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Walnuts and Darts

Jamal Arsalan

HEN the weather 1s
made for sleeping. |
amnot an early n

ser. There comes a hamme
ring of bare knuckles on my
door. My youngest son is

me. | have to wake up
He calls. "l want to crack my
walnuts." Dimly his words
penetrate into my mind. In
the background can be per-
ceived the murmurs of the
other children whose repre-
sentative for the moment is
my three year old son.
"Later.” | croak mistily. They
retreat. It is no use. however,
for the effort of saying 'later’
has increased my adrenalin
flow. My bedy warms up, my
mind cannot relax for sleep
to come back.

Later on as | have my
breakfast. my teenage
daughter informs me my
door has proved to be the
best when it comes to
cracking the shells of walnuts
leaving the kernel smooth
and unhurt. It seems to be a
matter of hinges and the
ones on this door are just
made for cracking walnuts.
My eldest son theorised it
was because | always keep
the hinges oiled.

In the evenings I am
often busy with office work.
Promotion means the display
of initiative which in turn re-
quires time and meditation.
From experience | have
found that conventional bolts
do not work on a three-year
old. Thieves have many a tool
and technique to overcome
the barrier of a door. But a
three-year-old's voice simply
has to threaten to dissolve —

one can imagine the lowering
of the Hp downwards' — and
the occupant rushes hur
riedly to unbolt the door On
if the occupant is obdurate
like me, the three years old
appeals tearfully to the
maother

“What on earth are you do
ing there?” My wife asks in
amazement as if she has
never heard of anyone work-
ing with the door bolted. She
herself carries on her
sewing, correction of her
college students’' khatas, slic-
ing of fruits and ables,
cooking as well as innu-
merable household chores
from sweeping cobwebs to
answering the door — hawk-
ers are a plague these days —
with children all around but
who would not dream of
touchi anything. except
when a to assist, even
if she left the room for some
other work.

In my case, when children
are around me as | work
there are frequent cries not
to touch this or leave that
alone, it'll break and it's not
available in the market any-
more. Some commands go

s0 a stronger dose
of anger is needed: "This
time I'll really get angry." My
wife, in the meantime, is not

happy about my lack of re- -

sponse in opening the door.
She repeats her previous ex-
clamatory query. Exasperated
by a difficult passage in my
work, I yell back, "l am
strangling a woman. What
else do you think I'd be do-
ing?"

"Well, open the door." She
tells me in a tone that im-
plies why | cannot do that
with the children inside the

room. Getting fed up. | make
the excuse. "l have yet to get
rid of the corpse
‘Well, do hurry up,” she
urges. "1 have to fry the eggs
and | can't stand here talking
to you and the children all
evening.” She goes away con-
fident | can get rid of the
corpse — a situation that has
baffled many a murderer,
specially in today's forsenic
science age, when a morsel
of bone or gristle or drop of
blood is enough to prove
one's guilt. Someone has
given the children heaps of
walnut which they now want
to crack for the second time
that day. Making sure there is
nothing on the table that can
be brokem or 'hijacked |
open the door. The children
pour in accompanied by some
of their apartment friends.
The inside of the doors in
our flat is decorated with
posters. Thumb tacks are
used, sometimes a hammer
or its substitute is needed. |
have to officiate at such func-
tions: putting on a poster,
taking off the earlier one,
whose life span is over. The
posters are-secured at times
from friends and relatives
occasionally on an exchange
basis. Generally [ am the
chief 'supplier’ like when we:
the children and | go shop-
ping or when | receive visi-
tors from abroad | have yet to
see my wife return from a
trip or a visit to a
friend with at least one
poster. On one occasion |
came home laden with 7
posters to the utter delight of
the :
¥ eldest son wants to
know if 1 will be busy that
evening. It was late afternoon
and his home work was ap-

proaching completion. He
had not gone out. nor any of
the other children because it
was raining intermittently
“Yes, why?" | look at him.
Then seeing his face,~ Oh,
no. not again! Surely you will
be watching TV!!" But it turns
out that once again it is one
of those periods when there
is really and truly nothing to
view on TV. | have to go to
the dining table with my
work, while the children
with others from the apart-
ment settle down for an ex-
citing game of darts. At first
the children had been the
only players. Then the news
spread, even the landlord's
grandchildren were involved.

Despite complicated at-
tempts to hide the door from
the landlord, he found out in
the end — from his grand-
children, of course. He asked
them where they were going
one dull rainy holiday and the
whole story came out.

“Why don't they use the
dart board you have made for
them?" the landlord was puz-
zled. He himself liked my
board immensely. I could
only hand him a dart and po-
sition him towards the inside
of my door. He realised why
the children liked 'this’
board. Darts became the In-
door sports of the leaders of
the building as well! My time
in the room had to be sched-
uled accordingly!! Cards and
chess were played elsewhere,
fortunately. When my door
became too full of holes to
hold a dart properly, the
landlord had it replaced with
exactitude. And continued
throwing darts as enthusias-
tically as the children in the
building!

Universal Humanism and Literature

Continuex] from page 9 -
ture, beauty, awareness of
something beyond the world
of man will always be present
in works of literature. But
above everything else litera-
ture must speak of life, of
life's unlimited possibilities,
and of comradeship. And the
writer has to perform this
task artistically, without any
touch of . He must
speak artistically of friend-
ship, love, human welfare and
universal humanism against
discord, disharmony, envy,
hatred and evil. In defining
art Tolstoy emphasised hu-
man welfare. The spirit of
universal humanism inspired
him to embrace such a phi-
losophy of life. Tolstoy laid
emphasis on another thing
Some referred to it as his
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The nation wanted inde-
pendence, poets demanded
liberty. In their youthful re-
belliousness. poets like Bud-
dhadeva Bose had tumed to D
H Lawrence and desired that
sex be treated frankly in lit-
erature. There was an ele-
ment of adolescence in this
revolt. Rabindranath was
concerned when he saw
faithfuls like Sudhindranath
clamouring for liberty. Being
a greater writer and hu-
morist, he almost took the
wind out of their sails by al-
lowing one of his own fic-
tional characters to speak
against his so called tyranni-
cal poetic rule. In his novel
Shesher Kavita (Poetry at
Parting) written in 1926
Amit Ray, the young barris-
ter, says it loudly that Ra-
bindranath had no business
to stay so long; he must be
forced to pack up and vacate,
allowing for the creation of
new poetry which should be
like industrial factories,
gothic churches and the
pain of neuralgia. But Ra-
bindranath was prepared to
go even farther to meet the
rebels. At 70 he changed his
poetic style and began to
write prose poems. In a vol-
ume called Punaschya
(Postscript), published in
1932, Rabindranath appeared
without his cloak, in the
manner of Yeats in his later
poetry. What is more, he
translated into Bengali Eliot's
"Journey of the Magi,” which
translation he included in
this new volume.

Bishnu Dey recalls that it
was he who was responsible
for Rabindranath's translation
of the poem. He writes:
"Eliot's Ariel Poems was
available in Calcutta around
1930-31. Of the wvolume, I
attempted a translation of
‘Journey of the Magi.' Without
disclosing the authorship, I
sent the translation to Ra-
bindranath requesting his
comments on the verification
in prose. Rabindranath sug-
gested several improvements.
When he came to know who
the author was, he said, 'l
seemed to have been unfair
to Eliot.' He obtained a copy
of the poem, made his own
translation and sent it for
publication in Stf nin-
dranath's quarterly."" " Ra-
bindranath's translation of
the poem catches the atmo-
aphere and the sense of

theory of interaction of art.
He said, "Art must influence

and interact. It must gener-
ate love for one's neighbour
and strengthen human
brotherhood. By bringing
people together in a spirit of
fraternity and by removing
discord universal art will im-
part to the people the lesson
of unity. Art will have to
shoulder an extraordinary re-
sponsibility. True art will en-

sure the peaceful coexistence
of men. The responsibility
currently discharged by such
institutions as law and order
authorities, the police, chari-

table organisations. industrial
administration etc. should be
discharged by art, indepen-
dently and in a pleasing way,
through human activities. Art
will surely banish from soci-

alicnation that characterise
the original. Even then this
poem which he calls "The
Pilgrim" in Bengali is Ra-
bindranath's rather than
Eliot's, for it has a tender-
ness all its own. A year be-
fore this translation, Ra-
bindranath had written in
1931 a remarkable poem
called "The Child." This also
has for its theme the nativity
of a child, representing hu-
manity, to a mother, who
stands for the world. The
idea of birth through death
which had interested Eliot
was of interest to Ra-
bindranath as well; but it is
not true, as some have sug-
gested, that Rabindranath
had taken the idea of the
poem from Eliot, for he read
"Journey of the Magi" only
after he had written the
poem, and not before. Ra-
bindranath and Eliot did not
have much in common, and
his opposition to the kind of
poetry Eliot wrote was fun-
damental.

In his new volume of po-
ems Rabindranath was, as he
put it, imitating his neigh-
bourly river Kopai which was
usually quiet and allowed
men, carts and cattle to move
freely across her. He was set-
ting poetry free, which was
what his young friends had
demanded. In Punaschya the
characters were new, some
of whom were drawn from
Calcutta. Even then there are
no self-conscious Prufrocks
in Rabindranath's world;
most of his men and women
belong to the lower middle
class and struggle against
neglect and poverty. Their
problem is injustice rather
than alienation. In their
dreams, the girl who has
been abandoned by her lover
now reading in London is no
less romantic than the poor
clerk who is oppressed by
poverty. Rabindranath never
travelled in a Culcutta tram
but his characters, even girls,
did. However, the poet de-
clined to choose his rhythm
from the machines, he would
rather go to the river in the
village." | am giving my words
/the dress of yours,” he said
in a poem, entitled "The New

Rabindranath altered his
style, but he himself re-
mained unc . Conecur-
rently with these poems, he
wrote an essay on modern
poetry in

.which his rejection of

ety envy and discord." By en-
couraging the spirit of uni-
versal humanism literary
works can undoubtedly per-

form this welfare-oriented

task.
Tagore, too, had travelled

along the road of universal
humanism and found the
good and welfare of man to
be the essential truth. In his
own words, "by nature [ am a
believer in all existence, that
is, everything calls out to me
in unison. | accept all. A tree
becomes successful by draw-
ing light form the sky, water
and strength from the depth
of the soil, and inspiration
form the changing seasons. |
think, my religion is like
that. Only by receiving every-
thing smoothly from all and
by obtaining the touch of

modernity as represented by
Eliot was complete. Modern
poetry, he said, was imper-
sonal; and for him good po-
etry has to be personal. In his
youth he had read the Ro-
mantic poets, each of whom
was an individual, represent-
ing a correspondence be-
tween the world outside and
their own selves. The Victo-
rians too chose to speak of
their personal reactions to
the world. In the twentieth
century modermism has ar-
rived. There is a hurry in the
modern world. The taste is
fundamentally different. Ra-

bindranath is prepared to ac--

cept that the frog has a
beauty of its own; but he
does not see why it should be
allowed to claim equality with
Apollo, as has been done in a
modern poem.

In that essay, Ra-
bindranath gives several
other illustrations to drive
home the point that mod-
ernism is unacceptable to
him. He mentions a poem on
aesthetics. by Ezra Pound
wherein the poet suggests
that to the impersonal eye,
beautiful girls and fresh sar-
dines are equally attractive.
One must not discriminate.
Rabindranath cites two po-
ems from Eliot, "Preludes”
and "Aunt Helen.” In the first
poem there is a sordidness
which repels Rabindranath.
He quotes from the poem
with the comment that the
smoky, mud-stained, stale
smelling, garbage covered
empty evenings and morn-
ings must have pained the
poet. Phe fuel-gathering old
world that Eliot mentions in
the concluding lines is un-
likely to attract anyone. But
the point is that poetry is
no longer interested in clean
beauty as it used to be in the
past.

In "Aunt Helen,” the other
poem by Eliot that Ra-
bindranath refers to, the
theme is sexual repression.
Sex, we know, had both fas-
cinated and frightened Eliot,
making him feel self-con-
scious, shy and diffident. But
to Rabindranath sex was ro-
mantic. He was, therefore,
unable to sympathise with
what Eliot was doing in that
Bostonian poem of his. Ra-
bindranath gives a matter-of-

truth from everything can my
soul attain success.” This re-
ligion is really nothing but
the religion of universal hu-
manisim.

I am aware that the pre-
sentation made by me on uni-
versal humanism and litera-
ture is incomplete, yet | have
perhaps succeeded in draw-
ing attention to two things.
One, universal humanism has
been an essential source of
great literatures of all times
of all countries. Two, all great
literatures foster the growth
of universal humanism in one
way or another, whether the
matter is directly articulated
or not.

The writer is professor of English
at Dhaka University.
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A King's Ransom

NE of the most fabu-
O lous jewellery collect-
jons in the world
belongs to tHe Nizam of
Hyderabad in India. Nizam is
the hereditary title of the
rulers of Hyderabad belong-
ing to the dynasty founded by
Asaf Jah, Subahdar of the
Deccan from 1713-48.

For a while, after the
Nizam's death, it was thought
that this priceless collection,
second only te Britain's
Crown Jewels, would be sold
at auction and the proceeds
divided among the heirs as
the successors quarrelled as
to who will inherit the for-
tune.

The seventh Nizam, Us-
man Ali Khan, who had made
the collection, had drawn up
a will which specified that
the collection should be sold
three years after the death of
his eldest son, Prince Azam
Jah Bahadur. The Prince died
in 1970.

An attempt was made in
1978 to organize an interna-
tional auction of the pieces in
the collection and Sotheby's
was commissioned to sell the
precious items to the highest
bidders. Cultural experts
were angry at the prospect of
the jewellery collection being
sold in the United Kingdom
as these are historical relics,

they maintained.

Neediess to say. Lhe auc-
tion would have resulted in
the dissipation of the jew-
ellery, perhaps even its being
brought out of the country

Finally, the Indian gov-
ernment intervened and the
auction was never held. The
Indian Cabinet in New Delhi
decided that the only way to
deal with the matier was to
sell it to the government
which would then display it
as a national treasure. The

t claimed that the
Nizam's pieces were of his-

torical value and could not be
allowed to leave the country.

The international price at
that time was estimated to be
12.000 million rupees
(US$383 million). Its present
value is said to be Rs 15,000
million (US$478 million).

So a sum of Rs 2,110 mil-
lion (USS67 million) was

paid to the Nizam's Jewellery
Trust, which represents 49

major beneficiaries belonging
to the former ruling family of
H

But th!..' money was paid
only recently after 20 years of

legal tussle between the gov-
ernment and the heirs of the
Nizam. In all that time, the
jewellery was lying in the
vaults of the Hong Kong and
Shanghai Bank at Bombay .
After payment was made
on Jan 8, the was
moved from Bombay te Delhi
by a special chartered aircraft
although the government has
yet to decide where to dis-
play the rare items of jew-
ellery. Should it be at the Na-
tional Museum as they are as
valuable as England's Crown
Jewels which are shown to

the pu at the Tower of
London? 80 security
personnel were involved in
the transfer.

Notwithstanding this
move, it appears, however,
that the issue is far from
completely resolved. Press
reports say the heirs of the
Nizam are not quite happy
about the deal.

The present Nizam,
Prince Mukarram Jah, who
lives in Australia, has the
major share. His
brother, Mufakhan Jah,
would get a 12.5 per cent

{

their sister Princess Fauzia,
who has been contesting the
arrangement with the gov-

amounting to over Rs 150
million (USSS milllen). An
equal amount has been kept
for future tax liabflities.
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right now is or not
the collection will bring mis-
fortune to the rulers in New
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Of Art Criticism and Brochure-writing

Continued from page 9
questions about things that

were taken for granted even
a generation ago. Last year, in
a seminar in Dhaka, | spoke
on post-colonial art and the
blind spots in art criticism,
especially in regard to Orien-
tal Art. To my surprise, a few
art history students of the In-
stitute of Fine Arts came up,
at the end of the lecture,
with a number of queries and
observations that clearly
showed that they had thought
long and hard on the subject.
Then, in course of my year-
long stint with the Institute
of Fine Arts as a part-time
lecturer in art history. | again
found a new awareness of art
among the students — |
would like to call it a kind of
new historicism — which at-
tempts to read art history
from their very own perspec-
tive, which is often a mix of
diverse political, economic
and cultural matrices.
Although |1 have been
writing about art for the last
twenty years, and doing a bit
of art criticism on the side, |
invariably flinch when some-

Serajul Islam Chowdhury

fact summary of the happc-
ings in the poem. The old

" woman is dead. The shutters

have been drawn: the under-
takers are doing their work
appropriately. Meanwhile the
footman is sitting on the din-
ing table holding the second
housemaid on his knees. In
his impatience, Rabindranath
omitied to mention the last
line which was about the
amorous footman — "who had
always been so careful while
the mistress lived.” Since the
spinster's death, there has
been a release, her parrot is
dead, but her dogs are alive,
and the footman is now free
to do what he had always de-
sired. Rabindranath's com-
ment is typical, "The story is
credible. But why should the
poet write about t? Why
should the readers bother to
read?” He asks, and then

e

adds,” 1

that the girl smiles beauti-
fully, but who would be inter-
ested in knowing what the
dentist knows about the de-
cay in her teeth?"

It is significant that what
Rabindranath wrote about
Eliot in 1932 is akin to What
Yeats wrote about Eliot in his
Introduction to The Oxford
Book Modern Verse,
1892-1935, which indicates
a nearmness between the two
romantic poets, despite many
differencés. Yeats wrote,
"Eliot has produced his
great effect upon his genera-
tion because he has de-
scribed men and women that
get out of bed or into it from
mere habit; in describing this
life that has lost heart his
own heart seems grey, cold,
dry. He is an Alexander, Pope,
working without apparent

one puts the epithet ‘art
critic’ after my name. For, |
consider my knowledge of art
— its history, techniques,
styles; its overlapping defini-
tional boundaries, its com-
plexities — too inadequate to
justify that pompous title and
| frankly do not see how my
rather eclectic exercise can
aspire to the rigour and dis-
cipline which art criticism
should employ. | was intro-
duced to a Japanese journal-
ist last month during the 7th
Asian Art Biennale as an art
critic by a Shilpakala
Academy official. The journal-
ist obviously had some ques-
tions to ask, may be about art
in Bangladesh. But at the
mention of the words, he re-
treated. May be in Japan art
critics are a kind of cultural
Shogun. to be kept at arm's
length. During another Bien-
nale, a French art critic came
to Dhaka —and he was kept at
arm's length, by practically
EVEryone.

What do most 'art critics’
do in Bangladesh? Well, in
my case, | find | am increas-
ingly getting involved in a

imagination, producing his
effect by rejection of all
rhythms and metaphors used
by the more popular roman-
tics rather than by the dis-
covery of his own, this rejec-
tion giving his work an unex-
aggerated plainness that has
the effect of novelty.”

Rabindranath is inclined
to think that the disen-
chantment of modernism is
itself an enchantment and
that what it lacks is the
depth of accepting reality
with equanimity. He refuses
to be impressed by the ex-
tremism and iconoclasm of
modernism, which he thinks
is a disease. Rabindranath
refused to be modern.

Eliot influenced Bengall
criticism and critical atti-
tudes. It is not only that he
has obliged readers of litera-
ture to have a new view of lit-
erary criticism and history,
but also, and more impor-
tantly, he has made the
practitioners of criticism
aware of the necessity of
analysis and contrast. More-
over, he has been influential
in the evaluation of individual
writers. To take two exam-
ples. Eliot once called
Kipling, inter alia a loud poet.
Buddhadeva Bose found the
designation suitable for use in
the case of Qazi Nazrul Islam,
who is well-known for his
rebelliousness. More
interesting, however, was the
application of Eliot's views on
Milton to the assessment of
Michael Modhusudan Dutta.
Modhusudan was the greatest
of our epic poets; he intro-
duced into our literature the
blank verse and the sonnet,
and wrote the first modern
drama. The modern age, we
were taught, began with him
in nineteenth century. Mod-
husudan called himself a
tremendous rebel poet and
remained, all his life, an out-
sider; and Rabindranath,
whose genius was essentially
lyrical and who was never at
quarrel with his own self, felt
uncomfortable about him; so
did the poet of the thirties.

Eliot was not fond of Mil-
ton. In his 1936 essay he
called Milton the greatest of
all eccentrics, and noted that
“his artificial and rhetorical
work illustrates no general
principles of good writing,

type of writing | seldom rel-
ish: writing introductions to
artists and their works in the
brochures published on the
occasion of art exhibitions —
solo or group.

So why do | write ? Firstly

-hecnuu: of personal relation-

ships. Artists are often
friends, colleagues, students
(some of whom | really like
to promote), a friend's
friend, relatives, and, at least
once, a neighbour. They all
need someone to write — and
in English. Since | am an 'art
critic,' and a teacher of
English to boot, | obviously
become a first choice. | write
also because | don't know
how to say no. It is difficult to
refuse a friend, or a student.
Sometimes | do love to write
about someone — especially
an artist who has shown great
promise and potential. [ re-
member when | wrote about
GS Kabir and Mohammad
Igbal first, they were neot
quite known beyond their
immediate circles. But [ was
moved by their works, by the
way each translated his vision

in striking images. | was even

the only principles of writing

that it illustrates are such as
are valid for Milton to ob-
serve.” He had also noticed
in Milton a "hyperbole of the
auditory at the expense of the
visual and tactile." The so-
called dislodgement of Mil-
ton by Eliot gave the Bengali
poets of the thirties a confi-
dence. almost an impetus, to
dismiss Modhusudan. There
was a conspiracy of silence
as well. Budhudeva Bose
wrote his An Acre of Green
Grass, subtitled "A Review of
Modern Bengali Literature,”
evenn so much as mentioning
Modhusudan. In a well-
known essay written in 1946,
included in his volume
Shahitya Charcha (The Culti-
vation of Literature), Bud-
dhadeva Bose calls Modhusu-
dan Michael, suggesting that
tpe poet was not as much a
Bengalee as he ought to be
and made the point that
Modhusudan was unnecessar-
ily rhetorical and sadly inca-

pable of growth.

Eliot changed his position
of Milton in 1974 When he

generously suggested that
"the remoteness of Milton's
verse from ordinary speech,
his inven of his own po-
etic language, seems to me
one of the marks of his
greatness.” But Buddhadeva
remained unchanged. To tilt
would have been to lose
credibility.

Sudhindranath has net
however ignored Modhusu-
dan. In an essay called
"Liberation of Verse and Ra-
bindranath" he said that
Modhusudan loved the Ben-
gali language, but did not
know its nature. Ra-
bindranath, Sudhindranath
thought, was fortunate, for he
had the example of Mod-
husudan before him, and
knew what he must avoid. It
is interesting to see that
Sudhindranath wrote his es-
say in 1932, four years before
Eliot had written his on Mil-
ton, which suggests that in
temper and attitude he was
near Eliot, and, indepen-
dently of the English critic,
he had arrived at the same
conclusion as Eliot's about an
epic poet whose poetic ideals
were not acceptable to the
modernists.

The language Eliot used in
his essays, his qualifications,
cautious assertions, use of
appropriate comparisons,
and, above all. the controlled

rhythm of his prose. have in-

criticized for writing so posi-
tively about these artists. who
were obviously in the little
league. But they soon proved
that they were artists to be

watched,

Brochure writing is

publication ceremony of a
book, brochure writing is
meant to be gentle, apprecia-
tive, and if possible. promo-
tional. [ don't know if anyone
reads the introductory part
in a brochure at all. Even if
he does, he will know that it
is always meant to be taken

Wz%dhm ure writ-

ing becomes a matter of
habit. There is a certain for-
mula a 'critic’ follows, which
he, with the artists
and gallery people. has per-
fected. This is happy writing.
basically, though produced

under stress.
The writer is professor of

English at Dhaka University.

fluenced many of our prose
writers, often without their
knowledge.

When Bengal was parti-
tioned in 1947 most of the
Muslim writers moved from
Calcutta to Dhaka, and in
order to support the two-na-
tion theory floated by the
Muslim leaders the question
of tradition, among other
things, was brought to the
fore — politically as well as
culturally. East Bengal, it was
suggested, should have a dis-
tinct tradition of its own. Its
literature should be inde-

‘pendent of the literature of

undivided Bengal in the past
and of West Bengal in the

present. Eliot was brought in
to su the Pakistani view
on tradition and :
The tradition that the Pak-
istanis sought to have was
religious in character, and
they thought Eliot was on
their side against those who
recommended a secular tra-
dition for acceptance. In
their enthusiasm, the pro-
moters of Pakistani culture
ignored two facts about Eliot.
First, that Eliot was speaking
of a literary as different from
a religious tradition, and sec-
ondly, that Eliot never
thought that tradition was a
lump to be swallowed or a
substance to be inherited in a
passive manner, and be-
lieved that it had to be ac-
quired by great labour. They
forgot that in Eliot's view a
writer must have what he
calls the traditional sense,
which sense "compels a man
to write not with his
own generation in his bones,
but with a feeling that the
whole of the literature of his
own country has a simultane-
ous existence and composes
a simultaneous order.” Eliot
did not believe in rejection,

unlike the Pakistani promot-
ers of tradition.

However, the new genera-
tion of poets in East Bengal
refused to reject, for they
knew that they ed to
the broader and u tradi-
tion of Bengali literature; and
on them the influence of
Eliot operated almost in the
same manner as it had done
on the poets of the thirties.
For . Hasan Haflzur
Rahman called his first book
of poems Bimukh Prantar
(The barren Field), which
title s reminiscent of The
Waste Land. But Hasan's land
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