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Void and Plenitude: A Comparative Study of
John Keats and J. Krishnamurti

JAGDISH V. DAVE

Keats’s greatness is directly felt in his poetry. Even fastidious Matthew
Amold had to admit; “‘No one else in English poetry, save Shakespeare,
has in expression quite the fascinating felicity of Keats, his perfection of
loveliness. ‘I think,’ he said humbly, ‘I shall be among the English poets
after my death.’ He is; with Shakespearc.”l But critics are baffled as to
wherein exactly lies the charm that elevates him so much. The kind of
‘truth and seriousness’ that Amold looks for in a classic are perhaps
wanting in Keats. Symons writes: ““With Shelley, even though he may at
times seem to become vague in thought, there is always an intellectual
structure; Keats, definite in every word, in every image, lacks intellec-
tual structure.”? It would be incorrect to say that in Keats’s poetry, is
discernible the ‘dissociation of sensibility’ which, to Eliot, appears to be
the general character of all poetry after Milton and Dryden, for Keats
does not either ‘think’ in ordinary sense or ‘overflow’ with an upsurge
of purely personal passions and emotions. There is, moreover, a rare fu-
sion of faculties with a powerful spiritual ingredient (not reckoned by
Eliot) in his integral vision of life, which in fact, makes it much more
than what ‘unified sensibility’ betokens.

That Keats is overwhelmingly ‘sensuous’ cannot be denied. Hence,
baffled by this ostensible character which alone cannot make a poet
truly great, and intrigued as much by the immediate feeling of an unmis-
takable spiritual factor which he could not name or describe or explain
in terms of any concepts known to him, Amold had to admit: “The truth
is that ‘the yearning passion for the Beautiful,’which was with Keats, as
he himself truly says, the master-passion, is not a passion of the sensu-
ous or sentimental man, is not a passion of the sensuous or sentimental
poet. It is an intellectual and spiritual passion.” (51) ‘

Subsequent critics, too, with little success, have attempted variously
to define or describe the subtle intellection or imperceptible spirituality



6 The Indian Journal of English Studies

that sublimates Keats’s sensations. John Jones, for example, distin-
guishes between the Romantic ‘feeling’ which “drags a ‘what’ or ‘how?
or ‘why’ in its train and Keats’ end-stopped feel which bears the univer-
sal Romantic stamp of heart-certainty, but stands alone in being a heart-
certainty about nothing beyond itself.”” Jones supports his position with !
Keats” own concept of ‘Negative Capability’ “that is when man is capa- |
ble of being in uncertainties, Mysteries, doubts, without any irritable
reaching after fact and reason.’” (16) But this still does not hit the nai]

on the head. -

F.R. Leavis reads particularly in The Fall of Hyperion: A Vision and
“To Autumn,” the profoundest kind of impersonality, and observes: “It
was in the Romantic period, the aesthete who achieved so un-Byronic
and so un-Shelleyan a note in the contemplation of human suffering—
the aesthete no longer an aesthete. There is no afflatus here, no generous
emotionality. The facts, the objects of contemplation, absorb the poet’s
attention completely; he has none left for his feelings as such. As a re-
sult, his response, his attitude, seems to us to inhere in the facts, and to
have itself the authenticity of fact.”” (334) The two do not remain differ-
ent. The moral and philosophical wisdom of the poet forming his re-
sponse or attitude, concretizes in the objective facts themselves. Leavis,
always a perceptive critic, makes no mistake in recognizing Keats’s
achievement, but fails, or perhaps does not try to identify the spiritual
factor which achieves the result.

Gerald Bullett appears to be nearer the mark when he observes:
“That his ‘life of sensations’ meant the very reverse of confinement
within the senses is abundantly clear from his general drift, as well as
from particular passages ‘The setting sun will always set me to sights or
if a sparrow come before my window I take part in its existence and
pick about the gravel.” This was the kind of ‘sensation’ that Keats chose
to indulge in. The saints and mystics have done no less—and no
more.”* But Bullett is still descriptive of the effect of Keats’s poetry.

He likens him to saints and mystics, but fails to realize the source from
which Keats’s spirituality flows in view of Keats’s indifference to relig-
ion and belief in God of any kind.

The fact is that Keats’s perception which lends unique charm to all
phenomena is incomparable in the Western tradition of mysticism and
poetry. Here the feeling is there. The feeler is absent. The experience is
there. The experiencer evaporates. All things appear to be bathing in the
light and delight that flow from the eyes that are Keats’s and yet not
Keats’s. It is as if he is a hollow flute from which flows a melody
played by Cosmic Consciousness in love of its universal beauty which is
blissful truth. Individual ego that turns the impersonal harmony of the
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real into a sorrowful strife of personal existence and thus obstructs the

Outﬂoxy of divine music, as in a stuffed reed, stands dissolved here, and
the universe’s awareness of itself rushes out through the vacuum. This

appears to be the meaning of Keats’s soft-quoted letter to Richard
Woodhouse, 27th October 1818:

As to the poetical character itself (I mean that sort of which, if I
am anything, I am member; that sort distinguished from the
Wordsworthian or egotistical sublime, which is a thing per se and
stands alone) it is not itself—it has no self—it is everything and
nothing. It had no character—it enjoys light and shade; it lives in
gusto, be it foul or fair, high or low, rich or poor, mean or ele-
vated. It has as much delight in conceiving an Iago as an Imogen.
What shocks the virtuous philosopher, delights the chameleon
poet. It does no harm from its relish of the dark side of things any
more than from its taste for the bright one, because they both end
in speculation. A poet is the most unpoetical of anything in exist-
ence, because he has no Identity—he is continually in for—and
filling some other body. . . . If then he has no self, and I am a Poet,
where is the wonder that I should say that I would write no more?
Might I not at that very instant have been cogitating on the charac-
ters of Saturn and Ops? It is a wretched thing to confess, but isa
very fact, that not one word I ever utter can be taken for granted as
opinion growing out of my identical nature—how can it, when I
have no nature? When I am in a room with people, if I ever am
free from speculating on creations of my brain, then not myself
goes home to myself: but the identity of everyone in the room be-
gins so to press upon me that I am in a very little time annihi-
lated—not only among men,; it would be the same in a nursery of

children.s

This does not happen in every poet. It seems to happen in the most ob-
jective literary artists like Homer and Shakespeare. Nevertheless, the
presence of the artist, viewing with remarkable detachment all creation,
and watching his own creations as they grow into themselves free from
his own subjective lights and shades, is not altogether unfelt in each one
of such artists. There are rare moments when the world is lifted up to
spiritual light and beauty. The rest of the narrative recreates our own
world with the stamp of verisimilitude with occasional flashes of beauty
and ugliness, a mingled human lot of pain and pleasure, the vicissitudes

of time and fortune, and at last human rest and peace.
But what happens in Keats is something different. His identity, his




€go-presence stands annihilated. There is no authoria] nature to ¢
his creation in detachment. It merges into the natural creation
joyfully plays through him. The dissolution of the identity does g
mean that the poet is dead. Quite on the contrary he becomes more
sitive and alive than the living. But there is now a being within him
which is not a normal human being. It is like water which has no form
of its own, but assumes the shape of that which it fills—a pot or bowl or E
jug or glass. There is complete oneness in each one of the changing
forms. Apartness does not exist, That is why in his work we find men
and nature not unlike themselyes but aglow with beauty and bathing in
love that is no man’s love, almost consistently. The world still looking
ours looks totally transformed into ‘a thing of beauty’ which is ‘a joy
for ever.” The joy and beauty flow not from Keats who truthfully says
that his identity is annihilated, but from the supernal light that occupies
the void.

Herein lies Keats’s mysticism. All mysticism is communion with
the Divine Principle or any of its personalized forms which is more than
real. Beauty and bliss are the characteristics of the concrete experience.
Spontaneous humility and love born of submission to the higher being is
the hallmark of the authenticity of experience. Actual behaviour of the
mystic must bespeak all this, not merely his words which if uninformed }
by experience are empty. Keats passes this test. Therefore, his mysti-
cism is genuine. But it is not Christian mysticism. Keats never loved a
personal God or any divine principle external to himself. Hence, there is
1o question of his submitting himself to any such presence,

Keats’s mysticism looks similar to the Buddhist one which consists
in ego-annihilation or Nirvana which literally means blowing out of the
flame. But Buddhist mysticism is the mysticism of life-negation, for it
discerns no beauty in life, revolts against its change and suffering, and

realizes peace by bowing out from its strcam. What follows is meta-
physical nihilism to be accomplished by the moral discipline of Noble
Eightfold Path.

As against this, Keats’s is the mysticism of inner void and fullness
of existence. He sees peace and plenitude around. In all this he resem- -
bles almost entirely J. Krishnamurti, who, too, stands distinguished

from the Buddha in the same way as does Keats. Sanjiva Rao writes
about Krishnamurti: “He is and says he is nothing, and yet to be noth-
ing, is that not the height of spiritual attainment? For when one is noth-
ing, one is all things.”® Then Rao reports Krishnamurti’s explanation of
self-annihilation as liberation which looks like a commentary not only

on Krishnamurti but also on Keats’s experience of the inner void and
outward plenitude,
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It is wrong, he said, to regard liberation as annihilation. . . .

Formerly there was (or seemed to be) an Ego, and growth ap-
peared as the unfolding of this. Now there is no longer an Ego; it
has disappeared for ever at liberation. What we have therefore to
grasp, if we can—and it is no easy matter—is the idea of a univer-
sal life building up fresh instruments for its self-expression; those
instruments being in the world of form and so having, in that
world, the outward appearance of individuality. The chief mark of
post-liberation activity will be that it is absolutely natural, effort-
less, spontaneous, unselfconscious. The life thus manifested in the
material world will have its roots in the Eternal. It will have real-
ized its own universality. And, because there is no longer any
sense of separate ““I-ness” to obstruct things, its activity will be as
simple and as natural as that of a flower. . . .

To put it another way, the Ego dies in order that Life may live.

The old saying, “Thou must die in order to live,” still remains
true. (59-62)

In the light of the above could clearly be understood Keats’s statement:
“That if poetry comes not as naturally as the leaves to a tree, it had bet-
ter not come at all.”” (258) This is no Romantic afflatus filling like in-
constant wind the sails of the poet’s barge and falling off as suddenly
leaving him, motionless. It is constant work of nature or the poet’s
natureless nature which bears poetry like a tree bears as effortlessly in
slow process its leaves and flowers. And such “‘Poetry should be great
and unobtrusive, a thing which enters into one’s soul, and does not star-
tle it or amaze it with itself, but with its subject. How beautiful are the
retired flowers! How would they lose their beauty were they to throng
into the highway crying out, ‘admire me, I am a violet!—Dote upon me,
I am a primrose!””” (257-58)

Keats calls his peculiar perception ‘Imagination.” There appears to
be little difference between ‘sensation’ and ‘Imagination’ in his usage
and they occur almost as synonymous in the same passage: “The Imagi-
nation may be compared to Adam’s dream,—he awoke and found it
truth. I am the more zealous in this affair, because I have never yet been
able to perceive how any thing can be known for truth by consecutive
reasoning—and yet it must be. Can it be that even the greatest Philoso-
pher ever arrived at his goal without putting aside numerous objections?
However it may be, 0 for a life of Sensations rather than of Thoughts!”’
(256) He prefers direct feeling of the real called Sensation to conjectural
truth of Philosophy that may be described as abstract knowledge.
‘Imagination’ is the name of a unique perception that qualifies normal
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sensuousness. It endows the real with a light divine. It
aesthetic or mimetic or inventive meaning. What the po
comes true. The true is what he envisions. But something
persensitive soul transforms the ‘vision-truth’ into a thing of
this is quite unlike a purely sensuous man’s pains and pleasures
sations.

And this ‘sensation-imagination combine’ excludes nothing,
choicelessly shines upon Iagos and Imogens, upon the good and the b
alike. Spring does not bring to the poet a special delight and winter’s §
dreariness does not make him long like Shelley for the past season. Both {
alike look beautiful to him: '

Where are the songs of spring? Ay, where are they?
Think not of them, thou hast thy music, too!”

There are no self-forged reactions here. There is only the fully respon-
sive and joyful sensitivity of Identityless consciousness. This is the
spirituality akin to Krishnamurti’s: “Until we have got rid of the Ego, -
most of our conscious life is made up of reactions. Take love, for exam- -
ple. This is, in most cases, a reaction set up within us by some person
who happens to attract us. A person who does not happen to set up this 1
reaction, we do not love. But after liberation, when pure life is at work,
what occurs is quite the reverse. Then love becomes a life-force going _:
out from ourselves. It may be compared to a searchlight, which renders
lovable all on whom its beam may happen to fall. It is thus independent
of its objects, since the light can be turned just as easily upon one as an-
other.”” (Rao, 62)

Northrop Fry’s generalization that Romantics are escapists, does not
apply to Keats, for he seeks to evade nothing and faces all things
sweetly. Moneta in The Fall of Hyperion tells the poet that the truly
great poets: '

Who love their fellows even to death,
Who feel the giant agony of the world

are not found in heaven, for

.. they are no dreamers weak;
They seek no wonder but the human face.
No music but a happy noted voice.?

They remain content with the rough and tumble of life. They do nots®
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to run away from the earth into a world of dream. In fact, they, not the
dreamers are true poets:

The poet and the dreamer are distinct,
Diverse, sheer opposite, antipodes.

The one pours out a balm upon the world.
The other vexesit. . . .

F.R. Leavis is right in his comment upon such passages of this poem:

What the strength of influence, the intensity of the effect, shows is
how much the study was part of the discipline and self-searching
with which Keats met the disasters, the blows of fate, that were
making life for him overwhelmingly a matter of ‘the agonies, the
strife of human hearts.” The immediately personal urgency of the
preoccupation with suffering and death comes out plainly in the
passage describing his nightmare race against the burning of the
‘gummed leaves.’” But this personal urgency is completely imper-
sonalized; it has become the life, the informing spirit, of the pro-
foundest kind of impersonality. There is no element of
self-pity—nothing at all of the obliquely self-regarding—about the
attitude of the famous lines:

‘None can usurp this height,” returned the shade.

‘But those to whom the miseries of the world

Are misery, and will not let them rest.’

But this “profoundest kind of impersonality”” does not come from
“study” of books and thinking in ordinary sense. It springs from the
kind of consciousness that Krishnamurti calls Intelligence. Krishna-
murti, too, dismisses the artists, the writers, the painters and the whole
tribe of them who are constantly building utopias before us, “‘the dream-
ing kind of artists, as mischief makers.” (Vas, 56) He writes: “Intelli-
gence is sensitive awareness of the totality of life; life with its problems,
contradictions, miseries, joys. To be aware of all this, without choice
and without being caught by any one of its issues and to flow with the
whole of life is intelligence. This intelligence is not the result of influ-
ence and environment; it is not the prisoner of either of them and so can
understand them and so be free of them.”

All this does not mean that Keats had been all the time choicelessly
aware. No mystic, not even Christ or Buddha or Krishnamurti, remained
always unflickeringly in a blissful condition. Perpetual blissfulness is
denied to anyone living in body. That is why Buddhist philosophy dis-
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tinguishes between the state of Nirvana reahzed in the :
light of which fluctuates. And Parinirvana, which is a perman
tude, and which one who has attained Nirvana rﬁaches on tl,x'e fz
body. Advaita Vedant has similar concepts of -‘:J’wan mukt_l. (liby
while the body is still alive) and ““videha mukti (absolute libe;
ter death). .
Keat)s‘s consciousness appears to be fluctuating within five diff
states: (1) sleep (2) normal wakefulness (3) egoless awareness
means very sensitive seeing of the Intelligence (4) more intense fo__.
this awareness which may be called ecstasy or trance, and_ (5) the de
to realize a consummation and permanence of this ecstasy in death.
The normal wakefulness, the second of the above states, is the
dition of personal pain and misery, “The weariness, the fever and !
fret.”” All men groan under the weight of life. It is the common condjd |
tion of mankind. Keats’s lot was heavier, and he had more reason (
complain than most men. That is why when he cannot rise higher, he ]
craves to sink lower into the first state or sleep for a riddance from pain;

| FEAS

O magic sleep! O comfortable bird
That broodest o’er the troubled sea of the mind
Till it is hush’d and smooth!*°

Such longing for sleep continues to recur in Keats’s poetry. And there is
a big poem captioned ““Sleep and Poetry’’ which fully exhibits the states
lower and higher than ordinary wakefulness of personal suffering. ‘
Higher than normal consciousness is Keats’s ‘identityless aware-|
ness’ or what may be termed Intelligence. Keats’s life ran largely in this|
state. This is what enabled him to bear peacefully and self-forgetfully|
the pains of his personal life.
But there is a state higher still. Krishnamurti calls it ‘benediction.’
In Keats it may be called, borrowing a phrase from his Endymion, “a
breathless honey feel of bliss,” an ecstasy such as one he realizes in
“Ode to a Nightingale.” It is, as it were, choiceless awareness become|
most intense inspiring oblivion of the whole existence. This state is akin
to “Samadhi’ or trance of a liberated individual in Vedant philosophy.'j
Fall back from the ecstasy to Intelligence, could be likened to ‘Vyut:
thana’ or waking up from trance. The characteristic of Intelligence if|
peace, that of trance is bliss. )
Then in such a state Keats exhibits longing for death which is dif
ferent from the longing for sleep and inertia. The first seeks to turn €¢|
stasy into everlasting trance, the latter is a wish for anaesthetization
senses. The former is supposed to be the fullest sensitivity, and
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highest degree of joy, while the latter denotes total insensitivity. Hence,
F.R. Leavis’s contention that ‘Ode to a Nightingale’ “moves outwards
and upwards towards life as strongly as it moves downwards towards
extinction” (315) does not appear to be correct. Here ““drowsy numb-
ness” indicates forgetfulness of all things on account of an excess of joy
that culminates in a trance, not ordinary numbness or insensitivity. Con-
sistently the poet seeks further consummation of ecstasy alike in “a
draught of vintage” and “‘the viewless wings of Poesy.” There is only
ceaseless upward movement towards ‘“‘easeful Death” that is supposed
to be the fullest possible life free from fluctuations and when the vision
is fled, it is difficult to decide whether the poet has fallen back upon the
state of Intelligence or the ordinary wakefulness. He is not sure if he is
asleep or awake. One thing certain is that the intensity of the trance is
ast.

y The values of religious and mystical thought are all enshrined in
Keats’s poetry. He himself says and shows that truth is beauty, beauty
joy, the joy of love, and love spontaneously realizes goodness when it
flows out egolessly to shine upon all beings without discrimination.
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Poems of Harold Pi}te‘i‘ as an Expression of o
Dramatic Patterns anq Meaning

P.V. PANDE

Harold Pinter is one of the most difficult dramatists on the moder Brit.
ish theatrical scene whose plays have puzzled the audiences and the Crit-
ics alike ever since his first major play The Birthday Party was
performed in 1958. But his reputation has inF:reased with every play that
he has written, even though they still continue to puzzle. It was vety
natural, then, that a host of critics have chosen to “interpret’ the dramas
of Pinter in all possible ways and manners. A large number of articles
and full-length studies have been written, highlighting all the possible
angles and aspects of Pinter’s dramaturgy. Martin Esslin, Walter Ker,
John Russell Taylor, Louis Gorden, John Lahr, Ruby Cohen, Austin
Quigley, James Hollis and a number of other critics have contributed fo
the Pinter criticism by providing thematic, symbolic, philosophical, ritu-
alistic, psychological and existentialistic interpretations of Pinter’s
plays. Hollis, Brown and Quigley have devoted their attention to the |
language, dialogues and silences in the plays of Pinter. While taking
cognizance of all these studies of Pinter’s plays and his dramaturgy, itis |
felt that though these excellent attempts by all those renowned critics |
are al_med at “explaining’ enigmatic nature of Pinter’s plays and their
$§ﬁfl;;lgl:s on t'hematic, philosgphical, psychological, sociongicalzj
e ;%tlinsnc levels, the satisfactory ‘understanding’ has still elud
o Bmi‘::nashwell as the audiences/readers./ e in
o o—f M as tried to 1qtcrpret the action of Pinters Plﬁ};’:ﬂes
T glt{a.iglc of the dialogues that his charzfcterf use. %
attempted to pry -"du -length study of the silences of Pinter’s drfimaaﬂc,
plays. Austin%u:llee an understanding of the ‘puzzling a“d.emfﬁg one
afforded by H ollif agd rgjectmg all the interpretations 111clud111gfPilltcr
in terms of *Jn rown, has tried to ‘explain’ the plays © d

: . s€
eral of the playsf.amersonal reli:ltlonshlps’ between the characters ©

-
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Poems of Harold Pinter

All these critics have, also, drawn very heavily on various com-
ments and statements that Pinter has made in several of his talks and in-
terviews, regarding. his own dramaturgy. John R. Brown while
commenting on the dialogues of Pinter, has made a very pertinent com-
ment: “‘Pinter not only writes dialogue that presents both conscious and
unconscious thoughts behind the words, but he is also adept at keeping
several flows of consciousness alive in a single conversation and mak-
ing them apparent to the audience. Again, he is in company with Chek-
hov. He is also asking actors to sustain a kind of illusion that has been
considered radically by Stanislavsky. (The help it gives in identifying
sub-text beneath the words of a play is one of the reasons Wh?( “the
method”” has become so ubiquitous in twentieth century theatres.)

CThe “Stanislavsky method” of using text and sub-text, to delve
deep into the meaning of the dialogues of the characters in Chekhov’s
plays has fired the imagination of many actors and directors and dra-
matic critics all over the continents. Brown’s application of this
‘method’ to Pinter’s language of the dialogues was a pioneering step in
the linguistic criticism of Pinter’s plays. Austin Quigley, in his seminal
work The Pinter Puzzle, has taken note of this approach of Brown, but
disagreed with the setting up of the “two-way’’ interpretation in terms
of “text’ and ‘sub-text,’ as it did not ‘resolve’ the problem that puzzled
the audiences, nor did it provide “‘understanding’’ of the plays of Pinter.
He says: *‘What begins as an attempt to cope with the unexplicit in Pin-
ter’s plays slides almost imperceptively into means of avoiding it. The
danger of words like “behind”” and “undemeath” is that they deflect the
intended contrast between the two levels of language into a contrast be-
tween language and something else. Control of something else is then
lost by contrasting it with anything that is available as evidence.”* (ital-
ics mine)

Both Brown and Quigley have assumed that language used by Pint-
er’s characters is always a means of avoiding what they want to say or
‘mean.’ But it is felt that there is also a third assumption, which Pinter
has identified, though not so frequently, nor so clearly, and it concerns
with that language by which people really do say what they mean. This
type of language is rarely employed and people work hard to keep it
concealed beneath their ‘‘spoken silences’ and “buried in the unspoken
silences.,"3 but sometime or other, they do use it. Pinter has himself
stated very clearly in his speech on the occasion of Seventh National
Students’ Drama Festival, Bristol: “‘I am not saying that no character
can ever say what in fact he means. Not at all. I have found that there in-
variably does come a moment when this happens, where he says some-
thing, perhaps, which he has never said before. And when this happens,
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As this statement is quite in contra premises Presumeg by

- - it becomes necessary to have a fregh look
Brown and Quigley, 1t ol at the

f Pinter’s dialogues and also his silence. The concepgyg
iy : Stanislavsky’s method of text and Sub-te
framework provided by Stan ing of Pinter’s pl *, s

sted by Brown for the understanding of Pinter’s plays, Very much g
flfe line of that of Chekhov, does not find f?vour with Austin Quigley,
and he is reluctant to ac_:cept the:themy of text and sub-text op the
grounds that there is a ‘dichotomy ‘betweex_l .th,e.twof wh?rcby 10 satis.
factory solution to the problem of “unexplicit’ in Pinter’s play can be
Provrlgs‘:'dichommy of text and sub-text in the case of Pinter’s plays, a
posited by Quigley, needs to be resolved so tha}t the enigma that Pinter’s
plays are, can be ‘explained’ or 'under;lood, and in this connection,
Pir[ter’s own statement, made in ‘“The Bristol Speech,’ had to be taken g
serious note of. During this speech, Pinter has suggested a “two way”
difference between the silence of his plays: the “spoken silences® and
the “unspoken silences,” which conflict with each other and thus exteri-
orize the inner fears of characters into outer menaces.,

This exteriorizing of inner fears of the characters into outer menace
is the outcome of the conflict between the spoken and unspoken silences
of Pinter. Similarly if text and sub-text dichotomy does not yield the
‘explaining’ of the inexplicit in a Pinter play, then some other dimen-
sion needs to be given to these two linguistic levels, which would help
resolve this dichotomy and make the inexplicit explicit. Hence, this
third dimension can be that of a ‘conscious-sub-text’ which would yield
the “hidden meaning” of the “irrevocable word” or “the dislocated
word,” by fusing the text and sub-text as well as the spoken and unspo-
ken silences. When these two silences fuse, something has happened
and something has, perhaps, been achieved.* This ‘“‘something hap
pened” has also “twenty three other possibilities,”” which operate on the
twenty fourth one, and once again the “process of modification begins
all over again.” Hence g triadic concept of the language levels of text,
sub-text and conscioys Sub-text can be employed which may provide
Some consideration about the ‘abundance of possibilities’ which the
chlaractcrs and the playwright himself haye to confront in any given situ-
ation. At the same time, it can be highly theatrical in its creation of sus"
Pense, as tension mounts to crisis in which the confrontation bef“’cm
the spoken and unspoken silence takes place. The unspoken silenc®
nd fragmentary secret” to the spoken silenc®
happened.”® Once more the characters assulﬂ‘f
me of dominance, and mastery-subservieﬂce b
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gins all over again. The characters who are initially in paralyzed and
static postures, create ‘possibilities’ for themselves to assume fluid but
enigmatic postures at the end of a play. And this is done by the develop-
ment of characters from the triadic levels of language (text), by lan-
guage (sub-text), and into language (conscious sub-text).

This third dimension of co )scmus sub-text can be provided by the

insights offered by Pinter’s pdems, into the themes and techniques that
he has shaped so superbly in his dramaturgy right from his first play,
The Room (1957).

Many of the poems of Pinter anticipate the structural patterns of
Pinter’s dramatic writing, and as such, can be considered as primarily
significant, particularly in their revelation of Pinter’s developing lin-
guistic facility and the ‘meanings’ or “‘possibilities for meaning.” These
“possibilities of meaning™ are the “‘conscious sub-text™ in the poems,
which in his plays are concealed by the text and buried in the sub-text,
therefore, we can focus on the poems of Pinter as the "conscious sub-
textual’ material of the plays. The spoken and unspoken silences of Pin-
ter, the one surrounding the other in an effort to keep it in its place or
both conniving at to keep locked the real language—(the conscious sub-
text), are the beginning, the middle and the end of a typical Pinter play.
His poems can be seen as his early efforts in the direction of the poetics
of his plays. Pinter’s poems embody almost all the qualities of Pinter’s
language: repetition, objects, hard surfaces, music. sculpture, chorcogra-
phy and even his silences. These are expressed through the poetic image
with the dramatics of plot, character and dialogue playing an important
though secondary part. The poems of Pinter are largely about people.
They are dramatlc in the sense that ° sonmlnm ___d_[)p___l\ or somethmg,

——

_h.ls_paems is that th Ihey aiso have the 'mbs_lr_a_cw_gs__‘m_dﬂll_cluud_ph;.sml
language as do his plays, but therc scems to be no acsthetic unity in
these poems. The meaning of these poems also, most of the time, seems
to be rather private, than, perhaps, they really are. because the images or
clusters of images employed look very dense./

By particularizing the characters and actions in the plays. and by
aligning them into dramatic perspective by employing pauses and natu-
ralistic conventional conversational rhythms, Pinter has tried to distance
the images of these poems from each other in varying degree of si-
lences, thereby giving them a naturalistic dimension. Therefore, the po-
ems of Pinter divulge the patterns and also ‘meanings’ of Pinter’s plays
more fully, when we juxtapose them with his plays.

Pinter’s poems were mostly written before he had begun writing his
first play The Room and are published in one collection which was pub-
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. ings by image find a satisfyin }
e 120 m"g-?;irat:%ll ags thi conscious sub-text)ttha% ;;ﬁzfslun
Xt and-suh. dramas. Of the nineteen poems which were W
lence 'affords 111;. ctlison of poems edited by Alan Clodd and Pllblishedql-
plied in Ehe Cz ‘:ere written before The Room was published anq thr:n
e ds. These poems can be grouped in such categorie :
poems afterwards. tic importance, brothel poem M
tic poems, poems of thema ; Poems and syp.
gn;frsl?ic oems. The present paper has been devoted to analyze some of
u?elpoenfs from this collection which are prir.narily dramatic and alsg the.

matically important for the better understandfng of the plays of Pinter,

The earliest of the collected poems o_f Pinter ‘I:{_g}_l*u_s;:_ " is a very goog
example of a finished dramatic sense evidenced by a nineteen-year-olq
poet. Here we know what happens but we are not told h?w or why, and
have to deduce and derive the bits of meanings from the images of light-
dark and cold-warm. The “‘finished-unfinished™ quality of this poem is
also responsible for the enigmas in all of Pinter’s writing. All the char-
acteristics of the Pinterian language are present, there are contradictions,
paradoxes, repetitions of syntax, and also the absurdity of the non-sequi-
tur dialogue that abound in his plays. We feel the uneasy pace of the
dialogue grow to a climax which is expressed in one word: “I!” and
“Oh!”* The finished action and the unfinished meanings of this poem
greatly anticipate the later dramatic writing of Pinter. ‘Kullus’ contains
basic situation of almost every play of Pinter, the narrator and Kullus in
a “Room,” and at the end both displace each other; the narrator takes
the girl from Kullus and Kullus displaces the narrator from the room.
Thg p.oem.a-lso contains Pinter’s most basic poetic and dramatic theme:
l";'l;l\;esrllcl;:lflt)tlll]tg’ for we do not know why the actions happen in the poent
L dramztz;c 0;m of every Pinter play is contained in this shadowy, Iyr"
curious rewofkiflm‘ ??[gther p:oem, i TaSk-” U p'resel'me;
ben: dialogus angdothe élllus, but the emphasis in this poem 1S.Shlf‘ﬁc
displacements of the imaraema}lc. et Ot sy o emgm\:iih
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the sense that it not only outlines his first full-length play The Birthday
Party, but also features Goldberg and McCann as “thoughts” or exteri-
orized images of inner fears. Pinter’s every ‘usurper’—Riley, the
Match-seller—is wholly or partially expressionistic in his representation
of psychic threats—real or imagined, as are Goldberg and McCann. On
the basis of Pinter’s identification in this poem of Goldberg and
McCann as thoughts, we can conclude that the menace intruders, in his
other work including the Dwarfs in The Dwarfs, and the mysterious per-
sonage in The Dumb Waiter, are externalized inner fears.

All these three poems contain the skeletal structure as well as the
most basic themes of Pinter’s plays. The remaining poems in the collec-
tion are also significant in their thematic relationship with the plays, but
in addition, they reflect a developing linguistic control in the direction
of the dramatic use of language and silence in Pinter’s plays. Of these,
mention has to be made of poems, such as “New Year in the Midlands”
(1950), “Chandeliers and Shadows” (1950), “*Afternoon’ (1957), “The
Anaesthetist’s Pin™ (1952), *I Shall Tear off My Terrible Cap™ (1951),
“The Midget” (1950), “A Walk by Waiting” (1953), “You in the
Night” (1952), “The Stranger” (1953), “The Error of Alarm” (1956)
and ““The Table” (1963). The close analysis of these poems reveals not
only a variety of thematic concerns and language styles of Pinter at the
age of twenty, but also anticipates even a greater variety of the plays.
Motifs remain constant both in the poems and in the plays. But the in-
triguing variations and tensions between rigidity and fluidity, paradox,
shifting image patterns, repetition, language stratagems mark the plays
as something emerging out of the poems, but enlarging into larger enig-
matic, puzzling structures.

Pinter’s poems also show another very important characteristic: the
resolution of his warring linguistic urges, Pinter’s fascination with
words and his nausea at their torrential-flow. “The New Year in Mid-
Jdands,” “Chandeliers and Shadows’’ are the poems, in which forceful,
but extravagant sounds of words are used in utter abandon. There are
poems like ““I Shall Tear Off My Terrible Cap,”” in which this abandon
asserts itself. And therc are poems in which the discipline seems to be
50 complete that essence and language exist in near irreducible form.
Such poems are, “A Walk by Waiting,”” “The Stranger,”” and *“The Er-
ror of Alarm.” Here in these poems we see the typical Pinterian ‘dia-
logue’ that used in his plays like Landscape, Silence and Night.

As a conscious sub-text, the language of the poems contains the
subject matter which is enlarged in the plays by the poetics of the
drama, Exteriorized menace, inner fear, intrigue, puzzle, displacement,
master-servant like dominance, unverifiability, possibilities, isolation of
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Indian Poetry in English: The Initiator

PRADIP LAHIRI

Many an Indian wrote principally in English for their creative literary
pursuits. Such a trend became manifest since the later part of the 18th
century. However there remains a nebulous aspect as regards the true
identity of Indian-English literature as a specific literary genre. Contro-
versy holds sway. Much of the indigenous literature created in various
rich Indian languages had also been copiously translated into English.
and there appears to be a propensity in a certain section of the Indian
scholars and critics to include these translated picces in the fold of In-
dian English literature. In brief, it may be pointed out that in the fitness
of things Indian Writing in English should exclusively stand for all
those creative writings by the Indians. written primarily in English. and
not indeed translated from any of the assorted Indian or. for that matter.
foreign languages. The learned critic V.K. Gokak sought to interpret the
term ‘in the sense of the original English writings by the original Indi-
ans.’! Because. as B. Rajan has very intelligently put it, “"at a deeper
leyel we know that living in_India is not necessarily Indian life. Some
ﬁan writers in English mistake the first fE'r'__tﬁerec:_v:)_r_ld."2 The issue
may be clinched if we accept this proposition that all those creative
writers—poets, critics, playwrights, novelists. reviewers, story-tellers,
who are Indians by themselves and chosen to attempt at their creative
writings primarily and principally in English, should be fairly recog-
nized as Indian writers in English or Indian English authors.

In this brief essay we will talk about the initial poetry created origi-
nally in English. The chronicle of Indian poetry in English dates back to
around a little less than a couple of centuries now. The Oxford Univer-
sity Press brought out a collection of poems in 1920, entitled India in
Song: Eastern Themes in English Verse by British and Indian Poets, in
the “introduction’’ to which the then British Inspector of Schools, Presi-
dency Division of Bengal Theodore Douglas Dunn expressed hjs dissat-
Isfaction with the Indian poetry in English: It is not generally known
that during this century much good English verse was produced by Indi-
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en as an indignant, high-broweq apathy
-culture? Or could it be said to have
t . dentally be recalled that after having gone throyop o1
merit? It may lqcldzﬁ;l:y 1849), an original creative writing in Ef:u:l;le
poem The F‘a five arts by Michael Madhusudan Dutt (1824-73) the lhe;;
composed in lt‘:ro gf Education John_Drinkwater Bethune tumeq g cold
thengile?tl;e;le vork and advised the poet to wri'le i??si,cadin\m native
e. So it may not be easy (0 S€C €yC to eye wit .the two British
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pire to create literature in ¢
Masggs‘i‘!ever' it becomes also impcrati\_'c to poi'm out 'with'r_egard to In-
dian English poetry of this period. that in colonial India writing verse in
English by itself was considered to be an unsavoury a'ct and was loolfed
down upon, heavily shadowed by a severe social 'dlsavowal. English
was symbolized as the ogre of the tormentors. the alien conquerors who
subdued the Indian sub-continent by pelf and power. It was a psycho-
logical issue governed by the factor of association. Englls]_l lang}lage
represented and reeked of a despotic alien rule. Inference is obvious.
The dazzling beauty of a full woman from the enemy camp could be
comparable only to the wanton beauty of a lascivious la belle dame sans
merci, and could hardly be approved as that of a debonair Shakuntala, |
Miranda or Desdemona. Even flowers that bloomed in an enemy garden |
did not smell sweet enough, their rich colour seemed to have been dyed |
f in the vampire-sucked blood of the luckless indigo planters. It should |
therefore be borne in mind that the initiators and the pioneers of Indian I
poetry in English ventured to work in English at a particular time-frame |
when English was taken to be a whore and not at all a tender house-
wiiiraltraclive, beguiling but publicly untouchable. : |
twas only after India wins freedom that the Indian psyche, poised |
comfortably on an independent sovereign pedestal, approved, by dé= |
|
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India, but also this language has got immersed and saturated into the
earth, water, and air of India, in fine, into the Indian intellectual dia-
phragm. English has been accepted as one of the forceful, rejuvenated
medium of expression.

Yet there remain a few basic questions to be answered. Any litera-
ture becomes successfully relevant when it is attained through the
Tagorian “‘satya mulya”3 or truth-value. Literary expressions depend
mostly upon a sense of immediacy and spontaneity{ Jibanananda Das
(1899-1954), one j the major twentieth century Indian Mgal
refers to an embarrassed wonder (“Bipanna Vishmoy”’) which is at play
within_our very own blood veins (“Antargata rakter madhye”). This
could very well happen owing to an indeterminate perturbation in a poet
_determining his urge to express. Language is the carrier as well as the
courier of a poetic expression. A poet hankers after the ungrasped in-
cense of the verdurous gloom of an idea, if at all it can be arrested by
his word-net, the lingual noose he could weave for himself. The silhou-
ette of an impression on the poet’s mind gets gradually manifested
brightly to the readers by means of the ideal lingual idiom to be mas-
/tered by the poet. The moot question is: in what language does an idea
get an entry into the island of the poet’s sensibility. If such an entry is
made through the gateway of a native language, the poetic expression
has to willy nilly pass through the process of conscious or unconscious

translation. Here’s the rub. To a question why he writes in English, and
not in Marathi his mother tonguc, the renowned Indo-English poet Nis-
sim Ezekiel (1924- ) replled “1 write in English, because tl “the idea
comes to me in English.”* Indian English poets, at one time or the
other, have to address themselves to this tricky question, and bear the
brunt. English, they choose to write in, should come up to be an Indian
medium of expression in tone and timbre. Such a language, then, would
put forward a modest claim to be the sine qua non of Indian poetry in
English, and poets too will find their root and identity. English is no
Jonger a Master’s voice to record; its accession to the Indian psyche has
been absolute and complete to the extent that by this time English has
been absorbed into the spectrum of the composite Indian culture. Eng-
lish should have learnt, as it has in the works of Raja Rao (1909- ) and
Nissim Ezekiel, to “‘accomimodate the weight and the penetrative power
of a cultural tradition considerably older than English . . . a .. a metaphysi-
cal tradition that umqueh combines the precision-of plulosophy with the
passion of literaturc.”” Incorporating Indian,words and expressions will
not make Indian writing in English any r/:t ought to imbibe the spirit
of the national cultural conglomerate.
Raja Rao himself has very significantly observed: ‘“The point is that
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a0 is a way Of saying which shapes the nature not only o
e = -entually of the tlufng seen. I:anguaﬁ.e gives 3 ;
o reality and it is the kind of access given which can |
"h'a%?it:t;:nalt);llaTHCteriSticf,a"d g n‘i’:m"’lgfully be descripgg
/s Indian or something else.”” Language as suc shm,ld BIOW out of the
matrix of the national myth, legend, visions and heritage which 4, o
dian English author, like his/her peers in t.he. field of Ifldlan literagyy
must inhale and exhale effortlessly. What Is important is that the basic
and quintessential thythm of the Indian merry-go-round of palpjtayiy
life with the backward and forward movement shoqld get reflected apg
felt in its own measure and spontaneity in Indian writing in English, Ay
ter the readers read the literary piece they should perceive the vibration
of what they have perused in their vital midriff. For this is what happeng
when we read a Tagore, a Nirala, a Bharati in the context of our indige.
nous literature, let alone Sarat C\h/a,ndra, Mux}_shi Premchand and their jlk
in the pasture of Indian fiction. . o
~ Accordingly, for an Indian English'pdet what is important is that for
the sake of the creative interplay of his imagery, he should discover the
significance of the language he is writing in, Jingoistic application of
native scenes. sounds or lingual idiom will not serve the purpose until
he/she becomes capable of finding the right number of the combination
lock that helps in permeating the Indian ethos and recovering an Indian,
repeat Indian, experience. The author/poet is not merely using a lan-
guage with caution, but using the flora of universal expression of love,
life, deep appreciation or intense animosity by means of a known and
mastered lingual device. Indian English literature should flourish within
the perimeter of our national identity and totality of experience. Kamala
Das (1934- ) superbly writes:

CC‘ess to 5

The language I speak
Becomes mine, its distortions, its queernesses
All mine, mine alone. It is half English, half
Indian, funny perhaps, but it is honest
It is as human as I am human, don’t
You see? It voices my joys, my longings, my
Hopes, and it is useful to me as cawing .
Is to crows . . | it

Is human speech, the speech of the mind . .

a mind that sees an
Is aware.’ b i

n cof”

What is encouraging today is that Indian English poetry has bes



be fa!lowed agam by such illustrious Indnan Engllsh pbets as-Shw K
Kumar (1921-), Nissim Ezekiel (1924- ), Jayanta Mahapatra (1928~ N

AK. Ramanu|an(l929 1996), Kamala Das (1934- ). Keki N. Damw lla
(1937- ) and R. Parthasarathy (1934- ) along with a few more,
All of these Indian English poets found easily attainable and con-
veniently accessible idioms for expressing themselves poetically the
way they wanted to. What is noteworthy is that the Indianness of these
authors has in no way been impaired, and at the smnet__ime_ggi; lan-
guage has perfected itself by having fused the content into the form
achieving thereby an objective correlative. Indian English literature is
able to record the Indian way of thinking, believing, observing, analyz-
ing and experimenting similarly as does an Indian literature. Indian Eng-
lish poetry too sheds iridescent soft and serene light from its chandelier.
Remarkable spirited attempt at a genuinely initial creative poetic
exercise, for the future Indian writing in English, was made by the con-
troversial young teacher of the then Hindu College of Calcutta Henry
Derozio, son of an Indo-Portuguese father and English mother. His po- -
ems came to light in 1823 in the Indian Gazette published by John
Grant. Like the illustrious English romantic poet John Keats (1795-
1821) Derozio too had to have a quite early tryst with the good old
Death. This young Indian talent could publish only two issues of his
collected poems in his life-time: Poems (1827) and The Fakeer of
Jungheera: A Tale and Other Poems (1828)—replete with protesting re-
sentment against the inert medieval prejudices around him and full of
Byronic echoes. In Derozio’s poetry we notice, observes the Russian
author Kalinnikova, ““a proud. heroic personality wi v_spiptfual im-
pulses, unusually powerful passion. and aspirations
In Derozio’s pom characteristics have a free run, and
what more is recorded in his poetry may be said to be disillusionment,
detachment, gloom, yearning to cut the net of the stern reality where, as
Keats heard, men sit and hear each other groan, as well as a Shelleyan
romantic death-wish born out of the bitterness of suffering and agony.
Derozio writes:

J_Wherc are thy waters, Lethe? I would steep
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:;oeats, Indian literature in English lost, in lesser degree When Deru;z?:
died; for in both men there was a passionate llemperz}mem COmbingg
with unbounded sympathy wglg nature. Both died while their POwer
were not yet fully developed.’ Whal we should call to mind ip ;e ¥
gard that while Keats breathed his last at the age of' 26_.‘ POOr Dergy,
was summoned by Death at the age of 22 only, proving Ironically py,.
the poet himself painted death in his poem entitled Sonper- Death, My

Best Friend.

Derozio came under the spell of English romantic POCLry as i gy.
dent in many of his poems like: Sonnet: To the Moon; The Goldey Vase:
even the lengthy narrative poems found in 7The Fakeer of Jungheerg
woven around the sad life of Nuleeni the high-born Hindy widow,
Derozio’s poetry recorded the note of such a spirited nationalism as was
startlingly unexpected so very early in the 19th century. It was also, a5
MK. Naik considers: “Somewhat surprising in a Eurasian at g time

Vwhen the average representative of his class was prone to repudiate his
Indian blood and identify himself with the white man. . Poems like
‘To India—My Native Land,” “The Harp of India,” and ‘To the Pupils of
Hindu College’ have an unmistakable authenticity of patriotic utterance
which stamps Derozio as an Indian English poet who is truly a son of
the soil,”!!

(_Derozio’s poems encapsulated the smell of the Indian earth, a per-
ceptible nationalist overtone and allusions to the Indian myth, legend
and folk-lore, It is no Jess important to point out that prior to Michael
Madhusydan-Dutt‘s efforts, it was Derozio who introduced sonnet form

.l‘)m" Indian Poetry in English. His sonnets with g relancholy note and
food{ng Seriousness may be read i “Poet’s/G’lrave” and “Dust
_geruzm:,s lyr.ical poems are “Aspiraliqp(s,” “Leaves” and “‘Evening I
anl:!gl:;lt Indian English poetry will ever remain grateful to this noble
ustrious initiator of the genre, Though he could hardly creal®

‘much ang dieq ' _—
‘ e of cholera a1 27 ; creation
could leave behing ey Wwhatever meagre poetic :

fectivel He lies buried If
th . i Y as a cornerstone. .
in; i%tl;l;dlu chlt Park (?1rcus Cemetery in Calcutta. A marble tablet, 1:;;1
reads; B tlmef displays the poet’s self-composed epitaph

e
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Harold Pinter’\sfﬁ’ Caretaker: A Perspectiy,
P.D. DUBBE

When we first see a new form of painting or listen to a new kind of my.
sic, we realize that we have to make an adjustment in ourselves and our
attitude if we are to get out of the experience. So it is with the plays of
Harold Pinter and Samuel Beckett. Harold Pinter offers a different varj.
ation of modern human beings. Modernism involves both the conviction
and practice that to be modern is to be, in many important ways, differ-
ent from anyone who ever lived before. This does not mean that man
has changed; human nature is same, but man’s way of looking at himself
has changed in a way that is significantly new. It is this new view of
man that creates the problem for the dramatist.

Pinter traces human frustration to the nature of human relationships
as contingent upon independent human possibilities being joined to-
gether by simple, elementary human needs and hopes common to all. He
portrays the human situation as it affects individual lives in all its un=
flattering starkness and complex terror; but he nevertheless invests the
humblest and most painful of human experience with a quality of ac-
comrqodatmg grace, a.lmost elegiac in its compassion,

Pmt_er’s interest in lhc_' hun?a_n problem is altogether different. He
d'eals with the human relationships together with the failure to commu-
nicate between persons and thereby imparts a psychological depth to his

portrayals of the man in a man’s society strugplj

self in a world full of unapprehended teyrror ai?i irtlspg-sr:ri:lv ::;ethe loss 24
When Pinter takes up the subject of the caretaker, he wna}:: 3

again in terms of a private myth and he also goes a step ,ahead io i -Ol.lcc

greater richness and complexity by showing the OCCupants of l:hgammg

as real people, not only endeavouring to make their own decisj s

creating their own circumstances, but also successfully drivip :}?ns i

ace out of the room, € the men-
The Caretaker is a three act, three character play, Mick and A

are brothers, the younger in his late twenties, the older Aston inS:gn

early thirties; the third character is the tramp Davies. “Pinter has creg_s
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three highly idiosyncratic characters who yet aspire to a mythic, univer-
salized status.”” The play changes the picture of the man, who has been
hitherto menaced, trapped, insulted and mishandled, into that of one
who bravely and successfully order the menacer out of the room. A cun-
ning ungrateful tramp enters the household of two brothers, in the garb
of a meek, poor and needy soul. Very soon he not only gains an upper
hand over the heart of the introvert brother but also proves repulsive and
vicious in his comments and behaviour. The other cunning brother traps
him with the practical trick of gaining the tramp’s confidence first, and
betraying him afterwards. It is the tramp who has to leave the room let-
ting the brothers continue their uneventful lives.

Aston, the idealist dreamer, performs the Good Samaritan act of of-
fering shelter to Davies only to procure for himself a good caretaker
companion. Davies, on the other hand, agrees to stay in the junk clut-
tered, shabby room specifically because he has no hopes of getting bet-
ter comfort and stability anywhere else. Mick plays the shabby trick of
deliberate double talk on the tramp because he does not want to share
his brother with anyone else. He maintains an attitude of odd protective
devotion towards him and asks: “Did you call my brother nutty? My
brother, that’s a bit of . . . that’s a bit of an impertinent thing to say,
isn’t it?”"2

The Caretaker is a study of the human condition, which is both
tragic and funny, baffling and plausible. When Davies is left alone in
the room Pinter has again succeeded in establishing out of Davies’s lack
of self confidence and his nervousness about the menace of these ob-
jects, an atmosphere of threat, mystery and terror. Davies the tramp is
not only garrulous and mendacious but pitiable and humane as well.
Through his grumbling and groaning he expresses the tragic condition
of old age. When man has to fight for his stability, sometimes even go-
ing to the extent of using arrogance and hatred as his weapons: “Why
do you invite me in here in the first place if you was going to treat me
like this?”* (67) It is for this reason that Davies tries to worm his way
and turn the brothers against each other. By winning the heart of moody
Aston he hopes to demand kind favours in the form of shoes, food and
money. And later on by turning to the laconic Mick, he plans to send
Aston back to the mental asylum and take his place: “He’s no friend of
mine. You don’t know where you are with him. I mean, with a bloke
like you, you know where you are.” (67)

Davies has neither the necessary references nor the identity to com-
mand any attention; still he flaunts his self importance, and hankers,
with a cheerful bravado, after comfort, hospitality and respectability.
When he keeps on referring to his trip to side up, he vainly hopes that it
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< e~ him some sort of status and also avyoj o
~ may build f"t’{l:,mwlould break! then I'd be able to geg gol“,v“‘“‘hation.
only the wea rovokes himself into surges of comedy ang s: 0 sige Upp»
(19)(? a:.]f:: Stvl:o brothers who are his last hope of sustenance =°D1y?t-ﬁ: .
?1]%1:[1:‘{81)’ drive him out of their hguse, he pathetically asks:'uwhen ‘hey .
I soing to go? . .. Would you . ... (78) e gy |
g Aston, who is a lonely, retardt?d person, is sometimes cope: ed
by the hypnotic repetitions of Davies. Aston stands for the anway ]
of companionship, Mick .wnh his laconic pranks stands for the uny Ced |
destructive forces of society. He acts as the caretaker of Davies py (-
destroy him. The way in which the characters of the two brothers czto
plement each other also suggests, however, that ultimately Mick anq ¥
ton like Didi and Gogo in Waiting for Godot, could be seep a5 differ g
sides of the same personality. Mick could then stand for the WDrldT;t
Aston for the deeper emotional aspects of the same man, :

The play offers psychological realism. It paints the etera] struggle
of man to obtain peace and safety at any cost. It is a compelling study of
human vulnerability in face of world’s cruelty. It is also a study of three
characters whose minds are fragmented. In their distinctive ways they
give the account of life which is packed with frustrations and estrange
ments. The way Davies tries to win the brothers and establish his owp
position in the household is a study of the old age senility and physical
and psychological impoverishment it entails.

Pinter proves that the sight of the tramp like Davies may repel us
and we may ignore his plea of having left his references behind, but we
are in no way better than he. The modern world is governed not by char-
ity but by politics, and man is so conditioned by his one-dimensional
world that he tends to be Everyman Anonymous, which Davies is in
sense—without self reference and identity.

ol

NOTES

1. TmSS].el' Simon, The Plays Of Harold Pinter (London: Victor Gou,ﬂ.ﬂc!
1973), p. 88.

Harold Pinter, The Caretaker (London: Methuen, 1960), p. 73:
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In Pinter’s plays there is no dearth of perverse and adulterous women.
Woman has been presented as bone of contention between male rivals in
most of the plays. But at the same time she is not powerless and passive;
she shows an independence in exercising her choice and preference. In
the behavioural surface each woman is a combination of a tart and a
wife but the words and actions controlled by deeper non-rational moti-
vations make her elusive and unknowable to a large extent. The back-
ground factors do not offer adequate clarification. In the early plays we
do not know much about the past of a woman except that she is the wife
or sexual partner of a certain man. Till the end of a play, no sense of fi-
nality evolves so as to enable us to confidently pronounce on the charac-
ter. Still then the realism of the presented action, in spite of the
obscurity of the beginning and the end of the plays creates the illusion
that they are sufficiently real and living characters even though they do
not shed the sense of mystery around them. This is true of Flora in The
Matchseller, Stelle in Collection, Rash in The Homecoming, Wendy in
Tea Party and the major female characters of the memory plays.

Women in some of Pinter’s latest plays like One for the Road,
Mountain Language and Party Time are equally mysterious but convinc-
ingly perverse. Compared to the earlier plays written before 1980, it is
easier to contextualize the characters. Since the context is political ter-
rorism, these women appear as victims and vitimisers. They inhabit a
world of acute suffering and fear. They equally suffer and torture like
their male counterparts. The torment is effected through verbal and non-
verbal methods. Women are exposed to more of obscene utterances and
Postures in these plays than any other plays of Pinter. They also offer
males and females as instrumental to the coercive game played by an or-
ganization\establishment. The “key figures of oppression in One for the
Road and Mountain Language are men.”

Nicholas in One for the Road declares that he works for “‘the man




W,m a man of his sanity in a mo,

s not only Victor but also his wife Gila, Al
oainst the regime are brought to. his place where the y
> .4 and the men tortured in various ways by a hired bogy
fgmale victim Gila is exposed to the roughest kind of brygars,
can inflict on woman. She is raped by strangers and is ackag
questions by Nicholas. Her husband and son are kept in
a contrast to most of Pinter’s women “fh° are all pathetic gy,
F whose physical and psychological agonies are of a much iffereg

1 The process of dehumanization rests only on language in the
f lence does not take place on the stage as damping of electrodes on
‘ and ear-phones against ears as done to Lamb in The Hothoyge, A

of fear of being killed is infused through words and gestures, Gjj
dressed to as ‘fuckpig’ and ‘shitbay’ but the expletives are e
with a controlled literary and dignified language. d’m :
In Mountain Language which is a very short play there are g
women, one young and the other an elderly one having no names. The
are objects of mental and physical torture. They confront a vulgar asg .
cruel sergeant after eight hours of standing and waiting in the snow, The
elderly woman is bitten by a doberman dog in the meanwhile, She iy
desperately in search of her son who is imprisoned in a military base
Her meeting and talking to her son in the visitor’s room of the prisonis |
represented through voices while the figures become still and light 3
come to down 1o half. In the same manner, the young woman's fearsaad §
phantasy get represented as voices coming from still figures in haf |
light. The young woman has come to meet her husband. She is not from £
the rural area and does not speak the mountain language. Yet she is
treated as the persons coming to meet the prisoners. Because of
mistake in the computer, the young woman comes in the wmngdoﬂ
and in the wrong batch of visitors. The play ends with the suggestior
death of the elderly woman while her prisoner son with blood on 15
face gasps for breath and shakes violently. The ‘guards, officers,
geant flaunt a sadist glee and inflict pain on the victims. T tli
hurled at men and women in particular unfold a political dimension ©
perpetuates ‘censorship’ and violation of ‘human rights.’ ol
; Party Time, written after Mountain Language, spe&}ks aboutd "
ary presence and a road block while a party goes on i flat.
the major participants are four women—Dusty, LiZ Charlott®
Melissa. Relissa is seventy- no % 1 talk abovt
and the quot e Scventy-years-old woman. They 2
qualitative facilities like the swimming pool, bar,

cham ' ;
ambers associated with it. But there is simmering Sens¢ ’

-




quppressed desire to know about the military operation taking place.
pusty’s brother Jimmy is perhaps taken as a prisoner but she is not al-
jowed to enqllll'_e-allythmg about that in the party. Her husband is very
rigid in reminding all about the strict discipline of the agenda of the
party. There 1s 0o place for human or familial obligation in a sphere of
military administration. The women too subscribe to the general views
a5 members of the hierarchy. The methods of a possible coup are specu-
Jated by the women. As Terry suggests: “We’ve got dozens of options.
We could suffocate every single one of you at a given signal or we
could shove a broomstick up each individual’s arse at another given sig-
nal or we could poison all the mother’s milk in the world so that every
paby would drop dead before it opened its perverted bloody mouth. "

Terry as a sadist wants her wife to look forward to the employment
of these means with “a lot of sexual anticipation.”” The major repre-
sentative victim in Party Time is a male Jimmy who stands in the door-
way at the end of the play while everyone is in silhouette. He is a man
who sits sucking the dark in anticipation of unknown tortures, of death.

Elizabeth Sakellaridon, in her discussion of Pinter’s women, has
aptly said that Harold Pinter is one who equilibrates male and female
discourse while growing to develop and reveal humane compassion for
them.* In the earlier plays, women as whore and wife were pitched
against a social background. But in the latter plays as discussed here,
they remain unchanged in their cunning and sadism but the background
is that of political terrorism, representing an abnormal and extreme situ-
ation. All along Pinter’s women suffer under pressures of situations but
they do not give up playing the game of sexual politics in their own way
imespective of the disastrous results awaiting them.

NOTES

l.  Susan Hollis Merritt, “Major Critics, Strategies and Trends™ in Pinter’s
Criticism, Critical Essays on Harold Pinter, ed. Steven H. Gale (Boston:
GK. Hall, 1990), p. 317.

2. One for the Road, p. 13.

Harold Pinter, Party Time (Faber & Faber, 1991), p. 25.

Susan Hollis Merritt, Modern Drama, Vol. XXXII, No. 1, March 1989, p.
1
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nd Property as Means of Tragedy i ' o
1I's Desire under the Elms

Sex a
O’Neli

BASAVARAJ S. NAIKAR

10dem American playwrights who has tried to .

"Neill is one of the I in di
O’Neill i s of American life in different plays by employ.

lineate different aspect : i it p
ing a variety of techniques like symbolism, expressionism and realjsp

But his major contribution happens (o be the ﬁeld of tragedy wherein e }
tries to contemporise the Greek myths by giving them a modem, local, |
American setting. Tragedy, both as @ philosophy of life and as a formf }
drama, has been Very popular in the western society which has a tep. I
dency to emphasize extreme individualism and limitless freedom ||
O’Neill, who belongs 10 the materialistic society of the west, naturally |
perceives the tragic element in the life around him and tries to transform |
it into literary art, especially tragedy. two variant forms of which canbe |,
seen in his Desire under the Elms and Mourning Becomes Electra. l

Desire under the Elms may be considered as a modern American |
tragedy in that its theme is rooted in the nineteenth century America. |,
The setting is that of the Cabot farmhouse in New England in 1850. The §
main characters of the play are based upon the members of an agricul- |
tural family. The protagonist of the play Ephraim Cabot happens 10 b¢ u
an old man of 75 who has already lost two wives and has three sons. |,
The house of Ephraim Cabot is not a happy one, but that seems tobe |,
suffering from a sort of curse. It easily brings to our mi |
Atreus suffering from the ancestral curse in Greek traged ]
house is flanked by the two small elm trees which appear to Pafﬁ"ipm |
symbolically in the human life of the house. They seem to have a deeP |
::g‘sle:;e upon the human life. O’Neill's introduction to the play ©¥

escription of the elms which bears it out clearly:

nd the house of |
y. The stoné §

Two enormous elms are on each side of the house. They bind thef

;rtagling branc.hes down over the roof—they appear 10 pmtec.t !
s € same t’lme'subdue; there is a sinister maternity in thell a& -'
, a crushing, jealous absorption. When the wind do¢s not £



f%ﬂ&l&-do;vn mon

The dramatist’s description of the elms offers a clear hint on the very
close relationship between human life and Nature and provides a clue to
the understanding of the nature of O’Neill’s tragic vision of life as em-
podied in the play.

The main action of Desire under the Elms resembles that of the
Greek drama especially Hippolyta by Euripides in that the protagonist
and the other characters appear to be guided not by reason or discrimi-
nation but by some uncontrollable instinctive force. The tragic flaw of
Ephraim Cabot, the protagonist of the play, may be understood to lie in
his indulgence in instinctual pleasures and comforts and the concomitant
negligence of his family responsibility towards his three sons who have
already attained marriageable age. At the beginning of the play, we meet
Ephraim Cabot who has already lost two wives. Ideally speaking one
would expect him not to bother about his own comfort, but to think of
giving some kind of security to his sons by arranging their marriages
and by helping them improve their agricultural set-up so that he could
easily and naturally earn their love and affection. But contrary to such
an idealistic expectation from a good father, Ephraim Cabot does not
bother to give his sons either a stable financial life or emotional securi-
ty. He is almost killing them by his supreme indifference. The three
sons are, therefore, deeply frustrated in their own ways and feel utterly
helpless. They feel that their house which is built with stones is not an
abode of peace and happiness but a sort of a prison. Peter’s description
of it makes the meaning explicit: “Here—It's stones atop o the ground-
stones atop o’ stones—makin® stone walls—year atop o’ year—him 'n
'ye 'n 'me 'n’ then Eben—makin’ stonc walls fur him to fence us in!"
(280)

The stonehouse easily symbolizes the petrification of human feel-
ings and indicates how it has been converted into a prison. Another
metaphor suggested by the dramatist for the house is that of a cage. His
description of Eben, “‘His defiant dark eyes remind me of a wild ani-
mal’s in captivity. Each day is a cage in which he finds himself trapped,
but inwardly subdued,” (279) clearly throws light upon the feelings of
the character. Thus the metaphors of ‘prison’ and “cage” symbolize the
frustration, helplessness and suppressed anger of the sons under the tyr-
anny of their father. They feel that their old father is not able to manage



The Indian Jauma[ Of
36
: d irresponsibiljfy n
ceount of his carelessnes.s an irre ility, pey..
e that 1 calc’late we might git him declareg ey

fore, suggests ar o Cloyy
court.” (281) They are very S to know that he killed his two i)

forcing them (0 overwork. Simeon describes him as a murderer.

H

Eben: Didn’t he slave Maw t’ death? _ 1
peter: He's slaved himself t death. Hc?‘s slaved Sim *p el
yew t’ death—on’y none o’us hain’t died-yit, (283) ._

The frustration of all the three sons is ag_gravalf}d by Ephraim Cabop,
third marriage with a young and impecunious widow called App,
nam. Ephraim Cabot’s third marriage clearly indicates his negligeng,
responsibility towards his sons and lack of : self-f:on.trol. His Marrigg, |
does not show his desire for mere compgnlonshlp In old age by p:
strong sexual desire for woman. His behaviour, thus, shows his inabij
{o maintain a balance between instinct and reason. COHSCquently, higip. |
stinct begins to reign supreme over his reason thereby upsetting i,
smooth run of things in the family.

The frustration of the sons is caused by their inability to have fy]
control over their shares of the farm from him as long as he is alive, He
has not allowed them any freedom that is due to them, but made then
slog almost in a thankless manner. The two elder sons of Ephraim’s firt
wife have, therefore, planned to leave the house and go to Califomi,
the western part of America where they can earn a lot of gold and be:
come rich in order to lead a comfortable life. Peter dreams, “We kin
walk. It's an a’'mighty ways—Califomia—but if yew was t’ put all the
steps we’ve walked on this farm end t’ and we’d be in the moon!” (283)
But the youngest son (by Ephraim’s second wife) Eben wants to fight
for his share of the farm which belongs to him legally as it was bought |
by his own mother. He wants to stay back at home and manage the prop*
erty. Thus the Marxian struggle for the possession of property happess |
to be the main cause of their frustration.

The Marxian problems are linked with the Freudian ones it i
play. For example, all the three sons of Ephraim Cabot are Wor
about the materialistic security in terms of possession of land and 7%
52121: léhe youngest son, is bothered about his share of land Whlm,”'}i

ged to his mother who happened to be the second wife of his ™ -
::;ré t;ts“’lse, the elder and the eldest sons of the first wife of |
§nffermg from a sense of insecurity because of the th2 A0

ness of their jobs on the paternal farm. They, therefore, have deci® -
(i thelr home and go to California in search of gold and other #40G

alistic benefits and Pleasures. But Eben, who has his own shar® :

» f

o |
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wants to buy the share of land belonging to his elder brothers also.
Thus, their desire to achieve some kind of happiness through the posses-
sion of material wealth like land or gold has, obviously, a Marxian sig-
nificance about it. The father, Ephraim Cabot, does not want to part with
his land by giving it into the custody of his sons as long as he is alive.
Frustrated by this experience, the sons tend to dislike their father. The
struggle for material wealth sets the father against the sons thereby con-
verting filial love into hatred. The Marxian principle that all the human
relationships are affected favourably or adversely by money or wealth is
specially borne out by the theme of Desire under the Elms showing the
strained relationship between father and sons.

The Freudian interpretation that all the problems of human life are
those of bed or sex (d'alcove) may be specially applied to the play. As
per Marxian interpretation, even sex is subordinate to the problem of
material wealth, but for Sigmund Freud, sex happens to be the central
problem of life. Thus both Marx and Freud are correct in their interpre-
tations separately, but human life is so large and complex that both the
interpretations may be seen to be complementary in understanding it.
Sometimes, the problem of material wealth may be predominant and
that of sex may be subordinate and sometimes it may be vice versa.
Many times both of them are interchangeable. Sex may affect wealth or
vice versa.

In Desire under the Elms, the problem of sex occupies a very domi-
nant role which is directly associated with that of property. For exam-
ple, Ephraim Cabot has a strong desire for a woman, a third wife, even
at the age of seventy-five. His desire for marriage may not be said to be
merely a desire for companionship, but one for a sexual partner so that
he could produce a son even at such an advanced age, especially when
he already has three sons of his own by his two wives. His desire for the
third marriage is not only absurd and abnormal in itself but is closely
linked with the problem of property. The arrival of the third wife i.e.
Abbie Putnam creates new legal problems of property for his sons, espe-
cially his third son Eben who feels a new insecurity. He fears that he is
going to lose his share of property belonging to his own mother to his
new stepmother Abbie and rebels against her: “(Spitting with disgust)
Her-here-sleepin’ with him—stealin’ my Maw’s farm! I'd as soon pet a
skunk ’r kiss a snake!”’ (290) Eben hates his father as much as his step-
mother. His hatred expresses itself in his vindictiveness towards his fa-
ther. He wants to take revenge against his father by sleeping with the
same prostitute i.e. Minnie with whom his father used to sleep. Thus-the
revenge caused by the probable loss of property takes the guise of sex-
ual revenge. As Eben says:
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Waal—when I seen her,.I didn’t hit her—not | didn’y
ther—I begun U beller like a calf an” cuss at the samall
so durn mad—an’ she got scared—an’ I jest grapy, el
her! (Proudly) Yes, sirree! I tuk her. She may’ve beey hi

'n, too—but she’s mine now! (290)

se link between sex and property could be seen in the 1.1,
E;;rcalign Cabot. He has marricc! the third wife Abbie ag muchlg,i
companionship as for procreative purpose. The father’s thirg
means loss of property for the youngest son. The birth of 5 chil d*to .
stepmother perpetuates the loss of property for tlhe step-son. Op ghe ﬁ
trary, sex becomes a means of retention of hls Property for Ephngimf
Cabot. By marrying Abbie and by getting a child on her, Ephfﬂimwm"i
to have his land and house under his thumb: !

Cabot: A son is me—my blood—mine. Mine ought t’git mipe Ay
then it’s still mine—even though I be six foot under. D’ye see)

Abbie: (Giving him a look of hatred) Ay—eh. I see. (She becomeg very
thoughtful, her face growing shrewd, her eyes studying Cahgt
craftily).

Cabot: I'm gittin’ old—ripe on the bough. (Then with a sudden forceg
reassurance) Not but what I hain’t a hard nut t crack eve
yet—an’ fur many a year t' come! By the Eternal, I kin bresk
most o’ the young fellers’ back at any kind o’ work any day ¢’
the year!

Abbie: (Suddenly) Mebbe the Lord’ll give us a son.

Cabot: (turns and stares at her eagerly) You mean—a son—t' me'n’
yew?

Cabot: (his face growing full of joyous pride and a sort of religious e
stasy) Ye been prayin,” Abbie?—fur a son?—t’ us?

Abbie: Ay—eh. (With a grim resolution) I want a son now. (311-12)

For both Ephraim Cabot and Abbie, sex in its procreative aspect (I'Fal”f |
mythical) is a means of fortification of their property. In fact Abbie hﬂ# :
married him only to get hold of his property although she knows thathe
is already seventy-five-years-old and perhaps not able to produce asom
at that age. But her belief in the remote possibility of getting 8 SO a:
compelled her to marry him. When Ephraim Cabot dreams of g:ttms !
Son on her, she grows aware of the legal rights. She asks him, "W
ye will the farm t* me then—t’ me an’ it (312) Cabot easily 38 . e
comply with her desire, Thus legal sex in the form of marriage aﬂsﬁ
means of fortification of thejr legal rights of property for the father
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the mother, it becomes a symptom of the possibility of loss of property
for the third son.

Just as property is incomplete for Ephraim Cabot without sex, it is
more so for Abbie, especially when she realizes that she can have only
nominal sex with her old husband and cannot have real sexual satisfac-
tion from him, Thus both husband and wife feel a sort of incompleteness
in their life. Ephraim Cabot is eager to have a son and prays to God ac-
cordingly. But Abbie who knows that her old husband may not be virile
enough to father a son on her, feels frustrated. She, therefore, wants to
remove her frustration within the framework of legal marriage, by seek-
ing it through the illegal, instinctive and animalistic channel. That is the
reason why she sets about seducing her step-son, thereby achieving a
double benefit for herself. She knows that her step-son being young has
a natural attraction for the opposite sex because of which he has been
visiting a prostitute called Minnie. She, therefore, wants to tease him
about his nocturnal visits to the call-girl and tries to compromise with
him by trying to be friends with him. She meets him privately one day
and employs her wanton wiles of temptation thereby awakening his
manhood:

Abbie: (at last painfully) Ye shouldn’t, Eben—you shouldn’t—I"d
make ye happy!

Eben: (harshly) I don’t want happy—from yew!

Abbie: (helplessly) Ye do, Eben! Ye Do! Why d’ye lie?

Eben: (viciously) I don’t take t’ ye, I tell ye! I hate the sight of ye!

Abbie: (with an uncertain troubled laugh) Well, I kissed ye anyway—
an’ ye kissed back—yer lips was burnin’—Ye can’t lie 'bout
that! (Intensely) If ye don’t care, why did ye kiss me back—
why was yer lips burnin? (317)

Although Eben hates Abbic as his stepmother and snatcher of his legal
share of property, his latent sexuality is aroused by her systematically
and with an ulterior purpose. As Abbie says:

(quite confident now) [ hain’t a mite afraid. Ye want me, don't ye?
Yes, ye do! And yer Paw’s son’ll never kill what he wants! Look
at yer eyes! They’s lust fur me in "em, burnin’ "em up! Look at yer
lips now! They’re tremblin’ an’ longin’ t’ kiss me, an’ yer teeth t’
bite. (317-18)

After mentally arousing his sexual passion for her, Abbie invites him to
the privacy of the farmhouse and tempts him physically so powerfully
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Finally the animalistic instinct in him triumphs over hig Tationg] , Ve,

' ' lues of cul ;
Nature achieves v1ctm?y.over the values of culture. He, ﬂlerefgre, dti‘
clares his love for Abbie:

(throws himself on his knees beside_ the sofa and grabs her i
arms—releasing all his pent-up passion) An’ I love yew Abhiel..f
now I kin say it! I been dyn’ fur want o’ye—every hoyy !

; : = —Since
came! I love ye! (Their lips meet in a fierce bruising kiss), (321)

When the animal instinct is, thus, arnoused in Eben, he forgets the appar-
ent, legal relationship with her as his mother z?nd enters into an incesty.
ous relationship with her by making her his sexual partner, Iy g
mythical sense, he becomes the secret husband of his owp mother ﬁ
thereby assuming the role of a modern Oedipus. As a result of this up. ;
derground sexual union, Abbie conceives and is delivered of 3 male |,
child. Thus incestuous relationship offers a multiple benefit to different |
people at the same time. For Eben, for example, it gives the secret and b
secure sexual satisfaction and a vicarious pleasure of taking revenge f
upon his father. For Ephraim Cabot, it offers the pleasure of having a ’
son so that he could fortify his legal title to the property and maintain
his dominating position as a father and master of the family. But it of-
fers triple benefit to Abbie in the sense that it helps her to have secret
sexual pleasure which is denied to her on account of her husband’s old
age; to cheat Eben of his own right to property and to strengthen her le-
gal position and claim to property through her newbom baby. Thus the
ncestuous relationship between the step-son and the stepmother offer
legal as well as illegal benefits to the parties concerned simultaneously.
When Ephraim Cabot learns that he has become the father of a son even
at the advanced age of seventy-five, he grows ecstatic and therefore ar-
ranges a birthday party and indulges in singing and dancing. Eben is not
e ffﬂlhusiastic about attending the party. He, therefore, stays away
ZZI:; Slt. The fic.ldler and the m.her invitees joke about Cabot’s illusionarg
. 31;"1;1' his so-called child. They have come to know through

fat the child s_father 1s Eben and not Ephraim. A
diiit etlnusory‘satlsfaction of having got a male child gives 2 fals

¥ 1o Ephraim and swelis his arrogances. He taunts his son
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and irritates him by saying that he cannot part with the farm as it be-

ngs to his child. There ensues a physical battle between the two. The
(;d father OVEIPOWers the young son. At this moment of crisis, Eben can
00 longer contain himself. He shatters the illusion of Ephraim by reveal-
?ng the secret that the child is fathered not by the latter but by the for-
mer. Now Ephraim Cabot is shocked beyond measure in the matters of
poth sex and property. On the other hand, Eben also begins to doubt the
authenticity of Abbie’s love for him. He feels that he is cheated by Ab-
pie and used by her only as a scapegoat to be cheated of his own share
of property. He is disillusioned about the genuineness of her love for
pim, That is the reason why he accuses her:

(unheeding) Ye've made a fool o’'me—a sick, dumb fool-a-pur-
pose! (Ye've been on’y playin’ yer sneakin’ stealin’ game all
along—gitting me t’ lie with ye so’s ye’d hev a son he’d think was
his ’n, an’ makin’ him promise he’d give ye the farm and let me
eat dust, if ye did git him a son! (335)

When accused by Eben about her disloyalty, Abbie feels that she is in a
quandry now. Though initially she established sexual relationship with
him mainly with the intention of getting a child by him, now she real-
izes that she has really fallen in love with him and cannot live. without
him if he goes away to California abandoning her. She feels a new amo-
rous insecurity in his would-be absence from the family, although she
would very much have her legal husband with her. She is now on the
homs of a dilemma. She has to choose between amorous security and le-
gal security. Being a young lady full of desires, she decides to choose
amorous security to the exclusion of legal one. In order to demonstrate
her preference for her lover over her child, she kills the child by chok-
ing it with a pillow. Circumstances compel her, thus, to take a bold ac-
tion. Indeed, she shows a great strength of will in proving her love for
Eben through the murder of the child. Shocked by Abbie’s inhuman
murder of the child, Eben complains to the Sheriff against her. Old
fEPhraim is also shocked by the event and wants to complain to the Sher-
iff. His momentary and illusory bliss is shattered to pieces by the revela-
tion of truth by Eben who declares that the child born to Abbie is not
falhe.l'ed by Ephraim but by himself. The knowledge of the incestuous
relationship between his latest and third wife and his youngest son dis-
turb§ and hurts Ephraim very deeply and consequently he realizes the
lglr"‘"’“)’ of his own folly. He feels let down very badly by his own “dar-
‘;‘8 wife, the Rose of Sharon and his ‘dumb’ son Eben who have
Shamelessly desecrated his marital bed. Ephraim Cabot suddenly devel-
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make 8 S0 e b an’ If 1 ' SWIng i he b
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an’ fur young fools like ye t' hobble their lust. (4 p,
excitement returns

to his face, his eyes snap, he looks 5 pj;
I couldn’t work today. I couldn’t take no interest. T’ he)) With
farm! I'm leavin’ it! I've turned the cows an’ other sty | the

I've druy 'em into the woods whar. they kin be freel By &m .
rem, I'm freein’ myselfl I'm quittin’ here today! I'l] st i o
house an’ barn an’ watch 'em burn, an’ I’ll leave yer May ¢ b
the ashes, an’ I'll will the fields back t’ God, so that nothip’ hue
man kin never touch 'em. I'll be goin’ to California—y’ jip,

Simeon an’ Peter. (346)

Whereas Ephraim Cabot is totally disillusioned by the futility of his ac.
tion and defeated by life, Eben and Abbie are bound more closely in
their love—however illegal it might be—and decide to go to the jail to-
gether.

The play, thus, clearly demonstrates the ultimate triumph of instinct
over reason; Nature over culture; the animal over the angel. Ephraim
Cabot who tried to negate reason by his indulgence in instinctive pleas-
ure of life is finally forced to see the negation of his instinct by Nature M
itself and made wiser now but alas, only after paying a heavy price for i1
it. In this sense he becomes a modern tragic hero. The Marxian problem
of property is finally subordinated to the Freudian power of sex ex:
pressed in the final union of Eben and Abbie and their joint departure {0
the jail. Ephraim Cabot’s disillusionment is symptomatic of his tragic
wisdom awakened in him only when it is too late in life.

NOTE

1;/ Eugene O'Neill, Five P lays, ed. E. Martin Browne (Hannondswoﬁhi P

guin, 1970), p, 277.

Karnatak Univerrsity, Dharwad




Hybridity and Parallel Histories in
Tom Stoppard’s Indian Ink

SHELLEY WALIA

Tom Stoppard’s new play, Indian Ink,! takes us back and forth between
the 1930s and the mid-eighties in India and England, exploring the na-
wre of truth and time, the difference between the colonial and the post-
colonial temperament and the disruptive influence of sexual encounter.
The play records marvellously the atmosphere both of the old scene and
the new. With Stoppard’s breadth of mind and sparkling humour, itisa
subtle experiment in the creation of parallel histories. The past is con-
tinuously being rewritten, reviewed and edited, correcting locations and
chronology. Stoppard’s overall approach is impeccably non-judgemen-
tal, his political and cultural comments always appropriate.

In our postmodern world of sophisticated literary theory, the histo-
rian has begun to continuously come under attack by literary scholars
who have challenged and undermined the traditional historians absolut-
ist pretensions. The problematical relationship between literature and
history focuses attention on the intervening of history and literature in
historical writing itself, showing how literary narratives and politics are
inextricably bound up in texts like /ndian Ink.

Though historians are becoming more and more defensive, and
probably the reason for this is their largely unthcorized stance on his-
tory writing, Stoppard considers not this disjunction between the two
disciplines, but tries to discover new ways in w hich each can assist the
other, He also addresses the twin problem of the place of narrative in
historiography and the alleged incommensurability of historical narra-
tives. Although the narrative is borrowed from oral and written testimo-
nies and historical narratives, it is essential literary and rhetorical.
Meanings are an effect of the narrative design, rather than a deduction
from the facts, It is therefore clear that historical narratives “have much
more in common with fictional narrative than historians are normally
willing to allow. "

The institutionalized boundaries between history and literature can
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teachers of literature often treat the study of_ lu.stoncal context of Ilian?

Corkas 2 kind of archetype of the realistic pole of ¢ ot a h
I“allon'!y} i

. that this historical context has a concreteness and an goe. oV
?:;eg:tgme ik can n‘eyer have_. Th.ey forge:t that ““the pres:;,c:;s;o Il
creteness and accessibility of historical milieu, these congeyys of
texts that literary schola'rs study, are lhem§elves products of the fie
capabilities of the historians who havE studied lhos’? contexts.?

With the recent debates on the slipperiness™ of language g4 i
“deep structure,” the historian begins to get .w.omed about the episte.
mological basis of his study and the literary critic deeply shaky wig the
idea of history being a firm foundation to the world of imagination, i
quite clear that the signifying power qf language disables any attempy,
produce 2 scientific discourse. This is the result of the French deggy.
structivists school which together with the Anglo-American analyficy]
school emphasizes the textuality and not the referentiality of a text g
the true determinant of historical meaning, producing a popular school
of thought that “history is a linguistic artifact constrained by a geare
specifying reference to conventionally agreed upon historical facts,”
and that “fiction” in other words, informs “history.”’

Like his Arcadia,5 which is one of the finest theatre productions to
appear on the British stage in the past few years, and has won Stoppard
both the Olivier and the Critics Awards, Indian Ink reflects the full
range of Stoppard’s gifts as well as his craftsmanship and versatility.
The alternation of place and period makes for a rich and moving explo-
ration of intimate lives set against one of the great shifts of history, the
emergence of the Indian sub-continent from the grip of imperialism. The
dramatic power of this production is not simply the province of skilful
acting and direction; there is something in the work itself which is if
tune with the clash of cultures.

: qura Crewe, a young poet travelling in India in 1930, has her por
\lfri?ittsp;ll?r? by a local artist. More than fifty years later, the a{ﬁst’lsl 5:2
ing a cold tr;ijl:qelr ” e 4 hll? l?er woulces bmgr?pher g t(:iga
e l: bndla. What is striking about the play is that the sm
L sen:e fe:lv?een India and England, between past anﬁﬁesmﬂ'
way station at Juo S mokad wit reniad S Zﬁ
sides for a few dammapur, lhe. gL Dimpalow i Flora‘ o Im

ys, the electric fan, the punkah *“which is like 3P¢
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7om Swoppard s dizn Tk il
{ by a punkah-wallah who sits outside and flaps the thing by a
worked BY " () an i bt s s
' tem of TOPE and pulleys, ( ) an image that is reminiscent of the
syst walla in the court scene in Forster’s A Passage to India. Flora, a
in the 30s England moves to !}ndia in order to recuperate from an
atoecs, There she meets Nirad Das,” the Indian painter who knows his
iln du;l AZ backwards. When Flora mentions that she lives in Chelsea,
]60; excitedly responds: “I hope to visit London one of these days. The
Chelsea of Turner and the Pre—‘Raph.aelitc brotherhood!-—Rossett? li\.fed
in Cheen walk! Holman .Hum lived in Old Church Street! ‘.The.Hlfelm‘g
Sh herd’ was painted in Old Church Street! What an inspiration 1t
would be to visit Chelsea!” (7)
The Bloomsbury worshipping Nirad Das is of course typical of the
ntelligentsia of the thirties, extremely nationalist yet obsessed by Eng-
lish culture and manners. And when Flora is lying nude on her bed after
her tubercular fit, she tells Das, who is still embarrassed after being
asked to pour cold water on her naked body, that she fails to understand
why he should like everything English: “You're enthralled. Chelsea,
Bloomsbury, Oliver Twist, Goldflake cigarettes, Windsor and Newton .
~even painting in oils, that’s not Indian. You're trying to paint me
from my point of view instead of yours—what you think is my point of
view. You deserve the bloody Empire!” She is here sowing seeds of
doubt in Nirad’s mind of his claim to authenticity and thereby highlights
the unconscious process of hybrid mixture or creolization with her de-
liberate disruption of the homogeneity of the culture he belongs to.
When the mystery of Flora’s missing portrait is solved, it becomes
rather clear that Nirad has painted an Indian landscape with Flora as its
centre represented in the European style. Stoppard gives the impression
that he approves of it—all very civilized, separate, but equal—though it
stands to reason that Flora succeeds in converting Nirad into what she
desires him to be, without Nirad being given a chance to objectify her.
Was this not true of many who were swept off their feet by anything
English, trying to mirror a socicty in a way that was paradoxically both
pleasurable and demeaning? Such are the results of domination and sub-
mfssion in which cultures are trampled underfoot and institutions under-
mfnﬁ:d, with the indigenous man turned into a complex hybrid. But
Nirad is convincing as an intelligent human being, intolerably tom be-
tween his Indianness and his European-educated mind. He will only be
mlerat.ed into himself after having slept with her.
b N“a_d fm{llly paints Flora in the nude, as she had once been painted
1) Modigliani, her lover in the past. It is clear that he and Flora have
; a physical relationship, but they seem an improbable couple divided

Y attitudes and culture. Nevertheless, she succeeds in putting “the rasa

writer
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called Shringara” (27) into her poem afte
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d, or being in an empty ,
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11::::1 goes harmoniously with all other rasa and their ¢,
fary emotions, with the exception of fear, cruelty, disgy

sloth. (29)
The title of the play is apparently derived from this theory of ygg, The
introduction of romance makes Nirad’s pS):cholqglcal dilemmg ¢y
more complex, but it does not blunt the play’s social and politic con.
cerns in the areas of gender and race. .

Gopal Gandhi, Director of the Nehru Centrel in London, is of the
view that Nirad’s exposition of the rasa and of Hindu scripture seem to
“come not from Stoppard but some teach yourself guide Surely
Gandhi did not expect the expatiation of Nirad on Vishnu, Radha apg
Krishna to be that of a pundit. Nirad is a simple artist who in his owg
sincere style manages very well to convey his views on rasa. Ganghj
finds these ““dippings into packaged Hinduism™ tedious, but I feel that if
any further scholarly elaborations had been made, the scene would have
instead become unbearable. What is important is the dialogue, of which
Stoppard is a master, and the relevance of the evocation of a mood of
eroticism through the discussion on Indian aesthetics. You come to care
for the characters for what they feel, rather than what they think. The
play’s greatest quality is its compassion and emotional honesty which
Gandhi has completely missed.

Flora finally leaves Jummapur and threc months later dies some-
where in the hills. Juxtaposed with this action are the scenes of Das's
son Anish, the impressionist painter now living in England, discussing
his father’s relationship with Flora’s ageing sister. Eldon Pike is the
writer who is researching on the life of Flora and busy compiling the
Collected Letters of Flora Crewe. These characters in the cighties have
their faces tuned towards the past, to awaken the dead, and make whol®
that which is no more. They enter the colonial space in which the naive

is hemme_d in but at the same time is being encouraged to be himself
1ot remain in slouchin

celebration of parallel
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Multiple time and space give rise to a hybrid history that is India of the
colonial and the postcolonial era. As pointed out by T.K. Oommen,
«pluralisation concedes and commends the co-existence of a variety of
consumption and institutional patterns’ so evident in a colonized state.®

Gradually and very skilfully, the play lays bare the whole life of
Flora Crewe and her brief, but moving encounter with Das. Rehearsing
(he space-time logic, it moves forward in space, as when Anish Das, the
son of the artist, becomes the enlightened hybrid, verbally conscious of
nis freedom and identity, and yet, in time paradoxically moving back-
wards as is obvious from his English mannerisms. Deeply aware of his
pistory he hits back at Mrs. Swan:

Mrs. Swan, you are a very wicked woman. You advance a prepos-
terous argument and try to fill my mouth with cake so I cannot an-
swer you. I will resist you and your cake. We were the Romans!
We were up to date when you were a backward nation. The
foreigners who invaded you found a third-world country! Even
when you discovered India in the age of Shakespeare, we already
had our Shakespeares. And our science—architecture—our litera-
ture and art, we had a culture older and more splendid, we were
rich! After all that’s why you came. (17)

And the annoyed retort that Mrs. Swan gives him leaves Anish a little
ruffled: “We made you a proper country! And when we left you fell
straight to pieces like Humpty Dumpty! Look at the map! You should
feel nothing but shame!” (17) Here lies the colonial discourse in all its
transparency and an endeavour by the Indian speaker to write himself
back into history.

This is the Bakhtinian notion of the carnivalesque in J)ractice, a
“boundless world of humorous forms and manifestations™ opposing
the official, hegemonic culture which implies the interdependence and
the mutual construction of oppositional subjectivities so necessary for
the “articulation of cultural hybridity”’ as emphasized by Homi
Bhabha,'® This creation of the “Third Space”” according to Bhabha and
Robert Young is not assimilationist politics lcading somewhat to “*mim-
icry and ambivalence” but is a deliberate strategy of discouse analysis
to de-historicize and de-locate cultures from their specific local differ-
ences and homogeneous character. Robert Young refers to Bakhtin’s
view that hybridity *sets different points of view against each other in a
conflictual structure, which retains ‘a certain elemental, organic energy
and open-endedness.”’” Agreeing with Bhabha, he goes on to main-
tain: “Bakhtin’s intentional hybrid has been transformed by Bhabha into
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runls ;It:z ?mperial influence. It is this history and the Writing
E:; given rise to recent exchanges betx.veen the foundationalig
the post-foundationalists, t.he modernists and t.he postmod
And behind these structuralist anq post-structuralist del.:at:as I'seethe
struggle to reformulate shifting 1dennues. and s?:ssent}ahst notions
and a move to rise above discrete and specific o_bjects‘ In order to 55, |
sert different models of resistance and counter-discursive Practices, ,

If it were possible to know about the past once and for all, there
would be no need to write history. It should bu? clear to historians in the
wake of Hayden White’s writings that recovering the. t.otality of the past
is virtually impossible.12 Traditional practices of writing of history faj]
to question the conditions of their own making and therefore, retard any
development of a democratizing critical intelligence. They raise before
us the spectre of the real past, an objective past about which their ac-
counts are held to be accurate and even true. History’s epistemological
fragility and the tentativeness of all readings is here completely ignored.
The creation of fictional accounts of the past, as in Tom Stoppard’s
play, throws ample light on this fragility of documented histories, and
thereby, takes us closer to the “‘reality.” This is most certainly a signifi-
cant development in the philosophy of history and literature which en-

deavours to privilege literary discourse that is self-reflexive and knows
that the only “truth” it knows is fiction,

NOTES

rom Stoppard, Indian Ink (London: Faber & Faber, 1995), The play
dedicated to th

; © memory of Laura Kendal, Felicity’s mother, and knoW‘!l |
to Indians as a talenteq actress from the Shakespeare Wallah drama €oB*
pany that once toured India staging plays in many public schools. FGW
has also acted in Stoppard’s Jumpers, The Real Thing and Arcadia. 1t _
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5. Tom Stoppard Arcadia (London: Faber & Faber, 1993).
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7. Role of Nirad is played by Art Malik.
g. TK.Oommen, “Emerging Diversity: Birth of a New World Soc'“ _
- Times of India, October 30, 1998, p. 10. :
9. M. Holquist, Introduction to Mikhail Bakhtin in Rabelais and His Wmﬁa—
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1984), p. 4.
10. HK. Bhabha, The Location of Culture (London: Routledge, 1994), p. 33
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12. See Hayden White, The Content of the Form: Narrative Discourse and
Historical Representation (Baltimore: The Johns Hopkins University
Press, 1990). -
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E.M. Forster’s A Passage to India:
Way to'Pr.omote International Understal}ding
a *

5.N. BHANEGAONKAR

' . Forster makes a serious attempt o ;
In his 4 Pas:sage fo In:ﬁaih:ac;, ligions, endiga ﬂlldpasse;l[.:ca
auele u]e.d.nfferences'l oneness, and togetherness. A Passage f Indig
Fo s s oA % umtyt,) the novelist to bring different nations ang re-
i.s a successgﬂ ra u;l?lfg e:erh one its due right to understand one another
hgéotr}lfu;ofﬂ.:lk: hlglman society happier. 4 Passage to Ind.:'a is a prophetic
arlvel in the sense that it deals with important issugs like love, frieng.
Isll(:i patriotism, human rights, nationalism, and universal brothe.rhood_
Ths’novel is all about inter-racial and international understanding, A
willingness to know and understand one -angther can only open the .chan-
nels of world understanding. The novel is, in fact, a statement .of liberal
hope, about joining together of faiths, races, creeds, and nations. The
novel was obviously written after the horrors of the first world, 50, the
influence of the bloody war is very clear. The novel is not about lndl.a or
Chandrapore alone, but it is all about human life. 4 Passage t.o India is
an expression of the author’s genuine desire for a good, affechonatle un-
derstanding among people. All the misunderstanding and the ultimate
unhappiness in the world is a result of man’s inability to know C?Ch
other. This personal weakness of an individual leads to the weakening
of the whole humanity. Hence, is the importance of knowing one af-
other. The novel is mainly about “the secret understanding of the
! which cvery sensible human being longs for, The principal mes-

sage that runs through the novel is: “Only connect ! . . . and human love
will be seen at its hei ght.”2

The entire world is waiting for a glorious entry into the twe.ntY'ﬁf::
century with great hope and expectation, But at the same time 0

dream.s arc constantly threatened by communal violence, cruelty, wafs,
and violation of human ri




ne another on personal level. It is true in
that all nations are independent, but are w:

jon 10 59 © * : o
0% rdependent, and never independent, this independence which

m.t.u 4 of is always ‘political,” but never ‘social.” This concept of

fependence may shock many narrow-minded people who are used to
jive in NATOW and dark compartments. The world, as Fielding believes,
is “a globe, of men who are trying to reach one another and can best do 3
50 by the help of good will, plus culture and intelligence.” (65) This is-
Fielding’s broad-minded, l_lber.al gpproach towards universal brother-
nood and oneness of all.'Fleldmg 1s one of the major characters in the
novel who belongs to a liberal, educated class of people. He has an un-
derstanding heart and makes a clean breast of everything. Fielding is al-
ways found in me_comp.my of native friends and always shows his
promptness in blaming ‘his people’ for the woes and miseries of the na-
tives. He puts the whole blame on the ‘English side’ for the psychologi-
cal and emotional crisis through which Dr. Aziz passes, and is not afraid
o declare that Aziz is guiltless. Fielding is affectionate and sympa-
thetic, but what is more interesting part of his personality is his love for
and devotion to justice and humanity which attracts the reader. He
firmly believes in the idea of Universal oneness and does not care to
challenge it. He shows the presence of a clear conscience, maturity and
perfection in his personality. Fielding is humane and truly religious be-
cause “‘he had no racial feelings . . . because he had matured in a differ-
ent atmosphere.”” (65) Fielding is unconventional, broad-minded and his
fundamental good will is responsible for the satisfactory relationship
that he establishes with his Indian friends.

The first section of the novel called ‘Mosque’ opens up the possi-
bilities of communication and it ““aims at bringing about a sense of
unity and equality. . . . Mosque becomes a positive symbol of the explo-
ration of possibilities of friendship and affection.” Mrs. Moore, Adela
Quested, Fielding, and Aziz are all convinced that love is necessary to a
successful union and that little misunderstandings can best be avoided
by possessing an adequate amount of love and mutual respect; and any
person who knows this wisdom has the best chances of promoting uni-
v.ersal brotherhood. We are introduced to Mrs. Moore who approaches
life emotionally with a compassionate heart. She has an innate sympathy
for the natives. It is through Mrs. Moore that the claims of unity and
brotherhood are repeatedly asserted by E.M.Forster. She attempts to
:;_Elve anew social fabric in Chandrapore with her humane, sympathetic
3 tude towards the natives. When Aziz tells her that some I:ZugllSh

omen do not trouble themselves to wear off shoes before entering the

Mosque thinking no one is watching them, Adela Quested says, “That
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e e God is here.”” (18) This is Mrs, Mogre:
- make ';W&chélg%dhlls monotheism—a belief whigh cas
¢ lans 2 l'-wrt:ue;lie-,vnszs that God exists in the mosque, Tyq »

God. Mrs. L;Aoore common politeness of an English wom.
beviewed s_lm.p.Iy asthaer religions, her faith in Islam, She asks b

her firm faith in 0 have pleasantly” in India because “Gog g
Rgay Heaslop 10 "¢ ighbours and to show it, and he ic .

he earth to love our neighbou : I, and he jg .
on the eart India.” (53) This is here simple faith in the e!dste,lee¢_
ent, f_"é“o én and India. Again she cries, “the desire to behaye ol of
bOt.h God. . . . Good will, and more good will, and evep More gn
sa"tlsﬂe(ss 3) lt' ils with this generous attitude, religious tolerance aﬂdim@ {
wglllrespecl that we can establish a possib.le Utopia, and Mrs, Moeid 1:
'n:eases the possibility of this Utopia coming into existence, Myg i
;as come ‘“‘with willingness to understand and l?ve th.e Indians,"“ Dy |
has the best chances of success in' personal. relationships alsg_

The section ‘Mosque’ is mainly dominated by Dr. Aziz who is aq
impulsive, passionate, hospitablc_a Indian Mgshm. 11'1 the F’Bginning of the
novel he opens up the possibilities of cordial relatlpnshlps with Epol:
women by inviting them to the Marabar caves. He l1!<e_s to hear hig relig.
ion praised but at the same time he respects the religious sentiments of
the Hindus and the Christians. Aziz values friendship more thag anv-
thing else, and Babur because “he never in his life did betray hi
friend.” (159) This shows Aziz’s concept of friendship which is a unj-
versal religion for him. Like Adela Quested and Mrs. Moore he alsg
cries for “the secret understanding of the heart!” (17) On his way fo
home he sits in the mosque and experiences perfect happiness and peace
of mind, but suddenly gloom prevails and he imagines his own tomb

with a Persian inscription—the inscription which reveals his true desire
for love and understanding:

i

|

!
But those who have secretly understood my heart— '
They will approach and visit the grave where I lie. (17)

Dr. Aziz believes in universal
‘true brother and friend.” Aziz
ness and flexible, libera] Islam

brotherhood and he calls Fielding as his
gives the best proof of his broad-minded-
ic attitude when he shows his dead wifes -
photograph to Fielding— the greatest compliment that an Indian Muslift -
can},)ay 10 a non-Muslim, He te]js Fielding that “all men are my brotl
ers. ,(125.) He was Fielding’s friend, and he was Mrs. Moore's and
bAdela s fnen:i’ 100. He loved them so much that “giving and recelfl_“ﬁ '-
ecome one.” (157 . Aziz loved them so much because he
“r0ssed all obstacles 1o meet them. What Aziz does for his Europe




friends is exactly what the world needs today—man’
mount obstacles to meet other people il‘f.especﬁ_ve of caste, cre
nationality. He calls Mrs. Moore an oriental and when she dies.
way to England his grief knows no bounds and “he weeps lik
and also orders his children to.weep also.” (290) His personal relaticn i
ship with his European and Hindu friends is built on solid forndatiods L
of faith, trust, good will, and confidence. In love and friendship man
must not study, watch and observe, what he has to do s simply to feel, Gy
understand, and respect. And this is exactly the line Aziz follows when 4
he says, T study nothing, I respect.”” (328) The supporters of the French %
Revolution would easily respect Adela Quested for her desire to see the
real India because she is the representative of equality and fraternity,
Her intelligent heart receives a major shock when she comes across
Rony Heaslop’s inhuman and savage treatment of the natives, and she
very boldly expresses her desire to break off their engagement, She is
also like Mrs. Moore and Fielding who come forward in the interest of |
world understanding. She reveals her true concern for unity and univer-
sal oneness when she speaks: “There will have to be something univer-
sal in this country or how else are barriers to be broken down?”’ (160)
Adela is a very bold and unconventional woman who can courageously
think of breaking the barriers of creed and nationality. Rony Heaslop
tries to weaken the bond of friendship where as his fiancee, Adela
Quested attempts at concrete friendship. Adela Quested makes a social
plea for universality and teaches us that man must learn to transcend all
barriers and seek out the real essence—the inner soul of man.

Professor Godbole represents Hinduism and dominates the third
section of the novel entitled ‘Temple.” Godbole also believes in the ex-
istence of God as Adela Quested and Aziz do and shows respect for oth-
ers’s religious sentiments, But he does very little to promote world
understanding and thus, is not very effective in forming ties with either
English or Muslims. He represents Hinduism in the novel which is a liv-
ing force for the Hindus—a symbol of Universality and brotherhood.
“Heis a voice of affirmation, faith in God, belief in Universal love. i

The third section of the novel is important from several points of
View because it attempts at reconciliation and tries to bridge the gap be-
tween different creeds and nations. This section tries to clear up all the
dark clouds of misunderstandings. All major characters come up in the
oPen and break the barriers which keep men closed. Aziz and Fielding
feconcile and become friends and brothers again; their reunion shows
the power of trust, faith and understanding. Fielding te!ls Aziz emotion-
:;11)’ ‘-hflt “all of us make mistakes. In such a frit?nds-hlp Sl}ch as ours a

W slips are of no consequence.” (310) Aziz-Fielding friendship is a
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¢ and West showing that true friendship ¢ ool
misunderstandings. Aziz’s relations,hil;,s Wither." T

ed, and Fielding suffer sometimes gy {0 ther
Urprisj; i
in spite of difference declares: “Yoy and | 4 Optj.
Fielding is also convinced that friendshyy il"’“be'
also eamestly cries, “Why can’t we C i
{'s what you want.” (362) This emﬁtion;[l%
burst is not an ordinary plea for personal friendship between tyq 1::: i
viduals; it is an intense appeal, for universal frlendshlp‘. 4 Passqgy . I
India is a realization of Forst_er S conf:eptlon that a happier humap :
ety is based on social and racial .equahty. Th? c:,lguds of racial Prejudice, |
can be cleared up, thus increasing the possibility of a growing yyg,.
standing between the two people. Thf: novel is a vision of unjyergy] one.
ness. ““There is no getting out of this, our common boat, Not only we
are related, each to each, as persons, but we partake also of the earth
sky, and water and of the unseen as well.”

In A Passage to India, Forster has succeeded in promoting the yg.
ues of deeper significance like love, humanity, friendship, and world yg
derstanding. A Passage to India is, in fact, a holy pilgrimage 0 the
world of international understanding meant for promoting good rela.
tions among nations and religions. It is not a passage to India only, but
pilgrimage around the world. The process of unity among different re-
ligions and nations is a long one, the longest journeys but it is not at all
impossible to achieve if each one tries to respect and understand the
other by forgetting one’s own prejudices and by forgiving the others’s
weaknesses. Adela Quested’s desire to know the real India and the Indi-
ans must be respected, for it is a courageous step towards the promotion
of world understanding. Mrs. Moore and Adela Quested teach us that
man must be able to perceive his ownness with the universe despite all
the barriers of caste, creed, and nationality. Why can’t we be friends? In
fac_t, it’s what we want and it’s what we need. Why can’t the British, the
Chinese, the Americans, and the Japanese be friends? Friendship and
love is what the Americans and the Indians and the Chinese need, and
this is exactly what the Russians and the Australians also need. EM:
Fm?“ 3SkS.many carnest questions about possibilities of friendly and
;gf:clila\lvirl‘lﬂa}rlg:s among religions and nations with all 'seri(msnesslist’s
. ﬁromot?]or driving force behmc} this novel is the noveeaw
(L th1‘:'ntt=:nmt1.0151al understanding for a glorious and P

world is looking for with hope and optimism.

synthesis of Eas
victim of petty ;
es
?Joorteért:::aar?; nationality. But the final outcome is g
erent ;
mistic because Aziz
friends now.” (362)
the world needs and he
now? It’s what 1 want. [
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A Entry into the Mirror Stage ang the
~ Symbolic Order in James Joyce’s '

A Portrait of the :fytiEt as a Young Man:
A Lacanian Interpretation

BALAJI RANGANATHAN

The purport of this paper is to analyze Ehe mirror' stage and the en
into the symbolic order in James Joyce’s Portrait of the Artist g5 ,
Young Man. :

Lacan mentions in his Ecrifs how a child between the ages of 6 0
18 months reacts in front of a mirror,”*The act immediately reboun‘&'shin
the case of the child in a series oFgestures in which he experiences in
play the relation between the movements assume\?y/ the mirror stage
and between the virtual complex and reality it reduplicates—the child’s
own body, the persons and things around him.”

The child between 6-18 months is in a pre-linguistic stage. It is still
at the unary signifier level and has not entered the symbolic order. The
subject here is as Kaja Silverman puts it, “indulging in an indexical rep-
resentation.” At this stage the subject observes the environment as a
mirror, and begins identifying with the objects in the field of the other
or the symbolic order. The idea of the mirror must not be taken literally
but rather as a cultural construct: where the symbolic order plays a role
in structuring the subject. This cultural intervention assumes many
forms, like the mothers gaze familial situation or the children media.

The mirror stage is also a deeply alicnating stage in the life of the
subject. Lacan talks about the mirror stage as a “‘Meconnaissance” ora
nusconstruction. The subject in the process of identification constructs
the object of identification as the Ego Ideal and the subject perceives it-
self as that Ego Ideal, This cannot be achieved and within this jouis-
sance (source of joy) the subject miscontructs reality.
ik lt‘::’;?;:'t'huﬂs fan. of cultural intervention also structures the st::
Sl e.acqm.smon of the symbolic order. The subject Wi 5

O stage is subjected to a battery of signifiers, At the unary Sig




+ it of the Artist as a Young Man

e

¢l the subject does not comprehend meaning, but develops a fa- Xy

Fier lev
ﬂ':my with thf: sound. Thus a repeated exposure to a signifier sléﬁigr
; the mind of the subject forming his entry into the symbélié
order Of language. :

The mirror stage plays an important role as the subject is exposed to
he entire play of binary oppositions and this reflects in the subject’s at-
tude and behaviour In the symbolic order.”

A ,&bjejt,@tm m!o the S){mbolic order when, as Kaja Silverman
it the lin_a_ry#gg._nggr. which is nonsensical and irreducible and
~hich does not participate in any language system is referred back by
another sigifl e e e
symbolic discourse and in this manner participates in the Phallus or the
pa iopifier. In the process the subject is cut away from his desires
which is the biggest alienation a lacanian subject faces. The desires to

fulfill his missing complement can never bg achieved.
[1

The opening chapter of The Portrait of the Axtist as a Young Man
gives a glimpse of Stephen Dedalus in the jnfant stage. We also find his
mother lavishing care on him: “When you wet the bed, first it is warm
and then it is cold. His mother put on the oil sheet. That had a queer
smell.” (ch. 1:7)3 At this moment Stephen’s libido has still unchan-

“elized and it is written all aver him, in an unregulated manner. This is

the condition which Lacan describes as a L'Hommelette (Silverman:
155), a libidinal omelette spread out in all the directions in the field of
the other.” Stephen here has an unrestricted access 10 experience joius-
sange with the objects around him. The process of care given by the par-
ents channelize the libido into set regulated patterns which Lacan terms
as the territorialization of the body. A Lacanian subject is marked com-
pletely by lack and by this channelization Stephen loses toyh with his
original self and enters into the process of sclf-alienation.

He already develops some awareness of the symbolic order and lan-
guage. The language acquired by Stephen occurs through the process of
signification; when the binary signifier refers back to the unary signifier
and creates meaning, This is \Ll/lc moment when the unconscious is cre-
ated and desire originates.
fathwe also havc'refercnces to his mother having a nicer smell tl.lan his
. éﬁ;ﬂ}g various identifications relating to different pcopledlilée un;
identitieg? antgand the Vagées. How exactly do they attain ditferen

In the mirror stage the infant identifies with the objects in the sym-
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ich it derives joy. It is basical}
\lic order from which it derives joy Y a migcgy
o gl iy o o Syl i
tion, Stephen learns to differentiate binary opposition, Her

mother is different from his father and uncle Charles jg differ

Dang’ilring the entry into the mirror stage Stephen also absorg rep
It is a master signifier which tends,to ominate Step}isn"s g Eon
cially his sense of inquiry: Stephen’s father has Progressive ) &
vigtvs, the thanks-giving dinner conu?versy .bears testimony ¢, it OT;: "
ngger signifier religion is al:so entwmed_fwth the master gjgn; i
politics. Dante displays a binary opposition which is Obsme” |
Stephen: *“Dante had two bfushes in her press. The brush with thema{
roon velvet back was for Michael Davitt and the brush with the _
back was for Pame%h. 1:7) Eleen
Thus very early through the binary opposition of colour, Stephey a
gets a basic understanding of Irish politics. This early identificatiop will
develop into the master signifier of politics, later on in the nove] A very
interesting example of Stephen’s entry into the symbolic order js the
form of language utilized for communication: “Once upon a time andg |
very good time it was, there was a moocow coming along the roaj |
and this moocow that was coming down the road met a nicwens little |
boy named tuckoo.” (ch. 1:7) |
3
i
|
i

The above example has an aura of timelessness around it Claude
Levi-Strayss has described language and myths in his Savage Mind:
“the nature of that savage mind reveals itself in the structures in s
myths as much as in the structure pﬂglmguage."4 He goes on to say
that “'structures of myths prove actually formative as well as reflective
of men’s minds.” (41)

One of the characteristics of language is the accumulative effects of
changes in the syntax with time and usage which slowly structure the
mind. Stephen is in the process of receiving language right from the ba-
SIC structures of myths to the participation in the Phallus or the patemal
sllém_ﬁer. The phallus is a paternal signifier and stands for everything
Jat s lost in order to achieve meaning, It also stands for the privileges
the subject gains as Terence Hawkes observes: “It is a signifier for the
organic reality or needs which the subject relinquishes jn order ¥

achieve meaning in order to gain access into the symboljé register. I

sngnist;lcs that th:gaglAhose loss inaugurates desire.” (183) -
ephen DedAlus, as seen in later parts of the novel, participates :

;l:'zp%ited Sienifier. He enjoys the privileges of the phallus with &
like reli e and environment, We also find how master signifiers
810N, partriotism, and aesthetics effect and mould him. '

.I
\




mplem in the field of the other. _V‘ T
tics al stand as object petit as in hi \/sfsearch_ to
his ent the symbolic order. )
In his search to fulfill his lack, all the master smmﬁgts Sp
prevent Stephen from Aphanasis or fading of the subject’s beir
subject being cut away from his drives loses control on his own
In fact these master signifiers actually situate a subject as he is cut away

from the-drives.
us we see Stephen as a Lacanian subject marked by lack going

through a series of displacements of the object petit as in order to fulfill "
his missing complement and also to prevent himself from fading away.

NOTES

1. Jacques Lacan, Ecrits. A Selection, The Mirror Stage as Formative of the
Function, ed. Alan Sheridan (New York: W.W. Norton, 1977), pp. 1-7.

2. Kaja Silverman, The Subject of Semiotics.

3, James Joyce, A Portrait of the Artist as a Young Man (London: Collins,
1988)

4. Terence Hawkes, Structuralism and Semiotics, p. 40.

5. Mark Bracher, Lacan Discourse and Social Change. A Psychoanalync
Cultural Criticism (New York: Cornell U.P., 1993).




Future Imperfect: Utopia/Dystopia ijp ut
Marge Piercy’s Woman on the Edge of Time i
Margaret Atwood’s The Hanynaid’s Tale

URBASHI BARAT

The utopian novel is not the most common fictional m?de in the Weg.
ern literary tradition. The product of a response to social upheayal gq
social reorganization, it became an important method of unders.tandjn
and analysing society only since the last century anc-l a half, a period thy
has witnessed greater political, social and economic chang?s than ever
before, and marks the common human hopes and f cars, anﬁ?lpflﬁnns and
anxiety, at emerging social transformations. Ulqpla/fl}'.stopla 1S not just
an imaginary land projecting a writer’s prophecies; it is both there and
then and here and now, for the imagined space and time of its fictional
world is based on the present place and the present time. Thus it is kin
to both satire and fantasy: if, as Darko Suvin puts it, “utopia explicates
What satire implicates and vice versa,”" as Freud points out in “Creative
Writers and Day-Dreaming,” “‘carries about it traces of its origin from
the occasion which provoked it and from the memory. Thus past, pre-
sent and future are strung logether, as it were, on the thread of the wish
that runs through them.”’

From the early twentieth century onwards most utopian novels have
actually been dystopian. In a recent article in Span, John Tierney puts
this down to “our cvolutionary heritage™: “Our species thrived by
learning to plan for the future, and to fear it. We react instantly to dan-
ger, and nothing seems as dangerous as the unknown.”> If, however,
utopia/dystopia is accepted a5 4 fictionalized presentation of the realities
o-f the contemporary world, and often, indeed, of eternally recurring s0-
cial and human Situations, if fantasy is in fact reality, dystopia is inevi-
table with the grim realization that the garden today has been taken over
by the machine, with the ; i i
renf:wed ex.aninination in the twentieth century of the power structures of
society. This is especially the case with women’s novels. Right ﬁ:"m Sir ,

omas More’s Utopia onwargs the question of woman’s identity an¢

-0



Marge Piercy a;;zd Margaret Atwood 61

Jace has always been investigated by utopian writers, both male and fe-
male, but where men are more traditional in their approach women
themselves are more radical, concentrating on theories of power and the
power equation in the family and community rather than on the position
of women per se. The woman’s utopian novel, in fact, builds its social,
political, religious and philosophical argument on the Marxist analogy
that bourgeois is to man as proletarian is to woman. As Marxism exam-
ined the “woman question” in its critique of class and society, the
woman’s utopian novel moved from an analysis of the position of
women in contemporary society to a creation of a position for women in
the future that often in the end proves to be no less oppressive and pater-
palistic than the patriarchy of the present. This is explicitly so in Mar-
garet Atwood’s The Handmaid's Tale,* of course, but it is obliquely
- dicated even in Marge Piercy’s Woman on the Edge of Time,” which
seems to promise a utopian future rather than a dystopian one. Atwood
and Piercy and prolific writers, who belong to different traditions of
feminism, but in their only attempts at the utopian mode they share
many COMIMON CONCEms and in many ways a common vision.

Piercy belongs to a socialist feminist tradition in American
women’s writing that goes back to the nineteenth century. This tradition
questions capitalistic social institutions and advocates sweeping social
and political changes, particularly in matters relating to sexuality, repro-
duction and motherhood. Radical feminists believe that patriarchy,
which was the first class system in history, was the model for later so-
cial oppressions such as slavery and colonialism; that male domination
originated not in biology but in the gender roles reinforced by society,
and that female exploitation is not so much economic as psychological.
Women are conditioned to seek sclf-fulfilment through social approval:
consequently, they lack the self-esteem of men, who have been taught to
believe that they are intrinsically superior beings. Like the cultural femi-
nists, radical feminists hold that much of traditional family life, includ-
ing child-rearing, needs to be modified, and that the so-called womanly
virtues such as nurturing and sensitivity are not just feminine attributes
!mt marks of humanity that must prevail in all relationships if the world
is to survive. In her fiction and her poetry, Piercy writes about the need
to develop non-exploitative relationships, the human damage caused by
male patterns of rationality and order, the destruction of the environ-
ment and the impoverishment of urban life. It is these ideas that lie be-
hind her Woman on the Edge of Time.

: I{Sing the classic travel-narrative strategy of utopian and satiric fic-
tion, in which the traveller moves through time and space to encounter a
world very different from his own, which in turn enables him—and the



: iti thehopesandthef )
LY MR R dﬂl’smd the reahtles, : 2 ' ears 0
- readef""w”u; man on the Edge of Time shuttles its Potagop;,
-.mﬁiﬁﬂgik and forth between the New York of circa 1975 an

::fgin Matiapoisett, a small rural community in Ney, England

; ibili for Connie R 4o
ze the possibility of hope , amos, Ty
that symboli h she finds herself are continually juxtapogeq an d'lll;-

s in whic ; s
wzzli; entary on each other; a violent psychiatric patieny
a

: keeps travelling to Mattana:

ed to a hospital ward, she : tapoisety

ct;;lgll;c concentration and repeatedly eawalfefls 0 hospital, jpg , the
fwvel is structured through a process qf galing and losing oy 'n-lhe- |
ness—in, as it were, a fictionalized projection of the New Lefy belj efIls. !
, 1
|
|

trog

consciousness-raising andt.of the focus on consciousness gy 0 iy
i sychiatric practice.
Ameélgznnig’sy mental instability is constantly emphasized, a5 , i
her alienation from the dystrophies present, but also as g sign of
times, that the people of a utopian future can on!y make contact wity
exploited, the silenced, the mentally and emotionally battered. A L
ciente, Connie’s guide to the future world, tells her, “It’s odq Mot
we’ve reached are females, and many of those in mental hospitals and |
prisons.” (196) It is only the powerless, paradoxically, who can change
the world of 1975 to a Mattapoisett of 2137 (197-98) for they can imag.
ine and will a utopia into existence. Hence, too, the title of the novel:
“woman’’ is not just Connie but all women, all those who are marginal- ‘
ized, oppressed and used, precariously balanced on the edges of male
norms of sanity and rationality, yet through whose fantasizing and desir-
ing alone a new world, a new society, can come into being.
| The novel begins with Connie rushing to open the door, thinking,
“Either I saw him or I didn’t and I'm crazy for real this time,” (9)
“him” being a person she had been hallucinating about for over a
month, the person from the future trying to take her to see and under-
stand a possible utopia. Ironically, however, at the door is her niece
Dolly, ninning away from her lover and pimp Geraldo: when Conni¢
tries to save Dolly by hitting Geraldo with a wine bottle, she finds her-
self beaten up by the two men hunting Dolly, strapped to a hospital bed,
ac.cused of attacking her niece’s attacker. This helps the reader to empa=
thize with Piercy’s protagonist, for, even thou gh Connie has a long his= |
tory of psychiatric illness behind her, the way in which the
madwognan-nq—the-attic is institutionalized and treated by the medical
ﬂ;‘;fr‘z?:g}]_ihlﬁs the reader’s attention away from any question abou;
s e“; ;1‘5; ;;S 51 narrator tDW&l.'dS her victimization. FO}', as h'er.stat:az.
ingly obvious ﬁt:atagan} o gatn by male norms of saniti it es
she is classified as mad only by a society that refus

R
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1o listen 10 its women, Luciente (.the name signifies “‘light”) enters Con-
nje’s dark world just b?for.e she is about to be confined by the State, al-
peit only as 2 hallumcauap at first. Utopia for those who live in
dystopia must indeed seem like a d1:eam; Connie’s present includes bat-
ered women, child abuse, street crime, drugs, men who rule by force,
petrayal of human relatl.onsh:ps; }t is fantasy which keeps her alive and
hopeful. If in her suﬂ'.ermg Connie stanfls for flll victims of exploitation
regardless of gender, in her resilience, in her indomitable spirit, her re-
fusal to accept defeat, she stands for the human spirit itself.

A Chicana immigrant in New York, living on the fringes of society,
poor and jobless, displaced and disposs essed, rejected by her family, de-
prived of her child by the State, without a man by her side in a male-
dominated world, Connie’s longings for a stable loving relationship
Have always been frustrated at every turn. The novel opens with even
Dolly, her last hope, who is as much displaced and exploited as she is,
betraying her aunt without hesitation out of her patriarchally condi-
tioned love and fear of her pimp, even though she knows how Connie
had sheltered and tried to protect her. Clearly, love in such a world is
not enough for a woman to survive by, whether it is a Connie or a Dolly,
as is proved on every occasion when either of them tries to reach out to
the other but fails to support her. What succeeds is belonging to the
dominant culture. This is why their Chicana identity is so important:
Connie cannot be heard by the hospital staff because they are mainly
white and male. Contrast here Ken Kesey’s One Flew Over the
Cuckoo’s Nest, which, like Woman on the Edge of Time, explores the
way in which mental institutions try to control body and mind and
whose symbol of oppression is the grotesque female Big Nurse, Kesey’s
reading of the archetypal Terrible Mother. Piercy’s oppressors, on the
other hand, are ordinary professional men and women who work to-
gether to classify and experiment with all those who are displaced in
and by the dominant culture; dehumanization is inevitable in any power
game, and it is here that the real danger of a patriarchal society lies. The
psychiatric ward becomes a symbol of all the social institutions which
are supposed to contain violence and chaos, including the church and
the school. This is made explicit when Connie ponders over how to

tackle her interrogators at the hospital:

Doctors and judges, caseworkers and social workers, probation of-
ficers, police, psychiatrists. . . . What were they looking for?
Would it be better to fall into their net or through it? . . . She was
taking a test in a subject, and she didn’t even know what course it
was. . . . It was like saying the responses at Mass. When what she




hﬁ tuns from the lovi

Jating the lives 0

wnnd en, that Dolly adopts an '“Ang.lou appearance
. eustomers, and that Connie’s brother Luis changes hig .-
ASPish Lewis, his personality, too,.reﬂecﬁng the nisy et
ng older brother of childhood to exploitag
us tyrant, the product and the symbol of the dominant culture, o
0 ’ £ his children, his sister and his wives wity e’quaj

and power. The changes in Connie’s name, too, are significang.

Consuelo Camacho she becomes Connie or Mrs. Ramos ac%rding&% }

what her society demands of her at the moment.

The psychiatric hospital is not only physical but also mentally gy
emotionally confining; friends betray each other, touching is forhigq
and all communication denied. As Connie is moved from isolatiop 1,
mixed ward, where apparently comfortable living conditions are 3 Cover
for neurological experiments cared out on reluctant victims, al] poor ang
friendless, in the name of social good, she turns to Luciente more
more frequently, so that he can take her into his‘world of light and mg.
bility, in which tasks and activities are unspecific to gender, age ang
class, and identity is unrelated to colour, race or sex. Indeed, Lucients
even tumns out to be a woman, to Connie’s astonishment but eventual re.
lief. Not that the people of the future are a homogeneous or undifferenti-

ated lot:

we decided to hold on to separate culture identities. But we broke
the bond between genes and culture, broke it forever. We want
there to be no change of racism again. But we don’t want the melt-
ing pot where everybody ends up with thin gruel. We want diver-
sity, for strangeness breeds richness. (104)

Connie is told. This liberality extends particularly to sexual matters to0:
homosexuality is as normal agd natural as heterosexuality, childhood
sexual experimentation not discouraged, and “coupling” for pleasure
alone the norm. The family has been replaced by a “core,” and i
child, sent into “birth” only after a death, and so always a wanted o1é, |
has three “comothers” to “break the nuclear bonding.” (105) The o ‘
mo{h?rs” are usually, moreover, never “sweet friends,” so that thered®
no misunderstandings or sexual antagonisms among them which might
'T‘hslp“-b l‘l}e growing child. Men can be mothers too, and can even |actate.
the 5011; hpan Uf_Wﬂm_en’s long revolution. When we were break__l'_ﬂg :
3 ierarchies. Finally there was that one thing we had to givé up

» the only power we ever had, in return for no more power for any*




St World, children are produced outside the body, in laboratori
is, however, not a sign of dehumanizing technology but of the
exual stereotyping and of the freedom from the pain of childhood :
of genetic ponding for mothers. | A
The child, too, has to learn the meaning of love without poss
pess or dependence. Adolescents are removed from their mothers and
Left alone to fend for themselves for a week in the wilderness, so that
ihey return with a new name of their own choosing and their own iden-
tity. Now they live with aunts, not mothers, both children and mothers

earning to live independently as persons, not roles. Selfhood and iden-

tity are, then, of one’s own making, and not a social construct. The lan-

guage of Mattapoisett, too, eliminates conflict, especially of the gender

variety, with the use of “person’ and “per’’ instead of gender-specific

nouns and pronouns, which have been “reformed.” (42)

As Connie travels more and more into the future world she feels she
has become a part of Luciente’s “tribe,” participating in their rituals,
their celebrations and their mourning. This gives her an emotional bond-
ing and stability that she had lacked in the “real”” world. Chicanas have
a strong sense of family, unlike the rational self-centred “Anglos™ of
the dominant culture. But Connie has been both abandoned by her ex-
tended family and denied the nuclear one of the WASP. When she had
moved from Mexico to Chicago and then to New York, she had moved
from family and community to the larger social system of the imper-
sonal city, in which the marginalized have no meaningful existence;
now she moves back into a family and a community that have, however,
no “real” existence. Just as she is an outsider in the society she lives in,
50, t00, she can never really belong to Lucient’s world either, for she is
a part of the possible “‘history”” of these imaginary creatures from an
imagined future.

The ““Back-to-the-future’” hi-tech economy of the future Mattapoi-
sett, moreover, based on the “‘good-life” movement of the seventies
(se?, for example, the popular utopian novel Time and Again of 1970, in
thlch utopia can be reached only by going back in time), with its pollu-
tionfree environment—its use of recycled goods and of bicycles for
::S;POI‘E, for one thing—and its zero population growth, anc! the 3PP=}1_"_
i ghl-mmunal governmental action, its workerless factories and its

Sy evolved art forms, co-exist with what might seem Innocuous,
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even desirable, but which hint at something more sinjstey Iy
4 surface: the continuing tensions between people that ises I;g“b :
W

ing,” when people are f9rced to cc.mfrqnt tl_leir Pfﬁl{lenls With gqq "0
the term itself suggestive of pejorative implications, o the COOth#’
lapses into madness among the mhabnan.ts gf Mattapoism‘ By Nstan
unisex attire and the common wardrobe with its “flimsies” g, ol
tory wear are an indication of“th.e 1'1151§mil'103nce of the indj?.,l,-ebra'
against the community; notat.aly, ﬂ1m§1es w1th_ all their beaut Idug)
that, flimsy, and are interestingly, designed mainly for and py , € by
Besides, there are obviously strict controls everywhere, althoug Oglen
ernment”’ as understood in contemporary terms may not appear tg , ov.
the invisible authority being no less rigid than Huxley’s Big Bm;m’
The question, therefore, arises: is this really a utopia? .
For the future consists not only of Matapoisett but alsg of N
York, which Connie once reaches by mistake. In this city the Ould()::-:
exists only as a projection on a screen, human beings are put togeher
with prostheses made to specifications, and women (“‘fems” as Opposed
to Luciente’s “mems™) can only be prostitutes totally dependent on he
men controlling them (which is not too far from Dolly’s position ig
1975). “Multis” own people, food comes from factories, and intellj-
gence is genetically controlled. The relationship of New York to Matta-
poisett is clear: one is a distorted mirror-image of the other. The two
societies are in fact constantly at war with each other, a war that is a
symbolic projection of what is happening in the contemporary world (a
utopian convention that was so successfully exploited in Satyajit Ray’s
film Goopy Gyne Bagha Byne). Violence is endemic to the human con-
dition; it is even a mark of being alive, and human. Thus Jackrabbit, Lu-
ciente’s lover, is killed in action; the artist’s engagement with his
society is active and can demand violence and even death. As Bee ex-
plains to Connie after Jackrabbit dies: ‘“We’re all at war. You're a pris-
oner of war [note the word-play, emphasized by the absence of
hyphens]. . . . In your time many without power found ways to fight
Till that became a power.” (328) Not only is this a comment O
Gandhian non-violence, it is also a summing up of the feminist's vision
?f.a w?man’s passive aggression in a paternalistic environment; C0f_1f“°
is inevitably reminded of the street fights and the riots and the violence
of her own life. Her mind is made up: “the enemy would press o an
x:sla::‘iw' frontiers again as soon as they chose their next advafgce-
Luci::t;t- }\110 more fantasies, no more hopes. War.’ (337’3b31 o
i e olit? :l her llatcr that she had imagined the battle, -
and the MP Ical war in the future Mattapoisett between the pse it
IXers 15 no less deadly: indeed, it is all the more O becd
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m¢ Piercy and Margaret Atwood

clearly developed fr.om twentieth-century genetic engineering and
he kind of experimentation that people like Connie are subjected to in
today’s world. Thf Sh?per§ want to breed people for f‘selected traits,”
while the Mixers ““don’t think peo?le can kpow objectively how people
should become,” and the Shapers’ desire is merely “a power surge.”
(226) If violence and the .ncec.l for power over others can never be eradi-
cated, the weak, the margmallz.ed and the silenced will always be at risk.
As Luciente says, “Power is violence. When did it get destroyed peace-
fully?” (370) The failure of utopia is evident in its inability to abolish
power structures and power games. Luciente’s attempts to help Connie es-
cape from hospital and survive on her own are, significantly, unsuccessful.
Most striking of all is the effect that the Mattapoisett of 2137 has in
the end on Connie; if it gives her a hope and a promise for the future
that enables her to go on living in dystopia, it also “anneals’* her mind.
She resolves to kill all those who want to destroy her self through the
physical and emotional violence of their neurological experiments. Now
she is no longer ““a receptive woman,”” for she has decided to rise above
her victimization through a similar act of violence, even though this
means she can never go back to Luciente’s world. She believes how-
ever, that she can dedicate her act of war to all those who have suffered
like her and to those “who will be born from my best hopes.” (370) At
least she has fought and won, she feels. But her victory is only partial,
even from the short-term view: only four of her intended victims die,
and her incarceration continues, now without the help of future hope.
This kind of ambivalence is not present in Margaret Atwood’s
Handmaid's Tale. Where Woman on the Edge of Time has behind it
Piercy’s own sense of dislocation as a half-Jewish girl growing up in a
violent and “Anglo” Detroit, and can equate her protagonist’s Mexican
childhood with a future Mattapoisett, Atwood, a Canadian, deeply con-
scious of the anti-feminist backlash of Christian fundamentalism and
neo-conservatism, places her protagonist in the same New England re-
gion as Piercy does Connie, so that she almost seems, as it were, to ex-
amine the realities of Connie’s ‘‘back-to-the-future” dreams in her
Handmaid’s Tale. Atwood’s native Canada—once a British colony and
how in danger of a grosser form of colonization, a cultural and eco-
nomic one by the United States—is the place to which refugees from the
merican Gilead escape (as indeed American protesters against the Vi-
®nam war had done in the sixties). In her study of utopia/dystopia she
US Inverts the good and the bad place, just as she inverts social and
moral values when she examines the role of religion in fixing woman’s
Place through time,

Piercy’s protagonist is named, and her story is narrated in the third
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dmaids, Aunts, Jezebels, p
only Wives, Marthas, Han 3 » Daughtere
.Eté?nowives. men are equally only Commanders, Eyes, Angi?;w

: d?_.;s\..pmtagonist may tell her own tale, but sheiis,
1s no identity but only a r_ole. By denying a s eIf h'o'w
sad, no matter how swiftly and ruthlessly they mayel:av _
oney gy

e enslaved them, have also diminished their men; if

Guardians. Naturally, the protagonist is hesitant and apologetic gp, -
telling her story: it is as fragmented and shapeless as she is, gpe
her self and her ability to go beyond the victim’s role not throygy gy
nie’s violence and destruction but through her belief in hergejg .
through her creativity. This expresses itsclf in her sensitivity lan.
guage and to her ability to construct/reconstruct herself in words
bear witness to those acts of resistance that keep people humgap
alive. That is why she constantly muses upon the ambiguity of wo;-ds....
for instance, “Waste no want not. I am not being wasted. Why do |
want?” (17) note the twist implied through the use of the Passive
voice—or the word-games she plays with hersell, the woman’s rejection
of the either/or oppositions of patriarchal discourse, as in:

that

I sit in the chair and think about the word chair. It can also meap
the leader of a meeting. It can also nican a mode of execution, It is
the first syllable in charity. It is the French word for flesh. None of
these facts has any connection with the others. (120)

The significance of her narrating her story is not that it is the truth,
which it may well not be, as she obscrves again and again, but that she
is able to do so at all: this enables her to construct herself, to control her
own, inner, life. and to communicate with others, even if it is with only
an imaginary audicnce. She “wills’ herself, her characters and her read-
ers/listeners into existence: I tell, therefore you are.” (279)

Where Piercy suggests the persistence of bourgeois pattems of so-
cial behaviour, Atwood suggests the limitations of feminist theory. For
against the way reproduction is monitored and regulated through rituals
such as the Ceremony of impregnation and the Birth Day, where the at

tendance of all the women is mandatory. (Piercy’s Mattapoisett makes

an interesting comparison in this respect.) As a result of an ecological
dJSasle}' , sterility among both men and women is endemic, though, as al-
ways, it is the woman’s reproductive capacity that is constantly under
b S}nce _Wi"es cannot conceive, the Handmaid is of supreme I
ﬁ:?altlcekm this society in which women do not have “jobs’; they Oflly
bea: ;sﬂ  and hers is the task of women everywhere and at all timés: ®

Children. If she fails to do so in the three chances allotted 10 Ber—
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o the magical numb er that Pierc:):, too, ref ers to—she is banished to a
.n.oe‘in. death existence in the Colonies, sweeping up toxic wastes as Of-
fred’s mother is condemned to do. . ,

As in Woman on.rhe Edge qf Time, the matter of naming as a mark
of identity is .of particular significance. But Offred hi.ls lost her nalpe
and her placein a wm:ld she knew once, and hence she is even more dis-
ossessed than Connie was, who had never belonged to either of the
worlds she inhabits and whose name bears at least some semblance to
her childhood one: today’s fored could well be tomorrow’s Of-some-
one else. Like Piercy’s Connie, she has lost her lover, Luke; her daugh-
ter; her closest friend, Moira: and her fnolher. Except for Moira, who,
ironically, finds a version of freedom in a State-run brothel for Com-
manders—-all the more ironical because she is a leshian—the figures of
the past return (0 Offred only as memoricg and as hope: like Connie, she
is a “refugee” (239) for whom remembering the past is an assertion of
selfhood. So is establishing communication with other silenced, margi-
nalized and fragmented people, whether it is exchanging secret glances
of recognition with other Handmaids to “show each other we are known
at least to someone, we still exist,” (295) or the Aunts and Marthas
showing them some sympathy. or Sercna Joy reaching out to Offred, or
the Commander’s hesitant request to Offred, to begin not an illicit rela-
tionship but a secret friendship, for a kiss that scems sincere, and to play
Scrabble (significantly, a word-game) in return for a bottle of hand-lo-
tion and a pile of old magazines. Offred’s gain is not merely the balm
that is so ironically lacking in this latter-day Gilead but the much more
precious awareness that she is no longer merely an object to someone,
“merely a useful body.” (172) No wonder, then. that her mother's hope
emerges as Offred’s despair, as she addresses her absent mother si-
lently: “You wanted a women’s culture. Well, now there is one. It isn’t
what you meant, but it exists. Be thankful for small mercies.” (127)

Indeed, throughout Offred’s story Atwood examines feminist claims
about the millennium. There is the irony of Offred having found her
mother’s view about men’s role in childrearing and masculine values
mupting, a mother who had fought for a world in which her daughter
‘:ff:"llld not have to fight similar battles. Offred herself had taken this

liberated world for granted when she had brought up her own daugh-
Yer, only to lose her when the new world came into existence. There is
] :0 aﬂmh?r kind of irony in the way the Japanese women tourists, from
Otally dlfferent culture, have adopted a characteristically Westem ap-
the:;?sneis’e SWIIhDrevea.ling' clotl}es, high heels and lipstick, objectifying
Self hag donas olly in Piercy’s novel had done, but also as Offred her-
¢ once; when she sees them she remembers the past, its free-

-




The Indian Journal ofE,,gHs}; |
es, but she is now nonetheless deeply ..
<ced and them, while the Japanese on thejr i emb%
rasse  uniform of long red dress, headdress ang veil d-l!ig:_

Handmaid’ _ : ! Xotig,
: Atwood, represent social condigione - ot
Clothes, for both Piercy and cp onditiong gpg ol

: a1 conditioning. T ; '
cial %’l e important thing about Atwood’s Gilead is that it is POSsible

d to survive it, and not necessarily through suicide of pp...
?lsi‘;ﬁea?:ne- Piercy’s Connie had allempted to escapc-: the New thés]icg
1975 but had lost both that the Mattapoisett of 2137 in the process, thi
Mattapoisett, moreover, mlglllt never exist, and even if it did coylq el
provide a subtext of paternalistic cqnt?'ol. Ther? are obviously many gz,
ferences between the utopia/dystopia in Piercy’s Woman on the Eqg, of
Time and Atwood’s Handmaid'’s Tale, but the snmlfirlties, S‘llPriSingly
are no less remarkable, even though the former’s imaginary is op Lh;
surface utopian and the latter’s dystopian. Both novels examine the tep,
sions within the feminist movement regarding sexuality, feminine bopg.
ing and interpersonal relationships; they both query, in their differen
ways, the stereotyping of gender categories such as “women” ang
“mothers””; both embody the Derridean observation that “the future can
only be anticipated in the form of an absolute danger. It . . . can only be
proclaimed, presented, as a sort of monstrosity” (Of Grammatology)
and Atwood’s own comment that “Hope needs the future tense . . . but
like thunder it’s only an echo, a reverse dream™ (“‘Hopeless”). Both
Mattapoisett/New York and Gilead point to the importance of naming
and of language in enslavement and liberation. In a world in which men
and women live as bodies marked by gender, both novels hope through
despair that the human spirit will survive and triumph over the ambiva-
lence of the utopia/dystopia of past, present and future.
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From Innocence to Experience:
A Study of the Adolescent Hero in
J.D. Salinger’s A Catcher in the Rye and
Brian Moore’s The Emperor of Ice Cream

MADHU MEHROTRA

Adolescence that crucial and inescapable period of life that bridges the
gulf between the innocence of childhood and the experience of maturity,
has been an abiding theme in literature, more so in the twentieth century
when in the aftermath of the war a significant rise in the divorce rate
and a fall in the birth rate was noticed and the child came to be over-in-
dulged. This indulgence led to permissiveness both at home and in
school and engineered the growth of a high strung, self-willed and often
rebellious adolescent, harbouring conflicting emotions of guilt and inno-
cence, acceptance and rejection sensitivity and recklessness. This appar-
ently slow and sometimes traumatic transition from a carefree world to
the responsibilities of adulthood assumed great significance and writers
of fiction seemed to reveal an almost obsessive preoccupation with this
vital life crisis. Gertrude Stein, Sherwood Anderson, Scott F. Fitzgerald,
William Faulkner, Carson McCullers, were some of those who sought to
illumine the psychological alienation, and deep personal conflict of pro-
tagonists who underwent biological, social and even religious confronta-
tion with the world, on their way to maturity which necessitated coming
to terms with an adult world which was so much at variance with their
own,

From amongst the adolescents who populate modern fiction, the
Purpose here is to attempt a comparative analysis of two young heroes,
the protagonists of J.D. Salinger’s 4 Catcher in the Rye and Brian
Moore’s The Emperor of Ice Cream, Holden Caulfield and Gavin Burke,
and show how each one undergoes a slow and painful process of initia-
ton which can either be ‘tentative,” ‘uncompleted’ or ‘decisive.’!

Close parallels can be drawn between these heroes standing on the
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maturity. Both seek refuge from an unsatisfactopy |

threshold of Iy sit

that has developed OW
domineering

schools is to be ; . ' i
subjects. Unable to adjust to school and afraid of facing the unp] fg.ur

situation at home “Dady’ll kill ym.l“2 his si§ter Ph(.Jebe tell hi%sﬂllt
eaves both school and home, and with no particular aim in mipg Checke
into a hotel in New York. He speflds a frentic week. roaming i mlass]s
around the town, dates his ex-glfl-frlend Sally, }«'lsits his kiq g y
Phoebe, spends the night in a waiting room on a railway station »y du
Monday which forms the end of the main plot goes to the museum op
Natural History where he is joined by Phoebe. In the beginning of the
novel as the narrator, he informs the readers that he would not te]] them
about his childhood but we do learn significant details of his Jife before
and after this event.

Gavin Burke, the protagonist of The Emperor of Ice Cream faces 3
similar predicament. Having failed in the School Leaving Certificate y.
amination he is convinced that he is ‘predestined to be a failure,’ apg
secks refuge from a father who he believes to be “one of the most preju-
diced, emotional and unreasonable men he had met. It was more than a
year since he had decided there was no longer any point in arguing with
his father. Silence and silent rebellion were the only defense.” To
avoid going back to school and in defiance of his family’s wishes, he
joins the First Aid Party (F.A.P.) of the Air Raid Precautions (ARP)
even though he is embarrassed wearing its hated British uniform and the
salary is a mere pittance. He spends his days and nights with his com-
panions sometimes at the A.R.P. Station and at other times wandering
aimlessly around Belfast, visiting bars and dancing halls. It is only to-
wards the end of the novel after a bomb blast that his actions become
purposeful and the narrative ends with his having attained the balance of
maturity. The attitude of the protagonists however is enigmatic, though
rebelling against accepted norms they need sympathy and guidance
'1:11811' problems are compounded because they lack intellectual and emo:
tional support from the parents. In both cases, the mothers are ailing and
the_ fathers too busy being successful to discuss or provide any klﬂd of
g:;g?:i‘:e which is urgently needed by the adolescents. Their siblmﬁi
Gavin, hsi(smg dg:'ezf::ﬁ of support bul- it is insufficient. In .the Cag: e
o &r Owen and his nmetcen-year-qld 51Sterbmﬁwr
e o o 11 _emgelves. In Holden’s case, his elde‘l' e
e sistgr lz\lwlmer In Hollywood and comes to sc€ hu:m g
fight their battle with :hoebe s anly ten. Hence both are condsF, ;

e self and the world alone, and camouflage

ing to their academic incompetencc _ “‘mou
fathers. Holden who had been expelled from gy . thejy
expelled from Pencey Prep too, for having gy o CVioyg
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inty under the guise of rebellious defiance,

un Boih pmtagonists are fired with the idea of fi'eedom the re A

jon of adolescents: freedom from parental authorit

as$ 2
l;[ities in order to assert their manhood. The defiant stance which ren-

ders them ‘alone’ in the.family enable§ them to explore and tend thejr
oW [ESOUICes, and the time spent outside the home engenders an inde-
endent identity, thus furthering the process of maturity. Their aimless
wandering can be compared toa physical journey which enables them to
experience and recognize, evil ?md depravity in the world. and helps ma-
joeuvre a change in their attitude. The change, however, is brought
sbout after a long and tortuous spell of deep personal conflict wherein
the innocence of the adolescent comes into conflict with the values of
the adult world. During this period of initial shock and passivity, all in-
stitutions of authority come under close scrutiny whether it is the par-
ents, the school or social and religious institutions, and if found wanting
(hey are rejected unconditionally. Religion, one of the oldest institutions
of society, is viewed with distaste and distrust. Holden admits, “I'm sort
of an atheist. I like Jesus and all, but I don’t care too much for most of
he other stuff in the Bible. Take the Disciples, for instance. They annoy
the hell out of me. . . . I can’t even stand ministers. . . . They sound so
phoney when they talk.”” (99-100) Gavin lives in a house dominated by
Catholic and Conservative values, this perhaps is the genesis of his
White, and Black angels. One sits on his right shoulder telling him to do
the ‘decent thing’ and the other Black one on his left shoulder whispers
all kinds of naughty things into his ear. In Gavin’s opinion the Black an-
gel which had barely been mentioned in the catechism class “seemed
more intelligent; more his sort.”” (10) He wonders at the veracity of his
mother’s statement when she says, “God is good, but God, if there were
a God, did not seem to have been particularly good to hear. She was
forced to endure her husband’s taunts about the irrationality of women.
.. Nor did he bless her with health. She suffered from bronchitis, sciat-
ica and varicose veins. Her missal was stuffed with black-edged mass
cards, in memorium of the many friends and relations God had taken
from her.”” (133-34) As a result he stands erect as “‘the Godless guardian
of the rational view,”” (224) unafraid cither of ‘Our father’ or his father,
or priests or bombs even at the time of danger and neither kneels nor
prays in the hospital at the nervous behest of the priest.
~ Another problem that the young protagonists have (o wrestle against
’ the problem of sex. Adolescence is marked by a lack of synchroniza-
tion between the fast-maturing body and not so fast maturing mind.
Rapid physical and hormonal changes, accentuated by the desire to emu-
late adult behayiour provokes them to indulge in smoking, drinking and

y and convention-




= ..n :

The Indian Joupyq; of En 2 ]

: es in innocent necking with Jane
also 'se-x'dnglefghl:::slgFaith Constance a girl. that “didny mi
3311)', ma w'hi.le." (67) He befriends thl:ee girls in the Laveu
once m-d 2 message to Valencia the night ?lub singer ity
and sen sfor a drink and even accepts Maurice’s offer of , ooty
s she acually arive, he changes his mind ang agi o L
Although Holden goes through the motions of adult sexyy) l:‘ellaxf-m-'(gE
he fails to follow through and retains his lgnot’:ence, because b l.e;“ur,'
the adult code: “Sex is some thmg.I Just don’t Uﬂdfﬂs‘land. 3 (63) ;?

awakening of sensuality m.akcs. Gav.m Burke feel hg IS “2 Sex gyt
“defiling innocent girls” in his mind and determines g buy i
“great Scarlet whores.” (3) when he has the money. Musterjy P coug
age he attempts t0 have sex w1-th his girl friend Sz{lly but doeg not c:
ceed, yet continues to be fascinated by her stockinged Jegg Whep p,

|
1
enters the A.R.P. world, he is exposed to a lot of sex. Soldje Mebrige :
|
\
|
|
|
|
|
|
|
|
|
|

his co-worker cuts indecent jokes and slyly paws Mrs. Cullep iy fil

view of the other young lads. Bobby regales him with a story of how he
went into a Methodist Church where young children were singip

hymns in the Church loft, and how he §at next to a fourteen-yeaf.old So-
prane and putting his hand up her skirts made' her squeal at very high
pitch indeed. He further informs a shockfed Gavin that he was able ¢ get
away with this by making a large donation to the Church when the po-
lice was called in. At the Club on the dance floor, Mrs, Luddin wag “all
clinging thighs, pressing breasts and face in his neck.” (47-48) He alsy
learns that the minister Re. McMurtry is a homo-sexual. Sex had loomed
large in his mind but the actual encounters and experience of naked
sexuality make him “physically sick” and he longs for the pure love of
Sally. As he falls asleep, he dreams: ““I am falling over a cliff. I am fall-
ing.” (97)

These unsavoury experiences bewilder aad further alienate the
young protagonists from society. The world at large appears enigmatic,
a far cry from the sheltered and carefree world of home and school.
Gavin feels “life as an adult could be more terrible than anything a
s‘chool boy might imagine.” (94) Holden too realizes that the world is
“a phoney world” and that “If you sat around there long enough and
heard all the phonies applauding and all, you got to hate everybody in
the world, I'swear you did.” At the hotel in New York, he sees a trans-
vestite and realizes that the hotel was ful] of perverts and morons and
C;(;r;;v:alls.’ (148) He sees ugliness and depravity all around, even

Ppear to him as “vomity looking,” hence he wants to stand ona

cliff and prevent children from falling over it, thus guarding their in1"

cence. His visit to the musey further strengthens the belief that peace
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1. Salinger @
Jeaving school had been like a see-saw going up fo the
growﬂ'“P world, a world w.here Lili sat on one’s knee
tovght it 0dd, then down with a bump to be:qg a child again
by Daddy, lecturqd aboug exams, sent to bed in disgrace.” (1
logically outgrowing their chlldh09d and yet not ready to accept the
Jdult yalue system, the protagonists seem suspended between two
worlds, and experience great ex_notlonal.and psychological stress. All
iheir attempts 10 conform to society end in disquietude for their uncon-
ventional thinking and independent outlook makes them run foul of
authority and they beFome perplexed, isolated and disillusioned. Appar-
ently rejecting authorlty., they actually seek advice and it is for this rea-
son that Holden visits his teacher, Mr. Antolini, but immediately regrets
doing sO. The teacher tries to abuse Holden and makes homosexual ad-
yances towards him, making him flee in nervous confusion. Gavin too
decides to pass his matric in order to appease his father and Sally, but
knows that he belongs to “‘a world of misfits.”

Unlike traditional heroes of fiction, both Holden and Gavin are less
than heroic. Each is bullied and threatened by the fear of losing his girl
friend to a stronger contender but is forced to bear his humiliation and
suffer in silence. Holden knows Stradlater who has “a damn good
build”’ to be “‘a sexy old bastard,” and yet cannot prevent him from dat-
ing his girl friend Jane Gallagher. He admits to being “‘one of those very
yellow guys.” (88) Gavin Burke’s girl friend Sally is suddenly snatched
away by John Henry “a great sack of a man,” (161) who actually pushes
Gavin around much to his chagrin, but who cannot retaliate because his
soul had been “‘corroded with cowardice” and fear made his legs go
weak. Outraged yet helpless, Gavin realizes that the world is no better
than a battlefield where only “‘bullies came out best” (170) and that “‘all
of life’s races are fixed and false. You stand at the starting line knowing
you can run as well as the others but your place is with the misfits.”
(192) Yet acceptance of their own weaknesses makes them considerate
of others. Holden helps two children put on their skates and gives a do-
flation to the nuns, and Gavin pays for his friend the penniless Captain
in the bar, In spite of their innate kindness and their concern for the
weak and the underprivileged, they are unable to come to terms with
conditions as they exist and become lonely wanderers.

As a result of his unwholesome experiences, Holden realizes that
the world is corrupt and ‘phoney,” and all attempts t0 change it are fu-

that he will not be a part of it. Disgusted, he tumns away from the world
and finds refuge in a mental system.
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in an article divides the initia a
caiMafcusmaﬂ a°nst° .I”I.ﬁ
v ‘.r_?;e ‘tentative’ which leads to the thr'eshold but do?s Iy thg,
s te;e cuncompleted’ in which the profagoglos: is stil] e No g
Itt.’ﬁl gle for certainty in the end, and.the decxsm?’ in which the ped ma
;istghas reached maturity and achieved self discovery > (Izsmtag"'

Holden experiences and recognizes evil and vulgarity ang Thyy

. . agoni
them is unable to bring about the required inner transfonnalionzfg
able to accept the ambiguities y

of the adult world. His initiatig

ive’’ ' le to conf na:tbmt
can be called “tentative ff’r s L - e Ac"m’ﬂlng
Grunwald, the fault lies not 1n ledan, but in the world in Which he s;u
journed and found _hlmself an ahf:*n. Alarmed by the Phoninegg of
world and its inhabitants, Holc?en is unable to Progress and fings pop,
in a mental asylum where he is p!agued by uncertainty and lonelinm
“] think I am, but how do I know.” (213) “All I know is, [ sory gfmiSs'
everybody, I told about.” (214) :

Gavin Burke, however, is more fortunate and his traumatic Proba.
tion to manhood is more rewarding and “decisive.” It is marked by 5 sig-
nificant change in knowledge about the world and himself Whep
Belfast is bombarded he feels a peculiar kind of elation, “a tumyjq of
joy.”” (199) He had been afraid of failing in maths, vomitted his break.
fast before an exam and was petrified with fear when challenged by
John Henry who remained surprisingly unperturbed as bombs exploded
around him. Absolved of his fear he takes the first step towards maturity
in refusing to escape with his family to Dublin when Belfast is bom-
barded. He spends a whole night confining dead bodies, and his ARP.
uniform, earlier a source of embarrassment now gives him a sense of
authority. He has gained insight, and with this awareness, he retumns
home confident and fearless, and there he meets his father who had re-
tumned looking for him. Tears of joy stream down his father’s face at
finding him alive but Gavin is more controlled. “After tonight . . .
everything has changed . . . he can forgive his father anything.” (225)
'l:he end of the narrative marks also the end of Gavin’s psychic and emo-
tional ft?rment. The external situation remains unchanged but there is 2
change in his attitude. The voices of the black and white angels become
;?;lz;;dﬁl?le, for“now he heeds a new voice, “a cold grown up VO!C:d
- childlirsILand' he heeded that voice, heeded it as he had never _hf:edm
Tt Thzmces of his angels,”” (250) The new voice counsels him

- "heroles are reversed. His father sits weeping before him like

a i i .
et;:}lfutlfl; incina gesture of author ity born of this new awareness, he qU
€s his father’s hand to console him,

Mo
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J.D. Salinger’s Fiction: An Appraisg)

S.D. SHARMA

Writing in The Nation in .l\./larch 1257. Davidt_' L.'.__,Slsvftnson €XPresge
surprise at the somnl!cnl verdict that Salm'ger is “rarely ackngy,
ledged by the official guardians of our literary virtue. Answering the
George Steiner writes, “He can now rest assured. The heavy gung
are in action along the entire critical front. Salinger’s uniq)ue role in cop.
temporary letters has been accorded full recognition.” In the same
vein. Arthur Mizener says, “Salinger is probably the most avidly read
author of any serious pretensions in his generation.” Granville Hicks in
Saturday Review in July 1959 writes. ““There are. I am convinced, mil-
lions of young Americans who feel closer to Salinger than to any other
writer."q' Similarly F.L. Gwynn and J.L. Blotner comment, “The only
post-war fiction unanimously approved by contemporary literate Ameri-
can youth consists of about five hundred pages by Jerome David Salin-

M

ger.’

Whereas Maxwell Gismar considers Salinger’s work “Ivy Rebellion
of the Fifties,”® Isban treats him as the spokesman of “the non-con-
formists who resist the old betrayals of rhetoric and illusion and rejects
the false claims of ideals.”” If for Charles Kaplan, Salinger’s tales are
*‘comic masterpieces"‘8 and can safely be compared with the classic in
literature, for Charles H. Kegel, 7he Catcher in the Rye is “the failure
of any form of communication.””’

The above conflicting views of the eminent critics about ]
David Salinger are but a natural corollary. concomitant to a nove
gradual strivings for his determined efforts 1o get a proper identifica
and a place for himself in the hierarchy of recognized authors. Salif
::'lazai?s,e?t?longed to the literary era of the mid-fifties in Americ?, ‘;h.;::e
et Woi?c:lg\,\%}]m%[ﬂ}r coming out of the mental l::auma it rccelv;l =
cthical values fa;: d . deed, a.period dnte viidh m:; People
suffered from 3 comeglencrat.eq' The s'ocml cords broke down a7 etely

plete spiritual void. Man. in general, felt comP

query,

erome
list’s
tion
ger,
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il grim challenges i @ univese both absurd and frightening,
ﬁ_ _mvoanized, alienated man looked upon 0 with askance. The pro-
The t Hardyian gloom pervaded everywhere, in a nut-shell.
erbidl ¢ modern novelists of America such as Theodore Dreiser and Er-
- mingway did their best to restore old ethical and moral values in
nest He'et\-' John Dos Passos also served the cause of the society by
the $0¢! uth the problem of nervous breakdown and the fear of war in
d?aling‘ ‘]s gimilarly. William Faulkner and Singclair Lewis also dealt
his no‘ite-mporary problems in their own novels. Thomas Wolfe, John
with €0 k and J.P. Marguand, likewise. depicted their contemporary mi-
S.lgmgscdealing with various problems. But after these novelists there
o many new novelists, J.D. Salinger being one of them, who popu-
@ { and practised a particular type of ism which specifically dealt
la_ﬂ; the American life and society in a strictly Pﬁigqgiggg_l ‘and-techni-
“ll sensel.Synoptically speaking, whereas Norman Mailer is known for
:;e cult of Bohemianism, John Hersey is identified with the Revival of
Conscience. Similarly, Saul Bellow is known as the novelist of the intel-
1ectuals)Lik¢“'ise.- if James Jones is primarily known as a War novelist,
it is William Styron, who dealt with the theme of innocence. With the
novels of John Howard Griffin, the cult of Devil in Texas became popu-
lar. Similarly, amongst all these novelists, J.D. Salinger is also identi-
fied with the New Yorker School of Fiction writers. Decidedly, the
credit for popuiarizing the New Yorker School of Fiction must go to
Jerome David Salinger: for, his contributions in this regard, as has been
discussed earlier, are much wider and more varied than ye of_John

Cheever, Irwin Shaw and Edward Newhouse, who are the dther noted

novelists belonging to the New Yorker School of Fiction.
‘The..Catcher in the Rye is Salinger’s magnum opus, which deals
with the life of an adolescent named Holden Caulficld. This novel be-
came an instant success: for, about 250,000 copies were sold every year.
Even such great masterpicces as Marjorie Morning Star, The Adven-
lures of Augie March and By Love Possessed declined in their sale after
{€n years, but The Catcher in the Rye grew in popularity and sale year
after year. The novel is a classic novel of adolescence and its central
lhﬂmf! is the theme of alicnation. Compared with Huck Finn, Holden
f::::lll; réllpp‘ears to be more powerful and convincing. It is, in fact, Sal-
i Istic feat not only from- the sl_andpomt o!: psycholog_y, but e!lso
blen 1;01;“ of view of dealing with the soc:a! and philosophical
3 \'ears‘annd act, Sfllmg_(:r T\'orkcd on The C atcl_rcr in "hci Rye for about
-illger . ;hdeSplte criticism to the cont_rafy, it was .hallcd as 1he: true
s wigh 1 :: New Yorker School of Fiction. In this novel, Salinger
ife of an adolescent hero. who, for every good reason,
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 and liberation.

Yo -Q;-.=.Rede:mpt10n
_Rj3 = Recollection

Ry =Resurrection ,

These four Rs suggest four distinc.t phases o-f every life in the Daryisis M
sense of the term. The first stage in the Salmgenan work is the g, ol
Revival, which comes after a strong fit of cpiphany. In other Words g,
adolescent hero like Holden Caulﬁelfl comes to the plane of Teality, The
second stage is the stage of Rederppt:on, passing through which, gy ,
lescent hero apparently looking like a neurotic absurd, is liberateg frop
the strains of his p&"ChOlOgi‘{ﬂl breakdowr}. Rec?lleCliOH, the hjrg
stage, is where an adolescent like Ho‘lden tries to identify hig Presen
with the past and makes his own identity. The fourth stage of Resurreg.
tion is the final stage, where Salinger’s Holden like Seymour, Franny
and Zooey, appears 1o be a virtue-incarnate.

Salinger wrote about thirty short stories within a period of approxi-
mately twenty-five years. These stories were periodically publisheg in
New Yorker, Harper's World Review, Collier’s Story, Good Housekeep.
ing, Cosmopolitan and Saturday Evening Post. After rigorous selection,
Salinger chose nine for his work Nine Stories, which comprises *“A Per-
fect Day for Bananafish,” “Uncle Wiggily in Connecticut,” “Just Be-
fore the War with the Eskimos,”” ““The Laughing Man,” “Down at the
Dinghy.” “For Esme—with Love and Squalor,” *Pretty Mouth and
Green My Eyes,” “De Daumier-Smith’s Blue Period” and “Teddy.”
The dominant themes characterizing Nine Stories are: alienation, racial
prejudice, estrangement in love, war-horrors, spiritual crisis, neurotic
disorders and worldly disillusionment. The racial prejudice is the central
theme in “Down at the Dinghy”* and the estrangement in love is the key-
note of “Just Before the War with the Eskimos.” ““The Laughing Man®
deals with the problem of perversity and ““Uncle Wiggily in Connecti-
cut” with that of the betrayal of faith. *“Teddy™ deals with the problem
of spiritual crisis. James E. Miller, a noted critic of J.D. Salinger, has
appreciated Nine Stories for effective presentation of what is real
unreal or nice and phony in this world. it
faith? l’; ;7"”.1" and Zooey deals ,with the Glass family of New York. It 1;;
ook portraval of Franny’s nervous breakdown and, subsequen sis’

€y's efforts to help Franny recover from her religious nervous cfists
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also significant from the point of vie
the oriental philosophy. SR
" gimilarly, Raise ff:gh the RoofBec_:m,- Carpenters and S I
Introduction deals with lhehGla:G.s famlxly with a splﬂma] tinge. In ¢
work, Salinger the philosopher, is donunar}t on Sa!mger the artist.
of the I'edanta and the theory of incarnation have been ¢
to in order 0 suggest a.sort of redemption to the Glass family. In treat-
ment and narration. Salmger lllfe Galsworthy, deals with the Glass Saga
almost in the same way in \‘-i-'thl'l Gglsworthy did in the Forsyte Saga.
One immortal character in this work is Seymour, who has many autobio-
hical resemblances with Salinger himself. Some critics like Henry
Anatole Grunwald find some autobiographical touches as genuine and |
the rest as fake. As for instance. Salinger, like the Glass children. was
~ pom in New-York to a Jewish father and a Christian mother, To soothe
' per inlaws-to-be. Scotch-Irish Maric Jillich changed her name fto
Miriam when she married Sol Salinger.
‘?Salinger's art is certainly the art of an Impressionist, which is one
characteristic feature of the novelists belonging to the New Yorker
School. Salinger treats art as a medium to express, represent. communi-
cate human life. He is basically allied to the joyful mysticism of Whit-
man. The mystical anguish of Emily Dickinson and also the macabre
humour of Mark Twain constitute the essential ingredients of Salinger’s
art and technique. Ring Lardner’s prose rhythms and F. Scott Fitzger-
ald’s poetic style impressed Salinger. He also liked John Updike's ex-
amination of the relation of spirit and matter. The patterns of withdrawal
and return, of search for the ideal and the discovery of the self, as prac-
tised by Hawthorne and Melville. also constitute significant segments of
Salinger’s fictional technique. Like Whitman. he does not treat modem
life as completely meaningless but as something meant for facing chal-
lenges with joy. His immortal creation Sevmour stoically sums up Salin-
ger's vision, which primarily controls his art and technique: “All we do

over whole lives is 1o go from one little picce of Holy Ground to the
next.”

. Salinger considers style like Buffon, as the man himself. He treats
Simplicity clarity, euphony and the telling effect as the major contribu-
lory factor of 4 good style. His use of language is unconventional in the
::‘l;zﬂgl he prefers colloquial diction to a traditional one. He didn’t
H1€ genteel tradition and uses many rustic words which somehow
Into the military vocabulary due to World Wars. His major char-

ac .
| SUch as Holden. Muricl. Dr. Sivetski, Sybil, Carpenter. Eloise:




de words which, in fact,
s cant feature of Salinger’s language js p;
words like Kalvu , Buddhist, V'edanta, Atinqy
mbols and images reminds one of the practifiors

.. Hi ofie? School. Salinger’s images- are visual, audi-tory;_
g Wleor olfactory. His use of synaesthetic and empathic imageg j;
* tactile or powerful image of the Fat Lady in “Zooey” ,

o dable. The most ;
- bstone in The Catcher in the Rye have become pm,,"‘.“_- ﬁ‘# -

ma o
mag;a‘gnt;:rss plack humour in The Ca!cher’ in the Rye resemble pr v
Twain’s and Right Morris’s, Josep : Hell.er 00 .Kc.zn Kesey’s, Salig.
ger's technique of narration, of introduction, of diaries, letters ¢, .
inclusion of soliloquy ar¢ other remark.ab.le fe.:atures as a fiction Wmer
te artist. His diction is precise, conversaﬁm]'ﬂ:

Salinger is a consummate : 3 :
technical and colourful. His artistic use of dialogues. which are terse \

chiselled, and crisp are certainly his great merits as a novelist. 1

psychoanalysis of an adolescent also constitutes the kemel of Syjip. 1
ger’s artistic technique of writing fiction. Like John Updike, Willjap
Styron and Saul Bellow, he presents a deeper study of his adolescent he-
roes and heroines. who appear as mad due to a number of neurgf
strains. Lionel Tennenbaum, Franklin Graff, John Gedsudski, Sergeant
X and De Daumier-Smith, in addition to Holden, are all notable psycho.
logical studies. Taken as a whole, Salinger is certainly a great novelist
of America and he rightly deserves the meritorious title of being the fa.
ther of the New Yorker School of Fiction.

Salinger condemns war and feels dehumanized to witness its after-
effects on the whole humanity at large. The after-effects of the World
War II manifested in social disintegration. loss of moral and ethical val-
ues, spiritual void and a sense of alienation. Disillusionment, cynicism,
inhumanity, violence and neurasthenia were other hormrifying effects of
war. The age old belief that God is in heaven and all is right with this
worlc.l lost i.ls sanctimonious touch. The proverbial Hardyian gloom that
God is not in heaven and all is not right with the world came to be taken
gil‘i‘;'ge;o‘t‘;ﬁlﬁ'dby ll‘he neurotic adolescents but also by the grown-ups.
e Roe ;md F:a eﬂr ing \\F'lﬂl the theme of al.ncnation in The Ca!c{rejr H;
e lfi? ;']md Zooey, also. deals with the p.roblcm of splﬂw;'
e mec‘ aracters get cpiphany or revelation at the approp

: y are saved from facing any more absurdity 1 life.

H, ) i
%miggg?lsdcplphq“y at the right time and he, instead of tuming inl0 &
in The C::: ;,eep!y involved in the pleasures of life. The Carrousel scali

cher in the Rye reads like a message of spiritual liss 10 @

those who are w
10 are wholly depressed and totally non-plussed:



Boy, it began to rain like a bastard. In buckets,
(he parents and mothers and everybody went over 2
under the roof of the Carrousel, so they wouldn’t get
skin or anything, but I stuck around the bench for g
got pretty soaking wet, especially my neck and my p =
punting hat really gave me quite a lot of protection, in a way, butT
got soaked anyway. I didn’t care, though. I felt so damn happy all
of a sudden, the way OId Phoebe kept going around and around. I
was damn near bawling, I felt so damn happy. if you want to know
the truth. T don’t know why. It was just that she looked so damn ]
nice, the way she kept going around and around, in her blue coat :
and all. God, I wish you could’ve been there.'?

Like Holden, Salinger’s Franny also symbolizes humanity’s pil-
grimage or quest for truth. Likewise. his Zooey also symbolizes redemp-
tion of humanity at large. Seymour, in the same way, represents the
process of ressurection of young generation in America.

Salinger’s non-conformist attitude is not a negative one but a posi-
tive one. For Salinger, even the idea of detachment, which he certainly
borrows from the Bhagavad Gita, does not mean non-involvement but
active involvement in the world. It does not mean escape or withdrawal
from the realities of life. Salinger exhorts and sermonizes the adoles-
cent, young generation of America not to feel alienated and depressed.

Salinger feels that despite the fact that this world is full of absurdi-
ties, one must have endurance to face them. His Holden, after every
epiphany grows as a more reformed adolescent. Instead of running away
from facing the realities of life. he strikes a reconciliation and compro-
mise between what is phony and what is nice.

Salinger’s works teach the philosophy of love—love not only for a
human being, but also for the whole humanity. His characters being su-
per-sensitive human beings. quickly react and revolt against whatever
they think is hypocritical and counterfeit. Salinger is, therefore, essen-
tially a philanthropist. His Holden, Franny. Zooey, Teddy, Buddy and
alsg other characters—all are great philanthropists, in their own ways.)

Finally. Salinger’s protagonists. despite depression and defeat, have
a unique survival instinct. They fully understand that, in a world full of
absurdities and cut-throat competitions, only the fittest survive and the
Wweakest become finally extinct. In this sensc, they are the Existentialists
and not the Nihilist, too. To conclude. Salinger is. in fact, a great novel-
St and in the words of James E. Miller. “No other writer since World
Wf_'_ljl has achieved the heights of popularity of J.D_Salinger as yet.”11







Political Pacifism and Private Panaceas:
A Study of Kurt Vonnegut’s
Slaughterhouse-Five

N.K. GHOSH

Fear teaches men nothing. If men enjoy killing, no memory of war
will deter them. Nor will the knowledge of the material damage
wrought by war. Only in infinitsimal degree do men’s actions
spring from rational considerations. One can be thoroughly con-
vinced that an action is absurd and still %h1 in it.

Hermann Hesse

Since time immemorial war has been a literary theme on the grand scale.
Homer’s Iliad which is known as the “‘world’s greatest war novel’* con-
tinues to enthral readers today as much as Thucydides’s History of the
Peloponnesian War remains an object of interest for the twentieth cen-
tury student who can see in it reflections of many of the great polemical
debates of our own times. Similarly, the battle of Kurukshetra in the
Mahabharata delights both the elite and the common man through its
depiction of the tales of heroism and the political and moral issues it
raises. In the nineteenth century, Victor Hugo’s Les Miserables and Tol-
stoy’s War and Peace present unforgettable visions of mankind caught
in the vortex of battles and conflicts. In the twentieth century, too, war
hf'ts provided writers with tropes and imaginative fictions of enormous
vitality, In the context of America, war as a literary theme “acts out the
ﬁre&t tlragic vision of our time, the prime historical peripeteia and narra-
ve,”

| %(;Ih“: great avala_nche of war novels in America began sometime after
i (‘:gth the publication of Step.ohen Crane’s The .Red Bac'fge oj." Cour-
e ’3). The ever-growing interest of American writers in war
end i lzegms:‘mexpllpable because ever since the ClVl! War c.a.me to an
Ko 3, “not a single shell has exploded on American soil; not one
dropped from a hostile plane has destroyed a single home; Amer-

k




ica has not gmaned un

The Indian Joumq) f’fEng 3
der the heel of one foreign soldier’s 1, v
the tempest of the two world wars hich ravaged Europe giq - F
her territory. There were no rumne cities, no blOOd-soaked ﬁel :
Auschwitz or Dachau, 10 SOt vt dead, no casualieg arnuds’ L
people, women, and children.™ - oy

Despite the fact of the American soil being free of the dis

war, countless writers in ﬂ}e twentieth century have found Wie
olitics of war as appropriatc raw material for. exploring fyq G the
problems related to the life of an average American caught iy the hyy '
of forces beyond his control. ' s

The publication of Slaughterhouse-Five in 1969 brought its authy
Kurt Vonnegut, Jr. immediate fame and renown. The nove] becamer'
best seller and a film based on it was released in 1972. From the am:
nymity of the relatively ‘unknown, Vom}egut attained a leve] of fame
which only few American writers could rival in the contemporary gqy,
text. Emerging as it did in the era of the Vietnam war, the novel drey,
the attention of all who came to believe that all wars were senseless g
well as inhuman in nature.

At the centre of Slaughterhouse-Five is the sordid tale of the after-
math of the fire-bombing of Dresden by allied bombers on the night of
13 February 1945, experienced by the author himself as a prisoner of
war, How complete was the devastation of Dresden after the air raid is
described by Bill Pilgrim, Vonnegut's prototype in the novel, Slaughter-
house-Five:

el'snf

There was nothing appropriate to say. One thing was clear: Abso-
lutely everybody in the city was supposed to be dead, regardless of
what they were, and that anybody that moved in it represented a
flaw in the design. . . . American fighter planes came in under the
smoke o see if anything was moving. They saw Billy and the rest
moving down there. The planes sprayed them with machine-gun
bullets, but the bullets missed. They then saw some other pEOPlF
moving down by the riverside and they shot at them. They hit
some of them. . . . The idea was to hasten the end of the war.

Vonnegut, like Billy Pilgrim, escapes the air raid by seeking shelter ina

;ne.zg-stc?mge”locker in an unused slaughterhouse in Dresden. B‘illy de;

arcllé tf:c]l: a[s ;2 Dne'smf}'_ccmem-block cube with sliding doors 10 fron

N & w.ast ha!d been built as a shelter for pigs about to be putchered

e r;gomg to serve as a home away from home for 0n® huﬂor of

the build'p Soners of war. . . . There was a big number over the do -
ng. The number was five. . . . Their address was
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i;}wghﬂ"fh"“se five.”” (110-11) Thus their modest address gave
¢ the clue for the title of his famous anti-war Slaughterhc
s anguish resulted from his being under attack by his
country’s Air Force and the untold sufferings experienced by the vic-
. < of the air raid. e 1

prior to the shifting of the prisoners of war to Dresden, the miser-
able souls arc assured that they are heading for a beautiful city where
the food would be plentiful anle where, unlike in all other German cities
of the time, they could remain f_ree from the constant fear of bombs
since “Dresden is an open city. It is undefended, and contains no war in-
dustries or troop concentrations of any importance.” (106) On their arri-
val at Dresden they saw the loveliest city whose principal enterprises
were “‘medicine, and food-processing and the making of cigarettes.”
(108) The cold comfort of security that the Dresdeners seemed to enjoy
by virtue of Dresden being a non-military zone of practically no strate-
gic importance was short-lived for, as in the wake of the air raid by U.S.
Air Force bombers, one hundred and thirty thousand people in Dresden
died. From the security of the echoing meat locker which was hollowed
in living rock under the slaughterhouse, Billy and his fellow-survivors
observed: ““There was a fire-storm out there. Dresden was one big
flame. The one flame ate everything organic, everything that would
bum. . . . Dresden was like the moon now, nothing but minerals. The
stones were hot. Everybody else in the neighbourhood was dead.” (129)

The bombing and the consequent destruction of Dresden is not an
isolated instance of senseless slaughter, points out Vonnegut in Slaugh-
terhouse-Five, but it is an integral part of a general scheme whereby all
senseless slaughters are justified in rational terms by the powers that be.
Vonnegut cites from President Harry S. Truman’s announcement justi-
fying the dropping of the atom bomb on Hiroshima:

Sixteen hours ago an American airplane dropped one bomb on Hi-
roshima, an important Japanese Army base. That bomb had more
power than 20,000 tons of T.N.T. It had more than two thousand
times the blast power of the British ‘Grand Slam,” which is the
largest bomb ever yet used in the history of warfare.

The Japanese began the war from the air at Pearl Harbor. They
have been repaid many-fold. And the end is not yet. With this
bomb we have now added a new and revolutionary increase in de-
struction to supplement the growing power of our armed forces. ..

It is an atomic bomb. It is a hamessing of the basic power of
the universe. The force from which the sun draws its power has
been loosed against those who brought war to the Far East. We are
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now prepared o obliterate more rapidly and comp] Ctely ey
' ductive enterprise the Japanese have above ground i i ciiy Dro.
We shall completely destroy Japan’s power to make war (135-3.6.).
War is inevitable according o Truman since old scores haye © be gy

tled. By bringing in destruction of cour.ltless millions with the aig of 55
phisticated nuclear technology, America can have the Satisfactiop 01:
repaying manifold the Japanese €rror of bombing Pearl Harbor, BY ha.
nessing of the basic power of the universe to destroy ‘every Productiye
enterprise’ of the enemy courftfy, America can assert the “growip
power’’ of its armed forces. Military sup_remacy 1S established Withoyy
counting the cost in human terms. Meaningless destruction ang sense.
less slaughters are part of the game. Referencle to the book The Desgpy,.
tion of Dresden by David Irving is nllade in Slaughterhouse-Fiye to
show how military generals find convenient rationale for the illhumanjty
that war generates in the name of a cause. In his foreword to the book
The Destruction of Dresden, Lieutenant General Ira C. Eaker is Critica
of David Irving’s portraying “the frightful picture of the civilians killeq
at Dresden,” for, in lamenting about enemy civilians killed in Dresden,
both Englishmen and Americans shed no tear ““for our gallant crews Jost
in combat with a cruel enemy,” (136) Eaker’s foreword ends thus: ]
deeply regret that British and U.S. bombers killed 1,35,000 people in
the attack on Dresden, but I remember who started the last war and I re-
gret even more the loss of more than 5,000000 Allied lives in the neces-
sary effort to completely defeat and utterly destroy nazism.” (137) The
massacre of 135,000 people at Dresden is camouflaged as a sacrifice to
save the world from the disastrous effect of Nazism. Eaker seems to put
forward the usual argument for the legitimation of the U.S. involvement
to ensure the defeat of the Fascist power. It must be kept in mind that in
the Second World War, the fight against Fascism provided the excuse
for the destruction of places like Dresden and Hiroshima.

To counter the message of Eaker, Vonnegut cites from a portion of
the foreword where Air Marshal Saundby remarks:

That the bombing of Dresden was a great tragedy none can deny.
That it was really a military necessity few, after reading this book,
will believe. It was one of those terrible things that sometimes
hapl?en in wartime, brought about by an unfortunate combination
of circumstances. Those who approved it were neither wicked 10
cruel, though it may well be that they were too remote from the
harsh realities of war to understand fully the appalling destructive
Power of air bombardment in the spring of 1945.



they could achieve their aim, war would become tolerable and
cent, They would do well to read this book and ponder the fate of

Dresden, where 135,000 people died as the result of an air attack
with conventional weapons. (137)

One cannot miss the irony implicit in Saundby’s statement that the ap-
provers of such massacres are neuh'e-r wicked nor cruel though they may
be ‘100 remote’ from the h_arsh realities of war to understand the signifi-
cance of the power of the “conventional weapons’ to destroy indiscrimi-
nately. The fact that Dresden was destroyed by ‘conventional weapons’
is only indicative of how nuclear weaponry may be capable of hastening
the doomsday of Earth. When Billy Pilgrim is undergoing treatment in
the hospital at Vermont, he is drawn to the conversation between Profes-
sor Rumfoord and Lily about the bombing of Dresden. Rumfoord, who
is planning a one-volume history of the Army Air Force in World War

egut's Slaughterhouse-Five

The advocates of nuclear disarmament seem to believe thag

L, if
de-

Two based on the twenty-seven-volume Official History of the Army Air
Force in World War Two, finds it surprising that the twenty-seven vol-
umes of ‘Official History’ contains nothing about the Dresden raid
“even though it had been such a howling success.”” (139) Rumfoord
wonders why the success had been kept a secret for many years after the
war from the American people. The Americans could know of the grim
reality of Dresden in full measure twenty-three years after the raid, the
span being equivalent in a way to the span between the tragedy of Dres-
den and the appearance of Vonnegut's Slaughterhouse-Five in 1969,
When Lily asks Rumfoord why the Dresden event was kept a secret for
so long from the American people, the latter says, “‘For fear that a lot of
bleeding hearts might not think it was such a wonderful thing to do.”

(140)

It is largely the reaction of the ‘bleeding hearts’ to the tragedy of
Dresden that Kurt Vonnegut wishes to portray in Slaughterhouse-Five.
P0i§ed neatly against the attitude of those who hold the remote-control
dev_lce of human destruction, in whom strength is a measure of the ca-
Pacity to practise violence and courage, a measure of cruelty, the ‘bleed-
Ing hearts’ like Billy Pilgrim embody the agony of suffering humanity

n the war, Tr

fi

anslating his experiences of the Dresden aftermath into

clional reality has not been a comfortable task for Billy or his creator

onnegut. At the very outset of his novel, Vonnegut writes:

I would hate to tell you what this book cost me in money and anxi-
€ly and time. When I got home from the Second World War
tWenty-three years ago, I thought it would be easy for me to write
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ction of Dresden, since all I would p,
abc:i:i tll,l: ;eigon what I had seen. And I thought, to:,e.utln d°
would be a masterpiece . . . since the subject was so big, "%
WOBut not many words about Dresden came from my ming then
not enough of them to make a book, anyway. And not mg b

Ny Words
come now, either. (2)

It took Vonnegut nearly twenly years to write .?Iaugh‘ferhouse-Five, In
1968 Vonnegut visited Dresden Wlt.h' the financial assistance of 4 Gug-
genheim Fellowship to collect material fo‘r a novel. Hc‘also sought the
collaboration of his old friend charq 0 Hz?rc, to see if together they
could reconstruct their Dresden experience in the form of a book gy
Dresden, a fact that Vonnegut mentions in Slaughterhouse-Five. He
wrote to the Air Force for details about the raid on Dresden: “who gp.
dered it, how many planes did it, what desirable results there had beep
and so on.” (8) But he was disappointed when told that the informatigp
was ‘top secret still.” Top secret “from whom,” he wondered. Vop.
negut’s crystallized agony of the Dresden encounter distilled itself to

emerge as an effective statement on the reality of war experience in the

form of a novel. He frankly admits the book is “so short and jumbled

and jangled . . . because there is nothing intelligent to say about a mas-

sacre. Everybody is supposed to be dead, to never say anything or want

anything ever again. Everything is supposed to be very quiet after a

massacre, and it always is, except for the birds.”” (14) He wonders how

news of massacre of enemies can fill people with satisfaction or glee

and openly condemns the people who think mankind needs companies

for manufacturing ‘massacre machinery’ on a large scale. The difficulty

of fictionalizing human suffering on the grand scale is presented by

Vonnegut aptly in the novel where he states:

There are almost no characters in this story, and almost no dra-
matic confrontations, because most of the people in it are so sick
anq S0 much the listless playthings of enormous forces. One of the

man effects of war, after all, is that people are discouraged from
being characters. (119)

Itis apparent thay

there is absolut T T
in a story of mgg utely no scope for any individua

and courageoys sacre when applied to modem warfare. Even valiant
forces” beyom ll'thlen are reduced to “listless playthings of enonﬂO}':
about the destruct-e S€ope of human control. What an anti-war 0¥
ble of giving evr 0. ESden can do at best s to project a hero cap#"
© EXpression to his agonized silence in a mock-heroic veif-
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when Billy goes to meet his fri’end O’Hare, Mary O’Hare reacts rather
Jffensively at the idea of Billy’s writing a book on Dresden. She tells
Billy: «“you'll prc?tend you were men instead of babies, and you’ll be
jayed in the moVies by F.rank 'Smatra and John Wayne or some of those
other glamorous, war-loving, dirty old men. And war will look just won-
derful, so we'll have a lot more of them. And they’ll be fought by babies
Jike the babies upstairs.™ (_l 1) .Ma_ry’s reaction is presented in the form
of a powerful comment which is highly critical of the modern man’s in-
nerent weakness to glorify war and violence through movies and popu-
lar books. Billy comprehends Mary’s message and decides to call the
 pook “The Children’s Crusade.” O’Hare immediately looked up the
word ‘Children’s Crusade’ in Charles Mackay’s book Extraordinary
Popular Delusions and the Madness of Crowds, published in London in
1841. Mackay underrated all Crusades and the Children’s Crusade
struck him as only slightly more sordid than the ten Crusades for grown-
ups. The entry for the Children’s Crusade read thus:

History in her solemn page informs us that the crusaders were but
ignorant and savage men, that their motives were those of bigotry
unmitigated, and that their pathway was one of blood and tears.
Romance, on the other hand, dilates upon their piety and heroism,
and portrays, in her most glowing and impassioned hues, their vir-
tue and magnanimity, the imperishable honour they acquired for
themselves, and the great services they rendered to Christianity.
Now what was the grand result of all these struggles? Europe ex-
pended millions of her treasures and the blood of two million of
her people; and a handful of quarrelsome knights retained posses-
sion of Palestine for about one hundred years! (12)

According to the information contained in Mackay’s book, “‘the Chil-
dren’s Crusade started in 1213, when two monks got the idea of raising
3rm.ies of children in Germany and France, and sclling them in North
Africa as slayes. Thirty thousand children volunteered, thinking they
Were going to Palestine. They were no doubt idle and deserted children
Who generally swarm in great citics, nurtured on vice and daring, and
ready for anything.” (12)
Mackay’s insight into the true nature of reality of historical evi-
;l::cc and the manner in which this reality can be transformed into an il-
100 with the help of ‘romance’ to give to it the appearance of a
comsade admirably sums up the human predicament in the contemporary
me’“.Which is a mere extension of the human intent to glorify unmiti-
gated blgﬁl-ry since the ancient times. By using Mackay’s observations,

k
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the true meaning of the crusadeg a
Vonnegut att;impt‘i ;Oe)g(;a:lgences relating not only to Dresden but g
baclfdl'ﬂp afills;0 s in the time’s continuum. The soldjers who 10 1o
similar happeniag in armies with the idealistic notiong of « : J

Junteer for enlistment in ; : . : this jg
i ive land,”” are like the naive children in the Cpy
D e 2 f children thinking th e
who volunteered to join the army of ¢ : 8 they were going

to Palestine. Falling easy prey (o c.:alculate pr?paganda that lends 5 hue

of idealism to deception practised by a ‘handful of quarrelsome
knights,” these naive soldiers walk into their own doom and destructiop,

Vonnegut is extremely critical of those ?vhf.) 1v-1el.d the power contro]g
from remote areas and are instrumental in inflicting untolq misery op
mankind. The destruction of Dresden becomes for Vonnegut 3 metaphor
for all the cruelties practised by man against his fellow-men All ip-
stances of meaningless cruelty and violence relating to both the individ.
ual and the masses—Derby, who was shot in Dresden for taking a teapot
that wasn’t his; the man who had been killed in the famous five-day bat-
tle for Hill 875 near Dakto in the Vietnam war: the death of Private Eg-
die D. Slovik, the only American soldier to be shot for cowardice by the
firing squad since the Civil War; the victims of Hiroshima; the assagsi-.
nations of Robert Kennedy and Martin Luther King; and the “count of
corpses created by military science in Vietnam—are presented against
the backdrop of the destruction of Dresden. Scenes from different plot
lines, places, and times, converge at Dresden so that the variety of view-
points are simultaneously amalgamated to provide the reader with the
perspective necessary for the comprehension of the totality of both read
and felt experience. This is made possible through the excellent use of
the stream-of-consciousness technique which allows Vonnegut to ex-
plore the numerous possibilities beyond the narrow confines of time as
well as space. The world of the author often merges directly into the
world of the novel to give the elements of imagined creativity a distinc-
tive touch of experienced reality.

, Wh_ere biography and fictiona] imagination tend to part ways is
Billy Pilgrim’s frequent “Time trave]” which takes him to Tralfam-
§ﬂ?§°;‘,}‘,“" pllanet to which he i kidnapped by some Tralfamadorian mi
Montanaov\g];;e fll("f;la.m 2 200 with the movie star and sex S){mbo,‘
e comarzl. illy’s Tlme. travel”” makes him “spastic in time, .
e iSo.ver where he is going next, anc_i the trips aren’t nelfe
never knows i it 4 constant state of Stage fright . . . be;auset ¢
(1) But his travelp?n ]t:f his life he IS going to have o act in ne}:lc.éh
s thino rall’.amadore gives him the phllOSOPhy W

£S not in terms of fragments but in their entirety

t 1 ’.. !
1§ exciting aboyy this planet ig that its inhabitants, the. Tral-

8aingt gy,
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| : fled or alarmed by all the w et
dorians, are not baf ars and other forms
Wdo er on Earth. The perpetugl dread of the combination of “ferocity
of M acular weaponry” which are responsible for devastation on

and SpeC i
ad sPdo not affect the Tralfamadorians. When asked by someone at

A madore what was the most valuable thing he had learned on the
_ plane'v Bifly rep lies:

How the inhabitants of a whole planet can live in peace! As you
know, I am from a planet that has been engaged in senseless
slaughter since the beginning of time. I myself have seen the bod-
ies of school girls who were boiled alive in a water tower by my
own countrymen, who were proud of fighting pure evil at the time. -
. And I have lit my way in a prison at night with candles from
the fat of human beings who were butchered by the brothers and
fathers of those school-girls who were boiled. Earthlings must be
the terrors of the Universe. If other planets aren’t now in danger
from Earth, they soon will be. So tell me the secret so I can take it
back to Earth and save us all. (84)

He learns from the Tralfamadorians that war and peace are both there at
Tralfamadore but what saves them from adverse situations that bother
the Earthlings is their philosophy of living: *“We have wards as horrible
as any you’ve ever seen or read about. There isn’t anything that we can
do about them, so we simply don’t look at them. We ignore them. We
spend eternity looking at pleasant moments. . . . That’s one thing Earth-
lings might learn to do, if they tried hard enough: Ignore the awful
times, and concentrate on the good ones.”” (85)

It is not a philosophy of evasion which suggests one to be blind to
the reality of experience. It is a measure to see events in life not in cas-
ual terms of cause and effect but to comprehend everything in terms of
the absolute. Billy is reminded that *‘Earthlings are the great explainers.
.1 am a Tralfamadorian, seeing all time as you might see a stretch of
nlhe Rock'y Mountains. All time is all time. It does not change. It does
Otlend itself to warnings or explanations. It simply is. Take it moment
Y Moment, and you will find that we are all . . . bugs in amber.” (62)
again, Billy says that Tralfamadore has taught him “Everything is
Bh, am:l everybody has to do exactly what he does.” (145)
um;s philosophy that Billy has learnt from his Tralfamadorian en-
i“'ﬂginatimy seem to suggest escapism in the realm of fantasy or wild
Frogt o on. It may also seem to be the kind of restorative escape that
Bifches ggests in his poem “Birches” where the act of .clnnbmg the

Bives the poet the cathartic release when he is “too weary of

-
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nsiderations.”” However, Billy cannot share with Frost the ;

coEanh is the right place for love.” Earth is the place wher: g}ﬁa thay
see nothing but the catastrophe of the grim holocaust that lhrealy
destroy the Universe. The Tralfamadorian way of looking a thines :
terms of a timeless continuum can be best understood in termg 0%‘ in
philosophy of the Bhagwad Gila which exhorts man to be iﬂVOlved-
action without being concerned about the result or reward of sye a111
tion. Detached and dispassionate action that the Gita talks of cap takc.
man out of the limited confines of cause-effect relationship, The Tralf
famadorian tales recounted in Slaughterhouse-Five point to this eng:

Each clump of symbols is a brief, urgent message—.descn»bing 3
situation, a scene. We Tralfamadorians read them all at once, not
one after the other. There isn’t any particular relationship between
all the messages, except that the author has chosen them carefully,
so that, when seen all at once, they produce an image of life that i
beautiful and surprising and deep. There is no beginning, no mid-
dle, no end, no suspense, no moral, no causes, no effects. What we
love in our books are the depths of many marvellous moments

seen all at one time.

The inhabitants of Tralfamadore enjoy their moments of bliss and shut
their eyes to unwelcome reality, an attitude that would do the Earthlings
enormous good since they were mere “listless playthings of enormous
forces”” and as such they could find salvation in learning to accept life
as it came. The individual being a pawn in the hands of circumstances
beyond his control finds it difficult to curb the brutality of the world.
The safest option left to him is to accept things as they are. Religion in
Tralfamadore being of marginal value, the Earthling figure to be re-
spected is Charles Darwin “‘who taught that those who die are meant t0
die, that corpses are improvements.” (154) Since one cannot control
one’s fate in this deterministic universe, the best course left open to oné
is simply to let be. At the end of Slaughterhouse-Five Vonnegut makes
his authorial presence felt by remarking: *'If what Billy Pilgrim leamed
from the Tralfamadorians is true, that we will all live forever, no matter
how dead we may sometimes seem to be, I am not overjoyed. Still—if [
am going to spend eternity visiting this moment and that, I'm grateful
that so many of those moments are nice.” (154) One of the nicest mo-
ments in recent times is Vonnegut's journey to Dresden with his 0
buddy, O’Hare,

The novel Slaughterhouse-Five is essentially pacifist in tone. Von-
negut condemns violence but does not see any great possibility of the
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individual effecting any t_:hange. Thp goal then that Vonnegut sets for
he individual is to ﬁn.d his own oasis in the barren desert of human ex-
istence. Man should aim not at a rad}cal. transformation of the world he
;nhabits, for that would be- an exercise in futility, but he should direct
nis efforts towards the achievement of salvation for himself in a haven
of peace far removed from the mad and debased society. Although war
and catastrophe recur frequently in Slaughterhouse-Five, combat cen-
tred action is cleverly avoided to focus attention on Billy Pilgrim’s con-
scious and subconscious interaction with the fire-bombing of Dresden.
The novel contains no scene of any battle. What remains at the centre al-
ways is the devastation of a beautiful undefended city. Combining his-
tory with science-fiction, fantasy with documentation, reality with
optical illusion, Vonnegut offers a comprehensive critique of war and
the grim realities of war in a manner that justifies that “there is nothing
intelligent to say about a massacre.”” Knowing man’s limitations, Von-
negut rightly suggests that man should not cherish the illusion of trans-
forming the external world of the manipulators of the power structure,
but man should turn inwards to discover “‘the nicest moments.”” Von-
negut’s message to suffering humanity echoes Hermann Hesse’s advice
to the German youth in “*Zarathustra’s Return’: ‘

Friends, we must learn to desist from judging whether the world is
good or bad, and we must forgo the strange pretension that it is up
to us to better it. The world wasn’t made to be bettered. Nor were
you made to be bettered. You were made to be yourselves. You
were made to enrich the world with a sound, a tone, a shadow. Be
yourself, then the world will be rich and beautiful. Be other than
yourself, be a liar and a coward, then the world will be poor and
seem in need of betterment.

Itis in attempting to be his own self again that Billy Pilgrim, and per-
!‘aps Kurt Vonnegut, succeeds in restructuring the Dresden experience
Info an artifice that makes him “concentrate on the happy moments of
his life and ignore the unhappy ones—to state only at pretty things as
et?mity failed to go by.” (142) And it is not insignificant that Billy Pil-
gnm, allowed the selectivity possible under the Tralfamadorian princi-
Ple, might have chosen as his happiest moment “his sun-drenched
;ﬂooze in the back of the wagon” only a few days after the fire-bombing

*Stroyed Dresden. Thus Billy Pilgrim has eventually leamt to discover

mnm the emptiness and the disorder of the times the few happy mo-
°ls in which it is best to live.







The Idea of Being American Indian:
A Re-Reading of Twoi §hort Stories

NILA DAS

When asked, “what is an American Indian,”” Scott Momaday, the re-
nowned Pueblo novelist, poet, painter answered, “Indian is an idea

hich a given man has of himself. And it is a moral idea, for it accounts
or the way he reacts to other men and to the world in general.”1 In the
context, the phrase “given man’ implies the Native American Indian
rooted in his tribal culture. A few points are clear in Momaday’s defini-
tion; a) The ““idea” is grounded on the lived experience of a community.
(b) The “idea™ is a moral paradigm, a behaviour pattern, a thought sys-
tem, a life process through which an individual attains his/her integrated
mental structure or identity. (c) The “idea™ is a socio-cultural guiding
principle to live one’s relations not merely to one’s own community, but
to the world as a whole.

Explicating the American Indian world outlook, Momaday said,
“the whole world view of the Indian is predicated upon the principle of
harmony in the universe. You can’t tinker much with that, it has the
look of an absolute.””? In his own terms Peter Blue Cloud, the Troquois
poet, novelist, story writer expounds the “idea’ in much the same way:
“there is an essence in us, our own. . . mystery, which is the power,
which is creation . . . and that is passed on to the other people.” (210)
(.?rerald Vizenor, the Chppewa writer and Professor of American Indian
!llerature defines the “idea” as ‘“‘a spiritual quest in a way. I don’t feel it
IS transcendence, . . . It is something that is alive and that is what makes
the truth ” (309) To these three writers of three tribes, the “idea’ is a
total Concept, largely metaphysically oriented, that can be a matrix for
f;‘zaf:lﬂg collf:ctive consciousness. The ““idea,”” in other wo_rc'ls, is also
lern:- e(Elll or 1deplc:gy, if one goes back to the lexical definition of the
i du.:ﬂl cology is “‘a body of myth, belief, doctrine that guides an indi-
. a Class.or a larger group” '(Random Housfe Dictionary), ideology

Umanylsi;'emauc scheme or co-ordinated body of ideas or concepts about
€ and culture” (Webster’s International Dictionary).
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B e Indi an'uidea” enables thedcontempm: tve
riters to have both historical excluqveuegs and a trans-historjc, -
g ho have the perspective, “are not at war wig, th bty
s o0 Y d there are no subt] © ey,
ent, they are not rising abov?, an ubtle r‘";ferences %
mnmm"stic superiority,” says Vizenor. (309) In the Immediate Amer:
?;T:oc:;'l’ olitical context, as reflected in the Native-Americy, litery,
njre, this often leads to cc.mnt.er—balancing the id(?a-system of the
dominant culture, the OOIl.ﬂlCUI.Ig if npt overtly oppre:sswe other,

To many of the writers mcludlp_g those ,(’)f mixed Parentage, g,
American Indian “idea” is a “‘cognitive map” to 'look fc_srward to the
past. Ill-adjusted as they are, to the mass consumption socnety and aljye
to the global concemns, the threat of nuclear doom, ecological disbal.
ance, collapse of nations, ideologies, cultures, they find in the tradi-
tional Indian organic view of existence a way to survival, Peter Blue
Cloud once said that for an Indian to live is to “live in the past, ip the
present, and in the future. . . . It is a continuous thing, . . . Going back to
the circle.” (39) In a world increasingly tuming fragmentary, reverting
to the “circle,” to the philosophy of harmony and continuity can pe 5
supplicating ideal or healing ideology for the entire human community,
if so motivated.

Most of the contemporary American Indian creative writers, in an
effort to live through the “idea” or ideology, often revert to the tradition
of making use of the stereotypical images. Preservation and communica-
tion of knowledge, cultural history, traditional practices, the value and
belief systems through images have been an age-old device in the
American Indian oral literature. Specially folk tales developed an entire
“technology” of using images so that the entire community could
memorize them and retain the values through them. Many recent story
Witers try to revive the tradition. “Telling stories is a process in which
a man invests and preserves himself in the context of ideas,” says
Momaday,3 In the old tales the images initiated the Hsteners to the
idea/ideal. Conscious as they are that the initiation or even the immedi-
ate identification of the images is no longer easy for their readers or
their characters, the recent writers often develop the stories over the in-
ltlal.distance, sometimes a critical distance between the receiver and the
received image and the idea it stands for. In course of a story, some-
umes‘ the received image is recognized as a cultural ideal. Sometimes
:-lel:e Cil‘l;t:nlce bem'reen th(? ginfn image and the receiver widens, and ﬂ&:
e tﬂr (l:nges into an 1rretr1ev§ble psycho-cultural marginality. Lk"‘ ihe
divecss mod:‘:“}empf{fafy American Indian short stories, and trac e
e n Wh}ch the American Indian “idea” shapes bOt_h :

2nd the narrative structure of the stories. The random choice 1§

g
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< .yplanatory-

e pegin With Scott,Momaday’s “In the Presence of thé Sun.’*

‘Momaday frames the cntir.e narrative on the pattermn of continued
(= ing of the shield-story-ntua.l, b__y yarning together sixteen par-
story 511 on the shield, each tale having its own title like “the Shattered
ables, » “The Sun Dance Shield™ etc. In tribal American culture,
ield, a precious famil)_'.inheritz.mce, also reflected the character of a
its values and ideals. ““The shield is a mask. . . . that bespeaks sa-
Clg’ myslel'y-"“ (74) Listening to the shield stories told aloud in sun-
:;ine was regarded as a ritualistic participation in the mystery. “The
chield is involved in the story. The_shield is its own story. When the
shield is made visible it means: here is the story, enter into it and be cre-
ated. The story tells you of your real being.”” (74) The very title of
Momaday’s story, “In the Presence of the Sun™ indicates an attempt at
retrieving the process of ritualistic participation, the traditional mode of

living through the ideal.
The story begins with the creation of the shield: “‘Jumping Bull
made this shield from a vision . . . when they have a child, they are not

~ supposed to tell a lie or think wrong. If they do, they are wounded or

killed.” (72) Passed on across generations, the shield is an immediate
reality, a matrix of moral behaviour, a direction to an ordered social life.
The subsequent parables take the readers to the core of American Indian
myths, history, beliefs, values, the patterns of relationships, dreams, vi-
sions, philosophy of life. The shield is projected as an image of power,
wisdom, world view heritage. Even if lost, the shield came back. That is
what Yellow Grass realized when he could ‘“‘redeem’ his father’s shield
in the enemy territory, but the fan he had gifted his father could not be
found. “You see the shield came back and the fan did not, ’Yellow
Grass told his grandson. ‘‘Some things, if they are very powerful, came
ba'ck. Remember that . . . that is how to think of this world.” (78) The
wnsdomf acquired by living through an integrated system of values and
fiomms, is missing in the contemporary society.

Bole?telee has a gift of another kind of shield from Spider Woman,
;ﬂ;ilzzthlcal. creator. J ust before his eyes was a Spi-der’s web. “It was a
femain::i glistening shlfald.” He flung water upon it repeatedly, “but it
(eleq sa‘dw‘}‘m!e and g1¥stened all_ the more.” *“‘Spider Woman,” Botf:—
Spider :}V wﬂl“yo:u give me lh_ls perfect shielld?” “Bote-telee,"’ said
by wgman, this is your shnelnd.” (8?) Spider Woman’s. shield of
i i,f % oleness, pe'rfectnon remains a gift for all human beings of all

€y have a mind to ask for it.
shiel i‘:‘e Parables on the American Indian socio-political history, the
conquered, devalued, disowned, sold. A forgotten pattern of
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ife, aJostideal, the shield however TSapDEArs n the Course of grory M8
ing, if not as a lived experience, I almlm,}lf r dream. In the jagp s
the shield is evoked as a heating ideology. The image becomes 4y ity
tion. “The shield was revealed to me long ago, ss‘:‘:d Green Shir ¢, hm
daughter, who had been narrating her own dream, “but it came 10 me g
Jast in your dream. Now when I hold it up tp others . . . I shal] sy, thi
: : is i ’ | Behold!” g
is my shield and this is my daughter’s shield! Behold!” As the!
speaks, “in the sand of willows there was the shield. It was very ol
beautiful.” (107) In the shield story ritual, the real initiation happeneg
when the shield was made visible. The recurrence of the vision of the
shield in Momaday’s story reinitiates the father and the daughter, 4
presumably also the reader-participants to the American Indian idea],

In Momaday’s story “the idea” transcends its ethnocentric realp
encompasses the entire human society, life and culture. Geralg
Vizenor’s trickster tale, “An Edible Menu and Slow Food Trickster”
(1978) is of a different flavour. In the story the “idea™ is projected
largely in terms of conflict and contrast. As a prologue to the story,
Vizenor defines the trickster image, quoting from Paul Radin, “he
knows neither good nor evil yet he is responsible for both. He possesses
no values moral and social, is at the mercy of his passions and appetites,
yet through his action, all values come into being.” (10) A familiar
character in Native American folklores, the trickster, the animal-human
being, is both a culture hero who brought the art of living to mankind,
and a pretentious deceitful character, who unsettled creed.

In the set pattern of a trickster tale, Vizenor’s story begins on the
road. ““Call me Ishmael,” he said while he escorted a short balding soci-
ologist across Cedar avenue, “follow me and you will find the best
place to cross.” The man ignores traffic control lights wearing “the
smile of a tribal trickster.”” The image of the trickster is chosen by the
narrator for the man.

Ishmael is really a man with no name. Born without certification at
an ice-fishing house, a wild child in a wild place, he was called Noname
at a school on the reservation. ““The patriarch of the church” gave him
the name Ishmael. “He will be a wild man, his hand will be against
every man and every man’s hand against him,” said the priest quoting
from (‘}en.esxs, Eleliberatcly selecting the name of a culture drop-out. The
name moltse]f 15 an uncalled-for verdict of the policing culture ol thf'
tnbal. child. Throughout the story, Noname lives in and out of tWo bi-
nary images.
of Nisn;:;l:, ;yglcal.ttfri‘:kﬂ_er tale, .the readers are taken through a serl;;
i eceitful/evil exploits, the norms of assessment Shafl’h-

- cultures. At the crux, the administration sentences I8
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~ el to prison for life on the false charge of first degree burglary and
The prosecutor wins elections in return. Ishmael smiles. The wry
! f o of the trickster. is .lus‘cnthue on the travesty of justice.
b At prison 2 psychiatrist is summoned for Ishmael because “he told
erature in images and descriptions rather than in abstract num-
pers and qualities.” (1 10) The psycpiauist writes in his notes, “the tem-

erature 10 this incarnated subject is . . . but delusion. . . , The subject
has not recognised the seriousness of his crime, refuses to accept social
mcasurcs."’ (111) Much of Ishmael’s punishment is due to his refusal to
abide by the idea system of the dominant culture, or rather due to his ad-
herence t0 another system of ideas.

[shmael outwits prison authorities, escapes and is at sea. ““Sailing is
free, the sea is free. . . . Prison is scenario,”” he cries in glee. Vizenor
once told an interviewer, “life is not static. Philosophically. , . . We
should break out of all the routs . . . break of invented culturgs, and re-

ressions.”” That can be the writer’s own explanation of Ishmael’s ac-
tion, In the set pattern of a trickster tale, Ishmael is outwitted in his turn,
is retumed to prison. He violates parole by crossing at the middle of the
road. This is his own way of unsettling the oppressive social stratum.
“Was the middle of the road, the figurative middle, worth the round trip
| {0 prison” asks the sociologist. “Metaphors are not qualities,” argues
i Ishmael, “the mind’s weather was free, but I was slow to learn about
{ scenarios.”” (112) The contemporary trickster is rather sharp in his criti-
{ cism of the hegemonic institution or institutionalized ideology.

the temp

“Scenarios began with those who see us falling in freedom and
fear for their secure hopes.” (112)

“Ideologies become scenarios for. . . . the fear of living and being,
so the scenarios are plans for having and owning.” (109)

! “trapped in one-act terminal scenarios . .."”” (109)

“men have downed virgin forests. . . . have tried to outwit nature
! mean the graves.” (113)

| ﬁfs an E_l_lternative, Ishmael posits the American “idea.” He calls it the
L‘r‘“al: Rituals are celebrations. . . . Scenarios are planned not cele-
: a“?:d- (109) The sociologist, presumably an Anglo-American, all-too-
| “Th: Pf the counter ideology, himself illustrates [shmael’s argument:
able Mtuals celebrzfte the known and the unknown, exfen the foreknow-
ﬂleré'a:r;,me conscious and the unconscious through time and space . . .

no mysteries in scenarios.” (110) The discourse, however,

fads : ; o ’
;0 nowhere, as the sociologist does not oppose the other “idea.”
same time he does not accept the two “‘ideas’ or ideologies as

N
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 cither/or choice. He does not ot:fer any counter ?ngrHEnt Cither i

he wonders at the identity of his tr:}:al companion. “Whg gy, Youp s
Sk st thieead. «Call me [shx‘nael, comes the answ?r_ The sq o i
refuses to identity Noname with the image of the evil-doer. <y alft
you looking at?” he asks a’%am. The trickster, says | aele
“Where?” “In the mirror there.” The mirror reﬂect.s Ishmae’s v igy
age. Noname at last finds himself at one with the: trickster. The Socily.
gist too sees his pathfinder as the {mage of the tribal culture hero. e
could be the winning hand of a trickster,” he observeEsr as congeniy] i
his tone as Ishmael has been. In the context, recognition ip itse]
form of acceptance. 3 _

The trickster image and the “idea’ it embodies, has a healing ffer
on both the characters. "My imagined tn'cl-;slersj arc compassionate anq
comic. . . . You can’t act the comic way in isolation. . . | It ig a positive
act of survival, getting along. . . . Tribal cultures are mostly Comic,”
says Vizenor (Bruchae 294). That can be the best commentary on the
theme of the story.

In neither of the two stories the American Indian “idea” ig pro-
jected as a counter culture or a counter attack on the threatening
“other.” To the Native American creative writers, the psycho-cultural
orientation to the “idea™ is as essential to the development of an indi-
vidual as to the enrichment and continuity of human civilization. The
American Indian “‘idea™ confirms; celebrates, transforms from within.
Cultural transformation happens slowly, and needs to be a continuous
process. The responsibility lies with the future.

fisa
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PV Dhamija’s Beyond the Tunnel

P.V. Dhamija’s Beyond the Tunnel:
From Alienation to Integration

Z.N. PATIL

The present paper is an attempt to explain the theme of alienation in
p.V. Dhamija’s Beyond the Tunnel published in 1997. I have divided the
paper into four parts:” (a) The concept of alienation, (b) The alienated
figure, (C) The theme of alienation in the novel under consideration, and
(d) conclusion. The first part of the paper attempts to define the nature
and scope of the idea of alienation. This is followed by a brief discus-
sion of the alienated figure in general. Then follows a detailed analysis
of the alienated figure in Beyond the Tunnel. The concluding part of the
paper puts the predicament or the protagonist into the total semiotic
world of the novel.

The term alienation is an ambiguous one, often expressing various
shades of meaning both denotative and connotative ranging from the
positive to the negative. The term is used in fields as diverse as psychia-
try, sociology, anthropology and literature. It “‘represents a sense of es-
trangement from other human beings, from society and its values, and
from the self.”” *‘Alienation may refer to objective social conditions or
just as readily be employed to describe two rather different subjective
states, the first being states of self-alienation inferred to be present by
outsider observers. Second, by contrast, it may also refer to subjective
states of alienation not detectable to outsiders, but felt by the person
himself,”

Alienation means estrangement or separat
has for a long time been a dominant idea in t .
an'd twentieth century men.” To be sure, the importance of the notion of
alienation has been expressed in the writings of individuals as various as
K?rl Marx, Fyodor Dostoevsky, James Joyce, and Franz Kafka, whether
With respect to the oppressed worker, or the underground man, otf)’Ol.l{lg
:.n?'n .evolvm‘g.into an artist yet at the same time estranged from anuo};:
tligion, politics, and cultural and societal values, or the man metam

l:[:l: sized into an insect and thereby physically separated from his fellow
n,

eness. Indeed, ““alienation
he writings of nineteenth
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The alienated figure may be defined as an individua] v

i ho ig ar:
ated at the following levels:—He may be alienated (i) frop 18 aligy,
viduals and society, (i

i 0 T
i) from God, religion, and all valye systt]:l’“.‘!!

from the human predicament in a hOSlil? m?ivers'e, or (iv) from hims(:l)
Thus when interpersonal al.lenatl‘on, s-oc1al 1solauon,'cstrangement from
God and religion, existential alienation and self-alienatiop or Self.em
trangement are experienced by a character, _he may be considereq . s:
ienated protagonist or an outsider. The two 1mporta_nt types of alienaioy
found in several works of literatlfre are self-alienation and socjg] aligns.
tion. In the former type, an individual may l.ose contact with any ingjiy,
tions or desires that are not in agreement with prevailing social Patterng
and in the latter, an individual may find the social system in whicy he
lives to be oppressive or incompatible with some of his own desires ang
may feel estranged from it.

The alienated figure may be a power seeker, malcontent outsider
reformer or liberator, existential outsider and an absurd protagonist o
defeated outsider: e.g., Faustus and Macbeth, Bosola, St. Joan, Hamjet
the Waiting for Godot group, and the family in The Homecoming re:
spectively.

The novel presents and contrasts two individuals—Jagdeesh and
Ajeet. These two characters represent two distinct levels of response to
evil in society. The story oscillates between two attitudes symbolized by
the two friends. The two begin as humble boys and go through very bit-
ter experiences. However, the similarity between the two ends there,
Ajeet’s harrowing experiences make him an unrelieved cynic whereas
Jagdeesh’s encounters with evil elevate his faith in human goodness to a
level of insightful maturity. Ajeet is a central figure in the story and his
image is that of an outsider. The image here is of a man without hope.
He is a man alienated at once from hope or from any future, It is obvi-
ous here that Ajeet. far from being a calloused person, is an extremely
sensitive, even abnormally sensitive, human being. His sensitivity then,

is an alienating factor in his life. His alienation is a self-imposed pre--

dicament. The pattern of Ajeet’s development is of a boy who has been
learning lessons about life. These experiences more often than not prove
10 be the sort of experiences which could very well cripple an impres-
sionable and sensitive boy.

Ajeet enrols as a student at Delhi University. For the first few
months, he feels greatly excited. The glitter and the tempo of the car”
Pl;ls and the c_ily around enchants him deeply, and he cannot understal}d
:isyﬁgsiogie ]1.\"6 in v_illqges like Bilawalpur. When he retumns h.ome_lll
s cation, he is full of praise for everything about the unjversity

© City. His attitude to the village way of life has drastically
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. od, and thereis a touch of disdain for the villagers in his tone. (10)
ché 'gve’r- this impression is not a lasting one.
“owz'eei receives t00 many punches to hold on to this impression. He
| sjabout sevcral representatives of a corrupt and violent underworld,
leﬂﬂéie‘y that exists below the surface or respectable society. Ajeet de-
aslo s 2 negative attitude/an attitude of negation to everything outside
v.emopHe finds life in Delhi thoroughly bad. He gets sick of the place and
?’hc ‘people.- who are selfish, crook§d and malicious. He encounters ho-
mosexual professors, callous and dlshonc?st p}}ysicians, and ministers in-
volved in debaucherous. corrupt and anti-social, anti-national practices.
in drug-trafficking and espionage. (12-13)

Ajeet had been brought up as an over-protected child in the village
and was now suddenly exposed to the callousness and waywardness of
the city life. (14) At school he had been fed on a system of morality, of
values like truth, non-violence, love, duty, loyalty, etc. (14)

Ajeet is unable to see good things. He goes through the most critical
phase of his maturation cycle—meeting gay professors. callous doctors,
wicked politicians, jilting and jilted lovers. (18) He is forming into a
cynic and pessimist. Ajeet comes across several instances of nepotism,
favouritism, injustice. unfairness. His teachers, some of whom work as
pimps, degrade and dehumanize him. Journalists are heralds of false-
hood, not champions of liberty. equality and justice. He realizes that
clerks, senators, councillors, professors and ministers are a gang of
blood hounds. Ajeet feels he is surrounded by people having no self-re-
spect, no pride. He hears about sex rackets, evil nexuses, and espionage.
Ajeet becomes a cynical snob. He says to Jagdeesh, “No I think I have a
perspective on things. I have also come across good people since. So I
can’t say everything is rotten in this country.”” (52) Oppression, tyranny,
eXploitation continue, but there are many good things also. Geeta aban-
doned him for Prakash—that made him bitter. Now three more girls
have walked out on him, but he does not feel jilted now. Ajeet has
thanged experientially.

_Ajeet has to go through the turbulence of one of the worst conju-
Salghes in the world and becomes a miso gamist-misogynist. He marries
4 girl called Sonia about ten years his junior. It is an arranged marriage.
el,ll:zt works as a personal manager in Delhi. His sz?la:y is more than
ionsghf for 2 medium middle-class family. But Son-la has strange no-
“'antsol Status and conjugal happiness. Extrav:flgance is one of them. She
(117) S° buy all thcfse things which they ne'lther need nor can ftffor.cii
Of her i-;mally, she is a very cold woman. Ajeet succeeds in getting ri
Doty €r¢, more than misunderstanding is at the heart of alienation
N Ajeet and Sonia. On the surface, the primary problem is
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Qania’s inability to offer a response—she is averse to sex v
mtb:gthmﬂnﬁ:l{ q wif.e seem alienated from what should be 5 mou;’n‘attif
ral act for newly married people: sex. :

" Finally, Ajeet meets his ideal woman, Majula, Who restoreg faith
in life. So far, absence of love pquded a clue i:or his estrangeq exigt
ence. Now love tends to have posntw.e effect on him. Love serves to pro:
vide him with warmth in an otherwise cold w.orld, and security ap;
insecurities or uncertainties. In terms of family and socia] life, Ajees
achieves re-integration or develops a s..ense-of belonging ang unity
Manjula, his wife, is beautiful, good am.i mlclllgent.. It is she who ﬁnau};
re-integrates Ajeet, an alienated ﬁgure,.mto the mainstream.

Thus Ajeet begins as a humble village boy; wades through black
slime, which makes him an unrelieved cynic; goes through the turby.
lence of one of the worst conjugalities in the world, thus becoming a m.
sogamist-misogynist; braves the baptism of that terriorst trauma which
purifies his spirit, draining him of his cynicism; and rejoices in the
happy union with Manjula, which restores his faith in friendship, love
and divinity. (167) Jagdeesh also begins in a normal way: he is erected
on a solid foundation of abiding faith in essential human goodness, so-
cial justice and the ultimate rightness of God’s cosmic order; the first
few cruel and bitter experiences of his Delhi University days and some
years that followed did not shake his faith. Ajeet’s dismal account of his
sad childhood, his bad university days and his first marriage surpris-
ingly firm his already firm faith. (167)

To sum up, the semiotic world of the novel rests on the dichoto-
mous perceptions of the two central characters of the reality around
them. The two friends react to basically the same environment in dis-
tinct ways and the one cannot but conclude that the phenomenology of
their responses stems from their different back grounds.
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Jyotirmoyee’s The River Churning:
A Feminine View of Partition

SEEMA MALIK

The Golden Jubilee of the Indian Independence also marks the fiftieth
anniversary of Partition. The brutal surgical operation that took place in
August 1947 was not a closed chapter. The bitterness of the division
till reverberates in the minds of the innocent victims and the sensibili-
ties of the people who witnessed Partition.

The numerous accounts tracing the ‘history’ of Partition focus on
the political developments that led to Partition and the consequent vio-
lence, mass exodus, refugeeism and rehabilitation. But the subtler as-
pects of Partition like the loss of honour and family, nostalgia for the
lost home, exclusion and dispossession find little space in such ac-
counts. This ‘human dimension’ of Partition is not a thing to be cap-
tured factually but to be felt and realized only through identification.

The depths of the human morass of the Partition massacres and the
ultimate experience of ‘the people’ are never likely to be fathomed to
the full. Yet commendable attempts have been made to assimilate the
enormity of the experience of ‘the people’ in fiction because it includes
the marginalised narratives of individual victims in their description
along with historical truths.

ﬁ' here are great classics on the theme of Partition written in differ-
ent languages like Jootha Sach by Yashpal, Tamas by Bhisham Sahni,
Train to Pakistan by Khushwant Singh, Aazadi by Chaman Nahal, Mera
Dard Na Jane Koi by K.S. Duggal to name only a few, which can be
lermed as the ‘Literature of Anguish.’ “

But historical accounts or social histories in the form of fiction gen-
erally tend to give a @Mﬂ@ of Partition. Cf’hough women
Wwere very much a part of the millions who witnessed Partition, they sel-
dom figure as the ‘subject’ in the master/male naratives. Accounts of
womproj ected only as supplementary 0

the male action. Women as ‘victims’ are also mentioned but no specific
altention is given to their traumatic experiences.
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partition was a pathogeny of the male lust for power. It was 5 typi
cal male construct where women were made the site of macabre epy c:
ment, In this hyper masculine revenge drama of mutual h“miliaﬁnn'
women's bodies were the ‘territories” that were violated, mutilateq a4
tattooed with the symbols of the other religion. Perhaps men on pog,
sides thought this was the best way to punish and humiliate. Like Dray.
padi. Women, on both sides, were at the receiving end of violence as i
victims—it was they who were raped, it was they who were widowed, it
was they who were treated as outcastes and untouchables and finally, it
was they who were left to pick up the scattered threads and begin anew
the process of rehabilitation and resettlement of their families.

And yet, hardly any master/male narrative on Partition places
women at the centre. Thus to get a wholesome view and to read Parti-
tion as a gendered narrative of displacement and dispossession, we have
to turn to women writers who speak for themselves. They articulate the
voice of the ‘fragments’ which mpels a different reading of Partition,
Women writers like Krishna-Sobti, Qurratulain Hyder, Ismat Chugtai,
Amrita Preetam, Attia Hosain and Bapsi'Sidhwa adopt a perspective that
locates women at the centre rather than at the periphery. And one of the
most powerful of such ‘fragmentary voices’ is that of Jyotirmoyee Devi
who highlights the hitherto marginalized situation of women within the
socio-political space of the Partition ‘process.’

Qyotirmoyee Devi’s Epar Ganga Opar Ganga (The River Churning)
was originally published in 1967 as Ifihasey Streeparva (The Woman
Chapter in History). Since time immemorial woman and her body is be-
ing hegemonised and colonised by men. Jyotirmoyee Devi's The River

\Zmrning, a partition novel, is a vehement voice to expose and counter
e

se tendencies and hence is analogous to what Partha Chatterjee de-
scribes as the ‘inner domain.’? In her Author’s Note, Jyotirmoyee Devi
clarifies and states her theoretical position by referring to the chapter
wee Parva in the Mahabharta and points out that the chapter hardly
serves the name:

. .. even Vedavyasa could not bear to write the real Stree Parva. . - -
Cowards do not write history. There are no great poets among
women, and even if there were, they could not have written about
the violation of their own dignity. Hence there is no recorded his-
tory of the real Stree Parva . . . The Stree Parva of humiliation by
men? . . . The chapter that remains in the control of husband, sof,
falhqr.aqd one’s own community—there is no history of that silent
humiliation, that final pain. . . . The Stree Parva has not yet ended,
that last word is not yet spoken.’

i,

: I‘. :



i Feminine View of Partition

his is again analogous to Partha Chatterjee’s point of view toy
Jﬂ@gments” or ffagn}?nlary VOIEJCS and their role in the ¢ ;
ess Of nation_ bm’l,dmg. g A woman S.bOd)' is a pawn even in the game of
pation building. (xxvii) History will continue to be ‘his story’ till the
fragmentary voices like that of Jyotirmoyee Devi are heard and taken
into consideration: AKel
The narrative of the novel, hailed as “cerebral” by Mahasweta Devi
throws the consciousness of the reader in the flashback amidst the sud-
den blaze of communal frenzy, which destroyed the ‘peace’ of a village
on a certain night in 1946 in the erstwhile East Bengal, Harmony, peace

amity are trampled over and within a few hours, there is complete
‘z:oc in the Hindu households. Young adolescent girl Sutara is the only
survivor from her family. But the trials of fear and pain do not end with
the molestation of the physical. The endless trials of ‘assault’ on Sutara
had just begun. Tamijuddin, her father’s friend, whose family takes her
in and nurtures her, faces threat from his own ‘community.’

Tamijuddin’s wife’s down to earth understanding of the social dy-
namics is proven right when Sutara’s brother, on hearing about the news
of her survival, responds in a meek lukewarm manner. Ultimately,
Tamijuddin and his eldest son safely escort her to Calcutta, where she
moves in as a guest of her brother’s father- in-law.

The protagonist, Sutara, is thrust into the whirlpool of torment un-
awares after sexual appropriation by the men of one community. In-
itially, partly because of her innocence and partly because of her
unconscious state at the time of the assault, she is unable to understand
the reluctance and indifference of her brother to take her back to Cal-
cutta, But realization gradually dawns upon her when she is forced to go
through the process of exclusion in the household of her brother’s fa-
ther-in-law in whose home the family takes temporary refuge. Accep-
tance becomes a remote possibility. Instead, she becomes an object of
curiosity and becomes the ‘topic’ in the house to discuss either loudly
through innuendoes or in whispers. She is considered as impure, an out-
Caste, an untouchable:

-

Six months in Muslim household—what caste purity could such a
girl be left with! All right, you have brought her here, but at least
let her remain in a comer like hadis and bagdis! (36)

The problem of Sutara becomes an inextricable web which is dlfﬁculttﬂ
untangle. Sutara’s brother and his father-in-law see through the entire
Process of exclusion but succumb to the pressures of the other fanuly
Members and the rigid stand of the community at large. Sutara’s VIGHEEE
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o e b of the will of God and CONVenien, ;
fatiﬁz"i,;c:" s birth because “individuals dq not Ee:flﬂ
o the A . (48 ) y
count befg_rehgerroll:fss-ef:e)s utara, a refugee from Partition, Creates
ust by is marginalised and excluded from the ritually Pur:‘:i :
mains of hearth, drinking water anql marriage. It i§ ironica] 0-
immediately after the assault, her m_al'm;ge peqomes an Improbape ne-
cessity in the €yes of the commum&. et- it is fea.red that she might
jeopardise the marriage proslpecls of_ her niece and is unwanteq o the
weddings—at _Subhayveddmg she is discriminated, promptly fed ang

despatched. : :
pA sophisticated way (o keep her at a distance is carved out by sepg.

ing her off to a hostel run by the ChristiansMissionaries. The ‘pat.
archs’ of the family unburden the sense of guilt by saying:

Vered uﬂdef th? ga
of her pr evious

plications. She

This has been going on since the time of Amba of the Mahabpg-
rata and Sita of the Rama_wyw. (47)

W/
us she becomes the exiled Sita and becomes part of the history of
omen of all time—Satya, Treta, Dwapar and Kaliyuga. . . . She repre-

sented all women who have been insulted, torturned, neglected, deserted
through history.” (69) At the crossroads of her life, Sutara is totally at a
loss with a sense of unbelongingness and bewilderment. She experi-
ences that state of liminality where she could not belong to Tamijud-
din’s family without severing her roots as she was a high caste Hindu,
she was not accepted by her own family because she had lost her caste.
her honour and consequently, defiled communal honour. And then, in
the new environment of the hostel, with European teachers and among
girls who had forgotten which tradition they belonged to, Sutara was
once again an outsider. .

d"o_r Sita of the Ramayana, Mother Earth emerged from beneath and
took Sita with her. But Sutara can not and does not die like Sita. She
lealds a most precarious existence on the margins of the society—she IS
?Ze;l?he;tasl?:dsi‘rl nor married. The vicissitudes of her life make her fés}
o n;:ver have a homle. .Whl}e working in Yajn:scmemld
g ieast o arI: atce to stay but it is m;:lther a home nor a hous

o Onzs lcriated b?’ awoman’s love and care: e
g SU&denIy hers roke she is doomed to the colmmumty 0 G
e entire world recedes, fades like 2 shadow. » o
!Fhe invisi © and pays for the crime of which she is the prime Vi¢
isible fire enguifs eye thing—h 1 home, famils hon-
our, happinesg Lag Tything—her ancestra -o ) o
Pe. Sutara, who had everything 0nce



g:.ife as a silver hmng, her heart is very heavy with confl
ions—hope. despair, fear, fatigue had left her as burd d:
And her mind? It had been reduced to pulp by the combined
revulsion of society. There was nothing left of it.” (131) '
Through Sutara’s predicament, Jyourmoyee Devi end
visualize partition not merely as an ‘event’ of ‘rupture’ which
a path of “a continuum from pain to Shealing“4 and where ir i
through the “healing power of memory™” but as a ‘process’ of contir
truama and exclusion of the marginalized victims where memory s
only to deepen the eternal raw wound rather than heal it. e
Jahe novel offers a critique of the nationalist patriarchal vemonsof 2
history by opening them up at their critical erasures and exclusnons BII

the beginning of the narrative. while trying to tackle the inquisitive qne-
ries of young girls, Sutara says:

. History is a vast subject, it is not possible for one person to
cover all of it. You can study in depth and write the history of
your own nation. You can do it, can’t you? And, remember, his-
tory is not confined to the pages of a book . . . the victor is always
prejudiced about the history of the vmrqmshed he keeps things
from coming to light, he prefers to conceal. Does history tell you
about the weak and the poor? No. (3) (Italics mingé) '

Thus Sutara’s snuatlon asserts and substantiates what is termed by

NOTES

Lo g , e
Jaidey, « theraturevé Anguish,” Indian Review of Book
iy %‘mgustls September 15, 1996), p. 2.

U Chattel']ee The Nation And Its Fragments (D
83, 1995), p. 6.







Greatness of The God of Small Things

PASHUPATI JHA

«1 will write a book because I have a book to write, not otherwise,"!
such is the camest and compelling urge of Arundhati Roy to write The
God of Small Things, W hich has won for her the famous Booker Prize of
1997. This novel is indeed a unique achievement of Indian English Lit-
erature for it ““fulfills the highest demand of the art of fiction,” and has
“the sweet smell of authenticity, tranquillity and triumph.” Like any
ommt work of art, this novel has many dimensions and hence scope
for multiple interpretations It is, first, an autobiographical novel, Mary
Joy, her mother, points out that Arundhati ““has drawn bare bones of
characters from the fanuly “Butitis an autobtographical work with al-
most confessional candour, at times with the painful risk such exposures
lenLail. As Arundhati Roy herself explains: “If you're looking for me,
you'll find me in there. For better or for worse."™ It is also a feminist
fiction because Ammu, the protagonist of this novel, tries to live life on
ber own terms, though she has to go through termible hell on that count.
Even Arundhati Roy, while commenting upon the outrage of male ortho-
doxy against her novel, writes: “Perhaps it's because I'm son of living
out a feminist poal | am a woman who has choices, who decides, and
then takes responsibility for the decisions—whatsoever they are. "%
Besides these autobiographical and confessional elements, this
novel is also an account of the clash between innocence and experi-
ence—the narrative is filtered through the eyes of seven-ycar-old twins,
Rabel and Estha, the children of Ammu. They look at the complexities
dult world of corruption and cruelty with awe and bewilderment.

# I outlook provides an intimate and insider’s view of the tumultuous
s unfolding around them. There is, then, the ctenal element of
zl“;uh\c between two social opposites, recalling to mind the primor-
is SLO_n of Catherinc for Heathcliff in Wuthering Heights. The novel
When t;c itter mdic.u-ncnl of the communists of Kmhm““:
highyy Petty politics of power becomes far more important than the
Y undeserved suffering and subsequent death of a promising youth,




vreferen

e | {e. And finally, the novel deals with a specific §y;.
who is an untouchab to which Arundhati Roy herself belongs, and g:e

- jan Christian family ingly pious middle-class morality of these people

reachi ractising two different things. ‘ .
P 'ml:g m:?: ?abn'c of this fiction revolves round a few days in the De.

en Sophie Mol visits Ayemenem along with her
celltlh-t?—f:: &f'ar lngegt’ Igol::hamml;, the divorced wife of Chacko. Margaret js
\I:ligiting her ex-husband to forget the accidental death of her second hus.
band, Joe, but unfortunately she has.to face a second Qeam t00 soon,
that of Sophie Mol, who is drowned in the. Mfaenz_lchal river of Ayeme-
nem. Yet this death by water of a small child is .51mp1y a focal point of
ce; because of its universal theme of tragic love, the story of the

novel

actually began thousands of years ago. Long before the Marxists
came. Before the British took Malabar, before the Dutch Ascen-
dency, before Vasco da Gama arrived, before the Zamorin’s con-
quest of Calicut. Before three purple-robed Syrian bishops
murdered by the Portuguese were found floating in the sea, with
coiled sea serpents riding on their chests and oysters knotted in
their tangled beards. It could be argued that it began long before
Christianity arrived in a boat and seeped into Kerala like tea from
a teabag.

That it really bagan in the days when the Love Laws were
made. The laws that lay down who should be loved and how.

And how much.7

This reference to love laws makes it clear that despite several criss-
crossing currents of story line, the main theme relates to the forbidden

J\iove between Ammu and Velutha, between a caste Christian and an out-

cast Paravan, between a rich lady and a carpenter-cum-mechanic in the
pickle factory of her mother, between a mother of two children and a
youth. Ammu is the daughter of Pappachi, the Empirial Entomologist,
= becomes.a frustrated autocrat, brutally arrogant and imperious,
::,I:H ;h ehcfredu for the discovery of a unique moth by him is snatched
ing gmi ails li:oss_ From that moment, Pappachi turns a monster, SpeW*
deviohicr Amll:upeﬁt-up venom on his hapless wife, Mammachi, and 1'115
a brass flower v.asee ta:e-s ﬁe“dlsfl satisfaction in beating his wife with
loved shoes to piem:m “ Shr,eddmg, with scissors, Ammu’s most be-

s. After his retirement from service, he returns .10

his native place
trict of Kerala, » Ayemenem, 2 remote, small town in the Kottayam dis-
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partly 10 avoid her father’s tyranny and partly to escape from the

. dcab parochial and orthodox mindset of Ayemenem, goes
dull, & Ammy

. Calcutta for a few days where, in a wedding ceremony, she meets her
to pusband and, without waiting for the permission of her parents,
futu{:d ly marries this Assistant Manager of a tea estate of Assam: “She
huirl nt that anything, anyone at all, would be better than returning to
thougenem,, (39) But within weeks of her blissfy] marriage, she is
Mecf: ed to her last bones by the jolting discovery that her husband is a
;ﬁﬁ-blown alcoholic. A brief respite is there in her troubled conjugal life
when she is blessed, in 1962, with”“lv\fc-egg twins, born to her by can-
dlelight amidst news of .a lost war W.lth China. (224) z?s her t.lrunkard
nusband mostly bunks his duty, so he 1s summoned Py his Enghsh man-
ager, who wants apparently to sun?manly dismiss him from his service.
But tempted by Ammu’s extraordinary charm, he puts before her hus-
band a dubious demand that he should go away for his treatment to free
himself of alcoholic addiction, leaving behind his beautiful wife at the
manager’s bungalow. The degraded husband is ready even to accept this
demeaning demand of his depraved boss, but his self-respecting wife is
so infuriated at this absurd plan that she fiercely fights with her husband
and finally returns to Ayemenem, a place from where she was desperate
1o escape only a few months back.

But at Ayemenem, her sudden arrival is quite unwelcome, largely
onaccount of her hurried marriage outside the Syrian Christian Commu-
nity and her “Half-Hindu Hybrids.”” (45) Even Chacko, her Oxford-edu-
cated and self-proclaimed Marxist brother, points out to the twins, Rahel
and Estha, that their Ammu has "no Locusts Stand 1. (57) Ammu pro-
tests at this double standard where a son is everything for the family and
a daughter is nothing, thanks “‘to our wonderful male chauvinist soci-
fy.” (57) But she is a born rebel; once she went against her orthodox

Yrian Christian society by marrying a Bengali, now she becomes more
Outrageous by falling for Velutha, the god of small things, who models
W?lyming from toys to small machines to furniture, and whom hf:r

Ins adore during the day and she loves during the night. She finds in
Veluthy the Same spirit of rebellion as smouldering within her, “he

s;:llsed a living, breathing anger against the smug, ordered world that
he:;'o lr 48¢d against,” (176) and so she loves him “with the whole of

finds Slmu is also aware that neither Mammachi nor Paby Kochamnll.a.
bido i;ny contradiction between Chacko’s Marxist mind and fl:ll:.lldal ari;
blisst'ufl 6§ ©cause he cannot help having a man’s needs, but they
Auy Y 1gnorant of her womanly desires. So, to square the matter,
" 8oes to Meet Velutha wearing the shirt of her brother. Yet it is
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ing of two bodies and more a matu-lg of two eternally rg ;
liousﬂ;zt[:ll:ugu% ded by primitive passion, 3 mating between szanegi
Man, Beauty and Nature, described 1n almost Law.renuan language of
utter seriousness: «Clouded eyes held cloud.ed eyes in a steady gaze anq
a luminous woman opened herself: to a luminous man. She was as wjde
and deep as a river in spate. He sailed on hter waters. Sh’e, could feel hip,
moving deeper and deeper into her. Frantic. lj".ren?led. (336-37) Ang
further: ““She moved closer, wanting to be w1tt}1n him, to touch more of
him. He gathered her into the cave of his body.” (338)

Has ever been such a rebellion, in anytime and any clime, forgiven
by the so-called civilized society? In the name of preserving sanity,
countless insane acts of mindless violence have been committed to
check this inherent human feeling of love. So Velutha must be severely
punished for tasting the forbidden fruit. If Chacko, a caste Christian,
king under him, it is his manly and masterly privi-

violates women WOr ' :
lege. But if the reverse happens, Velutha is subjected to the terrible ter-

ror of history. Even his own partyman, Comrade Pillai, is of no help to
him and curtly brushes him aside, ‘“You should know that party was not
constituted to support workers’ indiscipline in their private life.” (287)
Not only that, from passive spectator, Comrade Pillai becomes one of
the active conspirators, by assuring Inspector Thomas of Kottayam Po-
lice that Velutha does ‘‘not have the patronage or the protection of the
Communist Party.” (262-63) After all, Pillai has enough business sense
to print labels for the pickles bottles of Chacko’s factory so that his own
press should not be closed down; he is also aware of the growing popu-
larity of Velutha among his co-workers, thereby threatening the position
of Pillai as the unchallenged local union leader.

( So, though the children—Rahel, Estha and Sophie Mol—go for an

less

adventure on their own in which Sophie is drowned in the Meenachal
river while crossing it, the scheming mind of Baby Kochamma blames
Velutha of kidnapping them and lodges an FIR with the Kottayam po-
lice. After securing an assurance from Comrade Pillai, after all Kerala
was under a Communist government, Inspector Matthew despatches 2
team to crack down on Velutha in the dead of night. Unfortunately Ra-
hel and Estha are also hiding in the same abandoned History House to
watch tl}is “live performance™ (309) of history being repeated again, 0
the bestial brutality of power over the powerless: “They heard the th

of wood on flesh. Boot on bone. On teeth. The muffled grunt whet ®

- stomach is kicked in. The muted crunch of skull on cement. The gUf /

of blood on a man’s breath when hi ; ; dofa
il en his lung is torn by the jagged en

mg:ltlh;lb', (308) Here, one is reminded of Carlyle’s humble accP”
t his voluminous writings on the French Revolution fail % P

=



graphic picture of the Reign of Terror in the s;
jume of 4 Tale of Two Cities written by Dicke i
s of police monstrosity by Roy here present a g
re than all the records of Human Rights activists. It is how
¢ the living death of Velutha after police beatings: v

=

His skull was fractured in three places. His nose and both his
cheekbones were smashed, leaving his face pulpy, undefined. m k.
blow on his mouth had split open his upper lips and broken six
teeth, three of which were embedded in his lower lips, hideously
inverting his beautiful smile. Four of his ribs were splintered, one
had pierced his left lung, which was what made him bleed from
his mouth. His lower intestine was ruptured and hemorrhaged, the
blood collected in his abdominal cavity. His spine was damaged in
two places, the concussion had paralysed his right arm and re-
sulted in a loss of control over his bladder and rectum. Both his
knee caps were shattered. (310)

The apparent objectivity of cool facts simply highlights the highhanded-
ness of the police, while, ironically enough, a bold signboard at the po-
lice station reads:

I

, Politeness
: Obedience
|

Loyalty
Intelligence
Courtesy
Efficiency (8)

When Ammu goes to the police station to rectify the police error that
there was no attempt by Velutha to molest her or to kidnap her children
as complained by her aunt Baby Kochamma, she is humiliated by the
Police Inspector, who does not only touch her breasts with his baton but
also refuses to listen anything from her, because the Kottayam Police
does not “take statements from veshyas or their illegitimate children.”
(3,) Baby Kochamma, the seemingly pious spinster, also collaborates
“:lth the crime of the police by convincing the twins that if they do not
Bive the “legally correct” statement, their Ammu would have to mt Im- |

 prison for the death of Sophic Mol. Frightened, Estha does as told

the devilish grand-aunt, and the police washes its hands off fromtkc 4
“Ustodial death of Velutha the next day. A few months later, Ammu also
s of coughing her lungs out in a remote nursing home of Kerala w.
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n ttend or accompany her.
non&t:i: heart-rending story of Velutha and Amu would have r,_
wn, but for its resurrection and restructyrj

v the meeting of Rahel with her Prother Eslh_a some two decades later
Ayemmem.*)l'heir meeting revives 'evcrythmg ngutely, and yet viy.
idly, in their memory. Hence the narrative has Sll_gll_}_l_l’_l_’li_f;m{?e where, in
a e Eliotonian way, past, present and futur‘c: are all a contmu::ms flux,
‘-é;uething unusual in Indian English fiction. “Roy employs a circuitoyg

narrative so that events emerge elliplicallyﬁd out of chronological ge.

quence. She cunningly uses cinematic techifiques—time shifts, endless
fast forwards and reversals, rapid editing simultaneously to accelerate

and delay the coming disaster.””® This type of sophisticated narrative
structure is an organic need of this novel because !J?ere are so many sub-
plots involved, like the failed marriage of Rahel with an American, that
of Chacko with Margaret, and the unconsummated love of Baby Ko-
chamma for the Irish priest haunting her to her dotage. But all these sub-
plots are inter-connected; as a student of architecture, Roy has laid,
brick by brick, the magnificent structure of this novel which can endure
the onslaught of taste and time.

ot only the subject matter and plot structure, even the language
used by her is unique. “As a writer I govern language, and language
does not govern me,”” points out Roy. The novel itself, at one level, Vis
about language and the inability of children to undcx_'s_tzltgc_iu the language
of adults, and the power of language to evoke work.”" " As the seven-
year-old twins largely narrate the story, so there are essentially endless
verbal games and word-plays—but they all are tuned to perfection in
producing the needed artistic effect. With “the defamiliarising quality
of her prose, her metaphoric exactitude and striking similes,” Roy was
alone, among the 106 entrics for the Booker Prize, who “has her own
voice, her own signaturc.“ll It may be her first novel, but it is a ‘Tiger-
woodsian debut,” as rightly remarked by John Updike. Books like The
God of Small Things come only once in a long time, and even Roy is un-
able to tell if she would, and could, write another such novel in future.
All of her 37 years of life have gone in the making of this wonderful
work of fiction—which is just another name for the facts of a lived life.

mained unsung and unkno

NOTES

l.  Arundhati Roy in Interview w'tl-l i : ’ :
ith Sh ' India,
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What is this Hullabaloo in the Guava Orcharq?

VIJAY K. SHARMA

Before its publication, Kiran Desai’s debm novel Hullabaloo in the
Guava Orchard (1998) was serialised as “Strange Happenings in the
Guava Orchard” in the New Yorker and was much acclaimed by the
Western readers. Salman Rushdie’s appreciation of Desai’s yet unpub-
lished novel found expression ip. his inclusion of its excerpts in his con-
troversial The Vintage Book™of Indian Writing 1947-1997 celebrating
the fiftieth anniversary of India’s independence. It is therefore only
natural to explore the “‘strange happenings’ and all this “hullabaloo.”

Though not necessary, but usually one expects the first novel of an
author to be some kind of a veiled version of his/her autobiography, es-
pecially if the writer happens to be a woman. But Desai pleasantly be-
lies such expectations and offers her readers with something different,
almost unique—"‘strange happening’’ in the form of a dull-witted young
man-turned “Baba’’ of “‘unfathomable wisdom’ perched on a guava tree
dishing out one-liners pregnant with sagely advice for the ills of his
devotees.

This metamorphosis takes place when Sampath Chawla, a highly
bored post-office clerk in a sleepy town named Shahkot, while travel-
ling in a bus, feeling “the air thin about him and the freshness of green-
ery bloom within his tired frame,” decides to duck the mundane queries
of a co-travelling old crane. The bus halts momentarily and Sampath,
feeling *“the marvellous emotion that had overtaken him,” leaps “from
the window of the the stalling bus, spurred by his annoyance at the old
crane’s voice.” He raced.

- . . into the wilderness towards an old orchard visible far up the
slope. He ran with a feeling of great urgency. Over bushes,
;11“0“311 weeds. Before him he saw a tree, an ancient tree, silence
f:rl\?isz?wee{l to brmcbes like a prayer. He reached its base aqd
sy Y, without pausing, he began to climb. He clawed up his

ay Irom branch to branch. Hoisting himself up, he disturbed dead

L]



llabaloo in the Guava Orchard?

s Hu

Jeaves and n ;
eallect in a tree. It rained down about him as he clambered all the

-~ way to the top. When he settled among the leaves—the very mo-
ment be did so—the burgeoning of spirits that had carried him 50
far away and high up fell from him like a gust of wind that comes
out of nowhere, rustles through the trees and melts into nothing

like a ghost. (49-50)

Later, despite the persistent requests and persuasion from the members
of his family, Sampath refuses to come down from the tree. He had de-
cided to remain there forever come what way. Overnight he is deified,
pecomes what some call a tree Baba, others Monkey Baba. The press re-
orts: “According t0 popular speculation, he is one of an unusual spiri-
e, his child-like ways, being coupled with unfathomable
wisdom.” (67) The “‘unfathomable wisdom” of the Baba, the readers
know, comes from Sampath’s violation of the postal ethics and people’s
privacy during his service days. He knows people’s secrets because he
used to read their mail to get some kick out of their personal lives and
liven up his drab existence. Devotees mistake his knowledge for his
clairvoyance or his super human power and shower all kinds of respect
and veneration on him.

The drama of Sampath’s unusual pranks begins when one day he
suddenly decides to bare his bottoms taking the guests at his boss’s

daughter’s wedding by surprise:

tual natur

And slowly, deliciously, feeling it was the right thing to do, Sam-
path began to disrobe. Horrified shrieks rose from his audience.
However, in this flushed moments, he mistook them for cries of
admiration. He could not let himself down and he began to unbut-
ton his shirt. He tossed the garment into the air like a hero throw-
ing away the rag with which he has cleaned the weapon that will
kill his enemy. As the shrieks grew in volume and intensity, he
lowered his hand to his pants. “Stop him.’ shouted Mr. DP.S., and
several people rushed towards him. But Sampath climbed deftly
on to the highest tier of the mountain and in one swift movement,

lowered both his trousers and his underpants. (41)

ﬁ\pparenuy, Sampath came upon this novel idea from something which
hs chanced upon while doing his job in the post office: “‘It was curious
fo:lw hc‘ thought of his sleepiness when he had to work, but mlracu'lously
e B0t it when he came upon something that interested him. On hl_s way

me, he recalled a postcard he had seen of an ape with a very big and

sect carcasses and all the bits of dried-up debris that e
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alarming red bottom.” (35) As a young man in his early twenties, he js
witness to his colleague Mr. Gupta’s amorous flirtations with the neyer.
minding, ever-obliging Miss Jyotsana. His interest in “petticoats, tge.
nails” is strangely coupled with “monkeys. " (32)

Not only this, his birth was not one of those unusual ones. The
“enormously large’’ (3) Kulfi, Sampath’s mother to be, attracted atten-
tion of everyone around. “People stopped short in amazement as she
walked down the street. How big she was! They forgot their dealings in
the almost empty marketplace. They teetered on their bicycles as they
looked around for just another sight of that stomach extending improb-
ably before her like a huge growth upon a slender tree.” (4) Kulfi (un-
‘usual but suggestive name for a woman) is a voracious eater. “Meal
after meal of just rice and lentils could not begin to satisfy the hunger
that grew inside Kulfi.”’(5) While Desai paints a sensuous picture of the
devouring mother, the boundary between human and animal almost dis-
appears. But unlike a savage, Kulfi’s creative mind goes overboard. “In
her mind, aubergines grew large and purple and crisp, and then, in a
pan, turned tender and melting. Ladyfingers were flavoured with tama-
rind and coriander. She thought of chopping and bubbling, of frying,
slicing, stirring, grating.” (5) All these skills come handy to Kulfi later
while she serves the Baba, who was merely her son before his reincamna-
tion.

Sampath’s queerness seems to emanate from his mother, whose side
of family had the dubious distinction of having various such members.
Distraught at his wife’s gobbling habits, Mr. Chawla wonders what (not
who) he has been married to, and is apprehensive that “if the baby takes
after her, we are really in for trouble.” (6) His fears come true and that
is precisely what happens.

In another sense, Sampath’s birth coincides with what his father
thought was the end of the world, though it was also a harbinger of rain
and food—much needed respite from unbearable heat and hunger. The
“vast crash in the street outside” (11) is nothing but dropping of famine
relief consisting of “‘containers full of sugar and tea, of rehydration
mixes, dried milk power, raisins in packages covered with pictures of
smiling foreign women. There were nuts, sweets and baby-food tin ga-

lore.” (11) Everyone thought even the people in Sweden have remem-
bered to send a birthday present to the newly born child who brought
them good fortune, thus naming him Sampath. It is also significant that
the omniscient narrator chooses to point out that the child “‘was trium-
phantly and indisputably male,” (12) thus hinting at a dominantly patri-
archal bias in the society. Yet the good fortune is accompanied by
darkness. “In great good humour, chewing on famine relief, they celé-,
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3 mra“s this Hullabaloo in the Guava Orchard?
prated bY the light of a roomful of candles, for the electricity had, of
COUISE, gone.” (13) T:he phrase “of course™ is an indication of the f
qre events not only in Sampath’s life but also in those of the ';, ib
amund him. people
The monkey side of the story is not only funny but also it is steeped
in mythology and symbolism. The Baba loves the monkeys—their :gm.
pany, their pranks and feels absolutely at home (pun intended) when
they play around him. Being incamation of the Hindu god Hanuman
they command immunity as well as respect; being the ancestors of u;
humans, they are seen as primeval creatures—an important link between
the past and the present and, of course, reminder of the human begin-
nings. The Baba orders them around as if they were his minions. Some-
times he is able to show his devotees that he has control over them,
although that is not true. Calling them by various affectionate names
such as ‘“‘you badmashes,”” Sampath shows his special affection for:
them. The monkeys, however, add a touch of ribaldry to the holy situ-
ation in the guava orchard. Soon when they get used to the taste of lig-
uor—the devotees offer bottles of liquor to the Baba, though he does not
drink at all—things get out of control of everyone—Mr. Chawla, the
devotees and even Sampath himself. The police also finds themselves
helpless and the monkey menace continues to the detriment of the safety
of the devotees and sometimes the Baba:

Caught up in this drunken dance, savage faces, long tails, saris
draped in purple and yellow streamers all about him, useless bits
of thought flew past Sampath, everything going t00 fast for him to
stop and grab at them. He could jump; but no, it would be his un-
doing. He could pull on the monkeys’ tails; no, he would shout.

No, he had better hold tight. . .. (131)

his son’s new role of a

Sampath’s father, who has been exploiting
fecls threatened by the

messiah to his financial and social advantage,
monkey business and approaches the District Collector and the other top
officials “to make it clear that it was their responsibility to do some-
thing about this disruption to sanctity and peace in Shahkot.” (132)
Apart from the SP, the DC and other top officials, a CMO, a lady from a
Monkey Protection Society, a bird watching Brigadier from 2 logak acs
Outpost, a member of B U F H M—Branch to Uncover Fraudulent Hoby
Men, a never-die saying spy from the Atheist Society (AS)’. : scwnﬂﬁf
from the biology department at the Lady Chatterjee University —af :;
Pert in human-langur interaction, several outraged devotees frolnlibm.
anuman Temple, interested townfolk and Sampath’s family me
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get embroiled in this fantastic imbroglio. They work comically 4 Cross.
purposes to confound the scene completely. The scene seems, a5 it e,

ripe for yet another metamorphosis of a human into a guava thjs time
Sampath Baba magically disappears 1l ght in front of everyone’s e o

They looked here. They looked there. Up and down the guay, e
In the neighbouring trees. In the bushes. Behind the rocks. Th@
stared up into the branches again and again, into the undisturpeg
composition of leaves and fruit bobbing up and down. Its painfully
empty cot. But wait! Upon the cot lay a guava, a single guaya that
was much, much bigger than the others: rounder, Star-baseq
weathered. . . . It was surrounded by the silver langurs, who stared
at it with their intent charcoal faces. On one side was a browy
mark, rather like a birthmark. . . . (207)

The mystic Baba attains nirvana, waiting to be carried into possibly
a monkey s paradise! The Cinema Monkey, a special one who has pen-
chant for young women, this time changes tack and picks up “the fruit
himself before anybody had time to move and calm-eyed and wise,
holding it close to his chest, with the other monkeys following in a
band, he leapt from the guava tree’s branches and bounded away.” (208)
Desai’s magic realism raises the question about Baba’s real identity.
The way the monkey carries away “‘the fruit . . . calm-eyed and wise,
holding it close to his chest’ suggests “the fruit’’ to be a dead monkey,
for that is how it is transported away by the monkey. Who did Baba be-
long to? The monkeys or to us humans? Or, is it irrelevant to raise such
an issue?

Coming back to Kulfi, Sampath’s crazy mother, one is bound to
look into her contribution to the holy saga of the Baba. Like a tradi-
tional mother, she, in order to serve her “holy and gifted”’ son, prepares
highly esoteric meals for her son. She cooks all sorts of wild fowls, raid-
ing the forest for yet undiscovered herbs, spices and plants. Her mania
for gourmet meals leads her to birds’ nests and even on a monkey hunt.
She “combines maternal love with the desire of a good Indian wife to
serve a Fharismaﬁc male by cooking meals dredged up from her febrile
unconscious. After having served up orioles, hoopoes and shrikes she
g:zgm”s of armadillos, yaks, macaques and weeps for flesh yet undiscov-

» 52ys Dilip M. Menon in his review of the book. Significantly, the

novel ends with the ultimate exoti i i . ;
i xotic cooking with something/someon
falling into her boiling cooking pot: :

bei ;
Sspite themselves, they drew their attention from the mountai
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~ top. Above Kulfi’s enormous cooking pot hung a broken bmeﬁ;-‘ R E

In the pot were spices and seasonings, herbs and fruit, a delicious

vy.
e And something else.

Gingerly, they approached the bubbling cauldron. (209)

What or who was it? A crack, a howl, a watery splash in the wild
{emptuous weather add an intriguingly macabre final note,

Another woman character of the Baba’s family, Pinky, his adoles-
cent sister, creates an equally funny but bizarre situation. She bites off
an car of the local ice crcam boy, the Hungry Hop boy (another sugges-
tive name!) outside a cinema, only to realise later that she is passion-
ately in love with him. Secretly from her family and despite the boy’s
mortal fear of her and also despite severe restrictions imposed on him
by his family, the young Pinky achieves success in convincing the Hun-
gry Hop boy of her deep feelings for him. The relationship, however,
does not materialise mainly because of its lack of practical considera-

 tions on the boy’s side. In the end, one finds her helping the people who

chase the monkey with the “‘guava-Baba’ to rescue whatever remains of
the Baba. In the process, Pinky seems to have fallen for a fellow pursuer
of her brother—a much old, but dashing Brigadier. “‘She was filled with
an urge to tweak his buttocks. Hadn’t her father told her to set her sights
higher than herself, not lower?”” (208)

In this whole absurd and satirical drama, a distinguished spy of the
Atheist Society is made to look comic. Determined to expose the “fake™
Baba, he is jeered at and pursued by everyone—the Chawlas and the
devotees, with no support from the police or any other quarter. Desai
purposgfully reverses the triumph of the irrational over the rational.

iran Desai’s improbable hero has a predecessor in Indian English
literature in R.K. Narayan’s Raju, a guide turned swami, in his well
known novel The Guide. The name Sampath in Desai’s book is a throw
back to Narayan’s young protagonist of the same name in several of his
works. Unlike Raju guide, Sampath Baba chooses to renounce the mate-
rial world for no ulterior motive. He embraces the monkey world in the
lush guava orchard suggesting his proximity to the wild and primeval
ture. There is also an Animal Farm-like : suggestion as to who is hu-
man and who is savage. Also, Sampath is a reminiscent of the real life
Popular Baba—Mauni Baba who sitting on a wall, blessed people with a
touch of his foot on their head. A large number of politicians of all hues
and colours and many other VIPs were his devout devotees.

The point now is: does such a thing as the Tree Baba happen any-

Where elge except in India? Perhaps no. Kiran Desai’s genius is rare




lised and published. This is not to under
nor to suggest that the book does not interest the
+ going by the element of familiarity, the Indian reaq
10 enjoy the story all the more, perhaps on a deeper level, | emg

5 d” by no less a “Baba’ than Salman Rushdie, Kiran Desaj hag

- proved her gift of the pen with her very first novel. She has made 5
" face for herself, not as Anita Desai’s daughter, but as a promising,
/| gifted novelist sharing lineage with likes of Vikram Seth, Amitay Gho;l;

and Arundhati Roy.

| NOTES

‘ 1.  Kiran Desai, Hullabaloo in the Guava Orchard (London: Faber and Fa-
¢ ber, 1998), p. 4%/

_ 2 Dlllp M. Menon, =aMidday‘-'s Child,” Indian Review OfBOOkJ, 16 Illl}*-lS
[ Aug. 1998), pp. 46-47.

R.L.A. College (Eve)
University of Delhi




entury of Independence.
ect whether ’tis our desert since
al flickerings tell us to doff
And slough all corrupt activity
Lest comeuppance face us if independence
Is not any inner deliverance
(But only carte blanche for infernal dunce.)
The discontinuous human psyche,
Man’s mind, the multifaceted spirit,
An eloquent abstraction yet instinct
With rare fecundation, never squeaky,
Propels us perpetually on to
The well-meaning activity in life.
This alone is the way to become ripe,
Attain Freedom good, noble things to do.
The Golden Jubilee Year of freedom
Should spell sublimity, splendid, ‘Suvarna’
In mundane gain, winning supernal fane
By disentangling us from all serfdom.

New Year Desire

Great joy and cheerfulness
It wakes up within all of us
To see all Nature blushing
Beneath each flower smiling
And beaming in brightness!
But let’s not waste our precious hours i
One vain trifles since the ‘fabled’ shade y
Of each departed day perpetually falls

On our graves and renders us dead

Before we die; the proverbial worm exults
As he beholds us hasten thitherto fade.
We should strive skyhigh, never to be laid
Into the catafalque we want to evade
Although for each maid and dame and

man it is madc.




_Wanes the wonder of

, massive splendour of your sight
h e’b e confidence of your might,

Remember, massive as you are,

Gorgeous too!

Placed in a placid inertia

Which injects in you, stability
Although not of mind but of might
You create yourself and destroy too,
And that too,

A massive destruction

And a massive noise.

Anger

Anger retreats into regret
Regret swells into anger,
Anger dwells in our hearts.

The pang of death brings death to
The fury in the socket of our hearts.

Kills men of Wlsdom




5 apost

[ fee the waters undemeath

~ Flow fast and change; ; “usly g
* Tumed within 2tive

Lo the ever changing shadows ol ey i
Of the never-changing flame.

The Moment He Becomes Heartless

It’s vibrant

Makes other vibrant
It laughs ..
Makes others laugh P
It wipes the tears of agony :
takes you to the golden realm
of the purest ecstacy

It rears the real values of life
in the little fields

of feelings and emotions
selfishness it destroys

and love it distributes
in the dark night of despair ro
it holds the bright torch of hope '
It’s taller than the Himalayas :
deeper than the oceans

wider than the blue sky

itkills the devil in you

nourishes the man in you

makes you god through and through
It's the heart, it’s the heart

Itis there in you, in me

and sure in everybody

the man is dead

the moment he becomes heartless




, ’ Tu leiﬁssense,

Our helplessness.
You glow,

In sun and stars,
That let me long for you,
At times,

You smile,

In kids and small flowers,

Filled with love and innocence,

Till its brim.

The Force

Yesterday,

I was ready,

To lend all help,
And let you win the race.
But

Today, I feel,

I should not try,

And let you have,

Allhelp, dear friend.

For the thoughts,

Of your success, and efforts
To compete and win,




And die, as life tends,
Teheanuphﬂl task, Yy
* Your care, your smile, oo
Your tender touch, :
Will keep me moving,

1 swear, | swear.”

Are my husband’s words.

“This is a hopeless case, WG
And shall require, -
An operation that is costly,
And medicines too,
Please make all payments,
~ So that, we can start, _ _
The treatment, and if in case, SRR
There is no money,
Take him to other place. SEX. .mo’t g
Or let me know, PO o
So that we two aapadk ,,-n--m_'
Can sit, discuss and co-operate | u:iiim.-
To solve the issue, i EE S
You can do the needful,
To let me be happy,
- AndIshall do the needful,
- Tolet him be healthy again.”
Vere the male doctor’s words. i

T TS . N}

Pl o, el o i

gl ey e
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BOOK REVIEWS

ibir K. Ghosh, Calculus of Power: Modern American Politicq]
Novel. New Delhi: Creative, 1997. 255 pages. Rs. 500.

When fewer and fewer readers seem m. know less and !css about the hy-
bridities of fiction, Nibir K. Ghosh believes that lht;rlc 1s something con-
crete and cognizable as the “Modem H&I_I_IF_IIS?‘I}__ Political Novel.” In 239
pages of argument, explication and illysuatron, G'hpsh achieves some-
thing remarkable. He not only re-examincs the politics of such putative
political novels such as Boston, It Can’t Happen Here, In Dubious Bat-
tle, For Whom the Bell Tolls, All the King's Men, Catch-22, The Armies
of the Night and The Book of Daniel, but canvasses the “political” force
of personal struggles for equality and social justicc documented in such
novels as The Awakening, Native Son, Invisible Man, Another Country,
Slaughterhouse-Five, The Bluest Eye, Fear of Flying and The Color
Purple.

Ghosh believes, and with some good reason, that all politics is
power-driven; that the fictional calculus is as good as any other method
to hamess when oppressive social and cultural systems obscure the
forms and distribution of power in daily lives. ““The modes of percep-
tion and the analytical framework implicit in"" this study of American

_ Elction, hopes Ghosh, “may also prove useful to the Indian setting and

iliev.” (vii) I would have agreed immediately but for the hard evi-
dent.:le newspapers gave us recently of the machinations that thwarted the
1"1{1‘“5 a‘}d passing of the-Women’s Reservation Bill in parliament. The
point is simply that the identity based politics of which most American
ﬁchor.z 1s made up has very little to do with the entity based politicking

that kills enlightened initiatives,
3 edll: a“O;P}\’a"il?le in mc way, however, Ghosh is right about the im-
Colong e mencan political truth to our concerns. Take, for example,
“You see Yr:s: a;_lgwcmc’nls to Captain John Yossarian of Ca{ch-ZZ:
88 10 promote you 10 o o & 1© PUt you on casy street. We fe £
We'te going to s 0 major and even give you another medal. . - -
glorify you and send you home a hero, recalled by the



for morale and public-relations purposes. You'Jy

nmre Everyone will lionize you. You’ll have parad

*+ and make speeches to raise money for war bonds. A whole g
11 of luxury awaits you once you become our pal. Isn’t it loe] § it

ch-22, PP- 416-17) Of course 1t is. That, | thfmght, was how our :

Jon) mandarins spoke honouring a Pokhare.m IT scientist, or a minister

b canted at a function glvmg awgy swarn:q/ayam‘i medals for 11 Indian

' scientists. Now the trouble with literature is that it seems topical all the

gme which, in Philistine thinking, ought to make it irrelevant at any
ti‘m}j]msh is at his impassioned best in a chapter called “American Jus-

| (ice on Trial” which examines Upton Sinclair’s Boston, a fictional ac-

count of the Sacco-Vanzetti case, 1920-1927, and E.L. Doctorow’s The

Book of Daniel, an unweaving of the Rosenbergs trial of the early 50s

through the fictive biography of a boy. That undertrials invite some pub-

lic sympathy anywhere in the world, and that martyrdom is an easy
story to tell ar¢ always at the back of Sinclair and Doctorow’s minds.

What passes all understanding (to these writers themselves, and to

Ghosh who discusses these cases at some length) is the sizable hate and

suspicion which the American official machinery was able to galvanize,

the fiendish energy of its media to cffectively antagonize an informed
public to whose conscience these cases might well have had a human
nights appeal. Ghosh quotes Doctorow as lamenting: “what kind of an-

- thropological ritual is that?” Well, that is where misanthropology enters
by proxy. For no government can officially list misanthropy on its com-
MoN minimum programme.

e enormous creditworthiness of Ghosh’s thesis is perhaps its very v o
limitation., Power changes hands. Like money. It is this currency of |
power that makes, for example, the Voting Rights Act of the Americans j
shamefiy], This Act was signed by President Lyndon Johnson thirty- ‘_
three years ago, and will expire in 2007. Once agaifi Congress will de- |
“e whether African-Americans will be allowed to vote! No other - |

b ericans are so unenyiable. There is, alas, great scope for another
00k by this author.

IR AT NPT TRRTNTT T S OREET R

Universigy of Hyderabad K. Narayana Chandran
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Sanjukta Dasgupta, The Novels of Huxley and Hemt'nmy

Delhi: Prestige, 1997. New

nds in their own time, expatriates by choice and, most
t:eg;pt}ary spokesmen of the 1920s and thf: 19305:_nonet11e1353,sﬂ:;°d1}’,
between Aldous Huxley and Emest Hemingway is enormous anq i
bridgeable. A comparative study, therefore, of their work seems like a::
odd proposition. Consider Huxley: a most C&?rebral writer blessed wig, 4
most cerebral ancestry; a self-confessed ratiocinator unable to fuse the
body and the mind; as legend has it (confirmed by none other than Ber.
trand Russell), he carried with him on his frequent globe-trotting at leag;
one volume of the Encyclopaedia Britannica; like his own alter-egg
Philip Quarles (in Poin! Counter Point), his intellectual self-always pre.-
vailed over the emotional and the instinctive; an introvert who increas-
ingly turned away Anglo-Saxon attitudes and the Judeo-Christian
tradition, and turned towards pacifism, mysticism and Sufi, Buddhist
and Vedantic thought. Consider Hemingway: born in rugged, physically
challenging surroundings; the son of a champion angler; an inveterate
sportsman, big-game hunter, wrestler, gun-trotter, soldier, adventurer.
The view from the book-lined, erudite, sedate, peaceful world of Surrey,
England, and another from Ketchum, Idaho, with its mountains and
mountain streams, suggest sharply contrasted worlds.

Not to belabour the point, it must be stressed that even a most cas-
ual perception of Huxley and Hemingway tends to exhibit more con-
trasts than comparisons. On the one hand, the shy, reclusive and retiring
prophet and utopian obsessed with the perennial concerns of mankind;
and, on the other, the boisterous, bearded, fun-loving ‘Papa’ always on
the move: Paris, Madrid, Barcelona, Venice, London. Now dodging bul-
lets while driving an ambulance (for the victims of the war), now at
Pamplona amidst bullfights, now at Madrid with the Republican barri-
cades even as the spirit of freedom wilted at the hands of Francisco
Franco, now in Havana among the wrestlers! The images invoked by the
two are diametrically opposite. From yet another perspective, Huxley
even-in moments of deepest despair refused to give up the s&uggle-
Hemingway sensed failure, both of his body and of his craft as a wrier,
and could not help shooting himself to death. Despite the contrary con-
;:I;:g:boﬁ the book under review, I find it hard to overlook the ‘t’:i:
Blanes 0: :::1?:[ H“XI?Y, and Hemingway. If one seeks stucl}’f}h:’l e
0z her divef as ;‘Ahlblted in }he1r novels, one may expect to 111

§ coris atstil planes of reallty: ' y
i e contents of this study by Sanjukta DasguP™%

ise. For example, critical consensus has it that



' " ter Point (1928) is a major work of fiction of the time |
Lentingly candid 1_nirmr to the age. But in this Smdyl’gm
it gets a short shrift. Nothing is said about its graphic portrait of an
§ 'és.éentihlly joyless, crushed decade of the twenties. No consideration is
- en to ‘Credo quia absurdum. Amo quia turpe, quia indignum’ (words
~ goted by Huxley at a narratively most opportune moment), and on
ihese words so much of the conceptual basis of Point Counter Point
~ rests.
res This reflection on human perversity is not a passing thought. In one
of the scenes in Soho the point is made dramatically that civilization in
the West is unwittingly and unnecessarily on a headlong course to
doom. The Lawrentian figure Mark Rampion speaks for Huxley:

Bolsheviks and Fascists, Radicals and Conservatives, Communists
and British Freemen . . . what the devil are they all fighting about?
... They're fighting to decide whether we shall go to hell by commu-
nist express train or capitalist racing motor car, by individualist bus
or collectivist tram running on the rails of state control. The destina-
tion is the same in every case. They’re all bound for hell, all headed
for the same psychological impasse and the social collapse. . ..

The sense of utter futility at the time in Britain and beyond in
Europe is what Huxley is concerned with. As the concluding words to
the novel imply, with bitter and trenchant irony, the pursuit of the King-
dom of Heaven is not even remotely on the horizon. These aspects of
Point Counter Point have not drawn the attention of Dasgupta.

The same with Brave New World. Brave New World advocates, es-
pecially as Huxley’s preface to the 1946 edition makes it explicit, that
science must be used to serve mankind and not to enslave it (and it is
this nightmare that the dystopian Brave New World so graphically de-
picts). This merits only a passing reference. On the contrary, Dasgupta
claims that in Brave New World we have a ‘rejection of the future® and
that it reveals ‘Huxleyan spirit of negativism.’ Far from it. Brave New
World is pragmatic. It is profoundly concerned with the future of the
world community, and not just the Western world. A great deal could be
said to substantiate this. But suffice it to note that this study misses the
moral and intellectual centre of Brave New World. Besides, one must
ask why Those Barren Leaves, Eyeless in Gaza and Island are taken up
for detailed consideration at the expense of Point Counter Point, Brave
New World, etc.

Hemingway fares only slightly better. The study accords due impor-
tance to later novels. But why is The Sun Also Rises shown scant re-




od made and other basic matters in The Sun Also Rises By
hnamormmmm There is litle substan.

Tgee reviewer must reluctantly conclude that the author has not pre-

= | sented the ramifications imvolved It 15, of course, hmq to find
: m?e willing to undertake such a daunting task implicit in the sgb.

Ject chasen.
Dharwad AA. MUTALIK-DESA!
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Indian English Literature
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Ed. K. Ayyappa Paniker

Indian English literature written since Inde-
pendence reflects a rich diversity. The book
makes an intensive study of the works of the
writers like Kamala Markandaya, Anita Desai,
Salman Rushdie, Nissim Ezekiel, Shashi Desh-
pande and A.S.P. Ayyar who have helped in
shaping the modern Indian Writing in English.

Price: Rs. 300

~ Special Offer: The book, priced at Rs. 300, is available to IAES mem-
~ besforRs. 100 only. Those desirous of acquiring a copy may send 73
120 (Rs. 20 for regd. postage) by money order/demand draft to Edtor,
=3, J-391, New Rajinder Nagar, New Delhi 110 060. The Demand Drast
$hould be drawn in favour of “Indian Association for English Studies’
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to IAES members for Rs. 100 only. Tlose desirous of acquiring a copy may
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