
 

16 | P a g e  

 

Negotiating Diasporic Displacement in Mira Nair’s The 

Namesake 

Ravi Kumar
1
, Dr. Subhash Sharma

2
   

1
Research Scholar, Pacific University, Udaipur, Rajasthan 

2
HOD-Soft Skills, Pacific University,Udaipur, Rajasthan 

                             

ABSTRACT  

Diaspora is a worldwide phenomenon. It breeds diasporic feelings like displacement, dislocation and 

deterritorization among those who abandon their familiar land and home to find a new home in unfamiliar land. 

This paper focuses on the endeavors of Ashima the protagonist of Mira Nair’s film The Namesake to adjust 

herself  in a totally strange and unfamiliar land. Migrated to USA after her marriage with a research aspirant 

Ashoke, Ashima finds herself entangled in a cultural conflict  which makes her feel  a misfit in an alien and 

different culture. With a passage of time she passes through various phases of displacement. She feels  moored  

in diasporic land with her  feelings of rootlessness, alienation and homelessness but finally discovers  ways  to  

find  many homes in the world.   

Keywords : Compromise, Diaspora, Displacement, , Evolution, Negotiation 

I.INTRODUCTION  

The term diaspora comes from the words dia meaning ―away‖ and speirein meaning ―scatter‖ or ―sow.‖ 

Connotatively, diaspora has been defined variedly. Initially applied to refer to the dispersal of Jews outside 

Israel, the term diaspora as per the Oxford Advanced Learner‘s Dictionary now applies to ―the movement of 

people from any nation or group away from their own country‖ (Hornby, 347). In the conventional sense, 

diaspora signifies a homogeneous entity of geographically displaced people such as indentured labourers or 

slaves basically under the Empire and often referred to as exiled or expatriates. This standard term also includes 

the descendants of these expatriates under its ambit. Bill Aschcroft refers to it as ―voluntary or forcible 

movements of the people from their homelands into new regions‖ (Ashcroft 68-70). It broadly refers to the 

―widespread dispersal and migration movements, Diaspora has been increasingly used by anthropologists, 

literary theorist and cultural critics to describe the mass migrations and displacements of the second half of the 

twentieth century, particularly in reference to independence movements in formerly colonized areas, waves of 

refugees fleeing war torn states, and fluxes of economic migration in the post World War II era‖ (Evans and 

Mannur 4) . 

What is evident from the above definitions is that diaspora must involve dislocation in terms of a significant 

crossing of territorial borders, i.e., movement from one‘s own country into another. But such literal definitions 
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that identify diaspora solely as physical migration, only half explains the ramifications of diaspora. In fact, the 

term has not one but multiple implications beyond the literal. It is being looked beyond the ―clearly demarcated 

parameters of geography, national identity and belonging.‖ (Evans 1) Now that diaspora is becoming a 

significant force on the global scene, the term is being approached from new angles, more importantly symbolic 

ones. Major metaphoric dimensions are applied to its study, more so, related to experience of unsettlement 

rather than of dislocation and relocation. It is no longer looked upon as a mere demographic shifting but rather 

greater emphasis is laid on the implications of such a shift. The crossing of borders is significant in terms of 

cultural changes that it entails, as well as the transformations that the dislocated self undergoes from within and 

without. The discourse of the diaspora entails so many aspects, such as loss of homeland and longing for it, 

alienation in new land, fixities, sacrifices, adversities, compromises and redefining identity; therefore it needs to 

be approached from different stances. Thus, there is an evident shift of interest from the physical to 

psychological and cultural nuances of diaspora.  

 

II.REFLECTIONS OF  DISAPORA IN LITERATURE 

Diasporic literature is a useful resource to study the both the challenges of diaspora as well as the strategies of 

negotiation, as it chiefly speaks of diasporic experience at various levels—place, language, customs, myths, 

beliefs, geographical displacement, the combat with the gap, changes adopted and constraints. Diasporic 

Literature is a very vast concept and an umbrella term that includes in it all those literary works written by the 

authors outside their native country, but these works are associated with native culture and background. In this 

wide context, all those writers can be regarded as diasporic writers, who write outside their country but 

remained related to their homeland through their works. Diasporic literature has its roots in the sense of loss and 

alienation, which emerged as a result of migration and expatriation. Generally, diasporic literature deals with 

alienation, displacement, existential rootlessness, nostalgia, quest of identity. It also addresses issues related to 

amalgamation or disintegration of cultures. It reflects the immigrant experience that comes out of the immigrant 

settlement. Uma Parameswaran has defines this phenomenon as ―first is one of nostalgia for the homeland left 

behind mingled with fear in a strange land. The second is a phase in which one is busy adjusting to the new 

environment that there is little creative output. The third phase is the shaping of diaspora existence by involving 

themselves ethnocultural issues. The fourth is when they have ‗arrived‘ and start participating in the larger 

world of politics and national issues.‖ (Parmeswaran 165) 

The immigrants, whatever their reason for migration be, financial, social, political, no matter whether they 

migrated for trade and commerce, as religious preachers, as laborers, convicts, soldiers, as expatriates or 

refugees, exiles (forced or voluntary), or as guest workers in search of better life and opportunities have shared 

some common things as well as differences which are based on their conditions of migration and period of stay 

in the adopted land. Mostly the migrants suffer from the pain of being far off from their homes, the memories of 

their motherland, the anguish of leaving behind everything familiar agonizes the minds of migrants. William 

Safran has observed ―they continue to relate personally or vicariously, to the homeland in a way or another, and 
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their ethnic-communal consciousness and solidarity are importantly defined by the existence of such a 

relationship.‖ (Safran 23) 

Settlement in alien land makes them experience dislocation. Dislocation can be considered as a break with the 

old identity. They experience the sense of loneliness in an alien land feel as they face non-acceptance by the 

host society and also experience ethnic discrimination. The immigrants attempt to assimilate, adapt and 

amalgamate with the society of their host country. Their attempts of adaptation and adjustment are not without 

their concern to maintain their original culture and identity. The marginal groups try to guard themselves against 

the dominant host group. The most important means used for insulation is the continuation of the cultural 

practices and social traditions. The first generation immigrants are always concerned with keeping the social, 

cultural baggage which consists of among other things their religion, language, music, art, dress, cuisine, etc. 

intact. Conscious attempts are made by the diasporic communities to pass their traditions to the future 

generation. The experiences of these cultural elements have been varied in different diasporic situations. Some 

of these elements have vanished, some have persisted or survived, others have experienced assimilation, 

syncretism or change, and few elements ought to be rejuvenated. The immigrants in these situations are 

compelled to feel that they stand on the borderline belonging neither to their motherland nor their adopted 

country. In their attempt to integrate with the adopted culture while maintaining their inheritance, they develop a 

dual identity, and their culture becomes a sandwich culture. Their efforts for assimilation  and failure to do so 

dishearten them. The feeling of rootlessness, alienation, confusion, nostalgia, dislocation and sufferings due to 

discrimination on the basis of race, culture, religion and language concludes into conflicts, fight for identity and 

on the other hand lead to birth of feeling of marginality in the minority group. This results in the creation of a 

fractured identity. As they are torn between the two places and two cultures and often languages; the expatriate 

writer navigates a new literary space. The diasporic literature arises under these circumstances. The broken 

psyche of the immigrants sheds off its psychosis into writing. Therefore, the migrant writer feels a forceful need 

to write and with their multicultural ethos and a profound understanding of socio-cultural and economic realities 

around them, they have been successful in transforming their experiences into writings. Another important 

reason for writing by the creative talent in the diasporic community is to make their existence recognized. The 

very act of creation is a purposeful effort to form a cultural identity. 

 

III.REPRESENTATION OF DIASPORA IN CINEMA 

Diasporic displacements have also made its presence felt palpably on the silver screen as cinematic 

representation of diaspora is getting a new pace and prominence along with literature of  diaspora. There is close 

relation between cinematic and literary representation of disapora. About adaptation of a novel or text into a 

film version, Andrew Dix writes ―The main  difference between film and literary work lies in the fact that 

literature is fixed in a written form, while in a film the image (representation) is supported by the sound, in form 

of music or words‖ (Dix 105). Though novels and films have narrative in common but films have evolved as 

and from popular culture from interstices of a number of technical developments and recreational/leisure 
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pursuits: the projector, photography and the sensitivity of photographic emulsions, sound technology, 

scriptwriting, editing, and the phenomenon of the persistence of vision, thus have made cinema a powerful, 

viable and more telling mode of expression. 

In the recent years many literary works based on diasporic experiences have been adapted into films such as The 

Reluctant Fundamentalist, The Kite Runner, Brick Lane, Anita and Me, Mistress of Spices and The Namesake.    

Among these The Namesake stands apart. Primarily written by Jhuma Lahiri , the Pultizer Prize winner novel  

The Namesake was adapted as a film in 2006 was  released on March 9, 2007,following screenings at film 

festivals in Toronto and New York City. The film is directed by an Indian born filmmaker Mira Nair, living in 

the US. The film received positive reviews/acclaims from American critics and won ‗Love is Folly International 

Film Festival‘ award and Golden Aphrodite award . It was also nominated for many countries‘ film festivals. 

The film was presented the Darmouth Film Award, and was also honored with the Pride of India award at the 

Bollywood Movie Awards. Mira Nair‘s The Namesake (2007) uses immigrants‘ experiences to explore the 

meaning of identity. The film follows the Ganguli couple from India into the American family they create. Mira 

Nair herself a diasporic Indian has dealt with similar themes in earlier films, notably 1991's Mississippi Masala, 

an interracial romance set in the Deep South. 

 The film revolves around its hero Gogol (Kal Penn) and other major characters are Ashima Ganguli (Tabu), 

Ashoke Ganguli (Irrfan Khan), Maxine Ratliff (Jacinda Barrett) and Moushumi Mazumdar (Zuleikha 

Robinson). Though the film tells us the story of Gogol but it also conveys Ashima's long-suffering adaptation to 

life in America and her growing and steady love for her husband. She struggles with her children's lack of 

respect for Indian tradition and is somewhat hurt by their selfishness during adolescence. But her patience pays 

off dividends as the years pass. Ashima takes a job at a library where she makes an American friend. By the end 

of the film, she has worked out her own peace with both her Indian roots and America.  In order to delineate the 

journey and experiences of Ashima the director Mira Nair has used the mise-en-scene devices such as the 

setting, backdrop, landscape, props, costume, cinematography ,lighting, colours , sounds, background music, 

dialogues etc. with dexterity and finesse.  

 

IV.DIASPORIC DISPLACEMENT OF ASHIMA 

The film has a symbolic and interesting premise. In the very beginning when the credits appear on the screen it 

is suggestive of the confluence of two different cultures as if two cultures Eastern and Western want to meet and 

become one. The name of the major cast first appears in Bengali and then each letter fades and merges into 

English letters. In the background the cords of guitar and strains of flute play. The backdrops of the credits are 

changing canvas painted with different hues and patterns.  

Then the first shot of the film shows a crowded railway platform where people are in hurry to catch train for 

moving from one place to the other the movement itself is an indication of a perpetual displacement.  In fact the 

film starts here with the train journey of Ashoke Ganguli, a young Bengali graduate from Calcutta to 

Jamshedpur in the mid‐1970s. On his way he reads Russian author Nikolai Gogol the name that actual set the 
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course of the entire theme and plot of  both the text and the film. A co-passenger Mr. Ghosh befriends with 

Ashoke and asks him to see the world around and visit the places like London and America. Then the train 

derails and the screen goes black and then the credits start rolling. After the train derailment, Ashoke is confined 

to bed. He looks outside the window of his room in a point of view shot Hawra Bridge is seen which joins two 

ends and symbolizes a journey that one has to undertake  to reach form one point to another. Immediately 

follows the montage of Saraswati, the Goddess of Learning being carried with fanfare. And then Ashima is seen 

attending a classical music class. This is her first screen appearance. After arriving home, her mother asks her to 

come to drawing room as a man is waiting to ‗see‘ her for marriage as per tradition of ‗arranged marriage.‘ The 

man is Ashoke with his parents. Except him all are dressed up in tradition Indian or Bengali attire where as he is 

in a western outfit. The parents of Ashoke and Ashima are speaking in Bengali. Here the costume and language 

of the characters is a mark of their cultural background. As Ashima arrives there she notices a pair of US made 

shoes outside the drawing room. She very cautiously slips her feet into these shoes and has a feel of its 

foreignness and try to explore a possibility to get fit into a different country.  She is asked to recite something in 

English and she recites William Wordsworth‘s The Daffodil to display her knowledge of the language before 

the guest and impress the would be groom Ashoke who is pursuing his doctorate in US. Here Ashoke‘s father 

asks her if she had ever flown in plane across half the world and lived alone without her parents in a cold alien 

country. The question itself is an indication of an impending displacement. But ignorant of the consequence 

Ashima who appears to have liked Ashoke agrees to this alliance by saying ―he will be with me, won‘t he?‖ The 

next scene gives a kaleidoscopic picture of a Bengali marriage ceremony. After their marriage both Ashoke and 

Ashima leave Calcutta, India and settle in Central Square, Massachusetts. Here her journey to an alien land 

begins. Ashima though finds it difficult in adjusting herself in a cold terrain of an alien land where loneliness, 

memories of her motherland and cold weather bite her harder. She is seen waking up on a cold icy morning in a 

lone apartment. She gets up, opens a brief case takes out a shawl to wrap herself which not only gives her 

protection from the biting cold but also lends her sense of security and the feel of missing warmth of homeland. 

She feels lonely in a silent apartment. She looks for Ashoke who is not there she moves around to look for him 

and the camera follows her making the audience acquainted with the place. She calls for him and there is a sense 

of panic in her tone. Suddenly the front door of the apartment opens and enters Ashoke carrying shopping bags. 

An expression of relief on her face is noticed. Ashoke makes her feel comfortable by making her a tea. It 

appears to her all very unusual as traditionally it is the wife who prepares tea for her husband in India. Soon 

Ashoke announces his schedule for the day as he has to go to university. This makes Ashima feel anxious as in a 

foreign land in an unfamiliar apartment waiting for her husband‘s return on a foggy cold day, would not be an 

easy task. As soon as Ashoke departs she rushes to the kitchen frantically searches for Rice Krispies ,salted 

peanuts and chilli powder. She makes a popular Bengali snack jhalmuri- a reminiscent of the homeland and 

compensation to homesickness. Her craving for spicy snacks is in fact her craving for the familiar territory 

which she had abandoned long behind.   She tries to keep herself busy by visiting a nearby laundry but her 

experience adds to her anguish. Her visit to nearby laundry and the uneasy look on her face on seeing an old 
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man undressing casually before putting his clothes into the washing machine is a testimonial of her face off with 

a new and unaccustomed realm of a foreign land. She then writes letter to her parents back home in which she 

describes the comforts she is provided in her new house like availability of 24 hours cooking gas supply but her 

words seem to betray her true feelings. Her experiences though seem personal but are felt universally by each of 

those with displaced and dislocated existence. In addition the clothes she washes at laundry get shrunk that 

annoys Ashoke. She becomes very upset and closes herself in the bathroom. But soon they patch up as Ashoke 

makes her feel comfortable. Very soon a sense of love and attachment starts growing between them. The story 

moves ahead and Ashima is seen on a hospital bed preparing for her first childbirth. She is wearing hospital 

gown that is short in length and she feels embarrassed. She asks the nurse for a longer one but nurse‘s remarks 

about her gorgeous legs make her feel rather embarrassed.  

There she is all alone deprived of all warmth which she could have gathered in her country where a woman 

giving birth to child is the centre of all attention and care. Here she is alone in the hospital waiting for the time 

to come and pass. Ashima lying on the hospital bed is looking out of the window; in a parallel shot glimpses of 

her home in Kolkata are seen which are quite lively and happening just contrary to the lonely isolated chamber 

of an American hospital. These two shots are filmed with different camera filters, different lights and different 

colour schemes. The shot of America is little dark and has less colours whereas shot of India in quite bright and 

colourful. The filmmaker has quite subtly brought out the contrast of two different worlds with the use camera 

and lighting. The contrast is quite telling and apparent revealing the mind of a displaced immigrant. Soon she 

feels contraction but the pangs of loneliness are stronger than the labour pain. She gives birth to a boy. A child 

birth is a joyful and jubilant occasion in India and causes a huge family get together. Ashima feels very 

distressed and lonely at this moment. She urges Ashoke to go back home.  She is never willing to raise her 

children in a foreign country. She herself has been suffering the brunt of being alienated and displaced. She 

never wants her children to face the same fate. No doubt by birth these children own the citizenship of US by 

inherently they are Indians. When they grow up  they may feel themselves misfit if not displaced in an 

American society. Ashima has another apprehension that it would be quite challenging for her to inculcate 

essential Indian culture  in the American bred children. Ashima prototypes all those immigrants who fail to gel 

with a foreign territory even after they are there for long. On the other hand her husband Ashoke seems to have 

accepted the foreign country. For him this country is a land of opportunity where their children would be free to 

choose their career paths easily. In the film we see Ashima speaking to Ashoke about her plans. The scene is 

shot in their apartment where Ashima is seen lying on bed and has tears in her eyes. She is very upset and 

agitated. Beside her sitting Ashoke they are not looking at each other. Then follows the conversation between 

them.  

 Ashima: I want to go home. I don’t want to bring up Gogol alone over here. 

Ashoke: this is a land of opportunity. He can become whatever he wants. He can study whatever he desires. The 

options are limitless. (The Namesake,2007).  
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Ashima closes her eyes -an indication of her surrender to the situation. From here the narration of the film 

moves 5-6 years ahead. In the following sequences Gogol is seen grown up and Gangulis now have another 

child Sonia whose rice ceremony is being held at their new house. There are many other Indian Bengalis at the 

ceremony which indicate that Gangulis are trying to sustain their traditions and culture in a foreign land as well. 

The sequence of rice ceremony establishes that Gangulis are making  effort to feel at home, rooted and 

connected to their culture. In the next shot Ashima is seen accompanying her young son Gogol from school to 

home. On the way she notices a slip hanging  around Gogol‘s neck that reads ―due to your  son‘s preference  he 

will be known as Gogol in the school.‖  It is an utter surprise for Ashima. The next shot is of night-time; the 

bedroom where she is speaking to Ashoke. The following conversation takes place between them. 

  Ashima: in this country the children decide ,he wants to keep Gogol his name not Nikhil as his good  name.  

Ashoke: Where President’s name is Jimmy there is nothing can we can do, as long as our kid is happy. (The 

Namesake,2007) 

While their conversation is going on, the phone bell rings. Ashoke attends the call. This call is from India from 

Ashima‘s house. Immediately a parallel daylight shot reveals the house of Ashima in India. Her brother in white 

clothes with a tonsured head informs Ashoke about the death of Ashima‘s father, the moving camera shows a 

garlanded portrait of the diseased and Ashima‘s mother sitting next clad in white sari ; a symbol of her 

widowhood. A single shot narrates the entire situation. The next shot camera enters back to the bedroom where 

Ashoke breaks the news to Ashima. The low key light in the room adds to the grimness of the situation. Ashima 

in utter shock and grief wails her father‘s death. She feels utterly helpless as she is mile away from her family 

couldn‘t reach to her father‘s cremation. This aggravates her pain of being displaced. Hence forth the narration 

of film shifts years ahead and Ashima‘s children are now grown up adolescence.  

In a shot we see Ganguli family at the dining table. Gogol, his sister Sonia and Ashoke are also there. They all 

are having food and Ashima is cooking. Gogol expresses his annoyance and curses Ashoke for naming him after 

Russian author Nikolai Gogol who though, was a genius but mentally disturbed, frustrated, eccentric, 

hypochondriac and committed suicide by starving himself. This information deeply upsets Gogol. Ashoke tries 

to pacify him and Ashima scolds him for his misbehaviour with his father. The filmmaker makes this scene look 

very real as setting of the scene quite authentic – a family sitting together and eating food and a teenager arguing 

with his father, his sibling laughing, father trying to make peace and mother scolding- all makes this scene a 

slice of real life as such occurrence during the dinning hour are quite common in some families. The filmmaker 

also clearly marks the difference between two generations and cultures with the help of their costumes, language 

and accents. Ashima is wearing a sari and Sonia wears a skirt and a sleeveless top. Gogol is in a t-shirt and 

denim whereas Ashoke wears a simple shirt and trousers. The accent of Ashima and Ashoke is Indian whereas 

Gogol‘s and Sonia‘s accent are truly American. Ashima get annoyed as Gogol calls his parents ‗guys‘. Ashima 

is deeply hurt at the behaviour of her children. She wants them to grow up according to their culture and 

traditions.  In fact Ashima makes a claim as if she has given birth to strangers. The scene also indicate the 

cultural difference between first generation immigrants and their children. Ashima is carrying the baggage of the 
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culture which she has left behind and her children are not able to connect themselves with that culture.  After a 

few initial protests both Ashoke and Ashima give up and allow Gogol to change his name from Gogol to Nikhil.  

 

V.ASHIMA’S COMPROMISE WITH HER DISPLACEMENT 

The movie moves a few years ahead. Ashima now seems to get better adjusted in the foreign land. She learns to 

drive car and starts working as a librarian in the public library. She befriends there with an American woman 

Sally, her colleague and often shares her personal and family matters with her. On the other hand her son Gogol 

now Nikhil becomes working professional architect. He keeps himself busy and starts staying in a separate 

apartment. He doesn‘t communicate much to his parents. He often spends time with his American girlfriend 

Maxine. He frequently visits her house and develops a cordial relation with her parents. Ashima feels very 

disturbed at his behaviour.  A shot shows him working in his office and Maxine his American girlfriend arrives. 

At the same time he receives the call of his mother Ashima who seems to be upset with his absence from his 

apartment and not taking her calls. She also asks him to come home to meet his father who would be leaving to 

Ohio for six months.Gogol refuses to come as he has a plan to go on vacation with Maxine and her parents. 

Ashima feels disappointment and heartbroken. She disconnects the line. The entire conversation can be seen in 

intercut shots where Ashima and Gogol are on telephone at two different locations. In the next shot we see 

Ashima sharing her disappointment with Sally in the library. She is unable to accept the fact that her son is 

willing to spend his time with the parents of someone else but not with his own parents. Sally reminds her that 

this is America where once the children turn sixteen they are gone. This revelation comes as a big cultural shock 

to Ashima. She never imagined her son slipping away from her parental territory. Her love and affection for her 

son is quite gracious. She somehow makes with her dejection and invites him and his girl friend on a family 

luncheon.    

Gogol visits her parents with Maxine. Both Ashoke and Ashima feel awkward and embarrassed when Maxine 

calls them by their names and holds the hand of Gogol in their presence. According to traditional Indian culture 

younger people are not supposed to call their elders by their names and girls and boys are not supposed to hold 

hands in front of them. Maxine keeps calling Ashoke and Ashima by their names and frequently holding and 

touching Gogol‘s hand. The entire episode makes Ahima feel very uncomfortable in her own house. She has 

been here in USA for many years but it appears that she still has not fully accepted the cultural nuance of the 

host country.  

Gogol leaves with Maxine to spend a vacation with her parents. Ashima quietly accepts this. Her daughter Sonia 

had already gone out for her career pursuits. Ashoke also goes to Ohio owing to his professional commitments. 

Ashima is left behind all alone in a lonely house sans husband and children. But she makes no complaints about 

it. She appears to have accepted loneliness and displacement as her fate and decides to move on with life. It is an 

indication of a growth that would ultimately lead her to an evolution.  Then there comes an unpredictable twist 

in the plot Ashoke dies of massive heart attack while he is away from his home at Ohio. Before his death he 

calls Ashima from the hospital where he has come with a complaint of an upset stomach. In their last telephonic 
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conversation they speak in Bengali which indicates the closeness and homely feeling for both of them. The 

scene when Ashima unexpectedly receives the news of Ashoke‘s death is an extremely moving one. Ashima is 

alone at her place when she receives the news. First she does not believe the news then all of a sudden she feels 

lonelier even more. She runs here and there in the house and switches on all the lights. She finds no one around 

and comes out of the house. There is utter isolation and loneliness everywhere. She in a foreign land feels 

alienated and looks for someone to hold her in this moment of grief and shock. But there is no one around and 

she lets out a wail of pain. The entire scene has been shot in the night time in the low key light with different 

camera angles to enhance the effect of loneliness and despair. The final long shot capturing the entire 

surrounding shows Ashima kneeling down in the front lawn wailing loudly but no one is seen coming out of the 

adjoining houses to console her. The shot very subtly and successfully brings out the agony of the lonely 

Ashima. This remains the most moving and crucial scene of the film. The scene is followed by many parallel 

shots showing the impact of the death of Ashoke on Ashima and Gogol. Gogol is seen visiting hospital for 

claiming Ashoke‘s body and visiting the Ohio apartment and crying there and Ashima sitting before a mirror 

removing her jewellery, bangles and vermilion – accepting the state of widowhood. Death of Ashoke is a 

turning point in the story and brings a huge change in the life of all other characters Ashima, Sonia and Gogol.  

The death of his father brings a lot of changes in Gogol. He gets his head shaven as a sign of mourning his 

father‘s demise. Ashima is surprised to see her son with a tonsured head and speaks in Bengali ―You didn‘t have 

to do it‖ perhaps the first time in life Gogol speaks in Benagli as well when replies  ― I wanted to‖. (The 

Namesake 2007)   

 

VI.ASHIMA’S EVOLUTION AND NEGOTIATION  

After her husband‘s death there comes a significant change in Ashima‘s character. From a homemaker she slips 

into the role of a householder. Gogol also gets transformed. He not only starts acknowledging Indian values and 

culture, he also realises his duty for the family as an elder son. His sudden transformation leads to his breakup 

with Maxine as well. Ashima who never seems to approve Gogol‘s relation with Maxine surprisingly suggests 

him to patch with her up. It is indication of Ashima‘s intentions to resolve the cultural conflicts which has 

troubled her a lot in the past but on the contrary Gogol doesn‘t seem to be interested. His breakup with Maxine 

and caring attitude for his mother is a step forward to coming closer to his roots. This behaviour of Gogol is 

suggestive of disillusionment for American culture. In Indian culture it is quite common to see the elder son 

stepping in father‘s shoes after his death. He becomes caring for his mother and his sister. Very importantly 

while performing last rituals of his father he tells the priest his name Gogol not Nikhil an indication of 

respecting and acknowledging his father‘s sentiments. In the scene filmed at the Hugli river Kolkata he is seen 

performing his father‘s last rituals and scattering his ashes in the river. The scene quite aptly depicts typical 

Indian tradition as all characters are in white costume, performing pooja as the last rites of the diseased and 

scattering ashes in the river. Even in the background the boatman is singing folk baul Bengali song. The scene 
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consisting of various long and close shots of the central characters, Hugli River, a boat sailing and boatman 

singing and the Hawra Bridge present before the audience a kaleidoscopic image of India.                                                                                                                          

Then in the quick succession of the events the movies features Gogol‘s hasty love affair with Mousumi the 

daughter of an old acquaintance of Ganguli family , their marriage and an abrupt divorce. Gogol meets Mousmi 

at a restaurant immediately falls to her charm and gets married with her in traditional Bengali fashion. The entire 

sequence of Gogol‘s meeting with Mousumi till their separation has been filmed  in various short and quick 

shots and montages. It is the brilliance of the filmmaker that she could encapsulate the entire episode quickly 

without missing any details.   

After the sequence the movie progresses towards its climax. The climax of the movie has been filmed at the 

Ashima‘s house where she has invited all friends of Ganguli family. There she acknowledges their support and 

affection in a foreign land. In a very moving address to the gathering she accepts ―for twenty five years I have 

missed my life in India and now I will miss my life here and all of you who have become my family. I will miss 

living with my daughter; I will miss phoning my son all day and nights. I will miss this country in which I had 

grown to know and love my husband and though his ashes are scattered in the Ganges it is here in this house, in 

this town amongst all of you; that will continue to dwell within my heart‖ (The Namesake 2007) and announces 

her decision to spend six with her family in India and six months in USA with her children. It seems that she has 

come with the terms of her displacement and acknowledgs its contribution in her growth. The last shots of the 

movie are very symbolic. The trains passing over the bridges indicate that life is a continuous journey and one 

has to find one‘s purpose while moving on. In a parallel shot Gogol is seen reading Nikolai Gogol‘s book and 

Ashima practising Indian classical music. The scene indicates that life for Ashima has come to a full circle. The 

introduction shot of Ashima shows her practising Indian classical music so is the concluding shot .The movie 

come to an end here. 

 

VII.CONCLUSION 

 To conclude, diasporic experiences create void in the most unsatisfactory and inexpressible way. Ashima comes 

face to face  with diasporic displacement , its challenges and her efforts to overcome it after a consistent struggle 

of twenty five years which she spends in an alien land. In this process she grows and evolves and comes up as a 

transformed person. After the initial cribbing and whining she makes peace with her existence in finding a 

middle path to negotiate her perpetual displacement.   
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