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LANGUAGE PATHOLY AND LANGUAGE THERAPY
8.D. Sharma

Localizationists believe that the frontal lobe in the left cerebral
hemisphere in the brain is the speech and language centre. If this
centre is not intact, some aspects or the ability to perceive, process
or produce language may certainly be disturbed." This state of brain
is a diseased state and an individual suffering from this sort of brain
disturbance (disease) is said to be aphasic (diseased or sick).
Aphasia is a diseased condition which encompasses numerous
syndromes of communicative impairments in Speaking, Writing,
Listening and Reading (SWRL)--the four fundamental communicative
skills now very essential for students, teachers, researchers and
professionals.?

Two questions are of great interest to us at this juncture to ask:
(1) How does the brain system encode and decode speech and
language?; and (2) Are the components of language--phonology
syntax, semantics, pragmatics--neuroanatomically distinct and
therefore vulnerable to separate impairment and disorder (disease).?
In 1861, Paul Broca, a French surgeon and anatomist, established
the fact that language was produced from.the left cerebral
hemisphere. In 1874, Carl Wernicke, a young German physician,
proved that lesions in the left posterior temporal lobe affected
speech comprehension.* Wernicke’s hypothesis strengthened
Broca’s claim that left hemisphere structures were paramountly
needed for speech. This also gave birth to a heated discussion as
to whether different areas within the left hemisphere fulfil ditferent
linguistic functions. Advances in linguistics particularly in phonetics
and pragmatics have now substantiated the fact that specific
neuroanatomic structures of the left hemisphere are absolutely vital
for speech and language.® Today it has scientifically been proved
that 70 percent of all individuals with damage or deficiency or wrong
formation of linguistic grooves (chips) inthe left hemisphere will lead
to language disorders (diseases) as compared to only 1 percent
in right hemisphere. In 1949, J. Wada reported that the injection
of sodium amytal into the carotid (main artery on the language-
dominant side of the brain) induces a temporary aphasis (disease).
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In 1959, Wilder Penfield and LaMar Roberts, Neurosurgeons at the
Montreal Neurological Institute, removed portions on the brain
affecting speech and language.

Correctspeech habits form correctmental grooves or channels
to communicate ideas.® The basic cellular units of speech are
neurons, which are approximately 12 billion in number. Each
speech neurc 1 is composed of a cell body, dendrites (receptors)
and axon (conductive mechanism). The spinal cord acts as a cable
through which streams of neuronal messages between the body
and the brain are transmitted.” Located in the parietal lobe, at the
upper end of the lateral sulcus, is the cortical area known as the
angular gyrus, in which functions necessary to speech, reading and
writing are interrelated.

The massive transverse fiber tract known as the corpus
callosum is particularly important for speech and communication.
Itis only through the smooth and balanced functioning of the corpus
callosum that the left hemisphere successfully communicates with
the right hemisphere. It is estimated that the corpus callosum has
the capacity to carry 4 billion impulses per second. Thalamus as
well as cortical system produces speech and language. In fact, left
thalamusis avery fastrelay station, receiving nerve fibre projections
from the cortex and the lower nervous system structures. Dichotic
listening technique proves the fact that a harmony between the left
and the right hemispheres facilitates the task of effective
communication of ideas.

The left hemisphere has 9 linguistic specializations, namely
—(i) Speech, (ii) Writing, (iii) Temporal-order Judgments, (iv)
Language, (v) Reading, (vi) Associative thought, (vii) Calculation,
(viii) Analytic processing, and (ix) Right visual field. Likewise, the
right hemisphere has 7 linguistic specializations, viz., (i) Holistic
processing, (ii) Stereognosis, (iii) Nonverbal environmental sounds,
(iv) Visuospatial skills, (v) Nonverbal ideation, (vi) Recognition and
memory of melodies, and (vii) Left visual field. The above linguistic
specializations of the left and the right hemispheres are
complementary to each other. However, recent researches
undertaken by such eminent language scientists as M. Dennis, H.

o
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Whitaker, R. Brookshire, H. Spinnler, D. Kimuraand M.L. Kean have
proved the fact that the right hemisphere does not have the same
potential for speech and language specialization as the left has. The
above named linguists have also substantiated the fact that both
the hemispheres must be equipped with 16 specific language
specializations, i.e., 9 in the left and 7 in the right as enumerated
above. The disbalance or disease emerges the moment the fine
balance between the both is somehow disturbed. Correct language
teaching is, therefore, essential to form such language channels
or grooves as are essential to sustain this equilibrium.

As a result of disturbance in the fine balance between the
language functions of both the hemispheres, a number of diseases
are found amongst university students, particularly amongst the
students of science and technology. Some glaringlanguage diseases
found galore are listed below:

1. Schizophernic Aphasia

2. Diffused Aphasia

3. Focussed Aphasia

4. Conduction Aphasia

5. Graphic Aphasia

6. Phonic Aphasia

7. Agrammatical Aphasia

8. Dysgraphia

9. Dyslogia

10. Purealexia

11. Verbal Alexia
12. Literal Alexia

13. Dysarthria

14. Anarthria

15. Stuttering

16. Dystexia

17. Agraphia
18. Jargonophasia
19. Polyglott
20. Enunciation Disorder
21. Speech Disorder
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22. Receptive or Sensory Disease

23. Dysphasic Disease

24. Atrophy

25. Expressive Aphasics

26. Amensic Aphasia

It must be noted very cerefully that students are endowed
genetically with a Universal Granomar (UG) or the Language
Acquisition Device (LAD) which is said to account for special
capabilities for acquiring alanguage. The experiments with Washoe,
Koko and Kanzi in the recent times in the USA and other countries
have proved this fact. On the basis of his LAD/UG, a student learns
a language and in this process of language learning, language
channels of L' and L2 et al are formed in his brain. However, the
clash between L' and L2 is a common phenomenon because of a
number of factors.®

Aesthetics of high order mainly depends on the fine equilibrium -
between the left and the right hemispheres or the brain. Charles
Darwin, the father of modern evolutionism, failed to appreciate
Shakespeare’s dramas because his left hemisphere was damaged
and he developed a particular disease known as atrophy, which is
a sort of paralysis of thinking and ideas.® Too much scientific studies
without any aesthetic interest is injurious to brain.

NRA (Neutron, Receptor and Axon) Balance Theory is a recent
breakthrough in the domain of Neuroanatomic structures and
Phonetics, which recommends sufficient study and practice of
music, literature, language and aesthetics to correct a number of
language diseases. This effortis now knownas language pathology
and language therapy. In Indian context, NRA Balance Theory may
only fructify if there is sufficient language laboratory infrastructure
and well-trained and well-groomed language teachers. By the time,
students reach the university portals for the pursuit of higher
learning, their language channels are almost hardened. Their
aesthetic taste, too, is already vulgarized. They also suffer from a
number of language diseases, as enumerated above, and certainly
it becomes a hard nutto crack to rejuvenate aesthetic sense inthem.

However, based on pragmatism and emoiricismitis suggested

____4
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that (i) for neuron, correct speech habits are to be formed; (ii)
Phonetics, syntax and grammar must be taught in their right
perspectives; (iii) select poets having sonorous quality of language
must be taught to aphasics of schizophrenic, diffused and focussed
disorders; (iv) for conduction, graphic and phonic aphasics, use of
AVR Eye-Span Trainer SRA Reading Accelerator, AVR Reading
Rateometer and Excel-O-Reader Systems are recommended; (v)
SS Reading methods are recommended for those suffering from
the language disease of Dyslogia, Literal Alexia and Dysgraphia;
(vi) use of Sonograph, Pitchmeter, Speechstretcher, Endoscope,
Kymograph, Chromograph and Breathing Flask is recommended
for the language patients of Anarthria, Polyglott Aphasia and
Expressive Aphasia.

NOTES AND REFERENCES
A.Akmajian, et. al. Linguistics: An Introduction to language and communication
(London: Practice-Hall International Ltd., 1995), p.502.
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s . A Textbook of Spoken and Written English (Delhi: Vikas, 1984),
p.11.

“A. Akmaijian, et. al. op. cit., p.508.

sS.D. Sharma, Semantics and Syntax: Indian Loan Words in English (Delhi:
PBP, 1992), p.141.

Slbid., p.147. :

’Akmaijian, A. et. al. op. cit., p.517. ~

0. Duerot, et. al. (trans.) Encyclopedic Dictionary of the Sciences of Language
(Oxford: Basil Blackwell, 1981), p.104.

S.D. Sharma, Longinus on the Sublime (Delhi: PBP, 1991), p.154.



THE CONCEPT OF THE POET IN EARLY

GREEK POETRY

Ranjan Ghosh
The Greek poetry was nurtured under the welcome shade of
political freedom, and their art thrived under the laws of free society.
Poetry, being a serious public concern, easily became the
cornerstone of education and civic life. It was a ‘delightful’ thing that
was capable of ‘enchantment’; it was not strictly utilitarian, for
divinity in the form of an inspiration by the gods or the Muses cannot
be overlooked. It existed as an art, a craft, that requires talent,
training and long practice. So the concept of the poet as a teacher,
as anenchanter, as adivinely inspired individual and as a craftsman
come through quite clearly. Since the nature of poetry has varied
through the developmént of Greek civilization, different concepts
of the poet have also surfaced. , .
We can safely begin with Bassett's brilliance: “A ‘poet’ is he
who gives to material at his disposal a particular, individual quality
and existence.... The only reason for the creative effort of the early
‘poet’, as poet, was the joy in the making, which, because of his
humanity or for some other reason, he shared with his audience.
There is strong evidence that Homer had no other purpose than
this--afact which, if established, gives to our oldest literary document
the added value of being poetry in its pure state.” According to
tradition, /liadand Odysseywere composed by the wayfaring singer
named Homer, whose name is used collectively for all epic poets
just as the name of Vyasa is used as the author of the Mahabharata.
Homer was more of a singer than a poét in the modern sense of
the term--a singer with the gift of ‘invention,’ the invention of the
myth centering around his epic. Odysseus is said to be skilful in
telling tales, but is also said to be ‘knowledgeable as a singer’ (11,
368). As the singer moved from place to place standing before many
strangers’ door, he is said to have learnt the minds of many men
(Odyssey, 1,3). The word ‘bard,’ ‘singer,’ occurs only once is lliad
(11.24.720), but representations of bard appear many times in
Odyssey. Words of praise for the bard come from Odysseus and
the bard sings “all too according to the order of things,” lien kata
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kosmon.?2 He is the man who has the ability to provide precise
representations of reality. Also, the poetknows thelkteria,‘enchanting
things.' The Sirens who stood for the bard could boast of the
requisite ‘enchantment,’ and that was why their listeners were
enraptured. Asilence descended onthe Phaeacians as they listened
to the song of the Sirens. Also, When Odysseus finished his lengthy
tale in the palace of Alcinous, an enchanting silence settled over
the audience. The speaker is eulogised on his grace as a word-
weaver, having the genius and the craft of the singer; here hearing
him is as soothingly remarkable as drinking the good wine of the
patron. This is an obvious pointer to the skill of the master poet who
has his listeners under his spell and charms them into being
partakers of the life which his imagination has created. Goldhill,
quite introspectively, cites another instance. Eumaeus describes

the stranger to Penelope-in the following way:
_ Such things he tells, he would enchant [thelgein] your very heart...
As when a man looks at a bard, who has leamnt from
the god to sing words pleasing to mortals;
and they violently desire to hear him, when he sings.

So that man sitting in the hall kept enchanting (thelgein) me.
(17.514, 518-21)

The compelling power of the poet's speech has an obvious Vedic
analogy. In the Rig Veda speech becomes identified with the
creator. The point to be noted is that the power of language grows
in the hands of the Poet.

There is a passage is the Odyssey that speaks of the art of
learning the songs. Here the singer Phemius boasts that he is self-

taught and god has implanted songs of all sorts in his spirit:
| am a poet who sings for gods and men. | am autodidaktos, and a god
breathed into my breast songs of every sort.... (22, 347)

For our purpose this passage is very significant as it contains the
point about creativity. Phemius points out that the songs that he
sings are not repetition of the songs that he has learnt or heard but
are produced by himself. The word autodidaktos merely points to
it. However, self-teaching does not obviate the divine aid. By
considering the source of his inspiration as mysterious, he implicitly
admits the transcendent presence and the creative force embodied
in the mythic muse. He sings a very ‘new' song--the artistic form
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of the epic chant--which is the poetic creation. In /liad (2,485) we
are told that the Muses were the original poets who experienced
“the epic events as eye-witnesses and transmitted knowledge of
them to later men. The point is that poetry is a sort of knowledge
and the poet when he is blessed by the muses comes to have a
sort of privileged access to knowledge. Here we touch upon the
question of divine inspiration. Borrowing from Democritus, Plato
points out that just as iron filings become magnetised through the
power of the magnet, so the poet is inspired through the divine
power. Thus, from Homer we arrive at a concept which clearly
demonstrates the poet as a man possessed with a divine vision
(darshna) and powers of description (vernana), breathing like the
creator in Genesis, the breath of life into the image which he had
made. Such a concept of the poet as the divine singer occurs in
the Rig Veda where Brihaspati, éssentially a man, is deified on
account of his superior talents and achievements. As a matter of

fact, in the Rig Veda X.91.3, God is spoken of as a poet:
Most skilful with Thy powers, most wise with wisdom,
O God, Thou art a Poet knowing all with thy poetic wisdom.
Master of good things, Thou, the One, art the Lord
Of what the heaven and the earth produce.?

There are occasions when through the poet a god’s voice speaks
to a moral. The higher power is revealed through more than the
human range of the words. The poet has the unobstructed view.
He sees life steadily and sees it whole. With his imagination and
preternatural vision he is like one of Plato’s souls that hastens back
to earth after a thousand years amidst the indescribable sights and
experiences of heaven. Homer's poetry has the quality to reveal
new beauties and enlarge the dimensions of human spirit. It is a
concept of the ‘true’ poet who reads betwen the cold dark lines of
the world, exhibiting the sublimity of life.

We come to an altogether different world away from the world
of heroes with Hesoid. lliad ignores the ordinary existence of the
ordinary people. Hesoid, by contrast, in Works and Days pictures
the daily life of men. He tells us that the Muses had instructed him
to sing his song. He is a self-conscious poet who knows about his
power which permits him to ignore the narrow limitions of direct
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physical experience. He has never been to the sea, but he can have
the knowledge of seafaring through the Muses. The Theogony
opens with a song of praise to the Muses. It is they who “once taught
Hesoid beautiful song as he tended his sheep under holy Helicon”
(22-3), and “they gave me a staff, plucking a fine branch of
flourishing bay, and breathed in me a divine voice, so that | might
s.ng of what was to come and what had been. And they commanded
me to hymn the race of the blessed immortals and always to sing
of themselves first and last” (30-4). So, with the acceptance that
the Muses are skilful in speaking and gave Hesoid resounding
speech, we can highlight two points: (a) language of poetry is a
departure from ordinary speech; (b) the poetic genius or pratibha.
Hesoid states it categorically that the Muses released him from the
lowly animal existence and blessed him. Indeed, the power of the
‘poet and that of the king are of the same kind and origin. By the
side of the kingly function which comes from Zeus stands the
singer’s function which comes from Apollo and the Muses. Both are
distinguished by the gift of attractive and persuasive speech. The
Vedas speak of the poet as vakpati, the lord of speech. The Greeks
attested his extraordinariness in this regard. Another dimension of
Hesoid is his keen awareness of the moral corruption of man. In
both Theogony and Works and Days we come across a picture of
the decay of human morality, and the poet's belief in the divine
justice. Hesoid's realism does not forsake myth altogether. He
dichotomizes power between aidos and nemesis. The two
conceptions describe the feeling for moral values and for the
sanctity of justice and these two concepts have corresponding
symbolism in the hawk and the nightingale. The nightingale whose
name means the songstress represents the poet. The poet’s function
is to declare the blessedness of justice called dike.
Coming down the ages we find that Theognis also flags off his

composition with a prayer and a short hymn of praise to Apollo. This

is relevant because of the divine favour bestowed on the poet. Even
the goddess Aphrodite favours the poet with a life that is luxuriously
open to the sacred power of a grand passion. Believing inthe dictum
that which has beauty is loved for beautiful implied physical and
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moral beauty together. This love for the beautiful and an affixation
on noble deeds set the tone of his whole work. He professes to
enshrine the lessons of life in his verses and truly enough, for he
believes in disbursing knowledge when one is the friend of the
Muse--inventing, composing andimparting in his own style. Parhaps
here is a pointer to sophia and aretal.

As the precursor of the sophistic enlightenment, Simonides is
remarkable for his skill in art and profound in his wise perception.
Like Xenophanes and Archilochus, he breaks with the tradition and
walking out of the conventional elucidation of words like agathos,
kakos, aischros (‘goodly,’ ‘mean,’ ‘shameful’) emphasizes with
prophetic insight the uniqueness of intention, justice and laws of
society that parpetuate the glory of the city and the philosophic
wisdom that acknowledges the limitations of humanity. Endowed
with the power of pathos that is proverbial, Simonides works with
a remarkable fluency and rhythm that has Dionysius in a state of
admiration. His ability to delineate the fundamental human
predicament with rhythmic unity and fluidity speaks glowingly of his
poeticacumen. He knew the just exercise of his poetic spiritto clothe
an emotion, which would otherwise have suffered cold neglect. He
exhibits the poet’s ‘ability’ to feel the sympathy, and puts his finger
on the right tissue of human suffering. He concretizes a given
human situation with vitalising power cloaked in the lustre of a
language that seldom divorces it from its natural spontaneity.
Dionysius praised his choice of words and his accuracy in combining
them, and the ancient critics spoke eloquently about his sweetness
and elegance. Under a confused glow of a disintegrating tradition,
Simonides works fiercely with typical lonian clarity and the
‘adhesiveness’ of the poet's mind that comprehends the bizarrerie
of circumstances to infuse a warmth--a warmth that is embosomed
in a new feeling for man and his growth in and with nature. He
removes the logs from our eyes and makes us perceive the
principles that honour acceptability and sensibility inlife. He emanates
as the prophet with a radiant creative power that becalms a besotted

herd. This is an interesting angle in the formation of the concept
of the poet.
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With Sappho we come closer to our conception of the poet as
the feeling self who can wrest a song from the sorrow and turn her
joys into a melody. It was in Sappho’s nature to react passionately
and get driven to extremity in crisis. She is graced by the Muses
and combines a melody that is true to the nature of a true poet. Her
feminine nature knows only devotion to grace, the pain of spiritual
passion and perceptive intelligence. In her poetry the topical is allied
with the eternal in perfect balance. In fact, such a balance and
genius find their strong feet in Pindar. Unlike Bacchylides, his art
is never lucid, though not abstruse or orotund. It is the stamp of
the brilliant mind of the poetworking at his masterly best. Theognidea
may have maxims, but it requires the poet's art to survive. Pindar
wields language with a sublime power couching his soaring thoughts
deftly, demonstrating inthe process his inward strength and stability.
The realm of his poetry paves enchantingly the roads that lead one
to the ‘inner resources’and leaves all exit doors closed. It is a self-
contained universe manifestingthe power of Parminides or Heraclitus
with the radiance of the inner power that calibrates the emotion and
acts of the heroes and the gods and untangles the intricate nature
of men.

It is within the power of the poet to strike a rapport between
values and their manifestation in life. He engineers a relationship
between the pregnant past and the prospective present, and the
cross-relations declare a‘power’ thatleads onetoahigher governing
reality. Pindar's art profoundly professes poetry as the universal
medium. His choral songs weld music and words, and exhibit a
wholeness. The extraordinary intensity of the poetic spirit surfaces
in the victory odes, and Pindar lays great faith on the principle that
achievements have a thirst for song. In the fifth triad of the first
Pythian ode, Pindar emboldens his language on the anvil of truth
as often he has done in his other odes. He admits the function of
the poet as being the voice and conscience of the commurity,
according the right emphasis on correct judgment. Being
apothegmatic--harping on the need to be righteous, truthful and
liberal--he transpires wisdom and indeed the treasury of songs that
we have seen as being the soulful and artful effusions of the poat
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creates the luminous sanctuary of immortality. This has obvioys
Vedic connection in that Dirghatamas, one of the most important
of the poet-philosophers of Rig Veda, points at the holy nexus
between access to truth and immortality. Pindar emphasizes the
immortality conferred by poetry and the image of Apollo’s golden
lyre (significantly contrasted with the music of Dionysus) that
bespeaks of a soothing harmony. This ‘harmony’ pacifies all the wild
forces of the divine world, reemphasizing thereby the poet’s power.
In fact, the profundity of Homeric and Pindaric creations invariably
point to pratibha. It is the power of the mind that makes Homer or
Pindar see the subject of their poems as steeped in beauty,
rendering in the process in apt language a picture of beauty they
have seen. The concept of the poet combines smirti or recollection,
mati or farsightedness, buddhi or intellect and prajna or intuition
(poetic imagination). For Homer many a time it is a yogin’s yogic
perception. They have the creative talent or Karayitri Pratibha; it
is sahaja or mborn

The Greeks, indeed, have created a new world of poetry
(nirmiti). With due regard to Mammata (kavyaprakasa), the poets
with Homer in particular have exhibited the nine Rasas (love,
humour, pathos, terrible, heroic, fearful, repugnant, wonderous and
peaceful). Rajasekhara in Kavyamimamsaadmits of the three types
of poets of which | attribute the Greek poets to belong to two
categories, namely the sarasvata-kavi and the abhyasika-kavi.
Also, Ksemendra speaks of two factors that go to the making of a
poet, viz. (a) divine favour, and (b) human effort (kavikanthabharana).
Indeed, if Homer, Hesoid and Pindar belong to the first category,
Simonides, Theognis, Bacchylides, Alcman, Ibycus, Mimnermus,
Anacreon and the rest partaking in parts from the first division
belong primarily to the second category. However, the discussion
cannot end without a brief reference to Plato, a born poet and lover
of poetry, who disclaimed it for higher truth of philosophy. In the
corpus of Plato’s Dialogues there are tributes to the vocation of the
poet which are no less striking than the picture of the poet as the
dealer of half-truth that we have in the Republic. The poet is either
gripped by enthousiasmos (Apology 21-2; lon; Meno) or the principle
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of mimesis, and indeed he is a victim of a madness that is beyond
his control. Despite his tirade and banishment of the poets, there
is a wistful admission of the lingering attractiveness of poetry in the
Republic. Plato may be taken to have paid the highest tribute to
the poet when he points out that the Muses are ten in number. The
tenth, said Plato, was Sappho, the Greek lyric poet. Outwardly, he
bore an attitude of an obscurantist trying to muzzie the poetic
impulse; but inwardly he emphasized on techne or the artful
representation of men and actions but with a communication from
the soul. | conclude this discussion with the following lines from
Keats’s poem “To Homer":

Aye on the shores of darkness there is light,

And precipices show untrodden green,

There is a budding Morrow in midnight,
There is a triple sight in blindness keen;
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SHAKESPEARE’S DOUBLE VISION IN
RELATION TO GOOD AND EVIL

Seema Raizada

Shakespeare’s plays display almost every facet of good and
evil apart and in varying combinations. In this respect, characters
and theiractions are inseparable, since the state of the characters
being good or evil is invariably associated with their actions.
Whenever such characters reveal their thoughts in soliloquies or
dialogues, they serve as a prelude to their actions or show their
bentof mind which mightensue inaction. Itis only when Shakespeare
intends to present a character in a symbolic way as well that he
lends him the quality of absolute goodness or absolute evil. The
heroines of the last plays and villains like Aaron, lago and lachimo
are of that absolute category. They are envisioned positively or
negatively, although Shakespeare’s creative power endows each
one of them with an individuality, filling us with attraction or
revulsion in consonance with their goodness or wickedness.
Barring these, the rest of his characters show mixed traits--good
and evil in a varying proportion along with such other traits,
appearing in some characters, which can be viewed as good or
evil at different or at the same time. These are envisioned in the
light of the double vision and yield a fascinating analysis. Their
actions are accordingly good or evil just as their positive or
negative attributes come into play, and sometimes, chameleon-
like, they seem to act unexpectedly in a way which contradicts
their earlier nature. Clearly, there is a doub le strain, which has
gone into their making in their very inception at the visionary
source in the dramatist's mind.

It is a universally accepted truth that ‘good’ is invariably
positive while ‘evil’ is negative. In drama, right from the Greek
dramatists to the moderns like T.S. Eliot and O'Neill, both these
values have been the pre-eminent or sole themes of which the
plot and characters are a medium of explication. The conflict of
good and evil is a perennial theme of all literature, and it is most
intensified in drama because this mode is distinguished by its
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intensity. Finally, both good and evil are associated with moral
implications and are limited at some point by the presence of the
contrary element, but at the highest point of intensity they tend
to be absolute.

Unlike the Greeks, Shakespeare shifts the responsibility for
evil entirely to man even when there is a supernatural agency or
another individual to act as its source. Hence his actions are also
due to his volition. The focus is shifted entirely to the inner self
and in the initial stage of the assault of evil, the negative vision
presents its working. This revelation of the impact of evil and its
working within the mind of the character distinguishes Shakespeare
from other dramatists. It is more comprehensively seen in his
tragedies. In Romeo and Juliet, where the inner world is not
revealed, evil works externally. In Antony and Cleopatra, Coriolanus
and Timon, the evil is given a more complex representation. The
presentation of evil in these tragedies, as also in the last plays,
has an inner dimension, but the technique of double vision in its
working in relation to good is more subtle in his great tragedies.

In Julius Ceasarthere is no obvious source of evil in the world
of Rome except what may be called Caesar's excessive power
which breeds fear in the minds of the conspiratiors, the excessive
idealism of Brutus and the hybris of Ceasar which is due to his
excessive confidence in himself. In a way, Julius Ceasar can be
called adrama of excess like his great fourtragedies. The reaction
of the first of these evils--i.e., fear on the minds of the characters-
-is almost similar to that in Macbeth. They commit a crime which
makes the situation worse. Cassius is the spokesman of this
sense of fear, which initiates the action leading to the assassination
of Ceasar and the subbequent events. The double vision presents
it positively as a patriotic feeling, but negatively as an outcome
of envy and personal ill-will. When Cassius speaks of “many of
the best respectin Rome... groaning underneath this age's yoke,"'
he speaks for others’ longing for liberty and a life of self-respect.

This is positive vision, evident in his following utterance:
Why,”man, he doth bestride the narrow world
Like a Colossus, and we petty men
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Walk under his huge legs, and peep about
To find ourselves dishonourable graves.
Men at some time are masters of their fates:
The fault, dear Brutus, Iis not in our stars,
But in ourselves, that we are underlings.?

What is prompting him is a general cause. He speaks for all
Romans, and in the last two lines for all men in all ages. It shows
the positive vision geared to project a rightful cause.

But when Cassius speaks of Caesar more personally,
comparing himself with him, it is the negative vision showing that
in addition to more exalted motives, he is also envious of Caesar

and resents his greatness:

| cannot tell what you and other men
Think of this life; but, for my single self,
| had as lief not be as live to be

In awe of such a thing as | myself,

| was bom free as Caesar, so were you;
We both have fed well, and we can both
Endure the winter's cold as well as he:?

Evil is presented in all the three references, given above. In
the first two, it is tyranny of dictatorship, while in the third it is
Personal envy. It is not yet given an inner dimension which we find
in the soliloquy of Brutus, “It must be by his death....” The following
two images of evil lie embedded in this revelation of the inner
landscape of Brutus’s mind:

And therefore think him as a serpent’s egg,

Which, hatch’s, would as his kind grow mischievous,
And kill him in the shell.*

From Brutus’ point of view these become points in the argument
for killing Caesar, and both are based on a possibility, and not on
afact. This situation is presented by the double vision showing the
honesty and sincerity of Brutus, while at the same time exposing
the fallacy of his idealism. This is the way in which the whole
character of Brutus in conceived. The fact of their belonging entirely
to an imaginary world and yet subsequently used as concrete
reasons for action makes for an additional quality in this
representation of evil which extends to plays immediately following
Julius Caesar, viz. Hamlet and Othello. Incidentally, this also
becomes a movement from imaginary to concrete and from partial
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to absolute evil.

In Hamlet the treatment of evil with reference to character
and action is similar to, and yet in contrast with, that in Julius
Caesar. The mental landscape is more fully revealed and the
effect of evil is more comprehensively presented. The similarity
lies in the fallacious reasoning; but whereas the hypothesis of
Brutus is grounded on a possibility, that of Hamlet is based on
fact. But thereafter, Hamlet's speculations move at a tangent
away from that fact, and in place of the false hypothesis of Brutus
leading to action, the true hypothesis of Hamlet leads him away
from action. Itis an interesting case of evil or the thought triggered
off by evil serving to swell it out of bounds like the genie in the
story arising from the bottle.

What happens to Hamlet at the first impact of evil is a twofold
reaction on his mind: first, there is the stamp of one defect in his
nature beginning to “do out” all his noble substance “to its own
scandal”; second, he proportionately magnifies the evil till it

overwhelms all experience and all existence:

How weary, stale, flat and unprofitable,
Seem to me all the uses of this world 15

No wonder the whole universe becomes sterile, foul and dust-like,

as he subsequently puts it to Rosencrantz and Guildenstern:
... this goodly frame, the earth, seems to me a sterile promontory; this most
excellent canopy the air, look you, this brave o’erhanging firmament, this
maijestical roof fretted with golden fire, why, it appeareth no other thing to
me than a foul and pestilent congregation of vapours.®

The evil in Claudius is presented in the light of double vision: the
negative vision presents his crime--his ‘deed’ like his “most painted
word”--, while his repentance in the prayer scene displays a touch
of positive vision.

Hamlet's acts, such as killing Polonius and mentally tormenting
Ophelia in the Nunnery Scene driving her to madness and death,
are a manifestation of the working of evil on his mind. Although
there is nothing like absolute evil in Hamlet, the all-enveloping
sense of sickness, rottenness and malignacy appearing in the
images of ulcer, impostume and disease shows that Shakespeare
is more exclusively preoccupied with the effect of evil on the
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human psyche in this play than in any other tragedy. Hamlet's
actions show how an excess of this consciousness atrophies the
power of action, at least of right action.

Apropos of the role of evil in Hamlet, Bradley, otherwise a
very penetrating critic, does not go very far. He “calls his mother's
action an eruption of coarse sensuality,”” and feels that the
subsequent revelation of his father's murder and his mother’s
adultery contribute to the “central mass of diseased feeling.” The
impact of this evil is to wound his soul and Hamlet's entire thinking
only lacerates it. What Bradley misses is deepinsightinto Hamlet's
psyche.

Wilson Knight goes deeper and quotes William James from
The Varieties of Religious Experience to show the working of evil

on Hamlet's mind:
... you see how the entire consciousness of the poor man is so choked with
the feeling of evil that the sense of there being any good in the world is lost
for him altogether. His attention excludes it, cannot admit it: the sun has
left his heaven.?

For Wilson Knight the effect of evil is manifested in Hamlet's
sickness of soul, his death-consciousness and his attitude of
negation:
His consciousness, functioning in terms of evil and negation, sees Hell but
not Heaven. But the intuitive faith, or love, or purpose, by which we must
live if we are to remain sane, of these things, which are drawn from a timeless
reality within the soul, Hamlet is unmercifully bereft. Therefore he dwells on

the foul appearances of sex, the hideous decay of flesh, the deceit of beauty...
the torments of eternity.

In other words, Hamlet lives in an Inferno and that is the utmost
limit to which evil can drive a man. It happens in Othello and King
Lear again and more tangibly. These two plays explore greater
depths of that abyss of hell-fire, variously called in these plays as
“roast in sulphur''’ and “bound upon a wheel of fire."'2

In Hamlet the double visian provides two facets of Hamlet
all along the action. The positive vision focuses the image of
Hamlet as he was before the onslaught of evil and recurrently
brings before us his better si je to set off the rash, impulsive and
sometimes brutal part of him which, like a ruined piece of nature,
appears to us in his derangement. The treatment of Ophelia is
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followed by his escape into the world of the players and talk with
Horatio; the killing of Polonius is followed by the priest-like role
with his mother; the scuffle with Laertes is followed by the
description of his state like a gentle dove; and all his soliloquies
reveal his god-like reason and thoughts that wander through
eternity. Above all, just after his brutal image in the Nunnery
Scene, there is the image of “the courtier's, soldier’s, scholar's
eye, tongue, sword;” it is the positive vision of the dramatist
alternating with the negative vision. Together, these two visions
make up the character of the man who is an angel at one time
and talks of drinking hot blood at another--the character whom
Shakespeare's art has so “gingerly” presented.

In Hamlet the sweep of evil over the largest area of human
psyche has been shown; the concentrated presentation of its
furthest limit follows in Othello and the two sorts combine in King
Lear.Bradley has analyzed remarkably well the functioning of evil
inthe scheme of Othello. What he says of lago as an embodiment
of evil in character and action can hardly be improved: “lago’s
plot is lago’s character in action; and it is built on his knowledge
of Othello’s character....”'® This statementalsoimplies that Othello’s
character has a flaw, which exactly responds to lago’s evil. In
other words, there is something akin to evil in Othello without
which lago’s evil would not find a way into his mind. What awes
the reader or the spectator is the absolute control lago has on
Othello just like a beast of prey holding its victim which can not
escape its jaws.

It is clear that lago and his actions are conceived by the
dramatist’'s negative vision, and there is no trace ot the positive
vision because lago does not manifest a single positive trait even
for a moment. There is no doubt that Shakespeare has created
him as an embodiment of absolute evil, and Bradley rightly
affirms: “Evil has nowhere else been portrayed with such mastery
as in the character of lago.™ This “absolute evil" in human
embodiment not only destroys the world of Othello and Desdemona
physically, but also tries to destroy Othello spiritually. In other
words, he takes him to damnation. Othello asks Lodovico at the
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end:
Will you, | prey, demand that deml-deyll
Why he hath thus ensnar'd my soul and body?'

In Othello’s act of murdering Desdemona we find annihilatior
of love--the very virtue which could redeem him. Othello’s last
speech is ample evidence of his final despair at this loss. Othello
has eternally lost what Lear has regained in Cordelia’s love. It can
notbe retrieved eveninthe life after death--the faith on which Antony
and Cleopatra is built. To read any suggestion of regeneration in
Othello’s dying speech is illusory.

Whatemerges from the above discussionis that Shakespeare’s
negative vision portrays, to the very limit, the physical and
spiritual devastation under the impact of evil when it tends to be
absolute. After this Shakespeare seems to have been questing
how evil can be controlled and overcome, while at the same time
his positive vision elaborates the role of good. This is manifested
as love which is used as a power to curb and transform evil. With
King Lear the quest already seems to have gone a long way.
Earlier, it can also be seen moving to some kind of resolution in
the two problem plays--All's Well and Measure for Measure.
Troilus and Cressida, written almost at the same time as Hamlet,

asserts the presence of similar evil. In the words of Thersites:
Here is such patchery, such juggling and such knavery! All the argument
is a whore and a cuckold--a good quarrel to draw emulous factions and bleed
to death upon. Now the dry serpigo on the subject, and war and lechery
confound all !¢

The imagery evokes rottenness and disease apparently beyond

cure:
Now the rotten diseases of the south, the guts-griping, ruptures, catarrhs,
loads o’ gravel inthe back, lethargies, cold palsies, raw eyes, dirt-rotten livers,
wheezing lungs, bladders full of imposthume, sciaticas, limekilns i'th' palm,
incurable bone-ache and the rivell'd fee-simple of the tetter, take and take
again...."”
In Measure for Measure, although a later play, the malady is

shown to be at a pitch:

None, but that there is so great fever on goodness, that the dissolution of
it must cure it.'"®

All's Well approaches the problem by making a statement which
can be taken to be one of the ways in which Shakespeare solves




SHAKESPEARE'S DOU LE VISION IN RELATION TO GOOD AND EVIL 21

it. The French lord at Florence, talking of ertram'’s affairs, says:
The web of our life is of a mingled yam, good and il together--our virtues
would be proud, if our faults whipt them not; and our crimes would despair,
if they were not cherish'd by our virtues.'®

We can now derive a few conclusions about Shakespeare’s
treatment of good and evil. His presentation of evil can be seen as
amounting curve. The earlierencounters with evilin Titus Andronicus
and Richard Il are like two sharp peaks of an undulating land, which
give way to a pleasant plain with evil only like a hillock here and
there. The happy comedies contain evil, which presents no real
threat to happiness. Then, in Julius Caesar evil is so ambiguously
presented as to be indistinguishable from good. Subsequently, the
curve mounts steeply in Hamlet where it again moves evenly after
evil reaches a certain pitch. In the Problem Plays like Troilus and
Cressida and Measure for Measure, it maintains the same pitch.
All’s Well, dated earlier and appearing in a completed form at this
period, shows the lower level comparable to Much Ado. Then, the
highest point in this landscape reaches with Othello. In King Lear,
we come to a more comprehensive stretch on a slightly lower level
of intensity as though the height of one single manifestation is
shared by three. In Macbeth, we find a renewal of the intensity of
Othello, but part of it goes to the poetic atmosphere and it is also
split in three manifestations. Thereafter, Shakespeare’s mode of
presentation changes and he envisions evil notonly as inseparable
from good (which is a part of his old mode), but sometimes gives
it an ambiguity as in Antony and Cleopatra. However, he evolves
it, in a final movement, into absolute good in this play. In Coriolanus
and Timon, which are the last plays of his tragic period, evil acquires
more general embodiments and afteramovementona comparatively
lower pitch in the two Roman plays, it casts a dark shadow in Timon
before sinking to a lower key of general embodiments in the last
plays and co-existing with good as a part of the scheme of things.

Whatis noteworthy as anincidental factis thatthe supernatural
machinary, which was used by the Greek dramatists to usher in
and finally purge the evil, is used by Shakespeare generally as
a doubtful manifestation of evil. The usual touch of ambiguity is
perceptible in his presentation of the supernatural. In the Last
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Plays, the effects of ambiguity are maintained as a technique. Evil
is no longer absolute; it seems to be a part of the scheme of things
as was suggestedin a statementin All’ Well. The final implication
is that like good, it has to be accepted. It can be transformed and
the evildoer can be redeemed. Even this transformation does not
seem to be final. It is Shakespeare'’s technique of double vision
which accounts forall these doubts and ambiguities in his delineation
of evilas in everything else. The characters and their actions are
presented positively or negatively or ambiguously as he envisions
them in “the gag and bone shop his heart.”2°
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SHAKESPEARE POSTMODERNIZED:

TO WHAT EFFECT ?

Ramkrishna Bhattacharya
The picture of Shakespeare studies in the last twenty-five
years has changed beyond recognition. We still have such traditional
journals as the Shakespeare Quarterlyand the annual Shakespeare
Survey, but, apart from critical and interpretative works on
Shakespeare’s life, times and stage, we now face a plethora of
theorizing on Shakespeare's plays. They range from structuralism
to post-structuralism (deconstruction) with feminism, reader
response, neo-Freudianism (a /a Lacon) and neo-Marxism thrown
in. So many different, nay contradictory and conflicting, approaches
are vying with one another, each claiming to blaze a new trail.
Postmodernism (to use the more convenient umbralla term)
was rather slow to arrive in the field of hakespeare studies. The
earliest attempts at feminist readings started with The Stranger in
Shakespeare (1972) by Leslie Fiedler. It was followed by an
anthology, the Woman’s Part: Feminist Criticism of Shakespeare
(1980) edited by C. Lenz et. al. The contributors adopted a more
or less favourable attitude towards Shakespeare because of the
strength shown by some female characters in an otherwise male-
dominated world. Similarly, Germaine Greer (Shakespeare, 1986)
saw merits in Shakespeare’s rejection of the archetypal image of
the ‘passive woman.’ On the other hand, Coppelia Kahn (Man’s
Estate, 1981) and Marilyn French (Shakespeare’s Division of
Experience, 1982) found fault with the playwright because of the
ethos of male chauvinism dominant in his works. With the passage
of time, this kind of reading gained upper hand. Lisa Jardine (St
Harping on Daughters, 1983) and Kathleen McLuskie (‘The
Patriarchal ard,’ 1985) contested the positive and progressive
picture of Shakespeare as a benign egalitarian. Feminist critics
explored in detail the codes of phallocentricism and dramatic
convention by which sexual difference was represented by
Shakespeare.
Since the 1980s there is a boom of new approaches inspired
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by theories borrowed from other disciplines. Foucauldian theory of
powar was harnessed to a brand of shame-faced Marxism in the
works of New Historicists. Jonathan Dollimore made a splash with
his Radical Tragedy (1984). Mikhail Bakhtin Provided the model for
Carnival and Theater (1985) by Michael Bristol. Both Foucault and
Lacan cast their shadows on Francis Barker (Tremulous Private
Body, 1984). Semiotics inspired Kier Elam (Shakespeare’s Universe
of Discourse, 1984). Two collections of articles, Alternative
Shakespeare (edited by John Drakakis, 1985) and Shakespeare
and the Question of Theory (edited by Patricia Parker and Geoffrey
Hartman, 1985) provide a mosaic of diverse approaches. Political
Shakespeare (edited by Jonathan Dollimore and Alan Sinfield,
1985) is another example of this new political emphasis.

Critiques of critics have not lagged behind. A. C. Bradley and
John Dover Wilson have suffered in the hands of Terence Hawkes
(That Shakespeherian Rag, 1986). So have Frank Kermode and
the postmodernist Marilyn French in Malcolm Evans' Signifying
Nothing, 1986. As Chris Baldick succinctly sums up: “Shakespeare
criticism has thus transmuted from textual study of the cultural
history of representations.”

No student of Shakespeare can remain blind to the
“contemporary critical quarrels” (a Brian.\Vickers subtitles his work
(Appropriating Shakespeare, 1993)). At the same time, one cannot
help asking oneself: how many recent works on Shakespeare have
really enriched our understanding of the plays? Some postmodernists
have claimed that there has been a ‘paradigm shift’ in the field of
literary criticism, comparable to the Copernican Revolution.2 So far,
nothing of substance has appeared to justify this tall claim. No single
point of view has been able to prove its validity and establish its
viability--no authentic insight into Shakespeare’s tragic vision had
been provided, nora general theory of his comedies. A postmodernist
might retort by saying that pluralism is the hallmark of this paradigm
shift. Instead of having a unitary approach, we are now advised to
accept the proposition that there might be several approaches to
Shakespeare, all equally valid. To this, we may humbly point out
that this is not an earth-shaking development. Right from the

.
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seventeenth century, there has been more than a single approach
to Shakespeare. Russian Marxists in the 1930s offered asociological
approachto Shakespeare. Similarly, the Freudians brought out their
own version of Shakespeare. :

Since there are no set rules of the game and no referee,
subjective impressions and one-track search for evidence in support
of one’s pet theory can never be excluded from the field of literary
criticism. However, can we not expect some amount of rigour and
respect to at least a minimum of objective criteria ? For the present,
we may leave out those schools, which refuse to subscribe to
objectivity (such as the Reader Response-wallahs and
Deconstructionists). However, what about the New Historicists ?
They are bent on moving as far away from the texts as they like
and then come back all of a sudden to a particular speech in some
play as if that were enough to prove their point. The essentially
fictive character of literature is simply forgotten. One is inclined to
believe that the New Historicists have missed their vocation. They
could have been good economic historians, but have come to a
wrong discipline. The New Historicists are eager to find a mere
mirror image of the times in literature. If the image tallies with the
facts culled from non-literary sources, well and good; if not, the
worse for the writer. Alan Sinfield’s study of Macbeth is a case in
point. He finds fault with Shakespeare because he conformed to
the Jamesian ideology of the state. Since there were other views
available to Shakespeare, Sinfield thinks that he should have made
use ofthem.? This is aninstance of utter subjectivism--like a petulant
child, Sinfield would like to have what he wants, and if he is denied
it, he will blame both the play and the playwright.

All the recent studies included in the New Casebooks Macbeth
may be faulted on two counts: (a) making the marginal appear as
the focal by a sleight-of-mind (Sinfield's view of the two doctors in
the play as the prototypes of the conservative andliberal intellectuals
respectively, p.134); and (b) using the play as a pag to hang their
own ideas on (Janet Adelman and Marilyn French provided two
glaring examples). Following this line of thought, Cedric Watts has
branded Macbeth as conscious “royalist propaganda”!* That
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Shakespeare here makes a case for rebellion against a usurper-
king is summarily glossed over as a ‘special case.’ He would like
Shakespeare to have followed Holinshed at every step faithfully and

closely. The study ends with the following coda:
| speculate that [if Shakespeare had done so] the result might have been
a more complex, realistic and engaging play than the powerfully eloquent
work of political mystification which we have now inherited.

This is an excellent instance of the ‘might-have-been’ school of
thought so devastatingly polemicized by E.H. Carr.

As a contrast to all this, let us look back at the Marxist criticism
of Shakespeare in the 1930s and 1940s. There were similar attacks
onthe playwright, for he had despised the common people and seen
the world through the eyes of a well-to-do townsman. But even then
some other Marxists pointed out that there was something
anachronistic about this reproach; we should not expect a poet of
the sixteenth century to take his stand on the side of the proletariat
which did not exist at that time. This is when Kenneth Muir published
his seminal essay on Shakespeare and the cash-nexus,
demonstrating that Marx was a Shakespearean rather than
Shakespeare a Marxist.’

In fact, the Marxists, particularly the British Marxists, did not
lose sight of the aesthetic aspect of literature. The essays included
in Shake peare in a Changing World (1964) bear ample testimony
to the balanced, dialectical view adopted by the writers (Marxists
and near-Marxists) in their approaches to the individual plays.
Arnold Kettle, the editor of the volume, had the good sense to
declare: “Any approach to literature that does not start from the
recognition of the pleasure we get from it must always be suspect.”®
He reminds us howthe Chartists drew inspiration from Shakespeare’s
health and celebrated his birthdays. The ‘veritable Shakespeare
cult in the Marx family’ is also mentioned.

Neo-Marxists like Terry Eagleton lack this kind of bifocal
vision, and they are prone to play havoc with the plays and boldly
impose their own ‘re-readings.’ Ideology is out to replace human
relationships. This is how a neo-Marxist attempts at revolutionizing
the study of Macbeth:
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To any unprejudiced reader--which would seem to exclude Shakespeare
himself, his contemporary audiences and aimost all literary critics--it s surely
clear that positive value in Macbeth lies with the three witches. The witches
are the heroines of the piece, however little the play itself recognizes the
fact and however much the critics may have set out to defend them.?

Such an ‘unprejudiced reader' could only be Eagleton himself or
his admirer like Dollimore or Sinfield. This is Iitérary judgment run
wild. Subjectivism gets the upper hand over everything including
the text of the play itself. How far things have gone may be guessed
from a recent attempt to out-Marx Marx. R.C. White is surprised
that Marx did not appreciate Falstaff's subversive potential but
rather made him a figure of fun.'® ‘Subversion’ is now the in-word.
One mustdiscover it, even at the risk of ignoring the plain meaning !
This is even more interesting because White is apparently not a
Marxist. This is enough to show the all-pervading influence of the
New Historicists and neo-Marxists.

Thanks to television, literature (including drama) no longer
provides the much needed entertainment and edification to people
that it has been supposed to do so long. The new waves of literary
theory have widened the gulf between the readers and the theorizers
of literature. An ordinary member of the audience (or a televiewer)
can never hope to comprehend these works laden with the jargons
of so many different schools. Literary criticism in general and
Shakespeare criticism in particular have become the property
usurped by a handful of initiates--not so much in literature itself but
in literary thory alone. Earlier critics could write with precision and
in a readily comprehensible language. Now, thanks to the
postmodernists, literary criticism is beyond understanding. Unless
one masters the esoteric terminology of this or that school, one is
not permitted to cross the thereshold. |, for myself, do not think that
these fads will last long. As with all fashions, these too will pass.
However, the saddest part of all this is that the present trend will
fail to leave hardly anything worth reading. A future historian of
Shakespeare criticism may brand the last quarter of the twentieth
century as an interlude of confusion worst confounded.
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FATHERS ARE NOT INFALLIBLE: REVEAL A.
MILLER, P.B. SHELLEY AND W. SHAKESPEARE

Brahma Dutta Sharma
No doubt, Manu teaches
W A Arg weear fig wEwar g wend |
TS QYN @Y werer qgE |

(By serving one’s mother one attains the immanent world, by
serving one’s father one attains the middle world, and by one’s
devotion to one’s teacher one attains the transcendent world of the
Brahma Loka), and there figure in Taittiriyopanishad the moral
instruction “pitri devo bhava™ (Treat your father as your god),
signifying thereby that the father is not only to be obeyed but also
to be worshipped, and Cassabianca’s behaviour is regarded as a
model for the sons because he acted strictly according to the
instructions of his father and even though he died burning on the
burning deck, in doing so he did not budge even an inch from the
spot where his father had instructed him to wait for his father; but
at least three Western Dramatists, namely, Arthur Miller, P.B.
Shelley and William Shakespeare depict in their dramas--Death of
a Salesman, The Cenci, and Pericles respectively-fathers as
ethically fallible, doing moral wrongs even to their children.

In Arthur Miller's drama, Death of a Salesman, the protagonist
Willy Loman is found by his own son Biff in a hotel in the company,
behaving lewdly. Loman does not even admit the fact of his
lewdness and goes on telling lies until he has found himself
absolutely cornered.

Biff's non-cooperative behaviour during his father’s life-time
after this incident makes it evident that he wanted his father to be
upright in his marital life and to be a faithful husband. No doubt,
when Biff himself tries to get through the examination by influencing
the Mathematics teacher and also wants his father to use his
influence in his favour, he is not keeping himself confined to
uprightness and is making an attempt to do what an upright person
will not attempt. This means that Bift is not absolutely upright. But
even a person who is not upright wants his near and dear ones
to behave in a way that does not put him to shame and not to stoop
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too low. When Willy Loman is trying to conceal the fact of his
lewdness, it is obvious that he considers his behaviour to be too
low to be justified. One can commit a wrong out of ignorance, no
doubt, butif one does a wrong that one considers too low for oneself
to have done, one has not remained true to one’s own conscience.
It is such a misdeed of his father that Biff resents. No doubt, Biff's
is not the best course of action, as in case he had chosen to make
his own behaviour exemplary he would have done good to both
himself and his father. Yet by choosing to punish his father for his
misdeed by resorting to truancy he does succeed in making his
father's conscience constantly pricking him for his misdeed for
years together.

In P.B. Shelley’s poetic dramé,_ he enci, a father commits
the heinous sin of incest when he not only violates his daughter
Beatrice but also resorts to the use of force in doing so. When he
orders Andrea: “‘Bid Beatrice attend me in her chamber/This
evening:--no, at midnight and alone’ " (The enci |,1,11 .145-45), it
has not been mentioned explicitly as to what the Cenci wants to
do and why he wants his young daughter Beatrice to attend him
in her chamber, yet it is not difficult for the reader to infer that he
wants his daughter to gratify his lust. That the Cenci is attracted
towards his daughter by her beauty and has incestuous designs
over her come o lightalsofromthe fact that some of the expressions
he uses to describe some of the limbs of his daughter express his
feeling of sensuality as, according to him, she has “golden hair” (The
Cenci 1V,i,1.6), “bright loveliness” (The Cenci IV,i,1.121), “love-
enkindled lips” (The Cenci 1V,i,1.133), “fine limbs” (The Cenci
IV,i,1.133), and “life-darting eyes” (The Cenci IV,i,1.135).

The situation is such that even though the Cenci charges
Beatrice with “ ‘disobedient insolence’ " (The Cenci 1,i,1.107), and
one knows that she is acting in violation of the spirit embodied in
Manu's teaching

TR figde Ak wftT mew dYe
garor wdR 9 A waq SR e | |

(It is the duty of a woman to obey her father during her childhood.
her husband during her youth and her sons during her widowhood,
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and never to desire independence)

the reader is in full sympathy with the girl and wishes God to grant
her prayer when she says: “ ‘O that the earth would gape ! Hide me,
O God !" " (The Cenci ll,i,1.iii), and soon comes the scene in which

the reader, to his utter dismay, hears her reveal to Orsino:
Welcome, Friend |
| have to tell you that, since last we met,
| have endured a wrong so great and strange,
That neither life nor de: h can give me rest.
Ask me not what it s, 10or there are deeds
Which have no form, sufferings which have no tongue.
Orsino. And what is he who has thus Injured you ?
Beatrice. The man they call my father: a dread name.
(The Canci Ill, i, 11. 137-44)

The suggestion is that this father had made his daughter a victim
of his lust against her wishes. ,

In Shakespeare’s drama, Pericles, Prince of Tyre, there figures
avery wicked father named Antiochus who has developedincestuous
relations with his daughter and who is so shrewd that he also wins
her consent. The fact comes to light when we come to know the

meaning of the daughter’s riddle which she wants Pericles to solve:
| am no viper, yet | feed
On mother's flesh which did me breed.
| sought a husband, in which labour
| found that kindness in a father.
He's father, son, and husband mild; e
| mother, wife, and yet his child.
(Pericles 1,i, 11. 64-69)

The daughter seems to be proud of her incestuous relations.
Pericles interprets the riddle to himself, while addressing Antiochus

in his thoughts, as
... with foul incest to abuse your soul;
Where now you're both a father and a son
By your untimely claspings with your child--
Which pleasure fits a8 husband npt a father--
And she an eater of her mother's flesh
By the defiling of her parents bed;...
(Pericles 1,i, 11. 126-31)

and Antiochus’ telling himself

He hath found the meaning, ...
(Pericles 1,i, 1. 143)
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make the fact crystal clear.

Such fathers are not to be obeyed and deserve punishment.
It is unreasonable on the part of the Pope in Shelley's drama The
Cenci to feel disturbed at the offspring’s punishing the fathers and

to express his feelings in these words:
Parrcide grows so rife
That soon, for some just cause no doubt, the young
Will strangle us all, dozing in our chairs,
Authority, and power, and hoary hair
Are grown crimes capital.
(The Cenci V,iv,11. 20-24)

In fact, he himself admits that the punishment the offspring inflict
on the fathers is just, because if a step is just one has to welcome
it and if one does not welcome it one has to assert that it is unjust.
Shelley’s Pope is unreasonable as he describes the cause as just
and yet regards the behaviour of the young as faulty.

One is all praise for P.B. Shelley’s Beatrice even though she
not only disobeys her father but also curses him and gets him
murdered. Biff shouts at his father, discontinues his studies and
stops playing and, at last, even creates conditions in which the
father has to opt out of the world when he commits suicide. He is
not wrong in making his father feel guilty for being lewd in his
conduct, and his telling his father: “ ‘You fake ! You phony little fake !
Youfake I ™ Inthis case the father’s threats* “ ‘| gave you an order !
Biff, come back nere or I'll beat you ! Come back here ! I'll whip
you ! *® notonly go unheeded to but also sound hollow and ridiculous.
Here is a father who is guilty of having done what an authority figure
is not expected to do and having tried to cheat the son as a result
of which the son no longer regards him as an authority figure.

Of these two girls, namely, Beatrice and the daughter of
Antiochus, even though Antiochus' daughter is an obedient one
while the Cenci's daughter is not obedient at all, Beatrice is definitely
virtuous, while Antiochus’ daughter is not, because virtue lies not
inobeying A,B, or C butin remaining virtuous in one’s thought, word,
and deed. No doubt, since Beatrice has been subjected to the
horrible unnameable deed by her father, she has lost the purity of
her body, but the purity of her soul has remained intact. Nay, by
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making hired murderers kill her father she expiates the impurity with
which her body has been contaminated. But the daughter of
Antiochus, by becoming a willing partner in the incestuous relations
with her father, has become a sinner and has lost all claims to virtue.

The fact that these dramatists regard the conduct of each of
these fathers as immoral comes to light when we turn our attention
to the fact that punishments are inflicted on all these fathers on
account of these misdeeds of theirs. So far as Willy Loman is
concerned, his own son becomes an instrument in the process of
punishment that comes to him. Biff starts committing shameful
deeds like stealing, and the concern this conduct of his arouses
in his father's mind leads the father to commit suicide so that the
insurance money that comes to the family on his death is used by
Biff to enable himself to start at least a tolerably decent business.
Since Willy resolves to commit suicide chiefly for the benefit of his
wife, the person wronged by his misconduct, as he says to Ben:
“*" Cause she’s suffered, Ben, the woman has suffered’ ” (Arthur
Miller’s Collected Plays, p.212), it is obvious that he is being forced
by circumstances to commit suicide only for his immoral act at
Boston. This signifies that even though apparently Willy Loman
commits suicide, actually speaking it is Biff who has indirectly killed
his father for his infidelity to his mother. And the fact reminds us

of William Shakespeare’s view embodied in the following words:
One sin | know another doth provoke:

Murder's as near to Iqst as flame to smoke.
(Pericles 1,i, 11.137-38)

The Cenci in Shelley’s drama is murdered, as the following report
of Marzio, a hired murderer reporting the fact to Beatrice and her
step-mother Lucretia, evidences:
Marzio. We strangled him that there might be no blood,
And then we threw his heavy corpse i' the garden

Under the balcony; 'twill seem it fell.
(The Cenci IV,iii, 11.45-47)

For the heinous sin of incest Antiochus gets a punishment which
is quite appropriate and seems to have come from the Divine Being,

as Helicanus informs Escanes:
Antiochus, from incest liv'd not frae;
For which, the most high gods not minding longer
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To withhold the vengeance that they had in store,

Due to this heinous capital offence,

Even in the height and pride of all his glory,

When he was seated in a chariot

Of an inestimable value, and his daughter with him,

A fire from heaven came and shrivell'd up

Their bodies, even to loathing; for they stunk

That all those eyes ador'd them ere their fall

Scom now their hand should give them burial.

(Pericles Il,iv, 11.2-12)

All this signifies that according to these three dramatists it is not
always safe to obey the father, and that a deed does not become
ethically sound only because the fatherorsome such other authority

wants it to be done.
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COLERIDGE, WORDSWORTH AND SHELLEY:
INTERACTIONS AND INTERTEXTUALITY

R.S. Pathak

According to David Lodge, the most significant characteristics
of postmodernist writings include open-endedness, contradiction,
permutation, discontinuity, randomness, excess and short-circuit.!
And the chief weapons in the armoury of postmodernist writers are
said to be: intertextuality, self-reflectivity, narrative complexity,
merging of high and low literature, allegory, historicism, pastiche
and parody.2 Some of these features, particularly parody, can be
found in earlier writings also. Parody is, in fact, “as old as poetry
itself.” The best parody surpasses mere imitation and stands on
its own. In literary history we come across: interesting cases of
interactions and intertextuality, a set of which are discussed in the
present paper.

Wordsworth’s Peter Bellwas written as a reposte to Coleridge’s
The Rime of the Ancient Mariner. It is a well-known fact that the
two poet-friends made some unsuccessful efforts at literary
collaboration. The Prefatory Note to “The Wanderings of Cain,” for
example, tells us how the whole scheme of collaboration in a poem
about Cain “broke up in alaugh: and the Ancient Marinerwas written
instead” (PW |, pp.285-87). Although Wordsworthfailed to collaborate
on account of “the exceeding ridiculousness of the whole scheme,”
the two poets busied themselves mentally with the subject of guilt,
suffering, expiation and wandering. Both The Ancient Mariner and
Peter Bell bear traces of two traditional figures Cain and the
Wandering Jew (portrayed in Lewis's The Monk, which Coleridge
reviewed in The Critical Review of February 1797).

If we broadly trust Coleridge's account, “The Wanderings of
Cain” was begun as a composition-rare, and The Ancient Mariner
was taken up jointly in November 1797 to raise money to pay the
expenses of a walking tour.* The latter poem was completed by
Coleridge and was included in the Lyrical Ballads brought out in
the middle of September 1798. Owing to differences in their nature
and sensibility, as we know, Wordsworth was not happy with The




R

36 R.S. PATHAK 4

Ancient Mariner. In an ungenerous and disingenuous note on
Coleridge’s poem, he complained that the Mariner as portrayed by
Coleridge “does notact, butis continuously acted upon.” Wordsworth
wrote Peter Bell, on the advice of Charles Lamb, as a kind ¢!
rejoinderto The Ancient Marinerto show that poetry could be writter)
without “persons and characters supernatural.” Both the poems
deal with redemptive remorse following an act of cruelty to an
inoffensive living creature.

The story of Peter Bell is believed to have originated in a
newspaper account of how an ass was found “hanging his head
over a canal in a wretched posture” before its master's dead body
was discovered in the water,® though some of the details of Peter's
past inhumanity might have been drawn from what the rover told
the poet in Wales. While writing Peter Bell Wordsworth set himself
to compose a work which should be as nearly parallel as possible
to The Ancient Mariner in the theme and meaning of its story and
in the final impression aimed at, but it sought to obtain these effects
through a natural instead of a supernatural means.

Peter Bellis alawless maninsensitive to the beauties of nature.
Comingto the edges of the Swale, he espies a solitary ass and plans
to steal it. He mounts the ass to seek the cottage of its drowned
owner to tell his widow about the tragedy. His spiritual experiences
on the ride make him a reformed man. Peter had long withstood

nature’s benign influences and had never responded to its moral
intimations:

In vain, through every changeful year,

Did Nature lead him as before:

A primrose by a river's brim

A yellow primrose was to him,

And it was nothing more.

But when the ass returns home, the grief of its master's family
moves Peter and, not unlike the Ancient Mariner,

...Peter [is] taught to feel

That man’s heart is a holy thing;

And Nature, through a world of death,

Breathes into him a sacred breath,

More searching than the breath of spring.

A holy sense imbues Peter with a human sympathy such as he had
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never felt. The joy of the son who returns and heaps affection on
the ass is more than he can bear. He forsakes a life of crime and
“after ten months’ melancholy,” becomes “a good honest man.”
Ironically enough, Wordsworth composed Peter Belithe same
year as Tintern Abbey. Peter Bell has won admiration from diverse
quarters. Matthew Arnold, for example, announced: “I am a
Wordsworthian. | can read with pleasure and edification Peter Bell.”
While Ernest de Selincourt thought Wordsworth justified in regarding
it as “one of his greatest imaginative poems,” Mary Moorman called
it his “most brilliant narrative poem.” One finds, however, much to
desire in it. The ludicrous character of certain parts of the poem
diverts our attention from its merits. Summing up his impression
of the poem, Bernard Groom observes that “Of genuine poetry there
are few traces. It is only when Peter’s cruelty begins to recoil on
himself that the story becomes poetically alive.”™ The intermittent
touches of lyrical beauty land the poet in the old dilemma of the

“two voices” which were ridiculed by J.K. Stephen as follows:
There are two Voices: one is of the deep;
It leams the storm-cloud’s thundrous melody,
Now roars, now murmurs with the changing sea,
Now bird-like pipes, now closes soft in sleep.
And one is of an old half-witted sheep
Which bleats articulate monotony,
And indicates that two and one are three,
That grass is green, lakes damp, and mountains steep,
And, Wordsworth, both are thine.
Peter Bell was received with much hilarity and made the subject

of many parodies. James Russell Lowell noticed a climactic moment

in the tale of Peter Bell and the ass:
Now--like a tempest shattered bark,
That overwhelmed and prostrate lies,
And in a moment to the verge
Is lifted of a foaming surge--
Full suddenly the Ass doth rise !
Later on, Tennyson also noticed what he called the thick-ankled

element in Wordsworth's verses.? Wordsworth's poetry at times
stumbles into bathos and becomes discordant.
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!

No parody of Wardsworth's poem is more significant than
Shelley's. Shelley's Peter Bell the Third was written within “six or
seven days” of the Manchester ‘massacre’ which took place on 16
August 1819, although the poem must have been conceived in the
poet’s creative unconscious as early as mid-June (Mary Shelley’s
Journal, pp. 125-26). In her Note to Shelley’s Poems (2nd ed.;
1839), Mrs. Shelley says that the Examinerreview of Wordsworth's
Peter Bell “reached us at Leghorn.” Shelley probably recieved the
issues of the Examiner of 25 April, 2 May and 9 May 1819 in mid-
June, which contained, respectively, Keats's anonymous notice of
J.H. Reynolds’s skit on Wordsworth's forthcoming Peter Bell; Leigh
Hunt's scatching review of Wordsworth’s poem; and Hunt's
comparative study of Shelley’s Rosalind and Helenwith Wordsworth’s
Peter Bell. A study by John Buxom also testifies to the fact that Peter
Bell the Third was conceived by the poet just after receiving the
issues of the Examiner.°

Since Reynolds had rushed to print his skit Peter Bell: A Lyrical
Ballad (popularly known as ‘Peter Bell the Second’) one full week
ahead of Wordsworth’s poem, it could not have been a direct parody .
of the latter's Peter Bell. Reynolds’s poem includes nevertheless
a general satire on Wordsworth’s ponderous philosophising over
commonplace objects, fake-looking sympathy for the rustics and
some of his verbal tricks. In his burlesque manner, Reynolds
presents Peter frequenting the Cumberland churchyard, laboriously
reading and commenting on the epitaphs of Wordsworthian rustics
like Simon Lee, Betty Foy, Alice Fell and so on, and, finally, coming
upon astoneinscription that reads: “Here lieth W.W./Who nevermore

will trouble you, trouble you."
]

In the dedicatory note to The Witch of Atlas (written in August
1820) Shelley humorously contrasted his poem with Wordsworth's
Peter Bell. Whereas the Witch takes only three days in putting on
alightdress of “flowing metre,” Peter takes nineteen years inmaking
up his proud dandy self with “a dress like King Lear's," and yet his
_infernal essence cannot be concealed. Wordsworth’s “slow, dull
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care” in retouching Peter Bell did not yield desired results because
"Heaven and Earth conspire to foil/The over-busy gardener's
blundering toil.” Shelley’s suave Horatian satire exposes the
weaknesses of Peter Bell and its creator.

Shelley did not think it prudent to publish Peter Bell the Third
until 1839. In the Dedication to the poem, he distinguishes four
stages in Wordsworth’s poetic deterioration: “Hewas at first sublime,
pathetic, impressive, profound; then dull; then prosy and dulk; and
now dull--O, so very dull ! it is is an ultra-legitimate dullness.” Peter
Bellrepresents to Shelley the fourth stage of Wordsworth’s creative
career. |

Shelley starts his poem from a verse which he thought
uproariously funny, and which Wordsworth omitted from later editions
of Peter Bell:

Is it a party in a parlour?
Cramm’d just as they on earth were crammed,
Some sipping punch, some sipping tea,
But as you by their faces see,
All silent and damn’d !
Shelley’s intention in his poem was to uncover the thought of

damnation hidden in it, suggesting a sinister wickedness behind the
apparent innocence of Peter (and, by implication, of Wordsworth).
Shelley had been a great admirer of Wordsworth’s poetry, but
later he condemned him (as his sonnet “To Wordsworth” shows)
as a deserter of Truth and Liberty. In the Prologue to his Peter Bell
the ThirdShelley deals humorously with the three Peter Bells, which
he regards as three stages inthe evolution of the same person. The
‘antenatal Peter’ of Reynolds was mild and smug; in Wordsworth’s
hands he became ‘a polygamic Potter’; and Shelley’s is ‘eternally
damned.’ Peter Bell the Third sets out to dramatise the damnation
not so much of Peter as of his creator, i.e. Wordsworth.
Shelley’s anguishand indignation were incited by Wordsworth's
gradual drift towards conservatism and reactionary politics and
 philosophical and emotional egotismin poetry. In 1813 Wordsworth
was appointed as the Distributor of Stamps for Cumberland and
Westmorland. (And in 1843, on Southey's death, Sir Robert Peel
made him the Poet Laureate.) In the 1818 election from the
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Westmoriand constituency Wordsworth, withoutopenly compaigning
against Henry Brougham, was believed to have done a lot on the
sly by writing anonymous verses. One of Shelley’s letters written
to Peacock on 25 July 1818 expresses his disillusionment with the
senior poet:
I wish you had sent me some of the overflowing villainy of those aposties.
What a beastly and pitiful wretch that Wordsworth ! That such a man should

be such a poet ! | can compare him with no one but Simonides, that flatter
of the Sicilian tyrants, and at the same time the most natural and tender

of lyric poets."

Wordsworth was condemned as an ‘apostate’ because he did not
publicly oppose the Manchester massacre, tacitly supported the Six
Acts and Corn Acts and was against the movement for the Reform
Bill. Even Keats, a great admirer of Wordsworth's poetry, was left
unimpressed by him. He wrote to George and Thomas Keats on
21 February 1818: “I am sorry that Wordsworth has left a bad
impression wherever he visited in town by his egoism, vanity and
bigotry.” Later, writing to Richard Wodehouse on 27 October 1818,
Keats distinguished his own poetical character from what he called
the Wordsworthian ‘egotistical sublime.’ He was visibly annoyed
when in April 181 Wordsworth's Peter Bell was notified for
publication, as is evident from his letter to George and Georgiana
of 14 February-3May 181 : “Wordsworth is going to publish a poem
called Peter Bell--what a perverse fellow itis ! Why will he talk about
Peter Bells '

Peter Bell the Thirdexpresses Shelley’s humorous banter and
anger and even pity mixed with admiration for Wordsworth. Shelley’s
satire, says Mrs. Shelley, operates at the ‘ideal’ or aesthetic plane.
It is, however, not merely an ideal ‘waming’ against apostacy but
also a narration of the reality about Wordsworth as Shelley came
to perceive.

Wordsworth's Peter Bellends with Peter, “spiritually reformed,”
desiring to press the ass’s master's widow “to his chest.” Starting
his poem with this very clue, Shelley suggests that Peter's reformation
is only skin-deep--visible only “from his dress and mein,” his old
selfbeingwarmed up by “fresh-imported Hell-fire”. Peter is identified
with Wordsworth with his affected tone of holiness and religic _sity:
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His accent caught a nasal twang;

He oiled his hair; there might be heared
The grace of God in every word

Which Peter said or sang.

In Part |l of the poem Shelley describes the Devil and his encounter
with Peter. Shelley presents Southey as one of the incarnations of
the Devil, who receives “the butt of sack” and makes “A fortune by
the gainful trade/Of giving soldiers rations bad” and who tours
Wordsworth's countryside “to see what was romantic there.”
Taking a panoramic view of the contemporary scene, Shelley

presents London as the seat of the Devil:
Hell is a city much like London--
A populous and a smoky city,
There are all sorts of people undone.

Peter Bell the Third, as Stephen Spender points out, changes “from
mocking imitation of Wordsworth to savage satire on London,” and
the “effective satire” springs from “a boisterous side of Shelley which
does not fit with the usual idea of his genius.”*® Shelley’s description
of London reminds us of Dr. Johnson’s poem “London” and anticipates
T.S. Eliot's London in “The Burial of the Dead” in The Waste Land.
Shelley lumps together Tory ministers, upstart journalists,
government spies and half-baked leaders--“a set/Of thieves... by
themselves are sent/Similar thieves to represent.” He also lashes
the seducers given “over ladies/To lean, and flirt, and stare, and
simper” as also degenerate society women “mewing/... Of theirown
virtue, and pursuing/ Their gentle sisters to their ruin.”

In Parts IV onward Shelley’s attack is focused on Wordsworth
underthe headings Sin, Grace, Damnation and Double Damnation.
Wordsworth is thought to be an agent of the Establishment--“a toad-
like lump of limb and feature” with a muddled mind and “loose fat
smile.” His prudery and sermonising are exposed ruthlessly.
Ultimately, all people except “some half-idiotand half-knave” desert
the “charm district” where Peter lives; only some reckless persons
like Southey living within a radius of seven miles cannot escape.

The various treatments of the story of Peter Bell, theirinceptions
and twists and turns thus present interesting cases of interactions
and intertextuality in one of the most significant periods of English
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literature. The above analysis shows how the same theme treated
by different writers assumes different focus and force depending
upon the nature and sensibility of the writer. It also shows that a
parody is not always attempted to denounce downright the original
writer and that there is a tinge of admiration and kindredness
between the different writers.
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DICKENS AND HIS PSYCHOLOGICAL

COMPLEXES

Deeplka Srivastava

In case one wishes to comprehend fully an artist’s vision of
life, as depicted in his writings, it is essential to be acquainted with
the various aspects of his perspnality, his emotional makeup and
his view of life. It is an acknowledged fact that however detached
a writer may be, he is bound to reveal himself, inadvertently or
otherwise, in his writings. There might be some differences of
degree, but, by and large, the typical stamp of the writer is usually
conspicuous in his writings. ~

There are writers who are intensely subjective and there are
others who are predominantly objective or totally objective. The
difference is not so much of kind as of degree. This fact is of great
relevance especially in the discussion of a novelist like Dickens
whose style has a typical subjective flavour and who can be easily
bracketed with other eminent subjective writers like Goethe, Tolstoy,
Gorky, Lamb, D.H. Lawrence and Hemingway. Whether he writes
about the French Revolution in A Tale of Two Cities, or shows his
concern with the court of Chancery in Bleak House, or writes about
the workers’ strike, the wretched misery of the poor, the miserable
plight of children orthe unsatisfactary state of education, the subject
of his novels is usually he himself. His novels are his own personal
experiences in disguiSe and his personality cannot remain sub-
merged in them for long. Outwardly Dickens might have appeared
to be placid, content and happy, but inwardly he was a volcano of
deeply felt emotions and experiences, which errupted only when
the creative frenzy overtook him.

Dickens's emotional health depended on his reliving his
experiences in the works of art. For him, as for Lawrence later on,
art had therapeutic functions. Spilka rightly observes that Dickens's
“own arrested emotions sharply defined his creative sensibility."
Whatthe criticis referringto are the shattering, traumatic experiences
of the novelist's childhood and youth, his emotional sicknesses, SO
to speak. The novelist endeavours to cure them by resorting to
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“cognitive analysis.” Lawrence points out the efficacy of this method
by stating that one can getrid of his feelings of guilt, shame, anguish,
agony by writing aboutthem: “one sheds one’s sicknesses in books-
repeats and presents again one’s emotions, to be master of them,”2

One must delve deep into the psyche of a writer to learn about
his vital, creative concerns. Dickens had undergone some terrible,
traumatic experiences that had made an indelible impression on
his mind and had far-reaching consequences in his life. These were
the nerve-shatteringevents thatoccurredto his father, his observation
of the dismal, desolate life in the debtor’s prison, his deep love and
attachment for his mother and sister, the humiliations that he
suffered as a young boy, his unhappy relationship with his wife, the
premature death of his sister-in-law to whom he was emotionally
attached, and the over-powering personality and dominance of his
mistress, together with his dissatisfaction with his children. The
origin of his concern with them may have been due to a variety of
circumstantial factors of which we shall never know enough since
the details about the period of his life when these incidents occurred
are obscure. What the critic can do is to attempt to gauge how
Dickens finally came to terms with these haunting preoccupations
through a close study of his novels which, in fact, are the record
of his struggle with them.

When Dickens in 1845 or 1846 wrote some fragments of his
autobiography, he recapitulated for the first time the shame of his
father's imprisonment and of his own employment at Warren’s
blacking factory. These two were the most traumatic events of his
life and were revealed in confidence to John Forster after a lapse
of twenty years of their occurrence. The suppression of these
memories, however, made his novels richer, providing them with
one of the most vital images of his fictional woyld--the contrast of
the warm, congenial atmosphere of a family within and the desolate
grim street and unfriendly wastelands outside.

Itis in homeless, unfriendly and sordid outside world that the
lost children of Dickens have thair origin, wretched and miserable.

Angus Wilson very pertinently points out in The World of Charles
Dickens:
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From these days come the many lost chitdren, poor and abandoned. From
these days come aiso a certain righteousness, a certain hardness in
Dickens’s life, that he acquired to save himself from the pit he had nearly
fallen into.®

Dickens had a deep respect for his father and mother before his
father's arrest and imprisonment. But little by little his dreams were
shattered and he found himself abandoned, uncared for, underfed,
with no aim or purpose in life, very much like the children he has
portrayed with “no advice, no counsel, no encouragement, no
consolation, no support from anyone that | can call to mind, so help
me God.™

But things were not really bad in the beginning. He was born
in a comfortable family and grew up in an age which would openly
flaunt its aristocratic contempt for the middle classes. The financial
ups and downs of his family made the atmosphere somewhat taut
and this was sufficient to produce the nervous tension present in
his earliest memories. Dickens was barely seven months old when
his parents had to shift to cheaper accommodation. Unfortunately,
the financial position worsened and the, bright days were soon to
end. The family had to leave Chatham and shiftto London. Probably
Dickens was allowed to stay on for a short while so that he would
finish his school term. If this be true, the rest of the family all piled
up inthe coach with the lone Charles seeing them off. The departure
of the Micawber family for Plymouth in David Copperfield is
reminiscent of this incident and vividly reflects the deep gash made
in the young boy’s mind and the crumbling down of his hopes and
aspirations.

But more was to follow. Around the time he was twelve, he
was to undergo an experience which turned into the greatest
catastrophe of his life. This particular incident was so deeply
embedded and became so thoroughly absorbed in his imagination
that it greatly affected the rest of his emotional life. The event was
undoubtedly the warehouse episode. Though it lasted only a few
months, six to be precise, it left an indelible mark on his mind and
was the most powerful experience of his life. The job, which
transformed his personality and landed him into another world, was
offered by James Lamen, a distant connection of the tamily, who
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himself was manager of the warehouse. His parents readily accepted
the offer and for this Charles never forgave them. The despair, the
agony that was so cruelly inflicted on him was so deep that years
later when he attained fame and glory, he spoke with genuine
gravity:
| often forget in my dreams that | have a dear wife and children: even that
I am a man, and wander desolately back to that time of my life.s

The relevance of this incident in forming the emotional subject
matter of his novels can not be exaggerated. As Edmund Wilson

points out:
The work of Dickens’s whole career was an attempt to digest these early
shocks and hardships, to explain them to himself, to justify himself in relation
to them to give an intelligible and tolerable picture of a worid in which such
things could occur.®

The experiences of childhood do make a lasting impression, as “it
is impossible to relive one’s childhood without experiencing acute
emotion.” The misery of those abandoned months, the supressed
shame, the loneliness and desolation, bit so deeply into his inner
being that he became the unparalleled monarch in his depictionand
identification with the outcast, which touched the Dickensian reader
so much. Such compassionand pathos were perhaps found nowhere
else except in Dostoevsky, Gissing and Jack London. Dickens

wrote about the humiliation in David Copperfield:
When | tread the old ground | do not wonder that | seem to see and pity
going on before me, an innocent romantic boy, making his imaginative world
out of such strange experience and sordid things.®

It was due to his pangs of anguish and misery that he could lend
that peculiar tint of solitude and deprivation in the portrayal of Little
Nell, Esther and Florence Dombey.

Apartfromthese traumas, he underwentsimilar nerve-shattering
disappointments in the sphere of love. All his love liaisons ended
up in sheer frustrations and completely shattered his conception
of himself as a romantic hero thereby destroying his faith in his
destiny. One of the major defects of the Dickensian writings is the
total absense of any sympathy with or understanding for women.
The source of his imaginative shortcoming, which spoilt so much
of his style and art and brought intense misery in his life, was based
on the second great trauma of his youth--the unfulfilled love he
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nurtured for Maria Beadnell. It was a case of mismatched
backgrounds--the insecurity surrounding the Dickens household
and the charms and grandeur of the Beadnell's family. What these
four years of loving her did to him, he could never forget. His misery
made his earlier sufferings more agonizing and pathetic. His
unhappiness hardened his determination to make itin life at all cost.
Because of these experiences, he had set himself to fight his way
out of obscurity and poverty. As a result of his frustrated affair, he
exhibited in his writings, while dealing with love, an idealized
unreality or a kind of comic pathos. All said and done, the behaviour
of the two women, his mother and Maria, both in whom he had
placed deep trust, had a curious effectin making him projectwomen
in their numerous vanities and silliness in some portrayals, whereas
in others, he tried to bring in those qualities which he aspired for
in women but never could find in them--the image of half-girl, half-
angel, who by her sheer purity and innocence leads her man to the
path of Heaven.

Since there was an underlying mother fixation in Dickens, he
beautifully showed the anguish of a son on being separated from
his mother in David Copperfield, when David bites his step father's -
hand. David marries Dora bacause she is an exact replica of his
mother. Dora is patterned exactly on his mother, who is lovable but
not loving. Clara Copperfield is the child-wite whom her son regards
as the ideal woman and simply dotes on her. But she is snatched
from him by his step-father and now the maternal void is filled by
another Clara (Peggotty) David is content and acknowledges her
as his mother's substitute. After maturing, he searches for his
mother’s substitute in Little Emily. When later in the novel, he seeks
shelter with Miss. Trotwood, he comes across Dora for whom he
feels the same kind of love he felt for his mother.

Time, hard work and also a determined spirit contributed in
making Dickens get over the memory of Maria so much so that
barely three years after the affair ended, Dickens started getting
serious about Catherine Hogarth. Her father, George Hogarth, was
his senior on the Chronicle, and Dickens fell for and married his
eldest daughter who had little resemblance to his first love. But, as
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Edgar Johnson comments, “She was not seldom in low spirits, with
feelings of vague crossness, of causeless melancholy.” The slavish
adoration he had for Maria was notto be repeated; hewas determined
not to be ill-treated again, though he earnestly loved Catherine. But
it was rather strange that even before marriage could take place,
quarrels became a regular feature between them and Dickens could
never understand her cold behaviour and would often reproach her
forit. However, after a patch-up all would be well. Often his “dearest
Kate” made up by comingto him along with her sister, Mary, to share
breakfast with Charles. It was not long before the two got married,
but the love was momentous and the marriage was as unsuccessful
as it could be.

The marriage, however, brought him into contact with Mary,
his sister-in-law, who made her way more deeply into Dickens’s
heart than either his wife or anyone else for that matter. She was
an emotional support, an anchor for him and had exercised a
profound influence on his life till her premature death after a year
of the marriage. However, at seventeen, Mary died, and
understandably, his grief was violent. Gradually, the grief healed
with the passage of time, but she continued to appear to him in his
dreams as a spirit. As a tribute to her, he portrayed her in most of
his earlier novels, especially in the characterization of Little Nell in
The Old Curiosity Shop, a novel written probably to heal the deep
wound caused by the premature death of Mary. No brdy would miss

Nell the way he would. Apropos of this, he says:

It is a very painful thing to me, that | really cannot express my sorrow. Oid
wounds bleed afresh when | only think of the way of doing it. What the actual
doing it will be, God knows... Dear Mary died yesterday, when | think of this
sad story."°

Indeed, she lived on in his imagination. Throughout his entire
literary career his writings had glimpses of her radiant image in
some form or the other. Ruth Pinch in Martin Chuzzlewit glows with
the same tenderness and love; and again in Dombey and Son,
Florence Dombey, showering unending devotion on her brother
Paul, and father Mr. Dombey, is patterned once again on his beloved
Mary; in David Copperfield, the serene and angel-like Agnes is Mary
reborn; and in Little Dorrit, the sacrifical spirit of Amy is reminiscent
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of Mary Hogarth.

While describing his young characters who fell victim to death,
Dickens brought in a reverential pathos, which was induced surely
by the memory of Mary’s death. It was agonizingly present while
Little Nell lay dying, and six years later, when he was to compose
the death scene of Paul Dombey, it came flashing in his memory
once more. It was solely due to her angel-like presence in the
novelist’s life that the fading away of David Copperfield’s “foolish
and simpering” child-bride, Dora, is given an aura of sublime dignity.
Even in the last novel he wrote, Our Mutual Friend, the echoes of
Mary’s loss still vibrate with passion and ardour in the death of Betty
Higden’s grand-child, little Jonny.

It was at this crucial juncture that many marital discords sterted
resounding and many factors were responsible for the total failure
of the alliance. Some include Georgina Hogarth’s name, too, in the
long list of reasons given for the breaking-up of the marriage, but

Dickens denied the allegation almost vehemently:
No one can understand this but Georgina, who has seen it grow from year
to year, and who is the best, the most unselfish, and the most devoted of
human creatures. Her sister Mary, who died suddenly and who lived with
us before her, understood it as well in the first months of our marriage.'

Over and over again in the later years, both husband and wife found
it impossible to carry on with the farce of being married, and
Catherine finally opted for separation. But the children were their
first consideration and for their sake, they had to put on the
appearance of being together. It was during these months of
anguish that Ellen Lawless Ternan entered his life like a breeze of
fresh air in 1857. The eighteen-year old, who played a minor role
in the Manchester performances of The Frozen Deep, greatly
fascinated him. To him she was like a princess, who he wanted to
flee away with.

Eventually, he had her as his mistress, though he continued
to deny furiously any guilt in his relations with the beautiful girl of
eighteen, old enough to be his daughter. In the indignant ardour
of his deep attachment, he resented the fact of Ellen’s name being
dragged into a controversy which amounted to mar her reputation.
His wife's bitter suspicions enraged him all the more. Eventually,
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Catherine left the house, and Dickens fervently endeavoured to
make some compromise short of public separation. He had to
maintain appearances as he feared that the Victorian society and
its censures might adversely affect his financial security, if his books
ceased to draw attention owing to this affair. So, an arrangement
was worked out: Catherine was to live in & house of her own and
receive 600 annually. The eldest son would go with her, the rest
of the children would stay with their father. But suddenly news got
round that Mr. Hogarth and Helen Hogarth, two members of a family
whom he had helped unconditionally, were tarnishing his good
name. Dickens was enraged and ordered that they should retract
their sordid accusations, else he would pay nothing to Catherine.
Finally, another settlement was agreed upon and he ultimately got
freed from his wife. Both of them suffered irrevocably. He was a
staunch believer of the fact that all his sufferings had resulted from
the mistake of a marriage contracted in his youth.

Thus began the period whenthe relationship between Dickens
and Ellen deepened into a liaison. It was not possible for them to
enter into wedlock, but she moved over at Gad’s Hill, where Dickens
was staying with Georgina. She accepted Ellen by showering
endearments (dearest Ellen), though Dickens’s daughter, Mary,
was quite against the young woman, born a year later than herself.
The affair, however, could not last--Ellen was ashamed of being the
mistress and Dickens could no longer carry the facade. According

to Nisbet:
Dickens was seized by a sense of panic that the discovery of the real skeleton
in his cupboard would destroy him. At the same time, however, sense of
sanic was strangely coupled with a strong sense of confidence that he could
and would control the public he had learned to know so well during the twenty
years it had idolized him."?
Dickens could never come to terms with the dark hidden side of
himself and his ‘Anima’--the magical symbol of woman in us, @S
Jung calls it--and this remained something which he could never
attain. Had he found a stable and satisfying relationship, it would
have certainly healed the impaired spirit of the great novelist.
Ellen’s valyable contribution to the English novel cannot be
denied. Her personality left an indelible mark on Dickens's later

!__._4
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works. He was obsessed with her--there is a striking similarity
between herand Dickens’s heroines like Estella Provis, Bella Wilfer
and Helena Landless. When Dickens was infatuated with her first
there was an innocence about her, which greatly resembled the
pure innocence of the children portrayed earlier. But gradually,
intimacy revealed her otherwise. Hence later he changed his
concept totally and projected his heroines resembling her as firm,
hard in their dispositions, livelier and more sexual, as can be seen
in the portrayals of Estella, Bella Wilfer, Rosebud and Helen
Landless:

From Ellen Teman, Charles Dickens acquired late in his career some sense
of what it was like to be a woman. In his association with her, he finally entered
the large company of Victorian respectable men with secret lives."

It is something of a shock to see how exactly Dickens’s
understanding of the details of his own life parallels his conception
of life in the novels. What is striking is not so much the use of his
own particulars as story material, but rather the application of his
artistic principles to mould them and adapt the details wonderfully
in his novels. His fatalistic view of life, the strong conviction that
Fortune has not dealt fairly with him, corresponds precisely with the
impression of his stories. In spite of his immense popularity and
success, he was never totally satisfied with life and inadvertently
in his novels, he often reverted back to his own character. Novelists
generaly identify with themselves, but Dickens'’s involvement with
his emotional make up is so coherent that aryone can see the
resemblances. In all his creations and fantasies, there are flashes
of his own experiences, glimpses of his own anguish, and fragments
of his own life. Because of his rich and varied life, his writings
become doubly rich and powerful, where fantasy and realism are
immortally blended together. His novels are, therefore, endowed
bountifully with his emotional experiences and reflect his own
visions and aspirations.
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RETURN OF THE NATIVE WOMAN IN

CANADIAN LITERATURE

Shyam Asnani

A Native Woman in Canada still bears the burden of double
marginalization. With the aboriginal language dead and literature
demanded, the Native Canadian society faces the imminent threat
of being deprived of the traditional wisdom embodied in tribal lore.
Until recently “Native” was a conventional figure in Canadian
Literature but not a voice.

But over the years, the “Margins” have discovered the ways
of speaking vociferously from the fringes of power. They have
started contributing creatively not only to their tribal culture, but to
the national culture as well. The publication of Slash' by Jeannette
Armstrong and / Am Womar? by Lee Maracle marks an augury of
the emergence of Native culture as a forceful presence on the
Canadian literary scene. Both writers are women Natives; both
books have appeared in the same year. Both draw the attention to
the absence of authentic Native Texts in the Canadian canon, and
both advance an alternate canon from what has been an “invisible”
visible minority; both question the issue of “cultural appropriation,”
the strategy whereby creative literature by Native in general, and
by Native womenin particular, has been ruthlessly and systematically
marginalized by the “dominant discourses.”

Whereas Marcale’s book addresses the Native people in
desperate circumstances who need to recover the broken threads
of their lives, in Slash Armstrong identifies decolonization of race,
sex, and class as the solution to the systematic oppression, and
this cannot be achieved without an examination of the ways inwhich
these oppressions affectindividuals and groups. Employing different
strategies of dis/placement and decentring of existing subject-
positions, these two Native writers challenge the established canons
of address and representation. Through their re-presentation of
their political agenda as feminists and Natives, framed and staged
as tentative narrative truths, both signify their “otherness” inthe very
act of refusing the trope of subjugation. Both envision the survival
of “what is human in an inhuman world" and present the possibility
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of a radically new ending to the story.

These two Native writers articulate with infinite wisdom and
anguish of what it is to be a Native woman.. They do not narrate
the experiences of the distant past but of our age. Anger and loss
and pain pervade both the books, but they are not bereft of hope.
That both end looking at the potential of the future rather than at
the bleakness and agony of the past is only the most plausible of
the ways in that they open up possibility rather than dogmatically
close it down.

Some of the pernicious consequences of sexism, racism, and
classism for Native Women in Canadian society are documented
in such books as Maria Campbell's Halfbreed® and Beatrice
Culletion’s April Raintree.* which illustrate the truth of Maracle’s
assertion that, like sexism, “racism is for us, not an ideology in the
abstract, but a very real and practical part of our lives” (IAW3). In
Slash, however, Jeannette Armstrong (An Okangan writer) provides
a more thorough and complex description of racism, sexism, and
classismas the by-products of colonialism. Armstrongalso identifies
decolonization as the solution to the systematic oppression and as
the “means to defuse specific issues such as native land claims,
which are easier to deal with from a position of self-sufficiency.”
However, decolonization cannotbe achieved, oreven contemplated
forthat matter, withoutan investigation of the ways these oppressions

affect individuals and groups. As one woman in Slash puts it:

The only way that we can really regain control is for us to really change.
It means that we're going to rebuild our self; rebuild our health, mentally,
emotionally and spiritually. We're a long way from being totally in control
over our lives. In fact we can't even talk about it, except we know that it
is possible and that it is what we are moving toward (Slash, 218).

Slash is the story of one Indian man's search for “a way out
of this living death (caused by colonialism and the resulting
oppression) by way of prison, spiritual confirmation, and active
political struggle” (Ryga, 9). Armstrong exposes the fake ideas and
debunks the choices that White acculturation has forced on Native
people in Canada. Even when Slash has “seen through the fake
idea that society must be built on the repression of disssent, he is
still faced with the simplistic choice offered to him by the dominant
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discourse: to assimilate or vanish. He discovers that there is
something terribly wrong with the dominant “libéral” ideology’s
promise that western democratic society offers équality for all, and
a free choice to minority group members. At first it might seem like
a choice, albeit a limited one: assimilate or vanish. In practice
because of the combination of institutionalized racism and economic
marginalization, even those who ¢hoose assimilation are “usually
unable to succeed on White tefms. And to do so they usually have
to repudiate their past, their culture and-even their family. The brutal
reality imposed by structural racism means that for"a ‘visible
minority’ even those that do attempt assimilation rarely succeed:
‘assimilate or vanish.’ becomes simply ‘vanish’: into the wilderness,
into death, slums and skid row, into the economic and social margin,
the margin whose major purpose is to affirm the centrality and
superiority of White culture.

When the story opens Thomas Kelasket, also known as Slash,
is an acutely sensitive boy in Grade VI from a happy stable family
living a traditional life on a good resere. His troubles begin when
he is forced to attend a town school off the reserve. He studies hard
and makes good marks, but is confronted with culture shock. Trying
to come to grips with social prejudice, he begins to question and
think, “I don’t know who is right any more, he confesses to a friend.
Slash has become a troubled teenager. He is caught up in the
political ideological imbroglio of the militant phase of the American
Indian movement in the 1960s. Slash indulges in all passionate and
tense restlessness of a period when oppressed and powerless
people, moving together, changed themselves and their country
profoundly and permanently. He travels back and forth between the
US and Canada, joining sit-ins, blockades, protest rallies and
demonstrations, participating in discussion after discussion, and
always listening to a variety of points of view from the most
assimilationist to the most radical. And always there was no
agreement, no tidy solution.

Slash learns that he has been hailed as part of a generation,
not just as an individual. He says, “l was important as one person
but more important as a part of everything else. That being so, |
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realized, | carried the weight of all my people as we each did.... |
saw then that each one of us who faltered, was irreplaceable and
aloss to all. In that way, | learned how important and how precious
my existence was” (p.203). Instead of being interpellated as subjects
by a “society that neither loved us nor wanted us to be a part of
it" as "second class citizens” (p.249) the characters in this novel
and its Native readers, are hailed as precious members of a
threatened group. The novel appropriately ends with the vision of
a child who represents the future generation: Slash and Maegi's
son Morton “Little Child” is exhorted by Slash in these words: “You
are our hope. You are an Indian of a special generation. Your world
will be hard but you will grow up proud to be an Indian.... You will
be the generation to help them White men change because you
won't be filled with hate....” (p.250). :

The book, thus, not only gives a condensed and fictionalized
historical account of the rise of Native activism in Canada and the
U.S. since the 1960s, but also as it does so shows Slash working
his way through his experience of endless debates, meetings,
marches, occupations, demonstrations, some peaceful, some
brutally repressed by police force, to a political position. Significantly,
neither the Native subject position nor this political position is
presented as obvious, or as a fait accompli, but as the result of a
continuing process of struggle.

Slash knows the futility of having special status in the
Constitution, for those given the special status cannot reproduce
their culture. He therefore realizes that moral and literal ownership
of the land is all that provides a base for that cultural reproduction:
“We did't need anybody’s Constitution, what we have is our own
already. We hold rights to the land and to nationhood.... We want
to keep it. They are trying to make us hand it over by telling us that
we have no choice. That's a lot of bull” (p.214). It doesn’'t seem
surprising that having gained these insights, Slash settles down,

' marries Maeg and they have a child. Nor does it seem surprising
that he develops the position that the settlement of land claims to
get economic power is dangerous without recognizing the need to
remedy the effects of cultural dispossession: “Not too many realize
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the biggest victories won't be in politics and deals made, but in the
putting back together of the shambles of our people in their thinking
and attitudes.... Even if one-quarter of the people come out stronger -
about being Indian, it would be worthwhile. The heck with what
happens in politics. We would grow in numbers because we would
pass it on to our kids, and someday there would be better days for
our people in the new world” (pp.148-49). The central meassage
pervading the entire narrative is that a faith that process and
struggle are more important than conclusive settlements or final
answers. When aboriginal rights are recognized in the Constitution

Slash is appalled:
Many of our leaders would be living up to get compensation on their lands.
That would be the worst devastation of all. Our rights would be empty words
on paper that had no compassion for what is human on the land.... We would
no longer know freedom as a people (p.249).

For Slash, the two decades were an educational experience
characterized by excruciating pain, abject frustrationand systematic
marginalization. Like the archetypal hero in search of truth, Slash
the political activistemerges fromthe debris of his mentally delibitating
experiences stronger and wiser, choosing to return home to the

- community of his reserve. When he realizes that his old Chief had
said the same things he had heard from the Elders and medicine
people of the different tribes he visited across North America: ‘|
thought about how much farther ahead | would have been if | had
listened to my own parents teach me those things while | was
growing up. Instead it hadn’t been good enough. | had to look for
other solutions. | realized that there were people like me who had
all that teaching right at home and had completely missed the point”
(p.214). Like the archetypal hero, Slash had to suffer before he
reached wisdom. With a better understanding of the whole Indian
Rights Movement, he is content to settle down in the hope that the
next generation, symbolized in his young son, would gain same
advantages and be in a position to live with honour, pride, and

dignity.
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REREADING RELIGION IN THE NOVELS
OF ALICE WALKER

Prasanta Kumar Panda

Feminists have always considered religions as one of the tools
in the hand of the patriarchal tradition to keep women in their
depraved position. In practice this belief has given scope to feminists
to explore new avenues as writers. Alice Walker, one of the most
controversial authors, who calls herself a womanist rather than a
feminist, celebrates her questions on religion in her novels. She has
a rare dexterity in moving to and fro in history as well as in different
geographical surroundings to question the practices which make
women suffer. Her novels force the readers to reread religion with
a view to finding out domains where patriarchy fails to see the fault
in giving women lesser position than men, reasoning out in their
favor with the help of religion. With this theoretical orientation | shall
explore the web of the novels in questibn to prove rereading religion
is one of the tasks Walker has undertaken to expose sexual politics
operationalin Christianity. In otherwords, Walkertries todemonstrate
her capacity to challenge the patriarchal orientation in reading and
writing fiction that hides men’s injustice to women by simply taking
the excuse of religion. Men, owing to their physical superiority, have
always tried to dominate women in every field of life. Though for
a time span they have felt women are superior to them because
they can produce life which men cannot, the religious sanctions put
them almost in chains--they have always been treated like slaves
of their husbands.

Rituals always play an important role in the life of people
concerned with religion. Being conscious about it Walker tries to
neutralize its effect in one of her novels. Meridian, Ruth D. Weston
has made a beautiful andlysis of this truthinthe following lines: “The
novel concludes with an episode in which Truman performs a ritual
of confirmation in acceptance of his new role” (1987, 103). Further,
Walker tries to dismentle the ultimate prerogative of the male by
attributing it to Meridian, which shows she is conscious about the
questions she puts through a character. She fabricates this novel
as a ground “to explore the relation between men and women, and
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why women are always condemned for doing what men do as an
expression of their masculinity. Why are women so easily ‘tramps'’
and ‘traitors’ when men are heroes for engaging in the same activity”
(1986, 256).

This is not only true in the level of personal relationship but
also regarding their position in the political arena where religion has
played an important role till recently. Before the transgression we
get glimpses of her consciousness in her activities that reflect in
first believing in Christianity and then rejecting it--because it fails
to provide social justice--totally engrosses herself in the Civil Rights
Movements. She remembers her childhood days when she used
to visit Church with a sense of enthusiasm and ecstasy related to
the experience unique only because it is a part of her being
Christian. Her lost faith is reflected in her political activity. First she
declines to kill for the sake of revolution, just because a Christian
iIs not expected to kill. But later when she realizes religion cannot
bring any social change for the better she expresses her willi ngness
to kill. Walker makes it clear in her symbolic act of quoting

Akhmatova’s poem “The Last Toast”:
| drink to our ruined house
to the dolor of my life,
to our loneliness together;
and to you | raise my glass,
to lying lips that have betrayed us,
to dead cold, pitiless eyes,
and to the hard realities:
that the world is brutal and coarse,
that God in fact has not saved us (1976, 125).

This can be considered as a rereading of the lines sang in a church
she listened to at the age of thirteen, sitting next to her mother. The
enchanting voices of the girls, the women, and the stalwart fathers
enticed her but she was unable to submit herself before the master.
“But she had sat mute watching her friends walking past her bench
accepting Christ, acknowledging God as their Master, Jesus their
saviour, and her heart fluttered like that of a bird about to be stoned’

(Walker, 1976, 16). Walker has shown Meridian as a person putting
a question mark to the system of submitting one’s ownself before
God for nothing.
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In The Color Purple the interdiction “You should better not tell
nobody but God” (Walker, 1982, 3) under which Celie writes her
letters to Father the God about her sexual exploitation is nothing
but an outright mockery of her silence compared to the silence of
God. We become sure of it when Shug urges hesitant Squeak to
tell the story of her rape before them: “If you cannot tell us, who
you gone tell, God” (Walker, 1982, 167). We are forced to think so
because she knows like all the sources of strength in this world that
can rescue her from the drudgery, God is a distant possibility. It
goes without saying that her letters cannot bridge such a gap
between reality and illusion. The connection she produces in the
body of the letters she writes stands for reality and God stands for
illusion. The connection she produces in the body of the letters,
therefore, must not bring any sign of redemption for her. James C.
Hall has summed it up in his pithy statement, “Celie’s path to
selfhood involves the evaporation of patriarchal Christianity
(1992,90).

Rereading religion in Walker does not end with a note of
interdiction as in case of existing Christian texts. Rather, it is full
of interrogations. For example, Celie thinks deeply about the gender
of God, because she feels it plays a major role in the life of a woman
like her. She prefers ‘it’ as a pronoun for God instead of ‘he’ or ‘she’
because it has no gender. Later we find Shug doing the work of
reading religion for Celie when she says, it is not possible to
perceive anything but ‘he’ as God. Shug explains the situation in
the following words: “Men corrupt everything.... He on your box of
grits, in your head, and all over the radio. He try to make you think
he everywhere. Soon as you think he everywhere, you think he
everywhere, you think he God” (Walker, 1982,168). One can see
this is essentially feminist rereading of the mind of the woman who
on her own fails to see anything good in God that can favor her.
She expresses her feeling in the following words: “He been there
so long, he don’t want to budge. He threaten lightning, floods, and
arthquakes” (Ibidem). Thus the omniscient God is vindictive rather
than beneficial to those who doubt his capacity and wish to dethrone
him as Celie wishes to do. In other words, in the eyes of Celie, there
is no fundamental difference between a die-hard patriarch and God.
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The Color Purple further gives us occasion to rethink about
the concept of prayer as a private affair and experiments can be
made onitto suitone’'s own purposes. As in case of Celie itis writing
to God, about things she cannot speak to anybody else. But when
Celie starts writing to Nettie, her lost sister and now a missionary
in the dark continent of South Africa--nearer as compared to God
in her imagination--she peculiarly concludes them with ‘amen,’
which was missing in her letterto God. This implies, when one prays
it need not necessarily directed towards God, it can be enything
or anybody you love and respect and hope for some respite from
existing society and situations. This indicates the attitude of Celie,
in a very upright and practical manner, substitutes Nettie for God,
whichis aquestionable actin Christianity. Walker seems to advocate
a practical method of substitution that abounds in our day to day
life, instead of giving priority to the absolute faith in God.

The character that brings about a lot of change in the life of
Celie can be seen as an iconoclast as well as an antithesis of the
Christian way of life. Shug’s life style is a rejection of the values
of Christianity as the basis of social life. Despite her horrible
condition, when she was brought to the household of Celie, she finds
a way to endure: “Ain’t nothing wrong with Shug Avery. She is just
sick. Sicker than anybody | have seen. She sicker than my Mama
when she die. But she more evil than my mama and that keep her
alive (43). This statement of Celie makes it clear that there lies some
strength in being anti-Christian in nature. To supplement to this
belief later Celie records the emergence of a different kind of
religious consciousness: | wash her body, it feel like I'm praying”
(45). Surprisingly, Shug’s presence makes Celie feel more at ease
than she used to feel her own home when Shug was not there.
Through these episodes Walker wants to reverse the Christian way
of marital life--a single spouse at a time. Further, she suggests,
thorough Shug's extramarital involvements, whateveris considered
vice in woman according to the Christian tradition can provide some
of them a comfortable position in soceity.

It is not difficult to see religion as the source of a sense of guilt
and shame with the tenacity Shug has shown in her behaviour. We
find it as an implied truth in one of the letters of Nettie:
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and never to desire independence)

the reader is in full sympathy with the girl and wishes God to grant
her prayer when she says: “ ‘O that the earth would gape ! Hide me,
O God !"” (The Cenci Il,i,1.iii), and soon comes the scene in which

the reader, to his utter dismay, hears her reveal to Orsino:
Welcome, Friend !
| have to tell you that, since last we met,
| have endured a wrong so great and strange,
That neither life nor de: h can give me rest.
Ask me not what it is, 10r there are deeds
Which have no form, sufferings which have no tongue.

Orsino. And what is he who has thus injured you ?

Beatrice. The man they call my father: a dread name.

(The Canci lll, i, 11. 137-44)
The suggestion is that this father had made his daughter a victim
of his lust against her wishes.

In Shakespeare’s drama, Pericles, Prince of Tyre, therefigures
averywicked fathernamed Antiochus who has developed incestuous
relations with his daughter and who is so shrewd that he also wins
her consent. The fact comes to light when we come to know the

meaning of the daughter’s riddle which she wants Pericles to solve:

I am no viper, yet | feed

On mother’s flesh which did me breed.

| sought a husband, in which labour

| found that kindness in a father.

He's father, son, and husband mild; -

I mother, wife, and yet his child.

(Pericles 1,i, 11. 64-69)

The daughter seems to be proud of her incestuous relations.
Pericles interprets the riddle to himself, while addressing Antiochus

in his thoughts, as
... with foul incest to abuse your soul;
Where now you're both a father and a son
By your untimely claspings with your child--
Which pleasure fits a husband not a father--
And she an eater of her mother's flesh
By the defiling of her parents bed;...
(Pericles 1,i, 11. 126-31)

and Antiochus’ telling himself
He hath found the meaning, ...
(Pericles 1,i, 1. 143)
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make the fact crystal clear.

Such fathers are not to be obeyed and deserve punishment,
It is unreasonable on the part of the Pope in Shelley's drama The
Cenci to feel disturbed at the offspring’s punishing the fathers and

to express his feelings in these words:
Parrcide grows so rife
That soon, for some just cause no doubt, the young
Will strangle us all, dozing in our chairs,
Authority, and power, and hoary hair
Are grown crimes capital.
(The Cenci V,iv,11. 20-24)

In fact, he himself admits that the punishment the offspring inflict
on the fathers is just, because if a step is just one has to welcome
it and if one does not welcome it one has to assert that it is unjust.
Shelley’s Pope is unreasonable as he describes the cause as just
and yet regards the behaviour of the young as faulty.

One is all praise for P.B. Shelley’s Beatrice even though she
not only disobeys her father but also curses him and gets him
murdered. Biff shouts at his father, discontinues his studies and
stops playing and, at last, even creates conditions in which the
father has to opt out of the world when he commits suicide. He is
not wrong in making his father feel guilty for being lewd. in his
conduct, and his telling his father: “ “You fake ! You phony little fake !
Youfake !" " In this case the father’s threats" “ ‘| gave you an order !
Biff, come back nere or I'll beat you! Come back here ! I'll whip
you ! "¢ notonly go unheeded to but also sound hollow and ridiculous.
Here is a father who is guilty of having done what an authority figure
is not expected to do and having tried to cheat the son as a result
of which the son no longer regards him as an authority figure.

Of these two girls, namely, Beatrice and the daughter of
Antiochus, even though Antiochus’ daughter is an obedient one
while the Cenci's daughteris notobedient at all, Beatrice is definitely
virtuous, while Antiochus’ daughter is not, because virtue lies not
inobeying A,B, or C butin remaining virtuous in one's thought, word,
and deed. No doubt, since Beatrice has been subjected to the
horrible unnameable deed by her father, she has lost the purity of
her body, but the purity of her soul has remained intact. Nay, by
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making hired murderers kill her father she expiates the impurity with
which her body has been contaminated. But the daughter of
Antiochus, by becoming a willing partner in the incestuous relations
with her father, has become a sinner and has lost all claims to virtue.

The fact that these dramatists regard the conduct of each of
these fathers as immoral comes to light when we turn our attention
to the fact that punishments are inflicted on all these fathers on
account of these misdeeds of theirs. So far as Willy Loman is
concerned, his own son becomes an instrument in the process of
punishment that comes to him. Biff starts committing shameful
deeds like stealing, and the concern this conduct of his arouses
in his father's mind leads the father to commit suicide so that the
insurance money that comes to the family on his death is used by
Biff to enable himself to start at least a tolerably decent business.
Since Willy resolves to commit suicide chiefly for the benefit of his
wife, the person wronged by his misconduct, as he says to Ben:
““" Cause she’s suffered, Ben, the woman has suffered’ ” (Arthur
Miller's Collected Plays, p.212), it is obvious that he is being forced
by circumstances to commit suicide only for his immoral act at
Boston. This signifies that even though apparently Willy Loman
commits suicide, actually speaking it is Biff who has indirectly killed
his father for his infidelity to his mother. And the fact reminds us

of William Shakespeare’s view embodied in the following words:
One sin | know another doth provoke:

Murder's as near to lust as flame to smoke.
' (Pericles 1,i, 11.137-38)

The Cenci in Shelley’s drama is murdered, as the following report
of Marzio, a hired murderer reporting the fact to Beatrice and her
step-mother Lucretia, evidences:
Marzio. We strangled him that there might be no blood,
And then we threw his heavy corpse i' the garden

Under the balcony; 'twill seem it fell.
(The Cenci IV,iii, 11.45-47)

For the heinous sin of incest Antiochus gets a punishment which
is quite appropriate and seems to have come from the Divine Being,

as Helicanus informs Escanes:
Antiochus, from incest liv'd not free;
For which, the most high gods not minding longer
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To withhold the vengeance that they had in store,
Due to this heinous capital offence,
Even in the height and pride of all his glory,
When he was seated in a chariot
Of an inestimable value, and his daughter with him,
A fire from heaven came and shrivell'd up
Their bodies, even to loathing; for they stunk
That all those eyes ador'd them ere their fall
Scomn now their hand should give them burial.
(Pericles Il,iv, 11.2-12)

All this signifies that according to these three dramatists it is not
always safe to obey the father, and that a deed does not become
ethically sound only because the fatherorsome such other authority
wants it to be done.
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COLERIDGE, WORDSWORTH AND SHELLEY:
INTERACTIONS AND INTERTEXTUALITY

R.S. Pathak

According to David Lodge, the most significant characteristics
of postmodernist writings include open-endedness, contradiction,
permutation, discontinuity, randomness, excess and short-circuit.'
And the chief weapons in the armoury of postmodernist writers are
said to be: intertextuality, self-reflectivity, narrative complexity,
merging of high and low literature, allegory, historicism, pastiche
and parody.2 Some of these features, particularly parody, can be
found in earlier writings also. Parody is, in fact, “as old as poetry
itself.” The best parody surpasses mere imitation and stands on
its own. In literary history we come across -interesting cases of
interactions and intertextuality, a set of which are discussed in the
present paper.

Wordsworth’s Peter Bellwas written as a reposte to Coleridge’s
The Rime of the Ancient Mariner. It is a well-known fact that the
two poet-friends made some unsuccessful efforts at literary
collaboration. The Prefatory Note to “The Wanderings of Cain,” for
example, tells us how the whole scheme of collaboration in a poem
about Cain “broke up inalaugh: and the Ancient Marinerwas written
instead” (PW |, pp.285-87). Although Wordsworth failed to collaborate
on account of “the exceeding ridiculousness of the whole scheme,”
the two poets busied themselves mentally with the subject of guilt,
suffering, expiation and wandering. Both The Ancient Mariner and
Peter Bell bear traces of two traditional figures Cain and the
Wandering Jew (portrayed in Lewis'’s The Monk, which Coleridge
reviewed in The Critical Review of February 1797).

If we broadly trust Coleridge's account, “The Wanderings of
Cain” was begun as a composition-rare, and The Ancient Mariner
was taken up jointly in November 1797 to raise money to pay the
expenses of a walking tour.* The latter poem was completed by
Coleridge and was included in the Lyrical Ballads brought out in
the middle of September 1798. Owing to differences in their nature
and sensibility, as we know, Wordsworth was not happy with The
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Ancient Mariner. In an ungenerous and disingenuous note on
Coleridge’s poem, he complained that the Mariner as portrayed by
Coleridge “does notact, butis continuously acted upon.">Wordsworth
wrote Peter Bell, on the advice of Charles Lamb, as a kind of
rejoinderto The Ancient Marinerto show that poetry could be written
without “persons and characters supernatural.” Both the poems
deal with redemptive remorse following an act of cruelty to an
inoffensive living creature.

The story of Peter Bell is believed to have originated in a
newspaper account of how an ass was found “hanging his head
over a canal in a wreiched posture” before its master's dead body
was discovered in the water,® though some of the details of Peter's
past inhumanity might have been drawn from what the rover told
the poet in Wales. While writing Peter Bell Wordsworth set himself
to compose a work which should be as nearly parallel as possible
to The Ancient Mariner in the theme and meaning of its story and
in the final impression aimed at, but it sought to obtain these effects
through a natural instead of a supernatural means.

PeterBellis alawless maninsensitive to the beauties of nature.
Coming to the edges of the Swale, he espies a solitary ass and plans
to steal it. He mounts the ass to seek the cottage of its drowned
owner to tell his widow about the tragedy. His spiritual experiences
on the ride make him a reformed man. Peter had long withstood
nature’s benign influences and had never responded to its moral
intimations:

In vain, through every changeful year,

Did Nature lead him as before;

A primrose by a river's brim

A yellow primrose was to him,

And it was nothing more.

But when the ass returns home, the grief of its master's family

moves Peter and, not unlike the Ancient Mariner,
...Peter [is] taught to feel
That man’s heart is a holy thing;
And Nature, through a world of death,
Breathes into him a sacred breath,
More searching than the breath of spring.

A holy sense imbues Peter with a human sympathy such as he had
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never felt. The joy of the son who returns and heaps affection on
the ass is more than he can bear. He forsakes a life of crime and
“after ten months' melancholy,” becomes “a good honest man.”
Ironically enough, Wordsworth composed Peter Bellthe same
year as Tintern Abbey. Peter Bell has won admiration from diverse
quarters. Matthew Arnold, for example, announced: “I am a
Wordsworthian. | can read with pleasure and edification Peter Bell.”
While Ernestde Selincourt thought Wordsworth justified in regarding
it as “one of his greatest imaginative poems,” Mary Moorman called
it his “most brilliant narrative poem.” One finds, however, much to
desire in it. The ludicrous character of certain parts of the poem
diverts our attention from its merits. Summing up his impression
ofthe poem, Bernard Groom observes that “Of genuine poetry there
are few traces. It is only when Peter’s cruelty begins to recoil on
himself that the story becomes poetically alive.” The intermittent
touches of lyrical beauty land the poet in the old dilemma of the

“two voices” which were ridiculed by J.K. Stephen as follows:
There are two Voices: one is of the deep;
It learns the storm-cloud’s thundrous melody,
Now roars, now murmurs with the changing sea,
Now bird-like pipes, now closes soft in sleep.
And one is of an old half-witted sheep
Which bleats articulate monotony,
And indicates that two and one are three,
That grass is green, lakes damp, and mountains steep,
And, Wordsworth, both are thine.

Peter Bell was received with much hilarity and made the subject
of many parodies. James Russell Lowell noticeda climactic moment
in the tale of Peter Bell and the ass:

Now--like a tempest shattered bark,

That overwhelmed and prostrate lies,

And in 2 moment to the verge

Is lifted of a foaming surge--
Full suddenly the Ass doth rise !

Later on, Tennyson also noticed what he called the thick-ankled
element in Wordsworth's verses.® Wordsworth's poetry at times
stumbles into bathos and becomes discordant.
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I

No parody of Wardsworth's poem is more significant than
Shelley’s. Shelley's Peter Bell the Third was written within “six or
seven days” of the Manchester ‘massacre’ which took place on 16
August 1819, although the poem must have been conceived in the
poet'’s creative unconscious as early as mid-June (Mary Shelley’s
Journal, pp. 125-26). In her Note to Shelley’s Poems (2nd ed.;
1839), Mrs. Shelley says that the Examinerreview of Wordsworth’s
Peter Bell “reached us at Leghorn.” Shelley probably recieved the
issues of the Examiner of 25 April, 2 May and 9 May 1819 in mid-
June, which contained, respectively, Keats’s anonymous notice of
J.H. Reynolds’s skit on Wordsworth’s forthcoming Peter Bell; Leigh
Hunt's scatching review of Wordsworth’s poem; and Hunt’s
comparative study of Shelley’s Rosalind and Helenwith Wordsworth’s
Peter Bell. A study by John Buxom also testifies to the fact that Peter
Bell the Third was conceived by the poet just after receiving the
issues of the Examiner.'®

Since Reynolds had rushedto print his skit Peter Bell: A Lyrical
Ballad (popularly known as ‘Peter Bell the Second’) one full week
ahead of Wordsworth’s poem, it could not have been a direct parody |
of the latter's Peter Bell. Reynolds's poem includes nevertheless
a general satire on Wordsworth’s ponderous philosophising over
commonplace objects, fake-looking sympathy for the rustics and
some of his verbal tricks. In his burlesque manner, Reynolds
presents Peter frequenting the Cumberland churchyard, laboriously
reading and commenting on the epitaphs of Wordsworthian rustics
like Simon Lee, Betty Foy, Alice Fell and so on, and, finally, coming
uponastone inscriptionthat reads: “Here lieth W.W./Who nevermore
will trouble you, trouble you.”

]

In the dedicatory note to The Witch of Atlas (written in August
1820) Shelley humorously contrasted his poem with Wordsworth's
Peter Bell. Whereas the Witch takes only three days in putting on
alightdress of “flowing metre,” Peter takes nineteen years in making
up his proud dandy self with “a dress like King Lear's,”. and yet his
_infernal essence cannot be concealed. Wordsworth’s “slow, dull
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care” in retouching Peter Bell did not yield desired results because
“Heaven and Earth conspire to foil/The over-busy gardener's
blundering toil." Shelley's suave Horatian satire exposes the
weaknesses of Peter Bell and its creator.

Shelley did not think it prudent to publish Peter Bell the Third
until 1839. In the Dedication to the poem, he distinguishes four
stages in Wordsworth's poetic deterioration: “He was atfirst sublime,
pathetic, impressive, profound; then dull; then prosy and dull; and
now dull--O, so very dull ! it is is an ultra-legitimate dullness.” Peter
Bellrepresents to Shelley the fourth stage of Wordsworth’s creative
career. |

Shelley starts his poem from a verse which he thought
uproariously funny, and which Wordsworth omitted from later editions

of Peter Bell:
Is it a party in a parlour?
Cramm’d just as they on earth were crammed,
Some sipping punch, some sipping tea,
But as you by their faces see,
All silent and damn’d !

Shelley’s intention in his poem was to uncover the thought of
damnation hidden init, suggesting a sinister wickedness behind the
apparent innocence of Peter (and, by implication, of Wordsworth).
Shelley had been a great admirer of Wordsworth’s poetry, but
later he condemned him (as his sonnet “To Wordsworth” shows)
as a deserter of Truth and Liberty. In the Prologue to his Peter Bell
the ThirdShelley deals humorously with the three Peter Bells, which
he regards as three stages in the evolution of the same person. The
‘antenatal Peter’ of Reynolds was mild and smug; in Wordsworth's
hands he became ‘a polygamic Potter'; and Shelley’s is ‘eternally
damned.’ Peter Bell the Third sets out to dramatise the damnation
not so much of Peter as of his creator, i.e. Wordsworth.
Shelley’s anguishand indignation were incited by Wordsworth's
gradual drift towards conservatism and reactionary politics and
philosophical and emational egotism in poetry. In 1813 Wordsworth
was appointed as the Distributor of Stamps for Cumberland and
Westmorland. (And in 1843, on Southey's death, Sir Robert Peel
made him the Poet Laureate.) In the 1818 .election from the
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Westmorland constituency Wordsworth, without openly compaigning
against Henry Brougham, was believed to have done a lot on the
sly by writing anonymous verses. One of Shelley's letters written
to Peacock on 25 July 1818 expresses his disillusionment with the

senior poet:
| wish you had sent me some of the overflowing villainy of those aposties.
What a beastly and pitiful wretch that Wordsworth ! That such a man should
be such a poet ! | can compare him with no one but Simonides, that flatter
of the Sicilian tyrants, and at the same time the most natural and tender

of lyric poets."
Wordsworth was condemned as an ‘apostate’ because he did not

publicly oppose the Manchester massacre, tacitly supported the Six
Acts and Corn Acts and was against the movement for the Reform
Bill. Even Keats, a great admirer of Wordsworth’s poetry, was left
unimpressed by him. He wrote to George and Thomas Keats on
21 February 1818: “I am sorry that Wordsworth has left a bad
impression wherever he visited in town by his egoism, vanity and
bigotry.” Later, writing to Richard Wodehouse on 27 October 1818,
Keats distinguished his own poetical character from what he called
the Wordsworthian ‘egotistical sublime.” He was visibly annoyed
when in April 181 Wordsworth's Peter Bell was notified for
publication, as is evident from his letter to George and Georgiana
of 14 February-3May 181 : “Wordsworth is going to publish a poem
called Peter Bell--what a perverse fellow itis ! Why will he talk about
Peter Bells 12

Peter Bell the Thirdexpresses Shelley’s humorous banter and
angerand even pity mixed with admiration for Wordsworth. Shelley’s
satire, says Mrs. Shelley, operates at the ‘ideal’ or aesthetic plane.
It is, however, not merely an ideal ‘warning’ against apostacy but
also a narration of the reality about Wordsworth as Shelley came
to perceive.

Wordsworth’s Peter Bellends with Peter, “spiritually reformed,”
desiring to press the ass’s master's widow “to his chest.” Starting
his poem withthis very clue, Shelley suggests that Peter's reformation
is only skin-deep--visible only “from his dress and mein,” his old
selfbeingwarmed up by “fresh-imported Hell-fire”. Peteris identified
with Wordsworth with his affected tone of holiness and religic sity:
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His accent caught a nasal twang;

He oiled his hair; there might be heared
The grace of God in every word

Which Peter said or sang.

In Part Il of the poem Shelley describes the Devil and his encounter
with Peter. Shelley presents Southey as one of the incarnations of
the Devil, who receives “the butt of sack” and makes “A fortune by
the gainful trade/Of giving soldiers rations bad” and who tours
Wordsworth’s countryside “to see what was romantic there.”
Taking a panoramic view of the contemporary scene, Shelley

presents London as the seat of the Devil:
Hell is a city much like London--
A populous and a smoky city;
There are all sorts of people undone.

Peter Bell the Third, as Stephen Spender points out, changes “from
mocking imitation of Wordsworth to savage satire on London,” and
the “effective satire” springs from “a boisterous side of Shelley which
does not fit with the usual idea of his genius.”*® Shelley’s description
of London reminds us of Dr. Johnson’s poem “London” and anticipates
T.S. Eliot's London in “The Burial of the Dead” in The Waste Land.
Shelley lumps together Tory ministers, upstart journalists,
government spies and half-baked leaders--"a set/Of thieves... by
themselves are sent/Similar thieves to represent.” He also lashes
the seducers given “over ladies/To lean, and flirt, and stare, and
simper” as also degenerate society women “mewing/... Oftheirown
virtue, and pursuing/ Their gentle sisters to their ruin.”

In Parts IV onward Shelley’s attack is focused on Wordsworth
under the headings Sin, Grace, Damnation and Double Damnation.
Wordsworth is thought to be an agent of the Establishment--“a toad-
like lump of limb and feature” with a muddled mind and “loose fat
smile.” His prudery and sermonising are exposed ruthlessly.
Ultimately, all people except “some half-idiot and half-knave” desert
the “charm district” where Peter lives; only some reckless persons
like Southey living within a radius of seven miles cannot escape.

The various treatments of the story of Peter Bell, theirinceptions
and twists and turns thus present interesting cases of interactions
and intertextuality in one of the most significant periods of English
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literature. The above analysis shows how the same theme treated
by different writers assumes different focus and force depending
upon the nature and sensibility of the writer. It also shows that a
parody is not always attempted to denounce downright the original
writer and that there is a tinge of admiration and kindredness
between the different writers.
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DICKENS AND HIS PSYCHOLOGICAL
COMPLEXES

Deepika Srivastava

In case one wishes to comprehend fully an artist’s vision of
life, as depicted in his writings, it is essential to be acquainted with
the various aspects of his perspnality, his emotional makeup and
his view of life. It is an acknowledged fact that however detached
a writer may be, he is bound to reveal himself, inadvertently or
otherwise, in his writings. There might be some differences of
degree, but, by and large, the typical stamp of the writer is usually
conspicuous in his writings.

There are writers who are intensely subjective and there are
others who are predominantly objective or totally objective. The
difference is not so much of kind as of degree. This fact is of great
relevance especially in the discussion of a novelist like Dickens
whose style has a typical subjective flavour and who can be easily
bracketed with other eminent subjective writers like Goethe, Tolstoy,
Gorky, Lamb, D.H. Lawrence and Hemingway. Whether he writes
about the French Revolution in A Tale of Two Cities, or shows his
concern with the court of Chancery in Bleak House, or writes about
the workers’ strike, the wretched misery of the poor, the miserable
plight of children orthe unsatisfactory state of education, the subject
of his novels is usually he himself. His novels are his own personal
experiences in disguise and his personality cannot remain sub-
merged in them for long. Outwardly Dickens might have appeared
to be placid, content and happy, but inwardly he was a volcano of
deeply félt emotions and. experiences, which errupted only when
the creative frenzy overtook him.

Dickens's emotional health depended on his reliving his
experiences in the works of art. For him, as for Lawrence later on,
art had therapeutic functions. Spilka rightly observes that Dickens's
“own arrested emotions sharply defined his creative sensibility."
Whatthe criticis referring to are the shattering, traumatic experiences
of the novelist's childhood and youth, his emational sicknesses, so
to speak. The novelist endeavours to cure them by resorting to




44 DEEPIKA SRIVASTAVA

“cognitive analysis.” Lawrence points out the efficacy of this method
by stating that one can get rid of his feelings of guilt, shame, anguish,
agony by writing aboutthem: “one sheds one’s sicknesses in books-
repeats and presents again one’s emotions, to be master of them.”2

One must delve deep into the psyche of a writer to learn about
his vital, creative concerns. Dickens had undergone some terrible,
traumatic experiences that had made an indelible impression on
his mind and had far-reaching consequences in his life. These were
the nerve-shattering events that occurred to his father, his observation
of the dismal, desolate life in the debtor’s prison, his deep love and
attachment for his mother and sister, the humiliations that he
suffered as a young boy, his unhappy relationship with his wife, the
premature death of his sister-in-law to whom he was emotionally
attached, and the over-powering personality and dominance of his
mistress, together with his dissatisfaction with his children. The
origin of his concern with them may have been due to a variety of
circumstantial factors of which we shall never know enough since
the details about the period of his life when these incidents occurred
are obscure. What the critic can do is to attempt to gauge how
Dickens finally came to terms with these haunting preoccupations
through a close study of his novels which, in fact, are the record
of his struggle with them.

When Dickens in 1845 or 1846 wrote some fragments of his
autobiography, he recapitulated for the first time the shame of his
father's imprisonment and of his own ’employment at Warren’s
blacking factory. These two were the most traumatic events of his
life and were revealed in confidence to John Forster after a lapse
of twenty years of their occurrence. The suppression of these
memories, however, made his novels richer, providing them with
one of the most vital images of his fictional wogld--the contrast of
the warm, congenial atmosphere of a family within and the desolate
grim street and unfriendly wastelands outside.

Itis in homeless, unfriendly and sordid outside world that the
lost children of Dickens have their origin, wretched and miserable.

Angus Wilson very pertinently points out in The World of Charles
Dickens:
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From these days come the many lost children, poor and abandoned. From
these days come also a certain righteousness, a certain hardness in
Dickens's life, that he acquired to save himself from the pit he had nearly
fallen into.?

Dickens had a deep respect for his father and mother before his
father's arrest and imprisonment. But little by little his dreams were
shattered and he found himself abandoned, uncared for, underfed,
with no aim or purpose in life, very much like the children he has
portrayed with “no advice, no counsel, no encouragement, no
consolation, no support from anyone that | can call to mind, so help
me God.™

But things were not really bad in the beginning. He was born
in a comfortable family and grew up in an age which would openly
flaunt its aristocratic contempt for the middle classes. The financial
ups and downs of his family made the atmosphere somewhat taut
and this was sufficient to produce the nervous tension present in
his earliest memories. Dickens was barely seven months old when
his parents had to shift to cheaper accommodation. Unfortunately,
the financial position worsened and the, bright days were soon to
end. The famlly had to leave Chatham and shift to London. Probably
Dickens was allowed to stay on for a short while so that he would
finish his school term. If this be true, the rest of the family all piled
up inthe coach with the lone Charles seeing them off. The departure
of the Micawber family for Plymouth in David Copperfield is
reminiscent of this incident and vividly reflects the deep gash made
in the young boy’s mind and the crumbling down of his hopes and
aspirations.

But more was to follow. Around the time he was twelve, he
was to undergo an experience which turned into the greatest
catastrophe of his life. This particular incident was so deeply
embedded and became so thoroughly absorbed in his imagination
that it greatly affected the rest of his emotional life. The event was
undoubtedly the warehouse episode. Though it lasted only a few
months, six to be precise, it left an indelible mark on his mind and
was the most powerful experience of his life. The job, which
transformed his personality and landed him into another world, was
offered by James Lamert, a distant connection of the family, who
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himselfwas manager of the warehouse. His parents readily accepted
the offer and for this Charles never forgave them. The despair, the
agony that was so cruelly inflicted on him was so deep that years
later when he attained fame and glory, he spoke with genuine
gravity:
| often forget in my dreams that | have a dear wife and children: even that
| am a man, and wander desolately back to that time of my life.s

The relevance of this incident in forming the emotional subject
matter of his novels can not be exaggerated. As Edmund Wilson

points out:
The work of Dickens’s whole career was an attempt to digest these early
shocks and hardships, to explain them to himself, to justify himself in relation
to them to give an intelligible and tolerable picture of a worid in which such
things could occur.®

The experiences of childhood do make a lasting impression, as “it
is impossible to relive one’s childhood without experiencing acute
emotion.” The misery of those abandoned months, the supressed
shame, the loneliness and desolation, bit so deeply into his inner
being that he became the unparalleled monarch in his depiction and
identification with the outcast, which touched the Dickensian reader
somuch. Such compassion and pathos were perhaps found nowhere
else except in Dostoevsky, Gissing and Jack London. Dickens
wrote about the humiliation in David Coppeffield:

When | tread the old ground | do not wonder that | seem to see and pity

going on before me, an innocent romantic boy, making his imaginative world
out of such strange experience and sordid things.®

It was due to his pangs of anguish and misery that he could lend
that peculiar tint of solitude and deprivation in the portrayal of Little
Nell, Esther and Florence Dombey.

Apartfromthese traumas, he underwent similar nerve-shattering
disappointments in the sphere of love. All his love liaisons ended
up in sheer frustrations and completely shattered his conception
of himself as a romantic hero thereby destroying his faith in his
destiny. One of the major defects of the Dickensian writings is the
total absense of any sympathy with or understanding for women.
The source of his imaginative shortcoming, which spoilt so much
of his style and art and brought intense misery in his life, was based
on the second great trauma of his youth--the unfulfilled love he



TORY OF MOTHER-DAUGHTER RELATIONSHIP 79

woman even within a marriage. Such a woman always finds herself
alone; there is no comfort in marriage, or in goint back to one’s
parents. She also knows that success in marriage means
manipulating and manoeuvering her relationship with her husband
according to the socially accepted norms and flaunting it all the time.
Her intellect, her achievement, her career and her ambitions are
the stigmas she shall have to carry forever like the dead albatross.
Centuries of diabolic conditioning have left their mark on Saru’s
psyche too, and she unequivocally acquiesces to her feeling of guilt.
Saru’s relationship with Boozie, her professional mentor, is
also an escapade which initially gives a pleasure and a sense of
acceptance to her. She is like an incomplete sculpture and he has
chiselled and moulded it to perfection. He has also helped her in
the initial years of her married life. Manu deliberately does not
question her about the nature of her relationship with Boozie or
aboutthe financial help which she has constantly recieved from him.
Manu's sense of inferiority changes him into a sadist who gets
pleasure by insulting his wife with sheer physical violence. He
attacks his wife like an animal, hurting her with brutal cruelty. Saru
does not, and, infact, cannot opposeitinitially. Her early relationship
with her mother has moulded her psyche to accept drudgery and
self-negation as norms of routine existence and to treat herself as
an undesirable person in a subconscious manner. Even when she
protests against it, it results in an escape to her father. But her
attempts to distance herself from her married surrounding ultimately -
~ provide her with a fortitude to overcome her phantoms and approach
a little closer to the naked reality. She drives out her disatisfaction
and her preference for futile sufferings and internalizes the truth that
the struggle towards a more constructive hold on life is enough to
fill a person’s heart. She also realizes that she has to fight out the
darkness herself and that the parental home cannot be a refuge.
Nobody else can help her out; in order to live without fear she will
have to look into the face of reality and grapple with it alone.
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