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after the premiere of Beckett’s play.
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transnational and trans-linguistic reference as the two

The play had been translated into Bengali and performed

of December 4)1 The promised arrival of a saviour has

not necessarily one of failed arrival. In other words, we

tramps start reading from Chairman Mao’s Little Read

on stage from the 1950s and major Bengali theatre

haunted the trans-religious and trans-cultural imaginary

can count on Kalki much more than we can on Beckett’s

Book. By the end of the film, the tramps name Bukharin,

personalities like Dipak Majumdar and Indian theatre

for ages. We could think of the German philosopher Walter
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