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LANGUAGE PATHOLY AND LANGUAGE THE:{&H s
, 7 . S.D. Sh \ LY,

Localizationists believe that the frontal lobe in the [éft'¢& e
hemisphere in the brain is the speeuz.mm_languagqmmf this
centre is not intact, some aspects or the ability to pan:anﬁ?muﬂesa.....
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,
Listmung 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 separateimpairmentand disorder (disease) 2
In 1861, Paul Broca, a French surgeon and anatomist, established )
the fact that language was produced from. the left cerebral
hemisphere. In 1874, Carl Wemicke, a young German physician,
proved that lesions in the left posterior temporal lobe affected
speech comprehension.* Wemicke'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 different
linguistic functions. Advances in linguistics particularly in phonetics
and pragmalics 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) in the left hemisphera 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).

]
g
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2 S.0. SHARMA

In 1959, Wilder Penlicld and LaMar Robe ris, Neurosurgeons at the
Montreal Neurological Institute, removed portions on the brain
affecting speoach and language.

Correct speech habits form correct mental grooves orchannels
1o communicate ideas.® The basic cellular units of speech are
neurons, which are approximately 12 billion in number. Each
spaech neurc 1 is composed of a cell body, dendrites (receptors)
and axon (conduttive 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 particulary 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 carmry 4 billion impulses per second. Thalamus as
well as cortical system produces speech and language. In fact, left
thalamusis avery fast relay 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,
(viil) Analytic processing, and (ix) Right visual field. Likewise, the
right hemisphere has 7 linguistic specializations, viz., (i) Holistic
processing, (ii) Stereognosis, (i) 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
corpplementary to each other. However, recent researches
undertaken by such eminent language scientists as M. Dennis, H.

B I s
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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 specilic 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 andtechnology. So gringlanguage diseases
found galore are listed below: W m‘F‘-..__L
1. Schizophemic Aphasia ML g
2. Diffused Aphasia f ] P
3. Focussed Aphasia f IF %)
4. Conduction Aphasia 2
5. Graphic Aphasia i T ooy
6. Phonic Aphasia el
7. Agrammatical Aphasia T /
8. Dysgraphia
9. Dyslogia

10. Purealexia

11. Yerbal Alexia
12. Literal Alexia
13. Dysarthria

14. Anarthria

15. Stuttering

16. Dystexia

17. Agraphia

18. Jargonophasia
19. Polyglotl

20 Enunciation Disorder
21. Speoch 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 foracquiring alanguage. The expariments 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 leams
a language and in this process of language leaming, language
channels of L' and L2 et al are formed in his brain. However, the
clash between L' and L? is a common phenomenon because of a
number of factors.”

Aesthetics of high order mainly depends onthe fine equilibrium
between the left and the right hemispheres or the brain. Charles
Darwin, the father of modem 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 sortof 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 arecent
breakthrough in the domain of Neurcanatomic 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 known as 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,
siudents reach the university portals for the pursuit of higher
learning, their language channels are almost hardened. Their
aesthelic taste, too, is already vulgarized. They also suffer from a -
number of language diseases, as enumerated above, and certainly
it acomes a hard nutto crackto rejuvenate aestheticsenseinthem.

However, based on pragmatism and emoiricismitis suggested
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that (i) for neuron, correct speech habits are to be formed; (i)
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, Endoscepe,
i{fmu-graph 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 fo language and communication
{Londan: Practice-Hall Intermational Ltd., 1995), p.502.
35 0. Sharma, A Textbook of Scientific and Technical Wiiting (Delhi: SPG,
1983), p.70.

, . A Textbook of Spoken and Written English (Delhi: Vikas, 1984),

p.11.

“A. Akmapan, of. al. op. cit., p.508.

5 ). Sharma, Semantics and Syntax: Indian Loean Words in English (Dethi:
PBP, 1992), p.141.

¥bid., p.147.

TAkmajian, A. et al op. cit., p517.

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

*5.0. 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
comerstone of education and civic life. It was a 'delightful’ thing that
was capable of ‘enchantment’; it was not strictly utilitanan, for
divinity in the form of an inspiration by the gods or the Muses cannot
be overiooked. 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 a divinely inspired individual and as a craftsman
come through quite clearly. Since the nature of poetry has varied
through the development of Greek civilization, different concepts
of the poet have also surfaced. :
We can safely begin with Basselt's brilliance: "A "poet’ is he
who gives to material at his disposal a particular, individual quality
and existence.... The only reason for the crealive 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—a fact which, if established, gives to our oldest literary document
the added value of being poetry in its pure state.” According to
tradition, lladand Odysseywere composed by the wayfaring singer
named Homer, whose name is used collectively for all epic poets
justas the name of Vyasa is used as the author of the Mahabharata.
Homer was more of a singer than a poet in the modemn 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 lo have learnt the minds of many men
(Odyssey, 1,3). The word 'bard,’ 'singer,' occurs only once is lliad
(11.24.720), bul representations of bard appear many times in
Odyssay. Words of praise for the bard come from Odysseus and
Iha bard sings “all too according to the order of things," lien kata
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kosmon.? He is the man who has the ability to provide precise
reprasentations of reality. Also, the poet knows thelkleria, 'enchanting
things." The Sirens who stood for the bard could boast of the
requisite 'enchantment,’ and that was why their listeners were
enraptured. A silence descended onthe Phaeacians asthey listened
to the song of the Sirens. Also, When Odysseus finished his lengthy
tale in the palace of Alcinous, an enchanting silence settied over
the audience. The speaker is eulogised on his grace as a word-
weaver, having the genius and the craflt 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 hear. .
As when a man looks at a bard, who has leamt from
the god to sing words pleasing to mortals;
and they violently desire to hear him, when he sings.
S0 that man sitting in the hall kept enchanling (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
leamning the songs. Here the singer Phemius boasts that he is seli-
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
breathad 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 leamt or heard but
are produced by himself. The word autodidaktos merely points to
it. However, sell-teaching does not obviate the divine aid. By
considering the source of hisinspiration as myslerious, 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 lliad (2,485) we
are told that the Muses were the original poets who experienced
" the epic events as eye-wiltnesses 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 fo 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 (vemnana), 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, essentially 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 skithd with Thy powers, mast wisa 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 diflerent world away from the world
of heroes with Hesoid. liad 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
lo 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. Itis they who “once taught
Hesoid beautiful song as he tended his sheep under holy Helicon™
(22-3), and “they gave me a stalf, plucking a fine branch of
flourishing bay, and breathed in me a divine voice, so that | might
sing of what was to come and whathad 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 cormiption 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
sanclity of justice and these two concepts have corrasponding
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 Apallo. This
is relevant because of the divine favour bestowed on the poet. Even
the goddess Aphrodite favours the poet with a life thatis 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'prolesses 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 ownstyle. 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 thé 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 nght 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 andhis accuracyin 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 nalure. He
removes the logs from our eyes and makes us perceive the
principles thathonour acceptability and sensibility inlife. He emanates
as the prophet witha radiant crealive power that becalms a besoited

herd. This is an interesting angle in the formation of the concept -

ol the poet.

e

S
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With Sappho we come closer to our conceplion 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 devolion to grace, the pain of spiritual
passion and perceptive intelligence. In her poetry the topicalis allied
with the etemal 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 athis masterly best. Theognidea
may have maxims, but it requires the poet's art to survive. Pindar
wields language with a sublime powercouching his soaring thoughts
deftly, demonstrating in the 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. Itis a seff-
contained universe manifesting the powerof 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-relationsdeclare a ‘power’ thatleads onetoahighergoveming
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 olten he has dona in his other odes. He admits the function of
the poot ns being the voico and consclance ol the commurity,
according the right emphasis on correcl judgment. Being
apothegmalic--harping on tha need to be righteous, truthful and
liberal--he transpiras wisdom and indleed the treasury of songs that
wo hnve seon as boing tho soullul and artlul effusions of the poat
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creates the luminous sanctuary of immortality. This has obvious
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
immeortality conferred by poetry and the image of Apollo’s golden
lyre (significantly contrasted with the music of Dionysus) that
bespeaks of asoothing 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 smrti 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 inborn. .

The Greeks, indeed, have created a new world of poetry
(nirrniti). 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). Rajasekharain Kavyamimamsaadmits of the three types
of poets of which | attribute the Greek poets to belong to two
categories, namely the sarasvala-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 poelry, 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
daaler of hall-truth that we have in the Republic. The poet is either
gripped by enthousiasmos (Apology 21-2; lon; Meno) or the principle

B ———— e = e e T

5

"’



THE CONCEPT OF THE POET IN EARLY GREEK POETRY 13

of mimesis, and indeed he is a victim of a madness thal 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 muzzle 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 darknaess thera is light,
And precipices show untrodden green,
Thera is a budding Mormow in midnight,
There is a tripla 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
andtheiractions 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 mightensueinaction. Itis onlywhen 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 atiributes come into play, and sometimes, chameleon-
like, they seem to act unexpectedly in a way which contradicts
their earier 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
gqod 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 absoluts.

Unlike the Greeks, Shakespeara shifts the rasponsibility 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, evilworks extemnally. 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 subtie 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 Ceasarcan be
called a drama of excess like his greatfourtragedies. The reaction
of the first of these evils--.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 actionleading tothe assassination
of Ceasarandthe 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 sell-respect.
This is posilive vision, evident in his following utterance:

Why, 'man, he doth bestride the narmow world
Like a Colossus, and we palty man
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Walk under his huge legs, and peep aboul

To ind ourselves dishonourable graves.

Men ot some lime are masters ol lhelr fales:

Tha fault, dear Brutus, Is not In our stars,

But in ourselves, that wa are underings.?
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 posilive vision geared to project a rightful cause.

But: when 'Gassius 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 tellwhat|you and othermen

Think of. uﬂmﬁg ml‘l.jtlh,nw single self, LA

| had.as liel not be as live to ba

I awé of such a thing as | myself,

| was bom free: a8 Caésar S0 Were' you;

Wa both have led wellsand .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 w.u:- itis tymnn}* of drctatnmhtp. while in the third it is
pars-nnal envy lt is not yet given an inner n‘inmnsmn which we find
in the soliloquy of Brutus, “It must be by his death....” The fuITm-uing
two images of evil lie 'embedded in this rﬂvelatmn t::-i' the' inner

landscape of Brutiis's mind:
mmmnmuumm
mmm;mﬂumwnmnm
And kill him in the shell.*

From Brutus’ pointof viawthasahemnm puints inthe argument
for killing Caesar, and both are based on a possibility, and not on
a fact. 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
characterof Brutus in concelved, 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 avil.

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 reasaning; but whereas the hypothesis of
Brutus is grounded on a possibility, that of Hamlet is based on
fact. But therealter, Hamlet's speculations move at a tangent
away irnm that fact; andin place of the false hypothesis of Brutus
leading to action, the true-hypothesis of Hamlet leads him away
from action. It is an interesting case of evil or the thought triggered
off by evil serving to.swell. it out of bounds like the genie in the
siur}' anslng Imm tha bnl:tle.

What happens to Hamlet at the first |mpa::t of evilis a twofold
reaction on his mind: first, there is the stamp of one defect in his
natura beginning to "do 'olt™ all his noble substance "to its own
scandal®; second, he proporionately magnifies the evil till it
mrerwhalms all experience and all existence:

Hnwwanry.s‘leﬂa ﬂatandi.l'iprul’htﬂu
“Seem to me all the ‘Uses of this world I* -

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

as he subseqmnlly puts it to Husai'rcmntz and Guildenstern:
ﬂisgutﬂ]rl'lmnﬁ the earth, mlumammﬂa promontory; this most
emulﬂmmwﬂwalr mmmmﬂmnmmm
majestical roof fretied with guldunﬂm. 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
\haro is nothing like absoclute evil in Hamlet, the all-enveloping
sonse of sickness, rottenness and malignacy appearing in the
images ol ulcer, impostume and disease shows that Shakespeare
ls moro exclusively preoccupied with the effect of evil on the
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hUI:nan 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:

hwummﬂﬂummmumﬁmmmhmmm

the feeling of evil that the sense of there being any good in the world Is lost

for him altogether. His attention excludas 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-consclousness and his attitude of
negation:
His consclousness, functioning in terms of evil and negation, sees Hall but
not Heaven. But the intuitive faith, or love, or purposa, by which we must
liva if wa are to remain sane, of these things, which are drawn from a timelass
reality within the soul, Hamlet is unmercifully bareft. Therefore ha dwells on

mmwmmhmummmnﬂmummmm“
the torments of etemity."

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 vision 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
brjngs before us his better sl 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 trealment 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 sculfle 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
ol Othello’s character....™* This statementalsoimpliesthat Othello's
character has a flaw, which exactly responds to lago's evil: In
olher 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
Othalio just like a beast of prey holding its victim which can not
oacapo Iis |jaws.

Il Is clear thal lago and his actions are conceived by the
dramalist's negative vision, and there is no trace of the positive
vision because lago does not manilest a single positive trait even
lor ¢ moment, There Is no doubt that Shakespeare has created
him s an embodimant ol abmolule evil, and Bradley rightly
affjema: “Evil has nowhere slae bean portrayed with such mastery
#s |nh the charaoler of lago.' This "absolule evil” in human
embodiment nol nn&tdnlmynrm world ol Olhello and Desdemona
physically, bul aleqg tries lo destroy Othaello spiritually. In other
wards, he lakes him to dumnation. Olhello asks Lodovico at the
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Will you, | pray, demand Ihat demi-devil

Why ha hath thus ensnar'd my soul and body?" -

In Othella’s act of murdering Desdemona we find annihilation
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—thefaith onwhich Antony
and Cleopatra is built. To read any suggestion of regeneration in
Othello’s dying speech is illusory,

Whatemerges fromthe abovediscussionisthat 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. Aﬂar 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 reselution in
the two problem plays--All's. Well and Measure for Measure.
Troilus and Cressida, written almost at the same time as Ham/et,
asserts the presence, of.similar evil. In the words of. Thersites:

Hera is such palchery, SMMWMEMWWMUHMHE
haumﬂandumﬂmld-nnnodquamlmumm{mwmm

mdmmmutrhwhﬂrrsmplgumlhatwkﬁ. and war and lechery
confound all 1"

The imagery evokes rottenness and disease appamnth; beyond
cure:
Now the rotten diseases ol the south, the guts-griping, ruptures, catarhs,
loads o' gmvdhﬂmhn:hru!tmrglas cold palsies, rmw eyes, dirt-rolten livers,

wheezing lungs, bladders full of Imposthume, sciaticas, imekilns I'th’ palm,
incurable bone-ache and tha rivell'd lea-simple of the letter, take and take

again...."" |
In Measure for Measure, although a later play, the malady is
shown to be at a pitch:

None, but thal there Is so groat fever on goodness, that the dissolution of
It must cure iL"™

All's Well approaches the problem by making a statement whu:h
can ba taken to be one of the ways in which Shakespeare solves
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it. The French lord at Florence, talking of ertram's affairs, says:
Tha web of our Iifa iz of a mingled yam, good and ill together--gur vilues
would ba proud, if our faults whipt them not; and our crimes would despair,
if they wera 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
amountingcurve. The earlier encounters with evilin Titus Andronicus
and Richard Ilfare 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 preserits no real
threat to happiness. Then, in Juliis Caesar evil is so ambiguously
presented as to be indistinguishable from good. Subsequently, the
curve mounts steeply in Hamleét whére it again moves evenly after
evil reaches a certain pit¢ch.: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 pointiin 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 afteramovement on a comparatively
lower pitchin 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 supematural
machinary, which was used by the Greek dramatists to usher in
and finally purge the evil, Is used by Shakespeare generally as
a doubtful manilestation of evil. The usual touch of ambiguity is
parceptible in his presentation of the supernatural. In the Last
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Plays, the elfects of ambiguity are maintained as a technique. Evil
is no longer a bsolute; itseems tobe a part ol the scheme of things
aswas suggestedin a statementin AlI' 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
Séem lo be linal. It is Shakespeare's technique of double vision
which accounts forall these doubts and ambiguities in his delineation
of evil as 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."®
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SHAKESPEARE POSTMODERNIZED:

TO WHAT EFFECT ?

Ramkrishna Bhattacharya
The picture of Shakespeare studies in the last twenly-five
years has changed beyond recognition. We stillhave such traditional
joumnals asthe Shakespeare Quarterlyandthe 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, nec-Freudianism (a la Lacon) and nec-Marxism thrown
in. So many different, nay contradictory and conflicting, approaches
are vying with one another, each claiming to blaze a new trail.
Postmodemism (to use the more convenient umbralla term)
was rather slow to arrive in the field of hakespeare studies. The
earliest attempls 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 (Still
Harping on Daughters, 1983) and Kathleen MclLuskie (‘The
Patriarchal ard,’ 1985) contested the positive and progressive
picture of Shakespeare as a benign egalitarian. Feminist critics
explored in detail the codes ol phallocentricism and dramatic
convention by which sexual dillerence was represented by
Shakespeare.

Since the 1880s thare is a boom of new approaches inspired
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by theories borrowed from other disciplines. Foucauldian theory of
powar was hamessed 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
Camival and Theater (1985) by Michael Bristol. Both Foucault and
Lacan cast their shadows on Francis Barker (Tremulous Privale
Bodly, 1984). Semiotics inspired Kier Elam (Shakespeare’s Universe
of Discourse, 1954}; 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 Kemmode and
the. postmodemist Marilyn-French in:Malcolm Evans' Signifying
Nothing, 1986. As Chris Baldick succinctly sums up; “Shakespeare
criticism has thus transmuted from texiual study of the cultural
history. of representalions.™
. No student, of Shakespeare can remain blind to .the
“contemporary critical quarrels” (a BrianVickers subtitles his work
(Appropriating Shakespeare, 1993)). At the same time, one cannot
help asking oneself: how many recent works on Shakespeare have
really enriched ourunderstanding of the plays? Some postmodemists
have claimed that there has been a ‘paradigm shift’ in the field of
literary crilicism, comparable to the Copemican Revolution.? So far,
nothing of substance has appearedto]ustily thistall 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 ol his comedies. A postmodemist’
might retort by saying thal 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 poipt out
titat this is not an earth-shaking development, Right from the
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seventeenth century, there has been more thana single approach
to Shakespeare. RussianMarxists inthe 1930s offeredasociological
approachto Shakespeare. Similarly, the Freudians brought outtheir
own version of Shakespeare.

Since there are no set rules of the game and no referee,
subjectiveimpressions and ohe-track search forevidence in support
ol one's pet theory can never be excluded from the field of literary
criicism. However, can wa not e;pent some, amuunt of rigour and
respectlo atleasta mmlmumnfﬂb]achvu cntena ? For the present,
we may Ieava out those schogls whm‘n reruse to suhsr.nhe to
objectivity (such as the. Fleadar Haspnnse -wallahs and
Decunstru-:tmmsts} 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 spaech in some
play as if that were enm:gh lo prove. their pmnt The essent:ally
fictive character of trterature is snmply forgotten. One is inclined to
befieve that the New Historicists have missed their vocation. They
could have been good economic hlstnnans 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 {rom 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 Ehakespaam 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 of them.? Thisis 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 asthe prototypes of tha conservative andliberal intellectuals
respectively, p,134); and (b) using the play as a peg to hang their
own ideas on (Janet Adelman and Marilyn French provided two
glaring examples). Following this line of thought, Cedric Walts 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 stepfaithfully and
closely. The study ends with the following coda:

| speculate thal [if Shakespeare had dona s0] tha 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 Manxist criticism

of Shakespeareinthe 1930s and 1940s. There were similar attacks
on the 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 thattime. This is when Kenneth Muir published
his seminal essay on Shakespeare and the cash-nexus,
demonstrating that Marx was a Shakespearean rathar than
Shakespeare a Marxist.”

In fact, the Marxists, particularly the British Mandsts, 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-Manxists) in their approaches to the individual plays.
Amold 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 drewinspirationfrom Shakespeare's
health and celebrated his bithdays. The ‘veritable Shakespeare
cult in the Marx family' is also mentioned.

MNeo-Manxists 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.’ Ideclogy 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 o exclude Shakespaare
himsell, his contemporary audiances and almost all Ilerary critics--it 5 suraly
clear that positive valua In Macbeth lias with tha three witchas, Tha wilches
are the hemines of the plece, howaever littla the play #sall recognizes tha
fact and however much the critics may have sel out to dafend them.?

Such an ‘unprejudiced reader’ could only be Eagleton himsell or
his admirer like Dollimore or Sinfield. This is literary jJudgment run
wild. Subjectivism gets the upper hand over evenything 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 must discover 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
MNew 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 widenedthe 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 esoleric 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 1o leave hardly anything worth reading. A future historian of
Shakespeare crilicism may brand the last quarter of the twentieth
century as an interlude of confusion worst confounded.



- S W W R R W L O L W B b iy Tl el e N

a wu

{-I d L L L

28 AAMKRISHNA BHATTACHARYA

REFERENCES

'Chris Baldick, Criticism and Literary Theory 1980 to the Present (London
and New York: Longman, 1996, p.192.

See Antony Easthope, “Paradigm Lost and Paradigm Regained,” The
State of Theory, ed. Hldmrd Bradiord B,urrdm nnl:l Haw York: Routledge, 1993),
Pp.90-91.

Sew also Temy Eagleton, The Smmmnm of  Theory :Dﬂmﬁ: Basil
Blackwell, 1990); p.vi. ; 1
. 3Alan Sinfield, "Macbeth: I-Hstuﬂ lduduw and Intellectuals,” Macbath,

ed. Ahn slnﬂuld {H&w Gmhmks Hmﬂnﬂlls The Hanmﬂltan Fras: 1892),
pp.125-26. '

“Cedric Watls, "Macbatn as royalist’ propaganda,” Critical Essays on
‘Macbeth, "ed. Linda Cookson and Bryan Loughrey (Bumt Mill; Harlow: Lo-ngman.
1988), ppl02-109, . o . oy i

‘EH. Cam, I'HHI',ISHMEI}-'?JL

' :,P.ngum Books, 1988),

L wort
TKenneth Muir, “Tition of Ath 'ua;ﬂ:l‘iﬂa bashﬂexw -'Judﬂﬂ ﬂﬂﬂﬂﬂf#‘
Miscellany | (1947), pp. S7-T6. AT

*Amold Kettle, “Introduction,” smkammmamangﬁwg WnnH{Lmdm
Lawrence and Wishart, 1864),,p.9. £

. "Temy Eagleton,-Willlam S-‘n_tkuﬁp&am[ﬂﬂmd Basil Blackwell; 1986),
PP '-E* 5
- WRS, '.'lmta mmmsmm Srm.lm.-speam Suwaf. Vol. 45
(1993), p96.

i




FATHERS ARE NOT INFALLIBLE: REVEAL A.
MILLER, P.B. SHELLEYANDW. SHAKESPEARE

Brahma Dutta Sharma
No doubt, Manu teaches
v @y wg waear Rig srar g e |

(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 Taittiiyopanishad 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 buming on the
buming deck, in doing so he did not budge even an inch from the
spot where his father had ipstructed him to wait for his father; but
at least three Westem Dramalists, 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. h

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 comered.

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 altempt 1o do what an upright person
will not attempt. This means that Bifl 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 lo sloop



BRAHMA DUTTA SHARMA

oo low, When Willy Loman is trying to conceal the fact of his
lowdness, 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 drama, 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 I,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 hercometolightalsofrom the 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 IV,i,1.6), "bright loveliness® (The Cenci IV,i,1.121), “love-
enkindled lips” (The Cenci IV,],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 11,i,1.107), and
one knows that she Is acting in violation of the spirit embodied in

Manu's teaching
T fgdd fdq ot mew ot

gamon R W T oo S vy
(It isthe 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 I' " (The Cenci Ili,1.iii), and soon comes the scene in which

the reader, to his utter dismay, hears her reveal to Orsino:
Walcome, 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 rast
Ask me not what it Is, wr there are deeds
Which have no form, sutferings which have no tongue.
Orsino.  And what is he who has thus injured you 7
Beatrice. The man they call my father: a dread nama.
(The Canci I, 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
averywicked fathernamed 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
I found that kindness in a father.
He's tather, son, and husband mild;
| mother, wife, and yet his child.
(Pericles 1i, 11. 64-69)
The daughter seems to be proud of her incestuous relations.
Pericles interprels the riddle to himself, while addressing Antiochus
in his thoughts, as
... with foul incest 1o abuse your soul;
Where now you're both a father and a son
By your unlimely claspings with your child--
Which pleasure fits a husband not a fathor--
And ghe an eater ol her mother's MNash
By the deliling of her parents bed:...
(Pericles 11, 11. 126-31)
and Antiochus' telling himsall
He hath found the meaning, ...
(Pariclas 1i, 1. 143)
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ke the Bicl crystal clear.

sitch lathers are not to be obeyed and deserve punishment.
Itis 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 50 rife
That soon, for some just cause no doubt, the young
Will strangle us all, dozing in our chairs,
Authority, and power, and hoary halr
Are grown crimes capital.
[The Cenci Vv, 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 here or I'll beat you | Come back here | I'll whip
you I' * notonly go unheededtobut 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, Bealrice and the daughter of
Antiochus, even though Antiochus' daughter is an obedient one
while the Cenci’s daughteris notobedient at all, Beatriceis definitely
virtuous, while Antiochus’ daughter is not, because virtue lies not
inobeying A,B, or Cbutin 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
concemed, his own son becomes an instrument in the process of
punishment that comes to him. Biff starts committing shameful
deeds like stealing, and the concem 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 1o smoke.

(Paricles 1, 11,137-38)

The Cenci in s_hellafs drama is murdered, as the following report
of Marzio, a hired murderer reporting the fact to Beatrice and her
step-mother Lucretia, evidences:

Marzio. Wae sirangled him that there might ba no blood,

And then wa threw his hoavy corpse I the garden
Under the balcony; “twill scem it fell,

(The Cenci IV,iil, 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 Iv'd not frea;
P or which, the most high gods not minding longer
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Peo walldudid Hwy wengeance (hat (hey had in store,

Phows toy e lweinous capital offenca,

1w in tha height and pride of all his glory,

Whwn i was sealed in a chariot

U an inestimable valua, and his daughter with him,

A fire from heaven came and shrivell'd up

Their bodios, even lo loathing; for they stunk

That all thoso eyes ador'd them era thelr fall

Scom now their hand should give them burial,

(Percles Iliv, 11.2-12)

All this signifies that according to these three dramatists it is nol
always safe to obey the father, and that a deed does not become

ethically sound only because the father or some such other autharity
wants it to be done.
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COLERIDGE, WORDSWORTH AND SHELLEY:
INTERACTIONS AND INTERTEXTUALITY

A.S. Pathak
According to David Lodge, the most significant characteristics
of postmodemist writings include open-endedness, contradiction,
permutation, discontinuity, randomness, excess and short-circuit.”
And the chief weapons in the armoury of postmodernist wrilers 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 wrilings 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 Bellwaswrittenas 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 Mariner was 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 (porirayed in Lewis's The Monk, which Coleridge
reviewed in The Critical Hawﬂw of February 1797).

If we broadly trust e's account, “The Wanderings of
Cain" was begun as a compositi§n- rq'a @niFﬂ Ansient.Mariner
was taken up jointly in N vamber 1‘{2:_{_" or

‘mohel to pdy 4
oxpenses of a walking ttur * The latt uein{ :bas cﬁmpraledﬁg
Colaridge and was incl 3;:3! Bhllads Brought out In
the middie of September, 1498, Owjpg to dlﬂ?f; §5 in their nature i

andl sonsibility, as we hnﬂwl, Wordsworth w h:-!p y with The
ol :"'\-.'.1.‘.. : k"'_nbj
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Atwiont Maver In an ungenerous and disingenuous note on
Colanidge's poem, he complained that the Mariner as portrayed by
Lulordgo "doesnotact, butis continuously acted upon.™Wordswort™
wiole Peter Bell, on the advice of Charles Lamb, as a kind w
rejoinderto The Ancient Marinerto show that poetry could be written
without "persons and characters supematural.”" 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 effecls
through a natural instead of a supematural means.

Peter Bellis alawless maninsensitive tothe beauties of nature.
Coming to the edges of the Swale, he espies a solitary ass and plans
lo steal it. He mounts the ass to seek the coltage of its drowned
owner to tell his widow about the tragedy. His spiritual experniences
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 brdm

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,

...Poter [is] taught to feal

That man's heart Is a holy thing;

And Nature, through a world of dealh,

Breathes inlo him a sacred breath,
More searching than the breath ol spring.

A fioly 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 Bellhas won admiration from diverse
quarters. Matthew Armold, for example, announced: *| am a
Wordsworthian. | can read with pleasure and edification Peter Bell.”
While Emest de Selincourt thought Wordsworth justifiedin regarding
it as “one of his greatestimaginative 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, Bemard 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 Volces: one is of the deep;

it leams the storm-cloud’s thundrous melody,

Mow roars, now murmurs with the changing sea,

Now bird-like plpes, now closes soft in sleap.

And ona Is of an old half-witted sheep

Which bleats articulate monotony,

And indicales 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 shatlorod bark,

Thal overwhelmed and prostrate lios,

And In a moment 1o the vargo

Is litted of a foaming surgo--

Full suddenly tha Ass doth rise |
Later on, Tennyson also noticed what he called the thick-ankled
element in Wordsworth's verses.® Wordsworth's poelry at times

stumbles into bathos and becomes discordant.
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I

o panody of Wardsworth's poem is more significant than
Shelloy's, Shelley's Peter Bell the Third was wrillen within “six or
noven 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 Examiner review 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 thefactthat 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 L yrical
Ballad (popularly known as ‘Peter Bell the Second') one full week
ahead of Wordsworth's poem, it could not have beenadirectparody
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 frequentingthe Cumberland churchyard, laboriously
reading and commenting on the epitaphs of Wordswarthian rustics
like Simon Lee, Betty Foy, Alice Fell and so on, and, finally, coming
uponasloneinscriptionthat reads: “Here lieth W.W./Who nevermore
will trouble you, trouble you.”

n

In the dedicatory note to The Witch of Allas (written in August
1820) Shelley humorously contrasted his poem with Wordsworth's
Peter Bell. Whereas the Witch takes only three days in putting on
alight dress of “flowing metre,” Peter takes nineteen yearsinmaking
up his proud dandy sell with “a dress like King Lear's.” and yet his

in[ﬁ?nal 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 loilThe over-busy gardener's
blundering toil.” Shelley's suave Horatian satire exposes the
weaknesses of Peter Balf and ils 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 inWordsworth's poetic deterioration: "He was atfirst sublime,
pathetic, impressive, profound; then dull; then prosy and dull; and
now dull-0, so very dull | itis is an ultra-legitimate dullness.” Peler
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 Peler Bell:
Is it a party in a parour?
Cramm'd just as they on earth were crammed,

Soma 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.' Pater Bell the Third sets out to dramatise the damnation
not so much of Peter as of his creator, i.e. Wordsworth.
Shelley’s anguish and indignationwere 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
Wastmorland, (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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againist Honry Brougham, was believed to have done a lot on the
wly by wriling anonymous verses. One of Shelley’s letters written
lo Peacock on 25 July 1818 expresses his disillusionment with the
senior poet:
I wish you had sent mo some of the overflowing villainy of those aposties.
What a beastiy 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 tha Siclian 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 Com 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 somy 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 dislinguished his own poetical character from what he called
the Wordsworthian "egotistical sublime.’ He was visibly annoyed
when in Aprl 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 andeven pity mixed withadmiration for Wordsworth. Shelley's
salire, says Mrs. Shelley, operales 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 Peler Bellends with Peter, “spiritually reformed,”
desiring lo press the ass's master's widow “to his chesl.” Starti ng
his poemwiththis very clue, Shelley suggests that Peter's reformatian
is only skin-deep--visible only “from his dress and mein " his old
self being warmed up by “fresh-imported Hell-fire®, Peteris identified
with Wordsworth with his affected tone of holiness and religio sity:
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His accent caught a nasal twang;

He oiled his halr; there might be heared
The grace of God In evary word

Which Peter sald or sanyg.

In Part |l of the poem Shelley describas 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
Wordsworlh's countryside “to see what was romantic there.”

Taking a panoramic view of the contempaorary scene, Shelley
presents London as the seat of the Devil:

Hell ks a city much like London—

A populous and a smoky city;
Thera are all sorts of people undona,

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
ofLondon 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 flit, and stare, and
simper” as also degenerate society women "mewing/... Of theirown
virlue, 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 irealments ol the story of Peter Bell, theirinceptions
and twists and lurns thus present interesting cases of interactions
and intertexiuality in one of the most significant periods of English
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litewrabine Dlwes ool moe inalysis shows how the same theme treated
by thllerent wilors assumes different focus and force depending
Hion 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 personality, 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 wrilings. There might be some differences of
degree, but, by and large, the typical starnp 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
concem with the court of Chancery in Bleak House, or wiites about
the workers' strike, the wretched misery of the poor, the miserable
plight of children or tha unsatisfactary state of education, the subject
of his novels is usually he himsell. 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 overiook him.

Dickens's emolional health depended on his reliving his
experiences in the works of art. For him, as for Lawrence later on,
art had therapeutic funclions. Spilka rightly observes that Dickens’s
"own arrested emolions sharply defined his creative sensibility.”
Whatthecrticis referringto are tha shattering, traumatic expenences

of the novelist's childhood and youth, his emotional sicknesses, so
to speak. The novelist endeavours to cure them by resoring to
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Cognitive analysis.” Lawrence points out the elficacy of this method
by siating thal ono can getridofhis feelings of guilt, shame, anguish,
npony by writing about them: “one sheds one's sicknesses in books-
fapeats and presents again one's emotions, to be master of them.™

One must delve deep into the psychae of a writer to learn about
his vital, creative concems. 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 tohisfather, his observation
of the dismal, desoclate 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 concem 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 theseincidents 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 waoygld--the contrast of
the warm, congenial atmosphere of a family within and the desolate
grim street and unfriendly wastelands outside.

Itis in homeless, unlriendly and sordid outside world that the
lost children of Dickens have their origin, wretched ang miserable.
Angus Wilson very perinently points out in The World of Charles
Dickens:
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From these days come the many los! children, poor and abandoned. From
these days come also a ceraln righteousness, a certain hardness in
Dickens's lifa, that ha acquired to save himsell from the pi he had neary
fafllen 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 bomn
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 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 paricular 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
maonths, 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 Lamer, a distant connection of the family, 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 wile and children: even that
| am a man, and wander desolately back to that time of my lifa®

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 caroer was an altempt to digest thesa early
shocks and hardships, to explain them lo himself, to justify himsell 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 Copperfield:
When | tread the old ground | do not wonder thal | seem to see and pity
going on befora me, an innocent romantic boy, making his imaginative world
out of such strange experance 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.

Apartfromthesetraumas, he underwentsimilarnerve-shattering
disappointments in the sphgre of love. All his love liaisons ended
up in sheer frustrations and completely shattered his conception
of himsell as a romantic hero thereby destroying his faith in his
destiny. One of the major defects of the Dickensian wrilings 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 project women
intheir 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 hali-girl, half-
angel, who by her sheer purity and innocence leads her man to the
path of Heaven. X

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
notloving. Clara Copperfield is the child-wife 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 matemal 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 laterin the novel, he seeks
shelter with Miss. Trotwood, he comes across Dora for whom he
feels the same kind of love he fell for his mother.

Time, hard work and also a determined spint contributed in
making Dickens get over the memory of Maria so much so that
barely three years alter 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
teelings of vague crossness, of causeless melancholy.™ The slavish
adoration he had for Maria was nottobe repeated; he was 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 coming to 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 sistér-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 bady would miss
Nell the way he would. Apropos of this, ha says:

It is a very painful thing to me, that | really cannol express my somow. Old

wounds bleed afresh when | only think of the way of doing it. Whal 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 tendemess and love; and again in Dombey and Son,
Florence Dombey, showering unending devotion on her brother
Paul, andfather Mr. Dombey, is palterned once again on his beloved
Mary; in David Copperfield, the serene and angel-like Agnes isMary
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
andsimpering” 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.

Itwas 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 marmiage, but
Dickens denied the allegation almost vehemently:

Hnmanuﬂmﬂarﬂﬂiﬂh:ﬂﬂnmﬁn.ﬂnhasmigmhmnrw

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 befora her, undersiood it as well in the first months of our mariage. '

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 Teman 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, greally
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 alfair. So, an arrangement
was worked out: Catherine was to live in a 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 tamishing 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 when the 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 notlast-Ellen was ashamed of being the
mistress and Dickens could no longer carry the facade. According
to Nisbel:

Dickens was seized by a sense of panic that the discovery of the real skeleton

in his cupboard would destroy him. Al the same time, however, sense of

nanic was strangely coupled with a strong sense of confidence that ha could

and would control the public he had leamed to know so well during the twenty
years it had kdolized him."

Dickens could never come to terms with the dark hidden side of
himself and his ‘Anima’--the magical symbol of woman in us, as
Jung calls it--and this remained something which he could never
attain. Had he found a stable and salisfying relationship, it would
have certainly healed the impaired spirit of the great novelist.

« Ellen's valuable contribution to the English novel cannot be
denied. Her personality left an indelible mark on Dickens's later




DICKENS AND HIS PSYCHOLOGICAL COMPLEXES al

works. He was obsessed with her--there is a striking similanty
between her and Dickens's heroines like Estella Provis, Bella Willer
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 porirayed 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 Willer, Rosebud and Helen
Landless:

From Ellen Teman, Charles Dickens acquired lale in his career some sense

of what it was like to be a woman. In his association with her, he finally entered

the larga company of Victorian respectable men with secrel 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 reveried back to his own character. Novelists
generaly identily with themselves, but Dickens's involvement with
his emotional make up is so coherent that anyone 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 wrtings
become doubly rich and powerful, where fantasy and realism are
immonally blended together. His novels are, therefore, endowed
bountifully with his emolional expenences 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 Sfash' by Jeannette
Armstrong and | Am Woman® 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 altemate 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 rnuthlessly 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 Sfash 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 in which
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 represantation. Through their re-presentation of
their political agenda as feminists and Natives, framed and staged
as tentative narrative lruths, both signify their “otherness”in the 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 pemicious 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 Apnil Raintree.* which illustrate the truth of Maracle's
assertion that, like sexism, "racism is for us, not an ideclogy in the
abstract, but a very real and practical part of our lives® (AW 3). 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. Armstrong also 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 cannot be achieved, orevencontemplated
forthatmatter, without aninvestigation of the ways these oppressions
affect individuals and groups. As one woman in Slash puts it:

The only way thal 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,

emotionalty and spirituallty. We're a long way from being totally in control

over our lives. In fact we can't even falk about it, except we know that it

Is possible and that It Is whal we are meving toward (Slash, 218).

Slash is the story of one Indian man's search for "a way out
of this living death (caused by colonlalism 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 acculluration 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 “liberal” ideclogy's
promise that western democratic society offers equality 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 choose assimilation are "usually
unable to succeed on White terms. 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 sil-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, “| 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 laltered, was irreplaceable and
a loss to all. In that way, | leamed 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 Mative 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 resuit 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 économic power is dangerous without recognizing the need to
remedy the effects of cullural 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 comeoutstronger -

about being Indian, it would be worthwhile. The heck with what
happens in politics. We would grow in numbers because e 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 ceniral meassage
pervading the entire narrative is that a faith that process and
struggle are mare important than conclusive settlements or final
answers. When aboriginal rights are recognized in the Constitution
Slash is appalled:
hhﬂydmrlaadﬁimiﬁhnﬁmnwhgﬂmmnﬂﬁmmﬂﬂrm-

That would be the worst devastation of all. Our rights would be emply words

on paper that had no compassion for what is human on theland.... 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 frustration and systematic
marginalization. Like the archetypal hero in search of truth, Slash
the political activistemerges from the debris of his mentally delibitating
experiences stronger and wiser, choosing to retum 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: “|
H'mugmahﬂu‘thuwmumiaﬂlﬁfamd | 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 paoint®
(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 genaration, symbolized in his young son, would gain same
advantages and be in a position to live with hanour, 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 patrarchal tradition to keep women in their
depravedposition. In practice this belief has given scopeto 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
tavor with the help of religion. With this theoretical orientation | shall
explore the web of the novels inquestion to prove rereading religion
is one of the tasks Walker has undertaken to expose sexual politics
operationalinChristianity. Inotherwords, Walkertriestodemonstrate
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
concemed with religion. Being conscious about it Walker tries to
neutralize its effect in one of her novels. Meridian, Ruth D. Weston
has made abeautiful analysis 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 forengaging inthe same activity™
(1986, 256).

This is not only true in the level of personal relationship but
also regarding their position in the palitical 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
lo 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
is not expected to kill. But later when she realizes religion cannot
bring any social change forthe better she expresses herwillingness
to kill. Walker makes it clear in her symbolic act of quoting

Akhmalova's poem “The Last Toast"™:
| drink to our ruined house
to the dolor of my life,
1o our loneliness together;
and to you | raisa 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 (1978, 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
accepling 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 Meridianasa person putting
a question mark to the system of submilting one's ownsell belore

God, for nothing.
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In The Color Purple the interdiction *You should better not tel
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 belore 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. Forexample, 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 wha doubt his capacity and wish to dethrone
him as Celie wishes to do. In other words, in the eyes of Gelie, 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 onil to suitone's own purposes. As incase of Celie tis 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 missingin herletter to 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 valyes
of Christianity as the basis of social life. Despite her horrible
condition, when she was brought to the household of Celie, shefinds
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 statementof 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 extramaritalinvolvements, whateveris considered
vice in woman according to the Christian tradition can provide some
of them a comfortable position in soceity.

Itis not dilficult to see religion as the source of a sense of guilt
aqd 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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| remember one lime you said your life made you so ashamed you could

not aven talk about it to God. You had lo write it, bad as you hought your

writing was. Well, now | know what you mear.l. And whatever God will read
letters or not, | know you will go on writing them; which is guidence enough

for ma (116).

The artifice of Celie's writing structures the function of God in the
silence created by the patrarchal power it represents Netlie only
makes it explicit by expressing doubt about Celie's access to God
and God's willingness to save her.

The world of religion in The Temple of My Familiar reflects the
power politics in an ancient society yet to learn the intricacies of
the class division between the sexes. Even in such a primordial
situation there remains some codes which can be called as a part
of their religion and played a role in favor of men. Though the society
was considered matriarchal in nature and the women held positions
of importance, it solely depended upon the goodwill and mercy of
the menfolk. Walker's tale tell mode of presenting this truth makes
this look trivial on the surface but its deep structure meaning is very
powerful to note: “Only women had been priests. Yes | This is what
they say. But really in the beginning they were not priests to
themselves. It was the men who made them priests”™ (48).

Priesthood was not sanctioned to women on the basis of their
appearance, nor fortheir dexterity to dress in colors, it was the whim
of men in the position of taking decision which made them Goddess
and slaves in tum.

Thera were in earfiest days, raids on women's temples, which existed in tha

sacred grooves of trees, with the women and children dragged out by their

halr and forced to marry into male dominated tribes. Tha ones who were

not forced Lo do this ware either executed or sold Inlo a tribe whosae languaga
was different (63-64).

Men believed women alone are capable of creating life and
were jealous of it. To overcome this lack in them--that they cannot
give birth like women--they started operating their bodies to make
them capable of it. But these experiments proved to be extremely
frustrating as Zede speaks about it to Arvedya in the following
words:

It was during this perlod of rebellion (against the piresthood of women who
could give birth) that tha men decided they could and would be priests. Thal
they could be the ones through whom Iife passed | They bagan to operate
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on themsaives, cutling off and flinging away their maleness, and trying to

fashion a hole through which life could pass (57).

Further, Shug's new religion (170), later expressed in detail
in her Gospel (287-89) provides a new orientation for a reader of

The Temple of My Familiar to think Walker tries to debunk the
existing religion which cannot satisfy the needs of the black women
in the new society. This belief is still strengthened as we find Celie
and Shug start preaching this new religion in their new house (170).
In this connection what James C. Hall says regarding The Color
Purple holds good for The Temple of My Familiar: “Walker's
religious universe is sell-inventive. It marks the debris through the
absence so far as it directs attention fo the creative process” (1992,
90). Inthis light Shug's Gospel can be called a fruit of a selfinventive
process against the patriarchal hegemony and its religious
infrastructure.

Walker's own perspective about an immaculate conception
and its implication in the life of a common woman outside wedlock
makes it clear that she intends her readers to reread religion. Olivia
reflects upon the birth of Jesus in the following lines:

| feft almost as if | am product of immaculata conception like Jesus, who
did not know whao his biological father was either. | have often thought it
was the lack of knowledge of his earthly father that led him to his heavenly
one, for there i5 in allof us a yeaming (o know our won soursa, and no soursa
is likely 1o seem too far fatched 1o a lonely fatherdess child. This was
considered blasphemous thought when | retumed to express it, but the
question of who Impragnaled Mary, that young Jewish gid, under what
possibly grim sircumstances-—-because of my mother's sad experience as
a young woman—was always much on my mind. If Joseph was not the father
of Jesus, ‘and God In heaven’ was nol, and Mary because of custom, fear

or depression could not speak up aboul what had actually happened to her,
who was the father (173).

The blasphemous analysis of Bible and its concept of immaculate
conception continues to hunt the characters of Walker's as they are
unable to comprehend on the basis of what happens to them
physically.

Tashiin Possessing the Secrel of Joyrellects upon the Biolical
origin of immaculate conceplion and finds herself both mentally and
physically sick to such an exient as her marital life almost collapses.
She considers her union with Adam as useless and sexually
unsuccessiul. Remembering the story of God's breaking open the
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earth for the union, she thinks her husband--though loved by her-
-only breaks heropen whenever he approaches her for intercourse,
Tashi reflects:
50 this is how there could have boen an immaculate concaplion, ha'd said
bitterly, when | told him | was pregnant; meaning literally. Bible scholar as
ha was after three months ol trying, he failed to penetrale me. Each lime

he touched me | bled. Each time he moved against me | winced. There was
nothing he could do that did not hurt. Still somehow | became pregnant with

Banny (60).
Walker doubts the authority of the Bible as it also plays a role

in propagating the stories otherwise incredible. In other words, if
one can believe in the occurrence of immaculate birth of Christ, it
is not difficult to believe either in the story of Grisule, related to the
union of God and earth, to the leader's story Tashi comes across
while she is in the jail-about the untlean parts of Women which
need circumcision. Tashi's mind is overburdened with these
enigmatic myths and stories which have caused a lot of suffering
for the women down the centuries. This is why her Psychiatrist is
incapable of doing anything positive to restore her mental balance.

One of Walker's stories in In Love and Trouble provides us
with a clue to support the type of rereading persued in this paper.
In this story Walker makes a more direct and rational attack on
Christianity. The young woman in the story titled *The Diary of an
African Nun” is looking out of her window, subconsciously asking
the question to herself about her choice of becoming a nun. She
is frustrated by the contrdiction between her title and the emptiness
of the catholic church as well as her own life. She feels she is a
wife of Christ (Walker, 1973, 114). But she is incapable of feeling

like a bride. She asks:
How long must | sit by my wondow belore | lure you down from sky? Pale
lover who naver knows the dance and could not da it |
| bear your colors, | am In your livery. | balong to you. Will you not come
down and take ma (Walker, 1973, 115).

It she is considered a wile of Christ, why would she not expect to
be allowed to fulfil her ‘wifely duties'? To consumate the marriage?
To have children? Her dejection over the absence of Christ as a
groomechoes as arejection of the religion which has proposed such
a position for her.

Walker doubts the autharity of the religious scriptures on the
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basis of rationality that appeals lo every skeplic. She has been
consistent in her effort to build a consciousness in the mind of the
readers that can provide new insightinto the already read scriptures
to find more meaning in them which is not conducive for the women
of free spirit. This rereading provides us with a scope to have an
inkling that Walker had a similar endeavourwhen shestarted writing
her novels. She makes it possible to raise some questions which
have long been bearing the signs of blasphemy. Yetitis not difficult
to notice she has a faith of her own which is not guided by the
patriachal faith of monotheism nor a God who can be apathetic
towards women in general.

Walker's religious orientation.can be summarised as an attempt
to neutralize the effect of any ism that gives men a privileged
position in the social order. She upholds a faith that helps each
believer to sustain his or her love for people and things around.
She is full of faith for the people who do not believe in the class
struggle between the sexes as a sanction of religion. So her
challenge to patriarchal God cannot be considered as an act of
desperation, rather it attempts to celebrate a profoundly creative
and socially enlightening beginning for a new religion. By attacking
religionin its Christian foundation Walker celebrates her authorship
which is based on the symbolic reversal of it for the sake of a more
rational trend in society.
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THE THEME OF RENUNCIATION IN R.K.
NARAYAN'S FICTION

K.K. Gaur

The theme of renunciation has been treated by Narayan with
varying points of view. In The Vendor of Sweets, Jagan's resolve
to leave home and start living in natural surroundings in the forest
across the river has been treated ironically. The writer exposes the
duplicity and sham behaviour of the protagonist in regard to his
obsession with concepts like Brahmacharya, abnegation of greed
for money and a penchant for the Gandhian way of living based
upon simplicity and rmn-viqla nce. Jagan's nagging double-
mindedness while going to his wife, Ambika, after marriage makes
one laugh in one's sleeve. He takes a mat and sleeps in the night
away from his wife in the open with an excuse that he feels too
suffocatedinside the room dueto heat. The fallowinglines mockingly
reveal his state of mind:

Ha felt fatigued by all the apparatus of sex, its promises and its futility, the

sadness and the sweatness at the end of it all, ... that one drop of white

blood was -equal to forty drops of red blood, and that seminal waste and
nervous exhaustion reduced one's longevity the assence of all achievement
being celibacy and consarvation.'

Jagan's determination to leave his house and live in isolation
in the retreat across the river “... to watch a goddess come out of
the stone™ is suggestive of his resoclution for renunciation. But the
irony of the situation lies in the way he does it. First, itis not voluntary
as a natural corollary of progression in life’s propounded stages.
Rather he decides to do so more out of a sense of frustration and
disillusionment that overpowers him owing to family circumstances
such as his son Mali's disregardful attitude and his illicit co-
habitation with an American girl, Grace, afact which has irretrievably
shaken his conservative thoughls about purity and probity. His
ranunciation is, therefore, born from certain compulsive reasons.
He says:

| hava probably outlived my purpose in this house. If | live for ten or filteen

years more, it will have to be on a diffemet plane. Al sixty one is rebom
and enlors & new janama.?

Theironical tones in the delineation of his renunciation become
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more pronounced in the way he thinks of entering into it like Buddha:
"... though he would prefer to walk off, just walk, as the Buddha i
when he got enlightenment.* But he actually does it the reverse wo'!

Before leaving home, he collects a few things in a bundle, key c:
the back door of the house and, to cap it all, the bank book in his
pocket. On enquiry from his cousin where he is going, Jagan says:
* .1 am going somewhere, not carrying more than what my shoulder
can bear. All that | need is in that bag....” To this, his cousin's
remarks are very revealing as he comments sarcastically: “Including
the bank book, | suppose”, asked the cousin: “which is a compact
way of carrying things.™ The above sequence of evenis related to
the protagonist's drift into so-called life of renunciation exposes
unequivocally his hypocrisy. He fails to disengage himself from his
pre-occupations with wordly cares about his shop, the safety of his
bank balance, etc., after his going away.

Raju’s swamihood in The Guide is likewise fake and a ruse
used for getting his livelihood uneamed. The parasitic tendencies
which are typical of his nature get fully manifested when afteraterm
in jail he is released. Failing to decide what to do and where 1o go,
an unexpected tum of events is caused in his life by the credulous
simplicity of a villager, Velan, who by chance passes by the isolated
place where Raju is sitting brooding over his future. The villagers
come 1o him together imploring to him with folded hands that he
should not move elsewhere and start living in their empty village
temple mistaking him for a sadhu wha has renounced wordly abode
and desires. Hels plied with gifts of fruits and food. Raju’s conundrum
of how to eamn his living gels resolved automatically. He takes to
this new leaf in his life, grows beards, preaches and blesses people.
His self-deception is explicit in these lines:

He spoke to them on godiiness, cleanliness, the characters in the epics;
he addressed them on all kinds of things. He was hypnotised by his own
voice, he felt himsell growing In stature as he saw the uptumed laces of

tha children shining In half-Hght he spoke.’
Irony of fate overtakes the protagonist in the end. He becomes
victim to the circumstances he has been trying hard to build up
by deludng the simple-minded villagers. The wide-spread drought
conditions and a rumour which is believed as truth by the villagers



THE THEME OF RENUNCIATION IN R.K. NARAYAN'S FICTION 59

that the Swami is undergoing penance by forgoing all kinds of food
for the removal of famine and for bringing rains force him reluctantly
into observing fast unto death. The pangs of hunger harass him and
at night when all the villagers have gone back, he thinks of eating
stale banana pieces stealthily. But he cannot as Velan is keeping
walch at night for Swami's salety and service. Raju's idea of flight
away from that place unnoticed also fails to maleralise due to the
impending apprehensions of probable detection and the humiliating
consequences to follow thereafter. Thus, he is caught inextricably
into a desperate situation of his own creation. He is left with no
alternative but to undertake the fast in a resigned mood. He thinks:
“If by avoiding food | should help the trees bloom, and the grass
grow, why not do it thoroughly?™

It is a strange quirk of fate that the swamihood which Raju
assumes as an easy sufterfuge to satisfy his daily physical needs
lands him into the dark alley of imposed renunciation in real terms.
The author comments on it in these words:

For the first time in his lifa he was making an eamest effort; for the first time

he was leaming the thrill of full application, outside money and love; for the

first ime he was doing a thing In which he was not personally interested ?
Continued abstinence from food enfeebles Raju's physical powers.
Standing in the midst of shallow water of the shrunken river and
being helped upon Velan's shoulders, he utters in a condition of
dazed self-delusion: *Velan it is raining in the hills. | can feel it
coming up my feet, up my legs—" He sagged down.' In this way,
the involuntary and circumstantially forced renunciation of Raju
culminates into the tragic end of his life. He pays dearly for this
falsely assumed identity. Thus, through the characterisation of
Jagan and Raju, Narayan presents two cases of mock renunciation
motivated by ulterior motives and not by a serious, genuine realisation.

A Tiger for Malgudi depects in the hermit the portraiture of a
person who has genuinely gone into the state of renunciation. The
hermit, before leaving home, is used to a lavish style of life. He is
given to all sorts of worldly pre-occupalions, physical pleasures and
comforts. But one day suddenly he gives it up all taking virtually
nothing with him and retires into isolation among lorests and hills.
He explains tothetiger, Raja, his past and presentlife in these words:
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I was a man of the world, busy and activa and living by the clock, scrutinizing
my bank book, greeting and smiling al all and sundry because | was anxious
to be treated as a respectable man In society. One day it seemed all wrong,
a senseless repetition of activilies, whera one's head always throbbed with
the next plan ... and | abruptly shed everything including (but for a bare
minimum) clothes, and fled away from wile, children, home possessions,
all of which seamed intolerable,"

His mannerof renouncing home and hearthis very much reminiscent

of Buddha's as he says:
Al midnight, | softly drew the bolt of our back door, opening on the sands
of Sarayu behind cur housa at ERamman Streel, while others slept, and left
very much in the manner of Siddhartha...'?

Thereafter there is no going back for him. His total absorption
into deep meditation brings about a radical transformation in his
thoughts, actions and bearing. The hermit's magical taming influence
upon the tiger, Raja, is a telling testimony to the mysterious powers
he has succeeded in achieving through a life of rigorous discipline,
self-control and concentration. Moreover, the meeting between the
hermit and his wife in the secluded place in the jungle where he
is living reveals his absolute disconnection from his previous life.
Mo amount of memories of his past lustful life roused by his
desperate wife moves him. He remains stony and repeatedly
refuses her offer for his return or for his parmission to let her live
with him in that place. The hermit tries his best to make her
understand his present condition of complete mental detachment
from his previous self. He expresses this to his wile while saying
“.... What you see Is my old shell; inside itis all changed. You can't
share my life."" In the true demeanour of a relinquisher of the worid
he sums up ‘My past does not exist for me nor a future. | live for
the moment and that awareness is enough for me."* Dwelling
further upon his present state of mind, the hermit adds that he has
erased from his mind his name and Iidentity and all that it implies.
Conclusively, he asks his wile to go back as it would be unthinkable
for him to slide back exhorting her "You must live your own life and
leave me to live mine and end it my own way,"*

. The hermit's shaking off of the mundane existence is irrevocable
since he has sunk deep into this new phase of living. Convinced
of her husband's irreversible, resolute metamorphosis, the hermit's
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wife leaves the place and hurries back down the hill after wiping
tears from her eyes. The hermit sits ‘motionless in his seat and
closed his eyes in meditation."® His philosophy of life expounded
by him to the tiger, after his wife's departure, truly reflects his mental
condition of equanimity and sell-conquest subsisting in a realised
soul. He says:

No relationship, human or other, or association of any kind could last forever.

Separation Is the law of life right from the maother's womb. One has 1o accept

it if one has to live in God's plans."”

Among women characters Sriram's granny in Waiting for the
Mahatma and Raman's old aunt in The Painter of Signs belong to
the class of people whose renunciation is spontaneous and natural.
Sriram's granny, after her miraculous revival from the pyre, decides
to spend the remaining days of her life in Benaras on the banks
of the holy river, Ganges. The Fund Office manager’s information
to Sriram in the jail about his granny's way of living is truly in
accordance withthe conventional mode of renouncing theworld and
living in holy environment of the river Ganges at a religious, sacred

place. It is thought to be a sure way to godliness. He says:
... Thera is a whole street of them, old pecple who have retired there to the
banks of the great Ganges, awaiting their end.... That's it is enjoined wupon
oid people in tha shastras. No one could wait for a happler end.™

The desire of Raman's old aunt to leave home and go on a
pilgrimage to places like Amarnath, Badrinath, Hardwar, etc., also
fall in the orthodox line of thought permeating the Hindu philosophy
of life in old age. Indubitably, the aunt is highly upset by Raman’s
decision to marry Daisy who is of different caste and religion.
Instead of getting embroiled into this unsavoury sor ol existence,
she seeks escape in the thought of ending her religious joumey at
Kasi and to live there till death. She reveals her plan to Raman:

.. At my age, with a few years left, people generally do not want to retum.
A visit 1o Kasl is tha end... It Is the ambition of averyone of my genaeration
to conclude this existence al Kasl, 1o be finally dissolved into the Ganges.
That's tho most auspiclous ond lo ona's lile."®

It can be reasonably concluded that Narayan displays both the
sides of the coin, i.e., Characters who revel in make-believe state
of renunciation and also those who conscientiously adopt and live
it as a way of life.
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THE DARK HOLDS NO TERROR:
A STORY OF MOTHER-DAUGHTER
RELATIONSHIP

Rashmi Gaur
Pallavi
\The Dark Holds No Terror exhibits the trauma of a gir-child
who has suffered bullying and curtailment of activity by her mother/
butwho, nonetheless, wants to assert heridentity as an autonomous
individual in life.\This girl-child Saru grows up as a victim of her
mother's sexist and gender-based bias, which reduces her later life
into a desperate struggle to overcome the initial victimisation,/to
justify her decisions to her mother who no longer acknowledges her
as a daughter, and to find out a new meaning in her life which could
enable her to develop and nurture a balanced perspective towards
her diversified roles as a mother, as a wife, and as a career woman.
Although Sashi Deshpande has taken up other problems, too, which
are faced by a woman in today’s chauvinist society, yet the strange
mother-daughter relationship is centrally significant to the
understanding of this novel{the mother, who has inculcated the
norms of a closed-minded conservative society in which a woman
is morally bound to prefer a son; and the daughter, who is yet to
come 1o terms to her mother's diktats about her secondary status
in the family¥Saru’s mother never forgave her daughter for being
alive after her brother had drowned, and Saru never forgot the
traumatizing effect of her mother’s hysterical outburst, “You did it.
You did this. You killed him.... You killed him. Why didn't you die?
Why are you alive, when he's dead?" (191)."' The words follow her
for days, months, years, all her Iifg!and at every juncture she tums
back to this very moment and measures her feelings and
achievements upto the total loss of inner quietude so unabashedly
underlined by her mother's words.

Mathers share a very strange and complex relationship with
their daughters. The daughter is for the mother at once her double
and another person. The mother can be overweeningly affectionate
and may saddle the girl-child with her own destiny, thinking that it
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is wiser to make a fraditional woman of her. But the mother can
also be hostile towards her daughter and treat her with a sense of
Freudian rivalry. The social environment, which has moulded the
psyche of the mother as a woman, also makes the young uninitiated
girl-child a special object of the mother's pemecuﬁnn{gaciEWlmats
the male offspring as an ultimate panacea to all problems, but the
girl-child is an unwanted burden, as she cannot fulfil the parental
needs or ungratified ambitions within the given social calculus. The
plentitude, warmth and value given to a male child is denied to the
girl, which makes her either depressed or rebellious. If this negative
and destructive social force is not countered by the affection and
loving care of her mother, the daughter is condemned to a life of
bitterness, and is made to lose sight of the implacable grandeur of
iire)w.u-. a suggestive clarity of prose rhapsodies, The Dark Holds
No Terror presents before us the emotional undulations of the
complicated mother-daughter relationship, the balanced beauty of
which is so vital for the development of a healthy vmman(gven as
a child, the protagonist of the novel Saru is aware of her mother's
preference for herbrother Dhruva. Harninisrnen{ ofher adolescence,
in order to understand her present, Saru fecollects that there was
“always a puja on Dhruva's birthday. A festive lunch in the aftemoon
and an aarti in the evening. My birthdays were almost the same-
-but there was no puja” (168-69). Her mother’s nonchalant attitude
makes Saru believe that her birth was a terrible experience for her
mother. After Dhruva's death the family takes up a perpetual
moumingand thereare nocelebrations, Saru particularty remembers
her fifleenth birthday, as on this occasion she had received her first
gift—-a pair of earrings—from her Iriend Smita. However, she spumns
the gift given to her on the same occasion by her mother, because
she thinks that it was given under obligations and her feelings were
notimportant to hermother|Saru's experiences athome have made
herdiscover inferiority in hérsell as afixed and preordained essence.
In her adolescence she is treated by her mother as an adult rival,
Her mother means to show thal she still has the upper hand and
the daughter's vivacity or curiosity, outside her domain, shall not
be tolerated. Saru's filteenth bithday illustrates this attitude in




A STORY OF MOTHER-DAUGHTER RELATIONSHIP 75

graphic details:
“Why ama you 50 lale?”
"Wa wenl for a walk.'
‘A walk? Such a long tima? Dont you know it's dark?
... | kept silent and that enraged her even mofe.
‘Can't you talk? Am | 50 much below your notica? you can lalk lo your friends,
for hours, but you can't speak a sentence to your mother. What am 17 An

enemy?
%5 it such a crime to go for a walk? | burst out.

~Walk? Didn't you think you could have helped me at homa? There are the
vegetables to ba cut, the butter milk to be chumed....'
A huge anger filled me making me almost blind. What about me? Il was

my birthday.

Did she remember that other gids had gifts and smiles and festive meals.

While 17 (p.170)

This episode brings out the inherent ambivalence of mother-
daughter relationship. Simone de Beauvoir has made this basic
- eontradiction further clear when she remarks, “The mother likes to
rule alone over her feminine universe; she wants to be unique,
ireplaceable—she scolds her daughter severely if, after two days’
absence, she finds the house in disorder; but she is filled with anger
and fear if she finds that the life of the family goes on perfectly well
without her. She cannot bear to have her daughter become really
her double, a substitute for herself.™

Sani's mother is guilty only to the extent of unconditionally
acquiescing to them {The society, which has imposed unjust gender
mores, is not questibned by her at any step. She has been taught
to rear a girl in a particular fashion, and she does it with implicit
faith in that teaching. Being herself a victim of social conditioning
she is unable to perceive the cruetly which she is perpetuating. Saru
is made to realize that being a gidl she is inferior to her brother in
every respect:

“Don't go out In the sun. You'll get even darker.

Who cares?

We have to care if you don't. We have o get you married.

| don’t want to get married.

will you live with us all your lifa?
Why not?

You can't

And Dhruva?

He's different. Ha's a boy."(45)
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The dialogue clearly brings forth the manner in which the whole
“boy-gir child syndrome” is perpetuated and rationalized even by
the allegedly educated and liberal Indian middle-class people. A girl
is always made to feel like a bird of passage in her parental hnmef
What appals us is not only the humiliation inflicted upon the gir,
butalsothe “unquestioning acceptance of a collective consciousnes
and the blind submission to generations of conditioning.™ The
indoctrination of a gid child, which Simone de Beauvoir had noted
as being a part of the socio-cultural conditioning of a girl, is still a
part of Indian culture, and The Dark Holds No Terror underines this
fact. Saru's buoyance and gregariousness is gradually suffocated
by her mother's constant criticism and fault finding. She is made
to feel ugly and mﬂasimum@anrs mother thinks that physical
beauty is a precondition of worldly success for ajgirl and is
constantly critical of her daughter's appearance. Even the natural
growing up is made shameful for her. She is segregated, served
from distance in a separate cup and plate and, in general, made
to feel a pariah (62), This treatment is also a part of the collective
male response towards anything feminine. As a girl grows up, she
is made lofeel differentand conscious about revealing her femininity
tothe male members of the family: *You should be careful now about
how you behave. Don't come out in your petticoat like that. Not even
if it's only your father who's around™ (62). An aversion to her own
femininity is slowly and deliberately encouraged in the child till she
cries out in horror: *If you're a woman, | don't want to be one® (63).
Sans's defiance towards her mother is a strange mingling of
her careeristic ambitions and traditional options which she often
cherishes in her dreams. She wants to be a self-reliant person, but
at the same time she dreams of a superior conquering male who
will give her the meaning of her life. Her mother's atlitude has given
rise not only o a remorse but also to a revolt. The mere presence
of her mother under tie same roof makes her a culprit, and she
realizes that in order not to be like her she has to acquire a medical
degree: “To get married and end up doing just what your mother
did, seemed to me notonly terrible butdamnable.” (140) The| mage
of a fady doctor, seen in her childhood, becomes a source of
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inspiration for her, and she aspires for the similar detachment and
superiority. However, she is forced to seek her father's support for
her admission to the medical college. Her father, for the first time,
is decisively on her side. Although Saru is not able to make oul
whether his was the fight for her or against her and feels that she
has been used as a weapon, yet for the first time in her life, she
is close to fulfil her ambition, Her total refusal to talk to her mother
projects the hatred which she has carried inside her for her mother
throughout her childhood. Her father's support signifies a victory
for Saru: she would be finally free from her mother, but this victory
is tinged with the sour taste of hatred for her mother: *l hated her.
| wanted to hurt her, wound her, make her suffer.” (142) For her
mother she remains to be a responsibility which cannot be evaded
as she is a gjrl and hence requires dowry to get married.)

Saru emerges as a sad yet vivacious girl on account of the
thinly woven intricate web of her inner landscape. Lost in the
labyrinthine complexity of her emotions, she feels shattered and
humiliated when the parents fail to show any sympathy towards her.
Her tentative approaches to regain a foothold on life, her external
recoiling at affection while pining foritin herinnermost dreams bring
her very close to Nellie, the girl-child-heroine of Dostoyevsky's The
Insulted and Humiliated. The shadows of her unhappy relationship
with her mother darken her adolescence, her early youth and even
her first love. Later on at every success in her life, she hesitates
and wants to tum back, as if to seek her mother's approval, as if
to tell her that despite everything she has done to her, she is happy
and successful. She is not very defiant; beneath the facade of her
wanton defiance lies a lonely, trembling and insecure girl, who
wants to be accepted, loved and cherished by someone; a lonely,
trembling and insecure gid who has always been spumed and
rebuffed by her mother. Her love for Manohar is also tinged with
this leeling of insecurity: *And still, for long the fear was there; the
secrel lear that behind each loving word, behind each kiss, lay the
enemy, tha snake, the monster of rejection. Sometime, some day,
| thought, the truth will out and | will know | was never loved."(66)
She marries Manohar against her parents' wish,
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/ The Dark Holds No Terror also touches upon the man-woman
relationship within the institution of marriage in our contemporary
society. Women are always explained and defined with reference
to marriage, as this is the destiny “traditionally offered to women
by society’* Shashi Deshpande has discussed several problems
related to it in this novel. On the one hand, there are faceless wives
of Manu's friends who do not register any emotion on their face and
serve as “namelsss waiter” (159), and on the other are those wives
who have learnt to make clever yet clandestine mmpmmisyThe
insipid marriage kills the partners gradually{In most of the cases
we find that woman is the worse sufferer. Smita has to change her
name and is ignominiously dependent on her husband. She does
not have any freedom to spend money according to her desire and
asks Saru to lend her Eﬂl'l‘l:B money, Vidya, the incipient women's
libber, is made to surrender theatra, herindescribable passion, after
marnage. Many other women are also porirayed, serving in the
background as wives, too insignificant to be noticed as individuals.
Saru ultimately realizes that marmiage is not a guarantee of happy
fulfilment: “it's easy to generalize, she thought, and say she is bitter
because she never married, never bore a child. But that would be
as stupid as calling me fylfilled because | got mamied and have
borne two children.”{ 121} Moreso, marriage normally subordinates
wife to husband, and so the problem of their natural relations is
posed most sharply to the woman. Marriage also idealizes female
martyrdom. Saru realizes it in her own relationship with Manohar,
which sags visibly once heridentity as a “fady doctor”is established
in her circle. She is a proud possession for her husband since the
very beginning of their marriage. But when her professional identity
is forged, he feels threatened. He cannottolerate that his wife enjoys
better social prestige, and it gradually destroys their marriage. She
feels that “the human personality has an infinite capacity for growth.
And so the esteem with which | was surrounded made me inches
taller. But perhaps, the same thing that made me inches taller, made
him inches shorter. He had been the young man and | his bride.
Now | was the lady doctor and he was my husband.” (42) The male-
«dominated Indian society does not allow tolerance for a better
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woman even within a marriage. Such a woman always finds hersell
alone; there is no comfort in marriage, or in goint back to one’s
parents. She also knows thal success in marriage means
manipulating and manoeuvering her relationship with her husband
according tothe socially accepled norms and flaunting itallthe 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.
ru'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 perection. 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
about the 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 viclence. He
attacks his wife like an animal, hurting her with brutal cruelty. Saru
does not, and, infact, cannotopposeitinitially. Herearly 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 resulls in an escape to her father. But her
attempts to distance herself from her married surrounding ultimately
" provide herwith a fortitude to overcome her phantoms and approach
a little closer to the naked r&aﬁty:_ She drives out her disalisfaction
and her preference forfutile sufferings and intemalizes the truth that
the struggle towards a more constructive hold on life is enough to
lill a person’s heart. She also realizes that she has to fight out the
darkness hersell 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. "
Saru wanled 1o escape from the narrow and stifling domestic
life as a child by repudiating her mother’s authority, which had been
mada uglier and mor violent as she had lost her prestige. She
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wishes not to be like her mother, while adoring women who have
escaped from feminine servitude. Her determination to get a first
division to seek admission 1o a medical college is an extension of
her deep-rooted desire to carve a life for hersell, which would be
ditferent from her mother's. Her dreams are realized, for a brief
span, in her marriage, but the social expectations and the traditional
male psyche of her husband shatter them again. After distancing
herself from her family she realizes that one has to grow up to know
that the dark holds no terror, and that “the terrors are inside us all
the time. We carry them within us, and like traitors they spring out,
when we least expect them, to scratch and maul.” (85) Also, she
accepts her loneliness and tries to transcend it, "All right, so I'm
alone. But so's everyone else, Human beings—they're going to fail
you. But because there's just us, because there's noone else, we
have to go on trying. If we can't believe in ourselves, we're sunk.
(220) She ultimately determines to face her husband and assert her
own independent individuality. This confidence imparts a casual
and flippant touch to her demeanour towards the end of the novel.
The denouement of The Dark Holds No Termrortells us that women
should not only be independent, but they should also believe in their
strength. Awoman has to putthese varied experiences into a proper
perspective and maintain her individuality, for only then she can
realize a true selthood: "My life is my own-somehow she felt as
if she had found it now, the connecting link. It means you are not
just a strutting, grimacing puppet, standing futilely on the stage for
a brief while between areas of darkness. If | have been a puppet
itis because | made myself one. | have been clinging to the tennous
shadow of amarriagewhose substance has long since disintegrated
because | have been afraid of proving my mother right."{220)
By means of the portrayal of a succession of sensations and
impressions, The Dark Holds No Terrorpresents the deeply complex
and emotional relationship of a daughter with her mother. Shashi
Deshpande never eschews thacontemporary context and therefore
this novel has a particular significance for today's Indian society
“ inwhichthe girls have to putup notonly with the social discrimination,
but also with the victimization by their mothers. The novel underlines
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the urgency of transforming the social elhos to make it more
conducive to the development of individuality among girls. The
flashback technique of the novel enables Saru to rummage through
those past incidents which define the mode of the sensitive mother-
daughter relationship inanordinary middle class family. The epigraph -

of the novel is very appropriate, indeed:
You are your own refuge;
thafd is no oiher refuge.
This refuge Is hard to achieve,
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THE MUSE REMAINS HIS ONLY JOY:

THE POET IS NOT A SUITABLE BOY
K.K. Kapoor

Let me explain at the very outset that the caption is a Kakoli
coufne!. Such couplets--interspersed in the text of Vikram Seth’s
mega-novel, A Suiiab/a Boy,--arathe brain-children ofthe Anglicized
Chatterji household. AmitChatterji-Seth's alter-ego--isarecognised
Indian English poet, working on an ambitious novel. His sisters,
Meenakshi and Kakoli, are ameteur poetesses who revelin rhyming
couplets, though his younger brother, Dipankar, is too serious 1o
indulge in such frivolity.

A Suitable Boy is a multi-dimensional novel with diverse
strands woven into a fascinating pattern of motifs. Itis a love and
marriage romance, a la Jane Austen; it is reminiscent of Fielding
and Dickens in its vast array of characters and sweeping panorama
of life: it contains uproarious Wodehousian comedy; and,
simultaneousiy, it is a chronicle of the first decade of Indian
Independence. The novel is bedecked with sparkling vignettes of
Indian life and culture, displaying almost every festival of the Hindu
and Muslim calendar. Vikram Seth looks back with nostalgia at the
dying culture of shayari, tagaliuf, and tawaifs, and shudders at the
snobbery of an Anglicized upper class that dismisses anything
Indian as third-rate. And, above all, he perceives the loomingterrors
of communalism, casteism, nepotism, corruption, andlu mpenization
that threaten to overwhelm the Indian polity.

A Suitable Boy is a novel with an attitude—flippant, irreverent,
andironical. Thisattitude canbestbe understood by Seth’s comments
on and references to Indian English literature. At a gathering of the
Brahmpur Literary Society, where Amit Chalterji has been inviled
to recite his poems, the Chairman--Mr. Nowrojee--stands up to
introduce the chief guest:

He introduced the speaker as 'nol the least of those who have merged the

vigour of the West with a sensibility distinctly Indian’ and then proceeded

to treat his audience lo a disquisition on the word ‘sensibility.’ Having louched

5 on several senses ol the word ‘sensible’ he continued to other adjectives:
sensitive, senslle, sensale, sensuous and sensual.’

Clearly, Vikram Seth has little sympathy for such sweeping
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generalizations as 'Indian sensibility.’

Throughout A Suitable Boy Vikram Seth attacks the ‘holy cows'
of Indian English literature with gay abandon; he sneers, laughs and
shudders. The established icons like Saro|ini Naidu, Rabindranath
Tagore, Sri Aurobindo and Raja Rao are treated with irony, their
cliches exposed and theirobtuseness ridiculed. They are presented
without their glorifying aura, and indeed they have feet of clay.
Vikram Seth has no patience with self-proclaimed patriots singing
the glory of Mother Indian and exhorting their unsuspecting readers
to great deeds of sacrifice. A poem presented by one Mr. Makhijani-
-an apparent pastiche of Sarojini Naidu—-at a gathering of the

Brahmpur Literary Society moves the audience totears of boredom:
Who a child has not seen drinking milk
Al bright breasls of Mother, rags she wears or silks 7
Love of mild Mother like rain-racked gift of coud
In poet's words Mother 1o thee | bow....

From shora of Kanyakumari to Kashmir, '
From tiger of Assam io rampant beast of Gir

Freedom's dawn now bathing, laving her face,

Trembla of jetty locks s Ganga's grace....

B.G. Tilak from Maharashira hailed

"Swara] my birthrdght Is" he ever wailed....
Mahatma came to us like summer ‘andhi’

Sweeping the dungs and dirt was M.K. Gandhi....

Then when the Brtish left after all

We had as our P.M. our own Jawaharlal
Muslim, Hindu, Sikh, Christians rever him
Parsis, Jains, Buddhists endear him....

We are all maslers, each a Raja or Rani;
Mo slaVE, OR HIGH OR LOW, SAYS Makhijani.... (p. 1521f).
These verses, crudely formed and rudely rhymed, need no
explanation. Seth is out to ridicule the purveyors of patriotic cliches,
though some readers may lind this irreverence rather shocking.
The much-acclaimed votaries ol mysticism and Bhakti, Tagore
and Sni Aurobindo, have been treated with a mock-seriousness that
is Solh's lorte. Amit’s younger brother, Dipankar,
was a droamaer. He had stuedied economics but spent mast of his time reading
about tho poel and patriol Sd Aurobindo, whose flaccid mystical verse he
wan (lo Aril's disqust) at present deeply engrossed in. (p. 386; Emphasis
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added).
There are several other references to Indian philsophical
concepts like Unity, Duality, Infinity, and Mystery, and everytime
Vikram Seth seems to speak with his tongue firmly in his cheeks.
At a Chatterji get-together a soclalite gets hold of Dipankar:
Oh no, no, Dipankar.... You don't understand--the fundamental construct of
Incian chilization Is the Square-tha four stages of i, the four purposes
of life... even the four arms of our anclent symbel, the Swastika? (p.399).
Another Grand Dame of Culture hears Dipankar talking about the
intrinsic essencaoflife. Dipankar ultimatelycomestothis conclusion:
The spiritual source of India is nol in Zero or Unity or Duaiity or even the
Trinity, but Infindty itself. (p.717)
Vikram Seth's point is that all this philosophical hard-sell may sound
exotic and highly profound, but, in the ultimate analysis it leaves
the reader somewhat bewildered. Bemard Lopez, aSouth American
ambassador, comes up with this query to Amit Chatterji:
‘What is all this about ‘being’ and birds and boats and the river of life that
we find in Indian poetry, the greal Tagore unexcluded?” (p:415)
Amit hardly has any answer to this loaded question, but Dr. lla
Chatlopadhyaya, a Professorof English, comesupwithadevastating
reposte in another context:
Tva never understood what the “spirtual context” means. Spiritual matters
ara an utter waste of time. (p.462)
Kakoli of tha couplets fame tolally agrees with Dr. lla Chattopadhyaya,
and sings of Rabindranath Tagore in these irreverent words:
Kaboll, who had been force-fed, almost from birth, with Rabindrsangeet, now
warbled out to the tune of a truncated ‘Shankhochero bihaviata nijers

apoman’;
Robl Babu, R. Tagore, O, he's such a bore |

Robl Babu, R. Tagore, O, he's such a bora |
0, ha's su-uch a bore,

Such a, such a bore

Such a, such a bora | [pA411)

Vikram Seth's sane advice to the aspiring Indian poels is that
they should not ry to sell Indian exotica to attract curious Westem
readers. Secondly, they should try to keep their emotions firmly on
a tight leash, sentimental tear-jerking being poor poetry. Amit
Chatterji, a poet-novelist who is Seth’s aller-ego, tells his fiancee,
Lata, that “it's a consolation in times of deep grief to know that the
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world, by and large, does not care.” (p.1137). Amit burnt a number
of his early poems because “it was awful poetry.... Embarrassingly
bad. Self-indulgent. Dishonest (p.485). Yet, ironically, Amit's most
popular poem is both exolic and sentimental. This poem-"The
Fever Bird"~is a lyric addressed to the Indian love-bird, Papiha:
Tha fever bird sang out last night.
| could not sleep, try as | might.

My brain was spiit, my spirt raw.
| looked into the garden, saw

The shadow of the amaltas
Shake slightly on the moonlil grass....

The call, the brain-sick triple note-

A bone of pain stuck in its throat. (p.949).
This is pure romantic pulp, totally at variance from Vikram Seth's
declared attitude of flippant cynicism. Perhaps, it is Seth's way of
cocking a snook at the Indian Romantic Revivalists.

What kind of poetry does Vikram Seth approve of 7 Again, we
have to go to the effervescent Kakoli for the answer:

Actually.... Abol Tabalis the only good book in tha whole of Bengali literature:

EENI TR O R G R e e S '

Oh yes, and | like the Skefches of Hutom the Owl. (p.411)
Kakoli lisps in numbers as the numbers come natural to her. There
are any numberof brilliant Kakoli couplets, and, interestingly Vikram
Seth has used Kakoli couplets for his foreword as well as his

contents table. Let us take a sampler of the Kakoli couplets:
Luscious Lata, is i hard
Being wile of famous bard 7
Kissing missing everyday,
Cuddling, muddling all tha way. (p.B81)
Foreign woman is so shameloss
Indian also Is nol blameless....
Forelgn woman Is a vullure
Goes against our anclent culture (p.945).
This inimitable piece is a collaborative effort of Amit and Kakoli:
Holy poly Mr. Kohil
Walking slowly up tha slairs,
Holy souly Mrs, Kohli
Comoes and lakes him unawares.

Mi Kohili basa and lowly,
Starms al choli, dreams of lust,
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As tha holy Mrs. Kohd
With her pallu hides her bust.  (p.1337).

Apart from these Irivolous jingles, there is a small piece recited
by Amit Chatterji that seems to enjoy the authorial approval. In
keeping with the Seth doctrine, this poem is cynical and satiric, far
away from the romantic pulp and mystic bagasse that usually
qualifies as good Indian English poetry:

God of pebbles, help us, now the poll is past,

Not to spumn the small bribes, but to snatch the vast,

To attack the right cause, lo defend tha wrong,

To exploit the helpless and to protect the strong.

To our peculations and our viclims add,

Mighty Lord, we pray thee, make us very bad. (p.1252).

It may not be great poetry, but it does reflect the overwhelming
sense of disappointment and disillusionment that engulfed all right-
thinking men in the years following the independence.

The bottom-line is that poetry may be noble profession, but
the Indian English poets hardly qualify as first-rate achievers. It is
interesting to note that Amit, the poet-novelist, and Haresh Khanna,
the cobbler (he works as a foreman for the Praha Shoe Company),
are rivals for Lata's hand, if we exclude her first love, Kabir Durrani,
the cricketer. Amit's sister, Meenakshi, is confident that "this...would
make a very poor rival to Amit". (p.931). Yet Haresh emerges as
a proud and self-confident man who believes in the dignity and
significance of his chosen vacation. Vikram Seth writes approvingly
of Haresh's devotion to his adopted craft. Ultimately Lata realises
that she would be far happier with the practical Haresh than with

the temperamental Amit. She thinks about her two suitors:
AmiL.. He's a poat and a novelisl. He wants thinks laid on for him. Meals,
hot water, a running household, a dog, a lawn, a Muse. And why not 7 After
all he did wrile The Fever Bird....
Harash is practical, ha's forceful, ha isn cynical,
Ha gets things done and helps people without making a fuss about it. (p.1297).

So it turns out to be that it is not the poet but the cobbler who is
accepled as the suilable boy. What price Indian English poetry?

REFERENCE"
"W. Soth, A Suitable Goy (New Delhl: Penguin Books, 1994), p.1251.

L
All susequent references are 1o this edition only and the page numbers have been

given in varenthosis.



LOTUS OR THE PEEPAL TREE: A STUDY

OF T.V. REDDY’'S POETRY

I.LK. Sharma
Not long ago the Indian Book Chronicle carried a few articles -
which put a question mark on the merit and status of many leading
Indian English poets. Partly subversive in nature, the articles were
aimed at a small number of university and college teacher-poets
who, in the words of the writer, have formed a sort of teachers'
cooperative. With liberal support flowing in their favour from certain
comers, national and international, the poets had managed to
influence the literary scenein the country. As a consequence of this,
they have blocked the way for new talents waiting in the wings. This
apart, the writer expressed doubt about their excellence in the art
of reading poetry in public. But long before the arlicles appeared,
a college teacher of English damned the poetry of established poets
on grounds of content and other literary strategies. Of late, young
critics equipped with new vocabulary have begun to look a bit
defiantly at them. They also express their annoyance with them on
the ground that these prominent poets have consistently tried to
dissociate themselves with the past of Indian English poetry. These
poels as a group are supremely conscious of their worth and
position, and they show a leeling of repulsion towards the poels
of older generation. They probably think that poets of the past as
a whole form a pool of worthless toads, and they have nothing
meaningful to offer to them. They consider themselves as the
inaugurator of modem age in the English poetry of India. Well, this
background serves a twofold purpose, One, it informs the reader
that Indian English poetry is passing through a phase of convulsions.
Thatis, the new generation of readers does not unthinkingly accept
what has been approvingly said aboutthese poets. They donot say:
‘time to change’; they say: times have changed. Itis a sure evidence
of growth. Two, it tells us that there are poets outside this group
who have been knocking at the gate of the Muse for quite some
time, and their claim is not allogether unjustified. Their output is

considerable and they deserve critical attention.
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Clr.ra suchpoetis T. Vasudev Reddy--a person of utter humility
amfl Quiet strength. In his academic career he followed his own
whims, his own track. Without a guide he did his Ph. D. on Jane
Austen; without any training he wrole a novel The Vultures. Without
any profit and patronage in view he began to compose poems in
Enigh'sh and has so far brought out four volumes of verse: When
. GriefRains(1984), The Broken Rhyms (1987), The Fleeting Bubbles
(1989), and Melting Melodies (1994). Also, hie has done a book of
cnticism apart from writing critical articles every now and then. In
this paper | am primarily concerned with his poetry.

Ready belongs to Telugu-speaking region which has given a
taste or revolutionary fervour to Indian literature through the wri ngs
ofSriSri, Sheshendra, Cherabandraju, and Dalit poetry. For instance,

The workshop of my mind

emits blazes of thought

and spreads all around

tha smoka of wild tire.
Sn Sd

| shall emenge

the poet of nakedness

breaking out the pillar of

stagnated poetry

ike a wrathfl naked Narsimha |

Charabandraju

Such statements Indian English poetry lacks; but such lines, |
guess, tutored the muse of the poet. They shaped his worldview
and alsomade away into his poetry. Afterall a poetwriting in English
in Indiaimbibes the spirit of regional literature without any conscious
effort. He draws it from the very air he breathes in:

If you stir me

You cannol stop me

| shall be as uncontrollable

as the Bay of Bangal,

Do not remove tha ashes

lest the embers of my soul

should sparkle and blaze forh,

My Sous Plea," TBA, p.44)

He shares the same primitive energy and tone of his native poets:
hg employs the same plangent language.

Let us now have a look at the attitude of the poet towards
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modem poetry. He is opposed to poetry that leaps into obscurity,
ambiguity or abstractions:

A poem nowadays

is only to be read

and break ona's head

in several ways

with the so-called hammer

("A Poem," TBR, p.39)
Much of modem poetry, in his viewpoint, is a ‘curse,’ a kind of
‘versified algebra.’ In his opinion an artist should stay close to the
common reader. His own poetry? Mercifully, it is free from masks
and allusions from other literary works. His voice is plain and his
language direct. He shapes his emotions without involving any
sophisticated use of language.

His poetic universe comprises two worlds: one represented by
lotus and the other by the peepal tree. The lotus draws him towards
his private self. The poet feels lostin a culture where no love grows.
Around him he finds ‘smiles conceal the stabs’ and the near-ones
fill ‘my sinking stomach/with pots of words.' In a mood of despair
he cries:

1 cannot speak to any one but my own negative’

(Futility,” WGH, p24)
| am alone, forsaken man

| sea mysell bumt unmercifully -

on the pyre of my wounded feelings

which are crushed between tha grinding jaws

of my kith and kin, .

("A Forlom Soul,” TFB, p.9)

Such statements demonstrate the fact that the period in which they
were written was for the poet a period of loss, suffering, and hurt,
and alienation from those who claim to be close and also from
society. But this mood was not to stay long. A wave of happy
wisdom, i.e. commonsense, jolted him into a new consciousness,
and he wrote:

Why should | waste

my short span of life

by thinking of those

that laugh at my SOmows

| am In tha Lolus island
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("Polent Drop,” WGR, p.22)
| presume these autobiographical references do not make his
poetry in any way singular, although they have their own validity
in the overall framework of sludy. What makes him dilferent is his
opening up of a new territory in the realm of English poetry in India.
The anthologies, brought out by Oxford, Vikas, Macmillan and
others, | think, do not carry a single poem that centres round the
theme of peasantry. To me, he seems to be the first poet who has
introduced fields, farmer and his suffering. His deep acquaintance
with the peasantry enables him to articulate their grievances in a
forthright manner. Stuck in custom, trapped by nature, and tricked
by traders and politicians, these immobiles of unfragmented
community stay unrewarded all along their life. The hard work they
put in ensures them, in the end, only ‘a hut,’ *a broken cot,’ and ‘the
sun-bumt crop.' They live on the earth, for the earth and for the
children of the earth, and yet they are slowly going beneath the
earth. Why should this voluminous exploitation of these simple
souls persist?-—-seems to be the pointed question these poems are
raising.
The peasants are the people who make the land 'pregnant with
golden grain,’ yet they
pulied on the drudgery
like the dumb bull that ploughed
(Farmer,” TBA, p.9)
Their children:
plercing cry of the child
struggling in vain
to suck the bony breast
of a famished mother
whose naked misery In wrapped by
tha sabla shroud of endless night.
("Endless Night,” WGA, p.31)
And their women break the rocks and
Beneath the pale peopal trea
by the fast drying pond
in that doublo roasted hamilet
woman stand like expiring candles
("Women of tha Village,® TFB, p.1)
Here lies the Justification of four words we see or the face of
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his books: 'griel’ in the first, ‘broken’ in the second, 'lleeting’ in the
third, and ‘melling' in the fourth. Put together they form a long
sentence of pain. With this massive weight of pain inside his heart,
the poet undertakes a journey to the sacred hills and lays before
the Lord of Seven Hills his plates of offerings (naivedya). Like a good
devotee, he speaks in the beginning all that would please the
celestial ego:

Let me light the wick dipped in ghee

at thy afar on the pillar lamp

Let the light embrace and engulf me

lika a womm near the luminous lamp

("On the Sacred Hills,” MM, p.43)
So far the critic in the poet has been lying dormant. Awake, he rolls
out his list of grievances:

Whila we struggle for rags and ramnants

you roll in gold and gloat in diamonds

and sit in solitude on the heights of wealth

and pamper the vultures and blackmarketeers
Then the voice turns suddenly aggressive:

Don't iook 2t us like the eagle

that fies and pres for its prey
Further, like a good thiest with a modem sensibility (in whom feeling
and rationalism go together) he states:

Our hearts sua and hands pray
Public prosecution and private posture well brought out; traditional
virtue and modem spirit well-balanced !

On the basis of the foregoing analysis of Reddy's poelry, the
impression should not be that he has not written on other subjects
of public interest. He has. But his chief contribution for which he
might be remembered in the larger context of Indian English poetry
is his delineation of the farmer's plight with painful honesty.



A.N. DWIVEDI AS A POET
0.P. Budholia

A.N. Dwivedi.a poet, a critic and a university teacher, outlines
the multifarious variety and complexity of Indian life in his poetry.
He expands that creative faculty in his poetry which becomes
suggestive and symbolic for disclosing social injustice and economic
disparities which are rampant in our contemporary society. The
operative lawlessness, social disorderliness and political corruption
tum him occasionally to be a silent spectator of the rough and tumble
of human existence. Sometimes, the nostalgic mood can also be
traceable in his poems. The two volumes of his poetry,' published
so far. unveil forcefully his restlessness. for social, political and
economic issues in general and deterioration of human values in
particular. The roleof imagination and the creative process, scenes
and situations, education centres and their campus life, love and
the conspiracy of human relations, social ills, political corruption,
moral degeneration, Indian ethos and modem apathy, human
values, rites and superstitions and the note of feminity—all these
are dealt with minute precision in his poetry,

The poems like “The Game of Politics®, Reflections;™All kings
Elite”, "What a Pity I" and “Whither Our Democracy” exemplify the
poet’s fearlessness to expose the foul play of politics not only in
public life but in the campuses of the universities, too. The poet
becomes serious and the sorrow visits the innermost comer of his
psyche when he recites ironically the formation and functioning of
Janta Party. He keeps an eye on the situation that leaders of this
party are in a hurry to fill “their purses and caps with money” and
he, like adisinterested onlooker, weighs against this endless drama
of politics-"God knows in what extent.” These leaders enjoyed the
power and pelf even at the cost of extemnal dangers for the country.,
The nostalgic mood surrounds his consciousness and sometimes
he gives an account of the happiness of men in his past memaries,
This nostalgia of the poet prompts him to look at the positive points
of the British reign and he compares them with the present day

vadministration of the government. With a SOrrow--stricken heart he
longs for the past:
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Where have gona the standards
set by Gandhl, Nehru n Subhas 7
Whither has fled the vislonary dream
of a sovereign democratic republic.?

There is an abiding restlessness in him for the future of Indian .

democracy. He becomes symbolic and suggestive when he uses
the images of "sharks n whales" for the jeopardy ol the well-knit
fabric of our democratic system.

Immersed entirely for the concemn of humanity, en masse,
Dwivedi highlights those social problems which bring society down
to meet the deterioration of human values. The economic hardships
writ large in India make man proportionately yield to any extent for
committing social crimes and individual sins. The entire compass

of modem Indian poetry rotates around the romantic, tie progressive

and the experimental perspectives. Man is the centre of the subject
matter of contemporary literature. As a matter of fact, amodem poet
combines with full dexterity the heart with the mind and the.temporal
with the spiritual. The influence of the westem poets like T.S. Eliot,
Dylan Thomas and Ezra Pound is an often-oecusing phenomenon
in the method and manner of the contemporary Indian poetry in
English. Dwivedi, letting the rope of his mind loose for laying up
his consciousness for a wider canvas of noble thoughts from all
sides, remains firmly rooted for the inspiration of his emotional and
intellectual growth in indigenous culture.

The poems like *The Conquererof Sense”, “The Slum Dwellers”,
“The Rickshaw Wallah", "The Beggar", “The Shoemaker", “Two
Faces of Love", *If | were ....." and "Our Freedom in Penl” make
the poet aware to feel and to realize all the injustices, cruelties and
inhumanities between man and man in our society. How graphic
in his visualization the poet is when he characlerizes like a
cinematographer the inner pangs and throes of a shoemaker on
the road ! Mark the following lines:

His slich in the sole

was a stich in my soul

| saw his lace, thin n pale

lefling & kol about
His lamished lamily tallerad clothes

e —
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a mara dhoti, kurla n cap

confirmed his sad slory*

The heart of the poet sinks down and in a pensive mood he
finds himsell in utter helplessness for cooperaling such poor and
downtrodden men. No sense of caste, creed and religion ever
assails the mind of the poet. He, thus, attains that height of human
sensitiveness where a man only incorporates his entire energy of
mind for the service of the neglected people of oursociety. Empathetic
as heis forthe lot of these poor people. Itis rather anunmanageable
task to prowl in to human psyche and to disclose what lies inside
the unconscious chain of repressed desires, dormantimpulses and
deeperemotions of human consciousness, but a poetlike Dwivedi's
calibre makes it accessible to all in the following lines:

They seldom grumble, seldom grudge

the inexorabla harsh decrea of destiny

before whom even the bravest shiverd

Dwivedi too finds his emational outlet against “the creator's
strange scheme™ for the lot of these poor people. The lot of these
ill-fated slum dwellers is no better “than the brood of chickens.”
There are constant problems fortheirexistence inthe society. There
comes a vibration in the heart of the poet after seeing the sufferings
of the poor. The very sight of *half-clad, hall-fed” rickshow puller
is so disenchanting and hallucinating that it disrupts the inner peace
of the poel's mind. He raises a question thus:

ls this the social order

dreami by our wise leaders 7

The exploitation ol man by man

When shall we put a ban’

Dwivedi undoubtedly shares the Indian ethos and modern
apathy; he also uses the tradilional images in his poetry. The
treasure of his poelic content comes from the indigenous sources
and some other beautiful objects of nature, However, it does not
mean that he ceases to be a poet of modem sensibility for the
subject -matter of his poetry. As opposedtothetraditional approach
of composition, he heavily leans upon the basic human problems
like ill-feeding, ill-cladding, hunger, the lust for power and the
suffering of the beggar and scavengers for showing the sense of
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modemily. The poem like “The Beggar' upsets the tranquil mood
of the poet and makes an inroad into his mind so piericingly as he
intends to share the sufferings and helplessness of the poor with
equal compunction. The beggar in his “soiled rags” looks at the
unseen malignant forces wilh frustration and deep depression:

Death snarls at him

like an angry dog at a stranger

dispase hits him hard

like: tha strap of a cruel master

lashing a shivering slave;

destruction scowls at him

lika the ravages of a bitter war

upsetting all calculations

dosting mocks at him at avery step

like a power-drunkvictor

at the vanguished.?

The poet switches over from one problemto another and brings
forth the movement and vision of the decaying norms of society.
He holds society as aliving entity and, therefore, regards it responsible
forits moral degeneration. His long poem entitled Reflections raises
certain moral, social and political issues. The strike in offices and
colleges, the problem of human rights, the recurrent election, the
longing for Rama Rajya, the deeper nostalgic mood, the hoodlums
of leaders, the onctroversial issues for secularism are wonderfully
linked with an image of “scarecrow” for envisioning the bleak future
of a country like India with a residue of setting it right through the
grace of God only. He does nol spare even economic shambles
and criminal fast-eating into the entrails of the society.

Modern age witnesses an all round devaluation of human
values. Dwivedi conceptualizes a modern man as a rudderless
boat, knowing not which way lies his destination of life. The phrases
applied to a modern young man in his poeltry--"dark dipped,” "moth-
aaten,” “lizard-shaped” and “chameleon hued®--leave man with no
stand but he swings like pendulum of clock. He loses his will to exist.
The poal skelches his condition as

E el anesmonded o crima-impelied,
sanaa-horall 5 ol propellod
erecselieres amvAn jellicanis fodth,
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hke a mirage to fight.!

Man as the chief transgressor for all social and moral values,
is deeply and subtly analysed for his psychogenic traits by the poet.
The sufferings, obstacles and hardships are man-made
phenomenon. He brings forth the working of lower impulses and
the inner instincts of human mind. He regards poverty as the root
cause of all evils. As a social realist, he touches the root of social
ills and economic disparities. How subtly and psychologically, he
analyses the working of the hidden matives of human psyche when
he deals with the condition of a woman beggar in the society | Not
her poverty and pitiable condition evoke any sympathy of man, but
her physique and her body language communicate a silent message
which invite the lecherous and vulture-like man to be ready for any
help to her. On her part, she also succumbs to her lower instincts
and gets ready for the hunger of the flesh:

. The long repressed libido

ol a widow or widower

Sometimes erupts volcano-like

n engulls her or him entirely

This libidinous hunger is fiercer

Than the hunger of the beggar

It is fiercer than that

of a pair of hawks or eagles

suspended in the mid-air

in an ecstatic bout of sex act."

The poet also deals deftly with the current and bumning issués
of feminity in his poetry. A modem woman is sell-reliant and has
her own foot-hold to stand for, yet there are other psychological
obstacles which attract the poet to deal with them in his poelry. The
poem, “A Working Woman; deals with an issue of gender equality
through dialogues between manand woman. Here, the poel cogitates
on the inner reflections, leading to their strained relations. Their
snobbery andtheir assumptions create an antithesis to work on their
mutual relations at home:

Perks n privileges

are your 50lé concemn

wordly glow n glamour

impels you to eam;
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n most of your eamings

go to puff, power n bun"

The poet knows belorehand the age-old suffering and misery
of woman. The medem woman does not accept male-dominance
at the cost of her self-respect. As she is economically self-reliant
and socially aware, she has almost overcome the image of being
a toy to her male-counterpart. Dwivedi makes a modem woman
answer with self-confidence all the charges hitherto levelled against
her:

| am no burden

On my eaming spouse

| am a braad winner,

with no fear of divorce

| have a car n bunglow
n a matron-lousa.'?

As the poet analyses the leitmotif of modern man and woman,
he, like a thinker, contemplates the multifarious aspects of human
relations objectively. Rooted entirely for his arguments in Indian
culture, the poet highlights and assigns the positive role of a woman
for cultural and social intergration. The suggestions through symbols
recur in his poetry for relieving the strained relations and complexities
of human behaviour. Here is an example which exhibits his feminine
sensibility:

No nation can be built

Without woman-power

no society can prosper

without har dower

g0, sha musi play her role

at this crucial hour'?

Yet another remarkable aspect of Dwivedi's poetry is his
visionary perceplions. Deeply ingrained in the religion of humanity
for his poetic sensibility, Dwivedi delves deep fordivulging Anandam
theory of Indian poetics in his compositions. The sharing with
contemporaneity does not deactivate his imaginative perceptions
lor highaer vision. Riding on the wings of poesy, he soars high to
@rnsp he moral and spiritual height of supermind and makes it
ncceasiblo and intelligible to common readers. The following lines
communicate his higher vision:
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The Whriling dance of Time
leaves me dazed n dashed
and | strive to reach

the slippery shore of Etemity

conscience-siricken, | grope

for my resplendent Angel

who wants me to shine sinlesa

by making mysell pure

and emerging tha thick fog,*

The imagery of "fog” reminds one of the philosophic vision of
The Bhagavadgita {or the purity of heart and soul. Itis the fog which
hides the radiance of the soul, it is the prime cause of darkness
and ignorance. As the ego of man vanishes, he comes closer to
perceive the inner glow of God, “the great effulgent AUM.""® This
stage of realization brings him nearer to the teahings of Srimad
Bhagavadgitawherein one finds the real source of human happiness
through divine knowledge. The imagery of smoke invites a striking
parallel with the image of “fog.” There is a stress again and again
inthe technings of The Bhagavadgitaforwinning over one's senses
and the working of lower impulses for absolving oneself from all
sins, fears and every kind of doubts. The poet also relieves himself
from all sins, fears and doubts after overcoming all his passions
and sensual flights of human mind:

Having travelled a long way,

| am now fully prepared .

1o have behind the old ralment
n merge in lo transcendent.*

Dwivedi stands nearer o the aesthetic theory of Coleridge.
Here is an extract from “The Birth of a Poem® which invites a pamllel
with that of Coleridge's theory of poetry:

A poem Impinges itsall

upon tha cousciousnass

of its creator, who

aver keaps tho doors

ol his Imaginalion open

o allow fresh gusis in'*

The opening of the door followed by the words “imagination” and
“fresh gusts” suggesls symbolically the reception of the primary
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imagination. But this primary imagination does not supply the
essential subject for poetry. The outward experiences along with
the inner glow of higher vision form the total psyche which plays
its role like the ‘esemplastic imagination’ with rich “reservoir of
consciousness n complexes.™®

Dwivedi, like T.S. Eliot, thinks of combining the past with the
present. He pleads in favour of synthesizing *some thing old and
new” which is called by T.S. Eliot "Tradition and Individual Talent.”
Dwivedi seems to be influenced by Eliot for combining the past
experiences with the present consciousness. To Dwivedi, like Eliot,
poetry is a process which retains

... something old and new

recalling something loved and lost’

digging up Iresh experences,

n stiming novel ideas n emotions, '

Again, Dwivedi, like T.5. Eliot, regards the poet like grafter who
prunes and selects the ideas which are appropriate material for the
poetic composition:

The l:irlﬁ of a poem

is like the birth of a child

The crealor must feel

tha throes of a mother

in the process of creation™

The real worth of Dwivedi's poetry consists of its effects on
the readers. His poetry creates a sense of flavour (rasa) through
sound (dhwani) and it becomes synonymous with the principles of
Indian poelics--“Vakyam rasalmakam Kavyam.” The modern
lingustic theory insists upon the simplicity of language. Without any
oslentation, his language is simple yet suggestive. In a few words,
thera ara many lructiderous meanings in his poetry. Emotive and
avocalive as ha ia In tha usn ol his language, the poet creates a
whla visla of malarial arnd spintunl aspocls n lus poetry. Here is
arn axample

Pk Bl il b

flam rhown Jidni

aminbsiing Doewmiid i
L LT
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big or small

rich or poor®
The clock beautifully and symbolically sketches the entire life from
birth to death. Like Shakespeare's “wheel” image in King Lear, 1.
ticking of the clock brings forth the conception of time ar '
timelessness and like the flow of a river, the pendulum of the clock
creates a deeper sense of movement and vision in this poem.

Symbolism, imagery and indirectness are the hallmarks of
contemporary literature. Dwivedi, too, gleans freely the images form
indigenous culture. Here are some fruitfulimages first form Bandom
Reflections and then form Fine Frenzy which bring into focus the
poet’s liking for symbolic and suggestive expression and his
indebtedness to Indian ethos, scenes and situations. The images
like "the serpentine waves,” “a tireless traveller,” “a hundred-hued
rainbow,” “the whirling dance of Time," nature as “comely woman,”
death as "an angry dog,” “chilly wind" “the flapping wings" of "a
restless bird,™ mirror as “the glassy sentinel,” poet as “painter” and
“sculptor,” communalism as *a poison tree™® present the multiple
movement and vision, x-ray the contemporary Indian society and
vision forth the remedial measures for human happiness.

Dewivediin his compositions works on faithfully to the metrical
and musical requirements of the pattern chosen for his poetry. He
has employed skilfully the trends of heroic couplet and verse libre.
In addition to it, he has also used unmistakable comic sense,
sparkling wit and humour. Some of his poems are replete with irony
and satire. However, an overall analysis of the entire corpus of his
poetry discloses the dominance of vision over the form. In a word,
the two volumes of Dr. Dwivedi's poetry exhibit an impressive
beginning, and we hope for a flower yet to be fully blossomed in
the times to come.
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AN INTERVIEW WITH R.K. NARAYAN

Shribari Tels ng

It was on 15 April, 1999, a red-letter day in my life when in
the company of Shri Bansi Lal, a friend of my uncle from Hyderabad,
at 11 a.m. sharp appointment was made a day earlier by Mr.
Chandrashekharan, the son-in-law of Shri B.K. Narayan. When we
reached an old man of 94 was seen sitting on a chair. As we both
rushed in to touch his feet, he stood up. The talk that ensued is

as followed:

R.K. Narayan : (Most unwilling to get his feet touched) oh, no,

no!

Shrihari Telang : Sir, all the way from Gwalior, | have come to seek

Marayan :

Mr. Lal :
Marayan :

Telang :

your blessings. ;

(Retorting) | hate this word blessing. Who am |
to bless you ? All human beings are same,
(Taking my side) Please, don't take it otherwise.
| do not like idolatory. | am not god. Why did you
bring garlands and fruits for me? Only politicians
do like this. Let me be a man.

Sorry Sir, Sorry Sir. | brought these items out of
my overjoy and enthusiasm,

Mr. Chandrashekharan interrupted and came to our help asking

MNarayan :
Mr. Lal :
MNarayan :

Telang :
Narayan :

Marayan :
Telang :

Narayan :
Te!ang :

us to sit.

(Pointing towards Mr. Lal) Why did you come ?
We have come to meet you,

Why 7 Whatever | wanted to say, | said in my
books. | am there in my books,

Sir, | am Shrihari Telang. | am doing Ph.D. on your
novels and have come here to seek your blessigs.
Go ahead, but do not expect anything from me.
Why are you so keen on Ph.D. ?

Sir, Imay find a better jobaflter Ph, D.and, moreover,
it was my mother’s wish that her son should have
a doctorate. | lost her last year,

How many books of mine have you read ?
Only a lew--The Financial Expert, The Guideand
The English Teacher. | don't have the complete
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collection of your novels. In Gwalior, some novels
are not available. That's why | came to Hyderabad,
Your novels are very interesting.

Narayan ° Did you get the collection ?

Telang : Yes, Sir.

Telang : (Taking a little liberty) Sir, in which of your novels,
the maximum human values are there 7

Narayan : (Cleverly avoiding the answer) You find yourself.

Narayan : What did you find in The Financial Expert ?

Telang : Sir, through the character of Margayya in the

novel, you have given a message to the mankind
that people who are mad after money are ultimately
ruined. Margayya was completely ruined. This
money-lust leads a man nowhere. )
Narayan : (Bursting into langhter added) This money is
worse than a bactena. It is an insect.
By this time his mood completely changed and | found him happy.
Mow Mr. Chandrashekharan entered bringing the stale garlands,
sweel packet and fruits which | had taken there the night before.
He asked us to offer these things.

Telang : Sir, if you don't mind. May | please take your
photograph ?

MNarayan : 0.K. (Seeing my camera exclaimed) Brand new,
a new camera.

Telang : Sir, to take your photo, | purchased it last might
from Pandy Market.

Narayan : How much did you spend for it. ?

Telang : Sir, Rs. 2750.

MNarayan : You seem to be rich, you have a lot of money.

You are extravagant, absolutely extravagant. If
you wanted it, you could have taken it from him
(Pointing his Son-in-law) why did you spena
money? He has got three or four cameras.

Chandrashekharan : For two-three photographs, | could have given
my camera and for that | would have charged you
hundred rupees.

Telang | am ready to pay you even without this favour.
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Narayan :

Telang :

Narayan ;

Telang :

Narayan :
Mr. Lal :

Marayan :

Telang :

Mr. Lal :

SHAIMARI TELANG

How is Madras 7

Wonderful city. Everything is wonderful here.
(Repeating) You are extravagant.

(Submitting with due humility) Sir, | am not rich.
| belong to a mediocre family. Today | am very
happy. Till | saw you, | was restless. Now, | am
very very happy. | did it all out of my over-
enthusiasm.

You must put your overenthusiasm in check.
Sir, when we goto any temple, webring something
and offer it to our God. You are our god. We have
received 'Prasadam’ also.

(To this explanation, langhed and asked) Do you
do the same for every author you meet 7

No, Sir, it's only for you. As | am doing research
work on your novels, this is especially for you.
(Asking chandrashekharan) Can we take him out
for lunch with us ?

Chandrashekharan : No, now he has stopped going out for lunch

and dinners. He only goes with his daughter.

Telang and Mr. Lal give him a copy of The English Teacher with

a humble request.

Telang : Sir, please write a line in it for my encouragement and

Narayan :
Telang :

Narayan :

inspiration.

(With shaking hands wrote) One line can express
much and this is the line.

Thank you, sir.

Sir, if | come to Madras in future, may | visit you?
(Smiling) Yes, you can, but must write a letter
before you come here,

Now a long pause prevailed anr::l Narayan became silent,
Telang and Mr. Lal : (Taking his leave) Thank you, Sir, thank you

s0 much for sparing your precious time. Thank
you, thank you, thank you once again, Sir,
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SURENDRANATH MINAJAGI, VINAYAKA

KRISHNA GOKAK
(New Delhi: Sahitya Academy, 1999), pp. 115, Rs.25.

Basavaraj Naikar

Dr. V.K. Gokak had a multi-faceted personality; he was a great
teacher of English, an orator, an administrator, an educationist, a
poet, a prose writer, a novelist, a dramatist and an epic poet all
rolled into one. Obviously, it is not an easy task for any one to give
a comprehensive picture of such a multi-faceted personality as V.K.
Gokak. It is a matter of pleasure to note that Dr. Surendranath
Minajagi, a well-known Professor of English at Vallabh Vidyanagar,
has risen to the occasion and has done a wonderful job.

Dr. Minajagi’'s intention is to introduce the broad outlines of
Gokak's variegated achievement to the non-Kannada reader. He
has divided his book into six chapters and discusses different
phases and aspects of Gokak’s literary accomplishments. In the
first chapter, he offers a brief biographical sketch of Dr. Gokak and
shows how a tall and lanky brahmin boy from Savanur was educated
at Karnatak Arts College and later became a graduate of the
University of Oxford. He also offers a brief picture of Dr. Gokak's
professional career as Principal of Fergueson College at Pune, of
Willingdon College at Sangli, as Professor of English at Osmania
University and Director of the Central Institute of English at
Hyderabad, as Vice-Chancellor of Bangalore University and of Sni
Satya Sai Institute of Higher Learning at Puttaparti. He then traces
the influence of Sri Aurobindo, D.R. Bendre, Matthew Amold and
Shelley on his bilingual poetic parsconality.

Inthe second chapter, he highlights the idealism and dreaming
nalure of Gokak as expressed in his early poems like Kalopasaka.
He shows how Dr. Gokak was deeply influenced by the British
romantic poets especially Shelley. In the third chapter, Dr. Minajagi
discusses Dr. Gokak's poetics of integralism or samanvaya and
shows how hetriedlo synthesize the Eastern and Westermn aesthetics
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and philosophy. In the fourth chapter, the later poems of modernist
mode like Sea-Songs, In Life's Temple and Heaven and Earth are
discussed quite elaborately. In the fifth chapter, Dr. Minajagi has
discussed the dreaminess, idealism and synthsizing vision of Dr.
Gokak as expressed in his epic novel Narahan and epic proper
Bharata Sindhu Rashmi. Then Dr. Minajagi traces Dr. Gokak's
achievement as playwright, essayist and literary criticina very briel
manner.

On the whole, Dr. Minajagi's monograph on V.K. Gokak
succeeds in offering a panoramic picture of the poel's gigantic
achievements and helps the non-Kannada reader to place him in
the national literary perspective.

P. K. SINGH, REALISM IN THE ROMANCES OF

SHAKESPEARE
(Calcutta: Writers Workshop, 1993), pp. 113, Rs.100

Basavaraj Naikar

In spite of the difficulty of understanding Shakespeare and the
bewildering bulk of Shakespeare criticism produced all over the
world, Shakespeare is read and enjoyed by people in India.
Shakespeare’s tragedies were very popular with Indian readers
until recently. But now the Last Plays or Romances have attracted
the attention of Indian scholars who feel that these plays have a
greater affinity with the Hindu sensibility, philosophy and literature
than the tragedies. PK. Singh's slender book on Shakespeare’s
Romances is a welcome addition to the Indian scholarship. He
concentrates on the realistic element to be found in the four
Romances--Periclas, Cymbeline, The Winter's Tale and The
Termnpest--which provided the foundation of hard facts for the aristic
superstructure., He offers a briel survey of critical views on
Shakespeare's last plays and then proceeds to analyse them
individually. The book makes delightful reading as the author wears
his scholarship lightly and altracls our altention by his subtlity ol
perception and strict adherence to precise point of view. He has
shown to the Indian scholars, especially the young ones,, thal
Shakespeare n2ed not be a bugbear but could be quite approachable,
if one has deep love for the bard.




KUHU SHARMA, D.H. LAWRENCE AND
THE POETIC NOVEL

(Delhl: K.K. Publications, 1998), pp.214, Rs. 500.00
Susheel Kumar Sharma

D.H. Lawrence is one of the most versatile, controversial and
enigmatic literary personalities of the 20th century English Literature.
His contending-the accepted moral code and propounding an
alternative one drew flakes from the conservative English society,
and his books were even banned. Whether there is any boundary
between poetry and fiction and whether Lawrence is a poet or a
novelist are some of the difficult questions to answer in ‘ayes’ and
‘nays’. In these days of deconstruction even the genres are losing
meaning. In this context Kuhu Sharma's bold and original book on
Lawrence is a praiseworthy effort and should be hailed as a
noticeable contribution to Lawrence scholarship.

The book has been divided into eight chapters. “The Poetic
Novel and Its Growth in England” is the first chapter of the book,
which has been divided into three sections, viz. ‘The Evolution of
the Concept of the Poetic Novel,' “The Nature of the Poetic Novel
and ‘The Poetic Novel upto the Times of Lawrence'. In the first
section, Kuhu Sharma evolves the concept of the poetic novel on
the basis of the opinions expressed by critics and litterateurs. Their
views on the form, themes, languages, descriptions, character
delineation and the handling of human emotions and ligures of
speech are highlighted. In the second section the concems of a
poetic novelist are discussed. Kuhu enumerates them as “the living
relationship between art and life” (p.11), “remarkable interest in the
individual” (p.12), “manner of narration® (p.12), “the use ol evocative
prose-poetry” (p.13),” poetic atmosphere ... by the use of symbol
and metaphor” (p.14) etc. She aptly concludes, “... a novel, being
poetic, does not mean that it is wrillen in poetry or poetic prose
having a certain rhyme scheme and rhythm. It is not the mere
manipulation of words or highly imaginative and intensely emotional
expression which make the novel poetic.... The extensive use of
symbuls, figures of speech and imagery enables prose liction to
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achieve poetic heights” (pp.15-6). In the third and last section of
the chapter, “a survey of the poetic strain in the novels of D.H.
Lawrence's predecessors and contemporaries” (p.16) has been
undertaken. Among those discussed here include Walter Scctt,
Dickens, Bronte Sisters, George Eliot, George Meredith, Thomas
Hardy, Joseph Conrad, Henry James, James Joyce and Virginia
Woolf. _

As the title of the second chapter— "Lawrence's Exposition of
the Poetic Novel: The White Peacock™suggests the writer
undertakes to discuss Lawrence's first major novel here. She is
not the first person to notice the poetic qualities of this novel as
she refers to many critics who before her have referred to “poetic
thoughts® (p.34) and "dominant lyrical note” (p.34) in the book. But,
| am sure, she is the first critic to find poetry in the very title of the
book. To her the book is “an intensely poetic portrayal of ‘the
changing rainbow of human relationships,’ * (p.34).

The third chapter of the book is titled *The Poet-Novelist's First
Masterpiece: Sons and Lovers”. According to the author, Sons and
Lovers *Presents a highly imaginative and an emotionally complex
picture of life and fully demonstrates the novelist's powerto translate
passion into words” (p.55). and it is this that, according to Kuhu,
makes the novel poetic. She discusses several scenes from the
novel like Mrs. Morel's death, Mr. Morel's retuming home in drunken
condition, the visit of Paul and Miriam to the garden, coming across
of a man with red stallion by Paul, Miriam and Clara to highlight
the “poetic imagination™ of Lawrence as depicted through these
scenes. She also discusses various images and symbols in the
book which are used by Lawrence to make the novel “look like a
pastoral-symbolistic narrative poem in prose” (p.67).

“His Dramatic Poem in Prose: The Rainbow" is the fourth
chapter of the book. Though The Rainbow was charged with
obscenity, yet to Kuhu Sharma the book is a result of “poetic
spontaneity and outburst’ (p.79) and has all the *patent features
of genuine poetry” (p.79), Kuhu's thesis in the chapter is that the

nobel “presents a poetic delineation of human rﬂlatmnsmps
particularly man-woman relationship, with all their tensions and
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conflicts” (p.80). Minor characters in The Rainbow are shown
having symbolic significance; for example, the taxi driver
“symbolically presents a foil to Anton” and the taximan is a symbol
of sheer vitality" (p.93). Ritual scenes in the novel are considered
as “specimens of wonderful dramatic poetry, immensely rich in
symbolic significance” (p.93).

The fifth chapter entitled “The Acme of the Novelist's Poetry:
Women in Love"is the longest chapter of the book. Kuhu Sharma
agrees with critics like F.R. Leavis, Keith Alldritt and F.H. Langman
who have hailed Women in Love to be the best novel of Lawrence.
But her considerations in regarding it so seem lo be different as
she writes, “... the book evinces the apex of the novelist's poetic
genius, manifested in the dramatic-lyrical note, deep and complex
passions, natural descriptions, symbolic motifs, poetic delineation
of episodes and characters to explore and develop the main theme,
poeticimagery andlanguage, etc.” (p.107) The relationships between
Birkin and Ursula, Gerald and Gudrun, Birkin and Gerald, Birkin
and Hermione are discussed, in detail, because these relationships
have been “treated dramatically and poetically” (p.112) by Lawrence.
Symbolic significance of various characters, besides other symbols,
are pointed out in the next part of the chapter.

The novefs like The Lost Gir, Aaron’s Rod, Kangarooand The
Plumed Serpent have been taken up in the next chapter entitied
“A Decline in His Poetic Powers: The Novels of Travel." In the very
opening paragraph Kuhu Sharma endeavours to establish that
“Lawrence could never again scale the heights® and that” [there
is] a general decline in his mind and art” (p.141). She enumerates
the following four reasons for these novels being inferior to his major
fiction: “they are novels of travel which are bound to upset an artist's
mental concentration required for crealing a great work; secondly,
they are marred by the elements of reportage and documentary
interest; thirdly, all of them were written in a great haste and the
novelist could not give them adequate attention to make them good
works of art; and lastly, in them the artist deviates from his central
concerns and becomes more of a preacher and prophet, indulging
a bit too much in cultural, political snd religious issues” (p.141).
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She goes on to trace out poelic scenes, symbols, imagery, etc.

The seventh chapler of the book is titled “His ‘Ballad-Like
Lyricism': Lady Chatterley’s Lover”. Like other chapters, this one
also opens with the opinions of various critics, and their difference
of opinion is highlighted. Kuhu, however, opines that as “a poetic
novel, too, it fully exhibits the poet-novelist's powers at their best”
(p.165). In her view, “The lyrical intensity and spontaneity of the
novel emanates from the very concept of the novel, i.e., tendemess
in human ralationships and phallic consciousness as the central
reality of life.” She discusses this consciousness in detail. The
chapter aptly ends with a long quotation from the novel itself-—
extracted to highlight “passional intensity and sensuousness of
genuine poetry” (p.187)

The last chapter of the book “Summing-Up” has roughly two
parts-—-thefirst summarizes the discussioninthe foregoing chapters
one by one and the second forms a conclusion in which the themes
and style of D.H. Lawrence are praised. The book also has an
elaborate bibliography divided into primary sources (further divided
into *Fiction,’ 'Plays,' ‘Poems" and ‘Other Writings’) and secondary
sources (classified as 'Works on D.H. Lawrence’ and ‘Other Works
Consulted’). There is hardly any research article in the bibliography.
The printing of the book is largely clear though at places words
appear to be broken because the letters are not clear and well made
out. The book is priced very high and thus is meant not for an
individual’s purchase but only for the libraries.




RAMESH K. SRIVASTAVA, THE NOVELS OF
KAMALA MARKANDAYA

(Amritsar: Guru Nanak Dev University, 1998), pp.323 + vii,
Rs. 500.00

R.K. Sharma

This book--a collection of twenty two articles--on Kamala
Markandaya is a critical evalution of her novels. It is a collection
of twenty two research papers, written at different occasions for
seminars and conferences and already have been published in
literary joumals and anthologies. The novels, which have been
discussed, are: Nectar in a Sieve, Some Inner Fury, A Silence of
Desire, Possession, A Handful of Rice, The Coffer Dams, Two
Virgins, The Nowhere Man, and The Golden Honeycomb. The book
evaluates Markandaya's novels from various points of view, viz.
rural and urban life, love and death, faith and science, feminism,
colonial consciousness, freedom, symbolism and style, etc.

Six articles are related to the novel, Nectar in a Sieve. As a
result.all the novels have not found equal critical attention. The
critic is aware of this fact and writes about the thread of unity in
all of them. Dr. Srivastava finds some of her novels as the genuine
picture of rural India, focusing on the miserable plight of landless
farmers in Nectar in a Sieve and poignant tale of grim poverty and
gnawing hunger in A Handful of Rice. Most of the characters in the
novel, Nectarin a Sieve, are typically rural, Rukmani, Nathan, Janki,
Kunthi and many more nameless characters have an unmistakable
rural bearing. For Nathan and Rukmani, their efforts to bring
happiness in the family become only momentarily successiul. If at
all they are blessed with nectar--which in concrete terms would
mean factors that give them happiness, such as the birth of sans,
the marriage of Ira and reaping of good harvest--they soon realise
that sieve, and not nectar is meant for them. “But the world is not
completely devoid of justice. Markandaya has woven into the plot
of the novel a fine alternating pattern of hope and fear because
life consists of both”™ (p.3). In the view of Dr. Srivastava, “the novel
is a modern tragedy in which Aristotlean concepls are not strongly
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adhered to" (p.41 ).

A Handful of Rice belongs to the same group as it depicts an
Impractical youth, wriggling out of his rural shell into the city in
search of better life. The Critic finds the opening scene of the novel
identical to the one in "The Bishop's Candlesticks® in which the
convict demands food on the point of knife. Likewise, Ravishankar
thereatens a forced entry into the house and demands food. The
title embodies the theme of hunger, which is reinforced in the novel
by the frequent recurrence of the word ‘rice’. The novel is a pathetic
chronicle of man's vain struggle for food and the brutal demolition
of his dreams. The structure of the novel is circular because it
begins with Ravi's quest for food and shelter and ends with his
continuing struggle for a handful of rice.

The themes of love, death and feminism are explored in her
two novels, viz. Some lnner Fury and Possession. Some Inner Fury
depicts the kind of love as it existed in the Westernised, upper class
Indian families of the 1940s. The love relationships operate on
many levels--between Mira, an Indian girl, and Richard, an
Englishman; hehuaen Kitsmay, a Westemnised husband, and
Premala, a ty'pI-J Indian wife. The critic finds "some traces of
Kamala Markandaya herself when she had married Mr. Taylor and
had finally settled in England” (p.61). The themes of love and death
interact with and intensify each other. Richard's death tests Mira's
love in the same way as Premala's death tests Kitsmay's.

The female authors experience an anti-patriarchal rage which
gets reflected in their works. It can be seen in Markandaya's
Caroline, the central character in Possession. Dr. Srivastava
compares this novel with Macbeth and Hardy's The Mayor of
Casterbridge. Mrs. Henchard is passive and can not control events
but must adjust herself to them. Though Valmiki is male, he is
passive and adjusts himself to his sale to Caroline by his parents.
Hardy's novel shows the sale of a woman and Possession deals
with that of amale. The authoravers: “In Possession, itis a woman's
world in which the male is manipulated, purchased, commanded,
“exploited and taken around like a pet” (p.126).
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l'he Nowhere Man and The Golden Honeycomb concentrate
on ldentity and Freedom. He refers to Indian English Novelists like
Mulk Haj Anand, Bhabani Bhattacharya, Ruth P. Jhabwala and
Anita Desai, who have been abroad for long stretches of time and
have expenenced the threat to their identity. Shrinivas, Vasantha
and their children face this problem in various degrees in The
Nowhere Man. Dr. Srivastava brings out the message of The
Golden Huneymnhthauhahlstnwul‘almustevary nation highlights
the fact that the urge for freedom can be delayed but cerainly not
denied; it has to come to all, without any distinction of caste, creed
and culture.

The seasoned criticexamines Markandaya's style and narrative
technique in separate chapters. If her style is the image of her mind,

‘it is also the image of her characters, events and the actions which

it attempts to portary. She has a perfect command of English, and
uses it with grace and pliability, now fast, now slow, now slanding
still. The long and short sentences, even sentence-fragments, make
her style truly living. Every writer has some blemishes, and this
is true of Markandaya also. For instance, she has grossly
mismanaged details at a number of places, and often confuses
Deepavali with Holi and shows the birth of an illegitimate child as
a welcome event in the rural society of India.

Surely this critical examination of Kamala Markandaya's novels
by Dr. Ramesh K. Srivastava is useful not only for research scholars
but also for teachers and students. However, | very much wish
that the learned critic should have used the widely accepted term
“Indian English” in place of "Indo-Anglian™ in this admirable book.
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RAJ KAMAL JHA, THE BLUE BEDSPREAD

(London: Plcador, 1999)

Sanjoy Saksena
Anyone wha reads The Blue Bedspreadis first of all struck by
Raj Kamal Jha's prose. Though the novel can easily be bracketed
as a psychological one in the text-book fashion, the style defies the
reader's imagination; it is at once loaded with images and violative
of syntax. The two together combine to create a bizarre effect—
transport one into a twilight world of illusion and reality, and as the
story unfolds it builds in us a tension, a groping for facts as they
exist in this mundane world because the narrator with his gripping,
sharp descniptions transports us into his own world trapped in a
despondent slough built by a guilty fancy. It is the sort of world in
which sinning introverts and perverts live. But it is not an entirely
unfamiliar world--the story is based in an Indian city, Calcutta, and
about people one could be rubbing shoulders with, without knowing
their inner afflictions and searing sexual relationships. The
disjunctions in the namative put the reader’s patience to test. It is
like listening to a mental case who can't order his confessions in
a proper sequence. One is almost left guessing whether it is
neuroticism coming out or Jha examining our abilities to put a sad
life’s puzzles and missing links together. The way the narrative has
been structured is an endurance test for one’s memory, move as
it does back and forth, and one is forced to return to tha novel after
one is through with iL. We are simply pushed into a maze of events
and descriptions which follow no systematic paradigm and the
narrative swings like an erratic Foucault's pendulum.

The narrator who paints *half-remembered scenes® forgets to
give clues that an ordinary listener would require to grasp the
situation firmly but amusingly gives us graphic descriptions of the
surroundings-—-the shapes and shades of light and so on. ‘How do
you remember all this 7' he asks. (p.214). Though one might be
willing to make all kinds of allowances in a generous mood, but,
thep, one thinks: are one's limils of endurance not being pushed
too far. The Blue Badspreadis certainly not light reading. In the very
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lirst line of the novel the narrator says: “| could begin with my name -
but forgel it, why waste time, it does not matter in this city of twelve
million names.” One can understand that a person caught up in
infestive paranoia should forget his name but that he should remain
entirely oblivious of names that matter so much to him is a little too
much to digest. It is amazing that addresses and locations should
be remembered clearly but the names of key characters... trust
him... | Curiously, he remembers the name of “the Superintendent
of Police, Lake Town, B. Block, Calcutta 700 089, Mr. M.K.
Chatterjee,” address and all that. To push the main thrust of the
argument further, one is inclined to believe that there is an attempt
on the part of Raj Kamal Jha to give *flat characters” a palpable
lifa. He withholds their names deliberately, without diminishing their
importance in any way, and shows how characters such as these
contribute in making our reality or the reality dismal of those who
are the principal players in his maiden novel unbearable. The man
who lives in the flat above and beats up his wife | We do not know
his wife's name nor do we know the names of many of those who
cris-cross Jha's canvas. But this couple is significant because its
discordial relationship casts an infectious shadow on the minds of
the brother and sister. There are those whose names we do not
miss, e.g. the names of Bhabani the maid-servant’s husband and
son. They are people one could run into at any street comer and
Jha by making them nameless highlights their commonness for us-
-the fact that they have little individuality and their relative
insignificance in the scheme of things. Be as it may, even these
characters have a role to play in shaping the mental makeup ¢f those
characters who matter as far as the novel js concerned. -

But there is an instance when the\ brother’'s memory works
miraculously well and relates to Miss Sarah Parker of tha Mesmeric
Institute whom he misses because he is unable to handle the baby
and put it to sleep. The fellow also remembers her address and the
name of her successor Dr. Chapagnon who “called himself a
thought reader.” Even the names of the quarrelsome parents of the
brother and sister who partake in the unholy ritual of incest are
missing. Do members of a family or groups not use them? This
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robbing characters of their names amounts to stealing a little of their
identity and dialogue its naturalness and probability. Folks appear
like people in a psychologist's case study where names are withheld
and but for Jha's poetic descriptions the novel would have been
reduced to that level. If the attempt on his part has been to reduce
the brother and sister lo everyman and everywoman: | am sorry,
| have my reservations. The average Calcuttan for me does not
indulge in incest and those rare ones who do because of a quirk
of fate not merely deserve our sympathy but our attention towards
the sad poetry in theiremotions which Jha has brought out succintly.

The Blue Bedspread is a novel which is likely to evoke sharp
reactions--not merely because.of its theme but also because of its
technique. Ever since Arundhati Roy’s violation of the syntax and
chutneyfication of the English language received accolades from
the leamed judges of the Booker Award Committee, it seems taking
liberties with language has become fashionable, specially in India.
Sometimes it is done with success but when itis reduced to a trope
one is likely to see it given up. The authonal prerogatives have been
pushed too far, often at the expense of meaning because one would
suspect here effect takes precedence. Jha talks about buying a
“pouch” of milk. The words pack and bag are also commonly used
in this country. Oris that Calcutta English ? When he says “slippers
go slap-slap on the cement floor™ one does hear the familiar sound
of rubber bathroom slippers come alive. *Slap’ may not be a good
word to use butit does bring the experience back to those who have
been through it. There is yei another very interesting Indianism, a
literal translation from the native tongue which brings out the
meaning cleardy: "washthe unslept sleep from eyes.” It's the unslep!
sleep which does the trick for those who have an ear for Hindi as
well as Indian English. But where Jha describes the busy
Chowringhee traffic by using--"To and fro, to and fro"—one feels that
he over does il. Not content he comes up with yet another one: “...
| stand in the verandra, nothing to do, watching, the birdsin the cage,
fly around and around.” (p.3). Going by wholescale indulgence in
ifis latest fad in Indian writing in English, Jha is full of restraint and
does not fall into the nativistic net. The tendency of late has been
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among whlers lo over shool the mark to such an extent as the next
step would reduce Indian English to the level of pigeon English—
alanguage that may not hawe much interest lor people living inather
parts of tha world.

Jha's style has atouch of magicrealismaboutit--that fashionable
genre which originated in Latin America and found favour with
cantemporary Anglo-American practitioners of fiction. Where Jha
aclually fascinates is the manner in which he tries to restructure
and render common linguistic constructions which leave one floating
in the realm of metaphorical interpretation. For example, in*Dead
Pigeon" there is the moving paralle! between the old man's suicide
and the death of a baby pigeon which has escaped from ils cage
in the oil mill. Jha also has a rare gift for accreting common place
details of things which exist for us and are apparently insignificant,
but in their totality contribute a lot in shaping our mental make-up-
-psychological states which make the stuff of life. We are made to
feel how ordinary people caught in-the mire of existence get mixed
up with their household effects, both for the better and sometimes
for the worse. The blue bedspread itself, towels, drapes, balcony,
washbasins... which are taken for granted as being there have a
role to play in the scheme of things. Men and women who collect
banal paraphernalia are moved by it. We drift into a mind-set which
is unorthodox; brought about by Jha's inimitable lexis and structural
deviancy. The cumulative impact of all this is that we are sucked
into what has been described as "mind style®~a way of making
readers experience the transcribed emotional states and feelings
like a voyeur. The intensity in all that has happened on the blue
bedspread and due to it is such that one feels that after a point Jha
“does’nt have to lie any more, twist facts to flesh out his fiction”
(p.227). The lie that is fiction itsell becomes the truth.
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