to go one step 

further to make his audiences think and to understand the ideals of the artist and to 

learn and relate to the incidents portrayed in his art. And in doing so the 

playwright had introduced another dramatic technique of mise-en-abime. In this 

regard it can be related to the Luigi Pirandello' s Six Characters In Search of An 

Author (1922) a play where the making of a play is highlighted. Although this 

seems a kind of loose connection it is notable that Sarma's play has a stage within 

the stage. The Scene I start with a description of the stage and the spectacle also 

includes the theatre hall where five hundred empty chairs are placed. The play 

may not be as meta-theatrical as the one by Pirandello, but undoubtedly a relation 

can be drawn at least in terms of its setting. 

Saurav Kumar Chaliha's play Ghornwa Ghotona portrays the urban 

consciousness through its central and only character Ashok Borthakur. It 

dramatizes the character's disillusionment and frustration and ultimately his 

revelation of the truth in his life. Ashok Borthakur is an urban man who is 
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cramped for space living in his one-room rented house. He decides to shift to a 

larger room having more physical space but as the play progresses he ultimately 

realizes the fact that it is not the room but the unwanted objects in the room that 

had filled up the physical space in the room. He gets rid of all the unwanted things 

by throwing them out of his window one after another and makes free space inside 

the room. At the end of the play he finds enough free space in the room and 

decides against shifting to a more spacious room. This realization is not just at the 

spatial or physical level but points to the mental level as well. The objects in the 

room symbolize his emotional attachments to so many objects - the pram, the 

leather shoes, the old letters, the damaged tri-cycle, etc. By discarding these things 

he not only creates physical space in the room but also clears his mind from old 

attachments and memory that no longer exists. At the end of the play he goes on to 

announce that -

" ... we nowadays carry with us unwanted and useless things - the life has 

become complicated - ... we keep ourselves busy carrying unwanted 

h. " t mgs ... 

Saurav Kumar Chaliha's play Ghoruwa Ghotona reminds us of Samuel Beckett's 

play Krapp's Last Tape (1958). It is a monologue about an ageing man who 

recorded his voice into a tape recorder thirty years ago and listens to it in his old 

age. In Beckett's play the only other voice is the recorded voice. In Chaliha's play 

there is no other voice audible to the audience but the character talking over the 

telephone gives the audience the feeling of the presence of another character. 

The temperament and frustration of Chaliha's play central character Ashok 

Borthakur brings before to our mind the face of the 'angry young man' of the post 

World War II, Jimmy porter in John Osborne's Look Back in Anger (1956). The 

description of the room in Chaliha's play resembles that of the one room 
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apartment of the Porter family. It also relates to the disillusionment and chaos that 

prevails in a metropolitan setting. The description of the room draws attention to 

the living conditions of its inhabitants, and the lack of space in the room points out 

how an individual is trapped in an urban setting. While in Osborne's play at the 

receiving end is the upper middle class, in Chaliha's play it is the landlord class. 

" ... the entire landlord class is the same. And Mr. Bhatt is also no different. 

He too is a landlord. Why would Mr. Bhatt care for the comfort and 

discomfort of us inmates? ... " 

But the play is not restricted to a critique of the landlord class or any class 

opvt"ession. It further moves deeper into the psyche of the urban citizen and tries to 

focus on his/her consciousness. The play dramatizes among many other things the 

loneliness, confusion, frustration, hopelessness that crops up in the minds of an 

urban citizen who is surrounded by materialistic desires and is aloof from any 

emotional and spiritual peace. The play starts with the character in a chaotic state 

of mind and ends with the character coming out with a revelation that allowed him 

to regain emotional and spiritual stability. 

Chaliha's play is based on a real life story as narrated by someone who had a habit 

of concocting stories. The story does not have a very rigid plot structure. 

Therefore the play allows ample space for improvisation. And the character 

playing the role need not have to follow strictly a written script. Apart from the 

language it is the character's actions that are important. By following the actions 

of the character one can trace the upheavals in his mind. Through his mutterings in 

the course of the whole play the confusion in the central character mind gets 

resolved leaving him enlightened and ready to live his life with a renewed zeal. 
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Paramananda Rajbonshi's play Kamala Kunworir Sadhu is a folk based play, 

which deals with contemporary issues. Rajbongshi attempts a revival of the 

diminishing and extinct dramatic forms through his compositions. He takes the 

ancient forms but the subject matter is very contemporary. Rajbongshi's play 

coincides with "the back-to-the-roots movement that peaked during the 1970's, 

when the metropolitan Indian directors rushed to stage plays affirming their 

connections with traditional performance ... to ideologically reject the Western 

model of theatre accepted unquestionably by their predecessors."2 This was the 

time when playwrights like Chandrasekliar Kambar, H. Kanhailal and Habib 

Tanvir also started to write plays using the folk form. 

Although Kamala Kunworir Sadhu has been writttn using a folk form, but its 

subject matter and theme is contemporary. It points to the issue of women's 

subjugation and tries to pass on the message of women empowerment by urging 

the audience to break free of the present patriarchal system, which oppresses the 

women. 

The play is about a poor girl Kamala who has lost both her parents at an early age 

and stays with her grandmother. She used to lead a happy and playful life singing 

and dancing with her friends. And one day the King of Darrang passes by the 

village where Kamala lived. On his first sight on Kamala he is enthralled by her 

beauty and decides to marry her and take her along to his kingdom. The king 

already had three queens but without a son to carry forward his generation. The 

life of Kamala turns into a hell after her marriage to the King of Darrang. The 

other queens conspire against her with the help of a lady who is the king's fortune 

teller. Though another lady tries to help Kamala but she is detached from her. But 

not before she succeeds in her plan to help Kamala conceive. But the Queen with 

the help of the fortune teller provokes the King to sacrifice Kamala to please the 

2 Lal, Ananda. Twist in the Folktale. New Delhi: Seagull books, 2004. pp vii. 
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water deity to overcome a severe water crisis in the kingdom. Kamala follows the 

King's decision and sacrifices her life. 

The narrator-performer in the play is used to narrate the sad tale of Kamala. And it 

is through the narrator-performer that the theme is substantiated. It is the narrator­

performer's narration of the folk tale that builds up the platform on which the 

playwright invokes the audience to break free from the clutches of patriarchal 

King's age old customs and rescue the likes of Kamala from the their oppression. 

Towards the end of the play the playwright declares-

The patriarchal King's age-old custom 

We will break and destroy 

And we will rescue the innocent Queen Kamala 

Come let us all stand united and break 

The King's customs ... 

It is through the character of Kamala that the playwright points out the suppression 

of women under the patriarchal male dominated world. It is Kamala who sighs for 

the helplessness of her fellow women and goes on to pleads before entering the 

pond dug by the people -

KAMALA: 0! Disciples of this state - I am an ordinary woman ...... Knowing 

everything ..... .I am willingly sacrificing my life by going into the pond 

that you have dug ..... .It is true that for the welfare of the state and its 

people ordinary woman like me has been sacrificing from time 

immemorial. Now, stop sacrificing me into the ponds you dig. 
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The playwright is therefore successful in his attempt to revive the folk tradition at 

a time when others were writing plays following the Western model. He has not 

only revived the folk form but also modernized it and made it a vehicle for giving 

a useful social message. Somehow the play also inspires other playwrights to 

follow on his lines in resurrecting the ancient folk tradition. 

After having a look at themes of the three plays let me talk about the translation 

strategy I employed in translating the three plays. I had to choose between the 

broad categories of 'domestication' and 'foreignization.' According to Venuti, the 

domesticating method is "an ethnocentric reduction of the foreign text to target 

language cultural values, bringing the author back home" (Venuti 1995:20). In 

other words 'domestication' is a method that brings the source text closer to the 

target culture. For Venuti, 'foreignization' can take a number of different forms. 

Close adherence to the source text is one, and retaining cultural markers is another 

(Venuti 1995:20). In other words, 'foreignization' is a method that takes the target 

readers close to the source culture. Foreignization has now become central to 

translation debates because it its potential to fertilize the native literary ground. 

Although this potential might seem destructive in terms of conventional traditions 

but it is hugely enriching in terms of creativity and can only eome forth in 

translation. 

Since there is almost a consensus in the present times about the need to maintain 

the foreign essence in form and content of the source-text, I too have tried to 

follow the same in carrying out the translations. 

I have translated the plays keeping in mind the target readers/audience who 

belongs to a culture not familiar to the source culture. In order to communicate the 

source text to my target readers/audience I have used descriptions which would 

familiarize my target readers/audience to the source culture. Also wherever an 
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equivalent idea or concept was available in the target language it has been 

replaced by that without altering the source text. And wherever there were no 

equivalent idea or concept descriptions and necessary footnotes have been used to 

communicate. In bringing the source text closer to the target readers/audience the 

functionality of the target text has not been compromised. I tried to offer not just 

literal translation of the plays but also to keep the functional element intact. In 

other words, I have tried to familiarize the target readers with the source culture 

but also the source text has been tailored to fit into the target culture. (refer to 

Pavis's model of 'concretizations' in section 2) 

After a brief look at the themes and subject matter of the plays and the use of 

various theatrical strategies used by the playwrights, I would like to move on to 

some practical aspects regarding the translation of the plays. Some of the 

limitations have also been highlighted in the course of the discussion that follows. 

Some practical Aspects of the Translations: 

In Arun Sanna's play 'Sri Nibaron Bhattacharya' the names of the characters have 

been kept unchanged. Also the mythological reference through the dialogues has 

also kept unaltered .. This is a strategy of familiarizing the target audience with the 

source culture. The names of the characters are quite common and give us a 

feeling of ordinariness of the characters social status. The descriptions and the 

stage settings also remain more or less the same as in the source text. In translating 

the metaphors priority has been given to sense translation as against literal 

translation. Apart from that wherever there is a cultural marker is found adequate 

descriptions have been provided so as to make it meaningful to the target 

readers/audience. In other words, both readability and performability has been 

kept in mind while carrying out the translation. As far as the theme of the play is 

concerned the functionality has been given the utmost importance. 
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In Saurav Kumar Chaliha's play 'Ghoruwa Ghotona' the names of the character 

have been left unchanged. As in the former play the names of the characters are 

very ordinary giving a realistic touch to the play. The language in the source text is 

a bilingual (Assamese with a few English words) language. The language is urban 

and metropolitan suited to a man who is educated and lives in a city. Although in 

translation that bilingual language is lost. But using a monolingual language I have 

tried to give a feeling of urbanity through the structure of the language and the 

flow of the speech. But somehow the exact effect as in the source text is found 

missing in the target text. However this has given me an opportunity to ponder 

over the translation of bilingual texts. Somehow the spontaneity and the flavour of 

the source text are seen to diminish in the translated text. It was not possible for 

me to go much deeper into the intricacies of that due to the limited scope of this 

present study. 

In Paramananda Rajbongshi' s play 'Kamala Kunworir Sadhu' some of the names 

are significant to the context of the play. Take for example the title character 

Kamala which has been derived from the flower Kamal i.e. 'Lotus'. It is 

significant to note that lotus usually blossom in filthy waters but very beautiful in 

appearance. The same can be said of the title character of Rajbongshi's play 

Kamala. Kamala is a poor orphan girl born in a poor family. Within the play this 

resemblance has been pointed more than once. 

GIRL 1: The lotus never blooms in the absence of the sun. It is the case with our 

friend. 

GIRL 1: She is the lotus blossom in filth. She lost her parents in her childhood. Her 

grandmother with utmost care nurtured her. She is our dear friend. Her 

name is Kamala. 
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KING: Aah! What a beautiful name it is - Kamala. It could not have been anything 

else. 

And when the King marries Kamala and takes her to his palace it is as if the lotus 

is transplanted from its filthy waters to fresh water where it could not fully 

blossom. And ultimately it has to be sacrificed in water at the end of the story. It 

seems that the playwright had chosen the name quite appropriately to suit to the 

characteristics of the flower. And that is why I have not changed the name. But in 

the translation the significance is lost as Kamala is reduced merely to a proper 

name without its significance as in the source text. 

In some other case the name had to be changed. As for example, Mangalati and 

Chandika had to be changed as they appear in the source text. Mangalati is derived 

from the word 'mangal' that means 'good fortune,' whereas Chandika is derived 

from 'Chandika' an incarnation of the Hindu Goddess Durga symbolizing strength 

and fearlessness. The name Mangalati is used in an ironical sense as the character 

acts just opposite to the meaning of her name. But Chandika characterizes what 

her name means. She goes out and out to the rescue of the Queen Kamala and tries 

to empower her. She partially succeeds in her effort to do so. But for the target 

audience these names had to be replaced by Fortune teller in place of Mangalati 

and the Washerwomen in place ofChandika. The changes have been done to allow 

the target readers/audience to give an idea of their functionality in terms of their 

occupation and social status. Since, Mangalati and Chandika would not have any 

functionality in the translated text the change was somewhat unavoidable. 

Some of these ideas may be seen in the actual translation that I have carried out in 

the next part of the dissertation. 
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A TRANSLATION OF THREE ,PLAYS 
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I. 

"Shri N a baron Bhattacharya" ( 1961) 

A play by Arun Sharma 

Characters: 

NIBARON BHATTACHARYA- an old man 

NANDINI- his daughter 

DURGE - his son 

UPEN - his son 

DHIREN - his son 

SUREN - his son 

RAMESH - a young man 

ROBIN - a young man 

CART MAN-

Three young college girls -

Prologue: 

(Front side of Nibaron Bhattacharya's house. Three doors are visible. The first 

door is open and it leads to the main house. The second and third door leads to a 

room adjacent to the main house. Between the adjacent room and the main house 

lies a corridor. Both the doors of the adjacent room are closed. Above the second 

door is a broken glass ventilator. Near the door lies an old wooden chair. The third 

door is locked; a big old rusted iron lock is seen on it. A few steps to the front of 

the third door at an angle of sixty degrees lies an old empty charcoal drum. On the 

side of the drum, in the stage lies a narrow pathway. 

When the curtain is raised Nandini is seen entering the stage. She is holding a few 

bulky books of English literature in her hands. She has returned home after the 

college classes. On entering the stage she removes her sunglasses. She stops by the 

second door and looks at the broken ventilator above it. She is about to knock at 
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the door but stops. After that she thoughtfully moves ahead to enter through the 

first door. As she is about to enter, Upen comes out of it holding a large bundle of 

movie posters in his hands.) 

UPEN: Nandini, you are back. 

NANDINI: You are still here Upen dada ('elder brother'). 

UPEN: I am already late. I was waiting for you to return. 

NANDINI: Why what's up? 

UPEN: I will return after the night show is over. I'll start the evening show then I 

will have to paste the posters of the new movie. Please keep my dinner. 

NANDINI: You always have one thing or the other like this. 

UPEN: What can I do? I have to follow my masters' orders. Lend me your goggles. 

NANDINI: Why do you need ladies' goggles? 

UPEN: Doesn't matter. I just need to strut. That's it. 

NANDINI: Evening is approaching and the sun will set in no time. 

UPEN: Give me, give me - the sun is still on the horizon. Just let me strut for a 

while. 

(Nandini passes on the goggles to Upen. He puts on and is about to make a move 

when Nandini calls him from behind.) 

NANDINI: Listen! Upen dada. I haven't told you the main thing. 

UPEN: What's it? 

NANDINI: Is there any good movie in the morning show tomorrow? 

UPEN: Yes, would you like to go? 

NANDINI: Definitely, I will. But I will not come alone. The principal madam and 

two of my colleagues will accompany me. 

UPEN: It's not possible for me to get tickets for all of you. And whenever you 

people come I had to spend so much- buying you eatables, snacks, etc. 

NANDINI: Don't be so mean. 

UPEN: It's not just the professors that I have to cater to but the girls from your 

college too. 
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NANDINI: Aah! As if you don't like doing it. 

UPEN: Forget it. Don't expect anything. (Turns to exit) 

NANDINI: Upen dada - you must keep four seats for us. 

UPEN: Ok. I will. But nowadays I check the tickets on the entrance to the upper 

class. (Steps to move out) 

NANDINI: It seems you got a promotion Upen dada. 

UPEN: Don't ridicule me, Nandini. 

(While saying this Upen walks out. Nandini approaches the closed door at the 

centre of the stage and brings her ears close to' it; she tries to hear something, waits 

for a while and then moves inside the house through the first door. Durge comes 

from outside. He is holding carpenter's instrument in his hands. Since he was 

doing carpentry his dress is filled with dirt and his face looks tired. A finger of his 

hand is bandaged with cloth. He enters looking towards the second door and the 

glass ventilator above it. As he approaches the first door he calls out- "Nandi" 

"Nandi"- and enters the house through the open door. After some time he comes 

out of the house leaving his instruments inside the house; a stool in his hand to sit 

outside the house. He unwraps the bandaged finger and calls Nandini.) 

DURGE: Bring it Nandi. (Says to himself) "I have been taken for a ride today. 

(Nandini comes out with some cloth bandage and a bottle of iodine in her hand) 

NANDINI: How did you cut your finger? 

DURGE: It is not a cut. I was hammering a nail into a wooden plank, and I miss-hit 

the nail and I hurt my finger. My finger got crushed under the force of the 

hammer. 

NANDINI: Aah! It might have hurt you a lot. 

DURGE: If the hit from the hammer would cause pain how would I continue to do 

the job of a carpenter? 0! Come on. Let's pour some iodine over the 

wounded finger. 

(Nandini pours iodine on the finger and bandages it well) 

NANDINI: 0! I remember something very important. 
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DURGE: And What's that? 

NANDINI: Have you seen the ceiling of the stage recently? 

DURGE: No. I haven't seen it nor do I remember when I climbed on it the last time. 

NANDINI: The wooden planks have rotten and the ceiling might collapse any time. 

DURGE: Is it so? 

NANDINI: You must replace those rotten wooden planks as early as possible. You 

know. 

DURGE: Let those rotten woods remam at the top. What's the need for its 

replacement? That is just a place for· amusement. God knows why our 

grandfather built such a building. Now our father has made good use of it. 

Now I don't have time to replace those rotten woods. 

NANDINI: You are such a fool. If you don't do the replacement one ciay the ceiling 

will fall over our head. 

DURGE: What a fool I am. Nothing gets into my head easily. That's why after ten 

years of carpentry I have injured my finger whiling fixing a nail. I have to 

do something about it. 

NANDINI: You have to do it very soon. 

DURGE: What do you mean by soon? I am taking up the work of another house. I 

can only spare time after I complete that work. 

NANDINI: No way. Father has completed writing his new play today. And probably 

by next week the rehearsal for that play will start. 

DURGE: Is it so. 0! Not again. We will be taken for a ride for two days. 

(Saying this Durge goes inside the house through the first door and comes out with 

an old towel, a soap and a bucket. He walks in through the corridor in-between. 

After a while Nandini comes out with a cup of tea in her hand and halts in front of 

the second door and knocks on the door. She waits for a few seconds and raises 

her hand to knock again, but decides against it. She returns to the first door with 

the cup of tea in her hand and looking through towards the corridor give a call to 

Durge.) 
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NANDINI: Durge dada. Have you freshened up? 

DURGE: (From the corridor) Yes, I am almost done with it. 

(As Nandini was about to go inside, Suren comes in. Suren's hands and clothes 

were soiled with grease and oil. He was holding some instruments used in 

repairing a cycle. Nandini addresses Suren on his appearance.) 

NANDINI: Suren dada. How come you are here? Have you closed your shop? 

SUREN: Yes, I have shut down my shop a bit early today. Actually I had to deliver 

a couple of cycles this evening and I have not been able to finish the 

repairing. The owners will be coming and will shout at me after finding that 

the work is not done. I am fed up of hearing people shout at me. That is 
d.own 

why I have shut,.. the shop early today. 

NANDINI: You have got rid of it today. What about tomorrow? Then you have to 

face the double ire. 

SUREN: (Suddenly realizing the fact) You are right, tomorrow I'll have to face 

them. They won't spare me then. I am thinking of shutting down the shop 

forever and starting a new business. 

NANDINI: What number of business is your cycle repair shop? 

SUREN: It's my seventh business. Now, will you give me a cup of tea. 

NANDINI: (Holding a cup of tea) This one is for Durge dada. You go and wash your 

hands and feet. I will serve you another. 

(Nandini and Durge go inside. After sometime Suren comes out stripped off his 

shirt, wearing only his vest and leaving the instruments he was holding in his 

hands. As he is about to move towards the corridor Durge comes out that way with 

a towel, a soap and a bucket in his hands. Suren asks for the bucket, soap and 

towel from Durge and taking them passes through the corridor. Durge enters 

through the first door. 

The stage remains empty and silent for some time. The silence breaks with the 

sound of a tin box and a wooden trunk falling. The sound was coming from the 

special room. Some other sounds are heard and then silence prevails again. Now 
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the sound of the opening of the tower-bolt of the second door is heard. Slowly the 

door opens. A heap of old and unused things scaling half the height of the door is 

seen just at the entrance. A face is visible inside the room through the top of that 

heap. The face is that of Nibaron Bhattacharya. He comes out through that door 

by climbing and jumping from above the heap of things. After that he closes the 

door from outside and dragging a chair placed nearby he stands on it and through 

the broken ventilator he inserts his hand and raises the tower-bolt to lock the door. 

Then he gets down from the chair and moves towards the first door and looks 

inside once. After that he comes towards the pathway and sits on the old tin 

containing coal-tar. He keeps on looking towards the pathway. On his hand is a 

thick exercise book. Suddenly he stands up. He shouts at Ramesh (backstage) 

passing with his friend by that pathway.) 

NffiARON: Is it Ramesh. Why are you showing your back to me? Ramesh I have 

spotted you. 

(He goes out calling after him. Brings back Ramesh and his friend by holding their 

hands. Enters the stage talking to them.) 

NffiARON: Ramesh. Why where you about to go back just after you had seen me on 

your way? 

RAMESH: No, I mean. Kokaideu we had forgotten something. And that is why we 

were returning back. We did not notice you Kokaideu. 

NffiARON: It is just like waking up a man who is already awake. How will you take 

heedofme? 

RAMESH: No, I mean-

NffiARON: I mean you might have thought that just like the abandoned and 

damaged coal tar drum lying on the pathway, Nibaron Bhattacharya is too 

indifferent to it and an intricate part of it. Your thought is quite legitimate 

since the colour of the coal tar and my skin is same. But after all I am a 

living being. You cannot overlook me just like that. 

RAMESH: (sadly) Nibaron Kokaideu. How can you say like that to me? 
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NIBARON: (with the pleasure of revealing a truth) Then I am capable of saying 

something. Yes, I can say something to you? Nowadays I am able to say 

things to others, you understand. And that's the beginning. 

RAMESH: That's the beginning of what? Kokaideu 

NIBARON: Hope, Prosperity and Progress. Leave that for the time being. Come 

let's sit for some time. Ramesh you have come here so many times but you 

have not seen my living room. Come I will take you to my living room and 

make you sit there. 

RAMESH: (modestly) Not today Kokaideu. 

NIBARON: Come, no need to make excuses. From tomorrow onwards I will be 

extremely busy, working on my next play. I don't have any work today. 

Come let's talk for some time in my living room. My new piay is---­

RAMESH: Sorry Kokaideu, we have an engagement today. 

NIBARON: Cancel your engagement. Press conference? 

RAMESH: No. 

NIBARON: Cinema? 

RAMESH: No. It is not cinema either. 

:NmARON: Then what? 

RAMESH: (pointing to Robin) He has some work. 

NIBARON: (as if not seeing Robin so far and suddenly noticing him) Who is he? 

RAMESH: He is Robin Duwara. He is the new reporter of our newspaper who is 

working in our Shillong office. He is a good friend of mine. (Introducing 

him) And meet him he is ---

NIBARON: Sri Nibaron Bhattacharya. I don't have any other thing to say about me 

at this point of time. I am a man born untimely. I should have born at least 

fifty years later. Then only my complete introduction would have been 

possibly given and also easier for you to understand. Anyway, nice to meet 

you. Come Ramesh. Come Ramen. 

RAMESH: It's not Ramen its Robin. Robin Duwara. 

59 



NIBARON: 0! Robin. Come let's go in and sit. Come Ramesh. 

RAMESH: Ok. Let's go in. 

(Nibaron goes near the second door. Ramesh tries to follow him. But Robin stops 

him by pulling his shirt from behind and signaling him. Ramesh looks at Robin 

and shows his helplessness) 

NIBARON: (standing close to the second door) This is my room, my study room, 

my laboratory, my bedroom, my sitting room, my heaven, and my hell. 

Stop here. 

ROBIN: Then how will you enter inside? Isn't there any other way to enter the 

room? (Robin looks towards the first door) 

NIBARON: That way (Pointing towards the first door) through that other room one 

can enter the b0use where Nandini and the others stay. (Pointing towards 

the third door) That is another door, which connects my room with the rest 

of the house. There is a big lock hanging in front of it. Once that was the 

real door to this room. But one day the key was rusted and broken. And 

from then on I stopped entering from that door. Now I enter from this door, 

which I open by climbing on this broken chair and opening the door by 

putting my hand inside through the broken glass of the ventilator. Ha! Ha! 

Ha! Now, look I will give a practical demonstration of what I had just said. 

(Nibaron prepares to climb on the chair) 

RAMESH: Oops! Careful, the chair is broken. You may fall somehow. (Tries to 

hold the chair) 

NIBARON: No. No. You need not hold the chair. Look, how I jump to climb on it. 

(Jumps on it) The chair may look broken but there are some nails put on 

some strategic joints which is helping the chair to be firm on its foots. 

(Through the broken glass of the ventilator he puts his hands inside and 

tries to open the door) 

RAMESH: Careful. The glass might cut your hand. 

NIBARON: Don't worry, it won't. I have been doing this for so long. 
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(After doing that he gets down from the chair and open the door) 
! Look how" open the door. Now, wait and watch how I cross these rubbles. 

Let me first cross and then -

RAMESH: Kokaideu, how will we enter through this door, this pile of rubbles 

blocks the doorway. Tins, boxes, screen cloths, rugs, logs etc. are lying in 

front of the door blocking it altogether. How can we cross this and enter the 

room. 

NIBARON: I enter the room at least ten times by climbing over this huge pile of 

rubbles. These are the materials of my theatre's settings. Now look how I 

climb across it - you follow after me. 

(Nibaron climbs over the pile of rubbles at the doorway and enters the room and 

gets out of sight) 

RAMESH: (to Robin) the old man has crawled over this and reached the other side. 

Now what do we do? 

ROBIN: What kind of a person is he? 

RAMESH: He is a strange person. I met him once in our press. He is a theatre 

person. Now he will read out his plays for at least two hours. 

ROBIN: 0!-How dreadful. It's now time for Kuntala to come. 

RAMESH: You are a fool. The pathway is not the appropriate place to meet your 

beloved when there are so many options in hand like the restaurant, coffee 

house, park, etc. 

ROBIN: Let's run away from before it's too late. 

NIBARON: (from inside the room) Ramesh, come inside as I climbed over the 

rubbles. 

RAMEsH: How can you get away now? The person will feel bad. 

ROBIN: You go in. I won't. 

NIBARON: (from inside) Hey! Ramesh come and ask your friend also to come. 

ROBIN: Let me move out of this, else I won't meet Kuntala. 
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RAMESH: Without me if you can say that thing on your own to Kuntala, you may 

go. 

ROBIN: That is why I can't go. 

NIBARON: (from inside) Hey! Ramesh are you still there or gone. 

RAMESH: (in a loud voice) No, Kokaideu, we have not left. We have started to 

climb. (in a soft voice) Come, Robin, we will do something and make an 

early exit. (Ramesh climbs on top of the pile of rubbles. Robin looks at his 

wristwatch and turns to the pathway .... 

SUREN: It seems he managed to get someone in his room today. 

DHIREN: I have seen from the entrance two gentlemen entering. One of them 

resembled Ramesh Barua. The other one I failed to identify. 

(Durge comes out through the first door and joins Suren and Dhiren) 

DURGE: (As soon as he comes out) What happened Suren? 

SUREN: The old man has two guests to talk to. 

DHIREN: Not any talk but its father's rhetoric. 

SUREN: I pity those poor souls. 

DURGE: The old man has managed to trap someone today. Is it someone new 

falling in his trap? I wonder who he is. 

DHIREN: It seems Ramesh Barua and a friend of him. 

DURGE: Ramesh Barua. He is definitely trapped today. Father has just finished 

writing the script for his new play today. 

DHIREN: Is it so? Then he will not spare them for at least two hours. 

SUREN: Then surely we have something to cheer about. 

DURGE: Let's wait and see what comes out. It would be fun seeing them fall as 

they come out of the room. 

(They wait outside the doorway to see Ramesh and his friend fall as they climb the 

pile of rubbles stalked at the doorway. Nandini makes an appearance) 

NANDINI: Durge dada. What is going on here? 
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. DURGE: (Pointing towards the second door) Look father has got Ramesh Barna in 

his room. 

NANDINI: What? 

DURGE: The opening of the door and the rhetoric inside. 

NANDINI: Who else is inside his room? 

DURGE: He thinks it is Ramesh Barna. 

NANDINI: Ramesh Barna! 

SUREN: We are just waiting to see what happens next. 

NANDINI: (in a deep and angry manner) Durge dada - Will you people leave this 

place at once? 

DURGE: 0! You want us to miss the fun. 

NANDINI: I say you people just move inside. Nobody should wait here. 

(They stare at each other's faces) 

Don't you feel bad drawing pleasure from such an incident? 

DURGE: 0! We did not intend to- (Realize their fault) 

SUREN: Never? 

NANDINI: (looking towards the second door) I don't know hat fathers up to? I have 

said to him many a time not to take people to his room and trouble them. 

What will Barna think? 

DVRGE: I agree with you Nandini. Father is doing injustice to the people. 

NANDINI: Come inside. Dhiren dada you are back. Now go and freshen yourself. I 

will fetch tea for all of you. 

(Everyone is about to move in) 

DURGE: (As they are about to go in) I will do something today? 

NANDINI: What will you do? 

DVRGE: I won't disclose it now. But today I will settle this out. 

(Durge passes a sharp look towards the third door and the lock hanging on it and 

moves inside the house. Dhiren picks up the bucket and towel and passes through 
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the corridor. Nandini and Suren enter through the first door. The stage is empty. 

Nibaron's voice is heard from the second door. Nibaron's words are audible.) 

NIBARON: I think you don't have much time today. Come- I will escort you to the 

gate. Come, come ---

(Soon Nibaron climbs the pile of unused things at the doorway and comes out 

without making any effort. He was holding a notebook, which had the script of his 

play. Following him one after another Ramesh and Robin tumbles and falls with 

their face hitting the ground in trying to cross the huge pile of rubbles at the 

doorway. As soon as Ramesh comes-) 

NIBARON: Be careful. Else you may fall. 

(Ramesh falls on the ground. Stands up and cleans the dust from his clothes. After 

that Robin too falls on the ground) 

NIBARON: Careful. Slow, slowly Robin. I don't mind you falling. But don't break 

my property. 

(After Robin regained his balance he cleans the dust in his clothes) 

What happened to you? 

ROBIN: Is their any insect scrawling on those unused things on the doorway? It 

seems my skin is itching. 

NIBARON: Insect! Heh! Heh! Do you think there can be any insect as long as I am 

present here? Of course there are ample spider webs. All the spiders are 

domesticated, so no need to fear. The spider webs are each one of their 

small forests. They hunt there, kill lives in order lead their lives and 

reproduce their progeny. I have never heard of the implementation of any 

birth control laws in their society. They have an open society, which I 

really admire. As if I am an ancient being, transported back in times to the 

Neolithic age. And from there as if I look over the massive hills and 

mountains of the present times to the future - that infinite and never ending 

sky. 

(Suddenly noticing Robin standing near the coal-tar and looking outside) 

64 



Hey! What's up - What was your name - Robin. Yes, Robin why are you 

moving away towards the pathway. 

ROBIN: No. There is a cool breeze blowing across here. 

NIBARON: Aah! a cool breeze. Ok, ok. I haven't read out the script of my new play. 

In the last scene -

RAMESH: Kokaideu. Not today-

NIBARON: No, No. I am not trying to read it out to you. You will see it yourself in 

the performance. I am just trying to say that unlike my other plays I will not 

leave anything unsaid. Each time before the last scene starts the play has to 

be called off. Nobody stays till the end. You were there on the performance 

of the last one in which the setting was on the waters of the river 

Brahmaputra. 

RAMESH: Yes. I had been to it. 

ROBIN: (with sudden interest moves close to Nibaron) On the waters of 

Brahmaputra? 

(Soon he looses interest in the last section of Nibaron's long speech, and goes 

back to where he was standing and patiently looks outside. Ramesh continues to 

listen to Nibaron attentively.) 

NIBARON: (Gets excited by Robin's intervention) 0! The waters of the river 

Brahmaputra. I mean the stage was amidst the waters, and the audience 

seated on the banks of the river. The stage was designed like a harbour. It 

was surrounded by water and sky from all sides. The moon came out of the 

waters - the real moon. The starting of the performance had to wait for that 

moment. The sound of a boat from far in the waters approaching the 

harbour is heard. Then it is seen that the boat reaches the harbour. A single 

passenger is seen on the boat. He was wearing the dress of a huntsman -

bow and arrow in one of his arm, a rifle in his hand, Fishing instrument and 

a kit bag hanging over his shoulders. He was wearing a leather jacket and 

old black breeches. He lands on the harbour. He stands by a tree without 
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any leaves on the bank and looks at the moon on the water. - He looks at 

the distant water mass and the sky above. Time passes on. Slowly he brings 

back his sight and looks at a nearby tree - A flock of birds is seen to 

descend on the tree. He picks up his rifle and aims shoots in the air - one of 

the birds falls to the ground. Slowly the person approaches towards the 

audience. Addressing the audience he starts to speak - Esteemed friends­

my name is Nibaron Bhattacharya- the playwright and director of today's 

play. Ideas fly in the sky like birds. They can be killed. I tried to catch an 

idea that flew like a bird. I thought that after catching it I would incite a 

sweet wave on its throat. .. so that it would sound infinitely melodious ... I 

thought to create in its voice an appreciation for beauty ... But I failed to 

incite neither a sweet melody nor an appreciation for beauty in its throat. 

Rather I might have killed that bird. And this is the bird that I have killed. 

Soon after this was said the sound of a flute playing a sad tune is heard 

coming from the middle of the river. The huntsman picks up the dead bird 

on his hands and walks into the river and boards the boat. The boat moves 

away from the harbour and soon the huntsman disappears from the sight. 

The sound of the flute is heard more distinctly. As if someone is playing the 

flute on a boat, which is approaching the harbour - Comes nearer and nearer 

- the second character in the play ... 

ROBIN: (suddenly gets excited) Look! Ramesh is gone. 

RAMESH: (breaks the silence) Yes. 

NffiARON: Yes. Gone. What gone- Who is gone- Where gone? (Immediately 

looks at the pathway) 

ROBIN: (Suddenly changes the tone of his voice and looking towards the wall) Oh! 

No. Look a big spider just passed this way. 

NffiARON: 0! A spider. Ho! Ho! No need to fear. The spider in my house doesn't 

bite any humans. So, what was I saying Ramesh-

RAMESH: (impatiently) I had been to the performance. 
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NIBARON: But did you wait till the end? 

RAMESH: Actually, I could not wait till the end. 

NIBARON: That's it. Nobody waited till the end. Untill now I have performed in 

twelve plays. And in each of them there had been scarcely any audience. 

Whosoever comes, leaves in the middle of the performance. But this time - · 

RAMESH: When will be the screening of your new play? 

NIBARON: Exactly after one month from today. That day I will be celebrating my 

sixtieth birthday. I will start the rehearsal from today. 

RAMESH: So, this performance will be to celebrate your birth anniversary. 

NIBARON: Yes. It's on the occasion of my birthday, my sixtieth birthday. 

RAMESH: Who all will be performing this time? 

ROBIN: (from a distance) Ramesh? 

NIBARON: (paying attention to Robin's call) Who else will come in to perform in 

my theatre? My four sons and one daughter will be the only ones. 

ROBIN: Your son and daughter! 

NIBARON: Ramesh! What does your friend think of me? That- I have disowned 

my household, children and everything to be a famous artist. Huh! But I 

haven't discarded anything except my wife. I have not discarded her. It is 

she who have moved out of my life leaving a void in her place - and that 

void has completely occupied my heart. 

(Durge peeps through the second door to see what Nibaron and others are doing. 

He continues to peep from time to time) 

ROBIN: But! Where do your children stay? 

NIBARON: Initially we all stayed together in that old house which is on the other 

side of the pathway. But now I have made converted it into my theatre hall 

and shifted here. They all stay here- over there. I don't have any worries 

about them. Each of them is independent. Among the sons - one of them is 

a tailor, one is a carpenter, and one a cycle mechanic and one is a 

gatekeeper in the cinema hall. And last year my daughter has passed her 

67 



M.A. in English with a first class and presently working as a lecturer in the 

college. She has to give one month's salary to my theatre. Wait! I will 

introduce you to my daughter- Nandini! 0! Nandini (goes inside) 

ROBIN: Let's leave for today. 

NIBARON: Just wait for a minute. Nandini­

(Nandini comes out) 

NIBARON: Nandini, meet these people. Ramesh, he is like a family member to us. 

And there standing near the pathway enjoying the breeze- He is- (looking 

at Ramesh' s eyes) 

RAMESH: Robin. 

NIBARON: Robin Bhuyan. 

RAMESH: Robin Duwara. 

NIBARON: Robin Duwara. 

NANDINI: Barna- Why are you standing outside? 

ROBIN: Ramesh. 

RAMESH: We will not come in today. I have some important work today. We will 

come some other time. (to Nibaron) Kokaideu, we are leaving now. 

NIBARON: Wait. I did not say the most important thing. 

ROBIN: Again. 

RAMESH: What is it? 

NIBARON: This time people have to admire my theatre. Whether the people like it 

or not, I am going to say before the performance whatever I have to say. In 

the first half an hour I will read out a long preface. That will be all about 

me - my long autobiography. This time I will tell about myself to the 

common people, social workers, critics, poets, litterateurs, and intellectuals. 

They must listen to my speech. This time they must-

RAMESH: Kokaideu- We are leaving now. 

NIBARON: Ramesh, one more thing I am thinking. This time everybody in my 

theatre would be invited guests. I will visit nearly about two hundred or 
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three hundred people's house and give invitation to them - to watch my 

performance. This time you just wait and watch - at least these many 

people would surely watch my performance. 

RAMESH: We are leaving. 

NIBARON: 0! Listen- Both of you must come too. And Ramesh you must also 

help me. Especially in the publicity you must be there- as you are a media 

person. 

RAMESH: That's Ok! Kokaideu. 

(Durge stealthily looks through the second door and hides himself) 

NIBARON: I will talk to you later. (Suddenly sees someone on the pathway) Robin, 

just a few moments before you had seen a spider pass away in my house. At 

that same moment the real spider in your life also passed through the 

pathway. That event could not escape my eyes. Sorry for wasting your 

precious time. Now that same spider has just returned through the pathway. 

Go ahead Robin. Quick march - quick march - one, two -

NANDINI: (in anger) Father! Will you please keep your mouth shut? 

ROBIN: (laughing) Ramesh, I am leaving. 

(Robin goes out. Durge again peeps through the second door) 

RAMESH: Ok! Kokaideu- We are leaving. 

(Goes out) 

NIBARON: Ho! Ho! Ho! Go now, but I will talk to you soon about the theatre. 

NANDINI: Father! I have something to talk to you. Wait let me bring you a cup of 

tea for you. 

(Nandini exits. Nibaron stops and looking at the notebook in hand moves one or 

two steps towards the second door. Suddenly recollecting something turns back 

and moves out calling Ramesh) 

NIBARON: 0! Ramesh- Ramesh- Wait- Wait a moment. Listen Ramesh (moves 

out) 

RAMESH: (shouts from a distance outside) Leave it now Kokaideu. 
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NIBARON: (outside) Just a moment Ramesh - Ramesh - the important thing is that 

(The stage is empty for a few seconds. Taking advantage of the Nibaron's 

absence, Durge comes out with a hammer and a wooden plank in his hands. Suren 

comes following him- Dhiren also comes- all of them in a hurry.) 

DURGE: Today I will do something. 

SUREN: Yes. Definitely. 

(Durge closes the second door with a thud - in the middle of the door places the 

wooden plank horizontally) 

DURGE: 0! This will serve the purpose. I will nail here and close this door. Come 

hold it - (passes the wooden plank and the nails to Suren - Suren passes it 

to Dhiren) and this lock. 

(Moves towards the big rusted lock hanging over the second door - prepares to 

break the lock with the help of the hammer) 

DURGE: Come on! 

SUREN: Break! Break it all over. 

(Durge gives a blow on the lock with the hammer. At that moment Nandini comes 

out with a cup of tea in her hand. Suren and Dhiren also comes following her- all 

of them gets involved) 

DURGE: I will do something today. 

SUREN: Yes. Definitely. 

(Durge closes the second door with a thud - in the middle of the door places the 

wooden plank horizontally) 

DURGE: 0! This will serve the purpose. I will nail here and close this door. Come 

hold it - (passes the wooden plank and the nails to Suren - Suren passes it 

to Dhiren) and this lock. 

(Moves towards the big rusted lock hanging over the second door - prepares to 

break the lock with the help of the hammer) 

DURGE: Come on! 
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SUREN: Break! Break it all over. 

(Durge gives a blow on the lock with the hammer. At that moment Nandini comes 

out with a cup of tea in her hand.) 

NANDINI: Dada. What are you doing? 

DURGE: I will break the lock and open· this door. And I will close that door by 

putting a wooden plank and nailing it. (Gives another blow on the lock) 

NANDINI: Dada. Don't break that lock. Did you hear that-

(Durge stops again. Immediately Nibaron comes in shouting.) 

NIBARON: Who is that? What are you doing? You- you scoundrels -

DURGE: Father! We are not going to listen to you today. We will break the lock 

and open this door today. You use this door to go in and out of your room. 

NIBARON: You scoundrels! How dare you say that? Leave at once from here- You 

useless fellows. You advise me to enter through that door- You fool. Don't 

you see that the door is rusted? That door is closed. And that lock is rusted. 

You stick to only one thing. I will give you all a beating and bend your 

backs. 

NANDINI: (in a serious and stringent manner) Father - Why are you shouting at 

them? 

NIBARON: Because they have done something wrong. Why have they touched that 

rusted door? 

NANDINI: They don't understand. They have been seeing how everyday you have 

to enter your room by making so much effort. (Pointing to the second 

door) 

NIBARON: I don't face any difficulty! For me this is the easy and convenient door. 

(Pointing to the second door) 

NANDINI: For you it may be convenient - For you it may be easy. But not for 

others. And I have been telling you many times not to forcefully take others 

to enter your room through that door. Why do you insult other people? 
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NIBARON: (Pointing to the second door) Nandini. Everyone has to enter through 

this door. - Those who know how - they can enter. Give - me the cup of 

tea. 

NANDINI: This cup is cold. I will bring a hot one for you. 

NIBARON: That cup is all right for me. (Sits on the drum holding the cup of tea) 

Nandini - now let us all go to the stage. I will read my play there. You 

scoundrels- come to the stage. Scoundrels! Where have you gone- Durge! 

Suren! Dhiren! Come -let's go to the stage. 

***The End of Prologue*** 

Scene I 

(At Nibaron Bhattacharya's Theatre Hall- on the stage. On one side of the stage is 

an old wooden staircase, which leads you to the terrace of the -Hall. On another 

side is a path, which through which one can enter from the hall. There is another 

path, which leads to the green room. As the curtain is raised Nandini is seen sitting 

on a box and preparing herself for playing a role and looking at the dialogues. On 

one side Ramesh is seen sitting on a tool and holding the script of the play and 

looking at the dialogues. Ramesh is prompting the dialogues to Nandini) 

NANDINI: ... Come Aniruddha! Follow me and keep coming. Let me take you to 

the top of those beautiful mountains. Aniruddha - Can you see those 

beautiful mountains? A blue coloured mountain on whose top some 

Gulmohar trees or some other tree on which red flowers blown all 

throughout the year. And behind those red flowers lies a mansion with a 

dome made of red coloured glass reaching - towering to reach the sky. A 

red coloured mansion in the mountain full with red coloured flowers. 

People say that on that mansion a lady lives - and that lady is still invisible 

and undiscovered. The stories of many men climbing the heights of that 

mountain in search of that invisible and mysterious lady have become a part 
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of history. Many educationists, artists, litterateur, philosopher, politician, 

explorers and many small and big personalities have been attracted to the 

mountain by the beauty of that lady. But till now nobody has succeeded in 

meeting her. Aniruddha! You too have to go today - to the top of that 

mountain. Because it is only you who can have a glimpse of- what the 

people on the lowland think - that those are not red flowers of Gulmohar -

but a big fire covering the mountain top - a volcano. And amidst that fire is 

not a red glass mansion - but an inhuman prison house. And inside it there 

is no beautiful, modem and young princess but a simple living primitive 

lady. Aniruddha! The possessor of light! Your beam of light will unravel 

the way-

(Suddenly Nibaron's voice is heard outside- "Halt! Halt!" Nandini and Ramesh 

stop the rehearsal and looks to the direction from which Nibaron has come. 

Nandini goes ahead) 

NANDINI: Father has come. 

RAMESH: (looks outside) He has come riding on a horse. I wonder where had he 

got that horse. 

NANDINI: Is there any end to his imagination. He cannot resist after seeing a horse. 

(Outside Nibaron comes riding on a horse- "Halt! Halt! This is a real fast horse") 

NIBARON: (comes in) Nandini- Nandini- 0! (Sees Ramesh) Ramesh- You too 

have come- Ok! Good. I have some important thing to discuss with you. 

NANDINI: Father! Why have you come riding a horse- Whose horse is this? 

NIBARON: I got a real fast horse. Durge and others are loading chairs on the a few 

carts. I requested one of the cart drivers to lend me his horse as they load on 

the chairs on to the cart. What are you doing Nandini? 

NANDINI: I am reading out a long dialogue by Dipali in the second scene of the 

play to Ramesh. Father! We could have brought the chairs later. 

NIBARON: No! Only one week is left for the theatre. It is not good to leave 

everything for the final day. One more thing Nandini-
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NANDINI: What? 

NIBARON: I have asked them to get two hundred extra chairs. There would be five 

hundred people in total. 

NANDINI: Why? You had told us about three hundred and how come it increased 

by two hundred more. 

NIBARON: At first I had invited actors, playwrights, poets, journalists and 

educationalists. But yesterday I had also invited some businessmen and 

political leaders too. Including them the list of guests has increased to five 

hundred. I have been to each of them at least twice on an average. You 

know Nandini once you said that this big hall would look empty with two 

to three hundred people in it. Now that it will have five hundred. The hall 

will be full to its capacity. The congregation of people under its roof and 

having the capability to appreciate such intellectual and artistic work would 

really create a great occasion. Each of their eyes would brighten up in 

anticipation. They would be very careful and conscious about not missing a 

single word of the performance. There would be pin drop silence. And at 

the right moment the curtain will be lifted with the ringing of the bell - I 

will be standing in front of the microphone and start reciting the preface of 

the play which I had written- just as ice cubes falls the words will flow one 

after another from my throat. 

NANDINI: Father! Give me the script of the preface. I will copy it down in good 

handwriting. 

NIBARON: 0! You have rightly reminded me of that. I have brought that in my 

pocket. Take it- Take it- Wait! Let me once read the beginning- Listen! 

(Takes out some papers from his pocket and starts to read) A hearty 

welcome to all my invited guests- Fifty-nine years ago one fine day a child 

was born on this day. And after fifty-nine years after its birth today one 

child is created. The child who was born that day is created today. His 

name is Nibaron Bhattacharya. And that same Nibaron Bhattacharya is 
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standing in front of you and humbly addressing you. I am going to present 

before you the script of a long story of Fifty-nine years - from the day of 

my birth to the creation of me -

NANDINI: Father! Stop it here for now. 

NIBARON: 0! Let me stop here- Nandini! I am thinking of one thing. 

NANDINI: What is that? 

NIBARON: I must print the preface of the play and distribute it to the audience 

along with the program. 

RAMESH: Yes. Kokaideu! That can be done. 

NIBARON: 0! Ramesh you are here. I forgot you were here. Why are you sitting at 

the back? Ok! Tell me Ramesh! How is my idea of printing out the preface? 

RAMESH: Definitely it is a good idea. I can get it printed from my press. And that 

too at a low cost. 

NIBARON: The cost doesn't matter. Whatever cost comes I will bear. Beautifully in 

good quality paper - what will be the colour of the paper? "' 
NIBARON: Think about it. As the content of the preface the colour of the paper 

should also signify some thought. 

RAMESH: Light blue. 

NANDINI: Light pink. 

NIBARON: (thinks) Ok! Ok! How will it be? Bright orange coloured paper with the 

writing in deep red colour- What do you think? 

RAMESH: Nandini! It will be great. 

NIBARON: It will be great! Isn't it? Or if the colour of the paper would be of three 

or four colour and accordingly the writing would also be in three or four 

colour. Like white, yellow, orange, red, violet, and black- the paper would 

be of these six colours and the letters would also be of six colours. 

RAMESH: It will be- (suspiciously) 

NANDINI: Good! It will be good like that. Various coloured paper and various 

coloured print. 
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NIBARON: Not just any colour but the six colours that I have told. 

RAMESH: It will be very beautiful. 

NIBARON: It will be beautiful. Isn't it? (Thinks again) Oh! No! -No! -I think the 

paper should be of pink colour. That would be a colour between orange 

colour and the colour of blood. The letters on it will be of green colour. 

How will that be? Tell me! 

NANDINI: It will be great! Father. 

RAMESH: Yes. That will also be good. 

NIBARON: Really would that be good. Ok! Than that is final. That is your work 

then. Print more than five hundred copies of it. Whatever be the cost, please 

take it from Nandini. Don't hesitate to take it from Nandini. She is my good 

daughter- she is my dear daughter. 

(Holds her closer to him and gives a hug) 

NANDINI: (looks outside) There come Durge dada. He has brought the chairs. Now 

those chairs need to be stacked on the verandah at the back of the green 

room. Those would be placed inside the hall after it is cleaned. 

NIBARON: You are right. Quite right. First the hall needs to be cleaned and then 

only the chairs should be placed. The hall should be nicely decorated. 

Incense sticks should be lighted to keep the hall fragrant. So many people 

will visit. And all of them are my invited guests. You are right. 0! Durge -

Suren, bring those chairs this way (waits and then goes out). 0! You fool! 

Durge! Why are you taking the carriage that way? You Fools! Bring the 

chairs from this side and stack them on the verandah of the green room. 

RAMESH: (looks at Nandini) I am leaving. 

NANDINI: Please stay back and sit for a while. 

NIBARON: No, Nandini! We don't have time to sit back and talk. Ramesh, by 

tomorrow you must get the news of my performance published in all the 

newspaper circulated in the town. Keep that in mind - The responsibility of 

the publicity is completely yours. (Durge and the porters continue to bring 
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the chairs inside and stacking them) I am relying very much on the 

publicity - since all of my invited audiences should read about Sri Nibaron 

Bhattacharya's exclusive performance on the occasion of his sixtieth birth 

anniversary in the newspaper every morning and reminded that they are 

invited to watch it. 

RAMESH: I will definitely publicize it appropriately through the newspapers- but 

you too have informed them all. You had intimated them by going to each 

of them personally. 

NIBARON: I have gone at least twice to each one of them to invite. All the invited 

guests have assured me of their visit. This time I will present before all a 

performance that will leave a mark on everyone's mind. The invited guests 

are eagerly waiting for the day to come when they will flock here as soon as 

the sun goes down at around six o'clock and hear to what I would say. All 

of you must stand by me in carrying out such a heavy responsibility. 

RAMESH: Do tell me! What else I have to do. 

NIBARON: Nandini! What work should I designate him on the day of the theatre? 

NANDINI: Let him be inside the Hall - looking after the guests and helping them 

take their seats. 

NIBARON: You are right! There should be a responsible man inside the hall. Let 

him be there. Ramesh! You be there to assist the guests in taking their 

respective seats. The decoration in the hall, the well being of the guests will 

all be your responsibility. And also the publicity and the printing of the 

prologue- all these will be your responsibility. 

RAMESH: Ok! Kokaideu! Is that all I have to do? 

NIBARON: All of these are the most responsible work. To welcome my five 

hundred guests and assisting them to take their seat inside the hall is an 

important work. Aah! I am relieved after assigning you this work. You may 

leave now. Can he may leave now, Nandini. 

NANDINI: How do I know? (Looking at Ramesh) 
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NIBARON: What? Go. Go. Ramesh you leave for now. Will you be able to come in 

the evening? The rehearsal for the play is going on in full swing these days. 

RAMESH: Ok! I will try. I take leave now. (Leaves - looks at Nandini before 

making an exit. Durge and others along with the porters continue to bring in 

the chairs) 

NIBARON: (goes to the comer of the stage) Nandini! Look I will stand here and 

holding the microphone - so that I am close to the wings where a oil­

portrait of me will be placed and decorated with flowers. Nandini! It will be 

your responsibility to decorate it. I will stand here behind the microphone 

and look at my audience - five hundred people seated on those chairs. Five 

hundred bright faces waiting in anticipation. There would be a grim 

situation in this large theatre hall. The audience buzzing around inside the 

hall. (While carrying one of the chairs by Durge all of a sudden the arms of 

the chair breaks off and falls on the ground. Nibaron looks that way) 

NIBARON: You Fool! Why are you bringing these broken chairs? You will make 

the guests sit on these broken chairs. Didn't you get good chairs? 

NANDINI: All right, father! You need not worry about everything? 

NIBARON: Nothing works without my concern. 

(Upen comes in) 

UPEN: Nandini! I told you that for fitting the lights I would get the electrician of 

our cinema hall- he said he couldn't come. What do I do now? 

NIBARON: What do I do now! If you could have done anything properly using your 

own intellect. 

NANDINI: Stop it! Father. Ok! Dada I will arrange something. 

NIBARON: What arrangement? Hardly a week is left and to arrange for fitting the 

lighting in the entire hall. We cannot afford to postpone everything for the 

final day. 

NANDINI: I will make some arrangement on my way back from the college? 
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NIBARON: Not just arrange something - you must bring him along. The lights 

inside the hall should be arranged in a good manner. So many people -

from all parts of the town - the entire high society - ... the cream ... the 

elite of the society will come and sit inside the hall. The hall should be 

suited to their likes and taste and their aesthetic sense. That is why I am 

paying so much attention right from light to each number of chairs. 

(Suren comes in) 

SUREN: Nandini! There is no carpet there- he refused to give it. 

NIBARON: There aren't. Oh! These fools do not a single work rightly. 

NANDINI: Father! Why do we need the carpet? 

NIBARON: I am planning to put a carpet from the pathway to the entrance of the 

theatre hall. I want all my invited guests to w.:!k over the carpet and come 

to the theatre hall and sit inside. I know that there is a mat carpet in 

Medhi' s house. I had sent this fool to inquire about tha~. And now he is 

saying that- there is no carpet- he refused to give it. There is no reason for 

not giving it. I had invited Medhi for the performance. And he happily 

accepted my invitation too. He promised to come. Why will he refuse to 

give something when I ask for? Why will I believe it? I wonder what this 

fool must have said to him- and what have he thought of it -

SUREN: Father! Whatever I am. speaking is true. 

NIBARON: Shut up! Shut up! How do I believe that you are speaking the truth? 

Speaking the truth! You will not be in peace until you will make this old 

man run around for everywhere. All of them are fools- Fools! (Bursts in 

anger, and prepares to go) 

NANDINI: Father! Where are you going? 

NIBARON: I will go myself. I will arrange and bring carpet, the electrician and 

everything myself. 

NANDINI: Wait! You need not go. 

NIBARON: Why? 
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NANDINI: I am there. I have already assured to bring the electrician. I will also 

arrange for the carpet. You need not go anywhere. I request you not to -

NIBARON: (calms down and softens- turns emotional) You are the only one I can 

trust. I wonder what if you were not by my side. Ok! Nandini. I will move 

inside the house. I need to carefully look at the prologue once again before 

finally I send it to the press. You look at the chairs and get the hall cleaned. 

So that on the day of the theatre we just have to dust it over. And tell theses 

fools that from today evening there will be full rehearsal of the play. And 

they must stop everything - the cinema hall, cycle shop and tailoring. I am 

leaving now. 

(Nibaron exits) 

NANDINI: Suren dada. Why do you say that this or that is not done in front of 

father? I don't like the way he shouts at you in front of me. 

SUREN: Look! Look at her- She feels bad seeing father shouting at us. 

DURGE: (puts down the chair he was carrying and sits on it) You know Nandini! If 

we could store in a container whatever father mutters then the expenditure 

on one thing would have lessened. 

NANDINI: What thing? 

DURGE: Price of that thing has risen after some tax has been levied over it. Now, it 

costs rupees two per kilogram. 

NANDINI: Durge dada! What is that thing? 

DURGE: Sugar! (All of them laugh) If the muttering of father could have been 

dissolved in water then the expenditure on sugar would have lessened. 

UPEN: I mean his muttering is wasted now. 

NANDINI: What did you say? 

UPEN: It is wasted just like that. 

DURGE: Ho! Ho! -Nowadays he watches quite a lot of movies. So many new 

movies are shown in their cinema hall - and now he is promoted as the 

gatekeeper of the special class. 
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CART MAN: (Excitedly comes in saying something) Madam! The old master is 

riding my horse very fat. Madam! There he will fall now - he will fall -

Madam! The old master fell from the horse - he fell down to the ground. 

NANDINI: Durge dada! Suren dada! Come! Come fast! Father had a fall from the 

horseback. 

(Nandini rushes out. Everybody rushes out and after some time comes in holding 

Nibaron who is badly wounded on his waist and one hand. They bring him to the 

middle of the stage and make him sit on the chair Durge had left. Nibaron cries in 

pain) 

NIBARON: Aah! Aah! 

NANDINI: Father! Where did it hit you? 

NIBARON: Aa!1! Here - in my waist and on this hand- Aah! As if somebody has hit 

my waist with a spear. Uh! Uh! See if the horse has got hurt. 

DURGE: The cart man is bringing back the horse. 

NANDINI: Durge dada - Let us take father to the hospital. Go and call a rickshaw -

it will be late if you get a taxi. 

DURGE: 0! Rickshaw! (Durge goes out shouting) 

NIBARON: No need to take me to the hospital- Let me stay here Nandini. 

NANDINI: You be silent father. I would do what is appropriate -

NIBARON: No! No! No need. Call the doctor here. If after reaching the hospital the 

doctors do not allow me to come back here. What will happen to my play? 

Only one week is remaining! I have invited so many people to see my 

performance. I cannot postpone the performance- I won't go- I will stay 

here. I will remain here - here. 

DURGE: (comes in) Nandini! The rickshaw is waiting outside. 

NANDINI: Dada! Do one thing. Go and immediately bring a doctor with you. Let 

father stay here. Come Durge dada let us take father to the easy chair in the 

greenroom. 

(Nandini and Suren support Nibaron and take him inside) 
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NIBARON: If I lie on the bed it would be very disappointing. I will not lie on - I 

will get well before the theatre. Just one week is left. So many people will 

come to the theatre- I will recover. By then I will be perfectly fine! 

(Everybody moves towards the green room. On that way two people continue to 

bring the chairs one after another.) 

Scene II 

(The setting - little change from the previous scene - the stage area with the 

curtain down. Behind the curtain is the area where the audience sits in the theatre 

hall. On one side of the stage is an old wooden staircase that leads to the terrace. 

And on the other side of the stage is a small platform decorated with flowers and 

beside it a microphone. And as the curtain is raised it is seen that the man in the 

last scene brings in a chair from the verandah of the greenroom and goes out and 

fetches another one. Durge rushes to the stage from the green room with a hammer 

and some nails in his hand.) 

DURGE: Bring them quickly. Father is shouting inside the hall. He will get after our 

lives. How many of them are left? 

CART MAN: (carrying a chair) Sir, three more stacks are left. 

DURGE: Go and bring them quickly. 

(Ramesh enters holding a bundle of colour printed leaflets in his hand) 

RAMESH: I had told to leave twenty chairs separately. Have you left those? 

DURGE: I don't know. I have not done anything like that. I took out all the chairs 

this morning and placed them in the hall. A couple of them were broken. I 

have repaired them and sent them back. You go and take charge of them. 

Father and Nandini are there inside the hall. 

RAMESH: Kokaideu has come so early! 
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DURGE: He has not gone back after he came in the morning. He could not even 

stand properly, but he is there preparing the hall and also making life hard 

for us too. 

NIBARON: Nandini! What is the time now? 

NANDINI: It is already Five o'clock. 

NIBARON: Just an hour is left now. (looks at Durge) You fool! Still holding on the 

hammer. When will you put on the make up? Less than an hour is left! 

(Durge walks towards the green room) Where are the others? (Looks at 

Ramesh) 0! Ramesh have you brought. the handouts- I was worried about 

that. You are so late! Let me have a look at those handouts. Let me see -

Good- Not bad. 

(Nbaron and Nandini anxiously look at the handout. Nibaron's eyes sparkle with 

anticipation and pleasure. Suren and Upen comes in a hurry holding a suitcase or 

an air bag in their hands. Nibaron notices them.) 

NIBARON: Those fools have come now! Not an hour is left. Hurry up and put on 

your make up soon. 

(Upen and Suren goes in) 

RAMESH: Kakoideu I heard that you are here from morning. 

NIBARON: I am here since morning. Five hundred invited guests - to make 

arrangement to facilitate so many guests, to arrange the stage, the hall, and 

to monitor the overall work - to sit back and check the progress of so many 

things - time passed out - and its already evening. Now everything is 

almost ready. You need not be here now. Four girl students ofNandini are 

sitting inside the hall. They will be with you. But as soon as the play begins 

you must allow those girls to leave - they must go back to their hostel by 

six o'clock. Take these handouts with you. The printing is excellent. The 

colour of the paper and the matter of the prologue are well matched. Isn't it 

Ramesh? 

RAMESH: I think it's Ok. 
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NIBARON: Only your thinking that to be good won't do. All my invited guests 

should find it good - they must also like what is written on it. The whole 

success of the performance depends on this prologue. 

NANDINI: Everyone will like it, father. 

NIBARON: I hope they like it. Now go to the hall. I will come over there before the 

guests start to arrive. 

NANDINI: Father you should not go out now. You sit over there on that chair. 

NIBARON: Nandini, how can I sit idly?! Exactly at six o'clock I have to begin the 

performance. I need to look at the setting for the first scene. Ramesh, why 

are you standing here? - Go - It would be a shame if the audience comes in 

and finds no one to welcome them. Some of them may arrive here before 

six o'clock. Five hundred people - and to welcome them on our behalf is 

your responsibility. As the curtain rises, standing from behind the 

microphone I must find my guest looking towards me with contention and 

anticipation. Now go -

RAMESH: (hands over a leaflet to Nibaron) Here - keep one copy of it with you. 

NIBARON: No need of that. I have a handwritten copy with me. I was not able to 

sleep last night due to pain in my waist and arm. I copied the prologue iast 

night and made a fair copy. I have tried very hard to make the writing look 

elegant and beautiful. Look here - There is some minor alteration in it as 

compared to the printed version. So I will read this one only. You go inside 

the hall. (Ramesh exits with the leaflet in his hands.) Nandini - What about 

the settings? 

NANDINI: It's ready. Just needs to be brought and fixed on the stage. 

NIBARON: What are you waiting for? Fix it on the stage immediately. We do not 

have much time in our hand. And you have your make up to be put on. 

Nandini, should I change my dress? If by any chance anybody comes to 

meet me in the greenroom. 

NANDINI: Ok! Go and change your costume. 
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(Nandini supports Nibaron and takes him inside. Durge and Upen with incomplete 

make-up follows Nandini's instruction to fix any of the settings on the stage. The 

setting is simple and symbolic in nature. It may be such that - one wheel or a 

circular thing and three different coloured boxes. Durge and Upen place the boxes 

at specific locations on the stage as instructed by Nandini.) 

DURGE: (as he places the boxes) Before the play has started there is already 

something wrong. 

SUREN: We can already feel what the play will be like. It will take place only if 

people come. 

NANDINI: Why are you dejected? 

SUREN: Dejected! Why should we be dejected? (pushes a box) hold it there and 

place that box on that side. 

NANDINI: Wait! Wait! Not too much on that side. Here - look- put it exactly 

there. A lot of free space is needed near the place from where for the 

prologue will be read. 

DURGE: (Holding the wheel) Nandini, What about this wheel? Is this a sudarshan 

chakra (the deadly weapon of Lord Vishnu) or the wheel of a chariot? 

NANDINI: Put that wheel on that side. Wait - not there -just move it a little bit that 

side- ok- that's right. Leave it there. 

(Durge and someone else place the wheel following Nandini's instructions. The 

four girls comes in from outside. Durge and others are alerted.) 

NANDINI: What happened Dipali? Why have you come here? 

FIRST GIRL: Madam, we are tired of sitting idly in the hall. So we just came this 

way to see what is going on here. 

NANDINI: The guests have not yet come. Isn't it? 

SECOND GIRL: No. Madam, no one has come till now. 

FIRST GIRL: Madam. I think we should leave now. 

NANDINI: Wait! Why are you leaving so early? 

FIRST GIRL: We are tired sitting inside the hall-
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NANDINI: Go now - sit for some more time - You must reach the hostel by six 

o'clock. Isn't it? You may leave after fifteen minutes. 

(The four girls walk back from where they had come. Ramesh enters) 

NANDINI: Baruah! What happened? 

RAMESH: There is no sign of anyone. 

NANDINI: There is still some time left. 

RAMESH: What is the time? 

NANDINI: (looks at the clock) Now its half past five- the guests will start coming 

now. 

RAMESH: Let's hope so. 

NANDINI: Ok! Please go to the hall. And let Dipali and others leave after some 

time. 

(Nibaron comes in with the support of Dhiren. His left hand is bandaged and is 

supported by a sling put around his neck. He is wearing a silk kurta, a silk dhoti 

and a silk shawl over his shoulders.) 

NIBARON: Ramesh! Why are you here? Have the guests started coming? 

RAMESH: Guests! (Ironically) 

NANDINI: (signals with her eyes to Ramesh) Father! People have come ... they have 

started to come. 

· NIBARON: Why won't they come? I had told them that the performance would 

begin exactly at six o'clock. Ramesh, what are you doing here? Go and 

help the people take their seats. Distribute the leaflets to them. (waits for a 

while and then) Here- the sound of a vehicle coming to a halt- somebody 

might have arrived. Go Ramesh- Quickly. (Ramesh exits) You cowherds! 

Why don't you move? Finish you make-up. Leave the settings- let it be 

like that. I don't need all that. My prologue holds the main theme. (Durge 

and other goes inside) Nandini- Let me just go out and see the people. 

NANDINI: No Father. You need not have to go out now. Whatever I say; follow that 

only. Just sit here. When the performance is about to start you go near the 
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microphone. Let me now go in and put on my make-up. You sit here 

quietly. 

NIBARON: Uffl Ok I sit here. Haven't you completed your make-up yet? Go -

Don't waste any moment - each passing second is taking us closer to six 

o'clock- the sacred time of six o'clock. Five hundred people- audience­

my invited guests, has already started coming - to watch the performance of 

my dramatic life - to listen to my life history. We must not make any 

mistakes. Go - 0! please take out my spectacles from my pocket and hand 

it to me. Let me read my handwritten prologue by then. 

(Nandini takes out the spectacles, opens it and helps Nibaron to put it on) 

You go now. 

(Nandini goes inside. Nibaron takes out a long handwritten notebook and reads out 

making some noise. In between the reading he raises his head and stares at the 

curtain i.e. towards the hall and with contention resumes reading. After sometime 

Ramesh comes in with the bundle of leaflet in his hands. On seeing Nibaron he 

tries to walk back the way he had come but Nibaron sees him.) 

NIBARON: Ramesh! Why are you back again?! Is there any shortage of chairs? 

Why are you here? 

RAMESH: No. No. Everything is fine. 

NIBARON: Many people have come. Isn't it? · 

RAMESH: People! Many people have come, Kokaideu. 

NIBARON: Then why have you come back? Why are you back? They might need 

your help ... they may need your assistance to get hold of a chair to sit. Go. 

Go to the hall. (Ramesh resumes reading the prologue in a serious manner. 

N andini comes in after putting on the makeup) 

NANDINI: Father! 

NIBARON: 0! Nandini. Let me see (looking at Nandini's makeup) Fine! Absolutely 

fine! Are they ready - those fools? Let me see what they are doing. (Calls 

them) Durge! Upen! Come here. Nandini. What is the time? 
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NANDINI: Fifteen minutes left to strike six o'clock. 

NIBARON: Eh! Its already time. Hey! Durge! 

(Durge, Upen and others enter one after another with makeup) 

Let me see. (To Durge) Have you double knotted the tie? 0! It's Ok! (To 

Upen) Ok! (To Suren) Let your hair fall over your forehead. And don't 

forget to jump at the right time. Wait! Let me see- raise your fungi (Cloth 

worm by men to cover the body below the waist) a little bit. (to Dhiren) 0! 

That's all right. Keep the costume of the second scene ready. Everybody 

get ready. Give a final look on each of your dialogues. (Suddenly looks 

towards the hall) Nandini! Can you hear the vehicles halting- people are 

commg. 

NANDINI: Yes. Father, they are coming. 

NIBARON: I had told everybody that sharp at six o'clock. (Ramesh comes in- sees 

Ramesh) You are back Ramesh - you are still holding the leaflets. Why 

have you not distributed them yet? What are you doing? 

RAMESH: I am going. I just wanted to say something to (pointing at NANDINI) 

NIBARON: Not now. You go to the hall and distribute those leaflets. 

RAMESH: Ok! I am going. 

(Ramesh is about to go- Nandini moves towards him) 

·NANDINI: Wait! Baruah. 

(Nandini goes with Ramesh behind the wings and pretending to look at the 

audience talks with Ramesh and return) 

NANDINI: Father! (In a soft voice) 

NIBARON: Nandini, what happened? Are we ready to start? 

NANDINI: No, not yet. We have five more minutes. 

NIBARON: Five minutes. Why don't you all get ready? Get the microphone ready 

forme. 

NANDINI: I think we should start the performance after six o'clock. 

NIBARON: Why? 
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NANDINI: Actually, my costume for the second scene is still not ready. 

NIBARON: It can't be so! Six o'clock means six o'clock. There are so many people 

waiting outside and we just have five minutes on hand. What do you think? 

Why don't you come to the stage? 

(Nandini goes again towards entrance of the hall pretending to have seen someone 

coming that way) 

NIBARON: Nandini! Why are you going out that way? Why don't you take your 

position on the stage? 

NANDINI: Just a minute, Father. These girls­

(Dipali and the other girls comes in from the hall) 

NIBARON: (Looking at Dipali and others) These girls! Why have they all come in? 

0! The hall might be full with people. 

DIPALI: People! 

NIBARON: People- my invited guests tonight-

(Nandini signals to Dipali and takes them back through the way they had come) 

NANDINI: Come with me. You all come with me. 

DIPALI: (in soft voice near the wings) Madam we are leaving now. How long will 

we wait? 

NANDINI: Go - Leave now. You better leave for your hostel. 

(Dipali and the other girls exeunt. Nandini comes back and returns and makes a 

move towards the green room. Nibaron reads on the prologue, on raising his head 

finds Ramesh walk into the green room. Ramesh is not carrying the leaflets I his 

hands this time) 

NIBARON: Once again! Ramesh, why do you keep coming in from the hall? You 

will ruin me! The crowd will be more towards the last minute. (pays 

attention to the sound outside) Hear - one more vehicle has arrived. People 

are coming. Ramesh! Are you distributing the leaflets? Have you finished 

them? Go - Go, now, People are still pouring in-

RAMESH: I am going Kokaideu. 
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(Ramesh signals Nandini and calls her to the wings. Beside the wings they talk 

like they did earlier) 

RAMESH: There is no hope. 

NANDINI: What to do now? My head is spinning now? Father will exactly start at 

six o'clock. What to do now? What should I do? 

NIBARON: (shouts) Nandini! Nandini! 

NANDINI: Father is getting impatient now. What do I do now? 

(Helplessly clutches on Ramesh's hands.) 

NIBARON: (excitedly) Durgeswar! Upendra! Dhiren! Nandini!­

NANDINI: Father is desperately shouting- I must go now­

(Nandini comes near Nibaron) 

NIBARON: Nandini! What are you doing? How many more minutes left? 

NANDINI: Actually- I mean- I mean-

NIBARON: What happened to you? Why are you so impatient? How much time is 

left? 

NANDINI: Father, still two minutes on hand. 

NIBARON: Just two minutes! Why have they made me sit here till now? Durge, 

Upen- You fools! What are you doing?- Why don't you take me to the 

microphone? I will go on my own. (Tries to stand up from the chair) 

DURGE, UPEN: Father!! 

NANDINI: Father, don't get up by yourself. Hold on to me. 

NIBARON: It seems another vehicle has arrived. I think the last guest has arrived. 

Aha! So many people are waiting outside. 

DURGE: People outside! 

NIBARON: Don't open your mouth. You Fool! Nandini, Why are you waiting? 

Take me infront of the microphone. You Fools, Why are you waiting? Why 

don't you take your respective positions. Screen- light - microphone -

ready Nandini- what's the time. 

NANDINI: Father! 
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NIBARON: What happened to you people? What is the time? 

NANDINI: It's six o'clock. 

NIBARON: What are you waiting for? Put on the garland over my neck- Durge, 

Upen why don't you play the conch (it is played in an auspicious moment) 

and strike the bell to announce the start of the performance? Why don't you 

raise the curtains? People waiting outside will start shouting now. Five 

hundred people will shout at once. Ready- Ready. 

(Durge, Upen and others is ready with the conch, bell, etc. in their hand) 

NANDINI: Father! 

(Puts on the garland over Nibaron' s neck) 

NIBARON: That's fine! (moves close to the microphone) Give me the microphone. 

Aha! Is the screen and light ready? Blow the conch and raise the curtains. 

Come on blow the conch. Nandini!! The curtains!! 

(Making a lot of noise the conch is blown. And with that the curtains move to the 

sides. The echo of the conch persists for some time and then slowly vanishes. As 

the curtains are moved the audience see an empty auditorium with rows and rows 

of empty chairs. On each of the chairs lies a pink coloured printed leaflet, the one 

on which the prologue of the play to lie read out by Nibaron is printed. Nibaron 

stands holding his breath looking towards the emptiness. At that instance the 

audience can see the backside and one side of his Nibaron's face. A deep silence 

prevails for some time. Nibaron slowly moves and face the audience. Nandini 

holds on to her breath - she stops from crying and looks sympathetically at 

Nibaron's eyes and calls him.) 

NANDINI: Father!! 

NIBARON: Nandini- Why is it that not a single person is seated on those chairs 

lined in front of me? There aren't any of my invited guests here inside the 

hall. All the chairs of this big auditorium are lying empty. Each one of them 

resembles an absent presence. I had invited so many people - I had 

arranged so much for them in spite of my ill health- but still why haven't 
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any one come? I haven't invited to trouble them. They were not even 

needed to spend any money. I have arranged so many chairs to welcome 

them respectfully and made them sit on these chairs comfortably. But no 

one had actually come to sit on these chairs. I had invited five hundred of 

them including artists, playwrights, actors, poets, academicians, journalists, 

politicians, but no one had come. Although in my previous staging few 

people used to come, and most of them would leave the theatre before the 

play would end. But today not a single of them are here. Not a single one of 

them. Why don't they come? What crime have I done? (Nandini could not 

stop her tears, but Nibaron doesn't look her way and continues to speak to 

himself.) I have not done any wrong to anyone! I had just invited them for 

the performance. I hoped they would come and enjoy my performance. 

They would listen to my dialogues. They would listen to my ideas, which I 

have written so arduously, my ideas about art and theatre. All the new ideas 

that I had gathered from my experiences with life, I thought would 

enlighten the people and awaken them to bring forth a revolution and steer 

them with renewed speed and dexterity towards prosperity and 

development. I had selected each word so arduously to express my ideas­

the wonderful ideas. Nandini- give me my spectacles, I will read. 

NANDINI: Father! (Holds back her tears and helps him to put on the spectacles) 

NffiARON: I will read Nandini. I will speak. I will speak what I wish to speak. ... 

My dear esteemed guests, an infant was born fifty-nine years ago in a world 

and after fifty-nine long years a child is created. His name is Sri Nibaron 

Bhattacharya and he is now standing infront of you and humbly addressing 

you. I am going to narrate the script of the story of these fifty-nine long 

years from the time I was born till the time I am created. (After that 

Nibaron narrates his long story without any pause. In between the 

narrations Nibaron's narration is superimposed by the voice ofNandini and 

others.) 
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[NANDINI: (With tears in her eyes Nandini speaks over Nibaron's speech) Father! 

Why are you wasting your energy by speaking so aloud? Nobody is there to listen 

to your speech. Nobody is there to watch your performance.] 

. . . I will unfold everything before you. And after listening to the script 

today you will. .. 

(After that Nibaron faces the audience straight and moves forward towards them) 

... You will understand, you will realize that for a great cause, for a creation 

of fine arts, how much an individual sacrifices, how much he suffers, how 

much criticism he faces for making his creation. I also had given such a 

fight, and lost the fight and won it at the same time. If you break up these 

fifty-nine years of my life into months, weeks, days, hours, minutes, and 

seconds then you will be able to see that so many cro~·~s of second is passed 

by for me to stand in front of you today. You would be amazed to know 

that I have already lived roughly two and a half crores of seconds to this 

day. And with the passing away of so two and a half crores of seconds is 

born Nibaron Bhattacharya with his hopes as a bright sun and the 

imagination as envisioning as the infinite sky. And taking pleasure on the 

creation of the sun and the sky ... 

[RAMESH: (comes close to Nandini) Please don't you all take Kokaideu back to his 

room. 

NANDINI: (in a calm manner) No, Baruah, Let father speak today- let him speak out 

whatever he has in his mind.] 

... I am helpless today. 0! my absent guests. Have you wondered how in 

the horizon of my mind this sun had risen, an infinite sky, and above that 

thousands of enticing slides of my struggling life. On the bosom of the 

strong and deep waves of time, on the surface of the deep and infinite sea, I 

have allowed to shred light on each one of those thousand slides of my 

life's experience. (He moves towards the staircase as he speaks and starts to 

climb the stairs.) There is no respite for my efforts and my sacrifices, no 
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consolation whatsoever. (Continues to climb upstairs) Like thousands of 

dust particles flowing across a thousand years, my life is destined to this 

day. I am left only ... 

[SUREN: Nandini! Where are you? Why don't you console father? 

NANDINI: Let him be on his own Suren dada. Let him speak as much as he wants to 

- Let him speak today.] 

...... to pass away leaving whatever I have. (from the stairs) 0! my 

sympathetic audience. Look - here I sprinkle the light of the sun and the 

colour of the sky present in my mind. I will sprinkle light and colour like 

this- on the human world, sea of time, only light and colour will I sprinkle, 

I will sprinkle. 0 the admirers of art, 0 the art lovers, 0 art inspired human 

society- here come and take the light and heat of my mind's sun, take the 

life, take the youth, and also take the colour of my minds's sky, the clouds, 

the rains, the life and love ... (Nibaron is not visible on the -stairs.) 

[DURGE: (shouts from inside) Nandini- Nandi- Why have you allowed father to 

climb the stairs - the balcony is damaged -

NANDINI: (She shrieks and with great concern looks towards the stairs.) 

RAMESH: What? 

DURGE: (Shouts in excitement) The balcony is damaged. Some untoward incident 

will happen now.!! 

SUREN: Run! Hold back Father. 

NANDINI: (shouts) Father, don't go that side. 

RAMESH: (shouts) Kokaideu!! Nandini. 

NANDINI: Father!! 

(Durge, Suren and Upen climbs up the stairs and shouts) 

Father!!!! 

(Nandini shouts loudly and freezes in that position. Durge and others opens their 

arms from the staircase and looks up and freezes. Ramesh looks down from a step 
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from the staircase towards Nandini who is already in a freeze position_ with her 

face towards the audience.)] 

... 0 you descendent of this universe, the ones who got light from the sun 
' 

colour from the sky, 0 you human beings- 0 the universe - Heh! Ah! Hal 

!!!!!! 

(Nibaron makes a loud shriek and after that a long silence prevails. And along 

with the shriek Durge and others also shouts - Father!! Ramesh shouts _ 

Kokaideu!! And Nandini could only utter - Aaah!! - all these shouts merge 

together.) 

***End*** 



II. 

"Ghoruwa Ghotona" (1962) ('Household Events') 

A play by Saurabh Kumar Chaliha 

[ASH OK BORTHAKUR is seen on the stage. A room filled with all sorts of stuff] 

Impossible - impossible - impossible [Looks around, moves ahead, collides with 

the objects in the room] Is this a place where humans stay? or is it a jute 

warehouse?! Here humans stay! How many times should I say this - How many 

times should I say this to Mr. Bhatt. Either he must allow me shift to the recently 

vacated bigger room or repair the store-room. One day I will be choked to death 

living amidst so many things. No. Why should Mr. Bhatt listen - the entire 

landlord class is the same. And Mr. Bhatt is also no different. He too is a landlord. 

Why would Mr. Bhatt care for the comfort and discomfort of us inmates? He 

collects the rent on time. No trouble. He rests without any worries. Why would he 

shift me to the bigger and spacious room at the same rent? Why would he bother 

to repair the store-room. Why would one take the trouble! Why would Mr. Bhatt 

take the trouble? [Continues to speak- he takes a pen out of his pockets- collides 

with a chair and becomes more impatient] Impossible! Impossible! [Looks for a 

place to sit- but the chairs are loaded with books, papers, bottles etc.- and the bed 

is neither empty. In a spate of anger he throws away the books from the chair on 

which he'collided. Sits on the chair and puts one leg on the old typewriter kept on 

the floor and another leg on the radio also kept on the floor. Holds the pen with his 

lips and thinks] Impossible! It's really impossible. I cannot continue to stay like 

this any longer. It will be on the headlines of the newspapers - 'Young man found 

dead in room: Oxygen tragedy in city flat'. No. No, I have still not attained the age 

to be famous in such a manner - young man in question will be found still going 

strong for another hundred years. I just have to shift to a house where ample 

sunlight and air can enter. This house does not fit me anymore. Yes. I have fixed 
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my mind. [Opens the cap of the pen] I will write at once to Mr. Bhatt. At once I 

will serve a notice to Mr. Bhatt that I am vacating this room. [Searches for the 

writing pad on the table. The table is full of things, among them is a torchlight, an 

ash-tray and many more things- everything lies scattered on the table. At last he 

pulls out the writing pad from under the cushion on the chair.] Enough. No more 

thoughts. Decided once for all. Enough. That's final- [Starts writing but the ink 

doesn't come out of the pen] 0 shit! [Shakes the pen] What is the matter? Nothing 

works in the right manner. [Looks for the ink-pot. A number of bottles lie on the 

table - some containing medicine etc. Pulls one after another and pushes it away. 

Desperately looks for the ink-pot. Shouts abusively as he pushes each one of them. 

'0 Shit' 'Rubbish!' 'Impossible!' 'Nuisance' 'Shit!' 'Is this a house or a jungle! 

Kaziranga- no, no, Africa, Africa!' And at last he takes out the ink-pot which was 

placed under the bed - fills the ink and starts writing. He reads out what he writes] 

Dear Sir- no He doesn't deserve to be greeted as Dear Sir- Mr. Bhattacharya I 

am very sorry to inform you that I have decided to vacate this room I had been 

occupying. You had given me an assurance that either you will shift me to the 

bigger room at the same rent as soon as it would vacate or at least repair the store­

room- No [Strikes out] You had promised. But till now I have to continue staying 

in this congested room and use it both as a house and a private office. You very 

well know that I am not financially capable of paying an extra sum of rupees thirty 

for that bigger room. Originally- at the very beginning there was no such bond. 

But you are also not unaware of the fact that there has been an increase in the 

work in my private office as a result of which the materials in the room have also 

multiplied. Now it is impossible to fit in all those materials in this room. I have 

been repeatedly making requests to repair the store-room without any success. So 

ultimately I take great pains to inform you that ........ . 

[Telephone rings. Suddenly awakens. Looks dejectedly. Stands up. Looks around. 

Could not find the telephone. Raises the overcoat, the bed-sheet, and stumbles 
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upon the cable lying on the floor. Shouts abuses. Holding onto the cable tries to 

trace the phone. Reaches under the table and after removing a heap of dirty clothes 

get hold of the telephone.] 0! The clothes are already ready to be sent for laundry. 

The laundry boy was supposed to collect them but there is no trace of him. One 

can hardly rely upon these people. [The telephone keeps ringing] All right. All 

right. [Puts the receiver on his ear] Hello- Hello- Hello- Can't hear you- speak 

up- Hello- yes- yes, two zero nine- yes- Ashok speaking. Who is that? 0! 

Bidyut! What is the matter? What- Mr. Paresh's house has been vacated? Has 

been vacated- today! What a bit of good luck! I was just writing a letter to Mr. 

Bhatt to notify him that - Really I cannot continue to stay in this house. It's too 

congested - the house and the private office together - let that go - Now to move 

to Mr. Paresh's house- definitely- definitely- It's a golden opportunity. What? I 

need to shift today? You mean today! Before five O'clock? You mean before five 

O'clock today? Why? Why is the hurry? Actually Suren Datta is also interested to 

take possession of the house. 0! Now I get it. I get it. I have to go there and 

· occupy before him. Yes, you are quite right - Suren Datta might offer double rent 

for that house to Mr. Paresh. He is after all a rich man. 0! Somehow I have to get 

there before Suren Datta and take possession of the house- before five O'clock 

today. You know that - it would be a daunting task to pack my belongings at such 

a short notice. [Looks tragically at the room, presses the calling bell on the table, 

nobody answers, putting his palm over the receiver he shouts] Watchman! 

Watchman! Idiot, nobody is there when in need [abandons hope and resumes his 

talk over the phone] 0! I understand the situation - Anyhow I have to shift by five 

0 'clock. [Looks at the clock on the wall, waits for a few second and makes 

another attempt by pressing the calling bell] Ok! I should start packing till I get 

any help. Now see- there is no time to arrange a truck or a carrier- you come 

straightaway with your vehicle as early as possible. Whatever fits in I will shift­

no petrol? What? No petrol? Fill some petrol and come- 0! - Money- Shit! Ok! 

Ok! Then you fill some petrol in your vehicle and come as soon as possible - by 
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that time I start packing my things. The watchman is also not there. I am alone -

No, I haven't sent him to the market either. 0! You can't imagine -like Robinson 

Crusoe I don't even have Faradey at my service. What did you say? Friday? It's 

Friday and not Faradey. Ok! Ok! Friday. Then who was Faradey? Ok! Ok! Who is 

there? Is it Mr. Paresh? 0! Definitely, I would like to have a talk with him. Pass 

the receiver to him. Hello - Yes - Ashok Borthakur speaking - Right! Bidyut told 

everything - so I will talk to you when I reach there. As Bidyut told me - I am just 

about to leave. You must not give the room to anybody else by then. 0! Definitely 

- I have an understanding with you since a long time - Yes, he told me that. Ok, 

bye. [Puts down the receiver, takes a deep sigh and pulls out the handkerchief 

from his pocket and wipes the perspiration from his face. Looks dejectedly at the 

room and then at the clock on the wall.] Before five o'clock? ! This entire 

household! Dear me! [Being fretfully busy he presses the calling bell again] 

Watchman! Watchman! Stupid! How can I manage to wrap up this stable, -

[fretfully pulls the trunk, opens the suitcase; empties the traveling bag and from 

the wardrobe, the bed, arms of the chairs, - shirt, pant, tie, dhoti, handkerchief 

from wherever he could get. Everything lie disheveled - and the telephone rings 

again] what a nuisance! [Picks up the receiver] Hello? Who is that? Mr. Muktiyar. 

Ashok Borthakur speaking. Mr. Bhatt asked to call me! To talk about the repairing 

of the store-room. Never mind- I am busy now. I don't have any time. I have to 

shift to a new house before five 0' clock and I am right now packing my things -

yes- I am packing. I will hand over the rent to you as usual- excuse me- I don't 

have time now- by five O'clock- There is no need of any repair in the store­

room- [laughs] No. No. Why will I be angry? Why will I be angry? It takes time 

in these repair works - What did you say? - Rome was not built in a day. Yes Mr. 

Bhatt was right. [Gets irritated] That's a good argument. Rome was not built in a 

day. And compared that where does Ashok Borthakur's insignificant store-room 

stand. No. No. I am not sarcastic. Ok! Then I will hand over the rent to you as 

usual. Ok! Then. [Puts the receiver down] Oh! What sort of a man he is! [Resumes 
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to gather the clothes, looks anxiously at the clock] Time flies! Time Flies! [Pulls 

out a pram with broken wheels from under the bed] Time is out of joint! [Stops for 

a while and suddenly recollecting something looking at the pram] What is this? 

Where from has this come? Is it mine? [Tries to recollect] Aha! A year before 

Bhaiman's marriage ... when my elder sister Maniki and others were here- It was 

Babul' s pram - and its wheel was damaged - she asked me to repair its wheel and 

send back. Shit! How shameful that I haven't got it repair till date- definitely I am 

a busy person. [Puts his hand on the pram] Is it rusted? I wonder! Whether this 

vehicle runs? [Doesn't run, the wheels are broken] It's the Nature's law that -

sunlight, air, water, rust - wear and tear - everything is out of joint. [Reminded of 

time, looks at the clock, and gets busy] but is it justified to pack it now as Bablu is 

no more a kid he too have grown up now [pulls and throws out the pram outside 

the room] Roll on, thou dark and deep blue ocean,- Roll! [Takes a deep breath] 

anyway, one of the things is lessened. [Puts in various types of dresses into the 

trunk and suitcase. Throws out one or two tom shirts and vests and also an old 

coat] Why had I kept this pram for so long? Only because, it belonged to my 

Bablu who is my sister Maniki's son- of course! This is quite very sentimental 

stuff. Sentimental! Sentimental! [Thinks and picks up the receiver] Hello? Hello? 

Two, double one please? Engaged? 0! Thank you [keeps down the receiver] Next 

-What? What is after this? 0! My shaving materials. [Gathers blade, mirror, etc. 

(looks at the mirror and runs his palm over his face - Should I get a shave?) ... ] 0! 

So many used and rusted blades- How come the watchman notice all this! It's 

time to dump all. [Throws out through the window] Next?- 0! My shoes, slippers 

and other footwears! [From under the bed, top of the mosquito net, back of the 

door, from every probable and improbable place collects shoes, slippers, military 

boots (in good condition, bad condition, tom, worn out, shining, discoloured) and 

gathers them together - wraps two pairs of shoes in a newspaper - holds up some 

with their laces - smells them - puts a finger on the nose - after that holds a worn 

out slipper in front of the eyes and wonders] When did I buy this? 0! This is the 
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one! The day I bought this one I met Dipali for the first time. Eh! How sentimental 

was I that I couldn't throw this one. [Settling his mind] Any way the past is dead 

and gone. That chapter is over now. I must dump it from my heart too. Yes, as the 

poet say 'Forget the past' [throws them out of the window in one go. After that 

looks at the other pair of shoes.] Eh! The room has turned into Bata Company­

Ashok Borthakur Footwear Unlimited. [Holds the shoe laces again and thinks] -

0! My mother had instructed me to store these and not to throw them away. 

According to Mother nothing should be thrown away - and these after all 

shoelaces. Mother said, "Whatever you will keep will also keep you". Yeah! 

Whatever you will keep will also keep you- that's a good proverb. But what will I 

do with all these now. What should I get by continuing to be sentimental? [Settles 

his mind again, and rolls the shoelaces and throws them into the wastepaper 

basket] Surely mother had not instructed me to hold on to a hundred years old 

shoelaces- that's absurd (The shoes starts to be sorted, a wooden slipper comes to 

the notice] Good! Good! [Thinks, making some effort] 0! These are my Kalpa 

Kokaideu 's slippers - he had left them here as he moved out in a hurry to catch the 

morning train- Aha! Now I remember. [suddenly gets anxious] How do anyone 

wear this? It's understandable that girls do wear high heels sandals- they belong 

to a peculiar species - but how can a male person wear such a clumsy thing 

[forgetting every other thing opens his sandals and tries to put on the wooden 

footwear - walks on wearing them - makes a lot of sound as he steps - tries to 

make a face resembling an old man and tries to imitate Kalpa Kokaideu] You 

know Ashok, you people will never know about these things, it is only us who 

understand ... the river know how far it stretches .... No need to be sentimental 

thinking all these. Its long time since Kalpa Kokaideu ... [Turns silent] Anyway, 

here goes! [Throws through the window] 0! This is left. [Picks up an ancient 

overcoat] 0! My father's overcoat! Called as the ancestral property - 0 this 

ancestral property par excellence- my father's coat or any other coat in the house 

- Eh! The coat was so dear to my father. How can I part with it now - how do I 
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manage to still carry it along with me - it's so heavy. 0! Why wouldn't it be 

heavy- year after year haven't it been the storehouse of the family- Anybody 

coming in or going out would dump in its pockets whatever needs to be stored -

0! Lord! How heavy has this become? In it's pockets Lord knows what all things 

are kept. [Searches the pockets and takes out one thing after another - starts with 

the old photographs ... ] Who is this in this photograph? 0! It is my elder sister 

Maniki and Bablu ... This was the photograph when Bablu was just one year old -

This one is Rohini 's - our medical student Rohini is standing with a pose in front 

of the medical college- [Pulls out a book] Functions of a complex variable -huh! 

- Murder in Mombassa - huh! - An Easy Guide to Interpret Dreams - huh! -

Adventures of Sherlock Holmes - Lakhimi 's Cookery Book - Secret Press 

Directory Book 1355- Srimad Bhagawat Gita [Flips a page] Sanjoy Ubas- huh! 

Yoda Yodahi Dharmashya Glanibhavati- [A dead cat] Good Heavens! What else 

is there only the Lord Almighty knows! [Buttons, thermometer, broken camera, 

chinaware dolls, balloon, tulsi mala, rubber balls ... the ball bounces away.] 

Impossible - Impossible - Incredible. [The telephone rings again, picks it up] 

Hello? Who is that? Bidyut? You are about to come? Ok - fine. What? 0! I am 

still packing- No the watchman is not here- 0! You come - come soon- it's 

nearly five O'clock- What did you say? 0! Just like Robinson Crusoe- Yes­

except the fact that Faradey- 0! I mean Friday is missing. I am sure he might be 

smoking a biri somewhere. 0! You come. [Puts down the receiver] 0! What next? 

. . . What next? . . . Yes - my papers [scrambles his papers, pulls them, looks at 

them, sorts them and puts them into a file and into the waste paper basket] 0! God 

it's impossible to think that so many papers had heaped up in this house. It's really 

shocking! I wonder how much paper is produced in Titagarh Paper mill! It is 

believed that the paper made there in a day can cover the earth many times. (How 

many times). That may be true. But if the paper in my room is joined together one 

after another then it might reach to the moon. It might also be sufficient for the 

return trip. Letters! ... Letters ... 0! This is my mother's letter- my dear son, 
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after not receiving any letter from you for the last two weeks we are worried about 

you ... there is also no news of the medicine I had sent to you when you had a 

stomach problem ... [reads it out silently and puts it into his pocket] How do I 

throw this away - are these invitation card for marriage - Sri Sri Prajapataya 

Namah: Humble request, that on 18th Bohag (14th April) my teenage daughter ... 

Dear Sir, with reference to your letter no. P/11/27/D dated ... Sending your blood 

report ... Rohini decided to undergo medical studies ... Please send the mark sheet 

through registered post ... enrolled Bablu in class three ... [Stops and opens a 

bundle tied with a blue ribbon, hesitates to read] tomorrow I could not sleep the 

entire night. I was thinking the entire night about what you said to me in the 

evening ... please meet me in the evening at any cost [reads the letter again- get 

lost in thoughts - and unconsciously picks up the receiver - thoughtfully looks at 

the letter] Two, double One please [suddenly comes back from his thoughts and 

drops down the receiver] No. No. There is no point in making any more calls to 

Dipali. The past is gone. I must abandon it. [Resumes to sort out the papers - a 

heap of papers is made on the floor and another on the table.] 0! How difficult it 

is! One cannot free oneself from old attachments. The past clings on to you like .... 

It's hard to part with them- even painful to carry it along- I cannot leave back 

my mother's letters, I cannot throw away father's coat, I cannot get away with 

Dipali's face, and Bablu's ... [Takes out a feeding bottle from the drawer] I cannot 

leave all these things ... as days pass on one gets engaged with so many things- all 

these used up and unwanted things one has to cling on to. [An old musical 

instrument - makes a sound after a finger struck its string] Wherever I search one 

or the other thing from the past comes flashing in front of my eyes. [Holding an 

old tennis racket and a pair of goggles he thinks] what do they say - skeleton in 

the cupboard - the past stacked in your cupboard - inside the closed cupboard the 

past is dumped. [Throws out a hot water bag through the window] This is an apt 

statement - skeleton in the cupboard - [Pulls out a tricycle. Papers, pens, pencils, 

hurricane lamp, petro-max] 0! This petro-max was used in Bhaiman's marriage-
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0! Lord! [Laughs after remembering an incident ... an old empty cigarette case­

falls - Laughs - an old empty cigarette case, a matchbox, containers (gets hold of 

one - changes the expression on his face) bottle ... In spite of all these he 

continues to mutter something or the other - annoying - amazing - unbelievable 

... get hold of a key operated rabbit - rotates the key - the rabbit moves away 

jumping -charmingly looks at it. Waits and looks at the clock- resumes to sort 

out the paper- innumerable calendar- some of them rolled] Tribune's calendar­

Monkey Brand Biri's Calendar- Wow! What a splendid picture - on one side 

there is Nargis and on another side Jawaharlal Nehru and in between them is a 

packet of biri - of the year 1949 - United Homeo Hall - a calendar of the 

year1943 - Sharma Book Agency- of the year 1950- [Makes a heap of the 

calendars, looks for the match stick, burns them] This is quite symbolic! The past 

has been burned - by lighting a fire - this is a symbolic event - it might produce 

some smoke [Finds it difficult to breathe due to the smoke. The telephone rings] 

Hello? Yes. Ashok Borthakur speaking. 0! Mr. Muktiyar? Aha! Sorry, I don't 

have any time now- I have put up a fire in the house. No. No I haven't put the 

house on fire. I am just burning the past- [Looks at the fire] The collection of the 

calendars of the past ten thousand years - What? You will report it? To Mr. Bhatt? 

Hal Ha! Hal Don't worry. Don't worry. It won't cause any damage to Mr. Bhatt's 

house. Don't fear. Don't fear.- Nothing will happen to the room- Rome was not 

built in a day- Tell this to Mr. Bhatt- Rome was not built in a day- Ha! Hal Ha! 

[Contended- puts down the receiver] Ha! Ha! Ha! Bhatt has finally got a fitting 

reply this time- Rome was not built in a day [Suddenly gets alert] No time! No 

time! It's already five o'clock- Hurry up -Hurry up. [pulls out a closed box -

deluded] What is this? Where was it? [Touches it with his hands, after that smells 

it, after that frightfully puts his ear over the box to listen whether there is any 

sound made from inside. At last gathers some courage and opens up the box] 0! 

One more skeleton from the past - a thing of the past - skeleton in the cupboard 

[From inside the box one after another he takes out the theatre costumes, false 
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beards and moustaches, shield and sword etc.] I presume there is some instance 

like this involving a box in a cinema? 0! Something quite like this incident ... 

Aha! Once in the past- 0! Those days when I was fascinated by theatre- my 

enthusiasm to work in the theatre - [Puts on a crown on his head - holds a sword 

on one hand - suddenly goes into a reminiscent mode - gets into the role of a 

king] 0! Now I remember- yes- I remember- "Alexander and the Devil" Huh! 

"Alexander and the Devil" [Starts to act] 

Are you the same devil from Theseus whose cruelty 

I hear from the masses again and agairi 

[Removes the crown- drops the sword- places a chair in the king's place- stands 

in front of the chair and puts on an oversized moustache and addresses at the 

chair] 

Who calls me the Devil without knowing my past and present 

I am the Great Warrior from Theseus 

[Again takes his former position - removes the chair - and plays the role of 

Alexander] 

A Great Warrior? What! What! A Great Warrior? 

Treacherous Devil - Inauspicious 

You have destroyed one city after another 

You have ruined the lives of the poor people -

[Again plays the role of the Devil] 

Hold your tongue my Lord! Before it infuriates me 

The warrior of Theseus makes a humble request -

[Telephone rings. Removes the wig and runs towards the telephone] Hello? No, no 

- Wrong number. [Puts down the receiver. Telephone rings again] Hello? Yes -

Bidyut - What happened? You are still at your place. Why? Some guests? Who 

are they? Part them, part them soon it's already five O'clock. Ok! Ok! As soon as 

possible. I have already finished - No - Friday is still missing. I have explored too 
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many skeletons in the cupboard. Just a moment back I have discovered the 

costumes of our dramatic society - all of those skeletons of our former days I am 

still carrying with me. Who knows! What else is there in the room! Anyway you 

come - come soon. [Puts down the receiver, about to open the cupboard but stops] 

This is a real cupboard. A real cupboard. What if a skeleton really comes out of 

this cupboard? 0! I am going crazy. How can that be possible? [Opens the door of 

the cupboard - a skeleton is unleashed and falls on him. Amazed with disbelief­

thinks - his face brightens up] 0! It is Rohini 's skeleton - 0! This is the skeleton, 

which was there when Rohini was a medical stUdent. - It frightened me. No. No. I 

don't have much time in my hand. [Looks at the clock] It's five O'clock. Clear the 

decks - clear the decks - now the fmal packing. Quick - Quick - [gets busy in 

compiling the things - throws away any unwanted things - picks up an empty 

bottle and reads the label 'Cord liver oil' 'Dulal's Talmisri' 'Hayward's Malt 

Whisky' 'Vitamin B-complex' ... and throws all that out. Likewise reads the 

labels of the containers 'Farex Baby food' 'Flint' 'Cow Brand Condensed Milk' 

... throws them away. Looks at the clock- shouts - "impossible", "incredible", 

"here goes!" "No time." "No time." "Hurry! Hurry!" "It's five O'clock, it's five 

0 'clock" ... a broken tool, a chair with a damaged spring, a table without a leg, a 

damaged umbrella, puts down an old musical instrument and slowly the 

congestion in the room stars to vanish - on the table, wardrobe, bed, floor, book 

shelf etc. ample space is visible. Holds two damaged bulb and a light shade thinks 

for some time doesn't throw them but keeps them down- tries to wrap up the 

skeleton- amazingly looks at the room and runs to pick up the telephone- in a 

spur of excitement picks up the receiver] Hello- Hello- One 0 Nine A (109A) 

Please- extension A- Yes- [Waits and looks at the room with surprise] Hello? 

Bidyut? You haven't left your place yet? Good. You need not come at all. 0! 

[Shouts] You need not come. I won't shift. 0! [Shouts] You need not come. I 

won't shift. Yes. You are hearing it right. I discovered that actually in my room 

there is no constraint of space - no constraint of space. The difference between me 
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and Robinson Crusoe is [there is some problem in the connection - the other 

cannot hear properly] The only difference between me and Robinson Crusoe is 

that - the load of things which Robinson Crusoe carried with him were useful to 

him - and now we [Shouts] we nowadays carry with us unwanted and useless 

things - the life has become complicated - Cannot hear? [Shouts] we keep 

ourselves busy carrying unwanted things- 0! You need not come. This house will 

easily fit me in- I will continue to stay here. 

***End*** 
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III. 

"Kamala Kunwarir Sadhu"- The Tale of Queen Kamala­

A play by Paramananda Rajbongshi 

NARRATOR: Hail Lord! Hail Almighty! 

Everyone come and listen to 

The tale of Queen Kamala 

In the district of Goalpara, 

In a village called Gauripur 

Kamala play and dance with her friends 

She is beautiful like the full moon 

She stays with her grandmother, who is her only support 

ALL :·Come crow, come at once 

Eat away the ripe fruits. 

CROW : How do I came as water and filth is on the way. 

ALL : We will stretch a silk cloth 

Jump on it and come 

(Crow prepares to move) 

Crow - Crow where are you going? 

GIRL 2 : Going to the pond to drink water. 

ALL : Crow! Crow! 

Drop a stone here 

And immerse yourself in the expanding pond. 

(The crow immerses) 

CROW : Let me stitch with a needle 

ALL :Don't 

CROW : Let me stitch with a needle 

ALL :Don't 
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CROW : Let me stitch with a needle 

ALL :Don't 

CROW : Whose waterfront is this? 

ALL :It is the King's. 

CROW : Whose waterfront is this? 

ALL :It is the People's. 

CROW : Do I step this on side or on that side? 

ALL : Carry a net and chase away 

(Traps the crow) 

GRANDMA: Kamala! Where are you Kamala? (Outside) 

KAMALA: Grandmother is here. I must go now. 

GIRL 1: It seems that your grandmother can't live for a single moment without 

seemg you. 

GIRL 2: Our friend is so dear to her grandmother. 

GIRL 3: If she is put on her head. 

ALL: It will be a feast for the lice. 

GIRL 3: If she is put on the ground. 

ALL: Ants will eat her away. · 

GIRL 3: And what if she is put in heaven? 

KAMALA: Stop it! Don't kill me alive. 

GIRL 1: We are just joking my dear friend. 

GIRL 2: Listen! Listen! (All whisper in each other's ears) 

GRANDMA: (Comes in) Kamala! 0 Kamala! 

ALL: Hey! Old lady! Where are you going? 

GRANDMA: (Presenting herself) I have come here to get a pumpkin. 

ALL: Who had sent you? 

GRANDMA: The King has sent me. 

ALL: We have just sown the seeds. 

GRANDMA: Is it so? Then I will come later. 
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ALL: Hey! Old lady! Where are you going? 

GRANDMA: I have come here to get a pumpkin. 

ALL: Who had sent you? 

GRANDMA: The King has sent me. 

ALL: We have just sown the seeds. 

GRANDMA: Is it so? Then I will come later. 

ALL: Hey! Old lady! Where are you going? 

GRANDMA: I have come here to get a pumpkin. 

ALL: Who had sent you? 

GRANDMA: The King has sent me. 

ALL: 0! We have just put on the net. 

GRANDMA: Is it so? Then I will come later. 

ALL: Hey! Old lady! Where are you going? 

GRANDMA: I have come here to get a pumpkin. 

ALL: There it is on top of the roof. 

Go and get it yourself. 

(After some time) 

GRANDMA: 0 Lord! Here I fall! Hold me! 

(Everyone laughs) 

GRANDMA: Enough girls! Wrap up your game now. 

The sun is about to go down. 

Kamala, come home with me. 

KAMALA: Ok! Grandma. Lets us go, friends. 

GIRL 3: Ok! Lets go now. It was amazing to see Grandma act so well in our game. 

(Everyone leaves) 

NARRATOR: With Kamala at the center her friends dance. They engage themselves 

dancing and singing in the field. Kamala's mind is very sad today. Taking 

note of Kamala's mood her friends try to know the reason for it. 
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GIRL 3: Friend. Why are you sitting like this with a frowned face? 

GIRL I: The lotus never blooms in the absence of the sun. It is the case with our 

friend. (Laughs) 

KAMALA: Stop it! 

GIRL 2: Then, why are you so down my dear friend? 

GIRL 3: Harishchandra's mother is ill. He has gone back to his hometown. He will 

return only after two days. (Changes the tone) In the third quarter of night, 

champa flowers have blossomed in the moonlight, and our friend Kamala's 

ball of hairs tied on the head. 

KAMALA: You all are so naughty! 

GIRL I: Aha! We are so naughty. And you are so very innocent just like that 

Kasanda flower which is blown there. And oeing so innocent you are in 

love with Harishchandra who washes his buffaloes on the banks of the 

Gagadhar river, and we a naughty bunch of girls are kept looking at. 

GIRL 3: Even the beetle does not hover over our heads. 

GIRL I: But look how gloomy our friend looks without the beetle hovering over 

her head for one day. 

GIRL 4: Even the buffaloes stops eating properly without Harishchandra near them. 

The Gagadhar river doesn't smile if the sweet sound of the dotora 1 played 

by Harishchandra is not heard. 

GIRL 2: Then there is no question of our friend Kamala dancing with us. 

KAMALA: You are crossing the limit. You want me to dance with you. That's what 

you wish. Ok then. Come lets dance. 

SONG: Play the dotora melodiously 

The damsel Kamala is dancing to its tune 

Seeing beautiful Kamala dance 

The ploughman stops to till the land 

Seeing beautiful Kamala dance 

1 A single stringed musical instrument. 
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Seeing beautiful Kamala dance 

The fisherman holds his net 

The damsel Kamala's earrings 

Glitters in the sunlight 

The damsel Kamala's silken saree 

Glitters in the sunlight 

(Kamala and her friends go inside dancing from one side of the stage. The song 

will continue in the background.) 

NARRATOR: Through the road near the field 

Passes in the King of Darrang 

Seeing Kamala and her friends' dance 

The King is enthralled. 

KING: Put down the dulla2
• 

(Mood change) Aah! What a melodious song! What a beautiful dance! (To 

one of the dull a lifters) One of you go and call one of the girls dancing. 

(Mood change) The colour of her skin is so fair, the silken hair falling on 

her shoulders is like peacock's feathers, the shape of her body is so 

curvaceous, she can't be an ordinary girl- she might be a damsel from the 

heaven- she is a dancing Urvashi. 

GIRL 1: Who are you? Why have you called me? 

KING: I am the king of Darrang. I am on my way back from Kuchhbihar the capital 

of my father's kingdom. I saw your dance, which have enthralled my heart. 

Aah! It is truly elegant. Marvelous! And above all I am captivated by the 

beauty of the one who is dancing at the center loosing her self in the dance. 

She looks like the moon surrounded by a cluster of stars. I am a dejected 

King without any child, but on seeing the beautiful damsel I have regained 

2 A kind of Assamese litter used by affluent people to travel from one place to another. It is lifted by strong 
men on both ends. 
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hope. I feel that she is the one who will fulfill my desire for a child. I want 

to know her complete identity. 

GIRL 1: She is the lotus blossoming on filthy waters. She lost her parents early in 

her childhood. Her grandmother with utmost care nurtured her. She is our 

dear friend. And her name is Kamala. 

KING: Aah! What a beautiful name it is - Kamala. It could not have been anything 

else. 

GIRL 1: But! Your Highness. 

KING: Speak out! Young lady. Is there anything more that needs to be said about 

your dear friend? 

GIRL 1: Our friend has already given her heart to someone. His name is 

Harishchandra who grazes buffaloes in the valley. He is from Chikangram 

village. He is very dear to our friend Kamala and both have vowed to spend 

their lives together. 

KING: Aah! Against the King's wishes and the instance of the poor herdsman 

stands nowhere. You are crossing your limits by testing the King's 

patience, young lady. Don't you know the consequences of going against 

the King's wishes? 

GIRL 1: Forgive me! Your Highness. 

KING: Forgiven! Now go at once to your friend's house and ask her to get ready to 

accompany me. 

GIRL 1: As you wish my Lord. (Exits) 

KING: Minister! 

GIRL 4: Yes, Your Highness. 

KING: Make the necessary arrangement for us to take rest on the shade of that tree. 

You go immediately to the girl's house. By tonight all the necessary rituals 

should me completed so that we can proceed with the new queen. 

GIRL 4: I will do exactly the same. (The King and his minister exit. Kamala and her 

friends come in singing and dancing. And after some time ... ) 
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GIRL I: Kamala, come here and listen to me. Stop dancing now, else this dance 

will decide your destiny. 

KAMALA: What happened friend? 

GIRL I: Seeing your dance and beauty the King of Darrang is captivated. That is 

why the childless King has decided to marry make you his queen. 

KAMALA: What is it you say friend? 

GIRL I: The king has camped for tonight under the shade of the banyan tree by the 

riverside. He will marry you by tonight and take you away with him to his 

kingdom by tomorrow morning. 

KAMALA: Friend! Are you speaking the truth? Or is it some kind of a joke? 0! 

Since Harishchandra is not around you are trying to play trick on me. 

GIRL I: It isn't a trick. Nor is it a joke. When I informed the king about your 

commitments to Harischandra he threatened me in instead. 

KAMALA: But, what about Harishchandra? 

GIRL I: Even the presence of Harishchandra would have little to do with your 

destiny. It is for sure that the pleadings of a poor herdsman would fail to 

change the King's decision. But still his presence would have consoled you. 

KAMALA: Tell me. What do I do now? 

GIRL 4: Let's not waste any more time and go straight to grandma. She might find 

some way out. 

KAMALA: Look friend. My right eye has started to blink! 

GIRL 4: Don't be impatient. Go back home immediately. 

KAMALA: Look friend. My feet are also shaking. 

GIRL I: Don't be so weak. Go at once. 

KAMALA: Look friend. My heart is beating very fast. 

GIRLs: Don't be overwhelmed with fear. Move at once. 

NARRATOR: 0! My child it is the King's order. 

As firm as a line made on the rock. 

You can't ignore. 
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Listening to grandma's words 

Kamala gives her consent for the marriage 

She leaves everything to God. 

At Grandma's House today 

Who will carry out the rituals? 

Today is Kamala's marriage 

Her friends shed tears 

(Kamala enters the stage dressed in a bride's attire She bids farewell and takes her 

grandma's blessings. Her friends sing marriage song and bid her a tearful farewell. 

Kamala exits with tears rolling down her cheeks.) 

MARRIAGE SONG: Peacock's feathers to bid adieu 

And water to wash the feet 

Don't shed tears 

My sweet grandma 

Bid farewell to me today 

I will go to my new home 

My dearest grandma 

I am ready to depart 

At this moment 

I can only take your blessing 

NARRATOR: Like this Kamala is married 

To the King ofDarrang 

And with Kamala the King proceed to his state. 

After travelling a couple of days they reach the King's palace 

The bride and groom stand outside the entrance of the palace 

What does the other queens do after that 

Listen! I will now tell everything about that-

FORTUNE TELLER: It's a curse on us. I have a bad news for you. The King has 

brought with him a girl on his way back from Kuchhbihar. I have heard she 
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is quite beautiful. It would be so sad that you would be sidelined in the 

prime of your youth. 

ELDER QUEEN: Are you serious. Say that it is not true. Say that it is a momentary 

joke. 

FORTUNE TELLER: It is neither a lie nor a joke. The king on his way back the King 

halted in Gauripur village and married a young girl whom he had brought 

along with him. 

MIDDLE QUEEN: It's madness. At such a late s!age of his life the King doing such a 

deed is definitely not appreciable. 

FORTUNE TELLER: Her beauty is incomparable. In spite of the presence three of 

you he has married again with the hope of getting his successor. There is 

no point in mulling over it now. The bride and the groom are waiting 

outside on the entrance door. It's better for you to happily welcome both of 

them. 

YOUNGER QUEEN: She is the princess of which kingdom? Whose daughter is she? 

Tell us. Give us the complete introduction of the new queen. 

ELDER QUEEN: 0! Tell us. Give us her full introduction. 

FORTUNE TELLER: What should I say? If I speak the truth it might not give 

pleasure to you. She belongs to a poor family. She is known by the name of 

Kamala. 

ELDER QUEEN: She belongs to a poor family. Now she will share the bed with the 

King. And she will be one with us in terms of status. Intolerable! 

Intolerable is the thought of it. 

FORTUNE TELLER: It may be intolerable, or inauspicious but you have to welcome 

both the King and the new queen to the palace. She may be an orphan who 

belongs to a poor family but now the King has married her. If you fail to 

welcome the new queen today the King will be hurt by this incident. He 

will be dissatisfied by your conduct. And as a result of that you may have to 
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pay for it. Use your brains please the King by welcoming the new queen to 

the palace. You can think later the plan to separate her from the King. 

MIDDLE QUEEN: I think she is quite right. So let us welcome the bride and groom 

and bring the new queen to the palace. 

YOUNGER QUEEN: Look sister. If we do something against the King's wishes then 

we may have to suffer adversities. 

ELDER QUEEN: If it is so. Let us go and welcome the poor man's daughter and then 

separate her as soon as possible. The pleasures of the place will be tum into 

the pains in a prison-house. The floral bed will tum into a bed full of 

thorns. And the King will tum into a poisonous snake for her. We will 

make her life hell. Come let's go now. (The three queens exits. The 

washerwoman enters the stage.) 

CHANDIKA: Who is it? 0! Is this the Fortune teller? Ehh! This is so inauspicious. 

FORTUNE TELLER: What did you say? Inauspicious. Seeing me on the way is 

inauspicious. Since I met you I have to take bath to purify myself. Else I 

too have to wash someone's dirty clothes in my next life. 

CHANDIKA: I don't wash others dirty clothes. I don't create sensation by speaking 

about one household to another in the name of bringing good fortune. I 

have been observing very closely each one of your activities. 

FORTUNE TELLER: What am I doing? What have you seen? Whatever I do who are 

you to keep an eye on me. 0! You are jealous of my progress. It seems you 

are not contended after troubling your husband. 

CHANDIKA: I may be troubling my husband but why did your husband left you? 

Why? Considering your behaviour. Looking at your conduct it was obvious 

for him to left you. Nobody would even think of separating from a well 

natured wife. You are a bitch! You whore! 

FORTUNE TELLER: What? I am a bitch- a whore. Then who are you? What do you 

think? I am not aware of your activities - where and what you do. You 

whore! I will not spare you today. (Sound of the queen's welcoming the 
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newly wed is heard) 0! They are bringing the new queen inside the palace. 

You are lucky today. But I will surely settle the score on some other day. 

CHANDIKA: I will wait eagerly for that day. (The three queens brings in Kamala) 

Let me see the face of the new queen. 0 Lord! She is no less than any 

Apsara (a dancer of the court of Lord Indra) from the heaven. (Says 

touching Kamala) 

CHANDIKA: Since you have entered the palace now you take the blessings of your 

elder sisters. She is your elder queen. (Kamala goes ahead to take the 

blessings of the Elder Queen.) 

ELDER QUEEN: (Steps back) I don't want a girl belonging to a poor family need not 

touch my feet. 

KAMALA: Sister! 

CHANDIKA: It's ok. Now take the blessing from the middle queen. 

MIDDLE QUEEN: A girl who has troubled her parents should not touch a 

gentlewoman like me. (Steps back) 

KAMALA: Sister! 

CHANDIKA: It's ok. Now go and take the blessing from the younger queen. 

(Kamala moves ahead) 

YOUNGER QUEEN: I would not tolerate the fact that a low caste, poor and 

untouchable lady touch me. 

KAMALA: Sister! What is my mistake? What did I do? 

ELDER QUEEN: Your mistake? After captivating the King with your beauty and 

charm- you pretend to be innocent and ask what have you done? 

KAMALA: I swear! I have not yet seen the King's face. I was dancing with my 

friends in the field when the King saw me. Against my wishes he married 

and brought me here. What would I have done otherwise? 

YOUNGER QUEEN: 0! The King had married forcefully! When you heard that it 

was the King - you might have been restless to get married. 
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KAMALA: Don't say like that sister. I swear! I swear! I have not agreed for the 

marriage because he was the King. It was the King who had forcefully ... 

ELDER QUEEN: 0! The King had married her against her wishes! If you were 

against the marriage then why didn't you kill yourself by taking poison? 

(Exits) 

KAMALA: Sister! 

MIDDLE QUEEN: Why didn't you jump into the river and die? (Exits) 

KAMALA: Sister! 

YOUNGER QUEEN: Why didn't you set fire on yourself and die? (Exits) 

KAMALA: Sister! (Cries inconsolably) 

CHANDIKA: Get up! If the King gets to know this then he will be really upset. And 

it is inauspicious on the first day of your married life. 

NARRATOR: Kamala spends her time in the King's private room 

With every passing day the other queens wriggle with jealousy 

Days, weeks and several months pass by 

But still there are no signs Kamala expecting a baby 

And one day the washerwoman goes to see Kamala 

And inquires about the well being of Kamala. 

CHANDIKA: There is no Prince in this Kingdom. There are four queens. The future 

of the King and his kingdom is without any successor. Don't be shy. Tell 

me whether the King had deprived of your rights as his wife. It has been 

months since your marriage. 

KAMALA: No. The King has not deprived me of my rights. It seems like the other 

queens I am also incapable of giving him a child. 

CHANDIKA: I understand- I totally understand. If you don't mind should I say 

something? Promise- you won't mind it. 

KAMALA: Look, in this huge palace there is no one except you who care for me. 

Speak up fearlessly whatever you want to. 

CHANDIKA: Before your marriage with the King did you had any beloved? 
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KAMALA: Why are you asking me that? 

CHANDIKA: There is a reason for that. 

KAMALA: As you are like my own grandma. If I lie to you to you it would be a sin. 

Yes, I had - A herdsman by the name of Harishchandra. He was from 

Chikangram village. I loved me wholeheartedly. Even I loved him the 

same. But,-

CHANDIKA: I can understand. If I get bring your beloved to you. Will you meet 

him in private? Will you make love with·him for a while? 

KAMALA: Do you know what are you saying? Have you gone mad? 

CHANDIKA: Don't be angry. I am completely in my senses -both mentally and 

physically. You are not a lady who is incapable ofbearing a child. But still 

due to an impotent and infertile man why should you allow yourself to be 

called an impotent woman and face the wrath of the society all throughout 

your life. 

KAMALA: I am unable to get your point. 

CHANDIKA: At such an old age the sex-starved King in the hope of a child is 

making preparations for yet another marriage. Haven't you heard about it? 

When I pointed to him about his own impotency he rebuked against me. 

Again he will ruin the life of some other girl like you. Being a woman 

wouldn't you like to save the life of a fellow woman? 

KAMALA: What can I do? 

CHANDIKA: If a man can marry so many women what's wrong if you seek the 

companionship of a single man whom you love with your heart and soul? 

Why can't you present a child in gift for the welfare of the kingdom and for 

saving the life of helpless women like you? 

KA.l\1ALA: But, it's a sin! 

CHANDIKA: You think it's a sin! When a man does the same it is not a sin. During 

the sixty years of my life I have seen and heard so much. Sin and virtues 
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are human constructs. If someone does something that 1s good for the 

masses it can never be a sin. 

KAMALA: Uuf£1 Don't make me nervous. I don't know what to do? 

CHANDIKA: You need not do anything.' In a weeks time I will bring your lover to 

you. Atleast one night you love him with your heart and soul. It is my 

responsibility to convince him. You need not worry at all. 

KAMALA: But if the King somehow get to know of this arrangement? He will not 

leave me alive. 

CHANDIKA: A childless life and a secluded life are worse than death. You don't 

worry. Nobody will get any clue about it. 

NARRATOR: With this mission the washerwoman goes to Goalpara. 

Brings Harischandra with her and shelters him at her home. 

In the middle of the night the washerwoman goes to meet Kamala. 

What happens after that- you see it for yourself. 

KAMALA: (Hesitantly goes ahead) I am getting afraid. 

CHANDIKA: It is just the jackal running below the berry tree- don't be afraid! 

KAMALA: I am getting frightened. 

CHANDIKA: It is only the dogs patrolling the frontiers- so don't be frightened. 

CHANDIKA: It is the owls screeching on the mangroves- there's nothing to fear. 

NARRATOR: One day the three queens came to know that Kamala is carrying a 

child for three months. Now listen what follows inside the palace. 

A VOICE: All the other Queens are jealousy of Kamala. Still Kamala isn't happy 

even after being a queen. A girl from a poor family is now the queen and 

will soon be giving birth to a child and be the mother of the crown prince. 

The other queens will loose in status and tum as her maid. And also they 

would be divorced from the King. 

NARRATOR: There is a scarcity of water in the Kingdom of Darrang. 

The people are worried of this fact. 

What will happen to their lives? 
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From every part of the Kingdom it is heard­

No water! No water! 

How can life sustain without water. 

A VOICE: It seems that your voice is slowly breaking up. 

NARRATOR: I think I am getting thirsty. Give me a glass of water. 

A VOICE: Water? Just a little while ago you said that there is no water in this 

kingdom. 

A VOICE: You were quite right. The people are now worried of this scarcity of 

water. The King along with his people' are digging a pond. Tell me- from 

where do I get water for you to drink? 

NARRATOR: There isn't water in the kingdom? 

A VOICE: The people dug a pond. 

NARRATOR: Still there isn't any trace of water. 

A VOICE: The people are bewildered. 

NARRATOR: Without water how do you expect me to narrate? 

A VOICE: You can quench your thirst from the sweetness of the Queen Kamala's 

tale. 

NARRATOR: Come on then. Let us all enjoy the story of queen Kamala. (To· a 

maidservant) Has the fortune-teller come? 

A VOICE: Yes she came. 

NARRATOR: Where is she? 

A VOICE: She is waiting outside the Queen's rest room. 

NARRATOR: Why is she kept waiting? 

A VOICE: Waiting for your permission. 

NARRATOR: Bring her at once. 

The King's three queens are eagerly waiting for her. 

(The three queens are seen waiting. The fortune-teller enters) 

FORTUNE TELLER: (To the elder queen) Why have you summoned me to come 

here? Why are the other two queens looking at me in anticipation? 
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ELDER QUEEN: Our rival is present in the King's palace. And you are nowhere to 

be seen. 

MIDDLE QUEEN: Since the time the new queen has entered the palace the King has 

stopped paying any attention on us. 

YOUNGER QUEEN: And above that now the new queen is expecting a baby. It's 

already the third month .. 

FORTUNE TELLER: Is it so? But this is of course good news for the King and his 

Kingdom. 

ELDER QUEEN: This may be good news for the King and his Kingdom. But it is a 

setback for us. 

MIDDLE QUEEN: The new queen will be the proud mother of the crown prince. 

YOUNGER QUEEN: And we will be delegated to a status lower than the new queen. 

FORTUNE TELLER: Is that so? 

ELDER QUEEN: From the moment we came to know this we haven't had proper 

sleep. 

MIDDLE QUEEN: If we don't find some way out then ... 

YOUNGER QUEEN: The fate of us three queens will be ruined. 

FORTUNE TELLER: Tell me what I should do at this moment. I am not able to think 

anything right now. 

ELDER QUEEN: We called you here thinking that you will help us to find a way to 

throw the new queen out of the palace. 

FORTUNE TELLER: Wait! Let me think for a while. Let me see if something comes 

out of my old brain. (Thinks) There is a solution!!! 

ALL THREE QUEENS: Have you found a solution? Tell us quickly what it is? 

FORTUNE TELLER: My second grandchild has attained puberty. And I am planning 

to arrange for a ceremony for her by the end of this week. But I am unable 

to arrange the money for the ceremony. 

ELDER QUEEN: Your grandchild is our grandchild. Don't worry about the 

expenses. We will send you enough money to carry out the ceremony. 
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FORTUNE TELLER: If that is the case. Then listen to what I say - the King has 

called upon me to predict the fortunes of his state. There is a scarcity of 

water in the state. I am planning to exterminate the new queen from the 

world on the pretext of predicting the fortune of the state. 

MIDDLE QUEEN: Tell us in detail what is your plan? 

FORTUNE TELLER: I will foresee the fortunes of the state and request the King to 

dig a pond - carry out a religious ceremony and sacrifice the new queen. 

After digging a deep pond and without any regret let the new queen go the 

bottom and submerge. That will please the water deity and the pond will be 

filled with water. 

YOUNGER QUEEN: What a brilliant idea? I have never come across a clever lady as 

you. But if no water comes out of the pond! Don't you think that the King 

will punish you? 

FORTUNE TELLER: Who says that there is no water under the ground? The moment 

I see wet soil coming to surface I will start the countdown and immediately 

request the King to send the new to the bottom of the pond. And the King 

and his pupils will be spectators of the agony of the new queen. 

NARRATOR: With cruel intentions 

She goes to meet the King 

And starts to assess the fortune 

With concern for the Kingdom 

A VOICE: What did she tell him after assessing the situation? 

NARRATOR: She said, "Listen! Your highness! It is a serious matter. The water 

deity is dissatisfied. And as a result there is this scarcity of water. 

A VOICE: What was the King's reply? 

NARRATOR: What exactly do you want to say? Give me a way by which I can 

please the water deity. 

A VOICE: Is it so? 

124 



NARRATOR: The Fortune teller said, "There is a way. This poor servant can open 

her mouth only if you assure me that you will not punish me for what I say. 

The King assures her safety and requests her to speak without any fear. The 

Fortune teller said, "Listen, your Highness! Three is a very good solution­

Dig a pond, offer prayers and sacrifice the queen you love the most. That 

will satisfy the water deity. And as a result of that the pond will be filled 

with water. Else the people will perish without any water to drink. 

A vorcE: So what was the King reaction? 

NARRATOR: Just like the thunder striking without any clouds. The King turns pale 

on hearing this. At this moment enters the queen Kamala. 

KAMALA: It seems that you are very troubled with some thought. What is it that 

has been troubling you? 

KING: Kamala you are very dear to me. According to the fortune-teller I have to 

sacrifice you to satisfy the water deity. On one hand the welfare of the 

Kingdom is at stake - there is a scarcity of water. And on the other hand, 

the thought of being separated from you troubles me. I am really confused. 

I do not know what to do? 

KAMALA: The security of the Kingdom and the welfare of its people should be the 

above everything for us. I do not want to be responsible for not providing 

water to the people. I will happily sacrifice my transitory body to please the 

water deity. 

KING: Queen Kamala! 

KAMALA: No need to grief your highness. Don't be overwhelmed with sorrow. The 

welfare of the populace will make me happy. 

KING: Queen Kamala! 

NARRATOR: Without the support of a stick comes in the washerwoman. She 

impatiently asks Kamala - "Is it true what I hear and see? I am taken aback 

on hearing this news." 
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CHANDIKA: What am I hearing all this? That tomorrow the King will dig up a pond 

and sacrifice you. 

KAMALA: You have heard it right. I have prepared myself to be sacrificed for the 

welfare of the state and its people. 

CHANDIKA: No! No! You are carrying the future of this state in your womb. This is 

definitely a conspiracy. I have noticed the fortune teller frequently going to 

the Elder Queens secret chamber during the last couple of days. I am sure it 

is a conspiracy manipulated by their meetings. The King is trapped in it. 

You must clarify everything to the King. Don't sacrifice your life due to the 

jealousy of the queens. 

KAMALA: I too think that it is a conspiracy against me. But I have dedicated my 

whole life to the King. And now I am even ready to sacrifice my life to 

keep his promise. I will not go against his wishes. 

CHANDIKA: It is rightly said that the powerful overpowers the weak. The wife 

thinks that service to her husband is her greatest religion and on this very 

pretext the husband always exploits her. 

KAMALA: Don't talk like that. 

ELDER QUEEN: (Comes in) What happened? Why are there tears in the new 

queen's eyes on this auspicious moment? It's a privilege for her that she is 

chosen for sacrificing herself for the welfare of the state and its people. It is 

our misfortune! We are not so lucky. 

CHANDIKA: You call yourself unfortunate? You can wage atrocities upon this 

unfortunate queen but you can't fool me like that. I have seen many 

instances of atrocities like this. But never in my entire life have I seen or 

heard of a woman going to the extant of killing alive a woman who is 

carrying a child in her womb. This is a heinous offence. You will not find 

any place even in hell. 

ELDER QUEEN: How dare you say that? How can a woman of such low stature utter 

such words to me? Aah! It's intolerable. Is anybody around? 
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A MAIDSERVANT: What can I do your highness? 

ELDER QUEEN: Take away this old lady from here - tie her hands and feet and 

strap her mouth - and put her in the prison house. 

A MAIDSERVANT: As you wish your Highness. 

CHANDIKA: I am leaving at once. It is a righteous match - the demonic queen of a 

lecherous King. You will not find a place even in hell. (Exits) 

KAMALA: Sister! 

ELDER QUEEN: It does not suit a lady of your stature to spend your time mixing 

with a lady of low stature. The Fortune teller has already fixed an 

auspicious time tomorrow. The work of digging the pond will be started 

today. So don't bring into your mind useless thoughts and prepare yourself 

completely. 

KAMALA: But, Sister! What about the child I am carrying in my womb? 

ELDER QUEEN: The child is very trivial as compared to the welfare of the state. 

KAMALA: Sister! (Cries inconsolably) 

NARRATOR: Carry a hoe on your shoulders 

With a bamboo basket in your hands 

Come out brothers and sisters 

Let us dig a deep pond 

There is no water in our wells pond 

So friends let us dig a deep pond 

And fetch water out of it. 

SONG AND DANCE: The King digs a pond 

The King digs a deep well 

He sacrifices buffaloes on its banks 

But all goes in vain as he gets no water 

The King digs ... 

He sacrifices goats on its banks 

But all goes in vain as he gets no water 
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The King digs ... 

He holds prayers on its banks 

But all goes in vain as he gets no water 

The King digs ... 

And after consulting the fortune teller 

He decides to sacrifice the new queen 

The King digs ... 

(Kamala offers her prayers, takes the blessings of the King and the other Queens 

and goes to one comer of the stage and makes a speech.) 

KAMALA: 0! Disciples of this state - I am an ordinary woman. I had never dreamt 

that one day I would be a queen. I had never thought that I would be a 

scapegoat of the conspiracy in the Royal family. Knowing everything about 

the conspiracy I am willingly sacrificing my life by going into the pond that 

you have dug. I don't know whether the water deity will be satisfied or not. 

But I know that the Royal family will be happy for sure. After the passing 

of one queen the King can bring in thousands of other. It is true that for the 

welfare of the state and its people ordinary woman like me has been 

sacrificing from time immemorial. Now, stop sacrificing me into the ponds 

you dig. 

(With these last words Kamala enters the pond.) 

NARRATOR: Queen Kamala enters the pond. The King looks at her from the banks. 

Listen friends! - Of the tragedy of the new queen. The King inquires only 

about water. 

KING: Kamala! How much has the water raised? 

KAMALA: Listen! My Lord- The water has reached my feet. 

KING: Kamala! How much has the water raised? 

KAMALA: Listen! My Lord- The water is now above my knees. 

KING: Kamala! How much has the water raised? 
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KAMALA: Listen! My Lord -The water has come up to my waist. 

KING: Kamala! How much has the water raised? 

KAMALA: Listen! My Lord - The water is now above by chest. 

KING: Kamala! How much has the water raised? 

KAMALA: Listen! My Lord - The water has reached my neck ... 

NARRATOR: Everybody out there!! Listen carefully to the tale of Kamala 

Pay heed to the misfortune of an ordinary woman. 

A VOICE: (To the Narrator) Tears in your eyes don't suit you at all. 

NARRATOR: The story of Kamala has not overwhelmed me with grief and fear. 

When will the masses wake up and rescue the woman who faces these 

kinds of atrocities. How long will they continue to be trapped by these 

patriarchal Kings? I think the thought of this has brought tears into my 

eyes. Or maybe I overwhelmed with grief and fear. How long do I have to 

keep performing the heart rendering tale of the Queen Kamala? 

ALL: Kamala Queen's tale 

You need not narrate any more. 

You need not have to perform too 

The patriarchal King's age-old custom 

We will break and destroy 

And we will rescue the innocent Queen Kamala 

Till eternity Queen Kamala 

Will be alive in our hearts 

Come let us all stand united and break 

The King's customs ... 

[Except the narrator woman everyone make a formation like a dulla symbolizing 

his customs.] 

NARRATOR: Whose dulla is this? 

ALL: It belongs to the King. 
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I\ARRA TOR: Does he allow it to break? 

ALL: No, he doesn't. 

NARRATOR: And to borrow!! 

ALL: No, he doesn't. 

NARRATOR: And to enter!! 

ALL: (Everyone looks in that direction) 

(The formation breaks away. And the curtain falls down.) 

***End*** 
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Conclusion: 

While undergoing the translation exercise I observed the fact that the translation 

process does not involve one single step. It involves multiple steps that I have 

identified broadly into three steps. The first step is, what in translation parlance 

is called as 'word-for word translation.' Here the text is transferred from the 

source language into the target language without considering any inconsistencies 

or nuances in terms of comprehension. The second step is what in translation 

parlance is known as 'sense translation.' It starts only after the first step is 

finished. In the second step the target text is modified by focusing on the 

translation of metaphors and other cultural markers. It is then appropriated by 

contextualizing in into the target culture through 'equivalence' The third step is a 

filtering process whereby the translated text is turned 'functional.' In this final step 

the structure of language is focused. The language is made more pexible by 

bringing it closer to the speech patterns of the target readers/audience. In this step 

the gestural undertext is fore-grounded to make the translated text functional. 

After following these three steps the translated text can be brought closer to the 

target readers/audiences whereby the cultural gap between the source and target 

cultures is sought to be bridged. 
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