
PROLEGOMENON 

TO AN UNDERSTANDING OF THE JATRA OF INDIA: 

The t r a v e l l i n g p o p u l a r t h e a t r e o f the S t a t e of West Bengal 

By 

CAROLE FARBER 

A THESIS SUBMITTED IN PARTIAL FULFILLMENT OF 

THE REQUIREMENTS FOR THE DEGREE OF 

DOCTOR OF PHILOSOPHY 

i n 

THE FACULTY OF GRADUATE STUDIES 

DEPARTMENT OF ANTHROPOLOGY AND SOCIOLOGY 

We a c c e p t t h i s t h e s i s as conforming 

to the r e q u i r e d s t a n d a r d 

THE UNIVERSITY OF BRITISH COLUMBIA 

August, 1978 

(C) C a r o l e F a r b e r , 1978 



In p r e s e n t i n g t h i s t h e s i s in p a r t i a l f u l f i lment. o f • the r e q u i r e m e n t s f o r 

an advanced degree at the U n i v e r s i t y o f B r i t i s h C o l u m b i a , I agree that 

the L i b r a r y s h a l l make i t f r e e l y a v a i l a b l e f o r r e f e r e n c e and s t u d y . 

I f u r t h e r agree t h a t p e r m i s s i o n f o r e x t e n s i v e c o p y i n g o f t h i s t h e s i s 

f o r s c h o l a r l y p u r p o s e s may be g r a n t e d by the Head o f my Department o r 

by h i s r e p r e s e n t a t i v e s . It i s u n d e r s t o o d tha t c o p y i n g o r p u b l i c a t i o n 

o f t h i s t h e s i s f o r f i n a n c i a l g a i n s h a l l not be a l l o w e d w i t h o u t my 

w r i t t e n p e r m i s s i o n . 

Department ofl 

The U n i v e r s i t y o f B r i t i s h Co lumbia 

2075 Wesbrook P l a c e 
V a n c o u v e r , Canada 
V6T 1W5 



- i i -

ABSTRACT 

T h i s t h e s i s p r e s e n t s the f i r s t extended e t h n o g r a p h i c account of 

a p o p u l a r p r o f e s s i o n a l t h e a t r i c a l form and l i f e - s t y l e — t h e j a t r a of West 

Be n g a l , I n d i a . The r e s e a r c h m a t e r i a l p r e s e n t e d and a n a l y s e d was c o l l e c t e d 

from 1970-1972 i n West Bengal and the immediately s u r r o u n d i n g s t a t e s of 

Assam, O r i s s a and B i h a r . The c o g n i t i v e u n i v e r s e of the j a t r a jagat 

( w o r l d ) , the c u l t u r a l p r a c t i c e of the j a t r a b u s i n e s s , and the i n t e r a c t i o n a l 

c o n s t r a i n t s o p e r a t i n g among the v a r i o u s c a t e g o r i e s of p e o p l e w i t h i n the 

j a t r a p r o f e s s i o n , a r e d e s c r i b e d and i n t e r p r e t e d . I n a d d i t i o n , t h i s t h e s i s 

p r e s e n t s the f i r s t s y s t e m a t i c a l l y and a n t h r o p o l o g i c a l l y a n n o t a t e d t r a n s l a 

t i o n of a p o p u l a r l y performed j a t r a p l a y , Pariah Paiser P v i t h i b i (The World 

for F-ive Paisa). 

The c e n t r a l p o i n t of the t h e s i s r e v o l v e s around an i n t e r p r e t a t i o n 

of the concerns of the p r o f e s s i o n a l j a t r a b u s i n e s s — a n a e s t h e t i c b u s i n e s s , 

the b u s i n e s s of c u l t u r a l performance. The argument i s t h a t t h i s performance 

form, from i t s a s s e r t e d p u t a t i v e o r i g i n , has been a c r i t i c a l and s e l f -

r e f l e c t i v e commentary on B e n g a l i s o c i a l and c u l t u r a l l i f e . The j a t r a i s 

i n e x t r i c a b l y bound w i t h i n the e x i s t e n t i a l and c u l t u r a l dilemmas of B e n g a l i 

l i f e , dilemmas and c o n t r a d i c t i o n s t h a t t r a d i t i o n a l l y were r e s o l v e d a t b o t h 

m e t a p h y s i c a l and p r a c t i c a l l e v e l s . Now t h a t the j a t r a i s embedded w i t h i n 

a c a p i t a l i s t b u s i n e s s w o r l d , c r i t i c a l commentaries and r e v o l u t i o n a r y d e s i r e s 

remain u n r e s o l v e d w i t h i n the p r o f e s s i o n i t s e l f . I n s p i t e of t h i s , the 

j a t r a remains c r i t i c a l of b o t h i t s e l f and B e n g a l i s o c i a l and c u l t u r a l l i f e , 

embedded as i t i s i n the c u r r e n t c o n t e x t of f e a r e d and d e s p i s e d Western 

c u l t u r a l i m p e r i a l i s m and i n t e r n a l d o m i n a t i o n . 

The a n t h r o p o l o g i c a l i n t e r p r e t a t i o n and a n a l y s i s p r e s e n t e d i n the 

t h e s i s i s i n f o r m e d from a number of s o u r c e s ; the views e x p r e s s e d by p e o p l e 
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w i t h i n the j a t r a w o r l d , the work i n a n t h r o p o l o g y t h a t c u r r e n t l y goes under 

the h e a d i n g of 'symbolic a n t h r o p o l o g y ' , c r i t i c a l t h e o r y and l i t e r a r y 

c r i t i c i s m , and s e m i o t i c s . W i t h t h e s e p o i n t s o f view i n mind, the t h e s i s 

p r e s e n t s an a n a l y s i s o f the j a t r a a d v e r t i s i n g system, the j a t r a performance 

system, and a l a r g e r p e r i p a t e t i c performance system, as w e l l as a statement 

about the i n t e r p r e t a t i o n of meaning i n B e n g a l i l i f e . 
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A NOTE ON TRANSLITERATION AND TRANSLATION OF 
BENGALI TERMS AND CONCEPTS 

I am n o t a l o n e i n f a c i n g the problem of how to t r a n s l i t e r a t e 

B e n g a l i words i n t o E n g l i s h . I t has been a p e r e n n i a l problem f o r B e n g a l i 

s c h o l a r s . I , l i k e so many o t h e r s c h o l a r s , have d e v i s e d a scheme t h a t i s 

a c o m b i n a t i o n o f u s i n g t r a d i t i o n a l S a n s k r i t t r a n s l i t e r a t i o n r u l e s and u s i n g 

sounds t h a t come c l o s e to c u r r e n t spoken B e n g a l i . Dimock has s t a t e d the 

dilemma as f o l l o w s : 

One f i n a l t e c h n i c a l p o i n t ought to be made, 
and t h a t has to do w i t h the p e r p e t u a l problem of 
t r a n s c r i p t i o n o r t r a n s l i t e r a t i o n . S c h o l a r s o f 
B e n g a l i have v e r y f i r m i d e a s on what t r a n s l i t e r a t i o n 
system ought to be used f o r the language. On the 
one hand t h e r e a r e those who i n s i s t t h a t B e n g a l i 
s h o u l d be t r a n s l i t e r a t e d a c c o r d i n g t o the a c c e p t e d 
system f o r S a n s k r i t . The t r o u b l e i s t h a t such mon
s t r o s i t i e s as R a v i n d r a n a t h a , the f i r s t name of the 
poe t Tagore, o f t e n r e s u l t ; where the po e t s i g n e d 
h i m s e l f i n t h e E n g l i s h R a b i n d r a n a t h ; s h o u l d we n o t 
g r a n t him h i s p r e f e r e n c e ? 

On the o t h e r hand t h e r e a r e those who f e e l t h a t 
the t r a n s l i t e r a t i o n s h o u l d approximate as c l o s e l y as 
p o s s i b l e the p r o n u n c i a t i o n o f the language; thus the 
name of the c i t y might t u r n out to be Noboddip, 
t o t a l l y i n c o m p r e h e n s i b l e to those S a n s k r i t i s t s and 
o t h e r s who had seen the name Navadvip o r Navadvipa 
on maps i n o t h e r t e x t s . And i n between t h e r e i s a 
whole range of o p i n i o n , i n c l u d i n g t h a t which f e e l s 
t h a t the B e n g a l i p r o n u n c i a t i o n system ought to be 
used i n the t e x t o f E n g l i s h w r i t i n g s , and the Sans-
k r i t i c system i n q u o t a t i o n s from B e n g a l i t e x t s and 
i n f o o t n o t e s . (Dimock 1967:4) 

In t h i s e n t e r p r i s e I c l e a r l y f a l l i n the m i d d l e . I have t r i e d t o make my 

t r a n s l i t e r a t i o n s such t h a t S a n s k r i t and B e n g a l i s c h o l a r s c o u l d a t l e a s t 

make sense of the terms I am u s i n g . 

T r a n s l a t i o n o f terms and c o n c e p t s i s even a t r i c k i e r problem, 

and a l s o one where t h e r e i s l i t t l e agreement. I have c o n s c i e n t i o u s l y t r i e d , 

sometimes more s u c c e s s f u l l y than o t h e r s , to choose a t r a n s l a t i o n t h a t f i t s 

most c l o s e l y the c o n t e x t i n B e n g a l i , and a t the same time i s u n d e r s t a n d a b l e 

to most p e o p l e who share a n t h r o p o l o g i c a l c u l t u r e , o r who a r e s t u d e n t s of 
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Western t h e a t r e and l i t e r a t u r e . O c c a s i o n a l l y I use a s e v e r a l word g l o s s 

f o r a s i n g l e B e n g a l i term, and a s i n g l e word g l o s s f o r an e n t i r e B e n g a l i 

c o n c e p t — h o p e f u l l y w i t h enough c l a r i t y f o r most r e a d e r s (see g l o s s a r y ) . 

A t r a n s l a t i o n i s always more than a 'mere t r a n s l a t i o n ' ; i t i s 

an i n t e r p r e t a t i o n as w e l l . I t c o u l d not be o t h e r w i s e , s i n c e no two known 

languages are the same, word-for-word. I t has been my i n t e n t i o n , however, 

to t r a n s l a t e i n a c u l t u r a l l y m e a n i n g f u l way, i n a double sense: i t s h o u l d 

be c l e a r to both B e n g a l i and Western r e a d e r s . I t i s t r a n s l a t i o n i n a n o t h e r 

double sense as w e l l ; by i n t e r p r e t i n g the m a t e r i a l I have i n t e n d e d to 

e x p l i c a t e , o r make p l a i n by d e m y s t i f y i n g f o r e i g n u n d e r s t a n d i n g s and then 

r e c o n s t r u c t i n g them i n an a n t h r o p o l o g i c a l l y m e a n i n g f u l manner. I have t r i e d 

t o c o n s c i o u s l y f o l l o w through the hermeneutic p r o c e s s of 'coming to know' 

and 'communicating' t h a t knowledge. 

The s u c c e s s i s to be j u d g e d by the r e a d e r s and r e i n t e r p r e t e r s . 
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A NOTE ON THE ETHNOGRAPHIC PRESENT 

The m a t e r i a l p r e s e n t e d i n t h i s t h e s i s was g a t h e r e d from August 

1970 to J u l y 1972 throughout the E a s t e r n p o r t i o n o f I n d i a . The r e s e a r c h 

was conducted m a i n l y i n West Bengal, w i t h the f o c a l p o i n t b e i n g the metro

p o l i t a n a r e a of C a l c u t t a . The n a t u r e of the t h e a t r i c a l e n t e r p r i s e r e p o r t e d 

h e r e , however, r e q u i r e d t h a t t r a v e l and r e s e a r c h be done i n B i h a r , Assam, 

O r i s s a , Manipur, T r i p u r a s t a t e s i n I n d i a , and i n the R e p u b l i c of Bangladesh 

a f t e r i t was formed. 

The jatra o r the t r a v e l l i n g o p e r a t i c t h e a t r e d i s c u s s e d throughout 

t h i s document i s the ' p r o f e s s i o n a l j a t r a ' as I l e a r n e d about i t d u r i n g t h a t 

two y e a r p e r i o d . The e a r l y 1970's i n Be n g a l , as i t had been s i n c e the mid-

1960 's, was s t i l l a time of tremendous s o c i a l and c u l t u r a l t u r m o i l and 

change. D u r i n g t h i s time s e v e r a l U n i t e d F r o n t l e f t i s t governments were 

formed and d i s s o l v e d w i t h i n the S t a t e o f West Be n g a l , p o l i t i c a l p a r t i e s 

were v y i n g f o r p o s i t i o n s of supremacy, and the Indo-Pak War was waged 

c u l m i n a t i n g i n the l i b e r a t i o n of Bangladesh i n 1972. I t was a time of 

p u b l i c d e m o n s t r a t i o n s and p r o c e s s i o n s s t a g e d a g a i n s t c a p i t a l i s t b u s i n e s s 

e n t e r p r i s e s , the r i s e of m i l i t a n t u n i o n s , s o c i a l and c u l t u r a l d i s r u p t i o n s , 

c a l l s f o r changes i n the p o l i t i c a l economy, as w e l l as f l o o d s and h u r r i c a n e s 

ending i n d i s a s t r o u s t i d a l waves. I n s h o r t , i t was a v e r y p a s s i o n a t e , 

i n t e n s e , and v i b r a n t l y c r e a t i v e time f o r r e a s s e s s i n g s o c i a l and c u l t u r a l 

l i f e i n Be n g a l . 

I t was a unique time: but then, B engal has always had unique times. 

I t has been the spawning grounds f o r many r e l i g i o u s movements and changes, 

economic and i n d u s t r i a l growth, and p o l i t i c a l r e b e l l i o n s and r e f o r m a t i o n s . 

B e i n g a t the edge of the Mughul empire and d o m i n a t i o n , and i n the c e n t r e of 

the a r e a of B r i t i s h d o m i n a t i o n , B engal and B e n g a l i a c t i v i t i e s have always 

been of c o n c e r n to o u t s i d e r u l e r s and models f o r i n s i d e movements. B e n g a l i s 
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c o n s i s t e n t l y have been l e a d e r s w i t h i n the I n d i a n c o n t e x t , a l b e i t r e c e i v e d 

somewhat a m b i v a l e n t l y by o t h e r I n d i a n s . Bengal i n the e a r l y 1970's was 

t r u e to i t s p a s t — i t c e r t a i n l y r e t a i n e d a c o n t i n u i t y or t r a d i t i o n w i t h 

i t s p a s t c h a r a c t e r — i t was a complex nexus of a e s t h e t i c , p o l i t i c a l and 

i n d u s t r i a l a c t i v i t i e s on the one hand, and peasant r i c e based a c t i v i t i e s 

on the o t h e r . T h i s e n t i r e complex was shadowed by a c r i t i c a l and r e f l e c t i v e 

u m b r e l l a . Such was the s e t t i n g f o r the p r o f e s s i o n a l j a t r a . 

The p a s t i n B e n g a l , i s a n y t h i n g but a 'dead' one. The j a t r a i s 

c o n s t a n t l y r e f e r r i n g t o and i n t e r p r e t i n g Bengal's p a s t . Even when the 

j a t r a d i d n o t have the c h a r a c t e r of the 'modern r e v o l u t i o n a r y and c l a s s -

s t r u g g l e j a t r a ' t h a t i t has i n the p r e s e n t , i t was a way of r e - e n a c t i n g and 

r e - p r e s e n t i n g events and images of a c o n t i n u o u s t r a d i t i o n . 

W h ile I have not chosen to p r e s e n t an h i s t o r i c a l a c c o u n t of the 

development of the j a t r a as a performance t r a d i t i o n i n t h i s t h e s i s , the 

p a s t i s woven i n and out of the e t h n o g r a p h i c p r e s e n t i n much the same way 

t h a t the c r e a t o r s of the j a t r a performances themselves p r e s e n t i t . The 

'phenomenal meaning' of the j a t r a , as I develop i t i n the f i r s t s e c t i o n 

i s c e n t r e d i n the j a t r a p e o p l e ' s p e r c e p t i o n of t h e i r own o r i g i n . The 

themes p r e s e n t e d i n the j a t r a p l a y s , as I d i s c u s s i n s e c t i o n s f o u r and s i x , 

a r e c o n s t a n t i n t e r p r e t a t i o n s and p r e s e n t a t i o n s of the p a s t . 

The e t h n o g r a p h i c p r e s e n t i s woven from the p a s t . 
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HOW TO READ THIS DOCUMENT 

The weaving t h a t i s t h i s t h e s i s i s meant to expose the r e a d e r t o 

a v e r y i n t e n t i o n a l l y c r e a t e d , r i c h and p o p u l a r form of t h e a t r e , the j a t r a 

of West B e n g a l . In so f a r as i t i s p o s s i b l e to do so, I have t r i e d to 

w r i t e the document i n the s p i r i t o f the phenomenon b e i n g e x p l o r e d through 

i t ; t h i s s h o u l d be kept i n mind w h i l e r e a d i n g i t . The j a t r a o f West Bengal 

i s a t the same time an o p e n - a i r t h e a t r i c a l performance and a j o u r n e y , 

p i l g r i m a g e o r p r o c e s s i o n . The j a t r a i s performed by i t i n e r a n t a c t o r s / 

a c t r e s s e s , m u s i c i a n s and d a n c e r s : the j a t r a i s the d r a m a t i c r e - p r e s e n t a t i o n 

of a j o u r n e y , i n a ' f i x e d ' a c t i n g arena f o r a ' f i x e d ' p e r i o d of time f o r a 

' f i x e d ' a u d i e n c e . The j a t r a p r o v i d e s b o u n d a r i e s f o r open-ended e x p e r i e n c e s ; 

i t b e a r s and e x p l o r e s the t e n s i o n s between 'being i n t h i s w o r l d ' , t r a v e l l i n g 

through t h i s w o r l d , and the c o n s t r a i n t s on l i v i n g i n t h i s w o r l d by momen

t a r i l y s t o p p i n g the l i t e r a l j o u r n e y o f p e o p l e ( p e r f o r m e r s and s p e c t a t o r s 

a l i k e ) and t a k i n g them, i n s t e a d , on a ' f i g u r a t i v e j o u r n e y ' . T h i s 

' f i g u r a t i v e ' j o u r n e y a l l o w s those p a r t i c i p a t i n g i n i t to r e f l e c t on l i f e ' s 

j o u r n e y w h i l e a t the same time p a r t i c i p a t i n g i n an i m p o r t a n t p a r t o f 

B e n g a l i c u l t u r a l l i f e — t h e j a t r a performance i t s e l f . 

Coming to know and un d e r s t a n d t h i s j o u r n e y i s i n i t s e l f a j o u r n e y 

f o r b o t h m y s e l f and the r e a d e r s of t h i s document. I have t r i e d t o take us 

on a j o u r n e y of d i s c o v e r y ; a d i s c o v e r y of and a n t h r o p o l o g i c a l i n t e r p r e t a t i o n 

of the meaning o f t h i s form of t h e a t r i c a l performance and l i f e - s t y l e . J u s t 

as the f l o w of B e n g a l i l i f e i s t e m p o r a r i l y stopped by a j a t r a performance, 

the i n t e r p r e t i v e d e s c r i p t i o n i n t h i s document i s o c c a s i o n a l l y stopped by a 

performance of a n t h r o p o l o g i c a l a n a l y s i s . These i n t e r r u p t i o n s s h o u l d be seen 

as 'way s t a t i o n s ' o r ' s i d e - e x c u r s i o n s of c o n t e m p l a t i v e r e v e r i e ' . J u s t as 

the B e n g a l i j a t r a performance e x p l o r e s the ' e x i s t e n t i a l and c u l t u r a l 

dilemmas of B e n g a l i l i f e ' , t h i s a c c o u n t o f the w o r l d of the p r o f e s s i o n a l 
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j a t r a e x p l o r e s the c o n t r a d i c t i o n s of an a e s t h e t i c b u s i n e s s — a p r e - c a p i t a l i s t 

t r a d i t i o n a l performance form embedded i n a c a p i t a l i s t b u s i n e s s w o r l d , 

e x p r e s s i n g a c r i t i c a l (and even a t times r e v o l u t i o n a r y ) p e r s p e c t i v e . 

T h i s i m p o r t a n t d r a m a t i c c u l t u r a l performance, w h i l e a b s o l u t e l y 

e s s e n t i a l to an e x p r e s s i o n of B e n g a l i l i f e and p r o m i n e n t l y p r e s e n t e d i n 

b o t h urban and r u r a l B e n g a l , has not been g i v e n an extended s y s t e m a t i c 

a n t h r o p o l o g i c a l e x p o s i t i o n i n E n g l i s h . There a r e a number of B e n g a l i 

academic s o u r c e s d e a l i n g w i t h the h i s t o r y of the j a t r a o r a p a r t i c u l a r 

j a t r a w a l a , a number of s h o r t j o u r n a l i s t i c a r t i c l e s i n B e n g a l i d e a l i n g w i t h 

one o r more a s p e c t s o f the j a t r a , a B e n g a l i j o u r n a l devoted to the o p e n - a i r 

s t a g e , and, of c o u r s e , hundreds of p u b l i s h e d j a t r a p l a y s . There a r e a few 

a r t i c l e s w r i t t e n by B e n g a l i s i n E n g l i s h , s e v e r a l books on I n d i a n t h e a t r e 

w i t h b r i e f a c c o u n t s of the j a t r a , and one t r a n s l a t i o n of a j a t r a p l a y . 

Most o f these m a t e r i a l s a r e e i t h e r b r i e f and/or unknown o u t s i d e of Bengal 

or I n d i a (see b i b l i o g r a p h y ) . To my c u r r e n t knowledge, t h e r e a r e no 

ac c o u n t s o f 'how the p r o f e s s i o n a l j a t r a b u s i n e s s r u n s , o r how to w r i t e j a t r a 

p l a y s ' a v a i l a b l e i n e i t h e r B e n g a l o r the E n g l i s h - s p e a k i n g w o r l d . Conse

q u e n t l y , the j o u r n e y we a r e about to embark on i s a new j o u r n e y f o r those 

of us o u t s i d e the j a t r a jagat (the w o r l d o f the p r o f e s s i o n a l p o p u l a r 

t h e a t r e ) . 

Our r e v e r i e e x p l o r e s some b a s i c themes i n B e n g a l i l i f e ; i l l u s i o n 

and r e a l i t y , b e i n g t r u l y B e n g a l i and the problems o f Western i n f l u e n c e , 

c u l t u r a l freedom and do m i n a t i o n , and c o n s e r v a t i v e and r e v o l u t i o n a r y f o r c e s . 

The j o u r n e y b e g i n s w i t h a glim p s e of i l l u s i o n and r e a l i t y and the n a t u r e 

of B e n g a l i t r u t h s and meanings; goes on to e x p l i c a t e the r e a l i t i e s of 

the p r o f e s s i o n a l j a t r a b u s i n e s s ; s t o p s t o e x p l o r e the n a t u r e of the b u s i n e s s 

and i t s s t r u c t u r e ; l o o k s a t the b u s i n e s s and the B e n g a l i p e o p l e ; s t o p s to 
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e x p l o r e the system of j a t r a a d v e r t i s i n g and r e a c h i n g the p e o p l e ; moves 

on to an e x a m i n a t i o n of the j a t r a performance; s t o p s to e x p l o r e the 

r e l a t i o n s h i p s o f the j a t r a and o t h e r p e r i p a t e t i c performance forms and 

o t h e r e n t e r t a i n m e n t forms; moves through an i n t r o d u c t i o n to j a t r a p l a y -

w r i g h t i n g and p l a y w r i g h t s ; and s t o p s w i t h a t r a n s l a t i o n and a n n o t a t i o n of 

a j a t r a p l a y t h a t h i g h - l i g h t s the themes t h a t have been contemplated. J u s t 

as any r e - c o l l e c t e d and r e - c o n s t r u c t e d j o u r n e y i s s e l e c t i v e and a t times 

somewhat unconnected, so too i s t h i s document. I have chosen to f o c u s on 

the nexus of s t r u c t u r e s and a c t i v i t i e s a s s o c i a t e d w i t h the b u s i n e s s of 

c u l t u r a l p e r f o r m a n c e s , and o n l y to suggest o t h e r i m p o r t a n t a s p e c t s of the 

j a t r a performance and p e r f o r m e r s . 

While I have t r i e d to e x p l o r e t h i s phenomenon from a number of 

d i f f e r e n t a n t h r o p o l o g i c a l p e r s p e c t i v e s , f o r the most p a r t t h i s document has 

been c o n s t r u c t e d w i t h the h e l p of a few c r i t i c a l and s e m i o t i c arguments and 

concerns and a number of B e n g a l i j a t r a documents. The b i b l i o g r a p h y p r o v i d e d 

i s thus d i v i d e d i n t o t h r e e s e c t i o n s ; t h i n g s a c t u a l l y c i t e d i n the t e x t , 

a d d i t i o n a l B e n g a l i i t e m s , and t h i n g s r e a d , m u l l e d - o v e r , and i n c o r p o r a t e d i n 

a now u n r e c o v e r a b l e s y n t h e s i s somewhere i n s i d e me. 
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PROLOGUE 

"What's p a s t i s p r o l o g u e . " 

"We a r e such s t u f f 
As dreams a r e made on, and our l i t t l e l i f e 
Is rounded w i t h a s l e e p . " 
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...yesterday seems like a dream to me now... 

(Simon and G a r f u n k e l : i n the l a t e 60's, I t h i n k ) 

Doing f i e l d w o r k and w r i t i n g ethnography, two of the p r i m a r y 

a n t h r o p o l o g i c a l p a s t imes and f r u s t r a t i o n s , n e c e s s a r i l y p l a c e the neophyte 

a n t h r o p o l o g i s t i n an awkward, d i s c o n c e r t i n g , i n s e c u r e and advantageous 

p o s i t i o n . The d i s a d v a n t a g e s and the advantages of the e x p e r i e n c e and 

e n t e r p r i s e a r e c l e a r l y a t a s t a n d - o f f . In one ear the neophyte h e a r s the 

r e s o n a t i n g v o i c e of Western t r a d i t i o n s and a n t h r o p o l o g i c a l canons, i n the 

o t h e r ear t h e r e i s the v o i c e of the 'other t r a d i t i o n ' and o t h e r r u l e s — 

somewhere they meet, b a t t l e i t o u t , and emerge as t h i n k i n g s and f e e l i n g s 

about the t r a d i t i o n s , and t h e i r i m p o r t a n t s i m i l a r i t i e s and d i f f e r e n c e s — 

t h e i r i n t e r n a l i n t e g r i t y as e x p r e s s e d i n a c o n s t r u c t e d document. The n a t u r e 

of such c o n s t r u c t e d documents, whether they a r e c a l l e d h i s t o r i e s , ethno

g r a p h i e s , s t o r i e s or c omparative a n a l y s e s , e t c . , i s t h a t they a r e 

r e - c o n s t r u c t i o n s , r e - c o l l e c t i o n s , and r e - p r e s e n t a t i o n s of e x p e r i e n c e s — 

d i r e c t or i n d i r e c t — i n e v i t a b l y d i f f e r e n t from the e x p e r i e n c e s themselves. 

T h i s p o s t u r e i s becoming i n c r e a s i n g l y p r e v a l e n t i n the s t a n c e s 

of s e n s i t i v e a n t h r o p o l o g i s t s : 

No m a tter how c l o s e l y the e t h n o g r a p h e r ' s t h e o r y 
f o l l o w s upon n a t i v e r e p r e s e n t a t i o n s (and f o r 
c e r t a i n purposes one can argue the c l o s e r the 
b e t t e r ) , i t i s not i s o m o r p h i c w i t h them; i t i s 
n o t n a t i v e r e a l i t y . ...the ethnographer must 
s t e p back, t u r n a n a l y s t , and, u s i n g c o n c e p t s 
and p r i n c i p l e s a l i e n to the c u l t u r e he i s 
s t u d y i n g , p e r f o r m an a c t of i n t e r p r e t a t i o n . In 
so d o i n g , he t r a n s l a t e s a c o l l e c t i o n of n a t i v e 
r e p r e s e n t a t i o n s from one system of meaning 
( t h e i r s ) i n t o a n o t h e r ( h i s own) and t h e r e b y 
t r a n s f o r m i n g them i n t o a new and w h o l l y d i s t i n c t 
r e p r e s e n t a t i o n , t h i s r e p r e s e n t a t i o n — t h e ethno
g r a p h e r ' s t h e o r y — i s i n e v i t a b l y a s e c o n d - o r d e r 
r e p r e s e n t a t i o n , i t i s a r e p r e s e n t a t i o n of 
r e p r e s e n t a t i o n s . 

(Basso and S e l b y 1976:4) 



- 3 -

W h ile t h e r e a r e s t y l e s o f p r o d u c i n g e t h n o g r a p h i e s and a n t h r o 

p o l o g i c a l documents, i f t h e y a r e w r i t t e n w i t h t h e i n t e n t i o n of b e i n g a 

t r a n s l a t i o n o f one c u l t u r e to a n o t h e r or as an i n t e r p r e t a t i o n o f the mean

i n g o f one c u l t u r e t o a n o t h e r , the r e p r e s e n t a t i o n s c o n s t r u c t e d w i l l , be, 

w i t h o u t doubt, unique. They a r e , none-the-more, as ' r e a l ' and as 'dream

l i k e ' . Even though e x p e r i e n c e , and t h e i n t e r p r e t a t i o n and r e i n t e r p r e t a t i o n 

o f i t , i s open-ended, documents c r e a t e d to i n t e r p r e t t h i s phenomenon a r e 

e x p e c t e d t o be packaged, t i e d up n e a t l y w i t h p r e t t y s t r i n g s , s e c u r e l y 

f a s t e n e d . T h e r e i n l i e s t h e ' f i c t i o n ' . T h e r e i n l i e s ' c r e a t i v e advantage'. 

T h e r e i n l i e s t h e ' t r u t h ' . F r a n k Kermode a t t r i b u t e s t h e power o f such 

f i c t i o n s to t h e i r c o n s c i o u s and i n t e n t i o n a l ' f a l s i t y ' : 

, • • They ( f i c t i o n s ) f i n d out about our changing 
w o r l d on our b e h a l f ; they a r r a n g e o u r com
p l e m e n t a r i t i e s . They do t h i s f o r some o f us 
perhaps b e t t e r t h a n h i s t o r y , perhaps b e t t e r 
than t h e o l o g y , l a r g e l y because they a r e 
c o n s c i o u s l y f a l s e . 

; (Kermode 1967:64) 

C u l t u r a l t r u t h s and c u l t u r a l f a l s i t i e s a r e p a r t of the same phenomenon; 

they a r e each o t h e r , but d i f f e r e n t l y so depending on the c u l t u r e b e i n g 

examined. 

As t h e d e l i g h t f u l l y p r o f o u n d ethnographer A l i c e d i s c o v e r e d i n 

her s o j o u r n Through the Looking-Glass"'", t h e l o o k i n g - g l a s s c u l t u r e i s indeed 

a ' c u r i o u s and c u r i o u s e r ' m a n i f e s t a t i o n o f r e a l i t y , a t f i r s t s i g h t and 

second g l a n c e . I n i t i a l l y , when c o n t e m p l a t i n g , r e a d i n g about, and i m a g i n i n g 

t h e l o o k i n g - g l a s s c u l t u r e i n f r o n t o f the warmth of a f i r e , from the c o f f e e -

s t a i n e d , smoke-fumiated e a s y - c h a i r o f t h e study, o r the oak desk c h a i r o f 

t h e u n i v e r s i t y o f f i c e , t h i n g s seem q u i t e c omprehensible, q u i t e e x p e c t a b l e 

and p r e d i c t a b l e , q u i t e w i t h i n the range of human u n i v e r s a l s , and q u i t e 

p o s s i b l y a p p r o a c h a b l e . Once i n s i d e t h e l o o k i n g - g l a s s c u l t u r e t h i n g s become 

q u i t e opaque, q u i t e u n p r e d i c t a b l e , e x t r a o r d i n a r i l y unique and t r u l y a l i v e , 
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teeming w i t h i n the s e n s u a l a p p e r c e p t i o n s and p e r c e p t i o n s of an a l i e n , 

s t r a n g e p e o p l e . Somewhere between these two d i s t a n t , n e a r l y o p p o s i t i o n a l 

vantage p o i n t s which v a n i s h i n s i d e the a n t h r o p o l o g i s t ' s p e r s p e c t i v e , t h e r e 

a r e g l i m p s e s of human e x i s t e n t i a l dilemmas and s p e c i f i c c u l t u r a l c r e a t i o n s . 

The c o n - s t r u c t u r i n g of these g l i m p s e s i s e x p e c t e d to b e / i s made comprehen

s i v e and c o m p r e h e n s i b l e . W i t h i n the l o o k i n g - g l a s s c u l t u r e the n a t u r a l 

w o r l d speaks c u l t u r a l l y , the a n i m a l w o r l d t e a s e s , p e o p l e d i t t o each o t h e r 

i n a most u n b e l i e v a b l e way t h a t g r a d u a l l y becomes p e r f o r m a b l e and m e a n i n g f u l 

( a t l e a s t u n t i l the words come 'round f o r t h e i r payment on a S a t u r d a y n i g h t ) ; 

then the o t h e r c u l t u r e i n t r u d e s w i t h i t s own i n v e n t i o n s , and to become queen 

the a n t h r o p o l o g i s t / e t h n o g r a p h e r must move through b o t h f i c t i o n s . 

"What am I to do?" e x c l a i m e d A l i c e , 
l o o k i n g about i n a g r e a t p e r p l e x i t y , as f i r s t 
one round head, and then the o t h e r , r o l l e d down 
from her s h o u l d e r , and they l a y l i k e a heavy lump 
i n her l a p . " I don't t h i n k i t ever happened b e f o r e , 
t h a t anyone had to take c a r e of two Queens a s l e e p 
a t once! No, n o t i n a l l the H i s t o r y of E n g l a n d — 
i t c o u l d n ' t , you know, because t h e r e n e v e r was 
more than one Queen a t a time. Do wake up, you 
heavy t h i n g s ! " she went on i n an i m p a t i e n t tone; 
but t h e r e was no answer but a g e n t l e s n o r i n g . 

The ethnographer does have to d e a l w i t h a t l e a s t two heavy c u l 

t u r e s , a s l e e p a t the moment of documentary w r i t i n g , as w e l l as 

non-communicative a t the moments of e x p e r i e n c e . 

When the two Queens (the one c u l t u r e Red Queen and the o t h e r 

c u l t u r e White Queen) woke up, and a f t e r a ' f e a s t ' but b e f o r e the d e s s e r t 

they demanded: 

"Make a remark," s a i d the Red Queen: " i t ' s 
r i d i c u l o u s t o l e a v e a l l the c o n v e r s a t i o n to the 
pudding.'" 

"Do you know, I've had such a q u a n t i t y of 
p o e t r y r e p e a t e d to me t o - d a y , " A l i c e began, a 
l i t t l e f r i g h t e n e d a t f i n d i n g t h a t , the moment 
she opened her l i p s , t h e r e was dead s i l e n c e , 
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and a l l eyes were f i x e d upon her ; "and i t ' s 
a v e r y c u r i o u s t h i n g , I t h i n k — e v e r y poem 
was about f i s h e s i n some way. Do you know 
why t h e y ' r e so f o n d of f i s h e s , a l l about h e r e ? " 

R a t h e r than s i m p l y answering h e r ' s t r a i g h t - f o r w a r d ' q u e s t i o n , 

the Red Queen t e l l s A l i c e t h a t the White Queen knows a r i d d l e — a l l i n 

p o e t r y — a l l about f i s h e s . They agree t h a t t h e r e may be something to 

A l i c e ' s remark about the importance of f i s h e s — b u t i s i t f i s h e s , or the 

d i s c o v e r y of t h e i r importance and meaning t h a t i s the more i n t e r e s t i n g ? 

The poem r e p e a t e d by the White Queen ends l i k e t h i s : 

"For i t h o l d s i t l i k e g l u e — 
Holds the l i d to the d i s h , w h i l e i t l i e s i n the 

m i d d l e : 

Which i s e a s i e s t to d o — 
U n - d i s h - c o v e r the f i s h , or d i s h c o v e r t h e 

r i d d l e ? " 

The a n t h r o p o l o g i c a l e n t e r p r i s e i s i n e x t r i c a b l y bound up and i n s i d e 

the u n d i s c o v e r y and d i s c o v e r y of c u l t u r a l resemblances and m e a n i n g — o f t e n 

seemingly u n r e l a t e d — c o n u n d r u m s . C u l t u r a l conundrums are o f t e n the e x p r e s 

s i o n o f c u l t u r a l t r u t h s . That these t r u t h s a r e p o e t i c e x p r e s s i o n s w i t h 

e l l i p t i c a l and t a n g l e d messages, makes the a n t h r o p o l o g i s t ' s t a s k even more 

l i k e the p o e t ' s o r a t l e a s t l i k e the l i t e r a r y c r i t i c ' s . As Gaston B a c h e l a r d 

reminds: 

" I t i s p o l y p h o n i c because i t i s p o l y s e m a n t i c . 
I f meanings become too p r o f u s e , i t can f a l l i n t o 
word play. I f i t r e s t r i c t s i t s e l f to a s i n g l e 
meaning i t can f a l l i n t o d i d a c t i c i s m . The t r u e 
poet a v o i d s b o t h dangers. He p l a y s and he t e a c h e s . 
In him, the word r e f l e c t s and r e f l o w s ; i n him time 
b e g i n s to w a i t . The t r u e poem awakened an unconquer
a b l e d e s i r e to be r e r e a d . 

( B a c h e l a r d 1971:28) 

A good a n t h r o p o l o g i c a l work s h o u l d be r i c h enough to suggest many and 

d i f f e r e n t meanings w i t h each new r e a d e r as i t i s e n c o u n t e r e d . 

The 'other c u l t u r e ' t h a t the a n t h r o p o l o g i s t e n c o u n t e r s i s a f i s h 
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n e t . I t has a f l e x i b l e o r d e r of nodes and k n o t s ; a s t r u c t u r e t h a t i s 

i n n e r v a t e d by c u l t u r a l conundrums, t h a t moves w i t h th e water and the f i s h . 

The making of t h a t c u l t u r a l f i s h n e t i s i t s meaning; i t s p a r t i c u l a r s o c i a l 

r e l a t i o n s o f p r o d u c t i o n and r e p r o d u c t i o n a r e s i g n i f i c a n t p a r t s of the 

meaning of c u l t u r a l p r a c t i c e — a n d the c u l t u r a l p r a c t i c e of making meaning. 

The f i s h n e t , then, i s e l a b o r a t e d beyond pure f u n c t i o n i n t o a unique f i s h 

n e t ; w i t h unique conundrums. B e n g a l , the 'other c u l t u r e ' I e ncountered i s 

not o n l y t h i s m e t a p h o r i c f i s h n e t , i t i s a c u l t u r e i n which the f l o w i n g 

and o v e r f l o w i n g r i v e r s a r e i m p o r t a n t c o n s t r a i n t s . 

One such c u l t u r a l conundrum was p r e s e n t e d to me on a v e r y hot 

August a f t e r n o o n , temperature about 40°C and heat l i n e s r i s i n g from the 

broken pavement of R a b i n d r a S a r a n i , N o r t h C a l c u t t a , West B e n g a l , when I 

went to the o f f i c e of one of the p r o f e s s i o n a l j a t r a p a r t i e s , the Satyamber 

Opera, to d i s c u s s j a t r a music w i t h one of the composers f o r t h e jatra. We 

ended up d i s c u s s i n g Beethoven's b i o g r a p h y , the p o s s i b i l i t y o f composing 

music minus one or more sens e s , and Western c l a s s i c a l music i n g e n e r a l . 

He wanted to c o n t i n u e d i s c u s s i n g Western music; I wanted to d i s c u s s j a t r a 

music. N o r m a l l y , I want to d i s c u s s Western c l a s s i c a l music. Anyway, the 

d i s c u s s i o n v e r y r a p i d l y s h i f t e d to m a t t e r s of the p h i l o s o p h y o f sound and 

the meaning of m u s i c — t h e r e and h e r e . N o t h i n g we d i s c u s s e d made any sense 

a t a l l ; the sounds had c o l o u r s , the n o t e s were p e o p l e r e l a t i n g to one 

a n o t h e r , the ragas and raginis were d i v i n e , and ' l i f e was as a song'. He 

r e p e a t e d the o f t - q u o t e d B e n g a l i aphorism 

"Without K r i s h n a t h e r e i s no Song". 

My head was i n a s w i r l , and s e n s i n g t h i s he d i d what the j a t r a p e o p l e 

f r e q u e n t l y d i d to me—he t o s s e d me a p i t h y B e n g a l i conundrum—he shook, 

a g a i n , the f o u n d a t i o n s of my sense of u n d e r s t a n d i n g B e n g a l . The s a y i n g he 

gave me, w i t h an a l l too d e l i g h t e d smirk, p l a g u e d me f o r a l o n g time. I t 
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s t i l l p l a g u e s me, even though, from time to time I get deep g l i m p s e s o f 

i t s meanings. The s a y i n g to keep i n mind i s : 

I f you t e l l the t r u t h f o r seven days 
on the e i g h t h day you d i e . 

I asked him what that m e a n t — h e shook h i s head, s m i l e d m y s t e r i o u s l y , and 

remained q u i e t . I dreamt and dream about what t h i s means; I thought and 

t h i n k about what t h i s means; and I have attempted and w i l l attempt to 

u n r i d d l e what t h i s , and o t h e r such c o n f u s i n g a s p e c t s of B e n g a l i c u l t u r e 

mean w i t h i n the c o u r s e of the document b e i n g c o n s t r u c t e d h e r e . Among the 

many t h i n g s t h a t i t means, i t d e f i n i t e l y i s about the r e l a t i o n s h i p of 

t r u t h and f a l s i t y , l i f e and death, and p r o c e s s and s t r u c t u r e . Death i s i n 

s t r u c t u r e , even numbers, and i s a p p a r e n t (spaces a r e s t r u c t u r e d f o r r i t u a l 

and l i v i n g — t h e y a r e u s u a l l y f o u r - s q u a r e d ) and i n e v i t a b l e . L i f e i s i n 

p r o c e s s , odd numbers and i n e v i t a b l y i l l u s o r y . I t , of c o u r s e , means many 

o t h e r t h i n g s as w e l l . T r u t h i s momentary—meanings a r e momentary as a r e 

t h e i r i n t e r p r e t a t i o n s . 

The moment of the mutual dream of the ethnographer and her 

c u l t u r e / a n t h r o p o l o g i c a l c u l t u r e / l o o k i n g - g l a s s c u l t u r e i s the r e a l i t y from 

which even temporary meaning i s c r e a t e d . While t h i s metaphor, based on 

the f a n c i f u l amusement c r e a t e d f o r c h i l d r e n , may seem e i t h e r c u t e o r 

t r i t e , I m a i n t a i n t h a t the l o o k i n g - g l a s s w o r l d , and what A l i c e found t h e r e 

i n her c u r i o u s c h i l d h o o d j o u r n e y — h e r quest f o r the u n d i s c o v e r y and d i s 

c o v e r y of ' r e a l i t y ' i n a m i r r o r e d w o r l d — i s one c u l t u r a l e x p r e s s i o n of the 

a n t h r o p o l o g i s t ' s e x p e r i e n c e and g o a l . E v e r y a n t h r o p o l o g i s t from the West 

who seeks an u n d e r s t a n d i n g of a r e a l o r m e t a p h o r i c l o o k i n g - g l a s s c u l t u r e , 

b e g i n s the e n t e r p r i s e as a ' c u l t u r a l c h i l d ' whose w o r l d has not y e t become 

too s m a l l — w h e r e t h i n g s a r e s o f t , p l i a b l e and m a l l e a b l e . The q u e s t i s to 

u n d i s c o v e r nonsense and d i s c o v e r sense i n the b o u n d a r i e s , m i d d l e s and 
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meanings of the w o r l d she e n c o u n t e r s . 

T h i s r e q u i r e s , i n so f a r as i t i s p o s s i b l e , c o n s t r u c t i n g a view 

of the l o o k i n g - g l a s s c u l t u r e from i n s i d e i t — i n t h i s case a Qatvaoentvic 

view as p l a c e d w i t h i n the s o c i a l and c u l t u r a l w o r l d of West B e n g a l . What 

f o l l o w s throughout t h i s e x p o s i t i o n i s j u s t such an attempt, however tem

pere d w i t h our own n o t i o n s of what c u l t u r e and c u l t u r a l resemblances a r e . 

A good example of what l i e s b e h i n d most a n t h r o p o l o g i c a l n o t i o n s of c u l t u r e 

i s e x p r e s s e d by J o s e O r t e g a y G a s s e t i n h i s M e d i t a t i o n s on Q u i x o t e : 

C u l t u r e f o r the dark-eyes men who m e d i t a t e , 
argue, s i n g , p r e a c h and dream i n I o n i a , A t t i c a , 
S i c i l y , and Magna G r a e c i a , means what i s f i r m 
as opposed to what i s u n s t a b l e , what i s f i x e d 
as opposed to what i s f l e e t i n g , what i s c l e a r 
as opposed to what i s o b s c u r e . C u l t u r e i s n o t 
the whole of l i f e , b u t o n l y the moment of s e c u r i t y 
of c e r t a i n t y , o f c l a r i t y . And the Greeks i n v e n t 
a concept as an i n s t r u m e n t , n o t f o r r e p l a c i n g 
the s p o n t a n e i t y of l i f e , but f o r making i t s e c u r e . 

(Ortega y G a s s e t 1961:96) 

F o r the a n t h r o p o l o g i s t the q u e s t i o n , "What i s c u l t u r e ? " , r e q u i r e s much 

m e d i t a t i o n , much w r i t i n g and much debate. Perhaps i t i s one of the most 

i n t e r e s t i n g and a l i v e debates we engage i n . Raymond W i l l i a m s says " c u l t u r e 

i s one of the two or t h r e e most c o m p l i c a t e d words i n the E n g l i s h language" 

( W i l l i a m s 1976:76). whether we s i t u a t e the l o c u s of c u l t u r e i n the 

"systems of s i g n i f i c a n c e and i n t e r p r e t a t i o n s " o r i n the " a c t i o n s and 

a c t i v i t i e s t h a t produce r e c o g n i s a b l e forms through s o c i a l p r a c t i c e s " 

q u e s t i o n s o f ' c u l t u r e ' become q u e s t i o n s of 'meaning'. G e e r t z (1973:5) 

sta n d s on the one s i d e making c u l t u r e a s e m i o t i c c o n c e p t , one where the 

c o n c e r n i s an i n t e r p r e t a t i o n o f meanings. W i l l i a m s (1977:11-20, 136-144) 

stands on the o t h e r s i d e making c u l t u r e a c r e a t i v e h i s t o r i c a l p r o c e s s 

where the c o n c e r n i s a d e m y s t i f i c a t i o n of meanings. The n o t i o n s p r e s e n t e d 

h e r e , a r e an u n s t a b l e b l e n d , because no matter which d e f i n i t i o n you use 
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one t h i n g c l e a r l y emerges; c u l t u r e i s the paramount a n t h r o p o l o g i c a l con

c e r n . The a n t h r o p o l o g i s t , through s e l f - r e f l e c t i o n , and c o n s c i o u s 

c o n s t r u c t i o n c r e a t e s the c u l t u r e from the e x p e r i e n c e s and c o n v e r s a t i o n s , 

watching, d o i n g and l i v i n g among the p e o p l e d i f f e r e n t from h e r s e l f . The 

r e s u l t i s one of a s s e r t i o n , r e f l e c t i o n and c r e a t i v i t y ; based on the p e r 

c e p t i o n s and a p p e r c e p t i o n s of d a i l y l i f e and i n t e n t i o n a l l y s y m b o l i c l i f e . 

" I c a n ' t b e l i e v e that" s a i d A l i c e . 
"Can't you?" the Queen s a i d i n a p i t y i n g 
t one. " T r y a g a i n : draw a l o n g b r e a t h and 
shut your eyes . " 
A l i c e l a u g h e d . "There's no use t r y i n g , " 
she s a i d : "one can't b e l i e v e i m p o s s i b l e 
t h i n g s . " 
"I d a r e s ay you haven't had much p r a c t i c e . " 
s a i d the Queen. "When I was your age, I 
always d i d i t f o r h a l f - a n - h o u r a day. 
Why sometimes I've b e l i e v e d as many as 
s i x i m p o s s i b l e t h i n g s b e f o r e b r e a k f a s t . . . " 

The i m p o s s i b l e w o r l d I was plunged i n t o was a v e r y s p e c i a l , s e l f -

c o n s c i o u s , s e l f - c r i t i c a l , i n t e n t i o n a l l y c o n s t r u c t e d one; the w o r l d of the 

p o p u l a r t r a v e l l i n g o p e r a t i c t h e a t r e of West B e n g a l — t h e jatra. What I 

attempt to c r e a t e i n what f o l l o w s , i s an i n t e r p r e t a t i o n o f t h i s t h e a t r i c a l 

w o r l d ( h e r e a f t e r r e f e r r e d to as the j a t r a jagat), how i t i s p o p u l a t e d , 

viewed and e x p e r i e n c e d on the i n s i d e , how i t i s viewed and e x p e r i e n c e d by 

B e n g a l i s o u t s i d e the j a t r a j a g a t , how i t i s viewed and was e x p e r i e n c e d by 

the a n t h r o p o l o g i c a l o u t s i d e r , and how t h i s phenomenon means. 

"...and i f I r e a l l y am Queen," she s a i d 
as she s a t down a g a i n , " I s h a l l be a b l e to 
manage i t q u i t e w e l l i n t i m e . " 

The document which f o l l o w s i s q u i t e a l o n g j o u r n e y , a j o u r n e y 

of 'coming to know' t h a t h o p e f u l l y w i l l a l s o be a j o u r n e y of ' f r e e d o m ' — 

freedom from h a v i n g to l i v e i n s i d e t h e s e B e n g a l i c o n t r a d i c t i o n s f o r a w h i l e . 

"...What do you mean by ' I f you r e a l l y 
a r e a Queen?' What r i g h t have you to 
c a l l y o u r s e l f so? You c a n ' t be a Queen, 
you know, t i l l you've pass e d the p r o p e r 
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e x a m i n a t i o n . And the sooner we b e g i n i t 
the b e t t e r . " 

"I o n l y s a i d ' i f ' ! " poor A l i c e p l e a d e d 
i n a p i t e o u s tone. 

The two Queens l o o k e d a t each o t h e r , and 
the Red Queen remarked, w i t h a l i t t l e shudder, 
"She says she o n l y s a i d ' i f " 

"But she s a i d a g r e a t d e a l more than t h a t ! " 
the White Queen moaned, w r i n g i n g her hands, 
"Oh, e v e r so much more than t h a t . " 

"So you d i d , you know," The Red Queen s a i d 
to A l i c e . "Always speak the t r u t h — t h i n k b e f o r e 
you s p e a k — a n d w r i t e i t down a f t e r w a r d s . " 

...But she c o u l d n ' t h e l p t h i n k i n g to h e r s e l f , 
"What d r e a d f u l nonsense we are t a l k i n g ! " 

Anytime I t h i n k about Bengal and the e x p e r i e n c e I had l e a r n i n g 

the b o u n d a r i e s , m i d d l e s and meanings o f l i v i n g , making meaning and making 

a l i v i n g i n B e n g a l , and the e x p e r i e n c e I have had w r i t i n g down th e s e 

u n d e r s t a n d i n g s a f t e r w a r d s f o r the purpose of d e m o n s t r a t i n g t h a t I know the 

r u l e s w e l l enough so t h a t I can make a l i v i n g i n C a n a d a — t h e importance of 

b e i n g caught i n a web of maya (attachments, i l l u s i o n s and s e n t i m e n t s ) i s 

b rought home to me. I t i s c l e a r t h a t I p l a c e my t a s k w i t h i n the a n t h r o 

p o l o g i c a l w o r l d and the jatra p e o p l e ' s t a s k w i t h i n the B e n g a l i w o r l d i n 

much the same p o s i t i o n . The a n t h r o p o l o g i s t must be c l e a r i n her i n t e n t i o n s 

and s e l f - c r i t i c a l of h e r p r o d u c t i o n and the r e a l i s a t i o n o f those i n t e n t i o n s 

— t h e e x p l i c a t i o n of meanings embedded i n s o c i a l and c u l t u r a l l i f e . W ith 

the e x c e p t i o n of the f a c t t h a t a n t h r o p o l o g i c a l p r a c t i c e i s more a l i e n a t i n g , 

the a n t h r o p o l o g i s t and the j a t r a p e r s o n n e l s h a r e a p e r s p e c t i v e and t a s k — 

an e x p l o r a t i o n of ' c u l t u r e ' and an e d u c a t i v e e x p l i c a t i o n of i t s meaning. 

I p l a c e the j a t r a p e r s o n n e l — o w n e r s , managers, m e n i a l s , a r t i s t s , 

w r i t e r s , composers and d i r e c t o r s — a n d the B e n g a l i s p e c t a t o r s a t the c e n t r e 

of B e n g a l i c u l t u r a l m a n i f e s t a t i o n s . T h i s i s not t o t a l l y my a n t h r o p o l o g i c a l 

b i a s , many B e n g a l i s o u t s i d e the j a t r a j a g a t a l s o p l a c e i t t h e r e . L i f e i n 

the Bengal c o u n t r y s i d e i s p u n c t u a t e d by j a t r a performances and performances 
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of the o t h e r p e r i p a t e t i c performance forms. Any n o v e l about r u r a l B e n g a l i 

l i f e has a t l e a s t one j a t r a performance i n i t ; T arashankar B a n e r j e e even 

wrote a p o p u l a r n o v e l ( l a t e r made i n t o a B e n g a l i cinema) Manjari Opera 

which f o c u s s e d on the r u n n i n g of a j a t r a p a r t y . S a t y a j i t Ray's famous f i l m 

t r i l o g y The Apu Trilogy f e a t u r e s a j a t r a performance q u i t e p r o m i n e n t l y i n 

the f i r s t f i l m . T h e a t r i c a l p l a y s have been w r i t t e n f o c u s s i n g on the l i f e 

of a j a t r a p a r t y . The j a t r a performance i s c l e a r l y an i m p o r t a n t ' c u l t u r a l 

performance'. 

P e o p l e w i t h i n the j a t r a j a g a t ( t h e w o r l d o r u n i v e r s e of the 

p o p u l a r t h e a t r i c a l t r a d i t i o n i n Bengal) a l s o c o n s c i o u s l y p l a c e themselves 

a t the c e n t r e of B e n g a l i c u l t u r e . They t h i n k about c u l t u r e {sanskriti), 

what c r e a t e s and s u s t a i n s i t ; they a l s o contemplate and c o n v e r s e about the 

importance of making a l i v i n g by e x p r e s s i n g and d e m y s t i f y i n g the e s s e n t i a l 

n a t u r e of B e n g a l i c u l t u r e and c u l t u r a l dilemmas. C u l t u r e i s as i m p o r t a n t 

a concept and p r a c t i c e to j a t r a p e o p l e as i t i s to a n t h r o p o l o g i s t s . C u l t u r e 

o n l y e x i s t s i n so f a r as p e o p l e ' s energy (prakriti) has a c e r t a i n f o r m — o n e 

of the c e n t r a l forms i n which t h i s energy moves i s language and speech. 

Dance forms and s o c i a l forms a r e the two o t h e r c e n t r a l l y i m p o r t a n t c o n t a i n 

e r s f o r B e n g a l i energy. S i n g i n g ( i n t e n s i f i e d s p e e c h ) , d a n c i n g ( i n t e n s i f i e d 

movement) and p e r f o r m i n g the p l a y ( i n t e n s i f i e d s o c i a l a t t a c h e d n e s s ) — t h e 

e s s e n t i a l elements o f a j a t r a p e r f o r m a n c e — a r e the most s i g n i f i c a n t ways 

of e x p r e s s i n g a d i r e c t l i n k w i t h cosmic e n e r g i e s i n B e n g a l . I n t h e s e 

a c t i o n s and c u l t u r a l p r a c t i c e s B e n g a l i s b o t h s t i p u l a t e and demonstrate t h e i r 

d i r e c t t r a n s c e n d e n t a l l i n k s and a t the same time a f f i r m the s o c i a l n a t u r e of 

t h e i r l i v e s — t r a n s i t o r y and i l l u s o r y though i t may be. 

A l t h o u g h the j a t r a has been p r i m a r i l y a s s o c i a t e d w i t h the 

V a i s n a v a emphasis i n Hinduism ( K r i s h n a b e i n g the L i f e S u s t a i n e r ; S i n g e r , 

Dancer and P l a y e r par exoellance—the Human Communication Symbol) i t has 



- 12 -

become a l s o bound up i n Shakta p r a c t i c e s as w e l l ( K a l i b e i n g the C r e a t o r 

and D e s t r o y e r par exceZZance—the Human R e g e n e r a t i o n and R e p r o d u c t i o n 

Symbol). K r i s h n a and K a l i , the two most im p o r t a n t d e i t i e s i n B e n g a l , a r e 

b o t h p e r s o n i f i c a t i o n s of a c t i o n and p a s s i o n . F o r B e n g a l i s , a c t i n g 

(abhinoy) and a c t i o n s (karja), the p r o c e s s of d o i n g ( t h e v e r b kora i s the 

s i n g l e most used word i n the B e n g a l i language; i t means to do or to make), 

i s p r i m a r y . The word kora i s r e l a t e d t o the word karan; a means, cause, 

r o o t , m o t i v e or p u r p o s e — i t s e l f an u n u s u a l l y worked word. While as an 

o u t s i d e r I was c o n v i n c e d t h a t K a l i and K r i s h n a were v e r y d i f f e r e n t b e i n g s 

— f o r B e n g a l i s they a r e the same, they f u s e i n t o a c o n t r a d i c t o r y u n i t y . 

A t a f a i r sideshow i n a B e n g a l i s e c t i o n of Jamshedpur, B i h a r , I saw an 

image h a l f K a l i and h a l f K r i s h n a ( c a l l e d Shyam/Shyama - e p i t h e t s f o r 

K r i s h n a and K a l i r e s p e c t i v e l y ) , when I asked about i t I was t o l d t h a t 

they were the same. They a r e b o t h images of human n e c e s s i t i e s — a c t i v e l y 

p u rsued. Songs, dances and s o c i a l a c t i o n s d e f i n e a B e n g a l i c u l t u r a l 

u n i v e r s e , they d e f i n e B e i n g and Becoming i n B e n g a l i terms. The j a t r a 

a r t i s t s c a r r y t h e s e images i n t o c u l t u r a l p r a c t i c e . 

S i b B h a t t a c h a r j i ( t h e comic c h a r a c t e r w i t h the Tarun Opera and 

the p r e s i d e n t of the Jatra S h i l p i Sangha - t h e J a t r a A r t i s t s A s s o c i a t i o n ) , 

i n h i s a d d i t i o n s to a B e n g a l i v e r s i o n of P h o n i Bhushan B i d y a b i n o d ' s (who 

h i m s e l f was Boro P h o n i the g r e a t j a t r a a r t i s t ) Adhunik Abhinoy Shiksha 

( L e a r n i n g Modern J a t r a A c t i n g ) o u t l i n e s the form of c u l t u r e and the c r e 

a t i v e e n e r g i e s t h a t i n n e r v a t e i t q u i t e w e l l . Most j a t r a p e r s o n n e l agree 

w i t h t h i s i n t e r p r e t a t i o n , and I would v e n t u r e to say, most B e n g a l i s would. 

C u l t u r e o r i g i n a t e s from the p r a c t i c a l needs 
of l i f e , from our attempts a t m a i n t a i n i n g 
l i f e w i t h i t s innumerable and v a r i e d demands 
from our e f f o r t s to make i t r i c h and f l o u r i s h i n g . 
To make h i s l i f e more s e c u r e , man has been 
t r y i n g t o a c q u i r e more and newer power and has 
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been more and more s u c c e s s f u l i n t h i s . Through 
t h i s p r o c e s s h i s i n t e l l e c t has a c q u i r e d new 
di m e n s i o n s , h i s thought, i d e a s , and i m a g i n a t i o n s 
have a c q u i r e d more power, and by a l l t h e s e h i s 
c r e a t i v e power or f a c u l t y c o u l d become more 
and more f r u i t f u l , and h i s f r u i t f u l n e s s of 
h i s c r e a t i v i t y l e d to the c r e a t i o n of c u l t u r e 
i n i t s v a r i e d m a n i f e s t a t i o n s , i n l i t e r a t u r e 
and a r t s , as w e l l as s o c i a l l i f e . As soon as 
t h i s c u l t u r a l w o r l d began, i t f u n c t i o n e d i n 
c r e a t i n g more and more c u l t u r e by b u i l d i n g up 
a h e r i t a g e , i n s p i r i n g more and newer c r e a t i o n s . 
The c u l t u r a l l i f e o f Bengal a l s o f o l l o w e d 
t h i s same c o u r s e and from the r o o t o f h i s 
p r i m i t i v e songs sprang up t h a t k i n d o f a c t i n g 
t hrough s i n g i n g (gitiabhinoy - o p e r a t i c drama) 
p o p u l a r l y known as ' jatragana'. 

With the e v o l u t i o n of the B e n g a l i p e o p l e 
as a c u l t u r e d p e o p l e t h i s j a t r a g a n a became 
a s i g n i f i c a n t p a r t of the r e l i g i o u s and s o c i a l 
ceremonies and f e s t i v i t i e s o f B e n g a l . 

( B h a t t a c h a r j i n.d.:162-3) 

J a t r a a r t i s t s l i k e Sibbabu, who a r e s t e e p e d i n and a t t a c h e d to 

the j a t r a t r a d i t i o n , r e l i s h t h i n k i n g and t a l k i n g about t h e i r work 

(kaj - d o i n g s , ahakri - j o b s , and pesha - p r o f e s s i o n ) and t h e i r ' m i s s i o n ' 

of e x p r e s s i n g the n a t u r e of and e d u c a t i n g p e o p l e about ' t r u e 1 B e n g a l i l i f e , 

e x i s t e n c e , s p i r i t , and meaning. Through the t h e a t r i c a l performances they 

c r e a t e , j a t r a p e r f o r m e r s p r e s e n t and r e - p r e s e n t the j a t r a w r i t e r ' s , owner's 

and t h e i r own view of the e s s e n t i a l s . Those i n s i d e the j a t r a j a g a t h o l d 

a t h e o r y of c u l t u r e , language and p r a c t i c e i n which the o r i g i n , growth, 

i d e n t i t y and i n t e r p r e t a t i o n of the j a t r a o c c u p i e s the c e n t r a l p i v o t a l 

p o i n t — t h e j a t r a j a g a t i s a t one and the same time the macrocosm and the 

microcosm of a h o l i s t i c u n i v e r s e . 

I t was through the j a t r a performances and the e d u c a t i o n I 

r e c e i v e d from t a l k i n g w i t h , watching and t r a v e l l i n g w i t h p e r f o r m e r s d u r i n g 

the time I was i n B e n g a l , and s t r u g g l i n g w i t h the i n t e r p r e t a t i o n of 

performances and p e r f o r m e r s here i n the u n i v e r s i t y s e t t i n g , t h a t I caught 

a g l i m p s e of B e n g a l i l i f e and the j a t r a ' s p r e s e n c e i n i t . I t i s the 
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i n t e n t i o n o f t h i s t h e s i s to p r e s e n t a b e g i n n i n g , an i n t r o d u c t i o n as i t were, 

f o r u n d e r s t a n d i n g the meaning and s i g n i f i c a n c e of the j a t r a i n Bengal. I 

w i l l t r y to t r a n s l a t e and communicate the g l i m p s e s and u n d e r s t a n d i n g s I 

g r a s p e d , i n an a n t h r o p o l o g i c a l l y m e a n i n g f u l way t h a t does not s t r a y too f a r 

from the i n t e n t i o n s and meanings of the p e o p l e i n the j a t r a j a g a t , whose 

l i v e s a r e bound to the p r o f e s s i o n a l j a t r a . 

"Now, K i t t y , l e t ' s c o n s i d e r who i t was 
t h a t dreamed i t a l l . T h i s i s a s e r i o u s 
q u e s t i o n my d e a r , ...You see, K i t t y , i t 
must have been e i t h e r me or the Red King.. 
He was p a r t of my dream, of c o u r s e — b u t then 
I was p a r t of h i s dream too.'" 

A l i c e r e a l i z e d w i t h astonishment.'.' 

An Incident 

( A l l j a t r a p l a y s b e g i n w i t h one) 

Near the end of my r e s e a r c h s o j o u r n among the p e o p l e of the j a t r a 

j a g a t an i n c i d e n t i n our mutual dream taught me more about the j a t r a . The 

owner of the Satyamber Opera asked me to accompany him to a c o n f e r e n c e on 

the p e o p l e ' s c u l t u r a l forms. He thought t h a t I s h o u l d a t t e n d t h i s c o n f e r 

ence and p a r t i c i p a t e i n i t — i t was, i n h i s mind, an i m p o r t a n t event and a 

p l a c e to 'show-me-off'. With l i t t l e warning (about 1 day) I had to p r e p a r e 

a speech, i n B e n g a l i , about who I was, what I had been d o i n g t h e r e , and 

what I thought about the t h e a t r i c a l t r a d i t i o n I had been l i v i n g i n . A f t e r 

the i n i t i a l a n x i e t y wore o f f a b i t , I thought t h a t the event a f f o r d e d me 

the o p p o r t u n i t y to a s s e s s what i t was I thought t h a t I had been d o i n g and 

l e a r n i n g , as w e l l as to e x p e r i e n c e a c o n f e r e n c e of the 'people' r a t h e r 

than a n o t h e r c o n f e r e n c e of ' s c h o l a r s ' . 

The importance of t h i s event was u n d e r s c o r e d by the f a c t t h a t 

S h o i l e n had r e n t e d a c a r to d r i v e us to the v i l l a g e where the c o n f e r e n c e 

was to take p l a c e . The r i d e r s i n the c a r were S h o i l e n , B i j o n B h a t t a c h a r y a 
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(a B e n g a l i t h e a t r i c a l p l a y w r i g h t and o f f i c e r i n the c u l t u r a l a s s o c i a t i o n 

s p o n s o r i n g the e v e n t ) , Dr. GouriShankar B h a t t a c h a r y a (a p r o f e s s o r a t the 

Ra b i n d r a B h a r a t i U n i v e r s i t y and a j a t r a s c h o l a r ) , B h a i r o b Ganguly (a 

j a t r a p l a y w r i g h t o r palakar) and m y s e l f . D u r i n g t h i s r i d e I was informed 

of the u l t i m a t e purpose o f the c o n f e r e n c e , the format of the c o n f e r e n c e , 

and the h i s t o r y of the s p o n s o r i n g o r g a n i s a t i o n the IPCA (The I n d i a n 

P e o p l e ' s C u l t u r a l A s s o c i a t i o n ) . 

I t seemed t h a t the c o n f e r e n c e was b e i n g h e l d i n o r d e r t o r e 

awaken i n t e r e s t i n the d i s c u s s i o n and a p p r e c i a t i o n o f the p e o p l e ' s a r t s , 

p a r t i c u l a r l y w i t h these few s p e c i a l i s t s g o i n g t o the p e o p l e to spur i t on. 

The c o n f e r e n c e was to open w i t h a statement by G o u r i Shankar B h a t t a c h a r y a , 

f o l l o w w i t h a statement from the bideshi mee ( f o r e i g n g i r l — m e ) , and then 

have some l o c a l music p e r f o r m e r s (a l o c a l kabi p a r t y — a p o e t i c d u e l , and 

some l o c a l rabindra sangeet—Tagore s o n g s — s i n g e r s ) , and c l o s e w i t h a 

statement from B i j o n b a b u about the IPCA. 

As t h i s i n c i d e n t happened and e n f o l d e d , I r e a l i s e d t h a t I was i n 

the m i d d l e of a c u l t u r a l performance ( S i n g e r 1972); not o n l y i n the m i d d l e 

of i t , I was p e r f o r m i n g i n i t as w e l l . A l t h o u g h i t was a s h o r t c o n f e r e n c e , 

o n l y about 2 hours o r so, i t was a k i n d of 'time c a p s u l e ' of j a t r a . 

What S h o i l e n b a b u , the j a t r a owner, wanted me to p a r t i c i p a t e i n 

was a l e g i t i m i s i n g e v e n t — a statement about the p l a c e , s t a t u s and impor

tan c e of p o p u l a r c u l t u r a l forms, e s p e c i a l l y the j a t r a form. Everybody 

p a r t i c i p a t i n g was c a r e f u l l y chosen t o r e p r e s e n t the importance of j a t r a 

i n B e n g a l i l i f e , and i t s importance i n the a n a l y s i s o f B e n g a l i c u l t u r e . 

T h i s was r e a l i s e d by s u r r o u n d i n g the speeches and p a r t i c i p a n t s w i t h s o n g s — 

the n e c e s s a r y p r e s e n c e of K r i s h n a . 

With the opening speech o f G o u r i Shankar, I l e a r n e d n o t o n l y the 

s t y l e of B e n g a l i opening speeches ( t h e y i n c l u d e a statement o f cause or 
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o r i g i n and development encased i n a s e r i e s of e t y m o l o g i e s ) but a l s o the 

most common j a t r a o r i g i n s t o r y . In p r o v i d i n g the c o n t e x t f o r the c o n f e r 

ence G o u r i Shankarbabu t a l k e d about the importance of songs, dances and 

dramas of the B e n g a l i p e o p l e and t h e i r l i n k s t o a n t i - o r d e r B e n g a l i s o c i a l 

and r e l i g i o u s m o v e m e n t s — p a r t i c u l a r l y t h e i r o r i g i n a l l i n k s w i t h the V a i s -

nava r e l i g i o u s t r a d i t i o n . The l o n g e s t p a r t o f h i s speech dwelt on the 

B e n g a l i V a i s n a v a r e f o r m e r , C h a i t a n y a ; on the o r i g i n of the j a t r a i n the 

e c s t a t i c p o s s e s s i o n t r a n c e s of C h a i t a n y a i n which he performed Krishna lila 

( t h e d i v i n e s p o r t s and p l a y of the a v a t a r of V i s n u , K r i s h n a ) . Then he 

t r a c e d the f o r m a t i o n of K r i s h n a j a t r a s by C h a i t a n y a and h i s f o l l o w e r s and 

t h e i r change through d i f f e r e n t p e r i o d s of Bengal's h i s t o r y . I t was a 

s h o r t and r a p i d s k e t c h . Ending h i s speech w i t h the importance of k e e p i n g 

the s p i r i t of B e n g a l i p e o p l e a l i v e t hrough these p o p u l a r c u l t u r a l forms 

(he i n c l u d e d here more than j u s t the j a t r a ; he i n c l u d e d the p o e t i c d u e l s -

kabigan, kabi lorai and torja, t h e s t o r y t e l l e r s - panohali and kathakata, 

t h e boat songs - nodir sangeet or gan, e t c . ) , he t u r n e d t h e c o n f e r e n c e over 

t o S h o i l e n . 

S h o i l e n gave the o r i g i n of and b r i e f h i s t o r y of the Satyamber 

Opera (the j a t r a p a r t y he owned and had i n h e r i t e d from h i s w i f e ' s f a t h e r ) , 

and he i n t r o d u c e d me. He t o l d them about what I was d o i n g , and a p o l o g i s e d 

f o r my B e n g a l i by s a y i n g "you know she i s not B e n g a l i , but she i s becoming 

p r a c t i c a l l y B e n g a l i " . He d i d , however, e s t a b l i s h me as a s y m p a t h e t i c 

o u t s i d e r . 

My speech was not i n the p r o p e r s t y l e nor n e c e s s a r i l y w i t h the 

p r o p e r c o n t e n t . My statement of i d e n t i t y was not i n B e n g a l i terms, and 

my statement about what I was d o i n g nritytatto gobeshna ( r e s e a r c h i n t o 

p e o p l e s l i v e s and customs) was not c o m p r e h e n s i b l e . What I had to say about 

the importance of the j a t r a and how much I g e n u i n e l y e n j o y e d l e a r n i n g about 
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i t was, however, u n d e r s t a n d a b l e ( i n f a c t , i t would go w i t h o u t s a y i n g to 

most p e o p l e i n the audience) and a p p r e c i a t e d by the a u d i e n c e . The f a c t 

t h a t i t was encased i n bideshi terms and i n a s t r a n g e e n t e r p r i s e made my 

statements a l l the more m y s t i f y i n g and p o w e r f u l . I was t o l d t h a t I d i d 

my j o b w e l l , even though I had not spoken B e n g a l i as w e l l as they had 

hoped t h a t I would. My f o r e i g n s t a t u s d i d l e n d some we i g h t and f o r g i v e 

me some of my t r e s p a s s e s , however. 

With an i n t e r l u d e of the e s s e n t i a l B e n g a l i e l e m e n t — i n t e n s i f i e d 

speech surrounded by music ( s o n g s ) — t h e c o n f e r e n c e c o n c l u d e d w i t h the 

o r i g i n and h i s t o r y of the IPCA (lok sanskviti sangha) the c u l t u r a l b r a n c h 

of the Communist P a r t y of I n d i a . B i j o n B h a t t a c h a r y a was the a p p r o p r i a t e 

s p o k e s p e r s o n f o r t h i s group, s i n c e the p l a y he had w r i t t e n and s t a g e d a l l 

o v e r Bengal i n 1944, Nabanna (the famine of 1943 which d e v a s t a t e d l a r g e 

p o r t i o n s of the r i c e h a r v e s t of the r u r a l B e n g a l i p o p u l a t i o n ) was one of 

the most i m p o r t a n t e n t e r p r i s e s o f the I n d i a n P e o p l e s ' T h e a t r e A s s o c i a t i o n 

(IPTA as the IPCA was c a l l e d a t t h a t t i m e ) , the o r g a n i s a t i o n from which 

the IPCA grew. He t a l k e d about the l i n k w i t h p e o p l e s ' c u l t u r a l forms and 

p r o p e r s o c i a l and p o l i t i c a l a w a r e n e s s — c r i t i c a l s t a n c e s and commentary. 

Thi n g s t h a t I had been f e e l i n g were i m p o r t a n t l y l i n k e d — c u r r e n t 

p o l i t i c a l awareness and t h e a t r i c a l themes, the j a t r a and the s o c i a l r e l i g 

i o u s V a i s n a v a movements (however i n f u s e d w i t h T a n t r i c and Shakta r e l i g i o u s 

i d e a s ) were a l l p l a c e d t o g e t h e r i n one s t a g e d c u l t u r a l performance. The 

importance of f o r e i g n elements i n the i n t e r p r e t a t i o n of t h e s e l i n k s and 

h i s t o r i e s was a l s o a p p a r ent. I t became c l e a r to me t h a t i n t e r p r e t a t i o n of 

the j a t r a , as I e x p e r i e n c e d i t and as the p e o p l e i n the j a t r a j a g a t e x p e r 

i e n c e d and e x p e r i e n c e i t , would have to i n c l u d e enough i n f o r m a t i o n and 

r a v e l l i n g to make t h e s e l i n k s , so i m p o r t a n t i n the l o o k i n g - g l a s s c u l t u r e , 
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i n t e l l i g i b l e to an a n t h r o p o l o g i c a l a u d i e n c e not s t eeped i n B e n g a l i c u l t u r e 

and t r a d i t i o n . 
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NOTES 

The r e f e r e n c e s to Shakespeare throughout a r e a l l from: 

P a r r o t , Thomas Marc 
1953 Shakespeare: Twenty-three P l a y s and the 

Sonnets. R e v i s e d E d i t i o n . C h a r l e s S c r i b n e r ' s 
Sons, New York. 

The f i r s t quote i s from the Tempest, A c t I I , Scene I , l i n e 261; and the 
second quote i s from The Tempest, A c t IV, Scene I, l i n e s 156-159. 

W h i l e the main r e a s o n I chose q u o t a t i o n s from Shakespeare i s n o t 
because they have p a r t i c u l a r B e n g a l i s i g n i f i c a n c e , t h e s e quotes a r e n o t 
out of l i n e i n a p i e c e of w r i t i n g about the p o p u l a r t r a v e l l i n g t h e a t r e i n 
B e n g a l . Shakespeare and Shakespearean p l a y s have had and c o n t i n u e to have 
q u i t e an e f f e c t on the t h e a t r i c a l w o r l d i n I n d i a , and s p e c i f i c a l l y i n 
B e n g a l . There was a t r a v e l l i n g t h e a t r i c a l p a r t y i n the 30's and 40's 
(and perhaps e a r l i e r , a l t h o u g h the r e c o r d s a r e not c l e a r on t h i s p o i n t ) 
known as S h a k e s p e a r e w a l l a h , t h a t performed v a r i o u s Shakespearean p l a y s i n 
B e n g a l i , t hroughout the B engal c o u n t r y s i d e . A f i l m , made by Merchant and 
I v o r y , was made about t h i s t r a v e l l i n g t h e a t r i c a l group, a v e r y i n t e r e s t i n g 
and s e n s i t i v e f i l m . The j a t r a i t s e l f c e r t a i n l y d i d not escape the i n f l u 
ence of f o r e i g n elements and i n p a r t i c u l a r the i n f l u e n c e of Shakespearean 
themes and s t y l e s . P h o n i Bhushan B i d y a b i n o d , a famous B e n g a l i a c t o r and 
p l a y w r i g h t i n the j a t r a jagat who has w r i t t e n the book Adhunik Ahhinoy 
Shiksha p a r t s of which a r e t r a n s l a t e d and i n c l u d e d as a p p e n d i c e s i n t h i s 
d i s s e r t a t i o n , has devoted a c h a p t e r of h i s book to the i n f l u e n c e of 
Shakespeare on a c t i n g . Jatra palaguli were w r i t t e n , and a r e w r i t t e n , u s i n g 
Shakespearean themes as w e l l , a l b e i t t r a n s l a t e d i n t o p o p u l a r B e n g a l i idioms 
and symbols. While I was d o i n g t h i s r e s e a r c h t h e r e was a p o p u l a r p l a y , 
Bhule Niya Priya, t h a t was a t r a n s l a t i o n of the Romeo and J u l i e t theme i n t o 
B e n g a l i images and l i f e s i t u a t i o n s . When a s k i n g about t h i s p a r t i c u l a r p l a y 
I was i n f o r m e d of o t h e r such p l a y s and themes t h a t have been borrowed and 
B e n g a l i c i s e d . F r e q u e n t l y B e n g a l i a c t o r s and p l a y w r i g h t s would r e f e r t o 
something t h a t Shakespeare had w r i t t e n . 

The main r e a s o n t h a t I chose these q u o t a t i o n s has to do w i t h a 
p r o f o u n d change i n the s t a g e as w o r l d / w o r l d as s t a g e metaphor t h a t was 
prominent i n E l i z a b e t h a n d r a m a t i c w o r l d view. T h i s n o t i o n of the w o r l d 
as s t a g e c e r t a i n l y i s p r e s e n t i n the language of s o c i a l s c i e n c e s as w e l l . 
With The Tempest the r e l a t i o n s between au d i e n c e and a c t o r s has come f u l l 
c i r c l e — t h e s e p a r a t i o n a f f o r d e d by the p l a y metaphor seems to b r e a k down, 
and the a u d i e n c e a g a i n e x p e r i e n c e s the w o r l d as the a c t o r s do. The Tempest 
p l a y s w i t h time, p l a c e and i d e n t i t y i n q u i t e a d i f f e r e n t w a y — a way t h a t 
makes a l o t of sense i n the I n d i a n c o n t e x t . When the c o n t a c t f i r s t b e g i n s 
and the B r i t i s h make a s t r o n g h o l d i n B engal t h i s end-phase of E l i z a b e t h a n 
w o r l d v iew i s even more f i r m l y i m p l a n t e d i n the mind of c o l o n i a l s . Mercan
t i l i s m and the p l a y - a c t i n g w o r l d were a t odds as dominant i d e o l o g i e s , but 
f o r e n t e r t a i n m e n t purposes the c u l t u r a l i d e n t i t y of Shakespeare was 
i m p o r t a n t . R i g h t e r reminds us t h a t , 

From the b e g i n n i n g of the E l i z a b e t h a n age i t s e l f 
the a c t o r had been a s s o c i a t e d w i t h dreams and 
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shadows, had been a symbol of t h a t which i s 
i l l u s o r y and i n s u b s t a n t i a l . Here, i n The Tempest, 
the c o n d i t i o n of the a c t o r and the man who watches 
h i s performance i n the t h e a t r e have become i d e n t i 
c a l , and the r e l a t i o n s h i p of the a u d i e n c e w i t h the 
p l a y made s t r a n g e l y d i s t u r b i n g . 
Always b e f o r e i n Shakespeare, the p l a y metaphor 
had s e r v e d as a b r i d g e between the a u d i e n c e and 
the domain of the s t a g e . I t g u i d e d t h a t r e l a t i o n 
s h i p of a c t o r s and a u d i e n c e upon which the 
E l i z a b e t h a n drama r e l i e d , r e m i n d i n g the l a t t e r 
t h a t l i f e c o n t a i n s elements of i l l u s i o n , t h a t the 
two w o r l d s are n o t as s e p a r a t e as might be supposed. 
Now, the b a r r i e r s had been swept away a l t o g e t h e r ; 
the p l a y metaphor, l i k e the d i s t i n c t i o n upon which 
i t i s based no l o n g e r e x i s t s . . . the a u d i e n c e i n the 
t h e a t r e seems to l o s e i t s i d e n t i t y . L i f e has been 
e n g u l f e d by i l l u s i o n . The s p e c t a t o r s i n the p l a y 
house a r e no d i f f e r e n t i n q u a l i t y from F e r d i n a n d 
and M i r a n d a ; they a r e a c t o r s f o r the moment s i l e n t , 
who watch the p l a y w i t h i n the p l a y . 

( R i g h t e r 1967:182) 

I t i s t h i s a s p e c t of Shakespeare, the problem of i l l u s i o n and 
r e a l i t y o r appearance and r e a l i t y , t h a t f o r B e n g a l i s f e e l s most consonant 
w i t h what they know to be t r u e . F o r e l i t e B e n g a l i s , t r y i n g h a r d to f i n d 
p o i n t s of c o l l a b o r a t i o n w i t h t h e i r c o l o n i a l m a s t e r s , the a d o p t i o n of 
Shakespeare and Shakespearean themes was more than an a c t of e m u l a t i o n , 
r a t h e r i t was a statement of s i m i l a r i d e n t i t i e s . They u n d e r s t o o d w e l l 
t h a t the w o r l d i s not 'as a p l a y ' , r a t h e r the w o r l d ' i s p l a y ' - whichever 
puppetmaster i s p u l l i n g the s t r i n g s . 

The r e f e r e n c e s to A l i c e t h roughout a r e a l l t o : 

Gardner, M a r t i n ( I n t r o d u c t i o n and Notes) 
1960 The Annotated A l i c e : A l i c e ' s A dventures i n 

Wonderland and Through the L o o k i n g G l a s s , 
by Lewis C a r r o l l . C l a r k s o n N. P o t t e r , I n c . , 
New York. 

That t h i s work, about the sense and nonsense of c u l t u r a l r u l e s 
and games and t h e i r parody, s h o u l d have been i n t e r e s t i n g and i n f l u e n t i a l 
to I n d i a n s as w e l l as B r i t i s h and o t h e r W e s t e r n e r s , s h o u l d not be a t a l l 
s u r p r i s i n g . The r e a s o n s f o r p o p u l a r i t y , and the meanings a s s i g n e d to 
the work of c o u r s e v a r y i n the I n d i a n c o n t e x t . As e a r l y as 1917 t h e r e 
was a G u j e r a t i t r a n s l a t i o n of A l i c e , e n t i t l e d Alakano adbhut pravas, 
t r a n s l a t e d by J a y s h u k r a y P u r u s o t t a m r a y J o s i p u r a and p u b l i s h e d by the 
L a k s m i v i l a s P r e s s i n Baroda. A l s o , the B e n g a l i p l a y w r i g h t Manmatha Ray, 
i n 1947, wrote a p l a y t h a t m e t a p h o r i c a l l y used the A l i c e theme as w e l l : 
Alakananda. The message of A l i c e does make sense i n the I n d i a n view of 
the phenomenal w o r l d as n e c e s s a r y and n e c e s s a r i l y i l l u s i o n . 
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I t s h o u l d n o t be m i s u n d e r s t o o d , however; these a r e not anywhere 
near the major r e a s o n s I have chosen t h i s metaphor. The n a t u r e of ethno
g r a p h i c r e c o n s t r u c t i o n , spun out of s e n s i b l e f a n c i e s and f a n t a s i e s as w e l l 
as e x p e r i e n c e s and c o n v e r s a t i o n s w i t h p e o p l e , i s n e c e s s a r i l y c r e a t i v e . As 
N i e t z c h e (who was aware of and i n f l u e n c e d by I n d i a n n o t i o n s of maya -
n e c e s s a r y attachments and t h e i r duping q u a l i t y ) a s s e r t s i n the B i r t h of 
Tragedy: 

The b e a u t i f u l i l l u s i o n o f the dream w o r l d s , i n the 
c r e a t i o n of which e v e r y man i s t r u l y an a r t i s t , i s 
the p r e r e q u i s i t e of a l l p l a s t i c a r t , and as we s h a l l 
see, of an i m p o r t a n t p a r t of p o e t r y a l s o . I n our 
dreams we d e l i g h t i n the immediate u n d e r s t a n d i n g of 
f i g u r e s ; a l l forms speak to us; t h e r e i s n o t h i n g 
unimportant or s u p e r f l u o u s . But even when t h i s 
dream r e a l i t y i s most i n t e n s e , we s t i l l have, g l i m 
mering through i t , the s e n s a t i o n t h a t i t i s mere 
appearance: . . . P h i l o s o p h i c a l men have a p r e s e n t i 
ment t h a t the r e a l i t y i n which we l i v e and have our 
b e i n g i s a l s o mere appearance, and t h a t a n o t h e r , 
q u i t e d i f f e r e n t r e a l i t y l i e s beneath i t . Thus the 
a e s t h e t i c a l l y s e n s i t i v e man s t a n d s i n t h e same 
r e l a t i o n to the r e a l i t y of dreams as the p h i l o s o 
pher does to the r e a l i t y of e x i s t e n c e ; he i s a c l o s e 
and w i l l i n g o b s e r v e r , f o r these images a f f o r d him 
an i n t e r p r e t a t i o n of l i f e , and by r e f l e c t i n g on t hese 
p r o c e s s e s he t r a i n s h i m s e l f f o r l i f e . 

(Kaufman T r a n s l a t i o n 1966:34) 

A l i c e ' s j o u r n e y through the l o o k i n g g l a s s , b e s e t w i t h s t r a n g e n e s s and 
problems, i s completed, n o n e t h e l e s s . She emerges from her dream by h a v i n g 
r u n the maze o r i g i n a l l y p l o t t e d f o r h e r — a c o u r s e and t a s k she v e r y much 
wishes to pursue even though i t i s f i l l e d w i t h f r u s t r a t i o n s and d i s t r a c t i o n s , 
f a l s e s t a r t s and premature ends. These f r u s t r a t i o n s and f a l s e s t a r t s a r e 
' n a t u r a l ' as she matures throughout her j o u r n e y . F o r the most p a r t , A l i c e 
keeps her w i t s about h e r , even when and though the r e a l i t y seems p e c u l i a r 
and backwards; t h e r e b y she 'earns' the r i g h t and s t a t u s to c o n t i n u e . ( T h i s 
seems not u n l i k e the j o u r n e y through P l a t o ' s caves.) 

A c h a r a c t e r l i k e A l i c e i s c e r t a i n l y n o t a l i e n to a n t h r o p o l o g i s t s 
i n g e n e r a l . Most, I would s a y — a t l e a s t t h o se who keep a s e n s i t i v e ear to 
and eye on the l o o k i n g - g l a s s c u l t u r e — h a v e e x p e r i e n c e d t h i s . S p e c i f i c a l l y , 
though, t h i s c h a r a c t e r i s not a l i e n to B e n g a l i jatrawalas. The word j a t r a 
i t s e l f means a j o u r n e y , and much of the c o n t e m p l a t i v e w o r l d i n Bengal i s 
e n t i t l e d the 'dream w o r l d ' ; swapno jagat. F o r B e n g a l i s (and f o r many o t h e r 
I n d i a n s as w e l l ) the Godhead as K r i s h n a can f i l l one's c o n s c i o u s n e s s w i t h 
'dream-like r e v e r i e ' — s w a p n o bilasha. T h i s i s seen as p a r t of the o r i g i n 
of the form of p o p u l a r t h e a t r e c a l l e d j a t r a , and the s i g n i f i c a n c e of a l l 
t h i s w i l l become c l e a r e r as the- n a t u r e of the j a t r a jagat and the j a t r a pala 
a r e e x p l a i n e d i n more d e t a i l . 
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PART ONE 

TEE JATRA JAGAT. 
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THE JATRA JAGAT: 

I t s Form, Meaning and S i g n i f i c a n c e i n B e n g a l i C u l t u r a l P r a c t i c e 

I n the p r o l o g u e I i n t r o d u c e d , by way of extended m e t a p h o r i c 

d a l l i a n c e , the i d e a t h a t a fundamental p a r t of the m a n i f e s t a t i o n s of 

r e a l i t y — s o c i a l and c u l t u r a l p r o d u c t i o n s — i s t h e i r ' i l l u s o r y ' and 'dream

l i k e ' q u a l i t i e s . The p r a c t i c e of c r e a t i n g , t h i n k i n g about and u s i n g 

a n t h r o p o l o g i c a l c o n c e p t s i s s i t u a t e d w i t h i n a changing c u l t u r a l t r a d i t i o n , 

j u s t as a r e most of the p r a c t i c e s of 'other c u l t u r e s ' t h a t a r e e x p l o r e d 

a n t h r o p o l o g i c a l l y . To v iew m a n i f e s t a t i o n s of r e a l i t y , p a r t i c u l a r l y s i n c e 

most of them a r e r e - p r e s e n t a t i o n s , r e - c o l l e c t i o n s , r e - c o n s t r u c t i o n s , or 

r e - p r o d u c t i o n s , or to w r i t e about them w h i l e o u t s i d e t h e i r immediate g r a s p 

can be n o t h i n g more or l e s s than i l l u s i o n . A c u l t u r a l w o r l d , i n t h i s view, 

whether c o n s t r u c t e d by the a n t h r o p o l o g i s t i n an attempt a t a n a l y s i s and 

e x p l i c a t i o n or by the ' n a t i v e ' as r u l e s to l i v e by, i s a s e r i e s of resem

b l a n c e s and r e p r e s e n t a t i o n s ; conundrumic, c r e a t i v e , p o w e r f u l and n e c e s s a r i l y 

f i c t i t i o u s . I drew on a number of Western p h i l o s o p h e r s , p o e t s , s a t i r i s t s 

and a n t h r o p o l o g i s t s who contemplate and w r i t e about the n a t u r e of Western 

and a l i e n r e a l i t i e s . They a l l seem to be e x p l o r i n g and u s i n g words t h a t 

a r e c e n t r a l to B e n g a l i t h i n k i n g ; words l i k e 'mere appearance', ' r e p r e s e n 

t a t i o n ' , ' j o u r n e y ' , and ' i l l u s o r y r e a l i t y ' to a c c o m p l i s h t h e i r t a s k of 

i n t e r p r e t i n g and w r i t i n g . In B e n g a l i t h i n k i n g , however, the p a r a d o x i c a l 

and c o n t r a d i c t o r y essences of c o n c e p t s l i k e 'appearance and r e a l i t y ' , 

'attachment and freedom', ' f a l s i t y and t r u t h ' o r ' l i f e and d e a t h ' , 'process 

and s t r u c t u r e ' , and ' a c t i v e and p a s s i v e ' , a r e g i v e n s — t h e y a r e a l r e a d y 

r e s o l v e d a t a h i g h e r l e v e l than s o c i a l and c u l t u r a l p r a c t i c e . I t i s w i t h 

t h i s as the c o n t e x t t h a t I would l i k e to b e g i n to u n d i s c o v e r a v e r y s p e c i a l , 

i n t e n t i o n a l , c r e a t i v e , and phenomenal c u l t u r a l j o u r n e y e x p r e s s e d through a 
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c o n s c i o u s and e l a b o r a t e a l i e n symbol s y s t e m — t h a t engaged i n by the 

p a r t i c i p a n t s ( j a t r a p a r t i e s and t h e i r s p e c t a t o r s ) i n the t r a v e l l i n g p o p u l a r 

o p e r a t i c t h e a t r e of West B e n g a l . What f o l l o w s i s i n t e n d e d to be an e x e r 

c i s e i n the p r a c t i c e of d i a l e c t i c a l t h i n k i n g i n and e x p l i c a t i o n of the 

w o r l d of the d r a m a t i c j o u r n e y . 

The t r a d i t i o n and w o r l d of the j a t r a i s embedded i n a l a r g e r , 

v e n e r a b l e c u l t u r a l t r a d i t i o n . The Hindu B e n g a l i c u l t u r a l t r a d i t i o n , 

p a r t i c u l a r l y i n i t s r u r a l m a n i f e s t a t i o n s , c o n t a i n s a c o n c e p t u a l w o r l d t h a t 

i s bounded by motions of the d e s i r e f o r freedom from the w o r l d (jnoksha - a 

concept t h a t means r e l e a s e from r e b i r t h i n t o the phenomenal w o r l d , r e s c u i n g 

and b l o o d - l e t t i n g ) and the knowledge of and n e c e s s i t y f o r attachments to 

the w o r l d (maya - a concept t h a t means i l l u s i o n s , the m a t e r i a l w o r l d , 

a f f e c t i o n , s e n t i m e n t , b l o o d r e l a t i o n s h i p s and compassion). Freedom can 

o n l y be a t t a i n e d by p r o p e r l y r e c o g n i s i n g and working through (dharma - a 

concept t h a t means c o r r e c t a c t i o n s , ' r e l i g i o n ' and a c c e p t a n c e of one's 

p o s i t i o n i n the m a t e r i a l world) t h e s e i n t e r p e r s o n a l attachments and 

s t r u c t u r a l r e l a t i o n s h i p s . 

One must be a t t a c h e d to g e t f r e e . 

L i f e (pran or jibon) i s the m a t e r i a l form of energy; i t must c o n t i n u e 

and be r e - c r e a t e d by p e o p l e , even though death (jnrityd) i n t e r c e d e s . 

One must have a son to get r e b o r n . 

These n e c e s s a r y attachments to the w o r l d , and t h e i r o p p o s i t e s form one of 

the B e n g a l i c u l t u r a l ' t r u t h s ' . I t i s i m p o r t a n t , however, to u n d e r s t a n d t h a t 

t h e s e n e c e s s a r y attachments to the w o r l d and the a c t i v i t i e s i n the w o r l d 

a r e f l e e t i n g , changeable and n e c e s s a r i l y i l l u s i o n s ; a t the same time most 

of B e n g a l i c u l t u r a l and s o c i a l l i f e i s bounded by them. W i t h i n the m a t e r i a l 

w o r l d of i l l u s i o n s (mayaer jagat) how one makes one's l i v i n g i s what g i v e s 

'meaning' (artha or man) and s i g n i f i c a n c e o r importance (guruta). Doing and 
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b e i n g a c t i v e i n the w o r l d i s a Bengal mandate. K a l i ( t h e supreme goddess 

i n Bengal) i n her v a r i o u s m a n i f e s t a t i o n s i s the goddess who c r e a t e s and i s 

i l l u s i o n s , Maha Mayadevi, and a l s o t h e goddess who c r e a t e s and i s power, 

Maha Shaktidevi. She i s the goddess who c r e a t e s and i s r e g e n e r a t i o n and 

r e p r o d u c t i o n of l i f e . The n e c e s s a r y i l l u s i o n s of everyday l i f e a r e i n d e e d 

p o w e r f u l ; they a r e , l i t e r a l l y , 'what makes the w o r l d go 'round'. K r i s h n a 

(the supreme god i n Bengal) i s the god who t a k e s the energy of c r e a t i o n , 

p r o c r e a t i o n and r e c r e a t i o n , and s u s t a i n s l i f e t h rough c o n s c i o u s n e s s of 

communication. 

The u n d e r s t a n d i n g of the word artha i s v e r y i m p o r t a n t ; i t i s 

p o l i t i c a l economy, money and meaning; i t i s a t the same time s o c i a l p r a x i s 

and i t s m e a n i n g — t h e s o c i a l r e l a t i o n s of making a l i v i n g and making 

meaning. Most B e n g a l i s a r e paramountly ' i n the w o r l d ' ( i l l u s o r y as t h a t 

may b e ) , and a r e ' j o u r n e y i n g through the w o r l d ' , throughout the u n f o l d i n g 

of a s i n g l e or many l i f e t i m e s . Artha i s concerned w i t h movement and 

p r o g r e s s i o n (gati - a concept which means g o i n g , passage, and means) i n a 

d e t e r m i n e d and f i x e d p a t h . To a t t a i n freedom from t h i s j o u r n e y B e n g a l i 

Hindus must r e c o g n i s e and a t t e n d to the meaning of t h e i r p l a c e i n the 

s o c i a l r e l a t i o n s of making a l i v i n g ; of k e e p i n g the w o r l d i n motion. 

W i t h t h i s as the c o n c e p t u a l c o n t e x t i t becomes apparent t h a t some 

of the u s u a l Western d i s t i n c t i o n s — b e t w e e n l i t e r a l and m e t a p h o r i c l e v e l s , 

s t a t i c and dynamic s t a t e s or elements, appearance and r e a l i t y , mind and 

m a t t e r , and making a l i v i n g and making i n t e n t i o n a l l y s y m b o l i c m e a n i n g — t a k e 

on a d i f f e r e n c e s i g n i f i c a n c e ( i f i n d e e d they have any s i g n i f i c a n c e a t a l l ) . 

Perhaps a n t h r o p o l o g i s t s have w i s e l y l e f t i n q u i r y i n t o the t h e a t r e a l o n e , 

f o r the most p a r t (Peacock 1968 e x c e p t e d ) , s i n c e t h i s c u l t u r a l form i s 

f i l l e d w i t h t h e s e d i s t i n c t i o n s , whether i t i s found i n Western o r E a s t e r n 

t r a d i t i o n s . When immersed i n a s u b j e c t l i k e the B e n g a l i j a t r a , w i t h i t s 
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i n t e n t i o n a l double senses and i t s r a i s i n g and l o w e r i n g of the m i r r o r s of 

d i s s i m u l a t i o n , o n l y the p u b l i c , a c t i v e , d o i n g p a r t of t h e s e d i s t i n c t i o n s 

make any sense. The performance of t h e a t r i c a l s p e c t a c l e s r e q u i r e s t h a t 

a l l i t s p a r t i c i p a n t s — j a t r a p a r t i e s and s p e c t a t o r s a l i k e (and now even you, 

the r e a d e r s o f t h i s i m p o s i t i o n ) a c t i v e l y engage i n the i n t e r p r e t a t i o n of 

i t . There i s no t h e a t r e of p a s s i v i t y , e s p e c i a l l y i n the B e n g a l i c o n t e x t . 

These d i s t i n c t i o n s n ot o n l y seem to d i s a p p e a r w i t h i n the j a t r a 

jagat, they seem to have had no s i g n i f i c a n c e a t a l l . The a n a l y t i c a l ease 

w i t h which we i n the Western academic and a n t h r o p o l o g i c a l t r a d i t i o n s can 

s e p a r a t e l e v e l s and dimensions or p r o p e r t i e s and elements, i s confounded, 

u t t e r l y , when t r y i n g to d e s c r i b e or e t h n o g r a p h i s e the meaning and s i g n i f i 

cance of the j a t r a j a g a t and the j a t r a i n i t s own or g e n e r a l i s e d B e n g a l i 

terms. In B e n g a l i terms the wo r l d i s not c a t e g o r i s e d or c u t up i n the same 

way. I m a i n t a i n , however, t h a t the attempt i s i n e s c a p a b l e , and a n e c e s s a r y 

i l l u s i o n . I n t e n t i o n a l i t y , c r e a t i v i t y , and t h e i r c o n j o i n i n g i n an a l i e n 

t h e a t r i c a l a c t i v i t y and t r a d i t i o n i s a v e x i n g f o c u s f o r a n t h r o p o l o g i c a l 

i n q u i r y . What I w i l l do i n t h i s s e c t i o n i s attempt to c r e a t e the v e r b a l 

w o r l d of the j a t r a j a g a t and e s t a b l i s h i t s ' t h i n g n e s s 1 , to e x p l i c a t e i t 

w i t h r e f e r e n c e to i t s s t i p u l a t e d o r i g i n , and to l e a d you, the r e a d e r s , to 

a c o n s i d e r a t i o n of t h i s s p e c i a l way of making meaning and making a l i v i n g — 

the j a t r a performance. 

In c o n s t r u c t i n g the v e r b a l w o r l d o f the j a t r a j a g a t , I am making 

a d i s t i n c t i o n between meaning and s i g n i f i c a n c e i n the i n t e r p r e t a t i o n o f 

t h i s w o r l d , p a r t l y f o r t h e o r e t i c a l r e a s o n s and p a r t l y f o r r e a s o n s t h a t a r e 

i n t e r n a l and e x t e r n a l t o the t h e a t r i c a l form and t r a d i t i o n i t s e l f . I t i s 

my i n t e n t i o n i n t h i s t h e s i s to r e l a t e to you what I came to know about and 

un d e r s t a n d throughout my e t h n o g r a p h i c j o u r n e y w i t h i n the j a t r a j a g a t , and 

to e x p l i c a t e and i n t e r p r e t i t so t h a t you can gra s p the meaning and 
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s i g n i f i c a n c e of t h i s c u l t u r a l t h e a t r i c a l form, and perhaps a e s t h e t i c 

b u s i n e s s e s i n g e n e r a l . F i r s t , the t h e o r e t i c a l r e a s o n s f o r a d i s t i n c t i o n . 

I n t e r p r e t a t i o n , whether of e x c l u s i v e l y w r i t t e n t e x t s or e x c l u s i v e l y e nacted 

performances or a c o m b i n a t i o n of the two, p a r t i c u l a r l y when i t i s of an 

a l i e n t r a d i t i o n , i s a d i f f i c u l t t a s k . The t h e o r e t i c a l works t h a t have 

been the most u s e f u l h e r e a r e the ones i n e i t h e r the t r a d i t i o n c a l l e d 

h e r m e n e u t i c s o r the t r a d i t i o n c a l l e d c r i t i c a l t h e o r y . These two t h e o r e t i c a l 

p r o c l i v i t i e s s h a r e a c e n t r a l c o n c e r n — h o w t h i n g s a r e c o n s t i t u t e d and how 

they mean—and complement each o t h e r s i n c e one f o c u s e s on the phenomena and 

the o t h e r on t h e i r p l a c e i n c u l t u r a l p r a c t i c e . Hermeneutic a n a l y s i s , as 

I have come to u n d e r s t a n d i t , i s b u i l t around a c e n t r a l i n e l u c t a b l e paradox; 

i t goes something l i k e t h i s : you have to grasp a sense of the whole 

phenomenon b e f o r e you can examine i t s c o n s t i t u e n t p a r t s ; you have to 

u n d e r s t a n d and e x p l i c a t e the p a r t s b e f o r e you can c o n s t r u c t the whole. T h i s 

p l a c e s one s q u a r e l y i n a c i r c u l a r dilemma. F o r t u n a t e l y , by a d d i n g c r i t i c a l 

t h e o r y w i t h i t s mandate t h a t any phenomenon be u n d e r s t o o d i n i t s own c a t e 

g o r i e s and h i s t o r i c a l p r o c e s s , one i s not doomed or d e s t i n e d to swim i n the 

w h i r l p o o l c e a s e l e s s l y (or a t l e a s t i f one i s , the p r o c e d u r e s f o r k e e p i n g 

your head above water can be g i v e n ) . By making a d i s t i n c t i o n f i r s t between 

u n d e r s t a n d i n g and e x p l i c a t i o n , p a r t of the dilemma becomes l e s s p r o b l e m a t i c . 

A l t h o u g h t h e s e two p r o c e s s e s a r e f u s e d i n the n a t u r e of i n t e r p r e t a t i o n , they 

imply a n e c e s s a r y t e m p o r a l i t y , m e t h o d o l o g i c a l l y s p e a k i n g . The more 

appa r e n t s i d e of the e n t e r p r i s e , the e x p l i c a t i o n , i s i t s e l f r a t h e r complex. 

In a d d i t i o n to the i n t e r p r e t a t i o n t h e r e i s the element of i t s a p p l i c a t i o n , 

o r i t s s i g n i f i c a n c e . A g a i n t h e r e i s a n e c e s s a r y t e m p o r a l i t y i m p l i e d , one 

has to f i g u r e out what 'something means' b e f o r e she can f i g u r e out how 

t h i s something means to d i f f e r e n t p e o p l e or i n d i f f e r e n t c o n t e x t s . When 

a l l i s s a i d and done, the r e s u l t s h o u l d be a deeper and more thorough 
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i n t e r p r e t a t i o n t h a t i s c u l t u r a l l y c o n s t i t u t e d and m e a n i n g f u l . For my 

c u r r e n t p u r p o s e s , meanings a r e to be viewed and u n d e r s t o o d as s t a b l e and 

d e t e r m i n a n t ; ' t h i n g s ' i n and of themselves. These t h i n g s can be c o n t a i n e d 

i n w r i t t e n t e x t s and words, t e x t s - i n - p e r f o r m a n c e , a c t i o n s , c o n s t r u c t i o n s 

and w o r l d s ; one can a r r i v e a t a sense of the ' i n n e r ' meaning of a form, 

event, or any phenomenal o b j e c t i n the w o r l d . Meanings seem to be con

cerned w i t h t h e i r own o r i g i n a l ( o r a n a c h r o n i s t i c ) i n t e r n a l i n t e g r i t y : they 

d e f y space and time, even though they have a d i f f e r e n t appearance i n 

d i f f e r e n t spaces and t i m e s . The d i s c o v e r y of meaning (both u n d e r s t a n d i n g 

and e x p l i c a t i o n ) i s a k i n d of ' i n n e r j o u r n e y ' i n t o the phenomenon, co n c e p t , 

event, o b j e c t , e t c . , under s c r u t i n y . The c l u e s to meanings, a t one l e v e l 

anyway, a r e the symbols t h a t c o n t a i n them ( c f . Lee 1954:73-85), and a t 

l e a s t on a n o t h e r l e v e l , the i n t e r n a l r e l a t i o n s h i p s one u n d i s c o v e r s . The 

d i s c o v e r y of s i g n i f i c a n c e s , s e q u e n t i a l l y attempted (both the e x p l i c a t i o n 

and t h e i r a p p l i c a t i o n s ) , on the o t h e r hand, i s an 'outer j o u r n e y ' i n t o 

c o n t e x t s and s h i f t i n g terms of r e f e r e n c e . S i g n i f i c a n c e s a r e m e a n i n g s - f o r -

p e o p l e ; the r e l a t i o n a l r e s o n a n c e s t h a t a r e i n e x t r i c a b l y bounded to space 

and time. S i g n i f i c a n c e s a r e a m a tter of changing v a l u a t i o n s and e v a l u a t i o n s 

of the symbols t h a t c o n t a i n meanings. Making an i n t e r p r e t a t i o n ( g r a s p i n g 

the u n d e r s t a n d i n g , e x p l i c a t i n g i t and v a l u a t i n g i t ) n e c e s s i t a t e s the d u a l 

and double p r o c e s s e s of d e m y s t i f i c a t i o n and r e c o l l e c t i o n ( c f . R i c o e u r 

1970:26-36); decomposing the whole and then recomposing i t . T h i s i s one 

way to d i s p o s e of the problem of p a r t s and wholes t h a t seems to p l a g u e 

Western a n a l y t i c thought. When i t comes to the j a t r a as a whole t h i s 

p r o c e s s r e v e a l s t h a t what i s ' r e a l ' i s ' i l l u s i o n ' . 

Second, the r e a s o n s i n t e r n a l and e x t e r n a l to the j a t r a i t s e l f . 

The j a t r a , as I have come to know and u n d e r s t a n d i t , seems to have a t i m e l e s s 

q u a l i t y ; a form and e s s e n t i a l message t h a t o b t a i n r e g a r d l e s s of i t s 



- 29 -

a p p r o p r i a t i o n s by d i f f e r e n t p e o p l e f o r d i f f e r e n t ends. I n f a c t , i t i s 

j u s t t h i s 'phenomenal' meaning t h a t makes i t a p p r o p r i a b l e . T h i s q u a l i t y 

marks B e n g a l i i d e n t i t y and B e n g a l i i n t e r p r e t a t i o n s of the w o r l d — t h e j a t r a 

i s an e x p r e s s i o n of Bengali life, i n and of i t s e l f . However, a t d i f f e r e n t 

times and i n d i f f e r e n t p l a c e s and l o c a l i t i e s the s p e c i f i c q u a l i t i e s of 

the j a t r a t h a t a r e used and i n t e r p r e t e d (byakhyana) a r e d i f f e r e n t . I t i s 

s i g n i f i c a n t to d i f f e r e n t i n d i v i d u a l s and groups of p e o p l e , i n d i f f e r e n t 

c o n t e x t s and d i f f e r e n t ways. 

A more complete knowing and u n d e r s t a n d i n g of the j a t r a encompasses 

b o t h a s p e c t s of i n t e r p r e t a t i o n , the meanings ( B e n g a l i conundrumic c u l t u r a l 

t r u t h s ) and the s i g n i f i c a n c e s ( B e n g a l i c r e a t i v e l y e x p r e s s i v e i l l u s i o n s ) . 

In e s s e n ce, by making the d i s t i n c t i o n between meaning and s i g n i f i c a n c e , I 

am b u i l d i n g the s u b s t a n t i a t i o n f o r the h e r m e n e u t i c a l i n q u i r y t h a t g e t s 

beyond 'mere appearances' and i n t o knowledge and u n d e r s t a n d i n g of what i s 

' i l l u s o r y ' ( t h e r e a l l y r e a l ) i n the B e n g a l i c u l t u r a l w o r l d and the w o r l d 

of the j a t r a . 

The Jatra Jagat: its form 

I t i s my i n t e n t i o n h e r e to take you on an i n f l u x i o n a l j o u r n e y 

through the c o n c e p t u a l w o r l d of the j a t r a j a g a t , by examining the mani

f e s t a t i o n s i n words and v i s i o n s , s p e a k i n g s , w r i t i n g s , and g l i m p s e s . The 

main p o i n t s of r e f e r e n c e f o r t h i s j o u r n e y w i t h i n the j a t r a j a g a t a r e 

B e n g a l i c o n c e p t s i n g e n e r a l as they a r e e x p r e s s e d i n words, t h e i r speak

i n g s and w r i t i n g s , and the s p e c i f i c c o n c e p t s and words used by the j a t r a 

p e r s o n n e l i n c o n j u n c t i o n w i t h making t h e i r l i v i n g and making the 

m e a n i n g f u l c u l t u r a l performances they engage i n . 

A t the o u t s e t i t i s i m p o r t a n t to u n d e r s t a n d t h a t the j a t r a jagat 



- 30 -

i s n ot a p l a c e (stan or jaega) . The j a t r a j a g a t i s not o b j e c t i v e — a n 

o b j e c t t h a t can be d e s c r i b e d c o n c r e t e l y w i t h r e f e r e n c e s t o measureable 

d i m e n s i o n s , p r o p e r t i e s , t a n g i b l e s or elements of a s p e c i f i c bounding 

n a t u r e . I t s b o u n d a r i e s a r e the l i m i t s of B e n g a l i c r e a t i v i t y , i m a g i n a t i o n , 

and e x p r e s s i o n , and the l i m i t s of B e n g a l i bn-going and p a s t l i f e e x p e r 

i e n c e s . P r i m a r i l y t h i s w o r l d i s a v e r b a l a r t i f a c e and a r t i f a c t . To g r a s p , 

even f o r a moment, the meaning o f the j a t r a j a g a t , i t i s n e c e s s a r y t o l a y 

a s i d e a l l u s u a l Western d i s t i n c t i o n s of m a t e r i a l e n t i t i e s and 'con c e p t s ' — 

t h e i r s e p a r a b i l i t y and ' a s p e c t s ' . The j a t r a j a g a t i s a c o n c e p t u a l s p here, 

a k i n d of 'form', of s h i f t i n g t o p o l o g y , and i t i s the t o t a l i t y of under

s t a n d i n g s a s s o c i a t e d w i t h the meaning o f 'motion' (gati) and a w o r l d i n 

p r o c e s s . T h i s w o r l d , the w o r l d of the t r a v e l l i n g o p e r a t i c p o p u l a r t h e a t r e 

(jatra or jatragana), sometimes c a l l e d t h e p e o p l e ' s t h e a t r e , i s the 

s h i f t i n g u n i v e r s e of the j o u r n e y through l i f e w h i l e making a l i v i n g , w i t h 

i t s m y riad c o n c e p t u a l and i n t e r a c t i o n a l m a n i f e s t a t i o n s . As a 'performance' 

i t i s the m e t a p h o r i c , i n t e n s i f i e d , and bounded j o u r n e y f o r p e r f o r m e r s and 

au d i e n c e s a l i k e ; as a ' l i v e l i h o o d ' f o r those who i n h a b i t the j a t r a j a g a t , 

i t i s t h e i r w o r l d w i t h i t s n e c e s s a r y and n e c e s s a r i l y i l l u s o r y q u a l i t y . 

T h i s w o r l d , the j a t r a j a g a t , w h i l e a n a l y t i c a l l y s e p a r a b l e , i s i n e x t r i c a b l y 

bound to and up i n the t o t a l B e n g a l i c u l t u r a l w o r l d . The form (rupa) of 

the j a t r a j a g a t and i t s meaning (artha) a r e , a t the same time, b o t h m i c r o -

cosmic and macrocosmic. F o r the most p a r t , the j a t r a j a g a t and the B e n g a l i 

c u l t u r a l whole a r e the same i n n a t u r e , even though the j a t r a j a g a t i s more 

i n t e n s e l y so. By b e g i n n i n g to u n d e r s t a n d the j a t r a j a g a t , i t s h o u l d 

become e a s i e r to u n d e r s t a n d how B e n g a l i s t h i n k about and a c t i n t h e i r 

s o c i a l and c u l t u r a l w o r l d . 

Form (rupa) and i t s v a r i o u s c o m b i n a t i o n s and d e r i v a t i o n s i s a 

word w i t h an a b s o l u t e l y v e x a t i o u s semantic l o a d . By i t s e l f i t means 
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e v e r y t h i n g from a c o n c e p t , symbol, manner, f a s h i o n , body, shape, appearance, 

to a t y p e , k i n d , or s o r t . A rupak i s an a l l e g o r y , s y m b o l i c s t o r y , or a 

f a i r y - t a l e ; a rupak artha i s a f i g u r a t i v e meaning; vupatatto i s t h e s c i e n c e 

of a e s t h e t i c s ; rupakar i s an a r t i s t o r someone who d e s i g n s costumes f o r the 

t h e a t r e ; and rupa kora o r vupastar kora i s e i t h e r a c o n j u g a t i o n o r 

d e c l e n s i o n and a t r a n s l a t i o n . W i t h i n the concept 'form' one can move 

f a i r l y r a p i d l y from appearance to 'able to appear a s ' , or from body and 

shape to ' d i s g u i s e ' . What seems to be the most i m p o r t a n t u n d e r s t a n d i n g of 

t h i s c o n c ept f o r the j a t r a , i s t h a t form i s a k i n d o f d i s t a n c i n g s h e l l ; 

something t h a t can be a l t e r e d o r 'played w i t h ' , and something t h a t can be 

a p p r e c i a t e d . Once the ' s h e l l ' i s g r a s p e d by humans, i t becomes as a l l 

forms of 'matter' and ' m a t e r i a l ' ; f o r a B e n g a l i , i t can be used, a l t e r e d , 

t r a n s f o r m e d ; w i t h human energy put to i t , i t becomes p o w e r f u l . Words a r e 

forms, p e o p l e a r e forms, and t o g e t h e r they c r e a t e new forms. 

In o r d e r to b e g i n to c o n s t r u c t the v e r b a l b o u n d a r i e s of t h i s 

c o n c e p t u a l and i n t e r a c t i o n a l w o r l d , the j a t r a j a g a t , t h e r e must be a con

s i d e r a t i o n of the semantic ' s h e l l s ' or words (katha). Words, i n B e n g a l i 

s o c i a l p r a x i s — t h e i r s p e a k i n g (hola) and t h e i r w r i t i n g (lekha) are a 

d e m o n s t r a t i o n ; a m a n i f e s t a t i o n of power, s t r e n g t h , and a b i l i t i e s . One 

c o n s t r u c t s a c o n c e p t u a l and i n t e r a c t i o n a l w o r l d or u n i v e r s e by a s s e r t i n g 

v e r b a l l y c e r t a i n statements about the way i t i s 'shaped', the way i t i s 

c a r r i e d out o r the way i t works, and the way i n which i t means. To speak 

or w r i t e the l i f e ' s j o u r n e y one i s t r a v e l l i n g g i v e s i t new form, meaning, 

and a s p e c i a l k i n d of power (sakti). Speaking and w r i t i n g , i n B e n g a l i 

terms, demonstrates the power of human communication and the l i n k w i t h 

cosmic energy o r 'power'. In the j a t r a j a g a t , then, to speak or w r i t e the 

j o u r n e y , and to a l s o e nact or p e r f o r m i t , g i v e s the p e o p l e who i n h a b i t i t 

p o w e r f u l a s s e r t i o n s and a b i l i t i e s . 
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The i n h a b i t a n t s c o n s i d e r e d i n the j a t r a j a g a t , the human r e f e r 

e n t s , a r e the j a t r a p e r f o r m e r s ( s h i l p i — d b h i n e t a , abhinetri, a c t o r s and 

a c t r e s s e s , gayiak3 s i n g e r , nrityak3 d a n c e r s , and sangeet bisharad3 

m u s i c i a n s ) , the j a t r a composers and d i r e c t o r s (surkar and partehalak), and 

j a t r a p l a y w r i g h t s (palakar). S q u a r e l y i n s i d e t h e j a t r a j a g a t , i n the 

modern c o n t e x t , i s the j a t r a b u s i n e s s (byabsha). B e n g a l i s , who a r e o u t s i d e 

t h i s w o r l d , e n t e r i t from time t o time, r e v e l t h e r e , and r e t u r n to the 

w o r l d o u t s i d e . A l l the i n h a b i t a n t s of the j a t r a w o r l d demonstrate to the 

o u t s i d e r s t h a t they a r e ' p o w e r f u l ' and 'dangerous' i n s e v e r a l ways; they 

demonstrate t h e i r d i v i n e o r cosmic l i n k s through t h e i r a b i l i t i e s to speak 

and s i n g c l e a r l y and w e l l , t o compose music and d i r e c t human a c t i o n w e l l , 

or t o w r i t e a j a t r a p l a y w e l l — t h e s e a r e m a n i f e s t a t i o n s of t h e i r p a r c e l o f 

cosmic energy and t h e i r knowledge of the 'cosmic' j o k e of i l l u s i o n . They 

a l l demonstrate t h e i r human l i n k s as w e l l , by c r e a t i n g a performance t h a t 

b i n d s t o g e t h e r , however b r i e f l y , a l a r g e group of B e n g a l i s i n a s t a t i o n a r y 

m e t a p h o r i c and i n t e n s i f i e d j o u r n e y . 

I n s i d e the j a t r a j a g a t t h e r e a r e a number o f p l a c e s , e i t h e r f i x e d 

o r f r e e - m o v i n g . The f i x e d p l a c e s a r e the b u s i n e s s o f f i c e s and the t r a v e l 

l i n g buses, the f r e e p l a c e s a r e the v a r i o u s performance venues. Each o f 

these types of spaces have a c t i v i t i e s a s s o c i a t e d w i t h them t h a t a r e the 

' s t u f f of the j a t r a j a g a t ; gad-Is or o f f i c e s a r e where the p r o f e s s i o n a l 

b u s i n e s s a s p e c t s a r e c o n t a i n e d , and asaras a r e where the p r o f e s s i o n a l 

a e s t h e t i c a s p e c t s a r e performed. F o r o u t s i d e r s t h e s e p l a c e s a r e ' e x c i t i n g ' 

and d i f f e r e n t , f o r i n s i d e r s they a r e 'normal everyday l i f e ' . F o r a 

p e r s o n a c t i n g as a sponsor f o r a j a t r a performance, the j a t r a neighbourhood 

(para) and the j a t r a o f f i c e (gadi) a r e as n o v e l as i s the j a t r a g r e e n room 

(saj ghar) and j a t r a performance a r e a (asara3 or manoho - s t a g e ) . 
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The Jatra: its meaning 

The word j a t r a or jatvagana, as i t i s sometimes c a l l e d , means a 

j o u r n e y , a p r o c e s s i o n , t r a v e l l i n g , and a t h e a t r i c a l form. I t i s p l a c e d i n 

the c e n t r e of a concept of 'motion', and i n the c e n t r e of the B e n g a l i con

ce p t of ' l i f e ' (jibon). When t h i s word i s combined w i t h o t h e r words we 

get f u r t h e r g l i m p s e s i n t o the meaning and attachment of the j a t r a t o 

B e n g a l i everyday l i f e ; a j a t r a can be any j o u r n e y you under t a k e , a p i l g r i 

mage o r a t o u r , a j i b o n j a t r a i s your b i o g r a p h y o r the way you make your 

l i v i n g , your l i v e l i h o o d , an a g u s t a j a t r a i s your d e a t h . T h i s o b s e s s i o n 

w i t h B e n g a l i l i f e i s why j a t r a a c t o r s say t h a t they do not use masks i n 

j a t r a p e r f o r m a n c e s — m a s k s a r e s t a t i c , f i x e d e x p r e s s i o n s , and the j a t r a i s 

l i f e i n p r o c e s s . The j a t r a performance, w h i l e t a k i n g p l a c e i n a f i x e d 

s p o t , c a r r i e s the a u d i e n c e through an ' i n t e n t i o n a l and i n t e n s i f i e d ' 

j o u r n e y . The j a t r a i s c l e a r l y i n the c e n t r e o f the j a t r a j a g a t , and f o r 

the B e n g a l i j a t r a w a l a s i t i s the c e n t r e of the B e n g a l i c u l t u r a l w o r l d . 

The movement from a p i l g r i m a g e to a d r a m a t i c performance or 

t h e a t r i c a l form i s an i n t e r e s t i n g one; i t i s bound up i n the o r i g i n a l 

i d e n t i f i c a t i o n and performance of the j a t r a . L i k e most t h e a t r i c a l forms 

i n the w o r l d , the j a t r a had i t s b i r t h t hrough a r e l i g i o u s c o n t e x t ; i n 

t h i s i n s t a n c e through a r e l i g i o u s r e f o r m a t i o n movement bent on changing 

the r e l a t i o n s h i p between humans and the d i v i n e , and humans and humans by 

g i v i n g a l l p e o p l e e q u a l e c s t a t i c d e v o t i o n a l a c c e s s to d i v i n e c o n s c i o u s n e s s . 

T h i s i s the most o f t e n r e c o u n t e d o r i g i n s t o r y f o r the j a t r a . W h i l e some 

B e n g a l i s c h o l a r s , o u t s i d e the j a t r a j a g a t p l a c e the o r i g i n of j a t r a f u r t h e r 

back i n h i s t o r y , j a t r a w a l a s see t h e i r o r i g i n i n the C h a i t a n y a bhatki o r 

d e v o t i o n a l r e l i g i o u s r e v i v a l o f the l a t e 15th e a r l y 16th c e n t u r i e s ; the 

medieval, p e r i o d i n B e n g a l , j u s t when the B e n g a l i language was t r u l y i t s 

own. 
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I w i l l take you back i n time, to C h a i t a n y a ' s time, to t r y to see 

why t h i s would be the most common o r i g i n s t o r y f o r the p r e s e n t p r o f e s s i o n a l 

j a t r a w a l a s . Why do they see t h i s as t h e i r 'myth' or t h e i r raison d'etre? 

C h a i t a n y a ' s attempt to be f i l l e d w i t h K r i s h n a ' s powers and K r i s h n a con

s c i o u s n e s s , and h i s s u c c e s s i n d e m o n s t r a t i n g t h i s f u l f i l l m e n t made him 

perhaps the most 'powerful' and 'dangerous' r e l i g i o u s r e f o r m e r to grow out 

of B e n g a l . K r i s h n a i s the Supreme S i n g e r , Dancer, and P l a y e r , the Supreme 

L o v e r , and the Supreme Human Communicator, as he i s u n d e r s t o o d i n B e n g a l . 

K r i s h n a ' s a c t i v i t i e s a r e always r e f e r r e d to as s p o r t s , p l a y , d a l l i a n c e or 

r e v e r i e — l i t a . C h a i t a n y a , i n t h e c o u r s e of h i s e c s t a t i c r e l i g i o u s 

d e v o t i o n , f r e q u e n t l y m a n i f e s t e d i n what we can c a l l ' p o s s e s s i o n t r a n c e s ' , 

i n o r d e r to g e t c l o s e r to and r e a l i s e K r i s h n a ' s d i v i n e essence, would 

p e r f o r m K r i s h n a l i l a s — i n f a c t C h a i t a n y a ' s l i l a s were the performance of 

K r i s h n a ' s . C h a i t a n y a and h i s f o l l o w e r s would f r e q u e n t l y go on p i l g r i 

mages to i m p o r t a n t p l a c e s of K r i s h n a w o r s h i p , but s i n c e they c o u l d n o t be 

c o n s t a n t l y t r a v e l l i n g when they r e t u r n e d to C h a i t a n y a ' s home, Navadvip, 

they began r e - e n a c t i n g the j o u r n e y t h e r e , i n a f i x e d p l a c e f o r more pe o p l e 

to p a r t i c i p a t e . L e t ' s l o o k a t an account of C h a i t a n y a ' s l i l a — t h e 

performance of K r i s h n a e p i s o d e s . 

In a t l e a s t t h r e e of the main s o u r c e s f o r s t u d y i n g the b i o g r a p h y 

(the jibon jatra) of C h a i t a n y a t h e r e a r e a c c o u n t s of h i s performances, 

which came to be known as j a t r a . These s o u r c e s , the Chaitanya Bhagabata 

by B r i n d a b a n Das, the Chaitanya Mongol by Lochandas, and the Chaitanya 

Charitamrita by K r i s h n a d a s K a v i r a j , a l l d i f f e r i n a few d e t a i l s , s i n c e 

they were composed by d i f f e r e n t f o l l o w e r s and a t d i f f e r e n t t i m e s . I t i s 

not my purpose h e r e , however, to t r y to s o r t out the d i f f e r e n c e s , s i n c e 

the c u r r e n t p r o f e s s i o n a l j a t r a w a l a s a r e t r u l y unconcerned w i t h them, r a t h e r 

i t i s to show the main p o i n t s of the l i l a , and to s u g g e s t how from the 
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e c s t a t i c p o s s e s s i o n t r a n c e s of C h a i t a n y a and h i s f o l l o w e r s , the seeds of 

the l a t e r j a t r a were sown. 

F o l l o w i n g i s a v e r y ' l o o s e ' t r a n s l a t i o n of a s e c t i o n of the 

Madhya Khanda of the C h a i t a n y a Bhagabata by B r i n d a b a n Das. U n t i l I am 

b e t t e r a b l e to h andle m e d i e v a l B e n g a l i , t h i s w i l l s u f f i c e to g i v e the 

main p o i n t s . 

The performance, r e f e r r e d t o as j a t r a , was to take p l a c e a t the 
house of Chandra Sekhar, a f o l l o w e r of C h a i t a n y a . 

" . . . t h i s i s the good f o r t u n e of Chandra Sekar, i t 
i s a r i g h t c o n f e r r e d on him, t h a t i n h i s house the L o r d 
( C h a i t a n y a ) e x p r e s s e d h i s g l o r y . Those w o r s h i p p i n g 
s a t w i t h o t h e r V a i s n a v a d e v o t e e s . A l l were o r d e r e d 
to take on d r e s s e s and have make-up a c c o r d i n g to the 
p a r t . B e s e e c h i n g l y a g a i n and a g a i n , the V a i s n a v a 
A d i t y a s a i d , "Order me, L o r d , What p a r t am I to p l a y 
and have d r e s s e s f o r and make-up a c c o r d i n g l y ? " The L o r d 
s a i d , " A l l p a r t s a r e f i t f o r you, make a c h o i c e and 
take the p a r t you l i k e . " A d i t y a was under a deep 
t r a n c e , f o r g e t f u l of c i r c u m s t a n c e s t h a t t h e r e was no 
q u e s t i o n o f h i s r e s o r t i n g t o any e x t e r n a l make-up. 
And so the s p i r i t u a l l e a d e r of S a n t i p o r e o n l y used 
h i s eyebrows. He danced e x p r e s s i n g a l l the Bhavas 
(moods) almost l i k e a g r e a t j e s t e r , and r e a l l y he was 
f l o a t i n g on a sea of Ananda ( b l i s s ) . A g r e a t u p r o a r 
a r o s e i n p r a i s e of K r i s h n a , c h a n t i n g h i s name, and 
a l l the V a i s n a v a d e v o t e e s became e c s t a t i c w i t h Ananda... 
H a r i d a s e n t e r e d , w i t h a g r e a t moustache d e c o r a t i n g h i s 
f a c e . He had a b i g t u r b a n on h i s head, w i t h a l o i n 
c l o t h on, and b r a c e l e t s on h i s upper arms and b a n g l e s 
and a n k l e t s on h i s f e e t . He s a i d , "Oh b r o t h e r s be 
c a r e f u l the d a r l i n g of the w o r l d ( C h a i t a n y a ) w i l l 
dance d r e s s e d up as the goddess Laxmi". He began 
to move, g e s t i c u l a t i n g w i t h h i s hands, and s e e i n g 
t h i s mood of e x q u i s i t e d e l i g h t g e t t i n g e x p r e s s e d 
through h i s whole body, remembering K r i s h n a , everybody 
was s p i r i t u a l l y awakened—Worship K r i s h n a , Serve 
K r i s h n a , Take the name of K r i s h n a , H a r i d a s d e c l a r e d . . . . 
"Today the L o r d w i l l dance H i m s e l f d r e s s e d up as the 
goddess Laxmi" . 

Another performance was r e c o u n t e d , where n o t o n l y the p e r f o r m e r s , but the 
s p e c t a t o r s were d e s c r i b e d . 

In the company of devoted m a r r i e d l a d i e s , the mother 
( S a c h i , h i s mother) .sang, and was absorbed i n the 
n e c t a r of the K r i s h n a r a s h a , the mother s a i d to 
M a l i n i , "Who i s t h i s p u n d i t ? " and M a l i n i s a i d , " I 
have heard t h a t i n d e e d t h i s i s a p u n d i t . " The 
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mother, a g r e a t V a i s n a v a , was the u n i v e r s a l mother, 
and she was s u r p r i s e d to see SreeBash as the p u n d i t . 
And p o s s e s s e d by the mood of g r e a t j o y , the mother 
swooned and f a i n t e d , and everybody was s u r p r i s e d 
t o see h e r swooning. They d i d not know what to do 
as t h e r e was no s t u f f a t hand to r e s t o r e h e r . And 
q u i c k l y the devoted m a r r i e d l a d i e s began to chant 
the name of K r i s h n a , w h i s p e r i n g i t i n her e a r s . 
Coming back to her senses the mother began to c a l l 
f o r Govinda ( K r i s h n a ) . She was so b e s i d e h e r s e l f 
t h a t the l a d i e s c o u l d not keep her q u i e t . 
In t h i s way, whether i n s i d e or o u t s i d e the house, 
a l l were unaware of the immediate s u r r o u n d i n g s and 
were e x t e r n a l l y s p e e c h l e s s and a l l c r i e d . . . 

In a n o t h e r room C h a i t a n y a was engaged i n d r e s s i n g 
h i m s e l f up, he became p o s s e s s e d of the bhava of 
Rukmini ( K r i s h n a ' s f i r s t w i f e ) , a b s o l u t e l y . Under 
the t r a n c e of the Rukmini bhava the l o r d became s e l f -
f o r g e t f u l , and he took h i m s e l f to be none but the 
daughter of K i n g V i d h a r c h a . He began to compose a 
l e t t e r a d d r e s s e d to K r i s h n a u s i n g h i s t e a r s as i n k . 
And the e a r t h became paper and h i s f i n g e r a pen. 
Rukmini's l e t t e r was composed of seven s l o k a s to be 
found i n t h i s Bhagabata. 

Those who sang and those who l i s t e n e d to the songs 
were a l l a f l o a t on the sea of Ananda, and by the 
g r a c e of C h a i t a n y a everybody was under a t r a n c e , 
i n s e n s i t i v e t o immediate s u r r o u n d i n g s . The whole 
assembly of V a i s n a v a s c r i e d , " h a r i h a r i " , and a l l r a i s e d 
t h e i r arms and v o i c e s , b e i n g f u l l of b l i s s . The son 
of Madhaba began to dance d r e s s e d up as a g o p i k a , a t 
t h a t moment C h a i t a n y a e n t e r e d d r e s s e d up as the p r i m a l 
s a k h i of e x i s t e n c e . B e f o r e him N i t y a n a n d a d r e s s e d up 
as an o l d l a d y walked wobbly, a f l o a t on the sea of 
ananda and f u l l of the r a s a of l o v e . 

The performance of s i n g i n g and d a n c i n g went on a l l n i g h t . 

W hile the above i s a l o o s e t r a n s l a t i o n , i t does g i v e some impor

t a n t c l u e s f o r u n d e r s t a n d i n g the j a t r a w a l a s adherence to t h i s s t o r y of 

o r i g i n . F i r s t o f a l l , C h a i t a n y a t o l d everyone to a c t , but he l e f t the 

c h o i c e o f c h a r a c t e r up to the i n d i v i d u a l . In a h i e r a r c h i c a l l y a r r a n g e d 

s o c i e t y , l i k e B e ngal ( p a s t or p r e s e n t ) t a k i n g on any r o l e or p o s i t i o n i s a 

p o t e n t i a l l y r e v o l u t i o n a r y a c t i o n . J a t r a a c t o r s f e e l e s p e c i a l l y s u s c e p t i b l e 

to ' e v i l eye' because they p l a y w i t h i d e n t i t y — b e i n g who they a r e n o t ; i t 

i s b o t h p o w e r f u l and dangerous to a sense of 'normal o r d e r ' . A performance 
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i n which everyone can p a r t i c i p a t e , e i t h e r as a u d i e n c e or p e r f o r m e r s , has 

the p o t e n t i a l f o r s o c i a l change, and s o c i a l c r i t i c i s m . 

C h a i t a n y a , i n o t h e r p l a c e s , i s s a i d to have p l a y e d the p a r t s o f , 

o r become p o s s e s s e d w i t h the bhava o f , Radha (the paramount s a k h i ) , Laxmi 

and Hanuman ( t h e god of the w i n d s ) . He was even known to take the p a r t 

of K r i s h n a h i m s e l f . P o s s e s s i o n t r a n c e s , and the a c t i o n s c a r r i e d out 

w h i l e i n them, were c l e a r l y a p a r t of C h a i t a n y a ' s power; a way i n which he 

and h i s f o l l o w e r s found the d i v i n e essence of K r i s h n a — t o t a l s e n s o r y 

p a r t i c i p a t i o n . T h i s power i s another c l u e to u n d e r s t a n d i n g why t h i s s t o r y 

i s s t i l l i m p o r t a n t . I f l i l a , or the s p o r t s and p l a y of K r i s h n a , i s the 

a c t i v i t y of gods and goddesses ( e n e r g i e s ) , and K r i s h n a demonstrates through 

C h a i t a n y a the l i l a of a c t i n g , then b e i n g p o s s e s s e d by K r i s h n a g i v e s one 

the power of b e i n g a good a c t o r , w r i t e r o r composer. C h a i t a n y a was the 

f i r s t j a t r a adhikari ( h o l d e r o r p o s s e s s o r of the t r a d i t i o n of e n a c t i n g 

l i f e ' s j o u r n e y ) . 

C h a i t a n y a i s more (and always has been more) than a s a i n t to the 

j a t r a p e r f o r m e r s — h e i s the paramount ACTOR. C h a i t a n y a ' s l i l a s were the 

a c t i n g out of K r i s h n a ' s l i l a s ; he had the power of b e i n g p o s s e s s e d by the 

e s s e n c e s of the p l a y e r s i n the K r i s h n a cosmic drama or the cosmic j o k e , 

and he was worthy of b e i n g p o s s e s s e d and a c t i n g a c c o r d i n g l y , i n c h a r a c t e r , 

as i t were. By p e r f o r m i n g the j a t r a ( p i l g r i m a g e ) / C h a i t a n y a a l l o w e d 

devotees to p a r t i c i p a t e i n the m o b i l e p r o c e s s i o n s ( j a t r a ) t h a t a r e 

n e c e s s a r y i n the b h a k t i d e v o t i o n a l e x p e r i e n c e , w i t h o u t g o i n g to P u r i , i n 

O r i s s a , o r Gaya i n B i h a r . One c o u l d e x p e r i e n c e the p i l g r i m a g e ( j a t r a ) 

and the t r a n s c e n d e n t a l u n i v e r s e i n the j a t r a a s a r a . A l l the i m p o r t a n t 

songs i n p r a i s e of K r i s h n a were performed, s e t i n motion, but i n a f i x e d 

p l a c e . The s t e p from j a t r a ( p i l g r i m a g e ) to j a t r a (performance) had been 

made. 
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The c u r r e n t j a t r a w a l a s do seem themselves d i r e c t l y l i n k e d to t h i s 

event and p r o c e s s . Even though K r i s h n a themes a r e r a r e l y performed now, 

the i d e n t i f i c a t i o n and p r o c e s s a r e the same. The modern j a t r a s t i l l sees 

i t s p o s i t i o n as one of s o c i a l c r i t i c i s m , p o l i t i c a l change, p u b l i c e d u c a t i o n 

as w e l l as a form of e n t e r t a i n m e n t . T h i s a t t i t u d e of c r i t i c t h a t i s 

assumed by the j a t r a w a l a s i s s e l f - c r i t i c a l as w e l l . I t makes the p e o p l e 

who i n h a b i t the j a t r a j a g a t s o c i a l commentators; commentators on B e n g a l i 

s o c i a l and c u l t u r a l p r a c t i c e . 

The Jatra: the •importance of social criticism 

S o c i a l c r i t i c i s m has always been the p astime of a c e r t a i n p o r t i o n 

of the B e n g a l i p o p u l a t i o n , and s o c i a l r e f o r m has f r e q u e n t l y been attempted; 

u s u a l l y from p e o p l e i n the e l i t e of B e n g a l i s o c i e t y . As I p o i n t e d out 

b e f o r e , the r o o t s of j a t r a were i n a s o c i a l and r e l i g i o u s movement, but 

u n t i l the l a t e 19th c e n t u r y s o c i a l r e f o r m e r s and the j a t r a p e r s o n n e l 

remained a p a r t from one a n o t h e r . J a t r a w a l a s a r e q u i c k to p o i n t to s e v e r a l 

j a t r a a d h i k a r i s who were ' r e v o l u t i o n a r i e s ' and r e s p o n s i b l e f o r r o u s i n g 

the B e n g a l i c o u n t r y s i d e to a c t i o n a g a i n s t the B r i t i s h . In the Dramatic 

Performances A c t of 1869, the j a t r a i s one of two forms e x p l i c i t l y men

t i o n e d as b e i n g s e d i t i o u s and p r o h i b i t e d ; Mukunda Das, a B e n g a l i r e v o l u t i o n 

a r y i n the t w e n t i e t h c e n t u r y , i s always mentioned as an i m p o r t a n t j a t r a w a l a ; 

and now the e x p o s i t i o n of c l a s s - s t r u g g l e dramas and r e v o l u t i o n a r y h i s t o r i c a l 

r e i n t e r p r e t a t i o n s a r e c i t e d by j a t r a w a l a s as p r o o f of t h e i r c o n t i n u i t y 

w i t h the p a s t and t h e i r p r e s e n t importance. The ' r e l i g i o u s ' and the 

' p o l i t i c a l ' a s p e c t s of the j a t r a ' s c o n t i n u o u s p r e s e n t do p r e s e n t an 

i n t e r e s t i n g m a r r i a g e ; what l i e s b e h i n d i t i s one of the main c o n t r a d i c t i o n s 

t h a t the j a t r a i s embedded i n . Both the r e l i g i o u s and p o l i t i c a l movements 
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w i t h which the j a t r a has been a s s o c i a t e d have a t t h e i r ' r o o t ' a c o n c e r n 

w i t h the t h r e e c r i t i c a l moments " T r u t h , Freedom and J u s t i c e " , a j u s t i c e 

t h a t d i s c l a i m s ' h i e r a r c h y ' and e x p l o i t a t i o n . These t h r e e moments a r e 

of c o n c e r n t o most o f 'the B e n g a l i p e o p l e ' , p a r t i c u l a r l y the 'common f o l k 

i n the c o u n t r y s i d e ' . With a form ( i n t e n s i f i e d motion and m o b i l i t y ) and 

c o n t e n t ( f r e q u e n t l y ' r e v o l u t i o n a r y ' enactments) b o t h bound i n c o n t r a - o r d e r 

a c t i v i t i e s and enactments, the j a t r a does d e f y s p a t i a l , temporal and 

s t r u c t u r a l c o n s t r a i n t s on human l i f e i n B e n g a l . I t appears, o r seems t o , 

d e f y the common B e n g a l i e x i s t e n t i a l dilemma o f moksha and maya, w i t h i n a 

m a t e r i a l w o r l d of meaning and making a l i v i n g . 

T h i s c o n t r a d i c t i o n s h o u l d be i l l u m i n a t e d i n what f o l l o w s . 
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PART TWO: 

THE JATRA BUSINESS 
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THE ORGANISATION OF THE BUSINESS OF CULTURAL PERFORMANCE: 

The Jatra as a b u s i n e s s and as a p r o f e s s i o n 

Somewhere between the i n t e n t i o n s and i n t e n d e d meaning o f t h e 

p e r f o r m e r s and o f the s p e c t a t o r s o f a j a t r a performance, and the 

phenomenal meaning of the j a t r a and i t s a t t e n d e n t and composite c o n c e p t s , 

t h e r e i s the r e a l i s a t i o n t h a t t h e peshadar j a t r a ( p r o f e s s i o n a l j a t r a ) i s , 

a f t e r a l l , a commercial e n t e r p r i s e (byabsha)—a b u s i n e s s , an o c c u p a t i o n , 

and a way o f e n s u r i n g a l i v e l i h o o d (jibon jatra) f o r about 1500 p e o p l e i n 

C a l c u t t a . As a b u s i n e s s , the j a t r a d i r e c t l y d e a l s i n artha (meaning, the 

p o l i t i c a l economy and money), and i t does so q u i t e p r o f i t a b l y . A c t o r s , 

a c t r e s s e s , s i n g e r s , d a n c e r s , m u s i c i a n s , composers, w r i t e r s , d i r e c t o r s , 

t e c h n i c i a n s , managers, b r o k e r s , costume r e n t e r s and s a l e s p e o p l e , 

p u b l i s h e r s , p r i n t e r s , bus owners, s e r v a n t s , and, o f c o u r s e , the owners o f 

t h e j a t r a p a r t i e s , a l l e a r n a major p a r t o f t h e i r l i v i n g from t h e i r p a r t 

i n o r a s s o c i a t i o n w i t h the p r o f e s s i o n a l j a t r a . Even though the s p e c i a l t y 

o f t h i s b u s i n e s s — t h e p r o d u c t i o n o f ' c u l t u r a l p e r f o r m a n c e s ' — i s d i f f e r e n t 

from most o t h e r B e n g a l i b u s i n e s s e s , t h e owners, managers, t e c h n i c i a n s , 

bus owners, costumers, p u b l i s h e r s , p r i n t e r s , and b r o k e r s , a r e bound up i n 

the w o r l d o f b u s i n e s s , as much o r more than they a r e bound up i n the 

w o r l d o f performance. 

What I i n t e n d to do i n t h i s s e c t i o n i s to p r o v i d e an i n t r o d u c t i o n 

to t h e p h y s i c a l l o c a l i t y o f the j a t r a b u s i n e s s e s , the language o f the 

j a t r a b u s i n e s s w o r l d , t h e s t r u c t u r e and d e c i s i o n - m a k i n g h i e r a r c h y of the 

b u s i n e s s , t h e s t r u c t u r e o f the j a t r a p a r t y , t h e l o g i s t i c s o f the 

t r a v e l l i n g j a t r a , and the j a t r a as a s o c i a l i n s t i t u t i o n . An u n d e r s t a n d i n g 

of these p a r t s a r e im p o r t a n t background f o r b e g i n n i n g t o u n d e r s t a n d the 
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j a t r a as a whole. 

The Physical World of the Jatra 

The Jatra Para: 

W h i l e t h e jatra jagat is a p r i m a r i l y c o n c e p t u a l w o r l d , a s t a t e o f 

mind, a r e f e r e n t i a l l o c u s o f i d e n t i t y f o r those engaged i n the j a t r a 

e n t e r p r i s e , an i n t a n g i b l e s p here o f me n t a l and a e s t h e t i c a c t i v i t y , the 

jatra para i s a c o n c r e t e l o c a l i t y , p h y s i c a l s u r r o u n d i n g s , a p l a c e f o r the 

s o c i a l i n t e r a c t i o n s o f the j a t r a b u s i n e s s t o take p l a c e . A para i s , 

l i t e r a l l y , a s m a l l c l u s t e r of human h a b i t a t i o n , a p l a c e where a s p e c i f i c 

group o f p e o p l e 'hang-out'. I n a v i l l a g e c o n t e x t a p a r a i s u s u a l l y a 

r e s i d e n t i a l a r e a i n h a b i t e d by p r i m a r i l y one j a i i , ( c a s t e group, e.g. Brahmin 

p a r a , B a u r i p a r a , e t c . ) , b u t i n a c i t y as l a r g e and as d i v e r s i f i e d as 

C a l c u t t a , a p a r a i s u s u a l l y an a r e a o f f a i r l y u n i f o r m use and o c c u p a t i o n . 

The j a t r a p a r a i s a f a i r l y l a r g e a r e a i n N o r t h C a l c u t t a , where the v a r i o u s 

j a t r a p a r t i e s have t h e i r o f f i c e s , r e h e a r s a l h a l l s , and e x t r a s l e e p i n g 

rooms f o r p a r t y members w i t h no o t h e r r e s i d e n t i a l arrangement i n the c i t y . 

I t i s an a r e a bounded on the s o u t h by Vivekananda Road, on the n o r t h by 

the Maratha D i t c h , on the e a s t by the d i s t r i b u t a r y o f the Ganges known as 

the Hooghly R i v e r , and on the west by C h i t t a r a n j a n Avenue and i t s .: 

n o r t h e r l y e x t e n s i o n s J a t i n d r a Mohan Avenue and G i r i s h A v e n u e — t h e v e r y 

h e a r t l a n d o f what was known i n C o l o n i a l days as I n d i a n Town. W i t h i n t h i s 

a r e a t h e r e a r e a few major r e f e r e n c e p o i n t s : R a b i n d r a S a r a n i , e x p e c i a l l y 

where i t i s c r o s s e d by Beadon S t r e e t and Shovabazar S t r e e t and the a r e a 

between; and N i m t a l a Ghat and the banks o f the Ganges. C l u s t e r e d and 

n e s t l e d i n these a r e a s , most o f t h e j a t r a o f f i c e a c t i v i t y o f r u n n i n g , 

b o o k i n g and m a i n t a i n i n g the p a r t i e s , i s made ' s e c u r e ' . (See Map I ) . I 



MAP I 
JATRA PARA (North Calcutta) 
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use the word ' s e c u r e ' w i t h some r e s e r v a t i o n , s i n c e a t the time t h a t I 

was c o n d u c t i n g t h e r e s e a r c h r e p o r t e d h e r e , the a r e a was one o f most 

' t r o u b l e d ' i n C a l c u t t a . I t was a n y t h i n g but shantik or p e a c e f u l , y e t f o r 

the p e o p l e who l i v e d i n the p a r a , t h e r e was a c e r t a i n sense o f s e c u r i t y 

i n an a r e a d e f i n i t e l y and t y p i c a l l y B e n g a l i . 

The a r e a was the a r e n a i n which the b a t t l e s , between v a r i o u s 

p o l i t i c a l p a r t i e s and between the many p o l i t i c a l p a r t i e s and ' a n t i - s o c i a l 

e l ements' who e n t e r e d the f r a y , were waged. The main b a t t l e , t h e one f o r 

p o l i t i c a l c o n t r o l o f the a r e a , was waged i n a somewhat g u e r i l l a s t y l e , 

u s i n g home-made bombs, M a l a t o v c o c k t a i l s , p i p e guns and k n i v e s , thrown o r 

shot from seemingly nowhere by combatants m a i n l y from the Congress P a r t y 

and the Communist P a r t y of I n d i a - M a r x i s t (CPM), o r t h e i r s u p p o r t e r s and 

h i r e d m e r c e n a r i e s , h i r e d from the r a n k s of t h e groups o f p a r a and nearby 

h o o l i g a n s o r gundas. S i n c e the a r e a i s l a c e d w i t h narrow meandering 

s t r e e t s f i l l e d w i t h innumerable nooks and c r a n n i e s to duck i n t o and h i d e , 

the f r e q u e n t l y p a t r o l l i n g t r o o p s o f CRP ( C a l c u t t a Reserve P o l i c e ) were 

thwarted i n t h e i r s e a r c h m i s s i o n s d e s i g n e d to r i d the a r e a o f t h e s e 

t r o u b l e m a k e r s . The CRP were, f o r th e most p a r t , o u t s i d e r s to the a r e a 

and i n some c a s e s even to Bengal, so they were c o m p l e t e l y a t a l o s s i n 

t h i s t i g h t l y k n i t and c o n t r o l l e d p a r a . 

S u b s i d i a r y b a t t l e s were a t t a c k s on l o c a l l y prominent p o l i t i c i a n s . 

Some of t h e s e were s u c c e s s f u l — a member o f the L e g i s l a t i v e Assembly was 

shot i n the p a r a and a member o f the Forward B l o c p a r t y , a l e a d e r , was 

a l s o shot i n the a r e a . P o l i c e were f r e q u e n t l y a t t a c k e d w h i l e w a l k i n g i n 

the a r e a , and the l o c a l thana ( p o l i c e s t a t i o n ) was bombed once. 

One day, when I was a t t h e home o f the owner o f the Satyamber 

Opera, S h o i l e n Mahanto, which i s tucked way back i n one of t h e s e s t r e e t s , 

the CRP came and s e a r c h e d h i s house f o r ' a n t i - s o c i a l s ' , bombs and g u n s — 



- 45 -

i n s t e a d t h e y o n l y found a s t r a n g e f o r e i g n woman. I t took a l o t o f 

e x p l a i n i n g , s i n c e the a r e a was cordoned o f f to p r e v e n t e n t r a n c e o r escape, 

and I s h o u l d not have been a b l e t o r e a c h h i s house. I had s i m p l y walked 

to h i s house from N i m t a l a Ghat, where I had l e f t the t a x i I a r r i v e d i n — 

something t h a t s h o u l d not have been p o s s i b l e , i n CRP eyes. A f t e r a l o n g 

w a l k and many a s s u r a n c e s t h a t I was 'okay' and t h a t I would be s a f e the 

CRP r e l u c t a n t l y l e f t to c o n t i n u e t h e i r s e a r c h i n g . The day b e f o r e t h e 

f r o n t m a i n f l o o r b u s i n e s s i n S h o i l e n ' s o f f i c e a r e a , wooden b l o c k a r t i s a n s 

(see Photograph 1), had been bombed w h i l e I was 'hanging around' the 

Satyamber Opera o f f i c e . I was a f r a i d to go back to the o f f i c e a r e a r i g h t 

away, so I had come to S h o i l e n ' s house to f i n i s h a c o n v e r s a t i o n we had 

begun the p r e v i o u s day. A f t e r the CRP s e a r c h I asked S h o i l e n i f I s h o u l d 

s t a y away from th e a r e a f o r a few days—maybe p e o p l e were concerned about 

a ' f o r e i g n e r ' i n the a r e a . S h o i l e n r e p l i e d t h a t s i n c e t h e r e was a l o t o f 

gondagal ( t r o u b l e ) i n . the a r e a , and s i n c e i t had become q u i t e common, i t 

was ' j u s t normal l i f e ' and I s h o u l d n ' t worry because i n t h a t a r e a p e o p l e 

knew me to be a s s o c i a t e d w i t h the ' j a t r a w a l a s ' and t h a t made i t s a f e . 

"You know, we a r e n ' t p a r t of the t r o u b l e — w e have p r o t e c t i o n from p e o p l e 

i n the p a r a " S h o i l e n t o l d me. In many ways the j a t r a p a r a was ' s e c u r e ' , 

even d u r i n g t h e most dangerous t i m e s . A f t e r the war w i t h P a k i s t a n broke 

o u t , and the c o n c e r n i n West Bengal was w i t h the p l i g h t o f the B e n g a l i s 

i n E a s t B e n g a l , the a r e a became q u i t e q u i e t , and what I c o u l d even agree 

w i t h then, ' s e c u r e ' . 

The a r e a i s w e l l s e r v i c e d by trams, t a x i s , buses, c a r t s , and 

r i c k s h a w s and from 6 a.m. t i l about 11 p.m. the s t r e e t s a r e b u s t l i n g and 

crowded. In t h i s a r e a of t h e c i t y a l o t o f l i f e i s ' p u b l i c ' — i t t a kes 

p l a c e out i n the s t r e e t s o r i n shops t h a t open f a c e f r o n t onto the b r oken 

and narrow s i d e w a l k s . R a b i n d r a S a r a n i , the main s t r e e t f o r j a t r a o f f i c e s , 
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s l i c e d i n h a l f w i t h s h i n e y s t e e l tram t r a c k s and jammed f u l l o f e v e r y 

k i n d o f t r a n s p o r t , i s the most p u b l i c s t r e e t . The s i d e w a l k s a r e l i n e d 

w i t h b a r b e r s and vendors and a l l the shops a m u l t i - t i e r e d . C a l c u t t a i s a 

most v e r t i c a l c i t y , p a r t i c u l a r l y i n the o l d e r and more d e n s e l y p o p u l a t e d 

a r e a s o f the c i t y . Photograph 1 can s e r v e as a v e r y good example o f what 

I am t a l k i n g about. The b u i l d i n g i n the c e n t r e of t h e photograph houses 

the f o l l o w i n g k i n d s o f e n t e r p r i s e s a t d i f f e r e n t l e v e l s and p a r t s o f the 

b u i l d i n g : a ohawala ( t e a s e l l e r ) a t the s u b t e r r a n e a n l e v e l and a biviwala 

(a s e l l e r of l o c a l h a n d - r o l l e d c i g a r e t t e s as w e l l as manufactured 

c i g a r e t t e s ) a t the s t r e e t l e v e l j u s t above the t e a s e l l e r — t h e s e two 

b u s i n e s s e s a r e always w e l l - p a t r o n i s e d , as shown i n t h i s e a r l y morning 

photo; a g a i n on.the l e f t s i d e o f the e n t r a n c e , and a t s t r e e t l e v e l i s t h e 

wooden type makers shop and a t t h e r e a r on t h i s same l e v e l i s the S h i s c o 

P r i n t e r s o f f i c e and p r i n t i n g shop, where the b o o k i n g s f o r the New Prabash 

Opera a r e a l s o made; the second f l o o r has f o u r rooms t h a t a r e o c c u p i e d by 

theSatyamber Opera; the t h i r d f l o o r i s the o f f i c e and r e h e a r s a l h a l l o f 

the New Prabhash Opera; and i n t e r s p e r s e d between l e v e l s t h e r e a r e s m a l l 

c o o k i n g and s l e e p i n g a r e a s . T h i s b u i l d i n g a l o n e o c c u p i e s no more space 

than a l a r g e t h r e e - s t o r e y e d house, but i t h o s t s o v e r 20 p e o p l e on a 

normal day and up to 100 p e o p l e when b o t h j a t r a p a r t i e s a r e i n the c i t y . 

Most o f R a b i n d r a S a r a n i i s l i n e d by such b u i l d i n g s t h a t a r e a g l o m e r a t i o n s 

of a r t i s a n shops, s m a l l b u s i n e s s e s , j a t r a o f f i c e s , book s e l l e r s , e a t i n g 

e s t a b l i s h m e n t s and c o n c e s s i o n s (see Photographs 1-7 f o r a d d i t i o n a l 

g l i m p s e s of t h e j a t r a p a r a ) . N. K. Bose, i n h i s s o c i a l s u r v e y of C a l c u t t a , 

w r i t e s of t h i s a r e a as f u l l o f "numerous household i n d u s t r i e s l i k e p o t t e r y 

or i d o l - m a n u f a c t u r e , h o s i e r y - m a k i n g , e t c . s e t up i n p o r t i o n s of o l d 

r e s i d e n t i a l mansions o r i n godowns once b u i l t f o r d i f f e r e n t purposes", 

and o c c u p i e d by " B e n g a l i commercial c a s t e s and a r t i s a n c a s t e s " (Bose 1968: 
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1 SIGN POSTS AND OFFICE FRONTS: 'A' Class F a r c i e s 
Satyamber Opera (and i t s posters) 
New Prabhash Opera 
Shisco P r i n t e r s (New Prabhash Owner and J a t r a P r i n t e r ) 
Other a r t i s a n businesses 



- 48 -

2 SIGN POSTS AND OFFICE FRONTS: 'A' Class P a r t i e s 
S h i l p i T h i r t h a (Opera Company) 
Loka Natya 
Other a r t i s a n businesses 



SIGN POSTS AND OFFICE FRONTS: 'A' Class P a r t i e s 
Janata Opera 
Naba Ranjan Opera 
New Royal Binapani Opera 
Sweet shops and other small businesses 



Close-up New Royal Binapani Opera's Sign Post and 
Play Advertisements f o r 1378 and B i s h u p r i y a (play 
about Chaitanya's wife) 

SIGN POST: 'B' Class Party, Mew Annapurna Company 



SIGN POSTS AND OFFICE FRONTS: »B' and 'C Class P a r t i e s 
Ganesh Opera 
Arya Opera 
C a l c u t t a Opera 
Bhandari Opera 
Entrance to the i n s i d e market 



6 SIGN POSTS AND OFFICE FRONTS: 'A' Class P a r t i e s 
Tarun Opera Bholanatb Opera 
Bharati Opera 

'B' and 'C Class P a r t i e s 
• S h u s h i l Natya Company 

Tapaban Natya Company 
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7 SIGN POST AND DIRECTIONAL SIGN: 'A' Class Party 
New Arya Opera 

Entrance to Market 
Entrance to Brothel area 



8 The Busy Corner of Rabindra Sarani and Beadon S t r e e t 
Small businesses and s t r e e t a c t i v i t y 



J 5 

9 Rabindra Sarani north of Beadon St r e e t 
Small businesses-India Steam Laundry 
The C a l c u t t a Town L i b r a r y ( j a t r a p u b l i s h e r ) 
The Tara L i b r a r y ( j a t r a p u b l i s h e r ) 



1 0 L i f e on Rabindra Sarani 
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23-27). The m u l t i - p u r p o s e uses o f t h i s c o m b i n a t i o n commercial r e s i d e n t i a l 

a r e a i s u n d e r l i n e d i n Photograph 5, where the j a t r a o f f i c e s i g n s a r e 

f l a n k e d w i t h s a r i s and s h i r t s d r y i n g . T h i s o u t s i d e , p u b l i c a r e a i s a 

panorama o f sounds and s i g h t s — B e n g a l i l i f e . 

The Jatra Gadi: 

J u s t as the o u t s i d e s of t h i s a r e a a r e v e r y busy p l a c e s , so too are 

the i n s i d e s . The j a t r a o f f i c e s (gadi), where I spent hundreds of hours 

'hanging around', were always i n t e r e s t i n g , l i v e l y p l a c e s t h a t f e l t 

somewhat l i k e t h e p r o v e r b i a l 'Grand C e n t r a l S t a t i o n ' . There would always 

be a 'parade' o f p e o p l e w i t h v a r i o u s purposes coming and g o i n g i n the 

o f f i c e . I t i s i n s i d e t h e s e o f f i c e s i n C a l c u t t a (or o c c a s i o n a l l y i n t h e 

b r a n c h o f f i c e s i n o u t l y i n g d i s t r i c t s — S e e Map 3) t h a t most o f the a c t i v i t y 

a s s o c i a t e d w i t h r u n n i n g the j a t r a p a r t y t akes p l a c e . A l l t h e j a t r a 

o f f i c e s are s t a f f e d by ' l i v e - i n ' o f f i c e managers, whose whole l i f e i t 

seems p a s s e s i n s i d e the o f f i c e , as w e l l as the b ooking manager and 

o c c a s i o n a l l y the owner. 

By j u s t c a r e f u l l y l o o k i n g around some t y p i c a l j a t r a o f f i c e s , the 

sense of the u n i v e r s e of j a t r a b u s i n e s s becomes c l e a r e r and c l e a r e r . The 

most i m p o r t a n t p i e c e of f u r n i t u r e i s a l a r g e wooden bed, a b o u t 6 f e e t by 

10 f e e t c o v e r e d w i t h a l a r g e c o t t o n - s t u f f e d m a t t r e s s . T h i s m a t t r e s s i s 

what g i v e s the o f f i c e i t s n a m e — i t i s the gadi . Most of the b u s i n e s s i s 

conducted w i t h the managers and sometimes the s p onsors s i t t i n g on t h i s 

m a t t r e s s . O c c a s i o n a l l y t h e r e w i l l be s e v e r a l c h a i r s or a bench l o c a t e d 

at the s i d e o f the m a t t r e s s where g u e s t s and sometimes sponsors s i t . On 

the g a d i t h e r e i s u s u a l l y a p o r t a b l e w r i t i n g desk, b u i l t j u s t h i g h enough 

f o r someone to c o m f o r t a b l y s i t c r o s s - l e g g e d on the g a d i and work a t i t . 

In a few o f t h e newer o f f i c e s t h e g a d i i s reduced i n s i z e and a l a r g e r 
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f l o o r - s t a n d i n g desk has r e p l a c e d i t (See Photographs 14 and 15). 

On o r near the d e s k s , whether permanent o r p o r t a b l e , t h e r e i s the 

a l l - i m p o r t a n t t e l e p h o n e encased i n a l o c k a b l e wooden h o l d e r . Many bookings 

and l o g i s t i c a l arrangements are made by t e l e p h o n e ; i t i s l o c k e d so t h a t the 

use o f i t i s not abused by a c t o r s and a c t r e s s e s or m e r e l y p a r a p e o p l e — 

t e l e p h o n e monthly b i l l s a r e e x h o r b i t a n t . A l s o on the desk t h e r e a r e a 

h o s t o f r u b b e r stamps s a y i n g e v e r y t h i n g i m a g i n a b l e , pens, l e d g e r s , c o n t r a c t 

books, and th e most r e c e n t a d v e r t i s i n g copy. Around on the w a l l s t h e r e are 

p i c t u r e s , p o s t e r s , c a l e n d a r s , book and d i s p l a y c a s e s , and t h e u s u a l 

e l e c t r i c a l w i r e s l e a d i n g up to a l i g h t f i x t u r e f i t t e d w i t h a s m a l l wattage 

b u l b . 

The p i c t u r e s i n the v a r i o u s o f f i c e s a r e , o f c o u r s e , d i f f e r e n t but 

a g l a n c e a t the w a l l s of the o u t e r o f f i c e o f t h e Satyamber Opera 

(Photograph 13) g i v e s a good example. The top p i c t u r e on the w a l l b e h i n d 

t h e o f f i c e manager J a m i n i , i s of Gour Chandra Das, the former owner o f the 

p a r t y . When he d i e d he l e f t the j a t r a p a r t y to h i s s o n - i n - l a w , S h o i l e n 

Mahanto.since he had o n l y one c h i l d , a daughter, who would not know how to 

manage the p a r t y . Every morning the p i c t u r e i s d e c o r a t e d w i t h f l o w e r l e i s 

and f r e s h f l o w e r s a r e p l a c e d i n the v a s e s to t h e r i g h t and l e f t of i t . 

The p i c t u r e j u s t below t h a t i s of S h o i l e n and I n d i r a Gandhi, taken when 

the p a r t y went t o p e r f o r m i n D e l h i . J u s t above the door i n t o the main 

o f f i c e t h e r e i s a p i c t u r e of L e n i n — p l a c e d t h e r e because S h o i l e n i s a 

member o f the Communist P a r t y of I n d i a and because he f i n d s the l i f e of 

L e n i n to be a good example o f someone who c a r e d f o r the p e o p l e . Next to 

t h i s t h e r e a r e s e v e r a l a d d i t i o n a l p i c t u r e s a l l of well-known a c t o r s and 

w r i t e r s — p e o p l e who were a s s o c i a t e d w i t h t h i s p a r t y a t v a r i o u s t i m e s . 

Underneath t h e s e p i c t u r e s t h e r e i s a framed copy of the p o l i c y o f t h i s 

p a r t y — i t s aims, g o a l s , and r u l e s . The w a l l s a r e l i t e r a l l y c o v e r e d w i t h 
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11 BOOKING OFFICE f o r New Ganesh Opera: 'A' Class Party 
Note: P i c t u r e s 

Cadi and Desk 
Posters 
Green Metal T r a v e l l i n g Trunks 
Book Storage Shelves 
Calendars 
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12 BOOKING OFFICE for 1'arun Opera: 'A' Class Party 
N o t e : P i c t u r e s Telephone on Desk 

Posters Bookkeeping m a t e r i a l s 
Calendars 
Awards 
Gadi and Desk 
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1 3 BOOKING OFFICE-outer o f f i c e Satyamber Opera: 'A' Class 
Note: P i c t u r e s 

Cadi and Desk 
P o l i c y Statement 
Name Sign 



14 BOOKING OFFICE f o r New Prabhash Opera: 'A' Class 
SHISCO PRINTERS OFFICE 

Note: P i c t u r e s 
Calendars 
Free standing desk and paraphernalia 
Outside e l e c t r i c a l w i r i n g 
P r i n t i n g storage u n i t s 



- 6 3 -

15 BOOKING OFFICE f o r New R o y a l B i n a p a i r i Opera: 'A' C l a s s 
Note: P i c t u r e s 

P o s t e r f o r B o o k i n g A d v e r t i s i n g 
C a l e n d a r w i t h C h a i t a n y a 
Bookkeeping p a r a p h e r n a l i a 
G a di and F r e e s t a n d i n g d e s k 
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t r a d i t i o n and remembrances of c o n t i n u i t y and i mportance. Other j a t r a 

o f f i c e s are s i m i l a r l y f u l l o f v i s u a l h i s t o r y . 

P o s t e r s t h a t a r e p l a c e d on the w a l l s are o f two major k i n d s ; ones 

t h a t a r e used as g e n e r a l a d v e r t i s i n g p o s t e r s and f l y e r s , and ones t h a t 

a r e used to h e l p sponsors d e c i d e on a p l a y . The l a t t e r a r e always f u l l 

o f photographs taken by the j a t r a p hotographer e i t h e r d u r i n g d r e s s 

r e h e a r s a l o r a t one o f t h e f i r s t performances o f th e season. The 

c a l e n d a r s t h a t a r e hung on the w a l l a r e both E n g l i s h d a t i n g and B e n g a l i 

d a t i n g . The l a r g e s t one i n B e n g a l i months i s used to mark o f f the 

l o c a t i o n o f the p a r t y and to mark o f f the p a s s i n g days. 

The book and d i s p l a y cases a r e a l s o f i l l e d w i t h momentos, awards, 

p a s t p l a y s c r i p t s , and w r i t i n g s u p p l i e s t h a t s h o u l d be l o c k e d up t o 

p r e v e n t o v e r u s e . Photograph 12, o f the i n s i d e of the Tarun Opera o f f i c e , 

i s a good example. The l o v i n g cups and awards have been g i v e n f o r b e s t 

performance i n a j a t r a f e s t i v a l , b e s t a c t o r i n a j a t r a f e s t i v a l and most 

p o p u l a r j a t r a p a r t y of the season, and they have been g i v e n by d i f f e r e n t 

l o c a l i t i e s and o r g a n i s a t i o n s . 

The j a t r a g a d i , then, i s an environment t h a t c o n s t a n t l y reminds 

one o f the l i n k w i t h a j a t r a t r a d i t i o n and a c o n t i n u i t y w i t h the j a t r a o f 

the p a s t . I t i s b o t h l i v i n g and l i v e d - i n h i s t o r y , p a r t i c u l a r l y o f the 

l i n k between the j a t r a p a r t i e s and the p e o p l e who h i r e them and watch 

them. 

Other relevant outsides and ins-ides: 

A l s o w i t h i n t h e ' j a t r a : p a r a t h e r e i s the n e c e s s a r y r e h e a r s a l h a l l . 

I n most i n s t a n c e s the kf e h e a r i s a l i s a t t a c h e d r t o the j a t r a o f f i c e , but as 

w i t h the Satyamber Opera, sometimes i t i s l o c a t e d elsewhere. The 

Satyamber Opera r e h e a r s a l h a l l i s the t h i r d f l o o r o f S h o i l e n Mahanto's 



16 REHEARSAL HALL f o r Satyamber Opera 
Note: P i c t u r e of founder on the w a l l 



- 66 -

r e s i d e n c e . Photograph 16 shows the i n s i d e of t h i s r e h e a r s a l h a l l . What 

i s needed i n t h i s h a l l i s a f l o o r space e q u a l t o the s i z e o f a j a t r a 

s t a g e , about 16 f e e t by 16 f e e t o r 20 f e e t by 20 f e e t ; room f o r e x i t s and 

e n t r a n c e s ; and room f o r t h e m u s i c i a n s t o s i t on e i t h e r s i d e o f t h e s t a g e 

space. The month o f August i s spent i n r e h e a r s a l , b e f o r e the p a r t y s e t s 

out on i t s s e a s o n a l round o f p e r f o r m a n c e s — t h i s means t h a t the r e h e a r s a l 

h a l l i s 'home' f o r about 25-28 p e o p l e f o r 1 month. 

When the p a r t i e s a r e i n C a l c u t t a , and f o r the o f f i c e p e o p l e who 

remain most of the y e a r i n C a l c u t t a , t h e r e i s an important p l a c e w i t h i n 

the p a r a where many go each d a y — t h e h o t e l . A h o t e l i n the j a t r a p a r a i s 

not a p l a c e to s t a y but r a t h e r i t i s a p l a c e to e a t . The S h a n t i H o t e l 

(Photograph 17) i s the one used by the Satyamber Opera, and o t h e r nearby 

opera p a r t i e s . S h o i l e n and I would e a t t h e r e d a i l y — i t s e r v e d a good menu 

of r i c e , f i s h , d a l , v e g e t a b l e s and y o g u r t , cooked i n B e n g a l i s t y l e w i t h 

mustard o i l and a few c h i l i s on the s i d e . While a t t h e h o t e l b u s i n e s s 

c o n t a c t s c o u l d be made and i n f o r m a t i o n was exchanged between v a r i o u s j a t r a 

p e r s o n n e l . By l o o k i n g around t h e h o t e l , I l e a r n e d a l o t about o t h e r k i n d s 

o f b u s i n e s s ' spaces: r i g h t i n f r o n t o f the e a t i n g a r e a , p l a c e d ' h i g h on a 

p l a t f o r m a t t a c h e d t o the c e n t r a l s u p p o r t was an image of t h e god Ganesha, 

the god t h a t i s supposed to remove o b s t a c l e s and ensure f i n a n c i a l s u c c e s s , 

t h a t was d e c o r a t e d d a i l y by the p a r a p r i e s t . The w a l l s were c o v e r e d w i t h 

p i c t u r e s and c a l e n d a r s d e p i c t i n g the goddess Laxmi, the goddess o f w e a l t h 

and f o r t u n e ; S a r o j i Ma, the w i f e o f the B e n g a l i s a i n t Ramakrishna; 

Ramakrishna; and f r e q u e n t l y ' K a l i , thei.*''giod'd'e's:s;.'',of d e s t r u c t i o n and 

p e r s o n i f i e d u n l e a s h e d power:li K a l i p r a s a d ^ /the p r o p r i e t o r , c o u l d always be 

seen s i t t i n g a t h i s desk, k e e p i n g t r a c k o f . t h e a c c o u n t s p e o p l e were 

r u n n i n g u p — s i n c e most p e o p l e p a i d him monthly. The h o t e l , a t l u n c h 

t i m e — 1 1 a.m.-l p.m.—was, as busy as the j a t r a o f f i c e i n t h e morning and 
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l a t e a f t e r n o o n , and t h e h o t e l i s an i n t e g r a l p a r t o f the p h y s i c a l 

s u r r o u n d i n g s o f the p a r a . 

The p r i n t i n g and p u b l i s h i n g companies, c a l l e d ' l i b r a r i e s ' a r e 

a d d i t i o n a l busy e n t e r p r i s e s i n the p a r a . The C a l c u t t a Town L i b r a r y , t h e 

Diamond L i b r a r y , t h e T a r a L i b r a r y , e t c . a r e a l l l o c a t e d i n the p a r a , and 

they p u b l i s h j a t r a p a l a s as w e l l as t r a d i t i o n a l r e l i g i o u s t e x t s and 

manuals. Not o n l y do they p u b l i s h them, but they have a r e t a i l and m a i l 

o r d e r b u s i n e s s l o c a t e d w i t h i n t h e i r o f f i c e s . I f a v i l l a g e c l u b o r 

o r g a n i s a t i o n wants to put on a j a t r a p l a y , they w i l l w r i t e to one o f 

these ' l i b r a r i e s ' and ask f o r a c e r t a i n number o f c o p i e s of a p l a y to be 

s e n t to them. The c l e r k i n the ' l i b r a r y ' w i l l wrap them and m a i l them 

o f f . By v i s i t i n g t h e s e l i b r a r i e s and t a l k i n g w i t h the p r o p r i e t o r s I was 

a b l e to c o l l e c t over 150 p l a y s , from v a r i o u s p l a y w r i g h t s and v a r i o u s e r a s , 

and r e c o r d i n f o r m a t i o n about the s a l e s and p o p u l a r i t y of v a r i o u s j a t r a 

p l a y s . While s i t t i n g i n the s m a l l , crowded by books and papers everywhere, 

main room of these l i b r a r i e s I c o u l d f e e l and see the weight of t r a d i t i o n 

and the importance o f a t r a d i t i o n o f p u b l i s h i n g f o r the 'modern' j a t r a . 

A nother i m p o r t a n t i n d i c a t i o n of the meeting of t r a d i t i o n and 

m o d e r n i t y i n the j a t r a i s seen i n the photograph t h a t f o l l o w s . T h i s photo 

c a p t u r e s a k i n d o f essence of the j u x t a p o s i t i o n of o l d and n e w — t h e p r i e s t 

i s p e r f o r m i n g a Satyanarayana P u j a on th e f l o o r , o r the base o f the room; 

a p p l i e d to the w a l l i s the p o s t e r of the p l a y R a k t a t a A f r i k a (about the 

A n g o l e s e / P o r t u g u e s e c o n f l i c t ) . Each o f f i c e has a p r i e s t (many have the 

same p r i e s t ) who comes d a i l y to t h e o f f i c e t o adorn the images (murt'i) 

and v a r i o u s p i c t u r e s w i t h f l o w e r s and to.do o b e s i a n c e (anata). In 

a d d i t i o n the p r i e s t w i l l p l a c e s a n d a l p a s t e on the f o r e h e a d of the 

p r o p r i e t o r and any o t h e r s i n the o f f i c e — I was f r e q u e n t l y b l e s s e d i n t h i s 
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manner. E v e r y Thursday t h e r e i s a p u j a , such as the one i n the p i c t u r e , 

to ensure good f o r t u n e i n B u s i n e s s . The p r i e s t i s p a i d b o t h money and 

uncooked r i c e f o r p e r f o r m i n g t h i s s e r v i c e f o r the p a r t y . 

By spending t h i s much time and space t r y i n g to g i v e a s k e t c h o f 

the p h y s i c a l s u r r o u n d i n g s o f the j a t r a p a r a , I have i n t e n d e d to c r e a t e an 

image o f a v e r y dense, crowded, v i b r a n t a r e a — a n a r e a where t h e r e i s a 

p r o d i g i o u s sense o f c o n t i n u i t y and v i s u a l reminders o f the p l a c e and l i n k s 

t h a t . t h e t r a v e l l i n g t h e a t r i c a l t r a d i t i o n has w i t h o t h e r s m a l l b u s i n e s s e s 

and t h e people o f B e n g a l . I r e a l l y f e l t good, moving around i n t h i s a r e a , 

where a l l the shopkeepers and p e o p l e on the s t r e e t a r e connected i n one 

way o r another to each o t h e r — w h e r e they a r e a l l paralok (people o f the 

p l a c e ) . T h i s i s not to suggest t h a t a l l i s j u s t ' f i n e ' i n t h i s a r e a , as 

I i n d i c a t e d e a r l i e r , n or i s i t to suggest t h a t the v a r i o u s p a r t i e s , 

v a r i o u s p u b l i s h i n g and p r i n t i n g f i r m s , h o t e l s , e t c . , a r e not i n a c e r t a i n 

c o m p e t i t i o n w i t h one an o t h e r . They a r e , but th e y a l s o a r e a l l p a r t o f 

the same sphere o f a c t i o n (the j a t r a jagat) and the same l o c a l e (the 

j a t r a para); they a r e p a r t o f the same l i f e s t y l e and i n t e n t i o n . 

With t h i s as a p h y s i c a l s e t t i n g f o r the j a t r a as a t r a d i t i o n and 

b u s i n e s s , I w i l l go on to the language o f the b u s i n e s s . I w i l l l a y out 

what words a r e used f o r a s p e c t s o f the b u s i n e s s and what b u s i n e s s 

d i s c u s s i o n s and n e g o t i a t i o n s c o n s i s t o f . F o r the most p a r t i t i s the 

language and n e g o t i a t i o n s o f s m a l l b u s i n e s s i n g e n e r a l . 
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The Language of and the Negotiations in 

the Jatra Business 

While w a t c h i n g and t r y i n g to u n d e r s t a n d the meaning o f a j a t r a 

performance o r when waxing e l o q u e n t about the phenomenal meaning o f t h e 

j a t r a , o r when t r a n s l a t i n g and i n t e r p r e t i n g the w r i t t e n s c r i p t o f a j a t r a 

p l a y , i t i s v e r y easy to f o r g e t t h a t the modern peshadar j a t r a 

( p r o f e s s i o n a l j a t r a ) i s a b u s i n e s s — t h e b u s i n e s s o f t h e p r o d u c t i o n o f 

meaning th r o u g h ' c u l t u r a l p erformances'. When I spent time 'hanging 

around' the j a t r a o f f i c e s , t a l k i n g w i t h and w a t c h i n g the n e g o t i a t i o n s o f 

the owners and managers, however, I was immediately and c o n s t a n t l y 

reminded t h a t the j a t r a i s a l s o a w o r l d o f l e d g e r s , p a y r o l l s , l o g i s t i c s , 

r e n t a l s , f e e s , a d v e r t i s i n g , incomes and d i s b u r s e m e n t s , performance 

s t r a t e g i e s , c o n t r a c t s , and the l i k e . The p r o f e s s i o n a l j a t r a s h a r e s the 

concerns o f most B e n g a l i p r i v a t e l y owned s m a l l b u s i n e s s e s . The 

management (shashan) o f the j a t r a p a r t y (jatra dal) e x p r e s s e s c o n c e r n over 

the e x p e n d i t u r e s (kharaaha) and p r o f i t s (labh) o f the p a r t y w h i l e the 

workers (ohakure or karmachari—in t h i s case a c t o r s , a c t r e s s e s , d a n c e r s , 

m u s i c i a n s , t e c h n i c i a n s , m i d d l e management and t h e support s t a f f ) e x p r e s s e s 

c o n c e r n over s a l a r y and wages (mahina or betana) and whether they w i l l be 

p a i d on time, o r p a i d a t a l l . F o r the most p a r t the j a t r a b u s i n e s s i s a 

l u c r a t i v e one, but o c c a s i o n a l l y , due to u n s e a s o n a l weather, p o l i t i c a l 

t r o u b l e i n the c o u n t r y s i d e , wars, o r a n t i - B e n g a l f e e l i n g s i n Assam, B i h a r 

o r O r i s s a , the c o n t r a c t s n e g o t i a t e d cannot be f u l f i l l e d and t h e b u s i n e s s 

f i n d s i t s e l f i n f i n a n c i a l s t r a i t s . In t h i s e v e n t u a l i t y i t i s u s u a l l y t h e 

workers who s u f f e r f i r s t , and b f the workers the ' s t a r s ' a r e t h e l a s t t o 

f e e l the s t r a i n . 
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The a c t i v i t i e s o f the j a t r a o f f i c e and o f f i c e r s , the 'parade' o f 

p e o p l e coming and g o i n g i n the o f f i c e t o which I r e f e r r e d e a r l i e r , i s a l l 

c e n t r e d around the r u n n i n g o f t h e j a t r a as a b u s i n e s s — n e g o t i a t i n g 

c o n t r a c t s , compromising w i t h c r e d i t o r s , and the b u y i n g and s e l l i n g o f the 

p a r t y ' s performance e x p e r t i s e . Each j a t r a p a r t y must be r e g i s t e r e d w i t h 

the Government of West Bengal and must be l i c e n s e d (anujnapatra); l e g a l l y 

l i s t e d w i t h a l l l i a b i l i t i e s (mot'dena) and c o n t r a c t s (chuktipatra) 

s u b j e c t to C a l c u t t a H i g h Court J u r i s d i c t i o n . 

One o f the f i r s t and most i m p o r t a n t n e g o t i a t i o n s t h a t t a k e s p l a c e 

i n t h e j a t r a b u s i n e s s ( i f i t i s n e c e s s a r y ) i s the r a i s i n g o f c a p i t a l 

(artha or taka) to c o v e r the i n i t i a l expenses each y e a r b e f o r e the 

c o n t r a c t s a r e n e g o t i a t e d and p a i d . I f the p a r t y has been v e r y s u c c e s s f u l 

t h e p r e v i o u s y e a r the owner(s) (matik) u s u a l l y r e i n v e s t a p o r t i o n o f t h e i r 

p r o f i t s i n the p a r t y i n o r d e r to pay t h e advances demanded by a r t i s t s as 

they s i g n t h e i r c o n t r a c t s f o r t h e coming season. I f the p r e v i o u s y e a r 

has n o t been as p r o f i t a b l e as n e c e s s a r y to ensure the c a p i t a l t o assemble 

the b e s t p a r t y p o s s i b l e , the owner w i l l n e g o t i a t e w i t h a p a t r o n o r ' a n g e l ' 

(pristhapashak). The p a t r o n w i l l , f o r a f i x e d r a t e o f r e t u r n on a 

p e r c e n t a g e b a s i s ( i t v a r i e s from 10-25% depending on how much the owner 

needs the money and how much the p a t r o n can l e n d ) , i n v e s t t h e amount o f 

c a p i t a l needed by the owner. These p a t r o n s o r ' a n g e l s ' a r e u s u a l l y 

s i l e n t p a r t n e r s , unknown to most o f the a r t i s t s and m i d d l e management and 

h o p e f u l l y , unknown to the o t h e r j a t r a p a r t i e s . I f t h e y became known, o r 

so the owners r e a s o n , o t h e r p a r t i e s may s e e k , t h e i r c a p i t a l . A few, 

however, a r e well-known and a r e b a c k e r s f o r s e v e r a l p a r t i e s . O c c a s i o n a l l y , 

the web o f c o n t r a c t u a l agreements becomes i n d e e d e n t a n g l e d , and a ' s t a r ' 

who has r e c e i v e d h i s s a l a r y a l l y e a r , may r e i n v e s t i n t h e p a r t y as a 
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p a t r o n . While t h i s i s n e c e s s a r y f o r owners t o do, i n some c a s e s , they do 

so w i t h a c e r t a i n r e s e r v a t i o n — i t d i l u t e s , c o n s i d e r a b l y , the c o n t r a c t w i t h 

the a r t i s t as a r t i s t . 

A nother i m p o r t a n t s e r i e s o f d e a l i n g s and n e g o t i a t i o n s t h a t t a k e s 

p l a c e i n the r u n n i n g o f the j a t r a p a r t y , once t h e r e i s c a p i t a l accumulated, 

a r e the l e d g e r l y concerns o f r e c e i p t s and disbu r s e m e n t s (jama-knaracha) 

A j a t r a p a r t y has a number o f c r e d i t o r s (uuomarria)','acquired f o r t h e i r 

r e n t a l f e e s (bhava taka) and m a t e r i a l c o s t s (kharaaha). Some o f these 

c o s t s a r e f i x e d — t h e y r e q u i r e d e a l i n g w i t h p e o p l e o n l y s i n c e t h e r e i s no 

room f o r n e g o t i a t i o n h e r e ; t h e s e a r e c o s t s l i k e e l e c t r i c i t y , t e l e p h o n e , 

government r e g i s t r a t i o n f e e s , a d v e r t i s i n g , purchase o f t e c h n i c a l equipment, 

p r i n t i n g , f o o d and u t e n s i l s , e t c . Other c o s t s a r e n e g o t i a b l e ; o f f i c e r e n t , 

costume r e n t a l , bus r e n t a l f o r the t r a v e l l i n g p a r t y , c a r r e n t a l f o r the 

management and ' s t a r s ' t r a v e l , r e h e a r s a l h a l l r e n t a l (when i t i s n ' t owned), 

p a y r o l l , p urchase o f j a t r a p l a y s , the p e r c e n t a g e f e e f o r a b r o k e r o r 

c o n t r a c t a r r a n g e r (dalal), e t c . Most o f these n e g o t i a t i o n s a r e made 

between the c r e d i t o r s and t h e owner o f t h e p a r t y , but o c c a s i o n a l l y the 

n e g o t i a t i o n s w i l l be hand l e d by the manager o f t h e p a r t y on the owner's 

b e h a l f . T h i s takes up a c o n s i d e r a b l e p r o p o r t i o n o f the management's time 

and energy, and r e q u i r e s t h a t they spend a g r e a t d e a l o f time i n the 

o f f i c e . The p a r t y , as r e n t e e s , do command the upper hand, however, and 

most of the r e n t o r s come to the p a r t y o f f i c e t o conduct b u s i n e s s , r a t h e r 

than making the p a r t y o f f i c i a l s go out a l l o v e r the c i t y o f C a l c u t t a to 

ensure t h a t a l l the arrangements f o r the p a r t y a r e made. 

Once t h e r e i s c a p i t a l and a l l the e x p e n d i t u r e s n e c e s s a r y f o r the 

r u n n i n g o f t h e b u s i n e s s a r e s e t out, the j a t r a season i s about to b e g i n 

w i t h e v e r y t h i n g r e a d y — a l l , except of c o u r s e , the main f u n c t i o n o f t h e 

b u s i n e s s i t s e l f — t h e p e r f o r m e r s n e c e s s a r y f o r the p r o d u c t i o n o f the 
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performance. Each y e a r the owners and the a r t i s t s (jatra s h i l p i ) 

n e g o t i a t e and s i g n new c o n t r a c t s (chuktipatra). Each y e a r j a t r a p l a y 

w r i g h t s (palakars or lekhok—both words a r e used) a r e commissioned f o r o r 

they p e d d l e , newly w r i t t e n p l a y s (paid). Each y e a r a r t i s t i c d i r e c t o r s 

(parichalak),ecomposers{(sur karas) ,.iarid '.dance-masters/; (nritya guru) 'are 

engaged f o r each p a l a . And, each y e a r new c o n t r a c t s a r e made w i t h 

sponsors to ensure performances throughout the season. 

Negotiating Contracts with' Performers: 

J a t r a p e r f o r m e r s a r e under c o n t r a c t to a s p e c i f i c j a t r a p a r t y f o r 

a 10 month p e r i o d , b e g i n n i n g i n August and ending i n a t the c l o s e o f May. 

The j a t r a season, i n B e n g a l i terms, i s bounded by the f a l l p u j a c y c l e and 

and the kal boishaki (the pre-monsoon thunderstorms t h a t o c c u r 

u n p r e d i c t a b l y from the end o f the month o f Bo i s h a k through t i l the monsoon 

b r e a k s ) . When the weather no l o n g e r a l l o w s these o p e n - a i r performances to 

take p l a c e the a r t i s t s a r e f r e e d from t h e i r c o n t r a c t u a l o b l i g a t i o n s . I t 

i s a t t h i s time, around the month o f June each y e a r , t h a t n e g o t i a t i o n s 

a r e made f o r a p a r t y spot the next y e a r . When bo t h owners and a r t i s t s 

were t r y i n g to e x p l a i n to me how t h i s system works they used an analogy 

w i t h the No r t h American f o o t b a l l system. When t h e f o o t b a l l season ends, 

they s a i d , the p l a y e r s and managers n e g o t i a t e f o r the next y e a r ; p l a y e r s 

move from one team to a n o t h e r depending on how good a c o n t r a c t they can 

make. As a r e s u l t t h e teams a r e b e t t e r o r worse f o r t h e i r p l a y e r s . 

Whether or not t h a t i s a c t u a l l y the way the North American f o o t b a l l system 

works, i t i s how they p e r c e i v e i t to work and . i t i s c l o s e to the way the 

j a t r a system works. 

Depending on a number o f f a c t o r s a j a t r a a r t i s t w i l l be a b l e to 

n e g o t i a t e a more o r l e s s advantageous c o n t r a c t w i t h the owner o f the 
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p a r t y . The f a c t o r s t h a t h e l p to n e g o t i a t e a f a v o u r a b l e (one might even 

say, h e a l t h y ) s a l a r y a r e : number of y e a r s i n the j a t r a w o r l d ; r e p u t a t i o n 

among the management and o t h e r a r t i s t s — t h i s means r e p u t a t i o n as a 

r e a s o n a b l e p e r s o n and a r t i s t i c r e p u t a t i o n ; p o p u l a r i t y among the 

s p e c t a t o r s ; p r e v i o u s employment i n the cinema o r f i l m w o r l d ; r e i n v e s t m e n t 

i n the p a r t y ; c h a r a c t e r i s t i c s t h a t w i l l a l l o w one to be c a s t as e i t h e r 

the h e r o , h e r o i n e , a n t i - h e r o , o r comic c h a r a c t e r such as v o i c e q u a l i t y , 

c o m e l i n e s s , f a c i a l p l i a b i l i t y , a b i l i t y i n s t a g e f i g h t i n g , e m o t i o n a l 

e x p e r t i s e , e t c . ; c o n n e c t i o n s i n the j a t r a w o r l d , and t h e l i k e . The 

monthly s a l a r y (ma.sh.-ik mahina) n e g o t i a t e d by each a r t i s t i n t h e i r c o n t r a c t 

v a r i e s c o n s i d e r a b l y from as much as Rs.6000 (about $ 8 5 0 ) to as l i t t l e as 

Rs.85 (about $12 ) — t h i s has consequences t h a t I w i l l d i s c u s s i n the 

s e c t i o n on the i n t e r n a l o r g a n i s a t i o n of the j a t r a p a r t y . 

The p a r t y owner (mali-k) has a number o f f a c t o r s w e i g h i n g i n the 

f i n a l c o n t r a c t he n e g o t i a t e s w i t h an a r t i s t : a c o n t r a c t f o r fewer rupees 

ensures more p r o f i t (labh) f o r him; but i f he i s u n w i l l i n g to n e g o t i a t e a 

good s a l a r y the more p r o f i t a b l e and p r e s t i g i o u s a r t i s t s w i l l go to the 

p a r t i e s t h a t w i l l — t h i s c o u l d mean t h a t he would make fewer o r l e s s 

a d v a n t a g e o u s l y funded c o n t r a c t s d u r i n g the coming y e a r . Somewhere i n the 

b a l a n c e a d e c i s i o n i s r e ached and the ' s t a r s ' c o n t r a c t s a r e n e g o t i a t e d . 

The more the ' s t a r s ' o r ' b o x - a r t i s t s ' as they are f r e q u e n t l y c a l l e d , get 

as a s a l a r y , the l e s s the o t h e r a r t i s t s w i l l g e t . C o n s e q u e n t l y t h e r e i s 

not o n l y t e n s i o n between the owners and the ' s t a r s ' , but between the 

' s t a r s ' and the o t h e r a r t i s t s as w e l l . • 

A l s o thrown i n , under the same c o n t r a c t i n g system, are the 

t e c h n i c i a n s and s u p p o r t s t a f f . They, however, have l e s s l e v e r a g e i n a 

n e g o t i a t i o n s i n c e p e o p l e w i t h t h e i r q u a l i f i c a t i o n s a r e l i t e r a l l y 'a dime 

a dozen' and eager to get i n t o the glamour and employment o f the j a t r a p a r t y . 

http://ma.sh.-ik
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The c o n t r a c t (ohuktipatro) w i t h the employees ( a r t i s t s , 

t e c h n i c i a n s and s u p port s t a f f a l i k e ) i s q u i t e a simple one, w i t h o n l y one 

p r i n t e d p a r a g r a p h l i s t i n g the d u t i e s o f the a r t i s t o r worker, the 

r e s p o n s i b i l i t i e s o f the owner and the monthly s a l a r y to be p a i d and 

r e c e i v e d . The d u t i e s v a r y , of c o u r s e , w i t h the type o f j o b performed 

but a common and n e c e s s a r y d uty i s to be a b l e to p e r f o r m the j o b a s s i g n e d 

to you e v e r y time the p a r t y i s engaged. The r e s p o n s i b i l i t i e s of t h e 

owner, as s t a t e d i n t h i s s h o r t c o n t r a c t , a r e to pay f o r the f o o d and 

l o d g i n g of the a r t i s t s : w h i l e ';t.hey?arecemplpyed. In a d d i t i o n , s h o u l d 

t h e r e be any i n j u r y a c q u i r e d w h i l e e i t h e r moving to and from a s p e c i f i c 

performance (e.g. a bus a c c i d e n t , which happened to the Loka Natya 

company w h i l e I was t h e r e ) o r w h i l e a c t u a l l y p e r f o r m i n g , the owner i s 

r e q u i r e d to pay f o r any m e d i c a l c o s t s t h a t the p e r f o r m e r i n c u r s . The 

monthly s a l a r y t h a t i s s t a t e d , o f c o u r s e , i s the one t h a t was s e t t l e d on 

d u r i n g the n e g o t i a t i o n s . 

F o r the ' s t a r s ' o r ' b o x - a r t i s t s ' as w e l l as a few o t h e r s who a r e 

a b l e to n e g o t i a t e s a l a r i e s above Rs. 8000(abbutt$115 . : 0 ) t h e r e a a r e e a d d i t i o n a l l 

c l a u s e s appended to t h i s s i m p l e c o n t r a c t t h a t i n c l u d e s p e c i f i c items such 

as the f o l l o w i n g : s p e c i f i c k i n d s of ' f i s h ' as f o o d ; l o d g i n g w h i l e 

t r a v e l l i n g w i t h o n l y p e o p l e of the same c a s t e ; an advance of up to 60% of 

t h e i r monthly s a l a r y to c o v e r t h e i r expenses d u r i n g the months of June and 

J u l y ; and the l i k e . The top ' b o x - a r t i s t s ' w i l l f r e q u e n t l y have i t 

s t i p u l a t e d by c o n t r a c t t h a t they w i l l be p r o v i d e d w i t h motor car t r a n s p o r t 

r a t h e r t h a n t r a v e l w i t h the r e s t of the p a r t y by bus, f o r s p e c i f i c 

l o c a t i o n s where c a r t r a v e l i s p o s s i b l e . 

I f t h e . a r t i s t s do n o t f u l f i l l t h e i r c o n t r a c t s they c o u l d be taken 

to c o u r t over the m a t t e r , s i n c e the c o n t r a c t s a r e r e g i s t e r e d as s u b j e c t to 

the C a l c u t t a H i g h Court, andjwhen I went, through the r e c o r d s a t the C a l c u t t a 



c o u r t h o u s e I found t h a t i n f a c t , o n l y t h r e e c o n t r a c t s had e v e r been taken 

to c o u r t . In a l l t h r e e i n s t a n c e s the a r t i s t s had f a i l e d to complete the 

y e a r , and the owner had i n c u r r e d c o n s i d e r a b l e expense i n h i r i n g another 

a r t i s t to r e p l a c e the r e c a l c i t r a n t one. The l a s t such c o u r t case was i n 

1964, however, and most p e o p l e w i t h i n the j a t r a j a g a t i n d i c a t e d t h a t they 

were s u r p r i s e d t h a t I found even those t h r e e c a s e s . The p a r t i e s i n v o l v e d 

d i d n ' t remember the i n c i d e n t s v e r y w e l l . 

Once a c o n t r a c t i s s i g n e d i n e a r l y summer, and an advance has 

been g i v e n , a r t i s t s r e t u r n to t h e i r f a m i l y r e s i d e n c e — i f t h e y have o n e — 

u n t i l e a r l y August when they a r e s c h e d u l e d to b e g i n the new season's 

r e h e a r s a l . All.'.the c o n t r a c t s a r e k e p t s a f e l y l o c k e d up i n the j a t r a 

o f f i c e . 

Securing the Plays for Performance: 

The j a t r a p l a y w r i g h t i s a v e r y i m p o r t a n t p e r s o n i n the j a t r a j a g a t ; 

w i t h o u t new p l a y s to p e r f o r m the p r e s t i g e o f a j a t r a p a r t y would r a p i d l y 

wane. Each "A' C l a s s J a t r a P a r t y has a r e p e r t o i r e of 4-5 p l a y s each y e a r 

and a t l e a s t two o f the p l a y s w i l l be new ones, performed f o r the f i r s t 

t ime. 

When s e l e c t i n g the new p l a y s f o r h i s p a r t y ' s r e p e r t o i r e , the owner 

takes i n t o a c c o u n t a number o f t h i n g s : who the a r t i s t s a r e — s o m e a r t i s t s 

do a b e t t e r performance i n some k i n d s of p l a y s t h a n i n o t h e r s ; what the 

a u d i e n c e s seem to w a n t — a t the time t h i s r e s e a r c h was conducted the most 

p o p u l a r p l a y s were e i t h e r r e v o l u t i o n a r y p l a y s o f b o t h modern and h i s t o r i c a l 

themes o r modern c l a s s s t r u g g l e drama; the p l a y w r i g h t ' s p o p u l a r i t y and 

proven p u b l i c s u c c e s s ; and what he has heard about the i n t e n d e d p l a y s of 

the j a t r a p a r t i e s — t h i s i s u s u a l l y a guarded s e c r e t u n t i l r e h e a r s a l has 

begun, s i n c e the p l a y s t h e m s e l v e s s a r e e a n r i i m p o r t a n t f a c t o r i n the s t a t u s 
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and p r e s t i g e of the p a r t y . T h i s i s one of the most i m p o r t a n t p i e c e s o f 

i n f o r m a t i o n t h a t a l l owners t r y to f i n d o u t , however. 

There a r e s e v e r a l s t r a t e g i e s and ways of s e c u r i n g the p l a y s f o r a 

new season. From an owner's p o i n t o f view, the s i m p l e s t way, i s the one 

t h a t o c c u r s l e a s t o f t e n — t h a t i s to have a p l a y w r i g h t come and l e a v e him 

a s c r i p t to r e a d i n hopes t h a t i t w i l l s t r i k e h i s sense of a p p r o p r i a t e 

p l a y s f o r the season. I f a p l a y w r i g h t p e d d l e s a p l a y l i k e t h i s , the 

owner r e a d s i t and d i s c u s s e s i t w i t h h i s managers and the d i r e c t o r o f the 

p l a y s . More o f t e n , however, the owner, a f t e r a d i s c u s s i o n w i t h the ' s t a r ' 

a r t i s t s and the d i r e c t o r w i l l approach a p l a y w r i g h t and ask him to w r i t e 

a p l a y on a c e r t a i n s u b j e c t , t a k i n g i n t o account t h a t so-and-so i s h i s 

d i r e c t o r and t h a t such-and-such a r e the main a r t i s t s . A p l a y w r i g h t can 

then say yes o r no, and can command a h i g h e r p r i c e f o r h i s work. 

S t i l l a n o t h e r way of s e c u r i n g a p l a y i s to have a p l a y w r i g h t 

a s s o c i a t e d w i t h the p a r t y . Many of the more e s t a b l i s h e d p a r t i e s i n f a c t 

do have p l a y w r i g h t s a t t a c h e d . In t h i s i n s t a n c e the p l a y w r i g h t becomes a 

more a c t i v e member o f the p a r t y — m o r e a c t i v e i n s h a p i n g the r e p e r t o i r e o f 

the p a r t y i n any g i v e n y e a r . B r o j e n De, the most p r o l i f i c l i v i n g j a t r a 

w r i t e r , w h i l e he w r i t e s p l a y s f o r o t h e r p a r t i e s o c c a s i o n a l l y , u s u a l l y 

w r i t e s p l a y s f o r the Natya Company (one o f the o l d e s t and most v e n e r a b l e 

p a r t i e s i n the b u s i n e s s ) . The Satyamber Opera, the Loka Natya and the 

Madhabi Natya Company u s u a l l y p e r f o r m a t l e a s t one p l a y w r i t t e n by 

B h a r i o b Ganguly each y e a r . The Tarun Opera, an i n n o v a t i v e and d e c i d e d l y 

p o l i t i c a l p a r t y , u s u a l l y performs a t l e a s t one p l a y of the s c h o o l master 

Sombhu Bagh. And so i t goes. 

Depending on the way t h a t a p l a y i s s e c u r e d , and depending on the 

r e p u t a t i o n o f the p l a y w r i g h t and h i s a b i l i t y to use language p o w e r f u l l y 

(sakti likhe) the p l a y w i l l c o s t more or l e s s money. A p a r t y p u r c h a s e s 
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the p l a y and the r i g h t to p e r f o r m i t e x c l u s i v e l y f o r a t l e a s t a two y e a r 

p e r i o d — t h e n i t becomes p a r t o f t h e p u b l i c domain. The owner and the 

p l a y w r i g h t w i l l n e g o t i a t e and a r r i v e a t a p r i c e t h a t u s u a l l y i s w i t h i n the 

range o f RS.2000-Rs.6000 per p l a y (about $280 -850 ). 

G i v e n the c o s t of a p l a y from a known and p o w e r f u l p l a y w r i g h t , the 

owner w i l l f r e q u e n t l y purchase one p l a y from a l e s s e r known w r i t e r as 

w e l l . I f t h e p l a y goes o v e r w e l l w i t h the a u d i e n c e s i t i s a chance f o r a 

new w r i t e r t o b r e a k i n t o the j a t r a j a g a t . 

O c c a s i o n a l l y the p l a y i s p u r c h a s e d b e f o r e i t i s f i n i s h e d , and t o 

ensure t h a t i t g e t s done i n time the owner w i l l o f f e r the j a t r a o f f i c e to 

a w r i t e r as a p l a c e to s t a y w h i l e w r i t i n g . B h a i r o b Ganguly, f o r example, 

who because o f h i s a s s o c i a t i o n w i t h the Communist P a r t y of I n d i a - M a r x i s t 

was u n a b l e to go back to h i s n a t i v e v i l l a g e o f Mulgram d u r i n g the 1972 

e l e c t i o n s , l i v e d a t the Satyamber Opera o f f i c e f o r o v e r t h r e e months w h i l e 

he was w r i t i n g a new p l a y f o r the 1973 season. T h i s way the owner has 

more c o n s t a n t c o n t r o l and watch o v e r the p r o d u c t i o n o f t h e s c r i p t . 

Once t h e r e a r e a r t i s t s and a s c r i p t , t h e r e a r e n e g o t i a t i o n s w i t h 

the d i r e c t o r , composer, and dance master to c o n s i d e r . S i n c e the j a t r a 

performance i s a c o m b i n a t i o n of v e r b a l drama, songs and m u s i c a l 

accompaniment, and dance-drama performances, the c o o r d i n a t i o n o f a l l these 

elements must be a c h i e v e d . I t i s not o n l y the owner's j o b to do t h i s — 

s i n c e i n some ca s e s the owner does not g e t i n v o l v e d a t a l l , but the 

management i n g e n e r a l and the ' s t a r s ' a r e u s u a l l y i n v o l v e d as w e l l as a 

few p e o p l e from o u t s i d e the u s u a l b o u n d a r i e s of th e j a t r a j a g a t — 

t h e a t r i c a l p l a y w r i g h t s and p r o d u c e r s , p r o f e s s i o n a l m u s i c i a n s , drama 

t e a c h e r s from u n i v e r s i t y , and the l i k e . 
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Securing Direction, Music and Dance: 

The Director: . 

The d i r e c t o r (parichalak—-currently the most f r e q u e n t l y used word 

o r adhikari—an o l d e r word s t i l l used by some p e o p l e i n the j a t r a j a g a t ) 

a t p r e s e n t i s u s u a l l y e i t h e r the main male a r t i s t or an o l d e r more 

e x p e r i e n c e d a c t o r . An owner, when s i g n i n g a c o n t r a c t w i t h t h i s a r t i s t 

w i l l w r i t e i n an e x t r a c l a u s e a d d i n g some money and 'boxed b i l l i n g ' to the 

c o n t r a c t to encourage a good a c t o r t o take over the p o s i t i o n as d i r e c t o r 

as w e l l . The owner, the d i r e c t o r and some of t h e more prominent a r t i s t s 

w i l l d i s c u s s t h e meaning and the i n t e n t i o n s o f the p l a y , d e c i d i n g how b e s t 

to s t a g e i t , how to p l a y the d i a l o g u e t o a l l s i d e s o f t h i s o p e n - a i r i n - t h e -

round p r o d u c t i o n , how to move on the s t a g e , and how to b e s t use the mi n i m a l 

props a v a i l a b l e . The d i r e c t o r u s u a l l y a l s o d i s c u s s e d the s t o r y - l i n e and 

c h a r a c t e r m o t i v a t i o n s w i t h the p l a y w r i g h t . He w i l l a l s o d i s c u s s the music 

and i t s s t y l e and importance i n each p l a y w i t h the music d i r e c t o r or 

composer. The d i r e c t o r o n l y n e g o t i a t e s w i t h the dance master i f t h e r e i s a 

dance scene i n the p l a y — s a y a c a b e r e t dance o r a v i l l a g e d a n c e — o t h e r w i s e 

the dance-master i s i n charge o f the dance-drama t h a t p r e c e d e s the d r a m a t i c 

performance. 

O c c a s i o n a l l y a d i r e c t o r i s s e c u r e d from o u t s i d e the u s u a l j a t r a 

j a g a t . T h i s i s done, the owners t o l d me, i n o r d e r to produce an i n n o v a t i v e 

p l a y , o r to attempt to e n l a r g e the urban audience by changing s l i g h t l y the 

j a t r a s t y l e , or to upgrade the image o f the j a t r a as i t competes w i t h the 

cinema and the t h e a t r e . The Satyamber Opera c o n s u l t s f r e q u e n t l y w i t h 

G o u r i Shankar B h a t t a c h a r y a , a p r o f e s s o r a t R a b i n d r a B h a r a t i U n i v e r s i t y ; 

the Tarun Opera uses Amar Ghose, an i n s t r u c t o r a t the same u n i v e r s i t y as 

d i r e c t o r and p r d d u c t i o n c c o n s u l t a n t ; the New Prabhash Opera o c c a s i o n a l l y 



engages Ramen L a h i r i , a t h e a t r i c a l d i r e c t o r , to d i r e c t t h e i r r e v o l u t i o n a r y 

p l a y s , e t c . A l s o the famous f i l m s t a r , t h e a t r i c a l a c t o r and w r i t e r U t p a l 

D u t t a has become i n v o l v e d w i t h i n the j a t r a j a g a t and has been w r i t i n g , 

d i r e c t i n g - a n d b a c k i n g a number of j a t r a p a r t y p r o d u c t i o n s r e c e n t l y . In 

f a c t , U t p a l D u t t a , by 1970 when I began t h i s r e s e a r c h , seemed to be a 

s p o k e s p e r s o n f o r the j a t r a , p a r t i c u l a r l y o u t s i d e Bengal; he p a r t i c i p a t e d 

i n s e v e r a l n a t i o n a l c o n f e r e n c e s on t r a d i t i o n a l and f o l k t h e a t r e where he 

p r e s e n t e d b o t h papers and d i s c u s s i o n on the j a t r a o f West Bengal ( D u t t a 

1971:7-35). I r e f e r to t h e s e p a p e r s s e l s e w h e r e . 

The 'Music B-Lvector-Cormposev: 

The music i s an e s s e n t i a l p a r t o f the j a t r a performance, and so 

too i s the music composer an e s s e n t i a l p a r t o f the d i r e c t i o n team. W i t h i n 

the j a t r a j a g a t t h e r e a r e two main types o f composers, t r a d i t i o n a l and 

modern, a l t h o u g h the t r a d i t i o n a l composers are b e i n g f o r c e d to compose 

songs of a more 'modern' s t y l e i n o r d e r to keep t h e i r p o s i t i o n w i t h i n the 

j a t r a j a g a t . Once the owner has s e c u r e d a s c r i p t he w i l l r e t a i n , f o r a 

s e t f e e , a composer to w r i t e the music f o r the p re-performance c o n c e r t , 

the dance-drama, and the accompaniment f o r the p l a y . The composer reads 

the s c r i p t , e s p e c i a l l y the words f o r the songs, t a l k s to the d i r e c t o r , 

and s e t s about w r i t i n g the music i n e i t h e r a t r a d i t i o n a l o r modern s t y l e . 

Many o f the songs a r e s t i l l w r i t t e n u s i n g the canons of c l a s s i c a l music, 

w i t h a t o u c h of B e n g a l i f o l k songs, w h i l e some w e s t e r n and o t h e r f o r e i g n 

m u s i c a l themes a r e making t h e i r way i n t o the j a t r a . A composer may do the 

music f o r up to f o u r or f i v e p l a y s p e r u s e a s o n and may work f o r as many 

d i f f e r e n t j a t r a p a r t i e s . The owner chooses the composer on h i s p a s t 

r e p u t a t i o n and on the n a t u r e o f the p l a y . P r o s a n t o B h a t t a c h a r y a , a 

composer i n much demand, i s p a r t i c u l a r l y known f o r h i s a b i l i t y to w r i t e 
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songs f o r Western-themed p l a y s and modern r e v o l u t i o n a r y p l a y s . He has 

even been known to w r i t e music f o r the t h e a t r e , and p a r t i c u l a r l y the 

p l a y s o f U t p a l D u t t a . Mohendra D u t t a , my mastermahashya (music t e a c h e r 

and t e a c h e r about j a t r a music) and an o l d e r j a t r a composer, i s chosen 

u s u a l l y f o r p l a y s on a v i l l a g e theme, h i s t o r i c a l themes o r modern s o c i a l 

drama. He w r i t e s songs c o n s i d e r i n g t r a d i t i o n a l ' r agas' and c l a s s i c a l 

s t y l e s o f s i n g i n g — h e has been a music t e a c h e r o f c l a s s i c a l v o i c e f o r 

some y e a r s . 

Among the m u s i c i a n s on c o n t r a c t as r e g u l a r s e a s o n a l a r t i s t s t h e r e 

i s u s u a l l y one t h a t a c t s as the d i r e c t o r (sur-parichalak). . D u r i n g the 

r e h e a r s a l they d i r e c t the m u s i c i a n s and suggest the a c c e n t music t h a t 

u n d e r s c o r e s and a c c e n t u a t e s the d i a l o g u e . T h i s i s u s u a l l y done through 

d i s c u s s i o n and n e g o t i a t i o n w i t h the d i r e c t o r , and o c c a s i o n a l l y w i t h the 

composer as w e l l . T h i s 'head m u s i c i a n ' i s a b l e to n e g o t i a t e a s l i g h t l y 

h i g h e r s a l a r y with, the owner, f o r h a v i n g t h i s a d d i t i o n a l duty. 

The Dance-Master: 

O c c a s i o n a l l y the dance-master (nrttya guru) a l s o dances f o r the 

p a r t y as a c o n t r a c t e d a r t i s t , b u t more commonly the dance-master i s 

employed to do choreography o n l y , and he w i l l do so f o r a number o f 

d i f f e r e n t j a t r a p a r t i e s each season. He n e g o t i a t e s w i t h the owner about 

the c o n t e n t o r theme of the o p e n i n g dance-drama (some p a r t i e s have 

t r a d i t i o n a l ones they have used f o r y e a r s and o n l y l i k e to change the 

dance choreography from time to time, not the theme) and then i s l e f t 

p r e t t y much on h i s own. He i s p a i d a s e t f e e f o r h i s work, and i t v a r i e s 

from Rs.800-Rs.1200 (about $115-180 ) depending on h i s r e p u t a t i o n and 

b a r g a i n i n g power. 

http://Rs.800-Rs.1200
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I f , w i t h i n the p l a y i t s e l f , t h e r e i s a dance scene (a common 

f e a t u r e o f modern Western themed p l a y s and h i s t o r i c a l p l a y s u s i n g the 

Mughul c o u r t as a s e t t i n g ) the dance-master and th e d i r e c t o r w i l l d i s c u s s 

and p l a n the dance p o r t i o n s . I n t h i s a s p e c t t t h e owner has l i t t l e say. 

W i t h the p l a y and the p e r s o n n e l needed i n w r i t i n g and/or d i r e c t i n g 

the v a r i o u s p a r t s o f a j a t r a performance a c q u i r e d , t h e j a t r a owner and h i s 

management t u r n t h e i r c oncerns to s e c u r i n g t h e i r audiences^-the s p e c t a t o r s 

w i t h o u t which the performance would not happen. 

Securing the Jatra Sponsors and Audience: 

There are f o u r main ways o f r e a c h i n g the a t t e n t i o n of the sponsors 

(chutkikaraka) and the p e o p l e who comprise a j a t r a a u d i e n c e o r s p e c t a t o r s 

(shrotrimandali or drishak): f o r m a l a d v e r t i s i n g media (which I w i l l d e a l 

w i t h a t one l e v e l here and a n a l y s e i n the f o l l o w i n g s e c t i o n ) and i n f o r m a l 

a d v e r t i s i n g , such as word of mouth, e t c . ; c o n t a c t w i t h a j a t r a b r o k e r 

(dalal); p e r s o n a l c o n n e c t i o n s w i t h the p a r t y o r sponsors;, and the 

p r e s e a s o n performances s t a g e d e i t h e r as a f e s t i v a l i n C a l c u t t a o r p a r t y 

sponsored p r e v i e w s . 

The f o r m a l a d v e r t i s i n g i n i t i a t e d by the j a t r a p a r t y i s d e s i g n e d 

to r e a c h as wide an a u d i e n c e as p o s s i b l e — t h r o u g h newspapers and p o s t e d 

a d v e r t i s e m e n t s i n d i s t r i c t towns and l a r g e r v i l l a g e s . In a d d i t i o n , 

r e c e n t l y j a t r a p a r t i e s have taken out ads i n f i l m magazines, p l a c e d ads i n 

p u j a s p e c i a l p u b l i c a t i o n s , and ads i n the f r e q u e n t l y c o n s u l t e d B e n g a l i 

almanac known as a panjika. A f t e r a c o n t r a c t has been made w i t h a sponsor 

the j a t r a p a r t y p r o v i d e s the s p o n s o r i n g group w i t h f l y e r s , b r o c h u r e s , 

p o s t e r s and the l i k e f o r l o c a l a d v e r t i s i n g . In a d d i t i o n to t h i s the l o c a l 

s p o n s o r i n g group may make up i t s own a d v e r t i s i n g , p a r t i c u l a r l y i f they 

have d e c i d e d to sponsor a whole f e s t i v a l o f j a t r a w i t h s e v e r a l d i f f e r e n t 
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p a r t i e s p a r t i c i p a t i n g . B o t h the p a r t i e s and the s p o n s o r s r e l y h e a v i l y 

on the use o f 'word-of-mouth' a d v e r t i s i n g — a n y o n e who has seen the p l a y i n 

another l o c a l i t y i s . u s u a l l y more than w i l l i n g to p r o v i d e c r i t i c a l 

commentary. A l o n g w i t h the p a r t y or sponsor i n i t i a t e d a d v e r t i s i n g t h e r e 

i s r e v i e w e r i n i t i a t e d commentary i n the newspapers i n the form o f s t o r i e s 

and c r i t i c a l r e v i e w s . P e r s o n a l c o n t a c t s i n the j a t r a w o r l d p r o v i d e much 

o f the same k i n d o f i n f o r m a t i o n . 

I t has become a common p r a c t i c e , e s p e c i a l l y s i n c e 1962 and the 

Shovabazar R e v i v a l J a t r a F e s t i v a l o f t h a t y e a r , t o h o l d a c o u p l e o f weeks 

of j a t r a performances b e f o r e Viswakarma P u j a ( t h e w o r s h i p ceremony f o r 

the god o f manual works) and the b e g i n n i n g of the c o n t r a c t u a l j a t r a 

season. People from v a r i o u s r u r a l and d i s t r i c t town l o c a l e s come i n t o 

C a l c u t t a and watch these performances h o p i n g to d e c i d e on the b e s t p a r t i e s 

to come to t h e i r l o c a l e . From a p a r t y ' s p o i n t o f view these performances 

are f i n a l r e h e a r s a l s and from a spo n s o r ' s o r audience p o i n t of view they 

a r e a 'sneak preview' o f what w i l l be o f f e r e d . 

In o r d e r to make a c o n t r a c t w i t h a p a r t y and/or s e t up a j a t r a 

f e s t i v a l i n a s p e c i f i c l o c a l e , many sponsors choose t o go thr o u g h a 

b r o k e r , an arrangement middleman known as a dotal. A l t h o u g h s p e c i f i c 

b r o k e r s are not a t t a c h e d to p a r t i c u l a r l p a r t i e s , t h e r e i s some a s s o c i a t i o n 

w i t h a b r o k e r and some p a r t i e s i n t h a t they may get a s m a l l payment (6%) 

from the p a r t y f o r h a v i n g brought a p o t e n t i a l sponsor to the o f f i c e . The 

b r o k e r i s j o b i s as f o l l o w s : When a sponsor appears i n the j a t r a p a r a 

(and news t h a t t h i s i s happening t r a v e l s v e r y r a p i d l y ) a b r o k e r w i l l 

a pproach him/them and ask i f they need some h e l p moving about i n the j a t r a 

p a r a , f i n d i n g o f f i c e s and meeting b o o k i n g managers. I f they say y e s , then 

he w i l l n e g o t i a t e a f e e f o r a r r a n g i n g t h e i r meeting and i f the sponsor i s 

not s e t on which p a r t i e s they want to engage he w i l l s u g g e s t p a r t i e s w i t h 
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whom he has an arrangement o r from whom he t h i n k s he can e x a c t a f e e . 

Sometimes a sponsor, who has used a p a r t i c u l a r d a l a l i n the p a s t , w i l l 

come to t h e p a r a , ask the whereabouts o f t h e b r o k e r , and r e q u e s t him to 

ar r a n g e , ?.on the sp o n s o r ' s b e h a l f , an e n t i r e f e s t i v a l . I n t h i s way, 

a l t h o u g h b r o k e r s cannot l i v e c o m p l e t e l y from the r e m u n e r a t i o n o f t h i s 

j o b , b r o k e r s can charge a l a r g e r f e e . 

Once the sponsor r e a c h e s the j a t r a o f f i c e i t s e l f , t h e r e i s a l o t 

o f n e g o t i a t i n g and d i s c u s s i o n t h a t t a k e s p l a c e , e i t h e r w i t h the owner o f 

the j a t r a p a r t y , h i s bo o k i n g manager o r b o t h . There i s always some 

t e n s i o n i n t h i s meeting s i n c e t h e monetary concerns o f the two s e t s o f 

peop l e ( s p o n s o r s and the p a r t y o f f i c e r s ) a r e a t odds. The p a r t y ad

m i n i s t r a t i o n (shashan, i n t h i s case the booking manager o r the m a l i k -

owner) and t h e i r b a c k e r s (pristhapashak) a r e concerned n ot o n l y t h a t the 

p a r t y 'meet i t s expenses and break even', but the r e t u r n on t h e i r 

i n v e s t m e n t s and t h e i r d a i l y expenses r e q u i r e t h a t the c o n t r a c t s (ohukti-

patva) f o r performance be n e g o t i a t e d so t h a t the t o t a l o f the c o n t r a c t 

(mot pharana) i s l a r g e enough to ensure a p r o f i t ' (labh). The sponsor (s) 

(ohuktikapaka) a r e concerned t h a t the t o t a l n e g o t i a t e d f o r the c o n t r a c t 

not be so h i g h t h a t they cannot make some p r o f i t from t h e i r t i c k e t 

s a l e s f o r t h e performance. T i c k e t s a l e s a r e u s u a l l y h a n d l e d by the 

sponsor, and the p r i c e o f v a r i o u s c l a s s e s o f t i c k e t s i s d e c i d e d by the 

l o c a l a r r a n g e r s . Most sponsors a r e engaging the p a r t y i n performance 

not o n l y f o r the e n t e r t a i n m e n t (which they a l l want and r e q u i r e ) , but to 

make some money f o r a l o c a l cause; a new ro a d , a c h a r i t y , c l u b expenses, 

a l o c a l d i s p e n s a r y , temple fund, o r o t h e l i k e . 

S i n c e i t c o s t s between Rs.1100 and Rs.1600 (about $150-225) p e r 

day to meet the expenses o f a j a t r a p a r t y ( p a r t y maintenance when they 
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ar e on the r o a d , o f f i c e and b u s i n e s s r e n t a l s , and f i x e d c h a r g e s ) , 

c o n t r a c t s a r e n e g o t i a t e d f o r between Rs,18G0 and Rs.3500 (about $260 -

500 ) . The f i n a l c o n t r a c t amount depends on how h a r d the sponsors b a r g a i n , 

how w e l l they a r e a b l e to make the owners and managers o f the j a t r a p a r t y 

u n d e r s t a n d the good cause f o r which t h e i r p r o f i t s a r e g o i n g , and what 

p l a y and ' s t a r s ' w i l l be engaged f o r performance. I f the sponsor has 

p e r s o n a l c o n n e c t i o n s w i t h i n the j a t r a j a g a t he has a b e t t e r chance of 

n e g o t i a t i n g i n h i s f a v o u r . I f the p a r t y has had a l e a n y e a r the sponsor 

a l s o has a b e t t e r chance of engaging them f o r l e s s money. I f , however, 

the sponsor comes fromwwhat i s known as a w e a l t h y l o c a l e , or a l o c a l e 

known f o r i t s 'love of j a t r a ' , the p a r t y can h o l d out f o r more money. 

P a r t i e s w i t h a p a r t i c u l a r l y p o p u l a r r e p e r t o i r e , or even a p o p u l a r s i n g l e 

p l a y , a r e a l s o a b l e to r e q u e s t and n e g o t i a t e f o r more money. While t h e r e 

i s t e n s i o n i n t h i s b a r g a i n i n g p r o c e s s , i t i s a p p a r e n t l y e n j o y e d by b o t h 

p a r t i e s — I have seen and h e a r d a l o t o f j o k i n g , c a j o l i n g , and m a n i p u l a t i n g 

g o i n g on i n t h i s o t h e r w i s e s e r i o u s b u s i n e s s of d i s c u s s i o n . 

There i s one a r e a of n e g o t i a t i o n where the i n t e r e s t s o f the p a r t y 

and the i n t e r e s t s o f the s p o n s o r s c o i n c i d e ; the n e g o t i a t i o n f o r more than 

one n i g h t of performance. I f the p a r t y can be engaged f o r 2 or 3 

s u c c e s s i v e e v e n i n g s they u s u a l l y w i l l r e q u e s t l e s s money per performance. 

T h i s i s l a r g e l y because- t h e i r overhead and energy a r e b o t h saved from 

c o n s t a n t moving from l o c a l e to l o c a l e . S i n c e the p a r t y p l a n s i t s 

r e p e r t o i r e t o i n c l u d e s e v e r a l t y p e s of p l a y s , t h e r e i s the p o s s i b i l i t y 

t h a t a sponsor w i l l engage them f o r s e v e r a l p e r f o r m a n c e s . The o n l y t h i n g s 

m i t i g a t i n g a g a i n s t t h i s a r e whether a p a r t i c u l a r p l a y ( i n t h i s c ase 

perhaps a v e r y p o p u l a r one t h a t season performed by a d i f f e r e n t p a r t y ) has 

been r e q u e s t e d by p e o p l e i n the s p o n s o r i n g l o c a l e , or whether the s p o n s o r s 
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have pl a n n e d a f e s t i v a l i n which they a r e i n t e n d i n g to g i v e p r i z e s to the 

d i f f e r e n t p a r t i e s f o r b e s t p l a y , b e s t a c t o r , and the l i k e . 

When a c o n t r a c t has been s i g n e d , t h e sponsor i s g i v e n the v a r i o u s 

a d v e r t i s i n g m a t e r i a l s ( p o s t e r s , b r o c h u r e s , f l y e r s ) t h a t he r e q u i r e s as 

w e l l as a diagram i n d i c a t i n g how and to what s p e c i f i c a t i o n s the rjs. 

performance a r e a s h o u l d be s e t up. I f i t i s n ' t done to the p r o p e r 

s p e c i f i c a t i o n s ( p r o p e r s i z e s t a g e , m u s i c i a l s e a t i n g , l i g h t i n g , g e n e r a t i n g 

power, gre e n room, e t c . ) the p a r t y can l e g i t i m a t e l y r e f u s e to p e r f o r m . 

Having the s p e c i f i c a t i o n s as e a r l y as the c o n t r a c t h e l p s to ensure t h a t 

the s p o n s o r s w i l l have a l l the a p p r o p r i a t e arrangements made. Each p a r t y 

u s e s b a s i c a l l y t h e same s t a g e , but f o r p a r t i c u l a r p l a y s t h e r e a r e u s u a l l y 

some changes i n s p e c i f i c a t i o n . On t h e f o l l o w i n g t h r e e pages t h e r e a r e two 

examples o f s t a g e s p e c i f i c a t i o n s g i v e n the s p o n s o r s . 

The more s e t a p a r t y i s i n i t s i t i n e r a r y e a r l y i n the season, the 

b e t t e r and more sec u r e a p a r t y f e e l s a b o u t s i t s n e g o t i a t i o n s f o r the r e s t 

of the season. Branch b o o k i n g o f f i c e s a r e s e t up i n s e v e r a l l o c a l e s i n 

o r d e r to f a c i l i t a t e the r e g i o n a l s u c c e s s of the p a r t y . The p r o c e s s of 

n e g o t i a t i n g a c o n t r a c t i n a b r a n c h o f f i c e i s much the same as i n the 

C a l c u t t a o f f i c e , even though a p a r t y may share an o f f i c e . Some of the 

l a r g e d i s t r i c t towns or o t h e r s t a t e capitols?jWh'ereebranch o f f i c e s a r e 

l o c a t e d do have t h e i r l o c a l d a l a l s as w e l l . In f a c t , making a c o n t r a c t i n 

a b r a n c h o f f i c e may be c o n s i d e r a b l y e a s i e r , s i n c e two o r t h r e e p a r t i e s 

u s u a l l y j o i n t o g e t h e r i n r u n n i n g t h e s e o f f i c e s i n o r d e r to m i n i m i s e the 

c o s t s of an e x t r a o f f i c e . I n T i n s u k i a , Assam ( t h e v e r y h e a r t l a n d of the 

Assam t e a e s t a t e s where j a t r a i s v e r y p o p u l a r among the B e n g a l i managing 

e l i t e as w e l l as the Assamese w o r k e r s — A s s a m e s e and B e n g a l i a r e c l o s e l y 

r e l a t e d languages) f o r example, the New A r y a Opera, New Prabhasb Opera, 
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JATRA STAGE SPECIFICATION TERMINOLOGY 

Manoho- Stage, u s u a l dimensions 20' by 20' and 2-3' h i g h . 

Musik Bakla- P l a c e f o r t h e m u s i c i a n s to s i t , u s u a l dimensions 4' wide 

and h i g h . 

Prabesh Path- E n t r a n c e / E x i t p a t h , u s u a l dimensions 4' wide and 10-15' 

l o n g . 

Saj Ghav- Green Room ( d r e s s i n g room), u s u a l dimensions 20' wide and 

30-50' l o n g . 

Aid- L i g h t s and l i g h t i n g arrangements, l i n e s , l o o p s and 

s w i t c h e s . 

Shamiyanav- Stage c e n t r e f o r a c t i o n , the 'pandel' c l e a r a n c e needed 

h e r e i s a t l e a s t 14-16' h i g h 
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INSTRUCTIONS FOR TARUN OPERA'S LENIN 

Make the s t a g e a c c o r d i n g to our b l u e - p r i n t . 

The p l a c e f o r the accommodation o f the m u s i c - p a r t y on the l e f t s i d e 
o f the st a g e s h o u l d be h a l f i n measure to the r i g h t . The p l a c e f o r 
the m u s i c - p a r t y to s i t must be 1% f e e t lower than the h e i g h t o f the 
s t a g e and i t must be next to the s t a g e . 

The h e i g h t of the s t a g e must be a t l e a s t t h r e e f e e t . I t i s b e t t e r 
to have more h e i g h t f o r the s t a g e . 

E n t r a n c e s f o r a l i g h t i n g the s t a g e , on two s i d e s o f t h e s t a g e , must 
be made of p l a n k s 4 f e e t wide. 

From 1 k a ' to ' k a ' two l i g h t s must be on t h i s l i n e . 

From ' kha' to ' kha' two l i g h t s must be on t h i s l i n e . 

' Ga' i n the m i d d l e must have one l i g h t on. 

A l t o g e t h e r t h r e e l o o p l i n e s must be t h e r e f o r the l i g h t b o o t h . We 
w i l l t ake t h e r e s p o n s i b i l i t y to b r i n g our own l i g h t - b o a r d . 

On a l l s i d e s o f the 'pandal' t h e r e s h o u l d be s e p a r a t e l i g h t s w i t c h e s 
and when the p l a y b e g i n s the whole p l a c e s h o u l d be i n d a r k n e s s . 

I n e v e r y l i n e t h e r e s h o u l d be 500 watt b u l b s , e x c e p t i n the m i d d l e 
where t h e r e s h o u l d be a 300 watt b u l b . 

I f an e l e c t r i c dynamo i s used, t h e n on e v e r y l i n e 400 watt b u l b s may 
be used and i n the m i d d l e a 200 watt b u l b . 

On s t a g e , t h r e e s u r e microphones must be i n s t a l l e d . Below, near the 
l i g h t booth t h e r e must be one t u r n e r mike. On f o u r s i d e s t h e r e must 
be f o u r h o r n s . The i n s t r u m e n t s must be i n working o r d e r and o f good 
q u a l i t y . 

Do not d e c o r a t e the sta g e w i t h r e d c l o t h s . The c o l o u r s h o u l d 
p r e f e r a b l y be e i t h e r w h i t e or b l u e . 

Keep ready s i x '950' Brand E v e r r e a d y b a t t e r i e s . 

I f an e l e c t r i c a l dynamo ( g e n e r a t o r ) i s used, then f o r r u n n i n g the 
mikes keep ready two f u l l y l o a d e d Motor c a r b a t t e r i e s . 
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Tarun Opera and any o t h e r p a r t i e s t h a t may have d e c i d e d to go to Assam 

t h a t y e a r , a l l share a s i n g l e b o o k i n g o f f i c e ; a r e p r e s e n t a t i v e from each 

p a r t y has t h e i r own desk w i t h i n the o f f i c e . T h i s f a c i l i t a t e s s e t t i n g up 

a j a t r a f e s t i v a l , p a r t i c u l a r l y i t saves h a v i n g t o move a l l around the 

j a t r a p a r a and the expense o f h a v i n g to go to C a l c u t t a . 

The terms o f the c o n t r a c t s w i t h sponsors a r e r e p r o d u c e d on the 

f o l l o w i n g few pages. They do speak f o r themselves, but c e r t a i n items a r e 

of n o t e : r e s p o n s i b i l i t y f o r g e n e r a t i n g power, food and l o d g i n g , t r a n s p o r t , 

and government taxes l i e w i t h the s p o n s o r s ; s p e c i f i e d p e r f o r m e r s , b e g i n n i n g 

the performance on time, p r o v i s i o n o f programmes, and p a y i n g the g e n e r a t i n g 

c o s t s i f a performance does not o c c u r , l i e w i t h t h e p a r t y . 

The language and n e g o t i a t i o n s made i n the j a t r a b u s i n e s s a r e 

s p e c i f i c t o i t , i n t h a t n o t too many b u s i n e s s e s d e a l w i t h the p r o d u c t i o n 

of c u l t u r a l performances, but they c e r t a i n l y f a l l w i t h i n a b a r g a i n i n g i d i o m 

t h a t i s v e r y f a m i l i a r to a l l B e n g a l i s : a g e n e r a l i s e d code which a l l 

p a r t i e s s h a r e . 
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No. 

CONTRACT—WHAT THE PARTY AGREES TO 

Our P o r a m a t r i k a o Nama Phone No. 

E n r i c h e d by the c e a s e l e s s e f f o r t s o f t h e l a t e Gour 
Chandra Das, a devoted v o t a r y o f f o l k - c u l t u r e . 

Reg. No. 
2649 

S A T Y A M B E R O P E R A 

P r o p r i e t o r : S h r i S h o i l e n Mahanto 

333A R a b i n d r a S a r a n i , C a l . 6 

Allowan c e 

Amount i n P r i z e s 

Expenses f o r b o a r d i n g 
l o d g i n g and t r a v e l 

( A l l S u b j e c t to C a l c u t t a H i g h Court J u r i d s t i c t i o n ) 
Agreement f o r t o t a l 
amount 

A l l t o t a l l e d 

Mr. S h r i j u k t a (name and surname) 

Address P o l i c e S t a t i o n Phone No. 

Pos t D i s t r i c t Telegram O f f . 

Kashya c h u k t i p a t r a k a r yyeagea 

Dear S i r , 

The y e a r ( ) , i n the month ( ) on the date ( ) on the day 

( ) the time ( ) i n . the v i l l a g e ( ) on the o c c a s i o n 

( ) . My o p e r a p a r t y f o r d r a m a t i c performance, t a k i n g i n t o account a l l 

expenses, b o a r d i n g , l o d g i n g , h o n o u r a r i a , e t c . A l l t o t a l l e d as f i x e d by the 

company, got from y o u r s e l f o r from Mr. , on your b e h a l f as 

advance f o r b o o k i n g amount of money, and the r e s t of the 

amount you must pay b e f o r e the d r a m a t i c performance o r d u r i n g the 

performance by ti m e . You must take the perso n s o f the j a t r a p a r t y 

and t h e i r costumes, d e c o r a t i o n s and v a r i o u s o t h e r items a t your own expense 

from ( p l a c e ) and then a f t e r the performance take them back 

to the same p l a c e a t your expense. When the p a r t y a r r i v e s t h e r e , i f due to 
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your f a i l u r e t o a r r a n g e conveyance the performance cannot take p l a c e on 

time, o r i f due to t h a t f a i l u r e the next programme o f performance i s 

hampered i n any way o r harmed, you remain bound to compensate f o r t h a t . I f 

due to some a c c i d e n t or u n a v o i d a b l e r e a s o n s the d a t e o f a c t i n g i s postponed 

f o r a few days and i f some a c t r e s s o r a c t o r f a i l s t o be p r e s e n t , f o r t h a t I 

w i l l not be l i a b l e to compensation. B e s i d e s t h i s p o i n t , i f f o r any r e a s o n 

o r o t h e r we do not p e r f o r m a t your p l a c e o r i f we r e t u r n the c o n t r a c t 

p a p e r s , then I am ready to pay you the amount spent on the i l l u m i n a t i o n s 

o f the ' a s h a r a ' of the performance, by you. I f you, f o r some r e a s o n or 

o t h e r s t o p the performance o r c a n c e l the c o n t r a c t paper, then you must 

remain o b l i g e d to pay a l l the money a c c o r d i n g to the c o n t r a c t w i t h o u t 

r a i s i n g any o b j e c t i o n . I am r e a d y to p e r f o r m a c c o r d i n g to the c o n d i t i o n s 

mentioned above. E v e r y day you w i l l get programmes to, the amount o f 25 

f r e e . Any payment made to anybody o t h e r than m y s e l f o r to an employee o f 

my o r g a n i s a t i o n a u t h o r i s e d by me, would not be v a l i d and would be 

s a n c t i o n e d by u s . 

A g a i n i t i s p o i n t e d out t h a t you must g i v e the p a r t y u t e n s i l s f o r c o o k i n g 

and e a t i n g and banana l e a v e s to be used a s p p l a t e s and f u e l f o r c o o k i n g and 

f i s h as an e s s e n t i a l i t e m of f o o d , s i x to ten rooms f o r l o d g i n g . I f you do 

not do so, then you must pay (amount) f o r the expenses of the g r e e n 

room. T h i s amount of advance money must be sent by you to the 

a d d r e s s g i v e n , e i t h e r by p e r s o n o r by t e l e g r a p h money-order a few days 

b e f o r e the d a t e f i x e d f o r performance. I f the advance money 

i s not s e n t w i t h i n the f i x e d d a te, the c o n t r a c t w i l l be n u l l and v o i d . The 

money f o r d a i l y a c t i n g must be p a i d by you b e f o r e the commencement of a c t i n g . 

I f n e c e s s a r y you s h o u l d g i v e us f i r s t c l a s s f r e e p a s s e s d a i l y . 

A d d r e s s o f J a t r a P a r t y Yours, e t c . y e a r 13 

Date 

P l e a s e n o t e : The J a t r a P a r t y 

i s n o t r e s p o n s i b l e f o r the 

payment o f any t a x e s l e v i e d by 

the Government, 

Signed: S h r i S h o i l e n Mahanto 

C o n t r a c t c o p i e r : 

S h r i 
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NOTES 

On t h e i r l e t t e r head i s the name o f the p a t r o n goddess o f t h e i r 

p a r t y — h e r e i t i s K a l i , whose temple i s i n Navadip. Nadia 

D i s t r i c t i n West B e n g a l ; the name l i t e r a l l y means 'burnt mother' 

because the temple and the image were once r e a l l y burned by an 

a c c i d e n t a l f i r e . The l o c a l i t y o f Navadip i s known as the 'burnt 

mother l o c a l i t y ' , and t h i s p a r t y once was a f f i l i a t e d w i t h t h a t 

p l a c e . 

A l l p r o f e s s i o n a l j a t r a p a r t i e s a r e r e g i s t e r e d as s m a l l 

b u s i n e s s e s w i t h the Government of West B e n g a l . Each p a r t y 

r e c e i v e s a r e g i s t r a t i o n number and t h a t must appear on a l l 

o f f i c i a l documents. 

T h i s i s a c o n v e n t i o n a l l e g a l p h r a s e i n S a n s k r i t ; i t i s u s u a l l y 

used a t the b e g i n n i n g of a l e g a l c o n t r a c t or a l e t t e r w r i t t e n i n 

l e g a l language. I t means t h i s i s the l e g a l c o n t r a c t paper of 

sombody, i . e . o f a p a r t i c u l a r p a r t y on t h e o c c a s i o n of e n t e r i n g 

i n t o a c o n t r a c t o r agreement. 
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No. 

CONTRACT—WHAT THE SPONSOR AGREES TO 

Our P o r a m a t r i k a o Nama Phone No, 

E n r i c h e d by t h e c e a s e l e s s e f f o r t s of the l a t e Gour 
Chandra Das, a devoted v o t a r y o f f o l k - c u l t u r e . 

Reg. No. 
2649 

S A T Y A M B E R O P E R A 

P r o p r i e t o r : S h r i S h o i l e n Mahanto 

333A R a b i n d r a S a r a n i , . C a l . 6 

All o w a n c e 

Amount i n P r i z e s 

Expenses f o r b o a r d i n g 
l o d g i n g and t r a v e l 

( A l l S u b j e c t to C a l c u t t a H i g h Court J u r i s d i c t i o n 
Agreement f o r t o t a l 
amount 

A l l t o t a l l e d 

S h r i j u k t a (name and surname')'. 

A d d r e s s P o l i c e S t a t i o n Phone No. 

Pos t D i s t r i c t Telegram O f f . 

Dear S i r , 

In the y e a r ( ) i n the month o f ( ) on the day ( ) a t the 

hour ( ) i n the v i l l a g e ( ),<-.your opera p a r t y , f o r d r a m a t i c 

performance, as expenses o f b o a r d i n g and l o d g i n g and as h o n o u r a r i a 

( ) , the t o t a l amount f i x e d by your company from me o r from 

Mr. on my b e h a l f , g e t s as advance f o r b o o k i n g . 

From ( p l a c e ) we w i l l take the perso n s of the p a r t y , costumes 

d e c o r a t i o n s and o t h e r such i t e m s , a t our own expense to 

( p l a c e ) and a f t e r t h e performance c a r r y them back t h e r e a t our expense. I f 

the p a r t y , a r r i v i n g a t the p l a c e o f performance, cannot p e r f o r m on time due 

to our f a i l u r e to arrange.conveyance, and i f t h a t hampers or harms i n any 

way the next programme o f a c t i n g , we remain bound to compensate f o r t h a t . 

I f due to some a c c i d e n t o r u n a v o i d a b l e r e a s o n s o r i f due to the absence o f 

any a c t o r o r a c t r e s s , the performance i s postponed f o r a few days, you w i l l 
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not be l i a b l e to compensation. B e s i d e s t h i s p o i n t , i f f o r some r e a s o n 

o r o t h e r you s t o p the performance o r i f you r e t u r n the c o n t r a c t paper, 

you w i l l be r e s p o n s i b l e f o r p a y i n g f o r the epxense o f i l l u m i n a t i o n o f our 

s o i r e e . I f I , f o r some r e a s o n o r o t h e r s t o p the performance o r c a n c e l 

the c o n t r a c t , I w i l l be l i a b l e to the payment o f the whole amount as f i x e d 

by the c o n t r a c t w i t h o u t r a i s i n g any o b j e c t i o n . I assume t h a t you a r e 

a g r e e i n g to p e r f o r m i n accordance w i t h the above c o n d i t i o n s o f agreement. 

You s h o u l d g i v e programmes i n the amount o f 25. With the s i g n a t u r e o f 

y o u r s o r o f any of your o f f i c e r s a u t h o r i s e d by you, n e i t h e r t h i s c o n t r a c t 

paper nor any exchange o f money s h o u l d be c o n s i d e r e d as p r o p e r l y s a n c t i o n e d . 

A g a i n , l e t i t be p o i n t e d o u t t h a t we w i l l a r r a n g e f o r s u p p l y i n g the p a r t y 

w i t h u t e n s i l s f o r c o o k i n g and e a t i n g , f u e l f o r c o o k i n g , f i s h and o t h e r 

f o o d s t u f f and s i x - t e n rooms f o r th e l o d g i n g of the p a r t y . We w i l l a l s o 

s u p p l y n e c e s s a r y items f o r the green-room. -. I f we do n o t s u p p l y items then 

we w i l l pay d a i l y Rs.25 c a s h f o r the expenses of the green-room. A few 

days b e f o r e the date f i x e d f o r a c t i n g , we w i l l send the 

advance money to the a d d r e s s a t t a c h e d , e i t h e r i n p e r s o n o r by t e l e g r a p h 

money-order. I f the money i s not s e n t w i t h i n the f i x e d d a t e , the c o n t r a c t 

w i l l be n u l l and v o i d . The amount f o r d a i l y a c t i n g , we w i l l pay b e f o r e 

the commencement o f a c t i n g . I f n e c e s s a r y , we w i l l p r o v i d e you w i t h 

f i r s t c l a s s p a s s e s e v e r y d a y . 

A d d r e s s o f Sponsor Yo u r s , e t c . 13 

Date 

Signed 

P l e a s e n o t e : We take i t f o r g r a n t e d 

t h a t the J a t r a p a r t y i s not r e s p o n s i b l e 

f o r any Government taxes l e v i e d . 
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The Structure of, and, 

Decision-Making Hierarchy in, The Jatra Business 

In the p r e v i o u s s e c t i o n I i n t r o d u c e d most of the s p e c i a l i s e d 

language and n e g o t i a t i o n s o f the j a t r a b u s i n e s s . Most o f the p o s i t i o n s 

and p e o p l e were i n t r o d u c e d from the p o i n t of view of the a c t i v i t i e s 

n e c e s s a r y f o r r u n n i n g the j a t r a b u s i n e s s , and the c o n s i d e r a t i o n s and 

words used i n a c c o m p l i s h i n g t h i s j o b . In t h i s s e c t i o n I w i l l e x p l i c a t e 

f u r t h e r the s t r u c t u r e (and s u b - s t r u c t u r e s ) and o r g a n i s a t i o n of the j a t r a 

b u s i n e s s as a w h o l e ( j a t r a byabsha and j a t r a byapar) through a c l o s e r 

c o n s i d e r a t i o n o f the ' p a r t s ' of the b u s i n e s s , and the c h a r a c t e r o f 

d e c i s i o n - m a k i n g w i t h i n the j a t r a j a g a t . 

Most j a t r a p a r t i e s a r e p r i v a t e l y o w n e d — t h e y are a l i e n a b l e 

p r o p e r t y ; t h e y c o u l d be and have been bought and s o l d , they a r e 

o c c a s i o n a l l y l e a s e d , and they a r e f r e q u e n t l y i n h e r i t e d as a r e o t h e r forms 

o f p r i v a t e p r o p e r t y . ; J a t r a owners (malik) and l e s s e e s (ijaradar) t a l k o f 

the j a t r a p a r t y (jatra dal) as 'my j a t r a p a r t y ' , 'my a r t i s t s ' , 'my 

managers', e t c . , no m a tter how the p a r t y was a c q u i r e d . But to say t h a t 

they a r e o n l y concerned w i t h jama-kharacha (income and d i s b u r s e m e n t s ) o r 

t h a t they a r e o n l y 'tycoons', ' p r o f i t e e r s ' , and ' o p p o r t u n i s t s ' as they 

have been p o r t r a y e d by U t p a l D u t t a ( D u t t a 1971:17-20) i s to p a i n t o n l y one 

p a r t o f t h e i r p o r t r a i t — a l b e i t an i m p o r t a n t o u t l i n e and background. .To be 

s u r e , they a r e concerned w i t h t h e i r p e r s o n a l monetary g a i n and the money-

making h a l f o f artha (meaning, money and p o l i t i c a l economy) t a k e s 

p r e cedence o v e r t h e meaning-making h a l f , however, i t i s d i f f i c u l t t o 

s e p a r a t e these c o n s i d e r a t i o n s from those of making an e x c e l l e n t o r a 

superb performance. Most of the d e c i s i o n s they make and pass on to the 
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p a r t y a r e meant to ensure maximum booking, and maximum a e s t h e t i c 

e n t e r t a i n m e n t and p l e a s u r e . 

The j a t r a owner c o u l d be viewed as H e g e l (1966:229-40) d i d the 

Master i n a m a s t e r / s l a v e r e l a t i o n s h i p ; someone who i s independent o n l y 

when and i f he i s dependent on the s l a v e s or Bondsmen. In most cases the 

owner does n o t t r a v e l w i t h the p a r t y , he does n o t a c t , b u t he does r e c e i v e 

h i s p r o f i t s (labh) from the e f f o r t s and l a b o u r o f the p e o p l e he h i r e s f o r 

the purposes of p e r f o r m i n g or f a c i l i t a t i n g the performance. The d e c i s i o n s 

t h a t the owners take have b e a r i n g on ' l a r g e ' i s s u e s and major changes, 

r a t h e r than the n i t t y - g r i t t y o r day-to-day d e c i s i o n s and d e a l i n g s t h a t 

managers have to contend w i t h . Not w i t h o u t some c o n s u l t a t i o n and 

d i s c u s s i o n , he d e c i d e s : which themessanddplays s h o u l d be i n the 

r e p e r t o i r e ; which ' s t a r s ' to h i r e ; which a r t i s t i c d i r e c t o r s to engage; 

whether to send t h e p a r t y t o o u t l y i n g a r e a s such as Assam, B i h a r , O r i s s a , 

T r i p u r a , Manipur, o r , c u r r e n t l y , Bangladesh; e t c . He t a l k s w i t h h i s 

managers on a r e g u l a r b a s i s — a t c e r t a i n times of the j a t r a season t h i s i s 

d a i l y ; he d e a l s h i s c r e d i t o r s whenever i t i s n e c e s s a r y ; he w o r r i e s about 

how.the season i s g o i n g and c o n t a c t s h i s p r o d u c t i o n manager from time to 

time d u r i n g the season to f i n d o u t what a u d i e n c e s a r e s a y i n g — h e keeps 

' h i s ear to the ground' o r h i s ' f i n g e r s on the p u l s e o f the p e o p l e ' as 

much as he can; and he approaches and n e g o t i a t e s w i t h h i s b a c k e r s or 

p a t r o n s whenever the o c c a s i o n c a l l s f o r i t . 

For the managers of the j a t r a p a r t y my p r e s e n c e and r e s e a r c h was 

a n u i s a n c e — t h e y d i s l i k e d h a v i n g to accommodate me w i t h i n the t r a v e l l i n g 

arrangements; they thought t h a t they had to change normal o p e r a t i o n s f o r 

my ease and c o m f o r t , f o r the a r t i s t s my a t t e n t i o n and i n t e r e s t was 

f l a t t e r i n g — t h e y e n j o y e d b e i n g y e t another c e n t r e of a c t i v i t y , but f o r the 

owners I was a r e a l boon. I n a v e r y r e a l sense I was t h e i r m a r k e t i n g . 
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r e s e a r c h , t h e i r avenue to knowledge about what the a u d i e n c e s thought 

about what they were s e e i n g and t h e i r r e q u e s t s f o r changes i n the themes 

p r e s e n t e d i n the j a t r a a s a r a . In a d d i t i o n to t h i s , s i n c e I was s e e i n g 

t h e v a r i o u s j a t r a p a r t i e s p e r f o r m i n v a r i o u s c o n t e x t s , I knew t h e i r 

c o m p e t i t o r s f o r c o n t r a c t s . The owners r e a l i s e the p u r p o r t o f Samuel 

Johnson's words i n the P r o l o g u e a t the Opening o f the Drury Lane The a t e r : 

The s t a g e but echoes back the p u b l i c v o i c e . 
The drama's laws the drama's p a t r o n s g i v e , 

F o r we t h a t l i v e to p l e a s e , must p l e a s e to l i v e . 

even i f they have not r e a d h i s words. The group i n t e r v i e w s t h a t I h e l d 

w i t h a u d i e n c e members about which p l a y s they liked!, b e s t , what about the 

p l a y s they most l i k e d , which a r t i s t s were b e s t and why, and the l i k e were 

c r i t i c a l p i e c e s o f i n f o r m a t i o n f o r them. On more than one o c c a s i o n 

S h o i l e n Mahanto, t h e owner o f the Satyamber Opera, would come out to a 

v i l l a g e where the p a r t y was p l a y i n g i n o r d e r to l i s t e n to the i n t e r v i e w s 

I was c o n d u c t i n g , and a t the same time ask q u e s t i o n s o f the a u d i e n c e s . 

One c o u l d say, as U t p a l D u t t a does c r i t i c a l l y , t h a t owners t h i n k "We 

(meaning h i m s e l f and o t h e r s who a r e t r y i n g t o g e t i n t o t h e j a t r a j a g a t ) 

a r e d e s t r o y i n g t h e j a t r a form becuase we a r e i n t e r f e r i n g w i t h t h e i r 

p r o f i t e e r i n g " (Dutta 1971:18), but t h a t i s o n l y a s m a l l p a r t o f t h e i r 
purpose. 

Most owners t h a t I t a l k e d w i t h were s e r i o u s l y concerned about 

what v i l l a g e a u d i e n c e s knew, and saw t h e i r t a s k , consonant w i t h the 

t r a d i t i o n a l import o f t h e j a t r a , to a l s o be one o f ' e d u c a t i o n ' (shiksha) 

as w e l l as e n t e r t a i n m e n t . By c a t e r i n g to the wishes o f t h e j a t r a g o e r s , 

and b u y i n g p l a y s w r i t t e n by the b e s t j a t r a p l a y w r i g h t s t h e y can 

n e g o t i a t e w i t h on t h e p o p u l a r themes, they can extend the e x p l o r a t i o n and 

u n d e r s t a n d i n g o f the i s s u e s t h a t a r e o f importance to the p e o p l e . Some 
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o f the j a t r a owners and one l e s s e e have p a r t i c u l a r p o l i t i c a l i n t e r e s t s , 

l e f t i s t i n n a t u r e , t h a t g u i d e t h e i r c h o i c e o f p l a y s and p l a y w r i g h t s . 

They a r e a c t i v e l y concerned w i t h the r e i n t e r p r e t a t i o n o f Bengal's h i s t o r y 

and h a v i n g a p a r t i n the s h a p i n g o f Bengal's f u t u r e . 

S h o i l e n Mahanto, o f the Satyamber Opera, t a l k e d a l o t about the 

s o c i a l l y c o n s c i o u s s i d e o f the j a t r a m a l i k . " I b e l i e v e the s o c i e t y and 

t h e c o u n t r y cannot s t a y beyond p o l i t i c s and so now I am always w a t c h i n g 

the scene c l o s e l y — c h o o s i n g books ( p l a y s ) w i t h some p o l i t i c s and s o c i a l 

message." As he u n d e r s t a n d s B e n g a l i s o c i e t y t h e r e a r e two k i n d s of 

p o l i t i c s ; r e a c t i o n a r y — m e a n i n g t a k i n g advantage o f th e ' t o i l i n g masses'. 

Many p e o p l e , he s a y s , "are t a k i n g advantage o f the masses, and those 

p e o p l e have the newspapers, w e e k l i e s and c a p i t a l i s t c o n t r o l o f the r a d i o — 

u s i n g i t to t h e i r own c h o i c e . " " M i l l i o n s o f p e o p l e a r e b e i n g e x p l o i t e d 

and my dramas w i l l be f o r the p e o p l e — t h o s e who a r e a c t u a l l y w o r k i n g — 

c l e r k s , o f f i c e workers, l a b o u r e r s i n f a c t o r i e s , i n i n d u s t r i e s , 

a g r i c u l t u r i s t s and even m i d d l e c l a s s b u s i n e s s p e o p l e . . . these p e o p l e may 

be educated through the drama so t h a t t h e c o u n t r y can d e v e l o p and the 

p e o p l e can take c o n t r o l . " The owner o f a j a t r a p a r t y , i n h i s o p i n i o n , 

has a n o b l e p r o f e s s i o n , p a r t i c u l a r l y i f he l o o k s ahead and produces p l a y s 

f o r the b e t t e r m e n t o f s o c i e t y ; "a j a t r a p r o d u c e r has a m i s s i o n , l i k e a 

d o c t o r . " He c a r e f u l l y chooses the p l a y s — w h i c h s h o u l d show t h a t e v i l 

must d i e and good must conquer, the a r t i s t s — w h o s h o u l d have the t a l e n t s 

to p o r t r a y t h e s e themes w e l l , t h e managers—who s h o u l d keep a w e l l - r u n n i n g 

team t o g e t h e r , and keep the p a r t y f i n a n c i a l l y r u n n i n g — s o t h a t the a r t i s t s 

have pay f o r t h e i r work. 

Some o f the owners a r e l e s s p o l i t i c a l l y and s o c i a l l y concerned, 

but the j a t r a j a g a t , as I e x p e r i e n c e d i t i n the 1970's, was d e f i n i t e l y 

a l i v e w i t h d i s c u s s i o n about how to get new and s o c i a l messages a c r o s s to 
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the B e n g a l i p e o p l e — r u r a l and urban a l i k e . 

On a s u l t r y monsoon-soaked day i n June when I was moving about i n 

the j a t r a p a r a , I dropped i n a t the Satyamber Opera o f f i c e , where I 

happened upon a good example o f t h i s o t h e r s i d e o f an owner's c o n c e r n s . 

An i n t e n s e d i s c u s s i o n was underway between S h o i l e n , B h a i r o b Ganguly (a 

p l a y w r i g h t ) and a p e r s o n I had never seen b e f o r e , and even though I t r i e d 

to s i m p l y ooze i n and melt i n t o the background, as a f o r e i g n e r i n the 

j a t r a j a g a t i t was i m p o s s i b l e . The c o n v e r s a t i o n stopped momentarily and 

a f t e r b r i e f i n t r o d u c t i o n s were made and I was f i l l e d i n on t h e n a t u r e o f 

the r e q u e s t b e i n g made by the o u t s i d e r , i t c o n t i n u e d . The o u t s i d e r , a 

woman from the West Bengal Committee to I r r a d i c a t e I l l i t e r a c y , wanted 

B h a i r o b to i n c l u d e a c h a r a c t e r i n h i s p l a y who was l e a r n i n g to r e a d and 

w r i t e B e n g a l i . S h o i l e n arid she were d i s c u s s i n g what k i n d o f p e r s o n the 

c h a r a c t e r s h o u l d be i n o r d e r to make the p l e a f o r becoming l i t e r a t e 

p o w e r f u l and b e l i e v a b l e . B h a i r o b was a c t i v e l y l i s t e n i n g and t h i n k i n g . 

A f t e r . s h e l e f t i t was d e c i d e d t h a t B h a i r o b would w r i t e i n a c h a r a c t e r , a 

sweeper, who would t a l k about and demonstrate how he was l e a r n i n g t o r e a d 

and w r i t e , and how he was b e t t e r u n d e r s t a n d i n g t h e w o r l d he was s u b j e c t e d 

t o . T h i s committee was formed when the U n i t e d F r o n t Government was i n 

c o n t r o l i n Bengal, and a l t h o u g h i t was s t i l l o p e r a t i n g i t s funds f o r 

p u b l i c i t y and r e a c h i n g the v i l l a g e r s had been c u t . S h o i l e n , who i s a l s o 

a member of the Communist P a r t y o f I n d i a (one o f t h e p a r t i e s t h a t h e l p e d 

to form the government), c o u l d r e a c h many pe o p l e through h i s j a t r a p a r t y , 

and agreed to do so. He and o t h e r owners a r e concerned about the p e o p l e 

o f B engal, as w e l l as making money. 

Most i m p o r t a n t d e c i s i o n s emanate from the owners, and i n r e t u r n 

he r e c e i v e s i n f o r m a t i o n about h i s p a r t y from a number o f s o u r c e s , as w e l l 

as the p r o f i t s from i t , o r the l o s s e s , i f the p a r t y has a bad y e a r . The 
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consequences o f a bad y e a r , however, a r e not o n l y f e l t by h i m — t h e y a r e 

r e a l i s e d by a l l the p e o p l e a s s o c i a t e d w i t h o r h i r e d by the p a r t y . 

The managers ( f o r which t h e E n g l i s h word i s the most common term 

used f o r t h i s p o s i t i o n ) themselves have a h i e r a r c h y and a d i v i s i o n o f 

l a b o u r . The o f f i c e manager, f o r example, has v e r y l i t t l e to do w i t h 

a n y t h i n g o t h e r than k e e p i n g the a c t u a l p a r t y o f f i c e i n working o r d e r — h e 

a t t e n d s to p a y i n g the b i l l s f o r r e n t a l s , does the e r r a n d s a s s o c i a t e d w i t h 

a d v e r t i s i n g e i t h e r the p l a y s o r the whereabouts o f the p a r t y ( a l t h o u g h he 

i s not i n v o l v e d i n composing o r d e c i d i n g about the c o n t e n t s of t h e copy 

t h a t he t r a n s c r i b e s and takes to the newspaper o r p r i n t e r s ) , sometimes 

a c t s as a s c r i b e when a d d i t i o n a l c o p i e s of the new s c r i p t a r e r e q u i r e d by 

a c t o r s f o r r e h e a r s a l s , and sees to the s e c u r i t y o f the o f f i c e . He takes 

d i r e c t i o n from the owner and d e a l s w i t h few o f the o t h e r s i n the p a r t y , 

e x c e p t o c c a s i o n a l l y when he must d e a l w i t h the head m a n a g e r — t h e b u s i n e s s 

and b o o k i n g manager. 

The b u s i n e s s o r b o o k i n g manager o v e r s e e s the o t h e r two t r a v e l l i n g 

managers, makes c o n t r a c t s , p l a n s the i t i n e r a r y , and d e a l s w i t h the ' s t a r s ' 

and o t h e r members o f the p a r t y i n terms o f c o m p l a i n t s and p a y r o l l . He 

spends most of h i s time i n the j a t r a o f f i c e , as w e l l , b u t whenever the 

p a r t y has d i f f i c u l t y , o r whenever the p a r t y i s p e r f o r m i n g near to C a l c u t t a 

he w i l l go and see what the p a r t y r e q u i r e s . When the p a r t y i s 'on the 

r o a d ' he c o n t a c t s the t r a v e l l i n g managers to i n f o r m them of any changes i n 

the i t i n e r a r y o r any news from C a l c u t t a — d i r e c t i v e s and r e l e v a n t p o l i t i c a l 

m a t t e r s . Madal B o r a l , the head manager f o r the Satyamber Opera and b. 

h i m s e l f a former a c t o r o f female r o l e s , d e s c r i b e d h i s j o b to me as "the 

most im p o r t a n t i n the p a r t y " , w i t h a s m i l e on h i s f a c e . He has to answer 

to the owner i f a n y t h i n g goes wrong w i t h t h e r u n n i n g o f the p a r t y . He 

and S h o i l e n , as a m a t t e r o f f a c t , had a f a l l i n g - o u t over h i s h a n d l i n g of 
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a p e r s o n a l m a t t e r between two of the main a r t i s t s — a n argument t h a t ended 

w i t h Madal l e a v i n g the p a r t y i n t h e m i d d l e o f a season. T h i s l e f t S h o i l e n 

i n some d i f f i c u l t y and made Madal f r e e to a c t as a s o r t o f i m p r e s s a r i o f o r 

a w h i l e u n t i l i t was p a t c h e d up. 

The two o t h e r managers, the one i n charge o f l o g i s t i c s and the one 

i n charge o f t h e p r o d u c t i o n i t s e l f ( t h i s i s where the t r a d i t i o n a l word 

adikari i s most u s u a l l y and s e n s i b l y used) take d i r e c t i o n from the 

b u s i n e s s o r booking manager, but have t h e i r own realms o f d e c i s i o n - m a k i n g 

and r e s p o n s i b i l i t y as w e l l . The manager i n charge o f l o g i s t i c s makes s u r e 

t h a t the cooks and 1 o t h e r s e r v a n t precede the j a t r a p a r t y to any l o c a t i o n 

w e l l - e n o u g h i n advance to have the f o o d and l o d g i n g arrangements s e c u r e d 

by the time the p a r t y a r r i v e s , makes sure t h a t the t e c h n i c a l equipment i s 

i n o r d e r , and makes c e r t a i n t h a t any ' s p e c i a l ' arrangements f o r a 

p a r t i c u l a r ' s t a r ' o r s t a r s o r any s p e c i a l e f f e c t r e q u i r e d a r e i n o r d e r . 

The p r o d u c t i o n manager, on the o t h e r hand, l o o k s to a l l the 

e s s e n t i a l s o f the performance. The adikari i n the p a s t was o f t e n the owner 

as w e l l as the l e a d a c t o r — s o m e o n e who was t r u l y i n command or p o s s e s s e d of 

the j a t r a t r a d i t i o n . A t p r e s e n t the r o l e has changed, however. He takes 

d i r e c t i o n from the p l a y w r i g h t and the v a r i o u s a r t i s t i c d i r e c t o r s as . to 

the p a r t i c u l a r s of the performance, he o v e r s e e s the r e h e a r s a l s and makes 

note of s p e c i f i c i n s t r u c t i o n s and a r t i s t i c s u g g e s t i o n s t h a t a r e made then 

and sees t h a t the prompter i s i n f o r m e d about changes, he h a n d l e s c o m p l a i n t s 

and problems t h a t a r i s e from the a r t i s t s , and sees t h a t the t e c h n i c a l p a r t s 

o f the performance a r e i n t e g r a t e d i n t o a whole. Nowadays the p r o d u c t i o n 

manager i s s t i l l someone who has been i n the j a t r a b u s i n e s s f o r a l o n g 

time, who knows the t r a d i t i o n o f performance w e l l , and who has been an 

a c t o r h i m s e l f . Subal A d h i k a r i , o f the Satyamber Opera, i s a good example. 

He was an a c t o r o f female r o l e s u n t i l he became too o l d to p l a y ingenue 



- 107 -

p a r t s and l o s t the stamina f o r n i g h t l y performances, then he took on the 

r o l e o f p r o d u c t i o n manager. He has been w i t h the Satyamber Opera f o r 

many y e a r s , h a v i n g f i r s t s e r v e d under the former owner S h r i Gour Chandra 

Das, and now under S h o i l e n Mahanto. In f a c t , he knows more about how the 

p a r t y s h o u l d a c t u a l l y a r t i s t i c a l l y r u n than does S h o i l e n h i m s e l f . B e f o r e 

S h o i l e n makes p r o d u c t i o n d e c i s i o n s he checks w i t h Subalbabu about the 

a p p r o p r i a t e n e s s and f e a s i b i l i t y and l i s t e n s c a r e f u l l y t o the i n f o r m a t i o n 

he r e c e i v e s from him. 

Most of the a r t i s t s ( a c t o r s , a c t r e s s e s , s i n g e r s , d a n c e r s , and 

m u s i c i a n s ) have a say i n d e c i s i o n s o n l y to a l i m i t e d e x t e n t — p r i m a r i l y 

they l i s t e n to o r d e r s and take d i r e c t i o n , a l t h o u g h they can suggest 

i n t e r p r e t a t i o n s o f c h a r a c t e r s . A l l b u t the ' s t a r s ' , o f c o u r s e . They, 

too, take a r t i s t i c d i r e c t i o n , but they f r e q u e n t l y a p p l y p r e s s u r e i n the 

d e c i s i o n s t h a t a r e made o r taken by those who a r e t e c h n i c a l l y i n 

p o s i t i o n s h i g h e r than t h e i r s . They g i v e o r d e r s to the s e r v a n t s , l i b a r a l . . T 

l i b e r a l l y — b u t t h i s w i l l be e x p l i c a t e d f u r t h e r when I c o n s i d e r the 

i n t e r a c t i o n and o r g a n i s a t i o n of the t r a v e l l i n g j a t r a i t s e l f , i n the 

f o l l o w i n g s e c t i o n . 

The t e c h n i c i a n s and the s u p p o r t s t a f f , b e i n g a t the bottom o f 

b o t h the m a t e r i a l s and a r t i s t i c s u b s t r u c t u r e s g i v e no one o r d e r s , take 

no d e c i s i o n s t h a t have b e a r i n g on the r u n n i n g o f t h e p a r t y o r the 

performance as a whole, and l i s t e n to the managers and the a r t i s t s . The 

t e c h n i c i a n i n charge o f l i g h t i n g and t h e t e c h n i c i a n i n charge of sound, 

however, a r e p r e t t y much on t h e i r o w n — t h e i r a r e a s o f e x p e r t i s e g i v e s 

them a c e r t a i n autonomy e n v i e d by the o t h e r s — i t o c c a s i o n a l l y even g i v e s 

them c r e d i t s o r m e n t i o n i n the j a t r a a d v e r t i s e m e n t s . 

Most feedback to the owner about the r u n n i n g o f the b u s i n e s s 

r e a c h e s him through a r e t r a c i n g o f the f o r m a l c h a n n e l s . S i n c e a l l the 
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employees (ohakure) axe under c o n t r a c t , the terms o f t h a t c o n t r a c t l a y 

out the d u t i e s and r e s p o n s i b i l i t i e s . 

The c h a r t on the f o l l o w i n g page i s a schematic view o f the two 

i n t e r w o v e n s i d e s o f t h e j a t r a b u s i n e s s as a whole. S o l i d l i n e s r e p r e s e n t 

d i r e c t l i n k s and the ' c h a i n o f command'; the d o t t e d l i n e s i n d i c a t e an 

i n d i r e c t l i n k i n which t h e r e i s no h i e r a r c h i c a l d e c i s i o n r e l a t i o n s h i p , 

o n l y one o f i n t e r a c t i o n . 

The Travelling Jatra Party: 

its structure and life on the road 

The word, jatra, you w i l l r e c a l l , means a t r i p , a j o u r n e y , a 

p r o c e s s i o n , a p i l g r i m a g e , as w e l l a s , o f c o u r s e , an o p e r a t i c d r a m a t i c 

p erformance. P a r t o f the phenomenal meaning o f the j a t r a i s i t s sense 

o f l i f e p r o c e s s and r e a l i s a t i o n o r freedom from attachment through motion, 

even though the j o u r n e y and m o t i o n a r e d e p i c t e d on s t a g e ; even though the 

p e o p l e who p a r t i c i p a t e i n the 'j o u r n e y ' a r e f o r the d u r a t i o n o f the 

performance themselves s t a t i o n a r y . As i s p o i n t e d o ut i n Partf.Seven o f 

t h i s t h e s i s , f o r the p e r f o r m e r s , the j o u r n e y i s b o t h l i t e r a l and f i g 

u r a t i v e ; a b s t r a c t and c o n c r e t e ; l i f e and symbol. I t i s through the 

n a t u r e o f t h e p e r f o r m e r ' s l i f e - s t y l e , t h e s t r u c t u r e o f a j a t r a p l a y , the 

themes i n the performance, and ' v i r t u a l ' c o m b i n a t i o n o f these elements 

t h a t the a u d i e n c e o r s p e c t a t o r s a c q u i r e a sense o f the ' r e a l i t y ' and ' i l l 

u s i o n ' i n v o l v e d i n B e n g a l i l i f e . I n t h i s s e c t i o n I w i l l c o n s i d e r the 

c o n c r e t e j o u r n e y i n g o f the j a t r a p e r f o r m e r s and p a r t y i n g e n e r a l by f i r s t , 

e x p l i c a t i n g the s i z e and s t r u c t u r e o f a t y p i c a l t r a v e l l i n g p a r t y , and 

then examining the n a t u r e o f ' l i f e on the r o a d . ' 



INTERLOCKING STRUCTURES IN THE JATRA BUSINESS 

O 
oo 

MATERIALS SUB-STRUCTURE ARTISTIC SUB-STRUCTURE 

While the Jatra Malik keeps track of most sides of the business 
other personnel are more specialised i n their duties, i t 
seems as though there are "really two, business structures 
meshed into one. 
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The Structure of a Typical Travelling Party: 

The size of a travelling jatra party is determined primarily by 

a physical and economic constraint—the upper limit defined by the number 

of people that w i l l f i t into the Mercedes bus that most parties travel in, 

and the lower limit being defined by number of people needed to serve and 

assist the performers. If a party were to exceed 52 travelling personnel 

a second bus would be required, adding over Rs.850 (about $120 ) to a 

party's monthly b i l l s . If a party were to go below 42 members the support 

and personnel would not be able to stage a play adequately. Most jatra 

parties I travelled with varied from 45-52 members. 

Although, as A. W. Hare put i t in his Guesses at the Truth, 

Series II: 

Everybody has his own theatre, in which he is 
manager, actor, prompter, playwright, 
sceneshifter, boxkeeper, doorkeeper, a l l in 
one, and the audience into the bargain. 

a travelling jatra party, in order to put on a performance, needs a l l these 

single aspects of a person's imagination to be separated into various 

people with these various functions. 

The following schematic diagram shows how the travelling party is 

structured; the solid lines indicate direct links and formal lines of 

communication, the dotted lines indicate informal lines of communication. 



TRAVELLING JATRA PARTY 

MNAGER OF 
LOGISTICS (1) 

IBUSINESS MANAGER 
(1)  

\ 
S U P P O R T S T A F F 

(16) 

SERVANTS 
(8) 

"X" DRIVERS 
(1) 

\ 

COOKS MENIALS COSTUMERS 
(2) (4) ' (2) 

MANAGER OF 
PRODUCTION(l) 

TECHNICIAL STAFF(6) 
LIGHTING (1) 
SOUND (1) , 

fACTORS(10-12), 
ACTRESSES (4-5) 

MUSICIANS (8-10) 

SINGERS (1-2) 

DANCERS (3-4) 

PROMPTER (1) 

/ 

V 
/ 

When a jatra party travels there are about 45-52 members in the bus. 
The division of labour falls between the technical support side of the 
chart and the artistic production side of the chart. 
The technicians seem to be connections between the two sides, along with 
the business manager. 
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The Extent of the Jatra Performance Area and Travelling Strategies: 

W i t h i n a j a t r a season a j a t r a p a r t y may t r a v e l as many as 21,000 

k i l o m e t e r s , p r i m a r i l y i n t h e a r e a o u t l i n e d i n Maps I I , I I I , and IV. They 

do t r a v e l n e a r l y around t h e w o r l d , i n d i s t a n c e , b u t i t i s around t h e i r 

w o r l d — t h e B e n g a l i s p e a k i n g a u d i e n c e s found from the i r o n and s t e e l towns 

o f R a i p u r ( i n E a s t e r n Madhya Pradesh) R o u r k e l a O r i s s a , and Jamshedpur 

B i h a r , a l l the way up to the t e a e s t a t e s and o i l f i e l d s o f D i b r u g a r h and 

T i n s u k i a , Assam, and, of c o u r s e , a l l o v e r the s t a t e o f West Bengal and 

the c o u n t r y o f Bangladesh. They p l a y as o f t e n to a u d i e n c e s of i n d u s t r i a l 

workers and management as they do to p e a s a n t - f a r m e r v i l l a g e r s . I n f a c t , 

the t r a v e l l i n g j a t r a p a r t y i s one of the few l i n k s between these d i s t a n t 

and d i f f e r e n t l y employed B e n g a l i s . 

A l t h o u g h I never w i t n e s s e d a f o r m a l d i s c u s s i o n o f i t , nor was I 

t o l d t h a t t h e r e was c o n s c i o u s p l a n n i n g of i t , p a r t i e s do not seem to 'run 

i n t o each o t h e r a l l o v e r the c o u n t r y s i d e ' , e x c e p t o c c a s i o n a l l y a t a 

p l a n n e d f e s t i v a l w i t h s e v e r a l p e r f o r m i n g p a r t i e s , and they seem to be 

a b l e to s u p p l y the demanded number o f performances a^year. I was a b l e to 

d i s c e r n a g e n e r a l i s e d p a t t e r n i n the j a t r a p a r t y movement, however. A t 

the b e g i n n i n g o f the j a t r a season most p a r t i e s a r e e i t h e r p e r f o r m i n g out 

i n the c o a l f i e l d s i n and around the a r e a of A s a n s o l , o r i n the a r e a s 

w i t h i n 100 k i l o m e t e r s of C a l c u t t a . L a t e r on i n the season, d u r i n g the 

w i n t e r months about 6 o r 7 o f the 20-22 p r o f e s s i o n a l j a t r a p a r t i e s move 

up to N o r t h Bengal and Assam to the a r e a s around S i l i g u r i , Cooch Behar, 

G a u h a t i and up to T i n s u k i a . Toward the end o f the season, j u s t b e f o r e 

the monsoon downpours make o p e n - a i r performances d i f f i c u l t , most of the 

p a r t i e s a r e a g a i n i n Southern Bengal. There a r e always a few p a r t i e s 

t h a t a r e a b l e to go wherever a c o n t r a c t t a k e s them; no p o t e n t i a l a u d i e n c e 

i s d e p r i v e d o f a j a t r a performance when they want one, a l t h o u g h on 
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o c c a s i o n they w i l l have to e i t h e r s e t t l e f o r a p a r t y t h a t i s i n the a r e a 

o r change the d e s i r e d performance date to c o r r e s p o n d to when the d e s i r e d 

p l a y o r p a r t y i s a v a i l a b l e . The p a r t i e s t h a t go up to Assam one y e a r , f o r 

example, may not go up a g a i n f o r a n o t h e r two y e a r s . S i n c e they u s u a l l y 

p e r f o r m some o f the same r e p e r t o i r e f o r two o r t h r e e y e a r s (depending on 

the p o p u l a r i t y of the v a r i o u s p l a y s ) an a u d i e n c e i n an o u t l y i n g a r e a can 

u s u a l l y get to see the p l a y s they w i s h t o . 

When a p a r t y chooses to a c c e p t a c o n t r a c t i n a p l a c e as d i s t a n t 

as e i t h e r R a i p u r o r T i n s u k i a they u s u a l l y abahdontthe bus and t r a v e l by 

t r a i n , i n f i r s t , second o r t h i r d c l a s s accommodations depending on t h e i r 

r a nk w i t h i n the p a r t y . S t a r s have been known to f l y to c e r t a i n p l a c e s , 

to a v o i d the time and d i s c o m f o r t of ground t r a v e l . The d e c i s i o n to go to 

t h e s e p l a c e s can be a c o s t l y one i n o t h e r terms as w e l l . B e n g a l i s a r e 

not ' l o v e d ' i n a l l the a r e a s t h a t b o r d e r B e n g a l . I n the p a s t B e n g a l i s 

were the management and l a n d l o r d s — c o l o n i s t s o f s o r t s — a n d a n i m o s i t i e s 

were b u i l t up i n the l o c a l i n h a b i t a n t s . O c c a s i o n a l l y even now the a n t i -

B e n g a l i f e e l i n g s a r e s t r o n g enough to cause d i f f i c u l t i e s f o r the 

t r a v e l l i n g p a r t i e s . More c o n t r a c t s have to be c a n c e l l e d i n o u t l y i n g a r e a s 

than i n West Bengal i t s e l f . When the Tarun Opera was i n G a u h a t i once, f o r 

example, they had to c a n c e l a performance because t h e r e was a demonstra

t i o n s t a g e d a g a i n s t the B e n g a l i management o f the company t h a t had h i r e d 

the p a r t y — t h e p l a y was never performed f o r t h a t c o n t r a c t . 

The maps t h a t f o l l o w p r o v i d e an o u t l i n e of the e x t e n t of the j a t r a 

a r e a and i n d i c a t i o n s o f t h e l o c a t i o n o f the v a r i o u s b r a n c h ' o f f i c e s t h a t a 

p a r t y may s e t up d u r i n g the y e a r . 

I t seems t h a t m a n y . l o c a l i t i e s a r e on a u s u a l y e a r l y c i r c u i t — i t i s 

not a t a l l uncommon to have the same p a r t y appear i n the same v i l l a g e o r 

d i s t r i c t town s e v e r a l y e a r s i n a row. P a r t i e s u s u a l l y p l a y i n the 
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Map / 2) 

EXTENT OF JATRA TRAVELLING AREA 

SOURCE; Census of India , 1961, Volume. XVI, pp. 76 
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Map 3 

PRIMARY JATRA TRAVELLING PERFORMANCE AREA 
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Map 3 

PRIMARY JATRA TRAVELLING PERFORMANCE AREA 
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Map 4 , 

LOCATION OF MOST JATRA PERFORMANCES 
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l o c a l i t i e s where e i t h e r s t a r s , managers o r owners have s p e c i a l t i e s ; t i e s 

o f l a n d o r k i n . 

On the road: 

E v e r y t h i n g n e c e s s a r y f o r p u t t i n g on a performance, e x c e p t the 

s t a g e and the power f o r l i g h t i n g and sound, i s c a r r i e d w i t h the p a r t y i n 

green m e t a l t r u n k s , s m a l l g r e y m e t a l c a s e s , o r m u s l i n t r a v e l l i n g c a ses 

p l a c e d e i t h e r i n s i d e o r on top of the bus c o v e r e d w i t h a canvas t a r p a l i n 

(see the f o l l o w i n g t h r e e photographs o f l o a d i n g and t a k i n g o f f ) . 

T r a v e l l i n g i n t h e j a t r a bus i s an u n c o m f o r t a b l e and c l a u s t r o p h o b i c 

e x p e r i e n c e ; I i m m e d i a t e l y u n d e r s t o o d why t h e s t a r s and owners l i k e to have 

c a r s f o r t r a v e l to and from the a c t i n g p l a c e . The s e a t s a r e t h i n l y 

c o v e r e d m e t a l o r wood, but they f e e l l i k e s l a b s of g r a n i t e , the shock 

a b s o r b e r s a r e u s u a l l y n o n - f u n c t i o n i n g , s e v e r a l windows a r e u s u a l l y broken 

l e t t i n g i n enormous c l o u d s o f d u s t and d i r t , the a i s l e s a r e f i l l e d w i t h 

g r e e n t r u n k s making moving or s h i f t i n g p o s i t i o n d i f f i c u l t , s e v e r a l people 

a r e f i l l i n g the a i r w i t h the s t e n c h of biris (raw r o l l e d d o m e s t i c 

t o b a c c o ) , and t h e r e i s e i t h e r u t t e r s i l e n c e o r an e a r - s p l i t t i n g d i n w i t h 

l i t t l e i n between. Add to t h i s t h a t the d r i v e r s , w h i l e u s u a l l y v e r y 

competent, a t t a c k the narrow, i l l - p a v e d , g r a v e l , mud o r d i r t roads w i t h 

speed and vengence. A r t i s t s and s u p p o r t s t a f f a l i k e c o m p l a i n — b u t a l s o 

seem to be a b l e to s l e e p o r r e h e a r s e l i n e s w h i l e i n c o n v e n i e n c e d i n t h i s 

way. The t r a v e l l i n g l i f e i s hard, h e c t i c and e x h a u s t i n g . I t r e q u i r e s 

remarkable stamina. 
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19 LOADING THE BUS 
Packing the Green Trunks used f o r c a r r y i n g 
costumes and equipment 
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Packing and Loading t h e sound and l ight equipment 



- 1 2 0 -

21 Loka Natya Bus loaded and ready to go to the 
countryside. 
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A t y p i c a l two-day t r a v e l l i n g s c h e d u l e i s as f o l l o w s : 

11:00 a.m.-1:00 p.m. A r r i v e a t p l a c e o f performance 

1:00 p.m.-3:00 p.m. Bathe and s e t up b e d - r o l l s , e t c . 

3:00 p.m.-4:00 p.m. E a t 

4:00 p.m.-7:00 p.m. Sleep o r r e s t and r e l a x 

7:00 p.m.-9:00 p.m. Pre p a r e f o r performance-make-up, e t c . 

9:00 p.m.-2:00 a.m. Performance 

2:00 a.m.-3:00 a.m. Eat 

3:00 a.m.-4:00 a.m. Pack up and l o a d 

4:00 a.m.-whenever T r a v e l to the next p l a c e o f performance 

10:00 a.m.-11:00 a.m. D r i n k t e a and have something to e a t , e t c . 

T h i s i s t h e s c h e d u l e f o r between 24-26 days per month. Of c o u r s e , i t 

does v a r y depending on how f a r a p a r t the v a r i o u s performance s i t e s a r e , 

or whether the p a r t y has a two o r t h r e e day engagement i n the same l o c a l e . 

B a s i c a l l y , however, t h i s nomadic l i f e s t y l e (jajabar jatir jibon) i s hard 

and s u r p r i s i n g l y u n v a r y i n g . A performance b e g i n s anywhere from 9:00 p.m. 

to 11:00 p.m. and ends 3%-4 hours l a t e r , and p l a c e s may be anywhere from 

50-150 k i l o m e t e r s a p a r t . 

T r a v e l , i n r u r a l B e ngal, B i h a r , O r i s s a and Assam, i s d i f f i c u l t a t 

b e s t . The c o u n t r y s i d e i s l a c e d w i t h r i v e r s and swampy backwashes, and a 

w a i t o f s e v e r a l hours f o r a f e r r y o r boat t h a t can take a v e h i c l e o f bus 

s i z e i s common. D u r i n g the e a r l y season the r i v e r s a r e s t i l l s w o l l e n i n 

f l o o d p r o p o r t i o n s , and roads a r e f r e q u e n t l y e i t h e r b l o c k e d , washed out o r 

muddy. I f the p a r t y t r a v e l l e d d u r i n g the day they would be slowed and 

hampered by the amount o f f o o t and a n i m a l t r a f f i c moving to and f r o from 

market a r e a to v i l l a g e or from paddy f i e l d s to v i l l a g e . There were a few 

times, when I was i n the bus a l o n g w i t h the p a r t y , t h a t even a t 5:00 a.m. 
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the narrow c o u n t r y roads would a l r e a d y b e . f i l l e d w i t h enough t r a f f i c to 

slow us to the p o i n t where some a c t o r s would a l i g h t and walk a l o n g f o r a 

w h i l e , s t r e t c h i n g t h e i r l e g s , and then'.hop the bus a g a i n when the t r a f f i c 

a l l o w e d us to p i c k up speed. I f the r o a d to a v i l l a g e o r o t h e r 

p e r f o r m i n g a r e a i s i m p a s s a b l e by-bus, the sponsors o f the performance w i l l 

have to send t r a n s p o r t to meet the bus and g e t the p a r t y to the v i l l a g e . 

I watched one p a r t y e n t e r t h e v i l l a g e on a convoy of b u l l o c k c a r t s , p i l e d 

s e v e r a l f e e t h i g h w i t h t r u n k s , l i g h t i n g and sound p a r a p h e r n a l i a , and 

p e o p l e . N e e d l e s s to say, a p a r t y must a l l o w enough time to t r a v e l from 

one performance to a n o t h e r . 

In s p i t e o f these d i f f i c u l t i e s o f p e r e g r i n a t i o n and the arduous 

s c h e d u l e , performances u s u a l l y manage to take p l a c e and the a r t i s t s remain 

h e a l t h y and awake enough to p e r f o r m . They must 'keep t h e i r w i t s about 

them' s i n c e they may be p l a y i n g a d i f f e r e n t p l a y each e v e n i n g , and i t 

wouldn't do t o g e t t h e i r d i a l o g u e mixed up o r t h e r e q u i r e d a c t i o n s 

c o n f u s e d . I f the j o u r n e y between one performance and the next i s a l o n g 

one, perhaps 250 k i l o m e t e r s , everyone seems to get on edge, l o s e p a t i e n c e , 

and t i r e , e s p e c i a l l y the c h i l d r e n i n the p a r t y (each p a r t y has one o r two 

c h i l d r e n to a c t the p a r t s o f c h i l d r e n or to dance). 

The number of performances of the Tarun Opera f o r the 1971-2 

season i s p r e s e n t e d on the t a b l e t h a t f o l l o w s . While i t was a p a r t i c u l a r l y 

good y e a r f o r them, t h e i r s c h e d u l e i s v e r y much l i k e any o t h e r p e r f o r m i n g 

p a r t y . The p a r t y t r a v e l l e d from R a i p u r , Madhya Pradesh, New D e l h i , and 

Cooch Behar to p l a c e s a l l around B e n g a l . They c o v e r e d c l o s e to 23,000 

k i l o m e t e r s w h i l e p e r f o r m i n g 211 t i m e s . T h i s was a s c h e d u l e t h a t kept them 

away from C a l c u t t a most o f the y e a r , a l t h o u g h they performed i n C a l c u t t a 

more than a dozen t i m e s . 
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Tab l e 1: 

SAMPLE 1 YEAR ITINERARY 

NUMBER OF TARUN OPERA PERFORMANCES 

211 

PLAY PERFORMED 

L e n i n 78 

Raj a Rammohan 38 

Napoleon 33 

Mohenjodaro 32 

H i t l e r 20 

Ramalar C i r c u s 10 

COMMENTS: 

1) U s u a l l y a r e p e r t o i r e does not i n c l u d e t h i s many d i f f e r e n t 
p l a y s . The Tarun Opera has been v e r y i n n o v a t i v e i n u s i n g 
f o r e i g n themes, and so the r e p u t a t i o n o f some of t h e i r p l a y s 
causes sponsors t o r e q u e s t p l a y s t h a t a r e q u i t e o l d . I n t h i s 
case H i t l e r was f i r s t performed i n 1969, i t would have been 
r e t i r e d e x c e p t f o r i t s p o p u l a r i t y . 

2) The hope o f most p a r t i e s i s to p e r f o r m 24-26 n i g h t s f o r an 
8 month p e r i o d — t h a t would be 192-208 perf o r m a n c e s . As i s 
apparent t h i s y e a r was a p a r t i c u l a r l y good y e a r f o r the Tarun 
Opera. Other p a r t i e s d i d not do q u i t e so w e l l d u r i n g t h i s 
s e a s o n — 1 9 7 1 f a l l - 1 9 7 2 s p r i n g . 

3) The Tarun Opera t r a v e l l e d a h e c t i c i t i n e r a r y t h i s y e a r ; they 
went from R a i p u r , O r i s s a to T i n s u k i a , Assam, and p o i n t s i n 
between i n N o r t h Bengal and West B e n g a l . 
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A r r i v a l and Setting-up: 

Even i f a p a r t y does not a r r i v e by a method as s p e c t a c u l a r as a 

convoy of b u l l o c k c a r t s , the a r r i v a l o f a j a t r a p a r t y i s always an 

e x c i t i n g e v e n t . Such an event i s f r e q u e n t l y used i n B e n g a l i n o v e l s ; 

n o v e l s w r i t t e n about Bengal v i l l a g e l i f e j u s t about always have some 

r e f e r e n c e to o r l o n g d e s c r i p t i v e passage about the j a t r a . Manik 

Bandopadhyaya 1s famous The Puppet's Tale, i s a good example: 

...A sudden wave o f g r e a t e x c i t e m e n t had 
q u i c k e n e d the p l a c i d pace o f the v i l l a g e r s ' 
l i f e . . . T h e f i r s t j a t r a performance was 
t r a d i t i o n a l l y h e l d on the s e v e n t h n i g h t 
a f t e r the new moon. The t r o u p e o f p e r f o r m e r s 
a r r i v e d a few days e a r l i e r , S i t a l Babu h a v i n g 
d i r e c t e d i t s manager, a t the time he engaged 
the p a r t y , to come w i t h h i s men a few days i n 
advance so t h a t they would have enough r e s t 
and s l e e p a f t e r t h e i r t i r e s o m e j o u r n e y to t h i s 
d i s t a n t v i l l a g e b e f o r e p u t t i n g on t h e i r show... 
The p a r t y a r r i v e d i n the morning of the day 
b e f o r e — a l a r g e number o f men w i t h a l a r g e 
number o f c h e s t s , The v i l l a g e r s were p l e a s e d . 

(Bandopadhyaya:: 1936(1968): 42) 

The c h i l d r e n o f a v i l l a g e or o f a s p e c i f i c s e c t i o n o f a l a r g e r 

d i s t r i c t town o r c i t y , l i n e the r o a d , a l l t r y i n g to get a g l i m p s e of 

p a r t y as i t comes i n . The e x c i t e m e n t i s h e i g h t e n e d by the f a c t t h a t 

j a t r a p e r f o r m e r s a r e e x c i t i n g o u t s i d e r s to most a r e a s they p e r f o r m i n . 

A d o l e s c e n t s see the a r t i s t s as models o f 'modern' B e n g a l i d r e s s and 

b e h a v i o u r — t h e y a r e s t i m u l a t e d and animated w i t h the hope t h a t they can 

hear and see what i s g o i n g on o u t s i d e i n the l a r g e r c e n t r e s . V i l l a g e 

e l d e r s hope t h a t the p a r t y w i l l not i n f l u e n c e too many o f the younger 

ones and t h a t they w i l l behave p r o p e r l y ^ — a l t h o u g h people expect the 

p e r f o r m e r s to o p e r a t e a c c o r d i n g to t h e i r own 'code'. 

The cooks and some o f the o t h e r m e n i a l s w i l l have a r r i v e d i n most 

cases on the p r e v i o u s day to see to the food and l o d g i n g — p u r c h a s i n g 
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n e c e s s a r y f o o d s from t h e l o c a l market. A f t e r a w h i l e , the p a r t y i s s e t 

up i n the l o c a l s c h o o l , temple c o u r t y a r d , o r o t h e r temporary arrangements 

tha t have been made f o r t h e i r s l e e p i n g and e a t i n g accommodations. 

S e v e r a l times, I heard t h a t the p a r t y was housed i n l a r g e t e n t s w i t h c l o t h 

p a r t i t i o n s d i v i d i n g the a r e a s f o r women from men, and t h e a r e a s f o r e a t i n g 

from r e l a x i n g and s l e e p i n g . Most p a r t i e s r e q u i r e about 8-10 rooms o r 

d i v i s i o n s o f space, f o r h o u s i n g t h e p e r s o n n e l — t h e p a r t y i s d i v i d e d i n t o 

s l e e p i n g u n i t s , u s u a l l y 4-5 i n a u n i t . 

The p a r t i e s a r e made up o f pe o p l e from a l l c a s t e s ( j ' a t i ) ; l i t t l e 

a t t e n t i o n i s p a i d to i n t e r a c t i o n and h i e r a r c h i c a l r u l e s o f p u r i t y . The 

cooks, however, a r e most o f t e n Brahmins so t h a t a l l p a r t y members, s h o u l d 

they be concerned about d i e t a r y r u l e s and r u l e s of commensality, a r e a b l e 

t o e a t the same f o o d . Some of the o l d e r p e r f o r m e r s a r e concerned about 

these m a t t e r s , and many o f the Brahmins w i l l e a t t o g e t h e r i n the same 

a r e a , o r be the members o f a s l e e p i n g u n i t — t h i s v a r i e s g r e a t l y from 

p e r s o n to p e r s o n and p a r t y to p a r t y . A more important d i v i s i o n o f e a t i n g 

and s l e e p i n g u n i t s i s dependent on a per s o n ' s rank o r s t a t u s w i t h i n t h e 

p a r t y ; s t a r s u s u a l l y e a t w i t h o t h e r s t a r s o r a l o n e , s t a r s can o c c a s i o n a l l y 

command a s i n g l e s l e e p i n g a r e a . Couples w i t h i n t h e p a r t y , whether m a r r i e d 

o r unmarried but l i v i n g t o g e t h e r , u s u a l l y a r e a b l e to share e a t i n g and 

s l e e p i n g arrangements. C h i l d r e n a r e u s u a l l y p l a c e d i n the s l e e p i n g u n i t 

t h a t c o n s i s t s o f t h e u n a t t a c h e d women i n th e p a r t y . 

Another a r e a o f c o n c e r n i s b a t h i n g . U s u a l l y Brahmin members o f 

the p a r t y a r e a b l e to bathe i n the pond (pukw) s e t a s i d e f o r Brahmins i n 

the v i l l a g e a r e a . Other p a r t y members may use o t h e r pukurs, o r , more 

o f t e n , they d i r e c t the m e n i a l s to c a r r y water to t h e i r s l e e p i n g q u a r t e r s , 

a s e c t i o n o f which they may s e t a s i d e f o r b a t h i n g . I n t h e s e i n s t a n c e s 
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the m e n i a l s may g e t the water from any number o f w e l l s near t h e 

performance a r e a o r d e s i g n a t e d by the sponsors as a v a i l a b l e f o r the 

p a r t y ' s use. 

Most o f t h e concerns of everyday l i f e , a r e h a n d l e d q u i t e e a s i l y 

by t h ese nomadic j o u r n e y e r s . 

Social life in the Party: 

F r i e n d s h i p i n B e n g a l i terms (bandhu) i s a v e r y r e s t r i c t e d c o n c e p t . 

Most members o f a t r a v e l l i n g p a r t y , w h i l e t h e y t r a v e l t o g e t h e r , e a t 

t o g e t h e r , s l e e p t o g e t h e r , and o c c a s i o n a l l y bathe t o g e t h e r , do not c o n s i d e r 

themselves as ' f r i e n d s ' ; nor a r e they enemies (shakra). Rather t h e y f a l l 

i n t o s e v e r a l o t h e r c a t e g o r i e s o f a c q u a i n t e n c e s and r e l a t i o n s h i p s ; they 

r e f e r t o each o t h e r most o f t e n as a s s o c i a t e s (sangi), well-known per s o n s 

(su-pariohito), o r companions (sahaehara). The terms f o r the r e l a t i o n s h i p 

v a r y depending on whether they a r e male/male, male/female, o r female/ 

female; o c c a s i o n a l l y they s i m p l y r e f e r to each o t h e r as p e o p l e o f the 

p a r t y (daler lok). I f p e o p l e a r e h i g h e r i n rank o r o l d e r t h e u s u a l k i n 

term endings w i l l be a p p l i e d t o a p e r s o n ' s name, e.g. Swapanda, o r 

J o y t s n a d i — t h e da and d i b e i n g s h o r t f o r the r e d u p l i c a t e d terms f o r o l d e r 

b r o t h e r and o l d e r s i s t e r . I f a p e r s o n i s c l e a r l y h i g h e r and no c l a i m i s 

b e i n g made on them, p e o p l e w i l l r e f e r t o them as babu-rerespected person. 

Owners and managers a r e always r e s p e c t f u l l y a d d r e s s e d . W i t h the 

e x c e p t i o n o f c o u p l e s o r p e o p l e unmarried but l i v i n g t o g e t h e r , r e l a t i o n s h i p 

a r e f a m i l i a r but not i n t i m a t e ; f r i e n d s h i p s a r e i n t i m a t e r e l a t i o n s h i p s , 

where the two p a r t i e s a r e t i e d o r bound t o g e t h e r by s t r o n g t i e s o f 

sentiment and shared i n f o r m a t i o n about each o t h e r ' s f e e l i n g s . T h i s i s 

u n u s u a l i n a j a t r a p a r t y — p e o p l e a r e r a t h e r co-workers. 
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Even though most o f the a s s o c i a t i o n s a r e not of t h e ^ c l o s e s t 

B e n g a l i k i n d , they a r e , n o n e t h e l e s s e n d u r i n g , f r e q u e n t l y w e l l - b e y o n d the 

j a t r a season. Most j a t r a p eople a r e known to one a n o t h e r , and even 

though t h e r e i s c o m p e t i t i o n between a r t i s t s w i t h i n the j a t r a j a g a t , most 

a r t i s t s do r e s p e c t each o t h e r . F o r example, when Panchu Sen, a famous, 

well-known i n n o v a t i v e a c t o r , d i e d , most p e o p l e i n the j a t r a p a r a were on 

hand to pay t h e i r r e s p e c t s as the body was paraded through the p a r a on the 

way to the b u r n i n g grounds (see Photo 22). 

D u r i n g the f r e e hours when the p a r t y p e r s o n n e l a r e r e l a x i n g and 

r e s t i n g b e f o r e a j a t r a performance, i f they a r e not s l e e p i n g , they engage 

i n games o f v a r i o u s s o r t s ( c a r d s and d i c e throwing, e t c . ) o r i n i d l e c h a t . 

The n a t u r e o f 'chat' changes from the b e g i n n i n g o f a season to t h e end of 

season; a t the b e g i n n i n g i t i s p r i m a r i l y p a s s i n g time by t a l k i n g about 

something t h a t happened on the road o r i n a p e r f o r m i n g v i l l a g e , e t c . , but 

l a t e r i n t h e season, among the women a t l e a s t , the chat becomes i d l e 

g o s s i p about p e o p l e w i t h i n the p a r t y , v a r i o u s management d e c i s i o n s , o r 

o t h e r p e o p l e w i t h i n the j a t r a j a g a t . I t i s un u s u a l f o r e i t h e r men o r 

women to d i s c u s s t h e i r f e e l i n g s o r d e c i s i o n s they a r e f a c i n g — t h e y do 

d i s c u s s some f a m i l y h a s s l e s o r f a m i l y ceremonies such as a wedding o r a 

f u n e r a l . They w i l l take l e a v e , i f p o s s i b l e , to a t t e n d these f u n c t i o n s 

w i t h i n t h e i r k i n networks. I t i s v e r y d i f f i c u l t to d e s c r i b e what they 

' u s u a l l y ' t a l k about, because my pres e n c e w i t h i n a t r a v e l l i n g p a r t y 

n e c e s s a r i l y a l t e r e d t h e i r c o n v e r s a t i o n . With me they t a l k e d about most 

a n y t h i n g I wanted t o k n o w — t h e y were v e r y open; they d i d not seem q u i t e as 

open w i t h one a n o t h e r . I f I wasn't a s k i n g them q u e s t i o n s o r d i s c u s s i n g a 

t e c h n i c a l p o i n t w i t h them, they seemed t o want to u n d e r s t a n d and know 

more about l i f e on the Canadian P r a i r i e s — a s u b j e c t I knew l i t t l e about. 
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22 Panchu Sen :Paying last respects in the jatra para 

23 Passing the time 
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Photograph 23 shows some members o f the New Prabash Opera p l a y i n g c a r d s 

d u r i n g a r e s t p e r i o d . I was taught to p l a y s e v e r a l c a r d games w h i l e 

t r a v e l l i n g w i t h v a r i o u s p a r t i e s . 

Much o f the i n t e r a c t i o n between p a r t y members i s governed by the 

i n t e r n a l r a n k i n g o r s t a t u s system w i t h i n the p a r t y . S i n c e the c u r r e n t 

j a t r a o p e r a t e s on what p e o p l e r e f e r to as the ' s t a r system', b e i n g a s t a r 

has i t s p r e s t i g e and s o c i a l rewards; s e r v a n t s a r e a t t h e i r beck and c a l l 

a l m ost a l l the time, managers t r y to p l a c a t e them and f a c i l i t a t e t h e i r 

l i v e s , and o t h e r p a r t y p e r s o n n e l do^-nofe i n f r i n g e on t h e i r space o r time 

u n l e s s i n v i t e d to do so. S t a r s sometimes a c t as t y r a n t s o r d e s p o t s — 

making u n r e a s o n a b l e r e q u e s t s o f those r a n k i n g lower than they. While 

t h e r e a r e some g e n u i n e l y f o n d r e l a t i o n s h i p s and a c e r t a i n sense o f 

comraderie among the members o f a p a r t y (and some p a r t i e s o p e r a t e on a 

more e g a l i t a r i a n b a s i s than o t h e r s ) t h e r e a r e d e f i n i t e r i f t s i n most 

p a r t i e s between the s t a r s and the r e s t o f the p a r t y . S t a r s a r e known t o 

demand b e t t e r q u a l i t y f o o d , s p e c i a l t r a n s p o r t a t i o n , s p e c i a l d r e s s i n g 

arrangements and e x t r a f a v o u r s (manufactured c i g a r e t t e s , good q u a l i t y 

b e t e l l e a f , s p e c i a l and more c o m f o r t a b l e s l e e p i n g arrangements, e t c . ) . 

Other members of the a c t i n g and su p p o r t s t a f f of a p a r t y must d e f e r to 

the s t a r s o r r u n the r i s k o f the s t a r d e c i d i n g not to pe r f o r m . P e t u l e n t 

b e h a v i o u r i s not the 'norm' f o r s t a r s , but i t i s c e r t a i n l y common. S t a r s 

do i t w e l l , w i t h seeming h u m i l i t y . 

Men and women have d i f f e r e n t s o c i a l l i v e s w i t h i n the p a r t y . With 

the e x c e p t i o n o f a few m a r r i e d c o u p l e s and a few c o u p l e s l i v i n g t o g e t h e r , 

men and women have l i t t l e to do w i t h each o t h e r . Some p a r t i e s even have 

a code o f e t h i c s which employed a r t i s t s must s i g n agreement to b e f o r e 

they a r e h i r e d . Most o f the r u l e s i n the code a r e about b e i n g p r e s e n t a t 
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performances, t r a v e l l i n g t o g e t h e r , e t c . , but a few o f them a r e 

i l l u s t r a t i v e o f the d i f f e r e n t r u l e s and a t t i t u d e s toward men and women. 

Fo r example c o n s i d e r the f o l l o w i n g rough t r a n s l a t i o n o f some r u l e s : 

The female a r t i s t s o f t h i s p a r t y l i v e i n a 
s e p a r a t e house (room) and they have a s e p a r a t e 
g r e e n room—no male a r t i s t s a r e a l l o w e d to 
s t a y i n t h e i r house and no male pers o n s a r e 
a l l o w e d to g o s s i p u n n e c e s s a r i l y about t h a t 
house. 

None o f the female a r t i s t s can go out of t h e i r 
room w i t h o u t the p e r m i s s i o n o f a r e s p o n s i b l e 
p e r s o n o f the p a r t y . They cannot go to the 
cinema w i t h o u t the p e r m i s s i o n o f t h e p a r t y . 

Women a r e not a l l o w e d t o take any wine o r 
o t h e r s p i r i t s l i k e t h a t . I f i t i s known a 
p e r s o n c a n be removed from c o n t r a c t w i t h o u t 
any n o t i c e . 

The same r u l e s a r e not l i s t e d f o r the men i n the p a r t y . Not a l l p a r t i e s 

have s u c h s t r i n g e n t r u l e s f o r women, b u t the sphere o f a c t i o n f o r women i n 

the j a t r a , w h i l e l a r g e r than f o r B e n g a l i women as a whole, i s more 

r e s t r i c t e d than f o r men. S e p a r a t i o n o f e a t i n g and s l e e p i n g q u a r t e r s by 

sex f o r u n a t t a c h e d j a t r a p e r s o n n e l i s common. 

A s l e e p i n g u n i t , o f t e n c a l l e d by the E n g l i s h word ' f l e e t ' i s put 

t o g e t h e r by t h e manager, a c c o u n t i n g f o r sex and who i s g e t t i n g a l o n g w i t h 

one a n o t h e r . The manager takes a c c o u n t o f who has f e e l i n g s o f c o m p e t i t i o n 

and a n i m o s i t y . A f l e e t , v a r y i n g from 3-7 a r t i s t s , u s u a l l y w i l l spend a 

l a r g e p a r t o f the r e s t and f r e e time t o g e t h e r . I n some p a r t i e s the f l e e t 

w i l l even cook t h e i r e v e n i n g meal t o g e t h e r , s i n c e t h e p a r t y does not 

p r o v i d e cooks f o r t h e e v e n i n g s i n c e they a r e a l r e a d y o f f to the n e x t p l a c e 

to s e t up. O f t e n i n l i e u o f the c o o k i n g o f the e v e n i n g meal a f l e e t w i l l 

r e c e i v e some cash and buy and p r e p a r e some f o o d . T h i s c a s h i n l i e u o f f o o d 

i s c a l l e d the galpani, and can o n l y be c o l l e c t e d by a p p e a r i n g i n the green 

room b e f o r e the performance. Women u s u a l l y a r e a s i n g l e f l e e t , and they 
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share one l a r g e s l e e p i n g room o r two s m a l l e r ones. Once, when we were 

i n Burdwan c i t y the women and I, who shared one s l e e p i n g accommodation, 

went to see a matinee a t the cinema; sometimes p e o p l e go shopping o r s i t 

i n a v i l l a g e t e a shop. But, i t i s i m p o r t a n t to remember, the j a t r a 

p e o p l e a r e o u t s i d e r s to most l o c a l i t i e s they v i s i t . 

J u s t how much they a r e o u t s i d e r s was brought home to me on one 

s p e c i f i c o c c a s i o n i n Jamshedpur, B i h a r . I t was d u r i n g a performance; I 

was s i t t i n g i n the donors s e c t i o n (see s e c t i o n on j a t r a s e a t i n g ) n e x t to 

a l o c a l d o c t o r — o n e df the lower s t a t u s a c t o r s had a m i l d h e a r t a t t a c k on 

s t a g e . The p a r t y c a l l e d f o r a d o c t o r and the man ne x t t o me went t o the 

gree n room—when he r e t u r n e d I a n x i o u s l y asked him what had happened. 

The l o o k he gave me was of t o t a l s u r p r i s e — w h y would I be a t a l l i n t e r e s t e d 

i n what had happened t o the p a r t y ? Who was I to be i n t e r e s t e d ? I 

e x p l a i n e d t h a t I had come w i t h the p a r t y , and t h a t I was known to t h e m — 

I r e a l l y d i d want to know what had happened. He t o l d me t h a t one o f the 

a r t i s t s had s u f f e r e d a m i l d h e a r t a t t a c k and was now r e s t i n g . I asked him 

i f he would be taken to a h o s p i t a l i n Jamshedpur (known throughout I n d i a 

f o r i t s e x c e l l e n t h e a l t h c a r e ) and how he would be tended. I r e c e i v e d a 

second l o o k o f s u r p r i s e as he s a i d " t h e s e p e o p l e a r e n o t from t h i s p l a c e — 

h i s p e o p l e w i l l have to ta k e c a r e o f h i m — i t i s not our b u s i n e s s " . I then 

went back to the green room to see i f I c o u l d do a n y t h i n g , and found out 

t h a t the manager had engaged a c a r and was s e n d i n g him, a l o n g w i t h a 

s e r v a n t back to C a l c u t t a to be checked o v e r . As i t tu r n e d o u t , i t was not 

s e r i o u s , and I had l e a r n e d a good l e s s o n about 'not b e i n g from the p l a c e ' . 

There were o t h e r s i m i l a r i n c i d e n t s throughout my t r a v e l s w i t h the p a r t y — 

we r e a l l y were c u r i o u s , dangerous and e x c i t i n g o u t s i d e r s . 
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J a t r a a r t i s t s , who w i t h i n the p a r t y seem to l e a d a p r e t t y 

c o n v e n t i o n a l l i f e , when compared to the B e n g a l i p o p u l a t i o n as a whole I 

l e a d v e r y u n u s u a l l i v e s i n many r e s p e c t s . The f i r s t main d i f f e r e n c e 

f rom 'normal' B e n g a l i l i f e i s t h e i r sense o f r e l a t i v e u n a t t a c h e d n e s s 

(amaya). T h i s u n a t t a c h e d n e s s i s m a n i f e s t e d i n s e v e r a l ways; t h e i r 

g e n e r a l l y nomadic l i f e s t y l e , t h e i r p r i m a r i l y s i n g l e l i f e — r e l a t i v e l y 

f r e e from k i n t i e s , t h e i r p r o p e n s i t y f o r s h o r t - t e r m s e x u a l r e l a t i o n s h i p s 

and a f f a i r s , and t h e i r unconcern f o r most c a s t e r u l e s and r e g u l a t i o n s . 

The p r o p o r t i o n o f unmarried men and women i n the p a r t y i s q u i t e h i g h and 

o f those unmarried most have never been. I f a woman i s m a r r i e d she i s 

most l i k e l y m a r r i e d t o someone w i t h i n the j a t r a j a g a t — i f she m a r r i e s 

o u t s i d e the j a t r a j a g a t she w i l l l i k e l y l e a v e a c t i n g o r d a n c i n g . The 

same does not seem to be t r u e f o r men. Men, whether they marry w i t h i n o r 

o u t s i d e the j a t r a j a g a t , tend to remain w i t h the p a r t y . No p a r t y members 

t r a v e l a s a f a m i l y u n i t — t h e c h i l d r e n i n p a r t i e s a r e n o t a t t a c h e d t o 

s p e c i f i c a c t o r s o r a c t r e s s e s . 

One i m p o r t a n t j a t r a wedding took p l a c e w h i l e I was d o i n g t h i s 

r e s e a r c h . . I t was v e r y i n s t r u c t i v e a t many l e v e l s ; the j a t r a w o r l d i t s e l f , 

a wedding i t s e l f , and an i n t e r c a s t e wedding t h a t demonstrated f a m i l y 

f e e l i n g s and d i s s e n s i o n s . The b r i d e was the then Loka Natya h e r o i n e , 

J o y s h r e e Mukherjee (the f o l l o w i n g season she s i g n e d on w i t h the Satyamber 

Opera), and the groom was Madal B o r a l , the head manager o f the Satyamber 

Opera. She i s Brahmin; he i s lower c a s t e — a g o l d s m i t h c a s t e by t r a d i t i o n . 

N e e d l e s s to say, the m a r r i a g e was not a t r a d i t i o n a l a r r a n g e d m a r r i a g e — 

J o y s h r e e and Madal d e c i d e d t h a t they wished to marry, and then i n f o r m e d 

her f a t h e r o f i t . The wedding was h e l d a t S h o i l e n Mahanto's l a r g e house, 

and g u e s t s were i n v i t e d from among some o f the p e o p l e o f the j a t r a j a g a t . 
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Roy (1975:73-123) and Inden and N i c h o l a s (1977:39-51) p r o v i d e 

good d i s c u s s i o n s o f what u s u a l B e n g a l i m a r r i a g e s s h o u l d be l i k e , and Sen 

Gupta (1970:200-246) d i s c u s s e s v a r i a t i o n s i n m a r r i a g e by b o t h c a s t e and 

c l a s s i n modern Bengal. W h i l e these s o u r c e s a r e u s e f u l i n o u t l i n i n g what 

'ought t o be the cas e ' they p o i n t o u t p l a c e s where t h i s m a r r i a g e was 

c e r t a i n l y u n u s u a l and d i f f e r e n t . W hile J o y s h r e e ' s f a t h e r c o nsented to the 

m a r r i a g e , he had v e r y l i t t l e to do w i t h i t , e x c e p t t o a t t e n d the wedding 

w i t h her two younger b r o t h e r s , and to p r o v i d e some o f the b a s i c 

r e q u i r e m e n t s . J o y s h r e e ' s mother, I l a t e r l e a r n e d when she wrote her 

a u t o b i o g r a p h y f o r me, was i n a s a n i t a r i u m and h e r f a t h e r ' s s i s t e r s and 

b r o t h e r s were not i n f a v o u r of the m a r r i a g e — t h e r e f o r e a l l o f the p r e -

wedding women's r i t u a l s were c a r r i e d o ut by J o y s h r e e and members of 

S h o i l e n ' s f a m i l y ( h i s w i f e , mother-in-law, and f o u r d a u g h t e r s ) . Madal had 

v e r y few f a m i l y t i e s ( I b e l i e v e he o n l y had one b r o t h e r t h a t he kept 

c o n t a c t w i t h ) , and had been r a i s e d by S h o i l e n ' s f a t h e r - i n - l a w , the former 

owner o f the Satyamber Opera. A g a i n , the groom's r i t u a l s were c a r r i e d 

out by S h o i l e n ' s f a m i l y as w e l l . S i n c e the wedding was t a k i n g p l a c e i n 

S h o i l e n ' s house, and Madal and J o y s h r e e had been g i v e n a room i n h i s house 

f o r t h e i r own l i v i n g q u a r t e r s , t h e r e was none o f the n e c e s s a r y t r a v e l l i n g 

back and f o r t h between r e s i d e n c e s t h a t most B e n g a l i weddings r e q u i r e . 

The w i t n e s s e s a t the wedding, w h i l e some o f them were r e l a t e d k i n 

o r assumed f i c t i v e k i n , were p e o p l e from the j a t r a j a g a t , and m y s e l f . 

Most o f the j a t r a owners were i n v i t e d ( e s p e c i a l l y extended i n v i t a t i o n s 

were d e l i v e r e d t o owners and managers o f the o t h e r p a r t i e s J o y s h r e e had 

a c t e d w i t h ) , most managers were i n v i t e d , and j a t r a p e r f o r m e r s who were 

prominent a r t i s t s o f about t h e same rank as J o y s h r e e . Most o f the i n v i t e d 

q u e s t s appeared, those who were i n the C a l c u t t a v i c i n i t y a t the time anyway. 
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24 Wedd i n g Photo: Madal B o r a l 
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25 Wedding Photo : Joyshree Mukherjee 
T r a d i t i o n a l Bengali dress 
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26 Wedding Photo: Joyshree and Madal 
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The f o o d s e r v e d a t the ceremony was p r e p a r e d by t h e cooks o f the 

Satyamber Opera ( s i n c e the p a r t y suspended i t s performances f o r a few 

days i n honour o f the e v e n t ) , under the s u p e r v i s i o n o f S h o i l e n ' s w i f e and 

mother-in-law. I t c o n s i s t e d o f the d i s h e s u s u a l l y s e r v e d a t B e n g a l i 

weddings; r i c e , f i s h and v e g e t a b l e c u r r i e s , sweets and sweetened y o g u r t 

(mishthi dhoi), and was s e r v e d on the t r a d i t i o n a l banana l e a f p l a t e . 

S i n c e the j a t r a season was n o t y e t q u i t e o v e r , the ceremonies were 

condensed from the u s u a l 4 days and 6 s e p a r a t e r i t u a l s , to 2 days o f 

c e l e b r a t i o n and r i t u a l . Otherwise to a l l o u t s i d e appearances t h i n g s 

appeared q u i t e 'normal'. 

J o y s h r e e went back to a c t i n g and Madal to managing u n t i l the 

season ended when they were a b l e to s e t up t h e i r h o u s e h o l d . J o y s h r e e 

c o n f e s s e d t h a t she r e a l l y d i d n ' t know how to cook v e r y w e l l , nor d i d she 

know most o f the o t h e r t h i n g s a B e n g a l i w i f e s h o u l d know, s i n c e she had 

been a c t i n g s i n c e her l a t e teens and had been away from h e r f a t h e r ' s 

h o u s e h o l d . Madal, w h i l e he was employed as any B e n g a l i man s h o u l d be, 

a l s o c o n f e s s e d t h a t he d i d n ' t e x p e c t t h e i r h o u s e h o l d t o r u n as o t h e r 

B e n g a l i h o u s e h o l d s , s i n c e they would o n l y share the house when i t was o f f 

s eason or when J o y s h r e e c o u l d come i n t o C a l c u t t a . 

J o y s h r e e ' s l i f e changed v e r y l i t t l e by b e i n g married.- She 

c o n t i n u e d to send t w o - t h i r d s o f her s a l a r y to h e r f a t h e r , to h e l p w i t h the 

c o s t o f m a i n t a i n i n g her mother i n m e d i c a l c a r e , and the o t h e r o n e - t h i r d 

went to Madal f o r use i n t h e i r f a m i l y a f f a i r s . Her s t a t u s , however, d i d 

c h a n g e — s h e was now a 'married woman' and she had a l l the v i s i b l e outward 

s i g n s o f new s t a t u s ; j e w e l l e r y , the s i n d u r ( r e d powder) i n her h a i r p a r t , 

her s a r i wrapped i n a m a r r i e d woman's s t y l e , e t c . 
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Fo r women i n the j a t r a p a r t y , i f they a r e m a r r i e d , l i f e i s v e r y 

much as J o y s h r e e l i v e s i t . Other women w i l l become a t t a c h e d to males i n 

the p a r t y as ' l o v e r s ' . U s u a l l y an a f f a i r i s c a r r i e d on w i t h a male who 

has s t a t u s w i t h i n the p a r t y , not j u s t any a c t o r — s t a r s and o t h e r 

prominent a c t o r s a r e the most d e s i r a b l e . Not a l l men c o u l d c a r r y on 

a f f a i r s w i t h i n the p a r t y , even i f t h e y wished t o , s i n c e t h e r e a r e more 

males i n the p a r t y than f e m a l e s . There i s some h o m o s e x u a l i t y i n the 

p a r t y , but i t i s f a r l e s s common now than i t used to be. People o u t s i d e 

the j a t r a j a g a t b e l i e v e t h a t the men who p l a y women's r o l e s a r e a l l 

homosexuals. Most of them t h a t I knew were, perhaps, b i s e x u a l , but had 

f a m i l i e s and c a r r i e d on 'normal' j a t r a l i v e s . 

S i n c e the most a c t i v e j a t r a times a r e d u r i n g p u j a c e l e b r a t i o n s , 

the members of a j a t r a p a r t y do n o t take p a r t i n most a s p e c t s of u s u a l 

B e n g a l i r i t u a l l i f e . I n d i v i d u a l party.members may p e r f o r m s m a l l p u j a s on 

t h e i r own, and have t h e i r own p e r s o n a l d i e t i e s (ishtha debatas) i f they 

adhere to r e l i g i o u s c o n c e r n s a t a l l . As a p a r t y , however, the j a t r a 

p e r s o n n e l engage i n one i m p o r t a n t p u j a — t h e p u j a f o r the goddess 

S a r a s w a t i i n mid-January. S a r a s w a t i i s the goddess of l e a r n i n g and the 

a r t s — m a k i n g her the p a t r o n e s s of the j a t r a e n t e r p r i s e . Because 

S a r a s w a t i p u j a f a l l s i n the m i d d l e of the j a t r a season they have to 

c e l e b r a t e i t 'on the r o a d ' . Wherever they a r e c o n t r a c t e d to p e r f o r m a t 

t h a t time becomes the l o c a l e f o r t h e i r p u j a . The l o g i s t i c s manager sees 

t h a t an image-maker i s h i r e d from the l o c a l e o f the performance, t h a t a l l 

the n e c e s s a r y r i t u a l p a r a p h e r n a l i a and o f f e r i n g s a r e p r e s e n t , and t h a t a 

l o c a l p r i e s t has been engaged. The p u j a i s conducted b e f o r e the 

performance and a l l the members of the p a r t y take p a r t and w i t n e s s i t . 

I c e l e b r a t e d S a r a s w a t i p u j a on the r o a d w i t h the Satyamber Opera. 

The owner went out from C a l c u t t a to the performance v i l l a g e , as d i d the 
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manager and m y s e l f , i n o r d e r to be w i t h the p a r t y and take p a r t i n the 

ceremony. He then s t a y e d f o r the performance and we drove back to 

C a l c u t t a i n the m i d d l e o f t h e n i g h t . 

The images are i m p o r t a n t and each p a r t y w i l l choose a s l i g h t l y 

d i f f e r e n t s t y l e . Below i s the image t h a t was used by the Loka Natya j a t r a 

p a r t y . 

27 S a r a s w a t i Image commissioned by t h e 
Loka Natya J a t r a P a r t y 
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Whenever t h e r e i s a l u l l i n the performance I t i n e r a r y p a r t y 

members can take l e a v e t o go to t h e i r f a m i l y home (be i t v i l l a g e o r urban) 

o r to go to C a l c u t t a to r e p l e n i s h t h e i r make-up s u p p l i e s , see a movie, o r 

v i s i t f r i e n d s . J a t r a a r t i s t s l o v e to go to the cinema. Most c o n f e s s e d 

t h a t , i n t h e i r ' h e a r t of h e a r t s ' they would l i k e t o be cinema a r t i s t s , 

and l i v e the glamourous l i f e they b e l i e v e f i l m s t a r s l e a d . When I was i n 

Ben g a l , however, the B e n g a l i f i l m i n d u s t r y was i n f i n a n c i a l t r o u b l e — t h e 

movie s t u d i o s i n T o l l y g u n g e (a s e c t i o n o f South C a l c u t t a ) were i n an a r e a 

t h a t was i n p o l i t i c a l d i s p u t e and f i l m s were not g e t t i n g made. Some of 

the f i l m s t a r s t u r n e d to the j a t r a f o r employment. They were h i r e d 

e a s i l y , s i n c e the p a r t y c o u l d use b i l l i n g such as " s t r a i g h t from the 

cinema" o r " f i l m - s t a r " on t h e i r a d v e r t i s e m e n t s . N o n e t h e l e s s , the cinema 

p r o v i d e s models f o r the j a t r a a r t i s t s to emulate. Many j a t r a a r t i s t s wear 

we s t e r n d r e s s and s u n - g l a s s e s — i t i s the image of a f i l m s t a r . 

W h ile on the road f r i c t i o n d e v e l o p s between members from time to 

time, and o n l y then do the managers t r y to r e g u l a t e p e r s o n n e l b e h a v i o u r . 

I f a d i s p u t e becomes open enough to damage the r u n n i n g of the p a r t y the 

head manager w i l l speak to the p a r t i e s i n v o l v e d — i f i t cannot be r e s o l v e d 

someone c o u l d be ' l e t go'. U s u a l l y a working arrangement can be made, and 

the d i f f e r e n c e s o v e r l o o k e d . For the most p a r t , management and p a r t y 

members m a i n t a i n a laissez-faire a t t i t u d e toward each o t h e r ' s b e h a v i o u r 

i d i o s y n c r a s i e s — w i t h i n t o l e r a b l e b o u n d a r i e s . These a r e the w i d e s t 

b o u n d a r i e s I e x p e r i e n c e d i n B e n g a l i l i f e . 
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Preparing for Performance: Life in the 'Green-Room: 

A f t e r a r r i v i n g and s e t t i n g up i n a performance l o c a l e and b e f o r e 

the performance a c t u a l l y b e g i n s , the t e c h n i c i a n s must s e t up the 

equipment, the m u s i c i a n s must warm up, and the p e r f o r m e r s must d r e s s and 

make-up as t h e i r v a r i o u s c h a r a c t e r s . With the e x c e p t i o n o f the 

t e c h n i c i a n s , who a r e working out on the s t a g e a r e a and the t e c h n i c i a n s 

who a r e s e t t i n g up props o u t s i d e the green room ( t h e d r e s s i n g and w a i t i n g 

a r e a f o r p e r f o r m e r s ) a l l the a c t i v i t y takes' p l a c e i n v a r i o u s s e c t i o n s o f 

the g r e e n room. When the p e r f o r m e r s a r r i v e i n the g r e e n room the s e r v a n t s 

w i l l have a l r e a d y s e t up the gre e n t r u n k s t h a t a r e used to c a r r y 

p a r a p h e r n a l i a i n rows and p l a c e d each a c t o r / a c t r e s s e s p e r s o n a l make-up 

box on one o f the t r u n k s . E x t r a c l o t h s f o r use i n make-up, water, and a 

s u p p l y o f s a f e t y p i n s , e l a s t i c bands and the l i k e a r e a l s o p l a c e d i n 

r e a d i n e s s , s h o u l d they be r e q u i r e d . S e r v a n t s remain on hand to r u n 

e r r a n d s and h e l p p e r f o r m e r s d r e s s , s h o u l d i t be n e c e s s a r y . 

The green room i s u s u a l l y d i v i d e d i n t o a women's make-up d r e s s i n g 

and make-up a r e a and a men's make-up and d r e s s i n g a r e a . The women are 

o f t e n s e p a r a t e d from the men by a temporary c u r t a i n s t r u n g a c r o s s the 

room. As each a r t i s t a r r i v e s , he/she takes her p l a c e on the box w i t h her 

make-up k i t on i t , and b e g i n s the j o b o f t r a n s f o r m i n g her c h a r a c t e r . 

Each a r t i s t ( a c t o r / a c t r e s s , s i n g e r and dancer) i s r e s p o n s i b l e f o r b o t h 

s u p p l y i n g and a p p l y i n g h i s / h e r owhemake-up: a make-up box i n c l u d e s lamp 

b l a c k and e y e l i n e r s f o r a c c e n t u a t i n g eyes, rouge and l i p s t i c k f o r making 

l i p s v i s i b l e f o r l o n g d i s t a n c e s , Max F a c t o r pan-cake f o r g e n e r a l base, 

p e n c i l s used f o r a g i n g l i n e s , z i n c o x i d e f o r l i g h t e n i n g a s k i n tone 

( p a r t i c u l a r l y used i f a c h a r a c t e r i s f o r e i g n ) , wigs, and i f n e c e s s a r y 

s k u l l caps, moustaches, f a l s e noses, eyebrows, t e e t h , and the l i k e . 
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Make-up can take anywhere from % an hour to 1 hour, depending on the amount 

and n a t u r e o f the t r a n s f o r m a t i o n n e c e s s a r y . The r e s t o f the time i s used 

g e t t i n g i n t o c h a r a c t e r , smoking, o r p e r f o r m i n g a group r i t u a l . 

Making-up takes a c e r t a i n amount o f p r a c t i c e and i n s t r u c t i o n from 

o l d e r j a t r a p a r t y members. C h i l d r e n w i l l f r e q u e n t l y be h e l p e d and 

i n s t r u c t e d by t h o s e i n , t h e p a r t y w i t h more e x p e r i e n c e . Most a r t i s t s b e g i n 

w i t h a Pond's C o l d Cream base, so t h a t they can remove the make-up e a s i l y 

w i t h as l i t t l e damage to t h e i r . s k i n as p o s s i b l e . Then they a p p l y the Max 

F a c t o r pan-cake base and b e g i n the t a s k o f becoming a c h a r a c t e r . F o r power 

on the s t a g e , and to ensure s u c c e s s i n t h e i r c h a r a c t e r , many a r t i s t s p l a c e 

a p i c t u r e o f K a l i ( t h e most i m p o r t a n t goddess i n B e n g a l — r e f e r r e d to as 

The Mother, she symbols the essence o f Power) b e f o r e them as they b e g i n to 

make-up, p l a c i n g her next to the e v e r p r e s e n t m i r r o r . 

F o r the d a n c e r s , g e t t i n g i n t o costume can be a l o n g p r o c e s s . I f a 

dancer i s p l a y i n g K r i s h n a o r K a l i , or some o t h e r m y t h o l o g i c a l c h a r a c t e r i t 

takes time to g e t r e a d y — i f a dance i s on a more modern t o p i c i t i s 

r e l a t i v e l y s i m p l e . O c c a s i o n a l l y , i n a p l a y , a c h a r a c t e r p l a y s a god o r 

goddess, demon o r f o r e i g n e r , and r e q u i r e s more time and h e l p g e t t i n g 

d r e s s e d . P l a y s s e t i n a r e a l i s t i c , i m a g i n a r y o r a p o c r y p h a l h i s t o r i c a l 

s e t t i n g a l s o r e q u i r e e l a b o r a t e costuming. Only modern c l a s s s t r u g g l e 

p l a y s , o r modern s o c i a l p l a y s a r e p o r t r a y e d w i t h r e g u l a r everyday B e n g a l i 

d r e s s , such as a s a r i and a d h o t i / p y j a m a o u t f i t . The p a r t y c a r r i e s a l l 

the n e c e s s a r y costumes w i t h them, and they a r e s u p p l i e d by and the 

p r o p e r t y / o f f t h e e p a r t y y , Some o f the photographs t h a t a r e p l a c e d i n the 

s e c t i o n on performances a r e good examples of the v a r i o u s costuming 

s t r a t e g i e s . 

A f t e r make-up i s a p p l i e d , and b e f o r e the l a s t gong announcing the 

b e g i n n i n g o f a p l a y i t i s v e r y common ( l e s s so i n some o f the p o l i t i c a l l y 
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o r i e n t e d p a r t i e s ) to have a group p u j a and s i n g i n g o f H a r e K r i s h n a , Hare 

Rama, to ensure a s u c c e s s f u l performance. When I asked p e o p l e about the 

i n t e g r a t i o n of K a l i and K r i s h n a they r e p l i e d "We take a l l p r e c a u t i o n s " . 

31 S a n t i Gopal: Making up f o r t h e r o l e L e n i n 

S a n t i G o p al, main a c t o r and l e s s e e o f the Tarun Opera J a t r a P a r t y , 

i s c o n s i d e r e d a master make-up a r t i s t . The two seasons I was w i t h the 

j a t r a p a r t i e s he p l a y e d a number o f d i f f i c u l t r o l e s ; he was L e n i n , H i t l e r 

and Napoleon, as w e l l as a r i n g m a s t e r f o r a c i r c u s , Shubash Chandra Bose 

(a B e n g a l i n a t i o n a l i s t h e r o ) , and Raj a Rammohan Roy (a B e n g a l i Brahmo Samaj 

l e a d e r and Hindu s o c i a l r e f o r m e r ) . Making-up f o r L e n i n would take up to 1 

hour, and i n v o l v e a p r o c e s s o f a p p l y i n g many l a y e r s of make-up. The 
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t r a n s f o r m a t i o n was t o t a l ; one d i d a c t u a l l y t h i n k t h a t L e n i n was t h e r e on 

the s t a g e . In o r d e r to p l a y c h a r a c t e r s , a c t o r s l i k e S a n t i G o p a l , do r e a d 

h i s t o r i c a l a c c o u n t s and b i o g r a p h i e s to attempt to g i v e a t r u e p o r t r a y a l . 

Even the people from the R u s s i a n embassy, who came to- C a l c u t t a to watch 

the performance, were impressed w i t h h i s c h a r a c t e r i s a t i o n , even though 

they d i d n ' t u n d e r s t a n d B e n g a l i . 

The Jatra Advertising System: 

its code, forms, and meaning 

In the s e c t i o n on S e c u r i n g Sponsors and A u d i e n c e s , I i n t r o d u c e d 

b r i e f l y the p l a c e and importance o f a d v e r t i s i n g i n the j a t r a b u s i n e s s . 

B e f o r e I c o n s i d e r the j a t r a performance and the j a t r a a u d i e n c e s , I would 

l i k e to r e - p r e s e n t one of the main l i n k s between the p a r t y and the 

a u d i e n c e s , the a d v e r t i s i n g , and do so by c o n s t r u c t i n g a system comprised 

o f the v a r i o u s a d v e r t i s i n g forms. Even though a d v e r t i s i n g i s c a r r i e d o u t 

t h r o u g h a v a r i e t y o f d i f f e r e n t f o r m s — f l y e r s , p o s t e r s , b r o c h u r e s , 

newspaperoadvertisements, photographs and r e v i e w s — a l l forms share b o t h a 

l i n g u i s t i c and i c o n i c code u n d e r s t a n d a b l e and i n t e r p r e t a b l e by B e n g a l i s . 

F o l l o w i n g and o c c a s i o n a l l y a l t e r i n g where n e c e s s a r y , t h e work of 

Roland B a r t h e s (1967) and P a u l B o u i s s a c (1976:176-190) I w i l l p r o v i d e h e r e 

a s e m i o l o g i c a l a n a l y s i s of the j a t r a a d v e r t i s i n g system. B a r t h e s o u t l i n e s 

the aims of s e m i o l o g y as f o l l o w s : 

. . . t o take any system o f s i g n s , whatever t h e i r 
s u b s t a n c e and l i m i t s ; images, g e s t u r e s , m u s i c a l 
sounds, o b j e c t s , and the complex a s s o c i a t i o n s 
of a l l t h e s e , which form the c o n t e n t o f r i t u a l , 
c o n v e n t i o n o r p u b l i c e n t e r t a i n m e n t : these 
c o n s t i t u t e , i f not languages, a t l e a s t systems 
of s i g n i f i c a t i o n . 

( B a r t h e s 1967:9) 
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and goes on to say: 

Where t h e r e i s a v i s u a l s u b s t a n c e , f o r example, 
the meaning i s c o n f i r m e d by b e i n g d u p l i c a t e d i n 
a l i n g u i s t i c message (which happens i n the case 
o,f cinema, a d v e r t i s i n g , comic s t r i p s , p r e s s 
photography, e t c . ) so t h a t a t l e a s t a p a r t o f 
the i c o n i c message i s , i n terms o f s t r u c t u r a l 
r e l a t i o n s h i p , e i t h e r redundant or taken up by 
the l i n g u i s t i c system. 

(B a r t h e s 1967:10) 

The j a t r a a d v e r t i s i n g system i s bounded o n l y by the number o f 

d i r e c t and i n d i r e c t ways t h a t the j a t r a p a r t y and i t s r e p e r t o i r e get 

p u b l i c i t y , and t h e ways t h a t the p u b l i c g e t s i n f o r m a t i o n about the j a t r a 

p l a y s and performance s c h e d u l e . Most p a r t i e s have s i g n boards and p o s t e r s 

p l a c e d o u t s i d e t h e i r o f f i c e s i n C a l c u t t a (see Photographs i n j a t r a p a r a 

s e c t i o n ) , and most p a r t i e s make up a scrapbook f o r the sponsors to pe r u s e . 

The scrapbook i s f i l l e d w i t h the v a r i o u s a d v e r t i s e m e n t s the p a r t y has r u n 

i n newspapers, magazines, and o t h e r p u b l i c a t i o n s ; photographs they have 

commissioned; b r o c h u r e s , p o s t e r s , and f l y e r s they have had p r i n t e d ; 

s t o r i e s they have p l a c e d i n newspapers; i n t e r v i e w s t h a t have been 

p u b l i s h e d ; and r e v i e w s t h a t have been w r i t t e n by v a r i o u s drama c r i t i c s . 

I n a d d i t i o n to showing t h i s scrapbook to p o t e n t i a l sponsors to a i d them i n 

t h e i r d e c i s i o n s , they a l s o keep t h e scrapbook from y e a r to y e a r as a r e c o r d 

of p a r t y a c t i v i t i e s and t h e i r r e p e r t o i r e and i t s r e c e p t i o n i n the B e n g a l i 

media. By examining b o t h t h e l i n k s between and d e c i s i o n s made by p e o p l e 

i n the j a t r a j a g a t about a d v e r t i s i n g , and the v a r i o u s forms o f a d v e r t i s i n g 

i n more o r l e s s d e t a i l , I w i l l e x p l i c a t e how they a r e made m e a n i n g f u l to 

those who r e a d o r see them. 

The f i n a l say i n the a d v e r t i s i n g , o f c o u r s e , r e s t s w i t h the owner 

of the j a t r a p a r t y , however, he w i l l s o l i c i t and f r e q u e n t l y d e l e g a t e t h i s 

t a s k to h i s head manager. What i n f o r m a t i o n s h o u l d be i n c l u d e d i n a form 
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of a d v e r t i s i n g i s a p a r t o f what "everybody knows" and so t h e r e i s l i t t l e 

d i s c u s s i o n about what to i n c l u d e — t h e d e s i g n i s , however, an a r e a of 

c r e a t i v i t y and d i s c u s s i o n . The amount o f time and energy spent on 

a d v e r t i s i n g depends upon the form i n q u e s t i o n : newspapers, magazine and 

o t h e r p u b l i c a t i o n ads take v e r y l i t t l e t i m e — t h e y e i t h e r l i s t the name o f 

the p a r t y , p l a y , a r t i s t s o r t h e s c h e d u l e d i t i n e r a r y ; f l y e r s , p o s t e r s , 

b r o c h u r e s and newspaper s t o r i e s take more time, energy and c o n s u l t a t i o n . 

The p a r t y has l i t t l e c o n t r o l o v e r what a c r i t i c o r r e v i e w e r s a y s , and 

they e a g e r l y a w a i t Thursday's B e n g a l i and E n g l i s h language newspapers to 

see i f t h e i r p a r t y has been re v i e w e d . 

Most o f the photographs a r e p r o f e s s i o n a l l y commissioned by the 

p a r t y and t h e n used i n v a r i o u s forms o f a d v e r t i s i n g . R a b i Das i s one of 

the most p o p u l a r p h o t o g r a p h e r s i n the j a t r a j a g a t ; I a l s o h i r e d him to do 

some photographs f o r me ( t h o s e i n the j a t r a p a r a s e c t i o n , and some from 

p e r f o r m a n c e s ) . J a t r a a r t i s t s must be a v a i l a b l e f o r p u b l i c i t y s h o t s , and 

R a b i must be p r e p a r e d to t r a v e l w i t h the p a r t y from time to time to get 

a c t i o n and performance s h o t s . While the a e s t h e t i c s o f s e t t i n g up a s h o t 

ar e c o n t r o l l e d by the photographer ( w i t h some i n p u t from the p r o d u c t i o n 

manager o r the a r t i s t s themselves) how they are used i n the a d v e r t i s i n g i s 

out o f h i s r e a l m o f c o n t r o l . 

The head manager w i l l engage a p r i n t i n g f i r m , such as t h e one t h a t 

owns the New Prabhash O p e r a — t h e S h i s c o P r i n t e r s — , and d i s c u s s the 

p a r t i c u l a r s of l a y - o u t w i t h one of t h e t e c h n i c i a n s t h e r e . When a mock-up 

i s r e a dy i t w i l l be brought back to the o f f i c e f o r owner and a r t i s t 

p e r u s a l and a p p r o v a l . D i s c u s s i o n s w i t h the p r i n t e r s r e v o l v e around c o s t , 

c o l o u r , type f a c e , c a t c h y p h r a s e s and t h e use o f photographs, w h i l e 

d i s c u s s i o n s w i t h the owners and a r t i s t s r e v o l v e around b i l l i n g , d e s i g n , 



- 149 -

and the i c o n o g r a p h i c elements used. Once t h e r e i s agreement the manager 

g i v e s the p r i n t e r s the 'go-ahead' to p r i n t a s p e c i f i e d number o f the 

v a r i o u s forms. When p l a c i n g a d v e r t i s e m e n t s i n newspapers t h e t m a i n a i n 

d i s c u s s i o n s r e v o l v e around c o s t and r e p r o d u c i b i l i t y of m a t e r i a l s . A j a t r a 

a d v e r t i s i n g budget c o u l d be as h i g h as Rs.50,000 (about $7,000 ) depending 

on the c o s t per i n c h i n newspapers, the c o s t o f paper and c o l o u r p r i n t i n g , 

e t c . A t the time I was c o n d u c t i n g t h i s r e s e a r c h the a d v e r t i s i n g budgets 

were v e r y h i g h , s i n c e n e w s p r i n t was i n s h o r t s u p p l y and t h e r e f o r e c o s t l y . 

Not o n l y i s the a d v e r t i s i n g a s u b j e c t t h a t l i n k s v a r i o u s p e o p l e 

w i t h i n the j a t r a j a g a t , i t a l s o i s a medium through which t h e r e i s a 

r e l a t i o n s h i p between the p a r t y and anyone who r e a d s o r sees the 

a d v e r t i s e m e n t . C o n sequently the j a t r a p e ople have to d e c i d e where to p l a c e 

t h e a d v e r t i s e m e n t s , what i n f o r m a t i o n i s e s s e n t i a l to be p l a c e d on them and 

who the a u d i e n c e they a r e t r y i n g to r e a c h i s ; the r e a d e r s s i m p l y have to 

d e c i d e whether to a t t e n d to i t o r n o t . I f i t i s r e a d , then u s u a l l y t h e r e 

i s some feedback from the r e a d e r s — e i t h e r by i n c r e a s e d a u d i e n c e s i z e or 

i n c r e a s e d number o f c o n t r a c t s . O c c a s i o n a l l y the feedback i s even more 

d i r e c t — " I l i k e d your ad, o r I d i d n ' t l i k e your ad". 

Once t h e r e a r e c o n t r a c t s , and the p a r t y ' s a d v e r t i s i n g m a t e r i a l s 

have been g i v e n to the s p o n s o r s , they a r e r e s p o n s i b l e f o r l o c a l 

a d v e r t i s i n g . T h i s means t h a t sponsors a l s o have to make d e c i s i o n s about 

where to p l a c e the p o s t e r s they have been g i v e n , what a d d i t i o n a l m a t e r i a l 

to have p r i n t e d as p u b l i c i t y f o r t h e i r performance, and how b e s t to r e a c h 

t h e i r a u d i e n c e . V i s u a l images a r e used a g r e a t d e a l , p a r t i a l l y f o r t h e i r 

redundant c h a r a c t e r f o r l i t e r a t e v i e w e r s , and a l s o f o r t h e i r message 

c o n t e n t f o r i l l i t e r a t e o r not f u n c t i o n a l l y l i t e r a t e v i e w e r s . 
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P r e c e d i n g i s a f l o w c h a r t t h a t shows the l i n k s , d e c i s i o n a l and 

i n f o r m a t i o n a l , n e c e s s a r y f o r the j a t r a a d v e r t i s i n g system. Money f l o w s 

down the a d v e r t i s e m e n t c h a r t (and h o p e f u l l y f i n d s i t s way back to the 

owner i n the form o f p r o f i t s ) and p o p u l a r i t y and r e p u t a t i o n f l o w back up 

the c h a r t . T h i s , o f c o u r s e , i s o n l y one subsystem i n the j a t r a b u s i n e s s — 

t h e r e a r e o t h e r s t h a t a r e as complex as t h i s t h a t I have t r e a t e d i n l e s s 

d e t a i l . 

A l t h o u g h , and a l s o because, a l l t h e v a r i o u s forms of j a t r a 

a d v e r t i s i n g use many o f the same s y n t a c t i c f e a t u r e s i n c o n s t r u c t i n g t h e i r 

messages, I w i l l f o c u s my a n a l y s i s o f the elements i n the message o f a 

s p e c i f i c form o f j a t r a a d v e r t i s i n g ; the j a t r a p o s t e r . In a d d i t i o n , I w i l l 

g i v e b r i e f examples o f the v a r i o u s o t h e r forms o f j a t r a a d v e r t i s i n g ; the 

f l y e r , the b r o c h u r e , and the newspaper a d v e r t i s e m e n t . The i n t e n t i o n here 

i s t o e x p l i c a t e t h e ways i n w h i c h meaning i s s t r u c t u r e d and how meaning 

can be decoded and reassembled w i t h i t s c u l t u r a l l y s i g n i f i c a n t c o n t e n t ; 

one can l e a r n to 'read' a j a t r a p o s t e r as a 'sentence' or a 'whole 

para g r a p h ' w i t h s u b j e c t s , p r e d i c a t e s , and the a c t i o n s t h a t l i n k them to 

c i r c u m s t a n c e s . But s i n c e B e n g a l i s i g n s and meanings are not o u r s , I w i l l 

u n d i s c o v e r t h e i r r i d d l e s and h o p e f u l l y make the j a t r a p o s t e r more 

i n t e l l i g i b l e . S i n c e i t was easy to adapt the a n a l y s i s from the one 3 

B o u i s s a c d i d of c i r c u s p o s t e r s , i t may be p o s s i b l e to use t h i s type of 

a n a l y s i s on p o s t e r s i n g e n e r a l — f r o m t r a v e l p o s t e r s to g a l l e r y opening 

p o s t e r s . 

W h i l e t h e r e i s v a r i a t i o n i n j a t r a p o s t e r s — s o m e are more ' v i v i d ' 

and 'modern' than o t h e r s — , the way i n which the l i n g u i s t i c and non-

l i n g u i s t i c f e a t u r e s o p e r a t e i s s i m i l a r . The 'form' of the message of the 

p o s t e r can be f i l l e d w i t h v a r i o u s c o n t e n t s — b u t i t does so i n p r e d i c t a b l e 

ways. The f o r m a l message i s c a r r i e d through the use and placement o f 
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v a r i o u s type s i z e s and s t y l e s , c o l o u r and h i g h l i g h t i n g , e x a g g e r a t e d and 

d e c o r a t i v e a p p l i c a t i o n s , and t h e i r v a r i o u s j u x t a p o s i t i o n s . J a t r a p o s t e r s 

a r e h i g h l y redundant, but from t h i s f o r m a l message i t i s p o s s i b l e to 

e x t r a c t a k i n d o f m e a n i n g — t h e meaning o f the r e l a t i o n s h i p s w i t h i n and 

between s i g n s . 

I f I take a j a t r a p o s t e r (such as the one f o r the New Prabhash 

Opera's p r o d u c t i o n of Biptopi Vietnam (the r e v o l u t i o n i n South Vietnam) 

which f o l l o w s ) and l o o k c a r e f u l l y a t b o t h i t s l i n g u i s t i c and non-

l i n g u i s t i c message i t i s p o s s i b l e to see how i t s meaning b e g i n s to take 

shape. F i r s t , take the l i n g u i s t i c message: L i k e a l l i j a t r a p o s t e r s t h i s 

one i n c l u d e s the name o f the p l a y , the name o f t h e p e r f o r m i n g p a r t y , the 

names and f u n c t i o n s of a few p e o p l e connected w i t h the p l a y . There a r e 

no pauses i n d i c a t e d , no p u n c t u a t i o n marks, the message h i t s one a l l a t 

once. A l l the v e r b a l i n f o r m a t i o n g i v e n i s n e c e s s a r y i n f o r m a t i o n — t h e r e 

i s no redundancy w i t h i n t h i s p a r t of the message. In t h i s case we l e a r n 

t h a t the p l a y a d v e r t i s e d i s Biplopi Vietnam; i t i s performed by the New 

Prabhash Opera; t h a t i t was w r i t t e n by Debenra Nath, l i g h t i n g i s by A j i t 

Shukra, d i r e c t e d by Romen L a h i r i , and p r o d u c t i o n managed by Purnendo 

Shekar Bandopadhyaya; i t has music by A j i t Basu, and the manager i s K a j i 

S h a b y s h a c h i . I n a d d i t i o n we l e a r n t h a t t h e p o s t e r was d e s i g n e d by Aruna 

and p r i n t e d i n Madras ( t h i s i s i n d e e d an u n u s u a l p i e c e of i n f o r m a t i o n 

s i n c e , t h i s p a r t y i s owned by a p r i n t i n g f i r m — w h e n I asked about i t they 

s a i d t h a t they wanted i t to be even b e t t e r than they c o u l d produce 

t h e m s e l v e s ) . The t r a n s l a t e d copy f o l l o w s the c o l o u r e d B e n g a l i p o s t e r . 

Through the v a r i a t i o n o f type s i z e s and s t y l e s , however, we l e a r n 

a g r e a t d e a l more about the l i n g u i s t i c message t h a t i s b e i n g g i v e n h e r e . 

There a r e f i v e d i f f e r e n t s i z e s of type used, and two d i f f e r e n t s t y l e s o f 
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type. The s i z e o f type and i n f o r m a t i o n conveyed i s as f o l l o w s : 

a) 1/8" t y p e — f u n c t i o n s of the p e o p l e names 

b) 1/4" t y p e — p e o p l e names 
New o f the o p e r a name 

c) 1/2" t y p e — B v p l o y i R e v o l u t i o n — p a r t of 
p l a y t i t l e 

d) 1 I I type—Name o f the p a r t y - r - P r a b h a s h Opera 

e) l l / 2 " t y p e — V i e t n a m — p a r t of the p l a y t i t l e . 

T h i s r e p r e s e n t a a h i e r a r c h y o f i n f o r m a t i o n ; on a j a t r a p o s t e r the name o f 

the p l a y i s the most i m p o r t a n t p i e c e o f i n f o r m a t i o n , f o l l o w e d by the p a r t y 

who performs i t , and down a t the bottom the f u n c t i o n s p e o p l e have. 

I f I d i v i d e the i n f o r m a t i o n i n t o s u b j e c t s and p r e d i c a t e s we l e a r n 

even more about the l i n g u i s t i c message and i t s p o r t r a y a l i n v a r i o u s , s i z e s 

and t y p e s . The s u b j e c t s a r e g i v e n i n d ^ b ( a ) , and the p r e d i c a t e i s g i v e n 

i n e ( c. Even though t h e s i z e o f type v a r i e s i n t h e s u b j e c t , a a r i d t h e r e 

a r e two s t y l e s o f type used the message i s s t r a i g h t f o r w a r d . The two s t y l e s 

o f type used i n the s u b j e c t a r e b o t h s t a n d a r d v a r i e t i e s . In the p r e d i c a t e , 

however, t h e r e a r e two s i z e s o f type and two d i f f e r e n t i m a g i n a t i v e o r 

w h i m s i c a l s t y l e s o f type. A g a i n t h i s i n d i c a t e s through the s t y l e s o f type 

t h a t the name of the p l a y to be performed, which i s the r e l a t i o n s h i p 

between the s u b j e c t s and the p r e d i c a t e s , i s to be i mmediately n o t i c e d . 

l e a r n e d . The p o s t e r i s done on a f i e l d o f w h i t e , the name o f the p l a y i s 

done i n r e d and b l u e w i t h r e d a c c e n t s , the name o f the p a r t y i s done i n 

y e l l o w , and the p e r s o n n e l and f u n c t i o n s a r e done i n b l a c k . These c o l o u r s 

(Varna) w h i l e they a r e easy to p r i n t , i n the Hindu c o n t e x t c a r r y a more 

i m p o r t a n t and deeper meaning. White, the c o l o u r o f Brahmins i s a l s o 

a s s o c i a t e d w i t h t r u t h ; Red, the c o l o u r o f K s h a t r i y a s i s a l s o a s s o c i a t e d 

When the c o l o u r i s added to the l i n g u i s t i c message even more i s 
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w i t h t r u t h ; Red, t h e c o l o u r o f K s h a t r i y a s i s a l s o a s s o c i a t e d w i t h b l o o d , 

v i g o u r , and s t r e n g t h ; Y e l l o w , the c o l o u r o f V a i s y a ' s i s a l s o a s s o c i a t e d 

w i t h the v i s c e r a and the s o i l , and B l a c k , the c o l o u r o f Sudras i s a l s o 

a s s o c i a t e d w i t h K a l i and K r i s h n a . In a d d i t i o n t h e r e i s some green, the 

whole spectrum o f r e d d i s h c o l o u r s and a b i t of l i g h t b l u e , used as 

a c c e n t s . These f o u r main c o l o u r s form a k i n d of Hindu u n i t y of the s o c i a l 

o r d e r . The c o l o u r s seem to u n i t e the l i n g u i s t i c and the f i g u r a t i v e 

messages i n the p o s t e r . 

The f i g u r a t i v e message i s a c h i e v e d by combining humans and r i c e . 

I n B e ngal t h a t i s a l s o a u n i t y . R i c e (bhat or anna, most commonly) i s 

b o t h a s i g n and a symbol o f b e i n g a h e a l t h y and t r u e B e n g a l i . A b l e m i s h -

f r e e f a c e , p r e f e r a b l y moon-shaped and framed w i t h wavy b l a c k s h i n y h a i r 

and a y o u t h f u l appearance i s the i d e a l B e n g a l i p o r t r a i t . In t h i s p o s t e r 

the r i c e s t o c k i s f l a m i n g — i t has t u r n e d i n t o a k i n d of t o r c h ; a p e a s a n t ' s 

l i f e i s 'going up i n smoke', fo o d and o t h e r a s p e c t s o f l i v e l i h o o d a r e 

b e i n g d i s t u r b e d . The young boy's f a c e has a tormented e x p r e s s i o n , and has 

been marred and maimed to the p o i n t of d r i p p i n g gashes. Everywhere t h e r e 

i s b l o o d and d e s t r u c t i o n . The newspaper photos t h a t a r e r e p r o d u c e d on the 

s i d e s o f the p o s t e r (which do not show up on t h i s touched-up v e r s i o n ) a r e 

a c c e n t e d . w i t h b l o o d as p e a s a n t s ' guts are b e i n g t o r n o u t . The message 

i n d i c a t e s t h a t r i c e and p e o p l e a r e b e i n g d i s t u r b e d and tormented. The r e d 

o f b l o o d and t h e r e d of Vietnam l i n k the message t o g e t h e r and p r e s e n t a 

p i c t u r e o f u n r e s o l v e d r e v o l u t i o n . 

T h i s j a t r a p o s t e r i s a k i n d of key to the p l a y , Biplopi Vietnam, 

but i t i s more than t h a t . I t i s a l s o a key to the o r g a n i s a t i o n and 

h i e r a r c h y w i t h i n the j a t r a p a r t y ; the p a r t y g i v e s i n f o r m a t i o n about the 

p l a y and the importance of the p e o p l e and t h e i r f u n c t i o n s to the r e a d e r s 

or s e e r s o f the p o s t e r — t h i s i s a r e l a t i o n s h i p t h a t i s made more complete 
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and n e a r l y f a c e to f a c e when the p a r t y and the watchers a r e l i n k e d through 

the j a t r a performance. 

T h i s a n a l y s i s not o n l y works f o r o t h e r j a t r a p o s t e r s , but f o r 

j a t r a b r o c h u r e s as w e l l . Whenever v i s u a l and v e r b a l messages are combined 

i n a d v e r t i s e m e n t s , i t i s i n ways t h a t can be decoded i n a s i m i l a r f a s h i o n . 

The b r o c h u r e f o r the New Prabhash Opera p r o d u c t i o n of Rahu Mukta Russia i s 

s i m i l a r . What a b r o c h u r e changes i s the importance o f a l l the p e r s o n n e l . 

The i n s i d e o f the b r o c h u r e u s u a l l y r a n k s the names o f a l l the a r t i s t s , 

u s i n g b o l d e r and l a r g e r type f o r the main a c t o r s , s t a r s and boxes s u r r o u n d 

the ' s t a r s ' , and u s i n g s m a l l e r f i n e r type f o r the l e s s i m p o r t a n t . The 

p i c t o r i a l o r f i g u r a t i v e message i s c o n s t r u c t e d i n the same way as the j a t r a 

p o s t e r . In a d d i t i o n t h e r e w i l l be a s h o r t summary of each o f the p l a y s i n 

t h e i r r e p e r t o i r e , even though one p l a y i s emphasised. 

F l y e r s have p r i m a r i l y a l i n g u i s t i c message, enhanced by type s i z e s 

and s t y l e s and c o l o u r v a r i a t i o n o n l y . The message of a f l y e r i s however, 

more complex than the p o s t e r . A b r i e f a n a l y s i s of the f l y e r f o r the Loka 

Natya w i l l be a good example. F i r s t t h e s i z e o f type and the h i e r a r c h y of 

l i n g u i s t i c i n f o r m a t i o n (the sample f o l l o w i n g i s r e d u c e d 35%): 

a) 1/8" t y p e — p h o n e no., f u n c t i o n s of the p e r s o n n e l , 
l i s t s of l e s s e r m u s i c i a n s and s t a f f 

b) 3/16",type—names o f p l a y w r i g h t s and d i r e c t o r s , 
music d i r e c t o r s . 

c) 1/4" t y p e — n a m e of U t p a l D u t t a , many a r t i s t s , 
some a d d i t i o n a l f u n c t i o n a r i e s 

d) 3/8" t y p e — O w n e r o f the P a r t y and b a cker o f 
the p a r t y , female a r t i s t s ' names 

e) 1/2" type—Names o f some " s t a r s ' and o l d e r 
p l a y s 

f ) 3/4" type—Names of the v a r i o u s p l a y s , Name o f 
the p a r t y , Names o f box a r t i s t s 

The p l a y s a r e d e f i n i t e l y s t i l l more i m p o r t a n t i n f o r m a t i o n than.the s t a r s ' 
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names, but the s t a r s a r e c l e a r l y an i m p o r t a n t p i e c e of i n f o r m a t i o n here 

on the f l y e r as enti c e m e n t f o r the p o t e n t i a l j a t r a goer. Added to the 

rank by s i z e o f type on t h i s f l y e r t h e r e a r e t h r e e s t y l e s of type used; 

s t r a i g h t f o r w a r d t y p e , i t a l i c s , and i m a g i n a t i v e o r f a n c i f u l type and t h e s e 

a r e used i n v a r i o u s s i z e s . P l a y names a r e i n the most f a n c i f u l type and 

the p a r t y name i s a s t y l i s e d s t r a i g h t type t h a t they use f o r a l l 

a d v e r t i s e m e n t s by name. C o l o u r v a r i a t i o n adds a g a i n to the h i e r a r c h y and 

t h e a e s t h e t i c s o f t h e l i n f o r m a t i o n . Two c o l o u r s a r e used r e d and b l u e , and 

the f l y e r i s p r i n t e d on a b u f f c o l o u r e d paper ( t h i s c o u l d v a r y s i n c e they 

do p r i n t them on d i f f e r e n t c o l o u r s ) . Red and l a r g e type c a r r i e s the most 

i m p o r t a n t i n f o r m a t i o n — t h e p l a y names; B l u e and l a r g e c a r r i e s the next 

most im p o r t a n t i n f o r m a t i o n — P a r t y name, main s t a r s ' names, f u n c t i o n terms; 

Red and s l i g h t l y s m a l l e r i s the main female a r t i s t s ' names; and the box 

s t a r i s w h i t e w i t h b l u e o u t l i n i n g . 

On t h i s f l y e r , and on some of the o t h e r f l y e r s t h a t I have 

c o l l e c t e d , t h e r e i s a n o n - l i n g u i s t i c message as w e l l ; here i t i s a message 

t h a t I f i n d q u i t e p u z z l i n g . The Loka Natya, as a p a r t y , has a s i g n t h a t 

p r e c e d e s t h e i r name on a l l a d v e r t i s i n g o f a f l y e r , b r o c h u r e o r p o s t e r 

f o r m — a woman w i t h two masks. I t i s conundrum s i n c e the j a t r a i s so 

emphatic i n i t s non-use of masks. Two c o l o u r s a r e used on t h i s ' l o g o ' ; 

the f a c e w i t h eyes c l o s e d i s r e d , the f a c e w i t h eyes open i s b l u e . A f t e r 

a g r e a t d e a l o f p o n d e r i n g I d e c i d e d , s i n c e i t f i t s w i t h so many o t h e r 

i n t e n d e d messages i n the j a t r a j a g a t as a whole, t h a t the p a r t y was 

showing the l i f t i n g of the v e i l o f maya t h a t i s im p o r t a n t to j a t r a o r 

' d e m y s t i f y i n g ' the a u d i e n c e as the j a t r a i s supposed to do. I f you watch 

the p l a y s o f t h i s p a r t y you w i l l have the s c a l e s removed from your eyes. 

A f l y e r s h o u l d g i v e i n f o r m a t i o n about the p a r t y , the p e r s o n n e l i n 

a p a r t y , the p l a y s b e i n g performed and the v a r i o u s d i r e c t i n g p e r s o n n e l — 
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Without a t t e n t i o n to the s i z e and s t y l e o r c o l o u r v a r i a t i o n s 
f o l l o w i n g i s a t r a n s l a t i o n o f the Loka Natya f l y e r . a n a l y s e d b e f o r e . 

Phone no. Reg. No. LOKA NATYA 

Address of P a r t y 

Owner P a t r o n 

The coming season p r o u d l y p r e s e n t s 

DEHLI CHOLO 

w r i t t e n and d i r e c t e d by U t p a l D u t t a Music - P r o s a n t o B h a t t a c h a r j i 

S i b d a s Mukherjee 
P r o t i s h Roy 
Babul B h a t t a c h a r y a 
Sudharangstho B a r i k 
B a r i s h S a r k a r 
S u n i l Shamaddhar 
B o i j u n a t h 

Nimata C h a k r o b o r t y 

U t p a l D u t t a ' s f i r s t h i s t o r i c a l p l a y 

SHAMUDRA SHASHAN 
w r i t t e n and d i r e c t e d by U t p a l D u t t a 

ACCURSED '76 ( B e n g a l i famine o f 1769) 
w r i t t e n by S a t y a p r a k a s h D u t t a 
d i r e c t e d by Panchu Sen 

Bh a i r o b Ganguly's 
PANCH PAISER PRITHIBI 

S H E K A R G A N G U L Y 

F i r o j a .Bela 
B 
I 
J 
0 
N 
M 

P h o n i Ganguly 
Pronesh Chaudhuri 
D i l i p Mukherjee 
In d r a L a h i r i 
Debkumar B a n e r j i 
N i r a n j a n Ghosh 
Gokul Debnath 
B a n i DasGuptaa 
Rup Kumari 
K a j a l Kumari 

J o y s h r e e Mukherjee 

M O N A R A N J A N C H A K R A B O R T Y 

L i s t of M u s i c i a n s and l i s t s o f Branch O f f i c e 

Manager P r o d u c t i o n Manager Under Managers L o g i s t i c s 

A l l the i n f o r m a t i o n about the p a r t y t h a t s h o u l d be made p u b l i c i s c l e v e r l y 

p l a c e d on a f l y e r . 
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a l l o f t hese p i e c e s of i n f o r m a t i o n c o u l d p o t e n t i a l l y i n f l u e n c e whether o r 

not a p e r s o n would choose to go to t h i s j a t r a p a r t y ' s performances, o r 

whether to go to those o f a n o t h e r p a r t y ( d u r i n g the h e i g h t of a j a t r a 

season i n one o f the a r e a s o f B e n g a l , i t would be p o s s i b l e to go 10 

k i l o m e t e r s away and f i n d a d i f f e r e n t j a t r a b e i n g p e r f o r m e d ) . Given the 

p r i m a r i l y l i n g u i s t i c message of the f l y e r as an a d v e r t i s i n g form, t h e i r 

a u d i e n c e i s g o i n g to be a l i t e r a t e B e n g a l i . I have watched l i t e r a t e 

B e n g a l i s r e a d i n g the f l y e r s p o s t e d to people who c o u l d not r e a d them, but 

t h a t cannot be a j a t r a p a r t y ' s p r i m a r y aim. What p a r t y o f f i c i a l s t o l d me 

i s t h a t l i t e r a t e B e n g a l i s have more p r e s t i g e and i f they s p r e a d the word, 

by mouth, i t may r e a c h more p e o p l e . 

A n o t h e r i m p o r t a n t form of a d v e r t i s i n g i s a l s o aimed p r i m a r i l y a t 

a l i t e r a t e p u b l i c ; the newspaper, magazine and o t h e r p u b l i c a t i o n 

a d v e r t i s e m e n t s . These ads w i l l v a r y depending on when i n the season they 

a r e p l a c e d , and whether they a r e i n t e n d e d to announce p l a y s and p e r s o n n e l 

o r whether they a r e i n t e n d e d to announce an i t i n e r a r y o r p l a c e s of 

s c h e d u l e d p e r f o r m a n c e s . The newspapers a l s o c a r r y s t o r i e s w r i t t e n by the 

p a r t y t h a t c o n t a i n e s s e n t i a l l y the p l o t and the p e r f o r m e r s ' names, and they 

c a r r y r e v i e w s w r i t t e n by newspaper drama c r i t i c s : b o t h k i n d s o f 

i n f o r m a t i o n a r e i n t e r e s t i n g arid i m p o r t a n t to p o t e n t i a l j a t r a g o e r s . 

Ads p l a c e d a t t h e b e g i n n i n g o f the j a t r a season tend to be ones 

t h a t emphasise the p a r t y , s t a r s , and new p l a y s f o r the season, whereas ads 

p l a c e d l a t e r i n t h e season may i n d i c a t e p l a y s f o r the coming season and 

a l s o use photographs of scenes from t h e v a r i o u s p l a y s . The ads t h a t 

announce p l a y s and p e r s o n n e l a r e l a r g e r and more c o s t l y than the ads 

announcing i t i n e r a r y . 

The Tarun Opera used the newspaper ads to announce t h e i r w i n n i n g 

o f the S o v i e t Desh Award f o r e n t e r t a i n m e n t f u r t h e r i n g the s o c i a l r e l a t i o n s 
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between I n d i a and the S o v i e t Union, and to p i c t u r e S a n t i Gopal, the 

p a r t y ' s l e s s e e and main a c t o r h o l d i n g the award and announcing h i s t r i p 

to R u s s i a . These a d v e r t i s e m e n t s c e r t a i n l y h e l p e d to i n c r e a s e the p a r t y ' s 

p o p u l a r a p p e a l and r e c o g n i t i o n . 

The j a t r a a d v e r t i s i n g system, l i n k i n g the p a r t i e s and the 

a u d i e n c e s , i s p r o v e n e f f e c t i v e o r n o t when the a u d i e n c e g a t h e r s . The 

n o n - l i t e r a t e B e n g a l i p u b l i c r e l i e s on word-of-mouth a d v e r t i s i n g , but 

the i n f o r m a t i o n has to g e t i n t o t h e system somewhere. I f the a u d i e n c e s 

f l o o d the a s a r a i t i s s u c c e s s f u l , i f n o t — i t i s back to the drawing 

board and t h e d e c i s i o n s a r e d i s c u s s e d a g a i n and new t a c t i c s and s t r a t 

e g i e s may be d e v i s e d and t r i e d . 
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PART THREE: 

THE JATRA GOERS 
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The JATRA GOERS: 
The S p e c t a t o r s and the Audience 

B e f o r e a j a t r a performance can a c t u a l l y take p l a c e , and b e f o r e 

t h e j a t r a performance system can be f u l l y p r e s e n t e d h e r e , t h e r e have to 

be some p e o p l e who r e c e i v e t h e j a t r a p e r f o r m e r s ' message; t h e r e must be 

a c o n s i d e r a t i o n of the p e o p l e who comprise the j a t r a a u d i e n c e and s p e c t a t o r s . 

G a i n i n g i n f o r m a t i o n on a u d i e n c e s was the most d i f f i c u l t p a r t o f my r e s e a r c h , 

s i n c e b y a f e r a v e l l i n g t w i t h j a t r a p a r t i e s I was r a r e l y i n a v i l l a g e a r e a o r 

urban neighbourhood l o n g enough to get to know i t o r the p e o p l e t h e r e 

v e r y w e l l . I n a d d i t i o n to t h e problems c r e a t e d by t r a v e l l i n g , t h e r e was 

a l s o a problem o f j a t r a a u d i e n c e s i z e — t h e y v a r y from about 500 p e o p l e 

to one as l a r g e as the o n e o l w i t n e s s e d f o r the p l a y Biblopi Vietnam which 

was o v e r 14,000 p e o p l e . A performance a u d i e n c e t h i s l a r g e makes c o n t a c t 

w i t h v e r y many p e o p l e on any more than a c a s u a l b a s i s n e a r l y i m p o s s i b l e . 

Even the group i n t e r v i e w s t h a t I h e l d w i t h a u d i e n c e members a f t e r a p e r 

formance were u n s a t i s f a c t o r y i n g e t t i n g i n f o r m a t i o n about who the au d i e n c e 

members were, s i n c e t h o s e p a r t i c i p a t i n g i n t h e group i n t e r v i e w s were s e l f -

s e l e c t e d ; they were never a ' c r o s s - s e c t i o n ' o f au d i e n c e members and I never 

had any c o n t r o l o v e r who might a c t u a l l y appear and take p a r t i n the p o s t -

performance d i s c u s s i o n s . My d i s c u s s i o n o f a u d i e n c e s , c o n s e q u e n t l y , w i l l 

be c o n f i n e d , f o r the most p a r t , to a c o n s i d e r a t i o n o f the a u d i e n c e d u r i n g 

a j a t r a performance; how they r e l a t e to t h e performance, how they behave 

d u r i n g a performance, hhowow they show p l e a s u r e o r d i s p l e a s u r e w i t h the 

performance, and how they r e c e i v e and i n t e r p r e t t h e i n f o r m a t i o n p r e s e n t e d 

i n t h e performances they w i t n e s s . 

J a t r a a u d i e n c e s a r e , u s u a l l y , B e n g a l i - s p e a k i n g , s i n c e the p l a y s 

a r e performed i n t h e B e n g a l i language; when they t r a v e l to p e r f o r m f o r 

B e n g a l i s l i v i n g i n O r i s s a o r Assam, however, t h e a u d i e n c e s a r e u s u a l l y 
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expanded to i n c l u d e p e o p l e whose mother-tongue i s not B e n g a l i . P a r t 

i a l l y because anyone can get p l e a s u r e and e n t e r t a i n m e n t from w a t c h i n g a 

j a t r a performance whether o r not they u n d e r s t a n d the language ( as I can 

p e r s o n a l l y a t t e s t from the b e g i n n i n g o f my r e s e a r c h when my B e n g a l i was 

aby s m a l ) , but p r i m a r i l y because O r i y a and Assamese a r e c l o s e l y r e l a t e d 

l a n g u ages, anyone who i s w i t h i n t r a v e l l i n g d i s t a n c e o f the performance 

a r e a w i l l come to a t t e n d the s p e c t a c l e . A udiences a r e a m i x t u r e o f c a s t e s , 

ages, sexes, as w e l l as a m i x t u r e of s o c i a l and economic c l a s s e s . 

Remembering what I s a i d e a r l i e r i n the s e c t i o n on the t r a v e l l i n g 

t h e a t r e , j a t r a a r t i s t s and p e r s o n n e l a r e ' o u t s i d e r s ' to the a r e a s where 

they p e r f o r m , and t h e n a t u r e o f t h e i r i n t e r a c t i o n w i t h a u d i e n c e s o u t s i d e 

the c o n t e x t o f the performance i s l i m i t e d and d i s t a n t . Except f o r i n f o r m 

a t i o n on what i s g o i n g on i n C a l c u t t a . a n d what a r e t h e newest and most 

p o p u l a r cinemas, e t c . , l i t t l e p a s s e s between them. Some o f th e more p r o 

minent l o c a l p e o p l e , l i k e r a j a s , p o l i t i c a l l e a d e r s o r the pe o p l e o f the 

j a t r a s p o n s o r i n g group, may come and g i v e a g i f t to one o f the a r t i s t s , but 

even then the c o n v e r s a t i o n i s m i n i m a l . Once when we were i n Jamshedpur, 

the R a j a o f Mayurbanj ( an a r e a b o r d e r i n g the d i s t r i c t s of B i h a r and 

Bengal) came to the gree n room and p r e s e n t e d J y o t s n a D u t t a ( the l e a d i n g 

female a r t i s t ) w i t h a s p o t t e d fawn s k i n because he l i k e d h e r a c t i n g and 

always came to see her when she was i n the a r e a — b u t he d i d n ' t s t a y f o r 

the performance s i n c e he was s p o n s o r i n g another one i n h i s own immediate 

l o c a l e . 

One t h i n g t h a t the a r t i s t s keep i n mind when th e y are c o n f r o n t i n g 

a new audience i s t h a t i t i s a 'new' a u d i e n c e — they r a r e l y p l a y to ex

a c t l y t h e same aud i e n c e more than once. Even when they p e r f o r m i n the 

same a r e a s e v e r a l times a season they know t h a t the aud i e n c e w i l l be 

d i f f e r e n t ; t h e y expect d i f f e r e n t r e a c t i o n s and r e s p o n s e s . Each performance 
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has i t s own r a p p o r t and c h a r a c t e r ; t h i s i s f e l t and commented upon by 

the j a t r a a r t i s t s . Each time they p r e s e n t a p l a y , even i f i t i s the 20th 

performance of t h a t p l a y t h a t season, they t h i n k o f i t as a new p r e s e n t 

a t i o n . 

The Seating: 
its physical lay-out and social characteristics 

Modern j a t r a performances a r e what i s known as ' t i c k e t s a l e j a t r a s ' ; 

j a t r a s p e c t a t o r s purchase t i c k e t s f o r admittance to a performance a r e a o r 

asara. The s e a t i n g o f t h e a u d i e n c e i s a c c o r d i n g to ' c l a s s e s ' . Most p e r -

formances have ' c l a s s e s ' o f s e a t s v a r y i n g from the p a t r o n and donor c l a s s 

( s p e c t a t o r s who spend ffomsrupees 100 (about $14) to rupees 25 (about $4)) 

through f i r s t c l a s s , second c l a s s and t h i r d c l a s s (rupees 5,3,2 o r 1) to 

g r o u n d - s i t t i n g o r s t a n d i n g c l a s s (50 p a i s a o r about 6<0 . People who buy 

t i c k e t s a t t h e l o w e s t end o f t h e s c a l e r a r e l y can a f f o r d h i g h e r p r i c e d 

t i c k e t s — p e o p l e who buy f i r s t c l a s s t i c k e t s i n many c a s e s c o u l d a f f o r d 

donor o r p a t r o n c l a s s t i c k e t s but choose not to use t h e i r money i n t h a t way. 

S i t t i n g i n t h e donor or p a t r o n c l a s s s e c t i o n , however, does c a r r y s o c i a l 

p r e s t i g e — b e i n g v i s i b l e t h e r e c o n f i r m s one's p o s i t i o n w i t h i n the v i l l a g e 

o r neighbourhood. J a t r a s e a t i n g u s u a l l y d u p l i c a t e s s o c i a l p o s i t i o n and 

h i e r a r c h y w i t h i n t h e l o c a l i t y ; a q u i c k g l a n c e around the a u d i e n c e u s u a l l y 

r e v e a l s a Hindu microcosm. 

P e o p l e w i l l s i t w i t h p e o p l e they know and who are from, say, the 

same s e c t i o n o f t h e v i l l a g e . Women, w h i l e they may s i t i n the p a t r o n , 

donor o r f i r s t c l a s s s e c t i o n , u s u a l l y s i t i n the a r e a roped o f f and s e g 

r e g a t e d f o r them. C h i l d r e n , i f young, w i l l s i t i n the women'-s s e c t i o n , 

i f o l d e r w i l l roam around i n v a r i o u s s e c t i o n s . B e f o r e the performance 

r e p r e s e n t a t i v e s from t h e s p o n s o r i n g group w i l l be s t a t i o n e d around the 
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a s a r a to make sure t h a t no one sneaks i n w i t h o u t p a y i n g ; a f t e r the p e r 

formance b e g i n s they a r e l e s s concerned about t h i s s i n c e they a r e w a t c h i n g 

the p l a y and p e o p l e w i l l crowd around and s t r u g g l e to see and hear, whether 

o r not they have p a i d . 

The j a t r a performance i s one o f t h e few e n t e r t a i n m e n t forms t h a t 

come to a v i l l a g e a r e a , and n e a r l y everyone i n the v i l l a g e and s u r r o u n d 

i n g a r e a w i l l a t t e n d . A udiences have more males than females i n composi

t i o n , t h e r e are n o n e t h e l e s s q u i t e a few women i n the a u d i e n c e s . 

Depending on the f a c i l i t i e s a v a i l a b l e i n the v i l l a g e o r urban 

neighbourhood where a performance i s t a k i n g p l a c e , t h e r e w i l l be a p r e 

sence o r absence of what i s r e f e r r e d to as pakka boshak ( p a r t i c u l a r l y 

good q u a l i t y s e a t i n g ) . C h a i r s and b l e a c h e r s may be used, i f they a r e a v a i l 

a b l e , f o r the upper c l a s s e s o f t i c k e t s , and s t a n d i n g a n d ; g r o u n d - s i t t i n g 

a r e a s may be used f o r the lower c l a s s e s o f t i c k e t s . One performance I 

a t t e n d e d took p l a c e i n s i d e a f a c t o r y and t h e r e a l l the s e a t i n g was on 

c h a i r s and p l a n k benches, making o n l y those a b l e to s i t i n f r o n t c a p a b l e 

of s e e i n g the e n t i r e performance w i t h o u t o b s t r u c t i o n . I f a performance 

i s i n an urban t h e a t r i c a l s t r u c t u r e , as many of the performances i n C a l 

c u t t a a r e , a l l the s e a t s a r e s o l d a c c o r d i n g to the p r o x i m i t y to the 

s t a g e . 

The diagram t h a t f o l l o w s show the s e a t i n g arrangements "for the 

J a n a t a Opera's performance o f Fashiv Manoho (The Hanging P l a t f o r m ) as i t 

was performed i n the Park C i r c u s Maidan i n C a l c u t t a d u r i n g the f i r s t f a l l 

p u j a season j a t r a s I w i t n e s s e d . Other performance a r e a s i n v i l l a g e s o r 

neighbourhoods w i l l v a r y a c c o r d i n g to the r u r a l and urban f a c i l i t i e s , but 

most w i l l l o o k v e r y much the same. The j a t r a a s a r a i s u s u a l l y w i t h i n a 

pandxxl ( l a r g e c o v e r e d a r e a ) o r b e h i n d a fence t h a t h e l p s to c o n t r o l the 

o r d e r l y e n t r a n c e and e x i t o f s p e c t a t o r s . 
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F i g u r e 4 

JATRA ASARA 

s t a n d i n g room 
3rd c l a s s 

Green 

Room 

e n t r a n c e and e x i t p a t h 

s t a n d i n g room 

T h i s diagram i s f a s h i o n e d a f t e r t h e Park C i r c u s 
Maidan J a t r a Pandal i n C a l c u t t a . V i l l a g e a s a r a s w i l l v a r y s 
what, but w i l l c o n t a i n the same f e a t u r e s . 
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Appreciation of the Performance: 

The main i n t e n t i o n o f t h e a r t i s t s and the o f f i c i a l p e r s o n n e l o f 

the j a t r a p a r t y i s to put on a performance t h a t w i l l ' p l e a s e ' , educate, 

and e n t e r t a i n the a u d i e n c e o r s p e c t a t o r s (shraban or drishak—both words 

a r e used to r e f e r t o t h i s a g g r e g a t i o n of people who watch o r hear a j a t r a 

performance; the usage depends on the whether the emphasis i s b e i n g p l a c e d 

on h e a r i n g o r on s e e i n g t h e p e r f o r m a n c e ) . F o r t h e most p a r t , they seem 

to f u l f i l l t h e i r i n t e n t i o n . 

Audience members g i v e two k i n d s of feedback to the j a t r a a r t i s t s , 

d i r e c t and i n d i r e c t . The d i r e c t feedback i s done i n terms o f a p p l a u s e , 

a t t e n t i o n , v e r b a l commentary t h a t i s h e a r d on s t a g e , and payments. I f an 

a r t i s t ' s d e l i v e r y o f h i s / h e r l i n e s i s done w e l l , the a u d i e n c e w i l l u t t e r 

sounds o f a p p r o v a l ; baa, baa oxcchomotkar, chomotkar ( w o n d e r f u l , w o n d e r f u l ) 

i n i n t o n a t i o n s t h a t a r e d i f f i c u l t to d e s c r i b e here but a r e i m m e d i a t e l y 

r e c o g n i s a b l e to the a r t i s t as a p p r e c i a t i v e , o r they c l a p when the speech 

i s f i n i s h e d . I f they do n o t l i k e an a r t i s t t hey a r e l i k e l y t o emit ' c a t 

c a l l s ' o r g e n e r a l l y make a d i s t u r b a n c e so t h a t t h e a r t i s t may not be heard 

over t h e d i n . T h i s k i n d o f feedback i s u s u a l l y met w i t h immediate changes 

by e i t h e r t h e a r t i s t s t hemselves o r by the p r o d u c t i o n manager. I f the 

problem i s one of s i m p l y n o t b e i n g a b l e to hear the a r t i s t o r a breakdown 

i n the a m p l i f i c a t i o n equipment i t i s f i x e d i m m e d i a t e l y . On o c c a s i o n an 

a u d i e n c e member w i l l t a l k w i t h someone near him/her and comment on the 

a c t i n g , b u t more o f t e n the a p p r e c i a t i o n o f t h e performance i s something 

t h a t each a u d i e n c e member does a l o n e . A l t h o u g h now-a-days i t i s l e s s com

mon t h a n i n t h e p a s t , t h e r e i s a nother form o f d i r e c t feedback t h a t a u d i e n c e 

members g i v e a r t i s t s ; palla i s the p r a c t i c e o f p i n n i n g rupees to the s l e e v e 

of t h e p e r f o r m e r ' s costume when they f e e l t h a t he/she has done a p a r t -
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i c u l a r l y i m p r e s s i v e j o b on a speech o r w i t h g e s t u r e s . Sometimes p e o p l e 

throw p a i s a a t t h e c h i l d a c t o r s / r e s s e s o r t h e dancers as w e l l . An a r t i s t 

c o u l d make as much as 10-15 rupees e x t r a i f he/she p l e a s e s the aud i e n c e 

w i t h e x c e l l e n t d e l i v e r y o f l i n e s o r songs. One a r t i s t t o l d me t h a t i n 

the p a s t he c o u l d make as much as 200 rupees a n i g h t , j u s t f o r good 

d e l i v e r y . I saw t h i s p r a c t i c e s t i l l b e i n g used, but more o f t e n i n amateur 

performances than i n p r o f e s s i o n a l ones, when I was d o i n g t h i s r e s e a r c h , 

however. Feedback f o r a good performance i s g i v e n n o n e t h e l e s s . 

What c o n s t i t u t e s a good performance, from the s p e c t a t o r s p o i n t of 

view? A l l a u d i e n c e members I t a l k e d w i t h agreed t h a t above a l l e l s e a good 

performance demonstrates a c l e v e r i n t e g r a t i o n o f a l l elements o f the p e r -

formance ( the pre-performance c o n c e r t , the dance-drama, the m u s i c a l 

accompaniment and a c c e n t u a t i o n of the p l a y , and the p l a y i t s e l f ) and the 

teamwork among the p e r f o r m e r s . Audience members l o v e the ' s t a r s ' of the 

performance, b u t they a r e q u i c k to p o i n t out t h a t i f the s t a r s a r e g r e a t 

and the r e s t o f the performer.se.are n o t , then the performance becomes 

b o r i n g o r 'bad' when t h e s t a r i s not on s t a g e . T h e r e f o r e , they l o o k f o r 

teamwork and e x c e l l e n c e o f a c t i n g by even t h e lo w e s t a c t o r and i n the 

s m a l l e s t r o l e . A good performance a l s o has ' l o t s o f a c t i o n " ; movement 

i n e i t h e r g e s t u r e s accompanying l i n e s , e n t r a n c e s and e x i t s , and f i g h t 

scenes i s e s s e n t i a l f o r m a i n t a i n i n g a u d i e n c e i n t e r e s t and r e c e i v i n g 

p r a i s e . A j a t r a p l a y must have c o n t i n u o u s a c t i o n , t h e r e s h o u l d be no 

p e r c e i v a b l e b r e a k s i n the f l o w and c o n t i n u i t y o f the performance from 

a c t to a c t or from scene to s c e n e — a l l a c t i o n must be l i n k e d d i r e c t l y t o 

the p l a y i t s e l f . Audience members l i k e d to d i s c u s s the q u a l i t y o f the 

'sword-play' d i s p l a y e d by the a c t o r s ; some s a i d t h a t i t was har d to 

a p p r e c i a t e a p l a y t h a t d i d not have a f i g h t , scene o r d i d not have some 

c l a s h on s t a g e . A u d i e n c e s l i k e the e x c i t e m e n t o f 'swash-buckling' h e r o i c 
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a c t i o n s — the grander the g e s t u r e and the l o u d e r t h e accompanying music 

the b e t t e r . The same emphasis on movement a p p l i e s to o t h e r s t a g e b u s i n e s s 

as w e l l ; the more movement accompanying the v e r b a l e x e c u t i o n i n t h e p e r 

formance the b e t t e r . T h i s , o f c o u r s e , v a r i e s w i t h the p l a y b e i n g performed; 

a u d i e n c e s do n o t e x p e c t to see L o r d C h a i t a n y a f i g h t i n g , but they do e x p e c t 

to see him s i n g i n g and d a n c i n g . 

The judgements about 'good' and 'bad' a c t i n g can be d i v i d e d , f o r 

h e u r i s t i c purposes o n l y , i n t o two c a t e g o r i e s : t e c h n i c a l and a e s t h e t i c . 

On t h e t e c h n i c a l s i d e a u d i e n c e members a t t e n d to the p r o n o u n c i a t i o n o f 

words, the volume o f the v o i c e , the e x p e r t i s e i n s t a g e b u s i n e s s and t h e 

use o f g e s t u r e s . On t h e a e s t h e t i c s i d e they a t t e n d to q u a l i t y of the 

v o i c e and pathos i n d e l i v e r i n g l i n e s , p hysique and i t s s u i t a b i l i t y f o r the 

r o l e b e i n g t aken, and the s u c c e s s f u l p r e s e n t a t i o n o f v a r i o u s rasa( moods, 

s e n t i m e n t s , o r ' t a s t e s ' and f l a v o u r s ) . Rasa, t h e sense o f a r t i s t i c 

a p p r e c i a t i o n , i s a t the base of I n d i a n A e s t h e t i c Theory and known to 

most a u d i e n c e members. For most audience members the t e c h n i c a l and the 

a e s t h e t i c s i d e s o f t h e i r judgement are not s e p a r a b l e — e v e n i f a l l the 

t e c h n i c a l t h i n g s a r e done c o r r e c t l y or w i t h o u t f l a w , i f the c h a r a c t e r 

does n o t l o o k the p a r t i t w i l l n o t go o v e r w e l l ; o r even i f the hero, 

f o r example, i s t a l l , s t r o n g , has t h e imoon-shaped' f a c e and wavy dark 

h a i r r e q u i r e d f o r the p a r t , he must a l s o have good p r o n o u n c i a t i o n and w e l l -

e x ecuted g e s t u r e s . Good a c t i n g , as w e l l as good teamwork, can add g r e a t l y 

to t h e k i n d o f i n f o r m a t i o n t h a t i s passed around, as i n d i r e c t feedback, 

about the p a r t y through word-of-mouth. 

Behaviour at a Performance: 

As opposed to b ehaving c o r r e c t l y as an a u d i e n c e member i n the West, 

where a t t e n t i v e n e s s and s i l e n c e t hroughout a performance i s a p p r o p r i a t e , 

i n B e n g a l , whether w a t c h i n g a j a t r a performance o r a t h e a t r i c a l p e r f o r m -
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ance o r c o n c e r t , c o n s t a n t a t t e n t i o n and s i l e n c e a r e not e x p e c t e d . A 

performance a r e a u s u a l l y i s surrounded on the o u t s i d e w i t h vendors and 

s t a l l s f o r s e l l i n g v a r i o u s k i n d s of goods: c o u n t e r - p a n e s , d i s h e s , sweets, 

r e l i g i o u s p a r a p h e r n a l i a , e t c . . Vendors wander i n and out among the audience 

members as w e l l ; i t reminds one more o f the k i n d o f b e h a v i o u r and s e l l i n g 

w i t n e s s e d a t a Western f o o t b a l l game, s p o r t s match or the c i r c u s . 

S i n c e j a t r a performances a r e from 3^-4% hours l o n g , no one e x p e c t s 

c o n s t a n t a t t e n t i o n — i t i s common to see audience members s l e e p i n g , w a l k i n g 

around, or y e l l i n g a t the p e o p l e who a r e . Once when I was s i t t i n g w i t h 

the women d u r i n g a performance o f an h i s t o r i c a l p l a y , t h e woman next to 

me, who was n u r s i n g her young c h i l d , l e a n e d o v e r to me and asked me to 

p l e a s e l e t h e r know when the hero came back on i f she f e l l a s l e e p . D u r i n g 

songs, even though they a r e c o n s i d e r e d t h e most e s s e n t i a l p a r t o f the 

p l a y , p e o p l e g e t up and wander around, seeming to s t r e t c h t h e i r l e g s and 

wake up a g a i n f o r a scene w i t h more a c t i o n . 

Amidst a l l t h i s seeming i n a t t e n t i o n , a udience members do g i v e 

d i r e c t f e e dback about the q u a l i t y o f t h e performance (as i n d i c a t e d e a r l i e r ) . 

I t i s f a i r l y common f o r t e c h n i c a l d i f f i c u l t i e s to a r i s e , o r a g e n e r a t o r 

to run d r y — a t which time the a u d i e n c e becomes not o n l y v o c a l about the 

d i s t u r b a n c e but rowdy and a g i t a t e d . T h i s r e q u i r e s someone from the p a r t y 

o r the s p o n s o r i n g group to a t t e n d to the a u d i e n c e ' s deportment. In j u s t 

about e v e r y a u d i e n c e t h e r e a r e a few teen-aged boys who seem to take com

mand o f the younger c h i l d r e n i n the a r e a , k e e p i n g them i n l i n e by y e l l i n g 

and h i t t i n g them. On more than one o c c a s i o n I watched t h e s e o f f i c i o u s 

a d o l e s c e n t s keep younger c h i l d r e n from making themselves a n u i s a n c e , o n l y 

f o r the a d o l e s c e n t s to be a n u i s a n c e by t h e i r a c t i o n s . 

In g e n e r a l , r u l e s o f s o c i a l i n t e r a c t i o n o f an a u d i e n c e are the 

same as g e n e r a l s o c i a l i n t e r a c t i o n — y o u n g e r s do not i n t e r f e r e w i t h e l d e r s , 
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i n f e r i o r s do not i n t e r e f e r e w i t h s u p e r i o r s . Women do not i n t e r f e r e w i t h 

men; they a r e u s u a l l y s e g r e g a t e d from them as i n much of s o c i a l l i f e . 

Young c h i l d r e n , those s t i l l n u r s i n g o r under the age o f 5 o r 6 a r e i n 

d u l g e d and a l l o w e d t o behave p r e t t y much as they w i s h . 

Receiving and Interpreting a Performance: 

There i s an i n t e r e s t i n g d i a l e c t i c between r e c e i v i n g and i n t e r 

p r e t i n g the i n f o r m a t i o n p r e s e n t e d i n a j a t r a performance. J a t r a a u d i e n c e s 

are q u i t e w i l l i n g to a c c e p t new m a t e r i a l and themes i n j a t r a p l a y s , as 1 

l o n g as they can a l s o see and a p p r e c i a t e the performance o f t r a d i t i o n a l 

themes as w e l l . The t a s t e s o f the a u d i e n c e s a r e t h o u g h t f u l l y c o n s i d e r e d 

when a p a r t y puts t o g e t h e r i t s s e a s o n a l r e p e r t o i r e o f p l a y s — b u t the 

p l a y w r i g h t s and t h e p a r t y c o n s t a n t l y t r y to push the b o u n d a r i e s o f 

a c c e p t a b i l i t y f u r t h e r and f u r t h e r ; as f a r as they can get away w i t h . The 

b o u n d a r i e s a r e d e f i n e d by what m a t e r i a l can be i n t e r p r e t e d by a v i l l a g e r 

w i t h few c o n t a c t s o u t s i d e the r u r a l c o n t e x t ; what i s m e a n i n g f u l c u l t u r a l 

i n f o r m a t i o n . A p l a y w i l l o n l y be s e n s i b l e i f i t r e l a t e s to e i t h e r the 

a c t u a l e x p e r i e n c e o r c o n c e i v a b l e e x p e r i e n c e o f a u d i e n c e members— i t 

must be i n t e r p r e t a b l e w i t h i n the range o f B e n g a l i symbols and images. 

Most j a t r a s c o n t a i n i n f o r m a t i o n t h a t 'everybody' a l r e a d y knows. 

T r a d i t i o n a l themes can be p r e s e n t e d i n a new way, w i t h new em

phases and p r e s e n t a t i o n s — f o r example, B r o j e n r a n a t h De wrote a p l a y r e 

i n t e r p r e t i n g t h e c h a r a c t e r o f Ravanna ( t h e v i l l a i n from t h e e p i c s t o r y 

the Ramayana) t h a t r e c e i v e d wide a c c l a i m and p o p u l a r i t y . U t p a l D u t t a , 

a newcomer to the j a t r a j a g a t but well-known i n f i l m and t h e a t r e , wrote 

a new h i s t o r i c a l p l a y i n t e r p r e t i n g Mahatma Gandhi as an agent o f i m p e r i a l 

i s m — t h i s a l s o was a p o p u l a r p l a y . W i t h the growing p r a c t i c e o f p r e s e n t -
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i n g f o r e i g n themes i n the modern j a t r a , however, p a r t i e s must be more 

c a r e f u l i n p r e s e n t i n g the new m a t e r i a l t o a u d i e n c e s — p a r t i c u l a r l y i f 

i t seems t h a t t h e r e a r e no B e n g a l i r e f e r e n c e p o i n t s f o r the a u d i e n c e to 

r a l l y around. 

Perhaps one o f the b e s t examples I can g i v e to make t h i s p o i n t 

c l e a r e r i s an acco u n t of the performance o f the p l a y Biblopi Vietnam 

to a v i l l a g e a udience i n the 24 Parganas d i s t r i c t o f West B e n g a l . Most 

of the v i l l a g e r s I t a l k e d w i t h a f t e r the performance t o l d me t h a t they 

d i d n ot know much about Vietnam, where i t was, what the p e o p l e were l i k e , 

o r about the t r o u b l e t h a t was g o i n g on t h e r e b e f o r e the performance o f 

the p l a y began. A few young s c h o o l boys and a few a d u l t men knew about 

i t , but o n l y had h e a r d about i t on the r a d i o o r a t t h e v i l l a g e t e a shop. 

By the end o f the performance they u n d e r s t o o d what was g o i n g on t h e r e and 

they had an i d e a t h a t the Vietnamese p e a s a n t s were j u s t l i k e t h e m — t h e y T? 

were r i c e f a r m e r s , a t e f i s h , and were b e i n g s u b j e c t e d to c r u e l f o r e i g n 

d o m i n a t i o n (by Americans i n t h i s c a s e ) . They u n d e r s t o o d what the p e o p l e 

o f Vietnam were g o i n g through, because they had gone through i t too when 

the y were t r y i n g t o g e t the B r i t i s h t o q u i t I n d i a . When I asked them 

how they came to know and un d e r s t a n d a l l t h i s from the p l a y , s e v e r a l 

a r t i c u l a t e a u d i e n c e members gave me a v e r y i n t e r e s t i n g account o f how 

the i n f o r m a t i o n g e t s p r o c e s s e d . 

The p l a y opened w i t h a tape r e c o r d i n g f i l l e d w i t h i n f o r m a t i o n 

about where Vietnam was and some i n f o r m a t i o n about what the p e o p l e t h e r e 

d i d f o r a l i v i n g and how t h e i r l i v e s were c a r r i e d o u t . From t h i s i n 

f o r m a t i o n , the aud i e n c e member s a i d , they were a b l e to know t h a t the 

p e o p l e t h e r e were j u s t l i k e t hemselves. Even when they saw the a c t o r s 

d r e s s e d d i f f e r e n t l y and made-up to l o o k as O r i e n t a l as p o s s i b l e , they 
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knew t h a t i n s i d e t h e y were p e o p l e j u s t l i k e t hemselves. They c o u l d put 

themselves i n Vietnamese p l a c e s . Then by the p r e s e n t a t i o n o f the American 

s o l d i e r s and t h e c r u e l t y o f p e o p l e dominating o t h e r p e o p l e , they c o u l d 

remember how the B r i t i s h s o l d i e r s and o f f i c i a l s had t r e a t e d them, and 

they c o u l d a l s o see how p e o p l e ' s whole l i v e s can g e t d i s r u p t e d . They 

u n d e r s t o o d t h e consequences o f i m p e r i a l i s m . (Photographs 43-46 i n the 

s e c t i o n f o l l o w i n g show t h i s p l a y ; t h e make-up and a c t i o n s o f the v a r i o u s 

c h a r a c t e r s ) . 

A f t e r s e e i n g a number o f r e v o l u t i o n a r y p l a y s , I c o u l d a l s o t e l l 

t h a t they p r e s e n t e d f o r e i g n dominators i n a v e r y s t y l i s e d way, and t h a t 

most dominated p e o p l e were, or d i s p l a y e d the c h a r a c t e r i s t i c s o f , good 

B e n g a l i s . Vietnamese heros l o o k e d and a c t e d l i k e B e n g a l i h e r o s ; Americans, 

B r i t i s h , and Portuguese ( i n the p l a y e x p o s i n g t h e s t r i f e between the 

An g o l e s e and Portuguese, R a k t a t a A f r i k a ) l o o k e d and a c t e d a l o t a l i k e , 

u s i n g s i m i l a r t o r t u r e s and s i m i l a r i n f o r m a t i o n e x t r a c t i o n t e c h n i q u e s ; 

the c o n s c i e n c e (vivek) o r s i n g e r s sang songs about s i m i l a r p l i g h t s and 

human dilemmas; and the a c t r e s s e s were u n d e r s t a n d a b l e B e n g a l i women. 

F o r e i g n themes were made B e n g a l i enough to be e a s i l y u n d e r s t o o d and 

i n t e r p r e t e d , w i t h m i n i m a l i n s t r u c t i o n . (Photographs 43-50 i n the f o l l o w i n g 

s e c t i o n a r e v i s u a l examples o f th e s e r e v o l u t i o n a r y and f o r e i g n p l a y 

c h a r a c t e r i s a t i o n s ) . 

A u d i e n c e s a r e w i l l i n g to be i n s t r u c t e d i n new themes, though, 

and would encourage owners to produce more r e v o l u t i o n a r y p l a y s , l a r g e l y 

by t h e i r e n t h u s i a s t i c a t t e n d a n c e and response to the ones t h a t were p r e 

s e n t e d . R e v o l u t i o n a r y p l a y s always have a l o t of a c t i o n ; a c t i o n i s what 

B e n g a l i a u d i e n c e s want. 
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PART FOUR: 

TEE JATRA PERFORMANCE 
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The Jatra Performance: 

A j a t r a performance i s a c o m b i n a t i o n of s m a l l , somewhat a u t o 

nomous elements and the j a t r a p l a y i t s e l f . The performance l a s t s between 

3*2—4*5 hours and proceeds a c c o r d i n g to the f o l l o w i n g sequence: : 

1) The opening c o n c e r t 

2) The t h i r d gong 

3) The dance-drama 

4) The p l a y 

5) The n a t i o n a l anthem 

Between one h a l f hour and f o r t y - f i v e minutes b e f o r e the p l a y 

s h o u l d b e g i n t h e m u s i c i a n s take t h e i r p l a c e on the * g - l ' p l a t f o r m s t h a t 

f l a n k e i t h e r s i d e of the j a t r a s t a g e . They a r e s p l i t so t h a t the i n s t r u 

ments a r e s e p a r a t e d from the drums; i n s t r u m e n t s a r e on the r i g h t as you 

l o o k a t t h e s t a g e from the g r e e n room, and drummers a r e on the l e f t . The 

music c o n c e r t p a r t y c o n s i s t s of a f l u t e , a c l a r i n e t , a c o r n e t , a b a r i t o n e , 

a harmonium, a v i o l i n and perhaps a s a r a n g i ( t h i s i n s t r u m e n t , l i k e a v i o l i n , 

i s o p t i o n a l i n the modern j a t r a p a r t i e s ) , two o r t h r e e drummers and a c y 

mbals p l a y e r . The opening c o n c e r t i s a g e n e r a l c a l l to the a s a r a f o r the 

a u d i e n c e and a s i g n a l f o r t h e a r t i s t s t o b e g i n the p r o c e s s of 'making-up'. 

The music i s always r o u s i n g , m a r t i a l - s t y l e music, p l a y e d l o u d l y and h e a v i l y 

p u n c t u a t e d w i t h a c c e n t s and drums. I t can be h e a r d a l l over the l o c a l e 

where the j a t r a i s p l a y i n g . About 10-15 minutes i n t o t h e c o n c e r t , j u s t as 

the a u d i e n c e i s b e g i n n i n g to g a t h e r t h e r e i s the sound of the ' f i r s t gong'. 

T h i s i s a warning to the a c t o r s to keep moving w i t h t h e i r make-up. When 

the a u d i e n c e l o o k s about h a l f p r e s e n t , the cymbal p l a y e r sounds the 'second 

gong', and a f t e r about 30-45 minutes the c o n c e r t comes to a c l o s e w i t h the 

sounding of the ' t h i r d gong'. 
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The placement o f the gongs i s dependent on how f a s t the a u d i e n c e 

a r r i v e s and the time needed by the a r t i s t s to make-up, but when the t h i r d 

gong i s sounded, u s u a l l y under the d i r e c t i o n of the p r o d u c t i o n manager, 

the p e r f o r m e r s s h o u l d be r e a d y and the a u d i e n c e s h o u l d have assembled. The 

t h i r d gong i s the n f o l l o w e d by the dance-drama. 

Dance-dramas a r e , c h a r a c t e r i s t i c a l l y , d e p i c t i o n s o f m y t h o l o g i c a l 

s t r u g g l e s between good and e v i l . I t i s through the dance-drama t h a t an 

a e s t h e t i c p r e s e n t a t i o n o f the s t r u g g l e p r e s e n t i n the p l a y i t s e l f i s i n t r o 

duced. The s u b j e c t m a t t e r o f the dance-drama and the p l a y need not be l i n k 

ed, b u t s y m b o l i c a l l y and m e a n i n g f u l l y they a r e . Common themes of the dance-

dramas a r e : t h e b i r t h of the goddess K a l i from the goddess Durga's brow as 

she f i g h t s the demons (such a dance-drama i s shown i n the photograph 35 

which f o l l o w s ) ; the c h u r n i n g o f the oceans and the c o n q u e r i n g o f the demons; 

K r i s h n a ' s s l a y i n g of the e v i l Kangsha; Rama and Laksmana f i g h t i n g the de

mon-king Ravana; t h e tempting o f S i v a by P a r v a t i ; e t c . . A l l t h e s e a r e 

s t o r i e s and themes t h a t a r e common knowledge to B e n g a l i a u d i e n c e s — t h e i r 

s o u r c e s b e i n g e i t h e r the e p i c s of the Ramayana or t h e Mahabharata, o r t h e 

P u r a n i c l i t e r a t u r e t h a t i s i n c o r p o r a t e d i n t o v i l l a g e P a n c h a l i and K a t h k a t a 
i 

s t o r i e s (two forms o f v i l l a g e p e r i p a t e t i c performances t h a t a r e t r e a t e d 

i n P a r t F i v e of t h i s t h e s i s ) . The dance-drama may take anywhere from 10-

20 m i n u t e s , depending on the s t o r y b e i n g e nacted and on the pace t h a t the 

da n c e r s a r e u s i n g d u r i n g any one performance. 

When the dance-drama i s f i n i s h e d the c o n c e r t i s resumed f o r as 

much as 5 mi n u t e s , as the p l a y i s about t o b e g i n . Once t h e p l a y i t s e l f be

g i n s t h e r e i s c o n t i n u o u s a c t i o n f o r about 3-3*2 h o u r s , p i l i n g scene upon 

scene o f i n f o r m a t i o n . The s t o r i e s a r e c a t e g o r i s e d i n t o k i n d s o f p l a y s , and 

w i t h i n each k i n d of p l a y t h e r e a r e v a r i o u s themes e x p l o r e d and p r e s e n t e d t o 
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t h e a u d i e n c e . Throughout the p l a y the l i n e s and the a c t i o n s a r e a c c e n t e d 

and i n t e r p r e t e d f u r t h e r by m u s i c a l accompaniment, c a r e f u l l y p l a n n e d to en

hance the meanings i n t e n d e d i n the p l a y . When I o r i g i n a l l y began the r e 

s e a r c h I though t h a t t h e i r would be a r e l a t i o n s h i p between the i n f o r m a t i o n 

and the time taken or l e n g t h of the scene i n which i t was p r e s e n t e d ; as 

w i t h many of our a n a l y t i c schemes and w i s h e s , t h e r e was no s y s t e m a t i c r e 

l a t i o n s h i p between them. R a t h e r , i t was common f o r t h e music t o u n d e r s c o r e 

the import of a sequence of d i a l o g u e or a f l o u r i s h o f a c t i o n . Drums and the 

o t h e r p e r c u s s i o n i n s t r u m e n t s a r e i m p o r t a n t i n p u n c t u a t i n g d i a l o g u e and the 

f l u t e s or v i o l i n s a r e i m p o r t a n t i n s e t t i n g the moods and pathos of a scene. 

A t the c l o s e of the l a s t scene of the p l a y most of the a c t o r s / r e s s e s 

w i l l r u n on the to t h e s t a g e and the m u s i c i a n s p l a y ' J a i H i n d ' , the I n d i a n 

N a t i o n a l Anthem. U s u a l l y t h e c h i l d r e n i n the p a r t y , i f they a r e s t i l l awake, 

or one of t h e lower s t a t u s a c t o r s , i f they a r e n o t , w i l l h o l d the I n d i a n 

f l a g d u r i n g the p l a y i n g of the anthem. A t t h a t time, between 3^-4*2 hours 

from t h e time the e n t i r e performance began, i t i s o v e r . 

Themes and Stories Presented in the Plays: 

The t a b l e f o l l o w i n g t h i s v e r b a l s e c t i o n o u t l i n e s the v a r i o u s k i n d s 

of themes t h a t were p r e s e n t e d d u r i n g the y e a r s 1970-72 (two j a t r a seasons) 

when t h i s r e s e a r c h was conducted. I saw a t l e a s t one performance of e v e r y 

p r o f e s s i o n a l p a r t y , and I t r i e d t o see what p e o p l e c o n s i d e r e d the most 

p o p u l a r and i m p o r t a n t j a t r a p l a y s i n a t l e a s t two d i f f e r e n t c o n t e x t s ( r u r a l 

o r urban, o p e n - a i r o r i n d o o r s , e t c . ) . 

P l a y s , when they a r e p u b l i s h e d o r a d v e r t i s e d , a r e c l a s s i f i e d by 

t h e p e o p l e i n the j a t r a j a g a t , e s p e c i a l l y p l a y w r i g h t s , owners and p u b l i s h e r s . 

The b a s i s f o r the c l a s s i f i c a t i o n , however, i s a t l e a s t t wo-dimensional; i t 

seems to be based on theme (t h e paramount message) or the s o u r c e of the ma-
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t e r i a l (a t r a d i t i o n a l s t o r y , l i f e s i t u a t i o n , i m a g i n a t i o n ) . P e o p l e were 

a b l e to c l a s s i f y p l a y s e a s i l y , f r e q u e n t l y even a g r e e i n g w i t h each o t h e r ' s 

c l a s s i f i c a t i o n s . I t was d i f f i c u l t , however, to r e f i n e the dimensions 

f u r t h e r , s i n c e i t was not a t o p i c t h a t seemed to h o l d the s l i g h t e s t i n t e r 

e s t f o r e i t h e r j a t r a p e r s o n n e l o r a u d i e n c e s . Naming something as an i n s t a n c e 

of o r a member of a c e r t a i n c l a s s was enough. 

As I mentioned e a r l i e r , j a t r a p a r t i e s u s u a l l y have a r e p e r t o i r e 

of 4 o r 5 p l a y s . They t r y to have each p l a y r e p r e s e n t a d i f f e r e n t c a t e g o r y 

of p l a y , embodying d i f f e r e n t themes. The r e p e r t o i r e of t h e Satyamber Opera 

f o r one y e a r , as an example, was? . 

Sepoy Bidraho ( H i s t o r i c a l , Freedom Movement) 

Sati Ekabati- (Imaginary, T r a d i t i o n a l S t o r y ) 

Kanna Ghom Rakta ( C l a s s S t r u g g l e , S o c i a l Drama) 

Sahove Theke Dure ^ ( S o c i a l Drama, R u r a l / U r b a n Problem) 

w i t h 

JalianawalZdh Bagh ( H i s t o r i c a l , Freedom Movement) 

i n r e s e r v e . 

I n g e n e r a l , t h e most prominent themes were c l a s s - s t r u g g l e , r e v o 

l u t i o n a r y and s o c i a l , d u r i n g t h e time t h a t I was i n B e n g a l . The j a t r a p l a y s 

were d i r e c t l y l i n k e d to the t h i n g s g o i n g on i n Bengal and elsewhere i n 

the w o r l d a t t h a t time. L a r g e l y t h i s i s due to two r e a s o n s : one, the j a t r a 

c o n s i d e r s i t s e l f t o be one of t h e major e d u c a t i n g f o r c e s i n the c o u n t r y s i d e ; 

and two, t h e p e o p l e i n th e j a t r a j a g a t r e a l i s e and d i s c u s s the f a c t t h a t 

f o r a message to g e t a c r o s s and be a b l e to be a c t e d upon i t has to be r e 

l a t e d to p e o p l e ' s l i f e s i t u a t i o n s . J a t r a p l a y w r i g h t s and owners a r e e s 

p e c i a l l y aware of t h i s f a c t . The t r a n s l a t e d p l a y t h a t appears i n P a r t 

Seven i s a good example of t h i s d i r e c t l i n k . R e f e r e n c e s a r e made to s o c i a l 

l i f e i n C a l c u t t a as w e l l as r u r a l B e n gal, t o B e n g a l i r e l i g i o u s h e r o e s , 
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t o t h e I n d i a n C e n t r a l Government, and to t h e A p o l l o Space M i s s i o n s , as w e l l 

as b e i n g l i n k e d to the importance of the p o l i t i c a l a c t i v i t i e s o f B e n g a l . 

I d i d not exp e c t the p l a y s t o be so contemporary, s i n c e I had gone w i t h 

hopes of s e e i n g r e l i g i o u s dramas b e i n g e n a c t e d . As i t t u r n e d out I o n l y 

saw 4 p l a y s t h a t were s t r i c t l y r e l i g i o u s o r m y t h o l o g i c a l i n theme. The r e 

l i g i o u s p l a y s were e i t h e r on t h e l i v e s o f r e l i g i o u s h e r o es and s a i n t s o r 

s t o r i e s from t h e e p i c s ; Maharati Kama (from t h e Mahabharata)_, Shadak Kam-

alakanto (the l i f e o f the B e n g a l i Shakta poet and devotee, Kamalakanto), 

Bishupriya ( t h e l i v e s o f bo t h C h a i t a n y a and h i s w i f e , Bishnupriya)., and 

Bappa Kepa (the l i f e o f t h e Shakta v i s i o n a r y , Bappa Kepa). There was one 

o t h e r b i o g r a p h i c a l p l a y t h a t c o u l d have been p l a c e d i n t h i s c a t e g o r y , Lalan 

Fakir ( t h e l i f e of t h e B a u l and P i r , L a l a n F a k i r ) , b u t t h e p l a y w r i g h t c a l l e d 

i t a ' b i o g r a p h i c a l ' p l a y r a t h e r than a r e l i g i o u s one. A l l t h e s e p l a y s d e a l t 

w i t h themes and s t o r i e s t h a t t h e a u d i e n c e members knew v e r y w e l l — t h e y have 

been p r e s e n t e d i n many j a t r a s b e f o r e , and they a r e s t o r i e s g e n e r a l l y t o l d 

o f t e n i n o t h e r ' c u l t u r a l performance' forms as w e l l . 

The h i s t o r i c a l themes ranged from Sepoy Bidraho ( t h e Sepoy Mutiny 

of 1857),.Nil Rakta ( B l u e B l o o d — l i f e d u r i n g the o p p r e s s i v e I n d i g o P l a n t 

a t i o n e r a ) , D i l l i Cholo (On to D e l h i — d e a l i n g w i t h g e t t i n g the B r i t i s h out 

of I n d i a ) , t o Rahu Mukta Russia (The October R e v o l u t i o n i n R u s s i a ) and 

Abraham Lincoln ( on t h e l i f e of the s l a v e - f r e e r from the U n i t e d S t a t e s and 

the C i v i l War). A g a i n , w i t h the e x c e p t i o n of o n l y one or two p l a y s , they 

were themes and s t o r i e s t h a t the a u d i e n c e members knew w e l l , or t h a t they 

c o u l d e a s i l y i n t e r p r e t from the p l a y i t s e l f (see a g a i n the s e c t i o n on Re

c e i v i n g and I n t e r p r e t i n g I n f o r m a t i o n , p r e v i o u s t o t h i s s e c t i o n ) . 

S o c i a l dramas, whether d r a m a t i s a t i o n s o f B e n g a l i n o v e l s or p l a y s 

c r e a t e d about modern s o c i a l and p o l i t i c a l problems i n Be n g a l , were always 

c r i t i c a l of t h e s o c i a l scene. Kalindi, Chaitraheen, and Bou Thakurani Rat 
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(based on n o v e l s by Tarashankar B a n e r j e e , S a r a t Chandra C h a t t e r j e e , and 

R a b i n d r a n a t h Tagore, r e s p e c t i v e l y ) were p o p u l a r j a t r a s , as were Gorib 

Kaeno More (Why t h e Poor D i e ? ) ^ Panoh Paiser P r i t h i b i (The World f o r F i v e 

P a i s a - t r a n s l a t e d l a t e r ) , and Karma Ghom Rakta ( T e a r s , Sweat and B l o o d ) , 

a l l p l a y s based on s o c i a l problems and c l a s s - s t r u g g l e i n B e n g a l . These were 

a l s o easy f o r a B e n g a l i a u d i e n c e t o i n t e r p r e t s i n c e they were based on 

s o c i a l s e t t i n g s and s o c i a l p r a c t i c e s t h a t a r e 'common everyday' o c c u r a n c e s 

i n B e n g a l . 

Some o f t h e most p o p u l a r themes were r e v o l u t i o n a r y p l a y s l i k e , 

Lenin, Raktata Afrika, Biplo-pi Vietnam, or G o r k i ' s Mother and t h e p l a y Mao 

Tse 'Tung. These, a l o n g w i t h some t h a t d e a l t w i t h ' t h e N a x a l i t e movement 

i n B e n g a l and the l i f e o f the B e n g a l i hero N e t a j i Subhas Chandra Bose, were 

new i n f o r m a t i o n p l a c e d w i t h i n an i n t e r p r e t a b l e framework. The p l a y L e n i n , 

performed by t h e Tarun Opera, was t h e s i n g l e most performed p l a y d u r i n g t h e 

two seasons I w i t n e s s e d . 

The photographs t h a t f o l l o w t h e t a b l e a r e v i s u a l examples of the 

j a t r a p e r f o r m a n c e s . The photographs were chosen t o demonstrate two main 

p a r t s of t h e j a t r a performance, t h e dance-drama and the p l a y i t s e l f , and to 

show t h e v a r i o u s themes of the p l a y s b e i n g performed i n 1970-72. 

A more ' t r a d i t i o n a l ' f orm o f dance-drama i s shown i n photograph 35. 

I t i s u n f o r t u n a t e t h a t i t i s d i f f i c u l t to f i n d a way of r e p r e s e n t i n g the 

movement and power o f a dance-drama i n a v e r b a l o r v i s u a l d e s c r i p t i o n : P e r 

formances l i k e t h i s one o f K a l i a r e as p o w e r f u l i n a 'sound' sense as they 

a r e i n o t h e r senses as w e l l . K a l i has a h i d e o u s d i v i n e r e s o n a n t l a u g h t e r , 

as c h a r a c t e r i s t i c of her as any v i s u a l image. Photograph 47 shows a more 

'modern' dance-drama. T h i s i s a p r e s e n t a t i o n of B e n g a l i v e r s i o n s o f A n g o l e s e 

n a t i v e s . T h i s p r e c e d e d the p l a y Raktata A f r i k a i t s e l f a modern r e v o l u t i o n 

a r y drama d e p i c t i n g t h e f o r e i g n d o m i n a t i o n theme (see a l s o photographs 
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47-50}where o t h e r v i s u a l examples of t h i s p l a y a r e shown). 

The v i s u a l examples o f p l a y s themselves a r e chosen t o d e p i c t t h e 

most prominent themes I w i t n e s s e d ; the s o c i a l , c l a s s - s t r u g g l e and r e v o l u t i o n 

a r y ones. The theme of s o c i a l c r i t i c i s m and a n t i - o r d e r s t a t e m e n t s i n 

d e f i a n t p o s t u r e s a r e shown i n a number of photographs. Photograph 36 shows 

C h a i t a n y a , the B e n g a l i r e l i g i o u s r e f o r m e r who n o t o n l y i s the p u t a t i v e 

f o u n d e r of the j a t r a b u t a l s o a p r e a c h e r f o r n o n - h i e r a r c h i c a l s o c i a l and r e 

l i g i o u s r e l a t i o n s . S o c i a l c r i t i c i s m i s a l s o an i m p o r t a n t a s p e c t of the 

p l a y s r e p r e s e n t e d by photographs 39-52, even though the a r e a s of c r i t i c i s m 

v a r y from i n t e r n a l s o c i a l c r i t i c i s m t o the c r i t i c i s m o f f o r e i g n d o m i n a t i o n 

of p e o p l e . 

The j a t r a p a r t i e s and p e r s o n n e l a r e v e r y v e r s a t i l e r i n p o r t r a y i n g 

t h i s wide range of themes and s t o r i e s . In t r y i n g to f u l f i l l t h e i r purpose 

of e d u c a t i o n as w e l l as e n t e r t a i n m e n t , j a t r a p a r t i e s a l s o t r y to change 

B e n g a l i t a s t e s and add t o the knowledge of the p e o p l e . Even though t h i s 

i s the c a s e , the p r e s e n t a t i o n of the p l a y through c h a r a c t e r i s a t i o n , c o s t 

uming, and a c t i n g i s p r e d i c t a b l e , t y p i f i e d , and f r e q u e n t l y s t y l i s e d . 
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Table 2: 

JATRA PLAY TYPES SEEN (1970-1972) 

TYPE OF PLAY 

P u r a n i c / R e l i g i o u s 

H i s t o r i c a l 
Freedom Movement 

R e b e l l i o n 

Mughul 

Non-Indian 

Imaginary 

S o c i a l 

C l a s s S t r u g g l e 

S o c i a l N o v e l s 

R e v o l u t i o n a r y 

Imaginary 

Other ( i n c l u d e s : B i o g r a p h y , 
Non-Indian n o v e l s , e t c . . 

NUMBER OF DIFFERENT TYPES SEEN 

(56) 

4 

6 

3 

3 

2 

2 

12 

4 

16 

16 

10 

4 

COMMENTS: 

1) A t o t a l o f 81 performances were seen. Some of the p l a y s were 
seen a number o f ti m e s , i n d i f f e r e n t c o n t e x t s . I n a d d i t i o n , 7 
r e h e a r s a l s were w i t n e s s e d . S e v e r a l n o n - p r o f e s s i o n a l j a t r a s were 
a l s o seen; they were o f t h e f o l l o w i n g t y p e s : R e l i g i o u s 2, H i s t o r 
i c a l 3, and S o c i a l 2. 

2) The major type c l a s s i f i c a t i o n i s the one used by p e o p l e i n the 
j a t r a j a g a t , on t h e f l y e r s and p u b l i s h e d p l a y s . The secondary 
breakdown i s my own, based on what I took the main t h r u s t of the 
c o n t e n t of the p l a y t o be. 
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35 .A T r a d i t i o n a l Dance-Drama: The B i r t h o f K a l i 
Performed by A r a t i o f the Natya B h a r a t i T h e a t r i c a l J a t r a 
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Scene from B i s h u p r i y a (The Wife o f C h a i t a n y a - t h e p u t a t i v e 
f o u n d e r of the j a t r a ) A c t o r s Deb Kumar and B h o l a P a l 
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39 Scene from a S o c i a l Drama based on a Novel 
R a b i n d r a n a t h Tagore's Bou T h a k u r a n i Hat 

40 Scene from a R e v o l u t i o n a r y Drama o f the B r i t i s h P e r i o d 
Panchu Sen and J y o t s n a Dutta i n Bin o y , B a d a l , D i n e s h 
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Scene from a Social (Class-Struggle) Drama in Modern Period 
Markhan Sammadhar as the comic policeman 

Scene from a Social (Class-Struggle) Drama in Modern Period 
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44 Scene from a R e v o l u t i o n a r y Drama: B i b l o p i Vietnam 
S o c i a l R e a l i s m i n p o r t r a y i n g Americans 
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D ?A 
45 C h a r a c t e r : Ho C h i Min 
B i b l o p i Vietnam 

46 C h a r a c t e r : R e v o l u t i o n a r y 
Woman from B i b l o p i Vietnam 

47 A Modern Dance-Drama: R e v o l u t i o n a r y Theme 
Dance p r e c e d i n g the r e v o l u t i o n a r y p l a y e n t i t l e d 

R a k t a t a A f r i k a 
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48 Scene from a R e v o l u t i o n a r y P l a y : the A n g o l e s e R e v o l u t i o n 
R a k t a t a A f r i k a 

49 Scene from R a k t a t a A f r i k a 
Portuguese Dominator and 

Angolese s e r v a n t 
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50 Scene from Raktata A f r i k a 
C h a r a c t e r i s a t i o n of the 
Portuguese Man and Woman 
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52 Scene from an Imaginary Social Drama 
Sonai Dighi 
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The Presentation of the Play: 

Characterisation: 

The p l a y i s t h e c e n t r a l p a r t of t h e performance, and I w i l l now 

c o n s i d e r how t h e theme i s p o r t r a y e d through the costuming, c a s t i n g , and 

a c t i n g . J a t r a c h a r a c t e r i s a t i o n i s a s p e c i a l i s e d form of a c t i n g , d i f f e r e n t 

from t h e a t r i c a l a c t i n g and s t a g e a c t i n g . W h i l e t h e r e i s no ' s c h o o l ' of 

j a t r a a c t i n g , where t r a i n i n g i n the s p e c i a l i s e d t e c h n i q u e s of j a t r a c h a r 

a c t e r i s a t i o n i s c a r r i e d o u t , t h e r e i s a k i n d of a p p r e n t i c e system (shiksha 

nabish padjrati).: 

O l d e r j a t r a a c t o r s f r e q u e n t l y have p r o t e g e s , p e o p l e who they see 

as p o t e n t i a l l y good s t a r s i n the j a t r a j a g a t . I f a younger a c t o r i s p a r t -

c u l a r l y g o o d - l o o k i n g , has a s t r o n g and e x p r e s s i v e v o i c e , and has an a g i l e 

body, he w i l l u s u a l l y be s e l e c t e d out f o r s p e c i a l a t t e n t i o n . A c t o r s w i t h 

out t h e s e c h a r a c t e r i s t i c s , w h i l e they may be s t i l l h i r e d i n the j a t r a p a r t y , 

w i l l r a r e l y g e t as much c o a c h i n g and w i l l r a r e l y be promoted i n t o prominent 

r o l e s . D u r i n g the r e h e a r s a l p e r i o d t h e o l d e r and more e x p e r i e n c e d a r t i s t s 

w i l l spend time h e l p i n g younger and l e s s e x p e r i e n c e d a r t i s t s w i t h v o i c e 

p r o j e c t i o n , e x p r e s s i o n and f a c i a l e x p r e s s i o n . G e s t u r e s and movement, p l a y 

i n g t o a l l s i d e s of t h e j a t r a s t a g e , and f a c i a l p l i a b i l i t y a r e a l s o elements 

of j a t r a a c t i n g t h a t r e q u i r e much p r a c t i c e . Panchu Sen, a famous j a t r a 

a c t o r who d i e d w h i l e t h i s r e s e a r c h was b e i n g c a r r i e d , shown i n the d e a t h 

photograph i n P a r t Two, was an a c t i n g guru t o s e v e r a l p r o t e g e s t a r s ; Swa-

pan Kumar ( t h e h i g h e s t p a i d a c t o r i n 1972), B i j o n Mukherjee ( h i s b r o t h e r ) , 

J y o t s n a D u t t a ( t h e most reknown j a t r a a c t r e s s ) , S u j i t Pathak, to name o n l y 

a few. As p r o t e g e s they pay and p a i d r e s p e c t and o b s e i s a n c e to Panchbabu, 

and they s t i l l c o n t i n u e d to seek h i s a d v i c e , even when they themselves had 

r e a ched stardom. The k i n d of a t t e n t i o n and c a r e t h a t gurus g i v e t h e i r 
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p r o t e g e s i s beyond the r e g u l a r d i r e c t i o n of a j a t r a p l a y — i t i s more l i k e 

l e s s o n s o r p r i v a t e t u t o r i n g . 

W h ile t h e r e a r e many k i n s h i p l i n k s among p e o p l e i n the a c t i n g p a r t 

of the j a t r a j a g a t , i t i s by no means a f a m i l y o c c u p a t i o n , nor a r e c h i l d 

r e n o f a c t o r s encouraged to take i t up as a p r o f e s s i o n ; Panchu Sens's c h i l d 

r e n were a l l u n i v e r s i t y educated and employed i n b u s i n e s s o r government 

s e r v i c e . The t r a d i t i o n of j a t r a a c t i n g i s m a i n t a i n e d by s e l e c t i n g the p r o 

teges from among the p e o p l e who come to seek employment w i t h i n the j a t r a 

j a g a t , or by s c o u t i n g p e r f o r m e r s from the amateur p r o d u c t i o n s of j a t r a i n 

the v i l l a g e s or the p r o d u c t i o n s of neighbourhood urban c l u b s . J o y s h r e e 

Mukherjee, the s t a r of t h e Satyamber Opera whose m a r r i a g e was r e p o r t e d 

e a r l i e r , t o l d me i n her a u t o b i o g r a p h i c a l s k e t c h w r i t t e n f o r me,that she 

had been ' d i s c o v e r e d ' by Panchu Sen when she was a c t i n g i n an amateur j a t r a 

performance i n her neighbourhood of C a l c u t t a ; he c o n t i n u e d h i s i n t e r e s t i n 

her a b i l i t y by h e l p i n g her to a d j u s t to l i f e i n the j a t r a j a g a t . 

J a t r a a c t i n g d i f f e r s from t h e a t r i c a l and f i l m a c t i n g i n a number 

of e s s e n t i a l ways: a c t o r s must be t r a i n e d to p l a y to a l l s i d e s of the i n -

t h e-round a u d i e n c e , v o i c e s must be l o u d enough to r e a c h the l a s t rows of 

v i e w e r s even though i t i s o u t s i d e and t h e r e may be no a c c o u s t i c a l h e l p , 

and v o i c e q u a l i t y must be good enough to c a r r y the heavy e n t r a n c e and e x i t 

speeches t h a t a r e c h a r a c t e r i s t i c of the p r o t a g o n i s t s and a n t a g o n i s t s . In 

a d d i t i o n , f a c i a l r l e x p r e s s i o n s must be e x a g g e r a t e d enough to be seen a t a 

f a r d i s t a n c e , enhanced by make-up t h a t w i l l show even i n dim l i g h t i n g . 

Costuming: 

The modern j a t r a i s c h a r a c t e r i s e d by f a i r l y ' r e a l i s t i c ' costuming; 

they t r y , as much as p o s s i b l e , to p o r t r a y a c h a r a c t e r w i t h a u t h e n t i c c o s 

tumes ( t h i s i s q u i t e a change from the t r a d i t i o n a l j a t r a where t h e r e was 
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l e s s c o n c e r n f o r s o c i a l r e a l i s m : B r o j e n De, t h e j a t r a w r i t e r , t o l d me t h a t 

when he was a c h i l d costumes were a n y t h i n g t h a t a r t i s t s had t h a t changed 

t h e i r everyday appearance,rand they were not n e c e s s a r i l y r e l a t e d to the 

p a r t b e i n g p l a y e d ) . S o c i a l dramas, r e v o l u t i o n a r y dramas, h i s t o r i c a l dramas, 

and r e l i g i o u s dramas, a l l now use costuming t h a t c o r r e s p o n d s to the v a r i o u s 

r o l e s as c o r r e c t l y as i s p o s s i b l e . P l a y s on f o r e i g n themes, or the c h a r a c 

t e r s i n s o c i a l dramas who a r e p l a y i n g W e s t e r n i s e d B e n g a l i s use a more 

' s t y l i s e d ' k i n d of costuming, o f t e n l e s s s o c i a l l y a c c u r a t e . 

J a t r a costumes, however, a r e always as c o l o u r f u l as p o s s i b l e . 

Mughul costumes a r e f u l l o f s i l v e r and g o l d c o l o u r e d d e c o r a t i o n s f a s h i o n e d 

a f t e r p a i n t i n g s and photographs from t h a t p e r i o d , s a r i s a r e chosen i n b r i g h t 

c o l o u r s when they need n o t be w h i t e t o p o r t r a y a s o c i a l s t a t u s , and Western 

c l o t h e s a r e t h i n g s l i k e smoking j a c k e t s , t i g h t s l i n k y d r e s s e s and o r Haw

a i i a n s h i r t s . A g a i n , the costume must be seen i n dim l i g h t i n g , and some of 

the r o l e i d e n t i f i c a t i o n i s made p o s s i b l e through the use of b r i g h t l y c o l o u r e d 

costumes. 

P e o p l e p l a y i n g p a r t i c u l a r r o l e s , such as m i l i t a r y , p o l i c e o r o t h e r 

u n i f o r m e d f u n c t i o n a r i e s a r e r e a l i s t i c a l l y d r e s s e d , and the s t a g e props they 

use to accompany the costume p o r t r a y a l l o o k a u t h e n t i c ; guns from the B r i t i s h 

p e r i o d l o o k so, s h i e l d s from the Mughul p e r i o d l o o k so, e t c . . As was seen 

i n the photographs of Raktata Afrika ( e s p e c i a l l y photograph 47) j u s t p r i o r 

t o t h i s s e c t i o n , t h e A n g o l e s e s h i e l d s were hub caps, a l l W e s t e r n i s e d d r i n k 

e r s wear v e l v e t smoking j a c k e t s (see photograph 41), and s e c r e t a r i e s wear 

Hawaiian s h i r t s and p a n t s — n o t too r e a l i s t i c . 

The costume must be s u i t e d to the r o l e b e i n g p l a y e d , i t i s p a r t of 

the r o l e , and c a r e i s t a ken by the p e o p l e of the j a t r a j a g a t to do so. 

Jatra Acting: 

The o l d e r j a t r a a c t o r s a r e aware of the l o n g t r a d i t i o n of a c t i n g 
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and p l a y p r o d u c t i o n i n I n d i a . They know about S a n s k r i t drama and the r u l e s 

f o r a r t i s t i c p r e s e n t a t i o n i n t h a t t r a d i t i o n . S u r e n d r a n a t h Mukherjee, an 

83 y e a r o l d a c t o r who had been 67 y e a r s i n the j a t r a p r o f e s s i o n when he 

r e t i r e d , and who was my j a t r a a c t i n g t e a c h e r , had produced h i s own v e r s i o n 

of t h e Natya Sastra ( S a n s k r i t i c t e x t devoted to the e x p l i c a t i o n of t h e a t r e 

and a e s t h e t i c s ) i n B e n g a l i . W h i l e i t b e a r s o n l y some resemblance to the 

S a n s k r i t t e x t , t h a t t h e r e i s a c o n n e c t i o n i n h i s mind i s w i t h o u t doubt. 

Most of the a c t o r s p e r f o r m i n g today, however, a r e n o t v e r y f a m i l i a r w i t h or 

pay l i t t l e a t t e n t i o n to the canons of the S a n s k r i t i c a c t i n g t r a d i t i o n , r 

r a t h e r , they b e l i e v e t h a t they have a t r a d i t i o n o f a c t i n g a l l t h e i r own, 

d i f f e r e n t from o t h e r t r a d i t i o n s , however i n f l u e n c e d by the s t a g e and the 

cinema. J a t r a a c t o r s (abhineta) and a c t r e s s e s (abhinetvi) u n d e r s t a n d a c t 

i n g {.abhinoy) i n the j a t r a j a g a t to be composed of two main elements, woven 

t o g e t h e r to c o r r e c t l y p o r t r a y a c h a r a c t e r ; golik abhinoy ( v o i c e a c t i n g ) , 

and angika abhinoy ( g e s t u r a l a c t i n g ) . 

V o i c e a c t i n g , p o r t r a y i n g a c h a r a c t e r by p r o j e c t i o n , d e l i v e r y , i n 

t o n a t i o n and e x p r e s s i o n , and g e s t u r a l a c t i n g , p o r t r a y i n g a c h a r a c t e r by 

f a c i a l e x p r e s s i o n , deportment and movement, a r e judged c o r r e c t a c c o r d i n g 

t o t h e c h a r a c t e r b e i n g p l a y e d . W h i l e t h e r e a r e c e r t a i n l y a l a r g e number of 

d i f f e r e n t c h a r a c t e r s i n any j a t r a p l a y , t h e r e a r e a number of ' s t o c k ' c h a r 

a c t e r s and e x p e c t e d ways of d e p i c t i n g them. F o l l o w i n g a r e summaries of the 

main c h a r a c t e r i s a t i o n s and the ways of p r e s e n t i n g them: 

The Hashya: Each p l a y has to have a t l e a s t one comic c h a r a c t e r ; comic r e 

l i e f i s e s s e n t i a l to keep a u d i e n c e a t t e n t i o n and r e l e a s e a u d i e n c e t e n s i o n . 

Comic c h a r a c t e r s u s u a l l y a r e c h u b b i e r , s h o r t e r , and l e s s f a c i a l l y a t t r a c t 

i v e t h a n any of the o t h e r c h a r a c t e r s . An a c t o r p l a y i n g a comic c h a r a c t e r 

must be a b l e to p l a y w i t h the p r o n o u n c i a t i o n of words, s l u r them, and speak 

them i n v a r i a b l e i n t o n a t i o n s — a l l w i t h o u t l o s i n g the words themselves or 
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r e n d e r i n g them i n c o m p r e h e n s i b l e . F a c i a l p l i a b i l i t y ( c o n t o r t i o n s a r e com

mon), j e r k y movements, and obscene hand and body g e s t u r e s a r e the angika 

q u a l i t i e s of t h e comic c h a r a c t e r . Markhan Shammaddhar, the comic w i t h the 

Satyamber Opera shown i n photograph 41 i n a p o l i c e m a n ' s u n i f o r m , has the 

most p l i a b l e f a c e i n the j a t r a j a g a t . He has been a comic f o r over 20 y e a r s 

and h i s s t o c k of g e s t u r e s i s well-known and s t y l i s e d . S i b B h a t t a c h a r j i , 

the a c t o r quoted i n the p r o l o g u e , i s the comic c h a r a c t e r f o r the Tarun Opera. 

S i b i s well-known f o r h i s v o i c e and h i s a b i l i t y to make obscene i n s i n u a t i o n s 

by v o i c e t o n e s . The comic c h a r a c t e r s a r e o f t e n drawing c a r d s f o r a j a t r a 

p a r t y . In the p l a y t h a t i s t r a n s l a t e d l a t e r the comic c h a r a c t e r i s the 

f a l s e Brahmin, Brahmadatta, whose backwards a c t i o n s and o f f - c o l o u r i n s i n 

u a t i o n s a r e i n t e n d e d to c r e a t e r e l i e f i n an o t h e r w i s e s e r i o u s p l a y . 

The Nayak or B i r r Each p l a y and a l l j a t r a p a r t i e s must have r o l e s and a r t 

i s t s who can p l a y h e r o i c c h a r a c t e r s . Photographs 37 and 38 show a c o u p l e 

of h e r o i c c h a r a c t e r i s a t i o n s . Heroes a r e t a l l e r , handsomer, and more com

manding i n t h e i r appearance than any of the o t h e r c h a r a c t e r s . D i c t i o n , 

p r o j e c t i o n , e x p r e s s i o n and deep-toned speech a r e the v o i c e a c t i n g r e q u i r e 

ments. Heroes must be a b l e to show a l l the emotions f a c i a l l y as w e l l . 

Swapan Kumar, i n the photographs t h a t f o l l o w , demonstrates f o u r of the : 

f a c i a l e x p r e s s i o n s t h a t must be i n a h e r o ' s r e p e r t o i r e . Heroes must a l s o be 

a b l e to s p e c t a c u l a r l y sword f i g h t and swash-buckle. These g r a n d i o s e ges-r 

t u r e s mark a hero from o t h e r s l i g h t l y l e s s - i m p o r t a n t male c h a r a c t e r s . En

t r a n c e and e x i t speeches ( an o r a t o r y s t y l e o f speech i s used i n these) 

a r e h e r o e s ' s t o c k i n t r a d e , and t h e d e l i v e r y of t h e se i s c a r e f u l l y judged by 

v i e w e r s . The p l a y Panoh Paisev P r i t h i b i has s e v e r a l examples of h e r o i c 

c h a r a c t e r s , e s p e c i a l l y A n j a n and Mahesh. 

The Rani: S t i l l p r e s e n t i n the j a t r a j a g a t today, but more so i n the p a s t , 

a r e the female c h a r a c t e r s p l a y e d by male a c t o r s — k n o w n as rani'or queens. 
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Pa t h o s o r M e l a n c h o l y Anger 

53 C h a r a c t e r i s a t i o n o f Emotions: Swapan Kumar 
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Males p l a y i n g these female c h a r a c t e r s had "the h a r d e s t j o b o f a l l ; a man 

can e a s i l y p l a y a man, a woman can e a s i l y p l a y a woman, but a man who p l a y s 

a woman has t o be a .very good a c t o r i n d e e d " , Chapal R a n i , o f the Satyamber 

Opera, t o l d me. Even though now-a-days the r a n i s u s u a l l y p l a y o l d e r women 

or mother c h a r a c t e r s s i n c e t h e r e a r e few a c t r e s s e s w i t h i n the p a r t y n a t u r 

a l l y o l d enough to p l a y these p a r t s , i n the p a s t they a l s o p l a y e d the i n 

genue c h a r a c t e r s as w e l l . A r a n i must have a h i g h v o i c e , but p r o j e c t i v e , 

and be a b l e t o make i t s e x u a l l y a t t r a c t i v e . Ranis s h o u l d be l i t h e and walk 

l i k e a woman. T h e i r .gestures s h o u l d be m i n i m a l and t h e i r demeaner demure. 

Most a r e s t i l l e x c e l l e n t a c t o r s and c o n v i n c i n g i n t h e i r r o l e s . 

The Vivek: Each p l a y has a c o n s c i e n c e c h a r a c t e r . I n t h e p a s t i t was the ex-

t e r n a l i s a t i o n of the hero's i n n e r dilemmas, but now the v i v e k i s p r i m a r i l y 

a s o c i a l c r i t i c or the e x t e r n a l i s a t i o n of a ' c o l l e c t i v e ' dilemma. The de

velopment o f t h i s c h a r a c t e r i s i m p o r t a n t enough t o de v o t e a l a r g e s e c t i o n 

to i t , but f o r the p r e s e n t purposes t h e s e f e a t u r e s o f the v i v e k a r e i m p o r t 

a n t . The c h a r a c t e r i s u s u a l l y a s i n g i n g c h a r a c t e r [(gayiak), and so the 

a c t o r must have a l o u d , f u l l and p r o j e c t i n g s i n g i n g v o i c e . As they a r e 

p o r t r a y e d i n the modern j a t r a , the v i v e k s must a l s o l o o k the r o l e o f a 

beggar, B a u l or s e r v a n t . U s u a l l y they have few sp e a k i n g l i n e s and l i t t l e 

r e q u i r e d movement—they a r e a c o n c r e t e e x t e r n a l i s e d c o n s c i o u s c o n s c i e n c e . 

Mohan, i n the p l a y t r a n s l a t e d l a t e r , i s a good example of a modern v i v e k . 

The Nayaki or Birangi:. E v e r y j a t r a p l a y has a l e a d i n g female c h a r a c t e r . 

She s h o u l d be 'si m p l e ' , p r e t t y , s h a p e l y , and 'moon-faced w i t h l o t u s eyes'. 

Her v o i c e s h o u l d be sweet and y e t c a r r y well-enough f o r l a r g e a u d i e n c e s t o 

hear . She need not be adept i n movement, but she must have good f a c i a l ex

p r e s s i o n . Many of the l e a d i n g females a r e a l s o s i n g e r s , so they s h o u l d 

have a good q u a l i t y and sweet s i n g i n g v o i c e as w e l l . They must be v e r s a t i l e 

enough t o o c c a s i o n a l l y p l a y f o r e i g n women or W e s t e r n i s e d women, as w e l l 
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as t h e t r a d i t i o n a l B e n g a l i r o l e s ; l i k e the c h a r a c t e r s Ivy and Manjusha i n 

Panoh Paiser Prithibi. 

The Bachcha: There u s u a l l y i s a c h i l d a r t i s t who has a sweet v o i c e , h i g h -

p i t c h e d enough to c a r r y back to the f a r t h e s t s e c t i o n of an a u d i e n c e . They 

a l s o s h o u l d be a b l e to move w e l l , perhaps to dance as w e l l , and they s h o u l d 

be a b l e to s i n g w e l l . L o k i , the 7 y e a r o l d c h i l d s t a r of the Satyamber 

Opera, was well-known throughout the j a t r a j a g a t f o r her opening K r i s h n a 

dance and f o r her saucy and cheeky p o r t r a y a l of the young c h i l d i n Sepoy 

Bidraho. M a s t e r Kenneth, shown i n t h e f o l l o w i n g photograph, was known f o r 

s i n g i n g w e l l and p l a y i n g the p a r t of L o t u s i n Panoh Paiser- Prithibi. 

The Kato Nayak or Abir: J u s t as each p l a y must have a p r o t a g o n i s t or h e r o , 

each p l a y s h o u l d a l s o have an a n t a g o n i s t o r v i l l a i n . In a l l r e s p e c t s , 

p h y s i q u e , v o i c e and movement they s h o u l d be b o t h well-matched and b a l a n c e d . 

The v i l l a i n s have a h a r s h e r edge to t h e i r v o i c e s than h e r o e s , e q u a l l y deep 

i n p i t c h but s l i g h t l y c h o p p i e r i n d e l i v e r y . The make-up they wear enhances 

the 'shadows' or d a r k e r f e a t u r e s of the f a c e . Movements of v i l l a i n s a r e 

more pronounced and they u s u a l l y c a r r y a whip or sword as c h a r a c t e r p r o p s . 

The a n t a g o n i s t s i n modern s o c i a l dramas u s u a l l y a r e m a s t e r s of d e c e p t i o n 

and d u p l i c i t y much l i k e t h e c h a r a c t e r K a l y a n i n t h e : : t r a n s l a t e d p l a y . 

S u r e n d r a n a t h Mukherjee ( r e f e r r e d , to e a r l i e r ) o n l y r e l u c t a n t l y agreed to :c. 

a c t the p a r t of a k a l o nayak; the r o l e f r i g h t e n e d him f o r two main r e a s o n s , 

one, t h a t the a u d i e n c e s would not l o v e him as they do the h e r o , and two,, 

t h a t the power of b e i n g t h e 'dark' c h a r a c t e r c o u l d take him o v e r . 

A c t o r s / r e s s e s a r e o f t e n t y p e - c a s t w i t h these ' i d e a l ' c h a r a c t e r 

p o r t r a i t s i n mind; they u s u a l l y p l a y t h e same type of r o l e i n whichever 

p l a y or p a r t y they a r e i n . A l l of t h e s e c h a r a c t e r s and the o t h e r l e s s e r 

c h a r a c t e r s as w e l l , a r e r e n d e r e d even more b e l i e v a b l e by the use of appro-
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p r i a t e make-up. P l a y s such as B i p l o p i Vietnam or L e n i n r e q u i r e d much con

s i d e r a t i o n of make-up; they wanted to show the e f f e c t s o f napalm and they 

wanted a B e n g a l i to l o o k l i k e L e n i n . P l a y s t h a t a r e s e t i n modern Bengal 

r e q u i r e l i t t l e a d d i t i o n a l make-up; they use o n l y enough to make f a c i a l 

f e a t u r e s v i s i b l e f o r l o n g d i s t a n c e s . In t h e s e c t i o n on Green Room behav

i o u r p r e v i o u s l y g i v e n , I i n d i c a t e d what k i n d s of make-up they use and how 

i t i s a p p l i e d by v a r i o u s a c t o r s / r e s s e s . 

These c h a r a c t e r i s a t i o n s , even as ' s t e r e o t y p e d as they a r e ' , em

body a tremendous amount of c u l t u r a l i n f o r m a t i o n — t h e spectrum of c u l t 

u r a l types and t h e i r ' i d e a l ' and r e c o g n i s i b l e forms and b e h a v i o u r s . J u s t 

what t h e s e r e c o g n i s i b l e forms and b e h a v i o u r s a r e c o n s t i t u t e d from, of 

c o u r s e , v a r i e s h i s t o r i c a l l y and r e l a t e s t o changes i n theme and p r o d u c t i o n 

s t y l e from one e r a of j a t r a t o a n o t h e r . There i s a c o n s t a n t , however, and 

t h a t i s the importance of a concept of r e c o g n i s i b l e i d e n t i t y ; t h a t r e g a r d 

l e s s o f c h a r a c t e r i s a t i o n i t s h o u l d be c o n s t r u c t e d a c c o r d i n g to B e n g a l i 

t r u t h s . The p l a y Panoh Paisev Prithibi i s a good example of the c u l t u r a l 

i mportance of I d e n t i t y and o f b e i n g ' i n c h a r a c t e r ' or ' f u l l o f c h a r a c t e r ' . 

J u s t about e v e r y c h a r a c t e r i n t h a t p l a y i s g i v e n some l i n e s o f comment on 

t r u e c h a r a c t e r , t r u e n a t u r e , or f a l s e p o r t r a y a l s . These k i n d s of c h a r a c t e r s 

and t h e i r ' i d e a l ' types a r e i n t e r p r e t a b l e by B e n g a l i s p r e c i s e l y because they 

a r e 'of B e n g a l ' , and d i r e c t l y r e l a t e d t o n o t i o n s t h a t p e o p l e have about the 

s o c i a l and c u l t u r a l b e h a v i o u r and forms i n g e n e r a l . 

The whole j a t r a performance, and t h e s o c i a l r e l a t i o n s h i p s t h a t a r e 

c r e a t e d and s u s t a i n e d through the p r o d u c t i o n of i t , i s i n d e e d a c u l t u r a l 

p e rformance. I t i s c u l t u r a l p r o d u c t i o n i n the most t e c h n i c a l and i m a g i n 

a t i v e w a y — f r o m the s o c i a l r e l a t i o n s o f the b u s i n e s s through to the s o c i a l 

r e l a t i o n s of a e s t h e t i c judgement and a p p r e c i a t i v e i n t e r p r e t a t i o n ; from the 

c u l t u r a l p r a c t i c e s bound up i n the i n f o r m a t i o n p a r t i e s p r e s e n t and r e -
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p r e s e n t : t o the a u d i e n c e s . At i t s most prof o u n d p o i n t s , the j a t r a p e r f o r m 

ance i s the communication of B e n g a l i c u l t u r a l c o n s c i o u s n e s s ; a t i t s most 

s u p e r f i c i a l p o i n t s i t i s c u l t u r a l l y i n t e r p r e t a b l e e n t e r t a i n m e n t , whichever 

i t i s a t any p o i n t , i s e q u a l l y t i e d t o B e n g a l i s o c i a l and c u l t u r a l p r a c t i c e . 

The j a t r a i s t r u l y c r e a t i v e c u l t u r a l p r a c t i c e , not o n l y does i t 

p r e s e n t i d e a l models of i n f o r m a t i o n t h a t p e o p l e a l r e a d y know, i t a l s o 

pushes the b o u n d a r i e s of c u l t u r a l i n f o r m a t i o n t h a t everyone i n v o l v e d i n 

t h e whole system has drawn. 
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THE JATRA PERFORMANCE SYSTEM 



- 211 -

I must C r e a t e a System, o r be e n s l a v ' d 
by a n o t h e r Man's; 
I w i l l not Reason and Compare: my b u s i n e s s 
i s t o C r e a t e . 

( W i l l i a m B l a k e , J e r u s a l e m f l O L20) 

THE JATRA PERFORMANCE SYSTEM: 
I t s I n t e r n a l O r g a n i s a t i o n , C o n t r a d i c t i o n s and E x t e r n a l R e l a t i o n s 

The j a t r a p r e s e n t s and r e - p r e s e n t s ' l i f e ' on t h e s t a g e , but 

more than t h a t t h e j a t r a i s a 'way of l i f e ' and a concept o f l i f e as a 

j o u r n e y through i l l u s o r y y e t n e c e s s a r y attachments t o B e n g a l i e x i s t e n c e . In 

the p r e v i o u s s e c t i o n s of t h i s t h e s i s I have t r i e d t o show how the j a t r a i s 

thought o f , how t h e b u s i n e s s r u n s , how a performance happens, and how i t 

i s i n t e r p r e t e d by v i e w e r s . B e f o r e I go on to l o o k a t a s i n g l e p l a y i n 

more depth I would l i k e t o r e c a p i t u l a t e by l o o k i n g a t the s o c i a l r e l a t i o n s 

n e c e s s a r y f o r a j a t r a performance t o take p l a c e , by examining and e x p l i c a t 

i n g t h e c o n t r a d i c t i o n s w i t h i n the j a t r a a t s e v e r a l l e v e l s , and by l o o k i n g 

at the way the j a t r a r e l a t e s t o o t h e r s i m i l a r forms of performance w i t h i n 

Bengal i t s e l f . Systems a r e i n t e r e s t i n g c r e a t i o n s , s i n c e they can expand 

or c o n t r a c t , e x c l u d e o r i n c l u d e v a r i o u s amounts o f i n f o r m a t i o n , and i l l u m 

i n a t e o r obscure i m p o r t a n t r e l a t i o n s h i p s . 

The j a t r a , as a b u s i n e s s and as p e r f o r m e r s , v i e w e r s and perform-. 

ances, r e q u i r e s t h a t a number o f p e o p l e be f o r m a l l y and i n f o r m a l l y , d i r e c t l y 

and i n d i r e c t l y l i n k e d w i t h one another. The owners and managers a r e con

t r a c t u a l l y c onnected to p a r t y members and t o t h e sponsors and v i e w e r s ; the 

t r a v e l l i n g p a r t y i s f o r m a l l y , i n f o r m a l l y , and d i r e c t l y l i n k e d w i t h i n i t s e l f 

and t o the sponsors and a u d i e n c e s ; and t h e middlemari i s d i r e c t l y l i n k e d t o 

owners, managers and sponsors and i n d i r e c t l y l i n k e d w i t h p e r f o r m e r s and 

s p e c t a t o r s . 
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From i n s i d e the system i t s e l f , t h e s e c o n n e c t i o n s seem t o f o l l o w 

n a t u r a l l y from t h e e x p e c t e d d i v i s i o n o f l a b o u r and the c h a i n o f command t h a t 

i s e s t a b l i s h e d w i t h i n a j a t r a p a r t y , and a l s o between t h e p a r t y o f f i c i a l s 

and t h e i r c r e d i t o r s and b a c k e r s . H i e r a r c h i c a l f o r m a t i o n s , such as the 

j a t r a b u s i n e s s , have a c e r t a i n i n t e r n a l l o g i c t o them as w e l l as a c e r t a i n 

sense o f endurance and c o n t i n u i t y w i t h i n them. The c o n n e c t i o n s between 

the p a r t y and t h e s p o n s o r s and v i e w e r s , w h i l e n o t as h i e r a r c h i c a l , have 

b o t h a sense o f c o n t i n u i t y ( a u d i ences see many j a t r a performances over a 

l i f e t i m e , and the i n f o r m a t i o n p r e s e n t e d i s b o t h h i s t o r i c a l l y and s t r u c t u r e . , 

a l l y r e l a t e d t o t h e i r l i v e s ) and a sense o f impermanence or s p e c i f i c p u r 

poses l i m i t e d d u r a t i o n - — t h e performance i t s e l f . These l a t t e r c o n n e c t i o n s 

and the s o c i a l r e l a t i o n s h i p s t h a t r e s u l t a r e d e f i n i t e l y as d i f f e r e n t i n 

q u a l i t y as t h e y a r e i n q u a n t i t y , s i n c e t h e p e r f o r m e r s and t h e a u d i e n c e s 

have l i t t l e t o do w i t h each o t h e r b e f o r e o r a f t e r the performance i t s e l f . 

These two k i n d s o f s o c i a l r e l a t i o n s , h i e r a r c h i c a l and i n t e r n a l t o the 

b u s i n e s s , and r e c i p r o c a l and i n t e r n a l to the performance, i n v o l v e p e o p l e 

i n t h e j a t r a j a g a t d i f f e r e n t l y ; t o g e t h e r t h e y u n i t e p e o p l e i n t o an i n t e r 

l i n k i n g system. 

The diagram t h a t f o l l o w s p r o v i d e s a v i s u a l summary of the ways i n 

which B e n g a l i s a r e c o n j o i n e d t h r o u g h the j a t r a . A j a t r a performance can 

l i n k anywhere from 2,000-15,000 pe o p l e t o g e t h e r t h r o u g h t h i s c u l t u r a l con

t r a c t c o n s t i t u t e d from s o c i a l r e l a t i o n s , language, symbols, images, v a l u e s 

and e x p e c t a t i o n s . A l t h o u g h p e o p l e have d i f f e r e n t i a l c o n s c i o u s n e s s , know

led g e and c o n t r o l i n t h i s system, t h e d i r e c t r e l a t i o n s h i p s a r e c a r r i e d 

t h r o u g h w i t h a c e r t a i n p r e d i c t a b i l i t y and common u n d e r s t a n d i n g . P e o p l e 

behave, more o f t e n than n o t , i n t h e t y p i c a l ways t h a t I have p r e s e n t e d ; 

owners know how to own, managers to manage, p e r f o r m e r s t o p e r f o r m , a u d i e n c e s 

•4, 
to a u d i e n c e . They behave as they f o u g h t t o enough t h a t i t can be 
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r e c o g n i s e d as 'normal' and everyday i n t e r p r e t a b l e b e h a v i o u r . When the 

abnormal o r u n u s u a l happens the amount o f d i s c u s s i o n and energy t h a t i s 

expended t o make i t ' r i g h t ' c e r t a i n l y w a r r a n t s t h e c o n c l u s i o n t h a t t y p i c a l 

b e h a v i o u r i s expected. 

L o o k i n g a t t h e system from t h e o u t s i d e , i t becomes apparent,".-, 

however, t h a t b u i l t i n t o t h i s ' b u s i n e s s o f t h e p r o d u c t i o n o f c u l t u r a l 

p erformances' t h e r e aire a number o f seeming c o n t r a d i c t i o n s ; t h o s e gener

a t e d from B e n g a l i c u l t u r e i t s e l f and those g e n e r a t e d from c u l t u r a l c o n s c i o u s 

ness and p r a c t i c e i n the j a t r a b u s i n e s s f o r m a t i o n . While t h e y may be 

r e s o l v e d a t t h e c o s m o l o g i c a l o r p h i l o s o p h i c a l l e v e l s , they a r e m a i n l y 

r e c o g n i s e d , contemplated and l e f t as u n r e s o l v e d t e n s i o n s a t a p r a c t i c a l 

l e v e l . I t i s from these u n r e s o l v e d t e n s i o n s at a day-to-day e x i s t e n c e 

l e v e l , whether g e n e r a t e d from e x i s t e n t i a l o r s i t u a t i o n a l dilemmas, t h a t 

the j a t r a c r e a t e s i t s p r o f o u n d c o n n e c t i o n w i t h t h e ongoing l i f e o f the 

B e n g a l i p e o p l e as a whole. 

A e s t h e t i c b u s i n e s s e s , r a t h e r t h a n j u s t the a e s t h e t i c s o f b u s i n e s s 

o r the a r t of b u s i n e s s , themselves c o n c r e t e e n t i t i e s , a r e not engaged i n 

the p r o d u c t i o n o f commodities f o r market exchange, i n the u s u a l sense o f 

the terms. The p r o f e s s i o n a l j a t r a , as i t e x i s t s i n modern Bengal (a 

c o l o n i a l a r t i f a c t w i t h a m i x t u r e o f c a p i t a l i s t and d e m o c r a t i c s o c i a l i s t 

i d e o l o g i e s i n f u s e d w i t h H i n d u i s m ) , w h i l e i t i s embedded i n the commercial 

w o r l d , does n o t s u f f e r from t h e a t t e n d e n t c o n d i t i o n o f a l i e n a t e d l a b o u r . 

Why n o t ? Is i t something about the ' b u s i n e s s o f t h e p r o d u c t i o n o f c u l t 

u r a l p e rformances' t h a t i s s i g n i f i c a n t l y d i f f e r e n t ? 

J a t r a performances a r e end-products o f a number of d i f f e r e n t k i n d s 

o f l a b o u r and i n t e r e s t s (the same ones t h a t any B e n g a l i i s i n v o l v e d i n , be 

th e y i n d u s t r i a l workers, s m a l l businessmen, o r r i c e - p r o d u c e r s ) , y e t no one 

i n t h e p r o d u c t i v e p r o c e s s o f a performance i s a l i e n a t e d i n any a b s t r a c t 
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sense. But above t h i s , t h e p r o f e s s i o n a l j a t r a i s not l i k e any o t h e r 

commodity p r o d u c i n g b u s i n e s s , i t s p r o d u c t p r o v i d e s a c r i t i c i s m o f b o t h i t 

s e l f and the c a p i t a l i s t i c b u s i n e s s - l i k e way o f l i f e i n which i t i s embedded. 

I t i s r e l a t e d t o i t s e l f by a n e g a t i v e d i a l e c t i c , a c r i t i c a l s t a n c e i n 

a c r e a t i v e p o s t u r e . 

At one c u l t u r a l l e v e l , t h e semantic u n i v e r s e o f p r o d u c t i o n i s not 

s e p a r a t e d i n t o m ental and manual l a b o u r . The B e n g a l i concept o f avtha 

( p o l i t i c a l economy and meaning), u n i f i e s a s p e c t s of l i v i n g and r e f l e c t i o n s 

about making a l i v i n g ( e s p e c i a l l y as t h e y a r e p r e s e n t e d , r e - p r e s e n t e d , and 

p e r s o n i f i e d on t h e j a t r a s t a g e ) . The meaning o f the: making o f a l i v i n g 

i n ' t h i s w o r l d ' i s what meaning i s about. In B e n g a l , f o r most B e n g a l i s , 

even though Western c a p i t a l i s t i c p r a c t i c e s and c o n t r a d i c t i o n s a r e p r e s e n t 

t h e y have n o t permeated c o m p l e t e l y nor f u n d a m e n t a l l y a l t e r e d t h e view t h a t 

making o r c r e a t i n g and meaning a r e not i n o p p o s i t i o n to one a n o t h e r — p a r t 

i c u l a r l y f o r the p e o p l e whose l a b o u r i s t o make meaning on the stage o r 

i n t h e j a t r a p l a y . One word t h a t i s used, i n B e n g a l i , t o t a l k about 

p r o d u c t i o n i n e i t h e r an a b s t r a c t o r c o n c r e t e sense i s utpanno ov utpadan 

which means c r e a t i o n , o r i g i n a t i o n , g e n e r a t i o n , and p r o d u c t i o n . T h i s nexus 

i s m e a n i n g f u l l y u n i t e d i n B e n g a l i s o c i a l and c u l t u r a l p r a c t i c e . 

At a n o t h e r c u l t u r a l l e v e l the p h i l o s o p h i c a l u n i v e r s e o f s o c i a l 

l i f e — i t s c r e a t i o n and d e s t r u c t i o n — i s c y c l i c a l and t r a n s i t o r y . Permanence 

i s a s o r t o f c u l t u r a l f i c t i o n ; attachments and s o c i a l r e l a t i o n s a r e the 

most important and s e r i o u s c u l t u r a l f i c t i o n s . The p l a y as l i f e ; l i f e as 

p l a y metaphor i n Western c u l t u r e p o s i t s t h a t s o c i a l l i f e i s ' u n r e a l ' when 

i t i s p l a y e d on the s t a g e — t h i s s e t s up a dilemma o r a c o n t r a d i c t i o n . F o r 

B e n g a l i s , on t h e o t h e r hand, t h e n a t u r e o f s o c i a l l i f e and i t s r e - p r e s e n t 

a t i o n i n t h e j a t r a i s the r e v e r s e o f t h e Western c o n t r a d i c t i o n — ' r e a l ' 

s o c i a l l i f e i s o n l y an i l l u s o r y n e c e s s a r y attachment and o n l y when i t i s 
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d e m y s t i f i e d and p r e s e n t e d i n t h e j a t r a j o u r n e y does i t become ' r e a l l y 

r e a l ' , p o t e n t i a l l y i n t e r p r e t a b l e and m e a n i n g f u l . The p l a y t h a t i s t r a n s - . 

l a t e d h e r e p o i n t s out how the j a t r a p l a y w r i g h t s , p e r f o r m e r s , and a u d i e n c e s 

view the r e l a t i o n s h i p between s o c i a l l i f e and d r a m a t i c l i f e , B e n g a l i t r u t h s 

and f a l s i t y , and Western i n f l u e n c e s and B e n g a l i u n d e r s t a n d i n g s . 

Where the c o n t r a d i c t i o n s c o n t i n u e to c r e a t e t e n s i o n s and generate 

new c o u r s e s o f a c t i o n f o r p e o p l e i n s i d e t h e j a t r a j a g a t , i s i n t h e i r 

everyday s o c i a l p r a c t i c e , t h e p r a c t i c e i n v o l v e d i n t h e p r o d u c t i o n - of a 

j a t r a p e rformance. As I p o i n t e d o u t , the j a t r a i s a v e r y h i e r a r c h i c a l 

f o r m a t i o n , but t h e p l a y s b e i n g performed by t h e modern p r o f e s s i o n a l j a t r a 

p a r t i e s a r e d e d i c a t e d t o t h e e x p l o r a t i o n o f t h e ' e v i l s ' o f such o r g a n 

i s a t i o n s . A c t o r s , who a r e dominated by t h o s e h i g h e r than t h e y i n t h e 

p a r t y , a r e on s t a g e 'fomenting' r e v o l u t i o n s . Owners, who a r e themselves 

making p r o f i t s o f t e n by e x p l o i t i n g o t h e r s , s e l e c t p l a y s t h a t f o c u s on t h e 

e v i l s o f c a p i t a l i s t e x p l o i t a t i o n . S e r v a n t s , who w a i t on a c t o r s / r e s s e s , 

watch a p l a y i n which the s e r v a n t s t a l k about and o f t e n r e b e l . Y e t , l i f e 

i n t h e j a t r a p a r t y c o n t i n u e s — t h e p l a y s may c r i t i c i s e t h e j a t r a w o r l d as 

w e l l as t h e B e n g a l i w o r l d — b u t i t p e r s i s t s . P eople a r e c o n s c i o u s of the 

c o n t r a d i c t i o n s — ' t h e s e c u l t u r a l c o n u n d r u m s — b u t t h e y do not r e n d e r p e o p l e 

c a t a t o n i c o r u n w i l l i n g t o e x p l o r e t h e s e themes and p r e s e n t them t o a u d i e n c e s 

f o r c o n t e m p l a t i o n . A u d i e n c e s , themselves composed o f p e o p l e from v a r i o u s 

c a s t e s and c l a s s e s , watch p l a y s t h a t expose the n a t u r e o f s o c i a l r e l a t i o n s , 

t h e c u l t u r a l f i c t i o n s t o which they a r e n e c e s s a r i l y a t t a c h e d . T h i s i s 

a v e r y p o w e r f u l and c r e a t i v e time f o r B e n g a l i c u l t u r a l l i f e . 

Between the p r e s e n t a t i o n o f meaning and making a l i v i n g , and t h e 

meaning o f making a l i v i n g , t h e j a t r a p e o p l e are a l s o e x t e r n a l l y r e l a t e d t o 

o t h e r ' f o l k ' p e r i p a t e t i c performance forms, and t o o t h e r urban and Western

i s e d e n t e r t a i n m e n t forms. I f we r e t u r n , f o r t h e moment, to a s e m i o t i c 
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system a g a i n , i t w i l l be c l e a r e r how t h e p e r i p a t e t i c performances i n - .. 

g e n e r a l 'mean' as a system, how the j a t r a i s a p i v o t a l form w i t h i n t h i s 

s y stem and a n o t h e r system, the s o c i a l performance e n t e r t a i n m e n t system. 

The P e r i p a t e t i c Performance System: 

The j a t r a , s i n c e i t i s 'so bound up w i t h B e n g a l i c u l t u r a l l i f e , 

i s a l s o r e l a t e d t o o t h e r e d u c a t i o n a l and performance forms t h a t a r e found 

i n B e n g a l . I n f a c t , i t o c c u p i e s a c e n t r a l p o s i t i o n among o t h e r forms i f 

we choose to l o o k a t them a l l as a s i n g l e system. 

The Meaning of P e r i p a t e t i c Forms and Performers: 

A t one l e v e l o f i n t e r p r e t a t i o n , a l l B e n g a l i i t i n e r a n t p e r f o r m e r s 

( t h o s e t h a t I have chosen t o d i s c u s s anyway) a r e demonstrators o f B e n g a l i 

T r u t h s . T h e i r l i f e - s t y l e , t h e i r mode o f making a l i v i n g , t h e i r p h i l o s o p h y 

and t h e i r form o f e x p r e s s i o n , a l l g y r a t e w i t h i n a fundamental w o r l d o f 

artha and maya(meaning, p o l i t i c a l economy and a t t a c h e d n e s s ) . T h e i r message, 

however, i s t h a t they make t h e i r l i v i n g by b e i n g ' v i r t u a l ' j o u r n e y e r s , 

t r a v e l l e r s , u n a t t a c h e d p e r s o n s — u n a t t a c h e d t o the t h i n g s t h a t demonstrate 

B e n g a l i b e i n g i n the w o r l d — a t t a c h m e n t s t o l a n d and statuses.. They a r e 

l i v i n g c o n t r a d i c t i o n s o f and to most B e n g a l i p e a s a n t s , t h e i r s p e c t a t o r s , 

who work the l a n d s u b j e c t e d to t h e m e r c i l e s s and l i f e - g i v i n g r i v e r s o f 

B e ngal and the v a r i o u s r u l e r s and dominators, b o t h of th e p a s t and p r e s e n t 

i n B e n g a l . They a r e even l i v i n g c o n t r a d i c t i o n s to r u r a l B e n g a l i s e r v i c e 

j a t i s , who a r e a t t a c h e d to p e a s a n t s and r u l e r s by an i n t r i c a t e web o f 

t r a d i t i o n a l r i g h t s and o b l i g a t i o n s . They are even l i v i n g c o n t r a d i c t i o n s 

to l a n d l e s s l a b o u r e r s , who would be a t t a c h e d to l a n d and s t a t u s e s i f t h e i r 

l i f e chances a l l o w e d i t . 

The forms through which t h e p e r f o r m e r s meet, p r e s e n t t h e i r message, 

and a r e i n t e r p r e t e d by t h e i r s p e c t a t o r s , form an i n t e r r e l a t e d and i n t e r -
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r e f e r r i n g system, as I see i t anyway. The meaning o f t h e s e p e r i p a t e t i c 

forms can be i n t e r p r e t e d by o u t l i n i n g and u n d e r s t a n d i n g t h e i r i n t e r 

r e l a t i o n s h i p s and t h e i r i n t e r r e f e r r a l . Each form (remember the g l o s s I 

gave b e f o r e f o r the word rupa) has a meaning c r e a t e d by i t s i n t e r n a l 

c o n s i s t e n c y ; i t s i n t e r n a l r e l a t i o n s ; i t s e s s e n t i a l message. I n t h i s c a s e , 

the outward appearances a r e i n harmony w i t h the i n s i d e i n t e n t i o n s — w h a t 

e v e r t h a t i n t e n t i o n i s — i n t h i s sense each of t h e forms t h a t w i l l be 

p r e s e n t e d i s ' v i r t u a l ' . Each form a l s o can be seen to have a meaning i n 

r e l a t i o n t o the o t h e r forms i n t h e i n t e r r e f e r r i n g system. I n e f f e c t , 

t h e r e i s a v e r t i c a l and h o r i z o n t a l d i m e n s i o n t o , an i n t e r n a l c o n s i s t e n c y 

and e x t e r n a l r e l a t e d n e s s o f , and an e x p l o r a t i o n o f the dimensions o f 

B e n g a l i T r u t h s i n , t h i s system. What I w i l l do i s t o draw a v e r b a l s k e t c h 

o f how each form i n the system means, i n i t s e l f , and then how each form 

i n the system means i n r e l a t i o n t o the o t h e r forms i n the s y s t e m — h o p e 

f u l l y e n d i n g w i t h how t h e system means to the B e n g a l i s p e c t a t o r . There a r e 

f i v e forms i n t h i s system ( t h i s i s a l s o t h e f i f t h p a r t o f t h i s t h e s i s ) , 

which I w i l l t r e a t i n more o r l e s s d e t a i l ; the B a u l s (mendicant s i n g e r s ) ; 

the K i r t a n P a r t i e s (ambulatory p r a i s e r s o f K r i s h n a i n song and dance); 

the J a t r a P a r t i e s ( f o l k o r p o p u l a r t h e a t r i c a l o p e ra p a r t i e s ) ; the K a t h a -

k a t a and P a n c h a l i Readers ( s t o r y t e l l e r s ) ; and the K a b i P a r t i e s ( d u e l i n g 

poets i n song and v e r s e ) . In my e x p e r i e n c e , a l l of t h e s e forms s t i l l ex

i s t i n r u r a l West B e n g a l , b u t a r e i n v a r y i n g p o p u l a r i t y a t p r e s e n t . The 

performances I had the f o r t u n e t o w i t n e s s most f r e q u e n t l y ( w h i l e I d i d see 

performances o f a l l t y p e s ) were p r e d o m i n a n t l y those performed by B a u l s , 

K a b i P a r t i e s , and most e x t e n s i v e l y and i n t e n s i v e l y the J a t r a P a r t i e s . 

The Forms: The Performers, the Performance, the Information: 

The Bauls: 

Shashibhusan DasGupta, a B e n g a l i s c h o l a r o f r e l i g i o u s t e x t s and 
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p r a c t i c e s , has summed up the f e e l i n g s h e l d among the B e n g a l i l i t e r a r y 

e l i t e about t h e B a u l s : 

an o r d e r o f s i n g e r s , s t i l l e x t a n t — a n i n s t i t u t i o n 
o f immense l i t e r a r y and r e l i g i o u s i n t e r e s t ; f o r , 
t h e songs o f these bards a r e as much n o t e d f o r 
t h e i r n a i v e t e and s p o n t a n e i t y of e x p r e s s i o n as 
f o r the s p i r i t u a l i n t e n s i t y of t h e i r c o n t e n t . 
The 'unpremeditated a r t ' of t h e i r ' f i r s t f i n e 
c a r e l e s s r a p t u r e s ' l i f t s us to a l e v e l o f ex
p e r i e n c e where t h e a e s t h e t i c and r e l i g i o u s work 
t o g e t h e r f o r a unique s p i r i t u a l t r a n s p o r t . 

(DasGupta 1969:157) 

B a u l s t e n d to r e p u d i a t e p h i l o s o p h e r s and academics, p a r t i c u l a r l y 

when t h e l a t t e r presume to i n t e r p r e t t h e i r songs and meanings i n an a c a 

demic f a s h i o n . Academics ( l i k e m y s e l f ) who a s s i g n meanings w i t h o u t 

a t t e n t i o n t o f e e l i n g s and demeanors and the p r o f o u n d m y s t i c a l o v e r t o n e s , 

from an e x p e r i e n t i a l b a s e , miss what the B a u l s i n t e n d t o be and 'mean'. 

Perhaps a c o u p l e o f songs composed by B a u l s would b e t t e r s t a t e t h e i r i n 

t e n t i o n and p o s i t i o n than I am a b l e t o do: 

The man i s h e r e 
In h i s form w i t h o u t form 
To adorn t h e hamlet o f l i m b s , 
And the sky above 
Is t h e g l o b e o f h i s f e e l i n g s — 
The p l a t f o r m o f spontaneous m a t t e r . 

Anon. ( B h a t t a c h a r y a 1969:39) 
and 

N o t h i n g has happened 
and n o t h i n g w i l l happen. 
What i s t h e r e , i s t h e r e . 

I became a k i n g 
i n my dream 
and my s u b j e c t s 
o c c u p i e d t h e e n t i r e e a r t h ; 
I s a t on the t h r o n e 
r u l i n g l i k e a l i o n , 
l i v i n g ^ a happy l i f e . 
The w o r l d obeyed me. 
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As I t u r n e d i n my bed, 
a l l was c l e a r : 
I was n o t a l i o n 
b u t a l i o n ' s u n c l e , 
a j a c k a s s , 
t h e v i l l a g e i d i o t . . . 

Anon. ( B h a t t a c h a r y a 1969:43-44) 

and 

That e n c h a n t i n g r i v e r 
R e f l e c t s t h e v e r y form 
Of t h e f o r m l e s s one. 
Sense the essence o f t h e m a t t e r , 
My d i s c e r n i n g h e a r t , 
And f e e l t h e t a s t e 
On y o u r tongue. 

You see o n l y 
a l i t t l e d i t c h o f l i f e 
And remain i n v o l v e d w i t h i t 
In a drunken s t u p o r . . . 

Gopal ( B h a t t a c h a r y a 1969:61) 

The B a u l p h i l o s o p h y i s more an a n t i - p h i l o s o p h y : i t i s : e s s e n t i a l 

t h a t u n d e r s t a n d i n g and awareness i s a c h i e v e d by means t h a t a r e o p p o s i t e to 

what i s c o n s i d e r e d 'normal' (Mohanmadan B a u l ; p e r s o n a l e x p e r i e n c e w i t h a 

few B a u l s i n 1971-2). DasGupta s a y s , " They r e f u s e t o be g u i d e d by any 

cannon o r c o n v e n t i o n , s o c i a l o r r e l i g i o u s . . . i n c l i n a t i o n s o f t h e mind a r e 

not r e s t r a i n e d by s o c i a l i n s t i t u t i o n s . . . . They p r o c e e d . i n a d i r e c t i o n o p p o s i t e 

to t h a t f o l l o w e d by the g e n e r a l run o f p e o p l e . . . . I t i s f o r t h i s r e a s o n t h a t 

t h e B a u l s would c a l l t h e i r p a t h ulta(l.e. t h e r e v e r s e ) . . . " ( 1 9 6 9 : 1 6 2 - 3 ) . 

The word B a u l , i n B e n g a l i , has about t h r e e d i f f e r e n t e t y m o l o g i e s — 

a l l o f which, o f c o u r s e , a r e r e l a t e d and h e l p t o form an image o f the 

B a u l . One s e t suggests. (DasGupta 1969:161) i t s Z o r i g i n i n S a n s k r i t words 

meaning w i n d - d i s e a s e ( e r a z i n e s s ) , i m p a t i e n t l y eager, and A r a b i c words 

meaning n e a r o r devotee. I suppose a l l o f those c o u l d be c o r r e c t , b u t I 

would r a t h e r l o o k i n t o t h e B e n g a l i sound system f o r an u n d e r s t a n d i n g of 

t h i s word; t h i s i s n o t t o deny the s u g g e s t e d h i s t o r i c a l c o n n e c t i o n s . The 

ba sound i s a s s o c i a t e d w i t h meanings o f e i t h e r / o r , p o s s i b l y , a l t e r n a t i v e l y , 
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o r t h i n g s t h a t s u g g e s t q u e s t i o n i n g ; the.:u sound means e x p r e s s i n g o r im

p a t i e n c e , the la sound i m p l i e s t a k i n g o r c a r r y i n g away. Put t o g e t h e r , 

t h e n , t h e word B a u l c o u l d mean e x p r e s s i n g o r b e i n g c a r r i e d away by a l t e r 

n a t i v e s o r p o s s i b i l i t i e s . F o r most B e n g a l i .'peasants , t h i s sense would mean 

t h a t B a u l s show b e i n g c a r r i e d away by p o s s i b i l i t i e s and a l t e r n a t i v e s o f 

one h a l f o f t h e main B e n g a l i e x i s t e n t i a l d i l e m m a — t h e d e s i r e and r e a l i s a 

t i o n o f t r a n s c e n d e n c e . 

Mohanmadan B a u l , who 1 met a t the v i l l a g e o f B h o l p u r i n West 

B e n g a l , d e s c r i b e d t h e B a u l as a ' c r a z y beggar, d r e s s e d i n a pathwork c o a t , 

always wandering from p l a c e to p l a c e , c a r r y i n g a l l h i s t h i n g s on h i s back, 

l i v i n g under t r e e s , smoking g a n j a , b e i n g f r e e , f e e l i n g songs and dances 

move him, u s i n g the v o i c e and s i m p l e i n s t r u m e n t s to l i v e c o n t r a r y to the 

o t h e r s . " By examining these statements more c l o s e l y i n terms o f p e r f o r m 

ance o f th e B a u l , and the i n f o r m a t i o n o f t h e B a u l phenomenon, i t w i l l be 

c l e a r e r how B a u l ' v i r t u a l n e s s ' , i n t e r n a l f o r m a l c o n s i s t e n c y , i s a c h i e v e d , 

and what appearances and r e a l i t i e s a r e p r e s e n t e d t o t h e v i l l a g e s p e c t a t o r 

t o i n t e r p r e t (as w e l l as t h e academic a n t h r o p o l o g i s t ) . 

One o f t h e main ways the B a u l s i n g e r s make t h e i r l i v i n g i s t o 

wander i n t o a v i l l a g e , s t o p i n f r o n t o f a r e s i d e n t i a l compound or i n the 

v i l l a g e market a r e a , and b e g i n to p l a y on t h e i r ektara ( a o n e - s t r i n g e d 

i n s t r u m e n t ) o r t h e i r dotara ( t w o - s t r i n g e d i n s t r u m e n t ) and s i n g and dance 

t o t h e i r own sounds, tunes and rhythms. The a p p r e c i a t i v e s p e c t a t o r s and 

l i s t e n e r s w i l l g i v e them money and/or o c c a s i o n a l l y food. When they f i n i s h 

s i n g i n g and c h a t t i n g w i t h those brave enough t o engage t h e s e s t r a n g e p a s s 

e r s - t h r o u g h , t h e y c o n t i n u e on t h e i r way t o a n o t h e r v i l l a g e , o r go t o t h e i r 

p r e f e r r e d banyan t r e e to d i s c u s s w i t h o t h e r p a s s i n g B a u l s . 

The songs they s i n g have a d e f i n i t e form, a d e f i n i t e s t y l e , and 

v a r y i n g c o n t e n t . The ones I quoted e a r l i e r were chosen for. t h e i r ' e s s e n t i a l ' 
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q u a l i t i e s , b u t t h e themes they c o v e r range from r e f e r e n c e s t o machines, 

a i r p l a n e s , t r a i n s , Bangladesh, e t c . , t o m y s t i c a l u n i o n , a n i m a l s , humans, 

e t c . , — a n y t h i n g t h a t e f f e c t s t h e Bengal c o u n t r y s i d e . T h e i r e s s e n t i a l 

message i s embedded i n a p a r t i c u l a r m e t r i c a l form. B h a t t a c h a r y a r e f e r s 

t o t h i s as the 4 4 4 2 meter, known as dhamali, f r e q u e n t l y used by the 

V a i s n a v a p o e t s . T h i s p a r t i c u l a r form has evenness a t i t s c o r e — b u t the 

B a u l s o n l y s t r i c t l y f o l l o w t h i s evenness i n th e f i r s t stanza.. In e i t h e r 

the second h a l f o f t h e f i r s t s t a n z a o r the second s t a n z a , t h e B a u l s i n g e r 

w i l l c h a r a c t e r i s t i c a l l y t a k e h i s l i b e r t y w i t h t h e v e r s e and the rhythm. 

They do t h i s p r i m a r i l y by a d d i n g s y l l a b l e s and d a n c i n g . Form, shape, 

appearance, f o r t h e B a u l s , must be b r o k e n , even i f i t i s i n f a i r l y p r e 

d i c t a b l e ways. 

At a l l l e v e l s o f t h i s p e r i p a t e t i c performance form, t h e message 

i s t h a t by r e c o g n i t i o n o f o p p o s i t i o n s and ' i l l u s i o n s ' one can be f r e e 

o f them and t h e i r consequences. They wander i n t o t h e v i l l a g e s , p l a y i n g 

s i m p l e i n s t r u m e n t s , s i n g i n g songs i n images and languages t h a t everyone 

( f o r whom i t i s 'common sense') knows and can i n t e r p r e t , w e a r i n g t h e i r 

o n l y c l o t h e s , c a r r y i n g a l l t h e i r p o s s e s s i o n s , t e l l i n g a l l the s p e c t a t o r s 

t h a t t h e e f f e c t s o f r i v e r s and r u l e r s can be r e v e r s e d by a c t i v e f e e l i n g 

f o r and u n d e r s t a n d i n g o f t h e w o r l d one i s t r a v e l l i n g t h r o u g h . 

The Kivtan P a r t i e s : 

S.K. De, a B e n g a l i s c h o l a r o f t h e V a i s n a v a l i t e r a t u r e and f a i t h , 

d e s c r i b e s the importance of t h e K i r t a n p a r t i e s t o a d e v o t i o n a l s t y l e 

t h a t i s i m p o r t a n t b o t h c u r r e n t l y and h i s t o r i c a l l y t o B e n g a l i s i n t h e 

f o l l o w i n g way: 

One o f h i s ( C h a i t a n y a , an i m p o r t a n t B e n g a l i r e 
l i g i o u s r e v i v a l i s t ) f i r s t and most i m p o r t a n t a c t s 
was the s t i m u l a t i o n i f n o t the i n t r o d u c t i o n , o f 
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an e m o t i o n a l and u n r i t u a l i s t i c mode o f m u s i c a l 
w o r s h i p , known as K i r t a n a , i n t h e d a i l y d e v o t i o n a l 
meetings which were h e l d i n the c o u r t y a r d o f S r i -
vasa's house. A t f i r s t t h e s e meetings were 
p r i v a t e . . . b u t t h e i n c r e a s i n g f e r v o u r d i s p l a y e d i n 
the K i r t a n a p a r t i e s p r o v e d c o n t a g i o u s by c r e a t i n g 
a h i g h l y e m o t i o n a l i s e d atmosphere. T h i s method o f 
c o n g r e g a t e d d e v o t i o n a l e x c i t e m e n t by means o f en
t h u s i a s t i c chorus s i n g i n g t o t h e accompaniment o f 
p e c u l i a r drums and cymbals, a l o n g w i t h r h y t h m i c a l 
b o d i l y movements e n d i n g i n t h e e c s t a t i c i n u t i l i z i n g 
group-emotion, and soon became a l i v e l y f e a t u r e o f 
t h e f a i t h . 

(De 1961:79-80) 

At t h e v i l l a g e l e v e l , even a t the p r e s e n t , t h e k i r t a n p a r t i e s 

a r e o f two k i n d s — t h o s e t h a t a r e formed o f p e o p l e o f V a i s n a v a d e v o t i o n 

from w i t h i n a s p e c i f i c v i l l a g e , and those who a c h i e v e some prominence f o r 

t h e i r e x c e l l e n c e and a r e i n v i t e d t o p e r f o r m around a p a r t i c u l a r v i l l a g e 

f e s t i v a l . F o r t h e most p a r t , however, k i r t a n p a r t i e s a r e from among t h e 

p e o p l e who i n t e r p r e t them, l i t e r a l l y — t h e y a r e o t h e r v i l l a g e r s . At c e r 

t a i n times o f t h e y e a r , e s p e c i a l l y i n t h e s p r i n g , they form a group, t a k e 

up t h e i r i n s t r u m e n t s (the e k t a r a o r d o t a r a , t h e j u r i o r s m a l l f i n g e r 

cymbals, and the knot o r double-headed drum), and walk around the v i l l a g e 

s i n g i n g songs i n p r a i s e o f K r i s h n a and Radha, o r C h a i t a n y a — e m p h a s i s i n g 

elements o f e c s t a t i c group t r a n s c e n d e n c e through K r i s h n a c o n s c i o u s n e s s . 

F o r t h i s s h o r t t i m e , o r a t any r a t e f o r a s p e c i f i c time a p a r t from 

everyday t i m e , t h e k i r t a n p a r t y members a r e not bound t o time, p l a c e o r 

s t a t u s . T h i s form, " c h a n t i n g a l o u d . . . t h e b l e s s e d name...is s a i d t o be the 

most p o w e r f u l means o f e f f e c t i n g a d e v o t i o n a l a t t i t u d e ; and not b e i n g 

s u b j e c t ( o r r u l e d — m y i n t e r p r e t a t i o n ) t o the r e s t r i c t i o n s o f time, p l a c e 

o r p e r s o n , i t i s the o n l y e f f i c a c i o u s method which s h o u l d be u n i v e r s a l l y 

adopted i n t h e p r e s e n t decadent K a l i Age" (De 1961:370). 

A g a i n , I would l i k e t o l o o k at the word k i r t a n , and i t s i n t e r n a l 

c o m p o s i t i o n f o r an i m p o r t a n t c l u e t o t h e meaning o f the form o f p e r f o r m 

ance o f k i r t a n . The sound ki i s a q u e s t i o n i n g sound ( i n f a c t , i t means 
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what? as w e l l as merely e x p r e s s i n g how much o f something); the ra a l s o 

means p r o c e s s ; the ta means a g a i n i n q u i r y , doubt, u n c e r t a i n t y ; and the 

na i s a n o t h e r n e g a t i n g sound ( o f t e n as l i t e r a l l y N0>. K i r t a n , then, i s 

a way of n e g a t i n g q u e s t i o n i n g o r u n c e r t a i n t y — t h e form, by s i n g i n g the 

name o f K r i s h n a and c o a m b u l a t i n g w i t h p e o p l e a t the same time, makes a 

moment o f t r a n s c e n d e n c e c e r t a i n — t h r o u g h e c s t a t i c communal d e v o t i o n (an 

a c t t h a t c o u l d a l s o be seen as momentarily d e f y i n g the c a s t e r u l e s as 

w e l l ) . 

K i r t a n s i n g e r s wear everyday d r e s s , o n l y d i s t i n g u i s h i n g them

s e l v e s from everyone e l s e by the a p p l i c a t i o n o f p a i n t e d r e l i g i o u s s i g n s 

on t h e i r f o r e h e a d s . They come from the v i l l a g e , f o r the v i l l a g e t o p a r 

t i c i p a t e i n a n o n - o r d i n a r y form o f t r a n s c e n d e n c e . Most k i r t a n s i n g e r s 

make t h e i r l i v i n g as a g r i c u l t u r i s t s o r s e r v i c e c a s t e o c c u p a t i o n s — t h e i r 

everyday a r t h a i s t o t a l l y i n v o l v e d w i t h the r i v e r s and r u l e r s . Occae 

s i o n a l l y they b r e a k t h e r o u t i n e and a l s o r e a l i s e t h a t f o r most p e o p l e , 

most o f the time, t r a n s c e n d e n c e i s momentary and f l e e t i n g . 

The songs themselves a r e t i e d d i r e c t l y to V a i s n a v a p o e t r y — i n 

b o t h meter and c o n t e n t . E c s t a t i c evenness i n the 4 4 4 2 meter, and themes 

of l o v e i n s e p a r a t i o n (Dimock 1966) f l o o d t h i s form. 

The ' v i r t u a l n e s s ' o f t h i s form i s o r d i n a r y B e n g a l i human moment

a r y t r a n s c e n d e n c e . 

The Jatra Parties: 

A c c o r d i n g to Hemendra DasGupta, j a t r a i s the ' l i f e - b l o o d ' o f 

Bengal (DasGupta 1939). A c c o r d i n g to me, j a t r a i s the v e r y essence o f 

b e i n g and b e i n g i n the B e n g a l i w o r l d . S i n c e j a t r a p a r t i e s a r e the groups 

of p e r f o r m e r s w i t h whom I spent most o f the time I was i n I n d i a , my view 

of B e n g a l and B e n g a l i meaning a r e n e c e s s a r i l y most consonant w i t h t h e i r s . 
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T h i s form was i n s t r u m e n t a l i n s h a p i n g my f e e l i n g f o r and knowledge about 

t h e meaning o f performance forms i n Bengal. To t h e j a t r a p e o p l e i s my 

most p r o f o u n d debt, and my most p r o f o u n d e x a s p e r a t i o n . They a r e p l a y e r s : 

they p l a y w i t h c o s m o l o g i c a l knowledge o f t h e j o k e o f K r i s h n a and K a l i - -

they r a i s e and lower t h e c u r t a i n o f maya; they p l a y w i t h the s o c i a l r e l a 

t i o n s h i p s so i m p o r t a n t t o B e n g a l i l i f e — b y b e i n g i t i n e r a n t and by p o k i n g 

f u n a t the h i g h s t a t u s e s through t h e i r p o r t r a y a l s o f l e c h e r o u s Brahmins 

and h e i n o u s c o l o n i a l d e s p o t s ; they p l a y w i t h t h e senses o f 'everyday 

n o r m a l i t y ' . At t h e same t i m e , i n a c o n s t a n t i n t e r n a l h e r m e n e u t i c , they 

a r e s e r i o u s i n t h e i r p u r p o s e — e d u e a t i o n i n g B e n g a l i s — a n d i n c r e d i b l y t i e d 

t o a l i f e - s t y l e o f nomadism. They a r e w a l k i n g , t a l k i n g and w o r k i n g c o n t r a 

d i c t i o n s i n p e r f o r m i n g through s i n g i n g , d a n c i n g and p l a y - a c t i n g . What a l l 

t h i s means i s - o n e ^ o f i t h e s u b j e c t s t r e a t e d i n t h i s t h e s i s and a c o u p l e 

o f p r e v i o u s a r t i c l e s , but f o r the purposes o f e x p l i c a t i n g t h e system I 

am a s s e r t i n g and how i t 'means', i n t h i s s e c t i o n , t h e j a t r a can be i n 

t e r p r e t e d as f o l l o w s : 

The j a t r a p a r t i e s a r e made up of groups o f p e o p l e , i n c l u d i n g s i n g 

e r s , d a n c e r s , a c t o r s / r e s s e s , managers,, t e c h n i c i a n s , m u s i c i a n s , and m e n i a l s . 

They a r r i v e , as a group, i n . a v i l l a g e e i t h e r by bus o r by b u l l o c k c a r t . 

They come on a v e h i c l e , n ot by f o o t as t h e Bau l s and K i r t a n s i n g e r s do, 

n o n e t h e l e s s they a r e grounded i n B e n g a l i ' t r a d i t i o n ' and a r e s u b j e c t t o 

the weather ( s i n c e t h e y p e r f o r m i n an o p e n - a i r arena) and r u l e r s ( t h e i r 

p a t r o n have u s u a l l y been l a r g e landowners o r f a c t o r y owners, even though 

now they a r e o b t a i n e d through c o n t r a c t s ) . These f o r m i n g and p e r f o r m i n g 

o u t s i d e r s s e t up t h e show i n a f i x e d s p o t — a f o u r - c o r n e r e d mud o r wooden 

stag e surrounded by s e a t s . 

The performance has a d e f i n i t e s t r u c t u r e t h a t weaves music, song, 
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dance, and drama t o g e t h e r i n a 3^-4% hour show. I t b e g i n s w i t h a c o n c e r t , 

d e s i g n e d t o c a l l t h e s p e c t a t o r s t o the space, moves on t o a s h o r t dance/ 

drama u s u a l l y d e p i c t i n g a c o s m o l o g i c a l s t r u g g l e , o r a t l e a s t a p r o f o u n d l y 

e x i s t e n t i a l s t r u g g l e . From t h i s t h e c e n t r a l drama emerges, a f i v e - a c t 

p l a y on a v a r i e t y o f themes r a n g i n g from r e l i g i o u s , h i s t o r i c a l , i m a g i n a r y , 

s o c i a l , t o r e v o l u t i o n a r y c o n c e r n s . The p l a y i t s e l f has a d e f i n i t e f o r m — 

f i v e - a c t s , each w i t h a s p e c i f i c f u n c t i o n and i n t e n t i o n . The p l a y w r i g h t s , 

who a r e d i s c u s s e d a t l e n g t h i n t h e next s e c t i o n , w i t h whom I spent a 

g r e a t d e a l o f time l e a r n i n g how to w r i t e a j a t r a p l a y , t a l k about the p l a y 

u s i n g an o r g a n i c metaphor. The p l a y i s a l i v i n g t h i n g ; i t s f i r s t a c t i s 

the seed, i t s second a c t t h e budd i n g , i t s t h i r d a c t — t h e c l i m a x — t h e t r u n k , 

i t s f o u r t h a c t the bloom, and i t s f i f t h a c t i s t h e f u l l , o v e r - r i p e f r u i t 

o r f l o w e r t h a t p r e p a r e s and g e n e r a t e s the new seed. W i t h i n each a c t each 

scene has t h e j o b o f p l a y i n g w i t h v a r i o u s rasa (emotions, moodsj t a s t e s ) . 

Through t h i s form, the s p e c t a t o r s a r e p r e s e n t e d w i t h r e - p r e s e n t a t i o n s o f 

B e n g a l i e x i s t e n c e , and B e n g a l i c o n t r a d i c t i o n s o f a r t h a and maya. 

The word j a t r a or j a t r a g a n , as the form i s sometimes c a l l e d , has 

an i n t e r e s t i n g i n t e r n a l meaning: the ja sound means movement and the 

tra i n d i c a t e s p r o c e s s and d e l i v e r a n c e . The j a t r a , t h e n , i s a t the same 

time a p r o c e s s i o n , a j o u r n e y , and a t h e a t r i c a l f o r m — l e a d i n g p e o p l e through 

l i f e . The word i n c o m b i n a t i o n w i t h o t h e r s g i v e s f u r t h e r i n s i g h t i n t o the 

j a t r a ' s attachment t o B e n g a l i everyday l i f e ; y our j a t r a can be any j o u r n e y 

you u n d e r t a k e , a p i l g r i m a g e o r a t o u r ; jibon(life) j a t r a means b o t h your 

l i v e l i h o o d and y o u r b i o g r a p h y ; agusta j a t r a means your death. One a c t o r 

t o l d me, "You cannot use masks w h i l e p e r f o r m i n g the j a t r a because i t i s 

about l i f e , and unmasking (I choose h e r e t o i n s e r t , d e m y s t i f y i n g ) the masks 

o f m a y a " — a t t a c h m e n t s . He t h e n laughed and s a i d , "I'm r e a l l y a t t a c h e d to 

the j a t r a p a r t y . " 
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I n the p a s t j a t r a p e r f o r m e r s made t h e i r l i v i n g t hrough p e r f o r m 

i n g p l a y s - u n d e r the s p o n s o r s h i p of a jamindar3 r a j a , o r c o a l - f i e l d or 

p l a n t a t i o n owner; b e i n g p a i d i n money and f o o d . C u r r e n t l y they make t h e i r 

l i v i n g by s e l l i n g themselves through c o n t r a c t s — b i n d i n g themselves to 

v i l l a g e r s who sponsor them u s i n g c a r e f u l l y worded c o n t r a c t s — s u b j e c t to 

C a l c u t t a H i g h C o u r t j u r i s d i c t i o n . The s p e c t a t o r s i n t e r p r e t them as e x c i t 

i n g o u t s i d e r s , who a r e l i n k s t o t h e w o r l d o u t s i d e t h e i r p l a c e and time. 

Through a l l l e v e l s of t h i s f o r m — i t s p e r f o r m e r s ' l i f e - s t y l e , : i t s 

performance and i t s i n f o r m a t i o n — t h e message seems to be the ' C a t c h - 2 2 i n e s s 

b u i l t i n t o the w o r l d o f arthai meaning and p o l i t i c a l economy) t h a t i s i n 

f u s e d w i t h the c o n t r a d i c t o r y u n i t y of moksha (freedom or r e l e a s e ) and maya 

( a t t a c h m e n t s — i l l u s o r y and n e c e s s a r y as they may b e ) . The j a t r a p a r t i e s 

a r e groups of B e n g a l i s , c u l t u r a l nomads who p e r f o r m from p l a c e to p l a c e ; 

t i e d to each p l a c e and i t s r e s i d e n t s through c o n t r a c t s and common images 

and language. The ' v i r t u a l n e s s ' o f t h i s form and theses p e r f o r m e r s i s 

t h e d e p i c t i o n and p o r t r a y a l o f t h e B e n g a l i e x i s t e n t i a l dilemma—whether i t 

i s 'on s t a g e ' or ' i n making a l i v i n g ' . 

W ith t h i s form, and i n the f o l l o w i n g two forms, t h e r e i s an import 

a n t s w i t c h i n the i n t e r n a l s t r u c t u r e of the m e s s a g e — t h e r e i s a movement 

from a message based on f o u r s and s quares (Hindu s a c r e d spaces b e i n g p r i 

m a r i l y d e f i n e d by a f o u r c o r n e r e d p u j a p l a t f o r m , and Hindu r e l i g i o u s messag 

b e i n g p r i m a r i l y c o n s t r u c t e d on o p p o s i t i o n a l complementarity) t o . a message 

based on f i v e s and s p i r a l s of life and d e a t h , moving on a c e n t r a l , p i v o t a l 

p o i n t w i t h o p p o s i t i o n s and complements i n t e r - r e f e r r i n g w i t h the c e n t r e . 

A l s o w i t h t h i s form, and i n the f o l l o w i n g two forms, t h e r e i s a s w i t c h from 

m o n i s t i c t r a n c e n d e n t a l ' v i r t u a l n e s s ' to a d u a l i s t i c d y n a m i c / s t a t i c grounded 

' v i r t u a l n e s s ' . 
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The Kathakata and Panehali Readers: 

There a r e v e r y few d e s c r i p t i o n s of the K a t h a k a t a and P a n e h a l i 

performances and p e r f o r m e r s a v a i l a b l e , and I o n l y saw t h i s form 3 times i n 

the 2 y e a r s I was engaged i n r e s e a r c h i n B e n g a l . B e n g a l i w r i t e r s , l i k e S.K. 

De and H. DasGupta, i n d i c a t e t h a t t h i s form was on the wane as e a r l y as 

the t u r n of the c e n t u r y . I am a b l e , n o n e t h e l e s s , to put t o g e t h e r a s k e t c h 

of comparable i n f o r m a t i o n about t h i s form. 

P a n e h a l i and K a t h a k a t a p e r f o r m e r s ( I w i l l r e f e r o n l y to P a n e h a l i 

from h e r e on, s i n c e the K a t h a k a t a i s c o n s i d e r e d by some a u t h o r s to be a p a r t 

of a p a n e h a l i performance anyway, De 1962:396) were, f o r the most p a r t , as 

w i t h the K i r t a n s i n g e r s , of the p e o p l e . They would make p a r t of t h e i r l i v i n g 

as a g r i c u l t u r i s t s and p a r t of t h e i r l i v i n g as p e r f o r m e r s . They a r e s o r t of 

h a l f - t i e d t o the l a n d . The s p e c t a t o r s and l i s t e n e r s o f t h i s f o r m w i l l g i v e 

money and f o o d to p a n e h a l i r e a d e r s , i f the rhymes and images a r e ' c l e v e r l y ' 

woven t o g e t h e r . 

The p a n e h a l i performance c o n s i s t s of two p a r t i e s of from 2-4 p e o p l e , 

p r e s e n t i n g m y t h o - h i s t o r i c a l or s o c i a l themes. Ahead of time the two p a r t i e s 

choose the theme, and d u r i n g the performance they e x p l o r e t h i s theme through 

a f i v e element s t r u c t u r e . The f i v e elements n e c e s s a r y i n a p a n e h a l i p e r 

formance a r e s i n g i n g (ganj, music (saj-bajano), r e c i t a t i o n or n a r r a t i v e 

(chhada-kathana), p o e t i c a l r i v a l r y (ganer lorai) and d a n c i n g (nautch). 

B a s i c a l l y t h e s p e c t a t o r s watch and l i s t e n to a performance c e n t r e d around 

o p p o s i t i o n s i n t h e p a s t ( m y t h o - h i s t o r i c a l themes) or o p p o s i t i o n s i n t h e p r e 

s e n t ( s o c i a l themes, and domestic themes t h a t a r e p r e s e n t e d i n a c r i t i c a l way). 

A f t e r t h e performance, the p a n e h a l i r e a d e r s may go t o p e r f o r m i n another 

v i l l a g e , but u s u a l l y they would resume t h e i r p o s i t i o n among o t h e r B e n g a l i 

v i l l a g e - d w e l l e r s . 

The word P a n e h a l i , i n B e n g a l i , has d i f f e r e n t etmymologies a t t r i b u t e d 



- 230 -

to i t . A c c o r d i n g to De (1962:395-6), "The o r i g i n o f P a n c h a l i songs of the 

modern type cannot be d e f i n i t e l y t r a c e d . " He goes on to say t h a t t h e r e a r e 

many i m a g i n a t i v e and c r e a t i v e a c c o u n t s g i v e n a l l the way from P a n c h a l i b e i n g 

named f o r i t s p l a c e of o r i g i n , f o r i t s r e l a t i o n s to o t h e r forms of m e d i e v a l 

B e n g a l i l i t e r a t u r e • . . f o r i t s performance mode w i t h the l e a d e r making h i s 

p o i n t s by s t r o l l i n g i n f r o n t of h i s a u d i e n c e , to P a n c h a l i b e i n g named f o r 

a c o m b i n a t i o n of nachadi( a dance form) and a f i v e (panch) element p e r f o r m 

ance s t y l e . Whatever t h e s e h i s t o r i c a l and c o n j e c t u r a l meanings may be, I 

w i l l l o o k i n t o the i n t e r n a l c o n s t r u c t i o n of the word a g a i n , to see i f t h a t 

g i v e s us a f u r t h e r c l u e to t h e form. Panch means f i v e , but panch kora means 

a l o t of t a l k i n g on many and v a r i e d t o p i c s ; chaii means movement, or w i e l d 

i n g , o r e x e r c i s i n g ; the word th e n c o u l d mean the movement or the e x e r c i s e 

of t a l k i n g about a l o t o f s u b j e c t s . But what to do w i t h the troublesome 5? 

F i v e , i n B e n g a l i d i s c o u r s e , i s f r e q u e n t l y used to mean e v e r y t h i n g — f i v e 

t h i n g s can be a l l t h i n g s , f i v e a c t s can d e p i c t the whole of l i f e , e t c . . 

T a l k i n g about a l o t of t h i n g s a l o t , and t a l k i n g about a l o t of s u b j e c t s i s 

v e r y human and v e r y g r o u n d i n g . The c e n t r e - p i v o t a l p o i n t of t h i s form i s words 

and meanings, words t h a t d e s c r i b e themes t h a t a r e r e l a t e d d i r e c t l y t o Ben

g a l i p easant everyday l i f e — p u r a n i c / h i s t o r i c themes and s o c i a l themes such 

as widow r e m a r r i a g e and sati(wldow s e l f - e m o l a t i o n ) . The ' v i r t u a l n e s s ' of 

t h e s e p e r f o r m e r s and performances i s t h e i r c o n c e r n w i t h d i s c o u r s e , a l b e i t 

i n p o e t r y and accompanied by s i n g i n g and d a n c i n g ; the l a y i n g out of the sub

s t a n c e of B e n g a l i c u l t u r a l l i f e . 

Kabi Parties: 

The most complete s o u r c e of w r i t t e n i n f o r m a t i o n about t h i s form ( i n 

E n g l i s h , anyway) i s a s u b s t a n t i a l s e c t i o n of S.K. De's book, Bengali Liter

ature in the Nineteenth Century, however, b i t s and p i e c e s e x i s t i n a number 

of E n g l i s h and B e n g a l i s o u r c e s w r i t t e n by B e n g a l i s . Of the Kabiwalas 
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( t r a f f i c e r s i n p o e t r y ) De s a y s : 

These K a b i s were n o t , p r o p e r l y s p e a k i n g 
l e i s u r e d and a c c o m p l i s h e d men of l e t t e r s , 
c u l t i v a t i n g l i t e r a t u r e f o r i t s own sake, 
and t h e i r p r o d u c t s were n o t d e l i b e r a t e 
l i t e r a r y c o m p o s i t i o n s meant f o r a c r i t i c a l 
a u d i e n c e . T h e i r v e r y n a m e . . . i n d i c a t e s 
perhaps t h e p e c u l i a r way i n which they 
extemporised t h e i r songs, s t a n d i n g l i k e a 
r h a p s o d i s t b e f o r e a m o t l e y assembly... 

(De 1962:275) 

The i m p r e s s i o n I g e t from the l i t e r a t u r e i s a group of h i g h l y com-

b a t a t i v e would-be p o e t s , i n t e n t on e n t e r t a i n i n g t h e i r a u d i e n c e through the 

use of t r a d i t i o n a l V a i s n a v a and D u a l i s t i c Sakta themes and images, i n t e n t 

on making t h e i r l i v i n g s o l e l y t h r o u g h p o e t i c e n t e r t a i n m e n t . 

K a b i p e r f o r m e r s c e r t a i n l y come from a l l backgrounds, e t h n i c and 

c a s t e . One famous K a b i w a l a , Anthony F e r i n g i ( a p o e t o f P o r t u g u e s e or 

F r e n c h background who was c o n v e r t e d to Hinduism and m a r r i e d a Brahmin Ben

g a l i woman), formed a k a b i p a r t y t h a t became reknown as a symbol of f o r e i g n 

a c c e p t a n c e of t r a d i t i o n a l B e n g a l i c u l t u r e . DasGupta (1939) says of" him: 

Anthony l e a r n e d e x c e l l e n t B e n g a l i , Having 
f a l l e n i n l o v e , Anthony l o s t h i s v o c a t i o n 
next a l l h i s p r o p e r t y by f o r m i n g an amateur 
p a r t y , b ut a f t e r f o r m i n g a p r o f e s s i o n a l 
p a r t y of K a b i a f t e r b i t t e r e x p e r i e n c e , he 
succeeded i n e a r n i n g a l o t of money. 

(DasGupta 1939:146-7) 

F e r i n g i , as were a h o s t of o t h e r k a b i w a l a s , was v e r y q u i c k w i t h r e p a r t e e . 

H i s a b i l i t y , as a f o r e i g n e r , to work and p l a y i n B e n g a l i themes and images 

p r o v i d e d an i m p o r t a n t c h a l l e n g e to B e n g a l i k a b i w a l a s ; t h i s r e s u l t e d i n a 

f l o u r i s h of K a b i performances. An example of h i s spontaneous a b i l i t i e s can 

be seen i n t h i s d e l i c i o u s exchange w i t h one of h i s f a v o u r i t e r i v a l s : 

On one o c c a s i o n Ram Basu s a i d to A n t h o n y : — 
T e l l me, 0 Anthony! 
I want to hear t h a t to-day 
h a v i n g come to t h i s c o u n t r y 
Why have you taken t h i s d r e s s 
And why t h e r e i s no b l a c k c o a t on your person? 
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Anthony r e p l i e d : — 
I am q u i t e c o m f o r t a b l e i n the B e n g a l i d r e s s 
And b e i n g the s o n - i n - l a w of the f a t h e r 
of Thakur S i n g h i 
Have g i v e n up b l a c k c o a t . 

(DasGupta 1939:147) 

A l l t h i s i n p r o p e r k a b i meter. I t i s perhaps redundant, but y e t i m p o r t a n t , 

to p o i n t out t h a t F e r i n g i was one of the ' r u l e r s ' but renounced h i s p o s i t i o n 

by t o t a l i d e n t i f i c a t i o n w i t h B e n g a l i s . 

The k a b i performance, the way the k a b i w a l a s make t h e i r l i v i n g , i s 

f o r m a l l y and v e r b a l l y a d u e l about d u a l i t i e s . The k a b i w a l a s I t a l k e d w i t h , 

and the performances I saw were c o n s c i o u s of t h i s f a c t . A k a b i I t a l k e d 

w i t h when I v i s i t e d the town to D u b r a j p u r was i n a t u b e r c u l o s i s s a n i t o r i u m . 

He was p l e a s e d to t e l l me about h i s l i f e and h i s ' a r t ' ; he c a l l e d h i m s e l f a 

' s i n g e r of poems about t h i s and t h a t s of B e n g a l i l i f e ' , who uses s t o c k rhymes 

to extemporaneously e x p l o r e the:;themes o f Radha/Krishna, S i v a / S a k t i , D e s h i / 

B i d e s h i , p u r u s h a / p r a k r i t i , e t c . . What happens i n a performance i s the p i t t i n g 

of two k a b i p a r t i e s (of from 4-6 members) a g a i n s t each o t h e r to debate a 

t o p i c i n s i n g i n g p o e t r y . T h i s t o p i c i s announced j u s t b e f o r e they b e g i n the 

performance. Each p a r t y has a t l e a s t one k a b i , a drummer ( t h e y use a drum 

c a l l e d a dak which i s p l a y e d by b e a t i n g i s w i t h two s t i c k s ) , and two or 

t h r e e c h o r a l s i n g e r s who d o u b l e on t h e j u r i ( c y m b a l s ) . Each k a b i s i n g s a 

s e r i e s of v e r s e s , p u n c t u a t e d by the drum and c h o r a l a f f i r m a t i o n s from h i s 

own p a r t y , f o r about 15-20 m i n utes. Then the o t h e r k a b i does the same. As 

i n a W e s t e r n - s t y l e debate, t h e r e a r e a number of r e b u t t a l s , and the a u d i e n c e 

d e c i d e s the winner. 

While the k a b i p a r t y i s 'from a s p e c i f i c l o c a l i t y ' they r a r e l y p e r 

form i n t h e i r own l o c a l i t y — t h e y u s u a l l y move from p l a c e to p l a c e to p e r f o r m — 

based, of c o u r s e , on t h e i r r e p u t a t i o n and s t a t u s w i t h i n the form. They 

u s u a l l y a r r i v e by v e h i c l e and l e a v e j u s t a f t e r the performance. They a r e 



- 233 -

semi-nomadic o u t s i d e r s , r a t h e r than permanently nomadic o u t s i d e r s ( t h e B a u l s ) , 

or semi-nomadic i n s i d e r s (the K i r t a n s i n g e r s ) . 

The meter of t h e i r performance i s a s e r i e s of f i v e end-rhymes of 

the f o l l o w i n g k i n d : 

...the whole m u s i c a l gamut of each song 
i s a r r a n g e d i n a s c e n d i n g and de s c e n d i n g 
o r d e r i n t o s e v e r a l d i v i s i o n s , bound t o 
each o t h e r by a p e c u l i a r system o f rhyme 
e n d i n g . These d i v i s i o n s , and t h e i r s u c c e s s i o n 
i n each complete song a r e : ehitan, parichitan3 

phuka3 melta, mahada, saoyari...khad, and then 
the second; phuka and t h e second melta and 
l a s t l y antara...Now as t o the system of 
rhyme-ending, t h e ehitan and parichitan 
rhyme t o g e t h e r . The phuka has a d i f f e r e n t 
rhyme ending; so a l s o melta, which, however, 
rhymes i n i t s t u r n w i t h the mahada and khad. 
The second phuka has an independent rhyme, 
but t h e second melta rhymes a g a i n w i t h the 
mahada, w h i l e the antara c l o s e s w i t h a 
d i f f e r e n t rhyme-ending, a l t o g e t h e r . 

(De 1962:307) 

There a r e e i g h t ( two f o u r s ) d i v i s i o n s i n t h e complete song, t h a t a r e tu r n e d 

c l e v e r l y i n t o f i v e rhyme-endings. These a r e : Ch%tan3 Pariohitan—aa; 

Phuka—b; Melta3 Mahada, Saoyari3 Khad—cecc; Phuka—d; Melta— a; and l a s t 

Antara—e. So the end-rhymes a r e aa b cecc d a e; the f i r s t and l a s t 

a r e d i f f e r e n t , and o n l y p a r t i a l l y t i e d t o the w h o l e — b u t the c e n t r e , p i v o t a l 

p a r t s a r e c o n s c i o u s l y i n t e r - r e f e r r i n g and t i e d t o t h e whole. Through t h i s 

form and e x p l o r a t i o n of d u a l i t i e s and attachments i s p r e s e n t e d to t h e sp e c 

t a t o r s and i n t e r p r e t e r s of B e n g a l i c u l t u r a l t r a d i t i o n s . 

The word k a b i has i t s i n t e r n a l s i g n i f i c a n c e , j u s t as the o t h e r 

forms have had. The ka sound i s a s s o c i a t e d w i t h c o n s i d e r a t i o n s o f measure

ment and amount; t h e H sound i s a s s o c i a t e d w i t h o p p o s i t i o n and n e g a t i o n , 

t h e k a b i , then, i s a c o n s i d e r a t i o n o f a number or an amount of o p p o s i t i o n s 

and n e g a t i o n s . K a b i i s rhyming words, rhyming images and rhyming o p p o s i t i o n s , 

a n o t h e r c o n t r a d i c t o r y e x p r e s s i o n o f B e n g a l i l i f e . 
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At a l l l e v e l s o f t h i s form, the performance s t y l e , t h e p e r f o r m e r s 

l i f e - s t y l e , and the i n f o r m a t i o n , t h e message of the k a b i i s t h a t the r e 

c o g n i t i o n of o p p o s i t e s i s a n e c e s s a r y human dilemma. They o s c i l l a t e i n 

the d u a l w o r l d of maya; they do n o t d e p a r t from or attempt to t r a n s c e n d t h i s 

w o r l d , r a t h e r they p l a y i n i t . They a r e of the B e n g a l i r u r a l l i f e , bounc

i n g between r i v e r s and r u l e r s i n language, images, s t r u c t u r a l t i e s , and 

s u b j u g a t i o n . T h e i r ' v i r t u a l n e s s ' l i e s i n t h e i r c o n t e s t a t i o n of B e n g a l i 

c u l t u r a l dilemmas. 

By now i t must be a p p a r e n t t h a t I have chosen f i v e forms to d i s 

c u s s as p a r t s (as w e l l as wholes) of an i n t e r - r e l a t i n g and i n t e r - r e f e r r i n g 

system o f p e r f o r m a n c e s . Of c o u r s e , i t i s n o t an a c c i d e n t t h a t the B e n g a l i 

j a t r a form has f i v e a c t s , w i t h the c l i m a x i n the m i d d l e ; the k a b i form has 

f i v e rhyme-endings w i t h the c e n t r a l rhyme the b u s i e s t ; my system has f i v e 

p a r t s and t h e j a t r a form i s i n the c e n t r a l - p i v o t a l p o s i t i o n . But i f I have 

gra s p e d t h e ' v i r t u a l n e s s ' of t h e essence of t h e s e forms, i t c o u l d not be 

o t h e r w i s e . C l e a r l y , i f you can a c c e p t the argument so f a r , t h e r e i s no 

b e t t e r s t r u c t u r e i n which to p l a c e my i n t e r p r e t a t i o n , and no b e t t e r form 

i n c w h i c h to p l a c e the c e n t r a l - p i v o t a l p o i n t . The c o n s c i o u s r e c o g n i t i o n of 

the importance of t h e s e forms of f o u r s and f i v e s , i s my o w n — t o my know

l e d g e i t i s not c o n s c i o u s l y d i s c u s s e d among B e n g a l i p e r f o r m e r s ( a l t h o u g h the 

j a t r a p l a y w r i g h t s t h a t a r e d i s c u s s e d i n t h e n e x t s e c t i o n a r e aware of t h e i r 

dogma of f i v e a c t s i n a j a t r a p l a y ) . No one t o l d me, "watch you f o u r s and 

f i v e s " — h o w e v e r , i t i s beneath and underneath what they d i d t e l l me. A l l 

t h e s e p e r i p a t e t i c forms, ( a f t e r S a p i r ) , a r e 'genuine' c u l t u r a l f o r m s — 

v i a b l e , c r e a t i v e and s y m b o l i c . 

The System of Forms: Inter-relations, Confluences and Inter-referrals 

I t i s not my i n t e n t i o n to r e d u c e a c t i v e l y c r e a t i v e B e n g a l i c u l t u r a l 

e x p r e s s i o n to 'forms'. To do so would negate the e n t i r e ' v i r t u a l message' 
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of each o f t h e forms d i s c u s s e d . I t i s a l s o n o t my i n t e n t i o n t o re d u c e 

dynamic p e r i p a t e t i c forms to a 'system'. To do so would be y e t another i n 

a l o n g s e r i e s o f . a p p r o p r i a t i o n s t h a t t h e se forms have endured. My i n t e n 

t i o n i n t h i s s e c t i o n , r a t h e r , i s to s k e t c h and e x p l o r e how t h i s system c o u l d 

mean, when t a k i n g i n t o a c c o u n t v a r i o u s d i f f e r e n t l y p l a c e d p e o p l e : the 

f o r e i g n d o m i n a t o r s , the B e n g a l i l i t e r a r y and p o l i t i c a l e l i t e , the p e r f o r m e r s 

the r u r a l s p e c t a t o r s , m y s e l f , and h o p e f u l l y the r e a d e r s o f t h i s i n t e r p r e 

t a t i o n . The argument p r e s e n t e d here i s grounded i n B e n g a l i language, speech, 

and e x p e r i e n c e ; p r i m a r y s o c i a l p r a c t i c e . The i n e l u c t a b l e problem always 

i s , however, how to t a l k about p a r t s and wholes, t h e i r i n t e g r i t y and t h e i r 

r e l a t i o n s h i p s , w i t h o u t s a y i n g e v e r y t h i n g f i r s t and c o n t i n u o u s l y . I n w r i t i n g 

about a system l i k e B e n g a l i c u l t u r e , where t h e r e i s a u n i t y o f meaning and 

p o l i t i c a l economy, and an u n d e r s t a n d i n g o f the human n e c e s s i t y o f a t t a c h 

ments and d u a l i t i e s , t h e G o r d i a n knot i s v e r y dense, i n d e e d . What I w i l l 

do, c o n s e q u e n t l y , i s o u t l i n e what the system of p e r i p a t e t i c performances 

c o u l d mean and have meant to these d i f f e r e n t l y based groups of p e o p l e . 

The Outside (bideshi) Rulers: then and now: 

As I p o i n t e d out e a r l i e r , B e ngal has had a l o n g h i s t o r y o f domin

a t i o n , o f i m p o s i t i o n — i m p o s e d r u l e . With the d i f f e r e n t r u l e r s t h e r e have 

been d i f f e r e n t f e e l i n g s about the ' l o c a l ' o r i n d i g e n o u s s o c i a l and r e l i g i o u s 

p e r f o r m a n c e s . The P a l a k i n g s i n the 12th c e n t u r y , a p p a r e n t l y had l i t t l e 

c o n c e r n about the p r a c t i c e s o f o t h e r r e l i g i o u s groups. They d i d n o t appear 

to impose Buddhism on t h e i r s u b j e c t s , a t l e a s t to the e x t e n t t h a t l o c a l 

p r a c t i c e s were a b o l i s h e d (De 1961:8-9). The s h o r t r u l e of the South I n d i a n 

V a i s n a v a Sena k i n g s seems t o have been a f e r t i l e time f o r a f l o u r e s c e n c e of 

B e n g a l i V a i s n a v a themes and images. Jayadeva, the composer of the reknowned 

Gita Govinda, a s e m i n a l work f o r t h e p o p u l a r V a i s n a v i s m o f B e n g a l , was a 

c o u r t p o et, m u s i c i a n f o r Laksmana Sena, the r u l e r . B h a k t i ( f e r v e n t d e v o t i o n a l -
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i s m i n song and dance) was a movement a g a i n s t t h e s o c i a l h i e r a r c h y of 

B r a h m a n i c a l law and r e s t r i c t e d a c c e s s t o the God-head, Bhagavan. Even 

though t h e r e were many Brahmans and s c h o l a r s engaged i n p r o d u c i n g w r i t t e n 

d o c t r i n e f o r t h e V a i s n a v a d e v o t e e s , the p e r s o n a l and s o c i a l d i r e c t i n v o l v -

ment i n t h i s r e l i g i o u s movement was l i t t l e a f f e c t e d . The Gita Govinaa3 

the V a i s n a v a P a d a b o l i l y r i c s , and t h e V a i s n a v a e r o t i c p e o t r y c o n t i n u e d to 

speak to the B e n g a l i r u r a l p o p u l a t i o n ( i t c o n t i n u e s to speak w i t h them 

t o d a y ) . 

W i t h the Muslim r u l e , i n the 14th c e n t r u y to t h e 18th c e n t r u y , 

came a number of p r o f o u n d changes i n the B engal c o u n t r y s i d e . Even a s k e t c h 

of them would r u n i n t o pages of d e s c r i p t i o n . I w i l l r u n the r i s k o f s e l e c t 

i n g j u s t a few c r u c i a l changes f o r d i s c u s s i o n . Drawing on the work of 

B e n g a l i s c h o l a r s of t h i s p e r i o d ( R a y c h a u r d h u r i 1969:145-253; Roy 1968:459-99;-

C h a t t e r j e e 1967:199-243; De 1961, 1962) and on Inden (1976), i t seems t h a t 

on t h e one hand j a t i (community) r u l e s became more s t r i n g e n t , and on the 

o t h e r hand a n t i - j a t i e x p r e s s i o n among the p e o p l e became more e n e r g e t i c and 

v a r i e d . With the Mughuls the c o u r t language changed to P e r s i a n , t h e taxes 

were i n c r e a s e d , and f o r c e d c o n v e r s i o n s were common. D u r i n g t h i s p e r i o d , 

however, C h a i t a n y a (the paramount B e n g a l i V a i s n a v a S a i n t , thought by some 

B e n g a l i s to be K r i s h n a h i m s e l f ) and h i s f o l l o w e r s g a i n e d ascendence. 

V a i s n a v a and T a n t r i c (another r e l i g i o u s e x p r e s s i o n , see B h a r a t i 1969) i n 

f l u e n c e s were seen in a l l the s o c i a l and r e l i g i o u s p r a c t i c e s of the p e o p l e . 

The forms of p e r i p a t e t i c performance under c o n s i d e r a t i o n i n t h i s paper were 

l e f t p r e t t y much to t h e m s e l v e s — a n d they p r o s p e r e d and m u l t i p l i e d . A l l t h e 

forms were used by the p e o p l e as e x p r e s s i o n s of B e n g a l i c u l t u r a l d e f i a n c e of 

t h e f o r e i g n r u l e r s . T h i s i s not t o deny t h a t , e s p e c i a l l y f o r t h e B a u l s i n g e r s 

and n a s c e n t k a b i w a l a s , I s l a m i c i n f l u e n c e s , p a r t i c u l a r l y S u f i p o e t r y , d u e l s , 

and mendicant s i n g i n g , can be e a s i l y d i s c e r n e d i n t h e s e forms. The meaning 
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of t h e se forms t o most o f the B e n g a l i populus was a n t i - o r t h o d o x l i f e . 

D u r i n g the l a t t e r p a r t o f the Mughul r u l e i n Be n g a l o t h e r f o r 

e i g n e r s a r r i v e d , and made t h e i r p r e s e n c e f e l t among t h e p e o p l e — t h e Dutch, 

F r e n c h , and P o r t u g u e s e . S e t t l e m e n t s were e s t a b l i s h e d f o r t h e s e e t h n i c 

groups, and a l l i a n c e s were made between some of the B e n g a l i p e a s a n t s and 

l a n d l o r d s and the f o r e i g n e r s . ( I made r e f e r e n c e e a r l i e r t o a k a b i w a l a 

named Anthony F e r i n g i , who m a r r i e d i n B e n g a l and adopted Hinduism.) 

The a r r i v a l o f and the c o n t r o l e x e r c i s e d by the B r i t i s h was 

e q u a l l y as p r o f o u n d as t h e Mughuls, e s p e c i a l l y f o r the B e n g a l i l a n d l o r d 

and h i s p e a s a n t s . S i n h a ( 1 9 6 7 ) and S e a l (1968) o u t l i n e the conse'quences 

of B r i t i s h and e l i t e B e n g a l i c o l l a b o r a t i o n and c l a s h . In the i n i t i a l 

s t a g e s o f the c o n t a c t t h e edu c a t e d B e n g a l i e l i t e was t a k e n by t h e a t t e n t i o n 

and the o p p o r t u n i t y g i v e n them by the B r i t i s h . The p e r i o d i s f r e q u e n t l y 

r e f e r r e d t o as the Be n g a l R e n a i s s a n c e . That i t was a r e n a i s s a n c e , econ

o m i c a l l y and p o l i t i c a l l y f o r the B e n g a l i s as a whole, c o u l d i n d e e d be 

argued, but t h a t i t was a c u l t u r a l r e n a i s s a n c e , i s i n d e e d a p p a r e n t . P r i n t 

i n g p r e s s e s , s c h o o l s , and e d u c a t i o n i n g e n e r a l took one g i a n t s t e p f o r w a r d . 

But w i t h the l a t t e r s t a g e s o f t h e 19th c e n t u r y and t h e e a r l y 20th c e n t u r y 

and the r i s e o f I n d i a n N a t i o n a l i s m , these p e r i p a t e t i c forms s u f f e r e d . Those 

p e o p l e i n t e r e s t e d i n e n d i n g c o l o n i a l r u l e w i t h i n B e n g a l used p e r i p a t e t i c 

forms as c r i t i c a l p r o t e s t v e h i c l e s , r e s u l t i n g i n the Dramatic Performance 

A c t o f 1869. T h i s a c t e x p r e s s l y f o r b a d e performances o f j a t r a , and k a b i — 

c a l l i n g them s e d i t i o u s and dangerous (the a c t was r e p e a l e d i n B e n g a l a f t e r 

Independence). P a r t i e s o f p e r f o r m e r s would f r e q u e n t l y p e r f o r m and take 

r e f u g e i n t h e Fre n c h s e t t l e m e n t a t Chandanagur, i n o r d e r t o escape the 

c l u t c h e s and consequences o f the B r i t i s h law. F o r the B r i t i s h r u l e r s t h e 

meaning of these forms was t r o u b l e — t h e y were p o p u l a r and drew l a r g e crowds. 

I t was not so much the form t h a t was troublesome, r a t h e r i t was the i n f o r m a -
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t i o n . A n t i - B r i t i s h themes, and the a s s e r t i o n of B e n g a l i c u l t u r a l i n t e g r i t y 

was p r o b l e m a t i c . F o r the F o r e i g n i n t e l l e c t u a l s and m i s s i o n a r i e s t h e s e forms 

meant b a c k s l i d i n g and debasement. For the B e n g a l i c o l l a b o r a t i n g e l i t e 

t h e s e forms meant t r o u b l e and a d e m o n s t r a t i o n of t h e i r l a c k of ' r e a l ' 

c o n t r o l i n the Bengal c o u n t r y s i d e . F o r the B e n g a l i r e v o l u t i o n a r y f o r c e s , 

t h e s e forms meant a c c e s s to the p e o p l e of the c o u n t r y s i d e . And f o r the 

B e n g a l i r u r a l p o p u l a t i o n t h e s e forms meant t i e s w i t h the c o n t i n u o u s p a s t , 

the e x p r e s s i o n of t h e i r e x i s t e n t i a l dilemma, and escape from the p r e s e n t 

i n e n t e r t a i n m e n t . 

In the 20th c e n t u r y , as the N a t i o n a l i s t movement took a more 

p o w e r f u l h o l d among the B e n g a l i e l i t e , and as a s e a r c h was b e i n g made f o r 

Swadeshi Samaj (our own l a n d ' s c u l t u r a l community) t h e s e forms took on new 

meanings. A l l the forms of p e r i p a t e t i c performance, as w e l l as o t h e r r e l i 

g i o u s forms became 'symbols' f o r the B e n g a l i e l i t e : A u r o b i n d o , Tagore, 

Bankim Chandra, and the l i t e r a r y s c h o l a r s , De, e t c . I t i s t h i s group of 

r u l e r s to which I now t u r n . 

The inside (deshi) Rulers: then and now: 

. T r a c i n g the r e l a t i o n s h i p between the B e n g a l i e l i t e and p e a s a n t r y 

throughout the ages, i s c l e a r l y o u t s i d e the scope of t h i s i n t e r p r e t i v e 

essay. What I want to do, n o n e t h e l e s s , i s to demonstrate how the B e n g a l i 

e l i t e a p p r o p r i a t e d and f e l t about t h e s e p e r i p a t e t i c forms of performance, 

and about r u r a l l i f e i n g e n e r a l . 

R a b i n d r a n a t h Tagore, well-known, n o t e d and honoured f i g u r e of the 

B e n g a l i e l i t e , gave a moving speech i n 1904, i n which he "spoke f o r the 

c u l t u r a l i n t e g r i t y of Bengal and a d v o c a t e d a comprehensive programme f o r 

the r e o r g a n i s a t i o n of r u r a l B e ngal on the b a s i s of s e l f - h e l p . Tagore attemp

te d i n h i s own f a m i l y e s t a t e s to o r g a n i z e a s o c i e t y a c c o r d i n g to the p r o p o s a l s 

i n h i s l e c t u r e , and d r a f t e d a s e t of r u l e s (emphasis mine) f o r the guidance 
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of i t s members" ( G h a k r a v a r t y 1961:181-2). A l s o i n t h i s speech he empha- . 

s i z e d the importance of the mela ( f a i r , f e s t i v i t y ) and t h e s e forms: 

Our countrymen a r e m a i n l y v i l l a g e r s , 
and whenever they have d e s i r e d t o f e e l . ';: •..". : v~: 
i n t h e i r own v e i n s the t h r o b b i n g l i f e o f 
t h e o u t s i d e w o r l d , they have done so t h r o u g h 
t h e mela, an i n v i t a t i o n from t h e v i l l a g e f o r 
the w o r l d t o e n t e r i t s c o t t a g e home. 
...These melas a r e a n a t u r a l growth i n our 
c o u n t r y . We s h o u l d make a l i s t o f t h e s e 
times and p l a c e s , and then take the t r o u b l e 
to make the a c q u a i n t a n c e of our own p e o p l e . 

I:" V.l I f .".the l e a d e r s o f t h e c o u n t r y w i l l 
a b j u r e empty p o l i t i c s , and make i t t h e i r 
b u s i n e s s t o g i v e new l i f e and o b j e c t i v e 
to t h e s e melas...and t h e n c o n f e r about the 
r e a l wants o f t h e p e o p l e — s c h o o l s , r o a d s , 
water, r e s e r v o i r s , g r a z i n g commons and 
the l i k e — t h e n the c o u n t r y w i l l soon awaken. 

I t i s my b e l i e f t h a t i f a band o f 
workers go from d i s t r i c t t o d i s t r i c t , 
o r g a n i s i n g t h e se B e n g a l melas, and fUTTC.I1'.:--
n i s h i n g them w i t h new c o m p o s i t i o n s by way 
of jatra, kirtans, r e c i t a t i o n s , b i o s c o p e and 
l a n t e r n shows, g y m n a s t i c s , l e g e r d e m a i n , t h e n 
t h e money \(emphasis miner-remember artha) 
q u e s t i o n w i l l t a k e c a r e of i t s e l f . 

And even more i n t e r e s t i n g i s what he goes on t o s a y : 

In f a c t , i f they u n d e r t a k e t o pay t h e 
zamindars t h e i r u s u a l f e e s , on b e i n g 
a l l o w e d to make c o l l e c t i o n s , t h e y w i l l 
s t a n d t o make a c o n s i d e r a b l e p r o f i t , and 
i f t h i s p r o f i t i s used f o r n a t i o n a l work 
i t would r e s u l t i n u n i t i n g the o r g a n i z e r s r. 
of the mela w i t h the p e o p l e , and would 
e n a b l e them t o get a c q u a i n t e d w i t h e v e r y 
d e t a i l o f the c o u n t r y l i f e . 

...These days, f o r one r e a s o n o r an
o t h e r , the zamindars have been drawn t o the 
m e t r o p o l i s , and the f e s t i v i t i e s a t t h e time of 
weddings a r e l i m i t e d t o the d i n n e r s and nautohes 
(dances) g i v e n f o r t h e i r r i c h t o w n - f r i e n d s , t h e 
poor t e n a n t s o f t e n b e i n g c a l l e d upon t o pay e x t r a 
i m p o s i t i o n s (emphasis mine) f o r t h i s p u r p o s e . 

( C h a k r a v a r t y 1961:202-3) 

F o r Tagore, h i m s e l f p r i m a r i l y a c i t y - d w e l l i n g e s t a t e owner, t h i s meant t h a t 

the f u n and f e s t i v i t y had gone out o f B e n g a l i l i f e , t h a t t h e p e a s a n t s needed 

http://uttc.i1'.:--
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t h e i r l i f e s p i c e d up by the e l i t e . H i s quote f a i l s t o p o i n t o u t , however, 

t h a t even when they were not t u r n e d t o N a t i o n a l p u r p o s e s , the p e a s a n t s 

c o n t i n u e d t o have t h e i r f a i r s and f e s t i v a l s . The mela i s a p e r s i s t e n t 

c u l t u r a l e v e n t — d e s p i t e t h e r u l e r s . Even when the p o t e n t i a l o f t h e s e f 

forms was r e a l i s e d by p e o p l e l i k e T agore, and a p p r o p r i a t e d t o t h e n a t i o n a l 

cause by r e v o l u t i o n a r y l e a d e r s , t h e r e was s t i l l i n t h e 20th c e n t u r y , a 

v e r y p a t r o n i s i n g a t t i t u d e on t h e p a r t o f t h e B e n g a l i l i t e r a r y e l i t e toward 

t h e s e forms. S.K. De, an e x c e l l e n t B e n g a l i s c h o l a r whose s t u d y o f Bengali  

Literature in the Nineteenth Century was f i r s t , p u b l i s h e d i n 1919 r e f e r s 

to a l l t h e s e forms o f p e r i p a t e t i c performance i n one d e l e c t a b l e p a r a g r a p h : 

L e a v i n g a s i d e t h e new p r o s e — w r i t i n g , the 
p e r i o d of B e n g a l i l i t e r a t u r e between 1760-
1830 ( t h i s i s t h e e a r l y B r i t i s h p e r i o d ) may 
not u n f i t l y be d e s c r i b e d as a l y r i c a l i n t e r v a l 
i n which a m u l t i t u d e o f p r o d u c t i o n s , v a r i e d 
grave and gay d i t t i e s , kabi,yatra ( j a t r a ) . , 
panehali,...kirtan, baul, d e v o t i o n a l songs and 
e x q u i s i t e b i t s o f l o v e songs, were p o u r i n g upon 
the l i t e r a r y w o r l d o f d e l i c i o u s harmony. 
There is,.'.no doubt, a s p r i n k l i n g o f n a r r a t i v e 
and d e s c r i p t i v e v e r s e o f the more s e r i o u s t y p e , 
but b a r r i n g t h i s , e v e r y poet was a n a t u r a l 
v o c a l i s t and n e v e r t h e r e was a time when l i t t l e 
songs were more abundant. A l t h o u g h c a r e l e s s l y 
f a s h i o n e d , t h e s e charming l i t t l e t h i n g s p o s s e s s 
a l l t h e a t t r i b u t e s o f a s u c c e s s f u l song and 
seemcto. b e e a l i v e l i n a t h e . e n e r g y o f music. 

(De 1962:350) 

De has, however, devoted a s u b s t a n t i a l p o r t i o n o f h i s p u b l i s h i n g c a r e e r t o 

r e s e a r c h i n g and w r i t i n g about t h e s e ' d i t t i e s ' and 'charming l i t t l e t h i n g s ' . 

That he g i v e s a t t e n t i o n t o them a t a l l i s worth n o t i n g , s i n c e many o f the 

o t h e r l i t e r a r y w r i t e r s o f the time d i d not see t h a t t h e y m e r i t e d a t t e n t i o n 

at a l l . F o r many of the B e n g a l i e l i t e , then, t h e s e forms were d e f i n i t e l y 

bound i n artha. (meaning and money); whether used by Tagore i n r a i s i n g funds 

f o r t h e N a t i o n a l cause, o r by De f o r his. p u b l i s h i n g c a r e e r . (Not t h a t scholars-, 

arsemake much money o f f t h e i r p u b l i c a t i o n s , e s p e c i a l l y i n I n d i a . ) 
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In t h e 1950's a l l t h e s e p e r i p a t e t i c forms had a v e r y d i f f i c u l t 

t i m e . They were not needed by the e l i t e any l o n g e r , Independence had been 

g r a n t e d , and a t t e n t i o n was d i r e c t e d t o b u i l d i n g a n a t i o n . I t was f o r t u n a t e 

f o r me t h a t the 50's was i n l i v i n g memories', because t h e s e forms d i s a p p e a r e d 

from p r i n t f o r about t e n y e a r s . P e r f o r m e r s i n a l l t h e s e forms t o l d me, 

however, t h a t t h e y had t o r e a s s e s s t h e i r p o s i t i o n — by a few t h e r e was a 

move t o go 'commercial' arid t o get i n t o t h e media. R e c o r d i n g companies and 

A l l I n d i a Radio became one way o f g e t t i n g e x t r a money. H i s M a s t e r ' s V o i c e , 

w i t h s t u d i o s i n DumDum, B e n g a l , r e c o r d e d B a u l songs, K i r t a n o p e r a s , J a t r a 

p l a y s , P a n e h a l i , and K a b i songs toward the end of t h e 50's. T h i s was 

t r e a t e d by t h e p e r f o r m e r s i n much t h e same way as N a t i v e N o r t h Americans 

t r e a t w e l f a r e - e c c e r t a i n l y a mixed b l e s s i n g . A l l I n d i a . Radio i n s t i t u t e d 

r u r a l programming,; and t h i s k e p t t h e forms somewhat a l i v e . I n t h e c o u n t r y 

s i d e . they. "didJ.not d i e , t h e y d i d not even f a d e away. 

The 1960's and 1970's b r o u g h t a new a p p r o p r i a t i o n t o many of 

t h e s e forms; e s p e c i a l l y t h e t h e a t r i c a l form j a t r a . With the p o l i t i c a l 

s t r u g g l e r a g i n g i n B e n g a l — M a r x i s t p a r t i e s v e r s u s c e n t r a l c o n g r e s s 

p a r t i e s v e r s u s B e n g a l i p a r t i e s — the tie.':these forms have w i t h the B e n g a l i 

c o u n t r y s i d e wasoagain r e c o g n i s e d . The West B e n g a l Committee t o E r a d i c a t e 

I l l i t e r a c y f o r m a l l y r e q u e s t e d p l a y w r i g h t s t o w r i t e s p e c i f i c themes i n t o 

t h e i r p l a y s . These c e r t a i n l y had an e f f e c t . 

T h i s was t h e p e r i o d I w i t n e s s e d . 

Confluences and Inter-Referrals 

I would l i k e t o r e f e r h e r e , a g a i n , t o the importance of the r u r a l 

mela ( f a i r , f e s t i v a l ) . T h i s c u l t u r a l event i s one way t h r o u g h which t h e s e 

p e r f o r m e r s and p e r i p a t e t i c forms a s s e r t t h e i r ' v i r t u a l n e s s ' t o themselves 

and t o t h e i r s p e c t a t o r s . When th e y meet a t the mela, whether i t i s a u s u a l 

v i l l a g e mela o r the l a r g e melas i n s t i t u t e d by Tagore a t S h a n t i n i k e t a n (Tagore's 
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o p e n - a i r u n i v e r s i t y ) o r a t t h e K h e d u l i Mela commemorating the b i r t h o f 

Jayadeva ( t h e c o u r t poet mentioned e a r l i e r ) , t h e y exchange i n f o r m a t i o n , 

language, images, and c o n v e r s a t i o n . They watch each o t h e r , and c r i t i c i s e 

each o t h e r . 

Mela atmosphere, f o r most B e n g a l i r u r a l p e o p l e , i s d e f i n i t e l y 

l i m i n a l . I t i s a b u s t l e o f sounds, s i g h t s , t a s t e s , s m e l l s and p e o p l e — 

a v e r i t a b l e s e n s o r y banquet. I n f o r m a t i o n and l i f e f i l l s t h e event t o 

o v e r f l o w i n g . The p e r i p a t e t i c p e r f o r m e r s a r e the c e n t r a l , p i v o t a l p o i n t 

i n t h i s f e a s t . T h e i r p r e s e n c e i s d i s t i n c t , y e t t h e y f l o w i n and out o f 

each o t h e r ' s sounds and movements. 

The c e n t r a l , p i v o t a l form i n t h i s system o f p e r i p a t e t i c forms 

i s the j a t r a form. T h i s form c o n s t a n t l y r e f e r s t o the o t h e r forms, i t s 

c o n t e n t , i t s i n f o r m a t i o n . W i t h i n t h e r e p e r t o i r e o f t h e 20-22 p r o f e s s i o n a l 

j a t r a p a r t i e s from 1970-72, t h e r e were p l a y s about each of t h e s e forms. 

L a l a n F a k i r , one o f B e n g a l ' s most famous B a u l s and Anthony F e r i n g i , one 

of B e n g a l i s most famous k a b i w a l a s , e a c h had a j a t r a p l a y about t h e i r l i v e s . 

C h a i t a n y a , the V a i s n a v a r e v i v a l i s t and p u t a t i v e founder o f the form o f 

j a t r a , was r e p r e s e n t e d through a j a t r a p l a y . P a n c h a l i s i n g e r s and k i r t a n 

s i n g e r s b o t h f i g u r e d p r o m i n e n t l y i n p l a y s . In a d d i t i o n , t h e h i s t o r y o f 

d o m i n a t i o n was r e p r e s e n t e d d u r i n g t h e p l a y s of 1970-2. There were p l a y s 

on t h e f o l l o w i n g themes: Jayadeva's r e l a t i o n s h i p w i t h Laksmana Sena; Mughul 

r u l e r s i n t h e i r c o u r t s ; the Mughul c o u r t u n d e r l i n g s and t h e i r r e l a t i o n s h i p 

t o t h e B e n g a l i p e a s a n t r y ; Gandhi's s e l l - o u t t o t h e B r i t i s h ; t h e p l i g h t of 

t h e I n d i g o p l a n t a t i o n workers under B r i t i s h d o m i n a t i o n ; t h e l i v e s o f Benga

l i e l i t e s ( i n t e r e s t i n g l y Tagore i s not p o r t r a y e d ) — R a j a Ramohan Roy, V i d y a -

s a g a r , and Bankim Chandra; the Indus V a l l e y c i v i l i s a t i o n ; and t h e d o m i n a t i o n 

of workers by f a c t o r y owners, b a r r i s t e r s , and B e n g a l i government employees. 

A l s o , under M a r x i s t i n f l u e n c e t h e r e were p l a y s about the l i f e of L e n i n , the 
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r e v o l u t i o n i n South Vietnam, and the r e v o l u t i o n i n Angola. Through 

the j a t r a form, the s p e c t a t o r s a r e g i v e n a t i g h t l y i n t e r - r e f e r r i n g s y s - ) 

tern to watch and contemplate. 

How the System of Forms Means : a further reaction 

I f I am c o r r e c t i n i n t e r p r e t i n g the B e n g a l i c u l t u r a l dilemma to be 

the r e l a t i o n s h i p o f freedom and attachment, w i t h i n a w o r l d of meanings and 

making a l i v i n g , then t h e s e forms, t a k e n t o g e t h e r as a system, demonstrate 

B e n g a l i T r u t h s . 

As Tagore s a i d i n a d i s c u s s i o n w i t h E i n s t e i n i n 1930 about the 

n a t u r e o f r e a l i t y : 

T r u t h , which i s one w i t h the u n i v e r s a l b e i n g , 
must be e s s e n t i a l l y human, o t h e r w i s e whatever 
we i n d i v i d u a l s r e a l i z e as t r u e can never be 
c a l l e d T r u t h — a t l e a s t the t r u t h which i s 
d e s c r i b e d as s c i e n t i f i c and can o n l y be reached 
through the p r o c e s s of l o g i c ; i n o t h e r words 
by an organ of thoughts which i s human. A c c o r d i n g 
to I n d i a n p h i l o s o p h y t h e r e i s Brahman the a b s o l u t e 
t r u t h , which cannot be c o n c e i v e d by the i s o l a t i o n 
of the i n d i v i d u a l mind o r d e s c r i b e d by words, b u t 
can o n l y be r e a l i z e d by c o m p l e t e l y merging the 
i n d i v i d u a l i n i t s i n f i n i t y . But such a t r u t h 
cannot b e l o n g to s c i e n c e . The n a t u r e of t r u t h which 
we a r e d i s c u s s i n g i s n o t an a p p e a r a n c e — t h a t i s 
to say what appears t o be t r u e to the human mind 
maya, or p a r t i l l u s i o n . 

( C h a k r a v a r t y 1961:111) 

To the B e n g a l i p e r f o r m e r and s p e c t a t o r t h e s e forms as a system 

p r e s e n t T r u t h and Appearance. The B a u l , who s i n g s and dances of m y s t i c 

t r a n s c e n d e n c e — w h e t h e r u s i n g V a i s n a v a themes or Shei k M u j i b Rahman— i s 

one l i m i t of the system. The K a b i , who s i n g s and rhymes the d u e l o f 

d u a l i t y and b e i n g t i e d i n s i d e a m i n d f u l m a t t e r of o p p o s i t i o n s , i s the o t h e r 

l i m i t of the system. The J a t r a p l a y e r s , who s i n g , dance and enact the 

d e m y s t i f i c a t i o n and then the r e c o l l e c t i o n of s o c i a l r e l a t i o n s h i p s , a r e the 

p i v o t a l c e n t r e o f the system. Taken as a whole, these p e r i p a t e t i c p e r f o r m e r s 

and performances form one h a l f of the d i a l e c t i c of freedom and a t t a c h m e n t — 



F i g u r e 6 

THE P E R I P A T E T I C P E R F O R M A N C E S Y S T E M 

• MESSAGE LEVELS FORMS 

r BAULS KIRTAN PARTIES JATRA PARTIES PANCHALI KABI PARTIES 

Arr/Depc. V i l l a g e 
Performance Venue 

on foot - 1-2 people 
in front of compound 
in v i l l a g e market 

within the v i l l a g e 
moving around the 
v i l l a g e 

by vehicle - party 
fixed stage 

mud or wooden platform 

on foot - 2-4 per. 
leader moves 

supporters stat. 

by vehicle - party 
on stage. Much 

l i k e panchali 

Costume patchwork, rags 
simple instruments 
a l l goods in hand 

white dhoti/kurtha 
Vaisnava markings 

Intentional dress to 
subject matter of 
play 

Everyday dress 
dhoti/kurtha 

Everyday dress 
dhoti/kurtha 

Performance 
Structure 

Singing songs at gate 
or market - intended 
to be l i t t l e struc
ture 

Wandering through the 
v i l l a g e singing songs 

Combination Music, 
Dance/Draina, Drama 
including singing 

Combination singing 
r e c i t a t i o n , i t has a 
s t o r y l i n e 

Supporters set mood 
f i r s t Kabi sings, 
then second suppor
ters and second Kabi 

Message Structure 4 4 4 2 rhyme metre 
f i r s t f i x e d , then 
soaring and unpredic
table 

k i r t a n songs -
straight 4 4 4 2 
metre, Vaisnava 

5 act drama, climax 
in 3rd act 

5 part combination 
of music, r e c i t a t i o n , 
poetic r i v a l r y , 
dancing 

5 rhyme-ending 
verse 
aa b cccc d e e 

Message Content 
(information) 

Transcendence of 
opposition/whether 
East/West Bengal or 
unity of soul 

Love and devotion 
physical and meta
physical 

Religious, p o l i t i c a l , 
s o c i a l , h i s t o r i c a l , 
imaginary plays 

Epics and Puranas, 
domestic s o c i a l 
themes 

The necessary oppo
s i t i o n s of being i n 
this world 

MEANING One l i m i t of the r u r a l 
system: the desire for 
freedom, and the sup
posed enactment of i t / 
yet they are i n this 
world 

Devotion and union 
with the metaphysical 
momentarily 

E x i s t e n t i a l Bengali 
c u l t u r a l dilemma being 
bound and unbound/ 
s o c i a l l y and h i e r 
a r c h i c a l l y 

H i s t o r i c a l and s o c i a l 
awareness, i n talk and 
singing 

Working out the en
trapment i n maya 
defining the other 
l i m i t of r u r a l sys
tem; they exploring 
the e f f e c t of oppo
s i t i o n i n l i f e 

With these f i v e forms the 3engali peasant and r u r a l dweller i s presented with re-presentations of the boundaries and a c t i v i t y of the dilemma 
of Bengali existence. The artha - meaning of l i f e and making a l i v i n g - subject to the constraints of r i v e r s and r u l e r s . 
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the s p e c t a t o r s form the o t h e r h a l f . Y e t , t h e p e r f o r m e r s and s p e c t a t o r s 

know t h a t they a r e c o n f i n e d t o t h i s w o r l d , . a w o r l d t h a t i s bounded by 

r i v e r s and r u l e r s . 

Other Entertainment Forms 

If' t h e j a t r a i s t h e p i v o t a l form w i t h i n t h e system o f p e r i 

p a t e t i c performance forms, t h e n the j a t r a can a l s o be viewed as t h e med

i a t i n g form between a t r a d i t i o n a l B e n g a l i performance system and a modern 

W e s t e r n - i n f l u e n c e d performance system. The j a t r a , i n i t s c h a n g i n g c o n t e n t 

and performance s t y l e , has i n c o r p o r a t e d many f e a t u r e s o f the B e n g a l i 

cinema and B e n g a l i t h e a t r e . A't t h e d i s t r i c t town l e v e l , t h e j a t r a and 

the cinemaaare t h e two main forms of e n t e r t a i n m e n t ; a t the urban l e v e l , 

the j a t r a , t h e t h e a t r e , and t h e cinema a l l c o - e x i s t as e n t e r t a i n m e n t forms. 

The j a t r a has adopted elements from t h e s e o t h e r two forms, 

b r i n g i n g t h e i r knowledge and performance t o a r u r a l a u d i e n c e . These 

elements a r e what make them a m e d i a t o r between the r u r a l and urban p e r 

formance systems. The B e n g a l i t h e a t r e i s known f o r i t s use o f l i g h t i n g and 

stag e d e s i g n , sound systems and v o i c e p r o j e c t i o n equipment — t h e j a t r a has 

adopted l i g h t i n g and sound p r o j e c t i o n , p r i m a r i l y by u s i n g p e o p l e ' s s k i l l s 

who are p a r t o f b o t h the t h e a t r i c a l w o r l d i n l C a l c u t t a and the j a t r a j a g a t . 

The B e n g a l i cinema i s known f o r i t s e x c e l l e n c e , b o t h i n I n d i a and abroad, 

and the j a t r a i s now, because of i t s l u c r a t i v e b u s i n e s s , drawing a c t o r s 

who have been i n B e n g a l i cinema. 

Both t h e t h e a t r e and t h e cinema have p o r t r a y e d j a t r a performances 

w i t h i n ; t h e s t o r y l i n e pursued by t h e i r own p l o t s . The t h e a t r e and the 

cinema mayyalso use o t h e r p e r i p a t e t i c forms i n t h e i r c o n t e n t , but l e s s 

f r e q u e n t l y and c o n s i s t e n t l y . I t i s w i t h o u t doubt t h a t t h e j a t r a i s a 

c e n t r a l performance form — the c e n t r a l c u l t u r a l p erformance. 
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From a c o n s i d e r a t i o n of i t s system,. I w i l l now t u r n t o a deeper 

c o n s i d e r a t i o n o f i t s c o n t e n t — t h e j a t r a p l a y , and i t s c r e a t o r the j a t r a 

p l a y w r i g h t . 
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PART SIX: 

THE JATRA PLAYWRIGHT AND THE PLAY 
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PORTRAIT OF A JATRA PLAYWRIGHT: BROJENRANATH DE 

The j a t r a j a g a t i s f i l l e d w i t h j a t r a p l a y w r i g h t s — t h e r e i s 

no s h o r t a g e of p e r f o r m a b l e m a t e r i a l w r i t t e n y e a r l y . As i n any o t h e r 

l i t e r a r y t r a d i t i o n , however, some p l a y w r i g h t s a r e c o n s i d e r e d b e t t e r and 

are more sought f o r t h e i r p r o d u c t i o n s . Of the f i v e or s i x most p o p u l a r 

j a t r a p l a y w r i g h t s when t h i s r e s e a r c h was conducted, none has been as p r o 

l i f i c , i n f l u e n t i a l , c o n s i s t e n t l y i n n o v a t i v e , or i n the p r o f e s s i o n as l o n g , 

as B r o j e n d r a n a t h Kumar De, a r e t i r e d h i g h s c h o o l t e a c h e r a t the N o r t h l a n d 

H i g h S c h o o l i n I c h a p u r , West B e n g a l . When I was working w i t h him (1970-

1972) he had been a s s o c i a t e d w i t h the p r o f e s s i o n a l j a t r a j a g a t f o r f o r t y 

y e a r s , and had w r i t t e n over 100 performed p l a y s . He e n j o y e d w r i t i n g j a t r a 

p l a y s , and spent most of h i s non-employed hours r e a d i n g or t h i n k i n g about, 

and w r i t i n g j a t r a p l a y s . 

A t 65 y e a r s of age, w i t h c a t a r a c t s and f a i l i n g e y e s i g h t , he 

p a t i e n t l y i n s t r u c t e d me i n the s t r u c t u r e of j a t r a p l a y s , the message i n t e n d 

ed i n h i s j a t r a p l a y s , and the h i s t o r y of h i s i n v o l v e m e n t and i n n o v a t i o n s 

i n the j a t r a performance. He was born i n 1907, i n t o the f a m i l y o f H.K. De, 

a m o d e r a t e l y educated bookkeeper. H i s f a t h e r wanted f a r b e t t e r f o r h i s son, 

and so he worked a t g i v i n g him a h i g h e r e d u c a t i o n . As a c h i l d Brojenbabu 

was f a s c i n a t e d w i t h j a t r a , l i k e d to watch p l a y s and began to r e a d p u b l i s h e d 

j a t r a p l a y s . The j a t r a p l a y w r i g h t , Aghorchandra K a b y a t i r t h a , was h i s f a v 

o u r i t e , e s p e c i a l l y h i s p l a y Harishehandra. But t h e j a t r a he r e c a l l e d from 

h i s y o u t h was d i f f e r e n t from the j a t r a I knew and w i t n e s s e d ; i n h i s 

y o u t h j a t r a began i n the e v e n i n g and ended i n the morning b e i n g 10-12 hours 

l o n g . P e o p l e a t t e n t i v e l y l i s t e n e d to a performance t h i s l o n g — " i t was not 

b o r i n g to us, even i f i t l a s t e d w i t h i n 12 hours". S t a g i n g was s i m p l e , 

s i n c e p e o p l e were more i n t e r e s t e d i n " m a t t e r " than i n "manner", a u d i e n c e 
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concerns t h a t a r e r e v e r s e d a t p r e s e n t . I n the p a s t the a u d i e n c e s d i d not 

mind e r r o r s , as l o n g as the words and the s t o r i e s were p a r t o f the gener

a l l y known r e p e r t o i r e . 

From t h i s y o u t h f u l f a s c i n a t i o n , when he was o n l y 15 y e a r s o l d he 

began w r i t i n g p l a y s . S i n c e w r i t i n g j a t r a p l a y s was n o t c o n s i d e r e d a 

p r e s t i g i o u s p a s t i m e i n e i t h e r the w o r l d o f l i t e r a t u r e o r the B e n g a l i 

c o u n t r y s i d e , he kept h i s i n i t i a l attempts a t w r i t i n g , and h i s i n i t i a l 

s u c c e s s e s a s e c r e t . Only when h i s p l a y s became i n demand was he w i l l i n g 

to be known as a j a t r a p l a y w r i g h t . Most o f the p o p u l a r p l a y s i n the 1920's 

and 1930's were m y t h o l o g i c a l themes (some o f them w i t h d e f i n i t e p o l i t i c a l . ' , 

i n t e n t i o n s and o v e r t o n e s b u t n o n e t h e l e s s themes from the e p i c s and r e l i g 

i o u s t e x t s ) , as were the e a r l i e s t p l a y s o f Brojenbabu. H i s v i s i o n was 

w i d e r , however, and he soon began to w r i t e h i s t o r i c a l p l a y s — s e t p r i m a r i l y 

w i t h i n the p e r i o d o f Mughul r u l e i n I n d i a . These were so p o p u l a r t h a t 

o t h e r p l a y w r i g h t s began to f o l l o w h i s l e a d , and a r a s h o f h i s t o r i c a l p l a y s 

emerged. 

D u r i n g t h i s same p e r i o d he t r i e d a n o t h e r i n n o v a t i o n t h a t was 

e q u a l l y p o p u l a r ; he began to w r i t e h i s t o r i c a l p l a y s t h a t were based on 

imagined e v e n t s , o r were i n v e n t e d from h i s own i m a g i n a t i o n , c a l l e d 

kalpanik natak ( i m a g i n a r y p l a y s ) . The s o u r c e s f o r t h e s e p l a y s were 

f r e q u e n t l y the legends from v a r i o u s d i s t r i cts o f B e n g a l , adapted w i t h 

c e r t a i n l i t e r a r y l i c e n c e i n t o s t o r i e s t h a t c o u l d be p o r t r a y e d on the 

j a t r a s t a g e . I t was o n l y a b r i e f s t e p to a n o t h e r o f h i s i n n o v a t i o n s , the 

i m a g i n a r y j a t r a w i t h the i n t e n t i o n o f g e t t i n g a p a r t i c u l a r i d e a a c r o s s . 

In the l a t e 1940's when the communal r i o t s between M u s l i m and H i n d i Ben

g a l i s were p a r t i c u l a r l y v i c i o u s , when newspapers were f i l l e d w i t h the 

r e p o r t s o f B e n g a l i k i l l i n g B e n g a l i , he d e c i d e d t o make-up c h a r a c t e r s f o r 
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a p l a y i n which the ' i d e a ' o f B e n g a l i u n i t y would predominate. T h i s 

p l a y , known as Bengalee, was s u c c e s s f u l and aud i e n c e s d e v e l o p e d a t a s t e 

f o r b e l i e v a b l e b u t i m a g i n a r y c h a r a c t e r s . With t h i s type o f p l a y he, w i t h 

the h e l p o f the a c t o r Panchu Sen, began a new form o f d i a l o g u e as w e l l ; 

a s t y l e o f d i a l o g u e t h a t more c l o s e l y resembled everyday s p e e c h — w h e r e 

the c h a r a c t e r s spoke s h o r t s e n t e n c e s i n c o l l o q u i a l B e n g a l i . 

T h i s a l s o p r o v e d t o be a c c e p t a b l e to j a t r a a u d i e n c e s , and g o i n g 

a n o t h e r b o i d s t e p f u r t h e r , B r ojenbabu ..began, i n "the l a t e 1950's, to w r i t e 

samajik natak ( s o c i a l dramas). H i s d e c i s i o n to w r i t e s o c i a l dramas was 

formed from a d e s i r e t o widen t h e scope o f m a t e r i a l t h a t j a t r a a u d i e n c e s 

were exposed t o , and from a r e a l i s a t i o n t h a t the s o c i a l problems o f Bengal 

were v a s t enough t o be e x p l o r e d and examined w i t h i n t h i s t h e a t r i c a l form 

which was so c l o s e l y t i e d to the p e o p l e o f B e n g a l . A t p r e s e n t most o f the 

p l a y s w r i t t e n a r e a r e s u l t o f the d i r e c t i o n s and concerns t h a t Brojenbabu 

r e c o g n i s e d and l e a d towards. 

D u r i n g the Bangladesh c r i s i s i n 1972, Brojenbabu even t r i e d t o 

become r e v o l u t i o n a r y and t o p i c a l i n h i s p l a y s . T h i s seemed the l e a s t 

s u c c e s s f u l o f h i s a t t e m p t s — I b e l i e v e because he was f o l l o w i n g i n t h i s 

attempt r a t h e r t h a n l e a d i n g . When he s e t h i s mind t o i n n o v a t i n g and 

c r e a t i v e l y changing the n a t u r e o f t h e j a t r a he had a v e r y p o w e r f u l pen, 

i n d e e d , — w h e n he saw the d i r e c t i o n and f o l l o w e d h i s w r i t i n g s u f f e r e d . H i s 

h e a l t h as w e l l as the times o f Bengal have b o t h taken t h e i r t o l l i n h i s 

c r e a t i v e l i f e . 

He i s , s t i l l , a model f o r younger p l a y w r i g h t s to emulate. When 

I was v i s i t i n g h i s home and t a l k i n g w i t h him i t was n o t uncommon f o r one 

o f two younger p l a y w r i g h t s from C a l c u t t a t o make the j o u r n e y t o Ic h a p u r , 

about 20 minutes by commuter t r a i n , to c o n s u l t and t a l k w i t h Brojenbabu. 
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He u s u a l l y g r a c i o u s l y answered t h e i r q u e s t i o n s and l i s t e n e d t o t h e i r words 

(he had a h a r d time r e a d i n g w i t h h i s eyes) as they r e a d out t h e i r l a t e s t 

work. When he w r i t e s now h i s youngest son w i l l copy o v e r any i l l e g i b l e 

p a r t s and o c c a s i o n a l l y take d i c t a t i o n . 

He i s the f a t h e r of t h r e e c h i l d r e n and c u r r e n t l y a widower. H i s 

daughter, who n e v e r i n t e n d s to marry, i s a s c h o o l t e a c h e r , one o f h i s sons 

Brojenbabu handing over a p l a y to Panna C h a k r a b o r t y 
of the J a n a t a Opera 

who seems to have i n h e r i t e d h i s f a t h e r ' s a b i l i t y t o w r i t e and has w r i t t e n 

over 25 t h e a t r i c a l p l a y s , i s a d o c t o r i n Serampore, West B e n g a l , and h i s 

younger son i s a s t u d e n t i n honours p h y s i c s a t the RamaKrishna M i s s i o n 

C o l l e g e a t Naradhrapur, West B e n g a l . A l t h o u g h he l i k e s h i s d a u g h t e r ' s 

independence, he i s concerned t h a t she i s n o t p l a n n i n g to marry; d e s p i t e 

h i s i n n o v a t i o n s and c o n c e r n s to change B e n g a l i c o n s c i o u s n e s s , he i s a v e r y 
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traditional man. 

Brojenbabu's school master, the late Jogesh Chaudhury, inspired 

him to write for jatra, not for the stage, since Jogeshbabu thought that 

jatra should be made more "refined and c i v i l i s e d " — a n inspiration that 

has not waned even after writing for the jatra stage for over 40 years. 

He has developed a definite style and range of characterisations throughr-

out his writing career and he was very open and helpful in making me 

understand them. 

Writing a jatra play: 

Of course, there i s always a difference between the rules people 

say they l i v e by and whether they acutally employ them in their l i v i n g , 

and the same i s true for the canons of jatra play writing and their rela

tionship to jatra playwrights„ No one playwright could give me a l l the 

'rules' and no two playwrights l i s t e d the same rules, but when I construct

ed a minimal set of rules and discussed them with some of the playwrights 

they agreed with the outline of the enterprise. , • 

Although two plays on foreign themes broke this rule during the 

time I was conducting this research—-there i s a dogma that a jatra play 

have five acts. The climax of the play—usually referred to as i t s trunk 

or i t s f u l l development—is in the third act, even though each act has a 

small climactic scene. Each jatra play.imust have songs that serve differ-^ 

ent dramatic functions, depending on where they are placed in the play i t 

self. A jatra play must also have certain types of characters; a comic, 

a conscience (viveka), although the function of this character has changed, 

a hero (nayak) and an antagonist (kalo nayak), a heroine, and secondary 

characters that add to the plot. The acting should be accented musically, 

and the actors should exhibit various emotions, moods or states of mind 
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(rasa, bhava) in each act and play. 

On the above points writers.agree, but each jatra playwright has 

his own way of achieving the structure and content of his creation. Bro

jenbabu spent many hours instructing me in his ideal structure of a jatra 

play—although he did not always follow his own teachings i n his plays 

that I followed through. At f i r s t i t i s important to understand that a 

jatra play i s called a pala. The translation of pala as 'play' i s not 

entirely accurate—a pala i s a part, a section, a branch, a measure of 

something. A jatra pala i s , then, a section or branch of a journey; a 

'slice of l i f e ' s journeys'. The jatra playwright i s referred to as the 

palakar or maker of the s l i c e of l i f e . , In any one pala, an aspect of, a 

scene i n , or an event from human l i f e , usually Bengali l i f e , i s followed 

through from i t s seed to i t s decay,, 

As Brojenbabu said "a jatra pala i s l i v i n g , i t i s like a tree". 

Organic analogies abound in Bengal, and here i s another important one. 

Each act in a jatra pala relates to a growth stage: the f i r s t act, called 

the seed (bichi or b i j ) is the preparation and introduction of a l l the 

characters; the second act,, called the shape or form (dkar) is the incom

plete development of the chosen story; the third act, called the body, 

trunk, or main incident (kanda) is the complete development of the story 

building to i t s climax; the fourth act, called the blossom (mukul) is the 

results and reactions of the characters i n the main incident; and the f i f t h 

and f i n a l act, called the ripe f r u i t ready to seed again (phut), is the 

consequences and outcome of the action, suggesting the new seed to begin r 

again. It i s both linear and circular at the same time. 

Every act should be divided into three or four scenes, except 

the last a c t — i t can be one scene. Each scene (drishak) should have an 

incident that contributes to the story as a whole, and should have a song, 
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also r e l a t i n g to the. story as a whole. A f t e r the climax of the play, 

however, there should be fewer songs and more rapid and a c c e l e r a t i n g 

dialogue-—as Brojenbabu says "when the play i s coming to a close they 

don't want to hear songs they want to see the end of the drama." Each 

act should be a d e f i n i t e length, each scene should be a d e f i n i t e length 

and a play should be able to be performed within 3-3%hours. 

For both Brojenbabu and Bhairob Ganguly ( a j a t r a playwright whose 

play Panch Paisev Prithibi i s translated and annotated i n f u l l i n the next 

section) the t h i r d act i s the longest and the l a s t act i s the shortest. The 

length breaks down as follows: f i r s t act—40-45 minutes; second act—40-45 

minutes; t h i r d act—50-60 minutes; fou r t h act—30-35 minutes; and f i f t h 

act—10-15 minutes. Even scenes are thought of i n terms of time: f i r s t 

scenes are about 10 minutes; second scenes are about 12 minutes; t h i r d 

scenes are about 8 minutes: and fourth scenes are about 10 minutes. Brojen

babu, f o r whom w r i t i n g j a t r a plays i s almost formulaic, even has i t 

measured f u r t h e r : He s a i d ; "I make i t a point not to write any scene les s 

than 10 pages of a no. 4 exercise book." An exercise book, a book of 

blank pages used, i n c l a s s rooms for rote and w r i t i n g p r a c t i c e s , of the no. 

4 s i z e has 64 pages i n i t , and Brojenbabu uses 4 such exercise books per 

play. Most j a t r a playwrights take t h e i r cue from t h i s . 

Plays are w r i t t e n i n red and blue i n k — t h e red being f o r emphatic 

l i n e s and songs and the blue being f o r the short dialogue and l e s s e r songs. 

While t h i s colour coding i s not e s s e n t i a l , most playwrights follow the 

scheme because actors/resses are used to t h i s format. When a party accepts 

and purchases a play t h e i r own scribes (often a bookkeeper) are i n charge 

of making m u l t i p l e copies of the p l a y — f o r the prompter and for rehearsal. 

With t h i s as an o u t l i n e , i t i s i n t e r e s t i n g to follow through 

the thought sequence and actions of a playwright w r i t i n g a j a t r a play. 

o 
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He begins with an idea that he wants to 'leave with the audience a f t e r 

the play i s f i n i s h e d ' that he encases i n a story (golpo). He then 

decides what incidents (kanda) he needs to b u i l d or nurture the story 

along. He next decides which characters to create, keeping i n mind that 

he needs a comic (hashya), a hero (bir.or nayak), a heroine (nayaki)t and 

a singer who plays conscience (gayak viveka). He then decides which moods 

or f e e l i n g s (rasa) he wishes to match with the various i n c i d e n t s . A f t e r 

thinking about i t f o r a while, he decides the order and sequence of f e e l 

ings and incidents and h i s play has form (rupa). The rupa (a word meaning 

form, metaphor, grace, appearance, f o l k r t a l e , a l l e g o r y , etc.) and the play 

become one. , 
i 

The sources of s t o r i e s f o r a j a t r a pala vary g r e a t l y : a con-

s i e r a t i o n of these sources leads n i c e l y to the beginnings of a thematic 

a n a l y s i s of j a t r a plays. The oldest source of s t o r i e s are the two Indian 

epics, the Ramayana and the Mahabharata; next i n time come incidents and 

heroic t a l k s of Indian and Bengali h i s t o r y , the Mughuls, the Marathas, 

the Nawabs, etc; also important at t h i s time come s t o r i e s from the l i v e s 

of Indian and Bengali r e l i g i o u s and s o c i a l leaders, Chaitanya, Rama

krishna, S h i v a j i , e t c ; imaginary s t o r i e s with h i s t o r i c a l s e t t i n g s ; 

r e i n t e r p r e t a t i o n s of c o l o n i a l h i s t o r y ; s o c i a l concerns and problems i n 

modern Bengal; c l a s s - s t r u g g l e and revolutionary concerns i n urban India; 

peasant struggles elsewhere i n the world; and incidents i n world h i s t o r y . 

In short, human l i f e i n general and Bengali l i f e i n p a r t i c u l a r , the 

things that a f f e c t and constrain i t , are the domain of j a t r a s t o r i e s . 

When a playwright decides on a story he may r e f e r to books and texts 

w r i t t e n on the subject, both to remind him of the incidents and f o r 
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inspiration. He may also read earlier jatra plays on the same topic, i f 

he can gain access to them. 

Looking at the book shelves of some of the jatra playwrights, 

copies of Brihat Bango (Stories of Bengal in 2 Vols.), Kritivasa's 

Ramayana (Bengali version), the Mahabharata, Akbar the Great, Shivaji, 

Bengali novels by Sarat Chandra Chatterjee,- Tarashankar Bannerjee, Manik 

Bandopadhyaya, etc., Lenin, etc. can be seen. They do read a lot, but 

most do not actually do research. Historical accuracy is not a paramount 

concern. When looking at these same shelves, copies of their own written 

and published works are conspicuously absent—most do not have copies of 

the plays they have written, and i t is evident that they don't see these 

works as 'private property' in any way nor do they retain copyright them

selves or receive royalties in any substantial amount. 

Another jatra writer of some prominence, Sburendra Mohan Chatter-

jee, does do some research before embarking on a new play; his book shelves, 

in his Baruipur village house in 24-Parganas, West Bengal, are fi l l e d with 

history books, including Elphinstone's History of India,Prasad's A Short 

History of Muslim Rule, and R., C. Majumdar's History of Bengal, novels by 

Bankim Chandra Chatterjee, a translation of Tolstoi's children's stories, 

etc. Again, however, his own plays.are distinctively'missing. Sourenbabu 

bemoans the fact that he had been drawn to jatra writing because of the 

money, but he received l i t t l e money except for the play itself—no royal

ties, no additional money when a play was put on the radio, and no extra 

money for rewriting necessary sections. 

Within the incidents that get combined into a story for a jatra 

play, there is embedded a moral (upadesh) or didactic message which the 

playwright wishes to 'leave with the audience' to contemplate. These moral 
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lessons are usually closely related with the playwright's view of .human 

nature. Most jatra writers agree that "man is not basically bad or good? 

but circumstances can make him a demon". What a jatra play should'do is 

provide enough incidents so that 'true' character can be understood-, not 

just the 'illusion' or the 'outer reality' of a character. Brojen De gave 

me good examples of how a jatra playwright tries to get behind the 'illus

ions' and get to the 'reality' of characters. With regard to a mythologic

al theme, for example in his play Purushottam3 he explores the character 

of Ravanna (the demon-king from the Ramayana), by looking into his family 

background and the way he was treated since "Ravanna was the son of a 

Brahmin but he didn't get the recognition and rights of a Brahmin". 

Ravanna's father had three sons and he became a hermit. Ravanna, the old

est, was a great hero, but due to some of his activities he acted in "a 

misguided way", Brojenbabu said, "and for that reason he was not given, 

obesiance. His mind was sharp, so sharp that he could be compared with 

10 men at once (that is why he is shown with 10 heads), but he for not 

getting recognition became misguided." Brojenbabu wanted his audience to 

understand what would happen i f people were not treated correctly. 

With regard to Brojenbabu's social dramas, he says they have a 

central and similar message:."things are not what they seem. In almost 

a l l my- plays this is the same thing proved, man is not a born criminal nor 

a born beggar, everyone has a history behind him." Brojen wrote the first 

social drama, Nisiddher Phut (The Forbidden Fruit) with the social message 

that certain kinds of marriages are bad, they will not bring peace and 

happiness. A discussion of this play taught me about various types of 

marriages and what happens with inter-caste matches. In this play a Brahmin 

gi r l marries a Sudra boy^ and their children turn out to be "cruel, 



- 257 -

dangerous, and treacherous", because i t was an unequal match. Brojen's 

play Plaban (The Flood) c a r r i e d the message that "some of the young men 

who we despise i n society are u s e f u l 'people—they are at heart not so bad 

as we t h i n k — t h e s e are the mastans (hooligans, o f f i c i o u s para protectors, 

gundds much l i k e the character Babul i n the play that follows) or undesire-

ables. Some are r e a l l y good, u s e f u l members of s o c i e t y — t h e y want to :. 

reform society...mastans render s e r v i c e to p e o p l e — i n t h i s play the victims 

of the famine and flood...these people are c a l l e d undesireables by conser

v a t i v e people but the progressive sector of societ y recognise them as an 

i n d i s p e n s i b l e f a c t o r of c i v i l i s a t i o n . . . t h e y may have a h o r r i b l e e x t e r i o r 

but they are b a s i c a l l y good." S o c i a l plays i n general l i k e to have at 

l e a s t one character that i s a kind of 'Robin Hood'—someone who i s d i f f e r 

e n tly valued by d i f f e r e n t sections of s o c i e t y . 

Once the story l i n e , the message, and the main kinds of characters 

i s decided, the main w r i t i n g begins. This w r i t i n g i s constrained by a 

number of f a c t o r s : the actors/actresses i n the party f o r whom the play i s 

being w r i t t e n ; the time a v a i l a b l e f o r completing the manuscript; the 

techniques of staging a j a t r a play; and the p o l i t i c a l and s o c i a l climate 

that i s involved i n the shaping of people's tastes. 

F i r s t the constraint of the party personnel. Many j a t r a play

wrights described t h i s constraint as a constant f r u s t r a t i o n . Most j a t r a 

w r i t e r s do not l i k e the current ' s t a r ' system of j a t r a a c t i n g — " t h e y are 

too demanding and want too many l i n e s " . 'Stars' want t h e i r "entrance and 

e x i t l i n e s to be long and powerful" and a j a t r a playwright "can't write h i s 

play t o t a l l y according to h i s own idea and experience...he i s sometimes 

compelled to defer to a r t i s t s i n s p i t e of b i t t e r objections and 
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and disgustment." When a playwright begins the play he sketches,out who 

the characters and performers a r e — t h e n he writes dialogue that w i l l s u i t 

the person playing the character as we l l as the character. The j a t r a play

wrights become very knowledgeable about the strengths and weaknesses of 

many j a t r a a r t i s t s , and take these i n t o account when w r i t i n g . Brojenbabu 

also takes the p o s i t i o n of the various a r t i s t s within the party i n t o 

account when he i s w r i t i n g and crea t i n g h i s characters. The women i n h i s 

plays are strong characters placed prominently i n the s t o r y — f r e q u e n t l y a 

play w i l l revolve around the heroine. He does t h i s because women are not 

treated f a i r l y i n the j a t r a party, " they get paid l e s s than men and have 

a harder time", so " I give them an important r o l e to play." 

Occasionally an owner w i l l commission a j a t r a play j u s t before 

the season i s about to open (usually because one play has not gone well 

i n r e h e a r s a l or the p u b l i c demands something new). The j a t r a playwright 

then writes a play i n a phenomenally short amount of time, and complains 

about the pressures. 

J a t r a plays use no scenery (except a chair or bench and once i n 

awhile a bed or a desk) and they are performed i n the open-air, i n - t h e -

round; these r e a l i t i e s also place c o n s t r a i n t s on the j a t r a playwright. 

Dialogue must be wri t t e n so that i t i s e s s e n t i a l l y repeated 2 or 3 times 

but yet i n t e r e s t i n g enough so that i f people are i n 'good seats' they are 

not bored by the r e p e t i t i o n necessary for audiences placed on the periphery. 

Not only does the dialogue have to be played to a l l sides, but i t also 

must carry, bound up i n the choice of words, a l l necessary scene-setting 

and mood describing e f f e c t s . This becomes more and more d i f f i c u l t with 

the i n t r o d u c t i o n of f o r e i g n , revolutionary and c l a s s - s t r u g g l e themes. 

Brojenbabu explained that some of these 'externals' can be c a r r i e d through 

by the actions on stage, but usu a l l y he must search h i s mind f o r the r i g h t 



- 259 -
words, with the proper meanings and nuances—yet keeping the language 

simple enough f o r even the l e a s t educated peasant to be able to understand 

the play. 

J a t r a playwrights f e e l that the audiences are sometimes f i c k l e , 

but p r e d i c t a b l e , i f they keep t h e i r eyes open to what i s going on i n Bengal. 

Most w r i t e r s do 'character research' by i n t e n s e l y watching people as they 

t r a v e l about i n Calcutta or the Bengal countryside, and by l i s t e n i n g to 

what people t a l k about and what i s on t h e i r minds, they f e e l that they can 

capture i n t h e i r plays what ' l i f e i n Bengal i s a l l about.' They would 

rather, i n many cases, however, write up characters from t h e i r imagination, 

who are ' i d e a l types' created for 'plot' purposes. 

Juggling a l l these l i t e r a r y and s o c i a l c o n s t r a i n t s , j a t r a play

wrights manage to be both productive and s u c c e s s f u l l y employed. I t should 

not be forgotten that most are w r i t i n g because they want to and l i k e to, 

but they are a l s o making a l i v i n g , or the better part of a l i v i n g , by do

ing i t . Many wr i t e r s do so because at present the j a t r a business i s a 

l u c r a t i v e one; the p o p u l a r i t y of the j a t r a contributes to t h e i r way of 

being meaningful B e n g a l i — f o r the playwright who creates meaning and makes 

his money that way, artha i s a u n i t a r y concept. Mahesh, the playwright i n 

the translated play which follows, r e f e r s to t h i s p o s i t i o n of the play

wright constantly; consider him an ' i d e a l type' example of a playwright. 

In the following tables and l i s t of Brojenbabu's playwrighting 

accomplishments, i t w i l l become apparent that h i s career i s a good example 

of the trends i n j a t r a . The f i r s t table shows the number and c l a s s i f i c a t i o n 

of plays that I c o l l e c t e d while i n Bengal; the second table shows the 

number and c l a s s i f i c a t i o n of the plays that Brojenbabu has w r i t t e n during 

h i s long career. Following these tables there i s a l i s t of the plays he 

has written; t h i s i s intended to show both the length and breadth of h i s 
work. 
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T a b l e 3: 

JATRA PLAYS COLLECTED 

TYPE OF PLAY 

P u r a n i c 

K r i s h n a J a t r a s 

VidyaSundar J a t r a s 

H i s t o r i c a l 

Imaginary 

S o c i a l 

P a t r i o t i c 

PLAYS (WRITTEN 1919-1969) " 

TOTAL 
(182) 

55 

20 

15 

58 

15 

14 

3 

BEFORE 1960 
(86) 

43 

20 

15 

3 

3 

AFTER 1959 
(106) 

12 

55 

12 

14 

3 

Other ( i n c l u d e s B i o g r a p h y 
r e v o l u t i o n a r y , e t c . 12 10 

COMMENTS: 

1) P l a y s w r i t t e n from 1919-1969 a r e the p l a y s t h a t a r e p u b l i s h e d 
from 1921-1971. There i s a two y e a r d e l a y from w r i t i n g to p r i n t . 

2) Around 1950 t h e r e seems to be a t u r n i n g p o i n t ; ; P u r a n i c / R e l i g -
i o u s p l a y s seem to be r e p l a c e d by H i s t o r i c a l ones. 

3) A f t e r 1962-3 as a j a t r a season, t h e r e seems to be the appear
ance of h i s t o r i c a l p l a y s d e a l i n g w i t h the Freedom Movement; p r i o r 
to t h i s the h i s t o r i c a l p l a y s seem t o have d e a l t o n l y w i t h h i s t o r y 
up to the B a t t l e of P l a s s e y . 

4) T h i s l i s t of p l a y s i s not to be seen as a r e p r e s e n t a t i v e sample. 
The p l a y s I was a b l e to c o l l e c t were o f t e n the ones t h a t a j a t r a 
p u b l i s h e r s s t i l l happened to have around. Some o l d j a t r a p l a y s 
a r e a v a i l a b l e i n the N a t i o n a l L i b r a r y of I n d i a , but much of t h i s 
l i t e r a t u r e , u n f o r t u n a t e l y , has been l o s t (or d e s t r o y e d ) . P e o p l e , 
b o t h i n s i d e and o u t s i d e the j a t r a j a g a t , would suggest p l a y s I 
s h o u l d t r y to a c q u i r e , p l a y s they deemed i m p o r t a n t . Whenever i t 
was p o s s i b l e I t r i e d t o a c t on t h e i r a d v i c e . T h i s sample s h o u l d 
r a t h e r be seen as an o p p o r t u n i s t i c s a m p l e — t h o s e p l a y s I had an 
o p p o r t u n i t y and f o r t u n e to c o l l e c t . 
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Table 4: 

BROJENDRANATH DE'S COLLECTED PLAYS 

PLAYS WRITTEN 1930-1971 

TYPE OF PLAY TOTAL BEFORE 1940 1940-1960 AFTER 1960 
(110) (10) (32) (68) 

P u r a n i c ( e p i c ) 23 9 8 6 

H i s t o r i c a l 36 - 14 22 

Imaginary 26 1 9 16 

S o c i a l 14 - - 14 

R e l i g i o u s ( i n c l u d 
i n g B i o g r a p h y ) 7 - - 7 

Other 4 - 1 3 

COMMENTS: 

1) B r o j e n d r a n a t h ' s l i t e r a r y c a r e e r shows the same t r e n d t h a t 
j a t r a p l a y s i n g e n e r a l e x h i b i t — l a r g e l y because he was one of 
the most i n f l u e n t i a l p l a y w r i g h t s i n the j a t r a j a g a t . 

2) There a r e 110 p l a y s i n c l u d e d on the t a b l e , r a t h e r than u s i n g 
a l l the p l a y s t h a t a r e on the f o l l o w i n g l i s t ; some of the l a t e r 
p l a y s have not been p u b l i s h e d , and t h e r e were a few p l a y s t h a t 
I found d i f f i c u l t t o c l a s s i f y — t h e y were l i s t e d w i t h two c l a s s 
i f i c a t i o n s . 

3) Brojenbabu p r e f e r s t o w r i t e p l a y s on e i t h e r s o c i a l o r mytho
l o g i c a l themes. He p r e f e r s as w e l l t o use h i s i m a g i n a t i o n as 
much as p o s s i b l e i n w r i t i n g any p l a y . 
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JATRA PALAGULI w r i t t e n by S h r i Brojendranath De from 1919-1972. 

The f i r s t f i v e plays l i s t e d here have been l o s t , and to my knowledge 
were never published. The other plays were not a l l i n S r i Brojenbabu's l i b r a r y , 
since most Bengali playwrights do not keep copies of t h e i r own dramatic c r e a t i o n * , 
but he had a few and h i s son was able to reconstruct, from his records of hiu 
father's w r i t i n g , a l i s t . I supplemented the l i s t with materials I collected from 
various j a t r a publishers and party records. 

FIVE LOST PLAYS 

1) Chandrashekar(1919) 
2) Subarnashatadal (1920) 
3) Pandar Gourab (1921) 
4 ) Raja Ganesh (1922) 
5) P a r i k s h i t e r Brahman Shap (1923) 

PLATS WRITTEN FOR AND PERFORMED BY AMATEUR JATRA PARTIES 

1) Swarnalanka (1925) f i r s t performed by the Bani Natya Samaj of Beliaghata 
of C a l c u t t a i n 1926. Later published by the Diamond L i b r a r y . 

2) Bhaktadhin (1926) f i r s t performed by the Bani Natya Samaj of Beliaghata 
of C a l c u t t a i n 1927. 

BLAYS WRITTEN FOR AND PERFORMED BY PROFESSIONAL JATRA PARTIES 

1) Bajranara(1931) f i r s t performed by the GANESH OPERA in 1932. Later 
published by the Swarnalata L i b r a r y (1932). 

2) Prabiranjan (1932) f i r s t performed by the GANESH OPERA in 1933. Later 
published by the Diamond L i b r a r y (1934) 

3) Nlyati(1933) f i r s t performed by the ROYAL BINAPANI OPERA of Calcutta in 1934. 
Later published by the Diamond L i b r a r y . 

4) Lilabhasan (1934) f i r s t performed by the GANESH OPERA of Cal c u t t a in 1934. 
Published by the Diamond L i b r a r y . 

5) ' B i r puja(1935) f i r s t performed by the ARYA OPERA of C a l c u t t a i n 1935. 
Published by the Diamond L i b r a r y . 

6 ) Bangya Bir(1936) f i r s t performed by the GANESH OPERA of Calcutta i n 1936. 
Published by the Diamond L i b r a r y . 

7) Chander Meye (1936) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
B a r l s h a l i n 1938. Published by the Diamond L i b r a r y . 

8) P a j a r s h i (1937) f i r s t performed by the BHOLANATH OPERA of East Bengal in . 
1938. Published l a t e r as Danabir, by the Diamond L i b r a r y . 

9) Chashar Chhele (1938) f i r s t performed by the NATYA COMPANY JATRA PARTY 
of Bariahal in 1939. Published l a t e r as Manik mala by Diamond L i b r a r y . 
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10) Raj-Lakshmi (1939) f i r s t performed by the GANESH OPERA of Calcutta 1939. 
Published by the Diamond Library. 

11) Rakta Tilak(1940) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal i n 1940. Published by the Diamond Library. 

12) Chanda Mukul(1940) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal i n 1941. Published by the Sulabh Calcutta Library. 

13) Bansher Banshee (1941) f i r s t performed by the RANJAN OPERA of Calcutta 
in 1942. Published by Diamond Library. 

14) C i t a Govinda (1942) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal l n 1943. This play was also famous under two additional t i t l e s ; 
Raja Laksman Sen and Bhaktikabi Jayadev.Published by Diamond Library. 

15) , Raj-Nandinee (1943) f i r s t performed by the RANJAN OPERA of Calcutta ln 1944. 
Published by the Diamond Library. 

16) Akaler Desh(1945) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal i n 1945. Published by the Sulabh Calcutta Library. 

17) Samajer B a l i (1945) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal i n 1945. Published by the Diamond Library. 

18) Mayer Dak (1946) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal and the PRAVASH OPERA of Calcutta i n 1947. Published by the > 
Diamond Library. 

j 
19) Debata Gras(1947) f i r s t performed by the NATYA COMPANY JATRA PARTY of ; 

Barishal i n 1947. Published by the Diamond Library. 
20) Raj-Sanyasee (1947) f i r s t performed by the BILWAGRAM NATYA COMPANY of 

East Bengal i n 1947. Published by the Diamond Library. 

21) P r a t i Shodh(1948) f i r s t performed by the CHANDI OPERA of Calcutta and the 
NATYA COMPNAY JATRA PARTY of Barishal l n 1948. Published by the Diamond Library. 

22) Bharat Tirtha(1948) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Barishal i n 1948. Published by the Diamond Library. 

23) Dhara Debata (1948) f i r s t performed by the NEW GANESH OPERA of Calcutta 
i n 1948. Published by the Diamond Library. 

24) Bangalee (1948) f i r s t performed by the ARYA OPERA of Calcutta i n 1949. 
(This was recorded on His Majesty'd Voice records, 78r\p.m.) This 
play was also famous under the t i t l e Shesh Nanaj. Published by the Calcutta 
Town Library. 

25) Dasiputra(1949) f i r s t performed by the ARYA OPERA of Calcutta In 1950. 
a Published by Tarachand Das and Sons. 

26) Swamir Char(1950) f i r s t performed by Che PRAVASH OPERA of Calcutta l a 1950 
Published by Diamond Library. 



- 264 -

Brojenbabu's j a t r a p a l a g u l l - 3 -

27) Shesh Arati(1951) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
C a l c u t t a i n 1951. Published by the Calcutta Town L i b r a r y . 

28) Gandharber Meye(1951) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta i n 1951. Published by the Diamond L i b r a r y , ! 

29) Kohinoor (1952) f i r s t performed by the NATYA COMPANY JATRA PARTY of! 
Cal c u t t a i n 1952. Published by the Calcutta Town L i b r a r y . 

30) Dharmer Hall(1952) f i r s t performed by the RANJAN OPERA of C a l c u t t a i n 1952. 
Published by the Calcutta Town L i b r a r y . 

31) Ganyer Meye (1952) f i r s t performed by SATYANARAYAN OPERA of Calcutta l n 
1952. Published by the Diamond L i b r a r y . 

32) Satya shrayee(1953) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
C a l c u t t a i n 1953. Published by the Diamond L i b r a r y . 

33) Bicharak (1953) f i r s t performd by the NATYA COMPANY JATRA PARTY of Calcutta 
i n 1953. Published by the Diamond L i b r a r y . 

i 
34) S a t i r Pati(1954) f i r s t performed by the RANJAN OPERA of Calcutta and 

the SATYNARAYAN OPERA of Calcutta i n 1954. Published by Laksminarayana L i b r a r y . 

35) Purushottam (1954) f i r s t performed by the PRAVASH OPERA of Cal c u t t a i n 
1955. Published by the Diamond L i b r a r y . 

36) Sabar Debata (1955) f i r s t performed by the NEW CHANOI OPERA ofi'Calcutta i n 
1956. Published by the Diamond L i b r a r y . 

37) S a r a t h i (1955) f i r s t performed by the NEW GANESH OPERA of Calcutta i n 1956. 
Published by the Diamond L i b r a r y . 

38) Rahu Gras(1957) f i r s t performed by the NEW GANESH OPERA of Calcutta i n 
1957. Published by the Diamond L i b r a r y . 

39) . Kurukshetrer Age (1957) f i r s t performed by the NATYA COMPANY JATRA PARTY j 
of C a l c u t t a i n 1957. Published by the Diamond L i b r a r y . 

I 

40) Bhakter Dak (1958) f i r s t performed by the NEW GANESH OPERA of C a l c u t t a j 
i n 1958. Published by the Diamond L i b r a r y . j 

41) Parashmani (1958) f i r s t performed by the NATYA COMPANY JATRA PARTY of C a l - ' 
cu t t a i n 1958. Published by the Cal c u t t a Town L i b r a r y . 

42) Bhagyer B a l i (1958) f i r s t performed by the NEW ROYAL BINAPANI OPERA of 
C a l c u t t a i n 1959. Published by the Diamond L i b r a r y . 

43) Lohar Tal (1959) f i r s t performed by the NATYA COMPANY JATRA PARTY of Calcutta 
i n 1959. Published by the Diamond L i b r a r y . 

44) Dharmer B a l i (1959) f i r s t performed by the ARYA OPERA of Calcutta i n 1959. 
Published by the Diamond L i b r a r y . 
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45) Dhanser Dak(1960) f i r s t performed by the NEW ROYAL BINAPANI OPERA of 
Calcutta in 1960. Also known by the name Balir Bandh. 

46) Bargee Elo Deshe (1960) f i r s t performed by the NABARANJAN OPEBA of 
Calcutta in 1960. Published by Diamond Library. 

47) Raja Debidas (1960) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta ln 1960. Published by the Calcutta Town Library. 

48) Nishiddha Phul (1960 October) f i r s t performed by the Dhritishree Natya 
Shilpam of Bihar; performed by the JANATA O P E R A of Calcutta in 1960 as 
' Dhpshee Ke?'; performed by the AMBIKA NATYA COMPANY of Calcutta ln 
1960 as ' Bidrohee'. Published by the General Library. 

49) Bangalir Meye (1961) f i r s t performed Sanjher Asara of Howrah ln 1961. 
Also performed by the NATYA COMPANY JATRA PARTY of Calcutta in 1969 
as "Banglir Desh". 

50) Ram rajya (1961) f i r s t performed by the Dhritishree Natya Shilpam of 
Bihar in 1961. Published by the Diamond Library as Jiban Yagya. 

31) Sohrab Rustam (1961) f i r s t performed by the AMBIKA NATYA COMPANY of 
Calcutta in 1961. Published by the Calcutta Town Library. 

52) Chandl Mangal (1961) f i r s t performed by the NABARANJAN OPERA of Calcutta 
in 1961. Published by the Diamond Library. 

53) Sonai Dighi (1961) f i r s t performed by the SATYAMBER OPKRA of Calcutta ln 
1961. (Also recorded on His Master's Voice records). Published by the 
Calcutta Town Library. 

54) Satir Ghat (1961) f i r s t performed by the AMBIKA NATYA COMPANY of Calcutta 
in 1961. Published by the Diamond Library. ' 

55) Kabi Chandrabatee (1961) f i r s t performed by the NEW ROYAL BINAPANI OPERA 
of Calcutta in 1961. Published by the Calcutta Town Library. 

56) Rakta Alpana( 1962) f i r s t performed by the ARYA OPERA of Calcutta ln 1962. 
Published by the Diamond Library. 

57) Yadir Delche Na Keo (1962) f i r s t performed by the NABARANJAN OPERA of 
Calcutta ln 1962. Published by the Calcutta Town Library. 

58) Blr Abhinaya (1962) f i r s t performed by the NEW ROYAL BINAPANI ,0PERA of 
Calcutta ln 1962. Published by the Calcutta Town Library. 

59) Plaban (1962) f i r s t performed by the NATYA COMPANY JATRA PARTY of Calcutta 
in 1962. Published by the Calcutta Town Library. 

60) DhularSwarga (1962) f i r s t performed by the SATYAMBER OPERA of Calcutta 
in 1962. Published by the Calcutta Town Library. 

61) Mahua (1962) f i r s t performed by the SATYAMBER OPERA of Calcutta in 1962. 
Published by the Diamond Library. 
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62) Upenshita (1962) f i r s t performed by the N A T Y A BHARATI OPERA of Calcutta 
i n 1962. Published by the Calcutta Town Library. 

63) Patiter Bhagawan (1962) f i r s t performed by the N A T Y A COMPANY JATRA PARTY 
of Calcutta i n 1962. Published by the General Library. 

64) Nastik (1963) f i r s t performed by the NABARANJAN OPERA of Calcutta i n 1963. 
Published by the Diamond Library and also published by the Nirraal Sahitya 
Mandlr as ' Sangram o Shantl '. • 

65) Chitor Lakshi (1963) f i r s t performed by the NATYA COMPANY JAT|fA PARTY 
of Calcutta i n 1963. Published by the Calcutta Town Library. 

66) Samrat-Jahangir- Shah (1963) f i r s t performed by the NATYA COMPANY JATRA 
PARTY of Calcutta i n 1963. Published by the Diamond Library. 

67) Chhinnatar (1963) f i r s t performed by the AMB1KA NATYA COMPANY of Calcutta 
i n 1963. Published by the Calcutta Town Library. 

68) Shayataner Char (1963) f i r s t performed by the AMBIKA NATYA COMPANY of 
Calcutta i n 1963. Published by the Calcutta Town Library. 

69) Udayer Ma (1963) f i r s t performed by the JANATA OPERA of Calcutta i n 1963. 
Also performed by THE NEW A R Y A OPERA of Calcutta i n 1963 as Dhatri Parma. 
Published by the Calcutta Town Library. 

70) Durgadas (1964) f i r s t performed by the NABARANJAN OPERA of Calcutta In 
1964. Published by the Diamond Library. 

71) Sonar Bharat (1964) f i r s t performed by the NATYA COMPANY JATRA PARTY of , 
Calcutta i n 1964. Published by the Diamond Library. 

72) Ite A t i t Katha Kao (1964) f i r s t performed by the NATYA BHARATI OPERA 
of Calcutta i n 1964. Also known as 'Rajyashree'. Published by the Nirmal 
Sahitya Mandlr. 

73) Rakhi Bhai (1964) f i r s t performed by the AMBIKA NATYA COMPANY of Calcutta 
i n 1964. Published by the Calcutta Town Library. 

74) Rakta Nesha (1965) f i r s t performed by the TARUN OPERA of Calcutta i n 1965. 
Published by the General Library. 

75) Chand b i b i (1965) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta i n 1965. Also performed by the Boikuntho Jatra Samaj of Calcutta 
as ' Chand Sultana '. Published by the Calcutta Town Library. 

76) Bllwa mangal (1965) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta i n 1965. Published by the Calcutta Town Library. 

77) Jahansir Rani (1965) f i r s t performed by the AMBIKA NATYA COMPANY of Calcutta 
i n 1965. Published by the Diamond Library. 

78) Janatar Mukut (1965) f i r s t performed by the AMBIKA NATYA COMPANjf of Calcutta 
i n 1965. Also performed by the Shree Radha Natya Company of Calcutta. 
Published by the Diamond Library. 



- 267 -

Brojenbabu'e Jatra palaguli -6-

79) Bhairaber Dak (1965) f i r s t performed by the BHARATI OPERA of Calcutta ln 
1965. Published by the Diamond Library. 

80) Shesh Anjanti (1966) f i r s t performed by the TARUN OPERA of Calcutta in 
1966. Published by the Calcutta Town Library. 

81) Ashoka balaya(1966) f i r s t performed by the Dhritishree Natya Shilpam of 
Bihar and also by the TARUN OPERA of Calcutta in 1966 as ' Rakta Nadir 
Dheu 

82) Nekrher Thaba (1966) f i r s t performed by the NABARANJAN OPERA of Calcutta 
in 1966. Published by the Diamond Library. 

83) Mayur Sirhasan (1966) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta in 1966. Published by the Calcutta Town Library. 

84) Rajadhrohee (1966) f i r s t performed by the JANATA OPERA of Calcutta ln 
1966. Published by the Calcutta Town Library. 

85) Bharat Biday (1966) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta in 1966. Also performed as .'Mahaiyasee Kaikeree'. Published 
by the Nirmal Sahitya Mandir.. 

86) Meghe Dhaka Raki (1966) f i r s t performed by the TARUN OPERA of Calcutta 
in 1966. 

87) Desher Dak (1966) f i r s t performed by the NEW ROYAL BINAPANI OPERA 
of Calcutta in 1966. Published by the Calcutta Town Library. 

88) Sulatana Rijiya(1967) f i r s t performed by the NATYA COMPANY JATttA PARTY of 
Calcutta in 1967. Published by Calcutta Town Library. 

89) . Murkher Panehali (1967) f i r s t performed by the NEW ROYAL BINAPANI OPERA 
of Calcutta in 1967. Published by the Calcutta Town Library. 

90) Akul Ganger Magh (1967) f i r s t performed by the BHARATI OPERA o,f Calcutta 
in 1967. Published by the Nirmal Sahitya Mandir. I 

91) Matir Kanna (1967) f i r s t performed by the JANATA OPERA of Calcutta 
in 1967. Published by the Calcutta Town Library. ' 

92) Dudhsayaree Deshe(1967) f i r s t performed by the NATYA COMPANY JATRA PARTY 
of Calcutta ln 1967. 

93) Lohar Prachir (1967) f i r s t performed by the BHARATI OPERA of q»lcuttn in 
1967. Published by the Diamond Library. 

94) Jaharerh Dola (1968) f i r s t performed by the NEW ROYAL BINAPANI OPERA of 
Calcutta in 1968. Published by the Shree Book Syndicate. 

95) Samrat Karkobad (1968) f i r s t performed by the Shree Radha Natya Company 
of Calcutta ln 1968. 
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96) Paper Phasal (1968) f i r s t performed by the BHARATI OPERA of Calcutta in 
1968. Published by the Calcutta Town Library. 

97) Karuna slndhu Vldyasagar (1968) f i r s t performed by the NATYA COMPANY JATRA 
PARTY of Calcutta ln 1968. Also performed by the Boikuntho Jatra Samaj 
ln 1969. Published-by Mandal and Sons. 

98) Candidas (1968) • -

99) Blndhur Chhele(1969) f i r s t performed by the NATYA COMPANY JATRA PARTY of 
Calcutta in 1969. 

100) Patishatinee Sati (1969) f i r s t performed by the Boikuntho Jatra Samaj in 
1969. Published by Mandal and Sons. 

101) Shree Ramakrishina Saradamani (1969) f i r s t performed by the N̂ TYA COMPANY 
JATRA PARTY of Calcutta in 1969. i 

102) Kalapravash(1969) f i r s t performed by AMBIKA NATYA COMPANY in [969. 
Published by Mandal and Sons. | 

103) Mrityunjoy Surya Sen(1969) f i r s t performed by BHARATI OPERA o| Calcutta 
in 1969. 

104) Sher-L-Tughlok (1969) 

105) Louhamanab (1970) f i r s t performed by AMBIKA NATYA COMPANY of Calcutta in 
1970. 

106) Jlghansa (1970) f i r s t performed by the AMBIKA NATYA COMPANY of Calcutta In 

1970. Also known as 'Mager Mulluk'. 

107) 'Abul Hasan (1970) f i r s t performed by the BHARATI ORERA'of Calcutta i|» 1970. 

108) Shankhabalaya (1970) , 
109) Debatar Abhinshap (1970) f i r s t performed by the AMBIKA NATYA COMPANY of 

Calcutta in 1970. 

110) Jawab Chai (1970) 

111) Sonal Dlghi Pore (1970) Published by Akshaya Library. 

112) Subhada (1971) f i r s t performed by the BHARATI OPERA of Calcutta ln 1»71. 

113) Nawab Hussen Shah (1971) f i r s t performed by the JANATA OPERA of Calcutta 
in 1971. 

114) ShreeKrishna-Sakunl (1971) 

115) Mujlber Dak (1972) 

PLAY WRITTEN FOR THEATRICAL PERFORMANCE 

1) Lalpranja (1952) f i r s t performed ln the Rungmahal Theatre in Calcutta 
in 1953. 
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PLAYS AND PLAYLETS WRITTEN FOR CLUBS, SCHOOLSj RADIO, E T C . . 

1) M a h a r u d h e r B a l i ( 1 9 4 3 ) f i r s t p e r f o r m e d by K a r t i k p u r B o y ' s C l u b o f B a s t B e n g a l l n 

1 9 4 3 . 1 
2) B l s h u p h a l (1935) p u b l i s h e d by t h e S u b l a b h C a l c u t t a L i b r a r y . 

3 ) , . U j a n i r C h a r (1945) f i r s t p e r f o r m e d by t h e S t u d e n t s o f N o r t h l a n d H i g h 

S c h o o l i n 1 9 3 5 . P u b l i s h e d by S u l a b h C a l c u t t a L i b r a r y . ; 

4) T i p u S u l t a n ( 1 9 4 8 ) p u b l i s h e d by T a r a c h a n d Das and S o n s . i i " '• 

5) S i r a j e r Swapna(1948) p u b l i s h e d b y T a r a c h a n d Das and S o n s . •! 

6) C h a n d r a s e k h a r ( 1 9 4 9 ) p u b l i s h e d by T a r a c h a n d Das a n d S o n s . i; 

7) J a h a n s i r Ranee(1949) p u b l i s h e d by T a r a c h a n d Das a n d Sons. j; 

8) K e d a r R o y ( 1 9 4 9 ) p u b l i s h e d by T a r a c h a n d Das a n d S o n s . ! 

9 ) P r a t a p a d i t y a ( 1 9 4 9 ) p u b l i s h e d by T a r a c h a n d Das a n d S o n s . 

10) A l a m g i r ( 1 9 4 9 ) p u b l i s h e d by T a r a c h a n d Das a n d S o n s . 

11) C h a n d r a g u p t a ( 1 9 4 9 ) p u b l i s h e d by T a r a c h a n d Das and S o n s . 

* 12) S i r a j - U d d u l l a n ( 1 9 4 9 ) p u b l i s h e d by T a r a c h a n d Das a n d S o n s . 

13) Anandamath(1950) p u b l i s h e d by T a r a c h a n d Das a n d S o n s . 

14) D e v i C h a u d u r a n l (1950) p u b l i s h e d by T a r a c h a n d Das and S o n s . 

15) V i j o y s i n h a ( 1 9 5 0 ) — t h i s book has been l o s t . 

16) M a h a r a j a Nandakumar(1950) p u b l i s h e d by T a r a c h a n d Das and Sons. 

17) P r a t i d a n ( 1 9 5 6 ) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

18) S n e h e r J a y a ( 1 9 5 6 ) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

19) K r i p a n e r Dhan(1956) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

20) Mukh D e b a t a ( 1 9 5 7 ) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

21) M a t l r Khudha(1963) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

22) S o n a r B a n g l a ( 1 9 6 4 ) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

23) V i k s h u k ( 1 9 6 5 ) f i r s t p e r f o r m e d by t h e s t u d e n t s of N o r t h l a n d Hl,gh School. 
P u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

24) R a j p u t b l r ( 1 9 6 6 ) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

25) N a t i n M a s t e r ( 1 9 6 9 ) P u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 
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B r o j e n b a b u ' s j a t r a p a l a g u l i -9-

26) A g a c h h a ( 1 9 6 9 ) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

27) O v e r t i m e ( 1 9 6 9 ) p u b l i s h e d , by t h e C a l c u t t a Town L i b r a r y . 

28) N i m a i S a n y a s e e ( 1 9 6 3 ) f i r s t p e r f o r m e d by t h e s t u d e n t s o f N o r t h l a n d H i g h 

S c h o o l i n 1963. P u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

29) P o l i c e ( 1 9 7 1 ) p u b l i s h e d b y t h e C a l c u t t a Town L i b r a r y . 

30) F o o l l s h ( 1 9 7 1 ) p u b l i s h e d b y t h e C a l c u t t a Town L i b r a r y . 

31) ' S h a h a n B a n d h e r Dak(1971) 

32) Mastan(1971) p u b l i s h e d by t h e C a l c u t t a Town L i b r a r y . 

33) A n k h l Halo(1971) s u b m i t t e d t o t h e C a l c u t t a Town L i b r a r y . 
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The Jatra Playwright and the Jatra Party: 

Some j a t r a p l a y w r i g h t s g e t v e r y i n v o l v e d w i t h the p a r t i e s they 

w r i t e f o r , b u t most keep f a i r l y c l e a r o f the i n t e r n a l p o l i t i c a l and s o c i a l 

h a s s l e s t h a t a j a t r a p a r t y i n e v i t a b l y g e t s i n t o . Brojenbabu r a r e l y goes 

to a r e h e a r s a l , and n o t j u s t because of h i s h e a l t h ; he "even i s n ' t c o n s u l t e d 

about changes and c u t s t h a t the p a r t y makes" to h i s p l a y s . Sometimes he 

w i l l be asked to w r i t e a new scene, but any minor changes and any i n t e r 

p r e t a t i o n of c h a r a c t e r s i s l e f t to the p a r t y . 

Some o f the a r t i s t s , e s p e c i a l l y t h ose he has w r i t t e n a g r e a t d e a l 

f o r , w i l l come to v i s i t him and seek h i s a d v i c e w i t h p l a y i n g a c h a r a c t e r . 

Brojenbabu p r o u d l y t e l l s o f h i s r e l a t i o n s h i p w i t h the j a t r a a r t i s t Panchu 

S e n — t o g e t h e r they d e v e l o p e d new j a t r a t e c h n i q u e s from s h o r t d i a l o g u e ;to 

comic elements i n h e r o i c r o l e s . Other j a t r a a r t i s t s , l i k e J y o t s n a D u t t a 

(a l e a d i n g j a t r a h e r o i n e ) , c o l l a b o r a t e d w i t h him on making women p l a y i n g 

women's r o l e s b e l i e v a b l e on the j a t r a s t a g e . 

He r a r e l y comes to the j a t r a p a r a , however, and he m a i n t a i n s h i s 

ho u s e h o l d and f a m i l y l i f e q u i t e a p a r t from the p r e s e n c e o f the j a t r a p e o p l e 

or h i s j a t r a o c c u p a t i o n . T h i s i s i n d i r e c t c o n t r a s t t o B h a i r o b Ganguly, 

the w r i t e r whose l i f e and work p r o v i d e s a b e t t e r example o f the l i n k be

tween t h e w r i t e r and the p a r t y , the b u s i n e s s and the performance, and the 

performance and the c e n t r a l p a r t of i t — t h e j a t r a p l a y . B h a i r o b w r i t e s 

p r i m a r i l y s o c i a l and c l a s s - s t r u g g l e dramas, but has, on o c c a s i o n , w r i t t e n 

p l a y s based on B e n g a l i f o l k - t a l e s and h i s t o r i c a l e v e n t s . He, d u r i n g h i s 

time of w r i t i n g a p l a y , s t a y s i n the j a t r a p a r a , l i v e s i n a j a t r a o f f i c e , 

and has h i s s o c i a l l i f e c i r c u m s c r i b e d by the pe o p l e w i t h i n the j a t r a j a g a t . 

He goes home to h i s v i l l a g e r a r e l y and h i s household and f a m i l y l i f e a r e 

s p o r a d i c a l l y a t t e n d e d to d i r e c t l y . He i s a l a n d l o r d and landowner i n h i s 

v i l l a g e , b u t because o f h i s p o l i t i c a l l e a n i n g s and a c t i v i t i e s he i s o f t e n 
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persona non grata in his rural locale. People from his v i l lage come to 

v i s i t him in Calcutta, he keeps in touch by le t ter , and he sometimes goes 

to the d is t r i c t town to catch news of what is happening in his v i l l age . 

SKETCH OF THE JATRA PLAYWRIGHT: BHAIROB GANGULY 

At 43, Bhairob Ganguly is a relat ive newcomer to the jatra jagat; 

he has been writing jatra plays since 1964 when his play Nautch Mahal (The 

Dance Hall) was f i r s t successfully performed. Ever since then about two 

Bhairob Ganguly: Thinking and Writing 

plays have been performed per year, making him one of the most popular 

playwrights in the current jatra jagat. During the two years that I con

ducted this research, the following plays of his were performed: Panoh 

Paiser P r i t h i b i (The World for Five Paisa, translated in f u l l in the next 

section); Agami P r i t h i b i (The Next World, a social drama); Aekti Paisa 

(One Paisa, a class-struggle drama); Kanna Ghom Rakta (Tears, Sweat and 
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B l o o d , a c l a s s - s t r u g g l e drama); Sati Ekabati (The Chaste Eka, an i m a g i n 

a r y drama based on t a l e from h i s v i l l a g e a r e a ) ; Begum Ashmantara(The Mughul 

Queen, a : . . h i s t o r i c a l drama based on the l i f e o f a Mughul woman); arid he 

was engaged i n w r i t i n g a new 'symbolic drama' c a l l e d Manus Ke? (Who i s Man?). 

P e o p l e f r e q u e n t l y r e f e r t o B h a i r o b as t h e w r i t e r w i t h the 'powerful pen' 

or the ' c l a s s - s t r u g g l e w r i t e r . ' ' 

The new p l a y , Who i s Man?, i s a good i n t r o d u c t i o n to the q u e s t i o n s 

and c o n c e r n s t h a t B h a i r o b has and wants to share w i t h the B e n g a l i p u b l i c . 

H i s main c o n c e r n i s w i t h 'appearance' and ' r e a l i t y ' , w i t h 'necessary and 

u n n e c e s s a r y i l l u s i o n s ' , or w i t h the q u e s t i o n s of the n a t u r e of 'human na

t u r e i n modern B e n g a l i s o c i e t y . ' Through h i s e x p l o r a t i o n of B e n g a l i c u l t 

u r a l e x i s t e n c e and i t s a b s t r a c t i o n s he hopes to make p l a i n the "backwards 

and r e v e r s e d w o r l d of modern B e n g a l " where p e o p l e have t h e i r v a l u e s and 

e x p e c t a t i o n s " t h e wrong-way around." He hopes to ' l i f t the v e i l of maya 

t h a t p e o p l e have' by l a y i n g b a r e t h e n a t u r e of t h e i r attachments and the 

e v i l s of W e s t e r n i s a t i o n and the v a l u e s W e s t e r n i s e d B e n g a l i s c l i n g t o . 

Take the names of the c h a r a c t e r s i n h i s new (uncompleted when I was t h e r e ) 

p l a y : 

Manus(man) t h e l e a d i n g male c h a r a c t e r 
Sundov(beauty) h i s p u r e , c h a s t e , w i f e 
Sneho(pretty and a f f e c t i o n a t e ) h i s s i s t e r 
Mamata(mother) h i s mother 
Bhakti(devotion) the c o n s c i e n c e , v i v e k , s i n g e r 
Ahongkar(conceited and a r r o g a n t ) Western m i s s i o n a r y 
Labh(profit o r g a i n ) the a n t a g o n i s t 
Maya(attachment and i l l u s i o n ) h i s g i r l f r i e n d 

Kamana(desire) another g i r l f r i e n d 

As B h a i r o b s a i d , " I n t h i s p l a y man w i l l be f i r s t and l a s t , and human mis - i 

takes and e r r o r s w i l l be exposed." T h i s reminds one of the M e d i e v a l m o r a l 

i t y p l a y Everyman. 

Rupak ( s y m b o l i c o r m e t a p h o r i c ) dramas i s the new wave t h a t B h a i r o b 

wants to i n t r o d u c e i n t o t h e j a t r a j a g a t . These p l a y s , t h r o u g h the p i l i n g 
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of i n c i d e n t upon i n c i d e n t i n a c o n c r e t e s t o r y l i n e , w i l l e x p l o r e the 

B e n g a l i e x i s t e n t i a l dilemma and the s o c i a l . p r o b l e m s t h a t Western i n f l u e n c e 

and v a l u e s cause f o r modern West B e n g a l — w h e t h e r urban o r r u r a l . T h i s 

seems a p r e d i c t a b l e movement f o r B h a i r o b , g i v e n h i s p a s t work and the 

changing p o l i t i c a l and s o c i a l c l i m a t e i n Bengal i n the e a r l y 1970's. 

He f e l t t h a t a f t e r the e l e c t i o n of 1972, when the Congress P a r t y won i n the 

S t a t e of West B e n g a l , t h a t perhaps p e o p l e wanted 'peace' and h i s p o l i t i c a l 

message would have t o take on a new form (rupa). H i s ' m i s s i o n ' w i l l n o t 

change, o n l y i t s form w i l l . 

J a t r a p l a y w r i g h t s i n g e n e r a l , and B h a i r o b i n p a r t i c u l a r , u s u a l l y 

seem t o have a c h a r a c t e r i n . t h e i r p l a y s t h a t a c t s as a 'mouthpiece.' 

B h a i r o b ' s mouthpieces a r e i n v a r i a b l y l i t t e r a t e u r s — e i t h e r a p o e t , a n o v e l 

i s t , a s c h o o l master who a l s o w r i t e s , o r a d r a m a t i s t . These c h a r a c t e r s 

e x p r e s s B h a i r o b ' s thoughts and s e n t i m e n t s , and they a r e always i n t e n d e d to 

be t h e c h a r a c t e r who ' d e m y s t i f i e s ' the s o c i a l problems and c u l t u r a l d i l 

emmas t h a t a r e the ' s t u f f of most o f h i s p l a y s i n g e n e r a l . I n a d d i t i o n , 

he a l s o always has a s i n g e r vivek who i s p o v e r t y - s t r i c k e n o r a wander

i n g r e l i g i o u s mendicant; a r e v o l u t i o n a r y y o u t h who i s bent on r e f o r m i n g o r 

t r a n s f o r m i n g s o c i e t y ; a r e p r e s e n t a t i v e o f B e n g a l i t r a d i t i o n a l v a l u e s who 

defends them adamantly; a r e p r e s e n t a t i v e o f W e s t e r n i s e d B e n g a l i s who have 

embraced Western v a l u e s of c a p i t a l i s m and i m p e r i a l i s m ; and women who a r e 

a c o n t r a s t i v e s e t o f W e s t e r n i s e d and B e n g a l i i d e a l s . 

B h a i r o b d a f r e q u e n t l y s e t s h i s p l a y s i n urban i n d u s t r i a l i s e d B e n g a l , 

where t h e c o n t r a s t between c l a s s e s i s e v i d e n t . The b e h a v i o u r and a c t i v i 

t i e s , t o a c e r t a i n e x t e n t however, a r e based on h i s e x p e r i e n c e o f l i f e i n 

the j a t r a p a r a and the j a t r a j a g a t . H i s knowledge o f the Western l i f e he 

p o r t r a y s i s in f o r m e d by Western cinema and n o v e l s , r a t h e r than on d i r e c t ex

p e r i e n c e w i t h i t . N o n e t h e l e s s , a r e a d i n g of one of. h i s p l a y s i s b o t h a 
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good s o c i a l commentary on B e n g a l i l i f e and B e n g a l i f u t u r e , and a comment

a r y and d e s c r i p t i o n of l i f e i n t h e j a t r a j a g a t . 

The p l a y t h a t f o l l o w s h e r e i s of j u s t t h i s t y pe. I chose the p l a y 

f o r i n c l u s i o n i n t h i s document because i t so a p p r o p r i a t e l y p r e s e n t s the 

v a r i o u s p o i n t s I have been t r y i n g t o make throughout the t h e s i s : i t i n t e r 

twines B e n g a l i l i f e and a c t i n g , c u l t u r a l v a l u e s and s o c i a l l i f e i n modern 

B e n g a l , p o l i t i c a l i s s u e s and dogmas, and the theme of ' i l l u s i o n s ' and 

' r e a l i t i e s ' as e x p r e s s e d through the s t r u g g l e s and dilemmas of the c h a r 

a c t e r s who a r e c o n f r o n t i n g a changing Bengal. Some of the examples a r e 

p o i n t e d out i n the i n t r o d u c t i o n t o the p l a y , w h i l e some o f the examples 

a r e e l a b o r a t e d i n the a n n o t a t i o n s which f o l l o w the p l a y . Between t h e s e 

s t a t e m e n t s , the p l a y p r e s e n t s what s h o u l d be grasped as a B e n g a l i c u l t u r a l 

p r a c t i c e and s y m b o l i c statement. 
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PART SEVEN: 

THE PLAY 

PANCH PAISER PRITHIBI 
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The P l a y 

TRANSLATION OF 

PANCH PAISER PRI'THIBI 

(THE WORLD OF FIVE PAISA) 

by 

SHRI BHAIROB GANGULY 

w i t h 

I n t r o d u c t i o n and E x p l a n a t o r y Notes 

" I c s h a l l t e l l daddy and w r i t e an a r t i c l e tomorrow." 

Performed by 

LOKA NATYA JATRA PARTY 
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INTRODUCTION 

Keeping i n mind t h a t , 

A r t i s t i c c r e a t i o n i n a l l i t s v a r i o u s forms can 
n e v e r be reduced to our p r e s e n t - d a y u n d e r s t a n d 
i n g of i t nor to c e r t a i n elements which a r e 
a r b i t r a r i l y chosen from p e r i o d s of the p a s t . To 
be more p r e c i s e , we cannot s e p a r a t e the i m a g i n 
a t i o n from the g e n e r a l i n f l u e n c e s a c t i v e a t the 
time when the work of a r t was c r e a t e d , because i t 
i s i m p o s s i b l e to d e t a c h the i m a g i n a t i o n from s o c i a l 
r e a l i t y . We can o n l y e s t a b l i s h the e x t e n t to 
which a p a r t i c u l a r a r t i s t i c e x p r e s s i o n i s r o o t e d 
i n s o c i e t y by a n a l y s i n g a l l t h e s o c i a l symbols 
which a r e c r y s t a l l i z e d i n i t and which i t i n t u r n 
c r y s t a l l i z e s i n i t s development. 

(Duvignaud 1972: 64) 

what I am p r e s e n t i n g i n t h i s p a r t o f t h e t h e s i s by u s i n g a t r a n s l a t i o n 

and a n n o t a t i o n of one of t h e j a t r a p l a y s t h a t was p o p u l a r d u r i n g the 

time t h i s r e s e a r c h was c a r r i e d out i s an example of c e r t a i n themes and 

c o n t r a d i c t i o n s as they were r e - p r e s e n t e d on t h e j a t r a s t a g e by p e o p l e 

l i v i n g the j a t r a l i f e - s t y l e e x p l i c a t e d i n the e a r l i e r p a r t s o f the t h e s i s . 

I have t r i e d to t r a n s l a t e the p l a y and a n n o t a t e i t c o n s i d e r i n g the r e a l i t y 

I e x p e r i e n c e d i n B engal i n the e a r l y 1970's; h e r e I r e f e r the r e a d e r s 

back to the statement on the E t h n o g r a p h i c P r e s e n t g i v e n a t t h e b e g i n n i n g 

of t h i s document. Hence, not o n l y the p l a y w r i g h t ' s , a c t o r ' s / r e s s i s and 

a u d i e n c e ' s i m a g i n a t i o n s a r e c o n s i d e r e d , but my own as w e l l . 

T h i s t h e s i s has, through i t s m e t a p h o r i c j o u r n e y so f a r , attempted 

t o r e v e a l the importance o f the j a t r a j o u r n e y and e x p l o r a t i o n of B e n g a l i 

c u l t u r a l and e x i s t e n t i a l dilemmas. The p l a y Panch Paisev P v i t h i b i p r o 

v i d e s v i v i d examples o f p l a y i n g w i t h these dilemmas, c o n t r a d i c t i o n s and 

themes: Among the themes p r e s e n t e d i n t h i s p l a y a r e those of i l l u s i o n and 

r e a l i t y , the r e l a t i o n s h i p between l i f e and drama, b e i n g t r u l y B e n g a l i and 

the problems of Western i n f l u e n c e and d o m i n a t i o n , t r u t h and d u p l i c i t y , and 
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c o n s e r v a t i v e t r a d i t i o n a l f o r c e s and r e v o l u t i o n a r y ones. T h i s p l a y 

a l s o i s a good example o f t h e way the w o r l d g e t s to be and i s p r e s e n t e d 

as r e v e r s e d , upside-down, and m i r r o r e d , how dreams r e v e a l and go awry, 

and how s o c i a l c r i t i c i s m a f f e c t s s o c i a l p r a c t i c e , change, and meaning. 

The a u t h o r , B h a i r o b Ganguly ( who was i n t r o d u c e d i n more d e t a i l i n 

the p r e v i o u s s e c t i o n ) i s c o n s i d e r e d to be a 'powerful w r i t e r ' , and t h i s 

p l a y , a s o c i a l drama, i s one o f t h e b e t t e r examples o f h i s a r t . He i s 

s k i l l e d i n weaving many themes and c o n t r a d i c t i o n s i n t o h i s p l a y s i n 

s e v e r a l d i f f e r e n t w a y s — t h r o u g h language and d i a l o g u e , the l i n g u i s t i c 

e l ements, through c h a r a c t e r p r e s e n t a t i o n and o p p o s i t i o n , and through 

p l o t development. By p i t t i n g c h a r a c t e r s r e p r e s e n t i n g o p p o s i t e q u a l i t i e s 

u s i n g v a r i o u s k i n d s o f language and puns a g a i n s t each o t h e r b o t h w i t h i n 

and between sc e n e s , B h a i r o b i s a b l e to take us on two j o u r n e y s ; one t h a t 

b e g i n s w i t h the c o n t e m p l a t i o n o f the r e l a t i o n s h i p between l i f e and drama, 

and t h e second one t h a t b e g i n s w i t h the c o n t e m p l a t i o n o f the r e s u l t s of 

the r e l a t i o n s h i p between l i f e and drama. 

The p l a y i s framed o r bounded by the r e h e a r s a l and re-enactment 

of the j a t r a p l a y Panch Paisev Prithibi(The World f o r F i v e P a i s a ) t h a t 

has been w r i t t e n by B h a i r o b ' s mouthpiece, the l i t t e r a t e u r Mahesh B h a t t a 

c h a r y a . The j a t r a p l a y e x p l o r e s the consequences o f b o t h Mahesh's w r i t i n g 

of t h e p l a y w i t h i n the p l a y and h i s b r i n g i n g t o g e t h e r a group o f p e o p l e 

to p e r f o r m the p l a y — t h e s o c i a l r e l a t i o n s h i p s c r e a t e d through the p l a y . 

A l i t t e r a t e u r has a tremendously i m p o r t a n t r e s p o n s i b i l i t y and i s r e s p o n 

s i b l e f o r b r i n g i n g about changes i n p e o p l e ' s l i v e s and r e l a t i o n s h i p s 

(whether t h e a u t h o r i s B h a i r o b h i m s e l f o r h i s mouthpiece Mahesh). As 

e a r l y as A c t I, Scene I, Mahesh s t a t e s , i r o n i c a l l y we l e a r n l a t e r i n the 

p l a y , t h a t " had i t ( t h e p l a y ) n ot been w r i t t e n by me, you would have not 
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performed i t and no m a r r i a g e between K a l y a n and Manjusha would have taken 

p l a c e . My p l a y n o t o n l y brought p l e a s u r e to many, but b l e s s i n g to many 

l i v e s . " L a t e r i n the p l a y , when the d u p l i s t i c b e h a v i o u r of K a l y a n has 

been r e v e a l e d , Mahesh bemoans the a c t i v i t i e s o f the ' p l o t c r e a t o r s ' , those 

who by w r i t i n g s c r i p t s f o r p e o p l e ' s l i v e s a c t u a l l y a f f e c t them. We are 

reminded i n each A c t o f t h i s f i v e - a c t drama t h a t th e c h a r a c t e r s are l i n k e d 

t hrough the p l a y w i t h i n a p l a y , j u s t as t h e a c t o r s / r e s s e s a r e l i n k e d through 

the o r g a n i s a t i o n of the j a t r a p a r t y , and p e o p l e a r e l i n k e d through t h e i r 

s o c i a l t i e s . B h a i r o b has c r e a t e d a p l a y t h a t emphasises the n a t u r e o f 

the maya and artha of B e n g a l i l i f e by p r e s e n t i n g the s o c i a l t i e s , economic 

d i s t i n c t i o n s , and the consequences of b o t h these i n the c o n n e c t i o n s between 

c h a r a c t e r s i n t h e p l a y i n the same way t h a t b o t h j a t r a p e r f o r m e r s and 

owners a r e connected through the performance and the p a r t y , and s p e c t a t o r s ' 

l i v e s a r e c o n n e c t e d by b e i n g caught w i t h i n t h e s o c i a l and c u l t u r a l w o r l d 

of modern Bengal. 

The p l a y i s s e t i n modern Bengal w i t h f r e q u e n t r e m i n d e r s of t h a t 

f a c t and the r e l a t i o n s h i p s between Bengal and t h e C e n t r a l Government and 

o t h e r o u t s i d e more f o r e i g n i n f l u e n c e s . The c h a r a c t e r Brahmadatta, a 

p e r s o n who p l a y s w i t h and comments on ' t r u t h and f a l s e i d e n t i t y ' , s e l l s 

a charm c a l l e d the A p o l l o IX Charm i n A c t I I , Scene Iv, and r e f e r s to the 

moon s h o t s of the Americans and t h e i r B e n g a l i c o n t e m p l a t i o n and meaning, 

s i n c e they were c u r r e n t news when t h i s p l a y was w r i t t e n . The same c h a r 

a c t e r , when commenting on how the w o r l d has now become upside-down a g a i n , 

r e f e r s to the C e n t r a l Government i n the f o l l o w i n g way: "What about the 

mother goddess K a l i , s t a n d i n g over the p r o s t r a t e god, S h i v a , h e r s p o u s e — 

and what about M o r a r j i D e s a i b e i n g d e f e a t e d by I n d i r a Gandhi?" Champa, 

the c a b a r e t dancer and image of a t o o - W e s t e r n i s e d woman, e x p l a i n s her 

l a t e n e s s i n terms of the p r o c e s s i o n s t h a t c o n s t a n t l y stopped t r a f f i c 
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and movement w i t h i n t h e c i t y o f C a l c u t t a a t t h a t time. The c h a r a c t e r s 

i n the p l a y , the j a t r a a c t o r s / r e s s e s , and members of the a u d i e n c e s a r e 

not a l l o w e d to f o r g e t t h e i r mutual ' r e a l i t y ' . 

The v a r i o u s themes, i l l u s i o n v s . r e a l i t y , t r u t h v s . f a l s i t y , 

B e n g a l i v a l u e s v s , Western ones, c o n s e r v a t i v e f o r c e s v s . r e v o l u t i o n a r y 

ones, e t c . , a r e c o n s t a n t l y i n t e r w o v e n and made metaphors f o r one another 

on many o c c a s i o n s , u s u a l l y s e t w i t h i n a frame of s o c i a l c r i t i c i s m and 

commentary on B e n g a l i l i f e . A good example of how e n t a n g l e d the i d e a s 

become f o l l o w s : Manimala and Mahesh ( a B e n g a l i m a r r i e d c o u p l e t h a t f e e l s 

the s t r a i n s and t e n s i o n s o f l i v i n g i n modern B e n g a l ) a r e d i s c u s s i n g t h e i r 

r e l a t i o n s h i p to the w o r l d and Manimala b e g i n s : 

Manimala- E v e r y t h i n g i s g o i n g down, I s a y , — s i n k i n g . 

Mahesh- What i s g o i n g down? 

Manimala- Our p r e s t i g e , good name, r e s p e c t a b i l i t y , e v e r y t h i n g . 

Mahesh- T h i s i s the t r u t h which makes me w r i t e , Mani. 

Manimala- What a r e you w r i t i n g ? 

Mahesh- B e f o r e the aim-houses o f the 20th c e n t u r y s t a n d 
m i l l i o n s o f men and women, i n l o n g queues. 
They have l o s t t h e i r p r e s t i g e , t h e i r c a s t e and 
c r e e d , n a t i o n a l i t y ; f o r them l i f e i s dead a 
l o n g time ago, w i t h no t r a c e . Yet they are 
s t a n d i n g . E x p e c t i n g t h a t the supermen of the 
h i g h p l a c e s w i l l meet a l l t h e i r demands, w i l l 
d r i v e away a l l t h e i r wants, t h e i r p o v e r t y . Oh 
no you s p i n e l e s s f o o l s . You don't get any
t h i n g by b e g g i n g . You u n i t e , you be p r e p a r e d , 
break the i r o n - g a t e s of t h o s e h i g h p l a c e s by 
k i c k i n g h a r d , and take by f o r c e , the r i g h t s of 
your l i v e s , o f your l i v e l i h o o d . 

Mahesh i s p o i n t i n g out the ' I l l u s i o n s ' and ' r e a l i t i e s ' o f the problems 

of the poor, those dominated by p e o p l e who have l o s t t h e i r sense o f 

B e n g a l i t r u t h s and v a l u e s , w h i l e a t the same time p o i n t i n g out the e r r o r s 

of the t r a d i t i o n a l r e s p o n s e s to such p e o p l e and problems. L a t e r i n A c t I I , 

Scene I I , Mahesh a g a i n i n t e r t w i n e s a l l themes. He s a y s , " I not o n l y want 
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to say the t r u t h you know, I want to w r i t e about i t . I w i l l s i t down and 

w r i t e , a f t e r coming back from t h e ba z a a r . Do you know who i m p o r t e d t h i s 

f a s h i o n ? From B r i t a i n , America, F r a n c e , the c a p t a i n s o f c a p i t a l i s m — they 

want to stop s o c i a l i s m and communism by i n f e s t i n g the whole w o r l d w i t h the 

p o i s o n o f f a s h i o n , l u x u r y . " He and Anjan, B h a i r o b ' s t r u l y good B e n g a l i 

r e v o l u t i o n a r y and s o c i a l c r i t i c , agree t h a t they must put a s i d e the t r u t h 

and s t i c k o n l y t o t h a t which i s f a l s e — s i n c e the w o r l d runs backwards, 

upside-down and r e v e r s e d . The p l a y i s f i l l e d w i t h such c o n c a t e n a t i o n s o f 

themes. 

Mahesh a l s o p o i n t s out the c o n t r a d i c t i o n s o f w r i t i n g i n a c a p i t a l 

i s t w o r l d where the w r i t e r must w r i t e what s e l l s and what the p u b l i s h e r s 

want to s e l l . B h a i r o b e x p r e s s e d to me on s e v e r a l o c c a s i o n s t h a t he f e e l s 

the c o n s t r a i n t s of w r i t i n g w i t h i n a c e r t a i n genre, n a t i o n a l s e t t i n g and 

s t a t e governmental c o n t r o l , and a w o r l d he sees becoming too dominated by 

Western i n f l u e n c e s , as w e l l as the c o n s t r a i n t s o f w r i t i n g f o r c e r t a i n 

j a t r a owners, p e r f o r m e r s and a u d i e n c e s : Mahesh a g a i n v o i c e s many o f t h e s e 

c o n s t r a i n t s , he s a y s , " t h i s time my w r i t i n g i s g o i n g t o be a c c e p t a b l e 

s t u f f — i s g o i n g to be h i g h l y r e a d a b l e . I am g o i n g to w r i t e l o v e s t o r i e s . 

Cheap l o v e . The h e r o i n e w i l l say ' I want money. Money can buy minds...'." 

Panch Paiser Prithibi p r e s e n t s an e x p l o r a t i o n of the themes men

t i o n e d b e f o r e through c h a r a c t e r i s a t i o n as w e l l . Each o f t h e female c h a r 

a c t e r s s t a n d s i n o p p o s i t i o n to t h e o t h e r female c h a r a c t e r s on s e v e r a l 

d i m e n s i o n s . Ivy, the t o o - W e s t e r n i s e d daughter o f the r i c h b a r r i s t e r , 

and Manjusha, the embodiment of B e n g a l i f e m i n i n e i d e a l b e h a v i o u r and 

a t t i t u d e s , a r e b o t h f o n d o f and a s s o c i a t e d w i t h Anjan, t h e t r u l y good Ben

g a l i r e v o l u t i o n a r y ; r e v o l u t i o n s t a n d s i n the m i d d l e , between B e n g a l i 

and Western v a l u e s . Ivy and Manjusha a l s o b o t h have ' l o v e ' r e l a t i o n s h i p s 
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w i t h K a l y a n , the epitome of d u p l i c i t y and f a l s e i d e n t i t y ; h e r e f a l s i t y 

s t a n d s i n t h e m i d d l e between B e n g a l i t r u t h s and Western i n f l u e n c e s . Ivy 

and Manjusha c o n t r a s t a l s o i n t h e i r attachments and t h e i r f a m i l y p o s i t i o n 

and l i v e s ; Ivy i s the daughter o f a r i c h man and has good r e l a t i o n s w i t h 

her f a t h e r , b r o t h e r s and g r a n d f a t h e r — not to mention a number o f o t h e r 

male c h a r a c t e r s , whereas Manjusha i s the daughter of a poor deceased s e 

cond w i f e and has tense r e l a t i o n s w i t h her o n l y l i v i n g r e l a t i v e , a s t e p 

s i s t e r , Manimala. Manimala and Manjusha a r e opposed o v e r making money 

and becoming r i c h : Manimala wants Manjusha t o ' s e l l ' h e r s e l f t o t h e a t r e 

and f i l m s ; Manusha does not want to always ' a c t ' but her ' l i f e ' chances 

f o r c e her t o do so. I t seems as though the female c h a r a c t e r s i n the p l a y 

can be seen as f o r m i n g a continuum on the dimensions of more to l e s s 

B e n g a l i and l e s s t o more Western. Manjusha embodies a l l the B e n g a l i im

p o r t a n t v a l u e s , Manimala i s a ' t y p i c a l ' B e n g a l i urban housewife but she 

has become t a i n t e d by a w i s h f o r 'money' and Western t h i n g s , Ivy i s a 

W e s t e r n i s e d g i r l f rom a f a m i l y o f means, and Champa i s the most W e s t e r n i s e d 

a c h i e v i n g her s t a t u s by ' s e l l i n g ' h e r s e l f — making her body a commodity. 

The male c h a r a c t e r s s i m i l a r l y c o n t r a s t w i t h one a n o t h e r ( as I 

p o i n t e d out above w i t h r e g a r d to K a l y a n and A n j a n ) , but the i n t e r r e l a t i o n 

s h i p s a r e more complex. Panasar, the t r a d i t i o n a l Brahmin, i s B e n g a l i con

s e r v a t i v e t r u t h w h i l e Brahmadatta, the f a l s e a s t r o l o g e r and empty box 

s a l e s p e r s o n , exposes the r e l a t i o n s h i p between t r u t h and f a l s i t y , between 

t r u e i d e n t i t y and f a l s e d i s g u i s e . K a l y a n , Babul, and P r o j e s h a r e embod

iments of d u p l i c i t y and d i s g u i s e w h i l e Anjan, Panasar, N i g a r , Mahesh, and 

L o t u s are r e - p r e s e n t a t i o n s o f t r u e B e n g a l i c h a r a c t e r s . Sankar, the r i c h 

b a r r i s t e r who uses the law to f r e e c r i m i n a l s , i s a W e s t e r n i s e d B e n g a l i 

e l i t e m a n i p u l a t o r of l i v e s w h i l e Mahesh, B h a i r o b ' s mouthpiece and l i t t e r 

a t e u r , i s a t r u l y B e n g a l i m a n i p u l a t o r o f l i v e s . Anjan, Mahesh, and Panasar 
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( an i n t e r e s t i n g t r i o t h a t u n i t e s r e v o l u t i o n a r y , l i t e r a r y and c o n s e r v a t i v e 

f o r c e s ) eengage i n n s o c i a l c r i t i c i s m w h i l e K a l y a n , Sankar, P r o j e s h and 

Malay engage i n u p h o l d i n g the v a l u e s of W e s t e r n i s i n g t r e n d s i n B e n g a l i 

s o c i e t y . There a r e many more c o m b i n a t i o n s , o p p o s i t i o n s , and c o n t r a s t s 

t h a t c o u l d be shown, but the d e t a i l e d a n n o t a t i o n s t h a t f o l l o w the t r a n s 

l a t i o n o f t h e p l a y p o i n t these out i n a s y s t e m a t i c way. 

The songs, s t r a t e g i c a l l y p l a c e d w i t h i n the p l a y , a l s o p o i n t out 

the themes b e i n g e x p l o r e d throughout the p l a y . There a r e songs about 

the l i v e s o f the p r o l e t a r i a t , about the n a t u r e o f t r u t h and f a l s e i d e n t i t y , 

about the importance o f 'magic', about modern l o v e , and about the i m p o r t 

ance o f c o r r e c t i n g s o c i a l i l l s . The s i n g e r s of the songs a r e , f o r the 

most p a r t , 'true,;good, and B e n g a l i ' c h a r a c t e r s . 

The c h o i c e o f language and d i a l o g u e a l s o demonstrates the v a r i o u s 

themes and c o n t r a d i c t i o n s d i s c u s s e d e a r l i e r . The d i a l o g u e g i v e n to v a r i o u s 

c h a r a c t e r s f r e q u e n t l y makes e x p l i c i t t h e c o n t r a s t between t r u t h and e v e r y 

t h i n g e l s e , between B e n g a l i - n e s s and e v e r y t h i n g e l s e , and between ' r e a l i t y ' / 

' i l l u s i o n ' and e v e r y t h i n g e l s e . F o r example, the exchange between Mahesh 

and A n j a n t h a t f o l l o w s : 

Mahesh- Not o n l y you, my dear Salababu. The p e o p l e of 
whole c o u n t r y have extended t h e i r necks to the 
s l a u g h t e r house of f a l s e h o o d . No one t a l k s f r e e l y , 
and open-mindedly to o t h e r s . A l l t a l k i s f a l s e , 
a l l s m i l e s a r e a r t i f i c i a l . 

A n j a n - I t has got to be so, Jamaibabu. I t i s due to the 
u n balanced s o c i e t y , t h a t t h e r o y a l gate o f t r u t h 
has been c l o s e d to e v e r y mind. F a t h e r s , mothers, 
t e a c h e r s , s t u d e n t s , and even husbands and wives 
a r e k e e p i n g each o t h e r ' s c o m p a n y — w i t h a l a r g e 
gap i n between. T h i s has c r e a t e d a dangerous 
gap, i n s o c i a l l i f e . 

Code s w i t c h i n g (as shown i n the p r e v i o u s l i n e ) between B e n g a l i and E n g l i s h 

i s v e r y i m p o r t a n t . E n g l i s h i s used to i n d i c a t e b o t h 'modernity' and 
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' f a l s i t y and do m i n a t i o n ' ; each o f these i s meant to p o i n t out Western 

i n f l u e n c e and o p p o s i t i o n to B e n g a l i t r a d i t i o n s and t r u t h s , and B e n g a l i 

c u l t u r a l freedom. Code s w i t c h i n g e f f e c t i v e l y demonstrates the f o r c e s t h a t 

a r e a t odds w i t h one another; i t i s s u s e d by p r a c t i c a l l y a l l c h a r a c t e r s 

f o r s i m i l a r p u r p o ses. B h a i r o b i s a l s o a master p u n s t e r , c r e a t i n g puns 

t h a t b r i d g e the v a r i o u s themes; he puns on commercial c a p i t a l i s m by u s i n g 

the sound s i m i l a r i t y o f t h e B e n g a l i word labh ( p r o f i t ) and the E n g l i s h 

word ' l o v e ' , and he puns on t r a d i t i o n ' s a u t h o r i t a r i a n i s m by p o i n t i n g out 

the sound s i m i l a r i t y between the B e n g a l i word f o r t r a d i t i o n a l law and the 

word f o r m i r r o r (both o f th e s e examples a r e e l a b o r a t e d i n the a n n o t a t i o n s 

t h a t f o l l o w the t r a n s l a t i o n ) . 

The importance o f b o t h the o p p o s i t i o n and d i a l e c t i c between themes, 

c h a r a c t e r i s a t i o n s , and language usages i n d i a l o g u e i s a l s o demonstrated 

i n the sequ e n c i n g of scenes and a c t s . Each a c t of the p l a y p l a c e s con

t r a s t i n g j i m a g e s i n s e q u e n t i a l scenes; a scene i n Mahesh's house and domain 

of e x p o s i n g the r e l a t i o n s h i p s between c h a r a c t e r s and B e n g a l i r e a l i t i e s i s 

f o l l o w e d by a scene i n Sankar's house and domain o f attachment to f a l s e 

Western v a l u e s . A l s o , f r e q u e n t l y , a scene i n v o l v i n g Manjusha and A n j a n 

i s f o l l o w e d by a scene i n v o l v i n g Ivy and A n j a n . The i n t r o d u c t i o n t o 

the a n n o t a t i o n s f o r each scene p o i n t s out t h e themes as they a r e m a n i f e s t e d 

t hrough the p l a y i n the manner e x p l i c a t e d i n t h e s e c t i o n on w r i t i n g a j a t r a 

p l a y . 

With t h i s as a g e n e r a l i n t r o d u c t i o n t o t h e p l a y and the s u b t l e t i e s 

c o n t a i n e d w i t h i n i t , I remind the r e a d e r t h a t the a n n o t a t i o n s t h a t f o l l o w 

the t r a n s l a t i o n a r e d e t a i l e d and make r e f e r e n c e n o t o n l y to t h i n g s I have 

p o i n t e d out he r e , but a l s o to t h i n g s t h a t a r e s p e c i f i c t o a scene o r s e t 

of d i a l o g u e . I t i s hoped t h a t through r e a d i n g the t r a n s l a t i o n and the 

a n n o t a t i o n s t h a t the r e l a t i o n s h i p o f the j a t r a to B e n g a l i s o c i a l and c u l t 

u r a l l i f e , as I have p r e s e n t e d i t through t h i s t h e s i s , i s made even c l e a r e r . 
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DRAMATIC PERSONNEL 

MALES: 

Panasar C h a t t e r j e e A Devout Brahmin 

Shankar C h a t t e r j e e - H i s son, a b a r r i s t e r 

P r o j e s h C h a t t e r j e e E l d e r son o f Shankar 

Lo t u s C h a t t e r j e e Younger son of Shankar 

A n j a n Banner j e e Son of a f r i e n d o f Shankar 

K a l y a n Majumdar F r i e n d o f A n j a n 

B a b u l Das ; A s s o c i a t e o f K a l y a n 

Mahesh B h a t t a c h a r y a A L i t t e r a t e u r 

Malay A Drama D i r e c t o r 

Mohan Das A M u s i c i a n 

N i g a r Hosan A Gypsy 

Brahmadatta- An A s t r o l o g e r 

FEMALES: 

Ivy C h a t t e r j e e Daughter of Shankar 

Manjusha S i s t e r - i n - l a w (WiSi) o f Mahesh 

Manimala Wife of Mahesh 

S a n i a - — Granddaughter o f N i g a r Hosan 

COMMENTS: 

1) A n j a n has a d d i t i o n a l i m p o r t a n t d e s i g n a t i o n s ; he i s i n 
c o u s i n and e l d e r b r o t h e r r e l a t i o n s h i p w i t h Manjusha and 
Manimala. 

2) Babul Das i s a l s o a former s t u d e n t o f Mahesh's. 

3) The c h a r a c t e r s of t h e P l a y w i t h i n the P l a y a r e : Kalyan= 
J o y a n t a Chaudhury; Manjusha=Manika; Mohan=Palash, the b a u l ; 
and t h e i r i s r e f e r e n c e to Manika's son. 
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INFORMATION ABOUT THE MAKE-UP OF CHARACTERS 

1) PANASAR CHATTERJEE- Aged s e v e n t y o r m o r e — S e r e n e l o o k i n g , 
good-natured, d e e p l y r e l i g i o u s , c o n s e r v a t i v e , d r e s s e d i n a d h o t i -
P a n j a b i w i t h Chaddar ( t y p i c a l B e n g a l i e l d e r l y d r e s s ) . 

2) SHANKAR CHATTERJEE- Aged about f i f t y — H a n d s o m e , hot-tempered, 
v e r y m o d e r n i s t i n e v e r y t h i n g , wears European d r e s s ( s u i t , c o a t , 
t r o u s e r s , s h i r t , n e c k t i e , e t c . ) and a t home a d r e s s i n g gown, some
times wears a d h o t i and P a n j a b i . 

3) PROJESH CHATTERJEE- Aged about 25 y ears—Handsome, a g r e s s i v e l y 
modern, h i s l u s t f o r women i s v e r y a c u t e , wears a s u i t or P a n j a b i 
and Pyjamas(common d r e s s f o r even modern B e n g a l i young men). 

4) LOTUS CHATTERJEE-Aged about 10 y e a r s — G o o d - l o o k i n g , sweet-
n a t u r e d , d r e s s e s sometimes i n s h o r t s and h a l f - s l e e v e d s h i r t s , 
sometimes i n a s u i t . 

5) IVY CHATTERJEE- About 18 y e a r s — A b e a u t i f u l g i r l , a r e s t l e s s 
g i r l r a t h e r a g r e s s i v e i n her ways, too much of a m o d e r n i s t , much 
too eager f o r male company, d r e s s e s i n b e l l - b o t t o m e d t r o u s e r s , 
t o p - l e s s * gowns, sarwar and P a n j a b i . 

6) ANJAN BANNERJEE- Aged about 25 y e a r s — g o o d - l o o k i n g , good-
n a t u r e d , b e n e v o l e n t and l o y a l to f r i e n d s , s o c i a l worker, d r e s s e s 
i n d h o t i and P a n j a b i o r pyjamas. 

7) KALYAN MAJUMDAR- About 30 years—Handsome, l i c e n t i o u s , a v e r i 
t a b l e l i a r , a g r e s s i v e l y . modern, " l u s t s - a f t e r •.•.women',.- d r e s s e s 'some^ 
times i n p a n j a b i and pyjamas, sometimes i n a s u i t . 

8) BABUL DAS- Aged about 25 y e a r s — G o o d - l o o k i n g , r e s t l e s s , l i a r , 
e x p e r t a t b e i n g i n d i s g u i s e , wears s u i t , pants and s h i r t s , and 
sometimes p a n j a b i - p y j a m a s . 

9) MAHESH BHATTACHARYA-Aged about 40 y e a r s — G o o d - l o o k i n g , good-
n a t u r e d , outspoken, e m o t i o n a l , d r e s s e s i n panjabi-pyjamas o r s u i t . 

10) MALAY-Aged about 30 y e a r s — i . G o o d - — l o o k i n g , fond o f a c t i n g , 
l i c e n t i o u s , . liar,...dresses, i n _a .'suit :or. p a n j a b i / p y j a m a s . 

11) MOHAN- Aged about 30 y e a r s — M i d d l i n g - l o o k i n g , fond o f music, 
sweet-spoken, wears a d h o t i w i t h a s h i r t . 

12) BRAHMADATTA- Aged about 50 y e a r s — U g l y - l o o k i n g , l i a r , c l e v e r -
t a l k e r , d r e s s e s i n d h o t i , chaddar and p a n j a b i , sometimes uses a 
s c a r f on which the name of H a r i ( K r i s h n a ) i s p r i n t e d , c a l l e d Namaboli. 

* Note:- B h a i r o b does not mean l i t e r a l l y t o p - l e s s h e r e , r a t h e r he 
has p i c k e d up the useage from the C a l c u t t a c a b e r e t s and Western cinemas. 
He assumed t h a t i t meant w i t h too much s k i n showing, not nude. 
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13) NIGAR HOSAN-Aged about 50 y e a r s - G o o d - l o o k i n g , bearded, good-
n a t u r e d , outspoken, courageous, d r e s s e d l i k e a Gypsy. 

14) MANIMALA-Aged about 30 y e a r s - M i d d l i n g - l o o k i n g , w i c k e d - n a t u r e d , 
a m b i t i o u s , l i a r , sharp-tongued, d r e s s e s i n s a r i , b l o u s e and uses 
s l i p p e r s as her foot-wear. 

15) SANIA- Aged about 20 y e a r s - b e a u t i f u l g i r l , v e r y y o u t h f u l , 
r e s t l e s s , f u l l o f f u n and a good s p o r t , c a p a b l e o f l o v i n g 
i n t e n s e l y , d r e s s e s l i k e a G y p s y - g i r l . 

16) MANJUSHA- Aged about 17 y e a r s - b e a u t i f u l g i r l , sweet-natured, 
c a p a b l e of deep l o v e , f o n d r o f the a r t o f a c t i n g , u s u a l d r e s s o f a 
sweet B e n g a l i g i r l , s a r i and b l o u s e and c h a p p a l s ( s a n d a l s ) . 

THE PLAY 

P . l . ACT I , SCENE I -- The Club-room o f the Sabuj S a m i t i 

A f t e r i n g e n t e r i n g , Manjusha i s r e h e a r s i n g the c h a r a c t e r she 
i s p l a y i n g i n the p l a y enacted by the c l u b - s h e i s Manika. 

MANJUSHA- w o r l d worth f i v e p a i s a o n l y . T h i s f i v e - p a i s a - w o r t h 
which i s n o t h i n g but t h i s slum, which i s r e p r e s e n t e d 
by t h i s slum...as I am a s l u m - g i r l , s o ^ I have been thrown 
away and l e f t by him l i k e a l e a f - p l a t e , used. In answer 
to my q u e s t i o n s , q u e s t i o n s f l o o d e d by my t e a r s , he o n l y 
s a i d t h i s . . . t h i s d i r t y slum o f yours i s to me 

En t e r Mohan, p l a y i n g t h e p a r t o f a b a u l , mendicant s i n g e r , 
s i n g i n g . 

The Song 
MOHAN- , „. 

A World Worth F i v e Paxsa, 
Here, t h e r e i s n e i t h e r any l i g h t o r good. 
And a l l the p i c t u r e s i t p a i n t s a r e dark. 
L i k e dogs they l i c k the used l e a f - p l a t e s 

l e f t i n the d r a i n s . 
And they a r e such people whose l i f e - s t o r y remains 

unmentioned by any h i s t o r y . 
They a r e p e o p l e o f whom no account i s taken, they 

a r e the p r o l e t a r i a t . 
Who a r e d e n i e d c l a i m to a n y t h i n g . 
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P.2 (When Mohan i s about t o l e a v e , Manjusha c a l l s t o him) 

MANJUSHA- L i s t e n 1 . 

MOHAN- Who i s th e r e ? You Manika? Why a r e you s t a n d i n g here? 

MANJUSHA- I have got to do something, so I am h e r e . 

MOHAN- What k i n d o f a j o b a r e you to perform? 

MANJUSHA- I s h a l l t e l l you a f t e r w a r d s . 

MOHAN- But why a r e you s t a n d i n g a l o n e i n the ev e n i n g ' s 
darkness? 

3 

MANJUSHA- T e l l me P a l a s h d a what t o do, do I murder somebody? 

MOHAN- Murder are you 
MANJUSHA- You mean to s a y — m a d — i s i t no t , Palashda? ' ( l a u g h s 

l o u d l y ) Maybe I have gone mad. 

MOHAN- D i d n ' t I t e l l you, then, n o t to have any f a i t h i n the 
progeny o f any r i c h man? They a r e c a p a b l e of any and 
ever y s o r t o f d e s i r i n g . 

( E x i t s ) 

MANJUSHA- They a r e ca p a b l e of e v e r t h i n g and a n y t h i n g . But a r e we 
not c a p a b l e of d o i n g something? Am I n o t ca p a b l e of 
do ing:; some t h i n g ? There comes J o y a n t a Chaudhury, the 
l e c h e r o u s f e l l o w . I-am g o i n g t o t e a c h him a l e s s o n 
today. 

E n t e r s K a l y a n Majumdar, d r e s s e d v e r y modernly. 

KALYAN- What l e s s o n do you i n t e n d to t e a c h me, Manika? 

MANJUSHA- Stop, h o l d vour tongue'. Don't you dare to addr e s s me 
by my name. 

KALYAN- What! Do you think me a oowavd? Do you t h i n k me a 
coward? 

MANJUSHA- You are not o n l y a coward, but a l s o a b e a s t . 

P.3 KALYAN- Manika! 

MANJUSHA- No, I am no l o n g e r Manika, I am now a w i t c h ( d a i n i ) . 

KALYAN- A w i t c h ! 

MANJUSHA- I t was you who tur n e d me i n t o a w i t c h . I t was due to 
you thai: I l o s t e v e r y t h i n g . A f t e r s u c k i n g the honey o f 
my mind and making my mind r u n dr y , you o n l y l a u g h e d 
a t me and s a i d . . . t h i s d i r t y slum of y o u r s i s not worth 
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more than f i v e p a i s a (Manjusha suddenly t r i e s to s t i c k 

a dagger i n t o K a l y a n ' s b r e a s t , but she c a n ' t do i t and s t o p s ) 

E n t e r s Anjan Bannerjee ( B h a i r o b makes an e r r o r h e r e as C h a t t e r 
j e e , but he must mean Bannerjee) 

ANJAN- D r i v e t h e dagger h o m e — s t r i k e i n the middle o f the 
b r e a s t . 

MANJUSHA-6 Oh, I c a n ' t do i t . 

ANJAN- Why? 

MANJUSHA- I am f e e l i n g t e r r i b l y a f r a i d . 

KALYAN- F e e l i n g a f r a i d ! 

MANJUSHA- Don't I f e e l a f r a i d ? What i f the dagger r e a l l y c u t 
through your b r e a s t ? 

KALYAN 
ANJAN - (both l a u g h l o u d l y ) , 

MANJUSHA- Oh, my, my! Both o f you a r e l a u g h i n g so much! 
L i s t e n Anjan, I am not go i n g to s t r i k e any dagger on 
anyone's b r e a s t ! B e t t e r change t h i s p a r t o f the scene-
s t r i k i n g the dagger. 

ANJAN- You s i l l y g i r l . T h i s i s t h e same as a d d i n g beauty to 
the p l a y "Panch P a i s e r P r i t h i b i " . 

MANJUSHA- God save me, Anjanda. L e t me do w i t h o u t t h a t beauty. 

P.4 ANJAN- My goodness! But t h i s i s n o t h i n g b u t a c t i n g . I f you 
are';to be overpowered by f e a r or shame w h i l e a c t i n g — 

MANJUSHA- The c h a r a c t e r you a r e p l a y i n g c a n ' t come out w i t h 
success. 

KALYAN- That's a fact. You a r e d o i n g e v e r y t h i n g w o n d e r f u l l y , now 
i f you can make •prominent t h i s i n c i d e n t o f t h e dagger-
s t r i k i n g i n t h e f i r s t scene, e v e r y t h i n g w i l l be a 
hundred percent success. 

MANJUSHA- B u t — 

ANJAN- No b u t s , Manjusha. The show i s o n l y a few days ahead. 
Now don't you c r e a t e any t r o u b l e and l e t us down, when 
e v e r y t h i n g ' s p r e p a r e d . 

KALYAN- L i s t e n Anjan.' You b e t t e r make her u n d e r s t a n d w e l l the 
c h a r a c t e r she i s p l a y i n g , t h a t o f Manika. 

MANJUSHA- I now p e r f e c t l y w e l l u n d e r s t a n d the c h a r a c t e r o f Manika. 
But about the c h a r a c t e r of J o y a n t a Chaudhury 
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ANJAN- Don't you u n d e r s t a n d t h a t J o y a n t a Chaudhury i s a 
dangerous c h a r a c t e r ? 

Manjusha says w i t h c o q u e t t i s h l a u g h t e r 

MANJUSHA- L i s t e n to what h e - i s s a y i n g about you ( a d d r e s s i n g 
K a l y a n ) . A f t e r i n v i t i n g you to come h e r e from 
C a l c u t t a , now he i s (meaning Anjan) making most un
k i n d remarks about you. 

ANJAN - Jokes a p a r t , Manjusha—now l i s t e n c a r e f u l l y 

MANJUSHA- I am l i s t e n i n g . 

ANJAN- J o y a n t a Chaudhury i s not a good f e l l o w . I f he comes 
a c r o s s a b e a u t i f u l g i r l 

MANJUSHA- He l o s e s h i s h e a d — i s i t not? ( she la u g h s ) 

ANJAN- P l e a s e , no more j o k e s . 
g 

KALYAN- Can't h e l p i t , I t h i n k . She i s young. 

MANJUSHA- Stop, p l e a s e , you v e n e r a b l e gentleman. Go ahead, 
Anjan, and t e l l me! T h i s time I am g o i n g to l i s t e n 
v e r y c a r e f u l l y . As you were s a y i n g about J o y a n t a 
Chaudhury 

ANJAN- A t the v e r y f i r s t s i g h t o f Manika, he was charmed. 

MANJUSHA- As I am p l a y i n g t h e p a r t o f Manika 

ANJAN- So you a r e now Manika. 

MANJUSHA- W e l l I a c c e p t the f a c t t h a t I am Manika. 

KALYAN- I, i n t h e r o l e o f J o y a n t a Chaudhury, began to p l a n 
how to.seduce you. 

MANJUSHA- And so you began to send to me, s a r i s and ^ l o u s e s and 
and s c e n t e d h a i r - o i l s , e t c . through MIthua . 

ANJAN- And-youcalsd d i d n o t r e f u s e any of those t h i n g s . 

MANJUSHA- How c o u l d I do so? A t t h a t time I f a i l e d to under
s t a n d h i s d e s i g n . 

ANJAN- T h e r e i n l i e s the f u n 

KALYAN- And I , as J o y a n t a Chaudhury, was under t h e i m p r e s s i o n 

MANJUSHA- That I was d y i n g f o r your l o v e . 

KALYAN- E x a c t l y . And then t a k i n g t h e o p p o r t u n i t y , I seduced 
you w i t h sweet words and l i n e d t h e palm o f your u n c l e 
w i t h money. 
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And you got m a r r i e d to him. 

KALYAN- J u s t a f t e r a year y o u — I m e a n — 

ANJAN- You, I mean— 

MANJUSHA-(Heaving w i t h l a u g h t e r ) Don't you t r y to e l a b o r a t e , 
A n j a n d a — b e t t e r s t o p — N o more need f o r your direction. 
I u n d e r s t a n d p e r f e c t l y what you were d r i v i n g a t . 

ANJAN- T e l l me, what have you understood? 

MANJUSHA- That I became a mother. As soon as the son was born to 
me, the n he ( J o y a n t a ) l e f t me i n t h e l u r c h , and r a n away, 

ANJAN- And you went mad, p i n i n g f o r your husband. 

P.6 MANJUSHA- Has got to be s o ! — A f t e r a l l , he was my husband. 

KALYAN- OK OK Now you can 

MANJUSHA- Now I w i l l n o t h e s i t a t e ( o r have nay f e a r about) t o 
s t i c k a dagger i n t o my u n f a i t h f u l husband. 

KALYAN 
ANJAN- Manjusha ,11 

MANJUSHA- On th e n i g h t of the performance, you w i l l see t h a t I, 
a f t e r p u s h i n g the dagger - n i c e l y i n t o the b r e a s t o f t h i s 

d i s l o y a l J o y a n t a Chaudhury, w i l l s a y — Y o u , a f t e r r o b b i n g me 
of my mind's honey, t o l d me l a u g h i n g l y — T h i s d i r t y w o r l d i s 
to you n o t worth more than f i v e p a i s a . 

( E x i t s ) 

KALYAN- A l l r i g h t — A n j a n , i s she aware o f the f a c t ? 

ANJAN- No, I have not y e t t o l d h e r y e t . I t h i n k I s h a l l t e l l 
h e r today. 

E n t e r s Maheshbabu 

MAHESH- There i | 2
n o n e e ^ f o r t a k i n g the t r o u b l e my b r o t h e r -

i n - l a w . 

ANJAN- What do you mean? 

MAHESH- I , m y s e l f , have t o l d Manjusha. 

ANJAN 

KALYAN- When? 

MAHESH- J u s t now. 
ANJAN- My g o o d n e s s ! — 
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W e l l Salababu 
I have d e c i d e d 

12 
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A u s p i c i o u s a c t s s h o u l d n o t be d e l a y e d . 

What have you d e c i d e d ? 

That t h e a u s p i c i o u s a c t must be f i n i s h e d tomorrow 13 

Do you mean to say t h a t t h e m a r r i a g e ceremony w i l l take 
p l a c e tomorrow? 

Yes. Tomorrow i s a v e r y a u s p i c i o u s day. Now, i f K a l y a n -
babu has no o b j e c t i o n 

K a l y a n 

No, I have n o t any o b j e c t i o n , Maheshbabu. 

14 
OK. OK. Jamaibabu — y o u g e t p r e p a r e d . Now I am g o i n g 
t o see M a l a d i , and t e l l h e r t o blow the c o n c h - s h e l l 
Tomorrow i s Manjusha g o i n g t o be m a r r i e d t o Kalyan.. 

P l e a s e do s t o p , A n j a n . 

Why s h o u l d I stop? Don't you know how happy I am f e e l i n g ? 
Manjusha, g o i n g t o marry a r i c h man l i k e y o u — You, 
immensely r i c h — B e l i e v e me, K a l y a n , I c o u l d not even 
imagine t h a t . 

A n j a n , you a r e a man i n t e r e s t e d i n science—but me? I, 
i n my s t o r i e s and n o v e l s , have m a r r i e d innumerable g i r l s 
to innumerable boys i n innummerable ways. But the m a r r i a g e 
of Manjusha to Kalyanbabu i s more w o n d e r f u l than a l l : o f them. 

Manjusha i s r e a l l y v e r y l u c k y . Due to her good l u c k she 
i s g o i n g t o be m a r r i e d t o a boy l i k e K a l y a n . 

You a r e making too much of me, A n j a n . Am I a p r i n c e ? 

Not a p r i n c e , y e t 

C e r t a i n l y t h e son of a m i n i s t e r . 

Yes, Jamaibabu. H i s f a m i l y has a v e r y b i g mansion. 
They have a t l e a s t t h r e e c a r s — and K a l y a n h i m s e l f does 
:not know how much money i s i n v e s t e d i n b u s i n e s s e s . 
Even h i s u n c l e l o s e s a c c o u n t of the v a s t sum. 

Don't be s i l l y . ' Go Maheshbabu, you then 

Yes, l e t me take c a r e of the n e c e s s a r y j o b s . But y e t 
do you know Salababu what happened t o my p l a y "Panch 
P a i s e r P r i t h i b i ? " Had i t n o t been w r i t t e n by me, you 
would n o t have performed i t and no m a r r i a g e between 
K a l y a n and Manjusha would have taken p l a c e . My p l a y n o t 
o n l y brought p l e a s u r e t o many, but b l e s s i n g to many l i v e s . 

( e x i t s ) 
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ANJAN- What a r e y o u . t h i n k i n g , Kalyan? 

KALYAN- T h i n k i n g t h a t I s h o u l d b e t t e r go to C a l c u t t a a t once. 

ANJAN- Why? 

KALYAN- Need some h a r d c a s h , don't you know. 

ANJAN- No t h i n g more to say? 

KALYAN- I have got something to say. 

ANJAN- What? 

KALYAN- A c c e p t my h e a r t - f e l t c o n g r a t u l a t i o n s , my f r i e n d , 
a t t h i s time of t h e e v e n i n g on such an a u s p i c i o u s 
day. (Shakes hands and then goes away) 

ANJAN- What a good, s i m p l e young man i s t h i s K a l y a n Majumdar. 
P.9 Manjusha i s r e a l l y l u c k y . Otherwise why s h o u l d he see 

and admire and choose Manjusha, when he came he r e to 
r e h e a r s e f o r t h e p l a y "Panch P a i s e r P r i t h i b i " ? But 
would Manjusha p l a y t h e p a r t o f Manika a f t e r g e t t i n g 
m a r r i e d ? L e t the m a r r i a g e be s o l e m n i s e d f i r s t . 
About M a n i k a — 

Manjusha e n t e r s a g a i n 

MANJUSHA- About Manika we can b o t h e r l a t e r . 

ANJAN- Manjul 

MANJUSHA- What I have h e a r d from Jamaibabu, i s t h e r e any t r u t h 
i n i t ? 

ANJAN- Yes, i t i s t r u e . Do you know, Manju, K a l y a n i s an 
e x c e l l e n t boy. 

MANJUSHA- On what date i s the m a r r i a g e to take p l a c e ? 

ANJAN- Tomorrow. 

MANJUSHA- Strange'. You have made a l l t h e arrangements, almost 
to the f i n i s h r a t h e r s e c r e t i v e l y . You have brought my 
d i d i h e r e , y e t I was t h e one Who was l e f t i n the dark. 

ANJAN- Manju, I d i d not want to. t e l l you d e l i b e r a t e l y , as I 
wanted to s p r i n g a s u r p r i s e on you. I thought t h a t 
you would happy a t t h e news. 

MANJUSHA- Anjanda! 

ANJAN- Of c o u r s e , I d i d not know t h a t the m a r r i a g e would take 
p l a c e tomorrow. 
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MANJUSHA' 

ANJAN-

' MANJUSHA-

P.10 ANJAN-

MANJUSHA 

ANJAN-

MANJUSHA-

ANJAN-

You do n o t know many t h i n g s , Anjanda.' 

Manj uI 

You f a i l t o observe many t h i n g s . 

What do you mean? 

You a r e s o r t o f b l i n d . 

What a r e you t a l k i n g about? 

- You have made a b i g m i s t a k e . 

Made a m i s t a k e the no, Manju, no. 
m i s t a k e . I d i d the r i g h t t h i n g . 

I made no 

MANJUSHA- D i d t h e r i g h t t h i n g ? 

ANJAN- ,19 Look h e r e , Manju. Your f a t h e r , on h i s d e a t h bed"1 

wanted t o meet me ahdr.when-;,T saw him he s a i d , "Anjan 
l o o k a f t e r my Manju, whom I am l e a v i n g b e h i n d . " I 
have n o t f o r g o t t e n h i s l a s t words, Manju. I am now 
obe y i n g the o r d e r of t h a t l a t e u n c l e of mine, by 
a r r a n g i n g a m a r r i a g e between K a l y a n and you. 

MANJUSHA- Anjanda.' 

ANJAN- I don't know what you r e a l l y want, Manju. But I 
want you to be happy, Manju. And I f i r m l y b e l i e v e 
t h a t by the b l e s s i n g s o f my l a t e u n c l e and aunt, you 
w i l l be happy, by h a v i n g a husband l i k e K a l y a n . You 
w i l l r e a l l y be happy. 

( E x i t s ) 

MANJUSHA- I do n o t know what h a p p i n e s s i s . But I have come 
to know what sorrow i s a g a i n . I thought t h a t Anjanda 
had come t o know what was w i t h i n my innermost mind, 
the unspoken words t h e r e by h i s "own mind, m e n t a l l y 
w i t h i n h i m s e l f . But what am I to do now? Now, 
a t t h i s moment o f doom, how can I t e l l him, "Anjanda 
you never c a r e d t o know t h a t i t was you whom I l o v e d . " 

( E x i t s ) 
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P.11 ACT I, SCENE I I — The House o f Maheshbabu* 

Malay e n t e r s , r e a d i n g a book. 

MALAY- I l o v e d , but the c e r s o n who I l o v e d c o u l d never know i t 
(shut s the book). H o l y f a t h e r ! What k i n d o f l o v e i s 
t h i s ? 

MALA-

MALAY-

MALA-

MALAY-

MALA-

Manimala e n t e r s , c a r r y i n g a s m a l l bundle, 

2 
A k i n d o f ' r e t a i l ' l o v e . 

.3 You, Malaboudi" 
4 

Yes, Malay Thakurpo . Love ;Ls o f two k i n d s — o n e 
r e t a i l , the o t h e r w h o l e s a l e . 

But what a r e you c a r r y i n g i n your hand? 

I r e a l l y don't know what i t c o n t a i n s . I found i t 
l a y i n g on the s t r e e t and I p i c k e d i t up. 

MALAY- Not a bun d l e c a r r y i n g banknotes, I presume? 

MALA- B e t t e r l e t us open i t and see what i t c o n t a i n s . 

E n t e r t h e a s t r o l o g e r Brahmandatta. 

BRAHMA- Don't you touch another man's p r o p e r t y — i f you do doom ' 
w i l l v i s i t you o v e r n i g h t . 

MALAY- What are you d r i v i n g a t? 

MALA- Maybe he i s q u o t i n g from the u t t e r a n c e s o f Khana . 

BRAHMA- Excuse me t h i s i s my own u t t e r a n c e ( s a y i n g ) . 

MALA 

MALAY- May we know who you are? 

BRAHMA- I am J y o t i s h y u n a b e T a n t r a c h a r y a Brahmadatta V i d y a b a g i s h . 

MALAY- And then your name i n short-out i s . . . 
g 

MALA- Brahmadaitya. 
BRAHMA- I beg to be excused—-I am hot Brahmadaitya, but r a t h e r 

am Brahmadatta. 

MALAY- Now, what b r i n g s you here? 

BRAHMA- W e l l , sir, to take away something... 

MALA- What i s the t h i n g ? 

BRAHMA- That bundle. That i s mine. I t f e l l on the s t r e e t . 
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How c o u l d you know t h a t we had p i c k e d i t up? 

BRAHMA-

MALA-

BRAHMA-

MALA-

MALAY-

BRAHMA-

MALAY-

MALA-

BRAHMA-

MALAY-

BRAHMA-

P.13 MALA-

BRAHMA-

MALAY-

BRAHMA-

MALA-

BRAHMA-

MALA 
MALAY_ 

BRAHMA-

By making a s t r o l o g i c a l c a l c u l a t i o n s . 

A s t r o l o g i c a l c a l c u l a t i o n s I 7 

Yes. I made c a l c u l a t i o n s and c o u l d know t h a t i t was 
you who had p i c k e d i t up. 

Thakurpo, l i s t e n to what he says^-what k i n d o f a 
pe r s o n i s he? 

C l e a r l y a 4 2 0 9 . 

No, No, s i r l i s t e n , I am 

P l e a s e , do s t o p . Can you p r o v i d e us w i t h any p r o o f 
to show t h a t the bundle r e a l l y b e longs t o you? 

Is t h e r e any p r o o f ? 

Yes, t h e r e i s . You w i l l see my name w r i t t e n on i t . 

But how a r e we to v e r i f y t h a t you a r e t r u e l y ^ the 
pe r s o n c a l l e d Brahmadatta? 

There i s v e r i f i c a t i o n a t my house. 

In your h o u s e — w h e r e i s i t s i t u a t e d ? 

In the l o c a l i t y where I l i v e . 

B u t — w h a t l o c a l i t y ? 

The l o c a l i t y where I have my ashram"'""'" (hermitage) . 

Ashram—what k i n d o f ashram? 

12 
I t i s c a l l e d 'DashaKarma' Ashram. 

DashaKarma.' 

Yes, i t i s so. Now, l i s t e n to what i s done t h e r e — 
F o r t u n e - t e l l i n g , r e a d i n g the horoscope a c c o r d i n g to the 
diagram o f the r e l a t i v e p o s i t i o n s o f p l a n e t s and s i g n s 
o f the z o d i a c a t a s p e c i f i c time, the f o r e t e l l i n g about 
a p e r s o n ' s l i f e - i n e v e r y y e a r , f o r e t e l l i n g of the p o l i 
t i c a l and o t h e r s i t u a t i o n s on e a r t h e v e r y y e a r , f o r e 
t e l l i n g about the p r o s p e c t o f r a i n i n the c r o p s , making 
a l i s t o f a u s p i c i o u s days, p a c i f y i n g the e v i l p l a n e t s , 
s p e c i f y i n g what k i n d o f amulets a r e to be used f o r 
s p e c i f i c aims, r e a d i n g o f the palm, l a s t l y , f o r e t e l l i n g 
about whether one can win p r i z e s of s t a t e l o t t e r i e s . 
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P. 14 

MALA- Malay Thakurpo! G i v e him back h i s bundle, q u i c k l y . I 
want to have my palm r e a d by him. 

MALAY- H e r e — t a k e your b u n d l e . 

BRAHMA- Thank God I Remember the s a y i n g — w h e n Tuesday n i g h t ends 
and the dawn of Wednesday b e g i n s — t h a t i s the most 
a u s p i c i o u s moment. 

MALA- P l e a s e r e a d my palm. 

BRAHMA- But don't f o r g e t to pay f o r my s e r v i c e s . 

MALA- C e r t a i n l y , I w i l l pay. But r e a d my palm b e f o r e . 

A l l of a sudden Brahmadatta c a t c h e s h o l d o f Mala's r i g h t 
h a n d — a n d he b e g i n s by s a y i n g . . . . 

14 
BRAHMA- At the moment of b i r t h the mark was t h a t o f Cancer, the 

Crab., then the i n f l u e n c e o f Rakshasha Gana...The p r e 
s e n t s t a g e o f l i f e which i s p a s t the e i g h t e e n t h s t a g e 
i n the l i g h t o f a s t r o l o g y i n d i c a t e s the i n f l u e n c e o f 
Sa t u r n , and i n the t w e n t i e t h stage the i n f l u e n c e o f the 
Sun i s i n d i c a t e d . The moment o f death i s u n a u s p i c i o u s 
and on t h e l u n a r day c a l l e d J o g a n i , when the moon i s 
found i n the n o r t h - e a s t c o r n e r o f the sky 

MALA-
MALAY-

BRAHMA-

What a r e you t a l k i n g about? 

A p e r s o n b o r n under the Z o d i a c s i g n o f Cancer, i | , _ 
p h y s i c a l l y i n f l u e n c e d by the e i g h t h p l a n e t , Rahu 
... I f t o t a l l y i n f l u e n c e d by S a t u r n , m i s f o r t u n e i s 
i n d i c a t e d . Many a i l m e n t s , l i k e p a i n s , t o o t h ache, head 
ache are i n d i c a t e d . I f m a r r i e d , t h e spouse may s u f f e r 
from bad h e a l t h . 

MALA- T e l l me about money. 

BRAHMA- I am.going t o t e l l you—-to t e l l you. W e l l — M a r s i s 
l o o k i n g f a v o u r a b l y on you from a f a r , but due to the 
prese n c e o f the e i g h t h p l a n e t , Rahu, cannot come n e a r e r 
and have more i n f l u e n c e . Y e t , t h e r e w i l l be money 
coming. 

MALA- Is i t so? money coming? 

MALAY- From which s i d e i s i t coming?. 

BRAHMA- From underneath. 

MALAY- From the n e t h e r w o r l d — c r u s h i n g the e a r t h above, i s 
i t not so? 

MALA- Don't be j o k i n g Thakurpo, he i s t e l l i n g the t r u t h . 



BRAHMA-

MALAY-

BRAHMA-

MALAY-

MALA-

BRAHMA-

MALA-

P..15 BRAHMA-

MALAY-

BRAHMA-

MALAY-

BRAHMA-

MALA-
MALAY-
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Ha! Ha! Ha! ( la u g h s ) I , n o t t e l l i n g the t r u t h ? — 
I t s i m p l y c a n ' t b e — w h a t I t e l l comes to be true-My 
name i s J y o t i s h y u n a b e T j g t r a c h a r y a ' Mahamohapadhyaya 
Brahmadatta V i d y a b a g i s h 

You t h i n k t h a t you can b l u f f s a f e l y — y o u f e l l o w ? 

What do you mean? 

Remember you a r e r e a d i n g the palm o f a l a d y — b u t you 
a r e n o t aware which hand you a r e r e a d i n g the palm f r o m — 

My goodness, how i s t h a t ! You have rea d the r i g h t hand. 

Yes, r e a d i n g the r i g h t hand palm. 

But t h a t i s n o t the c u s t o m — i s i t not? 

But a t p r e s e n t i t i s a l l o w e d . The modern age i s axj. age 
when e v e r y t h i n g must be done the o t h e r way around . At 
p r e s e n t f e m a l e s a r e do m i n a t i n g males. 

You h y p o c r i t e — t h i s i s no p l a c e f o r p l a y i n g your t r i c k s . 
R eading the r i g h t hand paljg o f a l a d y and s a y i n g t h a t 
the h e a l t h o f your P a t n i . ;?/:will"'not be g o o d — how 
i s t h a t ? 

As I have t o l d y o u — a t p r e s e n t e v e r y t h i n g i s t o p s y - t u r v y . 

Now c l e a r away At p r e s e n t e v e r y t h i n g i s u p s i d e down? 
Females d o m i n a t i n g males? 

Do you want any p r o o f ? 

Yes we do. 

BRAHMA- What about t h e mother goddess, K a l i , s t a n d i n g over the 
p r o s t r a t e god, S h i v a , h e r s p o u s e — a n d v^at a D O U t M o r a r j i 
D e s a i b e i n g d e f e a t e d by I n d i r a Gandhi? 

( E x i t s ) 

E n t e r s , Maheshbabu 

MAHESH- Manimala! 

MALA- Why;- Manimala? D i d n ' t I t e l l you the o t h e r day to 
addre s s me si m p l y as Mani? 

MAHESH- W e l l , I w i l l t r y to do so. 

MALA- Don't you say-you w i l l t r y . You do i t , because 
to s h o r t e n your name i s the f a s h i o n of the day. 
You s h o u l d a l s o change your name. 
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P.16 MAHESH-

MALA-

MAHESH-

MALAY-

MAHESH-

MALA-

MAHESH-

MALAY-

MALA-

MAHESH-

MALA-

MAHESH-

MALA-

MAHESH-

MALAY-

MAHESH-

MALA-

MAHESH-

MALA-

MALAY-

MALA-

P.17 MAHESH-

MALAY-
MALA-

MAHESH-

Change my name? 

Y e s . . . P u b l i s h :an a f f i d a v i t i n t h e newspaper d e c l a r i n g 
t h a t you'have changed your name. What do you suggest 
Thakurpo? 

Well'. 

What i s the ma t t e r Maheshda? 

I am t h i n k i n g . 

T h i n k i n g of what? 

Do one t h i n g , Manimala. Don't s i m p l y have my name 
cha n g e d — c h a n g e me f o r someone e l s e . 

( l a u g h s ) 

D i d I ev e r mean t h a t ? A l l r i g h t , I w i l l n e ver ask you 
a g a i n . I promise, and i f I do 

L i s t e n — I have something to say. 

Something t o say'. 

Yes, I mean I have some news. 

What news? 

Bad news. 

Maheshda! 

No bad news f o r you, Malay. 

Then, f o r whom? 

Bad news, r e g a r d i n g Manju" 

What happened t o her? I s h e r son a l r i g h t ? 

Good g r a c i o u s — a son by t h i s time! 

21 

Why not? They a r e (meaning here^Manju and Kalyan) a r e a 
boy and g i r l o f the modern type . . . B e s i d e s t h a t 

Leave a s i d e a l l the s m a l l t a l k . L i s t e n c a r e f u l l y . The 
i d e n t i t y g i v e n by K a l y a n Majumdar i s e n t i r e l y f a l s e . 

How i s t h a t ? 

Yes. Not to speak o f h a v i n g a house and a c a r — e v e n 
the name g i v e n by him was not h i s r e a l name. 
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MALA- Who gave you the news? 

MAHESH- A n j a n . 

MALA- That young man i s the cause o f the r u i n o f Manju. 

MALAY- Even the o t h e r day, Anjanbabu t o l d us t h a t Kalyanbabu 
i s t h e son of a v e r y r i c h m a n — c a r — h o u s e — b i g b u s i n e s s -

MAHESH- The r e a l news l e a k e d out o n l y y e s t e r d a y . 

MALA- Oh t h a t e x p l a i n s why Jamaibabu never c a r e d to take Manju 
to C a l c u t t a . What a shame, what a shame'. What d i f f 
i c u l t i e s f o r us. The wretched g i r l has been making 
my l i f e m i s e r a b l e . With what l u c k I was b o r n — n o w I 
have to s u f f e r a l o t f o r t h e sake o f my s t e p - s i s t e r . 
What can I say about my f a t h e r ? He a t the o l d a g e — -

Oh, no! I c a n ' t s t a n d e l d e r s b e i n g i n s u l t e d . 

That i s t r u e — a f t e r a l l he was your f a t h e r . 

24 
F a t h e r — e n e m y of a f a t h e r . 

L i s t e n Manimala! The r e s p o n s i b i l i t y o f Manju 

You mean to s a y — i t i s your(Mahesh) r e s p o n s i b i l i t y and 
she(Manimala) shou l d not worry. 

I f I don't, then who should? t e l l me! 

Why, Maheshda? 

As my i l l l u c k would have i t — a s i f he i s c a p a b l e of 
do i n g s o — 

MAHESH- Manimala! 

25 
MALA- Had the p l a y , "Panch P a i s e r P r i t h i b i " n ot been w r i t t e n 

by you, and your f a n c y f o r such t h i n g s , then t h i s shame
l e s s t h i n g would not have happened. I had the i d e a 
t h a t i t was A n j a n who would marry Manju, E v e r y t h i n g 
was upset by your "Panch P a i s e r P r i t h i b i " . 

MAHESH- What harm c o u l d "Panch P a i s e r P r i t h i b i " b r i n g to you? 

MALA- N o t h i n g . Only i t has p l a c e d on my head a burden 
w e i g h i n g about 5 k i l o g r a m s . To h e l l w i t h the poor g i r l , 
now g i v e me 

MAHESH- Give you what? 

MALA- Mone^g money. Today i s the day to draw our r a t i o n o f 
r i c e . Don't you remember? 

MAHESH-

MALAY-

MALA-

MAHESH-

MALAY-

MALA-

P.18rJ MALAY-

MALA-
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MALAY-

MAHESH-

MALAY-

MAHESH-

MALAY-

MAHESH-

MALAY-

P.19 MAHESH-

MALA-

MALAY-

MALA-

MALAY-

MALA-

MALAY-

MALA-

MAHESH-

MALA-

MAHESH-

MALA-

MAHESH-

Oh y e s — t h i s reminds me, b o u d i (about t o l e a v e ) 

L i s t e n Malay! 

I have not even f i v e p a i s a on my p e r s o n , Maheshda. 

I w i l l repay you tomorrow, Malay. 

Do you know Maheshda, how much money you have borrowed 
from me s a y i n g you would pay i t back the ne x t day? 

Of c o u r s e , I have kept an account. 

Those who do n o t take account of t h e i r l i v e s — h o w c o u l d 
they keep acc o u n t of a n y t h i n g ? 

You a r e m i s t a k e n , Malay! I f you do not l o s e account of 
your own l i f e you cannot keep account of o t h e r s . 

Do p l e a s e s t o p — d o n ' t i n d u l g e i n l i t e r a r y f l o u r i s h e s 
e v e r y now and then. 

Yes Maheshda. I r e a l l y do n o t c a r e much f o r l i t e r a t u r e 
and I f a i l t o a p p r e c i a t e y o u r s . 

B e t t e r n o t t r y to u n d e r s t a n d i t . Now p l e a s e l e n d me 
some money. 

I beg to be pardoned, b o u d i , I am un a b l e t o l e n d you 
money. I t h i n k from tomorrow, I s h o u l d s t o p coming 
to your p l a c e . 

W i l l you st o p coming h e r e f o r the sake of a h a n d f u l 
of money? 

Bo u d i , you do n o t know the w o r l d , do you? We a r e v e r y 
p r a c t i c a l — f o r the sake of money we can g i v e up our 
p a r e n t s , f a m i l y , e v e r y t h i n g ; n o t to sggak o f you. A l 
r i g h t , I am l e a v i n g — i s i t a l l r i g h t ? 

( E x i t s ) 

E v e r y t h i n g i s g o i n g down, I say s i n k i n g . 

What i s g o i n g down? 

Our p r e s t i g e , good name, r e s p e c t a b i l i t y , e v e r y t h i n g . 
29 

T h i s i s the t r u t h which makes me w r i t e , Manimala. 

What a r e you w r i t i n g ? 
B e f o r e the alms-houses of t h e 20th c e n t u r y s t a n d m i l l i o n s 
of men and women, i n l o n g queues. They have l o s t t h e i r 
p r e s t i g e , t h e i r c a s t e and c r e e d , n a t i o n a l i t y ; f o r them 
l i f e i s dead a l o n g time ago, w i t h no t r a c e . Y e t they a r e 
s t a n d i n g . E x p e c t i n g t h a t the supermen of the h i g h 
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p l a c e s w i l l meet a l l o f t h e i r demands, w i l l d r i v e 
away a l l t h e i r wants, t h e i r p o v e r t y . Oh n o — you 
b a c k b o n e l e s s ( s p i n e l e s s ) f o o l s . You don't g e t a n y t h i n g 
by begging. You u n i t e , you be p r e p a r e d , break the 
i r o n - g a t e s of those h i g h - p l a c e s by k i c k i n g h a r d , and 
take b y ^ o r c e , t h e r i g h t s o f your l i f e , o f your l i v e 
l i h o o d . 

MALA- You are making s t o r i e s out o f such s t u f f ? 

MAHESH- S t o r i e s ( l a u g h s ) I There i s no s t o r y i n i t 

MALA- No s t o r y ? 

MAHESH-

MALA-

MAHESH-

MALA-

MAHESH-

MALA-

MAHESH-

MALA-

No, t h e r e i s n o t . There i s no s t o r y about the poor, 
f o o d l e s s p e o p l e o f I n d i a , no p o e t r y i n t h e i r l i f e , no 
l i f e to be made out of i t a t a l l . There a r e o n l y 
thousands o f problems. I am c r e a t i n g a new l i t e r a t u r e 
f o r these problemirridden, s k e l e t o n - l i k e human b e i n g s . 
By r e a d i n g the l i t e r a t u r e o f d e ^ t h t h a t I w r i t e , they 
w i l l f i n d new meaning i n l i f e . 

Have you found the meaning i n your own l i f e ? The meaning 
of y o u r s e l f ? Do you know what w i l l happen to Manjusha? 

M a n j u s h a — 

You, y o u r s e l f — 

I, m y s e l f 

Me 

Y o u — 

Sh e l v e your l i t e r a t u r e f o r a w h i l e . J u s t do a l i t t l e 
b i t of math e m a t i c a l c a l c u l a t i o n s , and f i n d the account 
f i n d out who we a r e , what we a r e , where are we? 

MAHESH- Who, what, where a r e we? That i s c a l c u l a t i o n . From 
l i t e r a t u r e to mathematics. From the sea to the Sahara 
d e s e r t . So from tomorrow our ho u s e h o l d j u s t w^n't move. 
Ye t , you men o f t h a t high-house, s e v e n - s t o r i e d house, 
you do not car e to know our s t a t e , even i n your dreams 
of v e r y s i m p l e a r i t h m e t i c . We have o n l y f i v e p a i s a 
and they have a t l e a s t a h a l f - a - m i l l i o n ( f i v e l a k s ) . 
They add—we deduct. So our c h i l d r e n c a n ' t even buy 
a p e n c i l f o r want o f f i v e p a i s a - a n d t h e i r sons and 
daughters then w a i t f o r t h ^ r l o v e r s , d r e s s e d i n s a r i s 
worth f i v e hundred r u p e e s . 

( E x i t ) 
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P.21 ACT I , SCENE I I I — The House of Panasar C h a t t e r j i 

E n t e r s I v y , d r e s s e d i n a c o s t l y s u i t 

IVY- Premik''"...I mean lovers.. .yes, I am s t i l l waiting for 
Him! I am w a i t i n g f o r A n j a n ! But why h a s n ' t he t u r n e d 
up y e t ? A l l r i g h t , I am not g o i n g t o sp a r e him w i t h 
l e n i e n c y . 

E n t e r s P r o j e s h , d r e s s e d i n a W e s t e r n - s t y l e s u i t . 

PROJESH- No, my dear sister. 

IVY- What? 

PROJESH- You won't be a b l e t o d e f e a t A n j a n . 

IVY- C e r t a i n l y , I w i l l be a b l e . 

PROJESH- Never. Eat what you can digest. 

E n t e r s L o t u s 

LOTUS- What do you mean? 

PROJESH- Jaha harjam k a r i t e a p a r a , t a h o l e ashar kanna ( d i r e c t 
t r a n s l a t i o n o f t h e p r e v i o u s sentence i n t o B e n g a l i ) 

IVY- A r e you t a k i n g me f o r a coward? 

PROJESH- Never. But your mind is very weak for Anjan. 

I v y - D a d a — 

PROJESH- ..How strange, dear sister, even now your f a c e i s 
co v e r e d by b l u s h i n g . 

LOTUS- Yes, because she b l u s h e s our g r a n d f a t h e r s a y s — 

PROJESH- What does he say? 

E n t e r s Panasarbabu 

PANASAR- That to have a sense o f shame i s a v i r t u e which must 
be p o s s e s s e d by women. 

IVY- Absurd! I t i s shame which b r i n g s d i s a s t e r to women. 

PANASAR- My c h i l d , I know you w i l l speak l i k e tha^t, s i n c e you 
have a l i t t l e b i t of E n g l i s h e d u c a t i o n . 

PROJESH- Has Ivy s a i d any nonsense? 

PANASAR- Am I mad...or you? You Western-educated p e r s o n s , do 
I d a r e t o say t h a t you can u t t e r nonsense? A l l the 
nonsenses have been u t t e r e d o n l y by the w i s e men, the 
Sages of I n d i a . A l l nonsense i s to be found i n a n c i e n t 
I n d i a n s c r i p t u r e s . 
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PROJESH- Your r e l i g i o n be damned!; not to speak of your s c r i p 
t u r e s . 

PANASAR- Should I t e l l you the naked t r u t h ? 

P.23 IVY-
PROJESH-
LOTUS-

PANASAR-

PROJESH-

IVY-

LOTUS-

PANASAR-

What i s t h a t ? 

3 

Most p r o b a b l y , I n d i a n s a r e n o t r e a l l y human b e i n g s . 

How c o u l d you i n s u l t your own c o u n t r y ? 

Grandpa i s a n t i - n a t i o n a l . 

Grandpa i s an uneducated f e l l o w . 
Ha! Ha! Ha! ( l a u g h s ) I am r e a l l y an uneducated f e l l o w . 
But the^words of t h i s uneducated f e l l o w a r e n o t r e a l l y 
u n t r u e . 

PROJESH- What a r e those words? 

PANASAR- I n d i a i s now l i k e a b i g r a i l w a y s t a t i o n p l a t f o r m . The 
express of Yankee culture i s w a i t i n g t h e r e and the ghost
l i k e p e r s o n s of I n d i a a r e t r y i n g t o scramble i n s i d e 
the compartments. 

IVY- You a r e r e a l l y mad, grandpa. 

PANASAR- T e l l me, where a r e those p e r s o n s who a r e l o s t , who 
rushed to s a c r i f i c e t h e i r l i v e s f o r o t h e r s ? Where 
has t h a t song been l o s t ? The song which sang of d o i n g 
good to humanity? W i l l the sons, l i k e V i d y a s a g a r , n o t 
be b o r n a g a i n , h e r e i n I n d i a ? B i l l i o n s o f men a r e i n 
a s t a t e of s t u p o r , and w i l l n obody".tell them to 

L o t u s b e g i n s s i n g i n g 

The Song 

LOTUS- Don't be s l e e p i n g any l o n g e r . 
How much l o n g e r w i l l you be s l e e p i n g , oh you 

d i s p o s s e s s e d of the c o u n t r y ? 
P.24 Awake, a r i s e , l o o k the sun i s up. 

And t h e b u g l e i s sounding a l l around. ^ 
Time f o r b r e a k i n g the i r o n - p r i s o n has come. 

E n t e r s Sankarbabu 

SHANKAR- Stop... stop....my boy. Don't continue such 
d i r t y songs. 
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IVY- Bo you know, daddy, t h a t granddad o f ours i s 
determined to t u r n L o t u s i n t o something o f a common 
pe r s o n . 

PROJESH- I t o l d you about t h i s danger, a l o n g time ago. 

SHANKAR- Yes, my boy. You- are right. You have s a i d the r i g h t 
t h i n g . You, Lotus... go and a t t e n d to your s t u d i e s . 
Lose no time. Go'. 

LOTUS- Grandpa, I am l e a v i n g — 
( e x i t s ) 

PANASAR-

SHANKAR-

PANASAR-

SHANKAR-

PROJESH-

IVY-

SHANKAR-

P.25 PANASAR-

SHANKAR-

PANASAR-

IVY-

PROJESH-

PANASAR-

SHANKAR-

PANASAR-

SHANKAR-

PANASAR-

Go, my c h i l d . Maybe, you w i l l go a s t r a y i f you s t a y 
near me anymore. 

You are i n t e r f e r r i n g . 

What do you mean? 

8 
U n f o r t u n a t e l y you have not s t u d i e d law. P a n a s a r — 
law— 

W e l l , i t i s an E n g l i s h word. 

The B e n g a l i word f o r i t i s Aidm 

Yes...Aian. Had you s t u d i e d law you would have been 
aware o f a word c a l l e d jurisdiction. And everybody 
has to abide by i t . And everybody has to abide by i t . 

Is t h a t so? 

And you have gone beyond your j u r i s d i c t i o n . 

I have gone beyond my j u r i s d i c t i o n . 

Grandpa!. 

The son i s t r y i n g to t e a c h the f a t h e r , law. And with
out h a v i n g any sense o f what law r e a l l y means. 

What are you t a l k i n g about? 

I am not t a l k i n g nonsense, Shankar. You i n d u l g e i n 
l e g a l j a r g o n to send i n n o c e n t men to p r i s o n , d e f e n d 
i n g p ersons who are r e a l l y g u i l t y , and what does t h i s 
p r e c i o u s law r e a l l y m e a n — t e l l me? 

What? 

9 
T h i s law o f yo u r s means l a w l e s s n e s s , i l l e g a l i t y . 
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SHANKAR-
IVY-
PROJESH 

PANASAR-

TVY-

PROJESH-

P.26 SHANKAR-

IVY-

PROJESH-

SHANKAR-

PROJESH-

IVY-

SHANKAR-

PROJESH-

IVY-

SHANKAR-

IVY-

PROJESH-

SHANKAR-

PROJESH-

IVY-

PROJESH-

IVY-

Aian lain. L a w l e s s n e s s , i l l e g a l i t y ! 

Today's I n d i a p r e s e n t s a p i c t u r e o f l a w l e s s n e s s , l a c k 
o f r u l e s and conduct, i n d i s c i p l i n e . By p r e a c h i n g 
Yankee v e r s i o n s o f democracy, by i n d u l g i n g i n p o l 
i t i c a l h o r s e - t r a d i n g , by making c o n s t i t u t i o n s a c c o r d i n g 
to your sweet w i l l , you have t u r n e d innumerable men 
and women of I n d i a , which was a g o d l y c o u n t r y , i n t o 
non-human b e i n g s . Take cajg now, even now the time 
f o r s a v i n g us i s n o t p a s t . 

( E x i t s . ) 

The o l d man i s s u f f e r i n g from dotage. 

The adage i s — D o n ' t become e i g h t y ! 

Your granddad has become a r e a l problem. 

Can't you send him to our country-house? 

Or transfer him to our garden-house? 

B e f o r e t h a t , a n o t h e r t h i n g must be done. 

What i s to be done? 

T e l l us, daddy. 

I s h o u l d l i k e to change the name o f t h i s house from 
'Panasar Bhavan' t o . . . 

Want to change the word 'Bhavan' to 'Mansion' ? 

No. No l o n g e r a f t e r granddad's name, but a f t e r daddy's 
name—What about c a l l i n g i t Shankar's V i l l a ? 

Something b e t t e r than t h a t . 

S u g g e s t i n g what? 

K a b i t a C o t t a g e . 

A f t e r the name o f our mother!? 

Sure. Daddy used to l o v e mother v e r y much. 

Ivy! 

Y es. The way I l o v e Anjan, daddy used to l o v e mother 
t h a t way. 

PROJESH- P l e a s e do s t o p , you g i r l . 
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SHANKAR- (l a u g h s ) P r o j e s h i s f e e l i n g b a s h f u l . No, no..my 
boy. Bhalobasha... I mean love...is always sweet. 
Don't you s p o i l i t by your sense o f shame. What do 
you say, Ivy? 

IVY-

P.27 SHANKAR-

IVY-

SHANKAR-

Definitely. L e t us go now. 

Where to? 

Let us play bridge for a while. A n j a n has not y e t 
a r r i v e d , and I f e e l r a t h e r d e p r e s s e d . 

Don't you think anything of it, my girl'. Ee is 
coming. . . 

E n t e r s A n j a n . 

ANJAN-

SHANKAR-

ANJAN-

SHANKAR-

IVY-

SHANKAR-

IVY-

ANJAN-

P.28 PROJESH-

IVY-

PROJESH-

ANJAN-

PROJESH-

I have come a l o n g time ago, uncle.' 

Very good, my boy. Come before, r u n before,a lways 
t r y t o be first. 

B u t — -

That's very bad. That was the m a t t e r o f c o n t e n t i o n 
between your u n c l e and m y s e l f . He was o f the o p i n i o n 
t h a t one s h o u l d t h i n k b e f o r e one s t a r t s d o i n g some
t h i n g , and I was of t h e o p i n i o n t h a t i f one s t a r t s 
t h i n k i n g one c a n ' t s t a r t d o i n g a n y t h i n g . You have got 
to be i n the t h i c k o f the b a t t l e , t a k i n g courage. 
No risk, no gain, ( l a u g h s ) 

11 
You a r e k e e p i n g i n good h e a l t h , Shankar? 

Very good, my girl. You a r e r i g h t l y c a r e f u l . Now I 
must l e a v e . By the by, one more word. You must s t a y 
away from your g r a n d f a t h e r . That gentleman wants to 
put the c l o c k back. That's very bad. I have never 
seen a greater fool than he. I have never seen a 
g r e a t e r f o o l than he. 

( E x i t s ) 

Daddy 's principle and my p r i n c i p l e i s the same. 

Ivy'. 

She has t o l d t h e t r u t h , A n j a n . Granddad i s the 'horns 
of a dilemma'':touus. 

Ohvay sankat—means the horns of a dilemma. 

I must make a move. 

No, l i s t e n Projesh.' 

You are quite a fool. 
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ANJAN-

PROJESH-

IVY-

ANJAN-

IVY-

ANJAN-

IVY-

ANJAN-

IVY- • 

ANJAN-

IVY-

P r o j e s h ! 

Ivy was l o o k i n g a t h e r watch e v e r y now and then, 
w a i t i n g f o r you, and she was yawning too. So I want 
you to have your chance. 

( E x i t s ) 

Are you f e e l i n g v e r y e l a t e d and happy a t what dada has 
j u s t t o l d you? 

Ivy, h a p p i n e s s i s not a t h i n g which can be measured. 

Happiness can't be s u p p r e s s e d , e i t h e r , my darling. 

(She takes a h o l d o f Anjan's hands) 

Ivy.' 

Your l o o k s b e t r a y i t . 

Can.you guess one's mind by h i s l o o k s ? 

Definitely. The £aee is the mirror of the heart. 
Mukh maner ainya. 

Are you t a l k i n g about w i n n i n g the b a t t l e o f l i f e ? 

Won't you l i s t e n to how somebody has been d e f e a t e d i n 
her l i f e ? 

13 

ANJAN- T e l l me. 

Suddenly Ivy embraces A n j a n X J and says e m o t i o n a l l y . . . 

IVY- You a r e the f i r s t man i n my l i f e . 

P.29 ANJAN- P l e a s e s t o p i t now, Ivy ( he i s r e l e a s e d , and he s t a n d s 
a t a d i s t a n c e . 

IVY-

Iv y b e g i n s t o s i n g . . . 

The Song 

Come n e a r , do n o t go f a r away, do n o t s t a y away 
Do not go back a t ; t h i s time, season of the mind 

b e i n g g i v e n . 
Look a t the bosom o f the f l o w e r . 
Don't ask why, w i t h what whim and h a p p i n e s s . 
The bee has p l a n t e d i t s k i s s , and don't take 

n o t i c e o f i t . 

14 

While Ivy i s s i n g i n g she takes h o l d o f Anjan's hands, and 
A n j a n i s annoyed and s a y s . , . . 
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I don't l i k e t h i s Ivy'. 

Ivy t h i n k s Anjan i s mer e l y f e e l i n g b a s h f u l , , and she goes on 
s i n g i n g . . . 

IVY- Oh why t h i s b a s h f u l n e s s 
You can take v e r y t h i n g you d e s i r e 
Take whatever you l i k e , t e l l me why s l e e p 

a v o i d s me. ^ 

ANJAN-

IVY-

ANJAN-

IVY-

ANJAN-

IVY-

P.30 ANJAN-

IVY-

ANJAN-

IVY-

ANJAN-

IVY-

ANJAN-

IVY-

ANJAN-

IVY-

ANJAN-

IVY-

Ivy. I c a n ' t s l e e p . 

Why? 

I have been robbed o f my s l e e p . 

Who robbed i t ? 

That l o a f e r and s c o u n d r e l , K a l y a n Majumdar. I had 
f a i t h i n him, and b e l i e v i n g him I o n l y smashed to 
p i e c e s the g o l d e n throne o f Manju's mind. I t i s due 
to me t h a t t h e poor g i r l has l o s t e v e r y t h i n g she had 
a c q u i r e d . 

Then the i d e n t i t y o f Kalyanbabu i s a b s o l u t e l y f a l s e ? 

D angerously f a l s e , d e a d l y f a l s e . Even the name does 
n o t b e l o n g to him. 

W i l l you show me t h i s l o a f e r , once? 

But what can you do when you see him? 

I w i l l shoot t o k i l l him. 

But t h a t w i l l n ot b r i n g new l i f e to Manjusha. 

Why not? I s she not a mother by now? 

Yes. She i s a mother by now. In the b a s k e t o f h e r 
sorrow f o r one y e a r and t h r e e months, the f l o w e r y 
s m i l e o f t h a j ^ f i v e month o l d c h i l d i s the o n l y s o l a c e 
of Manjusha. 

Has Kalyanbabu seen h i s c h i l d ? 

Why n o t ? , a f t e r a l l he l i v e s where they l i v e . 

How strange. Even now Manju has not d r i v e n him out? 
She ought to have divorced him immediately. 

They c a n ' t do t h a t , Ivy.' 

Why? 
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ANJAN- Because g i r l s l i k e h er a r e c h a s t e , v i r t u o u s women. 

IVY- ANJAN! 

ANJAN- They a r e u n s o p h i s t i c a t e d g i r l s of the c o u n t r y s i d e o f 
Ben g a l . They dream o f l i g h t i n g ^ t h e lamp e v e r y e v e n i n g 
a t the base of t h e b a s i l t r e e , and they a l s o dream 
of b l o w i n g t h e c o n c h - s h e l l e v e r y e v e n i n g . They, f o r 
ages, l i k e c r e e p e r s grow around t h e i r ^ h u s b a n d s and 
spre a d t h e i r sweet s m e l l a l l around. 

( E x i t s ) 

IVY- They are all idiots. They w i l l c e r t a i n l y d i e out. They 
g i v e b i r t h t o b a b i e s e v e r y y e a r . They don't e a t u n t i l 
t h e i r husband's meals a r e f i n i s h e d , and they p l a c e 
the males on t h e i r heads. Never. We won't a l l o w t h i s . 
I s h a l l t e l l daddy and w r i t e an a r t i c l e tomorrow. I , 
w i t h t h e r i g h t of p r o g r e s s , ^ w i l l break the r e p r e s s i v e 
s l e e p o f th e s e r u r a l g i r l s . 

P.31 ACT I , SCENE IV — In t h e S t r e e t 

Manjusha e n t e r s w i t h h er c h i l d i n her arms, s i n g i n g a l u l l a b y . 

The Song 

MANJUSHA Come of thou, s l e e p ! 
And k i s s the g o l d e n eyes o f my baby 
I w i l l make f o r thee an ornament, s t e a l i n g 

the g o l d o f the moon., 
And I w i l l meet thy demand by g i v i n g you the 

j e w e l on the hood o f the snake 
And I w i l l p u t the mark o f c o l o u r e d powder ^ 

u s i n g a p u r p l e c l o u d c o l o u r . 

E n t e r Mohan 
2 

MOHAN- How i s Khokan , d i d i ? 

P.32 MANJUSHA- Not k e e p i n g w e l l , Mohanda. He i s r u n n i n g a h i g h temper
a t u r e , He was c r y i n g the whole day and a t l a s t he i s 
now a s l e e p . 

MOHAN- Have you made arrangements f o r tre a t m e n t and m e d i c i n e s ? 

MANJUSHA- Where w i l l I g e t the money f o r i t Mohanda? You know what 
a f a m i l y l i f e I am now l e a d i n g . Borrowing money from 
someone, r i c e from another and somehow k e e p i n g body 
and s o u l t o g e t h e r . And how am I to meet the m e d i c a l 
expenses a f t e r a l l ? 

MOHAN- Anjanda i s away from home now, not y e t back. 
been h e r e t h e r e would have been no t r o u b l e . 

Had he 

MANJUSHA- But how c o u l d he c o n t i n u e always h e l p i n g , Mohanda? 
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Have you w r i t t e n t o your d i d i and her husband? 

MANJUSHA- Anjanda, h i m s e l f , met my b r o t h e r - i n - l a w and t o l d him 
e v e r y t h i n g . 

MOHAN- Then why has he f a i l e d to come? Your b r o t h e r - i n - l a w i s 
a n i c e man, Manjusha. 

3 
MANJUSHA- But the hard r e a l i t i e s o f l i f e do n o t a l l o w one to £>e 

n i c e f o r long. 1 You know t h a t my d i d i c a n ' t s t a n d me. 

MOHAN- Where i s the f a t h e r o f the baby ? 

MNAJUSHA- He was her e j u s t now, and might have gone out. 

MOHAN- What a man he i s — m a d e us t h u n d e r - s t r u c k ( s u r p r i s e d ) . 

MANJUSHA- No good t a l k i n g about the p a s t w r o n g s — l e t by-gones be 
by-gones, Mohanda. 

MOHAN- But Khokan w i l l n o t be m e d i c a l l y t r e a t e d f o r want of 

a l i t t l e amount of m o n e y — I c a n ' t s t a n d the i d e a , Manju. 

MANJUSHA- Stop w o r r y i n g . 

MOHAN- What do you mean? 

P.33 MANJUSHA- Khokan w i l l g e t m e d i c a l treatment. 

MOHAN- But 
MANJUSHA- P l e a s e , no b u t s , Mohanda.' The t h i n g I p r e s e r v e d c a r e 

f u l l y d e s p i t e , my t r i a l s and t r i b u l a t i o n s , t h a t t h i n g 
I have w i t h me now. You p l e a s e pawn i t and b r i n g me 
some money ( G i v e s him something wrapped i n paper) 

MOHAN- What does i t c o n t a i n ? 

MANJUSHA- The g o l d e n e a r r i n g s of my mother."' 

MOHAN- Didi.' 

MANJUSHA- Yes, Mohanda.' I managed w i t h o n l y one meal a day, even 
s t a r v e d sometimes, was i n s u l t e d by p e o p l e w h i l e t r y i n g 
to borrow money, y e t I kept them c a r e f u l l y . I k e p t them 
c o n c e a l e d — t h e y a r e my mother's momento. 

MOHAN- You b e t t e r keep them, d i d i . 

MANJUSHA- But I c o u l d g e t them r e t u r n e d from the pawn-shop i n a 
c o u p l e of days. 

MOHAN- But t h e r e a r e no days f o r you, o n l y n i g h t s . L e t me 
b r i n g a day i n your l i f e so f u l l of n i g h t s ; I don't 
want to l o s e t h i s o p p o r t u n i t y . 
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MANJUSHA- Where are you going? 

MOHAN- To b r i n g m e d i c i n e . 

MANJUSHA- But where i s the money? 

• MOHAN- I have some money which I c o u l d c o l l e c t by b e g g i n g . 
You p r e s e r v e , c a r e f u l l y , t h e momento o f your mother. 

MANJUSHA- Mohanda! 

P. 34 MOHAN- D i d i , l e t the money be s p e n t — d o e s n o t m a t t e r much. But 
l e t the momgnto o f the o l d be p r e s e r v e d by the new 
g e n e r a t i o n . 

( E x i t s ) 

MANJUSHA- Mohan Das, a beggar, so f u l l o f k i n d n e s s and sympathy-
— b u t 

K a l y a n e n t e r s , dead drunk. 

KALYAN- Only K a l y a n Bannerjee'' l a c k s sympathy and k i n d n e s s — i s 
i t n o t , Manjusha? 

MANJUSHA- You drunk? 

KALYAN- How s t r a n g e ! As i f you d i d not know t h a t b e f o r e . D i d 
you n ot f i n d me s m e l l i n g a f t e r our marr i a g e ? 

MANJUSHA- I c o u l d s m e l l . I asked you. You s a i d , i n answer 

KALYAN- That I have taken some m e d i c i n e which i s r a t h e r 
s m e l l y ( l a u g h s l o u d l y ) 

MANJUSHA- How c o u l d you laugh? don't you f e e l ashamed? 

KALYAN- No. I don't s u f f e r from any sense of shame, Manjuv.'.. 
Had I been s u f f e r i n g from shame, I would n ot have 
won you. You know t h e a d a g e — o n e c a n ' t be d a r i n g i f 
one s u f f e r s from a sense of p r e s t i g e , shame, or f e a r . 
Those t h r e e t h i n g s s h o u l d be removed from one's l i f e 
by a k i n d o f s u r g i c a l o p e r a t i o n , o t h e r w i s e one c a n ' t 
a c h i e v e a n y t h i n g and be a f u l l man. 

MANJUSHA- Do you c a l l y o u r s e l f a man, i n the t r u e sense of the 
term? 

KALYAN- A t l e a s t you c a n ' t c a l l me a non-man, because I have 
won over t h r e e g i r l s b e f o r e you. 

MANJUSHA- Is i t t r u e ? 

KALYAN- Damn i t ! I have l e t t h e c a t out o f the bag. D r i n k s 
p l a y s t r a n g e t r i c k s on you. J u s t have a l i t t l e o f the 
s t u f f i n your b e l l y , and your mind opens l i k e a wide 
g a t e . 
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P.35 KALYAN-

MANJUSHA-

KALYAN-

MANJUSHA-

KALYAN-

Here what I am s a y i n g — w h e t h e r i t i s t r u e — i n d e e d . t r u e . 
Under the i n f l u e n c e o f l i q u o r , ^ h i s i s the f i r s t time 
t h a t I have t o l d you the t r u t h . Of c o u r s e , I d i d not 
marry those t h r e e g i r l s and they too d i d not care to 
become a mother, l i k e you. 

You a r e so mean-minded! . So l o w l y i s your b e h a v i o u r ! 
By t e l l i n g l i e s you cheated us a l l , and have made my 
l i f e , my yo u t h , a c u r s e — d o n ' t you p o s s e s s even a b i t 
of humanity? 

T a l k i n g o f humanity! ( l a u g h s l o u d l y ) - W o r d s borrowed from 
the r o t t e n and I n d i a n p h i l o s o p h y — a p h i l o s o p h y 
t h o r o u g h l y r o t t e n . L i s t e n Manju! I c a n ' t s t a n d any 
p h i l o s o p h y . I know t h i s Eat, drink and be merry. Kao 
peo, ar gio. 

Had Anjanda been here, I c o u l d have shown him the t r u e 
i d e n t i t y of h i s f r i e n d . 

You mentioned Anjan? Does he r e a l l y know me? We 
worked t o g e t h e r f o r j u s t two y e a r s . Of c o u r s e , I 
c o u l d p l a c e him c o r r e c t l y . That chap w i l l n o t be a b l e 
to a c h i e v e a n y t h i n g i n l i f e . He is most foolish. 
In t h i s c o u n t r y , Anjans a r e fewer i n number. 

MANJUSHA- Can't you be one of the fewer? 

KALYAN-

MANJUSHA 

Could i f I wanted t o . But I don't want t o . 

Why s h o u l d n ' t you be so? Is i t not the duty of a man 
to l e a d a s o c i a l l i f e w i t h r e s p o n s i b i l i t i e s to h i s 
f a m i l y ? — H i s w i f e and c h i l d r e n ? You i n v i t e d our 
Khokan i n t o the w o r l d . Look .at him and f o r g e t your 
o l d l i f e , and be a new man. I w i l l wipe out a l l your 
misdeeds, by my s m i l e ; I w a s n o u t a x ± Y o u r b l e m i s h e s 
w i t h my l o v e and s e r v i c e . 

P.36 KALYAN- Manju! 

MANJUSHA 

KALYAN-

MANJUSHA-

I t i s man who makes mi s t a k e s ^ — a n d you c e r t a i n l y d i d , t o o , 
A l l y our m i s t a k e s w i l l be c o v e r e d i n f l o w e r s , by me. 
I am a g i r l b e l o n g i n g to a c o u n t r y where women, l i k e 
S i t a , S a b i t r i and B e h u l a were from, and I can b a n i s h 
a l l the darkness of my husband's l i f j ^ w i t h the l i g h t 
o f my l o v e ; I can s e t up a new home. 

What do you mean? 

Move forw a r d two s t e p s , i t compensates your one s t e p 
backwards. 

KALYAN- A l l r i g h t , l e t i t be l i k e t h a t . 

MANJUSHA- You promise? 
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KALYAN- By p u t t i n g my hands on you, I promise t h a t I w i l l g i v e 

up d r i n k i n g , I w i l l f o r g e t my p a s t l i f e — a n d t h i s time 
I am going to b u i l d up my l i f e anew, and w i l l b u i l d up 
a happy home l i f e . 

12 
MANJUSHA- I f e l l l i k e p r o s t r a t i n g m y s e l f b e f o r e you (does pronam) 

KALYAN- R e a l l y , Manju, I made a m i s t a k e . Now I^have been made 
a r e a l man by 'Panch P a i s e r P r i t h i b i ' . 

MANJUSHA- 'Panch P a i s e r P r i t h i b i ? 1 . ' 

KALYAN- Yes, Manju. I p i c k e d you from 'Panch P a i s e r P r i t h i b i ' 
By t h e touch o f your t o u c h s t o n e , my i r o n - m i n d has 
tu r n e d to g o l d . 

MANJUSHA- Happy I f e e l a t what you are s a y i n g , your words. L e t 
Anjanda come—and I w i l l t e l l h i m — A n j a n d a , I have 
won v i c t o r y through d e f e a t . 

KALYAN- But 

P.37 MANJUSHA- But what? 

KALYAN- Most p r o b a b l y you w i l l n ot meet A n j a n a g a i n . 

MANJUSHA- Why? 

KALYAN- You w i l l l e a v e f o r C a l c u t t a , tomorrow. 

MANJUSHA- D a r l i n g , so you r e a l l y mean i t ? 

KALYAN- Yes, Manju. I am not g o i n t t o t t e l l anymore l i e s . But 
I am r a t h e r w o r r i e d . . 

MANJUSHA- Why wo r r i e d ? 

KALYAN- Where am I to accommodate you? 

MANJUSHA- I w i l l l i v e , where you l i v e — 

K A L Y A N - B u t ' . I > ' S t a y on the s t r e e t , on the pavement. 

MANJUSHA- I w i l l a l s o s t a y l i k e t h a t . 

KALYAN- But how am I to f e e d you? 

MANJUSHA- Whatever you e a t , I w i l l e a t . 

KALYAN- W i l l you be a b l e to w i t h s t a n d the h a r d s h i p ? 

MANJUSHA- I c o u l d s t a n d i t - - I was p r e p a r e d f o r death, I can 
st a n d a n y t h i n g i n o r d e r t o b u i l d up my l i f e a g a i n , come 
what may. 
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E v e r y t h i n g o f me i f f a l s e , Manju. 

MANJUSHA- But you a r e n o t a l i e . 

KALYAN- Manju! 

MANJUSHA- Your house, c a r , w e a l t h — t h e y proved to be a l i e — f a l s e . 
You gave the wrong i d e n t i t y o f y o u r s e l f — b u t l e t those 
t h i n g s be so. L e a v i n g behind t h i s heap o f l i e s , I w i l l 
a c c e p t the one i o t a of t r u t h which i s t h e r e , and 
h a p p i l y l i v e w i t h i t . 

KALYAN- I have been u n j u s t to you, Manju. Do p l e a s e f o r g i v e me. 

P.38 MANJUSHA- For shame, p l e a s e don't do i t . Don't ask f o r g i v e n e s s 
of me. To ask f o r g i v e n e s s of a w i f e , the husband touches 
the w i f e w i t h s i n . Look, Khokan i s s m i l i n g i n h i s 
s l e e p . Look what a poor s t a t e our baby i s i n . 

KALYAN- R e a l l y , Manju, I w i l l put him under the treatment o f 
a good d o c t o r w h i l e we a r e i n C a l c u t t a . 

MANJUSHA- What are you t h i n k i n g o f again? 

KALYAN- You have got to have some money, a t l e a s t f o r a f o r t 
n i g h t , to meet our expenses i n C a l c u t t a . 

MANJUSHA- Leave the money q u e s t i o n to me. 

KALYAN- How c o u l d .you get any money? 

MANJUSHA- Look, here a r e two e a r r i n g s . By s e l l i n g t h e s e two e a r 
r i n g s we w i l l g e t some money (she shows him the package) 

KALYAN- L e t me have a l o o k a t them, (he takes the package). 
F i n e , f i n e , . . . they w e i g h ^ g u i t e a b i t , and w i l l f e t c h 
me enough money f o r f i v e b o t t l e s o f l i q u o r . 

MANJUSHA- What are you t a l k i n g about? 

KALYAN- I am g o i n g t o s e l l t h e s e i n o r d e r to have my l i q u o r . 

MANJUSHA- T h e n — w h y — 

KALYAN- So l o n g I have been ' a c t i n g ' w i t h y o u . ^ 

MANJUSHA- You 

KALYAN- I j u s t h e a r d about those e a r r i n g s from Mohan—now 
bye-bye. 

MANJUSHA- ( T a k i n g a h o l d o f K a l y a n ' s c l o t h e s ) No, I w i l l not 
a l l o w you to g e t away, you r o b b e r . I won't a l l o w you 
to have d r i n k s by s e l l i n g my mother's momento. 
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KALYAN- L e t me go, I t e l l you-—(draws away h i s j a c k e t ) You c a n ' t 
h o l d me -back by g r i p p i n g my c l o t h e s . Today I am l e a v i n g 

P.39 f o r e v e r . 

MANJUSHA- No! No,' I bow down t o your f e e t , don't l e a v e Khokan . 
and me b e h i n d and go away f o r e v e r . B e l i e v e me, i f 
you l e a v e me l i k e t h i s I w i l l go mad (she s i t s on h i s 
f e e t w i t h Khokan on her l a p ) 

KALYAN- K a l y a n B a n n e r j e e does n o t worry about some Manjusha 
g o i n g mad, o r d y i n g . (He k i c k s M a n j u s h a - s i n c e Khokan 
i s on h e r l a p Manjusha f a l l s h e a d l o n g w i t h Khokan) 

MANJUSHA- God'..' 

KALYAN- My beauty, God made you a t t r a c t i v e and b e a u t i f u l . And 
so I came r e h e a r s i n g f o r 'Panch P a i s e r P r i t h i b i ' and 
sucked to t h e f u l l e s t t h e honey out of you. I don't 
l i k e to suck the honey out o f t h e same f l o w e r f o r so 
l o n g , and so I am l e a v i n g i n s e a r c h o f another.:flower. 

( E x i t s ) 

MANJUSHA- Who i s t h e r e — d o n ' t l e t him go. I , w i t h Khokan( when 
she t r i e s o t l i f t him up she f i n d s him dead) Oh, what 
has happened?! Why—my Khokan l o o k s l i k e he's 
Khokan, Khokan 

Anjan e n t e r s , w i t h a p l a s t i c bag i n h i s hand. He f i n d s 
Manjusha w i t h Khokan c l u t c h e d to h e r bosom. 

ANJAN- Khokan, K h o k a n — s e e how many t h i n g s I have brought 
f o r you. D r e s s e s , baby f o o d , b i s c u i t s . And see how 
re d and b e a u t i f u l t h e se f l o w e r s a r e . (he takes out 
re d paper f l o w e r s from h i s pocket, about to g i v e them 
to K h o k a n — b u t he i s shocked and say s . . . ) 
How i s t h a t — K h o k a n 

MANJUSHA-

ANJAN-

MANJUSHA-

ANJAN-

MANJUSHA-

Is dead, Anjanda! ! 

Khokan i s dead! (the f l o w e r s f a l l from h i s hand). 

He d i d not d i e — h e was murdered. 

By whom? 

By your f r i e n d . That J o y a n t a Chaudhury o f 'Panch P a i s e r 
P r i t h i b i ' 

ANJAN- What a r e you t a l k i n g about Manju? 

MANJUSHA- I am t e l l i n g you the t r u t h , Anjanda. He was r u n n i n g 
away w i t h my mother's momento, and I t r i e d to p r e v e n t 
him. F o r t h a t r e a s o n o n l y he k i c k e d me. K i c k e d by him 
I stumbled and f e l l down w i t h Khokan. 
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P. 41 

ANJAN-

MANJUSHA-

ANJAN-

MANJUSHA-

ANJAN-

MANJUSHA-

Manju! 

ANJAN-

ir,got".up and found t h a t he had r u n away—and my 
Khokan i s s l e e p i n g h i s l a s t s l e e p . 

Khokan! Khokan! 

(la u g h s ) What a man you a r e , Anjanda! He who i s 
ca p a b l e of w i t h s t a n d i n g t h e shock of a t h u n d e r b o l t -
why s h o u l d he break down so e a s i l y ? 

G i v e him to me M a n j u — t o me, Manju. (he takes Khokan 
and c l u t c h e s him to h i s bosom.) 

You b l e s s e d m e — p l a c e d a b e n e d i c t i o n on me, s a y i n g — 
"You w i l l be v e r y happy." Look how happy I am today. 
My source o f a l l h a p p i n e s s i s s l e e p i n g on your bosom-
how p e a c e f u l l y ? ( l a u g h s ) Today "^am v e r y happy, Anjanda, 
today I am v e r y happy, i n d e e d . 

Manj u! 

MANJUSHA- No, oh no. Don't you speak so l o u d l y . My Khokan 
i s s l e e p i n g , i t w i l l be brok e n . I put him to s l e e p 
a f t e r much e f f o r t . ( L a u g h s ) 

E n t e r s Mohan, w i t h a m e d i c i n e b o t t l e . Nepal f o l l o w s h h i i m . 

MOHAN- What makes you l a u g h Manjudi? W e l l , you are here 
a l r e a d y ( a d d r e s s i n g A n j a n ) . That i s a l l the b e t t e r . 
L i s t e n , d i d i . The d o c t o r s a i d to g i v e a l d o s e of the 
me d i c i n e to Khokan i m m e d i a t e l y . 

ANJAN-

MOHAN-

MANJUSHA-

MOHAN-

ANJAN-

NEPAL -
MOHAN-

ANJAN-

NEPAL-

P.42 MANJUSHA-

No more need f o r m e d i c i n e , Mohanda. 

No need f o r m e d i c i n e ? 

My Khokan i s c o m p l e t e l y c u r e d o f a l l d i s e a s e s . ( l a u g h s ) 

Anjanda! 

Khokan i s dead, Mohanda. 

Dead! 
Yes. Nepal, you p l e a s e take Khokan f o r 

Don't you worry, I w i l l a t t e n d to e v e r y t h i n g ( t a k e s 
Khokan from Anjan and goes away q u i c k l y . Manjusha i s 
f o l l o w i n g him, and she goes on s a y i n g , . . ) 

N09 No, don't take away my g o l d e n Khokan. He i s v e r y 
c o l d Anjanda! G i v e me the new d r e s s and I w i l l d r e s s 2 ^ 
him up w i t h t h a t . Stand awhile;. I w i l l p u t c a l l y s i u m 
round h i s eyes, and a mark on h i s f o r e h e a d . (Manjusha 
i s about to go, but Anjan g e t s h o l d o f h e r and says...) 



ANJAN-

MOHAN-

MANJUSHA-

ANJAN-

MANJUSHA-
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Where a r e you g o i n g , you poor g i r l ? 

22 
But Anjanda, she must weep. 

Why, why do you want:~me to weep? What wrong have I 
done to you? Answer me., A n j a n d a ! You performed 
"Panch P a i s e r P r i t h i b i ' , w i t h o u t me, d i d you not? 
The Manika w i t h i n me, l e t h e r d i e w i t h o u t c r y i n g . Poor 
Manika, why not l e t her c a r r y the dead c h i l d to 
J o y a n t a . L e t him not drop a few J ^ a r s . I am n o t . 
a f t e r a l l , M a n i k a — I am Manjusha. 

How can I make h e r c r y - t e l l me Mohanda? 

Why, a g a i n , do you t r y to make me c r y , Anj.aada-'?'. Why 
a g a i n do <you t r y to? D i d you not-^already t r y by making 
K a l y a n Bannerjee p l a y t h e r o l e o f J o y a n t a Chaudhury? 
L e t me a l o n e , l e a v e me a l o n e , you c h i c k e n - h e a r t e d , 
s e l f - c e n t r e d man. 

ANJAN- T e l l me more, Manju, t e l l me more. C a l l me a coward, 
s e l f i s h , c h i c k e n - h e a r t e d , whatever you l i k e . But i n 
exchange, o n l y c r y f o r a w h i l e . L e t me s t a n d l i k e the 
Himalayas-head2up and l o o k i n g w i t h wonder a t your eyes 
f u l l o f t e a r s . 

MANJUSHA- ( l a u g h s ) 

P.43 

ANJAN- Stop! Stop, your r u i n o u s l a u g h t e r . 
I know, t h a t f o r a m i s t a k e of mine, you ar e now i n a 
m i s e r a b l e : ; s t a t e . 
I know why your eyes have gone d r y l i k e the Sahara. But 
I c a n ' t do a n y t h i n g now. 

MANJUSHA- I s t h e r e r e a l l y n o t h i n g t o do? 

ANJAN- W i t h what I have got, I can a t l e a s t take up the 
burden of your economic wants and can keep you as f i n e 
as an image of a goddess. W i t h new l i g h ^ I can f l o o d 
the c o u r t y a r d of t h e temple of your body , but due 
to my r a s h n e s s the n e c t a r o f your h e a r t , which has been 
wasted on the dust of t h e s t r e e t , I cannot g i v e r e t 
r i b u t i o n , however much I t r y . 

MANJUSHA- (l a u g h s ) 

ANJAN-

MANJUSHA-

I t w i l l be d i s a s t e r o u s , Mohanda. I f she does;.not c r y 
the g i r l w i l l t u r n mad. 

Why s h o u l d I be mad? I am l i v i n g i n h a p p i n e s s — I have 
become v e r y happy ( l a u g h s ) 

When she has proceeded a few s t e p s Mohan b e g i n s s i n g i n g . 
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The Song 

Khoka, thou g o l d e n Khokan, a p i e c e of the 
b e a u t i f u l moon. 

Come, come thou back. 
Emptying your mother's bosom, where a r e you 

k e e p i n g y o u r s e l f , h i d i n g . 

L i s t e n i n g to the song, Manju stands s t i l l . A f t e r a w h i l e 
l i k e a cow b e r e f t of i t s c a l f , t e a r s r o l e down her cheek. 
Mohan goes on s i n g i n g . . . 

P. 44 K i s s i n g thy r e d l i p s 
Who w i l l say, my baby, you go to s l e e p . 
And who w i l l f e e d on the n e c t a r of t h e i r b r e a s t . 

MANJUSHA- Oh Khokan, Khokan—Come back-do come back. 

Mohan l e a d s her away by h o l d i n g her hands. 

ANJAN- Cry, c r y , you poor g i r l . The p e a r l s o f your t e a r s 
f a l l i n g drop by drop from y o u ^ e y e - l a s h e s , l e t them 
f i l l up the empty o y s t e r - s h e l l of my h e a r t . As I made 
the m i s t a k e , I have got to g i v e recompense f o r i t . By 
how? and w i t h what? Can anybody t e l l me t h a t due to 
f o o l h a r d i n e s s , I , A n j a n, have h e l p e d the t o u c h s t o n e 
to be s t o l e n from the chest-box of Manjusha's m i n d — 
w i t h what magic s p e l l can i t be brought back? 

( E x i t s ) 

P.45 ACT I I , SCENE I — The Meadow i n C a l c u t t a (Gaur Math)* 

The o l d gypsy, N i g a r Hosan, and the gypsy young woman, 
Sa n i a e n t e r s . N i g a r has a s m a l l drum i n h i s hand -he i s 
p l a y i n g on i t . 

SANIA- Bhanu M a t i r K h e l a , b a b u j i Bhanu M a t i r K h e l a . Once 
seen you w i l l be p l e a s e d and your h e a r t w i l l be o v e r 
powered. B a b u j i , Bhanu M a t i r K h e l a . 

NIGAR- Your empty h e a r t w i l l be a l l r i g h t — m e n f e e l i n g de
p r e s s e d w i l l come to be p l e a s e d — c o m e and see Bhanu M a t i r 
K h e l a . Come, b a b u j i , come 

Brahmadatta e n t e r s , c a r r y i n g books and p a p e r s . 

BRAHMA- What k i n d o f p l a y a r e you showing, my boy-who happens 
to be the p l a y e r ? 
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Bhanu M a t i r K h e l a , b a b u j i , Bhanu M a t i r K h e l a . Once seen 
and you w i l l be p l e a s e d ' a n d the h e a r t w i l l be o v e r 
powered. 

Why w i l l t h a t be? My h e a r t i s a l r e a d y overpowered. 

What has happened, b a b u j i ? 

4 
My h e a r t i s overpowered. 

What a p i t y . But what made your h e a r t so, b a b u j i ? 

Should I t e l l you? 

Of c o u r s e . 

You w i l l l e t me t e l l ? 

Go ahead, b a b u j i , t e l l u s . You have not y e t seen 
Bhanu M a t i r ' K h e l a , and y e t what overpowered your h e a r t ? 

S e e i n g t h a t ox g r a z i n g over t h e r e . 

What a p i t y ! 

S a n i a ! 

Stop thou, o l d man. You don't know a n y t h i n g about the 
ways o f t h i s c i t y , o f t h e men o f t h i s c i t y o f C a l c u t t a . 

You have t o l d the t r u t h , b i b i Your words a r e l i k e — 

Look h e r e , b a b u j i — A r e you g o i n g to see the ma g i c - p l a y ? 

What k i n d o f magic a r e you g o i n g to demonstrate, and 
who w i l l show i t ? 

That o l d man ( r e f e r s to N i g a r ) 

Curse my i l l l u c k ( he i s about t o go)'' 

L i s t e n , b a b u j i , l i s t e n 

T e l l me. 

That wench w i l l show the magic. 

M a i r e e ^ . 

9 
Yes, b a b u j i . She i s a pakka p l a y e r . 

That I can j o l l y w e l l see. Had she not been a pakka ( r i p e ) 
o n e — . — 

SANIA- What a p i t y v — 
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Who i s t h i s wench, t o you? 

She happens to be my w i f e " ^ , b a b u j i . 

11 
Do you mean t h a t i s your w i f e ? As i f t h e p l a n e t Venus 
i s h a v i n g t h e e v i l - e y e from S a t u r n . What i s your name? 

Gypsy N i g a r Hosan 

And your name? 

Sa n i a b i b i . 

Your r e s i d e n c e ? 

On the s t r e e t s . 

On the s t r e e t s ? 

Yes, b a b u j i . We a r e g y p s i e s . The r o a d i s our house, 
on t h e r o a d we l i v e as our rooms. The whole l i f e I 
have been roaming the. s t r e e t s and showing my Bhanu M a t i r 
K h e l a , y e t I c o u l d n ot as y e t g e t even a s i n g l e h a n d f u l l 
o f e a r t h where I c o u l d s e t up my r e s i d e n c e . 

But you d i d not h e s i t a t e to g e t ma r r i e d ? And how c o u l d 
you seduce t h i s wench? 

W i t h my l o v e , b a b u j i . 

12 
Bosh.' There c a n ' t be even a drop o f l o v e i n your h e a r t . 

Then, what i s t h e r e ? 

Maybe a c a r l o a d o f c h a r c o a l . 

What a p i t y ( b e g i n s l a u g h i n g ) But how c o u l d you know 
t h a t b a b u j i ? 

I f o r g o t — I have n o t t o l d you the imp o r t a n t t h i n g about 
me. 

Out w i t h i t , b a b u j i , out w i t h i t 

I am J y o t i s h y u n a b e Mahamohaphadhyay T a n t r a c h a r y s Brahma
d a t t a V i d y a b a g i s h . I can, s h u t t i n g my eyes, and p l a c i n g 
my hands on a person, can t e l l whether the p e r s o n i s 
male o r fe m a l e . 

What a p i t y . 

No p i t y i n g b u s i n e s s , - b i b i . By l o o k i n g a t the l i n e s on 
your palm, I can t e l l , e f f o r t l e s s l y , your p a s t , p r e 
s e n t , and f u t u r e . 

NIGAR- Would you l o o k a t my palm p l e a s e , b a b u j i ? 



BRAHMA-

- 324 -

There i s n o t h i n g on your palm. 
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B a b u j i ! ! ! 

N o t h i n g . That I c o u l d guess by l o o k i n g a t h i s f o r e h e a d 
There i s the mark of J u p i t e r below^and below t h a t i s the 
p l a n e t Rahu, c a s t i n g i t s e v i l eye. L e t me see your palm 
b i b i . (he takes her hand, her Je;ft hand) Oh, your hand 
i s as s o f t as P o i s o n ' s b u t t e r . 

What does i t mean? 

Good l u c k i n double s t r e n g t h . Good over good. The z o d i a c 
s i g n P i s c e s , the f i s h , a t t h e time o f b i r t h . S o — y o u a r e 
i n the h a b i t of b e i n g a c r e a t u r e o f the deep-water. A 
c l u s t e r of s t a r s l i k e , A s w i n i , B h a r a n i , M i g a s h i r a , e t c 

Leave a s i d e a l l t h i s u s e l e s s t a l k . T e l l us the r e a l 
t h i n g — h o w many c h i l d r e n more a r e to be b o r n t o us? 

Howemahy'ihave ̂ ybu'lalf eady got? 

F i v e c h i l d r e n , b a b u j i . 

Stop b r e e d i n g m o r e — S t o p i t b i b i ( l o o k i n g a t the hand) 
F i v e a l r e a d y — b e p r e p a r e d f o r another h a l f - a - d o z e n . . . 
t h e o l d man i s q u i t e c a p a b l e o f . . . . ? 

( a l l of a sudden t a k i n g h o l d o f Brahma's hand) The o l d man 
i s v e r y p o t e n t , i s i t n ot so, you d e v i l ? 

What i s t h i s ? L e t me go, M a i r e e 

L e t t h e f e l l o w go, S a n i a . 

Get away from h e r e , you wretched f e l l o w . Had I n o t 
been r e q u e s t e d by my grandpa, I would have t a u g h t you 
a l e s s o n . 

Grandpa.'! He i s n o t your husband? No c h i l d r e n ever born? 

I p i t y t h e f o o l you a r e — W h a t a f o o l you a r e . 

B i b i j a n ! ! 

Then, s t u p i d fellow.' I am n o t m a r r i e d even now— 
would the c h i l d r e n drop from heaven? 

Of c o u r s e . 

Babuj i . ' ! 

S t a y f o r two y e a r s i n C a l c u t t a . You w i l l see my a s t r o 
l o g i c a l c a l c u l a t i o n s come t r u e , t o the h i l t . C h i l d r e n would 
t h e r e be f o r you, n o t o n l y d r o p p i n g from heaven, b u t 
up from e a r t h ' s womb as w e l l . 



- 325 -

SANIA'.- What a p i t y — - t h e o l d f o o l took me f o r a cheap woman. 

NIGAR- L e t ' s f o r g e t i t , S a n i a . L e t ' s s t a r t our song and 
dance. Bhanu M a t i r K h e l a , b a b u j i , Bhanu M a t i r Khela-
once seen you w i l l get p l e a s u r e , your h e a r t w i l l be 
overwhelmed. 

S a n i a b e g i n s s i n g i n g and d a n c i n g . 

P.50 SANIA- The Song 

Bhanu M a t i r K h e l a , b a b u j i , Bhanu M a t i r K h e l a . 
Once seen you get p l e a s u r e , your h e a r t w i l l 

be overwhelmed. 

E n t e r s Babul 

BABUL- There, i n c e n s e , f i n e c a r r y on, c a r r y on. 

E n t e r s , K a l y a n d r e s s e d v e r y f a s h i o n a b l y . 

KALYAN- What's up h e r e , Babul? 

BABUL- A P e r s i a n r o s e i s h e r e i n Gaurer Math. 

SANIA- W e l l , w e l l 

KALYAN- Are you showing magic? 

NIGAR- Oh yes, b a b u j i . 

BABUL- What k i n d of magic? 

NIGAR- V a r i o u s s o r t s of magic. 

BABUL-
KALYAN- F o r example. 

Sania. s t i l l s i n g i n g . . . . 

A dom w i l l be m a r r i e d to a domani, and a 
Tree w i l l come out w i t h money, b u r i e d underground. 
And f i s h w i l l be caught by r o d , l i r i e and hook 

from the dry ground. 

NIGAR- B i g , b i g f i s h e s , babu. F a i r i e s from the 1 moon have t h e i r 
s o i r e e h e r e . 

BABUL- I swear, I'm damned i f I'm not tempted. 

P.51 KALYAN- B A B U L H ' 
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18 BABUL- O.K. Guru I am not g o i n g to p l a y t r i c k s on you. 

You are realty a masterpiece of a f e l l o w ^ Have made 
y o u r - l u c k by jammed by l o c k i n g i t a g a i n . 

KALYAN- Shut up. 

BABUL- O.K. 

KALYAN- O.K. Now what you have s a i d about your magic, i s i t 
r e a l l y t r u e ? 

NIGAR- What k i n d o f t a l k a r e you making, b a b u j i ? Had the magic 
^ been t r u e , would we have c a r e d to show i t again? W e l l , 

b a b u j i . I f by b u r n i n g ' a rupee we c o u l d have made a 
t r e e showing money, then would we have l a b o u r e d so ha r d 
i n o r d e r to make a l i v i n g throughout our l i f e , by 
showing magic? Y e t , i t i s t r u e t h a t my granddaughter 
i s a f i n e m a g i c i a n , whose magic takes you to a make-
b e l i e v e w o r l d . 

KALYAN-

SANIA-

KALYAN-
BABUL-

NIGAR-

We w i l l be a b l e to t e l l your t r i c k s . 

Oh no, you won't be a b l e t o , b a b u j i . 

How can you say t h a t ? 

The g i r l has t o l d t h e t r u t h . You w i l l see the magic 
and know t h a t i t i s magic, but you won't be a b l e t o 
c a t c h how i t i i s done. 

KALYAN- We w i l l n ot be a b l e ? 

NIGAR- No, b a b u j i . To know i s easy, but to c a t c h i s d i f f i c u l t . 
Don't you see, b a b u j i , don't you see, to u n d e r s t a n d how 
a l l o ver t h e w o r l d a group of men a r e s t e a l i n g , match
i n g by f o r c e , making money by s e l l i n g a d u l t e r a t e d s t u f f . 
M i l l i o n s o f poor masses a r e b e i n g e x p l o i t e d by them 
and they a r e making themselves r i c h gnd p o w e r f u l . You 
know them, but you c a n ' t c a t c h them. 

BABUL- But 

NIGAR- Things have changed. E v e r y t h i n g i s known, but n o t h i n g 
can be done. Who w i l l do the c a t c h i n g , t e l l me? 
Everyman i s p l a y i n g magic and t r i c k s on e v e r y o t h e r 
m a n — p l a i n l y p l a y i n g magic. Bhanu M a t i r K h e l a , babu, 
Bhanu M a t i r K h e l a , once seen you w i l l get p l e a s u r e 
and your h e a r t w i l l be overwhelmed. 

( E x i t s ) 

KALYAN- What happened? Why i s he gone? W i l l t h e r e be no magic 
show? 

SANIA- No, babuj i . 
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Why? 

Oh how p i t e o u s 

How i s t h a t ? A r e you l e a v i n g ? 

21 

I am g o i n g , b a b u j i , Namasthea 

You r e a l l y won't show us your magic? 

B a b u j i s , you have not come here to see magic. 

Then why? 

SANIA- Not to see t h e p l a y , but to p l a y w i t h somebody. 22 

What do you mean? 

What a p i t y , b a b u j i , how r e g r e t t a b l e — y o u have missed 
i t . 

What have we missed? 

S l i g h t o f hand, c o n f u s i n g t h e eyes. 
( E x i t s ) 

Those are e x a c t l y the words t h a t a r e w r i t t e n . 

Where? 

I n a drama. 

What i s i t c a l l e d ? 

'Panch P a i s e r P r i t h i b i ' . 

'Panch P a i s e r P r i t h i b i ! ' . ' 

Yes, Guru. I took p a r t i n 'Panch P a i s e r P r i t h i b i ' 
I t c o n t a i n s a song t o o . The song i s . . . 

The Song 

L o o k i n g f o r a m a n — 
I am l o o k i n g f o r a man 
As I, most p r o b a b l y w i l l n ot f i n d him, I 

am s h u t t i n g my eyes w i t h a p p r e h e n s i o n 
Where i s a man who speaks t h e t r u t h 
Where, among a l l men, i s t h e r e one who f o l l o w s 

the t r u e path? v 23 
I know t h a t you h i d e the t r u t h w i t h i n y o u r s e l v e s . 
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Shut up, you idiot. 

Why, Guru? 

L i f e i s not a drama. 

What a r e you s a y i n g , Guru!! I f i t i s not a drama, then 
what i s i t ? Take your own c a s e . What were you, and 
what a r e you now? You c o u l d not pass the exam even 
though you took i t t h r e e times w h i l e a c o l l e g e s t u d e n t , 
and then f o r a ye a r and a h a l f you were m i s s i n g — a n a 2 4 
now— w e l l , G u r u — How c o u l d you make so much money? 

That had been t o l d to you by t h a t gypsy g i r l ? 

What? 

C o n f u s i n g the eyes and s l i g h t o f hand. 

Kalyanda! 

( l a u g h s ) 

What i s up? 

Now, I am no l o n g e r K a l y a n B a n n e r j e e . 

Then who a r e you? 

Now I am Goutam Mukherjee. 

F o r how many times, w i l l you change your name? 

As many times as i t i s n e c e s s a r y . Why, change o n l y my 
name, I would change my f a t h e r ' s name i f i t were 
n e c e s s a r y . 

25 
L e t me take the d u s t o f f your f e e t , Guru . From to^gy 
on I am as f a i t h f u l to thee as Hanumana was to Rama. 

Are you t e l l i n g the t r u t h ? Ready to work f o r my 
party? 

Sure. 

You w i l l n o t b e t r a y the p a r t y ? 

The guy who b e t r a y s i s a s o n - o f - a - b i t c h . 

Where do you l i v e ? 

My home? (he w h i s p e r s the add r e s s t o Kalyan) 

Change t h a t a d d r e s s . 
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Then where w i l l I s t a y ? 

Stay h e r e (he w h i s p e r s t h e name o f the new a d d r e s s ) 

You Guru, are genuine stuff. 

Now L i s t e n — 

Order me. 

From t h i s day on, you a r e no l o n g e r B a b u l . 

Then who am I? 

27 

You are Shobhan M i t r a 

Guru.' 
Your f a t h e r i s R a j e n d r a M i t r a . He was a v e r y b i g b u s i 
ness man. He d i e d l a s t y e a r . You are now l o o k i n g 
a f t e r the b u s i n e s s . You have got two c o u n t r y houses 
and t h r e e houses i n the c i t y . You have got f o u r c a r s . 

But my r e a l name i s Ba b u l Das. F a t h e r ' s name was 
H a r i p a d a Das. He i s v e r y much a l i v e and k i c k i n g , and 
he i s a worker i n a j u t e m i l l . We l i v e i n a slum. We 
have t r o u b l e p a y i n g the r e n t 2 g e g u l a r l y . I go about i n 
bare f e e t l i k e a hungry .'dog. 

Oh you i d i o t . Do work f o r my p a r t y f o r a y e a r , and you 
w i l l get resuItsvreadily. 

W i l l t h a t be so, Guru? Am I to b e l i e v e you? 

You must do what I ask you to do. 

I w i l l do i t . 

You must l e a r n what I want you to l e a r n . 

I w i l l l e a r n i t . 

Then, l e t ' s s t a r t from today. 

S t a r t t o d a y — b u t what i s t h i s i t has s t a r t e d r a i n i n g . 

That i s a l l f o r the b e t t e r . What do you see under 
t h a t t r e e ? 

A g i r l i s s t a n d i n g t h e r e under an u m b r e l l a . 

Ivy, the daughter o f Shankar C h a t t e r j e e , the b a r r i s t e r . 
She i s out w i t h her e l d e r b r o t h e r i n t h e i r f a m i l y 
c a r . That young-chap has gone somewhere, d r o p p i n g her 
h e r e . 
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How c o u l d you know so much? 

KALYAN-

BABUL-

KALYAN-

BABUL-

Shut up! Do as I t e l l you." The g i r l i s coming i n s e a r c h 
of a t a x i , t h i s s i d e . You walk i n the r a i n , g e t 
drenched, and the n t a k e s h e l t e r under h e r u m b r e l l a . 

And then? 

The n e x t s t e p — l e a v e i t to me. Don't d e l a y . The 
g i r l i s coming. 

H a i l to Thee, Guru. 
( E x i t s ) 

P.57 

KALYAN- Anjan, you a r e t r y i n g to f i n d me o u t . I f I am caught 
I w i l l be handed over to the p o l i c e , ( l a u g h s ) K a l y a n 
Bannerjee i s dead. He w i l l n ever be found. But I am 
k e e p i n g a w a t c h f u l eye on Anja n . I know t h i s t o o , t h a t 
Manjusha,. a f t e r s e l l i n g h er f a t h e r ' s c o u n t r y house i s 
now l i v i n g w i t h t h e f a m i l y o f Maheshbabu. I know too 
t h a t Shankar C h a t t e r j e e , the b a r r i s t e r , i s a m u l t i 
m i l l i o n a i r e . And so no I am not go i n g to d i v u l g e 
my p l a n . L e t the dream l i e w i t h i n me. 

( E x i t s ) 

E n t e r s I v y , w i t h the u m b r e l l a over h e r head. 

Dada never c a r e s to t e l l me what he i s go i n g to do. He 
s a i d to me "Come back and s t a n d under the t r e e , and I 
w i l l come and p i c k you up a t the r i g h t moment." How 
b o t h e r i n g — i t i s p o u r i n g out now..I c a n ' t see anybody 
n e a r — T a x i I t a x i — c o u l d n ' t h e a r me now what t o do- — 

A l l o f a sudden B a b u l e n t e r s , g e t s h o l d o f t h e u m b r e l l a 
and s a y s . . . . 

BABUL- Come w i t h me. 

IVY- Who a r e you? L e t go of my u m b r e l l a . 

BABUL- Don't you be t r o u b l e s o m e — M a i r e e — I c a n ' t get drenched. 

IVY- I w i l l c a l l a p o l i c e m a n . 

BABUL- Do t h a t l a t e r — N o w l e t us go. 

IVY- No, I won't go. 

BABUL- You have got t o , my p r e t t y . 

IVY- Oh, who i s t h e r e to h e l p me? 

BABUL- No one here to h e l p you. 
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A l l o f a sudden, K a l y a n , w i t h a r a i n c o a t on, e n t e r s and 
grabs B a b u l by the back of the neck and s a y s . . . 

KALYAN- Here i s somebody to h e l p h e r — y o u i d i o t — 

P.58 BABUL- ( F r e e i n g h i s neck from the g r i p ) H a i l Guru-(runs away) 

KALYAN- Run a w a y - t h e n — - y o u a r e saved today. I am n o t c a r r y i n g 
my r e v o l v e r today. 

IVY- Many thanks to you. You saved me today. What happened? 
What are you l o o k i n g a t i n t h a t way? 

KALYAN- No, t h a t i s n o t h i n g — T a x i — T a x i — s t o p ! you p l e a s e g e t 
i n . 

IVY- Do p l e a s e come w i t h me. 

KALYAN- No, no, I have t o — 

IVY- You must come. My daddy w i l l be p l e a s e d to l e a r n t h a t 
you saved me'from t h e c l u t c h e s of a h o o l i g a n . Come, 
p l e a s e . 

( E x i t s ) 

KALYAN- (Takes out a p i e c e of paper from h i s p o c k e t , and throws 
i t away) A n j a n ! ! Now your paradise is lost. I mean 
you have b i d a d i e u to your heaven, ( l a u g h s ) 

( E x i t s ) 

ACT I I , SCENE I I — The drawing room of Maheshbabu's house.* 

Manju e n t e r s , d r e s s e d i n a t o r n , d i r t y s a r i , and says i n a 
d i s t r e s s e d v o i c e . . . 

MANJUSHA- B i d d i n g a d i e u to heaven, I have now come to h e l l . I 
don't know how l o n g I w i l l be a b l e to c a r r y t h i s burden 
o f l i f e . Sometimes I f e e l t h a t i t i s b e t t e r to d i e 
than to l i v e . •' 

E n t e r s , Maheshbabu, w i t h a gunny sack. 

MAHESH- No, Manju.' I t i s not b e t t e r . 

MANJUSHA- What i s n o t b e t t e r , Jamaibabu? 

MAHESH- That word ' b e t t e r ' , now-a-days good means bad. 

MANJUSHA- What a r e you d r i v i n g a t ? 

MAHESH- T e l l i n g t h e t r u t h . T e l l me what good s t u f f you get 
t o d a y — r i c e , p u l s e s , f i s h e s , meat. But l o o k a t the ^ 
p r i c e ! ! C u t - t h r o a t p r i c e s - a s i f money i s t h a t cheap. 
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MANJUSHA- Very s t r a n g e ! 

MAHESH-

MANJUSHA-

P.60 MAHESH-

MANJUSHA-

MAHESH-

N o t h i n g i s s t r a n g e . I am a l i t t e r a t e u r . Send me to 
any p l a c e , t o the meadows, to the b a z a a r , t o the p o r t s 
and c i t i e s — I w i l l f i n d out the r i g h t t h i n g . 

What i s the r i g h t t h i n g ? 
2 

C h a r a c t e r s . 
I t appears t h a t , i n t h e l o n g r u n , you w i l l go mad. 

Not o n l y me, Manju. So many o t h e r s i n B e n g a l w i l l run 
mad i n t h e l o n g r u n . Y e s t e r d a y something h a p p e n e d — 
would you l i k e t o l i s t e n t o i t ? 

MANJUSHA- T e l l me 

MAHESH- G e t t i n g down from the bus, I was p r o c e e d i n g towards 
R a b i n d r a Kanan . Suddenly a gentleman s t o o d b e f o r e me 
and s a i d "My s a l u t e t o you, babu". I t o o s a l u t e d but 
I c o u l d n o t f i n d t h a t gentleman. 

MANJUSHA— —A funny i n c i d e n t , i n d e e d . 

MAHESH- L i s t e n . I l o o k e d and l o o k e d and t h o u g h t — w h o might t h i s 
gentleman b e — w h e r e d i d I meet him b e f o r e , e t c . . Sudden
l y t h e man s a i d , "Can't you r e c o g n i s e me,...I am S a t i s h . " 

MANJUSHA- And then? 

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

P.61 MANJUSHA-

MAHESH-

I remembered e v e r y t h i n g . But I was s u r p r i s e d t o see the 
p a i r o f shoes on h i s f e e t . 

But, why so? 

That p a i r of shoes must have c o s t him a t l e a s t Rs.40. 

But t h a t does n o t m a t t e r t o you, does i t ? 

You t e l l me i t does n o t m a t t e r , do you? The man h i m s e l f 
i s worth Rs. 40. 

Jamaibabu!! I 

F a s h i o n — f a s h i o n . The poor B e n g a l i s a r e drunk w i t h f a s h 
i o n s . Even i f th e y use a n a p k i n t o wear when th e y a r e a t ^ 
home, th e y must go out d r e s s e d i n t y r e l e n e , t y r e c o t t , e t c . 

You have t o l d t h e t r u t h . 

I n o t o n l y want t o say the truth-^^— you know? I want t o 
w r i t e about i t . I w i l l s i t and w r i t e , a f t e r coming back 
from t h e b a z a a r . Do you know who imported t h i s f a s h i o n ? 
From B r i t a i n , America, F r a n c e — the c a p t a i n s o f c a p i t a l 
ism, t h e y want t o s t o p s o c i a l i s m and communism by i n 
f e s t i n g ^ the whole w o r l d w i t h t h e p o i s o n o f f a s h i o n , 
l u x u r y . 
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MANJUSHA- When w i l l you go -to t h e market? 

MAHESH- Oh, I am g o i n g . L e t me come back from the m a r k e t — b u t 
what was^I t h i n k i n g of,...now, I remember...Have got 
to buy a s a r i f o r you. 

MANJUSHA- No, Jamaibabu. 

MAHESH- Why not? 

MANJUSHA- Don't b r i n g a s a r i f o r me. 

MAHESH- But your s a r i i s v e r y t o r n . 

MANJUSHA- She whose l i f e i s v e r y t o r n , what harm i s t h e r e i f h e r 
s a r i i s t o r n too? 

MAHESH- I u n d e r s t a n d . Your d i d i must have s a i d something to 
you. 

MANJUSHA- You c a n ' t blame d i d i — y o u a r e spe n d i n g a l o t o f money 
on me. 

MAHESH- The money you brought by s e l l i n g your c o u n t r y house, 
doesn't t h a t money a l s o have to be taken i n t o account? 

MANJUSHA- P l e a s e don't mention i t . 

MAHESH- Why s h o u l d n ' t I mention i t ? A r e we,to put a s i d e a l l 
t r u t h s and... 

P.62 E n t e r s , A n j a n . 

ANJAN- And s t i c k t o o n l y t h a t which i s f a l s e . 6 

MANJUSHA- Anjanda. 

MAHESH- Your Anjanda l o o k s l i k e he i s n o t k e e p i n g i n good 
h e a l t h — i s i t not so? 

ANJAN- No, Jamaibabu—my h e a l t h i s q u i t e O.K. 

MAHESH- My dear b r o t h e r - i n - l a w , don't t e l l me wh i t e l i e s . 

MANJUSHA-
ANJAN- Jamaibabu. 

MAHESH- Not o n l y you, my dear Salababu. The pe o p l e o f the 
whole c o u n t r y have extended t h e i r necks t o the s l a u g h t e r 
house o f f a l s e h o o d . No one t a l k s f r e e l y , and open-
mindedly to o t h e r s . A l l t a l k i s f a l s e , a l l s m i l e s a r e 
a r t i f i c i a l . 
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ANJAN- I t has got to be so, jamaibabu. I t i s due to the 
unbalanced s o c i e t y , t h a t the r o y a l gate of t r u t h has 
.been c l o s e d to e v e r y mind. Fathers-; mothers, t e a c h e r s , 
s t u d e n t s , even husbands and wives are k e e p i n g each 
o t h e r ' s company - w i t h a l a r g e gap i n between. T h i s 
has c r e a t e d a dangerous gap > i n s o c i a l l i f e . 

MAHESH- Right, you are right. 

ANJAN- And t a l k i n g about h e a l t h How c o u l d p e o p l e be i n good 
h e a l t h — t h e c o u n t r y i s f l o o d e d w i t h a d u l t e r a t e d s t u f f 
People are e a t i n g and d r i n k i n g p o i s o n to commit s u i c i d e -
but they do not d i e - — e v e n the p o i s o n I s a d u l t e r a t e d . 

. Y MAHESH- ( l a u g h s ) 

P.63 MANJUSHA- I t i s about noon n o w — t h e market w i l l be c l o s e d . 

MAHESH- W a i t - l e t me l a u g h t i l my h e a r t ' s c o n t e n t . A new theme 
f o r my l i t e r a t u r e p o r t r a y i n g l i f e — a d u l t e r a t i o n i n 
p o i s o n too, ( l a u g h s ) 

E n t e r s , Manimala 

MALA- W e l l , w e l l , w e l l . . I say, I f i n d h e r e a l o t o f l a u g h t e r . 
But are you g o i n g to e a t your r i c e , o n l y w i t h s a l t ? 

MAHESH- But d i d n ' t you t e l l me a l i t t l e w h i l e ago t h a t you had 
p o t a t o e s , e g g - p l a n t s , o n i o n s , e t c . — o n l y t h e r e was no 
f i s h . 

MALA- But how can one eat cooked r i c e , w i t h o u t f i s h ? F i e — 
l o o k i t i s almost noon n o w — I say, Manju-you wretched 
g i r l - c o u l d n ' t you remind him to go to the market? 

MANJUSHA- I t o l d him many times, d i d i . 

MALA- You never c a r e d to t e l l h i m — I know. Your mind i s 
n o t h e r e , but somewhere e l s e . You c a r e v e r y l i t t l e f o r 
l o o k i n g a f t e r h o u s e h o l d a f f a i r s . 

MAHESH- Why do you blame her? 

MALA- F o r what wrongs she has done m e - l i k e a b o l t from the 
b l u e . We c a n ' t even manage our own h o u s e h o l d - w i t h a l l 
the f i n a n c i a l d i f f i c u l t i e s we have-and she came as 
a n o t h e r weighty burden. 

ANJAN- What a r e you t a l k i n g about, d i d i ? 

MALA- I am t e l l i n g t h e t r u t h - t h e r i g h t t h i n g s , A n j a n . I 
r e f u s e to c a r r y a n o t h e r man's burden anymore. 

MAHESH- I s n ' t Manju your s i s t e r ? 



- 3 3 5 -

MA.LA-
P.64 

MANJUSHA-

MALA-

MAHESH-

MALA-

ANJAN-

MALA-

MAHESH-

MALA-

T h i s w r e t c h g i r l 
has brought my soap out from the a l m i r a h to 
S i s t e r s i s t e r , my f o o t . 

f] 
Take c a r e - d o n ' t you use my wash her own c l o t h e s 

soap a g a i n . 

I w i l l never do i t a g a i n , d i d i . 

D i d i - d o n ' t t r y to g e t f a m i l i a r . Such a grown-up— 
y o u t h f u l g i r l — y e t I don't get any c o o p e r a t i o n i n my 
household work. 'I'had a mind to go to the c i r c u s i n 
the Howrah Maidan — b u t t h i s p l a n has been dashed to 
the ground. You wretched g i r l — c a n ' t you even cook 
f o r one evening? 

What a r e you sa y i n g ? I t i s she who cooks everyday from 
the f i r s t day she was he r e . 

You, p l e a s e s t o p — 

I have a p r o p o s a l , d i d i . 

Stop, A n j a n — D o n ' t you t r y to p r e a c h . The k i n d o f 
good you d i d to a l l o f us, n o t even an enemy t h i n k s 
o f t h a t much. K a l y a n , your f r i e n d , — I k n o w — a l l o f 
you are b l u f f e r s . 

Manimala- take t h i s money, and go and f e t c h as much 
f i s h , meat,etc, ,as- you. c.wantoto—but p l e a s e don't 
shout and put me .".in u t t e r s h a m e . — P l e a s e don't d i s g r a c e 
me. 

I f e e l l i k e d y i n g from shame, m y s e l f . Look a t my 
p r e c i o u s h u s b a n d — a new man w i t h a temper. Some 
wretched p u b l i s h e r m i s t a k e n l y bought a book w r i t t e n 
by my p r e v i o u s husband(Mahesh), and now he has some 
money i n h i s p o s s e s s i o n - h e i s showing h i s p r i d e . But 
t h i s i s the end. No one i s go i n g to buy your books 
a g a i n . Why s h o u l d they buy them t e l l me? What a type 
of w r i t i n g . Always w r i t i n g about man s u f f e r i n g from 
wants, and b i g t a l k about r e v o l u t i o n . Not an i d e a o r 
a b i t of e n t e r t a i n i n g , s t u f f . There i s no mention of 
the l o v e theme t h e r e . ' 

MAHESH-

MANJUSHA-
ANJAN-

MAHESH-

T h i s time I i n t e n d to put a l o t o f the love-theme i n 
my w r i t i n g — I am g o i n g to w r i t e about you as my h e r o i n e . 

Jamaibabu. 

I w i l l w r i t e t h a t the most i d e a l woman of modern times 
i s Manimala. Her l o v e i s as deep as the s e a . But a l l 
of h er l o v e i s w i t h money, o n l y . She w i l l do a n y t h i n g 
f o r a h a n d f u l o f money. In h e r l i f e , e v e r y t h i n g e x c e p t 
money i s f a l s e - - h e r r e l a t i v e s , her husband, h e r home-^Q 
e v e r y t h i n g . The o n l y t r u t h f o r her i s money—money— 
money ( E x i t s ) 
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A l l r i g h t . Now t e l l me, Anjan, am I v e r y wrong i n 
i n my e v a l u a t i o n ? You s t e a l , r ob, but i f you have money 
you w i l l be d e c l a r e d n o t g u i l t y , and s e t f r e e . You 
may be a l i c e n c i o u s , - a d e v i l i s h f e l l o w l b u t . i f you:can 
donate some money to some o r g a n i s a t i o n s , you w i l l be 
d e c l a r e d t h e most s a i n t l y man o f t h e c o u n t r y . I t e l l 
t h i s g i r l j ^ c j i g a i n and a g a i n , make paper bags, shave 
b e t e l nuts , k n i t woollens/sweaters,anything-but e a r n 
some money. But t h i s wretched g i r l , does she e v e r c a r e 
to l i s t e n to me? 

I would l i s t e n d i d i — I must l i s t e n . I n o r d e r to b r i n g 
some money to you, I w i l l do whatever you wish , whatever 
you ask me to do. 

Manju! 

Don't you p r e v e n t h e r . I t i s good to r e c o g n i s e the 
v a l u e o f money. Money i s a v e r y v a l u a b l e t h i n g . He 
who has no money, he has n o t h i n g . Take you , f o r 
example, had you been r i c h you c o u l d have h e l p e d Manju 
w i t h money—don't you t h i n k so? To be v e r y f r a n k , was 
i t n ot you t h a t caused t h i s g i r l ' s l i f e to be r u i n e d ? 

D i d i ! 

Manju, d i d i has s a i d the r i g h t t h i n g . I ought to have 
thought about t h i s problem, and I d i d n o t . D i d i has 
done the r i g h t t h i n g by r e m i n d i n g me o f i t . 

But I r e a l l y d i d n ' t mean i t - I o n l y s a i d i t f o r t h e 
sake o f c o n v e r s a t i o n and example. 

What you s a i d i s worth t a k i n g n o t i c e o f and a c t i n g 
a c c o r d i n g l y , Keep t h i s one hundred rupees ( g i v e s 
h e r the money) 

Anjanda! 

What shame! You a r e s t i l l s t a n d i n g i d l y , Manju! You 
c o u l d have o f f e r e d A n j a n a cup of t e a and some snacks. 
Am I to t e a c h you e v e r y t h i n g — e v e n h o s p i t a l i t y ? 

Teach me, t e a c h me, d i d i . B r i n g out your bag o f 
knowledge, knowledge of how to e a r n money, e v e r y 
t r i c k you know—and t e a c h me a l l o f them, one by 
one. But my o n l y r e q u e s t i s — g i v e back Anjan's 
money. 

Why? Is An j a n somebody unknown to us, and I s h o u l d 
r e t u r n t h e money? 

No, d i d i , no. P l e a s e don't r e t u r n i t . F o r g e t Manju's 
words. She does n o t know a n y t h i n g about the r e a l i t i e s 
o f l i f e . Don't you n e g l e c t h e r , t e a c h h e r a l l the 
u s e f u l work. I pro m i s e t h a t I w i l l pay you one hundred 
rupees e v e r y month. 



MANJUSHA-

ANJAN-

P.67 MANJUSHA-

ANJAN-

MALA-

ANJAN-
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Why s h o u l d you pay, Anjanda? Haven't you done everyr: 
t h i n g ' p o s s i b l e f o r me? The storm which blew over my 
l i f e , that-j^torm a l s o broke branches i n the t r e e o f 
your mind. The f l o o d o f my m i s e r y a l s o o v e r f l o w e d 
t h e bounds o f your h a p p i n e s s . And a f t e r a l l t h i s , why 
sho u l d you waste your money? 

You mad g i r l , I am not r e a l l y w a s t i n g i t . 

What a r e you d o i n g then? 

I am s a v i n g money. 

An j an.' 

By those m i s c a l c u l a t i o n s , t h e r e has been no a d d i t i o n s 
to Manju's s i d e , o n l y s u b t r a c t i o n s — s h e has got to 
have an account on t h e d e b i t s i d e . 

MANJUSHA- No, I won't put up w i t h i t . 

ANJAN- A c c e p t i t , Manju, a c c e p t i t . J o y a n t a Chaudhury of 
'Panch P a i s e r P r i t h i b i ' to s a t i s f y t h e i r whims, ... 
thousands of Manikas o f t h i s c o u n t r y , are l e f t s t a n d i n g 
a t the d o o r - s t e p o f l i f e , u n l i v e d — a c c e p t t h i s l i f e as 
a drama, and do i n g t h a t you must s t a n d w i t h your head 
e r e c t , and p a i n t on the sc e n e ^ o f your s t r u g g l e , the 
b l u e - p r i n t of a new s o c i e t y . 

( E x i t s ) 

MANJUSHA- Anjanda! Anjanda! 

MALA- Look here you wretched g i r l . I f you st o p A n j a n from 
p a y i n g one hundred rupees a month, I w i l l t e a c h you 
a v e r y h a r d l e s s o n , I promise. 

MALA-

MALAY-

P.68 MALA-

MALAY-

MALA-

Malay e n t e r s w i t h a b a s k e t f u l l o f sweets. 

MALAY- Now, where am I to put t h i s ? 

Who! Oh Malay Thakurpo! So you got my l e t t e r i n time? 

Yes, b o u d i . A f t e r g e t t i n g your l e t t e r , I came h e r e . 

You have done t h e r i g h t t h i n g . I was t h i n k i n g t h a t — 

My, my, won't you take t h i s b a s k e t o f sweets f i r s t ? 

O.K. Give^^hem to me. I hope t h a t you have brought 
Sar Bhage from K r i s h n a g o r e . 

MALAY- Yes, b o u d i . Take t h i s t e n rupee n o t e t o o . ( g i v e s her 
the money) 
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But why t h e money? 

F o r p r e p a r i n g meat c u r r y f o r d i n n e r here t o n i g h t . 

Meat c u r r y ! 

Yes, b o u d i — I am f e e l i n g l i k e h a v i n g t h e e x c e l l e n t 
meat c u r r y which you can cook, and 

and what, Malay Thakurpo? 

I w i l l t e l l you l a t e r . 

O.K. T e l l me a f t e r w a r d s . But t h e i n g r e d i e n t s f o r t h e 
meat c u r r y must be p r e p a r e d b e f o r e — s h o u l d s t a r t now 
to p repare f o r meat c u r r y , the g i n g e r j u i c e , o n i o n 
p a s t e , c h i l i p a s t e , e t c . I say, g i r l , a r e you l i s t e n i n g 
to what I am sa y i n g ? 

Oh! Yes, d i d i , I was l i s t e n i n g . 

I s she your s i s t e r ? 

Y e s — h a v e a good l o o k a t h e r . 

I have l o o k e d c a r e f u l l y , b o u d i . 

I s she O.K. f o r the job? 

Of c o u r s e . When she i s under my charge, t h e r e 
i s no escape. I w i l t make her a jewel within a 
month. 

What i s t h i s gentleman t a l k i n g about, d i d i ? 

S o r r y — I have f o r g o t t e n t o i n t r o d u c e him to you. Here 
i s Malay R o y — t h e famous d i r e c t o r . He i s well-known 
i n the t h e a t r e and f i l m w o r l d . He w i l l t e a c h you 
the a r t o f a c t i n g . 

A c t i n g , oh God! a g a i n a c t i n g ? 

T h i s time n ot i n 'Panch P a i s e r P r i t h i b i ' . 

F o r F i v e Thousand rupees per month'. 

You don't mean i t . 

Yes, b o u d i , I mean i t . I c a n ' t f i n d my h e r o i n e . 

But I won't a c t a g a i n . 

Won't a c t ! You have got to a c t a g a i n . 

D i d i ! 
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L i s t e n , Manju.' Now-a-days one c a n ' t s u r v i v e w i t h o u t 
a c t i n g . There i s no o t h e r way out. J u s t l o o k and see, 
many housewives and daugh t e r s o f good f a m i l i e s o f modern 
Bengal a r e go i n g out by the back door and a c t i n g , i n so 
many w a y s — e v e n i f they don't a c t u a l l y a c t on the p u b l i c 
stage.15 ( E x i t s ) 

Oh God.' Where I am p l a c e d n o w — t h e sea b e h i n d and a 
mountain i n f r o n t . 

Don't you worry Manju. I w i l l make a f o u n t a i n f l o w o v e r 
the mountain f o r you. (Holds Manju's hands) 

What i s t h i s ! ? Why a r e you h o l d i n g my hands? L e t go o f 
my hands. (t a k e s her hands back) 

( l a u g h s ) No harm i f a d i r e c t o r h o l d s your hands. In 
f u t u r e he may e v e n — 

Stop. P l e a s e go away from h e r e . 

You don't know, Manju, what type of man I am. I am 
no t t h a t type of man. 

I don't know your t y p e ? — I know v e r y w e l l — 

Man j u.' 

One who l i v e s i n the water knows w e l l the ways o f t h e 
c r o c o d i l e . One who touches f i r e knows the he a t too. 
Should I t e l l you something, Malaybabu? 

But you don't know me— 

I know your type p e r f e c t l y w e l l , Malaybabu. Men of your 
t y p e w h i s t l e when they see g i r l s g o i n g to s c h o o l s and 
c o l l e g e s , they make r i n g s of c i g a r e t t e smoke when they 
see a g i r l , and you a r e one o f them who goes h u n t i n g 
women a l l over the c o u n t r y s i d e . You a r e a second e d i t i o n 
of J o y a n t a Chaudhury, the viHian o f 'Panch P a i s e r 
P r i t h i b i ' . 

( E x i t s ) 

A v e r y a t t r a c t i v e g i r l — s h e w i l l be v a l u e d much. But 
no f e a r , no f e a r . I f I want to make her f a l l i n t o the 
ne t , and want to f o l d the n e t ux>...there must be a third 
hand...(laughs) 

( E x i t s ) 

ACT I I , SCENE I I I — K a b i t a C o t t a g e * 

E n t e r s , I v y , wearing d r a i n - p i p e t r o u s e r s and a Hawaiian 
b l o u s e . 

F a i l e d t o make the third date. Come on time f o r t h e 
f i r s t d a t e , the second date, b u t . . . 
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PROJESH- What happened, Ivy? 

I am g o i n g mad. 

Why? 

Your Champa Chaudhury has n o t y e t come? 

She w i l l be coming. 

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

I don't t h i n k t h a t she w i l l come. What type o f g i r l 
i s she w i t h whom you are c a r r y i n g on t h i s c o u r t s h i p ? 
A g i r l who f a i l s to keep appointments? 

As i f your lover, Anjan, i s a man who keeps h i s word. 
Goutam i s i n f i n i t e l y b e t t e r than him. 

Is daddy back from the c o u r t y e t ? 

No. He w i l l back l a t e today. 

Why? 

He is to meet Miss Kankaria in the Hotel Helen, for 
some contract work. 

Have you seen M i s s K a n k a r i a ? 

Sure. 

What does she l o o k l i k e ? 

L o v e l y . When you l o o k a t her she appears to be l o v e l y , 

Then we a r e to admit t h a t daddy's choice i s good. 

E n t e r s , L o t u s 

LOTUS- She i s h e r e . 

PROJESH-
IVY-

LOTUS-

IVY-

LOTUS-

PROJESH-

LOTUS-

Who? Where? 

She i s t a l k i n g w i t h granddad now. 

Is i t so? Granddad i s becoming q u i t e a problem. 

Dada, I w i l l a l s o l e a r n how to dance. 

Lotus'. 

Why not? You, d i d i , daddy, everyone o f you knows how 
to dance and why s h o u l d n ' t I l e a r n ? I w i l l l e a r n 
the twist dance. 
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When you are o l d enough and m a r r i e d , I w i l l t e a c h 
your w i f e the cabaret dance. 

LOTUS- My w i f e i s a l r e a d y t h e r e . 

PROJESH-
IVY-

LOTUS-

IVY-
PROJESH-

Where? 

Why, a t the camp o f the g y p s i e s . 

L o t u s ! 

LOTUS- I bought b i s c u i t s f o r the l i t t l e Munna. 

PROJESH-
IVY- ( l a u g h t e r ) 

E n t e r s , Champa Chaudhury, i n a t i g h t d r e s s meant f o r 
d a n c i n g . 

CHAMPA-

IVY-

CHAMPA-

PROJESH-
IVY-

CHAMPA-

PROJESH-

CHAMPA-

PROJESH-

IVY-

PROJESH-

CHAMPA-

LOTUS-

How lovely. 

Why so l a t e , Champa? 

You know how t h i n g s a r e th e s e d a y s . 

What happened? 

A p r o c e s s i o n was passing on the s t r e e t , and so t h e r e 
was a t r a f f i c jam. 

D i d you d r i v e t h e c a r , y o u r s e l f ? 

Why n o t — a m I a s m a l l g i r l ? 

I don't mean t h a t , but 

Dada, s h e l v e your c o u r t s h i p f o r the moment. L e t ' s 
put on some music and dance. 

A l l r i g h t . Go ahead. 

Ready. 

One, two three. 

Champa dances w h i l e s i n g i n g . P r o j e s h and Ivy a l s o dance 
w i t h h e r — L o t u s i s t r y i n g to dance. 

P.74 CHAMPA- I w i l l s i n g the song w h i l e d a n c i n g — 
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The Song 

3 
In t h e sweet s p r i n g month of F a l g u n 

weaving the shimmering n e t of dreams 
Came l o v e to t h i s h e a r t , But I d i d n ' t know i t 
The f l o w e r s were d r o p p i n g l i k e showers 

And he came s i l e n t l y 4 

And I c o u l d n ot t e l l him of my l o v e , i n my 
coyness. 

And, oh, when i n the g o l d e n m o o n l i g h t 
The two o f us would meet a g a i n 
On the f l o w e r - b e d e c k e d n u p t i a l bed 
And the n i g h t passed w h i l e I c o u l d n ot overcome 

my coyness 
And oh.' I c o u l d n ot draw him to my bosom. 

E n t e r s , Shankerbabu 

SHANKAR- May I come i n ? 

PROJESH- Sure. 

IVY- I f you don't j o i n us daddy, the f u n w i l l n o t be complete. 

LOTUS- I am l e a r n i n g the twist. 

SHANKAR- Very good, very good, my child. You must l e a r n . B u t — 

IVY- L e t me i n t r o d u c e , daddy. Daddy, she i s M i s s Champa 
Chaudhury. She i s d a d a ' s — 

SHANKAR- I u n d e r s t a n d , my c h i l d . You need n o t t e l l me more. 
I am happy t o see t h a t P r o j e s h has an eye f o r beauty. 

CHAMPA- I must l e a v e now, Ivy—bye, bye. 
( E x i t s ) 

SHANKAR- The g i r l i s v e r y sweet. 

PROJESH- She l o o k s v e r y much l i k e M i s s K a n k a r i a . 

IVY- What was the v e r d i c t g i v e n today on the ca s e you had 
i n c o u r t , daddy? 

SHANKAR- I t was q u i t e funny. In the b e g i n n i n g the judge was 
h e s i t a t i n g , but when I s a i d , "My Lord. I hope you w i l t 
let this l i a r impose on you", the whole t h i n g went 
j u s t the o t h e r way around. B a r r i s t e r Amalendu Sen knew 

. t h a t diamond cuts diamond. I t was a case of Greek 
meeting Greek. I c o u l d win an a b s o l u t e l y f a l s e c a s e . 

E n t e r s Panasar 

PANASAR- No. Shankar. 
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SHANKAR- What do you mean by 'no'? 

PANASAR- You r e a l l y d i d n o t w i n t h e c a s e . 

SHAKNAR- What then? 

PANASAR- You were d e f e a t e d . 

PROJESH-
Iv y - Defeated? 

PANASAR- Yes. To win by f a l s e h o o d and l i e s means to l o s e the 
t r u t h . F a l s e h o o d i s impermanent, but t r u t h i s e t e r n a l . 
Money and fame s h o u l d not be the be a l l and end a l l o f 
l i f e . It is your look out to have the c u l p r i t punished. 

PROJESH-

P.76 PANASAR-

SHANKAR-

IVY-

PROJESH-

LOTUS-
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PROJESH-
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LOTUS-
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PROJESH-
IVY-

PANASAR-

IVY-

PROJESH-

PANASAR-

SHANKAR-

I t means t h a t you must see the c u l p r i t p u n i s h e d . 

L o t u s , ?'.-my." ".child, z&6 ".please s i n g :-once " t h a t :song':about 
the p e o p l e as God. 

No, he won't s i n g . 

We c a r e v e r y l i t t l e f o r your God as p e o p l e . 

We r e f u s e to take any account o f the masses. 

L i s t e n grandpa!. Today a beggar came to beg. I t o l d h i m — 

What d i d you t e l l him? 

I s a i d , "Get out you dog. Otherwise I w i l l shoot you, 
to k i l l . " 

( E x i t s ) 

( a l l laugh) 

You are l a u g h i n g ? 

Do you expect us to c r y ? 

L i s t e n , granddad! We don't c a r e f o r your o l d r o t t e n 
v a l u e s . 

Take c a r e , then you can be d r i v e n away from and d i s 
r e g a r d your f a t h e r - b e f a s h i o n a b l e . 

B a b a ! 5 
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SHANKAR-

PANASAR-

Anyway, a f t e r such a l o n g time, I am l i s t e n i n g to you 
c a l l i n g me 'baba'. 

The word 'baba' i s r u b b i s h . 

T h i s i s a word t h a t o n l y b e f i t s the language o f r u r a l 
f o l k . 

A r e you l i s t e n i n g , Shankar? 

Yes. I am l i s t e n i n g . 

And n o t p r o t e s t i n g ? 

How s t r a n g e ? Why s h o u l d I p r o t e s t ? 

And why s h o u l d n ' t you? B e f o r e your eyes, they a r e 
go i n g to the dogs, and you t h i n k t h a t you s h o u l d remain 
q u i e t ? 

No. But they a r e modern boys and g i r l s . 

Granddad c a n ' t s t a n d t h e modern age and modernism. 

I can st a n d the age, but T c a n ' t s t a n d those who 
dance, l i k e monkeys p u t t i n g the age on t h e i r heads. 

Granddad.' 

You must be on your guard.' T h i s i s not England, but 
I n d i a . Here p a r e n t s and c h i l d r e n have been i n the h a b i t 
of d i s c u s s i n g about t h e o l o g i c a l and m e t a p h y s i c a l t o p i c s 
t o g e t h e r — t h e y have never l e a r n e d t o s i t t o g e t h e r and 
booze. 

T h i s i s t h e o l d o p i n i o n . 

You a r e s a y i n g something t h a t i s p r e h i s t o r i c - P r e -
D r a v i d i a n , even. 

I r e a l l y c a n ' t 

L i s t e n m i n d f u l l y , Shankar. S c i e n c e , a f t e r d e p r i v i n g 
man o f h i s e m o t i o n a l moorings, has brought t o man's 
l i f e a mad tempo. Though many changes were brought 
to s o c i a l l i f e by the b l i n d r u s h f o r p r o g r e s s , y e t 
human n a t u r e has remained p r a c t i c a l l y unchanged. Take 
f o r example, the r e l a t i o n s between men, and w o m e n — i t 
s h o u l d never be c o n s i d e r e d as a s o r t o f b u s i n e s s 
p a r t n e r s h i p , a business partnership. I t i s not a 
r e l a t i o n s h i p which can be t e r m i n a t e d when i t i s r u n 
n i n g a t a l o s s , and to be m a i n t a i n e d when i t i s 
making a p r o f i t . A l l p r o f i t and l o s s a c c o u n t s b o i l 
down to h a v i n g c h i l d r e n . And when you have c h i l d r e n 
l e a r n to be r e s p o n s i b l e f o r your c h i l d r e n and t e a c h 
them to be p r o p e r c h i l d r e n . I f you f a i l i n t h a t your 
c h i l d r e n w i l l be as w o r t h l e s s as my c h i l d . 

( E x i t s ) 
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What a shame. 

IVY- Granddad , as a m a t t e r o f f a c t , has accused our 
f a t h e r . 

SHANKAR- I have made a m i s t a k e . That o l d man s h o u l d not be 
a l l o w e d to s t a y a t K a b i t a C o t t a g e . 

PROJESH- Absolutely moralless. 

IVY- Out of etiquette. 

SHANKAR- T e l l t h e b e a r e r ^ t o make the garden house ready today. 
Tomorrow m o r n i n g — y e s tomorrow morning t h a t o l d man 
must be moved o u t of t h i s house i n t o the garden house. 

Kalyan(Goutam) e n t e r s d r e s s e d i n European s t y l e . He i s 
t w i r l i n g a k e y - r i n g i n h i s hand. 

KALYAN- May I come in? 

SHANKAR- Yes, my boy. Come in, surely. F o r you the door o f 
K a b i t a C o t t a g e i s always open. 

IVY- Why a r e you so l a t e ? 

PROJESH- As i f he has n o t h i n g to do. 

KALYAN- You are right, my friend. 
P.79 I was v e r y busy. My p r o f e s s o r i n England used to 

t e l l me—"Work hard, don't waste time. Time and tide 
wait for no man. Work h a r d , don't waste time. Time 
and t i d e w a i t f o r no man. 

SHANKAR- Just speaking of your professor. Bycthe by, then 
you have s t u d i e d i n England? 

KALYAN- Yes. I r e t u r n e d to I n d i a j u s t a few days ago. F a t h e r 
d i e d . I have a b i g b u s i n e s s to l o o k a f t e r , you know. 

SHANKAR- My blunder, blunder, my boy. I must t e l l you some
t h i n g I have n e a r l y f o r g o t t e n to mention. 

KALYAN- P l e a s e t e l l me. 

SHANKAR- P r o j e s h and Ivy are your f r i e n d s . Don't a d d r e s s them 
as ' a p n i ' but r a t h e r address^.them as 'tumi'. 

IVY- As 'tumi'. Do you understand? 

KALYAN- Yes, I do u n d e r s t a n d . B u t — 

PROJESH- But what has happened friend? 

KALYAN- When I was a b r o a d — 
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Ivy'. Won't you o f f e r some f o o d to our friend? 

KALYAN-

SHANKAR-

KALYAN-

SHANKAR-
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KALYAN-
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KALYAN-
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KALYAN-

IVY-

KALYAN-

P.81 SHANKAR-

No, no, p l e a s e — 

Why are you f e e l i n g shame, my boy. C o n s i d e r t h i s 
p l a c e as your home. T h i s i s what I t o l d you on the 
v e r y f i r s t day you came h e r e . Yes, here i s a p r o p o s a l , 
I want to have a b u s i n e s s r e l a t i o n s h i p w i t h you. 

A very good proposal, kakababu. 

Yes, I:would l i k e to have a d i s c u s s i o n r e g a r d i n g t h i s 
m a t t e r , I mean, I w i l l have a meeting with you. 

Of c o u r s e , I have as my academic s u b j e c t the study 
of commerce. Otherwise I would n o t be a b l e to r u n 
my f a t h e r ' s v a s t b u s i n e s s . 

Come my good friend. L e t us l o o k a t the garden. 

I mean, the flower garden. 

Oh, I see. 

It's a very nice garden. Camellia, black prince, 
California poppy, etc. 

10 

No Ivy c r e e p e r ? 

( a l l l a ugh) 
L e t me go, today. 

Going so soon? Won't you take something? What would 
l i k e to have? Fry of Bhekti fish? 

No. 

C h i c k e n c u r r y ? 

No. 

What about h a v i n g milk?"''''" 

( h o l d i n g I v y ' s hands)Not today, my dear. Another 
day. When I was abroad, I used to take much m i l k . 
Don't mind. Time is up. Let me leave today, Bye-
bye. 

( E x i t s ) 

Look at the discipline he learned from foreign 
c o u n t r i e s . Always smart and busy. Compared to 
Goutam, you a r e j u s t l i k e babies. 
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IVY- I am goi n g to change my style. 

PROJESH- J have changed, b e f o r e . 

P.82 

E n t e r s , Mohan. 

MOHAN- J have also changed. Sir. 

You! Who a r e you? What do you want? 

I am unemployed. I want a j o b . 

Was t h e door-keeper s l e e p i n g ? 

SHANKAR-

MOHAN-

SHANKAR-

IVY-

MOHAN-

IVY-

PROJESH-

MOHAN-

SHANKAR-

MOHAN-

SHANKAR-

MOHAN- • 

IVY-

MOHAN-

No. I t o l d him t o come. While I was coming back 
a f t e r s e e i n g an E n g l i s h cinema, he s t o o d b e f o r e me 
and s a i d . . . 

12 
D i d i m a n i would you engage me as your house s e r v a n t ? 

I t o l d him " I w i l l t e l l daddy about you, but you must 
come to our house a f t e r c h a n g i r g y o u r c l o t h e s , you must 
be i n smart d r e s s . 

But how c o u l d he know our p l a c e ? 

13 

I f o l l o w e d the memsahib 

What k i n d o f j o b do you know, t e l l me? 

I know a l l k i n d s o f j o b s . 

What was your former o c c u p a t i o n ? 
I used t o s i n g songs i n the drama. The l a s t song 
I sang was a,song i n the p l a y 'Panch P a i s e r 
P r i t h i b i ' . 

C o m e — g i v e us a song. 

L i s t e n 

The Song 
They a r e awakening-they a r e awakening. 
When i n t h a t damp room o f the slum, g o i n g w i t h o u t 

food 
With no m e d i c i n e to t r e a t him w h i l e i l l . 
The boy d i e d . J u s t a t t h a t moment 
The babu, r e s i d i n g i n the s e v e n - s t o r i e d house, 

c a l l e d h i s b e a r e r and s a i d . . 
Put on the neon l i g h t 
Send t h e g i r l ^ 
And open t h e wine b o t t l e • 
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PROJESH- Get out! 
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He c o n t i n u e s w i t h t h e song 

MOHAN- So th e f i v e p a i s a worth w o r l d i s angry and i s 
u p r i s i n g 

And they a r e do i n g so i n a determined way 
And the mad dogs o f a decadent economic system 

are r u n n i n g away w i t h t h e i r t a i l s 
between t h e i r l e g s . ^ 

And they a r e r i s i n g u p — r i s i n g up. 
( E x i t s ) 

IVY- So the man came, not to seek a j o b . 

SHANKAR- Don't you b e l i e v e t h e se low-born men, t h e s e dogs. They 
. They.have'occupied e v e r y t h i n g - f h e s t r e e t s , the tram-
c a r s , , the buses, e t c . . You c a n ' t even walk on the 
pavements because they occupy them. 
L i k e so many she-hogs t h e i r females a r e g i v i n g b i r t h 
to innumerable children—they w i l l t u r n the whole 
c o u n t r y i n t o a slum. 

E n t e r s , Anjan. 

They w i l l n o t be a b l e to do so, u n c l e . 

You I 

ANJAN-

SHANKAR-

ANJAN- I s a i d the c o r r e c t t h i n g . You have the p o l i c e , the 
army, the r i f l e s and the cannons under your c o n t r o l . 
Why don't you d e s t r o y t h e m - t h e s e ^ l o w - b o r n s - j u s t use 
heavy cannon f i r e . 

SHANKAR- You t o o , you want to support them? 

ANJAN- I not o n l y support them, I am one o f them. 

SHANKAR- Immediately, g i v e up t h a t p a r t y , Anjan. 

ANJAN- I t i s not p o s s i b l e . 

IVY- Why i s n ' t i t p o s s i b l e ? 

PROJESH- You a r e w e l l - e d u c a t e d , a r e n ' t you? 

SHANKAR- You must take my a d v i c e i n t o a c c o u n t , A n j a n . 

ANJAN- I have done so, kakababu. In my v e i n s f l o w s the b l o o d 
o f the r e v o l u t i o n a r i e s . 

SHANKAR- Anjan.' 

ANJAN- I was b o r n i n t o a poor f a m i l y . S t a n d i n g l i k e a dog 
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ANJAN-

SHANKAR-

IVY-

PROJESH-

ANJAN-

PROJESH-

ANJAN-

PROJESH-

ANJAN-

PROJESH-

1 ANJAN-

IVY-

ANJAN-

IVY-

b e f o r e the d u s t b i n — I can see what the upper s t r a t a 
of s o c i e t y i s d o i n g . 

Anjan Bannerjee has changed h i s o p i n i o n s , I see. A l l 
r i g h t , today I am busy. P r e o c c u p i e d with^ghe case 
which w i l l be judged i n t h e Bufdwan.Court . I have 
got to win, by hook o r by c r o o k . Now l i s t e n , Anjan'. 
You a r e the son o f my f r i e n d — I have some dreams r e 
g a r d i n g you. But w i t h what I found o u t t o d a y — a m I 
to b a n i s h those dreams? 

Kakababu! 

Don't fear, my boy. A r e you now f e e l i n g t e r r i b l y 
a f r a i d ? N o — n o , don't f e a r — I am not making any 
f i n a l settlement. ( P u t t i n g h i s hands on Anjan's back) 
I know you a r e a f i n e boy, and t h a t you have s u d d e n l y 
l o s t your head—anyway I v y, my dear girt—make Anjan 
u n d e r s t a n d my p o i n t , the wishes o f Shankar Narayan 
C h a t t e r j e e — d o i t , my c h i l d (Laughs) 

( E x i t s ) 

19 Are you r e a l l y a communist? 

How s t r a n g e , the s o n c o f r a \'bhadralok ,20 can never be 
a communist, and A n j a n c a n ' t be a communist. 

P r o j esh'. 

To h e l l w i t h t h e se arguments, brother, why do you 
i n d u l g e i n these u s e l e s s t r o u b l e s ? Come w i t h me. 

Where to? 

To the camp of the g y p s i e s . Today they s i n g and dance. 

What do you mean? 

Come, friend. I w i l l show you something which w i l l 
remind you o f Bagdad o f the A r a b i a n N i g h t s , and the 
songs w i l l make you f e e l you a r e i n P e r s i a . 

( E x i t s ) 

Who has he r e f e r r e d to? 

He i s r e f e r r i n g to S a n i a . 

Who i s Sania? 

The gypsy g i r l . A group o f g y p s i e s have s e t up t h e i r 
camp n e x t t o our garden. The g i r l i s v e r y se...(wanted 
to say s e x y ) — I mean, what you call 

ANJAN- What i s amiss? 
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IVY- L e t us f o r g e t i t . . . H a d you been here a b i t e a r l i e r 

I c o u l d have i n t r o d u c e d you to Goutam. He i s a son'.. 
of a v e r y r i c h man. Recent foreign returned. 

ANJAN- Oh.' 

IVY- A r e you ap p r e h e n s i v e ? 

ANJAN- Why? 

IVY- By h e a r i n g what daddy has j u s t s a i d ? 

ANJAN- I t u r n e d a deaf e a r to what your daddy's words were. 

IVY- Why? 

ANJAN- Because I was t h i n k i n g , and I am s t i l l t h i n k i n g . 

IVY- T h i n k i n g o f what? 

ANJAN- My thoughts roamed about from heaven to the n e t h e r w o r l d . 

IVY- Come, l e t ' s go. Drop the p o l i t i c a l d i s c u s s i o n s , 
Come 

ANJAN- Where to? 

IVY- L e t ' s go to Gaurer Math, and walk a w h i l e . 

ANJAN- NO I 

I v y - Why, no? 

ANJAN^ I am not f e e l i n g l i k e i t . 

IVY- What a r e you s a y i n g , Anjan? You don't f e e l a storm 
r i s i n g i n your mind, f o r p o s s e s s i n g me? 

ANJAN- There i s no c l o u d — h o w c o u l d t h e r e be a storm coming? 

IVY- O.K. I w i l l make a c l o u d r i s e i n your mind. 

ANJAN- How? 

IVY- With a l i t t l e s m i l e , w i t h a l i t t l e b i t o o f song, and 
w i t h a l i t t l e t o u c h i n g . 

ANJAN- Ivy? 

IVY- Are you f e e l i n g a f r a i d ? Why? You a r e a man—don't 
you want to enjoy l i f e ? Don't you want to t a s t e 
n o v e l t y ? Haven't you been c h a r m ^ ^ y s e e i n g the f i r s t 
Kadam f l o w e r blooming on the t r e e ? 

ANJAN- I am a b i t d i f f e r e n t , I v y . In r e n u n c i a t i o n r a t h e r than 
enjoyment I get p l e a s u r e . I p r e f e r w o r s h i p to b e i n g 
w orshipped. 
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You are r a t h e r a coward. 

You can even c a l l me an o l d man. 

Even now, I am s t i l l giving you a chance... 

Your chance i s not a chance, but by chance. And I 
have not l e a r n e d to r u s h madly, b e i n g drunk w i t h 
by chance. My f a t h e r was a f r i e n d of your f a t h e r . As 
a r e s u l t o f t h e i r promise, you a r e my b e t r o t h e d , would-
be b r i d e . So I r e q u e s t t h a t you be a pr o p e r woman, and 
don't a s p i r e to be a queen. 

An j an'. 

F o r e v e r the males have been b e g g i n g b e f o r e f e m a l e s , to 
get rewards from t h e i r n a t u r e - g i v e n sweetness and 
gra c e . The coyness i s f o r women—the p r e s t i g e i s f o r 
the man; the wayward mind o f the man, b u i l t up a sweet 
p e a c e f u l home under the s o f t shadow o f the bene
d i c t o r y h e a r t o f women. But when women g i v e up t h e i r 
t r u e n a t u r e , and go beggin g f o r l o v e from m a l e s — 
the l o v e ^ c e a s e s to be n e c t a r , but r a t h e r i t t u r n s i n t o 
p o i s o n . 

( E x i t s ) 

Has A n j a n r e a l l y t u r n e d i n t o a communist? I f t h a t i s 
so. . . t h e n , no, no, I am wrongly d o u b t i n g him. He i s 
a n i c e boy. He doesn't u n d e r s t a n d what l o v e i s . I w i l l 
make him un d e r s t a n d t h a t my d e s i r e to have and p o s s e s s 
you i s what modern l o v e i s . 

( E x i t s ) 

ACT I I , SCENE IV — By the s i d e o f the Ganges(Hooghly) R i v e r . * 

E n t e r s , B a b u l — d r u n k . . . 

BABUL- Modern l o v e . ( l a u g h s ) You b l o o d y f o o l , modern l o v e . 
You can buy i t f o r f o u r rupees a k i l o . I f you can 
buy i t a t two rupees you g e t one k i l o e x t r a - g r a t i s . 
( t a k e s a n o t h e r d r i n k ) . No, I t o l d him "You son o f a 
swine—my dear Gopichand, take more money i f you l i k e , 
I don't c a r e — b u t you must g i v e me good s t u f f . " That 
son o f a b i t c h — i n s t e a d o f g i v i n g me good s t u f f , he 
gave me something a d u l t e r a t e d . 

E n t e r s , Mahesh. 

MAHESH- ( l a u g h s ) You have s a i d something, e x c e l l e n t . 

BABUL- What something, s i r ? 

ANJAN-

IVY-

ANJAN-

IVY-

P.87 ANJAN-

IVY-
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MAHESH- The word '-pure '• a d u l t e r a t i o n . 

BABUL- Who a r e you, s i r ? 

MAHESH- I am a w r i t e r . 

BABUL- Don't t e l l a l i e . You a r e an I . B . 1 . 

MAHESH- No, no believe me, sir. 

BABUL- You a r e c a l l i n g me s i r . Me s i r ? ( l a u g h s ) 

MAHESH- What i s amiss? 

BABUL- Even i f we wear c l o t h e s made of t y r e c o t t and t y r e l e n e 
we remain unchanged. 

MAHESH- Are you d r i n k i n g ? 

BABUL- Don't you b e g i n by a s k i n g me such a p e r s o n a l q u e s t i o n -
I w i l l not o b l i g e to answer you. 

MAHESH- I beg to be excused (about to l e a v e ) 

BABUL- Please listen, sir. 

MAHESH- Go ahead. 

BABUL- What a r e you l o o k i n g f o r ? 

2 

MAHESH- I am l o o k i n g f o r c h a r a c t e r s . 

BABUL- What do you mean? 
3 

MAHESH- I am c h a r a c t e r l e s s . 

BABUL- That mean 

MAHESH- There are no more c h a r a c t e r s i n my stock. 

BABUL- A b s o l u t e l y n o t h i n g ? 
MAHESH- There a r e , of cou r s e t h e r e a r e . There a r e q u i t e a l o t . 

I came a c r o s s many c h a r a c t e r s i n t r a i n compartments, 
i n t r a m - c a r s , i n buses, on the s t r e e t s and meadows, 
i n v i l l a g e s , i n markets, i n c i t i e s . . . b u t I c a n ' t put 
them to use because I have exhausted them. The p u b l i s h 
e r s are s a y i n g "Give us l o v e s t o r i e s because the 
demand f o r t e r r i b l e , ^ 1 mean, obscene l o v e s t o r i e s i s 
v e r y h i g h . But 

BABUL- But, why sir? 

MAHESH- I f the w r i t e r h i m s e l f i s not obscene, how c o u l d he w r i t e 
obscene s t o r i e s ? Could you k i n d l y make me i n t o an 
obscene, b a r b a r i c person? 
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BABUL- May I know, sir, whether you are Maheshbabu? 

MAHESH- Yes, But, who are you? 

BABUL- L e t me take the d u s t o f f your feet~*(he does s o ) . 

MAHESH- What i s your name? 

BABUL- B a b u l Das. 

MAHESH- Babul Das. I s n ' t your f a t h e r a j u t e - m i l l — 

BABUL- Worker. You were my p r i v a t e t u t o r . 

MAHESH- Now you a r e i n such a s t a t e ? D i d n ' t you pass the 
h i g h e r secondary examination? 

BABUL- (l a u g h s ) B a b u l Das i s educated, no doubt . . . H i s f a t h e r 
l a b o u r e d h a r d and underwent h a r d s h i p s to make him an 
educated young man—and had B a b u l Das had the o p p o r t 
u n i t y . . . . no, n o . . . t h a t Babul Das i s dead. Now I am 
unemployed, a w a s t e r , a l o a f e r , a h o o l i g a n who jls 
now b a n i s h e d from the c o n f i n e s o f c i v i l i s a t i o n . 

H o o l i g a n ! 

S i r , s i r , you p l e a s e go away. You were my t e a c h e r and 
you taught me f i n e e t h i c a l l e s s o n s . . . b u t today, I t h i n k , 
had I n o t been taught those t h i n g s , I would have taken 
to h o o l i g a n i s m more e a s i l y . I would have l e a r n e d to 
p i c k p o c k e t s more e a s i l y and e a r l i e r . 

MAHESH- Do you f e e l proud o f b e i n g a man f o l l o w i n g the wrong 
way? 

BABUL- Mastermahasaya (teacher).' I am k e e p i n g m y s e l f s t r a i g h t 
by f o l l o w i n g the wrong way. I would have been a l l 
the more wretched, r e a l l y bad, had I s t u c k to the s o -
c a l l e d r i g h t way. 

MAHESH- B a b u l ! 

BABUL- My f a t h e r ' s hand was damaged by the machine w h i l e he 
was working i n the f a c t o r y . Then I began to f a c e 
t e r r i b l e h a r d s h i p s and d i f f i c u l t i e s w i t h a younger 
b r o t h e r , o l d f a t h e r , and o l d mother to c a r e f o r . None 
ca r e d to g i v e me a j o b , no one h e l p e d me. I wanted 
to l i v e h o n e s t l y , I a l s o t a l k e d p l e a s a n t l y to p e o p l e , 
but no one wanted to h e l p me. Once I d i d n ' t even 
have f i v e p a i s a s from the pockets o f o t h e r s ; and today 
I am p i c k i n g those p o c k e t s , and^emptying them c o m p l e t e l y . 
I am k e e p i n g w e l l by b e i n g bad. 

MAHESH- I have found i t , I have found i t . I have found the 
new c h a r a c t e r . I w i l l w r i t e today, I w i l l w r i t e about 
you. And I w i l l w r i t e t h a t i f a man wants t o l i v e 
w e l l , by h a v i n g good f o o d and c l o t h i n g , he has got to 
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be bad, he must f o l l o w the wrong p a t h . The i n s t i 
t u t i o n s f o r r e n d e r i n g e d u c a t i o n t o the peo p l e must 
be a b o l i s h e d from t h e c o u n t r y s i d e , and i n s t i t u t i o n s 
f o r t e a c h i n g p i c k - p o c k e t i n g s h o u l d be e s t a b l i s h e d i n 
t h e i r p l a c e . 

( E x i t s ) 

( l a u g h s ) The t e a c h e r has been taught by the s t u d e n t -
t h i s k i n d o f l e a r n i n g can be c a l l e d o u t - t e a c h e r 
t e a c h e r i n g . 

8 

P.91 E n t e r s Brahmadatta. 
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BRAHMA-

Only ask the grace o f the Guru ( t h i s i s s a i d i n S a n s k r i t ) 

What s o r t o f a chap a r e you? 

J y o t i s h y u n a b e T a n t r a c h a r y a Brahmadatta V i d y a b a g i s h . 

Do you know p a l m i s t r y ? 

Yes, I know i t w e l l . Let me have a look at your palm, 
s i x 1 , ( t a k e s h i s hand) .. .Oh f i n e , . . . 

What i s th e r e ? 

Guru means Guru o f the gods, and who i s the guru o f 
the g o d s — B r i h a s p a t i , and B r i h a s p a t i means 

The day b e f o r e F r i d a y . 

The day a f t e r S a t u r d a y — t h a t i s on Sunday you w i l l 
g a i n something i n e x c e s s . 

Gain? 10 

Yes, ' l o v e ' and ' l o v e ' means b h a l o b a s h a and 'bhalo-
basha means 'progressive ' b h a l o b a s h a . 

Does your r e a d i n g come to be t r u e ? 

I f you ca n ' t b e l i e v e i t , have a l o o k ? a t t h i s hand
b i l l . A h a n d b i l l means a l e t t e r o f p r a i s e , a c e r t 
i f i c a t e . Here i s a l e t t e r from Manaranjan babu o f 
I d i l p o r e — i t s a y s " S i r , your c o u n t i n g i s v e r y t r u e 
I won t h e s t a t e l o t t e r y t h i s month"; Abdul S a l a n from 
t h e v i l l a g e o f Kusum says "your c o u n t i n g i s f e a r f u l l y 
t r u e , s i r . I am s e l l i n g my r a d i o s e t s a t a f a n t a s t j j 
r a t e . " Sukumar Bannerjee o f the v i l l a g e o f Mulgram 
wrote, "In k e e p i n g w i t h your c o u n t i n g , t h e t i r e s o f 
my t r u c k are no l o n g e r u n d e r g o i n g much wear and t e a r " 
Should I r e a d more, S i r ? 

p.92 BABUL- N O , s t o p p l e a s e . 
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S h a l l I g i v e you an amulet? 

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

Amulet? 

Yes, sir. I f you use t h i s amulet the t h i n g s a p a r t from 
you w i l l come near. She, about whom you t h i n k so much 
t h a t your t e a ge t s c o l d , she w i l l come to you w i t h the 
speed of a rocket, w i t h i n seven days. 

12 

What i s the name of "the amulet? 

Apollo XZ^.amulet o r charm. ... c o s t s two r u p e e s . 

Here i s the money you swine o f a c h e a t e r . 

What do you mean? 

Don't I know you? Weren't you a r i c k s h a w p u l l e r when 
you were younger? 

I don't even know the f i r s t a l p h a b e t o f a s t r o l o g y - a n d 
so people can guess i t so e a s i l y . 

Go away, you wretched f e l l o w . 

g 
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You needn't be c r u e l , I am^going away. I am g o i n g 
back home to t e l l my w i f e , "My w i f e , I am f a i l i n 
to c a r r y on w i t h t h i s t r i c k e r y . The p u b l i c has become 
too clever". Most p r o b a b l y I s h a l l have to become 
unemployed T i k e 80 thousand a c a d e m i c a l l y q u a l i f i e d ^ 
e n g i n e e r s , who a r e now g o i n g on w i t h o u t any j o b s . 

( E x i t s ) 

F o r t u n e — h e came to t e l l a f o r t u n e — t h i s s o n - o f -
b i t c h a s t r o l o g e r . Was i t a r r a n g e d by f o r t u n e t h a t 
I s h o u l d have to m a i n t a i n my o l d f a t h e r w i t h one 
arm amputated, by h o o l i g a n i s m , by a c t i n g as agen t s , 
by p i c k i n g p o c k e t s ? 

P r o j e s h 

What are you t a l k i n g about Shobhan? 

Doing acting, friend. 

A c t i n g ! ? 

Yes, as I am p l a y i n g a p a r t i n 'Panch P a i s e r P r i t h i b i ' 

You a r e always busy, g o i n g about from-.place to p l a c e , 
i n d u l g i n g i n t a l k and spen d i n g company time. How do 
you manage to l o o k a f t e r t h e b i g b u s i n e s s ? 

BABUL- Me! Look a f t e r b u s i n e s s — w h y s h o u l d I b o t h e r ! 

PROJESH- T h e n — h o w — 
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There a r e men p a i d f o r d o i n g t h a t . . T h e r e a r e a l o t ^ 
of p a i d men, my friend. My P. A. is an expert g i r l .° 
I f you see h e r , you w i l l c e r t a i n l y l o s e your head. Do 
you want to meet h e r , one day? 

Not now. Later brother. L e t me see t h a t one f i r s t ( n o d s 
h i s head i n the d i r e c t i o n o f Sania) 

Which one? 

That gypsy g i r l , the beauty S a n i a . 

Oh! Not an o r d i n a r y g i r l — t h e v e r y p r o t o t y p e o f a 
h e a v e n l y nymph. 

Shobhan! 

Then would you l i k w to see S a n i a ' s gypsy dance? 

Dance—why a mere dance, why a dance o n l y I would 
l i k e to see 

Something e l s e ? (he l a u g h s ) . 

B e l i e v e me, Shobhan, I have gone mad a f t e r s e e i n g t h a t 
g i r l . Oh, beauty of the wild type, y e t how sweet. 

But s u r e l y you w i l l be g o i n g to the c l u b t o n i g h t , I 
hope? 

Sure. 

M i s s Champa Chaudhury w i l l be t h e r e about t e n . 

L e t her come. You sh o u l d b r i n g a few b o t t l e s o f good 
wine. Here, take my d o n a t i o n o f f i v e hundred r u p e e s -
my d o n a t i o n f o r t h i s month, ( g i v e s him the money)Bi/ 
the by don't you f o r g e t to keep the menu u n a l t e r e d . 

Don't you worry, friend. I am a f r a i d t h a t you r e a l l y 
haven't come to und e r s t a n d t h a t we a r e ' n i g h t ' men. 

Shobhan! 

16 

Simply by the t i m i n g of a f e l l o w ' s f o o t s t e p s , we can 
guess what he i s d e s i r o u s o f . A f t e r s e e i n g the dance 
o f the gypsy g i r l , S a n i a , when you g e t to the c l u b you 
w i l l see t h a t Champa Chaudhury i s t h e r e , abloom, l i k e 
a Champa f l o w e r . You w i l l a l s o see t h a t the r o a s t e d 
c h i c k e n s a r e ready, and a l s o b o t t l e s o f d i f f e r e n t 
c o l o u r s then, a f t e r h a v i n g a d r i n k , you w i l l be a b l e 
to shut your eyes and t h i n k t h a t heaven i s not f a r 
away, but r a t h e r down here a t our f e e t , ( l a u g h s ) 

( E x i t s ) 
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PROJESH- I d i d n ' t know t h a t so much p l e a s u r e c o u l d be had from 
these enjoyments. By having them as my friends, my 
life has changed. Goutam Mukherjee has made me r e a l 
i s e 

E n t e r s , N i g a r Hosan. 

NIGAR- That the whole n o b l e w o r l d i s now w i t h i n your gr a s p 18 

PROJESH- You have s a i d the r i g h t t h i n g , Nigar,Hosan. 

NIGAR- But why are you h e r e , my sweet babu? 

PROJESH- I have come to see you d a n c i n g and to l i s t e n to your 
songs. 

19 

P.95 NIGAR- F o r shame, f o r shame, 

PROJESH- What happened? 

NIGAR- Go away from h e r e , my sweet babu. 

PROJESH- Why? 
NIGAR- A f t e r d r i n k i n g a l l day, we a r e a l l dead drunk now. The 

boys have passed out and the g i r l s have t u r n e d shame
l e s s , b a b u j i . 

PROJESH- Is i t so? 

NIGAR- Yes, my sweet babu! I f you see such a s i g h t you w i l l 
be overpowered w i t h shame. 

PROJESH- ( l a u g h s ) 

NIGAR- Why are you l a u g h i n g , my sweet babu? 

PROJESH- I won't f e e l ashamed. 

NIGAR- My sweet babu! 

PROJESH- I am no l o n g e r a c h i l d , N i g a r Hosan. When you came 
here f o r the f i r s t time I was a c h i l d . Then I used 
to have a keen sense o f shame. Now I have grown up. 
Now I am f r e e from shame, and o t h e r such t h i n g s . 

NIGAR- I u n d e r s t a n d , my sweet babu. 

PROJESH- What have you understood? 

NIGAR- That the w o r l d has undergone r a d i c a l changes. 

PROJESH- N i g a r Hosan! 
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NIGAR-

Yes, my sweet babu,' Gypsy N i g a r Hosan f i r s t came 
here' twenty y e a r s a g o , — y o u were j u s t a t o d d l e r 
When I used to askcyou to come to me, you used to 
r u n :away f e e l i n g b a s h f u l — a n d t h e Memsahib ( r e f e r s 
to P r o j e s h ' s mother) used to s a y . . " N i g a r Hosan, 
your sweet babu i s r a t h e r b a s h f u l . " 

L e t ' s f o r g e t t h i n g s twenty y e a r s p a s t . 

A l l r i g h t , b a b u j i . Now, p l e a s e g i v e me f i v e p a i s a -
w i l l you? 

20 

What w i l l you do w i t h f i v e p a i s a s o n l y ? 

21 
Buy some b i d i s . S i n c e i t r a i n e d the whole day, I 
c o u l d n ' t show any BhanuMati m a g i c — a n d so I c o u l d 
not e a r n even f i v e p a i s a s . 
O.K. I am g i v i n g y o u — 

Very good, my sweet babu. God w i l l b l e s s you, my 
sweet babu. 

But d i d you have any f o o d today? 

N o t h i n g , b a b u j i . 

You don't mean to say t h a t ! 

Yes, b a b u j i . A l l o f them went to have t h e i r d r i n k s , 
but I d i d not take a n y t h i n g . 

What a p i t y ! Going w i t h o u t f o o d the whole day. 

(l a u g h s ) 

N i g a r Hosan! 

Don!:t you make me l a u g h , b a b u j i — y o u have made o l d 
N i g a r Hosan l a u g h . B a b u j i , i s t h i s the f i r s t time t h a t 
I have s t a r v e d ? You don't know how much, money we can 
manage to income by showing BhanuMatir magic. 

You 

I have been s t a r v i n g f o r my whole l i f e span, my sweet 
babu. Somedays I l i v e on two p i e c e s of b r e a d , i f I 
can get them, and t h e ne x t day I l i v e on water f o r 
the whole day. I f t h i s N i g a r Hosan c o u l d manage to have 
two square meals a day, then no, no, babu no more 
u s e l e s s t a l k . Now p l e a s e g i v e me f i v e p a i s a . 

PROJESH- No, not f i v e p a i s a , N i g a r Hosan. Here a r e t w e n t y - f i v e 
r u p e e s , and p l e a s e take them (hands them to N i g a r ) . 

22 
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My h o l y f a t h e r ! T w e n t y - f i v e r u p e e s . Babu, 
throughout my l i f e I have never had the o p p o r t u n i t y 
of s e e i n g t w e n t y - f i v e rupees a t a time. Only i f 
I c o u l d have had t h i s f i v e y e a r s b e f o r e . 

Then what? 

No—my sweet babu. L e t ' s f o r g e t those t h i n g s . I f 
you want to see the dances and l i s t e n to the songs, 
p l e a s e come a f t e r a w h i l e . Meanwhile, spend your 
your time, elsewhere. Even now they a r e s t i l l busy 
w i t h t h e i r d r i n k s . 

A l l r i g h t . I w i l l do so. But I have something more 
to say 

T e l l me, my sweet babu. 

I w i l l g i v e you more m o n e y — a l o t of money—do you 
understand? 

I u n d e r s t a n d . But why s h o u l d you pay me so much :. 
money, b a b u j i ? 

J u s t f o r no r e a s o n . As a m a t t e r o f f a c t , I w i l l 
g i v e you t h i s money to save you a l l from s t a r v a t i o n . 
But take care-—my f a m i l y s h o u l d n ' t know t h a t you a r e 
g e t t i n g f i n a n c i a l s u p p o r t from me. 

23 

Babu j i ' . 

My good man! You needn't be s u r p r i s e d . We have much 
and you have n o t h i n g — I am ready to g i v e you some. 

( E x i t s ) 

T w e n t y - f i v e rupees t w e n t y - f i v e rupees i n the p o s s 
e s s i o n o f N i g a r Hosan, t h e g y p s y — I c a n buy the whole 
w o r l d w i t h t h i s t w e n t y - f i v e r u p e e s , ( l a u g h s ) 

S a n i a , q u i t e h i g h from d r i n k i n g , e n t e r s . 

SANIA- ( l a u g h s ) 

NIGAR- S a n i a ! ( h i d e s the moeny) Why .are you here? 

SANIA- I am he r e to take you away, you o l d man. 

NIGAR- Why? 

SANIA- I want to dance w i t h you. 

NIGAR- For shame—you hussy! 

SANIA- What a p i t y . You a r e showing your temper, you o l d man. 
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NIGAR- Sania1 

SANIA- I am v e r y h i g h , granddad, I am a l s o h a v i n g a s t r a n g e 
f e e l i n g i n my h e a r t . 

NIGAR- L e t ' s go back to the camp. 

SANIA- No. 

NIGAR- Why not? 

SANIA- No, granddad. Here t h e r e w i l l be d a n c i n g and s i n g i n g , 
and by d a n c i n g and s i n g i n g w i t h them I w i l l make my 
wounded h e a r t h e a l t h y a g a i n . 

P.99 NIGAR- Do i t , by all?:means. I am l e a v i n g . 

SANIA- What a p i t y . The o l d man.got angry. 

NIGAR- No, S a n i a . No anger. I w i l l have d r i n k s w i t h 
them. 

SANIA- Granddad! 

NIGAR- Yes, you wench. Gypsy N i g a r Hosan today i s the Emperor 
of the World, ( l a u g h s ) 

( E x i t s ) 

SANIA- The o l d man has been s t a r v i n g the whole day. But I 
am q u i t e h e l p l e s s - - I haven't even got f i v e p a i s a on 
me. My, my, my, I am q u i t e drunk. Now I f e e l 

S a n i a s i n g s and dances 

The Song 

There i s wine i n the cup o f my h e a r t . 
And by d r i n k i n g t h a t wine, a guest i s g o i n g 

about here and t h e r e . 
S e c r e t l y he s t o l e my h e a r t . 
And i n r e t u r n o n l y gave me p a i n 
And the b u l b u l s i n g s i n d i s t r e s s — O h where i s 

my d a r l i n g , where i s my d a r l i n g . 

E n t e r , P r o j e s h . 

PROJESH- E x c e l l e n t ! 

SANIA- Who i s ther e ? Oh i t s you, sweet babu. 

PROJESH- Yes, S a n i a , i t s me. 

SANIA- Why are you he r e , babu. You had b e t t e r go away as 
soon as p o s s i b l e . 
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Why? 

I f anybody sees you he r e , i t w i l l c r e a t e t r o u b l e . 

No one w i l l be a b l e to see us, S a n i a , no one i n the 
darkness o f the e v e n i n g . 

B a b u j i ! 

S a n i a ! 

( b u r s t s out l a u g h i n g ) 

What i s so funny, Sania? 

Are you f e e l i n g v e r y t h i r s t y , b a b u j i ? 24 

W e l l s a i d , S a n i a . I got drunk a t the v e r y f i r s t 
s i g h t of you. I have l o s t the p e a r l o f my h e a r t i n 
the sea-depth o f your e y e s . 

P i c k up t h a t p e a r l , b a b u j i , and go back. 

You're t e l l i n g me to go back?I 

Yes, b a b u j i — I t s i m p l y c a n ' t happen. 

What c a n ' t happen? 

What you want. 

S a n i a ! 

Yes, b a b u j i . You a r e the s c i o n o f a h i g h f a m i l y and 
25 I am o n l y a low-born g i r l , and w i t h I c a n ' t have 

L i s t e n , S a n i a . I am not he r e to use you as a p l a y t h i n g 

Then, why? 

By making you the p e r s o n o f my h e a r t , ornamenting you 
to be so, I w i l l keep t h a t p e a r l of my h e a r t w e l l -
p r e s e r v e d ( h o l d s the hands o f Sania) 

L e t go o f my h a n d s — l e t go o f my hands. ( goes a p a r t ) 

What i s wrong, Sania? 

Now I am dead drunk. My whole body i s under the power 
of s p i r i t s . Now, you p l e a s e go away—my granddad w i l l 
be here any moment now. 

PROJESH- O.K. I am l e a v i n g now. (About to go) 
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SANIA- I f y o u f e e l t h i r s t y , b a b u j i , come a g a i n . 

PROJESH- Sania I 

SANIA- Babuj i . 

PROJESH- I am drunk, t o o, S a n i a . I am drunk now. (Suddenly 
P r o j e s h draws S a n i a to h i s bosom and embraces h e r ) . 

E n t e r s , N i g a r Hosan. 

NIGAR- B a b u j i ! 

(breaks from Sania) Who i s t h e r e ? 

I am N i g a r Hosan. 

Granddad!-

PROJESH 
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SANIA-
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SANIA- . 
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You s t o p , you shameless hussy! You have gone c o m p l e t e l y 
shameless. You a r e f l i r t i n g w i t h the sweet babu, 
behind the back o f N i g a r Hosan. 

Oh what a.1, p i t y . 

Sania I 

Don't you u n d e r s t a n d , o l d man, i t i s not f l i r t a t i o n , 
but l o v e , genuine l o v e ? 

Love, genuine l o v e . 

Yes, my granddad. That sweet babu has t o l d me, " S a n i a 
I am n o t here to make a p l a y t h i n g o f you. I w i l l 
make a queen o f you." 

A g r e a t b l u f f . 

N i g a r Hosan. 

N i g a r Hosan sees e v e r y t h i n g c l e a r l y now, b a b u j i . Now 
I know why you p a i d me t w e n t y - f i v e rupees, and why 
you promised to pay me more, a l o t of r u p e e s — I know 
c l e a r l y . 

— M e — 

By p a y i n g t w e n t y - f i v e rupees you want to buy f l e s h , 
as i f you a r e i n a meat-shop, b a b u j i take back your 
money, take back your money (throws i t a t P r o j e s h ) . 

SANIA- Granddad! 

NIGAR- Get away from h e r e , q u i c k l y , you shameless h u s s y . 
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SANIA- I t i s not me, but you, who a r e shameless. 

NIGAR- Me, shameless? 

SANIA- Not o n l y shameless, b u t a l s o s e n s e l e s s , i n t e l l -
i g e n c e l e s s : — y o u are d e v o i d o f any power o f s e e i n g 
things, r i g h t l y , granddad. And so you f a i l e d to see 
t h i s p r o p e r l y . 

NIGAR- What? 

SANIA- That the s m a l l f l o w e r i n g t r e e you knew, i s now f u l l y 
d e v e l o p e d . And now, how b e a u t i f u l i t i s to l o o k a t 
and what dreams i t dreams-—how f u l l t h i s whole t r e e 
i s w i t h s m i l i n g f l o w e r s . 

( E x i t s ) 

P. 103 NIGAR-
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O.K. You shameless g i r l , 
some l e s s o n s . 

N i g a r Hosan.' 

I have got to t e a c h you 

Count your money, b a b u j i . Only f i v e p a i s a l e s s than 
your t w e n t y - f i v e r u p e e s . 

Why f i v e p a i s a l e s s ? 

I j u s t bought a few b i d i s . 

I f I am to take back the money, I am n o t g o i n g t o 
take even f i v e p a i s a ^ l e s s . Give me back the twenty-
f i v e r upees, whole. 

Babuj i ' . 

You gypsy, N i g a r Hosan! I want even t h a t p a l t r y 
sum of f i v e p a i s a back. I w i l l come he r e a g a i n a t exact
ly?. the;\> same hour. I f you can make the rupees whole 
by adding back the f i v e p a i s a , I w i l l take the money, 
but i f you f a i l to do so, then I w i l l g i v e you another 
f i v e hundred rupees f o r spe n d i n g the f i v e p a i s a . 
Remember, o n l y one n i g h t i s l e f t from today, and t h e r e 
i s a l s o l e s s f i v e p a i s a . 

( E x i t s , l a u g h i n g ) 

I f I f a i l to pay back the f i v e p a i s a , f i v e hundred 
rupees w i l l be p a i d to me. He wants to buy the c h a s t i t y 
of S a n i a f o r f i v e p a i s a , and a f t e r b u y i n g i t , the 
b a b u j i w i l l throw i t away, t h i s h a l f - m i l l i o n worth 
c h a s t i t y , w i t h i n a few days. S a n i a has l o s t hfer head 
and f a i l s t o u n d e r s t a n d , b u t N i g a r Hosan has got to 
be c l e a r - h e a d e d . No, no I don't want any f i v e hundred 
r u p e e s . I w i l l c e r t a i n l y g i v e b a c k — m u s t g i v e back 
to t h a t s w i n e - - f i v e p a i s a . I w i l l t e l l S a n i a , q u i e t l y , 
" S a n i a , l e t ' s l e a v e t h i s p l a c e . They want to buy you 
and they want to make the whole w o r l d a p l a c e worth 
o n l y f i v e p a i s a " ( l a u g h s ) ( E x i t s ) 
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ACT I I I , SCENE I — The house of Maheshbabu.* 

E n t e r s , Malay w i t h a bag i n h i s hand. 

MALAY- Manjusha has now got over the f e a r of 'Panch P a i s e r 
P r i t h i b i ' . Y e t , she i s not ready to be caught by me. 
But she has got to succumb. I have been a b l e t o win 
the f a v o u r and s u p p o r t of M a l a b o u d i , and I know t h a t 
i f I can keep her i n my f a v o u r , I w i l l have Manju.... 

E n t e r s , Manimala. 

MALA-

MALAY-

MALA-

MALAY-
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MALAY-

MALA-

MALAY-
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MALAY-

MALA-

MALAY-

MALA-

My goodness, when d i d you a r r i v e , Malay Thakurpo? 

J u s t a l i t t l e w h i l e ago. 

P l e a s e s i t down. I am go i n g to b r i n g you some t e a . 

No, b o u d i , I don't want t e a , j u s t now. I j u s t had t e a . 

Then, l e t me b r i n g you some s a r b a t (sherbet:.)''". 

Mala b o u d i , you a r e a s t r a n g e p e r s o n , why do behave 
l i k e t h a t ? You become busy t o o f f e r me f o o d , as 
i f I am an o u t s i d e r , w i t h whom you must be v e r y f o r m a l . 

Why, you a r e n o t an o u t s i d e r . Y e t 

L e t i t be dropped. Where i s Manju? 

She i s s l e e p i n g . 

D i d she t e l l you a n y t h i n g about me? 

Yes, she t o l d me. 
her words. 

Of c o u r s e , I t u r n e d a deaf ear to 

Then, l i s t e n b o u d i . As I am the d i r e c t o r , I have to 
c o r r e c t the a r t i s t , i f she makes m i s t a k e s . Take, f o r 
example, — t h e h e r o i n e i s s t a n d i n g b e f o r e the hero? 

She has got to come. 

But because o f her shyness and coy n e s s , she f a i l s to 
say a n y t h i n g . 

F o r shame.' Her p r e t e n t i o n i s i n s u f f e r a b l e . 

The hero i s s a y i n g a g a i n , and a g a i n , " P l e a s e t a l k , 
p l e a s e t a l k . " 

He has got to say so, as they a r e c a r r y i n g on a l o v e -
a f f a i r s e c r e t i v e l y , and c a n ' t waste even a minute of 
t h e i r time. 
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Then I was'compelled to p l a c e my hand on the f a c e o f 
the h e r o i n e . 

I t i s f i n e , t h a t does not t r a n s g r e s s the l i m i t — I 
thought he p l a c e d h i s mouth on her mouth. 

That i s e x a c t l y what I d i d w i t h Manju, w h i l e t e a c h i n g 
her a c t i n g . 

Moreover 

What about t h i s moreover, boudi? 

I f you want to e a r n money, you have got to get r i d 
of your shame and such o t h e r t h i n g s , to a c e r t a i n 
e x t e n t . What i s t h e r e i n your bag? 

S a r i s and ornaments. 

For whomi? 

For you, and a l s o f o r Manju. 

Come, l e t me have a l o o k a t them. 

3 
Here you a r e . Two p a i r s o f M a n i p u r i e a r r i n g s . 

Oh, how b e a u t i f u l ! The make i s f i n e . How much d i d 
you pay f o r them? 

I had to pay n o t h i n g , as I am, a f t e r a l l , Malay Roy 
the d i r e c t o r everybody h o l d s i n h i g h esteem, don't 
you know? The boys a t the c l u b gave me t h e s e a f t e r 
t a k i n g up a c o l l e c t i o n to buy them. 

Is i t a c l u b f o r boys coming from t i c h f a m i l i e s ? 

Of c o u r s e . 

Oh, i t i s such a p l e a s u r e to be a r i c h man. 

Look a t t h i s s a r i . 

My eyes are b l i n d e d by t h e d a z z l e . 

T h i s i s , o f c o u r s e , d a z z l i n g . I t i s now har d to f i n d 
i n the market, out of market. 

The wretched g i r l i s s l e e p i n g , o t h e r w i s e I would have 
shown h e r t h e s a r i . ' E v e n a f t e r b e i n g l o a d e d w i t h such 
a g i f t , the wretched g i r l f o r g e t s to s m i l e . 

I have ehanged Manju's name, boudi. 

What name have you chosen? 
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Chaudhrani. 

MALA- Oh.' What a b e a u t i f u l name. People w i l l go mad, by 
l i s t e n i n g to t h e name. You d i d w e l l by chan g i n g the 
name. 

E n t e r s , M a h e s h b a b u — i n a drunken s t a t e . 

MAHESH-
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Can the mind be changed, too, by o n l y changing"v'the 
name? 

I c o u l d not car e l e s s f o r the mind s t u f f . L e t t h a t 
be p r e s e r v e d f o r t h e r e a l m of you m e n - o f - l e t t e r s . 
What I need i s money. 

I have brought money. A l o t o f money. Come, take 
t h i s money and count i t , an amount o f money l i k e t h i s 
you have never seen b e f o r e i n your l i f e . 

R e a l l y Oh, a g r e a t d e a l o f money. 

Where c o u l d you get so much money, Maheshda? 

By s e l l i n g . 

By s e l l i n g what? 

I s o l d m y s e l f . 

S o l d whom? 

S o l d m y s e l f . 

Maheshda! 

(l a u g h s ) S o l d m y s e l f . I got a g r e a t d e a l o f money and 
spent a l i t t l e b i t o f i t on d r i n k i n g . As I l o s t 
m y s e l f , I got drunk. 

I t i s O.K., t h a t you took a d r i n k . I f you don't d r i n k 
you can't 

w r i t e w e l l . 

T h i s time my w r i t i n g i s g o i n g to be a c c e p t a b l e s t u f f — 
i t i s g o i n g to be h i g h l y r e a d a b l e . I am go i n g to w r i t e 
l o v e s t o r i e s . Cheap l o v e . The h e r o i n e w i l l s a y " I 
want money. Money can buy minds".... 

Of c o u r s e , money can buy minds. 

Who says t h a t minds c a n ' t be bought by m o n e y — t h e y 
are cheaper than o r d i n a r y c l a y . 

MALAY- But, you don't r e a l l y b e l i e v e t h a t , Maheshda? 
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MAHESH- My god! I f I r e f u s e to b e l i e v e t h a t , p e o p l e w i l l 
c a l l me a madman. 

MALA- You a r e not i l l , I hope? 

MAHESH- Had I been a h e a l t h y man, my home would not have 
tu r n e d i n t o a t h e a t r e , and I would n o t have bought 
so much money-—promising t o w r i t e s o - c a l l e d l o v e 
s t o r i e s . 

MALAY- Maheshda! 

MAHESH- A d v e r t i s e m e n t s , Malay, p u b l i c i t y . By the t r i c k o f 
p u b l i c i t y , of a d v e r t i s e m e n t s , you can c o n v i n c e 
p e o p l e t h a t l i c h i f r u i t s a r e growing on w i l d arums. 
Open the newspapers, and take your count. 

P.108 How, a f t e r g i v i n g an u n d e r t a k i n g to the Government, 
some p l a y w r i g h t i s ^ b e i n g a d v e r t i s e d as an uncomprom
i s i n g p l a y w r i g h t . ' 

MALAY- P l e a s e w r i t e a p l a y f o r us, Maheshda. 

MAHESH- But, the p l a y i s a l r e a d y on, Malay. 

MALAY- Where? 

MAHESH- I n t h e market p l a c e s , i n f a c t o r i e s and i n d u s t r i e s , g 
i n t h e whole s t a t e , i n t h e whole c o u n t r y , i n p o l i t i c s . 

MALA- I ca n ' t h e l p l a u g h i n g , l o o k i n g a t you. 

MAHESH- And l o o k i n g a t you, I f e e l l i k e c r y i n g . 

MALAY- Maheshda! 

MAHESH- A r e n ' t you t h e same Malay, who when he stopped by 
thought t h a t you would have to l e n d a f i v e r ? 

MALA- Why a r e you r a i s i n g p a s t t h i n g s now? 

MALAY- I am s o r r y . I have been-misunderstood, 

MAHESH- Mahesh B h a t t a c h a r y a used to m i s u n d e r s t a n d , a b i t , 
Malay. Had I been a b l e to u n d e r s t a n d t h i n g s as ' r i g h t l y ' 
as you p e o p l e , I would have been a b l e t o g e t a l o t 
of my p l a y s p u b l i s h e d . Then t h e p u b l i s h e r s would have 
mobbed me, demanding p l a y s from money i n exchange of 
money,gand I would have won the P r e s i d e n t ' s L i t e r a r y 
Award, o v e r n i g h t by w r i t i n g i n p r a i s e o f 'Dharma-
t a n t r a b a d ' , and t h e t i t l e B h a r a t j g a t n a o r Padmabhusan 
would have been c o n f e r r e d on me. 

MALA- Where a r e you going? 

MAHESH- To w r i t e . 

MALA- What w i l l you w r i t e ? 
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MAHESH- The u n w r i t t e n h i s t o r y . 
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What do you mean? 

Mahesh B h a t t a c h y a , the m a n - o f - l e t t e r s , i s drunk. He i s 
s i n k i n g — l e t him be s i n k i n g . But on you, my savabhavas-
proletaviat, awake, it is time to get up. Awake, i t 
i s time to g e t up. 

( E x i t s ) 

W i l l the man go mad, i n the l o n g r u n , d i d i ? 

L e t him go to hell."'""'" I t doesn't m a t t e r whether he i s 
okay o r mad. But 

But what, boudi? 

That young man, Anjan, i s a v o i d i n g t h i s p l a c e . I t i s 
seven days p a s t the time when he ought t o have g i v e n 
the money promised by him. You wretched young man, 
who c a r e s whether you come o r n o t — y o u c o u l d have 
sen t the money. L e t him come here and I w i l l g i v e 
him a p i e c e o f my mind. L e t me drop t h i s t o p i c , 
thakurpo. Do you knwo, thakurpo, I have been d e s i 
r o u s o f wearing, a n e c k l a c e f o r ages. But 

No b u t s , b o u d i . I w i l l buy a n e c k l a c e f o r you. 

As i f I d i d n ' t know i t . But you must g i v e me t h a t 
amount of money you a r e g i v i n g me now, w i t h o u t o t h e r s 
h a v i n g any knowledge of i t . 

Don't you worry. Whatever you want to have, t e l l me 
and I w i l l s u p p l y i t f o r you. But 

Don't you worry, thakurpo, I am go i n g t o send t h a t 
wretched g i r l i m m e d i a t e l y . How c o u l d she s l e e p so 
much? A t h e r age I c o u l d n o t even s l e e p . 

( E x i t s ) 

As i f you s l e e p much now, w h i l e you a r e a mature woman-
how c o u l d you s l e e p w h i l e always t r y i n g to grab 
money, and f r o money y o u — n o n e of my b u s i n e s s — l e t me 
f o r g e t u n n e c e s s a r y t h i n g s — s h e whom I 

Manjusha e n t e r s . 

P.110 MANJUSHA-
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She i s h e r e , Malaybabu. 

Manjusha.' 

What i s amiss? What a r e you l o o k i n g a t ? 

You l o o k so b e a u t i f u l a f t e r you s l e e p . 

Is i t so, Malaybabu? Who do I l o o k l i k e — U r b a s h i 
or S ophia Loren? 

12 

i 
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Ch a u d r a n i . 

Chaudrani? 

Your new name. 

F i n e . Even my name i s l o s t t o me and has been 
changed. 

Why o n l y your name? I w i l l change y o u r v e r y l i f e , 
e v e r y t h i n g . 

Even my l i f e ? 

Sure. Within a year I w i l l give you a chance to 
to appear in a f i l m . 

So you have bought my d i d i , by g i v i n g h e r s a r i s 
and ornaments? 

C h a u d r a n i ! 

You a r e a man of u n u s u a l i n t e l l i g e n c e , Malaybabu. 

Even now ycj>u address me as ' a p n i ' , and a l s o as 
Malaybabu. 

Then what do you expect me to say, " Oh my 
darling—Oh my d a r l i n g ? 

Are you angry? 

Then you even expect ' l o v e anurag' from me? ,14 

MALAY-

MANJUSHA-
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15 
T h i s you say, p a r t i c u l a r l y i n your s e n s i t i v e s t a t e . 

16 
( g i g g l i n g ) The abhiman o f a p r o f e s s i o n a l a c t r e s s — 
i t d oesn't mean much. 

Anyway, tomorrow is the play—just rehearse, for once, 
the last scene and l e t me show you how i t i s done. 

P l e a s e show me. 

Take t h i s room f o r a ^ i r s t - c l a s s r a i l w a y compartment— 
The R a j d h a n i E x p r e s s i s r u n n i n g a t g r e a t s p e e d — 
A reserved b e r t h — l a t e a t n i g h t — n o l i g h t s b u r n i n g — 

Darkness. 

Yes, and i n the darkness the h e r o i n e g e t s up from her 
b e r t h , and the hero does as w e l l . A storm i s r a g i n g 
i n the minds of the two. Suddenly the h e r o i n e f l i e s 
i n t o the arms o f the hero and says " Save me p l e a s e . " 

MANJUSHA- I u n d e r s t a n d , b u t 
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Take me f o r the h e r o . 

( l a u g h s ) 

What i s wrong? 

You c a n ' t save me. 

Oh, don't lose the image. Now, let us begin— 

I c a n ' t do i t ' . • 

What do you mean? 

You are not the hero. 

Then, what? 

The villain. 

Then the hero i s most p r o b a b l y Anjan? 

Malaybabu! 

There i s no way out, Manju. I have spent money, q u i t e 
r e c k l e s s l y , f o r you. I want to wipe out your dream 
r e g a r d i n g A n j a n . 

Anjan i s n o t so l o w l y — n o t so mean as you. She, f o r 
whom you are spe n d i n g so m u c h — A n j a n doesn't even l o o k 
a t h e r . 

I t i s a l i e . 

I f i t had been a l i e , I would not be an a c t r e s s today. 

I don't b e l i e v e i t , C h a u d r a n i . I know t h a t to Anjan, 
you are the image o f a young woman whose you t h i s as 
b r i m f u l as a r i v e r i n s p a t e . 

Then, to my eyes too, Anjan i s the v e r y image o f the 
sea^where the r i v e r y e a r n s t o go, a t t r a c t e d by l o v e . 

C h a u d r a n i ! 

You a r e m i s t a k e n , d i r e c t o r b a b u . The sea never goes to 
the r i v e r . F o r ages i t has been the r i v e r which 
plunges i n t o the sea, and she l o s e s her own i d e n t i t y 

( E x i t s ) 

18 

MALAY- No. I c a n ' t a l l o w i t to happen. The s i l v e r 
bosom o f the r i v e r on which I have made my dream-boat 
to f l o a t ^ g l w i l l n o t a l l o w t h a t r i v e r to plunge i n t o 
the s e a. 

( E x i t s ) 
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ACT I I I , SCENE I I — The Garden House o f the C h a t t e r j e e family'' 

IVY-

E n t e r s , Ivy, 

I won't use i t , I won't use i t , by no means w i l l I 
use the v e r m i l i o n - m a r k on my head, nor w i l l I put 
on the conch s h e l l b a n g l e s and the s i n g l e i r o n - b a n g l e 
on my w r i s t s . I s t h e r e any^reason why one s h o u l d use 
such t h i n g s w h i l e m a r r i e d ? 

P. 114 

E n t e r s L o t u s . 

LOTUS- Then why do o t h e r g i r l s use them? 

IVY- Those who use them axe."so many idiots. They have no 
idea about beauty and it shows. Moreover, they 
f a i l t o u n d e r s t a n d 

LOTUS- F a i l to und e r s t a n d what? 

IVY- By u s i n g the v e r m i l i o n mark, c o n c h - s h e l l and i r o n 
b a n g l e s ^ they a s s e r t the f a c t t h a t women are s l a v e s 
of men. 

LOTUS- Then, do you want to be a goddess to your husband? 

IVY- Sure. 

LOTUS- Are you not g o i n g to use the v e r m i l i o n mark, conch-
s h e l l and i r o n b a n g l e s ? 

IVY- NEVER! The most I can do i s to use a r i n g on which 
h i s name i s engraved. 

LOTUS- You can j o l l y - w e l l put on the v e r m i l i o n mark, in the 
modern style. 

IVY- What do you mean? 

LOTUS- Haven't you n o t i c e d ? J u s t a l i t t l e v e r m i l i o n - m a r k i n 
the p a r t i n g of the h a i r , and then c o v e r i n g i t up w i t h 
h a i r ? 

IVY- Those who do t h a t , they are n o t f r e e from f e a r . 

LOTUS- Don't you have any f e a r ? 

IVY- F e a r ! Why s h o u l d t h e r e be f e a r ? 

LOTUS- How w i l l you a d d r e s s your husband? 

4 

IVY- By s a y i n g h i s name . By h o l d i n g h i s name. 
LOTUS- You can a l s o do so by h o l d i n g h i s e a r . 
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Compared to o t h e r g i r l s , you are the o t h e r way round." 

Definitely. 

But what about b e i n g a mother? 

What do you mean, you idiot. 

What the o t h e r s want to t e l l you, do you know? 

What? 

Shut up you idiot.' 
( E x i t s ) 

Come, you must .have some punishmentbtoddy. . 

Instead of giving him punishment, you had b e t t e r g i v e 
i t to y o u r s e l f . ( s a y s as he e n t e r s ) 

You! When d i d you come? 

Q u i t e a w h i l e ago. 

We r e a y o u u t a l k i n g to daddy? 

(makes an i n d e f i n i t e sound) 

T e l l me, what has happened to you? 

N o t h i n g . Nothing has happen to me. 

I have h e a r d t h a t now you a r e v e r y engaged i n p a r t y 
work. 

You have got n o t h i n g to do w i t h i t , Ivy. 1 

Of c o u r s e I have n o t h i n g to do w i t h your p a r t y , b u t 
I had something to do with you. 

Why a r e you u s i n g t h e p a s t t e n s e — w h a t about t h e p r e 
s e n t — d o n ' t you have any more r e l a t i o n s w i t h me? 

IVY- I don't know. 

ANJAN- Then, who knows? 

E n t e r s Shankarbabu 

SHANKAR- M y s e l f ! 

ANJAN- ' Kakababu! 

SHANKAR- I v y i s my daughter. I have g o t to l o o k a f t e r her 
f u t u r e . 
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• ANJAN- • 

SHANKAR-

ANJAN-

Of c o u r s e , i t i s your duty. 

Then p l e a s e answer me— why d i d you g i v e up your job? 

How strange. Is it a fact? 

Yes. 

What are you t a l k i n g about, Anjan? 

D i d he see f i t to t e l l me t h i s h i m s e l f ? I was t o l d 
by B.B. Ghose, the b a r r i s t e r . He t o l d me t h a t A n j a n 
had g i v e n up h i s j o b two months ago. 

You ought to have - . a t ' l e a s t t o l d me. 

He ought to have t o l d you? 

I t would have been to no a v a i l , kakababu^ had I t o l d 
i t . A f t e r the i n c i d e n t which took p l a c e ^ t h e r e , 
i t was i m p o s s i b l e f o r me to c o n t i n u e w o r k i n g t h e r e . 

Give us the s t o r y , A n j a n . 

One day 1 found some workers d e m o n s t r a t i n g i n f r o n t 
o f the 'Drug House'. I made enquiries and came to know 
that after taking baby-food, manufactured by our 
company, a c h i l d d i e d — a n d t h a t was the cause o f the 
d e m o n s t r a t i o n . 

And then? 

The p o l i c e came, made an i n v e s t i g a t i o n and n o t h i n g 
h a r m f u l c o u l d be found in the sample test of baby-food— 
but 

But, what? 

I c o u l d n ot shake o f f my doubts. One day, I suddenly 
went i n t o the store-room, and s a w — 

Saw what? 

That what I apprehended proved to be t r u e . 

That mean? 

That t h e company buys empty t i n boxes, from the hawkers, 
second-hand, and then the s t u f f put i n t o them c o u l d 
be a n y t h i n g but food of any kind and something more 
serious, it could be poison. 

IVY-
SHANKAR- What then? 
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P. 117 ANJAN- I met t h e a u t h o r i t i e s -.and t o l d them the whole t h i n g . 
A l l the owner s a i d ' "You are an officer and office 
maintenance is your duty. To tresspass into the store
room is a great offence, on your part. " 

SHANKAR- He t o l d you the r i g h t t h i n g . I have t o l d you so 
many times t h a t t h e r e i s such a term as ' j u r i s d i c t i o n ' 
i n the law. I t o l d you t o o , t h a t a f t e r you have a j o b 
you must t u r n a l l pre-job qualifications into dis
qualifications. 

ANJAN-

SHANKAR-

— b u t 

I t i s n o t a q u e s t i o n o f - b u t s - A n j a n . You can't 
achieve success with honesty and efficiency. You 
have got to move i n t o the modern^age by d e l e t i o n o f 
the words 'honest' and 'si m p l e ' . 

IVY- Daddy's words are right. 

SHANKAR- : L i s t e n some more, Anjan. L e f t i s t — I mean the Commun
i s t P a r t y — y o u must g i v e i t up. 

ANJAN- That i s not p o s s i b l e , kakababu. 

SHANKAR- J u s t c o n s i d e r t h i s , A n j a n . I have h e a r d from Mr. B.B. 
Ghose t h a t the b o s s — t h e o w n e r — h a t e s you because you 
are a communist. I f you a r e ready t o l e a v e the p a r t y 
and devote y o u r s e l f t o p r e s e r v i n g t h e i n t e r e s t s o f t h e 
company, the boss would not o n l y reemploy you, but 
a l s o g i v e you^a promotion and your emolument would 
be i n c r e a s e d . 

ANJAN-

IVY-

ANJAN-

P.118 SHANKAR-

IVY-

ANJAN-

SHANKAR-

ANJAN-

Even i f I am p a i d 10,000 rupees a month, I won't work 
th e r e a g a i n . 

Do you want to u n r e a s o n a b l y l o s e so much money and 
such a h i g h p o s i t i o n , Anjan? 

I t i s not a q u e s t i o n o f l o s i n g i t , I have a l r e a d y l o s t 
i t . 

Are you ill? 

You must be i l l . 

No. 

Then you s h o u l d g i v e up your r o l e as one of the leaders 
of the Communist Party and j o i n the s e r v i c e a g a i n . 

You used to know my f a t h e r , kakababu. Never i n h i s l i f e 
d i d he r e s o r t to f a l s e h o o d s . H i s i d e a l s i n s p i r e d me. 
And so i t i s my f i r m d e t e r m i n a t i o n t o o , n ot to bow ". 
down, e v e r , b e f o r e f a l s e h o o d . 
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That doesn't l e a d to good results in life, Anjan. 

ANJAN-

IVY-

ANJAN-

SHANKAR' 

ANJAN-

SHANKAR-

ANJAN-

P.119 IVY-
SHANKAR-

ANJAN-

SHANKAR-

ANJAN-

IVY-

SHANKAR-

IVY-

SHANKAR-

In a c q u i r i n g my e d u c a t i o n , I never c a r e d f o r h a v i n g 
such r e s u l t s . 

Many of your hopes w i l l be b l a s t e d , Anjan. 

I t i s b e t t e r to have your bad hopes b l a s t e d , I v y . 

Do you e x p e c t • t h a t Shankar C h a t t e r j e e would marry h i s 
daughter to an unemployed, w o r t h l e s s , communist? 

You needn't g i v e your daughter i n m a r r i a g e to a p e r s o n 
you t h i n k i s a dead l o s s . 

Get out, get out, I say—you nuisance, 

( l a u g h s ) So e a s i l y d e f e a t e d , kakababu? But I ca n ' t 
h e l p s a y i n g one t h i n g . T r u t h cannot have an easy 
v i c t o r y . T r u t h i s a s l e e p , today, as a r e s u l t o f 
of i n c a n t a t i o n s o f u n t r u t h spoken a l l o v e r the w o r l d 
and the s o u l o f man has been i n s u l t e d by d e c e i t , 
c o n s p i r a c y o f s e l f - s e e k i n g and a g r e s s i o n f o r the 
h o r r i d l u s t f o r money. Y e t , you know i t , f o r c e r t a i n 
t h a t onegday everyone w i l l have to bow down to the 
t r u t h . 

An j an'. 

There i s a mercury l i g h t b u r n i n g i n the h a l l o f the 
performance o f Yankee c u l t u r e t h a t i s where t h e p a r t y 
i s And, i t e n a b l e s you to see what dark c l o u d s have 
g a t h e r e d i n the sky. By p u t t i n g on the c o l o u r e d 
s p e c t a c l e s o f b o u r g e o i s l u x u r y , you t h i n k t h a t the 
w o r l d i s your monopolyv But n o — b u t no, they who 
eat from the d u s t - b i n , s l e e p on t h e pavement, and 
who are p r e s s e d to the ground by the wheels o f g y o u r 
m o t o r - c a r s — t h e y have r i g h t s over t h i s w o r l d . 

Get o u t , nuisance.' 

( l a u g h s ) I w i l l go, even i f you do n o t ask me. But. 
those people you have t u r n e d i n t o a n i m a l s by de
p r i v i n g them o f t h e i r r i g h t s , they w i l l n ot l e a v e so 
soon, i f they e v e r once a r r i v e . 

( E x i t s ) 

Daddy, but An j a n has l e f t ? 

L e t him go. Shut the door of K a b i t a C o t t a g e . Never 
let that i d i o t e n t e r the house a g a i n . 

Daddy! 

Don't mind, my .girl! You would not have been happy 
w i t h Anjan. Remove from your mental album the p i c -
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t u r e of Anjan, and 
Goutam. 

r e p l a c e i t w i t h a p i c t u r e of 

P.120 

Iv y - Your proposal, daddy, i s not bad. (Shankar l e a v e s ) But 
w i l l l i t be Goutam or Anjan, Anjan or Goutam? I have 
got t o d e c i d e . But how to d e c i d e ? (she t h i n k s a ^ w h i l e ) 
O.K. L e t me t o s s (she t o s s e s a f i v e p a i s a p i e c e ) T h i s 
s i d e of the f i v e p a i s a p i e c e i s Anjan, t h a t s i d e , Goutam. 
(she t o s s e s the c o i n - a r d m a r k i n g the r e s u l t , s m i l e s ) How 
l o v e l y — G o u t a m , Goutam (she shouts c h e e r f u l l y ) 

Suddenly Kalyan(Goutam) e n t e r s . 

KALYAN- What's.-up, Ivy? 

IVY-

KALYAN-

IVY-

KALYAN-

IVY-

KALYAN-

IVY- • 

KALYAN-

IVY-

P.121 KALYAN-

IVY-

KALYAN-

IVY-

You have won. 

What i s i t I have won? 

You have won the t o s s . 

What is the matter? 

I w i l l t e l l you a f t e r w a r d s . 

There i s no harm i n t e l l i n g me now. 

Would you l i k e t o l i s t e n to i t now? 

S u r e l y . 
Then, l i s t e n — ( s h e s i n g s ) — 

The Song 

One bee got the s c e n t o f the f l o w e r . 
And by the touch of the bee,, oh, 
In the mind o f the f l o w e r came the s i g n a l 

f o r b l o s s o m i n g 
In l o v e f o r the s p r i n g 
The p o l l e n o f the f l o w e r i s s e n s i t i s e d 
And the body and the mind a r e t r e m b l i n g 

i n hope and f e a r . 
P r o b a b l y the time f o r u n i o n has come. 
The bee comes r u s h i n g , humming, and does 

not c a r e f o r the excuses of f l o w e r s . 

I presumed t h i s b e f o r e , Ivy. 

11 

You knew? 

Sure. 

Then, l e t us go. 

KALYAN- Where? 
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IVY-

KALYAN-

IVY-

KALYAN-

IVY-. 

KALYAN-

IVY-

KALYAN-

IVY-

: KALYAN-

IVY-

KALYAN-

IVY-

P.122 KALYAN-

IVY-

KALYAN-

IVY-

KALYAN-

IVY-

KALYAN-

To t h e Metro C i n e m a — t h e r e i s a n i c e p i c t u r e now 
showing t h e r e . 

But I have t o go t o a f r i e n d ' s p l a c e . 

Why? 

To b r i n g some money. Tomorrow t h e r e w i l l be a strike 
by t h e bank employees, b u t I have got t o -pay my 
labourers.• 

How much money do you need? 

10,000—minimum-10,000 minimum. 

I am i n charge o f daddy's m o n e y . ^ L w i l l g i v e you 10,000 
rupees from my daddy's a c c o u n t . 

I f I never r e t u r n the money? 

Stop'. Don't be s i l l y and t a l k nonsense. I w i l l send 
the money to you by b e a r e r l a t e r t h i s e v e n i n g . 

Thank you9 my darling. Just in such a moment of 
emergency in our foreign 

Let foreign be hanged, Goutam. 

Don't mind darling. I lived in foreign, you know, 
f o r a l o n g time, and t h a t i s why I say so. But i n our 
f o r e i g n 

A g a i n t a l k i n g about f o r e i g n — 

O.K. I won't t a l k about i t a g a i n — b y the by—where is 
my friend? 

You mean, dada? 

Yes. 

Running a f t e r S a n i a . 

And w i t h what purpose? 

The same purpose t h a t b r i n g s you h e r e . 
( E x i t s ) 

I have made a m i s t a k e — I ought to have quoted a f i g u r e 
o f more than 10,000 rupees-—Anyway, t h a t which i n t h e 
v e r y b e g i n n i n g b r i n g s 10,000 a t the end i t s h o u l d — 

Shankarbabu e n t e r s . 

SHANKAR- — a few more z e r o e s 
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Kakababu! 

SHANKAR- Hello, Goutam. I t i s n i c e t h a t you have come. I was 
busy f o r the l a s t few days... t h e r e i s a new judge... 
and he doesn't want to bend. Ye t the c a s e . . . l e t 
f o r g e t i t , when w i l l t h a t chap you know, Agarwala 
come? 

I! 

B a b u l e n t e r s , d i s g u i s e d as Agarwala. 

BABUL-

SHANKAR-

BABUL-

KALYAN-

P.123 BABUL-

SHANKAR-

BABUL-

KALYAN-

BABUL-

KALYAN-

BABUL-

SHANKAR-

BABUL-

KALYAN-

14 Here I am, b a b u j i namaste 

Namaste. Your deed i s prepared? 

What are you s a y i n g , Mr. C h a t t e r j e e you a r e a v e r y 
e f f i c i e n t man. Yes i s n ' t i t so, Goutam? 

Good.deeds must be done as q u i c k l y as p o s s i b l e . 15 

Yes, y e s . You have s a i d the r i g h t t h i n g , Goutambabu. 
As I always s a y — b u s i n e s s t a l k f i r s t , then s m a l l t a l k . 

Am I to pay the p r i c e you a s k e d — n o r e d u c t i o n s ? 

You must pay the p r i c e — r n o t h i n g more and n o t h i n g 
l e s s . 

Reduce your p r i c e a l i t t l e b i t , Mr. Agarwala. 

Don't ask me t o , Goutambabu. You know p e r f e c t l y w e l l 
how much money I spent on b u y i n g t h a t p l o t o f l a n d . . . 
I had g r e a t hopes of s t a r t i n g a b u s i n e s s h e r e i n 
B e n g a l , but a t the p r e s e n t time t h e r e i s a g r e a t ,16 d e a l o f t r o u b l e i n B e n g a l , s t r i k e today, 'gherao' 
tomorrow f o r t h i s r e a s o n I d e c i d e d t h a t I would 
not do any b u s i n e s s h e r j ^ r a t h e r I would do b u s i n e s s 
i n my own n a t i v e p l a c e . 

Mr. AgarwalaI 

I want, a t l e a s t as much money as I p a i d f o r t h a t 
p l o t of l a n d . 

O.K. I am s i g n i n g the cheque. 

L e t me put my s i g n a t u r e on t h a t deed o f y o u r s , too. 

We w i l l take p o s s e s s i o n of the l a n d , w i t h i n 1 month 
Mr. Agarwala. 

Both p e o p l e s i g n the documents. B a b u l takes the cheque 
and Shankarbabu takes the deed. K a l y a n s a y s . . . 

KALYAN- W i t h i n a month. 
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BABUL- Of c o u r s e you w i l l take p o s s e s s i o n , b a b u j i — t a k e 
p o s s e s s i o n and make i t your o w n — b u i l d up your f a c t o r y 
t h e r e and do b u s i n e s s — y o u w i l l be a b l e to make a 
l o t of p r o f i t . And w h i l e you a r e c o u n t i n g your money 

P.124 you have made i n p r o f i t , remember the name of Ramkishan 
A g a r w a l a — J o y a R a m j i k i J o y a , b a b u j i , Joya R a m k i j i 
J o y a . 1 8 ( E x i t s ) 

SHANKAR- Ramkishan Agarwala i s q u i t e a n i c e man, don't you t h i n k 
so Goutam? 

KALYAN- Sure. A f t e r I f i r s t met t h e man, d i d n ' t I report t h a t 
t o you? 

SHANKAR- You have taken a g r e a t d e a l of t r o u b l e . 

KALYAN- No, no, n o — n o t r o u b l e whatsoever. L e t me take my l e a v e 
now, kakababu. 

SHANKAR- Go then, but b e f o r e you go I am g o i n g t o t e l l you some 
sweet news. 

KALYAN- P l e a s e t e l l me. 

SHANKAR- I w i l l g i v e my Ivy i n m a r r i a g e to you. 

KALYAN- Kakababu.' 

When he t r i e s to take the d u s t o f f h i s f e e t , Shankar 
h o l d s h i s hands and s a y s . . . 

SHANKAR- May you live long bye-bye. 

KALYAN- Bye-bye. 
( E x i t s ) 

SHANKAR- Anjan and Goutam far d i f f e r e n t I have selected 

Goutam for Ivy. 

P.125 E n t e r s , Panasar. 

PANASAR You had b e t t e r do something e l s e , Shankar. 

SHANKAR- y o u r s 

PANASAR- L e t me f i n i s h what I want to say. 

SHANKAR- P l e a s e say i t q u i c k l y . 
19 

PANASAR- Arrange a "Sayambar Sabha" f o r your daughter. 

SHANKAR- My daughter 
PANASAR- Maybe she i s n ' t a p r i n c e s s , but she i s , a t l e a s t , the 

daughter of a b a r r i s t e r , i s n ' t she? And so she s h o u l d 
be a b l e to put the g a r l a n d around the neck o f anybody 
she c h o o s e s . B u t i n her c a s e , the m o t i v e f o r her 
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c h o i c e w i l l not be the h e r o i c and n o b l e q u a l i t i e s 
of the man, but r a t h e r her c h o i c e w i l l be g u i d e d 
by the b a r b a r i c q u a l i t i e s he p o s s e s s e s . 

SHANKAR- What a r e you d r i v i n g a t ? 

PANASAR- How l o n g w i l l be you be g o i n g about, 'hawking' your 
daughter? Choose somebody and g e t her m a r r i e d to him. 

SHANKAR- I w i l l g i v e my daughter i n m a r r i a g e , a t the p r o p e r 
time. 

PANASAR- When w i l l t h a t p r o p e r time a r r i v e ? When the p r o p e r time 
f o r g e t t i n g h er m a r r i e d i s p a s t ? 

SHANKAR- I t i s f o r r e a s o n s l i k e t h i s t h a t I t r a n s f e r r e d you to 
the garden house. 

PANASAR- I f you f e e l l i k e i t , you a r e a t l i b e r t y to d r i v e me 
from the garden house, as w e l l . 

SHANKAR- Then you w i l l have to be a 'pavement' d w e l l e r ? 

PANASAR- Why, I would r a t h e r s t a y t h e r e , than a t the ga t e o f 
your K a b i t a C o t t a g e . 

SHANKAR- What do you mean? 

P.126 PANASAR- Don't you worry, Shankar. I won't s t a y as your g a t e 
keeper. 21 You needn't pay me any money f o r my j o b as 
gat e - k e e p e r . A t the end of the day, merely send some 
crumbs, some l e f t - o v e r s from your d i n n e r t a b l e , send 
them by your m a i d - s e r v a n t . I w i l l e at t h a t f o o d , w i t h 
no g r i e v a n c e . 

SHANKAR- Baba.' 

PANASAR- Shame on you, Shankar N a r a y a n — y o u r p r e s t i g e w i l l be 
l o s t i f you c a l l me 'baba'. I t i s b e t t e r to c a l l me 
your dog your dog.22 

SHANKAR- What am I to do w i t h t h a t o l d f e l l o w ? In the l o n g 
r u n t h a t f e l l o w may l e a d me to....no, no, no time 
f o r i d l e t h o ughts, Tomorrow i n Burdwan C o u r t , that 
patricide c a s e , t h e r e w i l l be h e a r i n g s i n t h a t c a s e . 
The l a s t c r o s s - e x a m i n a t i o n of the c u l p r i t who k i l l e d 
h i s f a t h e r . 2 3 

( E x i t s ) 

ACT I I I , SCENE I I I — On the s t r e e t i n a slum a r e a * 

E n t e r s , Brahmadatta, c a r r y i n g p a c k e t s and empty t i n -
boxes and b o t t l e s . 
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BRAHMA- L i s t e n b r o t h e r s ! I want to a p p e a l to you. I f you 

have empty t i n - b o x e s and b o t t l e s a t home, b r i n g 
them to me. I w i l l buy them a t a r e a s o n a b l e p r i c e . 
T i n - b o x e s , empty t i n - b o x e s boxes of coconut o i l , 
boxes o f powder, boxes of babby-food, boxes o f m e d i c i n e 
o f c i g a r e t t e s , o f b a r l e y any empty boxes. 

NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

P.128 NIGAR-

BRAHMA-

NIGAR-

BRAHMA-

NIGAR-

E n t e r s , N i g a r Hosan. 

Thakurbabu! 1 

2 
No, c a l l me Koutababu. 

, Why ,-babujI?-Have .you-''given upuyour^previous, b u s i n e s s ? 

L e t by-gones be by-gones. I f you have empty boxes 
a t your d i s p o s a l , p l e a s e b r i n g them to me. I won't 
take them g r a t i s , I w i l l pay f o r them. I w i l l pay the 
p r i c e a c c o r d i n g to the q u a l i t y o f the goods. 

W i l l you be a b l e to take them a l l , b a b u j i ? 

What a r e you sa y i n g ? N i g a r Hosan! Don't you know— 

Know what, b a b u j i ? 

That I am^the s o l e agent f o r empty boxes i n t h i s 
l o c a l i t y . 

Then, take me too. 

What do you mean? 

I have t u r n e d i n t o something l i k e an empty t i n con- ^ 
t a i n e r , b a b u j i . I have no v a l u e l e f t i n t h i s w o r l d . 

Why? Has your granddaughter l e f t you? 

No, b a b u j i . She has un d e r s t o o d my s t a t e , t h o u g h — B u t 
the son o f the b a r r i s t e r b a b u — t h e sweet b a b u — w a n t s 
to s t e a l h er away. 

Do one t h i n g . 

T e l l me what to do. 

Go s t r a i g h t to the p o l i c e s t a t i o n . 

F i e — f i e — t h a t p l a c e i s a complete h e l l too."* No 
good i s done t h e r e , no j u s t i c e i s ever done t h e r e . 

Then come w i t h your granddaughter, to my p l a c e . 

No, T h a k u r b a b u — I am g o i n g away from h e r e . 

BRAHMA- But I t h i n k , you w i l l be okay i f you j u s t take your 
granddaughter away from h e r e . 
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NIGAR- S u r e l y , I w i l l take her away from t h i s p l a c e . 

BRAHMA- How can you save h e r from the c l u t c h e s of your 
sweet babu? 

NIGAR- ( t a k i n g out h i s k n i f e ) With t h i s k n i f e , Thakurbabu. 

BRAHMA- Oh my g o d — i t i s s h i n i n g even i n t h e d a r k n e s s . 

NIGAR- Thakurbabu, I w i l l roam about here the w h o l e ^ n i g h t . 
I w i l l see how t h a t Satan can s t e a l my S a n i a . 
That S a t a n wanted to buy S a n i a by p a y i n g me 500 r u p e e s , 
but I d i d n ' t a g r e e . I bought f i v e p a i s a worth o f 
b i d i s , and I a l s o r e p a i d t h a t f i v e p a i s a . Now, i f he 
c o n t i n u e s h i s Satanism, I w i l l p i e r c e h i s h e a r t w i t h 
a s i n g l e s t r o k e of the k n i f e , I w i l l make him 
und e r s t a n d t h a t my name i s Gypsy N i g a r H osan.(laughs) 

BRAHMA- I t i s b e t t e r to l e a v e t h i s p l a c e , than to t r y to buy 
c o n t a i n e r s . . ( s h o u t s a g a i n ) Empty c o n t a i n e r s , empty 
c o n t a i n e r s 

BABUL-

P.129 BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

BRAHMA-

BABUL-

E n t e r s B a b u l , w i t h a boy on h i s s h o u l d e r s . 

Who i s th e r e ? 

I t i s me. 

But whom do you mean by me? 

I. 

Who are you? 

Empty c o n t a i n e r — 

What a r e you t a l k i n g o f ? 

Oh s i r , I have come to buy empty c o n t a i n e r s . 

Give me your hands. 

Here, take my hands, sir. 

( P u t t i n g one o f h i s hands on Brahmadatta's b e l l y ) W i l l 
t h i s c o n t a i n e r do? 

(removes h i s hands) What nonsense. 

I t i s not empty, but r a t h e r i t i s a b s o l u t e l y f u l l . 
By the gr a c e o f my guru, I have emptied a f u l l b o t t l e 
w h i l e h a v i n g a snack o f r o a s t e d c h i c k e n . You guy 
c o n s i d e r t h i s h i g h amount of r u p e e s — f i f t y thousand 
r u p e e s . Ramkishan Agarwala j u s t p u t h i s s i g n a t u r e 
on t h e l i n e and i n came f i f t y thousand r u p e e s , f l y i n g 
i n t o h i s p o c k e t . 
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BRAHMA- I am leaving now, Sir. 

BABUL- Ah! You t h e r e — j u s t what do you mean by l e a v i n g ? 
No hanky-panky b u s i n e s s ? I f so I w i l l j u s t s l a p you 
.as smashing as a megatone bomb; and your face, you 
guy, w i l l undergo a change. 

Yes, S i r . 

What i s your name? 

Yes, S i r . 

T r y i n g to be c l e v e r , huh? A r e n ' t you the same a s t r o l 
oger? 

Yes s i r , but I gave up t h a t b u s i n e s s . 

Why—was i t f a i l i n g to b r i n g i n a p r o f i t ? 

Yes, Sir. I t g a i n e d some p r o f i t . 

What p r o f i t ? 

Yes, Sir. — e m p t y c o n t a i n e r — ^ 

( l a u g h s ) Business o f t r i c k e r y i s a l l o v e r the w o r l d . 
But where i s t h a t b l e s s e d guru of mine? Where a r e you 
guru, h a v i n g f u n a t o t h e r p e o p l e ' s c o s t ? 

E n t e r s , K a l y a n . 

B a b u l ! 

Who i n the h e l l , a r e y o u — o h — g u r u , you? I thought 
t h a t 

A g a i n a r e you t i p s y ? I f P r o j e s h comes to know t h a t 
you have managed to grab f i f t y thousand rupees by 
d i s g u i s i n g y o u r s e l f as Ramkishan Agarwala, then t e l l 
me, what w i l l happen? 

BABUL- That would be l i k e a b o t t l e o f f o r e i g n l i q u o r b e i n g 
s p o i l e d by a few drops of s p i t t l e . 

KALYAN- What would we do then? 

BABUL- Babul i s dead- Shobhan Mitra i s speaking. 

KALYAN- Where i s N i g a r Hosan? 

BABUL- Most p r o b a b l y s l e e p i n g , throwing his body on 
the ground? 

BRAHMA-

BAB UL-

BRAHMA-

BABUL-

BRAHMA-
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BRAHMA-

BABUL-

BRAHMA-

BABUL-

KALYAN-

BABUL-

KALYAN-



KALYAN-
--. 384 --

No, he i s on guard. 

BABUL-

KALYAN-

P.131 BABUL-

KALYAN-

BABUL-

KALYAN-

BABUL-

Are you s t a t i n g a f a c t , guru? 

Of c o u r s e . 

O.K. I am go i n g to manage him. 

L i s t e n B a b u l ! I f you can make use of t h i s o p p o r t u n i t y 
I will reward you w i t h f i v e thousand r u p e e s . And 
a l o n g w i t h the money I w i l l g i v e S a n i a as the 
special p r i z e . 

Guru! 

P r o j e s h w i l l c e r t a i n l y l e a v e S a n i a i n the l u r c h , 
a f t e r he e n j o y s her f o r a few days. As soon as he 
l e a v e s her, you must c a t c h h e r . 

Oh, my mouth i s w a t e r i n g , I swear. 

E n t e r s , P r o j e s h . 

PROJESH- What i s up my friend,'..why a r e you d e l a y i n g ? 

I was e x p l a i n i n g the whole t h i n g to Shobhan. KALYAN-

PROJESH-

BABUL-

PROJESH-

KALYAN-

PROJESH-

KALYAN-

PROJESH-

P.132 KALYAN-

As soon as S a n i a comes o u t , you a r e g o i n g to p i c k 
her up and take her away. But i s the room now 
p r o p e r l y f u r n i s h e d ? 

Of c o u r s e . When you a r e t h e r e w i t h the h e a v e n l y 
nymph,gyou w i l l f e e l t h a t you a r e i n a h e a v e n l y 
garden . I s n ' t i t so, Kalyanbabu? 

Kalyanda? 

Oh t h a t — t h a t you know, I mean Once I took p a r t 
i n a p l a y . And even now Shobhan, from time to time 
a d d r e s s e s me by the name o f the c h a r a c t e r I p l a y e d . 

9 
Then you know how to a c t ? 

Oh t h a t . . . y e s , I mean, I know a c t i n g . I would l i k e to 
have you p a r t i c i p a t e i n a c t i n g , too. 

We can w a i t f o r ^ g h a t . . . . now get y o u r s e l f ready f o r 
today's a c t i n g . 

Don't you be a f r a i d , friend. I am g o i n g to s i t 
i n t h a t c o r n e r o f the garden. Shobhan! Be ready. -

( E x i t s ) 
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PROJESH- That g i r l has not come out once s i n c e dusk. A l l 
r i g h t , l e t me see now, how l o n g can she w a i t to 
come out? Shobhan, we have got to g e t N i g a r Hosan 
from h e r e , i f he comes,....by any means. Be v e r y 
c a r e f u l — I w i l l be w a i t i n g b e s i d e you. 

( E x i t s ) 

BABUL- Damn i t , I was almost on the p o i n t o f b e i n g d i s c o v e r e d 
j u s t now but the guru, t h a t b l e s s e d chap, i s 
r e a l l y brainy could manage quickly Oh, t h e r e comes 
t h a t guy, N i g a r Hosan. 

Babul p u t s on the d r e s s o f a F a k i r 11 

BABUL- 12 
Khoda meherban khoda meherban... 

NIGAR-

BABUL-

NIGAR-

BABUL-

NIGAR-

BABUL-
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NIGAR-

BABUL-

E n t e r s , N i g a r Hosan. 

Who i s the r e ? 

13 

A l l a h M a l i k , a l l a h m a l i k 

F a k i r , s a h i b . 

Who'. Oh you.' A r e n ' t you c a l l e d N i g a r Hosan? 

How d i d you know my name, F a k i r Sahib? 
Me? I don't know a n y t h i n g , N i g a r Hosan, o n l y God, 
who i s m e r c i f u l and the l o r d o f e v e r y t h i n g i s 
o m n i s c i e n t . God i s m e r c i f u l . ' 

Can you t e l l my f o r t u n e , F a k i r Sahib? 

By t h e grace o f god, I can t e l l to a c e r t a i n e x t e n t — 
come, l e t me see your hand ( t a k i n g the hand o f N i g a r ) 
......by GodI.... I see you w i l l be i n grave danger. 

Why, F a k i r Sahib? 

Do you have a granddaughter? 

Yes, your honour, I do. 

Some Satan o f a f e l l o w wants to abduct h e r . 

F a k i r Sahib.' 

Don't you be a f r a i d , my s o n — t h a t p e r s o n won't be a b l e 
to do her any harm. Come, I w i l l g i v e you the s t u f f 
f o r the remedy. 

NIGAR- Come to my camp. 
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BABUL- No, no. I t won't h e l p us i f we go to the camp. 

We must go to a s e c l u d e d p l a c e . Come, l e t us go 
to the s i d e o f the Ganges. 

NIGAR- I agree l e t us go t h e r e , l e t us go t h e r e , then. 

BABUL- God i s the s o v e r e i g n of e v e r y t h i n g — G o d i s the sover
e i g n o f e v e r y t h i n g . 

(Both e x i t ) 

E n t e r s , S a n i a 

SANIA-

PROJESH-

P.134 SANIA-

PROJESH-
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SANIA-
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SANIA-

PROJESH-

SANIA-

PROJESH-

SANIA-

G r a n d d a d — g r a n d d a d — w h e r e are you g o i n g w i t h the F a k i r 
S a h i b , you o l d man? Oh, I say, granddad.... 

He w i l l be l a t e i n r e t u r n i n g . 

You'. 

Yes, i t i s me. I have come to take you away, S a n i a . 

B a b u j i ? 

Your granddad gave me back the whole sum of twenty-
f i v e rupees, a f t e r he made up the d e f i c i t o f f i v e 
p a i s a . But I c o u l d n ' t take i t back. 

14 

What do you mean, b a b u j i ? 

I mean, I ; c o u l d n ' t take back my mind.' 

Your mind! 

Yes. I want you w i t h a l l my/!mind and my ' v i t a l b e i n g ' . 

No, babuj i . 

Haven't you l o v e d me, Sania? 

I l o v e d you, b a b u j i . And because I l o v e d you, I d i d n ' t 
want to b e l i t t l e you. 

To h e l l w i t h your m o r a l speeches. Now, come a l o n g 
w i t h me. 

Where to? 

There, where I am t a k i n g you. 

Oh, what a p i t y . 

S a n i a ! 

You w i l l take me to h e l l , b a b u j i . 
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PROJESH- P l e a s e come w i t h me, S a n i a . 

SANIA-

PROJESH-

SANIA-

PROJESH-

SANIA-

PROJESH-

P.134 SANIA-

PROJESH-

SANIA-

Oh, no. 

Come a l o n g , S a n i a . 

No, c e r t a i n l y n o t . 

Won't you come? 

Oh, whaj^a p i t y , you want to seduce me w i t h sweet 
words. 

S a n i a I I w i l l marry you. 

(laughs) How many g i r l s have you t o l d the same 
words t o , b a b u j i ? 

I u n d e r s t a n d . You a r e n ' t ready to go, w i t h o u t making 
t r o u b l e . (Comes forward) Come a l o n g , I say 

Take c a r e , b a b u j i . You don't know what a n e t t l e 
S a n i a i s 

Suddenly B a b u l e n t e r s , gags S a n i a and says 

BABUL- He w i l l t r y to know you, a f t e r t a k i n g you to the 
garden o f heaven. Come now. 

PROJESH- Shobhan! 

BABUL- Hurry up, friend. The oar is ready. Hurry-up, hurry-
up. (goes away w i t h Sania) 

PROJESH- Idiot N i g a r Hosan. Stay by the s i d e o f the Ganges. 
Your b e a u t i f u l granddaughter, S a n i a , i s on her 
way to P r o j e s h ' s h e a v e n l y garden. A f t e r a week I 
w i l l throw her away i n t h e ^ d u s t b i n — l i k e a l e a f -
p l a t e which has been used. ( l a u g h s ) 

( E x i t s ) 

E n t e r s N i g a r , i n a h u r r y . 

NIGAR- S a n i a , S a n i a : — s h e i s n e i t h e r i n s i d e the t e n t , nor 
o u t s i d e o f the t e n t — t h e n , where can she be? Oh, S a n i a 
I have brought some good m e d i c i n e from the F a k i r f o r 
y o u — i t w i l l save you from b e i n g abducted by any 
Satan of a f e l l o w . S a n i a , oh Sania!'. 

E n t e r s , K a l y a n . 

KALYAN- ( l a u g h s ) 
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P.136 NIGAR- Who are you? Have you seen my granddaughter, 
b a b u j i ? 

KALYAN- Yes, I have seen h e r . 

NIGAR- Where d i d you see her? 

KALYAN- Your sweet babu has taken her away i n a c a r , f o r c i b l y . 

NIGAR- Babuj i I 

KALYAN- The F a k i r was n o j ^ a r e a l F a k i r — b u t an a s s o c i a t e o f 
your sweet babu. 

NIGAR- Oh, how wretched, how m i s e r a b l e , how r e g r e t f u l 

KALYAN- L i s t e n , N i g a r Hosan :—no good r e g r e t t i n g — w e have 
got to re s c u e the g i r l , by any means. 

NIGAR- Of 'course, Of c o u r s e — I w i l l s n a t c h S a n i a away from 
the c l u t c h e s of t h a t Satan. That Satan, sweet babu, 
does n o t know the r e a l N i g a r Hosan. That son of a 
swine t h i n k s t h a t N i g a r Hosan has l o s t h i s p h y s i c a l 
s t r e n g t h . No, b a b u j i , no T h i s o l d N i g a r Hosan w i l l 
show t h a t dog how p o w e r f u l my b r e a s t i n how sharp 
the k n i f e i s , and how poisonous and f u l l o f f r e s h 
b l o o d my h e a r t i s . ( l a u g h s ) 

( E x i t s ) 

KALYAN- Thus, I have l a i d t h e d e a t h - t r a p f o r P r o j e s h . I n my 
pocke t came s i x t y - t h o u s a n d r u p e e s . Now i t i s the t u r n 
of the convent s t u d e n t , L o t u s . And then i t i s the t u r n 
of A n j a n , and then a f t e r I am the owner o f v a s t 
p r o p e r t y , I w i l l p l a y h i d j g a n d seek i n the bower o f 
the y o u t h f u l n e s s of Ivy. ( l a u g h s ) 

( E x i t s ) 

P.137 ACT I I I , SCENE IV — The drawing-room o f Maheshbabu's house. 

E n t e r s , Manjusha. 

MANJUSHA- He would have p l a y e d . . . . h a d my c h i l d Khokan l i v e d . . . 
he would have come r u n n i n g and embraced me, c a l l i n g 
"Mummy—mummy" (she c r i e s ) No, no, I ca n ' t a f f o r d 
to c r y — b y w i p i n g my t e a r s , s m i l i n g s w e e t l y , and 
by p r a c t i s i n g a c t i n g as a p r o f e s s i o n , I have got to 
g i v e my d i d i p o t s of money. D i r e c t e d by Malay Roy 
I have to sta n d b e f o r e new and newer h e r o s , everyday 
and say, i n a v o i c e choked and s w e e t l y w i t h o u t emotion 
"Oh, I l o v e you." (she breaks down c r y i n g ) 
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E n t e r s , Maheshbabu. 

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-
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MAHESH-
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MAHESH- • 

MANJUSHA-

MAHESH-

MANJUSHA-

You a r e c r y i n g , even today? 

B e f o r e I e x p l a i n that...why have you g o t t e n drunk? 
Why a r e you s a c r i f i c i n g y o u r s e l f by tampering w i t h 
t h i n g s t h t a r e u n j u s t ? 

I w i l l answer you l a t e r . F i r s t , you p l e a s e answer me. 
T e l l me, how l o n g w i l l you be w i p i n g t e a r s from your 
eyes? 

As l o n g as the sea of sorrow remains u n d r i e d . 

G o o d — a b e a u t i f u l answer. 

You l i k e i t a l o t , i s n ' t i t so, Jamaibabu? 

Manj u I 

Struck with wonder simply by l i s t e n i n g to a dialogue. 
( l a u g h s ) 

How can you l a u g h , Manju? 

By f o r c i n g m y s e l f , Jamaibabu. 

Who a r e you r e a l l y c h e a t i n g ? 

W e l l , I am c h e a t i n g m y s e l f . 

S t r a n g e . 

No, Jamaibabu. T h i s i s the law. An a c t r e s s s h o u l d 
l a u g h w h i l e c r y i n g . And she s h o u l d say, l a u g h i n g , 
to the hero, "you a r e my companion i n l i f e and d e a t h . " 

What are you s a y i n g , Manju? 

I am s a y i n g the r i g h t t h i n g , Jamaibabu. In the 
d a z z l i n g f o o t - l i g h t s t h e p a s s i o n a t e hero w i l l draw 
the h e r o i n e to h i m s e l f and embrace h e r . The s p e c t a t o r s 
w i l l c l a p , ^ s e e i n g t h i s scene o f r e u n i o n a f t e r a l o n g 
s e p a r a t i o n . Ŝ ome would, perhaps, p r e s e n t a g a r l a n d 
of R ajanigandha to t h e h e r o i n e f o r her b e s t a c t i n g . 
Wearing t h a t g a r l a n d o f v i c t o r y , and s t a n d i n g on the 
peb b l e s o f the m i l l i o n m i s t a k e s of h e r r e a l l i f e , a n d 
w i p i n g her e y e s — t h e p l a y f u l h e r o i n e o f t h a t n i g ^ t , 
w i l l be b r e a k i n g down i n the l a u g h t e r of d e f e a t . 

but 

No, Jamaibabu."There a r e no b u t s — t h e r e i s n o t such 
a word as 'wonder'. The cup of l i f e o f the g c t r e s s 
who charms m i l l i o n s o f men, i s f u l l o f t e a r s . 
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No, Manju! No, t h a t c a n ' t be. By throwing away the 
t e a r s , and emptying the cup o f them, t h e cup s h o u l d 
be made b r i m f u l o f l a u g h t e r . 

Who w i l l do t h a t ? 

Those who d e a l i n l a u g h t e r . 

Those a r e words from f i c t i o n , but not from l i f e . 

My f i c t i o n i s a p r o t e s t a g a i n s t d i s a s t e r . 

That i s o n l y a l i t e r a r y f e a t . 

L i t e r a t u r e i s the g u i d e — t h e knowledge of l i f e , Manju." 

Jamaibabu! 

I t i s l i t e r a t u r e w hich b u i l d s up s o c i e t y , ::changes the 
cou r s e o f p o l i t i c s , c a r r i e s the mute c r y of the p a i n ^ 
of l i f e i n t h i s c e n t u r y , to the minds of the p e o p l e . 

But who c a r e s to read t h a t k i n d o f l i t e r a t u r e ? 

Men who are l i k e Anjan, they r e a d i t . 

But how many Anjans a r e the r e i n t h i s c o u n t r y ? 

E n t e r s , Manimala. 

MANIMALA-

MAHESH-

They are c o u n t l e s s . 

Because^you a r e accustomed to c o u n t i n g from the wrong 
end. 

MANIMALA- You s t o p ! I f you hadn't been a f f e c t e d i n the b r a i n 
by d r i n k i n g , you would have r e a l i s e d t h a t l i c e n t i o u s 
men, l i k e Anjan, a r e the cause o f the r u i n o f t h i s 
c o u n t r y . 

MANJUSHA- What a r e you d r i v i n g a t , d i d i ? 

E n t e r s , Malay. 

MALAY- Malaboudi, has t o l d you the t r u t h . 

MAHESH- Here comes the mouthpiece o f Mala ( l a u g h s ) . 

MALAY- So you a r e l a u g h i n g , Maheshda. You don't know t h a t 
i t i s d i f f i c u l t to guess the r e a l c h a r a c t e r o f men 
l i k e A n j a n . They a r e pakka a c t o r s . They a r e j u s t 
sweet i n t h e i r words, but 
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But they c o n t a i n p o i s o n , w i t h i n . 

S i n c e I have taken to wine, I am now drunk. But how 
have you two become drunk? How s t r a n g e — i t i s I 
who drank wine, b u t i t i s you two who have been 
e f f e c t e d , have gone t i p s y — h o w , t e l l me? 

MANIMALA- I knew he would e x p l a i n i t l i k e t h a t . I f you speak 

th e t r u t h now-a-days you w i l l be t a k e n as a d r u n k a r d . 

MAHESH - Don't mouth these words-they don't b e f i t . . y o u r .mouths. 

MALAY- Then whose mouth do they b e f i t ? 

MAHESH- Anjan's.mouth. 

MANIMALA- How much do you know about Anjan? 

MAHESH- At l e a s t more, and b e t t e r than you. 

MALAY- But you don't have the eyes to see p r o p e r l y . 

MANJUSHA- But he has the r i g h t v i s i o n . 
MANIMALA- Stop, you wretched g i r l . Do you know who r u i n e d your 

l i f e ? 

MANJUSHA- I know who r u i n e d my l i f e — i t was r u i n e d by 

MAHESH- By t h a t loafer, K a l y a n Majumdar. 

MALAY- No. But by Anjanbabu. 

MAHESH- Malay'. 

MALAY- Don't you un d e r s t a n d t h a t the m a r r i a g e o f Manju w i t h 
Kalyanbabu was no r e a l m a r r i a g e ? 

MAHESH- Then what was i t ? 

9 
MALAY- A s t a g e p l a y o f a m a r r i a g e . 

MANJUSHA- Untrue, t h a t i s u n t r u e . A l l t h e s e words are a b s o l u t e l y 
u n t r u e . 

MANIMALA- Untrue;, w h o l l y untrue? T e l l me, you shameless hussy, 
whether you were i n l o v e w i t h Anjan, or not ? 
Whether;, d i s r e g a r d i n g p u b l i c o p i n i o n , o f the whole 
v i l l a g e , you d i d agree to the p r o p o s a l A n j a n made f o r 
you to p a r t i c i p a t e i n a c t i n g ? R a i s e you f a c e , and t e l l 
me, whether I am t e l l i n g u n t r u t h s o r not? 

MALAY- Why do you u n n e c e s s a r i l y put h e r i n shame, boudi? 
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MANIMALA- Shame! As i f she i s v e r y b a s h f u l — a s i f she i s d y i n g 

from shame! 

MANJUSHA- N o , d i d i . I have been b e r e f t o f any and a l l sense o f 
, shame, I am shameless how. A l l the v e i l o f my shame 

has been blown away by the wind o f your s e l f i s h n e s s . 

MAHESH- You have s a i d the r i g h t t h i n g , Manju. 

MANIMALA- What do you mean, she s a i d the r i g h t t h i n g ? 

MANJUSHA- Yes, d i d i , I have s a i d the r i g h t t h i n g . . I had a sense 
of shame. And i t was t h i s sense o f shame t h a t 
brought to the morning o f my l i f e the n i g h t - d a r k n e s s 
of s hamelessness. Had I been a b l e to speak my mind 
to Anjanda t h a t day, and not been d e f e a t e d and t u r n e d 
mute by shame, then t h i s d a rkness would not have 
p r e v a i l e d i n my l i f e . 

MALAY- Don't be m i s l e d by the words of Manju, M a l a b o u d i . 
I can swear t h a t A njan and Manju are c a r r y i n g on an 
i l l i c i t l o v e a f f a i r . 

MANJUSHA- No, no t h a t i s w h o l l y f a l s e . 

MAHESH- And I a l s o r e f u s e to b e l i e v e you, Malay. 

MALAY- W e l l , i f you r e f u s e to b e l i e v e i t , I w i l l p r o v i d e you 
w i t h e v i d e n c e . 

MANJUSHA-
MANIMALA-
MAHESH- With e v i d e n c e ? ! 

MALAY- Yes, w i t h e v i d e n c e . D i r e c t o r Malay Roy does not a c c e p t 
a n y t h i n g w i t h o u t e v i d e n c e . The ev i d e n c e which made 
me determined, t h a t v e r y e v i d e n c e I w i l l show to 
you. 

( E x i t s ) 

P.142 MAHESH- Her i s a v e r i t a b l e b e a s t , mean, wretched, and i l l -
b r e d f e l l o w . 

MANIMALA- Take c a r e . Don't you be a b u s i v e about Malay Thakurpo. 

MAHESH- Manimala! To quench your a l l - d e v o u r i n g f i r e o f d e s i r e 
to p o s s e s s m a t e r i a l goods, I have t u r n e d i n t o a drunk
a r d , and b e i n g now a v i c t i m o f d r i n k I have thrown 
away a l l my i d e a l s , and p l e a s e don't t r y to drag me 
down any lower. 

MANIMALA- Me 

MAHESH- You wanted money, I gave you h a n d f u l l s ; You f o r c e d Manju 
to be a p r o f e s s i o n a l a c t r e s s , I d i d n ' t p r o t e s t ; And by 
pampering Malay t h e s t r a y dog, you have a l l o w e d him 



- 393 -

MANIMALA-

MANJUSHA-

MANIMALA-

MANJUSHA-

MANIMALA-

MANJUSHA-

P.143 MANIMAIA-

MANJUSHA-

MANIMAIA-

MANJUSHA-

MANIMAIA-

MANJUSHA-

to be i n s u l t i n g l y a s s e r t i v e . Even then I k e p t 
s i l e n t . But i f you want to r a i s e y o u r s e l f up even 
h i g h e r , m a t e r i a l l y , then Mahesh B h a t t a c h a r y a , the man-
o f - l e t t e r s , w i l l go a l l the more down. 

( E x i t s ) 

Of c o u r s e one has to go lower down, o t h e r w i s e none 
can get the s t e p s ^ f o r c l i m b i n g up i n t h i s age. T e l l 
me, i s n ' t i t so? 

What are you t a l k i n g about d i d i ? 

Don't you u n d e r s t a n d , you wretched g i r l ? T e l l me, 
why have you asked A n j a n not to pay the one hundred 
rupees per m o n t h — o u t of your l o v e f o r him? 

No, d i d i . I asked A n j a n n o t h i n g . As he i s unemployed 
he i s not i n a p o s i t i o n to send money. 

Oh.' Then Malay Thakurpo i s c o r r e c t . So, you a r e 
h a v i n g a s e c r e t l o v e a f f a i r w i t h Anjan. 

D i d i . 

So now I unde r s t a n d why K a l y a n r e f u s e d to have any 
r e l a t i o n s w i t h you? No husband can t o l e r a t e a w i f e 
c a r r y i n g on a l o v e a f f a i r w i t h a n o t h e r man. 

Don't say such t h i n g s , d i d i . Anjanda i s as pure as 
sandlewood. I have no s i n f u l r e l a t i o n s h i p w i t h him. 
P l e a s e , f o r once, put some f a i t h i n the words of 
your poor u n f o r t u n a t e s i s t e r . 

I am ready t o b e l i e v e i t , i f you 

I f I what 

I f you can d r i v e A n j a n out o f he r e by i n s u l t i n g him, 
when he comes h e r e . 

( E x i t s ) 

I am asked to i n s u l t Anjanda! He w i l l come h e r e , w i t h 
h i s mind open and free.:.as t h - sky, and I am asked to 
spr a y b l a c k i n k i n s u l t s i n that, mind! Yes, I w i l l 
do i t . . . . b y i n s u l t i n g Anjanda I w i l l put him on the 
throne of g r e a t p r e s t i g e . 

A n j a n , v e r y t i r e d , unshaven, w e a r i n g d i r t y c l o t h e s 
e n t e r s . 

ANJAN- Manju, Manju here do you know Manju'. I have 
d e c i d e d not to l e t you do any more a c t i n g . W i t h i n 
a month I w i l l take you away from h e r e , and 

MANJUSHA- Keep me i n your p l a c e ? 
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ANJAN-
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You guessed c o r r e c t l y . I have found a j o b f o r you i n 
a n u r s i n g home. There you w i l l work d u r i n g the day 
and d u r i n g t h e n i g h t 

I w i l l share your bed, and be your companion o f 
p l e a s u r e . 

What do you mean? 

Don't you r e a l l y understand? The whole w o r l d i s a f t e r 
i t , and you mean to say t h a t you a r e the o n l y e x c e p t 
ion? 

Manj u! 

You u n d e r s t a n d e v e r y t h i n g , p e r f e c t l y . You want to have 
your f u n w i t h me, and so by c o n s p i r i n g , by p l a y 
a c t i n g you have strewn my l i f e w i t h the sands o f p a i n . 

What are you t a l k i n g about? 

T a l k i n g w i t h t h e r i g h t words. You have b u r n t my f l e s h 
and mind, and reduced i t to ashes by e x p o s i n g me to 
the b u r n i n g sun of s o c i e t y — b y the f i r e - b u r n i n g heat 
of t h e sands, 

ANJAN- M e M e 

MANJUSHA- Coward! L i b e r t i n e ! C h a r a c t e r l e s s ! 

ANJAN- Manju! What have you s a i d , Manju? What words you have 
used, Manju. On the l i m i t l e s s s a n d a l p a s t e o f my 
h e a r t you have s p r i n k l e d mud. You have thrown to the 
du s t my m i n d ^ a f t e r t e a r i n g a l l the p e t a l s o f f t h a t 
w h i t e l o t u s . 

MANJUSHA-

ANJAN-

MANJUSHA-

P.145 ANJAN-

Anj and a.' 

Oh, Manju! The words you -used, I never guessed t h a t 
they would e v e r be used by you. My mind, f u l l o f 
goodness and ever awake i n the t i r e d temple of my 
body, even i n i t s l i m i t l e s s and t i r e d n e s s when the 
s u b c o n s c i o u n e s s s t a r t s i t s work, I d i d n ' t dream 
s u b c o n c i o u s l y of t h i s . You a r e a f l o w e r i n my way
s i d e l i f e , you a r e my younger s i s t e r ^ - — a n d I c o u l d 
never t h i n k a n y t h i n g e l s e but t h i s . 

M e M e 

Don't d e l a y f o r even a minute, Manju. K i l l me immed
i a t e l y . On t h a t s t o ne o f u n t r u t h , I w i l l enscibey. 
w i t h my own h e a r t ' s b l o o d , and d e c l a r e to the whole 
w o r l d — t o s o c i e t y — t h a t t r u t h never d i e s , a f f e c t i o n 
never w i t h e r s , and t h e r e i s no b l e m i s h on t h i s b r o t h e r -
s i s t e r r e l a t i o n s h i p o f Anjan and Manju. 
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M a n j u - p u t t i n g h e r hands on Anjan's s h o u l d e r s , says i n 
a v o i c e ehoked:lwith weeping 

MANJUSHA- F o r g i v e me Anjanda. B e l i e v e me, what I s a i d was n o t 
r e a l l y what I wanted to s a y — t h o s e were not my words, 
r e a l l y . The words, those you heard from my mouth, 
save me from the h e l l o f those p e r s o n s , Anjan 
save me. 

Malay shows Manimala t h i s scene between A n j a n and Manju. 

MANIMALA-

MANJUSHA-

MANIMALA-

ANJAN-

MANIMALA-

MALAY-

MANIMALA-

MANJUSHA-
ANJAN-

MALAY-

ANJAN-

P.146 MALAY-

ANJAN-

MANIMALA-

ANJAN-

And so, i n t h i s way he w i l l save you, you shameless 
hussy. 

D i d i ! 

F o r shame—how can you r a i s e your f a c e and speak 
a f t e r what you two have j u s t done? 

M a l a d i ! 

Stop, don't you do any more s p e a k i n g . Oh, what an 
honest p e r s o n you are'. T e l l me, i f you a r e so bent 
upon i t , why d i d n ' t you marry Manju y o u r s e l f , i n s t e a d 
of t u r n i n g h er i n t o a p r e m a t u r e l y o l d woman? 

I t i s n o t p r o p e r to c a r r y on i n such a way w i t h a 
g i r l o f a 'bhadralok' f a m i l y , Anjanbabu. 

Take c a r e , never come to my house a g a i n . 

D i d i ! 

We are 'bhadralok' and so she i s a s k i n g you not to 
come a g a i n i n a p r o p e r g e n t l e m a n l y way. 

I w i l l come to t h i s house, Malaybabu, j u s t once more. 

Anjanda! 

Oh y e s , Manju. I must come to t h i s house once more. 

L e t me know, why s h o u l d you come to t h i s house again? 

I don't want t o say today why I w i l l come a g a i n . But 
I want to say t h i s m u c h — t h e k i n d o f t r a d i n g you a r e 
doi n g i n falsehoods packed i n a showy b a s k e t o f ho n e s t y , 
i n o r d e r to g a i n — w h i l e you a r e c o u n t i n g your g a i n s 
you w i l l f i n d t h a t i n the l o n g r u n the pages o f 
p r o f i t w i l l r u n to z e r o — t h e d e b i t s and c r e d i t s w i l l 
amount to z e r o . 

( E x i t s ) 
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MANJUSHA- Anjanda! Anjanda! 

MANIMALA- Oh even now he i s your Anjanda! 

,15 MALAY- Do you know h i s r e a l . i d e n t i t y ? 

E n t e r s , Mohan, s i n g i n g 

MOHAN-
The Song 

Throwing the g a r l a n d o f v i c t o r y i n the d u s t , 
he who ru s h e s foward, to embrace d e f e a t . 
Can any o f you t e l l me about h i s r e a l i d e n t i t y ? 
He; who has responded to the g r e a t c a l l o f 

communism 
And who i s determined to b u i l d up s o c i e t y anew 
Who has r i s e n to d i g the e a r t h f u l l o f a n c i e n t 

garbage 
To b r i n g out g o l d from i t s bowels ^ 
Can anybody t e l l about h i s i d e n t i t y ? 

E n t e r s , P r o j e s h and Babul 17 

. BABUL-

PROJESH-
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BABUL-
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PROJESH-

MANIMALA-

BABUL-

MANIMAIA-

Of, f i n e ! As i f b r i n g i n g out n e c t a r and making i t 
f u l l . . . . 

18 
What about maVing him s i n g the songs o f P a l e s h 
Hello, Malay. 

P l e a s e do come i n do come i n . 

P l e a s e s i t down—don't be s t a n d i n g . 

Yes, boudi darling. We c e r t a i n l y a r e go i n g to s i t 
down. We have come here to s i t and t a l k — d o n ' t you 
t h i n k so Shobhan? 

Here I am a l r e a d y s i t t i n g . 

Chaudrani- have c o n v e r s a t i o n w i t h them. I am g o i n g 

to b r i n g some t e a . 

No tea, boudi darling. 

C o f f e e ? 

No, no n e i t h e r c o f f e o r t e a . 

Then, what d r i n k would you p r e f e r ? 
BABUL- L e t us have t h e d i s c u s s i o n about t h a t w i t h C h a udrani 

D e v i . You b e t t e r l e a v e . 
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MANIMALA- O.K. I am l e a v i n g . I am l i k i n g , v e r y much, you and 

what you say, I fe e l ^ w e were near and dear ones i n 
a p r e v i o u s b i r t h . 

( E x i t s ) 

MOHAN-
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MANJUSHA-
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BABUL-

MALAY-

A l l o w me to take my l e a v e , d i d i . 

Don't t a l k about l e a v i n g — y o u haven't h e a r d what 
these two babus a r e t a l k i n g o f . 

You w i l l have to s i n g the songs of^'Panch P a i s e r 
P r i t h i b i ' on t h i s coming Sunday. 

Do I r e a l l y remember t h e s e songs, d i d i ? How many days 
have passed s i n c e I sang those songs. I have come to 
the c i t y s i n c e then, l e f t the v i l l a g e and am making 
my l i v i n g by b e g g i n g — w o u l d the babus o f the c i t y 
c a r e to l i s t e n to t h e songs of a beggar? 

You needn't worry about t h a t . Take t h i s — t e n r u p e e s . 
Giving you in advance. Don't f o r g e t , coming Sunday. 

But 

You needn't be a p p r e h e n s i v e , Mohanda, I w i l l be t h e r e 
to h e l p you so t h a t you w i l l be a b l e to s i n g the 
songs c o r r e c t l y . P l e a s e come here d a i l y . 

That w i l l d o , d i d i . Now I am l e a v i n g . Namaskar to 
you babus. 

( E x i t s ) 

What a r e l i e f . ' Goutam i s on h i s way to D a r j e e l i n g 
and was w o r r y i n g about a s i n g e r . 

I s he not back y e t ? 

No Chaudrani D e v i . He i s now making attour i n 
D a r j e e l i n g . 

And w i t h him 

Don't be s i l l y , my friend. 

Oh, I see, I d i d n ' t remember. F o r the l a s t few 
days I have been f e e l i n g l i k e I a n ^ h e l a s t Mughul 
Emperor Shahan Shah Bhahadur Shah. 

What do you mean? 

21 

BABUL- From the bathroom of the harem, t h e r e i s the r i n g i n g 
sound o f b a n g l e s . The s e n t r i e s o f the p a l a c e do the 
obe i s a n c e and the l e a d i n g Begum i s c a l l i n g to me. 



- . 398 
MALAY- : 

PROJESH-

MALAY-

PROJESH-

P.149 MALAY-

PROJESH-

MANJUSHA-

BABUL-

MANJUSHA-

PROJESH-

BABUL-

MANJUSHA-

BABUL-

MANJUSHA-

BABUL-
PROJESH-

MANJUSHA-

PROJESH-

BABUL-

PROJESH-

BABUL-

PROJESH-

BABUL-

(l a u g h s ) 

Have you la u g h l a t e r , Mr. Roy. Here i s the money, 
b r i n g us a b o t t l e ( g i v e s him the money). 

But what about that scene 

How strange. Show the scene. But h u r r y , b e f o r e 
e v e r y t h i n g e l s e we must have the mood p r o p e r l y geared 
up. 

All right. Then I w i l l be w a i t i n g i n the next room. 

Now, t h a t i n s u f f e r a b l e f e l l o w i s gone. Now t e l l us, 
how a r e you Chaudrani Devi? 

I am a l l r i g h t , b u t 

What i s t h i s - b u t - b u s i n e s s , my l a d y ? To put an 
end to your - b u t s - I would c a l l the whole Mughul 
army to a c t i o n . 

You a r e r a t h e r i n e b r i a t e d , Shobhan. 

He who does not become i n t o x i c a t e d by s i m p l y l o o k i n g 
a t you, i s not a man. 

Oh my', (l a u g h s ) 

L i s t e n P r o j e s h b a b u ! I have my teamwork w i t h Goutambabu 
but I haven't had the o p p o r t u n i t y f o r a s i n g l e 
rehearsal w i t h him. 

Don't worry, he d ^ p l a y a p a r t i n 'Panch P a i s e r 
P r i t h i b i ' b e f o r e . 

Me too, I p l a y e d i t b e f o r e . 

,-.24 

Is i t t r u e ? 

Yes, I had my b i r t h i n 'Panch P a i s e r P r i t h i b i 

Oh, bother-

What i s t h e t r o u b l e ? 

My s t o c k o f c i g a r e t t e s i s exhausted. 

Then-what to do 

Please bring a packet. 

As you o r d e r me, my Emperor, I obey. Why o n l y c i g a r e t t e s 
t h i s s e r v a n t i s ready to s e r v e you-he can t e a r the moon 
from the sky, i f you w i s h , S a l u t e to you, my s i r e . 
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P.150 PROJESH-
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( b r i n g s out a p a c k e t o f c i g a r e t t e s and l i g h t s one) 
( l a u g h s ) What are you l o o k i n g a t d a r l i n g ? . . . y o u and 
m y s e l f , we w i l l l e a v e C a l c u t t a and move to Bombay. 
Though C a l c u t t a i s not p a y i n g you the r e a l p r i c e f o r 
your mind, Bombay w i l l , a t l e a s t , pay you the r e a ^ r j 
p r i c e f o r your body,(Takes h o l d o f her hands) 

L e t go of my h a n d ^ — - l e t go they w i l l be h e r e 
p r e s e n t l y . 

L e t them come. I c o u l d n ' t c a r e l e s s — b e c a u s e I l o v e 
you C h a u d r a n i . 

MANJUSHA- Here come Shobhanbabu. 

E n t e r s , B a b u l 

BABUL-

PROJESH-

BABUL-

PROJESH-

BABUL-

MANJUSHA-

BABUL-

Your majes t y , your s e r v a n t has come. Here a r e your 
c i g a r e t t e s . 

Thanks, my friend. 

The b o t t l e i s w a i t i n g f o r you i n t h e next room. 

O.K. my dear Chandrani D e v i . I w i l t meet you again 
before I leave this plaoe. 

2 6 

T e l l me my queen , how l o n g am I to w a i t f o r you? 

Shobhanbabu! 
Though I am drunk, I am not l a c k i n g i n good sense. 
B e l i e v e me, I l o v e you t r u l y ( t a k e s h o l d o f h e r hands) 

MANJUSHA- Here comes Malaybabu. 

E n t e r s , Malay, 

MALAY- Mr. M i t r a ! P r o j e s h b a b u wants to meet you. 

BABUL- Zes.To t h e army c h i e f , h i s m a j e s t y has s e n t o r d e r s 
and h i s s e r v a n t has got to be p r e s e n t as the b o t t l e 

P. 151 o f wine from Puniar'.is opened so I go, d a r l i n g o f 
my h e a r t . We w i l l meet again in the future. 

( E x i t s ) 

MALAY- The manners of these men from r i c h f a m i l i e s a r e 
i n c o m p a r a b l e . How n i c e are t h e r e manners. 

MANJUSHA- Ni c e i n d e e d , w i t h o u t any p a r a l l e l i n the w o r l d . 

MALAY- You too are i n c o m p a r a b l e , Manju. 

MANJUSHA- Indeed! 
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Manju! Yes, and t h a t i s why I l o v e you. 

MANJUSHA- Do you l o v e me? 

MALAY- B e l i e v e me, my l o v e d one. I f I don't g e t to be w i t h 
you, my l i f e w i l l be u s e l e s s . My h a p p i n e s s , p l e a s e , 
my dreams, a l l c e n t r e on you. I have d i s c o v e r e d g o l d 
i n the mine of your mind, my queen. 

MANJUSHA- Me, a queen, your queen ( l a u g h s ) . 

MALAY- Yes. You a r e my queen, my d a r l i n g , my l o v e d one; you 
are the companion o f my dreams. I l o v e you w i t h a l l 
my h e a r t , my mind, my l i f e , w i t h a l l I p o s s e s s , I 
l o v e y o u — I l o v e you. 

( E x i t s ) 

MANJUSHA- (la u g h s ) l o v e , l o v e , l o v e . So everyone::.of them l o v e s 
me. Malay, Shobhan, P r o j e s h , none of them can s u r v i v e 
u n l e s s t h e i r l o v e i s r e q u i t e d by me. But can anyone 
t e l l me how I c o u l d put so much l o v e , such a huge 
burden o f l o v e , i n t o t h i s l i t t l e ^ h e a r t o f mine? 
( l a u g h s ) How c o u l d I keep i t ? 

( E x i t s ) 

P.152 ACT IV, SCENE I — The drawing room of Shankar's House. 

E n t e r s , I v y . 

The way I can keep i t , keep i t i n t h a t way, I w i l l . 
Do you u n d e r s t a n d , dada. Oh, dada i s not h e r e , he 
must be gone. Anyway Goutam i s back....he came back 
from D a r j e e l i n g a t t e n l a s t n i g h t . Goutam, who comes 
to see me a t l e a s t t e n times a day, t h a t Goutam, has 
not c a r e d , though he i s b a c k ; f r o m D a r j e e l i n g , to come 
y e t 

E n t e r s , K a l y a n . 

KALYAN- Cared to meet Ivy, Why? 

IVY- R e a l l y , I don't f e e l l i k e t a l k i n g to you anymore. 

KALYAN- O.K. Then, I w i l l do the t a l k i n g . 

IVY- I won't answer. 

KALYAN- Are you angry, Ivy? 

IVY- Why? Do I c a r e f o r you? 
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Then, s h o u l d I t e l l you t h a t you do? 

Go ahead. 

You c a r e f o r me, because I am the man of your heart."'" 

( s m i l e s ) You are j u s t a r u s t i c . 

What do you mean? 

Only a c o u n t r y bumpkin speaks l i k e t h a t . 

Then, s h o u l d a r e s o r t to foreign ways? 

Yes, speak i n t h a t way. 

I am your hero. 

By the by, l e t me t e l l you s o m e t h i n g — — 

Go ahead. 

I have heard s t o r i e s abou^ the h e r o i n e o f the drama 
you are about to s t a g e . 

Who t o l d you s t o r i e s ? 

Dada. 

What d i d he say? 

The g i r l i s c a l l e d C h a u d r a n i . B e a u t i f u l to l o o k a t , 
she i s q u i t e chummy w i t h dada I have heard. 

Very good. To be chummy i s always welcome. 

But why i s he f a i l i n g w i t h S a n i a — h e has f a i l e d to get 
i n t i m a t e w i t h h e r . 

T h i s time he w i l l succeed. 

How? 

Your dada took S a n i a to the H o t e l Helen, and put her 
t h e r e . 

I see. Then you a r e i n the know about e v e r y t h i n g ? 

I wasn't i n the c i t y , but I was t o l d e v e r y t h i n g by your 
dada. T h i s drama w i l l be a b i t , i n the l o n g r u n , I 
hope. 

That reminds me. You haven't c a r e d to give rehearsal 
even f o r a s i n g l e time. How w i l l you be a b l e to a c t 
i n the p l a y ? 
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I w i l l stage-manage e v e r y t h i n g d u r i n g the performance. 

L e t ' s drop t h i s t a l k , You must meet daddy b e f o r e you 
l e a v e . 

Why? Only the o t h e r day we had a f u l l d i s c u s s i o n . 

What was your d i s c u s s i o n about? 

I won't t e l l you. 

You may not t e l l — b u t I know e v e r y t h i n g . 

No, no you don't Ivy. We t a l k e d about something new, 
e n t i r e l y new. 

Then t e l l me. 

No. 

Do t e l l me,please. 

Never. 

Won't t e l l m e — O . K . — I w i l l have n o t h i n g to do w i t h 
you from now on ( i s about to l e a v e ) 

( t a k i n g h o l d o f h e r hands) L i s t e n . Don't be angry, 
darling. 

Why s h o u l d I be angry? Do you mean a n y t h i n g to me 
how? 

Don't I mean a n y t h i n g to you ? 

Yes, t h a t i s so. 

O.K. I am l e a v i n g (he i s about to go) 

My, my don't you l e a v e ( h o l d i n g h i s hand) don't be 
angry, please, I was j u s t j o k i n g w i t h you. 

Jok i n g ? 

Why not? (embracing K a l y a n ' s neck) You a r e the f i r s t 
man i n my l i f e . 

Suddenly Anjan e n t e r s , s t a n d i n g on the d o o r s t e p , l i s t e n i n g 
to I v y ' s words, and s e e i n g h e r n e c k i n g w i t h K a l y a n , he 
b u r s t s out l a u g h i n g . 

ANJAN-

KALYAN-
IVY-

(laughs) 

Who? 
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ANJAN-

(lau g h s ) W o n d e r f u l ! You two, you p r e t e n d t h a t you 
don't know m e — i s t h a t so? 

Do you know him? 

Quite -impossible. Never i n my l i f e have I seen him 
b e f o r e . 

Y e t , you were my c o l l e a g u e , you worked w i t h me f o r 
two y e a r s . 

Pure mad. Do you know him? 

Absurd."I have never seen him, even i n a dream. 

Y e t , j u s t l i k e today, you necked w i t h me and s a i d 
s w e e t l y i n an e m t i p n a l v o i c e — " Y o u a r e t h e f i r s t 
man i n my l i f e . " 

You have t o l d the t r u t h , Goutam. T h i s man i s 
v e r i t a b l y mad. 

( l a u g h s ) 

Why a r e you l a u g h i n g ? 

T h i s game o f h i d e and seek, makes me l a u g h . 

A mad cap, a madman. 

S t r a n g e l y , you are s t i c k i n g to your k i n d o f t r u t h . 
N e i t h e r o f you i s ready t o d i s c l o s e . 

Get out o f h e r e . 

W h y — a r e you a f r a i d t h a t you w i l l be d i s c l o s e d ? 

Shut-up. 

Don't you be so j u m p y — I won't d i s c l o s e you. 

D i s c l o s e what to whom? Do you t h i n k you have the l i b e r t y 
to i n d u l g e i n madness here? 

Are they t r y i n g to r e a l l y t u r n me mad? 

Shut-up i d i o t . 

I f you dare to u t t e r even a s i n g l e word.... 

W i l l you ask f o r the darwan — b u t the t r u t h t h a t i s 
i n the i n n e r chamber o f your m i n d — c a n you d r i v e t h a t 
away w i t h a darwan? 

KALYAN- How strange, what audacity. 
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ANJAN- A p e r s o n l i k e you s h o u l d n ' t make such remarks. They 
sound s t r a n g e coming from your mouth. 

KALYAN- T h i s man won't q u i t . I t won't be easy to get him 
out of t h i s p l a c e . Come I v y ( h o l d i n g her hand). We 
c a n ' t do i t , w i t h o u t the darwan. P e o p l e l i k e him, 
they a r e o n l y a f r a i d ' o f a good t h r a s h i n g . 

IVY- Yes, l e t s b o t h a r r a n g e f o r t h i s t h r a s h i n g . 
(Both e x i t ) 

ANJAN- Mad...in the dream-bower of I v y , Anjan i s no b e t t e r 
today than a mad-man. Malay and M a l a d i t h i n k t h a t 
A njan i s a c h a r a c t e r l e s s f e l l o w . By K a l y a n and Ivy 
he i s dubbed a mad-man. Then, what I am to do? 
Where am I to go? Malay and M a l a d i , K a l y a n and Ivy, 
they a r e the 'average' d e n i z e n s of t h i s s o c i e t y -
t h i s ' c i v i l i s e d s o c i e t y ' A p a r t from them the p e r s o n s 
about whom I t h i n k , the unfed, u n c l a d , d i s p o s s e s s e d , 
and such who w i l l t e a r away the mask of t h i s 
a r t i f i c i a l c i v i l i s a t i o n o f s o c i e t y today, and when 
w i l l i t be done? 

E n t e r s , Shankar. 

SHANKAR- Today, I w i l l t ake away your mask, you sooundvel. 

Kakababu! ANJAN-

SHANKAR-

ANJAN-

SHANKAR-

ANJAN-

SHANKAR-

ANJAN-

SHANKAR-

ANJAN-

S f a t - u p . I don't want to be a d d r e s s e d l i k e t h a t by a 
loafev. I am through w i t h you. I r e f u s e to r e c o g n i s e 
t h a t I have ever had any a c q u a i n t e n c e w i t h you o r 
persons o f your f a m i l y , i n any g e n e r a t i o n . 

W e l l , do you r e a l l y have any a c q u a i n t e n c e w i t h y o u r s e l f ? 
You don' t 

What are you d r i v i n g at? 

Had you been aware of y o u r ^ r e a l i d e n t i t y — y o u would 
come to know the t r u t h . 

What k i n d o f t r u t h ? 

The t r u e i d e n t i t y o f your would-be s o n - i n - l a w . 

I know p e r f e c t l y w e l l , who he i s , 

You know^it j u s t the o t h e r way a r o u n d — a b s o l u t e l y 
wrongly. 

SHANKAR- Then t h i s wrong to me i s a b s o l u t e l y r i g h t . 
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Then to you, the statement t h a t the sky i s overhead 
would be a wrong statement. 

Who has asked you to convey any knowledge to anyone? 

Are you mad o r what? I am n o t such an ignoramous 
t h a t I would t r y to d i s p e l your e u p h o r i c i g n o r a n c e . 

Why have you come t o K a b i t a Cottage? 

I f e l t t h a t i t was n e c e s s a r y f o r me to be h e r e . 

You f e l t your p r e s e n c e here was n e c e s s a r y 

And now I f e e l t h a t my p r e s e n c e c o u l d do no good. 
Because of my sense o f duty, I was f o r g e t t i n g the 
i n s u l t s g i v e n me the o t h e r day, the p e r s o n who I 
came r u n n i n g here to meet, by s e e i n g her t r u e n a t u r e 
a l l my i l l u s i o n s were d i s p e l l e d . 

What do you r e a l l y want to say? 

You a r e a l l o | the same b r e e d . Blue b l o o d f l o w s 
i n your v e i n s . 

SHANKAR- Shut-up nonsense.(Whips him) 

ANJAN- (makes the sound o f p a i n ) 

E n t e r s , Panasar, q u i c k l y . 

PANASAR-

SHANKAR-

PANASAR-

SHANKAR-

PANASAR-

SHANKAR-

PANASAR-

ANJAN-

SHANKAR-

P.159 ANJAN-

Shankarl Shankar'. Have you gone mad? Don't you remember 
who you a r e whipping? 

Whipping a l i b e r t i n e , a loafer. 

A n j a n — a l i b e r t i n e , a l o a f e r ? 

A man who, d r i v e n by h i s p a s s i o n s f o r a m a r r i e d g i r l , 
g i v e s up h i s j o b and spends a l l h i s time i n l o v e -
making w i t h her, can he be a n y t h i n g but a l i b e r t i n e ? 

How d e s i r e a b l e i t would be, i f you t u r n e d i n t o the 
k i n d o f l i b e r t i n e A n j a n i s . 

Shut-up. 

Don't f o r g e t to add the word ' r a s c a l ' t o o . 

In modern age, t h a t i s a l s o i m p l i e d , granddad. 

What I would l i k e to do to you 

You can d e l i v e r , s a f e l y , a few more blows w i t h the 
whip. You can hand me o v e r t o the p o l i c e , by dubbing 
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me a t h i e f , l i b e r t i n e , c h a r a c t e r l e s s f e l l o w — y o u can 
even shoot': me l i k e you would shoot an a n i m a l . But 
beware, you e x p e r t lawyer o f b o u r g e o i s l a w l Hundreds 
of Anjaris, l i k e m y s e l f , by g e t t i n g no r e c o g n i t i o n 
from any q u a r t e r , are becoming determined to b u i l d up 
a new s o c i e t y , bound t o g e t h e r by a newly made pr o m i s e . 
They have been b e a t e n f o r ages, and now i t i s t h e i r 
t u r n f o r r e t r i b u t i o n . And so one o^ the s e , Anjans, 
b e f o r e he l e a v e s , a s s e r t s t h i s 

PANASAR-
SHANKAR- A n j a n l 

ANJAN- You must be p r e p a r e d to get your r e t r i b u t i o n b l o w s — 
they w i l l f a r exceed the ones you gave me. 

( E x i t s ) 

PANASAR- You have t o l d the t r u t h , A n j a n — t h a t day o f r e t r i b u t i o n 
i s n o t f a r away, (about to l e a v e ) 

SHANKAR- L i s t e n . 

PANASAR- W e l l , t e l l me. 

SHANKAR- I have heard t h a t you a r e g o i n g to f u n c t i o n a s ^ a p r i e s t 
i n the ' b a r w a r i ' Durga P u j a i n t h i s l o c a l i t y . 

g 

PANASAR- Can't you see the 'namaboli' I have on? 

SHANKAR- How much w i l l you be p a i d f o r your p r i e s t l y duty? 

PANASAR- I never do a p u j a i n exchange f o r money. 
SHANKAR-

P.160 PANASAR-

Then why? 

I pray to the.goddess f o r t h a t ' s h a k t i ' t h a t i s a b l e 
to rouse up the l a t e n t ' S h a k t i ' o f the c o u n t r y . The 
i n v i n c i b l e ' s h a k t i ' o f t h e goddess can d e f e a t the 
e v i l f o r c e s — t h e demons—by u s i n g the mantra t h a t c a l l s 
the d i v i n e ' S h a k t i ' I w i l l t r y to rous e the o p p r e s s e d ^ 
masses, the l a t e n t but p o t e n t i a l p e o p l e ' s r e p u b l i c . 

E n t e r s , I v y . 

IVY- Daddy, send granddad to Ranchi.'"^ 

SHANKAR- I am t h i n k i n g about doing j u s t t h a t , I v y . 

E n t e r s , N i g a r Hosan. 

NIGAR- No, b a b u j i I Do your t h i n k i n g l a t e r — n o w b r i n g out your 
son. 

SHANKAR- Why? 
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Because he has abducted my granddaughter. 

SHANKAR-
IVY-

PANASAR-

IVY-

NIGAR-

SHANKAR-

NIGAR-

SHANKAR-

NIGAR-
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I v y -

SHANKAR-

NIGAR-

SHANKAR-

NIGAR-

PANASAR-

SHANKAR-

IVY-

N i g a r Hosan! 

I thought something l i k e t h i s would happen. 

P l e a s e s t o p , granddad. 

That o l d babu might s t o p , but I won't memsahib. 

Your granddaughter might have e l o p e d w i t h someone 
e l s e . 

No, your son s i m p l y abducted h e r . 

Is t h e r e any e v i d e n c e t h a t he d i d so? 

Eviden c e ? 

Yes, N i g a r Hosan, e v i d e n c e i s the p r i m a r y t h i n g i n 
law. You don't know t h i s , and i t i s q u i t e n a t u r a l 
t h a t you don't know t h i s . A f t e r a l l you were n o t 
a s t u d e n t of the law, l i k e my son. 

B e f o r e a n y t h i n g e l s e , p r o v i d e us w i t h e v i d e n c e . 

I can t a c c e p t a n y t h i n g w i t h o u t e v i d e n c e . 

I s t h e r e any e v i d e n c e t a h t you earned money, got r i c h 
and took on the a i r s o f a K i n g , by honest means? I s 
t h e r e any e v i d e n c e t h a t you a r e an unimpeachably 
honest man? 

N i g a r Hosan.' 

Is t h e r e any e v i d e n c e t h a t t h i s g i r l i s your daughter, 
and t h a t t h a t boy i s your s o n — y o u might j u s t be 
the p u t a t i v e f a t h e r ? 

( l a u g h s ) 

12 
What! How cheeky! I shall •punished you.: Darwan 
Darwan! 

No, daddy! No need at a l l . No need to c a l l the darwan 
I am g o i n g to teac h him a l e s s o n . 

P i c k s up the whip, which i s l y i n g on the f l o o r 
and i s about t o d e l i v e r a blow, when N i g a r takes 
h o l d o f the whip. 

NIGAR- Look out, memsahib! I n s t e a d o f u s i n g the whip on me 
b e t t e r use i t on you, and t h e r e b y l e t your shameless 
h e a r t l e a r n the n e c e s s i t y o f b e i n g a b i t b a s h f u l . . . . 



- 408 -

SHANKAR-

NIGAR-

PANASAR-

P.162 NIGAR-

PANASAR-

NIGAR-

IVY-. 

I w i l l r i n g up the p o l i c e s t a t i o n . . . . 

You w i l l ask the cops to come, i s i t ? 

N i g a r Hosan, p l e a s e go back to your p l a c e — 

Why, o l d babu.' Because your son happens to be a 
b a r r i s t e r ? No, N i g a r Hosan, has come a c r o s s and 
d e a l t w i t h many b a r r i s t e r s l i k e him. T e l l me, 
b a b u j i , whether t h a t Satan o f a son of y o u r s w i l l 
hand over my granddaughter? 

There i s no hope, I t h i n k , t h a t you w i l l ever g e t 
her back. 

That I a l s o know, o l d babu. I know I w i l l n o t be 
a b l e t o g e t h e r back, e a s i l y . I know t h a t I w i l l 
have to undergo much t r o u b l e to get h e r , to f i n d 
out where she i s . But remember t h i s , b a r r i s t e r b a b u 
t h a t N i g a r Hosan i s ready to do a n y t h i n g f o r the 
sake of S a n i a . 

( E x i t s ) 

How i l l - b r e d he i s . 

.'?; N i g a r i s on h i s way out, but he t u r n s and s a y s . . . 

NIGAR- What a r e you s a y i n g , memsahib? N i g a r Hosan i s an 
i l l - b r e d f e l l o w , a l o w l y c r e a t u r e — b u t what about 
y o u — w h a t were you d o i n g b e h i n d the r o s e bush w i t h 
t h a t new babu(Kalyan) 

SHANKAR-
IVY-

PANASAR-

NIGAR-

PANASAR-

N i g a r Hosan! 

( l a u g h s ) 

Gypsy N i g a r Hosan, doesn't know your law, b a b u j i , 
but he knows what i s i l l e g a l and u n l a w f u l . Throughout 
your l i f e you have been p l a y i n g w i t h the law, b a b u j i , 
but you haven-' t seen the u n l a w f u l t h i n g s t h a t go 
on r i g h t here under your nose. The l i g h t o f your 
lawbooks c a n ' t s h i n e i n your d a u g h t e r ' s eyes and mind, 
do you need i n w r i t i n g what r e a l l y c o n s t i t u t e s the 
ev i d e n c e o f shamelessness and a l a c k o f the sense o f 
f e m i n i n e d i g n i t y ? 

( E x i t s ) 

I have got i t , got i t — I need not go anywhere e l s e . 
I am g o i n g t o p i c k up the c l a y , n e c e s s a r y r i t u a l 
s t u f f f o r Durga P u j a on the s i x t h day of the f u l l 
moon, and when the r i t u a l s h o u l d be i n a u g e r a t e d . . . . 
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and p u t s i t on a p i e c e of paper. 

SHANKAR- What have you put i n s i d e t h a t p i e c e of paper? 

PANASAR- The d u s t which i s r e q u i r e d f o r the Durga P u j a - i t i s 
to be c o l l e c t e d from t h j ^ d o o r - s t e p s o f p r o s t i t u t e s 
and used i n the r i t u a l . ( E x i t s ) 

SHANKAR- God, oh my gpd,3 this father. Had that old idiot not 
been my father, I would have whipped him into under
standing that Goutam is not a loafer, but my would-
be son-in-law in future. Goutam i s my would-be son-
i n - l a w . 

( E x i t s ) 

IVY- Then t h a t l o w l y c r e a t u r e , N i g a r Hosan, d i d w i t n e s s 
the whole t h i n g . . . S o what?, so what i f he saw? 
Matters l i t t l e . . . something that was enjoyment for 
the moment. A b i t o f p l e a s u r e i n a sweet, honey 
moment. 

( E x i t s ) 

ACT IV, SCENE I I — A room i n the H o t e l H e l e n . * 

E n t e r s , B a b u l . 

BABUL- Of what p l e a s u r e . .. . p l e a s u r e i s b u b b l i n g up, my 
h o l y f a t h e r . By d i n t o f t r i c k s , the p i c k - p o c k e t 
B a b u l Das is today a great gentleman, Shobhan Mitra. 
The Babul o f the 'bustee' i s d e a d — a n d h e r e , i n the 
H o t e l Helen, Shobhan M i t r a has come to enjoy. 
Whenever Mr. M i t r a o r d e r s the boys and b e a r e r s he 
is always doing turn about, doing turn about, ( l a u g h s ) 

P.164 E n t e r s , K a l y a n . 

KALYAN- Babul.' 

BABUL- Who i s t h e r e ? Oh, your majesty? 

KALYAN- You a r e v e r y drunk, i t appears. 

BABUL- F o r g i v e me, your m a j e s t y . I have not been d e f e a t e d 
by wine. 

KALYAN- Have you s e n t f o r N i g a r Hosan? 
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BABUL-

KALYAN-

BABUL-

KALYAN-

BABUL-

KALYAN-

BABUL-

KALYAN-

BABUL-

KALYAN-

BABUL-

KALYAN-

P.165 BABUL-

KALYAN-

BABUL-

Sure. 

I hope t h a t P r o j e s h i s n ' t aware o f our p l o t ? 

Not even t h a t guy, c a l l e d God, i s aware^of i t — 
not to speak of that third-rate party." 

Where i s t h a t gypsy;beauty, Sania? 

In the next room. 

I have heard t h a t she won't take any f o o d . 

P r o j e s h t o l d me he would make h e r e a t today, 

( l a u g h s ) 

Guru! 

I am b e s i d e m y s e l f w i t h j o y , B a b u l — a l m o s t out o f 
my mind. He who i s g o i n g to d i e t o n i g h t a t twelve 
even now he i s i n t o x i c a t e d w i t h l u s t f o r a female. 

What arrangements d i d you make i n D a r j e e l i n g ? 

By b r i b i n g a maid-servant of the convent w i t h f i v e 
hundred rupees, I have made h e r agree. She w i l l ^ 
mix p o i s o n w i t h t h e f o o d and thus w i l l k i l l L o t u s . 

L o t u s d i e s t h e r e 

P r o j e s h d i e s here ( l a u g h s ) 

Oh, p l e a s e do s t o p , Kalyarida! 

KALYAN- Oh, a g a i n you a r e c a l l i n g me Kalyanda! That day 
I only managed to escape with great d i f f i c u l t y . 
Now, where i s the b o t t l e ? 

BABUL- ( b r i n g i n g the b o t t l e out from b e h i n d a c h a i r ) Here 
you a r e , Guru. 

KALYAN- Fun ' t i l e l e v e n - t h i r t y and then t h e m u r d e r . ( D r i n k s ) 
Oh,the special room of the H o t e l H e l e n w i l l t u r n r e d 
w i t h f l o w i n g b l o o d . Mourning f o r two days, in 
foreign style ,^and then I w i l l be m a r r i e d to t h a t 
beauty, I v y . 

BABUL- And then? 

KALYAN- England returned Goutam Mukherjee w i l l be the owner 
of a l l the moveable and immoveable p r o p e r t y o f the 
b a r r i s t e r , Shankar Narayan C h a t t e r j e e . And then 
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You w i l l go your way and I w i l l go mine. But I might 
l o s e the gypsy g i r l S a n i a . 

I f n ot S a n i a , then you w i l l have Champa ''Chaudhury. 

M a i r e e ^ . 

I have t o l d h e r to come h e r e ( c o n s u l t i n g h i s watch) 
Go and see i f she has come-she may come a t any time 
and may say 

E n t e r s , Champa Chaudhury, p u t t i n g on h e r d r e s s f o r the 
c a b a r e t dance. 

May I come in? 

Yes, Miss Champa Cahudhury. 

Guru! G i v e me the b o t t l e . 

Shut-up. 

Oh, I see, O.K. 

M i s s Champa Chaudhury! P r o j e s h w i l l be h e r e i n no 
time. When he comes, you won't be a v a i l a b l e to us 
any l o n g e r . So I say 

I, t o o , say 

What do you want to say? 

A c a b a r e t dance, >I. mean, a cabaret dance, l e t i t 
be done by you. 

Here you are Miss... .Have a drink and then s t a r t . 

Thanks, ( p o u r i n g t t h e wine down i n her mouth) Oh! 

B e t t e r than S a n i a , she i s i n d e e d 

Shut-up. ( D r i n k s ) 

Oh, I see. O.K. 

Do you know Goutambabu—the c a b a r e t dance i s my " 
f a v o u r i t e . 

KALYAN- Is i t ? 

CHAMPA- Yes, Mr. Mukherjee. While d a n c i n g I b e g i n t h i n k i n g I 
am U r b a s h i , the h e a v e n l y dancer who dances a t the r o y a l 
c o u r t o f I n d i a , the K i n g of the Gods. 
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BABUL-

CHAMPA-

U r b a s h i ! ^ 

The f i r e o f l o v e and p a s s i o n burns i n the mind o f 
U r b a s h i . And b e f o r e the innumerable eyes o f the 
Gods who have assembled i n the r o y a l c o u r t , U r b a s h i 
i s d e m o n s t r a t i n g h e r beauty, the beauty o f ev e r y 
l i m b , h e r maddening beauty..... 

P. 167 Champa dances the c a b a r e t dance, 
d r i n k g l a s s a f t e r g l a s s o f wine. 

B a b u l and K a l y a n 

KALYAN-

BABUL-

How l o v e l y 

How sweet 

E n t e r s , P r o j esh. 

PROJESH- Champa, you here? 
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P.168 PROJESH-

I j u s t came h e r e . You haven't c a l l e d me f o r a l o n g 
time. 

I f e l t no need t o . 

Is a l l need exhausted, darling?(She r u s h e s to c a t c h 
P r o j e s h ) . 

Oh, go away! Friends. Why did you allow her here? 

As she i s your old lover, so we thought 

We s h o u l d a l l o w her to come and I have been e n j o y i n g 
the c a b a r e t dance. 

S t r a n g e ! Champa-you go away from h e r e . 

Why, darling...^Why have you develop e d such a n t i p a t h y 
f o r the s p r i n g ? 

Don't d i s a g r e e w i t h me, Champa. Go down and get out 
of t h i s h o t e l . 

Why that, friend? Don't j u s t put h e r down. 

Shut-up. 

Oh, I see. O.K. A l l . r i g h t . 

Champa! 

Won't you come w i t h me? 

No. 
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CHAMPA- Then, I w i l l come tomorrow? 

PROJESH- You needn't come any l o n g e r . 

CHAMPA- P r o j e s h , don't you l o v e me? 

PROJESH- Love you - ( l a u g h s ) L i s t e n M i s s Champa Chaudhury, 
I never l o v e d you. By p r e t e n d i n g t o l o v e you, I 
drank the n e c t a r o f your beauty. 

CHAMPA- Projesh I 

PROJESH- Today , s i n c e I have a new f l o w e r , your p l a c e i s 
now in the dirty dust-bin. 

CHAMPA- ( l a u g h s ) 

KALYAN-
BABUL- M i s s ChampaI 

CHAMPA- P r o j e s h C h a t t e r j e e proposes to throw me away i n the 
dust-bin. L i s t e n P r o j e s h ! I too never l o v e d you, even 
a l i t t l e b i t . In exchange f o r f i f t e e n thousand rupees 
I a l s o , p l a y - a c t e d l o v e w i t h you. 

PROJESH- Champa! 

CHAMPA- Though Champa may appear s t a l e to you, she may appear 
i n another garden, w i t h a new name. 

( E x i t s ) 

BABUL- M i s s Champa Chaudhury i s a b i t t i p s y — L e t me take 
h e r back home. 

KALYAN-

P.169 BABUL-
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KALYAN-

No. 

Why no, your majesty? Why a r e you s a y i n g 'no' to a l l 
t h a t t h i s s e r v a n t o f y o u r s wants to do? Be g r a c e f u l 
to your s e r v a n t , and say 'yes', even once. 

A l l r i g h t , you can have your l i b e r t y friend. 

S i n c e I got the p e r m i s s i o n o f H i s M a j e s t y , I have 
no more f e a r . Don't you worry, I swear I w i l l g 
be back to you again, after the work is complete. 

( E x i t s ) 

( l a u g h s ) I have removed Shobhan from h e r e , by 
p l a y i n g a t r i c k on him—by playing a trick. 

I am a l s o l e a v i n g , friend. 

Goutam! 

The b o t t l e i s t h e r e . In the next room i s the gypsy 
beauty, S a n i a , I w i s h you w e l l . L e t t o n i g h t b r i n g 
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to your l i f e , a sweet honey dream. So l o n g 
so long so long. 

( E x i t s ) 

PROJESH- (la u g h s ) A s e c l u d e d room. No one to st o p me, n o t h i n g 
to be ashamed o f , t h e r e i s o n l y t h i s f u l l b o t t l e ( d r i n k s 
from the b o t t l e ) . Oh now i s the time f o r the:'.rising 
sun i n the h o r i z o n to s h i n e o v e r the sea o f S a n i a ' s , 
y o u t h f u l n e s s . ( l a u g h s ) 

S a n i a e n t e r s w i t h h e r h a i r d i s h e v e l l e d — o n h e r f a c e 
and i n her eyes i n the rage o f a trapped female snake. 

SANIA-
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B a b u j i ! 

Who i s there^Q Oh you! So you have come, v o l u n t a r i l y 
my d a r l i n g . 

P r i y a (she says i n a s l u r r e d way) 

Yes, S a n i a . B e l i e v e me, S a n i a , I won't t u r n you 
i n t o a mere p l a y - t h i n g . 

What do you propose to do w i t h me? 

I w i l l marry you. 

Don't l i e . 

S a n i a ! 

I know p e r f e c t l y w e l l , you w i l l n e ver marry me. 

Don't make a m i s t a k e , S a n i a 

Yes, b a b u j i . I made a m i s t a k e i n the b e g i n n i n g , I 
f e l l i n l o v e w i t h you m i s t a k e n l y , and t a k i n g advantage 
of t h a t you have abducted me, h e r e . 

S a n i a ! 

S a n i a i s a gypsy woman. She b e l i e v e d you, she l o v e d 
you, and w i t h f a i t h she d e l i v e r e d h e r h e a r t to y o u — 
p u t t i n g f a i t h i n your words S a n i a s a c r i f i c e d h e r h e a r t . 
But how and i n what way, a r e you showing r e s p e c t to 
my p r e s t i g e , showing any r e s p e c t to my p r e s t i g e . ( w e e p s ) 

Don't you be h u r t , S a n i a . Wipe your t e a r s and l o o k 
at me. I promise t h a t I w i l l compensate a l l your 
l o s s e s . 

P. 171 SANIA-- W i l l you do t h a t , b a b u j i ? 
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PROJESH- Of c o u r s e , d a r l i n g . Can I r e f u s e a n y t h i n g you ask, 
I w i l l g i v e you a n y t h i n g you ask o f me. 

SANIA- Then you w i l l g i v e me whatever I ask? 

PROJESH- Won't I? You, by whom my s l u m b e r i n g y o u t h has been 
awakened, you have f i l l e d my dreams w i t h the green 
o a s i s o f t h e Sahara, f i l l e d by d e s e r t - l i k e h e a r t . 
I can g i v e you a n y t h i n g and e v e r y t h i n g . T e l l me, 
d a r l i n g , what do you want? Money? 

No. 

Exp e n s i v e j e w e l l e r y ? 

No. 

Then, what do you want? 

My honour, my p r e s t i g e . 

Your honour, your p r e s t i g e ? 

Yes, b a b u j i ! L e t me go back to my granddad w i t h my 
honour i n t a c t . 

Sania'. 

Don't be a p p r e h e n s i v e , b a b u j i — I won't l e t anyone know 
you abducted me and brought me h e r e . I swear by Khoda, 
the L o r d of t h e World, I won't say what happened to 
anyone i n t h e w o r l d . Be m e r c i f u l , my master, be 
m e r c i f u l and s e t me f r e e . 

That j u s t c a n ' t be done, (he embraces h e r ) 

Look out, you d e v i l . You don't know what a venomous 
she-snake I am, 

I know i t . 

Oh no, you don't. F o r a l l these days, you haven't 
t r u l y known me. I was i n t o x i c a t e d by l o v i n g you, and 
so you c o u l d abduct me. When you s m i l e d , I a l s o 
s m i l e d , and t h a t made you t h i n k t h a t t h i s g i r l i s 
v e r y sweet. But remember, you d e v i l , i n my h e a r t 
t h e r e i s a poi s o n o u s warrant f o r your d e a t h . 

PROJESH- I w i l l b reak your p o i s o n o u s fang-you female snake. 

SANIA- Oh f o r , shame. I have seen men l i k e you-. Many d e v i l s 
l i k e you came to have f u n w i t h my body, w i t h my mind, 
they were r e b u f f e d by t h e s t r e n g t h of the pure h e a r t 
of t h i s g i r l c a l l e d S a n i a , and they a l l went down to 
h e l l . 
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PROJESH- Is t h a t so, my p r e t t y ? Then l e t me see i f I can 

f i i d the p e a r l o f ny mind by e x p l o r i n g the sea of your 
body. 

Suddenly he embraces S a n i a , and S a n i a f o r c i b l y e x t r i c a t i n g 
h e r s e l f , says i n a h a r s h tone 

SANIA- Take c a r e , you b e a s t . I w i l l k i l l you. 

PROJESH- B e f o r e t h a t , I would l i k e to do w i t h you 

As he s t e p s f o r w a r d , N i g a r Hosan suddenly e n t e r s . 
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You i n t e n d to v i o l a t e h e r c h a s t i t y , you son of a 
swine? 

Granddad'. 

N i g a r Hosan! You here ? 

(l a u g h s ) Taken aback, l i k e you were s e e i n g a n i g h t 
mare, you d e v i l ? 

Shut-up, you .rascal. 

I f you are so obses s e d w i t h women^^don't you have a 
s i s t e r i n your house, you Satan? 

Look out you d i r t y gypsy, I w i l l take the h i d e o f f 
your b a c k — I w i l l whip you. 

(lau g h s ) Take t h e h i d e o f f my back by w h i p p i n g , w i l l 
you? I t i s s o — t a k e o f f my h i d e by wh i p p i n g (he b r i n g s 
out a d a g g e r ) . 

N i g a r Hosan! 

( l a u g h s ) 

Granddad. 

Don't be s c a r e d , g i r l . That son of a swine, doesn't 
know what type o f a man N i g a r Hosan i s . That Satan 
doesn't know t h a t N i g a r Hosan has washed the s t r e e t s 
w i t h t h e b l o o d o f so many b e a s t s l i k e him. 

F o r g i v e me, N i g a r Hosan. 

F o r g i v e y o u ! ( l a u g h s ) 

SANIA- Granddad. 
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PROJESH- S a n i a , p l e a s e save me. 

NIGAR- No. Stop. No more words. I want to see the c o l o u r 
o f your b l o o d . 

P.174 While N i g a r moves toward P r o j e s h , S a n i a s t e p s between 
them and says 

SANIA- No, granddad. F o r g i v e the b a b u j i , he i s a s k i n g f o r 
f o r g i v e n e s s f o r h i s f a u l t s — f o r g i v e h i s f a u l t . 

NIGAR- The S a t a n — d i d he not abduct you, you shameless g i r l ? 

SANIA- He i s a w o r t h l e s s mean man, granddad, but why s h o u l d 
you make y o u r s e l f mean too? 

NIGAR- Get away, I c e r t a i n l y want to k i l l him. 

SANIA- Then k i l l me f i r s t , granddad. 

. NIGAR- S a n i a . 

SANIA- Take my l i f e , see .the c o l o u r o f my b l o o d , plunge 
your dagger i n t o the h e a r t o f S a n i a . 

NIGAR- Get away, you shameless hussy. 

SANIA- No, granddad. S a n i a i s n o t shameless. Though t h a t 
b a b u j i wanted o n l y to have f u n w i t h me, I, f o r my 
own p a r t , r e a l l y f e l l i n l o v e w i t h him. 

PROJESH- Sania I 

SANIA- Be a good b a b u j i , by t a k i n g a l l the good t h e r e i s i n 
my h e a r t . 

NIGAR- Oh, my granddaughter. 

SANIA- L e t us go granddad. We won't s t a y any l o n g e r i n t h i s 
c o u n t r y . We w i l l go somewhere e l s e ( i n a p a i n e d 
v o i c e ) I n t h i s c o u n t r y e v e r y t h i n g i s f a l s e , and e v e r y 
t h i n g i s a r t i f i c i a l , n o t h i n g here i s genuine. 
B a b u j i ! You a r e my sweet babu. I gave you my h e a r t 
and I am g o i n g away now, w i t h my h e a r t back. I b i d 
you a d i e u , and s a l u t e you. 

( E x i t s ) 

PROJESH- S a n i a ! 

NIGAR- She i s dead, sweet babu. By s a v i n g you, she d i e d 
h e r s e l f . 

P. 175 

PROJESH- N i g a r Hosan! 

NIGAR- N i g a r Hosan d o e s n ' t - t e l l l i e s . He has nev e r , i n t h i s 
l i f e , d i s h o n o u r e d h i s p r o m i s e s . I w i l l c e r t a i n l y have 
your b l o o d , and would have k i l l e d you--
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Gypsy N i g a r Hosan, who has t r a v e l l e d h a l f the w o r l d 
showing h i s BhanuMatir K h e l a , has been d e f e a t e d by 
the l o v e of S a n i a , the magic of l o v e . 

( E x i t s ) 

PROJESH- T h i s s t r a n g e i n c i d e n t i s l i k e a nightmare. But 
how c o u l d N i g a r Hosan come to the H o t e l Helen? Who 
c o u l d have brought him here? 

KALYAN-

PROJESH-

P.176 KALYAN-

E n t e r s , K a l y a n . 

Anjan Bannerjee 

A n j a n ! He wants to k i l l the dada of Ivy, s i n c e he 
f a i l e d to win h e r . A l l r i g h t . Within the week, 
I w i l l make him u n d e r s t a n d t h a t I am no l e s s o f 
p e r s o n than P r o j e s h C h a t t e r j e e . It will not take 
much time to p u n i s h a d e v i l o f a communist l i k e 
him. 

( E x i t s ) 

Because o f t h a t s h e - d e v i l , S a n i a , many o f my dream 
webs have been t o r n ^ Many moves o f dream chess games 
have been b a f f l e d . A l l r i g h t , l e t the p l a y which 
i s g o i n g to be performed day a f t e r tomorrow, b e g i n . 
I t h i n k , by moving i n t h a t new way I w i l l be a b l e to 
r e a l i s e my dream, ( l a u g h s ) 

( E x i t s ) 

ACT IV, SCENE I I I — House o f Maheshbabu 

E n t e r s , Manjusha. 

MANJUSHA- I n e v e r thought i t , even i n my dreams t h a t I would 
have to remove the v e r m i l i o n mark. No, no, I won't 
do i t , by no means w i l l I do i t . 

E n t e r s Malay. 

MALAY- Why won't you be a b l e to do so, Chaudrani? 

MANJUSHA- No, no, I c a n ' t remove my v e r m i l i o n mark. 

MALAY- Such a l i t t l e t h i n g c a r r i e s so much v a l u e f o r you? 

MANJUSHA- You don't don't know, Malaybabu. That l i t t l e b i t 
o f v e r m i l i o n i s the balm a g a i n s t a l l my p a i n . . . t h e 
o n l y momento of my l o s t p a s t . 
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What i s the good o f k e e p i n g a f a l s e memory a l i v e ? 
K a l y a n never extended to you the p r e s t i g e due a 
w i f e . 

He" may not have, but I d i d . 

T h i s i s s e l f - d e c e p t i o n . 

S e l f - d e c e p t i o n i s n o t so bad i n a w o r l d f u l l o f 
c h i c a n e r y . 

L i s t e n to me, Manju, The most v a l u a b l e and most 
e s s e n t i a l t h i n g i n t h i s w o r l d i n money. I f you can 
wipe out t h a t mark o f v e r m i l i o n , and be a maiden a g a i n 
you w i l l be a b l e to e a r n money, beyond your w i l d e s t 
dre ams. 

Malaybabu. 

Moreover, the same mark you wipe o u t , I w i l l put on 
your head a g a i n . 

What do you mean? 

I w i l l marry you, Manju; 

Get o u t - - — I say, g e t o u t ! Get out o f t h i s room 
im m e d i a t e l y . 

No good i n s u l t i n g me, Manju. 

She, whose l i f e i s o n l y f u l l o f l o s s e s , does n o t 
expect any p r o f i t , whatsoever. 

A l l r i g h t . I am g o i n g to i n f o r m M a l a b o u d i . 

Malaybabu. 1 

You must remove t h a t v e r m i l i o n mark, my beauty. I In 
the.market there is a great demand f o r you, As soon 
as you become a maiden a g a i n , money w i l l come f l y i n g 
l i k e the p i d g e o n , and i t w i l l make i t s n e s t i n your 
p o c k e t s . A f t e r f i l l i n g y our p o c k e t s f o r a y e a r , I w i l l 
take you away from h e r e -and then t a k i n g you i n t o 
my arms, and p l a y i n g w i t h your g r a c e f u l body, I w i l l 
announce t h a t Chaudrani D e v i is out of market, ( l a u g h s ) 

( E x i t s ) 

MANJUSHA- None o f them i s a r e a l human b e i n g none of them.' 

E n t e r s , Maheshbabu. 

MAHESH- B e a s t s ! 
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MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

P.179 MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

MAHESH-

MANJUSHA-

Jamaibabu, i s t h e r e no remedy f o r such t h i n g s . . . a 
b e a s t t o r t u r i n g over thousands o f men, a monster o f 
a man p a s s i n g e v i l s a l l o v e r t h i s c o u n t r y - t h i s mad 
o u t b u r s t o f a n i m a l f o r c e s a l l o v e r t h i s c o u n t r y ? 

Yes, The time f o r remedies has come. 

When? When w i l l these t h i n g s be put r i g h t ? Who w i l l 
u p r o o t t h i s v i c i o u s c i r c l e o f v i c e , and when? 

The time has come. I n t h e dark p r i s o n - c e l l o f the s p i r i t 
of f i v e hundred m i l l i o n o p p r e s s e d ^ p e o p l e , g r a d u a l l y 
the c h i l d of r e v o l u t i o n has grown. And v e r y soon he 
w i l l be on the f i e l d o f b a t t l e , ^ w i t h the weapon o f a 
p o l i t i c a l movement i n h i s hand. 

Jamaibabu, the time i s n o t so near , i t i s s t i l l r a t h e r 
f a r o f f . And meanwhile the homes of so many Manjus 
w i l l be broken, the b r e a s t s of so many Manjus w i l l 
be f l o o d e d w i t h t e a r s , and so many Manjus w i l l have 
to wipe out t h e i r v e m i l i o n marks, and be maidens ; 
a g a i n . 

What do you mean? 

I have got to wipe out my v e r m i l i o n mark, and pass 
m y s e l f o f f as a maiden a g a i n . 

Who asked you to do so? 

My d i d i . 

No. 

No, what? 

There i s no q u e s t i o n o f you removing your mark. 

I have got to do so, Jamaibabu. 

L i s t e n to me, Manju. I have g i v e n up d r i n k i n g , a t your 
r e q u e s t , and nowtyou:'.shouldolisteh tormy fequest'..e::o 

How can I, Jamaibabu? I f I l i s t e n to your r e q u e s t , I 
s h a l l have to l i s t e n to h a r s h words from o t h e r s . 

ManJul 

P l e a s e b r i n g me some p o i s o n . L e t me put an end to the 
pang of my l i f e — I w;Lll take p o i s o n . L e t me be saved 
by d y i n g , Jamaibabu. 

When she breaks down c r y i n g , Mahesh t r i e s to c o n s o l e 
he r , by g e n t l y p a t t i n g her back. 
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MAHESH- Do, p l e a s e s t o p , Manju, p l e a s e s t o p , I promise I 
w i l l see to i f t h a t your v e r m i l i o n mark i s n ' t wiped 
out. 

E n t e r s , Manimala. 

MANIMALA- How c o u l d you say t h a t ? B e i n g a l i t e r a r y man, whose 
mind i s f u l l o f i m a g i n a t i o n , and w i t h a b e a u t i f u l 
s i s t e r - i n - l a w ? 

D i d i ! 

She i s not y o u r - t r u e d i d i — e v e n though by b l o o d r e l a t i o n 
she i s . 

Her c o - w i f e . 

Oh God!'. 

P.180 MANJUSHA-

MAHESH-

MANIMALA-

MANJUSHA-

MAHESH- How dare you say such t h i n g s , Manimala—how dare you 
say such t h i n g s . Don't.you d a r e I t a k e ^ s i i c h i T i b e r t i e s . 
Do you t h i n k t h a t I am a b l o o d l e s s i m b e c i l e ? 
Do you t h i n k t h a t the dam o f my p a t i e n c e i s made o f 
i r o n ? I t i s due to you, t h a t I have d e v i a t e d from 
my i d e a l s , and a l s o began d r i n k i n g . Your r a p a c i o u s 
mind ahs t u r n e d my pure w h i t e h e a r t b l u e by i t s 
poisonous b i t e — t e l l mg how much lower than t h i s you 
want to dr a g me down? ( s t r a n g l e s Manimala) 

MANJUSHA- Stop i t . L e t go, l e t go Jamaibabu, 
make any mistake? 

Why s h o u l d you 

MAHESH- I am not making any m i s t a k e , Manjusha, 
c o r r e c t i n g my m i s t a k e s . 

I am, r a t h e r 

MANJUSHA- Jamaibabu. 

P. 181 

MAHESH- The sea of my p a t i e n c e has o v e r f l o w n . I d e c i d e d to 
do today, what I s h o u l d have done aQoh'g time ago. 

( E x i t s ) 

MANJUSHA - P l e a s e l i s t e n . 

MANIMALA- Stop, you shameless hussy. You a r e the cause of my 
i n s u l t s . You s h e - d e v i l , b l a c k s e r p e n t o f a g i r l , i f 
you r e f u s e to take o f f your v e r m i l i o n mark, on the 
a d v i c e o f your d a r l i n g , Jamaibabu, t h e n — t h e n I swear 
t h a t you damn your dead mother. 

MANJUSHA- Oh my mother! Can't you r e a l i s e t h e sorrow o f yo u r poor 
Manju? Can't you c a l l Manju back to you?(weeps) 

MANIMALA- You s h e - d e v i l , so you a r e weeping. Take o f f t h a t mark 
of v e r m i l i o n , from your p a r t (she i s s l a p p i n g and 
d r a g g i n g Manju by the h a i r ) 
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Oh God! 

MANIMALA- Even God won't be a b l e to save your v e r m i l i o n mark. 
Take o f f t h a t mark, you wretched g i r l . Take o f f your 
v e r m i l i o n mark. 

Re- e n t e r s Malay, as Manimala i s b e a t i n g Manju. 

MALAY- What are you d o i n g boudi? Manju h e r s e l f 

MANJUSHA- Wiping o f f my v e r m i l i o n mark, I w i l l t u r n i n t o a 
maiden a g a i n . 

MALAY- That i s f i n e . ' • That .is what is demanded in the market. 

MANJUSHA- I have got to be i n the market. I am g o i n g to do i t , 
d i d i . As you have sworn by my deceased mother, so to 
b r i n g l o t s o f money to you, to be i n c i r c u l a t i o n 
i n Malay's market I am w i p i n g o f f t h i s v e r m i l i o n 
mark of my marriagehood, of a l l the dreams of my 
l i f e , (she i s w i p i n g o f f t h e mark) Manju i s no 
l o n g e r a m a r r i e d g i r l . Manju i s no l o n g e r the mother 
o f the deceased Khokan^QManju from t h i s day f o r t h 
i s a ' k u m a r i ' — k u m a r i . 

E n t e r s , A n j a n . 

ANJAN-

MANJUSHA-

ANJAN-

P.182 MANIMALA-

ANJAN-

MALAY-

MANIMALA-

. MALAY-

ANJAN-

MANJUSHA-

What are you d o i n g , Manju? What are you doing? 

Wiping away my p a s t . 

M a l a d i , a r e n ' t you a human being? 

A n j a n ! 

Don't you even have a drop o f human b e i n g i n your 
v e i n s ? Have you s a c r i f i c e d . l a l l humanity to t h e f e e t 
of t h a t inhuman b e a s t ? 

Shut-up. 

D i d n ' t I ask you not to come here again? 

Get o u t , i m m e d i a t e l y , get out of t h i s house. 

S u r e l y , I w i l l g e t o u t . I have not come to s t a y here 
l o n g . 

P l e a s e l e a v e t h i s p l a c e , Anjanda'. They a r e n ' t g o i n g 
to g i v e you any p r e s t i g e . . 

ANJAN- P r e s t i g e ! ( l a u g h s ) 



- 423 " 
MALAY-
MANIMALA- Wonder, what l a u g h t e r . 

ANJAN- I am f e e l i n g l i k e l a u g h i n g , M a l a d i , f e e l i n g l i k e 
l a u g h i n g . Nobody keeps the p r e s t i g e o f o t h e r s . 
P r e s t i g e i s an o l d word, from the by-gone p a s t . In 
t h e modern w o r l d , t h e r e i s p r e s t i g e f o r o n l y those 
w i t h money. 

MANJUSHA- Anjanda.' 

ANJAN- I have not spoken u n t r u l y , Manju. Look a t who those 
persons a r e . They, who speak l o u d l y a t r e l i g i o u s 
c o n f e r e n c e s " S a c r i f i c e your l i f e f o r r e l i g i o n . " They 
who are a t a meeting o f the unemployed say " B e n g a l i s 
a r e i n i m i c a l to working h a r d . " L i s t e n c a r e f u l l y , 
f o r whose trumpets are b e i n g blown i n v i l l a g e s , 
i n m a r k e t - p l a c e s , c i t i e s , i n s o c i a l g a t h e r i n g s , e t c ? 
A r e n ' t they so many K a l y a n Maj.umdar's? A r e n ' t they 
u s i n g make-up- and darkness to s e r v e t h e i r d a y - l i g h t 
s e l f - s e e k i n g d i s g u i s e s as son many Goutam Mukherjee's' 
A r e n ' t the a n t i - s o c i a l s o f today p r e t e n d i n g to be 
d e d i c a t e d to s o c i a l s e r v i c e s ? On the s t a g e of the 

P.183 b o u r g e o i s s o c i e t y a r e n ' t t h e ^ d i r e c t o r s l i k e Malay 
Roy d i r e c t i n g naked p l a y s ? 

MALAY- How dare you? 

Suddenly Malay punches Anjan so t h a t he f a l l s down, 
and from a cut on h i s head, he b e g i n s to b l e e d . 

MANJUSHA- Anjanda! Anjanda! ( s i t s a t the head o f Anjan) Oh, so 
much b l o o d ! What have you done, Malaybabu! What 
have you done? 

MANIMALA- T h i s i s o n l y the b e g i n n i n g . We w i l l k i l l him. 

ANJAN- ( g e t s up h o l d i n g on to Manju) No M a l a d i , you won't • 
get t h a t o p p o r t u n i t y a g a i n . I t o l d you t h a t day t h a t 
I would come a g a i n , and so I came today. 

MALAY- Why have you come? 

ANJAN- To take Manju, away. 

MANJUSHA- Anjanda! 

MALAY- Manju c a n ' t go. Tomorrow she i s to appear i n 'Panch 
P a i s e r P r i t h i b i ' . 

ANJAN- She c e r t a i n l y w i l l a c t tomorrow. Manju, get p r e p a r e d 
to l e a v e w i t h me. 

MANJUSHA- I am a l r e a d y p r e p a r e d , Anjanda! 
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Then, come away. 

No. You s h o u l d n ot take her away. 

I c e r t a i n l y w i l l f t t a k e h er away. 

Come, l e t us go, AnjandaJ 

Look out Manju! You mustn't go away w i t h him. He i s 
no r e l a t i o n of y o u r s . 

MANJUSHA- (la u g h s ) 

MANIMALA-

Manj u! 

You don't know—you j u s t don't know—he i s my n e a r e s t 
one 

Manju! 

Ver y dear 

Manju! 

Dada, whom I r e s p e c t . 
( E x i t s ) 

Malay Thakurpo, do h o l d her back. 

C e r t a i n l y , I w i l l do i t (about to l e a v e ) . 

Take c a r e , Malay Roy! 

C a l l the p o l i c e , Malay Thakurpo! 

I have a l r e a d y c a l l e d the p o l i c e , M a l a d i . 

C a l l e d the p o l i c e ! 

Don't f e a r , M a l a d i . The p o l i c e w i l l n ot r a i d your 
house. The p o l i c e a r e i n s e a r c h o f K a l y a n Majumdar 
and by handing him over to the p o l i c e , and by 
removing t h e darkness of Manju's l i f e , and by s e e i n g 
you another day, I w i l l prove to you t h a t those who 
you w o r s h i p , they a r e not Gods, but r a t h e r b e a s t s , 
mad dogs. 

( E x i t s ) 

He went away w i t h t h e g i r l , and you a r e s t i l l s t a n d i n g 
l i k e a b l i n k i n g i d i o t . F o r shame, Manju went away 
from you. 

MALAY- Manju may be gone, but th e r e i s s t i l l M ala. 



- . 425 -

MANIMALA- Malay Thakurpo! 

MALAY- You s h o u l d n ' t be shocked, I say. I have p a i d a 
l o t of money. Come 

MANIMALA- Where to? 

MALAY- Why, to r e p l a c e Manju ( t a k i n g h o l d o f h e r hand) 

MANIMALA- What, how a r e you so cheeky, how dare you? 

E n t e r s , Maheshbabu. 

MAHESH- Wonderful! (laughs) 

MANIMALA- Save me, p l e a s e save me. 

MAHESH- I have no time to do so. I am g o i n g to s e l l something. 

MANIMALA- What? 

MAHESH-

MANIMALA-

MAHESH-

P.186 MALAY-

MAHESH-

MALAY-

MANIMALA-

MAHESH-

MANIMALA-

MAHESH-

My cheap l o v e s t o r i e s . 

No, Oh no, you mustn't do t h a t any l o n g e r - d o n ' t s e l l 
such s t o r i e s . 

Then, s h o u l d I make t h e b l o o d f l o w from the back o f 
the neck o f t h i s cheap s t o r y d i r e c t o r , Malay Roy? 
I c o u l d b e a t him t h o r o u g h l y w i t h t h i s s t i c k . 

What do you mean? 

Get out—get out, loafer, scoundrel. 

I am g o i n g . But b e f o r e I l e a v e , I warn you not to 
b e l i e v e t h i s l a d y c a b l e d Manimala-she i s not Manimala 
she i s Mahamayabini. 

( E x i t s ) 

W i l l you p l e a s e f o r g i v e me? 

You a s k i n g f o r g i v e n e s s , now when the pr o p e r time i s 
ov e r . My i n k f o r w r i t i n g i s now exhausted. 

I w i l l b r i n g new i n k f o r you. From my mental f a c t o r y 
I w i l l b r i n g to you the b l o o d o f my r e p e n t e n c e . 

( E x i t s ) 

By the b l o o d o f An j a n by book j a c k e t has been p a i n t e d . 
The t e a r s o f Manju, the w o l f i s h eyes o f Malay, the 
p r o f e s s i o n a l a c t i n g o f Manju, a l l have g i v e n b i r t h t o 
a wondeffulJnew l i t e r a t u r e , and w i t h t h a t l i t e r a t u r e 
as t h e key I w i l l open t h e gate o f f a l s e l i t e r a t u r e . 
A n j a n , K a l y a n , Malay, Manju, M a l a — i n the m i r r o r o f 
l i f e they w i l l r e f l e c j ^ t h e c r u e l whip o f c r i t i c i s m o f 
m i d d l e - c l a s s s o c i e t y . ( E x i t s ) 
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ACT IV, SCENE IV The K a b i t a Cottage 

E n t e r s Ivy, busy w i t h her t o i l e t . 

IVY- A f t e r b e i n g whipped that loafer Anjan never dared 
t o come a g a i n to K a b i t a C o t t a g e . But s e c r e t l y he 
i s c o n s p i r i n g a g a i n s t us. E n t e r i n g i n t o aocontract 
w i t h t h a t Gypsy N i g a r Hosan he wanted to murder, 
dada. How could that i d i o t be so d a r i n g ? 

E n t e r s , P r o j e s h , 

PROJESH- To h e l l w i t h h i s d a r i n g . A loafer, a scoundrel, 

Have you mentioned i t to the p o l i c e ? 

That goes w i t h o u t s a y i n g . 

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

PROJESH-

IVY-

That he has an i l l i c i t l o v e - a f f a i r w i t h M a n j u s h a — 
has t h a t been 

Informed the police, repeatedly. Had. t h e r e not been 
a performance o f our drama today, I would have had 
him definitely arrested by the p o l i c e . L e t me have 
t h a t m i r r o r , once. 

Wait, l e t me put on my l i p - s t i c k f i r s t . 

No need of a d d i n g f u r t h e r to your charms- you have 
got your contract complete. 

How s t r a n g e , because my m a r r i a g e contract w i t h Goutam 
has been e n t e r e d i n t o , i s t h e r e any r e a s o n why I 
s h o u l d n o t be p r o p e r l y d r e s s e d up? Do you know how 
many e l i g i b l e men w i l l come to see the p l a y ? 

I am a l s o t a k i n g sstrong make-up f o r the same r e a s o n , 
because more g i r l s w i l l be t h e r e than boys. I have 
taken a s t r o n g f a n c y to I s h i t a S i n h a , the s i s t e r o f 
your boy-friend Amal S i n h a . 

IVY- Amal Si n h a i s nice l o o k i n g , i s n ' t he? 

PROJESH- I s h i t a , too i s beautiful. 

E n t e r s , Shankarbabu 

SHANKAR- But you have not seen I s h i t a ' s mother. 

IVY- Daddy. 

P.188 PROJESH-

SHANKAR- You can r a r e l y see such a fine figure as she has, now-
a-days. -My girl, l e t me have your powder p u f f . 
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PROJESH- Are you g o i n g t o the d r a m a t i c perfromance, too? 

SHANKAR- Sure, my boy. A s p e c i a l invite .came from Goutam. 

E n t e r s , B a b u l . 

BABUL- The p l a y w i l l b e g i n , v e r y soon. 

IVY- L e t us go, Shobhan. We are ready. Oh daddy, h a s n ' t 
f i n i s h e d p u t t i n g on h i s scent on his collar. 

Shankar i s p u t t i n g s c e n t on h i s c o l l a r . 

SHANKAR- You c o u l d add a l i t t l e more rouge on your cheeks, 
Ivy. 

PROJESH- How do I l o o k ? 

SHANKAR- Well, well... 

IVY- Shobhan, p l e a s e ask the driver "-to b r i n g the c a r . 

SHANKAR- Blunder, blunder,before g e t t i n g i n t o the c a r , we 
must drink something. 

P.189 When they are about to l e a v e , suddenly e n t e r s Mr. 

Chakladar, a p o l i c e o f f i c e r , and he says 

CHAKLADAR- Good evening, Mr, Chatterjee'. 

SHANKAR- Good evening——What i s up Mr. Chakladar? 

CHAKLADAR- P r o b a b l y you a r e g o i n g o u t . 

SHANKAR- Yes. 

PROJESH- Today a p l a y w i l l be performed a t our club. 

IVY- Why don't you come, Mr. C h a k l a d a r . Very nice drama. 

BABUL- Mr. C h a k l a d a r — w r i t t e n i n an e n t i r e l y new technique. 

SHANKAR- Come a l o n g , l e t us e n j o y t h e p l a y t o g e t h e r . 

CHAKLADAR- Most p r o b a b l y , y o u won't be s e e i n g t h e p l a y . 

PROJESH- T a l k i n g about y o u r s e l f o n l y ? 

CHAKLADAR- No. A l l o f you ca n ' t go to see the p l a y . 
PROJESH-
SHANKAR- What do you mean? 
IVY-
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CHAKLADAR- A p l a y w i l l be ena c t e d h e r e , a t your p l a c e . 

SHANKAR- What a r e you t a l k i n g o f , Mr, Chakladar? 

CHAKLADAR- ( B r i n g s out a photograph o f K a l y a n and shows i t ) Do 
you know t h i s gentleman? 

ALL- L e t us see the photo, ( a l l l o o k a t the photograph) 

SHANKARAT.- Jes.v.Yes;he i s my would-be s o n - i h - l a w , Goutam Mukherjee. 

P.190 CHAKLADAR- ( l a u g h s ) 

Meanwhile Babul t r i e s t o run away..but Chakladar t h u n d e r s — 

CHAKLADAR- Edit! 

BABUL- C a l l i n g m..,.e....me! I me...an, mean, i f I don't g o — 

CHAKLADAR- Then the p l a y w i l l not be i n good form, i s i t ? 
C o n s t a b l e ! 

E n t e r s , a c o n s t a b l e . 

CHAKLADAR- Arrest! 

When the c o n s t a b l e a r r e s t s B a b u l — a l l c r y o u t — 

ALL- How strange,' How strange! 

1 

CHAKLADAR- R e a l i t y , Mr. C h a t t e r j e e , i s s t r a n g e r than a p l a y . 

IVY-
SHANKAR- Mr. Ch a k l a d a r ! 
PROJESH-
SHANKAR- Shoot the d e v i l , Mr. C h a k l a d a r . 

CHAKLADAR- Oh not y e t , Mr, C h a t t e r j e e . Don't.get e x c i t e d . There 
are more t h i n g s to come. Go ahead B a b u l D a s — w h a t 
w i l l you say? 

BABUL- The c o n s p i r a c y to murder P r o j e s h was hat c h e d by K a l y a n . 
Under h i s o r d e r s I took N i g a r Hosan to the H o t e l H e l e n . 

PROJESH- I w i l l shoot you to k i l l , you scoundrel. 

CHAKLADAR- Mind you, Mr, C h a t t e r j e e , he i s now under custody 
of the p o l i c e . 

IVY- But I wonder,"-what I s the r e l a t i o n s h i p between K a l y a n 
and Goutam? 

BABUL- Goutam Mukherjee i s r e a l l y K a l y a n Majumdar. 
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IVY- Daddy, daddy, 

PROJESH- That i s what t h i s • scoundrel c a l l e d him t h e a o t h e r 
day. 

BABUL- Listen, sir. I never wanted t h i s s o r t o f l i f e . I wanted 
to l i v e d e c e n t l y and i n a c i v i l i s e d way. I f e e l no 
r e g r e t a t b e i n g caught today. So I want to l a y 
e v e r y t h i n g out i n the open. 

•P.193 

CHAKLADAR- Go ahead 

BABUL-

CHAKLADAR-

SHANKAR-

IVY-

CHAKLADAR 

BABUL-

I don't know the r e a l i d e n t i t y o f K a l y a n Majumdar. 
I know t h a t Kalyanbabu p a s s e s w i t h : d i f f e r e n t , names 
i n d i f f e r e n t s t r a t a o f s o c i e t y . 

Now i t i s my t u r n — a few days ago, from a gentleman 
named Anjan B a n n e r j e e , we came t02know something 
about t h i s K a l y a n Majumdar. I.B. department t h i s 
e v e n i n g got detailed news about K a l y a n Majumdar. 
Then the d i s p a t c h from t h e D a r j e e l i n g p o l i c e r e a c h e d 
us. Now we know e v e r y t h i n g . T e l l me, where i s 
your f u t u r e s o n - i n - l a w , Goutam Mukherjee? 

I have l o s t my tongue, Mr. C h a k l a d a r — B a r r i s t e r 
Shankar C h a t t e r j e e i s s p e e c h l e s s . 

Daddy- -and what about me 

Take B a b u l Das to t h e p o l i c e van, c o n s t a b l e . 

I am g o i n g to v o l u n t a r i l y s i t . But b e f o r e I go I 
want to say t h i s , t h a t t h o s e wh^ put a n t i - s o c i a l 
elements and unemployed gundas l i k e us to work, 
they s h o u l d n e v e r be pardoned. 

( E x i t s ) 

CHAKLADAR- Where i s Goutam Mukherjee, a l i a s K a l y a n B a n n e r j e e , a l i a s 
K a l y a n Majumdar? 

4 
PROJESH- In the green room o f the O r i e n t a l T h e a t r e . 

CHAKLADAR- I see. You were to go to t h e performance t h e r e ? A l l 
r i g h t . L e t us go, but n o t t o t h e show, b u t t o see 
a d i f f e r e n t drama. P l e a s e come, I w i l l w a i t o u t s i d e . 

( E x i t s ) 

IVY- What w i l l happen, daddy? 

SHANKAR- Don't fear, my g i r l , you need not be a f r a i d . A njan 
i s gone, and Goutam too. I w i l l get you m a r r i e d 
to a d i f f e r e n t young man. 

P.194 IVY- No, daddy, no. You needn't worry about my m a r r i a g e 
any l o n g e r . 
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SHANKAR- I v y ! 

IVY- You c a r e d so much f o r my m a r r i a g e , t h a t I am t i r e d 
o f i t , I am a l s o t i r e d o f the k i n d o f e d u c a t i o n 
you a r r a n g e d f o r me. B e i n g p r o f i c i e n t i n your i d e a l 
o f e d u c a t i o n , I l e a r n e d t o ^ f l i r t w i t h new and newer 
men. L i k e a sweet sandesh I s o l d my mind to d i f f e r 
ent males. Goutam Mukherjee, s e l e c t e d by you, has 
p l a y e d havoc w i t h my body and mind. Now p l e a s e l e a v e 
me a l o n e , (weeps) 

SHANKAR-

IVY-

You are weeping, Ivy? 

You caused me.to c r y , daddy. ^Hurt by your h a r s h words 
our granddad l e f t f o r Benares , whipped by you An j a n 
l e f t our house t r e m b l i n g . You have made i n n o c e n t 
weep by t r a p p i n g them w i t h your t r i c k e r y . And as a 
r e s u l t today, t h e o n l y d a r l i n g daughter o f b a r r i s t e r 
Shankar C h a t t e r j e e i s weeping, b e a r i n g i n h e r h e a r t 
the p a i n o f many o t h e r s . 

( E x i t s ) 

SHANKAR-

PROJESH-

SHANKAR-

P.196 SHANKAR-

PROJESH-

SHANKAR-

My c h i l d , I v y , who never c r i e s , she i s c r y i n g . But 
what about me? I am not weeping ( l a u g h s ) 

F a t h e r ! 8 

Who i s th e r e ? Oh, P r o j e s h ! Have you h e a r d , my boy, 
Can you hear the v o i c e o f your mother? L i s t e n , 
P r o j e s h , l i s t e n , your mother i s , as i f , s a y i n g i n 
a s o b b i n g v o i c e "Marry Ivy to a good boy. See t h a t 
she has not to weep, she has not to weep, she has 
not to weep." 

Who! Anjan! You too a r e s a y i n g "You w i l l get back, 
a t h o u s a n d - f o l d the p a i n s you i n f l i c t e d on me." 

Who! F a t h e r ! You too a r e s a y i n g "To win i n f a l s e h o o d 
means to l o s e the t r u t h . " 

9 
( l a u g h s l o u d l y ) 

F a t h e r ! f a t h e r ! P l e a s e keep q u i e t . P l e a s e r a l l y your
s e l f . 

Wait, my boy. Just a minute, l e t me e x p l a i n to 
them. K a b i t a ! A n j a n ! F a t h e r ! You a l l l i s t e n . The 
Shankar Narayan C h a t t e r j e e who has been p r a c t i s i n g 
b a r r i s t e r f o r such a l o n g time, and who has been a b l e 
to p l a y so many l e g a l t r i c k s - — i n making o t h e r s win 
t h e i r l a w s u i t s , Shankar Narayan C h a t t e r j e e has f a i l e d 
m i s e r a b l y , i n w i n n i n g h i s own case, f i l e d a g a i n s t 
h i m s e l f , by h i m s e l f , ( l a u g h l o u d l y ) 

( E x i t s ) 
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PROJESH- W i l l f a t h e r t u r n mad? I vy i s c r y i n g , granddad i s 
i n Benares, and i f f a t h e r r e a l l y goes mad, then?... 
No, no. no time to l o s e I n such s p e c u l a t i o n . Anjan 
t o l d . t h e t r u t h - " t r u t h never d i e s " Yes, y e s , t a k i n g 
A njan w i t h me, I w i l l r u s h to the s t a g e where the 
p l a y 'Panch P a i s e r P r i t h i b i ' i s b e i n g performed, 
Mr. Ch a k l a d a r . 

( E x i t s ) 

P.196 ACT V, SCENE I — The stag e a t t h e O r i e n t a l Theatre, 

E n t e r s Manjusha dessed up i n the r o l e o f Manika. 

MANJUSHA- F i v e p a i s a worth w o r l d . . . . f i v e p a i s a worth w o r l d . 
For my b e i n g a slum g i r l , he has robbed me o f my J< 
f e m i n i n e d i g n i t y , c h a s t i t y , and p r e s t i g e , and has 
thrown me on t h e r u b b i s h heap l i k e a used l e a f -
p l a t e . In answer to my q u e s t i o n s , drenched w i t h 
my t e a r s , he j u s t t o l d me..."This d i r t y slum o f 
yours i s to me " 

E n t e r s Mohan s i n g i n g , d r e s s e d up as a B a u l s i n g e r . 

The Song 

MOHAN F i v e p a i s a worth w o r l d . 
Here t h e r e i s n e i t h e r l i g h t n or goodness. 
And e v e r y p i c t u r e has been darkened by b l a c k n e s s , 
Those who l i c k the l e f t - o v e r l e a f - p l a t e s 

l i k e dogs s c a v e n g i n g i n the g u t t e r . 
And t h e l i f e - s t o r i e s o f those who have n o t been 

accounted f o r i n h i s t o r y 
They, the p r o l e t a r i a n s , not taken account o f 
Who can make a c l a i m f o r a n y t h i n g . 

While about to go, Manjusha says 

MANJUSHA- L i s t e n . 

Who.'- Oh, Manika! What makes you st a n d here? 

I am here on b u s i n e s s . 

What b u s i n e s s ? 

I w i l l t e l l you l a t e r . 

S t a n d i n g a l o n e i n t h e darkness o f the e v e n i n g 

W e l l , Palashda'. What about me committing murder? 

Murder a r e you 

MOHAN-

P.197 MANJUSHA-

MOHAN-

MANJUSHA-

MOHAN-

MANJUSHA-

MOHAN-
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MANJUSHA- You mean to say, mad,, i s n ' t i t ? ( l a u g h s ) W e l l , have 
I gone mad o r what. 

MOHAN- D i d n ' t I t e l l you then, n ot to b e l i e v e the sons o f 
r i c h men, as they a r e c a p a b l e o f d o i n g a n y t h i n g and 
e v e r y t h i n g . 

( E x i t s ) 

MANJUSHA- They r e a l l y can and do i n d u l g e i n e v e r y k i n d o f d e v i l r y . 
But c a n ' t we-do a n y t h i n g ? Can't I do something? 
Here comes J o y a n t a Chaudhury, the lewd chap, and I am 
g o i n g to teach-himr.a l e s s o n . 

E n t e r s ? K a l y a n d r e s s e d u p - i n the r o l e o f J o y a n t a Chaudhury. 

KALYAN-

MANJUSHA-

KALYAN-

MANJUSHA-

KALYAN-

MANJUSHA-

KALYAN-

P.198 MANJUSHA-

What l e s s o n do you i n t e n d to t e a c h me, Manika? 

Stop. Don't you dare to add r e s s me by name. 

What.' Do you think me a coward. Do you t h i n k me 
a coward, (he r e c o g n i s e s Manjusha.',) 

Not o n l y a coward, b u t a b e a s t ! (she a l s o r e c o g n i s e s 
Kalyan) 

M a — n i : — k a ' . 

No, I am not Manika, I am Manjusha 

Manju my 

Where w i l l you r u n away, you r o b b e r ! You l e d me to 
r u i n , you s t r i p p e d me o f e v e r y t h i n g . A f t e r r o b b i n g 
the honey o f my mind, you s a i d s m i l i n g " t h i s d i r t y 
slum i s wor.th;:no more than the p a l t r y sum o f f i v e 
p a i s a . 

Suddenly Manjusha plunges the dagger t r u l y on the b r e a s t 
of K a l y a n , and K a l y a n u t t e r s a c r y o f de a t h p a i n , and 
goes out, b l e e d i n g p r o f u s e l y . 

E n t e r s , P r o j e s h and C h a k l a d a r . 

ANJAN- How c o u l d you do i t , Manjusha? 

MANJUSHA- That which I c o u l d not do on the day o f r e h e a r s a l , 
I c o u l d do today, Anjanda. ( l a u g h s l o u d l y ) . 

PROJESH- K a l y a n Bannerjee death}~, 
1 

CHAKLADAR- What a r e g r e t ! We c o u l d have caught the c r i m i n a l a l i v e . 
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MANJUSHA- Here, why a r e n ' t you .arresting me, I have c l o s e d 
the drama of l i f e , when j u s t the f i r s | scene. :6f::the 
f i r s t a c t s t a r t e d ; . , ( l a u g h s , l o u d l y ) 

ANJAN- L a d i e s and Gentlemen.' I announce i t w i t h g r e a t r e g r e t , 
t h a t due to a f a t a l a c c i d e n t , we have been compelled 
to s t o p t h e performance of the p l a y today, "Panch 
P a i s e r P r i t h i b i " . 

********* ********* ********* ********* ****** 

CURTAIN 
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ANNOTATIONS 
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The f o l l o w i n g 45 pages a r e a d e t a i l e d a n n o t a t i o n o f the 

p l a y . I t i s the i n t e n t i o n h e r e not o n l y t o make p l a i n the B e n g a l i s e n s i 

b i l i t i e s t h a t a r e u n f a m i l i a r to Western a n t h r o p o l o g i c a l r e a d e r s , but to 

a l s o i n d i c a t e , the meaning and r e p r e s e n t a t i o n of the main themes of 

the p l a y . I hope t h a t these a n n o t a t i o n s w i l l h e l p the r e a d e r a p p r e c i a t e 

some of the s u b t l e t i e s and the power of t h i s and o t h e r s i m i l a r j a t r a 

p l a y s . 
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NOTES FOR RANCH PAISER PRITHIBI 

Throughout the p l a y words and p h r a s e s i n i t a l i c s a r e words and 
p h r ases t h a t are s a i d i n E n g l i s h . The f r e q u e n t use o f E n g l i s h i s a 
v e r y i n t e r e s t i n g phenomenon; one c o u l d e a s i l y use t h i s t e x t f o r an an
a l y s i s of c o d e - s w i t c h i n g . E n g l i s h i s used by B h a i r o b m a i n l y i r o n i c a l l y . 
What f o l l o w s i s an e x p l i c a t i o n of the meaning of some B e n g a l i words, 
p h r a s e s and c o n c e p t s ; ones t h a t I knew would be u n f a m i l i a r to a common 
Western r e a d e r . 

ACT I, SCENE I - T h i s p l a y opens w i t h a p l a y w i t h i n a p l a y . The s i m i l a r i t y 
of the p l a y and the l i f e p o r t r a y e d i n the j a t r a p l a y 
g i v e s i m p o r t a n t i n s i g h t i n t o what B h a i r o b sees as the 
r e l a t i o n s h i p between the j a t r a and l i f e i n g e n e r a l - t h e y a a r e 
c o n s t a n t l y i n t e r w o v e n , and d i a l e c t i c a l l y r e l a t e to one 
a n o t h e r . U s i n g t h e p l a y w i t h i n the p l a y as the opening 
scene g i v e s B h a i r o b a chance to foreshadow the p l a y , 
and to b u i l d more i r o n y than u s u a l i n t o the placement 
o f appearance and r e a l i t y , knowledge and i g n o r a n c e . 

* I t i s very.common, i n the B engal c o u n t r y s i d e and i n d i s t r i c t 
towns, to have a number of c l u b s t h a t put on dramas. They put 
on dramas of a t h e a t r i c a l type and a j a t r a t y p e . I n f a c t , 
many a c t o r s and a c t r e s s e s have been d i s c o v e r e d by b e i n g seen 
i n anaamateur performance i n an o u t l a y i n g a r e a . Most c l u b s 
( s a m i t i ) do have a room, u s u a l l y i n a.;market a r e a . 

^ Banana l e a v e s are f r e q u e n t l y used, i n r u r a l a r e a s , as p l a t e s . 
On c e r e m o n i a l o c c a s i o n s , l e a v e s a r e the most common p l a t e . 
A f t e r b e i n g used once, they a r e thrown away and they become 
foo d f o r dogs and wandering c a t t l e . In t h i s i n s t a n c e t t h e 
meaning i m p l i e d i s t h a t Manika, a f t e r b e i n g used, i s thrown 
a s i d e by J o y a n t a . 

2 
The word Bh a i r o b uses here f o r p r o l e t a r i a t means b e r e f t o f 
any a n d . a l l p o s s e s s i o n s . U s u a l l y the words t h a t t r a n s l a t e 
as p r o l e t a r i a t mean the working c l a s s , o r the whole body of 
w o rkers. He i s making a s t r o n g e r p o i n t than M a r x i s t s u s u a l l y 
make h e r e . T h i s song, sung by Mohan as a mendicant beggar 
(a b a u l s i n g e r ) , seems to sum up much o f the l e f t i s t j a t r a 
p o s i t i o n w i t h r e g a r d to t h e p l a c e and c u r r e n t f a t e o f the 
m a j o r i t y o f the B e n g a l i p o p u l a t i o n , r u r a l and working c l a s s . 

Da i s an e n d ing f r e q u e n t l y p l a c e d a t the end of a p e r s o n a l 
name. I t i s t h e s h o r t e n e d form of the k i n term dada which 
means e l d e r b r o t h e r . In t h i s c a s e, and most o f the o t h e r times 
i t i s used throughout t h i s p l a y , i t r e f e r s n o t to people who 
a r e b l o o d r e l a t i o n s , r a t h e r p e o p l e who s t a n d i n the r e l a t i o n s h i p 
to the speaker as b r o t h e r . A speaker, by u s i n g an e n d i n g t h a t 
i n d i c a t e s e l d e r b r o t h e r , shows r e s p e c t to the a d d r e s s e e as 
w e l l as p l a c e s a c l a i m of p r o t e c t i o n on the a d d r e s s e e . 



- 437 -

Names are v e r y i m p o r t a n t to B e n g a l i s , and misuse o f them i s 
q u i t e an i n s u l t . Here J o y a n t a uses Manika's name to i n d i c a t e 
f a m i l i a r i t y and h e r i n f e r i o r i t y . Manika's o b j e c t i o n has to 
do w i t h h e r anger and r e f u s a l to a c c e p t h i s i n t i m a c y . 

The p hrase 'honey of my mind' i n t h i s i n s t a n c e means 'the 
f e e l i n g I had of l o v e ' . Love and honey a r e f r e q u e n t meta
phors f o r each o t h e r , i n B e n g a l i p r o s e and p o e t r y . K r i s h n a 
( the paramount d i v i n e l o v e r ) i s o f t e n r e f e r r e d to as the 
bee s u c k i n g honey ( o r l o v e ) from the g o p i s ( t h e cowherdesses 
who are h i s d e v o t e e s ) . A l s o K r i s h n a , as a c h i l d , k i l l e d the 
o g r e s s sent, to k i l l him by s u c k l i n g and s a p p i n g h e r o f her 
p o i s o n . U s i n g t h i s image, from the mouth of a woman, i s one 
example o f the c o n s t a n t r e v e r s a l s , i n v e r s i o n s , and double 
meanings t h a t B h a i r o b b u i l d s i n t o h i s p l a y s . 

With t h i s l i n e on we a r e drawn from the p l a y w i t h i n the p l a y 
to t h e p l a y i t s e l f . Manjusha i s s p e a k i n g as h e r s e l f here, 
r a t h e r than as Manika. 

The use of t h e E n g l i s h word 'beauty' h e r e i s d o u b l e l y i r o n i c . 
S t a b b i n g and k i l l i n g here a r e g i v e n beauty t o E n g l i s h u s e r s , 
as w e l l as t h e i n t e n t i o n of s a y i n g t h a t t h i s i s ' i c i n g ' to 
the B e n g a l i p l o t b e i n g u n f o l d e d h e r e . B h a i r o b has a tendency 
to m i l k these double e n t e n d r e s f o r a l l they a r e worth. He 
tends t o 'suck them i n t o power' r a t h e r than suck them d r y . 
I t i s p r e c i s e l y f o r usages'-such as t h i s t h a t many pe o p l e say 
t h a t "Bhairob has a p o w e r f u l pen, no doubt". 

The i m p l i e d s u b j e c t , here meaning i c a n ' t h e l p i t , i s a v e r y 
common B e n g a l i usage.; B e n g a l i as a language, and B e n g a l i s 
as p e o p l e , f o c u s on a c t i o n and hence on v e r b s . S u b j e c t s v e r y 
o f t e n 'go w i t h o u t s a y i n g ' . 

M i t h u a - here i s a c o m p l i c a t e d word t o e x p l i c a t e . Here the 
r e f e r e n c e i s t o a p e r s o n , a go-between. But, the word p l a y s 
v e r y n i c e l y on a c o n t r a s t i v e s e t i n B e n g a l i between a r e t r o -
f l e x and a d e n t a l a s p i r a t e d t h . M i t h a ( d e n t a l . ) . s i s i a sweete.--.and 
d e l i c i o u s t h i n g , sweet-words i n a p o s i t i v e sense; M i t h y a ( r e t r o 
f l e x ) i s a l i e , a f a l s e h o o d or sweet-words i n a n e g a t i v e 
s ense. T h i s k i n d o f us.age of n a t u r a l c o n t r a s t i v e elements i s 
a l s o f r e q u e n t l y used i n p l a y s , p a r t i c u l a r l y i f i t p o i n t s out 
a r e l a t i o n s h i p t h a t connotes an o p p o s i t i o n . There a r e many 
o t h e r i n s t a n c e s o f t h i s i n t h i s , and o t h e r p l a y s . 

Here t h e term used i s the k i n term f o r f a t h e r ' s younger b r o 
t h e r , kaka. Here i t r e f e r s n o t r e a l l y to a p e r s o n i n t h a t 
r e l a t i o n s h i p i t o Manjusha (as we s h a l l see l a t e r ) but to the 
p e r s o n Manika, i n t h e p l a y . F a t h e r ' s younger b r o t h e r s ^ o f t e n 
p l a y an imp o r t a n t r o l e i n a r r a n g i n g a m a r r i a g e — a l t h o u g h the 
d e c i s i o n i s not up to them a l o n e , they a r e i n a p o s i t i o n to 
f e e d the d e s i r e d i n f o r m a t i o n to the f a t h e r , o r f a t h e r ' s o l d e r 
b r o t h e r , jetu, t h e p e r s o n who makes the d e c i s i o n s most o f t e n . 

http://sweete.--.and
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Here Manjusha shows Manika r e a l l y s t e p p i n g over the u s u a l 
b o u n d a r i e s of a f a i t h f u l w i f e . The speed w i t h which she 
a c c e p t s and g r a s p s t h e r o l e she i s c a s t i n i s s h o c k i n g , 
even to K a l y a n and A n j a n . P a r t i a l l y t h i s i s t r u e because 
of what becomes apparent l a t e r , t h a t she i s to r e a l l y marry 
K a l y a n - i n everyday l i f e . 

The word f o r b r o t h e r - i n - l a w i s S a l a , the babu i s a term o f 
r e s p e c t f r e q u e n t l y added to t h e end of p e r s o n a l names. A n j a n 
i s most p r o b a b l y a c o u s i n b r o t h e r of Mahesh's w i f e , n o t a 
b l o o d - b r o t h e r . T h i s term i s a l s o used l i b e r a l l y i n i n s u l t i n g . 
I t s u g g e s t s t h a t you a r e i n a p o s i t i o n to s l e e p w i t h the 
a d d r e s s e e ' s s i s t e r - i f you a r e a c t u a l l y n o t , then you a r e 
i m p l y i n g something about h e r p u r i t y and your a c c e s s . I have 
seen two f i g h t s b e g i n by t o s s i n g t h i s i n s u l t . Here i t i s 
not a ' f i g h t i n g i n s u l t ' but t h e r e i s a h i n t o f a p o s s i b l e 
slam, h e r e a t Anjan, n o t Manimala. 

Even o u t s i d e the c o n s t r a i n t s o f a j a t r a p l a y , where a c t i o n 
must be speeded up f o r a v a r i e t y o f r e a s o n s , the p a r t i c i p a n t s 
(meaning b r i d e and bride-groom) can be informed o f a wedding 
w i t h t h i s l i t t l e advanced w a r n i n g . A l s o , i f a d e c i s i o n were 
made w i t h t h i s l i t t l e p r e p a r a t i o n i t would be a time and money 
s a v i n g d e c i s i o n — o n e would not have to i n v i t e as many p e o p l e , 
t h e r e f o r e one would not have to f e e d as many p e o p l e . D e c i s i o n s 
about m a r r i a g e a r e not u s u a l l y l e f t to the immediate p a r t i e s 
i n v o l v e d , t h e r e f o r e t h e r e need not be much warning. An 
a u s p i c i o u s day i s more i m p o r t a n t . An a u s p i c i o u s day would be 
found by c o n s u l t i n g an a s t r o l o g e r ( j y o t i s h ) and the p r i e s t 
( p u r o h i t ) who would p e r f o r m the ceremony. 

Jamaibabu- here r e f e r s t o Mahesh, s i n c e A n j a n has p l a c e d him
s e l f i n a p o s i t i o n of b r o t h e r to Mahesh's w i f e . The term i s 
a k i n term r e f e r r i n g to s i s t e r ' s husband. 

M a l a d i - h e r e d i i s the s h o r t e n e d form o f didi''.'the k i n term 
f o r e l d e r s i s t e r . The usage, of d i i s as the usage' o f da 
o u t l i n e d i n f o o t n o t e 3. 

'blowing t h e c o n c h - s h e l l ' i s a s i g n of an a u s p i c i o u s o c c a s 
i o n . Times, such as weddings and o t h e r l i f e c y c l e ceremonies, 
are marked by the use of the c o n c h - s h e l l . The c o n c h - s h e l l i s 
a l s o t h e s o u r c e of a k i n d o f bangle t h a t i s worn o n l y by 
m a r r i e d women—the s h e l l and m a r r i a g e go t o g e t h e r . The conch 
i s blown a l s o e v e r y a f t e r n o o n j u s t a t the moment of sundown-
a v e r y s p e c i a l g o l d e n moment known as s u h d a e b a e l a . 
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B h a i r o b i s a g a i n i r o n i c a l l y f oreshadowing what i s to come 
l a t e r i n the p l a y by weaving i n t o the p l a y the a u t h o r ' s 
r e l a t i o n s h i p to Manjusha, the h e r o i n e . Mahesh i s her s i s t e r ' s 
husband, as w e l l he i s f i g u r a t i v e l y and l i t e r a l l y the w r i t e r 
of her f a t e . 

A n j a n a g a i n i r o n i c a l l y foreshadows Manjusha's f a t e , a l s o by 
i n d i c a t i n g h i s r o l e i n the w r i t i n g of h e r f a t e as w e l l . 

A n j a n h e r e has been p l a c e d i n the p o s i t i o n of Manju's e l d e r 
b r o t h e r . He r e f e r s to her f a t h e r h e r e as kaka, - u n c l e — e v e n 
though he i s not a b l o o d b r o t h e r . C o u l d be t h a t A n j a n was 
a f r i e n d ' s son o r a n e i g h b o r ' s son-r-that would be common 
usage. I f he had known what Manjusha r e v e a l s , h i s p o s i t i o n 
would be even more d i f f i c u l t when he f i n d s out t h a t h i s s u s 
p i c i o n s a r e t r u e . 

ACT I , SCENE I I — The house of Maheshbabu. 

T h i s scene i s done a t a f a s t e r pace. The d i a l o g u e i s s h o r t e r 
and more r a p i d l y spoken. There are s e v e r a l b a s i c f e e l i n g s 
t h a t a r e p o r t r a y e d i n t h i s s cene—humour and p a t h o s , b i t t e r 
ness and d e s p a i r . More c h a r a c t e r s a r e i n t r o d u c e d i n t h i s 
scene as w e l l . 

With t h i s scene we have moved to C a l c u t t a . S i n c e t h e r e i s 
no s c e n e r y to i n d i c a t e t h i s , the change i s i n d i c a t e d by 
a f a s t e r pace, and r e f e r e n c e s to p e o p l e who would be found 
i n C a l c u t t a . 

Malay i n d i c a t e s h i s s t a t u s , educated p e r s o n , by r e a d i n g a book 
as he e n t e r s . Few c h a r a c t e r s do t h i s , u n l e s s they a r e used to 
make a statement about l i t e r a c y o r s o c i a l , s t a t u s . 

The word which t r a n s l a t e s as ' r e t a i l ' h e r e i s a word meaning 
d e a l i n g i n .commondities ( k u c h e r a ) . I t a l s o means a v e r y s m a l l 
amount pf money. C l e a r l y i t i s i m p o r t a n t to i n d i c a t e a com
m e r c i a l image, p a r t i c u l a r l y as i t i s i n t o r d u c e d by the c h a r a c t e r 
Manimala who i s o b s e s s e d w i t h m o n e y — h a v i n g i t and measuring 
e v e r y t h i n g i n terms of i t . 

Boudi i s the B e n g a l i k i n term t h a t means e l d e r b r o t h e r ' s w i f e . 
T h i s r e l a t i o n s h i p , as put h e r e i n the p l a y , i s a n o t h e r ' f i c t i v e ' 
one. Malay i s not r e l a t e d , but p l a c e s M a h i m a l i i n t h i s r e l a t i o n 
s h i p — o n e which i s an a f f e c t i o n a t e one i n B e n g a l i terms. A 
b o u d i i s o f t e n c a l l e d . u p o n to i n t e r c e d e w i t h the o l d e r males i n 
the f a m i l y . Messages once t o l d t o a b o u d i , a r e a s s u r e d of r e a c h 
i n g the d e s i r e d p e r s o n . T h i s i s used by younger men, p a r t i c u l a r l y 
i n the a r e a s of s c h o o l i n g and m a r r i a g e d e s i r e s . 
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Thakurpo i s the form of k i n a d d r e s s f o r a p e r s o n who i s 
a husband's younger b r o t h e r . Manimala's use of t h i s term 
i n d i c a t e s t h a t she a c c e p t s the r e l a t i o n s h i p t h a t i s a s s e r t e d 
by Malay's use of b o u d i . 

The word f o r ' w h o l e s a l e ' ( p a r i k a r i ) i s n e c e s s a r y h e r e to c a r r y 
the commercial metaphor through to i t s c o n c l u s i o n . The 
commercial metaphor o f ' l o v e and money' i s as common i n 
B e n g a l i as i t i s i n E n g l i s h . 

Khana i s a l e g e n d a r y p r o p h e t e s s , a wise-woman p a r t i c u l a r l y 
good a t astronomy and mathematics. She i s a s s o c i a t e d w i t h 
knowledge about p r e d i c t i n g c r o p s , p l a n t a t i o n , e t c . S a y i n g s 
t h a t a r e p l a c e d i n the " p a n j i k a " . The p a n j i k a i s an almanac, 
j u s t about a l l B e n g a l i households keep one; the j a t r a 
p a r t i e s c o n s u l t t h e p a n j i k a f r e q u e n t l y when they a r e d e c i d i n g 
whether to book i n a p a r t i c u l a r p l a c e around a p a r t i c u l a r 
time. I t i n d i c a t e s what are the a u s p i c i o u s times and d i r e c 
t i o n s f o r any u n d e r t a k i n g . Khana, the a n c i e n t p r o p h e t e s s , 
i s f r e q u e n t l y a p a t r o n e s s f o r a s t r o l o g e r s . 

H i s name means, l i t e r a l l y , the sea o f a s t r o l o g i c a l knowledge, 
the master o f T a n t r a ( o n t o l o g i c a l , t h e o l o g i c a l , s p i r i t u a l 
knowledge), e x p e r t i n g e n e r a l knowledge. From h i s g e n e r a l 
c h a r a c t e r p o r t r a y a l , B h a i r o b must be p o k i n g f u n a t such p e o p l e 
h e r e . He i s , by u s u a l t e c h n i q u e of r e v e r s a l and p l a y i n g 
w i t h r e a l i t y and appearance, a t l e a s t e x p o s i n g the f a k e and 
p r e t e n t i o u s a s t r o l o g e r s . 

Brahmadaitya f o r Brahmadatta i s a d e f i n i t e p l a y on words. 
D a i t y a means, monster, ghost, o r the spook of a dead 
B r a h m i n — a b e i n g p a r t i c u l a r l y used i n f o l k l o r e . I n ' L a i 
B i h a f i Dey's F o l k T a l e s of B engal, t h e r e I s one s t o r y u s i n g 
t h i s p l a y . The audience found t h i s v e r y f u n n y — a l o t of 
l a u g h t e r f o l l o w e d t h i s q u i p . ! 

420 r e f e r s to a s e c t i o n of the I n d i a n P e n a l Code. I t i s 
s a i d i n E n g l i s h , p a r t l y because most o f the p e n a l code was 
w r i t t e n when the B r i t i s h were i n c o n t r o l , and f o r the added 
impact of code s w i t c h i n g . S e c t i o n 420 i s the s e c t i o n d e a l i n g 
w i t h crime and punishment f o r c h e a t i n g and t h i e v e r y . 
Another common l e g a l r e f e r e n c e i s to a S e c t i o n 144, which has 
to do w i t h the p r o h i b i t i o n of the g a t h e r i n g o f more than 5 
p eople i n a p u b l i c p l a c e . T h i s one i s u s u a l l y used when 
t h e r e i s a f e a r e d p u b l i c r i o t , or mass m i s c h i e f . Some j a t r a 
performances were c a n c e l l e d due to a S e c t i o n 144 b e i n g i n 
f o r c e . 

A g a i n , h e r e , Bhadrobii's p l a y i n g r wdthn the'1 i d e a o f . identity',: 
efcriueoAdemti.tyi versus.' false-; I d e h t L t i e s . . .The ad'd'itiont of a 
a o t i b n c o f p r o o f i s i m p o r t a n t h e r e . I f i d e n t i t y i s changeable 
and not n e c e s s a r i l y permanent, what can be c a l l e d i n as e v i d 
ence o r p r o o f ? 



11 
- 441 -

An ashram i s a r e l i g i o u s r e t r e a t o r h e r m i t a g e . U s u a l l y t h e r e 
are one or two r e s i d e n t l e a d e r s and a number of d e v o t e e s . 

•'•DashaKarma'. i s , l i t e r a l l y , t h e l O ( d a s h a ) a c t i o n s (karma); 
the t e n a c t i o n ashram. From b i r t h to death t h e r e a r e t e n 
major ceremonies or sacraments t h a t one s h o uld"undergo-
these a r e e s s e n t i a l to p r o g e s s i n g through one's l i f e c y c l e . 
They are known as samskaras. F o r a more complete account 
of B e n g a l i samskaras, see N i c h o l a s and Inden, 1977:35-66. 

The n o t i o n o f an a u s p i c i o u s moment i s fundamental to B e n g a l i 
ceremonies. There i s d e f i n i t e l y a ' r i g h t ' time f o r an event 
to take p l a c e ; t h e r e a r e a l s o , then, 'wrong' times f o r t h i n g s 
to happen. The c o r r e c t moment i s c a l c u l a t e d by an a s t r o l o g e r , 
and i n so f a r as i t i s p o s s i b l e , i t i s adhered to by the 
c e l e b r a n t s . 

The a u d i e n c e l a u g h s u p r o a r i o u s l y a t Brahma's a c t i o n s . When 
doingra c o r r e c t palm r e a d i n g f o r a woman the l e f t - h a n d s h o u l d 
be r e a d . Even though t h i s i s p o k i n g f u n a t the palm r e a d i n g 
and p o i n t i n g the f r a u d u l e n c e of the r e a d e r t h e r e i s a l o t 
of c u l t u r a l l y m e a n i n g f u l i n f o r m a t i o n i n t h i s r e a d i n g . A c c o r d 
i n g to the K o s h t h i Darpana( the m i r r o r of h o r o s c o p e s ) and 
the S a r a l J y o t i s h S h i k s h a ( the complete l e a r n i n g o f the 
a s t r o l o g e r ' s a r t ) the Crab n a t u r e , i f i n h e r i t e d by b e i n g 
b orn under t h a t s i g n , can be c l a s s i f i e d as t h a t of a Sudra. 
In the a s t r o l o g i c a l system i n B e n g a l , t h e r e i s a n a t u r e to 
men and women, almost as though they a r e s e p a r a t e s p e c i e s , 
and t h i s i s due to the i n f l u e n c e of the s t a r s and the p l a n e t s . 
I t i s c l a s s i f i e d s i m i l a r to t h e f o u r c a s t e d i v i s i o n s - t h e X 
v a r n a d i v i s i o n s - B r a h m i n , K h s h a t r i y a , V a i s y a , and Sudra, the 
man g i v e n to knowlegde, the man g i v e n to n o b l e a c t i o n , the 
man g i v e n to w o r l d l y g a i n s and economic a c t i v i t i e s , and the 
man g i v e n to m e n i a l j o b s and a l o w l y n a t u r e . The Rakshasha 
Gana are of the genus demons—and a r e demonic i n temperament. 
Men and women are d i v i d e d i n t o t h r e e c a t e g o r i e s of human 
b e i n g s - the Deva or g o d l y , the Manusha or m a n - l i k e , and the 
Rakshasha or'zthe demonic. So h i s r e a d i n g does i n d i c a t e where 
he i s p l a c i n g the c h a r a c t e r o f Manimala, even i f he i s d o i n g 
i t w i t h the wrong hand. T h i s a l s o foreshadows a c o u p l e of 
s t a tements t h a t a r e made l a t e r . 

Rahu i s the e i g h t h p l a n e t - I b e l i e v e t h a t t h e r e i s no E n g l i s h 
e q u i v a l e n t f o r t h i s p l a n e t . I t i s e v i l i n n a t u r e , and c o n t a c t 
w i t h i t has d e t r i m e n t a l e f f e c t s . 

16 Here he a g a i n adds a n o t h e r e p i t h e t to h i s name-Bhairob i s 
showing the f l u i d i t y of i d e n t i t y here a g a i n . 
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Brahma, add the a u t h o r B h a i r o b , i s making a s e r i o u s p o i n t 
about i l l u s i o n and r e a l i t y , the r e v e r s a l s and i n v e r s i o n s 
of l i f e i n the modern a g e - l e t a l o n e the K a l i Age. The w o r l d 
c a n ' t be 'taken-^for-granted to be the way i t a p p e a r s - t h i n g s 
a r e t o p s y - t u r v y , upside-down e t c . What the meaning of t h i s 
i s a c o m b i n a t i o n of the r e v e r s a l and a statement about maya 
( e x p l a i n e d b e f o r e i n P a r t 1 ) . 

18 

19 

20 

U s i n g P a t n i , which means the female spouse, to r e f e r to the 
spouse o f Manimala, who i s t h e male Maheshbabu, i s a d e f i n i t e 
statement o f r e v e r s a l . Here Brahma i s i m p l y i n g t h a t s i n c e 
the w o r l d i s t o p s y - t u r v y and females are d o m i n a t i n g males, 
the terms of r e f e r e n c e s h o u l d j u s t as w e l l be t u r n e d around 
as w e l l . 

The m a r r i a g e of p o l i t i c a l and r e l i g i o u s r e f e r e n c e s was a v e r y 
common t h i n g i n Bengal a t th e time t h i s p l a y was w r i t t e n 
(1971). Here the l i n k i s K a l i and I n d i r a Gandhi-and o n l y 
i n c i d e n t l y S h i v a and M o r a r j i D e s a i . T h i s 1 seems a s t r a n g e 
t h i n g f o r a CPM (Communist P a r t y of I n d i a - M a r x i s t ) w r i t e r 
to do. In f a c t the cosmic upside-downess and r e v e r s a l c o u l d 
s t r e n g t h e n the r i g h t r e l a t i o n s h i p s on e a r t h — b u t t h i s i s 
more complex than t h a t . When I asked B h a i r o b about t h i s , he 
shrugged h i s s h o u l d e r s and s a i d t h a t he needed an example 
t h a t the people i n v i l l a g e s would un d e r s t a n d , even i f i t 
may n o t be p o l i t i c a l l y c o r r e c t , from the p a r t y ' s p o i n t o f view. 

I 
Here B h a i r o b i s u s i n g the n o t i o n o f s h o r t e n e d names to i n d i 
c a t e economy and s p e e d — t h i n g s he sees t o ; b e a s s o c i a t e d w i t h 
l i f e i n B engal i n i t s p r e s e n t n e g a t i v e a s p e c t s . 

Between the announcement o f h e r m a r r i a g e (Act I, Scene I) 
and now (Act I , Scene I I ) Manjusha has g i v e n b i r t h to a 
son. N o r m a l l y t h i s would be the h i g h e s t honour and a t h i n g 
o f j o y . Here t h e l l i n e s p o r t e n d i l l . T h i s d e v i c e i s used 
both to i n d i c a t e time p a s s i n g , and to s t r e n g t h e n the p a r a l l e l 
b e i n g drawn between l i f e ( t h e j a t r a p l a y ) and the p l a y (here 
the p l a y w i t h i n the p l a y ) . 

T h i s i s d e f i n i t e l y a statement about the importance o f l i m i t 
i n g c h i l d r e n - b u t a l s o a statement about the c u r r e n t i m p e t u o s i t y 
o f modern boys and g i r l s . 

We a r e o n l y i n A c t I Scene IT and the d e c e p t i o n of K a l y a n 
i s b e i n g p o i n t e d o u t . T h i s h e l p s f u r t h e r > t h e p l o t and the 
p l a y t h a t B h a i r o b has w i t h n o t i o n s o f t r u e and f a l s e i d e n t i t y . 

i 

Manimala i s h e r e r e f e r r i n g to the f a c t t h a t her f a t h e r r e 
m a r r i e d when he was q u i t e o l d and produced a n o t h e r daughter 
l a t e i n l i f e , when he was becoming too o l d to c a r e f o r h e r . 
Step-mothers and s t e p - s i s t e r s , a t l e a s t i n B e n g a l i l i t e r a t u r e , 
a r e s u s p e c t p e o p l e , and s a i d to cause a l o t of c o m p e t i t i v e harm. 
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B h a i r o b i s here a g a i n e mphasising the i n t e r p l a y between 
l i f e and drama, p l a y and p i a y - w i t h i n - p l a y , i l l u s i o n and 
attachment-making t h i s t h r e a d and theme i n the p l a y no 
mere a c c i d e n t . 

F o r most B e n g a l i f a m i l i e s i n C a l c u t t a t h e r e i s a r i c e 
r a t i o n per week of 2 k i l o s . One a p p l i e s f o r a r a t i o n 
c a r d , and one buys one's r i c e , then from the r a t i o n shop. 
I t i s cheaper, but lower i n q u a l i t y , than the r i c e one 
would o r c o u l d buy i n the r e g u l a r market. 

T h i s i s p r o b a b l y one of the most i m p o r t a n t l i n e s i n t t h i s 
s cene. B h a i r o b ' s c l a i m here i s e s s e n t i a l l y one of the main 
messages of the j a t r a , and l i f e i n g e n e r a l . The paradox 
i s v e r y b a s i c one t h a t i s echoed elsewhere i n t h i s p l a y and 
many o t h e r s . 

T h i s statement, as w e l l as the o t h e r s l i k e i t i n t h i s scene, 
i s Bhairob.'.s way of b e g i n n i n g to make the e q u a t i o n o f 
money=evil, w e s t e r n i s e d b u s i n e s s practices=money, western= 
e v i l . H i s a n t i - W e s t e r n comments grow s t r o n g e r as the p l a y 
p r o g r e s s e s . 

The t r u t h t h a t e v e r y t h i n g i s t u r n i n g around and i s u p s i d e 
down makes one, e s p e c i a l l y a w r i t e r l i k e Mahesh i n the p l a y 
or B h a i r o b the p l a y w r i g h t , w r i t e a p l a y t h a t ' l i f t s the 
v e i l o f m a y a ' — t h e p l a y r e v e a l s a i l - b u t does so i n a p l a y 
so t h a t the power i s d i s g u i s e d . T h i s c i r c l e becomes here a 
wheel (chakra) of meaning. 

The l i t e r a r y man, B h a i r o b h i m s e l f as w e l l , i s p o r t r a y e d as 
a s e e r f o r the common man u s i n g common images. The common 
images h e r e , i r o n - g a t e s , e t c . a r e r a t h e r new common images 
brought and p o p u l a r i s e d i n B engal by the M a r x i s t s . He c l a i m s 
t h a t l i t e r a r y men must be r e v o l u t i o n a r i e s and p h i l o s o p h e r s . 
B r o j e n De ( t h e p r e v i o u s l y d i s c u s s e d p l a y w r i g h t ) uses t h i s 
imageuof the w r i t e r f a r l e s s than B h a i r o b does, but then he 
has no o v e r t c o n n e c t i o n s w i t h a p a r t i c u l a r p o l i t i c a l p a r t y . 
B h a i r o b p u t s h i m s e l f i n t o h i s p l a y s f a r more than some of 
the o t h e r p l a y w r i g h t s . 

A g a i n here we see the r e v e r s a l , i n v e r s i o n theme t h a t B h a i r o b 
i s b e a t i n g us to death w i t h t hroughout t h i s p l a y . 

The p l a y on words here i s the f i v e p a i s a , f i v e hundred rupees 
c o n t r a s t . The number f i v e i s a v e r y i m p o r t a n t symbol o f 
B e n g a l i l i f e i n p r o c e s s , r a t h e r than the s t r u c t u r e s and 
c o n s t r a i n t s of l i f e which would be f o u r s o r even numbers. 
P o v e r t y i s a f i v e p a i s a l i f e ; Wealth i s a f i v e hundred rupee 
l i f e . Elsewhere i n the p l a y he uses o t h e r f i v e images. 
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ACT I SCENE I I I The House o f Panasar C h a t t e r j e e 

The pace of the scene i s f a s t - i n d i c a t e d by the s h o r t 
d i a l o g u e . Itv;becomes s l o w e r , however, by the f r e q u e n t 
and somewhat awkward use bf E n g l i s h i n l a r g e s u p p l y . 
The main message of t h i s scene i s t h a t too-Western 
b e h a v i o u r i s bad, a n t i - B e n g a l i v a l u e s , and dangerous. 
T h i s i s a c h i e v e d by i n t r o d u c i n g a n o t h e r s e t o f c h a r a c t e r s . 

The house of Panasar C h a t t e r j e e i s o b v i o u s l y a l a r g e and 
i m p r e s s i v e d w e l l i n g . I t seems to be l o c a t e d i n the t r a d 
i t i o n a l w e a l t h y s e c t i o n of N o r t h C a l c u t t a . That i t i s 
c a l l e d the house of Panasar h e r e , and i s changed i n l a t e r 
scenes i s a s i g n i f i c a n t statement o f y o u n t h f u l and W e s t e r n i s e d 
d i s r e s p e c t f o r t r a d i t i o n a l and t h e e l d e r l y . 

Premik i s the B e n g a l i word f o r l o v e r . Ivy l a p s e s i n t o 
E n g l i s h , and u s i n g E n g l i s h to say l o v e r c a r r i e s more 
weight because the word l o v e r i n E n g l i s h - h a s i m p l i e d 
a l o n g w i t h i t , f a r l o o s e r b e h a v i o u r . Ivy, as a c h a r a c t e r , 
i s d e f i n i t e l y p o r t r a y e d as an s e x u a l l y eager, f o r w a r d 
and n o n - B e n g a l i g i r l . 

A l i t t l e b i t o f e d u c a t i o n i s a dangerous t h i n g . A l i t t l e 
b i t pf E n g l i s h e d u c a t i o n i s even more dangerous. With the 
c h a r a c t e r of Panasar, B h a i r o b i s u n i t i n g , t h e o l d and the 
poor and the v i r t u o u s ; the young and the r i c h w e s t e r n i s e d 
few and the l i c e n t i o u s . T h i s theme runs throughout the 
p l a y as w e l l . 

I f to be human, i n B engal terms i s to be B e n g a l i ; t r a d i t i o n a l 
u s i n g t h e B e n g a l i language, r e a d i n g the t r a d i t i o n a l s t o r i e s 
and r e l i g i o u s d o c t r i n e s , a d h e r e i n g to B e n g a l i v a l u e s , e t c . . 
w i t h W e s t e r n i s a t i o n as rampant as Panasar i n d i c a t e s , c l e a r l y 
they are becoming l e s s than human. In a d d i t i o n h e r e , B h a i r o b 
c o u l d be p l a y i n g w i t h r e v e r s a l s a g a i n . 

Panasar i n d i c a t e s t h a t Western e d u c a t i o n i s n o t n e c e s s a r i l y 
the t r u t h . S e e i n g through Western e d u c a t i o n may be more 
t r u e ; . l i f t i n g the v e i l of maya around Western v a l u e s may be 
g e t t i n g a t the t r u t h . 

T h i s i s the essence of the a n t i - W e s t e r n message and philo^-
sophy. V i d y a s a g a r was one of the l e a d i n g f i g u r e s i n the 
19th c e n t u r y i n B e n g a l . He was a S a n s k r i t s c h o l a r , s o c i a l 
r e f o r m e r , and a p h i l a n t h r o p i s t . There was a j a t r a p l a y about 
h i s l i f e p l a y i n g d u r i n g t h e time I was d o i n g the r e s e a r c h 
on t h e j a t r a . Bhagabah D e v i was V i d y a s a g a r ' s mother. 

L o t u s ' song i s r e v o l u t i o n a r y . Here we have o l d , young, 
B e n g a l i and r e v o l u t i o n a r y put t o g e t h e r as a s e t . 
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7 The word f o r common p e r s o n i s ' c h o t o l o k ' ( s m a l l p e o p l e ) . The 

c o n t r a s t i n g term i s 'bhadralok'(good p e o p l e ) . C h o t o l o k 
u s u a l l y r e f e r s to the common p e o p l e . 

g 
Shankar h e r e c l e a r l y r e f e r s to the W e s t e r n - o r i e n t e d and 
inf o r m e d l e g a l system o p e r a t i n g i n B e n g a l . The use o f the 
E n g l i s h word a g a i n makes the p o i n t even s t r o n g e r . F o r 
Shankar, P r o j e s h , Ivy, K a l y a n , Babul and Champa,. the:'.use 
of E n g l i s h i s a p o s i t i v e t h i n g — b u t a l s o f o r t h e i r own g a i n 
a s s o c i a t e d w i t h d e c e p t i o n . F o r Panasar, Anjan, Manjusha, 
Mahesh, e t c . the use of E n g l i s h i s a n e g a t i v e t h i n g - i t i s 
used i r o n i c a l l y , c y n i c a l l y o r p e j o r a t i v e l y . 

9 
Panasar a g a i n p o i n t s out h i s message by s t a t i n g paradoxes. 

: Mahesh, i n the f i r s t two scenes, and Panasar h e r e , a r e sound
i n g v e r y much a l i k e . B h a i r o b has put t o g e t h e r the modern 
l i t t e r a t e u r and the o l d B r a h m i n - p r o g r e s s i v e and c o n s e r v a t i v e ; 
but they are s a y i n g much the same t h i n g . C e r t a i n l y a mixed 
p o l i t i c a l message. 

Ivy i s showing Anjan, who she i s o v e r l y f o n d o f , how soph
i s t i c a t e d she r e a l l y i s — e v e n c a l l i n g h e r f a t h e r by h i s f i r s t 
name (something t h a t good B e n g a l i g i r l s would never d o ) . 
T h i s i s r e a l l y an i m p o r t a n t i n d i c a t i o n of I v y ' s c h a r a c t e r ; 
a younger p e r s o n u s i n g an o l d e r p e r s o n ' s f i r s t name, e s p e c i 
a l l y a f a t h e r ' s . I t i s another n e g a t i v e r e v e r s a l o f B e n g a l i 
p r a c t i c e . 

12 
I n d i c a t i o n s of how f o r w a r d Ivy i s a r e g i v e n here w i t h h e r 
inuendos and s u g g e s t i o n s . I would l i k e to s p e c u l a t e a b i t 
on t h e p o s s i b l e meaning h e r e : I b e l i e v e t h a t t h i s i s a 
p l a y on the word used e a r l i e r i n the scene f o r l a w - a i n . 
The word f o r m i r r o r , o r l o o k i n g - g l a s s i s ayna and the word 
f o r law i s a i n - t h e y are b o t h ' c l a n g s ' o r 'homonyms' f o r 
mother and b e i n g . Ayna i s r e l a t e d t o words f o r income, 
e a r n i n g s and p o s s e s s i o n ( i n b o t h o f the senses t h a t the word 
i s used i n E n g l i s h ) . The statement here seems to be t h a t 
the m i r r o r can show what you 'ought' to be; a p e r s o n who 
f o l l o w s t h e r u l e s of b e i n g a h o u s e h o l d e r , making a l i v i n g 
and r e f l e c t i n g B e n g a l i laws and t r a d i t i o n s . 

A d d i t i o n a l b e h a v i o u r i s d i p l a y e d h e r e by Ivy, c l i n c h i n g h er 
image o f n o n - B e n g a l i b e h a v i o u r — o r l o o s e B e n g a l i b e h a v i o u r . 

'Season o f mind' r e f e r s here to l o v e . The u n d e r l y i n g r e f e r 
ence here i s to t h e common B e n g a l i images o f K r i s h n a , the 
bee, and the paramount l o v e r . 

15 These l y r i c s c o u l d be from a V a i s n a v a p a d a b o l i ( d e v o t i o n a l 
song), but from .the l i p s o f Ivy, they a r e inde e d s u g g e s t i v e . 
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In B e n g a l i p a r l a n c e and c a l c u l a t i o n pregnancy i s spoken 
of as 10 months l o n g ( l u n a r c a l c u l a t i o n s ) . Here Anjan i s 
s a y i n g t h a t she was imm e d i a t e l y pregnant, and t h a t she t h e r e 
f o r e has known no h a p p i n e s s , save her son. I t i s a l s o used 
to i n d i c a t e how much time has passed from Scene I to Scene I I I . 

B a s i l t r e e i n B e n g a l i i s the T u l s i t r e e . T h i s t r e e i s 
v e r y i m p o r t a n t i n women's r e l i g i o u s l i f e . ' I t i n s u r e s 
pregnancy, p r o t e c t i o n f o r c h i l d r e n and husband, and good 
h e a l t h f o r a l l . Most r u r a l compounds w i l l have a t u l s i 
t r e e w i t h i n t h e i r c o n f i n e s . 

The main p o i n t o f t h i s , I b e l i e v e , i s to put Ivy and Manjusha 
i n c o n t r a s t - o p p o s i t i o n . B h a i r o b ' s views on women a r e a t 
b e s t mixed. C r e e p e r s e n t w i n i n g t r e e s i s a common p o e t i c 
image f o r the r e l a t i o n s h i p o f wives and husbands. I t i s a 
male image, but a l s o used by women. 

"I s h a l l t e l l daddy and w r i t e an a r t i c l e about i t tomorrow". 
B h a i r o b used to t e a s e me and say t h a t t h i s i s what I was 
do i n g ( l i t t l e d i d he know how l o n g i t takes me to w r i t e 
an a r t i c l e ) . What he i n t e n d s h e r e i s n ' t too c l e a r . By 
h a v i n g Ivy say i t , i s he s u g g e s t i n g t h a t r u r a l women s h o u l d 

not be awakfen or'.changed; o r i s he p l a y i n g h i s u s u a l r e v e r s a l 
t r i c k and s u g g e s t i n g t h a t they s h o u l d be awakened, b u t n o t 
i n a W e s t e r n i s e d way? 

ACT I, SCENE IV — In the s t r e e t s . 

T h i s scene i s the most i m p o r t a n t i n the f i r s t a c t . 
A l l the o t h e r scenes have merely s e t t i n g up s i t u a t i o n s 
and i n t r o d u c i n g c h a r a c t e r s . T h i s scene moves the 
p l a y on to the second a c t . T h i s scene i s l i n k e d to 
the f i r s t scene, i n the way t h a t the l a s t scene i s — 
the r e l a t i o n s h i p between ' l i f e and drama', i l l u s i o n s 
and attachments. In t h i s scene Manjusha l i v e s the 
l i f e o f Manika; K a l y a n i s J o y a n t a ; and Mohan i s 
P a l a s h . 

In the s t r e e t s , B h a i r o b sees most o f the d r a m a t i c l i f e 
of B engal t a k i n g p l a c e . T h i s scene i s f u l l o f p a t h o s . 
Manjusha e n t e r s here showing the t y p i c a l s t a g e way 
of i n d i c a t i n g g r i e f and h a r d - t i m e s ; Manjusha's h a i r 
i s l o o s e n e d and she has d a r k - c i r c l e s under her eyes, 
she i s c l e a r l y d i s t r a u g h t . Unbound h a i r , i n Be n g a l , 
i s s y m b o l i c o f a l i f e out o f c o n t r o l ; d a r k - c i r c l e s 
ar e s y m bolic o f a l i f e w i t h o u t s l e e p and dreaming. 

^ T h i s song i s f u l l o f t y p i c a l B e n g a l i images, ones e v e r y 
one knows. B e n g a l i s known as the 'golden p r o v i n c e ' 
and L o r d C h a i t a n y a i s known as the 'golden one', i n 
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c o n t r a s t to K r i s h n a , the dark one. Here the 
l i g h t ( b e i n g t h e c h i l d Khokan) i s p l a c e d i n the 
n i g h t c o n t e x t ( b e i n g the l i f e they are f o r c e d 
to l i v e ) , and made p o w e r f u l by the j e w e l o f 
of the c o b r a . Snakes a r e p o w e r f u l i n B e n g a l . 
P u t t i n g marks on a c h i l d i s i m p o r t a n t , i n o r d e r 
to ward o f f ' e v i l eye'. I t i s a common p r a c t i c e 
to p u t dark d o t s on a c h i l d so t h a t he/she 
w i l l n ot be so a t t r a c t i v e , t h e r e f o r e l e s s s u s c e p t 
i b l e to c o v e t i n g . 

Khokan, i n t h i s case the name of the c h i l d , a l s o 
means a boy c h i l d . I t i s u s u a l l y used as a term 
of endearment to c h i l d r e n under the age of 1 y e a r . 
By u s i n g t h i s name Bh a i r o b says t h a t he was w r i t i n g 
about a l l the c h i l d r e n b orn i n t o s i m i l a r c i r c u m s t a n c e s . 

Here B h a i r o b i s s e t t i n g t h e background f o r a c o n t r a s t 
between f a n t a s y and' ' r e a l i t y ' . Hard r e a l i t i e s a r e 
those t h i n g s t h a t seem unchangeable; t h e r e i s no 
c a t e g o r y o f ' s o f t r e a l i t i e s ' . 

The theme o f s t e p - s i s t e r s and step-mothers b e i n g 
d i f f i c u l t to g e t a l o n g w i t h i s not j u s t the 
C i n d e r e l l a theme o f European f o l k l o r e — i t i s a 
v e r y common theme i n B e n g a l . Many f o l k s t o r i e s 
d e a l w i t h t h i s theme. There i s expected j e a l o u s y 
between s i b l i n g s o f d i f f e r e n t p a r e n t s , and between 
the n a t u r a l o f f s p r i n g of One p a r e n t and n o t the 
the o t h e r . S t e p - f a t h e r ' s a r e , o f c o u r s e , uncommon— 
s i n c e the occ u r e n c e o f widow-remarriage, o r d i v o r c e 
i s s t i l l r a r e . A s i m i l a r l y n e g a t i v e theme i s the 
c o m p e t i t i o n among c o - w i v e s — t h i s theme i s taken up 
l a t e r i n t h e p l a y . 

Women f r e q u e n t l y put a s i d e and save j e w e l l e r y . 
Wedding j e w e l l e r y o r j e w e l l e r y g i v e n to a woman 
by any f a m i l y member i s c o n s i d e r e d 'her p r o p e r t y ' ; 
i t i s the o n l y o u t s i d e monetary s e c u r i t y a woman has. 
Here Manjusha has been s a v i n g t h e s e , and now she i s 
w i l l i n g to spend them-put them up as c o l l a t e r a l to 
get m e d i c i n e and f o o d f o r her c h i l d . 
S y l v i a Vatuk has w r i t t e n an a r t i c l e about the s a v i n g 
p r a c t i c e s o f women elsewhere i n N o r t h e r n I n d i a ; she 
found t h a t u s u a l l y t h e r e would be an o l d woman t h a t 
o t h e r younger women would e n t r u s t t h e i r j e w e l l e r y 
and o t h e r meagre s a v i n g s t o . 

Mohan, as the i n t r o s p e c t i v e c h a r a c t e r , i s a s k i n g the 
audi e n c e h e r e , to keep t h e l i n k s w i t h the o l d e r 
g e n e r a t i o n s — - i t i s t h e c o n t i n u a t i o n o f t h e a n t i -
Western themes t h a t r u n throughout t h i s p l a y . 
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B h a i r o b makes a g r e a t d e a l o f changing names and changing 
i d e n t i t i e s . T h i s i s . the f i r s t major change of m a n y — i t 
i n d i c a t e s t h a t K a l y a n i s not to be t r u s t e d , j u s t by the 
change of name. U s u a l l y he w i l l use changes t h a t a r e 
c o n s i s t e n t - s o c i a l - s t r a t a - w i s e , but l a t e r we l e a r n t h a t 
he doesn't always. 

P r e s t i g e , shame and f e a r o f n o t a c t i n g c o r r e c t l y a r e t h r e e 
v e r y i m p o r t a n t markers of a ' t r u e i d e n t i t y ' f o r a 
B e n g a l i . Here Bhairob: i s making a n o t h e r o f h i s s t atements 
of i n v e r s i o n . 

Another i n v e r s i o n ; t h i s time not about i d e n t i t y b u t about 
t r u t h . K a l y a n t e l l s the ' t r u t h ' w h i l e i n e b r i a t e d ; w h i l e 
sober he t e l l s l i e s . -His drunken l i f e i s ' t r u e ' to h i s 
c h a r a c t e r ; h i s sober l i f e i s a d u p l i s t i c f a b r i c a t e d one. 

T h i s i s the most f r e q u e n t l y s t a t e d B e n g a l i i d e a l ; women, 
who h o l d the p u r i t y and r e p u t a t i o n o f a f a m i l y , a r e 
b e l i e v e d to be a b l e to t u r n wrongs to r i g h t s . I d e a l wives 
would e a s i l y i d e n t i f y w i t h the statement made here by 
Manjusha. 

These c h a r a c t e r s , S i t a , S a b i t r i , and B e h u l a , a r e c u l t u r a l 
models f o r B e n g a l i women. These and a few o t h e r models 
i n c o m b i n a t i o n make up the ' i d e a l ' B e n g a l i woman's 
c h a r a c t e r . S i t a , i n her r e f u s a l to d e a l w i t h Ravanna and 
remain f a i t h f u l to Rama i n the e p i c The Ramayana, i s 
the i d e a l o f c h a s t i t y ; S a b i t r i , i n her c l e v e r d e a l i n g s 
w i t h Yama ( t h e God o f Death and the Underworld) and 
h e r s t e a d f a s t n e s s , saved her husband Satyaban from death; 
B e h u l a , i n d e a l i n g w i t h Manasha (the Goddess of Snakes) 
saved h e r husband L a k i n d a r , because of her p u r i t y and 
w i l l i n g n e s s to s e r v e Manasha. Bratas, s p e c i a l womens' 
r i t u a l s i n B e ngal, f r e q u e n t l y r e f e r to .these p a r t i c u l a r 
model women. 

Pronam, i n d i c a t i n g o b e i s a n c e and r e s p e c t to someone h i g h e r 
u i n s t a t u s by bowing down b e f o r e them, i s a common way to 
•greet someone. P a r t of the a c t i s to take the dust o f f 
t h e i r f e e t . T h i s a c t of d e f e r e n c e here i n d i c a t e s Manjusha 
t r u e and pure f e e l i n g s . 

Another i n s t a n c e o f i n v e r s i o n and d u p l i c i t y ; K a l y a n says 
t h a t by. the p l a y he found someone as s t e a d f a s t as Manju, 
so he was made a man, p l a y i n g p l a y i n g i n a p l a y . 

Manjusha a l s o uses i n v e r s i o n and paradox. B h a i r o b l i k e s 
to see l i f e t h a t w a y — a s e r i e s o f i n v e r s i o n s and paradoxes 
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S i n c e a h u s b a n d ' i s an o b j e c t o f v e n e r a t i o n f o r a w i f e , 
i f a husband as k s f o r g i v e n e s s from a. w i f e he i s , i n e f f e c t , 
i n v o l v i n g h e r i n the s i n . He. can make.her appear s i n f u l 
by m e r e l y : a s k i n g 1 her to f o r g i v e h i m — p l a c i n g her i n a 
h i g h e r p o s i t i o n than he; a g a i n a r e v e r s a l t h a t a w i f e cannot 
s t a n d . 

B h a i r o b i s a g a i n u s i n g the number 5. F o r B e n g a l i s , f i v e 
i n d i c a t e s t o t a l , a l l , p r o c e s s , and humanity. 

K a l y a n i s f u l l o f d u p l i c i t i e s ; here i s y e t another one. T h i s 
one s e t s up the o p p o s i t i o n between ' a c t i n g ' and ' l i v i n g ' . 

B h a i r o b i s u s i n g common B e n g a l i V a i s n a v a themes, the bee, 
s u c k i n g honey, e t c . f o r o p p o s i t e i n t e n t i o n s ; i n s t e a d o f 
i t b e i n g a v e n e r a b l e theme i t . becomes r a t h e r an i n s i d i o u s 
a c t i o n . 

A w i f e i s not a l l o w e d to say her husband's name i n p u b l i c . 
U s u a l l y h e r husband would be r e f e r e d to as the ' f a t h e r 
of so-and-so' but here she i s n o t g i v i n g him t h a t r e s p e c t , 
.•rather she i s r e f e r i n g to the c h a r a c t e r he p l a y e d . 

Madness i s a common outcome o f a n t i r - . s o c i a l o a c t i o n l . i n *a';jatra 
p l a y . I t i s i n d i c a t e d by l o u d , u n c o n t r o l l a b l e l a u g h t e r , 
unbound o r d i s h e v e l l e d h a i r , w i l d and r a p i d s p e e c h , e t c . 
I t i s p a r t i c u l a r l y e x p e c t e d from a p a r e n t when I c h i l d 
i s l o s t or changes d r a s t i c a l l y . 

C a l l y s i u m i s a'dark b l a c k s o o t i s h powder t h a t i s used around 
the eyes and elsewherecon the f a c e . I t i s b e l i e v e d to 
have m e d i c i n a l powers (to s t r e n g t h e n t h e eyes) and powers 
a g a i n s t e v i l eye (see note 1 ) . 

Weeping i s seen, i n Bengal anyway, as the e x t e r n a l i s a t i o n 
o f sorrow, which i s an i n n e r e x p e r i e n c e . I f emotions a r e 
not e x t e r n a l i s e d , even p o s i t i v e ones, i t i s b e l i e v e d t h a t 
they b o t t l e up and cause you to go mad. 

Here i s the c o n f u s i o n a g a i n between l i f e and the p l a y — 
Manjusha r e c o g n i s e s t h e p a r a l l e l s and she a l s o t r i e s to 
e x t r i c a t e h e r s e l f from them. 

Anjan's r e f e r e n c e h e r e i s t o t h e s t o r y about the r e l a t i o n 
s h i p between S h i v a (one of the t h r e e main male d e i t i e s ) 
and the R i v e r Ganges, (daughter of the Himalayas) Shiva,when 
he wanted to m e d i t a t e r a t h e r than have a r e l a t i o n s h i p 
w i t h Ganga, was c a l l e d t o h i s senses when she t h r e a t e n e d 
to send a f l o o d — h e caught the r i v e r on h i s head. 
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In p o e t r y , o r p o e t i c a l a l l u s i o n , t h e body i s n o t l i k e 
a temple, i t ' i s ' a temple,: Here Anjan i s r e f e r i n g to 
her temple and t o ' i t s m a i n t e n a n c e — w h i c h he w i l l i n g to 
take on as h i s c h o r e . 

B h a i r o b i s u s i n g a'metaphor h e r e . The c o w / c a l f r e l a t i o n s h i p 
i s a v e r y s a c r e d one, b u t more than t h a t i t i s a v e r y 
o r g a n i c o n e — a cow b e r e f t o f a c a l f / m u s t a d j u s t p h y s i c a l l y 
to n o t s u c k l i n g , Bhairob.wants the image h e r e to be 
v e r y p h y s i c a l — t h e s e a r e p h y s i c a l t e a r s Manjusha i s 
c r y i n g . Songs a r e such an i m p o r t a n t p a r t o f B e n g a l i 
l i f e , t h a t s i n g i n g a song can ' b r i n g one back to l i f e ' ; 
can b r i n g Manjusha back from the b r i n k o f madness. 

Another common image; i n sorrow the h e a r t becomes empty. 
I l f one can a t l e a s t f i l l i t w i t h t e a r s , i t can b e g i n 2 t o 
stop a c h i n g . S h e l l s , i n t h i s i n s t a n c e , a r e j u s t t h a t ; 
empty i n s i d e s . 

ACT I I , SCENE I — The Meadow i n C a l c u t t a (Gaur Math) 

By the end of A c t I a l l t h e c h a r a c t e r s , e x c e p t those 
i n t r o d u c e d h e r e , have been c r e a t e d , a l l the emotions 
have been i n t r o d u c e d , w i t h the e x c e p t i o n o f ' r e a l 
h a p p i n e s s ' . I n t h i s A c t t h e themes i n t r o d u c e d i n 
the f i r s t A c t are e l a b o r a t e d f u r t h e r . 
T h i s scene b e g i n s w i t h comic r e l i e f — e s p e c i a l l y f o l l o w i n g 
i m mediately on the sorrow o f the p r e v i o u s scene. 

T h i s meadow, i n No r t h C a l c u t t a , i s a p i c e where g y p s i e s 
are thought to hang-^-out when they a r e i n C a l c u t t a . 
In a N o r t h C a l c u t t a meadow o r garden i t i s common to 
see a l l k i n d s o f t r a n s i e n t s l i v i n g . 

^ T h i s drum i s c a l l e d a dSo'bi, and i s p a r t i c u l a r l y a s s o c 
i a t e d w i t h i t i n e r a n t p e r f o r m e r s . Sometimes t h i s drum 
i s c a l l e d a d o o l d o o l . I t i s p l a y e d by h o l d i n g i t i n the 
middle and s h a k i n g i t back and f o r t h . 
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Bhanu M a t i r K h e l a i s a k i n d o f magic p l a y . BhanuMati i s 
a l e g e n d a r y f e m a l e . j u g g l e r and m a g i c i a n . She i s the p a t r o n -
ness o f those who.do magic as a b u s i n e s s . 

B a b u j i i s a f o r m a l a d d r e s s word. Babu i s common i s Bengal 
as an . h o n o r i f i c t i t l e ; j l i s a common H i n d i s u f f i x i n d i c a t 
i n g r e s p e c t o r honour.' S o - b a b u j i i s ' a doubly r e s p e c t f u l 
form of a d d r e s s to a s u p e r i o r b y a n i n f e r i o r . 

One o f the meanings o f h a v i n g your h e a r t overpowered i s 
l e c h e r y y Brahma i s l e c h e r o u s , another way of p o k i n g f u n 
a t the s a c r o s a n c t i s to have them l e c h i n g . 

He c o u l d n ' t admit to f e e l i n g overpowered by S a n i a , so 
he r e f e r s to the ox i n the c i t y . B h a i r o b g e t s a l o t 
of m i l e a g e from p u t t i n g these two t o g e t h e r , Not o n l y 
i s Brahma l e c h e r o u s , but he i s a 'bumpkin' too. 

i 
When a d d r e s s i n g a Muslim woman the word ' b i b i ' i s used. 
G e n e r a l l y i t r e f e r s to a m a r r i e d woman. 

A g a i n B h a i r o b i s p l a y i n g w i t h the l e c h e r o u s thoughts of 
Brahmadatta, who, of c o u r s e , would r a t h e r see S a n i a 
p e r f o r m the m a g i c a l a c t s , r a t h e r than N i g a r Hosan. 

T h i s i s q u i t e a 'base' swear word i n B e n g a l i . I t d a t e s , 
as c l o s e as my Informants c o u l d t e l l me, to c o n t a c t 
w i t h C h r i s t i a n s . I t means 'by Mary' and i n the B e n g a l i 
c o n t e x t i t i s used to mean ' I ' l l be God-damned'. 

Pakka l i t e r a l l y means, ' r i p e ' . I t a l s o means p r e c o c i o u s 
or e x p e r i e n c e d ; w i t h r e f e r e n c e to S a n i a i t means good, 
e x p e r i e n c e d and ' r i p e f o r the p i c k i n g ' . 

i 
Here the word f o r w i f e i s ' b i b i ' ( s e e n o t e 6 ) . A l s o t h e r e 
i s a funny exchange, from an audience p o i n t of view, 
a w i f e r a t h e r than a g r a n d d a u g h t e r — i f h i n t s a t p o s s i b l e 
i l l i c i t b e h a v i o u r . 

Venus, i n B e n g a l i , i s Sukra. I t i s a r i c h polyseme meaning 
Venus, semen and a k i n g of demons. Here i t a l s o r e f e r s 
to Venus as "a beauty,and S a t u r n as a l e c h e r o u s p l a n e t . 

T h i s word, 'bosh' , i s used commonly i n B e n g a l . I t means 
b a l d e r d a s h . 

T h i s was one of t h e f u n n i e s t scenes from the a u d i e n c e 
r e s p o n s e . Brahma g e t s to p l a c e h i s hands on her b r e a s t s 
as a way of t e l l i n g whether she i s a male o r a f e m a l e . 
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Rahu, the eighth, p l a n e t i s a s s o c i a t e d , always, w i t h 
n e g a t i v e f o r c e s . Here he p u t s i t w i t h ' e v i l eye'. 

P o i s o n ' s b u t t e r i s a commercial brand name. R e f e r e n c e 
to a commercial brand, r a t h e r than m e r e l y b u t t e r i s 
a way o f emphasising her 'pakkaness'. 

T h i s i s r e f e r e n c e to f a m i l y p l a n n i n g . B h a i r o b f r e q u e n t l y 
makes r e f e r e n c e to too many c h i l d r e n , e t c . Here i t i s 
combined w i t h b e a u t y — a woman i s b e a u t i f u l when she 
becomes a mother, but too many c h i l d r e n i s thought to 
take away from a woman's beauty. 

A Dom i s a lo w - c a s t e Hindu, a domani i s h i s w i f e , 
u s u a l l y a s s o c i a t e d w i t h k e e p i n g the c r e m a t i o n grounds. 
A l l the o t h e r t h i n g s she s i n g s o f a r e i n v e r s i o n s , o r 
u n l i k e l y o c c u r e n c e s ; t h i n g s t h a t c o u l d o n l y happen by 
magic. The word Maya(that I have r e f e r e d to many time) 
i s r e l a t e d to t h e E n g l i s h word m a g i c — m a y a j i k . 

A guru i s a t e a c h e r . I t i s a v e r y s p e c i a l type o f t e a c h e r 
however, one t h a t r e q u i r e s complete s u r r e n d e r o f the 
s t u d e n t t o t h e w i l l o f the t e a c h e r . 

The language t h a t B a b u l speaks i n was d i f f i c u l t to 
t r a n s l a t e . T r i d i p , the o r i g i n a l t r a n s l a t o r , s i m p l y 
s a i d t h a t i t was language used by«the 'underworld' i n 
N o r t h C a l c u t t a . I t seems t o me to be an admixture o f 
H i n d i , B e n g a l i , and the bazaar language. P r o b a b l y c l o s e 
to a n ' a r g o t ' f o r underworld t y p e s . 

Not o n l y a r e t h e words 'to know' and 'to c a t c h ' d i f f e r e n t , 
here they have an im p o r t a n t meaning; t o know something 
phenomenally does not mean t h a t one c o u l d demonstrate i t . 
Here c r i m i n a l s or c r i m i n a l p r a c t i c e s can be known to 
everyone, b u t they a r e n o t e a s i l y caught. As N i g a r says 
t h i s h e r e , i t foreshadows a l o t o f what Anjan says l a t e r 
i n the p l a y about a d u l t e r a t e d goods, and c a t c h i n g p e o p l e 
a t d o i n g i t . 

Namasthea i s a H i n d i e x p r e s s i o n o f g r e e t i n g and d e p a r t i n g . 
The B e n g a l i i s Namaskar. U s i n g t h i s i n d i c a t e s a g a i n t h a t 
the g y p s i e s here a r e not ' t r u e ' B e n g a l i s . 

S a n i a . i s v e r y p e r c e p t i v e here; she knows the h i d d e n m o t i v e s 
of B abul and K a l y a n , and i n d i c a t e s t h i s w i t h a c l e v e r 
t u r n of p h r a s e . 

T h i s song a g a i n f o c u s e s on t h e paradox o f ' t r u t h ' ; l e a n 
we r e a l l y know anyone? What i s ' i n n e r ' to a person';s 
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i d e n t i t y i s h a r d to 'know',:but t h e r e i s a sense of 
p e o p l e h a v i n g an i n n e r sense of ' t r u t h ' . 

B h a i r o b p u t s an i m p o r t a n t statement i n Babul's mouth. 
L i f e and Drama a r e p l a c e d t o g e t h e r h e r e , not as a metaphor 
but as t h e same t h i n g . K a l y a n ' s l i f e , as f a r as Babul 
can see, i s e p i s o d i c , l i k e a d r a m a — t h i n g s a r e l e f t out 
but the t h r u s t and the p a t t e r n a r e v i s i b l e . F o r j a t r a 
p e o p l e , the j a t r a i s the ' r e a l l y r e a l ' and l i f e i s an 
' i l l u s i o n ' a s e r i e s o f a t t a c h m e n t s . 

T h i s i s the g e s t u r e of pronam r e f e r r e d to i n note 12 of 
A c t I , Scene IV. 

T h i s i s a r e f e r e n c e to t h e e p i c the Ramayana. Hanumana, 
the Monkey God, who h e l p s Rama r e g a i n S i t a from t h e 
c l u t c h e s o f the demon Ravanna, i s h e r e B a b u l , jHanumana 
i s the d e i t y who e p i t o m i s e s l o y a l t y and companionship. 

Babul i s g i v e n a new i d e n t i t y by h i s guru K a l y a n . When 
one i s i n r e l i g i o u s t u t e l a g e t o a guru, i t i s f r e q u e n t 
to t ake a new name, s i g n i f y i n g the new r e l a t i o n s h i p and 
knowledge you a r e coming i n t o . Here he g i v e s him a name 
of a h i g h e r c a s t e than Babul i s ; a l s o the name Shobhan 
means b e a u t i f u l o r d e b o n a i r - c l e a r l y the o p p o s i t e q u a l i t i e s 
of B a b u l ' s . B h a i r o b i s making a r e v e r s a l statement h e r e 
a g a i n v - t h e w o r l d i s becoming more backwards as th e p l a y 
p r o g r e s s e s . 

As B a b u l r e a c t s to h i s new i d e n t i t y we l e a r n more of h i s 
o t h e r i d e n t i t y — h i s p a s t . H i s l i f e i s h a r d l y b e a u t i f u l o r 
l o v e l y . 

As t h i s scene ends we get t h e o p p o s i t i o n between Manjusha and Ivy 
b e i n g drawn. Manjusha i s a sweet B e n g a l i g i r l , whose l i f e i s 
h o r r i d ; I v y i s a not-so-sweet B e n g a l i g i r l who i s too W e s t e r n i s e d , 
whose l i f e i s a 'bowl of c h e r r i e s ' . 

27 

28 

ACT I I , SCENE. I I — The drawing room of Maheshbabu's house 

T h i s scene i s f u l l o f s o c i a l c r i t i c i s m and commentary on 
B e n g a l i l i f e i n the 1970's. The f o c u s h e r e i s on the 
r e l a t i o n s h i p between the c i t y and the c o u n t r y , the r u l e r s 
and t h e r u l e s , the r i c h and the poor, and t h e e v i l s of 
c a p i t a l i s m . L i f e and drama are a g a i n e x p l o r e d and the 1. 
t h i n l i n e between the j a t r a and l i f e i s b a r e l y m a i n t a i n e d . 
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By moving the scene to Maheshbabu's house, the 
l o w l y and m i s e r a b l e ' s t a t u s o f Manjusha:can: be 
e a s i l y e s t a b l i s h e d . She e n t e r s i n t a t t e r e d d r e s s ' a n d 
she v i s i b l y demonstrates m i s e r y . 

T h i s s t a r t s a l o n g s e r i e s o f s o c i a l c f i t i c i s m s - t h i s 
one about i n f l a t i o n a r y p r i c e s . R i c e and f i s h a r e c u l t u r a l l y 
e s s e n t i a l f o o d i t e m s — t h e i r e a t i n g d e f i n e s b e i n g h e a l t h y 
and b e i n g f e d , 

'Mahesh i s r e f e r r i n g to f i n d i n g out p e o p l e ' s l i f e c i r c u m 
s t a n c e s . In d o i n g t h a t , he then i s a b l e to c r e a t e the 
'persona' o r new c h a r a c t e r s of the new l i t e r a t u r e he 
i s i n t e n d i n g to c r e a t e . People and p e r s o n a , i n the j a t r a 
v i e w and i n B h a i r o b ' s view, a r e not v e r y e a s i l y s e p a r a b l e . 

R a b i n d r a Kanan i s a park i n N o r t h C a l c u t t a , b o r d e r i n g on 
R a b i n d r a S a r a n i and Beadon S t r e e t (see map o f j a t r a a r e a ) . 
I t i s a l a r g e p a r k l o c a t e d j u s t a c r o s s the s t r e e t from 
the booking o f f i c e o f the Loka Natya, the j a t r a p a r t y 
p e r f o r m i n g t h i s p l a y . In the p a r k t h e r e i s a s t a t u e 
of R a b i n d r a n a t h Tagore, the Bengal poet l a u r e a t e , and 
a p h y s i c a l c u l t u r e c l u b . 

T y r e l e n e and T y r e c o t t a r e s y n t h e t i c f a b r i c s , n o t man
u f a c t u r e d i n Bengal, r a t h e r i n Bombay or Ahmenabad, 
As f a b r i c s they a r e e x p e n s i v e and p r e s t i g i o u s . Mahesh 
i s c o m p l a i n i n g here about the c r e a t i o n 'of o u t e r images 
t h a t a r e not consonant w i t h the s o c i a l s t a t u s o r 
i n n e r r e s o u r c e s of a p e r s o n . The c l o t h e s become.another 
e x p r e s s i o n o f i n v e r s i o n o r f a l s e n e s s . 

C l o t h i n g , the outward s i g n s of p o s i t i o n . a n d i i d e n t i f i c a t i o n , 
and v a r i o u s 'modern' and 'Western' s t y l e s are seen 
as e r o d i n g f a c t o r s . Mahesh here i s making n o t o n l y an 
a n t i - c a p i t a l i s m statement, but a l s o an a n t i - W e s t e r n i n 
g e n e r a l ' statement. 

, A n j a n a g a i n s t a t e s the backward n a t u r e o f the modern w o r l d -
o r a t l e a s t l i f e i n modern B e n g a l . The o p p o s i t i o n here i s 
t r u t h and f a l s e h o o d a g a i n . A statement of s o c i a l c r i t i c i s m 
seems to be statement of t h e ' l o o k i n g - g l a s s ' m i r r o r e d 
w o r l d . 

F i s h i s an i m p o r t a n t c u l t u r a l symbol i n B e n g a l . I t i s 
e s s e n t i a l p a r t o f the d i e t , even f o r Brahmins. S t y l i s e d 
f i s h a r e i m p o r t a n t m o t i f s i n a l p a n a ( r i c e p a s t e drawings 
used f o r c e r e m o n i a l o c c a s i o n s ) p a i n t i n g s — t h e i d e n t i f i c a t i o n 
w i t h r i v e r s and r i v e r produce i s v e r y s t r o n g . 
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An a l m i r a h i s a f r e e - s t a n d i n g c l o s e t — m u c h l i k e a ward
r o b e . T t i s used f o r s t o r i n g t h i n g s o t h e r than c l o t h e s 
as w e l l , p a r t i c u l a r l y t h i n g s t h a t are put under l o c k 
and key. P r o v i s i o n s and h o u s e h o l d p r o d u c t s are u s u a l l y 
l o c k e d up. 

Howrah i s the c i t y a c r o s s t h e H o o g h l y R i v e r from C a l c u t t a . 
Howrah i s the t r a v e l c e n t r e f o r West Bengal; i t has the 
b u s i e s t r a i l w a y s t a t i o n i n I n d i a and the b r i d g e which 
l i n k s the two c i t i e s , the Howrah B r i d g e , i s the most 
t r a v e l l e d b r i d g e i n I n d i a . I t has been s a i d t h a t over 
t h r e e m i l l i o n p e o p l e c r o s s t h a t b r i d g e a day, i n a wide 
v a r i e t y o f v e h i c l e s and on f o o t . A Maidan i s an open 
park. C i r c u s e s f r e q u e n t l y s e t up on maidans; C a l c u t t a 
and e n v i r o n s ahve about t h r e e or f o u r l a r g e t r a v e l l i n g 
c i r c u s e s p e r f o r m each' y e a r . There a r e h o s t s o f s m a l l e r 
t r a v e l l i n g c i r c u s e s . I n d i a n c i r c u s e s are v e r y i n t e r e s t i n g 
s i n c e t h e y seem to be m o d e l l e d a f t e r Western ones, but 
w i t h s p e c i f i c a l l y I n d i a n touches; a c r o b a t i c a c t s and 
an i m a l a c t s i n v o l v i n g o n l y bears"arid h o r s e s seem t o 
predominate, a l t h o u g h t h e r e are clowns and comic d i 
v e r s i o n s they do not d r e s s as Western c l o w n s — f a c i a l 
d i s t o r t i o n and costuming i s v e r y d i f f e r e n t . 

Mahesh i s a g a i n c r i t i c i s i n g 'modern' Be n g a l ; h e r e t h e 
r e f e r e n c e i s a money-grubbing woman r a t h e r than s e l f -
s a c r i f i c i n g w i f e . F o r B h a i r o b money seems to be the 
r o o t of a l l e v i l , and c e r t a i n l y the b a s i s of a decadent 
B e n g a l . E q u a t i n g money w i t h t r u t h i s n o t a l i e n to 
B e n g a l i thought, i n f a c t t h e r e a r e d i r e c t l i n k s , s e m a n t i c a l l y ; 
but a c q u i s i t i v e n e s s i s d e f i n i t e l y b e i n g emphasised here 
as a n e g a t i v e q u a l i t y . 

B e t e l nut i s the nut o f the a r e c a palm, which when shaved 
and p l a c e d w i t h l i m e and s p i c e s i n s i d e a l e a f , i s chewed 
by b o t h B e n g a l i men and women. Shaved b e t e l i s c a l l e d 
' s u p a r i ' and the l e a f t h a t i s chewed i s c a l l e d 'pan'. 

L i k e n i n g human l i f e to o t h e r o r g a n i c forms, p a r t i c u l a r l y 
t r e e s , i s common p r a c t i c e i n B e n g a l . A j a t r a p l a y i s 
a l s o i n the form of a t r e e . 

Not o n l y i s l i f e a t r e e , l i f e i s a drama. B h a i r o b , p a r t 
i c u l a r l y , uses t h i s theme. L i f e i s a l s o a j o u r n e y ; as one 
i s j o u r n e y i n g through l i f e , making a l i v i n g one i s on 
a ' j i b o n j a t r a ' . The .main d i f f e r e n c e between l i f e and 
the drama, f o r 1 many of the j a t r a p l a y w r i g h t s , i s one 
o f i n t e n s i t y . a n d c o m p r e s s i o n . The j a t r a ' s t a s k , t h e n , 
i s to d e m y s t i f y or l a y bare the b a s i c c o n s t r a i n t s on 
l i f e as i t s h o u l d be i d e a l l y l i v e d , and to r e c o l l e c t and 
suggest c o r r e c t i o n s such t h a t ' r e a l l i f e ' and ' i d e a l l i f e ' 
c o u l d be consonant. Anjan here t a l k s o f the c o n s t r u c t i o n 
of a new s o c i e t y based on the d e m y s t i f i c a t i d n and under
s t a n d i n g o f the ' c u r r e n t ' s o c i e t y . 
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Sar Bhage is'a-famous sweet i d e n t i f i e d . w i t h the l o c a l i t y 
K r i s h a n a g o r e , i n Nadia d i s t r i c t o f B e n gal. Nadia d i s t r i c t 
i s the.home d i s t r i c t of the V a i s n a v a s a i n t S h r i C h a i t a n y a . 
Things that'come from t h i s d i s t r i c t , f o r the most p a r t , 
are v e r y p r e s t i g i o u s . T h i s sweet i s made from cream and 
sugar, w i t h . e i t h e r r o s e - w a t e r o r cardamon f l a v o u r i n g . 
The cream i s b o i l e d down, sugar added, and then i t i s 
f r i e d u n t i l i t can be formed i n t o b a l l s , then i t i s deep-
f r i e d and s t o r e d i n a s y r u p . 

A l l l i f e i s the a c t i n g l i f e , i f you a r e e i t h e r 'poor' 
o r 'modern'. T h i s i s s a i d by Manimala as a m a t t e r o f f a c t ; 
i f i t were s a i d by e i t h e r Anjan,or'Mahesh i t would have 
been s a i d as a s o c i a l c r i t i c i s m . 

T h i s scene i s q u i t e a s h o r t one. B h a i r o b compressed and 
emphasised h i s s o c i a l c r i t i c i s m , i n o r d e r to ' h i t ' the a u d i e n c e 
.with the b a s i c t h i n g s they need to know f o r the c l i m a x . 

ACT I I , SCENE I I I — K a b i t a Cottage 

T h i s scene i s a f u r t h e r . e x a m i n a t i o n of the c o n f l i c t 
between ' t r a d i t i o n a l ' and 'modern' v a l u e s . The a u d i e n c e 
i s i n t r o d u c e d to the dances of the W e s t e r n i s e d C a l c u t t a n , 
more E n g l i s h useage, and more l e f t i s t r h e t o r i c . 

P anasar's House has been renamed K a b i t a C o t t a g e , i n 
a more'modern' f a s h i o n . Ivy e n t e r s , d r e s s e d i n Western 
d r e s s and q u i t e h e a v i l y made-up. 

T h i s i s a r e f e r e n c e to S a n i a , the gypsy g i r l . 

T h i s has many r e f e r e n c e s to l i f e i n C a l c u t t a i n the l a t e 
60's and e a r l y 70's. T h i s i s a r e f e r e n c e to the p r a c t i c e 
of p r o c e s s i o n s and marches by s t r i k i n g o r p r o t e s t i n g 
workers. At the time I was i n C a l c u t t a t h e r e were about 
two o r t h r e e p r o c e s s i o n s , ' m i c h i l ' p e r week, some of them 
i n c o r p o r a t i n g thousands of marchers. V a r i o u s unions and 
p o l i t i c a l p a r t i e s would p a r t i c i p a t e . A l s o , marhces were 
h e l d i n p r o t e s t o f f o r e i g n ' g o v e r n m e n t p r a c t i c e s as w e l l ; 
an example was the p r o t e s t o u t s i d e the American L i b r a r y , 
a g a i n s t U.S. p r a c t i c e s i n V i e t n a m . R e f e r e n c e s l i k e t h i s 
to t h e c i t y - l i f e a r e b o t h i n s t r u c t i v e and i n t e r e s t i n g t o 
v i l l a g e a u d i e n c e s . 
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F a l g u n i s the 11th month of the B e n g a l i c a l e n d a r . I t runs 
from the m i d d l e o f F e b r u a r y to the m i d d l e o f March. I t i s 
the month a s s o c i a t e d w i t h i m p l a n t i n g and budding, i n b o t h 
the a g r i c u l t u r a l and s o c i a l c a l e n d a r . I t i s the month of 
l o v e r s , i n a V a i s n a v a sense. 

T h i s i s b o t h a 'modern' and ' t r a d i t i o n a l ' r e f e r e n c e . In 
B e n g a l i and H i n d i f i l m s t h i s i s the image t h a t means s e x u a l 
c o n n e c t i o n . In V a i s n a v a imagery t h i s r e f e r s to the r e l a t i o n 
s h i p between K r i s h n a and Radha—Radha i s shy and coy and 
K r i s h n a comes and goes s i l e n t l y . I n B e n g a l i s o c i a l p r a c t i c e 
the t h i r d n i g h t a f t e r the wedding i s the ' f l o w e r bed' n i g h t , 
the n i g h t when t h e r e i s r i t u a l consummation o f the m a r r i a g e . 
T h i s takes p l a c e a t the groom's house, o r the b r i d e ' s 
s a s u b a r i ( f a t h e r - i n - l a w 1 s V h o u s e ) . T h i s event marks the o n s e t 
o f a ' t r u e ' m a r r i e d s t a t e . The bed i s d e c o r a t e d w i t h the 
f l o w e r s o f the season, whatever f l o w e r s a r e o u t a t the time 
o f the wedding. For a more complete a c c o u n t o f t h i s and 
m a r r i a g e from a B e n g a l i woman's p o i n t o f view see Roy, 
1975: 73-123. 

Baba means : !'fa"ther'. In B e n g a l i t h e r e i s a p r a c t i c e o f the 
r e v e r s a l o f k i n s h i p terms f o r r e c i p r o c a l r e l a t i o n s h i p s ; e . g . 
baba i s used to a d d r e s s a c h i l d by a f a t h e r and a f a t h e r by 
a c h i l d . 

Monkeys.are v e r y c l o s e to human b e i n g s i n B e n g a l i c l a s s i f i c a 
t i o n , but they g e t human movements backwards sometimes;they 
a c t a b i t non-human—they can t u r n the w o r l d upside-dwon. 

A b e a r e r i s a common ho u s e h o l d s e r v a n t f o r m i d d l e and upper-
middle c l a s s f a m i l i e s i n I n d i a . B e a r e r s s e r v e , r u n e r r a n d s , 
and s u p e r v i s e the r u n n i n g of t h e h o u s e h o l d . 

B e i n g ' f o r e i g n r e t u r n e d ' o r h a v i n g been to ' f o r e i g n ' i s a 
p r e s t i g i o u s c h a r a c t e r i s t i c i n B e n g a l . Those who go f o r t r a i n 
i n g abroad a r e p a r t i c u l a r l y good p o t e n t i a l mates—much saught 
a f t e r males f o r upwardly m o b i l e f a m i l i e s . F o r e i g n u s u a l l y 
means England, but i t o c c a s i o n a l l y r e f e r s to N o r t h America 
o r the C o n t i n e n t . Here K a l y a n i s t r y i n g to break i n t o the 
'upper-middle' c l a s s by c l a i m i n g to have been away and by 
c l a i m i n g to know ' t r u e f o r e i g n ways'. I t becomes p a r t o f 
h i s d i s g u i s e — h i s d i s s i m u l a t i o n . The a s s o c i a t i o n then, f o r 
s p e c t a t o r s , c o u l d be one of f o r e i g n and f e i g n i n g . 

The most f o r m a l forms o f a d d r e s s a r e 'you p o l i t i e ' which 
i s ' a p n i ' and the a s s o c i a t e d v e r b s t r u c t u r e s . You use t h i s 
f orm to a d d r e s s anyone s u p e r i o r i n s t a t u s , o r f o r whom you 
want to c r e a t e a r e l a t i o n s h i p o f some d i s t a n c e . The form 
'tumi' o r 'you i n f o r m a l ' i s used when a d d r e s s i n g p e e r s o r 
persons of lower s t a t u s . I t i s a more f a m i l i a r term. 
K a l y a n i s b e i n g 'super well-mannered' a f t e r h i s supposed 
r e t u r n from E n g l a n d — a s though he has f o r g o t t e n the more 
f a m i l i a r B e n g a l i ways. 
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Ivy, t h e * p l a n t , i s known f o r i t s p e r p e t u a l n e s s , i t s sense 
of l o n g - l a s t i n g ; so the c r e e p e r i s used.to i n d i c a t e 
s t e a d f a s t n e s s , p a r t i c u l a r l y o f the k i n d a woman shows to 
a man, a w i f e shows to a husband. Here i t i s a f l i r t a t i o u s 
r e f e r e n c e to Ivy the p e r s o n and Goutam'is h i n t s a t a 
p o t e n t i a l r e l a t i o n s h i p w i t h h e r . 

D r i n k i n g m i l k i s seen as a ' f o r e i g n ' custom, p a r t i c u l a r l y 
f o r a d u l t s . Most m i l k , i n B e n g a l , goes f o r making the 
sweets f o r which Bengal i s •famous.. Only s m a l l c h i l d r e n 
a c t u a l l y d r i n k much m i l k . Ivy shows her knowledge of f o r e i g n 
ways, hence her s o p h i s t i c a t i o n , by o f f e r i n g m i l k to K a l y a n . 

D i d i m a n i i s a common form of a d d r e s s used by m e n i a l s to 
a d d r e s s the young g i r l s of m i d d l e and upper-middle c l a s s 
f a m i l i e s . 

Memsahib i s a l s o a form o f a d d r e s s , more f o r m a l , used f o r 
f o r e i g n and upper-middle c l a s s women. 

Bh a i r o b does not l e t ud f o r g e t t h a t the p l a y 'Panch P a i s e r 
P r i t h i b i ' as t h e p l a y w i t h i n the p l a y and as the p l a y , i s 
what l i n k s a l l these c h a r a c t e r s t o g e t h e r — i n some way o r 
i a n o t h e r . T h i s i s another r e f e r e n c e to the l i f e / d r a m a 
r e l a t i o n s h i p t h a t B h a i r o b draws throughout the p l a y . 

S i n g i n g t h i s song h e r e , reminds us o f Manjusha's p l i g h t , 
as w e l l as Goutam's (K a l y a n ' s pseudonym) p a r t i n the 
whole t h i n g . A l s o t h i s song l i n k s l e f t i s t i d e a s w i t h 
p r o p e r a c t i o n , and 'modernist' i d e a s w i t h improper a c t i o n . 
T h i s k i n d of c o n t r a s t i s v e r y t r u e to the k i n d o f 
c o n t r a s t one e x p e r i e n c e s i n C a l c u t t a . S e v e n - s t o r i e d 
houses are a b u t t e d by t e n t s and s h a c k - l i k e d w e l l i n g s . 
R i c h and poor are c o n s t a n t l y juxtaposed 1. 

T h i s i s the song of 'hope' t h a t B h a i r o b l i k e s to put i n 
a p l a y from time to time. People w i l l win o u t , i f he 
can have h i s way. T h i s i s p r e t t y c l o s e to much of the 
r h e t o r i c used by the Communist P a r t y of I n d i a , M a r x i s t . 

Shankar's s o l u t i o n to the 'poor' i s to get r i d o f them. 
T h i s i s the s t e r e o t y p i c image o f the b o u r g e o i s g i v e n 
by most l e f t i s t . T h i s whole s e c t i o n i s meant f o r con
s c i o u s n e s s r a i s i n g . 

Burdwan i s one o f t h e d i s t r i c t s i n W est]Bengal. I t i s 
one o f t h e . m o s t . i n d u s t r i a l i s e d a r e a s as w e l l . 

T h i s i s t h e f i r s t f o r m a l r e f e r e n c e to Anjan's b e i n g a 
communist. I t i s a s t r a n g e t h i n g to ask the p e r s o n you 
a r e b e t r o t h e d t o — i t seems as though i t i s a r e c e n t d e c i s i o n 
on Anjan's p a r t . 
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A 'bhadralok' i s a B e n g a l i gentleman', much l i k e the 
B r i t i s h n o t i o n o f g e n t r y . . P r o j e s h i s s a y i n g t h a t someone 
born- i n t o t h a t c l a s s , c o u l d c e r t a i n l y not be a communist. 
B h a i r o b i n t e n d s ' t o show here t h a t p e o p l e are j o i n i n g the 
communist cause," r e g a r d l e s s o f t h e i r c l a s s b a c k g r o u n d — 
an i m p o r t a n t message f o r v i l l a g e r s to h e a r . The c o m p o s i t i o n 
of the B e n g a l i - c o m m u n i s t p a r t i e s , however, has always 
been p r i m a r i l y from t h i s group of u r b a n i t e s ( s e e , f o r 
example B r o o m f i e l d 1968: 1-20; 282-310, Franda 1971:5-41, 
and Mukherjee 1970:33-78.). The o p p o s i t e term i s 
' c h o t o l o k ' or l e s s e r p e o p l e . 

Ivy, h e r e , means h e r s e l f b e g i n n i n g to bloom. 

T h i s i s a n o t h e r l i n k between the r e v o l u t i o n a r y and the 
' t r a d i t i o n a l ' . 

Most of the p e o p l e who p r o f e s s communistic i d e a s have a 
v e r y ' p u r i t a n ' view o f the r e l a t i o n s h i p s between men 
and women. Women are to be the paragons of ' t r a d i t i o n a l ' 
v a l u e s and i d e a l s . As many of my l e f t i s t i n f o r m a n t s 
t o l d me, ."Welihave to be v e r y c a r e f u l about our b e h a v i o u r 
i f we want v i l l a g e r s to l i s t e n to our message", t h e y 
b e l i e v e t h a t i f they t r a n s g r e s s s o c i a l norms and i d e a l s 
too much no one w i l l buy t h e i r p o l i t i c a l message. 
B h a i r o b a l s o i s p u t t i n g p o i s o n and n e c t a r i n o p p o s i t i o n 
h e r e — a n o t h e r i n v e r s i o n . 

ACT I I , SCENE IV — By the s i d e e o f the Ganges(Hooghly) R i v e r . 

T h i s scene i s the one t h a t l e a d s i n t o the c l i m a x . 
With t h i s scene a l l the themes and c o n f l i c t s t h a t 
come to f r u i t i o n i n the c l i m a x a r e i n t r o d u c e d and s e t . 
The pace of the scene i s f a s t , and i t has a m i x t u r e 
o f emotions; from amusement to anger. 

* 
The Hooghly R i v e r , between Howrah and C a l c u t t a i s the 
l o c a l b r a n c h o f the Ganges R i v e r . Many o f the a c t i v i t i e s 
i n N o r t h C a l c u t t a take p l a c e near the r i v e r . There 
are two b u r n i n g ghats f o r c r e m a t i o n s , s e v e r a l p o t t e r s 
c l a y s o u r c e s , and a number of b r o t h e l s a l l l o c a t e d 
a l o n g the n o r t h e r n s e c t i o n . In the morning p e o p l e 
go down to the Ganges to bathe, a t t e n d one of the s e v e r a l 
s h r i n e s and to meet o t h e r s d o i n g the same t a s k s . 

^ I.B. r e f e r s to an employee of the I n t e l l i g e n c e Bureau. 
A p p a r e n t l y t h i s a r e a i s a known a r e a f o r ' g u n d a s ' ( h o o l i g a n s ) 
and th e I.B. has p e o p l e . s t a t i o n e d i n t h i s a r e a to c a t c h 
c r i m i n a l s or keep them under s u r v e i l l a n c e . 

20a 
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Mahesh 'is r e f e r l n g to f i n d i n g p e o p l e about whom to 
w r i t e . T h i s means c h a r a c t e r i n ' the sense 'persona'. 

Here B h a i r o b , and i n t h i s c ase through the mouthpiece 
Mahesh, i s u s i n g T h e word c h a r a c t e r i n a double sense. 
He means b o t h . n o t " h a v i n g a n y p e o p l e or i d e a s to w r i t e 
about, and no sense of p e r s o n a l w o r t h . ' " C h a i t r o h e e n " 
means c h a r a c t e r l e s s ; i t i s a l s o the t i t l e of a famous 
n o v e l by S a r atChandra C h a t t e r j e e , a well-known n o v e l i s t 
of t r a d i t i o n a l B e n g a l i themes. People would r e c o g n i s e 
t h i s a l l u s i o n as w e l l , 

Mahesh here i s making b o t h a ' r e a l i s t i c ' and p a r a d o x i c a l 
statement. What B h a i r o b i s s a y i n g i s t h a t you can f i n d 
p e o p l e and s t o r i e s everywhere, but o n l y a few w i l l s e l l — 
i n t h i s 'modern' decadence'only t i t i l l a t i n g l o v e s t o r i e s 
w i l l s e l l . 

He i s making the g e s t u r e of r e s p e c t c a l l e d 'pronam'. 
I t i s common f o r p u p i l s to g r e e t t e a c h e r s i n t h i s f a s h i o n . 

B h a i r o b i s t r y i n g to s e t up h i s image of human n a t u r e 
h e r e . A c c o r d i n g to him p e o p l e are b a s i c a l l y good, and 
t h e i r normal p o t e n t i a l i s to be good, b u t c i r c u m s t a n c e s 
f o r c e p e o p l e to become c r i m i n a l , f o r c e p e o p l e to t u r n 
bad. 

B a b u l speaks i n paradoxes too. He has to be bad t o l i v e 
w e l l . One g e t s a somewhat sy m p a t h e t i c p i c t u r e of the 
p i c k - p o c k e t . 

A nother example o f B e n g a l i l o v e f o r paradox. 

The days o f the week are named a f t e r a s t r o l o g i c a l f i g u r e s . 
B r i h a s p a t i b a r i s Thursday as w e l l as J u p i t e r . T h i s exchange 
and the few t h a t f o l l o w are p l a y s on the words f o r days. 
F r i d a y i s Sukrabar o r . Vienusisday (Venus and semen a r e the 
same word) and S aturday i s S o n i b a r o r S a t u r n ' s day ( t h i s 
a l s o means u t t e r r u i n ) . R o b i b a r i s the Sun's day and known 
as a b r i g h t , f r u i t f u l day. 

On Sunday Babul w i l l g e t some ' g a i n ' . T h i s i s a d e l i g h t f u l 
exchange and pun on t h e B e n g a l i word f o r g a i n and the 
E n g l i s h word ' l o v e ' , : The word f o r g a i n , i s ' l a b h ' , a word 
pronounced l i k e t h e E n g l i s h word ' l o v e ' . W i t h a s e r i e s 
of humourous t r a n s f o r m a t i o n s we g e t , f r o m ' g a i n ' to 
' p r o g r e s s i v e l o v e ' . What Babul w i l l g a i n i s a s e x u a l 
encounter w i t h someone, Brahma p r e d i c t s anyway. 

Mulgram i s the name o f the v i l l a g e t h a t B h a i r o b h i m s e l f i s 
f r o m — he has f u n p o k i n g f u n a t some of h i s f e l l o w v i l l a g e r s . 
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By s a y i n g t h a t the A p o l l o T X charm'costs o n l y two 
rupees t h e r e i s an i n t e n d e d humourous slam a g a i n s t 
the moon-shots. The moon w a l k i n g was phenomenally 
p o p u l a r i n Bengal, There was a l o t o f t a l k about the 
r e a l p r o b a b i l i t y of pe o p l e a c t u a l l y h a v i n g done i t . 
I was c o n s t a n t l y ' a s k e d I f i t were ' t r u e ' . T h i s news 
was c o v e r e d on A l l I n d i a Radio, and so many v i l l a g e r s 
were v e r y aware o f t h i s event and the meaning o f these 
s e c t i o n s . 

The word f o r w i f e - h e r e i s not the one u s u a l l y used i n 
r e f e r e n c e . I n s t e a d Brahma uses the word ' g i n i ' which 
i s a somewhat d e r o g a t o r y word. There i s a s t e r e o t y p e 
i n B e ngal o f the B e n g a l i h o u s e w i f e — s h a r p - t o n g u e d , no 
nonsense, and a b i t o f a h e n - p e c k e r — a l m o s t our d e r o g a t o r y 
s t e r e o t y p e o f the ' f i s h w i f e ' . T h i s i s not i n c o m p e t i t i o n 
w i t h a l l the i d e a l models t h a t have been g i v e n elsewhere 
i n the p l a y , but merely one o f t h e ' a d d i t i o n a l s t e r e o t y p e s 
of B e n g a l i women, a c t u a l women. 

S o c i a l c r i t i c i s m and r e a l i s t i c statements a r e here put 
i n Brahma's mouth. T h i s i n d i c a t e s how p e r v a s i v e the 
f a c t of and knowledge of unemployment i s i n B e n g a l . I 
r e c a l l one newspaper a r t i c l e t h a t s a i d t h a t 40,000 un
employed e n g i n e e r s a p p l i e d f o r 2 e n g i n e e r i n g j o b s w i t h 
one C a l c u t t a f i r m — t h i s k i n d o f i n f o r m a t i o n i s B h a i r o b ' s 
s o u r c e as w e l l . 

P.A. r e f e r s to a p e r s o n a l a s s i s t a n t . 

'Night' men r e f e r to men who are a b l e to s u p p l y o t h e r s 
w i t h women. I t i s l i k e a 'pimp' but i n s t e a d o f m e r e l y 
g e t t i n g a p e r c e n t a g e , they seem to reap a l l the pr o c e e d s . 

The ehampaka i s a f l o w e r r t h a t i s used f r e q u e n t l y i n 
B e n g a l i imagery. I t i s a go l d e n f l o w e r w i t h a p a r t i c u l a r l y 
s t r o n g perfume, thought t o d r i v e p e o p l e to s e x u a l d e s i r e . 

T h i s l i n e i s s a i d i n a s t r a n g e admixture of H i n d i , B e n g a l i 
and p r o b a b l y U r d u - i t was v e r y d i f f i c u l t to t r a n s l a t e , but 
t h i s i s p r o b a b l y q u i t e c l o s e to t h e i n t e n d e d meaning. 

T h i s useage i s A r a b i c . I t i s used f r e q u e n t l y by B e n g a l i 
Muslims; hot v e r y f r e q u e n t l y used by B e n g a l i H indus. 

T h i s i s another p l a y on the number ' f i v e ' and i t s r e l a t i o n 
s h i p t o B e n g a l i l i f e i n g e n e r a l and :;to t h i s p l a y i n p a r t 
i c u l a r , 

' B i d i s ' a r e l o c a l c i g a r e t t e s . They a r e about 2 i n c h e s l o n g 
and a brown c o l o u r - v e r y s t r o n g . They seem to be made o f 
raw r o l l e d t o b a c c o . 
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The s i g n i f i c a n c e here i s t h a t 25 i s f i v e times f i v e . A g a i n 
the sense of a n u i n t e n s i f i e d f i v e . 

There i s the 'appearance' t h a t P r o j e s h may be d o i n g an 
a c t of c h a r i t y . ' C h a r i t y i s w e l l - t h o u g h t o f i n B e n g a l . 
What i t does, ;however, i s to foreshadow thought about 
P r o j e s h ' s ' r e a l ' m o t i v e , which i s S a n i a , 

T h i r s t y here has two meanings; 1) r e q u i r i n g l i q u i d r e f r e s h 
ment and 2) s e x u a l l y hungry. S a n i a means b o t h . P r o j e s h 
needs l i q u o r r a n d sex. 

She i s r e a c t i n g to t h e i m p o s s i b i l i t y of i n t e r - c l a s s m a r r i a g e , 
as much as i n t e r - e t h n i c m a r r i a g e h e r e . 

P r o j e s h t h i n k s t h a t N i g a r w i l l not be a b l e to do t h i s . 
A l s o the emphasis on numbers t h a t mean ' t o t a l i t y ' i s 
v e r y i m p o r t a n t . 24Rs. and 95p. i s too f r a c t i o n a t e d . 

ACT III,. SCENE I — The House of Maheshbabu 

T h i s scene b e g i n s the c l i m a x of the p l a y . The 3rd a c t 
i s c a n o n i c a l l y the p l a c e where a l l the v a r i o u s themes 
and c h a r a c t e r s come t o g e t h e r . In t h i s scene Manjusha 
i s f o r c e d to go i n t o a c t i n g a g a i n , Mahesh w r i t e s 
l i t e r a t u r e and a l s o to d r i n k , and many pe o p l e change 
i d e n t i t i e s a g a i n . 

I t i s i m p o r t a n t t h a t the scene take p l a c e i n Mahesh's 
house, s i n c e i t draws to our a t t e n t i o n 'again the 
p l i g h t o f t h e h e r o i n e , Manjusha, and b r i n g s o t h e r 
c h a r a c t e r s i n t o her w o r l d . From an a e s t h e t i c p o i n t 
of view i t i s i m p o r t a n t as w e l l , i t p r o v i d e s a l i n k w i t h 
A c t I Scene I I , and A c t I I , Scene I I . 

'Sarbat' means sherbatir.. However,it i s not a sweet l i k e 
i c e cream, as-'-it i s h e r e , r a t h e r i t i s a sweet d r i n k 
much l i k e a c o r d i a l . 

Malay, e x p l a i n s h i s v i o l a t i o n as ' p a r t of h i s j o b ' , as 
what a d i r e c t o r - m u s t do. T o i d e f i n e i t i n t h i s way i s 
consonant w i t h . t h e B e n g a l i n o t i o n t h a t a p o s i t i o n has 
c e r t a i n r e c o g n i s e d d u t i e s , and t o p e r f o r m them w e l l 
i n i t s e l f has m e r i t , Malay's motives", I would add, 
were u n d o u b t e d l y d i f f e r e n t from t h i s , b u t n o n e t h e l e s s 
the statement would be b e l i e v e a b l e . 

i 
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Manipur i s a s t a t e j u s t on the other.side of Bangladesh, 
t h a t i s known f o r i t s d i s t i n c t i v e c u l t u r e ; : dances, costume, 
j e w e l l e r y , e t c . . T h i s would be a p r e s t i g i o u s g i f t . 

C haudrani i s l i t e r a l l y a t i t l e o f honour, b e i n g the 
f e m i n i n e of Chaudhury, the t i t l e f o r a f e u d a l p r i n c e . 
T h i s makes Manjusha-ar.Queen o r P r i n c e s s . S i n g l e word 
names a r e common f o r f i l m " s t a r s and a c t r e s s e s — t h e y 
r a r e l y use b o t h a f i r s t and l a s t name. 

E q u a t i n g a house w i t h a t h e a t r e i s the same as e q u a t i n g 
l i f e and drama. T h i s i s a n o t h e r statement about the i n t e r -
meshing of the two w o r l d s w i t h i n the w o r l d o f the w r i t e r . 
T h i s i s a n o t h e r p l a c e where B h a i r o b uses Mahesh as a mouth
p i e c e . 

The l i c h i nut i s a d e l i c a t e f r a g r a n t f r u i t . The s eason 
i s s h o r t and i t i s a d e l i c a c y . The w i l d a r u m i i s v e r y 
common. Another j u x t a p o s i t i o n t h a t h i g h - l i g h t s o p p o s i t i o n . 

T h i s i s a r e f e r e n c e to a s p e c i f i c p l a y w r i g h t , who was 
s a i d to have taken.government b r i b e s to w r i t e s p e c i f i c 
p l a y s , and then i s h e l d up as the paragon of b o l d and 
f r e e w r i t i n g . T h i s was a p a r t i c u l a r s t o r y a t the time 
I was i n C a l c u t t a . How t r u e the a l l e g a t i o n i s , I don't 
know, t h e r e f o r e I w i l l not e l a b o r a t e the s t o r y w i t h 
names. 

For Mahesh a l l Bengal i s one l a r g e p l a y . L i f e and a c t i n g 
a r e not s e p a r a t e d . 

The P r e s i d e n t ' s L i t e r a r y Award i s c a l l e d the " R a s h t r a p a t i 
P u r a s k a r " and i s awarded a n n u a l l y to w r i t e r s from d i f f e r e n t 
s t a t e s i n I n d i a . I t i s v e r y p r e s t i g i o u s to win t h i s award, 
and i t c a r r i e s w i t h i t a monetary p r i z e as w e l l . 

'Dharmatantrabad' i s a word c o i n e d here by B h a i r o b - i t 
p r o b a b l y means r e l i g i o n i s m o r something l i k e t h a t . A t f i r s t 
I thought t h a t t h i s was 'Dhanatantrabad' which means 
c a p i t a l i s m . T h i s seems to be where B h a i r o b i s u s i n g the 
knowledge of the word c a p i t a l i s m and t u r n i n g i t c l e v e r l y 
i n t o c a p i t a l i s t r e l i g i o n i s m — t h e worship of money. 
B h a r a t r a t n a means c h i e f w r i t e r o f I n d i a , and Padmabhushan 
means l o t u s - b l e s s e d o n e — b o t h would b e ' g r e a t honours. 

'Go to h e l l ' means l i t e r a l l y 'jump i n the oven or f u r n a c e ' . 

U r b a s h i i s one of .the h e a v e n l y dancers at the c o u r t bf 
I n d r a , the K i n g of th e V e d i c Gods. She i s known b o t h 
f o r h e r beauty and h e r d a n c i n g . 
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P l e a s e see t h e note 9 f o r A c t I I , Scene I I I about t h e 
use of the f o r m a l and i n f o r m a l 'you'. 

Love anurag means a k i n d o f l o v e - a n g e r . I t i s u s u a l l y 
j e a l o u s y or teasing'between p e o p l e who a r e i n l o v e . 
I t u s u a l l y i n d i c a t e s a v e r y c l o s e r e l a t i o n s h i p , c e r t a i n l y 
c l o s e r than Manjusha f e e l s t o Malay. 

The s e n s i t i v e s t a t e he i s t a l k i n g about i s the mental 
a n g u i s h and aggrevances f e l t by b e i n g h u r t by someone 
you are v e r y c l o s e t o . T t i s d i f f i c u l t to t r a n s l a t e 
because t h e r e are'no word-for-word e q u i v a l e n t s . 

'Abhiman' i s a c o m p l i c a t e d word meaning e v e r y t h i n g from 
p r i d e and s e l f - r e s p e c t to the p r o c e s s of h a v i n g your 
f e e l i n g s h u r t by o t h e r s . I t i s e t y m o l o g i c a l l y r e l a t e d 
to the word f o r a c t i n g as w e l l . 

The R a j d h a n i E x p r e s s i s a f a s t a i r - c o n d i t i o n e d t r a i n 
g o i n g from C a l c u t t a to D e l h i . I t t a k e s 17 h o u r s , when 
i t r uns on time, and i t i s a most c o m f o r t a b l e t r a i n 
even i f i t takes l o n g e r . 

The image of the r i v e r and the sea i s v e r y common i n 
B e n g a l , and they u s u a l l y have the same s e x u a l c o n n o t a t i o n s 
t h a t they have h e r e . 

Malay has d e s i g n s on Manjusha, and w i l l thwart h e r r e 
l a t i o n s h i p w i t h Anjan, i f a t a l l p o s s i b l e , 

ACT I I I , SCENE I I — The Garden House o f t h e C h a t t e r j e e F a m i l y . 

The placement o f t h i s scene i n the c l i m a x i s n e c e s s a r y 
f o r the j u x t a p o s i t i o n o f Bengal and Western v a l u e s . 
I t b r i n g s Anjan, t h e communist and s o c i a l c r i t i c and 
Shankar, the W e s t e r n i s e d crooked b a r r i s t e r t o g e t h e r i n 
a c l a s h over the s o c i a l c o n d i t i o n s p r e v a i l i n g i n B e n g a l . 
I t a l s o p l a c e s A n j a n and K a l y a n , t h e d i s g u i s e d d e c e i v e r , 
t o g e t h e r i n o p p o s i t i o n . The t h i r d c l a s h i n t h i s scene 

• i i s the one between Shankar and h i s ' t r a d i t i o n a l ' f a t h e r , 
Panasar. What comes out of h e r e seems'to be the s t r a n g e 
m a r r i a g e o f communist and t r a d i t i o n a l B e n g a l i i d e a l s ; 
A n j a n and Panasar. 

The number o f houses a f a m i l y has i n a v a r i e t y of l o c a t i o n s 
seems to be v e r y i m p o r t a n t s t a t u s c o n s i d e r a t i o n . Having 
a garden house demonstrates t h e i r s o c i a l s t a t u s . But 
i t does more than t h a t ; they can i s o l a t e Panasar. B h a i r o b 
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i s r a t h e r a s s o c i a t i n g Panasar w i t h ' n a t u r e ' o r l i v i n g 
i n a n a t u r a l s e t t i n g s — t h a t g i v e s him even more s y m b o l i c 
power. 

A l l the items t h a t Ivy r e f u s e s to wear are t r a d i t i o n a l 
symbols of B e n g a l i m a r r i e d women. The v e r m i l i o n , o r 
' s i n d u r ' was e x p l a i n e d to me as meaning t h a t the woman 
i s . now a f e r t i l e ' s e x u a l l y o p e r a t i n g woman. I t i s p u t 
i n the c e n t r e p a r t of her h a i r a t an i m p o r t a n t p o i n t i n 
the m a r r i a g e ceremony. F o r a more d e t a i l e d e x p l a n a t i o n 
r e f e r to Inden and N i c h o l a s 1977:49-50. They say, u„ 
"I n t h i s a c t i o n 'the husband;;symbolically e n t e r s h i s 
w i f e ' s womb and a c t i v a t e s h e r u t e r i n e b l o o d f o r the 
purpose o f p r o d u c i n g a son f o r t h e f a m i l y . " The b a n g l e s 
are supposed to b i n d the w i f e to the husband. I t i s 
i n t e r e s t i n g t h a t they are.made o f i r o n and c o n c h - s h e l l . 
The c o n c h - s h e l l b a n g l e s are c u t from a s i n g l e s h e l l and 
are f i g u r a t i v e l y supposed to mean(or so I was t o l d ) 
t h a t they are an outward reminder t h a t the r e l a t i o n s h i p 
i s something p a i n f u l to not be i n , o r to be i n . The i r o n 
b a n g l e i s a reminder o f the f i r m n e s s of the bond of 
one b l o o d ; ' l o h a ' the word f o r t h i s b a n g l e a l s o means 
i r o n , m e t a l , b l o o d and t e a r s . Ivy, by r e f u s i n g a l l t h i s , 
enhances her image o f pro-Western and a n t i - B e n g a l i 
p r a c t i c e s — m a k i n g her even a b e t t e r c o n t r a s t to Manjusha, 
who s l i g h t l y l a t e r i n t h e p l a y r e f u s e s to remove the 
' s i n d u r ' from h e r p a r t , and r e f u s e s to g i v e up the symbols 
o f m a r r i a g e , even though she has been d e s e r t e d and i s 
b e i n g encouraged to s t a r t a new l i f e . 

B h a i r o b a l s o e x p l a i n e d the i r o n b a n g l e s , w i t h q u i t e a 
t w i n k l e i n h i s m a s c u l i n e eye, as s h a c k l e s or h a n d c u f f s . 

Many o f the a c t r e s s e s t h a t I came to know, who were m a r r i e d , 
i n f a c t d i d t h i s . Q u i t e f r e q u e n t l y they were to p l a y 
the p a r t o f a 'kumari' or unmarried g i r l , and then they 
would comb h a i r o v e r the ' s i n d u r ' i n t h e i r p a r t . Here, 
i n a d d i t i o n , the p r a c t i c e i s not e x p l a i n e d as ' p r a c t i c a l ' 
but r a t h e r a 'modern p r a c t i c e ' . 

A w i f e i s not supposed to a d d r e s s her husband i n p u b l i c 
by h i s name. The word f o r t h i s p r a c t i c e means' w i t h h o l d i n g 
the name'. There are o t h e r r e l a t i o n s h i p f o r which the 
name i s taboo. I watched v e r y young g i r l s , j u s t m a r r i e d , 
be a f r a i d to say anyone's name, not knowing which were 
p e r m i t t e d and which were n o t . A d d r e s s i n g a husband by 
h i s name i n d i c a t e s ' e q u a l i t y r a t h e r than the p r o p e r r e l a t i o n 
s h i p ' o f d a m i n a t i o n t h a t s h o u l d o b t a i n between them. 

L o t u s , the y o u n g j e w e l of a p e r s o n as y e t not c o m p l e t e l y 
W e s t e r n i s e d i n h i s ways, b e g i n s to c h i d e Ivy f o r her 
u n - B e n g a l i ways. B h a i r o b i s a g a i n emphasising the importance 
of the o p p o s i t i o n between Western ways and B e n g a l i ways. 
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A h i g h compliment, i s ' t o be r e f e r r e d t o . a s ' s i m p l e ' . 
When i t was f i r s t a p p l i e d to'me I w a s ' q u i t e o f f e n d e d , 
t h i n k i n g t h a t i t meant d u l l - w i t t e d i n much t h e way 
out word ' s i m p l e t o n ' does. I was r e a s s u r e d , however, 
t h a t i t means f o r t h r i g h t and n o t g i v e n t o d u p l i c i t y 
or p r e v a r i c a t i o n . In f a c t i t has much the same meaning 
as the word 'honest'. 

By r e i n s t a t i n g Anjan, and b e i n g i n c o l l u s i o n w i t h Shankar, 
the manager b e l i e v e d t h a t Anjan's l o y a l t y c o u l d be bought. 
A n j a n , b e i n g t r u e o f purpose and pure o f h e a r t , o f c o u r s e , 
would not comply. 

A n j a n q u i t e o p e n l y s t a t e s what he sees t o be the wrong 
v a l u e s of the 'modern W e s t e r n i s e d ' age.' Things a r e 
backwards. H i s o p t i m i s i m about the consequences of 
awakening p e o p l e and p o l i t i c i s i n g them,places t h i s l o n g 
speech w e l l w i t h i n the terms o f l e f t i s t r h e t o r i c . 

The a n t i - W e s t e r n s e n t i m e n t s a r e v e r y c l e a r l y s t a t e d h e r e . 
The prophecy about the f u t u r e o f p r o f i t - m a k i n g among 
what A n j a n b e l i e v e s t o be the e v i l b o u r g e o i s , i s t h a t 
the poor w i l l overcome and reduce t h e i r ( b o u r g e o i s ) l o t 
to t h a t o f t h e poor. The w o r l d w i l l ' t u r n around'. 

S y m b o l i c a l l y I vy's g e s t u r e i s v e r y i m portant to t h i s p l a y . 
Not o n l y i s t h e a w o r l d a f i v e p a i s a worth w o r l d , but I v y 
d e c i d e s her l i f e w i t h t h e t o s s o f a f i v e p a i s a c o i n . 
A t o t a l d e c i s i o n must be a d e c i s i o n w i t h f i v e p a r t s . 

The imagery used h e r e , a g a i n , i s t h e same as t h a t used 
i n B e n g a l i V a i s n a v a p o e t r y . K r i s h n a i s the bee and Radha 
i s the f l o w e r . I n t h i s case the bee i s K a l y a n and the f l o w e r 
i s I v y . 

T h i s i s one of the b i g g e s t r e v e r s a l s of a l l . A young 
daughter r a r e l y has c o n t r o l o f her f a t h e r ' s bank a c c o u n t . 
In t h i s case the message i s even more than t h i s ; n o t o n l y 
i s she a daughter c o n t r o l l i n g t h e money of a f a t h e r , b u t 
she i s a l s o a woman c o n t r o l l i n g a man. 

Agarwala i s a Marwari name. The Marwari p o p u l a t i o n i n 
C a l c u t t a i s known f o r i t s a s t u t e use o f money and shrewd 
b u s i n e s s sense. They o f t e n a r e the ones, i n l i f e and i n 
j a t r a p l a y s , who l o a n money t o p e o p l e as w e l l as own . 
a l o t o f p r o p e r t y . They a r e viewed as t o u c h a b l e ( i n a 
monetary sense) o u t s i d e r s and r e s i d e p r i m a r i l y i n an a r e a 
of the c i t y t h a t ' i s d i r e c t l y between the b i d B r i t i s h s e c t i o n 
and the North C a l c u t t a B e n g a l i s e c t i o n . 
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Namaste i s the H i n d i form o f the s a l u t a t i o n which i n 
B e n g a l i i s Namaskar. U s i n g t h i s t o Mr. Agarwala (as B a b u l 
i s p l a y i n g t h a t r o l e ) i s a r e c o g n i t i o n o f h i s d i f f e r e n t 
e t h n i c s t a t u s , -He s p e a k s ' B e n g a l i w i t h a H i n d i a c c e n t . 

The i n t e n t i o n b e h i n d Goutam's l i n e i s the o p p o s i t e o f 
i t s s u r f a c e appearance. T h i s 'good' deed i s 'good' o n l y 
from h i s and Babul's p o i n t of view. 

T h i s i s a n o t h e r r e f e r e n c e t o l i f e i n C a l c u t t a i n the l a t e 
60's and e a r l y 70's. The 'gherao' i s a form of worker's 
p r o t e s t where the management i s surrounded by the workers, 
g i v e n t h e i r demands, and k e p t w i t h i n the c i r c l e o f workers 
u n t i l they comply w i t h t h e demands or u n t i l they can agree 
to n e g o t i a t e . T h i s was v e r y much the s i t u a t i o n i n B e n g a l . 

A l s o a t t h i s time i t was common f o r n o n - B e n g a l i b u s i n e s s 
p e o p l e to t r y to move t h e i r b u s i n e s s e s from C a l c u t t a , 
because of these v a r i o u s forms of worker p r o t e s t . The 
marches and p r o c e s s i o n s I r e f e r r e d to i n an e a r l i e r n o t e 
ar e a nother example o f the same c i v i l l s t a t e . ; .Many Marwaris 
moved back to R a j a s t h a n , many P a r s i s moved back to Bombay 
or G u j a r a t , a n d many wealthy D e l h i t e s moved back t h e r e . 
By the time I l e f t , i n 1972, a f t e r the Gongress government 
took over i n Bengal, some of the b u s i n e s s p e o p l e were 
a g a i n r e t u r n i n g to B e n g a l . 

H i n d i s p e a k i n g Marwaris r e f e r t o the a v a t a r o f V i s h n u , Rama 
the hero of the Ramayana, r a t h e r than to K r i s h n a the 
l o v e r . Of c o u r s e Marwaris do not o n l y r e f e r to Rama, but 
i t has become an i d e n t i f i c a t i o n p o i n t w i t h B e n g a l i s . 

A 'sayambar sabha' i s a custom whereby the r u l e r would 
i n v i t e a l l the e l i g i b l e men i n t h e r e a l m to come to 
.assembly where h i s daughter would be i n t r o d u c e d t o a l l 
of them. Then she would choose one o f them as h e r husband 
h e r s e l f , from her own p r e f e r e n c e . The words l i t e r a l l y 
mean to choose f o r h e r s e l f from an assembly^ Panasar 
d e s c r i b e s i t a b i t i n t h e d i a l o g u e that' f o l l o w s . T h i s 
i s a l s o a l i t e r a r y a l l u s i o n to the s t o r y o f B i d y a and 
Sundar. B i d y a was a p r i n c e s s who was v e r y i n t e l l i g e n t . 
Her f a t h e r wanted her to marry and kept s e n d i n g s u i t o r s 
to see h e r ; she s a i d she would marry one who c o u l d d e f e a t 
her i n l o g i c a l argument. She found no one. Sundar, who 
was h i m s e l f a p r i n c e , s t o l e i i n t o her chambers w i t h the 
h e l p o f an o l d f l o w e r woman, Mala, and they f e l l i n l o v e . 
B i d y a b e l i e v e d Sundar to be o f a lower rank, and was a f r a i d 
to t e l l her f a t h e r t h a t she had f a l l e n i n l o v e . Soon, 
however, she became pregnant and c o u l d no l o n g e r h i d e her 
s e x u a l involvement w i t h Sundar. He was d i s c o v e r e d and l.::o 
brought to c o u r t and t r i e d . Ten through a s e r i e s o f i n t e r 
v e n t i o n s i t became known t h a t he was a p r i n c e and c o u l d 
l e g i t i m a t e l y marry h e r . 



- 468 -

The c h o i c e of a husband by the p r i n c e s s , i n the example 
g i v e n i n the t e x t , was made apparent by the placement of 
a g a r l a n d ' o r l e i around, the neck of the husband chosen. 

A g a t e - k e e p e r , w h i l e a v e r y i m p o r t a n t p e r s o n i n B e n g a l , i s 
a s e r v a n t and an o u t s i d e r , Panasar i s r e b u k i n g Shankar 
by i n d i c a t i n g t h a t ' h e i s b e i n g t r e a t e d as and a c c e p t s 
the s t a t u s of o u t s i d e r . 

The word 'baba' i s th e t r a d i t i o n a l term f o r f a t h e r . I f 
'Shankar uses t h i s word, Panasar says he w i l l l o s e p r e s t i g e 
among the m o d e r n i s t s , One i n s u l t t h a t i s common i n Bengal 
i s to c a l l someone a dog. Dog's are s t r e e t b e i n g s , w i t h 
unknown f a t h e r s and unknown c h i l d r e n . 

That Shankar doesn't see the s i g n i f i c a n c e o f h i s speech 
i s p a r t of the i r o n y t h a t B h a i r o b i s t r y i n g make apparent 
h e r e . In ' f a c t ' Shankar has ' k i l l e d h i s f a t h e r ' i n 
s o c i a l and i p s y c h o l o g i c a l terms. 

ACT I I I , SCENE I I I — On a s t r e e t i n a'lslumuareai.'a 
i 

In t h i s scene the K a l y a n s e t s up the murder of P r o j e s h 
by the gypsy N i g a r Hosan, i n an attempt to e l i m i n a t e 
the h e i r s to-Shankar's e s t a t e . A l s o t h e r e i s the change 
i n the c h a r a c t e r Brahmadatta; he changes from the a s t r o 
l o g e r to an- 'empty box' s a l e s p e r s o n . So by t h i s t h i r d 
scene of the c l i m a x we a g a i n have seen the i n t e r - r e l a t i o n -
h i p s among the v a r i o u s c h a r a c t e r s i n the p l a y , and the 
c l a s h e s among them as w e l l . 

A 
The word f o r 'slum' i s 'bustee'. Many s m a l l a r e a s i n 
N o r t h C a l c u t t a a r e : d e s i g n a t e d as such by the b o u r g e o i s 
of the c i t y . As b e f o r e , i n A c t I, Scene IV, b e i n g 
out i n the s t r e e t i s i m p o r t a n t . Most ' i n t e n s e ' and 
v i s i b l e l i v i n g i s i n t h e s t r e e t . 

^ 'Thakurbabu' i s a term of a d d r e s s o r r e f e r e n c e t h a t puts 
t h e p e r s o n i n a p o s i t i o n o f r e s p e c t . I t can r e f e r to 
any p e r s o n i n a master p o s i t i o n , but u s u a l l y r e f e r s to 
p e r s o n s who a r e p r i e s t s , t e a c h e r s , brahmins o r c a 
f a t h e r - i n - l a w . 

2 
'Koutababu' means a box p e r s o n , a s e l l e r o f boxes. But, 
i n t e r e s t i n g l y enough 'kuta' means g u i l e f u l o r c r a f t y , 
w i l y and c r o o k e d . I b e l i e v e t h a t B h a r i o b i s i n t e n d i n g 
a p l a y on words here. Brahmadatta i s r e v e a l i n g h i s t r u e 
n a t u r e . 
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The i n t e n t i o n here i s to u n d e r s t a n d b o t h the l i t e r a l and 
the f i g u r a t i v e meanings h e r e ; ' r e a l ' boxes and 'human 
s h e l l s ' . 

I f a B e n g a l i l o s e s p e o p l e . they a r e a t t a c h e d t o , e i t h e r 
by moving away or by death, they o f t e n r e f e r to t h e i r 
s i t u a t i o n as 'empty', and they do so w i t h a v a r i e t y o f 
words, The' wordsv we ^ t r a n s l a t e ;as~empty range from words 
t h a t mean ' v o i d ' to words t h a t mean m e a n i n g l e s s . They 
have a r i c h v o c a b u l a r y to e x p r e s s t h a t c o n c e p t . 

S o c i a l c r i t i c i s m of the p o l i c e i n j a t r a p l a y s i s r e l e n t l e s s . 
They are p o r t r a y e d e i t h e r as ' e v i l ' o r ' s t u p i d ' . At 
t h i s time i n C a l c u t t a the p o l i c e were p a r t i c u l a r l y under 
a t t a c k f o r t h e i r b r i b e - t a k i n g and demanding. Most of 
the people who a r e p o l i c e m e n i n C a l c u t t a are n o t B e n g a l i . 
Many of the p o l i c e m e n are S a n t h a l i t r i b a l s o r p e o p l e 
from the s t a t e of' B i h a r . 

When a p e r s o n i s p e r c e i v e d as e v i l , i t i s common to c a l l ^ . 
him a 'Satan' o r someone demonic. There a r e o t h e r such 
e v i l e p i t h e t s as w e l l ; c h a l a k o r t h i e f , ' s h y l o c k o r 
money-grubbing, 

When a horoscope i s c a s t the v a r i o u s houses a r e f i l l e d 
w i t h i n f o r m a t i o n . When they a r e not completed o r i l l -
c ompleted a s t r o l o g e r s r e f e r to i t as empty. 

The 'heavenly garden' i n Hindu mythology i s the Nandan 
Kanan. I t seems to be a concept of ' p a r a d i s e ' c l o s e to 
the C h r i s t i a n i d e a of the 'Garden of Eden'. P r o j e s h w i l l 
f e e l l i k e he i s i n p a r a d i s e when he d r i n k s o f S a n i a . 

When Bab u l makes a m i s t a k e and c a l l s Goutam K a l y a n , K a l y a n 
' a c t s ' by s a y i n g t h a t was the name he had i n a ' p l a y ' 
once. By a c t i n g he c o v e r s up the m i s t a k e — b u t a l s o t h i s 
p i e c e o f i n f o r m a t i o n i s n e c e s s a r y f o r s e t t i n g up the 
meeting of Manjusha and K a l y a n a g a i n , i n the performance 
of a p l a y . 

i 
P r o j e s h r e f e r s to ' l i f e ' as ' a c t i n g ' h e r e . A l l i n t i m a t i o n s 
o f l o v e f o r him are ' a c t i n g ' . T h i s seems to be t r u e of 
K a l y a n as w e l l , Goutam (Kalyan) r e p l i e s by u s i n g the '. v;"V; 
E n g l i s h word ' f r i e n d ' . The r e l a t i v e l y l i b e r a l use of 
the word f r i e n d by E n g l i s h s p e a k e r s b o t h e r s B e n g a l i s a l o t . 
In B e n g a l i , r e l a t i o n s h i p s between p e o p l e a r e much more 
s p e c i f i c a l l y c h a r a c t e r i s e d , A f r i e n d i s a v e r y i n t i m a t e 
word^-other degrees o f a s s o c i a t i o n have s p e c i a l terms f o r 
them; e.g. known to me, a c q u a i n t e n c e , well-known to me, 
e t c . , 
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Babul i s a master of d i s g u i s e s . In t h i s p l a y he has been 
Agarwala and now i s a F a k i r . A F a k i r i s a Muslim r e l i g i o u s 
s p e c i a l i s t , a mendicant. S i n c e N i g a r i s Muslim, a F a k i r 
would be r e s p e c t e d , b e l i e v e d and f o l l o w e d by him. A l s o , 
though,Bhairob i s a g a i n p l a y i n g w i t h words. In B e n g a l i 
t h e word ' f a k i ' means to 'hoodwink', t r i c k o r d e c e i v e . ; .' ••.,.-.„ 

'Khoda meherban' l i t e r a l l y means God i s m e r c i f u l , and 
i t i mmediately e s t a b l i s h e s Babul's d i s g u i s e . 

' A l l a h m a l i k ' means God, the l o r d o f a l l . 

T h i s i s a n o t h e r i n s t a n c e of ' l o v e ' and 'mind' b e i n g equated. 
Love, f o r B h a i r o b , seems to be a k i n d of mental p r e o c c u p a t i o n . 
F r e q u e n t l y he w i l l r e f e r t o the 'honey of the mind' meaning 
sweet l o v e , o r the ' p o i s o n of the mind' meaning l o v e gone 
s o u r . 

X : > Not o n l y i s ' l o v e ' a mental a c t i o n , a l s o ' s e d u c t i o n ' 
i s . Speech i s p o w e r f u l , o f t e n overpowering and by 
s p e a k i n g mastery can be a c h i e v e d . 

16 
T h i s r e f e r s back to the v e r y f i r s t scene o f t h e p l a y , 
where Manjusha i s a c c u s i n g K a l y a n o f t r e a t i n g h e r l i k e 
a used l e a f p l a t e . P r o j e s h i s s a y i n g t h a t h i s i n t e n t i o n 
i s t o use S a n i a once and throw her away. The audience 
comes to know what a l i a r P r o j e s h i s by t h i s d i r e c t s t a t e 
ment. 

i 

^ T h i s i s t h e b e g i n n i n g of t h e p l o t K a l y a n i s h a t c h i n g to 
k i l l o f f P r o j e s h . By p o i n t i n g out t h a t by i m p e r s o n a t i n g 
a r e l i g i o u s p e r s o n Babul 'hoodwinked' N i g a r , K a l y a n hopes 
to urge N i g a r to get revenge. 

18 
We a l s o l e a r n t h a t K a l y a n i s p l a n n i n g to k i l l o f f L o t u s too. 
W i t h a l l the male h e i r s out of the way he can get a t 
Shankar's f o r t u n e . He p l a n s to c o u r t and d e c e i v e I v y , t h e r e b y 
g e t t i n g a c c e s s to the e s t a t e . The image here i s a v e r b a l 
one t h a t matches and c o r r e s p o n d s to t h e v i s u a l cinema 
image o f p l a y f u l l o v e r e l a t i o n s h i p s . I t i s a metaphor f o r 
s e x u a l i n t e r c o u r s e as w e l l . 

ACT I I I , SCENE IV — The drawing-room of Maheshbabu's house. 

T h i s scene i s the c l i m a x of the c l i m a x . I t i s f a s t paced 
and f u l l o f the same uses of paradox, o p p o s i t i o n and 
i n v e r s i o n t h a t have been used t h r o u g h o u t . Manjusha i s 
a c c u s e d of h a v i n g an a f f a i r w i t h Anjan; Mahesh d r i n k s more; 
the p l a y i s a r r a n g e d ; and the two f a m i l i e s ( P r o j e s h ' s and 
Manj u's) meet. 
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T h i s s e t t i n g l i n k s the f o l l o w i n g scenes d i r e c t l y 
t o g e t h e r ; the f i r s t scene o f t h i s a c t and the l a s t — 
meaning t h a t the c l i m a x i s bounded by t h i s s e t t i n g , 
and a l s o i t l i n k s A c t I , Scene I I and A c t I I , Scene:":II, 
t o g e t h e r w i t h the c l i m a x . 

As Manjusha i s d i s c u s s i n g the rewards of the a c t i n g l i f e 
she makes an i m p o r t a n t a l l u s i o n to a common theme i n 
B e n g a l i l i t e r a t u r e and p o p u l a r images. There a r e two 
v e r y i m p o r t a n t k i n d s of ' l o v e ' r e l a t i o n s h i p s ; l o v e i n 
u n i o n o r when they a r e t o g e t h e r , and t h e i r i s l o v e i n 
s e p a r a t i o n or l o v e p a i n s . These two types of l o v e are 
a l s o c r o s s - c u t by a dimension o f l e g a l i t y o f the r e l a t i o n 
s h i p . The l o v e between K r i s h n a and Radha i s thought by 
some B e n g a l i V a i s n a v a s to be i l l e g a l and f r e q u e n t e d by 
p a i n f u l s e p a r a t i o n s . Dimock (1968:41-63) has an i m p o r t a n t 
a n a l y s i s and e l a b o r a t i o n of the u n d e r s t a n d i n g of t h i s 
theme. 

' R a j a n i g a n d h a ' i s a v e r y f r a g r a n t s m a l l w h i t e f l o w e r 
t h a t i s used to make g a r l a n d s t h a t are e i t h e r worn 
around the neck or i n the h a i r , p r i m a r i l y of women. 
When these g a r l a n d s a r e made ( t h e season b e i n g p r i m a r i l y 
s p r i n g ) and are b e i n g s o l d on the s t r e e t the atmosphere 
i s a dense heavy perfume. I t i s i n t o x i c a t i n g . 

Yet a n o t h e r statement o f the r e v e r s a l o f appearances. 
Manjusha i s s t a t i n g an u n d e r s t a n d i n g much l i k e our 
' c r y i n g on the i n s i d e , l a u g h i n g on the o u t s i d e ' image 
of the clown or the j i l t e d l o v e r . 

L i f e and l i v i n g i s seen as a c o n t a i n e r . T h i s image has 
been used throughout t h i s p l a y and many o t h e r s . S h e l l s , 
temples, empty c o n t a i n e r s , cups, e t c . . have a l l been 
used to i n d i c a t e the boundedness of a p e r s o n ' s l i f e . 
An a c t o r or a c t r e s s e s l i f e - i s a s p e c i a l o r d i f f e r e n t 
c o n t a i n e r a l l the t i m e — c o n s t a n t l y changing w i t h the 
v a r i o u s 'persona' they assume. None o f i t can be 
' r e a l ' a t one l e v e l because they are who they a r e not; 
a t a n o t h e r l e v e l i t i s the ' r e a l l y r e a l ' s i n c e they 
p o r t r a y the e x i s t e n t i a l dilemmas of a l l B e n g a l i s . 

B h a i r o b i s u s i n g Mahesh as h i s s p e c i a l mouthpiece a g a i n . 
L i t e r a t u r e i s , i n Georg Simmel's terms 'more l i f e ' a n d 
by i t s i n t e n s i t y and d e n s i t y i t i s 'more r e a l ' ( W e i n -
g a r t n e r 1962:15-20). L i f e i s a p r o c e s s , which when 
ex p r e s s e d i n l i t e r a t u r e pushes i t s e l f to r e p r o d u c e 
i t s e l f w i t h more awareness. I t i s a l s o B h a i r o b ' s way 
of making h i s l i f e more im p o r t a n t s i n c e he w r i t e s 
l i t e r a t u r e , 
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Mahesh; i s c h i d i n g Manimala a g a i n about her backward's 
v a l u e s . She puts money b e f o r e p e o p l e , h e r s e l f b e f o r e 
o t h e r s , and now counts from the wrong end. 

10 

11 

12 

13 

Manimala t r i e s t o ' g e t back a t Mahesh by r e v e r s i n g h i s 
v a l u e s , as he has s a i d h e r s a r e backwards. T r u t h and 
t r u t h - s p e a k i n g a r e p r o d u c t s o f a l t e r e d c o n s c i o u s n e s s e s ? 

'A s t a g e p l a y of ^ a m a r r i a g e ' i s open to a g r e a t d e a l 
o f i n t e r p r e t a t i o n , p r o b a b l y a l l o f which c o u l d be ' t r u e ' . 
What I t h i n k t h a t B h a i r o b ' i s g e t t i n g a t i s -the f o l l o w i n g : 
1) s t a g e p l a y s a r e o f r e l a t i v e l y s h o r t d u r a t i o n and a r e 
hot i n v o l v e d w i t h ' r e a l ' f e e l i n g , m a i n l y w i t h ' a c t i n g ' . ; 
and 2) t h a t Manjusha and K a l y a n were mere e x t e n s i o n s o f 
the p l a y 'Panch P a i s e r P r i t h i b i ' . 

'Shame' has been used throughout t h i s p l a y , and i t seems 
t h a t a note i s i n o r d e r . In B e n g a l i the semantic l o a d 
of the word ' l a j j a ' o r 'shame' i s a v e r y heavy one. 
I t means b a s h f u l n e s s , modesty, h e s i t a n c y , and f e e l i n g 
d i s g r a c e d . F o r a B e n g a l i woman i t s p o s i t i v e meanings 
a r e a sense o f p r o p r i e t y and c a u t i o n , i t s n e g a t i v e 
meanings a r e d i f f i d e n c e and d i s g r a c e f u l b e h a v i o u r . 
When Manjusha says t h a t she no l o n g e r has any shame, i t 
means t h a t a c t i o n s o f a s e x u a l l y a g r e s s i v e n a t u r e a r e no 
l o n g e r d i f f i c u l t to t h i n k or to do. Her c h a r a c t e r has 
been t r a n s f o r m e d ; o f c o u r s e we i n the au d i e n c e know t h a t 
'she i s the model o f a pure but tormented B e n g a l i woman. 
L i f t i n g the v e i l o f shame, i s much l i k e l i f t i n g the 
v e i l o f maya—when the v e i l s are removed we see l i f e i n 
i t s d e m y s t i f i e d form. 

What Manimala i s g e t t i n g a t , I b e l i e v e , i s i f some p e o p l e 
don't move lower down, how w i l l o t h e r s have the s t e p s 
( o t h e r p e o p l e ' s p o s i t i o n s ) to cl i m b up to the top. She 
has t u r n e d o t h e r p e o p l e i n t o i n a n i m a t e o b j e c t s . I t i s 
B h a r i o b ' s way of g i v i n g f u r t h e r e v i d e n c e about her un-
l i k e a b l e c h a r a c t e r , as w e l l as h e r g u l l i b i l i t y — s h e be
l i e v e s someone l i k e Malay. 

B a s i c a l l y the mind i s 'pure' and i n t e r a c t i o n s w i t h o t h e r 
p e o p l e w i l l e i t h e r enhance i t s pureness o r w i l l p o l l u t e 
i t . Mind i s l i k e ' b a s i c human n a t u r e ' f o r B h a i r o b . 
A L o t u s i s a f r e q u e n t .image o f p u r i t y , d e s t r o y i n g i t s 
p e t a l s and shape i s l i k e d e s t r o y i n g t h e , p u r i t y o f mind. 

T h i s was a v e r y d i f f i c u l t passage to t r a n s l a t e , as i s 
e v i d e n t from the p r o s e i n the t e x t . I t seems t h a t what 
A n j a n i s s a y i n g i s ; t h a t I never dreamed t h a t you, my 
s i s t e r and my f l o w e r , would c u t me so, w i t h h a r s h words 
and bad tho u g h t s . By t r y i n g to s t i c k more c l o s e l y to 
the l i t e r a l B e n g a l i t h e r e i s an a d d i t i o n a l i n s i g h t t h a t 
i s g a i n e d . I n dreams the k i n d o f c o n s c i o u s n e s s t h a t we 
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have more i m a g i n a r y and ' t r u e r ' e x p e r i e n c e . D r e a m - l i k e 
r e v e r i e i s c r e a t i v e ; but i n t h i s case Manjusha's a c t i o n s 
and words a r e beyond the l i m i t s of Anjan's c r e a t i v i t y . 

'Gentlemanly' h e r e i s not a gender r e f e r e n c e , i t i s a s t a t u s 
r e f e r e n c e . 

T h i s i s y e t a n o t h e r attempt to p l a y . w i t h i d e n t i t y , i t s t r u t h 
and f a l s i t y . ' R e a l ' i d e n t i t y i s something t h a t p e o p l e cannot 
know from e x t e r n a l appearances. Malay's q u e s t i o n i s answer
ed by the i n t r o s p e c t i v e song of Mohan. 

P l a c i n g t h i s song h e r e has many purposes: 1) Mohan i s d i s 
c o v e r e d by Malay, so t h a t he can be i n c o r p o r a t e d i n t o the 
second p l a y w i t h i n the p l a y ; 2) the c o n t e n t of the song i s 
f u r t h e r i n g the l e f t i s t message o f the p l a y ; and 3) more r e 
v e r s a l s and i n v e r s i o n s can be h e a r d — g r a b a g e and g o l d , new 
and o l d s o c i e t y . 

T h i s i s the f i r s t time t h a t t h e r e i s c o n t a c t , d i r e c t l y , be
tween these two f a m i l i e s . 

P a l e s h i s the B a u l c h a r a c t e r , the s i n g e r , i n the p l a y Panch 
P a i s e r P r i t h i b i — i t i s the p a r t t h a t Mohan p l a y e d i n the 
opening scene. 

T h i s i s the f i r s t r e f e r e n c e i n the p l a y to r e i n c a r n a t i o n . I t 
i s i n t e r e s t i n g t o n o t e t h a t t h i s f i r s t r e f e r e n c e i s to and by 
c h a r a c t e r s of n o n - i d e a l t y p e s . P e o p l e f r e q u e n t l y f e e l t h a t they 
have known someone i n a p r e v i o u s l i f e , i f they i m m e d i a t e l y 
g e t a l o n g , or a r e open, a t j u s t meeting. P e o p l e would t e l l me 
t h a t I must have been B e n g a l i i n my p r e v i o u s l i f e , because 
how e l s e would I be a b l e to ' l i v e i n Bengal as they d i d ? ' 

We now know t h a t the second p l a y w i t h i n the p l a y w i l l be 
soon, and w i l l : i n v o l v e t h e same c h a r a c t e r s as the f i r s t 
scene of the p l a y . 

D a r j e e l i n g i s a town i n N o r t h e r n B e n g a l , b o r d e r i n g S i k k i m . 
I t i s the town f o r which our known ' D a r j e e l i n g Tea' comes. 
There a r e a number of b o a r d i n g s c h o o l s t h e r e f o r w e a l t h y 
C a l c u t t a c h i l d r e n . I t i s a p l e a s a n t c l i m a t e s i n c e i t i s 
i n the Himalayan f o o t h i l l s . A p l a c e to v i s i t d u r i n g t h e 
d e l t a i c monsoons. 

Babul means t h a t f o r the l a s t few days he has been l i v i n g 
t o the h i l t i n s i d e P r o j e s h ' s harem. H i s l i f e has been as 
a Mughul r u l e r ; d r i n k i n g , w a t c h i n g dances, and h a v i n g 
s e x u a l f u n . 

23 We l e a r n t h a t Goutam(Kalyan) w i l l be p l a y i n g i n the p l a y 
w i t h Manjusha—we, as the a u d i e n c e , know what w i l l happen, 
i r o n i c a l l y the main c h a r a c t e r s don't. 
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Manjusha had many ' b i r t h s ' i n t h a t p l a y . She was f i r s t 
b o r n as an a c t r e s s i n t h a t - p l a y , she was f i r s t b o rn as 
a t r a g i c f i g u r e and she.was f i r s t b o r n as a w i f e . The 
l a t t e r has s o c i a l s i g n i f i c a n c e i n B e n g a l . In a m a r r i a g e 
ceremony t h e r e i s a s e c t i o n o f the r i t u a l where a woman 
has a second b i r t h i n t o her husband's c l a n . N i c h o l a s 
.'(.1977:48) g i v e s an i n t e r p r e t a t i o n o f the meaning o f t h i s 
b i r t h f o r a woman. 

Manjusha has not y e t l o s t h e r 'shame' she w i l l n ot l e t 
r P r o j e s h h o l d her hands. And she r e a c t s to the s u g g e s t i o n 
t h a t P r o j e s h makes about s e l l i n g h er body t o Bombay. 
Bombay has the image, i n Bengal anyway, o f b e i n g a p l a c e 
where t h e r e i s a l o t of p r o s t i t u t i o n and ' l o o s e ' l i v i n g . 

B a b u l uses t h e word 'begum', which i s the t i t l e o f a 
ViMuslim queen, or w i f e o f a Mughul r u l e r . 

Manjusha can see through the h o l l o w ' l o v e ' they a l l 
p r o f e s s f o r h e r . She can even see the humour i n i t . 
A g a i n she r e f e r s to c o n t a i n e r s and the s i z e o f them. 

ACT TV, SCENE,I — The drawing room of Shankar's house. 

T h i s scene i s a l s o f a s t i n pace. Ivy and K a l y a n have 
a t r y s t ; A n j a n and K a l y a n are p l a c e d i n o p p o s i t i o n ; 
N i g a r Hosan c o n f r o n t s Shankar; and Panasar g e t s ready 
to l e a v e . T h i s scene and t h e ones t h a t f o l l o w a r e much 
s h o r t e r than p r e v i o u s scenes, a f t e r the c l i m a x the p l a y 
r a p i d l y r e a c h e s i t s new b e g i n n i n g . 

T h i s s e t t i n g i s i n j u x t a p o s i t i o n to the p r e v i o u s one 
i n Mahesh's house. 

'Man o f your h e a r t ' i n B e n g a l i t r a n s l a t e s as your n e a r 
and d e a r e s t one. I t i s q u i t e a common and t r a d i t i o n a l 
way of s a y i n g the man of your dreams. I v y ' s r e a c t i o n 
to t h i s p h rase i s amusement, p a r t i c u l a r l y s i n c e K a l y a n 
has been p l a y i n g the f o r e i g n s o p h i s t i c a t e . 

T h i s i s another i n s t a n c e of i r o n y . I v y ' t e l l i n g K a l y a n 
about Manjusha i s a n o t h e r way of drawing the o p p o s i t i o n 
between the two women as w e l l . 

2a A darwan i s a gate- k e e p e r , o r household guard. 
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Anjan i s t r y i n g to foreshadow the h o r r i b l e scene t h a t 
i s about to come, because p e o p l e have a g a i n been taken 
i n by KaTyan. I f Shankar were more aware o f h i s own 
c h a r a c t e r , he would have l e a r n e d t h a t Goutam i s o f a 
s i m i l a r c h a r a c t e r , t h a t l i k e a t t r a c t s l i k e . 

Knowledge o f 'crooked' p e o p l e i s 'crooked', o r A n j a n 
would say. Ano t h e r i n s t a n c e o f r e v e r s a l o r i n v e r t e d 
knowledge. 

T h i s i s an important r e f e r e n c e o f h i s t o r i c a l c o l o n i a l 
s i g n i f i c a n c e , B l u e b l o o d r e f e r s to a r i s t o c r a t i c c l a s s e s 
j u s t as i t does to us, however i t means much more than 
t h a t . ' N i l . Rakta' or blueblood,. r e f e r s to the p e r i o d 
i n B e n g a l i h i s t o r y when the Indigo p l a n t e r s were 
dom i n a t i n g and t e r r o r i s i n g the B e n g a l i p e a s a n t s . The 
cl a s h e s - and d o m i n a t i o n came to be known as b l u e b l o o d . 
A n j a n i s l i k e n i n g Shankar to the c o l o n i a l d e s p o t s . 

A prophecy t h a t Shankar i s f o r c e d to r e i t e r a t e when 
i t comes t r u e l a t e r i n the p l a y . A l s o a good example 
of common B e n g a l i l e f t i s t r h e t o r i c . 

Each community o r neighbourhood i n C a l c u t t a w i l l put 
on a c o l l e c t i v e Durga P u j a (worship f e s t i v i t i e s i n honour 
of the goddess Durga). These are known as ' b a r w a r i ' 
p u j a s , and they are p a i d f o r by s u b s c r i p t i o n from the 
members of the community. U s u a l l y the l o c a l p r i e s t 
p r e s i d e s , b u t any Brahmin can, hence Panasar's p a r t i c i 
p a t i o n . 

A 'namaboli' i s a s a f f r o n or w h i t e c l o t h w i t h r e d o r b l a c k 
p r i n t i n g on i t . The p r i n t i n g w i l l e i t h e r be " H a r i K r i s h n a 
H a r i K r i s h n a , H a r i H a r i , H a r i Rama, H a r i Rama, H a r i , H a r i " 
or " K a l i Ma, K a l i Ma". The p r i e s t wears t h i s c l o t h around 
h i s s h o u l d e r s b o t h f o r i d e n t i f i c a t i o n p u r poses and r i t u a l 
e f f i c a c y . 

P anasar's speech c o u l d have come from the mouth of Anjan. 
T h i s i s another f o r m a l l i n k w i t h ' t r a d i t i o n a l ' B e n g a l i 
i d e a l s and w i t h 'modern l e f t i s t i d e a l s ' c o n t r a s t i n g 
w i t h 'modern W e s t e r n i s e d ' i d e a l s . 

Ranch! i s a c i t y i n B i h a r s t a t e . I t i s known f o r i t s 
m ental h o s p i t a l and i t s asylum f o r the i n s a n e . 

E v i d e n c e i s not u s u a l l y c a l l e d f o r i n o r d e r 'to know 
t h a t you know' i n B e n g a l i . The source of knowledge 

^ u s u a l l y n ot e x t e r n a l . . A l s o the c o n t r a s t i s w i t h the 
so u r c e o f Western knowledge which B e n g a l i s see as 
e x t e r n a l and 'mere appearance'. 
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U s u a l l y B h a i r o b ' s E n g l i s h p h rases a r e grammatical, 
but t h i s one i s n ' t . Whips were used by the B r i t i s h 
and whips were used by the Mughul r e g i o n a l r u l e r s ; 
the use of them here i s a reminder about the n a t u r e 
o f d o m i n a t o r s . 

On e v e r y day of t h e Durga P u j a d i f f e r e n t t h i n g s must 
be done. Panasar i s h o r r i f i e d by I v y ' s a c t i o n s 
and i m m e d i a t e l y makes the c o n n e c t i o n between heir 
and a ' l o o s e ' woman. 

The dust from the doorway of a p r o s t i t u t e i s i m p o r t a n t 
i n a number of r i t u a l s . I t i s : t h e i u n i o n o f ; ' o p p o s i t e s ' 
i n a number of ways, as i t was e x p l a i n e d to me. 

ACT IV, SCENE I I A room i n the H o t e l H e l e n . 

In t h i s scene P r o j e s h succeeds i n g e t t i n g S a n i a 
i n t o a compromising p o s i t i o n ; P r o j e s h throws 
Champa away; N i g a r Hosan a t t a c k s P r o j e s h and 
S a n i a i s k i l l e d i n s t e a d . These are the consequences 
of t h i n g s d e v e l o p e d Up ' t i l now i n the p l a y . 

The H o t e l H e l e n i s s y m b o l i c of a p l a c e where 
unsavoury t h i n g s take p l a c e . I t I s o u t s i d e of 
any s p e c i a l p e r s o n ' s d w e l l i n g and n o t i n p u b l i c 
view, l i k e s t r e e t a c t i o n i s . I t ' s p r i v a c y i s 
what makes i t s u s p e c t — i t i s what goes on b e h i n d 
c l o s e d d o o r s . 

'That t h i r d - r a t e p a r t y ' i s P r o j e s h . B a b u l i s l e t t i n g 
us, the a u d i e n c e , know t h a t he doesn't t h i n k v e r y 
much of P r o j e s h and p e o p l e l i k e h i m — t h o s e a r e 
the p e o p l e he robs and dupes. 

We l e a r n of the method o f k i l l i n g L o t u s . P o i s o n i s 
a common method of d i s p o s i n g e i t h e r o f o n e s e l f o r 
o f o t h e r p e o p l e . Women f r e q u e n t l y take p o i s o n i f 
they c a n ' t s t a n d t h e i r l i f e , and o t h e r s a r e p o i s o n e d 
i f they get i n the way. 

Mourning, B e n g a l i s t y l e , v a r i e s w i t h c a s t e , but i s 
always more than two days. Death I m p u r i t y l a s t from 
10 to 30 days, depending on your c a s t e ( c f . N i c h o l a s 
and Inden 1977: 113-115). The ' f o r e i g n p r a c t i c e ' 
r e f e r r e d to i s p r i m a r i l y a n e g a t i v e comment, and meant 
not n e c e s s a r i l y to be a c c u r a t e , m e r e l y to c o n t r a s t 



normal B e n g a l i b e h a v i o u r . Kalyan-wants to speed up the 
ma r r i a g e w i t h I v y , then he can c o n t i n u e h i s p l a n and 
murder Shankar as w e l l . 

M airee here means something l i k e - I s t h a t r e a l l y your 
promise? I t i s the same swear word r e f e r r e d to i n Note 
8 i n A c t I I , Scene I. 

U r b a s h i , i s the a r c h e t y p i c a l dancer and female e n t e r t a i n e r 
i n the c o u r t o f I n d r a . Champa, h e r s e l f , p r o v i d e s the 
e x p l a n a t o r y note i n her next d i a l o g u e . T h i s ,makes me 
b e l i e v e t h a t B h a i r o b d i d not expect h i s aud i e n c e to know 
what he thought they s h o u l d know about t h i s a l l u s i o n . 

' S p r i n g ' f o r B e n g a l i s , i s used to t a l k about young f r e s h 
l o v e . The Champaka f l o w e r i s known f o r i t s b e a u t i f u l 
s p r i n g - t i m e blossoms. Bees, the males, a r e v e r y a c t i v e 
a t the time when blossoms a r e o u t . 

Champa ' p l a y - a c t e d ' f o r 5 X 3,000 ru p e e s . T h i s i s B h a i r o b ' 
way of s a y i n g t h a t her whole l i f e i s one o f b e i n g bought 
and s e l l i n g h e r s e l f . She l e t s P r o j e s h know, t h a t she was 
p l a y i n g the same g a m e — t h a t she too can p l a y - a c t l o v e . 
Most B e n g a l i males would not be a b l e to s t a n d the f a c t 
t h a t a woman c o u l d ' f a k e ' a r e l a t i o n s h i p — t h e image 
and the i d e a l i s t h a t women, whether p r o s t i t u t e s o r 
wi v e s , a r e genuine i n t h e i r l o v e f o r men. 

' A f t e r the work i s complete' r e f e r s to more than m e r e l y 
t a k i n g Champa h o m e — i t means t h a t f i n a l l y B abul g e t s to 
have a s e x u a l l i a i s o n w i t h one o f the women he s e t s up. 
I t has another m e a n i n g — p e o p l e l i k e B abul a r e s t i l l always 
go i n g to get what p e o p l e l i k e P r o j e s h are w i l l i n g to 
g i v e up o r r e j e c t . 

'A sweet honey dream' i s s e x u a l r e v e r i e . The h e i g h t 
of s e x u a l p l e a s u r e was e x p l a i n e d to me, by many of the 
j a t r a a c t o r s , as a k i n d o f 'dream-like e c s t a s y ! . 

' P r i y a ' i s the B e n g a l i word f o r d a r l i n g o r b e l o v e d . I t 
i s a most p o s i t i v e word and imp o r t a n t i n B e n g a l i r e l a t i o n 
s h i p s . I t i s used by women, about t h e i r husbands, more 
than i t i s used by men, however. 

T h i s i s one of the worst i n s u l t s t h a t can be l e v i e d a t 
a B e n g a l i male. The r e l a t i o n s h i p between b r o t h e r s and 
s i s t e r s i s c o n s i d e r e d to be one o f the .most i m p o r t a n t 
r e l a t i o n s h i p s B e n g a l i s have. To suggest t h a t he s l e e p 
w i t h h i s s i s t e r i s t h e k i n d o f statement t h a t c o u l d get 
him k i l l e d . B r o t h e r s , e s p e c i a l l y o l d e r b r o t h e r s , s h o u l d 
p r o t e c t and account f o r t h e i r s i s t e r ' s b e h a v i o u r . 
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P h r a s e s l i k e t h i s , 'my dream chess game' a r e e x a c t l y the 
r e a s o n why I have emphasised elsewhere i n t h i s m a n u s c r i p t 
the importance of dreams, i l l u s i o n , r e a l i t y and the j o u r n e y 
i n B e n g a l i c o n c e p t i o n s . A l i c e ' s dream chess game would n o t 
be a t a l l f o r e i g n to B e n g a l i t h i n k i n g . As N i e t z c h e s a i d , 
"The b e a u t i f u l i l l u s i o n of the dream w o r l d s , i n the c r e a t i o n 
of which e v e r y man i s t r u l y an a r t i s t , i s the p r e r e q u i s i t e 
of a l l p l a s t i c a r t . . . , " and I would add the p r e r e q u i s i t e o f 
a l l schemes and p l a n s (Kaufman 1966:34). 

ACT IV, SCENE I I I — The House of Maheshbabu. 

We must go back to t h i s s e t t i n g i n o r d e r to f i n d out 
what t h i s f a m i l y ' s r e a c t i o n i s to the c l i m a x . In t h i s 
scene A n j a n t a k e s Manjusha away; Manimala has an i n s i g h t 
i n t o the e r r o r s o f her ways; Malay i s thrown out of t h e i r 
l i v e s ; and the scene i s s e t f o r t h i s f a m i l y ' s p a r t i c i p a t i o n 
i n the l a s t p l a y w i t h i n the p l a y . 

* 
I n each A c t i t i s s t r u c t u r a l l y n e c e s s a r y to have one 
scene i n each of the main s e t t i n g s . T h i s scene g i v e s t h e 
r e a c t i o n s of the f a m i l y , i n t h e i r own s e t t i n g . 

^ Manjusha p i c k s up on the word 'dream' from the p r e v i o u s 
scene, and w h i l e K a l y a n can do a n y t h i n g and e v e r y t h i n g i n 
h i s dreams, f o r Manjusha t h e r e a r e some t h i n g s t h a t c a n ' t be 
thought or f a n t a s t i s e d , l i k e g i v i n g up the outward symbols 
of her m a r r i e d s t a t u s . T h i s a g a i n puts Manjusha i n d i r e c t 
o p p o s i t i o n t o I v y , who c l a i m e d t h a t she would never use 
these outward symbols. 

2 
A r e a l human b e i n g i s someone who h o l d s almost s a c r e d l y 
a l l the B e n g a l i i d e a l s and v a l u e s . Malay, K a l y a n , P r o j e s h , 
B a b u l , Shankar, and Ivy a r e too d e c e p t i v e , d u p l i s t i c , and 
'modern'—they a r e not ' r e a l ' human b e i n g s . Anjan, Panasar, 
Mahesh, and p o t e n t i a l l y L o t u s , c o u l d be seen as ' r e a l ' human 
b e i n g s , i n M a n j u s h a ' s eyes. 

3 
Mahesh, as the p r o p h e t of r e v o l u t i o n , i s B h a i r o b ; s mouthpiece 
once a g a i n . 

4 
Soon the l e f t i s t p a r t i e s w i l l be a b l e t o form a r e v o l u t i o n a r y 
p o l i t i c a l movement. P e o p l e w i l l have the ' s c a l e s removed 
from t h e i r eyes', and t h i s 'world of i l l u s i o n s , r e v e r s a l s , 
and d o m i n a t i o n ' w i l l be s e t a r i g h t . T h i s i s not f a r from 
the n o t i o n i n V a i s n a v i s m of the coming of K a l k i , the m e s s i a n i c 
a v a t a r of V i s h n u , who w i l l t u r n Dharma (duty or the p r i n c i p l e 
o f r i g h t a c t i o n ) back on h i s f e e t a g a i n . He i s now, i n t h i s 
K a l i age, r e s t i n g on h i s s i d e . 
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The p r a c t i c e o f t a k i n g p o i s o n w a s / i s a common way f o r 
women to be r e l e a s e d from an u n b e a r a b l e s i t u a t i o n . There 
are not many o t h e r paths a v a i l a b l e . 

' S h a t i n ' i n B e n g a l i means c o - w i f e , J u s t as t h e i r i s 
a n i m o s i t y and s u s p i c i o n between h a l f - s i s t e r s and 
between step-mothers and s t e p - d a u g h t e r s , t h e r e i s a 
g r e a t d e a l o f d i s t r u s t , s u s p i c i o n a n d * j e a l o u s y between 
co-wives. The p r a c t i c e o f h a v i n g more than one w i f e i s 
n o t too common these days, but i t i s used as a theme 
i n j a t r a p l a y s . Manimala i s making a t o t a l l y i n a p p r o 
p r i a t e comment about the r e l a t i o n s h i p between Manjusha 
and Mahesh. She i s e s s e n t i a l l y a c c u s i n g him of s l e e p i n g 
w i t h Manjusha and t a k i n g her as f a v o u r i t e , r a t h e r than 
h e r s e l f . She has p r e v i o u s l y accused him o f spending too 
much money on k e e p i n g Manjusha. 

T h i s image of the w h i t e h e a r t t u r n e d b l u e by p o i s o n i s 
a r e f e r e n c e to an e p i s o d e i n the l i f e o f S h i v a . S h i v a 
drank the p o i s o n of the w o r l d to save i t , and he t u r n e d 
b l u e i n the p r o c e s s . N i l k a n t h a ( b l u e neck) i s one of 
the e p i t h e t s used f o r S h i v a . 

Mahesh i s r a i l i n g Manimala f o r c a u s i n g him to d r i n k and 
w r i t e m e r e l y f o r money. H i s a c t i o n of s t r a n g l i n g i s a 
b i t extreme, but he has been d r i n k i n g , t h e r e f o r e he has 
more l i c e n s e . 

Manimala, by swearing on her step-mother's (Manjusha's 
r e a l mother) dead body, l i t e r a l l y s t o p s any a c t i o n f o r 
Manjusha. That a c c u s a t i o n and damnation a r e u n b e a r a b l e 
f o r a young woman. I t e s s e n t i a l l y says t h a t the c h i l d 
c o u l d be the cause o f a dead mother's i n a b i l i t y to f i n d 
peace o r toi'be r e b o r n i n t o a n o t h e r body. 

'Kumari' means unmarried g i r l , o r p r i n c e s s . I t a l s o c a r r i e s 
w i t h i t the c o n n o t a t i o n o f v i r g i n i t y . , C l e a r l y Manjusha 
i s not a v i r g i n , so to p l a y a t one i n ' r e a l ' l i f e would 
be a g a i n s t her ' s t r i dharma' or d u t i e s of a woman's pos
i t i o n . G i v i n g up the v e r m i l i o n powder means t h a t she 
i s g i v i n g up her l i f e - h e n c e h e r r e f e r e n c e to death. When 
a woman ge t s the v e r m i l i o n powder i t i s d u r i n g a m a r r i a g e 
ceremony, one p a r t o f which i s a second b i r t h f o r h e r . 

A njan i s e q u a t i n g 'modern B e n g a l i s o c i e t y and a l l i t s 
i l l s ' w i t h a s t a g e p l a y . P e o p l e today a r e 'not r e a l 
p e o p l e , i . e . not r e a l B e n g a l i s ' , they a r e c h a r a c t e r s , 
they take on whatever i d e n t i t y they must. When the l e f t i s t 
p o s i t i o n takes o v e r , t h i s w i l l not be the c a s e . 

r 
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'Manimala' means a g a r l a n d o f p e a r l s o r a s t r i n g o f p e a r l s , 
'Mahamayabini' means someone who p r a c t i c e s the b l a c k a r t s 
or s o r c e r y . Malay i s a f r a i d t h a t Manimala may t e l l Mahesh 
the n a t u r e of the schemes they have been up t o , and n a t u r a l l y 
he does not want any r e p e r c u s s i o n s on t h a t b a s i s . 

T h i s i s a n o t h e r i n s t a n c e o f B h a i r o b s p e a k i n g t h r o u g h 
Mahesh's mouth. The drama i s a ' l o o k i n g - g l a s s w o r l d ' 
t h a t r e f l e c t s s o c i a l c r i t i c i s m , t h a t d e m y s t i f i e s the 
r e l a t i o n s h i p s t h a t become o b s c u r e d . He g i v e s a g r e a t 
d e a l o f power.to l i t e r a t u r e , c o n s i d e r i n g the number 
of p e o p l e who a r e s t i l l i l l i t e r a t e i n B e n g a l . I b e l i e v e 
he would extend h i s n o t i o n of l i t e r a t u r e t o i n c l u d e the 
p e r f o r m i n g a r t s as w e l l . 

ACT IV, SCENE IV — K a b i t a C o t t a g e 

T h i s scene wraps up the consequences of the c l i m a x . 
In t h i s scene we learn..6f Ivy and P r o j e s h ' s u n f a i t h f u l 
ness to the p e o p l e they a r e supposed to be a s s o c i a t e d 
w i t h ; the G h a t t e r j e e ' s l e a r n of K a l y a n ' s ' t r u e ' i d e n t i t y ; 
I v y rebukes her f a t h e r and h i s way of l i f e ; S h a n k a r 
n e a r l y goes mad. A l l o f t h i s i s the s e t - u p f o r the 
p l a y w i t h i n the p l a y , which f o l l o w s . 

T h i s s e t t i n g i s a g a i n a c o n t r a s t between the two f a m i l i e s . 
The women i n the p l a y a r e n e a r l y a l l 'good' p e o p l e 
now. Manimala has r e p e n t e d i n the l a s t scene, and h e r e 
i n K a b i t a C o t t a g e Ivy showsyher change of h e a r t . 

From B h a i r o b ' s p o i n t o f view' no t r u e r words were ever 
spoken'. The p l a y , even w i t h it's compression and i n t e n s i f i 
c a t i o n i s ' r e a l e r ' than 'modern everyday r e a l i t y ' , s i n c e 
the p l a y does l i f t the v e i l o f 'maya' and l a y bare the 
everyday attachments and s e n t i m e n t s w i t h t h e i r i l l u s o r y 
q u a l i t y . 

I.B. i s the I n t e l l i g e n c e Bureau. U s i n g i n i t i a l s to r e f e r 
to a g e n c i e s and p e o p l e seems v e r y common i n B e n g a l . 

'Gundas' are h o o l i g a n s . They were termed by the a u t h o r i t 
i e s i n B e ngal when/I was t h e r e as ' a n t i - s o c i a l elements'. 

The O r i e n t a l T h e a t r e i s a t h e a t r e i n N o r t h C a l c u t t a , t h a t 
i s open f o r h i r e by c l u b s and'.";organisations. 

'Sandesh' i s one o f t h e sweets f o r which B e n g a l i s famous. 
I t i s made from b o i l e d m i l k and sugar, and put i n t o p r e s s 
molds. I t i s f l a v o u r e d u s u a l l y w i t h cardamon. 



- 481 -

O l d e r B e n g a l i s f r e q u e n t l y w i l l go to Benares on 
p i l g r i m a g e s i V ~ a n d o c c a s i o n a l l y they go t h e r e to d i e . 
K h a s i (Benares i n B e n g a l i ) has an i m p o r t a n t r e l i g i o u s 
s i g n i f i c a n c e , , f o r a l l Hindus. 

Ivy has f i n a l l y seen through the p o s i t i o n she was i n , and 
i s now aware o f the wrong-headedness of h e r and h e r f a m i l y ' s 
former p o s i t i o n . C r y i n g i s i m p o r t a n t ; i t a s s u r e s t h a t 
p e o p l e r e t a i n a b a l a n c e . Ivy i s becoming ' c l o s e ' t o 
a 'good B e n g a l i g i r l ' now. 

P r o j e s h i s now u s i n g B e n g a l i , and he i s t r y i n g to b r i n g 
h i s f a t h e r back from madness by u s i n g the Language. 

Shankar i s b e h a v i n g l i k e he i s 'mad' but h i s madness b r i n g s 
him c l o s e r to r e a l i s i n g the ' t r u t h ' of the t h i n g s t h a t 
have been s a i d to him i n the p a s t . Laughing l o u d l y i s 
a s s o c i a t e d w i t h madness. Having h i s w o r l d c o l l a p s e 
around him and h i s judgement proven to be so f a l s e , 
Shankar h e a r s and a p p e a l s to the p e o p l e who are not 
t h e r e . I t f r i g h t e n s P r o j e s h , who t r i e s to b r i n g him 
to h i s s e n s e s . 

ACT V, SCENE I — The Stage a t the O r i e n t a l T h e a t re 

In f i v e a c t s we have come f u l l c i r c l e ; we a r e a g a i n 
w a t c h i n g the p l a y w i t h i n a p l a y and drawing even c l o s e r 
r e l a t i o n s h i p s between l i f e and drama. In t h i s scene 
Manjusha f i n i s h e s what she was unable to do i n the f i r s t 
scene; we have a p o t e n t i a l new drama. 

The s e t t i n g i s a s t a g e , l i k e the s t a g e 1 on which they 
are p l a y i n g . L i f e i s drama i s l i f e i s drama.... 

^ B h a r i o b makes another grammatical e r r o r - h e uses death i n 
s t e a d o f dead. 

Manjusha sees a c l o s u r e t o the j o u r n e y of her l i f e . Her 
l a u g h t e r i n d i c a t e s t h a t she may be g o i n g 'mad' a g a i n . 

Anjan, who a r r a n g e d the f i r s t performance of 'Panch P a i s e r 
P r i t h i b i ' i s now a b l e to c a n c e l i t s l a s t performance. 
Having the l a s t l i n e i n the p l a y c l i n c h e s h i s p o s i t i o n as 
h e r o . The communist, l e f t i s t Anjan, s u r v i v e s and w i l l go 
on to o r g a n i s e p e o p l e and r i g h t wrongs. 

They always say ' C u r t a i n ' a t t h e end, but they don't use 
one. 
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EPILOGUE 

I f i t be t r u e t h a t good wine needs 
no bush, ' t : \ i s t r u e t h a t a good p l a y 
needs no e p i l o g u e . Y e t to good wine 
they do use good bushes, and good p l a y s 
p r o ve b e t t e r by the h e l p of good ep
i l o g u e s . .. and , I am s u r e , as many as 
have good beards or good f a c e s or 
sweet b r e a t h s w i l l , f o r my k i n d o f f e r , 
when I make my c u r t s y , b i d me f a r e w e l l . 

As You L i k e I t 

file://'t:/is
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...That was a way o f p u t t i n g i t — n o t v e r y 
s a t i s f a c t o r y ; a p e r i p h r a s t i c study i n worn-out 
p o e t i c a l f a s h i o n , l e a v i n g one s t i l l w i t h the 
i n t o l e r a b l e w r e s t l e w i t h words and meanings... 
...each v e n t u r e i s a new b e g i n n i n g , a r a i d on 
the i n a r t i c u l a t e w i t h shabby equipment always 
d e t e r i o r a t i n g i n t h e g e n e r a l mess of i m p r e c i s i o n 
of f e e l i n g . 

T.S. E l i o t E a s t Coker 

T h i s t h e s i s , from the f i r s t b e g i n n i n g to t h i s p r e s e n t one, i s 

an attempt to p r e s e n t a t h e a t r i c a l form and t o e x p l o r e i t s o p e r a t i o n , 

meaning and s i g n i f i c a n c e . R e a l i s i n g the problems o f the t r a n s l a t i o n 

of meaning from one language and c u l t u r e to a n o t h e r and the problems i n 

h e r e n t i n the n a t u r e o f s e l e c t i n g some c u l t u r a l f e a t u r e s and elements as 

s i g n i f i c a n t , I c r e a t e a view o f th e c e n t r a l i t y of the j a t r a i n B e n g a l i 

l i f e and I e x p l o r e the i n t e r n a l o r d e r and c o n t r a d i c t i o n s of the j a t r a 

l i f e - s t y l e . J u s t as the j a t r a i s r e s i s t a n t to p r e s e n t a t i o n w i t h o u t more 

than l i p - s e r v i c e ( o r t y p e w r i t e r - s e r v i c e ' ) to i t s entanglement i n s o c i a l 

and c u l t u r a l l i f e , however, t h i s t h e s i s i s r e s i s t a n t to a n y t h i n g more 

than a vacuous summary or c o n c l u d i n g s t a t e m e n t — I have s a i d what I can 

say about the ,business a s p e c t of the j a t r a phenomenon. 

Throughout the document I t r y to 'meta-lyse' the j o u r n e y of the 

d e m y s t i f i c a t i o n o f a B e n g a l i n o t i o n o f r e a l i t y and a t the same time I f e e l 

i m p e l l e d to t r y to f i n d a 'metaphor' f o r the a n t h r o p o l o g i c a l j o u r n e y and 

quest f o r the d i s c o v e r y and e x p e r i e n c e of 'other c u l t u r a l r e a l i t i e s ' o r 

' i l l u s i o n s ' as they may be. Lewis C a r r o l l ' s i n t r e p i d 1 A l i c e and h e r 

j o u r n e y through a l o o k i n g - g l a s s w o r l d seems b o t h a c o n s t r u c t i v e and im

a g i n a t i v e p e r s o n a t i o n through which the a n t h r o p o l o g i c a l e n t e r p r i s e can 

be p l a c e d i n r e l i e f . An a n t h r o p o l o g i c a l s t a n c e , however m e t a p h o r i c a l l y 

c r e a t e d , t h a t i s c r i t i c a l o f b o t h i t s e l f and i t s p l a c e w i t h i n a c e r t a i n 
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c u l t u r a l t r a d i t i o n n e c e s s a r i l y becomes a p o t e n t i a l way o f moving out of 

one o f the main problems f a c i n g us n o w — b e i n g t r u l y a l i e n a t e d from a c t i o n 

and p e o p l e , a p e c u l i a r p o s i t i o n f o r a n t h r o p o l o g i s t s to f i n d themselves i n . 

Even though... 

. . . t h e r e i s as y e t o n l y one p o s s i b l e c h o i c e , and t h i s 
c h o i c e can bear o n l y on two e q u a l l y extreme methods: 
e i t h e r t o p o s i t a r e a l i t y which i s e n t i r e l y permeable 
to h i s t o r y , and i d e o l o g i z e ; o r , c o n v e r s e l y , to p o s i t 
a r e a l i t y which i s ultimately i m p e n e t r a b l e , i r r e d u c i b l e 
and, i n t h i s c a s e, p o e t i z e . 

The f a c t t h a t we cannot manage to a c h i e v e more 
than an u n s t a b l e grasp o f r e a l i t y d o u b t l e s s g i v e s the 
measure o f our p r e s e n t a l i e n a t i o n : we c o n s t a n t l y d r i f t 
between the o b j e c t and i t s d e m y s t i f i c a t i o n , p o w e r l e s s 
to r ender i t s wholeness. For i f we p e n e t r a t e the 
o b j e c t , we l i b e r a t e i t but we d e s t r o y i t ; and i f we 
acknowledge i t s f u l l w eight, we r e s p e c t i t , but we 
r e s t o r e i t to a s t a t e which i s s t i l l m y s t i f i e d . 
I t would seem t h a t we a r e condemned f o r some time 
y e t to always speak excessively about r e a l i t y . T h i s i s 
p r o b a b l y because i d e o l o g i s m and i t s o p p o s i t e a r e types 
o f b e h a v i o u r which are s t i l l m a g i c a l , t e r r o r i z e d , 
b l i n d e d and f a s c i n a t e d by the s p l i t i n the s o c i a l 
w o r l d . And y e t , t h i s i s what we must seek: a r e c o n 
c i l i a t i o n between r e a l i t y and men, between d e s c r i p t i o n 
and e x p l a n a t i o n , between o b j e c t and knowledge. 

(Barthes 1976: 158-9) 

<i I o f f e r t h i s Prolegomenon; a modest attempt a t r e c o n c i l i a t i o n and a p l a c e 

to b e g i n to u n d e r s t a n d the j a t r a o f West B e n g a l . 
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GLOSSARY 
of 

B e n g a l i Terms and Concepts 

T h i s g l o s s a r y i s p r e s e n t e d f o r t h e a i d o f p e o p l e not f a m i l i a r 
w i t h Bengal and t h e B e n g a l i language. G i v e n t h i s purpose, I have chosen 
to a l p h a b e t i s e the e n t r i e s i n a c c o r d a n c e w i t h t h e u s u a l E n g l i s h language 
c o n v e n t i o n s , r a t h e r than k e e p i n g i n consonance w i t h B e n g a l i phonemic 
d i s t i n c t i o n s . In p a r e n t h e s e s f o l l o w i n g most e n t r i e s i s a .reference to 
t h e s e c t i o n o f t h e t h e s i s where t h i s term r e c e i v e s f u l l e r t r e a t m e n t . 

abhineta(Part Four) an a c t o r 

abhinetiii'{^avt Four) an a c t r e s s 

abhinoy(Pro. P a r t Four) a c t i n g 

adhikavi(Parts One,Four)the p e r s o n who h o l d s the t r a d i t i o n o f the j a t r a 
f r e q u e n t l y the l e a d a c t & r o f p r o d u c t i o n manager. 

akar(¥art S i x ) " the second a c t o f a j a t r a p a l a , i t s shape o r 
form b e g i n n i n g . 

anata/anjoli(Part Two) o b e s i a n c e to a god o r goddess 

angikajCPart Four) g e s t u r a l a c t i n g 

art/za ( P a r t s One,Two) money, p o l i t i c a l economy, and meaning 
asara(Part One) t h e a r e n a o r f i e l d f o r j a t r a performances 

babu(?art Two) 

bandhu(¥art Two) 

Baul(Part F i v e ) 

bhaktii?art One) 

bhavataka(Part Two) 

bideshi(Prologue) 

£>ij'/bichi ( E a r t S i x ) 

M r ( P a r t F i v e ) 

biri/wala(Part Two) 

bolaCPart One) 

byakhyana(Part One) 

byabsha(Part Two) 

a word t h a t r e f e r s t o a?.clerk o r member o f the 
b o u r g e o i s e — a l s o a term p l a c e d a t the end o f 
a person's name to i n d i c a t e r e s p e c t . 

f r i e n d , i n i t s most i n t i m a t e sense 

a nomadic r e l i g i o u s mendicant, a m y s t i c s i n g e r 
o f t h e t r a n s c e n d e n t a l t r u t h s . 

d e v o t i o n a l i s m , p a r t i c u l a r a k i n d o f d e v o t i o n t h a t 
i s exhuberant and a c h i e v e d through s i n g i n g and 
movement. 

r e n t o r a r e n t a l f e e f o r a j a t r a o f f i c e 

f o r e i g n e r 

t h e f i r s t a c t o f a j a t r a p l a y , i t s seed, 

a hero 

a l o c a l h a n d - r o l l e d 1 r a w tobacco c i g a r e t t e , and i t s 
s a l e s p e r s o n . 

a word t h a t i n i t s v a r i o u s forms r e f e r s to s p e a k i n g 
o r speech. 

i n t e r p r e t a t i o n 

a c t i v i t i e s , f o r example b u s i n e s s a c t i v i t y 



byapar(Part Two) 

ehakwi ( P r o l o g u e ) 

ohakure(Part Two) 

cha/wala(Part Two) 

ahomotkar(P'art Three) 

shuktikaraka(Part Two) 

efei/ct£pat2 ,o(Part Two) 

dada(Part Two) 

daZ(Part Two) 

daZ-aZ(Part Two) 

desk(Part S i x ) 

dharma(Par t s One,Five) 

didi(Part Two) 

drishakCPaxt Two) 

aad£(Part Two) 

g-ati(Part One) 

gayiak(Part One) 

golik ( P a r t Four) 

goipo,jjPart S i x ) 

gondagaI(Part Two) 

gunda(Part Two) 

auz>u/ia(Part One) 

hashya(Part Four) 

ijaradar(Part Two) 

ishta debataC? art Two) 
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e v e n t s and a c t i v i t i e s , f o r . example^business 

j o b o r o c c u p a t i o n , work 

worker,-or one who i s employed 

t e a and a t e a s a l e s p e r s o n 

w o n d e r f u l , a word f r e q u e n t l y used by a u d i e n c e 
members to i n d i c a t e a p p r e c i a t i o n o f d e l i v e r y ' 
of l i n e s i n a j a t r a p l a y . 

l i c e n s e , r e g i s t r a t i o n " o f the r i g h t to p e r f o r m 

c o n t r a c t , l e g a l agreement f o r a performance 

o l d e r b r o t h e r , s h o r t e n e d to da on the end of 
a p e r s o n a l name. 

a p a r t y , i n t h i s c ase a j a t r a p a r t y 

a middleman o r b r o k e r , a r r a n g e r o f performances 

c o u n t r y o r r e g i o n — a s p a t i a l r e f e r e n t 

c o r r e c t a c t i o n , d u t i e s o f a p a r t i c u l a r s t a t i o n i n 
l i f e . 

o l d e r s i s t e r , s h o r t e n e d to d i on the end o f 
p e r s o n a l name. 

s p e c t a t o r s a t a j a t r a performance 

a j a t r a o f f i c e , l i t e r a l l y a m a t t r e s s 

a word t h a t i n i t s v a r i o u s forms r e f e r s to m otion 

the s i n g e r i n a j a t r a p l a y ; 

a c t i n g through u s i n g t h e v o i c e 

s t o r y o r j a t r a book 

t r o u b l e , a d i s r u p t i o n i n what i s 'normal' 

h o o l i g a n o r a n t i - s o c i a l elements 

t e a c h e r , s p i r i t u a l l e a d e r , t e a c h i n g master 

t h e comic c h a r a c t e r i n a j a t r a 

l e s s e e o f a j a t r a p a r t y 

p e r s o n a l d e i t y o r p r o t e c t o r / r e s s 

jaZpani(Part Two) money g i v e n i n l i e u o f f o o d 

jama-kharaehaiV'art Two) cash i n t a k e and e x p e n d i t u r e s , c r e d i t s and d e b i t s 

jamindar(Part F i v e ) a t r a d i t i o n a l l a n d l o r d 



jat£(Part Two) 

jur£(Part F i v e ) 
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c a s t e and/or s u b - c a s t e 

cymbals 

Kabi(Prologue) 

Kabiwala(Part F i v e ) 

hat boishaki(Part Two) 

Kali(Parts One,Five) 

kalpanik(Part S i x ) 

kalo nay ak(? art Four) 

kanda(Part S i x ) 

kaj(Prologue) 

karaXPrologue) 

fozt?za(Part One) 

Kathakata(Part F i v e ) 

khol(Part F i v e ) 

kirtan(Part F i v e ) 

Krishna(Parts One,Five) 

poet 

one s k i l l e d i n t h e a r t o f p o e t i c d u e l i n g 

sudden, pre-monsoon storms 

the p r i m a r y mother goddess o f B e n g a l ; t h e goddess 
o f c r e a t i o n and d e s t r u c t i o n 

i maginary-—one of t h e c l a s s i f i c a t i o n o f j a t r a 
p l a y s 

t h e a n t a g o n i s t i n a j a t r a p l a y - b l a c k hero 

the t h i r d a c t o f a j a t r a p l a y , t h e t r u n k 

work : 

a word t h a t i n i t s v a r i o u s forms r e f e r s t o d o i n g 
or m a k i n g — a c t i o n . 

word, 

performer, and performance o f t r a d i t i o n a l s t o r i e s 

a drum used i n k i r t a n s i n g i n g 

d e v o t i o n a l s i n g i n g , songs i n p r a i s e o f K r i s h n a 

the p r i m a r y l o v e r god o f B e n g a l ; the god who i n 
Bengal i s t h e paramount l o v e r as w e l l as s i n g e r , 
dancer and p l a y e r . F o r some B e n g a l i s he and 
C h a i t a n y a , t h e p u t a t i v e f o u n d e r o f j a t r a , a r e t h e 
same. 

labhC? art Two) 

lekha(Vart One) 

££Za(Part One) 

p r o f i t o r monetary g a i n 

a word t h a t i n i t s v a r i o u s forms r e f e r s t o w r i t i n g 

s p o r t o r p l a y , p a r t i c u l a r l y 1 o f the gods 

malik(¥art Two) 

manchoC? art One) 

mastans(Part S i x ) 

maya(Parts One,Five) 

me la(Part F i v e ) 

mishti dhoi(Part Two) 

mohina/betana(Part Two) 

moksha(Parts One,Five) 

mot dena(Part Two) 

an owner of a j a t r a p a r t y 

a j a t r a s t a g e , o r any s t a g e o r p l a t f o r m 

h o o l i g a n s , l i k e gundas b u t w i t h h i d d e n goodness 

i l l u s i o n , attachment, s e n t i m e n t , a shroud 

a r u r a l f a i r , o c c a s i o n f o r p e r i p a t e t i c performances 

a c a r m e l i s e d sweetened y o g u r t 

s a l a r y or wages 

r e l e a s e from r e b i r t h , r e l e a s e i n t o the cosmos 
as w e l l as b l o o d - l e t t i n g 

c o n t r a c t u a l term f o r t o t a l c o s t s 



mot pharana(Part Two) 

mritya(?art One) 

mukulCPart S i x ) 

murthi(Part Two) 

natdk(Part S i x ) ; 

nayak(Part,Four) 

nritya(Part Two) 

pa/c?ca(Part Three) 

pala/kar(Parts One,Six) 

palla(Part Three) 

PanoTnahi ( P a r t Five)_ 

panjika(Part Two) 

p a r a ( P a r t Two) 

parichalak/na(Part One) 

: .pesha(Prologue) 

peshadar(Part Two) 

phul(¥art S i x ) 

pvakriti(Prologue) 

pran/jibon(Part One) 

pr£s£7zapasfra/c(Part Two) 

puja(Part Two) 

pukur(Part Two) 

raga/inis(Prologue) 

r a s a ( P a r t Three) 

r u p a ( P a r t One) 

s a j ghor(Yart One) 

sakti(Part One) 

sam a j i f c ( P a r t S i x ) 

sangi(Part Two) 

sans krit£(Prolo gue) 
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c o n t r a c t u a l term f o r t o t a l c o s t s 

d e ath 

the f o u r t h a c t o f a j a t r a p l a y , the blossom 

an image, manufactured f o r w o r s h i p ceremonies 

a p l a y 

a hero .or t h e p r o t a g o n i s t i n a j a t r a p l a y 

dance and t h e dancers i n a j a t r a p a r t y 

r i p e , p r e s t i g i o u s and r e f i n e d 

a j a t r a p l a y and the j a t r a p l a y w r i g h t 

payment g i v e n t o a good p e r f o r m e r by p i n n i n g money 
to h i s / h e r costume 

a performance o f t r a d i t i o n a l r e l i g i o u s s t o r i e s 

an almanac c o n s u l t e d f o r p r o p i t i o u s days and 
b e f o r e t r a v e l 

p a r t o r s e c t i o n , r e f e r s t o t h e j a t r a s e c t i o n 
o f C a l c u t t a 

t h e d i r e c t o r o f a j a t r a p l a y , o f t e n a l s o t h e 
l e a d a c t o r . 

j o b , p r o f e s s i o n , o r o c c u p a t i o n 

p r o f e s s i o n a l , i n t h i s case the p r o f e s s i o n a l j a t r a 

the f i f t h a c t of a j a t r a p l a y , the r i p e f r u i t 

p r i m a l energy and m a t t e r 

l i f e 

b a c k e r , a n g e l , or p a t r o n o f the j a t r a 

w o rship ceremony f o r gods and goddesses 

l o c a l , r u r a l pond o f m u l t i p u r p o s e water 

m u s i c a l s c a l e s a t the r o o t o f c o m p o s i t i o n s 

t h e b a s i s o f I n d i a n A e s t h e t i c Theory, t a s t e s and 
moods o r s t a t e s o f a p p r e c i a t i o n 

a word t h a t i n i t s v a r i o u s forms r e f e r s t o form, 
shape,'appearance, symbol, metaphor, and costumer 

the green room, d r e s s i n g room f o r a c t o r s / r e s s e s 

power ' 
i 

one o f the types o f j a t r a p l a y s , t h e s o c i a l p l a y 

a s s o c i a t e 

p r i m a l s t r u c t u r e , c u l t u r e 



shraban(~Part Three) 

shantik(Part Two) 

shashan(Part Two) 

shi.ksha'.^B.ax.t Two) 

shilpi(J?axt One) 

slwotimanddl'i(P'art Two) sponsors 

sian(PartsGQne,Two) p l a c e 
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a n o t h e r word f o r the s p e c t a t o r s o r a u d i e n c e 

p e a c e f u l 

management 
a word t h a t i n i t s v a r i o u s forms r e f e r s to l e a r n 
i n g and studentdom 

a r t i s t , i n t h i s case a j a t r a a r t i s t 

uuomana(Part Two) 

utpadan/no(Part F i v e ) 

upadeshCPart S i x ) 

c r e d i t o r s 

i n t e r p r e t a t i o n s and meanings 

m o r a l s 

vivek(Paxt Four) c o n s c i e n c e , i n t h i s case a j a t r a c h a r a c t e r who 
i s the e x t e r n a l i s a t i o n of c o n s c i e n c e 
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