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The Project so far 

Ideation and execution of performances 

Best of Kolkata Campus Theatre devised and performed a trilogy of plays focusing on the Northeast and 

in the Northeast. The performances, however, were not limited to the Northeast and covered several 

cities in India as well as South Asia. The trilogy consists of Necropolis: Rehearsing Koltes in such times, 

Hamletmachine: images of Shakespeare-in-us and This Room is not my Room: an Installation 

performance. 

Performances: in India and abroad 

The performances are rooted in the idea that theatre is an important independent tool of dissent. The 

performances were all in association with, or hosted by active civil society partners in the country and 

outside. Many of the performances have taken place in campuses, emphasising the need or the 

involvement of students and young people in tackling issues related to conflict.  

The performances are inter-disciplinary and cover a range of styles from solo performance to 

installation performance. The project, though, is not merely about performances but also about 

documenting the performances and their context. And thus, the ΨǇŜǊŦƻǊƳŀƴŎŜ-ǇǳōƭƛǎƘƛƴƎΩ ƛƴǘŜǊ-face.  

Necropolis: Rehearsing Koltes in such times has had the distinction of having been part of the inaugural 

ceremony of the International Week of Justice Festival of Amnesty International in New Delhi in 

December 2008. It was also the opening performance at the Pathumthani International Theatre Festival 

Thailand, 2009. The other international performances include those at Chobi Mela V, International 

Festival of Photography organised by Drik, Dhaka, where it was the only theatre performance. 

Necropolis was also part of the inaugural programme of the Ninth CLEI Biennial International 

Conference, 2009, organised at the University of Hyderabad. The performance was also be the closing 

performance of the Awaam Jaipur Community Arts Festival, Jaipur, 2009.  

Documentation in Five Issues  

The forthcoming (April) joint issues 3&4 of Five Issues are labelled as performance-publishing interface. 

¢ƛǘƭŜŘ ά{ǳōǾŜǊǎƛƻƴΣ 5ƛǎǎŜƴǘΣ 5ŜǎƛǊŜ ŀƴŘ 5ƛƭŜƳƳŀǎΥ ¢ŜȄǘǎ ŘƛǎǎŜŎǘed from the fringe and the ǘǊŜƴŎƘŜǎέΣ ǘƘŜ 

joint issues are dedicated to the 60th Anniversary of the UN Declaration of Human Rights and the Bhasha 

Shaheeds of 19 May, 1961 in Silchar.  

The journal documents the performances not just in the sense of photo documentation and a collection 

of reviews. The entire content of the journal established the context within which we look at Northeast. 

Both vis-à-vis India and a larger paradigm of Asia.  
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Forthcoming performances 

This is evident also in the mapping of the performances not just in the Northeast and in India but also in 

Bangladesh, Nepal, Thailand and Pakistan (April 2009). The forthcoming performances in Kashmir in 

June 2009 are part of our effort to open up the dialogue between different zones of conflict, rather than 

looking at them in isolation. 
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PERFORMANCES OF THE TRILOGY OF UNREST 

International performances 

Forthcoming performances 

Performances in India  

Opening and closing performances at festivals, conferences and seminars in India and abroad  
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INTERNATIONAL PEFORMANCES 

 

International performances were not initially a part of our plan for the project but as the project evolved 

and we sought to locate the Northeast within a larger Asian paradigm, these performances also evolved.  

 

The Trilogy of Unrest has had the following international performances:  

 

NEPAL 

 

Kathmandu: This Room is Not My Room at Nepal Art Council, Babarmahal,  

28 November, 2008, 6.00 pm. 

 

THAILAND 

 

Bangkok:  Necropolis at Pathumthani International Theatre Festival organised by  

       Moradokmai Theatre Group, 2 February, 2009, 6.00 pm.  

 

BANGLADESH 

 

Dhaka:  Necropolis at Chobi Mela V, International Festival of photography organised by Drik. 

Performances at ς  

   Goethe-Institut, 14 February, 2009, 6.00 pm. 

   Drik Gallery II, 17 February, 2009, 5.00 pm. 
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FORTHCOMING PERFROMANCES 

 

As a part of our larger Asian outreach and outreach to other zones of conflict, we have scheduled 

performances in Pakistan, East Timor and Kashmir.  

 

PAKISTAN 

 

Karachi: April 10-18, 2009, supported by Peaceniche.  

 

EAST TIMOR 

 

Dili:   June 1-8, 2009, supported by Bibi Bulak. 

 

KASHMIR 

 

Srinagar:  June 27-30, 2009, supported by SARHAD ς A Community Education Initiative 

Headquartered at Katranj, Pune.  

 

Broadening the ambit of the performances, a UK tour is also being planned with performances in 

London and Edinburgh. The following performances are being finalised:  

 

UK 

 

London:  August  нллфΣ IƻǳǎƳŀƴΩǎΥ ¦YΩǎ ƻƭŘŜǎǘ wŀŘƛŎŀƭ .ƻƻƪǎƘƻǇΦ  

Edinburgh:  August 2009, Word Power Books: Independent bookshop and publishers.  
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PERFORMANCES IN INDIA 

 

Necropolis: Rehearsing Koltes in such times  

Kolkata:  Earthcare Books, 10 Middleton Street, 5 July, 2008, 5.15 pm. 

Pune:   Azam Campus, 12 July, 2008, 11.00 am.  

Law Department, Fergusson College, 5 August, 2008, 11.00 am. 

Gangtok:  Rachna Bookstore (upstairs gallery space), 21 July, 2008, 6.00pm.   

Lumding:   Ghoroa, 2 September 2008, 5.00 pm. 

Guwahati:  Conference room, Cotton College, 4 September, 2008, 11.00 am. 

           Don Bosco Institute, Kharguli, 4 September, 2008, 4.30 pm. 

       English Department, Handique College, 5 September, 2008, 11.00 am. 

Assam Fine Arts and Crafts Society, Judges Field, Pan Bazaar, Near Cotton College, 7 

September, 2008, 6.30 pm. 

Department of Political Science, Centre for Peace and Conflict Studies, Gauhati 

University, Jalukbari, 9 September, 2008, 2.30 pm. 

Bangalore:  Maya Art Gallery, September 12, 2008, 6.00 pm. 

Rajkot:  Department of English and Comparative Literary Studies, Saurashtra University, 21 

October, 2008, 4.00 pm. 

Ahmedabad:  Darpana Academy, 25 October, 2008, 8.00 pm. 

Delhi:  A J Kidwai Mass Communications Research Centre, Jamia Milia Islamia (For Post-

graduate students of Development Communications), 26 November 2008, 5.00 pm. 

!ƳƴŜǎǘȅ LƴǘŜǊƴŀǘƛƻƴŀƭΩǎ International Week of Justice Festival, India Islamic Centre, 

December 5, 2008, 4.00 pm. The only performance of the festival and part of the 

inaugural programme.  

Guwahati:  Panos Solution Building Workshop, Conference Room, Hotel blue Moon, Guwahati, 

December 7, 2008, 4.00 pm. 

Hyderabad:  Ninth CLEI Biennial International Conference, Department of Science and   

  Technology, University of Hyderabad, 28 January, 2009, 7.00pm-8.00 pm. 

Jamnagar:  M. P. Shah College Campus, 26 February, 2009, 8.30 pm (Supported by Theatre People).  
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Pune:  FLAMES LƴǎǘƛǘǳǘŜ ƻŦ [ƛōŜǊŀƭ 9ŘǳŎŀǘƛƻƴΣ ¢ƘŜ bƻǿ CŜǎǘƛǾŀƭ ό!ǎ ǇŀǊǘ ƻŦ ǘƘŜ Ψ¢ŀŎƪƭƛƴƎ ¢ŜǊǊƻǊΩ 

Module), Chankya II, 19 March, 2009, 6.00 pm. 

  Symbiosis Institute of Mass Communications, 20 March, 2009, 7.30 pm  

Jaipur:  Awaam Jaipur Community Arts Festival, Studio Theatre, Ravindra Manch, 23 March, 

2009, 6.30 pm. The closing performance of the festival.   

 

Hamletmachine: Images of Shakespeare-in-us 

 

Guwahati:  Surya (next to Kamrup Academy), July 16, 2008, 7.00 pm. 

Nogaon:  Kallol, July 17, 2008, 7.00 pm.  

Shillong:  St. Edmunds College, July 18, 2008, 12.00 noon. 

     Shillong College, July 18, 2008, 7.00 pm. 

Siliguri:  {ǘΦ aƛŎƘŀŜƭΩǎ {ŎƘƻƻƭΣ нн Wǳƭȅ нллуΣ тΦлл ǇƳ. 

Pune:   Snehasadan, 5 August, 2008, 7.00 pm. 

Darjeeling:  Hemlata Sarkar Memorial Trust, 16 August, 2008, 6.00 pm. 

 

This room is not my room: An installation performance 

 

Pune:   Lokayat Hall, Law College Road, Near Nal Stop, 19 June, 2008, 8.00 pm. 

Guwahati:  Guwahati Press Club, 2 October, 2008, 5.00 pm. 

Rajkot:   Rashtriyashala, 18 October, 2008, 11.00 am. 

Porbandar: Uganda Road, 19 October, 2008, 12.00 noon. 

Ahmedabad:  PRASHANT, Drive-in Road, February, 2009, 5.30 pm. 

Agartala:  Timely Book Store Stall, Agartala Book Fair, 5 March, 2009, 6.00 pm. 
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OPENING AND CLOSING PERFROMANCES AT FESIVALS SEMINARS AND CONFERENCES 

 

The Trilogy of Unrest has had the distinction of being the opening and closing performances at the 

following festivals, seminars and conferences:  

 

Performance Festival/ Seminar/ Conference Opening/closing performance 

Hamletmachine: Images of 
Shakespeare-in-us 

Hamara Shakespare Festival 
2008, Chennai. 

Opening performance. 

Necropolis: Rehearsing Koltes in 
such times   

International Week of Justice 
Festival of Amnesty 
International, 2008. 

Part of the inaugural ceremony 
and the only performance at the 
ceremony. 

Necropolis: Rehearsing Koltes in 
such times   

Chobi Mela V, International 
Festival of Photography 2009, 
Dhaka, Bangladesh. Organised 
by Drik.  

Closing performance. 

Necropolis: Rehearsing Koltes in 
such times   

Pathumthani International 
Theatre Festival 2009, Bangkok, 
Thailand. 

Both opening and closing 
performance. 

Necropolis: Rehearsing Koltes in 
such times   

Ninth CLEI Biennial International 
Conference 2009, University of 
Hyderabad. 

Opening performance. Also the 
only performance at an 
international academic 
conference.  

Necropolis: Rehearsing Koltes in 
such times   

Awaam Jaipur Community Arts 
Festival 2009, Jaipur 

Closing performance.  
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Excerpts from this conversation of Parnab Mukherjee, the director of the Triolgy of Unrest with K. Srilata 

were published in The Hindu, Chennai. The conversation highlights the ideas behind the performances 

and the project.  

1. What drew you to the Heiner Muller text in the first place? How was the Bangla adaptation done? 

When we first grappled with Hamletmachine the Gujarat riots just took place and now we are grappling 

with the production ƛƴ ŀ ŦǊŀƎƳŜƴǘŜŘ ƭŀƴŘǎŎŀǇŜΧpost-cold war Hamlet, post-Nandigram Hamlet, post-

Gundewar commission Hamlet, post-Naroda Patiya Hamlet...Muller's text talks about a reality of a 

crumbling east Europen idealism. When I first read the play I completely identified with its sense of 

rootlessness. Why is an Alyque Padamsee doing a Macbeth set is occult...that too a decorative occult? 

Why is Mysore Rangayan decorating Macbeth with symbols? Why is the exotic still the root of Tim 

Supple's production and not the political sub-text of India? Something like that Louis Simpson quote ς 

"The violence of waking life disrupts the order of our death. Strange dreams occur, for 

dreams are licensed as they never were."  

So whŜƴ L ƭƻƻƪ ŀǘ aŀƴƛǇǳǊΣ bŀƎŀƭŀƴŘΧǘƘe political under-currents of north-east the Armed Forces 

Special Power Act, 1958 women being shot in the vagina and I am locating these images in theatre 

through Shakespeare. I think Muller's text lends itself to these concerns.  

Why is the Chattisgarh government detaining Dr. Binayak Sen? What is the mind of a Maoist? What goes 

on in the head of a young 15-year old with an AK-47 sling around his neck in the fringe of Kohima? If my 

theatre cannot respond to these political sub-texts then am I still doing ICSE/ISC/ CBSE/UGC approved 

under-graduate level/post-graduate level/MPhil level sanitised Shakespeare? I wanted to take 

Shakespeare out of that exotic cocoon and locate it in day-to-day politics and Muller was a text window 

to that world. We used Bangla, Ahomiya (Assamese) and English. The vernacular portions were also a 

part of my workshop process where we weaved in a lot of protest literature as additional texts. So it 

wasnΩt just a translation/transcreation but an expanded text. For the Bangla we used works of 

Maahsveta Devi on Nandigram, of Joy Goswami on Deganga murder, portions of Shamshur Rehman's 

Bangla translation of Hamlet and even Jayadeva's Geetgovindam. 

2. Could you comment on how a play like yours can help draw people - especially students - to 

Shakespeare? 

I am a specialist in campus theatre. Over the last decade I have consistently felt that Shakespeare is a 

people-centric playwright rather than trappings of royalty with which we have vested his lines with the 

dilemma of Richard is that of a middle-class too. Isabella's predicament in Measure for Measure is a very 

universal classless predicament. I am trying to strip the baggage we have added to Shakespeare ς either 

the grand pronounciation and Brit accented slants which we ape from a Lawrence Olivier or Derek 

Jacobi. 

I have nothing against these Shakespeare versions. Nor am I a part of the bandwagon that talks about 

de-colonising the colonial construct or constructing a post-modern idiom. I believe the images, the 
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celebration of our dripping Indianness, the way we speak English lends itself to Shakespeare...and that 

too seamlessly. After all we have to admit that we have imported Shakespeare far more than we have 

exported Kalidasa, Bhasa, Visakhdutta or Bhavabhuti who are also great experimentalists and landmark 

playwrights.... 

3. The performative contexts here in India ς in the metros, on stage, on the streets - are very different. 

How do you see the performative context of your play? 

Let me begin with a series of three quotes which I find relevant to our discussion:  

ά{hakespeare is vigorous and muscular and profane and bawdy and full of life's juices, and I think that's 

sometimes forgotten. In terms of the language, for me one of the greatest things you can do as a 

contemporary writer is finding the poetry in the everyday and finding the poetry where people think it 

doesn't exist.έ 

Naomi Iizuka's notes on her brilliant play Hamlet: Blood in the Brain 

άQ: While Gulzar's Angoor is a very loyal and simplistic adaptation, your films add a contemporary 

ƭŀȅŜǊΧ!ƴǎΥ Yes, because my intention is not just to adapt the play. My intention is to adapt it and make 

it look like an original work. After a point, I forget that Shakespeare has written this. I start believing that 

I have, 400 years ago, so it is my birthright to change ŜǾŜǊȅǘƘƛƴƎΦ ¢Ƙŀǘϥǎ Ƙƻǿ L Řƻ ƛǘΦέ  

 

Vishal Bharadwaj in an interview on Maqbool 

 

"I always wanted to express the essence of Hamlet without telling that tired old story," Charles 

Marowitz explained as he recounted the history of his play. 

Excerpts from an article by Tony Mastroianni, Cleveland Press, July 28, 1972. 

I have had a long journey with Shakespeare-in-education (for schools and colleges) and Talking 

Shakespeare (for NGOs, support groups and theatre repertories) projects. Both these modules have 

been developed by me and it has been a long eventful decade long journey that would definitely stretch 

to a lifetime.  

As a part of theatre installation exploration I have directed two versions of Macbeth namely Vanakkam-

a video installation piece with Koothu-p-pattarai in Chennai and Sleepless with Seagull-Guwahati.  

 

For different institutions the country, I have directed Your Merchant My Venice (based on Merchant of 

Venice), Caesarian Operation (based on Julius Caesar-twice..once in Kolkata and the other time in 

Jamshedpur), the Hill Shakespeare trilogy of (Cymbeline in Cosmic Chaos, Pericles in Puttabong and 

Troilius and Cressida ), Maybe a Better Play than this (an adaptation of Midsummer Night's Dream), 13th 

Morning (based on Twelfth Night), Impressions of Caliban in a Brave New Orchard and Sycorax in Singur-

Nandigram (both these plays were based on Tempest), the Campus Shakespeare trilogy (Othello in 28 
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minutes, Richard II and Just Romeo and Juliet), Almost King Lear, Rehearsing Titus Andronicus during the 

time of Elections and Timon of Athens.  

 

Hamlet has been a pre-dominant metaphor in this journey..I have directed five versions of it: I am 

Hamlet, Hamletmachine, Ophelia and O, Finding Hamlet, Hamlet in Chharanagar were parts of a similar 

exploration even though each time the context was different.  

 

In I am Hamlet (inspired from a work by Steven Berkoff) I was looking for the classical Hamlet and the 

textbook clichés that limit our definitions. This was probably my most true-to-the-text version of the 

play. Again in Auroville Theatre Group's production of Ophelia and O, it was a journey in locating the 

angst of the character inter-weaving the central Shakespearean text with a series of writings and 

paintings on Ophelia from the history books to the present.  

 

In Hamlet in Chharanagar I worked with de-noitified tribes near Kubernagar railway station in 

Ahmedabad under Budhan Theatre and transformed their regular brushes with the police, the 

rootlessness under constitution and the complete apathy of mainstream Gujarat and India towards 

them into a text which had portions of Hamlet and portions of their lives...  

The start of Hamletmachine was an Ambrose Pierce definition of the word Boundary: άIn political 

geography, an imaginary line between two nations, separating the imaginary rights of one 

from the imaginary rights of the other.έ 

As I was further developing these conceptual performance interventions, I could only see one 

destination. The possibility of turning all this into a comprehensive collaborative performance. A lot of 

discussions ensued. And we used a lot of images as workshop tools. Image of Bobby Sands. As Gerry 

Adams says: "Bobby Sands was twenty-seven years old and sixty-six days on hunger strike when he died 

in the H-Blocks of Long Kesh, on 5th May 1981. The young IRA Volunteer, who had spent almost the last 

nine years of his short life in prison, was world-famous by the time of his death, having been elected to 

the British parliament and having withstood pressures, political and moral, for him to abandon his fast 

which was aimed at rebutting the British government's attempts to criminalise the struggle for Irish 

freedom by criminalising Irish political prisoners."    

Sands died on the 66th day of his hunger strike.  

Image of Leonard Peltier. Wrongfully languishing in an American jail since 1975.  

Images of the perils, pitfalls and achievements of Iranian resistance: Mansoor Hekmat, Maryam 

Namazie, brutal murder of 16-year old Atefeh Rajabi for "crimes against chastity", the death of Jehangir 

Eslah on June 20, 2007 and the complete apathy of the UNHCR, the shutting down of the Iran daily 

 Sharh (East) for publishing an interview with expatriate Canadian poet Saghi Ghahreman and the 

earlier ban of moderate daily called Ham Mihan.   

Image of Irom Sharmila in Manipur. Sharmila Irom has been on a fast-to-death for almost six years now. 

Six years without proper food, without a drop of water touching her lips. Six years without meeting her 
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mother, and rarely being allowed access to her family. Six years of being held under arrest repeatedly on 

charges of "attempted suicide" by the government. Sharmila's demand is simple ς repeal the Armed 

Forces Special Powers Act 1958. But this is a demand the Indian government is simply not prepared to 

listen to.  

 

The performance raises different issues ranging from war-peace-riots-pedagogy-nature of activism-

recent bomb blasts in Hyderabad-exclusion-refugees-Stephen Spender-Aga Shahid Ali-racial profiling-

radiation deaths and the nature of campus-speak.  

 

The play weaves in series of performances, private videos that look at human rights and short 

monologues on human rights with emphasis on the north-east.  

 

4. Tell me a little about your use of space. 

I usually play with the visual constructs. When we did Hamletmachine in Max Mueller Bhawan-Kolkata's 

lovely semi-open air canteen the audience was huddled underneath the roof and we performed behind 

them. They had to look behind...look underneath. The choreography popped up from different places. 

When the same play was done in Shantiniketan the entire walls of different departments of Kala 

Bhawan became live installations for us. In the fascinating space of Chennai's Museum Theatre we 

discarded the stage and used the front sunken pit of seats and constructed the whole set from objects 

lying backstage of the auditorium unused. The construction of the object-driven space took place in 

front of the audience. The space also transformed in front of them and to give a hint of the undulating 

north-east especially Manipur landscape we performed on seats and seat handles. Our aim has been to 

physically transform the space and do the transformation in front of the audience. 

5. How have you used images in your play? 

A lot of images stem from day to day objects. A scotch taped face becomes fragmented self. A slow 

squeezing of a red tooth-paste becomes commodification of blood. The irregular sound of an empty 

mineral water bottle getting crushed becomes AK-47. As a director I am deeply influenced by Purulia 

Chhau. A lot of non-stylised movements stem from Chhau...but Chhau is not there as a decorative folk 

influence. I use a lot of peeling of tomatoes and fingers tearing open cut water-melons to show how we 

are publicly secular and privately fascist. I prefer images located in our act of eating, non-branded 

market places...regular to materials to locate my intended metaphor. 

6. Comment on using theatre as a political tool, a tool of dissent. How do you see the role of theatre? 

I think street theatre as outlived its utility. It is now about spaces, courtyards, inside anganwadi, coffee 

shops, found spaces, lock out factories, jute mills...we have to look at street as spaces. The same black 

kurta, five songs, everybody falling to the ground.  Same pattern of six choreographic sculpts are 

repetitive to the point of being redundant. 
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Similarly proscenium can be looked from a different angle...the hall is a space...and not only the raised 

platform or a dipped platform called stage. Dissent cannot be just the text, just the choreography. 

Dissent is also the angle of viewing, the seamlessness of space and text.  

Theatre's biggest crisis is "funded" dissent, "fellowship" dissent, "seminar" dissent, "powerpoint 

presentation" dissent. Where is dissent as it is? Dissent that we disagree but cannot disrespect...dissent 

that makes us come out of the auditorium shaken out of our smugness. Look at Ratan Thiyam. Every 

play is a "designer" dissent. Look at theatre's response to Gujarat. I have seen people coming out of a 

production on Gujarat carnage and saying "beautiful choreography". When has riot become beautiful? I 

am not suggesting that what should have happened should be spine-chilling or blood curdling but what I 

am saying is it also cannot degenerate into beautiful compositions alone. Where is that sense of 

choreographed chaos? I think these are times when I miss somebody like Chandralekha...I miss an active 

Badal Sircar. Their quietness had a sense of unease and a sense of composition and each overlapped 

into another. I don't care what specialists think ς I find Sharira and Yantra deeply political yet deeply 

artistic. I find Badalda's Bhoma a highpoint that Indian theatre could never achieve. Dissent has to be 

the introduction of the dialectic-of-unease to our performance...dissent has to be questing performance 

stereotypes including viewing stereotypes through an endless round of negotiation with your audience. 

They would hate the performance...maybe love it...but cannot go away unaffected.  

 7. Tell me something about the Best of Kolkata Campus. 

 I am the creative director of Best of Kolkata Campus. The group has completed 15 years of 

doing focused campus theatre in found spaces. It has produced a number of young theatre 

workers who are active in the cultural arena. It is a loosely formed collective of a bunch of 

individuals who believe that theatre is an important and independent tool of dissent outside 

the ambit of party politics. Some of the most memorable productions of the group include 

Hamletmachine, Antigone, Raktakarabi-an urban sound opera, Bhul Rasta, Kasper, They Also 

Work, River Monologues, Dead-Talk series and And the Dead Tree Gives no Shelter.  
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Five Issues  
 

presents 
 

Necropolis: Rehearsing Koltes in such times 
 

Dedicated to the 60th Birth Celebrations of Bernard-Marie Koltes 
 

A play by Best of Kolkata Campus 
 

Direction and dramaturgy: Parnab Mukherjee 
  
Inspired by In the Solitude of Cottonfields by Bernard Marie Koltes 
Additional text: Slavok Zizek, Yulembam Ibomcha, Prabal Kumar Basu, Thangjam Ibopishak, Rajkumar 
Bhubonsana, Bhaskar Chakraborty, Rabindranath Tagore, Mishing proverbs Lal Ded and Agha Shahid Ali.  
 
Collaborations: Janardan Ghosh, Partha Majumdar, Gautam Bajoria, Rohit Singh Rana, Aankhi 
Majumdar, Oglam, Sailpik, Insomnia, Suha Chakraborty, Renee, Sanjeev and Anjan Dasgupta. 
  
Necropolis is a part of a three part repertoire called The Trilogy of Unrest, the first two of 
Hamletmachine: Images of Shakespeare-in-us and This Room is not my Room: An installation 
Perfromance, ŀƭǎƻ .Ŝǎǘ ƻŦ Yƻƭƪŀǘŀ /ŀƳǇǳǎΩ ǇǊƻŘǳŎǘƛƻƴǎΦ 
 
Synopsis 
 
Two men meet on the street. They have to make a deal. Or rather they want to make a deal. One has 
something to sale and the other needs something to buy. The Dealer is unsure what to peddle or would 
he want to peddle anything at the first place. The Client knows what he has to buy but does not know 
exactly what to buy. A cat and mouse begins between these nameless, faceless, shapeshifters who has 
to make a transaction which they are not sure why would they do it. For the next chunk of minutes they 
indulge in selling and buying of concepts without transacting anything. 
 
What are they selling? Or rather who is buying...Is technology, displacement, memories, genocide road-
map of the universe...becoming so routine that we have lost the power to engage with them and 
provide a soothing balm to the displaced, destitute, fried, barbecued, roasted, killed human-folk.  
 
More often than not we are groping for words to describe routine violence. Routine cases of racial 
profiling. Of exclusion. Grappling with stereotypes. Clichés. Biases on the basis of human rights. On 
ethical treatment of animals who become globalised Pharmaceutical companies experimental guinea 
pigs. Biases on the basis of sexual orientation. We are looking at images and we think either they 
supplement the words or complement them. Is image only a memory tool? Is it just a visual metaphor? 
Is it just to learn things by heart? By rote? What is a performance?  Merely a text or an improvisation 
or a series of theatre exercises which are prescribed as typical workshop methods? The performance 
probes into the image -ǿƻǊŘ ǊŜƭŀǘƛƻƴǎƘƛǇΧƎŜǘǎ ƛƴǘƻ ǘƘŜ ǊŀǘƛƻƴŀƭŜ ƻŦ ƛƳŀƎŜǎΦΦ. 
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performance?  Merely a text or an improvisation or a series of theatre exercises which are prescribed as typical 

workshop methods? The performance probes into the image -ǿƻǊŘ ǊŜƭŀǘƛƻƴǎƘƛǇΧƎŜǘǎ ƛƴǘƻ ǘƘŜ Ǌŀǘƛƻƴale of 

images... 

 

What images are we looking at? Nellie-Morichjhaanpi, Malom, Mokokchung, Nandigram...What was the process 

of transforming the "us" into "them".....How are "they" celebrating diversity and "their" culturalness in these 

times? The performance negotiates these terrains. By the time the performance ends nobody has bought, 

ƴƻōƻŘȅ Ƙŀǎ ǎƻƭŘΧȅŜǘ ǘƘƻǎŜ ǘǿƻ ƛƴŘƛǾƛŘǳŀƭǎ ƘŀǾŜ ǘǊŀƴǎŦƻǊƳŜŘ ǘƘŜƳǎŜƭǾŜǎ ŜƴƻǳƎƘ ǘƻ ōŜ ǇǊƻōŀōƭȅ ǳǇ ŦƻǊ ǎŀƭŜ ƛŦ 

the next set of clients gatecrash into the narrative.  

 

The play explores the idiom of solo performance with city-specific collaborators who intrude, alter and tamper 

the nature of the performance, yet there is a unified thread that runs through these structured improvisations... 
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Panos South Asia 

in association with 

Five Issues 

presents 
 

Best of Kolkata Campus 

in an enactment of 
 

Hamletmachine: Images of Shakespeare in us 
 

Principal text: Heiner Muller 

Additional text: Rabindranath Tagore, Yulembam Ibomcha, Thangjam Iboposhak, Shamshur Rehman and 

Joy Goswami 

Direction, dramaturgy and design: Parnab Mukherjee 

Puppet: Partha Majumdar 

Installation: Gautam Bajoria and Rohit Singh Rana 

Bangla adaptation: Janardan Ghosh 

 

Synopsis 

 

Boundary: In political geography, an imaginary line between two nations, separating the imaginary rights of one 

from the imaginary rights of the other. 
 

Ambrose Bierce 
 

In a fragmented landscape Hamlet searches. Post-cold war Hamlet, post-Nandigram Hamlet, post-Gundewar 

commission Hamlet, post-Naroda Patiya Hamleté 
 

In a celebrated production of Best of Kolkata Campus, Heiner Muller's slim text undegoes a geographical 

shift and vacillates between movements, activist aspiration and dangerous dreams...A series of photographs. 

With hands and legs as a metaphor. 
 

Let's cut to the starting point. The start of this project was that brilliant line of Mullerõs ð 

òI am not Hamlet. This is not my play anymore...ó 

As I started directing this performance, a series of black and white snapshots kept occuring to meé 
 

A Iranian student in Pune. A Senegalese girl studying in Bangalore. A Burmese refugee in Delhi. A Mizo girl 

lost in the din of Mysore...the lost Ophelia searching for a killed Polonius... 
 

What images do they see in Hamlet.? What images haunt them? Are they comfortable being pigeonholed? Do 

they write about the clichés and stereotypes they are subjected to? 

Images float...Then there is the image of Bobby Sands.  Bobby Sands was twenty-seven years old and 

sixty-six days on hunger strike when he died in the H-Blocks of Long Kesh, on 5th May 1981. The young 

IRA Volunteer had spent almost the last nine years of his short life in prison. Sands died on the 66th day of 

his hunger strike. 
 

Image of Leonard Peltier. Wrongfully languishing in an American jail since 1975. 



 

21 

 

Images of the perils, pitfalls and achievements of the Iranian resistance: Mansoor Hekmat, Maryam 

Namazie, brutal murder of 16-year old Atefeh Rajabi for "crimes against chastity," the death of Jehangir 

Eslah on June 20, 2007 and the complete apathy of the UNHCR, the shutting down of the Iran daily Sharh 

(East) for publishing an interview with expatriate Canadian poet and gay activist Saghi Ghahreman and the 

earlier ban of a moderate daily called Ham Mihan. 
 

On March 18, 2007, 32-year old Ronald DõSilva, a kothi (a term for an effeminate male) and cross dresser 

was killed by an unknown assailant in the Kolkata maidan.  Dressed as a woman, police found a profusely 

bleeding DõSilva with his abdomen slashed on a pavement at St George's Gate Road. Why is it difficult for us 

to accept "him" as "he" is? 
 

Image of Win Maw Oo: On 19 September 2006, Burmese activists in Rangoon marked the 18th anniversary 

of the death of Win Maw Oo, a high-school student who was shot dead by Burmese soldiers during the 1988 

student protests. Win Maw Oo was one of the hundreds of protestors killed in Rangoon after the military 

coup of 18 September 1988. "I got a phone call from the hospital. She was still conscious at the time," Win 

Maw Oo's father, Win Kyu, recounted about learning of his daughter's fate. "She gave them the names of her 

father, mother, home address, telephone number. At the hospital, after the operations, she was put in the 

intensive-care room. She was unconscious. I had to retrieve her body from a doctor. When I asked the cause 

of her death, the doctor told me it was due to shrapnel wounds. Only then was I able to retrieve her body. 

Then, I was told to bury her within 24 hours é I also had to sign a pledge saying that she was not involved in 

[political] activities. Her younger sisters and brothers weren't able to see her when we buried her. At the 

funeral, there were only 25 people at most. We had to do it behind locked doors." 
 

"I still miss my daughter every day," says Win Maw Oo's mother, Khin Htay Htay Win . "Today, I want to 

cry the way my daughter cried. They said that they opened fire in the sky. But they aimed at her straight. 

That's why she died straight away. In my heart, my daughter did it for her country; she gave up her life for the 

country." 
 

Image of Sunil Kumar Verma. And the mental demons that he saw in Bhopal. 
 

Image of 9th October, 2006, when Irom Sharmila refused all medical attention. Sitting in her hospital room in 

the All India Institute of Medical Sciences (AIIMS), she resolutely withdrew the force-feed tube from her 

nose against all medical advice. 
 

She has been on a fast-to-death for almost six years now. Six years without proper food, without a drop of 

water touching her lips. Six years without meeting her mother, and rarely being allowed access to her family. 

Six years of being held under arrest repeatedly on charges of "attempted suicide" by the government. 

Irom Sharmilaõs demand is simple ð repeal the Armed Forces Special Powers Act 1958. But this is a demand 

the Indian government is simply not prepared to listen to. 
 

What images are we looking at? How are they celebrating diversity and their cultural-ness in these times? The 

performance raises these questions. Celebrates their narratives. Celebrates them. 
 

Hamlet looks at them and tries to understand the milieu around himéhe fails. In his failure he becomes a 

machineé 

The violence of waking life disrupts the order of our death. Strange dreams occur, for dreams are licensed as they 

never were. -  Louis Simpson  
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This room is not my room: a series of installation performances remembering Gandhiji 

 

Series Curator and performance: Parnab Mukherjee 

 

Guwahati 

 

Canvas and design: Noni Borpujari 

Poetry excerpts in text: Samir Tanti 

Date: 2 October 2008 

Venue: Guwahati Press Club  

Time: 5.00pm  

  

Bandages, lonely scarecrows, figures defying floating in space, politicians in swing, blood at Kokopathar, 

lonely chappals in Dhemaji...a series of Noni Borpujari canvases, etchings, lithos, some framed, some 

unfinished, some mounted, some lying inside the box become a performance piece which is largely non-

verbal as the north-east takes stock over years of confronting a collage of well-published facts includingé 

  

Mandai (Tripura: 1980), Nellie and Gohpur (Assam: 1983) 

  

On February 12, 1983, over 1, 200 persons mostly women and children were butchered to death at Nellie, 70 

KM east of Guwahati. The estimated unoffical death toll is over 3,000. 

  

Nellie was followed by massacre at Choulkhowa Chapori in Darrang district. Another massacre took 

place at Silapathar in Lakhimpur' district. At Gohpur in Darrang district several persons died and many were 

displaced. 

  

1994 July Khokrajhar, Barpeta, Bongaigaon....number of displaced over 1000 persons in 60 villages 1995 

October...massacre at a relief camp in Barpeta. 70,000 persons displaced 

  

1996 The massacre of the Santhals living in Bongagaon and Kokrajhar districts which took place in May-June 

1996 in which about 1,000 persons were killed and more than 2,50,000 persons displaced.   

2006 Eight civilians at Kakopathar and Makum in Tinsukia district of Assam on 10 February  
 

The Zoupi massacre of 13 September 1993  

  

The Nagas issued a notice to the people of Zoupi to quit the village by 15 September. Aware that the NSCN-

IM was behind the quit notice, the Kuki people of Zoupi did not wait until the 15 September deadline; they 

left on 13 September. However, they were intercepted en route the same day. Altogether 90 Kuki men were 

separated from their families. Hands bound to their backs, they were mercilessly hacked to death with 

machetes.  

 

19 September 1993 

  

Following the Zoupi incident, Kuki families, mainly comprising women and children were stationed at 

Taloulong transit camp. A rebel group came identified 13 male infants, all aged below five, and butchered 
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them. One of the mothers recounted the event involving her son: ....a person identified the child's sex, 

snatched him from me, threw him up in the air and sliced him into pieces with a machete.' This is Naga 

genocide of Kuki. 

  

8 October 1992 

  

Three women were murdered after being raped at Moultuh, in Chandel district; a two-month old female 

including two men were also killed. Dr Isack Lamkang, Medical Officer of Chandel, conducted the post-

mortem on one of the rapped women, Tinkhohoi Touthang, 20 years of age.  The Doctor's report:  

  

Face blindfolded. Gang raped before being killed. Throat slit up with knife. Left portion of the skull 

completely battered up. Left breast badly bruised. A piece of stick measuring about 7 inches was found inserted 

in her vagina. 

  

 This is a random and definitely incomplete list...but what is not random and not incomplete is how violence 

repeats itself in identified and unidentified loops. All these loops play themselves out in chilling precision.  

  

The canvas and the space become the site of the performance as the actor-designer tries to evoke metaphors 

of the massacre from the recesses of artistes' memory. 

 

Kathmandu  

 

Canvas: Kiran Manandhar and Deependra Bajracharya 

Additional text: Madhav Ghimireõs Ashwatthama 

Date: 26 November, 2008 

Venue: Nepal Art Gallery   

Time:  6.00 pm  

 

Synopsis 

 

From Dr. Abhi Subediõs pen  

 

Kiran Manandharõs powerful paintings in this exhibition are a result of a collaborative work that he has 

performed with a talented creative photographer Deependra Bajracharya. Each painting is an experiment and 

each is the end of a form and the beginning of another. Kiran Manandhar has torn, cut, reformed and 

deformed excellent photographs of Deependra Bajracharya and created a third form which is neither a regular 

painting nor the accentuation of the photographic  reality captured and created by the photographs. The 

paradox, the blurring of the line between fiction and reality becomes a collaborative art. Kiran has broken the 

linear photographic cognition to create a third form. Unlike a painter like Andy Warhol who used famous 

photographs of actress Marilyn Monroe and other ordinary objects without imposing anything, Kiran 

Manandhar creates a unique sensuousness of intervention through the physical mutilation of the 

photographic form and creation of another reality in these paintings. The unique sensuousness becomes 

clearly manifest through the captivating fragmented photo forms of women, eloquent colours and forms of 

dissolution; some of which capture the disturbing face of a history that we have encountered in current times.  
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The paintings mark the end of an era in Nepal through dissolution of a form of cognition represented by 

photography. Kiranõs paintings therefore are the reinterpretation pf this new reality, a new beginning. 

Photographer Deependraõs full photographs break a continuum here and enter into an agreement with a 

painter who exercises his own interpretive power over them. In a sense Kiran acts like a meta-photographer, 

an interpreter of reality represented by the cognizable. In some works, Kiran has heigntened the value of 

putative photographic realism, in others, he has created a unique third reality through dissolution of the 

photographic one-dimensional forms. In either case, both artists share the same reality and the same mode of 

historicist interpretation of art experiments.  

 

These paintings are not pastiche works. Instead they represent the meeting of two active moods of art forms 

ð paintings and photography. In a pastiche a painter picks up anything and that remains a passively 

meaningful object in the symbolic system of the artist. But in such collaborative works, the photographs vie 

for recognition. The painter Kiran Manandhar has become an interpreter of photos whose full forms we have 

not seen. We have seen them only through the painterõs interpretation. The painter does not necessarily 

follow the cognitive reality represented by the photographs. Instead he creates his own interpretation of 

reality. This tension of forms represented by Kiran Manandharõs paintings and Deependra Bajracahryaõs 

recognisable figurality of the photographs or their vestiges capture the essence of the changing history of this 

land and also a sense of strong change experiences by monolithic forms of reality gave way to plural modes of 

forms and interpretation.  

 

Extracted from the brochure of Kiran Manandhar and Deependra Bajracharyaõs Muktiyatra, which formed an organic part of 

the installation performance. 
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Five Issues 
 

presents 
 

This room is not my room: a series of installation performances remembering Gandhiji  
 

by  
 

Best of  Kolkata Campus Theatre  
 

Series Curator and performance: Parnab Mukherjee 
 

Hosted by: Lokayat 

At Lokayat Hall, Nal Stop, Pune 

on 25 January 2009, 8.00 pm 
 

Images: Parnab Mukherjee 

Texts: Gaddar and Anup Sam Ninanôs interview with Gaddar 
 

This Room is not my Room is a part of a three part repertoire called The Trilogy of Unrest. The first two 

Hamletmachine: Images of Shakespeare-in-us and Necropolis are also Best of Kolkata Campusô productions.  

 

This Room is not my Room has previously been performed at Kathmandu, Guwahati, Rajkot and Porbandar. Lokayat 

has previously hosted both Necropolis and Hamletmachine and this performance creates an unbroken chain of 

performances of the Trilogy hosted by them, a rare occasion where all three performances have found th e same 

host. 

 

Other performances  

 

Guwahati  
 

Canvas and design:  Noni Borpujari 

Date:  2 October 2008 

Venue:  Guwahati Press Club  

Time:  5.00pm  

  

Bandages, lonely scarecrows, figures defying floating in space, politicians in swing, blood at Kokopathar, lonely 

chappals in Dhemaji...a series of Noni Borpujari canvases, etchings, lithos, some framed, some unfinished, some 

mounted, some lying inside the box become a performance piece which is largely non-verbal as the north-east takes 

stock over years of confronting a collage of well-published facts includingé 

  

Mandai (Tripura: 1980), Nellie and Gohpur (Assam: 1983)  

  

On February 12, 1983, over 1, 200 persons mostly women and children were butchered to death at Nellie, 70 KM 

east of Guwahati. The estimated unoffical death toll is over 3,000. 

  

Nellie was followed by massacre at Choulkhowa Chapori in Darrang district . Another massacre took place 

at Silapathar in Lakhimpur' district. At Gohpur in Darrang district several persons died and many were displaced. 

  

1994 July  Khokrajhar, Barpeta, Bongaigaon....number of displaced over 1000 persons in 60 villages 1995 

October...massacre at a relief camp in Barpeta. 70,000 persons displaced 
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1996  The massacre of the Santhals living in Bongagaon and Kokrajhar districts which took place in May-June 1996 

in which about 1,000 persons were killed and more than 2,50,000 persons displaced.   

2006 Eight civilians at Kakopathar and Makum in Tinsukia district of Assam on 10 February  

  

The Zoupi massacre of 13 September 1993   

  

The Nagas issued a notice to the people of Zoupi to quit the village by 15 September. Aware that the NSCN-IM was 

behind the quit notice, the Kuki people of Zoupi did not wait until the 15 September deadline; they left on 13 

September. However, they were intercepted en route the same day. Altogether 90 Kuki men were separated from 

their families. Hands bound to their backs, they were mercilessly hacked to death with machetes.  

 

19 September 1993  

  

Following the Zoupi incident, Kuki families, mainly comprising women and children were stationed at Taloulong 

transit camp. A rebel group came identified 13 male infants, all aged below five, and butchered them. One of the 

mothers recounted the event involving her son:  ....a person identified the child's sex, snatched him from me, threw 

him up in the air and sliced him into pieces with a machete.' This is Naga genocide of Kuki.  

  

8 October 1992  

  

Three women were murdered after being raped at Moultuh, in Chandel district; a two -month old female including 

two men were also killed. Dr Isack Lamkang, Medical Officer of Chandel, conducted the post-mortem on one of the 

rapped women, Tinkhohoi Touthang, 20 years of age.  The Doctor's report:   

  

Face blindfolded. Gang raped before being killed. Throat slit up with knife. Left port ion of 

the skull completely battered up. Left breast badly bruised. A piece of stick measuring 

about 7 inches was found inserted in her vagina.  

  

 This is a random and definitely incomplete list...but what is not random and not incomplete is how violence r epeats 

itself in identified and unidentified loops. All these loops play themselves out in chilling precision.  
 

The canvas and the space become the site of the performance as the actor-designer tries to evoke metaphors of the 

massacre from the recesses of artistes' memory. 
 

Kathmandu  
 

Canvas: Kiran Manandhar and Deependra Bajracharya 

Additional text:  Madhav Ghimireôs Ashwatthama 

Date:  26 November, 2008 

Venue:  Nepal Art Gallery   

Time:   6.00 pm  
 

Synopsis  

From Dr. Abhi Subediôs pen  

Kiran Manandharôs powerful paintings in this exhibition are a result of a collaborative work that he has performed 

with a talented creative photographer Deependra Bajracharya. Each painting is an experiment and each is the end of 

a form and the beginning of another. Kiran Manand har has torn, cut, reformed and deformed excellent photographs 

of Deependra Bajracharya and created a third form which is neither a regular painting nor the accentuation of the 

photographic  reality captured and created by the photographs. The paradox, the  blurring of the line between fiction 

and reality becomes a collaborative art. Kiran has broken the linear photographic cognition to create a third form. 

Unlike a painter like Andy Warhol who used famous photographs of actress Marilyn Monroe and other ordinary 
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objects without imposing anything, Kiran Manandhar creates a unique sensuousness of intervention through the 

physical mutilation of the photographic form and creation of another reality in these paintings. The unique 

sensuousness becomes clearly manifest through the captivating fragmented photo forms of women, eloquent colours 

and forms of dissolution; some of which capture the disturbing face of a history that we have encountered in current 

times.  

The paintings mark the end of an era in Nepal through  dissolution of a form of cognition represented by 

photography. Kiranôs paintings therefore are the reinterpretation pf this new reality, a new beginning. Photographer 

Deependraôs full photographs break a continuum here and enter into an agreement with a painter who exercises his 

own interpretive power over them. In a sense Kiran acts like a meta -photographer, an interpreter of reality 

represented by the cognizable. In some works, Kiran has heigntened the value of putative photographic realism, in 

others, he has created a unique third reality through dissolution of the photographic one -dimensional forms. In either 

case, both artists share the same reality and the same mode of historicist interpretation of art experiments.  

These paintings are not pastiche works. Instead they represent the meeting of two active moods of art forms ï 

paintings and photography. In a pastiche a painter picks up anything and that remains a passively meaningful object 

in the symbolic system of the artist. But in such collaborative w orks, the photographs vie for recognition. The painter 

Kiran Manandhar has become an interpreter of photos whose full forms we have not seen. We have seen them only 

through the painterôs interpretation. The painter does not necessarily follow the cognitive reality represented by the 

photographs. Instead he creates his own interpretation of reality. This tension of forms represented by Kiran 

Manandharôs paintings and Deependra Bajracahryaôs recognisable figurality of the photographs or their vestiges 

capture the essence of the changing history of this land and also a sense of strong change experiences by monolithic 

forms of reality gave way to plural modes of forms and interpretation.  

Extracted from the brochure of Kiran Manandhar and Deependra Bajracharyaôs Muktiyatra, which formed an organic 

part of the installation performance.  
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REVIEWS OF NECROPOLIS: REHEARSING KOLTES IN SUCH TIMES 
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Final Event of Chobi Mela V: Necropolis  

 

Two men meet on the street. They have to make a deal. Or rather they want to make a deal. 
One has something to sell and the other needs something to buy. The Dealer is unsure what to 
peddle or whether he wants to peddle anything in the first place. The Client knows what he has 
to buy but does not know exactly how to. A cat and mouse game begins between these 
nameless, faceless, shapeshifters who have to make a transaction which they are not sure why 
they would make. 
  
The photo-performance by Parnab Mukherjee is a riveting performance. It provokes, angers, 
saddens and mesmerises. It is one of the 'must see's of Chobi Mela V. This is the last 'event' of 
the festival. Exhibitions go on till the 20th February 2009.  
  
Drik Gallery II. 5:00 pm (GMT +6) Tuesday 17th February 2009. Web-streaming 
at: http://chobimela.telnetbd.com/ 

 

Courtesy: Drik 

Source: http://www.shahidulnews.com/cmv-phase-ii/  

 

 

http://chobimela.telnetbd.com/
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Of happy confusions  

 

Sneha Kar  

 

Wednesday, September 17, 2008  

 

Necropolis is a part of a three part repertoire called The Trilogy of Unrest, the first two 

being Hamlet Machine: Images of Shakespeare-in-us and an installation performance 

called This Room Is Not My Room. It unfolds with a panorama through Raghu Raiôs 

photographs. Necropolis is not another woolly-headed plea for peace or a breast beating 

terrorist busting aphorism. Pellucid were its ways.  

 

Routine cases of racial profiling, exclusion, grappling with stereotypes, regularly 

occurring clichés, biases on the basis of human rights, unethical treatment of animals who 

become globalised pharma companies, Shias fighting grim battles, SMS campaigns, 

outsourcing, 700 pages of spiral bound PhDs read by not even 7, people running to 

Uganda to study poverty merely for a good fellowship, state sponsored silence, globalised 

ventures, the Bhopal Gas tragedy, ideological blankness, experimental guinea pigs ð 

Parnab talks of it all. Then ensues the sad spectacle of a man burnt alive in Manipur 

through which he teases out little details of how worse life would be in such places if 

soldiers were not standing guard every 50 aces. 

 

Given the general immaturity and fear with which theatre or even Bollywood approaches 

all things political and subversive, a performance with allegorical overtones is the best we 

can hope for. By the time the performance ends nobody has bought, nobody has sold, yet 

those two individuals have transformed themselves enough to be probably up for sale if 

the next set of clients gatecrash into the narrative. The play was staged at Maya Art 

Gallery on September 12.   

 
This review appeared in the Bangalore Mirror on 17 September, 2008.  
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Performance photographs 

Photo-documentation by Team Best of Kolkata Campus 
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Performance photographs 

Necropolis: Rehearshing Koltes in such times 

Pathumthani Theatre Festival, THAILAND 

Maya Art Gallery, Bangalore  

Darpana, Ahmedabad 

  



 

36 

 

Pathumthani Theatre Festival, THAILAND 

(Photos courtesy: Moradokmai Theatre Group, Pathumthani, Thailand) 
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Maya Art Gallery, Bangalore 

(Photos courtesy: Bangalore Mirror, 17 September 2009.) 
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Darpana, Ahmedabad 
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Performance photographs 

Hamletmachine: Images of Shakespeare-in-us 

Surya, Guwahati  

Rachana Books, Gangtok 
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Hamletmachine: Images if Shakespeare-in-us 

 

Surya, Guwahati  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 


