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vuqokn % vFkZ vkSj egRo

vuqokn % vFkZ vkSj Lo:i
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Translation

Trans Lation 

Trans Lation

Translation

(Translation) 
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vuqokn dh izklafxdrk
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lkaLÑfrd lapj.k vkSj vuqokn
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Hkkf"kd lsrq ca/ku dk bathfu;j % vuqoknd
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‘Translators are after all the most
cosmpolitan among the citizens of the Republic of Letters; their absence
from the scene or their presence in a too limited number, may mean that
the literary tradition will rest all too easily within the Chinese wall it has
erected around itself. By denying itself a look beyond that wall, a literature
is bound to die of slow exhaustion, or, as Goethe Said, of self-boredom.’1
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lanHkZ
1. The Added Artificer (Renato Poggioli) in On Translation (Ed. Reuben A.

Brower), Harvard University Press, Cambridge, 1959.
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okf.kfT;d vuqokn
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okf.kfT;d vuqokn dk Lo:i
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okf.kfT;d vuqokn dh leL;k,¡

1- vFkZ ds vuFkZ dh leL;k

Negotiable instrument Preference

share Banking Principle Bucket shop Bull regging
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fof'k"V vfHkO;fDr vFkZ dk vuFkZ
Bad debts

Drawings

Frozen credit

Forward business

Easy money

Proforma invoice

Protected bull

Lay days

Upset price

Settlement day

izLrkfor vuqokn ,oa fufgr vFkZ

2- Hkk"kk dh lgtrk ,oa cks/kxE;rk dh leL;k
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(structure)

ewy okD;
Use cage for writing the amount.
Check cypher sheets.
Tendency of concentrating wealth.
Return of cheque through oversight.
Daily calling out of entries.

lkekU; vuqokn
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izLrkfor vuqokn

3- laf{kIrk{kjkas dh leL;k

vaxzsth 'kCn laf{kIrk{kj fganh i;kZ;
Appendix App.
Against all risks A.R.
Cash on Delivery C.O.D.
Cash Credit C/C
Consular Invoice Con.Inv.
Dead weight D/W
Debtor Dr.
Day Book D/B
Days after acceptance D/A
Railway Receipt R/R

4- 'kCnkoyh dh leL;k
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vaxzsth 'kCn fganh lerqY; fyI;arfjr 'kCn
Overdraft
Bonus
Cross Rate
Security
Underwriter
Turnover
Preference Share
Counter foil
Premium
Voucher

5- 'kCnkoyh esa vusd:irk dh leL;k

vaxzsth 'kCn fganh i;kZ;
Chief
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Chart
Statutory
Clearance
Security
Initials

6- fyI;arj.k dh leL;k

Bank
Cheque America
October

Shampoo Europe
Doctor George Bush

Bazaar
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7- fganh dh izd`fr ds vuqdwy 'kCnkoyh dh vko';drk

ewy okD;ka'k lkekU; vuqokn  izLrkfor vuqokn
In order of merit
As far as practicable
In course of time
According to one’s Ability
On compassionate grounds
Void of common sense

fu"d"kZ
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oSKkfud lkfgR; dk vuqokn

(Physics) (Chemistry) (Botany)
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(Zoology) (Geology) (Engineering) (Technol-

ogy) (Medical Science)

(Biochemistry) (Astro-

physics) (Biotechnology) (Geobotany)

(Geophysics)

(Philosophy)

(Psychology) (Economics)

(Humanities)

foKku vkSj mldh Hkk"kk dk oSf'k"V~;

(semantic

system)

H2O
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oSKkfud lkfgR; ds vuqokn dh leL;k,¡
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ewy ikB
The World Health Organisation has defined drug dependence as a state
of psychic (mental) or physical (bodily) dependence or both, on a drug
arising in a person following administration of that on a periodic or a
continous basis. Drug dependence can be substituted for addiction since
it covers all the drugs which give rise to a desire or need for repeated
administration.

vuwfnr ikB

la'kksf/kr ikB

Health is Wealth

ewy ikB
When the steam pushes the piston, some kinetic energy of the water
molecules will be transferred to the piston and the crankshaft attached
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to it and consequently, they are set into motion. The steam expands
and loses some of its heat energy. As a result, it condenses into water.
The piston is than pushed back into the cylinder. Fresh hot steam is
again introduced into the cylinder after letting out the condensed water.
The fresh steam again pushes the piston out and the cycle is repeated.
When the piston is pushed out by the ‘expanding steam’, it is called
the expansion stroke. When the piston moves back pushing out
condensed steam, it is called the ‘exhaust stroke’.

vuwfnr ikB

‘In the preparation of plant material for human
consumption, we eliminate most of the cellulose in the woodly portions’.

‘woodly portions’ 

similary

bees wake up very quickly in the light wake up

H2O 

H2SO4 Nacl Fe

CO2 

Zn + H2SO = ZnSO4 + H2 
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(ZnSo4)

(H2) 

(x + y)2 = x2 + y2 + 2xy. 

a equals bc ‘bc a’ 

a, bc 

A rod is resting against a sphere placed on a rough

table 

rest 



(Symbols)

(Genetics) X-Chromosome

Y-Chromosome X-

Y-
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(diagram)

input output 

Reaction
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Silver fish 
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Renal colic

Kidney trouble 

Anaemia 

Dyspepsia Diarrhoea 

Typhoid

(Na2 B4 O7 IO H2O),

(KMnO4), (CaO)

Poison, Venom Toxin

Poison 

Venom 

Toxin

Venom Toxin

fu"d"kZ
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Safdar Imam Umrani

Role of Adaptation in the
World of Cinema

(with special reference to Omkara: Vishal Bhardwaj’s

Hindi Adaptation of Othello)

Adaptation is a form of translation. It refers to the changes that are
introduced in a text while taking up the change over from one genre into
another i.e. from novel into film, drama into film, comic books into films etc.
An adaptation basically takes the ideas of the original text and rewrites them
in a completely new way. The original text may be altered somewhat to
appeal more to a new audience (i.e. different class or age group for example)
or it may be placed in a different setting. While adapting a text one can
choose to forgo literal meaning in favour of conveying a particular message
or emotion, if one or the other is considered more important to the individual
situation.

Now-a-days the art of adaptation i.e., Film Adaptation is being used
by a number of film makers in the field of cinema. Film adaptation is the
transfer of a written work to a feature film. A common form of film adaptation
is the use of a novel, but film adaptation includes the use of non-fiction,
autobiography, comic book scriptures, plays and even other films too. From
the earliest days of cinema, adaptation has been nearly as common as the
development of original screenplays. For the most part, these adaptations
attempt either to appeal to an existing commercial audience (the adaptation
of the best sellers and the “prestige” adaptation of works) or to tap into the
innovation and novelty of a less well known author.

In Hollywood there are a number of instances of adaptations of various
genres of literature being made into films e.g. Michael Crichton’s novel
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“Jurassic park” was turned by Steven Spielberg  into one of the highest
grossing films of all time, Francis Ford Copolla adapted Mario Puzo’s novel
“The Godfather” into one of the greatest movies in the history of cinema,
Margaret Mitchell’s novel “Gone With The Wind” was made into an academy
award winner movie by Victor Fleming and these movies are regarded as
the classic Hollywood movies. Besides all these classics, great films have
been made on the novels like ‘Alice in Wonderland’, ‘Catch 22’, ‘The Jungle
Book’, ‘Pride and Prejudice’, ‘To Kill a Mocking Bird’, ‘No Country for Old
Men’, ‘The Namesake’, ‘Wuthering Heights’, ‘Twilight’, ‘Shutter Island’,
‘Harry Porter Series’, ‘Q and A’, ‘127 Hours’, and the list continues.
Filmmakers sometimes use plays as their sources too. William
Shakespeare has been called as the most popular screenwriter in
Hollywood. Not only there are film versions of almost all the Shakespeare’s
plays, but there are multiple versions of many of them, for instances
‘Macbeth’, ‘Othello’, ‘Hamlet’ and ‘Henry’4.

In Bollywood too, the world famous literary works of the Bard of Avon
have for decades inspired Bollywood films. Adapting Shakespeare’s work
to Indian ethos is the latest trend. The critically acclaimed movie “Maqbool”
directed by Vishal Bhardwaj was inspired from “Macbeth”. Another movie
based on “Othello” named “Omkara” with the bad lands of Uttar Pradesh
as background was made by the same director. Vishal Bhardwaj is not the
first one to adapt Shakespeare. Vidhu Vinod Chopra’s “Eklavya” is said to
be an Indian period interpretation of “Hamlet”. The prolific writer has been
adapted earlier to Bollywood productions. Some Bollywood blockbusters,
including “Qayamat se Qayamat Tak”, were said to be inspired by “Romeo
and Juliet”. Likewise Gulzar’s critically acclaimed film “Angoor” was based
on the “Comedy of Errors”.

In the past, many Bollywood filmmakers have made films inspired by
books. This includes Satyajit Ray’s “Apu Trilogy” based on Bibhutibhushan
Bandhopadhyay’s books, which was named among 100 best films in the
world by “Time” magazine. As many as 17 Saratchandra Chattopadhyay’s
novels have been adapted into Hindi and Bengali films. Similarly
Premchand’s novels ‘Shatranj ke Khiladi’, ‘Sadgati’, ‘Gaban’, ‘Godan’ and
‘Heera Moti’ have been made into good films. R. K Narayan’s novel “The
Guide” was made into a highly successful film named “Guide”. The trend
of adapting various genres of literature restarted when the Hindi film trade
reaped rich dividends from Saratchandra Chattopadhay’s “Devdas”. The
global acclaim for the adapted version of Rabindranath Tagore’s “Choker
Bali” and the critical thumbs up to the Saratchandra Chattopadhya’s
“Parineeta : The Married Woman” has reaffirmed the directors’ faith in



 % 43

sourcing from literature. In fact the dearth of good scripts coupled with the
audiences’ raised expectations is the most fundamental reason for the trend
to go back to the books. In addition to the above mentioned films, Pinjar,
Maqbool, Black Friday, 1918 Benares: a love story, Sahib Biwi aur Gulam,
Paheli, The Blue Umbrella, 7 Khoon Maaf, Raincoat, The Last Lear,
Umraojaan, Aisha, Hello, Dev D, 3 Idiots etc. are films adapted from books.
Sanjay Leela Bhansali’s “Saawariya” too was based on Dostoevsky’s novel
“White Nights”and  even Ashutosh Gowariker’s “What’s Your Rashee” is
based on Madhu Raye’s novel “Kimball Ravenswood”.

In Hollywood, there are future film projects which are based on the
literary works like ‘One for the money’, ‘The Lorax’, ‘The Hunger Games’,
‘The Lucky One’, ‘Abraham Lincoln: Vampire Hunter’, ‘Life of Pi’, ‘Trishna’
and ‘Lord of the Rings: The Hobbit’ authored by Janet Evanovich, Dr. Seuss,
Suzanne Collins, Nicholas Sparks, Seth Grahame Smith, Yann Martel,
Thomas Hardy and Stephinie Meyer respectively. In Bollywood too there
are future film projects based on the literary works like ‘2 States’, ‘The Monk
who sold his Ferrari’, ‘Little Women’, and ‘The Immortals of Meluha’ written
by Chetan Bhagat, Robin Sharma, Louisa May Alcott and Amish Tripathi
respectively.

Despite of the fact that the art of adaptation is in common practice
in the field of cinema and is widely used by the filmmakers as discussed
above, yet there is a common presumption that “The book is always better
than the movie”. This presumption is widespread but it is less critical
determination than a personal bias. A movie based on a literary source is
often seen as a secondary work and, consequently, of second value. It is
considered as a derivative work. It is a well-known fact that literature,
generally, still occupies a more privileged position in the cultural hierarchy
than movies do; and readers often have a proprietary attitude towards the
book, an attitude that influences their reception of a film based on it. They
often are disappointed when the movie does not match their concept of what
they have read, not realizing that reading, itself, is  an act of translation.
Readers translate words into images and form strong, private, often vivid
impressions of what it all means; words become translated into emotional
experiences. When a film does not match with the reader’s ideas, images,
interpretations – even simple recall-of the book, the movie is deemed as
deficient and disappointing, spawning the general impression that the movie
just never is as good.

But this is not very true; sometimes the film is a flawed translation
of the literature e.g. Teesri Kasam, What’s your Rashee, Hello etc., but
often the movie is arguably as good as book e.g. Maqbool, 7 Khoon Maaf,
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Omkara etc., and on occasion even arguably better e.g. Devdas, The God
father, Guide etc.

The first step in exploring the merits of literature based films is to see
them as translations of the source material and to understand the difference
between “adaptation” and “translation”. While literature based films are often,
customarily and understandably, referred to as adaptations, the term “to
adapt” means to alter the structure or function of an entity so that it is better
fitted to survive and multiply in its new environment. To adapt is to move
that same entity into a new environment. In the process of adaptation, the
same substantive entity, which entered the process, exists, even as it
undergoes modification - sometimes radical mutation - in its efforts to
accommodate itself into its new environment.

“To translate”, in contrast to “to adapt”, is to move a text from one
language to another. It is a process of language, not a process of survival
and generation. Through the process of translation a fully new text – a
materially different entity – is made, one that simultaneously has a strong
relationship with its original source, yet it is fully independent from it. In
simple words one is able to read and to appreciate the translation without
reading the original source. If one thinks of a literature-based film as a
translation one will come to see that the filmmakers are moving the
languages of literature-made up of words into the language of film. In doing
so, they make choices from within film’s syntax and vocabulary.

To think of a literature-based film as a translation of the original text
is to understand that:
(1) Every act of translation is simultaneously an act of interpretation.
(2) Through the process of translation, a new text emerges – a unique

entity – not a mutation of the original matter, but a fully new work,
which, in form and in function, is independent from its literary source.

(3) Film translations of literature face the same challenges, dilemmas,
interpretative choices, and responsibilities that any translator must
face.
In short, in assessing the merits of any translation, faithfulness to the

source text is the virtue most frequently requested, the quality most valued.
However, the issue of faithfulness is a complex one. A translation cannot
simultaneously replicate the resonating beauty of the language and its word
for word meaning. The matter is further complicated by filmmaker and
theorist Jean Luc Godard’s position that originality is inevitable in all
cinematic translations of literature. For Godard, an insistence on a
filmmaker’s fidelity to the literary source is based on a false assumption,
i.e. that there is a core, stable text which the film can steadfastly translate,
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instead of, as he believes, an infinite number ways of readings of any work.
For Godard, originality invariably enters the moment someone begins
reading the literature: and the unavoidably original way in which one reads
a text affects how one translates the work into film.

There is a hierarchy of purpose and intent within the dynamics of
translating. In the large and small decisions that attend the work of
translating, each individual translator must determine what is most crucial,
what is of secondary importance, and what is of least importance? Much
like linguistic translations of literature, film translations are predicated on
a hierarchy of purpose. Translators of literature into film confront the same
hierarchy of purpose that all translators come up against. However, film more
overtly – more boldly, perhaps – announces its translator’s agenda.

Many film theorists have classified film translations of literature into
any number of modes and practices. The antecedents of such attempts are
in literary theory, the most pronounced of which is John Dryden’s
categorising translations into three types: line-by-line, paraphrasing, and
imitation. Film theorists and writers as diverse as, Andre Bazin, Geoffrey
Wagner, Dudley Andrew, and Louis Gianetti have written on the means and
categorical modes by which literature is “adapted” to the screen.

Thus, while the first step in exploring the merits of literature-based films
is to see them as translations of the source text, the second step is to
understand that there are different, basic translation modes adopted by
filmmakers whose source material is a literary text.

Similar to Dryden’s categories, this text asserts that film fundamentally
translates literature in three distinctive values, aims and ambitions, and each
regards different features of the source text as most vital to preserve when
translating the literature into film. These three translation modes are:
(1) literal translation which reproduces the plot and all its attending

details as closely as possible to the letter of the book
(2) traditional translation which maintains that overall traits of the book

(its plot, settings, and stylistic conventions) but revamps particular
details in those particular ways that the filmmakers see as necessary
and fitting

(3) radical translation which reshapes the book in extreme and
revolutionary ways both as a means of interpreting the literature and
of making the film a more fully independent work.
In assessing the merits of a literature-based film, an understanding of

the three different translation modes is crucial because any evaluation must
take into account the mode used in the making the film. It is an inappropriate
for example, for a radical or traditional translation of a literal standard
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(Hey…That’s wrong! In the book she had blonde hair!). A working knowledge
of these three types film translation is significant also because each of us
needs to be aware of the biases – the intolerances and preferences – that
we may have for one translation mode over another, as these biases could
affect our appraisal of film’s merits and deficiencies. Each of us needs to
realize that no translation can transcribe every feature of the source text
and that a hierarchy of values operates within any translation, including film
translations of literature.

While the three translation modes occupy distinct categories, it is not
unusual for a film to incorporate a combination of these approaches, for
example, to include a radical sequence. However, the overall manner of any
film translation of literature is predominantly accomplished in one of these
three distinctive ways.

Omakara as an Adaptations of Shakespeare’s Othello

Cast and Characters of Omkara:
Actor Character in the Movie Character in the Play
Ajay Devgan Omkara ‘Omi’ Shukla Othello
Kareena Kapoor Dolly Mishra Desdemona
Saif Ali Khan Ishwar ‘Langda’ Tyagi ago
Vivek Oberai Keshav ‘Kesu Firangi’ Upadhyaya Cassio
Bipasha Basu Billo Chamanbahar Bianca
Konkana Sen ndu Emilia
Deepak Dobriyal Rajan ’Rajju’ Tiwari Roderigo
Naseerudin Shah Bhaisaab Duke of Venice

“Omkara” is an Indian adaptation of Shakespeare’s classic play
“Othello” co-written and directed by Vishal Bhardwaj. Omkara is a “traditional
translation” of Othello to, the violent world of rural Indian politics. The beauty
of the adapted version lies in the fact that Omkara’s characters are given
names that either begins with the same letter as the original ones, or sounds
like those names. The names orient the viewer into regional and caste
identities of characters.

The tragedy of Othello, and hence the plot is quite familiar to most
of the people round the globe. In Omkara, Bhardwaj stays true to the
essential elements of the story i.e. morality, faith, doubt, love, betrayal,
jealousy and deception, but transplants the action from Venice and Cyprus
to a rural town of Uttar Pradesh in India. Instead of a dark and alienated
Moorish general among Italians, Othello is now Omkara, a half-caste
gangster in the employ of the local leader/parliamentary candidate Bhai-
saab. In the riveting opening sequence, Omkara’s men break up the wedding
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of his beloved Dolly to the hapless Rajju, and then face a tense gunpoint
confrontation with Dolly’s angry father. Though Omkara and Dolly are truly
in love, he is stung by the parting words of her bitter father, which echo
Shakespeare’s “Look to her, Moor, if thou hast eyes to see: She has
deceived her father, and may thee” (Othello, I, iii).

Meanwhile, as Omkara’s status rises in the wake of Bhaisaab’s release
from prison, he must choose a replacement leader from among his
lieutenants. Portentously, he elevates carefree student-leader Kesu over
hardened brigand Langda. Langda is not pleased, and hatches a nefarious
scheme to turn Omkara against Kesu and Dolly by convincing him that they
are having an affair. Omkara, though a fierce warrior, is not experienced in
love and, as in the original play, ill-served by his ability to judge character.
Langda weaves a web of trickery, enlisting the unwitting aid of Kesu and
his lover, the dancer Billo, Rajju, and Dolly, as well as his own wife Indu.
While some minor characters suffer different fates, the essential elements
of the original story are all intact as the plot moves to its preordained
conclusion.

The film Omkara, in its adaptation of Shakespeare’s Othello remains
true to the play while also changing many aspects to create the differences
between the two. One of the ways in which Omkara departs from Othello
is through deliberately taking ago, the evil character in Othello, and
transforming him into the more human, and less villainous, character of
Langda. Bhardwaj achieves this in two ways. One is by creating certain
scenes in the film, which allow the audience to sympathize with Langda
or at least understand his view points. Another is by removing or muting
many aspects, which show up in Othello, which portray ago as a cunning
scheming villain.

The other major changes done in the adapted version is that Bhardwaj
transforms its main protagonist Omkara into a God father type character
belonging to the crime genre that dominates the Bollywood scenario now.
Bhardwaj replaces the issue of “race” of the original work in his adaptation
with the other kinds of issues that mark the contemporary post-colonial
milieu in India: problems and crime related to caste warfare and the violence
against women that remains at the centre of these crimes, along with
lawlessness, clan rivalry, and political deceit. He intentionally does this
replacement in order to make the Shakespearean play speak for India’s local
ethos.

Another major change done by the Director in the film is that he
replaces the object of doubt, rage and jealousy in the original i.e. the
handkerchief, which Othello gives to Desdemona as a token of love, with
a large-waist ornament, called kamarbandh which plays an important part
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in the plot, as  evidence of Dolly’s infidelity. This change has been done
deliberately in order to suit the film’s setting and to establish the ornament’s
association with the culture, customs and practices of the area in which
the story has been set up.

In addition to the above mentioned major changes done in the film,
many other minor changes have been made in the adapted version. These
changes have been done in order to associate and link the characters with
the cultural milieu of the area where the film has been set up.
Conclusion:

In conclusion, I would say that the filmmakers all over the world use
the art of adaptation for making films and it is in very common practice now-
a-days. Hundreds of the movies released every year throughout the world
are adaptations of the literary works. In today’s era of globalization the
importance of translation is increasing day by day. As adaptation is a form
of translation, therefore, its relevance and importance is simultaneously
rising too. The scholars associated directly or indirectly in the act of
translation must bear the fact in their minds that the field of translation as
well as adaptation has ample opportunities, which have not been explored
yet, but they need to be explored.
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fo/ks;dksa dk fganh vuqokn

fo/ks;dksa dk fganh vuqokn
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fo/ks;d dh vuqokn izfØ;k

1- foèks;d dk iBu rFkk cksèk

2- fganh vuwfnr foèks;d dk izk:i rFkk LFkku izcaèk] ewy ¼vaxzzsth½ foèks;d ds izk:i
vuqlkj jgs
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3- lHkh fo/ks;d esa izk;% feyrs&tqyrs va'kksa dk vuqokn

4- fo/ks;d ds eq[; Hkkx dk vuqokn

5- vk¡dM+ksa dk lqfu'p;u
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6- lok±xiw.kZrk dk lqfuf'p;u

7- tk¡p fcanq
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dks'kdkj ifjp;

dks'kdkj MkW- j?kqohj
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Secretary

Additional Secretary

Deputy Secretary

Under Secretary

Registration

Parliament

Legislative assembly

Argentums

Cuprum

Palma

Stannum

Stibium

Boron

Cartoon

Zine

Silicon

‘An’ ‘a’ 

Anlydride

+ 

'Anti' 

Antioxidant + 'Hypo' 
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'Hypochlonite' 'Super' 

'Supereated' 

Ampelidere
Rutaneear
Magnoliaeear
Santalaeear
Zygophgllacear

Order
Genus
Family
Sub family

Order Anseres
Family Antiad
Sub Family Anserinal
Genus Anser
Anser crythopus

Hefrophasa
Batreacho
Certhia
Zosterope
Panther

Ovis
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Rhinoeeros

Anthnrmoepha

Megoderma

Jetracersus

Palm Civets

Cervis

Cervalus

Phystacocoeti

Odrntocietc
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fganh Hkk"kk ds fodkl eas ch-ch-lh- dk ;ksxnku

ch-ch-lh- dh i`"BHkwfe
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(This is what we do)

(Nation shall speak UN to Nation)

ch-ch-lh- fganh lsok
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fganh Hkk"kk ds fodkl esa ch-ch-lh- i=kdkjksa dk ;ksxnku
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ch-ch-lh- ds le{k ubZ pqukSfr;k¡ ,oa muds laHkkfor mik;
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fu"d"kZ



lanHkZ
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vuqokn dh O;kfIr esa jkliapk/;k;h
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vuqokn ewY;kadu ds fud"k ij ^vNwr* miU;kl
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“They think we are

mere dirt, because we clean dirt.”
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‘Outcaste’

Outcaste ‘outcaste’

The tommies had treated him as a human being and he had learnt
to think of himself as superior to his fellow outcaste. Otherwise, the
rest of the outcastes (with the possible exception of Chota, the leather
worker son, who oiled his hair profusely, and parted it like the Englishman
on oneside, wore a pair of shorts at hockey and smoke ciggaretes like
them; and Ram Charan, the washerman’s son who aped Chota and
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Bakha in turn) were content with their lot. (page 12)

fganh vuqokn

leather

worker Cobbler

‘leather worker’

Tommies

izLrkfor vuqokn

Charat Singh was feeling kind, he did not relax the grin which symbolised
two thousand years of racial and caste superiority. page

The Brahmins, the Kshatriyas, the two upper castes in Hindu society
justify their superiority by asserting that they have earned their position by
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the goods deeds of multiple lives. page

'caste'

ewy vuqokn izLrkfor vuqokn
Oye, lover of your mother
Under Patches, Ochre
       coloured quilt
White Sahibs
Trousers
Carpet and Blanket
Brass Jug
A round white cotton
       skull cap
Tool
Old Bania
Apron

‘And yet no caste hindu seems to be near’. p.

izLrkfor vuqokn % 
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O Calvary ! Oh Calvary
It was for me that Jesus died
On the cross of Calvary p.

×            ×            ×

izLrkfor vuqokn
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^deZHkwfe* ds vaxzsth vuqokn % lkaLÑfrd
inksa dk rqyukRed foospu
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praying, pray, puja 

Sizda, Namaz, pooja  

puja act

of worship

fast, sacred thread ceremony 

fast 

fast

janeu (thread ceremony)  sacred

thread ceremony janeu 
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occultist 

ojha one

who does treatment through magical charms 

 panda

acolyte

landlord' clerk’ 

March

Magh

July 

Saavan, Asarh, Kartik, Phagun, Poos 

Magh 

Sawan 
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;



 % 87

The doorways

are made of wood and thatch 

wood ‘thatch’ wood 

;

chamaraudha shoes 

(

) cheap shoes 

thick kurta dhoti

kurta of coarse fabric 

small bundle 

bale

dirt poor 
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chikan sari 

Muslin sari muslin 

muslin 

Ganga snan 

dip in Ganga

 dip in the

Ganges bathing

in the Ganges dip bathing

dip in Ganges

baraat  

wedding party

wedding party 
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wedding party groom party

performed aarti 

Ekadashi eleventh
day of lunar fortnight 

The eleventh day in the fortnight of a lunar month which is important for
Hindu because they believe if they would fast without water their wish fulfil.

tulasi leaves tulsi leaves 
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tulsi leaves 

charnamrit 
holy water

holy water

‘‘A washerman’s dog belongs neither here nor
there’’  ‘‘A dhobhi’s dog belongs neither at home nor at the
ghat’’  

 Between two stools and you come to the ground.  Neither fish
in or fowl. 
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‘‘roasting a single chick pea will not explode the oven.’’  
‘‘alone

soldier cannot win the war.’’  
pea 

oven 

 United you can what singly
you can’t. 

“swallowed a sip of his own
blood”10 

“swallowed his anger”
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lanHkZ

Karambhoomi, Trans. Dr. Ritarani  Paliwal, Frank Bros. of Co. 2004,

Karambhoomi, Trans. Lalit Srivastava, Oxford India, 2006, Second

impression, 2009, 

Karambhoomi, Trans. Lalit Srivastava, 

Karambhoomi, Trans. Ritarani Paliwal, 

Karambhoomi, Trans. Lalit Srivastava, 
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cYxkfj;kbZ dgkuh

tehu ls m[kM+k isM+
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100  % 
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tkikuh yksd&dFkk

vks'kh nksjh
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xqtjkrh dgkuh

'kkafrnkl*

*
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 % 105



106  % 
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 % 109



110  % 
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dkrkyku dgkuh

gt’kj dk uksV
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vaxzsth vuqokn

Tomas Transtromar
English Trans. Goran Malmqvist

The Blue House

It is night with glaring sunshine. I stand in the woods and look towards
my house with its misty blue walls. As though I were recently dead and
saw the house from a new angle.

It has stood for more than eighty summers. Its timber has been
impregnated, four times with joy and three times with sorrow. When some-
one who has lived in the house dies it is repainted. The dead person paints
it himself, without a brush, from the inside.

On the other side is open terrain. Formerly a garden, now wilderness.
A still surf of weed, pagodas of weed, an unfurling body of text, Upanishades
of weed, a Viking fleet of weed, dragon heads, lances, an empire of weed.

Above the overgrown garden flutters the shadow of a boomerang, thrown
again and again. It is related to someone who lived in the house long before
my time. Almost a child. An impulse issues from him, a thought, a thought
of will : "create...draw..." In order to escape his destiny in time.

The house resembles a child's drawing. A deputizing childishness
which grew forth because someone prematurely renounced the charge of
being a child. Open the doors, enter! Inside unrest dwells in the ceiling and
peace in the walls. Above the bed there hangs an amateur painting rep-
resenting a ship with seventeen sails, rough sea and a wind which the gilded
frame cannot subdue.

It is always so early in here, it is before the crossroads, before the
irrevocable choices. I am grateful for this life! And yet I miss the alternatives.
All sketches wish to be real.

A motor far out on the water extends the horizon of the summer night.
Both joy and sorrow swell in the magnifying glass of the dew. We do not
actually know it, but we sense it: our life has a sister vessel which plies
an entirely different route. While the sun burns behind the Islands.
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fganh vuqokn

uhyk ?kj
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vaxzsth dfork

Pablo Naruda

The Stroke

Ink that entrance me
drop by drop
and goes guarding the trail
of my reason and unreason
like a large scar that's barely
seen when the body's asleep
in its discourse of dissolution
Better perhaps if
all your essence
where to have emptied in one drop
and thrown itself on a single page
stained it with a single green star
and that only that stain
were to have been all
I had written in the whole of my life,
without alphabet or interpretations;
a single dark stroke
without words.
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vaxzsth dfork

LVªksd
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ewy ejkBh dfork

ijdkp okVr jkgrks eh eqÆhÆk
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fganh vuqokn

ijk;k gh yxrk gw¡ eSa viuh cPph dks---
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